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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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MAPUA ANIEKCAHAPOBHA BYPFAHOBA
NOABOHbIN MY3EW AX. TEMNOPA — OT BOMPOCOB
IKONOTMM K ANANIOTAM OB MCKYCCTBE

ENEHA BNJAAUMUPOBHA AXXAJTUNOBA
CTABPOMOSILCKNM MEMOPWA T O.A. BYTKE
B KOHTEKCTE KOHUEMUMM MCTOPUYECKOWM MAMATH

O/1IbIA TUMO®EEBHA JIOMKO, IEOHNUA, AHTOHOBUY
AEMEHTBEB, AIEKCAHAP ANEKCAHAPOBUY CNA0OPOB
COUMANIBHARA MTAMATHL KAK

HEMPEXOAAWAA LLEHHOCTb OBPA3OBAHMA

®3H LLIYAH
COBPEMEHHOE COCTOAHME KMTAMCKOM
KANUTPADGUI KAK SBNEHMS KYIbTYPb

BAH AHbIOW,

ANNEKCAH/APA BUKTOPOBHA TPOLLLMHCKAS
K BOMPOCY OB YTOYHEHWUM UMEHW

XY JA (1626-1705) 1 ETO MPOUCXOX AEHNMN

YXXY FOMB3Hb
OOTOPECTVBAIMN M GOTOAPMAPKM:
JEMOHCTPALIMSA HOBbIX MAEN B ®OTOTPAGUN

TATbAHA BAAAVNMUPOBHA JIMTBUHA, HIO CHO3BAO
MPOBAEMbI SKPAHU3ALN U

AHUMALMOHHBIX AZANTAUMIA: POCCUMNCKINM

N KUTANCKMA OMbIT OCMbICNEHWA

HAT3/1/1A BNIAAVUMUPOBHA YAXBA3E
K BOMPOCY O MPOCTPAHCTBEHHO-
OBBEMHbIX BO3MOXHOCTAX MOHOAMW

HA OBNOXKE A.H. bypraHos. NopTtpeT. bymara, TyLb
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FROM
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Scientific and Analytical Journal
Burganov House

Space of culture

#4/2023

Dear readers,

We are pleased to present to you Issue 4, 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.

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

In the article “The Underwater Museum by Ja-
son deCaires Taylor. From Environmental Issues to
Dialogues About Art”, M. Burganova analyses the
development of new museums on the example of
the work of Jason deCaires Taylor — the creator of a
variety of underwater expositions. New underwater
park-museums immediately attract a lot of atten-
tion from specialists and the general public around
the world; however, the largest number of com-
ments are related to the topic of ecology, issues of
harmless technologies. The article draws much at-
tention to the inclusion of contemporary art in the
general historical context of the cultural space. Di-
alogues in art is a broad topic that received a spe-
cial meaning in the work of artists of the 20th-21st
centuries. The author of the article highlights these
issues on the examples of Taylor's creative dialogues
with T. Géricault and G. Vigeland.

In the article "Stavropol Memorial by Vutke in
the Context of the Historical Memory Concept”,
E. Dzhalilova-Shchekochikhina draws attention to
new aspects of historical science, namely the phe-
nomenon of preserving historical memory, arguing
that we are not talking about memory as a "“mem-
ory” of past events but about a “new type of mem-
ory”. In this interpretation, memory has its own
value as an object, and not just as a way of stor-
ing a large amount of knowledge about the past.
The new methodology, which developed during
the 20th century, allows us to look at many mon-
uments of monumental art from a different point
of view, as well as explain the fate of the Stavropol

memorial, erected by O.Vutke in 1922-1923 and
demolished in 1936.

The topic is continued by a team of authors —
O.Loiko, L. Dementyev and A. Sidorov, who analyse
the role and significance of social memory as a val-
ue orientation of modern education in the article
“Social Memory as an Enduring Value of Education”.
The authors note the presence of a value-semantic
gap in the content of social memory and believe
that leveling this process is possible as a result of
the development and implementation of education-
al standards taking into account the national and
cultural mentality of the region.

The article "Problems of Film and Animated Ad-
aptations: Russian and Chinese Experience of Com-
prehension” by Niu Xuebiao and T. Litvin is devoted
to the consideration of the main problems in film
adaptations of literary works in general and in ani-
mated adaptations in particular. The authors explore
achievements and gaps in the theoretical study of
these topics in Russia and China, making animated
versions of the classic Chinese novel Journey to the
West as their main subject of scientific interest. The
authors believe that the need of the time is to de-
velop a new theory of film adaptation. They came
to this conclusion after analysing a large number
of studies devoted to clarifying the specifics of film
adaptation as such, animation and animated ver-
sions of literary originals. Some judgments about
the most promising directions for the development
of the new scientific paradigm are made in the ar-
ticle. Also, the topic is actualised by the fact that
animation is the basis of the digital cultural indus-
try, which has become the leading area of mod-
ern culture.

In the article “On the Question of Clarifying the
Name of Zhu Da (1626-1705) and its Origin”, Wang
Anyu and A.Troshchinskaya analyse publications
and scientific works devoted to Zhu Da’s creative
work, published over the past half century. Among
them, those related to clarifying the pseudonyms
(names) of Zhu Da, his pedigree and biography are
especially highlighted; various approaches of Chi-
nese and foreign scientists to the study of the work
of the outstanding Chinese master and his artistic
heritage are considered.

The article "The Current State of Chinese Callig-
raphy as a Cultural Phenomenon” by Feng Shuang
is devoted to the art of Chinese calligraphy — an

important part of traditional Chinese culture, which
also embodies the essence of tradition and ancient
philosophical thinking. The author explores the state
of modern Chinese calligraphic culture from the per-
spective of interdisciplinary and intersubject research
methods, including historiography, art history, cul-
tural history, aesthetics and philosophy. The article
summarises the current state and cultural achieve-
ments of Chinese calligraphy as a cultural phenome-
non that has played an important role in preserving
Chinese national identity and transmitting the na-
tional cultural mentality.

Zhu Yuwen's article "Photo Festivals and Pho-
to Fairs: Presenting New |deas in Photography” ex-
plores the role of photo festivals and photo fairs in
expressing and promoting new ideas in photogra-
phy. These public events, exhibition venues, guide
and demonstrate new trends, approaches and prac-
tices in the art of photography. They not only allow
us to show the diversity of forms of photographic
art, new concepts and the most advanced practic-
es but also act as a kind of locomotive that stimu-
lates the constant evolution of photography in the
sociocultural context.

In the article “On the Question of Spatial and
Volumetric Possibilities of Monody”, N. Chakhvadze
proves the unfoundedness of the characterization of
monody as “one-dimensional” or “two-dimensional”
and strives to refute the prevailing opinion about its
limited abilities, compared with polyphonic compo-
sitional creativity, to model volumetric spatial imag-
es. To achieve the goal, the author resorts to such
a logical technique as comparison, uses data ob-
tained by researches of fine arts and literary schol-
ars and produces new results.

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

[1pOCTPaHCTBO KyALTYPSI
#4/2023

[Joporue untatenn!

Mol pagbl npegctasuts Bam N2 4/2023 HayuHO-
aHanutu4yeckoro XypHana «/lom bypraHosa. lNpo-
CTPaHCTBO KYNbTYpbI».

Mo pekomeHaaumm dkcnepTHoro coseta BAK
>XKYpHan BkItoueH B [NepeydeHb BeAyLMX peLeH3un-
PYeMBbIX HayUHbIX XXYPHaNOB U U3aHWN, B KOTOPbIX
BOKHBI 6bITb ONY6ANKOBaHbI OCHOBHbIE Hay4YHble
pe3yabTaTbl guccepTaLnMm Ha COMCKaHMe YYeHbIX
cTeneHew JOKTOpa W KaHAWAaTa Hayk.

B >xypHane nybaMKytoTCs HayuHble CTaTbM Beay-
LUMX CMELMANNCTOB PasHbIX ryMaHWUTapHbIx obnacTen,
[AOKTOPaHTOB W acnupaHToB. HanpaeneHus nccne-
JOBaHW KacaroTca akTyaabHbIX NpobaemM B pas-
JIMYHBIX 06/1aCTAX KYAbTYpPbl, UCKYCCTBa, GUaoaorum
N A3bIKO3HaHWs. B aToin MHororpaHHocTn obo3pe-
HUSA NPOsABMAACh OCHOBHas cneundurka XypHana,
NnpeACTaBAAOLWEro COBpeMeHHOe COCTOAHME Npo-
CTPaHCTBa KYAbTYpbl.

B ctaTbe «lMoaBoaHbI My3en . Teinopa —
OT BOMPOCOB 3KO/IOTMU K AManoram o6 nckyccree»
M. A. bypraHoBa aHanu3upyeT pa3BuTne HOBbIX MY-
3eeB Ha npumepe TBopyecTBa [x. Telinopa — co3ga-
Tess Lesoro psja NoABOAHbIX 3KCNO3uumnin. HoBble
NnoZBoAHblIe MapKN-My3en cpasy npueaekatoT 60b-
LIOe BHUMaHWe CreLmnanncToB v LUMPOKOWN Ny6amku
BO BCEM MWpe, OfHAKO Hanbosbluee YNCIO KOM-
MeHTapueB, CBA3aHO C TEMOW 3KOJI0rUKM, BONpPO-
camu 6e3BpeaHbIx TexHosorni. B ctatbe bosblioe
BHUMaHMe MPUBAEUYEHO K BKIKOYEHNIO COBPEMEH-
HOTO MCKYCCTBa B OBLUMIA NCTOPUYECKUI KOHTEKCT
KyNbTYPHOrO NpoCTpaHCTBa. Jnanorn B nckyccree —
lWMpokas TeMa, noayumBLIas ocobeHHoe 3ByYaHune
B TBOpUYECTBe XyA0XHMKOB XX—XXI BB. ABTOp OCBe-
LLaeT 3TV BOMPOChI Ha NpUMepax TBOPYECKUX Au-
anoros [Ix. Teinopa ¢ T.2Kepuko v . Burenangom.

E. B. AxxannnoBa-LllekounxmHa B ctatbe «CTaB-
pononbckuii memopuan O. A. ByTke B KOHTEKCTE
KOHLEMNUMM NCTOPUYUECKON NamMsATU» npusaekaeT
BHMMaHMe K HOBbIM acrnekTam UCTOPUYECKON HayKW,
a UMeHHO — GeHOMEeHY COXPaHEeHUs NCTOPUYECKON
namATY, yTBEPXXAas, UTO peydb UAET He O NaMATH Kak
«BOCMOMWHaHMN» O COBbITUAX NPOLLIOTO, @ O KHOBOM
TNe NamaTu». B 3TON nHTEpnpeTaummn namsaTb MMe-
€T CaMOCTOATE/IbHYHO LIEHHOCTb B KauecTBe 06bekTa,
a He TO/IbKO Kak cnocob xpaHeHuns 60abworo 06b-
emMa 3HaHuWI o npownoM. HoBas MeTogonoruns, pas-
BMBaBLLAACA B TeueHUn XX BeKa, MO3BONAET B3rNAHYT
Ha MHOTV1e NaMATHUKN MOHYMEHTa/IbHOTO UCKYCCTBa
C MHOW TOUKW 3peHUs, a TakKe OBBbACHUTb CyAb-

6y CTaBpOnoabCKOro MeMopuana, BO3BeLEHHOrO
O.A.ByTtke B 1922-1923 rogy v TMKBUANPOBAHHO-
ro B 1936 rogy.

Temy npogonxaet konnektns asTopos O. T. Jlon-
ko, J1. A. lemenTbes, A. A. CngopoBs, aHann3npyoLwmnx
B cTaTbe «CoumanbHaa NaMATb Kak HempexoaaLla
LLeHHOCTb 06pa3oBaHMA» POJb U 3HaYeHWe coLmab-
HOWM NaMATN KaK LLleHHOCTHOWN OpueHTaumnmn coBpe-
MeHHOro o6pa3soBaHua. ABTOpPbI OTMEYAOT Haanyne
LLeHHOCTHO-CMbIC/IOBOrO pPaspbiBa B COAEP>XKaHNM
coLManbHOM NaMATV U MosaratoT, YTO HUBEANPOBa-
HWe 3TOro npoLecca BO3MOXHO B pe3ynbTaTe pa3pa-
60TKM 1 BHEAPEHUIO B NPakTMKy obpa3oBaTesibHbIX
CTaHAAPTOB C YYETOM HaLMOHaNbHO-KYIbTYPHOTO
MeHTanuTeTa pervoHa.

PaccMoTpeHMIo OCHOBHbIX Mpo6ieM B 3KpaHuW3a-
LMAX IMTepaTypHbIX MPoW3BeseHnin BoobLLe 1 B aHW-
MaLMOHHbIX aganTaumax B YaCTHOCTW NOCBALLEHa
ctaTbs Hio Cto3650 1 T. B. JIutBnHa «[Mpobaemsbl akpa-
HM3aLMW 1 aHVMaLMOHHbIX afanTaLnin: pOCCUNCKUIA
N KNTANCKWIA ONbIT OCMbICAEHUS». ABTOPbI UCCae-
AyeT JOCTUXKEHUA U NaKyHbl B TEOPETUNUYECKOM K3-
yueHumn 3Tnx Tem B Poccun 1 B Knutae, umes csonm
rnaBHbIM NpPejMeTOM Hay4YHOro MHTepeca aHnma-
LMOHHbIe BEPCUM KNACCMYECKOrOo KMTancKoro po-
MaHa «[lyTewectBre Ha 3anag». ABTOPbI CYMTALOT,
YTO NOTPEBHOCTLHO BPEMEHM ABASETCA BblpaboTka
HOBOW TeopuM 3KpaHM3aumnmn. TOT BbIBOA CAeNaH
UMW nocae n3yveHns 60bLIOro KoanYecTBa nccae-
[ OBaHWM, NOCBALLEHHbIX BbIACHEHUIO crieundukm
3KpaHM3aLMnM Kak TakoBOW, aHMMaLMN N aHUMaLM-
OHHbIX BEPCUI1 INTepaTypHbIX OpurmHano.. B ctatbe
BbICKa3aHbl HEKOTOPbIE Cy>KAeHWs O Hanbonee nep-
CNEKTUBHbIX HanpaBAEHUAX Pa3BUTUA HOBOMN Hayu-
HOW napaaurmel. TeMa akTyanmsmpyerca Takxe TeM
06CTOATENBCTBOM, UTO aHMMaLMA ABASETCA OCHO-
BOW LUMDPOBOW KyNbTYPHOW MHAYCTPUM, KOTOpas
CTana Begyluen 061acTbio COBPEMEHHOM KyNbTypbl.

B ctaTbe BaH AHbtoli 1 A. B. TpoLMHCKOW B CTa-
Tbe «K Bonpocy 06 yTouHeHun nmeHun Yxxy [a
(1626-1705) 1 ero NPOMCXOXAEHUM» aHaNN3NPY-
roTCA Ny6AMKaLMmM U HayYHble TPYAbl, MOCBALLLEH-
Hble TBOpYecTBY YKy [la, nsgaHHble 3a nociegHme
nonseka. Cpeamn H1x ocobo BblAeNeHbl Te, YTO CBA-
3aHbl C YTOUYHEHNEM MCeBAOHMMOB (MMeH) Yy [a,
€ro poAOCAOBHON 1 BUuorpadun; pacCMOTPEeHbI pas-
JINYHbIE MOAXOAb! KUTANCKMX U 3apyDeXHbIX YYeHbIX
K M3yYEHUIO TBOPYECTBA BbIAAOLLErOCA KUTANCKOrO
MacTepa 1 ero Xy0XeCcTBEHHOro Hacneaus.

WNckyccTBy KMTackon kanamrpadum — Ba>kHOW
4acTn TPAZNLIMOHHOM KUTANCKON KyNbTypbl, KOTOpas
Tak>Ke Bonaouaet B cebe cyTb TpagnLmm n gpes-
Hero ¢pnao0coPpCKoro MbilIEeHNA MOCBALLEHa CTa-
Tba ®3H LyaH

«COBpPEMEHHOE COCTOSIHNE KUTANCKOM Kanam-
rpadum Kak SBAeHUA KyAbTypbl». ABTOp nccaeayet
COCTOsIHWE COBPEMEHHOW KUTacKoln Kanaurpadu-
UECKOW KyAbTYpbl C MO3ULNIA MEXANCLUNANHAP-
HOTo N MeXMNpPeAMETHOrO METOZLOB NCCAef0BaHNS,
BKJIFOUAIOLLMIA MCTOPUOTrpadumio, UCTOPUIO NCKYCCTBA,
NCTOPUIO KYAbTYpPbl, 3CTeTUKY U dmnnocoduro. B cta-
Tbe 0606L1at0TCA COBPEMEHHOE COCTOAHME W KYJlb-
TYPHble AOCTMXEHMNS KUTaCKOM Kanamrpadum Kak
Ky/NbTypHOro GbeHOMeHa, CbirpaBLLIero Ba>kKHyr pob
B COXPAHEHUM KUTANCKOW HaLuMOHaNbHOW NAEHTWNY-
HOCTHW, a TakXe B nepegaye HaLMOHaNbHOTO Ky/b-
TYPHOro MeHTanuTeTa.

Uxy HOMB3Hb B cTaTbe «PoTodectnBanm n poto
APMapKu: JeMOHCTPaLMA HOBbIX UAel B poTorpadum»
nccneayet posb poTodectusaner u Goto spmapok
B BbIPaXeHUM U NPOABMXEHUN HOBbIX el B $o-
Torpadumun. 3Tm Ny6ANYHbIE MEPONPUATUSA, ABNAACH
BbICTaBOYHbIMM MJIOLLaAKaMW, HAaMPaBAAOT N JEMOH-
CTPUPYHOT HOBblE TEHAEHLMM, NOAXOAb! U MPaKTUKK
B nckyccree potorpadumm. OHM He TObKO MNO3BONAIOT
nokasaTtb MHoroobpasue ¢opm poTorpapuueckoro
WCKYCCTBA, HOBble KOHLIEMNLWN U CamMble NepesoBble
NPakTUKK, HO N ABASIOTCA CBOEro poja JIOKOMOTU-
BOM, CTUMYJ/IMPYHOLLIMM NMOCTOAHHYHO 3BOAOLNIO O-
TOorpadnm B COLMOKY/IbTYPHOM KOHTEKCTE.

H.B. YaxBaa3e B ctaTbe «K BONpoOCYy O NpocTpaH-
CTBEHHO-OOBEMHbIX BO3MOXHOCTAX MOHOANU»
JOKa3blBaeT HEOHOCHOBAHHOCTb XapaKTePUCTUKHN
MOHOANN KaK «OZ4HOMEPHON» NN «ABYXMEPHOW»
N CTPEMUTLCA OMPOBEPTHYTb CAOXMUBLLIEECA MHEHWE
0 e€ OrpaHuMYeHHbIX, CPaBHUTENIBHO C MHOTOrOJI0CHO-
KOMMO3UTOPCKMM TBOPYECTBOM, CMOCOBHOCTAX MO-
AenpoBaTb 06BEMHO-NPOCTPaHCTBEHHbIE 06pa3bl.
Ana poctvxeHns Lenan aBtTop npuberaet K Takomy
nornyeckomy nNpuémy, Kak CpaBHeHne; npusiekaet
JaHHble, MONyYeHHble nccnegoBaTeniMm n3obpasm-
Te/bHOrO UCKYCCTBa M IMTepaTypoBesamu, U Npu-
XOAMWT K HOBbIM pe3ynbTaTam.

W3paHne agpecosaHo npodeccmoHanam, cneum-
anmsmpytowmmMca B 061actm Teopumn 1 NpPakTuKm
1306pa3nTeNbHOro MCKyccTBa U Guaoaormm, a Tak-
e BCeM, KTO MHTepecyeTcsa BOMpOocamMmn NCKyCcCTBa
W KyNbTypbl.
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THE UNDERWATER MUSEUM
BY JASON DECAIRES TAYLOR. FROM
ENVIRONMENTAL ISSUES TO DIALOGUES ABOUT ART

Summary: The article highlights topical issues in the
development of new museums on the example of the
work of Jason deCaires Taylor — the creator of a variety
of underwater expositions: Museo Atlantico — a sculp-
ture museum at the bottom of the ocean off the coast of
Lanzarote, which is part of the Canary Islands; the MUSA
Underwater Museum in Cancun off the coast of Mexico;
a museum off the coast of Cannes on the French Rivi-
era, and others.

New underwater park-museums immediately attract
a lot of attention from specialists and the general public
around the world; however, the largest number of com-
ments are related to the topic of ecology, issues of harm-
less technologies. Commenting on his sculptural works,
it is this that Taylor emphasises, prioritising this aspect.
The artistic image of the works remains outside the dis-
cussion. Perhaps this is due to the fact that the basis of
Taylor's creative method is not the creation of an original
plastic form but a banal copying by making plaster moulds

A modern museum is not just a place to store
works. Today, the main idea of a museum is a
meeting with an event; thus, the features of the
presentation of collections have received a new
meaning at the present stage. The current expo-
sition presupposes the presence of a situation
that does not imply museum exhibition stand-
ards that have been established for centuries. It
presupposes an emphasised new context through
which ideas and images, meanings and differenc-
es of works are interpreted.
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of living people, frozen at the artist's request in one po-
sition or another. However, further, the artist combines
copies into complex multi-figure compositions, and here,
they acquire artistic meaning and emotional intensity.

The article draws much attention to the inclusion of
contemporary art in the general historical context of the
cultural space. Dialogues in art is a broad topic that re-
ceived a special meaning in the work of artists of the
20th-21st centuries. It presupposes the presence of an
extraordinary situation, implying not only formal simi-
larities between works. No less important is the under-
lined new context through which the ideas and images,
meanings and differences of the works are interpreted.
The author of the article highlights these issues on the
examples of Taylor's creative dialogues with T. Géricault
and G. Vigeland.

Keywords: J. Taylor, T. Géricault, G. Vigeland, Atlanti-
co, Lancerot, underwater museum, sculpture, The Raft of
Lampedusa, The Raft of the Medusa

Among the new museums of the world, one
stands out in particular. This is Museo Atlantico —
a sculpture museum at the bottom of the ocean
off the coast of the Spanish island of Lanzarote,
which is part of the Canary Islands. The underwa-
ter museum has become a landmark of the small
island. The exposition is presented at depths of
10-15 metres, covering an area of 2500 m? and,
perhaps, claims to be no less important than the
works themselves. Concrete statues and multi-
figure compositions are presented by the author

Il 1. Lampedusa Island in Mediterranean Sea

-«

.
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through the water column. Divers accompany ex-
cursion groups.

Sea water refracts the image so the statues seem
larger than their real size. The grandiosity of Jason
deCaires Taylor's vision of incorporating the depths
of the ocean into his composition is astonishing.
Everything in Taylor's exposition is unique — the
ensemble of works itself, the chosen place with es-
pecially clear transparent water, and a certain inac-
cessibility of this exclusive exposition to everyone.
In order to wander through the “halls” of the mu-
seum, you need a scuba diver’s suit and certain un-
derwater navigation skills. Rather, it is a grandiose
underwater park at the bottom of the Atlantic Ocean.

In addition to the water column, time is anoth-
er component of the image of the exposition; it
has become an active participant in the transforma-
tion of the exposition. Time — days, months, years,
as a co-author contributes to the artistic image of
underwater exhibits, which, being covered with
corals, change their shape and their original colour.

The new underwater park-museum immediate-
ly attracted attention all over the world; however,

1. Jason deCaires Taylor (1974) — a British sculptor, creator of
underwater sculpture park museums. Taylor's underwater
museums are among the top 25 wonders of the world ac-
cording to National Geographic.
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Ill. 2. The Underwater Museum by Jason deCaires Taylor.

the largest number of comments was related to the
topic of ecology, issues of harmless technologies?.
Perhaps, it was provoked by the artist himself, who,
commenting on his works, prioritises this aspect.
The artistic image of the works has remained out-
side the discussion. It might be due to the fact that
the basis of Taylor's creative method is not the cre-
ation of an original plastic form but a banal copying
by making plaster moulds of living people, frozen
at the author’s request in one position or another.
However, further, the author combines copies into
complex multi-figure compositions, and here they
acquire artistic meaning and emotional intensity.
At first glance, the museum plan seems chaot-
ic. However, the author predetermined the direc-
tion of movement, the beginning of which is set
by Los Jolateros. Cramped into narrow small boats,
they are swimming with closed eyes into the un-
known. However, their images are exact copies of
local boys, whose life is predetermined by the is-
land; thus, the fate of these heroes is known for sure.
They are rowing, waving their arms, holding square
planks instead of oars in their hands. The bows of
their flimsy tin boats point to a terrible scene —

2. Taylor emphasises that the statues are cast in a special, pH-
neutral «marine» concrete, which includes cement, silicone
and fibreglass.

Il 3. The Underwater Museum by Jason deCaires Taylor.

a funeral pyre on which a naked man is sprawled.
The composition is called Immortal. On the other
side of the funeral pyre, at the same distance from
it as Los Jolateros, there is one of the most dramat-
ic compositions of the underwater museum. This is
The Raft of Lampedusa, dedicated to nameless ref-
ugees who tried to reach the shores of Europe by
sea. Undoubtedly, here you can see a dialogue with
the work of the great painter of the 19th century,
Thodore Géricault?, The Raft of the Medusa.

Dialogues in art is a broad topic that received a
special meaning in the work of artists of the 20th-21st
centuries. It presupposes the presence of an ex-
traordinary situation, implying not only formal sim-
ilarities between works. No less important is the
underlined new context through which the ideas
and images, meanings and differences of the works
are interpreted.

In 1819, Géricault presented the work The Raft
of the Medusa, grandiose in design and scale, which
depicted people on a raft in the open ocean af-
ter the shipwreck of the frigate Medusa. After thir-
teen days on the high seas, only 15 survived of the

3. Thodore Géricault (1791-1824) was an outstanding French
painter who stood at the origins of Romanticism. His gran-
diose painting The Raft of the Medusa became an innova-
tion in the art of its time.

147 people on an unmanaged raft. The painter was
able to convey the climax of the drama — desper-
ate passengers of a drifting raft notice a ship in the
distance. Here is the whole palette of human feel-
ings — from detachment to the impulses of the
returning life, the realisation of rescue. The com-
position is distinguished by a diagonal construction
and emphasised dynamics.

Gericault's special technique is the illusion of
leaving the space of the picture — the head of the
figure falling from the board in the foreground is
not in the frame. This phenomenon of the “random
frame”, which will later be actively used in paint-
ing after the invention of photography, extends the
space of the picture into the real space of the view-
er, making them a participant in the action.

After 200 years, Taylor again returned to the
conversation about people on a raft, presenting a
multi-figured composition The Raft of Lampedusa.
Consciously choosing this name, the author em-
phasises a special consonance through the centu-
ries of human tragedy even in the names of objects.

The drama of Lampedusa takes place in mod-
ern days and is connected with migration processes.
Since the beginning of the 20th century, the small
Italian island of Lampedusa has become a stopping
point for illegal immigrants from Africa, who sail on
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crowded boats and rafts in order to reach Europe.
Many of them died. The most terrible crash occurred
in 2015, two hundred years after the crash of the
Medusa frigate — out of nine hundred passengers,
only twenty-eight were saved.

The body of a young man sliding into the wa-
ter in Taylor's composition can be called an al-
most direct quote from Géricault. Nearby, in both
cases, an apathetically sitting old man is depict-
ed. On the other side —both in the picture and in
the sculpture — a man is leaning, stretching out
his hand and peering into the distance. Both Géri-
cault and Taylor have a figure of a man looking
forward on the prow of the rafts. These characters
are almost identical in their movements and im-
ages, but most importantly, they form clear par-
allels and set the main geometric parameters of
both compositions.

In both cases, the artists found it necessary to
draw real participants of these tragic episodes as
models for their works. Engineer Alexandre Cor-
réard and Dr. Henri Savigny, former passengers on
the Medusa raft, posed for Géricault. Taylor creat-
ed his statues by making moulds of migrant survi-
vors of the Lampedusa crash. Thus, statues cast in
these moulds are absolutely identical to living mod-
els. This emphasised documentary, presented pub-
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Ill. 4. The Underwater Museum by Jason deCaires Taylor.

licly in both cases, was extremely important to the
artists. Credibility, which is not necessarily a neces-
sity in the creation of a work of art, played an es-
sential role in this case.

Both artists are contemporaries of the events
that took place. Each of them created an image of
a universal timeless tragedy. However, despite a
certain similarity of their works, the centuries that
separate the artists, of course, made their own ad-
justments. The people depicted by Taylor on the raft
of Lampedusa are indifferent. In their simple nat-
ural poses there is not a hint of the dramaturgy of
the action so characteristic of Géricault.

Next to The Raft of Lampedusa, Taylor sets up an-
other composition. It is called Disconnected, which
in the context of this situation can be interpreted as
disconnection from reality, indifference. The sculp-
tor depicted a man and a woman who are pho-
tographed embracing against the background of
people in distress on a raft. In the ensemble with
The Raft of Lampedusa, these self-sufficient compo-
sitions acquire a special emotional accent.

From the composition Immortal to the centre
of the exposition, the author builds a measured
procession of a moving crowd. This multi-figure
composition is called Crossing The Rubicon. The
author declares the concept of this work as a

Il 5. The Underwater Museum by Jason deCaires Taylor.

warning to modern society about approaching
the point of no return in dialogue with the plan-
et's ecosystem, about balancing between life and
death. The composition presents dozens of fig-
ures of men, women, children, who are placed at
equal distances from each other. Straight ranks,
symbolising the digital society, move forward to-
wards the 30-metre-long wall, which is an alle-
gory of the border between the symbolic spaces
of life and death. All statues are individualised.
Each conveys the features of a particular person,
walking in the general human stream in a single
rhythm. It would seem that there is some com-
monality in this single movement. However, there
is an insurmountable distance between the fig-
ures. Formally, it is small — about 1.5-2 metres.
Nevertheless, the clear geometry of the figure
arrangement is an image of the predetermined
boundaries between people, which they cannot
overcome. Someone is reading a book on the go
or looking at a phone; someone is immersed in
oneself; someone is throwing their head back, try-
ing to look at the sky through the water column.
However, they do not see each other. Many are
walking forward with their eyes closed. The idea
of the author, who designated the meaning of the
composition as a warning about the problems of

the ecology of the planet, seems wider and cor-
relates with the ecology of the individual.

The Rubicon wall, towards which Taylor's heroes
are heading, crosses the space of the underwater
museum exactly in the middle, dividing it into two
parts. An open portal opens in the centre of the
wall. Will Taylor's heroes be able to cross this bor-
der? The author leaves this question open.

Behind the wall, there are a number of separate
compositions symbolising various human vices. The
figures are located in a kind of Hybrid Garden, at
the beginning of which there are surreal figures of
cactus people. Perhaps this is a tribute to the out-
standing Spanish artist César Manrique — the author
of the cactus garden with more than 1000 species
of this plant, which, like the Foundation, the gallery
and the architectural works of César, is one of the
main attractions of the island.

Another composition behind the Rubicon wall is
called The Human Cycle. It is made up of more than
two hundred human figures, made in full size. There
is clearly a creative dialogue with Gustav Vigeland*,
to whose art work the Frogner Park in Oslo is ded-
icated. The dominant feature of the Vigeland park

4.  Gustav Vigeland (1869-1943) was an outstanding Norwe-
gian sculptor to whose work the Sculpture Park in Oslo is
dedicated.
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ensemble is the 17-metre-high Monolith, a vertically
oriented composition, the volume of which is made
up of more than 120 figures. The human bodies of
both Vigeland and Taylor are crowded, intertwined
in a geometrically defined form by the authors. Vi-
geland’s monolith is architectonic and monumental.
There is an obvious memory of Egyptian obelisks in
it, which later became popular in the architecture of
Europe. Installed on a grandiose pedestal, it is the
centre and dominant of the architectural ensem-
ble with stairs and flanking sculptural groups. Next
to Monolith, Vigeland set the composition Wheel
of Life, uniting fewer characters, but endowed with
the same plastic and symbolic idea of movement,
seething and the cycle of life. The figures are inter-
twined and are in endless rotation. Taylor formally
uses the same technique, placing figures of peo-
ple in the form of a torus; however, his characters
are anaemic and lifeless, in contrast to the power-
ful and vital heroes of Vigeland. They are simply
stacked on top of each other, giving rise to horror
from the naturalistic depiction of death rather than
interest in the artistic transformation of anthropo-
morphic forms.

The creative method that Taylor uses — the cre-
ation of multi-figure compositions from moulded
copies of living people — is a deliberately certain
obstacle to the plastic interpretation of the form.
Peculiar transformations of Taylor's anthropomor-
phic compositions will undoubtedly occur; how-
ever, this will no longer be the merit of the artist.
The time, which he took as a co-author, will con-

tinue to work on the statues, covering them with
coral reefs and algae so that in a decade they will
lose their features and are unlikely to be visible to
visitors. Since boats have been banned from enter-
ing the water area of the sculpture museum, algae
and corals will increase their colonies rapidly. Sculp-
ture of the 21st century on the example of Taylor's
works acquires the category of short duration and
transience. However, this sculptor’s dialogue with
nature has given a special vitality and sensuality —
the quality in the interpretation of forms in which
Taylor seemed to lose, when creating sculptures, to
his predecessors.

The theme of authorial gardens dedicated to
the art of sculpture is a striking distinctive feature
of the cultural image of many European capitals. As
a rule, all of them are illuminated by the names of
great sculptors. In France, park sculptural ensem-
bles are connected with the museums of O.Rodin
and A.Bourdelle in Paris; in Sweden and Norway,
these are independent park-museums of K. Milles
in Stockholm and G. Vigeland in Oslo; in Germa-
ny — the Lehmbruck Museum in Duisburg; in Mos-
cow, the Ecology park by A.Burganov. Today, this
list includes the name of Jason deCaires Taylor, the
author of unique underwater sculptural ensembles:
Museo Atlantico— a sculpture museum at the bot-
tom of the ocean off the coast of Lanzarote, which
is part of the Canary Islands; the MUSA Underwa-
ter Museum in Cancun off the coast of Mexico; an
underwater exposition near Cannes on the French
Riviera, and others.
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NOABOAHBLIV MY3EW AX. TEMTOPA —
OT BOMPOCOB 3KONOTUI K ANAIOTAM
OB VICKYCCTBE

AHHomayus: CTaTba OCBeLLaeT akTyalbHble BONPOCHI
pa3BUTUS HOBbIX My3€€B Ha NpuMepe TBopuyecTBa [x. Tel-
Nopa — co3jaTtens uenoro paga nojBOAHbIX 3KCMNO3N-
LW <ATNI@HTUKO» — MYy3eW CKyNbMNTypbl Ha JHe OKkeaHa
y nobepexba ocTpoBa JlaHcapoTe, BXOAALLErO B COCTaB
KaHapckunx octposos, nogsogHoro myses MUSA B KaH-
KyHe y nobepexbsa Mekcnkn, myses y nobepexbsa KaHH
Ha ®paHLy3ckoi Pusbepe 1 gp.

HoBble noAgBOAHbIE NapKN-My3en cpasy npuene-
KatoT 60/1blLIOE BHMMaHWE CMeLnasncToB 1 LMPOKOWR
ny6ankn Bo BCEM MUpe, 0gHaKo Hanbonbluee Yncao
KOMMEHTapueB CBA3aHO C TEMOI 3KOJOrMW, Bonpoca-
MW 6e3BpeaHbIX TEXHONOTUIA. IMeHHO Ha 3ToM aena-
eT akueHT . Teliaop, KOTOPbIA, KOMMEHTUPYS CBOU
CKYNbMNTYPHbIE NPOU3BEAEHMNA, 3TOT acnekT CTaBWT Ha
nepsoe MecTo. 3a npegenamm obcyXaeHna ocTaérca
XyA,0XeCTBEHHbIV 06pa3 npouseegeHnin. BosmoxHo,
3TO CBA3aHO C TeM, YTO B OCHOBE TBOPYECKOro MeToga
Telinopa NeXUT He co3haHne OpUTMHaNbHOM NAacTu-
yeckoin GopMbl, a BaHabHOE KOMMPOBaHUE METOAOM

COBpEMEHHbIV My3eill — He MPOCTO MeCTO Xpa-
HeHusa npowusBegeHuii. OcHoBHasA ngesa Myses
Cero4Hs — 3TO BCTPeya € CobbITMEM, MO3TOMY OCO-
H6EeHHOCTU Mpe3eHTaLUy KONEKLMIA Ha COBPEMEH-
HOM 3Tane Nojyunau HOBOE 3ByYaHue. AKTyanbHas
3KCNO3ULMA NPeAnoiaraeT Haauumne CUTyaLum, noj-
pasyMeBatoLLEel He YCTOSBLUMECH BEKAMU My3eiHble
CTaHAAPThl 3KCMOHUPOBAHUSA, @ NOAUYEPKHYTbINA HO-

CHATUNA TUNCOBbIX q)OpM C XUBbIX mop,e|7|, 3aCTbIBLWIUNX
Mo >XesaHWo aBTopa B TOW Uan nHol nose. Ho ganee
aBTOpP COeANHAET KOMUWN B CNOXHbIE MHOTOPUTYPHble
KOMMO3MLUN, U 34eCb OHU OBPETAtOT XY0XKECTBEHHbIN
CMbICN U 3MOLLVIOHaJ1beII7I HaKan.

B ctaTbe 60nblLLOE BHUMaHKE npumBaeyeHo K BKao4Ye-
HUIO COBPEMEHHOIO MUCKYCCTBA B OBLLMI UCTOPUYECKUIA
KOHTEKCT KyNbTYPHOro NpoCTpaHcTBa. [lnanoru B Uckyc-
CTBe — LUMPOKasn TeMa, NoJyymBLIas 0COBEHHOe 3ByYaHme
B TBOpYecTBe XyAoXHNKos XX-XXI BB. OHa npegnonaraet
Haanume HeOpPAMHAPHOW CUTYaLMK, NoApasyMeBaroLLen
He ToNIbKO GopMasibHble YepTbl CXOACTBA MeXAY Npous-
BeAeHMAMY. He MeHee BaXKHbIM ABAAETCA MOAYEPKHYTbIN
HOBbIV KOHTEKCT, CKBO3b NMPU3MY KOTOPOro TPaKTyHTCA
naev 1 0bpasbl, CMbIC/IbI U Pa3NNYUMSA NPOU3BELEHNN. AB-
TOP OCBELLAET 3T BOMPOCHI Ha NMPUMEpax TBOPUECKMX M-
anoros [x. Tennopa ¢ T. Xepuko v I'. BurenaHgom.

Knroueswie cnosa: [x. Tetinop, T. Kepuko, I. BuzenaHd,
«AmnaaHmuko», JlaHcapome, no0800HbIl My3el, ckynenmy-
pa, «[nom Jlamnedy3ei», «[1lrom ,Medy3elr”»

Bbl KOHTEKCT, CKBO3b MPU3MY KOTOPOTO TPaKTyHTCS
naev n 0bpasbl, CMbIC/IbI U Pa3ANYNA NPOU3BEAEHNIA.

Cpeav HOBbIX My3€eB MUPa OAUH BbIAENAETCA 0CO-
6EHHO. ITO «ATNAHTUKO» — MY3€el CKyNbNTypbl, pas-
BEPHYTbIV Ha JHE OKeaHa y Nobepexba NCMAaHCKOro
ocTpoBa JlaHcapoTe, Bxogawero B coctaB KaHap-
CKMX OCTPOBOB. 0ABOAHbIV My3€el cTan AOCTonpu-
MeuaTesIbHOCTbHO MaJIeHbKOrO OCTPOBA. IKCMO3ULMS
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npeacTasaeHa Ha rybuHax 10-15 meTpos, 3aHnMaeT
naowaab 2500 mM? 1, noxanyw, NpeTeHAyeT Ha 3Ha-
UMMOCTb HE MEHbLUYIO, YEM CaMu MPOU3BEAEHUS.
BeToHHbIe CcTaTyu U MHOTOPUIYpHbIE KOMMO3MLMM
aBTOpP Mpe3eHTyeT CKBO3b TOJILLY BOAbI. [aliBepbl
COMPOBOXAAKT IKCKYPCUOHHBIE TPYMMbI.

Mopckas Boga NnpenomaseT n3obpaxeHue, u cTa-
TYW KaxyTcs 6onblue CBOEro peanbHOro pasme-
pa. paHano3HOCTb 3aMbicna [xxericoHa ae Kanpec
Tennopa (Jason deCaires Taylor) ', BkatoumBLuero
NMPOCTPaHCTBO Fy6MH OKeaHa B CBOH KOMMO3M-
uuto, nopaxaer. B akcnosnumm Telinopa yHUKanabHO
BCE — 1 caM aHCcaMbab Npoun3BeAeHUn, N n3bpaH-
HOe MecTo € 0C0H0 YNCTON MPO3pPaAUHON BOAOM,
W onpejenéHHas HeZOCTYMHOCTb 3TOW 3KCKAHO3UB-
HOM 3KCMO3UUUKM Ans Bcex. Ytobbl NOOpPOANTL MO
«3anam» My3ses, HEOH6XOAMM KOCTHOM akBajaHru-
CTa v onpesenéHHble HaBblKW MOABOAHBIX NMyTe-
wectuin. Ckopee, 3TO rpaHAMO3HbIN NOABOAHbIN
napk Ha gHe ATnaHTUYeCKOro okeaHa.

Kpome Tonwm Boapl, ewé ogHO cnaraemoe 06-
pa3a 3KCNo3nuum — BpeMsa, CTaBllee aKTUBHbIM
y4yacTHUKOM TpaHcdopmaLmm akcnosnuymmn. Bpe-

1. [OxencoH ge Karipec Ternop/Jason deCaires Taylor (1974) —
B6pUTaHCKWIA CKYBNTOP, CO3AaTeNb NMOABOAHbBIX My3eeB-
napkoB cky/abntyp. MNoaBoAHble My3en Telnopa BXO-
AAT B uncio 25 nyulumx vygec cseta no sepcum National
Geographic.
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MS KaK COaBTOP — AHW, MeCALibl, FTOAbl BHOCAT CBOW
BKN1aZ, B Xy 0XECTBEHHbIV 06pa3 NoABOAHbIX 3KC-
NMOHaTOB, KOTOpPbIE, MOKPbIBaACb KOpasaiamu, Me-
HAOT POPMY 1 CBOW M3HAYabHbIN LIBET.

HoBbI NOABOAHLIN NapK-My3el cpasy NPUBAEK
BHVMMaHWe BO BCEM MUpe, OZHaKO Hanbosnbliee
UMCNO KOMMEHTapMeEB 6bI0 CBA3aHO C TEMOM 3KO-
noruw, Borpocamm 6e3BpesHbIX TeEXHONOMMNi 2. YTo,
BO3MOXHO, ObI10 CNMPOBOLMPOBAHO CAMUM aBTO-
POM, KOTOpPbIW, KOMMEHTUPYS CBOW NPOU3BEAEHMS,
3TOT acnekT CTaBUT Ha NepBOe MecTo. 3a npege-
Namu 0bcy>XaeHna 0CTanca XyAOXKeCTBEHHbIN 06-
pa3 npowu3BeseHnin. BO3MOXHO, 3TO CBA3aHO C TeMm,
YTO B OCHOBEe TBOPYECKOrO MeToAa Tennopa Nexur
He co3zaHne OpUrMHaNbHOW NaacTuyeckon dop-
Mbl, @ baHasbHOe KOMMpPOBaHME METOAOM CHATUA
rMNcoBbIX GOPM C XUBbIX JHOAEN, 3aCTbIBLUUX MO
>XKeNaHwWro aBTopa B TOW MAW UHOK no3e. Ho aanee
aBTOP COEAMHAET KOMUMU B CIOXKHbIE MHOTOPUTYp-
Hble KOMMO3MLUK, U 34eCb OHW OBPETatoT XyAoXKe-
CTBEHHbI CMbIC/ Y SMOLIMOHANbHbIA HaKa.

MnaH My3esd Ha NepBbIA B3rAAj KaXeTca Xao-
T4YHbIM. Ho aBTOp Npegonpesennn Hanpas/ieHue
JABUXKEHWS, HaYano KOTOpPOMY 3aaaroT «[1oBLbI»

2. [x.Tehnop noA4€pKUBaeT, UTO CTaTyun OTAWUTBI U3 CreLm-
a/lbHOrO «MOPCKOro» 6eToHa € HenTpanabHbIM pH, B cocTaB
KOTOPOrO BXOAMWT LLleMEHT, CUVMKOH U CTEKNOBOJIOKHO.

Wnn. 7. Mo0sodHeili my3eli [xelicoHa de Kalipeca Telinopa.

