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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)
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MAPWUSA ANNEKCAHAPOBHA BYPTAHOBA
HOBBIE HULIMATMBbI B COEPE KYIbTYPbI 1 MCKYCCTBA
HA MPUMEPE COBPEMEHHOW MY3EMHOW NONUTUKNA

HIO CHO3BA0
POMAH Y YaHDB-OHA «MYTEWECTBME HA 3AMA/L»
W ETO PECYPChI AN19 AHUMALMOHHbBIX AZANTALMNA

XYAH B3B3
PEAJIMCTUYECKAS CKYIbMTYPA KUTAS.
MOWCK M CTAHOBJ/IEHWE XYAOXECTBEHHOTO METOZA

®AH WKUNION
OBb30P COBPEMEHHOWM KMTAMCKOWM CKYNbNTYPhI

MAPUHA BNAAVNMUPOBHA TANIKUHA
CT/b B XYAOXECTBEHHOM TBOPYECTBE
BAYEC/IABA 3AMLIEBA

HATAJ1IbA FOPbEBHA KA3AKOBA,
AHACTACHA AMUTPUEBHA PbIDKKOBA
FEHEPALMA OPHAMEHTOB C NMOMOLUWbIO
NCKYCCTBEHHOIO MHTENNEKTA

TATbAHA EBTEHbEBHA ®AEEBA

ANEKCAHAPA AMUTPUEBHA CTAPYCEBA-MEPLUEEBA
TEHEPATMBHbIE MPAKTUKWN B KPEATBHbBIX
MHAYCTPUNAX: «OUIXKUTA NT»-ACMEKT
XYAOXECTBEHHOTO MPOEKTUPOBAHMA

AYAHb WNHAHb, CBET/IAHA MBAHOBHA XBATOBA
MPOW3BEAEHMA MHb BAO A1 KNACCHMYECKOM
TVTAPBI: K BOMPOCY BOMIOLEHWA TPA ML

HAPOAHOIO MY3NUMPOBAHNA

HA OBJTIOXKE JNlyBp Aby-[labu. Apxutektop XaH Hysesnb.
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Scientific and Analytical Journal
Burganov House

Space of culture

#3/2023

Dear readers,

We are pleased to present to you Issue 3, 2023, 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.
Now the journal has been assigned to K2 of the
Higher Attestation Commission list.

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 culture,
art, philology, and linguistics. This versatility of the re-
view reveals the main specificity of the journal, which
represents the current state of the cultural space.

In the article "New Directions of Modern Muse-
um Policy”, M. Burganova considers new trends in
the development of a museum as a general cultur-
al institution at the present stage. The author analy-
ses museum policy, paying special attention to such
important aspects as the institution of curatorship
and the formation of museum branches. By analys-
ing the specifics of museum branches, the author ex-
amines in particular the Louvre branch in Abu Dhabi,
which opened in 2017 and which reflects some of
the general trends of modern museums — nomad-
ic expositions, the absence of their own collections,
the creation of outstanding architecture and a spe-
cific reaction to the manifestation of the museum
policy of society and the state. The article also high-
lights the issue of the dialogue between a museum
and museum audience.

Trends in the development of Soviet and Russian
clothing design, as well as the influence of outstand-
ing fashion designer Vyacheslav Zaitsev on it, are
considered in the article "Style in the Artistic Work
of Vyacheslav Zaitsev" by M. Galkina. The author ex-
plores the creative heritage of Vyacheslav Zaitsev,
presenting him as a teacher, fashion designer, art-
ist, who had the gift of transforming the surround-
ing reality with the help of art.

The origins and development of realistic art in
China are explored by Huang Weiwei in the article
“Realistic Sculpture in China. Search and Formation
of the Artistic Method". According to the author, Chi-
nese realism has its own special representation and

historical significance. It is a direct consequence of
the dialogue between East and West, as a result of
which this new creative method and artistic image
have become the basis of sculpture in China from
the end of the Qing Dynasty.

In the article "Review of Modern Chinese Sculp-
ture", Fan Zhiyu analyses the features of China's cul-
tural development in the 20th-21st centuries and
their influence on contemporary Chinese sculpture.
The author believes that over the past century, Chi-
na has evolved from a culturally isolated country,
where the majority of the population was illiterate,
to a country that develops in parallel with the rest
of the world, in which cultural tradition and modern
civilization coexist. At present, modern sculpture is
developing in a balanced way, using various paths,
including the traditions of Western realistic art, the
concepts of modern art in Europe and America, and
Chinese cultural codes.

The dialogue between the arts of East and West
is considered by Duan Shinan and S. Khvatova in the
article "Yin Biao’s Compositions for Classical Guitar:
on the Question of the Embodiment of Folk Music
Making Traditions". The authors explore the problem
of adapting the poetics of traditional Chinese instru-
mental music playing on the pipa to the capabilities
of the European musical instrument — the classi-
cal six-string guitar, on the example of two Chinese
compositions, Yi Dance and Ambush from Ten Sides,
composed by Yin Biao in the Chinese style. The com-
positional structure, content aspects of compositions
with specific literary programming, and musical po-
etics of the music pieces are analysed.

The theme of the dialogue of cultures is contin-
ued by Niu Xuebiao in the article "Wu Cheng-en's
novel Journey to the West and its Resources for An-
imated Adaptations". The author traces the evolu-
tion of the plot and characterises the main features
of this famous literary work, the adaptation of which
has been repeatedly used not only by Chinese, but
also by Japanese, British and other animators. The
author believes that numerous references to the film
adaptation of the plots of the Chinese classical nov-
el are associated with the open nature of the literary
work, its rich cultural content and huge resources for
visual and/or audiovisual interpretation of its con-
tent, especially by means of animation.

The special role of artificial intelligence in mod-
ern phygital projects in the creative industries, as

well as the importance of the development of vir-
tual and augmented reality as a space for the exist-
ence of works of this type are discussed by T.Fadeeva
and A. Staruseva-Persheeva in the article "Generative
Practices in the Creative Industries: Phygital Aspect of
Artistic Design”. Their study outlines the advantages
of the phygital format for the work of a designer, as
well as the expressive possibilities of online-offline
transition in the space of contemporary art; it clas-
sifies art spaces at the intersection of physical and
digital, and features phygital as a means of commu-
nication relevant to today's visual culture.

The topic of artificial intelligence in the context
of artistic creativity is also addressed by N.Kazako-
va and A.Ryzhkova in the article "The Generation of
Ornaments Using Artificial Intelligence". The authors
present the results of artificial intelligence testing to
pursue the goal of stylizing a traditional Indonesian
ornament on gringsing fabric. The process of test-
ing the Dream artificial intelligence by WOMBO is
described in detail using the example of stylization
of the Cemplong ornament on gringsing fabric. As
a result of the study, an optimal algorithm for work-
ing with the Dream artificial intelligence by WOMBO
was created; it can be used for high-quality styliza-
tion of traditional ornaments of different peoples.
This opens up new possibilities for innovative design
solutions and inspires the creation of unique and at-
tractive designs in various industries.

The publication is addressed to professionals spe-
cialising 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
#3/2023

[Joporue untatenu!

Mol pagbl npegctasutb Bam N2 3/2023 HayuHO-
aHanuTn4yeckoro xypHana «/lom bypraHosa. Mpo-
CTPAHCTBO KY/NbTypblI».

Mo pexomeHpaunm dkcnepTHoro coBeta BAK
)XypHan BkatoueH B MepeueHb BeayLimMX peLieH-
3MpPyeMbIX HayUYHbIX )KYPHa/IoB U U3aHUN, B KO-
TOPbIX A0/DKHBI 6bITb ONY6/1MKOBaHbl OCHOBHbIE
HayuHble pe3ynbTaTbl AUCCEpTaLMM Ha COMCKaHue
YyUeHbIX CTeNneHen J0KTopa U KaHAuAaTa HaykK.

B >xypHane nybankytoTca HayyHble CTaTby Be-
AYLLUX CneLmnanmncToB pasHblX r'yMaHUTapHbIX 06-
nacTten, JOKTOpPaHTOB M acnupaHToB. HanpasneHus
Nccnes0BaHUA KacatoTCs akTyalbHbIX Npobaem B pas-
JINYHbBIX 061aCTAX KYAbTYpPbl, NCKYCCTBA, duaonornm
W A3bIKO3HaHWSA. B 3TOM MHOrorpaHHOCTY 0603peHNs
nposBMaacb OCHOBHasA cneunduka XXypHana, npea-
CTaB/ANOLLIErO COBPEMEHHOE COCTOSIHME MPOCTPaH-
CTBa KYNbTypbl.

B ctatbe «HoBble HanpaBneHNA COBPEMEHHON My-
3eiHoM noanTuku» bypraHosa M. A. paccmaTpuBaeTt
HOBble TEHAEHLNN Pa3BUTUA My3es Kak obLLeKyb-
TYPHOW MHCTUTYLMWN Ha COBPEMEHHOM 3Tane. ABTOp
aHanM3npyeT My3eiHyto NOAUTUKY, ocoboe BHMUMa-
HWe yaenas TaKMm Ba>KHbIM acrekTaM Kak MHCTUTYT
KypaTopcTBa v GopmMmnpoBaHme My3erHblx dbuamna-
nog. MpoBogs aHann3 cneumdukn MysenHblx Guamna-
NoB, aBTOp 0co60 AeTanbHO paccMaTpuBaet duavan
NlyBpa B Aby-[labu, otkpbiBluMinca B 2017 roay, u oT-
Pa3vBLLNIA HEKOTOPbIE OOLLMe TEHAEHLMN COBPEMEH-
HbIX My3eeB: HOMajun4eckune 3KCno3nLmn, OTCyTCTBME
COBCTBEHHbIX KONNEKLINI, CO3AaHMe BbljatoLlelics
apxXuTeKTypbl 1 cneumduyeckyro peakLumnio Ha npo-
SIBJIEHE HOBOM My3eMHOM MOAUTMKM OBLLLEeCTBa U FrO-
cypapcrsa. B ctaTbe Takke ocBeLLéH Bonpoc Ananora
My3es 1 3pUTebCKON MYy3eMHOW ayAuTopuun.

TeHAeHLMM pa3BUTUA COBETCKOTO N POCCUINCKOrO
An3aiiHa o4eXAbl, a TakXKe BAVAHWE Ha HEro BblAato-
LLerocs XyfoXHuka-mMogensepa Bauecnasa 3aliLeBa
paccmaTpwmBatoTcs B ctatbe M. B. TankuHon «Ctunb
B Xy, 0>KeCTBEHHOM TBOpUYecTBe Bsauecnasa 3anueBa».
ABTOp nccnegyeT TBOpUeckoe Hacneane Bauecnasa
3aiiueBa, NpeacTaBass ero Kak negarora, Mogesbe-
pa, XyAoXHWKa, 0baagaBLUero Aapom npeobpaxeHus
OKpY>KatoLLen AeNCTBUTENIBHOCTY Yepes UCKYCCTBO.

McTokmn 1 pa3BuTMe peanncTmyeckoro NCKyccTea
B Kntae nccnepyet XyaH BaiiBan B ctaTbe «Peanu-
cTnyeckas ckynbntypa Kutad. Mowuck n ctaHoBne-
Hue XyJ,0XXeCTBEHHOro MeToga». [1o MHeHuro ABTOpa,
KWTaNCKNN peann3mMm MMeeT CBOe 0coboe npeacTas-

NleHne n nctopmyeckoe 3HadeHue. OH aBAseTCA
npsMbIM cneacTBreM agnanora Boctoka u 3anaga,
B pe3y/ibTaTe KOTOPOro 3TOT HOBbIV TBOPUECKUIA Me-
TOA, M XYAOXECTBEHHbIN 06pa3 CTanm OCHOBOW CKyJlb-
nTypbl B Kutae ¢ KoHua guHactum LimH.

®aHb Yxmtoli B ctatbe «O630p COBPEMEHHON K-
TalCKOW CKy/NbNTYPbl» aHaAN3npyeT 0CO6EHHOCTU
KyAbTypHoro pa3sutua Kutaa XX-XXI BB. n nx sau-
AHME Ha COBPEMEHHYH KUTaMCKYHO CKyAbnTypy. AB-
TOp Nosaraert, YTo 3a nocnegHee cronetne Kutan
npeBpaTUICA U3 KyNbTYPHO M30/JIMPOBaHHOW CTpa-
Hbl, rae 60/bLUMHCTBO HaceseHUs 6bino HerpamoT-
HbIM, B CTpaHy, KOTOpas pa3BMBaeTca napaniesbHo
C OCTa/NbHbIM MUPOM, B KOTOPOW COCYLLECTBYHOT
Ky/NbTypHaa TpaguLumMa U COBpeMeHHas LnMBmuamn3a-
ums. B HacTosLLee Bpems cOBpeMeHHas CKynbnTypa
pa3BuBaeTcsa cbanaHCMPOBAHHO, UCMOb3YA pas-
JNINYHbIE NYTW, BKAOYas TPAAULMN peanncTmyecko-
ro UCKyccTBa 3anaja, KOHLEeNnumm CoOBpeMeHHoro
nckyccrea EBponbl 1 AMepuku, a Takxxe Kntanckme
Ky/IbTYpHbIE KOZbI.

Temy ananora nckyccts Boctoka v 3anaga pas-
BuBatoT [lyaHb LLnHaHe n C. V. XBaTOBa B CTaTbe
«MpounseegeHns VHb bsio ansa knaccmyeckon ruta-
pbl: K BONPOCY BOM/IOLWEHUA TPAAULNA HAPOAHOrO
MY31LMPOBaHNA».

ABTOpBI nccaegyoT npobaemy agantaumm noa-
TUKW TPAAMLIMOHHOTO KUTaNCKOro MHCTPYMEHTab-
HOro My3MLIMPOBaHWA Ha NUMNe K BO3MOXHOCTSAM
€BPONenNcKoro My3blkajibHOro MHCTPYMEHTa — Kaac-
CMYECKOW LIEeCTUCTPYHHOW rMTapbl — Ha Npumepe
ABYX KUTaNCKMX Nbec «Mn TaHew» u «3acaga c ge-
CATU CTOPOH», COUNHEHHbIX VIHb Bso B kKnTalickom
cTune. AHaAN3NPyeTCs KOMMNO3NLIMOHHAA CTPYKTY-
pa, coaep>kaTenbHble acrnekTbl COYMHEHUN, 06na-
JaroLNX KOHKPETHO-NMTEpPaTypPHOM NPOrpaMmMon,
W My3blKaibHas NO3TUKA MNbec.

Temy ananora kynbTyp npogomkaet Hio Ctoabso
B cTaTbe «PomaH Y YaHb-3HA «[lyTewectBme Ha 3a-
naj» 1 ero pecypcbl 4Ns aHUMaLMOHHbIX aZanTaLuii».
ABTOp NpocaexXuBaeT 3BOIOLIMIO CHOXKeTa W Xapak-
TepusyeT rnaBHble YepTbl 3TOrO MPOCAaBAEHHOrO
NNTepaTypHOro NPou3BeAeHMs, K 3KpaHM3aLmm Ko-
TOpOro He pa3 obpalanncb He TONbKO KUTalcKue,
HO N ANOHCKWe, BpUTaHCKME U ApYyrie aHMMaTOpbI.
ABTOp CUMTAET, YTO MHOTOUYUC/IEHHblE ObpaLLeHus
K 3KpaHm3aLmm CHOXKETOB KUTACKOro K1accu4eckoro
poMaHa CBA3aHbl C OTKPbITbIM XapakTepoMm uTepa-
TYPHOro Npomn3BeAeHNs, ero HoraTbiM KybTypPHbIM

cofep>kaHNeM M OTPOMHBIMW pecypcamm ANs BU3Y-
aNbHOW U/WAN ayAnOBU3yanbHOM MHTEPMPETaLIMM ero
cofep>KaHuns, B 0COBEHHOCTU CpesCcTBaMU aHUMaLWN.

06 0cob60i poan NCKYCCTBEHHOTO MHTENNEK-
Ta B COBPEMEHHbIX «PUAXKNTaN»-NPOEKTOB B Kpea-
TUBHBIX MHAYCTPUWN, @ Tak>Ke O 3HaUeHUW pa3BUTUS
BUPTYaNbHOW N AOMOJNHEHHOW peanbHOCTU Kak
npocTpaHcTBa ObITOBaHWUA MPOU3BEAEHUA TaKOro
Tmna paccyxgatot T.E. ®ageeBa n A. [l. CtapyceBa-
Mepweesa B cTaTbe «[eHepaTMBHbIEe NPaKTUKMN
B KpeaTUBHbIX UHAYCTPUAX: «PUAXKUTaN»-acnekT
XyA,0XXeCTBEHHOrO NPoeKTMpPOoBaHua». B nx nccne-
AOBaHWM 0603HaueHbl NpenMyLLecTBa «OUAXN-
Tan»-dpopmata Ans paboTbl AM3aliHepa, a TakxKe
Bblpa3nTeNbHble BO3MOXHOCTM OHAANH-0bAANH
nepexosa B NPOCTPaHCTBE COBPEMEHHOIO NCKYC-
CTBa, AaeTca knaccmpmkaumsa XyA0XKeCTBEHHbIX
NPOCTPAHCTB Ha CTbike Gn3nyeckoro n undposoro,
0COBEHHOCTN «DUAXKMTAN» KaK CPeACTBa KOMMYHM-
KaLumK, akTyanbHOro A1 CErOAHSLLHEN BU3YyalbHOM
KybTYpbl.

K Teme nckycCcTBEHHOrO NMHTENNEKTa B KOHTEKCTE
XyZOXeCTBEHHOrO TBOpYeCTBa 06paLLaroTCs TakxKe
H. FO. Ka3sakosa u A. [l. PbixxkoBa B cTaTbe «[eHepauumsa
OPHaMEHTOB C MOMOLLbIO MCKYCCTBEHHOTO UHTEN-
NekTa». ABTOPbI NPEACTaBAAIOT pe3y/ibTaTbl TECTU-
POBaHWNA NCKYCCTBEHHOTO MHTENEKTa ANA peLlleHns
3ajauun No CTUAM3aLMnN TPASULLMOHHOTO NHAOHE-
3UIACKOro OpHaMeHTa Ha MOJIOTHAX TKaHW FPUHICUHT.
MoapobHO onuncbiBaeTCsa NPOLECC TECTUPOBAHUA UC-
KyCCTBEHHOTO MHTenekTa Dream by wombo Ha npu-
Mepe cTuam3aunm opHameHTa «Cemplong» Ha TkaHu
TPUHICUHT. B pe3yabTate nccnegoBaHmns bein co3gaH
ONTMManbHbIV anropuT™ PaboTbl C MCKYCCTBEHHBIM
nHtennektom Dream by Wombo, koTopbii MOXHO
MCMO/Ab30BaTh A KAYECTBEHHOM CTUM3aLmUn Tpa-
JAVLMOHHBIX OPHAMEHTOB Pa3HbIX HAPOA0B. 3TO OT-
KpbIBaeT HOBbIE BO3MOXHOCTU AA51 UHHOBALMOHHbIX
AN3aNHEPCKNX PELLEHNIA U BAOXHOBASIET Ha CO34aHMe
YHWKaNbHbIX N MPUBAEKaTebHbIX AN3alNHOB B pas-
JINYHBIX OTpacasXx.

W3paHne agpecoBaHo npodeccmoHanam, cneum-
annsupytowmnmMca B 061actm Teopumn 1 NpakTukm
n306pasnTenbHOro UCKyccTea u duaonorum, a Tak-
e BCeM, KTO MHTepecyeTcs BONpocammn NCKYyCCTBa
W KyNbTYpbl.
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NEW DIRECTIONS OF MODERN MUSEUM POLICY

Summary: The article considers new trends in the de-
velopment of a museum as a general cultural institution
at the present stage. The author analyses museum poli-
cy, paying special attention to such important aspects as
the institution of curatorship, the formation of museum
branches and the specifics of new audiences. A tempo-
rary guest curator is one of the aspects of global museum
policy. Curatorship as one of the components of muse-
um policy is illustrated in the article with an example of
the well-known project of the§ Pushkin State Museum of
Fine Arts, “There are Strange Encounters...", created by
French curator Jean Hubert Martin.

According to the author, the imbalance between the
main exposition and temporary exhibition projects is an-
other problem of a modern museum. At the present stage
in museum practice, the importance of exhibitions, the
number of which is no longer in equilibrium with the main

The 21st century has formulated a new idea of a mu-
seum, offering it to become a dialogue space of soci-
ety, to be multicultural and, at the same time, to form
cultural identity and teach tolerance, take on the prob-
lems of upbringing, education, leisure and be under-
standable and interesting to different social strata of
society. Previously, many of these tasks were not set
before museums, which previously kept, studied and,
only to a small extent, demonstrated works.

Over time, a museum has repeatedly changed its
“face”. Historically, the theme of prestige has been in-
extricably linked with museums. The collections were
formed by the imperial and royal houses, the first state
officials. Masterpieces were subjects of diplomatic dia-
logues and interstate exchanges. The level of museum
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exposition, is increasing. Museums begin to accumulate
the functions of galleries.

A modern museum is an actively developing institu-
tion, and one of the trends in modern museum policy,
reflecting the specifics of the globalisation of the cultural
space, is the creation of museum branches. By analysing
the specifics of museum branches, the author examines in
particular the Louvre branch in Abu Dhabi, which opened
in 2017 and which reflects some of the general trends of
modern museums — nomadic expositions, the absence
of their own collections, the creation of outstanding ar-
chitecture and a specific reaction to the manifestation of
the museum policy of society and the state.

The article also highlights the issue of the dialogue
between a museum and museum audience.

Keywords: museum policy, curator, museum branch,
branch of the Louvre in Abu Dhabi

exhibits was directly related to the position and status
of the owner— the state or its first persons. Public mu-
seums only became public during the Enlightenment.
At the same time, their educational function arose over
time, which gained priority over the value and, in its
own way, a certain sacredness of museum masterpiec-
es. Then, in the museum, in which only its owner previ-
ously reigned, two more significant figures arose — the
viewer and the intermediary between them and the mu-
seum — the keeper, guide, curator.

A Curator. New trends in popular contemporary
culture have affected the policy of a museum, which
has become a space for dialogue, contrary to its orig-
inal intention — to be a sacred space, a meeting
place with eternity. In a certain sense, a substitution

ERPUMMETE
A ASATESLL TRA - T

CIONEsOEANMA _ANY

4T TYEEPKYTES. ME

\CTROM NPW;

BAFTCE KAK NOCPEN
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The organs of an autopsied lab rabbit are knitted from the wool of Dolly's cloned sheep;, sentences on the wall describe the use of

animals in the creation of medicines

of concepts has arisen, and a museum, being a time-
less and traditional institution, has begun to copy
the functions of a gallery, where an actual dynamic
process is taking place. Thus, the Pushkin Museum
of Fine Arts "helps” the viewer to see again the his-
torical collection of antiquity and Western Europe-
an painting of the 17th-19th centuries with the help
of a shocking combination of classics with works by
contemporary artists at “There are Strange Encoun-
ters..."" exhibition, directed by famous French cura-
tor Jean-Hubert Martin. The museum press release
of the exhibition highlights the eventfulness as the
main aspect of the exhibition?. A detailed commen-
tary on the exhibition presented on the museum'’s

1. "There are Strange Encounters..." exhibition, the Pushkin State
Museum of Fine Arts. Moscow, November 9th, 2021 — Feb-
ruary 6%, 2022.

2. "The Pushkin State Museum presents the exhibition project of fa-
mous French curator Jean-Hubert Martin, “There are Strange En-
counters...", which will become one of the main museum events
in 2021. A large-scale exposition, including more than four hun-
dred works of art and objects of natural science collections, will
occupy the main exhibition axis of the Main Museum Building
and seven halls on the second floor. The viewers will meet not
only with the well-known exhibits of the Pushkin museum, but
also with that part of the collection that is usually hidden in store-
rooms, as well as with works by old masters and contemporary
artists from more than 50 Russian and foreign museums and
private collections.” Press release of the “There are Strange En-
counters..." exhibition. The Pushkin State Museum of Fine Arts.
Moscow, November 9t, 2021 — February 6%, 2022.

website immediately clearly declares the rejection of
the concept of a museum as a sacred space that pre-
serves history and culture: “Destroying the concept of
a museum as a temple or a giant archive with care-
fully built hierarchies, the curator proposes to turn it
into a play space and see the similarities and differ-
ences existing between the works of different eras in
spite of chronological and geographical distances.”3

The exposition, which unites works of art from the
period of antiquity to the present, and objects of nat-
ural science collections, is built on the demonstration
in a pair of works that have ephemeral analogues and
some elementary similarities. Is this fun for the viewer,
who was promised events and entertainment? Does
Martin look like a condescending mentor, offering
banal sketches, the material for which he chose to be
masterpieces? With other content, will such an exhi-
bition project not be interesting and not become an
event? However, is it worth to belittle the viewer like
that, thinking that they cannot understand the clas-
sics. Etiquette is also cancelled here, just as knowledge
of history and understanding of the cultural space, in
which works of art were created and existed. The em-
phasis is on impressions and emotions: “Neglecting the
traditional museum tools in the form of explications

3. https://www.pushkinmuseum.art/events/archive/2021/exhi-
bitions/martin/index.php?lang=ru (Available: 05.03.2023)
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and detailed labels, which give the viewer a clear un-
derstanding of what place is assigned to this or that
work in the history of art, the curator suggests relying
primarily on their own impressions”#, which definite-
ly devalues the work. In this case, the museum space
could not protect the masterpieces.

Undoubtedly, in the concept of the exhibition, an
enlightened viewer will find references to the ideas
of equal significance of all cultures, which, since the
beginning of the 20th century, have spread in Eu-
rope, which discovered the art of Africa and the East,
as well as attempts to attract symbolic structures
as explanations. However, this is rather a specula-
tive "glass bead game” and an example of a muse-
um exhibition, the concept of which is denied by
the museum itself, making eventfulness a priority.

The topic of a guest curator is getting louder and
louder in the context of museum policy. This prob-
ably explains and exacerbates the problem of the
emptiness of the halls with permanent exhibitions
in museums, since a curator is invited to a tempo-
rary project, which includes eventfulness and the
commercialization associated with it.

A temporary guest curator is one of the aspects
of global museum policy. In Europe, museum di-
rectors and curators often change every two years.

4. ibid.
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Il 2. Louvre Abu Dhabi poster on the road.

There is a practice to invite people of different pro-
fessions who have nothing to do with museum busi-
ness to organise exhibitions, and it is believed that
this brings the concept of an exhibition/museum
project closer to the actual space of the audience,
offering it some kind of co-curation.

A Museum. At the present stage in museum
practice, the importance of exhibitions, the number
of which is no longer in equilibrium with the main
exposition, is increasing. The echoing footsteps in
the deserted halls of the main expositions of large
museums and the noise of the crowd in the exhi-
bition spaces are proof of this. Museums begin to
accumulate the functions of galleries. Perhaps the
origins of this should be sought in the 19th cen-
tury on the fields of grandiose international exhi-
bitions, the pavilions of which could compete with
the capital’'s museums in terms of significance, size
and architecture. The nomadic trend has become
natural for a museum object, for a work of art. The
concept of “temporal space” required explanation.
The idea of world or thematic exhibitions not only
fully justified the relocation, the creation of a new
exhibition concept, but also required it.

A temporary project begins to take the lead in
the museum space. Vasily Tsereteli, the director of
the Moscow Museum of Modern Art, comments on
the process in the following way: “We have changed
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Il 3. Louvre Abu Dhabi. Architect Jean Nouvel.

the concept of the permanent exhibition, we are
making it in the form of temporary exhibitions. The
exposition of the collection is built around the cura-
torial concept. We make expositions ourselves and
with invited curators. We will continue in this way.
Pompidou changes every two years. We have de-
cided: once every six months.”>

A modern museum is an actively developing
institution, and the creation of museum branch-
es is one of the trends in modern museum poli-
cy, reflecting the specifics of the globalisation of
the cultural space. One need only mention such a
famous branch as the Solomon Guggenheim Mu-
seum in Bilbao, which changed the socio-cultural
ties of the region. At the present stage, the Middle
East is most active in the development and creation
of new museums and the opening of branches. It
should be noted right away that most branches do
not stand the test of time and, for various reasons,
end their existence. The Guggenheim Museum in
Guadalajara (Mexico) worked for two years — from
2007 to 2009; the Guggenheim Museum in Berlin
(Germany) closed in 2013, having worked for 16
years; in 2022, the branch of the Russian Museum
in Malaga (Spain) completed its seven-year activ-
ity, etc. Despite this, activities to create branch-

5. "New Museum Strategies” round table // Iskusstvo Maga-
zine, No. 2 (581) / 2012. Pp. 70-80.

Ll

es of museums are expanding. The branch of the
Louvre in Abu Dhabi, which opened in 2017, can
be considered a striking example of this phenom-
enon. It reflected some of the general trends of
modern museums — the creation of outstanding
architecture and a specific reaction to the muse-
um policy of society and the state.

Louvre Abu Dhabi presents an “encyclopaedic”
collection — from the art of the ancient world to
the present. The collection is not large. The con-
tents of the collection and the exposition of the
museum are original and focused on the modern
viewer — a tourist who has arrived for a short time
and strives to embrace the immense on the run.
Perhaps, the organisers of this branch of the Lou-
vre were able to transfer to Abu Dhabi not only a
collection of masterpieces — each era is illustrat-
ed by an outstanding work, but also the specifics
of museum tourism in major European museums.
The curators managed to capture the image of a
visitor to the Louvre in Paris, their rapid passage
through museum halls, quick stops in front of the
works — from an Egyptian mummy to an antique
torso, from a mediaeval statue of Christ to John
the Baptist by Leonardo da Vinci. Here, next to the
mediaeval Koran, Bible and Torah, there is Italian
majolica and the globe of Vincenzo Coronelli. This
run ends only when the viewing of the exhibition
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is over since the Louvre Abu Dhabi has prepared
a special surprise for its visitors — a work worthy
of being next to the presented masterpieces of
art. Leonardo da Vinci, Giovanni Bellini, Jacob Jor-
daens, Edouard Manet, Henri Matisse, Rene Mag-
ritte, Pablo Picasso, Paul, Gauguin, and others. This
is the famous dome of the museum, hovering over
its snow-white walls. Here time stops, and visitors
slowly move, contemplating this undeniable archi-
tectural masterpiece of Jean Nouvel.

The Louvre in Abu Dhabi fully reflected the fea-
tures of modern museum policy. The museum be-
gan with a protest speech — 4,700 cultural figures
signed a petition stating that “French museums are
not for sale”®. The initiator of this action, French art
critic Didier Rickner, builds his statement on the fact
that for a long time significant cultural values and
masterpieces will be removed from the expositions
of not only the Louvre, but many other French mu-
seums (Center Georges Pompidou, Musee d'Orsay,
Versailles) included in the agreement, and that their
presentation would be carried out in what Rickner
said was an "accidental, unscientific” way, that “the
logic of this project is purely political and diplomat-
ic"”. Thus, we see a protest — a rejection of this new
museum policy. Particularly sensitive for cultural fig-

6.  https://www.latribunedelart.com/didier-rykner
7. ibid.
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Il 4. Louvre Abu Dhabi. Architect Jean Nouvel.

ures, who signed a protest appeal to the Minister of
Culture, was the fact that for 30 years and 6 months
it is allowed to use the word “Louvre” in the name of
an Arab museum. It should be clarified that the Emir-
ates paid France €400 million® for this right. How-
ever, the counterargument of French cultural figures
was the assertion that this “is tantamount to using
the artistic heritage of France for commercial pur-
poses”®. The controversy has been going on since

8. In addition to this amount, France will receive $33 mil-
lion to renovate a wing of the Louvre in Paris that will be
named after the longtime ruler of the Emirates, Sheikh Za-
yed bin Sultan Al Nahyan, and will house Islamic art. An-
other $750 million will be spent on hiring French manag-
ers and 300 loaned artworks to fill and staff the Louvre Abu
Dhabi, as well as refurbishing the French Palace and fund-
ing an art restoration centre in Paris. Based on materials by
Jim Crane, “The French Louvre Will Build a Branch in the
Middle East” https://translated.turbopages.org/proxy_u/en-
ru.ru.600ce10e-6404c8ef-1b8af987-74722d776562/https/
www.seattletimes.com/life/travel/frances-louvre-museum-
to-build-mideast-branch/

9. "The controversy is not over public spending on culture —
French taxpayers think nothing of subsidising films to the
tune of 500m euros a year ($700m; £350m). The row centres
on the fact that France stands to make money from the deal,
which was signed in Abu Dhabi on Tuesday. A good deal of
money, in fact. Abu Dhabi — the capital of the United Arab
Emirates — will pay hundreds of millions of euros over 30
years for the privilege of displaying works from French muse-
ums. The oil-rich emirate will pay 400 million euros ($524m;
£272m) just for the Louvre name.” Astier, Henry. Gulf Lou-
vre deal riles French art world, BBC News (7 March 2007).
http://news.bbc.co.uk/2/hi/europe/6421205.stm 06.03.2023

the publication of the project until the present. Un-
der the slogan “We lost the battle, but the battle
continues”, in which many recognize the famous
words of Charles de Gaulle "France has lost a battle.
But France has not lost the war!.." ", Rickner com-
ments on the shipment of each work from Paris to
Abu Dhabi in terms of the impossibility of moving
due to the risk that may be caused to the master-
piece during transportation.

A Viewer. A large number of scientific, cul-
turological, statistical and other studies are de-
voted to the research of the museum audience.
There are proposals to divide everyone into spe-
cial groups. For example, here is the division of
museum visitors into three groups: casual visi-
tors, regular visitors, visitors whose profession-
al activities are associated with the museum, or
“the interested ones who are seriously motivated,
engaged, they have a positive attitude towards
the museum and its methods of communication;
those who are interested are less motivated and
engaged, their attitude towards the museum fluc-
tuates between a positive and a neutral assess-
ment; informed — their measure of engagement
is even less, their attitude towards the museum is
more neutral than positive; random — they have
no motivation, their attitude towards the museum
fluctuates between neutral and negative.” " And
these are certainly not exhaustive options. Most
studies are focused on the analysis of age and so-
cial groups of visitors, which shows that almost
the entire population is covered to one degree
or another. The highest percentage of attend-
ance is shown by the age groups of 8-13 years
old, 18-25, 35-50, 60 and more. We can say that
museums are in demand. And speaking of view-
ers, one should rather start with the fact that a
viewer is not a universal unit. A group of tourists
and a group of schoolchildren do not have com-
mon goals when they come to the museum. The
museum space is multi-vector. There is not only
education here but a meeting with a masterpiece
and cultural leisure as well.

In the context of the study of the dialogue be-
tween the museum and the visitor, a number of
typical questions are constantly raised by the visi-
tor. Along with the request for a comfortable infra-

10. Charles de Gaulle. Free French leaflet. June, 1940.

11. Jan Dolak. The Visitor at the Exposition as an Object of
Museological Research. Questions of museology. 1(7) / 2013.
Pp. 85-92.

structure in the museum, the viewer is looking for
accessible information support. It can be said that
large museums provide a full range of information,
from short press releases to video and audio guides,
touch electronic panels, open libraries, etc. At the
same time, the museum as a cultural and historical
object is not yet included in the compulsory school
curriculum, although there are always schoolchildren
in the halls. However, their presence is organised by
parents or teachers outside the school curriculum.

What attracts a visitor to a museum? Answer-
ing this question, we find ourselves, as it were, in
a vicious circle:

On the one hand, there is a rejection and criti-
cism of the modern museum process.

On the other hand, it should be noted that at the
moment a new concept of dialogue has been formed
in the museum-viewer pair. This, as noted above, is
an event compared with entertainment. The muse-
um seems to balance between high and mass art.

Uniqueness, high artistic level, historical signifi-
cance, national relics are no longer so attractive. The
commercialization of the museum has also contrib-
uted. Attendance began to depend on the eventful-
ness, bordering on outrageous. This format makes
cold the attitude to the sacred heritage, which ac-
tually formed the museum institution itself.

There is an opinion that the viewer is rather
passive. However, the museum itself creates such
a viewer who must be interested, entertained, and
receive some funds from them for the services pro-
vided. Why is the image of the viewer not formed?
The viewer, who, paying the entrance fee, feels like
a philanthropist, for whom the museum is a Con-
stant that does not change its meaning and es-
sence within the framework of the current process,
which recognizes the museum as the foundation
of its identity. Perhaps one of the important tasks
of modern museum policy is the creation of such a
viewer in the future.

A modern museum with a new concept of or-
ganising a dialogue space with society is one of
the important elements of the state cultural poli-
cy. A museum needs to be relevant in order to be
interesting to the viewer, and remain conservative
in order to create a sense of cultural tradition and
national identity in the viewer.
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HOBbIE MHVLATWBbLI B COEPE KY/IbTYPbI
N CKYCCTBA HA MPUMEPE COBPEMEHHOW
MY3EMHOW NONNTUKW

AHHOmayus: B ctaTbe paccMaTpMBarOTCA HOBblE TeH-
JEeHLUMN pa3BUTUSA My3es KaK OBLLLEKYIbTYPHON UHCTUTYLIMK
Ha COBPEMeHHOM 3Tare. ABTOp aHaNun3npyeT My3eiiHyto Mno-
NNTUKY, 0coboe BHUMaHWeE yAenss TaknuM BaXKHbIM acrek-
TaM, Kak MHCTUTYT KypaTopcTBa, popMUpoBaHme My3eliHbIX
duamanos 1 cneymdrka HOBON 3PUTENBCKOW ayAUTOPUN.
BpeMeHHbIN NpurnalwénHbIl KypaTop — OfWH U3 acrek-
TOB O6LLEMUPOBOW My3eHOM NoanTKKK. KypaTtopcTBo
Kak OHO M3 c/1laraeMblX My3eMHOW NOANTUKN UANFOCTPU-
pyeTca B cTaTbe NpMMepoM mn3BecTHoro npoekta MMNN
nm. A. C.TNywknHa «bbiBatoT cTpaHHble cOAMXKEHbBA...»,
co3gaHHoro dpaHuysckmm kypatopom XK.-HO. MapteHom.

[AwncbanaHc Mexay OCHOBHOMN 3KCMNO3ULMEN U BPEMEH-
HbIMW BbICTABOYHBIMU NPOEKTaMW, MO MHEHWIO aBTOpa, —
ewé ogHa npobaemMa coBpemeHHOro myses. Ha gaHHoMm
3Tane B My3eMHOW NpakTMKe BO3pacTaeT 3HaUMMOCTb Bbl-
CTaBOK, YNC/IO KOTOPbIX yXKe He HaXOAWTCS B paBHOBEC-

XX| Bek chopmMyampoBan HOBYHO naero Myses,
npeanaras emy ctaTb A1asoroBbIM NPOCTPAHCTBOM
obwwecTBa, H6bITb MYJAbTUKYILTYPHBIM U MPU 3TOM
bopmupoBaTh KYyAbTYPHYH UAEHTUYHOCTb U YUUTb
TONlepaHTHOCTW, bpaTb Ha cebs Npobaembl BocnWTa-
HWs, 0bpaszoBaHus, Zocyra 1 6bITb MOHATHLIM W UH-
TepPEeCcHbIM pa3HbIM COLMaAbHbIM CI0AM ObLEeCTBa.
MHorue 13 3Tux 3agay nepes My3eem, KOTOPbIA paH-
Hee XpaHwWA, n3y4an v, AnWb B HEOObLLIOW Mepe,
AEMOHCTPUPOBa NPOU3BEAEHWS, HE CTaBUIUCh.

HOM BanaHce C OCHOBHOWM 3KCrno3nLmen. My3ein HauMHaeT
aKKYMyAnpoBaTb QYHKLMMN ranepen.

CoBpeMEeHHbIV My3eil — aKTMBHO pa3BMBatoLLancs
WHCTUTYLMSA, N O4Ha U3 TEHAEHLMNA My3eHOW NOAUTUKM,
oTpaxatroLLas cneumduky rnobanuaumm NPOCTPaHCTBa KyJlb-
Typbl,— CO3jaHve My3eliHbIX dunvnanos. Mposoas aHann3
cneumndurkmn MysenHbix dunnanos, aBTop 0ocobo AeTanbHO
paccmatpusaet dunanan Jlyspa B Aby-abu, oTKpbIBLUMIACA
B 2017 roay v oTpasvBLLMI HEKOTOPbIE OBLLME TEHAEHLMM
COBPEMEHHbIX My3eeB — HOMaAMYecKme IKCNO3nNLIMK, OT-
CyTCTBME COBCTBEHHBIX KONNEKLIMIA, CO3AaHNe BblatoLLeiics
APXUTEKTYPbI U CieLMUUEcKyro peakLuto Ha NPosBAeHNE
MY3eMHON MNOAUTUKM OBLLECTBA U rocyAapcTBa.

B cTatbe Takxe ocBeLéH Bonpoc npobaembl guanora
My3esi U 3pUTE/IbCKOW MYy3eMHON ayanTopun.

Kntouesele cnosa: My3seliHas noaumuKa, Kypamop, My-
3eliHbIl ¢punuan, punuan flyspa e Aby-/abu.

Ha npoTaxkeHnn BpeMeHn My3el HeoAHOKPaTHO
MeHsN cBOé Anuo. Victopnueckn ¢ Myseamu Hepas-
pbIBHO 6blna cBA3aHa Tema npectuxa. Konnekunn
bopmMmnpoBanncb MMNEPaTOPCKMMU N KOPOAEBCKN-
MU AOMaMU, NePBbIMWN FOCYAaPCTBEHHBIMW ANLIAMMU.
LLleneBpbl 66111 NpeaMeTaMy ANMAOMATUYECKUX AN-
aJloroB Y MeXrocyapCTBeHHbIX 06MeHOB. YpoBeHb
My3€lHbIX 3KCMOHATOB Hanpsamyto 6bla CBA3aH C no-
NOXKEeHMEM W CTaTyCcoOM BaagenbLa — rocyjapcrea
AN ero nepsbix AuL. NMy6anyHbIMKM My3en cTanm
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TONbKO B 3Mn0oxy MpocBelyeHus. Torga xe BO3HUKAA
nx obpasoBatesibHas GyHKLMSA, CO BPEMEHEM MOY-
UMBLLAs MPUOPUTET HaZ LIEHHOCTBIO U B CBOEM poJe
onpeaenéHHOW cakpasbHOCTbHO My3eliHbIX LeaeB-
poB. Torga xe B My3ee, B KOTOPOM paHHee Lapun
TO/IbKO €ero BjajeneL, BO3HUKAN ellé fBe 3HauUu-
Mble GUrypbl — 3pumesb U NOCPeOHUK MEXAY HUM
W My3eeM — XpaHWuTesb, IKCKYPCOBOA, KypaTop.
KypaTtop. HoBble TeHAEeHLMN MacCOBOW aK-
TyaNbHOM KyAbTypbl 3aTPOHYAU NOJAUTUKY My3es,
KOTOPbIV CTas MPOCTPaHCTBOM Ananora, BOnpeku
CBOEMY M3Hava bHOMY 3aMbIC/ly — BbITb MPOCTPaH-
CTBOM CaKpafibHbIM, MECTOM BCTPEUMN C BEUHOCTbHO.
B onpesenéHHOM cMbIC/ie BO3HMKIO 3aMeLleHme
MOHATUI, N My3ei, ABNAACL BHEBPEMEHHON U Tpa-
AVLMOHHOM MHCTUTYLMER, HauMHaeT KonMpoBaTb
byHKUMKM ranepew, rae NAET akTyanbHbIV AMHAMUNY-
HbI npouecc. Tak TMUAN mum. A. C. MywkunHa «no-
MOraeT» 3pUTeN0 BHOBb YBUAETb UCTOPUYECKYHO
KONNIEKLMIO @aHTUYHOCTK, 3anajAHOEBPONERCKON Xun-
Bonuncy 17—-19 BB. C MOMOLLbIO 3NaTa)XHOro coeamn-
HEeHWs KNacCUKWU C NMPOU3BEAEHUSMU COBPEMEHHBIX
aBTOpPOB Ha BbiCcTaBKe «bbiBatoT cTpaHHble cHaM-
XKEHbS...» !, pEXNCCEPOM KOTOPOWN ABAANCSA N3BECT-
HbI dpaHLy3ckuii kypaTop XaH-HO6ep MapTeH.
My3eRHbli1 Npecc-penns nogueépkmBaeT cobeimudi-
HOCMb Kak rnaBHbIN acnekT BbicTaBku 2, Mogpob-
Hbli KOMMEHTapWIA K BbICTaBke, MPeACTaBeHHbIN
Ha caliTe My3es, cpa3y YETKO AeKNapupyeT oTkas
OT KOHLLeNUMN My3es KaK CakpaasHo20 NPOCMpaH-
€mMea, XpaHsLLEro NCTOPUIO U KyNbTypy: «Pa3pyLuas
KOHLIeMNLMIO My3es Kak Xpama Uaun rMraHTCckoro ap-
XVBa C TLLATe/IbHO BbICTPOEHHbLIMU NEPaPXUSMU,
KypaTop npeanaraeT npeBpatuUTb €ro B UrpoBoe
NPOCTPaHCTBO M YBUAETb CXOACTBA M pa3nmuus,
CYLLECTBYIOLLME MEXAY MPON3IBEAEHNSAMMN Pa3NNY-

1. BbicTaBka «bbiBatoT cTpaHHble CHAMXKEHbSA...». TMUN
um. A. C.NMywkuHa. Mockea, 9 Hosbps 2021 r.— 6 deBpa-
na 2022 .

2. «'MUWN um. A. C.MywKnHa NnpeACTaBAAET BbICTABOYHBIN NPo-

€KT M3BECTHOro PppaHLyy3ckoro Kypatopa XaH-H06epa Map-
TeHa «bbIBatoT CTPaHHble CONMXKEHDBS...», KOTOPbIV CTAHET OA-
HVM 13 rnaBHbIX cObbITUI My3es B 2021 rogy. MaclitabHas
3KCNO3ULMSA, BKAtOUatoLas bonee YeTbipexcoT npoussese-
HWI NCKYCCTBaA M NPEAMETOB eCTeCTBEHHO-HayYHbIX KOMNeK-
LI, 3aliMeT OCHOBHYO BbICTaBOYHYHO OCb [1aBHOTO 3AaHns
My3es 1 7 3a710B BTOPOTO 3Taxka. 3puteneit XAeT BCTpeya He
TOJIbKO C XOPOLUO M3BECTHbIMW 3KCMOHaTaMm [TyLIKUHCKO-
ro, HO M C TOW YacTbto cObpaHms, KOTopas 0bbIYHO CKpbITa
B 3aMacHWKax, a Takxe C NPOV3BeAeHNAMMN CTapblX MacTe-
POB 1 COBPEMEHHbIX XYAOXHUKOB 13 6osee yem 50 oTeye-
CTBEHHBbIX 1 3apyBEXHbIX My3€MHbIX M YaCTHbIX KOANEKLNIA».
Mpecc-penns BbicTaBku «bbiBatOT CTPaHHbIE CONMKEHDBS...».
MWW mm. A.C.MywkunHa. MockBa, 9 Hoabps 2021 r.—
6 dpeBpans 2022 1.
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HbIX 3MOX BOMPEKN XPOHONOrNYeCKUM 1 reorpadu-
YeCKUM ANCTAHLMUAM» 3,

JKCNo3Muus, 06 bEAVHAIOLLAN MPOU3BEAEHUS UC-
KyCCTBa HauMHas OT nepunoga aHTUYHOCTU A0 CO-
BPEMEHHOCTU U NpPeAMETbl eCTECTBEHHO-HAYYHbIX
KO/IEKLMI, BEICTPOEHA Ha AEeMOHCTpaLuu B nape
npounsBeseHnit, nMetoLnx 3demMepHble aHanoru
M HeKOTOpble 3/1eMeHTapHble CXOACTBa. Beceno nm
OT 3TOro 3puUTeNto, KOTopomy obeltann cobbiTus
1 pa3BaeyeHusa? He BbIragnT am MapTteH cHUCXO-
AVTENbHBIM MEHTOPOM, Npegnararolmnm baHanb-
Hble CKETUM, MaTepuasoM sl KOTOPbIX OH Bbibpan
wepespbl. C APYrMM KOHTEHTOM Takol BbICTaBOM-
HbIN NPOEKT ByAeT He NHTEPECEH U He CTaHeT Co-
6biTemM? OZHaKO CTOWUT IV TaK MPUHUXKATb 3pUTENS,
AyMas, UTo B KJaccuke eMy He pasobpatbcs. ITu-
KeTaX 34eCb Tak XK€ OTMEHEH, Tak >e, Kak OTMeHe-
Hbl 3HAHWS UCTOPUMN N OCMbICJIEHUE NMPOCTPAHCTBA
Ky/bTypbl, B KOTOPbIX CO34aBannChb U CyLLECTBOBA-
2V NPOM3BEAEHNS NCKYCCTBA. YNOP cAenaH Ha Bre-
yatneHus u amouum: «lMNpeHebperas TpagLMOHHbLIM
MY3€eMHbIM MHCTPYMEHTapueM B BUAE SKCMANKaALUIA
N Pa3BEPHYTbIX 3TUKETOK, AAOLNX 3PUTENHO YETKOE
MOHWMaHWe, KaKoe MeCTo OTBOAMNTCA TOMY UAU UHO-
MYy NPOUV3BELEHUIO B UCTOPUM UCKYCCTBA, KypaTop
npeasaraeT onMpaTbCa NpPexae BCcero Ha cobCcTBeH-
Hble BneyaTieHus» 4, 4yto onpesenéHHo obecue-
HuBaeT npousBeseHne. MyseliHoe NpoCTpPaHCTBO
B J@HHOM C/lyYae He CMOr/I0 3alUTUTb WeAeBpbl.

HecoMHeHHO, NPOCBELLEHHBIN 3pUTENb U3bILLET
B KOHLIeNLUMW BbICTaBKM U OTCbIJIKW K UAEAM paB-
HOW 3HaUMMOCTM BCEX KYbTyp, KOTOPble C Hayana
XX Beka oBnagenv EBponoi, oTKpbIBLUEN UCKYC-
cTBO APpwKM 1 BocToKa, 1 NOMBITKM NPUTAHYTH B Ka-
yecTBe OOBACHEHUIN CTPYKTYpbl CMMBO/IOB. HO 3TO
CKopee yMO3puTesibHas «urpa B bucep» u npumep
My3€eWHOW BbICTaBKM, KOHLEMLIMsA KOTOPOI oTpuLia-
€T caMm My3eW, aenas NPUOPUTETOM COBLITUAHOCTD.

Tema npurnawéHHoro Kypatopa BCé rpomye 3By-
UWT B KOHTEKCTE MYy3eMHOW NOJUTUKM. ITO BOIMOXHO
0bbACHAET 1 ycyrybaset NpobaemMy NycToTbl 3a10B
C NOCTOAHHOW 3KCMO3MLMEN B My3esX, TaK KakK Ky-
paTop NpUrialéH Ha BPeMEHHbIA MPOEKT, B Yncie
COCTaB/IAOLLNX KOTOPOrO COOLITUAHOCTb U CBS3aH-
Has C Hel KOMMepUuUanmsaums.

BpeMeHHbI/ NpuraawéHHblli KypaTop — OA4WH
13 acnekToB OH6LWEMNPOBON MY3E€MHON NMOJUTUKM.

3. https://www.pushkinmuseum.art/events/
archive/2021/exhibitions/martin/index.php?lang=ru
[llata obpatueHns 05.03.2023 r.

4. Ibid.

B EBpone yacto My3eliHble ANpeKTOpa U KypaTo-
pbl CMeHAKTCA Kaxable ABa roga. Ectb npakTtuka
npuraawaTtb K OpraH13aLm BbICTaBOK JAH0AeN pas-
HbIX Npodeccunin, KOTOpble HE UMEHT HUKAKOro OT-
HOLUEHUSA K My3eiHOMY Jeny, U CYMTAeTCs, YTo 3TO
npunbanKaeT KOHLLENLMIO BbICTABOYHOI0/My3€enHO-
ro NpoekTa K akTyajbHOMY MPOCTPAHCTBY 3pUTESb-
CKOW ayauTOpun, Npeanaras el B HEKOTOPOM poje
CO-KypaTopCTBO.

Myseii. Ha coBpeMeHHOM 3Tane B My3elHO
npakTuke BO3pacTaeT 3Ha4MMOCTb BbICTaBOK, YNCNO
KOTOPbIX YK€ He Haxo4MTCA B paBHOBECHOM banaHce
C OCHOBHOW 3Kcrno3uumen. l'yakue warv B NycTbIH-
HbIX 3a/1aX OCHOBHbIX 3KCMO3MLMIA BObLIMX My3eeB
W WYM TOJIMNbl B BbICTABOYHbIX MPOCTPaHCTBaX —
TOMY noaTBepxaeHne. My3eil HaunMHaeT akkymy-
nvpoBaTb QYHKLUNUKW ranepeit. BoaMoXHO, nctoku
3TOro cneayet nckaTb B 19 Beke, Ha NOAAX rpaH-
AVO3HbIX MEXAYHAPOAHbIX BbICTABOK, NaBUAbOHbI
KOTOPbIX MO 3HAYMMOCTW, BEANUNHAM, apXMTEKTY-
pe MOrin conepHMYaTb CO CTONNYHBIMU My3€esiMU.
Homaanueckas TeHAEHLMA CTana ecTeCTBEHHOM Ans
My3eliHOro o6bekTa, 419 NPOV3BEAEHNsA NCKYCCTBA.
MoHsATHE «BpeMeHHOe NPOoCTPaHCTBO» TpeboBano
06BbACHEHWI. Viaea BCEMUPHBIX AN TeMaTUYeCckmx
BbICTaBOK He TO/IbKO BMOJIHE OnpasjbliBana nepe-
MeLleHMe, Co3aHne HOBOW KOHLLeMNUMM 3KCMOHM-
poBaHus, HO 1 TpeboBana 3TO0.

BpemeHHbIli npoekm HauvMHaeT AMAMPOBaTh B My-
3eMHOM npocTpaHcTee. Bacuani Llepetenn — an-
pektop MMOM — TaKk KOMMeHTUpYeT npouecc: «Mbl
M3MEHUAN KOHLLeMLMIO NMOCTOSHHOW 3KCMO3ULMK, Ae-
naem eé B Gopme BPEMEHHbIX BbICTABOK. IKCMO3M-
Lus KONIEKLIMW BbICTPaNUBAETCS BOKPYT KypaTOpPCKOM
KOHLLenuuun. 3KCno3unuumn genaemMm camu v ¢ npuria-
LWEHHBbIMW KypaTopamu. Tak 1 byaem nposgonxarb.
Momnuay MeHseT pas B ABa roga. Mbl pewunan: pas
B LUECTb MECALEB» >,

CoBpeMeHHbIN My3eli — aKTUBHO pa3BuMBaroLLa-
ACA MHCTUTYLUS, U OfHa U3 TEHAEHLNA COBPEMEH-
HOW My3eMHOM NOAUTUKK, OTpaatoLas cneumpuky
rnobanv3aummn NPoCTpaHCTBa KyAbTypbl,— CO3/a-
Hue My3eliHbIX GuananoB. CTOUT TONbKO YNOMSIHYTh
TaKoW MU3BECTHbI duanan, kak Mysen ConomoHa
l'yrreHxama B bunbb6ao, N3MeHMBLUMIA COLMOKYb-
TYpHble CBf3M pernoHa. Ha coBpemMeHHOM 3Tane
Hanbo/bLUY aKTUBHOCTb B Pa3BUTUN U CO3AaHUN
HOBbIX My3€€eB M OTKPbITUWN GUANANOB NPOABASET
BavxxHuin Boctok. Cpasy HeobxoaMMO OTMETUTb, UTO

5. Kpyrnabiii cton «<HoBble My3eliHble cTpaTerumn» // Vickycctso.
Ne 2 (581). 2012. C. 70-80.

601bWIMHCTBO GMANANOB He BblAEP>KMBALOT NPO-
BEPKY BPEMEHEM W, B CUAY Pa3HbIX MPUYMH, 3aBep-
LLIAKOT CBOE cyllecTBoBaHwue. [la roga — ¢ 2007 no
2009 — npopabotan Myzen lNyrreHxalima B [Baga-
naxape (Mekcuka), Myseli l'yrreHxavima B bepanHe
(Tepmanums) 3akpblacs B 2013, npopaboTas 16 ser,
B 2022 rogy 3aBepLUn/ CBOKO CEMUIETHIOO JeATeslb-
HOCTb duanan Pycckoro mysea B Manare (VicnaHws)
n ap. HecmoTps Ha 370, AeATeNIbHOCTb MO CO3AaHuI0
dunananos Mysees LIMPUTCA. APKMM MPUMEPOM 3TO-
ro IBJeHMA MOXHO cumTaTtbh duaman Jlyspa B Aby-
[abwn, otkpbiBwmica B 2017 rogy v oTpasvBLLMIA
HeKkoTopble ObLLMe TeHAEHLMM COBPEMEHHBIX MYy3e-
€B — CO3/aHue BbIJAOLLENCS apXUTEKTYPbI U CreL-
nburyeckyro peakLmio Ha NPosBieHNE My3eHON
noAnTUKKM obLwecTea 1 rocyaapcraa.

