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BypraHoBa Mapusa AnekcaHapoBHa

JOKTOpP Hayk, npodeccop YHuBepcuteta KOxxHon KanndopHum,
co3gatenb n AMpekTop VIHCTUTYTa COBpEMEHHOW PYCCKOW KyAbTypbl

[ OKTOP MCKYCCTBOBEAEHWS, akageMuk Poccuiickon akagemmnm
XyZOXecTB, Npodeccop Poccuiickoro rocysapcTBeHHOTo
XyZ,0KECTBEHHO-MPOMBILLIEHHOTO YHMBEPCHTETA

um. C.I'. CtporaHoBa

JOKTOP MCKYCCTBOBeAeHWS, Nnpodeccop Poccuitckoro
rOCYAapPCTBEHHOIO XyA0XECTBEHHO-MPOMBbILLIEHHOTO YHUBEPCUTETA
nm. C.I'. CTporaHoBa, akagemMunk Poccuiickoli akageMmm XyAoxecTB

JOKTOP Hayk, npodeccop, Guangzhou Academy of fine arts

[OKTOP, Hay4HbIN cOTpyaHWK ViccnegoBaTtenbckoro LieHTpa BoctouHoi
EBponbl BpemeHckoro yHuBepcuteta, npodeccop The Charles University
(Yexuns)

KaHAMAAT GUIONOTNYECKMX HaYK, BEAYLLMIA HayUYHbIA COTPYAHMK
WHcTutyTa pycckoro s3bika Poccuiickoin akageMum Hayk

npodeccop, Toho Gakuyen University of Music

npodeccop, AOKTOP UCKYCCTBOBEAEHMS, MPOPEKTOP MO HayUHOM
n MeXxzayHapoAHou paboTte Poccuitickoro rocyaapcTBeHHOro
XYyAOXKEeCTBEHHO-MPOMbILUNEHHOIo YHUBEpCUTETa

um. C.I'. CtporaHoBa

npogeccop, Instituto Universitario Orientale, Naples

npodeccop Kapeapbl NCTOPUN 1 TEOPUN UCKYCCTBA KOIeaKa
M3AwHbIX nckyccTs LLlaHxaickoro YHvBepcuTeTa, YieH
Akasemnyeckoro komuTeTa LLlanxaickoro YHuBepcuTeTa

JAOKTOP GUNONOTMYECKMX HAYK, CTAPLLNIA HayUHbIN COTPYAHNK
WHctuTyTa MupoBo autepatypbl PAH

JOKTOP MCKYCCTBOBeAEHWMS, Bcepoccniickmii rocyaapcTBeHHBbIN
WHCTUTYT KnHematorpadum nm. C.A. FepacumoBa

KaHaMAaT GUNONOTMUECKUX HayK, HAayYHbI COTPYAHWK VIHCTUTYTa
pYyccKoro sA3blka POCCMINCKON akagemuny Hayk

JOKTOP dunocodckmx Hayk, npodeccop, rMaBHbIV PefakTop XypHana
«Bonpocbl dnnocodpumn»

[OKTOP MUCKYCCTBOBeAEHWS, Mpodeccop, 3aBesyroLwmin OTAE/I0M
HayuHo-ncnef0BaTeIbCKOro UHCTUTYTa TEOPUN U NCTOPUN
1306paznTeNbHbIX UCKYCCTB POCCMIACKON akafeMum XyA0XKecTB

JOKTOp HayK, npodeccop Poccuiickoli akagemmn My3bikn M. THECUHBIX

aokTop dunonorun, npodeccop Poccuiickoro yHmeepcuteta Jpy>kObl
HapoAoB

KaHAWAAT UCKYCCTBOBeAeHUs, npodeccop Poccuiickoro
roCyAapCTBEHHOrO XyA0XKeCTBEHHO-MPOMBILLEHHOIO YHUBepCUTETa
nm. C.I. CTporaHoBa, akageMunk Poccuiickol akafieMmm XyA0XecTB

KaHAWAAT UCKYCCTBOBEAEHUA, AOLEHT POCCMIACKOro rocyapCcTBEHHOIO
Xy/Z,OXXeCTBEHHO-MNPOMbILLIIEHHOTO yHMBepcuTeTa M. C.I. CTporaHoBa

JOKTOP Hayk, Npodeccop, 3aBeayrolnii kabeapbl ICTETUKM 1 TEOPUN
nckycctsa TOKMICKOro yH1BepCuTeTa

JoKTOp Hayk, npodeccop, University of Chicago, Departments: Cinema
and Media Studies, Art History, Slavic Languages and Literatures
JAOKTOP MCKYCCTBOBeAEHWMS, npodeccop, pekTop MockoBCKoro

apXMTEKTYPHOIO MHCTUTYTA, BULIE-NPe3naeHT Poccuiickoin akagemum
Xy[0XecTB

CmoneHkoBa FOnunsa AnatonbeBHa (Poccus)

HAYYHO-AHANINTUYECK NI
XYPHAN «AOM BYPTAHOBA. N2 6

COAEP)XAHME

2022

MPOCTPAHCTBO KY/IbTYPbl»

CNoBO
PEAAKTOPA

AHHA BAAUMOBHA PbIHAUHA
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OBPA30B HUKO/1bI YYAOTBOPLIA. POCCUA U 3ATIAL

METP BAAAVUMUPOBUY AOEPO/IIOGOB
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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of culture

#6/2022

Dear readers,

We are pleased to present to you Issue 6, 2022, of
the scientific and analytical journal Burganov House.
The Space of Culture.

Upon the recommendation of the Expert Council
of the Higher Attestation Commission, the journal is
included in the List of Leading Peer-reviewed Scien-
tific Journals and Publications in which the main sci-
entific results of theses for the academic degrees of
doctor and candidate of science must be published.

In 2022, the journal Burganov House. The Space of
Culture is celebrating its 17th anniversary. Over the
years, we have published about a thousand articles,
introduced hundreds of new authors, collaborated
with prominent scientists, cultural figures, artists,
writers, heads of Russian and European museumes,
rectors of universities and academies. We offer our
heartfelt gratitude to all!

Summing up the results of 2022 and looking to
the future with confidence and optimism, we are
planning to continue developing our journal. We
have increased the number of issues — now the
journal is published six times a year. This indicates
its increased popularity among authors and read-
ers. The representation of our publication in the in-
ternational databases of scientific communications
has expanded.

We are sincerely grateful to our editors, experts
and members of the Editorial Board, owing to whom
the journal has acquired its unique profile and sta-
tus in the scientific world. We hope that our further
cooperation will be the key to the improvement and
prosperity of our publication.

The journal publishes scientific articles by lead-
ing specialists in various humanitarian fields, doctor-
al students, and graduate students. Research areas
concern topical problems in multiple areas of cul-
ture, art, philology, and linguistics. This versatili-
ty of the review reveals the main specificity of the
journal, which represents the current state of the
cultural space.

The issue opens with the article “The Seman-
tic and Artistic Evolution of Images of Nicholas the
Wonderworker. Russia and the West” by A. Ryndi-
na. In it, the author focuses on current trends in the
study of architectural monuments, “minor forms" of
liturgical purpose and plastics on the example of
works dedicated to St. Nicholas. The author espe-
cially emphasises that at the present stage, the issue
of content, the connection of form formation with

the structure of symbolic thinking within the cultur-
al space of the era is actively brought to the fore.

P.Dobrolyubov's article “Unforgotten Names.
Mikhail Belashov and Georgy Krantz" is the first of
the author's cycle "VKHUTEIN, VKHUTEMAS. Sculp-
tors. Teachers and Students”, dedicated to the unique
creative and educational project, VKHUTEMAS —
VKHUTEIN, within which a galaxy of outstanding
Russian artists, sculptors, and architects was trained.
The author presents the creative work of the remark-
able sculptors, M. Belashov and G. Krantz, consider-
ing their works in the context of history.

A.Yakimovich continues the topic of sculpture art
in the article "Preliminary Results of the Flight. Ma-
ria Burganova's Art". The author analyses the work
of M. Burganova, a sculptor, graphic artist, theorist
of fine arts. Considering her sculptural composi-
tions created over a quarter of a century, the au-
thor explores the evolution of artistic images, and
also focuses on the features of the author's shap-
ing, noting a new understanding of immateriali-
ty despite the massiveness of sculptural works and
the laws of gravity.

Modern sculpture in China is studied in Fan Zhi-
yu's article, in which the author emphasises that
while moving towards a new era, Chinese society
does not forget about its values and guidelines, de-
veloping a special concept in art called the “Idea of
China”. In the article “Modern Chinese Sculpture”,
the author analyses the polar art works created by
Cao Chunsheng, an older generation sculptor who
was influenced by the “Soviet school”, and Deng Ke,
who belongs to a new generation of sculptors who
grew up in the era of reforms. Both sculptors work
in different styles and genres; however, together
they form the face of modern sculpture, promot-
ing the “Idea of China”, which the author of the ar-
ticle is trying to explore.

The article "The Museum of the Future. A New
Image and a New Mission” by M. Burganova is ded-
icated to the specifics of modern museums posi-
tioning themselves as museums of the future. The
author considers this new format in the world of
museums on the example of the Museum of the Fu-
ture in Dubai, which architecture creators are Sean
Kill and Mattar bin Lahej. The author notes a spe-
cial interest in the construction of museums around
the world. This arises from the unique purpose of
such objects — their ability to become a symbol of

the city and, in a certain sense, create its positive
image in the public mind. Considering a number of
relatively new museum buildings, the author iden-
tifies some general trends, among which is, first of
all, the expressiveness of architectural images and
a change in the very concept of the museum.

T. Portnova focuses her research on the study
of a special phenomenon in the modern theater.
In the article "Outdoor Performative Practices of
Modern Theatre”, the author emphasises that mod-
ern theatrical action is a complex interdisciplinary
product that is subject to modifications and is not
closed in the final form. The author reasonably proves
that throughout its development, performance has
emerged as a new cultural product, as a new type
of theatrical performance, which required a new
type of dramatic and directorial thinking from the
authors-creators.

In the article "Screen Entelechy: Surface and
Plane”, V. Shabalin, as part of the modern discourse
on screen art, explores the phenomenon of repre-
senting the boundary between screen and real spac-
es. The relevance of this topic is concerned with
the development of the technical base, owing to
which the variety of screen types is considerable.
The article discusses the features of broadcasting
screen images as special independent artistic “mor-
phemes”, as one of the components of screen arts.
It is proposed to introduce the concept of “substi-
tution technique”, used in the filming process, into
scientific circulation. The author takes into account
the physical patterns of the screen: the shape and
structure of its surface, and also analyses the prob-
lems of screen space. The study explores the nature
of a multi-plane screen and discusses the principles
of image projection on the facades of architectur-
al structures.

The publication is addressed to professionals
specialising in the theory and practice of the fine
arts and philology and all those interested in the
arts and culture.
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HayuHo-aHanmtnuecknin xypHan
[lom bypraHosa

[1pOCTPaHCTBO KyALTYPSI
#6/2022

[Joporue untatenu!

Mol pagbl npegctautb Bam N2 6/2022 HayuHO-
aHanuTn4yeckoro xypHana «/lom bypraHosa. Mpo-
CTPAHCTBO KY/NbTypblI».

Mo pexomeHpaunm dkcnepTHoro coBeta BAK
YKypHan BK/loueH B lNepeueHb BeaylLnX peLeH-
3MpPyeMbIX HayUYHbIX )KYPHa/IoB U U3aHUN, B KO-
TOPbIX A0/DKHBI 6bITb ONY6/1MKOBaHbl OCHOBHbIE
HayuyHble pe3y/bTaTbl AUCCEPTALLMN HAa COMCKaHUe
YyUeHbIX CTeNneHen J0KTopa U KaHAuAaTa HaykK.

B 2022 rogy xypHany «[lom bypraHosa. lNpocTpaH-
CTBO KY/IbTYPbI» UCMOAHWUAOCH 17 NeT. 3a 3TV roAbl Mbl
onybanKOoBaAM OKOJIO ThICAUM CTaTel, NPeaCcTaBuIm
COTHW HOBbIX aBTOPOB, COTPYAHUYANN C BblAAOLLMN-
MUCA YYEHbIMM, A€ATEAAMW KYAbTYpbl, XYAOXKHUKaMU,
nucaTensamu, PyKoBOAUTENAMU POCCUIACKUX U eBPO-
NencKnx My3eeB, PEKTOPaMM YHUBEPCUTETOB U aka-
AeMUiA.... Mbl cepaedHo Brarogapum Beex!

Moasoas ntorn 2022 roga v ¢ yBepeHHOCTbIO
“ ONTMMM3MOM, CMOTPA B ByayLiee, Mbl MaaHUPyem
NPOAO/IKaTb Pa3BUTUE HaLLEro XypHanaa. Mbl yBeau-
UMM KONMYECTBO BbIMYCKOB — Tenepb XYPHas BbIXO-
JWT WeCTb pa3 B rof. 3TO rOBOPUT O ero BO3pocLUeit
NonNyAspHOCTU ¥ aBTOPOB U UmTaTenen. Pacwmpu-
NOCb NpefCTaBieHne Hallero n3jaHna B MexXayHa-
POAHbIX Ha3ax Hay4YHbIX KOMMYHUKALWIA.

Mbl cKpeHHe Npu3HaTeabHbl HaWMM pPeAaKkTo-
paM, aKcnepTam 1 YieHam PegakLMOHHOro COBeETa,
6narogapa KOTOpbIM XypHan obpen CBOW yHUKab-
HbIN Npoduab 1 cTaTyCc B HAay4YHOM Mupe. Hageem-
Cs, UTO Halle JanbHenlee COTPYAHNYECTBO CTaHET
3a/10rOM COBEPLUEHCTBOBAHMA N NPOLBETAHUA Ha-
LLero usgaHus.

B >xypHane nybankyroTca HayyHble CTaTbi BEAYLLINX
CMNeumanmncToB pasHbix 'yMaHUTapHbIX obnactei, AoK-
TOPaHTOB M acnMPaHTOB. HanpasaeHus ncciesoBaHuii
KacatoTcs akTyasnbHbIX Npobsem B pa3anyHbix obna-
CTAX KyNbTYpPbl, UCKYCCTBA, GUAONOMMN N A3bIKO3HAHWS.
B 31Ol MHOrOrpaHHocT 0603peHuns Nposemaack oc-
HOBHas cneunduka XXypHana, NpeACTaBASAHOLLLEro Co-
BPEMEHHOE COCTOSIHNE MPOCTPAHCTBA KY/bTYpbl.

3TOT HOMep OTKpbIBaeT cTaTbsl A. B. PbiHAMHON
«CMbICI0Bas 1 Xy0>XXeCTBeHHas 3BOHOLMA 06pa3oB.
Hukonbl YygotBopua. Poccus u 3anag», B koTopon
aBTOp Ha Npvmepe NPoOU3BeAEHNN, NOCBALLEH-
HbIX CB. HMkonato, fenaeT akLeHT Ha uccnefoBaHmne
aKTyaslbHbIX TEHAEHLUNN B N3YYEHNU NaMATHUKOB
APXUTEKTYPbI, «MasbIX OPM» AUTYPrMyeckoro HasHa-
YeHUa 1 NiacTMku. ABTOp 0COBeHHO NogYepKMBaeT,
YTO Ha COBPEMEHHOM 3Tare Ha NepBbIv NiaH akTMBHO

BblABMraeTcs npobiema cogepxanHus, cBasn Gopmo-
06pa3oBaHuWs CO CTPYKTYPOW CUMBOANYECKOTO MbILLI-
NleHnA B paMKax Ky/JIbTYPHOrO MPOCTPaHCTBa 3MOXW.

Cratbs 1. B. JobpontoboBa «HezabbiTble MMeHa.
Mwuxawn benawos v leopruii KpaHu» — nepsas 13
asTopckoro uukna «BXYTEVH, BXYTEMAC. CkynbnTo-
pbl. Yuntensa v y4eHnkn», NOCBAWEHHOIO YHMKab-
HOMY TBOpPYECKOMY 1 0bpa3oBaTeNbHOMY MPOEKTY
BXYTEMAC — BXYTEWH, B pamkax kotoporo 6bina
NOAroTOBAEHA NJIEAAA BbIAAIOLWMXCA OTEYECTBEHHbIX
XYZAOXXHUKOB, CKY/bNTOPOB, apXUTeKTOpoB. ABTOpP
npeAcTaBAfeT TBOPUECTBO 3aMeyaTesibHbIX CKY/1bATO-
poB M. benawos v I'. KpaHua, paccmaTtpuBas nx npo-
N3BEAEHNs B KOHTEKCTE CTOPUUECKON NepCrnekTUBbI.

TeMmy mnckycctBa ckynbATypbl B cTatbe «[1pessapu-
TenbHble utoru noneta. Vickycctso Mapum bypraHo-
BOW» npogosxaeT A. K. AkvmoBumy. ABTOp aHanusnpyet
TBOpUecTBO M. A. BypraHoBoii — ckynbntopa, rpadpu-
Ka, TeopeTrka n3obpasntenbHoro nckyccrea. Paccma-
TpWBas ee CKyJbNTypPHblE KOMMO3ULMW, CO34aHHble
Ha NPOTAXEHUN YETBEPTUN BeEKa, aBTOp nccaeqyet
3BOJIHOLMIO XYAOXKECTBEHHbIX 0OPa30B, a TakXKe ak-
LEHTUPYET BHMMaHMe Ha 0COBEHHOCTM aBTOPCKOrO
dbopmoobpazoBaHus, OTMeYas HOBOE OCMbIC/eHNe
MMMaTEPNaNbHOCTM BONPEKN MAaCCUBHOCTU CKY/lb-
NTYPHbIX NPOV3BEAEHUI U 3aKOHOB FpaBuUTaLUK.

O coBpemeHHoM ckynbnType Kntas — cTatbs PaHb
U>xmtos, B KOTOPOW aBTOP NOAYEPKMBAET, UTO ABUrasachb
K HOBOW 3M0Xe, KUTalckoe obLecTBo He 3abbiBaroT
O CBOWX LIEHHOCTAX N OPUEHTUpPaX, pa3sBmBas B UCKYC-
CTBe 0CObYHO KOHLEeNLMI0, HasbiBaeMyto «/aen Kutas».
B ctaTbe «CoBpeMeHHas KuTalickas CKynbnTypa» aB-
TOP aHan3MpyeT NOAAPHbIE XyAOXECTBEHHbIE NPOU3-
BeZleHWs, co3faHHble Llao YyHbLISH — CKyNbNTOPOM
CTapLlero NokKoJAeHus, UCMbITaBLUEro BAUAHNE «CO-
BETCKOW WKoAbI» U [J3H K3, npuHagnexallero K Ho-
BOMY MOKOJIEHWNIO CKY/IbMTOPOB, BbIPOCLUMNX B 3MOXY
pedopm. Oba ckynbnTopa paboTatoT B pasHbIX CTU-
NAX N >KaHpax, HO BMeCTe OHW GOPMUPYIOT ANLLO CO-
BPEMEHHO CKyAbNTypbl, Npoasuras «/aeto Kutas»,
KOTOPYHO MbITaeTCcs NccaeAoBaTb aBTOpP CTaTby.

Cratbsa M. A. BypraHoeown «Myszeit byayuiero. Ho-
Bbli 06pa3 1 HOBas MUCCUA» NOCBALLEHa cneundm-
Ke COBPEMEHHbIX My3eeB, MO3ULNOHUPYOLWUNX cebs
Kak My3en byayuiero. ABTOp paccMaTpmBaeT 3TOT
HOBbIV dopMaT B Mupe My3eeB Ha npumMepe Myses
6yayuiero B lybae, cogatensamm apxmTekTypbl KO-
Toporo asastotca LoH Kuan n Mattap 6eH Jlaxepx.
ABTOp OTMeuYaeT 0COBbIA MHTepeC K CTPOUTENLCTBY

My3eeB BO BCEM MUpe. ITO BO3HUKAET U3 YHWKa/b-
HOW NpejHa3Ha4YeHHOCTY NOAOGHbIX O6LEKTOB — UX
BO3MOXHOCTM CTaTb CUMBOJIOM FOpOAa v B onpege-
NEHHOM CMbIC/ie CO3/aBaThb €ro No3UTUBHBIN 06pa3
B 06LLeCcTBEHHOM CO3HaHWW. PaccmaTpuBas pag cpaBs-
HUTENbHO HOBbIX MY3€liHbIX 34aHNI, aBTOP BblAeNs-
€T HEKOTOpble 06Line TeHAEHLMM, CPEAN KOTOPbIX
B MePBYHO oUepesb — BbIPa3nTeNbHOCTb apXUTEKTYpP-
HbIX 06Pa30B M M3MEHEHME CaMOM KOHLIEMNLMN My3es.

T.B.TlopTHOBa nocBATUAa CBOE UCCef0BaHne
N3yuyeHnto 0coboro ABNeHNA B COBPEMEHHOM Tea-
Tpe. B ctatbe «Outdoor-nepdpomaTtrBHbIe NPaKTUKM
COBPEMEHHOrO TeaTpa» aBTOp NOoAUYEPKUBAET, UTO
COBpeMeHHOe TeaTpa/ibHOe JeNCcTBO NpeacTaBs-
€T COB0MN CNOXKHbIN MEXANCUMNANHAPHBINA NPOAYKT,
NoABEP>KEHHbI BUAOU3MEHEHWAM N HE 3aMblKato-
LLMMCA B OKOHUYaTeNbHY0 GopMy. ABTOP aprymeH-
TUPOBAHHO J0Ka3bIBaeT, YTO Ha MPOTAXKEHUMN BCETO
CBOero passutua nepbopmaHc chopmmpoBanca Kak
HOBBIN Ky/NIbTYPHbIA MPOAYKT, Kak HOBbIW BUA Tea-
Tpann3oBaHHOIO NpeACTaBAeHNs, NOTPeboBaBLUNA
OT aBTOPOB-CO3/aTesiel HOBOro TUNa ApamaTtypru-
YeCKOro 1 PeXMnCcCEPCKOro MbILLIEHWS.

B.B. lLlabanvH B cTaTbe «IHTeNEXMsA 3KpaHa: no-
BEPXHOCTb W MNOCKOCTb» B PpaMKax COBPEMEHHO-
ro AuMckypca o6 akpaHHOM WUCKYCCTBe mccneayet
beHoMeH npeacTaBAstOLLEl TpaHuLy pa3geneHus
3KPaHHOIo W peanbHOro NPOCTPaHCTB. AKTyasb-
HOCTb @HHOWM TeMbl CBsi3aHa C Pa3BUTUEM TEXHU-
yeckow 6a3bl, brarogaps KOTOpol pasHoobpasne
BWAOB 3KpPaHOB BeCbMa 3HauunTenbHO. B cTatbe
paccMaTpuBaroTCs 0COBEHHOCTU TPaHCANPOBaHMS
3KpaHHbIX 06pa3oB Kak 0CObbIX CAMOCTOATENbHbIX
XYZAOXECTBEHHbIX «MOpdeM» Kak OAHOro 13 cnarae-
MbIX 3KpaHHbIX MCKYCCTB 1 NpeAnaraeTcs K BBEAEHUIO
B HayYHbI 0OOPOT NOHATUE «MPUEM 3aMELLLEHNSA»,
npUuMeHseMblii B CbeMOYHOM npouecce. ABToOp
yuuTbiBaeT dpur3nyeckme naTrepHbl 3kpaHa: Gopmy
N CTPYKTYpPY ero noBepxHOCTH, a Takxe pa3bupa-
eT npobaemaTrKy 3KpaHHOro NPOCTPaHCTBa. B xoae
nccnesoBaHUs NPOBOAUTCSA aHaM3 NPUPOAbI MHO-
roMnAOCKOCTHOIO 3KpaHa u 0bcy>KaeHne NpUHLMNOB
npoekunn nobpaxeHuns Ha dacagbl apxuTekTyp-
HbIX COOPY>XEHUN.

M3paHne agpecoBaHo npodeccmoHanam, cneum-
anmsupytowmnmMca B 061actm Teopumn 1 NpakTukn
n306pa3nTenbHOro UCKyccTBa U Guaoaormm, a Tak-
e BCeM, KTO MHTepecyeTcs BOMpocamm NCKYyCCTBa
W KyNbTYpbl.
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THE SEMANTIC AND ARTISTIC EVOLUTION OF
IMAGES OF NICHOLAS THE WONDERWORKER.
RUSSIA AND THE WEST

Summary: In the article, devoted to the research
of the image of St. Nicholas the Wonderworker, the
author focuses on new trends in the study of ancient
Russian art and, above all, in the study of architec-
tural monuments, “minor forms” of liturgical purpose
and plastics. The author especially emphasises that
at the present stage, the issue of content, the con-
nection of form formation with the structure of sym-
bolic thinking within the cultural space of the era is
actively brought to the fore. In this regard, the work
of Pavel Florensky, The Church Ritual as a Synthesis
of the Arts, is perceived as a program work, proving
that church space and each object, regardless of its
size and sacred significance, originally formed a sin-
gle whole. From these positions, it is necessary to
study the monuments of ancient Russian plastic art,
approaches to the interpretation of which need to
be clarified. The material is truly huge and varied:
from small plastics in the form of miniature carved
icons, folds and panagias to monumental kiot stat-

For the development of wooden kiot sculpture
in Rus’ at the end of the 14th century and a number
of hagiographic icons of the saint from the middle
to the second half of the 16th century (The Trans-
lation of the Relics of St. Nicholas to Bari), the sig-
nificance of the relics of Nicholas of Myra resting
in Bari is now quite obvious . |. Shalina connected
an unusual interpretation of the named plot with

1. Ryndina, A.V. 2002. "Fundamentals of the Typology of Rus-
sian Wooden Sculpture, Saint Nicholas of Mozhaysk. Icon and
Holy Relics”, Art of the Christian World. Digest of articles, no.
6, Moscow, pp. 99-114; Shalina, I.A. “The Scene ‘Transfer of
the Relics of St. Nicholas' in Ancient Russian iconography”.
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ues, gravestone sculptural images, white stone and
wooden crosses.

It is in this context that the author explores the evo-
lution of the images of Nicholas the Wonderworker, who
is especially revered by the Orthodox Church and par-
ticularly in Russia.

Analysing the scientific facts in the article, the au-
thor argues that the shrine resting in the crypt (the rel-
ics of St. Nicholas the Wonderworker) more than once
became a living source of many legends, iconograph-
ic versions, customs in the veneration of the saint and,
most importantly, structural icon models for Russia during
the 14th-18th centuries. Apparently, it is no coincidence
that in most churches with revered wooden statues of
the saint, the main celebrations of St. Nicholas fell pre-
cisely on May 9 —in memory of the Translation of the
Relics to Bari.

Keywords: Nicholas the Wonderworker, relics of Nicho-
las the Wonderworker, wooden sculpture, medieval paint-
ing, sacred image, Bari.

the figure of the Wonderworker standing in a coffin
with reliquary and with the news about the bring-
ing of Nikoly na Rezi v Khramtsakh by some elders
in 1540 in the Pskov Chronicle, reflecting the im-
pressions of Bari with its great shrine 2. Meanwhile,
as we will see below, this interpretation is not at all
surprising in the context of our religious and pic-
torial tradition 3.

Ibid. Pp. 94-95. IIl. 5, 7 (colour insert, icons of the 16" cen-
tury from Pskov and Kargopol).

2. Shalina, I.A. Op. cit. Ibid.

Shalina, I. A. Op. cit. Ibid. P. 94.

w

The Russian church in Bari, erected in the 18th
century, as modern researchers suggest, was built
on the site of an older church*. In 1950, A. Nekrasov
wrote with reference to the works of Tann and Leib
about the visit of Russian pilgrims to Bari already
in the 11th century (1087) . Slovo on the transla-
tion of the relics, apparently created by Ephraim Pe-
reyaslavsky shortly after this date, is not only clear
evidence of this but also a reflection of the percep-
tion of the shrine as the property of the Christian
church &. The chronicle news about the arrival of a
particle of Nicholas' relics from Rome to Kyiv in 1091
brings to mind the “Bari of the Roman region”, which
appears in Russian written sources.

No matter how convincing my thoughts about the
origins of the Russian carved icon formation (the Bari
relic and the Serbian chased “statue” of the saint, in-
stalled over the shrine at the beginning of the 14th
century) are, additional arguments are needed to
support the reality of Russian-Barian contacts pre-
cisely at the end of the 14th century, when a wooden
kiot statue of Nicholas of Mozhaisk (The State Tret-
yakov Gallery) appeared.

Fortunately, we have such data.

My attention has long been attracted by the
altar icon, The Bari Mother of God, at the An-
nunciation Cathedral of the Moscow Kremlin, the
appearance of which Russian church tradition con-
nects with 1392 7. This icon has not been preserved;
however, its copy has come down to us. It was
made for the Novodevichy Convent most likely
in the 16th century, and an old icon setting of
the late 14th — early 15th century, made for a re-
vered ancient image &, was transferred to it. The
origin of the ancient icon and its unusual name
had remained unclear for a long time (19th centu-
ry authors wrote about some unknown Greek Bari
hermitage) until L. Shchennikova published Ska-

4. 1l Sengo del San Nicola. Arte, iconografia e religiosista e
popolare. Vagi. 1987. Pp. 137-150.

5. Nekrasov A. . Statue of Nicholas of Mozhaysk. Typescript.
1950. TsGALL. Fund 239. list I. Unit 21-22. pp. 124-125.

6.  Rogachevskaya, E.B. 1995. West and East in the Books about
Nicholas of Myra, Hermeneutics of Old Russian Literature.
Collection 8. Moscow, pp. 70-74.

7. Rogachevskaya, E.B.West and East in the Books about
Nicholas of Myra, Hermeneutics of Old Russian Literature.
Collection 8. Moscow, 1995. Pp. 70-74.

8. Shchennikova, LAA. “Pyadnidtsya Icons and Tabletka Icons of
the Court Church”, Annunciation Cathedral of the Moscow
Kremlin. Materials and research. Moscow, 1999. Pp.136-137.
IIl. 13 on p. 138; Martynova M. V. Framework of the Icon the
Mother of God “Nursing the Child"” from the collection of the
Moscow Kremlin Museums, Old Russian art of the 14th-15th
centuries. Moscow, 1984. pp.101-112.

zania in the handwritten collection of the watch-
man of the Annunciation Cathedral, S. Mokhovikov
(1714-1716). According to Mokhovikov, “the image
of the Bari Mother of God... was translated from
Bari, the city of the Roman region, and the image
was at the tomb of holy Bishop Nicholas the Won-
derworker” °. Mokhovikov's version is quite specif-
ically confirmed by the iconography and the icon’s
style. The image is a reverse copy of the Hilandar
Typikarnitsa of St. Savva of Serbia, which was placed
in the llyinsky skete at the Karey cell of the Hilan-
dar monastery on Athos °. The place of the Typ-
ikarnitsa in the iconostasis system, where it was
placed not on the left side of the royal doors, as
was customary, but on the right side, can be ex-
plained by the position of the Infant not on the
left, as in the icon of the Bari Mother of God, but
on the right hand of the Mother of God.

The similarity of the versions of the named icons,
the veneration of Typikarnitsa as a shrine of the Ne-
manjic against the backdrop of many Serbian inset
icons for the tomb of St. Nicholas the Wonderwork-
er " make Mokhovikov's information quite convinc-
ing. The stylistic properties of a 16th century copy
are consistent with this point of view. In it, owing
to N. Kondakov, many researchers capture the fea-
tures of the Italo-Greek icon painting, reproducing
the properties of the original.

The special identification of these artistic accents
in this icon has its own particular explanation. They
could be related to the source chosen by Serbian
despots to collect taxes in favour of the Basilica of
St. Nicholas in Bari. The city archive contains a doc-
ument of 1346 (Stefan Dusan’s parchment charter),
which indicates that taxes were collected in Ragu-
sa (Dubrovnik) 2. Dubrovnik was, as it were, at the
intersection of cultural traditions: various artistic

9.  Shchennikova, L.A. 2000. “Miraculous Icons of the Moscow
Kremlin”, Christian Relics in the Moscow Kremlin, Moscow,
p. 234; Bykova M. A. 2001. “Icon Our Lady of the Blessed
Womb (Khabarovsk) from the Collection of the Vladimir-
Suzdal Museum-Reserve”, The Art of the Christian World.
Digest of articles, Issue 5. Moscow, pp. 182-183.

10. Snessoreva, S.Op. cit. Pp. 92-93. Various legends are
connected with the Tipikarnitsa: about bringing it to Athos
by Stefan Nemanja himself, about bringing it from the
Jerusalem Monastery of St Savva, consecrated by St.Sava
Serbian, etc. See: Kondakov N. P. Iconography of the Mother
of God. Connections of Greek and Russian Icon Painting with
Italian Painting of the Early Renaissance. SPb., 1910. Pp. 35—
37. He had the idea of the consonance of the image style
with the Italo-Greek manner. Ibid. Pp. 38.

11.  Cathedral of St. Nicholas in Bari. Brief Historical and Artistic
Guide. p. 54.

12. Cathedral of St. Nicholas in Bari... pp. 32-33.
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Il 1. Saint Nicholas of Mozhaysk. Late 17 - mid 18" century. The village of Pokcha, Cherdynsky district of the Perm Territory.
Tree (pine figure, linden oak - phelonion floors), gesso, embossed gesso, tempera, gilding, silvering. Thread. 88x52x22 cm
Perm State Art Gallery. Inv. DS-6.

landmarks, in addition to Serbian ones (Greece, It-
aly, the Gothic world of Europe, and even belated
experiences of the Romanesque style), are clearly
defined in its architecture, painting, plastic art. The
city was especially famous for its well-organised

12

jewelry production. It was there that silversmiths
from all over the Serbian kingdom were trained ™.

13. Golubinsky E. 1997. The History of the Russian Church.
Volume Il. Period Il, Moscow. From the Invasion of the
Mongols to Metropolitan Macarius. Moscow. p. 261.

Since the chased silver altar donated to the basili-
ca of Nicholas in 1319 by Tsar Milutin of Serbia (melt-
ed down and replaced with a new one in 1684) ™ was
undoubtedly distinguished by perfection of execu-
tion and monumental size, it can be assumed with a
high degree of probability that it was made by gold-
smiths from Ragusa.

At the same time, the icon Blessed Womb, or
Blazhennoye Chrevo (Barlovskaya, Barbarskaya,
and most likely Bargradskaya!), which iconograph-
ic version is firmly linked with the famous Kar-
ean image, and some artistic accents are inspired
by Italo-Greek examples, could have reached Bari
along the same routes. The position of the Bar-
lovskaya icon at the tomb of Nicholas should have
given it a special spiritual significance: the era of
the most active veneration of the saint in Rus’, the
intercessor and guardian of which he was con-
sidered along with the Mother of God, is exact-
ly the 13th-14th centuries. Having become a relic
of the princely Annunciation Cathedral, the icon
Blessed Womb was an evidence of the existence
of Moscow-Bari contacts in the era of Metropol-
itan Cyprian and Grand Duke Vasily Dmitrievich.
Contacts with Rome had already intensified under
Dmitry Donskoy: four years before the appearance
of the Bari icon (1388), papal envoys visited Mos-
cow (most likely from Pope Urban VI) .

It is characteristic that Cyprian, while in Lithua-
nia, together with Lithuanian prince Jagiello decided
to write a letter to the patriarch about convening a
Council to unite the churches in the face of the Turk-
ish danger, which is known from the patriarch’s re-
sponse message of 1397 6. The cult of St. Nicholas
the Wonderworker, ecumenical in its essence, should
have and could have become a cementing “base” for
the Eastern and Western churches.

The idea of the reverence of St. Nicholas by com-
mon people, allegedly supported by Sergius of Ra-
donezh, cannot be recognised as true, just as the idea
that in Moscow, the veneration of St. Nicholas was
“pushed aside” by the relevance of the cults of the
Mother of God, the Archangel Michael, Metropoli-

14. Golubinsky, E. Op. cit. Pp. 338-339.

15. Borisov, N.S. 1986. The Russian Church in the Political
Struggle of the 14%-15% Centuries. Moscow, pp. 121-122.
In the work of N.Borisov, there is orientation not to the
tradition of veneration of St. Nicholas, which became more
active everywhere in Rus’ precisely in the 14" century, but
to the surviving monuments of icon painting, among which
works of the Novgorod circle prevail.

16. Kloss, B.N. 1998. Life of Sergius of Radonezh. Handwritten
Tradition. Life and Miracles. Texts. Moscow, p. 61.

tan Peter, etc . Curiously, in the last quarter of the
14th century, churches and monasteries dedicated to
the saint were also obliged to the church-publishing
activities of the great princes (Nikolo-Ugreshsky
Monastery founded by Dmitry Donskoy) and rep-
resentatives of the Russian Thebaid ascetic monks.
Thus, the founding of the Nikolo-Peshnoshsky Mon-
astery in the Principality of Dmitrov is associated
with the name of Methodius, a disciple of St. Sergi-
us (+4 June 1392), and the Nikolsky Monastery on
the Swamp near Pereslavl-Zalessky (1377) is associ-
ated with the spiritual activity of Dmitry Prilutsky .
Moreover, the Monastery on the Swamp was one
of the first dormitories that adopted the Jerusalem
charter. The high spiritual status of the monastery
is probably due to the miracle of the appearance of
the image of St. Nicholas the Wonderworker and the
Holy Cross (on the Sakhot swamp); legend dates it to
the 1370s, and according to another version, it was
1423 . This event became the basis of the later Tale
of the Appearance of the Honorable and Holy Cross
and the Wonderworker Nicholas, which added to the
new miracles of the saint in Russia %°.

In our opinion, the special character of St. Nich-
olas’ icon images, which appeared in Central Rus’
and Moscow in the last third of the 14th — the first
third of the 15th century, that is under Metropoli-
tans Cyprian and Photius, is connected with the Bari
shrine — the relics of the Wonderworker. They turned
out to be structured not in the form of a pictorial
icon but in the form of a wooden sculpture (Nich-
olas of Mozhaisk, the State Tretyakov Gallery, and
Nicholas of Mtsensk), reflecting that “magical real-
ism”, that vitality, characteristic of Byzantine church-
es since ancient times. It is no coincidence that since
the 12th century, the original “sculpturality” of the in-
terior space has been actively compensated by ficti-
tious niches that replaced three-dimensional niches
framed by sculptural motifs 2'. This process of “ma-
terialisation of space” is especially characteristic of
the Paleologian time, when the memory that, earli-
er, "three-dimensional images were associated with

17. Kloss, B.N.Op. cit. pp. 45-46.

18. Voznesensky A., Gusev F. Life and Miracles of St. Nicholas the
Wonderworker, Archbishop of Myra, and his Fame in Russia.
SPb., 1899. Pp. 540-541.

19. Krutova, M.S. Saint Nicholas the Wonderworker in Ancient
Russian Writing. Moscow, 1997. Pp. 134, 173. In Rus’, the
fact of later writing of ancient oral stories and legends was
not uncommon. Suffice it to recall the story of the statue of
Nicholas of Mozhaisk.

20. Demus, O. 2001. Mosaics of Byzantine Churches. Moscow,
pp. 62, 125-126.

21. Demus, O.Op. cit. P. 129.
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the space that is in front of and below them” 22 was
revived. The latter is quite obviously associated with
high relief figures in kiots, installed in Russian church-
es of the 14th and 16th centuries in front of the icon-
ostases or in their rows.

From this point of view, the small Peter and Paul
Church of the end of the 14th century in Mozhaisk,
most likely conceived by Metropolitan Cyprian as
a sacral-topographic analogue of the Bari basili-
ca, is indicative. This is quite logical, given that the
sword and a church in the hands of Nicholas of
Mozhaisk are traditional attributes of the supreme
apostles; thus, the image of the universal church
can be seen in it.

In the context of this hypothesis, it is appropri-
ate to recall N.Voronin’s remark about the special
plasticity, “sculpturality” of the inner space of this
church %, which was probably conceived as an "ark”
for a wooden statue that embodied the image of
the imperishable relics of the saint. The presence of
wrought silver “clothings” (fragments of them are
preserved in the collection of precious metals of the
State Tretyakov Gallery) on the figure of Nicholas of
Mozhaisk does not exclude the reliquary functions
of the carved icon. In this regard, it is worth recall-
ing the composite structure of the sculpture (in par-
ticular, the presence of a false head).

It seems that some, although indirect, materials
to confirm the existence of contacts with Bari in the
last third of the 14th century are also provided by
sphragistic monuments. It is worth paying attention
to the one-sided wax seal of Metropolitan Alexei,
the rarest in terms of image type, on the truce char-
ter of Olgerd of Lithuania and Smolensk Prince Svy-
atoslav Ivanovich with Dmitry Donskoy and Vladimir
Andreevich Serpukhovskoy (1371) 2. This seal, due
to its material and antiquity, is quite vague in re-
lief. It depicts St. Nicholas in the pose of an orant.
With his right hand, he is blessing, and with his left
hand, he is holding a certain object, interpreted by
the publishers according to the graphic drawing of
the 19th century as a raised codex. However, only a
large quadrangular object with two rounded bulges
on top can be seen: it is either a church with domes
(but why two?) or a Gospel with rounded objects ly-
ing on top of the edging. It is the second of the pro-
posed options that recalls the traditional “Barian”

22. Voronin, N.N. Architecture of North-Eastern Rus’. Vol. Il.
Moscow, 1969. Pp. 276-277.

23.  Voronin, N.N.Op. cit.

24. Soboleva, N. A. Russian Seals. Moscow, 1991. P. 186; No. 149.
Ill. on the table. 13.
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iconography of St. Nicholas with an emphasis on the
act of mercy of the saint in icon painting, in plastics,
and in artistic silver: in his left hand, he is holding
either the Gospel, or a chalice with round purses 2.
However, in Bari, this version is known from icons
not earlier than the 16th-17th centuries; neverthe-
less, the theme of St. Nicholas the Merciful was suffi-
ciently developed in Greek painting of the 13th-15th
centuries, where in the scene “Nicholas Distributing
Alms”, he was depicted with round loaves or a purse
in his hands 2. It is possible that the Barian veneration
of the saint was reflected here, especially since this
plot is represented by a very narrow circle of monu-
ments of Byzantine painting. It is also significant that
the most ancient and purely liturgical motif of the
distribution of bread (the fresco of Manastir of the
13th century) #’ is replaced by the image of a purse
in the hands of the saint (in paintings and icons of
the 14th-15th centuries).

My explanations in connection with the seal of
Metropolitan Alexei of 1371 would have been pure
fantasy if other seals, where the round shape of the
object in the saint’s left hand is quite obvious, had
not been preserved. Among the Novgorod seals of
the sovereign circle, two copies with the figure of
the Incarnation Mother of God and the saint in full
growth in the pose of an orant with round objects,
like an apple, in his left hand 2%, have been preserved.
In a publication of 1959, V. Yanin dates them to the
era of Archbishop Alexei (1366-1388); however, he
changes the date to the middle of the 13th century in
the code of sphragistics. Nevertheless, the definition
of “codex” that the author gives to the designated
objects is incorrect. The “"apple” is held by the charac-
ters on horizontally stretched out hands with a clear-
ly readable notch for a round volume. The codices
in Novgorod sphragistics of the 13th-15th centuries
are always marked by a clearly expressed quadran-
gular shape; moreover, they often have a cover filled

25. Voznesensky, A., Gusev, F. Decree. op. P. 110. In the treasury
of the Bari basilica, there is a small sculptural group, cast in
silver in 1659, representing Nicholas with the youth Vasily.
The saint, depicted in the pose of an orant, is holding
(vertically) a closed Gospel with three round purses on top
in his left hand. See: Cathedral of St.Nicholas in Bari... Pp.
61, ill. 77.

26. Sevchenko, N.P. 1983. The Life of Saint Nicholas in Byzantine
Art. Torino, pp. 38, 45, 55, 59, 151, No. 10, 35 (6), 110 (8), 42.

27. Koso D., Milkovik-Pepek D.Manastir. Skopje, 1958, pp. 88—
93.114.

28. YaninV.L. 1959. Seals from Novgorod Excavations. MIA, No.
65, p. 201; Yanin V. L. Juridical Act Seals of Ancient Rus’ of the
10%*-15% Centuries. Vol. Il. Novgorod Seals of the 13t-15t
centuries. Moscow, 1970. P. 195. Tab. 223, No. 575, 576.
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IlL 2. Saint Nicholas. Apulian painter of the late 18 century, oil on canvas.130x700 cm.

Treasures of the Basilica of St. Nicholas in Bari.

with geometric motifs, and the palm holding them
is completely “cut off” by the book .

In the aspect of the existing idea of "Nikola-
Smeredovich”, the seal of Metropolitan Alexei from
the document of 1371 confirms the special attention
to the saint among the Russian church hierarchs. Cyp-

29. See:YaninV.L. Juridical Act Seals of Ancient Rus'. Vol. II. Tab.
19 (No. 529, 530).

rian’s seals are unknown to us; however, it is possible
that the metropolitan, who successively occupied the
throne, could have used the sphragistic symbolism of
his predecessor3°. It is no coincidence that the seal
with the figure of Nicholas in the pose of an orant

30. On the seals of Metropolitans Jonah, Theodosius, Gerontius
and Simon, there is an image of the Mother of God of the
Incarnation traditional for the sovereign seals.
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is on a charter directly related to Lithuania, which is
especially important in connection with the begin-
ning of Cyprian’s spiritual career as a metropolitan of
temporarily separated Lithuania — it was Mozhaisk
that opened the way to the West.

One way or another, a variant, as it were, interme-
diate between the version of St. Nicholas of Mozhaisk
and the western type of saint with purses, occurs in a
wooden kiot icon of the 17th century from the State
Historical Museum *', which is undoubtedly connect-
ed with the reflection of the Bari theme 32, In his right
hand, St. Nicholas is holding a sword (only the han-
dle has been preserved), while on his left palm, there
is a large purse with coins to distribute to the poor,
widows and orphans.

Unfortunately, the ancient pilgrimage eulogies in
the form of oval icons of the 11th-13th centuries, cast
from transparent glass or glass paste, do not provide
concrete material for explaining this iconography.
On most of them, a codex * is visible on Nicholas’
left hand; however, some copies are so vague that
the publishers refrain from clarifying, pointing only
to the blessing gesture of the saint’s right hand 34.

Let us express some considerations in connection
with the sculptural decoration of the Nikolskaya ba-
silica, which could further strengthen the position
of the Barian impulse for the creators of the ancient
carved image from Mozhaisk.

An example with the story of the Serbian silver
altar reveals the fact that the Italian masters of the
17th century strictly followed the original design
of the interior in its main, sacred and thematic ac-
cents, having a "Serbian address”. In 1658, sculptor
Michelangelo Constantino completed the statues of
Nicholas, the Virgin and St. Anthony, placed in the
pre-altar barrier separating the central nave from
the cross aisle one 3>. In 1712, due to their bulki-
ness, they were transferred to the three niches on
the facade of the basilica 3¢ (now they are appar-

31. The Sacred Art of Rus’. From the funds of the Wood
Department of the State Historical Museum in Moscow.
Moscow, State Historical Museum, December 11, 1997 —
January 11, 1998 (exhibition catalogue). Moscow, 1998. No.
19.

32. Ryndina, A.V.Fundamentals of the Typology of Russian
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33. Zalesskaya, V.N. “Lithyques of the 13t Century. in the
Collection of the State Hermitage” // Ancient Russian Art.
Rus. Byzantium. Balkans of the 13t century. SPb., 1997. Pp.
154-155. ill. on p.154.

34. The Glory of Byzantium. Art and Culture of the Middle
Byzantine Era. A.D. 843-1261. New York? 1997 Cat. No. 336.
R. 499.

35. Cathedral of St.Nicholas in Bari... Pp. 21-22.

36. Ibid.
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ently in the so-called Byzantine tower — a tempo-
rary repository of sculpture and dilapidated icons).
It is possible that the plastic elements of the bar-
rier of 1658 repeated the ancient form of the altar
wall, conceived and executed by order of Serbian
kings in the 14th century. In any case, it is possible
to state with certainty the fact of the creation of an
inset relief stone slab over the main portal of the
basilica (under an openwork ciborium) with a full-
height figure of Nicholas in episcopal vestments ¥’
in the second half of the 13th century.

As for wood as the material for the sculpture of
Nicholas, interesting information can be extracted
from some facts recorded in 1873 by V. Mordvinov.
He described a carved wooden box on the eastern
wall of the crypt; it contained the remains of the orig-
inal box in which the relics were brought to Bari 38,
On top of the receptacle for the ancient coffin, a
small wood-carved statue of the Wonderworker was
placed *. There is no reason to assert its ancient or-
igin; however, the fact of the relationship between
the material of the coffin for the relics and the sculp-
tural image is undeniable. Here it is appropriate to
recall once again that, according to the testimony
of Russian travelers of the 17th century to Western
Europe, they saw how the missing parts of the rel-
ics in holy reliquary were supplemented with parti-
cles of wood “°.

Returning to the altar barrier, possibly preceding
the marble works of the 17th century and ordered,
most likely, by Serbian kings at the same time as the
silver altar, it makes sense to take into account the
opinion of S. Cur¢i¢ about the role of worship icons
in the formation of the Byzantine iconostasis. These
icons, according to the scientist, had architectural
frames in the Komnenos era and could have been a
two-dimensional version of the previous structure of
the shrine (canopy on the columns above the tomb
and the image of the saint on his coffin) . As an ex-
ample of this tradition in the late Byzantine period,
Cur¢i¢ mentions the 14th-century wooden carved
shrine of Stefan Decany in the Dec¢any Monastery .
It is possible that the wooden figure of St.Clement

37. Ibid. P. 24.ill. 30 on p. 23.

38. Voznesensky A., Gusev F.Op. cit. pp. 108-110

39. Ibid.

40. Buseva-Davydova, I.L. “European Sculpture Through the
Eyes of Russian People of the 17t Century” // Old Russian
Sculpture. Digest of articles. Issue. 3. Moscow, 1996. P. 63.

41. Churchich, S.Worship Icons, Shrines of Saints and
the Iconostasis Development // Iconostasis. Origin —
Development — Symbolism. Moscow, 2000. P. 722.

42. Churchich, S.Op. cit. P. 723.

of Ohrid from the Church of the Virgin in Ohrid at
the end of the 13th — beginning of the 14th centu-
ry was precisely a kiot worship icon, and not the lid
of the shrine. This opinion was expressed by me in
an article about the typological origins of Russian
wooden sculpture 4. Thus, there is some reason to
assume that the original Serbian pre-altar barrier was
replaced in the 17th century, in the structure of which
sculptural images could have been used.

It is known that pilgrims especially revered the silver
altar of 1684 and the large icon, Svyatoy Nikolay Tem-
nolikiy 4. Unfortunately, | could not find a reproduction
of this icon. Perhaps it has not survived to the present
day (it is no longer mentioned in Grigorovich-Barsky
and Mordvinov's descriptions). Its name clearly recalls
the “black Madonnas” widespread in Western Europe
in the Middle Ages — revered statues made of dark
wood, which, according to some Western theologians,
is associated with biblical tradition . Let us recall that
in the hagiography and hymnography, St. Nicholas the
Wonderworker is likened to Moses and Elijjah—he was
the same as the great prophets for the “new Israel” 6.

Here it is appropriate to express some considera-
tions about the type of face of the ancient sculpture
Nicholas of Mozhaisk. A. Nekrasov found a resem-
blance to Basil the Great in him on the mosaics at
St. Sophia of Kyiv#, and G. Wagner considered the
head of the saint iconographically similar to the im-
age of the Apostle Paul in painting %, in particular, the
image of the apostle in Rublev's Deisus Chin (Zvenig-
orodsky). The paradoxical idea that the head of Nich-
olas (as a false one) belongs to another monument
of plastics arose from this.

Indeed, a long beard, a really elongated face, en-
ergetically curved mustache, revealing an active bend
of the lower lip (A. Nekrasov rightly noted this), an
ovoid and smooth upper part of the head, where the
hair is almost visible, tightly pressed to the total vol-
ume, as if flowing around it, have absolutely no ana-
logues in the images of Nicholas in Russia. The only

43. Ryndina, A.V.Fundamentals of the Typology of Russian
Wooden Sculpture... P. 108.

44. Cathedral of St.Nicholas in Bari ... P. 33.

45. Moss-Cappanari L. Alla ricerca dalla Vergine nera. Milano,
1952; Schreiner K

46. St.Nicholas Church Service on December 6. Canon at
Matins, hymn 8; Shalinal. A. “Pskov Icons Descent into Hell.
On the Liturgical Interpretation of Iconographic Features” //
Eastern Christian Church. Liturgy and Art. SPb., 1994. P. 248.

47. Nekrasov, A.l.Statue of Nicholas of Mozhaisk. Typescript.
p.37.

48. Wagner, G.K. 1980. From Symbol to Reality. The Development
of the Plastic Image in Russian Art of the 14" and 15%
Centuries. Moscow, p. 199.

image that could be named is Nicholas and his Life
from the Central Russian from the late 14th — early
15th century stored in the State Tretyakov Gallery *°.
The upper part of the saint’s head is more rounded
here though, and the facial features are smaller and
sharper. In general, the face of St. Nicholas on the
icon Nicholas and George of the late 14th — ear-
ly 15th century from the Guslitsky Monastery near
Noginsk is close to this type. According to E. Smirnov,
it belongs to the Moscow school and comes from
the ancient Church of the Transfiguration of the Sav-
ior, associated, according to legend, with the plan
of Metropolitan Photius (1410-1431) *°. Despite the
clear resemblance to Nicholas of Mozhaisk in the
proportions of the face and the length of the beard,
the features of Nicholas Guslitsky, which are mobile,
light and asymmetrical, testify to the well-known “ad-
vanced” style of the icon.

It is characteristic, however, that all three icons
appeared on Moscow soil at about the same time,
separated by at most two or three decades. In this re-
gard, we must not forget that the next wooden stat-
ue of Nicholas of the “Mozhaisk” type was conceived
by Photius, who in many respects continued the li-
turgical activity of Cyprian. The statue was made for
Mtsensk in the 20s of the 15th century, when Mos-
cow temporarily seized the city belonging to Lithua-
nia and began to Christianise the population there *'.
The identification of their typological source leads
us again to southern ltaly, and from there — to the
ancient lands of Asia Minor, native to the saint (ac-
cording to Symeon the Metaphrast, he came from
Patara of Lycia). The peculiarity of the iconography of
Nicholas in the frescoes of the grottoes and chapels
of Apulia (the environs of Bari, Otranto, Brindisi, etc.)
was noticed by Anrich 2, who noticed the Asia Mi-
nor traditions > in the long beard of the saint and his
elongated face. V. Lazarev associated these frescoes
with the work of the Basilian monks of the 11th-15th
centuries, in which many archaisms are seen and a
connection with Asia Minor, Syrian and Cappadocian
sources ** is noticeable.
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As can be seen, at the early stage of Byzantine
art, these traditions also played a role. Analyzing
the Sinai monuments, K. Weitzmann drew atten-
tion to the unusual face of St. Nicholas on the four-
part icon of the 7th-8th centuries, stating noticeable
deviations in its type from the version that devel-
oped in the post-iconoclastic period >. In the gen-
eral scheme, it is very consonant with the statue
face of Nicholas of Mozhaisk, excluding such a de-
tail as the hair going on the forehead. In connec-
tion with the Sinai icon, Weizmann could name only
one close image of Nicholas in Byzantine art of the
7th-9th centuries — on cloisonné enamel from the
Morgan Staurotheke in the Metropolitan Museum
of New York °¢.

All of the above indicates, within the framework
of Byzantine painting, the presence of a group of
monuments in which the iconography of St. Nicho-
las the Wonderworker has special features, inspired,
in all likelihood, by imitation of the prototype — the
historical type of the Asia Minor saint. The fact that
his traces, although already in a somewhat “erased”
form, have been preserved in the fresco cycles of the
surroundings of Bari indicates the undoubted influ-
ence of the proximity of Nicholas’ holy relics. The
source, pictorial and typological, could have been
two seals from the tomb of the saint, preserved in
Bari from the 11th-12th centuries >, depicting, per-
haps, an ancient image brought from Myra at the
same time as the holy remains.

The presented data additionally confirm my hy-
pothesis about the conditionality of the kiot Russian
statues of Nicholas of Myra by the Bari monuments,
“saturated” by the proximity of his holy body.

Putting the actual pictorial plots aside, it should
be noted there is reason to associate the St. Nich-
olas "pillar” churches and monasteries, which are
quite common in Russia, with Bari; although the first
thought that arises in connection with them is the
poetic-liturgical image of the saint— "the pillar and
affirmation of the Church of the New Testament”.
However, such a straightforward symbolism is not
at all characteristic of Orthodox culture. For exam-
ple, the image of the Mother of God of “the Invio-

55. Weitszmann K. The Monastery of Saint Catherine at Mount
Sinai. Vol. I.The Icons: From the 6t to the 10" Century.
Princeton, 1976. PI. XIV. B. 33. Pp. 58-59.

56. lbid; The Glory of Byzantium. Art and Culture of the Middle
Byzantine Era. A.D. 843-1261. The Metropolitan Museum of
Art. New York, 1997. Cat. No. 34. Pp.74-75.

57. Doloti, G, Fiorino, F. 1987. Storia e leggenda della Basilica
di San Nicola. Bari, p. 135.
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lable Wall” was never interpreted in ancient Russian
art through a literal depiction of architecture.

First of all, the Nikolsky Monastery in Kyiv comes
to mind. The appearance of the icon of the Won-
derworker, according to legend, occurred in 1113
during Mstislav Vladimirovich's hunt: the light was
shining from the sacred image, which was on a high
tree stump *8. In the 17th century, the icon, which
appeared miraculously, was on a stone pillar erect-
ed in the middle of the field opposite the monas-
tery *°. Judging by the materials of The Kyiv Murals
of 1682, the stone pillar with the icon still existed
at that time.

Another fact, which also has an old legend, con-
cerns the Nikolskaya Chapel of the Svyatogorsk
Assumption Hermitage in the Kharkov province. Ac-
cording to chronicles, this place has been known
since 1111, and the founding of the monastery is as-
sociated with people from the Kiev-Pechersk Lavra ¢'.
According to the legend, the St. Nicholas Chapel
marks the place where the icon of St. Nicholas ¢ ap-
peared on a chalk pillar. The solid formerly chalk pil-
lar was later overlaid with stone 3.

In the village of Stolbovo, Oryol province, Dmi-
trovsky district, the parish Peter and Paul Church was
erected on the site of the Stolbovoy Monastery. On
the wall of the church, a copper plaque with a record
of the legend itself was preserved (at the end of the
19th century): “In the year of Our Lord 1334, the mi-
raculous icon of St. Nicholas appeared over the lbu-
zh River on an oak pillar” 5. In the 15th century, the
Stolbovoy Monastery was founded here, and when
time destroyed the ancient pillar, a new, stone one ¢
was built on the square in front of the church.

The Church of St. Nicholas “in Pillars”, founded in
the 17th century, was also in Moscow, where, accord-
ing to legend, a guard post with the image of the
saint to monitor the movement of the Tatars % was
in the old days. Here, undoubtedly, we have a case
of a new understanding of the ancient tradition; al-
though the mention of Tatars indicates the proximi-
ty of stages of the emergence of legends related to
the events of the 12th-14th centuries.
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66. Ibid. P. 432.

It is well-known that in the ordinary religious con-
sciousness, a pillar (column) is a symbol of a church.
In our case, we are talking, most likely, about a real
pillar (26th in a row) in an iron fence located in the
Bari basilica now, in the right corner of the crypt
with the coffin of Nicholas. The legend of the 19th
century talks about the miraculous phenomenon of
the missing pillar for the new church, which, by the
Wonderworker's providence, appeared to be float-
ing in the sea like a dry log and was transferred to
the city by Nicholas with two angels and installed in
the crypt in the proper place ®'.

The ancient history of the column is different. It
was first mentioned in a document dated 1359 of the
Florentine adviser to Queen Joanna |, Niccold Acciaiu-
oli %, although folk tradition dates it back to the 12th
century. The document says that the author dictated
his last will near the miraculous column.

In the 15th century, Flemish traveler Georg
Langerant recorded an oral version, according to
which the column was dragged from the sea to the
church by the same oxen that carried the holy relics
of the Winderworker from the ship to the church al-
lotted for them .

In the 17th century, Fra Beato, who described the
Serbian contributions to the tomb of Nicholas in de-
tail, created a compilation version of the legend, com-
bining different versions together. This is how the
motif of the Roman origin of the column appeared.
While beeing in Rome, Nicholas passed by the ru-
ined house of a certain harlot, admired the beauty
of the pillar, threw it into the Tiber and, upon return-
ing home, miraculously acquired it for his church in
Myra. On the night before the burial of the saint’s
relics in Bari, the column again appeared in the sea
and was installed by Nicholas himself and angels in
a building unfinished by abbot Ilya ™.

In all these versions, attention should be paid to
the following points: the Roman origin of the col-
umn, its original belonging to an unrighteous house,
floating in the sea like a log, and, finally, the colour
of the stone itself (red marble or granite).

The St. Nicholas Pillar of Bari evokes the image of
the Flagellation Column, one of the passionate rel-
ics especially revered in the West. According to the
inscription on the Venetian reliquary of 1375 with a
particle of this column (the sacristy of the St. Mark

67. Ibid. P. 102.

68. Cathedral of St.Nicholas in Bari... P. 50.
69. Ibid.

70. lbid.

Cathedral in Venice), the shrine came to Venice from
Constantinople in 11257, In the 14th-15th centuries,
several similar arks were known in Italy: the Padua
reliquary in the Basilica del Santo and the reliquary
of the beginning of the 15th century in the Louvre 72,
For the Venetians, in connection with the veneration
of the pillar — the reliquary of St. Mark, the very idea
of the holy column was especially dear; it was called
“the column of the appearance of the holy relics” 7
there. Thus, in principle, the concrete and symbol-
ic connection of the stone pillar with the holy re-
mains is quite traditional for Italy. It is also known
that the column of Constantine, with which the Vene-
tians clearly competed in the history of uncovering
of St. Mark's relics 7, contained a particle of the real
Holy Cross inside (at its base).

Between Venice and Bari, there has long been a
struggle for the possession of shrines. It is believed
that the Barian relics of Nicholas make up about 75
percent of the skeleton (the fear of the Saracens
made the actions of the Baryans in Myra very hasty) 7.
The missing part of the relics is found in various parts
of the Christian world, primarily in Venice: the Vene-
tians, after the Baryans, made several trips to Myra
(1099-1100) and stole the remains from several bur-
ials of the ancient basilica of the saint. As a result, it
is difficult to identify his relics among the Venetian
treasures 7®. We believe that the miraculous column
of the Bari crypt as a sacred copy of the Flagellation
Column became a reflection of this competitiveness.

The connection of the image of the Wonderwork-
er with the atoning sacrifice of Christ and the True
Cross is known 77 on the basis of Russian materials
(in the context of the variation content of Nicholas
of Mozhaisk). However, we have ancient evidence of
a passion aspect in the veneration of the saint.