(Los Jolateros). BTucHyTble B y3kme ManeHbkue
NOAOYKWN, OHU MNAbIBYT, 3aKpbIB rnasa, B Hens3-
BECTHOCTb. HO Mx 06pa3bl — 3TO TOYHbIE KOMUMK
MEeCTHbIX MaJbuMLLleK, Ybs XM3Hb Npejgonpesene-
Ha OCTPOBOM, NO3TOMY CyAbba 3TWX repoes 3aBe-
foMo mn3BecTHa. OHW rpebyT, pazmaxmBas pykamu,
3aXkaB B 1aflOHAX KBajpaTHble AOLWEeYKN BMECTO
BEcen. HOCbl UX YTAbIX XEeCTAHbIX JIOA0K YKa3blBaOT
Ha CTpaLLHYtO cueHy — norpebanbHbIN KOCTEP, Ha
KOTOpPOM pacniactaH obHaxXEHHbIN yenosek. Kom-
nosunums HasbiBaeTca «beccmepTHbIl» (Inmortal).
C ppyroi ctopoHbl norpebanbHOro KOCTpa, Ha Ta-
KOM >Ke pacCcToAHUM OT Hero, kak n «[noBubi»,
pacrnonoxeHa OfHa 13 CaMbiX 4paMaTn4eckmx KOM-
no3nunin NoaBoAHOro My3ses. 310 — «noT JSlam-
nepy3bl» (The Raft of Lampedusa), nocBALWEHHbIN
6e3bIMAHHbIM BexxeHLaM, NbiTaBWNMC MOPCKMM
nyTém foctnyb 6eperos EBponbl. HecOMHeHHO,
34,eCb MOXHO YBUAETb AMaNor C Mpou3BeAEHM-
eM Besankoro xuneonucua XIX seka T.XKepwuko 3
«Mnot ,Meay3bl"».

[Awvanoru B nckycctee — LUMPOKas Tema, Noay4ymB-
wan ocobeHHOe 3ByYaHVe B TBOPYECTBE XYAOXHNKOB

3. Teopgop Xepuko / Thodore Géricault (1791-1824), Bbiga-
romnca GpaHLy3CcKuii X1BonuceL, CTOABLUWIA Y NCTOKOB
«poMaHTu3Ma». Ero rpaHgmosHas kapTtuHa «laot ,Meay-
3bl"» CTaNla HoBaLel B UCKYCCTBE CBOEro BPeMeHMU.

XX-XXI BB. OHa npegnonaraeTt Haan4umMe Heopam-
HapHOW CUTyauuun, NogpasyMeBatoLLeli He TObKO
dopManbHble YepTbl CXOACTBa MeXAy Npov3Beje-
HMAMU. He MeHee BaXkHbIM ABAAETCA NOAYEPKHYTHIV
HOBbI KOHTEKCT, CKBO3b MPU3MYy KOTOPOro Tpak-
TyrOTCA naen 1 0bpasbl, CMbIC/IbI U Pa3anymna Npo-
N3BeAEeHUN.

B 1819 roay T.Xepwuko npeactaBua rpaHAnos-
HOe No 3ambICay U MaclTaby npoussegeHne «[i1oT
Meay3bl"», Ha KOTOPOM M300paxKeHbl AN Ha Mo-
Ty B OTKPbITOM OKeaHe nocse KopabiekpyLueHus
¢dperata «Megy3sa». V13 147 yenosek Ha HeynpasAa-
€MOM MA0Ty NOCAEe TPUHAALATY JHEN HaXOXAeHNA
B OTKPbITOM MOpe BbXnau Tonbko 15. Xueonucel,
CMOr nepegaTtb KyJbMUHALNOHHbBIA MOMEHT Apa-
Mbl — OTYaABLUMECA NaccaXupbl gperidytoero
nJoTa 3aMeyvatoT BAanu kopabb. 34ecb BCA Nanu-
Tpa YeNoBeYeCKNX YyBCTB — OT OTPELLEHHOCTM A0
MMMNYNbCOB BO3BPaLLatoLLEeCsA XKMN3HW, OCO3HAHWS
cnaceHuns. Komnosmumo otanyaer gmaroHanbHoe
MoCTpoeHWe 1 NoAYEPKHYTasa ANHaMMKa.

OcobeHHbI Nprém Xepnko — nanto3na Bbl-
X0A4a M3 NPOCTPaHCTBa KapTUHbI: ros10Ba GUIypbl
najatouiero c 6opTa Ha NepBOM MaHe yXoAuUT
3a npegenbl paMbl. 3TOT GPEHOMEH «CyYalHOro
KaZpa», KOTOPbIN No3xe byaeT akKTUBHO MCMNOJb-
30BaTbhCA B XMBOMUCK Nocae nsobpeteHunsa ¢o-
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Torpadum, npoaneBaeT NPOCTPAHCTBO KapTUHbI
B peasbHOe NPOCTPAHCTBO 3puUTeNs, jenas ero
Yy4aCTHUKOM AencTBa.

Cnycta 200 net Telinop BHOBb BEPHY/-
CA K pa3roBOpy O JHOAAX Ha MAOTY, Npe3eHTys
MHoroourypHyto komnosunuuto «laot flamneay-
3a». Co3HaTeNbHO BbIbMpad 3TO Ha3BaHWe, aB-
TOp NoguépkmBaeT ocobeHHOe CO3ByUMe CKBO3b
BeKa 4Yes0BeYeCKON Tpareanun gaxe B MMeHax
06beKkToB.

Opama flamneay3bl pa3birpbiBaeTca B Ha-
cToAlee BpeMs M CBA3aHa C MUTPaLMOHHBIMM
npoueccaMu. ManeHbKU NTanbAHCKNIA OCTPOB
Jlamneaysa ¢ Hauyana XX Beka cTan MecToMm ocTa-
HOBKW HeneranbHbiX UMMUTpaHTOB 13 Adpun-
KW, KOTOpble MAbIIY Ha NepPenoHEHHbIX I0AKaX,
LWAOMNKaX, NA0Tax € Lenbro AocTu4b EBponbl. MHO-
rme u3 Hux normban. Hanbonee cTpawHoe Kpy-
weHne npounsowno B 2015 roay, uepes gsectu
net cnycrta kpyweHus ¢perata «Megysza» — un3
[AEeBATMCOT NaccaXXMpoB CNacAnChb TONbKO ABaj-
LaTb BOCEMb.

Cockanb3biBatolee B BOAY T€O MOOAOTO
MY>XXUMHbI B KOMNO3ULUK Tennopa MOXHO Ha-
3BaTb NOYTU NpsAMON umTaToh ns Xepwuko. Pa-
AOM B 060Unx cayyasx nzobpaxxeéH 6esyyacTtHo
CMaALWMA cTapuk. Ha apyron 6opt — 1 Ha Kap-
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TWHe, N B CKy/IbNTYype — ONupaeTcsa YesnoBek, Bbl-
TAHYB PYKY Y BCMaTpmBaachb B ganab. Uy Xepwuko,
ny Telinopa Ha HOCY NJIOTOB BO3BblWaeTcs Gu-
rypa My>U4uHbl, CMOTPALLEro BNepén. 3Tn nep-
COHaXXW MOYTN UAEHTUYHbI B CBOUX ABUXKEHUAX
n obpasax, HO rnaBHOe — OHW 06pasytoT YETKMe
napannenn n GUKCMpPYOT OCHOBHbIE TeoMeTpuye-
cKve napameTpbl 06enx KOMMO3MLUNA.

B 060ux cayyanax XyAOXKHWUKN COUNM HeobxXo-
AVMbBIM MPUBAEYb B KauecTBe Mogenen Ana CBOUX
NPou3BeLeHN peanbHbiX yYacTHUKOB 3TUX Tparu-
yeckunx anusogos. NHxeHep AnekcaHap Koppe-
ap (Alexandre Corréard) n goktop AHpu CaBUHbYU
(Jean Baptiste Henri Savigny), 6biBLUMe naccaxumpsbl
nnota «Megy3bl», no3npoBanu Xepuko. Ternop
CO3/,aBai CBOW CTaTyu, CHMMas GOPMbl C MUTPaH-
TOB, NepexmBLINX KpyweHue B Jlamneayse. Takum
obpa3om, cTaTyu, OTAUTble MO 3TUM popmam, ab-
CONIFOTHO UAEHTUYHBI XXMBbBIM MOAENAM. 3Ta Nog-
YEPKHYTaA JOKYMEHTaNbHOCTb, MpeAbABIEHHanA
ny6aMyHO B 060Ux cayyasnx, bbiia NCKAHOUNTENBHO
BaXHa aBTopaM. [loCTOBEPHOCTb, KOTOpas Heobs-
3aTeNIbHO ABAAETCH HEOHBXOAMMOCTbIO NPW Co3ja-
HUW XyJ0>XKEeCTBEHHOTO NPON3BEAEHNS, B JaHHOM
cnydae urpana CywecTBeHHY posb.

Oba aBTOpa — COBPEMEHHWKN NpoucLlies-
Wmx cobbITnn. Kaxkablh n3 HUX co3gan obpas 06-

LeyenoBeyYeCcKon BHeBpeMeHHOW Tparegmun. Ho,
HecMoTps Ha onpejenéHHoe CXOACTBO MX MPO-
N3BeAEHW, BEKA, KOTOPble Pa3AensitoT XyL0XKHM-
KOB, KOHEYHO, BHEC/IM CBOW KOpPpPeKTMBbI. Jlroan,
n3obpaxkeHHble TelnopoM Ha nNaoTy Jlamnesyssbl
6e3yyacTHbl. B nx NpoCTbix eCTeCTBEHHbIX M03ax
HeT HM HameKa Ha ApamMaTypruto feincTea, CToNb
CBOMNCTBEHHYO Xepuko.

Pagom ¢ «Inotom Slamneay3bl» Tennop ycraHas-
nuneaer elwé ogHy komno3suumo. OHa Ha3biBaeTcs
«Disconnected», 4TO B KOHTEKCTE JAaHHOM cUTya-
LMW MOXHO TpakToBaTb Kak OTK/JtOUEHME OT pe-
anbHOCTY, 6esyyacTHocTb. CKybNTOP U306pasmn
MY>KUYMHY U XXEHLUMHY, KOTOpble 06HABLINCE, GOTO-
rpadupytoTca Ha doHe Tepnawmx beacTBre nrogen
Ha nnoTy. B aHcambne c «[notom JSlamnegy3bl» 3Tn
CaMOA0CTaTOUYHbIE KOMMO3ULIMM OBpeTaroT 0COObIN
3MOLMOHA/IbHBIN aKLLEeHT.

Ot koMno3uuun «beccMepTHBIN» K LEHTPY 3KC-
no3nuMmn aBTop BbICTpPaMBaeT MepPHOe LecTBUue
ABVIXKYLLENCA TOAMbl. 9Ta MHOTOGUIypHas KOM-
no3numns HasbiBaetca «PybukoH» (Crossing The
Rubicon). ABTop aeknapupyeT KOHLUENLUMIO 3TO-
ro Npov3BeAeHNs Kak npeaynpexaeHue cospe-
MEHHOMY 0OLeCcTBY O NPUBANXKEHNMN €ro K TOUKe
HeBO3BpaTa B AManore C 3KOCUCTEMOM MAaHeThI,
0 6anaHCMpPOBaAHNN MEXAY XU3HbK U CMEPTbIHO.
KoMnosuuma npegcraeaset coboin fecatkm ou-
TYP MY>XXUWH, XEHLUWH, AeTel, yCTaHOBEHHbIX Ha
paBHbIX APYr OT Apyra pacctosaHusax. PoBHble we-
PeHrn, CMMBOAM3UPYOLLME LudpoBOe 0bLecTBO,
ABVXYTCS Bnepés Kk cteHe 30-MeTpoBOM ANVHBI,
ABNAIOLLENCS anneropumen rpaHnLbl Mexay Cum-
BOJIMYECKMMM NPOCTPAHCTBAMM XMN3HN U CMep-
TV. Bce ctatyn nHamemngyannsnposaHbl. Kaxxaas
nepesaér yepTbl KOHKPETHOTO YeNoBeKa, MEPHO
B €4MHOM pUTMe, UAyLero B obLem JH0ACKOM
notoke. Kazanocb 6bl, €CTb HEKOTOpas 0BOLWHOCTb
B 3TOM e4MHOM ABWXeHUU. Ho mexay durypa-
MU — HenpeogoanmMmoe pacctosaHune. Popmanb-
HO OHO HeBennko — npumepHo 1,5-2 meTtpa. Ho
yéTKan reoMeTpuma paccTaHOBKM GUryp sBaseTca
obpa3omM npesonpesenéHHOCTN FPaHnNL, MeXay
NOABMU, NPEoAONETb KOTOPbIE OHW He B CUax.
KT0-TO Ha xofy 4nMTaeT KHUTY, CMOTPUT B Tene-
$OH, KTO-TO MOTpy>KEH B cebs, KTO-TO, 3aKMHYB
roJI0BYy, NblTaeTCA PacCMOTpeTb He6O CKBO3b TOJI-
wy soabl. Ho gpyr gpyra oHu He BUAAT. MHorune
NAyT BNepéa C 3aKkpbiTbiMK rnasamu. Mgesa as-
TOpa, 0603HaUMBLUEr0 CMbICA KOMMO3NLIMK KakK
npeaynpexzeHne o npobiemax 3KoA0rMmn nna-

HeTbl, CMOTPUTCA WMPE N KOPPeNpyeTcs C 3KO-
norvemn TNYHOCTH.

CreHa PybukoHa, K KOTOPOM HanpaBAsAKTCA
repou Teinopa, TOYHO NO cepeAnHe nepecekaet
NPOCTPaHCTBO MOABOAHOIO My3es, pa3jenssa ero
Ha ABe YacTu. B ueHTpe cTeHbl pacnaxHyT OTKPbI-
Tbii nopTan. CMOryT K Nepeceyb 3Ty rpaHuLy
repou Tenopa? ABTOp OCTaBAsieT 3TOT BOMNPOC
OTKPbITbIM.

3a CcTeHOW Lenbli paj pa3pO3HEHHbIX KOMMNO3W-
LM, CUMBOAN3NPYIOLLIMX Pa3/iyHble YenoBeyeckme
nopoku. ®urypbl pacnonoxeHbl B CBOeObpasHOM
«mbpugHom cagy» (Hybrid Garden), B Hauane ko-
TOPOro YCTaHOBJIEHbI CoppeanncTnyeckme Gurypbl
Ntogen-kakTycoB. Bo3aMOXHO, 3TO pecnekT Bblaa-
HoLLEeMyCA ncnaHckomy xyaoxxHuky Cesapy MaH-
puKe — aBTOpY cafa KakTycos, c 6bonee uem 1000
BMA0B 3TOr0 pacTeHuns, KOTopbll, kak u ®oHg, ra-
Nepesa 1 apxuTekTypHble npounssegeHma Cesapa,
ABAETCA OAHOM M3 rNaBHbIX JOCTONPUMeYaTeb-
HOCTeln oCcTpoBa.

Ewé oaHa koMno3uumsa 3a cteHon Pybuko-
Ha, Ha3BaHHas «YenoBeyecknin KPYroBopoT», CO-
cTaB/ieHa 13 Honee yem AByx coTeH GUryp ntogen,
TaK Xe UCMONHEHHbIX B HaTypaJbHYH BEAUUNHY.
34ech ABHO NPOCAEXMBAETCA TBOPYECKUIA Ananor
c l'yctraBom BurenaHgom*, TBOpUeCTBY KOTOPOro
noceswéH OporHep-napk B Ocno. loMnUHaHTON
napkoBoro aHcambns Burenanaa asasetca 17-me-
TPOBbI «MOHOANT», BEPTMKANbHO OPUEHTNPOBAH-
Has KomMno3nuus, o6bEM KOTOPOWN CcOCTaBaEeH U3
6onee 120 puryp. Yenoseueckme Tena n y Bure-
naHga, ny Tennopa TecHATCA, NepenaeTanch B re-
OMeTpuUeckn onpesenéHHolr aBTopamm Gopme.
«MoHoanT» BurenaHga apxnmTeKTOHUYEH U MO-
HyMeHTaneH. B HEM o4eBUAHOE BOCNOMUHaHMe
0 ernneTckux obennckax, pacnpocTpaHuBLLeecs
B MOCNEACTBMN B apxuTekType EBponbl. YcTtaHOB-
NEHHbIN Ha rPaHAMNO3HbIN NOCTAMEHT, OH ABAAETCA
LEHTPOM W JOMUHAHTON apXUTEKTYPHOro aHCaM-
6,15 C NecTHULAMM 1 GAaHKUPYIOLW MU CKYAbMATYP-
HbIMW rpynnamu. Pagom ¢ «MoHonntom» Burenang
yCTaHaBaMBaeT komno3nunto «Koneco XnsHn»,
006bEAVHSAIOLWYH MeHbLLe NepCoHaXxel, HO Haze-
NEHHYIO TOM Xe NNacTUUYeCcKon N CUMBONYECKOW
naeen ABUXEHUS, OYPAEeHUs U KPYroBOpOTa XN3-
HUW. OUrypbl cnieTeHbl U HaxoaATCs BeCKOHEYHOM
BpaLLeHun. Ternop ncnonbsyet GopmanbHO TOT e

4. TycraB Burenang / Gustav Vigeland (1869-1943) — Bbigato-
LUMIACH HOPBEXCKUIA CKYNbMNTOP, TBOPYECTBY KOTOPOTO No-
cBALWEH Mapk ckynbnTyp B Ocno.
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npvém, nomellas durypol atogein B Gopmy Topa, Ho
€ro NepCcoHaXxn aHeMUYHbl U 6e3XKN3HEHHBI, B OT-
INuMe OT MOLLIHbIX U BUTaNbHBIX repoes BurenaHga.
OHM NPOCTO ckNagmMpoBaHbl APYr Ha Apyra, POX-
fas CBOMM BMJOM CKOpee yXac OT HaTypanucTu-
YecKoro n3obpaxkeHns cMepTy, HEXENN UHTepec
K XyZ0XeCTBEHHOMY Npeobpa3oBaHUIO aHTPOMO-
MOp®HbIX GopMm.

TBOpUecknii MeToa, KOTOPbIM NoAb3yeTcs Ten-
Nop — co3gaHne MHOroQUrypHbIX KOMMO3UL A
13 OTPOPMOBAHHbIX KOMUIA XMBbIX JHOAEN — fAB-
NAeTCs 3aBefOMO ONpesenéHHbIM NPenaTCTBUEM
K niacTuyeckomn nHTepnpetaumm ¢opmsl. CBoeo-
6pa3Hble NpeobpaxkeHns aHTPOMOMOPPHbIX KOM-
nosunuuni Terinopa, HECOMHEHHO, MPON30AAYT, HO
B 3TOM Yy>Xe He byaeT 3acnyrn xyfoxHuka. Bpe-
M$, B3TO€ UM B COaBTOPbI, MPOAOAXMUT paboTy
Haz CTaTysiMu1, NOKpPbIBas UX KOPaaaoBbIMU puda-
MW 1 BOAOPOCAAMMN HAacTONbKO, UTO Yepes AecaTu-
NeTne OHW YyTPaTAT CBOMW YepTbl U BpsAj An byayT
BUAHbI MoceTuTensM. Tak Kak oAKaM 3anpeTnim
3aX0AWTb B aKBaTOPUIO My3es CKY/bMTyp, BOAOPOC-
NN 1 Kopanabl byayT yBeANMUMBaATL CBOM KONOHUM
cTpemuTensHo. Ckynbntypa XX| Beka Ha npumMepe
npousseaeHnin [x. Talinopa obpeTtaeT kaTeroputo

KpaTKOBPEMEHHOCTU 1 BbicTpoTeYHOCTU. Ho aTOT
Ananor ckynbnTopa c NpUpoAol Npuaan ocobeH-
HYO XXM3HEHHOCTb M YYBCTBEHHOCTb — TO Kaue-
CTBO B TpaKTOBKe GOpPM, B KOTOpOM Telnnop Kak
6yaTo 6bl NpourpbiBas NP CO34aHUN CKYAbMATYP
CBOWM MpeALLecTBEHHMKAM.

Tema aBTOPCKMX CafoB, MOCBALLEHHbIX MCKYC-
CTBY CKY/bMTYpPbl,— fipKas OTAnYMTEeNbHas 0cobeH-
HOCTb Ky/JIbTYPHOrO 0611Ka MHOTMX €BPOMNENCKMNX
cronuy, Kak npaBuao, BCe OHM OCBALLEHbI UMEHAMM
BEJIMKWNX CKy/IbNTOPOB. Bo ®paHumnmn — napkosble
CKYNbMNTYPHble aHCaMbBAM conpaXeHbl C My3es-
mun O.PogeHa u A.bypaens B lMNapwuxe, B LLseunn
n HopBermm — 3to camocToATesbHble NapKu-mysen
K. Mwunneca B Ctokronbme u I'. Burennarvaa B Ocno,
B FepmaHumn — my3ein B. flembpyka B [yncbypre,
B Mockee — napk «3konorusa» A. bypraHosa. Ce-
roO4Hs B 3TOT NepeyeHb BNucaHo numsa Jx. Tenno-
pa— aBTopa YHWKabHbIX NOABOAHbIX CKYAbMTYPHbIX
aHcambnen: «ATNAHTUKO» — MYy3el CKYNbMATYpbl Ha
AHe okeaHa y nobepexbs ocTpoBa JlaHcapoTe, BXO-
Aauero B coctaB KaHapckux OCTPOBOB, NOABOAHO-
ro myses MUSA B KaHkyHe y nobepexxbs Mekcuku,
noABOAHOWM 3kcno3unumm 6am3 KaHH Ha OpaHuys-
ckoi PuBbepe 1 ap.
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STAVROPOL MEMORIAL BY VUTKE IN THE CONTEXT
OF THE HISTORICAL MEMORY CONCEPT

Summary: The 20th century showed the inconsistency
of ideas about the predictability of historical processes, as
a result of which the idea of the essence of humanitari-
an knowledge was subjected to rethinking. Consequently,
some researchers come to the idea that the aim of histor-
ical science is to preserve historical memory. However, it
is not the memory of past events; we are talking about a
new type of memory. In this interpretation, memory has
its own value as an object, and not just as a way of stor-

At the beginning of the 20th century, Russia
was experiencing a radical transformation in all ar-
eas of the socio-economic and socio-political sys-
tems. The October Revolution gave this process an
incredible impetus: during the severe crisis of the
Civil War, on the one hand, all social institutions
were destroyed very quickly, on the other hand,
a new type of society started to emerge. In diffi-
cult economic conditions and during the uncer-
tainty about the outcome of the Civil War and the
prospects for Bolshevik power, in general, one of
the first steps of the new government headed by
V.Lenin was a plan for monumental propaganda,
which was a total destruction of the monumen-
tal heritage and symbols of the past: renaming
streets, removing signs of the tsarist regime from
squares and erecting new monuments and sym-
bols associated with the Russian and world revo-
lutionary movement in their place. The obelisk in
honour of the 300th anniversary of the Romano-
vs, erected in the Alexandrovsky Garden by archi-
tect S.Vlasiev and then redesigned into an obelisk
in honour of revolutionary thinkers by architect
N. Vsevolozhsky in 1918, is one of the famous and
illustrative examples.

ing a large amount of knowledge about the past. The new
methodology, which developed during the 20th centu-
ry, allows us to look at many monuments of monumen-
tal art from a different point of view, as well as explain
the fate of the Stavropol memorial, erected by O.Vutke
in 1922-1923 and demolished in 1936.

Keywords: historical memory, monumental propagan-
da, architecture, O. Vutke, Stavropol memorial

The Bolsheviks turned out to be very consistent
in implementing this policy, paying great attention
to the process both in the centre and in the most
remote cities of the country. A natural question aris-
es: why, against the background of numerous and
priority tasks facing the party leadership at all lev-
els, was such close attention paid to this area? Why
were military-political issues, development of war
communism economy and construction of monu-
ments among comparable tasks?

One of the possible answers to this question
is based on the study of such a phenomenon as
"historical memory”. This concept, formulated by
M. Halbwachs™ in 1950, is still controversial and is
the subject of interdisciplinary research, arousing
the interest of not only historians, anthropologists
but also psychologists, sociologists, cultural experts
and even literary scholars. In Western European phi-
losophy of history and historiography, primarily in
French and German ones, influential schools of re-
search into historical memory were formed at the
end of the 20th — beginning of the 21st centuries.

1. Halbwachs M., “Collective and Historical Memory.” Access
mode: https://culturolog.ru/content/view/3438/5 (access
date: 08.05.2023)
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Despite the noticeable conceptual and terminolog-
ical differences in the content of “historical mem-
ory” concept, the authors of these concepts have
been insisting that the main subject of history is
not an event but the memory of it, more precisely,
the image that was imprinted on the participants
and contemporaries who lived through it. When the
memory of witnesses of a historical event who have
a connection with the “living past”, the so-called
collective memory, which preserves only what “still
lives or is capable of living in consciousness”?, los-
es relevance and dissipates, historical memory be-
gins to form. According to researchers, the process
of construction/reconstruction of historical memo-
ry comes down to the fact that the memory of the
past is recorded and then transmitted to immediate
descendants and subsequent generations.

This problem of representing ideas about “his-
torical truth” became the central theme of the works
of philosopher and sociologist Pierre Nora. Not lim-
iting himself to the development of the ideas of
French sociologist M. Halbwachs, Nora, when de-
veloping his own concept, synthetically combined
the developments of philosophers and historians of
the second half of the 20th century (analysis of his
works reveals the influence of the Annales school,
structuralism of M. Foucault, etc.). Nora created an
original concept of memory, formulating a new re-
search program. In his works, the second half of the
20th century receives a name that speaks for itself —
the "memorial era” or "worldwide triumph of mem-
ory”3; Nora went down in the history of science as
the founder of the theory of “places of memory”. He
is close to Halbwachs in his approach to interpret-
ing the problem of collective memory and identity,
as well as his understanding of the phenomenon of
memory as a reconstruction of a model of the past.
According to Nora, postmodern society replaces
"authentic memories” with their “careful reconstruc-
tion"#. The so-called “places of memory” — memo-
rial sites, museums, archives, etc., are the basic way
to preserve historical memory.

Also, Nora distinguishes between “places of
memory” and “memorials”, which are created by
official communities and the state. Places of memo-
ry are symbols significant for the nation and events

2. Ibid

3. Nora P. "Worldwide Celebration of Memory" // Emergency
Reserve. 2005. No. 2-3 (40-41).— P. 202

4.  Nora P. "Between Memory and History. Problems of Places
of Memory” // France — Memory. St. Petersburg: St. Peters-
burg University Publishing House, 1999.— P. 29
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of national history associated with them, which
contribute to the self-identification of society and
can form the basis of its unification. Memorials
are places of official memory, a representation of
official history, which Nora calls “places of una-
nimity in the absence of unity”°. He emphasises
that in postmodern society, collective memory is
formed by the state, its elite, operating on a cer-
tain historical and generational experience. They
not only purposefully organise “places of memo-
ry” but pragmatically benefit by forming models
of the past that are recorded in the collective con-
sciousness. Collective memory, being subjective in
nature, can be subject to “processing”, with the re-
sult that as soon as a historical event imprinted in
the memory of social groups turns into a nation-
al holiday, it becomes a place of official memory.
Thus, “places of memory” become one of the ways
of identity formation.

There is no doubt that in the 20th century, dur-
ing a period when society went through a number
of serious sociocultural changes, the process of pre-
serving the memory of a historical event took on
a different character — it was not so much about
preservation as about the semantic filling of histor-
ical memory in relation to some particular event.

The above studies and concepts allow us to take
a different look at a number of architectural monu-
ments of the 20th century, including the history of
the memorial erected on Alexandrovskaya Square
in the centre of Stavropol in 1922-1923; it fell into
disrepair by the mid-1930s and was demolished in
1936. The reasons for this attitude towards the me-
morial, which served as the resting place of more
than 100 Red Army soldiers who died in the first
years of the establishment of Soviet power (later,
the crypt became a mausoleum for the secretary of
the Stavropol provincial committee, I. Dunaev), are
difficult to reliably establish. It can be assumed that
there were some urban planning projects, with the
implementation of which the memorial could have
interfered; the cause of destruction and desolation
could have been short-lived materials — for exam-
ple, the foundation was built from quarry stone,
bent rails served as ceilings for the vault, and the
decor was cast from plaster. At the same time, it is
difficult to imagine that the party authorities of the
region would allow the complete destruction of an
ideologically significant object only for the above

5. lbid, p.29

Il 1. Mass grave. The author of the memorial is O.A. Wutke. photo 1920s, Stavropol, Alexandrovskaya Square

reasons in a region where the establishment of So-
viet power took place with great difficulty.

One of the most difficult periods in the Stav-
ropol Territory occurred between 1918 and 1920:
the heterogeneous social and ethnic composition of
the population of the province provoked different
sentiments and armed clashes, which complicated
the formation of a unified government. As a result,
the establishment of Soviet power was accompa-
nied by Bolshevik terror against both the residents
of the region and Cossack settlements®. The Terek
armed uprising of the Cossacks was the response
to Bolshevik policies, and Stavropol went from the
Red Army to anti-Bolshevik military formations sev-
eral times over the course of two years. In July 1918,
in his note addressed to Stalin, Military Commissar
of the Stavropol province Morozov reported: “Mass
fluctuations are the face of the political structure of
the entire province... It is difficult to instill the ide-
as of the struggle for poverty"”.

A year after the end of the Civil War in the South
of Russia, there were still a large number of reports
of cases of banditry, sabotage, and victims on both

6.  Sukhanova N.!. “Stavropol Region During the Civil War (1918—
1929)" [Electronic resource] URL: https://cyberleninka.ru/
article/n/stavropolie-v-gody-grazhdanskoy-voyny-1918-
1920-gg (access date: 02.05.2022)

7.  State Archive of the Stavropol Territory, fund 678, list 2,
file. 43, p. 72.

sides in Stavropol periodicals® for 1921-1922. In a
situation of political instability, a new government
has a natural need to form a new type of conscious-
ness among the population. For this purpose, the
Stavropol Provincial Executive Committee decided
to erect a memorial complex in the centre of Stav-
ropol at the end of 1921 by analogy with the plan
for monumental propaganda. Preference was giv-
en to the project of Moscow architect Oleg Vut-
ke — one of the masters of the Soviet architectural
avant-garde, author of the programmatic work of
constructivism — the Smolensk Communal House,
professor, dean of the Moscow Architectural Insti-
tute. The authorship of the memorial was previous-
ly traditionally attributed to another architect, and
the creation of the bas-reliefs to architect Lavroy;
however, a detailed analysis of the identified sourc-
es, as well as a careful study of the architect’s crea-
tive method, made it possible to correctly attribute
the author of the monument?.

8.  "Onthe Construction of the Monument” // Power of the So-
viets.— 1922.— No. 787.—P. 3, “On the Construction of the
Monument” // Power of the Soviets.— 1923.— No. 825, Jan-
uary 10.—P. 2, "On the Construction of the Monument at
the Mass Grave"” // Power of the Soviets.— 1923.— No. 855.

9.  ShchekochikhinaE. V. “The Problem of Authorship of the Me-
morial Monument-mound in Stavropol” // Problems of At-
tribution of Works of Art. Collection of materials of the All-
Russian Scientific Conference.— St. Petersburg: NIM RAH,
2022 —P. 332.
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Vutke used motifs from various cultural memo-
rial traditions — the burial was a spherical earth-
en mound with an internal gallery, the entrance to
which was decorated with a kind of portico. The
entrance opening was flanked by powerful cubic
blocks. On these blocks, a monumental wide attic
with carved inscriptions was installed. The mound
was crowned with an oculus, or skylight, to which
two narrow staircases led on either side to the top
of the mound (lll. 1).

It is difficult to talk about the internal structure of
this space due to the absence of drawings or plans
in Vutke’'s personal archive. However, it is known
that the vault of the internal space was a ceiling of
three rails supported by five half-pilasters and side
abutments. According to the recollections of eye-
witnesses cited by local historian G. Belikov, we can
conclude that there was a human-sized sculpture
depicting “either a Red Army soldier or a worker”
inside the gallery under the oculus. Thus, a light
beam could fall on it from above and create a pow-
erful visual effect.

On May 1, 1923, the opening of a kind of pan-
theon of those who died “in the great battle of la-
bour and capital” " took place. The opening was
accompanied by a mass meeting. The archival pho-

10. “Opening of the Monument at the Mass Grave” // Power of
the Soviets.— 1923.— No. 913, May 1.—P. 2.
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Ill. 2. Photo from the collections of SGMZ of. 30131, photo 1920s

to shows a crowd of people, the solemnity of the
decoration of the memorial; the number of banners
is amazing (Ill. 2).

Analysis of this architectural object in its histor-
ical context allows us to say that the construction
of the memorial was directly related to an attempt
to form a new historical memory in the sense as
Jan Assmann understands it, namely, an attempt
to form the so-called cultural memory, which is the
basis for identifying a group as a cohesive society,
cultural memory — institutionalised, approved by
the state, mythologizing the past of society, ad-
dressed primarily not so much to living witnesses
of what is happening but always to descendants. It
is this work “with material” that the Stavropol mon-
ument demonstrates to us, being living evidence of
an attempt to form new attitudes through the or-
ganisation of a “place of memory” — a kind of mne-
motope, a place of memory and burial of the bodies
of "martyrs” for the new world, a place where oaths
of allegiance to the common cause of the revolu-
tion were taken.

It is known that on the attic, above the entrance
to the “crypt”, poetic lines were engraved, which di-
rectly testify to the purpose of erecting this memori-
al —the formation of that very new cultural memory:

“The names of nations will be forgotten, useless
tablets will crumble,

But the banners that you held at the hour of
death will retain their shine.

In millennia, the memory of the steadfastness of
past generations will not die,

Of those who overcame black oppression and
brought the world to golden centuries...

We did not create the monument for ourselves,
and not for those whose bones it preserves.

We just want our children to know

That the will of a collective is granite.”

When working on a monument, in addition to
the visibly embodied image of memory, the multi-
layered nature of which we spoke above, the archi-
tect represents the idea of collective will through
tightly welded multi-figure compositions of bas-re-
liefs. The images of workers and peasants — male
figures with naked torsos, express the limit of phys-
ical and emotional stress. Thus, plastics become
here an image of that very granite will of the col-
lective, a symbol of resistance, determination and
overcoming.

The entire figurative structure of the memori-
al works for the same idea of universal grandiose
cohesion: the power of pure geometric volumes is
visibly emphasised — the sphere-dome, monumen-
tal cubic elements, the huge rectangle of the attic
raised high above them; the faceted plasticity of the
columns, the rigid bend of the abacus enhances the
impression. The volumes do not dominate each oth-
er; however, all elements have an even monumen-
tal perception, representing an ideally completed
geometric architectural composition.

The inscription on the monument, the architectur-
al design of the memorial and the artistic composi-
tion of the bas-reliefs — everything is subordinated
to a single image, which has a complex structure
of various elements: glorification of victims, under-
standing of man as a unit of socialist society, appeal
to future generations. This image was supposed to
form the basis of a new cultural memory that would
unite society.

Nevertheless, as mentioned above, the burial
site fell into disrepair, and the memorial was com-
pletely demolished in 1936. The ashes of those who
died for the Soviets were transferred outside the city
to the territory of Holodniy Ruchey, where several
honoured residents of Stavropol ™ were executed
during the period of the Red Terror of 1918-1919.
After 1945, a memorial complex appeared on this

11.  Surguchev I. D. Bolsheviks in Stavropol.— Rostov-on-Don:
A.Popov, 1919.—P. 32;

site, dedicated to a completely different period of
national history — the Great Patriotic War.

Thus, the history of the Stavropol monument
clearly illustrates R. Koselleck’s assertion that the
factuality of a past event does not coincide with
what actually happened in its totality. An attempt
to present the events that actually took place in the
Stavropol region as an ideologically biased com-
memorative element of the newly formed cultur-
al memory failed.

The lack of clear reasons to explain the oblivion
of the Stavropol mnemotope as well as modern re-
search by specialists in the field of historical memory
formation suggest that the reasons for the desola-
tion of the memorial lay not in the area of techni-
cal problems but much deeper. In order to identify
them, let us turn to the research of P.Ricoeur, who,
having applied the methods of psychoanalysis to
the study of the mechanisms of collective memo-
ry, introduced such concepts as trauma, loss, grief,
and also defined three types of “wrong” memory:
delayed, manipulated and memory with which "vi-
olent” actions were committed. Negative collec-
tive experiences associated with the collective loss
of value concepts result in mourning ceremonies in
which the nation unites. “It is precisely the bipolar
structure of personal identity and communal iden-
tity that ultimately justifies the extension of Freud's
analysis of grief to the trauma of collective identity.
Here we can speak, resorting not only to analogy
but also directly to the concepts of psychoanaly-
sis, about collective traumatism, wounded collec-
tive memory." 2

This methodological approach, applied to the
Stavropol monument, offers an explanation of both
the reasons for the construction and the subsequent
oblivion of the Stavropol monument. The memori-
al was erected with the goal of uniting the popula-
tion based on the heroics of the Civil War. However,
it turned out to be impossible to do this since the
Civil War itself split the country: “What creates glo-
ry for some is a reproach for others,” which means
that “for one side it is a triumph, for the other itis a
curse” 3, That is why, in the 1930s, the country’s po-
litical leadership began to gradually look for factors
that could form the basis of the “construct” of his-
torical memory, which would not split but cement
society, which would manifest in various aspects of
the policy pursued by the country’s leadership in

12. Ricoeur P. Memory, History, Forgetting.— 2004. P. 116
13. Ibid, p.114

27



the field of science and culture. In this context, criti-
cal rethinking of academician M. Pokrovsky's histor-
ical concept and the literary fate of poet Demyan
Bedny, who allowed himself to criticise the “Russian
past” in his play, and other examples'* are indicative.

The memorial, erected in 1922-1923, during the
period of the "ideological turn” — the formation of
“national Bolshevism”, could have turned out to be
unnecessary, moreover, an ideologically harmful ob-
ject. The transfer of the remains of the heroes of the

Civil War was accompanied by the construction of
a new memorial after 1945 representing the theme
of victory in the Great Patriotic War. Based on the
traditional values of national culture: a military feat
in the name of defending the Fatherland, the ap-
peal to perpetuate the events of the Great Patriot-
ic War really turned out to be a unifying factor that
have been forming the basis for the development
of national historical memory up to the present day.
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CTABPOMONLCKN MEMOPWAJ O.A. BYTKE
B KOHTEKCTE KOHLEMLIW MCTOPUNYECKOW
NAMATU

AHHomayusA: Bek XX nokasan HeCoCToATENbHOCTb
naen o NpeacKkasyemMocTv UCTOPUYECKUX NMPOLLeCCOB,
B pe3y/bTaTte Yero 66110 NOABEPrHYTO NEPeOCMblC/e-
HUIO NpeacTaBAeHNE O CYLLHOCTU T'yMaHWUTapHOrO 3HaHWS.
B pe3ysnbTaTe yacTb UccnesoBaTenein NPUXoOAUT K MbICU
O TOM, UTO 3ajayelt UCTOPUYECKOW HayKun SBASETCSA CO-
XpaHeHWe nctTopuyeckon namaTn. Ho namaTu He B Kade-
CTBE «BOCMOMMWHAHWA» O COBBITUAX MPOLUAOTO, peyb NAET
O HOBOM TUMe NamaTW. B 3Tol MHTepnpeTaLmm NamsTb
MMEEeT CaMOCTOATENbHYHO LLIEHHOCTb B KayecTBe o6bek-

Poccna Havana XX Beka nepexuBana KOpeHHYH
TpaHchopMaLmio BO Bcex obaacTax coumanbHO-
3KOHOMMYECKOM 1 06LEeCTBEHHO-MOJINTNYECKON
cuctembl. OkTABpPbCKas peBotoLMSA Npugana 31o-
MYy MpoLeccy HEBEPOATHYHO ANHAMUKY: B XOA€ T-
Xenenwero kpusnca MpaxxgaHcKom BOVHbI, C O4HOW
CTOPOHBI, BykBanbHO Ha rnasax paspyLlannce Bce
06LLeCTBEHHbIE MHCTUTYTbI, C APYrol CTOPOHBI, 3a-
poXAanock obLLecTBO HOBOFO TUMa. B Taxkenenwwmnx
3KOHOMMYECKMX YCNIOBUSAX, B YC/IOBUAX HEOMPEAENEH-
HOCTW UTOroB [paxksaHCKON BOVHbI U, B LLesIOM, nep-
CMEeKTNB BONbLIEBUCTCKON BAACTU, OAHUM U3 NEPBbIX
LuaroB HOBOrO NpaBuTesibcTBa BO rnaee ¢ B. V. flenu-
HbIM CTaHOBUTCS NAaH MOHYMEHTaNbHOM NponaraHapbl,
KOTOPbIV NPeACTaBAsN COBOM TOTa/IbHOE YHUUTOXE-
HMe MOHYMEHTaIbHOro HacaeAns U CUMBOJIOB NPO-
LUIOrO: NepenMEHOBaHNE YL, yaaneHue C naoLLaien
3HaKOB LLAPCKOro pexviMa v BO3BeJeHre Ha UX MecTe
HOBbIX MOHYMEHTOB W CUMBOJIMKW, CBA3aHHON C pOC-
CUACKMM Y MMPOBBIM PEBOJTFOLMOHHbBIM ABUXKEHNEM.
OZHVM 13 N3BECTHBIX M NOKa3aTeNbHbIX MPUMEPOB
ABnsetca obenvck B yectb 300-netns PomaHOBbIX,

Ta, @ He TO/IbKO KakK cnocob xpaHeHus 60/bLIoro o6bvéma
3HaHUN O npoLwioMm. Hosas MeToA0N0rnA, passuBaBLUa-
aca B TeueHne XX BeKa, NO3BOAET B3rNAHYTb Ha MHOIne
NaMATHUKN MOHYMEHTaNIbHOIo UCKyccTBa C WHOW TOUKM
3peHus, a Takxke 06bACHUTL cyabby CTaBpOnoOAbLCKOro
memopwuana, sossegéHHoro O. A. Bytke B 1922-1923 ro-
Aax v ankenamposaHHoro B 1936 rogy.

Knroyessie cnosa: ucmopudeckas namame, MOHYMeH-
maneHas nponazarda, apxumekmypa, O. A. Bymke, Cmas-
ponosibckuti MmemMopuan.

BO3BEAEHHbIV B ANeKCaHAPOBCKOM Cajly apXMTEKTO-
pom C. A. BnacbeBbiM, NepesenaHHbIli apXUTEKTOPOM
H. A.BceBonoxckum B 1918 roay B 06enmck B YecTb
PEBOIIOLMOHHBIX MbICAUTENEN.

BosbleBnkM okazannce oueHb NocaeoBaTeslb-
HbIMW B peanunsaLmm 3Tol NOANTUKN, yaenss 60b-
LIOe BHUMaHMe NpoLeccy 1 B LEHTPe, U B CaMblX
yAaNEHHbIX ropofax cTpaHbl. Bo3HvKaeT ectecTBeH-
Hbli BONPOC: NoyeMy Ha GOHe MHOTrOUYMCAEHHbIX
M NepBooOYepesHbIX 3aa4, CTOABLUNX Nepes nap-
TUNHBIM PYKOBOACTBOM BCEX YPOBHEMN, 310N cdepe
YAENAN0Chb CTONb NPUCTaAbHOE BHMMaHMe? MNouemy
B UMC/le COMOCTaBMMbIX 33,24 OKa3blBatOTCS BOEHHO-
NoANTMYECKME BOMPOCHI, MOCTPOEHNE SKOHOMUKM
BOEHHOro KOMMYHMW3Ma 1 COOPY>KEHWNE NaMATHNKOB?

OZaVH 13 BO3MOXHbIX BapMaHTOB OTBETa Ha 3TOT
BOMpOC 6a3mpyeTcs Ha M3y4YeHUN Takoro sIBJEHUS,
KakK «McTopuyeckas namaTb». ITo NoHATMe, cdop-
myanposaHHoe B 1950 rogy M. XanbbBakcom', o

1. XanbbBakc M.KonnektmBHas 1 ncrtopuyeckas namstb. Pe-
UM goctyna: https://culturolog.ru/content/view/3438/5
(aaTa obpalyeHns 08.05.2023).
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CEroAHSLLIHEro AHA ABAAETCA ANCKYCCUOHHBIM U CO-
CTaBAfAET NpeAMeT MEXANCLMMANHAPHBIX UCCNef0-
BaHWI, BbI3blBafg MHTEPEC He TONbKO MCTOPUKOB,
aHTPOMO/IOrOB, HO W NMCUXOJIOrOB, COLMONOTOB, KyJlb-
TYPOJOroB 1 faxe nntepatypoeesos. B 3anagHoes-
ponewickon dbunocodumm nctopum n nctopuorpadun,
npexze BCero BO GpaHLLy3CKOl 1 HEMELIKOM, B KOH-
e XX — Havane XX| Beka cbopmMmnpoBanmcb BaAnA-
Te/IbHble LIKO/bl MO NCCNEL0BAHUIO NCTOPUYECKON
namsaTn. HecMoTps Ha 3aMeTHble KOHLeNTyasbHble
N TEPMUHONOTMYECKME PA3INUNA B COAEPXKaHWN MO-
HATUA «<MCTOPUYECKas NamAaTb», aBTOPbl 3TUX KOH-
Lenumin HacTauBaam 1 NPOAOKAKOT HacTamBaTh Ha
TOM, YTO FNaBHbIM MPEAMETOM UCTOPUN ABAAETCA He
CObbITUE, @ NaMATb O HEM, TOYHee, TOT 0bpas, KoTo-
PbI 3aneyaTiieNncs y nepexunBLUNX ero y4yaCcTHUKOB
1 coBpeMeHHUKoB. Korga xe namsaTtb cBuAeTenen
NCTOPUYECKOTO COBBITUSA, UMEIOLLMX CBA3b C «KM-
BbIM MPOLL/IbIM», TaK Ha3blBaeMas KOJIeKTUBHas na-
MSATb, COXPaHAIOLLIAA TONbKO TO, UTO «eLLE XNBET NN
CNOCOBHO XWTb B CO3HAHUW» 2, TEPAET aKTyalbHOCTb
1 paccemBaeTcs, HaunHaeT GopMUPOBaTLCS NaMATb
ncropmyeckas. lNpouecc KOHCTPYKL MK/ PEKOHCTPYK-
LUN NCTOPUYECKOW NaMATH, MO MHEHWUIO UCCes0-
BaTesIei, CBOAUTCA K TOMY, UTO MamsTb O NMPOLLIOM
burkcnpyeTcs, a 3aTeM TpaHCANPYETCA Hernocpea-
CTBEHHbIM MOTOMKaM, NOCAEAYHOLLMM MOKOAEHUAM.