JlyBp Aby-[labu npeactaBaseT «3HUMUKAOMNE-
AMYeCKy0» KONNEKLMI0 — OT UcKyccTBa JpeBHe-
ro Mupa Ao coppeMeHHocTn. CobpaHune HeBenmnKo.
Cogep>kaHue KoneKLMmn 1 3KCNo3nLmsa My3es CBO-
eobpa3Hbl M OPUEHTUPOBAHbI Ha COBPEMEHHOTO
3puTens — TypwcTa, NpubbiBLIErO Ha KOPOTKOE Bpe-
MSl U CTPEMSALLLErocs Ha 6ery oxBaTuTb HEOOBATHOE.
Moxkanyn, yctpoutenn storo dunvana Jlyspa cmor-
nm nepeHectn B Aby-/labu He TONbKO KOANEKLUIO
LWeAeBPOB — KaXkas 3noxa NpouINoCTPUpPOBa-
Ha BblJaOLLMMCA NPOM3BEAEHNEM, HO 1 cneundum-
Ky MYy3eMHOro Typmu3ma KpyrnHenLwmnx eBponenckmnx
my3eeB. KypaTtopam yganocb oTpasnts obpas no-
ceTuTens napuxckoro JlyBpa, ero cTpeMuTesIbHbIN
NpoXo4, CKBO3b My3eiiHble 3abl, HbICTpble OCTaHOB-
KW nepes npon3BeseHUAMY — OT ernneTckomn My-
MWW K aHTUYHOMY TOPCY, OT CPeAHEBEKOBON CTaTym
Xpucta Kk NloaHHy Kpectutento JSleoHapao ga BuH-
un. 3pecb pagom cpeagHeBekoBble KopaH, brnbauns
n Topa, utanbsHckaa manonnka n rnobyc BuHuen-
Lo KopoHennu. 3ToT ber 3aBepLUaeTCA TONbKO TOr-
43, Korga oCMOTP 3KCMO3MLMW 3aKOHYEH, MOTOMY
yto JlyBp Aby-/labu NpMroToBUA ANS CBOMX NOCETU-
Tenel 0cobeHHbIV Ctopnpu3 — Npoun3BeseHne, J0-
CTOMHOE COCEeACTBA C NPeACTaB/eHHbIMU LeAeBpamMu
nckyccraa. JleoHapao ga BuHuu, [IxxosanHu bennm-
Hw, fikoba MopaaHca, dayapaa Mare, AHpu Matuc-
ca, PeHe MarputTta, Mabno Mukacco, MNons ForeHa
M ApYrvx. 3TO 3HaMEHMUTBIN Kynoa My3es, NapaLwun
Haf ero 6es0CHeXHbIMU CTeHaMW. 34eCb BpeMs OCTa-
HaB/VBaeTCs, U NOCETUTENN, MefIeHHO nepemelLia-
ACb, CO3epLAtOT 3TOT 6€3YCNIOBHbIN apXUTEKTYPHbIN
weaesp XKaHa Hysens.

JlyBp B Aby-[labn oTpasnn ocobeHHOCTN co-
BPEMEHHOW My3eWHOW NONUTUKM B NOJHON Mepe.
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My3eil HauMHanNCsa ¢ NPOTECTHOTO BbICTYNIEHUN —
4700 peatenen KyAbTypbl NOAANCANN NETULMIO,
B KOTOPOW 3asBWUAM, UTO «PpaHLLy3CKMe My3eun He
npogatotca» 6. MHmumaTtop 310N akumm, dpaHLlys-
CKUIA apT-KpUTUK nabe PUKHep, BbiICTpanBaeT CBOE
YTBEPXAEHMNE HA TOM, YTO U3 3KCMO3ULUIA HE TONb-
ko JlyBpa, HO MHOTUX ApYyrux GpaHLy3CKUX My3eeB
(LleHTp XKopxka Momnuay, Mysen Opce, Bepcanb),
BOLUEALINX B COrNalleHune, byayT Ha Aosroe Bpems
N3bATbI 3HAUMMbIe KYJbTYPHblE LEHHOCTA U LLeAeB-
pbl U UYTO UX NMpe3eHTauma byaeT OCyLLeCTBAATb-
s, No cnoBaM PrkHepa, «cnyyanHbIM, HEHayUYHbIM»
06pasom, UTO «lorTMKa 3TOro NPOoeKTa YNCTO Mo-
nmTnyeckas n gunaomatmnyeckas»’. To ectb Mbl BU-
AVM NPOTECT — HENPUHATUE 3TOW HOBOW My3eMHOWM
noantnkn. Ocobo UyBCTBUTENIbHBIM ANS AesaTenein
Ky/AbTypbl, NOANMCABLUNX NPOTeCTHOe obpalleHune
K MUHUCTPY KyAbTypbl, CTan GakT, 4TO B TeUeHune
30 net 1 6 MecALLeB pa3peLLeHO UCNOb30BaTb CO-
BO «JlyBp» B Ha3zBaHWW apabckoro myses. Creayet
YTOUHUTb, YTO 3@ 3TO NPaBO IDMUpPaATbl 3anaaTnam
®paHumm €400 MaH?®. Ho KOHTpaprymeHToM ¢ppaH-
LY3CKUX AesTenein KyAbTypbl CTano yTBepXKaeHne
O TOM, YTO 3TO «PaBHOCUJIBHO UCMOAb30OBaAHUIO XY-
HOXeCTBEHHOTo Hacneana PpaHLMn B KOMMepYe-
CKMX Lensx»°. MNonemuka NpoaoaKaeTcs C MOMeHTa

6.  https://www.latribunedelart.com/didier-rykner

7. Ibid.

8.  Kpome 310i cyMmmbl PpaHLma NoayunT 33 MUAIMOHa AosNa-
POB Ha PeKOHCTPYKLUWMIO Kpbina Mapuxckoro JlyBpa, koTo-
poe byaeT Ha3BaHO B YeCTb JaBHEro NpasuTens IMMpaToB
Lweixa 3aliga 6eH CyntaHa Anb HaxalsiHa 1 B koTopom ByayT
pa3MeLLeHbl ncnamckue npovsseaeHns nckyccrea. Ewé 750
MWIMOHOB A0NapoB ByayT noTpayeHbl Ha NpuBAeYeHVe
dpaHuy3ckunx meHekepos 1 300 of0/mKeHHbIX Npon3Beje-
HUW UCKYCCTBa AN HANONHEHWA 1 YKOMMAEKTOBaHWA Nepco-
Hanowm Jlyspa Aby-/labu, a Takxe Ha PeKOHCTPYKLMIO dpaH-
Lly3CKoro ABopLa 1 prHaHCMpPOBaHMWe LieHTpa pecTaBpaLm
npoussegeHuii nckycctea B Mapuxe. Mo matepuanam Jxum
KpeinH «PpaHuy3ckumii Jlysp noctpount duavan Ha bavxHem
Boctoke». URL: https://translated.turbopages.org/proxy_u/
en-ru.ru.600ce10e-6404c8ef-1b8af987-74722d776562/
https/www.seattletimes.com/life/travel/frances-louvre-
museum-to-build-mideast-branch/

9.  «Cnop naet He 0 rocyAapCTBEHHbIX pacxojax Ha KyabTypy —
dpaHLy3ckre HanoronaaTenbyKn 6e3pasnnyHbl k cybcu-
AvipoBaHuto GuabMoB B pasmepe 500 MUIMOHOB €BPO B g,
(700 munnnoHos gonnapos; 350 MUANMOHOB QYHTOB CTep-
nmnHros). Cnop cocpesoToyeH Ha ToM dakTe, uto PpaHums
MOXeT 3apaboTaTb Ha cAenke, koTopas bbina nognucaHa
B Aby-/labu Bo BTOpHWK. Hennoxue geHbru, Ha camom aene.
Aby-[labn — ctonmua O6beanHEHHbIX Apabckux IMmMpaToB —
6yAeT NAaTMTb COTHU MUIIMOHOB eBpo B TeyeHue 30 neT
3a NPUBWIETVIO NOKa3blBaTb PaboTbl U3 PPaHLY3CKMX My-
3eeB. boratbii HedTblo amumpat 3annatut 400 Muaamno-
HoB eBpoO (524 MuAnnoHa Aonnapos; 272 MUAANOHA DyH-
TOB CTEPAVHIOB) TOIbKO 3a uMsa JlyBp». Astier, Henri. Gulf
Louvre deal riles French art world, BBC News (7 March 2007).
URL: http://news.bbc.co.uk/2/hi/europe/6421205.stm
[Jata obpalyeHus 06.03.2023 r.
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ny6anKaLum NpoekTa 40 HacTosLLero BpeMeHu. Puk-
Hep nog No3yHrom «Mel npourpann 6uTey, Ho 6utea
NPOAOIXKaEeTCA», B KOTOPOM MHOTME Y3HatOT 3Ha-
MeHuTble cnoBa Wapns ae lNoana «®PpaHumsa npow-
rpana cpaxeHue, HO OHa He npourpasa BonHy!.» '°,
KOMMEHTMPYET OTMNpaBKy KaXX4oro NnpounsBeseHums
n3 Mapwuxa B Aby-[labu c TOUKMN 3peHns HeBO3-
MO>XHOCTW NepeMeLLeHns n3-3a pmcka yuepba, ko-
TOPbI MOXET ObITb MPUYMHEH LLeAEBPY BO BpeMs
TPaHCNOPTUPOBKMN.

3puTenb. Viccies0BaHUAM 3pUTENLCKON My3€ei-
HOW ayAMTOPUMN NOCBSALLEHO HO/bLLOE KOANYECTBO
HaYUHbIX KYJAbTYPOJOrMYECKUX, CTaTUCTUYECKUX U AP.
nccnenoBaHuin. EcTb npeanoxeHns 4enntb Bcex Ha
cneuuanbHble rpynnbl. HanprvmMep, BOT feneHne no-
ceTuTenelr My3eeB Ha TPU rpynnbl: CyyaliHble no-
ceTuTenun, NOCTOAHHbIE MOCeTUTENN, MOCeTUTENN,
Ubs NpodeccnoHaNbHas AeATeNbHOCTb CoMnpsXxe-
Ha C My3eeM, AN «MHTepecyroLmecs — CepbE3HO
MOTUMBMPOBAHHbIE, aHFaXXMPOBAHHbIE, Y HMUX NOJO-
XUTe/bHOE OTHOLLUEHME K My3€eto 1 ero cnocobam
KOMMYHWKaLUK; 3aMHTepeCcoBaHHble — MeHee MO-
TUBNPOBAHHbIE U aHraXXNPOBaHHbIE, NX OTHOLLe-
HMe K My3eto KoaebneTcs Mexay nosoXUTebHON
¥ HeMTPaNbHOMN OLEHKOW; MHGOPMUPOBAHHbIE — WX
Mepa aHraXMpoBaHHOCTU eLLé MeHbLLe, OTHOLLeHWe
K My3€to CKopee HelTpaabHOE, YeM NOJOXUTENbHOE;
ClyYalHble — Y HUX HET MOTUBALMM, UX OTHOLLEHWE
K My3eto KonebneTtcs Mexay HemTpaabHOM 1 Hera-
TUBHOW oueHkoM» . U 3T0, KOHEUYHO, He ncyepmbl-
BaroLLMe BapmaHTbl. BONbLINMHCTBO MCCaeA0BaHN
OPWMEHTNPOBAHbI Ha aHaNn3 BO3PACTHbIX U COLM-
aNibHbIX FPYNn NoceTUTeNeNn, KOTOPbIA MNOKa3bIBaeT,
4TO B TOM WM MHOW Mepe OXBaYeHO NpakTU4ecKu
BC& HaceneHune. HanbosblLMiA NPOLEHT nocelle-
HMA 4EMOHCTPUPYHIOT BO3pacTHble rpynnbl 8-13 ner,
18-25, 35-50, 60 1 ganee. MoxHO ckasaTb, YTO My-
3em — BOCTpeboOBaHbI. A roBopA O 3puTensx, cie-
AyeT cKopee HayaTb C TOro, YTO 3pUTeNb — He ecTb
YHUBepcanbHas eanHuLa. F'pynna TypucToB 1 rpyn-
Ma LWKOJbHUKOB He MMET eAMHbIX Lienel, npuas
B My3ei. My3eliHOe NpPOCTPaHCTBO MHOFOBEKTOP-
Hoe. 3aecb 1 0bpa3oBaHue, 1 BCTpeYa C LeeBpoM,
W KYyNbTYPHbIN AOCYT.

B KOHTeKCTe nccnesoBaHma fmanora Mexay My-
3eeM 1 noceTutenemM MOCTOAHHO CO CTOPOHbI MO-
cetTuTens NoAHNUMAaeTCA psag TUMNYHbBIX BOMPOCOB.

10. LWapnb ge Fonnb. Jinctoka «CBobogHOM OpaHLmm». roHb,
1940 .

11.  AH Jonak. MNoceTnTesnb Ha 3KCMO3MLMM Kak 06beKT My3eo-
Nornyeckoro nccnegosaHmns // Bonpocsl myseonorun. 2013.
Ne 1 (7). C. 85-92.

Hapsay ¢ 3anpocoM KoMpOpTHOW MHDpPaCTPyKTY-
pbl B My3ee, 3puTe/b ULLET JOCTYNHoe nHGopma-
LMOHHOE COMpPOoBOXAeHNEe. MOXHO ckas3aTb, UToO
60/bluMe My3en B MOJNHON Mepe NpesoCcTaBAAatoT
NOJIHLIN CcnekTp MHGOPMaLMKN, HaunHas OT KpaT-
KWX Mpecc-pesn3oB, 3aKkaHuMBas BUAEO- U ayam-
ormAamu, CEHCOPHbIMU 371EKTPOHHBIMU NaHEeNsMu,
OTKPbITbIMU BUbAnoTeKaMu 1 ap. Mpu 3ToM My3en
KaK KyAbTYPHbIA Y UCTOPUYECKNI OOBEKT eLLé He
BKJIKOUEH B 06sA3aTe/IbHYHO LLIKOABHYO MPOrpamMmy,
XOTS B 3a/1aX BCerfa ectb WKOobHUKK. Ho nx npwm-
CYTCTBME OPraHU30BaHO POAUTENSAMU WAN Mejaro-
ramu 3a npegenamu LKOAbHON NpOrpammbl.

UTto e BNe4UéT nocetntens B Mysei? OTBevas
Ha 3TOT BOMpPOC, Mbl Nonajaem Kak 6bl B 3aMKHY-
ThIA KPYT:

C 0ZHOW CTOPOHbI, HANLLO HEMPUATUE U KPUTU-
Ka COBPEMEHHOro My3eMHOro npoLecca.

C Apyroil,— Heob6xoAUMO OTMETUTb, YTO B Ha-
CTOALMA MOMEHT CHOPMUPOBAH HOBbI KOHLENT
Avanora B nape Mysen — 3putesib. 370, Kak yXe
OTMeYanoch Bbllle,— cobbITUe, ConocTaBieHHOoe
C pa3BsieyeHmnem. KaxkeTcs, Uto My3eit banaHcupyeTt
MeXJy BbICOKVMM M MacCOBbIM MCKYCCTBOM.

¥Y>e He Tak npuB/eKaTe/sbHa YHUKaJIbHOCTb,
BbICOKWNI XYAOXECTBEHHbIN YPOBEHb, MCTOpPUYE-
CKasi 3HAUMMOCTb, HaLMOHasbHas pennkeus. Kom-

MepLumanm3aLma Myses TakxKe BHeCa CBOKO JIenTy.
MocelaemMoCTb CTana 3aBUCETb OT COBLITUAHOCTK,
rpaHuyalLen ¢ anataXXHoCTbio. OTOT dopmaT ae-
NaeT XONOAHbIM OTHOLLEHMWE K TOMY CakpaJlbHOMY
Hacneamto, KOTopoe COBCTBEHHO U chOpPMUPOBaNO
Hekorza camy My3erHyH UHCTUTYLIUIO.

EcTb MHeHwMe, UTO 3pUTenb ckopee naccueeH. Ho
My3eli caM CO34a&T Takoro 3puTessi, KOTOPOro HY>KHO
0bs3aTeNbHO 3anHTepecoBaTh, pPa3Bsieyb, NONYUNUTb
OT HEro Kakue-To CPeACTBa 3a NPesoCTaBieHHbIe YC-
nyru. OTyero xe He cpopMmpoBaH obpas 3puTens,
KOTOPbIN, BHOCA NaaTy 3a BXOAHOW BuneT, owyLiaet
cebs MeLLeHaTOM, 415 KOTOPOro My3el ectb KoHcTaH-
Ta, HE M3MEHSAIOLLas CBOE 3HaUYeHWe U CyTb B pam-
Kax TeKyLLero npouecca, KOTOpbI OCO3HAET My3eW
Kak QyHAaMEHT CBOeN MAEHTUUYHOCTU. BO3MOXKHO,
B CO3/@aHWVM TaKoro 3puTens BUAUTCA B NEPCNEKTU-
Be OfHa M3 BaXHbIX 3aja4 COBPEMEHHON My3eli-
HOM MOAUTUKMN.

CoBpeMEHHbI MYy3ell C HOBbIM KOHL,ENTOM
YyCTPOWCTBA AMasoroBoro NpocTpaHcTBa ¢ obule-
CTBOM HaxoAMWTCsA B YMC/E BaXKHbIX 3/IeMEHTOB ro-
CYyAApPCTBEHHOW KyAbTYPHOM MOANTMKK. My3ero
Heob6xoANMO 6bITb akTyasbHbIM, YTOHbI ObITh WH-
TepeCHbIM 3pUTESIHO, U OCTaBaTbCs KOHCEPBATMBHbBIM,
YTOObI CO3AaTb Y 3pUTENs MPUYACTHOCTb K Ky/lb-
TYPHOW TpaguLmMm 1 HaLMOHaNbHOW NAEHTUUHOCTH.
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WU CHENG'EN’'S NOVEL
“JOURNEY TO THE WEST" AND ITS RESOURCES
FOR ANIMATED ADAPTATIONS

Summary: This article explores the potential for
producing animated movies based on the Chinese
classic novel «Journey to the West». The author traces
the evolution of the plot and characterizes the main
features of the famous literary work, the adaptation
of which was repeatedly used not only by Chinese,
but also by Japanese, Korean and other animators.
Over the years and centuries, the pilgrimage of the
Tang monk and his companions to India in search
of the sacred sutras has evolved from historical ac-
counts to folklore tales, and eventually to plays, after
which the journey has become the subject of sev-
eral novels by different authors, with Wu Chen’en’s
novel being the most renowned classic. And it is the
very process of turning a real story and real people
into a legend, a myth, geographical movement and
physical travel into a metaphysical path, followed by
characters whose image goes back to ancient arche-
types that made the novel so popular during differ-
ent centuries and in different countries. Furthermore,
the article highlights the distinctive features of the
novel that make it particularly suitable for adaptation
through animation. Unlike written art, visual art can
directly incorporate the images and forms of various

The numerous screen adaptations of Wu
Cheng’en’s renowned Chinese novel “Journey to
the West" stem from the literary work’s open nature,
cultural depth, and abundant resources for visual and
audiovisual representation, especially in the realm
of animation. This serves as a captivating example
of how innovation and tradition can be blended
together.
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folk art forms such as folk painting, sculpture, pop-
ular print, shadow theatre, Peking Opera, and tra-
ditional painting. Chinese animation based on the
novel has successfully utilized these art forms. Ad-
ditionally, one should consider the genre of the nov-
el, which is rooted in the collective unconsciousness
and rich in formal, plot, and thematic elements. As
noted by Russian philologist and semiotician J. Lot-
man, animated cinema is the most appropriate means
for adapting fantastic stories. At the same time, Wu
Chen’en’s novel «Journey to the West» has the val-
ue of not only a national cultural heritage, but also
a global one. The author notes the important idea of
the Canadian media theorist Marshall McLuhan about
the relevance in the information society of the Chi-
nese way of thinking with its idea of a net world and
a net person. Animated films based on the plots of
«Journey to the West», can effectively broadcast the
values of the Chinese worldview and mentality and
thereby contribute to the mankind'’s response to the
challenges of the time.

Keywords: animation, literature, “Journey to the West”,
Buddhism, myth, folklore, Chinese mentality, fantasy, sym-
bol, utopia, philosophy, paradox, conventionality.

The evolution of the novel

According to the researchers, the novel "Journey
to the West” () was formed over the course of
four dynasties: Tang (618-907), Song (960-1279),
Yuan (1271-1368), and Ming (1368-1644). The order
of the formation of the novel has also been
determined. It begins with the historical record
of a monk’s journey, which is a collection of poems

Il 1. Excerpt from illustration for the fourth installment of the travel notes written by the Buddhist monk Xuanzang,
titled "Great Tang Records on the Western Regions" ("Da Tang si yu ji").

The travel notes are comprised of 12 volumes and were published in the 12" year of Zhenguan reign, (i.e. 646).
They detail Xuanzang's 19-year expedition through Central Asia and India.

called “The Story with Poems of How Tripitaka
of the Great Tang Fetched Sutras” (BRZFig),
followed by the traditional theatre play’ “A Tang
Monk Goes to the West for the Buddhist Sutras”
(BT KXEE), the Yuan zaju play “Journey
to the West” (FiiFic Z<El), the oral story “Journey
to the West” (fgi#12 £iE), the lyrics of “Journey
to the West” ( 7Y 1@1&A), and finally the
simplified version, a monumental work in 100
chapters, also called “Journey to the West"?2.

The Chinese tale of the “Journey to the West”
dates back over a millennium and involved
the contributions of numerous individuals with
varying beliefs and life values, many of whom remain

1. During the 1980s, the Shanxi Provincial Cultural Adminis-
tration conducted a statistical study of traditional theatri-
cal productions (as part of a state program to officially pro-
tect this type of work). During the study, they discovered a
performance of the second year of the Wangli rule of the
Ming dynasty. Interestingly, part of the performances were
related to the story of the Tang monk’s journey to the West.
Upon further examination of the documents discovered, it
was revealed that the performance shared a common plot
with the novel, including the same characters such as Tang
Monk (Xuanzang), Sun Wukong, Zhu Bajie, Sha Wujing, and
White Horse.

2. Zhu Hongbo (2005). A Four-Hundred-Year History of the
Journey to the West.— Shanghai: East China Pedagogical
University, p.188.

anonymous. The novel can be compared to a melting
pot, as it has assimilated a vast array of folklore
variations and authorial versions of the story from
different individuals. Although the primary theme
of the novel was a journey to retrieve Buddhist texts
from China to India, it is challenging to determine
if the book has any religious undertones, such
as Buddhist, Taoist, or others, due to its various
influences.

The folk tale and a shortened version of the novel
“Journey to the West" circulated in China during
the Ming dynasty. They were collected and
supplemented by the innovations of Wu Cheng'en
(R7%RA) in the mid-Ming dynasty, resulting in the
classic novel “Journey to the West” in 100 chapters.

Over time, "Journey to the West" has been refined
and improved, making it a classic and accomplished
work. Paradoxically, it has also broadened the scope
for its adaptation into various art forms, thereby
showcasing its versatility to the world. In the Ming
era, when the novel was written, the story of the Tang
monk'’s pilgrimage had already become legendary.
The experience of the Buddhist monk Xuanzang is
recorded in the “Biography of the Tripitaka Master of
the Great Ci'en Monastery of the Great Tang Dynasty”
((REREBF=RUZIME) ) and the "Great Tang
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Records on the Western Regions” ( { X EFIHIC) ).
These books were written by monks and serve as
authoritative Buddhist literature with the aim of
disseminating the teachings of Buddhism. It should
be noted that the “Biography of the Tripitaka Master
of the Great Ci'en Monastery of the Great Tang
Dynasty” is the primary source of the later history
of the “Journey to the West". The cultural origins
of the novel Journey to the West can be explored
by analyzing the plot and characters in surviving
sources such as "Great Tang Records on the Western
Regions”, “The Story with Poems of How Tripitaka
of the Great Tang Fetched Sutras” ( { K E =@ ZE
F1&) ), "Biography of the Tripitaka Master of the
Great Ci'en Monastery of the Great Tang Dynasty”,
and the novel itself.

Firstly, the story of the pilgrimage to the West
underwent a significant evolution process. The true
story is reflected in the "Great Tang Records on the
Western Regions” and “Biography of the Tripitaka
Master of the Great Ci'en Monastery of the Great
Tang Dynasty”. They narrate the real Xuanzang's
secret journey to India for Buddhist sutras that
lasted for 17 years. Xuanzang's journey spanned
over 50,000 li. The books on his travels detail the
political climate of all city-states and regions west of
Gaochang (known as Turfan in modern-day China).
The books cover 110 city-states that Xuanzang
personally visited and 28 city-states that he was
informed about. They provide information on their
territory, geography, agriculture, trade, customs,
arts, languages, writing systems, currency, religions,
and more. These materials serve as valuable data
for reconstructing the actual route of the journey
and form the basis for the history of the journey
to the West.

The story of Xuan Zang's (Z &) pilgrimage for
the sacred scriptures, common in the Tang dynasty,
remained largely documentary. In the Song dynasty,
the main character of "How the Tang Xuanzang
Traveled for the Buddhist Sutras” was already
the prototype of the Monkey King Sun Wu-kun
(AMEZS). This is a tale about how the mystical Monkey
assists Tang Xuanzang (=) in acquiring a sacred
scripture. The storyline is relatively straightforward,
setting it apart from the typical narrative of
Xuanzang's quest for the sacred sutras during the
Tang dynasty period.

Evidently, during the Song dynasty, the story
of Journey to the West went through a noticeable
transformation, which involved the introduction of
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Il 2. Xuanzang and the magic Monkey. Mural painting from
Yulin Grottoes Cave No. 3 (Guazhou, Gansu Province, China).
Photo source: Wei Wenbin, Zhang Liming. (2019)

Mural paintings depicting plots from “Journey to the West"
and story of the monk Xuanzang retrieving the sutras. -
Jiangsu: Fenghuang meishu publishing house. 306 c.

fictional elements. This led to the inclusion of a diverse
range of mythical creatures such as shapeshifters,
demons, prototypical gods and monsters, various
celestials, as well as the Monkey and the god of the
deep sands in the text. This was the basis laid the for
future transformation of the story. Nonetheless, it
took approximately three hundred years for a literary
masterpiece called “Journey to the West" to emerge
during the Chinese Yuan Dynasty. The contents of
this work closely mirrored the essential structure of
the present-day story, which revolves around the
journey of Tang monk (also known as Tang Seng,
Tang Sage or Tang Sanzang), Sun Wukong, and other
individuals to the Western Paradise in pursuit of
holy texts.

The later versions of “Journey to the West" were
largely adapted or expanded on the basis of the

Yuan period original work. As the story evolved, the
religious themes waned while its artistic attributes
gained more prominence. Once a religious Buddhist
text, Journey to the West now belongs to the people
and is no longer confined to temples. It is being
read by secular storytellers in various public places,
and has become a beloved national story that has
gained rapid popularity as a novel about gods and
monsters.

It can be concluded that the narrative of Journey
to the West has undergone a lengthy evolution,
transitioning from factual accounts to fictionalized
versions, myth and folklore, from depictions of the
tangible world to abstract concepts, and from a
straightforward plot to a more intricate one.

The group of pilgrims underwent a transformation,
shifting from ordinary people to divine beings such as
gods and buddhas. In contrast to earlier texts where
Xuanzang was the protagonist, the character of Song
Wukong took on that role in the later versions. As
the story evolved, the number of travellers gradually
increased until the classic lineup of four was formed.
The “"Great Tang Records on the Western Regions”
and “Biography of the Tripitaka Master of the Great
Ci'en Monastery of the Great Tang Dynasty” only
mention Xuanzang and his accompanying monk
as the travellers on the quest for Buddhist sutras.
However, “The Story with Poems of How Tripitaka of
the Great Tang Fetched Sutras” introduces fascinating
characters such as the magic Monkey (#&173&), the
sand (river) demon (b ##), and others.

The group of four travellers finally appears in
the zagju play "Journey to the West” by Yan Jinxian
(#51%), a collection of six books and twenty-four
chapters. The group includes Tang Xuanzang, Sun
Wukong (also known as Sun Xinghe), Zhu Bajie
(¥ /\m), Sha Wujing (7bF01%), and White Dragon
Horse (B 5). It describes not only the names
and backgrounds of the characters, but also
their relationships with each other, just as in the
classic Journey to the West. This indicates that the
personality, number of characters, and type of their
relationships in the classic "Journey to the West"
were formed during the Yuan and Ming dynasties?.
It is on this background that the author of the
classic novel, Wu Cheng’en created diverse and
rich character portrayals using a variety of plots
across the individual chapters of the novel. Many
aspects of earthly life are involved, as well as the

3. Zhu Hongbo (2005). A Four-Hundred-Year History of the
Journey to the West, p. 208.

supernatural world, including demons, gods, and
Buddhas. The author employed metaphorical tales
of gods and demons to depict the societal norms
of the time. The portrayal of demons residing in the
mountains, idling around, and preying on innocent
women mirrors the harsh reality of bandits who
terrorize the populace. Moreover, the transformation
of Princess Iron Fan, a representative of the ruling
class, into an earthly demon, and her confrontation
with the protagonist Sun Wukong, symbolizes various
social and political struggles.

In the play, Sun Wukong is portrayed as a valiant
and clever protagonist, fearlessly battling against the
malevolent powers of darkness, while the character of
Xuan Zang remains true to the traits of the historical
figure on which it is based. The story showcases a
heroic and triumphant journey, demonstrating the
unwavering spirit of the characters. They overcome
various obstacles and dangers on their quest to
obtain foreign writings. In chapter twenty-three, Xuan
Zang returns to his homeland accompanied by all
the immortals who have aided him on his journey.

This is a praise to Xuanzang for his courage and
self-sacrifice in pursuit of his ideals. In the twenty-
third chapter of the play, is hailed as a hero who
benefits the people, which author concludes through
the words of gods and Buddhas: “In China, the monks
are sent to the West by the monks themselves, and to
the South by the bodhisattvas in the South China Sea.
Although the journey may be arduous, it can endure
forever”. The message conveyed is that to achieve
one’s goals, one must possess unwavering faith, work
diligently, and persevere through challenges. This
play in the genre of zaju is a crucial element in the
evolution of the phenomenon under examination, as
it establishes a strong basis for the novel “Journey to
the West". The depiction of the hero Sun Wukong in
the play is arguably its most significant contribution.

However, it was Wu Cheng’en who created
colorful characterizations of the protagonist and vivid
portrayals of the other characters based on various
versions of the text. He brilliantly described the
monkey nature of Sun Wukong, who paradoxically
combines the traits of divinity and humanity, and told
his life story by adding the classic plot of the "Uproar
in Heaven". This allowed him to highlight the Monkey
King's wit, rebellious spirit, and immense strength,
transforming him into a dramatic, mythological, and
heroic character while eliminating negative details
from previous incarnations. The result was a more
three-dimensional and vivid image that emphasized
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Ill. 3. Xuanzang and the magic Monkey. Mural painting from Yulin Grottoes Cave No. 3 (Guazhou, Gansu Province, China).
Photo source: Wei Wenbin, Zhang Liming. (2019)

Mural paintings depicting plots from “Journey to the West” and story of the monk Xuanzang retrieving the sutras. -
Jiangsu: Fenghuang meishu publishing house. 306 c.

his fearless spirit in battles against demons and
monsters and showcased his transformation from
a monkey to a Buddha*.

To create Sun Wukong Wu Cheng’en drew
inspiration not only from the stories of divine apes
created by his predecessors but also aimed to depict
the ideal of a legendary hero who must persistently
strive and overcome numerous obstacles. This
exceptional work combines elements of mystery,
mythology, and fantasy, making it a remarkable
example of imaginative writing. The depictions
of Xuanzang, Zhu Bajie, Sha Wujing, and others
showcase their journey from being ordinary humans
or demons to attaining the esteemed position of
Buddha.

Wu Cheng’en’s “Journey to the West” is often
categorized in European research as a picaresque
novel with a Buddhist allegory. However, this
classification of a Chinese classic literature using
solely European aesthetic standards may not be
sufficient. It is important to establish the connections
between the various layers of this multi-dimensional
text in order to fully appreciate its complexity and
significance.

An in-depth interpretation of the novel, based
on the interpretations of Chinese thinkers and a
brilliant personal knowledge of Chinese culture, is
given by the Russian Sinologist Vladimir Malyavin
in his book “Twilight of the Tao". He points out
that in the Chinese perspective, sensuality and
reason were not viewed as opposing forces, unlike
in the European tradition. Instead, they were
perceived as a whole, cohesive entity. Wu Cheng'en
wrote his novel at a time when not only did this
traditional Chinese notion exist and take shape,
but also when the extreme forms of both feelings
and experiences on the one hand, and mind and
spirit on the other, were linked together. Hence, the
much-appreciated increase in drama and the heat of
emotion in Wu Cheng’en’s novel. As Malyavin notes,
“Generally speaking, the idea of the unity of feeling
and mind has been ingrained in the Chinese tradition,
always inclined to identify mind with sentience.
However, the idea of merging of the extremes of
both brought about a radical shift in cultural values.
This new perspective turned the original concepts
upside down, emphasized the abnormal and the
grotesque, relying on irony to stimulate imagination
rather than knowledge. It is only within this new

4. It must be noted that in Chinese folklore there are several
different types of monkey-like humans.

cultural paradigm, a masterpiece of new prose, the
fantastic epic Journey to the West, could possibly
emerge (the novel was initially published in 1592)">.

The journey was perceived metaphorically
as spiritual improvement with its the inevitable
challenges and triumphs. “The comic mood and
grotesque imagery of the novel are meant to remind
us of the deliberate unreality of its events, for ‘the
treasure of the heart’ in inexplicable in words.”®
Sun Wukong, capable of taking on any appearance
and living all possible lives, and “raving about all
the world’s history, would probably be the purest
example of a schizophrenic subject if he did not
remind Chinese readers of their supreme being,
the royal dragon, capable of infinitely changing its
appearance”’.

The life of the protagonist, as well as all his
companions, is a journey, but “this journey takes place
within the emptiness of the ‘oneness of Tao’ where
individual lives are, in essence, only actualizations
of one or another of the qualities of its ‘spiritual
physiology’”. “These almost chaotic refractions,
glimpses of ‘the heart of all transformations’,
coincide with the typical forms of tradition that
mark the limit of individual existence,” the researcher
points out, “but they themselves consist of a
superposition of many forces and are therefore
non-substantial, quite hollow. In the light of “critical
thought’, they lose the appearance of wholeness
and disintegrate into isolated fragments, which, in
fact, determines the comic undertone of the novel:
attempts to understand Sun Wukong's adventures
are precisely what provokes laughter. Every value
cancels itself, every image must eliminate itself.”®
“The whole journey is a projection of the ‘Heavenly
Heart’ onto physical reality, for all things find their
existence in their own shadow. Here everything
happens ‘suddenly’, ‘out of the blue’, and each thing
is attested by something ‘other™?.

Such a "fall” of spirit into the concrete empirical
existence of a literary character may appear as a fall
solely to the Europeans who perceive it through
the lens of their own European tradition. From

5. MalyavinV.V. (2003) The Twilight of the Tao. Chinese Cul-
ture on the Threshold of the New Age.— Moscow: IPC De-
sign. Information. Cartography”: OOO "Publishing House
Astril”: OO0 "Publishing House AST". p. 147.— Available at:
URL: https://sredotochie.ru/wp-content/uploads/sumerki-
dao-2003-scan.pdf (accessed 22.02.2023).

Ibid.

Ibid.

Ibid, p. 148.

Ibid.
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the Chinese point of view, the materialization of
the spirit just certifies its authenticity, for “in the
Chinese tradition the existence of the spirit is not
diminished, but on the contrary, is certified by the act
of its descent into the material world”°. According
to Malyavin, in this instance Chan Buddhism gets
incorporated into Chinese tradition.

The adventures of the magic monkey are both
naturalistic and illusory, and thus comical. They fall
into the gap of being, into the "between-being”, as
Malyavin puts it, into the “co-existence of things".
Improbability becomes the criterion of authenticity,
and Sun Wukong's incredible exploits culminate in a
state of utmost clarity and sobriety. The concept of
uncovering truth within illusions and transformations
is a distinctively Chinese perspective, which also
happens to align with postmodernism.

Further in the article we argue that the novel
about Sun Wukong expresses the idea of “mastery
over the untamed heart”. For, “when the heart is
unrestrained, a person becomes Mara, but when the
heart is being tamed, person becomes Buddha" .

Resources for animated adaptations of novel

After analyzing the factors that maintain the
coherence of the complex and multi-layered text of
the novel, as demonstrated in V. Malavin's research, it
becomes clear that a simplistic sociological approach
is inadequate, and it is unjust to view the novel solely
as a mere children’s fairy tale. This is where the
potential for animated adaptation, both in general
and through the means of digital animation, becomes
truly evident. We will refer to it as resources for
animated adaptations of the novel.

The novel provides such a wealth of material in
terms of form that almost any genre and medium
can reasonably be chosen for adaptation. Despite
being composed according to a certain literary
canon, the individual storylines included in the novel
are diverse in contents and style of presentation,
which keeps the traditional reader and listener
engaged and interested throughout the text.
The novel boasts of a rich thematic content, with
its action unfolding across three distinct worlds
ranging from heaven to hell, and taking place in
various settings such as huts, monasteries, roads,
and palaces. Despite the diverse storylines featured
in the novel, each plot reinforces fundamental
principles such as trial, good and evil, struggle,
help, salvation, etc.

10.  Ibid.
11, Ibid., p. 150.
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It is important to note that “Journey to the West"
is well-suited for analysis using the categories of
Vladimir Propp, a Soviet folklorist and precursor
to semiotics, due to its structural composition
and character roles. Propp’s monographs, “The
Morphology of the Tale” (1928) and "Historical Roots
of the Wonder Tale”? (1946), discuss the ritualistic
origins of tales, attributing their beginning to the
rites of initiation — the notion that is fully supported
by the novel. The novel has its roots in a true story,
but in it the main character, the Tang monk, gets
two distinct incarnations. In one of them his life was
steeped in Buddhist temple rituals, while the other
was filled with folklore and epic tales.

The novel encompasses universal topics, and the
animator’s only concern is to determine whether their
current audience is interested in a particular theme
or not. Wu Cheng’en’s novel is also a reflection of
the Chinese national mentality. Interestingly, this
mentality has proven to be more compatible with the
demands of the modern information society than the
European or North American ones, as predicted by
Marshall McLuhan. As a result, there are numerous
Chinese animated adaptations of “Journey to the
West", ranging from “Princess Iron Fan” (1941) to
“Monkey King: Hero is Back” (2015).

Over the past 80 years, China has produced 15
representative animated works based on “Journey
to the West". The novel truly offers inexhaustible
possibilities for creative imagination. The world
of fantasy is most suited to animation. The
novel contains many photogenic, or so to speak,
animatogenic characters and scenes. The fantastical
world and mythological motifs, while arbitrary in
nature, become even more so when translated into
the language of animation. This aligns with Jury
Lotman's observations about cinema as a naturalistic
art that doubles the naturalness of the surrounding
world, while animation doubles the conventionality
of the literary world (the animated film is one way
or another based on the written word, at the very
least in the form of a script) .

To highlight, the animation has the ability to
visually represent crucial aspects of human activity

12. ProppV.Y. (1928) Morphology of the Tale.— L.: Academia
[Electronic resource].— URL: http://feb-web.ru/feb/skazki/
critics/pms/pms-001-.htm (accessed 10.03.2023); Propp V. Y.
(2000) Historical Roots of the Wonder Tale.— Moscow: Lab-
yrinth.

13.  LotmanJ.M. (1978). On the language of animated films //
Semiotics of Culture. The publications on sign systems X.—
Tartu. pp. 141-142.

Ill. 4. “Biography of the Tripitaka Master of the Great Ci'en Monastery of the Great Tang Dynasty", 10 Scroll.
Written by Huili, recorded by Yang Cong. 10* century. Old Uyghur script. Jute paper. Text found in 1930 in Xinjiang.
Source: National Library of China.

that are inherently non-visual. For instance, how
can we illustrate the essence of a scientist’s work
when it appears outwardly as simply sitting and
writing? Similarly, how can we depict the composer's
inner world when this activity, in its external form,
has nothing to do with expressing their own inner
world, but instead involves sitting and writing
notes? To date, no one in the film industry has
been able to capture the philosophy and symbolic
world of images that cannot be seen with the
eyes, touched, or smelled. However, humans are
distinct from animals because they are symbolic
animals, as demonstrated by German philosopher
Ernst Cassirer (1874-1945). Utopias are symbolic
worlds that are challenging or impossible to
portray convincingly through naturalistic cinema,
which emphasizes objective reality. Animated
films, on the other hand, including those based
on the novel "Journey to the West", succeed in
this regard due to the double conventionality of
animation. Moreover, producing such animations
is significantly more affordable and simpler, not
to mention the various challenges and obstacles
that come with traditional methods (challenges of
animated films differ). There is no need to scout for
natural locations, cast actors, or direct performers.
The realm of 3D animation is constantly advancing,
allowing for the creation of realistic portrayals of
imaginary worlds, resulting in increasingly convincing
animations. It is no surprise that it is now linked
with postmodernism and associated with the
name of French philosopher, cultural expert, and
photographer Jean Baudrillard (1929-2007), who
introduced the concept of hyperreality, in which

one cannot differentiate between reality and fiction.
The foundation of hyperreality is simulacra — the
phenomena of copies for which there is no original
or the original is unknown. Baudrillard argued
that the world has been converted into a realm of
simulacra due to the emergence of electronic media,
and describing the world of animation through this
lens has already become a conventional approach
among researchers™.

The “Journey to the West” is a complex and
multi-dimensional text, as previously mentioned. It
cannot be simply categorized as a fairy tale or a myth.
Although the deeper layers may not be apparent to
a casual reader, they still have an impact on them,
even if they only perceive the surface level. To clarify,
the novel can be considered philosophical at least in
two aspects. However, it is important to note that the
Western concept of philosophy, such as the categorical
systems of Kant or Hegel, is not present in China.
What China has instead can be referred to as wisdom
and is reflective of the national Chinese mentality.

Firstly, the novel's various plots depict the path
towards the ideal through the characters’ actions.
Comprising of 100 chapters, the novel showcases
the surrealist fight for genuine ideals. This struggle
employs the most practical and effective methods of
combat, which, as Chinese scholars and V. Malyavin
suggest, is a paradoxical approach that underpins
Chinese philosophy. However, it is important to note
that this is not a political interpretation. Rather, it

14. See, for ex.: Athes H.Baudrillard, Sepultura and Steve Cutts’
Animation. Dystopian Common Ground. // Hermeneia:
Journal of Hermeneutics, Art Theory & Criticism. 2019. N.
22. P. 173-180. URL: http://hermeneia.ro/wp-content/up-
loads/2019/05/14_Athes.pdf (accessed on 24.02.2023).
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emphasizes the attainment of the highest human values
through persistent efforts to overcome obstacles and
unwavering diligence. For instance, the protagonist of
the "Journey to the West" undergoes a transformation
from a magical monkey to a Buddha, which serves
as the central plot of the story. The true text —is
a fantastical one. If the fantastical element does not
reach the highest point, the text cannot be considered
a fantastical novel. Yuan Yulin (32 F%) in the preface to
his novel stated that those who know the most fantastic
stories also know the most real facts ™. The use of high
hyperbole, fiction, and fantasy are essential tools for
transforming mythological and religious motifs into
philosophical ones. In Chinese literature, numerous
fantasy novels have been written, but “Journey to the
West” stands out as the pinnacle of this genre.

The first eight chapters of “Journey to the West”
narrate the origin story of the Monkey King, while
chapters nine to twelve explore the reasons behind
the quest for the Buddhist sutras and the birth of
the Tang monk. The subsequent chapters, from
thirteen to ninety-nine, detail the journey to obtain
the sacred texts. Finally, the story concludes with one
hundred and forty tales of the successful acquisition
of the true sutra and the attainment of Buddhahood.
These tales contain philosophical themes, such as
the story of Sun Wukong who followed Taoism
from birth in pursuit of immortality. After causing
chaos in the heavenly palace, he was ultimately

imprisoned by Buddha beneath the Mountain of
the Five Elements. This serves as a metaphor for
fighting injustice through practical means, while also
acknowledging that there will always be challenges
beyond our current understanding. Although there are
no universal rules for life, Sun Wukong's conversion
to Buddhism and protection of Monk Tang allowed
him to earn the title of Victorious Fighting Buddha
(3} BE 1) through his heroic actions. Happiness can
only be achieved through persistent effort and hard
work. “Journey to the West" narrates the tale of a Tang
monk's quest for religious texts in India. However, the
journey is composed of various stories, each with its
own philosophical teachings. Even a single story can
have multiple philosophical interpretations.

However, the text goes beyond just providing
conclusions and warnings. It offers a comprehensive
collection of texts that serve as a representation
of Chinese mentality, acting as its “cardiogram” or
“X-ray film”. When reading the novel and watching
the animated adaptations, the Chinese audience
is able to reflect on themselves through a perfect
mirror of self-awareness and self-contemplation.

To conclude, it is our belief that the classic Chinese
literary masterpiece “Journey to the West" possesses
abundant resources for animated adaptations. This
fact holds value not only Chinese animators but also
for a wider audience on a global level, especially in
the current era of information.
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POMAH Y UoHbB-OHA «MYTELWWECTBUE HA
SAMAL» N ETO PECYPCbI A1 AHUMALWNOHHbBIX

AZLAM

AHHomayus: CTaTbsa NMOCBALWEHA BO3MOXHOCTAM
CO3/aHMA aHMMaLUMOHHbIX GUABMOB, 3a/10XKEHHbIM
B KMTANCKOM KJacCMueckoM poMaHe «[lyTewecTeue
Ha 3anaa». ABTOp NpoOCaeXnBaeT 3BOJHOLMIO ClOXe-
Ta 1 XxapakTepusyeT rnaBHble YepTbl NPOCAaBAEHHOTO
NnTepaTypHOro NpousBefeHns, K akpaHmnsaumm KoTo-
poro He pa3 obpallanncb He TONbKO KUTaNCKue, HO
N ANOHCKMe, Kopelnckue u gpyrne aHmmatopsbl. Ncto-
pva naanoMHu4yectsa B VIHAMIO TaHCKOro MoHaxa ¢ ero
CNYTHUKaMM 3a CBALWEHHbIMWU CYyTPaMu U3 peasbHOM
NCTOPUWN C TeYEeHNeM NeT 1N BEeKOB npespalianach
B QONbKJOPHBIE CKa3bl, 3aTeM B MbecChl, MOC/Je Yero
Halwna oTpaXKeHne B HECKONbKUX aBTOPCKUX poMa-
Hax, KJ1acCMYeCKMM M3 KOTOpPbIX CTas poMaH Y YsHb-3-
Hf. VI UMeHHO caM npoLecc npeBpaLLeHns peasbHOM
NCTOPUW N peanbHbIX UL, B 1ereHay, mmd, reorpadm-
Yeckoro nepemeLteHna n GU3NYecKoro nNyTelwecTBus
B MeTapu3nyeckunii nyTb, KOTOPbIM UAYT NEPCOHAXM,
06pa3 KOTOPbIX BOCXOAUT K APEBHMM apxeTunam, u cae-
Nlanu poMaH CTOo/b MNONYAAPHbLIM B pa3Hble CTONAeTUA
N B pasHbIX cTpaHax. [lanee aBTOp BbIABAAET T€ YHU-
KaNbHble XapakTePUCTUKN pOMaHa, KOTopble 0COBeH-
HO NpejpacnoiaratoT K ero sKkpaHusaumnm cpeactsamu
MyabTUNAMKALWUK. BulyanbHoe UCKYCCTBO, B OTAMYME
OT CNOBECHOro, MOXeT HeNOCPeCTBEHHO UCMOIb30-
BaTb 06pa3bl U GOPMbl HAPOAHOW KapTWHbI, HAPOAHOM

MHorouuncieHHble obpalleHnsa K 3KkpaHu3a-
LMK CHOXKETOB KMTANCKOro KAacCcu4eckoro poma-
Ha Y YaHb-3Ha «[lyTewecTBme Ha 3anag» CBA3aHbl
C OTKPbITbIM XapaKTepoM NTepaTypHOro npous-
BeZeHMs, ero 6oratbiM Ky/IbTYpPHbIM COAEPXaHNEM
1 OTPOMHbBIMK pecypcamu Ans BU3yanbHON 1/nan
ayAVOBM3YyaNbHON MHTEPNPETaLUK ero CogepxaHms,

TALLMIA

CKYAbNTYpbl, NybKa, TeaTpa TeHel, MNeknHcKon onepsl,
TPaAWLMOHHON XMBOMMUCK, YTO C YCNEXOM U AenaeT
KuTackasa aHMMaumna Ha TeMbl pomaHa. Kpome 60-
ratctBa ¢OpPManbHOro, CHOXXETHOro U TeMaTU4eckoro,
NpwW 3TOM YKOPEHEHHOTO B KOJINEKTMBHOM H6ecco3Ha-
TeNbHOM, CefyeT UMeTb B BUAY XaHPOBYI NpUHaA-
NIeXXHOCTb pOMaHa: 418 3KpaHu3auum paHTacTuyeckux
NcTopuii ajlekBaTHee BCEro okasbiBaloTCA CpeAcTBa
aHUMaLMOHHOIO KMHO, Kak 3TO ciaejyeT U3 onpege-
nernuna 0. . lotmaHa. Mpun 3Tom pomaH Y YaHb-3HA
«MyTewectBne Ha 3anag» obnajaeTt LEHHOCTbIO He
TOJIbKO HaLMOHaNbHOTO Ky/bTYPHOTO JOCTOSHUA, HO
n obwemnpoBoro. ABTOp OTMeYaeT BaXHY MbIC/b
KaHajckoro megunaTteopetnka Mapwanna MakatosHa
0 BocTpeboBaHHOCTU B MHPOPMaLMOHHOM obLiecTBe
MMEHHO KMTalickoro obpasa MbILIAEHUS C ero npeg-
CTaBJieHVEM O CETEBOM MUpPE U CETEBOM YesoBeke.
AHUMaLMOHHbIe GUAbMbI Ha CtoXeTbl «[lyTellecTBus
Ha 3anag», Takum ob6pa3om, TpaHCAMPYSA LLEHHOCTH
KUTaNCKOW KapTUHbI MUPa N KNTAUCKON MeHTalbHO-
CTW, TeM CaMblM BHOCAT CBOW BKAaj B OTBET MMpa Ha
BbI30Bbl BPEMEHMW.

Kntouesole cnosa: aHumayus, aumepamypa, «[Tymeuwe-
cmeue Ha 3anad», 6ydousm, mug, osbkaop, kumadickuli
MeHmanumem, ggaHmasus, cumeos, ymonus, gunocogus,
napadokcaasHOCMe, yC108HOCMb.

B OCOBEHHOCTN CpeacTBaMu aHMMaLmn . 3To nHTe-
PecHbIN NpuMep coueTaHns TPAANLMUA N HOBALMIA.
Kak cknapbiBanca pomaH
WccnepgoBatenn yctaHOBWAK, UTO cogepikaTeb-
HO 1 popmManbHO pomMaH «[lyTewwecTBre Ha 3anag»

1. TepMUHbI «aHUMaLMA» U «MYyNbTUMINKALMA» B AaHHOM CTa-
Tbe BbICTyNaroT kak CMHOHUMbL.— H.C.
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bopMMpoBancs Ha NPOTAXKEHUWN YETbIPEX 3MOX. ITO
anoxu gnHactui TaH (618-907), CyH (960-1279),
FOaHb (1271-1368), MuH (1368-1644) (FE. K.
JC. BR). Onpegenén n nopsgok dopmupoBaHus
«MyTewecTtBmsa Ha 3anaa» (FHF1E). OH BbirnaanT
cnegyowmmM obpasom: ucTopuyeckas 3anucb o ny-
TeWeCcTBMM MOHaxa — cHOpPHUK CTUXOB «3a bya-
ANACKUMU cyTpammn» (BUEZTFTE) — «TaHCKMIA MOHax
[aéT] Ha 3anag 3a byaAnACKUMY CyTpamMm» (CTapuH-
HbI cnekTaknb? « E{E T KB4 ») — «[yTelwectaue
Ha 3anag» (roaHbckas Apama, «PEEiCZLR]» —
«[MyTewectBre Ha 3anag» (YCTHbIV cKkas, <[ iiEic»
S iE) — TekcT necHu «[yTewectBne Ha 3anag»
(«PEHFIC» 1A A) — «[yTewectene Ha 3anag»
(ynpOLWEHHBIN BapMaHT — MOHYMeHTa/IbHOe Mpo-
nspegeHune B 100 rnaeax)s.

Takum obpaszom, kuTanckas nctopus «lyTelue-
CTBMA Ha 3anaj» AAnTca yxxe bonee TbiCAYN NeT.
B eé cosgaHum NpUHAAN yyacTMe MHOXECTBO JItO-
AEN C pa3HbIMM BEPOBAHUAMM U LIEHHOCTAMM XXMU3HW,
60/blas YacTb MMEH KOTOPbIX OCTanacb HEN3BECT-
HOW. PoMaH Y Y3aHb-3H$A, KaK B NJ1aBUIbHOM KOT/e,
Bobpan B cebs OrpoMHOE KOMUECTBO POAbKAOP-
HbIX BApPMaHTOB N aBTOPCKUX BEPCUI 3TOM UCTO-
pUK, NpUHaaNeXaLmnX pa3HbIM AuLLaM, NO3TOMY,
XOTA UCXOA4HbIM MOTMBOM ObIIO NaOMHMYECTBO 3a
byaamickumm Tekctamm ns Kutas B MHanio, onpe-
AeNNTb, UMeeT M poMaH ByAANNCKUIA, aOCCKUNIA
NAN KaKOW-TMBO MHOM PENUTNO3HBIN XapakTep, He
npeacTaBAfETCA BO3MOXHbIM.