According to the Life of Nikola Simeon Meta-
phrastus (10th century), being in Palestine and hav-
ing performed many healings, “the saint went to
the tomb of the Christ and to the True Golgotha,
where a saving cross was dug in for us. At night,
he approached the holy cross, and the sacred gates
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opened of their own accord before him. Having said
a fervent prayer and worship there, he acquired even
greater spiritual strength.” ® A rare monument of
art demonstrates the same symbolic accent, Nich-
olas’ involvement in the Passion of Christ. We are
referring to the Prague reliquary of St. Nicholas
the Wonderworker, Italian work of the 13th centu-
ry (Prague, treasury of St.Vitus Cathedral) . It is a
miniature alabaster sarcophagus with a particle of
the saint's relics raised on a high pillar. The casket
is decorated with gilded silver partitions with pre-
cious stones. From above, the relics are covered
with crystal, through which the relic is viewed. The
sarcophagus is sealed with a “lock” (a seal from the
coffin!) with a cast relief image of the Crucifixion. At
the top, in front of the rounded handle of the lock,
there is a miniature roof of a single-domed church
with a quadrangular recess in the dome drum. A
composition appears, reminiscent of a tomb un-
der a ciborium — a canopy. The design of the ob-
ject as a whole, a pillar crowned with a tomb, very
concretely implements the Venetian idea of a reli-
quary pillar — not St. Mark’s but Nicholas’ of Myra.
In the context of the topic raised, this monument is
twice as interesting. Firstly, the image of the Cruci-
fixion on the seal emphasises the meaningful con-
nection of the image of the saint with passionate
relics; secondly, the motif of the pillar holding the
coffin is quite transparently associated with the mi-
raculous column at the tomb of the saint in Bari.
The above four points connected with this col-
umn confirm its symbolic correlation with the Flag-
ellation Column. The "Roman theme” in the history
of its origin is obviously connected with the antique
columns that adorned the patio of the praetorium
or the house of the high priest, that is “unrighteous
houses”, where the Savior was tortured and scourged,
hence its colour (a stone with thick red patches). The
miraculous floating of the pillar in the sea like a log
can also be explained by some passionate relics of
the Holy Land, hitherto little known except the pub-
lication about the Armenian monastery of the Arch-
angels in Jerusalem, erected on the site of the house
of the High Priest Annas, father-in-law of Caiaphas .
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The courtyard of the monastery became famous for
miracles from a previously barren but flourishing ol-
ive tree, which grew out of a pillar to which scourged
Christ was tied ®'. It has been said that even now on
the stones, next to the revived tree, traces of His
blood appear 8.

Taking into account the above information, es-
pecially the early chronological “bindings” of leg-
ends about St. Nicholas churches and monasteries
in Russia, one can think that the legends of the sa-
cred image appearance on the pillar go back to the
history of the Bari miraculous column of St. Nicholas
of Myra. The motif present in the legends — a tree-
stone —in its own way reflects the miraculous pow-
er of a pillar that can take on the appearance of a
log floating in water.

In this regard, one of the versions of the legend
about the appearance of the Mtsensk carved icon
of St. Nicholas in the first quarter of the 15th cen-
tury is especially indicative: as if it sailed on a stone
with the inscription of a cross %. From it, as the leg-
end says, a stone cross was carved, erected in the
Mtsensk Cathedral (with a chapel in honour of Par-
askeva Pyatnitsal), on the left side of the royal gates,
while on the right, a wooden kiot sculpture of Nicho-
las was installed (unfortunately, not preserved) 84 In
the Russian tradition, the image of the Flagellation
Column in icon and needle painting appears only in
the 17th century &. Therefore, in the Mtsensk leg-
end, the Bari motif of the stone floating on the wa-
ters is preserved; however, it is not the column that
is excised from the stone but the True Holy Cross.

Bari motifs can even be more traced in one of
the episodes in the history of the ancient Yepifan
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written in the so-called “Non-Bookish” life of Nicholas: during
the invasion of the vile, Nicholas ordered the Orthodox to
make the sign of the cross on their faces “and mark their
faces with the sign of the true and life-giving cross ... and
beat the vile". See: Klyuchevsky V. Lives of the Saints as a
Historical Source. Moscow, 1877. pp. 453-545. Klyuchevsky
suggests the South Slavic origin of this version of the Life.
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carved image of St. Nicholas the Wonderworker (Ye-
pifan near Ryazan).

In the design of the facade and interior of the Ba-
silica of St. Nicholas in Bari, there is a rather rare mo-
tif — carved figures of bulls (oxen). The archivolt of
the main facade has columns resting on their power-
ful figures ®. The presence of these animals may be
surprising since figures of lions ® are carved every-
where in the church — on the capitals of the columns
and the bishop's pulpit. Judging by the inscription,
the mentioned details of the facade were made later,
at least not earlier than at the end of the 12th centu-
ry 8. These motifs could be explained by allusions to
the Temple of Solomon in Jerusalem, where the al-
tar stood on twelve cast oxen (2. Paragraph 4:1-15).
However, the presence of oxen harnessed to a cart 8
in the centre of the upper arch of the temple makes
us recall episodes in the history of Nicholas' relics.
In the 15th century, Georg Lanterant wrote down a
legend that the holy column was brought to Bari in
a cart by the same oxen that transported the holy
remains to the place allotted for the temple . It is
quite obvious that this information was obtained by
the traveler from ancient local sources. From here,
undoubtedly, the composition of the central arch of
the basilica originates. It can be assumed that such a
rite of transportation of relics had a stable iconogra-
phy in the art of medieval Italy. Suffice it to recall the
picturesque image of Simone Lamberti (14th centu-
ry) in the National Gallery of Parma: Apostle Peter is
lying on a cart drawn by a pair of oxen with a sword
in his chest; the procession is led by clergy with a
cross and a bishop's staff o',

Now let us turn to the Yepifan legends that found
their way into literature in the 19th century 2. Accord-
ing to the first, most common legend, the statue was
in the Lithuanian army, which was marching in 1380
to join Mamai; the army stopped in Yepifan, where
a meeting with the ambassador of Oleg Ryazansky,
Yepifan Koreev, was expected. When the Lithuanians
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in the 19t century. The latter is connected, undoubtedly, with
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wanted to move on, the cart with the statue (drawn
by oxen) miraculously remained motionless despite
their best efforts. After inspecting the cart, the Lith-
uanians found a wooden statue, and for their im-
pudent handling of it, some of them were stricken
with blindness %. After that, they fled in fear back to
Lithuania, and the people of Ryazan set up a wood-
en church at the stopping place and placed a carved
image in it. According to another version (apparently
later), Little Russian monks were involved in the sto-
ry with the statue instead of Lithuanians ®4.

One way or another, in both versions, there is a
cart with oxen, which, obeying the will of the saint,
stubbornly indicate the place for his temple. The trac-
ing of the Bari tradition is quite obvious here. Most
importantly, we are talking about a large wooden
statue, acting, no doubt, as a “double” of the holy rel-
ics. Nekrasov attributed the emergence of the “Lith-
uanian” version to the 17th century; however, it is
possible, as often happened, that the oral tradition
appeared much earlier. The Lithuanian kidnappers are
clearly acting here in the role of adversaries, hiding
the shrine, the fate of which, according to the will of
Nicholas, was to stay on the land of Holy Rus'. In this
case, as in the problem of monasteries, the question
of the real time of the origin of the legends remains
unclear, although they are unlikely to have appeared
later than the 16th-17th centuries, which can be as-
sumed from the above-mentioned “Kyiv Painting".

Fortunately, in the ancient Russian icon painting
of the 16th century, in addition to the composition
with Nicholas standing in the coffin in the plot “The
Translation of the Relics”, there is a theme that no less
clearly reveals Bari sources. This is The Miracle of the
Three Friends in the hagiographic images of Nich-
olas, known in monuments of northwestern origin
(Pskov, Novgorod) since the middle of the 16th cen-
tury °>. Their content is the salvation of three friends
from the whale and their “sailing on the stone” to the
city of Byzantium %. This episode is also portrayed in
the group of miniatures of the Bolshakovsky collec-
tion (No. 15, file 204,— 212) of 1560 ¥. Unfortunate-
ly, M. Krutova, who published one of the miniatures,
did not comment on the possible attribution of the

93. Voznesensky A., Gusev F.Op. cit. p. 536.

94. Voznesensky A., Gusev F.Op. cit. p. 537.

95. Icons of Tver, Novgorod, Pskov of the 15%-16% Centuries.
Editors-compilers L. Evseeva, V. Sorokatiy. Moscow, 2000.
Cat. No. 40, pp. 173-176.

96. Ibid. P. 174. Marginal scenes 15-17.

97. Krutova M. S. Saint Nicholas the Wonderworker in Ancient
Russian Writing. Insert No. 1 between pp. 96 and 97.
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monument, indicating only that in the middle of the
17th century, the manuscript was transferred to the
property of Tula merchant Zakharov. In Old Russian
writing, this motif is found mainly in the hagiogra-
phy of type | (- 164,— 190). However, there are also
mixed versions (I and Il types) with this plot 8.

The miracle with the whale was also known in
Bari. In the 60s of the 17th century, Carlo Rosa of Bi-
tonto executed a series of paintings for the ceiling
of the basilica that had been damaged by fire. The
aforementioned plot occupies an important place
in them — it is located in the center of the vault in
a rectangular frame . The Dominicans deny the ex-
istence of the episode with the three friends in the
local handwritten hagiographies; however, the evi-
dence of the miracle itself is kept in the basilica —
a huge whale bone fixed on the wall of the temple,
the existence of which in the sacred space of the
temple caused a lot of controversy in the 17th cen-
tury %0, Nevertheless, the gigantic bone, as a kind
of evidence of one of the miracles, remained in Bari
and was described by Russian travelers, in particu-
lar Grigorovich-Barsky. In the church, he saw a large,
iron-bound bone, as thick as a human leg, from the
ribs of a monstrous fish '°'. It can be assumed that it
was this exotic object, legendaryly associated with
the deeds of Nicholas, that became the impetus for
the formation of the literary and pictorial plot of The
Miracle of the Whale.

In order to understand through what channels this
motif came to us, one should think about the typo-
logical affiliation of the bone itself. It undoubtedly
reflects the ideas about the “bones of giants” that ex-
ist in legends, memorials and beliefs 2. The spread
of the cult of fossil remains has already been noted
up to their transformation into church relics among
the peoples of Eastern Europe (Poland, Ukraine, Be-
larus) '3, In Krakow, for example, there was a belief
that every year a pea-sized particle comes off from
a huge bone hanging at the entrance to the Basel
Castle Cathedral: when the last piece falls, the end of

98. Ibid. pp. 90-94, 192.

99. Cathedral of St.Nicholas in Bari... p. 42. The fact that in the
17t century many sculptural and jewelry works were made
in the basilica according to old models, as well as the very
position of the mural with the miracle of the whale, allows
us to consider the early origin of this plot on local soil.

100. Ibid.

101. Voznesensky A., Gusev F.Op. cit. P. 103.

102. Belova O.V. “Relics of Folk Christianity: “Bones of Giants" as
Objects of Cult Veneration “, Relics in Art and Culture ... p.
107.

103. Ibid. p. 109.
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the world will come '%. In principle, the attitude to-
wards such objects differs little from the veneration
of icons, roadside crosses and ancestral graves '%.
As you can see, the remains of a whale in the Bari-
an basilica are directly related to this phenomenon.

In what ways could the plot with three friends so
actively appear on the icons of the Russian North-
West in the 16th century? It seems to us that it is pos-
sible to see the result of Polish-Barian contacts that
were relevant in the 16th century.

It is known that Pskov was in close contact with
Poland, and in the 16th century, the people of Pskov
worked on the murals of Polish churches. Among the
hagiographic cycles dedicated to St. Nicholas of Myra,
there are two Polish copies (early 18th century), Leg-
ends on the Translation of the Relics of St. Nicholas ™.
Apparently there are earlier ones too. It seems that it
was the Polish sources that became the basis of the
Barian theme in the Novgorod and Pskov icons of
the 16th century. There are solid historical grounds
for the “Polish hypothesis”, which are all the more
important since they relate to the very time when
the life cycles of St. Nicholas spread in Russia— not
only The Miracle of the Whale but also a rare motif
of the saint standing in the tomb in a marginal scene
The Translation of the Relics to Bari.

Bona Sforza, whose mausoleum is located in the
Basilica of Nicholas, was educated in the Bari castle
and, owing to her marriage to Sigismund |, became
the Queen of Poland (1517) '97. Under her rule, Po-
land experienced its golden age; however, having
been accused of poisoning her daughters-in-law in
1548, she was removed from power and then sent
back to Bari. After moving there in 1556, she died
the following year. The sculptural image of Bona in
the tombstone of 1593 is framed by the figures of
Nicholas and St. Stanislaus, the patron saint of Poland.

The above facts do not exclude that the Wawel
Dragon was also inspired by the monstrous bone of
the Bari basilica. By the way, a huge elephant tooth
was also kept there, the same size as the bone of a
whale, which, according to legend, was brought to
the saint as a gift after the miraculous capture of
the elephant.

Finally, | would like to address another issue in the
Russian tradition of venerating the wooden statues
of St. Nicholas, which, judging by the following data,

104. Ibid.

105. Ibid.

106. Krutova, M.S. Saint Nicholas the Wonderworker... p. 117.
107. Cathedral of St. Nicholas in Bari... Pp. 38-39.

were perceived by believers not only at the level of
the “idea of relics” but also at the level of their con-
crete materialisation. This information refers to the
18th century, when contacts with Bari became reg-
ular and the Russian Church was already function-
ing there in full force. It was at this time when there
was the main “influx” of Nicholas’ relics into Russia.
We will focus on wooden statue miracles. They re-
late to the holy Manna (myrrh), which, as is known,
flows from the relics of Nicholas in Bari, and testi-
fies not only to the people’s knowledge of its healing
power but also to the literal (wonderful!) commun-
ion of people to this source of grace through a re-
lief holy image. In 1785, the Bishop of Olonets and
Kargopol, Viktor, described the ugly, in his opinion,
statues of St. Nicholas in the Holy Spirit Church: “One
of them had something flowing from the nose and
ears, which the people revered as a universal medi-
cine” '8 This is said about the kiot figure of Nicho-
las of the Mozhaisk version.

Based on the above, it can be argued that during
the 14th-18th centuries, the shrine resting in the crypt
(the relics of St. Nicholas the Wonderworker) more
than once became for Russia a living source of many
legends, iconographic excerpts, customs in the ven-
eration of the saint and, most importantly, structural
icon models, directly conditioned by the image of the
holy body, lying in the “Latin lands”. Apparently, it is
no coincidence that in most churches with revered

wooden statues of the saint, the main celebrations
of St. Nicholas fell precisely on May 9 — in memory
of the Translation of the Relics to Bari.

Gerardo Cioffari rightly noted that Nicholas, in
the context of the Bari shrines, is especially revered
by the Orthodox, particularly in Russia. They cele-
brate the day of the translation of the relics of Nich-
olas from Myra to Bari, which took place on May 9,
1087, according to the old style, while the Greeks are
completely devoid of interest in the Bari relics since
they interpret the shrine in the context of interest
in the West. A star rose from East to West, spiritual-
ising the holy relics with the attention and love of the
Russian clergy and art historians. | remember how in
May 2007, | was fortunate to participate in an inter-
national symposium in connection with the shrines
in Bari and not only experience such an event as an
Orthodox service in the crypt but also get access to
the veneration of the Holy Relics of St. Nicholas. At
the comprehensive symposium, it was possible to
discuss many issues related to this holy place in the
context of the history of art and theology, while re-
ceiving amazing impressions of the Cathedral itself
and all the details of its surroundings, in particular,
stone carvings on the walls and above the gates and
attending a solemn festive procession with the car-
rying of a carved in wood, luxuriously dressed statue
of the Wonderworker on a richly decorated stretcher.
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CMbICNTOBAA N XYAOXECTBEHHAA 32BOJTHOLNA
OBPA30B HMKOJ1bl YYAOTBOPLA.
POCCUA N 3ATTAL

AHHOMayusA: B ctaTbe, NOCBAWEHHOM NCCNEA0BAHUIO
obpasa cB. Hukonas YypoTrBopua, aBTop AenaeT akLeHT
Ha HOBble TeHAEeHL MM B HayKe O APEBHEPYCCKOM UCKYC-
cTBE U, Nnpexje BCero, B Usy4eHn NnaMATHUKOB apXu-
TEKTYpPbl, «ManblX GOPM» NUTYPrnuYeCcKoro HasHavyeHus
1 nnacTvke. ABTOp 0COBEHHO NOAUYEPKMBAET, YTO Ha CO-
BpeMeHHOM 3Tane Ha HepBbIVI NnAaH akKTUBHO BblABUraeT-
cA npobnema cogep>kaHus, cBA3n GpopmMoobpazoBaHua
CO CTPYKTYPOWA CUMBOJIMYECKOTO MbILUEHUSA B paMKax
Ky/IbTYPHOIO NPOCTPaHCTBa anoxu. B aTol cBA3m pabo-
Ta MaBna PropeHckoro «XpaMoBoe AeCTBO Kak CUHTE3
NCKYCCTB» BOCMPUHMMAETCA Kak nporpamMmmHas pabora,
[0Ka3blBatoLLlas, YTO MPOCTPAHCTBO XpaMa U KaxKabli
npesMeT, HE3aBUCUMO OT Pa3MEPOB U CBALLEHHON ero
3HaUMMOCTW, N3HAYaNbHO COCTaBAANM efUHOE Lienoe.
C atux I'IO3VILI,VII7I M HagnexunT nccnepoBatb NaMATHUKA
JAPEBHEPYCCKON NAACTUKM, NOAXOAbI K UCTONKOBaHUIO
KOTOPOU Hy>XJAakTcs B yTOYHeHUU. MaTepuan 3aecb
NMOUCTVHE OFPOMEH U Pa3HOOBpPa3eH: OT MesKoW naa-
CTUKWN B BUAE MUHMATHOPHbBIX PE3HbIX UKOH, CK!'Ia/J,HEI\/]
M naHarumm AO MOHYMEHTaJIbHbIX KMOTHbIX CTaTyI‘/’I, Haj-

3HaummocTb nokoswmxcs B bapm mowet Hukonel
MUWPANKMIACKOTO AN CTaHOBAEHMA B KOHLLe XIV Beka
Ha Pycn fepeBsSHHOW KMOTHOM CKYAbNTYpPbl U paja
XWUTWUIHBIX MKOH CBATUTENA CepejnHbI — BTOPOM Mo-
nosuHbl XVI Beka («[MepeHeceHne moluei Hukonbl
B bapw») Tenepb yxe BnoaHe ouesmaHa . V. A. lanu-

1. PbiHAMHA A. B. OCHOBBI TUMOAOMMN PYCCKOW AepPeBAHHON
ckynbnTypbl, Hkona Moxawckuin. ikoHa n cB. mowm //
WckycctBo xpuctmaHckoro mupa. C6opHuK ctaTei. Beinyck
6. M., 2002. C. 99-114; WannHa . A. CueHa «NepeHeceHne
Moluew cB. Hukonas» B ApeBHepPYyCCKon nKoHorpadumn. Tam
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rPOBHbIX CKYyNbNTYPHbIX 06pa3oB, 6eN0KaMeHHbIX U ge-
peBAHHBIX KPECTOB.

VIMeHHo B aHHOM KOHTeKCTe aBTop MccaeayeT 3BO-
noumto obpasos Hukonas Yypotsopua, 0ocobo utumo-
ro MpaBocnaBHol LiepkoBbto 1 0C060 YTUMOro NMEHHO
B Poccun.

AHanu3zupysa HaydHble daKkTbl B CTaTbe, aBTOp
YTBEPXKAAET, UTO CBATLIHA, NOKOALWAACA B KpUMTe (MOLLK
Hukonbl YygoTsopua), Ha npoTtaxeHun XIV-XVIII Bekos
He pa3 cTaHOoBMAach ANns Poccmn XMBbIM MCTOYHUKOM
MHOTUX NIereHA, NKOHorpaduyeckmx N3BosoB, obblyaes
B MOYUTAHUN CBATOrO W, YTO CaMOe rNaBHOe, CTPYKTYp-
HbIX MUKOHHbIX MOoAenen. He cayyaiHo, BUAUMO, B 601b-
LWMHCTBE XPaMOB C YTUMbIMWU AEPEBAHHbIMW CTAaTys MU
CBATUTENA OCHOBHbIE Npa3AaHOBaHUA HMKobl Npuxoam-
NINCb UMEHHO Ha 9 Mas — B NamATb [lepeHeceHna Mo-
wewn B bapw.

Knrouessie cnosa: Hukonati Yydomseopey, mouwyu Hu-
konas Yydomeopya, depesaHHas ckynbenmypa, cpedHege-
K08as xusonuce, cesaujeHHbIl 0b6pas, bapu.

Ha cBsi3asia HeObbIUHbIV N3BOA Ha3BaHHOIO CHOXKeTa
CO CTOfLLEN B rpobe Gpurypoli uyaoTeopLia ¢ pakamm-
pennKBapuaMu 1 n3sectrem MNckoBCKOW neTonmncu
O NpuHeceHnn Heknmm ctapuamm B 1540 rogy «Hu-
KOJIbl Ha pe3un B XpamLax», OTpa3MBLIMMMK BreyaT-
NeHus oT bapwu ¢ ero Beaunkou cBATbIHeN 2. Mexay
TeM, Kak Mbl yOeaumcs H1Xe, aHHbIN U3BOZ, COBCEM

xe. C. 94-95. Nn. 5, 7 (uBeTHasa BKkAelKa, NKOHbI XV B. 13
Mckosa v Kapronons).
2. WannHaW. A. Yka3. Cou. Tam xe.

He yAMBUTE/NIeH B KOHTEKCTE Hallell pesiMrmo3Hom
N N306pasnTesIbHOM TpazMLmn 3,

Pycckas uepkoBb B bapu, Bo3BeséHHas, Kak
npegnoaaratoT COBPEMEHHbIe nccaegoBaTenu
B XVIII Beke, Hbbl1a nocTpoeHa Ha MecTe bonee Apes-
Hero xpama *. A. /. Hekpacos B 1950 roagy nucan co
CCbINKOM Ha paboTbl TaHa v Jleba o noceleHUn
pycckmmum nanomHmkamn bapum yxe B XI Beke (1087
rog) >. «CnoBo» Ha NepeHeceHne MOLLEer, CO34aHHOE,
Buanmo, Eppemom lMepescnaescknm Bckope nocne
3TOW AaTbl,— He TOJIbKO SBHOE CBUAETENbCTBO TOMY,
HO W OTpa>keHne BOCMNPUATUA CBATbIHN KaK JOCTO-
AHUA OOLLEXPUCTUAHCKOW LepkBu 6. JleTonucHoe
e n3BecTre o NpuMbbITUKM YacTuLbl MoLlen Huko-
nbl B 1091 rogy n3 Puma B Knes Bbi3biBaeT B nams-
™ «bap-rpag Prmckoli obnactn», GurypupyroLmii
B PYCCKMX MUCbMEHHbIX MCTOUHMKAX.

Kak 6bl HW 6bl1M yBeanTenbHbl MOU coobpaxe-
HUs 06 nctokax GoOpPMUPOBAHUA PYCCKOM <UKOHbI
Ha pe3wn» (bapuiickas pennkems n cepbckas YekaH-
Has «CTaTya» CBATUTENA, yCTaHOBJEHHasA B Havane
XIV Beka Haz pakoli), HEO6XOAVMbI AOMONHUTENbHbIE
aprymMeHTbl, NOAKPENAAIOLLME peanbHOCTb PYCCKO-
6apUINCKMX KOHTaKTOB MMEHHO B KOHLLe XIV Beka,
Koraa BO3HMK/Ia AepeBAHHasA KMoTHaa ctatys Huko-
bl Moxawckoro (I'TI).

Mo cyacTbto, Mbl pacrnonaraem TakMMu JaHHbIMU.

Moé BHVMMaHWe AaBHO NpuBAeKaa 3anNpecTob-
Has nkoHa bnaroBelueHckoro cobopa MockoBckoro
Kpemna «boromatepb bapnoBsckas», aBaeHme Ko-
TOPOW pycckoe LepKOBHOE NpejaHue CBs3biBaeT
€ 1392 rogom . 3Ta MKOHa He coxpaHuaack, HO A0
Hac AOLWEN CNUCOK C Heé, caenaHHbin ans HoBo-
JeBMYbero MoHacTelps ckopee scero B XVI Beke,
NPWYEM Ha Hero Hbi1 NePEeHECEH CTaPVHHbIN OKAag,
koHua XIV — Hauana XV Beka, BbINOJIHEHHbIN ANA
YTUMOTO ApeBHero obpasa 8. MpouncxoxaeHve cTa-

3. Cp.WanmHa . A.Ykas. cou. Tam xe. C. 94.

4. 1l Sengo del San Nicola. Arte, iconografia e religiosista e
popolare. Bari. 1987. P. 137-150.

5. HekpacosA.W. Cratys Hukonbl Moxarickoro. MawmHonwmce.
1950. LIFA/TA. @. 239. On. . Ea. xp. 21-22. C. 124-125.

6. PoraueBckasE.b.3anag v Boctok B NamMATHMKAX KHUXHO-
ctn o Hukonae Mupavkuinckom // FfepMeHeBTUKa ApPeBHe-
pycckoi autepatypbl. C6. 8. M., 1995. C. 70-74.

7. CHeccopeBa C.3emHasn xu3Hb lNpeceaton boropoauubl
N onucaHue CBATbIX YyAOTBOPHbIX €8 MKOH. AipocnaBib.
BepxHe-Boxckoe KHUXXHOe usgatenbcrteo, 1993. C. 393.

8.  UWeHHwnkoBa /1. A. IKOHbI-NAAHWLBI Y UKOHbI-TabNEeTKu Npu-
ABOpHOW LepkBu // bnaroselueHckunin cobop MockoBckoro
Kpemns. Matepuansl n uccnegosanma. M., 1999. C. 136-137.
Wn. 13 Ha c. 138; MapTtbeiHoBa M. B. Oknag nkoHbl «boroma-
Tepb MaeKonuTaTesbHMLa» U3 cobpaHms Mysees MockoB-
ckoro Kpemns // ApeBHepycckoe nckycctso XIV-XV BB.
M., 1984. C. 101-112.

PUHHOW MKOHbI U ee HEeOBbIYHOIO Ha3BaHWsA A0J-
roe Bpems OCTaBasoChb HeACHbIM (aBTopbl XIX Beka
nvcann o Kakon-To HeBeA4OMOW rpedeckon bop-
NoBCKOM NycTbiHK), noka J1.A LLleHHVKOBa He ony-
6avkoBana faHHble «CKka3aHMA» B PyKOMMUCHOM
cbopHUuke cTopoxa bnaroeeweHckoro cobopa
C. Moxoeukoea (1714-1716). CornacHo MoxoBu-
koBy, «Obpa3 boropoauubl bapbapckus... nepeHe-
CéH bbin 13 bapa, rpaga Pumckoi obnactu, a ctosn
obpa3 npu rpobe caToro apxuepes Hukonbl Yy-
aoTteopua» °. Bepcmio MoxoBUKOBa BMOJIHE KOH-
KpPeTHO NOoATBEPXAatoT MKOHOTrpadusa 1 oTAeNbHble
OTTEHKM CTUAA MKOHbI. OBpa3 3ToT ABAseTCa 06-
paTHbIM NepeBOAOM XuaaHAapCckon TunmkapHULbI
cB. CaBBbl Cepbckoro, koTopas bblna NnocTaBieHa
B VinbnHckoMm ckmty npu Kapeickol kenbe, npu-
Hagnexallen XvnaHaapckoMmy MoHacTbipto Ha Ado-
He 1% MecTo TUnMKapHULLbl B CUCTEME MKOHOCTACa,
rAe oHa CTos/a He Mo NeBY CTOPOHY LLapCKuX
BpaT, Kak 6bI10 NPUHATO, @ MO NpPaByr, MOXeT
ObITb 06BACHEHO MosoXeHMeM MnageHua He Ha
neBOW, Kak B MKoHe bapnosckon boxuen Mare-
pu, a Ha NpaBon pyke boropoanubl.

Cx0ACTBO M3BOAA Ha3BaHHbIX MKOH, MOYMTaHWe
TunukapHWLbl Kak CBATbIHM HeMaHuuen Ha dpoHe
obwmpHoro niacta cepbckmx BKAAAHbIX MKOH KO
rpoby Hukonbl YyaoTrBopua ' genatot cBeseHms
MoxoBrKOBa JOCTaTOUHO ybeanTenbHbiMUN. Ha 3Ty
no3uumio «paboTatoT» 1 CTUANCTUYECKNE CBOMCTBA
cnvcka XVI Beka, B KOTOPOM € nérkow pykun H. 1. Kon-
[lakoBa MHOrve ncciefoBaTenn yaaBanBatoT YepTbl
NTaNo-rpeyeckoro MKOHOMMCaHWs, BOCNPON3BOASA-
LLMe CBOMCTBA OpurMHana.

Ocobas BbIABNEHHOCTb 3TUX XYAOXECTBEHHbIX
aKL,EHTOB B JaHHON MKOHE NMeeT CBOe KOHKPETHOE
06bscHeHne. OHM Moran BbITb CBA3aHbI C UCTOU-
HWKOM, KOTOpPbIN n3bpann cepbckmne AecnoTsl Ans
B3MMaHMA HaNOroB B MOAb3y 6a3nANKK CBATUTENA

9. LLleHHwnkoBa J1. A. YygoTeopsble koHbl Mockosckoro Kpemas //
XpuctnaHckme peanksun B Mockosckom Kpeme. M., 2000.
C. 234; beikoBa M. A. ikoHa «boromaTepb «biaxxeHHoe upe-
BO» (XabapoBckas) n3 cobpaHus Bragnmumpo-Cy3ganbckoro
My3es-3anoBegHuka // VIcKycCTBO XpUCTMAHCKOro Mupa.
C6opHuk cTaTel. Beinyck 5. M., 2001. C. 182-183.

10. CHeccopesa C.Yka3 cou. C. 92-93. C TunmkapHuLei ces3a-
Hbl Pa3/IyHble NpejaHus: 0 NpYHeceHn eé Ha AGoH caMnm
CredaHom HemaHen, o npuHeceHnn eé us Mepycanmmckoro
MoHacTbIpst CaBBbl, OCBALLEHHOro camum cB. CaBBoii Cepb-
ckum n T. 4. Cm.: Kongakos H. IN. ikoHorpadusa boromarepu.
CBSI31 rpeyeckon 1 pyCccKom MKOHOMUCU C UTaNbAHCKOM XU~
BOMNUCbIO paHHero BospoxaeHusa. CMM6., 1910. C. 35-37. Emy
e NPUHaANEeXUT naes 0 CO3BYYHOCTU CTUAA 0bpasa ntano-
rpeyeckori maHepe. Tam xe. C. 38.

11. Cobop Bo nMs cB. Hukonas B bapu. KpaTtkuit nctopuko-
XYZ[O0XKECTBEHHbIN nyTeBogmuTens [6.1.]. C. 54.
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Wnn. 3. Hukona Moxatickudl. KoHey XVII - cepeduHa XVIII eeka.
Ceno lNMokya, HYepdeiHckuli palioH lMepmckozo Kpas.

Jlepeso (cocHa — guzypa, nunoseili dy6 — nosel gesoHu),
Jleskac, pesbepHeili 1e8Kac, memnepa, no3osoma, cepebpeHue.
Pe3bba. @uzypa ¢ 8bI6paHHbIM 060pOMOM.

188x52x22 cm. MIXT. UHe. [C-6.

Hwvkonbl B bapu. B apxuBe ropoga xpaHuUTCs JOKY-
MeHT 1346 roga (meprameHTHas rpamota CtedaHa
[JyuwaHa), cBuAeTeNbCTBYHOLWMIA, YTO Hasoru cobupa-
nnce B Paryse (JybpoBHuke) 2. lyBpOBHUK HaXxO4AWA-
€A KaK Obl Ha NepeceYeHnmn KyAbTyPHbIX TPAANLMNIA:
B €ro apxuTekType, XXMBOMUCKU, NaacTuke YETKO
OLLYTVMbI pa3/iyHble XyAOXEeCTBEHHbIE OPUEHTU-
pbl, MTOMUMO COBCTBEHHO cepbckux (peums, NTa-
s, roTyecknii Mup EBponbl 1 gaxe 3ano3gansie
nepexunBaHns pomaHckoro ctuas). OcobeHHo cna-
BWJICA TOPOJ, YETKO OPraHM30BaHHbIM FOBEVPHBIM
npoun3BoACcTBOM. /IMEHHO Tam npoxoanan obyye-

12. Cobop Bo umsa cB. Hukonas B bapw... C. 32-33.
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HVe cepebpsaHbIX ges MacTepa CO Bcero cepbcko-
ro KopoJnescTea *.

MockonbKy YekaHHbI cepebpsaHbIn anTapb, No-
AapeHHbIn 6a3uamke Hukonsl B 1319 rogy uapém
Cepbum MunytnHom (nepennasneH 1 3aMeHEH Ho-
BbiM B 1684 rogy) ', otamyancs, HECOMHEHHO, CO-
BEPLUEHCTBOM MCMONHEHUS U MOHYMEHTaIbHbIMMU
pa3mepamu, ¢ 60AbLLON A0el BEPOATHOCTA MOXK-
HO npegnosaratb, YTO UCMONHEH OH Obln «3naTaps-
MU» 13 Parysbl.

Toraa e 1 TeMu XXe NyTAMM MOraa nonacTb
B bapu n nkoHa «bnaxeHHoe upeso» (bapnos-
ckas, bapbapckas, a ckopee Bcero — bap-rpag-
ckas!), MKoHorpaduuecknii N3Bo4 KOTOPOM NPOYHO
yBA3aH C npociasBieHHbIM Kapenckum obpasom,
a HeKOTOpble XY0XECTBEHHbIE aKLLeHTbl HaBEesHbI
ntano-rpeyeckmmm obpasuamu. MNMpeboiBaHne «bap-
NIOBCKOW» npwu rpobe Hukonbl 4oAXHO Obl10 Npu-
AaTb el 0COBYHO fyXOBHYHO 3HAUNTENbHOCTb: 3MOXa
Hanbonee aKTMBHOro NOYMTaHMA CBATUTENA Ha Pycn,
3aCTYMHWKOM W XpaHWUTeNeM KOTOPOWM OH cUMTanCs
Hapagy ¢ boromatepebto, nagaet meHHo Ha XllI-
XIV Beka. CTaBluas CBATbIHEN KHsAXecKoro baaro-
BelleHckoro cobopa, nkoHa «bnaxeHHoe upeBo»
fBMAACb KOHKPETHbIM CBUAETE/IbCTBOM PeanbHO-
CTW MOCKOBCKO-6apUINCKMX KOHTaKTOB B 3MOXY MW-
Tponoauta KunpunaHa n Beankoro kHa3a Bacunng
Omutpuresnya. KoHtakTel ¢ PUMOM akTuBM3MpoBa-
nnce yxe npy Amutpun JoHCKOM: 3a yeTbipe roaa
4o asneHusa bapnosckoro obpaza (1388) B Mockay
NPUXOAMAM NanckMe NociaHHMKKN (CKopee BCero
oT YpbaHa VI) ™.

XapakTtepHo, uto KunpwnaH, Haxogacb B Jlntee,
BMeCTe C IMTOBCKMM KHs3eM firainno 3agyman nmcatb
nMceMo naTpuapxy o cossaHum Cobopa ana coeam-
HeHWs LiepKBen nepes MMLOM TypeLIKO ONacHOCTH,
0 Y&M M3BECTHO MO OTBETHOMY MOC/aHMIO NaTpuapxa
o1 1397 roga . KynbT Hukonbl YyaotBopLa, skyme-
HWYEeCKMI NO CBOEW CyTW, AOXKEH Bbla 1 MOr CTaTb
LeMeHTUpYtoLLLEe «ba3ol» ans BoctouHon 1 3anaa-
HOW LiepKBEN.

13. TonybuHckuii E. ctopus pycckoli uepkeu. Tom Il. Mepm-
og Il MockoBckuid. OT HalECTBMS MOHION0B 40 MUTPOMO-
nuta Makapwua BkatounTensHo. M., 1997. C. 261.

14. TonybuHckwni E. Ykas. cou. C. 338-339.

15. Bopwucos H.C Pycckas uepkoBb B noautuyeckor 6opbbe
XIV-XV Bekos. M., 1986. C. 121-122. B pabote H.C.bopu-
COBa MMeeT MeCTO OpUeHTaLMs He Ha TPaAMLMIo noynTa-
HMA HyKonbl, KOTOpas MOBCEMECTHO Ha Pycu akTMBM3NPO-
Banacb uMeHHO B XIV B., a Ha COXpaHUBLUMECH NAMATHUKN
WKOHOMUCK, CPeAn KOTOPbIX AeRCTBUTENbHO NpeobnagatoT
npousBeAeHNs HOBIOPOACKOro Kpyra.

16. Knocc b. H.)Kutne Ceprusa PagoHexckoro. PykonucHas Tpa-
anuma. KnsHb n uygeca. Tekctel. M., 1998, C. 61.

Vaero o «MpocToHapoAHOCTU» KyabTa HukoAbl,
noazep>xusaemyto akobbl Ceprnem PasoHexXcKnm,
HWMKaK He/b3s NPWU3HaTb BEPHOM, TaK Xe KakK MbIC/b
0 ToM, 4UTo B MockBe noynTtaHme Hukonbl 66110
«OTOABWHYTO» aKTyaAbHOCTbIO KyNbTOB boropoguipl,
apxaHresna Muxauna, mutponosauTta MNetpan 1. 4 7.
JNltobonbITHO, UTO B NocneaHen yetseptn XIV Beka
LepKBM N MOHACTbIPW, MOCBALLAEMble CBATUTENHO,
6blM 0653aHbI Y XPaMOWN3aTENbCKON AeATENbHOCTY
BENNKUX KHA3eM (HMKoNO-YrpeLucknin MoHacTbIpb,
OCHOBaHHbI AMuTpurem JOHCKNM) 1 NpeacTaBu-
Tenen pycckon ®unBanbl MOHaXOB-MOABUXKHUKOB.
Tak, ocHoBaHwne Hukono-lewHOoLWCKOro MoHacTbl-
ps B JIMNTPOBCKOM KHAXECTBE CBA3aHO C MEHEM
Medoauns, yuerwnka MpenogobHoro Ceprus 4 nroHs
1392 r.), a Hukobckoro MoHacTblps «Ha bonoTe»
6213 Nepecnasns-3anecckoro (1377) — ¢ pyxos.-
HOW peATenbHOCTbO AMutpusa Mpuayukoro 8, npum-
4ém obuTenb «Ha bonote» Hbina ofHON N3 NEPBbIX
OBLLEXUTUIHBIX, MPUHSABLLMX NepyCaNnUMCKUIA YCTaB.
BbICOKMI AyXOBHBIN CTaTyC MOHACTbIPS, BO3MOXHO,
obycnossieH vyAoM ABneHns obpasza Hukonbl Yyao-
TBOpUa 1 Xusoteopsawero Kpecra (Ha Caxotckom 60-
noTe), KOTopoe npesaHue cBA3biBaeT ¢ 70-Mu rogamm
XIV Beka, a no gpyrov Bepcun — ¢ 1423 rogom . 31o
CobbITME CTaNo OCHOBOW No3aHero «CkasaHus O fB-
neHwnun YectHaro n Xueotsopsawero Kpecra locnoa-
HA 1 YygoTBOpLAa HMKonas», MONONHMBLLErO HOBbIE
yyaeca ceatuTens B Poccun 2.

VIMeHHO ¢ 6apuinCKON CBATbIHEN — MOLLaMU Yy-
[0TBOpPLI@ — CBA3aH, Ha Hall B3rasg, ocobbl xapak-
Tep caMuX ero NKOHHbIX 06pa3oB, BO3HNKLUNX Ha
nouse CpesHeli Pycu n MockBbl B nociesHen Tpetu
XIV—nepBoi Tpetn XV Beka, T.€. NPy MUTPOMOANTAX
KunpuaHe 1 ®otum. OHKM oKazanncb CTPYKTYpUpOBaH-
HbIMW He B pOpPMaXx XXMBOMUCHOW UKOHbI, @ B popMax
JepeBaHHOM CKynbNTypbl («<Hukona Moxarickuia», T,
n «Hukona MuUeHCKNIA»), oTpakaroLLLen ToT «Marmye-
CKWUIA peann3m», Ty XXM3HEHHOCTb, KOTOPblE B MPUH-
LiMne CBOMCTBEHHbI BU3aHTUINCKOMY Xpamy U3gpeBsie.
He cayyaiiHo ¢ Xl Beka n3HayanbHas «CKyAbNTyp-
HOCTb» BHYTPEHHEro NPOCTPaHCTBa aKTUBHO KOM-

17. Knoccb. H. Ykas. cou. C. 45-46.

18. BosHeceHckuit A, TyceB ®.Kutne n uygeca cB. Hukonas
YygnotBopua, apxuenvckona Mnpankmickoro, 1 ciaea ero
B Poccun. CIM6., 1899. C. 540-541.

19. Kpytosa M. C.CesatnTens Hukonan YypoTsopel, B ApeBHe-
pycckow nucbMmeHHocTu. M., 1997. C. 134, 173. Ha Pycn dakt
no3AHeNLero MTepaTypHOro opopmMaEHUA APEBHUX YCT-
HbIX NMOBECTEN U NpeAaHnii He bbln pesKocTbo. JocTaTou-
HO BCMOMHWTb UCTOPUIO CO cTaTyel Hukonbl Moxkarickoro.

20. [Jemyc O.Mo3auvku BM3aHTUNCKUX XpamoB. M., 2001.
C. 62, 125-126.

neHcMpyeTcs GUKTUBHBIMW HULLAMM, 3aMEHWBLUUMMN
HULWN TPEXMEPHble, 06pPaMAEHHbIE CKYNbNTYPHbLIMU
MOTMBaMM 2!, ITOT nNpoLecc «MaTepranmnsaLnm npo-
CTpaHCTBa» 0COBEHHO XapakTepeH AN Naneonoros-
CKOro BPeMEHM, KOrga OXXMBUIOCb BOCMOMUHaHNE
O TOM, UTO paHee «TpPExMepHble 0bpa3bl Oblan cBA3a-
Hbl C MPOCTPaHCTBOM, HaXOAALLMMCS BNEPean 1 HMxXe
nx» 22, MocnegHee BNOSHE OYEBUAHO accoLmmpyeTcs
¢ ropenbedHbIMN GUrypamm B KnoTax, ycraHaB/vBa-
eMbIMK B pycckumx xpamax XIV-XVI Bekos nepes nko-
HOCTacaMu WM B CaMUX MECTHbIX ero pagax.

C 3TOM TOYKM 3peHUs NoKasaTeseH HeBObLIOM
MeTponaenoBcknin xpam koHua XIV Beka B Moxcaii-
CKe, 3aMbIC/IEHHBIN, CKOpee BCEro, MUTPOMOINTOM
KnnpraHom kak cakpanbHO-Tonorpapuyeckmin aHa-
nor 6apuiickon 6asnanku. 3To BNOJIHE NOFNYHO,
YyUMnTbIBasA, UTO MeY 1 Xpam B pykax Hukonbl Mo-
>KaMCKOro — TpajMLMOHHbIe aTPpUOYTbl BEPXOBHbIX
anocTo/oB, Tak YTO B HEM MOXHO BUAETL 06pa3 Bce-
NNEHCKON LiepKBY.

B KOHTeKCTe faHHOM rMNoTe3bl YMECTHO BCMOM-
HWTb 3ameuaHue H. H. BopoHuHa 06 ocobor naactmy-
HOCTW, «CKyNbMTYPHOCTW» BHYTPEHHEro NPOCTPaHCTBa
3TOro xpama %, KoTopbIi 6bl1 3a4yMaH, BEPOATHO, Kak
«KOBYEr» ANS fePEBAHHON CTaTyun, BOMNJIOLLABLUEN
06pa3 HETIEHHBIX MOLLeW CBATUTENs. Hannune e Ha
durype Hukonbl Moxarickoro cepebpsHbix bacmeH-
HbIX «oAeXa» (bparMeHTbl X COXPaHUANCL B GOH-
Ae aparmetannos ['TI) He ncknrouaeT penrkBapHbIX
bYHKLMIA «MKOHbBI Ha pe3un». B CBA3M C 3TMM CTOUT Ha-
MOMHMWTb COCTaBHYHO CTPYKTYPY CKYAbMATYpPbI (B YacT-
HOCTW, HaNn4YMe BCTaBHOM rOJ0BbI).

MpeacTaBAseTcs, YTO HEKOTOPbIE, XOTA N KOCBEH-
Hble, MaTepuasbl AN NOATBEPXKAEHMSA PeasbHOCTH
KOHTaKTOB ¢ bapu B nocnegHen Tpetn XIV Beka garot
1 naMATHUKK cdparnctrkm. CTomT obpatnTh BHUMa-
HVe Ha peAdanLuyto No Ty n3obpaxxeHns 0gHOCTO-
POHHIOHO BOCKOBYHO MevaTtb MuTponoanta Anekces
npu nepemunpHoi rpamote Onbrepaa JIntoscko-
ro n CmoneHckoro kHs3s CeAToc1aBa ViBaHOBMYa
¢ Amutpuem JoHckum n Bragummpom AHgpeesnyem
CepnyxoBckum (1371) 24, MMeuaTb 3Ta B CMAY CBOErO
MaTepuana v APeBHOCTU AOCTaTOYHO pacn/biBYa-
Ta no pesnbedy. Ha Helt n3obpaxéH Hukona B noze
opaHTa. [paBoli pykoin oH 61arocnoBAseT, a 1eBON
NPUAEPXKNBAET HEKMUI NPeAMET, UCTONIKOBAHHBIN Ny-

21. [emyc O.Ykas. cou. C. 129.

22. BopoHuHH.H.3oauectBo CeBepo-BocTouHoi Pycu. T. 11
M., 1969. C. 276-277.

23. BopoHwuH H. H.Ykas. cou.

24. CobonesaH.A.Pycckne neuvatn. M., 1991. C. 186; N2 149.
Wn. Ha Tabn. 13.
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6avKkaTopamu no rpadpuyeckoi npopuck XIX seka
Kak NOAHATbI kogekc. OfHaKo peanbHO yaaBanBa-
€TCs MMLLb KPYMNHas YeTBepoyro/ibHas BELLb C ABYMS
OKPYFAbIMM BbINYKJOCTAMU CBEPXY: 3TO IMBO Xpam
C Kynosnamu (Ho noyemy ¢ AByms?), nmbo EBaHrenve
C exkaLlMmMm noeepx obpesa oKpyribiIMU NpesmeTa-
MW. VIMEHHO BTOpPOI 13 Npeanaraembix BapnaHToOB
HanoMMHaeT O TPaAMNLIMOHHON «BaPUNCKON» NKO-
Horpadum HMKobl C aKLEHTOM — 1 B MUKOHOMUCHY,
W B NNacTUKe, U B XyAOXeCTBEHHOM cepebpe — Ha
aKTe MUoCepAmns CBATUTENS: B IEBON PyKe OH Aep-
1T Anbo EBaHrenve, ambo NoTmp ¢ KpyrabiMu Ko-
Wwenbkamu Ha Hux 2. MpaBgaa, B bapu faHHbIN 13BOA
M3BeCTeH No MKOHaM He paHee XVI-XVII Bekos, oj-
Hako Tema Hukonbl MMnocTnBoro 6biia 4O0CTaTOUHO
pa3paboTaHa B rpeveckort xusonucu XIN-XV cro-
neTun, rae B cueHe «Hukona, pasgarowmin Mmao-
CTbIHIO» OH M306paxancs ¢ KpyrabiMu xnebamm nam
KOLLUENbKOM B pyKax 2. He nckntoueHo, UTo 34ech Ha-
LWNO oTpaxeHne Hapuiickoe NoUYNTaHNe CBATUTENS,
Tem B0siee UTO CHOXKET 3TOT NpeacTaB/ieH BecbMa y3-
KM KPYroM namsaTHUKOB BU3aHTUCKON XXMBOMUCH.
MNMokasaTenbHO ¥ TO, UTO Hanbonee JPEBHUI U YNCTO
JINTYPruyeckmii MoTuB pasgasHua xnebos (bpecka
MaHactupa XlII Beka) 2’ cmeHseTca n3obpaxeHnem
KoLlesbKa B pyKax CBATUTENS (B POCIMCAX M MKOHaX
XIV-XV BekoB).

Mow yMOnocTpoeHs B CBA3U C MeYaTbio MUTPO-
noauta Anekces 1371 roga 6blam 66l uncTon daHTa-
3uen, ecin Bbl He COXPaHWANCL Apyrve nedaTw, rae
Kpyrnas ¢opmMa npeameTa B IEBOIN pyke CBATUTENS
BMnoJsiHe oveBunAHa. Cpesan HOBrOPOACKMUX MeyaTel
BAaAbI4YHOrO Kpyra COXpaHWANCh ABa 3K3emMnasapa
¢ ¢urypoii boromatepu «BonsowieHne» 1 CBATU-
TesneM B POCT B M0O3e OpaHTa C KPYrabiMW, CI0OBHO
A610K0, NpeaMeTamu B NeBor pyke 8. B nybankaumm
1959 roza B.J1. AHWH AaTUpyeT nx 3roxor apxmenu-
ckona Anekces (1366-1388), ogHako B cBoge cdpa-
TMCTUKK MeHAeT aaTy Ha cepeaunHy Xlll Beka. Tak nau

25. BosHeceHckuii A, Tyces ®. Ykas. cou. C. 110. B cokpoBULLHM-
Lie 6apuUiickoi 6asmanKm XpaHUTCA HeboJIbLLas CKyAbMTYP-
Has rpynna, oTauTas u3 cepebpa B 1659 r., npeacraeasto-
was Hukony c otpokom Bacnavem. CBATON, M306paskeHHbIN
B No3e OpaHTa, B IEBON pyKe Aep>XUT (BEPTUKaIbHO) 3a-
KpblToe EBaHresime c Tpems KpyriabiMu KoLelbkamu CBepXy.
Cwm.: Cobop BO ums cB. Hukonas B bapu... C. 61, Nn. 77.

26. Sevcenko N.P.The Live of Sain Nicolas in Byzantine Art.
Torino, 1983. P. 38, 45, 55, 59, 151, N2 10, 35 (6), 110 (8), 42.

27. Koco [., Munbkosuk-Ienek . MaHnactup. Ckonje, 1958.
C.88-93.Cn. 114.

28. AHuH B.J/1.TeuaTn n3 HoBropogckux packonok. MAA, N2 65.
1959. C. 201; AHuH B. /1. AkTOBbIe MeyaTu gpeBHen Pycun
X=XV BB. T. Il. HoBropogackue neyatun XIlI-XV Bs. M., 1970.
C. 195. Tabn. 223, N@ 575, 576.
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MHaue, onpejeneHne «KogeKke», KOTopoe aBTop AaéT
0603HaYeHHbIM NpesMeTaM, HEBEPHO. «A610Ko» nep-
COHaXW ep>kaT Ha FOPU30HTaNbHO Pa3BEPHYTbIX PY-
Kax C AICHO YNTAEMOW BbIEMKOW AN KPYr1oro 06bema.
Koaekcol B HoBropoackom coparnctumke XllI-XV Bekos
OTMeUeHb! BCersa BHO BbIPaXXeHHOW YeTBEPOYroJib-
HoM dopmoli, bosiee TOro, YacTo MMELOT reoMeTpuYe-
CKOe No MOTMBaM 3amnoJiHeHVe NepennéTa, 1 NafoHb,
Aep>KaLas mx, MOJHOCTBHO «CPE3aeTcs» KHUIom 22,

B acnekre 6biTytowen naen «Hukonbl-cMepeso-
BMYa» neyaTb MUTpPONoanTa Anekces € JOKyMeHTa
1371 ropa ytBep>xaaeT cyryboe BHUMaHuMe K CBATO-
My B Cpefie PyCCKMX LepKOBHbIX epapxoB. MeuaTu
KvnpraHa HaM Hen3BeCTHbI, HO He NCKIHUYEHO, YTO
MWUTPOMOAMWT, MPEEMCTBEHHO 3aHABLUMIA NPECTOA, MOT
ncnonb3oBatb cHpParncTUUecKyro CMMBONKY CBOE-
ro npealwectseHHuKa 3°. He cayyaiHbiM Hago npu-
3HaTb M TOT dPakT, 4UTO nNeyvatb C Gpurypon Hukonbl
B Mo3e OpaHTa UMeeT MeCTO Ha rpamoTe, BNPAMYHO
kacarowencs JINTBbI, UTO OCOBEHHO BaXKHO B CBA3M
C Hayan oM JyxOBHOM Kapbepbl KunpraHa kak MUTPO-
noauTa BpeMeHHO oTaenusLlencsa JINTBbl,— UMEH-
Ho Mokalick oTKpbIBaa NyTb Ha 3anag,.

Tak nan nHauye, BapmaHT, Kak Hbl NPoOMeXyTou-
HbIVi MeXJay 13BoA0M Hukonbl Moxaickoro v 3anaa-
HbIM TUMOM CBATUTENS C KOLUENbKaMy, UMeeT MecTo
B lepeBAHHOW KMOTHOM nkoHe XVII Beka 13 MNMMa 3!,
KoTopas HECOMHEHHO CBfi3aHa C OTpaXkeHueM «ba-
PUNCKOW TeMbl» 32, B npaBoli pyke Hukona gep>xut
Meuy (CoxpaHunach TONbKO PYKOATb), Ha IEBOW Xe ero
NafioHN NeXUT BONbLLOW KOLleNb C MOHETaMU ANs
pasfasHWa HEVMYLLMM, B4OBAM W CUPOTaM.

K coxaneHwto, ApeBHME NafoOMHMYECKME eBNOTM
B Buge oBasibHbIX 06pa3koB XI-XIII BekoB, OTAUTbIX 13
MpPO3payHOro CTeKa Win CTEKISHHOM NacTbl, He AatoT
KOHKPETHOro Matepuana gas 06bACHEHUS AaHHOW
nkoHorpaopum. Ha 60bLLMHCTBE N3 HUX Ha JIEBOW
pyke H/Ko/bl MpoCcMaTpUBaETC KOAEKC 33, HO HeKo-
TOpble 3K3eMMNAAPbI CTOb PacnibiBYaThl U CyMMap-
Hbl MO pesnbedy, UTo NyOMKATOPbI BO3AEPXKUBAOTCA

29. CMm.: fiHWH B.J1. AkToBble nevatu [lpeBHen Pycu. T. 1. Tabn. 19
(N2 529, 530).

30. Ha neyatax mutponoantoB NoHbl, Peogocus, NepoHTUA
1 CMMOHa MMeeT MECTO TPaANLMNOHHbBIV A8 BAAAbIYHBIX
neuatei obpa3 boromatepu BonnoLyeHus.

31. Ceatoe unckycctso Pycu. V3 doHgoB oTaena gepesa locy-
JAapCTBEHHOTO UcTopuyeckoro mMyses B Mockee. Mocksa,
MM, 11 pekabps 1997 rona— 11 aHBapsa 1998 roga (kata-
nor BbictaBku). M., 1998. N@ 19,

32. PobiHanHa A.B. OCHOBbI TUMONOTUW PYCCKON AepeBAHHOM
ckynbnTypbl... C. 111,

33. 3anecckas B. H. lutukn XllI B. B cobpanmm [ocyaapcTBeHHO-
ro dpmutaxa // ipeBHepycckoe nckyccTtso. Pycb. BusaHTtus.
Bankanbi Xl B. CM6., 1997. C. 154-155. UA. Ha c. 154.

OT YTOUHEHWM, YKa3blBas N1Lb Ha 61arocNoBAsAIO-
LM XXeCT MPaBoi pyKu CBATUTENS 34,

BbickaxkeM HekoTopble cOObpaXkeHWs B CBA3M CO
CKYNbNTYPHbIM YBPaHCTBOM HUKOJIbCKOW 6a3namnku,
KOTOpble MOrAn 6bl elwé 6onee ynpounTb NO3NLMIO
0 6apuICKOM MMMyAbCe ANA co3aaTenel JpeBHEro
pe3Horo obpasa n3s Moxaicka.

MpumMep ¢ nctopuren cepbckoro cepebpsaHoro
antapa obHapyxuBaeT GakT TOUHOro CleA0BaHNA
nTanbAaHckMMM mactepamu XVII Beka n3HayanbHo-
MY 3aMbICNy MHTEpPbepa B ero OCHOBHbIX, Cakpasib-
HbIX 1 TEMATUUECKMX, aKLLeHTaX, UMEOLLNX «CepOCKunii
appec». B 1658 rogy ckynbntop MukenaHxxeno KoH-
CTAHTVMHO BbINOAHWA CTaTyn Hukobl, Boropoamubl
1 cB. AHTOHWS, NOMELLEHHbIE B MpeAanTapHOu npe-
rpage, oTAensoLWwen LeHTpaibHbI Hed OT nonepeu-
Horo *. B 1712 rogy oHW B CUy CBOE FPOMO3AKOCTU
6blAM NepeHeceHbl B TPW HULWK Ha dacage 6asnau-
Kk 3¢ (ceuac npebbiBatoT, BUAUMO, B Tak Ha3blBaeMOM
BusaHTuMIACKOWN HallHe — BPEMEHHOM XpPaHWUAMLLE
CKYNbNTYpPbl U BETXUX UKOH). He NckaroveHo, 4to
niactuyeckne anemeHTbl nperpasbl 1658 roga no-
BTOPUAM ApeBHIOK GOPMY anTapHOM CTEHKM, 3a-
AYMaHHOWM M MCNONHEHHOM NO 3aka3y cepbckumx
«kpanen» B XIV Beke. Bo BCIKOM cydae, MOXHO
C TOYHOCTbIO YyTBEpPXAaTb PakT co3gaHuA BO BTO-
poi nonosuHe Xlll Beka BCcTaBHOW penbedHON Ka-
MEHHOW MANTbI HaZ rNaBHbIM NOPTaaoM 6a3nanKM
(nog, axkypHbIM KUBOPWEM) C POCTOBOW Gpurypoin Hu-
KOJbl B €MM1CKONCcKoM obnaveHmm ¥

Yo KacaeTcs AepeBa kak MaTepuana Ans nU3Ba-
AHWA Hyukonbl, TO 1060NbITHbIE CBEAEHNA MOXHO
n3BaeYb N3 HEKOTOPbIX PakToB, 3aPUKCMPOBaH-
Hbix B 1873 rogy B. MopaBuHOBBIM. Ha BOCTOUHO
CTEHE KPUMTbI OH OMUCbIBAET PE3HON AePEBAHHBbIN
AWMK, FAe XPaHUANCb OCTaTKM NOAJANHHOIO ALLM-
Ka, B KOTOPOM YeCTHble MOLM HbIAU NPUBE3EHbI
B bapw 3. [NoBepx BMecTUAMLLa ANS APEBHErO rpo-
6a 6blna NocTaBaeHa HebosbLas pe3Has 13 gepeBa
ctatys Yypoteopua ¥. YTBepxAaTb €€ CTapuHHOe
MPOUCXOXAEHMNE OCHOBaHWI HET, HO dakT B3aMMocC-
BA3W MaTepuana rpoba ANA MOLLEA U CKYAbMTYpP-
Horo n3obpaxeHuns 6e3ycnoBeH. 34eCb YMECTHO
elé pa3 HanOMHUTb, YTO, MO CBUAETENLCTBY PYC-

34. The Glory of Byzantium. Art and Culture of the Middle
Byzantine Era. A.D. 843-1261. New York, 1997. Cat. N2 336.
P. 499.

35. Cobop Bo nms cB. Hukonas B bapu... C. 21-22.

36. Tam xe.

37. Tam xe. C. 24. Puc. 30 Ha c. 23.

38. BosHeceHckui A, T'yceB ®. Ykas. cou. C. 108-110.

39. Tam xe.

ckunx nytewecteseHHnKoB XVIl Beka B 3anagHyro
EBpony, M J0BOAMNOCH BUAETb, KaK HEAOCTaO-
LLMe YacTM MOLLEel B CB. pakax Obln JOMOAHEHbI
yacTmuamu gepesa .

BosBpaluasch kK antapHou nperpase, BO3MOX-
HO, NpeaBapstoLLel MpamopHble paboTel XVII Beka
1 3aKa3aHHOMW, cKopee BCero, cepbcknmm Kopons-
MW OZHOBPEMEHHO C cepebpsHbIM anTapém, umeet
CMbICA yyecTb MHeHMe C. Yypumnya o poaun NokaoH-
HbIX UKOH B GOPMMPOBaAHUN BU3AHTUIACKOTO UKO-
HocTaca. VIKOHbI 3T, COrnacHoO No3numm y4€Horo,
NMeNu B KOMHVMHOBCKYHO 3MOXY apXUTEKTYPHbIe pambl
“ MOrn BbITb ABYXMEPHON Bepcuer npesLlectsy-
FOLLLETO YCTPOWMCTBA paky (bangaxmH Ha KONOHKax —
Haz rpobHuMLen 1 obpas CBATOro — Ha ero rpobe) 4.
Kak npvMep faHHOW TpaanLmMmM B MO3AHEBUN3AHTUI-
ckoe Bpemsa Yypuny Ha3blBaeT AePeEBAHHYHO PE3HYHO
paky XIV Beka CredaHa [leyaHckoro B MOHacTbipe
[JeuaHbl 2. He nckntoueHo, uto aepeBsHHas oury-
pa KnnmeHTta Oxpugckoro u3 uepksu boropoanubl
B Oxpuze koHua Xl — Hauana XIV Beka aBasnach
UMEHHO KMOTHOM MNOKJIOHHOW MKOHOW, a He KpblLu-
KOW paku. 3TO MHeHMe BblI0 BbICKAa3aHO MHOW B CTa-
Tbe O TUMONOTMYECKMX NCTOKAX PYCCKOW AepeBAHHON
CKynbNTypbl 4. Takum 06pa3om, ecTb HEKOTOPbIE OC-
HOBaHuA nNpegnonarate dakT 3ameHbl B XVII Beke
N3HauyanbHOW cepbCcKon npesanTapHOWN nNperpagbl,
B CTPYKType KOTOPOM MO ObITh 3a4€ACTBOBaAHbI
CKy/NIbMTYPHbIe N306paxeHus.