JTa npobiema penpeseHTaLmm NpeacTaBAeHNA
06 «MCTOpUUECKON NpaBae» CTasa LLeHTPasbHOM
Temon pabot dmnocoda n coymnonora M. Hopa. He
OrpaHnYMBasCb pasBuUTMEM naen GpaHLy3CKoro
coumonora M. XanbbBakca, Hopa npu pa3spabotke
COBCTBEHHOM KOHLEMLUUN CUHTETUYECKU COEANHUN
HapaboTku kak ¢pnNocodoB, Tak 1 NCTOPMKOB BTOPON
nonoBuHbl XX Beka (aHann3 ero paboT nossosseT
BbIABUTb BAMAHME «LLIkonbl AHHanoB», CTPyKTypa-
nm3ma M. ®yko n 1.4.). . Hopa co3aan opurnHanb-
HYHO KOHLenuuio namatv, cGOpMyIMpoBaB HOBYHO
nccneaoBaTenbckyto nporpammy. Bropas nonosu-
Ha XX Beka B ero paboTtax nosy4aet ropopsiiiee
Ha3BaHWe «MeMOpPUabHOM 3MOXU» NN «BCEMUP-
HOro TopxectBa NamaTu»3, a cam . Hopa Bowwén
B MCTOPUIO HayKM KaK OCHOBOMOJIOXHUK TEOPUN
«mecT namatu». C M. XanbbBakcom ero cbamxaet
NOAXOJ, K UHTepnpeTaunmn npobaembl KONNEKTUB-
HOW NaMATV U UAEHTUYHOCTK, a TaKXKe NOHUMaHue
beHomeHa NamaTh Kak BOCCO34aHNA MOAenun npo-
woro. CornacHo IM. Hopa, 0bLiectBo 3noxu NocTmo-

2. Tam xe.
3. Hopa N.BcemupHoe Top>xectBo namatv // HenpukocHoBeH-
HbIY 3anac. 2005. N2 2-3 (40-41). C. 202.
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AepHa 3aMeLlaeT «MoAJNHHbIE BOCMOMUHAaHUA» UX
«TLWATeNbHON PeKoHCTPYKUMer» 4. ba3oBbiM cnoco-
H6OM COXpaHeHUs UCTOPUUYECKON NaMATU CTaHOBSATCS
TakK Ha3blBaeMble «MecTa NamsaTv» — MemMopuanb-
Hble MecTa, My3eW, apxmBbl U T.A.

. Hopa pa3nnuaeTt Takxe «Mecta naMaTn» n «Me-
MOpWMabl», KOTOpble CO34atoTCA OPULManbHbIMU CO-
obLectBamu 1 rocysapcTsom. «Mecta naMsaTn» — 310
3HauYMMble A5 HAL UKW CUMBOJbI U CBA3AaHHbBIE C HUMM
CO6bLITUA HaLlMOHaNBbHOW UCTOPMM, KOTOPbIE CNOCO6-
CTBYIOT CaMoungeHTndMKaumm obLectsa n MoryT neyb
B OCHOBY ero ob6besnHeHna. Memopwuanbl — mMecTa
odumuUManbHOM NamMATH, NO CyTU — penpe3eHTauus
oduumanbHom nctopmm, kotopsle M. Hopa HasbiBaeT
«MEeCTaMmn eMHOAYLINA NPW OTCYTCTBUMN €4UHCTBa» .
OH noguépkmBaert, 4To B 06LLECTBE NOCTMOAEPHA
KONNEKTUBHAA NaMaTb GOPMUPYeETCa rocysapCTBOM,
€ro 3/IMTON, ONepupyoLLern onpeaenéHHbIM NCTOpPU-
YEeCKUM M NOKONIEHYECKMM OMNbITOM. OHU He TObKO
LiesleHanpaBieHHO OPraHM3yoT «MecTa NaMAaT», HO
nparMaTMYHO M3BAEKAOT NOAb3y, GopMUpysa Mo-
Aenv npowwnoro, GukcMpyromecs B KONNEKTUB-
HOM co3HaHuWn. KonnekTnBHaa namate, byayum no
npvpoae cy6bbekTUBHOM, MOXET NOoABEpraTbcs «0b-
paboTke», B pe3y/ibTaTe Yero Uctopuyeckoe cobbi-
TWe, 3aMeyaT€HHOe B NaMATU COLMaNbHbIX FPynm,
npespallaeTcs B ObLLeHaLMOHaNbHbIN NPa3gHUK,
CTaHOBACb MeCTOM oduLManbHON NamaTn. Takum
obpa3oM, «mecTa NaMATU» CTAHOBATCA OAHUM U3
cnoco6oB GOPMUPOBAHNA NAEHTUYHOCTU.

He npeactaBnfetr cOMHeHUA, UTo B XX Beke,
B Mepuog, Korga obLwecTBO NPOXOAMAO LeNbIn paj
CEPbE3HbIX COLMOKYNbTYPHbIX TOMOK, MPOLLECC CO-
XpaHeHWs NamsaT 06 NCTOPUUYECKOM COBbITUM Npu-
obpeTaeT NHOW xapakTep — peyb byaeT naTK He
CTONIbKO O COXPaHEHWMU, CKOJIbKO O CMbICIOBOM
HaMoJIHEHUN UCTOPNYECKOM NaMATV B OTHOLLIEHWUN
Kakoro-nn6o cobbiTms.

BoiwenpuBeaéHHble nccnegoBaHNA U KOHLUEmN-
LMW NO3BOASIOT MHaUe B3MNAHYTb Ha LieNblid paj
APXMTEKTYPHbIX NaMATHMKOB XX Beka, B TOM 4uC-
Jle NICTOPUI0 MeMopurana, BO3BEAEHHOIO B LEH-
Tpe CtaBponons Ha AnekcaHApOBCKOW naoLwaam
B 1922-1923 rogax, npuweglero B yrnasok K cepe-
avHe 1930-x n cHecéHHoro B 1936 rogy. MNpuymnHsl
TaKOro OTHOLLEHUS K MEMOpUany, Cay>XKUBLLIEMY Me-
CcTOM ynokoeHus 6onee 100 kpacHoapMeliLeB, No-

4.  Hopa M. Mexay namatbto n uctopueint. Npobaematmka
mecT namatv // ®panHuns — namatb. CM6: M3a-Bo CaHkT-
MeTepbyprckoro yHueepcuteta, 1999. C. 29.

5. Tamxe

rMbLINX B NepBble rofbl ycTaHOBAeHUS COBETCKOM
BNaCTK (NO3Xe CKaen CTaHOBUTCA MaB3oJeem AnA
cekpetaps CraBpononbckoro rybkoma M. lyHaesa),
JOCTOBEPHO C/IOXHO YCTaHOBUTb. MOXHO npes-
NONIOXNTb HaAN4umMe Kaknx-1mbo rpafgocTponTeb-
HbIX NMPOEKTOB, peann3aLmm KOTOPbIX MeMopuan
Mor 6bl momeLlaTb, MPUUYMHONM pa3pyLleHus 1 3a-
NyCTeHUs MOTAN CTaTb HeAONTrOBEeYHble MaTepua-
Nbl — Tak, PyHAaMeHT 6bin BO3BeAEH M3 ByTOBOrO
KaMHS$, NepeKpbITUAMN CBOAA CNAYXWUAWN COTHYTblE
penbCbl, Aekop 6bln OTAUT U3 runca. [Mpu 3Tom CoX-
HO NMpeaCcTaBUTb, YTO NapTUIHbIE BAACTW Kpas AO-
nycTuau 6bl NOAHOE pa3pyLLUeHUe NAe0N0rnYecKku
3HauMMoro obbekTa TOAbKO B CUAY BbilleyKa3aH-
HbIX MPUYMH B pervoHe, rae ycraHosneHune Coet-
CKOWM BNACTU MPOXOAMNIO0 U TaK € HONbLUNM TPYAOM.

OpvH 13 cambIx CIOXHbIX Nepnogos B CTaBpo-
nosbCcKoM Kpae npuwéncsa Ha 1918-1920 roapl: pas-
HOPOAHbIV COLMaNbHbIA U HAaLMOHaNbHbIA COCTaB
HaceneHus rybepHnn NpoBOLIMPOBaN pPa3anNydHbIe
HaCTPOEHMA N BOOPYXEHHbIE CTONKHOBEHWSA, UTO
YCNOXHANO GOPMUMPOBaHMNE eANHOTO NPaBUTENb-
ctBa. Kak pe3ynbrat — ycraHoBneHue Bnactn Cose-
TOB COMPOBOXAaN0Ch 60NbLLIEBNCTCKUM TEPPOPOM
B OTHOLLEHUN U XUTENEN paoHa, 1 Ka3a4bux Mno-
ceneHnin®. OTBEeTOM Ha HObLIEBUCTCKYHO MOANTUKY
ctano Tepckoe BOOPY>XEHHOE BOCCTaHMe Ka3a4ecTsa,
a cam CTaBpoOmno/ib B TeUeHME ABYX €T HECKONbKO
pa3 nepexoana u3 pyk B pyku ot KpacHon Apmun
K NPOTMBOHO/IbLLIEBUCTCKMM BOUHCKUM GOPMUPO-
BaHuAM. B ntone 1918 roga B cBOEM 3anmcke Ha UMs
W. CtanvHa BoeHHbI komuccap CTaBponoibCKOW
rybepHumn Mopo3oB coobuaet: «MaccoBble Koe-
6aHus — BOT QU3MOHOMMSA MOAUTUUECKOFO YKaza
uenon rybepHuu... TpyaHo nNpuBMBaTh Maen 60pb-
6bl 33 BbegHOTY» .

Yepes rog nocne okoHYaHusA MpaxaaHCcKon BO-
Hbl Ha FOre Poccuun, B CTaBpOMNOAbCKMX Nepuoam-
yeckux naaaHmax® 3a 1921-1922 roabl BCE eulé
BCTpeyaeTcs 60/bLIOe KONMYECTBO COOOLLEHNN
0 cayyasx baHaMTM3Ma, caboTaxka n BpeanTenb-
CTBa, a Takxe >XepTBax ¢ 06eunx cTopoH. B cutya-
LMW NOAUTMYECKON HECTabUNbHOCTM Y HOBOW BAACTK
BO3HMKaeT 3aKOHOMepHas HeobXxoaMMoCTb GopmMu-

6. CyxaHoBaH.W.CraBpononbe B rofbl rpaxgaHckon BOn-
Hbl (1918-1929 rr.) [DnekTpoHHbIV pecypc]. URL: https://
cyberleninka.ru/article/n/stavropolie-v-gody-grazhdanskoy-
voyny-1918-1920-gg (gata obpaieHns 02.05.2022).

7. TACK, ¢.p. 678, 0n.2, 4.43, 0. 72.

8. K noctpoiike namaTHvKa // Bnactb CosetoB. 1922. N2 787.
C. 3; K noctpowike namsatHuka // Bnacte CoseToB. 1923.
Ne 825, 10 aHB. C. 2; K coopyxeHunto namaTHMKa Ha bpat-
ckou morune // Bnactb CosetoB. 1923. N2 855.

POBaHWA y HaceNeHWs HOBOro TUMa co3HaHua. C 3Tol
Lenbto, MO aHaAormn C NAaHOM MOHYMEHTaNbHOM
nponaraHAabl, B KoHUe 1921 roga CTaBponoabCkmii
rybrcnoskoM NpUHMMaeT peLleHe O BO3BeEeHMM
MeMOpU1anbHOro KomrnJekca B LieHTpe CtaBponoss.
MpeanouTteHne oTAaéTCA NPOEKTY MOCKOBCKOTO ap-
xutekTopa Onera Anekceesnya Bytke — ogHoro u3
MacTepOB COBETCKOro apXMTeKTYpPHOro aBaHrapaa,
aBTOpa NPOrpaMMHOro NPOU3BEAEHNS KOHCTPYKTU-
Br3Ma — CMOJIEHCKOTO AoMa-KOMMYHBbI, Npodeccopa,
AekaHa MOCKOBCKOro apXmTeKTYpHOro UHCTUTYTa.
ABTOPCTBO MEMOpUana paHee TPAAULMOHHO NPUNHn-
CbIBaNIOChb APYrOMy apxXMTEKTOpPY, a co3jaHune bape-
nbedoB —apxmTekTopy JlaBpOBY, OAHAKO AeTasbHbIi
aHanun3 BblAB/JIEHHbIX MCTOYHWKOB, a Tak)Xe BHMMa-
TeNbHOe nccaefoBaHVe TBOPUECKOro MeToja ap-
XUTEKTOPa NO3BOAUAN NPaBUIbHO aTpnbyTnpoBaThb
aBTOpa MOHymMmeHTa®.

O. A. ByTke Mcrno/ib30Baa MOTUBbI Pa3INUHbIX
KYyNbTYPHbIX MEMOPUWabHbIX TPAaAULMA — 3aX0p0-
HeHWe NpeaCTaBAsno cobor chepryeckyto 3eMAAHYHO
HacbINb C BHYTPEHHEN ranepeei, BXo4 B KOTOPYHO
6611 odopMIEeH CBOeOBPa3HbIM NOPTUKOM. BxoaHoM
NPOém Bbln GAaHKMPOBaH MOLLHBIMU KyBrnuyeckumm
610kamu. C onopoi Ha 3Tn 6J10KM BO3HOCUACS MO-
HYMEHTaNbHbIV LWMPOKMI aTTMK C BbIOUTBIMU Hagnn-
camu. KypraH BeHYan OKyarC, Wiv CBETOBOE OKHO,
K KOTOpOMY Mo 06enM CTOPOHaM Ha BEPLUMHY Kyp-
raHa Benu ABe y3Kue necTHuubl (ua. 1).

CNOXHO roBOpPUTb O BHYTPEHHEM YCTPOWMCTBE 3TO-
ro NPOCTPaHCTBa B CBA3M C OTCYTCTBUEM B JIMUHOM
apxuse O.A. ByTke uepTexen nam kakux-ambo nna-
HOB, OHAaKO W3BECTHO, YTO CBOJ, BHYTPEHHErO Npo-
CTPaHCTBa NpeacTaBasan cOboW NnepekpbITUE N3 TPEX
pesibC C ONOPOW Ha NATb NOAYNUAACTP 1 BOKOBbIE
yctoun. o BOCMOMWHAHMAM OYEeBUALLEB, KOTOPbIE
npusoanT Kpaeses . A. beankos, MOXHO 3akJto-
UWTb, YTO BHYTPM ranepen, Noj OKyarCoM, CToANa
CKy/NbNTYpa B YeNOBEYECKMI POCT, n3o6paxatoLan
«TO NN KpacHoapmelila, To i pabouero». Takum
obpa3oM, CBETOBOW 1016 MOT MajaTb Ha Heé cBep-
Xy W CO3faBaTb MOLLHbIN BU3yanbHbIl 3bdeKT.

1 masa 1923 roga cocToAan0Ch OTKPbITME CBOEO-
6pa3HOro NaHTeOHa NOrMBLLNX «B BEIMKOMN CXBATKe
TpyZAa ¢ kanuTanom» . OTKpbITUE CONPOBOXAaN0Ch

9.  Cwm.LekounxuHa E. B. Mpobnema aBTOpcTBa MEMOPWAIBHO-
ro namMsATHMKa-KypraHa r. Crasponosb // Mpobnemsl aTpnby-
L npoussegeHuin nckycctsa. C6opHUK matepuanos Bee-
poccuiickor HayyHow koHdepeHuun. CM6.: HM PAX, 2022.
C. 332

10. OTKpbITWe NamMaTHUKa Ha bpaTtcko morune // Bnactb CoBe-
ToB. 1923. N2 913, 1 mas. C. 2.
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MacCcoBbIM MUTWHFOM. Ha apxvBHOM ¢OTO BUA-
HO CKOMJIEHNE HAapPOAHbIX MacC, TOPXKECTBEHHOCTb
ybpaHcTBa MeMopuasa, MopaXkaeT KOMYECTBO CTs-
roB 1 TpaHcnapaHToB (KA. 2).

AHanu3 faHHOro apxuTekTypHOro obbekTa B ero
NCTOPUYECKOM KOHTEKCTE MO3BOJIsIET HaM FOBOPUTb
0 TOM, YTO BO3BeZeHWe MeMopurana bbiio HanpsMyLo
CBA3aHO C NOMbITKON GOPMUPOBAHNA HOBOM UCTO-
PUYECKOW NamATL, B TOM CMbIC/IE, KakK €& MOHUMaeT
AIH AccMaH, @ UMEHHO — MOMbITKON GOPMUPOBAHHUS
TakK Ha3blBAaeMOW KyJIbTYPHOM NaMsaTK, KOTopas sB-
NSIeTCA OCHOBOW A8 UAEHTUDUKALMM TPYNTbl KakK
CNNIOYEHHOTO O6LLECTBA, KYNbTYPHON NaMsATH, UH-
CTUTYLMaNN3MPOBAHHOM, YTBEPXKAEHHON rocyaap-
CTBOM, MUbONOrN3MpPYIOLLLEN NpoLwioe 06LLecTBa,
obpallleHHOW B NepBYyHO 0Uepesb He CTONbKO K XKM-
BbIM CBUAETENSIM NPOUCXOAALLEFO, HO BCErga —
K noToMKam. ViMeHHO 3Ty paboTy «c maTepranom»
AeMOHCTpUpyeT HaM CTaBpOMOJbCKUA MOHYMEHT,
SBNAACH XMBbIM CBUAETENLCTBOM MOMbITKN GOpMU-
POBaHWS HOBbIX YCTAHOBOK 3a CUYET OpraHm3aLmm
«MecTa namaTu» — cBOeobpa3HOro MHEMOTOMA,
MecTa NnaMsaTh 1 norpebeHns Ten «MyyeHMKOB» 3a
HOBbIV MUP, MECTa, r4e NPUHOCUANCH KNATBbI B BEP-
HOCTU OBLLEMY Aeny peBOHOLMM.

3BeCTHO, UTO Ha aTTuKe, Haj BXOAOM B «KPUMTY»
66111 BbIOGUTLI CTUXOTBOPHbIE CTPOKM, KOTOPbIE Ha-
MPAMYHO CBUAETE/BCTBYHOT O Lie/Iv BO3BEAEHUS JaH-
HOro memopwuana — GOPMUPOBAHUIO TOM CaMOW
HOBOW KYNbTYPHOW NamATH:

«3abyayTcs Hapodos UMeHd, paccbinamcs He-
HY>KHble CKpUXanu,

Ho coxpaHsam ceoli ombeck 3HameHd, Komopeie
8bl 8 CMepmHbIli Yac depxxau.

B meicayenemusx namsame He ymMpém o cmoliko-
cmu yweduwux nokoaeHud,

Yes sos 00osiena 4épHeili 2HéM u mup dosesna
0o 30/10melx cmosemudi...

He 9ns ce6s mel namamHuk co3dainu, u He
011 mex, 4oU KOCMU OH XpaHum.

Mei1 nuwie xomum, ymo6 demu Hawu 3HaANU,

Ymo eos1s Kkonnekmuea — ecmo 2paHum».

PaboTas Hag NaMsTHUKOM, KPOMe 3pUMO BO-
naowaemoro obpasa namsaT, © MHOrOCJOMHOCTY
KOTOPOro Mbl FOBOPWJIY BbILLE, apXUTEKTOP penpe-
3eHTUPYET UAEHD KONIEKTUBHOM BOJW NMOCPEACTBOM
Kpernko crnasHHbIX MHOrOUIypHbIX KOMMo3uLuiA 6a-
penbedoB. Obpa3zbl paboumx n KPeCTbiH — My>XK-
cKkve Gurypbl, ¢ 06HaXXEHHbIMU TOPCaMU, BbIpaXkatoT
npeaen GU3nMYecKoro 1 3MOLMOHaIbHOTO Hanps-
XeHus. Takum obpa3om, cama naactvka CTaHOBUTCS
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3ecb 06pa3oM TON CaMOW rPaHUTHOM BOAW KOJI-
NleKTBa, CUMBOJIOM COMPOTUBAEHUS, PELLIMMOCTH
Y MPeosoNeHus.

Becb o6pasHbIi CTpoli MeMopuana paboTaeT Ha
Ty Xe naeto Bceobuen rpaHANO3HOM CAsHHOCTY:
3PMMO MOAUYEPKMBAETCA MOLLb YMCTBIX FEOMETPUYE-
CKMX 06BEMOB — Chepbl-Kynoia, MOHYMEHTa/IbHbIX
KyOMUEeCKNX 21eMEHTOB, BbICOKO BO3HECEHHbIN Haj,
HVMW FPOMaZHbIV MPSAMOYTONbHUK aTThKa, a FpaHé-
Has naacTuka KONOHH, XECTKUA n3rnb abaku ycmam-
BaeT BrevatneHme. O6bEMbI HE JOMUHUPYET ApYr
Hazj APYroM, HO BCE 3/1IeMEHTbI UMErT POBHOE MO-
HYMeHTaNbHOe 3ByJaHue, ABAsAsS CO6OV naeansHO
3aKOHUYEHHYH reOMETPU3NPOBAHHYIO apXUTEKTYP-
HYH KOMMO3MLMHO.

W npsamoe nocesLieHre Ha MOHYMEHTe, U apXu-
TEKTYPHOE PELLEHNE MEMOPUANA, U XyA0XKECTBEHHas
KoMno3unumns bapesbepoB — BCE NMOJUMHEHO eau-
HOMYy 06pasy, MeIoLLEMY CNOXHYIO CTPYKTYPY U3
Pa3/INYHbIX SNEMEHTOB: repomn3aL s XXepTs, MOHW-
MaHue yesoBeka Kak eAnHWLLbI COLMaaNCTMYeCcKo-
ro obuiecTBa, obpatieHmne K ByayLM NOKOAEHNAM.
3TOT 06pa3 AOKEH bbll ey B OCHOBY HOBOM KyJib-
TYPHOW NamATN, 06beanHAOLLEeN 06LLecTBO.

Tem He MeHee, Kak Bbl0 CKa3aHo BbILLE, 3aX0-
pOHEeHMe NpuxoanT B 3anycTeHue, a B 1936 roay
MemMopuan n BoBCe cHocAT. Mpax normblwmx 3a
CoBeTbl MepeHOCAT 3a ropog, Ha Tepputopumio Xo-
nogHoro Pyubs, rae B nepuog KpacHoro teppopa
1918-1919 roaoB 6b111 Ka3HEHbl HECKONbKO 3acny-
XeHHbIX xuTenew r. Ctasponona™. Mocne 1945 roga
Ha 3TOM MecTe BO3HMKaeT MEMOPUabHbIN KOM-
MJ1eKC, MOCBALLEHHBIN yXKe COBCEM APYroMy Nepuroay
oTeuecTBeHHOWN nctopmm — Benunkon OTeuecTBeH-
HOW BOWHe.

Takum obpaszom, nctopums CTaBpOMoibCKOro
MOHYMEHTa Harfa4HO UANOCTPUPYET yTBEepXKae-
Hue P.Ko3zenneka o TOM, UTO PakTUUYHOCTb COBBITUSA
MPOLLIOro He COBMAaZAET C AeUCTBUTENBHO NPON30-
WeALMM B ero ToTasbHOCTU. MNonbiTka NpeACTaBUTb
dakTnyeckn npomcxoamsLumne cobbitns Ha CtaBpono-
Jibe B KauecTBe UAE0NOIMYECKM aHraXXMPOBAHHOTO
KOMMEMOPALMOHHOTO 31eMeHTa BHOBb hopmMupye-
MO KyJbTYpHOM MamaTh NoTepnena Heyzaudy.

OTCyTCTBME BHATHBIX MPUYMH, MO3BOASAIOLLMX O6b-
ACHUTb 3abBeHMe CTaBpOMNo/IbCKOrO MHEMOTOMNa,
C OZJHOWM CTOPOHbI, @ TakXXe COBPEMEHHbIe Uccne-
[OBaHUA cneuvanmcToB B 06aactm GopMmpoBaHus
NCTOPUYECKON NaMATK, MO3BONAHOT NMPEANON0XMUTb,

11. Cypryues W. A.bonbwesnkn B CtaBponone. Poctos H//:
A.Monos., 1919. 32 c.

YTO MPUUMHbBI 3aNyCTEHUS MeMopurana nexanum He
B 06.1aCTV TeXHUYeCcKMXx Npobiem, a MHOro raybxe.
C uenbto MX BbifBAEHNSA, 0BpaTMMCA K uccnesoBa-
Husam [1. Pukepa, KOTOPbIA, NPUMEHNB METOAbI NCU-
X0aHaM3a K UCCNesoBaHNO MeXaHU3MOB paboThbl
KONNEKTUBHOW NaMATW, BBEN TakMe NOHATUSA, Kak
TpaBMa, yTpaTa, CKopbb, a Takxe onpeaennsa Tpu
BUAA <HeMnpaBWIbHOW» MNaMATU: 3ajepP>KaHHYto, Ma-
HUMYJAUPYEMYHO Y MaMsTb, C KOTOPOI COBEPLUEHDI
«HACUNbCTBEHHbIE» AeNCcTBUA. HeraTMBHbIe KOalek-
TUBHbIE NEPEXMBAHNS, CBA3AHHbIE C KONNEKTUBHOWM
yTpaToW LIeHHOCTHBIX MOHSATUN, BBLINBAOTCA B TPa-
YPHbIEe LLepEMOHMY, B KOTOPbIX 06beANHSETCs BECh
Hapoda. «/IMeHHO ABYXMOAOCHas CTPYKTYpa Anu-
HOW NAEGHTUYHOCTU U NAEHTUYHOCTU OBLHOCTHOMN
B KOHEUHOM CUéTe onpaBAblBaeT pacnpocTpaHe-
Hue ¢pelrijoBCKOro aHanmM3a ckopbu Ha TpaBma-
TU3M KONNEKTUBHOW NUAEHTUUHOCTU. 31eCb MOXHO
rOBOPUTb, Npuberas He TONbKO K aHasorMm, HO U He-
NMOCPEACTBEHHO K MOHATUAM MCUXOaHaM3a, O KOJ-
NEeKTVBHOM TpaBMaTM3Me, PaHEHOW KONNEKTUBHOM
namsaT» '

STOT METOAONOTMYECKNIA MOAXOA, MPUMEHEHHBIN
k CTaBpOMNoAbCKOMY MaMATHUKY, NpeaiaraeT obb-
SICHEHWE KaK NPUYUH BO3BEAEHWS, TaK U Nocaeny-
towero 3a6seHns CTaBpOMNObCKOrO MOHYMEHTa.
Memopwuan 6bin BO3BEAEH C LieNblo 00besHeH s
HacesieHUs Ha OCHOBe repounku paxaaHcKol BOW-
Hbl. Ho caenaTb 3TO 0Ka3anocb HEBO3MOXHbIM, Tak
Kak cama lpaxkgaHckas BOVHa packoosia CTpaHy:

«YTO Co34aéT cnaBy OAHUM, ANA JPYTUX — NOpPY-
raHuWe», a 3HauYunT, YTO «ANS OAHOM CTOPOHbI ABAA-
€TCA TOPXKECTBOM, AN APYrON — NpoKNaTnem» ',
VimeHHo noatomy B 1930-e roabl noanTnyeckoe py-
KOBOACTBO CTPaHbl HaUMHAET NOCTENEHHO UCKaTb
dakTopbl, KOTOPbIe MOrAW Bbl 1eYb B OCHOBY «KOH-
CTPYKTa» UCTOPUYECKOW NaMsATU, He packasibiBatoLLEN,
a LeMeHTUpYHoLWwen obLLeCTBO, UTO NPOSABAAETCA
B Pa3/IMYHbIX acrnekTax nojnTMKK, NPOBOAUMOWN
PYKOBOACTBOM CTpaHbl B 061aCTW HayKu U KYAbTy-
pbl. B 3TOM KOHTeKCTe NokasaTesibHbl KpUTMYECKoe
NnepeocMbICIeHNE NCTOPUYECKON KOHLENLMN aka-
aemuka M. H. MokpoBckoro, antepatypHas cyabba
noata JembsiHa begHoOro, No3BoAMBLLEro KPUTUKO-
BaTb B CBOEW MNbece «poCccMinckoe» npowioe» n ap

Memopwuan, Bo3BeAEHHbIN B 1922-1923 rozax,
B Mepunoj «1Aeonornyeckoro nosoporta» — dop-
MWPOBaHWA «HaumMoHan-60bLIeBN3Ma» — MOT OKa-
3aTbCs HEHYXXHbIM, 6oJ1ee TOro — UAENHO BPeaHbIM
obbekToM. NepeHoc ocTaHKoB repoes paxkaaH-
CKOW BOWHbI COMPOBOXAANCSH BO3BEAEHMEM MOC/e
1945 rosa HOBOro MeMopuana, penpe3eHTUpyoLLe-
ro Temy nobegbl B Beavko OteyecTBeHHOM BOVHE.
Onupasch Ha TPaAMLMOHHbIE LEHHOCTN HaLMOHaNb-
HOW KyAbTypbl: paTHbIA NOABUT BO MM 3awnTbl OT-
eyecTBa, obpallyeHme K yBEKOBEUMBAHNIO COBbITUM
Bennkon OTeuecTBeHHOM BOVHbI JeACTBUTENBHO OKa-
3a710Cb 06beAMHAOWMM GaKTOPOM, JermMM B OC-
HOBY $OPMMPOBAHMNA HALMOHANbHOW UCTOPUYECKON
NamsaT BMNAOTb 40 CErOAHALIHErO AHS.
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THE SOCIAL MEMORY AS THE VALUE OF
SUSTAINABLE TERTIARY EDUCATION

Summary: The article analyzes the role of social
memory as a modern education’s value orienting point.
The authors of the work note a value-semantic break in
a social memory's content and in education. Content
of social memory is exposed to unfounded distortions
and it has a negative influence on educational process-
es. The structure-functional model of a social memo-
ry's formation in a context of a modern educational
process is offered in the work. The authors admit that

Introduction

Analysis of deep roots of a human in the world
of memory, which tradition dates back to An-
cient times, is a keynote of philosophy and his-
tory studies. «The Case with Memory" is one of
the philosophical short novels of renowned free-
thinker Voltaire. Hare-brained and ungrateful hu-
mankind offended memory again. Children of
Mnemosyne protected their mother and deprive
people of their memory to take revenge. Hav-
ing lost the gift of memory people failed to do
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the establishment of social memory and education-
al strategies’ correlation can overcome the real break
between generations and strata. The hypothesis that
a modern society's sustainable development is possi-
ble with a fact of the modern education content’s fill-
ing with values, fixed in a social memory's content is
raised in the work.

Keywords: Social Memory, Value, Education, Tertiary
education

simple things. They didn't recognize each other
and they were unable to earn their living. The
chaos came to the Earth, but Mnemosyne took
pity on silly people and turned the gift of mem-
ory back. She said “There are no brains without
memory” (Voltaire, 1985, p. 486). We can add
that the formation of memory is not possible
without education. In modern society, educa-
tion can effectively contribute to the sustaina-
bility of modern society both at the level of the
individual and society as a whole.

These Voltaire's words show the connection of
memory in its social context with processes of com-
prehension and with an ability of guiding in a modern
society. It should be noted that a social memory's
value is a special ‘bridge’, which contacts between
different social strata and generations. The loss of its
contact tends to a losing of value orienting points
in modern education. Indeed, there are values of
Memory which transcend the barriers of culture,
race, gender and creed; of social class, economic
status, or political persuasions, because such val-
ues are rooted in our common humanity. They are
our common treasures, our “birthright”. They could
form the core of a new Tertiary Education.

Methodology

The research methodology is based on the sym-
biosis of the following scientific positions. First, the
works devoted to the analysis of a place and role of
values in the modern society and their influences
on the stability of the education. Mandell P. (2006),
Bagger J. (2001), Halsted M., and Taylor M. (2000)
have proved that exactly the values received in the
course of training are capable to stabilize risky dy-
namics of the global society. It is worth to note, that
not all researchers share this position. So Bagger
J. wrote: "Several schools don't take social, moral,
spiritual, and cultural development of their students
very seriously indeed as value” (Bagger, 2001, p. 221).

Secondly, authors addressed paid attention to
the works of Aby Warburg (2000), M. Halbwachs
(1992), Olick J. and Joyce (2011), Nora P. (1989),
Ricoeur P. (1984), Jan Assamann (1997) in which the
concept of social and cultural memory is fully sub-
mitted. Aby Warburg proved the close connection
of cultural memory and art. His work “Der Bilder-
atlas Mnemosyne” (Warburg, 2000) since the mo-
ment of the first publication in 1926 has become
the classical guide to “memory places” of the cul-
ture of the Renaissance. Nora P. (1989) has pre-
sented the memory of France as a space between
memory and oblivion.

The structure of the article logically opens the
main statements of the hypothesis: from the affir-
mation about a break of the modern society's value-
semantic world, to the substantiating of a social
memory as a value and to the functional model of
educational process as a condition of a social sus-
tainable development.

Social memory as a value

By means of this article we try to answer these
questions. Begin with the notions “social memory”

and "values”. The term “social memory" refers to the
dynamic interplay between history, culture and cog-
nition. At the level of the individual, three sources
of knowledge: history, collective memory and indi-
vidual experience combine to create a subjective
view of historical reality, a common sense narra-
tive that is often expressed with identity objectives
and within an autobiographical context. This model
of social memory, which is informed by social rep-
resentations theory, makes a distinction between
collective memory, which is resistant to change, and
representations of the past discussed and dissem-
inated within a social milieu, which have the po-
tential to evolve into new or altered perspectives,
particularly when they are vulnerable to generation-
al shift (Armand, 1993).

Value is a quality of a subject or a phenomenon
to be significant for people in cultural, social and
personal relations. Generalizing the experience of
the researches of previous generations in the sphere
of values we can draw the following conclusions.

Value can be compared with the notion of “the
sense of an individual” (Crumley, 2002).

« Value is an ideal which is opposed to the re-
ality.

« Value is a compulsory component of purpose-
ful and evaluative activity of a person (Loyko, 2022).

« Value can be a criterion of the evaluation of
any cultural phenomenon.

In view of the aforesaid we can say that culture
can be a measure of the realization of value in our
life. The system of values can be named an inter-
nal core of culture, combining all the forms of so-
cial consciousness.

How is the system of values transferred from gen-
eration to generation? According to the hypothesis,
when we talk about the transmission of the cultur-
al, value heritage of the humanity it is reasonable
to refer to such a phenomenon as memory. The ex-
istence of memory lets keep and transfer the layers
of human wisdom from generation to generation.
Temples can be ruined, books can be burnt, but the
rational things are retained and transferred to the
descendants.

Thanks to the memory an individual goes out
the limits of his heritage and acquires social expe-
rience embodied in the cultural heritage of the so-
ciety. Talking about memory we should first of all
refer to an individual memory. First of all a child ac-
quires the traditions and customs of a very small,
but important for him on this stage community —
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his family. So, social memory is a value capable of
measuring the depth of the preservation of cultural
heritage and ideals of one or another group. Grad-
ually the circle of communication is getting bigger
and the area of knowledge which refers to the cul-
tural heritage of a social group the child belongs
to is also becoming wider (Loyko, and Demente-
va, 2014).

For the humanitarian knowledge in general and,
especially, for the education the theory developed
by the German researcher Aby Warburg (1866—
1929) is significant. The enduring advantage of
his works is the creation of a peculiar encyclope-
dia of the memory presented in works of art. This
book is not simply the culmination of Warburg's
lifelong study of Renaissance culture but the ul-
timate expression of his now literal, now meta-
phoric search for syncretic solutions to the urgent
problems posed by the history of art and culture.
Warburg thought this visual, metaphoric encyclo-
pedia, with its constellations of symbolic images,
would animate the viewer's memory, imagination,
and understanding of what he called “the after-
life of antiquity” (Warburg, 2000). Even more ex-
plicitly than Warburg believed that each of these
images functioned like a Leibnizian monad po-
tentially expressive of a vast multiplicity of imag-
es. Each was a potential encyclopedia possessing
great epistemological value.

Most famously, and generally, the French sci-
entist Pier Nora (Nora, 1989) has claimed that we
spend so much time thinking about the past be-
cause there is so little of it left: Where we earlier
lived lives suffused with pastiness — the continuities
of habit and custom — we now live disconnected
from our pasts, seeing ourselves as radically differ-
ent than our forebears. In Nora's terms, where once
we were immersed in “worlds of memory”, we mod-
erns now consciously cultivate “places of memory”
because memory is now a special topic.

Research into phenomena of collective memo-
ry now tends to be institutionalized in the form of
“memory studies” (Gensburger, 2007; Olick, Vinitzky-
Seroussi, and Levy, 2011), especially in the English
language. This process has been affecting numer-
ous academic fields for several decades: according
to the logic of “studies”, specialists from various
disciplines focus on a specific domain. The advan-
tage of this approach is of course the maintenance
of a high level of specialization and the formation
of research communities and international net-
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works which can process the latest developments
in the domain.

The modern literature identifies a number of spe-
cific feature that define social memory. According
to Crumley: “Social memory is the means by which
information is transmitted among individuals and
groups and from one generation to another. Not
necessarily aware that they are doing so, individuals
pass on their behaviors and attitudes to others in
various contexts but especially through emotional
and practical ties and in relationships among gen-
erations (Crumley, C. 2002, p.45).

Education — Memory — Value

Education has become a special part of social life
since the process of knowledge and social experi-
ence transfer was distinguished from other kinds of
living activities of society and they became a matter
for those who were professionally engaged in edu-
cation and upbringing, since special governmental
bodies and social institutes specialized in accumu-
lation and dissemination of knowledge were estab-
lished. Education as a social phenomenon it is, first
and foremost, objective social value.

Tertiary education offers a passport to success
in modern life. It helps people improve their lives
and the lives of those around them. It provides
the specific tools for a career, and is the engine
of knowledge creation. Tertiary education encom-
passes all post-school learning. It includes higher
education, applied and vocational training, and
training in foundation skills where these have not
been obtained during schooling. It includes struc-
tured learning in a range of settings, including
workplaces, universities, and polytechnics. Tertiary
education provides individuals and communities
with the opportunity to improve their own social
outcomes by gaining the skills they need to be-
come successful and productive citizens. These
skills also promote social cohesion and demo-
cratic values and support all the countries from
all backgrounds to live in a prosperous, safe, and
equal society.

In this context education is associated with long-
term improvements in economic performance. The
link between education and economic performance
can be conceived of in three broad ways: improving
the overall knowledge and skills of the population;
providing capacity for innovation: and transfer of
new knowledge and ideas. It is the quality of learn-
ing, rather than the amount of time spent in edu-
cation, that is most important. The direction of the

relationship for tertiary education is less clear. The
tertiary education system has a direct link to inno-
vation.

If to consider that values can be transferred
through the mediate communication we can fig-
ure out the following levels of this communication
bearing in mind that every person builds up these
levels their selves basing on the personal experi-
ence and the experience of the interlocutor. The
authors suggest the structural-functional model of
value and social memory’s. This model correlation
determines processes of modern education’s sus-
tainable development.

On the first level we can see subject-subject re-
lations where the basis is a mutual benefit. It means
that | appreciate the subject as it is useful for me.
This level reflects the first stage of education. It in-
cludes basic knowledge, skills and abilities. As a rule,
this level is coordinated with primary school, do-
mestic education and upbringing. The whole pic-
ture of the world as a stable, comprehensible and
open attitude forms in child’s memory exactly at
this moment.

We cannot conceive this level as a primitive one.
The basement of a value-semantic attitude to the
world and a perception of oneself as a part of the
universe form exactly in childhood. This period re-
mains in person’s memory for a long time. The right
attitude to education as a value, forming in this pe-
riod, makes for a people’s socialization.

Case 1. Realties of our time: The slipping Memory

Some small Siberian town. New children arrived
at one of the child care centers. Looking at their
clothes, it was difficult to realize genders of those
children. Tutor of the center offered to play the
game: she asked boys to stand on the right side
of her and girls — on the left one. Children start-
ed to move and there appeared the following con-
figuration: 3 boys (3-5 years old) were on the right
and 1 girl (4 years old) was on the left. Three more
children stayed standing in the center of the room.
They didn't know who they were — boys or girls.

Those children’s memory was sleeping yet. Their
tutors had to build those little people’s memory
from the start, their education and upbringing. And
of course, tutors educated children to have stable
skills of their personal educational environment'’s
creation.

On the second level we observe the relations,
based on a legal foundation. Person’s growing up
assumes a rash expansion of his social memory’s

frames and a getting of new experience for a life
path’s successful realization. Legal norms, fixed in
laws, reflect basic behavioral stereotypes. Education
is realized according to certain norms and stand-
ards. Strategy of sustainable education as a con-
dition of normative social memory’s formation is
realized in this case.

Case 2. «The hat of Klementis»

In the text «The book on laughter and oblivion»
there is fact of such concealing the truth. In Feb-
ruary 1948 the leader of Czech communists deliv-
ered the speech to the huge crowed of listeners in
Prague. That was the time when the history of com-
munistic Czech Republic started. It is snowing. The
snow falls on the uncovered head of K. Gotvald. Kli-
mentis, one of the comrades of Gotvald was so ea-
ger to help that he put his fur hat on the head of
the leader. The fact that Golvald is in the fur hat
was registered and depicted in numerous photos
thus becoming textbook example. Four years lat-
er Klimentis was charged with treason and hung.
Propaganda department immediately withdrew any
mentioning of his from history as well as all the pho-
tos. Since that time Gotvald has been standing on
the balcony alone. There is only a white wall at the
place where Klementis used to stand. The only thing
that reminds about Klementis is a fur hat» (Kunde-
ra,2011). The examples of manipulation with his-
torical memory contents can be found practically
in any period of any country. It is noteworthy that
the loss of reference, displacement, removal from
historical memory of this or that fact leaves a thin
blank space, alleged trace of its removal and it oc-
curs not only in material, non-linguistic sphere (e.g.,
destruction of the photo). This process indeed is
carried out as a part of state sign and symbol dis-
course system as if filtering reminiscences of histori-
cal events and filling historical memory with definite
sayings, facts which are destined to exist legally in
historical memory.

As we can see, the policy is capable to influence
the maintenance of social memory, distorting knowl-
edge of the real historical events. Accordingly, the
misrepresentation of social memory directly influ-
ences the education. Instead of the real, politically
not engaged picture, the person gains a false im-
pression about the reality. Education is forged, los-
ing objectivity and, as a result, stability.

The triad of "education — memory — value”
forms the meaning of life of the person, his mor-
al values. Then there come the relations where
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the chance of material profit comes to its mini-
mum point as the doer of an action is stimulated
by the moral ideas or needs. This consciousness
makes possible “inventing the past to the present,
or, equally, the present to fit the past” (Fentress J.
and Wickham, Ch. 1992, p. 201) Without regard-
ing social memory, without the consciousness of
past, it is not likely to interpret and evaluate the
present sustainability of education and social con-
ditions, and it is not possible to make predictions
and improvements for the future.

Case 3. What do people learn?

This question was asked to the pupils by the
great Russian scientist Yury Lotman (1922-1993).
He wrote: "What do people study? People study
Knowledge, people study Memory, people study
Conscience. These are three subjects which are nec-
essary at any school and which were incorporated
by art. In fact, the art is the Book of Memory and
Conscience. We should only know how to read this
book” (Lotman, 2010, p. 11). Only steady education
is capable to give the person true knowledge of the
past (Memory) and to master past value.

Every level of social interaction can be character-
ized by its own value aspect and directly influences

the maintenance of educational trends. Social mem-
ory is a constantly developing system. The earlier
people realize its inherent value, the more success-
fully they can realize the program of their life: from
consumer benefit to law-abiding existence and, at
last — to understanding of value and uniqueness
of their life. Realization of this strategy is possible
only in the educational process. Steady education
in the modern society is peculiar the “social eleva-
tor” which is capable to uplift the person to heights
of the social life.