HapogHoe ckazaHue 1 KpaTkas Bepcus poma-
Ha «[lyTewecTBme Ha 3anag» pPacnpoCcTPaHAANCh
B Kutae Bo BpemMeHa gnHactum MuH, 6biim cobpa-
Hbl W JOMOJIHEHbl HOBOBBEAEHMUSAMMN Y Y3HBb-3HA
(R&BE) B cepeanHe anHacTum MuH, B pesynbTtate
3TOM paboTbl NOABUACA KNACCUYECKNA poMaH «[1y-
TewecTBue Ha 3anag» B 100 rnasax. Taknum obpazom
«[lyTewecTBme Ha 3anaa» OTTa4ymMBanoOCb U COBEp-
LLIEHCTBOBANOCH C TEYEHMEM BPEMEHMW, CTAHOBSACH
BCe Honee KnaccmuyecknM 1 3aKOHUYEHHbIM, C OAHOM

2. B 1980-x ropax YnpasneHue KynbTypbl NpoBuHUuM LLaHbcn
NpOoBeNOo UCCae0BaHMe Mo CTaTUCTVKe gopaM (koTopyto Ku-
Tavi opraHusyeT ans odULManbHON 3aLLMThI 3TOFO TUMa NPOo-
13BeAeHN) N 0BHapYXWIO CNMCoK nporpamm «MsyueHve
CBALLEHHbIX NCaHWI ¢ 3anaga TaHCKUM MOHaxoM» BTOPO-
ro roga npassieHns BaHban guHactum MuH, HekoTopble 13
HWX BbIAN CBA3aHbI C OMEPOW, pacckasbiBatoLLeit o nyTelle-
cTBUM Ha 3anag. Mo cnncky nporpaMM Mbl BUAWM O6LLWIA
CHOXET CnekTaka U poMaHa, B TOM uncie 1 obLmx nepco-
Haxen CyHb Y-KyHa, Y>xy ba-u3e, LLa Yu3uHa, benoro koHs
(BB IME= KERDEEAD) A

3. Yxy XyHb60. HayuHas ncropus yetbipéxcotnetms «yTele-
CTBMSA Ha 3anag».— LLlaHxai: BOCTOUHO-KMTAMCKUIA Negaro-
rmyecknin yHneepcuter, 2005. C. 188.
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CTOPOHbI, HO NapaoKcaabHbIM 06pa3oMm, C Apyrov
CTOPOHbI, ABAAS MUPY BCE HOBbIE M HOBbIE BO3MOX-
HOCTW 4151 CBOErO NepesioXXeHns B pasHbIX BMAAX
nckycctsa. B smoxy MuH, korga co3gaBasca pomaH,
NCTOpUSA NaNoMHMYecTBa TaHCKOro MOHaxa cTana
yXxe nereHgapHon. OnbIT Byaamiickoro MoHaxa Cto-
aHb-L3aHa 3aneyatnéH B «XXunsHeonuncaHum npeno-
AobHoro TpunuTakm 13 xpama Benunkuii bnarogetenb
Benvkoi TaHCKOM AMHACTUM» U «3anuckax o 3anaj-
HbIX CTpaHax [3noxu] Bennkol TaH». 3TW ABe KHUTK
6bIM HanNMcaHbl MOHaxaMu U ABAAKOTCA Npodeccu-
OHa/bHbIMKN ByaannckMMU uTeHnamu. Lleab Hanwca-
HUsa — nponoseAb 6yaamsma. CTOUT OTMETUTb, UTO
6osblas yactb «XXnsHeonncaHms npenogobHo-
ro Tpunutakun us xpama Bennkuii 6narogetens Be-
NKon TaHCKOM AMHACTUN» ABASETCA MCTOUHMKOM
6onee nosgHen nctopum «MyTtelwecTens Ha 3anas».
Ha ocHoBe 60/1€e MNONHbIX COXPaHUBLUMXCS UCTOY-
HWKOB, @ UMEHHO: «3aNnCKN O 3anajHblX CTpaHax
[3noxu] Benunkon Tau» (« KEFIEIC»), «Kak TaHckuiA
CroaHb-L3aH COBepLUMA MyTeLlecTBue 3a 6yaanin-
CKUMU KaHOHaMU» (« K JE =B & 1F1E»), «Kus-
HeonwuncaHve npenogobHoro TpunuTtakm 13 xpama
Benvknin 6narogerens Benvkon TaHckon ANHACTAN»
(«RERRBF=R]EIHE») v «L3ap3toii» (roaHbckas
Apama), pa3NnyHble Mbechl, B T.Y. O NYTELLECTBMM Ha
3anag («FHFIC 2 El»), — KyNbTypHble UCTOKM poMa-
Ha «[lyTelwecTBne Ha 3anas» MOXHO MUCCaesoBaThb
C TOUKM 3PEHNS XapaKTepa CoXeTa W AeNCTBYHO-
LWNX nL,

Bo-nepBbiX, ecnn roBOpUTH O xapakTepe
ClOXeTa, UCTOpUA NasoMHMYecTBa Ha 3anag npo-
Wwna AAmMTenbHbIM Npouecc 3Boatounmn. B «3anu-
CKax O 3amnajHblX cTpaHax [anoxu] Benvkon TaH»
(«XETIHIC») n «Buorpadmu Besvkoro CroaHb-
L3aHa anHactum TaH B xpame Bennkuin bnaroge-
Tenb « K E A Z B S = H k%> otpaxeHa peanbHas
NCTOPUSA, TaM PacckasblBaeTCsa O HACTOALLEM Tali-
HOM NyTeLlecTBMN MOHaxa B VIHauMto 3a Byaaminckm-
MW cyTpamu, koTopoe aamnocb 17 net. CroaHb-L3aH
npowén 6onee 50000 an (M — kMTaKckas egmHMLA
n3mepeHus pacctoaHus, pasHa 500 M.— Mpum. ped.).
B kHMrax onmncaHa obLienoanTmyeckas obcTaHoBKa
BO BCEX rOpOAax-rocyapcrBax v X permoHax K 3a-
nagy ot laoyaHa (kutalickoe cOBpeMeHHoe Ha3Ba-
Hne — TypdaH), Bkatoyas 110 ropogoB-rocysapcTs,
rae CroaHb-U3aH nobbiBan AMYHO, 1 28 roposoB-
rocysapcts, O KOTOPbIX eMy pacckasanu. B kHurax
onwucaHbl TeppuTopws, reorpadryeckoe NoaoXKeHUe,
COCTOSIHME CENbCKOTO XO35MCTBA, TOProBs, 0bbl-
yau, UCKYCCTBO, A3blKW, MUCbMEHHOCTb, AeHEeXHOoe

obpalleHue, peaurum u Ap. BCeX 3TUX roCyAapcTB.
YKazaHHble MaTepuanbl NPejOCTaBAAKT UCXOAHbIE
JaHHbIE AN PEKOHCTPYKLUN peasbHOro MapLupy-
Ta NyTEWeCTBUSA U 3aKNajblBatoT OCHOBY UCTOPUU
nyTewecTensa Ha 3anag.

VcTopus o nanomHunuectse CtoaHb-L3aHa (% 2E)
3a CBALWEHHbIMU MUCaHNAMMW, pacnpocTpaHéHHas
B AMHACTMM TaH, B OCHOBHOM OCTaBanacb JOKYMeH-
TanbHON. Bo BpemeHa CyHCKOM AnHACTUKW, HanpumMep,
B KHUre «Kak TaHckumii CroaHb-L3aH CoBepLUnA ny-
TelecTBMe 3a ByAANACKMMM KaHOHaMM» B KauecTBe
rNaBHOro repos yxe nossuaca npototun Llaps obe-
3bsiH CyHb Y-kyHa (FMEBSZ). TyT onucbiBaeTca UCTO-
pus o ToM, Kak BoswebHas Obe3bsiHa NnomoraeT TaH
CroaHb-L3aHy (& =) nonyumTh CBALLEHHOE Nuca-
Hue. MNoBecTBOBaHME MMEET OTHOCUTE/ILHO MPOCTON
CHOXKET, UTO OTANYAET ero oT Nctopmm o nomckax Cro-
aHb-L3aHOM CBALLEHHbIX CYTP, PacnpoCTpaHEHHOM
B 3noxy TaHckol anHactun. OUeBUAHO, YTO B 3MO-
Xy amHactum CyH B nctoputo «llytewectsma Ha 3a-
nag» ctann fo6aBnATb BbIMbILUAEHHbIE 3/1EMEHTHI,
W Tenepb B TEKCTE MNOABASIOTCA MPOTOTMMbLI 6GOroB
N YyA0BULL, 0BOPOTHUN U BEChI, pa3NUHble HEOOXN-
Tenn, ObesbsiHa 1 Hor rnybokmx neckos. 3TO 3a/10-
>KWN0 OCHOBY MOCAEAYHOLLNX METaMOPGHO3, U TOIbKO
BO BpeMeHa KUTanckom guHactum KOaHb, NpUMepHO
TPWUCTa NEeT CNYCTH, NOABAAETCA TEKCT NOJA Ha3BaHM-
em «[yTewecTBne Ha 3anas», cojep>kaHue KOTo-
pOro y>xe NpUMepHO COOTBETCTBOBAIO OCHOBHOM
CTPYKTYpe NOBECTBOBaHWSA, M3BECTHOIO B HacTosLLee
BpeMs, a UMeHHO: nyTellecTBMe TaHCKOro MOHaxa
(Tan C3H, TaHCKUI Mygapel), CyHb Y-KyHa v apy-
rmx B 3anagHbl pali 3a CBALWEHHbIMU NMUCAHUAMMU.

Mocneaytowme nagaHuna «lytewecTsma Ha 3a-
nag» 6611 B OCHOBHOM aJanTupoBaHbl AW pacLum-
peHbl Ha ocHoBe «[lyTelwecTBmA Ha 3anaa» BPeMEH
avHactum FOaHb. Ha npoTsxeHun 3Toi 3soaoLmm
penvrnosHasa okpacka «[lytewectsna Ha 3anag»
ocnabeBaeT, Ha NepBbI NAaH BbIXOAAT €ro Xyzo-
KeCTBEHHble AOCTOMHCTBA. MNpeBpalyascb U3 KOH-
dbeccroHanbHOro ByAANNCKOro TEKCTa B OCTOAHME
Hapoga, «[lyTelwecTBme Ha 3anaz» Tenepb YMTaeTca
BC/IYX HE TO/NbKO B Xpamax, HO U CBETCKMMMW CKasu-
TenamMmn B Apyrnx nybanyHeix Mmectax. BceHapoaHo
ntoburmasn nctopma 6bICTPO NpeBpaTuaach B Nony-
NAPHBIN pomaH o Horax 1 Yyg0BuULLAX.

Taknm 06pa3oM, MOXHO KOHCTaTUpPOBaTb, YTO
ncropua «yTtewectsuns Ha 3anaj» npoLuia AoArnn
3BOJIOLMOHHBIN NYTb OT peasibHOW UCTOPUN K Bbl-
Mblicay, Mudy 1 ckaske, oT onmcaHma Gmnsanyeckoro
MUpa K MeTapusmke 1 OT MPOCTOTbI K CIOXKHOCTW.

CocTaB rpynnbl NajOMHUKOB Tak>Ke MEeHSCS:
OT peasibHblIxX Ntogen go 6oros u byaa, ot TaH Cro-
aHb-U3aHa (X &) posb rnaBHOro repos nepexo-
anT K CyHb Y-kyHy (FIMEZR). KoamuecTBo yyacTHWKOB
nyTeLeCcTBNS MOCTENEHHO BO3POC/O A0 Kaaccmye-
CKOro COCTaBa M3 YeTbIpéx YenoBek. B kHurax «3a-
MUCKM O 3anafHblx cTpaHax [3noxu] Beavkon TaH»
«KEFIFHIT» n «bnorpadms Beamkoro CroaHb-L3a-
Ha AvHacTUM TaH B Xxpame Benvkuii 6rarogetens»
«KERERF KL %> 3a byaanickumm cyTpa-
MU MAET ToNbKo cam TaH CroaHb-u3aH (E X 8E) u co-
NPOBOXAAIOLL NI ero MOHax, a B KHUre «COOpHMK
cTnxoB [0 nyTewecTBun] TaHckoro CroaHb-L3aHa
3a BYAAMACKUMU cyTpaMu» («k B = AN Z 15 »)
MOSIBUINCH y>Ke TakuMe UyecHble MepCcoHaXxu, Kak
BoswwebHas ObesbsHa (fZF73E), necuaHblii (PeUHOW)
AeMOH (b #8) v apyrve.

B toaHbckon gpame «[MyTewecTBre Ha 3anag»
(«THIC 24 El>») AHa UsnHb-caHa (5 1X), koTopas
COCTOWT M3 LIECTU KHUT U ABajLlaTV YeTblpéx rnas,
OKOHYaTe/IbHO CKAaAbIBAETCs COCTaB rpynmnbl My-
TellecTBEHHUKOB 13 YETbIPEX YeNOBeK, YeI0BEKO-
XMBOTHbIX U 0AHOTO KOHA. 3T0 TaH CroaHb-L3aH
(&), CyHb Y-kyH (apyroe nmsa — CyHb CUHUX?3)
(FNE=S), Yxy ba-uze (¥&/\7%), Wa Yusun (70 F1E),
Benbii KOHb-gpakoH (B 5). TyT onucaHbl He TO/b-
KO MMEHA N NPOUNCXOXAEHNE NepPCoHaXXen, HO 1 NX
OTHOLLEHUS APYr C ApYroM — TaK e, Kak B «[lyTe-
LecTBUN Ha 3anaj» B K1aCcCMYeCKOM BapuaHTe. 370
CBUZETE/IbCTBYET O TOM, UTO XapakTep, KOJANYECTBO
MepCoOHaXKen 1 TUM UX OTHOLLEHUI B K1aCCUYECKOM
poMaHe «[lyTewecTBune Ha 3anag» cknagblBaancb BO
BpeMeHa anHactuii KOaHb 1 MuH*4. Ha 3toi ocHoBe
aBTOp Y Y3HB-3Hb CO34an MHOrorpaHHble o6pasbl
nepcoHaxker 1 boraTyro TUMNAXXHOCTb NPU MOMO-
LM Pa3NUHBIX CHOXKETOB, UCMOJIb3YEMbIX B OTAE/b-
HbIX rnaBax poMaHa. TyT 3aeCTBOBAHO MHOXECTBO
acCreKkTOB 3EMHOM XMW3HW, a TakxKe UHOM MUp, je-
MOHbI, 60orn n byaabl, C NOMoLbO MeTadopuye-
CKUX UCTOPUIA 0 Borax 1 eMOoHax NoKasaHa >XM3Hb
yesoBeyeckoro obuiectsa Toro BpemeHn. Obpa-
3bl IEMOHOB, XMBYLLMX B ropax, Kak 6e3aeabHNKY,
W rpabawmx 406pOoNoPSAA0UHBIX XXEHLLUWH, ABAAOTCS
OTpaXKEHMEM peasbHOM XM3HWN PazboNHUKOB, NpK-
TeCHALWMX Atogen. N3 uneHa npaBsLLero kaacca,
CMMBOAM3MpPYyeMoro Hebecamu, NpuHLecca Xenes-
Hbl1 Beep NpeBpaTuiach B JEMOHaA Ha 3eMJe, Npo-
TUBOCTOSILLETO 1aBHOMY NnepcoHaxy CyHb Y-KyHy,
nT.A.

4. Yxy XyHnb6o. HayuHas uctopwus vetbipéxcotnetus «[lytelue-
cTBMA Ha 3anagy». Uut. nzg. C. 208.
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CyHb Y-kyH (FMEZ) B nbece — 370 xpabpbiii
M YMHBIN repoi, KOTOPbIN AOCTaTOYHO CMeJ], YTO-
6bl BOPOTHCA C CMAaMM 3713, @ XapakTep nepcoHaxa
TaH CroaHb-U3aHa (=) BepeH xapaktepy 1UcTo-
puyeckoro npotoTtuna. lNepes Hamu reponyeckoe,
TpuyMdanbHoe LWeCTBME, KOTOPOE AEMOHCTPUPY-
€T ero CMenblf fyx 1 HeyCTpalnMyro HaTypy, OH
npeogoneBaeT TPYAHOCTN M OMACHOCTM Ha CBOEM
nyTW, YTOObl J06bLITE MNCAHNS N3 YYXKUX 3EMEb,
a B ABajLaTb TPETbEN rnaBe BO3BPALLAETCA Ha PoOs-
HYHO 3eM/It0 CO BCEMW HeCcCMepTHbIMU, MPOBOXXaB-
WrMK ero. 3To noxeana TaH CtoaHb-L3aHy (B =)
3a €ro My>ecTBO M CAMOOTBEPXKEHHOCTb B CTPEM-
NeHuu K ngeanam. Bosgaeasa emy xBany Kak repoto,
NpUHOCALLEMY NOb3y HapoAy, B ABajLaTb Tpe-
TbeW rnaBe Nbecbl aBTOP rOBOPUT cloBaMu H0ros
n byaa: «Ha 3anage moHaxoB B Kutae nocblnaroT
caMun MoHaxu, a Ha FOre — 6oaxuncatTtebl B KOXXHO-
Kutalickom mope. XoTsi 3TO TSXeN0, HO 3TO MOXET
ANTbCA BEYHO». ITO 3HAUUT, YTO €CAN Bbl XOTUTE
4yero-To A406bWTbCA, TO ANA AOCTUXKEHMA ycrnexa He-
06X0AUMO MMETb CU/IbHYHO BEPY, YNOPHO TPYAUTLCS
N BbITb HacToMuMBbIM. Li3au3ton-gpama «Mytewwe-
CTBME Ha 3anaj» — BaXHOe 3BEHO B Pa3BUTUM UC-
cnesyemMoro Hamu GeHOMEHa, 3aN10XKMBLLIEE NPOYHbIN
dyHAaMeHT ana poMaHa «[lyTewecTBme Ha 3anagy».
leponueckoe nsobpaxeHune CyHb Y-kyHa (FMEZ
B Mbece ABAAETCA, NOXanyi, caMbiM 60/bLIMM BKa-
fom Lisaustori-apamsl.

Ho nmeHHO Y YsHb-3Hb (R7KE) cosgan ko-
JIOPUTHYHO XapaKTepUCTUKY FNaBHOro nepcoHaxa
N MONHOKPOBHble 06pa3bl APYrnx repoes Ha oc-
HOBE pa3/InYHbIX Bepcuii TekcTa. OH APKO OMMUChbI-
BaeT 06e3bsiHbI0 Npupoay CyHb Y-KyHa, B KOTOPOM
napagokcaibHbIM 06pa3oM Mpu 3TOM CoYeTaroTCAa
6o>xecTBEHHasn 1 YenoBeyeckas Npuposa, coobua-
€T UCTOPUIO Ero Xm3Hu, AobaBaseT KnacCuueckunii
pacckas «[lepenonox B HebecHbIx YepTorax», Nosa-
UYEPKMBAET OCTPOYMME, MATEXHbIV XapakTep v Be-
nunkyro cuny Llaps ob6esbsiH, ycuameaet gpamaTmam,
MNUGDONOTNYECKUIA N FTepONYECKMI TUM NEPCOHAXA,
yCTpaHAeT HeraTUBHbIE AeTanun MpeaLecTBYOLMX
BonJoweHui Llaps obe3bsaH. 310 Aenaet obpas 6o-
Nnee 06bEMHbBIM U rpadUuUHbBIM, YTO NOAYEpPKMBaET
ero 6eccTpallHbIf fyX B KaXAOM OXEeCTOUYEHHOM
NoeANHKe C PasINYHbIMU JeMOHaMM 1 Yya0BULLa-
MW 1 B MOAHOM Mepe MoKa3blBaeT ero MeTamop-
do3y ot 0be3bsAHbl f0 Byaabl®. B dopmMmpoBaHmm
o6paza CyHb Y-KyHa aBTOp He TOJbKO MCMO/b3yeT

5. TyT Henb3s He 3aMeTUTb, UTO B KMUTalCKOM donbkaope cy-
LLLeCTBYeT HeCKOJIbKO PasAnYHbIX TUMOB 06e3bAHOOAEN.
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3/1eMeHTbl fereHabl 0 6oXecTBEHHbIX 0b6e3bsiHaX,
CO3/aHHble NpejLlecTBEHHNKAMN, HO N COCpeao-
TOUMACA Ha M306paxeHUn naeanos MUGUUECKUX
repoes, KOTOpble MOTyT 6bITb peann3oBaHbl TONb-
KO B pe3yJsibTaTe HeMnpepbIBHOM TAXENON paboThbl
N npeogoneHns becuncneHHbix begctenii. Mox-
HO CKa3aTb, UTO 3TO KJaccuka, coveTaroLlas Mucre-
puto, Mud 1 baHTacTUKy, ABAAKOLWAACA YCNEeLWHbIM
NpUMePOM TBOPYECKOro nucbMa. To e camoe OT-
HOCUTCA M K n306paxeHmam TaH CaHa (EE), Uxy
Ba-usze (J&/\#), Wa Y-usmHa (7bF1iE) v ap., Bce
OHM MOKa3aHbl B NpoLLecce BO3pacTaHUs OT Yeno-
BEKa WM AeMOHa A0 b6yAabl.

B eBponeickom BocnpuaTm «[lyTellecTBme Ha
3anag» Y YsHb-3HA onpegensercs Kak NayToBCKOM
pOMaH, 3a KOTOpPbIM CTOUT Byaauiickas anneropus.
OpzHako 31a edUHULNSA KMTACKOTO KNacCMUYeCcKoro
NTepaTypHOro NPoM3BeAEHNs B YACTO EBPOMENCKNX
3CTETUYECKMX KaTEropusaxX He BbIFSANT YA0BAETBO-
pWTENbHOM, MOKa He NMoKasaHo, Kak CBA3aHbl BOEA-
HO OuYeHb pa3Hble YPOBHW MHOFOCNOMNHOIO TeKCTa.

[ny6oKyro TpakTOBKY pOMaHa, OCHOBaHHYH Ha
WHTeprpeTaumax KUTaCKnx Mblcantenel n baects-
LeM JIMYHOM 3HAHUWN KUTANCKOW KyNbTypbl, AaéT
poccuiicknii cuHonor B. B. ManaBuH B kHure «Cy-
Mepku [1lao». OH yKa3sbIiBaeT, UTO B KUTANCKOM MEH-
TasuTeTe YyBCTBEHHOCTb W PasyM He pa3aensmchb
Kak NPOTMBOMONOXHOCTH, UTO CBOWCTBEHHO UMEHHO
€BPOMNeNCcKon Tpagnmumnmn, Ho NOHNMaNNCh LLENOKYM-
HO, B eanHcTBe. /1 Y YaHb-3Hb NULIET CBOM pomaH
B 3MOXy, KOra He TO/bKO 3TO TPaguLMOHHOE ANd
KUTanueB nNpeAcTaBieHne CywecTByeT u obopmMm-
JI0Cb, HO KOTAia UMeHHO KpaliHue GopMbl TOTO 1 Apy-
roro — 4yBCTBa, NepPeXnBaHNs, C O4HON CTOPOHDI,
N pasyma, Ayxa, C 4pPYron — OKa3aincCb CBA3aHbl
BOEANHO — OTCIOAa CTONb BbICOKO OLeHMBaeMoe
ycuneHve gpamMatmMama, Hakana sMouuii B poMa-
He Y YsHb-3HA. «BoobLye roBops, naes eguHeHns
UyBCTBa M CO3HaHWA Oblla BKOPEHEHa KUTaCKOM
TPaAnLUK, BCErAa CKNOHHOM OTOXAECTBAATL YM
C YyBCTBUTENbHOCTbIO,— nuweT B. B. ManasnH.—
OpHako Te3nc 0 CoBMaseHUM MMEHHO KpanHOCTeN
TOro M APYroro paaunkaibHO U3MEHsN BECb CTPOM
KYAbTYPHbIX LeHHOCcTen. OH coobLLan BCeM NOHATU-
AM 06paTHbIN CMbIC/, BbIABUTaN Ha NepesHUA NaaH
aHOMauo U rPoTeck W, BAOXHOBAAACH MPOHUER,
anennpoBan He CTOJIbKO K 3HaHMIO, CKOJIbKO K BO-
obpaxeHunto. TONbKO B paMKax HOBOM Ky/IbTYPHOM
napagurMbl CTalo BO3MOXHbIM NOsABAEHME Takoro
LeseBpa HOBOW Mpo3bl, Kak daHTacTuyeckas anones
“MyTewecTtBue Ha 3anag” (nepBoe M3gaHne poMaHa

nossuaock B 1592 rogy)»©. MyTellecTBme BOCNPUHN-
Manocb MeTadopmYeckn Kak JyXOBHOE COBepLLEH-
CTBOBaHWeE CO BCEMW €ro B3/NETaMU 1 NafeHNAMW.
«Komunyecknii TOH 1 rpoTeckHas 06pa3HOCTb poma-
Ha NpW3BaHbl HANOMWHATbL O 3aBeOMOW Hepeab-
HOCTW NpouncxoasLlero, Mo “cokposulle cepaua”
Hen3bACHNUMO» . CyHb Y-KyH, Byay4n cnOCOBHbIM
NpWHMMaTb 1060 06MK U MPOXMBATL BCE BO3-
MOXHbIE XM3HU, «KakK bbl bpeasawmn Bce Mnpo-
BOW UCTOpWeW, NpeAcTaBasfn 6bl CO6OW, BO3MOXHO,
YyUCTENLLNIA Obpa3eL, LWM30PPEHNYECKOrO CyObeKTa,
ecan 6bl He HaMOMWHaN KUTAaUCKMM unTaTensam o6
NX BEPXOBHOM CyLLLeCTBE — LLapCTBEHHOM JpakOHe,
CNOCO6HOM HeCKOHEUHO M3MEHATb CBOW 06/1MK» 8.

XK13Hb rnaBHOro NepcoHaxa, ja v BCex ero cnyT-
HWKOB,— CTPaHCTBUE, HO «3TO CTPaHCTBUE MpoTe-
KaeT BHYTPU NYCTOTHOM “eanHoTenecHoctn [ao”,
rae OTAe/bHble XXM3HW CYyTb TONbKO akTyanu3aunm
TEX WWN MHbIX KauyecTB ero "AyxoBHon ¢pusnono-
rMn”. 3T NOYTU XaOTMUHbIE NPenoMaeHUs, NpPo-
6aeckn “cepLia BCex NpeBpaLleHnin’, copnagarot
C TMNOBbIMW GOpPMaMm TPaAMLMK, KOTOPble 0603Ha-
YaroT Npegen NHANBUAYaNbHOTO CyLLeCTBOBaHNA, —
yKa3blBaeT yUYEHbIN,— HO CaMW CKIaAblBatOTCA U3
Ha/I0XKEHMS1 MHOXeCTBa CWJ, U MOTOMY HecybcTaH-
LMOHaNbHbI, BMOJHE NyCcTOTHbI. [1pu cBeTe “"kKputun-
YEeCKON MbIC/IN" OHWN TEPSIOT BUAUMOCTb LIeNbHOCTY,
pacnagatotcs Ha 060cob6eHHblIE pparMeHThbl, UTo,
cobCTBEHHO, 1 06YCNOBMBAET KOMUYECKYH TOHab-
HOCTb POMaHa: NomMbITKM NOHATb NOXoXAeHns CyHb
YKyHa Kak pa3 v BbI3blBatOT CMeX. 34eCb BCAKas LieH-
HOCTb CaMa OTMeHSIEeT cebs, Kaxablli 0b6pa3 LOMXKeH
cebs ycTpaHuTb» ®. Bcé nyTtelectBume aABaseT cobomn
npoekumto «HebecHoro cepgua» Ha Gu3nyeckyro
peanbHOCTb, BEAb BCe Bellu 0ObHapy>XnBatoT CBOE
CyLLecTBOBaHWe COBCTBEHHOM TeHbtO. TyT BCE cay-
YaeTcs «BAPYIr», «<BHE3AMHO», <M Kaxjas Bellb YA0-
CTOBEPSETC YEM-TO “Apyrum”» 10,

Takoe «nageHve» Ayxa B KOHKPETHOE 3MMupu-
Yeckoe CyLLeCcTBOBaHWe NTepaTypHOro nepcoHaxa
TOJ/IbKO B FJla3ax eBponenLes, MbICIALWMX B COOT-
BETCTBMM C COBCTBEHHOW, EBPOMNENCKON, TPaAULM-

6.  MansasuHB. B. Cymepku [lao. Kynbtypa Kntas Ha nopore Ho-
Boro BpemeHu.— M.: VML, «[n3aiiH. Hdopmaums. KapTo-
rpadusa»: OO0 «M3patenbctBo Actpenb»: OO0 «M3aatens-
ctBo ACT», 2003. 436 c.: un. [n1eKkTpoHHbIN pecypc]. Pe-
XuMm goctyna: https://sredotochie.ru/wp-content/uploads/
sumerki-dao-2003-scan.pdf (gata ob6palyeHns 22.02.2023).
C. 147.

Tam xe.
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Tam xe. C. 148.

0. Tam xe.
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el, BbIrnsaamT nageHvem. C TOUKM 3peHmns KUTanLes,
mMaTepuanmnsauma gyxa Kak pas yAoCTOBEPSAET ero
NOAJIMHHOCTb, MO0 «B KUTANCKOWN TpaaMumnm bbiTme
Ayxa He ymansetcs, a, HanpoTuB, YA0CTOBEpPsETCs
aKTOM €ro HUCXOXAEHMUs B MaTepuasbHbI Mup» .
TyT npou3oLwno, No MHeHo ManaBrHa, BXOXAEHWe
YaHb-byAANACKOrO 3NEMEHTA B KUTANCKYHO Tpaau-
uuto. MpukaroyeHns BoWEeOHOM 06e3bsHbI OLHO-
BPEMEHHO HaTypPasMCTUUHbI U MAKO30PHBbI, @ 3HAUWT,
KOMWUHbI, OHM NOMNajaroT Kak Hbl B 3a30p 6bITUS,
B «MeXAY-ObITHOCTb», B «CO-ObITUAHOCTL BELLEN»
(bopmynmposkm B. B. ManaBumHa), 1 HEBEPOATHOCTb
OKa3bIBAETCA KPUTEPUEM NMOAJMHHOCTA, @ HEMbIC-
Nmble npukatoyeHms CyHb Y-KyHa obopaymBaroTcs
BbICLUMM Tpe3BeHneM yma. ObHapyKeHne NCTUHBI
B MANHO3MAX U MeTaMOopdO3ax — OUeHb KUTaNCKU
XOA MbILUNEHWA W, KaK NEerko 3aMeTUTb, OH e OKa-
3bIBa€TCA MOCTMOAEPHUCTCKUM.

[anee ytBep>XAaeTcs MHEHME O TOM, UTO POMaH
0 CyHb Y-KyHe «BblpaxaeT naeto “oBnajeHunsa pac-
nyLeHHbIM cepauem”. 6o, “koraa cepaue pacny-
LLEHHO, YenoBek cTaHOBUTCA Mapoli, a koraa cepaLe
Aep>KaT B y34e, YesioBeK CTaHoBUTCA byaaon”» 2,

AH/MaLMOHHbIE pecypcbl poMaHa

Mocne TOro kak BCKpbIThbl hakTopbl, 0becneun-
BatoLMe eAnHCTBO MHOTOYPOBHErO TEKCTa POMaHa,
Kak 370 cgenaHo y B. B. MansasuHa, ctaHoBUTCA NO-
HATHO, UTO MOAXOAUTb K POMaHy C MPUMUTUBHBIM
COLMOIOTM3MOM Henb3s, HecnpaBesavBO N BUAETb
B HEM JILLUb OBbIYHYHO AETCKYHO CKasky. M ToabKo TyT
NPOSICHAITCS BO3MOXHOCTM, 3a/10KEHHbIE B 3TOM
Npou3BeAEeHNM, 415 aHMMaLMOHHONM ajanTauunm
B NpUHLUMNE N LMPPOBON aHUMaLMKN Henocpes-
CTBEHHO. Ha30BE&M MX aHUMaLMOHHbBIMK pecypca-
MW poMaHa.

PomaH npegoctaBaseT HacTobko boraTbii MaTe-
puan B OTHOLIEHWN GOPMbI, UTO AJs SKPaHU3aLUK
TYT MOXeT 6bITb Ha MOJIHOM OCHOBaHUK M3bpaH Nouy-
TV Nto6ON XaHp 1 BUA. XOTS OTAENbHbIE UCTOPUN,
BOLUeALUNE B POMaH, COUMHSINCL COrIacHO onpe-
AENEHHOMY ITepaTypPHOMY KaHOHY, Mpwu BOCMpW-
ATUN TEKCTa TPaANLMOHHbIN YnTaTeNb 1 CayLlaTenb
He YCTaéT, MOCKOJ/IbKY 3TU AeCATKU UCTOPUIA OTAU-
YatoTCA APYr OT Apyra MO COAEepP>XXaHUIo N CTUAN-
CTUKE N3NOXEHUS.

PomaH Takxe nsobuneH tematndecku. [lenicreme
NPOUCXOANT B TPEX MMpPaXx, OT pas A0 aja, B XUXW-
Hax, MOHaCTbIpPAX, Ha goporax v Bo ABopuax. MNpuH-
LMNMaNnbHO BaXXHO, YTO NPU BCEM MHOroobpasunm

11. Tam xe.
12. Tam xe. C. 150.
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NCTOPUIN, BKIHOUYEHHbIX B POMaH, KaX/Ablil CIOXeT
noBTOpsAeT obLme NPUHLMNLI: UCNbITaHWe, 406po
310, 6opbba, NoMoLLb, cnaceHue n T.4. TyT cTOUT
OTMETUTb, YTO CTPYKTYPHO M MO POASM NepCoHaxen
«lyTewecrene Ha 3anaa» XOpoOLO NoAAaETCA aHa-
N3y C MOMOLLbHO KaTeropuin KOHLEeNLUmMmM COBETCKOro
donbknopucta, npegTeun cemmotumkm B. fl. Mponna
(1895-1970), n3n0>xeHHOM M B MOHOrpaduax «Mop-
donormna ckaskm» (1928) n «ctoprueckme KOpHM
BONLLEOHOM cka3km» (1946) 3, a nctopmsa pomaHa
BMoJiHe noaTtBepXaaeT naeu Nponna 06 obpsgo-
BOM MPOUCXOXAEHNN CKA30K, BOCXOAALLNX K TeK-
CTam 06paA0B MHULMALUK, XOTS B HalLEM Cy4vae
WNCTOYHMKOM pPOMaHa M3Ha4vasbHO MOCayXuna pe-
anbHas UCTopwusA, Noc/ie KOTOPOK NepBOHaYaabHO
rNaBHbIA NepcoHax, TaHCKMI MOHax, 3aXnn Kak 6bl
ABOVHOW XWU3HbO: PUTYaNbHOMN B BYAAMIACKNX Xpa-
Max U GONbKJIOPHOW B CKa30UYHOM 3Moce.

PomaH Bk/touaeT B cebs TeMbl 0bLeyenoBe-
YECKOro CoAep>KaHus, N ANA aHMMaTopa OCTaéT-
Csl TONIbKO BOMPOC, BocTpeboBaHa An Ta Uan MHas
TeMa poMaHa ero HblHelWHUM 3puTtenem. B To xe
Bpems poMaH Y YaHb-3HA aBasetca rnyboko Ha-
LUMOHaNbHbIM NPOU3BELEHNEM, COAEPXKMUT KOAbI KN-
TalCKOro HauMOHaNbHOIrO MeHTaNNTETa, KOTOPbIN,
Kak CerofiHa BbISCHUAOCh 1 Kak 6bl10 NpeackasaHo
M. Maknto3HOM, oka3ascs ropasgo 6osee co3ByudeH
BbI30BaM COBPEMEHHOTO MHPOPMALIMOHHOrO 0bLLe-
CTBa, YEM EBPOMENCKUI NN CeBEPOAMEPUKAHCKMIA.
EcTb MHOrO KMTaCKMX aHUMaLMOHHbIX paboT, agan-
Taumi «lyTewecTBus Ha 3anag», oT «[puHLecchl
XenesHbin Beep» (1941) po «Bo3spaleHne Benun-
koro myapeua» (2015).

3a nocneaHue 80 net B Kutae 66110 co3gaHo
15 penpeseHTaTMBHbIX aHMMaLMOHHbIX NpPOn3Be-
AEHWN, OCHOBaHHbIX Ha «[lyTewecTBMM Ha 3anag»
(aBTOp M3bpan Ans aHaAn3a UMEHHO UX, HO BCEro
3a YKa3aHHbIN NepUOZ Takux aHUMaLLMI BbI1O CHATO
ropaszo 6osbLue). I pomaH feicTBUTENBHO Npeso-
CTaBAsIET HeMcUyepnaemble BO3MOXHOCTM A5 TBOP-
yeckoro BoobpaxeHus. Mup daHTa3ni 6onee Bcero
NOAXOAMUT ANA aHMMaLMK. PoMaH cofep>XMUT MHO-
XecTBO GOTOrEeHUYHBbIX, UKW, €CU TaK MOXHO Bbl-
Pa3nTbCs, aHMMAaTOreHNYHbIX MEPCOHAXEN U CLLEH.
®aHTacTMUeckMn MMp poMaHa u ero Mndonorun-
yeckre MOTUBbI, YCIOBHbIE MO CBOEMY XapaKTepy,
TO/IbKO YABaunBatoT CBOKD YC/JIOBHOCTb NpW Nepese-

13. MponnB.f.Mopdonorua ckasku. Jl.. Academia, 1928
[3nekTpoHHbIN pecypcl. Pexxum poctyna: http://feb-web.
ru/feb/skazki/critics/pms/pms-001-.htm (gata obpawyeHus
27.02.2023); Mponn B. . icTopryeckne KopHW BoALwebHOWM
ckasku. M.: Jlabupwmnr, 2000.
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AEHUN Ha A3blK aHMMaL MKW, YTO COOTBETCTBYET Ha-
onroaeHmam HO. M. JToTMaHa OTHOCUTENIbBHO KNHO,
HaTypasMCTUUYHOrO UCKYCCTBa MO CBOEW NpUpoae,
KOTOpoe Kak Obl yaBanBaeT HaTypaibHOCTb OKpPY-
>KaroLLero Mmpa, u aHMMauun, Kotopas yisanBaeTt
YC/NIOBHOCTb YC/IOBHOIO AMTepaTypHOro mupa (a B
OCHOBE MYJbTUMJINKALMOHHOTO duabMa Tak Uau
NHaye NIeXXUT C10BO, X0TA Hbl B opMe cLeHapus) 1.

MopuepkHéM 0c0BO: MUP aHMMaLMM CNOCOBEH
BM3YyanM3npoBaTh Te BaxKHelwne obaactu yenose-
YecKkol JeATeNbHOCTM, KOTOPbIE MO CBOEN NPUpo-
4e HeBU3yanbHbl. M B camom gene: kak n3obpasuntb
CYLLHOCTb TPyZAa YYEHOro, eCc/n BHELWHe 3TO Bbl-
FAAANT Tak — OH cMAuT 1 nuweT? Kak n3obpasuntb
BHYTPEHHUIN MUP KOMMO3UTOPa, €CIN BO BHELLHUX
dbopmax 3Ta AeATENbHOCTb TakXXe He MMeeT OTHO-
LeHMA K Bblpa>KeHWO ero co6CTBEHHO AyLLIEBHOro
MUpa, a NPOCTO — OH CUAWT U 3annCbiBAET HOTbI?
MNoka HMKOMY B KMHO He yAanocb BOMAOTUTb GU-
nocoduto, CUMBOANYECKUI MUP 06Pa30B TOFO, YTO
HEBO3MOXHO YBWAETb rna3aMu, NO3HaTb HaOLLyMb
AN 0BOHsAHMEM 1 Np. A MeX TeM YesIoBEK OTMNYa-
€TCA OT XXMBOTHbIX KaK pa3 TeM, YTO OH — XXNBOTHOE
CUMBOJIMYECKOE, KaK NoKa3an HeMeukunii dpunocod
3. Kaccupep (1874-1945), 1. e. cMMBOAM3UPYIOLLIEE.
M MHOropasnnyHble yTonum — 370 UMEHHO CUM-
BOJIMYECKME MUPbI, KOTOPble TPYAHO MAM NPOCTO
HEBO3MOXHO ybeaAnTeNbHO NoKa3aTh CpeACcTBaMMU
KWHO, NO onpeseNeHnto HaTypasncTMYHOro v Aena-
toLLlero oTobpaxkaemMyto 06beKTUBHYHO peasbHOCTb
TONbKO eLé 6osiee HaTypaibHON. A BOT aHUMaL MK,
B TOM 4YMCae MYJbTUNIVKALMOHHBIM GuabMaM Mno
MoTuBaM poMaHa «[lyTeliecTBue Ha 3anag», B cuay
ABOVHOW YCNOBHOCTM 3TO yaaéTtcs. U 370 yxe aaxe
He roBopsi O TOM, YTO CO34aHMNe TakMx aHUMaL M
06Xx0ANTCA HEM3MEPMMO JelleBiae 1 npolye (Npo-
61eMbl 1 TPYAHOCTU TaM ByAyT UHbIE): HE HYXHO
BbI6MpaTh M Npeobpa3oBbiBaTb HaTypPy, HE HY>XXeH
aAKTEPCKMIA KaCTUHF N pexunccépckas paboTa ¢ uc-
NoAHUTENsMU U T. 4. 3D-aHUMaL s pa3BuBaeTCs BCE
aKTVBHee, 1 C e€ MOMOLLbH MOXHO CO34aBaTb pea-
JINCTUYHbIE CLLEHbI HEPEAANCTUYHOIO MMPa, T.€. Kak
pa3 genatb aHMMaUuto BCé bonee ybeanTenbHOMN.
Hepnapom Tenepb €€ cBA3bIBArOT C MOCTMOAEPHOM
N BCE yawe — ¢ umeHeM dpaHLy3ckoro ¢uaoco-
¢a, kynbTyponora n ¢potorpacda XaHa bogpuiiapa
(1929-2007), KoTOpbIN BBEN MOHATUE TUMNEppeasb-
HOCTW, B HEN YeIOBeK He pa3inyaeT peasbHOCTb

14. JlotmaH FO. M. O A3blke MyAbTUMIMKALNOHHBIX GUAbMOB //
CemuoTurKa KynbTypbl. TpyAbl NO 3HaKOBbIM cucTemam X.—
Tapty, 1978. C. 141-142.

1 BbIMbILL/IEHHOE; OCHOBOW rMNeppeasbHOCTH AB-
NATCA CUMYNAKPbl — GEHOMEHbI-KONWUK, ANA KO-
TOPbIX HET OPUrMHaNa UAN OPUTMHaA HEN3BECTEH.
Boapuiisap nokasan, UTo C BHEAPEHWUEM 31eKTPOH-
HbIX CPeACTB MacCOBOW KOMMYHMKaLMN MUpP CTan
MUPOM CUMYAKPOB, N OTHECEHWNE aHMaLIMW UMEH-
HO K 3TOMYy HOBOMY MMWpPY B TeKCTax ucciegosare-
Nen yxe ctano obwmum Mmectom >,

Kak y>xe oTmeyanoch, pomaH «[lyTewectsne Ha
3anag» npeacTaBaseT cobor MHOTOCAONHBIN, MHO-
rOypOBHEBbIV TEKCT, BUAETb B HEM TOJIbKO CKa3Ky
nanm Mnd HeAOCTaTOUHO, XOTA MOBEPXHOCTHbIN Mac-
COBbI 3pUTE/b MOXET U He BbIBAATb BepbHab-
HO 6onee rnybokme C0W, UTO He 3HAUNT, YTO OHMU
Ha Hero He BO34eMCTBYHOT, «CHMTbIBasA» AMLLb NPO-
CTEMLUMIA NOBEPXHOCTHBIN oM. CKaXKeM OTAeNbHO,
4YTO poMaH — 370 punocodckoe NpomnsseseHne no
KpalriHeh Mepe B ByX OTHOLLEHMAX NPU OrOBOPKE,
yto dunocodun B 3aNaHOM NOHUMAHUU — BPO-
Je kateropmanbHbix cuctem KaHta nam lerena —
B Kutae Het, ecTb 70, 4TO CKOpee HaAo Ha3blBaTb
MYZAPOCTbIO Y UTO KOPPECMOHAMPYET C HaLNOHab-
HbIM KMTaNCKMM MEHTaINTETOM.

Bo-nepBblx, camMoO AelCcTBME B pa3HbIX CloXe-
Tax poMaHa nokasblBaeT nyTb K ngeany. PomaH
coctout 13 100 rna., B KOTOPbIX AEMOHCTPUPY-
eTcs coppeannctnyeckas bopoba 3a peanbHble
nzgeansbl, T.€. CaMble HacTosALLMeE, CaMble AeCTBEH-
Hble MeTOoAbl 60pbbbI, UTO, Kak MOKa3bIBaOT KM-
Tanckue uccnegosatenu un B. B. ManasuH, sBadetca
napazfoKcajbHbIM XOA0M, COCTaBAAIOLLNM OCHOBY
KWTaliCKoro mblwneHns. OgHako noanTuyeckoe
npoYTeHME TYT He TOAMUTCA, Pedb UAET O BbICLUUX
yesloBeYECKUX LLeHHOCTAX, KOTopble A406bIBatOTCA
Wb YNOPHBLIM NPEOAONEHNEM BCEX TPYAHOCTEN
N HeyCTaHHbIM TPyAOM. Tak, HanpuMep, rnaBHbIN
repon 13 BonwebHOW 0be3bAHbI MpeBpaLLaeTcs
B OyAay, U 3TO, COBCTBEHHO, — FNABHbIN CHOXET PO-
MaHa. Hactoawmii Tekct — 370 dhaHTacTUUYeCckmi
TekcT. Ecan paHTasnimHoOCTb He AoCTUraeT B HEM
BbICLLEW TOUKM, 3TO He TeKCT GpaHTacTMyeckoro npo-
n3segeHus. Komy BegomMbl camble daHTacTMyeckme
pacckasbl, TOMY BEAOMbl CaMble peasibHble GaKTbl.
Cawmble dpaHTacTUUECKME AeAaHNA ABAAIOTCA CaMbl-
MW AencTBuTenbHbiMn. Tak nucan KaHb KOWAnH
B NPenCNoBUM K poMaHy «[lyTellecTsme Ha 3anag»

15. Cwm., Hanp.: Athes H.Baudrillard, Sepultura and Steve Cutts’
Animation. Dystopian Common Ground // Hermeneia:
Journal of Hermeneutics, Art Theory & Criticism. 2019.
N. 22. P. 173-180. URL: http://hermeneia.ro/wp-content/
uploads/2019/05/14_Athes.pdf (gata obpaweHus
24.02.2023).

(I T%)'°. Boicokas runepbona, BoiMbicen, dpaH-
Ta3nsa — opyans npeobpazoBaHus mmdoaornye-
CKUX U PeNNTMO3HbIX MOTUBOB B puiocodckme.
B nctopum kntaickon aMTepatypbl MHOTME poma-
Hbl CO34aHbl B XXaHpe GaHTaCTUKK, HO UX BEPLUM-
Ha — «[lyTewecTtBne Ha 3anag».

«[lyTewecTBMe Ha 3anaa» ONUCbIBAET POXAEHWE
Llaps ob6e3bsH C MepBOi NO BOCbMYHO I1aBbl; F1a-
Bbl C leBATON MO BEHaAL ATy OMWCbIBAOT NMpU-
UMHbI NOTPEBHOCTU foCTaTb Byaannckme CyTpbl
N poXAeHWe TaHCKOro MOHaxa; rnaBbl C TpUHagLa-
TOW MO AEBAHOCTO AEBATYO MOCBSLLEHbI MPOLLec-
Cy NOyYEeHUs CBALLEHHbIX TEKCTOB; CTO COPOK pa3
pacckasblBaeTcs O TOM, Kak MoJy4mTb UCTUHHYHO Cy-
TPY, ¥ O NpeBpaLLeHnn B Byaay. 3Tv UCTOPUM UMe-
toT dunocodckoe cogepxaHune. Hanpmumep, CyHb
Y-KYH C pOXAeHMsa NpakTUKOBaa Ja0OCM3M — paam
JOCTUXEeHUs BeccmepTus. MNocsie TOro oH Hagenan
MHoOro 6ez B Heb6eCHOM ABOpLLE, HO B KOHLLE KOH-
LoB 6bl1 3aTOYEH camuM byaaoi noa Mopon Matu
JnemMeHTOB. OTO MeTadopa, peyb UAET O TOM, YTO
Mbl JOJXKHbI BOPOTLCA C HECMPaBEANMBOCTbIO, HO
HayuMBLUMCb HAcTOALWMM MeTogam. TyT TakxKe Noa-
pa3yMeBaeTCs, UTO eCTb rOpbl BHE FOP U eCTb JIF0AM
BHe ntogel. HeT abcontoTHOM cBOBOAbI B XXM3HM,
HO HeT M NpPaBWJ, TOAHbIX Ha BCE CayYan XMN3HW.
CyHb Y-kyH obpalLéH B Byaan3M 1 3aMUTUA MO-
Haxa TaH (JE1&) oT HeB3roj, uTo6bl TOT MOT UCKaTb
CBSILLEHHble cyTpbl. B pe3yabTaTte cBOUX ycnew-
HbIX A€AHWA OH Nosy4un 3BaHune MNobesoHOCHOrO
Byaabl (S BE(H). Tonbko HEYCTaHHBIMU YCUAUS-
MU 1 YNOPHbIM TPYAOM AOAM MOTYT AOCTUYb CYa-
ctbs. «[lyTewecTBme Ha 3anag» NPOCTO OMUCLIBAET
NCTOPUIO TaHCKOTO MOHaxa, KOTOpPbIN OTNpaBuI-
cs B VIHAWIO 3@ peIMTMO3HBbIMU TEKCTAMK, OAHAKO
BECb MPOL,ECC COCTOUT U3 CEPUN Pa3HbIX UCTOPUIA,
a pasHble UCTOPUN coaepkaT pasHble dunocodckme
Ha3snaaHusa. Jlaxke B OTHOLUEHWW OAHON U TOM Xe
NCTOPUN CYLLLECTBYIOT pa3Hble duiocodckme nH-
TeprnpeTaumu.

Ho geno He orpaHMUMBaeTCA BbIBOAAMU U Ha3m-
JaHuAMU, 60, BO-BTOPLIX, BECb KOPMYC TEKCTOB PO-

16.  LnT. no: Yxxy NctoaHs, o JTiousHb (k—%, XI#EL). Coop-
HWK MaTepuanos o «[lyTewwecTBMN Ha 3anag». Y>KaHUXOoY:
nsgatenbcTBo YxyH Yxoy, 1983. B nepesoge B. B. Manasu-
Ha 3TK ¢ pa3bl B NpeANCIOBUN 3ByYaT Tak: «<Ecan antepatypa
He paHTacTMYHa — 3TO He AnTepaTypa, a ecam dpaHTacTuka
He 0XOAUT A0 KPalHOCTU — 3TO He daHTacT1ka. Tak MoX-
HO MOHSATb, YTO caMble GaHTaCcTUUHbIe COBLITVSA B MUPE CYTb
camble NoAAVHHbIe. [ToceMy siydlle roBOpUTb O YyAeCHOM,
YeM O AeWCTBUTENbHOM, W Jlyyllie ToBOPUTb O HecoBLLUHE,
yem o HboxxectBeHHOM. V60 BecoBLUMHa yKa3blBaeT Ha He-
YTO COBCEM MHOE, W, MOHSAB 3TO, MOXHO cTaTb byaaon» (Ma-
nasuH B. B. Cymepkn fao. Lint. n3g. C. 149).
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MaHa npeAcTaBaseT coboi Kak Hbl XUBOW CNenoK,
CHWMOK HaLMOHaNbHOrO MEHTa/nTeTa, ero «kap-
AMOTPaMMy» N «PEeHTreHOorpaMmy», 0bpaLLEHHYHO
K TOMY e KUTaCKOMY MeHTanuTety. Caylias TekcT
pOMaHa 1 CMOTPS aHWMaLUNOHHble GWAbMbI MO ero
ctoXKeTaM, KuUTalLbl Kak 6bl CMOTPATCA B 3epKano —
B UJeanbHOe 3epKano CaMOCO3HaHWA N CaMOCO-
3epuaHus.

TakmMm 06pa3oM, ecTb OCHOBaHMUSA CUUTaTb, UTO
KNaCCUYECKUI KUTacKmi pomaH «[llyTellecTBre Ha
3anag» okasbiBaeTcs 6orat HemcueprnaeMbIMy aHN-
MaLMOHHBIMW pecypcamu, 1 3To 06CToATeNbCTBO
MMeeT 3HaYeHNe He TOJIbKO NS KUTANCKUX aedTe-
nen aHuMatorpada, HO 1 NpeACTaBAAET WNPOKKIA
MHTepec B MMPOBOM MacluTabe B yCN0BUAX MHOP-
MaLMOHHOW 3pbl.
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REALIST SCULPTURE IN CHINA —
DISCOVERY AND FORMATION OF ART METHOD

Summary: Chinese sculpture has a long history and is
a world-renowned art treasure and cultural heritage. With
the changes in the global political structure and China'’s
internal social system in the past two hundred years, they
have directly affected the development direction of Chi-
nese sculpture. The traditional Chinese sculpture system
has gradually weakened. In line with the trend of ‘learn-
ing from the West' at the end of the Qing Dynasty, stu-
dents, policymakers, and practitioners of sculpture-related
industries began to reach a tacit agreement, with many
factors contributing to a new choice for Chinese sculp-
ture, which had long been closed to the outside world and
self-development. During the Republic of China period,
the popularization of Western theories of sculpture and
the cultivation of Westernized talents made Chinese sculp-
ture present the budding trend of realism in this period.
These include the enlightenment of European sculpture,

So far, there are few materials for in-depth re-
search and analysis of modern realistic sculptures
in the academic circle. The reasons for its exter-
nal environment can be attributed to three points.
1. This period was in a period of social turmoil,
warlord melee, political change, and human de-
struction, which made the number of surviv-
ing sculptures available for research very small.
2. In the study of the history of Chinese sculpture,
the sculptures of the late Qing Dynasty are not val-
ued by historians because, compared with tradition-
al and modern art, the sculptures of the late Qing
Dynasty are still in the learning stage of Western
sculpture, and their artistic attainments are often
difficult to obtain. High recognition, which makes
it easy for researchers to ignore its research value.
3. The status of traditional Chinese sculptors is de-
ficient. The status of the sculptor is only that of a

the establishment of art schools and the self-cultivation
of talents, and the staged upsurge of studying abroad.

This article explores the origin and development of
realism art in China by describing the history of modern
Chinese sculpture art in the context of a specific histor-
ical period from the end of the 19th century to the be-
ginning of the 20th century. Of course, Chinese realism
has its special presentation and historical significance.
There is no necessary connection between the birth of
realism consciousness and the germination of Chinese
realist sculpture. The realist sculpture from the late Qing
Dynasty to the Republic of China was the natural choice
of artists who learned from the West and met the needs
of society. Therefore, this article will not cover a broad-
er discussion of the origins of realism.

Keywords: China; Late Qing Dynasty to the Republic
of China; Sculpture; Education; Enlightenment; Realism

craftsman, so the theoretical development of sculp-
ture art is almost missing. The content of the few re-
search articles in this period was mostly attached to
other art categories. It is not easy to obtain a pre-
cise historical positioning.

However, after extensive research and sorting of
historical materials by the author, it is found that
this topic has significant research value. Sculpture
in modern China (late Qing Dynasty to the Repub-
lic of China) was an essential historical node in the
history of Chinese sculpture. The unique model of
late Qing sculpture directly determined the devel-
opment of sculpture in the Republic of China peri-
od and indirectly guided the development path of
contemporary Chinese sculpture. This is an ines-
capable history of Chinese realist sculpture. It al-
lowed Chinese sculptors to quickly go through the
initial stage of digesting and absorbing Western
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sculpture, laying a realistic foundation for the sub-
sequent development of Chinese sculpture. More-
over, this period has already shown a new ideology:
thought liberation and breakthrough confinement.
The new cultural values have greatly influenced all
walks of life, so it is necessary to correct the value
judgment of historians on the sculpture in the late
Qing and Republic of China period.