13BeCTHO, 4UTO NafioOMHMKaMK OCOBEHHO nouun-
Ta/ncb cepebpsHbli antapb 1684 roga 1 60sbLLas
nkoHa «CB. Hukonan TemHonnkuninx» 44, K coxane-
HWIO, BOCNPON3BEAEHNA 3TON MKOHbI MHE HanTu
He yAanocb. BO3MOXHO, OHa 1 He coxpaHuaach A0
Halmx gHel (B onuncaHusax puroposunya-bapckoro
n MopABMHOBa OHa Yy>Xe He yrnomsaHyTa). HassaHune
e eé IBHO HarmOMMWHAET O LUMPOKO PacnpoCTpaHEH-
Hbix B 3anagHol EBpone B CpesHue BeKa «UEPHbIX
MazgoHH» — nounTaembix CTaTysX, BbIMOJHEHHbIX U3
TEMHOIO ZepeBa, YTo, MO MHEHUIO HEKOTOPbIX 3a-
nagHbIx 6OrocNoBOB, CBA3aHO ¢ BUBAENCKOW Tpa-
anumen 5. BcnoMHuMm, 4to B XX1tnn 1 ruMHorpadum

40. bycesa-/aBbigoBa V. J1. EBponerickas ckyabnTypa rnasamu
pycckunx nrogen XVIl Beka // ApeBHepycckas cKyabnTypa.
C6opHuk cTatei. Boin. 3. M., 1996. C. 63.

41. Yypumnu C.TTOKIOHHbIE MKOHBI, Pakun CBATbIX U Pa3BUTUE KO-
HocTaca // NikoHocTac. [poncxoxgeHne — passuTme — cuMm-
Bosivka. M., 2000. C. 722.

42. Yypuny C.Yka3 cou. C. 723.

43. PbiHAMHA A. B. OCHOBBI TUMOAOMMN PYCCKOW AepPeBAHHON
ckynbnTypsl... C. 108.

44. Cobop Bo ums cB. Hukonas B bapw... C. 33.

45. Moss-Cappanari L. Alla ricerca dalla Vergine nera. Milano,
1952; Schreiner K.
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Hwvkona YyaoTeopey ynogobaeH Mowceto n Vinne —
418 «HOBOTO V3pamnsa» OH Bbln TeM Xe, UTO U Benu-
Kne npopokm 46,

3/ecb YMECTHO BbICKa3aTb KOe-kKakue coobpa-
XEHUSA O TUMeE AnKa JpeBHEN CKyAbNTypbl «Hnkona
Moxkarickunii». A. . HekpacoB Haxoaua B HEM CXOA-
cTtBO C Bacnanem Benukum B mosankax Copum Kun-
eBckon #7, a . K. BarHep cumutan ronoBy cBaTUTENS
nkoHorpaduueckn 6anskomn obamky anocrona Nas-
Na B NaMATHUKAX XXMBOMNUCK “8, B yacTHOCTW, n3obpa-
XKEHWI0 anoctona B pybaéeBckom 3BEHUTOPOACKOM
unHe. OTCIOZa BO3HMKAA NapafoKcanbHas MblClb
O TOM, UTO ronosa Hukobl (Kak BCTaBHas) NpuHaga-
NeXNUT Apyromy namMaTHUKY NAacTKu.

[JencTtButensbHo, AnvHHas 6oposa, CUALHO Bbl-
TAHYTbIV UK, SHEPTMYHO U3OrHYThbIE YCbl, pac-
KpblBatOLMe aKTUBHbIN U3rMb HUXKHEN rybbl (3TO
cnpaeeganeo 3ametua A. V. Hekpacos), anuesna-
Has 1 rnajKas BEpPXHSsA 4acTb r0/0BbI, F4e BOAOCHI
MOYTU He YMTAKOTCA, MJIOTHO NpuXaTble K 0bLwemy
06bEMY, Kak bbl 06TeKas ero,— He NMetoT abcontoT-
HbIX aHaNoOroB B M306paxkeHnsx H1Kobl Ha pycckoi
nouse. EAMHCTBEHHBIN 06pa3, KOTOPbIV MOXHO 6bl10
6bl Ha3BaTb,— 370 «HWKONa C XXNUTUEM» CpesHepyC-
cKkow pabotbl koHua XIV — Hauvana XV Beka B ['TI 49,
XOTA 3/leCb BEPXHAN YaCTb r0N0BbI CBATOro H6osee
oKpyrnas, a 4yepTbl Inka — 6onee menkme n 060-
CTPEHHble. B uenom K aHanormyHomy tmny 6130k
Nk Hukosnbl Ha nkoHe «Hukona u Meopruii» KoHua
XIV — Havana XV Beka 13 ['ycamukKoro MoHacTbIpa
6113 HorunHcka (TPM). Kak cuntaet 3. C. CMUpPHOBa,
OHa MPVHAANEXUT MOCKOBCKOW LLKOJIE U NPOUCXO-
AnT 13 ctapmHHon Cnaco-MpeobpaXkeHCKOoN LiepKBHY,
CBSI3aHHOMN, MO NpPejaHuto, C 3aMbIC/IOM MUTPOMON-
Ta Potums (1410-1431) *°. HecMOTps Ha SIBHOE CXOA-
cTBO € «Hukonon Moxarcknum» B Nponopumsax anka
N annHe 6opogabl, YepTbl HUKoAbI MycanLKOro, Noa-
BUXKHbIE, IErKNe N aCUMMETPUYHbIE, CBUAETENbCTBY-
tOT 06 M3BECTHOW «MPOABUMHYTOCTU» CTUAA UKOHbI.

46. Cnyxba cB.Hukonato Ha 6 gekabps. KaHOH Ha yTpeHu,
necHb 8; Lannna U. A. MNckoBckme nkoHbl «Coluectene BO
ag». O INTYpruyeckon nHTepnpeTaLum MKOHorpaduueckmnx
ocobeHHocCTen // BocTouHOXpUCTMAHCKMUIA xpaM. JTnTyprus
n nckyccrso. ClM6., 1994. C. 248.

47. Hekpacos A. W. Cratys Hukonbl Moxarickoro. MawmHonuce.
C.37.

48. BarHepI.K.Ot cumBoOna k peanbHoCTU. Pa3BuTue naactmye-
ckoro obpasa B pycckom nckyccrase XIV-XV Bekos. M., 1980.
C. 199.

49. [lpeBHepycckoe uckycctBo. X — Havano XV Beka. [ocyaap-
cTBeHHas TpeTbsikoBckas ranepes. Katanor cobpanms. T. II.
M., 1995. Kat. N2 52, c. 125. Nn. Ha c. 127.

50. CmupHoBa 3. C. MockoBckas nkoHa XIV-XVII Bekos. 1988.
Mn. N2 53. C. 268.
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XapakTepHO BCE Xe, YTO BCE TPU MKOHbI BO3-
HWUKAW Ha MOCKOBCKOM MOYBEe NMPUMEPHO B O4HO
BpeMs, pa3senéHHble camoe 6onbluee ABYyMA-
Tpems gecatmnetTuamu. Henb3s 3abbiBaTh B CBA3U
C 3TUM, YTO CleAyrolas NO BPEMEHU AepPeBAH-
Has cTatys HUKOAbI «MOXKaMCKOro» Tmna 6bina
3aMbicneHa MMeHHo PoTmem, BO MHOTOM MNpo-
AOJKMBLUMM NINTYPTUYECKYHO AeATenbHOCTb Kun-
npuaHa. Ctatys 6bina BbiNnoaHeHa ans MueHcka
B 20-x rogax XV Beka, korga MockBa BpeMeHHO
3axBaTwia npuHagnexawmn Jutee ropos v Ha-
Yyasa TaM XpUCTUaHM3aLumno HaceneHus °'. Boiss-
NleHne UX TUNOJAOrMYeCKOro NCTOYHUKA ONATb
npuBoanT Hac K KOxHon WTtanun, a oTtyga —
K APEBHUM ManoasmnckUM 3eMAAM, POAHbBIM ANA
cBATMTENA (OH Npomncxoaun n3 JSlinkninckol Matapel,
cornacHo CumeoHy Metadpacty). OcobocTb nko-
Horpadum Hukonbl BO ppeckax rpoTOB M Kanenn
Anyaunu (okpecTHocTn bapwu, OTpaHTO, BprHAM3K
n np.) 3ameTua ewé AHpUX °2, yI0OBUB B ANMHHOWN
6opoge CBATUTENSA N €rO BbITAHYTOM JINKe Mano-
asunnckme Tpaguumnm >3, B. H. JlazapeB cBsizan 31u
bpeckmn c TBOpUeCTBOM Ha3mMNMaHCKMX MOHaxXoB
XI-XV BekoB, B KOTOPOM OLLYTMMbl MHOT1e apxa-
M3Mbl U 3aMeTHa CBA3b C Maloa3nicKMMn, CMpuii-
CKMMW U KannagokUNCKUMKN UCTOUHUKaMN >4,

Kak BUAHO, Ha paHHen CTagnm BU3aHTUIACKOTO MC-
KyCCTBa Ha3BaHHble TPaAWLMN TaKXKe CbIrpaau CBOKO
posb. K. BaiumaH, aHaan3npys cMHamckne namsT-
HWUKK, 06paTNA BHMMaHWE Ha HEOObIYHOCTb AnKa
Hukonbl Ha yeTblpéxyactHoi ukoHe VII-VIII Bekos,
KOHCTAaTMPOBaB 3aMeTHble OTKNIOHEHWA B €ro Tune
OT TOro BapuaHTa, KOTOPbIN CAOXKMUACA B MOCNENKO-
Hobopuecknii nepuog >. B obLuein cxeme oH BecbMa
CO3BYyYeH KKy cTatyn Hukonbl Moxanckoro, mc-
KAKOUan Takyro AeTafb, Kak 3axoAsllne BBepXy Ha
N06 BOMOCKI. B CBA3M C CMHaNCKOW MKOHOM BanumaH
MOT Ha3BaTb B BU3aHTUICKOM nckycctse VII-IX Bekos
TO/IbKO OAWH 6A13KuIA 0b6pa3 Hukonbl— Ha nepero-
poAyaTon 3mManm co ctaBpoTekn MopraHa B MeTpo-
nonnteH mysee Hito-Mopka 5.

51. Hekpacos A. . lpeBHepycckoe n306pasnTenbHoe Uckyc-
ctBo. M., 1937. C. 243-244.

52. Anrich G.Hasios Nicolaos. Der helige Nicolaos in der
griechischen Kirch. Bd. II. Berlin, 1917. S. 495.

53. Ibid. S. 308-309.

54. NasapeBB.H.Victopus Bu3saHTuitckom xmsonucu. M., 1986.
C. 113.

55. Weitszmann K. The monastery of Saint Catherine at Mount
Sinai. Vol. I. The Icons: From the Sixth to the Teuth Century.
Princeton, 1976. PI. XIV. B. 33. P. 58-59.

56. lbid; The Glory of Byzantium. Art and Celture of the Middle
Byzantine Era. A.D. 843-1261. The Metropolitan museum of
Art. New York, 1997. Cat. N2 34. P.74-75.

Bce BbilLeckazaHHOe CBUAETENLCTBYET O HaMUMM
B pamKaXx BU3aHTUIACKOW XMBOMMCK rPYNMbl NaMATHN-
KOB, B KOTOPbIX KoHOrpadwma Hukonsl YygoTtBopua
MMeeT 0cobble UepTbl, HaBEesHHbIE, MO BCEl BEPO-
ATHOCTW, NoApa>kaHnem nepBoobpasy — ncTopu-
YeckOMy TUMY Manoasnickoro ceaATUTens. To, uTo
€ro c/iefbl, XOTs yXe B HECKOJIbKO «CTEPTOM>» BUJe,
COXpPaHUANCh BO GPECKOBbIX LiMKAaX OKPECTHOCTEW
Bbapw, roBopnT 0 HECOMHEHHOM BVSHUWN COCEACTBA
€O CB. MolWamu Hukonbl. VicTouHnkoMm, nsobpasu-
Te/IbHbIM M TUMOAOTMYECKMM, MOTAIN CTaTb ABe neya-
TV OT rPOBHULbI CBATUTENSA, COXpaHuBLUVECs B bapwu
ot XI-XII BekoB %, 3anevatneBLUne, BO3IMOXHO, CTa-
PVHHBIA 06pa3, NPUBE3EHHLIN U3 Mup ogHOBpPEMEH-
HO CO CBATbIMW OCTaHKaMW.

MpvBesAeHHble AaHHblE AOMOAHUTENBHO NOATBEP-
XKAAHT MO rmnotesy 06 06ycNoBAEHHOCT KNOTHbIX
pycckux ctaty Hukonbl Mupavkninckoro 6apuii-
CKUMU NaMATHUKAMW, «HanUTaHHbIMW» BAN30CTbIO
ero cBATOro Tena.

OTBNEKaAsACh OT COBCTBEHHO N306pa3nTENbHbIX
CHOXETOB, 3aMeTMM, YTO MMeHHO ¢ bapw ecTb oc-
HOBaHWA CBA3aTb AOCTATOYHO PACNPOCTPAHEHHbIE
B Poccumn HMKonbckne «cTonboBble» LIepKBY U MO-
HacTbIpW, XOTS NepBas MbIC/b, KOTOpas BO3HUKaET
B CBA3M C HMMMU, 3TO MO3TUKO-ANTYPrMyeckumii 0b-
pa3 CBATUTENs — «CTOAN U yTBepXAeHue Liepkau
Hosoro 3aBeta». OfHaKo CTO/b MPAMOJMHENHBIN
CUMBOJIN3M COBCEM He CBOMCTBEH MPaBOCAaBHOMN
Ky/nbType — ckaxeMm, obpa3 boromartepu Hepywu-
MO CTEHbI HUKOTAa He TPaKTOBa/Cs B ApPeBHePYC-
CKOM MCKycCTBe yepes bykBanbHOe n3obpaxeHune
APXUTEKTYPbI.

Mpexae Bcero BO3HMKaET B NamMsaTU H1UKoNbCKUI
MOHacTbipb B Knese. fiBNeHne nKOHbI Yya0TBOPL,
no npeganuto, npomsowno B 1113 rogy, Bo Bpems
oXx0Tbl McTcnaBa BnagmmmpoBuya: CBeT NCXoana ot
0b6pa3sa, CTOABLIEro Ha BbICOKOM APEBECHOM MHe 8,
B XVII Beke ABNeHHasaA NKOHa HaxoAnAacb HA KaMeH-
HOM CTOJIMNE, BOAPYXXEHHOM Cpeau noss npoTme obu-
Tean %, Cyas no matepuanam «Pocnucu Kneea» ot
1682 roza, B TO BpeMsl KAMEHHbIN CTOAM C MKOHOM
ewé cywecrsoan 0.

Apyroli dakT, TakKe MMerLLMiA CTapUHHOE npe-
JaHwue, kacaetcs Hukonbckol yacoBHu CeATorop-
CKOW YCMeHCKOM NycTbIHWM XapbKOBCKON rybepHMN.
Mo neTonnCHBIM AaHHBIM, MECTO 3TO U3BECTHO Yy>XKe

57. Doloti G, Fiorino F.Storia e leggenda della Basilica di San
Nicola. Bari, 1987. P. 135.

58. BosHeceHckui A, lyces @.Ykas cou. C. 232, 233.

59. Tam xe.

60. Tam xe. C. 682, npum. 184.

c 1111 roaa, a ocHoBaHMe 0bUTeN N CBA3bIBAETCA
¢ Bbixoguamu ns Kneso-lMeuepckoii naspsl . Mo
nereHae, Hukonbckas YacoBHA OTMeYaeT MecTo, rae
Ha MeJIoOBOM CToANe ABMUAack MkoHa Hukonbl %2, Lienb-
HbI MpeXae MesIoBOM CTOAMN No3aHee 6bla 06s10-
>XEH KaMHeM &3,

B cene Ctonb6ose Opnosckoin rybepHun mum-
TPOBCKOro ye3sa npuxogckas NetponaenoBckas
LLepkoBb 6blia noctaBseHa Ha mecte CTonb6oBOro
MOHacTbIps. Ha cTeHe xpama coxpaHsaach (Ha KOHeL,
XIX Beka) MegHasa AoOCKa C 3anuCbio CaMoro npeja-
Hua: «B neto ot Poxxgectsa 1334 aBmiack 4yf0TBOp-
Has MKOHa CBATUTENA XpUCTOBa Hunkonas Hag pekoin
M6yx Ha ayboBom cTonbe» 54, B XV Beke 34eCb BO3-
HVK CTONHOBOM MOHACTbIPb, W, KOF4a BPEMSA YHUUTO-
SKUNO APEBHMWI CTOAM, Ha MOLWAAN Nepes, LLepKOBbLO
6bl/1 COOPY>KEH HOBbIM, KAMEHHBIN .,

LlepkoBb Hukonbl «B cTONMax», BO3HMKLIAA
B XVII Beke, bbla n B MockBe, rae, N0 NpesaHuto,
B CTApUHY 6bla CTOPOXXEBOW CTON6 C 0bpa3om CBs-
TUTENA Ans HabaoaeHus 3a ABUXKEHMEM TaTap 6.
34ecb, HECOMHEHHO, Mbl UMEEM Cydall «HOBOFO
NPOYTEHUS» APEBHEN TPAAULIMM, XOTS YNIOMUHAHKE
«TaTap» CBMAETENbCTBYET O CTafjnanbHOW 6an3ocTu
BO3HWUKHOBEHWS MPefaHNii, KacaroLLmXCs COObITUI
XII=XIV Bekos.

Kak n3BecTHO, B 0ObIAEHHOM PENNTMO3HOM CO3Ha-
HWUK CcTONN (KOJIOHHA) ecTb CMMBOJ Xpama. B Hawwewm
e cnyyae peub MAET, CKOpee BCEro, O pealbHOM
ctonne (26-M No CYETY) B XKeNE3HOW orpage, Haxo-
aAwemMcs Tenepb B Hapuiickor basunanke, B NpaBom
yray kpunTtbl ¢ rpobom Hukonel. JlereHga XIX Beka
TONKYeT O YyAECHOM fBAEHNN HEAOCTatOLLEro CTON-
na A5 HOBOW LepKBW, KOTOPbIA MPOMBICIOM Yy-
AOTBOpPLA SBWCA NJaBatoWMM B MOpe Kak Cyxoe
6peBHO 1 6bln NepeHecéH B ropos Hrkonown c aBy-
Ms aHreJlamMmu 1 YCTaHOBJIEH B KPUMTE Ha nogobato-
Lem mecte .

[peBHsAsA nctopmns KONOHHbI — MHas. OHa Bnep-
Bble yNOMsAHYTa B AokymeHTe oT 1359 roga ¢iopeH-
TUCKOrO COBETHMKA KopoaeBbl loaHHbl | Hukonas
Auuatoonn %8, xoTa HapogHoe npesaHne BOCXOANT
Kk XII Beky. [JOKyMeHT rnacut, YTo BO3/1e YyAOTBOPHOW
KOJIOHHbI @aBTOP AMKTOBaJ1 CBOKO MOCAEAHIOH BOJIHO.

61. Tamxe. C.411.

62. Tam xe. C. 409-410.

63. Tam xe.

64. Tam xe. C. 289-290.

65. Tam >e. Bo BTopoii nonosuHe XVIII Beka obutens bbina
ynpasgHeHa.

66. Tam xe. C.432.

67. Tam xe. C. 102.

68. Cobop Bo ums cB. Hukonas B bapw... C. 50.
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B XV Beke ¢pnamaHACKMA nyTelwecTBeHHWK [e-
opr JlaHrepaHT 3anuncan yCTHyrO BEPCUIO, COrNacHO
KOTOPOW OT MOPS KOJIOHHY MPUBONOK/M K XpaMmy Te
caMble BOJIbl, KOTOPbIE BE3/IN CBATbIE MOLLM YyJ0-
TBOpLA OT KOpabs K OTBEAEHHOMY A1 HUX Xpamy *°.

B XVII Beke ®pa beato, nogpobHO onuncasimi
cepbckne BkAaabl Ko rpoby Hukosbl, co3gan Kom-
MUAATUBHBIV BapWaHT NIereH/bl, COEANHNB pa3Hble
BEPCUM BOEAMHO. Tak BO3HNK MOTUB PUMCKOTO Npo-
NCXOXAEHUS KOJIOHHBI. Hukona, 6yayun B Pume, npo-
XOAWA MUMO PaspyLUEHHOO A0Ma HeKOoen BayAHML b,
BOCXMTWACS KpacoTou cTonna, cbpocun ero B Tubp
1 NO BO3BpPALLEHMM JOMOM UyaecHbIM 06pa3om 06-
Pén ero Ans cBoero xpama B Mumpax, a B Houb nepeg
3aXOPOHEHMEM MoLLel cBATUTENs B Bapu KONOHHa
onATb fBWACb B MOpe U1 Hblla BOABOPEHA CaMUM
Hukono ¢ aHrenamu B 3gaHUKN, HEAOCTPOEHHOM
abbatom Vnben 7.

Bo Bcex 3Tvx Bepcusx HagNexuT obpaTntb BHUMA-
HVe Ha cneayroLmMe MOMEHTbI: PUMCKOE NMPONCXOXK-
AEeHNe KOJIOHHbI, M3Ha4a/lbHYHO NPUHAANEXHOCTb eé
HernpaBejHOMY JOMY, NiaBaHWe No MOPHo NoJ06HO
6peBHY 1, HaKOHeLl, Ha LiBEeT camoro KamHs (kpac-
HbIA MPaMOpP AW FPaHKT).

Hukonbckuin 6apuiicknin cTonn Bbi3biBaeT B Na-
MATU 06pa3 KoNoHHbI buueBaHus, ogHOM 13 cTpacT-
HbIX PEIVKBUA, OCOBEHHO NOoUnUTaBLLIMXCA Ha 3anaje.
CornacHo HajnMcK Ha BeHeLMaHCKOM peaunKBa-
pun 1375 roga ¢ yacTULEN 3TON KONOHHbI (PU3HM-
ua cobopa cB. Mapka B BeHeLu), CBATbIHA nonana
B BeHeuuto ns KoHctaHTnHonona B 1125 rogy .
B XIV-XV Bekax Ha UTasbsiHCKON NOYBE M3BECTHbI
HEeCKONbKO NOA06HbIX KOBYEroB: NagyaHCKui pe-
NnkBapuin B 6asmanke genb CaHTO U pennkeapui
Hauasna XV Beka B JlyBpe 72. [l BEHeuMaHLEB, B CBS-
31 C NoYMTaHMEM CTO/INa — penvkBapua cB. Mapka,
6bln1a 0cOBEeHHO AopOora cama naes CBATON KOJIOHHBI,
KOTOPYHO 34€Cb Ha3blBa/v «KOJOHHOM SBAEHWNS CB.
MolLen» 73, Tak UTo B NMPUHLMMNE KOHKPETHAs Y CUM-
BOJIMUECKas CBS3b KAMEHHOrO CTO/INa CO CBATbIMU
OCTaHKaMu BMOJHe TpaauLMoHHa ana Wrtanuun. U3-
BECTHO Tak>Xe, YTo KoNoHHa KoHCTaHTMHa, € KoTopoWn
SIBHO COMEPHMYanM BEHeLMaHLbl B UICTOPUMN C 06-
peTeHneM MoLlel ¢B. Mapka 7, cogep>kana BHyTpU

69. Tam xe.

70. Tam xe.

71. Tam xe.

72. Letresor de Saint—Marc de Venise. Milano, 1984. Cat. N2 45.
P. 306-3009.

73. lbid. P. 309.

74. [leiin T.Ctronn-penvksapuii ce. Mapka // YyaoTBopHas uko-
Ha B BusaHTuu n [pesHen Pycu. M., 1996. C. 162.
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(B cBOEM OCHOBaHWK) YacTuLy noaanHHoro Kpe-
cta locnoaHs.

Mexay BeHeumelt n bapu nsgaBHa nmena Mecto
6opbba 3a obnagaHue cBATbIHAMU. CumTatoT, UTO Ha-
puiickne Moy Hrkobl cocTaBastoT okono 75 npo-
LLeHTOB cKkeneTa (60s3Hb CapalyvH caenana AencTems
6apaH B Mupax BecbMa ToponavebiMu) 7°. HegocTta-
toLLast YacTb MOLLIEV OBpeTaeTCs B Pas3IMUHbIX YacTax
XPUCTMAHCKOro MUpa, Npexze Bcero B BeHeuwnu: Be-
HeLmaHUbl y>ke nocsie 6apsH NpeAnpuHAAN HECKOb-
Ko nytewectuii B Mupbl (1099-1100) 1 noxuTman
OCTaHKWN N3 HECKOJIbKUX 3aXOPOHEHWNI fpeBHel ba-
3UANKU CBATUTENS. B UTOre BbISBUTH €0 MOLLM Cpe-
AV BEHELMaHCKMX COKPOBMWLL, 3aTPYAHUTENBHO 6. Mbl
roaaraem, 4To OTpaXKeHMem Ha3BaHHOM COpPeBHOBa-
Te/IbHOCTW CTajla U YyA0AeNCTBEHHas KONOHHa ba-
PUNCKOWN KPUNTbI Kak cakpanbHas konus KoaoHHbI
buuesaHuns.

O cBa3n obpasa YygoTBOpLA C UCKYNUTENBHOW
xepTBon Xpucrta n YectHbim Xnsoteopswmm Kpe-
CTOM Ha OCHOBaHWWN PYCCKMX MaTepuanos (B KOH-
TekcTe cozepxKaHusa nssoaa Hukonsl Moxainckoro)
n3BecTHo 7. OfgHaKo Mbl pacrnoaaraemM ApeBHUMM
CBMAETeNbCTBaMMN O CTPACTHOM acnekTe B NouynTa-
HWUW CBATOrO.

CornacHo Xututo Hukonbl CumeoHa Metadpacta
(X Bek), 6yayum B [NanectnHe 1 coBepLUMB MHOXe-
CTBO MCLIeNEHNIA, «CBATOW HanpaBuca Ko rpoby lNo-
CMOAHIO U K YyecTHoN [onrode, rae Hac paau BKoMaH
CnacuTesbHbI KPecT. Houbo NOAXOAMT KO CBATOMY
KpecTHOMY gepeBy, 1 camu coboi nepes HUM pacna-
XMBAOTCA CBALLLEHHble BpaTa. COTBOPVB TaM ropsuyto
MOJINTBY 1 MOK/JIOHEHWe, OH o0bpeTaeT eLé 60abLYH0
AYXOBHYIO cuy» 8. TOT ke CUMBONNYECKUIA aKLLeHT —
npuyactHocTb Hnkonbl kK CTpagaHnam XpuctoBbiM —
AEMOHCTPUPYET PeAKUN NaMATHUK UCKycCTBa. Mbl
nmeem B Buay Mpaxckuii peanksapuin Hukonsl Yy-
foTBopLa mTanbaHckon pabotbl Xl Beka (Mpara, co-
KpoBuLHMLa cobopa c¢B. Buta) 7. OH npeacTaBaseT
co60Vi MOAHATBIA Ha BbICOKOM CTOSIHE-CTONOUKE MU-
HWaTIOPHbIA anebacTpoBbIN capkodar ¢ YactTuuen
MolLen ceaToro. Jlapel, ykpalleH nepebopkamu 13
30/104€HOro cepebpa ¢ AparoLeHHbIMU KaMHAMMU.

75. Tam xe.

76. Cobop BO ums cB. Hukonas B bapw... C. 52.

77. PobiHanHa A. CATas gBouua— Hukona u MNapackeBa B apeB-
HepycckoMm nckycctee. CUMBOAMYECKNI acnekT Tembl // Vc-
KyccTtBo3HaHme' 1/02. M., 2002. C. 198-199.

78. CumeoH Metadpact. XusHb u geaHusa ceatoro OTua Halue-
ro Hukonas // BuzaHtuiickue nereHasl. M., 1994. C. 144.

79. Omaggio a San Marco. Tesori dall'Europa (a cura di Hermann
Filitz, Giovanni Morello). Milano, 1994. N2 8. P. 204-205. Mpa-
ra, COKpoBuLHMLa cobopa cB. Buta. MHB. N2 18.

CBepxy MOLLM NPUKPBITbI XPYyCTanéMm, Yepes KOTOpPbIN
npocmatpuBaetca peankeusa. Capkodar 3aneuartaH
«3aMOYKOM» (neyatb oT rpoba!) ¢ AMTbiM penbedHbim
n3obpaxkeHnemM PacnaTus. BBepxy nepes okpyraou
pyuyKOl 3aMKa — MUHWATIOPHas KPOBJ/A OAHOKY-
NONBbHOrO Xpama C YETBEPOYTO/IbHbIM YraybaeHnem
B bapabaHe. Bo3HnKaeT KOMMO3MLMA, HANOMMWHA-
towas rpobHnLy noa Knsopmem — bangaxmHomMm.
KoHcTpykuma npegmeTa B LEeNOM — CTOM, YBEH-
YaHHbIN FPOBHNMLIEN, — BECbMa KOHKPETHO OCYLLEeCT-
B/IAE€T BEHELMaHCKYH U0 CToNa-penkBapus, Ho
He cB. Mapka, a Hukosnbl Mupankuiickoro. B koH-
TeKCTe 3aTPOHYTON TeMbl 3TOT MaMATHUK MHTEPECEH
BABOWHE. Bo-nepBbix, n3obpaxkeHne Pacnsatus Ha
neyaTty akLLEeHTUPYET coLepiKaTeNbHyro CBA3b obpa-
3a CBATOrO CO CTPACTHbIMU PENNKBUAMU; BO-BTOPbIX,
NPOUNTbIBAEMbI 3ZeCb MOTUB CTOJINA, HECYLLLEro
rpob, BMoOJAHE NPO3payHO acCoLMNPYeTCs C Yya0T-
BOPHOW KONIOHHOW Npw rpobe ceATUTENs B bapw.

Ha3BaHHble Bbille YeTbipe MOMEHTa B CBA3M
C AAaHHOWM KOJIOHHOM MOATBEPXKAAOT €€ CUMBOJIN-
YecKyto COOTHECEHHOCTb ¢ KonoHHOoM brnyeBaHumsa.
«Pnmckaa Tema» B UCTOpUM €€ NPONCXOXKAEHMA
CBfi3aHa, OYEBUAHO, C aHTUUYHbLIMW KOJIOHHAMMU,
YKpaLlaBLWNMWU ABOPUK NPETOPUN AU AOM NEepPBO-
CBALLEHHWKA, T.€. <HernpaBejHble JoMa», rae bbi nc-
TA3aeM n 6uuyem Cnacutenb, oTcloga Xe 1 eé LuBeT
(kameHb € rycTbIMU KpacHbIMW BKpanieHnamu). Hy-
JlecHoe naaBaHWe CTo/Ma Ha NOBePXHOCTU MopS
noAo6HO 6peBHY TakXKe MOXHO 0H6bACHNTb HEKO-
TOPbIMWU CTPACTHbIMU pennkBusMu CBATOM 3eMau,
Jaocene manousBecTHbIMKU. Kpome nybavkaunm ob
apMAHCKOM MoHacTblipe ApxaHrenos B Vepycanum-
Me, BO3BEJEHHOM Ha MecTe joMa NepBOCBALLEHHNKa
AHHbI, TecTa Kanagbl 8. [lBop MoHacTbips npocaa-
BWJICA YyZecaMu OT paHee HEMIOAHOW, HO NPoLBeT-
LUe MaCAWUHBbI, BbIPOCLLEA N3 cTONBa, K KOTOPOMY
6bI1 NpuBs3aH buuyembli Xpuctoc ®. Kak roopsr,
M Tenepb Ha KaMHSX, PALOM C OXMBLUMM JEPEBOM,
nokasblBatoTcsa cneasl Ero kposu &2,

YuunTbiBas npuBeAéHHbIE CBeAeHNs, 0OCOBEHHO
paHHMEe XPOHOIOTNYeCKMe «NMPUBA3KN» NpesaHnii
0 CTON60BbIX HUKONbCKUX XpamMax U MOHACTbIPsX
B Poccum, MOXHO gymaTtb, UTO fiereHAbl ABieHuA
obpasa Ha CToIne BOCXOAAT K MCTOPUN Bapuinckomn
UyAOTBOPHOW KONOHHBI Hukoabl Mupaunkuiickoro.

80. bubukos M. B.HosonpocnasneHHble penviksuu Ce. 3emau //
Pennksumn B NCKyccTBe U Ky/IbType BOCTOUHOXPUCTUAHCKO-
ro Mupa. Te3ucbl JOKNAZ0B 1 MaTepUanbl MEXAYHapOAHO-
ro cumnosmyma. M., 2000. C. 109.

81. Tam xe.

82. Tam xe.

MpucyTCTBYOWMNI B NpejaHnax MOTUB — ApPeBO-
KaMeHb — MO-CBOEMY OTpPa>kaeT UyAeCHYH Cuay
CTOJIMa, CNOCOB6HOro Npnobpetatb 06ANK BPeEBHA,
naaBatoLLLero B BOAE.

B aTom nnaHe ocobeHHO nokasaTesieH OANH U3
BapWaHTOB fiereHsbl O IBAEHUN MLLEHCKOWN Pe3HOW
MKoHbI Hukonbl nepeon yetBepTn XV Beka: byaTo
OHa NpUMNbIAa Ha KaMHe C HauepTaHueM KpecTa &,
W3 Hero, kak rnacvt npegaHue, 1 bbin BbiTeCcaH Ka-
MEHHBIN KpecT, NocTaBieHHbI B MueHckoM cobo-
pe (c npuaenom B YecTb [apackesbl MATHMLbI!),
Mo NIeBYtO0 CTOPOHY OT LLapCkMX BpaT, TorAa Kak no
npaeyto H6bina ycTaHOBAEHa AepeBAHHAA KMOTHaS
CKynbnTypa Hukonbl (K coXaneHunto, He coxpa-
HuBLWasca) 84. B pycckor Tpagnumm nsobpaxeHue
KonoHHblI BuueBaHus B UKOHOMUCK U NNLLEBOM
WwuTbe noseasetca amwb B XVII Beke 8, noatomy
B MLLEHCKOW fiereHae coxpaHsaeTtcs bapuiickni
MOTMB MJaBaHMA KaMHA NO BOAaM, HO U3 KaMHA
MccekarT He KONOHHY, a UMeHHO YecTHol Kpect
[ocnopeHsb.

Ewe bonee KOHKPETHO bapuiickmMe MOTUBbI 3ByYaT
B OAHOM W3 3N13040B UCTOPUN ApeBHero enundaH-
CKOro pe3Horo obpasa Hukonbl Yygoteopua (Enu-
daHb 6113 PAzaHu).

B odopmneHunmn dpacaga v nHtepbepa basnamkm
Hukonbl B Bapu npucyTcTByeT 40BOJBHO peakuii Mo-
TMB — pe3Hble Gurypbl 66IKOB (BONIOB). APXMBOLT
rnaBHoro dacaga MMeeT KONOHHbI, onunpatoLymecs
Ha WX MOLLHble durypebl 8. MpucyTcTBME 3TUX XK-
BOTHbIX MOXET YAMBUTb, MO0 BCIOAY B XpaMe — Ha
Kanutenax KOJMOHH 1 kadespe ennuckona — Bbiceye-
Hbl Gurypbl 1bBOB ¥. CyAs No HagnMcK, ynoMsaHyTble
aetann dacasa BbINOAHEHbI NO34Hee — Mo KpanHen

83. Hekpacos A. /. Ctatys Hukonbl Moxaickoro. MalumHonmch.
C. 68-69.

84. BosHeceHckun A, TyceB ®.Ykas. cou. C. 322; O poau ron-
rockoro Kpecra kak CMMBOJ1a CNaceHnsa 3ameyaTesbHO Ha-
NMcaHo B TaK Ha3blBaeMOM «HeKHUXHOM» XnUTun Hukonbi:
Npu HalecTBMM noraHbix Hukona Benen NpaBoCcAaBHbIM yun-
HWTb 3HaMeHWe KpecTa Ha MLiax «v 3HaMeHoBaTb /LA CBOA
3HaMeHMeM YeCTHaro 1 XXMBOTBOPSALLErO KpecTa... U nobuiia
noraHbix». Cm.: KnroueBckuii B. Xutns cBATbIX Kak nctopuye-
CKWIA McTouHMK. M., 1877. C. 453-545. B. KntoueBckunin npea-
ronaraet FoXKHOCaBAHCKOE MPOUCXOXAEHVE 3TOTO BapuaH-
Ta XKutnsa. B XV Beke OHO y>ke nmeno xoxgeHve Ha Pycu.

85. B KauecTBe KPaCHOPEUMBOro NpUMepPa MOXHO MpVBAeYb My-
poMCcKyto KOHY «3Be3aa lNpecseTtnas» okono 1700 roga, rae
B OZIHOM M3 K/1€MM, 0Bpa30oBaHHbIX OTXOAALLMMU OT MaHAOpP-
Nbl Ny4amu, UMeeTca KoMnosmuma «buuesanne Xpucta». Jlro-
60MbITHO B KOHTEKCTE PYCCKOM TPAZULIMM MOYUTAHNS KPeCTa,
YTO KOJIOHHa UMeET 34,eCb 06INK CKOpee JepeBAHHOTO CTOJ-
6uka, Hexxenn kameHHoro npegmeta. Cm.: 1000-netne pyc-
CKOW XyA0XKeCTBEHHOM KynbTypbl. Katanor BbicTaBku. M., 1988.
Wn. 174 Ha c. 142.

86. Cobop Bo ums cB. Hukonas B bapwm... C. 23.

87. Tam xe.
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Mepe He paHee koHUa Xll Beka 8. [laHHble MOTUBbI
MOXHO 6b110 6bl 06BACHUTL annto3namu Ha Cono-
MOHOB XpaM B Vlepycannme, rae >epTBEHHUK CTOAN
Ha ABeHaguath anTbix Bosax (2. Map. 4:1-15). OgHako
NPUCYTCTBME B LIEHTPE BEPXHEW apku Xpama BOOB,
BMPAXKEHHbIX B MOBO3KY 9, 3acTaBNsfeT BCMOMHUTb
3Nun304bl UCcTopun Moluert Hukonbl. B XV Beke le-
opr JlaHTepaHT 3anvcan npejaHne O TOM, UTO CBATYHO
KOJIOHHY npuBe3nn B bapn B noBoO3Ke Te Xe BOJbI,
Ha KOTOpbIX OblIN NepenpaB/ieHbl CBATblE OCTaH-
K1 Ha MeCTO, OTBEAEHHOE ans xpama *°. CoBepLueH-
HO OYEBMAHO, YTO CBEAEHWNSA 3TW Bbl NOYEPMHYTHI
MyTeLeCTBEHHNKOM U3 APEBHUX MECTHbIX MCTOYHM-
koB. OTCtOfa, HECOMHEHHO, 1 BEAET CBOE NPONCXOXK-
AEeHNe KOMMO3MLNS LLeHTPaabHOM apky Basnamku.
Mo>HO npegnonaratb, YTO NOAOOHLIN 0OpsAA Nepe-
BE3EHWS MOLLEN UMEN YCTOMUNBYHO MKOHOTPadmto
B UCKYCCTBe cpeaHeBekoBol VTanmun. loctaTouHo
HaMOMHUTb XUBOMUCHbI 06pa3 CuMoHe Jlambep-
™ (XIV Bek) B Mapmckoi HaumoHanbHoM ranepee:
anocton MeTp NexxunT Ha NOBO3Ke, 3anpsXXEHHON Ma-
poi BOJIOB, C MEYOM B rpyau, NPOLLECCMIO BO3r1aBAs-
FOT KJIMPUIKM C KPECTOM U €MMUCKOMCKUM NOCOoXoMm 7,

Tenepb obpatumcs kK enndaHCKUM nereHaam,
nonaswnm B anTepatypy B XIX Beke *. Mo nep-
BOMY, Hanbonee pacnpoCTpaHEHHOMY NMpesaHuto,
cTaTys HaxoAmaacb B IUTOBCKOM BOMCKe, LUeLIeM
B 1380 roay Ha coeanHeHne c MamaeM 1 OCTaHO-
BMBLUEMcA B Enndann, rae oxmaanacb Bctpeya ¢ no-
cnom Onera PasaHckoro, Enndanom Kopeesbim.
Korga nntoBLbl XOTenu ABMHYTbCS Aasblie, MOBO3-
Ka co cTaTyel (Be3oMas BoslaMu) YyAeCHO ocTanach
HeABMXMMOW, HECMOTpPA Ha Bce ux ycmaus. Ocmo-
TPEB NOBO3KY, IMTOBLLbI HALLAWN AePEBAHHYHO CTa-
TYIO 1 3a fep3koe obpallleHre C Hell HeKOTopbIe K3
HUX BblAN NopaxkeHbl cienoTolr %, MNMocse 3Toro oHn
B CTpaxe 6exanu obpaTtHo B JIUTBy, a pA3aHLbl No-
CTaBWAW Ha MecTe OCTaHOBKM lePEeBAHHYHO LiepKOBb
1 NOMeCTWAN B HeW pe3Hon obpas. Mo apyron Bep-
cm (BUAMMO, bonee No3aHeNn), B UCTOPUK CO cTaTyel

88. Tam xe.

89. Tam xe.

90. Guide to Artistic Italy. Milano, 1989. P. 234.

91. Hekpacos A. /. Ctatys Hukonbl Moxaiickoro. MalumHOMm1Ch.
C. 49.

92. HecMOTpA Ha APEBHIOI TPAAMLMIO MOUNTAHUA TaKUX pes-
HbIX MKOH, B YaCTHOCTN «HUKobl Moxalickoro», npeaaHve
06 nx uygecax U «McTopuyeckme Bepcum» Hblan 3apukcu-
poBaHbl B 60bLINHCTBE CyyaeB MMeHHO B XIX Beke. MNo-
cnefHee CBA3aHO, HECOMHEHHO, C GakTaMu U3HECeHUs 3TUX
06pa3oB U3 xpaMOB B METPOBCKYHO 3MOXY U MOMELLLEHUS NX
B CMHOZaNbHYIO PU3HMLY, YTO 3aMETHO akTMBU3MPOBaIO
BOCMPUATME MX KaK CBATbIHb.

93. BosHeceHckuii A, Tyces ®. Ykas. cou. C. 536.
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BMECTO IMTOBLEB Hblan 3aeACTBOBaHbI MalopoOC-
CUACKMe MoHaxm %4,

Tak nan nHaue, B 060Mx BapmaHTax MMeeT MecTo
MoBO3Ka C BOJlaMU, KOTOPble, MOBUHYACh BOJIE CBSA-
TUTENS, yNPsAMO yKa3blBatOT MeCTO A/1A ero xpama.
KanbkmpoBaHwue 3aecb Hapuiickoro npesaHuns cosep-
weHHo oueBmnaHO. CaMoe Xe rnaBHoe TO, YTO peyb
NAET 0 HobLLION fepeBAHHONM CTaTye, BbICTYMAtOLLEN,
6e3 COMHEHMS, B POAN «ABOMHMKA» CBATbIX MOLLEN.
HekpacoB OTHOCWA BO3HWKHOBEHWE «/IMTOBCKON» BEP-
cum k XVII Beky, HO He UCKNHOYEHO, KaK YacTo bbiBa-
J10, UTO YCTHOE NpejaHne NOABMIOCh MHOTO paHbLLE.
MoXMUTUTENN-NNTOBLLbI BLICTYMAOT 34eCh ABHO B PO
CYNoCTaToB, YKPbIBAOLLMX CBATbIHIO, CyAbba KOTOPOW,
cornacHo Bose Hukonbl, coctosna B NpebbiBaHUN Ha
3emsie Ceatolt Pycu. B atom cnyuae, Kak 1 B npobae-
Me CTONB0BbIX MOHACTbIPEN, TEMHBIM MOKa OCTaéT-
€Sl BONPOC O peasbHOM BPeMeHN BO3HMKHOBEHUS
nereHs, XoTa BPAA M OHU POAMANCL No3aHee XVI-
XVII BekoB, 0 UM MOXHO Npeanonaratb NO yKa3aH-
Hou Bbiwe «Pocnucn Knesa.

K cuacTbto, B ApeBHEPYCCKOW MKOHOMUCK
XVI Beka, TOMMMO KOMMNO3ULMK CO CTOALLUM B FPO-
6e Hukonon B ctoxeTe «llepeHeceHne MOLLEN»,
CylecTByeT TeMa, He MeHee AIBHO BCKpbIBaroLLas
Hapuinckmne NCTOUHMKIN. 310 «Hya0 0 TPEX APY3bax»
B KJIeMaXx XUTUIHbIX 06pa3zoB HrKobl, n3BeCTHOE
B MaMATHMKaX CeBepPO-3anajHoOro NponNCXoXaeHns
(Mckoe, HoBropog), HaunHas ¢ cepeaunHbl XVI Beka .
Cogsep>kaHune nx — cnaceHue Tpex Apy3en oT KuTa
N «NPUMNABITUE NX Ha KAMEHW» KO rpady BuzaHTum %,
OTOT 3NM304 «pa3bIrpaH» TakxKe B rpynmne MUHN-
attop bosibwakoBckoro cobopHuka (bosb. N2 15,
n.204 06.—212) 1560 roga*". K coxanenuto, M. C. Kpy-
TOBa, OnNybAMKOBaBLUAA OfHY U3 MUHWATIOP, HE NPO-
KOMMEHTUPOBaa BO3MOXHYIO aTpMBYLIMIO MaMATHM-
Ka, yKasaB JinLLb, YTO B cepeanHe XVII Beka pykonuch
OTOLUNA K MMYLLLECTBY TY/bCKOTO Kynua 3axapoBsa.
B ApeBHepyCcCKON MMCbMEHHOCTU AaHHbIA MOTUB
BCTpeyaeTcs B OCHOBHOM B Xutusax | Tna (Er.— 164,
Er.— 190), ogHaKo ecTb U CMeLLaHHble BapnaHTbl
(I v 1l TMNA) ¢ 3TUM ctoxxeTom 8.

Yyno ¢ kntom 66110 M3BeCcTHO 1 B bapu. B 60-x
rogax XVIl seka Kapno Po3a n3 butoHTo ncnoaHun

94. BosHeceHckuii A, Tyces ®. Ykas. cou. C. 537.

95. VkoHa Teepwu, Hosropoga, Nckosa XV-XVI BekoB. Pegaktopbl-
coctaButenn J1. M. EBceeBa, B.H.Copokatbii. M., 2000.
Kar. N2 40. C. 173-176.

96. Tam xe. C. 174. Kneiima 15-17.

97. Kpytosa M. C.Cesatutens Hukonan Yygotsopel, B gpeBHe-
pycckon nnucbMeHHOCTUW. Bknelika N2 1 mexay c. 96 v 97.

98. Tam xe. C. 90-94, 192.

CepvIto KapTUH A1 NOCTpaAaBLLUEro Npu noxape no-
TO/IKa H6A3UINKM. YNIOMSAHYTbIV CHOXKET 3aHMMAET B HUX
BaXKHOE MECTO — OH PACMOJIOXEH MO LEHTPY CBOAA
B NPAMOYro/sbHON pame %°. JoMUHMKaHLIbl OTpurLa-
FOT HaNMuMe 3MM304a C TPEMS APY3bAMU B MECTHbIX
PYKOMUCHbIX XXNTUSAX, OZHAKO B Ha3UANKe XpaHUTCS
CamMo CBUAETENLCTBO YyAa — OFPOMHas KOCTb KNTa,
YKperaéHHas Ha CTeHe XxpaMma, CyLLlecTBOBaHMWe Ko-
TOPOW B CaKkpasJbHOM MPOCTPaHCTBE XpamMa BbI3Baio
B XVII Beke MHoro cnopos '®. Tem He MeHee NCMOAWH-
CKas KOCTb Kak CBOEOBPa3HOE CBUAETENBCTBO OAHOMO
13 uyzec octanack B bapu 1 bbiia onvcaHa pycckumm
nyTellecTBEHHUKAMM, B YaCTHOCTU pUropoBmnyeM-
bapckum. OH Buaen B xpame 60AbLLYH, OKOBaHHYH
KeNe30M KOCTb, TONLLMHOWN B YESIOBEYECKYHD HOTY U3
pébep uyaoBuLLHON pbIObI 7. MoXHO npeanonarats,
UTO MMEHHO 3TOT 3K30TUYECKNI NPeAMET, NereHaap-
HO CBSI3aHHbIN C AesHWAMU H1KoAbI, CTan MMMNY/IbCOM
419 OPMMPOBaHNA INTEPaTYPHOTO 1 M3006pa3nTeb-
HOro croxeta «Yyga o kuTe».

[nst Toro utobbl NMOHATL, MO KakMM KaHanam 3ToT
MOTMB MPULLEN K HaM, ClesyeT nojgymaTtb O TUMO-
JIOTUYECKON MPUHAANEXHOCTN caMoi KOcTW. OHa,
HECOMHEHHO, OTPaXkaeT NPEeACTaBAEHUS O «KOCTAX Be-
JIMKaHOB», ObITYHOLLMX B IereHAaX, MemMopatax 1 no-
Bepbax %2, Y>e Obl10 OTMEUEHO pacnpocTpaHeHme
KyJIbTa MCKOMaeMbIX OCTaHKOB BMJIOTb O NpeBpalLLie-
HUWS X B LIePKOBHbIE PENNKBUW Y HAapoA0B BocTouHom
Esponbi (Mosblua, YkpavHa, benopyccus) %, B Kpako-
B€, HanpumMep, ObITOBaIO NOBEPLE, UTO KaXKAbIl roZ
OT rPOMaZHOM KOCTW, BUCALLEN MPU BXOAe B cO6Op
basenbckoro 3amka, OTPbIBAETCA YacCTULLA BEMUYMHOM
C FOPOLUVHY: KOTAa YNaZ&T NOCNeAHNIA KycOoUeK — Npu-
AET KOHew, Mupa "%, B npyvHUMne, OTHOLLEHME K TakKnM
npeaMeTam Maso OTANYAETCA OT MOYUTaHUS MKOH, NPU-
JOPOXKHbIX KPECTOB Y MOTWA Npeakos %, Kak Bugum,
OCTaHKW KuTa B Hapuinckon 6asmamnke UMeroT NpsiMoe
OTHOLLIEHWE K JaHHOMY GEHOMEHY.

Kakumu nyTamMu croxeT ¢ Tpems Apy3baMu MOr
CTO/Ib aKTUBHO BOMTU B MKOHbI pycckoro CeBepo-

99. Cobop Bo nma cB. Hukonasa B bapw... C. 42. ToT dakT, uTo
B XVII Beke MHOrve ckynbnTypHble U tOBEANPHbIE PaboThl
BbIMOJHANCE B 6a3uanke No CTaprHHbIM obpasLam, a Tak-
e caMO NOJIOXEeHMe POCINCK C YyJOM O KUTe MO3BONA-
eT AymMaTb O paHHEM BO3HUKHOBEHWM AaHHOFO CloXeTa Ha
MeCTHOW nouse.

100. Tam >xe.

101. Bo3HeceHckunin A, l'yceB ®.Yka3. cou. C. 103.

102. benosa O. B. Pennksumn HapogHOro XpUCTUAHCTBA: «KOCTU Be-
JIKaHOB» Kak 06beKTbl Ky/IbTOBOro NoynTaHus // Pennkenm
B nckycctse u kynbType... C. 107.

103. Tam xe. C. 109.

104. Tam xe.

105. Tam xe.

3anaga B XVI Beke? Ham npeactaBaseTcs, 4To 34€eCh
BO3MOXHO BUAETb pe3ynbTaT noabCko-H6apunckmx
KOHTaKTOB, akTyanbHbix B XVI Beke.

M3BecTHO, uTo lNckoB TecHo obuwancs ¢ MNonb-
wem n nckosmum B XVI Beke paboTanum Hag pocnu-
CAMM NONbCKMX XpamoB. Cpean XUTUNHbIX LUKIOB,
nocBAwWEHHbIX Hukone Mupankninckomy, ectb ABa
nonbckmx cnucka (Hadana XVIll Beka) CkazaHus
Ha nepeHeceHue Mowel cB. Hukonas 6. Buan-
MO, CyLLLeCcTBYOT 1 Honee paHHue. [lymaeTcs, 4To
MMEHHO NOJIbCKNE UCTOYHUKM CTav OCHOBOW «ba-
PUIACKOM TeMbI» B HOBFOPOACKMX U NMCKOBCKUX MKO-
Hax XVI Beka. [lns «<MONbCKOM rMNOTE3bI» CYLLECTBYHOT
TBEpPZAble NCTOPUYECKMEe OCHOBaHUA, TeM bonee Bax-
Hble, YUTO KacaroTCA OHUW KakK pa3 TOro BpeMeHu, Koraa
B HaLLMX 3eMJIAX NOJyYatoT pacnpoCcTpaHeHne Xu-
TWIHbBIE LMKAbI HUKONBI HE TONbKO C «Yya0M O KuTe»,
HO W C peAKMM MOTUBOM CTOALLEro B rpobe cBATH-
Tens B Kenmax ¢ «[epeHeceHnemM mMoluein B bapu».

BoHa Cdopua, MaB30aein KOTOPOM HaXxOAUTCS
B H6a3nanke Hukonbl, nonyumna obpasosaHuve B ba-
puiickoM 3amke v baarogaps 6paky ¢ CUrnsMyHa0M |
ctana koponesow Mosnbwu (1517) 7. Mpwu Hel Monb-
LA nepexuaa CBOW 30/10TOM Bek, HO, OOBMHEHHas
B OTpaB/ieHMM HeBecTok B 1548 rogy, oHa 6blia OT-
CTpaHeHa OT B/acTW W 3aTeM OTrnpasieHa obpaTHO
B bapw. MNepecenvBunce Tyga B 1556-m, Ha cregyto-
WM rog oHa ymepaa. CKyabnTypHOe n3obpaxkeHue
BoHbl B Haarpobum 1593 roga obpamneHo dpurypa-
M Hukonbl  cB. CTaHncnasa, nokposutens MNonbin.

O603HayeHHble GaKTbl He UCKAFOYALOT, UTO U «Ba-
BeJIbCKMA 3MeN» Bbla HaBESH YYJ0BULLHOWN KO-
CTbto Gapuinckor basmamnkun. Tam, KCTaTu, XpaHuacs
W OTPOMHBIA C/IOHOBBIN 3y6, TaKOM Xe BENNUNHDI,
Kak KOCTb KWTa, KOTOPbIW, MO NpeAaHuto, 6bla npu-
HEeCEH CBATUTENIIO B Jap Noc/e YyAeCcHOro nsaoee-
HWA CloHa.

XoTenock 6bl, HaKOHeL, OTMETUTb eLé OAMH MO-
MEHT B PYCCKOW TPagMLMN NOYNTAHNA JePEBAHHbBIX
cTaTyh Hukonbl, KOTOpble, CYyAs NO HUXeCAeny-
FOWMM faHHbIM, BOCMIPUHWMaANCh BEPYOLLUMMU
He TO/NIbKO Ha YPOBHE «UAen MOLLEer», HO U Ha
YPOBHE KOHKPETHOW Ux MaTepuannsauymn. Cee-
AeHuna 3T oTHocaTca K XVIII Beky, korga KOHTak-
Tbl C Bapu genatoTca peryasapHbIMU U TaM yXe
B MOJIHYIO cuay GYHKLMOHUPYET pycckasa uep-
KOBb. VIMEHHO Ha 3TO BpeMA NPUXOAUTCA OCHOB-
HOWM «NpuUTOoK» Moweln Hukonbl B Poccuto. Peub
nonzeT o uysaecax OT AepeBsaHHON cTaTyn. OHM Ka-

106. KpyTtoBa M. C. CBatutens Hukonan Yygotsopel,.. C. 117.
107. Cobop Bo nms cB. Hukonas B bapw... C. 38-39.
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catoTca cBATOW MaHHbI (MMppa), uctekatoLen, kak
N3BECTHO, OT Mowel Hukonbl B bapu, n ceuge-
TENbCTBYIOT HE TO/IbKO O 3HaHWUM HapoAOM eé Le-
NNTENBHON CUAbI, HO U 0 BykBanbHOM (4ysecHom!)
NpuoBLLLEHNW Itoael K STOMY UCTOUHWKY b61arogati
yepes pesbedHbIN cBATON 0b6pa3. B 1785 rogy enu-
ckon OnoHeukuii n Kapronosnbckuin Buktop onu-
can B CesATo-[lyxoBCKON LepkBM be3obpasHble, Ha
ero B3rnag, cratyn Hukonbl: «Y of4HON NPUMETHO
M3 HOCY U M3 yLlwel HeuTo bbINo Tekyllee, KOTopble
nouynTan HapoZA 3a YHMBEpPCaNbHOE NeKapCTBO» 08,
JTO cKa3aHo O KMOTHOW durype Hukonbl «Moxal-
CKOro» n3soga.

Ha ocHoBaHWMW N310XXEHHOTrO MOXHO yTBEPXAaTb,
UTO CBATbIHA, NOKoALWAACA B KpunTte (Mowwn Huko-
Nl Yypotsopua), Ha npotaxennn XIV-XVIII sekos
He pa3s cTaHoBMAAaCh A POCCUM XXMBBIM NCTOYHU-
KOM MHOTUX NIereHa, MKOHorpadmnyecknx n3Bogos,
ob6blyaeB B MOYNUTAHWM CBATOrO W, YTO CaMOe rNaB-
HOE, CTPYKTYPHbIX MKOHHbIX MOAENEN, Hanpsmyo 06-
YC/I0B/IEHHbIX 06Pa30M CBATOrO TeNa, B «1aTUHCKMNX
3emnax» nexalero. He cnyyaiHo, BuaMMO, B 60/b-
LWNHCTBE XPaMOB C YUTUMbIMWU AepeBAHHbIMU CTaTy-
AMWN CBATUTENA OCHOBHbIE NMpa3gHoBaHMA HKobl
NPUXOANANCE MMEHHO Ha 9 Masa — B namsTb [Nepe-
HeceHus molel B bapw.

Oxepapao Yoddapn cnpaBeaanso 3ameTun,
yto Hukona B KOHTEKCTE BapPUICKUX CBATBIHB OCO-
60 UTMM NpaBoCiaBHbLIMU U 0COBeHHO B Poccum.
OHW NpasgHyroT AeHb nepeHeceHns moluen Huko-
bl 3 Mupa B bapw, npousowegwero 8 1087 rogy
9 Mas Mo cTapomy CTUAHD, TOrAa Kak rPeKn MoaHO-
CTbHO JINLLEHBI UHTEpeca K Bapuincknm mMolam, nbo
TPaKTYHOT CBATbIHIO B KOHTEKCTE MHTepeca K 3anagy.
B3owna 3Be3sga ot Boctoka k 3anagy, ogyxoTBopuB
CBATbIE MOLLM BHUMAHWEM W JIFOOOBbIO PYCCKOTO Ay-
XOBEHCTBa M MCTOPUKOB MCKYCCTBA. Al MOMHIO, Kak
B mae 2007 roga MHe MoCcYacTAMBUAOCL y4acTBOBaTb
B MEXAYHapOAHOM CMMMO3UyMe B CBA3U CO CBATbI-
HAMMK B bapw, 1 He TONbKO NepexmTb Takoe CobbIThE,
Kak NpaBOCAaBHYO Cy>K6y K KpUMTE, HO 1 MONYUNTb
A0CTyN K NoksoHeHuto CBATbiIM Mowam Hukonbl. Ha
OBLWMPHOM CMMMO3NyMe yAanocb 0b6cyanTb MHOTME
BOMPOChI, KacatoLLMecs 3TOro CBATOrO MecTa B KOH-
TeKCTe UCTOPUM UCKYCCTBaA M BOroc/ioBms, NOy4mB
npw 3TOM YANBUTE/bHbIE BNeYaTJeHNs OT CaMOoro
Cobopa v Bcex eTaneit ero oOKpy>KeHms, B YaCcTHO-
CTW, pe3bbbl MO KaMHIO Ha CTEHaxX W Haj BOpOTamu
M NPUCYTCTBOBATb Ha TOPXKECTBEHHOW MPa3gHNYHON
NpoLLeccun ¢ BBIHOCOM Ha 60orato y6paHHbIX HOCKII-
Kax pe3HOol B ilepeBe, POCKOLIHO 061auéHHON CcTa-
Tyn YygoTtBopua.
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UNFORGOTTEN NAMES.
MIKHAIL BELASHOV AND GEORGY KRANZ

Summary: The article "Unforgotten Names. Mikhail Be-
lashov and Georgy Kranz" is the first in the cycle "VKHUTE-
IN, VKHUTEMAS. Sculptors. Teachers and Students”,
dedicated to the unique creative and educational pro-
ject, VKHUTEMAS — VKHUTEIN, which laid the foundation
and within the framework of which a galaxy of outstanding
Russian sculptors, who brought fame to our Fatherland in
the fine arts immediately after the end of the Civil War in
the country, was prepared. The author analyzes the work
of outstanding sculptors. These masters of plastic art had
a profound positive impact on the development of Rus-
sian and Soviet sculpture both through their creativity and
their purposeful teaching activities. A start was made by
some sculptors who were then students still studying at
the Russe Studio in Paris in 1909. The VKHUTEMAS and
VKHUTEIN sculptors-teachers’ pedagogical range was
measured by the highest level of knowledge, teaching
methods, laid down by the Russian Imperial Academy by
taking into account relevant at that time new trends in art,
sometimes extremely radical. Fortunately, this basic, main
fundamental practice of studying sculptural craft was not
interrupted but only improved. The invisible connection of
generations of sculptural craft masters did not dissapear
completely; it moved forward. The students who studied
with the VKHUTEMAS and VKHUTEIN artist-teacher de-
veloped the methodology with their followers and stu-
dents; in their own creative search, they addressed their
teacher for advice in moments of artistic searches and
doubts. The author of the article points out that such
bright teachers-sculptors were the founders of the Rus-
sian, Soviet school of sculpture. They were masters and
teachers of a whole galaxy of remarkable Russian sculp-
tors who, by their example, their method and creativity,
made a huge impact on the development of modern Rus-
sian plastic art not only in the USSR but throughout the
world. They were organizers and ideological inspirers, ac-

tive participants in many creative associations of the first
third of the 20th century. The author notes that the works
of sculptors-teachers and their talented students give
us the opportunity to get an idea of their views, world-
view, attitude to the creative process and, in general, to
the profession of an artist-sculptor. This article presents
the dialogues with teachers preserved in the notes and
memoirs of students, their statements, which the Author
believes is of exceptional relevance not only to the tasks
of teaching in the field of sculptural craft, but also to the
formation of the worldview of master sculptors and the
concept of the school. The author analyzes and convinc-
ingly proves by concrete examples that the school of
Vkhutein and Vkhutemas is a logically competently built
pedagogical system based on the experience and skill
of previous generations of artists, going from antiquity
and Byzantium and related to classicism to Western Eu-
ropean aesthetics and traditions and foundations of the
Russian plastic school, its basic foundations and princi-
ples, ascending to the geniuses of the Quatrechento era.
In this work, the author highlights the creative and peda-
gogical activities of these teachers and students of |. Efi-
mov, S. Bulakovskiy, B. Korolev, V. Favorskiy, |. Tchaikov,
V. Mukhina, N. Nisse-Goldman, M. Aisenstadt, N. Slobo-
dinskaya, D.Schwartz, M. Belashov, A.Zelenskiy, E. Her-
zenstein, A. Grigoriev, G. Krantz, E.Belashova, I. Slonim,
L. Pisarevskiy, A. Arendt, E. Abalakov. The author analyzes
the learning processes of teachers-sculptors, names the
main dates of their work, reveals the details of sculptural
craft, talks about the variety of moves in plastic methods
and principles of work in sculpture, shows the attitude
of students to their teachers, and highlights the whole
course of historical milestones in the creative biography
of the sculptor. Today, the article is dedicated to two re-
markable sculptors, classmates, peers, sculptors Mikhail
Belashov and Georgy Krantz who went missing in the war.
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Keywords: sculptors of Russia, GZHVZ-VKHUTE-
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V. A.Serov, A.S. Golubkina, Village "Abramtsevo’, S.|. Mamon-
tova, Kolarossi Academy in Paris, Russian Sculptors Asso-

The concept of "VKHUTEMAS and VKHUTEIN" has
forever entered the history of Russian fine art. These
educational institutions worked for a very short pe-
riod of our history, the period of the formation of
Soviet easel and monumental sculpture. First as
art institutes with their own system of education,
then, starting in the 1920s, as a unique artistic phe-
nomenon in the whole country. The work of Mikhail
Gavrilovich Belashov, as well as the work of Georgy
Semyonovich Kranz, unfortunately, is little known
not only to today's audience, but also to many re-
searchers of domestic sculpture of the 1930s. They
were practically peers, studied at the same educa-
tional institution Vkhutemas-Vkhutein, in the same
sculpture workshop, with the same teachers, worked
together as a sculptor in the creative workshops of
the house-commune of the Association of the AHRR,
an architectural monument in the Town of Artists on
Verkhnyaya Maslovka Street in Moscow. Together
they raised their children in the artists’ village in the
Sands, but they could not see their future. M. G. Be-
lashov, born in 1903, a communist,— on June 29,
1941, he went to the front due to party mobilization.
Soon he went missing near Smolensk. He was only
37 years old. G.S.Kranz was born in Kiev in 1905
and as a non-party member was also demobilized
to the front in April 1943 and went missing near the
city of Mtsensk, December 1943, Oryol region at the
age of 38. It does not even fit into my head how
many of these wonderful sculptors — students of
the luminaries of domestic plastics Efimov|.S., Bu-
lakovskiy S.F., Korolev B. D., Tchaikov I. M., Mukhi-
naV.l, could create wonderful and unique works
of authorship in the post-war peacetime. But the
war cut short their plans on takeoff.