Conclusion

In summing up the results of the research on
values in the tertiary educational environment we
can infer that value clash in tertiary education is
one of the trends of the modern society which is
possible and necessary to mitigate as much as pos-
sible. In a content aspect it will be a work on de-
velopment of unified educational standards while
taking into consideration national and cultural men-
tality of a region. In a methodological aspect it is
the way of coherent implementation of compe-
tence approach in the process where a specialist
who meets the requirements of contemporary so-
ciety will be trained.
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COUMNANBHAA NMAMATb KAK HETMPEXOAALLAA
LEHHOCTb OBPA3SOBAHNWA

AHHOMaAyusa

Llenb: B cTaTbe aHann3NpyoTCa pob U 3HaAYEHNe
coumanbHOM NamMaATK Kak LeHHOCTHOM OpUEHTALUN CO-
BpeMeHHOro obpasoBaHusa. Ha ocHoBe u3yyeHns cospe-
MEHHbIX Hay4YHbIX KOHLEMNLMIA aBTOPbl OTMEYatoT Hanume
LLeHHOCTHO-CMbIC/IOBOTO pa3pbiBa B COAEP>XKaHUN CO-
LMasbHOM NamMaATX, KOTOpPOEe OKa3blBaeT MPOTMBOpPEUn-
BOE B/IMsiHWE Ha obpa3oBaHune. O60CHOBbLIBAETCA TE3MC
O TOM, UYTO COAep>KaHWe coLuManbHOM NamMaTh Noasep-
raetca HeObOCHOBaHHBIM UCKAXXEHWSAM W 3a4acTyto He-
raTMBHO BO3JeNcTByeT Ha obpa3oBaTe/bHble MPOLECCh.
MeTtoponorusa. B paboTte ncnosb3oBaHbl MeToAbl
CTPYKTYPHO-PYHKLMOHANbHOTO U COLNanbHO-PUNo-
codpckoro aHanmza. Ana obocHoBaHWA nccnegoBa-
TE€/IbCKOW LLeSIN aBTOpPaMU MCMOIb30BaHbl MPUMEpPHDI
OMMCaHNA KOHKPETHBIX MCTOPUKO-KYNbTYPHbIX GEHOMEHOB.
Pe3ynbtatbl. B cTaThe npeanoxeHa cTpykTypHO-QYHKLN-
OHa/NbHaa Mogenb GOPMMPOBaHMA COLMANbHOM NaMATH
B KOHTEKCTE COBPEMEHHOro obpa3oBaTesibHOro Npo-
uecca. laHbl pabouve onpeseneHns OCHOBHbIX MOHS-
TWUI, NCNOAb3yeMbIX B cTaTbe. [1og coumanbHON NaMsATbo
NMOHWUMAETCH AeATENbHOCTb, HaMpaBJ/ieHHas Ha coxpaHe-
HWe, pa3BuTME N Nepesaydy LLeHHOCTHO-CMbIC/IOBOTO B3a-
UMOZENCTBNS NCTOPUK, KYAbTypbl U 3HaHWUA. Ha ypoBHe
WHAWBWAA BbIAENEHbI TP UCTOUYHMKA 3HAHUIA: UCTOPWS,
KONNEeKTUBHasA NaMATb Y UHAVMBUAYa/bHbIA OMbIT, KOTOPbIE
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B COBOKYMHOCTM CO3/at0T CyObEKTUBHOE NpPeACcTaBleHne
06 nctopmyeckoit peansHocT. COOPMUPOBaHHBIA TakKUM
06pa3om HekMin KOMMEMOPATUBHbIA HappPaTUB, KOTOPbI
onpeaensieT MAEHTUYHOCTb, B TOM YMcCie 1 B aBTObMO-
rpadrueckoM KoHTekcTe. [og LeHHOCTbIO NOHWMaET-
€S KAYECTBO MpPeAMeTa UV SBJIEHWs, ONPeAeNAoLWero
€ro 3HaUMMOCTb ANS NOAEN B KYNbTYPHOM, COLMab-
HOM Y IMYHOCTHOM OTHOLLEHMAX. ABTOPbI Npegrnonara-
}OT, UTO YCTAHOBJIEHME B3aMMOCBA3N MEXAY COLMaNbHON
namsaTbio U 0bpazoBaTeNbHbIMKU CTpaTernsMy No3Bos-
€T NPeooNeTb peanbHbI Pa3pbiB MEXAY MOKOJEHUAMM
n cTpatamu. MNpuBOAATCA NPUMEPDI, XapakTepuayoLlue
LLeHHOCTHO-CMbIC/IOBOV pa3pbiB B MOHUMaHUK cogepka-
HWs couManbHOM NamsaTh. BbigBUraetcs runoTesa o Tom,
YTO YCTOMUMBOE pPa3BUTUE COBPEMEHHOTO obLecTBa
BO3MOXHO MpW YCIOBWMW HaMONHEHUS COAEPXKaHWSA CO-
BPEMEHHOro 06pa3oBaHuWs LIEHHOCTAMM M CMbIC/1aMK, 3a-
bUKCMPOBaHHBIMY B COAEPXaHUW COLMANbHOW NaMATK.
BbiBoabl: 10 pe3ynbTaTaM UCCAeA0BaHUsA LEHHOCTEN
B 0bpa3oBaTeNbHOW cpefe aBToOpaMu CAeNaH BbiBOJ
O TOM, UTO CTOJIKHOBEHMWE LIEHHOCTEN ABASETCA OLHOMN
U3 TEHAEHLUI COBPEMEHHOTO 06LLEeCTBa, KOTOPOE MOXET
W AOMXKHO BbITb MaKCUMabHO HUBEIMPOBAHO B NMpoLiec-
ce obpasoBaHus. B cogepykatesibHOM acnekTe 310 bygeT
JeATeNIbHOCTb Mo pa3paboTke obpasoBaTesIbHbIX CTaH-
JAapTOB C YYETOM HaLMOHaNIbHO-KYNbTYPHOrO MEHTaAN-

TeTa pervoHa. B metogonornueckom naaHe paspaborka
LLeHHOCTHO-CMbICIOBOTO KOHTVUHYYMa COLIManbHOM NamsTn
MOKeT CTaTb CNOCOBOM MOCNe0BaTeIbHOW peanansaLum
KOMTMeTeHTHOCTHOTO MOAXO4a B NPOLECcce NoAroToBKY

BBepeHune

AHanns yKopeHéHHOCTM YenoBeka B Mupe na-
MSATU UMeEeT JaBHIOK TPaAULIMIO N ABASETCA Nel-
TMOTUBOM MHOTMMX GUAOCOPCKNX U NCTOPUUECKUX
ctoxeToB. «Cayyalt ¢ NamaTbio» — OHO M3 duno-
codckmx 3cce 3HaMEHUTOro BoIbHOAYyMUa BoabTepa.
CroXeT NpocCT U oA4HOBPEeMeHHO raybok. Hebnaro-
JapHble Ntoan ockopbuam 6ornHio namatu. Jetm
MHeMO3UHbI peLunamn 3aWnTuTb CBOK MaTb W, B OT-
MEeCTKY, IMLUNAN Nto4ei NamaTu. YTpaTue cnocob-
HOCTb MOMHWTb, OHW JINLLMANCE NPOCTbIX BELLEN.
Jlroan He y3HaBaAu Apyr Apyra v He MOMHWUAK, YTO
3HauuT paboTtatb. Ha 3emne Bouapuacs xaoc, HO
MHemo3nHa noxanena raynbix JHOAen 1 BepHyaa UM
Aap namatn, nbo: «bes namaT HeT Mo3ros» (Bosib-
Tep, 1985, c. 486).

BosbTep 04HMM M3 NepBblX NOKa3an CBA3b MNa-
MATU B €€ COLMaNbHOM KOHTEKCTE C npoLeccamu
OCMbIC/IEHNA BbITUA YenoBeKa, KOTOPOe HEBO3MOX-
Ho 6e3 obpa3zoBaHusA. B coBpemMeHHOM obLecTBe
obpasoBaHne MoxeT 3pdeKTMBHO cnocobCTBO-
BaTb YCTONUMBOCTM COBPEMEHHOIO 0bLLecTBa Kak
Ha ypOBHe OTAEeNbHOro YenoBeka, Tak u obuiectsa
B LlesIoM.

B 3TOM KOHTeKCTe coumanbHas namaTh BbiCTynaet
cBO€0bpa3sHbIM «MOCTOM», CBA3bIBaOLLMM Pa3iny-
Hble couManbHble CTpaTbl U NokoneHus. E€ yTpaTta
BEeAET K NoTepe LEeHHOCTHbIX OPMeHTUPOB. B pe-
aNbHOM COLMYME MMEHHO LIeHHOCTU COLMaNbHOM
namaTV CNOCOBHbI NPeoAoNeTb bapbepbl KyabTy-
pbl, pacbl, NOAa 1 BEPOUCMNOBEAAHMUSA, IKOHOMMYe-
CKOTO MOJIOXKEHUA UAN NOAUTUYECKUX YOEXKAEHNNA.
OHM ABASIOTCA HALWMM OBLLMM AOCTOSIHNEM, HALLUM
«MpPaBOM MO POXAEHNIO» N OCHOBOM 0bpa3oBaHus.

MeToponornueckmnii 6asnc nccnegoBaHun

MeTtogonorus paboTbl OCHOBaHa Ha CMMbUO-
3e ciefyrowmx HayYHbIX nccnesoBaHuii. Bo-nep-
BbIX, TEKCTbI, MOCBALLEHHbIE aHaM3y MecTa 1 pPoan
LEHHOCTEN B COBPEMEHHOM ObLLECTBE U UX BAUS-
HWIO Ha cTabuabHOCTbL obpa3oBaHma. MaHaenn T1.
(2006), barrep [x. (2001), Xancteg M. n Teiinop M.
(2000) pokasanu, YTO UMEHHO LLeHHOCTM, MOJTyYeH-
Hble B npouecce obyyeHuns, cnocobHbl cTabuau-
31MpoBaTbh PUCKOBAHHYH ANMHAMWKY rn1obanbHOro
obuecta. CneayeT OTMETUTb, YTO He BCE UCCNeao-
BaTeNu pasgendarot 3Ty nosmumto. Tak, barrep [x.
OoTMeuaeT: «HekoTopble WKObl He BCerga cepbés-

cneumanncTa, oTBeyaroLero TpeboBaHNAM COBPeMEH-
Horo obuiecTsa.

Knroyesele crosa: coyuansHas namsme, 0bpazoearHue,
UeHHOCMb, Chawas Namsame.

HO OTHOCATCS K COLiManbHOMY, HPaBCTBEHHOMY, Ay-
XOBHOMY W KY/IbTYPHOMY Pa3BUTUIO CBOUX YUEHWKOB
Kak K LieHHocTw» (barrep, 2001, c. 221). Bo-BTOpbIX,
aBTOpbl 0bpaTnance Kk pabotam Abu Bapbypra (2000),
M. XanbbBakca (1992), Onuvka Ax. n Oxorica (2011),
Hopa I1. (1989), Puképa M. (1984), iHa AccamaHHa
(1997), B KOTOPbIX KOHLEMLMM COLMNANBHOM U KY/b-
TYPHOW NamATU NpescTaBaeHbl B Hanbonee NoAHOM
o6béMe. TecHyto CBA3b KyNbTYPHOW NamMAaTU U UC-
KycctBa obocHoBan Abu Bapbypr. Ero pabota atnac
«MHemo3wnHa» (Warburg, 2000) ¢ MOMeHTa nepBoi
nybankauum B 1926 rogy crana KnacCM4eckmm mny-
TeBOAMTENIEM NO «MeCcTaM MamaTU» KynbTypbl Bos-
poxaeHus. MNMpoaoakas 3Ty HayuHY TpaguLuio,
Mbep Hopa (1989) npeactaBua namats o paHuun
KaK MpOCTPaHCTBO MeXJay NaMATbro 1 3abBeHnem.
AHanm3z paboT, oTpaxatoLmx npobaeMy B3anMOCBA3N
couManbHOM NamMATK U 06pa3oBaHUs Kak LLeHHOC-
TV, No3BoAuA cGoOpMyIMpoBaTh CleaytoLLe BONpo-
Cbl: BO-NEPBbIX, CYyLLECTBYET NN Pa3pbiB LLEHHOCTHO-
CEMaHTNYEeCKOro noss coumanbHOM NamsTu; 1, BO-
BTOPbIX, HACKONbKO NMpaBOMepHO 0H6OCHOBaHWe
PO/ 1N 3HAYEHMA COLMANbHOM NaMATN Kak LleHHO-
CTW, CNOCOBHOM CcTaTb OCHOBaHWeM obpa3oBaTenb-
HOro npouecca.

CoumanbHaA NaMATb KaK LLeHHOCTb

B faHHOWM CTaTbe Mbl MOMbITAEMCS OTBETUTb Ha
3TV BONPOCbl. HauHEM ¢ NOHATUI. TEPMUH «COLM-
aNbHas NaMATb» O3Ha4aeT AMHaMUYecKoe B3anMo-
[eiCTBrE MeXAY UCTOPUEN, KybTYpPOR U MO3HaHMEM.
COOTBETCTBEHHO, UCTOYHMKAMW MO3HaHWA BbICTyNa-
FOT: UCTOPUSA, KONNEKTUBHAA NaMATb U MHAMBUAYaNb-
HbIM OMbIT. 3TOT CMMBMO3 GopMMpYeT CybbeKTUBHOE
npeAcTaBaeHne 06 NCTOPUYECKOW peanbHOCTH, Hap-
paTVBbI 34PaBOro CMbICAa, KOTOPbIe CO34at0T UAEH-
TndukaTop aBTobMOrpadryeckoro KoHTekcTa. Takoe
NMOHVMaHWe counanbHOW NamsaTh, OCHOBAHHOE Ha
TEopWM CoLManbHbIX MPeACTaBAEHWIA, MPOBOAMT pas-
Nvune Mexay KOANeKTUBHOM NamsATbi, KOTopast
6onee ycToumnBa K U3MEHEHWsM, U NpPesCcTaBIeHu-
AMUW O NPOLUAOM, 0BCYXAAaeMbIMU U pacnpocTpa-
HfeMbIMW B counanbHon cpege. (Armand, 1993).
LleHHOCTb — 3TO KauyecTBO NpeAMETa UK ABAEHUA
6bITb 3HAUMMbBIM AN NHOAENA B KYNAbTYPHOM, COLM-
a/lbHOM M IMYHOCTHOM OTHoOLeHMsx. O606Las onbIT
NCCeLOBaHUIN NpeablayLLMX MOKOAEHWI B 061aCTK
LEHHOCTEN, MOXHO CAenaTb ciesytolme BbIBOAbI.
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LLeHHOCTb MOXHO CPaBHUTb C MOHATUEM «CMbICA
nnuHoctm» (Kpamaw, 2002).

— LeHHOCTb — 3TO MZean, KOTOPbIA NPOTUBO-
MoCTaBASETCA peanbHOCTM.

— LeHHOCTb — 0b6s3aTesibHbIi KOMMOHEHT Lie-
NeHanpaBAeHHON N OLLEHOUYHOW feaTeslbHOCTY Ye-
noseka (Jloriko, 2022).

— LleHHOCTb MOXeT BbICTyMaThb KPUTEPMEM OLIEH-
Ku Nt060ro KynbTypHOro peHomeHa.

B cBA3M C BblLecKka3aHHbIM MOXHO yTBEPXAaTb,
UTO KyNbTypa MOXET ObITb MEPON peanu3aumm LeH-
HOCTW XU3HU. CUCTEMY LLEHHOCTEN MOXHO Ha-
3BaTb BHYTPEHHUM AAPOM KYAbTypbl, 0O0beanH:A-
rowmMmM Bce GopMbl OBLLECTBEHHOTO CO3HaHMA.
Kak nepegaétcsa cncrema LLeHHOCTEN OT NOKOJEHWS
K nokosneHuto? Koraa Mbl FOBOPUM O nepejade Kyb-
TYPHOrO, LLlEeHHOCTHOrO HacNeAmns YeNoBeYeCTBa, Lie-
NecoobpasHo 06paTUTLCS K TaKOMY SIBIEHUIO, Kak
namsaTb. CyLlecTBOBaHMEe NaMsaTU NO3BOJSET COXpa-
HATb W NepefaBaTb U3 NMOKONEHWS B MOKOJIEHWE Ma-
CTbl YenoBeyeckon MyApocTn. XpaMbl MOTYT ObITb
pa3pyLUeHbl, KHAMM MOTYT 6blTb COXOKEHbI, HO Hau-
Bonee LEHHOE COXpaHAeTCs U Nepesaétcs NOTOMKaM.
Bnarogaps namsT YeNOBeK BbIXOAMWT 3a Npesensi
cBOero 6bITusA 1 NpruobpeTaeT couManbHbIN OMbIT,
BOMOLLEHHBIN B KYJbTYPHOM Haciaeammn obLiecTBa.
foBOps O NamATW, Mbl AOJIXKHbI UMETb B BUAY He
TOJIbKO COLMaNbHYHO, HO U MHAMBUAYAAbHYH NaMsTb.
PebéHok ycBavBaeT TpaguLmMn 1 obblvam oYeHb Ma-
JIEHBKOTO, HO BaXXHOTO A/ HEFO Ha AaHHOM 3Tarne
coobL1ecTBa — CBOEN CEMbMW.

B 3TOM KOHTeKCTe coLmanbHas namsaTb — 37O Be-
JINYMHA, CNOCOBHan N3MepUTb ryBUHY COXpaHeHUs
KyJbTYPHOrO Hacneaus 1N naeanos TOA UAN UHOW
rpynnbl. NMocteneHHo Kpyr obLieHns yBeanumBaeT-
Csl, paclumpseTcs n 061acTb 3HAHWUMA, OTHOCALLNXCA
K KyNbTYPHOMY Hac/ieAnto TON CoLManbHON rpyn-
Mbl, K KOTOPOW MpUHaanexmT pebéHok (Jloriko, [e-
MeHTbeBa, 2014).

Ans ryMaHUTapHOro 3HaHUsA B LeJ oM U 0CObeH-
HO Ans obpa3oBaHWUsA 3HaYMMa Teopus, pa3pabo-
TaHHas HemeLKkuM nccnegoBatenem Abu Bapbyprom
(1866-1929). Henpexoaawm JOCTOMHCTBOM €ro
paboT sBAsSETCA CO3jaHNe CBOeobpa3HOM 3HUM-
KJoneaun nNamsaTu, NpeacTaBAeHHOW B Npoun3Be-
AEeHUAX UCKYCCTBA. DTa KHUra — He NMpoCTo UTor
MHOrONETHEro n3yyeHns Bapbyprom kyabTypbl
Bo3poxkaeHus, HO U BbiCLLIee BblpaXKeHUe ero 1o
6yKBasbHOrO, TO MeTahpOPUUECKOrO NMomcka CUHKpe-
TUYECKUX PELUEHN HacyLHbIX NpobaeM, NocTas-
JIEHHbIX UCTOPMEN NCKYCCTBa U KyAbTypbl. Bapbypr

42

rofaran, 4YTo BM3yasbHas, MeTapopuyeckas 3HLUMN-
Knoneans C eé co3Be3anaMM CMMBOANYECKMX obpa-
30B OXMBWT NaMATb, BOOBpaxkeHne 1 NoOHMMaHue
TOrO, UTO OH Ha3blBaN «3arpPOBHOM XU3HbIO aH-
TMYHOCTW» (Bapbypr, 2000). Bapbypr nonaran, uto
KaXAbl 13 3TMx 06pa3oB GYHKLMOHUPYET Kak Nend-
HWULEBCKas MOHaja, MOTEHLMAAbHO BblpaxatroLas
OrPOMHOE MHOXeCTBO 06pa3oB. Kaxkabli U3 HUX
Obl/1 MOTEHLMAaNbHOW 3HUMKOMeanelr, obiajato-
e OrPOMHON 3MUCTEMOIOTMYUECKON LIEHHOCTbHO.
Hanbonee n3BecTHbIM 1 ObLLENPU3HAHHBIM ABASA-
eTca yTBepxgeHune dpaHuy3ckoro y4éHoro lMbepa
Hopa (Nora, 1989) o ToM, UTO Mbl TPaTUM Tak MHO-
ro BpeMeHW Ha pasmblLlNeHna O NPOLUAOM, NOTO-
MYy UTO ero oCTajsoCb Tak Maso: TaM, r4e paHblue
Mbl XMW, NPOHU3AHHbIE MNPOLLABIM — MPEeEM-
CTBEHHOCTbIO NMPUBbIYEK N ObOblYaeB,— Ternepb
Mbl XXMBEM B OTpPbIBE OT CBOEro MpPOLUAOro, BOC-
npuvHUMas cebs paagnkanbHO UHbIMW, YeM HaLlu
npealecTseHHWKN. Ecan paHblie Mbl 661K No-
TPY>XeHbl B «MUPbl MaMATU», TO Ternepb Mbl, CO-
BPEMEHHWKW, CO3HATEIbHO KYNbTUBMPYEM «MecTa
namsATU», MOCKOJIbKY NaMsaTb CTana 0cobor TeMo.
NccnepgoBaHuna deHOMEHOB coumanbHOM NaMaTu
OPUWEHTMPYETCA Ha €€ MHCTUTYLMOHANM3aLMIO B Ka-
yecTBe «UccegoBaHM namatn» (Gensburger, 2007,
Olick, Vinitzky-Seroussi, Levy, 2011).

DTOT NPOLLECC Y>Ke HECKO/IbKO AeCATUNETU 3a-
TparnBaeT MHOXEeCTBO HayuHbIX obiacTeit. B coor-
BETCTBMU C 3TON NOTUKON CMELMNANNCTbI Pa3INYHbIX
AVCUMMNAMH KOHLLEHTPUPYHOT CBOE BHMMaHWe Ha
onpesené&HHbIX Hay4YHblX 061aCcTsX, B TOW UAN MHOW
Mepe M3ydatolwmx GeHOMeH CoLManbHON NaMaTu.
MpenMyLLLecTBOM Takoro noaxosaa, 6e3ycnoBHo, sB-
nAeTca noajep KaHme BbICOKOro ypOBHA cneumna-
nvzaummn n GopmMmpoBaHmMe nccaesoBaTeNbCKMX
COOBLLECTB U MeXAYHAaPOAHbIX CETEW, CNOCOBHbIX
obpabatbiBaTb NOC/NEAHME JOCTUXEHMNSA B U3YUEHNN
COLMaANbHOM NamMsaTN B eé CBA3N ¢ 0H6pa3oBaHMEM.
Mo MHeHuto Kpamau: «CoumanbHas namsaTb — 3TO
CpefacTBO, C MOMOLLbHO KOTOPOro MHbopMauus ne-
peaaérca Mexay MHAMBUAAMW 1 Tpynnamu, a Tak-
>Ke OT OAHOro NOKOJEHUs K Apyromy. He Bceraa
OCO3HaBas, UTO OHW 3TO AeNatoT, NH0AN nepesaroT
CBOE NnoBe/ileHVe 1 OTHOLLEHWE K APYTMM B Pa3any-
HbIX KOHTEKCTax, HO 0COBEeHHO Yepes3 IMOLMOHab-
Hble 1 NpaKTUYecKmne CBA3N 1 B OTHOLLEHUAX MEXAY
nokonenuamu» (Crumley C., 2002, c. 45). imeHHO
BaXXHOCTb M 3HAYMMOCTb COLMANbHOM NamsATU B CO-
BPEMEeHHOM 06pa30oBaHMM MNO3BONAET NPOAOIKUTD
nccnefoBaHne UMEHHO B 3TOM KJtOYe.

O6pasoBaHue — Namatb — LleHHOCTb

Obpa3oBaHue cTano 0cobo YacTbto 0bLLeCTBEH-
HOW XW3HU C TeX MOpP, Kak NpoLecc nepesayn 3Ha-
HWUA U COLMANbHOTO OMbITa BbIAENMCA U3 APYIUX
BMAOB XM3HEAEATENbHOCTM obLecTBa U cTan Ae-
JIOM Tex, KTO npodeccnoHanbHoO 3aHnMancs obpa-
30BaHMEM U BOCMUTaHWEM. VIMEHHO B 3TO BpeMms
6blNM CO3AaHbl cneumranbHble FoCyAapCcTBEHHbIE
opraHbl U OBLECTBEHHbIE UHCTUTYThI, CleLmanm-
3UpYyHOLLMECS Ha HAaKOMAEHUW U pacnpoCTpaHeHUM
3HaHuIi. Obpa3oBaHMe Kak coLMaNbHOE ABAEHME
ABNAETCA OObEKTUBHOM COLIMANBbHOM LLEHHOCTbHO.
Bbicliee obpa3zoBaHMe — 3TO cBOeObpa3HbIli coum-
aNbHbIA ANT, 3a/10T yCrexa B COBPEMEHHOMN XU3HM.
OHO NOMOraeT YeNOBEKY YNYULINTb CBOH XM3Hb
N >XXM3Hb OKpYy>Xatowmnx ero arogen. ObpasoBaHue
[a8T KOHKPETHbIe MHCTPYMEHTbI ANS Kapbepbl 1 AB-
NAeTcA ABUraTeseM Cco3jaHunsa 3HaHu. Bbicliee 06-
pa3oBaHMe OxBaTbiBaeT BCE BUAbI 0ByUYeHMs nocse
wkosbl. OHO Bk/tOUaeT B ceba cobCTBEHHO BbICLLEE
obpazoBaHve, NpukaagHoe 1 npodeccroHanbHoe
obyueHue, a Takxe 0byuyeHne 6a30BbIM HaBbIKaM,
€C/IN OHWN He BblAN NONYYeHbl B XOAe LKOAbHOrO
obyuyeHunsa. OHO BkatoYaeT B cebsa obyueHwne B pas-
JINYHBIX YC/IOBUSX, B TOM UnC/ie Ha pabounx MecTax,
B YHUBEpPCUTETAX U NOJUTEXHNUUYECKUX MHCTUTYTaX.
Bbicllee obpazoBaHue NpefocTaB/seT OTAebHbIM
MoaaM 1 coobLecTBaM BO3MOXKHOCTb YAyULINTb
CBOM coLMabHble pe3y/ibTaThl, TpuobpeTas HaBbIKK,
HeobXxoAMMble A5 TOrO, UTOHbI CTaTb YCMELHbIMY
Y NPOAYKTUBHBIMU FpaxkaaHaMu. T HaBbIKM TakXe
CMOCOBCTBYIOT YKPEMNNEHNIO COLMANbHON CNAOUEH-
HOCTW ¥ AeMOKPATUYECKUX LLEHHOCTER 1 MOMOratoT
NOAAM U3 BCeX CoeB obLecTBa XUTb B NpoLBeTa-
towem, 6esonacHoM 1 paBHoMNpaBHOM obLecTBe.
Camo no cebe obpaszoBaHuMe ABAAETCA MPOLLECCOM
30 PEeKTUBHON KOMMYHMKaALMKN, MOCTOSIHHO pac-
WMPSIOLLEN FPaHWULIbl U YPOBHW CBOErO HbITKA.
Ecnv cumtathb, UTO LLEHHOCTU MOTYT NepesaBaTthCs
yepes ONocpesoBaHHYO KOMMYHMUKaLWIO B NPO-
uecce obpasoBaHMs, TO MOXHO BbIAENNTb Caeay-
toLLMe YPOBHM 3TOW KOMMYHUKALMK, YUMTbIBaS,
UTO KaXkAblli YeNOBEeK BbICTPAUBAET 3TN YPOBHMU
caM, onupascb Ha CBOM JIMYHBIA OMbIT U OMbIT CO-
6ecegHvKa. ABTOpaMu NpeasioxeHa CTPYKTYpHO-
byHKLMOHaNbHas MOAE/b B3aMMOCBA3M LLIeHHOCTHOM
1 couManbHOM NamsaTh, KoTopas onpeaenseT npo-
LLeCcCbl YCTOMUYMBOTrO Pa3BUTUSA COBPEMEHHOIO 06-
pa3oBaHusl.

MepBbIl ypoBeHb MOXHO ONpPeAenTb Kak CyobekT-
Cy6BbeKTHble OTHOLLEHWS, B OCHOBE KOTOPbIX J1e-

>KWUT B3aWMHas BbIroga. TO O3HaYaeT, UTo A LeHHo
npeagmMeT, MOCKOAbKY OH MOJe3eH ANA MeHA.
[JaHHbIN ypoBeHb Heslb3A CUMTaTh NPUMUTUBHBIM. OH
OTpakaeT NepByHo CTyrneHb 06pa3oBaHUs 1 BKIOYaET
B cebs ba3oBble 3HaHWA, YyMeHMA 1 HaBblku. Kak npa-
BWJIO, 3TOT YPOBEHb COrNacyeTcs C HayalbHOM LLKOOM,
AOMaLlHMM 0bpa3oBaHMeM 1 BocnuTaHueM. IMeH-
HO B 3TOT MOMEHT B NaMATn pebéHka popmupyetca
LeNoCTHas KapTUHa M1pa Kak YCTOMYMBOE, MOHAT-
HOe 1 OTKPbITOe OTHOLeHWe. Kak npaBuo, B feTcTBe
dopmmpyetca dyHAAMEHT LEeHHOCTHO-CMbIC/IOBOrO
OTHOLLUEHUA K MUPY M BOCNpUATHE ceba Kak vactu
MMpO34aHunA. ITOT Nepuoj Hagoro ocTaérca B na-
MATW YenoBeka. [1paBuabHOe OTHOLEHMe K obpa-
30BaHUIO KakK LLeHHOCTW, dopmMupytoLLeecs B 3TOT
nepuoa, obycnoBANBAET COLMANN3aLLMIO YesoBeKa
W, €CIV 3TOT NPOoLLECC MO TEM WM UHBIM NPUYNHAM
He NPonCXoaunT, NPOoLLecC coumanmsaumm satopma-
>KMBaEeTCs, YeNoBeK He naeHTudnumpyet cebs kak
NNYHOCTb. B kauecTBe NprMepa NpuBeséM peasb-
HbIM CNyyait, NOKa3bIBaoOLWMIN CBA3b NaMATM U nep-
BOrO OnblTa NO3HaHWs cebs 1 Mupa.

HenpocHyBwasca namartb

MasieHbKWI1 cMbrpcknii roposok. B oanH 13 aet-
CKUX AOMOB MPUBE3/IN HOBEHbKMX. [JeBOYKM 3TO NN
Manb4unKM NO oAexze NoHATb Bbino TpyaHO. BocnnTa-
TeNbHWLA Npeanoxwuna: «[laBante nonrpaem, HO CHa-
Yana, pasgennmcs Ha rpynnel. Manbumkn — Hanpaso,
[EeBOYKN — HaneBo». [leTn NpuHAAN urpy, noayymnach
cnegyrowasa KoHburypauma: Tpy Manbumka (3-5 ser)
BCTa/NM crnpaga, ofHa feBouka (4 roga) — cnesa. Ewé
Tpoe AeTel OCTa/nCb CTOATb B LEHTPE KOMHaTbI.
[leTn He 3HanW, KTO OHW — MaNbUYuKUN WA JEBOYKM.
MamsaTb 3TMX AeTel ewé cnana. To, YTO B CEMbe Npo-
XOA WO eCTECTBEHHO W MPOCTO, Y AETEW, NNLLIEHHbIX
poauTtenen, ctano npobaemon. Bocnutatenn fonax-
Hbl 6bIM C caMoro Havasna GpopMUpPOBaThL NaMATb
3TUX MaNleHbKMX NHOAEN, NX NAEHTUUYHOCTb, Ha 3TOM
YPOBHE — reHAepHY!o.

Ha BTopom ypoBHe BO3HMKatOT OTHOLLEHWS, NO-
CTPOEHHbIE Ha NpaBOBOM OCHOBe. BapocieHue ye-
NoBeka npejnonaraeTt NOCTOAHHOE pacluMpeHne
paMOK ero coLmasabHOM NaMAT U NoJyYeHNe HOBO-
ro onbiTa 415 YCNEWHOoW peann3aLmm XXM3HEHHOro
nyTW. NpaBoBble HOPMbI, 3aKPenNéHHbIe B 3aKOHaX,
OTpa>katoT OCHOBHbIe MOBeAeHYeckMe CTeEPeoTUNbI.
O6pazoBaHue packpbiBaeTCA B COOTBETCTBUM C Orpe-
AeNéHHbIMW HOpMaMW 1 cTaHgapTaMmu. B saHHOM
Clyyae peanunsyercs cTpaTervs ycronumsoro obpa-
30BaHWsA Kak ycnoBre GOPMUPOBaAHUSA HOPMATWB-
HOW couunanbHoW namaTu. K coxxaneHuro, MMeHHO
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Ha 3TOM YpPOBHE MOXET BO3HMKATb JIOXKHas NamsThb,
MCKaxXkaroLlas nan CKpbiBaroLLlas UCTUHHOE MOo-
>XXeHWe Bellen.

«Wnana Knementnca»

B pomaHe KyHaepbl «<KHura o cmexe 1 3a6BeHnmn»
onvcaH noAobHbIn cnyyain. Gespanb 1948 roga. Jingep
YelLLCKMX KOMMYHUCTOB, K. [0TBasIbz BbICTYMaeT C peybto
nepea orpoMHo Tonnoin B Mpare. VIMeHHO ¢ 3TOrO
CobbITVA Havanacb NCTOPUA KOMMYHUCTUYECKON Ye-
xum. CHer nagaet Ha HenokpbITyto ronosy K. Foteasb-
Aa. KneMeHTUC, oauH 13 ToBapuLLen MoTBanbaa, Tak bbl
enas NoMoub, OTAAET BOXK/HO CBOKO MEXOBYHO LLAMKY.
ToTt dakT, uto l'o0TBaNbA Obl B MEXOBOW LUANKe, 3ane-
YaTNAEH Ha MHOrOUYMCAeHHbIX doTorpadusx, cTaB xpe-
cToMaTUHbIM doTo. Yepes yeTbipe roga KnnmeHTtmc
6b11 06BMHEH B roCyJapCTBEHHOM M3MEHE W MOBELLIEH.
Otaen nponaraHAbl HeMeANeHHO U3bAN U3 NCTOPUM
BCE YNMOMMHaHNA O HéM, a Takxke Bce poTorpadum.
C Tex nop loTBanbg cTouT Ha 6ankoHe oguH. Ha Tom
MecTe, rae paHbLue ctoan KnemeHTnC, ocTanachb AuLlb
6enas cteHa. EANHCTBEHHOE, UTO HanomMuHaeT o Kne-
MeHTuCe,— 3T0 MexoBas wanka (KyHaepa, 2011). Mpw-
Mepbl MaHUMYAALMI C COAEPXKaHNEM COLMaIbHON
NamsATM MOXHO HalTX NpakTU4yeckn B Ntobor nepum-
oZ4 B Ntobow cTpaHe.

MpumeuaTtenbHO, UTO NoTepsa pedepeHUUM,
BbITECHEHWE, YAaNeHNe U3 COLMaNbHOM NaMaTn
TOro MAN UHoro dakTa Npu OCTaBJAEHUM ANLLIb ero
cnefa NPONCXOANT HE TOIbKO B MaTepuanbHOM,
Hes3blkoBOW chepe (Hanpumep, yHUUTOXEHME do-
Torpaduu). 3TOT Npouecc AeACTBUTENbHO OCY-
LWeCTBAAETCA B paMKax rocyAapCTBeHHOM 3HaKOBO-
CMMBOJINYECKON ANCKYPCUBHOW CUCTEMBI, KaK Obl
bUAbTPYA BOCMOMUHAHNSA 06 NCTOPUUECKUX CODbI-
TUAX U HaNOJIHAA COLMaNbHYHO NaMATb NNLLb Onpe-
AENEHHBIMW «MpPaBUAbHBIMU» BbICKa3blBaHUAMM.
Kak Bugmm, nonmtrka cnocobHa BANATL Ha coAep-
XaHwue coumanbHOM NamATH, NCKaXkas 3HaHWUs O pe-
aNbHbIX UCTOpUYeckmx cobbiTnaX. COOTBETCTBEHHO,
NCKaXKeHWe COLMaNbHOM NamMaTL HanpsMy BAMSET
Ha obpa3oBaHue. BMecTo peasbHON, NOAUTUYECKM
He aHrakmpoBaHHOW KapTWHbI YesoBeK Noay4yaet
JIOXHOe npeAcTaB/ieHVe O genctButenbHocTn. O6-
pa3oBaHue danbcndumumpyetcs, Tepss 06beKTUB-
HOCTb W1, KaK NMPaBWU/IO CBOKD UCTUHHYHO LLEHHOCTb.

Tpvaga «obpa3oBaHMe — NamATb — LLEHHOCTb»
cnocobHa copmMmnpoBaTh CTEPXKEHb HPABCTBEHHbIX
LeHHocTen. VIMeHHO B 3TOT MOMEHT BO3HMKAIOT OT-

HOLLUEHWS, B KOTOPbIX LIAHC MaTepuaibHOW BbIroAbl
CBOAMTCH K MUHUMYMY, N HaUMHAIOT AeNcTBOBaTb
WHbIE JOMWHaHTbI COLMaNbHON NaMaATW. Takas NaMsaTb
MO3BOJISIET «MPUCNOCOBUTL NPOLLNOE K HACTOsLLe-
MY, WAK, 4YTO TO XKe caMOoe, HacTosLlee K MPOLiIo-
my» (Fentress J., Wickham Ch., 1992, c. 201). be3
coumanbHoOW namaty, 6e3 afekBaTHOrO NOHNUMaHMS
MPOLLAOro HEBO3MOXHO MHTEPNPETUPOBAThL U OLie-
HWUTb HbIHELLHIOH YCTONYMBOCTb 0HBpa3oBaHus, ae-
NaTb MPOrHO3bl Ha byayLee.

Yemy 1 Kak yuntbca?

OTOT BONPOC 3ajaBas LWKOAbHUKAM BENUKUIA
pycckuit yuyeHblii FOpuii Muxainosuy JSlotmaH
(1922-1993). OH nucan: «Yemy yuatca nroan? Jlroan
n3yyatoT 3HaHue, NoAN n3ydatoT MNamaTb, NH0AN 13-
yyatoT CoBecCTb. OTO TpW NpesmeTa, KOTopble He-
0bxoanMbI B 110601 LWKO/IE U B KOTOPbIE BOLIIO
nekyccrso. o cytn, nckycctso — 31o KHura nama-
TV 1 coBecTW. Hafo TONbKO YMETb UMTaTb 3Ty KHUTY>
(JlotmaH, 2010, c. 11). Tonbko ycTonumBoe obpaso-
BaHWe CNocobHO AaTb YeNoBeky UCTUHHOE 3HaHWe
o npouwnom ([MamaTtb) 1 0CBOUTL LIEHHOCTW NPOLLAOTO.
Kaxkablli ypoBeHb COLMaNbHOIO B3aMMOAENCTBUSA
MO>eT 6bITb OXapakTepnsoBaH CBOUM LLEHHOCT-
HbIM acnekToOM W HanpsMyr BAUSAET Ha noajep-
XaHue obpa3zoBaTenbHbIX TeHAEHUMA. CounanbHas
MamsATb — 3TO NOCTOAHHO Pa3BMBatOLLAACA CMCTEMA.
UeM paHblle 04N OCO3HAKOT NPUCYLLYIO e LieH-
HOCTb, TEM yCMneLLuHee OHM CMOTYT peann3osaTb Npo-
rpammy CBOEW XW3HW: OT noTpebutenbckoro bnara
K 3aKOHOMOCAYLUHOMY CyLLLECTBOBAHWUIO W, HAKOHELL,
K OCO3HaHMIO LIEHHOCTW 1 YHUKaNbHOCTW CBOEN XM3-
HW. Peannsaumsa 31O cTpaTermm BO3MOXHa TO/IbKO
B 0obpa3oBaTesibHOM npoLiecce. CTabunbHoe obpa-
30BaHVe B COBPEMeHHOM obLLecTBe ABAAETCSA CBO-
eobpazHbIM «coumanbHbIM ANGTOM», CNOCOBHbIM
MOAHATb YenoBeka K BeEpLUMHAM COLMANbHOMN XXMU3HW.

3akntoueHune
MNMoaBoAA UTOMM UCCNEA0BaHUA B3aMMOCBA3M COLIM-
aNbHOWM NamATK, LLeHHOCTeW B COBPeMEHHOM obpa-
30BaHWMW, MOXHO CAeNaTb BbIBOA, YTO CTOJKHOBEHMWE
LEHHOCTEW B M MOHUMaHWe cogep>kaHnsa coLmanb-
HOW NamsaTM — OZHa M3 TEHAEHLUA COBPEMEHHOTO
obLecTBa, KOTOPYH MOXHO U HY>XHO MakCUMab-
HO cMArYMTb. B cogep>xatenbHoOM acnekTe 3710 By-
JeT AeATeNbHOCTb No pa3paboTke obpazoBaTeNbHbIX
TpaekTopui C YY4ETOM HaLMOHaNbHO-KYAbTYPHOTO
MeHTannTeTa permoHa.

JaHHas cTatbs ony6amMkoBaHa B paMkax Nporpammbl NOBbIWEHUS KOHKYPEeHTOCNocobHocTn Halmo-
Ha/NbHOTO NCCeA0BaTENLCKOrO TOMCKOrO MOJIMTEXHUUYECKOTO YHMBEPCUTETA.
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Summary: Calligraphy art occupies an important
position in the history of China. It is not only a “na-
tional treasure”, but also a "gentleman’s art”. It is a
concentrated expression of personal aesthetic con-
cept, academic accomplishment, personality temper-
ament and ideological realm. China’'s calligraphy art
is an important part of China's traditional culture,
which embodies the essence of traditional culture
and ancient philosophy. The ideas, traditional vir-
tues and humanistic spirit of China’s traditional cul-
ture are the essence of China’s traditional culture,
and also constitute the cultural foundation of Chi-
na's modernization.

Calligraphy is a writing culture based on Chinese
characters, and its artistic expression and aesthetic
standards are derived from China’s traditional philos-
ophy and culture. The complicated process of China’s
cultural modernization affects modern calligraphy and
its social cognition, and the development of callig-
raphy art is closely related to the internal situation.
Taking China’s calligraphy and China’s culture as the
research object, and China’s history as the research
basis, this paper deeply analyzes the present situation

Introduction

In the 20th century, China is facing globalization
and modernization, both in the social, political and
cultural fields. China’'s calligraphy is the core carrier
and interpreter of Chinese civilization, philosoph-
ical thought and national cultural spirit, and plays
an important role in cultural output and dissemina-
tion [1]. Calligraphy has become a fortress of Chi-
nese tradition and identity. Calligraphy has been a
part of China’s history since ancient times, and it
has had a far-reaching influence on China culture
in particular. With the changes of history and cul-
ture, various calligraphy styles came into being [2].
Influenced by western culture in many aspects of
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of modern calligraphy and China’'s calligraphy culture,
and adopts interdisciplinary research methods, includ-
ing history, art history, cultural history, aesthetics and
philosophy, and makes detailed thinking on various
topics, such as the history of China in the 20th centu-
ry, the characteristics of modern calligraphy, and the
role of China’s calligraphy in culture and education.
The conclusion is: It summarizes the present situation
and cultural achievements of China’s calligraphy as a
cultural phenomenon, which has played an important
role in maintaining Chinese national identity and con-
veying national cultural mentality. According to this
statement, a person’s personality and quality can be
reflected in calligraphy, which can even emphasize a
person’s social status, and a person who writes well
in calligraphy can win the respect of strangers. There-
fore, calligraphy art bears the effective inheritance of
Chinese national identity and cultural spirit, and the
popularization and inheritance of calligraphy art con-
tributes to the prosperity and development of Chi-
nese art and culture.

Keywords: China, calligraphy, art, history, culture, mod-
ern calligraphy, aesthetics, national culture.

culture and history, calligraphy is still an unshaka-
ble symbol of China’s national identity and cultur-
al heritage.

China people’s national cultural mentality is
closely related to their history, philosophy, re-
ligion and lifestyle. The works created by great
calligraphers not only embody these aspects of
Chinese culture, but also enrich people’s spirit.
Every symbol and every calligraphy feature is full
of profound meaning and wisdom. China’s aes-
thetic thought of calligraphy runs through the
whole development of Chinese aesthetic history
and has rich ideological and cultural connotations
[3]. China’s calligraphy has its own characteristics
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and cannot be confused with that of other coun-
tries. If you compare China’s works with those of
Japanese masters, even though they use the same
tools and techniques to create works, you can
find many visual differences. China’s calligraphy is
an interpretation of visual art and literary signif-
icance, which not only reflects the hieroglyphics
themselves and their significance, but also reflects
the author's attitude and state, as well as the au-
thor's spiritual and moral development path and
the artist’'s unique inner world, including the art-
ist's personality, ambition and mood [4].

Research method

As a cultural phenomenon, China’s calligraphy is
a method based on history, art and culture, which
makes it possible to study this phenomenon by us-
ing various scientific achievements-historiography,
art history, cultural history, literature, aesthetics, phi-
losophy and comprehensive interdisciplinary meth-
ods, as well as literature analysis methods. Then,
according to the research theme, the results are
summarized by using research methods.