Through the present work, the author aspires to
forge cogent connections between the nascent re-
alist sculptural practices of the modern era and the
currently dominant realist position in contemporary
Chinese sculpture. By determining the proper histor-
ical contextualization of realism in modern Chinese
sculpture and highlighting its realist attributes, ar-
tistic qualities, and historiographic significance, the
author endeavors to illustrate the profound impor-
tance of this long-overlooked period.

What is Modern Chinese Sculpture

Modern Chinese sculpture refers to the period
from the end of the 19th century to 1949, when
China transformed from a feudal to a capitalist state
system. This period was highly turbulent in the his-
tory of Chinese social development, and Chinese
society underwent significant changes from pol-
itics, economy to ideology and culture. With the
substantial differences in politics, economy, cul-
ture, and education, art has wholly transformed
from tradition to modernity. The germination of
Westernized sculpture education in the late Qing
Dynasty and the tide of studying abroad has also
cultivated many people who have transcended con-
ventions for the Republic of China and socialist
China, A new type of sculpture talent that breaks
through the confinement and integrates Chinese
and Western styles.

Chinese sculpture had no status in the Chinese art
system until the beginning of the 20th century, and
its social value in China gradually increased with the
spread of Westernized art education. Because since
ancient times, China’s systematic teaching has nev-
er really played a role in the art category of sculp-
ture. There were no sculpture courses until 1920.
The inheritance of traditional sculpture has always
been the original master-apprentice model, and the
sculptor’s identity is a craftsman and craftsman. The
sculpture has never been a popular art form. Un-
til 1937, Shanghai Art College, one of China’s most
organized art schools, had no full-time sculpture
professors, and only 0.6% of students enrolled in
sculpture courses. Therefore, in the true sense, Chi-
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Il 1. Portrait of Tan Yankai by Jiang Xiaojian, circa 1920.
Cast Bronze.

nese sculptors appeared in the middle of the Re-
public of China, that is, after 1920.

To fully understand the realist sculptures and
sculptors of this period, it is inevitable to trace the
source, and the Westernization Movement in the
late Qing Dynasty is an essential prerequisite for the
emergence of Chinese realist sculpture. Therefore,
this article begins with the Westernization Movement.

(1) Westernization Movement

The Westernization Movement, also known as
the Self-Strengthening Movement, was an indus-
trial movement mainly promoted by Westerniza-
tion officials in the late Qing Dynasty to learn from
the West. The movement lasted for more than 30
years and occurred under the background of feu-
dal imperial power. The Self-Strengthening Move-
ment was the first nationwide industrial movement
in modern China. It introduced a large amount of
Western technology and various books and docu-
ments, trained a group of overseas students, and
opened the door to Western learning. Although the
movement failed in the end, it was significant in
modernizing Chinese thought, science, and even
art at that time.
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Ill. 2. The photo is for the children who studied in the United States in the late Qing Dynasty. Date: 1872 to 1875.
Their average age at the time was only 12 years old, and many of them went on to become leading figures affecting all aspects of
Chinese society.

Before this, the sculptures of the Qing Dynasty,
such as Buddha statues, totems, and architectural
decoration sculptures, were all known for their exqui-
site craftsmanship. The form of traditional sculpture
began to change from the Westernization Move-
ment of the late Qing Dynasty, which was “strive
for strength and wealth, centered on science and
technology,” but the "Westernization Movement”
still had pronounced characteristics of a feudal so-
ciety. The sculptures at this time were only the en-
lightenment of European religious sculptures. The
main sculpture activity is to serve the religious activ-
ities of European missionaries in China and produce
corresponding handicrafts. Changes in tradition-
al perceptions and education systems have yet to
take place. For example, in 1867, the painting and
sculpture studio of St.Ignatius Church in Xujiahui
was merged into the Tushanwan Arts and Crafts In-
stitute. It became the painting and sculpture work-
shop attached to the Tushanwan Orphanage. This
workshop is mainly engaged in painting and sculp-
ture. The workshop's production is primarily on the
copy, responding to the needs of various churches in
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Shanghai and producing commercial works with reli-
gious themes such as icons. Not to mention creative
artistic activity. There were also Chinese monks such
as Lu Bodu (1836-1880) who taught here, teaching
Western painting techniques and printing picture
books for reference and learning by factory workers.

(2) The rise of Western-style school education

The artistic transformation of sculpture in Chi-
na is not only a transformation of visual aesthetics
but also a transformation of concepts. The purpose
of modern Chinese artists is to introduce West-
ern theories to change concepts, awaken Chinese
people’s scientific consciousness, and strength-
en national power. Western theories in this peri-
od have always had a particular cultural appeal
to the Chinese, which we can consider an excep-
tional cultural phenomenon in China’s colonial
environment. Under the influence of this environ-
ment, starting from 1898, there was an upsurge
in bidding for craft schools in various regions of
China. Entering the stage of seeking self-devel-
opment and practice relying on the Western craft
sculpture system.
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During this period, various craft schools and craft
workshops emerged in an endless stream in China’.
Realistic craft sculpture began to enter a full range
of social attempts. Furthermore, artist Li Shutong
offered the first human body sketching class in two
regular schools in Zhejiang (for the conservative
concept of Chinese society at that time, the human
body sketching class was unimaginable). However,
it is still too early to discuss the germination of re-
alistic sculpture at this stage. The emergence of the
natural germ should be that after 1902, Chinese in-
tellectuals' acceptance of Western civilization has
been greatly improved. These craft schools have also
transformed from the initial application of technical
knowledge to a comprehensive understanding and
acceptance of technical and artistic theory and aes-
thetics. Disciplines such as sculpture, architecture,
and painting were all significantly influenced. As a
result, westernized sculpture art shifted from pop-
ularizing science and technology in the early stage
to the level of popularizing aesthetic education. It
began to pay attention to cultivating the people’s
overall quality.

Although the rise of Western-style art schools
could only be regarded as a small-scale event in Chi-
na, it paved the way for Chinese sculptors to com-
municate with the world through art. Also, it allowed
the Western aesthetic system to impact the Chinese
civilian class, resulting in the public’s visual A shift
in sensibility and aesthetic taste has potential im-
plications. It can be said that the seeds of realistic
sculpture were planted here.

(3) Study abroad:

Since the establishment of Western-style art and
handcraft schools in 1906, Chinese sculptors have
begun to be dissatisfied with passively accepting
sporadic Western-style sculpture education and
have transformed from learning skills to exploring
and practicing the scientific and evolutionary ba-
sis of art theory. During the Republic of China peri-

1. Inthefirst third of the twentieth century, the following insti-
tutions were opened and carried out pedagogical activities:
Nanjing Higher Pedagogical College, named after Liangjiang
(director Li Ruiging). Nanjing, from 1906-1908; Guangdong
Normal School. Section of Graphic Arts and Crafts, Guangzhou,
from 1911 —?; Zhejiang Two-Level Normal College. Spe-
cialized Graphic Arts and Crafts Courses for Senior Teach-
ers (Director Jing Heni). Hangzhou, from 1912-1913 —2;
Beijing Normal School, Department of Graphic Arts and
Crafts. Beijing, from 1918 -?; Chengdu Higher Pedagogical
College. School of Graphic Arts and Crafts. Chengdu, from
1920—7; Quanzhou Public School for the Training of Special-
ist Art Teachers Xiting (Directors Chen Jiaji, Cai Qian, Zheng
Zhen) Jinjiang, 1924-1927.
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Il 3. In 1935, the sculptor Hua Tianyou took a group photo
with his Chinese classmates in Paris.

Front row from left: Zeng Zhushao, Liao Xinxue;

second row from left: Huang Xianwen, Lu Sibai, Tang Yihe;

third row from left: Hua Tianyou, Chang Shuhong, Chen Shiwen;
back row: Wang Linyi.

od, Chinese sculptors began to awaken themselves,
and the cultural elite began to touch the tradition,
trying to deconstruct the ceremony with the power
of revolution. This kind of attempt is confrontation-
al. Through constant conflict and confrontation, it
not only deepens the understanding of the Western
sculpture system but also strengthens the connec-
tion with traditional logic. Of course, it is far from
enough to meet the needs of sculptors only through
the dissemination of books and the teaching mode
of self-propagation. Therefore, it is reasonable to
believe that due to the government guidance and
financial support in modern China, coupled with
the attraction of the Western art teaching system
and other opportunities, studying abroad has be-
come a necessary way to further understand West-
ern sculpture art.

We can look at the following set of data: In 1896,
the Qing government began to send overseas stu-
dents to study abroad. The preferred destination
was Japan. 274 students studied in Japan in 1896,
1,300 in 1903, 8,000 in 1905, and 12,000 in 1906.

The trend of studying abroad is choosing Japan first,
then turning to France and European and Ameri-
can countries. However, the number of internation-
al students studying sculpture during this period
was minimal. It can only be said that it has influ-
enced and driven the enlightenment of domes-
tic sculpture in the field of great art. Although not
directly related, it paved the way for the modern
transformation of sculpture. By 1918, there were 16
Chinese art students studying in Europe and Amer-
ica, and the Paris Academy of Fine Arts (Ecole des
Beaux-Arts) had three international students from
1911 to 1914. From 1919 to 1920, there were 26
Chinese art students studying in Europe, can be
regarded as the first crest of studying abroad in
Europe. This wave of studying abroad continued
until 1937. The well-known sculptors who returned
to China during this period included Jiang Xiaoyu,
Li Jinfa, Wang Jingyuan, Pan Yuliang, Zhang Chenbo,
Wan Laiming, Liu Kaiqu, Teng Baiye, Zhang Chon-
gren, Yue Lun, Liang Zhuting, Chen Xijun, Wang
Ziyun, Zheng Ke, Lang Luxun, Zhou Gui, Wang Linyi,
Xiao Chuanjiu, Jin Xuecheng, Cheng Manshu, Zeng
Zhushao, Hua Tianyou, Zhou Qingding, Liu Yafan,
Fu Tianchou, Wang Chaowen, Zhong Jingzhi, Wang
Shizhi, Wang Bingzhao, Liao Xinxue, etc. Due to the
tense political situation in China, the outbreak of
the Japanese war of aggression against China, and
other external factors, these sculptors also received
the realistic training methods of Western colleges.
Their sense of social responsibility and feelings of
real life led the sculptors to draw materials from

reality, revealing the social truth directly. It can be
seen from the works that most sculptors have little
interest in artistic genres with innovative charac-
teristics. Especially after the outbreak of the Anti-
Japanese War, realistic creative methods became
an urgent demand of society and a natural choice
for artists. This established the tone of Chinese re-
alistic sculpture as the mainstream.

This tone can be seen from the first national art
exhibition in 1928 to the second national art exhi-
bition in 1936. The ability to sketch from the life of
Chinese sculptors has been greatly strengthened
through the systematic Western-style teaching meth-
od based on realism. In particular, improving the the-
matic creation ability of authenticity is particularly
prominent in the exhibits at the Second National
Art Exhibition. Compared with artists in other indus-
tries, these sculptors are more European and think
more about making their works perfect in terms of
the reality of plastic arts. Pursue the reality of ex-
istence in the form of an ivory tower.

Conclusion

The germination of realistic sculpture in mod-
ern China is closely connected with the fundamental
aesthetic education system in the West, which fo-
cuses on sketching. Coupled with the drastic system
changes in China at the beginning of the 20th cen-
tury, the tension caused by foreign wars, the great
emancipation of the mind caused by the spread of
knowledge, and the social responsibility of artists,
realism has an irreplaceable value and significance
in China. It happens quickly and stays firmly.
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PEAJIMCTUYHECKAA CKYJIBINTYPA KUTAA.
NONCK 1 CTAHOBJIEHVE XYOOXXECTBEHHOIO METOAA

AHHomayus: Kutackas ckyabnTypa HacuuTbiBaeT
MHOTOBEKOBYHO UCTOPUIO U UMEET BCEMUPHO N3BECTHYHO
XyH,OXKECTBEHHYHO LIEHHOCTb, ABASIETCSA MPU3HAHHBIM Kyb-
TYPHbIM Hacneanem. I3aMeHeHns B MMPOBOM NOANTUYE-
CKOM faHAWwadTe 3a nocnejHune ABa CTONETUS, a Takke
M3MEHEHUSA BO BHYTPEHHeN counanbHol cucteme Kutas
HenocpesCTBEHHO 3aTPOHY.AW HanpaB/eHWe Pa3BUTUS Ku-
TacKoOW CKyNbNTYpbl. TPaAULLMOHHAs CUCTEMA KUTANCKOM
CKy/IbATYpPbI NOCTEMNEHHO OcnabeBaeT. B cooTBeTCTBUM
C TEHAEHUMEN «yunTbcs y 3anaga» B KOHLLe NpaB/ieHuns
AnHacTm LIMH CTyaeHTbI, TEOPETUKM U MPaKTUKK, CBSA3aH-
Hble CO CKY/IbNTYPOW, Hauaau NPUXOANTb K HernacHoMy
COr/IalleHNIO O HOBOM BblGOpeE ANA Pa3BUTUS KUTaCKOM
CKyNbNTYpbl, KOTOpas JoAroe BpeMs bbina 3akpbiTa AN
BHellHero mupa. K pecnybavkaHckomy nepuogy pac-
npocTpaHeHWe 3anagHblX TEOPUI CKYNbATYPbI N Ky/b-
TUBMPOBAHWE TaNaHTOB 3amnajHbIX MacTepPOB MO3BOANAN
KUTaMCKOM CKyNbMNType NPUHATL 3apoxaatoLuytocs op-
My peanunsmMa. 3To BKAKOYaNo B cebs n3yyeHve eBponei-

Ha cerogHsALWHUIA feHb CyLecTByeT He Tak MHOTrO
NHGOPMaL KN O peanncTMyeckor ckyabntype B Kn-
Tae, koTopas 6bina 661 ry6OKO M3yyeHa 1 NpoaHa-
NM3npoBaHa B akageMunyecknx Kpyrax. MpuunHsl
TaKoro NMoNOXeHNA MOXHO 06BbACHUTL TPEMSA MO-
MeHTamu.

1. PaccmaTpuBaeMblil nepuog 6611 neprogom
CoLMasbHbIX BOSHEHWI, Xaoca U MOANTUYECKUX Me-
PeMEeH, YTO, HapAay C YeslOBeYeCKUMU XepTBamu,
NPWBENO K TOMY, YTO OYeHb HebobLLIOe Koanye-
CTBO CKY/IbMATYP COXPaHWAOCh AN U3YyUeHUs.

2. Mpv n3yyeHnn KNTanCcKom CKyNbNTypbl B Le-
JIOM CKYNbMType KOHUa agnHactum LinH ncropwmkn
He yAenaoT 6ONbLIOro BHUMaHMA, NOTOMY YTO Mo
CPaBHEHWIO C TPAAWNLIMOHHbBIM 1 COBPEMEHHbIM UC-
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CKOW CKYNbNTYpbl, CO3ZaHNE XYL0XKECTBEHHbIX akageMunin
1 CaMOBOCMNMTaHMe TaNaHTOB, a TakxKke HapacTaroLuii 6ym
0byueHus 3a pybexxom.

B 3TOM 3cce uccneayoTcs NCTOKM U pa3BuUTUE pe-
aancTnyeckoro nckyccrsa B Knutae nytém onucaHunsa
nyTW COBPEMEHHOM KUTANCKOMN CKYbMTYpPbl B KOHTEK-
CTe KOHKPETHOTo UCTOPMUYECKOro nepnoga ¢ KoHua
XIX po Hauana XX Beka. Kutanckumin peanmsm, KoHeu-
HO e, UMeeT CBO& ocoboe NposBieHNE N ncTopuye-
CKOe 3HaueHue. PoxzeHve peanncTnyeckoro Co3HaHms
He 0653aTeNbHO CBA3aHO C MpopacTaHneM peanncTu-
yeckom ckynbnTypbl B Knutae; peanmcrnyeckas ckysb-
nTypa B Kutae ¢ koHua LlnH go pecnybankaHckoro
nepunoga 6blna ecTeCTBEHHLIM BbIGOPOM XYAOXHM-
KOB, KOTOpPbIE YYMAUCb Yy 3anaja, B OTBET Ha CoLU-
anbHble NOTpebHOCTW.

Knroyessie cnosa: Kumad, no30Hul yuHckuli — pecny-
6aukaHckul Kumad, ckynenmypa, obpaszosaHue, npocse-
ujeHue, peaausm.

KyCCTBOM CKY/bMATypa KOHUa AnHactum LiMH Haxo-
Annach Ha CTaguv U3yyeHns 3anagHom CKyabNTypsl,
N eé XyA40>XXeCTBEHHbIM JOCTUXEHWAM ObINO TPYS-
HO MOJlYyUNTb BbICOKUI YPOBEHb NMPU3HAHMKSA, UTO
3acTaBAseT uccnegoBaTtenein npeHebperatb €€ nc-
CcNeAoBaTeNIbCKOW LIeHHOCTbHO.

3. CraTyc TpajgnLMOHHbIX KNTalNCKUX CKYbNTO-
poB 6bln 0YeHb HM3KUM. CTaTycC ckyabnTopa 6bia
CTaTycoOM MPOCTOro PeMeC/IeHHVKa, U B pe3ybTa-
Te WCKYCCTBO CKY/AbMATYPbl MOYTU HE y4acTBOBaiO
B pa3BMTMM Teopun. HeMHOrouncieHHble ccneso-
BaTe/NbCKUE CTaTbM 3TOFO NEPUOAA TakKe B OCHOB-
HOM 3aBUWCAT OT APYrMX XyA0XECTBEHHbIX ANCLMMINH
B M/1aHe coAep>kaHus. TPYAHO BbISIBUTb YETKYHO UCTO-
PUYECKYHO MO3ULMIO.

OgHakKo, U3y4rB 1 OTCOPTMPOBAB PAJ NCTOPU-
YeCKMX UCTOYHMKOB, aBTOP MPULLIEN K BbIBOAY, YTO
faHHas TeMa MMeeT BaXKHOe MCCIef0BaTeNbCKOe
3HayeHune. CoBpeMeHHaa ckyabnTypa (nepuog ot
nosgHen LInH fo pecnybavkaHckoro nepuoga) sBe-
NAETCA BaXKHON BEXOW B UCTOPUU KMTANCKOW CKYJb-
nTypbl. MOXHO cKa3aTb, YTO YHUKaNbHbIA 06pa3el,
NO3AHELMHCKON CKYbNTYPbl HENOCPEACTBEHHO
onpezenni pa3BuTue CKyabNTypsl B pecrnybvkaH-
CKUI Nepunoga, a Tak>ke KOCBEHHO onpejenus nyTb
pPa3BUTUS COBPEMEHHOW M HOBEMLUEN KUTaCKOM
CKYAbNTYPbl. 3TO TOT MNEpPUOS UCTOPUM, KOTOPbI
KuTarickas peanmcrmyeckas ckyabntypa He MoXeT
060MTN cTOpoHON. OH NO3BOANA KUTAUCKUM CKYJb-
nTopam ObICTPO MNPONTN Yepe3 HayasbHble 3Tanbl
YyCBOEHMA OMnbITa 3anajHon CKyAbNTypbl U 3a/0-
KW OCHOBY peanv3Ma Aia NocaesyoLero pas-
BUTMA KUTaWCKOW CKynbNTypbl. bonee Toro, ator
nepuoa Npuobpén HOBYHO NAEONOTUIO: 3TO Bbi
nepvog 3MaHcMnaumm 1 NpopbiBa U3 3aTOYEHUS.
HoBble KyNbTypHble LLEHHOCTU 0Ka3aaun LMPOKOoe
B/ANAHME Ha BCe clon obLecTBa, U MO3TOMY MNO-
TpeboBann nepecMoTpeTb UCTOpUorpaduyeckme
CYXAEHUA O LEHHOCTU CKYAbMNTYPbI B MO34HUWA LUH-
CKUI 1 pecnybanKaHCKWIA Nepuogbl.

B paHHOW paboTe aBTOp HajeeTCs YCTaHOBUTb
3bdeKTUBHYIO CBA3b MEXAY 3apoXjatoLLelnics pe-
aNMCTUYECKOM CKYbNTYPOW COBPEMEHHON 3M0-
XV N peann3MomM, JOMUHNPYHOLWMM B KUTANCKOM
CKYJIbNTYPE CErofHs, HaiTn eé NpaBuIbHOE XPO-
HoNOrMyeckoe MNO3MLMOHNPOBAHWNE, BblAENNTb
€é peanncTnyeckmne xapakTepucTmkm, xygoxe-
CTBEHHbIE OCOBEHHOCTU 1 UCTOpUOrpadUUecKyto
LEeHHOCTb.

Yro Takoe coBpemMeHHas KuTaiickasa cKybnTypa

CoBpeMeHHas KuTalckas CKyabnTypa OTHOCUT-
cs K onpegenéHHoMy nepuody TpaHchopmaLmm
Kutas ot peosanbHOM CMCTEMbI K Kanutaanctmye-
CKOW rocyaapCcTBeHHON cucteme ¢ koHua XIX Beka
f80 1949 roga. 370 OblN Ype3BbIYAHO BYPHbIN
nepvoj B NCTOPUM OBLLECTBEHHOTO Pa3BUTUSA
KunTas, n kutanckoe obLecTBo npetepneno 60b-
LWne U3MEHEHMA, OT MONUTUYECKUX U IKOHOMMUYE-
CKWX A0 MAEONOTNYECKUX U KYNbTYPHbIX. Hapaay
C 60AbWMMUN NOANTNYECKUMMU, IKOHOMUYECKUN -
MU, KYAbTYPHbIMU U 0Bpa3oBaTesibHbIMU U3Me-
HEHMAMMU, NCKYCCTBO TakXXe MPeTepneno noHyro
TpaHchopmaLnto OT TPaZULMOHHOTO K COBpe-
MeHHOMY. 3apoXxJAeHune 3anagHoro obpasosa-
HMS B 061aCTW CKYAbNTYpbl U BOAHa o0byueHus
3a pybexom B KOHLe npaBaeHuns guHactuu Linx

TakXe NopoAuan 60/bLIOe KOJINYECTBO HOBbIX
CKYNbMTOPOB, KOTOpPbIE BbILWAW 3a paMKu Tpa-
AVUMA, Npeofoneny 3aMKHYTOCTb U COeANHUAN
BocTok 1 3anag Ans nocnepytoulero passuTus
NCKyCCTBa CKyAbnTypbl Kntarickon Pecny6amnkn
n coymanmctmyeckoro Knras.

Ha camom gene, KuTainckon ckynbnType He 6bi10
MecTa B CMCTEeMe KMTaMCKOro UCKyccTBa 0 Ha-
yana XX Beka, eé coumanbHaa LeHHOCTb B Kutae
MOCTeNeHHO NoBbILLanacb BMecCTe € pacnpocTpa-
HEHMeM BeCTEPHU3NPOBAHHOTO XY 0XECTBEHHOTO
0bpazoBaHUsA. ITO OOBACHAETCA TEM, YTO CUCTe-
MaTuyeckoe npenogasaHune B Kutae ¢ gpeBHmUx
BPeMEH HMKorga He cnocobCTBOBANO Pa3BUTUIO
CKY/NbNTYPbI KaK XyL0XECTBEHHOW ANCLUMNANHDI.
[o 1920 rosa He ObIJI0 U KYPCOB MO CKYAbMATYpE.
3HaHWA O TPaAULMOHHOW CKY/bNTYpPe NnepejaBa-
JINCb B NPUMUTUBHOM peEXMME «MacTep — YUEHMK>,
C CaMOBBITHOCTbIO CKYNbMTOPa Kak peMecNeHHMKa
n kyctaps. CKynbnTypa HUKoraa He 6bina nony-
NAPHbIM BUAOM mnckycctea. [lo 1937 roga B ogHOW
N3 CaMbIX N3BECTHbIX XY0XeCTBEHHbIX WKoA Ku-
Tas, LlaHxalicKOM Xy0XXeCTBEHHOM UMHCTUTYTE,
He OblNo WTaTHbIX NpenoAaBaTenein ckyabnTypsbl,
n Tonbko 0,6% CcTyseHTOB MoceLlany 3aHATUA Mo
ckynbnType. B pesynbrate Kutamckme cKynbnTo-
pbl B NOAANHHOM CMbIC/€ 3TOrO C/I0Ba NOABUNCH
B Pecnybavke nocne 1920 roaa.

Y1ob6bl NONYUMTb NONHOE NpesCTaBaeHne o pe-
aMCTUYECKOWN CKYNbNTYpe U CKy/bATOpax Toro ne-
puoaa, HeN3BEXHO HY>XXHO NPOCaeAnUTb UCTOKM,
a [lBy>keHre MHOCTPaHHbIX Aesl B KOHLe npase-
HWS guHacTUM LIMH, Ha MOR B3rnsg, ABASETCA BaXKHOM
NPeANOChIIKON AN NOSIBAEHUS KATANCKOW peannctu-
4eckoW ckyabNTypbl. [103TOMY AaHHOe 3cce HaunHa-
eTca ¢ [BMXKEHNA MHOCTPaHHBIX A& Kak C OTNPaBHON
TOUKU ANS 0BCYyXAeHUs.

ABVKeHne NHOCTPaHHbIX Aen

[BUXEHNe MHOCTPaHHbIX AeN, TakKe N3BecT-
Hoe KaK [1BMXeHne camoykpenaeHus, 6bi10 npo-
MbILNEHHBIM ABUXEHNEM MO M3yyeHuto 3anaga,
KOTOpOe B OCHOBHOM OCYLLECTBASNOCh YNHOB-
HUKamu GpakLMM MHOCTPaHHbIX A€/l B KOHLE Au-
HacTun LLmH n npogonxanocek 6onee 30 net. 370
6b1710 NepBoe obLeHaLoOHalbHOEe NPOMBbILWIEH-
Hoe ABUXeHWe B coBpeMeHHOM KuTae, koTopoe
BBeNO 60/blIOE KONNYECTBO 3anafHblX TEXHO-
NOTUM N AnTepaTypbl, NOATOTOBUAO PAS AeTeW
K 06yuyeHuMto 3a pyHexXoM 1 OTKPbLINO ABEPU ANs
3anagHoro obyyeHus. HecMoTps Ha KOHEUHbI
nposan, ABUXeHNE NMENO OTPOMHOE 3HaueHune

45



ANA MOAEepPHU3aLUN KNTAaUCKOW MbICAU, HAYKK
W Aaxke NCKyCCTBa.

[lo 3TOro UMHCKas cKyabnTypa, Takas Kak bya-
AWIACKME CTaTyW, TOTEMbI U apXUTEKTYpPHbIE AeKO-
paTVBHblE CKYNbMTYPbl, OTAMYANACh N3bICKAHHbIM
MacTepcTBOM. TpaguumMoHHas dopma CKyAbnTy-
pbl Hauajna MeHATbCA B KOHLLE MpaB/ieHns AnHa-
cTvn UnH ¢ nosiBieHnEeM ABMXKEHUSA 3@ BHELLHWE
CBA3U, KOTOPOE BbIIO COCPEfOTOUYEHO Ha Hayke
N TeXHUKE N CTPEMUIOCH K YKpenaeHuto n 060o-
raweHuto ctparbl. CkynbnTypa B 3TO Bpems 6bina
noZBep>KeHa NLWb NPOCBELLEHWIO B MJaHe €BPO-
NencKon pennrmosHom ckynbnTypbl. OCHOBHbIM
BWAOM CKY/JIbNTYPHON AeATENbHOCTU ObINO NPOU3-
BOACTBO apTedakToB A/ 0OCAYXMBAHUSA PENNTN-
03HOl AeATeNbHOCTU EBPOMNENCKUX MUCCUOHEPOB
B Kutae. VI3ameHeHuVa B TpaanLMOHHbIX NpeacTasae-
HUAX U cMcTemMax 06pa3oBaHms eLwé He NPOW3OLLJIN.
Hanpumep: B 1867 roay 6biBwas macTepckas
XMBOMUCU U CKYAbNTYpPbl Npu LepkBn CBATOrO
WrHatma Cronusaxysi 6bina BKAOYEHa B COCTaB
TywaHbBaHbCKOrO XyAOXECTBEHHO-PEMECNEHHOTO
WNHCTUTYTa, KOTOPbIM CTa MacTEPCKOM XMBOMUCH
M CKyAbNTYpbl Npu TyllaHbBaHbCKOM CUPOTCKOM
NpUOTe, OCHOBHbLIM BMAOM AeATeNbHOCTU KOTO-
poro 6blaa XMBOMUCb U cKyAbNTypa. OCHOBHbIM
HanpaB/JeHWEM MPOMBILLIEHHOTO U KOMMepye-
CKOro npov3BoAcTBa OblIO KONMpPOBaHUe, YA40B-
NeTBOpEeHMe NoTPebHOCTEN Pa3NYHbIX LLepKBEN
LLlaHxas 1 Npon3BOACTBO paboT KOMMEpPUECKOro
XapakTepa C peJUrmo3Hon TeMaTuKom, Takmx Kak
NKOHbI. TBOPYECKON XyA0XKECTBEHHOW AeATENbHO-
CTU He bbINI0. 34eCb TaKXKe XU KATAUCKNIA MOHaxX
JNly boay (1836-1880), koTopbIn 06yyan 3anagHbiM
TeXHMKaM XUBOMUCK 1 BbINyCKan KHWUIW € n3obpa-
XEHUAMU AN U3YyUeHUs pabourmu.

Bo3HMKHOBeHMe WKO/IbHOTO o6pa3oBaHus
3anaaHoro o6pasua

XypoxkecTBeHHas TpaHCGOpMauus CKyAbNTypPbI
B Kvtae 6bln1a He npocTo TpaHcpopmaLmen Busyanb-
HOW 3CTETUKM, HO W TpaHChOPMaLMeEN KOHLLEMLMWIA.
Llenbto COBpEMEHHBIX KUTANCKMX XYAOXHUKOB Oblo
BHeJpeHUe 3anafHbIX JOKTPUH AAs TOTO, UTo6bl A0-
BUTbCA N3MEHEHMSA KOHLLENUMKN, MPOBYANTL Hayu-
HOE CO3HaHWe KUTaWLEB U YKPENUTb HaLMOHaNbHYHO
MOLLb. 3anajHble 4OKTPUHbI 3TOrO Nepuoja Bceraa
obnaganv ocoboi KyNbTYPHON MpUBAEKATENbHO-
CTbO A5 KNTAWLLEB, M Mbl MOXEM CUMTaTb 3TO Upes-
BblUalHO crneunduyeckM KybTyPHbIM iBJEHUEM
B KOJIOHMabHOM OKpYXeHun Knutas Toro BpeMeHMW.
Mog BavsHMEM 3TON cpegbl, HaunHas ¢ 1898 roaa,
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B Pa3NnUHbIX permoHax Kutas Hauyanacb BChblLLKa
3afBOK Ha CO3JaHue pemecaeHHbIX yunamu,. CTpa-
Ha BCcTynuaa B $a3y novcka cO6CTBEHHOro pa3Bu-
TUS M NPaKTUKK, ONMpPascb Ha 3anajHyr cucTemy
peMeC/IeHHOM CKYNbNTYpbl.

B aToT nepuog B Knutae akTMBHO pa3BuBaanChb
pasfnuHble peMec/ieHHble WKOAbl U PeMeCNeH-
Hble MacTepckue. Peannctuyeckas peMecineHHas
CKYAbNTYpa Hayana BXOAUTb B MOJHbIA CNEKTP CO-
LuasbHbIX 3KCNePUMeHTOB. XyaoXXHUK Jln LLyTyH
TakxXe BBEN MepBble YPOKN PUCOBaHMA YenoBe-
4YeCcKOoro Tesa Ha JBYX YPOBHAX Nejarormyecknx
yunanuy, B YUxauzsHe (4T0 H6bI10 HEMBICAUMO ANs
KOHCEPBATUBHbIX MPEeACTaBIEHNI KNTAaNCKOro ob-
LecTBa TOro BpeMeHu). Ho roBopuTtb 0 3apoxje-
HUW peanncTUUYecKol CKybNTypbl Ha 3TOM 3Tane
elé canMwKom paHo. Hactosuwee 3apoxaeHune
npounsowno nocne 1902 roga, korga npuHaTHe
3anaZHomn LUMBMAM3ALNN KUTANCKOM MHTENNUTEH-
LMen 3HauMTeNbHO BO3POC/IO U 3TN PEMEC/IEHHbIE
WKONbl MPEBPATUANCD N3 MAaCTEPCKMX HaYyalbHO-
ro NPUMEHEHNN TEXHUUYECKUX 3HAHWUI B yUYebHble
3aBe/leHNs CO BCECTOPOHHUM U3yUeHneM, No-
HUMaHMEM N YCBOEHNEM TEXHUYECKOW U XyAO0-
>XXEeCTBEHHOWN TEeOPUN M 3CTETUKN. ITO OKaszano
3HauuTeNbHOE BANAHNE Ha Takne ANCLUUMANHBI,
Kak CKynAbMNTypa, apxmMTekTypa v XMBOMUCH. Ta-
KMM 06pa3oM, MCKYCCTBO CKYAbMATYpPbl NepeLio
C NPexHero ypoBHA NONynapm3aLmm HayuHblx
HaBblKOB Ha YPOBEHb MONyAspu3aLmmn 3cTeTun-
yeckoro obpasoBaHuA.

XOTs NosBAEHNE XYAO0XECTBEHHOW akajeMun 3a-
nagHoro obpasya’ 6b110 NWB HE3HAUNTENbHbLIM
cobbiTnem B Kntae Toro BpeMeHu, OHO OTKPbIIO
KWUTAMCKMM CKY/AbATOPaM MyTb K B3aMMOZAENCTBUIO
C VICKYCCTBOM B MMPOBOM MacluTtabe v no3Boaun-
J10 3anajHON 3CTETUYECKOWN CMCTEME OKa3aTb BAMUS-
HMe Ha KUTaUCKWI Naebericknin Knacc, Yto npuBeso

1. B nepBoli Tpetn XX BeKa 6blM OTKPbITbI U OCYLLECTBASAN Ne-
[Arorvyeckyto AeaTeNbHOCTb CesytoLine yupexaeHns: HaH-
KWMHCKWI BbICLUWIA NeAarornyeckmii Koaneax nMeHn JIaHuzs-
Ha (anpekTop JIn XynumH), r. HankuH, 1906-1908; N'yaHayH-
CKas BbICLLas negarornyeckas wkona, Cekuus rpadpuyeckoro
nckycctBa n pemécen, r. lyaHuxoy, 1911-?; YUxauzsaHckuin
JBYXYPOBHEBbIV Megarornuyeckuii konneax, Cneunanm-
3UPOBaHHBIA KypC Mo rpadryeckomy 1cKyccTBy U peméc-
nam Ans cTaplnx npenogasatenen (aupektop Li3uH XaHw),
r. XaHuwkoy, 1912, 1913-?; MNeknHckas BbiClIan neAaroru-
Yeckas wkona, OtaeneHve rpaduyecknx NCKyccTs U peme-
cen, r. NekunH, 1918-?; YsHAyCcKWI BbICLLINIA Nejarornyeckmin
konnepx, LLikona rpadpuuecknx nckyccts n pemécen, YsHay,
1920-7?; LiroaHbuxKoyckas rocyAapcTBeHHas LUKoia NOAro-
TOBKM yumnTeIeli-CNeLmanmcToB no nckycctay Xiting (anpek-
Topa YaHb U3auswm, Uan LaHb, YKaH YxaHb), LianHbL3sAH,
1924-1927.

K 3HaYMTENbHOMY CABWTY B BM3yasbHOM BOCMpPUSA-
TN N 3CTETUYECKMX NPeAnoYTEHNAX Macc. MOXHO
cKasaTb, UTO 34eCb HblNN MOCaXeHbl CEMeHa pea-
JINCTUYECKOM CKYNBNTYPHbI.

O6yueHue 3a pybexxom

C momeHTa noseaeHna B 1906 rogy xygoxecT-
BEHHO-pPEeMeC/eHHOW LWKONbl 3anagHoro obpas-
La KUTanckme CKy/JbNTOPbl Havyanau BbIXOANTb 3a
paMKu NaccMBHOro obyueHns cnopasnyeckon
CKYNbMNTYpe B 3anajHOM CTUIe U NepexoanTb OT
N3YyUYeHUA TEXHUKN K HAYHYHOMY U 3BOJIFOLMOH-
HOMY MCCNeLOBaHUIO N NPaKTUKe TEOPETUYECKNX
0oCHOB nckyccTBa. K pecnybankaHckomy nepuogy
KUTalrickme CKybnTopbl Hayaau yaensatb 60sblloe
BHUMaHwWe Tpaguummn. KoHeyHo, pacnpoctpaHeHme
KHUT 1 camoobpa3oBaHue camu no cebe faneko
He BCcerga oTBeYann NoTpebHOCTAM CKyAbNTOPOB.
Mo3TtoMy pasyMHO NpeanoNoXnTb, YTO rocysap-
CTBEHHas opueHTauma 1 GuHaHCoBas nogaepxka
coBpeMeHHoro Kvutas B couyetaHuu c npusaeka-
TENIbHOCTbIO 3anajHoOM CMCTeMbl NpenojaBaHunsa
MCKyccTBa U APYTMMM BO3MOXHOCTAMU CAenanm
0byuyeHue 3a pybexxoMm HeobxoaMMbIM CMOCOOBOM
yraybneHna NnoHMMaHWA 3anagHoln CKYAbNTypbl.

MbI MOXeM NOCMOTpPETb Ha creaytoLne Lndpsi:
B 1896 roay npasutenbctso LinH Hauano otnpas-
NATb CTYEHTOB YUYMUTbCA 3@ rpaHuLy, U NepBbIM
MEeCTOM Ha3HauyeHua Hblna AnoHuna. 274 cTyseHTa
octannce B inoHum B 1896 roay, 1300 B 1903 roay,
8000 B 1905 rogy n 12000 B 1906 rogy. TeHaeH-
LA 3akatoyanacb B TOM, 4To AnoHua 6bina nep-
BbIM BbIbOpOM Ans 0byueHus 3a pybexom, a 3ateM
nepexogunn Kk ®paHummn n gpyrum ctpaHam Ee-
ponbl 1 Amepunkn. OfHaKo KONMYECTBO CTYAeH-
TOB, 0byyatoLmxcsa 3a pybexxomM Nno HanpasBAeHUHO
CKYNbNTYPbl B 3TOT Nepuog, 6b110 KpaiHe Mano.
MO>HO Wb CKa3aTb, YTO 3TO OKa3ajo onpege-
NEHHOEe BANSHWE N MPUBENO K N3YUYEHUIO CKYJlb-
NTypbl B CTpaHe kKak obnactm uckycctea. XoTa
3TO N He 6bINI0 CBA3aHO HaMpPAMYHO, HO NOCAY-
XXM0 BaXXHOW OCHOBOW ANs MOCAeAyoLLen Mo-
aepHusaumn ckynbntypsbl. K 1918 rogy B EBpone
n AMepurke o0by4vanocb 16 KUTaCKMX CTYAEHTOB-
NCKYCCTBOBEAOB, B Napu>XCKoW LLikone n3sLwHbIx
nekyccte ¢ 1911 no 1914 rog 66110 TpU CTYAEH-
Ta; ac 1919 no 1920 rog B EBpone obyyanock 26
KWTaNCKNX CTYe@HTOB-MCKYCCTBOBEAOB, UTO CUM-
TaeTca nepBou BosHON obyyeHunsa B EBpone. JTa
BOJIHA CTYAEHTOB npogosaxanacek Ao 1937 roga.
Cpeav Hanbosiee N3BECTHbIX CKYNbNTOPOB, Bep-
HyBlwwMxcs B Kutan B atoT nepunog, — LizsaH Csao-

uH, Nin U3nHda, BaH LisnHbroaHb, MaHb KOnnsH,
YxkaH YsaHbb0, BaHb EMuH, /lto Kanuton, TaH bans,
Y>xaHn YyHrpeH, HO3 JlyHb, J1aH XyTuH, YsHb Cnu-
3toHb, L3kl Li3bl FOHB, Y>3H K3, JlaH JlycyHb, Yxoy
l'yi, BaH JInHbu, Cao YyaHbusto, L3nHb Cro3LwaH,
YsHn MaHbuwy, L33+ Yxywao, Can TaHbero, Yxoy
UnHamh, Mo AdaHb, Py TaHbUIO, AMHACTMA BaHb,
UxyH L3mHuxw, Ban Wnuxn, Ban buHwao, Jlso
CWHbBCIO3 M gpyrue. 3TU CKYyNbNTOPbl 6blIV MOTH-
BMPOBaHbI TaKUMU dakTopamm, Kak HanpsxKeHHas
noantuyeckas cutyaums B Knutae, Hayano sMoHCKom
BOMHbI NpoTue Knutas n peannctnuyHble MeToAbl
obyueHus B 3anajHbIx akagemusx. YyBcTBo couun-
albHOWN OTBETCTBEHHOCTU N OTPaXKeHWe AeNCTBU-
TENIbHOCTN KaK OCHOBbI PeafnNCTUUYeCcKOro MeToa
NpVBEAN CKYAbNTOPOB K TOMY, UTO OHU peLunan
yepnaTb BAOXHOBEHME HEMOCPEACTBEHHO U3 pe-
aNbHOCTW M packpbiBaTh NpaBay o6 obuwectse. Mo
paboTam BUAHO, UTO BO/BLUNHCTBO CKY/bNTOPOB
Maso WHTEPEeCOBaNNCh XYOXECTBEHHbIMMW XaH-
pamMu ¢ HOBaTOPCKMMM xapakTtepuctnkamm. Oco-
6eHHO Mocae Havyana NoAHOMAacCLITabHON BOMHBI
¢ ANOHWEN peanncTUUECKN MOAXOA CTan HacTo-
ATENbHOW NOTPEeBHOCTLIO 0OLWecTBa N eCTECTBEH-
HbIM BbIGOPOM A5 XYAOXHMKOB. Taknm obpasom,
6blN YCTAaHOB/IEH TOH KUTAWCKON peaincTmyeckon
CKYNbNTYPbl KaKk MEMHCTPMMa.

DTOT TOH npocnexuBaeTcs ¢ [epBoi Hauuo-
HaJIbHOW XyAOXeCTBEHHOW BbicTaBku 1928 roga 4o
BTopoW HaLMOHaNbHOW Xy0XXeCTBEHHOW BbICTaBKU
1936 roga. CNocobHOCTb KUTANCKUX CKYIbNTOPOB
CO3/.aBaTb 3CKM3bl Obl/1a 3HAUMTENILHO MOBbILLEHA
6narofaps cmcreMaTmyeckoMy Mmetoay obyueHus
3anagHoro obpasua, OCHOBaHHOMY Ha peanuvsme.
Bozpoclas cnocobHoCTb co3saBaTbh peaancTny-
Hble CHOXeTbl Obljla 0COOEHHO 3aMeTHa B 3KCMOo-
HaTax BTopol HauMoHaNbHOW XyA0XECTBEHHOMN
BbICTaBKW. DTN CKyAbNTOPbI 6bln Honee eBpo-
NeNCKMMU, YeM Apyrue XyAoXHUKK ux obnactu,
n 6onblue AyMann O TOM, Kak UX paboTbl MOryT
6bITb YCOBEPLUEHCTBOBaHbI C TOUKWN 3peHUs pea-
JIN3Ma NAacTUYeCKNX UCKYCCTB, CTPEMUANCH «BbITb
061a4€HHbIM B C/IOHOBYHO KOCTb» U 0OpecTun 3k-
3MCTEeHLUNANbHYH peanbHOCTb.

MoaBOAS UTOMM, MOXHO OTMETUTb, UTO NPO-
pacTaHuWe peanncTUUYecKor CKyAbNTypbl B COBpE-
MeHHOM KuTae 6b1J10 TECHO CBA3aHO C 3anagHom
cncteMon 6a30BOro 3cTeTMyeckoro obpasosa-
HUS, OCHOBaHHOIO Ha PUCOBaAHWUM XU3HWU. ITO,
a TakXXe pe3kume MHCTUTYLNOHaNbHble N3MEHe-
HunAa B Kutae B Hauane XX Beka, HanpaXeéHHoCTb,
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CONTEMPORARY CHINESE SCULPTURE OVERVIEW

Summary: In the past century, China has experi-
enced significant cultural and societal transformations,
transitioning from a culturally isolated and largely illit-
erate nation to one that is actively developing along-
side the rest of the world and presents a unique blend
of cultural tradition and modern civilization. Over the
years China has seen several generations of sculptors
who have been both actively and passively influenced
by various schools of sculpture and ideas from France,
the Soviet Union, Europe, and the US. In other words,
the development of contemporary Chinese sculpture
is closely tied to the ideological and cultural progress
of China in the 20th century, resulting in a unique and
distinctive presence within the global art scene in the
21t century. Unlike other cultural fields, Chinese con-
temporary sculpture has expanded beyond the bound-
aries of the art world and the academy. It not only
focuses on developing a realistic sculpture system but
also incorporates Western contemporary art concepts
into its creative process while preserving traditional
Chinese sculpture. Contemporary sculpture is currently

1. Examining the Historical and Cultural Back-
ground of the Emergence of Contemporary Chi-
nese Sculpture

At the beginning of the 20th century, the decline
of traditional culture and art, coupled with the pub-
lic's demand for a new culture, prompted Chinese
sculptors to seek alternative ways to develop nation-
al sculpture. Some of these sculptors went to France
to study and upon returning to China, they intro-
duced realistic methods and Western approaches
to sculpture. They established art schools that lat-
er became the foundation for contemporary Chi-
nese sculpture education. These schools shaped the
aesthetic ideas of contemporary Chinese sculpture
and introduced more scientific and rational meth-
ods of work and thought. They had a positive and
progressive significance in terms of educating indi-

being developed in a balanced manner through various
mainstream routes, including the realistic art tradition
of the West, the contemporary art concepts of Europe
and America, and the Chinese cultural codes. The for-
mation of this situation has complex reasons, which
can be attributed to the multiple changes in the de-
velopment route of Chinese sculpture throughout the
20th century. This has resulted in several trends of con-
temporary Chinese sculpture and culture. Additionally,
the development trends of Chinese culture through-
out the 20th century, as well as the semi-planned and
semi-market-oriented economic system implemented
in China after the Reform era, have also contributed to
this situation. This article provides an overview of the
overall development context, explores the issue of the
delayed development of contemporary Chinese sculp-
ture, and reviews sculpture genres and styles, offering
insights into the formation and genesis of contempo-
rary Chinese sculpture.

Keywords: Chinese Contemporary Sculpture, Genres
of Sculpture, Sculpture Style, Sculpture, Artistic Influence

vidual and social values, revealing creative poten-
tial, and introducing strict logical principles. This
marked the first historic step in the formation of
contemporary Chinese sculpture.

In the following period, after the founding of
the PRC in 1949, due to the needs of national de-
velopment and international relations, China went
through a process of learning from the experience
of the more advanced socialist country, the Soviet
Union. Thus, the socialist realism penetrated into
China. Compared to the sculpture of the “French”
school, this socialist realist sculpture emerged as the
result of a political order, and the educational ac-
tivities were carried out under state guidance. With
its mastery of socialist realist sculptural themes and
scientific methods of education and creation, Sovi-
et sculpture created a large number of works that
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became classics — mostly large-scale monumental
sculpture. Through a policy of sending students to
study in the Soviet Union and inviting Soviet spe-
cialists to teach in China, Chinese sculptors mastered
the methods and techniques of realistic sculpture,
the techniques of enlarging monumental sculptures,
and the philosophical ideas behind them.

Following the establishment of the PRC in 1949,
with accordance to national development and in-
ternational relations, China underwent a period of
learning from the more advanced socialist nation,
the Soviet Union. This resulted in the emergence of
Socialist Realism in Chinese sculpture, which differed
from the “French” school of sculpture. The state
played a guiding role in educational activities and
political orders that led to this development. Soviet
sculpture, with its expertise in socialist realist sculp-
tural themes and scientific methods of education
and creation, produced numerous classic works, pri-
marily large-scale monumental sculptures. Chinese
sculptors gained knowledge of realistic sculpture
techniques and methods, as well as the enlarge-
ment of monumental sculptures and the philosoph-
ical ideas behind them, through a policy of sending
students to study in the Soviet Union and inviting
Soviet specialists to teach in China.ln addition, by
adopting the experience of the Soviet Union, sculp-
tors from the major art schools began to pass it on
to their students: they implemented the methods
and standards of Soviet sculptural education in the
institutions where they worked, while also spread-
ing the traditions of the Soviet art school through
their creative practice. This laid a solid foundation
for higher sculptural education and creative work
in the New China.

Since the start of the Reform era in 1978, follow-
ing the Cultural Revolution, there has been a sig-
nificant transformation in Chinese sculpture. This
period has brought about political, economic and
cultural developments, resulting in an unparalleled
openness in the field of Chinese sculpture. As a con-
sequence, contemporary Chinese sculpture has be-
come more diverse, borrowing from Western art
trends such as modernism and postmodernism. It
is evident that this process is an emulation of the
evolution of artistic movements that emerged in the
West during the 20th century. Historically, this is the
result of the duality of Chinese sculpture — even of
all Chinese art,— which both actively learned from
the West and passively perceived the influence of
its art. The disruptive decade of the Cultural Rev-
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Il 1. Liao Xinxue. Disc holder. Gypsum. 1946. France

olution led to a broken trajectory of development
and the loss of its own voice, so Chinese sculpture,
again, inevitably had to turn to Western art as a
model for development.

It is worth noting that since the 1920s and 1930s,
many sculptors who received education abroad have
explored Chinese indigenous cultural and sculptural
traditions for inspiration in developing contempo-
rary Chinese sculpture. However, upon examining
these artists and their work, it becomes apparent that
they also received artistic education within French
or Soviet frameworks, or more recently, education
focused on contemporary Western art. This allowed
them to learn Western plastic methods and scientific
principles, which they then applied to the study and
development of Chinese sculptural tradition. There-
fore, even as they were dealing with the problems
of relationship between traditional sculpture and
modernity, the preservation of tradition, or “sini-
fication” and “regionalization”, these sculptors still

Ill. 2. Wang Keping. 1978. Idol. Height 60 cm. Wood.
Personal collection of the artist.

looked at the Chinese tradition through the lens of
the Western sculptural model. This is also one rea-
son for the large number of works that combine
the languages of Chinese and Western sculpture,
or borrow from traditional Chinese sculpture to ex-
press modern ideas.

Hence, by learning from the West, contemporary
Chinese sculptors created a system of sculpture in
the image and likeness of Western sculpture. They
have modernized and reinterpreted traditional Chi-
nese sculpture in accordance with Western sculpture
and its aesthetics. Contemporary Chinese sculpture
as it is was formed in the process of constant ac-
tive and passive interaction with the outside world.

2. The Delayed Development Of Contempo-
rary Chinese Sculpture In The 20th Century

The development of the genres and style of con-
temporary Chinese sculpture since the 1920s-30s
has been a continuous process of borrowing and

adopting under foreign influences. When French
sculptors brought the realist method to China, the
France itself was swept up in the modernist move-
ment and the search for new forms and materials
of sculpture; from 1949 academic realism of the
Soviet school came to China, and under the guid-
ance of Soviet specialists, Chinese sculptors deeply
mastered its approaches and methods, and gained
experience in monumental plastic and large-scale
works of sculpture. Since 1949, China embraced the
academic realism of the Soviet school, while Chi-
nese sculptors, under the guidance of Soviet spe-
cialists, have mastered its approaches and methods,
and gained experience in monumental plastics and
creating large-scale artworks. By that time the USSR,
where Socialist Realism emerged, has already accu-
mulated a wealth of experience in creating such art-
works and therefore had a fully developed model
of education and sculpture creation. With the be-
ginning of the Reform era, China was introduced to
modernism and postmodernism, and in the 1980s
and 1990s Chinese sculpture actively studied West-
ern pre-war and post-war art theory. In a very brief
period Chinese sculpture underwent the same artis-
tic evolution that took Western countries almost a
century. It can thus be seen that in comparison with
European countries, there is a certain lag in the de-
velopment of theories and approaches in each of the
mentioned periods, which directly affects the evolu-
tion of types and styles of contemporary sculpture.

China differs from Western countries, civiliza-
tionally, culturally, and historically, making a sort of
“late start” of contemporary Chinese sculpture in-
evitable. In the mid-18th century, the Qing Empire
began a policy of closed doors and cut off all con-
tact with the outside world. Faced with the many
cultural and scientific achievements of other coun-
tries, China maintained its ignorance making it im-
possible to carry out modernization of any kind. On
the other hand, during the same period, Europe had
already started experiencing the industrial revolu-
tion, which led to significant advancements in sci-
ence, technology, and economics. Moreover, the
Renaissance, Restoration, and Enlightenment move-
ments had a profound impact on people’s thinking,
liberating them from feudal ideologies. These fac-
tors collectively created an environment conducive
to the growth of society and humanitarian knowl-
edge, including the field of contemporary sculpture.

The perceived backwardness of Chinese sculpture
has been the driving force behind its development.
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This was especially evident in the pre-Reform era
Sculpture and the enthusiasm of Chinese sculptors
who had received French or Soviet education and
studied the realist method. In the years of the Re-
public, Chinese sculpture completely lost its ability to
guide people and had little prospects for advance-
ment. In this period many traditions and elements
of the "old” culture were discarded. Simultaneous-
ly, in unstable and troubled times, cultural workers
inevitably assumed the important role of propa-
ganda and public communication. The selection of
the genre and style of a sculpture was influenced
not only by the intention to preserve the "new” cul-
ture and oppose the “old” culture, but also by the
necessities of social and cultural propaganda and
education. Educated people of the time were un-
doubtedly familiar with European realist sculpture.
Similarly, following 1949, literary and artistic activ-
ities in China underwent a significant level of unifi-
cation and were subject to the interference of the
ruling ideology. After joining the socialist camp, Chi-
na adopted the style of socialist realism and ef-
fectively rejected non-realist sculpture movements.
Encounters with Western art and art theory during
the 1980s and 1990s can essentially be character-
ized as passive, as they were the result of a policy
Reform and Opening-up and a quasi-market eco-
nomic system, rather than an active desire to learn
from other countries. However, in the 21st centu-
ry, Chinese sculpture is facing new challenges and
generating new reactions. There is now a renewed
interest in the sculpture art of Europe and the Unit-
ed States, evident in artistic circles and academies
across China.

3. Genres in Chinese Sculpture during the 20th
Century: Their Formation and Development

Before the Reform era, Chinese sculpture de-
veloped in accordance with French and Soviet art
and Realism. The sculpture was mainly composed of
easel sculptures and reliefs, which included heads,
busts, full-length and waist-length human figures,
group sculptures, and sculpture groups. Large-scale
monumental sculptures were mostly represented by
reliefs and sculptures, such as busts, waist-length
portraits, life-size human figures, horsemen, and
sculpture groups. Prior to the founding of the PRC
in 1949, due to a lack of social demand, resourc-
es, and the fact that sculpture education was not
yet widespread, the total amount of sculpture cre-
ations was small. Even the outdoor memorial sculp-
tures were small in size. Following 1949, there was
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a significant increase in the number of sculptures
in comparison to the previous period. This was due
to the national needs and the availability of more
materials. Monumental sculptures, either in larger
sizes or composed of multiple figures, started to
emerge one by one. After the Reform era, numer-
ous Chinese sculptors shifted towards contempo-
rary Western art concepts and utilized them as the
foundation of their work. This led to the emergence
of a diverse range of techniques, including instal-
lations and abstract sculpture. Some artists have
begun to focus more on the use and role of mate-
rial in sculpture — this includes sculpture in stone,
wood, ceramics and porcelain, glass, jade, plastic,
paper, sculpture made of household products, lu-
minescent sculpture, etc. New media for sculpture
have also emerged — digital sculpture and sculp-
ture in the meta-universe.