Ten years after the end of Vkhutein, it would
seem, a very short time for the full formation, the
real disclosure of the talent of the artist, prone to
monumental forms. However, what Belashov cre-
ated during this time is not just remembered, but
also it allows us to judge the richness of creative
searches of that time, the strength of many inter-
nal artistic trends that opposed the primitiveness
of imaginative thinking. Mikhail Gavrilovich Belash-
oVv's brief career is eventful. In 1930, together with
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ciation, “Team of Sculptors”, “Team of Eight’, “Four Arts’,
sculptors of Moscow, AHRR, Association of Artists of the
Revolution, Union of Artists of the Russian Federation, Art-
ists’ Town on Verkhnyaya Maslovka, State Tretyakov Gal-
lery, State Russian Museum.

sculptors Ekaterina Fedorovna Alekseeva-Belashova,
his wife and N. Savateev, he participated in a com-
petition for a monument to V.. Chapaev. In 1931,
he received a prize at the first international com-
petition for the monument to T. G. Shevchenko in
Kiev. At Dneprostroy, he creates a series of graphic
sheets. These drawings are very interesting. They
have a lot of character, plasticity and dynamics.
Unlike some artists who then sought to empha-
size the beauty of the people depicted by smooth-
ing the shape, Belashov's graphics are emotionally
constructive and assertive. In 1934, Belashov par-
ticipated in an exhibition of young artists in Mos-
cow and several thematic ones. Shortly before the
Great Patriotic War, in 1940, M. G. Belashov, togeth-
er with his wife, sculptor E. F. Alekseeva-Belashova,
won the competition and created a monument to
the pilot, hero of the Spanish War Viktor Stepano-
vich Kholzunov, commander of a bomber squad-
ron in the troops of republican Spain, Hero of the
Soviet Union, who tragically died during the test
of a new bomber in 1937 in Stalingrad. It is sym-
bolic that this monument sculpture remained the
only work of art that survived after the fierce bat-
tles in Stalingrad, where there was not a single
whole house left after the Nazi air raids and artil-
lery strikes. The strength and integrity of a moral-
ly pure nature, love of life, the deepest confidence
that the new society needs an inspired, lyrical and
patriotic art — that's what was embodied in Belash-
ov's work. There are legends about the monument
to the Hero of the Soviet Union, pilot V. S. Kholzu-
nov. The famous battle thundered. Few relics have
come to us from those years. Pavlov's house and this
monument, which survived, are heroic. He witnessed
the military glory of our compatriots. In 1921, af-
ter graduating from the Krasnodar Art School, Be-
lashov entered the St. Petersburg Academy. At that
time, the academy was no longer so shaken by the
battles between “advanced” proletkult artists and
“backward” academic professors. The “bourgeois”
antique and Renaissance heritage in the form of
plaster casts and copies was no longer destroyed.
Being a teacher, M. G. Belashov managed to stop
the splitting of sculptures in 1922 as the secretary

Il 1. Sculptor M.Belashov. At the border. Model, clay.1938. Summer 1945, Stalingrad near Kholzunov monument

of the party organization of the institute, although
a lot had already been destroyed.

Belashov's short career is eventful. By 1926, the
leaders of the new culture came to the conclusion
that it was not bad if an artist could not only have
the right origin and the right beliefs, but also be
able to draw academically, and an experiment be-
gan to create unprecedented folk art, elevating “Pro-
metheus, gadflies and former slaves.” The leaders
of the country changed — the leaders in art also
changed. Behind the rioters and murderers in the
name of a bright future, people gradually began to
appear who realized that it was necessary to build
and create a state on the ruins. And any state requires
an artistically designed ideology and mythology.
Nothing will work here on the abstruse arguments
of the avant-gardists — the people will not see the
beauty of the people depicted, by smoothing the
shape, Belashov's graphics are emotionally construc-
tive and assertive. In 1934, Belashov participated in
an exhibition of young artists in Moscow and sever-
al thematic ones. Shortly before the Great Patriotic
War, in 1940, M. G. Belashov, together with his wife,
sculptor E.F. Alekseeva-Belashova, won the compe-
tition and created a monument to the pilot, hero
of the Spanish War Viktor Stepanovich Kholzunov,

commander of a bomber squadron in the troops
of republican Spain, Hero of the Soviet Union, who
tragically died during the test of a new bomber in
1937 in Stalingrad. It is symbolic that this monu-
ment sculpture remained the only work of art that
survived after the fierce battles in Stalingrad, where
there was not a single whole house left after the
Nazi air raids and artillery strikes. The strength and
integrity of a morally pure nature, love of life, the
deepest confidence that the new society needs an
inspired, lyrical and patriotic art — that's what was
embodied in Belashov's work. There are legends
about the monument to the Hero of the Soviet Un-
ion, pilot V.S. Kholzunov. The famous one thundered
battle. Few relics have come to us from those years.
Pavlov’'s house and this monument, which survived,
are heroic. He witnessed the military glory of our
compatriots. . In 1921, after graduating from the
Krasnodar Art School, Belashov entered the St. Pe-
tersburg Academy. At that time, the academy was
no longer so shaken by the battles between “ad-
vanced” proletkult artists and “backward” academic
professors. The “bourgeois” antique and Renaissance
heritage in the form of plaster casts and copies was
no longer destroyed. Being a teacher, M. G. Belashov
managed to stop the splitting of sculptures in 1922
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as the secretary of the party organization of the in-
stitute, although a lot had already been destroyed.

Belashov's short career is eventful. By 1926, the
leaders of the new culture came to the conclusion
that it was not bad if an artist could not only have the
right origin and the right beliefs, but also be able to
draw academically, and an experiment began to cre-
ate unprecedented folk art, elevating “Prometheus,
gadflies and former slaves.” The leaders of the coun-
try changed — the leaders in art also changed. Be-
hind the rioters and murderers in the name of a
bright future, people gradually began to appear who
realized that it was necessary to build and create a
state on the ruins. And any state requires an artis-
tically designed ideology and mythology. Nothing
will work here on the abstruse arguments of the
avant-gardists — the people will not understand.
And so the avant-garde went — realism became the
art of revolutionaries — the art of statesmen. But it
turned out that realism also happens to be different
and there is real art and state-owned production of
ideological flares. M. G. Belashov participated in the
largest urban sculpture competitions of the 1930s.
He deservedly holds the first prize in the first round
of the monument to T. G. Shevchenko for Kharkiv.
The project of the monument to V.I. Chapaev for
Samara together with E. F. Alekseeva-Belashova and
N. Savvateev and other projects. M. G. Belashov is
the author of the project of the monument to the

Il 2. Sculptor M.Belashov. Wounded fighter
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Red Army soldiers who died in battles with Japa-
nese samurai. The sculptural compositions “Border
Guard with a dog” and the high relief “On the bor-
der” became widely known in the pre-war years. The
composition “Border Guards” was named among the
best at the exhibition of Soviet artists held in Sep-
tember 1940 at the Pushkin Museum of Fine Arts.

In 1940, M. G. Belashov, together with his wife,
sculptor E.F. Alekseeva-Belashova, won a compe-
tition and created a monument to the pilot, hero
of the Spanish War Viktor Stepanovich Holzunov,
commander of a bomber squadron in the troops
of republican Spain, Hero of the Soviet Union, who
tragically died during the test of a new bomber in
1937 in Stalingrad. It is symbolic that this monu-
ment sculpture remained the only work of art that
survived after the fierce battles in Stalingrad, where
there was not a single whole house left after the
Nazi air raids and artillery strikes. Before the open-
ing of the monument to V. Kholzunov, an article was
published in the newspaper Stalingradskaya Prav-
da on November 17, 1940, which is interesting with
the author’s reasoning about the plot-plastic qual-
ities of this memorial. “In our opinion, the monu-
ment first of all had to express the popular idea of
the hero, because the Hero of the Soviet The Un-
ion is first of all a national hero. Mighty, tempera-
mental, with an iron will, fearless and formidable in
battle — this is how we imagined Kholzunov accord-
ing to the stories of his comrades-in-arms. This hot
human image does not need the tinsel of any tech-
nical additions and architectural heaps. V.S. Kholzu-
nov is depicted in the sculpture at the moment of
uttering a combat speech-call in front of the for-
mation of the aircraft of the unit entrusted to him,
when he called to shoot down enemy planes to
the ground, clear the sky and save the people of
the territory protected by him. Studying the area
around the monument, we came to the conclusion
that the monument should be solved very strictly
according to the silhouette, so that the content of
the figure can be read at any distance. We consid-
er Lenin Street to be the best viewing point of the
monument, from where the entire structure, gradu-
ally growing from behind the hill of the paved path,
as if rises in the air, emphasizing the violent, tem-
peramental movement of a combat pilot. There are
three high reliefs on the pedestal, which are essen-
tially a continuation of each other. The right side
depicts the interaction of Red Army units with avi-
ation. The high relief of the rear facade of the ar-

Il 3. Vkhutemas-Vkhutein. Teachers Efimov 1.S., Belashov M.G., Bulakovsky S.F, Chaikov I.M., student Kranz G.S. is on the right

chitectural pedestal depicts the combat flight of a
squadron of heavy bombers accompanied by fight-
ers. The theme of the left high relief on the pedes-
tal is aviation, the defender of the happy life of our
Motherland. A strong turn of the pilot's head brings
V.S.Kholzunov's face out of the shadow, which in-
evitably hid his face from the viewer, if he were
looking directly from the Volga, and not along its
banks” Realizing his long-standing thoughts about
the synthesis of arts, M. G. Belashov also designed
a plan of the square around the monument, two
small fountains flanking the structure. During the
war, the high reliefs were destroyed. According to
the sketches and models available to the sculptor’s
family, they can be restored.

The strength and integrity of a morally pure na-
ture, love of life, the deepest confidence that the
new society needs an inspired, lyrical and patriotic
art— that’s what was embodied in Belashov’'s work.
This is evidenced by his project of a monument to
kobzar T.G. Shevchenko. The dynamic figures of the
poet and the workers, merged into a single and
expressive rhythmic composition, stand on a high
pedestal. Hand gestures, folds of clothing, without
losing concreteness, seem to go beyond the every-
day narrative. A somewhat stylized crane lifts the

arrow above the entire sculptural group to a height
of more than 29 meters, giving the composition a
touch of romance. Belashov is one of those who in-
troduces courageous determination and warmth into
the artistic image of his contemporary. In accord-
ance with the main character of the character, he
emphasizes dramatic, lyrical, and sometimes hardly
bucolic features. With all this, a certain polyphon-
ism of feelings is always preserved, but the image
remains, and the sharpness of the sketches of mon-
umental and decorative compositions allow us to
judge that throughout the pre-war decade M. G.Be-
lashov worked enthusiastically in the field of syn-
thesis of arts and urban planning plans. His designs
and sketches are attractive, of course, not only be-
cause they lack such negative features as fake bra-
vura, naturalism, gigantomania, diversity. The main
thing in them is the positive qualities found or, in
any case, actually existing — these are images of a
long internal plastic life, combining the pathos of
baroque spatial solutions with classical self-absorp-
tion, self-contemplation. His sculptures, designed
for a leisurely detour, to change the state of nat-
ural lighting when different weather conditions, in
accordance with the space of the square and the
entire architectonics of the composition of the im-
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plemented project. M. G. Belashov, with all the sin-
cere impetuosity of his sculptural talent, subtly felt
the measure of what was allowed in the transfer
of a plastic image. He walked a little ahead of the
viewer's understanding, introducing him gradual-
ly, as if slowly, into his truly poetic world of images
of his sculpture. In the last drawings of the sculp-
tor,— his family,— the wife of the sculptor Ekateri-
na Fedorovna, Son Sasha, taking up a pencil for the
first time. The plasticity of the drawing, the sublime
and enlightened feeling inherent in the artist’s free
thought, in his eloquent laconism, shows us that at
the turn of the 1930s and 1940s. On the eve of the
war, M. G. Belashov was already a mature sculptor,
a master of his profession.

From the first days of his stay in Vkhutemas-
Vkhutein to the last days, Belshov carefully studies
a monograph about Donatello, creatively develop-
ing the art of complex spatial relief. In the images
of workers for the lighthouse monument, he solves
the same issues of the nature of plastics as B. Ko-
rolev in a number of his works, and in the monument
to Kholzunov the same problems of architectonics,
interconnection, conjugation of the figure of the
monument with its pedestal and reliefs that stood
in front of the sculptor Nikolai Andreevich Andreev
in his monument to N.V.Gogol, and in front of the
sculptor Boris Danilovich Korolev in his monument

Il 4. Sculptor M.Belashov. At the border. Clay. 1938
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to Bauman. Speaking about the “border guard with
a dog” inevitably raises the question of traditions
that are difficult to go, interacting from the profes-
sional sculpture of the XVIII century — on the one
hand, from Fedot Ivanovich Shubin, on the other
hand from Feodosi Fedorovich Shchedrin. Analyz-
ing the high relief “On the border”, it is impossible
not to recall the “pantheistic” searches of the sculp-
tor Anna Golubkina in her works "Hummock” and
“Birch”. And if in 1929 M. G. Belashov sought to syn-
thesize architectural and sculptural forms, resorting
to a combination of metal, granite, to the introduc-
tion of sound, light architecture, as on the monument
of T. G. Shevchenko, then these interesting tests led
to well-known achievements, themselves gave di-
rection to future creative searches. In the project of
the monument to M. Gorky, the sculptor lvan Shadr
combined the bronze material in the figure and the
wild granite of the pedestal rock and the faience of
the crown at the foot of the monument.

M. G. Belashov's participation in the competition
for the project of the monument to M. Gorky in Mos-
cow was creatively active. The monument in Mos-
cow should be installed on Manezhnaya Square. The
project of the monument authored by I. D. Shadr,
successful in itself, turned the monument into a
center that organizes and groups around itself the
space of the entire area — old pre-revolutionary
buildings and new buildings, including the build-
ing of the Government House, the Moscow Hotel,
the new quarters of Gorky Street, interconnecting
it with the space of Red and Manezhnaya Squares
and extended Hunting range. V.|. Mukhina’s project,
on the contrary, did not turn the monument into an
architectural and sculptural dominant, making it al-
most visible through and through, more subtly in-
terconnected with the surrounding space. This was
facilitated by the unusual triangular shape of the
pedestal platform, the placement of several figures
on it— both M. Gorky himself and Danko, raising the
heart-torch, etc. M. G. Belashov, however, oriented
the overall composition of the monument and an-
other new project being created at that time, recon-
structed in Moscow according to the plan of 1935,
the Palace of Soviets. Sculptural multi-figure com-
position “Forward to communism!” This composi-
tion depicted the people of the first five-year plans
and was figuratively interconnected with the grow-
ing volumes of this gigantic structure. The thought
of the people’s destinies, about the place of man
in the history of the whole country both sculptur-

al groups of this monument are penetrated. One
group represents the figure of a mother hugging a
baby who is destined to enter an anxious world —
the name of the group is "Mother and Child". In the
second group, a young standard-bearer falls, struck
by a bullet. The mother impetuously rushes to him,
to the banner, boldly speaking towards the punish-
ers, the name of the group is “The Standard-bearer”.

Among the works of M. G. Belashov, created short-
ly before the war, are drawings depicting his close
wife E. F. Alekseeva-Belashova and son Sasha. By the
way, all the sculptors knew each other very well and
were friends. When M. G. Belashov’s son was born,
their mutual Persian acquaintance came, as always,
with news,— She met Sherwood and said that she
had given birth to Alekseeva's son, so he took the
message like that, "We must definitely go see her
last statue,” that is, her son, the future sculptor-
animalist A. M. Belashov. Here the artist's art is in
line with the figurative and plastic interests of many
Moscow and Leningrad graphic artists.

The last works of the sculptor were exhibited in
1942 at the GTG at the exhibition “The Great Patri-
otic War”. It was a monument project—a sculptur-
al composition in three versions dedicated to the
fighter pilot, Brigade Commander Anatoly Serov, the
Red Falcon, Hero of the Soviet Union, on which he
worked with his wife E. F. Alekseeva-Belashova until
the last day before leaving for the front.

In the post-war years, M. G. Belashov's creative
works turned out to be unknown to a wide range
of viewers and art critics. Of the surviving sculp-
tures, the monument to Kholzunov, which survived
the crucible of the Battle of Stalingrad, the repli-
cated composition “Border Guard” and some oth-
er works and projects remaining in the sculptor’s
workshop. Genuine art has the property of not los-
ing its qualities. In the sculpture and graphics of
M. G. Belashov, a meaningful page of the forgot-
ten artistic chronicle of the country, a large poetic
world opens for us. Coloristic sketches with combi-
nations of yellow, blue-blue, green with ochre-red
or black-brown. Other sketches are also eloquent,
whose direct agitation is vital and convincing due
to the general idea, the fullness of all the imag-
es introduced into the image. Like other artists of
those years, M. G. Belashov sought to create an
image in which the ideal of the epoch would find
its programmatic embodiment. The fruits of these
searches are in each of the above-mentioned works
of his. They make up a circle of related social types,

Ill. 5. Model of the composition for the entrance to the territory of
the Palace of Soviets in Moscow. Gypsum. 1930s. 28x16x16 cm.
In collaboration with M.G. Belashov

human conditions, starting from the proletarians
in monuments to Lenin and Shevchenko, including
peaceful collective farmers at the herd, “Girl with
a rooster”, “Resting discobolus” and also compo-
sitions "Pilot”, “Border guard with a dog”, “On the
border”, equestrian monument project, image pi-
lot Kholzunov, calling on his comrades-in-arms to
destroy enemy planes that have encroached on
the life and peaceful work of the people. Already
in these works of his we see a variety of shades,
intonations in the expression of courage, determi-
nation, spiritual joy, cheerfulness of the characters.
This fullness of the sensations of life is character-
istic of M. G. Belashov's art, makes it typical of the
best artistic searches of that time. We have already
noted that by the nature of his nature M. G. Be-
lashov was inclined to light, kind, pure in nature
and man. But the depth of his perception in life
was such that he was no stranger to conflict, dra-
matic, harsh situations and characters. These are
many graphic sheets created by the artist on Dne-
prostroy. Such is the well-known severity, inten-
sity of the reliefs to the monument to Kholzunov
and two versions of the composition “Wounded
Fighter”. The fullness of the feeling of life, based,
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based on certain ethical and aesthetic principles,
It was also expressed in the sculptor’s attitude to
the artistic heritage. In their project, such a plas-
tic idea is expressed in the comparison of several
sculptural volumes. The surface of these monoliths
has been transformed into different high reliefs.
Back in Vkhutein, M. G. Belashov became inter-
ested in solving the problem of expressing an ac-
tion unfolded in time, referring to the relief with a
complex spatial interpretation. In the early 1930s, a
monument to V.. Lenin was designed as a lighthouse
for Leningrad. The project of the sculptor A.T. Mat-
veev is well known, where next to the figure of lly-
ich, pointing to the expanses of Soviet land, there
are figures of workers and one of them holds a ban-
ner. The overall silhouette of the sculptural group
is very complex, and partly resembles the motif of
a colonnade with a fence lattice, where both the
vertical volumes and the space of the openings are
figuratively eloquent. In the art of those years, atten-
tion also increased to the expressive use of puz, the
change of rhythms, in particular, A. T. Matveev came
to this decision in the sketches of the monument
to the Red Army soldiers in Dauria. M. G. Belash-
ov's project is also characterized by the recalcu-
lation of plastic forms and caesures in space, but
in this case the banner is unfolded, and plastical-
ly unites a group of workers, making it more inte-
gral resembling a battleship tower. The figure of
Lenin itself, in turn, turned out to be more dynam-
ic and appealing than that of the teacher Matveev,
being more organic in plastic, as well as the solu-
tion of the images of workers in very faithful in their
harsh, unyielding and sincere determination. In the
interpretation of persons, a deep knowledge of folk
types and the sharpness of life impressions are pal-
pable. If A. A. Deineka, creating the "Defense of Len-
ingrad”, used sketches and sketches made by him
in the Donbass, then M. G. Belashov used graphic
sheets made during a trip to Dneprostroy. It was
there that he executed more than ten large-format
portraits of workers and engineers with a charac-
teristic statement of their figures and facial expres-
sions. Looking at this artist's graphics, you feel the
experienced hand of a draftsman who knows how
to concentrate details into a holistic spiritual and
psychological image, and you remember the fruit-
fulness of those training programs developed back
at the Imperial Academy and transferred with a fight
to the teaching system in Vkhutemas — Vkhutein.
Here they have preserved, multiplied, and confirmed
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all the best of the past — the unity of color, linear
and three-dimensional thinking of future sculptors.

The competition for the monument to
T.G. Shevchenko was announced in 1929. The first
round of the competition took place in 1930. The
largest sculptors of the country and foreign mas-
ters were invited to participate in it. Students of
various art universities were also admitted to the
competition. Most of the authors built their idea
on the interpretation of the poetic "Testament” of
T.G.Shevchenko. In it, the poet called on the peo-
ple to betray his body to his native land, to rise
up, breaking the chains and sprinkling the will with
“evil enemy blood.” Kobzar spoke of a “free, new
family.” Therefore, most of the projects presented
illustrated these thoughts in one way or another.
According to the plan of M. G. Belashov, the revo-
lutionary appeal of T.G. Shevchenko is boldly and
convincingly connected with the formation of the
revolutionary movement and the reality of its em-
bodiment. The whole project is permeated with the
theme of the realization of this dream. The dreams
of T.G. Shevchenko and the dreams of the build-
ers of the contemporaries of the first five-year plan
about the bright future. The poet, embodied in a
mighty spiritual impulse, forms together with the
workers surrounding him a single expressive image.
The entire sculptural group is raised on a high ped-
estal, next to which a crane rises. The cables con-
necting it to the ground not only resemble kobza
strings, and under certain conditions should have
sounded in the wind. The searchlight beams con-
ceived in the project were supposed to enter into
this composition is an organic part, like light archi-
tecture. This project of M. G. Belashov, in this case,
is very close in its architectonic solution to such
famous compositions as the “Tower of the Third
International” by V. Tatlin and I. Tchaikovsky's “Octo-
ber Tower”, whose echo was later the Composition-
installation in honor of the XX anniversary of the
October Revolution, designed by V. Tatlin, A. Zelen-
skiy, G.Rublev and N. Prusakov. Like other artists of
that time, M. G. Belashov sought to use the synthesis
of artistic forms, new expressive means and materi-
als available at that time. For example, V.I. Mukhi-
na's project combined both round sculpture and
bas-relief and counter-relief. Water jets symboliz-
ing the Dnieper hydroelectric power station were
introduced into the monument, all this was comple-
mented by the sounds of a rotating turbine. The or-
ganic connection of the hero with the environment

that put him forward, the polyphony of figurative
means, the deep development of a sculptural spa-
tial bas-relief, we meet with this in the monument
to the hero pilot V. Holzunov installed in Stalingrad
in the 1939-1940s created by sculptors M. G. Be-
lashov and E.F. Alekseeva-Belashova. Recall that in
the second half of the 1930s, many works of rather
banal, superficial ones were created, their authors
sought in words to a living representation of mo-
dernity, but in fact limited themselves to reproduc-
ing a more or less similar body of a sitter, put in a
spectacular pose and equipped with attributes of
a particular popular profession. Such mediocre, dry
and expressionless “strikers”, “athletes”, “sailors”,
appeared not only in exhibition halls, but also in
the urban environment. However, it should not be
assumed that during the first five-year plans, fruit-
ful searches for such imaginative solutions did not
continue, in which the sculptural interpretation of
the beauty of the human body served as the main
means of embodying a deep plastic idea. M. Belash-
ov and E. F. Alekseeva also knew how to do without
attributes, trusting the language of architectonics
and plastics, as they were able to reveal the plas-
tic poetry of modern military and sports equipment
items. M. Belashov's character was characterized by
a sense of nature, a sense of a natural person liv-
ing in harmony with the surrounding natural world.
The artist tried to embody his idea of life in harmo-
nious bright and sublime images.

In 1934, after creative trips to Ukraine and a stay
in Leningrad, M. G. Belashov took part in the first
Moscow exhibition of young artists. In a sense, this
performance was fundamental for the sculptor. And
it is not by chance that the author showed such a
work as "The Girl with the Rooster” both by mo-
tive and by execution, which became programmatic.
The attitude of a contemporary to nature, the es-
sence, shades of this attitude were fundamental for
many masters of the 1930s. In an article about the
work of Sarah Lebedeva, |. Sapego correctly found
the characteristic of the artist’s art and in the ex-
pression of what makes people “an original part,
unusually refined and peculiar, but still part of a sin-
gle nature.” Not just landscape motifs, but a deep,
complex, each time a new sense of nature inherent
in the best literature and art of the first five years.
The same theme, in its own way, is realized in the
works of the sculptor, where a person is depicted
among nature, next to its flora and fauna. These are
both peaceful and battle motives, when the master

sculpts resting collective farmers, a border guard
with a dog, a patrol at the border, army maneu-
vers. In the composition, figures of people, a graz-
ing herd, compositionally combined trees form an
integral plastic group. At work "Border Guard with
a dog” the genre solution of the theme acquires
original forms of embodiment, is figuratively en-
riched by the introduction of the expressive move-
ment of the fighter's figure and the echoing bend
of the tense body of a strong and flexible shepherd
preparing to jump.

In the high relief “On the Border” the artist devel-
oped these qualities. The movements of the border
guards are difficult to combine with the landscape,
recreated vegetation, and a stream. The rhythms of
the movement are dominated by rounded, spiral-
shaped themes. This sculpture embodies the sculp-
tor's plastic searches in the field of three-dimensional
solutions. In the reliefs on the pedestal for the mon-
ument to Kholzunov, nature is not a background or
decoration, but actively acts and is an organic part
of the entire sculptural plan of the author. “The right
side relief,” M. G. Belashov wrote about these reliefs,
“depicts the interaction of Red Army units with avi-
ation. The horsemen stop the rapid running of the
horses, high-speed tanks rushing to break through
rush forward in the rumble and dust, fighter aircraft
are ahead of them in the air. A powerful oak, giving
rise to the entire composition of the high relief, with
its branches darting away from the swirling whirl-
wind, creates the mood of a storm.”

In the works of M. G. Belashov, in his composi-
tions depicting peasants with a herd, in his work
“On the Border”, in his reliefs for the monument to
Kholzunov, numerous plastic searches of the sculptor
were embodied, which were not always approved,
and sometimes a priori refuted by criticism. In one
of the articles, for example, it was stated “An at-
tempt to depict a tree in a round sculpture is al-
ways doomed to failure. This is explained primarily
by the fact that in sculpture a person is the meas-
ure of all things ... To depict a human figure given
in full size lying or standing under a tree, you will
need to give a tree in its real dimensions. Conse-
quently, such a composition can only be decided
in a small sculpture, but even there the inequali-
ty of the masses will cause an unpleasant feeling.
Now it is not necessary to prove that neither the
“Negro under the Palm tree” by the sculptor Isidor
Frikh-har nor the sculptures of Belashov cause any
unpleasant feeling, and if the natural proportions
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in them are violated, then in the name of achiev-
ing artistic expressiveness, the truth of a deeply vi-
tal image. Such techniques were widely used by the
classics of realism. With the same free operation of
scales of proportions, we meet in pencil sketches of
sculptural panels dedicated to collective farm con-
struction. The artist boldly unfolds the third and
second plans to the viewer, shows the abundance
of life. As in the reliefs before us is the cycle of na-
ture, its power, the beauty of plastic juxtapositions.
There are fish swimming in the river. A herd of oxen
and sheep drinks water, expressively arching their
necks. On the sand ornamental stones and grass
sprouts are depicted. Lush sunflowers occupy the
foreground. A tractor is visible between them, as
a symbol of collective farm Novi. Colorful workers
are talking nearby, depicted in very free, relaxed
poses. The richness of linear rhythms and plastici-
ty in these panels is organic to the supposed rich-
ness of color chords”

It certainly seems to us that V.I. Mukhina and
I.S. Efimov, who taught at the GSHM-VKHUTE-
MAS-VKHUTEIN from 1918 to 1930, played a spe-
cial role in the formation of M. G. Belashov. Professor.
From 1926 to 1927 — Deputy Chairman of the ORS.
Member of the associations “Team of Sculptors”
(“Team of eight”) and “Four Arts". For 20 years he
taught sculpture at the Higher Art and Technical
Workshops (VKHUTEMAS), then at the Higher Art
and Technical Institute (VKHUTEIN) in Moscow (1918—
1930). He was deputy chairman of the Society of
Russian Sculptors (1926-1927), a member of many
creative associations. Efimov’s original invention,
his famous “sculptural graphics”, or “through sculp-
ture”, also belongs to this time.

If the sculptor M. G. Belashov was written about
even before the war and he fruitfully took part in
competitions for the embodiment of monuments,
then the work of the sculptor Georgy Semenovich
Kranz was practically not investigated. Until Sep-
tember 2022, the fate of the artist and his creative
path were almost completely unknown. By chance,
the sculptor P. V. Dobrolyubov found unique docu-
ments and photographs of his works in the archive.
Today, this is the first and most complete publica-
tion about his creative and extremely short creative
path over the past 93 years.

He began his first sculpture classes in Kiev in
1920-1921 at the art school of V. V.Klimov. The fol-
lowing year he came to Moscow and entered the
sculpture faculty of Vkhutemas, from which he grad-
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uated in 1929. He participated in art exhibitions of
the AHR, including the jubilee one — 15 years of the
Red Army” in Moscow (1933). Presented the plas-
ter composition “Zemgusar and the sister of mer-
cy”. Georgy Kranz's sculpture "Mother and Child”
was published in the magazine "Krasnaya Niva" No.
46 in 1929.

Let's start with a questionnaire for admission to
VKHUTEMAS filled out by the future sculptor him-
self. We only give it in its entirety without notes.
“Application form for admission to a higher educa-
tional institution 1) Last name first name patronymic:
Kranz Georgy Semyonovich. 2) Gender: Male. 3) Year
of birth: born 1905 4) Nationality: Jewish. 5) Marital
status: Single. 6) Main profession: a) How long does
he work in this profession: -. B) Where | worked In
what institutions, Enterprises -.7) Which trade union
do you belong to: | am not. a) Since when: -.b) Mem-
bership card number:-.8) Specify what you were do-
ing, as whom, where and for how long: a) Before the
war of 1914, there was a small one. b) During the war
until 1917 He studied at gymnasiums: Sedletskaya,
Gelendzhik, Kiev Forest. C) From 1917-18. He stud-
ied at the gymnasium of the Society “Free School”
in Kiev. E) From 1918 to 19. He studied at the Real
School of the | Society of Teachers. f) From 1919-20
Also worked for the artist Manko in Kiev. G) From
1920 to 21, he worked on the organization of Youth
Labor Workers at the KSMU Gubkom. He served as
the head of the expedition and the central library at
the GubkomK.S.M.U. Z.) From 1921-22 he worked
for the sculptor Klimov. From 1922-23 Studied at
Vkhutemas’e. He was ill until the V month of 1923.
From 1923-24 // Since 1924 he was ill. Note: GIVE de-
tails. Sved. About the general. Prof. Polit. Work. 9) So-
cial. Positive. Parents Father Is an Employee Mother
is a folk teacher. A) Before 1914 // b) Before 1917
// c) From February to October 17 // d)After Octo-
ber // 10) In which institution as whom and since
when do parents work and)Until 1914, the Father of
the Head of Chapters. Newspaper office. B) Before
1917 Kiev Thought since 1906. Mother is a teacher
in Gomel. Since the age of 14, he served as an in-
stitution. The bureau of the card artel until 21, and
then the head. Libraries of Ts. To. are no longer the
work of the opraikom due to illness. C) From Feb-
ruary to October //// y) After October, the deputy
head of the Publishing house of the Department. In
1919, he worked in the newspaper Communist and
Izvestia of the Kiev City Executive Committee head.
Offices. Now the head. Glavn. The office of the News

of the CEC. 11) Are parents members of a trade un-
ion YES. A) which one? Father works in the Printing
Section of Chl. Book No. 48045. B) From what time
in 1922 12) Whether he participated in the civil War
or not. Where exactly -. What time is it. As -. 13) Your
education a) which educational institution did you
graduate from -. B) If you did not graduate, then
how many classes did you graduate from 5 classes
of a Real school. C) If you did not study, then how
did you prepare.”l just wanted to add that in Russia
before 1917, neither in the passports of citizens, nor
in other documents, there was a completely missing
column, Nationality. There was only the count of Re-
ligion. The sculptor Krantz G. S. he did not participate
in all-Union competitions of monuments, he worked
with dignity and diligence in the system of the Art
Fund and painstakingly carried out orders of deco-
rative sculpture for replication for parks in the urban
environment of our country and, of course, his crea-
tive works. At the Institute, Kranz G. S. became close
to the teacher, Professor Joseph Moiseevich Chaik-
ov, partly because they were fellow countrymen from
Kiev, although Chaikov was much older. I. M. Chai-
kov was a philosopher from sculpture, he was con-
stantly looking for new milestones in the visual arts.
However, his views on the prospects for the devel-
opment of art have changed: Tchaikovsky now be-
lieved that the way to it lies in the creation of new
expressive forms corresponding to the non-nation-
al "new world”. In 1921, Tchaikovsky published his
policy statement in the Yiddish-language brochure
“Schoolpture”, where he rejected both the ethno-
graphic content and the folklore or primitivist style.
During the 1920s, in Tchaikovsky's work, avant-garde
ideas gave way to realism, and then to socialist re-
alism. For some time, Chaikov tried to reconcile the
opposite trends; the subject matter of his works be-
came “Soviet”, but the form still tended to construc-
tivism: the works “Lenin the Orator” (1927, Tretyakov
Gallery, Moscow) or the project “Tower of October”
(1929, not preserved), created under the obvious in-
fluence of V.Tatlina. For several years, Chaikov has
been heading the “Society of Russian Sculptors”. In
all this turbulent, energy-consuming activity, he does
not forget about creativity for a minute. It was in those
years that the foundation of the successful long-term
work of the master was laid. It is uneven, you can see
your evolution in it, but in principle, Tchaikovsky's
work is an example of unity, inner loyalty to his art.

Tchaikovsky has performed and continues to per-
form as a portraitist. His portraits of artists and writers

Ill. 6. Mother and a child. Sculptor Kranz

are especially significant. His “models” were V. Fa-
vorsky, K. Istomin, S. Gerasimov, L. Kvitko, K. Chuk-
ovskiy. Several times he returned to the image of
Mayakovsky. Chaikov’s portraits do not pretend to
be the whole story about a person. He emphasiz-
es the little characteristic than and a person is re-
membered, but this is often the very essence of a
person’s life. For many years, Chaikov was inter-
ested in the problems of art synthesis and worked
on the sculptural design of many exhibitions in our
country and abroad. He was also interested in dec-
orative things themselves. So, in the mid-30s, the
artist executed a number of small ceramic sculp-
tures and reliefs in color at the Konakovo factory.
So G.S.Kranz, seeing his ceramics, caught fire and
made several animalistic plot compositions, in par-
ticular "Goose”. And he even asked the artist Isi-
dor Grigoryevich Frikh-har, who also worked in the
Artists’ Town, to advise him on how best to paint
ceramics with paints for underglaze painting and
subsequent firing in the furnace.

But, perhaps, the most remarkable in Tchaik-
ovsky's work are dynamic group compositions,
which, it seems to us, greatly influenced the for-
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Il 7. Sculptor Kranz

mation of the figurative sculptural thinking of the
student G.S.Kranz. He created very beautiful one
and two figure compositions, quite large in size up
to two and a half meters. And although these com-
positions were made for the combine of the Art Fund
for replication throughout the country, regardless
of this, the amazing knowledge of the anatomy and
plasticity of nature, the models in these works, such
as "Mother and Child” published under No. 3 in the
yellowed magazine “Krasnaya Niva” No. 46 for 1929
“Modern Sculpture” under the name (group for a
holiday home), together with the sculptural com-
position No. 4 by the sculptor Strukovskiy “Work-
er” (Group for the park of culture and recreation),
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“Bathing” and others. Moreover, it is indicated that
the last three works were made by graduates of the
sculpture faculty of Vkhutein. An interesting and
complex monument “October Uprising”, Pogore-
lova, belongs to the same issue.

In general, | must say that the level of training of
sculptors in Vkhutemas-Vkhutein was incredibly high,
since the roots of academic disciplines went back to
the Imperial Academy of Arts. This is especially clear-
ly visible to the naked eye from the diploma of the
sculptor G.S. Kranz on graduation from Vkhutemas-
Vkhutein: “ Diploma No. 645 by the Resolution of the
Board of the Moscow State Higher Art and Techni-
cal Institute, citizen Georgy Kranz was recognized as
having graduated from the Sculpture Faculty of the
Named Institute in the 1929-1930 Academic Year. A
photograph of the sculptor, his signature and seal.
During his stay at the Institute, the following disci-
plines were completed: | General Artistic Cycle: 1.
Sculpture. 2. Volume. 3. Drawing. 4. Space. 5. Com-
position. 6. Painting. Il. Artistic and practical cycle:
1. Solid materials. 2. Molding. 3. Casting and chas-
ing. lll. Artistic and theoretical cycle: 1. Anatomy. 2.
Theory of composition. 3. Fundamentals of architec-
ture. IV. Physical and mathematical cycle: 1. Descrip-
tive geometry and perspective. 2. The doctrine of
color. V. Political and economic cycle: 1. Art history.
2. The history of sculpture. 3. Sociology of the Arts.
4. Political economy. 5. Economic policy. 6. Dialecti-
cal materialism. 7. Leninism. 8. Professional move-
ment. VI. Military affairs: 1. Military administration.
2. Shooting business. 3. Military topography. 4. Ar-
tillery. 5. Military chemical business. 6. Tactics. 7.
Sapper-camouflage business. Citizen Kranz Georgy,
who has passed and passed the scientific and artis-
tic disciplines of the Sculpture Faculty, is awarded
the title of Muralist Artist-Sculptor............ with the
right to work throughout the USSR Moscow “ Oc-
tober 15, 1929. Blue State seal. Director signature
(P. Novitsky) Head.Faculty signature (M. Belashov)
Management signature (A. Petrov) On the cover in
the color of 1930 R.S.F.S.R. The coat of arms of the
red color N.K.P. MVGHTI Sculpture Faculty of the
Proletarians of All Countries Unite.”

| must say that the former student M. G. Belashov,
a classmate of G.S.Kranz, by that time had already
become a professor and head of the department
of the sculpture faculty. And on October 31, 1932,
Georgy Semyonovich Kranz joined the Moscow Un-
ion of Soviet Artists and Sculptors. Ticket No. 27 Sig-
nature on the ticket Chairman of the Board of the

MOSSCS R.Yodko. Yes, this is exactly the signature
of the legendary Professor Romuald Romualdovich
Yodko, who taught at our sculpture faculty in Stro-
ganovka in 1974, when | studied there. Here is the
synthesis of history, the connection of generations,
just a miracle, a find. And yet a special sense of awe
and respect for the beauty of the female model to the
student Krantz, as it seems to us, was instilled by the
third from the left in the photo after Belashov M. G.
teacher Sergey Fedorovich Bulakovskiy (17.10.1880-
06.06.1937) He was born in Odessa, Kherson prov-
ince and had a beneficial influence on the formation,
formation of a sculptor, artist. In the early 1900s, he
studied at the Odessa workshop of B.V.Eduards and
the Odessa Art School with L. D. lorini. In 1902-1906
he worked as a marble worker in Odessa. In 1905 he
went abroad, where he continued his studies: first
in the studio of E. Pellini and the Milan Academy of
Fine Arts (1906-1909), then at the School of Fine Arts
in Paris with A. Mercier (1909). Russian Academy of
Painting and Sculpture in Paris in 1912, together with
a group of Russian artists, he organized the sculp-
ture department of the Russian Academy of Paint-
ing and Sculpture. After the February Revolution, he
returned from emigration. In 1919, he was the head
of the sculpture and decorative sub-department of
the All-Ukrainian People’s Commissariat of Educa-
tion, then worked in Kislovodsk, Sukhumi and Baku;
collaborated with Windows of Growth. Since 1922
he has lived and worked in Moscow and Leningrad.
Since 1925 he was a member of the Association of
Artists of Revolutionary Russia, since 1926 — the So-
ciety of Russian Sculptors. In 1922-1930 he taught at
VKHUTEMAS-VKHUTEIN-INPII. Very beautiful turned
out at Krantz G. S. the compositions “A girl with a
bowl", a two-figure composition “Friends with a bird
in their arms”, a mother washing her son with a gold-
fish" are beautifully composed, touching, full of lyrical
feelings of motherhood and with a rather high multi-
stage complex architectonic pedestal, “A Girl with a
rapier” is a surprisingly dynamic composition, “A Boy
and a goose” is animalistic the composition for cir-
culation in the sculpture combine of the Art Fund is
most likely for the city fountain, a project that is also
in the photo. There are also several sculptural com-
positions made most likely for the pavilions of VDNH
that opened before the war, then the VSHV. Georgy
Kranz described his sculptures "Pioneer” and "Pio-
neer”, made in 1936 for a drinking fountain. | wanted
to convey the joyful childhood of a Soviet child, the
courage inherent in pioneers, freedom of treatment

of people, the absence of intimidation and timidity.
The difference in the pose of a boy and a girl is due
to the desire to emphasize the modesty and inner
depth of a girl who will soon become a girl, as op-
posed to a boy who is even more a child, lively and
joyful. But the creative masterpiece of the sculptor
G.S.Krantz is a two-figure composition “Zemgusar
and the nurse” printed in a pre-war magazine. It is
in several author's performances and impresses with
its dynamics and depicting a couple of young lovers
of that time. A young soldier in a French jacket and
a nurse, embracing, as if in the wind, suddenly froze
at the edge of the earth in the form of a truncated
pedestal. All two — figure the composition is made,
most likely, of plaster and tinted with gouache and
varnish. This sculpture figuratively and stylistically re-

Il 8. Zemgusar and sister of mercy.
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fers us to the era of "Revolutionary Porcelain” and to
the expressive small plastic sculpture of Elena Yakov-
levna Danko, who tragically died in 1942, who cre-
ated her works at the Leningrad Porcelain Factory.
G.S.Kranz, also worked at the Higher School of Civ-
il Engineering as a freelance assistant at the Depart-
ment of Graphics. Until 1941, he lived and worked
in Moscow, in the Town of Artists on Verkhnyaya
Maslovka in house 17, apt.2. He was a member of
the AHRR, the Association of Artists of Revolution-
ary Russia. In the early 1930s he worked as a prop,
In 1933 he married Vera Bentsianovna Fishman, in
1934 their son Boris was born. For installation in the
city of Moscow, he created several works, unfortu-
nately, which have not survived to the present time.
In the first days of the war, Vera and her son went
to the Artists’ village in the village of Peski, where
before that they rented a cottage every year. They
spent the summer of 1941 in the village. Boris recalls
that Bread cards were bought in the gatehouse. One
day a German plane flew in, fired a burst, someone
was wounded. In the most terrible days of October
1941, the whole family evacuated to Chelyabinsk —
first from Moscow by river tram to Kuibyshev, then
by freight train to Chelyabinsk. Boris remembers that
they lived in the same room in the dormitory with
all seven. In the spring of 1942, the family was allo-
cated a place for a vegetable garden on one of the
islands. Every spring the island was flooded, fertile
mud remained in the garden. After the outbreak of
the Great Patriotic War, the family was evacuated to
Chelyabinsk. In December 1941, he was accepted as
a prop at the Chelyabinsk Operetta Theater, then
as the head of the prop shop. In 1943 he opened a
sculpture workshop in Chelyabinsk. He continued to
do sculpture. The Department of Architecture at the
Chelyabinsk City Executive Committee reports that he
was paid 2,531 rubles. He was drafted as a Red Army
soldier in the Red Army on 03.31.1943. Because, like
any sculptor, he was a master — he was appointed a
machine gunner, despite his eyesight. In one of the
letters to his wife from the front, he wrote that he
had broken his glasses. In December 1943, he went
missing. One of the colleagues told about the ex-
plosion of the projectile, after which there was noth-
ing left... In 1944, the family returned to Moscow, to
V.Maslovka. Boris’s son Mikhail was born in 1962.
According to family tradition, grandmother Vera and
her grandson rented a cottage in the village of artists
in the Sands. In 1989 Mikhail had a son llya and in
1992 Mikhail. According to family tradition, the cot-
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tage — this time its own —is also in the artists’ vil-
lage. Mikhail's wife, Marina Sveshnikova, is an artist,
graphic artist, member of the TSHR. Boris Georgiev-
ich Kranz, (11.111.1934-11.VI11.2002) the son of sculp-
tor G.S.Kranz, was born and spent his childhood in
the Town of Artists on Verkhnyaya Maslovka, house
of AHRR No. 17, in his father’s workshop and in the
village of artists in Peski. Sometimes he shares short
memories from his childhood and youth. These are
just pieces of his life, just a crack through which you
can look into the 1930s-1950s. Just to peek ... “ From
childhood: his father, the sculptor Georgy Kranz, was
friends with the artist V. Tatlin. In 1938-1939, we went
to visit him, Tatlin showed some kind of boat woven
from willow twigs. The boat was in a 2-3-room apart-
ment (passage through 2 rooms.) About the children’s
company on Maslovka: there were a lot of people.
I'll try to remember: Lugovskoy Yuri, Korshunova Le-
niana, Molchanova Svetlana, Nevezhin Boris, Podre-
zov Mir, Luppov Lyusya and Alik, Simanovich Eteri,
brothers Yakubeni Garrik and Volodya, Eleonora Leht,
three brothers Shurpin Dmitry, Vladimir and Savva,
brothers Tsirelson Boris and Felix, Nikolai Rodimov,
Nina and Mikhail Romadin, Korobov Vadim, Leonid
Raisky, Muravins Gennady and Elena, Marat Konstan-
tinov, Gorelov Yuri, Arend Yuri, Sukhanov Vladimir,
Frikh-Khar Galina and her brother.

About the neighboring yard: The world of Un-
dercuts in someone else’s yard was saved from the
massacre by an unusual, artistic performance of the
mat. About medicine: E A Lvov has an abscess in his
throat, he is suffocating. The ambulance arrived.
Two men and began to ask him what year, day of
the week, etc. Lvov got angry and sent them... The
abscess has burst, Lvov is saved. The ambulance
was mental by mistake...About the hedgehog: The
same Lvov slept in the afternoon before the meet-
ing, woke up, put on a second boot, did not enter
completely, he stamped; their pet hedgehog was in
the boot. About sails: In 1952, on Lake Seliger in the
house of creativity, after graduation, a group of chil-
dren rested. Two friends Vasya Lukomskiy and Borya
Kranz decided to go sailing in the morning (with a
sheet). We rowed against the wind for a long time.
And when it came time to set sail, it turned out that
they forgot to take the sail. | had to use a “fish” in-
stead of a sail. Have a ride! Company in a summer
cottage in Peski, 1947-1948: Vasya Lukomskiy, Sa-
sha Belashov, Yura Gorelov, Boris Vasiliev (a sum-
mer resident, lived with Mapu), Igor Kundurushkin,
Elya Leht, Misha and Svetlana Lvov, Katya and Lisa

Silverstov, Shilnikov Sergey, Tusya and Zhenya, Ba-
zurina Mila and Ruslan, two brothers Yakerson —
senior Arkady (Apollo) and Valentin, Eliseev Andrey,
Sasha Nikonov. The company mainly has three en-
tertainments: a river, volleyball, and on Saturdays
we went to the station to meet people coming for
the weekend. On the river: Entertainment — cling-
ing to the side of a low-sitting barge and so drive
up the river. Sailors of such amateurs tried to pour
fuel oil. And Boris Vasiliev also had a fox terrier, he
loved water very much, while trying to climb on the
shoulders of bathers, and his claws be healthy. Bath-
ing happened like this: the dog was arrested — peo-
ple were bathing. Then the owner climbed into the
water, and then the dog was released, Boris dived,
the dog was spinning-waiting for where he would
come up and as soon as he swam up, the own-
er dived again-such a game. Station: On Saturday
evening, the whole horde went to the station. On the
way back, a hollow pumpkin appeared on a stick in
the dark, glowing rotten things inside, and a mask
was carved into the pumpkin-scary! Also entertain-
ment: Jumping from the oaks opposite the Bazurin's.
About hunting: Three heroes hunted rooks, then
they were roasted on a fire and eaten. Delicious. The
years were not the most satisfying. Heroes: Sasha
Balshov, Vasya Lukomskiy and me. About the plane:
on the field, near the bunker, the plane either fell or
made an emergency landing. When the guard left

for the village, the Konevborskiy's removed the ma-
chine gun, then the Peskovskiy's dragged him away.
Then serious people arrived and gave away the ma-
chine gun. About dancing and fishing: the Lecht's
had a dance in the evening, later they decided to
catch carp with a delirium in the Georgian swamp
(they were still there then). But everything did not
go according to plan: the dog (big) perceived the
dancing as a struggle and ordered it to stop. The
dog was removed. The hour of carp has come. We
dragged a delirium, made it for fishing, climbed
into the water with it and started fishing. Then a
dog came running with a joyful bark and climbed
into the water ahead of the delirium. So our fish-
ing ended. The crucian was not injured”

Finishing the story about the sculptor G.S.Krantz,
we would like to once again note his main works cre-
ated during such a short creative life. Here they are —
“MacDonald and Hicks” (1931; GTG), “Zemgusar and
the sister of Mercy” (plaster, oil paint, casting, paint-
ing; 1930-1933; Nizhny Tagil Museum of Fine Arts),
“Pioneer” (sculpture for a drinking fountain-column;
reinforced concrete; 1936), “Pioneer” (sculpture for
a drinking fountain-columns; reinforced concrete;
1936), "Pioneer glider girl” (1937), “Children” (foun-
tain project; 1937), “Mother and Child” (1938-1939),
“Bas-reliefs for kindergartens and nurseries” (terra-
cotta, 1939), "Red Army Fighter” (1941-1943).
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HE3ABbLITbIE UMEHA.
MWXAWN BENALLOB M TEOPTUI KPAHL,

AHHOmayuA: [laHHasa ctaTbd — nepsas U3 LKWKAna
«BXYTEWH, BXYTEMAC. CkyabnTopbl. Yuntena un yue-
HUKMW», MOCBALEHHOIO YHMKabHOMY TBOPYECKOMY
n obpasoBaTtenbHomy npoekty BXYTEMAC — BXYTE-
WH, B pamkax koToporo 6bina nogrotoeneHa naeasa
BblAtOLLMXCA CKY/NbNTOPOB, COCTaBMBLUNX ClaBy Ha-
wero OTeyecTBa B M306pasnTeIbHOM UCKYCCTBE MO-
c/le OKOHYaHusA MpaxkaaHCKolM BOWHbI B cTpaHe. ABTOpP
aHa/sn3MpyeT TBOPYECTBO BbIAAOLLNXCA CKYNbNTOPOB.
3TN MacTepa NaacTukM okasanun rnybokoe no3nMTMBHoeE
BAWAHME Ha Pa3BUTUE PYCCKOW U COBETCKOW CKY/bMTY-
pbl ¥ CBOMM TBOPYECTBOM, U CBOEN LieNeyCcTpemMaéH-
HOW NpenojaBaTenbCKol AeATeNbHOCTbI0. Hauano 66110
NOJIOXKEHO HEKOTOPbIMU CKYAbMNTOPaMM, TOrAa CTyAeH-
Tamu, ewé Bo BpemMs yuébnl B Ctyamm Pycc B Mapuxe
B 1909 roay. MNegarornuecknin apceHan cKy/bnTOPOB-
neagaroros Bo BXYTEMACe v BXYTEWHe 6bin 0bycnoBneH
BblCOYalillel NAaHKOM 3HaHWI, MeTOAMKON npenoja-
BaHWA, 3a510XKeHHON ewé Poccuinckon MimnepaTtopckoi
Akagemuen, ¢ yuTOM akTyasibHbIX Ha TOT NEPUOS HOBbIX
TeUYEeHWI B UCKYCCTBE, MOPOI Aaxe KpaliHe pagnKanb-
HbIX. K cyacTbio, 3Ta 6a3ncHas, ocHoBHas dyHAaMeH-
Ta/bHaA NpakTKa N3y4yeHnsa CKyAbNTYPHOro pemecna
He 6blna NpepBaHa, a MLWb ycoBepLlleHCTBOBaHa. He-
3pvMas CBA3b NMOKOJIEHWI MacTepPOB CKYAbMTYPHOTO pe-
Mecsna He 3amepJ/ia NOJHOCTLIO, @ ABUranacb Bnepés,.
YueHuku, obyyaslunecs y xyaoxHvka-negarora BXYTE-
MHa n BXYTEMACa, pa3suBanm MeTOANKY yXe CO CBO-
UMK nocnesoBaTeNsiMm U y4eHUKamn 1 B COBCTBEHHOM
TBOpPYECKOM Mowncke obpallanncb K yuntento 3a cose-
TOM B MUHYTbI XYAOXECTBEHHbIX UCKaHWUI U COMHEHWIA.
ABTOp CTaTbM yKasbiBaeT, YTO Takune Apkue negaroru-
CKY/bNTOPbI ABUANCL OCHOBOMONOXHUKAMU PYCCKOR,
COBETCKOW LIKOJbI CKYNbMNTYpPbl, MacTepamMu n yymte-
NAMW LEeNnon nnessbl 3amevaTtebHbIX OTEYECTBEHHbIX
CKY/NbMTOPOB, OKa3aBLWMMMN CBOUM NPUMEPOM, CBOUM
MeTOAO0M U TBOPYECTBOM OFPOMHOE BAUSHME Ha pas-
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BUTNE COBPEMEHHOro NAacTMYeckoro UCKyccTBa He
Tonbko B CCCP, Ho n Bo Bcem mupe. OHKM 6binn op-
raHusatopamu v UAerHbIMN BLOXHOBUTENAMMU, aKTUB-
HbIMW YYaCTHUKAM MHOTUX TBOPUYECKUX O6BbEeANHEHWI
nepsoi Tpetn XX Beka. ABTOp 3ameyaeT, 4To Npous-
BeJeHNA CKy/NbNTOPOB-MNearoroB U Ux TaaaHTAMBbIX
YUYEHUKOB fatoT HaM BO3MOXHOCTb MONYUNTb NPes-
CTaBJieHVe 06 1X B3rnfjax, MMPOBO33pEHNM, OTHOLLe-
HUW K TBOPYECKOMY MpOoLLeccy 1 B LiesIoM K npodeccunu
Xy[O0XHUKaA-CKybnTOpa. B faHHOM cTaTbe NpuBoaATca
COXpPaHUBLUMECH B 3aMMCKax U BOCMOMUHAHUAX YYEeHU-
KOB AManoru C y4ntensamu, x BblCKasblBaHWUSA, YTO, NO
MHEHWIO aBTOpa, UMeeT UCKAOUNTENbHO BaXKHOe 3Ha-
YeHMe He TO/IbKO ANA 3ajay NpenojaBaHna B 0baacTtu
CKYNbMTYPHOrO pemMecsa, HoO 1 Ans GOPMUPOBaHNA MU-
pPOBO33pEHUNA MacTePOB-CKYAbNTOPOB 1 KOHLLEMLUUN LLIKO-
Nibl. ABTOp aHann3npyeT 1 AoKa3biBaeT Ha KOHKPETHbIX
npumMmepax, uto wkona BXYTEMHa n BXYTEMACa — 310
JNIOTMYECKM FPaMOTHO BbICTPOEHHAas nejarornyeckas cu-
CTeMa, OCHOBaHHas Ha OMnbITe W MacTepcTBe Npeablay-
LLMX MOKONIEHNI XYAOXKHUKOB, UAYLLMX OT aHTUUYHOCTH
1 BnsaHTMn, n nmerowwas OTHOLWEHNE K KlacCuums-
My A0 3CTEeTWMKM 3anaZHOEBPOMENCKOM N TpaauLmam
N YCTOSAIM PYCCKOM MAACTUYECKOW LWKOJbI, €€ 6a3nNCHbIM
OCHOBaM W MPUHLMMNAM, BOCXOAALLMM K FEHUAM 3M0-
xu KBatpoueHTo. B gaHHOM paboTe aBTOp OocBelaeT
TBOPYECKYIO M Nejarornyeckyro AedaTesbHOCTb neja-
roros n yyeHukos Edunmona W. C., bynakosckoro C. .,
Koponéeab. I., ®aBopckoro B. A., Yalikosa M. M., My-
xuHoi B. N., Hucc-Tonbaman H.W., AlizeHwTaata M. B,
CnobogumHckon H. K., Weapua .M., benawosa M.T., 3e-
neHckoro A.E., TepueHwTeln 3. W., Tpuropbesa A. L.,
KpaHuaT.C., benawoson E. ®., CnoHuma W. /1., Mucapes-
ckoro J1. M., ApeHaT A. A, Abanakosa E. M. ABTOp aHanu-
3u1pyeT nNpoueccsl obyyeHnsa y neaaroros-cky/abnNTopos,
Ha3blBaeT OCHOBHbIE AaTbl UX TBOPYECTBA, packpbiBaeT
AeTann cKyabnNTypHOro pemecsaa, roBOPUT 0 MHOroob6-

pa3un X0A40B B MacTvke, MeTojax U NpMHLUMNax pa-
60Tbl B CKy/AbMNType, NOKa3biBaeT OTHOLLIEHWE YYEHUKOB
K CBOMM y4MTeNAM W OCBellaeT BeCb X0 NCTOPUYECKNX
BeX B TBOpYeckon 6uorpapum ckynbntopa. CerogHs
CTaTbA MOCBALLEHA ABYM 3aMeyaTesibHbIM CKYAbMTO-
paM, ofAHOKaLlHWKaM, CBepCTHMKaM, nponaslmnm 6es
BeCTW Ha BoViHe, —Muxanny FaBpunosuyy benawosy
n Freopruto Cemérnosunuy KpaHuy.

Knroueseole cnosa: ckynenmopel Poccuu, IKB3 — BXY-
TEMAC — BXYTEVIH, wkona ckynenmypel 8 CCCR Poccudi-

MoHatne «BXYTEMAC n BXYTEUH» — Bbic-
LWne XyA0XeCTBEHHO-TeXHUYeckme Mactepckue
N BbICLIMI XyA0XKEeCTBEHHO-TEXHUYECKUN MHCTU-
TYyT — HaBCerAa BOLW/IO B UCTOPUIO OTEYECTBEHHOrO
n306pasnTeNbHOro NCKyccTBa. ITM yuyebHble 3aBe-
AeHus paboTanm Ha NPOTAXEHNN OUYEHb KOPOTKOTrO
nepvoja Hallen NCTopum, Nepmosa CTaHOBAEH WS
COBETCKOW CTaHKOBOW U MOHYMEHTANbHOW CKY/b-
NTypbl. BHauane kak XyA0XeCTBEHHbIE UHCTUTY-
Tbl CO CBOEW CUCTEMOW OBy4YeHUs, 3aTeM, HaumHas
¢ 1920-x rogoB., KaKk yHVUKa bHOE XyAOXeCTBEHHOE
sBNEeHMe BO BCel cTpaHe. TBopyectBo Muxauna
faBpunosBuya benawoBsa, kak n TBOpUecCTBO le-
oprua CeméHoBnYa KpaHLa, K COXaNneHuto, Maio
3HaKOMO He TOJIbKO CEroAHALWHEMY 3pUTeto, HO
N MHOTUM UCCNef0BaTeIIM OTEYECTBEHHOW CKY/b-
nTypbl 1930-x rogos. OHW BblAN NpaKTUYECKN CBEp-
CTHMKaMU, YYUANCb B OAHOM yUebHOM 3aBeseHnn
BXYTEMAC — BXYTEWVH, B ogHOW CKYyAbNTYpPHOW
MacCTEPCKOM, Y OAHUX W TEX XXe npenogaBaTenen,
BMecTe paboTanum Kak CKyNbnTOPbl B TBOPUYECKUX
MacTepCcKkmx AoMa-KoMMYyHbl Accoumnauymm AXPP
(Accoumaunm Xya0XKHUKOB PeBONOLMOHHON Poc-
CUK), NaMATHMKE apxXuTeKTypbl B fopoake XyA0XKHK-
KOB Ha yauue BepxHaa Macnoska. Bmecte pactuam
feTel B NOCENKe XyAOXHWKOB, 4To B [leckax, HO
Tak 1 He cMoTn yBuAeTb ux byaywero. M.T. bena-
wos' 1903 rosa pPoXAEHNS, KOMMYHUCT, 29 UIOHSA
1941 roga no napTMinHON MOBUAM3aL MM YIWEN Ha
bpoHT. Bckope oH nponan 6e3 Bectn nog Cmo-
neHckom. Emy 66110 BCero 37 nert. I'. C. KpaHy, po-
annca B Knese B 1905 rogy, 6ecnapTuiHbii, Toxe
6b11 MO6UAN30BaH Ha GPOHT B anpene 1943-ro,
nponasn 6e3 BecTn B paloHe ropoga MueHcka Op-
noBckow obnactu B sekabpe 1943 roga. Emy 6bi10
38 net. CkoNbKO Bbl 3TV TaNaHTAMBbIE CKY/NbMNTO-

1. Ckysnbntop Mwuxawn laBpunosuny benawos poannca Ha Ky-
6aHun B cTaHULe CnaBAHCKOMW, B ceMbe BeTepuHapa. CBO
IOHOCTb OH MpoBen B Maiikone, rae pabotan B kepammye-
ckon mactepckoi. B 1925 rogy M.I'. Benawos noctynun Bo
BXYTEMAC. Yumnncs oH y B./. MyxuHol4, accuctmpoBsan npo-
deccopy W. Yarikosy.

ckasa akademus xydoxecms, MY3B3, Mockosckoe yqunuuje
JKueonucu, sasHus u 3004ecmsa, cmydus E. H. 3saHyesod,
K. A. KoposuH, B. A. Cepos, A. C. lonybkuHa, ceno Abpam-
yeso, C. . MamoHmosa, Akademus Konapoccu 8 Mapu-
xe, OPC, ObveduHeHue pycckux cky/senmopos, «bpuzada
cKylenmopoe», «bpuzada 8oceMu», «Hemelpe uckyccmea»,
ckynbnmopel Mockesl, AXP, Accoyuayus xyOoxHUKO8 pe-
sosroyuu, Coro3 xydoxHukos P®, [opodok xyO00XXHUKO8 Ha
BepxHeli Macnoeke, locydapcmeseHHas Tpemoskosckas 2a-
nepes, locydapcmeeHrHsil Pycckuli my3ed.

pbl — YYeHUKM CBETUJI OTEUYECTBEHHOW MIaCTUKM
Edmmosa U. C., bynakosckoro C. ®., Koponésab. /1.,
Yaiikosa M. M., MyxuHoii B. I.— moran co3aats 3a-
MeuaTeNbHbIX U YHWKaAbHbIX aBTOPCKUX Mpon3Be-
JAEHWNI B MOCNeBOEHHOE MUpPHOe BpemMs. Ho BoMHa
obopBasa Mx 3aMbICNbl Ha B3/1ETe.