Research results

Historical events, especially a large number of
historical events in the 20th century, are vividly im-
printed in the calligraphy tradition. At the beginning
of this century, China experienced political turmoil,
including the revolution in 1911, which overthrew
the empire and established a republic. This period
is a period of exploration and cultural reform. Cal-
ligraphers and artists in China are faced with the
challenge of introducing new ideas and technolo-
gies while protecting traditional arts.

The Sino-Japanese War began in 1937 and last-
ed until 1945. After the war, the Communist Party
of China (CPC) took over. The period from 1949 to
1976 was a difficult period for the development of
People’'s Republic of China (PRC)'s modern histo-
ry, which was called the "Mao Zedong era” because
Mao Zedong became the chairman. The econom-
ic destruction and social imbalance caused by Mao
Zedong's policies have slowed down the develop-
ment of China, including cultural development, for
decades.

The "Cultural Revolution” initiated by Mao
Zedong in 1966 was aimed at maintaining com-
munism in China by eliminating the remnants of
capitalism and traditional factors in China soci-
ety, which turned out to be a real tragedy for a
country with millions of people. Although Mao
Zedong is eager to change the essence of callig-

48

raphy culture itself, he can’t fight against the Mil-
lennium tradition.

At the end of the 20th century, Chinese culture
entered a new stage of development, and all walks
of life began to develop rapidly. With the rise of the
economy and many social institutions, the unique
culture of China began to develop again. The rev-
olutionary thought that happened nearly a centu-
ry ago became the basis of politician’s rule in the
early 20th century.

It can be seen that the development of callig-
raphy art in the 20th century is closely related to
the domestic situation. Despite all kinds of dras-
tic changes in recent decades, calligraphy occupies
such an important position in China culture, includ-
ing at the official level, and it cannot be completely
subordinated to politics or ideology. The tradition
of proficient calligraphy culture still exists, and new
political leaders must follow this tradition if they
want to win the respect of their subordinates. The
function of modern calligraphy has been replaced
by TV and media, but gradually, the importance of
calligraphy in political leaders and public space has
begun to increase.

Modern calligraphy creation has broken
through the traditional mode in exhibition ef-
fect and form, and has been presented in a va-
riety of orientations, so that the calligraphy style
can be constantly updated [5]. With the arriv-
al of western modernist artistic concepts, some
calligraphers began to seek breakthroughs and
changes, trying to improve the external expres-
sion of China's traditional calligraphy with west-
ern visual artistic expressions, which led to the
exaggeration of the external expression of callig-
raphy works [6]. From a historical point of view,
the alternation between the old and the new is
inevitable, and the characteristics of modern cal-
ligraphy are the introduction of new techniques
and means of expression. Modern calligraphy is
the new direction of China’s calligraphy develop-
ment. It not only combines the western modern
art and the new concept of Japanese "avant-garde
calligraphy”, but also follows the traditional writ-
ing forms, tools and materials used in China and
the aesthetic principles of Confucianism, Taoism
and Buddhism in traditional philosophy [7]. In
1986, an exhibition was held in Beijing for the
first time in the twentieth century. In addition
to traditional works, some innovative works ap-
peared, but they did not deny the achievements

of predecessors. In the definition of modern cal-
ligraphers, we should adhere to the method of
“people-modern people-modern artists-modern
calligraphers” to think about the talent composi-
tion of modern calligraphers [8]. The new ideas of
modern calligraphers enable them to reflect the
new trend of the times more accurately. Most of
them are young calligraphers and academic art-
ists who have been trained by masters.

A new generation of China calligraphers must
take the excellent works left by their predecessors
as the main guide for their development. We should
absorb the great wisdom and unique calligraphy
art theory summarized by outstanding predeces-
sors, so as to develop our own unique artistic style.
In addition, calligraphy periodicals also occupy an
important position in the creation and dissemina-
tion of calligraphy art. After the reform and opening
up, China’'s modern calligraphy periodicals began a
new historical development period, and authorita-
tive calligraphy publications such as China Callig-
raphy, Calligraphy and Calligraphy Research played
an important role in spreading art [9].

Discuss

The vigorous development of China'’s calligraphy
art has shown the world the long history and pro-
found foundation of Chinese character culture [10].
The creative works of young calligraphers in China
are various, which can be divided into several main
styles to explore.

Researchers S. A. Ann and S. N. Voronin proposed
the following division:

"Energy flow” group;

— Free-form group;
“"Dominant-Undominant” group;
"Painting Synthesis” group.

In the "energy flow" group, the calligrapher’s
attention is attracted by the movement of “gi” en-
ergy. In their handwriting, she kept turning in cir-
cles, and an invisible pulsating energy rose. This
is particularly evident in the works of the famous
calligrapher Wang Xuezhong. When he wrote hi-
eroglyphics, he tried to point the lower right line
upward, while the upper left line pointed down-
ward. As a cultural researcher in China, S.N. sokolov-
Remizov, “The beginning of these features is closed
by backward writing, while their end emphasizes
openness.”

The second group of “free format” has carried
out various practices with pen and ink. For exam-
ple, calligrapher Gu Gang has blurred the bound-

aries between hieroglyphs in his works, so there
are some big ink spots on the paper, which look
like a huge hieroglyph or image. Gu Gang com-
bined the various styles and techniques of cursive
script with the graphics of ancient Chinese cal-
ligraphy. In ancient handwriting, there is no clear
boundary between the elements of adjacent hi-
eroglyphs. This integration of different styles and
handwriting is harmoniously integrated into the
overall composition.

The third group is combined in a special way
and named "Appeared-Not Appeared”. The group’s
authors focus on “the mystery of features emerging
from non-existent backgrounds”. Zhu Naizheng,
one of the representatives of calligraphers, used
few features and lines in his works, but the high
energy of ink color and block features expressed
the particularity of the creative process. An in-
visible center contains arbitrarily dispersed ele-
ments, and there are special waves and vibrations
in the lines. Zhu Naizheng's works are similar to
Mi Fei’s vibration techniques. Zhu Naizheng's fa-
mous saying: “The way of calligraphy lies in the
transmission of true qi. There is no need to aban-
don norms, just as it is not worth being bound
by them.

The fourth group “Painting Synthesis” focus-
es on the interaction between painting and the
plasticity of calligraphy. For example, in Peng Shi-
giang's works, the outline of the mountain is ex-
pressed by painting techniques, which is similar
to the ancient hieroglyphic “Mountain”, and hier-
oglyphics are attached to the bottom of the canvas
to create the effect of wet paper. This technique
is borrowed by calligraphers from painting, but it
does not violate the essence of calligraphy plas-
ticity. Calligrapher’s motto is: “Calligraphy is the
opening of emptiness and the great spontaneity of
mind and spirit [11]. "Although globalization has
brought some problems and consequences, such
as the popularization of new writing tools such as
hard pens and computers, which greatly reduced
the practicality of calligraphy, China’s calligraphy
is still the embodiment of China’s national aes-
thetics, philosophy and social culture, and it has
maintained a leading position in inheriting tradi-
tion and other plastic arts [12].

Conclusion

China’s traditional culture has a history of 5,000
years, which embodies the spirit of the Chinese na-
tion and China’s “soft power” [13]. Calligraphy, as
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a national treasure, has a profound mass base. The
complicated process of cultural modernization in
China in the 20th century reflects modern calligra-
phy and its social cognition [14]. There is no doubt
about its value in preserving national spirit and cul-
tural mentality, but some processes and changes
need special attention from society and the coun-
try [15]. Taking the development path of calligra-
phy education combining culture and art will help
to promote the spread and development of callig-
raphy art to a greater extent [16].

In China’s ancient philosophy, the spiritual-
ity of Taoism, the world outlook of harmony be-
tween man and nature, the way of thinking of yin
and yang symbiosis, and the aesthetic thought
of “neutralization” have become the main laws
of China’s art development in the past hundred
years [17]. Therefore, calligraphy is not only an
art, but also a philosophy, aesthetics and ethics.

Calligraphy art in China traditional culture con-
tains "aesthetic practice”, including the aesthetic
experience of the creative subject, the process of
aesthetic practice and the aesthetic object [18].
Learning calligraphy can cultivate artistic aes-
thetic taste and excellent quality. Calligraphy is a
form of expressing “"beauty” with pen and paper,
which can convey the author’'s mood and cultur-
al thoughts [19].Chinese excellent culture is ex-
tensive and profound, and its ideas, traditional
virtues and humanistic spirit constitute the cul-
tural foundation of China's modernization [20].
Later generations continue to inherit the callig-
raphy tradition of predecessors, and its relevance
is constantly enhanced. New calligraphy artists
are constantly appearing, and at the same time,
China’s excellent traditional culture is preserved,
continued and carried forward.
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COBPEMEHHOE COCTOAHUE KNTAVNCKOW
KANJINTPAOUNI KAK ABJIEHNA KY/bTYPbI

AHHomayusa: B nctopum Kutas nckyccrso kanaumrpa-
dUM 3aHNUMaEeT BaHOE MEeCTO, 3TO He TOJIbKO «HaLMo-
HaNbHOe JOCTOAHMNE», HO U <UCKYCCTBO fXKEHTIbMEHa»,
3TO UHAMBUAYaNbHbIE 3CTETUYECKME MPEACTaBAEHNS, aKa-
JemMuueckas noAroToBka, TEMMepaMeHT XapakTepa, Mbic-
2N N YyBCTBA, KOHLLEHTpaLms BonaoLweHus. ckyccTBo
KUTaCKOM Kanaurpadum — 3To BaxkHas yacCTb Tpaau-
LMOHHON KUTANCKOW KyNbTypbl, KOTOPas Takke BOMJO-
WwaeT B cebe CcyTb TPAAULMOHHON KyNAbTypbl U APEeBHEro
dunnocodpckoro melwneHuns. igeonorns, TpaguumoHHbIe
806pOAETENN N TYMAHUCTUYECKUIA fyX COCTaBASAIOT CyTb
KUTalCKOM TPaaULIMOHHON KYNbTYpbl, KYJbTYPHYH OCHO-
BY MogepHusaumm Kntas.

Kannurpaduns — 310 KyabTypa NncbMa, OCHOBaHHas Ha
KuUTanckunx nepornndax, eé xysoecTBeHHas BblpasnTeb-
HOCTb 1 3CTeTMYeCKMe CTaHAapTbl HepyT Hayano B Tpaau-
LIMOHHOM KMTanckomn dpunocodum n kyabtype. CNOXKHbIN
MPOLIECC MOAEPHU3ALIMM KATAWCKON KybTypbl MOBAMAN Ha
COBPEMEHHYH0 Kanaurpaduio 1 eé coumanbHoe BOCNpUsTUE,
a pa3BuTMe NCKYCCTBA Kanamnrpadum TeCHO CBA3aHO C BHY-
TPEeHHel cutyaLumeit. B saHHOM paboTe B kauecTBe 06bEKTA
NCCeA0BaHMA paccMaTpPVBArOTCs KuTalickas Kaaaurpadus
W KWTancKas KynbTypa, 3a OCHOBY 6epétcs nctopus Kutas,
ryboKO OCMbICIMBAETCA COBPEMEHHOE COCTOSIHME KUTal-
CKOV Kanamrpadum v Kanamrpaduueckon KyabTypbl, NCMONb-
3yeTCs MEXANCLUMINHAPHBIA U MEXNPEAMETHbIA METOZ

BeBeaeHue

B XX Beke Kutal ctonkHyacs ¢ rnobanmsaum-
el 1 MoAepHU3aLMen, Kak B coumnansHom cohepe,
Tak U B NOAUTUYECKOWN U, KOHEUYHO Xe, KyabTyp-
HoW. Kutarickas kanaurpadus aBaseTcs LeHTpaib-
HbIM HOCUTEJIEM U MHTEPNPETATOPOM KUTANCKOMN
umBMAM3aLMK, GUNOCOPCKON MbICAW, HALMOHABHON
Ky/AbTYypbl 1 fiyXa, UTPaeT BaXKHYH poJib B 3KCNopTe
N pacrnpoctpaHeHun kyabTypbl [1]. NickyccTBo Kan-
nurpadum ctano ceoeobpasHbIM OMJAOTOM TPAAMLMIA
N MAEHTUUYHOCTW KMTaCKoro Hapoga. Kanaurpadpus
C APEBHENLLMX BPEMEH Oblfa YacTblo NCTOPUN KaK

nccnesoBaHus, BKIOYaKOLWMI ncTopuorpaduio, NCTopuio
NCKYCCTBA, NCTOPUIO KYNbTYpbl, 3CTETUKY U dunocoduto,
NOAPOBHO paccMaTpPUBAKOTCS Pas/NYHble acneKTbl TEMbI,
Takme kak: ucropusa Kutas B XX Beke, ocobeHHOCTM coBpe-
MeHHOW Kannurpaduw, KyabTypHo-obpasoBaTtenbHas posib
KuTanckon kananrpadumn. ObobLuaeTcs COBPEMEHHOE Co-
CTOSIHVE W KY/IbTYPHblE AOCTUXKEHUS KUTACKOM Kanaurpa-
dunn Kak KyabTypHOro deHomMeHa, CbirpasLUero BaXKHYH
pOJib B COXPAHEHWWN KUTANCKOW HaLMOHabHON UAEHTNY-
HOCTW, a TaKXXe B nepejayve HalMoHaNbHOIO Ky/ibTYpPHOTO
MeHTanuTeTa. B Hallel cTpaHe TakXe CylecTByeT noro-
BOpKa «xapakTep 4esoBeka NojobeH ero Co6CcTBEHHOMY
JINLLY», COrIacHO KOTOPOM XapakTep 1 KayecTsa yesoBe-
Ka MOTyT 6bITb OTpaXkeHbl C MOMOLLbIO Kanaurpadum, Kan-
Anrpadus MOXeT Jaxe NoAYEPKHYTb COLManbHbIN CTaTyC
YeNoBEKa, a YeNOBEK, KOTOPbIV XOPOLLO MULLET, CNoCco-
6eH 3aBOeBaTb YBaXkeHVe He3HaKOMbIX Ntogei. Mo3To-
My Tak>Xe OUYeHb BaXKHO, UTODbI MCKYCCTBO Kaaaurpadumm
Hecno B cebe adpdeKTUBHOE HaceAoBaHNE KNTANCKOM
HaLMOHaNbHOW MAEHTUUYHOCTMN U KyNbTYPHOTO AyXa, a no-
nynapunsayna n HacnegoBaHue NCKYyCCTBa Kannmrpaqmm
cnocobcTBOBaNN MPOLIBETAHMIO UCKYCCTBA U KYAbTYpbI
B Kutae.

Knrouessle cnosa: Kumad, kannuepagus, uckyccmso,
ucmopus, Kysemypd, cogpemMeHHas Kaanuepagus, scme-
muka, HaYUuoHAabHasa Kynemypa

Boctoka, Tak 1 3anaga, ocobeHHo Kutas, Ha KyabTy-
py KOTOpPOro oHa oka3ana rnybokoe BANAHWE, U MO
Mepe M3MEHEHUA UCTOPUN W KYNbTypbl BO3HUKaIM
pa3anyHble CTuaAn Kanaurpadum [2]. B o Bpems, kor-
fa MHOTVe acneKTbl KyAbTypbl U MCTOPUK NoABepra-
JINCb U3MEHEHWAM W BAVAHWIO 3aMagHOM KyAbTypbl,
Kannurpadua octanacb HeNokonebrMbIM CUMBO-
JIOM HaLMOHaNbHOro CaMOCO3HaHNA U HacheAns.
HaunoHanbHO-Ky/IbTYPHbIA MEHTaNUTET KuTan-
CKOro Hapoga TECHO CBfi3aH C ero uctopuew, ou-
nocodwven, peanrver 1 o6pasom XxnsHu. Beankue
MacTepa Kananrpapum cosgaBanu NpovsBeseHns,
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KOTOpble He TOJIbKO OTpaxkaau 3TV acneKkTbl KUTam-
CKOW KYNbTYpbl, HO 1 AYXOBHO oboralianm atogen.
Kaxablin cumBoOA, Kaxaas Kanaurpadpuueckas vepta
6bIN HaMOHEHbI FNYBOKUM Cofep>KaHNEM 1N My-
APOCTbIO. ICTeTMUECKAsA MbIC/Ib KUTAWCKOWN Kaain-
rpadum NPoxoAunT Yepes BCE pa3BUTNE UCTOPUU
KUTaNCKOM 3CTETUKM U UMeeT boraTtbil ngeono-
TMYECKUIA 1 KyAbTYpHbIA noatekcT [3]. Kutanckas
Kanamrpadus nMmeeTt COBCTBEHHYH MAEHTUYHOCTD,
KOTOpPYHO He cnyTaelsb C Apyroi. Ecau cpaBHUTb
npov3BeseHne, HanncaHHoe KUTakckMM MacTe-
poM, n paboTy, HanpumMmep, ANOHCKOTo MacTepa,
MO>HO BbISIBUTb MHOXECTBO BU3yasibHbIX OT/M-
UMK, HECMOTPSA Ha TO, YTO MpKU co3gaHum paboT
6bIn 3a€MCTBOBAH OAMH U TOT X€ UHCTPYMEHTa-
PUA N TeXHUKa.

HecmoTps Ha To, UTO KuTaickas Kaaamrpapus —
3TO BM3yasbHOE UCKYCCTBO W MHTeprpeTaumsa ante-
paTypHOro CMbIC/1A, B HEM OTpPaXkaeTcs He TONbKO
caMm veporamd 1 ero CMbICA, HO TakXXe OTHOLLEeHNe
n cocTosiHMe aBTopa paboTbl, ero NyTb AyXOBHOrO
N 3TMYeckoro ctaHoBneHus. Kannnrpadus Bbipa-
XaeT YHUKaNbHbIA BHYTPEHHUI MUP XYAOXKHUKA,
cosep>Kaluni MHANBUAYaNbHOCTb, YCTPEMIEHNUSA
N HacTpoeHwue [4].

MeToauka nccnepgoBaHma

Kutanckas kannmrpadums kak KyabTypHbIn de-
HOMEH OCHOBbIBAETCS HAa MCTOPUUECKOM, Xy 0XKe-
CTBEHHOM W KY/NbTypPOJAOTrM4eCKOM NoaxoAax, Uto
no3BosAeT U3y4vatb 3TOT GeHOMEH, NPUMEHSAsA pe-
3y/NbTaTbl Pa3/IMYHbIX HayK — nctopuorpadum, uc-
KyCCTBOBEAEHWA, UCTOPUW KyNbTypbl, IUTEPaTypbl,
acteTnkn, dbnnocodun n apyrmx MexancUnnInHap-
HbIX METOA0B, a TakXXe AOKYMEHTa/lbHOrO aHau3a,
CMHTEe3UpOBaTb TeOpeTUYECKNe pesyibTaTbl MeX-
ANCLUMAVHAPHOro noaxozaa, a 3ateM 0606wWwunTb
MoJlyYeHHble pe3ynbTaTbl B COOTBETCTBUM C TEMOW
nccnepoBaHmA.

Pe3synbtaTthbl uccnepoBaHus

flpko oTneyaTanmch Ha Kanaurpapuueckon Tpaam-
LUKN 1 UCTopUYeckme cobbITUs, KOTOpbIX BbI10 0CO-
6eHHO MHOro B XX Beke. B Hauane ctoneTtnsa Kutan
nepexun NoAnTUYeckme NOTPACEHUS, BKAOYas pe-
Bostoumio 1911 roga, cBep>xeHne nmnepumn u ycra-
HOBAEHWe pecnybankun. 3To BpeMs Hb110 Neprogom
MOWNCKOB U Ky/bTypHON pedopMmbl. Kutalickme kan-
nrpadbl U XyAOXHUKK CTaNKMBaAUCh C 3afadveli co-
XPaHUTb TPAANLMOHHOE NCKYCCTBO, OAHOBPEMEHHO
BHEAPAS HOBblE UAEU U TEXHWUKM.

B 1937 ropy Hauanacb ANoHO-KMTalcKas BOMN-
Ha, KoTopasa npogokanacb Ao 1945 ropa. MNMocne
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BOVHbI BJaCTb B CBOU pyKu B3siia KOMMyHUCTMYe-
ckasa naptma Kuras.

HenpocTtblie BpemeHa HacTynuau Bo BTopol dase
pa3BMTMA coBpemeHHOM nctopun Kutarickon Ha-
poaHol Pecnybanku ¢ 1949 no 1976 rog. 2107 ne-
pVOJ NPUHATO Ha3blBaTb «3MOX0oM Mao», NOCKObKy
npeacegatenem ctan Mao Li3agyH. SkoHoMuueckoe
pa3pyLUeHUe 1 coumanbHbIi AncbanaHc, BbiaBaHHblE
noanTukon Mao, 3ameanuau paseutme Kutas, B Tom
yuncne M KynbTypHOe, Ha AeCATUNETUS.

Hauataa Mao L3agyHom B 1966 rogy «kynbTyp-
Has PEBOMIHOLMS», LLesIbi0 KOTOPOW BblI0 COXpaHeHMe
KUTaliCKOro KOMMYHM3Ma NYTEM OYMLLEHNS KUTaW-
CKOro oblLuecTBa OT OCTaTKOB KanuTasinCTUYeCckmx
N TPaAVLIMOHHbBIX 31eMEHTOB, OKa3anacb HaCcToOs-
Wer Tpareamen Ansg MHOTOMUAIMOHHOM CTpaHbl.
HecMoTpsa Ha HacuNbCTBEHHOE XenaHne N3MeHUTb
CyTb camoi kanaurpadum, Li3sgyH He Mmor 60poTh-
€Sl C ThICAYENETHUMM TPAAULMNAMM.

HoBbI 3Tan pa3BUTUA KUTAWCKON KYAbTypbl
Hauancsa B KOHUe XX cToneTtns, Korga BO BCEX
chepax XUM3HM CTpaHbl HauancCs CTPEMUTENbHbIN
pocT. [NoaHANaCb 3KOHOMMKA, BO3HWUKNO MHO-
XeCTBO COLMaNbHbIX MHCTUTYTOB, BHOBb Hayana
pa3BUBATbLCA YHMKaNbHas KUTackas KyabTypa.
Naewn pesontounmn, nponsolwesien noyuTn CTo-
NneTve Hasag, CTaan OCHOBOM NpaBAeHWA NOoAu-
TUKOB Hayana XX Beka.

Taknm obpa3om, pa3BUTME NCKYCCTBa Kanaum-
rpadum B XX Beke 6bIIO TECHO CBA3aHO C TeEM,
UYTO NPOUCXOAMNNO BHYTPU CTpaHbl. HecMoTpsa Ha
BCE MOTPACEHMNA, CNYUMBLUMECHA B TeYeHNe fecs-
TMNETUI, Kananrpadus 3aHMMana HacToNbKO Bax-
Hoe MecTo B KyabType Kutas, B TOM uuciae u Ha
odnuManbHOM YPOBHeE, UTO He Moraa 6biTb Non-
HOCTbIO MOAYMHEHA NOAUTUKE AN NLEONOTUMN.
Tpaauuma UCKYCHOrO BAaZeHUsA NUCbMOM Oblna
XVBa, N HOBble NOAUTUYECKNE Anaepbl 06a3aHbI
6bINn el cnesoBaTh, €CN XOTENU 3aCNyXUTb YBa-
XEHWe B rnasax CBOWX MOAUYMHEHHbIX. 3aBepLuato-
WM 3Tan B COBPEMEHHOM NCTOPUMN Kanaurpadum
OT/INYANCH YyTPaTON CBA3U MeXAY BAACTbO U UC-
KYyCCTBOM KpacuBoro nucbma. ®yHkuUnm Kanam-
rpadun B3aan Ha cebs teneBungerne n CMU. Ho
nocTeneHHo kanaurpadus ctana yBeamumBaTb CBOHO
3HAUMMOCTb KaK CpeAun NOANTUYECKUX TNAEPOB,
Tak U B 06LLECTBEHHOM NPOCTPaHCTBE.

Co3gaHve coBpeMeHHOW Kanaurpapum B Bbl-
cTaBouyHOM 3ddekTe — popma npopbiBa B Tpa-
AVLVOHHOM MOoAenu, ¢ pazHoobpasHol popmoi
opveHTaumm, 4Tobbl CTUAb Kananrpadum Mor no-

CTOSIHHO 06HoBAATbCA [5]. C npuxogom ¢ 3anasa
MOZEPHMUCTCKNX KOHLLENUUA NCKYCCTBA HEKOTOPbIE
Kanaurpadbl CTanm nckatb NPOPbIBbI U USMEHEHUS,
MbITasCb «YyAyYLIUTb» BHELLHEE BblpaXkeHWe Tpaau-
LMOHHOW KUTaNCKOW Kanamrpadum ¢ NoMOLLbHO 3a-
NajHOro B13yabHOrO Xy0XXECTBEHHOIO BbIPaXeHUs,
B pe3ysibTaTe Yero BHELLHEE BblpaXeHne Kanaurpa-
dburuecknx paboT CTaHOBUTCA NpeyBeANUYEHHbIM [6].
C NCTopnyYEeCcKor TOUKN 3peHMsa 3aMeHa CTaporo Ha
HoBoe HeunsbexHa. CoBpemeHHas Kkananrpadus oT-
JINYaeTcs IKCNePUMEHTaNbHOCTbHO NOAXOA0B U BHe-
JpeHVEM HOBbIX TEXHWK U CPEACTB BblPasuTeNbHOCTY.
CoBpemeHHas kananrpaduma — 3T0 HOBOE Hamnpas-
NeHVe B Pa3BUTUN KUTACKOM Kaaamrpapum, KoTo-
poe He TO/IbKO BOH6pano B cebsi HOBbIe KOHLLEMNLMHU
3anajHoOro COBPEMEHHOro UCKYCCTBa W AMOHCKOW
«aBaHrapAHoW KaaaMrpapumn», Ho 1 cieayet pop-
MaM M1CbMa, MCNOJb30BaHMIO UHCTPYMEHTOB U Ma-
TepuanoB TPaAULMOHHOW KUTaNcKon Kanaurpadumum,
a TaKKe 3CTeTNYECKMM NPUHLMNaM KOHOYLIMaHCTBa,
faocnsma m byaamsmMa B TpagMUMOHHON duaoco-
¢dun [7]. Bnepsble B XX Beke B 1986 rogy B lNekunHe
npoLuna BbICTaBKa, rAe HapaBHe C TPaAULIMOHHbI-
MK paboTamMu MOABUAUCH N IKCMEPUMEHTANbHbIE,
KOTOpble BCE Xe He OTBepranu JOCTUXKEHNA Npes-
LeCcTBEHHNKOB. B onpegeneHnn coepeMeHHOro
XyAOXHWKa-Kanaurpada cnesyet Nnpuaep>KMBaThCs
MeToAa «4eNoBEK — COBPEMEHHbIV YeloBeK — CO-
BPEMEHHbIV XYA0XHUK — COBPEMEHHbIN XyA0XKHNK-
Kannurpad», 4Tobbl NpoAyMaTb COCTaB TanaHTa
coBpemeHHoro kaaaurpada [8]. HoBble niactnye-
CKMWe peLleHna COBPEMEHHbIX aBTOPOB MO3BOINAN
MM TOYHee OTPa3uTb HOBble BeAHWA BpemeHu. B oc-
HOBHOM 3TO 6bIIM MOIOABIE Kanaurpadbl 1 akage-
MUyeckme XyAoXXHUKN, KOTOpbIX 0Byyann Bennkue
macTepa. Kutanckne kanamrpadbl HOBOro nokosne-
HUS JOJIKHBI ObIIM UCNO/Ib30BATbL CaMble Aydllune
paboTbl, NnepesaHHble NPeALecTBEHHMKAaMM, Kak
OCHOBHble OPUEHTUPLI ANs pa3BuTus. Heobxoan-
MO OblIO YCBOWTb BEJNKYH MYAPOCTb U YHUKab-
HYHO 3THUYECKYHO CNeunduky, yHacaesoBaHHYO OT
BbIaOLLMXCA NPeALEeCTBEHHNKOB, Y Pa3BUTb CBON
YHUKa/bHbIN XyA0XECTBEHHbIA CTUAb. KpoMe Toro,
Kanaurpadpuyeckas nepmogmka saHMMaeT BaXKHOe
MECTO B CO34aHNKN Kanamrpapuueckoro NckKyccrBaa,
KOMMYHMKaLUUW 1 Hay4YHbIX UccaesoBaHusx. MNocne
pedopmM 1 OTKPLITOCTU COBPEMEHHan kanaurpabu-
yeckas nepuogmka Kntasa Havana HOBbIV NEPUOZ
NCTOPNYECKOro Pa3BUTUA, a aBTOPUTETHbIE Ka-
nvrpaduueckme nsgaHus, Takme kak «Kutarickas
kanaurpadumsa», «Kanaurpadma» n «ccnegosaHuns

Kanaurpadum», Cirpanu BaxKHyH poib B Pa3BUTUM
kannurpadunueckoro nckyccrsa Kutasa [9].

O6c¢cy>xpaeHne

WNckyccTBO KuTainckon kannmrpadum npouse-
TaeT, AEMOHCTPUPYSA BCEMY MUPY MHOTOBEKOBYHO
NCTOPUIO 1 TNYBMHY KUTancKon neporanduyeckon
KynbTypbl [10]. PasHoo6pa3une TBOpUecknx sKcnepum-
MEHTOB MOJIOAbIX KUTANCKMX KananrpadposB MOXKHO
pa3fennTb Ha HeCKONbKO OCHOBHBIX HampaB/eHWH
CTUNCTUYECKUX MOWUCKOB, XOTb U AOCTaTOYHO YC-
NOBHbIX.

Nccneposatenn C. A. AH n C. H. BopoHwH npea-
nararoT cnegyrolee geneHue:

— rpynna «3HepromnoTtoka»;
rpynna «csobogHoro ¢opmaTta»;
rpynna «nposBAeHHOE-HEMNPOABNEHHOE;
rpynna «>kKMBOMUCHOTFO CUHTE3a».

B rpynne «aHepronotoka» BHMMaHWe Kaaau-
rpadoB ObIIO NPUBAEYEHO ABUXKEHMEM SHEPTUM
«uu». B x nouepkax oHa ABMranacb Henpepbis-
HO MO KPYry, BO3HWKana HeBUAMMaA Myabcalma.
OcobeHHO fAPKO 3TO Bblpa>kKeHO B TBOpYeCTBe
n3BecTHoro kanaurpada XyaH Jaouxoy. Kor-
fAa OH paboTan Hajg HanucaHuem neporanda,
TO CTapa/nca HanpaBWUTb NpaBble HUXHUE YepThl
BBEpPX, a NeBble BepxHne, HaobopoT, BHU3. Kak
oTMeyvan nccaegoBaTeslb KNTaNCKOW KynbTypbl
C.H. Cokonos-PeMn3oB, «Hayana 4yepT 3akpsbl-
Tbl MPOMNUCbIBAHNEM BCMATH, TOr4a Kak UX OKOH-
YaHMA NOAYEPKHYTO OTKPbIThI».

Bropas rpynna «ceBobogHoro ¢popmarta» ocy-
LecTBAANA Pa3ANYHbIE SKCMEPUMEHTbI C KNCTbHO
n Tywbto. Hanpumep, kanavrpad Oy LlaHb B cBOMX
paboTax CMABHO pa3MblBas rpaHULbl MEXAY nepor-
nndamn, NosaToMy Ha bymare nosBAAANCE HosbLUne
YepHWAbHble NATHA. OHW BLIFNAAENN KaK eANHbIN
6osbLol neporamé nam obpas. Py LaHb couetan
pasinyHble CTUAN U NPUEMBI CKOPOMUCHOrO MMCbMa
C rpadurKoON JpeBHero novepka ry-BaHb. B crapuH-
HOM nouyepke He HbII0 YETKMX FpaHunL, MeXAyY dne-
MeHTaMU coceaHux nepornndos. MoAobHbIV CMHTES
pa3HbIX CTUAEN N MOYEePKOB raPMOHUYHO BMOHTM-
pOBaH B OOLLYIO KOMMO3ULMIO.

TpeTba rpynna pabot o6begnHeHa ocobbiM Nos-
XOJOM U MMeeT YCNOBHOE Ha3BaHWe «MposBeHHOe-
HenposaBaeHHoe». ABTOpPbI AaHHOW rpynnbl cocpe-
[OTOYEHbIl Ha «TaliHe NOSBAEHUA YepT U3 Hebbl-
™Ms doHa». OAnH 13 npeacTaBuTenen, kananrpad
Yxy HauxaH, ncnosnb3yet B CBOEM npouvssese-
HUW MUHWMasIbHbIE YepTbl N JNHWMW, HO TYLLEBON
TOH 1 BbICOKWI YPOBEHb SHEPreTMkn Touek 1 Yept
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BbIpa>kaeT 0CObYIO0 MHTEHCMBHOCTb TBOPYECKOTO
npouecca. HeBUANMbBIA LLEHTP yaep>XXnBaeT npo-
N3BOJIbHO pa3bpocaHHble 31eMeHTbI, B NaacTuke
NPUCYTCTBYIOT 0COOble BOHBI U BUBpaumun. PaboTsl
MacTepa Yxxy HainuxkaHa HanoMUHaKOT TEXHUKY BU-
6paunii B TBOpeHusax Mu Oy. [lesns YUxxy HanuxaHa:
«[lao kananrpapum 3akatovaeTca B nepegave nuc-
TUHHOW 3Heprun. Het HyXabl 0T6pacbkiBaTb HOPMbI,
KaK U He CTOUT cBA3bIBaTb [ceba] nMmmn».

YeTBépTas rpynna «>XUBOMUCHOTO CUHTE3a» Co-
CpesfoTOYeHa Ha B3aMMOAENCTBUN NAACTUKN XXMNBO-
nucu n kanaurpadun. Hanpumep, B pabotax M3H
LWvuaHa npucyTCTBYeT CUAY3T rOp B BUAE XXMBOMUC-
HOM TEXHWKW, OH HaNOMMHAET APEBHHOH MUKTOrPaM-
MYy «rOpa» 1 COMPOBOXAAETCA NepOorTnPnyYecknm
TEKCTOM BHW3Yy MOAOTHa 6e3 cobatogeHnsa CTporux
CTONB6UO0B, UTO CO34aET 3P PeKT CMOUEHHON Byma-
. 3TOT NPWEM 3aMMCTBOBAH Kanaanrpapom 13 xu-
BOMWCK, HO He HapyLlaeT CyTU Kananrpapuyeckon
nnactukun. leens kanamrpada 3syumt Tak: «Kanam-
rpadma — 3TO pacneuvaTtbiBaHWe MNyCTOThI, BEMKasA
CMOHTaHHOCTb cepAua u gyxa». OgHUM 13 BaXKHbIX
ABIEHWUW ABAAETCA CaMOCO3HaHMe UCKYCCTBa Kasl-
avrpadum, KoTopoe 3HaMeHyeT cobon BbIXOS, UC-
KyccTBa Kanamrpapum ns «TexXHWKM» Ha BbICOTY
«pao» [11]. HecmoTpsa Ha HekoTOpble Npobaembl
“ nocneacTBma rnobanvsauunm, Hanpumep, nony-
NAPHOCTb HOBbIX MUCbMEHHbIX MPUHAAIEXHOCTEN,
TaknX KakK TBEPAbIE PYUKM U KOMMbIOTEPbI, KOTOPble
3HaUYNTENIBHO CHM3WIM NPAKTUYHOCTb Kaaaurpadun,
KuTarckas Kaaamrpapus ocTaérca BONoWeHneM
HaLMOHaNbHbIX 3CTETUYECKNX, druaocobCkmx, coum-
anbHbIX U KYNAbTYPHbIX TpaanLmin Kntas n coxpaHsert
Bejylliee NoNoXeHne cpean ApYrnx BUAOB NaacTu-
yeckmx mnckyccts [12].

3ak/sitoueHmne

Kutalickas TpagnumoHHas KyabTypa UMeeT ns-
TUTBICAYENETHIOI NCTOPUIO, ABAAETCA BbIPa3nTeNEM
Ayxa KUTancKoW Haumu, a Takxke BaXKHbIM BOMIO-
WweHnem «Msarkon cunbl» Kutasa [13]. Kanaurpa-
dura, ABNAACL HALMOHaAbHbIM JOCTOSHUEM, UMeeT
NMPOYHY MacCOBY OCHOBY, CNIOXHbI NpoLecc
MogepHu3aunn Kynbtypbl Kutas B XX Beke otpas-

WACA Ha COBPEMEHHOW Kannurpapum n eé Bocnpus-
T obuiectsom [14]. EE ueHHOCTb ANA CoOXpaHeHUs
HaLWOHaNbHO-KY/IbTYPHOrO MEHTannTeTa Haumm
OCTaéTCsl HECOMHEHHOM, OlHaKO HeKOTOopble NPO-
Leccbl U U3MeHeHns TpebytoT 0coboro BHUMaHMNSA
Kak oT obuiecTBa, Tak 1 oT rocysapcrea. CoBpe-
MeHHOe Kannurpaduyeckoe obpasoBaHme NPUHU-
Maso camoe aKTMBHOe yyacTve B TpaHCchopMaLmnm
KUTaMNCKOM KybTYypPHOW MOAEPHM3aL MW, BbINOIHAA
YHUKaNbHYH LLEHHOCTHYH PYHKL MO U OKa3biBas
ncropuyeckoe sanaHune [15]. ChegoBaHue no nytm
pa3BuUTUA Kaaamrpabunyeckoro ob6pasoBaHus, code-
TaroLero B cebe KyAbTypy U MacTepcTBo, B bosbLLei
cTeneHn cnocobcTByeT pacnpOCTPaHEHNIO U Pa3Bu-
TUIO NCKyccTBa Kaanurpadum [16].

B apesHekuTarnckol ¢punocodpum JyxoBHOCTb Aao-
C13Ma, MMPOBO33peHVe eanHcTBa Heba 1 uenoseka,
06pa3 MblwneHns cMMbrnosa MHb 1 AH, 3cTeTnYe-
cKas TeHAEHUMS HeWTPaAbHOCTU CTaau OCHOBHbI-
MW 3aKOHaMU Pa3BUTUS KUTaMCKOrO MCKYCCTBa Ha
NPOTAXEHUU TbicaYenetnia [17]. Moatomy kanaurpa-
$u1a — 3TO He TONBbKO MUCKYCCTBO, HO U punocodpus,
acTeTuka u 3tuka. Vickycctso kannurpadum B Tpa-
AVNLMOHHON KNTaMCKOMW KynbType BKAKOYaeT B cebs
«3CTETUYECKYH NPaKTUKY», BKIHOUAKOLLYHO 3CTeTUYE-
CKWIA OMbIT CybbeKTa-TBOPLLA, MPOLLECC ICTETUUECKOM
NPaKTUKK U 3cTeTndeckmii ob6bekT [18]. 3aHMmMasch
Kannurpaduer, 4YenoBEK MOXET BOCNUTaTb B cebe
XYAOXECTBEHHbIV 3CTETUYECKUI UHTEPEC, BbICOKUIA
MOpasbHbIV 06AUK, ANCUUNANHUPOBAHHOCTb U TPY-
pgontobue. Kannnrpadus — ato dopma BbipaxkeHUs
«KpacoTbl» C MOMOLLbIO Nepa u Bymaru, oHa cnocob-
Ha nepegaBaTb HAaCTPOEHMe aBTOPa, BOCMUTLIBATb
YyBCTBA M NOBbILWATb 3CTETUUECKUN nHTepec [19].

Naeonorus, TpagmumoHHble fobpogetenn u ry-
MaHUCTUYECKUI AyX, 3a70XKEHHbIE B TPAAWLIMOHHON
KUTaMCKOW KyNbType, COCTaBAAIOT Ky/IbTYPHYH OC-
HOBY MOZAEPHM3aLMM KnTanckoro ctmas [20]. Paseu-
e Kanaurpadbunyeckom TpagnLmmn NpoaoaKaeTcs,
€@ aKTya/IbHOCTb PaCTET, MOABAAOTCA HOBbIE TaNaHT-
NnBble MacTepa Kanamrpadum, KOTopble COXPaHAIOT
1 NPOAOMXKAKOT TPAAULMM NPOLLUNOTO Kak B CAMOM
Kutae, Tak 1 3a pybexom.
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ON THE QUESTION OF CLARIFYING THE NAME
OF ZHU DA (1626-1705) AND ITS ORIGIN

Summary: Zhu Da (1626-1705) was a famous Chinese
artist who lived during the late-Ming Dynasty and early-
Qing Dynasty. He was born in Nanchang, Jiangxi Prov-
ince. Zhu Da was related to the imperial house of Ming.
After the fall of this dynasty, during the reign of the Man-
chus, he was forced to hide, became a monk for some
time and reached heights in the study of Buddhism, af-
ter which he returned to worldly life. Zhu Da and his work
were significantly influenced by the classical texts of Con-
fucianism, the philosophy of Cheng-Zhu, Buddhism and
Taoism. His poetic captions for paintings and individual
poems are extremely symbolic and have a special artis-
tic style. Zhu Da became a reformer of traditional literati
painting (wenrenhua) and raised it to new heights. Subse-
quently, he had a great influence on the painting of rep-
resentatives of the Four Monks and the Eight Eccentrics
from Yangzhou, as well as on the style of such 20th cen-
tury masters as Qi Baishi and Xu Beihong, who worked
at the end of the Qing period and the beginning of the
Republican period in China.

The last fifty years have become the most fruitful period
in the field of studying the work of Zhu Da. The research

Zhu Da (1626-1705) was a famous Chinese art-
ist who lived during the late-Ming Dynasty and
early-Qing Dynasty. He was born in Nanchang, Ji-
angxi Province. The milestones of his biography
are quite remarkable: the artist was related to
the imperial house of Ming. After the fall of the
dynasty, he became a monk for some time and
reached heights in the study of Buddhism, after
which he returned to secular life. Zhu Da and his
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moved outside of China, publications by foreign scien-
tists appeared about the artist, and the name of Zhu Da
(Bada Shanren) gained worldwide fame and recognition.

The scientific works and articles devoted to him are
conventionally divided into the following three thematic
areas. The first one is the study of Zhu Da’s pseudonyms
(names), his life and contacts with artists and poets, his
contemporaries. The second area is the study of Zhu Da’s
creative thought and artistic achievements. The third one
is a study of the influence of Zhu Da'’s painting style on
later artists and related comparisons.

The article analyses publications and scientific works
devoted to Zhu Da's creative work, published over the
past half century. Among them, those related to clarify-
ing the pseudonyms (names) of Zhu Da, his pedigree and
biography are especially highlighted; various approach-
es of Chinese and foreign scientists to the study of the
creative work of the outstanding Chinese master and his
artistic heritage are considered.

Keywords: Zhu Da, Bada Shanren, Chinese art, Chinese
classical painting, Qing dynasty, Huanyao-hua, flower and
bird painting, landscape, ink painting, Chan Buddhism.

work were significantly influenced by the classical
texts of Confucianism, the philosophy of Cheng-
Zhu (lixue is a doctrine of principle common in the
Ming era), Buddhism and Taoism. His poetic cap-
tions and individual poems are extremely symbolic
and have a special artistic style. As independent
works of calligraphy, they are exquisitely woven
into his landscapes and Huanyao-hua paintings.
Zhu Da inherited the tradition of combining po-

etry, calligraphy, painting and printing from the
masters of the Song and Ming dynasties, and as a
reformer of the traditional literati painting (wenr-
enhua), he raised it to a new height. Subsequent-
ly, he had a great influence on the painting of
representatives of the Four Monks and the Eight
Eccentrics from Yangzhou, as well as on the style
of such 20th century masters as Qi Baishi and Xu
Beihong, who worked at the end of the Qing pe-
riod and the beginning of the Republican peri-
od in China.

In the study of Zhu Da’'s work in Chinese and for-
eign scientific circles, the following six stages can
be distinguished.

The first one took place until the 1950s, when
researchers paid less attention to Zhu Da'’s personal
qualities, concentrating on his painting technique.

The second stage occurred in the 1950s, when
Zhu Da’s work became interesting not only in China,
but also abroad, for example, in the USA and Japan.

The third stage was during the 1960s, when the
first kind of culmination occurred in the study of
Zhu Da's legacy, which was associated with the dis-
covery of the Portrait of Geshan — the only reliable
lifetime image of Zhu Da, in the process of scientific
research. Until this point, research about the artist
had been predominantly introductory and super-
ficial, lacking a deeper study of his biography and
his painting.

The fourth stage was during the 1970s, when
research on Zhu Da was concentrated in scientific
schools in Southern China and abroad (especially
in the USA and Japan).

The fifth stage occurred in the 1990s, when the
study of Zhu Da's work moved to a new level ow-
ing to museums that gathered collections of his
paintings, such as the Palace Museum in Beijing,
the Shanghai Museum and the Bada Shanren Me-
morial Hall in Jiangxi.

The sixth stage — from the beginning of the
21st century to the present, is characterised by
a comprehensive study of Zhu Da’s life and his
creative achievements and summing up certain
results.

We can say that the last fifty years have become
the most fruitful period in the field of studying the
work of Zhu Da. The research was constantly expand-
ing and, as a result, moved outside of China; pub-
lications by foreign scientists appeared about the
artist, and the name Zhu Da (Bada Shanren) gained
worldwide fame and recognition.