Overall, the sculpture genres and types that
emerged in the previous century have not vanished
in the 21st century. Instead, they are undergoing
further development and showcasing a harmoni-
ous coexistence of both new and old artistic forms,
highlighting the diversity of sculpture. Regarding
the work of Chinese sculptors, many sculptures can-
not be easily categorized into a specific genre. Each
artist approaches their research and creative prac-
tice based on their preferred artistic system'’s ap-
proach to sculptural genres. In art schools, students
are taught realistic sculpture techniques, as well as
classes that focus on concepts, materials, and me-
dia of sculpture. These classes include digital sculp-
ture, sculpting with various materials, and hands-on
classes. The range of disciplines offered reflects the
current state of sculpture genre development in Chi-
na. In general, Chinese plastic in the 21st century
follows the course set in the last quarter of the last
century with its inherent pluralism and tendency
toward individualism, be it small or medium-sized
easel sculpture or large open-air monumental sculp-
ture, and be it works in the spirit of traditional Chi-
nese sculpture or very modern works gravitating
toward abstractionism.

Broadly speaking, the plastic art produced in Chi-
na during the 21st century continues to follow the
trajectory established in the final decades of the
previous century. This artistic output is character-
ized by a pluralistic approach and a tendency to-
ward individualism, whether the works in question
are small or medium-sized easel sculptures, large
outdoor monumental sculptures, or pieces that draw

Il 3. Wang Linyi. National Unity. Gypsum. 1951 Fine Arts Museum of China Foundation.

inspiration from either traditional Chinese sculp-
ture or very modern artworks gravitating toward
abstractionism. In order to present these four types
of sculpture in a fresh perspective, sculptors explore
various concepts, media, materials, composition-
al techniques, and shaping methods, all of which
are fundamental components of sculpture. The ac-
cumulated experience of Chinese sculpture in the
20th century and the new approaches developed
over the past 25 years have allowed contemporary
Chinese sculpture to move beyond relatively fixed
genres to form a broader and more diverse artis-
tic landscape. In the socialist political system, the
overall creative atmosphere of Chinese sculpture in
the 21st century as a whole remains relatively lib-
eral, although more radical types of sculpture and
artistic ideas have still not formed into a separate
trend. For example, sculptures that tackle political
or identity issues, criticize Chinese culture, or uti-
lize the body as an art object are often marginalized
and even prohibited. For this reason, fewer types of
sculpture were identified in this overview as such
works were not discussed.

In general, the development of Chinese sculpture
in the modern era can be described as a constant ex-
pansion within pre-set limits. On the one hand, the
situation established at the end of the 20th centu-

ry persists; on the other hand, the advancement of
Chinese sculpture is limited by various factors. This
is in contrast to Western sculpture and art, which
tend to develop without restraint, expanding in a
chaotic and uncontrolled manner like a rhizome.

4. Looking Forward: The Future of Chinese
Sculpture in the Contemporary Art Scene

In the early 1900s, there was a debate surround-
ing whether or not “Chinese art could be classified as
art on a global scale”". Chinese art, which was initially
rooted in national and historical traditions and had a
traditional form, has evolved over the past century to
become more relevant and in tune with the surround-
ing reality and era. Nevertheless, even today, coun-
tries that hold discursive power in Contemporary Art
still react to Chinese art with some resentment. An in-
creasing number of artists who practice their craft are
questioning the place of their art in the current cultur-
al context. Their primary concern is whether China's
unique and distinctive culture should bow to con-
temporary Western art. Currently, the United States
and Great Britain are at the forefront of the sculp-
ture world, introducing globalization, institutionaliza-
tion, and mercantilism. The prevailing artistic trends

1. Dong Lihui. 2021. "Modern Art" as a Historical Term: Com-
parison Between East And West. Beijing. China Literature and
Art Review, 2021(09): p.16.

53



have led to a challenge for sculptors and communi-
cators to maintain cultural diversity, uniqueness, and
heterogeneity. This challenge is a direct consequence
of uncontrolled expansion of the capitalist market in
Western countries. In the realm of culture, this can
be seen in the excessive exportation of Western lib-
eral values that permeate contemporary Western art-
works. This pursuit of individualism and novelty has
resulted in the devaluation of the rich and diverse his-
tory of human civilization, including national, region-
al, and socialist cultures, making them less appealing
and influential. Chinese contemporary sculpture and
other forms of Chinese art have a crucial responsibili-
ty to resist and engage in the fight against the stand-
ardization of contemporary art, which is often held
hostage to capital and radical values. This movement
should not be limited to China alone, as contemporary
art from other countries such as Russia, India, Mex-
ico, Iran, and other regions should also actively par-
ticipate in this movement. Only then can we hope to
find a way out of the crisis that contemporary art is
currently facing worldwide.

Contemporary Chinese sculpture has successfully
established a new cultural field in the internation-
al sculptural arena after a century of formation and
transformation. This has been achieved through con-
sistent communication with the outside world and
the integration of foreign knowledge into the Chi-
nese cultural and social context. A unique sculptural
worldview has emerged within the cultural sphere,
characterized by a focus on Chinese cultural her-
itage and contemporary society and culture. This
worldview is closely linked to individualism and pat-
riotism, and involves the study of both Chinese tra-
ditional and Western sculpture, with an emphasis
on their synthesis. The outcome of this approach
is a wide range of sculptural genres and styles. The
progress made in theory, creative practice, and art
education system has led to the successful estab-
lishment of a research base and creative system in
Chinese contemporary sculpture in recent years.
Furthermore, it is continuously exploring innova-
tive ideas to tackle the challenges that exist in the
field of sculpture.

REFERENCES

1. Anchukov, S.V,, Liao Zhengding. 2011. “The evolution
of realism in the fine arts of China throughout the
20t century” ["Ehvolyuciya realizma v izobrazitel'nom
iskusstve Kitaya na protyazhenii XX veka"], Scientific
problems of humanitarian research [Nauchnye prob-
lemy gumanitarnyh issledovanijj, no. 11, pp. 189-202.

2. Burganova, M.A,, Cao Xiong. 2020. "Wu Weishan's cre-
ative method and pedagogical concept” [“Tvorcheskij
metod i pedagogicheskaya koncepciya U Vehjshanya"],
Decorative Art and environment. Gerald of the RGHPU
[Dekorativnoe iskusstvo { predmetno-prostranstvennaja
sreda. Vestnik MGHPA], no. 4-3, pp. 67-73.

3. Wang Shujing. 2021. "Art education in China in the XX
century: national traits, international trends, and Rus-
sian influence (on the example of the Central Academy
of Fine Arts” ["Hudozhestvennoe obrazovanie v Kitae
v XX veke: Nacional'nye cherty, mezhdunarodnye ten-
dencii i rossijskoe vlijanie (na primere Central'noj Aka-
demii Izjashhnyh iskusstv)"], Culture and art [Kul'tura
{ iskusstvo], no. 4. pp. 54-63.

4. Wei Xiao. 2021. "Chinese sculpture in the new era”,
Art Literature Scientific and Analytic Journal Burganov
House. The Space of Culture, vol. 17, no. 5, pp. 125-135.

54

5. LulJunnan. 2016. “Contemporary urban and landscape
sculpture in the context of current phenomena of glob-
al culture” ["Sovremennaja gorodskaja i landshaftnaja
skul'ptura v kontekste aktual'nyh javlenij global'noj
kul'tury”], Decorative Art and environment. Gerald
of the RGHPU [Dekorativnoe iskusstvo i predmetno-
prostranstvennaja sreda. Vestnik MGHPA], no. 2, part 1,
pp. 82-88.

6. Neglinskaja, M.A. 2022. Sovremennoe iskusstvo Kitaja:
mezhdu modernizmom i tradiciej [Chinese contempo-
rary art: between modernism and tradition], in Ljubi-
mov, Ju.V. (ed.), Sputnik +, Moscow, Russia.

7. Cao Xiong. 2017. “The etymology of the concept of
"sculpture" in China and the features of the devel-
opment of Chinese sculpture” ["Jetimologija ponjati-
ja «skul'ptura» v Kitae i osobennosti razvitija kitajskoj
skul'ptury”], Decorative Art and environment. Gerald
of the RGHPU [Dekorativnoe iskusstvo i predmetno-
prostranstvennaja sreda. Vestnik MGHPA], no. 4,
pp. 185-188.

8. Yuan Xiaodong. 2011. Dynamics of traditions and in-
novations in the artistic culture of China from 1949 to
2008, Ph.D. Thesis, Moscow, Russia.

DOI: 10.36340/2071-6818-2023-19-3-49-59

®aH Yo

npenozasartesb

AKaZemus M3ALLHBIX UCKYCCTB [yaHuxoy
e-mail: 631803351@qqg.com

l'yaHuxoy, Kutan

OB30P COBPEMEHHOW KNTANCKOW CKY/IbMTYPbI

AHHomayus: 3a nocnefHee ctonetve Kutait npeepatun-
€A 13 KyNbTYPHO VM30/IMPOBAHHOW CTPaHsbl, rae 60/bLUNH-
CTBO HacesneHns 6bI10 HEerpamoTHbIM, B CTPaHy, Kotopas
pasBuBaeTcsa napasnfieNbHo C OCTajlbHbIM MUPOM, B KOTO-
PO COCYLLECTBYHOT KyNbTypHas TPaguLma U COBpeMeHHas
LmBUAM3aLMA. Ha 3TOM GpOHe NOKONEHNA KNTaNCKUX CKY/lb-
MTOPOB UCMbITbIBANIN aKTUBHOE MW MAacCMBHOE BAVSHME
bpaHLy3CKON, COBETCKOW, EBPOMNENCKON N aMepUKaHCKOM
CKyNbMTYpPbl U NpeACTaBNeHWIN, HAXOAACh B TO K& BpeMs
B MOWCKe NyTeli BO3POXAEHUA TPaANLMOHHON KUTaCKOM
CKYNbATYPbI U KYAbTYpbl. IpyruMu cioBaMu, AEON0TMM-
yeckoe U KyabTypHoe passuTue Kutas ¢ Havana XX Beka
ABNAETCSA KNHOUOM K PasBUTUIO COBPEMEHHOW KUTaCKOM
CKyNbNTYpbI, @ 06CTOATENBCTBA POPMUPOBAHMA U XapaKTep-
Hble 0OCOBEHHOCTV COBPEMEHHOM KUTaNCKOMN CKyAbMTYPbI
ABAAIOTCA B HEKOTOPOM POZAE YHMKaNbHBIMU Ha MUPOBO
XyfoxecTBeHHoM cueHe XXI Beka. B oTanune ot gpyrux
obnacteit KynbTypbl, KUTallckas COBPeMeHHas CKyAbMTy-
pa BbilL/a 3a Npejesbl MUpa UckyccTBa 1 akagemumn. OHa
He ToNbKO GOKYCMPYeTCa Ha PasBUTUM PeaancTUYeckomn
CKYNbNTYPHOW CUCTEMBI, HO 11 BK/IHOYAET B CBOV TBOPUECKUIA
npoLiecc 3anazHble KOHLeNLum COBPEMEHHOTO NCKYCCTBa,
COXpaHAA NPW 3TOM TPaANLMOHHYHO KUTANCKYHO CKY/IbMTY-

1. WcTokm pasBUTUA cOBpeMeHHO KuTai-
cKoW ckynbnTypbl. UcTopuueckne peannm m Kynb-
TYPHbIA KOHTEKCT

Ynagok TpaguuMOHHOW KyabTypbl U NCKYCCTBa,
a TaKkxke ObLLIECTBEHHbIN 3aNPOC Ha HOBYIO KY/IbTYpY
NobyAnAM KMTaNCKUX CKYAbMTOPOB Havana NpoLuno-
ro Beka UckaTb HOBble MYTU Pa3BUTUA HaLMOHaNb-
HOM CKyAbMNTYpPbI. B 3TUX yCNOBUAX YaCTb KMTANCKMX
CKy/NbMTOPOB OTNpaswiack Bo ®paHumto 3a obpaso-
BaHWeM, 1, BEPHYBLUNCb Ha POAWHY, OHWU NpuBe3n
€ cobo peanncTnUecknii MeToA 1 3anagHble Noa-
XOAbl K CKY/JIbATYPHOMY McKyccTBY. OHM OTKPbIIY
XY 0XECTBEHHbIE LLIKOJIbl, KOTOPbIe CTa OCHOBOW
COBPEMEHHOTO CKYJ/IbMTYPHOro 06pa3oBaHus, B KOTO-
pbix GOPMUPOBANNCE ICTETUYECKME NPesCcTaBAeHs

py. B HacTosLee BpeMs coBpeMeHHas CKyabMTypa pa3su-
BaeTcs cbanaHCMpPOBaHHO, UCMO/b3YA Pa3/IMUHbIE NYTH,
BK/tOYasA TPAZMLIMM PeanncTMyeckoro NCKyccTea 3anaga,
KOHLenLmMmn coBpemMeHHOro nckycctea Eeponsl 1 Amepu-
KW, @ TakXe KUTackune KynbTypHble Koasl. CloXuBLIAACA
CUTyaums UMeeT KOMMAEKCHbIE MPUYMHBI, KOTOPbIE MOX-
HO O6BACHWUTbL MHOFOKPAaTHbIM M3MEHEHWEM MYTU Pa3Bu-
TWUS KMUTAUCKOWN CKYbNTYpbl Ha NpoTsxxeHun XX Beka. ITo
MPVBENO K NOSBJAEHUIO HECKOIbKNX HanpaBaeHWI coBpe-
MeHHOW KUTaNCKOW CKyAbNTYpbl U Ky/lbTypbl. Kpome Toro,
TEHAEHUMN Pa3BUTUS KMTAUCKOW KyAbTypbl Ha NPOTAXe-
HMK XX Beka, a Tak>Ke noaynaaHoBas-noaypbIHOYHasA KO-
HoMWYecKkas cuctemMa, BHeApPEHHaa B Kutae ¢ Hauanom
3Moxu pepopM 1 OTKPLITOCTH, TakxKe BHECIN CBOM BKAaZ,
B 3Ty cuTyaLuto. B gaHHOW cTaTbe npeacTassieH 0630p 06-
LLLero KOHTeKCTa pas3BuUTUs, uccieayetcs npobiema 6onee
MO3AHEro Pa3BUTUS COBPEMEHHOM KNTAWCKOW CKY/IbMATY-
Pbl, @ TaKXXe paccMaTpUBatOTCA XaHpPbl U CTUAK, W, HaKO-
HeL, o6bACHAeTCA GOPMUPOBAHME 1 UCTOKM COBPEMEHHOM
KUTaNCKON CKyAbMTYPbI.

Knodessie cnosa: cogpemMeHHas kumadckas
CKYZlbNMypa, XaHpel CKyJibnmypel, CMuib CKyJbnmypsl,
cKyibhmypa, xydoxecmeeHHoe e/usHUe

KUTaNCKOW CKyNbMTYpPbl N OCYLLLECTBAANOCH BHepe-
HWe Hay4YHbIX M paLnoOHaNbHbIX METOA0B PaboThbl
N MblILW/IEHNA B KMTACKOe NPOCTPaHCTBO CKYy/b-
NTypHOro nckyccrea. C TOUKM 3peHUs BOCNUTAHUSA
JNINYHOCTN 1 OBLLECTBEHHbIX LIEHHOCTEW, pacKpbl-
TUA TBOPYECKOTO MOTEeHLMaNa U BHELPEHUA CTPO-
rMX NOrMYEeCcKnX NPUHLMMNOB, OHUN UMENU KpaiHe
NO3VTUBHOE M NPOrpeccMBHOE 3HayYeHne. IT0 6bin
nepBbli, NCTOPUYECKMIA LWar B POPMMPOBAHUN CO-
BPEeMEHHOW KUTaCKOM CKYAbMNTYpbI.

B nocneaytowmin nepuog, nocne ocHosaHms KHP
B 1949 rogy, B cuay notpebHOCTEN B HaLMOHa b-
HOM Pa3BUTUN U MEXAYHAPOAHbIX OTHOWeEHWUR, Kn-
Tal NPOLWEN Yyepes Nepuos nsydeHus onbita bosee
nepeaoBOK C TOUKMN 3peHMs coLmanmama cTpaHbl —
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CoseTtckoro Coto3a. CoumanmcTmyeckmii peanmnsm
npoHuK B Kntai. Mo cpaBHEHWNIO CO CKY/NbMNTYPOWA
«(paHLy3CKON» LIKOJbl 3Ta CKYAbMATYpa B CTU/IE COL-
peanv3Ma bbina pe3y/ibTaToM MNOAUTUYECKOTO 3aKasa,
a obpasoBaTenbHasA AeATeNbHOCTb OCYLLEeCTBAANACh
NoJA rocyAapcTBeHHbIM PYKOBOACTBOM. Pe3ynbTa-
TOM OBJ/lafleHNsA MeTojamMmn COBETCKOW peanncTu-
YeCKOW LWKObl CKYAbNTYpPbl, HAYYHbIMU MeTOZaMu
paboTbl N NpenojaBaHns CTano NosBAeHMe 60b-
LIOro KOJMYeCTBa NPOU3BEAEHNI, CTaBLUNX KAaccu-
YeCKNMU, — NPEUMYLLIECTBEHHO KPYMHOMaCLUTabHOW
MOHYMeHTaNbHOM CKy/bNTypbl. Baarogapa nonntuke
OTMNpaBKW CTyAeHTOB Ha y4éby B CoBeTckuin Coto3
W NpUraaweHns COBETCKUX CNeLmanncToB Ana npe-
nogasaHus B Knutae kmtarickme ckybnToOpbl OCBOMU-
N METOAbI Y NPUEMBI PEaINCTUYECKON CKYAbMTYPBI,
TEXHWKY YBENYEHUS ANA CO34aHNsA 6onbLnX MO-
HyMeHTaNbHbIX CKyJbMNTYp, a Takxe CTosABLIME 3a
HUMK Punocodckme npeacTaBaeHns. Kpome Toro,
nepeHss onblT CoBeTckoro Coro3a, CKyNbNTOpbI 13
KPYMHbIX XyAOXEeCTBEHHbIX BY30B Hauyanu nepegja-
BaTb €r0 CBOUM YyUYeHWKaM: OHU BHEAPWIN METObI
W CTaHAapTbl COBETCKOrO CKYAbMNTypHOro obpasosa-
HWA B yupeXzaeHus, rae oHn paboTtanw, pacnpocrtpa-
HAA TPaAULMN COBETCKOMN XYAOXKECTBEHHOM LUKObI
TakXXe M CBOEl TBOPUYECKOW MpakTUKOW. ITO 3a10-
>KWUNO MPOYHYHO OCHOBY A5l BbICLLErO CKY/AbMNTyp-
HOro obpa3oBaHNA N TBOPYECKON JEATENbHOCTM
B HOBOM KuTae.

HactynuBwinii nocne gecatmneTms «KyabTypHOM
pesoatounun» B 1978 rogy nepuog pedopm n oT-
KPbITOCTW, MPOAOAXKAOWMACA MO CEe feHb, C ero
NOJANTUYECKMM, IKOHOMUYECKUM U KYJAbTYPHbIM pas-
BUTMEM, NPUBEN K BecnpeueseHTHOM OTKPbLITOCTM
B CKY/NbNTYPHOM mnckycctee Kutas. B atot nepvwog
HayanoCb M3y4yeHne 1 3auMCTBOBaHWe obpasHo-
CTV M NNacTUYeckmx 0CobeHHoCTel MoAepHM3Ma
¥ NOCTMOZAEPHU3Ma — 3anafHbIX TEHAEHLMI B UC-
KyccTBe. Kak cneactsue, cemyac cocyLecTByeT MHO-
XeCTBO XyAO0XeCTBeHHbIX HanpaBAeHWI B UCKYCCTBE
CKYAbNTYpbI.

OueBnAHO, UTO 3TOT NPOLECC ABAAECTCA UMUTA-
L1en 3BONOLMIN Xy[0XKECTBEHHbIX TeYeHWI 3ana-
Aa B XX Beke. C CTOPUYECKOM TOUKM 3PEHUS, 3TO
pe3ynbTaT ABOVCTBEHHOCTM MUPA KNTaNCKOM CKY/b-
NTypbl — AaXe BCEro KMTalckoro NckyccTaa, KoTo-
poe Kak akTUBHO y4ua0Ch y 3anaga, Tak U MacCuBHO
BOCMPUHMMaNO0 BANSHME ero UCKyccTBa. Paspym-
Te/bHOE fecATUNeTNE «KYJbTYPHOW PEeBONOLINN»
NPMBENO K CIOMY TPAaeKTOpUN Pa3BUTUA U NoTepe
COBCTBEHHOTrO roN0ca, MO3TOMY KMTaUCKOM CKYAbMTY-
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pe CHOBa Hen36eXHO NPULLAOCE 0OpPaTUTLCA K 3a-
najHOMY UCKYCCTBY Kak K MpUMepy AnA pPa3BUTUA.

Heobxoanmo Takxe ckazatb, uto ¢ 20-30-x rogoB
NPOLLNOro BeKka MHOrMe 13 CKYbMTOPOB, MNOJyYaB-
LUINX B pa3Hble Nepunosbl obpasoBaHue 3a pybexom,
nccnefoBany M U3yvanmn KUTanCKy NCKOHHYHO Kyb-
TYPHYIO 1 CKYABbMTYPHYIO TPaAMLMIO, NbITadCb Hal-
TV B HUX YHWKa/NbHOE HamnpasaeHne Ana pa3BuTua
COBPEMEHHOM KMTaNCKOM CKYAbMNTYpbl CEroAHaA. Tem
He MeHee, ecNn CMOTPETb Ha TakuX XYLOXXHUKOB
M nx paboTbl, TO OHWM CaMu TakxKe NMOAYUNAN Xy[0-
XecTBeHHoe obpaszoBaHue No GpaHLy3CKOMY nan
coBeTckoMy obpasLy, Uan, ecan peyvb UAET O no-
CNefHNX rofax, To — obpa3oBaHmMe C OpueHTaL el
Ha MoAXoAbl COBPEMEHHOrO 3anaAHoro NCKyccTBa.

Tak, OHW U3y4nn 3anagHble niacTyeckne MeTo-
Abl Y Hay4Hble MPUHLMMbI, KOTOPble BMOCAEACTBIN
MPUMEHWAN NPU NCCNEA0BaHUM 1N Pa3BUTUUN KUTaM-
CKORM CKY/NIbNTYpHOM Tpaanuumm. Mostomy, Aaxe 3aHu-
Mascb NpobaeMamu CyLLecTBOBaHWA TPAAULIMOHHON
CKYNbMTYpPbl B COBPEMEHHOCTW, €€ COXPaHeHWs, Nan
«KNTansaumm» 1 «permoHannsaLmnm», 3Tm CKynbmnTo-
Pbl BCE >Ke CMOTpesIN Ha KUTaNCKyto Tpaanumio Ye-
pe3 Npu3My 3anajHol CKyabNTypHON MoAenn. 3To
TakXe ABNAETCA OAHOM U3 MPUYMH BO/BLLIOTO KO-
yecTBa paboT, B KOTOPbIX COYETAOTCA A3bIKW KUTAN-
CKOW W 3anafHOW CKYAbNTYPbl AN 3aMMCTBOBaHUSA
13 TPAANLMOHHOMN KMTAaNCKOW CKYNbNTYpPbl ANA Bbl-
paXKeHUA COBPEMEHHbIX UAEN.

Takum o6pazom, yuach y 3anagHoOW CKybMTypbl,
COBPEMEHHbIE KUTANCKMe CKYNbNTOPbI CO34ann CU-
CTEMY CKyAbMNTYpbl NO 06pasy 1 Nogobuto 3anagHom.
OpureHTUpyYACh Ha 3anafHyro CKyAbNTypy, eé 3cTeTn-
KY, OHW MOZAEPHM3NPOBANN 1 NEPEOCMBICANAN TPpa-
AVLIMOHHYIO KUTaNCKYHo ckynbnTypy. CoBpeMeHHbI
06/1MK COBPEMEHHOW KNTaNCKOM CKyNbNTypbl chop-
MUpPOBaCA B NpoLecce NOCTOAHHOIO akTMBHOIO
¥ NacCMBHOIO B3aNMOAENCTBUS C BHELLIHUM MVIPOM.

2. bonee nosgHee pa3BUTUE COBPEMEHHO
KuTaiickoii ckynbntypbl B XX Beke.

Pa3BuTre XXaHPOB W CTU/Ie COBPEMEHHOW K-
TAaMCKOW CKyNbNTYpbl, HaunHas ¢ 20-30-x rogos
NPOLWJ/IOro Beka — 3TO HenpepbIBHbIA NpoLecc
3aMMCTBOBAaHMA, MPUHATUA NHOCTPAHHOrO BANA-
Hua. Korga ¢paHLy3ckne cKyabnTopbl MPUBE3NN
peannctmyecknin metog B Kutain, B camon ®paH-
LMK K TOMY BPEMEHU yXe pacLBeno ABMXKeHne
MOJepHM3Ma 1 Nonckn B obnactn popm 1 mate-
pnanos ckyabnTypbl. C1949 roga B Kutan npu-
WEN akaZgeMnyeckunii peainsm COBETCKOW LWKOJbI,
Y NOJ, PyKOBOACTBOM COBETCKUX CMeLnanncToB Ku-

Talickve CKyAbNTOPbl INy60KO OBAAAENMN EFO MOA-
XofaMun 1 MeToAamu, a Takxke npuobpenn onbIT
MOHYMEHTaNbHOW NAACTUKN U CO3JaHUA KPYMHO-
MaclTabHbix nponssegeHunii. B CCCP, rae coupea-
JIN3M NOSBWJCS, K TOMY BPEMEHM Yy>Xe Bbln boraTtbii
ONbIT CO34aHMA NOAOOHbLIX NMPON3BEAEHWNI, U NOTO-
MYy MOJIHOCTbIO C/IOXMUAaCh MoZenb obpa3oBaHums
n TBopyecta. C Hayanom pedopm 1 OTKPLITOCTH
Kutali 3HaKOMUTCA C MOAEPHM3MOM M NOCTMOAEP-
HM3MoM, a B 80-e 1 90-e rogbl B MpoCTpaHCTBE
KUTaMCKOW CKYyNbMTYpPbl MAET aKTUBHOE U3yYeHne
3anagHol A4OBOEHHOM M NOCIEBOEHHOM TEOPUM
MCKYCCTBa — 3a OUYEHb KOPOTKUIN nepuoj Bpeme-
HW KUTaWCKUE CKYAbNTOPbI MPOLUAU Ty XKe XyA0-
>KECTBEHHYHO 3BOJIIOLMIO, HAa KOTOPYIO 3anafHblM
CTpaHam noTpeboBanoChb MNOYTU CTO NeT. Takum
o6pa3om, BUAHO, YTO NO CPaBHEHMUIO C eBPONENi-
CKMMM cTpaHamu B Kutae B KaXablii U3 paccMo-
TPEHHbIX NEPUOAOB HabatoAaeTCs onpeaenéHHoe
oTCTaBaHve B Pa3BUTUW TEOPUIA U NOAXOAOB, UTO
HanpsMyto 3aTparnsaet Npobaemy naMeHeHWs BU-
[OB U CTUNeN COBPEMEHHOW CKYAbNTYpPbI.

KuTali otanMuaetcs oT cTpaH 3anaga unsuansa-
LMOHHO — MO TUMY UCTOPUYECKOTO Pa3BUTUSA, Ky/b-
TYPHO, B CUJly Y€ro CBOEro poja «Mo3AHWUIA cTapT»
COBPEMEHHOM KMTANCKOW CKYyNbNTYpbl ABASAETCS He-
n3bexHoiM. B cepeanne XVIII Beka nmnepms LinH
Hayana NPoOBOAUTb MOJANTUKY 3aKPbITbIX ABEpPEN
N oTcekaTb Ntobble KOHTaKTbl C BHELLUHUM MUPOM.
CTankmBasCb C MHOTOUYUCAEHHbBIMU KYAbTYPHbBIMU
M HayYHbIMW AOCTUXEHMAMUN ApYrux cTpaH, Kutan
NpPOAOMKaN HAXOANTLCA B HEBEXECTBE, YTO CAenano
HEeBO3MOXHbIM NPOBeAEHNE MOAepHM3aLun nrbo-
ro poaa. VI Hanpotus, B EBpone Toro xe nepuoga
y>Ke Hayasnacb NPOMbILLINEHHAsA PEBOOLMSA, NPO-
[,01KaNnca Hay4YHO-TEXHUYECKMIA N SKOHOMUYECKUIA
nporpecc, KpoMe Toro, No4 BAnsHUEM naen Bos-
poxaeHus, PectaBpauum n MNpoceeLleHnsa co3HaHme
nogjen yxe 6bI10 JOCTaTOMHO PacKpPenOLWEHHbIM,
0CBOBOXAEHHBbIM OT GpeosanbHOro MbilaeHus. Bcé
3TO CO34aN0 HeobXoaMMble 61aroNPUATHbLIE YCNOBUSA
ANA pa3BUTMS 06LLeCcTBa U T'yMaHUTapHOTO 3HaHWS,
B TOM UMCNE U COBPEMEHHON CKY/NbMATYPbI.

OTcTaBaHWe KUTaNCKOW COBPEMEHHOM CKY/IbMATY-
pbl CTano ABUXYLLEN cunol eé pa3utna. OcobeHHo
APKO 3TO MPOSBUIOCH B Nepuoabl 4O Havana pe-
hOPM 1 OTKPBITOCTM B 3HTY3Ma3Me KUTaMCKMX CKYb-
NTOPOB, NpoLleAwnx GpaHLy3CKY UK COBETCKYHO
LUKOJIbl B U3YUEHUM PEaSNCTUUECKOrO MeToAa.

B nepuoa Kutanckon Pecnybankum kutanckas
CKyNbNTYpa NONHOCTBIO NOTepsaa CNOCOOHOCTb Ha-

NpaBAAaTb ¥ UMeNa Mano NepCrekTUB ANA Pa3BUTKS.
MHorve Tpagauumnm, INEMeHTbI «CTapol» KyAbTypbl
6bIIN OTOPOLLEHBI, HO B TO Xe Bpems, B HeCTabub-
Hble U TPEeBOXHbIe BpeMeHa pPaboTHUKK KyNbTypbl
HensbexxHo bpann Ha cebs BaxkHYHO poJib NponaraH-
Abl 1 06LLECTBEHHOM KOMMYHMKaLMK. XXaHp 1 cTuib
CKYNbMTYPHOrO NPoun3BeAeHns BbIbupanca He To/b-
KO B COOTBETCTBMM C COOBpaxKeHAMMN NoAJep>KaHuna
«HOBOW» KYNbTypPbl N MPOTUBOCTOAHNSA «CTapoui»,
HO 1 MNOTPEBHOCTAMMN COLMaNbLHOM U KybTYyPHOM
nponaraHAbl 1 npoceeleHns. HecomHeHHo, 06-
pa3oBaHHble NOAN TOTO BPEMEHW Oblv 3HaKOMbI
C eBPOMencKon peasncTmyeckom ckyabnTypoi. Tak
e, nocne 1949 roga, Kutalh cTonkHyACs ¢ BbICO-
KOW cTeneHbto yHUdMKaLMmM nutepaTypHOM 1 Xy-
[OXKEeCTBEHHOW eATeNbHOCTA N BMeLLaTeIbCTBOM
pykoBoasLel naeonorun. Kak ctpaHa, npucoeam-
HUWBLLAACA K coumanmcTmyeckomy narepto, Kutawm
HauMHaeT OPUEHTUPOBATLCA Ha CTWU/b COLMANNCTMI-
4ecKoro peasnn3mMa, B TO BpeMs Kak HepeasncTuyHble
HanpaB/ieHNs CKyAbNTypbl oTBepratoTcsa. KoHTak-
Tbl C 3aMafHbIM MCKYCCTBOM U TeOPUENn UCKYCCTBa,
npouncxogawme B 1980-1990-e rogbl, NoO CyTn CBO-
el MOXHO OXxapaKTepmn3oBaTb Kak NMacCMBHbIE, TakK
KaK OHW ABAAIOTCA pPe3y/IbTaTOM NOANTUKU pedopm
N OTKPBLITOCTU U MOAYPLIHOYHOW 3KOHOMUNYECKON
CUCTEMBbI, @ HE aKTUBHOTO CTPEMJIEHMA K 0ByUeHNnto
Y APYrux CTpaH.

B XXI| Beke nepes, KUTAaNCKNUM CKYSbATYPHBIM MC-
KyCCTBOM MOCTOAHHO CTOAT HOBbI€ BbI30BbI, CKY/lb-
nTypa Npou3BOAMT HOBble peakumu. NoBceMecTHO,
OT TBOPYECKMX KPYroB 0 akajeMuWii, BHOBb MPOUC-
XOAWT aKTUBHOE CHNMXKEHNE CO CKYbMTYPON CTPaH
Esponbl n CLLUA. baarogaps HOBbIM MeTOAaM, Cpea-
CTBaM MaccoBoW MHbopMaLuu, NpMémam 1 KoHLer-
UMsAM B CKyAbNTYype opoOpMUANCHL pasHOOGpa3Hble
HanpaB/ieHUA, OTINYHbIE OT PEANNCTUYECKON CKY/b-
NTYpPbl, C Pa3HbIMM XXaHPaMW N CTUAAMM.

3. ®opmMmupoBaHue u pasBUTHE XKaHPOB B KU-
Talickoi ckynbnType XX Beka.

Kak y>ce 6b1n10 ycTaHOBAEHO BbILLE, O NEPMOAa
pedOopM 1 OTKPBLITOCTU KUTaNCKasA CKyAbNTypa pas-
BMBanacb No GpaHLy3CK1UM 1 COBETCKUM NeKanam,
n nNpexae Bcero 310 Hblna peanncrTmyeckas cKyb-
nTypa, CTaHKOBas Kpyraas cKyabnTypa u penbedbl —
ronoBbl, 6rOCTbI, YenoBeyveckme GUrypbl B NOJHbIN
POCT 1 NO NOSAC, TPYNMOBble CKYAbNTYPbl U CKY/b-
NTYpHbIe TPYNMbl, aHUMaANNCTUYECKas CKyabNTypa;
B KpynHOMacLTabHOW MOHYMEHTaNbHOM CKy/b-
nType 310 6bLIM penbedbl N Kpyraaa ckyabnTypa,
610CTbI, NOPTPETHLI MO MOAC, YesioBeveckune Gurypsl
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B MOJIHbIA POCT, BCAAHWKW, rPynnoBas CKyaAbMTy-
pa n ckyabnTypHble rpynnbl. o ocHoBaHua KHP
B 1949 rogy, B cuay OTCyTCTBMA COLIMANbHOrO 3amnpo-
Ca, HeXBaTKM pPecypcoB M TOro, YTO CKYAbMNTYypHOE
obpa3oBaHue ewé He HbINO WNMPOKO pacnpocTpa-
HeHO, 06N 06BEM CKYAbMNTYPHbIX MPON3BEAEHN
6611 HeBenuk. [laxke npov3BeAeHN MEMOPUabHOWM
CKyNbMTYpPbl, PacnoaaraBnecs Ha OTKPbITOM BO34y-
xe, 6blnn HebosbLMX pa3mepoB. MNocne 1949 roza,
B CBA3M C HALMOHa/bHbIMWN NOTPEBHOCTAMM 1 PO-
CTOM MaTepuanbHoOro obecrneyeHmns, KONMYECTBO
CKYNbNTYP Hayano yBeNYMBaATLCA MO CPaBHEHUIO
C npeablaywmm nepmogom. OfHa 3a Apyroi Hava-
JIN NOSABAATLCA NPON3BEAEHNA MOHYMEHTabHOW
CKYAbNTYpPbl 60/bLINX Pa3MepPOB WK COCTOABLUNE
n3 MHoXecTBa duryp. 3atem, Nocie HacTynaeHns
3M0XM pedopM 1 OTKPBITOCTH, MHOXECTBO KUTaMCKMX
CKY/IbNTOPOB 0H6paTUANCE K COBPEMEHHbIM 3anaj-
HbIM XYAO0XeCTBEHHbIM KOHLIEMUMAM U NONOXKM-
2N VX B OCHOBY CBOEro TBOPYeCTBa, YTO NMPUBENO
K 6onbIOMY pa3HOO6pasnto MeToA0B — Tak, No-
ABUANCE UHCTaNNALMM U abCTpakTHas CKynbnTypa.
YacTb XyAOXXHNKOB 60/blLEe BCErO BHMMaHUA Ha-
Yanu yaensTb NCNOMb30BaHUIO U POM MaTepuana
B CKY/IbMType — 3TO CKY/IbMTypa 13 KaMHs, AepeBa,
kepamukun n bapdopa, ctekna, HedpuTa, naacTmac-
cbl, bBymaru, npoayktoB obuxoga, cBeToBas CKy/b-
nTypa u T.4. Takke NoaBMANCHE HOBblE Meana ANs
CKYNbNTYPbl — 3TO LNPPOBan CKyAbMTypa 1 CKYb-
nTypa B MeTaBCe/NEeHHOW.

B uesnom, B XXI Beke >aHpbl 1 TUMbI CKYAbNTYPbI,
chopMmUpoBaBLUNECA B MPOLLJIOM CTONETUWN, HUKYAA
He ncYesnn 1 cenmyac NOay4YatoT HOBOE Pa3BUTUE,
AEMOHCTPUPYSA rapMOHUYHOE COCYyLLLeCTBOBaHMeE
HOBbIX W CTapbIX XyA0>XKeCTBEHHbIX GOPM N MHO-
roobpasue. YUto kacaeTtca TBOpUYeCTBa KUTAUCKMX
CKYNbNTOPOB, TO MHOXECTBO NPOWN3BEAEHWNIA CKY/b-
NTYypPbl HENb3A CTPOro OTHECTU K KakoMy-1nb0 >XaH-
Py, U K NCCNe0BaHNIO, N TBOPYECKON MpaKTuKe
KaXXAbl MOAXOANT UCXOAA U3 TOTO, MOAXOAbI Ka-
KOM Xy[0>XKEeCTBEHHOW CUCTEMbI K CKYAbMATYPHbIM
XaHpaMm emy KaxkyTcs NpeanoYTUTeNbHbiMU. B xy-
HOXECTBEHHbIX By3aX CKy/bMNTypHOe obpa3oBaHue
NMOCTPOEHO TaknMM 06pa3oM, UTO CTyAEHTbI COMpuKa-
CaloTCA C TEXHMKAMU PeannCTUYeCcKOmr CKyAbMTypbl,
HO Tak>Xe eCTb 3aHATWA, B KOTOPbIX akLeHT Aenaet-
€A Ha KOHLenuuax, Mmatepuanax u Meanackyabnry-
pe. Tak, ecTb 3aHATUA NO LUOPOBON CKYAbNTYpPE,
CKyNbNTYype 13 pa3/IMyHbIX MaTepuanos, NpakTnye-
CKue 3aHATUNA 1 T.4. PasHoobpasue ANCLMNANH Tak-
e B OnpesenéHHONM CTeneHn oTpaxkaeT CUTyaumto,
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KOTOpas CNoxXxuaach C Ppa3sBUTUEM XaHPOB CKY/b-
nTypbl B Kutae cerogHs.

B uenom, kntaiickas nnactmka B XXI Beke cnegyert
KypCy, 3alaHHOMY B MOC/NeAHeR YeTBEPTM NPOLLIOTO
BEKa CO CBOMNCTBEHHbLIMMW € NIOPasU3IMOM U CTPEM-
JIEHVEM K MHAUBUAYanM3mMy — Byab TO Manas nuau
CpesHsAn CTaHKOBas CKYAbMTypa UAN KPyrnHas MoO-
HYMeHTaslbHas CKyAbNTypa MNoj OTKPbITbIM HEHOM,
1 6yZb TO NPOU3BEAEHUSA B JyXe TPaJNLNOHHOMN Kn-
TaNCKOW CKYbMNTYpPbl UM OYEHb COBPEMEHHbIE pa-
60Tbl, TArOTEtOLLME K abCTpakunoHmn3mMy. CKyabnTopb!
CTPeMSATCS Yepes pas/inyHble KOHLeMNLMKN, CPeACTBa,
MaTepuanbl, KOMNO3ULMOHHbIE PELLEHNS N METOAbI
bopmoobpazoBaHms, KOTOPbIE ABAAIOTCA KNHOYEBDI-
MW 31eMEHTaMM CKYJIbMTYpPbl, MO-HOBOMY PackpbiTb
3TW UeTbipe BUAA CKYAbNTYpbl. HakonaeHHbIM onbIT
KUTAMCKOM CKybNTypbl B XX BEKe 1 HOBble MOAXO-
Abl, paspaboTaHHble 3a nocnegHve 25 feT, No3Bo-
JINAN COBPEMEHHOM KNTaMCKON CKyNbNType BbIATU
3a paMKN OTHOCUTEIbHO GUKCUPOBaAHHbIX XXaHPOB
n cpopmmpoBaTb Hosee LMPOKUN N pa3HOObpas-
HbIl XyZOXeCTBEHHbIN naHAWwadT. B koHTeKcTe coun-
aNNCTMYECKON MOJUTUYECKOMN CUCTEMBI TBOPYECKMI
KAMMaT KUTackom ckynbnTypbl B XXI Beke B Leaom
OCTaéTCcs OTHOCUTENbHO IMbepanbHbIM, XOTa bonee
paAnKaabHble BUAbI CKYAbMNTYPbl U XYAOXECTBEH-
Hble ngeu BCé eweé He oPoOpPMMANCL B OTAENbHOE
HanpasaeHwe. Tak, HaNpuMep, CKyabNTypa, B KO-
TOpOW 3aTparvBatoTcs NPobaeMbl NOANTUKY, UAEH-
TUYHOCTU, KPUTUKYETCS KUTarcKas KyabTypa, uan
e B KOTOPOW TeI0 UCNO/b3YeTcs Kak apT-06bekT,
B Knutae MapruHanusmpoBaHa 1 nogyac 3anpeLleHa,
Y MO 3TOV NMPUYMHE HE pacCMaTPUBAETCA B pamMKax
3Toro o630pa, U3-3a Yero 66110 BbIAENEHO MEHbLLE
BWAOB CKYAbMNTYP.

4. Barnap, B 6yayuiee: 6yayuiee kKutamckom
CKYNbNTYPbl Ha CLLeHe COBPeMEeHHOro UCKYCcCTBa.

B Hauane XX Beka OTKpbITbIM OCTaBaca BONPOC
0 TOM, MOXHO JI1 CYMATaTb «KUTANCKOE NCKYCCTBO MC-
KyCCTBOM B MEXAYHapPOAHOM KOHTeKkcTe»'. 3a cTo
NeT pa3BUTUS KMTACKOE UCKYCCTBO, M3HayabHO
OUYeHb HaLMOHaNbHOE U UCTOPUYUHOE, TPaLULNOH-
Hoe no ¢opMme, Hayano bonbLle COOTBETCTBOBATb
OKpYy>KaroLen 4eNCTBUTENbHOCTM U 3MOXE, CTaNo
6onee akTyasbHbIM. TeM He MEHEE M CerofHs cTpa-
Hbl, obagaroLLme ANCKYPCUBHON BAACTbIO B COBpe-
MeHHOM uckycctee (Contemporary Art), 4o cux nop

1. [AyH Jinxysn. «<CoBpeMeHHOe NCKYCCTBO» Kak MCTOPUYECKUIA
TEPMWH: COMOCTaBAEHNE NCTOPUYECKMX TpaekTopuin 3ana-
Aa v Kutas / [lyH Jinxysii // YxyHro BaHbu nuHAyHb. 2021.
N2 9. C. 16.

pearnpyroT Ha KMTalCKOe UCKYCCTBO C HEKOTOPbIM
OTTOp>XXeHMeM. ITO 3acTaBaseT BCE 6o/bluee YNCIo
NPaKTUKYHOLLMX XYAOXHNKOB 3a4aBaTbCA BOMPOCOM
O MecTe CBOEro TBOpPYECTBa B TaKOM KYJ/IbTYPHOM
KOHTekcTe. OCHOBHOW MCTOYHWUK COMHEHMWI — 3TO
BOMPOC O TOM, CTOUT NN YHUKANbHOW N caMObbIT-
HOW KUTaMCKOM KyNbType CKAOHATb rONIOBYy nepes,
COBPEeMEHHbIM 3anaHbIM UCKYCCTBOM. B HacTosLLee
Bpems BennkobputaHus n CLLUA vrparoT BegyLyto
pOJib B MUpe CKYNbNTYPHOrO UCKYCCTBA, MPMBHOCSA
C cob0I B Hero rnobannsaLmo, UHCTUTYLMOHANN-
3aUMI0 U MepKaHTUAN3M. B ycnoBusx, korga ectb
LOMUHUPYHOLLME XYA0XKECTBEHHbIE TEUEHUS, MHO-
rme AeATenn NCKYCcCTBa B CKY/bMTYPHOM TBOpYe-
CTBE M KOMMYHWKaLMAX CTaAKMBarOTCA € npobaemon
YHUOUKaLUW, CTaHAaPTM3aLUK, TOMOTEeHHOCTUN KYJlb-
Typbl. ITa 601€3Hb ABAAETCA NPAMbIM ClefCTBUEM
6eCKOHTPOJ/IbHOTO pacliMpeHMs KanuTaamctnye-
CKOro pblHKa B 3aMafHblX KanuTaaucTMyeckmnx ctpa-
Hax. B cdepe KynbTypbl 3TO BUAHO MO Ype3MepHOMY
3KCNOPTY 3anajHblX IMbepanbHbIX LLEHHOCTEW, KO-
TOPbIMW MPOHM3aHbI NPON3BEAEHNSI COBPEMEHHO-
ro 3anagHoro nckycctea. Ha ¢oHe 3Toi NoroHu 3a
UHANBUAYANN3MOM N HOBbIMW TEYEHUAMU BCE TO
npeKpacHoe B OO UCTOPUM YENOBEYECKON Lin-
BUAM3ALIMWY, HaLMOHabHasA, PermMoHaabHas KyabTy-
pa, a Takxke coLumanncTmyeckas KyabTypa CTaHOBATCA
MeHee NpuB/eKaTe/bHbI, UX BAUSHWE YMEHbLLAETCS.

Mepes NMLIOM COBPEMEHHOTO NCKYCCTBA, HaXOAsLLLe-
rocs B 3aJIOXKHUKAX y Kanutana u pagukanbHbIX LieH-
HOCTel, KUTalicKas COBPeMEHHas CKybnTypa, Aa 1 BCE
KWTaliCKoe MCKYCCTBO, HECYT OTBETCTBEHHOCTb 3a TO,
4TOGbI aKTUBHO NMPOTMBOCTOATb U Y4aCTBOBATb B ABU-
>KEHWW NMPOTUB 3TON CTaHAapTV3aLmn. bonee Toro, co-
BPEMEHHOW MUCKYCCTBO APYrvX cTpaH — Poccum, MHamn,
Mekcukn, VipaHa v gpyrux permoHoB, Takxe JOMKHO
MPUCOANHUTBCA K STOMY ABUXKEHWIO — Torga byaet
BO3MOXEH BbIXOZ, U3 KPM3KCa, B KOTOPOM HaxoAMTCA
COBpeMeHHOe M1POBOE UCKYCCTBO.

Bnarogaps HenpepbIBHOMY OBLLEHNIO C BHeLU-
HVM MUPOM W afanTaLmn YCBOEHHOrO 3a rpaHuLel
K KUTaNCKOMY KYJNbTYPHOMY U COLMaNbHOMY KOH-
TEKCTY, COBPEMEHHas KuTalickas CKyJbnTypa B UTO-
re cTa JIeT CTaHOBJIEHWA U TpaHCcPOpMaLMiA cMoraa
chopmMupoBaTb HOBOE Ky/bTypHOE NnoJie, yCrnewHo
CyLLecTBYIOLLee B MEXAYHaPOAHOW CKY/bATYPHOM
chepe cerogHa. B kynbTypHOl chepe chopmmpo-
BaJlOCb CBOE CKY/IbNTYypPHOE MUPOBO33peHune, OC-
HOBHbIMMW YepTaMu KOTOPOTO ABASAIOTCA BHUMaHMe
K KUTaCKOMN KyNbTYPHOW TPaAULMIN U COBPEMEHHBIM
obuectBy 1 KynbType Kntas, HaxoasLmecs B Tec-
HOW CBA3W UHAMBMUAYANN3M M NMAaTPUOTU3M, @ TaKxKe
nccnesoBaHne KUTacKoOM TpaguULMOHHON 1 3anaa-
HOW CKYNbNTYpbl U NyTeR UX CUHTe3a. B pesynbTtaTe
MoJy4nsiocb MHOroobpasme CKy/bATYPHbIX XKaH-
pOB U CTUNEN.
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STYLE IN THE ARTISTIC WORK
OF VYACHESLAV ZAITSEV

Summary: The global fashion industry has a jealous
attitude towards young talents who overthrow the foun-
dations through impressionism or deconstructivism. It
is difficult to imagine what a revolution in the minds of
people was made by our illustrious couturier Vyacheslav
Zaitsev with his creative work. Numerous comparisons
with foreign clothing designers confirm the fact that no
one before him became a significant figure in the Rus-
sian design and modelling of clothing. The author pro-
vides reliable information, based on personal experience,
that a galaxy of Vyacheslav Zaitsev's students follows his
style —a unique luxury based on a deep understanding
of the connection between the figure, shape, silhouette,
texture, colour and pattern. The heritage of the Fashion
House is a separate line in the history of Russian and
world art. And these are not only industrial products and
works of haute couture but also artistic costumes intend-
ed for outstanding performances of Moscow theatres.
The article discusses the trends in the development of
Soviet and Russian clothing design, as well as the cre-
ation of a fundamentally new approach to the artistic
design of clothing, which required the formation of a
new production culture from Vyacheslav Zaitsev. The de-
signer’s thoughts were faced with the need to re-pro-
file the production of clothing from a static concept of
a planned system to an increase in consumer demand
through the formation of a new cultural imperative —

When in 1963 Vyacheslav Zaitsev created his first
collection of clothes, the foreign press called him
“Red Dior". With whom else could you compare the
first Soviet couturier? The close attention of European
and American journalists and critics has categorical-
ly changed after the appearance of a complete-
ly new section in world culture — Russian fashion.
“A genius is a genius in everything.” In his immor-
tal creation, the great Lomonosov actually formulat-
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the beauty of an individual and, as a result, the beauty
of society as a whole. The article presents the methods
of working with the creative and pedagogical heritage
of Vyacheslav Zaitsev and the activities of the Knyazhna
Youth Theatre of Russian Costume of the State Univer-
sity of Education. At the present stage, the collection of
historical and folk costumes of the Knyazhna theatre has
more than 500 unique, hand-made samples — clothing
complexes created over more than 30 years of teaching
activity of Professor Galkina. The purpose of the article
is to study the legacy of Vyacheslav Zaitsev as a teach-
er, fashion designer, artist, who had the gift of trans-
forming the surrounding reality through art, based on
an academic, multifaceted approach to the process of
forming an organic synthesis of various areas of artistic
creativity and clothing design. Leading modern fashion
researchers define the influence of Vyacheslav Zaitsev on
fashion design as a logical development of artistic and
creative ideas in the difficult conditions of confrontation
between the mass industrial system of clothing produc-
tion and world-class spiritual and creative experiment.

Keywords: fashion, style, design, construction, Vyacheslav
Zaitsev, Fashion House, Russian traditional costume, State
University of Education, Moscow State University of Edu-
cation, Knyazhna Youth Theatre of Russian Costume, an-
cient Russian princely costume, Russian modern fashionable
costume

ed the basics of the attitude to the life of a Russian
person: “Enthusiasm for the Creator, enthusiasm
for his creation, the desire to become like the Cre-
ator and embody in his daily life the talents given
to him in decorating his home, clothes” [7, p. 29].
Nadezhda Lamanova, Irina and Felix Yusupovs,
Natalya Goncharova — the beginning of the 20th
century endowed world culture with a constella-
tion of outstanding creators of unique costumes,

whose contribution to the fashion industry was re-
peatedly emphasised by outstanding designers —
from Charles Worth to Galliano and Yves Saint
Laurent. In the second half of the 20th century,
the star of Vyacheslav Zaitsev, a poet of Russian
culture, a conductor of a new approach to crea-
tivity and fashion, flared up and shone. A close
interest in national artistic traditions as the basis
of Russian modern costume began to take shape
as early as the work of Nadezhda Lamanova in
the 20s of the 20th century and became typi-
cal in the 60s, owing to the energetic impulse of
Zaitsev's work.

The Moscow House of Models was created as
a beacon of a new world — life-affirming, bright,
beautiful, open to fireworks of ideas and images.
The paramilitary or cinematic look was replaced
by a stereotyped concept of expressing femi-
ninity in clothes, aimed at visualising the image.
The very possibility of implementing revolution-
ary ideas when creating not mass, but exemplary
clothing, primarily for women, caused an explo-
sive effect in the Soviet cultural space. Almost in-
stantly, the work of Vyacheslav Zaitsev received
feedback from European critics and fashion con-
noisseurs. Special correspondents Dominique
Lapierre and André Lefeber, in their article in the
Paris Match magazine of February 23, 1963, de-
scribe the young couturier as follows: “His ide-
as are transforming Soviet women. He dictates
fashion in Moscow.”

The works of Vyacheslav Zaitsev aroused genu-
ine admiration among the luminaries of the Russian
theatre — Oleg Efremov, Mikhail Ulyanov, Galina
Volchek, Marina Neyolova, and many others; the
leading actresses and actors were inspired by his
creative enthusiasm. Perceiving him as a conductor
of fashion, factories accepted his models for imple-
mentation in production. Vyacheslav Zaitsev's mod-
els were a challenge, an unattainable ideal, and the
designers of clothing factories tried to make his
dreams come true.

Alla Shchipakina, a colleague in the ODMO, writes:
“He was successful everywhere. A whirlwind flew
through the country, enterprises, including party
ones — always cheerful, igniting the audience... con-
tributed to the spread of fashion among the peo-
ple... Slava descended ‘from Olympus to the stream’,
in his own words. The joy of people who receive
high-quality clothes remains his main aim to this
day” [8, p. 83].

Il 1. Vyacheslaw Zaitsev, Russian fashion and costume designer.

It is important to remember that an artist, con-
structor, designer creates only an artistic image
of a product. Many thousands of people mate-
rialise the designer’s ideas. It is impossible for
a true artist to create works which are not in-
tended to be implemented. Not a writer, but a
true architect of a new visual culture, Vyacheslav
Zaitsev created a new vision of Russian fash-
ion based on modern trends. In addition to the
actual design, engineering activities, he devot-
ed a lot of time to promoting simple ideas into
the consciousness of society: the harmony of a
woman, her desirability, admiration for beau-
ty. But most importantly, he opened the world
of "holiday clothes”; complex cut, coordinated
in colours and patterns and very beautiful. All
models by Vyacheslav Zaitsev are first of all se-
ductive and ultramodern, and one can always
feel something from folk in them. Incompatible
drawings and colours live in the ensemble as a
single life. His collections are paintings of the
highest quality. Leon Bakst said: “In every col-
our, there are shades that sometimes express
sincerity and chastity, sometimes sensuality and
even atrocities, sometimes pride, sometimes de-
spair” [8, p. 89].
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Il 2. Viyacheslav Zaytsev. Two girls (in burgundy and green).
1968. Paper, gouache, mixed media. 33x23,6 cm

Accent and at the same time harmony are the
main distinguishing features of Vyacheslav Zaitsev's
style. Not decor for the sake of decor, but an idea
clearly subordinated to the general concept. At the
top, there is a complex artistic image, to which style,
silhouette alignment with a slightly high waistline,
sculptural form, purity of constructive lines, cut,
breathtaking layering, intricate ornamentation, ex-
quisite femininity, material and accessories are sub-
ordinate. He created ingenious clothing ensembles,
in which everything was consistent with the gener-
al idea — beauty for people.