[ecatb net nocne okoH4YaHusa BXYTEMHA,— ka-
3a10Cb 6bl, OUeHb HEOBONBLLLOW CPOK AJS MOAHOTO
bopMMpOBaHMNA, HACTOALLLErO PacKpPbITUA TanaHTa
XYAOXHUKA, CKIOHHOTO K MOHYMEHTaAbHbIM GOop-
mam. OZHako co3saHHoe 3a 370 Bpemsa benawo-
BbIM He MPOCTO 3aNOMMHAETCH, HO U MO3BOAsET
CyAnTb O BOraTcTBe TBOPUYECKMX UCKAHWI TOW NOPHI,
O CUIe MHOTUX BHYTPEHHUX XYAOXECTBEHHbIX TEH-
AEHUMI, NPOTUBOCTOABLUNX MPUMUTUBHOCTM 06-
pa3Horo MbiwneHuns. Kpatknii TBOpUECKMn NyThb
Mwuxaunna lNaBpunosuua benawosa 6orat cobbITH-
Amun. B 1930 rogy oH COBMECTHO CO CKyabMTOpamm
EkaTepuHoi ®énopoBHo AnekceeBoli-benawoBoi,
cBoeli xeHown, n H. CaBaTteeBbIM y4acTByeT B KOH-
Kypce Ha namaTHuK B. /. Yanaesy. B 1931 roay oH
noayyaeT NPeEMUIO Ha NEPBOM MEXAYHaPOAHOM
KOHKypce Ha namaTHuk T.T. LLleBuyeHko B Knese.
Ha lHenpocTpoe nm co3gaétca cepua rpadpuue-
CKMX INCTOB. DTN PUCYHKMN OYEHb MHTEPECHbI. B HMX
MHOTO XapaKTepPHOro, NAacTuk1 U guHaMukn. B oT-
Nnume OT HEKOTOPbIX XYAOXKHWKOB, CTPEMMUBLLNX-
CA TOorja NoA4YepKHyTb KpacoTy nsobpa>kaemMbix
nogen npurnaxmeaHvem dopmbl, rpadurka bena-
LIOBa 3MOLIMOHANbHO KOHCTPYKTUBHA M Hanopu-
cta. B 1934 rogy benawos yyacTByeT B BbiCTaBke
MONOAbIX XYAOXHUKOB MOCKBbI U HECKOJ/IbKUX Te-
MaTuueckumx. Hesagonro go Bennkoi OTevectBeH-
How BowHbl, B 1940 rogy, M.T. benalioB COBMECTHO
CO CBOeM XeHOoW, ckynbntopoM E. ®. AnekceeBoi-
BenalioBow, BeIMIpan KOHKYPC 1 CO3A4an NaMATHUK
nétunky, repoto McnaHckoi BoiHbl Buktopy Cre-
naHoBWYYy X0J/Ib3yHOBY, KOMaHANPY 3CKaApuabK
60MbapAMPOBLLMKOB B BOWCKax pecnybmKaHCKowm
Wcnanwmn, leporo Cosetckoro Coro3a, Tparmyeckm
normbLuemy npu ncnbiTaHny HoBoro 6ombapanpos-
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wmka B 1937 rogy B CtanuHrpage. CUMBOANYHO, YTO
3Ta CKyNbNTypa-NaMATHMK OCTanacb eANHCTBEHHbIM
npoun3BeseHneM UCKYCCTBA, YLeNeBLUMM NOCAe Xe-
cTovanwmx 6oeB B CTannHrpage, rae He octanoch
HW OZHOrO LLeNoro AomMa nocie HauucTCkmux Hané-
TOB aBMaLUN 1 apTUANepUnckmx yaapos. KpenocTb
1 LLeSIOCTHOCTb HPaBCTBEHHO YMUCTOW HaTypbl, XU3-
Hentobwue, rnyboyanilas yBepeHHOCTb B TOM, UTO
HOBOMY ObLLECTBY HY>XHO OKPbINEHHOE, INPUKO-
naTpMoTMYeckoe MCKyCCTBO,— BOT UYTO BOMAOTU-
nockb B TBOpUecTBe benawosa. O namatHuke epoto
Cosetckoro Coro3a nétunky B. C. Xonb3yHoBY xo-
AT nereHabl. MNporpemena 3HameHuTas 6utsa. He-
MHOIO PenKBUIA AOLINO A0 Hac OT Tex JeT. [lom
MaBnoBa v 3TOT NaMATHUK, YLENEeBLUWA, repomnye-
ckmin. OH cTan cBuAeTesieM BOMHCKOM ClaBbl Ha-
LNX COOTEYECTBEHHUWKOB.

B 1921 roay, okoH4mB KpacHogapckoe xygoxe-
CTBEHHOEe yumanue, benawos noctynaet B Mutep-
CKYHO akagemuto. B 3To Bpema akageMunto yxxe He
TaK COTpAcan BUTBbI MeXAY «MepesoBbIMU» Xy-
[OXHUKAMW NPONeTKybTa U «OTCTaNblMU» akaje-
MUYecKMMK npodeccopamu. ¥Y>Kke He YHUUTOXanu
«Byp>Kya3zHOe» aHTUUYHOE N BO3POXAEHYECKOE Ha-
cneave B BUJAE TMNCOB M KoMuWiA. byayun npenogasa-
Tenem, M.T.benawos cymen octaHoBuTb B 1922 roay
packosaynBaHWe CKyAbNTyp Kak cekpeTapb nap-
TOpraHunsaumm MHCTUTYTa, XOTA OYeHb MHOFO YXe
6bIN10 YHUUTOXEHO.

K 1926 roay pykoBoAMTENN HOBOW KyAbTypbl
MPULLAM K BbIBOAY, UTO HEMAOXO, €CAN XYAOXHUK
He TONIbKO MMeeT NMpaBuUabHOE NMPOUCXOXAEHNE
M NpaBuAbHble YHexaeHns, HO U yMeeT akaje-
MUYEeCKM pucoBaTb. M Hauanca akCnepuMeHT no
CO3aHUNI0 HebbIBaNOro HAPOAHOrO MCKYCCTBA, BO3-
BblLLAOLLEro «NpoMeTeeB, OBOAOB W ObIBLINX pa-
60B». CMeHANUCb NnAepbl CTPaHbl — MEHANUCH
N PyKOBOAMTENN B UCKYCCTBE. 3a NOrpoMLLMKa-
MW BO UM#A CBET/JIOrO ByayLLero NoHeMHOry CTanu
NoABAATHCA NHOAW, KOTOPbIEe OCO3HaAM, YTO Hajo
CTPOUTb M CO3AaBaTh rOCYyAapCTBO Ha PyWHax.
A ana noboro rocygapctea Tpebyetca xygoxe-
CTBEHHO OPOpPMAEHHas naeonorns u Mmdoaorms.
TyT y>X Ha 3ayMHbIX PacCy>XAeHMAX aBaHrapAu-
CTOB HUYETO HE MOAYYUTCH, — HAPOZL He MOoMMeT.
Tak v nowno: aBaHrapg cTan UCKYCCTBOM pPeBO-
NOLMOHEPOB, peannsm — UCKYCCTBOM rocygap-
CTBEHHUWKOB. HO 0Ka3anoch, YTO peannsm Toxe
HblBaeT pa3HbI — M HacToALLEe NCKYCCTBO, N Ka-
3eHHOe NPON3BOACTBO MAEONOTMYECKNX KaeLle.
M.T. benawos yyacTBOBan B KPYMHENLWNX rpajo-
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CTPOMUTENbHbIX CKYAbNTYPHbIX KOHKypcax 1930-x
rogos. EMy 3acny>XeHHO npuHagnexuT nepsas
npemMusa B MePBOM Type KOHKypCa Ha MaMATHUK
T.T. WeBueHko ana Xapbkosa. OH aBTOp NpoekTa
namatHuka B. V. Yanaesy ana Camapbl COBMECTHO
¢ E. ®. AnekceeBoli-benawosoli n H. CaBBaTeeBbIMm,
naMaTHWKA KpacHoapmenuam, normbwmnm B 60ax
C ANOHCKMMU camypasmu. LLUnpoko nssectHbiMK
B NPeABOEHHbIe rofbl CTaJN CKYbMTYPHbIE KOM-
nosnumm «MorpaHnyHmk ¢ cobakon», ropened
«Ha rpaHuye». Komno3umumnsa «florpaHuyHuKmn»
6blna Ha3BaHa CpeAun Ny4LlMX Ha BbiCTaBKe CO-
BETCKUX XYAOXHUKOB, COCTONBLUENCA B CeHTAOpe
1940 roga B My3ee n306pa3nTenbHbIX NCKYCCTB
nm. A. C. MNywkunHa.

Mepes oTkpbITEM nNamMATHUKa B. Xonb3syHo-
BY B rasete «CrtannHrpagckasa npasaa» ot 17 Hos-
6pa 1940 rosga Oblna HaneyaTaHa CTaTbs, KOTopas
MHTEpecHa paccy>XAeHNAMN aBTopa O CHOXXETHO-
nAacTUYeckmnx Kkayectsax aToro Mmemopuana?. Ocy-
LLeCTBAAA CBOW JaBHNE MbIC/IN O CUHTE3€e UCKYCCTB,
M.T.Bbenawos cnpoekTMpoBan Takxe njaaH cKkee-
pa BOKPYr naMAaTHWKa, ABa HebonbLwnx GOHTaHa,
bnaHkmpytowmux coopyxxeHme. Bo Bpems BOMHbI ro-
penbedbl 6b1M YHUUTOXKEHBI. [10 MMetoLmMMcs B pac-
MOPAXKEHUN CEMbU CKYNbMNTOPA 3CKN3aM N MOAENAM
MNX MOXHO BOCCTaHOBWTb.

2. Taseta «CranvHrpagckas npasga» ot 17 Hosbps 1940 r. «[Mo
HaLleMy MHEHWIO, MaMATHUK NPeXAe BCEro AOMXKeH bl Bbl-
pa3uTb HapoAHOe npeAcTaBaeHne o repoe, 6o Mepoii Co-
BeTckoro Coro3a— 3TO NpeXxze BCero HapoAHbIM repoi. Mo-
ryUmnii, TeMnepaMeHTHbIN, C Xene3HoMN Bosel, beccTpallHbli
1 FPO3HBbIV B 60X — TakUM NPeACTaBAAAN Mbl cebe Xonb3y-
HOBa Mo pacckasam ero 60eBbIX TOBapULLEN. ITOT ropsYmnin
YenioBeyecknin 0bpas He HyXAaeTcs B MULLYPe BCAKUX TeX-
HMYECKNX JOMONHEHWI N apPXUTEKTYPHbIX HAarpOMOXAEHWUN.
B. C. X01b3yHOB 1306paxKéH B CKyNbMType B MOMEHT NMpow3-
HeceHWs 60eBOW peun-rnpusbia nepes CTpoemM caMonéToB
BBEPEHHON eMy 4acTu, KOrAa OH Npu3Ban coUTb Ha 3eMJIt0
BpaXkeckve CaMoéTbl, OUMCTUTb HEBO 1 CNacTu NtoAen ox-
paHAeMoi UM TeppuTopun. M3yyas MeCTHOCTb BOKPYT Ma-
MATHWKA, Mbl MPULLAY K BbIBOZY, YTO NaMATHUK JOJIXKEH ObITb
peLéH OYeHb CTPOro MO CUAY3TY, Tak, YTobbl cogepxaHne
durypbl UnTanoch Ha Nt060M paccTosHMUM. Jlydlleli TOUKOW
0603peHuns NaMATHUKA Mbl CUMTaeM yauuy JleHuHa, oTkyaa
BCE COOpY>KeHWe, MOCTerneHHO BbipacTas M3-3a X0JMa ac-
danbTVpoBaHHOrO MNyTW, Kak Hbl MOAHUMAETCA B BO3AyXe,
noguépkueas bypHoe, TeMnepaMmeHTHoe ABuKeHne boe-
BOro N€Tymka. Ha noctameHTe pacnonoxeHbl TpU ropesbe-
¢a, KOTO-pble NO CyLLecTBY ABAAIOTCA MPOAOKEHNEM ApYT
apyra. MpaBbli 65OKOBOW M306paxkaeT B3aMOAENCTBME Ya-
cten KpacHow Apmum ¢ aBraumen. lopenbed 3agHero daca-
[la apXMTEKTYPHOro NocTamMeHTa n3obpaxaeT 60eBoM NONET
3CKaAPUNBY TAXKENBIX HOMOaPANPOBLLMKOB B COMPOBOXAE-
HWUW uctpebutenen. Tema neBoro ropenbeda Ha NOCTaMeH-
Te — aBMaLMA, 3aLlLMTHULA CYACTAMBOW XM3HW Haweli Po-
AWHbI. CUNBHBI NOBOPOT FONOBbI 1ETYMKA BbIBOAWT ANLIO
B. C. Xonb3yHoOBa 13 TEHW, HEMWHYEMO CKPbIBLLIEN Ero ANLLO
OT 3puUTens, ecam Bbl OH CMOTPen NpAMo oT Boarw, a He BAoNb
eé 6eperos...».

B npoekTe namaTHuKa Ko63apro T.T. LLleBueHko
Ha BbICOKOM MOCTaMEHTEe BbICATCA AMHAMUYHblE
burypbl noata n paboumx, CAMBLUNXCA B e4NHYHO
N Bblpa3snTENbHY PUTMUUYECKYHO KOMMO3NLUIO.
XKecTbl pyK, CK1aAKn oAexXAbl, He yTpaunBas KOH-
KPeTHOCTH, KaK Bbl BbIXOAAT 3@ pamMKn 6yaHWY-
HOro NoBecTBOBaHWA. Haz Bcel CKyAbNTYpPHOWN
rpynnow Ha BbiCOTy 6osiee 29 METPOB CTPOMHO
BO3HOCUT CTPEeNy HECKObKO CTUIM30BaHHbIN MNOAB-
E€MHbIN KpaH, NpUAatoLLN/A KOMAO3ULMKN OTTEHOK
pPOMaHTUYHOCTW. benaloB ognH 13 Tex, KTO BBO-
AVT B XyA0XECTBEHHbI 06pa3 cBOero COBpeMeH-
HWUKa MY>XECTBEHHYHO PELUNTENIbHOCTb U AyLIEeBHOE
Tenno. B cooTBeTCTBMM C rnaBHbIM B XapakTepe
nepcoHa)ka OH NoAYEPKMBAET TO ApaMaTnyeckue,
TO IMpUYecKkmne, a Nog4vac efBa an He bykoanye-
ckme yepThl. Mpn BCEM 3TOM onpesenéHHbIn no-
NMMdOHM3M UyBCTB BCerga coxpaHsetcs, a obpas
OCTaéTCA, U OCTPOTa 3CKM30B MOHYMEHTaNbHO-
fAeKopaTUBHbIX KOMMO3ULMA NO3BOAAET CYAUTH
O TOM, UTO Ha NPOTAXEHNMN BCErO NPeABOEHHOIO
pecatmnetna M.T. benawos yBneuyéHHo paboTan
B cpepe CMHTE3a MCKYCCTB U rPajoCcTponTeb-
HbIX 3aMbICi0B. Ero npoekTbl 1 3CkM3bl NpuBe-
KaTeNbHbl, pa3yMeeTCsl, He TOJIbKO TEM, YTO B HUX
OTCYTCTBYIOT Takve HeraTuBHble YepThbl, kak byTa-
bopckas 6paBypHOCTb, HAaTypann3Mm, rMraHToma-
HWs, necTpoTa. [NaBHOe B HUX — HalieHHble 1w,
BO BCAKOM CJ/lyyae, peasibHO CyLLeCcTBOBaBLUME MO-
3UTMBHbIE KayecTBa, — 3T0 o0Hpasbl ANNTENBHOMN
BHYTPEHHEM NAacTUYeCKOWN XU3HW, coyeTatoLme
nadoc 6apoYHbIX NMPOCTPAHCTBEHHbIX PeLIeHWN
C KNaccuLmcTMyeckmm camoyrnybneHnem, camo-
co3epuaHuneM. Ero ckynbnTypsbl, paccynTaHHble Ha
HecneLHbI 06X04, Ha CMEHY COCTOSIHUS NPUPOA-
HOro OCBeLLEeHNA NPW pPa3HON Noroje, B cornacum
C NPOCTPaHCTBOM MJIOLLAAN U BCEW apPXUTEKTOHUKM
KOMM03Mumn peannsosaHHoro npoekta. M. l. be-
NawoB Npu BCeN UCKPEHHEN MOPbLIBUCTOCTU CBO-
€ro CKynbnTypHOro AapoBaHWA TOHKO olyLan
Mepy J03BOJIEHHOTO B NepeAave naacTmyeckoro
obpasa. OH Wén HeMHOro Bnepean NOHNUMaHMA
3puTens, BBOAA ero NocTeneHHo, kak bbl He cne-
La, B CBOW MOANMHHO NO3TUYECKMI MUp 0bpa3os
CKyNbNTYpbl. Ha nocnesHmMx pucyHKax CKyabnTo-
pa — ero cembs: XeHa — ckynbntop EkatepuHa
®énopoBsHa, cbiH Calla, BNepBble HepyLniics 3a ka-
paHzaw. MnacTmuka pucyHka, BO3BbILIEHHOE U NPo-
CBET/NIEHHOE YYBCTBO, 3a/I0XKEHHOE B CBOBOAHOMN
MbIC/IN XY OXHWKA, B €r0 KPacHOPe4YMBOM J1lako-
HW3Me, MOKa3blBalOT HaM, YTO Ha pybexe 1930-

1940-x ropoB, HakaHyHe BOWHbI, M. T. benawos
6bI1 yXXKe 3penbiM CKy/bNTOPOM, MacTepoM CBO-
el npodeccun.

C nepBbIx gHel npebbiBaHna Bo BXYTEMACe —
BXYTEWHe a0 nocneaHux aHel benaluos TwiatesbHO
wTyanpyeT MoHorpadumio o JloHatenno, TBOpUECKM
pa3BMBas NUCKYCCTBO CIOXKHOrO NPOCTPaHCTBEHHOTO
penbeda. B obpazax paboumx gna namMATHNKa-MasnKa
OH peLLaeT Te Xe BOMpPOChl XapakTepa NaacTuku, 4To
n b. Koponés B pase cBOMX Npou3BeAeHWI, a B Na-
MATHWKe X0/1b3yHOBY Te Xe NpobaeMbl apXUTEKTOHU-
KW, B3aMMOCBS3M, CONPAXeHNs GUrypbl MOHyMeHTa
C ero nocTaMeHToM 1 pesnbedamMu, 4TO CTOANM Me-
pes ckynbnTopoM Hukonaem AHgpeeBnyem AH-
ApeeBbIM B ero namaTtHuke H.B.Torosro nan nepes
ckynbnTopoM bopucom flaHnnosnuem Koponés-
biIM B ero namatHuke baymany. loBops o «[lorpa-
HUYHWKe C cobakol», HeM36exXHO 3aTparmBaeLlb
BOMPOC O TPaAULIMNAX, CIOXHO UAYLLNX, B3aUMOAEN-
CTBYHOLLMX €LLE OT NPOdECCUOHANBHON CKYALMNTYPbI
XVIII Beka,— c ogHoW cTopoHsbl, oT PegoTa Mea-
HoBuua LLlybuHa, ¢ apyro ctopoHbl,— oT Peogo-
cns ®époposunya LeapuHa. AHann3npys ropenbed
«Ha rpaHuue», HeNb3a He BCMOMHWUTb O «MaHTen-
CTMYECKMX» nouckax ckynbntopa AHHbl CeMEéHoB-
Hbl FonybkMnHOM B €€ paboTtax «Kouka» 1 «bepeska».
W ecam B 1929 rogy M.T. benalios cTpemMnnca K CuH-
Te3y apXMTEKTYPHO-CKYAbNTYPHbIX popM, npunbe-
ras K coyeTaHuo MeTana, rPaHnTa, K BBEAEHWIO
3BYKa, CBETOBOW apXMUTEKTYpPbl, Kak Ha NamMATHUKe
T.T. LLleBYeHKO, TO 3TV MHTEPECHbIE NPO6LI MpUBEY
K M3BECTHbIM AOCTUXXEHNAM, CaMV AaBanun Hanpas-
NeHve Byayium TBOpYeckMM nouckam. K npume-
py, B NpoekTe NnaMAaTHMKa M.TopbKOMY CKyabnNTOpP
ViBaH AmuTpureBny LWWaap couetan 6poH3y B dury-
pe, AMKUIM FpaHNT CKasbl MOCTaMeHTa U GasHC BeH-
La y NOAHOXMNA MOHYMeHTa.

Yuactne M. T. benawoBa B KOHKypcCe Ha NpoeKkT
namatHuka M. Topbkomy B MockBe 6b110 TBOP-
Yecku akTUBHbIM. MMaMATHUK B MocCkBe AOXEH
6b11 6bITb YCTAHOBAEH Ha MaHeXHOM naoLagu.
MpoekT namaTtHuka 3a astopcteoMm W. [. Lagpa,
cam no cebe ygauHbli, NpeBpaLyan MOHYMEHT
B LLEeHTP, OPraHu3yroWmn 1 rpynnnpyroLwmin Bo-
Kpyr ceba NpocTpaHCTBO BCEro paioHa, — cTapble
L0PEBOJIIOLMOHHBIE MOCTPOMKN U HOBOCTPOMKMY,
BK/AtOUatowme B ceba 3gaHne [loma npaButens-
CTBa, roCTUHULbI «MoOCKBa», HOBble KBapTabl
yanubl FTopbKOro,— B3aMMOCBA3bIBas €ro ¢ Npo-
cTpaHcTBOM KpacHol 1 MaHexHol naouiaaen
n pacwmpeHHbiM OxoTHbIM pagoMm. [MpoekT B. V. My-
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XWHOM, HA0BOPOT, — He NpeBpaLLan NaMaTHUK
B apPXUTEKTYPHO-CKYNbNTYPHYIO AOMWHAHTY, de-
N1as ero no4yTy NPoCMaTpUBatoOLLNMMCA HAaCKBO3b,
60s1ee TOHKO B3aMMOCBA3aHHbBIM C OKPY>KatoL MM
NPOCTPaHCTBOM. DTOMY cnocobcTBoBasa Heobblu-
Haa TpeyrosibHaa ¢opma naatbopmbl Nbegecra-
Nla, paccTaHOBKa Ha Hell HECKONbKUX GUryp,— Kak
camoro M. Topbkoro, Tak u [laHKo, nogbiMaroLLe-
ro cepgue-daken, n ap. M. T. benawos ogHako
COpUEHTMPOBaAa OOLYH KOMMAO3ULMIO NaMATHN-
Ka elWweé Ha OAWH CO3JaBaBLUMINCA B Te BPEMEHA
HOBBI MPOEKT PEKOHCTPynpoBaBLlerica Mocksbl
no naany 1935 roga,— ABopey, CoeToB. CKy/b-
nTypHasa MHorodburypHas komnosmuna «Bnepeg
K KOMMYHM3MY!». 3Ta KOMno3uums nsobpaxana
Ntozeln nepBbIX NATUAETOK U 06pa3HO B3aMMOC-
BA3bIBaJsacb C HapacTatoWmMMm o6bEMamMun 3Toro
TMraHTCKOro COOpPY>KeHMA. MbIC/NIbIO O HapPOAHbIX
cyabbax, o MecTe yenoBeka B MCTOPUM BCEW CTpa-
Hbl MPOHWKHYTbI 06€ CKYNbMTYpHble rPynmbl 3TOro
namatHuka. OgHa rpynna npegcrasaset durypy
mMaTepu, NpmknMaroLen Kk cebe MaajeHLa, KoTo-
POMY Cy>XAEHO BCTYNUTb B TPEBOXHbIV MUP,— Ha-
3BaHuWe rpynnbl «MaTb ¢ pebeHkom». Bo BTOpO
rpynne toHoLWa-3HaMeHocew, NajaeT, CPaXKEHHbIN
nynen. MaTb NOPbLIBUCTO YCTPEMASETCA K HEMY,
K 3HaMeHW, CMefio BbICTynas HaBCTpeuy KapaTe-
NAM,— Ha3BaHWe rpynnbl «3HaMeHoceL».

Cpepgu pabot M.T.benawoBa, co3saHHbIX He-
3al0/ITO ;O BOWMHbI, PUCYHKMN, 306paxatoLyme ero
6an3Kknx — xeHy E. ®. AnekceeBy-benaluoBy v cbiHa
Cawy. KctaTtn, BCe CKynbNTOPbI MPEKPacHO 3Haaun
Apyr Apyra v apyxunn. Korga poguaca coiH M. T. be-
NaloBa, To nx obLas 3Hakomas, MNepcuackas, npu-
wna, Kak Bceraa, c HopocTamu. FoBopuT, BCTpeTMaa
LLepByaa 1 coobymna, 4to BOT, MO, AnekceeBa CbiHa
poAnAa, Tak OH Tak NpuHsaA coobueHne: «Ob6s3a-
Te/IbHO HaA0 CXOAMTb MOCMOTPETb €€ MOCAeAHIOH0
CTaTyto»,— TO eCTb CblHa, byayuiero ckynbnropa-
aHnmanucta A. M. benawoBsa. 3aecb NCKYCCTBO Xy-
AOXHMKa HAaXOANTCA B pycae 06pa3HO-NaacTUYeckux
WNHTEPECOB MHOTMX MOCKOBCKMX U NEHUHTPAACKUX
XYH4OXXHMKOB-TpaduKoB.

MNMocnesHne NponsBeAeHNs CKYbNTOPa BbICTaB-
nanvce B 1942 ropy B I'TT Ha BbicTaBke «Bennkas OT-
eyecTBeHHas BOMHa». 3TO OblN NPOEKT NaMATHMKA,
CKY/bNTYpPHaaA KOMNO3NLMS B TPEX BapuaHTax, Nno-
CBALWEHHAsA NETUNKY-UCTPedbUTento, Kombpury AHa-
Toanto KoHctaHTrHOBMYY CepoBy, KpacHomy cokony,
lepoto Cosetckoro Coto3a, Hag kotopori M.T. be-
nawos pabotan BMecTe ¢ xeHow E. ©. AnekceeBoil-
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BenalwoBow f0 nocneaHero fHs nepes yxo4oM Ha
dpPOHT.

B nocneBoeHHble rofbl TBOpUeckMe paboThl
M.T. BbenawoBa oka3anncb HEM3BECTHbIMU LIN-
POKOMY KpYyry 3puteneln u nckyccrsoeegos. /3
CKYNbNTYP — NaMATHUK XONb3YHOBY, yLeNeBLINNA
B ropHune CTaanHIpaAcKolr BUTBbI, TUPaXUpPY-
rowanca komnosmuma «forpaHNUYHKK» U HeKo-
TOopble Apyrue paboTbl M NPOeKTbl, OCTaBLUMECH
B MacTepcKkol ckyabntopa. MNoanmHHoe nckyc-
cTBO 0b6nasaeT CBOWCTBOM He yTpaunBaTb CBOUX
kavecTB. B ckynbntype v rpaduke M.T. benawosa
ANA Hac OTKpbIBaeTCA cojep kaTesnbHasa CTpaHu-
1A 3a6bITOM XyA40XECTBEHHOM NETOMUCK CTPaHbI,
6osbWwoN NoaTnyecknit mmp. Konopurctmueckne
3CKM3bl C COUETaHMAMM XENTOrO, CUHE-ToNy60ro,
3eNEHOT0 C OXPUCTO-KPAaCHbLIM UAK YEPHO-6YpPbIM.
KpacHopeuuBbl 1 Apyrue 3cKu3bl, Ybs Npamas arv-
TaLMOHHOCTb XMN3HEHHa U ybeanTenbHa 6aarogaps
obuwemy 3ambicy, NONHOKPOBUIO BCeX 06pa3os.,
BBeAEHHbIX B n30bpaxeHune. Kak n gpyrue xyaox-
HUKK Tex neT, M.T. benawos cTpemuaca cosgatb
obpa3s, B KOTOPOM Halén 6bl CBOE NpOorpamMmMHoe
BOMJIOLLLEHNE naean anoxu. Mnogbl 3TMX NOUCKOB —
B KaXKA0W M3 Ha3BaHHbIX Bblle ero pabot. OHu
COCTaB/AOT KPYT POACTBEHHbIX APYT APYTY COLM-
aNbHbIX TUNOB, YEN0BEYECKNX COCTOSIHWUIA: MposeTa-
puveB B NaMATHUKax JleHnHy u LLleBueHKO, BKAtOYas
MUWPHbIX KONXO3HUKOB Y CTaja, «/leByLuKy C nety-
XoM», «OTabIXatowero gnckobona», KOMNO3NLMK
«J18TunK», «MorpaHnyHUK c cobakoi», «Ha rpaHu-
Le», MPOeKT KOHHOro NamATHMKa, obpas nétumnka
Xonb3yHoBa, Npu3blBatoLLEro 60eBbIX COPaTHUKOB
YHUUTOXUTb BpaXKeckrne CamMoETbl, MOCATHYBLUNE
Ha XXW3Hb ¥ MUPHbIV TPy HapoZa. YXKe B 3TUX ero
Npoun3BeAeHMAX Mbl BUAMM pa3zHoobpasne oTTeH-
KOB, MHTOHAaLMI B BblpaXeHUN My>XecTBa, peLum-
MOCTW, AyLIEBHON pasocTy, boapocTu repoes. 3Ta
MOJHOTa OLWYLLEHWNIA XN3HM XapaKTepHa ANA UC-
KycctBa M. T. benawoBa, genaeT ero TMMNNUYHbIM
AN AYYLWNX XYAOXKECTBEHHbIX MOWCKOB TON NOPbI.
Mbl y>xe oTMeYanu, 4To No cknajy CBOen HaTypbl
M.T.Bbenawos 6bla CKAOHEH K CBETAOMY, A06pO-
MYy, YUACTOMY B Npupoge n yenoseke. Ho rnybu-
Ha ero BOCMPMUATUA XN3HW Oblna TaKOBOW, YTO
eMy He YyXAbIMW OKa3blBaAuCb N KOHQANKTHBIE,
ApamaTnyeckmne, CypoBble CUTyaL MM U XapakTepsbl.
TakoBbl MHOTVeE rpaduyeckme NUCTbl, CO34aHHble
XYAOXHWKOM Ha [lHenpocTpoe. TakoBa n3BeCcTHan
CTPOrocCTb, HANPAXEHHOCTb penbedOB K NaMATHMN-
Ky XO/Ib3yHOBY W ABYX BapWaHTOB KOMMNO3ULMHN

«PaHeHHbIN 6oeu». MNoNHOTa OLYLLEHWS XU3HY,
OCHOBaHHas Ha onpefenéHHbIX 3TUYECKMX U ICTe-
TUYECKMX NpUHLMNax, BbipaXxanacb U B OTHOLe-
HUW CKYNbNTOPa K XyAO0XECTBEHHOMY HaCaeAuto.
B npoekTe penbedoB Takaa nnactnueckas maes
Bblpa>keHa B COMOCTaBAEHUN HECKObKMX CKYJlb-
NTYpPHbIX 06BEMOB. [NOBEPXHOCTb 3TUX MOHOJINTOB
npespaLlleHa B pa3HOBbICOKME penbedbl.

Ewé so BXYTENHe M.T. benawos yBnekcs pe-
LeHWEM 3aJ,aun BblpaXKeHWs pa3BEPHYTOro BO Bpe-
MEHW AencTBMS, 0bpaLLasnch K penbedy co COXKHON
NPOCTPaAHCTBEHHOW TpakToBKOM. B Hauane 1930-x
rogos Ans JIeHWHrpasa NpoeKTUpOoBaiCs B Kaye-
cTBe Maska namatHuK B. W. JleHnHy. Xopowo n3Be-
CTeH npoekT ckynbntopa A. T. MaTtBeeBa, rae pajom
¢ durypon Mnbmua, ykasbiBatowwero Ha NpocTopsbl
COBETCKOW 3eMU, CTOAT GUrypbl paboumx, n oAmnH
N3 HUX Jep>XnT 3HaMA. OBLLNIA CnNy3T CKyAbNTYp-
HOW rpynmnbl OYEHb CJAOXEH W OTYACTU HanoOMMU-
HaeT MOTMB KOJIOHHaAbl C PeLE&TKON orpagbl, rae
0b6pasHO KpacHOpPEeUMBbI U BepTUKalbHble 0OBLE-
Mbl, U MPOCTPaAHCTBO NPOEMOB. B nckycctBe Tex
NeT TakXXe BO3POC/J0 BHUMaHWE K Bblpa3nTeb-
HOMY MCMNOJ/Ib30OBaHMNIO, CMEHE PUTMOB, B YaCTHO-
CTW, K TaKoMy peleHuto npuxoamnn A.T. MaTeees
B 3CKM3ax NaMATHMKa KpacHoapmeriuam B Jaypun.
Ana npoekta M.T. benawoBa Takxe xapaktepeH
nepecyéT B NPOCTPaHCTBE naactuyeckmx Gopm
M Le3yp, HO B l]aHHOM C/ly4ae 3HaMA Pa3BEPHY-
TO W NaacTuyeckm obbveamHaeT rpynny pabouux,
Aenas eé bonee LebHON, HANOMUHalowWelr Hawl-
Hto nuHkopa. Cama durypa JleHnHa, B CBOKO ouve-
peab, NONyYMAach AUHAMUYHEE N NPU3bIBHEE, YeM
y yuntens MateeeBa, byayum no naactvke 6onee
OpraHW4YHOM, KaK U pelleHne obpa3os pabouux,
OY€eHb BEPHbIX B CBOEN CYpPOBOWN, HEMPEKAOHHOWN
N UCKPEeHHEW pelumMocTn. B TpakToBKe AuL, OLLy-
TMMO rny6okoe 3HaHVe HapOAHbIX TUMOB U OCTPO-
Ta XXU3HEHHbIX BreyatneHni. Ecam A, A. [leiHeka,
co3gaBasn «O6opoHy JleHnHrpaga», UCNONb30Ba
3CKM3bl N 3apPUCOBKMW, cAenaHHble UM Ha JloHbac-
ce, To M.T. benawos Bocnosb3osanca rpapmye-
CKUMW INCTaMW, CAeNaHHbIMWU BO BPEMS MOE3AKU
Ha [lHenpocTpoi. /IMeHHO TaM OH BbINOAHWUA 60-
Nee pecatu kpynHodopmaTHbIX NopTpeToB pabo-
UMX U UHXXEHEPOB C XapaKTEPHOW MOCTaHOBKOW MX
duryp v BoipaxeHvnem anu. Mnaaa Ha 3Ty rpadu-
Ky XyA0>XHWKa, YyBCTBYELLb OMbITHYH PYKY pUCO-
Ba/ibLLMKaA, YMEIOLLEro KOHLLEHTPUPOBATb AeTaaun
B LL&/IOCTHbIN AYXOBHO-MCUXONOrMYecKknin obpas,
“ BCMOMMHaeLlb O NJ10A0TBOPHOCTM NPOrpamMmm o6-

yueHus, pazpaboTaHHbIX ewé B MimnepaTopckomn
akageMuu v nepelweamnx ¢ 6oem B cmcremy npe-
noaaBsaHua Bo BXYTEMACe — BXYTEVHEe. 3aecb
COXPaHWAN, NPUYMHOXWUAN, YTBEPAUAN BCE caMoe
Nydilee 13 NPOLLIOTo — eANHCTBO LBETOBOTO, N-
HeapHOro 1 06bEMHO-NPOCTPAHCTBEHHOTO MblLL-
NeHnsa ByayLnx CKyNbNTOPOB.

KoHkypc Ha namaTHuk T.T. LleBuyeHko 6bin 06b-
ABneH B 1929 roay. MepBbl Typ KOHKypCa CO-
ctoanca B 1930 rogy. [na yyactna B HEM Gbiin
npuraaweHbl KpynHenwme ckyabnTopbl CTPaHbl
n 3apybexHble macTepa. K KOHKypcy gonycka-
NINCb TakXe CTYAeHTbl Pa3INYHbIX XyJ0XeCTBeH-
HbIX BY30B. bO/bLIMHCTBO @aBTOPOB NMOCTPOWN CBOW
3aMblCeN Ha TPaKTOBKe CTUXOTBOPHOro «3aBeLla-
Hua» T.T. lleByeHKo. B HEM MO3T Npu3sbIiBaN Ha-
poA npeAaTb €ro TeNo POAHON 3emJe, BOCCTaTh,
pa3opBaB Lenn 1 OKPOMNMUB BOJILO «3/10K0 Bpa-
Xeckot KpoBbto». Kob3apb roBopun 0 «cembe
BOJIbHOW, HOBOW». [103TOMY 1 6ONLLUMHCTBO Npea-
CTaBJIEHHbIX MPOEKTOB TaK UAU MHaYe NANIOCTPU-
poBaso 3T Mbicaun. Mo 3ambicny M. T. benalwosa
peBONOLMOHHBIA Npu3bie T.T. LLeBUeHKo cmeno
n ybeantenbHO CBA3aH CO CTaHOBJIEHWEM PEBO-
NOLMOHHOTO ABUXEHUA U AENCTBUTENBHOCTLIO
ero BonaouleHus. Becb NnpoekT NpoHn3aH TeMow
BoMoLWEeHNs 3To MeuTbl. Meutbl T. T. LLleBUeHkoO
N MeuTbl CTpoUTeNell — COBPEMEHHNKOB NePBOL
NATUNETKM O CBETNOM rpaaywem. MoaT, Bonao-
WEHHbIA B MOry4Yem AyXOBHOM nopbiBe, obpa-
3yeT BMecTe ¢ 06CTynuBLWMMM ero pabounmu
€AVHbIV Bblpa3nTeNbHbI 0bpa3. Bca ckynbntyp-
Has rpynna noAHATa Ha BbICOKMIA NOCTaMeHT, psi-
fAOM C KOTOPbIM BO3HOCUTCA NMOABEMHbLIA KPaH.
Tpocbl, coeanHAOLLMNE M0 C 3eMIEN, HE TONBKO
HanmoOMWHAaOT CTPYHbI KO63bl, HO M NpW onpeje-
NEHHBIX YCNOBMAX AOKHbI 6bINN 3ByYaTb Ha Be-
TPY. 3ajyMaHHble B MPOEKTE JlyUYn MPOXEeKTOPOB
AOJKHBI HbINV BXOANTDL B AAHHYIO KOMMO3ULNIO
OpraHn4Yeckom YacTbto KaK CBETOBAA apXUTEKTY-
pa. 31oT npoekT M.T. benawosa, B #aHHOM cAy-
yae, oveHb 630K NO CBOEMY apPXUTEKTOHUUYHOMY
peLleHnto K TaKUM M3BECTHbIM KOMMNO3ULMAM, Kak
«bawHa Tpetbero ViHTepHaunoHana» B. Tatau-
Ha 1 «bawHa OkTabpsa» W. YankoBa, YbUM OT-
3BYKOM CTaja no3jHee KOMMNO3MLMA-YCTaHOBKA
B UecTb XX rofoBLnHbl OKTABPbLCKON peEBONOLLUN,
cnpoekTupoBaHHas B. TatanHeim, A. 3eneHckuM,
I. Py6nésbiM 1 H.MpycakoBbiM. Kak v gpyrue xy-
LOXHUWKM TOro BpeMeHun, M. . benawos ctpemun-
CSl UCMONb30BaTb CUHTE3 XYA0XECTBEHHbIX POPM,
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HOBble Bblpa3nTe/ibHble CpeAcTBa U AOCTYMHbIE
Torga matepuansl. Hanpumep, B npoekTte B. V. My-
XMHOM coYeTanncb 1 Kpyrnas ckyabntypa, u 6a-
penbed, U KOHTppenbed. B naMATHMK BBOAMANCH
CTpyW BOABI, CUMBOAN3NPYIOLWMe JHenporac, Bcé
3TO AOMOJ/IHANOCH 3ByKaMu BpaLllatoLenca Typ-
61Hbl. OpraHnyeckas CBA3b repos C BblBUHYB-
Wen ero cpeaon, NoanpoHms obpasHbIX CPEACTB,
rnybokas pa3paboTka CKyAbNTYPHOro NPOCTPaH-
CTBEHHOro Hbapesnbeda,— C 3TUM Mbl BCTpeYaeM-
€A B NaMATHUKe NéTUunky-repoto B. Xonb3syHosy,
ycTtaHoBsieHHOM B CtanuHrpage B 1939-1940-x
rogax, co3gaHHom ckyabntopamu M.T. benawo-
BbIM 1 E. ®. AnekceeBoii-benawosoin. HanomHum,
yYTO BO BTOpOM nosoBuHe 1930-x rogoB co3aa-
BaJNOCb HEMano Npoun3BeeHUn JOBOAbHO Ha-
HaNbHbIX, MOBEPXHOCTHbIX. /IX aBTOpbI Ha cioBax
CTPEMUANCH K XXMBOMY OTOBPaXKEHWNIO COBPEMEH-
HOCTW, a Ha Jene OrpaHnYnMBaNnNCb TeM, UTO BOC-
npounssoauan bosee nanm MmeHee noxoxee Teno
HaTypLyMKa, NoCcTaBJeHHOro B 3dpdekTHyro nosy
“ cHabXéHHoro atpnbytamMu TOW AN MHOW Nony-
napHon npopeccun. Takme NOCPEACTBEHHbIE, CyxXue
W HEBbIPa3nTesbHbIE «<YAAPHUKU», «CTOPTCMEHKM»,
«KPacHOGNOTLbI» MOABAANNCH HE TOJILKO B BbICTa-
BOUYHbIX 3a/1ax, HO U B ropogckon cpege. OgHako
He cnepyeT nosaratb, UTO B oAbl NEPBbIX NATU-
NeTOK He MPOoAOAXKAANCL MAOLOTBOPHbIE MONCKN
Taknx 06pa3HbIX peWeHN, B KOTOPbIX FNaBHbIM
CpesCTBOM BOMOLLEHUS rNyH6OKOW NaacTu4eckonm
naen cnyxuna ckynbnTypHas TpakToBKa KpacoThl
yenoseyeckoro Tena. M. benawos n E. ®. Anekceesa
Takxe ymenun obxoamntbca 6e3 atpnbyTtos, JoBepAs
A3bIKY apPXUTEKTOHWKM W MAACTUKK, KaK YMenun pac-
KpbIBaTb 1 N1aCTUYECKYH MO33UI0 COBPEMEHHbIX
npesMeTOB BOMHCKOTO Y CMOPTUBHOTO CHapsaxe-
HuA. XapakTepy M. benawoBa 6b110 CBOWCTBEHHO
ollyLieHne Npupoabl, OLLyLIeHNe eCTeCTBEHHOIO
UesI0BEKA, XXMBYLLLETO B TaPMOHUW C OKPY>XKatoLLUM
MUPOM NPUPOAbl. XyAOXHWK MbITascs BONAOTUTb
CBOE NpeACTaBAeHNE O XXU3HWN B TapMOHMNYECKMX
CBET/IbIX M BO3BbILEHHbIX 06pa3ax.

B 1934 roay nocne TBOpYeCKMX NOE340K Ha YKpa-
NHY 1 NpebbiBaHnA B JleHnHrpaae M.T. benawos
MPUWHSAAN yyYacTve B NePBO MOCKOBCKOW BbICTaBKe
MOJIOZbIX XYAOXHMKOB. B N3BECTHOM CMbICAE 3TO BblI-
CTynaeHue AnA CKyAbnTopa 6bi10 NPUHLMMNAIBHBIM.
W He cnyyaliHo, 4TO aBTOpP MoKasan Takyto paborTy,
Kak «/leByLlKa C NETYXOM», U MO MOTUBY, 1 MO NCMOA-
HEHWIO CTaBLUYLO NporpaMMHol. OTHOLLEHNe coBpe-
MEHHMKa K NpUpOoJe, CyTb, OTTEHKM 3TOTO OTHOLLIEHUA
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66111 ans MHOTUX MacTepoB 1930-x roAoB NPUHLM-
nuanbHbIMK. B cTaThe o TBopuecTBe Capel JlebegeBoi
W.Canero® BepHO HalLén xapaKTePHOCTb UCKYCCTBa
XYAOXHULbI B BbIPAXKEHUN O TOM, YTO AefaeT Nto-
Ael «CaMOBbITHOM YacTbh, HEOObIKHOBEHHO padu-
HWPOBAHHOM N CBOEOBPa3HOMW, HO BCE Xe YacTbho
enHOM NpMpoAbl». He NpocTo neisaxHble MOTUBSI,
a rnybokoe, CI0XKHOe, Kaxbli1 pa3 HOBOEe YyBCTBO
NpUPOAbI, MPUCYLLEe NyYllemMy B antepaType u uc-
KycCTBe MepBbIX NATUAETOK. Ta e TeMa No-CcBOeMy
npeTeopseTcs B paboTax CKy/sbNTOPa, rAe YenoBek
N306paxeEH cpeamn NPUpPOAb!, PALOM C €€ pacTUTesb-
HbIM M XXMBOTHbIM MUPOM. TakoBbl U MUPHBbIE, U Oa-
Ta/bHble MOTVBbI, KOTAa MacTep NenuT OTAbIXatoLLMX
KOJIXO3HMKOB, MOrpPaHUYHMKa C CO6aKon, A030p Ha
rpaHuLe, apmenckme MaHeBpbl. Durypbl atogen, na-
cylieecs CTafo, KOMMO3NLMOHHO O6beMHEHHbIE fe-
peBbs 06Pa3yHOT LIENOCTHYHO NAACTUUECKYHO rpynmny.
B pabote «lMorpaHnyHmk ¢ cobakoi» xaHpoBoe pe-
LeHWe TeMbl NpuobpeTaeT opurnHasbHble GOpMbI
BOMJIOLLEHMS, 0Bpa3HO oborallaetcs baarogaps Bee-
AEHVIO SKCMPECCUMBHOIO ABUMXKEHUS durypol boriua
n BTOpALLLEro emy n3rnba Hanps>KEHHOro Tena ro-
TOBSALLENCA K MPbIXKKY CUABHON 1 TMBKOM OBYapPKMK.

B ropenbede «Ha rpaHuLe» XyA0XHWK pa3Bu 3T
KauecTBa. [JBM>KeHMA NOrPaHNYHNKOB CNOXHO CoYe-
TatoTCA C NaHAwadToM, BOCCO34aHHOM pacTUTeNb-
HOCTbHO, py4YbéM. B puTMax aBuxeHus npeobnasatot
OKpYr/ble, CMpaneBnaHble TeMbl. B 310 ckynbnTy-
pe HalamM CBOE BOMJIOLLLEHWE NaacTMyecKmne noncku
CKyAbMTOpa B 061aCTN 06BEMHO-MPOCTPAHCTBEHHBIX
peleHnin. B pesbedax Ha nocTaMeHTe AN NamsT-
HWKa XoNb3yHOBY Npupoja He asasetcad GOHOM
VAN yKpalleHWeM, a akTUBHO AeNCTBYeT U npes-
CTaéT OpraHMYHOM YacCTbtO BCErO CKYJ/bMTYPHOrO
3amblcna aBTopa. «MpaBbii bokoBon penbed,— nu-
can M.T. benawo,— n3obpaxaeT B3aMMOAeNncTeme
yacten KpacHon Apmun ¢ aBramein. KOHHUKKN ocax-
MBAtOT CTPEMUTESIbHBIN Ber iowagew, Brnepés B rpo-
XOTe M MblN BblPbIBAKOTCA HECYLLMECs Ha NPOopbIB
HbICTPOXOAHbIE TaHKK, B BO3JyXe UX OnepexaeT uc-
TpebutenbHasa aBnaums. MowwHbIn Ay6, faBas Hava-
J10 BCeW KOMMO3ULMK ropesibeda, CBOUMU BETBAMMU,
METHYBLUMMWCA B CTOPOHY OT HaJleTeBLUEero BUXpPS,
CO34a€T HacTpoeHue Bypu»*.

B tBOpyecTBe M.T. benawosa, B ero KOMNO3ULM-
AX, M306pakaroLx KpecTbAaH CO CTafjoM, B pabo-

3. Canero W.I. MpeameT n popma. Ponb BOCNpuATMSA MaTepu-
aNbHOW cpesbl XyAOXHWKOM B CO3AaHNN N1acTUYeckomn pop-
Mbl. M., 1984,

4. Taseta «CranuHrpagckas Mpasga», 1940, 17 Hos6ps.

Te «Ha rpaHuue», B ero penbedax Aaa naMAaTHMKa
X0/1Ib3yHOBY HalLAM BOMJIOLWEHNE MHOTOYNC/IEH-
Hble NaacTMyeckme NOUCKM CKyabnNTopa, KOTopble
He Bcerga o406pAannCh, a Nog4ac anpropHO Onpo-
Beprajancb KPUTUKON®.

HaM HEeCOMHEHHO KaXeTcs, YTO Ha CTaHOB/EeHWE
M.T.benawoBa oka3anun ocoboe BanaHue B. . My-
xuHa 1 N. C. EpumoB®, kotopsbiii ¢ 1918 no 1930 roa
npenogasan B TCXM — BXYTEMACe — BXYTEN-
He. M. C. EbnmoB — npodeccop, ¢ 1926 no 1927
rog—3amectutens npegcesatens ObLiecTBa pycckmx
ckynbntopos (OPC), uneH obbegnHeHnn «bpura-
Jla CKynbnTopoB» («bpuraga BocbMu») 1 «4Hetbl-
pe nckyccTBa». 12 net OH npenogasan CKyaAbnTypy
B BbICLUMX XyA0XECTBEHHO-TEXHNYECKMX MACTEPCKMX
(BXYTEMAC), 3aTem — B Bbicluem xya0>KecTBeHHO-
TexHn4eckom nHctutyTe (BXYTEMH) B Mockse (1918-
1930). bbin 3amecTutenem npeacesartens ObwecTea
pycckux ckyabnTopos (1926-1927), uneHomM MHOrmx
TBOpYECKMX 0bbeanHeHUn. K 3ToMy BpeMeHMU oT-
HOCKTCA M NoAAMHHOe n3obpeTteHune EdrmoBa, ero
3HamMeHuTas «CKybMTypHasa rpadurka», Nam «CKBO3-
Has CKyAbNTypa».

Ecamn o ckynbntope M. T. benawose nucanu ewwé
5,0 BOWHbI U OH NJIOJOTBOPHO MPUHMMaN yvactue
B KOHKYpCax Ha BOMIOLLEHME NaMATHUKOB, TO TBOpP-
yecTBO ckysbnTopa leoprua CeméHoBnya KpaHua
npakTuyeckn bbino He nccnesoBaHo. [lo ceHTAbPS
2022 roga cyabba XyAoXKHMKa U ero TBOPYECKUI MyTb
6bIAM NpakTMyeckn abconroTHO HensBecTHbl. Cay-
4aliHo B apxuBe ckyabnTopoMm [1. B. lobponto6oBbiM
6bIAN HalAEHbI YHUKabHbIe AOKYMEHTbI U GOTO-
rpadum ero pabot. CerogHsa 310 nepsas 3a Nocaea-
Hue 93 roga 1 Hanbonee nosHas NybaAMKaLMSA O ero
KpaliHe KOPOTKOM TBOPYECKOM MyTU.

MepBble 3aHATUA CKyAbNTYpoK Hayan B Kne-
Be B 1920-1921 rosax B Xy0XXECTBEHHOW LLKOE
B.B.KnumoBa. Ha cneaytowmia rog npvexan B Mo-
CKBY W MOCTYNWA Ha CKyAbNTYPHbIA dakynbTeT BXY-
TEMACa, koTopblin okoH4uA B 1929 rogy. YuacrteoBsan
B XY O>XKeCTBEHHbIX BbICTaBKax ACCOLMaLIMM XY 0XK-
HuKoB pesostoumm (AXP), B TOM uncie u robunen-

5. M. benawos. OTKpbITVE NaMATHMKA. «CTannHrpagckas npas-
Aa», 1940, 17 Hoabpa. «..lMombiTka B KPYrAoi ckyabnType
n306pasunTb AepeBo Bcerga obpeyeHa Ha Heygauy. 9T0 06b-
ACHAETCA NpeX/e BCEro TeM, YTO B CKy/IbMType YenoBek —
Mepwao Bcex Belen... Jnf n3obpaxeHns YenoBeyeckom
burypol, JaHHON B HaTypasibHYHO BENNUVHY, exallein nin
CTOSAILLEN NOJ AePEeBOM, HY>HO ByAeT AaTb JEPEBO B €10 pe-
anbHbIX pa3Mepax. CregoBaTelbHO, Ha TaKyto KOMMO3MLMIO
MOXKHO TOJIbKO PeLLMTLCA B MaNol CKY/IbMTYPe, HO M TaM He-
paBeHCTBO Macc by/aeT Bbi3biBaTb HEMPUATHOE YyBCTBO>.

6. Edumos E.C. nepBblil cieBa Ha rpynnoBoi ¢potorpadum
ckynbnTypHoro knacca BXYTEMHa — BXYTEMACa.

Holi — «15 net PKKA» B Mockse (1933). MpeacTtaBun
TMNCOBYO KOMMO3MLIMIO «3eMrycap 1 cectpa MUo-
cepana». Penpoaykuma ckynbntypsl ['eoprua Kpar-
ua «Matb 1 nuTa» Gblia onyb6aMKoBaHa B XypHase
«KpacHasa Husa», N2 46 3a 1929 rog,.

Ckynbntop I. C. KpaHL, He yyacTBOBan B 0bLe-
COMO3HbIX KOHKYpCax NaMATHWKOB, OH JOCTONHO
N C npunexaHvem pabortan B cncreme Xygoxe-
CTBEHHOro GOHAa, KPOMOT/AMBO BbINOHAN 3aKa3bl
AEeKOPaTUBHOM CKYNbNTYPbI AN TUPAXMPOBaHUs
B Mapkax v ropoACKON cpese W, KOHEYHO, TPYAUI-
CA Haj, CBOMMMW TBOpYECKMMU paboTamu. B nHctu-
TyTe . C. KpaHy cbamsmnca c npenogaBatenem,
npodeccopom Mocnpom Mownceeesnuem Yariko-
BbIM, OTYaCTX W3-3a TOTO, YTO OHW HbIAN 3emnsaka-
mu, n3 Knesa, xotsa YalikoB Oblf HAMHOTO CTapLue.
. M. Yankos 6bin1 dnnocodpomM oT CKyAbNTyphl,
OH MOCTOAHHO WCKaJl HOBble BeXn B n3obpasu-
TesbHOM nckycctee. OgHaKo CO BpeMeHeM ero
B3rNAfbl Ha NepPCneKkTUBbl Pa3BUTUA UCKYCCTBA
n3MeHUanUCb: YallkoB nosaran Tenepb, YTO NyTb
K HEMY JIEXXUT B CO3/J@aHUN HOBbIX 3KCMPECCUBHbIX
dopm, COOTBETCTBYHOLLMX BHEHALMOHANbHOMY «HO-
BOMY Mupy». B 1921 rogy YarikoB onybankoBan
B U3A4aHHOW Ha nanw 6powwtope «CkynbnTypa»
CBOE& nporpamMmMHoe 3asaBeHune, rae oTkasblBaacs
n OT 3THOrpadmyeckoro cogep>xxaHua, n ot onb-
KJOPHOTo AW NPUMUTUBUCTCKOrO cTuAs. Ha npo-
TaxeHun 1920-x rogoB B TBOpUecTBe YankoBa
aBaHrapAncTckue naeun ycTynuam Mecto peanmsmy,
a 3aTeM 1 COLManmMCTMyeckoMy peanmsmy. Heko-
TOopoe BpemMs YakoB NbiTancs NpUMUPUTL NPO-
TUBOMONOXHbIE TEHAEHLWNW; TemaTuKa ero pabot
CTafna «COBETCKOM», HO GOpMa NO-MpPexHeMy Ta-
rotesna K KOHCTPYKTMBU3MY: paboTbl «JIeHWH-0-
paTtop» (1927, TpeTbsaikoBckas ranepes, Mocksa)
nnn npoekt «bawHsa OkTabpsa» (1929, He coxpaHu-
lack), CO3JaHHbIN NOA ABHbIM BAMAHMEM B. Tatan-
Ha. Heckonbko net Yankos Bo3riasaset Obuiectso
PYCCKMX CKYAbMTOPOB. Bo BCelt 3TOM BYpHOM, OTHYM-
MatoLeh MHOTO SHEPTM AeATENbHOCTU OH HU Ha
MUHYTY He 3abbiBaeT 0 TBOpUecTBe. VIMeHHO B Te
rofbl 3aknajbiBaetcs GyHAAMEHT YCNEWHONW MHO-
ronetHen pabotbl Mmactepa. OHa HEpPOBHa, B Hel
MOXHO YBWAETb CBOHO 3BONIOLMIO, HO B MpUHLMMeE
TBOpYecTBO YalikoBa ABaseT cobo NpuMep efuH-
CTBa, BHYTPEHHEN BEPHOCTM CBOEMY MCKYCCTBY.

YankoB BbICTynan v BbICTynaeT Kak noprpe-
™MCT. OcobeHHO 3HauUnTeNIbHbI ero NopTPeThl Xy-
AOXHWKOB W NuncaTenel. Ero «mogensammn» 6uiamn
B. ®aBopckuin, K. ictomuH, C. Tepacmumos, J1. Kut-
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ko, K. YykoBckuin. Heckonbko pa3 oH BO3BpaLlancs
K n3obpaxeHunto Maskosckoro. MopTpeTbl Yaii-
KOBa He MpeTeHAYT Ha BCHO MOJHOTY pacckasa
o yesnoeke. OH NOAYEPKMBAET TO HEMHOrO€ Xapak-
TEPHOE, YeM 1 3aNOMMHAETCA YenoBeK, HO B 3TOM
HEMHOroOM HepeaKo camas CyTb XWU3HW YesoBeka.
Ha npotsxkeHnn MHOrux net YaikoB MHTepecoBa-
cA npobaeMamMu CMHTE3a MCKYyCCTB 1 paboTan no
CKYbMTYPHOMY OQOPMAEHNIO MHOTUX BbICTaBOK
y Hac B cTpaHe u 3a pybexom. Ero nHtepecosanu
N COBCTBEHHO AeKopaTuBHble Beln. Tak, B cepe-
avHe 30-x rogoB XyAOXHWK UCMOJAHWUA Ha 3aBoje
B KoHakoBO psig HeHONbLIMX KEPAMUYECKUX CKYb-
nTyp u penbedos B usete. Bot n I. C. KpaHu, ysnaes
€ro KepamMuKy, 3aropesica 1 cenan HeCKoIbKO aHu-
MaJIMCTUYECKMX CHOXKETHBIX KOMMO3ULMIA, B YaCTHO-
ctn «ycb». VI gaxe npocun xypoxHuka Ncnaopa
lpuropbesnua ®purx-Xapa, KOTOPbI TakKe pabo-
Tan B [opoake Xy40>XHUKOB, MPOKOHCY/IbTMPOBaTb
ero, Kak ay4lue nokKpacuTb Kepamuky Kpackamu
419 NOArNasypHOM pocnucy n nocaeayrowero ob-
XWra B neum.

Ho, noxanyn, Hanbonee npumeyatesbHbl B TBOP-
yecTBe YakoBa AMHaMUYHbIE FPyrNMnoBble KOMMNO3K-
LK, KOTOpble, Kak HaM KaXeTcs, CUJIbHO MOBANAAU
Ha CTaHoBJIeHMe 0BPa3HOro CKyNbMNTYPHOrO MblLLe-
Hua ctygenTa . C. KpaHua. VM 6b1am co3gaHbl 0UeHb
KpacuBble OAHO- 1 ABYXPUIypHble KOMMO3UL MK AO-
BO/IbHO 60/IbLLOrO pa3Mepa — A0 ABYX C MONOBUHOWM
MeTpOB. M XOTb 3TV KOMMO3ULMW BblW BbIMOAHEHDI
Ans KombuHaTa XygoxectBeHHoro GpoHaa Ans Tmpa-
XWPOBaHMWsA MO BCEN CTpaHe, BHE 3aBUCMMOCTM OT
3TOro nopaxaeTt yANBUTENbHOE 3HaHWe aHaTOMUK
M NAACTUKM HaTypbl, MOAENN B 3TUX MPOU3BEAEHMSAX,
Takux Kak «MaTb 1 guTa» (onybamkosaHa nog N2 3
B XXypHase «KpacHasa Husa», N2 46 3a 1929 rog noga
Ha3BaHuem «CoBpeMeHHas cKyabnTypa» (rpynna ana
AOMa OTZbIXa) BMECTe CO CKY/IbNTYPHOW KOMMO3ULM-
et noa N2 4 ckynbntopa uHUyuane? CTpykoBCKOro
«Pabounin» (rpynna ans napka KyabTypbl U OTAbI-
xa)), «KynaHune» n apyrue. Npnyém ykazaHo,— Tpu
nocnegHve paboTbl BbIMOJHEHbI AUMAOMHUKAMN
ckynbnTypHoro ¢akynbteta BXYTEMHa. K atomy xe
BbIMYCKY MPUHAANEXNT MHTEPECHBIA U COXKHbIN
no 3amblcay NaMATHUK «OKTABPbCKOe BOCCTaHWeE»
Moropenosa.