Jiangxi Province, as the birthplace of Zhu Da,
actively supports research on the artist. The Ji-
angxi Provincial Fine Arts Publishing House, for
example, published The Complete Works of Bada
Shanren [14], and the Jiangxi People’s Publish-
ing House published two collections of scientific
works, Studies on the Works of Bada Shanren [13],
which marked the beginning of another peak in
the study of the artist’s legacy. Scientific semi-
nars and conferences dedicated to Zhu Da were
held twice in Nanchang in 1986 and 1988, and a
research community was established to promote
comprehensive and in-depth research on the art-
ist's work. The proceedings of these conferenc-
es, written by famous artists, were published in
important Chinese and foreign journals. In Sep-
tember 2006, an international scientific confer-
ence dedicated to the celebration of the 380th
anniversary of the birth of Zhu Da was held in
Nanchang. Its participants discussed the histo-
ry of the artist's family, analysed the style of his
painting and calligraphy, poetry, and the synthe-
sis of arts in his work. However, unfortunately, the
materials presented at this conference have not
yet been published.

Analysing the results of research on Zhu Da for
more than half a century, we can conclude that sci-
entific works and articles devoted to him are con-
ditionally divided into the following three thematic
areas. The first one is the study of Zhu Da’s pseu-
donyms (names), his life and contacts with artists
and poets, his contemporaries who lived in the
same period of time. The second area is the study
of Zhu Da’s creative thought and artistic achieve-
ments, and more rigorous and in-depth analysis
of them can be found in scientific research works
starting from the 1960s. A third area of research
interest is the study of the influence of Zhu Da'’s
painting style on later artists as well as related
comparisons.

Let us consider a number of aspects and charac-
teristic trends in research about Zhu Da, in particu-
lar those related to clarifying the artist’s real name
and pseudonyms, his pedigree and biography.

Zhu Da was a member of the ruling clan of
the Ming Dynasty, and his high social origin had
a direct and profound influence on his life path,
socio-political position and artistic creativity.
Many scholars, especially foreign ones, currently
mistakenly believe that Zhu Da is the artist's real
name. This is largely due to the insufficiency and
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Zhu Da (The Portrait of Geshan). 1674 Vertical scroll. Paper, ink. Bada Shanren Memorial Hall, Nanchang.

limitation of their knowledge about the traditions
and rules of the Chinese imperial court. We be-
lieve that the name “Zhu Da"” was only a tempo-
rary jian (pseudonym) used by the artist to pass
the imperial exam. The changes in his name at
different times are closely related to his life sit-
uation. Indeed, some treatises of the past, such
as Cao Maoxian's Setan Zashi and Bai Huang's
Xijiang Zhi, recorded his real name as Zhu Da;
however, the character for "Da” actually means
"big ears”, which has a pejorative connotation,
and this aroused suspicion among some scien-
tists. In his research, Qi Gong writes that “Da”
() — "big-eared”, is a character formed by
merging the characters X (big) and E (an ear),
and is a common form of the word meaning
“a donkey.” Some scholars also believe that “Zhu
Da" is the artist’'s childhood name or jian (pseu-
donym). In his article "Did Bada Shanren Really
Bear the Name ‘Zhu Da'...", researcher Yao Yap-
ing writes: “Based on the pedigree of Bada Shan-
ren, we can conclude that his real name was Zhu
Tuan Yuan” [20, pp. 87-88]. At the same time,
Yao Yaping analyses in detail the naming sys-
tem for the children of the ruling clan of the
Ming dynasty [ibid.].

In Ancient and Medieval China, members of the
imperial family were not allowed to take exams to
become officials, which was consistent with the
Confucian concept of “peace of the family”. How-
ever, as several generations of the imperial clan
grew, the number of its members grew, and funds
to support them could not cover all expenses. As
a result, court protocol gradually became not so
strict and allowed members of collateral branch-
es of the imperial family to take state examina-
tions to become officials; nevertheless, they were
required to renounce their original titles and take
the examinations as commoners, using only ficti-
tious names. Regardless of whether they passed
the test or not, they could no longer use their birth
names. Thus, Zhu Da could have used his pseudo-
nym (jian), which was his childhood nickname —
Zhu Dazi. However, the childhood nickname for
the imperial examinations seemed too informal;
thus, he became Zhu Da. It is noteworthy that such
a signature is almost never found in his paintings;
nevertheless, his pseudonym (jian) and the circum-
stances of its abbreviation to “Zhu Da" as well as
is his original name are recorded in the extant Re-
gional Records of Jiangxi Province.

Moreover, there is controversy among Chinese
scholars regarding Zhu Da’'s other pseudonyms,
such as Xue Ge, LU Han, and Bada Shanren. Accord-
ing to Cai Xinyi's research into Zhu Da’s handwrit-
ing, many of Bada Shanren’s authentic signatures in
the early and late years of his life were very differ-
ent, leading to speculation about their authenticity
[18, pp. 235-264]. Analysing his other pseudonym,
Bada Shanren, Zhu Liangzhi believes that part of
it, Bada Shan (/\ XL, translated as “Eight Great
Mountains”), can be interpreted in different ways,
and that it is a Buddhist term denoting a mythical
mountain — the centre of the world, surround-
ed by eight great mountains [19, pp. 106-110]. It
is possible that Zhu Da borrowed this term from
the title of the scroll Bada Shan Juejing Te by an-
other great master of the earlier Yuan era, Zhao
Mengfu, to express his simultaneous admiration
for both the eminent predecessor and the Bud-
dha. This guess is not unfounded since Zhu Da
joined the Chan Buddhist sect at the age of 23
and, after a long period of study, achieved the
rank of “enlightened”, even becoming the abbot
of a temple. Thus, the nickname Bada Shanren
aptly expresses Zhu Da's inextricable connection
with Buddhism.

Until the 1960s, due to the lack of historical
materials, many questions arose about the life
and birth of Zhu Da. However, with the discovery
of the Geshan Portrait and some other epigraphic
monuments, a number of questions were gradual-
ly clarified and a certain consensus was reached.
It was established that Zhu Da was a descendant
in the ninth generation of Zhu Quan — the sev-
enteenth son of Zhu Yuanzhang, the founder of
the Ming Dynasty. He inherited a lower title and
lived in the city of Nanchang. His grandfather, Zhu
Duo-Mazi, the governor-general of Fengguo, was
a poet and artist, and his landscape paintings in-
herited the Mi (Shi) painting style. Zhu Da's father,
also a skilled calligrapher and artist, was famous
on the right bank of the Yangtze. His uncle was
also an artist and author of an essay on the his-
tory of painting.

In general, Zhu Da's ancestry was also the sub-
ject of controversy for many Chinese researchers.
Thus, in Wang Shiqing’s article "The Genealogy
of Bada Shanren”, based on the records of Li Lin
and Zhu Kanjian, the artist is considered as a rep-
resentative of the Tong generation. It is stated
that his genealogical name is Zhu Tongren, and
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“The Poem Inscribed on the Title of Uncle Bada
Xiaoying in Leifu”, belonging to Zhu Kanjian [8,
pp. 585-614], is used as indirect evidence. Ac-
cording to Li Dan's research, Zhu Da’s grandfa-
ther was Zhu Duo-Mazi, and his father was Zhu
Mou [11, pp. 79-84]. Zhu Liangzhi proves in his
works that Zhu Da’s brother was Zhu Zhongyun.
He bases this on the remains of the poetry col-
lection of Rao Yu Pak, Zhu Da’s Buddhist broth-
er, and also provides indirect evidence from the
collections of Fan Yizhi and Chen Hongsu that
both of them were the grandsons of Zhu Zhenijji,
which proves, according to the pedigree of the
ruling house, that Bada Shanren should be the
great-grandson of Zhu Zhenji [19, pp. 106-110].

There are also more systematic and authorita-
tive works about the real name of Zhu Da, such as
Yao Yaping's publications The Life of Bada Shanren
Recreated Based on the Geshan Portrait, and Is Zhu
Da Bada Shanren’s Real Name?, etc. [21, pp. 14-15;
20, pp. 87-88], which carefully analyse the origin
of Zhu Da’s real name and his biography. The au-
thor describes in detail the life story of the artist,
who went from a member of the imperial family to
a court prisoner of the Manchus, escaped and was
a Buddhist monk for decades to save his life; then,
he returned to Nanchang at the age of 55 where
he experienced the heyday of artistic creativity and
died there. In general, in Chinese research, there is
less and less disagreement on the issues of gene-
alogy and biography of Zhu Da, as well as under-
standing his artistic heritage.

As for the research by foreign scientists, it is main-
ly concentrated in Japan, the USA and Russia. At the
same time, specialists from each country focus differ-
ently on the work of Zhu Da. For example, Japanese
researchers are more focused on the practical analy-
sis of the application of Zhu Da's painting style, while
Russian ones are divided into two groups: some tend
to historically analyse the situation of China during the
Ming Dynasty and the beginning of the Qing, briefly
mentioning the artist himself, describing the life of Zhu
Da in broad strokes; however, his style and painting
technique are hardly discussed. Others devote their
works to a comparative analysis of the calligraphy of
Zhu Da and Shi Tao; however, more attention is paid to
the second master, while the outstanding calligraphic
achievements of the first one and his understanding
of painting and calligraphy as a whole are not taken
into account. Meanwhile, S. Sokolov-Remizov, for ex-
ample, believed that visual assessment plays an im-
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portant role in the attribution of Chinese painting and
calligraphy. Thus, it is worth starting with it [6, pp. 161-
176]. The situation is complicated by the fact that, un-
fortunately, there are no genuine works by Zhu Da in
Russian museum collections.

Unlike articles about Zhu Da published by for-
eign scholars, studies by Chinese specialists tend
to use the artist’'s name Bada Shanren, which is
better known in China and is most often found on
his signature works, its accuracy confirmed by his-
torical research. This is his more accurate name,
in contrast to his pseudonym (jian) Zhu Da. For-
eign scientists are limited to old information and
do not have translations of relevant historical ma-
terials, which makes it difficult to understand this
feature. There is also a lack of detailed and objec-
tive foreign research about Zhu Da outside of Chi-
na, and most of the existing ones are limited to a
brief description of his life and main works, which
may be due to the lack of information and histor-
ical materials translated from Chinese.

Judging by the publications, foreign research-
ers working on the family history and biography of
Zhu Da work in Hong Kong, Taiwan, the USA and
Japan. As for his calligraphy and painting, most of
the scholars are Chinese specialists and work in Bei-
jing and Shanghai.

At the beginning of the 21st century, a new gen-
eration of experts emerged studying the legacy of
Zhu Da. Interest in his extraordinary personality and
his outstanding works does not fade. This is evi-
denced by the release of two major monographs
on Zhu Da, published over the past two decades.
One of them, the book The Life and Works of Bada
Shanren by Xiao Hongming, is a detailed study of
the artist’s life, his family tree and friendships [15].
It is part of the Zhu Da series; it contains many
new ideas and can be considered a worthy study.
However, it also contains some speculative views.
The second one is the already mentioned mono-
graph by Zhu Liangzhi, Research on the Works of
Bada Shanren (REW %) [19]. Owing to the dis-
covery of a large amount of new information, Zhu
Liangzhi was able to clarify the origins of Zhu Da,
his biography and stages of life, as well as present
in detail more than a hundred of his friends, most
of whom, such as Huang Dagu (& X%), were not
considered by previous researchers. Zhu Liangzhi
tried to present his own perspective on complex
issues that have long been discussed in academ-
ic circles.

To summarise, we note that, despite the ex-
istence of a vast body of scientific literature on
certain aspects of Zhu Da's biography, there are
practically no works that offer a comprehensive
analysis of his painting in the context of the de-
velopment of art schools in China during the
Qing era. His unique artistic talent allowed him

to create paintings that were far ahead of their
time in their plastic and figurative language and
subsequently allowed him to have a strong in-
fluence on the work of contemporary artists. It
is this research vector that may form the basis
for the work of a new generation of Chinese and
Russian scientists.
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K BOTPOCY Ob YTOYHEHUI MMEHW YXY OA
(1626—1705) 1 ETO MPONCXOXAEHNW

AHHomayus: Yxy fa (1626—-1705) — n3BeCTHbIN KU-
TaWCKUIA XYAOXKHUK, XXMBLUNIA B KOHLLE NpaBAeHns auHa-
T MuH 1 Havane anoxu LuH. OH poamnca B HanbuaHe,
B NpoBuHLUMKM LizaHcn. Yxxy [la cocToan B poacTee € UM-
nepaTopcknm oMoM MuH, nocie najeHuns 3Toi auHa-
CTWW, NPU BOLLAPEHUN MaHbYXYpPOB, OH BblNl BbIHYXAEH
CKpbIBaTbCSA, HA HEKOTOPOE BpeMs MPUHAJ MOHALLECTBO
W JOCTUT BbICOT B M3yyeHun byaansma, nocie yero Bep-
HYNCA K MUPCKOW Xu3HKW. Ha Yy [la n ero TBOpYecTBO
OKa3aau 3HaunTeNlbHOe BAMAHNE KNacCUYecKmne TeKCTbl
KOH®YyUMaHCcTBa, punocodpua YaH-Yxy, byaansm n gao-
cn3M. Ero cTMxoTBOpHbIE NOAMMCK K KapTUHaM U OTAe N b-
Hble CTUXW KpaHe CUMBOAWNYHBI 1 06NaAatoT 0CObbIM
XyA0>XeCTBEeHHbIM cTuaeM. YUxy [la ctan pedpopmarto-
POM TPaAWLIMOHHOM «KNBOMUCU YUEHbIX-NUTEPATOPOB»
(B3HBX3HbXya) M MOAHAN €€ Ha HOBYHO BepLUnHY. B aanb-
HelileM OH OKa3as 60/blloe BANAHME Ha XXUBOMUCH
npegctaBmTenen rpynn «4etbipéx MoHaxoB» U «BocbMmu
UyfaKkoB M3 AHUXKOY», a TaKXKe Ha CTUNb TakuxX MacTe-
poB XX Beka, kak Lin banwm n Croin baixyH, paboTas-
LUINX B KOHLLe nepnoga LinH n Havane PecnybavkaHckoro
nepvoga B Kutae.

MocneaHne NATbAECAT NET CTaNN CaMbiM NAOAOTBOP-
HbIM NeprnogoM B obiacTn n3yyeHmsa TBopyecTBa Yy

Uy [a (1626—1705) — n3BECTHbI KMTaNCKNIA
XYAOXHWK, XXMBLUWIA B KOHLE NpaBAeHNs AMHACTUU
MwuH 1 Hauvane snoxu LUuH. OH pogunca B HaHb-
YaHe, B NpoBuHUMK Li3saHcu. Bexn ero rnorpadpun
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[a. iccnepoBaTenbckoe nosie nepemectuaoch 3a npege-
bl KuTas, o XyfoXXHUKe NoaBUAUCL Ny6ankaumnm 3apy-
6exHbIX y4éHbIX, a Ma Yxy [Ja (baga LaHbxaHsa) obpeno
MUPOBYH M3BECTHOCTb U MPU3HaHWeE.

MocBALEHHbIE eMy Hay4Hble TPYAbl U CTaTbl YCIOBHO
AEeNaTca Ha cnegyroLimne Tpu TemaTMyeckmx HarnpaBaeHus.
MNepBoe — 3TO M3yyeHne NCeBAOHMMOB (MMEH) Yy [la,
€ro >XXM3HW N KOHTaKTOB C XyAOXHWKaMU 1 NO3TaMu, ero
COBpeMeHHMKaMun. BTopoe — n3yyeHne TBOPUYECKON MbiC-
N N XYJOXKECTBEHHBIX OCTUMXEHUI Yy [a. TpeTbe — 310
n3yyeHune BANAHMA CTUAA XmBonucy Yxy [a Ha 6onee
NO3JHWX XYAOXHMKOB 1 COOTBETCTBYIOLLME CPAaBHEHMS.

B cTaTbe aHanusmpytoTca nybankaumm n HayyHble Tpy-
Abl, NOCBALWEHHble TBOpYecTBY Yy [la, n3gaHHble 3a no-
cnegHue nonseka. Cpeamn HUX 0cobo BblAENEHbI TE, UTO
CBfA3aHbl C yTOUHEHMEM MCceBAOHNUMOB (MMEH) Yxy [a,
€ro poAoC/0BHON 1 buorpaduu; pacCMOTPEHbI pasnny-
Hble MOAXOAbl KUTANCKNX U 3apyBexxHbIX YUEHbIX K U3Y-
YEeHWUIO TBOPYECTBA BblAAOLLEroCcs KMTANCKOro macrepa
N ero XyJ0>XeCcTBEHHOIO Hacneamns.

Knroyesole cnosa: YUxy fa, bada LLlaHbx3Hb, ucKyc-
cmso Kumas, kumatickas mpaduyuoHHas xusonucs, ou-
Hacmus LJuH, XyaHAaoxya, Xugonuce «ygemos u nmuy»,
neli3ax, xusonuce myuweto, 4aHe-6y00u3M.

AOBOJIbHO NMpuMedaTenbHbl: XyAOXHUK HaXxoAnnca
B poAacTtBe C nMmnepatopckmm 4OMOM MwH, nocne
nageHna AMHactnm OH Ha HEKOTOpPOEe BpeMa npu-
HAN MOHaWeCcTBO U AOCTUT BbICOT B U3YyYEHUN 6yﬂ,-

AV3Ma, Mocae Yero BepHyACa K MUPCKOW XU3HW.
Ha Yy [la v ero TBOpYeCTBO OKasanun 3HaunTeb-
HOe BAMAHME KNacCnyeckmne TeKCTbl KOHpyLMaH-
cTBa, punocopuma YaH-4Yxy («an croa» — yyeHne
O NMpuHUMNe, pacnpocTpaHéHHoe B anoxy MuH),
6yaan3m 1 jaocmsm. Ero cTMxoTBOpHbIE NOANUCH
N OTAe/IbHble CTUXM KpailHe CUMBOJIMYHBI 1 0bnaja-
FOT 0CODObBIM Xy0XKECTBEHHbIM CTU/IEM. ABNAACH Ca-
MOCTOATE/NIbHBIMW MPOU3BEAEHNAMN Kanamrpabdum,
OHW W3bICKaHHO BIJIETEHbI B €70 Me3axu 1 XKMBO-
nucb XxyaHaoxya. Yxxy [la yHacnegosan Tpagnunto
0b6beaMHEHNS NO331K, Kanaurpadum, XMBonucu
1 neyaTn oT MactepoB AgnHacTum CyH 1 MuH, a Kak
pedopmaTop TPaANLNOHHOW «KNBOMNCK YUEHbIX-
NMTepaTopoB» (B3HbX3HbXYa) NOAHAN €€ Ha HOBYHO
BepLUMHY. B ganbHeliluem oH oka3an 6osbLioe BANA-
HWE Ha XMBOMNWUCb NpeAcTaBUTENeN Tpynn «YeTbIpéx
MOHaxoB» 1 «BOCbMW Uy,aKoB 13 AHUYXKOY», a TakXKe
Ha CcTuAb Takmx MactepoB XX ctonetus, kak Lin bai-
wu 1 Cron banxyH, paboTaBLWNX B KOHLLE nepunoga
LinH n Hauane PecnybankaHckoro nepuoga B Kutae.

B usyueHumn tBOpuecTBa Yxxy [la B KMTanckmx
1 3apy6exKHbIX HayUYHbIX Kpyrax MOXHO BbIAeNNTb
cneayrowjme LWecTb 3Tanos.

MepsbI, 40 1950-x rogoB, Korga ncciegoBate-
NV yAENaan MeHblle BHUMaHUA TNYHOCTHBIM Ka-
yectBaM Yy [la, KOHLEHTPUPYACb Ha ero TeXHukKe
>KMBOMUCW.

Btopoi atan npuwénca Ha 1950-e rogbl, koraa
TBOpYecTBOM Yy [la 3anHTepecoBasnCh He TOJb-
ko B Kutae, HO 1 3a pybexom, Hanpumep, B CLLA
n AnoHun.

TpeTnii atan, 1960-e rogbl, Korga npounsoLina
nepeas CBOEro poga Ky/lbMWHaLMA B U3y4eHUN
Hacneams Yxy [la, koTopas 6blna cBA3aHa C 06-
Hapy>XeHWeM B Npouecce Hay4YHbIX U3bICKaHUN
«[3LWaHbCKOro noprpeTa» — eMHCTBEHHOIO J0-
CTOBEPHOrO NMPWXU3HEHHOTO n3obpaxkeHnsa Yxy
[a.[Jo 3Toro MoMeHTa nccnesoBaHma O XyLOXKHN-
Ke HOCWIM MPenMyLLEeCTBEHHO 03HaKOMUTENbHbIN
1 NMOBEPXHOCTHBIW XapakTep, UM HejocTaBaso 60-
Nee rnybokoro nsyyeHuns ero buorpadumm n ero xm-
BOMMCHK.

YeTBépThIN 3Tan, 1970-e roabl, Korga nccneso-
BaHMA 0 Yy [a 6b1am cocpesoToUeHbl B HayUHbIX
wkonax KOxHoro Kutas u 3a py6exom (0cobeHHO
B CLUA v Anonuwn).

MATbIR 3Tan npuwénca Ha 1990-e roabl, Korga
n3yyeHune TBopyecTBa Yxy [la nepeLwuno Ha HOBbIM
ypoBeHb Hnarogapa My3esm, cObpaBLUINM KOANEK-
LMK ero KapTuH, Takum Kak HaumoHanbHbI My3ein

FyryH B MNekunHe, WaHxaicknii my3ert 1 Memopu-
anbHbIN 3an baaa LaHbXxa3Hb B Li3aHcuK.

LlecTol atan — ¢ Hayana XX| Beka no HacToslee
BpeMs — XapaKTepu3yeTca BCECTOPOHHUM Mn3yye-
H1eM XM3HU Yxy [la, ero TBOPUECKMX JOCTUXKEHWNIA
M NoABejeHEeM onpeaenéHHbIX UTOTOB.

MOo>HO cKa3aTb, YTO UMEHHO MocaeiHWe NATb-
LEeCAT NeT CTaAn caMblM NAOAOTBOPHBIM MEPUOAOM
B obnactu nsyueHuma teopyectsa Yxy [Ja. Viccne-
JOBaTeNbCKOe MoJjie MOCTOAHHO PacWnpPANoCh
N B pe3synbTaTe nepemectunoch 3a npegensl Ku-
Tas, 0 XyAO>XHUKe NOSBUANCE Nybankaumm 3apy-
H6eXHbIX YUéHbIX, a uma Yy Ja (baga LLaHbX3Hb)
06peno MMpPOBYH N3BECTHOCTb W MPU3HaHWe.

MposuHuMa Li3aHcn kak poauHa Yxy [la aktms-
HO MOAAepP>XMBaET NCCIef0BaHNA O XyAOXHMKe. W3-
£aTeNbCTBO M306pa3nTebHbIX NCKYCCTB MPOBUMHLUN
LizaHcun, kK npumepy, onybavkosano «MoaHoe cobpa-
Hue counHeHmii baga LaHbXx3Hsa» [14], a HapogHoe
n3patenbcTeo LizaHcm onybamkoBano aa cbopHuka
HayuHbIx paboT «/ccnepgoBaHmsa TBopuecTBa basa
WaHb>x3HA» [13], UTO CTaNo HayanOM ouepesHO-
ro NMKa B U3y4YeHUn Hacneamnsa XyaoxHuka. B 1986
n 1988 rogax B HaHbuaHe ABaXAbl NPOBOANANCH Ha-
YUHble CEMUHapPbI U KOHbepeHL W, NOCBALLEHHbIE
Yxky [a, Torga e 6b110 CO34aHO UCCae0oBaTeNb-
cKoe coobLwecTBO A/ COAENCTBUA BCECTOPOHHUM
N yrnyBAEHHBIM MCCNE[0BaHUAM TBOPUECTBA XyL0X-
HuKa. MaTepuasbl 3TUX KOHGEPEHLMIA, HanncaHHble
N3BECTHbIMW MacTepamm UCKyccTBa, bblam onybam-
KOBaHbl B 3Ha4MMbIX KUTANCKMX M 3apyOeEXHbIX XYyp-
Hanax. B ceHTabpe 2006 roga B ropose HaHbuaH
coctosinacb MexayHapogHaa HayuyHas KOHpepeH-
umAa, NoceAWwéHHasa npasgHoBaHuio 380-neTma co
AHA poxaeHua Yxy [a. Eé yyacTHUKM obcyxaanm
NCTOPUIO CEMbW XYAOXHWUKA, aHaAN3MPOBaNn CTUb
€ro X1BOMUCK 1 Kaaamrpadum, No33no, CUHTE3 UC-
KyccTB B ero tBopuectse. OgHako, Kk 60abLIOMY CO-
>KaNeHWHo, 0 CMX MOp MaTepuanbl, NpescTaB/ieHHble
Ha 3ToW KoHbepeHUnW, He Bblin onybankoBaHbI.

AHanunpys pesyabTaTtbl UCCef0BaHUA 0 Yy [a
3a 6onee yeM NoJsiBeKa, MOXHO CAeNaTb BbIBOA, YTO
MOCBSALLEHHbIE €My HayuHble TPYAbl U CTaTby YCNOB-
HO AeNATCs Ha cnegytolme Tpy TeMaTmyeckmx Ha-
npasaeHus. lNepBoe — 3T0 U3yyeHne NCeBAOHMMOB
(MMEHR) YUxy [la, ero >XM3HW 1 KOHTaKTOB C XyA0X-
HWKaMW 1 NO3TaMu, ero COBPeMeHHUKaMU, XXMBLIN-
MW B TOT XXe OTpe30ok BpeMeHu. BTopoe — mn3yueHwe
TBOPUECKOM MbICAN U XYA0XECTBEHHbIX AOCTUXE-
HUA Yxy [a, nprnuém 6onee cTporuii n raybokunin nx
aHanM3 MOXHO HaMTW B HayUYHO-NCCeA0BaTENbCKNX
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paboTax HaumHas ¢ 1960-x rogos. TpeTbs obaacTb
Hay4YHbIX NHTEPECOB — 3TO M3y4YeHne BANSHUA CTU-
na xumeonucy Yxy [a Ha 6onee NO34HNX XyL0XKHM-
KOB W COOTBETCTBYIOLLME CPaBHEHWA.

PaccmoTpumM psajg acnekToB M XapakKTepHbIX
TEHAEHUMN nccnegoBaHnii o Yxxy [la, B 4acTHo-
CTW, CBA3AHHbIX C YTOYHEHMEM HaCTOALEro nme-
HWU 1 NCeBAOHUMOB XY0XHWNKA, ero POAOCNOBHOWN
n 6uorpadun.

Uy [la 6bln UneHOM MpaBsLero KaaHa au-
HacTun MWH, N ero BbICOKOEe NPOUCXOXAeHMne
OKasano npsamoe n rnybokoe BAMSHME Ha ero
>KMU3HEHHBIW NYTb, COLMANbHO-MONAUTUYECKYHO NO-
3MLUIO N Xy[0XKeCTBEHHOe TBOpYecTBO. MHorne
yUéHble, ocobeHHO 3apybexHble, B HacToALLee
Bpems oWMOOoYHO nonaratoT, uTo «Yxxy la» — Ha-
cToAlee UMA XyA0XHNKa. OTO CBA3aHO BO MHO-
FrOM C HeOCTaTOUHOCTbHO Y OFPAHNYEHHOCTbIO UX
3HaHWI O TPaAULMAX U MPaBMUAax KUTACKOro UM-
nepaTtopckoro gsopa. Mbl e cunmtaem, 4To UM
«Y>y [la» BblO AN BPEMEHHbIM Li3HEM (NnceB-
AOHUMOM), NCMOJb30BABLLUMMCA XYAOXHUKOM A1
CAauM MMNepaTtopckoro ak3amMeHa. VMiIameHeHusa
€ro MMeHu B pa3Hoe BPeMS TeCHO CBA3aHbl C €ro
KU3HEHHOM cuTyaunei. lencTBUTENbHO, HEKOTO-
pble TpakTaTbl Npownoro, Takne kak «CataH Li3a-
wmn» Llao MaocsaHsa n «Cunusan Yxum» ban XyaHa,
3anuncbiBaan ero NoAanHHoe nms Kak Yxxy [a, Ho
neporand «a» Ha caMom fene o3HayaeT «60/b-
Wne ywmn», YTO UMEET YHUUMKMUTENbHBIA OTTEHOK,
1 3TO BbI3BaJIO NMOAO3PEHME Y HEKOTOPBIX YUYEHDIX.
Ln F'yH B cBOUX nccneaoBaHMax nuwer, uTo «[Ja»
(&) — «bonbluieyxuin» — 310 neporand, obpaso-
BaHHbIV cinsHeM neporandos X (6onblon) n B
(yx0), sBAsieTca pacnpocTpaHéHHol ¢popmoli co-
Ba, O3Ha4vatoLero «océn». HekoTopble yyéHble Tak-
Xe CcUUTaroT, YTo «Yxy [la» — 3T0 «MOAOUHOE»,
TO eCTb AeTCKOe, UMA UK LU3AHb (NCEBAOHUM) Xy-
aoxHuka. Viccnepoatenb Ao AnvH B cBOel CTa-
Tbe «[JelcTButencHo an baga LWaHbX3Hb HOCKA
nmsa “Yxy fa”...» nuwert: «cxoas n3 poaocnos-
HoW Bbaga LLlaHbX3HA, MOXHO cAenatb BbiBOJ, UTO
€ro HacToALWMM UMeHeM 6b1i10 Yy TyaHb FoaHb»
[20, c. 87-88]. MapannenbHo Ao AnnH nogpobHoO
aHann3npyeT CUCTEMY MMEHOBAHMNA OTMPbICKOB
npassLero KaaHa gnHactmn Mun [Tam xe).

B ApesHem n CpegHeBekoBOM Kutae uneHam
MMMEepPaTOPCKOM CEMbM He pa3peLlanoch cAaBaTtb
3K3aMeHbl 415 Toro, Ytobbl CTaTb UMHOBHMKAMMU,
UYTO COTNACOBbLIBANOCh C KOHOYLIMAHCKON KOH-
uenumnen «Mmmpa ceMbu», HO, MO Mepe paspac-
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TaHWN HECKOJbKUX MOKONEHUI UMMNepaToOpCKOro
KnaHa, YNCNOo ero YNeHOB POC/O, U CPeACTBa Ha
NX cosep>kaHue He MOT/IM NMOKPbITb BCEX PacXo-
f0B. B pe3ynbTate NpUABOPHLINA NPOTOKOA NOCTe-
MEHHO CMATYNICA 1 NO3BOAUA YleHaM NOBOYHbIX
BETBEW MMMepaToOpPCKON CeMbM CAaBaTb rocyaap-
CTBEHHbIe 3K3aMeHbl, YTOObI CTaTb YNHOBHUKAMMU,
HO MPW 3TOM OHW JOJIKHbI BblNM OTKa3aTbCA OT
CBOMX NepBOHa4YaNAbHbIX TUTYAOB U CAaBaTb 3K-
3aMeHbl KaK MPOCTO/OANHBI, UCNOJb3Yya TONbKO
BbIMbILL/IEHHbIe UMeHa. He3aBncrMMo oT Toro, Bbi-
AEePXann OHW UCMbITaHWe AN HET, OHW bonblue He
MOT/IN UCMOb30BaTb CBOU YPOXAEHHbIE MMEHA,
noatomy Yxy [la Mor ncnoab3oBaTtb CBOM MCEB-
AOHUM (U35Hb), KOTOPbLIN 6blN €ro 4eTCkKMM npo-
3suwem — Yxxy fausbl. Ho getckoe npossule
418 MNepaTopCckMX 3K3aMeHOB BbIMNAAEN0 CANLL-
KOM HedOopMasibHbIM, MO3TOMY OH CTan «4Yxy [a».
MprvMmeyaTenbHO, YUTO Ha ero KapTWHax Takas noj-
MUCb NOYTW HUKOTAA He BCTpPeYaeTcsa, O4HaKo ero
nceBgoHUM (U35Hb) M 06CTOATENBCTBA Er0 COKpa-
weHnsa go «Yxy [la» 3anvcaHbl B goWeALWwmnxX 40
Hac KpaeBbIX 3anncax NnpoBuHLUMK Li3aHcn, kak
M ero nepBoHayanbHOE UMS.

Cpean KNTaNCKUX YUEHbIX TakXe CyLLeCcTBYHT
pa3HoriacmMa OTHOCUTENbHO APYrnX NCEBAOHM-
moB Yxy [a, Takmx kak Cro3 '3, Jltoh XaHb 1 baga
WaHbx3Hb. CorfnacHo nccaesoBaHnAM noyepka
Uy [a, BbiNOAHEHHbIM Llai CHbW, MHOTVME fo-
ctoBepHble nognucu baga LWWaHbX3HA B paHHKue
M NO34HWE roAbl €ro XXM3HW CUAbHO OTNYaAANC,
YTO HAaBOAMT Ha pasMbllLieHNa 06 NX NOAIMHHOCTU
[18, c. 235-264]. AHanunsnpys ero Apyron ncesao-
HUM — baga LaHbX3Hb — Yy JIAHUXM cunTaer, 4to
yacTb ero, baga WaHb (/\ XL, B nepeBoge — «Bo-
CeMb BeIMKMX FOp»), MOXHO TPaKTOBaTb MO-pPa3Ho-
MY, 1 UTO 3TO BYAANACKUIA TEPMUH, 06O3HaYaIOLLIMIA
MUOUYECKYHO TOpY — LIEHTP MMPa, OKPY>KEHHYHO BO-
cemMbto Beankumm ropamum [19, c. 106—110]. Boamox-
Ho, Y>xy [la 3aMMcTBOBas 3TOT TEPMMH 13 Ha3BaHWA
cBuTKa «baga LWaHb Li3ro3au3mH Te» apyroro Beamkoro
MacTepa 6onee paHHel 3noxu KOaHb Yxao MaHdy,
yTO6bI BbIPa3nTb CBOE OAHOBPEMEHHOE BOCXMULLE-
HWe W BblAAOLWMMCA NpeaLlecTBEHHUKOM, 1 bya-
AOW. OTa poragka HebesocHoBaTesbHa, Beab YKy
Ja BcTynun B YaHb-bYyAANINCKYIO CEKTy B BO3pacTe
23 neT 1 nocae AnTeNbHOro nepuoga obydveHms
BOCTUT CaHa «MPOCBETNEHHOrO», CTaB Aaxe HacTo-
ATenem xpama. Takum obpasom, npo3suiLe basa
LLIaHBb>XX3Hb METKO BblpaXkaeT Hepa3pbIBHYHO CBA3b
Uy da c bysansmom.

[o 1960-x rogoB n3-3a HegoCTaTka UCTOPU-
YeCcKnx MaTepmanos BO3HMKAAO MHOIO BOMPOCOB
0 XW3HW 1 poxaeHumn YUxy [la, HO ¢ oBHapy>KeHu-
eM «[3WaHbCKOro NopTpeTa» U HEKOTOPBIX APYTnX
anurpapuryeckmx NamMATHUKOB pAj BOMPOCOB Mo-
CTeNneHHO NPOACHWACA U Bbla ZOCTUIHYT onpeje-
NEHHBbIV KOHCeHCyC. bblo ycTaHOBAEHO, UTO YKy
[a 6b1n1 NOTOMKOM B AieBATOM KosieHe Yxy LitoaHs,
cemHaguaToro ceiHa Yxxy HOaHb4uxaHa, ocHoBarTe-
NA AnHacTMM MUWH, OH HacaefoBaa TUTY MOHMXe
M Xun B ropoge HaHbuaH; ero aeg, Yxy lyo-Mauw,
reHepan-ynpasutenb ®3Hro, 6611 NO3TOM W Xy0XK-
HWKOM, @ ero ner3saxkHble KapTWHbl Hacae40BaAun
cTuab xunsonucn Mwu (Llwn). Otey Yxy [a, Takxe
NCKYCHbIA Kanaurpad n XyaoXXHWUK, 6bln n3BeCcTeH
Ha npaBoM bepery AHU3bI. Ero asasa Takxke 6bin xy-
AOXKHUKOM M aBTOPOM COUYMHEHUA MO UCTOPUM XN~
BOMUCH.

B uenom, pogocioBHas Yxy [a Takxxe aBasnach
06bEKTOM CMOPOB A5 MHOMUX KUTaWCKNX NCCNepo-
BaTenewn. Tak, B cTaTbe BaH LLUnuymHa «PogocnoBHas
baga LLlaHbX3HA», OCHOBaHHOM Ha 3anucax Jln JlnHs
n Yxxy KaHbU3sHA, XyA0XKHWK paccMaTpuBaeTcs Kak
npeacTaBuTelb MOKOAEHNA «TyH», yTBEPXAAETCH, UTO
€ero reHeasornyeckoe nmsa — Yxy TyHX3Hb, a B Ka-
yecTBe KOCBEHHOIO JO0Ka3aTebCTBa MCMO/b3yeT-
ca «CTXoTBOpEHME, HauepTaHHOE Ha TUTY/e AAAN
baga CaowvHa B J1aidy», npuHagnexatyee Yxxy KaHb-
u3aHto [8, c. 585-614]. CornacHo xe nccaeaoBaHu-
Am Jln fans, gegom Yxy [a 6bin Yy dyo-Mauw,
a oTuoM — Yy Moy [11, c. 79-84]. Yxxy JIaHuxn
B CBOMX paboTax goKa3biBaeT, uTo 6patom Yxy Ja
6b11 YKy Y>KyHBIOHbB, OCHOBbIBAsACh Ha OCTaTKax Nno-
3Tndeckoro cbopHuka Pao HOn Maka, byaanincko-
ro 6parta Yxxy [la, a Tak>ke NpPMBOAUT KOCBEHHbIE
fAokasaTtenbctea M3 cbopHukoB PaH Nuxm n YsHb
XyHcy, uTo 06a OHUM BblIM BHYKammn Yxxy YskaHbL-
31, YTO AOKa3bIBAET, COMNAacHO POAOC/IOBHOW Mpa-
BALLEro Aoma, uto baga LLaHbX3Hb A0/>KEH ObITh
npaBHyKom Yxxy YxaHbLsu [19, c. 106-110].

CyLiecTByIOT TakXe 6bosiee cucrtematmnyeckmne
N aBTOPUTETHbIE TPYAblI O HAacTOAWEM UMEHN Yy
[a, Takme kak nybankaumm Ao AnuvHa «<Kn3Hb baga
LLlaHb>X3HSA, BOCCTAaHOBAEHHAasA Ha OCHOBaHWK “I3-
LWaHbCKOro nopTpeTa”’, n HacTosuwee nm umsa baga
WaHbx3Ha “Yxy Aa?"» n gp. [21, c. 14-15; 20,
c. 87-88], B KOTOpBbIX TWATENBHO aHAaNU3NPYHOTCA
NPOUNCXOXAEeHNe HacTosALero nmeHn Yxy fla n ero
6uorpadus. ABTop NogpobHO ONMCbIBAET UCTOPUID
SKU3HUW XYJ0XKHMKA, KOTOPbIV NPOLWEN NyTb OT Yje-
Ha MMMNepaTopPCKOl CEMbU L0 NPUABOPHOTO Y3HMKA

Y MaHbu>XXypoB, bexxan v ywén B byaancrckoe MoHa-
LLeCTBO Ha AeCATKM NIeT, UTOObl CMacTV CBOO XKU3Hb,
3aTeM BepHyca B HaHbuaH B Bo3pacTe 55 ner, rae
nepexun Neproa pacLiBeTa XyA0XeCTBEHHOro TBOp-
YecTBa W, HaKOHeL, TaM >Xe CKOHuYasca. B uenom,
B KMTaCKOM Hayke HabatogaeTcs Bce MeHbLUE pas-
Hor/iacKi No BonpocaMm reHeanorum u ruorpapun
Uy [la, a Tak)Xe OCMbICNEHUS ero XyA0>XKeCTBeH-
HOro Hac/ieans.

YTto KacaeTcs ucciesoBaHuii 3apybesxHbIxX yUé-
HbIX, TO OHW, B OCHOBHOM, COCpeaoToYeHbl B Ano-
HuK, CLUA n Poccum. Mpwn 3TOM cneymannctsl U3
KaXXA0W CTpaHbl MO-pa3HOMY GOKYCMPYHOTCA Ha
TBOpUecTBe Yxy [a. Hanpumep, anoHckmne nc-
cnepoBatenn 6osblue COCPesOTOYEHbl Ha Npak-
TUYECKOM aHa/in3e NPUMEHEHNS CTUAA XXUBOMUCH
Uy [la, B TO BpeMs Kak poCCUIACKME AensaTcs Ha
JBe rpynmnbl: O4HN CKIOHAKOTCA K NCTOPUYECKO-
My aHanaun3y nonoxeHua Kutas nepuoga AnHacTum
MuH 1 Hayana UnH, MUMONETHO YyNOMMHAA caMo-
ro XyfOXXHWKa, pucysa XnsHb YUxy [la wmpokumm
Ma3KaMu, OAHaKO ero CTUAb 1 TEXHWKA XXNUBOMUCH
noYTN He paccmaTtpusaroTca. Jlpyrne noceawaroT
CBOW pPaboTbl CPaBHUTENBHOMY aHan3y Kannum-
rpadum Yxxy [a u LLun Tao, Ho 60Ablle BHUMaHWA
yAenserca BTOPOMY MacTepy, B TO BPeMs Kak Bbl-
Jarowmecs Kanamrpaduyeckme JOCTUXKEHNA nep-
BOTO 1 €ro MOHNUMaHue XMBOMUCK U Kaaamrpadumm
Kak enHOro Lenoro He yumtbiBaetca. Mexay Tem,
C.H. CokonoB-Pemunsos, k npumepy, cymntan, y4to
BM3ya/bHas OLeHKa UrpaeT BaXHYH pPOJb B aTpu-
OyLMN KUTANCKOM XXMBOMUCKU U Kaaamrpapum, no-
3TOMYy CTOWT HayaTb MMEHHO C Heé [6, c. 161-176].
CuTyaL Mo OCNOXHSET M TO, UTO B POCCUNCKUX MY-
3eMHbIX COBPaHMNAX NOAJNHHbIE paboTbl YUy [a,
K COXaneHWH, OTCYTCTBYHOT.

B otanume ot ctaten o YUy [la, onybamkoBaH-
HbIX 3apybOeXXHbIMW YUEHbBIMU, B UCCAE[0BAHMAX KN-
TaMCKMX CNeLManncToB, Kak NpaBmIo, NCNONb3yeTcs
nMs XypoxHuka baga LLlaHbX3Hb, KOTOpOe 6onee
n3sectHo B Kntae n Hanbonee yacto BcTpeyvaetca
Ha ero NOAMWCHbIX MPOU3BEAEHMNAX, €ero A4OCTOBEp-
HOCTb MOATBEP>XAEHA NCTOPUYECKUMWN NCCNeA0-
BaHUAMW. ITO ero bonee TOUHOE NMSA, B OTAMUME
OT ero nceBAoHMMa (u3aHsa) YUxy [a. 3apybexcHble
YUY€Hble orpaHMyeHbl CTapbiMU CBEAEHUAMMU, He
NMetoT NepeBoOAOB COOTBETCTBYHOLWMX UCTOpUYe-
CKMX MaTEpPManoB, UYTO 3aTPYAHAET NOHUMaHWe 3TON
ocobeHHocTW. HabntogaeTtca n oTcyTCTBME NOAPOO6-
HbIX 1 06BEKTUBHbIX MHOCTPAHHbIX UCCAeA0BaHU
o Yxy [a 3a npegenamun Kntas, a 60NbLLIMHCTBO
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CyLLEeCTBYHOLMX OrpaHNuYmMBaeTCa KpaTKMM onunca-
HWEM ero XW3HW N OCHOBHbIX NMPON3BEAEHWN, UTO
MOXeT BbITb CBA3aHO C OTCYTCTBMEM MHPOPMaLLUN
N nepeBesEHHbIX C KUTAWCKOro A3blka uctopuye-
CKMX MaTepuranos.

Cyas no nybamkaumam, MHOCTpaHHbIe UCCesO0-
BaTeNU, 3aHUMalOLLMECH UCTOPUEN CeMbU 1 Brorpa-
¢dven Yxy [a, paboTatot B [OHKOHre, Ha TanBaHe,
B CoeanHeHHbIx LUTatax Amepuku n AnoHum. Yto
KacaeTcs ero kanamrpadum n XxXnsonucu, To 60b-
LWMHCTBO YYEHBIX ABAAIOTCA KUTAaUCKUMU Cneumanm-
cTamu n paboratoT B lMekmHe 1 LLaHxae.