The All-Union House of Fashion Models is an
experimental melting pot that combines the tra-
ditions of constructivism and NewlLook, where
artists and models jointly create unique designs
of clothing. Vyacheslav Zaitsev acted as a guid-
ing star; he showed the way, inspired and broke
down the walls of perception of clothing as an
outer cover. He developed the concept of beau-
ty through the artistic image. An idealist, he de-
voted all his strength, talent and opportunities
to fashion, beauty and sensuality of perception.
Unlike the cold ateliers of Western couturiers, he
created an atmosphere of comfort and warmth
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Il 3. Viyacheslav Zaytsev. Costume design. 1992.
Paper, gouache, mixed media. 43x35 cm

around him; under his wing, his students, who did
not fear and did not seek to deny the lessons of
the teacher and mentor, appeared and grew. On
the contrary, having absorbed his enthusiasm and
aspirations, the students of Vyacheslav Zaitsev de-
veloped their skills and became new mentors for
the youth. “Since the mid-1960s, the search for
new decorative means of unique and serial sam-
ples has resumed, as well as the desire to enrich
the artistic palette of figurative expression. An im-
portant role in this creative process was played by
the appeal of industrial artists to the heritage of
Russian traditional folk art. In it, they saw an or-
ganically inherent synthesis of utility and beauty
in all the richness of decorative and ornamental
beginnings” [7. p. 57].

Zaitsev taught at the Moscow Institute of Tech-
nology, and in our fifth year, we went to class-
es at the brand new Fashion House on Prospekt
Mira, which were held in a showroom. The legend-
ary maestro always came out to us with a radiant
smile, in a luxurious suit, enthusiastically talked
about his last impressions from trips to Paris, the
Czech Republic, Austria. Showed fashion maga-
zines, books. He always professionally commented

on our sketches, made according to the instruc-
tions. Thesis defence was an unforgettable and
most important event in our creative life: a full
showroom, our supervisor of diplomas — Professor
Zaitsev, of course, the main director and a gen-
erous judge, who had the main parting words for
each graduate. We have gone through the mas-
ter and teacher’s unique school.

We attended his Shows of new collections, each
time new theatrical performances, accompanied by
beautiful music and, of course, his explanations —
reflections on the complex development of fash-
ion, on the beautiful and timeless art of ensembles
of exquisite costumes presented on the catwalk. It
was then that we absorbed love and admiration for
the synthesis of complex patterns, embroidery decor
and the traditions of Russian costume, learned how
to develop collections of clothing models, combine
colours and textures of fabrics. In fact, Vyacheslav
Zaitsev shaped our artistic and fashion worldview
in the spirit of his unique aesthetic perception of
the world.

In his innovative author’s workshop, Vyacheslav
Zaitsev's Fashion Laboratory, a kind of graduate
school for professional designers, People’s Art-
ist of the Russian Federation, academician of the
Russian Academy of Arts, laureate of the State
Prize created a school of young designers, which
became the tree of life, giving rise to a whole
galaxy of students who continue to develop his
ideas for updating and transforming the aesthet-
ics of the Russian traditional costume in modern
clothes. Galina Kryuchkova, Elena Pasko, Elena
Makashova, Tatyana Titkova, Inga Filippova, Na-
talya Fedyanina, Denis Eremkin, Marina Galkina
are students who continued Zaitsev's great work
of developing Russian fashion and the culture
of Russian costume. Tatyana Mikhalkova and the
created Russian Silhouette competition are the
most important continuation of the development
of the profession of costume designer in Russia.

Each new collection of Vyacheslav Zaitsev made
a splash. Both Russian and foreign designers were
waiting for them. And each collection was a chal-
lenge and surprise. No, he never repeated, but kept
the style. After many years, it is enough just to look
and recognize the unique style. It is impossible to
imagine that someone can repeat the masterpiec-
es of Vyacheslav Zaitsev. Constant work, search,
sketches — all this is everyday work. Quality con-
trol, compliance with the initial sketches, materi-

Ill. 4. Viyacheslav Zaytsev. Costume design. 1992
Paper, gouache, mixed media. 43x35 cm

als, scrupulousness in details, complete immersion
in the project are a huge burden, moral and phys-
ical. The art of costume is embedded in the social
system and represents its world view. “Infiltrating
the fabric of tradition, the master weaves its indi-
vidual threads in a different way, varying the usu-
al forms. After all, deterministic, matrix forms with
a prescribed meaning are inevitably reborn into a
sign” [7, p. 101].

“Over time, fashion shows have become al-
most a theatrical act, where the audience is pre-
sented with a whole story against the backdrop
of majestic special effects and expensive scen-
ery. Now it is difficult to imagine a major brand
in isolation from its values. All this is owing to
the thoughtful storytelling that brands carry with
them through the years and adjust according to
the modern agenda” [3].

Vyacheslav Zaitsev, “Red Dior”, transformed the
ideas of Russian traditional costume into fashion-
able clothes and in each collection, with unsurpassed
success, demonstrated his view of the images and
symbols of Russian culture. Each collection creat-
ed a new artistic image: "Swans”, “Peahens”, "Sirs”
and "Madams” — and a characteristic silhouette of
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Ill. 5. Collection "Princess". Pearl embroidery.

a spectacular complex, which vividly represents the
colours, textures and decors inherent in the tra-
ditions of Russian costume. The maestro himself
said that he survived only due to his originality and
great love for the culture of Russia and owing to his
knowledge of the Russian mentality.

“The idea of a collection made entire-
ly of Pavlovsky Posad shawls, which are works
of art in themselves, has been nurtured by Vy-
acheslav Mikhailovich for decades” [1, p. 64]. Vy-
acheslav Zaitsev was the first to use Pavlovsky
Posad shawls as a symbol of the unity of tra-
dition and modernity, stepping back from dull-
ness and stereotypes in everyday clothes.
His collection “Origins”, presented in 1986 in
Paris, London, and Milan, made a tremendous
impression with the sophistication of lines, the
intricacy of patterned gold embroidery, the lay-
ering inherent in Russian costume; it acquired a
new reading in the work of the master of Rus-
sian fashion.

The Russian luminary of fashion managed to cre-
ate a unique author’s style — it is the harmony of
an elegant form, the alignment of the silhouette
with a slightly high waistline, the sculpturesqueness
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Ill. 6. Collection "Princess". Pearl embroidery.

and purity of constructive lines, exquisite feminin-
ity, intricate ornamentation, unique embroideries,
breathtaking layering. Zaitsev had always dreamed
of a wonderful future for the fashion industry in our
Fatherland.

Since 1963, there have been more than a hundred
Shows of new collections. The most significant are:
“Millennium of the Baptism of Russia”, 1987-1988,
(showings in Paris and New York); "How Young we
will be” pret-a-porte de luxe, 1996, (acquired by
the Museum of the History of Moscow); “"Secrets
of Harmony”, 2000; “Improvisation”, 2004; “Secrets
of Seduction”, 2005; “Dedicated to Russia”, 2007;
“Origins”, 2008; Haute Couture "Russian Modern.
[l Millennium”, 2009; “Metamorphoses”, 2010; “Gold-
en Age”, "Exercise”, 2016. “Who knew that my dad
is a brilliant marketer, and these daily redesigns of
the hall attract people so much!” [4, p. 187]. Egor
Zaitsev, son, student and talented artist, continues
family traditions and implements his father’s plan
in the modern fashion industry.

The Russian folk costume workshop of the
State University of Education is the result of many
years of research work on the study of the features
of functionality, expediency, variety of construc-

tive solutions and vivid artistic images of Russian
costume, combined with the elementary logic of
cut and multi-tiered decor composition. Within
the framework of the workshop, created at the
Faculty of Fine Arts and Folk Crafts by Zaitsev's
student, Professor Marina Galkina, the concept
of developing the skills of masters in finding ex-
pressive forms of clothing, achieving a variety of
creative design solutions was born. The logical
continuation of the creative development of the
workshop students is the creation of an author’s
costume based on folk clothes — the search for
an emotionally expressive form and composition
of both individual elements of decor and the en-
tire ensemble as a whole. The practical activity
of the workshop adds an important contribution
to the preservation of the historical and cultur-
al environment of the folk costume for future
generations. "A business brand can be the as-
set that will smooth the effects of market fluctu-
ations, retain loyal customers during a massive
downturn in demand, and help a company re-
turn to normal operations more quickly. Based
on the real consumer utility that the company
creates for customers, the brand equity indica-
tor is a guarantor and indicator of the compa-
ny's stability” [6, p. 229].

The Knyazhna Youth Theatre of the Russian Cos-
tume of the State University of Education, created
following the example of our talented teacher Zait-
sev, occupies an important civic position in such a
socially significant area as the revival and develop-
ment of Russian traditions by means of historical
costume and choreographic action. The richest col-
lection of luxurious ancient Russian princely cos-
tumes, modern creative interpretations of ensembles
consisting of a headdress embroidered with pearls,
beads, precious stones, rhinestones, gold embroi-
dery, where all this not only plays the role of de-
cor, but is a direct participant in the creation of
the action, help to reveal the story on stage, em-
phasise its fabulousness. The drama of the action
is achieved by changing the colour scheme of the
costumes, the richness of the embroidery. It is these
means of costume decor that allow you to visual-
ly instantly change the geometry of space, make
graphic accents, transform the scene of action —
in a word, the magic of the history of Moscovia is
created on the stage.

Shows of our theatre have been successfully held
at the Government House of the Moscow Region,

Il 7. Collection "Princess". Pearl embroidery.

the Expocentre on Krasnaya Presnya, the Russian
Academy of Arts — the Zurab Tsereteli Gallery, the
llya Glazunov Estates Museum, as well as at foreign
festivals of Russian art. Our students will carry the
connecting thread from Slava Zaitsev through their
creative life and pass it on to their students.

Conclusion

Russian modern fashionable costume, which Vy-
acheslav Zaitsev was the conductor of in Russian so-
ciety, is a chronicle of the historical development
and artistic and spiritual atmosphere of the people.
It is in the unique style of the famous Russian cou-
turier that the sociocultural experience of creating
and developing fashion in Russia is accumulated
and transformed through the semiotic system. The
traditions of Russian decorative art, costume, which
invariably served as a source of inspiration for the
creative works of Vyacheslav Zaitsev, should be con-
sidered as a kind of cultural language, which, due to
its ability to reflect traditions, socio-psychological
attitudes, aesthetic demands, allows one to form an
image of a certain way of life of the ethnic culture
of the Russian people.
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Ill. 8. Marina Galkina Collection "Rowan December". Contest Russian Silhouette". 2012
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CTWb B XYAOXECTBEHHOM TBOPYECTBE
BAYEC/IABA 3AMLIEBA

AHHOmMayus: MnpoBas NHAYCTPUS MOAbI OYEHb PEBHM-
BO OTHOCUTCA K MOJIOAbIM TafiaHTaM, HUCMPOBEPratoLLMM
yCTOW 3@ CYET MMMPECCMOHM3MA NN AEKOHCTPYKTUBU3MA.
CnoxHo npepactaBuTh cebe, Kakon NepeBOpPOT B CO3HA-
HUW NtOAEeN NPOU3BEN CBOMM TBOPYECTBOM Hall NPOC/iaB-
NEeHHbIV KyTopbe Bavecnas 3aliLeB. MHOrouncneHHble
CpaBHeHUA ¢ 3apybexxHbIMU An3aiitHepamMun O4ex /bl MOA-
TBEPXKAAOT TOT GaKT, YTO 4O HEro HUKTO He CTaHOBUACA
3HauMMoWn GUrypon B 0TeHeCTBEHHOM KOHCTPYMPOBaHUN
1 MOAENNPOBaHUN OAeXAbl. ABTOP NPUBOAMUT AOCTOBEP-
Hble CBeJEHMs, OCHOBaHHbIE Ha IMYHOM OrbITE, O TOM, UTO
nnaesga yyeHnkoB Bauecnasa 3aliLeBa cinegyeT ero Ctu-
JIH0 — YHWKaNbHOW POCKOLLM, OCHOBAHHON Ha rNyH6oKoMm
NMOHUMaHWU CBA3W GUrypbl, opmbl, CnaysTa, dakTypsl,
Konoputa u ysopouba. Hacneane [loma Mogbl — 370 OT-
Je/bHas CTPOoKa B UCTOPUW OTeYECTBEHHOrO U MUPOBO-
ro UCcKyccTBa. M1 370 He TOIbKO NPOMBILLIEHHbIE N3Aens
n npousBeseHuns haute couture, HO 1 XyA0XeCTBEHHbIe
KOCTIOMbI, NpeAHa3HayaBLIMECs AN BblAAFOLLMXCA CreK-
Tak/eli MOCKOBCKUX TeaTpoB. B cTaTbe paccMOTpeHb! TeH-
AEHLMN pa3BUTUSA COBETCKOTrO U POCCUMIACKOTO AM3aiiHa
OfieXAbl, @ TakXKe Co3jaHne NPUHLMNMaNbHO HOBOTO MOA-
X0Aa K XyJ0XeCTBEHHOMY KOHCTPYMPOBaHMIO OfeXJbl,
koTopbIli noTpebosan oT Bauecnasa 3aliLeBa Gpopmu-
poBaHWA HOBOW MPOU3BOACTBEHHOW KyAbTypbl. MblCin
XYZAOXKHWUKa-KOHCTPYKTOpa CTafkuBaanCb ¢ HeO6XoAMMO-
CTbtO NepenpodUIMPOBaHUNA NMPON3BOACTBA OAEXAbI OT
CTaTMYHOW KOHLENUUN BbINOJIHEHWS NJIaHOBOM CUCTEMBI
K MOBbILLIEHWIO MOKYyNaTebCKOro Cnpoca 3a CHET GopMm-
poBaHWs HOBOTO Ky/bTYpPHOro MMMepaTMBa — KPacoTbl

Korza B 1963 rogy Bsauecnas 3aiueB co3zan CBOKO
NnepBYHO KOJNEKLMIO OAexabl, 3apybexxHas npecca
Hapekna ero — «KpacHbiii Anop». C keM MOXHO
ObI/10 eLLé cpaBHUTbL NEPBOr0 COBETCKOroO KyTHO-
pbe? MNpuctanbHoOe BHMMaHWe eBPONeNcKMX 1 ame-
PUKaHCKMNX XXYPHANNCTOB U KPUTUKOB KaTeropuyHo

OTAE/IbHOTO Ye/IoBeKa U, KaK CNejCTBrne, — KpacoTbl 06-
LLecTBa B LieNoM. B cTaTbe NpejcTaBieHbl METOAbI paboTsl
C TBOPYECKMM W NejarormyeckMm Hacneanem Bayecnasa
3aiueBa 1 geaTesbHOCTb MONIOAEXHOrO TeaTpa PyCccKo-
ro KocTtoma «KHskHa» FocyAapCTBEHHOTO YHUBEpCUTe-
Ta nNpoceeLleHns. Ha coBpemMeHHOM 3Tane Koanekums
MCTOPUYECKNX U HAPOAHbIX KOCTFOMOB TeaTpa «KHsxX-
Ha» HacunTbiBaeT 6osee 500 yHUKabHbIX, BbIMOAHEHHbIX
BPYYHYHO 06pa3sLi0B — KOMMIEKCOB OAEXAbl, CO34aHHbIX
3a 6osnee ueM 30-N1€THIOO NeAarornyeckyto AeaTesbHOCTb
npodeccopa MankmHon M. B. Llesibto cTaTby ABASETCA UC-
cnegoBaHue Hacneaus Bauecnasa 3aiueBa kak negarora,
MOZAe/bepa, XyA0XHVKa, 0bnagasluero 4apom npeobpa-
XKEHWS OKpY>KatoLLel AeNCTBUTENBHOCTM Yepes3 UCKYCCTBO,
Ha OCHOBE aKaZeMU4eckoro, MHOrorpaHHOro NoAxoAa
K npoLieccy GopMUpPOBaHNA OPraHNMYHOTO CMHTE3a pas-
JINYHBIX HanpaB/IeHN Xy40>XXeCTBEHHOTO TBOPYeCTBa
M KOHCTPYMPOBaHUA ogexabl. Begyuine coBpemeHHble
nccnesoBaTeNn MOAbI ONPEeAeNstoT BausHue Bayecnasa
3aliLeBa Ha AM3aliH O4eXAbl KaK JIoTMYeckoe pasBuTme
XY[0XKECTBEHHO-TBOPYECKUX UAEN B CNOXKHBIX YCIOBUAX
MPOTMBOCTOSHNA MacCOBOMN NMPOMbILIAEHHON CUCTEMBI
NPOM3BOACTBA OAEXAbI U JyXOBHO-TBOPYECKOrO 3KCrMe-
pVIMEHTa MUPOBOTO YPOBHS.

Knroyesele cnosa: moda, cmub, Ou3aliH, KOHCMpY-
uposaHue, Bsuecnas 3atiyes, Jom mModesl, pycckuli mpa-
OuyuoHHbIt kocmiomM, [ocydapcmeeHHsbll yHUgepcumem
npoceewjeHus, MIOY, MonodéxHelli meamp pycckozo Ko-
cmioma «KHsXHaG», OpesHepycckuli KHAXeCKUl KOCmomMm,
pycckuli cospemeHHbIl MOOHbIU KOCMIOM.

M3MEHMNOCh MNOC/Ie MNOABAEHMA COBEPLUEHHO HOBO-
ro pasgesia B MMPOBOW KyabType — pycckas MoAa.
«['eHWni — OH BO BCeM reHnin». Beanknii JlomoHocCoB
B CBOE&M 6eccMepTHOM TBOpeHUU dakTuyeckm chop-
MY/IMPOBas OCHOBbI OTHOLLEHWSA K XXWU3HW PYCCKOro
yesoBeka: «BocTopkeHHOCTb TBOPLLOM, BOCTOPIKEH-
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HOCTb ero TBOPEeHWeM, CTpemM/eHre ynoaobmutbcs
TBOpLY ¥ BOMJIOTUTL B CBOEN NMOBCEAHEBHOM XN3-
HW JaHHble eMy TanaHTbl B yKpaLUEHUN XUANLLA,
oaexabl» [7, c. 29].

Hagexgaa JlamaHoBa, NpuHa n ®ennkc KOcynossl,
Hatanbs [oHYapoBa — Hauyano XX Beka ogapuao Mu-
POBYHO Ky/IbTYpY CO3BE3AMEM BblAAIOLLMXCA cO3AaTe-
Neit YHUKaNbHbIX KOCTFOMOB, Yeli BKaj B UHAYCTPUIO
MOZbl HEOAHOKPATHO MOAYEPKMBANCA BblAato-
WwMMmcs ansamHepamm — oT Yapab3a BopTa go
VBa CeH JlopaH v Kapna Nlarepdensaa. Bo BTopoin
nosiosnHe XX Beka BCMbIXHyAa 1 3acusana 3se3a Ba-
yecnaBa 3alleBa — NO3Ta PYCCKOWN KyAbTypbl, NPO-
BOZlHMKA HOBOrO NoAXxo4a K TBOPYeCTBY U MOJe.
MpucTanbHbI MHTEPEC K HaLMOHaAbHbIM XyAOXe-
CTBEHHbIM TPaAuLIMAM Kak 6a30BOl OCHOBE PyCCKO-
ro COBPEMEHHOro KOCTHOMa Hayan CcknajblBaTbCa
ewé B TBopUectBe Hagexabl JlTamaHoBol B 20-e
rogbl XX Beka v cTan TunnuHbiM B 60-e, 6iaroaa-
P SHEPrMYHOMY UMMYNbCY TBOPYECTBa 3alLeBa.

MockoBckuii lom mogenen bbii co3haH Kak Masik
HOBOrO MUpa — XWU3HeYyTBEePXXAatoLero, ApKoro,
KpacuBOro, OTKPbITOro Ans gpenepBepka naen n ob-
pa3oB. Ha cMeHy BOEHM3NPOBaHHOMY UMW KMHEMA-
Torpadpuueckomy obanky npuviiaa oCBOH6OXAEHHas
OT CTEePeOoTUMNOB KOHLIEMLMA BbIPaXXEHWNA XXEHCTBEH-
HOCTW B OfeXAe, HanpaB/iieHHas Ha BM3yann3aLuto
obpasza. CaMa BO3MOXHOCTb peasnsaLmnm peso-
JNOLMOHHbIX UAEN NpU CO34aHNM HE MacCOBOW,
HO 06pa3L0oBON OAeXAbl, B MEPBYIO ouepesb A4
XEHLUWH, Bbl3Basa B3pblBHOW 3¢ deKT B COBETCKOM
Ky/NbTYPHOM MpOCTpaHCTBe. [pakTnyeckn MrHOBeH-
HO Ha TBOp4ecTBO BAuecnaBa 3aliLeBa NocTynatoT
OTK/IMKN OT EBPOMENCKMX KPUTUKOB U LieHUTesel
mMogabl. CneunanbHble KOPPeCnoHAeHTbl JOMUHUK
Nanbepp v AHape Jledebep B cBOEN CTaTbe B XYp-
Hane Paris Match ot 23 deBpans 1963 roga pac-
CKa3bIBatOT O MOJIOAOM KyTiopbe Tak: «Ero naen
npeobpaxkatoT COBETCKMUX XEHLWMUH. OH AnKTyeT
Moy B Mockse».

PaboTbl BauecnaBa 3anLeBa Bbi3biBaAMN HEMNOA-
AenbHoe BOCXMLLeHne kopudeeB pycckoro Teatpa
Onera EppemoBa, Muxauna YnbaHoBa, [annHbl Bon-
yek, MapuHbl He€noBon, MHOTUX ApYrnx, BeagyLine
aKTPUCbl 1 aKkTépbl BAOXHOBEHHO BOCMPUHUMAaNN
€ro TBOpYECKUI 3HTy3Ma3M. BocnpuHumas ero kak
NpoBOAHMKA MOAbl, Gabpukm, KOMOUHATBEI NMPUHM-
Ma/iv ero MOAeNV ANS BHeAPEHUS B MPOU3BOACTBO.
Mogenn BsauecnaBa 3anueBa Cy>Xnau BbI3OBOM,
HeAOCTUXMMBIM UAEaNoM, N KOHCTPYKTOPbI LLIBEN-
HbIX GabpuK cTapanncb BONAOTUTb €r0 MeYTaHus.
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Anna WnnakuHa, konnera no ObuLecoto3HOMY
[omy Mogenelt ogexabl, nuweT: «OH ycneBan Bes-
ne. Buxpem nponetan no ctpaHe, npesnpustusam,
B TOM YMC/ie NapTUIAHBbIM,— BCErAa BECENbIN, 3aXu-
raroLLMin ayaMTOPUIO... CNOCOBCTBOBAA pacnpocTpa-
HEeHWIO MOAbl cpean Hapoga... ChaBa cnyckancs «c
Onnmna Ha NOToK», MO ero COBCTBEHHOMY Bblpaxe-
HU0. PagocTb Atogen, nosyyarowmx KauecTBEHHYH
oAexay, No cen AeHb OCTaéTCs ANA HEro rnaBHOM»
[8, c. 83].

Bcerga Hy>KHO MOMHWTb, UTO XYAOXKHUK, KOHCTPYK-
TOp, An3aiHep CO3AaET NNLUb XYAOXKECTBEHHbIN 06-
pa3 nsgenus. MHorve Tbicaumn Nr0Ael OBELLECTBAAIOT
3aMbIC/Ibl AM3aiHepa. HeBO3MOXHO AN UCTUHHOTO
XyZAOXHWKa «paboTaTb B cTON». He nucatens, HO uc-
TUHHBIN apXMUTEKTOP HOBOM BU3YyasibHOW Ky/bTypbl
BsiuecnaB 3aiueB co3gan HOBOE BUAEHWE PYCCKON
MOZbl, OCHOBaHHOM Ha COBPEMEHHbIX BesiHUSAX. o-
MWMO COBCTBEHHO AM3aHEPCKOW, KOHCTPYKTOPCKOM
£EeATeNbHOCTW, MHOTOEe BPeMA OH MOCBATU UMEH-
HO MPOABUXEHUIO B CO3HaHMe 06LLLecTBa NPOCTbIX
NAEN: rapMOHUS XXEHLUNHbI, €€ XeNaHHOCTb, BOC-
XVLLEHNE KpacoTon. Ho rnaBHoe, OH OTKPbIA MUP
«MPa3ZHNYHOM OZEXAbI»; CJIOXHOTO MOKPOs, CKO-
OPAVNHUPOBAHHOW MO LiBETaM U PUCYHKaM U OYeHb
KpacuBoW. Bce Mmogenn Bsuecnaea 3aliueBa npe-
XAe BCero cobaasHUTENbHbI N apXMCOBPEMEHHDI,
W B HMX BCerga 4yBcTByeTCs AyHoBeHue doka. He-
COBMECTUMbIE PUCYHKM U LiBETA XXMUBYT B aHCambne
€AVHON XWN3HbO. Ero Kosnekumm — 310 XXMBOMUCH
BblCOYaiLero kavectsa. J/leoH bakct rosopun: «B ka-
>KAOM LIBETE CYLLECTBYOT OTTEHKMW, BblpaXkatoLme
WNHOTAa NCKPEHHOCTb U LIeIOMyApue, MHOTAa YyB-
CTBEHHOCTb M fjaxe 3BepCTBa, MHOTAa ropAoCTb, MHO-
raa otyasHue» [8, c. 89].

AKLEHT W B TO € BPeMSs rapMOHUsA — r1aBHble
OTAMUNTENbHbIE OCOBEHHOCTU CTUAA BAuecnaBa
3aliueBa. He gekop pagu gekopa, HO YETKO noj-
UMHEHHBIV 0bllen KoHUenunm 3amblicen. Bo rna-
BE — C/IOXHbIV XYAOXECTBEHHbIN 06pas, KoTopoMy
NOAYUHEHBI CTWb, BbIBEPEHHOCTb CU/Ty3Ta CO Cerka
3aBbILEHHOWN IMHWEN Taaun, CKyNbNTYPHOCTb hop-
Mbl, UNCTOTa KOHCTPYKTUBHbIX INHWIA, MOKPOW, YMO-
noMpaumnTensHas MHOFOCJOMHOCTb, 3aMblC/IOBaTas
OpHaMeHTauus, N3blCKaHHas XEHCTBEHHOCTb, MaTe-
puan n akceccyapbl. OH co3saBan reHnasbHble aH-
cambav ofexabl, B KOTOPbIX BCE COrNacoBbIBaAOCh
c obwen naeen — KpacoTa ANs AOAEN.

Ob6LecotozHbll lom Mogenel ogexabl — 3Kcne-
PUMEHTaNbHbIV NJABUIbHBIA KOTEN, B KOTOPOM CO-
yeTannchb TpagMLMU KOHCTPYKTMBM3MA N HbroJlyk,

rae XyAOXXHUKM U MOZEAN COBMECTHO CO3jaBanu
YHWKabHble 06pa3Lbl oAexabl. Bauecnas 3aliues
BbICTyMaN NyTEBOAHOW 3BE340M, OH NOKa3sbiBa MyTb,
BAOXHOBAA U PYLUMA CTEHbI KOCHOTO BOCNPUATUA
oAeXAbl Kak BHellHero nokposa. OH pa3Bu KOH-
LEenLUuIo KpacoTbl Yepes XyAOXKeCTBEHHbIN 0bpas.
Viaeanncr, Bce CBOU CUAbI, TalaHT Y BO3MOXHOCTU
OH MOCBATMA MOJe, KpacoTe U YyBCTBEHHOCTU BOC-
npuATuA. B oTanyme oT XONoAHbIX aTesibe 3anaj-
HbIX KYTIHOPbe, OH CO34aBaj BOKPYr cebs aTMocdhepy
ytoTa 1 Tenna, Nog ero KpblioM BO3HUKaAN 1N BO3-
pactanu ero y4eHuKku, KoTopble He onacaaunch n He
CTPEMUANCH K OTPULL@HMIO YPOKOB YUNTENS N MEH-
Topa. HaobopoT, BNnTae ero aHTy3nasMm u cTpemse-
HWA, yueHnkn Bauecnasa 3alLeBa pa3BmBaan CBOU
YMEHUSA 1 CTaln HOBbIMUW HacTaBHUKaMW A5 MOJIO-
aéxn. «C cepeamHbl 1960-x roagos BO306HOBUANCH
MOWCKM HOBbIX €KOPATUBHbIX CPEACTB YHUKaNbHbIX
N cepuiiHbIX 06pasLoB, cTpemaeHne kK oboralue-
HUIO XYJ,0XKECTBEHHOM MaanTpbl 06pa3HOW Bbipa-
3uTeNbHOCTU. BosbLIyIO PO/Ib B 3TOM TBOPYECKOM
npouecce cbirpano obpalyeHme XyL0XHUKOB Mpo-
MbILUNEHHOCTW K HacneAnto pycckoro TpaauLIMOH-
HOro HapoAHOro nckyccrea. B HEm oHn yBugenu
OpraHn4ecku NPUCYLLMIA eMy CUHTE3 NoAb3bl U Kpa-
COTbl BO BCeM BoraTcTBe AeKopaTMBHOIO N OpHa-
MEHTaNbHOro Hauvan» [7. c. 57].

3aiueB npenogasan B MOCKOBCKOM TEXHOJOMM-
YeCKOM MHCTUTYTE, N Mbl Ha MATOM KypCe XOAMAN
Ha 3aHATMA B HOBeHbkWIA lom Mogbl Ha npochek-
Te Mupa, KoTopble NPOXOANAN B LEMOHCTPALIMOH-
HOM 3asne. JlereHAapHbI Ma3CTPO BbIXOAMA K HaM
BCerga C nyyesapHou yablbKoW, B POCKOLHOM KO-
CTHOME, BOCTOP>KEHHO pacckasbiBaja O NOCAEAHNX
BneyatneHmsax ot noesgok B MNapwux, Yexuro, As-
cTputo. MNoka3biBan XypHasabl Moj, KHUru. Bcerga
npodpeccuoHasbHO KOMMEHTUPOBAA HaLLW 3CKM3bI,
BbIMONHEHHbIE MO 3ajaHVAM. 3aLUNTbl AUMIOMHbIX
paboT — He3abbiBaeMOe 1 BaxkHelLwee cobbiTne
B HalLel TBOPUYECKOMN XM3HW: NOJHbIN AeMOHCTpa-
LMOHHBIN 3a/, Hal PyKOBOAWTE b ANMIOMOB —
npodeccop 3arLeB, KOHEYHO, TNaBHbIN PEXUCCEP
N BENVNKOAYLLIHbIA CyAbs, Y KOTOPOro Afs KaXAo-
ro BbIMYCKHMKA HaLWWNCh FNaBHblE HanyTCTBEHHbIe
cnoBa. Mbl NpoLwwAn Yepes YHMKaNbHYHO LLKOAY Ma-
cTepa u yuntens.

Mbl nocettann ero MNokasbl HOBbIX KOANEKLMNA,
KaXkZbl pa3 HOBble TeaTpannM30BaHHbIE MOCTaHOB-
KW, B COMPOBOXAEHUUN KPAaCMBOWN My3bIKU U, KOHEY-
HO, ero NOsSICHEHUN — Pa3MbILLIEHWI O CIOXKHOM
pPa3BUTUN MOZbI, O NPEKPACHOM Y BEYHOM MCKYC-

CTBE aHCcambnelt U3bICKaHHbIX KOCTHOMOB, NpeACTaB-
NseMbix Ha nognyme. IMeHHO Torga Mbl BNuUTanu
Nto60Bb N BOCXULLEHNE CUHTE30M C/IOXHOrO y30-
poubs, feKopa BbIWMBOK W TPagULIMAMU PYCCKOrO
KOCTIHOMa, Hay4YMNCb BbICTPanBaTb KONEKL MM MO-
Aenen oaexabl, coveTaTb KONOPUTbI U GakTypbl TKa-
Hei. Mo cytn, Bauecnas Muxarinosmy ¢opmmpoBan
Halle Xy0XeCTBEHHOE N MOZEIbepPCKOe MUPOBO3-
3peHune B Ayxe CBOEro YHNKaJIbHOrO 3CTETUYECKOrO
BOCMNPUATUA MUpa.

HapoaHbili xyaoxHuK Poccuiickon ®egepaunm,
aKkagemunk Poccninckon akageMmnm xy[oxecTs, nay-
peat [ocysapCTBEHHOW NpPeMun, B CBOEW MHHOBA-
LMOHHOM aBTOPCKON MacTepckol «Jlabopatopus
Mogbl BsauecnaBa 3anueBa», cBoeobpasHoM acnu-
paHType ans npodeccMoHanbHbIX AM3aliHEpPOB, CO-
3/a/1 WKONY MOJIOABIX AM3aliHEPOB, KOTOpas cTana
APEBOM XXU3HW, NOPOAUBLUNM LieNyto naessy yde-
HWKOB, NPOAOJXKAOLLUX Pa3BUTUE ero uaen no ak-
Tyanumsaumm v TpaHchopmMaLmm 3CTETUKN PyCCKOro
TPaAULMOHHOIO KOCTHOMA B COBPEMEHHOM O4eXAe.
lanvHa KproukoBa, EneHa MNacbko, Enena MakaluoBa,
TatbsiHa TutkoBa, NHra ®uannnosa, Hatanba deas-
HuHa, eHnc EpemknH, MapuHa lanknHa — yyeHuky,
KOTOpble NpojoaKMAN Benankoe aeno 3aiiuesa no
Pa3BUTUIO OTEUECTBEHHOW MOAbI U KY/IbTypbl pycC-
CKOro KocToMa. TaTbAHa MuxankoBa 1 CO3aHHbIN
KOHKYypC «Pycckuii cunyat» — BaxKHelLLlee Npojo-
XeHue pa3Butus npodeccun amsaniHepa KOCTrOMa
B Poccuum.

Kaxzgan HoBasa koanekums Bsuecnasa 3aliueBa
npounseoauna dypop. VX xganm kak poccunckme am-
3alHepbl, Tak 1 3apybexxHble. M kaxaas KonnekLms
6bln1a BbIZOBOM U yAMBAeHMEM. HeT, H1Koraa He no-
BTOPSACS, HO Bblaep>XuBan cTuib. Mo npowectsun
MHOTUMX fIeT AOCTaTOYHO NPOCTO MOCMOTPETb U y3-
HaTb HEMOBTOPUMbII CTUAb. HEBO3MOXHO npeacTa-
BUTb cebe, UTo WeaeBpbl Bayecnasa 3aiuesa KTo-To
CMOXET NOBTOPUTb. [OCTOAHHBIN TPYA, NOWUCK, 3apu-
COBKM — BCE 3TO KaXaoAHeBHas paboTa. KoHTponb
KayecTBa, COOTBETCTBMSA NEPBOHaYaIbHbIM 3CKM3aM,
MaTepuanam, CKpynynE€sHoCTb B AeTansx, NoaHoe
NOrpy>eHne B MPOEKT —3TO OFPOMHas Harpyska,
MopanbHasa n dmnsmueckasn. VIckycctso KOCToOMa
BCTPOEHO B COLMa/bHYO CUCTEMY U NpeacTaBas-
eT eé MMPOBO33peHne. «BHeapAACk B TKaHb Tpaaun-
LMK, MacTep MHaye CnieTaeT eé oTAe/bHbIe HUTH,
BapbupyeT NpuBblYHble Popmbl. Beab aeTepMuHmM-
pOBaHHble, MaTpUUHble GOPMbI C MpeanUCcaHHbIM
3HayeHneMm HensbeXKHO NepepoXKAatoTCA B 3HAK»
[7, c. 101].
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«MogHble nokasbl CO BpEMEHEM NPeBPaTUINCD
npaKTU4yeckn B TeaTpasbHOe AENCTBUIE, FAe 3pUTensm
NpeACTaéT Lesoe NoBeCcTBOBaHWE Ha POHe Beanye-
CTBEHHbIX CnewudddeKToB 1 4OPOroCTOALLMUX AEKO-
pauuin. Celtuac TpyAHO NPeACTaBUTb cebe KPYMHbIN
6peHs B OTpbIBE OT €ro LeHHocTen. Bcé ato 6na-
rogaps NPoOAyMaHHOMY CTOPUTENNNHTY, KOTOPbINA
BpeHabl MPOHOCAT € COBOW Uepes rofbl U KOPPEKTU-
PYIOT COOTBETCTBEHHO COBPEMEHHON NoBecTke» [3].

Bauecnas 3ariues — «KpacHblin Jnop» — TpaHc-
dbopmupoBan naen pycckoro TpagnLMOHHOrO KO-
CTIOMa B MOJHYHO OAEeXAY U B KaXA0N KOANeKLMM
C HernpeB30MAEHHBIM YCNEXOM AEMOHCTPUPOBaN CBOM
B3rNs4 Ha 06pasbl U CUMBOJbI PYCCKON Ky/bTypbl.
B kaxxzoW konnekumm co3gaBancs HOBbIN XyzoxKe-
CTBEHHbIV 06pa3: «JlebeayLikmn», «MaBbl», «Cygapun»
N «CypapblHU» — U XapaKTEPHbIN CUAY3T 3bPeKTHO-
ro KOMMJaeKca, B KOTOPOM APKO NpeAcTaBieHbl KO-
NnopuTbl, GakTypbl U 4EKOPbI, MPUCYLLME TPAAULUAM
pycckoro kocTioma. Cam MascTpo roBOpw/I, UTO Bbl-
XKW TONbKO H6aarogaps camMobbITHOCTM U OFPOMHOM
nobBK K KynbType Poccum n brarogapa 3HaHUIO
PYCCKOW MEHTaNbHOCTW.

«pea konnekumm, NONHOCTbIO BbINOJHEHHOW 13
MaBJOBONOCAACKMX LLael, KOTopble camu rno cebe
ABNSAOTCA NPON3BEAEHNAMMN NCKYCCTBA, BbIHALLMBA-
Nack BauecnaBom MuxanioBmuem He OAHO JecATuie-
Tve» [1, c. 64]. Bauecnas MuxaiiioBuY nepebIM CTas
MCNoNb30BaTb NaBAOBOMOCAACKME LWaAn Kak CUM-
BOJ1 €4UHEHUA TPAANLIMOHHOCTN N COBPEMEHHOCTH,
OTCTynas OT CEPOCTM U WabNOHHOCTM B MOBCEAHEB-
HoW ogexae. Ero konnekums «Mctokm», npeactas-
nerHas B 1986 rogy B MNapwxe, JloHgoHe, MunaHe
npousBena KoAoCcasbHOE BreyaTieHne U3blckaH-
HOCTBHO IMHWUIA, 3aMbICIOBATOCTbIO Y30POUbs 30/10-
TOLIBEWHON BbILLWNBKM, MHOTOCAOMHOCTb, MPUCYLLas
PYCCKOMY KOCTHOMY, Nprnobpena HoOBOe NpoyTeHmne
B TBOPYECTBE M3TPa PYCCKOM MOABbI.

OTteuecTtBeHHOMY KOpUdED MOAbI Y4an0Ch CO-
3/aTb HEMOBTOPUMbIA @aBTOPCKUIA CTUAb — 3TO rap-
MOHMWS 3/1eraHTHOM GOpPMbI, BBIBEPEHHOCTb CUY3Ta
CO CNerka 3aBbllEeHHON NNHWEN Tanum, CKyAbnTyp-
HOCTb U UNCTOTa KOHCTPYKTUBHBIX JIMHUM, N3bICKaH-
Has XXEHCTBEHHOCTb, 3aMbIC/I0BaTas OpPHaMeHTaLms,
YHVKaNbHble BbILMBKW, yMONOMpa4ynTe bHas MHO-
FOC/IOMHOCTb. 3allueB Bcerda MeyTtan o NpekpacHoOM
Byaywem nHAyCcTpun moabl B Hawem OTevecTBe.

C 1963 rosa — MHOrO4YMCNEHHbIE NereHAapHble
Moka3sbl HOBbIX kKoanekumnii. Hanbonee 3HaunMble:
1987-1988 roabl — «1000-neTtne KpeweHns Pycu»
(Mokas3bl B Mapuxe 1 Heto-Mopke), 1996 rog — «Kak

70

MosoAbl Mbl Byaem» pret-a-porte de luxe (npro6-
peteHa My3eem ncropum Mockesl), 2000 rog —
«TalHbl rapmoHun», 2004 rog — «mnpoBur3aums»,
2005 rog — «TaiHbl cobnasHa», 2007 rog — «Poccum
noceswaetca», 2008 rogq — «ctokm», 2009 rog —
Haute Couture «Pyccknii mogepH. lll Teicauenetme»,
2010 rog —«MeTtamop¢o3bl», 2016 rog — «30n0ToM
BEK», «IK3epcmnc». «KTo xe 3Han, YTo nana Mo —
reHuasbHbI MapKeTOJIOrN, a 3TU eXelHeBHble ne-
peodopMaeHUs 3ana Tak NPUBAEKaOT atogen!»
[4, c. 187]. Erop 3aliLeB — CblH, Y4EHWK U TaNaHTAN-
BbIV XYAOXHWK, NPOAOJIXKAET CEMeWHble TPaauLnm
N peanusyeT 3aMbliCen OTLa B UHAYCTPUMN COBpe-
MEHHOW MOZAHOW OAeX/bl.

MacTtepckas pycckoro HapogHoro Koctoma locy-
fapCTBeHHOro yHuBepcuTeTta npoceelyexmna (MOTN,
MTIQY) — 370 pe3yabTaT MHOrOJIETHEN NCCaeAo0Ba-
TeNbCKOW paboTbl MO M3yUeHWIo 0CO6eHHOCTEN PYHK-
LUMOHaNbHOCTH, LLesecoobpa3HoCTH, MHOroobpasus
KOHCTPYKTMBHBIX PELUEHNI N SPKNX XYA0XKECTBEH-
HbIXx 0BPa30B PyCcCKOro KOCTIOMa B COYETaHUU C 3/1e-
MEHTaPHOM SIOFTMUYHOCTbIO KPOSi U MHOTOSIPYCHOW
KoMno3suumen gekopa. B pamkax mactepckon, co-
3/jaHHOW Ha dakybTeTe N306pas3nTeNbHbIX NCKYCCTB
W HapOAHbIX peMécen yueHunLel 3ainuesa, npodec-
copoM lNanknmHo MapuHoli BnagmmMumpoBHoW, poam-
nacbk KoHuenumsa GopMMpoBaHNS YMEHWNA MacTEPOB
MO NOWCKY BblIpa3nTesibHON GOPMbl OAEXAbI, 4OCTU-
XEHWIO pa3Hoobpasms peLleHnin TBOPYECKOro 3a-
MblCna. Jlormyeckum nNpoAoXKeHNEM TBOPHYECKOTO
pa3BUTUA CTYAEHTOB MacTepPCKOW ABASETCA CO3/a-
HWe aBTOPCKOro KOCTHOMa MO MOTUBAM HapOAHOM
0AeXAbl — NOWUCK 3MOLMOHANbHO BbIPa3nTENbHOM
GOpMbI U KOMMO3UMLMK KaK OTAENbHbIX 31EMEHTOB
AeKopa, Tak 1 Bcero aHcambas B Lenom. MNpaktnye-
cKas AesaTesIbHOCTb MacTePCKOM A0HaBASET BaXKHbIN
BK/1aJ, B COXpaHeHWe NCTOPUKO-KYAbTYpPHOM cpe-
Abl HAPOAHOTO KOCTIOMa AN ByAyLUMX MOKONEHWH.
«BbpeHa KoMMepUecKkoro NpeanpuATUS MOXET AB-
NATbCA TEM aKTUBOM, KOTOPbIN CrNaAnT NOCNeACTBUS
KoNebaHW B pbIHOYHOW KOHBIHOHKTYPE, YAEPXUT
NOSNBHBIX MOKynaTeseln B MOMEHT MacCOBOrO Na-
AEeHMA Cnpoca, NOMOXET KOMMNaHUn bbicTpee Bep-
HYTbCA K HOPMaJ/IbHbIM MOKa3aTensm AeaTenbHOCTU.
OcCHOBbIBasAChL Ha peanbHOW NOTPebUTENbCKOW MO-
Ne3HOCTKN, KOTOPYHO CO34aéT GUpMa A5 KINEHTOB,
nokasaTenb Kanutana 6peHaa ABAAETCA rapaHTOM
N MHAMKATOPOM YCTONYMBOCTM KOMMNaHuUm» [6, c. 229].

MonopaéxHblli TeaTp PYCCKOro KOcCTHOMa
«KHaxHa» FocygapCcTBEHHOro yHuBepcuTeTa
NpocCBeLLeHNs, CO34aHHbIN MO NPUMeEpPY Hallero

TaNaHTAMBOrO yumntens 3aiueBa, 3aHMMAET BaXHYHO
rpaXAaHCKyHo No3uLMIo MO TaKOMY COLManbHO 3Ha-
UMMOMY HarpaBAEHNIO, Kak BO3POXAEHWE U Pa3Bu-
Te PYCCKUX TPaMLMIA CpescTBaMmn NCTOPUYECKOTO
KOCTHOMa 1 xopeorpaduueckoro aencrens. bora-
Telwas KONNEKLMs POCKOLIHbIX 4PEeBHEPYCCKNX
KHS>XKeCKUX KOCTHOMOB, COBPEMEHHbIX TBOpUYe-
CKMX MHTepnpeTauun aHcaMbiell, COCTOALWMNX M3
ronoBHoro y6opa, paclimMToro xemuyrom, éuce-
pOM, AparoLeHHbIMU KaMHAMMW, CTpasamMu, 3010-
TbIM WNTHEM, TAE BCE 3TO HE TO/NLKO UFPaeT posib
feKopa, a ABNAETC HEMOCPEACTBEHHbIM yyacT-
HWKOM CO3Z4aHus AeNCTBUS, MOMOraeT packpbITbh
NCTOPUIO Ha CLeHE, NoAYEepKMBaAET €8 CKa30UYHOCTb.
[pamatnam feicTBUs f0CTUraeTcs CMEHOM KO0~
PUCTUYECKOWN FraMMbl KOCTHOMOB, HACbILWEHHOCTbIO
BbILWMBKW. IMEHHO 3TV cpeACTBa AeKopa KOCTH-
Ma MO3BOJISAIOT BU3yaNbHO MTHOBEHHO MEHSATbL re-
OMEeTpPUI0O MPOCTPaHCTBa, AeNatoT rpaduyeckne
aKUeHTbl, TpaHCHOPMUPYIOT MECTO AeNCTBUS —
OZHWUM C/IOBOM, Ha CLieHe CO34aéTcs Marns ucto-
pun Mockosuu.

Moka3bl Hallero Teatpa MPOXOANAN C YCMEXOM
B JJome MpaButensctea MockoBckon 0bnactu, k-
noueHTpa Ha KpacHoin MpecHe, Poccuiickoli aka-

Aemumn xypoxects — ranepee 3ypaba Liepetenn,
Mysee cocnosuii Vinbmn MnasyHoBa, a Takxe Ha 3a-
pybexHbIX pecTnBanax pycckoro uckyccrea. Hawm
CTYAEeHTbI NMPOHECYT Yepe3 CBOH TBOPYECKYHO XW3Hb
cBsA3ytowyo HUTL OT Cnaebl 3aiueBa 1 nepeaaayT
eé CBOWM yYeHnKaMm.

3aksitoueHune

Pycckuii COBPEMEHHbI MOAHBIA KOCTHOM, Npo-
BOZHMKOM KOTOPOTrO B POCCMIACKOM obLiectse bl
Bauecnas 3aiiLieB,— 3TO J1€TONNCb NCTOPUYECKOTO
Pa3BUTUSA N XYAOXECTBEHHO-AYXOBHOM aTMochepbl
Hapoga. VIMeHHO B HEMOBTOPMMOM CTU/Ie MPOCAaB-
JIEHHOTO OTeYeCTBEHHOTO KYTHOpbe akKyMyanpyeTcs
N NOCPEACTBOM CEMUOTUYECKOM CUCTEMbI TPaHC-
bopmmpyeTca COLMOKYAbTYPHbI OMNbIT CO3AaHMA
" pa3BuTUA Mogbl B Poccmmn. Tpagmumm pycckoro
[,eKOpaTMBHOIO NUCKYCCTBA, KOCTHOMA, HEM3MEHHO
CNY>XXMBLUNE NCTOYHUKOM BAOXHOBEHWA TBOPUYECKMX
paboT BauecnaBa 3aiiLieBa, cnesyeT paccmMaTpuBaTh
B KayecTBe cBOe0bpasHOro fA3bika Ky/bTypbl, KOTO-
pbI 6arosaps cBoen cNocobHOCTH OTpaxaThb B cebe
TpaAVLMKY, COLMaNbHO-MCUXONOTUYECKME YCTaHOBKM,
3CTETUYECKME 3anpochkl, No3BosAeT opMMpPoBaThb
onpeaenéHHbIn 06pas XXM3HWN STHUYECKOW KybTy-
pbl PyccKoro Hapoga.
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THE GENERATION OF ORNAMENTS USING
ARTIFICIAL INTELLIGENCE

Summary: The article considers the results of artifi-
cial intelligence testing to pursue the goal of stylizing
traditional Indonesian ornament on gringsing fabric.
The process of testing the Dream artificial intelligence
by WOMBO is described in detail on the example of
the stylization of the Cemplong ornament on grings-
ing fabric; the testing consisted of four stages. At the
first stage, a photo of the ornament was uploaded, pro-
viding input data for further analysis and correction of
the original image. At the second stage, the rendered
ornaments in the original colours were uploaded to
determine the effectiveness of the stylization process
and further correction of the uploaded image. The third
stage included uploading parts of the ornament, pre-
viously repainted in contrasting, nuanced and mono-
chrome colours; variations were created which made
it possible to predict the behaviour of the artificial in-
telligence Dream by Wombo at different specified set-
tings, as well as to identify the colours that artificial
intelligence recognizes best.

At the last stage, 450 samples of stylizations were
analysed and optimal visual styles and distortion level
settings, at which the uploaded image is transformed,
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developing integral forms without artefacts, with clear
contours in which the original symbolism is read, were
identified. The best stylizations, applicable for use as
elements of patterns for decorating industrial design
products, including textiles, were selected. Using the
tracing method, these elements were transferred to a
vector format and repainted for more convenient ap-
plication in practical projects. This made it possible to
improve the quality of the stylized parts of the pat-
tern. Further, the logic of pattern construction was set
in the program and a 3D visualisation of the applica-
tion of this pattern in textile production was created. It
allowed us to get a visual idea of how the final prod-
uct would look using a stylized with the help of artifi-
cial intelligence ornament. As a result of the research,
an optimal algorithm for working with the Dream ar-
tificial intelligence by WOMBO, which can be used for
high-quality stylization of traditional ornaments of dif-
ferent peoples, was created. This opens up new oppor-
tunities for innovative design solutions and inspires
the creation of unique and attractive designs in vari-
ous industries.

Keywords: artificial intelligence, ornaments, gringsing

Il 1. Traditional clothes made from the fabric of the inhabitants
of the village of Tenganan Pegringsingan

Artificial intelligence (Al) has great potential for
use in design. It can help designers create more ac-
curate and detailed models, optimize design pro-
cesses, and even help create innovative and unique
design solutions. To get the most out of Al, one needs
to play to its limitations as well as its strengths [1].
Based on this, in the study, an attempt was made
to generate new ornaments based on traditional
ornaments on gringsing fabric.

Gringsing fabric is unique and is made in only
one place in the world: in the village of Tenganan
Pegringsingan in Bali. This village is famous for its
unique culture and traditions that have been pre-
served for many centuries. The name of the fabric,
gringsing, comes from the word gring, which means
“disease”, and the word sing, which means “no” [2].
The fabric is used by the villagers as a traditional
garment for religious ceremonies [4].

Three colours are used for gringsing fabric: red
is the colour of fire, black is the colour of water and
yellow is the colour of air. The fabric is dyed with
natural dyes, which is why the manufacturing pro-
cess takes an average of 4 years [5].

Gringsing fabric motifs consist mainly of bionic
symbols: the sun, nameless stars, flowers, animals.
In addition, each piece of gringsing fabric uses an
intersection sign (+), symbolising balance (from an
interview with a villager of Tenganan Pegringsingan,
05.01.2023). In total, there are about 27 gringsing
fabric motifs that are created at present; it is im-
possible to determine the exact number of motifs
due to the constant replenishment of the collec-
tion with new motifs.

Quoting traditions is a kind of a dialogue with
the past, with the beginning of human culture, with
the period when man lived in harmony with nature

Ill. 2. The result of stylizing a photo with the Cemplong gringsing
motif using Al. A screenshot from the program.

[3]. However, the villagers would not like their tra-
ditional gringsing patterns to be used in their pur-
est form anywhere else outside the village (from an
interview with a villager of Tenganan Pegringsingan,
05.01.2023), after which it was decided to create a
pattern with the help of Al. It was based on the mo-
tifs of gringsing fabric — the recognition of signs
and symbols to preserve the semantics was main-
tained, nevertheless, other methods of shaping were
used. To do this, Dream Al by WOMBO was used. It
applies various styling methods for uploaded imag-
es, and also has three distortion level parameters:
weak, normal, strong. For Al testing, the motif of
the Cemplong gringsing fabric was chosen. Dream
Al testing can be roughly divided into four stages.

At the first stage, a photo of gringsing fabric
with a Cemplong motif was uploaded into the Al.
During the experiment, it was found that with any
settings for styling the original image, Al produces
results that are unacceptable for further use as el-
ements of the pattern.

At the second stage, it was decided to redraw
the original elements of the motif and recreate the
original geometry of the ornament. After upload-
ing the image into Al, unacceptable results were ob-
tained: parts of the motif merged with each other,
forms flowed from one to another, which caused
difficulties for its further use as a pattern.

At the third stage, to further test the capabilities
of Al, the elements of the ornament were separated
and recoloured in related-contrasting, nuanced and
monochrome colours, which, hypothetically, could
be perceived by Al better than the original colour
scheme; they were uploaded into the Al.

The images were stylized with 50 options and
3 distortion level settings. The word “pattern” was
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L 3. The result of styling the rendered pattern with the help of Al.
A screenshot from the program.

entered in the Enter "promt” line; however, this pa-
rameter does not affect the logic of Al algorithms
in styling uploaded images.

At the next, 4th stage, suitable stylizations were
identified from 450 received samples according to
the following parameters: the absence of artefacts,
clear contours of the forms in which the original
symbolism should be read, and the ability to quick-
ly convert to vector format without losing some of
the stylization details. Out of 50 styles, the best re-
sults were: Realism, Retro-Futurism, Unrealistic, Soft
Touch, Throwback. The more complex the drawing
is, the smaller the details are, and it is more likely
they are to merge with each other.

It was also found that artificial intelligence was
best at recognizing and styling patterns in mono-
chrome colours (17.3% of modifications are appli-
cable to create patterns). In addition, it was found
that black and white images are captured better
than grayscale images; however, in a number of
visual styles, ornamental elements were repainted

Il 5. Variants of pattern elements created with the help of Al.
A screenshot from the program.
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Ill. 4. Rendered images uploaded to Al for testing.
A screenshot from the program.

in chromatic colours. Stylizations in black and white
are characterised by: the absence of artefacts, the
integrity and logic of the construction of forms. In
related-contrasting colours, 9.3% of modifications
are applicable for further use; images in nuanced
colours are the worst styled (2.7%).