Boobue, Hafo ckasaTb, YTO YPOBEHb MOArOTOB-
K ckynbntopoB Bo BXYTEMACe — BXYTEVIHe 6bin
HEBEpPOATHO BbICOK, Tak Kak KOPHW akajeMmnyeckmx
ANCUMMAVH WA ewé oT VMiMnepaTopckon akagemMmm
XYA,0XeCTB. 9TO 0COOEHHO ACHO BMAHO U3 AUMNIO-
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ma ckynbnTopa I. C. KpaHua 06 okoHuyaHun BXYTE-
MACa — BXYTEVHa.

Hapo ckasaTb, uto 6biBlLINI cTyaeHT M. T. bena-
woB — oaHokawHwk I'. C. KpaHua,— K TOMy BpemeHu
cTan yxe npopeccopom 1 3aBeayronum kabespor
ckynbnTypHOro dakynbteta. A 31 oktabpsa 1932 roga
leopruin CeménoBuny KpaHu, Bctynua B MockoB-
CKWI COHO3 COBETCKUX XYA0XHUKOB-CKY/bMTOPOB.
Ero 6unet NQ 27. Mognuce Ha Bunete: npescesa-
Tenb MNpaneHna MOCCXC P. Mogko. [a, 370 MMeH-
HO MOAMNWCb NereHgapHoro npodeccopa Pomyanbaa
PoMmyanbzoBnua Moako, KoTopbiii Npenoaasan y Hac
B CTporaHoBKe Ha Kadezpe akaZeMUUecKon CKyb-
nTypbl B 1974 rogy, koraa s Tam yumncs. Bot cuHtes
NCTOPUW, CBA3b NMOKONEHWI, MPOCTO YYAO, HaXxos-
ka. I BCé xxe ocoboe UyBCTBO TpeneTa 1 yBaXKeHWs
K KpacoTe XeHCKOW Mogenu K cTyaeHTy KpaHuy, kak
HaM KaxkeTcs, NpUBWA TPeTui cnesa Ha doTorpadum
nocne M.T.benawosa M.T. npenogaBatens Ceprei
®époposuy bynakosckuii (17.10.1880-06.06.1937),
OKasaBLlnin 6a1aroTBOpHOE BAMAHME Ha CTAHOB-
NeHve, bopMmnpoBaHne CKyAbNTOpPa, XYAOXKHU-
Ka. OH poauncsa B Ogecce XepCcoOHCKoM rybepHum
1 oka3an 6a1aroTBOpPHOE BAMAHME Ha CTaHOB/EHWE,
dbopMmnpoBaHune CKynbNTOpPa, XyAOXHMKA, B Haya-
ne 1900-x ro40B OH yuMICs B OLECCKON MacTep-
ckon b. B. 3pyapaca n OfecckoM XyAoXKeCTBEHHOM
yunanuie y J1. . Mlopuhun. B 1902-1906 rogax pa-
6oTtan mpamopuwmkom B Ogecce. B 1905-m yexan
3a rpaHuvLy, rae oH NpPoAoXMA obyyeHmne: cCHaya-
na B Mactepckoi 3. MennnHn n MunaHckon aka-
aemunm xygoxects (1906-1909), 3atem B Lkone
n3aWHbIX nckyccts B Mapuxe y A. Mepcoe (1909).
B 1912 roay ¢ rpynnoi pycckux XyA0XHUKOB Op-
raHnsosan B [lapuxe Pycckyto akagemMumio XnBo-
MUCU U CKYAbNTYPbI, TAe PYKOBOAWA CKYAbMTYPHbIM
otaeneHueM. Mocne PeBpanbCkon peBONOLNM
BepHyAcs u3 amurpauymn. B 1919 roay 6bin 3aBe-
AYHOLUM CKYNbNTYPHO-AEKOPaTUBHOIO NogoTaeNa
BceykpaunHckoro N30 Hapkomnpoca, 3aTemM pabo-
Tan B Kucnosoacke, Cyxymu n baky; cotpygHmudan
¢ «OkHamun POCTa». C 1922 roga »xun n pabotan
B Mockse v JlennHrpage. C 1925 roga coctosn une-
Hom Accoumaumm XyAoXKHUKOB PEBOJIFOLNOHHOM
Poccun, c 1926 roga — O6LecTBa pyCCKMX CKYNb-
ntopos. B 1922-1930 rogax npenogasan Bo BXYTE-
MACe — BXYTENHe — NHIMWW. OueHb kpacuBble
noayumauce y I'. C. KpaHua komnosnuymm «[lesyiuka
C vawew», AByxdurypHas komnosunyms «Moapyru
C NTMLUeR Ha pykax», «Mama, MotoLas cbiHa C 30-
NOTOW PbIBKO» — NpeKpacHO 3aKOMMNOHOBaHHas

TporaTe/ibHas, NoAHas IMPUYECKNX YYBCTB MaTEPUH-
CTBa W C AOBOJIbHO BbICOKMM MHOTOCTyMeH4YaTbiM
CNIOXHbBIM apPXUTEKTOHUYHbBIM MOCTaMeHTOM, «[e-
BYyLUKA C panupon» — yAUBUTENbHO AUHAMMWYHas
KoMno3numa, «<Manbumnk v rycb» — aHMMaancTm-
yeckas KOMMNO3MLUA AN TMPaXxa B CKYy/bNTYPHOM
KOMBUWHaTe Xya0XeCTBEHHOrO pOHAa, CKOpee BCEro,
4NA ropoackoro GoHTaHa, NPoeKT KOTOPOro Toxe
ecTb Ha poTorpadummn. ECTb Takxe HECKONBKO CKyJb-
NTYPHbIX KOMMAO3MLMIA, BBIMONHEHHbIX, CKOpee Bce-
ro, A1 OTKPbIBLUUXCA Nepes BOMHONM NaBUIbOHOB
BAHX, Torpa BCXB. M'eopruin KpaHu, Tak onvcbiBa
cBOW ckynbnTypbl «[MnoHep» 1 «[noHepka», ns-
rotoBaeHHble B 1936 rogy ana nutbeBoro ¢boHTa-
Ha: «<MHe xoTenocb Nnepesatb PajgoCcTHOE AETCTBO
COBEeTCKOro pebéHka, NpUCyLLyto NMoHepam cme-
nocTb, cBoboay obpalleHus C NHo4bMKU, OTCYTCTBUE
3anyraHHoOCT 1 pobocTn. PazHunua No3bl Manbymka
N LeBOYKM OBYCNIOBIEHA XeNaHUeM NOAYEPKHYTh
CKPOMHOCTb W BHYTPEHHIOK yraybneHHOCTb Ae-
BOYKM, CKOPO CTaHyLLel AeBYLLKON,— B NPOTUBO-
BEC MaJibumMKy, KOTOPbIW elwé B BonbLlIel CTENEeHN
peBEHOK, XXMBOW N PajOCTHbIN». HO TBOpYECKUM
wegespoMm ckyabntopa I. C. KpaHua asasetca gByx-
durypHas komnosmuma «3emMrycap n Megcectpa,
HaneyaTaHHas onyb6AnKoBaHHasA B JOBOEHHOM
>XypHane. OHa eCTb B HECKOJIbKMX aBTOPCKMX MC-
MOJIHEHUAX, N300paxkaeT Napy HOHbIX BAHOAEHHbIX
1 MopaxkaeT CBOEN ANHAMUKON. U N306paxatowmx
napy toHbIX BAHOHAEHHBIX TOFrO BpeMeHn. Mosiogon
BOEHHbIN BO PppaHLy3CKOM ppeHUe N MejcecTpa,
OBHABLIMCH, KaK Obl Ha BETPY BAPYr 3aMep/n Ha
Kparo 3eMJIn B BUJe YCEUYEHHOTO nbegecTtana. Besa
AByxdUrypHas KOMNO3uLUs BbINOAHEHA, CKOpee
BCEro, M3 rmnca v NaTMHMPOBAaHa ryallbio C 1akOoM.
JTa cKy/nbnTypa 06pasHO M CTUAUCTUYECKN OTHO-
CUT Hac K anoxe «PeBosOLMOHHOro dpapdopa»,
W K BblPa3nTesIbHOM MENKOW MAacTUKe B CKYAbNTy-
pe EneHbl fikoBneBHbl JJaHbKo, Tparmyeckn normob-
wen B 1942 roay, co3naBaBLuelt cBou paboTbl Ha
JleHnHrpagckom dapdopoBom 3aBoje.

I C. KpaHuy Takxe paboTtan B Bbicwewm
NHXEHEPHO-CTPOUTENIbHOM YUMNLLE BHELITATHbLIM
accmMcTeHToM Ha kadegpe rpaduvkum. o 1941 roga
OH Xun n pabotan B Mockse, B [opoake XyA0X-
HMKOB Ha BepxHel Macnoske, B gome 17, kB. 2.
Coctoan B AXPP, Accounaumnm xyLo>XXKHUKOB pe-
BOJtOUMOHHON Poccun. B Hauane 1930-x roaos
pabotan bytadopom. B 1933 r. xxeHnncsa Ha Bepe
beHunaHoBHe OuwimaH, B 1934 roay y HUX poann-
cqa cbiH bopuc. [lnsa yctaHoBkM B ropose Mockse

UM BbINO CO3[aHO HECKONbKO paborT, K coxane-
HWIO, He COXPaHWUBLLMXCA A0 HaCTOALLEro Bpeme-
HW. B nepBble AHW BOVHbLI Bepa ¢ cbiHOM Bblexanu
B [10CéNoK Xyf0XHUKOB «[leckn», rae Ao 3TOro OHU
KaXkAbl ro4 cHUManun gavy. B nocénke oHn npose-
nv neto 1941 r. Bopuc BCNOMUHaeT, UTo xnebHble
KapTouKM OTOBapuBaan B CTOPOXKe y BopoT. Oa-
HaXAbl NpuaeTeN HEMELKUA CaMONET, BbICTPENU
ouepesbto, KOro-To paHuao. B camble cTpaliHble
AHW okTA6pa 1941-ro BCA ceMbsl 3BakynpoBanach
B YensabuHck — cHayana n3 MockBbl Ha pe4yHOM
TpamBanuuke B Kynbbiwes, 3aTeM TOBapHbIM MO-
e30M B YensbuHck. bopmc BCNOMUHAET, UTO Xuam
B OJHOM KOMHaTe B 0bLeXMTUN BCceMepoM. Bec-
HoM 1942 rosa cembe BblAeNUAN MECTO MoJj Oro-
poJ Ha O4HOM U3 OCTPOBOB. Kaxayto BECHY OCTPOB
3a/MBaso, Ha Oropoje OCTaBanCs NAOAOPOAHbIV
nn. Mocne Hauvana Bennkon OTeyecTBEeHHOM BOW-
Hbl CEMbSl HaxoAMAachb B 3Bakyauum B YenabuH-
cke. B pekabpe 1941 roga I'. C. KpaHy, 6611 NpUHAT
Ha AO/MKHOCTb ByTadopa B YensabuHckuii Teatp
onepeTThl, Aanee 3aBegyownm 6yTadopckum Le-
xoM. B 1943 roay otkpbin B YensbuHcke cKynb-
NTypHYtO MacTepckyto. MNMpogonxan 3aHMMaTbCA
ckynbnTypoi. OTaen nNo genam apxuTexkTypbl Npu
YenabuHckom ropumcrnoskome coobuiaet, 4to emy
6b110 BbiNAaveHo 2531 py6. bbin npusBaH Kpac-
Hoapmenuem B PKKA 31.03.1943 r. Mockonbky, Kak
BCSKMI CKY/IbATOP, BblJ1 MacTEPOBUT — OH Bbla Ha-
3HayeH nNyaeMETUmMKOM, HECMOTPSA Ha 3peHue. B oa-
HOM M3 MUCEM XeHe C PPOHTa Nuncan, YTo pasdbun
oukun. B pekabpe 1943 roga nponan 6e3 BecTw.
KTo-TO 13 cocnyxmBLEB pacckasbiBas Npo pas-
pbiB CHapsja, Nocie KOTOPOro He OCTanoCh HU-
yero... Cembs B 1944 roay BepHynacb B Mocksy,
Ha Macnosky. ¥ bopuca B 1962 rogy pogmnacsa CbiH
Muxawnn. Mo cemeliHon Tpagmunmn babylika Bepa
C BHYKOM CHMManu gavy B [océnke XyAOXHNKOB
B [Neckax. B 1989 rogy y Muxanna pogmnca cbiH
Wnbsa, B 1992-m — Muxaun. Mo cemeriHoW Tpaam-
LMW fada — Ha 3TOT pa3 cBos — Toxe B [locénke
XyBOXHWKOB. XeHa Muxanna — MapuHa CeelHu-
KOBa — XyAOXHUK, rpaduk, uneH TCXP. bopuc le-
oprmesuny KpaHuy, (11.03.1934-11.08.2002) — cbIH
ckynbntopa . C. KpaHua, pogunca v npoBén get-
cTBO B [OpOaKe XyAO0XHMKOB Ha BepxHeli MacnoBke,
aome AXPP Ne 17, B macTepckol otua v B Mocén-
Ke Xyf0>XHWKoB B lNeckax. IHoraa oH genutca Ko-
POTKMMW BOCMOMMHAHWUA U3 JeTCTBa U FOHOCTU. ITO
MPOCTO KYCOYKM €ro >XXWU3HW, MPOCTO LWENOYKa, Yepes
KOTOPYH MOXHO 3arnsaHyTb B 1930-1950-e roasbi.
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MpocTo nogrnagets... <3 getcrea: oTtew, ckyabnTop
Feopruit KpaHL, Apy>Kua ¢ XyA0XKHUKOM TaTAWHbIM.
B 1938-1939 rogax xoanan Kk Hemy B roctu, Tat-
JINH MOKas3blBaa KaKyro-TO NOAKY, CMAETEHHYHO U3
NBOBbIX NPYTbEB. Jlogka cTosiNa B 2—3-KOMHATHOMN
KBapTupe (Npoxos yepes 2 KOMHaThl.)

Mpo geTckyto KOMMaHWoO Ha MacnoBke: Hapogy
6b110 MHOTO. MoNpPobyto BCMOMHUTL: JIyroBCcKown
FOpwui, KopwyHoBa JleHnaHa, MonvaHoBa Cert-
naHa, HesexxuH bopuc, Moapesos Mup, Jlyrnnossl
Jlroca v Annk, CumaHoBuY STepu, bpaTbs Akybe-
HW Fappuk 1 Bonogs, dneoHopa Jlext, Tpu bpata
LWypnuHbix AMuTtpuin, Bragummp n CaeBa, bpatbs
UmnpenbcoH Bopuc n denvkc, Hukonan Pogmumos,
HuHa 1 Muxaunn PomaguHel, Kopobos Bagum, fle-
oHug Paiicknin, MypaBuHbl l'eHHaauii n Enexa, Ma-
paT KoHcTaHTUHOB, Nopenos KOpuin, Apeng FOpui,
CyxaHoB Bnaanmup, ®pux Xap lanvHa v eé 6par.

Mpo cocegHuin asop: Mup Moapesos B Uy>XOM
ABOpe cnaccs oT MOpA0H0s HEOObIUHBIM, XyA0XKe-
CTBEHHbIM UCMOJIHEHVEM MaTa.

Mpo meanunny: y E.A. JlbBOBa B ropJie Hapbls,
OH 3aabixaetca. [Mpuexana ckopas. [lBa my>Xwuka.
W ctanun y Hero cnpawmBaTtb Kakon rof, AeHb He-
aenv v 1.n. JIeBOB paso3auaca u nocnan ux... Ha-
pbiB nonHyA, JIbBoB cnacéH. Ckopas no ownbke
6blna ncuxmyeckas...

Mpo exa: ToT >xe JIbBOB AHEM cnan nepej co-
BeLLLaHMEM, MPOCHYJICS, OZeN canor, BTOPOMN BOLLEN
He A0 KOHLa, OH MPUTOMHYA; B canore 6bla nx fo-
MaLLUHUIA ex.

Mpo napyca: B 1952 roay, Ha o3epe Cenurep
B OMe TBOPYECTBa, MOCAe OKOHYaHMWA LWKOJbI OT-
Ablxana rpynna getel. [lea npuatens Baca Jlykom-
ckuii 1 bops KpaHu, pewman ¢ yTpa nokatatbCs Ha
nojake nog napycom (npoctbiHen). Jonro rpeban
npoTMB BeTpa. A Korga nNpuvLao Bpems CTaBuUTb
napyc okasanocb, 4To napyc 3abbinu B3aTb. MNpu-
LWAOCh BMECTO Mapyca MCNoAb30BaTb «PbIOUHY».
MokaTanucs!

KomnaHua B gauHom nocénke B [Neckax, 1947-
1948 rogpbl: Baca Jlykomckmi, Cawa benawos, KOpa
lopenos, bopuc Bacuibes (fauHuk, xun y Many),
Uropb KyHaypywkuH, a1 Jlext, Muwa v CeeTna-
Ha J/lbBoBbI, Kata n Jlnza CunbBepcToBsl, Wnnb-
HukoBbl Ceprei, Tyca n XeHs, basypuHbl Muna
n PycnaH, aBa 6pata AkepcoH — cTaplumnin Apkagaui
(AnonnoH) n BaneHTtuH, Enncees AHppen, Cawa
HukoHoB. ¥ KOMNaHWM B OCHOBHOM Tpu pa3Bieyve-
HWUS: pedyka, Bosenbon n no cybb6oTam xoamam Ha
CTaHLMIO BCTPEYaTb MPUEe3XKatoLWw X Ha BbIXOAHbIE.
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Ha peuke: pasBneyeHvne — Lennatbcs 3a bopt
HU3KOoCUAALLEN BapXXn U Tak NpoexaTb BBEPX MO
peke. MaTpochbl Takux ntobutenen ctapaancb 06-
NnTb MasyToM. A ewwé y bopuca Bacunbesa 6bin
dokcTepbep, OH OYeHb NO6UA BOAY, MPU 3TOM
CTapasica 3ane3Tb Ha NJjeyun KynarLwmmcs, a Kor-
™M y Hero 6yab 3g0poB. KynaHve nponcxoaunno
Tak: Mca apecToBbIBasM — Kynaaucb aroan. lotom
B BOZY /J1€3 X035IMH, @ MOTOM OTnyckaau nca, bo-
pUC Hbips, cobaka KpyXXunacb-xzana, rae oH Bbl-
HbIPHET 1 KaK TONbKO MOAMAbIBaNA, XO3AMH CHOBA
HbIpA — Takas urpa.

CraHums: BeyepoM B cy660Ty BCeli opaBoi LWan
Ha cTaHuuto. Ha obpaTHOM nyTV B TEMHOTE NOAB-
NAnach Ha najke nosas TbikBa, BHYTPU CBETALLMECA
THUYLIKW, @ B TbIKBE Bblpe3aHa Macka — CTpaLLHO!

Toxe pasBnedyeHue: npbirate ¢ Ay6oB Hanpo-
TnB basypuHbix.

Mpo oxOoTy: TPW repos OXOTUANCH Ha rpayei, no-
TOM WX XapuWan Ha KOCTpe u cbegann. BkycHo. lNoabl
6b1In He camble, cbiTHble. Nepoun: Cawa benawos,
Bacs Jlykomckuii u 1.

MNMpo camonért: Ha none, okono A30Ta He To ynan,
He TO COBEpLUN/ BbIHYXAEHHYHO NOCaAKy CaMONET.
Korga oxpaHHWK OTAy4MACA B flepeBHIO, KOHEOOP-
CKNE CHANN NyNeMET, MOTOM €ero yTallnam neckos-
ckue. [TotoM npuexann cepbEsHble NHOAN U NyNemMET
oTAanu.

Mpo TaHuUbl 1 pbibanky: y JlexToB BEUEPOM YCTPO-
WAM TaHLbl, MOMNO3Xe pewwnan ¢ bpeaHem Ha py-
3nHUEeBOM 60N0Te NONOBUTL Kapacen (OHW Torga
ewé Tam bb1n). Ho BCE nowwno He no naaHy: coba-
ka (bonbluas) BOCMpUHANA TaHUbl Kak 6opbby 1 Be-
Nena ato npekpatutb. Cobaky ybpanun. Hactan vac
kapacsa. Mbl nputawmav 6peseHb, U3roTOBUAN €ro
K JI0BJ/IE, 3a/1€3/11 C HAM B BOAY W Hauyanu nos. TyT
npubexana c pagoCTHbIM Naem cobaka 1 3anesna
B BOJAY BrepeAn bpeaHa. Tak 3aKOHUMAack Halwa
pbibanka. Kapacb He noctpagan»’.

3akaHuMBasa MOBeCTBOBaHME O CKy/abnTOpe
I. C.KpaHue, xoTenochb eLé pa3 OTMEeTUTb ero oc-
HOBHble NMPOU3BEAEHWNSA, CO3AaHHbIE 3@ CTOJ/b KO-
POTKYO TBOPYECKYHO XM3Hb: «MakgoHanba v XuKc»
(1931; I'TT), «3emrycap u cectpa Mmuaocepamsa» (runc,
Kpacka MacasHas, oTaMBKa, pocnucek; 1930-1933;
HuxxHeTarnnbckuin Myseri nsobpasmtenbHbIX UC-
KyccTB), «[TnoHep» (CkynbnTypa ANa NMTbEBOro
boHTaHa-KoNOHKY; Xxene306eToH; 1936), «[noHep-
Ka» (CKynbnTypa AN NUTbeBOro GoHTaHa-KONOHKY;

7. BocrnomuHaHuA cbiHa ckyabnTopa bopuca MNeopruesnya
KpaHua.

xeneszobetoH; 1936), «[MnoHepka-naaHepmncTKa»
(1937), «etn» (npoekTt doHTaHa; 1937), «Martb ¢ pe-
6&HKkoM» (1938-1939), «bapenbedbl ana getckmx

cafoB u scnei» (Teppakota, 1939), «boel, Kpac-
HoM apmum» (1941-1943).
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MUSEUM OF THE FUTURE.
NEW IMAGE AND NEW MISSION

Summary: The article is devoted to the specifics of
modern museums, positioning themselves as museums
of the future. The author analyses this new format in the
world of museums. The Museum of the Future in Dubai,
created by Sean Killa with the participation of Killa De-
sign, Buro Happold and Mattar ben Lahej, serves as an
example. The author notes a particular interest in the con-
struction of museums around the world. This arises from
the unique purpose of such objects — their ability to be-
come a symbol of the city and, in a certain sense, create
its positive image in the public mind. Such prominent ar-
chitects as Zaha Hadid, Peter Schweger, Aldo Rossi, Hans
Hollein, Axel Schultes, Shigeru Ban and others paid atten-
tion to the construction of museums.

Considering several relatively new museum buildings,
the author identifies some general trends, among which,
first of all, are the expressiveness of architectural imag-

Today, all over the world, one can note a par-
ticular interest in the construction of museums. This
obviously arises from the unique purpose of such
objects — their ability to become a symbol of the
city and, in a certain sense, create its positive im-
age in the public mind. Such prominent architects
as Zaha Hadid, Peter Schweger, Aldo Rossi, Ren-
zo Piano, Hans Hollein, Axel Schultes, Shigeru Ban
and others paid attention to the construction of
museums. Today, Sean Killa, who has designed the
Museum of the Future in Dubai, has joined this con-
stellation of names.

The museum greets visitors with poetic and phil-
osophical statements: “Perhaps we will not live for
hundreds of years, but our creative heritage will re-
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es and a change in the museum concept. As a rule, there
are no works of art in the museum of the future. The au-
thor believes that this is perhaps the most shocking mo-
ment experienced by those visitors who were hoping for
a meeting with the classics or contemporary art. The tra-
ditional image of the temple of the muses and the na-
tional treasury has been replaced by a new museum, in
which the priority is given to meeting with the event.
Now the museum is a place of educational programs, an
opportunity to test one’s creative abilities. The modern
museum, which has chosen the position of interpreting
the future, is a kind of intellectual, communicative, pub-
lic centre with leisure services.

Keywords: Dubai Future Museum, Sean Killa, Killa De-
sign, Buro Happold, Mattar ben Lahej, augmented reality,
additive technologies.

main long after we are gone. Innovations are not an
intellectual luxury. They contain the secret of evolu-
tion and rejuvenation of peoples and nations. The
future belongs to those who can imagine it, design
it and bring it to life. It should not be expected, it
should be created,” said the Emir of Dubai and the
Prime Minister of the United Arab Emirates, Mo-
hammed bin Rashid Al Maktoum. Executed in Ar-
abic script, they completely cover the walls of a
unique building, which stands out with its stream-
lined egg-like shape against the backdrop of the
grandiose skyscrapers of Dubai. The building was
under construction for several years and was opened
in February 2022. The artistic image of the museum
building was designed by architect Sean Killa. The

Il 1. The Museum of the Future in Dubai, UAE

Buro Happold engineers were able to realize the
idea, using new digital technologies to accurate-
ly calculate each element of this innovative build-
ing and develop its parametric design. Over 1,000
composite panels are adorned with Arabic calligra-
phy, designed by eminent Emirati artist Mattar bin
Lahej. The Arabic script cuts through the panels,
being at the same time both windows and a deep
cut-out relief. This became possible owing to ad-
ditive technologies in construction.

Sean Killa, who created this unique paramet-
ric toroidal structure, imagines the Museum of the
Future as a component of three inseparable parts:
a green hill — the foundation of the building, the
building itself and the void inside the building, which
together create the meaning and image of the Mu-
seum. Moreover, each of the components has an
independent significance.

The green hill is the personification of the earth,
the basis in the broad sense of the word, a constant
in the categories of place and time.

The innovative parabolic building embodies cre-
ative humanity and modern society’s tendencies
towards the ability to exist and develop in harmo-
ny with the environment. The philosophical text on
the walls, executed in Arabic calligraphy, demon-

strates the creative abilities of mankind — art and
knowledge.

The void at the centre of the building, bounded
by its elliptical shape, represents the unknown, in-
describable, ineffable future.

Augmented reality technology is in the lead in
the museum interiors among the many visual as-
pects. Obviously, the very concept of the museum
has changed. The Museum of the Future does not
have a collection of works of art, in the traditional
sense of this aspect. Although, perhaps, there may
be temporary exhibitions. Perhaps this is the most
shocking moment experienced by those visitors
who were hoping for an encounter with classics
or modernity. The traditional image of the temple
of the muses and the national treasury has been
replaced by a new museum, in which the priority
is given to meeting with the event. Now the mu-
seum is a place of educational programs, an op-
portunity to test your creative abilities. In general,
a kind of intellectual, communicative, public cen-
tre with leisure services — a shop, a cafe, a library,
computer rooms, etc.

The unique building of the Museum of the Fu-
ture in Dubai has seven floors, which are connect-
ed vertically by capsule elevators. The ride in them
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is a special theatrical act, in which, owing to aug-
mented reality, there is a sense of the speed of a
spaceship, a view from space through porthole
windows, and a magical voice telling about the
fate of the future.

The exposition starts on the fifth floor where
the space of the Cosmos is simulated. Its centre is
a virtual image of the modern interplanetary sta-
tion, Nadezhda, which reached the orbit of Mars in
2021. There is also an interactive and very spectac-
ular story about the Dubai Mars exploration pro-
gram. Space suits are placed along the perimeter,
and each visitor, controlling the interactive panel,
can look at the helmet of the space suit and see the
reflection of their face in its frame, and now you are
already an astronaut. There are touch panels around,
a space landscape with flying objects behind virtu-
al windows, and guide robots. The next floors are
dedicated to modern technologies and resource
research, eco-systems, molecular engineering, and
global problems of water resources and minerals
that await humanity in the future. New solutions
in the field of artificial intelligence and innovations
are also here. Further, the curators will show possi-
ble ways of human development, projects and con-
cepts in the scientific and technical fields.
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Ill. 2. The Museum of the Future in Dubai, UAE

One floor of the museum is called Heroes of the
Future, which is a priori true since it is the children
who will become the creators of the future. There
is an interactive playground with game and sports
elements.

On the ground floor, robot-sellers offer ice cream
and coffee.

Today, modern museums focused on the pres-
entation of the achievements of science and tech-
nology are experiencing a real renaissance. The
emphasis on the future is not only in the concept
of exhibitions and the selection of exhibits but also
in special titles that attract the public. The Museum
of Tomorrow in Rio, the building of which was de-
signed by Spanish architect Santiago Calatrava, is
among them. An expressive architectural image is
achieved by a special dynamic console-roof, pro-
truding far beyond the base. Its grandiose dimen-
sions and unique technical equipment, such as solar
panels unfolding after the sun, really create an im-
age of the architecture of tomorrow.

The interactive exposition of the National Mu-
seum of Advanced Science and Technology in To-
kyo allows the visitor to personally simulate natural
processes, experience cataclysms, search for and
create new formats for the world order, control the

L. 3. The Museum of the Future in Dubai, UAE

atmosphere and hydrosphere. Several hundred in-
teractive installations provide all this.

The building of the Museum of Science of Prince
Felipe in Valencia, which greets visitors with the slo-
gan: "It is forbidden not to touch, not to feel, not
to think”, figuratively represents the skeleton of a
whale. Its Aquarium, the largest in Europe, is home
to over half a million living “exhibits”".

The Innovative Museum, declared European Mu-
seum of the Year in 2015, was designed by eminent
Italian architect Renzo Piano. The Museum of Science
in Trento is almost 20 thousand square meters of
training grounds, laboratories, and interactive plat-
forms where you can feel artificially created emo-
tions, examine molecules, walk through the ranks of
fossilised dinosaurs, and test modern technology.

What is common in the concepts of modern mu-
seums of science and technology is that, first of all,
the attitude towards the visitor has been revised.
Now the museum exposition is focused on the ac-

tive participation of the viewers, who transform its
form and content, giving them for a short time an
individual image relevant to the viewers.

The new time has made a virtual museum ex-
position, which does not contain masterpieces or
original works of art, actual. The museum commu-
nity expresses concern that the virtual exhibition is
teetering on the brink of mass culture. However, an
institution that calls itself a museum is still focused
on the presentation of a genuine cultural heritage
that is not subject to transformation and can pres-
ent it. This role of an unconditional masterpiece is
played by the museum building, its unique archi-
tecture, the concept of internal space, and its abil-
ity to transform the environment. Summing up, it
can be noted that at the present stage, the posses-
sion of an exclusive artistic image of architecture is
no less important for the museum than the pres-
ence of a unique collection, scientific status and in-
teractive programs.
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Ill. 4. Calatrava. Prince Felipe Museum of Science, City of Arts and Sciences in Valencia. Valencia, Spain

Burganova, M.A. 2007. “Images of Building Architecture
and Art Museum Exposition” ["Obrazy arkhitekturno-
khudozhestvennoy muzeynoy ekspozitsii“], Art Litera-
ture Scientific and Analytic Journal Burganov House.
The Space of Culture [Khudozhestvennaya literatura
Nauchno-analiticheskiy zhurnal Dom Burganova. Pros-
transtvo kul'tury], no. 1, pp. 39-49.

Domonevskaya, E.A., Kokorina, E.V. 2022. “Interactive
Technologies in Modern Museums” [“Interaktivnye
tehnologii v sovremennyh muzejah”], Architectur-
al Research [Arhitekturnye issledovanijal, no. 1 (29),
pp. 39-48.

Pichkuroval.A. 2021. “Information Technologies
in Virtual Communication of a Modern Museum”
[“Informacionnye tehnologii v virtual'noj kommunikacii
sovremennogo muzeja”], Scientific Notes (Altai State
Academy of Culture and Arts) [Uchjonye zapiski (Alta-
jskaja gosudarstvennaja akademija kul'tury i iskusstv)],
no. 1 (27), pp. 57-63.

SilvestrovA.V. “"Modern Media in a Museum, or a
Museum as Modern Media.” In the book: The World

6.

Through the Screen(s). MargolitE.Y., Vitushko M. V.,
Neikova R., Glazunov A.A., AbdullaevaZ.K., Nem-
chenko L. M., FursV.V., Antipin A.L., Golub E. A., Maly-
shevV.N., Kronchev I. A., Prokhorenko P., Shirokova V.,
Silvestrov A. V., Vyrypaev |. A. Monograph. Scientific edi-
tors: L. M. Nemchenko, T.A.Kruglova. Yekaterinburg,
2021. Pp. 252-270.

Shaposhnikova E. B., Voronkova M. V. and Fedorov O.P.
2022. "Architectural Concepts of Science and Space
Museums in Foreign Practice” ["Arhitekturnye kon-
cepcii muzeev nauchno-kosmicheskogo profilja v za-
rubezhnoj praktike"], Modern Construction and Ar-
chitecture [Sovremennoe stroitel'stvo i arhitektura],
no. 1 (25), pp. 20-26.

Shcheglova E. O. and Kozlov V. V. 2017. “Architecture of
New Museums. Modern Trends” [“Arhitektura novyh
muzeev. Sovremennye tendencii”], Architecture of New
Museums in the Modern City [Arhitektura novyh mu-
zeev v sovremennom gorode], the regional scientific-
practical conference [materialy regional’'noj nauchno-
prakticheskoj konferenciil, pp. 103-110.

Mapwua AnekcaHgposHa bypraHoBa

JLLOKTOP NCKYCCTBOBEZAEHMS

npodeccop

JencTBuTeNbHbIN YneH Poccuickon akageMumm XyAoxecTsa

3aB kadespoit MoHyMeHTanbHO-AeKkopaTuBHas ckyabntypa MIXMA um. C.T. CTporaHoBa

DOI: 10.36340/2071-6818-2022-18-6-64-72

e-mail: dom.text@gmail.com
Mockea, Poccus

ORCID: 0000-0002-8695-9743
ResearcherlD: C-9437-2017

MY3EW BYAYLErO.
HOBbI OBEPA3 1 HOBAA MUCCUA

AnHomayus: CTaTba NOCBsALLEeHa cneundrke cCoBpeMeH-
HbIX My3eeB, MO3ULIMOHUPYIOLWKX ceba Kak My3eun byay-
wero. ABTOp paccMaTpuBaeT 3TOT HOBbIN GopmaT B Mupe
My3eeB Ha npumepe Myses 6yaywero B [lybae, co3gaHHOro
LoHom Knnna npwu yuactun Killa Design, Buro Happold
n MatTtap 6eH Jlaxegxx. ABTOp oTMeuyaeT 0cobblii UHTe-
pec K CTPOUTENLCTBY My3eeB BO BCEM Mupe. 3TO BO3-
HVMKaeT U3 YHUKaJbHOWN NpeAHa3Ha4YeHHOCTN NOJO6HbIX
06BEKTOB — MX BO3MOXHOCTU CTaTb CUMBOJIOM ropoja
M B onpesenéHHOM CMbIC/e CO3/aBaTb ero No3nTUBHbLIV
06pa3 B 06LWeCcTBEHHOM CO3HaHMU. CTPOUTENBCTBY My3e-
€B YAeVNN BHUMaHWe Takne BbljatoLnecs apXuTeKTopsl,
kak 3axa Xaawg, Metep LBerep, Anbgo Poccu, XaHc Xon-
nanH, Akcens WynbTec, Wurepy baH n gpyrue.

Paccmampueas papj cpaBHUTENbHO HOBbIX My3eMHbIX
3/JlaHWVA, aBTOp BblAeNAeT HeKoTopble ObLLMe TeHAEHL N,
CpeAu KOTOpbIX B MepBYy0 o4Yepesb — BblPa3nTeIbHOCTb

CerogHs BO BCEM MMpPE MOXHO OTMETUTb 0CObbIN
NHTepecC K CTPOUTENbCTBY My3eeB. 3TO, OYEBUAHO,
BO3HWMKAET M3 YHMKaIbHOW NpejHa3HauYeHHOCTM Mo-
BO0H6HBIX 06 BEKTOB — MX BO3MOXHOCTU CTaTb CUMBO-
JIoM ropoga v B onpejenéHHOM CMbiC/e CO34aBaTb
€ro Nno3nTMBHbIK 06pa3 B 06LLECTBEHHOM CO3Ha-
HUK. CTPOUTENBCTBY MYy3€€eB YAeNNAN BHUMaAHWE
Takve BblJatoLLMeca apxXMTEKTOPbI, Kak 3axa Xaaua,
MeTep LBerep, Anbao Poccn, PeHuo lMuaHo, XaHc
XonnanH, Akcensb LWynbtec, LWnrepy ban n apyrue.
CerogHa K 3TOMy CO3Be34U0 MMEH NPUCOeANHNA-
cs WoH Kunna, cnpoektupoBaswimnii Myseii 6yay-
wero B [lybae.

My3elt BCTpeyaeT nocetTuTenen NosTM4eckumMm
N GUNOCOPCKMMU BbICKA3bIBAHNAMMN: «BO3MOXHO,
Mbl HE MPOXMBEM COTHW NIET, HO Hallle TBOPYECKoe

APXMTEKTYPHbIX 06Pa3oB N M3MEHEeHMEe CaMOl KOHLLen-
uvun mMy3ses. Kak npaewio, B My3ee byayLiero HeT Nnpous-
BeJEHWI McKyccTBa. ABTOP MOJIaraeT, YTo 370, BO3MOXHO,
CaMblii LLOKMPYHOLLMA MOMEHT, KOTOPbI UCMbITbIBAOT MO-
ceTUTeNV, HafeABLLIMECS Ha BCTPeYy C KIaCCUKON MK ak-
Tya/bHbIM WCKYCCTBOM. Ha cMeHy TpaavLoHHOMY 0bpasy
Xpama My3 U HaLMOHalbHOW COKPOBULLHWLbI MPULLESN
HOBbIV My3eli, B KOTOPOM MPUOPUTET OTAAETCA BCTpeYe
¢ cobbiTrem. Tenepb My3eii — 3TO MecTo obpa3oBaTeb-
HbIX MPOrpamMM, BO3MOXHOCTU MCMPobOoBaTb CBOU TBOP-
yeckne cnocobHocTn. CoBpeMeHHbIV My3ei, n3bpasLumii
No3nNLMIO MHTeprpeTaLum byayLero — 310 HeKU UHTeN-
NeKTyanbHbIV, KOMMYHWUKATVBHbIW, OBLECTBEHHbIN LIEHTP
C SOCYrOBbIM CEPBUCOM.

Knrouessie cnosa: Mysetli 6ydyujezo 8 Aybae, LLoH Kus-
#a, Killa Design, Buro Happold, Mammap 6eH Jlaxedx,
donosiHeHHas peasnbHocmMe, a0OuMmMuBHbele MexHo02UU.

HacneAne oCTaHeTCA HaZoJro nocae Toro, kak Hac
He cTaHeT. VIHHOBaLWMN — 3TO He WHTeNeKTyaNb-
Haf pockoLWb. B HMX cekpeT 3BOIOLMM N OMOJIO-
>KEHWUA HAapOAOB W HauwWi. byayuiee npuHagnexuT
TeM, KTO MOXeT ero BoobpasunTb, CMPOeKTUpPOBaTh
M BOMJOTUTb B XM3Hb. TOFO HE Haj0 XAaTb, 3TO
Hajo co3gaBaTb»,— CKa3aHHbIMW 3MMpom [ybas
n npeMbep-MUHUCTPOM O6begMHEHHBIX Apabckmnx
OMupatoB MoxamMmezsoM MbH Pawunaom Anb Makty-
MoOM. MicnonHeHHble apabckow BA3bO, OHM CNJIOLb
MOKPbIBAOT CTEHbI YHUKAIbHOTO COOPYXXEHUA, Bbl-
AenstoLLerocs ceoen obTekaeMom anLeobpasHom
dopmoit Ha oHe rpaHaMo3HbIX Hebockpébor [y-
6as. 3gaHne CTPONNOCH HECKO/IBKO N1eT U bbIno OT-
KpbiTo B ¢peBpane 2022 roga. XyA0>KECTBEHHbIN
obpa3s 3gaHua My3es paspabotan apxutektop LLoH
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Knnna. Bonaotnte naero cmoram nHxeHepsl Buro
Happold, koTopbie C MOMOLLbIO HOBbIX LMdPOBbIX
TEXHOJIOTUIA TOYHO PaccUMUTaNn KaXKAbl 31eMeHT
3TOro MHHOBALMOHHOTO 34aHNA 1 paspaboTann
ero napamMeTpmuyeckyro KOHCTpykumo. bonee 1000
naHesen 13 KOMMO3UTHbIX MaTEPMANOB yKpPaLLEHbI
apabckoit kanaurpadpuen, fM3anH KOTOPOK Co3aaH
BbIAAOLLMMCA IMUPATCKUM XYAOXHUKOM MaTTa-
poMm 6eH Jlaxepxem. Apabckas BA3b Npopesaer
naHenn HackBO3b, OAHOBPEMEHHO ABAAACH N OKHa-
MU, U TyBOKMM NpoceyUHbIM penbedomM. ITO CTano
BO3MOXHO baarogaps agAnTUBHBIM TEXHONOTUAM
B CTPOUTE/NbCTBE.

LWoH Knnna, co3gaBLumnii 3Ty yHUKaNbHYHO Napa-
MeTPMUECKY0 TOPOUAAIbHYIO KOHCTPYKLMIO, Npea-
cTaBnseT My3sel byayuiero Kkak cnaraemoe Tpeéx
HepacTOP>XXMMbIX YacTei — 3eN1EHOro XxosmMa — oc-
HOBbI 3@aHM1A, CAMOTO 34aHNA N MYCTOTbl BHYTPWH
3laHnA, KOTOPble B COBOKYMHOCTW CO3Aak0T CMbICA
1 06pa3 Myszes. [Mpn 3TOM Kaxas 13 COCTaBHbIX Ya-
cTeli UMeeT CaMOCTOATENbHYH 3HaYMMOCTb.

3eNéHblN XONM ABAAETCA ONULLETBOPEHNEM 3EM-
/1N, OCHOBbI B LUMPOKOM MOHMMaHWK 3TOro C/I0Ba,
KOHCTaHTOW B KaTEropusax Mecta U BpemMeHMW.

VHHoBaunoHHOe napaboanyeckor Gpopmebl 3a4a-
HWe O/MLEeTBOPAET KpeaTnBHOE YeI0BEYECTBO U CO-
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Wnn. 1. Myseli bydywezo. Aybati, OAD

BPeMEHHble TeEHAEHL MM 0b6LLecTBa K CMOCOBHOCTM
CYLLECTBOBATb M Pa3BMBATbCA B rTAPMOHMUMN C OKPY-
xarouler cpesoi. DnnocodCkmin TEKCT Ha CTeHax,
WCNOIHEHHBIN apabcko Kanaurpaduen, AeMOHCTpU-
pyeT KpeaTuBHbIE CMOCOBHOCTM YeNoBeYecTBa —
NCKYCCTBO U 3HaHMe.

MycToTa B LEHTPe 34aHus, OrpaHUUeHHas ero -
amntuyeckor GopMo, npescTaBaseT cobon Heuns-
BECTHOE, HEOMUCAHHOE, HenspeuéHHoe byayliee.

B MHTepbepax My3es cpean MHOXeCTBa BU3yasib-
HbIX aCMEeKTOB INANPYET TEXHOJIOTUS JOMOAHEHHOM
peanbHOCTU. OUEBMAHO, YTO U3MEHMWAACh CaMa KOH-
uenuunsa Myses. B Mysee 6yayLiero HeT Koanekumm
NPOV3BEAEHWNIA NCKYCCTBA, B TPAANLUOHHOM MOHM-
MaHWM 3TOro acnekTa. XoTs, HaBePHOe, MOTyT MPOXO-
ANTb BPEMEHHbIe BbICTaBKN. BO3MOXHO, 3TO caMblii
LUOKMPYHOLLMA MOMEHT, KOTOPbIV UCMbITbIBAOT NOCe-
TUTENN, HajenaBLUMECs Ha BCTPeYy C KJ1acCUKOW Uan
COBPEMEHHOCTbIO. Ha cMeHy TpagnLumMoHHOMY 06-
pasy xpama My3 1 HalMOHaIbHOW COKPOBULLHULbI
MPWLEN HOBLIN My3el, B KOTOPOM MpUOpUTET OT-
BaéTca BcTpeye ¢ cobbiTvemM. Tenepb My3el — 3T0
MecTo 06pa3oBaTe/ibHbIX MPOrpaMm, BO3MOXHOCTU
ncnpoboBsaTb CBOW TBOpYeCKMe CnocobHocTU. B 06-
LLEM, HEKUW UHTENNEKTYasIbHbIN, KOMMYHUKATUBHBbIN,
06L,EeCTBEHHbIV LEHTP C A4OCYrOBbIM CEPBUCOM —

Unn. 2. Myseli byoywezo. [ybati, OA3

MarasuHoM, kade, 6U6IMOTEKON, KOMMbIOTEPHbI-
MW 3anamu u ap.

YHuKanbHoe 3saHne My3sesn byayuiero B [lybae
HacuMTbIBAET CEMb 3TaXkKel, KOTOpble CBA3aHbl NO
BEpPTUKaAM KancrobHbIMU indTamu. MogbEM B HUX —
0coboe TeaTpasbHOE AENCTBO, B KOTOPOM barosaps
[OMOJIHEHHOWN peanbHOCTU eCTb U YYBCTBO CKOPO-
CTU KOCMUWYECKOro Kopabis, 1 BUA 13 KOCMOCa Ye-
pe3 OKHa-UANOMUHATOPbI, U Marnyeckuii ronoc,
coobLarolmii o cyabbax byayLuero.

IKCNO3ULMA HAUMHAETCA C MATOro 3Taxa — 34ecb
CMOZeNMpOoBaHO NPoCcTpaHcTBo KocMoca, LLeHTpOM
KOTOPOTO ABAAETCA BUPTyasbHOE n30bpaxeHue co-
BPEMEHHOM MeXMNNaHETHOW CTaHumn «Hagexaa»,
focturwen opbutel Mapca B 2021. 3gecb e UH-
TepakTMBHOE M OYeHb 3penLLHOe NOBECTBOBaHME
o aybaickon nporpamme uccnegosaHua Mapca. Mo
nepuMeTpy paccTaB/ieHbl KOCMUYECKME KOCTHOMBbI,
N KaXAbl MocCeTnTeNb, YyNpaBAss MHTEPaKTUBHOM
MaHenblo, MOXET, B3rIAHYB Ha wWiem ckadpaHApa,
YBUAETb OTPaXeHWe CBOEro AunLa B ero obpamne-
HWW, N BOT — Bbl YK€ KOCMOHaBT. Bokpyr ceHcop-
Hble MaHeaun, KOCMUYECKNI Nen3ax C eTaroLLmnmm
06bekTamMu 3a BUPTYasbHbIMU OKHaMW U POBOThI-Tn-
abl. CnegyroLime 3Taxu NOCBALLEHbI COBPEMEHHbIM
TEXHOJIOTUSIM U UCCNeLOBaHUAM PECYpPCOB, 3KO-

cucTEMaM, MOJIEKYSIPHON MHXeHepUK, rnobanb-
HbIM Npo6aemMamM BOAHbIX PECYPCOB U NMOAE3HbIX
MCKOMaeMbIX, KOTOPbIE XAYT YesIOBEYECTBO B Oy-
Aywem. 3aecb XXe HOBble pelleHns B cdepe mc-
KYCCTBEHHOTO MHTeNNeKTa U MHHOBauUuWn. Janee
KypaTopbl MOKaXyT BO3MOXHble MyTW pa3BnTUSA
YyenoBeYeCTBa, MPOEKTbl M KOHLIENUUN B HaYy4YHO-
TexHuueckon cohepe.

OauH 3Tax My3es Ha3biBaeTcs «[epoun byayLe-
ro» 1 nNpeacTaBaseT Cobo UHTEPAKTUBHYHO AETCKYH
NAOLLAAKY C UTPOBbIMU CMOPTUBHBIMUW 3/1IEMEHTaMMU,
YTO anpMoOpKn BEPHO, TaK Kak UMEHHO AEeTAM MNpes-
CTOWT CTaTb co3ungatenamm byayLuero BpeMeHu.

Ha nepBom 3Taxe poboTbl-NpoaaBLbl Npeano-
XaT MOpoXeHoe u Kode.

CoBpeMeHHble My3en, OPMEHTUPOBAHHbIE Ha Npe-
3eHTaUMIO JOCTMXEHWIA HayKN N TEXHWUKN, CEFrOAHS
nepexunBatoT HacTosLee BO3poXAeHMe. AKLeHT
Ha byaylliee He TOIbKO B KOHLEMLMM 3KCNO3ULUI
n noabope 3KCNOHATOB, HO U B CNeLManbHbIX Ha-
3BaHuAX, NpuBaekatowmx nybanky. Cpegmn Hux My-
3eli 3aBTpaLLHero AHs B P1o, 3gaHMe KOTOPOro 6b110
CNPOEKTMPOBAHO MCMAHCKMM apxuTekTopom CaH-
Thsiro KanatpaBoi. Bbipa3utesibHbI apXUTEKTYPHbIA
06pa3 JOCTUTHYT 0COBON AMHAMUYHOW KOHCObIO-
KpblLLIen, BbICTyNatoLLen Aaneko 3a npegenbl OCHO-
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BaHuA. Ero rpaHAMoO3Hble pa3Mepbl U YHUKaAbHOE
TEXHWYECKOe OCHALLleHWE, HanpuUMep, CONHEYHbIe
H6aTapeu, pa3BopaunBatoLLMecs BCIes 3a CONHLEM,
AEeNCTBUTENbHO Co3zatoT 0bpa3 apXMTeKTypbl 3a-
BTPaLUHEro AHs.

NHTepakTuBHaa skcnosmunsa HaynmoHanbHo-
ro My3es nepejoBOW Hayku U TexHoaorum B To-
KMO NO3BOJ/ISET MOCETUTENO IMYUHO MOAENNPOBaTh
NPUPOAHbIe MPOLLECChI, MEPEXMBATb KaTakJIN3MbI,
“cKaTb 1 co3saBaTb HOBble GOpMaTbl MUPOYCTPOM-
CTBa, yNpaB/aTb aTMocdepot u rugpocdepoin. Bcé
3To 0becrneunBatoT HECKOJIbKO COTEH MHTEPaKTUB-
HbIX UHCTaNNALMNA.

3paHune My3es Hayku [MNpuHua ®ennne B BaneH-
CuK, BCTpeyatollee noceTuTenel N03yHromM: «3a-
MpeLLeHO He TporaTb, He YyBCTBOBATb, HE AyMaTb»,
obpa3Ho npeacTaBseT cobor ckeneT kuTa. B ero
AKkBapuyme, KOTOPbIN ABASETCA KpynHehwnm B Es-
pone, obuTaet Honee NOAYMUANNOHAE XXUBBIX «3KC-
MOHaToB».

VHHOBaLMOHHbBIA My3ei, 06bABAeHHbIV B 2015
roay «EBponencknm Myseem roga», CpoekTMpoBan
BbIAAFOLLNACSA UTAaNbSHCKUIA apxmTekTop PeHuo Mu-
aHo. Mysei Haykn B TpeHTO — 3T0 nouytn 20 ThIC.
KBaZpaTHbIX METPOB TPEHUPOBOUYHBIX NMOJIUFOHOB,
nabopatopui, HTEPaKTUBHBIX N1aThOPM, rae MOX-
HO MPOUYBCTBOBATb MCKYCCTBEHHO CO3aHHbIE 3MO-
LUK, PaCCMOTPETb MOJIEKY/IbI, MPOUTH CKBO3b PsAbl

OKaMeHebIX JMHO3aBPOB, MPOTECTUPOBATL COBpPEe-
MEHHYH TEXHUKY.

Ob6uiee B KOHLEMNLMAX COBPEMEHHbIX My3€eeB
HayKuv 1N TEXHUKWN B TOM, YTO Mpexze Bcero bbiio
MepecMOTPEHO OTHOLLEHME K MoceTuTeNto. Ternepb
My3eiHas 3KCMO3ULLMSA OPUEHTMPOBaHA Ha akKTUBHOE
y4yactue 3putens, KOTopbli cam TpaHchopmmpyeTt
eé dopMy 1 cogepxaHue, Nnpuagasas MM Ha KOpPOT-
KOoe Bpems MHAVMBUAYaNbHbIN aKTyaabHbIA ANUYHO
Ans Hero obpas.

HoBoe BpeMs caenano akTyanbHbIM BUPTYanbHYH
MY3€eWHYH 3KCMO3NLNIO, HE COAEPXKALLYHO LIeJeB-
POB UAW MNOAJNHHUKOB NPOU3BELEHNI UCKYCCTBA.
My3eliHoe coobLecTBO BblCKa3biBaeT OnaceHus,
YTO BMpPTYyasibHas 3KCMO3ULMs BanaHCUpyeT Ha rpa-
HW MacCOBOW KyNbTypbl. HO MHCTUTYLMSA, UMEHY-
rollas cebs Myseem, BCE-Taky OPUEHTMPOBaHA Ha
Mpe3eHTaLMto NOAJMHHOIO KyJIbTYPHOTO Hacieaus,
He MoABEePXXEHHOro TpaHCPOopMaLIMK, 1 MOXET ero
npeabsBUTb. B 3TON poan HesycsoBHOro WejeBpa
BbICTYMaET 3aHne My3esl, ero yHVKa bHas apxmTek-
Typa, KOHUENLMS BHYTPEHHEro NPOCTPaHCTBa, ero
cnocobHoCTb NpeobparkaTb OKPY>KaOLLYHO Cpeay.
MofBOASA UTOT, MOXHO OTMETUTb, YTO HAa COBPEMEH-
HOM 3Tane obajaHme SKCKAHO3UBHbBIM XyA0XKECTBEH-
HbIM 06Pa30M apXUTEKTYPbl HE MeHee BaXKHO Ans
My3esi, UeEM HannumMe YHUKaJIbHOW KOMNEeKLUU, Ha-
YYHOrO cTaTyca U MHTepPakTUBHbIX MPOrpamMm.
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OUTDOOR PERFORMATIVE PRACTICES
OF MODERN THEATRE

Summary: The article is devoted to the study of out-
door performative practices of modern theatre. The au-
thor substantiates the relevance and significance of the
topic of the research determined by the mobile devel-
opment of modern theatre, which is one of the most
important types of contemporary art; a theatre perfor-
mance is a complex interdisciplinary product, subject
to modifications, and which does not receive the final
form. The purpose of the study is to identify and ana-
lyse the main types of theatre performance, developed
in the 20th century in the context of new methods and
principles of theatre directing, which extend the idea of
modern theatrical performance. The main method of re-
search is an interdisciplinary comparative analysis. It de-
fines a special role for the character — performer and
the audience; it is characterised by an epatage concep-
tion, the complexity of the media — elements included
in the action; it forms a productive audience involved
in the action.

The historical component of performance — the first
practice, its formation as an independent direction, is con-
sidered; the most outstanding performances of the last
century are indicated. Modern theatrical performances are
studied. One of their features is holding the event outside

Introduction

Art as a cultural phenomenon has a dynamic char-
acter — it is constantly changing. The relevance of
the work is explained by the mobile development
of modern theatre, which is one of the most impor-
tant types of contemporary art, and theatrical per-
formance is a complex interdisciplinary product that
is subject to modifications that do not receive a fi-
nal form. Such phenomenon of art as performance
that goes beyond the “traditional” understanding is
especially noted. Its feature is the uniqueness and
the ability to interact with the public in real time.

the main theatrical premises, allowing the viewer to ful-
ly and newly immerse themselves in the theatrical “pro-
cess” through innovative digital technologies, which are
now used everywhere. Another feature is the exit of the
narrative method from the traditional textbook format.
The author notes that the human body has remained the
main expressive means of performance, bringing it closer
to the choreographic art, which, like dance, is often de-
void of words. Gaining the status of a theatrical form in
the 70s, performance goes to a higher level of scenario
with a more well-designed structure. However, the pe-
culiarity of performance is its eclectic and experimental
character. It easily fits into the multimedia format of In-
ternet platforms.

It is concluded that throughout its development, per-
formance as a type of theatrical performance, required a
new type of dramaturgical and directorial thinking from
the authors-creators. It is argued that the new cultural
product offered to the modern viewer gives the recipi-
ent (viewer) the opportunity to look at theatrical art from
a different angle. Thus, the initiators of such projects
manage to "hook” the viewer's attention to this product.

Keywords: performance, theatre, art, innovative tech-
nologies, event, artist.

The aim of the study is to identify and analyse
the main types of theatrical performance which de-
veloped in the 20th century in the context of new
methods and principles of theatrical directing. They
expand the understanding of the modern artistic
and figurative language of the theatre and provide
an opportunity for a comprehensive understand-
ing of the spatio-temporal environment which is
created for them.

The objectives of the study of this problem are:

— designation of general techniques of theat-
rical art and performative practices;
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— the study of performances of the 20th cen-
tury in Russia and foreign countries;

— analysis of the theatrical structure of perfor-
mance, taking into account directing, as an origi-
nal intellectual and spatial system;

Methods and Materials

The main method of research is an interdiscipli-
nary comparative analysis based on the fact that per-
formance, as a form of modern visual art involved in
the experimental sphere of creativity, actively trans-
forms the traditional theatrical performance, provides
new technological opportunities for authors, creates
new metaphorical meanings of theatrical and virtu-
al reality. Performance defines a special role for the
character — the performer and the viewer. It is char-
acterised by an epatage conception, the complexity
of the media — elements included in the action; it
forms a productive, involved in the action audience.

Photos, illustrations and multimedia materials
(video, audio, animation) served as visual materi-
als of the study. They helped to form a comprehen-
sive approach to conceptual production decisions,
which have been applied in practice.

Its concept is that any cultural product can be-
come a work of art. Performance is based on four
concepts: place, time, the body of the artist and the
coexistence of the artist and the viewer [1]. Inter-
activity, spontaneity, processuality, non-linearity of
perception, the absence of any framework are qual-
ities that are inherent not only in performance but
also in modern artistic culture as a whole.

Art historian and philosopher N. Mankovskaya
writes that “performance is an act, a presentation. It
is a public creation of an artifact based on the prin-
ciple of synthesis of art and non-art, which does not
require special professional skills and does not claim
to be durable. Its aesthetic specificity is the empha-
sis on the primacy and self-sufficiency of the crea-
tive act as an artistic super-task — the affirmation of
the creator’s identity” [2; p.188]. It is believed that
the first performance took place in 1952, when pi-
anist John Cage took the stage and sat almost mo-
tionless at the piano for four and a half minutes.
Occasionally, he got up, opened and closed the lid
of the piano, thus marking the beginning and end
of each of the three parts of the musical work [3].
As an independent art movement, it gained status
in the 1960s, especially if one turns to the work of
American conceptual artist Chris Burden. Probably
his most famous and provocative performance was
“A Shot", when Burden with the help of his assis-
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tant shot himself in the left arm from a distance of
about five meters. For many, this performance was
a declaration of the American right to bear arms
during the Vietnam War of 1955-1975.

Another well-known representative of perfor-
mance is Serbian artist Marina Abramovi¢, who car-
ried out a stunning experiment, which is still talked
about by representatives of the art community. In
1974, in Naples, she held a performance called
Rhythm O, the idea of which was incredibly simple:
Abramovi¢ stood motionless for six hours next to
a sign that read "Instructions: on the table, there
are 72 items that can be used on me as you wish.
Performance. | am the object. During this period
of time, | bear full responsibility. Duration: 6 hours
(8 pm—2 am)". On the table, there were absolutely
various objects: for pleasure and for destruction. A
gun, a knife and razor blades were among the dan-
gerous ones [4]. At first, the newly coming specta-
tors did quite harmless actions; however, over time,
their actions became more and more cruel towards
the artist. One man used a blade to make a cut on
the neck, some undressed and molested the woman.
During the performance, Abramovic¢ was subjected
to all sorts of harassment, which was accompanied
only by laughter in the process. The performance
was interrupted by security guards after one of the
spectators had pointed a gun at her. The given ex-
ample of performance obviously demonstrated the
animal nature of a person and the fact how unlim-
ited power and freedom kills a sense of empathy
and conscience.

“In the 1970s, the combination of performance
and theatre gave rise to a curious phenomenon:
these are works of predominantly visual images,
which are characterised by the absence of a straight-
forward narrative, dialogue, plot, characters and a
“realistic” setting. In such spectacles, there is of-
ten no beginning and end; the emphasis is on the
viewer's perception, and performance consists of
separate 'pictures-scenes’, visual fragments.” [5;
p.25] Theatrical performance creates a new type of
dramaturgy, which is not based on and is not ac-
companied by a literary text in the form of a play
or libretto. The visual expressive means of various
arts form dramaturgy, creating the mosaic basis of
performance. Each fragment of the performance
perception introduces new meanings, developing
separately or in combination with other fragments,
like mise-en-scenes. The human body has remained
the main expressive means of performance, which

brings it closer to choreographic art; like dance, it is
often devoid of words. In the 1970s, acquiring the
status of a theatrical form, performance received
a higher level of scenario with a more thought-
ful structure. However, the peculiarity of perfor-
mance is eclecticism and experimental character.
It easily fits into the multimedia format of Inter-
net platforms. The theatre has always differed from
many art forms in its strong communication side,
in a direct connection with the audience. Initially,
these were just video recordings of performances
and their fragments that were posted on the Inter-
net. And it became clear that theatre cannot exist
and develop only in the traditional direction. Me-
dia theatre formats have been developed, existing
on various Internet sites, social networks, live, au-
dio performances, etc. In turn, progressive Internet
technologies have expanded the technical capabili-
ties of theatre performance. "As a result, an impor-
tant criterion in evaluating performance is not the
form of its presentation (it may have the proper-
ties of a ritual or a spectacle, it may turn out to be
a meaningless repetition of individual acts or ac-
tions simultaneously going on at different venues,
forcing the audience to choose an object of ob-
servation) but the process of interaction between
the participants. It is obvious that we are talking

IlL 1. Performance Another City. Directed by S. Alexandrovsky. 2076.
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about changing the form of communication with
the viewer owing to which the performance turns
into co-existence.” [6; p.105]

Today, various major artistic events take place not
on the classical large stages but outside them since
theatre itself strives to find new formats, “looking”
into neighboring territories, into basements and
attics. Born at the beginning of the 20th century,
the art of performance organically merges into the
changeable theatrical process.

It is worth saying that this direction was born at
the junction of theatre and all kinds of elements of
fine art, dance, music, video art, cinema, etc. Perfor-
mance takes its form — actions, happenings, docu-
mentation or re-performance, depending on which
of the above directions prevails. At present, outdoors
are very popular. These are street performances. For
example, the performance Another City from the
Popup theatre has been held in St. Petersburg since
2016. It includes performance, a walk, a game in
combination with urban space. For the performance
participants, director Semyon Aleksandrovsky pre-
pared a route along the embankments of the North-
ern capital, conceptually close to the “classic” routes
of Venice, Amsterdam and Paris. Spectators are giv-
en headphones and a special map with an algorithm
of actions at a particular location. By scanning spe-



cial QR codes on the map, viewers are given access
to photo and video panoramas of their chosen city
(i.e. Venice, Amsterdam or Paris). The instructions,
the audio stream and the visual series immerse to
some extent, create a sensual projection of a city
thousands of kilometers away in a person’s mind.
The performance begins at the intersection of Mok-
hovaya and Belinsky streets.