B Hauane XXI Beka noABMAOCbL HOBOE MOKO-
NleHve 3KCNepToB, M3yyarLwmnx Hacaeame Yxy
[a. iHTepec K ero HeOpANHAPHOW NMYHOCTU U ero
BblJAOLLMMCA NPOM3BeAEeHNAM He yracaeT. O6 3Tom
CBUAETENbCTBYET BbIXOA ABYX KPYMHbIX MOHOrpa-
buii o YUy [a, nsgaHHbIX 3a NOCNeAHMeE ABa Aecs-
Tnetna. OgHa ns Hux, KHura «XXu3sHb 1 Tpyabl baga
WaHbXx3HA» aBTopa CAo XyHMUHa, npeacTasaseT
coboi nogpobHoe ncciegoBaHMe XUIHN Xy[40XK-
HWKa, ero POAOCNOBHOW U ApyXeckmx cBasen [15].
OHa BxoauT B ceputo KHUr o Yxy [la, cogepxut
MHOTO HOBbIX UAEN U MOXET CUUTATbCA AOCTON-
HbIM UCCNeZOBaHMEM, HO B HEW eCTb U OTAE/b-
Hble CnekynaTUBHbIE B3rnagbl. Bropas — 370 yxe
YNOMMWHaBLIAACA HaMn MOHorpadwma Yxy JSlaHu-

xun «NccnepoBaHune o pabotax baga LaHbX3HbE»
(4B ) [19]. Brarosaps o6HapyxeHUo 60/1b-
LWOro KoAnYecTsa HoBoM UHbopmMaumm, Yxy J1aH-
UXW yAanocCb yTOYHUTb NponcxoxgeHue Yxy [a,
ero 6morpaduto 1 atanbl XM3HW, a TakXKe MNoj-
po6HO npeacTaBUTb 6osee cTa ero gpy3sen, 60b-
Was YyacTb KOTOPbIX, KaK, K npumMepy, XyaH [ary
(F KA, He paccmaTpmBanach NpPeablayLIMMN UC-
chepoBatensamu. YUy JIAHUXKKM nonbiTanca npes-
CTaBWUTb CBOM COBCTBEHHbIN B3I/ Ha CJAOXHbIE
BOMPOCHI, KOTOPblE AaBHO 0b6CyXAanncb B akage-
MUYECKMX Kpyrax.

MoaBoasA NTOr, OTMETUM, YTO, HECMOTPA Ha Cy-
LWeCTBOBaHMEe OBLUMPHOro njiacTa HayyHol anuTepa-
TYpbl MO OTAENbHbIM acrektam buorpadum YUxy Ja,
B HEM MpakTMYeckn OTCyTCTBYHOT paboTbl, Npeanara-
FOLLIME KOMMIEKCHbIV aHaNn3 ero XXMBOMUCU B KOH-
TEKCTe pa3BUTUA XYAOXKEeCTBEHHbIX WwWKoa B Kntae
anoxu LuH. Ero yHuKanbHoe xyao>xKecTBeHHoe Aa-
poBaHVe NO3BOJNAO eMy CO34aBaTb KapTUHbI, NO
CBOEMY MlacTM4eckomy 1 obpasHOMY A3bIKy Ha-
MHOFO OfepeAvBLUNE CBOE BPEMS, U B JajibHeWLLIeM
OKaszaTb CUJbHENLEee BANSHME HA TBOPYECTBO CO-
BPEMEHHBIX XYAOXHWNKOB. IMEHHO 3TOT ncciepo-
BaTe/NIbCKUI BEKTOP, BO3MOXHO, /IIXKET B OCHOBY
paboT HOBOrO MOKOJIEHUS KUTAWCKUX U POCCUIA-
CKUX YUYEHBbIX.
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PHOTOGRAPHY FESTIVALS AND FAIRS:
SHOWCASING NEW IDEAS IN PHOTOGRAPHY

Summary: This article assumes that photographic fes-
tivals and fairs can play a role in articulating and promot-
ing new ideas in photography. As exhibition spaces, these
public events guide and showcase new trends, perspec-
tives and practices in the art of photography. They not
only permit exhibiting the variety of photographic art
forms, innovative ideas and the most cutting-edge prac-
tices, but also serve as a catalyst that stimulates the ongo-
ing evolution of photography in a socio-cultural setting.

Firstly, using specific examples of photo festivals and
photo fairs, the article examines how they can showcase
and guide new ideas in photography. It further explores
how they reflect and foster innovation in photographic
artistic thought by demonstrating recent trends in pho-
tography, capturing new socio-cultural tendencies, and
reinterpreting iconic works.

Furthermore, the article investigates how these pho-
tography exhibition spaces enable communication and
exchanges between artists, curators, and viewers. Fes-
tivals and fairs present both the author and the viewer
with new ways of understanding the art of photography
and offer them new experience. The role of the viewer
changes from passive to active: now, by participating in
the discussion of the artwork, reflecting on it, the viewer
becomes a catalyst for innovation.

1. Photographic festivals and fairs as a win-
dow of new ideas of the world of photography

Photographic festivals and fairs, as key events
for the presentation and propagation of new ide-
as in photography, have undoubtedly become the
way of showing the most outstanding works. They
are valuable not only because they allow to exhibit
the best artwork, but also because through ongo-
ing exhibitions and exchanges they play a guiding
role in the formation and propagation of new ide-
as. These are grand events that bring together in
one location photographers, curators, and viewers,
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Finally, photo festivals and fairs have led to a trans-
formation in the ways of viewing and creating, and
changed the roles of viewer, artist and curator. Through
innovative ways of exhibiting, such as virtual reality or
multimedia technologies, they have stimulated the de-
velopment of ways of viewing and understanding pho-
tography artworks.

Hence, in this article, we delve into photography
festivals and fairs as a sort of window through which
we can observe the emergence, evolution, and prop-
agation of new concepts, artforms, and practices of
photography. At the same time, they foster innovative
ideas and play a key role in the development of means
of visual artistic expression and photographic practice.
The objective of this study is to provide scholars, prac-
titioners, and photography enthusiasts with a deeper
understanding of photographic festivals and fairs and
to shed light on how this medium can be used to de-
velop and innovate the art of photography. Hopefully,
this article will provide a new perspective and under-
standing of photography research and practice and
contribute to the further development of the art of
photography in the 21st century.

Keywords: contemporary photography, photo festivals,
photo fairs, new ideas, forms of photography, viewer, artist

thus initiating an in-depth exploration of new ide-
as and their widespread dissemination. As Pierre
Bourdieu noted, every social domain has its own in-
ternal patterns and power relations’. This also ap-
plies to the field of photography, where festivals
and fairs are important platforms where all partic-
ipants (including artists, curators, and viewers) ac-
cess and utilize their cultural capital in a variety of
ways. Festivals and fairs create an open, inclusive,
and interactive stage where the newest concepts

1. Grenfell, M. 2018. “Pierre Bourdieu: Key Concepts”. Chong-
ging, Chongqing University Press.

and methods of expression can be freely exhibit-
ed, while also reflecting the cultural diversity of so-
ciety. By engaging in these events, we can directly
encounter and comprehend the newest concepts
in the art of photography.

First and foremost, it must be noted that pho-
tography events are often united by a central theme.
While exploring innovative concepts of photograph-
ic art through the chosen theme, and by organiz-
ing and interpreting their artwork in a certain way,
curators can effectively convey the photographers’
ideas to the public thereby transforming and influ-
encing the viewer's perception and understanding
of photography.

For instance, in 2011, the theme of the Lianzhou
International Festival? was “Spectacle Towards So-
ciety”. So called “spectacle photography”3 is a new
concept that highlights the societal role and obliga-
tion of photography. This thematic direction allowed
the Lianzhou Festival, while upholding the notion of
the significant role that photography plays in society
and social transformation, to facilitate the broader
dissemination of “spectacle photography”. It should
be said that the Lianzhou festival has already re-
peatedly expanded the boundaries of photograph-
ic art by introducing an interdisciplinary approach,
providing, for instance, an anthropological, socio-
logical, urbanistic perspective of photography. This
contributed to a closer integration of photogra-
phy into popular culture. This effort to utilize ap-
proaches from different academic disciplines gives
the Lianzhou Festival’s claim to scholarly explora-
tion of new movements in photography a greater
depth, and made the festival itself more meaning-
ful and influential. Let us give one more example
to further illustrate our point: the Moscow Inter-
national Biennale “Fashion and Style in Photogra-
phy”, which delves deeply into the latest trends in
photography. This event, unique in its form, allows
viewers, artists, and scholars from all over the world
to witness and participate in the exploration of the
latest developments in photography. While foster-

2. First held in 2005, the Lianzhou International Photo Festival
is now one of the most important photographic art events
in China, as well as one of the most influential photography
festivals in Asia.

3. spectacle photography (E¥M {85, after Guy Debord'’s book
“The Society of the Spectacle”) in Chinese language has a dual
meaning of both “landscape photography” and “spectacle
photography”. However, unlike traditional photographs of
nature, “spectacle photography” is not only an aesthetic
expression, but also an exploration and disclosure of social
phenomena, environmental issues and cultural changes.

ing new thinking, it has also greatly enriched our
current understanding and knowledge of the art of
photography.

Secondly, within the framework of photographic
festivals and fairs, different forms of artistic ex-
pression of photography are used to reveal vari-
ous pressing social issues and circumstances. The art
of photography, with its unique vision and expres-
sive methods, also explores the major challenges of
human society, concentrating on conflict zones or
contested territories, as well as urgent concerns in
modern society. For example, the photography festi-
val "Rencontres d'Arles” (Arles Photography Encoun-
ters)“ every year exhibits a variety of photographs
dealing with social issues, political conflicts, and his-
torical events. In particular, one of the themes of
the 2019 festival was “Conflict and Resolution”. Or,
another example, International Belfast Photo Fes-
tival (Northern Ireland), that explores the climate
change, migration, scientific and technological pro-
gress, issues of political control and protests. By ex-
amining how our actions today shape the future, the
festival also allows us to deepen our understand-
ing and expose the problem of social inequality in
the world. Additionally, it is also worth mentioning
the Rotterdam Photo festival, which in 2023 was
dedicated to understanding the world upheaval in
recent years and the worldwide crisis linked with
the COVID-19 pandemic. The theme of the festival,
“Freedom Redefined”, allowed to reveal the wisdom
and strength of humanity in difficult times.

Thirdly, an important theme of many photograph-
ic festivals and fairs is the so-called "new reading” —
that is, reinterpreting classic works of the past and
giving them new meanings and values from new per-
spectives, new approaches or in the context of new
theories. It is through this process that the new ide-
as in photography are generated and disseminated,
pioneering innovations are introduced, and the art
of photography itself evolves. For example, at the
2019 “Encounters in Arles”, the project "Clergue &
Weston. First Show, First Works” paid tribute to two
masters of photography. The photographs of both
artists were shown in a single exhibition space, al-
luding to the idea that the history of photography is
like a canvas that is constantly being passed on and
inherited, allowing the works of already gone mas-

4.  The Arles Encounters is an annual international photogra-
phy festival that has been held since 1969 in the French city
of Arles. The festival has now become one of the most im-
portant and influential photographic events in the world.
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Il 1. 53 International Festival of Photography in Arles (France), 2022.

ters to continue to live on. Furthermore, the 2022
festival, for the first time, explored the new “image
of a woman” in artworks through five themes fo-
cusing on exposing gender discrimination, social
injustice, and patriarchy. Another example or “new
reading” of the classics is “PHOTOFAIRS New York”,
the event that occasionally reinterprets and revisits,
for instance, social documentary or war photogra-
phy from the early 20th century.

By appreciating classic works, viewers have the
opportunity to consider the relationship between
the art of photography and social reality. Through
this "re-reading”, photo festivals and fairs not only
allow people to reacquaint themselves with classic
works of photography but also promote the intro-
duction and dissemination of new photographic
ideas and actively encourage innovation and de-
velopment of photography.

2. Interaction and exchange at photo festi-
vals and photo fairs

Photographic festivals and fairs represent an im-
portant public space where public participation and
interaction are key to innovation in contemporary
photography. In such public spaces, the function of
the viewer transforms from a passive observer to
an engaged contributor who not only participates
in the creation and exhibition of photography but
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also serves as a trigger for advancement through
contemplation and discussion of artworks. Festi-
vals and fairs not only demonstrate the depth and
complexity of photography, but also reveal its uni-
versal and versatile nature. They also promote and
popularize new ways of viewing and making photo-
graphs. Viewers are no longer mere passive observ-
ers, but can now actively participate in the creation
and presentation of photographs. The role and sta-
tus of the viewer are elevated, thereby enhancing
the viewer's agency. At the same time, new ways of
viewing in exhibitions are also having an impact on
author’s creativity. Artists started to focus more on
participation and interaction with the public, allow-
ing viewers to become part of the creative process,
which resulted in a more vibrant and versatile ar-
tistic effect. As Ariella Azoulay puts it,all of the par-
ticipants of this process should be regarded as the
“users of photography”, as within their respective
fields, they all are contributors to the photography
creation and understanding®.

For instance, the theme of the annual exhibi-
tion at the 2017 Lianzhou Festival was "Your Self-
ie Stick” which was a response to the "My Camera”
project launched by Li Xianting in 2008. The exhibi-

5. Ariella Azoulay. 2008. The Civil Contract of Photography.

Il 2. In 2019, VR projects at the Arles Festival presented the performance “Eve, dance is a space without a place”. In the VR piece,
three spectators were randomly selected to participate in an immersive dance performance with three dancers, while the rest of the
audience could recreate the scenes of the performance using a VR helmet. Photo source: official website of the VR program of the
“Arles Encounters” festival www.vrarlesfestival.com.

tion showed how the art of photography has adapt-
ed to and reflected changes in society across time
and space. Nowadays, as the conventional camera
is being replaced by the smartphone, the ways in
which the public engages in creativity are also un-
dergoing significant transformations. As part of this
festival's project “Exhibitionism: Peep Stream”, artists
Ye Funa and Beio regularly performed live on web
platforms, and viewers could interact with them in
real time through pop-up messages, sending emo-
jis, gifs, etc. Such interactive display breaks from the
traditional approach that sees the viewer as a mere
observer, and makes the viewer part of the artistic
creation, thus fostering innovation and develop-
ment in the art of photography.

Furthermore, festivals and fairs through the or-
ganization of various events promote communica-
tion and interaction between artists, curators, and
viewers. Some festivals include public lectures, work-
shops, and panels that allow participants to exchange
views and experiences, engage in in-depth discus-
sions and dialogue, which not only play a positive
role in the dissemination of new ideas but also help
to produce ideas and interpretations that contribute
to innovation in the field of photography.

The international festival in Kyoto, Kyotographie
2022, welcomed participating artists to join a range
of conferences and workshops, gallery visits, and of-
ficial festival locations as part of its program. The
open program included seminars and workshops
where attendees had the opportunity to learn from
leading photographers.

Art Basel, as an art market, is an important plat-
form that allows galleries, collectors, art buyers and
sellers find each other. During the exhibition, galler-
ies can display and sell their pieces, and collectors
and buyers can view and purchase unique works of
art. The very existence of Art Basel promotes the
development of the art market and facilitates the
trade and circulation of works of art.

Such events overcome traditional boundaries
between artists and viewers, allowing for more di-
rect and in-depth communication and interaction
between the two parties. These new modes of com-
munication and interaction have undeniably given a
new impetus to the art of photography and made it
easier to build closer connections between viewers,
artists, and curators. They foster discussion and ex-
ploration of new ideas, deepen public engagement
and interaction, and contribute to the formation and
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Ill. 3. PHOTOFAIRS, Shanghai Photography Fair in 2019. Source: PHOTOFAIRS Shanghai

development of new approaches to viewing and ex-
hibiting in photography. It is precisely this aspect
that needs to be brought into light when attempt-
ing to understand and evaluate the functions and
value of photographic festivals and fairs.

Photographic festivals and fairs help to change
the way people view and create artwork

The importance of the existence of photo fes-
tivals and photo fairs lies not only in the fact that
they provide a medium for the display of photo-
graphic work, but also in the fact that they guide
and stimulate a fundamental change in the meth-
ods of viewing and creating. In the course of this
transformation, the roles of the viewer, the artist,
and the curator of the exhibition are being reshaped
accordingly. Festivals and fairs are introducing new,
experimental ways of exhibiting, such as virtual real-
ity (VR) and multimedia technologies, thus encour-
aging the public to see and appreciate photography
in new ways. This shift has contributed to advances
in the ways in which photography is visualized and
comprehended, greatly enriching creativity both in
terms of ideas and practice. In 2016, the “Encoun-
ters in Arles” festival for the first time sought to in-
tegrate virtual reality technology into its exhibition
program, presenting films, documentaries and ar-
tistic creations based on VR. For about three years
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this experiment has been developing, eventually
establishing itself as an integral part of the festival
program. Nowadays, more and more creators are
actively involved in this process, using high-tech
means to realize their artistic ideas. The viewers,
too, are slowly adapting and embracing this new
form of artistic experience.

PHOTOFAIRS Shanghai® is another noteworthy
event, responding to the growing interest and de-
mand for video art in the Asia-Pacific region and
aiming to become an authoritative international
platform for video art. The 2023 fair also featured
ALICE, a virtual human that was used to promote
the event. This advertising strategy indicates the
profound integration of new media and technol-
ogy within the art world. The existence of ALICE
is not only a display of the technology's potential,
but also an attempt at a new form of artistic ex-
pression. The emergence of ALICE greatly expands
the possibilities of presenting and discussing new
media art at the fair, thus reflecting the important
role of such festivals and fairs in merging art and
technology, developing new artistic concepts and
creative methods.

6.  Organized annually since 2014, it is the first international art
fair in Asia dedicated to the presentation and promotion of
artistic photography.

Photographic festivals and fairs, serving as im-
portant medium for exhibition and communication,
have a pivotal ability to guide and foster new ide-
as in photography. For artists and curators, they
provide space to promote the innovation of pho-
tography practice and theory, thus stimulating the
exchange of ideas and gifting the viewers with new
visual experiences. These events play a critical role in
the development of innovative photography prac-
tices, offer interactive experiences, and change the
way we think about viewer participation.

In the future, with the development of science
and technology and the continuous advancement
of photography, the role of photographic festivals
and fairs will be more and more prominent. They
will continue to serve as an important medium to
foster innovation and development of photogra-
phy, providing viewers with more diverse opportu-
nities and artists and curators with a wider space
to share their experiences and explorations. There-
fore, we must deepen our research on photo festi-
vals and fairs in order to understand and fully utilize
their potential for the development of photography.
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OOTODECTUBAN N ®OTOAPMAPKI:
NEMOHCTPALMSA HOBBLIX UAEV B ®OTOTPAGUN

AHHomayua: OCHOBHas MbIC/b AaHHOW CTaTby CO-
CTOUT B TOM, 4YTO dpoTodecTmBanu 1 GpoToapmMapkm MOryT
UrpaTh BaXKHYH POJIb B BbIPaXXEHUU 1 NPOABMXEHUM HO-
BbIX ngel B otorpadun. 3t nybanyHble MeponpusaTus,
ABAAACH BbICTABOYHbIMW MAOLLAAKaMWN, HANPABASIOT U je-
MOHCTPUPYIOT HOBble TEHAEHLMWN, MOAXOAbl U MPaKTUKK
B nckyccree potorpadun. OHM He TONbKO NMO3BONAIOT MO-
Ka3aTb MHOroobpasve gopm poTtorpaduryeckoro nckyc-
CTBa, HOBble KOHLEMLMM 1 CaMble NepesoBble MPaKTUKK,
HO 1 ABNAKOTCA CBOEro poAa NOKOMOTUBOM, CTUMYANPY-
FOLLMM NOCTOAHHYIO 3BOAMOLMIO poTorpadum B coLmo-
Ky/IbTYPHOM KOHTEKCTe.

CHauana Ha KOHKpeTHbIX Mpumepax dpoTtodecTupanein
1 poTosspMapok pasbupaeTcs, Kak OHWM MOTYT Noka3sblBaTh
1 HanpasaATb HOBble aen B Mupe goTtorpaduu. Takxe
nccnegyetcs, Kak yepes AeMOHCTPaL IO HOBbIX TeHAEH-
unii doTorpaduu, ynasameas HOBble COLIMOKYNbTYPHbIE
BEAHWA 1 MepeoCcMbICaAA KNaccmueckme nponsseseHuns,
OHW OTpaxkaroT 1 NPOABMUratoT MHHOBaL MK B GoTOorpadu-
YeCKOMN XyAO0XEeCTBEHHOMW MbICAW.

3aTem paccmaTtpuBaeTcs, Kak 3TW nioLlajKkm 3Kc-
noHupoBaHus gotorpadpun cnocobCcTBYHOT OBLLEHNIO
1 B3aVMOZENCTBUIO MeXAY XYAOXHMKaMK, KypaTopamu
1 3putenamun. Pectusanm n GoToapmMapkun NpeAcTaBaftoT
1 aBTOPY, U 3pUTENIO HOBbIE CMOCOBbLI OCMBICNIEHNSA UCKYC-
ctBa dpoTtorpadun, AatoT UM HOBbIN OMbIT. Posb 3puTens
MEHSEeTCS C MacCMBHOM Ha akTUBHYHO: Terepb, y4acTBys
B 06Cy>XAeHMMN XyAO0XECTBEHHOIO NPOU3BeAEHMS, Pa3MblLL-
NS O HEM, OH CTaHOBWTCA KaTa/JM3aTOPOM UHHOBALMN.

1. ®otopecTnBanu n poroapmapkm Kak OKHO
HOBbIX uaeii mmpa ¢potorpapumn

®otodectnBanm n GoTospmapkm Kak KatoueBble
NAOLWaAKN ANA NpeAcTaBAeHNA N PacnpoCTpaHeHWs
HOBbIX Aen poTorpadpryeckoro NCKyccTea, Heco-
MHEHHO, CTaAn MeCcTOM NpeAcTaBAeHNA CaMblX Bbl-
Aarolimxca nponssegeHnin. OHN LieHHbI He CTOJIbKO
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HakoHeu, ¢oTodectnBanm n potoapmapku npusenu
K TpaHcpopmMaLmm cnocoboB NPOCMOTPa U TBOPUECTBA,
M3MEHMB POV 3pUTenNs, XyJoXHMKa 1 KypaTtopa. Yepes
MHHOBALIMOHHbIE CMOCOBbI IKCMOHUPOBaHWA, Hanpumep,
TEXHONOTNW BUPTYabHOW peasbHOCTU MU MyabTUMe-
AMa, OHM CTUMYANPOBaNUN pasBmTMe CNocoboB NPOCMo-
Tpa 1 OCMbIC/IEHUNA Npon3BeseHnin poTorpadpuryeckoro
NCKyCCTBa.

WTak, B aHHOM cTaTbe Mbl paccmaTpuBaeM ¢oTode-
CTUBaNAV 1 APMapKun B Ka4yecTBe CBOErO PoJja OKHa, Yepes
KOTOpOEe MOXHO YBUAETb, Kak B UCKyccTBe dpoTorpadun
NPOV3BOAATCA, PAa3BMBAOTCA U PACMPOCTPAHAOTCS HO-
Bble ugeun, GopMbl U NpakTUKK. B To e Bpems oHu crno-
COBCTBYIOT NMOAB/IEHMIO MHHOBALIMOHHBIX MAEN, UrpatoT
KNHOUEBYIO POJIb B Pa3BUTUN CPEACTB BU3YalbHOTO XyA0-
XECTBEHHOTO BbIPaXXeHWUs 1 poTorpapuyeckort MpakTUKu.

Llenb saHHOro nccnefoBaHUa — fatb BO3IMOXHOCTb
YY€HbIM, NMpakTkam n ntobutensam potorpadpun raybxe
NMOHATb CyTb poTopecTnBanein n GpoToapmapok, a Tak-
e NPOoAUTb CBET Ha TO, Kak 3T MAOLWAaAKN MOTYT BbITb
MCNO/Nb30BaHbl ANA Pa3BUTUA U MHHOBAL MU B UCKYC-
cTBe poTorpapun. XoueTcs HageAaTbCs, UYTO AaHHas cTa-
TbS AacT HOBbI B3r/1A4 U NOHMMaHWE UCCAef0BaHNA
W NpakTukn B obnactn poTtorpadmu, a Takxxke BHECET
BK/aj B AasbHelllee pa3BuTue NCKyccTBa poTorpa-
¢um B XXI Beke.

Knrouesele cnosa: cospemeHHoe ghomouckyccmso, ¢o-
moghecmusanu, homosipmapku, Hoswle udeu, popmel go-
moepadpuu, 3pumesns, XyOOXHUK.

MOTOMY, YTO Ha HMX BbICTaBASIOTCA Camble Nydllmne
paboTbl, HO ELLE 1 MOTOMY, YTO OHU UrparoT Hanpa.-
NAOLLYH0 ponb B GOPMUPOBAHUN U pacnpocTpaHe-
HWW HOBbIX MAel Baarogaps NOCTOAHHbLIM BbICTaBKaMm
1 06MeHy. ITO rpaHAMO3HbIE MEPONPUATUSA, KOTOPbIE
Nno3BoJIAOT cobpaTb B 0g4HOM MecTe dpoTorpados,
KypaTOpOB ¥ 3puUTenei, MHMLunpyrowme rnybokoe

nccnesoBaHne HoBbIX UAen B doTorpadum 1 nx Wwun-
pokoe pacnpocTtpaHeHue. Kak otmeuan Mbep bypapé,
B KaXKJ0W coLmanbHOM 061acT eCTb CBOW BHYTPEH-
HMe 3aKOHOMEPHOCTU W BAACTHbIe B3aMMOOTHOLLIe-
Hua'. 3TO OTHOCKTCA U K chepe GOTONCKYCCTBA, rae
decTrBanu 1 ApMapKun ABAAKOTCA BaXKHbIMMU MAOLLAA-
KaMW, Ha KOTOPbIX BCE YYACTHUKM (B T.Y. XYLOXHM-
KW, KypaTopbl ¥ 3puTenn) pasanyHbiMm cnocobamm
MOJly4atoT JOCTYN W UCMOAb3YHOT CBOMN KY/bTYPHbIN
kanutan. OHM CcO34at0T OTKPbITYHO, UHKIHO3UBHYHO
N NHTEePaKTMBHYH NaaTGopmy Ana AeMOHCTpaLum
HOBEMLIMX NAEN N CPeACTB BbIPA3UTENbHOCTU B UC-
kyccTBe doTorpadum, HO TakKe OTpaxkatoT U Ky/b-
TypHOe pa3Hoobpasme obuiecTBa. YuacTBys B 3TUX
MeponpuATUAX, Mbl UIMEeM BO3MOXHOCTb Hanps-
MY BCTPETUTBLCS C HOBEULLNMMU NAESAMU B UCKYC-
cTBe doTorpadum, N3yumTb N NOHATH UX.

B nepByto ouepesb CTOUT OTMETUTD, UTO GecTn-
BasM poTorpadum yacto o6beANHEHBI LIEHTPAIbHON
TeMol. PaccmaTpuBas HOBble KOHLeNLmm poTonc-
KyCCTBa Yepes LeHTpabHY TeMy, KypaTopbl MOTYT
3bdeKTUBHO AOHECTU naeun potorpados Ao nydam-
KW Yepes opraHM3aumio 1 MHTepnpeTauuio nx pa-
60T, TEM CaMbIM U3MEHAS U BAWAS Ha BOCNPUATUE
n NoHMMaHue doTorpadum 3putenem. B pesynbTa-
Te NPOVCXOAMNT JanbHenlwee GOPMUPOBaHNE HOBbIX
KoHLenuunn potorpadmnyeckoro NckyccTaa.

Tak, Hanpumep, B 2011 rogy Temoit MexayHa-
poaHoro ¢ectmBans ¢potorpadpun B JIaHUXOY 2 CTa-
no «3penuLle HaBcTpeuy obuecTBy». «doTorpadums
3pesnviia» > — 3T0 HOBaA KOHLeNuus, kotopas je-
NaeT yrnop Ha coumanbHOM POAN N OTBETCTBEHHO-
ctn poTorpaduu. brarogapa Takomy TemaTMyecKkomy
HanpaBaeHuto, JIAHUXOYCKNI decTnBab, OTCTa-
nBas NpejcTaB/eHMe O BaXXHOW PO, KOTOPYH
doTorpadusa nrpaet B obLecTBe U coLManbHON

1. TpeHdenn M.Mbep Bypabé: kntoueBble NOHATUA / Malikn
[peHdenn; nep. c aHra. Ha KWT. JIHb FOHBK3. YyHUWH: n3a-BO
YyHumHckoro yHusepcuteta, 2018. 1A 55 /R-48 12 JE/R (Michael
Grenfell), FF: Hzfl, @B XBEHE>, ERAFH
Rt

2. Bnepsble npoBeaéHHbIV B 2005 rogy MexayHapogHbiin de-
cTnBanb poTorpadum B JIAHUXKOY celiyac ABASETCH OAHUM
13 caMblX BaXKHbIX COBbITUI B 0baacTu poTorpaduryeckoro
nckyccta B Kutae, a Takxke Of4HUM 13 CaMbiX BAVATE/bHbIX
dectuBaneli potorpadum B Asun.

3.  «Ootorpadusa 3penvwa» (EXMIEF, aHrn. «Spectacle
Photography» no kHure ' lebopa «Ob6LiecTBo 3penmiia»
nnn «OBLLECTBO CMeKTakAs») B KNTAWCKOM f3blke UMeeT
ABONCTBEHHOE 3HauYeHne — 370 1 «[enzaxHas poTorpa-
dus», n «PoTtorpadus 3penviLa». TeM He MeEHee, B OTIMUMNE
OT TPaAMLIMOHHBIX doTOorpaduii ¢ BuAamMu Npupoasl, «poTo-
rpadus 3penviua» ABAAETCA HE TOJbKO 3CTETUYECKUM Bbl-
paXKeHWeM, HO 1 UCCNes0BaHEM U PacKpbITUEM coLvab-
HbIX fIBIEHWN, IKONOTUYECKMX NPOBAEM U KYNbTYPHbIX M3-
MeHeHWN.

TpaHcdopmMauuu, cnocobcTeoBan Honee LWNPOKO-
My pacnpocTpaHeHunto «botorpadum 3penmiua». 10T
decTmBanb He pa3 paclmpsaa ropmsoHTel GoTtorpa-
dUnUecKoro NCKyccTBa, BBOAA MEXANCLMMIMHAPHBIN
noAaxod, AaBas, HanpuMep, aHTPOMOAOTMYECKUNA,
COLMONOrNYecKni, ypbaHNCTUUECKMIA B3rNaj Ha
¢doTorpaduto. 31o cnocobcTBOBaNO HONee TECHOM
WHTerpauun potorpadum ¢ NONYASPHON KyAbTYPOW.
Takoe cTpemMJieHMe K NCMONb30BaHWIO MOAXOAOB
Pa3/IMUHbIX HAaYYHbIX AUCUUMAVH JaET NPUTA3aHWU-
AM JIAHUKOYCKOro dectmBans Ha Hay4yHoe nuccne-
[ 0BaHWe HOBbIX TeueHul B doTorpadmm 60/bLLYHO
rnybuHy, a camomy pectmBanto — 60NbLINIA BeC
n BavaHue. Npueesém ewé oanH npumep B Noj-
TBEPXKAEHME Hallero Te3nca: MocKoBCKas MexayHa-
pogHas 6bueHHane «Moga v cTuab B doTorpadumm»,
Ha KOTOPOW r1yboKo MCCaeayroTcs HOBeMLWNE Te-
yeHus B obnactn potorpadum. 310 yHMKaNbHOE MO
cBoeMy dopMaTy CoObITE NO3BOJSET 3pUTENSAM, XYy-
AOXHUKAM M YUYE€HBIM CO BCEro Mmpa CraTb CBUje-
TEeNAMU N yYaCTHUKAMWN UCCAef0BaHNA HOBEMLLINX
BesHUIM poTounckycctea. CnocobCTBYs PasBUTULO
HOBOrO MbilAeHNA B obnactn doTorpadum, oHa
Tak>Xe 3HaunTeNbHO oboraTuia Halle COBpPEMEH-
HOe NMoHWMaHWe ¥ 3HaHWe nckyccTea potorpaduu.

Bo-BTOpbLIX, B pamkax doTorpadpuuecknx de-
CTMBafNei 1 BbICTaBOK pa3HoobpasHble GopMbl Xy-
[ OXEeCTBEHHOW Bblpa3nTenbHOCTW doTorpadum
NCNONb3YIOTCA ANA PACKPbITUA Pa3NMUHbIX Ha-
CYLLHbIX COLManbHbIX NpobaeM n obLecTBeHHON
aencreutensHoctu. Vickyccteo potorpadum c ero
YHVKa/lbHbIM BUAEHNEM W BbIPa3nTeIbHbIMUN METO-
JaMK TakKe nccaeayet OCHOBHble NPo6ieMbl Yeno-
Beueckoro obuecTsa, nomellas B GOKyC BHUMaHUA
30HbI KOHANKTOB WM/IW CMOPHbIE TEPPUTOPUN, a Tak-
e aKTyasbHble Npobaembl COBpeMeHHOro obLecTsa.
Tak, pectnBanb potorpadun «Bctpeun B Apne»*
eXeroAHo NokasbiBaeT M1pPy MHOXeCTBO ¢oTorpa-
buiA, NOCBALLEHHBIX coLManbHbIM Npobaemam, Noau-
TUYECKUM KOHOANKTAM Y UCTOPUYECKUM COBLITUSM.
B wactHoctw, oaHa 3 Tem dectmsana 2019 roga —
«KOHGAVKT 1 paspelueHune». ian, Hanpumep, dpectu-
Basib poTorpadun B bendacrte (CesepHas Npnanaus),
Ha KOTOPOM UCCNeAYHOTCA 3MEHEHMsA KaMMaTa, Mu-
rpauus, Hay4yHO-TEXHUYECKMI nporpecc, npobaemsl
NOJIUTUYECKOTO KOHTPOS U NPOTECTHOW AesTeb-

4.  «Bctpeun B Apne» — eXerofHblil MexXayHapoaHbIn de-
cTmBanb $poTorpaduu, KOTOPbIN MPOBOAUTCH, HauUHas
¢ 1969 roga Bo dppaHLy3sckom ropoge Apab. Cervac 3ot
decTnBanb yxe cTan OHUM N3 CaMbIX 3HAUUTEbHbIX U1 BAN-
ATENbHbIX MeponpuATUA GoTorpapuyeckoro NckyccTea
B MUpe.
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HoCTW. PaccmaTpuBas, Kak HalW JeACTBUA CErofHs
dbopmMmupyroT byayuiee, decTBaib TakXKe NO3BONSET
yrnybuTb Hawe NoHUMaHne 1 0b6HaxnTb Npobe-
My COLManbHOro HepaBeHcTBa B Mupe. Kpome Toro,
CTOUT YNOMAHYTb U pectusanb ¢otorpadum B PoT-
Tepaame, kotopsbiti B 2023 rogy 6bin NOCBALLEH OC-
MbIC/IEHMIO MUPOBBIX NOTPACEHUI NOCAEAHUX NeT
“ rnobanbHOro Kpm3mnca, CBA3aHHOrO C NaHAemMu-
et COVID-19. Tema dectuBans, Freedom Redefined
(«MepeocMmbicieHHas cBoboga»), no3Boauaa pac-
KpbITb MYAPOCTb U CUJTYy YesIOBEYeCTBa B TPYAHble
BpemeHa.

B-TpeTbux, BaxXHOW TeMOW MHOrux ¢oTorpa-
dunuecknx dectnBanelt U BbICTaBOK ABASETCA TaK
Ha3blBaeMoe «HOBOE NpPOoYTEHME» — TO €CTb Mnepe-
OCMbIC/IEHME KNacCcnyeckmx paboT NpoLaoro 1 npu-
AaHue VM HOBbIX CMbIC/IOB U 3HaUEHWI Mo HOBbIM
Yr/IOM, C HOBbIX TOUEK 3PEHMSA NAN B KOHTEKCTE HO-
BbIX TeOpUid. B xoge aToro npotiecca BoipabatbiBatoT-
CA 1 pacnpocTpaHatoTca HoBble doTorpadpuueckme
naeun, NPONCXOANT BHEAPEHME HOBaLUM 1 pa3Bu-
Tve nckycctea potorpadpumn. Hanpumep, Ha «Bcrpe-
uax B Apsie» B 2019 rogy B pamkax npoekrta «Knepr
M Y3CTOH: NnepBas BbICTaBKa, NepBble Npoun3Bese-
Husa» (Clergue & Weston. Premiére expo, premieres
ceuvres) bbina OTAaHa faHb YBaXXeHWA JBYM MacTe-
pam doTorpadun. Pabotsl o6omx potorpados Hbiamn
nmokasaHbl B €JMHOM BbICTABOYHOM MPOCTPAHCTBE,
HameKas 3puTeNto, YTo NCTopmsa GOTONCKYCCTBA MNo-
f06Ha NOCTOAHHO NepesaroLweMycs 1 HacaesyeMo-
My MOJOTHY, 6aarogapa Yyemy paboTbl yxe yLlesLLmnx
MacTepOB NPOAOJ/IKAKOT CBOHO XKM3Hb. Kpome TOro,
B 2022 roay Ha decTnBane Bnepsble Hbln nccneso-
BaH HOBbIV «06pPa3 XXEeHLUMHbI», KOTOPbIV PacKpbl-
BaJICA B XyAOXECTBEHHbIX MPOU3BEAEHMNAX Yepes
NATb TeM, GOKYCMPYHOLLMXCA Ha pa3obaayeHnn rex-
AepHOW ANCKPUMMHALMK, COLMaNbHON Hecnpases-
JMBOCTW U NaTpuapxaTa. ipmapka B Heto-Mopke,
«PHOTOFAIRS New York», Takxe npeactaBaset pop-
MaT «HOBOTO MPOYTEHMSA» U3BECTHBIX NMPOU3BEAEHU
B paMKax BbICTaBOK, Ha KOTOPbIX NEPEOCMbICAAOT-
€A, HanpumMep, coumanbHO-AOKYMEHTabHaA UK
BoeHHas doTorpadma Hauana XX seka. OueHunBas
Knaccmyeckme paboTbl, 3puTean cMoryT rnyboko 3a-
AyMaTbCA O COOTHOLWEHUN nckycctBa doTorpadum
W couManbHOW peanbHOCTL.

bnarogaps Takomy «nepeuntbiBaHuO» poTode-
CTMBaNW 1 APMapKM He TONbKO MO3BOJIAOT JHOAAM
3aHOBO MO3HAaKOMUTbLCA C KAaCCUYeCKMMUN Npomn3Be-
AeHvaMu doTorpadum, HO M CNOCOBCTBYHOT BHeAPe-
HWIO 1 PacnpoCTPaHeHMIO0 HOBbIX GoTorpadunyeckmnx
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naen, a Takxke akTUBHO COAENCTBYHOT MHHOBALMAM
n pas3BuTMo GOTONCKYCCTBA.

2. BzaumopgeiictBue n o6meH Ha potodpectun-
BanfAx u ¢potoapmapkax

®oTodecTnBann 1 potospMapkn npescTaBaa-
toT cobon BaxkHoe NybaMUHOe NPOCTPaHCTBO, rae
yyacTue n B3anmMogencteme nybamku ssasetca
KAt0UeBbIM GaKTOPOM HOBaLMI B COBPEMEHHOM
doTounckyccTBe. B Takmx ny6AnYHbIX NpOCTpaHCTBaXx
POJIb 3pUTENS MEHAETCA C NAaCCMBHOTO HabatoaaTens
Ha aKTMBHOIO YYacTHWKa, KOTOPbIA HE TOJIbKO yya-
CTByeT B CO34aHMM 1 3kcnosnuymm ¢otorpadumm, HO
W CTAaHOBUWTCA KaTaanM3aTOpPOM HOBaLMIA Yepes oc-
MbIC/IEHWNE N 0BCYXAEeHWE NPOU3BEAEHNIN NCKYCCTBA.
®oTtodectmBanm 1 GoToAPMapPKM He TObKO JEMOH-
CTPUPYIOT TYOUHY M CNOXHOCTb poTorpadum, HO
N packpbiBatOT e€ obLieyenoBeyeckyto U MHOro-
rpaHHyo Npupoay.

Ha pectnBanax n apmapkax Takxxe NpoABUraroT-
CS M NONYNAPU3YHOTCA HOBblE MEeTO/Abl MPOCMOTPa
1 co3panmns potorpaduin. 3pmutenn nepecrtanu 6biTb
naccvBHbIMU HabtoAaTeNAMK, HO Tenepb MOTYT ak-
TUBHO y4acTBOBaTb B CO3JaHWUN U NpeacTaBAeHU
doTorpadun. Mpn 3TOM NOBbLILAETCA POJIb U CTa-
TYC 3puUTens, BO3pacTaeT ero cybbekTHoCTb. B 10 e
BpeMs HoBble Cocobbl MPOCMOTPa Ha BbiCTaBKax
OKa3blBalOT BAUAHME Ha TBOPYECTBO. XYAOXKHUKM
CTanu yaenatb Honblue BHUMAHUA yyacTuio nybam-
KN 1 B3aUMOZEWCTBUIO C HEN, NO3BOIASA 3pUTENAM
B XOZle MPOCMOTpPa CTaHOBUTLCA YacTbio TBOpUe-
CKOro npovecca, YTo NpUBOAUT K bonee ApKoOMy
N Pa3HOCTOPOHHEMY XyAO>XKeCTBEHHOMY 3bdekTy.
Kak nuwet Apunanna Asynaii, Bce y4aCTHUKM 3TOrO
npoLecca fOMKHbI paccMaTpMBaTbCA KakK «MOJb30-
BaTesin poTorpadum», MOCKOAbKY OHU BHOCAT CBOM
BKJIaJ, B CO3jaHune 1 noHnmaHwe ¢otorpadum B pam-
KaX CBOWX COOTBETCTBYOLMX POJIEA N BUAOB Aes-
TeNbHOCTW >,

Hanpumep, Tema exerogHomn BbICTaBKM B pam-
kax JlaHuxoyckoro ¢ectmBana 2017 roga — «Bawa
nanka ana cendu», YTo CTaso OTBETOM Ha 3any-
weHHbIN JIn CaHbTHOM B 2008 roay npoekT «Mos
Kamepa». Ha BbicTaBKe 6blJ10 MOKa3aHo, Kak NCKyC-
cTBO poTorpadumm aganTMpoBanocCb K N3MEHEHNAM
B 06LlecTBe N OTpPaxkalo X BO BPEMEHU U Npo-
CTpaHcTBe. B cpese, korga Ha CMeHy TPagMLMOHHOWM
Kamepe NpuxoaunT TenedoH, KapAnHaNbHO MeHS-
toTCA 1 cnocobbl yyacTma nyb6ankn B TBOpYeECTBe.

5. Asynan A.TpaxaaHckuin gorosop dotorpaduu / Apuan-
na Alwa Asynait. 2008. [ B2 3 hy- IR 3 (Ariella Azoulay)
REH/AR 24> (The Civil Contract of Photography, 2008).

B pamkax npoekTa 3TOro pectmpans «3kCrnbéumum-
OHW3M: Peep Stream» Xyz0xHWKN Ve OyHa 1 baii
Oy (nceBaoHMM Beio) perynspHo BbiCTynanu B nps-
MoM 3durpe Ha Beb-naaTthpopmax, a 3putenut Moram
B3aMMOZENCTBOBATb C HUMW B PeXMMe peasibHOro
BPEMEHM C MOMOLLbH BCMJbIBAOLLMX COOBLLEHW,
OTMNPaBKMN CMaANKOB, NOAAPKOB W T. 4. DTa MHTEpak-
TVBHaA 3KCMO3MLIMA TOMAET TPAANLIMOHHYIO MOAeNb
3puTens Kak NpocToro Habatogatens v genaet ero
4aCTbHO XyA0XKECTBEHHOrO TBOPYECTBa, CMOCO6CTBYA
WHHOBALMAM W Pa3BUTUIO nckycctea doTorpadum.

Momumo 3T1oro, decTnBanm 1 spmMapku yepes
OopraHusaumo pasanyHbliX MepPONpPUATUIA CNocob-
CTBYIOT OOLLEHMWIO 1 B3aMMOAENCTBUIO MEXAY Xy-
AOXHMKaMK, KypaTopaMu 1 3putensiMn. B pamkax
HeKOTOpbIX pecTuBaselt NPoBOAATCA Ny6ANYHbIE
nekunn, ceMnHapbl 1 GOPYMbl, KOTOPble MO3BOJIA-
FOT YUYaCTHMKAM OBMEHATbCA MHEHUAMU U OMbITOM,
BCTYNUTb B r1y6OKME ANCKYCCUMM U AMANor, UTo He
TONbKO UrpaeT NO3UTUBHYHO POJb B pacnpocTpa-
HEHWW HOBBIX UAEN, HO U MOMOraeT NPOU3BOANTb
naen n HTepnpeTaLmm, CnocobCcTBytoLLMe HOBA-
umsm B obnactn dotorpadpum.

MexayHapoaHbIn dectnBanb dotorpadum B Knoto
2022 roaa B pamkax CBOEW NporpamMmbl Npuraacua
XYZAOXHWNKOB-YYaCcTHUKOB $ecTMBansd NoceTUTb pas-
HOObGpa3Hble CUMNO3UYyMbl U MacTep-KNacchl, 3KC-
KypCUU MO BbiCTaBKaM 1 odULMaNbHbIM NAOLLAAKAM
dectnBans. B pamkax OTKpbITOM Nporpammbl 6bam
OopraHn3oBaHbl CEMWHapPbl U BOPKLLOMbI, Ha KOTO-
PbIX YYaCTHUKN MONYYMAN BO3MOXKHOCTb YUNTbCA
y nyywmx dotorpados.