The "weak” distortion level parameter is un-
acceptable for creating stylizations: the contours
are blurred, the original elements are transformed
into abstractions, the original elements are not
recognizable. The best results were shown by the
parameters “"normal” and “strong”. The more com-
plex the drawing is, the smaller the details are,
and it is the more likely they are to merge with
each other.

After testing, the best samples were selected and
transferred by tracing into vector format in Adobe
[llustrator and repainted in the traditional colours
of gringsing fabric. Based on the construction of the
original ornament on gringsing fabric, a pattern was
created, consisting of vector elements. The result-

Il 6. Application of the pattern in textile products.

ing pattern can be used in textile industry for inte-
rior design applications.

As a result of the study, an optimal algorithm
was created for processing ornaments using the
Dream Al by WOMBO:

1)  Drawing elements from the original ornament.

2) Recolouring elements in black and white
colours.

3) Separating elements from each other at a
distance of 1/2 of the height of the pattern. In the
Dream Al by WOMBO, one can only upload verti-
cal images; thus, the elements of the pattern will be
placed vertically. The more details are in the pat-
tern, the larger it should be on the uploaded image.

4) Uploading the resulting images into the
Dream Al by WOMBO using styles: Realism, Retro-

Futurism, Unrealistic, Soft Touch, Throwback. Dis-
tortion level parameters: normal, strong. If you are
not satisfied with the result, try again 2 or 3 times.

5) Saving the image and tracing elements in
the Adobe Illustrator program.

6) Recolouring the elements of the future pat-
tern in the desired colours.

7) Creating a pattern using the Pattern tool in
Adobe Illustrator.

Conclusion

Artificial intelligence is a tool with which it is
possible to stylize traditional ornaments with high
quality. The results of the study can be used as an
algorithm for high-quality stylization of traditional
ornaments of different peoples. The resulting pat-
terns can be applied in various areas of design.
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[EHEPALMNA OPHAMEHTOB C NMOMOLbBHO
NCKYCCTBEHHOTO MHTEJINTEKTA

AHHomayus: B ctaTbe paccmaTpuBaroTca pesyabTaThl
TeCTMPOBAHMA UCKYCCTBEHHOTO MHTeNeKTa AN pelle-
HUA 3agayn No CTUAM3ALUN TPAANLMOHHOIO NHAOHEe-
3UMNCKOro OpHaMeHTa Ha NOJOTHaX TKaHW FPUHTCUHT.
MoapobHO onuncbiBaeTcA NpoLecc TeCTMPOBAHUA UC-
KycCTBeHHOro uHtennekra Dream by wombo Ha npwu-
Mepe cTuamsaumm opHameHTta «Cemplong» Ha TkaHu
TPUHICUHT, cocToALero n3 4 stanos. Ha nepsom aTa-
ne ocyLiecTBAfAACh 3arpyska poTorpadumn opHaMeH-
Ta, obecneunBas BXOAHble JaHHble A5 AafbHeNLero
aHa/sn3a N KOPPEeKTUPOBKMN UCXOAHOTO N306paxKeHus.
Ha BTOpOoM 3Tane 3arpyxanncb OTPUCOBaHHble OpHa-
MEHTbl B OPUTMHa/bHbIX LiBETax, 4Na onpejeneHns 3¢-
beKTMBHOCTU Npouecca CTUAM3ALMN U AaNbHelLIen
KOPPEKTUPOBKM 3arpy>KaemMoro nsobpaxeHus. Tpetui
3Tan BKJKOYaAN 3arpysKy Yacteli OpHaMeHTa, npeaBapu-
TeNbHO NepekpalleHHbIX B KOHTPaCTHble, HIOAHCHble
1 MOHOXPOMHbI€e LiBeTa, YTO CO34an0 pa3Hoobpasue Ba-
puvauuii 1 Aano BO3MOXHOCTb CMPOrHO3MpPOBaTh NoBe-
AeHune NcKyccTBeHHoro nHtennekta Dream by Wombo
Npu pasnnYHbIX 3a@aHHbIX HAaCTPOIiKax, a TakXe Bbif-
BWTb L|BETa, KOTOPble UCKYCCTBEHHbIN MHTENNEKT pac-
No3HaeT ayJylle BCero.

Ha nocnegHeM 3Tane 6bian npoaHannsnposaHbl 450
06pasLLOB CTUAN3ALMWIA, BbIABAEHbI ONTUMa/IbHbIe BU3Y-
a/ibHble CTUAW U HAaCTPOMKM CUNbI UCKAXEHUS, MPU KO-
TOPbIX 3arpy>XeHHOe n3obpaxkeHne TpaHchopmmpyeTcs,
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06pa3sya uenbHble bopMbl 6e3 apTedakToB, C YETKUMU
KOHTypaMu, B KOTOPbIX CYMUTbIBAETCA MCXOAHAA CUM-
BOAMKA. bbian oToBpaHbl Ayyline ctuansauum, npu-
MeHUVMble ANS UCMONb30BaHWA B KayecTBe 3/1IEMEHTOB
naTTepHOB A5 AeKOPUPOBaHMA NPOAYKLIMN MPOMbILL-
JIEHHOTO Au3aliHa, B TOM Yncie Tekctuasa. Ana 6onee
YA0OHOro NpUMeHEHMA B NPakTUYeCKUX NPOEKTax AaH-
Hble 3/1eMeHTbl 6bINIM NepeHeceHbl C MOMOLLbI MeToAa
TPacCMPOBKMN B BEKTOPHbLIA dOpmMaT 1 nepekpalleHbl.
STO MO3BO/AMIO NOBbLICUTb Ka4YeCTBO CTUIN3OBAHHbIX
yacten naTttepHa. [lanee B nporpamme 6bina 3ajaHa
Nlornka NocTpoeHmna natrepHa u cosgaHa 3D-Bu3ya-
Nn3auma NpMMeEHEHNA faHHOro naTTepHa B TEKCTUb-
HOM NPOAYKLMUN. DTO NO3BOJNIO NONYUYUTb HarAsgHoe
npeacTaBieHve O TOM, Kak ByAeT BbIrnajeTb OKOHYa-
TeJIbHbIV NPOAYKT C UCNONb30BAaHWEM CTUN30BAHHOTO
C MOMOLLbI UCKYCCTBEHHOTO MHTENIEKTa OPHaMEHTa.
B pe3ynbTtate nccnegoBanma 6bin co3gaH onTuManb-
HblA aAropuT™ PaboTbl C UCKYCCTBEHHLIM UHTENIEKTOM
Dream by Wombo, KOTOpbI/i MOXHO UCMONb30BaTh ANS
KauyeCTBEHHON CTUAM3ALUMN TPAJULIMOHHBIX OPHAMEH-
TOB pa3HblX HAPOAO0B. ITO OTKPbIBAET HOBblE BO3MOXX-
HOCTU AN MHHOBALMOHHbIX AN3aHEPCKUX PeLIeHUi
N BAOXHOB/IAET Ha CO3ZaHNe YHUKaNbHbIX U NpuBae-
KaTeNbHbIX AU3aHOB B Pa3/IMUYHbIX OTPaCAsX.

Knroyesele cno8a: uckyccmeeHHbIl UHMes1ekm, op-
HamMeHmel, 2puHacuHe.

WNckyccTBeHHbIN nHTennekt (M) nmeet 60b-
IOV MOoTeHUMan ANA UCMOAb30BaHMA B AMU3aNHe.
OH MOXeT NoMoub An3aliHepam co3gasaTtb H6osee
TOUHbIEe U AeTaNn3MpPOBaHHbIE MOAEAN, ONTUMU3N-
poBaTb NPoLEeCChl NPOEKTUPOBAHUA U JaXKe MOMO-
raTb B CO34aHUM MHHOBALIMOHHbBIX N YHUKaNbHbIX
AV3aliHepCcKkux peleHunin. Ytobbl NoayymTb Mak-
CMManbHyto otaauy oT VI, Hy>XHO nrpatb Ha ero
OrpaHMUYeHusX, a TakxKe Ha ero CUbHbIX CTOPO-
Hax [1]. icxoas v3 3Toro B UccaefoBaHun 6bina
npeAnpuHATa NOMbITKa reHepauMmn HOBbIX OpHa-
MEHTOB Ha H6a3e TPaAgULMOHHbIX Ha MNONOTHAX TKa-
HWN TPUHTCUHT.

TKaHb rPUHICUHT YHMKaNbHA N N3roTaBaMBaeTCa
TO/IbKO B OAHOM MeCTe B MUpeE: B epeBHe TeHraHaH
MarpuHrcuMHrad Ha octpose bann. 3ta gepesHa cna-
BWTCA YHUKAAbHOW Ky/bTYPOU 1 TPagULMUAMMU, KOTO-
pble COXPaHAANCb Ha MPOTAXEHUN MHOTMX BEKOB.
HazBaHue TkaHW «[ pMHCUMHI» MPONCXOAUT OT CI0Ba
«[pUHr», UTO O3Ha4aeT 60ne3Hb, U cnoBa «CUHT>,
YTO O3HayvaeT «HeT» [2]. TkaHb NCNob3yeTCa XnTte-
NAMU lepEeBHN B KauecTBe TPaAULIMOHHOM OAeXAbI
NS PEIMTUNO3HBIX LLepeMoHuni [4].

B TKaHW rpyHrcvMHr ncnosb3syerca 3 LBeTa: Kpac-
HbIli — LIBET OTH$l, YUEPHbIN — LIBET BOAbI U XKENTbI —
uBet Bo3gyxa. OkpawmBatoT TKaHb C MOMOLLLbHO
HaTypanbHbIX KpacuTenewn, n3-3a Yyero NnpoLecc us-
roToB/eHMA B cpegHeM cocTasnseT 4 roga [5].

MOTHMBbI TKAHW TPUHTCUHT COCTOAT MPenmy-
LLLEeCTBEHHO M3 BUOHNYECKNX CUMBOJIOB: COJIHLLA,
6e3bIMAHHbIX 3BE34, LBETOB, XXMBOTHbIX. TakXe B Ka-
>KAOM MONOTHE TKaHW FPUHTCUHT MCMOb3YeTCA 3HaK
nepeceyeHuns (+), CUMBOJIN3NPYIOLWLNA paBHOBE-
cne 1 banaHc (M3 NHTEPBbLIO C XUTENEM AePEBHU
TeHraHaH MNarpunrcmHran, 05.01.2023 r.). Bcero cy-
LecTByeT 27 OCHOBHbIX MOTUBOB TKaHW TPUHICUHT,
KOTOpble CO34at0TCA B Halle Bpems, TOYHOe KO-
4YecTBO MOTMBOB OMNpeaennTb HEBO3MOXHO M3-3a
MOCTOAAHHOIO MOMOJ/JIHEHUA KONNEKLUN HOBbIMU
MOTMBaMM.

LlnTnpoBaHue TpaanLmin sBASETCS CBOEOOPa3HbIM
AVasoroM C NpPoLbIM, C Ha4aOM YeI0BEYECKOM
KyAbTYpbl, C MepUOAOM, KOrja YesoBeK XU B rap-
MOHUM ¢ nNpupogoin [3]. OgHaKO XUTENN fePEBHMU
He xoTenun bbl, UTOObI UX TPAANLMOHHbIE OPHAMEH-
Tbl Ha TKAHW FPUHICUHT HblAM MCNOAb30BaHbI B YU-
CTOM BUAe rae-nmbo ewé 3a npesenamm AepeBHn
(3 MHTepBbLIO C XUTenem gepeBHu TeHraHaH [la-
rpuHrcviran, 05.01.2023 r.), No3ToMy OblN0 NPUHS-
TO pelleHune co3aaTb NaTTepH ¢ nomouwbio NN Ha
OCHOBE MOTMBOB TKaHW FPUHICUHI, COXPaHAA y3-

HaBaeMOCTb 3HaKOB W CUMBOJIOB ANS COXPaHEHWS
CEMaHTUKW, OAHAKO NPUBErHyB K MHbIM MeTOoAaMm
bopmoobpazoBaHus. nsa 3Toro 6bin 3a8eCTBOBaH
W Dream by Wombo, KoTopbli npuMeHseT pasany-
Hble MeTOAbI CTUN3aLMN 3arpy>KeHHbIX n3obpaxe-
HWI, a TakXKe MMeeT 3 NapameTpa CUbl UCKaXKEHWUA:
«weak», «<normal», «strong». Ansa Tectuposanus N
6b11 BbIOpPaH MOTUB TKaHW FPUHTCUHT «Cemplong».
TectupoBaHue N Dream by Wombo moxHo yc-
JOBHO pasfennTb Ha 4 3Tana.

Ha nepsowm 3tane B VI 6bina 3arpy>xeHa ¢poto-
rpaduvs TKaHW rpuHrcMHr ¢ MotneoM «Cemplong».
B xoae akcnepuMeHTa 6b110 BbISIBAEHO, UTO MPW JIt0-
6bIX HaCTpOMKax CTUAM3ALLUN NCXOAHOTO M30bpa-
XeHuns NI BblgaéT HenpuremiemMble B fanbHeNLLIEM
MCNONb30BaHNN B KaYecTBe 3/1IeMeHTOB naTTepHa
pe3ynbTaTbl.

Ha BTOpOM 3Tane 66110 NPUHATO peLueHune ne-
pepucoBaTbh UCXOAHbIE 31EMEHTbI MOTUBA U BOC-
CO3/,aTb UCXOAHYIO reOMeTpUIo opHameHTa. locne
3arpysku nsobpaxeHus B M 6bian nonyyeHbl He-
nprvemaemMble pesynbTaTbl: YacTW MOTVBA C/IMBaNNCh
mexzay cobon, GopMbl nepeTekany U3 04HON B Apy-
ryto, YTO BbI3bIBaNO TPYAHOCTM ANA €ro AajbHelLle-
ro UCnosib30BaHWA B KayecTBe naTrepHa.

Ans panbHelwero TeCTMpoBaHNA BO3MOXHO-
ctert I Ha TpeTbeM 3Tane 3sieMeHTbl OpHaMeHTa
6blAN pa3gesieHbl U NepekpaLlleHbl B POACTBEHHO-
KOHTPAaCTHble, HFOAHCHbIE 1 MOHOXPOMHbIE LIBETa,
KOTOpbIE TMNOTETMYECKM MOTAN BbiTb BOCMPUHATHI
W nydwe, yem ncxogHasa uBeTtoBas ramMma, v 3a-
rpy>xeHbl B .

N306paxxeHuns 6biam ctuansosaHsl 50 BapuaH-
TaMu1 1 3 NapamMeTpamun Cuibl NcKaxeHwus. B ctpoke
Enter «promt» 6b110 BBeAEHO cNoBO «pattern», oa-
HaKo 3TOT NapameTp He BAMAET Ha JIOrUKY aaropuT-
moB W B cTuamnzaLmm 3arpy>kaeMbix n306paxkeHui.

Ha cnegytowem, yetB€pTOM, 3Tane 6b110 Npo-
N3BeAEHO BbIIBAEHWE NOAXOAALLNX CTUAN3ALUIA U3
450 nony4yeHHbIX 06pa3LOB MO CAeAyOWUM Napa-
MeTpaM: OTCyTCTBUE apTedakToB, YETKMNE KOHTYpbI
bopM, B KOTOPbIX AO/IKHA CYUTBIBATbCA UCXOAHasA
CMMBOJINKA, @ Tak>XKe BO3MOXHOCTb ObICTPOro ne-
peBoja B BEKTOPHbIN dopmaT He3 notepn yactu
aetanen ctuamsaumn. V13 50 ctnnen aydwue pe-
3ynbTathl gaan: Realism, Retro-Futurism, Unrealistic,
Soft Touch, Throwback.

Tak>ke 6b110 BbISIBJIEHO, UTO JlydLle BCEro UCKYC-
CTBEHHbI MHTENNEKT pacno3HaBan U CTUAM30BaN
06pa3Lbl B MOHOXPOMHOW LiBeTOBOW ramme (17,3%
MoANPUKALMIA NPUMEHUMbI AN CO34aHMA naTTep-

77



HoB). Takxe 6bl10 BbISIBAEHO, YTO YEPHO-6esble U30-
HpaxkeHnsa CUMTLIBAKOTCA NyYlle, YeM C OTTEHKaMM
Ceporo uBeTa, 04Hako B pAje BU3yasbHbIX CTUNEN
3/IeMEHTbl OpHaMeHTa nepekpaLlBainCb B XpOMa-
TUyeckme ugeta. s cTuamsauunin B YEpHo-6enom
BapuaHTe XxapakTepHbl OTCYTCTBME apTedaKToB, Leb-
HOCTb W JIOr1Ka NocTpoeHuns ¢opm. B poacteeHHO-
KOHTPaCTHOW LBETOBOW ramMme A/s AajbHENLLErO
MCnonb3oBaHWA NpumMeHnmo 9,3% moandukaumi,
Xy>Ke BCEro CTUAN3YHTCA n306paxkeHns B HHOAHC-
HbIX uBeTax (2,7%).

MapameTp cubl uckaxeHusa «weak» Henprem-
NeM A1 CO34aHNA CTUAN3ALMIA: KOHTYPbl Pa3MbIThl,
NCXOAHblEe 3N1eMeHTbl Npeobpa3yroTcs B abcTpak-
LN 1 He y3HaBaeMbl. Jlyylune pesynbTaTbl MOKasa-
N1 napameTpbl «normal» n «strong». Yem cnoxHee
PUCYHOK, YeM Bonblue MesIKUX AeTanen, Tem bonee
BEPOATHO, YTO OHW CONBIOTCA MeXay COHO.

Mocne TectpoBaHua 6biaK BbIGpaHbl Ay4-
Wwre obpasubl N NepeBeAeHbl METOAOM Tpaccu-
POBKM B BEKTOPHbIN dopmat B nporpamme Adobe
[llustrator n nepekpalleHbl B TPagULMOHHbIE LiBE-
Ta TKaHW TPUHTCUHT. icxoas M3 nocTpoeHns opu-
TMHAAbHOTrO OPHAaMeEHTa Ha TKaHW FPUHICUHT, 6bin
CO3/aH NaTTepH, COCTOALLUNIA N3 BEKTOPHbIX d/1EMEH-
TOB. [MONYyUMBLUMIACA NATTEPH MOXHO UCMNONb30BaTh
B TEKCTU/IbHON NPOMBILUAEHHOCTU AN NPUMEHEHUA
B AU3aiiHe MHTepbepoB.

B pe3ynbTate nccnepgoBaHma 6bi1 co3gaH ontu-
MaJibHbI anropuTM A5 nepepaboTkm OpHaMEHTOB
¢ nomoubto I Dream by Wombo:

1) OTprcoBKa 3/1EMEHTOB UCXOAHOMO OpPHaMeHTa

2) [NepekpalwmBaHne 31eMeHTOB B UEPHbIN
1 6enbii LBeTa.

3) Pa3geneHve anemMeHTOB ApYr OT Apyra Ha
pacctosaHun 1/2 BbicoTbl natrepHa. B I Dream by
Wombo MO>XHO 3arpy>aTtb TO/IbKO BepTMKa/bHble
n3obpaxKeHns, NO3ITOMY 3NeMeHTbl NaTTepHa
HeobHX0ANMO paccTaBUTb BEPTUKaIbHO. Yem Bonblue
AeTanen B naTrepHe — TeM OH A0JKeH 6bITb KpyrnHee
Ha 3arpy>xaeMom n306paxxeHunn.

4)  3arpyska nojyumBLIMXCa M3o6paxeHnii B N
Dream by Wombo c ncnonb3oanunem ctuneii: Real-
ism, Retro-Futurism, Unrealistic, Soft Touch, Throw-
back. MapameTpbl cnnbl nckaxeHua: normal, strong.
Ecnn nonyuyeHHbIV pesynbTaTt Bac He ycTpanBaeT,—
nonpobyinTe NOBTOPUTL NOMbITKY 2—3 pa3a.

5) CoxpaHeHue n306pa>keHns 1 TpaccMpoBKa
anemMeHTOB B nporpamme Adobe Illustrator.

6) [MepekpawmnBaHne 3neMeHTOB HyayLLero
naTTepHa B >XesaeMble LiBeTa.

7)  Co3paHve naTTepHa C MOMOLLbIO MHCTPYMEHTa
«Y30p» B nporpamme Adobe lllustrator.

BbiBOADI:

W cKyCCTBEHHBIN MHTENNEKT — UHCTPYMEHT, C MO-
MOLLIbHO KOTOPOTFO BO3MOXHO KaueCTBEHHO CTUIN-
30BaTb TPAAMLMOHHbIE OPHAMEHTHI. Pe3ynbTaThl
nccnesoBaHMA MOXHO MCMOJ/b30BaTb B KayecTBe
anropuTMa Ans Ka4ecTBEHHOM CTUAM3aLIMM TpaauLm-
OHHbIX OPHAMEHTOB pPa3HblX HaPOAOB. MNosyyYeHHble
naTTepHbl MOXHO MPUMEHATb B Pa3/inyHbIX cde-
pax gu3aiiHa.
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GENERATIVE PRACTICES IN CREATIVE INDUSTRIES:
THE PHYGITAL ASPECT OF ARTISTIC DESIGN

Summary: The concept of phygital (from the words
“physical” and “digital”), as the name implies, involves the
synthesis of physical and digital components. This concept
originated in the field of marketing; however, today it is
increasingly used in various fields of science, including
art history, and reflects a new trend in the world of art
and design when the boundaries between offline and
online environments are blurred. Earlier, the Internet was
used mainly as a tool for promotion and communication,
whereas in recent years the virtual and the real are
beginning to interact more closely. The transformation of
the virtual into the real and vice versa is becoming one of
the key areas of contemporary art; more and more works
exist “at the junction” of artistic expression and design
solutions. In this regard, researchers of modern culture and
art are faced with a number of questions about the nature
and aesthetic potential of phygital. The purpose of this
study was to analyse a number of representative projects
of creative industries created at the intersection of analog
and digital representation, to identify their specifics and
expressive possibilities, as well as to clarify the specifics of
image transformation during online-offline transgression.

The results of the study revealed that today a special
place in the field of phygital projects is occupied by works
made by designers and artists using generative models.
This is facilitated by the active development of machine
learning. In particular, we are talking about artificial

intelligence and its capabilities, which have recently
become the focus of attention of artists, designers,
and researchers of contemporary art. In 2019, the work
Neural Street Art appeared on the wall of a multi-storey
building in Yekaterinburg (Popova St., 9). With the help of
machine algorithms, a mosaic, created by an artist in the
4th century AD to decorate the Spanish villa La Olmeda,
was recreated. The image was applied to the building
by a robot printer developed by the STENOGRAFFIFA
creative team. The work of a “distributed author”, a meta-
author [6] according to P. Galanter (an unknown artist
of the Flavian era, the Yandex neural network, a robot-
printer, creative teams that made the corresponding
technologies and software), raises questions about
the connection between digital and physical and the
prospects of a generative human — machine creativity.
Increasingly, representatives of creative industries are
using neural networks to create works: for example, Scott
Eaton demonstrated sculptures created “in collaboration”
with Al at the Artist + Al: Figures and Forms exhibition,
in particular, the bronze Human Allocation of Space
(2019). At the same time, digital copies of their works
are often created for artists using NFT technologies.
For example, Filipino artist Bjorn Calleja, known for his
NFT projects, creates tiny sculptures of his animated
characters and then digitises them again as NFT tokens
(in .glb format for 3D models). More and more works
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of artists and designers created with the help of neural
networks (GAN — generative-adversarial neural network,
CAN — creative-adversarial neural network) acquire not
just a physical but a phygital embodiment. This is not
only about “twinning”, i.e. NFT twins of physical copies
of objects, but about hybrid works and installations that
exist simultaneously in digital and physical spaces.
Thus, we came to the conclusion about the special
role of artificial intelligence in modern phygital projects
in creative industries, as well as the importance of the

Introduction

The term "phygital”, which combines the English
words “physical” and “digital”, that is, physical and
digital parameters, was one of the first to be intro-
duced by marketer Chris Weil, CEO of Momentum
Worldwide. Currently, this concept is widely used in
various fields related to creative industries, as well as
in scientific discourse on contemporary art. Phygital
reflects a new trend in visual art and design when
the boundaries between offline and online environ-
ments are blurred, and real objects receive either
twins in the digital field, or a specific extension in
the virtual space. In this regard, a number of ques-
tions arise about the specifics of artistic strategies
in the phygital format and its expressive possibili-
ties. During the study, we will analyse a number of
tools used by artists and designers to create cur-
rent projects, and also, we will systematise the di-
rections for the development of the image system
at the junction of online and offline communication.

Generative Design: Algorithm Instead of a Muse

In the framework of this study, we will consider
generative art in conjunction with generative de-
sign, since, as in the beginning of the 20th century,
today these two areas are converging (and here it
is legitimate to recall, for example, UNOVIS artists,
the Affirmers of the New Art, who developed new

L. 1. STENOGRAFFIFA. Neural Street Art, 20179.
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development of virtual and augmented reality as a space
for the existence of works of this type. This study outlines
the advantages of the phygital format for the designer’s
work, as well as the expressive possibilities of online-offline
transition in the space of contemporary art, classifies art
spaces at the intersection of physical and digital, features
phygital as a means of communication relevant to today’s
visual culture.

Keywords: contemporary art, media art, phygital,
metaverse, augmented reality, virtual reality

forms of clothing, utensils, etc., seeking to trans-
form the subject-spatial environment of a person)
but already in the context of the digital age and the
situation of the post-Internet (integration of online
and offline practices). Even an Austrian media theo-
rist, Peter Weibel, in the middle of the 20th centu-
ry, argued that "nowadays all of art practice keeps
to the script of the media and the rules of the me-
dia... in art there is nothing more than media...
outside and beyond the media experience” [1]. The
integration of digital and material is changing so-
cial and cultural life, which is now largely mediat-
ed by algorithms.

As noted by M. Titova: “Currently, the use of ma-
chine learning to automate processes, reduce labour
costs and increase production efficiency in all are-
as, including in the field of generative design (GD),
is relevant” [4, 246]. Generative design is the pro-
cess of creating a design using algorithms and com-
puter programs that can generate different designs
based on given parameters and rules. This allows
you to create unique and innovative design solu-
tions that can be used in various fields such as ar-
chitecture, industrial design, fashion, etc. Today, the
capabilities of neural networks are actively used to
generate various design options. At the same time,
physical projects are created on the basis of the re-
ceived variants of digital images.

In 2019, the Al Chair project, presented as part
of the Design Week in Milan (Italy), caused a reso-
nance among artists and designers. Using the pos-
sibilities of artificial intelligence, designer Philippe
Starck, in partnership with Kartell and Autodesk, pro-
posed to the expert community an unusual design
of a chair, made from recycled materials. Comment-
ing on the project, Arthur Harsuvanakit of Autodesk
said, “We had to challenge the Generative Design
tool to find designs with relatively thin walls to meet
the requirements of a particular casting process.
To do this, it was necessary to develop new strat-
egies and adjust the algorithms of our program.

Ill. 2. An image generated by neural network on request: "Jeff Koons style metal chair"
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Generative design opens up endless possibilities
for manufacturing with fewer materials and more
respect for our planet.” [3] This is not the first chair
created by Al: for example, in 2006, Joris Laarman
demonstrated his project Bone Chair, which became
a reflection of the designer’s thoughts about a new
round of development of design tools [5]. The use
of Al tools allows to increase strength, reduce the
amount of consumable materials, optimise struc-
tural elements, etc.

At the same time, images generated by neural
networks can be used as a source of inspiration for
a designer or an artist. For example, in 2018, using
images generated by a neural network, designers
Philip Schmitt and Steffen Weiss created prototypes
of chairs based on them, which are more like art
projects (like the architectons of K. Malevich and his
own dishes) [2]. However, since 2018, technology
has advanced significantly, and owing to the capa-
bilities of such popular neural networks as DALL-E2,
Midjourney, DreamStudio, Stable Diffusion, Google
Parti, etc., an artist or a designer can fine-tune their
request to get the desired result and implement it
using 3D printing technology. Thus, in 2022, artist
Michael Hansmeyer demonstrated to the public the
Digital Grotesque project, associated with the idea
of finding new forms.

The CALA public platform is an Al-powered ser-
vice that helps designers bring their ideas to life.
The service uses DALL-E, a machine learning mod-
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Il 3. Iris van Herpen. Cellchemy Face Decoration, 2019

el from OpenAl. Fashion designers are increasingly
turning to algorithms to create clothing and acces-
sories. For example, Iris van Herpen, in collabora-
tion with the Delft University of Technology, based
on Grasshopper algorithms, created an unusual face
decoration Cellchemy (2019).

From this, two conclusions can be drawn. The
first is related to the trend towards the “democ-
ratisation” of art and design; access to the means
of art and design production is becoming open to
an ever wider audience, an increasing number of
actors are involved in this process (in connection
with which representatives of the creative class may
also see a threat to their profession). The second
conclusion is related to "customization”, i.e. an in-
dividual design solution, shaping and a variety of
author's approaches and ideas that can be imple-
mented "without regard” to the mass market. Sum-
ming up, it can be argued that in the coming years,
the field of generative art and design will go through
important transformational processes related both
to the trends that have been identified in this ar-
ticle, and, among other things, to the streamlining
of legislation regarding Al, in particular, copyright
for works that are used to train neural networks.

Hybrid Experience: Synthesis of Physical and
Digital

Many contemporary art projects emphasise that
we experience the world and act together with ma-
chines. An example is the installation iPot (2022) by

Il 4. RTFKT x Nike AR Genesis

a media artist ::vtol:: (Dmitry Morozov), dedicated to
the idea of an automated tea ceremony. His video
was transformed into an NFT token. Tradition and
innovation, robotic mechanisms and audience par-
ticipating in the techno-performance, physical and
digital, algorithm and spontaneity are "intertwined”
in this artistic statement.

Currently, the development and spread of the
phygital direction is gaining momentum as it pro-
vides the possibility of spatial “extensions” through
various types of screens (from smartphones to smart
glasses) and technologies, including virtual and aug-
mented reality technologies. Artists convey their po-
sition and values through visual images, creating new
"worlds” ("“metaverses”) in their own unique style and
communicating with the audience using immersive
technologies, often building spaces simultaneously
in the digital and physical environment, acting as a
“driver” of the transformation of a person’s socio-
cultural life. As an example, we can cite the project
Untitled (2022) by Dmitry Shabalin and Alexander
Larikov, dedicated to masks and their digital cop-
ies, as well as the work of Kirill Reyv, Skull of Civi-
lization (2022), reflecting on possible scenarios for
the origin of life on Earth using 3D printing tech-
nologies, blockchain, glitch aesthetics.

Today, more and more artists, designers and ar-
chitects are using elements of virtual space in their
work, mixing different technologies and materials.
These projects can be classified as follows:

— virtual galleries. In the context of the pan-
demic, many exhibitions and galleries have moved
online, significantly changing the approach to or-
ganising exhibition space and presenting works.
Art can now be seen from anywhere in the world
through a computer or a smartphone. At the same
time, working on an online gallery requires special
attention and innovative solutions from creators
to organise a unique space and atmosphere. Vir-
tual galleries bring art from different parts of the
world together, creating new spaces for viewers to
explore and interact.

- implementation of augmented reality ele-
ments. Augmented reality (AR) technologies have
served as a powerful catalyst for the development
of phyagital galleries and art. Users have the ability
to "overlay” digital images on physical objects and
spaces using their smartphones or specialised glass-
es, thereby blurring the line between the real and
virtual worlds. Exploring 3D models of famous works,
adding interactive elements, and conducting inter-
active tours open up a range of new possibilities for
communication and interaction between the viewer
and the work of art. In this regard, the experience
of Artlife Fest (held since 2018) is indicative — an
international interactive festival in which AR tech-
nologies are actively used to “revive” works of art.

— interactive installations combining analogue
and digital elements. Physical and virtual spaces
can also be combined at the level of real objects.
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Modern installations often use the phyagital princi-
ple as the basis for creating completely new sen-
sory experiences.

Conclusion

Creative industries have been actively “master-
ing” the concept of phygital since 2020 (and here
the COVID-19 pandemic played a key role). At Mi-
lan Fashion Week 2021, Hanifa took tailor-made
clothing to a virtual format: invisible fashion models
showcased new items in a fully digital environment.
In 2022, Samsung held a presentation on sustaina-
bility in a store in New York and in the Decentran-
land metaverse at the same time. Also, the practice
of acquiring NFT digital twins of clothes, shoes and
accessories is becoming more and more widespread.
It is not necessary to be limited to the function of a
twin; an interaction can be carried out between an
NFT token and a physical object using special chips.

For example, in 2021, Nike acquired RTFKT Studi-
os, which specialises in digital clothing. In 2022, the
RTFKT x Nike AR Genesis AR Hoodie appeared (it can
be worn by both the user and their Clone X avatar);
in augmented reality, you can see mechanical wings.

The Phygitalism international studio works with VR,
AR media and creates projects for the metaverse
using machine learning algorithms.

The study revealed the advantages of phygital
projects: the democratisation of image production,
the inclusion of more users and creators in the field
of creative industries, saving time and resources dur-
ing design, overcoming geographical boundaries
and accelerating global creative processes.

In contemporary art and design, trends towards
the integration of various technologies, concepts and
practices, in particular, machine learning and "hy-
brid” figurative experience formats (as the bound-
aries between the digital and physical worlds are
blurred) are becoming more and more pronounced.
Nowadays an increasing number of people, both
representatives of the creative industries and am-
ateurs and non-professionals, are gaining access
to advanced Al tools. Probably, with the develop-
ment of metauniverses, more and more actors —
from big tech and creative industries to “ordinary”
users, will be included in their “"development” ow-
ing to generative technologies.
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[EHEPATVBHbIE NMPAKTUKW B KPEATVBHbIX
NHAYCTPUAX: «OUNAXNTAN»-ACMEKT
XYOOXECTBEHHOTO NMPOEKTUPOBAHWA

AHHomayusa: TloHsaTne «puaxutan» («phygital», ot
aHrn. «physical» n «digital»), kak ato cnegyet n3 camo-
ro HasBaHus, Npegnonaraet cMHTe3s GU3nYeckon n Lud-
POBOI COCTaBAAIOLLMX. DTO NMOHATUE BO3HUKIO B Chepe
MapKeTWHra, O4HaKo CeroAHs BCE yalle OHO MCMOJb3Y-
eTCA B CaMblX Pa3HbIx 061aCTAX HayYHOro 3HaHWA, BKHO-
Yas UCKYCCTBOBEAEHWE, 1 OTPaXkaeT HOBbIN TPEHZ B Mype
MCKYCCTBa W An3aliHa, Korja rpaHuLbl mexay obdnainH-
N OHNaWH-cpeAamu cTuparoTcs. Ecam paHee nHTepHet
MCNONb30BaCA MPEVNMYLLECTBEHHO KakK MHCTPYMEHT Npo-
ABVKEHWNA M KOMMYHUKALWKW, TO B MOCAEHNE rofbl BUP-
Tya/lbHOE 1 peasibHOEe HauyMHarT B3anMOAeNCcTBOBaTb
6osiee TecHO, NpeBpaLleHe BUPTyasbHOrO B peanbHoe
1 0bpaTHO CTaHOBUTCA OAHMM W3 KIOYEBbIX Hanpas/e-
HUA COBPEMEHHOTO MCKYCCTBA, BCE 6OJIbLUE MPOU3BEAEHNI
CyLLLeCTBYeT «Ha CTblKe» XYJ0XXeCTBEHHOro BblCKa3blBa-
HWS 1 An3aliHepcKoro pelueHus. W B cBA3un 3TuM nepeg
nccnefoBaTeNiMM COBPEMEHHON Ky/bTypbl U UCKYCCTBa
BCTaéT psj, BOMNPOCOB O NMPUPOAE N 3CTETUYECKOM MNO-
TeHUunane «puaxuntan». Lleabto HacTosALwero nccnespo-
BaHMA CTaN aHaAu3 paja penpeseHTaTMBHbIX NPOEKTOB
KpeaTUBHbIX MHAYCTPUIA, CO3ZaHHbIX Ha CTbIKe aHaioroBon
1 uMdpPOBOW perpeseHTaLMK, BbISBAEHWE UX cneLnduKku

1 Bblpa3nTesibHbIX BO3MOXHOCTEW, a TakKe NPOsICHEHUS
cneumoukmn TpaHchopMaLmm obpasa Npu oHNakH-odAalH
TpaHcrpeccuu.

Mo nToram nccaes0BaHuUsA BbINO BbISBJIEHO, YTO OCO-
60e MecTo B nosie «GUAXNTaN»-NPOEKTOB CErOAHSA 3aHu-
MatoT paboTbl, cAeNaHHbIe AU3aliHEPaMU U XYAOXKHUKaMU
C NpUBJIEYEHNEM TEHEPATUBHBIX MOAeNeln. TOMyY Cro-
COBCTBYET M akTMBHOE pa3BMTME MaLMHHOTO OByYeHMs.
B uacTHOCTW, peyb MAET 06 NCKYCCTBEHHOM WHTENNEK-
T€ 1 ero BO3MOXHOCTAX, KOTOPble CPaBHUTE/IbHO He-
[JaBHO OKa3anucb B GOKyce BHUMAHUA XYLOXHUKOB,
AV3aiiHepoB, a TakXe ncciegoBaTenell COBPEMEHHOTO
nckycctea. Tak, B 2019 rogy pabota «HelpoHHbIN cTpUT-
apT» NosABMIAaCh Ha CTEHE MHOTFO3TaXHOro 34aHuns (yn.
Monosa, 9) B EkaTtepunHbypre. C NOMOLLbI MaLUMHHbIX
aAropuMTMOoB 6blla BOCCO3/aHa MO3anKa, CO3jjaHHasn Xy-
AOXHUKOM B |V Beke H.3. 1 ykpallasLllasa UCNaHCKyto
Buany fla Onbmesa. Ha 3paHme n3obpaxeHne HaHéc
po6oT-NpuHTEp, pa3paboTaHHbIN TBOPUYECKON KOMaH-
fovi STENOGRAFFIFA. MpounsBegeHne «pacnpesenéHHoro
aBTopa», meTaasTopa [6] no IN.TanaHTepy (Hem3BecTHOro
XyAOXKHUKA 3MOXM AnHacTum PnaBres, HelMpoceTn AHAeK-
ca, poboTa-npuHTepa, TBOPYECKMX KOMaHJ, CO3AaBLLMNX
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COOTBETCTBYHOLLME TEXHONOTMM N NpOorpaMmMHoe obe-
CneYeHwue), NOAHNMAET BOMPOCHI O CBA3N MeXAY Lmnd-
pOBbIM 1 GU3NYECKMM U NEPCMEKTUBAX FeHEPaTUBHOIO
YenoBeKO-MalIMHHOro TBOpYecTBa. Bcé valle npeacra-
BUTENN KPEaTUBHbIX MHAYCTPUIA UCMONB3YIOT HepoceTn
419 co3aHusa npousBegeHuni: Tak, CKOTT VITaH feMOH-
cTpupoBan Ha BbicTaBKe «Artist + Al: figures and forms»
CKYJIbATYPbI, CO3AaHHble «B Koanabopauuun» ¢ N, B vact-
HocTW, 6poH30BYyt0 «<Human Allocation of Space» (2019).
Mpw 3TOM 3a4acTyo XYAOXKHWKM CO34at0T LMPpoBbIe KO-
nuu ceomx pabot, ucnonbsys NFT-texHonoruu. K npu-
Mepy, GUANNNUHCKUIA XyAOXHUK BbopH Kanbexa (Bjorn
Calleja), usBectHbIi cBonmun NFT-npoekTamu, co3gaér
KpoLUeYHble CKY/IbATYPbl CBOUX aHUMUPOBAHHbIX NEPCO-
HaeWn, a 3aTeM CHOBa NEPEBOAMT WX B LMdpoByto Gopmy,
B Buge NFT-TokeHoB (B popmate.glb — ana 3D-moze-
nen). Bcé bosblie NPpon3BeAeHNN XYAOXKHUKOB U AN-
3aliHepoB, CO3AaHHbIX C MoMOLLbto HelpoceTel (GAN
(reHepaTMBHO-cOCTA3aTeNbHas HellpoHHas ceTb), CAN
(KpeaTMBHO-cOCTA3aTeIbHas HeMPOHHas CeTb)), obpeTa-
€T He NPOCTO HU3MYeckoe, a «dUAXNTaN»-BOMNNOLLEHME.

BBepeHue

TepmuH «bugxmtan» («phygital»), o6beanHsto-
WM aHraninckme cnosa «physical» n «digital», To
ecTb pusnyeckme n umdpoBbie NnapameTpbl, O4HUM
13 NepBbIx BBEN B 06Mxo4 Mapketonor Kpuc Bain,
reHepanbHbIN anpekTtop Momentum Worldwide.
B HacTosLLee BpeMs 3TO MOHATVE LUMPOKO MCMOAb3Y-
€TCA B pa3nyHbIX 061acTAX, CBA3aHHbIX C KpeaTuBs-
HBIMW MHAYCTPUAMM, a TakXKe B Hay4YHOM AncKypce
O COBpPeMeHHOM uckyccTBe. DuapkmTan oTpaxaet
HOBbIV TPEHZA B BM3yaJlbHOM WUCKYCCTBE U AM3aliHe,
rae rpaHuubl Mexay oddnaiH- U OHNalH-cpesamMm
CTUpPatoTCH, a peasbHble 06beKTbl NoayYaroT AMbo
«BOMHUKOB» B LiMdpoBOM nose, inmbo cneundun-
yeckoe paclinpeHmne B BUPTyasbHOM NPOCTPaHCTBE.
B cBA3M € 3TVM BO3HWMKaeT psAj BOMPOCOB O Crneum-
buKe Xya0XKeCTBEHHbIX CTpaTernii B popmare «dug-
XWTan» 1 ero BblpasuTebHbIX BO3MOXHOCTAX. B xozae
nccnepoBaHna byaeT NpoaHann3nMpoBaH pag MHCTPY-
MEHTOB, UCMOJIb3YEeMbIX XYyAOXHWNKAMWN U An3aHe-
paMu ANA CO3AaHNA aKTyalbHbIX NMPOEKTOB, a Takxe
Mbl CUCTEMATU3NPYEM HanpaBAeHWA pa3BMTmA 0b-
pa3HOWM CUCTEMbI Ha CTblKe OHMaNH- N opdnaliH-
KOMMYHUKaLMW.

leHepaTMBHbIN AW3aiiH: aATOPUTM BMECTO My3bl

B pamkax HacTosiLLero nccaegoBaHma reHepa-
TUBHOE MUCKYCCTBO Mbl PacCCMOTPUM B CBA3KE C re-
HepaTMBHbIM A13aliHOM, NOCKOJIbKY, KaK U B Hauane
XX Beka, cerogHs ABa 3TUX HanpaBieHus cbamxa-
roTCA (M 34eCb NPaBOMEPHO BCMOMHUTb, K NpUMe-
py, XyaoxHukos YHOBWC, YTBepauteneii Hosoro
WckyccTBa, koTOpble pa3pabatbiBanv HOBble GOPMbI

86

Peub NAET He TONIbKO O «TBUHHUHTe», T.e. NFT-aBoOI-
HUKax GU3NYECKUX KONUIN 0BBEKTOB, HO N O TMBPUAHBIX
NPOW3BEAEHMAX U MHCTANNALMSAX, CYLLECTBYOWUX OAHO-
BPEMEHHO B LMbpPOBOM 1 HM3NUYECKOM NPOCTPaAHCTBAX.

Takvm o6pa3om Mbl NPULLAN K BbiBOAY 06 0CO-
601 PONIN UCKYCCTBEHHOTO UHTEN/IEKTa B COBPEMEH-
HbIX «PUAXNTAN»-NPOEKTaX KPeaTUBHbIX MHAYCTPUN,
a TakXke O 3HaYeHWUN pa3BUTUA BUPTYasbHON U AOMNO-
HEHHOW peanbHOCTM Kak MPOCTPaHCTBa ObITOBaHUS NPO-
n3BeZeHWl Takoro Tuna. B HacToswem nccnegosaHmm
o603HaueHbl npenmyllectsa «pugxutan»-popmara
415 paboThbl An3aiiHepa, a TakxXe Bblpa3nTesibHble BO3-
MOXHOCTW OHMaNH-odNaliH Nepexoda B MPOCTPaHCTBe
COBPEMEHHOrO UCKYCCTBA, AaéTCs knaccudukaums xy-
AOXECTBEHHbIX MPOCTPAHCTB Ha CTbike GU3NYECKOro
M UMPPOBOro, 0OCOBEHHOCTU «PUANKMTAN» KaK CPea-
CTBa KOMMYHMKALWW, aKTyaJbHOrO A5 CErOAHsALHEN
BU3YyaNbHOWN KyNbTypbl.

Knrouesele cnosa: cospemeHHoe uckyccmeso, meduauc-
Kyccmeo, pudxumarn, memasceneHHas, donoIHeHHas pe-
a/1HOCMb, BUPMYAbHAA PeasbHOCMb

npeamMeToB OAeXAbl, yTBapy v Np., CTPEMACH TPaHC-
dopmMmpoBaTb NPeAMETHO-NPOCTPAHCTBEHHYIO Cpe-
Ay YenoBeka), OfHaKo y>Xe B KOHTeKCTe LndppoBoi
3MOXM 1 CUTyaLMn NOCTUHTEPHeTa (MHTerpaLum oH-
nanH- n oddnanH-npakTmK). EWwé aBcTpuinckmii me-
AunateopeTuk MeTtep Banbenb B cepeante XX Beka
yTBEPX/aA, UTO «BCe COBPEMEHHbIE XyJ0XeCTBEHHbIe
NPaKTUKW CNeayroT CLieHapyaM 1 3aKoHaM Meauna...
B MCKyCCTBe HoJbLe HET HUYero, MOMMMO Meauma...
3a npegenamun n BHe onbiTa megua»[1]. NHTerpa-
Lua LMPpPOBOro N MaTepnanbHOro MEeHAKT COLM-
aNbHYIO U KYy/JIbTYPHYIO XMW3Hb, KOTOpas Tenepb BO
MHOrOM OnocpeAyeTca aaropuTMamu.

Kak otmeuaeT M. A. TutoBa: «B HacToswee Bpe-
M$S akTya/bHO MCMOJ/b30BaHMEe MAWNHHOIO oby-
YeHMa ANA aBTOMaTM3aLMM NPOLLECCOB, CHUXKEHWS
TpyAo3aTpaT u yBeanyeHms 3ddbekTMBHOCT Npomn3-
BOZCTBa BO BCeX chepax, B TOM uncie B 061actu re-
HepaTuBHOrO am3aiiHa (GD)» [4, 246]. [eHepaTMBHbIN
AV3aliH — 3TO NPOLLeCC CO34aHuns An3aiHa C MOMO-
b0 arOPUTMOB M KOMMbIOTEPHbIX MPOrpaMm, Ko-
TOpble MOTYT reHepupoBaTb pa3/iyHble BapuaHTbI
An3aliHa Ha OCHOBeE 3aJaHHbIX MapamMeTpoB 1 Npa-
BW/. OTO NO3BOJAET CO3jaBaTb YHMNKaAbHbIE U UH-
HOBaLMOHHbIe AM3ailiHepCKMe peLleHuns, KoTopble
MOTYT 6bITb UCMOb30BaHbI B Pa3InyHbIX 061acTaxX,
TakuX KakK apXuTekTypa, MPOMbILLIEHHbIN An3aiiH,
mogda u T.4. CerogHa ANA reHepauun pasanydHbIX
BapWaHTOB JM3aliHa aKTUBHO MCMOJb3YOTCA BO3-
MO>HOCTU HEMPOHHbIX ceTel. [pn 3TOM Ha OCHoBe
NOJlyYeHHbIX BapUaHTOB LIMPPOBbLIX N306paxKeHn
co3gatoTca pusnyeckme NpoeKThl.

B 2019 roay pe3oHaHC B cpeje Xy0XHUKOB
N Au3anHepoB Bbi3Baa npoekT «Al Chair», npea-
CTaB/eHHbIM B paMkax «Design Week» B MunaHe
(Ntanuns). Ncnonb3ya BO3MOXHOCTN NCKYCCTBEHHOTO
WHTennekTa, gnsanHep duamnn Crapk, B NapTHEpP-
cTBe ¢ komnaHuamu Kartell n Autodesk, npeano-
WA Ha paccMOTPeHMe 3KCNEPTHOMY coobLecTBy
HeOoObbIUHYO KOHCTPYKLMIO CTy/1a, K TOMY Xe npo-
N3BEeAEHHYIO U3 BTOPUYHOTO Cbipbs. KOMMeHTUpY#
npoekt, ApTyp XapcysaHakut (Arthur Harsuvanakit),
npeactaBmtenb komnaHum Autodesk, otmeTuna:
«HaMm npuwnocb NocTaBUTb Nepes UHCTPYMEH-
ToM Generative Design 3agayy novcka KOHCTPYK-
LMW C OTHOCUTENBHO TOHKUMUW CTEHKaMW, YTObbI
COOTBETCTBOBaTb TpeboBaHUAM onpeaenéHHOro
cnocoba AanTba. [na atoro noHagobmnock pas-
paboTaTb HOBble CTpaTernn N CKOPPeKTUPOBaThb
aNropuUTMbl Haler nporpaMmsbl. FleHepaTUBHbIN
AV3alH OTKpbIBaeT 6eCckOHeYHble BO3MOXHO-
CTV AN NPOW3BOACTBA C MEHbLUMM KOJNYECTBOM
MaTepunasoB U bonee HepexHbIM OTHOLIEHUEM
K Hawen nnaHete» [3]. OTO He NepBbIA CTyA, CO3-
JaHHbIi nocpeacteom VIN: Tak, B 2006 roay Mopuc
JlaapmaH npogemMoHcTprpoBan cBoW NpoekT «Ko-
CTAHOWM cTyn» («Bone chair»), koTopbIN cTan oT-
paXKeHMEeM pa3MbllUNEHUA gU3aliHepa O HOBOM
BUTKE Pa3BUTUA MHCTPYMEHTOB MpoeKTMpoOBa-
HuA[5]. cnonb3oBaHue nHctpymeHTos NI nosso-
NAET yBeMYUNTb NMPOYHOCTb, YMEHbLUNTL KOMYECTBO
pacxoAyeMblx MaTepunanos, ONTMMU3NPOBAThb 3e-
MEHTbI KOHCTPYKLMK U Np.

Mpw 3TOM M306paxeHUs, reHepupyemMble Hel-
poceTaMU, MOTYT MCNONBb30BaTbCA Kak MCTOYHMK
BAOXHOBEHWUA ANA AM3ailHepa/XyfoXKHuKa. Tak,
B 2018 rogy, ncnonb3ysa n3obpaxkeHus, creHe-
pYpoOBaHHble HENPOCETLIO, An3anHepbl Puannn
WmuTtT n CreddeH Baiic Ha nx ocHoBe co3ga-
IV MPOTOTUNBI CTyNbEB, KOTOPblE CKOpee Hamno-
MWHaIT apT-NpoeKTbl (MOAOBHO apXMTEKTOHaM
K.ManeBuua u ero xe npegmetam nocyasl) [2]. Oa-
Hako ¢ 2018 roga TexXHONOrMK CyLLEeCTBEHHO NPOABU-
HyAncb Bnepes, n baarogaps BO3IMOXHOCTAM Takmx
nonynsapHbIx HerpoceTel, kak DALL-E2, Midjourney,
DreamStudio, Stable Diffusion, Google Parti n np.
XYBLOXKHUK/AM3aHEP MOXET TOHKO KannbposaTb
CBOM 3anpoc, YTOObI NONYUNTL TPEBYEMBIN pe3yb-
TaT— W peann3oBbIBaTb €ro C MOMOLLbH TEXHOIOTU
3D-npuHTMHra. Tak, XyfoxHuk Mankn XaHcmenep
B 2022 rogy npogemMoHCcTpupoBan nybanke npo-
eKkT «LlndpoBoli rpoteck», CBA3aHHbIN C naeen no-
NCcKa HOBbIX GOpPM.

ObuwepoctynHasa naatpopma CALA — cepBuc,
CO3/laHHbIN Ha OCHOBE NCKYCCTBEHHOIO UHTE/NEK-
Ta U NOMOraKLWnii An3aHepam peasn3oBaTh CBOM
naeun. Cepeuc ncnonbsyet DALL-E — mogens ma-
WINHHOTo oby4yeHus ot komnaHmm OpenAl. MogHble
AV3aliHepbl BCE yallle npuberaroT K aaropnutmMam
4NA CO3aHMA ofexXabl U akceccyapoB. Tak, Npuc
BaH XepneH B konnabopaumu ¢ Jendptckmm TexHo-
NOTUYECKUM YHUBEPCUTETOM Ha OCHOBE aaropuT-
moB Grasshopper co3gana HeobblUHOe yKpalleHne
ans nnua Cellchemy (2019).

OTcroga MOXHO caenatb ABa BbiBoja. [epBbli
CBA3aH C TEHAEHLMEN Ha «eMOKpPaTN3aLmMio» NCKYC-
CTBa W AM3aliHa, JOCTYN K CPeACTBaM apT- U AN3aliH-
Npoun3BOACTBa CTAHOBUTCA OTKPBIT 418 BCE bonee
LUIMPOKOW ayAMTOpUK, B 3TOM MpoLiecce yvacTyeTt
BCE BoblUee KONMYECTBO akTOPOB (B CBA3W C UeM
npeacTaBUTeIN KpeaTMBHOrNO Kaacca MoryT Bu-
AeTb M yrpo3y ana csoei npodpeccum). Bropoih —
C TeM, YTO MMeeT OTHOLLEHME K «KacToOMMU3aLmm»,
T.€. C UHAMBWAYaNbHbBIM AM3aNHEPCKUM peLleHneM,
¢ GOpMOTBOPUECTBOM M pa3HOOHPa3neM aBTOPCKMX
MOAXOZAOB U WAEW, KOTOPble MOTYT BbITb peann3osa-
Hbl «6e3 ornaakm» Ha macc-mapket. lNoasoas nTo-
T, MOXHO yTBepXAaTb, YTO chepa reHepaTUBHOrO
NCKyCCTBa/ AM3aliHa B bavxanwune rogbl byaeT ne-
pexuBaTb BaXKHble TpaHCHOPMaLMOHHbIE NpoLec-
Cbl, CBAA3aHHbIE KaK C TEMU TEHAEHLMAMM, KOTOpPbIE
6bl1M 0603HaUEHbI B paMKax HaCcTOsLLLEN CTaTby, Tak
1 B TOM YMCAe C yNopaj0uYnBaHNEM 3aKOHOAaTe b-
cTBa B OTHOWeHUN N, B 4aCTHOCTW, aBTOPCKOro
npaBa Ha NPOW3BeEeHWNs, KOTOPble NCMONb3YHOTCA
Ana obyyeHus HelpoceTen.

MM6puaHbIA ONbIT: CMHTE3 PpMU3NUYeCcKoro
n unédpposoro

Bo MHOrux npoektax COBpeMEHHOro MCKyCcCTBa
NOAYEPKMNBAETCSA, UTO Mbl MO3HAEM MUP U JENCTBY-
eM gMecme C MallMHamu. B kauecTBe npumepa
MO>HO MPUBECTN UHCTaANALMIO MeANaxXyLOoXKHM-
ka :vtol: (AMutpma Mopo3sosa) «iPot» (2022), no-
CBALWEHHYIO Naee aBTOMATU3MPOBaAHHOM YaliHOM
uepemMoHun. E€ Bugeosanucb 6b1a TpaHChopMu-
posaHa B NFT-TokeH. Tpagunuma n HoBauuu, pobo-
TU3NPOBAHHBIV MEXaHW3M W 3pUTENM, yYacTBYOLME
B TexHonepdpopmaHce, dunsnyeckoe n LMPpPoBoe,
aAropuUTM M CMOHTAHHOCTb «Mepenaenncb» B 3TOM
XYAOXXEeCTBEHHOM BbICKa3blBaHUW.