Due to the rapid progress of innovative tech-
nologies, modern theatre can offer the audience
performance using various digital accessories. For
example, the Alexandrinsky theatre (New Stage) of-
fers a performance play When We Meet Again, where
a participant puts on VR glasses, finds themselves
in a virtual space, goes on an out-door journey, ac-
companied by various sounds and visual accompa-
niments. A person feels themselves in a different
body and space, where the real turns out to be fic-
tional, and the fictional turns out to be real, which
is most disorienting. The main idea of the perfor-
mance is to show how our body interacts with new
technologies. Another performance play of the Al-
exandrinsky Theatre is Etiquette, an action for two
people sitting at a table in a cafe, about which peo-
ple around do not even know. Participants put on
headphones and follow prompter instructions tell-
ing them what to say, how to interact with objects
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Ill. 2. Pixel. Director M. Merzouki. France, 20174.

on the table, and guiding them through film and
play scenes. The purpose of the play is to explore
human communication, the complexity of the pro-
cess of facilitating thoughts into words, and our
need for trust [7].

The play Pixel (directed by M. Merzouki, the Head
of the National Choreographic Centre of Creteil),
which premiered in France in 2014, presents the
interaction of dance and multimedia, street culture
and the technogenic world, the movement of danc-
ers and digital images, three-dimensional graphics
and circus. The action takes place in virtual space;
the actors dance on the screen in peculiar planes,
into which the stage and backstage are turned, and
the three-dimensional image create aerial optical
illusions. The technology used in the ballet Pixel
is called video mapping — the art of creating and
overlaying three-dimensional video projections on
physical objects, taking into account their geome-
try and location in space.

It must be remembered that directors’ modern
trend to fashionably and effectively use multime-
dia and theatrical action can lead to problems in
the perception of the idea of performance, shifting
the main conceptual idea to secondary, additional
meanings, leveling the skill of the actor, who be-
comes just a plastic object. Performance can turn

into a spectacular show, lose its dramatic idea, which
leads to a violation of theatrical aesthetics.
Conclusion
Thus, throughout its development, performance
as a type of theatrical play has required a new type
of dramaturgic and directorial thinking from the
creators. Theatrical performance is a type of art

that does not involve rehearsals, repetitions. It is
unpredictable and has a chaotic character aimed
at the artist’s self-expression. The viewer becomes
not only a participant but also a co-author of the
production, implying the maximum personifica-
tion of the event, popular and quite important for
modern times.
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OUTDOOR-TIEPOOPMATWBHBIE MPAKTUKN
COBPEMEHHOI'O TEATPA

AHHomayuA: Matepman NocBALWEH n3ydeHuto outdoor-
nepdopMaTUBHBIX NPaKTUK COBPEMEHHOrO TeaTpa. AB-
TOp 0BOCHOBbLIBAET aKTyaNbHOCTb U 3HAYMMOCTb TEMBI
nccnesoBaHus, 06yCNOBAEHHON MOBW/IbHBIM Pa3BUTUEM
COBPEMEHHOrO TeaTpa, KOTOPbIV ABASETC OAHUM U3 BaX-
HeMLwux BUAOB COBPEMEHHOMO UCKYCCTBA, a TeaTpaibHbI
CneKTakNb NpeAcTaBAseT cCOBOMN CAOXKHbIA MEXANCLM-
MAVHAaPHbIA NPOAYKT, MOABEPXEHHbIV BUAOUIMEHEHW-
fIM, He 3aMbIKaOLLMMCA B OKOHYaTeNbHY0 dopmy. Liesnbro
nccnefoBaHns ABASETCSA BbIIBJEHME U aHAIM3 OCHOBHbIX
BWZOB TeaTpanbHOro neppomaHca, cnoxmeLLmxcs B XX B.
B KOHTEKCTE HOBbIX METOA0B W MPUHLMMOB TeaTpaibHOM
pexXnccypsbl, KOTOpble PacLIMPAIOT NPeAcTaBieHme O CO-
BPEMEHHOM XYA0XeCTBEHHO-06pa3HOM f3blke TeaTpa
M Jat0T BO3MOXHOCTb KOMMJIEKCHOTO MOHUMaHUsA TON
NPOCTPaHCTBEHHO-BPEMEHHOM Cpebl, KOTOpas UM co34a-
é1cs. OCHOBHbIM METOZOM UCCNEA0BAHUSA ABASETCA MEX-
ANCUMNAVHAPHDIN CpaBHWUTENbHBIM aHanm3. OH onpeaensieT
0CObYH0 POJ/Ib ANS NMEPCOHAXKa-UCMONHUTENSA U 3puUTens,
XapaKTepusyeTcs 3naTaXKHOCTbHO 3aMblCAa, CIOXKHOCTbIO
MeJNa3NEMEHTOB, BXOASALLMX B AeicTBue, bopMUpyeT npo-
OYKTUBHYHO, BOBJIEUEHHYHO B AencTBue ny6mKy.

PaccmompeHa nctopuyeckas coctaBastollas nep-
dbopmaHca — nepBas nNpakTMKa, CTaHOBAEHWE KaK ca-
MOCTOATENbHOTO HanpaBaeHUs, 0603HayeHbl Hanbonee
BblAAOLLMECS BbICTYM/IEHMA NPOLLIOro Beka. V3yueHsl co-
BpPEMEHHbIE TeaTpasibHble NepdOopMaHChl, 0COBEHHOCTbIO
KOTOPbIX SBAAETCS NPOBEAEHNE MEPONPUATUA 3a Npesena-

BBepeHue

WckyccTBO Kak siBNeHME KyAbTypbl UMeeT AnHa-
MWUYHbI/ XapaKTep — OHO HaXxOAMUTCA B MOCTOSHHO
N3MEHSAIOLLLENCA aKTUBHOCTU. AKTyanbHOCTb paboThl
06BACHAETCA MOBUABLHBIM Pa3BUTUEM COBPEMEHHO-
ro Teatpa, KOTOpPbI ABASAETCA OAHVMM U3 BaXKHENLLMX
BMAOB COBPEMEHHOIO UCKYCCTBA, @ TeaTpasibHbll
crnekTak/lb nNpeacTaBaseT cOH6OM CNOXHbIA MeX-

78

MW OCHOBHOFO Te€aTpanbHOrO NMOMeELLEHWS, YTO AAET BO3-
MOXHOCTb 3PUTE/HO MONHOCTBIO U MO-HOBOMY MOTPY3nTbCs
B T€aTPasM30BaHHbIN «MpPoLLecc» NOCPeACTBOM MHHOBA-
uMoHHbIx digital-TexHonorui, kotTopble ceyac CNob3y-
HOTCS MOBCEMECTHO, @ TakXKe MO3BO/IAET MOBECTBOBaHMIO
BbIATU N3 TPAANLMOHHOIO XpecToMaTuitHoro dopmara.
ABTOp OTMEYaeT, YTO TeNO YeNOBEKA OCTaNIOCh OCHOBHbIM
Bblpa3nTe/ibHbIM CPeacTBOM nepdopmaHca, YTo coamxa-
€T ero ¢ xopeorpadnyecknm UCKYCCTBOM, OH Takxe, Kak
W TaHew, 3a4acTyto AMWEH cnosa. B 1970-x rr., obpeTas
CTaTyC TeaTpann3oBaHHoM GopMbl, NepdopMaHc nepexo-
AMT Ha Bosiee BbICOKWIA YPOBEHb CLLEHAPHOCTY, UMEIOLLEN
6onee npogymMaHHyto CTPYKTYpy. OfjHakKo 0CO6EHHOCTbIO
nepdopmMaHca ABAsSETCA IKNEKTUKA N IKCTepUMEHTab-
HbI xapakTep. OH JIerko BNUCLIBAETCA B My/IbTUMEANN-
HbI popmMaT MHTepHeT-NAaTdhOopM.

Jlenaemcs BbIBOA, UTO Ha NPOTAXEHWMN BCEro CBOE-
ro passuTusa nepdopmaHC Kak BUA TeaTpasm3oBaHHOrO
npeAcTaBAeHus TpeboBan OT aBTOPOB-CO3/aTeNeil HOBOro
TMNa ApPamMaTypruyeckoro U PexXMcCépckoro MbllUIeHWs.
ApryMeHTUpOBaHO, YTO NpeanaraeMblil COBPEMEHHOMY
3pUTENHO HOBbIN KYNbTYPHbIV NPOAYKT Aa&T BO3MOXHOCTb
peLmvnueHTy (3puTento) MoCMOTPETL Ha TeaTpasibHOE UC-
KYCCTBO C APYroli CTOPOHbI, TEM CaMbIiM UHULMATOPAM
NoA06HbIX MPOEKTOB YAAETCA NPUBAEYL BHUMAHWE 3pu-
TeNs K 3TOMY NPOAYKTY.

Knrouesole cnosa: neppopmaHc, meamp, Uckyccmso,
UHHOBAUUOHHbIe mexHo/102uU, Meponpuamue, XyO0XHUK.

AVNCLMMNAVMHAPHbIA MPOAYKT, KOTOPbIA NOABEPXEH
BUAOU3MEHEHMWSAM, HE 3aMbIKAOLLMMCS B OKOHYa-
TenbHyto dopmy. OcobeHHO OTMeuUaroTCs Takue
beHOMEHbI UCKYCCTBA, BbIXOASALLME 3a Npesenbl
«TPaANLMOHHOTO» NMOHUMaHUS, Kak nepdopmMaHc,
0COH6EHHOCTLIO KOTOPOTO AB/ISAETCS HEMOBTOPU-
MOCTb 1 BO3MOXHOCTb B3aMMOZAENCTBUA € NyHamn-
KOW B peasbHOM BpPEeMEHMW.

Llenbto nccnepoBaHms ABAAETCA BbisiIBAEHUE
M aHain3 OCHOBHbIX BUAOB TeaTpasbHOro nepdop-
MaHca, coXuBLIMXCA B XX B., B KOHTEKCTE HOBbIX
METOZO0B M NMPUHLMMOB TeaTpaibHOW pPexmnccypsl,
KOTOpble pacLNpAIOT npejcTaBaeHe O coBpe-
MEHHOM Xy 0XeCTBEHHO-06pa3HOM fA3bike TeaTpa
W AatT BO3MOXHOCTb KOMMIEKCHOTO MOHUMaHWUs
TOV NPOCTPaHCTBEHHO-BPEMEHHOW Cpejbl, KOTO-
pas uM co3aaércsa.

3asayamu nccnesoBaHWs AaHHON NPo6aeMbl AB-
naoTca:

— o0b603HauyeHune obLMX NPUEMOB TeaTpaabHO-
ro UCKyccTBa 1 nepdopMaTnBHBIX NPaKTUK;

— u3yyeHune nepdopmaHcoB XX Beka B Poccum
1 3apybexxHbIx cTpaHax;

— aHanu3 TeaTpasbHOM CTPYKTYpbl NnepdopMaH-
ca C YY4ETOM PexmCccypbl Kak OpUrMHaNbHOW UHTEN -
NEeKTyanbHOW U NPOCTPaHCTBEHHOW CUCTEMBI.

MeToabl 1 MaTepuanbl

Vcxoas ns Toro, uto nepdopmaHc kak dopma co-
BPEMEHHOr0 BM3YyaslbHOTO NUCKYCCTBa, BOBJEYEHHas
B 3KCMepuUMeHTanbHYyto chepy TBOpUECTBa, akTUB-
HO TpaHcdopmMpyeT TPaANLMOHHOE TeaTpaibHOe
[eCcTBO, NPeAoCTaBAAET HOBble TEXHOOrNYecKue
BO3MOXHOCTUN A/ aBTOPOB, CO34aET HOBblE MeTa-
bopuryeckme CMbICbI TeaTPasbHOM U BUPTYaNbHOM
peanbHOCTU, OCHOBHbIM METOAOM UCCeA0BaHMA
ABAAETCH MEXAUCLUUNANHAPHbBIA CpaBHUTENb-
HbI aHanun3. OH onpegensetr 0cobyo posb Ans
NnepcoHaXxa-ncnoaHUTeNA 1 3pUTeNs, XxapakTepu-
3yeTCs 3NaTaXXHOCTbI 3aMbICAa, CIOXKHOCTbIO Me-
[MasNEMEHTOB, BXOAALLWX B AeACTBUE, opmupyet
NPOAYKTUBHYO, BOBNEUEHHYIO B AercTBME NYyOANKY.

B KauecTBe BM3yabHbIX MaTepPMasOB UCCae0Ba-
HMA nocayxuan Gotorpadum, NANKOCTPaLIN U MYb-
TUMeANHble MaTepuanbl (BUAEO, ayAno, aHUMaLWA).
OHu nomoran chopMmnpoBaTh LENOCTHbIA NOAXOS,
K KOHLLenTyalbHbIM MOCTAHOBOYHbIM peLleHMAM, KO-
TOpble NMPUMEHSAANCh N MPUMEHSAIOTCS Ha NpaKTUKe.

KoHuenuwus 3akntoyaetcs B TOM, UYTO npou3se-
AEHNEM NCKYCCTBA MOXET CTaTb 060N KyAbTyp-
HbIA NpoayKT. NepdopmaHc HasmpyeTcs Ha YeTbipéx
KOHLLeNnTax: MecTo, BPeMs, TeNO XyAOXHMKa U CO-
CyLLeCcTBOBaHMe Xyf0xHuKa u 3putens [1]. NnTe-
PaKTUBHOCTb, CMNOHTAaHHOCTb, MPOLECCYaNbHOCTb,
He/IMHENHOCTb BOCNPUATUSA, OTCYTCTBME KaKMX-1MB0
paMOK — KayecTBa, NpucyLlme He Tonbko nepdop-
MaHCy, HO 1 COBPEMEHHOW XYJ0XXECTBEHHOM KyJlb-
Type B LeNoM.

NckycctBosea n dunocod H. b. MaHbkoBCKas
nuwet, 4YtTo «nepdopmMaHC — 3TO UCMOJHEHME,

npegacrasneHune. MybanyHoe cosganne aptedakTa
Mo NMPUHLUNY CMHTE3a MCKYCCTBa U He-NCKYCCTBa,
He Tpebytowee cneumanbHbix NPOPEeCcCUOHaNbHbIX
HaBbIKOB W He MpeTeHAytoLee Ha JONrOBEYHOCTb.
Ero acteTnueckon cneumdurKomn aBAseTC akLEeHT Ha
NepBUYHOCTb N CaMOAOCTaTOMHOCTb TBOPYECKOTO
aKTa Kak XyA0>XeCTBEHHOW CBepx3ajaun — yTBEpXK-
AeHUU nAeHTUYHOCTM TBOopUa» [2; c¢. 188]. CuunTa-
eTcA, uTo nepBbin NepdopmaHc npowén B 1952 r.,
Korga nuanHuct [xxoH Keingx Bblllen Ha CLeHY 1 Ye-
TbIp€e C NONOBUHOM MUHYTbI MPOCUAEN NPaKTUYeCKu
HenoABWXHO y posna. lNepnoanyeckn oH BCTaBas,
OTKPbIBa/ M 3aKpblBaa KpbILKY posas, obo3Hauyas
TaknMM 0B6pa3oM Hauano 1 KOHel, KaXAon U3 Tpex
yacTel My3blkaabHOro npounssegeHus [3]. Kak camo-
CTOATeNIbHOE apT-HanpasaeHe nepdopmMaHc nony-
ynn ctatyc B 1960-€ rr., ocobeHHo ecan obpaTuTbCA
K TBOPYECTBY aMepPMKaHCKOrO KOHLLENTyasbHOrO Xy-
foxHMKa Kpuca bépgaeHa. Tak, ero, BepoaTHO, CambiM
N3BECTHbIM M NMPOBOKAaLMOHHbIM NepPopmMaHCcOM
ctan «BbicTpen», korga npv NOMOLLM €ro acCUCTEH-
Ta K. BépaeH npoctpennn cebe neByto pyky C pac-
CTOAAHNA OKOJO NATWM METPOB. ITO BbICTYMNAEHWE ANA
MHOTUX CTano 3asBaeHneM 06 aMepmnkaHCKoOM npa-
BE HOCUTb OpY>XMe BO BPeMsi BbETHaMCKOM BOWHbI
1955-1975 rr.

Ewé o4HON N3BECTHOM NMpeACTaBUTENbHULEN
nepdopmaHca 6blna cepbckas xyaoxHuua Mapm-
Ha ABpaMoBMY, KOTOpPas MPOBE/A OLLETOMASAOLLNI
3KCNEPUMEHT, O KOTOPOM A0 CUX MOP NPOAOCIXKAIOT
roBOpUTb NpeacTaBuTenn apt-coobuiectaa. B 1974 r.
B Heanone oHa npoBesia CBOO aKLMIO MO Ha3BaHM-
eM «Rhythm 0», 3agymka koTopow Hblna HEBEPOATHO
npocrta: M. AbpamoBUY CTOsINIa HEMOABUXHO B Teue-
HVe LIeCTV YacoB PAAOM C TabiMUKORN, KOTopas rna-
cuna: «MIHCTpyKkuma: Ha cTosie aexart 72 npeamera,
KOTOPble MOXHO MPUMEHATb KO MHE KaK XOUeTcs.
MepdopmaHc. 1 06bekT. B 3TOT NpomMexyTok Bpe-
MEHW i HeCy NMOJIHYHO OTBETCTBEHHOCTb. Jantenb-
HOCTb: 6 YacoB (8 yacoB Beuepa — 2 4aca HOUN)».
Ha cTone nexann abcontoTHO pa3HoobpaszHbie Npea-
MEeTbI: A1 YAOBOAbCTBUA U Ans paspywenuns. Cpe-
AW OnacHbIX ObLIN NMUCTONET, HOX N BPUTBEHHbIE
nessua [4]. CnepBa BHOBb NpUXoAdALLME 3pUTENN
Jenanun BnosHe 6e306unaHble AeNCTBUS, HO C Teye-
HUEM BPEMEHM MX NMOCTYNKW CTaHOBUANUCH BCE 60-
Jlee >eCTOKMMM MO OTHOLLEHMIO K XyAoxxHuLe. OauH
MY>K4YMHa MCNONb30Ban e3Bune, YTOObI caenath Ha-
Ape3 Ha Wwee, HEKOTOPble pa3geBany U NpucTaBanm
K XeHLwmHe. 3a Bpema nepdopmarHca M. AbpamoBuy
noABepriacb BCAKMM AOMOraTebCTBaM, KOTOpble
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B MpoLiecce CONPOBOXAANNCH NLLb CMEXOM. BbiCTy-
naeHve 66110 NpepBaHO OXPaHHMKaMM Mocse Toro,
Kak OAWH M3 3puTenei HanpaBua Ha Heé NUCToneT.
MpuBeséHHbIM NpuMep NepPopmMaHca, OYEBUAHO,
NPOAEMOHCTPUPOBAN XXMBOTHYHO MPUPOAY Yenose-
Ka U TOT $aKT, HaCKObKO HEOTpaHWYeHHas BAacTb
n ceobosa ybmBaeT UyBCTBO 3MMATUN U COBECTb.
«CoepuHeHne nepdopmaHca u Teatpa B 1970-x
poxaaet toHoNbITHLIN GeHOMEH: 3TO NpousBese-
HWUA NPeMMYyLLEeCTBEHHO BU3YyasibHbIX 06pa3os, A/
KOTOPbIX XapakTepPHO OTCYTCTBUE MPAMOIMHENHOIO
HappaTvBa, AManora, CoXeTa, MepCoHaXen n «pe-
ancTnYeckoro» mMecTa gencrema. B Takux 3penm-
Lax 4acCTo HeT Havana 1 KOHLa, akLeHT CTaBUTCS Ha
3pWTeNbCKOE BOCMPUATUE, @ MPeACTaBAeHe COCTONT
N3 OTAENbHbIX «<KapTUH-CLEH», BU3YaslbHbIX O6PbIB-
koB» [5; c. 25]. TeaTpanbHbIi NneppopmaHC co3aaét
HOBbIM TUN ApamaTypruu, KOTopbld He HasmpyeT-
CSl M He COMPOBOXAAEeTCA ANTepaTypPHbIM TEKCTOM
B popmaTte nbecbl an anbperto. Camu BM3yasbHble
Bblpa3uTe/bHbIE CPEACTBA Pa3INYHBIX UCKYCCTB Gop-
MWUPYIOT ApamMaTypruto, 06pasys MO3anyHyto OCHO-
BY npeacTaBneHus. Kaxablii dparMeHT BOCApUATUS
neppopmaHca BHOCUT HOBblE€ CMbIC/Ibl, Pa3BMBa-
ACb 060CO6/1EHHO NN B COEAMHEHNN C APYTMU
dparmeHTaMn Kak MmnsaHcueHamu. Teno yenoseka
OCTas0Cb OCHOBHbIM Bblpa3nTeNbHbIM CPEACTBOM
nepdopmaHca, UTo coamxaeT ero ¢ xopeorpadpuue-
CKMM WCKYCCTBOM, OH TaK Xe, Kak 1 TaHeL, 3a4acTyro
NwéH cnoBa. B 70-x rr., obpeTan cratyc TeaTpa-
NN30BaHHON GopMbl, NnepdopmMaHC NepexoamnT Ha
6os1ee BbICOKUIN YPOBEHb CLLEEHAPHOCTH, UMEIOLLLEN
6onee npoayMaHHyro CcTpykTypy. OfHaKko ocobeH-
HOCTbIO NepdopmMaHca ABAAETCA IKNEKTNKa U IKC-
nepuMeHTanbHbI xapakTep. OH Nerko BN1cbIBaeTcs
B MY/JbTUMEANMHBIA GOpMaT MHTepHET-NAaTGopM.
TeaTp Bcerga oTan4anca oT MHOTMX BUAOB MUCKYC-
CTBa CBOEW CU/IbHOW KOMMYHUKALMOHHON CTOPOHOM,
HenocpeaCTBEHHOW CBA3bIO CO 3puTenem. Nepso-
HayanbHO 3TO HbIAN MNPOCTO BMAEO3aNUCKU Crek-
Takieh n ux GparMeHTOB, KOTOPbIE BbiKNaAblBaAN
B WHTEPHET, M CTaN0 MOHATHO, YTO TeaTp He MOXET
CyLLecTBOBaTb W pa3BMBaTLCA TONbKO B TpaguLIm-
OHHOM HanpasaeHuu. Monyunnun passutme dop-
MaTbl MeAnaTteaTpa, CyLLecTBYHOLLME Ha PA3NNYUHBIX
WHTEpPHET-MNNOLLaZKaX, B COLlMANbHbIX CETSX, B Nps-
MOM 3dupe ayamocnektaknum n np. B ceoro ouepesb
MPOrpeccuMBHbIe MHTEPHET-TEXHOIOTMM paclnpuan
TexHMnyeckne BO3MOXHOCTY TeaTpasibHOro nepdop-
MaHca. «B pe3ynbTaTe BaXHbIM KpUTEpUeM B OL|eH-
ke neppopmaHca asaseTca He dopma ero nogaym
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(OHa MOXET UMeTb CBOMCTBA puTyana nuau 3pemLua,
OKa3zaTbCA 6eccMbICIEHHbIM NOBTOPEHNEM OTAEeNb-
HbIX aKTOB MW OJHOBPEMEHHO MAYLLMX Ha Pa3HbIX
naoLlaskax A4encTBUIA, BbIHY>KAAFOLLNX 3pUTENEN Bbl-
6u1paTtb 06BbEKT HabatoAeHMA), @ MPOLLECC MHTEepaK-
Lum mexay yyactHukamu. OueBUAHO, YTO peyb UAET
06 n3MeHeHUn GopMbl KOMMYHUKALIMKN CO 3puUTe-
nem, bnarogaps KOTOPOW CnekTaknb NpeBpaLyaeT-
ca B cobbiTne» [6; c. 105].

CerosHs pasnnyHble KpYMHble XyA0XeCTBEHHbIE
€obbITUA MPONCXOAAT HE Ha K1acCn4eckmx 60nbLINX
CLeHax, a 3a Ux npejenamu, NOCKObKY cam TeaTp
CTPeMUTCs HaliTh HoBble GopMaThl, «3arisasbiBas»
Ha cocefiHVe TeppuTOpUK, B NOABajbl N YepAaky.
3apoguBlueecs B Hayane XX B. UCKyccTBO nepdop-
MaHca TakXe OpraHM4yHO BMBAETCSA B MepeMeHYm-
BbIV TeaTpasibHblIl npoLiecc.

[JlaHHOe HanpaBfeHme, CTOWT CKa3aTb, 3apPOANI0Ch
Ha CTbIKe TeaTpa ¥ BCEBO3MOXHbIX 31EMEHTOB 130-
6pa3nTenbHOro MCKYCCTBa, TaHLa, My3biKn, BUAEO-
apTa, KMHO 1 T. 4. B 3aBMCMMOCTM OT TOro, Kakoe u3
BblLLEeMNepeYmCIeHHbIX HanpaBaeHnii npeobnagaert,
Takyro GopMy 1 06peTET NpescTaBaeHne — akLmK,
XEMMEHWHT, JOKYMeHTaLmsa uan penepdopmaHc. Ha
COBPEMEHHOM 3Tare BeCcbMa NonyaspHbIMU ABAS-
toTca outdoor, T.e. yanuHble nepdopMaHChbl, Hanpwm-
mep, B CaHkT-MNeTepbypre ¢ 2016 r. npoBoANTCA
cnekTakab «/lpyroin roposa» oT TeaTtpa Popup, ko-
TOPbIN BKAtOYAET B cebs nNpeacTaBieHNe, Nporyn-
Ky, UTpy, BKYNne C rOpoACKMM NPOCTpaHcTBOM. [ns
y4acTHUKOB nepdopmaHca pexunccépom CemEHoM
AnekcaHApPOBCKMM MOAFOTOBAEH MapLUPyT MO Ha-
6epexxHbIM CeBepHOW CTONMLbI, KOHLLENTYaNbHO
MPUBAMXKEHHBIN K «KNacCcyeckum» mMapLipyTtam Be-
Heuwun, Amctepaame v MNapuxe. 3putenam BblgaroT-
€A HaYLIHWKW 1 cneunanbHas KapTa C airopuTMom
AeNCTBUA Ha TOl nAW nHoM Nokauun. CkaHMpoBaHue
cneumanbHbix QR-KOZOB Ha KapTe NpeAocTaBaseT
3putensam goctyn K GoTo- 1 BugeonaHopamMam Bbl-
H6paHHOro nmu ropoga (1.e. BeHeumun, AMctepgama
nam Mapwka). IHCTpyKumns, ayaAnonoToK 1 BMU3yab-
HbIN PAj B KAKOW-TO CTEMEHUW MOrPy>KaroT, CO3atoT
B CO3HaHWUN YenoBeKa YyBCTBEHHYH MPOEKLNIO Fo-
poga, KOTOPbI HaxoAUTCA B ThiCiUe KMOMETPOB.
CnekTaknb HaUMHaETCA Ha NnepeceyeHnn yaunL, Mo-
X0BOW 1 bennHckoro.

B cBA3M €O cTpeMuTeNbHBIM MPOrPeccoM MHHO-
BALMOHHbIX TEXHOJIOTMIA COBPEMEHHbIV TEATP MOXET
NpeaoXuTb 3putensM nepdopmaHc ¢ UCNoab30Ba-
HMeM pa3anyHbix digital-akceccyapos. Hanpumep,
AnekcaHapuHckNI TeaTp (HoBas cueHa) npeanara-

eT neppopmaTmBHbIN criekTakab «Koraa mMbl BCTpe-
TMMCSl CHOBa», rae y4acTHuK HageBaeT VR-oukn,
OKa3blBasACb B BUPTyasbHOM MPOCTPaHCTBE, OT-
npasasieTcs B out-door-nyTelecTsne, CONpPoBO-
XAaroweecs pasMyHbIMN 3ByKaMu, BU3yalbHbIMU
COMpoBOXAeHMAMUN. YenoBek oLyLaeT cebs B MHOM
TefNe N NPOCTPaHCTBe, r4e pealbHOe OKa3blBaeTCs
BbIMbILL/IEHHbBIM, @ BbIMbILLNEHHOE — peasibHbIM, YTO
MaKCVMMabHO Ae30pueHTupyeT. [naBHas naes cnek-
Tak/s — NMokasaTb, KaK Hallle Teso B3auMOAenCTByeT
C HOBbIMM TexHosormamu. Ewé oamH nepdopmatme-
HbIW cnekTakab AneKkcaHAPWHCKOro Teatpa — «ITn-
KeT», AeNCTBME Ha ABOUX, CUAALLMX 3@ CTOJIMKOM
B Kade, 0 KOTOPOM OKpy>KatoLme Aaxke He Aoradbl-
BalOTCA. YUaCTHUKWN HaAeBatoT HaYLLIHNKWN U CheaytoT
yka3zaHunem cydnépa, nogckasbiBatowero nopsagoK
AENCTBUI (YTO TOBOPUTL, Kak B3aMMOAENCTBOBaTb
C NpeaMeTaMu Ha cTosie), cypiép Takxke NpoBeaeéT
NX yepes cueHbl GrabMOB U nbec. Lleab cnektakng —
nccnefoBaHne YenoBeveckoro obLLeHNs, CI0XHOCTb
npouecca obseyeHns MbiCien B C1I0OBa 1 Hally no-
TpebHOCTb B goBepun [7].

Cnekrtaknb «[Mnkcenb» (pexxmnccép — M. Mepay-
KW, pykoBoauTenb HaumoHanbHoro xopeorpaduye-
cKoro LeHTpa Kpetes), npembepa KOTOPOro npoLuna
BO ®paHumm B 2014 r., NnpeacTaBaseT coboi B3aun-
MOZeNCTBME TaHLa U MybTUMeANa, YINUHOW Ky/b-
TYpPbl Y TEXHOT€HHOIO MUPa, ABUXKEHWNA TaHLLOPOB
N LNPPOBLIX N306PaKeHUN, TPEXMEPHON rpadm-
K1 1 umpkKa. [lenctBre NponcxoamT B BUPTYaabHOM
NPOCTPaHCTBE, akTéPbl TaHLYHOT Ha 3KpaHe B CBO-
eobpasHbIX NNOCKOCTAX, B KOTOPblE NPeBpaLleHbl

CLleHa M KyAnchbl, a TpéxmepHble n3obpaxeHns cos-
[atoT BO3AYLUHblE ONTUYECKMe UAK03UK. TexHoo-
rma, ucnonblyemas B banete «lukcenb», nonyymna
Ha3BaHWe BUAEOM3MMUHI — UCKYCCTBO CO3AaHWS
N HaNIOXeHWs TPEXMEPHbIX BUAEONPOEKLNA Ha K-
3nyeckme o6BEKTbI C YYETOM X FTeOMETPUN U Me-
CTOMONIOXEHNA B NMPOCTPaHCTBE.

HeobxoAMMO NOMHUTB, UTO COBPEMEHHAsA TEHAEH-
LA pPeXnCcCcépoB K MOAHOMY 3 eKTHOMY NCMOb-
30BaHMIO My/IbTUMEAMA U HeTeaTPanbHOro AeicTBa
MOXeT NpuBecTn K Nnpobiemam BOCMPUATUA naen
CNeKTaks, CMELLLEHWIO TaBHOrO KOHLENTYa bHO-
ro 3ambiCc/la Ha BTOPOCTENeHHbIe, JOMONHUTENbHbIE
CMbIC/bI, HUBEIMPOBAHMWIO MacTepCTBa akTépa, Ko-
TOpPbI/ CTAHOBUTCSA NMPOCTO MJacTUYeckmm obbek-
TOM, a CneKkTakAb NPEBPaTUTCA B 3PE/IULLHOE LLOY,
yTpaTuT ApamMaTypruyeckyro MbiC/ib, UTO NPUBEAET
K HapyLLeHWIo TeaTpasibHOW 3CTETUKM.

3akntoueHue

Taknm 0b6pa3om, Ha MPOTAXKEHNN BCErO CBOErO
pa3BuTMA NepPopMaHC Kak B TeaTpasn30BaHHOIo
npeacTaBieHnsa TpeboBan OT aBTOPOB-CO3AaTeNel
HOBOrO TUMNa ApamMaTypruyeckoro n pexmnccépcko-
ro MblilwneHus. TeatpanbHbli nepdopmMaHc — 3TO
BWA NCKYCCTBA, KOTOPbIV He npegnonaraert pene-
TULMA, MOBTOPEHNN, OH HEMpeaCcKasyeM 1 NMeeT
XaOTWUHBIN XapakTep, HarnpaBAeHHbI Ha CaMOBbIpa-
KEeHMe XyAOXHMKa. A 3pUTeNb CTaHOBUTCS He TOJIb-
KO Y4YaCTHMKOM, HO U COaBTOPOM MOCTaHOBKM, YTO
npegnonaraeT MakCUMaibHY0 NepcoHndMKaLmto
MepOonpUATLSA, KOTOPOe NOMYAAPHO N AOCTaTOYHO
Ba>XHO A/19 COBPEMEHHOIO BPEMEHM.
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PRELIMINARY RESULTS OF THE FLIGHT.
MARIA BURGANOVA'S ART

Summary:

The article is devoted to the work of Maria Burganova,
a sculptor, graphic artist, theorist of fine arts. Consider-
ing her sculptural compositions, created over a quarter
of a century, the author explores the evolution of ar-
tistic images, focuses on the peculiarities of the artist’s
shaping, noting a new understanding of immateriali-
ty despite the massiveness of sculptural works and the
laws of gravity. External laconicism and clarity of form

It is not the first year or even the first century that
the art of sculpture has allowed itself to do what it
seems inherently to be unable and should not do.
To fly through the air, discard the principles of ma-
terial weight and tectonics, dissolve in space and
turn into something foreign — now it is capable of
all this too. Already Bernini and Michelangelo went
beyond the former boundaries of sculpture. Art ex-
perienced an urgent need to speak out about the
paradoxes of human existence and reality, which
more and more loomed before people as an insol-
uble riddle, an exciting and frightening paradox.
This happened in modern age, and since then, the
art of plastics has allowed itself a lot, or even too
much; and this happened not on a whim but with
some inevitability.

In the 20th century, body or mass began a com-
plex life in space. The environment either eats away
the form and “gnaws” at the figure (Giacometti), or
softens the body and makes objects transparent
(Henry Moore), or experiments with the images
of a mannequin, a model, explicit “doll-likeness".
And when sandwiches are made of foam rubber
or cans of Coca-Cola are cast in bronze, it is in-
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are paradoxically combined with a wide range of tense
internal states in her works. The search for an actual ar-
tistic image and its new plastic expression, experiments
with forms of the “sign” type, emphasized comparisons
of different scales in a single space distinguish Maria
Burganova's works.

Keywords: Maria Burganova, sculpture, sculpture im-
materiality, artistic image, neoclassicism, antiquity, ma-
hogany sculpture.

tolerable. A return to the classical academic fig-
ure, which confirms the laws of Newtonian physics
and Vitruvian tectonics, is also illuminated by the
ambiguous light of postmodernism, questioning,
paradoxicality. Any yes means no. Art is what real-
ity is, including the art of sculpture. It denies the
rules of ontological reliability; it does not want
to instil in us the confidence that you and | are
standing with our feet firmly on the ground, the
lower part of the body is below, the upper part is
above, and we are walking on a horizontal surface
in a certain direction. The world has changed. In
it, we are moved in all directions by some forc-
es; they carry us where we need and where we
do not need. This applies not only to movements
in elevators, flights in aeroplanes or exercises on
skateboards but also to our thoughts, beliefs, sen-
sations. Whether we wanted it or not, we have
found ourselves in an unexpected, dynamic di-
mension, and even frantic attempts to declare
“ties” and "traditional values” once again confirm
the fact that the new living world can no longer
exist in the old coordinates and a stable, tecton-
ically secure state.

Il 1. The Gift of the Book. 2020. 270x215x115 c¢m. Plastic, acrylic.

With this introductory discourse, we are preparing
ourselves for a meeting with paradoxical sculptural
works emerging from the hands of Maria Burgano-
va, a famous Moscow artist, moreover, a hereditary
and “dynastic” master.

Usually, for an artist, drawings and sketches are
demonstrative as products of direct creative impuls-
es that have not gone through the processing of
consciousness, reason and logic. Of course, we will
also find Maria Burganova's compositional sketch-
es, in which possible or conceived plastic configu-
rations are developed. However, something else is
more important: graphic works, in which a kind of
direct recording of internal impulses takes place,
form a small collection of spontaneous “sketches”
of 2020 (that is, a challenging and hectic period in
people’s lives all over the world). Either we need
to see the wings of some flyers in them, or these
are grasses on a wild field on a windy day, or sim-

ply the result of the almost automatic fine motor
skills of an artist who knows how to “set the hand
free”. Blue and black strokes and lines scatter and
rush along the diagonals, involving the white col-
our of the paper in these flights and jumps. Mass-
es and forms are practically either wholly absent
or are outlined as a potential possibility. An atten-
tive observer will notice that these little “odes to
joy and anxiety” are related to the theme of flights,
the appearance of disembodied messengers from
above among us, for it is time for us to receive the
message and meet the messengers. Without guests
and advice from the Kingdom of Heaven, we some-
how fail to deal with earthly affairs.

Impetuous birds-humans, stray visitors from
heavenly heights and spaces, were described in the
angelic episodes of Dante’s Divine Comedy; such
creatures became the central theme of Maria Bur-
ganova's large wooden compositions during diffi-
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cult times. In 2014, the Angel made of mahogany,
solemnly floating in space as if not needing any real
support, appeared. Flying Angel, masterfully carved
(almost graven because cutting in redwood is al-
most like dealing with stone) in 2015, consolidat-
ed the most important dynamic theme of recent
years: the arrival of creatures from another reality
to us. Now angelic figures do not just run around
in conceptual spaces; they are about to land among
us, obviously with some important mission. These
blessed “foreign agents” (that is, otherworldly or al-
ien messengers) are landing on diagonal trajecto-
ries, and it is not difficult to guess what their tasks
and intentions are.

In 2020, the artist made another figure of the
Messenger of Truth and assigned to this heavenly
courier the name and status The Gift of the Book.
The theme, of course, is not so much the Gospel
(for the Gospel Word comes from the mouth of the
Living God who has settled among us) but bibli-
cal, visionary and oriental-fantastic. In the master's
image, the messenger delivers to us a particular
weighty volume in a cover with the help of which
we, the lost, will have to learn and enlighten. First
of all, to learn the truths of conscience and human-
ity since these truths are not found in the physical
world, not in the social dimension but in the one
that is irrational and uncontrolled by reason. And
as the traces of material this-sidedness, always re-
maining in wood, were clearly contraindicated in this
case, Maria Burganova began to experiment with
modelling from alternative material. The task was
to make the moulded folds of fluttering robes and
long "model” legs, playing the role of stabilizers in
this flight (like a swallow’s tail), materialize before
our eyes, remaining at the same time substantial-
ly different, otherworldly. Technologically advanced
modern plastic was used to accomplish this task.

Is it possible to see a kind of response to the fa-
mous Soaring Angel by Ernst Barlach, 1927, in Bur-
ganova's experiments with angels and messages?
Suspended on a chain in the altar of a cathedral in
German Gustrow, this expressionist sculpture de-
monstratively refrains from appealing to humanity.
Barlach sculpted, cast in metal and hung under the
church’s arches such a celestial person who practi-
cally does not address us, the audience, and per-
haps is not interested in our existence at all. It is
flying in its heights and is not going to descend to
our sinful land. It has nothing to talk about with us.
Its face, the portrait of his son, Kete Kollwitz, who
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L. 2. Girl ice skating. 2012. Red wood, metal.

died in the First World War battles, is not turned
to us. It is unlikely that this refusal to contact was
unintentional or unconscious. German artists of
the 20s of the last century spoke of hopelessness
and despair, when the only thing remained was
to turn to God, but in no way to those in power
and not to the masses of the people. Contempo-
rary Moscow artist Maria Burganova, on the other
hand, is trying to outline the possibility of contact.
As if she believes that her Angel will still make us,
non-angels, think. We would look into the book
given to us from above, and we would be trans-
formed, and we would no longer stagnate in our
delusions and follies. As you know, hopes are nour-
ished not only by young men and women but also
by masters of art.

Burganova's “angelic series” embodied those fig-
urative intuitions that appear in her works every now
and then and are associated with the phenomena

Ill. 3. Dream. Red wood.

of weightlessness, soaring (levitation), immateriali-
ty and dreams. It is in these states of consciousness
and psyche that the master is most of all interest-
ed; they appear in different facets and variations in
her plastic works.

Concepts may differ, and many of them have been
known for several years, not even the first century, to

sculptors, architects, theatre artists, and other mas-
ters of spatial installations. Burganova’s Fortune of
2009 develops the theme of dynamic balance, or the
theme of the human figure on an unstable support
(as befits Fortune, it is balancing on a wheel, that is,
in fact, on a single and unstable point of support.)
Equally traditional is the interpretation of a draped
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figure with numerous folds, which is why it acquires
a resemblance to a bundle of force lines directed into
the heavens. Note that hands were not needed here
at all; the small head plays the role of a conventional
sign to humanize the slender figure of the mysteri-
ous deity of fate and chance. We also note that the
sculptor refused to depict the feet, so Fortune actu-
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Il 4. Still Life with a Mandolin. Fragment. 2014. Red wood.

ally hovers over its wheel and is already ready to soar
into the air and fly away in an unknown direction.
Such methods as an opening, light and a slotted
form are equally developed and reliable in the art
of sculpture. In the work of 2011, Athena (again a
memory of ancient classical mythology), we have
a composite composition of pieces of wood, put

together and connected by point links, and the
very face of the wise and dangerous lady of the
highest Knowledge shines through as if dissolv-
ing in space. The instability and significant unre-
liability of Knowledge are presented here in an
almost illustrative manner, with directness and
some naivety.

The master clearly develops from simple to com-
plex. This process does not occur too slowly and not
particularly quickly but with the naturalness of evo-
lution, which makes one think about natural process-
es — the growth of grass, the flow of water. The eye
of an attentive viewer will notice that in the wooden
two-tier "column”, which has the name Legend and
the date 2007, there is an upward tendency, em-
phasized by the comparison of different scales in
figured motifs (a small figure in the first tier is du-
plicated in the torso of a larger scale). The propor-
tions of conditional “shoulders” and a conditional
“neck” hint at growth, thirst for flight, at “thoughts
of heaven” in this statue, which seems to be firm-
ly standing on a pedestal. The bright vivid tones of
the colouring additionally suggest that we are fac-
ing a crucible, a tangle of ardent desires; the stream-
lined shape of a conventional "head” with expressive
large "eyes” (like a cockpit window) makes us think
about flying vehicles, about high-speed technical
devices for travelling through spaces.

In Maria Burganova’s creative life, the devel-
opment of the theme of flight does not occur in
the rhythm of sudden breakthroughs (although in-
sights and unexpected discoveries are an ordinary
and familiar thing for most artists). For all the swift-
ness and ease of her talent, she clearly attaches im-
portance to systematic experiments with different
means and methods of creating. At a certain mo-
ment, she undertakes experiments with forms of
the “sign” type, that is, conventional, almost hiero-
glyphic configurations. For example, the relatively
small Ladder (2009) is consistently and conceptu-
ally designed in the form of a kind of hieroglyphic
sign that conveys the image of a ladder in an ab-
stracted but recognizable form. Here is a staircase,
here are flights of stairs, here is a broken line of
ascent— and all this has been brought to abstrac-
tion. If it were not for the weighty matter of wood
and the rough texture of a hard surface, this object
could be mistaken for a work of abstract art. Bring-
ing an image to a distinct symbolic form — this is
what we will see in the laconic cruciform Neglinka
of 2012 and in some other works.

How to convey weightlessness and immateri-
ality, to show the flight of a real substance and a
recognizable form — that was what required new
solutions. Tests of some kind of flying devices are
systematically carried out in the sculptor’s workshop.
For example, the artist does experiments in the field
of subject still life. To portray objects or accesso-
ries of our environment in a pictorial or plastic form
usually means to indicate the certainty of material
existence. As if smiling to herself, Maria Burganova
shows us that there is some kind of possibility of
flight in the familiar and seemingly not at all mag-
ical things. Or the desire to soar above the ground
and rush upward and into the distance.

In 2014, Still Life with a Mandolin appeared.
We see something like a table on which a musi-
cal instrument and several other objects are laid
and placed. However, the tabletop is tilted and
resembles a flying saucer; cone-shaped vessels
aim with their “fairings” in the direction of dis-
tant worlds, and drapery or a tablecloth sliding
from the surface emphasizes the incipient accel-
eration. The Vase with a Watermelon (2015) and
Vase with Apples (2016) further demonstrate the
same aeronautical intentions. Slices or segments
cut from a rounded resting body seem to wake
up for a new, different life and rush upward. The
experimental work of 2014, Dream, is a kind of
monumental study, an attempt to capture the par-
adoxical formula of gravity, which, moreover, has
its own "weighty weightlessness”.

A human figure turns into a sign and a hint,
or it is filled with the strength of muscles, or it
turns into a “messenger from heaven”, as in The
Gift of the Book. The central theme of sculpture,
the anthropomorphic form and the human image,
has become more complex and enriched in the
art of Maria Burganova over the past years. We
should not speculate or go too far in our fanta-
sies; nevertheless, we have to admit that drama
and tragedy have been growing in her brave and
light works over the years. From the front, the
Hero of 2018 looks like a usual generalized relief
portrait of a strong and proud person. However,
two steps to the right or left — and the viewer is
surprised to find that actually almost a shadow
of a man is in front of us. It is flattened; mass
and substance disappear before our eyes. There
is only one step from the certainty of being to
dissolution in space and almost complete dis-
appearance.
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This experience with a new understanding of im-
materiality achieves a piercing result in the sculpture
Marathon, 2019. A running and seemingly exhaust-
ed lonely man is before us; he is flat, preserving
an anthropomorphic form with difficulty; his arms
are flapping like wings, like tongues of flame. It is
probably not only about the prohibitively demand-
ing sport. The memory of Icarus, the unlucky mas-
ter of free flight in the heavens, and some general
formula that combines both the pathos of a coura-
geous challenge before the elements and a requi-
em for human destiny are before us. Man overcame
space, ran as if he flew, and the eternal mystery and
inescapable paradox of our achievements, efforts,
aspirations was the result. Without them, a person

will not be a person and their results — what are
they? What is the price of winning? What awaits
a person striving into space at the finish line? The
memory, captured in sculpture, which is capable of
much, remains.

Contemporaries will sense the experiences, anxi-
eties and hopes of the current time in these things.
What exactly will the descendants think, see and
say? Those who are now living will not know it, and
the future is not transparent; however, one would
like to hope that people of the future will see that
the artist has responded to the challenge of tense
years, disturbing thoughts, and dramatic searches.
Maybe this is what it means to be an actual artist?
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MPEABAPUTE/IbHBIE UTOT MOJIETA.
MCKYCCTBO MAPUI BYPTAHOBOW

AnHomayus: CtaTba nocssieHa Tsopyectsy M. A. byp-
raHOBOI — CKy/bMTOPa, rpaduka, TeopeTmka n3obpasu-
Te/NIbHOro UckyccTea. Paccmatpusan e€ ckyabnTypHble
KOMMO3U1LK, CO3JaHHble Ha MPOTAXEHUN YeTBEPTU BEKa,
aBTOP MCCNeAyeT 3BOMOLMIO XYAOXECTBEHHbIX 0O6pa3oB,
a TakXKe aKkLeHTUpYeT BHUMaHWe Ha 0COBeHHOCTM aBTop-
ckoro ¢opmMoobpazoBaHms, OTMeYas HOBOE OCMbIC/EHVE
MMMaTEPUNaZIbHOCTU BOMPEKM MAaCCUBHOCTU CKYNbMTYPHbIX
npousBeseHUii 1 3aKOHOB rpaBuTaLmn. B eé pabotax napa-
[OKCa/IbHO COeMHEHbI BHELIHAA NAKOHUYHOCTb 1 YETKOCTb

He nepBbIil rog v gaxe He nepBoe CTONETUE UC-
KyCCTBO CKY/AbMNTypbl MO3BOAAET cebe AenaTtb Takoe,
yero oHa Mo CBOEeW CyTu Aenatb Kak byaTo He Mo-
XKET M He AoKHa. JleTaTb MO BO34yXy, OTKa3biBaTbCA
OT MPUHLMMNOB MaTepmnanbHOro Beca N TEKTOHWMKW,
pacTBOPATLCA B NPOCTPAHCTBE Y NPeBpaLlaTbCs BO
YTO-TO MHOPOAHOE — TeMepb OHa U Ha 3TO CNOCo6-
Ha. 3a NpeXHwue rpaHuLbl CKybNTYPHOCTN Kak Ta-
KOBOW BbIXOAWAN y>Ke BepHuHN n MukenaHaxeno.
VckycCcTBO MCMbITano HacTosATeNbHYHO HEObXoAM-
MOCTb BbICKa3aTbCA O Mapagokcax bbiTns venose-
YeCcKoro 1 Camol peanbHOCTU, KoTopas BCé Hbonee
BbIPMCOBbIBaNacCh Nepes At04bMU Kak HepaspeLum-
Mas 3arazka, BOJIHYOLWMIA 1 Nyratolwnin napasokc.
Tak caenanock B HoBoe Bpemsa, U € TeX MOP UCKYC-
CTBO MJIaCTUKMN NO3BOAsET cebe MHOroe nan gaxe
C/IMLLKOM MHOTOE€; 1 3TO He MO NPUXOTH, He U3 Ka-
npuv3a, a ¢ HeKOTOPOU HEN3BEXHOCTbLIO.

Teno nan Macca B A4BaALATOM BeKe 3aXUAN CI0XK-
HOW >XM3HbO B NpocTpaHcTe. OKpyxatoLlas cpe-
Ja To pa3begaeT Gopmy 1 «obrnagbiBaet» Gurypy
(A>xakomeTTn), TO pasmaArvaeT Teno un jenaeT CKBo3-
HbiMW npegmeThl (FTeHpu Myp), TO aKCNepUMeHTU-
pyeT c obpa3amMun MaHekeHa, MakeTa, OTKPOBEHHOW

$OpPMbI € LUIMPOKMM CMEKTPOM HanpAXEHHbIX BHYTPEHHMX
COCTOAHUI. IMEHHO NMOUCK aKTyaNbHOrO Xy0XeCTBEHHO-
ro obpasa 1 ero HoBOro MAacTMYECKOro BblPaXKeHMs, 3KC-
nepuMeHTbl ¢ GOPMaMm «3HaKOBOTO» TUMa, MOAUYEPKHYTbIE
COMOCTaB/IEHNA Pa3HbIX MaclITaboB B eAMHOM MPOCTPaH-
CTBe OTAMYatoT nponseegeHuns M. A. BypraHoBoi.

Knrouessie cnosa: Mapusa A. BypaaHosea, ckysenmypa,
UMMamepuaabHOCMe CKybNMYypel, XydoxecmeeHHbIl 06-
pas, HeOKAaccuka, aHMUYHOCMeb, CKy/bNMypa u3 Kpac-
Hozo Oepesa.

«KyKN00Bpa3HOCTU». A YK KOrAa NensT 13 NoposioHa
6yTepbpoabl nan oTamsaroT B 6poH3e HaHkn Koka-
Konbl, TO, kKa3anock 6bl, U COBCEM CBIMBbIX BbIHOCU.
Bo3BpalleHue K akaseMrnyeckon Knaccuyeckom opu-
rype, Kotopas noATBep>AaeT 3aKOHbl HbFOTOHOBO
bU3MKM 1 BUTPYBMEBOW TEKTOHWKM, — N OHO OCBE-
LaeTcs ABYCMbIC/IEHHbIM CBETOM MOCTMOAEPHN3-
Ma, BOMPOCUTENbHOCTH, NapafoKcanbHOCTW. Beskoe
«fla» noApasymeBaeT «HeT». Kakas peanbHOCTb, Ta-
KOe W UCKYCCTBO. B TOM umcne UCKycCcTBO CKybMATY-
pbl. OHa OTKa3bIBaeTCA OT NPaBWJ OHTOJNOMMYECKOM
HafE&XHOCTW; OHA He XeaeT BHyLaTb HaM YBEPEH-
HOCTb B TOM, YTO Mbl C BaMW TBEPAO CTOUM HOramu
Ha 3emJie, HUXHSAS YacTb TeNa BHU3Y, BEPXHAS — Ha-
BEPXY, M LLaraem Mo ropu30HTabHON NOBEPXHOCTM
B OnpeaenéHHOM HanpasaeHuU. Mup ctan Apyrum.
Hac B HEM KpyTAT 1 BEPTAT Kakne-To CUbl, YHOCAT
Hac, KyZa Ham HaZlo U KyZa He HaZo, N 3TO OTHOCKT-
CS1 He TO/IbKO K MepeMeLLeHNsaM B IndTax, nosétam
B CaMOJIETaxX WM YNpaXXHEeHUsIM Ha CKenTbopaax,
HO M HaLIWM MbICASAM, YOEXAEHNAM, OLLYLLEHNSIM.
XoTenn Mbl TOFO MAK He XOTesIU, HO Mbl OKa3anucb
B HEOXWJAHHOM, AMHAMUYHOM VU3MepPeHUU, 1 Jaxe
CYAOPOXKHbIE MOMbITKM 3aiBUTb O «CKpernax» 1 «Tpa-
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ANLIMOHHbIX LLEHHOCTAX» INLLIHUIA pa3 NOATBEPXAatoT
TOT aKT, YTO HOBbIN XM3HEHHbIA MUP Bosiee He cMo-
KET CyLLeCcTBOBaTb B CTapbIX KOOpAMHATaX U B CTa-
BUNBHOM, TEKTOHNYECKM HaEXHOM COCTOSHUN.

STUMM BBOAHbBIMU PACCY>XKAEHNAMMW Mbl C BaMWU
roToBMM Ccebs K BCTpeuUe C NapajoKcasbHbIMUN CKYNb-
ATYPHBIMU NMPOU3BEAEHMAMM, BbIXOAALLMMU U3 PYK
Mapwuu bypraHoBoOM, N3BECTHOrO MOCKOBCKOFO Ma-
cTepa, MPUTOM MacTepa HaCNeACTBEHHOIO U «MHa-
cTnyeckoro». OBbIYHO A5 XYAOXKHMKA NOKasaTe bHbl
PUCYHKM 1 HaBpOCKM, KaK MOPOXAEHUSA NPAMbIX
KpeaTMBHbIX MMMNYNbCOB, HE NpoLleALlne Yepes 06-
paboTKy CO3HaHWs, pasyMa u aornku. PasymeeTcs,
y bypraHoBoOl Mbl HaliZeM U KOMMO3ULMOHHbIE Ha-
6pockn, B KOTOPbIX OTPabaTbiBatOTCS BO3MOXHbIE
WA 3ayMaHHble naactuyeckne KoHourypaumun. Ho
BaXKHee Apyroe: rpaduyeckme paboTbl, B KOTOPbIX
NMPOWUCXOANT CBOEro pPoja Npsamas 3anmncb BHYTPEH-
HUX MMNYAbCOB, O6Pa3ytOT HEBONbLLYIO KONNEK-
LM HEMPUHYXAEHHbIX «noYvepkywek» 2020 roga
(To ectb 0c060 HeNérkoro n 6ecnoKoONHOro nepu-
04a B XW3HU Ntofeit Bcero Mypa). To M HaM Hajo
BUAETb B HUX KPblNbs KaKMX-HNOYAb NETYHOB, TO AN
3TO TpaBbl Ha ANKOM MoJie B BETPEHBIA AeHb, TO N
MPOCTO pe3ynbTaT NOYTU aBTOMATUYECKON MeKON
MOTOPUVKM XYAO0XHWKA, YMeIoLLEero oTnyckatb pyKy
Ha BoAto. Pa3neTtaroTca v ycTpeMastoTca no gmaro-
HaisM ronyoble 1 YEpPHble MasKu 1 NIUHUW, BOBAE-
Kas B 3TV MOAETbI U NPbLIKKK Takxke 1 6enblin LBeT
nuncta. Maccol n GopMbl NpakTuyeckn ambo cocem
OTCYTCTBYHIOT, IMOO HaMeueHbl Kak NoTeHLnaibHas
BO3MOXHOCTb. BHMMaTeNbHbIN HabaoaaTenb 3ame-
TWT, UTO 3TV ManeHbKMe «Ofbl K PajoCcTu U TpeBore»
MMEOT OTHOLLEHWE K TeMaTuke NoséTo., nossie-
HUA cpean Hac becTenecHbIX NOCNaHLEB CBbIlwe, 6o
HaM HacTano BpeMsa MpMHMMaTb BECTb K BCTpeyaTb
BeCTHMKOB. be3 roctein n noackasok m3 Llapcteusa
HebecHoro uto-TO HaMm He yaaértca pasobpaTtbcs
C 3eMHbIMU Aefamu.

CTpemMuTenbHble YeNOBEKONTULbI, 3aN1ETHbIE
noceTUTenn M3 HebecHbIX BbICOT U PaiCKMx nNpo-
CTPaHCTB OblAN ONMCaHbl B @aHreNbCKUX 3MM304ax
«boxecTBeHHON Komeaun» [laHTe; Takune cylie-
CTBa W CTa/N B TPYAHble BPEMEHA aBHOW TEMO
KPYMHbIX AepeBAHHbIX KOMNO3uumn Mapum byp-
raHosoi. B 2014 roay nosBUACA BbIMOAHEHHbIN 13
KpacHOro siepeBa «AHren», TOp>KeCTBEHHO NPOomnJbl-
BalOLLMI B NPOCTPaHCTBE, Kak BYATO He HYXAaAChb
HW B Kakux MaTepuanbHbIX nognopkax. Buptyos-
HO Bblpe3aHHbI (MOYTK BbiCEUEHHbIV, MO0 B Kpac-
HOM JepeBe pybuTb — 3TO NOYTK YTO KaMeHHOe
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Wnn. 1. Cusunna. KpacHoe depego

neno) «Cnetarowmin AHren» 2015 roga 3akpenun
Ba>KHEWLLYH ANHAMUYECKYHO TeMY NMOCAEAHUX NeT:
3TO NPUNET K HaM CYLLECTB U3 UWHOW peasibHOCTH.
Tenepb aHrenbckme GUrypbl He MPOCTO HOCATCA
B YMO3pPUTE/IbHbIX NPOCTPaHCTBaxX; OHU cobupatoTcs
NpPU3eMANTBCA CPeANn Hac, OYEeBUAHO, C KAKUM-TO
BaXXHbIM 3ajaHNeM. 3TN 61aroc/IOBeHHbIE «MHOA-
FeHTbI» (TO eCTb MHOMUWPHbIE AN UHOMNAHETHbIE
nocaaHubl) MAYT Ha MNOCaAKy MO AnaroHaabHbIM
TPaeKkTOpPUAM, N HETPYAHO AorafaTbCs, KAKOBbl UX
3ajauM M HamepeHus.

Mactep genaet B 2020 rogy ouepegHyto ¢ury-
py «nocnaHHnKa NCTUHbI», 1 3akpenaseT 3a 3TUM
HebeCHbIM KypbepoM Ha3BaHue u cTaTtyc «[lapo-
BaHWe KHurn». Tematuvka, pasymMeeTcs, He CTOIbKO
eBaHresbckas (Mbo eBaHrenbckoe CNOBO NCXOAUT
n3 yct bora Xwvsoro, cpegn Hac noceamBsLUero-
cs), a TemaTtuka TyT 6mubnelickas, BM3MOHepcKas
N BOCTOUYHO-daHTacTuueckas. [locnaHey nan no-
CNaHHWLUa AOCTaBAsieT HaM B M30b6paxkeHnn ma-

Wnn. 2. AHeen. 2015. h - 230 cm. KpacHoe Oepeso

cTepa HeKMi YyBeCUCTbI TOM B 06/10XKKe, OTKyAa
1 NpUAETCA HaM, 3abayALnM, NOYYUTbCS U NPOCBe-
TUTbCA,— BoNee BCEro UCTMHAM COBECTU U Yeno-
BEYHOCTU, N6O He B GU3NYECKOM MUPE CUW UCTUHBI
obpeTaroTCs, He B COLMaNbHOM M3MEPEHUN, a B U3-
MepeHMNAX MPPALIMOHaNbHbBIX 1 Pa3yMOM He KOH-
TpoAMpyeMbIX. A MOCKOJIbKY CNesbl MaTepuanbHON
NMOCKOCTOPOHHOCTK, BCErAa ocTarolmecs B gepe-
Be, B JaHHOM cayyae Hblan ABHO MPOTMBOMOKa3a-
Hbl, Mapusa bypraHoBa cTana skCcnepvMeHTMpoBaTh
C NIenKoi U3 anbTepHaTMBHOrO MaTepuana; 3aja-
ya b6blna B TOM, YTOObI JIeMHble CKNaAKN pa3BeBa-
FOLLIMXCA OAEAHUN U ANNHHBIE «MOAENbHbIE» HOTM,
urparoLine B 3ToM Nonéte posib CTabuansaTopos
(kak XBOCT 1aCTOUKM), MaTeprann3oBaanch bbl Ha
rnasax, OCTaBascCb B TO Xe BpemMs Cy6CcTaHLMOHab-
HO MHbIMUW, NHOMUPHbBIMU. N5 BbINOAHEHUS 3TON
3a4,a4m MNOJOLEN TEXHONOTNYECKN MPOABUHYTHIV
COBPEMEHHbI MAacTuK.

Mo>HO N BUAETb B BypraHOBCKMX OMbITax € aH-
reaamu 1 NocAaHUAMM CBOEro poja OTKJIMK Ha 3Ha-
MeHuToro «lapswero aHrena» SpHcTa bapnaxa,
1927 ropa? MNopBelweHHada Ha Lenu B antape co-
6opa B HeMeLKOM [HOCTPOBe, 3Ta 3KCMPECCUOHUCT-
CKaA niacTnka AeMOHCTPaTUBHO BO3JePXKMBaeTca OT
anennsauum K YenoseyvecTsy. bapnax Bblnenwa, otamna
B MeTajje 1 NoABEeCU Noj CBOAaMU XpamMa Takoro
HeboXWTeNs, KOTOPbIV K HaM, 3pUTeNAM, NpakTuye-
CKM HMKakK He obpallaeTcs 1M HaluM CyLLecTBOBa-
HWeM, 6bITb MOXET, BOObLLLe He nHTepecyeTcs. OH
NeTUT B CBOMX BbICOTaX, M Ha Hally rpeLLHYO 3eMJt0
cnyckaTtbcs He cobupaetcs. EMy ¢ HaMu He 0 uem
rosopuTb. Ero anuo — noptpet cbiHa Kete Konbeu,
nornbero B 60sx MNepBoit MUPOBOI BOMHbI,— K HaM
He o6palleHo. Bpsag v 3TOT 0TKa3 OT KOHTaKTa Hbi
HeuasiHHbIM WJIM HEOCO3HAHHbIM. HeMeLkne XyA0X-
HWKW ABajLaTblX FOAOB MPOLUNOro BeKa roBOpuan
0 6e3HafeXXHOCTN U OTYasAHMK, Korga obpalaTtb-
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Wnn. 3. Hamopmopm ¢ sbaokamu. 2016. [epego. Hamwopmopm ¢ apbyzom. 2015. [epeso.