B HacTosLLee BpemMsa pa3BuTME M pacnpocTpaHe-
Hue phygital-HanpaBneHna HabupaeT akTUBHOCTb,
MOCKOJIbKY OHO MpPeAoCTaBAfeT BO3MOXHOCTb NPo-
CTPaHCTBEHHbIX «pacCLUMPEHUNn» Yepes pasinyHble
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BWZAbI 3KPaHOB (0T CMapPTOOHOB A0 «YMHbIX OYKOB»)
W TEXHOJIOTUIA, BKJIOYas TEXHONOTMW BUPTYasibHOM
N JOMNONHEHHOM peanbHOCTU. XYAOXHUKN vepes
BM3yasibHble 06pa3bl TPAHCANPYHOT CBOKO MO3MLMIO
N LEHHOCTW, CO3aBas HOBble «MUPbI» («MeTaBce-
JIeHHble») B CBOEM YHWUKAJIbHOM CTUAE U KOMMYHU-
LUUpYys CO 3pUTENSMU NPU NOMOLLN UMMEPCUBHbBIX
TEXHOOMMIA, 3a4acTyro BbICTPamnBas NPOCTPaHCTBa
OZHOBPEMEHHO B LMHPOBOM 1 PU3nyeckor cpeae,
BbICTYMasn «ApariBepoM» TpaHCchopMaLmMin coumno-
KynbTypHOro 6bITnA Yenoseka. B kauectBe npumepa
MO>XHO npueectn npoekT «Untitled» (2022) Amu-
Tpua WabannHa n AnekcaHgpa JlapvkoBa, nocea-
WEHHBIN MackaM ¥ Ux LMdpPoBbIM KOMUAM, a Takxke
paboty Kupunna PeliBa, pednekcmpytroLiero o Bos-
MOXHbIX CLLeHapUsIX 3apOXAEeHMS XN3HW Ha 3emne, —
«Skull of Civilization» (2022), ncnonb3ys TexHONOMMM
3D-npuHTUHra, 610KYenHa, 3CTETUKY TInUTYA.

CerogHs BCE 60blUe XyAOXHUKOB, AN3aliHe-
POB W apXMTEKTOPOB 3aZeNCTBYIOT B CBOUX pa-
60Tax 3neMeHTbl BUPTYaJbHOrO NPOCTPaAHCTBA,
CMellMBas pasinyHble TEXHONOMMN N MaTepuanbl.
OTN NPoeKTbl MOXHO Knaccuduuymposatb cneay-
roWwmMm obpasom:

— BupmyaneHsie 2anepeu. B ycnoBusx naHge-
MWW MHOTMe BbICTaBKWN U ranepeun nepebpannce
B OHJIaNH-MPOCTPaHCTBO, CYLLECTBEHHO MEHAA NOJA-
XOJ, K OpraHun3aumnm BbICTaBOYHOIO NPOCTPaHCTBa
W NpeacTaBAeHNo Npouv3BeseHnin. Nckyccteo Te-
nepb MOXHO YBUAETb C NtOBON TOUKM MUpa Ye-
pe3 KOMMbTEP MAN cMapTHOH, Npu 3ToM paboTa
Hag, OHNalNH-ranepeeli TpebyeT OT TROPLLOB 0COBOro
BHVMMaHWA 1 HOBAaTOPCKMX peLleHunii AN Co3jaHuna
YHMKa/IbHOrO MPOCTPaHCTBa LU aTMocdhepbl. Bupty-
aNbHble rasepeun NO3BoAKT 06BEANHUTL NPOU3-
BeAEHMNS NCKYCCTBA M3 Pa3/IMYHbIX YacTen CBeTa,
Co3/aBasi HOBble NPOCTPAHCTBA A/ UCCNe0BaHUS
N B3aMMOZAENCTBUS /15 3pUTeNen.

— WmnaemeHmayus 31emeHmMo8 0onoiHeHHoU
peasnbHocmu. TeXHONOrMK AOMONHEHHO/ayrMeH-
TUPOBAHHOW peanbHOCTM (AR) nocay>Kuam mouy-
HbIM KaTannM3aTopoM pa3BuUTUA QUaXUTaN-ranepen
" uckycctsa. MNosb3oBaTes I UMEOT BO3MOXHOCTb
C NOMOLLbHO CBOUX CMapTHOHOB MK CneLnann3npo-
BaHHbIX OUKOB «HaNOXMTb» LMPPOBbIE N306paxe-
HMA Ha dU3MUeckme 0bbEKTbI M NPOCTPAHCTBa, TEM
caMbIM CTUPas rPaHNLLy MeXay peasbHbIM U BUPTY-
anbHbIM MUpoMm. NiccnepoBanmne 3D-mozenein n3sect-
HbIX NPOU3BEAEHN, f0BaBAEHNE NHTEPAKTUBHbIX
3/1eMEeHTOB ¥ MPOBeAEHNE NHTEPAKTUBHbIX IKCKYP-
CUIN — BCE 3TO OTKPbIBAET PsiJ HOBbLIX BO3MOXHOCTEN
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A5 KOMMYHMKaLMW U B3aMMOZENCTBUS MeXAY 3pu-
TeseM 1 Npov3BeAeHNeM NCKyccTBa. B atom oTHO-
WweHumn nokasateneH onbiT Artlife Fest (nposoanTcs
¢ 2018 roga) — MeXAyHapOoAHOro UHTEPaKTUBHOrO
decTmBansa, B paMkax KOTOPOro akTUBHO UCMOAb-
3ytoTca AR-TEXHONI0TUK «OXUBAEHUA» NPON3Bese-
HWI UCKYCCTBA.

— WIHmepakmueHele UHcmManaayuu, 06veduHs-
rowyue aHanozosele U yugposele 3nemeHmel. dPusn-
yeckoe 1 BUPTyanbHOE NPOCTPaHCTBA MOTYT GbiTh
0b6BbeaMHEHbI M Ha ypOBHE peasibHbIXx 06bekToB. Co-
BPEMEHHbIE MHCTaNNALMM YacTO NCMOAb3YHOT NPUH-
umn phygital kak 0oCHOBY A1 CO34aHWNsA COBEPLUEHHO
HOBbIX CEHCOPHbIX OLLYLLEHUIA.

3aksitoueHmne

KpeaTtnBHble UHAYCTPUM aKTUBHO «OCBaMBaOT»
KoHUenuunto «duaxmtan» ¢ 2020 roga (v 3aecb Kto-
YeBYHO posib ceirpana naHgemuna COVID-19). Ha Mu-
NaHckon Hegene moabl— 2021 6peHa Hanifa nepeHéc
OTWINTYHO OAEXAY B BUPTYyaibHbI GopmMaT: HEBU-
AVMble MaHEKeHL ML bl AEMOHCTPUPOBaAN HOBUHKM
B NOJIHOCTbIO LmdpoBoin cpeae. B 2022 rogy Samsung
MPOBE&N Mpe3eHTaLMI0 Ha TEMY YCTORUYMBOTO Pa3BUTUS
O/IHOBpPeMeHHO B MarasuHe B Hbto-Mopke 1 B Me-
TaBceneHHol Decentranland. Takxe Bcé wmpe pac-
NpOCTpaHAeTca NpakTika nprnobdpeteHns LdpoBbIx
NFT-«aABONHUKOB» 0fexabl, 0OYBU 1 akceccyapos.
He o6s3aTenbHO orpaHnuMBaThCs GyHKLMEN ABOW-
Huka, mexxay NFT-TtokeHoM 1 dursnyecknm npesme-
TOM MOXET ObITb OCyLLECTB/IEHO B3aUMOAENCTBUE
C MOMOLLbIO CNeLManbHbIX YMMOB.

Tak, komnaHus Nike B 2021 rogy npunobpena
RTFKT Studios, cneuunanunsmpytowytoca Ha umdpo-
BOM ogexae. B 2022 roay nosisunacb AR-TonctoBka
c kantowoHoM RTFKT x Nike AR Genesis (eé mo-
>eT HOCWUTb Kak cam Nnosb3oBaTesb, Tak U ero aBa-
Tap Clone X); B #ONONHEHHOW peanbHOCTM MOXHO
YyBUAETb MeXaHu4eckme Kpblabs. MexayHapogHas
ctyamsa Phygitalism pabotaet ¢ meana VR, AR n cos-
[aéT NPoeKTbl AN MeTaBCeeHHbIX C MCMNOJb30Ba-
HMeM anropMTMOB MaLUMHHOIo 0byyeHus.

B xone nccnepoBaHma 6biiv BbISIBAEHbI Npen-
MyLLLeCTBa «bUAXKNTaN»-NPOEKTOB: JeMOoKpaTM3a-
Lms NPOn3BOACTBa 06pa3oB, BKIOUEHME BObLUEro
KO/NMYecTBa NnoJsib3oBaTesiei 1 TBOPLLOB B NoJsie Kpe-
aTUBHbIX UHAYCTPUIA, SKOHOMMUS BPEMEHU U pecyp-
COB B XOZ€ AM3alH-NPOeKTUPOBaHNA, NPeosoNeHNe
reorpaduyeckmx rpaHunL, 1 yckopeHwue rnobanbHbIx
TBOPYECKMX MPOLLECCOB.

B coBpeMeHHOM M1CKyCcCTBE U An3aliHe BCE spye
0603HayaoTCA TEHAEHUMN K UHTErpaLMm pasinyHbIx

TEXHONOTUM, KOHLENLMA 1N NPaKTUK, B YaCTHOCTMY,
MaLlWHHOro obyuyeHusa n GopmaToB «rMbpugHOro»
bunaxxmTan-onbitTa (MOCKObKY CTUPAKOTCA rpaHuLLbl
Mexay UndpoBbIM 1 usnyeckum mupamu). Joctyn
K nepesoBbIM MHCTPyMeHTaM N cerogHa nonyua-
eT BCE 6o/bluee KOANYECTBO NIHOAEN, KakK npeacTa-

BUTE/IEV KPeaTUBHbIX HAYCTPUIA, Tak U ntobutenen,
HenpodeccnoHanos. BeposTHO, ¢ pa3Butnem me-
TaBCeNeHHbIX BCE bonblue akTopoB — oOT big tech
1 KpeaTUBHbIX UHAYCTPUIA A0 «PAJOBLIX» NONb30Ba-
Tenei — 6narogaps reHepaTUBHbIM TEXHONOTMAM —
ByAyT BKAOYATLCSA B UX «OBYCTPONCTBO».

BUBNNOTPADKA

1. Banbenb MN.MeananckyccTBo: OT CUMYAALUN K CTU-
myaauun // Nloroc.— 2015.— T. 25.— N2 4 (106).—
C. 135-162.

2. EnkuHa B.WcKycCTBEHHBIN WHTeNNeKT paspaboTan
amnzanH ctynbes // RB.RU [9neKTpoHHbIN pecypcl.—
URL: https://rb.ru/story/chair-design/ (aata obpalue-
Hus: 10.05.2023).

3. OT reHepaTMBHOrO AM3aliHa K HOBbIM MaTepuanam.
Sko-bpeHann cryn ot duamnna Crapka n Kartell //
Point [SnekTpoHHbIA pecypcl.— URL: https://www.
pointcad.ru/novosti/ot-generativhogo-dizajna-k-
novyim-materialam.-eko-frendli-stul-ot-filippa-starka-
i-kartell (gaTta obpaweHus: 10.05.2023).

4. TutoBa M.A, Fpomos A. HO. TeHepaTUBHbIN AM3aliH Ha
OCHOBe onNTUMM3aynm Tonoaormn ¢ NCNob3oBaHNEM
rnybokoro obyueHus // N3sectus TyalY. TexHnueckne
Haykn.— 2022.— N2 2.— C. 246-248.

5. Bone Chair (2006) // JORISLAARMANLAB [3nekTpoH-
HbI pecypc].— URL: https://www.jorislaarman.com/
work/bone-chair/ (aata obpaluenns: 10.05.2023).

6. Galanter P.Generative Art Theory. In A Companion
to Digital Art, C.Paul (Ed.). https://doi.org/10.1002/
9781118475249.ch5. [nekTpoHHbIN pecypc].— URL:
http://cmuems.com/2016/60212/resources/galanter_
generative.pdf (aata obpatuerus: 10.05.2023).

89



DOI: 10.36340/2071-6818-2023-19-3-90-98

Duan Shinan

2nd year student of the Musicology,

Composition and Method of Music Education Department
Krasnodar State Institute of Culture

e-mail: duanshinan@mail.ru

Krasnodar, Russia

Svetlana I. Khvatova

Doctor of Arts, Professor of the Musicology,

Composition and Method of Music Education Department
Krasnodar State Institute of Culture

e-mail: hvatova_svetlana@mail.ru

Krasnodar, Russia

ORCID: 0000-0002-9711-456X

YIN BIAO'S COMPOSITIONS FOR CLASSICAL GUITAR:
ON THE QUESTION OF THE EMBODIMENT
OF FOLK MUSIC MAKING TRADITIONS

Summary: The article is devoted to the problem of
adapting the poetics of traditional Chinese instrumen-
tal music playing on the pipa to the capabilities of the
European musical instrument — the classical six-string
guitar, on the example of two Chinese compositions, Yi
Dance and Ambush from Ten Sides, composed by Yin
Biao in the Chinese style. The compositional structure,
content aspects of compositions with specific literary
programming, and musical poetics of the music piec-
es are analysed. The use of pipa sound extraction tech-
niques on the classical guitar has significantly expanded
its technical arsenal and artistic expressiveness. Specific
technological features of sound production on the gui-
tar when mastering the performing techniques inher-
ent in traditional performance on traditional Chinese
stringed plucked instruments are touched upon. Atten-
tion is focused on sound-visual techniques illustrating
every detail of the verbal text of the program. Attention

The guitar is one of the most popular and sought
after musical instruments in the world. There are tens
of millions of guitar players in China. However, this in-
strument appeared relatively recently in the everyday
life of instrumental performers. The article is devot-
ed to the integration of the European musical instru-
ment — the classical six-string guitar, into the musical
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is drawn to the introduction of specific Chinese perfor-
mance methods such as shuang lun (double tremolo),
Jjia zhi (hard pinch) and sha yin (the “"sand” sound) and
others, as well as the expansion of the “sound field” of
academic instruments and the introduction of new meth-
ods of sound extraction. The role of Yin Biao in the de-
velopment of guitar art and, more broadly, the musical
culture of China is outlined. Yin Biao's experiments with
the timbre of classical guitar are, on the one hand, in
correlation with similar phenomena in sound produc-
tion in European academic musical culture and, on the
other hand, give ethnic originality to classical guitar.
The appearance of such compositions contributes to
the expansion of contemporary Chinese works on the
European concert stage.

Keywords: classical guitar, Chinese-style pieces, Yin Biao,
Yi Dance, Ambush from Ten Sides, guitar and pipa sound
production technique.

culture of China and its adaptation to the musical po-
etics of traditional music-making on folk instruments.

According to the surviving photographs, docu-
ments, eyewitness accounts, reflected in the musi-
cal journalism of the early 20th century, Nie Er was
one of the first musicians in China who introduced
the audience to the guitar in the 1930s. After the

founding of New China, the guitar art in the coun-
try began to develop rapidly. Year 1958 marked the
beginning of guitar studies at Tsinghua University
in China. In 1982, China’s first classical guitar school
opened in Beijing, and in 1984, as part of Chen Zhi's
public lecture series, Central People’s Radio broad-
cast weekly classical guitar lessons. The populari-
ty of guitar playing grew, and from the mid-1980s,
the very first professional guitar players and instru-
mental groups from Mainland China appeared, such
as Cui Jian, Pak Shu, Xu Wei, the Tang Dynasty Or-
chestra, Wang Yang, Xiao Ke, and Shui Mu Nian Hua.

Since then, guitar art in China has entered a pe-
riod of prosperity, which continues to the present.
During this period, such works for the guitar as Rock
‘N’ Roll On the New Long March (Cui Jian, 1986), Sea
and Sky (Beyong, 1992), The Brother Who Slept on
My Bunk (Wang Yang, 1992), Life with You (Shui Mu
Nian Hua, 2001), Blue Lotus (Xu Wei, 2002) and oth-
ers were created.

Chen Zhi, Lu Zhaoxian and Yin Biao have achieved
great success in classical guitar teaching and com-
position. Their works have received high results in
significant competitions among guitarists at home
and abroad, and have been widely appreciated by
the international musical community. Yin Biao, in
particular, pioneered Chinese-style classical gui-
tar compositions, the most famous of which are Yi
Dance' and Ambush from Ten Sides?.

In order to understand the style of Yin Biao's com-
positions, it is necessary to identify the origins of
his musical innovations. Yin Biao's father, Yin Huilin,
was born in 1968 in Guangdong Province; he was a
professor at the Xinghai Conservatory of Music, Vice
President of the China Pipa Society, and a renowned
pipa teacher. At the age of five, he learned to play
the liugin3, a plucked instrument made from willow,
from his father, and later entered the Guangzhou
High School of Music to learn to play the pipa, where
he became well acquainted with the technique of
playing the traditional Chinese plucked instrument,

1. The Yi or Nuosu people are an ethnic group in East and
Southeast Asia. Their total number is about 8 million peo-
ple. They live in China in the provinces of Yunnan, Sichuan,
Guizhou and in the Guangxi Zhuang Autonomous Region.

2. Ambush from Ten Sides (Chinese: +-TE24X; pinyin: shi mian
mai fu) is a classical piece written for the pipa. «<Ambush» is
written in the «Wu», or martial style, and is about the Battle of
Gaixia in 202 BC during which General Xiang Yu was defeated
by Liu Bang.

3. It is a unique high-pitched plucked instrument with a
loud and clear sound, which is more common in Jiangsu,
Shandong and Anhui provinces. The shape of the liugin is
similar to the pipa, but it is shorter and rounder.

which gave him a solid foundation for composing
Chinese-style classical guitar pieces.

While studying liugin and pipa during his school
years, Yin Biao became interested in playing the
guitar, and he continued his studies during his uni-
versity years. In 1987, he participated in the China
International Guitar Festival in Zhuhai as a repre-
sentative of China, playing his own arrangement
of Yi Dance, which was highly praised by Japanese
guitarist Shin-Ichi Fukuda and French guitarist Jean-
Pierre Jumez. In the same year, he received the first
prize for the composition for pick guitar* ensem-
ble, the second prize for the composition for clas-
sical guitar and the third prize for the composition
for folk guitar at the first Linnan Guitar Competi-
tion in Guangzhou, taking almost the entire podi-
um. In May 1988, he performed his pieces Guitar
Charm and Xunyang Night Moon at competitions
in Guangdong, Hong Kong and Macau, winning the
classical and pick guitar categories.

In 1989, Yin Biao founded the Yin Biao School of
Chinese Guitar and gave lessons in various elemen-
tary and secondary schools in Zhongshan City, where
thousands of people learnt to play the guitar. It was
the first mass teaching of instrumental guitar play-
ing in the history of Chinese musical culture. In July
1998, Yin Biao graduated with honours from the Vi-
enna Conservatory in guitar class. In August of the
same year, he was invited to take part in a recital at
a summer creative camp organised by the Belgian
Royal Conservatory and received high praise for his
piece Ambush from Ten Sides. Marcel Liejou, profes-
sor at the Royal Conservatory of Music in Belgium,
highly appreciated his art, believing that Yin Biao ex-
panded not only the technical range of playing the
classical guitar but also drew attention to the inno-
vations of famous guitarists of the world.

Yin Biao's compositions are characterised by the
use of the techniques of playing Chinese stringed
instruments, such as pipa and liugin, on the guitar.
The author also arranges and creates Chinese-style
guitar works based on traditional folklore materi-
al. He is currently playing guitar and pipa at the
Guangdong Opera and Dance Theatre. He is the
Vice President of the China Guitar Association, Vice
President of the Guangdong Guitar Research As-
sociation, Vice President of the Guangzhou Guitar
Society, assistant professor of guitar at the Chi-
na Xinghai Conservatory, and one of the top ten

4.  These are guitars played using special picks. The name does not
indicate a type of guitar, but a special technique of playing.
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best guitarists in China. His name is included in
the lists of many reference publications.

Yi Dance is a solo piece for pipa written by
Wang Huiran in 1985, depicting an enchanting
night in Yi's house and a joyful scene of people
dancing around a fire in a pronounced ethnic style
[4, pp. 1-4]. It was adapted for lead guitar by Yin
Biao in 1987. The kaleidoscopic alternation of viv-
id images, typical for traditional Chinese instru-
mental music-making, is compositionally clothed
in the form of ornamental variations, the extreme
ones of which serve as a kind of framing.

The first part of the work is a free introduc-
tion with a slow melodic opening. In the first
part of the piece, the original gun zhi technique
is used, which stylizes playing the lute in terms
of timbre, while the sound resembles the ras-
gueado guitar technique — a kind of tremolo on
the guitar. However, the performer has to play
the melody on the fourth and fifth strings, so it
is impossible to use rasgueado, and elements
of lute technique must be used. Thus, Yin Biao
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L 1. Example 1

aims to convey the quiet and foggy night scene
in the cabin by imitating the faint sound of a
bamboo flute.

The second part presents a beautiful author's
melody based on the folk song of the Yi people.
It is performed in the lightest register of the gui-
tar, also using the technique of playing the lute.
The first note of each beat is kong xian ying (the
“a” note on the open string). In this part, the au-
thor strives for a beautiful and soft sound, imitat-
ing the technique of playing the pipa, depicting
the dance of the girls of the Yi tribe. The origi-
nal ethnic style, as well as the detailed and var-
ied technique of playing with the left hand, has
captivated many guitarists. The melodious mel-
ody gradually approaches the climax, raising the
emotional tone:

The third and fourth parts of Yi Dance are or-
namental variations of the main theme. Colour-
ful chords and original modulations enrich the
harmonic flavour of the theme, giving it a special
festiveness. The fifth and sixth parts intensify the

L 2. Example 2
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L. 3. Example 3

bright joyful mood due to the involvement of ac-
tive dance rhythms. They show the happy meet-
ing of young men and women of the Yi tribe. For
performance, Yin Biao again uses the sao lun pipa
technique with the use of flamenco performing
techniques (plucking the strings with the index,
middle and ring fingers alternately from the in-
side out — a technique reminiscent of the Eu-
ropean pizzicato). The sound is extracted more
vividly if you play in the area of the first-fourth
strings of the guitar:

The seventh part is the lyrical centre of the
work. In order to enhance expressiveness, Yin Biao
made changes to the variable theme, making ex-
tensive use of guitar arpeggios, artificial overtones,
which made the sound softer, which contrasts with
the upbeat mood of the previous part [more on
this — 5, pp. 12-16]. The eighth and ninth parts
are a kind of reprise, a return to lyrical "foggy
dreams”. The performer again plunges into the
atmosphere of the moonlit night, transmitted by
barely audible harmonics.

Taken together, all means of musical expression
are called upon to create a special emotional state
characteristic of Chinese traditional instrumental
music.

Ambush from Ten Sides is one of the best piec-
es in the pipa’s repertoire. This is a multi-part pro-
gram composition with literary explanations for each
part, featuring a bright and sophisticated musical
language to represent a tense, intense, brutal and
spectacular battle scene between the armies of Chu
and Han in Gaixia in 202 BC [2, pp. 2-4].

Classical guitar has always been famous for
its soft and pleasant timbre, and it is not often
possible to find works that require a powerful
and intense sound. Therefore, the author had the

i i1

idea to use the classical guitar to play music that
destroys the traditional idea of its sound in or-
der to expand the artistic expressiveness of the
instrument and enrich the Chinese classical gui-
tar repertoire [3, pp. 5-9]. The composer solved
the rather difficult task of reflecting the most
intense battle scenes. Here, Yin Biao used a lot
of expressive and specific Chinese ways of per-
forming this old piece for pipa, the processing
and arrangement of which is made for a classical
six-string guitar. For example, shuang lun (dou-
ble tremolo), jia zhi (hard pinch) and sha yin (the
“sand” sound). The application of the playing
methods peculiar to the pipa on the guitar re-
quires a long practice and presents a significant
difficulty for the performer [1, pp. 2-3]. Howev-
er, with skillful use, it expands the range and en-
riches the timbre of the instrument. Judging by
the reviews, the vast majority of guitar experts
and enlightened listeners believe that the work,
originally written for pipa, arranged by Yin Biao,
has high artistic merit.

Ambush from Ten Sides is also a traditional
Chinese multi-part contrast-composite compo-
sition with nine musical constructions, which can
be grouped into three major parts according to
their content. The dramaturgy of the music piece
is quite eventful; the narrative unfolds from a frag-
ment depicting preparations for a duel between
the armies of Chu and Han (numbers 1-5), through
scenes of fierce battles between the armies of
Chu and Han (numbers 6-8) to the final conclu-
sion of the battle scene (number 9), where Xiang
Yu is defeated and kills himself on the Wu River,
and Liu Bang returns to his camp victorious. The
piece involves the xia chu lun technique of play-
ing the pipa, arpeggio, also sounding close to the
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timbre of the pipa, as well as extracting sounds
from the instrument similar to a shot (by striking
the strings and the guitar body).

Thus, owing to many years of performing ex-
perience, the artistic value of Professor Yin Biao’s
compositions has become universally recognized
among musicians. It consists in using the tech-
niques of playing the pipa performed on the clas-
sical guitar, which contributes to the expansion
of its artistic possibilities. Yin Biao’s experiments

with the timbre of classical guitar are in corre-
lation with similar phenomena in expanding the
“sound field” of academic instruments and, on the
one hand, in introducing new methods of sound
extraction, characteristic of traditional instrumen-
tal performance, into European academic musical
culture and, on the other hand, they add ethnic
originality to classical guitar. Such activity con-
tributes to the expansion of compositions in the
Chinese style to the European concert stage.
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NPOW3BEAEHNA NHb BAO ANA KJTACCUYECKOW
[MTAPBI: K BOMPOCY BOMJIOWEHWNA TPAANLINIA
HAPOAHOIO MY3NUNPOBAHWA

AHHomayus: CtaTbs NnocesLeHa npobiemMe agantaumm
MO3TUKN TPAAWNLMOHHOIO KUTANCKOrO MHCTPYMEHTaIbHOMO
MY3WLIMPOBaHNSA Ha nUNe K BO3MOXHOCTSM eBPONencKoro
MY3bIKaNbHOTO MHCTPYMEHTa — K1aCCUYECKOW LLECTUCTPYH-
HOW rMTapbl — Ha NpPUMepe ABYX KUTaNCKMX Nbec «Mn Ta-
HeL» 1 «3acafa C AecATN CTOPOH», COUNHEHHBIX Hb Bso
B KMTaWCKOM CTuAe. AHaNN3NPyeTcs KOMMO3ULNMOHHas
CTPYKTYpa, cofep>KaTesibHble acnekTbl COUMHEHUN, 0bna-
JarOLLMX KOHKPETHO-IMTEPaTyPHON NPOrpaMmMHOCTbHO,
1 My3blKanbHaa NO3TWKa nbec. lNprumeHeHne NPUEMOB 3BY-
KOW3B/IEUEHWS MUMbI Ha KNACCUUYECKON r1Tape 3HaUUTEIbHO
pacLMpuo eé TeEXHUUYECKMIN apCceHan 1 XyAOXKEeCTBEHHYHO
BbIPa3nTeNbHOCTb. 3aTParnBaroTCA KOHKPETHbIE TEXHONO-
rmyeckne ocobeHHOCTU 3BYKOM3BIEUEHMS Ha r’MTape npu
OCBOEHWUM UCMONHUTENBCKMX NMPUEMOB, CBONCTBEHHbIX TPa-
AVNUMOHHOMY UCMONHUTENBCTBY Ha HAPOAHBIX KUTANCKMUX
CTPYHHbIX LLMMAKOBbIX MHCTPYMEHTaX. AKLEEHTUPYETCA BHU-
MaHMWe Ha 3ByKOM306pa3nTebHbIX MPUEMax, UANKCTPUPY-
FOLLMX KaXKAYHo AeTanb BepbasbHOro Tekcta nporpamMmmbl.

MMTapa — OAVH M3 CaMbIX NMOMYAsPHbLIX U BOC-
TpeboBaHHbIX My3blKa/lbHbIX UHCTPYMEHTOB B MUpeE.
B Kntae coobuiectBo rutapuctoB HacumTbiBaeT
AecATKN MUATNOHOB UenoBek. OaHaKo NosaBuACs
JaHHbIA MHCTPYMEHT B 06MX0Ae UCNOAHUTENEN-
WNHCTPYMEHTANNCTOB CPaBHUTENbHO HeAaBHo. CTaTbs
MOCBsLLEHA UHTErpaLy eBPONENCKOrO My3blKaslb-

Obpalyaetcs BHMMaHWe Ha BBeAEHUE B UCMONHUTE N b-
KNI 06mx04 cneundruUeckmx KuTanckmx cnocobos nc-
MoAHEeHUs, Takux Kak «LlyaH nyHb» (4BOMHOE Tpemono),
«L1351 wkm» (KECTKMI WMNok) u «Llla nHb» («NecouHbIn»
3BYK) W APYruX, a TakKe pacluiMpeHune «3ByKOBOrO MOJs»
aKajeMnyeckmx MHCTPYMEHTOB 1 BHEAPEHME HOBbIX CMO-
cob60B 3ByKOM3BaeUeHus. OuepumBaeTcsa posb ViHb bso
B Pa3BUTUW MMTAPHOrO UCKYCCTBA W, WNPe,— My3blKasb-
HOM KyAbTypbl KnTas. SkcnepumenTsl VHb Bsio ¢ Tembpom
KNaCCMUeCKOM rmTapbl HAXOAATCA B KOPPENSALMN C aHaNO-
TMYHBIMW ABNEHWUAMMW MO 3BYKOBOMY MPOAHOCMPOBAHMIO
B €BPOMNENCKON akaZeMNYecKo My3biKaabHOM KynbType,
C OAHOW CTOPOHbI, M MPUAAIOT STHUYECKYH CaMOBbLITHOCTb
Knaccmueckon rutape — ¢ Apyroi. MoseaeHe Nogo6HbIX
COUMHEHWI COAENCTBYET SKCMAHCUM COBPEMEHHbIX KUTai-
CKMX MPOU3BEAEHMNI Ha EBPOMENCKYHO KOHLLEPTHYHO 3CTPagy.

Knrodessle coea: kaaccudeckas 2umdapd, hbecsl 8 Ku-
matickom cmune, WHe Bsio, «Mu TaHey», «3acada ¢ decamu
CMOPOH», MeXHUKA 38yKou3e/edeHUs Ha 2umape u nune.

HOTO MHCTPYMEHTA — KNaCCUYECKOW LLIECTUCTPYH-
HOW rMTapbl — B My3blKaabHYHO KyabTypy Kutas v ero
aZianTaunm K My3blkanbHOM NO3TUKE TPagNLMOHHO-
ro My3uuMpOBaHWUA Ha HaPOAHbIX MHCTPYMEHTaX.
CornacHo coxpaHuBwnmca dotorpadusam, fo-
KyMeHTaM, CBUAETeNbCTBaM OYEBUALLEB, OTPAXKEH-
HbIM B My3blKasbHOW Ny6anLmcTmke Havana XX Beka,
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Hue 3p 6bln O4HUM 13 NepBbIX My3blkaHTOB B Ku-
Tae, KOTOPbIN NO3HAKOMMUA CyLlaTeNen ¢ rmTapom
B 1930-x roaax. [Nocne ocHoBaHusa Hosoro Kutas ru-
TapHOe MCKYCCTBO B CTPaHe CTaflo pa3BMBaThCA CTpe-
MUTEeNbHbIMK Temnamn. 1958 roa o3HameHoBancs
Hauanom obyueHus Ha rutape B yHuBepcuterte LinH-
xya B Kutae. B 1982 roay otkpbiiack nepeas B Kutae
LUKOJIa Knaccuyeckow rmtapsl B MNekuHe, a B 1984 roay
B LMKAe Ny6anUHbIX Nekumii YaHb Yxun LieHTpanbHbIM
HapOAHbIM PaAno TPAHCIMPOBANUCH eXeHeaeNb-
Hble YPOKM Knaccuyeckon rutapsl. MonynsapHocTb
TMTApPHOrO UCNONHUTENBCTBA POCAA, U C CEPEAUHbI
1980-x rogoB NOABUANCH CaMble NepBble Npodec-
CUOHaNbHbIE TMTAPHbIE NCMONHUTENN U UHCTPYMEH-
TaNbHble rpynnbl U3 MaTepunkoBoro Kntas, Takune Kak
Ly L3sHe, Mak Wy, Croli Bain, OpkecTp AnHacTMm
TaH, BaH AH, Cso K3 n Wy My Huan Xya.

C Tex nop rutapHoe nckyccteo B Kutae BcTynu-
N0 B Nepuog pacLBeTa, KOTOPbIA MPOAOIKaAETCS
no Hactosllee Bpems. B aToT nepunog co3garotca
Takme Npov3BeAeHuns Ans rmtapsl, kak «<Pok Ha Ho-
BOM goJsirom Mapue» (Lyi LzaHb, 1986); «<Mope
n Hebo» (berioHr, 1992); «bpart, KoTOpbIN cnan Ha
MoeWn konke» (BaH flH, 1992); «XXun3Hb ¢ Toboi» (LLyn
My HsaHb Xya, 2001), «Fony6oi notoc» (Cron Bai,
2002) v gpyrue.

YsHb Yxm, Jly YxaocsaHb n VIHb bso gobununce
60/1bLUIKX YCNexoB B 061aCTV 0byyeHMs urpe Ha Kiac-
CUYECKOW ruTape 1 B KOMMO3ULUK, X Npon3Bese-
HWA NONYYMAN BbICOKME Pe3yabTaTbl Ha 3HAYMMbIX
cpeau rMTapmucToB KOHKYpCax B CTpaHe U 3a py-
6eXxxoM, b LIMPOKO OLLEHEHBI MEXAYHAPOAHOWN
My3blKanbHON obLecTBeHHOCTbIO. VHb Bso, B vacT-
HOCTW, CTas MePBOMNPOXOALEM CPEAMN KOMMO3UTO-
POB, CO3/atOLLMX NPOU3BEAEHUSA A/ KNACCUUYECKOM
rMTapbl B KUTAWCKOM CTUAe, Hanbosee N3BECTHbI-
MU 13 KOTOpbIX ABAstoTCA «Mu TaHel ™» 1 «3acaga
C AECATV CTOPOH 2».

Ana Toro 4To6bLI NOHATE CTUANCTUKY COUMHE-
HUii ViHb Bsio, HeobX0AMMO BbISIBUTb UCTOKW €ro
My3blKanbHbIX HoBauui. OTtew ViHb Bbsio, IHb Xyu-
NHb, poannca B 1968 rogy B npoBuHUMN l'yaHAYH,

1. AW, i, v, nu3y, 10N10; KUT. yNp. &, NuHbKHG Yi Z4, nuay;
BbeTH. Di, Man Di, L6, 31, maH3u, on0) — Hapog B Boc-
TouHoM 1 HOro-BoctouHor Azunmn. Obuias YNCIeHHOCTb —
okono 8 MAH. yesnosek. [poxumBatoT Ha Tepputopumn Kutasa
B NpoBuHLmMax KOHbHaHb, CbivyaHb, Mynuxoy v B MyaHcu-
UskyaHCKOM aBTOHOMHOM palioHe.

2. «3acaga c AecATV CTOPOH» (KuTalickoe: +E1E{R; MMHbNHB:
shi mian mai f) — knaccuueckas nbeca, HanucaHHasa Ans
nunsl. «3acaga» HanucaHa B «Y», AN BOMHCKOM CTUAE,
M pacckasbiBaeT o 6utee npw laics B 202 rogy Ao Halwen
3pbl, BO Bpems KoTopoi nonkosogel, CaH FO noTtepnen no-
paxeHue ot Jlto baHa.
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6610 npodeccopom CUHXaNCKOW My3blKasbHOW KOH-
cepBaTopuu, BuLe-npesngeHtTom Kutarickoro o6-
LecTBa NuMbl U M3BECTHbIM NEArorom no urpe Ha
nvne. B Bo3pacte nATW NeT oH obyyancs urpe Ha Jto-
LUMHb 3 — LMNKOBOM MHCTPYMEHTE, U3roTaB/ivBae-
MOM U3 VBbl,— Y CBOETO OTLa, @ MO3Xe NOoCTynua Ans
0byueHus urpe Ha nune B Bbiclwyo My3biKanbHYHO
wkony NyaHuXoy, rae XopoLo 03HaKOMMICA C Tex-
HWKOM UrPbl Ha TPAAULIMOHHOM KUTAUCKOM LLMMKO-
BOM MHCTPYMEHTE, UTO 06ecneumno eMy npoYHyto
OCHOBY A1l COUMHEHMA KIAaCCUYeCKMX TUTapHbIX
NpoV3BeAEHNN B KNTAaNCKOM CTUAe.

B WKoAbHbIE FOAbI, U3yYas AOLUWHb U NUNYy,
WHb bAo yBnékca ncnonHnMTenbCTBOM Ha rutape,
NPOAOMXNB OByUYeHNe B YHUBEPCUTETCKMNE TOAbI.
B 1987 rogy oH yuactBoBan B «KUTaickoM Mexay-
HapoAHOM rutapHom dectneane» B Yxxyxae B Kaue-
cTBe npeactaBuTens Kntas, nrpas cBok CO6CTBEHHYHO
apaHXunpoBKy «n TaHeL», KOTOPYHO BLICOKO OLje-
HUAWN ANOHCKWI ruTapucT LnHnum ®ykyaa n dpat-
uy3ckmin rutapuct Xax-Mbep XKromes. B Tom e rogy
OH MOoJIyYMA NepBbI NPU3 3a NPOM3BEAEHME ANs aH-
cambas NuK-rutap“, BTOPOIN NpuU3 3a COYMHEHME NS
KJ1aCCUYECKOW rmTapbl U TPETUIA NPU3 38 KOMMO3M-
LUMIO ANS HAPOAHOW rnTapbl Ha nepBoM «KoHkypce
rutap JInHbHaHb» B l'yaHuXXOy, 3aHAB NpakTnye-
CKn Becb nbeaectan. B mae 1988 roaa oH ncnon-
HWUA cBOM Nbecbl «OyapoBaHue rnTapbl» U «JlyHa
B Houn CroHbsiHa» Ha KOHKypcax B [yaHayHe, oH-
KOHre 1 Makao, BblMrpaB NnepBeHCTBO B KaTeropm-
X KNAaCCUYECKON 1 NUK-ruTapsbl.

B 1989 roay VHb bsio ocHoBan «llkony kuTan-
CKOW ruTapbl ViHb bsio» 1 gaBan ypoku B pasinyHbIX
HayasibHbIX Y CPeAHUX LLKOAax roposa YskyHLaHb,
rae TbiCAuM Ntogel obyyanucb Urpe Ha ruTape, v 310
CTano NepBbIM C/ly4aeM CTOJIb MacCoOBOro obyue-
HWUSI UHCTPYMEHTaIbHOMY UCMONIHUTENLCTBY Ha M-
Tape B UCTOPUM KUTANCKOW MYy3bIKaNbHOW Ky/bTypbl.
B nrone 1998 roga Hb bso c oTanumem oKoHYUA
BeHckyro kOHCepBaTOpWMIO MO Kaaccy rmtapel. B aB-
rycre TOro >e roga oH 6bin npurnawén ans yya-
CTVA B COIbHOM KOHLIepTe B IETHEM TBOPUYECKOM
Narepe, opraHu3oBaHHOM KoposeBckoi KOHcepBa-
Topuel benbrun, N NoAyUNN BbICOKYH OLEHKY 3a
CBOO Mbecy «3acafa C fecATU CTOPOH». Ero nckyc-

3. YHVKanbHbIF LMNKOBbIA MHCTPYMEHT BbICOKOrO TOHa C FPOM-
KM 1 YETKMM 3BYKOM, KOTOPbIN Yallie BCTpeYaeTca B MPo-
BUHUMAX Li3aHcy, LaHbayH 1 AHbXxol. ®opMa toLMH no-
X0>a Ha Muny, HO BHELLIHe KOpoYe U Kpyraee.

4. Tutap, Ha KOTOPbIX UrparoT crneumnanbHbIMU Megnatopamu.
Ha3BaHuve yka3blBaeT He Ha Pa3HOBMAHOCTb MMTapbl, a Ha
crneuuanbHbIi NPUEM Urpbl.

CTBO BbICOKO oLeHun Mapcenb Jlnexy, npodeccop
KoponeBckon KoHcepBaTOpun My3biku B benbrum,
nonaras, 4to NHb bAo pacwmpumn He TONbKO TeXHU-
YeCcKUn AnanasoH Urpbl Ha KNacCUYeCKon rutape,
HO 1 0bpaTna BHUMaHWe Ha HOBaLMM N3BECTHbIX
rMTapuCTOB MUpa.

Ans komnosuunii ViHe bso xapaktepHo npume-
HeHVe Ha rMTape TeEXHNYeCKNX NPUEMOB Urpbl Ha
KMTaNCKMX CTPYHHbIX MHCTPYMEHTaX, Takmx Kak nuna
1 NFOLMHB. ABTOP TakXXe apaHXupyeT 1 CO34a&éT ru-
TapHble MPOU3BEAEHMNSA B KNTAICKOM CTU/IE Ha OC-
HOBe TPaANLMOHHOrO GOABKAOPHOrO MaTepuana.
B HacTosllee BpeMsa OH UrpaeT Ha rutape u nune
B l'yaHAyHCKOM TeaTpe onepbl 1 TaHLa, ABAAeTCA
BMLe-Npe3naeHTOM KnTanckom ruTapHor accoum-
auuw, Buue-npesngeHTom MNyaHAyHCKOW accouma-
LMW FMTapHbIX UCCAeA0BaHWN, BULE-NPE3NAEHTOM
l'yaHuXKOYCKOro rmtapHoro obuecTsa, AOLLEHTOM Ka-
deapsbl rutapsbl B Kutaickor koHcepBaTopumn CrH-
Xal, BXOAUT B AeCATKY Nyylumx rutapmuctoB Kutas.
Ero nma BKAKOYEHO B CMUCKN MHOIMX CMPaBOYHbIX
N3ZaHnM.

«Mn TaHeu» — 3T0 CobHasA Nbeca AnA NUMbI,
HanwucaHHas BaH XyanpaHom B 1985 roay, nsobpa-
XalolLas yapyroluyto Houb B gomuke Vin n pagoct-
HYHO CLLeHY TaHLEB NtoAelN BOKPYT KOCTpa B APKO
BbIPa>X€HHOM 3THUYeckoMm ctune [4, c. 1-4]. OHa
6bina aganTpoBaHa Ana cono-rutapbl VIHb bso
B 1987 rogy. Kanegockonunyeckoe yepesoBaHue
APKMX 06pa3oB, XxapakTepHbIX AN TPAAULMOHHOIO
KMTaNCKOro MHCTPYMEHTaIbHOTO My3ULIMPOBaHUS,
KOMMO3ULMOHHO 061eueHo B GOpMy OpHaMeHTab-
HbIX Bapuauui, KpaH1Ue U3 KOTOPbIX BbINOJAHAIOT
dyHKUMIO cBOEO6pPa3HOro obpamaeHums.

MepBas YacTb Npou3BeAeHNA NPeacTaBAsfEeT CO-
6011 cBOH6OAHOE BCTyNAeHMEe C MeANeHHbIM Meno-
AndecknM pas3BépTbiBaHMeM. B nepsom pasgene
Nbecbl NCMONb3YeTCH OPUTMHANIbHAA TeXHWUKa «[yHb
YXKW», B TEeMOPOBOM OTHOLLEHMMW CTUAM3YIOLLAA Urpy
Ha NtOTHE, NPU 3TOM 3BYK HanmoMMWHaET rMTapHbIl
nprém pacreago — PasHOBUAHOCTb TPEMOJIO Ha
rutape. OfHaKO NUCMONHUTENHO NPUXOANTCA UTpaThb
MeNoAMI0 Ha YeTBEPTON W NATOW CTPyHaX, NO3TO-
MYy HEBO3MOXHO MCMO/b30BaTh pacreasio n Heob-
XOANMO MPUMEHATb 31EMEHTbI JIFOTHEBON TEXHUKMN.
Takum obpasom, VHb bso cTpemutca nepeaatb TUXYHO
N TYMaHHYH HOYHYIO CLieHY B JOMUKE, UMUTMPYA
cnabbin 3Byk 6ambykoBon GaenThl.

Bo BTOpOM pasgene npeacrasieHa Kpacusas aB-
TOpCKas MesioAns, OCHOBaHHas Ha HapOAHOW nec-
He Hapoga M. icnonHseTca oHa B caMOM CBETIOM

perncTpe rutapsbl, Takxxe C UCNOJb30BaHUEM TEX-
HUKKM Urpbl Ha NtoTHe. [NepBas HOTa KaXAoro Tak-
Ta — 370 «KyH CAHb MHb» (HOTa «a» Ha OTKPbITOMN
CTpyHe). B 3ToM pasgene aBTOp CTpEeMUTCA K Kpa-
CUBOMY M MATKOMY 3BYYaHWIO, UMUTUPYA TEXHUKY
Urpbl Ha NWNE, XXMBOMUCYA TaHeL, AeBYyLIEK MNAeMeHN
Vin. OpuruHanbHas sTHUUECKas CTUANCTYKA, a Tak-
Xe AeTanbHaa n pa3HoobpasHas TexHWKa Urpsbl Je-
BOW PYKOW NOKOPWIN MHOTMX rTapucTtos. MNeByyas
MeNoAMsA NOCTENEHHO MOAXOAMUT K Ky/JbMUHaL MK,
NoAHUMAas 3MOLMOHANbHbIV TOHYC:

TpeTbs 1 yeTBépTan YacTvt «/n TaHeL» NpeacTaB-
NAr0T cobol opHaMeHTalbHble BapuaLMn OCHOB-
Hol TeMbl. KpacouyHas akkopAuKa 1 OpurmHanbHble
MoAynALMKM oboralatoT rapMOHNYECKUIA KONIOPUT
TeMbl, NpuaaBas e 0cobyto npasgHUYHOCTb. Ms-
TbIA W LWECTON pa3zesbl yCUANBAOT CBET/ble pa-
[OCTHbIE HAaCTPOEHMSA 33 CHET BOBJIEUEHWA aKTUBHbIX
TaHUeBa/bHbIX PUTMOB. OHUW NOKa3bIBaOT CYACTN-
BYIO BCTPEUY MOJIOABIX MY>XUNH W XEHLUNH naeme-
HW Wn. [lns ncnonHenms WHb bso cHosa 1cnonb3yet
TexHUKy «Cao NyHb» NUMbl C 3a4eACTBOBAHNEM UC-
NONHUTENBCKUX MPUEMOB GIAMEHKO (LLMMKM CTPYH
yKazaTeNbHbIM, CPeAHUM U 6e3bIMAHHBIM NajbLamu
NOOYEepPEAHO U3HYTPU HapyXy — NPUEM, HaNnoMu-
HaloLLMA eBpOMenckoe pizzicato). 3ByK n3BieKaeT-
Cs fipye, eCAn UrpaTb B paioHe NepBor-4eTBEPTON
CTPYH rmTapsbl:

CefbMas YacTb — IMPUYECKMIA LLEHTP Npoun3Be-
AeHua. ns Toro 4tobbl YCUANTL BbIPa3UTENbHOCTD,
WHb bAo BHEC n3MeHeHWA B BapbUpyemyto Temy, Win-
POKO MCNOJb3Ys TMTapHble apnesykmno, NCKYCCTBEH-
Hble 06epPTOHbI, OTUEro 3ByK CTan bosiee MArKUM,
UTO KOHTPACTUPYET C NPUNOAHATHIM HACTPOEHM-
em npegbiayLiero pasgena [06 atom nogpobHee —
5, ¢. 12-16]. BocbMo 1 AeBaTbIN pa3senbl — CBO-
ero pozia penpmusa, BO3BpaLleHne K AMpuYeckmm
«TyMaHHbIM MeyTam». MIcnosHWTeNlb BHOBb MOrpy-
KaeTca B aTMocdepy NYHHOW HOYM, NepesaBaemMyto
efiBa CAbIWHbIMK daaxonetTaMu.

B coBOKymnHOCTM BCe CcpeacTBa My3blKasbHOW Bbl-
pa3nTeNbHOCTY NPU3BaHbl K CO34aHNI0 0CO60ro amo-
LMOHaIbHOTO COCTOSIHWS, CBOMCTBEHHOMO KUTANCKOM
TPaANLMNOHHOM MHCTPYMEHTANIbHOM MYy3bIKeE.

«3acapa c AecATN CTOPOH» — OJHO M3 JIyYLLNX
MpOW3BeAEHWNA B pernepTyape Numbl. 3TO MHOro4acT-
Hoe NporpaMmMHoe COUYMHEHME C ANTepaTypPHbIMU
NOACHEHMAMM K KaXXA0My paszeny, oTanyaroLle-
€csl APKMM U U3bICKAHHbIM MY3blKa/lbHbIM S3bIKOM
NS NpescTaBAeHUs HanpPsXKEHHOW, MHTEHCUBHOW,
>KECTOKOM W 3peNUNLLHOW CLeHbl BUTBBI MeXay ap-
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mMusamn Yy n XaHb B Mancna B 202 rogy Ao Hawein
apsbl [2, c. 2-4].

Knaccnueckas rutapa Bcerga cnaBuaacb CBOUM
MATKMM U NPUATHBIM TEMOBPOM, 1 HE YacTO MOXHO
BCTPETUTb NPOM3BeAEHNS, TpebyroLine MOLHOro
N HanNpsXXEHHOoro 3By4YaHus. [lo3ToMy y aBTopa BO3-
HWUKNa nAea NCNoAb30BaTb KAacCMyeckyto rutapy aas
NCMONHEHNA MY3bIKW, pa3pyLuatoLer TpagmuLmoH-
HOe npeAcTaBieHne O eé 3ByKe, YTOObI paclUMpuUTb
XY[,0>KeCTBEHHYHO BblpPa3nTebHOCTb MHCTPYMEHTa
N oboraTuTb KUTaCKNA penepTyap A1 Kaaccmye-
ckow ruTapsl [3, ¢. 5-9]. Komno3sunTop pewunn f0BOAb-
HO CIOXHYHO 3aZlauy OTPaXKeHMUs HanpPsxKEHHeNLWLNX
6aTanbHbIx cueH. MiHb bAo 3aecb NpuMeHna MHoXe-
CTBO BblPa3uTENbHbIX 1 CMELNPUUECKUX KUTaNCKMNX
CNocob0B NUCMOJIHEHUS 3TOFO CTapUHHOIO Npoun3Be-
AeHVA Ana nunbl, 06paboTka M apaHXUpPOBKa KO-
TOPOro cAenaHa A KNacCMUecKom LeCTUCTPYHHOW
rutapbl. Hanpumep, «lyaH nyHb» (aBOMHOE Tpe-
M010), «LI3s8 uxm» (OKECTKMI wmnok) u «a nHb»
(«necoyHbIV» 3BYK). [pMMeHeHNe METOAOB UTPbl,
CBOWCTBEHHbIX MUMe, Ha r1Tape TpebyeT AnnTeNbHOM
NPaKTUKN U NPeACTaBAAET 3HaUNTENbHYHO CIOXKHOCTb
ansa ncnonnutena [1, c. 2-3], ogHako Npu ymesnom
MCNO/b30BaHUN pacLUMPSET AMana3oH 1 oborallaet
Temb6p nHcTpymeHTa. Cyas no oT3biBaM, NOAaBAALO-
Lwee BONbLINHCTBO 3KCNEPTOB B 06/1aCTN rTMTapHO-
O MCMONHUTENLCTBA U MPOCBELLEHHbIX CyLlaTenen
noJsiaratoT, UTO MPOM3BeAeHMe, N3HaYalbHO Hanw-
CaHHOEe A/15 Nunbl, B apaHxuposke VIHb bso obna-
[,aeT BbICOKMMMW XYAOXKECTBEHHBIMU AOCTOMHCTBAMMU.

«3acaja C JecAT CTOPOH» TakxXe npeAcTaBaseT
o060l TPaANLMOHHYH KUTaNCKYt0 MHOTO4YacTHYHO
KOHTPaCTHO-COCTaBHYH KOMMO3ULMIO C AEBATbIO
My3blKa/JlbHbIMW MOCTPOEHUAMM, KOTOPble MOXHO

CrpynnupoBaTth B TPU KPYMHbIX pasjena B COOT-
BETCTBUM C UX cofep>kaHuneM. [lpamatyprus nbechbl
AOCTAaTOYHO COObITMIIHA, NOBECTBOBaHME pa3Bopa-
ymBaeTCcs OT GparMeHTa, XXMBOMUCYHOLLETO MOA-
FrOTOBKY K MOEANHKY MexXAay apMuamMn Yy n XaHb
(undpbl 1-5), yepes cueHbl 0OXXECTOYEHHbIX Cpa-
XeHnn mexxay apmuamun Yy n XaHb (Lmopbl 6-8)
K dUHaNbHOMY 3aBepLleHUto HaTaNbHON CLEHDI
(umdpa 9), rae Can O TepnuT NnopaxeHue n yom-
BaeT cebs Ha peke Y, a Jlto baH Bo3BpalaeTca
B CBOW narepb nobegutenem. B nbece 3agelctso-
BaHbl TEXHWKA UTPbl Ha nune «Ca vy NyHb», apnesa-
KMaTo, B 3BYyKOBOM OTHOLUEHUUN NPUBANKEHHOM
K TeMOpy nunbl, @ Tak>ke N3BNeUYeHMEe U3 UHCTPY-
MEHTa 3BYKOB, MOXOXWX Ha BbICTpen (yaapaMu no
CTPYHaM 1 Kopnycy).

WNTak, 6rarogaps MHOroneTHeMy MCNOAHUTEb-
CKOMY OMbITY Xy 0XeCTBEHHas LLleHHOCTb COUMHEe-
HU npodeccopa MHb bsio cTana obLienpunaHaHHON
cpean My3bikaHToB. OHa 3aKkNt04aeTCa B MCNO/b30-
BaHWW MPUEMOB UrPbl Ha NWMe B UCMOAHEHUN Ha
KNacCM4eckom rmtape, YTo CnocobCTByeT paclumpe-
HUHO e€ Xy 0XXeCTBEHHbIX BO3MOXHOCTEN. KCrepu-
MeHTbl VIHb Bsio ¢ TeMBpoM Kiaccnueckon rmtapsbl
HaXoAATCA B KOPPENALUN C aHaNOrUYHbIMU siBE-
HUAMMW NO pacCLUMPEHWNIO «3BYKOBOTO MOASA» aKa-
AEMNYECKUX MHCTPYMEHTOB U BHEAPEHMUIO HOBbIX
CNoco60B 3BYKOM3BAEYEHUS, CBONCTBEHHOIO Tpa-
AVLMOHHOMY MHCTPYMEHTaZlbHOMY MCMONHUTENb-
CTBY, B €BPOMNENCKYHO aKaseMnNueckyto My3blKaibHYH
KYNbTYPY, C OLHOW CTOPOHBI, 1 NMPUAAIOT STHUYECKYHO
CaMODBbITHOCTb K/1aCCMYECKON rMTape — C ApPYyron.
MNMopobHas AesTeNbHOCTb CMOCOBCTBYET 3KCNAaHCUN
COYMHEHUI B KUTANCKOM CTWU/Ie Ha EBPOMENCKYHO
KOHLEPTHYO 3CTpajy.
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