€A OCTaéTtcA TOoNbKO K bory, HO HuKak He K BnacTb
WUMYLLMM U He K MaccaM HapoaHbiM. COBPEMEHHBIN
MOCKOBCKMUIA XyA0XXHWUK Mapus BypraHosa, Hanpo-
TWB, MbITAETCA HAMETUTb BO3MOXHOCTb KOHTaKTa.
Kak 6yaTO OHa BepuT B TO, UTO eé AHren Bce-Taku
3aCTaBUT 3a4yMaTbCA HaC, He-aHrenoB. 3arnaHem
Mbl B KHWUTY, JapOBaHHYO HaM CBbille, N Npeobpa-
3UMCsl, U He CTaHeM boblle KOCHETb B CBOUX 3a-
6nyxaeHuax n 6esymcteax. Hagexabl nutaroT, kak
W3BECTHO, He TOJ/IbKO HOHOLLEW 1 AeBYyLUEK, HO U Ma-
CTepOB NCKYCCTB.

B «aHrenbckon cepun» Mapum bypraHosoin Bo-
NAOTUANCE Te 0BpasHble NHTYULMM, KOTOPblE B €€
paboTax TO U AeN0 BO3HMKAKOT, U CBA3aHbI C ABAEHU-
AMMW HEBECOMOCTW, MapeHus (eBnTaLmm), UMmaTepu-
aNbHOCTM 1 CHOBMAEHMUA. /IMEHHO Takme COCTOAHUSA
CO3HaHWA ¥ NCUXMKKN BONee BCero MHTepecytoT Ma-
cTepa 1 NOBOpPaYMBaOTCA B €€ MiacTu4eckmx pa-
60Tax pasHbIMUK rpaHAMU WU BapuaHTamu.
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PeweHns MoryT 6bITb pa3YHbIMK, U MHOTWE U3
HWX y>Ke He MepBbIi rog, Aa 1 He nepBoe cToneTne
N3BECTHbI CKY/IbNTOPaM, apxmMTekTopam, TeaTpasb-
HbIM XYLO0XHUKaM U APYrMM MacTepam NnpocTpaH-
CTBEHHbIX UHCTannaun. bypraHosckas «PopTyHa»
2009 roga paspabatbiBaeT TEMY AMHAMUYECKOrO
paBHOBECUS, UK TEMY YenoBeYyeckon durypbl Ha
HeycTonumBol ornope (kak 1 nosoxeHo ®opTyHe,
OHa banaHcmpyeT Ha Konece, To eCTb GaKTU4ecKm
Ha OAHOW-e4NHCTBEHHOW, MPUTOM HEYCTONUNBOW
Touke onopsl). CTo/b Xe TPaAnLMOHHA TPaKTOB-
Ka 3agpanvpoBaHHON GUTypbl MHOTOYMCAEHHBIMY
cKNagKkamu, oT4ero oHa u npuobpetaeT CXOACTBO
C MYYKOM CUNOBLIX IMHWUIA, HanpaBJ/IeHHbIX B Hebe-
ca. 3amMeTuM, YTO pYKM 34ecb BOObLLe He NOHaAo-
6UnnCb, ManeHbKas roJoBa UrpaeT Posib YCIOBHOTO
3HaKa, YToObl O4eNOBEUNTb CTPONHYIO GUrypy Ta-
WHCTBEHHOTO 6oXecTBa cyAbbbl 1 caydas. Ewé 3a-
METWUM, YTO CKYNbNTOP OTKa3ancs oT n3obpaxkeHns

Wnn. 4. AgpuHa. KpacHoe depego

cTynHen, Tak uto PopTyHa dakTnyeckn NapuTt Hag,
CBOWM KOJIECOM, 1 y>Ke TOTOBa B3MbITb B BO3AYX
W yneTeTb B HEM3BECTHOM HarnpaBAeHNN.

Crtonb e oTpaboTaH 1 HagéXeH B NCKYCCTBe
CKYNbMTYPbl TaKOW METOZ, Kak NMPOEM, MPOCBeT 1 Npo-
pe3Has popma. B pabote 2011 roga «AdpuHa» (onsaTb
BOCMOMMWHaHMWE O KNacCUYeCKOW aHTUYHOK MUdoo-
rMn) nepeg Hamu cbopHasa KOMMO3NLMA U3 KYCKOB
fepeBa, COCTaBNeHHbIX BMeCTe N COeNHEHHbIX TO-
YeyHbIMMW CBA3SMM, @ CAMO JINLLO MYZAPOM 1 OMNacHOW
noBenTeNbHULbI BbICLLErO 3HaHWA NpoCBeYMBaeT
HaCKBO3b, C/IOBHO PacTBOPAETCA B MPOCTPaAHCTBE.
HectabunbHOCTb 1 3HaUMMan HEHaAEXHOCTb CaMoro
3HaHWA 34€eCb NpescTaBieHa NoYTU UANKOCTPATUBHBIM
MaHepOM, C NPAMOTOM U HEKOTOPOIN HaUBHOCTbHO.

MacTep ABHO pa3BMBaeTCca OT NPOCTOro K CNOX-
HOMY, 1 3TOT NPOLLECC MPOUCXOANT HE CANLLIKOM
MeaNeHHO N He 0cobeHHO BbICTPO, a C TOW ecTe-
CTBEHHOCTbIO 3BOJIKOLMM, KOTOPas 3acTaBAseT AymaTb

O NPUPOAHBIX NpoLeccax — POCT TPaBbl, TeyeHne
BOAbI. [Na3 BHMMaTENbHOrO 3puTens yrajaeT, uTo
B lePEBAHHOW JBYX3TaXXHOW «KOJNOHHE», UMEoLLLeN
Ha3BaHue «JlereHga» u gaty 2007 rog, HameuaeTcs
YCTPeMNEHHOCTb BBbICh, MOAYEPKHYTas conocTasne-
HMeM pa3HbIX MacWTaboB B GUrypHbIX MOTMBaX (Ma-
NeHbKkas Gurypka B NepBoM apyce Aynanumpyercs
B TOpce 6osiee KpynHoro mactrtaba), a nponopumm
YCNIOBHbIX «M1e4» 1N YCIOBHON «LUen» HaMeKatoT Ha
POCT, XaxAy B31ETa, Ha «MOMbIC/Ibl O Hebe» B 3TOW,
Ka3anocb 6bl, MPOYHO CTOALLE Ha NOCTaMeHTe CTa-
Tye. fipkne ropaumne ToHa packpacku JOMOAHNUTENb-
HO MOZACKa3bIBatOT HaM, YTO Nepes HaMy — rOPHWAO,
KNyBOK NbIAKMUX XenaHui, a obTekaemas popma yc-
JIOBHOW «T0O/I0BbI» C BblPa3nTeIbHbIMW 60bLLINMM
«TrnazaMu» (CNOBHO OKHa KabuHbl MMAOTa) 3acTaB-
nAeT gyMaTb O fieTaTesIbHbIX annaparax, O CKopocT-
HOW TeXHWKe NpeosoaeHNA NPOCTPaHCTB.
Pa3BuTUe TeMbl NONETA B TBOPYECKOM XM3HM Ma-
pun BypraHoBoI NPOVCXOAWT He B pUTMe BHe3arHbIX
MPOPbLIBOB (XOTA 03aPEHNA N HEOXMNAAHHbIE HaXx0Z-
Ku 818 6ONBLUMHCTBA XYAOXKHWKOB — HOpMaabHoOe
“ NpuBbIYHOE feno). [Mpu Bcel CTPeMUTENbHOCTU
N NErkocTn CBOEro JapoBaHnsA OHa ABHO NPUAAET
3HauyeHune cMcTeMaTUyeckmmM onbiTaM C PasHbIMU
CcpeAcTBaMmn N MeToAamMU pelleHns CBOUX 3ajad.
B onpeaenéHHbIli MOMEHT OHa NpeAnpUHUMAET 3KC-
nepuvMeHTbl ¢ PopMamMm «3HaKOBOro» TUMa, TO eCTb
YCNOBHBIMW, MOYTN Meporanduyeckmm KoHdurypa-
umamMun. Hanpumep, cpaBHuTenbHO HebobLas «Jlect-
Huua» (2009) nocnegoBaTeNbHO W KOHLENTyaabHO
pelleHa B BUAe CBOEro poja neporampmnyeckoro
3Haka, nepegatoLLero obpas necTHuLbl B abcrparu-
pOBaHHOW, HO y3HaBaeMoW popMe. BoT necTHUYHas
KNeTKa, BOT IeCTHNYHbIE NPOAEThI, BOT IOMaHasn an-
HWA NOAbEMA CHU3Y BBEPX — W BCE 3TO JOBE/AEHO A0
abctpakuum. Ecam 661 He yBecucTas MaTepus Aepesa
¥ He WepoxoBaTas gpakTypa TBepAov NOBEPXHOCTH,
MOXHO 6b110 6bl MPUHATL 3TOT OOBEKT 3a Npom3Be-
JeHve abcTpakTHoro nckyccraa. JlosegeHune nsobpa-
>XeHWs JO OTUETMBON 3HaKoBOM GOPMbI — BOT YTO
Mbl YBUAMM U B NaKOHUYHO-KpecToobpasHown «Her-
nunHke» 2012 roga, 1 B HEKOTOPbLIX APYrUX BeLlax.
Kak nepesaTb HeBECOMOCTb U MMMaTepmranb-
HOCTb, KaK MoKa3aTb MOJET peasbHON CybCTaHLUN
" y3HaBaeMoln ¢opmbl — BOT UTO TpeboBano HO-
BbIX M HOBbIX PelleHWii. VicnbiTaHna cBoero poja
netaTenbHbIX NPUCNOCOBAEHNN cMCTeMaTUYECKHN
NPOBOAATCA B MacTePCKOW ckynbnTopa. Hanpumep,
macTep fenaet onbIThl B 06/1aCTV NpeAMEeTHOro Ha-
TropMopTa. 3admKcMpoBaTb NpPeaMeTbl UAN NPUHAZ-
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NEXKHOCTUN HaLLEro OKPY>XEHMS B XXMBOMUCHOM MU
nnacTM4eckom Buae obbl4YHO O3HaYaeT yka3aTb Ha
HECOMHEHHOCTb MaTepuanbHOro 6biTna. CnoBHO
ynbibasch npo cebs, Mapusa bypraHoBa nokasbiBa-
€T HaM, YTO B 3HaKOMbIX HaM U KakK ByAToO HUYYTb
He BOJILWEOHbIX Bellax XMBET Kakaf-TO BO3MOX-
HOCTb NoséTa. Vam xenaHune B3MbITb Haj 3eMAEN
N yCTPEMUTLCA BBbICh U BAAJb.

B 2014 rogy Bo3HuKaeT «HaTtopMopT ¢ MaHAOAN-
HOW», rae Mbl BUAUM Nnojobue cTona, Ha KOTOPOM
MOJIOXEHBI U NMOCTaBAeHbl My3blKaAbHbINA MHCTPYMEHT
N HEeCKONbKO Apyrux npeameToB. Ho cama cTonewwu-
HMLLA HaKPEHSETCs 1 yNoAobAseTcs «ieTaroLLei Ta-
penke», KOHycoobpasHble COCyAbl HaLleMBaroTCA
CBOUMMU «0BTEKaTeNAMM» B CTOPOHY YAANEHHbBIX M-
POB, a CroJi3akoLLLas C MOBEPXHOCTU ApanupoBKa nan
cKaTepTb MOAYEPKMBAET HaUMHaKOLLLeeCA YCKOPEeHMe.
U >e BO3AyXonnaBaTe/bHble HaMePEHUsA NPOABAAOT
nanee n «Basa c apbysom» (2015), n «Basa c abnoka-
Mun» (2016). Boipe3aHHble 13 OKPYr0ro NoKosALLLEerocs
Tena JONbKV UK CErMeHTbI CIOBHO MPOChINakoTCa Ans
HOBOW, APYTON XXW3HW N YCTPEMARIOTCSA BBbICh. DKC-
nepumeHTanbHas pabota 2014 roga «CoH» — CBOEro
pOJa MOHYMEHTa/IbHbIN 3TOA, MONbITKA 3aneyaTieTb
napagokcanbHyto GopMyny TaXecTH, obaagatoLLen
NPUTOM CBOEN «yBECUCTON HEBECOMOCTbIO».

Yenoseyeckas durypa To npeBpaLLaeTcsa B 3HaK
N HaMEK, TO Ha/nBaeTCA KPenoCTbiO MbIWL, TO
npeBpaLLlaeTcs B «NocaaHLa panckmx KyLl», Kak
B «[JapoBaHuu KHuru». [naBHasa Tema CKyaAbnTypbl,
aHTponomopdHas popmMa 1 yesoBeUvecknin obpas,
Ha NPOTAXEHWWN NOCAEAHUNX NIET YCNOXHAETCA 1 060-
rawaetca B uckycctee Mapum bypraHosoi. He cne-
A0Bano 6bl 4OMbICANBATDL MW 3aX0AUTb B HaLLMX
baHTa3nAx yepecuyp faneko, HO BCE-TaKN NPUXO-
AMUTCA KOHCTAaTMPOBATb, UTO C roamMmn B €€ OTBaXHbIX
M NErkMx Belllax HapacTaroT 4pamMaTU3M 1 Tparnsm.
«[epoi» 2018 roga BbIrNAaUT aHpac Kak HopMaib-
HbI penbedHbIn 060H6LLEHHbIN NOPTPET CUABHOTO

1 ropgoro yenoseka. Ho ABa Lara BnpaBo wuau Bie-
BO — VM 3puTeNb C yaMBAeHeM ObHapy>XXMBaeT, YTo
nepes HaMun Ha CaMOM Jiefie MOYTK TeHb YeNoBeka.
OH cnatoLLeH, 1 Ha rnasax ncyesaeTt Macca U cy6-
ctaHuma. OT HECOMHEHHOCTUN BbITUA — OAWH TOJb-
KO War 40 pacTBOPeHMA B MPOCTPAHCTBE M MOYTH
MONIHOIrO UCYE3HOBEHMSI.

STOT OMbIT C HOBBIM OCMbICNEHVEM MMMATEPU-
aNbHOCTWN JOCTUTaeT MPOH3UTENBHOIO pe3y/bTa-
Ta B ckynbntype «MapagoH» 2019 roga. lNMepeg
HamMu OeryLmin n CNOBHO U3HEMOTatoLWMIi OJMHO-
KW YenoBeK B NMPOCTPAHCTBE, MIOCKUN, C TPYAOM
COXpaHsoLWMI aHTponoMopdHyto Gopmy, 1 B3Ma-
XVBaKLWNIA, KaK KPblAbSMU, KONEBAOWMMUNCS Ha-
nogobue A3bIKOB NAaMeHn pykamu. TyT HaBepHsAKa
peyub UAET He TOJIbKO O 3arpesensHo TpeboBaTesib-
HOM Buge cnopTa. Nepea HaMy — 1 BOCMOMMHaHWe
06 Vikape, HeyzaunnMBOM MacTepe BOJIbHOTO MOé-
Ta B Hebecax, 1 Kakas-To obuas popmyna, B KO-
TOPOW COeAMHAITCA 1 NadoC OTBAXXHOrO BbI30Ba
CTUXUAM, U peKkBMeM cyabbe yenoBeyeckon. Yeno-
BeK NpeojoeBan NPOCTPAHCTBO, OH H6exan, Kak
Neten, a B pe3ysbTate — BeYHana 3araska v Hews-
6bIBHbIV NapajoKC HaLMX AOCTUXEHUN, YCUANA,
ycTpemieHunii. bes HUX n yenosek He ByaeTt yeno-
BEKOM, @ UX UTOIM — KakoBbl OHN? KakoBa LeHa
nob6eabl? YTo XAET YCTPEMAEHHOIO B NPOCTPaH-
CTBO 4YenoBeka Ha GUHULWHON yepTe? OcTaétca
namaATb, 3anevaTnéHHan B CKY/JbNType, KOTOpas
cnocobHa Ha MHoroe.

CoBpEeMEHHUKM OLLYTAT B 3TUX BeLLaX Nepexm-
BaHWA, TPEBOMM 1 HajeX/bl TeKyLlero BpeMeHu. Yto
MMEHHO NoAyMatoT, YBUAAT N CKaxyT NOTOMKM? HbiHe
KUBYLLME TOTO He y3HatoT, 1 Byayliee HeNpPO3payHo;
HO XO4YeTCA HaAeATbCs, UTO NHOAN ByAyLLero yBuasT,
UTO XYZAOXHMK OTO3Ba/ICA Ha BbI30B HAMPAXEHHbIX
NeT, TPEBOXHbIX MOMbIC/IOB, ApaMaTUUHbIX NOUC-
KoB. MoxeT ObITb, 3TO 1 O3HayaeT ObITb akTyab-
HbIM XYAOXXHWKOM MO-HacToALemy?
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CONTEMPORARY CHINESE SCULPTURE PROMOTING
THE "IDEA OF CHINA" (THE CASE
OF CAO CHUNSHENG AND DENG KE)

Summary: Ever since the beginning of the Reform Era,
China rapidly and steadily walks the path of socialism
with Chinese characteristics. Moving towards the new
era, the Chinese government and society do not forget
about their values and guidelines, the “Idea of China”
is developed in art. Art pieces aim to promote Chinese
cultural traditions, patriotism, the fighting spirit of Chi-
nese nation. Sculpture is actively involved in this pro-
cess as one of the art forms that allows broadcasting
ideas about beauty and justice. Over the years, sculptors
have persisted in exploring different genres and styles,
which has gradually improved the creation of contem-
porary “China’s theme” in sculpture and formed a dis-
tinctive diversity. Among the sculptors that contributed
to this process, the most representative and prominent

In 1987 the head of the Film Department of the
Ministry of Radio, Film and Television Teng Jinxian
(B3 X) proposed the concept of “the idea of Chi-
na" (X FefE, can also be translated as “main theme")
as the principal motives and themes in art. First and
foremost, literary and artistic creation representing
“the idea of China” corresponds with the system
of societal norms and values and serves the task
of promoting the reform and openness, glorifying
patriotism, collectivism and socialism against the
background of various existing trends in culture. An-
other participant of that conference writer He Jinzhi?
(B8 z) also spoke of “Let a hundred flowers bloom,

1. TengJinxian, 1937-2022, once served as Director of the Film
Bureau of the Ministry of Radio, Film and Television.

2. He Jingzhi (1924 — p.) — poet and playwriter. He used to
be Vice Minister of the Ministry of Culture of China, Vice
Chairman of the Chinese Writers Association, Dean of Lu Xun
Art Academy, Vice Minister of the Propaganda Department
of the Central Committee of the Communist Party of China.

artists are Cao Chunsheng and Deng Ke, who both have
formed unique and distinctive styles. Cao Chunsheng as
a sculptor from older generation, has undergone the in-
fluence of the “Soviet school” and has a vast experience
in large-scale monument sculpture. In his art he mainly
focuses on major historical themes. Deng Ke belongs to
the emerging generation of sculptors who grew up in the
Reform Era. Most of her works are small and medium-
sized easel sculptures, and her favoured topic is life and
society in the new times. Both sculptors work in differ-
ent styles and genres, but together they form the face
of contemporary sculpture promoting the “Idea of Chi-
na” that this paper seeks to explore.

Key words: sculpture, the idea of China, monumental
art, genre, style

let a hundred schools compete” * approach, and
pointed out that representation of “the idea of
China” has certain goals: "Socialist literature and
art must serve the task of Socialist Construction,
promote spiritual civilization, work for the mass-
es of the people who labour in the name of so-
cialism. The socialist and communist content of
works should become the “main theme” of our lit-
erature and art, and it should reflect the spirit of
the era, educate a new socialist person, inspire and
instruct. Art cannot and should not belittle, ridi-
cule, mutilate our socialism. In the past the main
motives and themes of art, its political orientation

3. "A hundred flowers blossom and a hundred schools of
thought contend”, that is, the “double hundred” policy. The
"double hundred” policy is the basic policy of the Party and
the state on the development of literature, art, science and
technology. Its basic spirit is that different forms and styles of
art can be developed freely, and different schools of science
can debate freely.
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Ill. 1. Cao Chunsheng. Battle Horse. 600 cm, bronze.
1995-2000. Beijing.

were not allowed to be vague and blurry, and it
is not acceptable today either.” * Therefore, in the
Reform era the artistic search for the “idea of Chi-
na" has become a line of work for many sculptors.
In monumental and easel sculpture, two contem-
porary sculptors, Cao Chunsheng (% 4) ° and
Deng Ke (XB4d]) ¢, have been able to tell the histo-
ry of China in different ways.

“The idea of China” in monumental sculpture

In his early years Cao Chunsheng studied in the
Soviet Union. Cao Chunsheng was educated in the
USSR as part of the first group of Chinese sculp-
tors sent to the Repin Academy. Before leaving
for the Soviet Union, Cao studied sculpture with
the teachers of the Central Academy of Fine Arts

4.  He Jinzhi. Collected Works of He Jingzhi (Part Il).— Beijing,
Writer's Publishing House, 2004.— p. 222.

5. Cao Chunsheng (b. 1937) — sculptor, professor, former
director of the Sculpture Department of the Central Academy
of Fine Arts, director of the Second Studio, member of
the National Urban Sculpture Committee, and honorary
professor of The Repin Academy of Art in St. Petersburg,
Visiting Professor at Academy of Arts at Tsinghua University.
He was awarded the title of National Outstanding Artistic
Contribution by the State Council.

6. Deng Ke (b. 1978) — sculptor, teacher of Plastic Arts
Department of Beijing Institute of Fashion.
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Liu Kaiqu (X FF28) 7 and Wang Linyi 8 (£l Z) who
themselves had studied abroad in France. In this
time, he managed to develop base sculpture skills
and aesthetic taste. In 1959, he was sent the Re-
pin Academy of Painting, Sculpture and Archi-
tecture, where he studied under the guidance of
Mikhail Anikushin. During his four years of study
Cao Chunsheng mastered the rigorous and sci-
entific approach to modelling of Soviet sculpture
school, and deeply understood the principles of
realism and romanticism and their combination in
sculpture. This experience also allowed Cao Chun-
sheng to acquire a full set of technical skills and
techniques of monumental sculpture. Lessons from
the Central Academy teachers, who were Chinese
members of the “French School”, Repin Academy
education eventually led to the development of the
artistic style and ideals of Cao Chunsheng, which
he described as follows: “Art serves the masses.
As people’s artists, we must always respect and
abide by this principle and ideal. We must dili-
gently immerse ourselves in the life of the peo-
ple, and seek the Chinese spirit, way and style of
the era through practice, creating the most vivid
works for the people.”?

After the beginning of the Reform era, Cao Chun-
sheng created many classic works of monumental
urban sculpture, including busts, full body figures
and group sculptures, all made in a realistic manner
and in a variety of genres. This can be seen on the
examples of “Jing Shuping” ( { ZH¥E&Y , 2008),
“Master Hong Yi" ( {3A—3%J@) , 2008), “Battle Horse"
( T mErEY , 1995-2000, ill.1). At the same time,
Cao Chunsheng is especially good at bringing out
grandiose narrative themes, as seen in his sculp-
tures of the last decade such as “The Unity of All
Peoples” ( { BiERHEIZE) , 2009) and “"Young Hero
Wang Erxiao” ( {/DEFEHEE —/) , 2015).

Having undergone the strong influence of the
Soviet school, Cao Chunsheng is very attentive to
the composition and carefully thinks it through from
the very beginning. During the creative process he

7. LiuKaiqu (1903-1993) — Chinese sculptor an early educator
who received education in France. He was the president
of the National Academy of Fine Arts, President of the
Hangzhou Branch of the Central Academy of Fine Arts, Vice
President of the Central Academy of Fine Arts, Curator of the
Chinese Art Museum, Vice President of the Chinese Artists
Association, etc.

8. Wang Linyi (1908-1997) Chinese sculptor, educator, who was
educated in France.

9. Zhi Min. An Interview with Cao Chunsheng.— Art Observation,
2013 (11).—p. 42.

Ill. 2. Cao Chunsheng. Five Heroes of Langya Mountain. 300 cm, bronze. 2021, Beijing

usually makes sketches and blanks to solve prob-
lems and questions that appear in the early stag-
es of work. For example, in the early version (1964)
of the work “Five Heroes of Langya Mountain”
( GRIFWFHE) , 1964), Cao made several drafts
while searching for a solution to the problems of
compositional relations of the elements of the work,
the position of the characters, volume, body lan-
guage of the characters and the relationship be-
tween the sculpture and the base, which fully reflects
the precision of the Soviet sculpture training. Final-

ly, the final version of the work (2021, ill. 2) was pre-
sented to the audience. If standing in front of the
work, the first noticeable character is the one be-
hind, on the right, depicted looking straight ahead.
Then the viewer's gaze will naturally move to oth-
er characters until it falls on the character standing
in front. Although there are many characters, the
author managed to create a stable triangular com-
position. Large surfaces and a large volume form
a sculptural language of artistic expression that is
almost architectural in nature. This can also be re-
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Ill. 3. Deng Ke. Homeland Nostalgia - Impressions of Years. 180x30x40 cm. Resin, Bamboo. 2009. China National Art Museum

garded as result of Cao's experience with the Soviet
school. In addition, the displayed method of artistic
creation is both realistic and rigorous, and focused
on the highlighting the individual characteristic of
the five heroes through the focus on their heads,
torsos, arms and hands. This allowed him to fully
present their fighting spirit and refusal to surren-
der to the enemy. However, the legs and base of
the characters, that is, the lower part of the sculp-
ture, is summarized and dealt with in a more con-
cise way. It only focuses on strengthening the lines
and general shapes to show the changes of light
and shadow, and does not provide too many de-
tails. In this way, the top and bottom of the sculp-
ture form a good rhythm and dynamics, and overall,
the sculpture looks very harmonious.

“The idea of China” in easel sculpture

Deng Ke, a representative of China’s younger
generation of sculptors, made a name for herself
early in her career. Her works are not hyped-up in
the world of art and are not a part of the market
for avant-garde concept art. They are a case of fig-
urine sculptures that develop the social themes of
“the idea of China” through the eyes of the young-
er generation.

Deng Ke doesn't have the same broad and all-
around higher education as Cao Chunsheng but
her earnest and diligent attitude allowed her to
create many works back when she was still a stu-
dent. It's easy to notice in her art that she pos-
sesses sensitivity and has an apt understanding
of life and culture.

Il 4. Fig. 4. Deng Ke. Basha People’s Lusheng Festival. 193x55x140 cm. Bronze. 2014. China National Art Museum
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Already as a student Deng Ke has dedicated her-
self to easel sculpture such as full body portraits and
group sculptures. When creating her works she does
so in a realistic manner, as can be seen on the ex-
amples of «The Complete Book of Music Rhythm»
( {RELB) , 2016) and «<Hometown Nostalgia —
Impression of Years» ( { #15—% BEI& ) , 2009,
ill. 3). When it comes to the themes, the young
Deng Ke is used to seeing everything from the point
of view of an individual, noticing the least evident
glimpses of the life of ordinary people. Her art of-
ten represents the feelings of China’s rural popu-
lation, their common happiness, and the way they
cherish life, soldiers’ selflessness, and so on, as you
can witness in «Lusheng Festival of Basha People»
(EDPANEET) , 2014, ill. 4) and «Sailing in the
Wind and Rain» ( { XFEFZ) , 2009).

As a Ph.D. student at the Academy of Fine Arts
at Tsinghua University Deng Ke was mentored by
professor Li Xiangqun (=% &%) '° who instilled an
interest in her for exploring the personal and in-
dividual in sculpture. In «<Hometown Nostalgia —
Impression of Years» (2009) Deng Ke uses skillful
techniques to show leisure and ordinary life of el-
derly people in China’s urban landscapes. One can
see in this work that the author pays special at-
tention to the plot of the story and the interac-
tions between her characters. Also, Deng Ke has
portrayed the characters as overly wrinkled, and
dried up and has decided to keep and emphasize
the uneven and lumpy texture of clay. Seemingly
moving, the image of the melting clay has helps
not only helps to effectively interpret the images
of the elderly people but also serves as a medi-
um for artistic expression, becoming an even more
important factor in this work. «Lusheng Festival
of Basha People» (2014) is considered Deng Ke's
most representative work where the sculptor uses
eloquent and rather subjective techniques to cre-
ate an exotic landscape portraying the people of
China’s small ethnic group. The body language of
the characters in this sculpture is a key moment
worth noting. The author accentuates the depth
of space between the lowest and highest view-
points in this work and creates drastic differences
between light and shadow with a powerful pres-
ence of space. Its dynamic form and space in com-
bination with the figures that bow their heads and

10. LiXiangqun (1961 — p.) —dean of Lu Xun Academy of Fine
Arts. Professor at Sculpture Institute of Central Academy of
Fine Arts

play Lusheng ™ forms a mystical vision of dance
and creates a well-known image of the tribespeo-
ple — the people of Basha ™.

Conclusion

Works of Cao Chunsheng and Deng Ke can be al-
lotted to one art movement that embodies the ide-
als of socialist China under the CCP's rule, "the idea
of China", although they completely differ from one
another in their narrative approach, subject matter,
and artistic style. Cao Chunsheng is first and fore-
most the creator of the monumental sculpture out
in the open air. His works praise important charac-
ters and episodes from Chinese history, and stand
out in their solemnity, even pathos; they truly em-
body China’s "melody”. Deng Ke deals with easel
sculpture — her art captures the ordinary life of
common Chinese people in the modern era, show-
ing the beauty and the truth in their simplicity. The
former watches from afar, and the latter peers into
the details, and both developed their own language
of artistic expression; their art is outstanding and
tells whole stories to the audience. In their works,
both sculptors create an image of China, eulogize
its history and culture and remind of its important
moments. When it comes to the sculptures’ genre
and the main artistic themes, they correspond to
“the idea of China” fully embodying it in the round
sculpture.

Despite the similarities, both sculptors’ art feels
influenced by the times they live in. Cao Chun-
sheng, as someone from an older generation that
grew up after the founding of the People’s Repub-
lic of China, was a witness to the country’s birth, its
building, the Cultural Revolution, and many oth-
er historic events. Having developed as a sculptor
in those times, Cao makes “the idea of China” his
primary theme in most of his art, and his style was
greatly influenced by Soviet sculpture. Deng Ke,
having been a sculptor since her university years,
is an artist of the Reform erathat went to university
in the times of Western modernism and postmod-
ernism popularity. She formed her free-thinking
and vibrant art style under the influence of many
factors. As members of the two different genera-
tions that were raised before and after the Reform

11.  Lusheng is a reed instrument of Miao, Yao, Dong and other
minorities in southwest China.

12. Basha, avillage in the mountains of Guizhou Province, China,
is a pure Miao village. The whole village still retains a strong
legacy of ancient times and an ancient mode of production.
The villagers living in the village today are called Basha
people.
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era, both sculptors developed different styles —
strict and scholarly realistic style of sculpture based
on carrying on the Soviet traditions (in the case
of Cao Chunsheng) and one formed by exploring
the personal language of artistic expression (in the

case of Deng Ke). This is not just an artistic expres-
sion in the works of sculpture of the two mentioned
artists, this is a sculpture style of the entire move-
ment of modern Chinese sculpture of recent years
that seeks to embody “the idea of China” in art.
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SCREEN ENTELECHY: SURFACE AND PLANE

Summary: As part of the modern discourse on
screen art, the article examines the phenomenon of
a display surface, which represents the boundary be-
tween the screen and real spaces. The relevance of
this topic is concerned with the development of the
technical base, owing to which the variety of screen
types is considerable. In everyday life a few decades
ago, the screen as an electronic device was primarily
associated with a television receiver, whereas today,
the methods of modeling visual reality are becom-
ing more complicated, and various screens of mobile
devices are increasingly used. It is noteworthy that
in practice the inclusion of a display surface direct-
ly into the mise-en-scene being filmed has become
widespread. The article discusses this kind of creative
solution when creating the material; in particular, it
substantiates and proposes the concept of “substitu-
tion technique”, used in the filming process and which
assumes the presence of a mobile device screen in the
frame, for the introduction into scientific circulation.
At the same time, the researcher’s attention is direct-
ed to the study of the properties of the screen as a re-
flective surface in the cinema hall, and the surface of
the screen of a monitor or a smartphone that emits a
light flux. The author takes into account the physical
patterns of the screen: the shape and structure of its

In an interview with Vasili Tsereteli by Professor
Maria Burganova, the forecasts for art development
in the 21st century were clarified. In his response,
the Executive Director of the Moscow Museum
of Modern Art and Vice-President of the Russian
Academy of Arts stated that in this area, “more and
more is being transfered into the online and digi-
tal environment” [1, p. 19]. Hence, the variability of
display surfaces is quite logical. The etymology of
the word entelechy (from the Greek — évteAgxia)
shows that it means to be “in a state of complete-
ness” and "to contain its goal and its completion”
[5, p. 444]. Regarding screens, the concept of an-

surface, and also considers screen space. The study
analyses the nature of a multi-plane screen. Against
this background, the study of the multi-image screen
and the discussion of the principles of image projec-
tion on the facades of architectural structures seem
to be significant. The attention is focused on the mir-
ror surface representing the surrounding world. From
the perspective of the visual component of the tele-
vision material, a set of colour spaces is studied in a
single colouristic construct, expressed by the techni-
cal parameters of the screen itself and the visual infor-
mation received from it by the recipient. The study of
the multi-plane screen structure, as well as the multi-
level screen space, is of practical importance, helping
to develop relevant methods for presenting video con-
tent in the modern media environment. In theoretical
terms, it contributes to the formation of a holistic pic-
ture when considering the sphere of television, and
also provides intermediate results of scientific work,
the main direction of which is the study of the figu-
rative structure of the screen space. The publication
may be of interest to professionals and a wide range
of readers and viewers.

Keywords: plane, surface, television, colour, screen,
screen space

cient Greek philosophy seems to be important in
the compositional fullness of the formed mold of
reality and the goal of completing the provision
of visual content. It is the screen that finalises the
visual process of the framed and fixed part of ob-
jective reality. The final result of the viewer's re-
ceipt of information depends on its size, texture,
principle of display.

L. Manovich, the author of books on digital cul-
ture and new media, explains: “"A hundred years ago,
a new type of screen — | call it a dynamic screen,
became widespread. It retained all the characteris-
tics of the classic screen, while integrating a num-
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Ill. 1. Photo of a fragment of the painting Girl
(oil on canvas, 40 * 50 cm). E. Grigolia, 2022.

ber of new features. In particular, it made it possible
to display images that would change over time”
[4, p. 136]. In turn, Candidate of Art History
A. Staruseva-Persheeva notes that “since 1984, the
process of integrating art and the media has not
made much progress” [8, p. 88]. One of the reasons
is the nature of the screen, more precisely the re-
flecting surface of a movie screen or emitting a light
flux surface of the kinescope of the television receiv-
er. "The television image model has nothing to do
with film and photography except that, like them, it
suggests a non-verbal gestalt, or form arrangement.
With the advent of television, the viewers themselves
become a screen” [3, p. 357], believed G. M. McLu-
han. What is the role of the surface of the interface
under study, which is a pattern of differentiation be-
tween real and screen spaces?

In the beginning, it should be noted that, as is
known, the surface is not completely transparent, and,
secondly, due to the properties of reflection of the
light flux, the surface reflects it, undergoing a visual
change. For example, the surface of a painting reflects
the light shining on it in such a way that it is perceived
as an image. "You can change the ability of a surface
to reflect or transmit light by painting it or drawing
something on it. You can use engraving or some oth-
er processing to change its relief and create shadows
on it. You can finally create a picture on the surface
for a while by projecting light onto it” [2, p. 383], said
psychologist J. Gibson. Does the image turn out to be
voluminous when the incident light flux draws a dy-
namic picture on the canvas? In the article "Analysis of
Terminology in Stereoscopic Cinematography”, Can-
didate of Technical Sciences O. Raev gives an affirm-
ative answer, “because it contains monocular signs of
the depth of space” [7, p. 690]. At the same time, due
to the two-dimensional transmission of visual infor-
mation, the images of objects in the composition of
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the frame are on the same plane, taking into account
the fact that the objects themselves in the mise-en-
scene are located at different distances from the lens.
Hence, "it is the information actualised by means of
the screen that transforms the plane into a screen [9,
p. 22]", states S. Shtein.

Today, the variety of screens reveals their cylindri-
cal, concave, spherical (with a dome projection) shapes,
and, in this case, there is no need to talk about the
screen plane. This fact confirms the appearance of flex-
ible screens in mobile devices. In addition, the screen
can represent not only one plane with the visual se-
ries, which is confirmed, among other things, by paint-
ings. Let us turn our attention to the painting Girl by
E.Grigolia, which was exhibited at the Autumn Silhou-
ette Exhibition (Moscow, 2022). The image from the
front goes on to the frame end in such a way that the
portrait is displayed in two planes.

The screen, in turn, also does not exclude being
represented by two or more visual planes. Thus, the
surface on the example of the facade of an architec-
tural structure is a kind of screen with the same visual
planes correlating at different angles with each other.

The multi-plane structure of the modern screen
manifested itself already in the last century in multi-
screen cinematography, which operates in three main
ways of embodying complex visual series:

1) multiple screens with multiple projectors;

2) multiple projectors with one screen;

3) dividing one screen into several parts.

The first option indicates a multi-plane screen
structure. The second and third ones indicate a
single-plane screen, correlating in some parame-
ters with a mirror. The mirror surface in reflection
represents the environment, like a screen, denot-
ing "a certain device that hides something or some-
one by dividing the space (as in the case of placing
a folding screen)” [12, p. 85]. The screen, block-
ing a part of the real space from the viewer’s view,
can demonstrate it at the moment. Such a creative
technique is not uncommon in the filming process,
when a mobile device is introduced into the mise-
en-scene, the screen of which reproduces exactly
that part of the real space that is hidden behind its
body. In the presented work, we propose to call it
the “substitution technique”. At the same time, the
screen is not deprived of the functionality of a mir-
ror surface to copy the objective reality directly at
the moment.

In both cases, the image is limited to the edg-
es of the display surface. Its visible part during the

lll. 2. A screenshot of a television frame using a dynamic video projection of special content on the facades of houses.
TV series Silver Spoon 2 (episode 1), Russia, 2016.

movement of the recipient relative to the mirror will
change, which does not happen in the case of the
screen, in contrast to the colour gamut in the view-
er's perception of objects depending on its surface.
When the colour of the display surface merges with
the colour of the displayed images, two colour spac-
es, mutually changing, are combined into a single col-
our construct. Hence, the reflective surface of such
a group of screens in relation to the correct colour
rendering should be neutral in colour tone.

Today the colouristic component holds one of the
foremost places in the visual solution of the television
frame. In her dissertation research “Colour in the Sys-
tem of Artistic Means of Modern Television”, Candidate
of Art History S. Shumilova also draws attention to the
use of colour as "an active element in creating a televi-
sion image...” [10, p. 5]. The colour palette of objects of
real space in the screen presentation makes it possible
to embody the artistic effect in the author’s intention.
Thus, the “warm” colour in the image speeds up screen
time in the viewer's perception of images; the “cold”
colour slows down the tempo-rhythm of the displayed
mise-en-scene. Hence, colour is related to the artistic

component of television material, which finds its place
in the study of screen space and in terms of ways to
convey the colour of objects in real space. The screen,
being the boundary of the separation of these spaces,
in the case of a TV version or represented by some de-
vice, is an electronic device that "gives out” an image
from the inside, and such a “presence of the ‘fourth
wall’ does not separate the viewers from the Author,
but rather stimulates them to an act of co-creation”
[6, p. 313], says S. Potemkin.

The conclusion is made that the screen space in-
cludes one or more conditional visual planes, and the
modern screen has a flat, convex, concave, consisting
of several planes surface, as well as a combined sur-
face consisting of a combination of two or more of
the above examples. The author proposes to consol-
idate in the scientific lexicon the concept of “substi-
tution technique”, interpreted as a creative solution
during the filming process to replace a part of real
space in the frame by simultaneously displaying its
visual imprint on an overlapping screen in mise-en-
scene, and to include it in the terminology for use in
further research on television screen space.
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SDHTEJIEXNA SKPAHA:
[MOBEPXHOCTb U MNMJIOCKOCTb

AHHOmMayuA: B pamkax coBpeMeHHOro anckypca
06 3KpaHHOM MCKYyCCTBe B CTaTbe nccaegyetcs de-
HOMeH oTobpaxkatolwen MOBEPXHOCTH, NPeACTaBAA-
tOLLEeN rpaHuLy pasjeneHns 3KpaHHOro U peanbHOro
NpoCTpaHCcTB. AKTyalbHOCTb AAaHHOW TeMbl CBsA3aHa
C pa3BUTMEM TeXHMYECKOW Ba3sbl, Baarogaps KOTOPOW
pa3Hoobpasne BMAOB 3KPaHOB BeCbMa 3HaUYMNTENbHO.
Ecnv HeckonbKO AecATUNAETUI Ha3az dKpaH Kak daeK-
TPOHHOE YCTPONCTBO B NeEPBYHO ovepesb B BbITY ac-
coumnmpoBanca C TeNIeBU3NOHHbIM MPUEMHUKOM, TO
CerofiHs cnocobbl MOAeNNpPOBaHNA BU3YyaNbHOWN pe-
aNbHOCTM YCIIOXHAOTCA, U BCE BoNbLuee NPpUMeHeHne
nofyyatoT pasanyHble 3KpaHbl MOBUABHBIX YCTPOMNCTB.
MprvmeyaTenbHO, UTO Ha NpaKTMKe NOAYYUAO WNPO-
KOoe pacnpocTpaHeHne BKAOUYEHWEe oTobpaxatoLwen
NOBEPXHOCTUN HENOCPEACTBEHHO B CHUMaeMYH MU3aH-
cueHy. B ctaTbe paccmatpuBaeTcs Takoro poga TBopuye-
CKOe pelleHune Npu co3gaHumn Matepuana, B YaCTHOCTH,
060CHOBbLIBAETCS W NpeAnaraeTcs K BBEJEHUIO B Hayy-
Hbl1 0BOPOT NOHATUE «MPUEM 3aMELLEHUNA», MPUMe-
HAEMbI B CbEMOYHOM MpoLEecce 1 NpegnonaratLwmnin
Haanume s3KpaHa MOBMABHOrO YCTPONCTBA B Kajpe.
BmecTe ¢ TeM BHMMaHWe uccnegoBaTtens Hanpasie-
HO Ha NpopaboTKy CBOWCTB 3KpaHa Kak oTpakatoLien
NMOBEPXHOCTU B KMHO3ane, U Kak nsnyyaroleln cee-
TOBOV NMOTOK MOBEPXHOCTU MOHUTOpPA MAK cmapTdo-
Ha. ABTOp yuuTbiBaeT pu3nyeckme natTepHbl 3KpaHa:
bopMy 1 CTPYKTYPY €ro MoBEpPXHOCTH, a TakXKe pasbu-

B nHTepsbio ¢ B. 3. Lepetenn npodeccopom
M. A. bypraHoBoi1 [1] 6bla1 yTOUYHEHBI MPOrHO3bI
pa3suTtna nckyccrea B XXI seke. B otBeTe ncnon-
HUTENbHBIV AMpeKkTop MOCKOBCKOro My3es coBpe-
MEHHOTO MCKYCCTBa W BULe-Npe3naeHT Poccuiickoi
aKaZleMymn Xy0XKeCTB KOHCTaTMPOBas, YTO B JaHHOW
chepe «BCcé H6onblue N BosblLe BCEro nepexoant
B OHJAlH 1 undposyro cpegy» [1, c. 19]. OTcroga
BeCbMa 3aKOHOMepHa BapuaTUMBHOCTb OTobpaxa-
FOLLMX MOBEPXHOCTEN.

paeT npobaemaTnKy 3KpaHHOro nNpocTpaHcTea. B xoge
nccnepoBaHUA MPOBOANTCA aHaAN3 NMPUPOAbLI MHO-
roOMJIOCKOCTHOrO 3KpaHa. Ha atom ¢poHe BecbMa 3Ha-
YMMbBIM BUAWNTCA U3yYeHne NoansakpaHa n obcyxaeHune
NPUHLUUNOB NPoeKLMn n3obpaxeHuns Ha dacagbl ap-
XUTEKTYPHbIX COOPYXeHU. PokycmpyeTcs BHUMaHNe
Ha 3epKasibHOW MOBEPXHOCTU, Penpe3eHTUpPYOLLEN
oKpy>KatLwmnii Mmup. B pakypce B1M3yasbHOW CcOCTaB-
NsAloLWen TeNeBM3NOHHOIO MaTepurana uccnegyertcs
COBOKYMHOCTb LIBETOBbIX MPOCTPAHCTB B €4MHOM KO-
NOPUCTNYECKOM KOHCTPYKTE, BblpaXeHHOM TeXHunuye-
CKMMW MapaMeTpamMmn CaMOoro 3KpaHa U CYnTbiBaeMom
C Hero peunnuneHToM BusyanbHol nHoopmauun. May-
YeHne MHOTOMNOCKOCTHOW CTPYKTYPbI 3KpaHa, a Takxe
MHOTOYpPOBHEBOCTN 3KPAaHHOro NPOCTPaHCTBa NMe-
eT npakTnuyeckoe 3HayeHWe, NoMoras pa3BmBaTb ak-
TyalbHble MeTOAbl NpeACTaBAeHUA BUAEOKOHTEHTa
B COBpPEMEHHOI Megunacpese. B Teopetnyeckom nna-
He — crnocobcTByeT GOPMUMPOBAHMIO LLeOCTHOM Kap-
TUHbI NPV PaccMOTPeHnn chepbl TeneBUAEHNS, a Takxe
obecneynBaeT NPOMEXYTOUYHbIE UTOFN HAaYUYHON pa-
60Tbl, MarncTpanbHbiM HanpaBAeHNEM KOTOPOR ABASA-
eTcs nccaesoBaHme ob6pasHol CTPYKTYpbl 3KPAaHHOTO
npoctpaHcTBa. Hactoswasa nybankaumsa MoxeT 3anH-
TepecoBaTb Kak CMeLuanncToB, Tak U WNPOKUIA Kpyr
ynTaTenen n Tenesputenen.

Kntoyegeie co8a: n1ockocme, nogepxHOCMs, mesiegu-
JdeHue, ysem, 3KpaH, IKPaHHOE NPOCMPAHCMeo.

3HaueHwve cloBa HTENEXWA (OT rpeyd.— EVTEAEXLD)
3aK/I0YaETCs B TOM, YTOObI ObITh «B COCTOSHWU MOJ-
HOTbI» N «cofep>XaTb B cebe CBOIO LieNb U CBOE
3aBepLueHue» [5, c. 444]. OTHOCUTENBHO 3KPaAHOB MNOo-
HATWE ApeBHerpeyeckor dpunocodumu npeacraBaseTcs
BaXXHbIM B KOMMO3MLVMOHHON 3anoIHEHHOCTM chop-
MWPOBaHHOTO C/ernka peasbHON AeNCTBUTENbHOCTU
W LLeNn 3aBepLUEHMs NPeAoCTaBAeHNs BU3yalbHOMO
KOHTeHTa. VIMeHHO 3kpaH drHannsnpyet nobpa-
3UTENbHbIA NPOLLECC CKaZzpPUPOBaHHOW 1 3abuKcu-
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POBaHHOWM YacT¥ NPesMETHOM AeNCTBUTENBHOCTU.
OT ero pa3mMepos, dakTypbl, NpUHLMNa oTobpaxe-
HWA 3aBUCUT KOHEUHbIV pe3yabTaT NOCTYNAEHUS UH-
dopmauum 3putento.

ABTOP KHUT MO UNdPOBON KyNbType U HOBbIM Me-
Ana J1. MaHoBuu noscHsieT: «COTHIO NIeT Ha3aj Ho-
BbIV TUM 3KpaHa — A ero Ha3blBako ANHAMUYECKUM
3KPaHOM — MOAYUUA LUMPOKOE pacnpoCcTpaHeHNe.
OH coxpaHui BCe xapakTepucTukn Knaccuyeckoro
3KpaHa, Npun 3TOM UHTErPMPOBaB B CBOE TesI0 U pPAj
HOBbIX 0cObeHHOCTel. B yacTHOCTW, OH No3BoAasA ge-
MOHCTPMPOBaTb N3006paXKeHWs, KOTOPble MEHAANCH
6bl B TeueHue BpeMeHu» [4, c. 136]. KaHamaat uc-
kyccteoBegenua A. [l. CtapyceBa-leplieeBa B CBOHO
oyepesb 3ameyaeT, uTo «¢ 1984 roga npouecc vH-
Terpauumm nckycctea  CMWU He cMabHO NPOABUHYA-
cqA Brnepea» [8, c. 88]. OgHa n3 npnunH — npupogaa
3KpaHa, ToUHee ero oTpaxarollasa y KMHO3KpaHa
VAN M3nydatoLlas CBETOBOM MOTOK Y KMHecKona Te-
NEBU3VMOHHOTO NPUEMHMKA NOBEPXHOCTb. «Mogenb
TeNeBU3NOHHOIO obpaza He MMeeT Hu4ero obue-
ro ¢ punemom n potorpadmren, 3a NCKNOYEHNEM
TOrO, UTO, Kak W OHW, NpeasaraeT HeBepbanbHbIN
rewTanbT, Man pacnonoxerHue ¢opm. C nosasne-
HMeM TeneBMAEHMNA caM 3puUTesb CTaHOBUTCA 3Kpa-
Hom» [3, c. 357],— nonaran . M. Maknto3H. B uém
e 3aK/YaeTCca posib NOBEPXHOCTU UCCaedyeMo-
ro nHTepdeiica, ABNAIOLLErOCs NaTTepHOM andde-
peHLuMaLmm NPOCTPaHCTB PeanbHOro 1 3KPaHHoro?

B Hauane oTMeTMM, 4TO, Kak U3BECTHO, MO-
BEPXHOCTb He OblBaeT MOJIHOCTbIO MPO3PaYHON,
1, BO-BTOPbIX, 6a1arofaps CBOMCTBAM OTpa>keHUs
CBETOBOrO NOTOKa, MOBEPXHOCTb OT6PachIBaET ero,
npeTepneBas BM3yalbHOe U3MeHeHne. Hanpumep,
NMOBEPXHOCTb XWBOMUCHONO MOJIOTHa OTpaxkaeT
najaroLLmMin Ha Heé CBEeT TakMM 0b6pa3oMm, YTo BOC-
NpUHUMaeTCs n3obpaxkeHneM. «MOXHO U3MEHUTb
CNOCOBHOCTb MOBEPXHOCTN OTpaxkaTb UM NPOny-
CKaTb CBET, packpacus eé NAN HapucoBaB Ha Hel
YTO-HMOBYAb. MOXHO C NOMOLLBIO TPaBUPOBKN MU
Kakon-1nbo apyroi o6paboTkm UIMeHUTbL eé pe-
nbed 1 co3aatb Ha Hel TeHn. MOXHO, HakoHeL, Ha
Kakoe-TO BpeMs Co34aTb KapTUHKY Ha MOBEPXHO-
CTW, NpoeLmpys Ha Heé ceeT» [2, ¢. 383],— yTouHAn
ncuxonor Ax.FTmM6coH. O6bEMHbIM NK NoayyaeT-
cs u3o6paxkeHre B Ciyyae, Korga najaroLwmii cee-
TOBOW MOTOK pPUCYeT ANHAMUYECKYHO KapTUHY Ha
nonoTtHe? Kanamnaat texHnyeckmx Hayk O.H. Paes
B CTaTbe «AHa/In3 TEPMUHONOINN B CTepeockonmye-
CKOM KrMHemaTorpade» 4aéT yTBEpANTENbHbIN OTBET,
«MOCKOJIbKY B HEM MPUCYTCTBYHOT MOHOKYASAPHbIE
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Npwv3Haku raybuHel npocTpaHcTBa» [7, ¢. 690]. Mpw
3TOM 3a CYET ABYXMEPHOCTU Nnepesayn BuU3yasb-
Hol nHdopmauumn o6pasbl 06bEKTOB B KOMMNO3MLK
KaApa HaxoAATCA Ha OAHOW MIOCKOCTH, C YYETOM
TOro, UTO caMu 0HBEKTbl B MMU3aHCLEHE HaXoAAT-
CA Ha pa3Hbix yaaneHuax ot obbekTnea. OTcrosa
«MMEHHO aKkTyanmsnpyemas nocpeAcTBOM 3KpaHa
nHbopmMaumsa TpaHchopMmUpyeT NNOCKOCTb B IKPaH»
[9, c. 22],— koHcTatupyet C. HO. LWTeliH.

CerogHa paszHoobpasmne 3KkpaHOB ABASET UX LiU-
NVHApUYeckne, BOTHyTble, chepuyeckne (Mpu Ky-
NoAbHOW Npoekunm) GopMbl, U TOBOPUTb B 3TOM
C/ly4dae O MAOCKOCTW 3KpaHa He npuxoamntcs. JaH-
HbI baKT NOATBEPXKAAET NosBAeHMEe rMbKMX 3Kpa-
HOB B MOBU/IbHbIX YcTponcTBax. K ToMy >e 3kpaH
MOXEeT NpPeACTaBAATb OTHIOAb HEe OAHY MAOCKOCTb
€ n306pa3nTesibHbIM PAJOM, UTO MOATBEPXKAAETCS
B TOM uuncae npounssegeHnsamu xmnsonmcm. Obpa-
TUM BHUMaHWe Ha KapTuHy E. Tpuroamm «/[leByLuka»,
KoTopas 3KCMOHMPOBanach Ha BbicTaBke «OCEHHWI
cnnyat» (MockBa, 2022). N306paxeHune ¢ nepesHel
YacTV NepexoAnT Ha TopeL, NogpamMHMKa Takum 06-
pa3oM, UTo OoTobpaxkeHne NopTpeTa NPOUCXOAUT
B ABYX MJIOCKOCTAX.

JKpaH, B CBOIO o4vepesb, Takxke He uckatovaet
BO3MOXHOCTU 6bITb NPeACTaBAeHHbIM ABYMA U 6onee
BU3Ya/IbHbIMW MAOCKOCTAMM. Tak, CTPUTNOBEPXHOCTb
Ha npumepe dacaga apxXMTEKTYPHOrO COOPY>KEHWS
ABNAETCH CBOEOHPa3HbIM IKPAHOM C COOTHOCALL M-
MWCA NMOJ PasiNUYHbIMK yriamMmn Mexay cobow Bcé
TeMU >Ke BU3YyanbHbIMUN MJOCKOCTAMM.

MHOroniockocTHas CTpyKTypa COBPEMEHHOro
3KpaHa nposABasaach eweé B NPOLLIOM BEKe B MO-
NIN3KpPaHHOM KnHemaTorpade, KOTOpbIA onepupyet
Tpems OCHOBHbIMW CNocobamu BOMIOLLEHNSA CNOXK-
HOCOCTaBHOro M306pa3nTesibHOro paja:

1) HecKoNbKO 3KPaHOB C HECKOJbKMMU MpPO-
eKTopamu;

2)  HEeCcKONbKO NPOEKTOPOB C OAHMM 3KPaHOM;

3) pasgeneHune ofHOro 3KpaHa Ha HEeCKONbKO
yacTen.

MepBbIi BapMaHT yKa3blBaeT Ha MHOTOMNAOCKOCT-
HYHO CTPYKTYpPY 3KpaHa. BropoW v TpeTnin — Ha ogHo-
MAOCKOCTHON 3KpaH, COOTHOCALLMIACA MO HEKOTOPbIM
napameTpaM C 3epkasoM. 3epKasibHas NOBEPXHOCTb
B OTPaXXeHUW penpeseHTyeT oKpy>KaroLLyo obcTa-
HOBKY, NOA0OHO 3KpaHy, 0bo3HavaroLEeMy «Hekoe
YCTPOWCTBO, CKPbIBatOLLEe YTO-TO UM KOTFO-TO MO-
CPefCcTBOM AeNeHnsa NPoCTpaHCTBa (Kak B ciyyae
yCTaHOBKM Wnpmbl)» [11, ¢. 85]. SkpaH, nepekpbiBas
OT B3r15/,a 3pUTENSA YacCTb PeanbHOro NPOCTPaHCTBa,

MOXET EMOHCTPUPOBATb €0 B AaHHbIN MOMEHT. Ta-
KOW TBOPYECKUIA MPUEM He PesKOCTb B CbEMOUYHOM
npouecce, KOr4a B M1M3aHCLLeHy BBOANTCA MOBWIIb-
HOe YCTPOMCTBO, 3KpaH KOTOPOro BOCMPOU3BOANT
POBHO Ty YaCTb PeasbHOro NPOCTPAHCTBA, YTO CKPbI-
Ta 3a ero Kopnycom. B HacTosen paboTte npegno-
KUM Ha3BaTb €ro «NpUEMoM 3aMeLLeHus». Mpu 3Tom
3KpaH He obaensetcs GYHKLMOHANOM 3epKaibHOW
NMOBEPXHOCTM KOMMPOBAaTb NPeAMETHYHO LeNCTBU-
Te/bHOCTb HaNPAMYH B AaHHbIA MOMEHT.

V3obpaxeHne B 06omx cnyyasx orpaHMyYMBaeTcs
KpasMun oTobpaaroLein noBepxHOCTU. Buaumas ero
YacTb BO BPEMS ABUXKEHUSA PELUMNNEHTA OTHOCUTENb-
HO 3epkania byseT N3MEeHATLCA, Yero He MPONCXOANT
B NpVIMepe C 3KPaHOM B OT/IMYME OT LBETOBON ram-
Mbl B 3pUTEbCKOM BOCAPUATUN OOBEKTOB B 3aBU-
CMMOCTM OT ero noeepxHocTu. Mpw camaHnm uBeTa
oTobpaxkaroLer NoOBepPXHOCTU C LLBETOM AEMOH-
CTpUpyembix 06pa3oB ABa LIBETOBbIX MPOCTPAHCTBA,
B3aWMHO M3MEHAACH, COEANHAIOTCS B €4UHbIN KO-
NOPUCTNYECKNIN KOHCTPYKT. OTCroAa OTpaxkatoLas
MOBEPXHOCTb TakOM rPynnbl 3KPaHOB B OTHOLLEHWN
KOPPEKTHOW LiBETOMEpesayun A0KHA ObITb Hel-
TPasbHOM NO LBETOBOMY TOHY.

Konopuctrnyeckas coctaBastoLLas CEeroiHs cTout
Ha OHOM W3 NepPBbIX MECT B BM3ya/lbHOM peLleHnn
TeneBM3MOHHOro Kagpa. KaHamaat nckyccrBoBeseHus
C.4.WymunnoBa B CBOEM AnccepTaLlMoOHHOM ucce-
J0BaHWUM «LiBeT B cncTeme XyAoXXeCTBEHHbIX CPEACTB
COBPEMEHHOTO TeNEBUAEHUA» ObpaLlaeT BHUMaHNe
Ha MCMoJib30BaHMe LiBeTa Kak «akTUBHOMO 3/1eMeH-
Ta CO3jaHua TeneBU3NoHHOro obpasa...» [10, c. 5].
LiBeToBas nanntpa o6beKTOB peasbHOro NPoCTpaH-
CTBa B 3KPaHHOM W3/I0XKEHWMN JaET BO3MOXHOCTb BO-

MAOLLEHUNIO XyA0XECTBEHHOrO 3ddekTa B aBTOPCKOM
WHTeHLMW. Tak, «TENblA» LIBET B M306paXKeHMM ycKo-
pAeT 3KpaHHOe BPeMs B 3pUTENbCKOM BOCMPUATUN
06paszoB, «X0NOAHbIN» — 3aMeaANseT TEMNO-PUTM
oTobpaxkaeMor MusaHcLeHbl. OTcloga LBeT nMeeT
OTHOLLIEHME K XyJ0XEeCTBEHHOW COCTaBAAOLLEN Te-
NIeBM3NOHHOIO MaTepuana, UTo HaxoAMT CBOE MecTo
B UCCNIe,0BaHNM 3KPaHHOrO NPOCTPaHCTBa W B Nia-
He cnocoboB nepegaun LBeTa 06bEKTOB peasbHOro
MPOCTPaHCTBA. DKPaH, ABAAACL rPaHULLEel passene-
HWA 3TUX NPOCTPAHCTB, B chyyvae TB-BapmaHTa nam
npeAcTaBIeHHOrO HEKOTOPbIM JeBaicoM, ABAAETCA
3N1EKTPOHHbIM YCTPOMCTBOM, «BblaOLLMM» N300pa-
>KEeHMe U3HYTPW, N Takoe «MNPUCYTCTBUE «4YeTBEp-
TOW CTEeHbI» He OTAeNsEeT Tefesputenen ot ABTopa,
a HaobopPOT, CTUMYANPYET UX Ha aKT COTBOPUYECTBa»
[6, c. 313],— rosopwuT C. B.[TOoTEMKMH.

W3 ckazaHHOro cnegyert, 4TO 3KpaHHOEe Npo-
CTPaHCTBO BKHOUAET OAHY MU HECKObKO YC/OB-
HbIX BU3YabHbIX MJOCKOCTEN, @ COBPEMEHHbIV 3KpaH
NMEET NJIOCKYIO, 8bINYKJIYH, BO2HYMYH), COCMOAWYHO
U3 HeckoJibkux naockocmeli MOBEPXHOCTb, a Tak-
e KOMOUHUPOBAHHY NOBEPXHOCMb, COCTOSALLYHO
N3 COeMHEHMA ABYX WU HECKONbKMX Bbille Me-
peuYncaeHHbIX NpuMepoB. ABTOPOM MpeasiaraeTcs
3aKpenuTb B HayYHOM JIEKCMKOHE MOHATUE «NpUém
3ameuyeHus», TPaKTyemMoe Kak TBOpYecKoe peLueHne
BO BpeMs CbEMOYHOro npoLecca No 3aMeLLeHMIo
B KaZpe 4YacTi peanbHOro NpoCTpaHCTBa OAHOBpE-
MEHHbIM OTOBpaXkeHneM ero BM3yasbHOro OTTUCKa
Ha nepekpbIBaeMOM 3KpaHe B MU3aHCLIeHe, U BKJIO-
YUTb B TEPMUHOIOTMYECKNI PAJ AF UCMONb30Ba-
HWA B JaNbHenLweM NccnesoBaHUmM TENEBU3NOHHOTO
3KPaHHOro MPOCTPaHCTBa.
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