BoictaBka Art Basel, kak apT-mapkeT, sBaseTcs
BaXXHOW M/IOLW,aAKON, AatOLLeil BO3MOXHOCTb raje-
pesM, KoNneKLMoHepam, MoKynaTenam 1 npojas-
LLaM NPOn3BEAEHMI NCKYCCTBa HAaUTK Apyr Apyra. Bo
BpPEMs BbICTaBKM rajsiepen MoryT BbICTaBAATb U NpoO-
faBaTb CBOV paboTbl, @ KONNEKLMOHEepPbI 1 MoKyna-
TeNn — NpocMaTpmBaTh M NpMobpeTaTb YHUKabHbIE
npovseeaeHus nckyccraa. CywectsoBanme Art Basel
CNOCOBCTBYET Pa3BUTUIO apT-pblHKa U obseryaet
TOProBAto M 0OOPOT NPON3BEAEHNA NCKYCCTBA.

Takve MeponpuaTUS NPeoLoeBatoT TpaMLLU-
OHHble rPaHnLbl MeXAY XYAOXHUKaMW 1 3puTens-
MW, NO3BOAAA HaNaANTb HENOCPEeACTBEHHOE 1 Bonee
rnyb6okoe obLieHne 1 B3aMMOAENCTBUE MEXAY ABY-
MS CTOPOHaMW. ITW HOBble CNOCO6bI KOMMYHMKa-
LMW 1 B3aUMOZENCTBUA, HECOMHEHHO, Npuaanu
HOBbIN UMMYAbC Pa3BUTUIO UCKyCCTBA PoTorpa-
bu1n 1 No3BoOMAN YCTaHOBUTL HONee TeCHble CBA-
31 MEXAY 3pUTENAMMU, XYLOXKHMKAMK U KypaTopamMu.

OHM cnocobCTBYIOT OBCYXXAEHNIO U OCMBICNEHUIO
HOBbIX Uaen B obaactn dotorpadum, yraybasrot
y4yactve v B3aumMogencTene nybamkm, cnocoberay-
tOT GOPMUPOBAHMNIO N PA3BUTUIO HOBbIX MOAXOA0B
K MPOCMOTPY M1 3KCMOHNPOBaHNIO B UCKYcCTBE $HO-
Torpadpumn. IMeHHo Ha 3ToM acrekTe u HeobxoaMmo
COCPesoTOUNTL BHUMAHWE NPY MOHVMaHWUW U OLLeH-
Ke GYHKLMI 1 LeHHOCTU doTorpaduyeckux pectm-
Basiel 1 ApMapoKk.

3. ®oTodecTBanu n ApmMmapkm cnocobcTeyroT
M3MEeHEHMIO MeTOA0B NPOCMOTpPa N TBOpYecTBa

BaxxHOCTb cyuwiecTBoBaHua doTodecTnBane
1 GOTOAPMAaPOK 3aKNHOUAETCA HE TONbKO B TOM, YTO
OHV NPeOoCTaBAAOT MAOLAAKY AN AEMOHCTPaLUK
doTorpadpuueckmx paboT, HO 1 B TOM, YTO OHU Ha-
NPaBAAKOT Y CTUMYAVPYHOT NPUHUMIMANBHOE U3Me-
HeHne MeToA0B NMPOCMOTPa 1 TBOpUecTBa. B xoae
3TOW TpaHCGOpMaLMM MPONCXOANT N COOTBETCTBYHO-
Wwee nepedopmMaTUpOBaHNE POSEN 3PUTENSA, XYAOXK-
HVKa 1 KypaTopa BblcTaBkK. PecTBasn 1 ApMapKm
BHEJPAIOT HOBble, 3KCMepPMMeHTaNbHble CNoCcobbl
3KCMOHMPOBAHWSA, Takue Kak TEXHONOrMW BUPTYab-
Hol peanbHocTh (VR) U MynbTUMeamna, nobyxaas
TeM cambIM Ny6AnKYy MO-HOBOMY YBUAETb U OLie-
HWUTb NCKYcCTBO dpoTorpadun.

3TOT cABMr cnocobcTBoBan nporpeccy B 061actu
Cnoco60B BM3yann3aLumn 1 ocMbicieHnsa poTorpa-
drueckoro NCKyccTBa, 3HauMUTENBHO 0boraTMB TBOP-
4eCTBO KaK C TOUKM 3PEHNS UAEeN, Tak 1 NPaKTUKW.
B 2016 roay MexayHapogHbin dectnBanb GoTO-
rpaduu B Apne Bnepsble nonpobosan MHTErpupo-
BaTb TEXHOJIOTMIO BUPTYaNbHOMN peanbHOCTV B CBOHO
BbICTAaBOYHYIO MporpamMmy, npeactaBnus GuabMsi,
JOKYMEHTa/lbHble KapTUHbBI U XYAOXECTBEHHOE TBOP-
4eCTBO, OCHOBaHHble Ha TEXHONOTMAX BUPTYaNbHOM
peanbHOCTW. Ha NpoTaXeHUn NpUMepHO TPEX feT
3TOT 3KCMEPUMEHT Pa3BMBaJICH, CO BPEMEHEM yTBEP-
AMBLUMCb KaK yXe HeoTbemsieMas YacTb Nporpam-
Mbl decTmBans. B HacTosiwee Bpems BCé Honbluee
YMCNO aBTOPOB akKTMBHO BKAKOYAETCA B 3TOT NpPO-
LLecc, NCrnosb3ys BbICOKOTEXHONAOMMYHbIE CpeACTBa
A9 peannsaLmmn CBoMX XyAOXKeCTBeHHbIX uaen. 3pu-
TeNN TOXe NOCTeNEeHHO afanTUPYHOTCA U NPUHK-
MatoT 3Ty HOBYHO GOPMY XYOXKECTBEHHOIO OMbITa.

Kpome TOro, focToviHa ynomuHaHuna ¢otosp-
mapka PHOTOFAIRS Shanghai®, kotopas pearupy-
eT Ha pacTyLni NHTepecC 1 CNPOC Ha KOAIeKL K
BuAeoapTta B A3naTtcko-TUXOOKEaHCKOM pervoHe

6. [MpoBogumas exerogHo ¢ 2014 roga, oHa ABASETCS NEPBOM
MeXAyHapOAHOM apT-apMapKoi B A3uu, NOCBALLEHHOW Npe-
3eHTaL MW 1 NPOABWXXEHMIO XyJ0XKECTBEHHOW poTorpadun.
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N CTPEMUTCSA CTaTb aBTOPUTETHON MeXAYHapOAHON
naowWwaaKkon ans smaeoapta. B 2023 rogy Ha spmap-
Ke ANs peknambl cobbITUSA Takxke bblia npeacTaBie-
Ha ALICE, BupTyanbHbIin uenoBek. Takas pekiaMHas
CTpaTerns roBOpuT o raybouanier nHTerpaLmnm
B MWUP UCKYCCTBA HOBbIX MeAna u TexHonorui. Cy-
wecrtsoBaHne ALICE — 3To He To/IbKO MposABAeHNE
BO3MOXHOCTEN TEXHOJOMMW, HO W MOMbITKa HOBOM
bOpMbI XyA0XECTBEHHOTO BblpaxkeHus. MNossaeHne
ALiCE 3HauntenbHO pacumpseT BO3MOXHOCTM NO-
Aayun 1 obcyXAeHna HOBOro MeAmna-ncKyccTea Ha
fipMapKe, TeM CaMbIM OTpaxkas BaXKHyHO poJib Noao06-
HbIX dpecTnBanel 1 ApMapoK B CANAHUMN NCKYCCTBA
W TEXHOJIOTUIA, Pa3BUTMM HOBbIX XYAOXECTBEHHbIX
KOHLEMLMA N TBOPYECKNX METOO0B.
®oTodecTBanm 1 BbICTaBKW, ABAAACH Ba>XKHbIMU
AEMOHCTPALMOHHBIMY 1 KOMMYHMWKALMOHHbBIMY N0-
Lagkamu, obnaaaroT KJAHYEBON CNOCOBHOCTBIO —
BECTW 33 CO6OW 1 NPoABUraTb HOBbIE UAeUN B 061acTU
doTorpadun. OHM CTaHOBATCA ANA XYLOXHUKOB U Ky-
paTopoB nNaatGopMO AN NPOABUNKEHMA HOBaLUN

doTorpadpuyeckon NpakTMKM n TeOpUN, CTUMYAN-
pys HOBble OOMeHbl UAEAMU, faBas 3pPUTENHO HOBbIN
BW3YyasibHbI/ OMbIT. 9T MEPONPUATUSA UTPaLOT Bax-
HeWLLYO POJIb B Pa3BUTMN MHHOBALMOHHBIX MPaKTUK
B obnactn potorpadummn, obecneumBaroT MHTEpaK-
TUBHBI/ OMbIT U MEHSAIOT NpeacTaBaeHne ob yya-
CTUK 3puTens.

B 6yayLuem, C pa3BUTUEM HayKu 1N TEXHWUKM U MO-
CTOAHHbBIM COBEpPLUEHCTBOBaHMEM HOTOUCKYCCTBA,
ponb poTorpadpuyeckmx dectnBanein n apmapok
byaeT BCé bosee 3ameTHOM. OHKM ByayT 1 Bnpeab
CNYXWTb BaxKHOM N1aTGOPMOiA, CNOCOBCTBYIOLLEN UH-
HOBaLMAM M1 Pa3BUTUIO GOTOMCKYCCTBA, NPefOCTaB-
nas 3puTensmM 6osee pa3HoobpasHble BO3MOXHOCTM
ana doTorpadmpoBaHms, a XyAOXKHUKAM N KypaTo-
pam — 6osiee LWMpPOKOEe NPOCTPAHCTBO A/ obMe-
Ha OMbITOM W M3biCKaHUAMW. Taknm obpa3om, Mbl
BOJIXKHBI YrybuTh Halle nccnegoaHmne potodectu-
Basielt U GOTOAPMapPOK, UTOObI MOHATL U B MOJAHOWN
Mepe 1Cnosib30BaTb NMOTEHLMAN 3TUX NAOLWAAOK ANA
pa3BunTMA GOTONCKYCCTBaA.
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CHINESE AND RUSSIAN APPROACHES
TO UNDERSTANDING THE PROBLEMS
OF SCREEN ADAPTATIONS
AND ANIMATED ADAPTATIONS

Summary: This paper deals with the main problems of
screen adaptations of literary works in general and ani-
mated adaptations in particular. The authors examine the
achievements and gaps in the theoretical study of these
topics in Russia and China. Different times, through the
voices of scholars, have formed different definitions of
the principles of film adaptation. Forms and methods of
adaptation evolve, their principles are not permanent and
are also subject to change. It is the need of the time to
develop a new theory of screen adaptation.

After examining a large number of studies dealing with
the specificities of screen adaptation per se, animation
and animated versions of literary originals, the authors
come to the conclusion that it is necessary to develop a
detailed comprehensive theory of animatography and its
specifics. The authors express some opinions regarding
the most promising development directions of the new
research paradigm.

There are quite a lot of theoretical and practical stud-
ies on the adaptation of literature in film and television,
yet there has been relatively little research on animat-

Screen adaptation
Screen adaptation is commonly referred to as a
work of film art, created on the basis of other types

ed versions of literary sources in general and Journey to
the West in particular. The existing discussions and stud-
ies have not yet formed a system of academic under-
standing on these topics. It should be noted, however,
that just as there is a trend in the world to increasingly
turn to various types of audiovisual adaptations of clas-
sical literary works, including animated adaptations, in
China, all the successful animated works in the past ten
years have been animated adaptations of classical lit-
erature, particularly screen adaptations of works relat-
ed to legends and myths, i.e. of the same category as
“Journey to the West". There is a pressing urgency to
deepen research in this area, both for the development
of the Chinese animation market, which is in dire need
of them, and on the scale of the global film and mass
communication media. This topic is further relevant due
to the fact that animation is the backbone of the digital
cultural industry, which has become the leading field of
contemporary culture.

Keywords: animation, film adaptation, literature, ani-
mation adaptation, “Journey to the West”

of art, such as a song, legend, opera, drama, liter-
ary work, etc. We are primarily interested in screen
adaptations of literary works, as the subject of the
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author’s main research is animated adaptations of
the classic Chinese novel "Journey to the West"” by
Wu Chen’en.

Screen adaptations appeared in the cinema
at its early stage of development. For example,
the legendary French director Georges Mélies
(1861-1938), who, according to various estimates,
made either 4 thousand or 1 thousand short doc-
umentary and fiction films, as early as in 1902 pre-
sented the public with such movies as “Robinson
Crusoe” based on D. Defoe’s novel, “Gulliver's Trav-
els Among the Lilliputians and the Giants” based
on J. Swift's work, "Romeo and Juliet” based on
W. Shakespeare's play, and "A Trip to the Moon”
inspired by J. Verne's stories. The works of L. Tol-
stoy and W. Shakespeare, C. Doyle and other lit-
erary classics have been repeatedly adapted for
screen in Europe and the United States. At the
same time, each time chooses different types of
screen adaptations depending on the spirit of the
times and the director’s intuition, which is also
determined not only by the subjective vision of
the literary source, but also by the highlights de-
manded by the times.

Noteworthy observations were made by G. 1. Yer-
milova, who researches the methods of implement-
ing the principles of the modern type of worldview
and perception, i.e. postmodernism, in the realm
of animation. According to her, “the postmodern-
ist labyrinth, in essence, can be described as a ‘se-
mantic funnel’ of textual components that attract
and assimilate other texts, thereby generating new
meanings, contexts, and discourses.” “"Thus, the
modern era ‘plays’ with the texts of other eras,
both revealing itself and hiding behind others.
Contemporary animated cinema, as a visible em-
bodiment of postmodernist ideas on the screen, is
actively involved in the game on the shared field
of culture.”’ Though Yermilova researches auteur
animation, she notes that mass animation is will-
ingly following the same principles. This descrip-
tion therefore proves to be very accurate when it
comes to the vast number of animated adaptations
of the “Journey to the West” that were indeed cre-
ated at different times and absorbed times’ mark-
ers, sentiments, and techniques. Perhaps it is not
without reason that semioticians argue that after
being written, the text of any work lives a life of

1. YermilovaG.l. (2006) “Postmodernism and the realization of
its basic principles in contemporary animation: abstract of
the PhD dissertation”, Moscow.— P. 17.
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its own, the one that the author himself, perhaps,
could not have imagined.

In general, theoretical studies of artistic screen
adaptation have always lagged behind the practice
of screen adaptation. It was only in the middle of
the 20th century that serious systematic research
began. To date, the theory of film adaptation can be
said to be more or less developed, although there
are many unresolved issues. However, the theory
of animation in general and animated screen ad-
aptations in particular is still at the margins of the
academic research.

Chinese screen adaptation theory has always
lagged behind foreign research, and it was only in
the mid to late 1990s that it reached a decent level.

It should be considered that screen adaptation
is always a new work of art, created by means of
a different language than that of the source ma-
terial. It is also worth noting the clever comment
of the Soviet performer and director Igor Ilyin-
sky regarding the stage reading of literary piec-
es, which is completely relevant to the subject of
movie adaptation. He used to say, that “not every
work should be read from the stage: there are
works that simply do not tolerate any sound in-
terference, they must be read by the eye.”? After
all, an animated film, as an adaptation of a liter-
ary work, translates verbal codes into visual and
audio codes. It can be assumed that for some
verbal texts this will turn out to be their undo-
ing. In other words, a literary work must allow for
such a translation, i.e. have a potential margin of
spectacle, because there exists a fundamentally
non-visualizable content.

There are various classifications of screen adap-
tations in academic literature. However, the most
common approach, regardless of the terminology
used, is based on the identification of its three types:

1) direct (illustration-retelling);

2) screen adaptation based on the motifs of
a literary work;

3) loose (liberal) interpretation with the aim
of creating an independent work of art on the ma-

2. Citedin: ShelukhinF.V.(2021). “Problems of Film Screenings of
Works of Fiction (Experience of Comparing F. M. Dostoevsky's
Novel “Crime And Punishment” and the Film “Crime And
Punishment “(1969), Directed by L.Kulidzhanov)". Ural
Philological Bulletin. Series: Russian Classics: Dynamics of
Artistic Systems, (4).— pp. 50-62. [Available online].— URL:
https://cyberleninka.ru/article/n/problemy-kinoekranizatsiy-
hudozhestvennyh-proizvedeniy-opyt-sravneniya-romana-
f-m-dostoevskogo-prestuplenie-i-nakazanie-i-kinofilma/
viewer (accessed on 12.02.2023)

terial of the source material, with little or no cor-
relation with the meaning of the source material.

This division, as can be easily noted, is rather
conditional, the boundaries between the types are
fluctuant, and not without a good reason: we can
discuss as much as we want whether the screen ad-
aptation corresponds to the literary source, but the
radical fact remains that screen adaptation is always
an interpretation, and moreover, an interpretation
not by verbal, but by visual or visual-audio means.

Xia Yan (E%£7) from China as early as 1958 de-
fined five principles that screen adaptations should
follow. These are:

1) consistency with the active core meaning
of the source material;

2) consistency with the successful creative im-
ages in the original work and their recreation ac-
cording to the needs (of a TV series, for example);

3) consistency with the excellent artistic struc-
ture of the original work;

4)  consistency with the linguistic features of
the original work;

5) consistency with the original work in recre-
ating the Romantic style of art3.

Chinese literary scholar Zhong Chengxiang ({f £%¥)
in 1990, reflecting on the principle of honouring the
source material, pointed out that a screen adapta-
tion can be faithful to the main narrative involving
the characters of the original work. Modeling, ar-
tistic style, spiritual message and connotations, im-
ages of protagonists, etc. should be based on the
law of turning literature into an audio-visual prod-
uct. He believes that screen adaptation must abide
by the laws of film art and mass communication,
while the laws of art do not require blind adher-
ence to the original“.

Chinese literati Zhang Tongdao (5K [E)3i&) in
1998, Qin Junxiang (F{&Z) in 2003, Hu Wensheng
(#3C4E) in 2011 and other authors expand on Zhong
Chengxiang’s ideas. They argue that:

1) screen adaptation is not just a translation,
but an independent artistic creation;

2) emphasis should be placed on the contem-
porary cinematic nature of screen adaptations;

3) it is necessary to abandon the restrictive
model of screen adaptation that is strictly adher-
ent to the original; the discussion of adherence to

3. Xia Yan (1958) “Miscellaneous. Adaptation”. Chinese films
(1)—P. 20-23.

4.  Zhong Chengxiang (1990). “To What Should We Be ‘faithful'?
A Brief Discussion on Adapting Novels into Series”. Chinese
and Foreign Television (10).—P. 4.

the source material has become a pseudo-problem
that has lost its meaning?®.

From this brief overview, it becomes evident that
different times, through the voices of scholars, have
produced different definitions of the principles of
screen adaptation. The forms and methods of ad-
aptation evolve, their principles are not permanent
and also are subject to change. Developing a new
theory of screen adaptation is the demand of time.

Screen adaptations of the novel “Journey to
the West”

Regarding studies on film and television adapta-
tions of Wu Chen’en’s novel “Journey to the West”,
Zhang Zongwei (5K Z=1%) (2016) dealt with Chi-
nese screen adaptations in his paper®, focusing on
pre-1990s productions as well. He notes two waves
of interest in the subject: the first in the 1920s, and
these are “monster martial arts films”; the second in
the 1960s, and these are animated films and film-
operas based on the novel's motifs with more pro-
nounced national aesthetic characteristics. Since the
1990s, screen adaptations of “Journey to the West”
have once again placed themselves at the forefront
of innovative filmmaking. Chinese productions based
on the novel’s motifs have become classics of post-
modern film culture. “The Monkey King” (2014) and
“The Monkey King 2" (2016) broke all box office re-
cords, which shows strong development potential.
Novel resources, combined with the latest technol-
ogy, have enormous commercial value and have the
ability to influence other cultures in powerful ways.
Evidently, "Journey to the West" holds continuously
renewing cultural genes and great artistic vitality.

Chinese scholars study contemporary film and TV
dramas and online games adapted from the “Jour-
ney to the West", focusing on the different ways in
which the material is transformed.

Wang Tongkong's (E[E)1#) “Transforming the
Novel 'Journey to the West' in Film and Television"”

5. Zhang Tongndao (1998) “The scale for Adapting a
Masterpiece”. Chinese Television (4).— P. 2; Qin Junxiang
(2003). “Modernity of Adaptation in Film and Television
of Literary Masterpieces of the Four Elements”. Bulletin of
Beijing Film Academy (6).— P. 31; Hu Wensheng (2011).
"On the justification of the debates on ‘whether to be faithful
to the original’ in film and television adaptations in the new
century”. Liaocheng University Bulletin (Ed. of Social Sciences)
(2).— pp.114-116.

6. Zhang Zongwei (2016) “Screen adaptations of the ‘Journey
to the West' in the 1990s". Contemporary Film (10).—
pp.147-150.

7. Wang Tongkong (2006) “Transforming the Novel 'Journey
to the West' in Film and Television”. Shandong Shehui kexue
("Shandong Social Sciences”) (8).— pp. 29-32.
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uses the method of adaptation as a key to sort out
and explain the various directions and variations
of the novel’s transformation, and identifies some
universal laws and distinctive norms of translating
from verbal to audio-visual in art.

Zheng Yanlin's (XB¥5) “Film and Television Cre-
ativity [in Screen Adaptations] of the ‘Journey to
the West'"8 (2008) argues that film and television
adaptations of the novel have mainly developed
in two directions: quotidianization of characters
and reinforcement of the legendary aspect of the
plot. In her paper "Multidimensional Interpreta-
tion of the Text by Figurative Means: Reflections
on Film and Television Adaptations of ‘Journey to
the West'"? (2008), the author summarizes that
contemporary interpretations of the novel focus
on the following three aspects: diversification of
themes, increasing complexity of characters, and
enhancing amusement. In the “Catalogue of Films”
accompanying the monograph “Chinese Cinema
History”, authors Cheng Jihua (#2825 1£) and Li Sha-
obai (Z/) have described more than twenty films
based on the novel “Journey to the West” and pro-
duced by various Shanghai film companies during
the Republican years.

On animated adaptation of literary works

Screen adaptation is the basis for animated ad-
aptation of a literary source, but animated screen
adaptation has its own distinct features. Accord-
ing to J. M. Lotman, the language of realistic cine-
matography (“photographic cinema”, as he calls it,
i.e. the language of moving photography) and the
language of animation are radically different: “...ani-
mated film is not a type of photographic cinematog-
raphy, but is an independent art form with its own
creative language, in many respects opposing the
language of fiction and documentary cinematog-
raphy... ...The difference between the language of
photographic and animated cinematography,” the
scholar further elaborates, “lies, first and foremost,
in the fact that the application of the basic princi-
ple of ‘moving image’ to photography and cartoons
leads to diametrically opposite results. Photogra-
phy acts in our cultural mind as a substitute for na-
ture, it is attributed the property of being identical

8.  Zheng Yanlin (2008) “Film and Television Creativity [in screen
adaptations] of the "Journey to the West". Literature on Film
(1).— pp. 113-115.

9.  Zheng Yanlin (2008) “Multifaceted Interpretation of the Text
by Figurative Means: Reflections on the Film and Television
Adaptation of the “Journey to the West'"". Cinema Critique
(3).— pp. 24-25.
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to the object (this assessment determines not the
real properties of photography, but its place in the
system of cultural markers: everyone knows that in
a portrait of a loved one made by a good painter
we see more resemblance than in any photograph,
but when it comes to documentary accuracy, in case
of catching a criminal or in a newspaper report, we
turn to photography). Each individual photographic
image may be held under suspicion as to its accu-
racy, but Photography is synonymous with accura-
cy itself. A moving photograph naturally carries on
this basic property of the source material. This re-
sults in the illusion of reality becoming one of the
leading elements of the language of photograph-
ic cinema: against the background of this illusion,
conventionality is especially important. The mon-
tage, the combined footage are given a contrast-
ing tone, and the whole language is placed in the
field of play between the non-symbolic reality and
the symbolic depiction of it.” ™

This is an important clarification that required us
to utilize an extensive quotation. To put it different-
ly, the illusion of represented reality is amplified in
movies, which is why, for instance, employing met-
aphors in cinema can be challenging.

On the other hand, the figurativeness of ani-
mated movies based on drawing is conditional, and
animation amplifies this conventionality. “When
paired with photography, painting is perceived as a
conventional medium (while paired with sculpture
or any other art, it could be perceived as ‘illusion-
ary’ and 'natural’; however, on screen, it becomes
the antithesis of photography),” Lotman notes. “As
much as movement naturally blends with ‘natural’
photography, it is equally in conflict with ‘artificial’
drawn or painted image. To a person accustomed
to paintings and drawings, their movement must
seem as unnatural as the sudden movement of
statues. ...The introduction of movement does not
reduce, as it did with photography, but increases
the degree of conventionality of the source mate-
rial used by animation as art.”" Such particulari-
ty is not a fatal limitation, but it can indicate the
most productive ways of further development of
animation.

It is impossible not to notice that in the case
of the Chinese novel “Journey to the West" it was

10. Lotman, J. (1978) "On the language of animated cartoons".
Semiotics of Culture. Studies on sign systems X, Tartu.—
pp. 141-142.

11. Ibid, P. 142.

originally an oral story based on the documented
fact of a Buddhist monk’s pilgrimage from China
to India, but colored by folk imaginations, thus
turning out to be, according to M. McLuhan'’s clas-
sification, a “cold” medium. Afterwards, a number
of versions of the story were created, the most
popular of which was Chen’en’s novel, which is
studied by all Chinese people even today, thus
becoming a "hot” medium. Having been adapt-
ed into animated versions, the story is once again
transformed into a “cold” medium of mass com-
munication. To understand the existence of this
phenomenon, it is fundamentally important to re-
member these circumstances —in particular and
primarily because a “cold” means of mass com-
munication is able to engage the audience to the
fullest extent possible.

As a moving “image of an image”, animation has
a huge range of possibilities for ironic, playful pres-
entation of material. The phenomenon of an ani-
mated element of laughter in a broad sense, from
mild humor to satire and dark sarcasm is probably
related to this.

Since the beginning of the 21st century, schol-
ars in China have become particularly interested in
animated adaptations of literary works. This was
due to China’s increased interest in its own nation-
al cultural heritage and the discovery of the vari-
ous possibilities of animation as a means of mass
communication.

In his 2012 PhD dissertation, Lin Qing (#&j§)
identified three main principles of dramatization
used in Chinese animated films: first, social rele-
vance, demand; second, the application of anima-
tion code in storytelling; and third, the selection of
the core values of the literary source and their inter-
pretation in the spirit of the times. In his 2012 PhD
thesis, Shao Yang (#§#%) * pointed out that Chinese
animation is in need of reconstructing tradition-
al culture, referred to the animated dramatization
of classical literary masterpieces, and emphasized
the transformation of traditional culture into the
treasury and source of animation. In his doctor-
al dissertation, Wu Sijia (2#{£) " focused on the
screen adaptation strategies of literary classics in
animation, emphasizing the significant influence of

12. Lin Qing (2014) “On Chinese Animated Films: a doctoral
dissertation”, Shanghai.

13.  Shao Yang (2012) "Reconstructing the Cultural traditions of
Chinese animation: PhD dissertation, Zhejiang.

14.  Wau Sijia (2014) "Studies on Animation Dramatization from the
Perspective of Literary Classics: PhD dissertation, Zhejiang.

the author’s vision and the literary classics them-
selves on the development of the animation indus-
try. In her 2019 dissertation, Cui Yajuan (& #g) *°
demonstrated how important it is in a screen ad-
aptation to pay attention to character placement,
plot, period relevance, and the use of cultural con-
notations.

To summarize, we can state that the theory of
animated adaptations is a very young branch of
academic research taking its first steps. The visual
codes of animated versions of literary sources are
analyzed to a very small extent; the sociological ex-
istence of animation of this kind also seems to be a
very rich field for study and development.

Chinese academic research on the novel “Jour-
ney to the West” animatic adaptations

The appendix “Chronology of Chinese Animated
Films” to the “History of Chinese Animated Films”,
composed by Yan Hui (il E) and Suo Yabin (& I x)
in 200576, featured 12 animated adaptations of “Jour-
ney to the West” in the years 1941 to 2005.

In his PhD thesis in 2010, Song Zhenhe (5 p10)
discussed the contemporary adaptations of the
“Journey to the West” in movies, TV series, comics,
animation and publications in East Asian countries
such as China, South Korea and Japan. The author
specifically mentioned that the reason for the large
number of adaptations is the playful nature of the
“Journey to the West". His article mainly analyzes
the various traits of the “Journey to the West" adap-
tations produced in China, South Korea, and Japan
with respect to the cultural specifics of the differ-
ent countries, and provides recommendations for
the authors of future works made in various cultur-
al codes so as to ensure that they are adequately
perceived by the public™.

Luo Liangging (% Ri&) (2020) believes that in the
past ten years, despite the large number of animat-
ed films based on the "Journey to the West" pro-
duced in China, only “Monkey King: Hero is Back”
received good box office and approval from critics
and the public. On the one hand, the movie tells
the modern story of the Monkey King, on the other
hand, as a social mirror, it should reflect the ideo-

15.  Cui Yajuan (2019) “Tradition and Innovation in Animated
Adaptations of Classical Chinese Literary Works. Case study
of the "Journey to the West" and the "Elevation to the Rank
of Spirits". Film Literature.— pp. 14-18.

16. Yang Hui, Suo Yabin (2005). “History of Chinese Animated
Films". Beijing: China Film Press, 232 pp.

17. Song Zhenhe (2011) "Journey to the West and East Asian
Mass Culture”. Nanjing: Phoenix publishing house, 216 pp.
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logical discourse of different periods and broadcast
the spirit of the times.

In terms of narrative symbols and narrative strat-
egies of the film, especially in the allegorical mode
of narration, we should, as the author points out,
fully display the vividness of virtual imagination
and follow the realistic principle of expression in
animated films. It is necessary to create a Chinese
style with oriental charm and artistic concept of sto-
rytelling, with oriental aesthetics, and pay special
attention to blending the way of storytelling with
oriental imagery symbolism, while actively explor-
ing the relationship of encoding and decoding in
the creation and appreciation of Chinese and for-
eign animated films, so that we, as the Chinese,
can through a cross-cultural approach make na-
tional treasures of global significance that will be
understood abroad .

Even a brief review of the literature shows that
there are many gaps in the related research. This
applies, in particular, to the fundamental ques-
tion of the specific features of animated film, as
well as its distinctive potential in the adaptation
of classic literary works. To summarize, we can

state that there are quite a lot of theoretical and
practical studies on the adaptation of literature
in film and television, but there are relatively little
research on animated versions of literary sources
in general and "Journey to the West" in particular.
The existing discussions and studies have not yet
formed a system of academic understanding on
these topics. At the same time, it should be kept
in mind that just as the world is increasingly turn-
ing to various types of audiovisual adaptations of
classic literary works, including animated adap-
tations, all successful animated works in China in
the past ten years have been animated adapta-
tions of classic literature, particularly adaptations
of legends and myths, i.e. of the same catego-
ry as "Journey to the West". Evidently, there is an
apparent urgency to deepen research in this area,
both for the development of the Chinese anima-
tion market, which is in dire need of it, and on the
scale of global film art and mass communication.
The topic gains even greater relevance due to the
fact that animation is the backbone of the digi-
tal cultural industry, which has become a leading
area of contemporary culture.
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MPOBJEMbI SKPAHU3ALMN M AHUMALLIMIOHHbIX
ALANTALUNN: POCCUNCKNN N KUTANCKNIA
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AHHomayuA: CTaTba NOCBALEHa PaCCMOTPEHMIO OC-
HOBHbIX MPOo6aeM B 3KpaHU3aLMAX AMTepaTypHbIX NPO-
n3BeEeHNN BOOOLLE N B @aHNMALMOHHbIX aganTauunax
B YaCTHOCTWU. ABTOPbI UCCNEAYIOT JOCTUXKEHNA N NaKyHbl
B TEOPETUYECKOM M3YyUYeHUn 3Tux Tem B Poccun n B Kun-
Tae, MMes CBOUM rNaBHbIM NPesMeTOM Hay4YHOro MHTe-
peca aHMMaLMOHHbIE BEPCUU KNACCUUECKOTO KUTacKoro
poMaHa «[lyTelwecTtBune Ha 3anag». PasHble anoxu yctamu
Y4Y€HbIX GOPMUPYIOT pa3Hble onpeeneHns NPpUHLMNoOs
KuHoaganTauun. MeHaoTca ¢opMbl U MeTOAbI aganTa-
LK, UX NPUHLMMBI He BEYHbI 1 TakXKe n3meHsatoTcs. Mo-
TPEBHOCTBIO BPEMEHM ABASETCS BbIpaboTKka HOBOM TEOPUN
3KpaHu3aunn.

Mocne nsyyeHma 60abLIOro KOANYECTBA NCCAeA0-
BaHWN, NOCBALWEHHbIX BbIACHEHUIO cneLduKn 3Kpa-
HU3aLMW Kak TakoBOW, aHUMaL UM N aHUMaLMOHHBIM
BEPCUAM ANTEPATYPHbIX OPUTMHANOB, aBTOPbI NPUXOAAT
K BbIBOAY O HEOHXOAUMOCTU NoAPobHON pa3paboTku
LLe/IOCTHOM Teopuu aHMMaTorpada v ero cneymudukm.
BbickasaHbl HekoTOpble Cy>XAeHna o Hanbonee nep-
CNEeKTUBHbIX HaNpaBAEHMAX Pa3BUTUA HOBOW Hay4HOM
napagurmeil.

CyuwiectByeT fOCTaTO4YHO MHOTO TeOpPEeTUYEeCKunx
W NpakTUYecknx nccaeoBaHuli No agantaunm aute-
paTtypbl B KWNHO 1 Ha TeNeBUAEHNN, HO MPOBOAMUTCA OT-
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HOCMTEIbHO MaJio UCCAEA0BaHNA MO aHMMAaLMOHHbIM
BepCMAM NnTepaTypHbIX NCTOYHMKOB BOObLe 1 «[ly-
TewecTBMa Ha 3anag» B YacTHOCTU. Vimetowme mecto
ANCKYCCUUN 1 UCCneoBaHus ewé He cbopMmnpoBanu cu-
CTeMbl Hay4HbIX ﬂpeACTaBHEHVII\/II Mo 3TUM TeMaM. |_|pl/l
3TOM Caepyet MMeTb B BUAY, UTO Kak B MUpe Habato-
faeTcsa TeHAeHUMs K BCEé bosiee yacTomy obpalleHuto
K pas/iMyHbIM BUAAM ayAMOBM3YyabHOW aganTtauum knac-
CUYECKUX NMTepaTypPHbIX MPOU3BEAEHNUN, B T. Y. K aHU-
MaUMOHHbIM aZlanTalunam, Tak U B Kntae Bce ycnelwHble
aHWMaLMOHHble paboTbl 3a NOCNeAHME AeCATb NeT — 3TO
adHMMaLUMOHHaA agantauna Knaccmyeckom INTepaTypbl,
B YaCTHOCTU, 3KpaHM3aLnun I'IpOVI3Be,£I£HVII;I, CBA3aHHbIX
C NereHgaMun n Mudamu, T.e. TO Xe KaTeropuu, 4to
n «MyTewectsue Ha 3anag». OyeBnaHa NOTPeOHOCTL
yrnybaeHus nccnefoBaHuii B 3To 061actu, Kotopble 6y-
AyT BoCTpeboBaHbl Kak A/ Pa3BUTUS KMTAWCKOrO aHn-
MaUMOHHOTO pPblHKa, KOTOprI\/II B HUX OCTPO HyXJaeTcA,
Tak U B MacliTabe MUPOBOI0 KMHONCKYCCTBa U CPeACTB
MacCoBOM KOMMYHMKaLWW. Tema akTyanamsmpyeTcs Takxe
TEM O6CTOHTeJ’IbCTBOM, UTO aHMUMaLU WA ABNAeTCA OCHO-
BOW LMPPOBOWA KYNbTYPHOW MHAYCTPUM, KOTOpas cTana
BeAyllen 061acTbi0 COBPEMEHHOW KYNbTYpbl.
Knroyesbie cnoBa: aHMMaLWs, SKpaHW3aLUus, iuteparty-
pa, aHMMauMoHHas aganTauus, «lyTellectsue Ha 3anagy».

3KpaHu3auusa B KWNHO

JKpaHuM3auven (aganTaumeit) NPUHATO Ha3blBaTb
npoun3BeseHne KMHONCKYCCTBA, CO34aHHOe Ha OcC-
HOBe NPOU3BEAEHUI NHBIX BUAOB UCKYCCTBA: OpPU-
TMHaOM MOTYT BbICTYMaTb NeCHs, IereHAaa, onepa,
Apama, aMTepaTypHoe npounsBeseHve u T.4. Hac uH-
TepecyoT npex/je BCero aKkpaHusauumn amtepaTyp-
HbIX MPOW3BEAEHWI, MOCKO/bKY NPeAMET rMaBHOro
nccnesoBaHUa aBTOPOB — aHVMMaLLMOHHble ' aganTa-
LMW KNacCMYecKoro KMTamckoro poMaHa Y YaHb-3Hs
«MyTewectsne Ha 3anaa».

JKpaHW3aLmMa AMTepaTypHbIX MPOU3BEAEHNA POX-
JaeTca B KMHO B €ro paHHeM nepuoje pasBuTus.
Tak, nereHgapHbiv GpaHLy3ckuii pexnccép Xopx
Menbec (1861-1938), CHABLUWIA, NO Pa3HbIM MNOACHE-
TaM, TO i1 4 TbICAYM, TO N ThICAYY KOPOTKOMETpPaX-
HbIX JOKYMEHTabHbIX U XyZ0XeCTBEHHbIX GUIbMOB,
yxe B 1902 rogy npeactasun nybanke ¢uabMbl «Po-
6uH30H Kpy3o» no pomany . ledo, «MyTelectsue
l'ynnvBepa B CTpaHy AMANNYTOB W B CTPaHY ruraH-
TOoB» Mo pomMaHry [x. CendTta, «Pomeo n [xynbet-
Ta» no Tparegmn B. Llekcnupa, «[lyTewectsme Ha
JlyHy» no croxeTtam Xronb BepHa. MHorokpaTtHo
B EBpone n CLUA 6yayT akpaHM3npoBaTbCs NPOU3-
BegeHus J1. Tonctoro u B. Lekcnupa, KoHaH Jonns
N APYTUX IUTepaTypHbIX Knaccukos. Mpu aTom Ka-
XA0e Bpems n3bmpaeT pasHble TUMbl 3KpaHU3aLum
B 3aBMCMMOCTU OT fyXa 3MOXW 1 YyTbA pexxunccépa,
TakXke onpesenseMoro He TONbKO CyObeKTUBHbBIM
BUAEHWEM AUTEPATYPHOM NEPBOOCHOBLI, HO 1 BOC-
TpeboBaHHbIMM 3MOXON akLeHTaMu.

JltobonbITHbIe HabAoAeHNsA B acnekTe Halleln
Tembl npuHagnexar I'. V. Epmunosoin, koTopas nccie-
AyeT cnocobbl BONAOLWEHNA NPUHLMMNOB COBPEMEH-
HOro TUNa MUPOOLLYLLEHNS Y MUPOBO33PEHNA —
NoCcTMOAepHM3Ma — B aHUMauuu. «MocTtMoaepHu-
CTCKMIA NabUpUHT, MO CyTW, NpeAcTaBaseT cobom
“CMbICNIOBYHO BOPOHKY" 13 3/1eMEHTOB TEKCTa, B KOTO-
pYyo BTATMBAOTCA ApYyrve TeKCTbl, MOPOXAas HOBble
CMbIC/Ibl, KOHTEKCTbI U AWCKYPCbl,— MULIET nccne-
AoBaTesnbHMLUA.— Takum 06pa3om coBpeMeHHas
anoxa “nrpaet” ¢ TekCcTamun Apyrmx 3anox, ogHoBpe-
MEHHO 1 NposBAssa cebs 1 cKpbIBasCh 3a APYrMMu.
CoBpeMeHHbI aHUMALMOHHbIA KMHeMaTorpad —
Kak 3pvMoe BOMJ/IOLLLEHME MOCTMOAEPHUCTCKUX NAEN
Ha 3KpaHe — aKTMBHO BK/IOYaeTCA B UTPY Ha eau-
HOM none KyabTypbi» 2. Npu atom Epmunosa nu-

1. TepMUHbI «aHUMaLMA» N «MYAbTUMAMKALMA» UCMONb3YHOT-
€Sl aBTOPOM Kak CUHOHWMBbI.

2. Epmunosal.WN.TlocTMoaepHN3M 1 BOMJIOLLLEHME €ro oc-
HOBHbIX MPWHLMMOB B COBPEMEHHON aHnMaLmu: aBToped.
Auc. ... KaHa. punocod. Hayk. M., 2006. C. 17.

wet 06 aBTOPCKOM aHMMaTorpade, HO OTMeyYaeT,
YTO ero NpuHLUMNaM OXOTHO ciedyeT N aHMMaTo-
rpad MaccoBblii. [TO3TOMY Takasa xapakTepuctuka
OKa3blBaeTCS1 OYEHb TOUHOW B OTHOLLEHMM OFPOM-
HOro KO/IMYeCTBa MyAbTUMIMKALMOHHBIX aganTauui
«[MyTewecTBmaA Ha 3anag», AeNCTBUTENbHO CO3/aH-
HbIX B pa3Hoe BpeMs 1 BoHpaBLUMX B cebsi ero npum-
MeTbl, HACTPOEHUA U TEXHONOTMYeCcKne NPUEMBI.
Hepapom-xe yTBepXAatoT CEMUOTUKM, UTO Nocae
HanmcaHns TEKCT BCSKOTO NPOU3BEAEHUS XUBET CO6-
CTBEHHOW >WN3HbI, O KOTOPOM, ObITb MOXET, aBTOP
“ Nofo3peBaTb He MOT.

BoobLue TeopeTnyeckmne NccnesoBaHuUs Xyaoxe-
CTBEHHOW 3KpaHu3aLnu BCcerga oTctaBaav oT npak-
TUKKW 3KpaHu3auuun. Toabko B cepegmHe XX Beka
Hauanucb cepbEésHble cMCTEMATUYECKME UCCaes0Ba-
HWA. Ha ceroAHsALWHUA AeHb MOXHO roBOpUTH 0 H0-
Jlee nan MeHee pa3BUTON TEOPUM KMHOaanTaLmm,
XOT$l HEPELLUEHHbIX BOMPOCOB OCTaéTCs HemMano. 3aTo
Teopus aHMmaTorpada B LLeNOM U MYAbTUMIMKALLN-
OHHbIX 3KpaHun3aumii (aganTtaumn) 40 CUx OCTaércs
Ha 3aZlBOpKax HayYHOro MHTepeca uccaesoBatenei.

KuTalickas Teopus KMHoagantaumm Bcerga oT-
CTaBajia OT 3apybeXHbIX NCCAeAOBaHNN, U TONbKO
B cepeanHe — koHLe 1990-x rogos oHa obpena Ao-
CTOVHbIV YPOBEHD.

CnesyeT MeTb B BUJY, YTO KMHO3KpaHM3aLuma —
3TO BCerja HOBOe NPOU3BEAEHMNE, CO3aHHOE Cpes-
CTBaMM APYroro A3blka, Yem A3blK NEPBOMNCTOYHMKA.
Mpu 3TOM HaZO MOMHUTb MyJpOe 3aMeYaHune co-
BETCKOro akTépa un pexunccépa Mropa MabuHckoro,
KOTOpOe KacasoCb YTeHUA AnTepaTypHbIX NPous-
BEeAEHUN C 3CTpakbl, HO KOTOPOe B NOJHOW Mepe
MO>XHO OTHECTM U K TeMe 3kpaHu3aLmun. OH roBapu-
BaJl, UTO «JlaNeKo He BCAKOE NpousBegeHne cneay-
€T UMTaTh C 3CTPaAbl: €CTb NPOU3BEAEHWS, KOTOPbIE
MPOCTO He TePNsAT HUKAKOrO 3BYKOBOrO BMeLlaTe b-
CTBa, OHW A0J/IXKHbI YMTaTbCA r1a3oM» 3. Bedb aHu-
MaLMOHHbBIA GUAbM — aganTauma AMTepaTypHOro
Npou3BeAeHNs — NEPEBOAUT CJIOBECHbIE KOZAbl B U30-
6pazuTesnbHble 1 ayano. MOXHO NpesnonoXuTb, 4To
A1 KaKMxX-TO BepbasbHbIX TEKCTOB 3TO OKaXeTCA UX
YHUUTOXEHUeM. VIHbIMK cioBamu, nutepatypHoe
npoussefeHve A0KHO 0baagaTb BO3MOXHOCTbIO

3. Uwr. no: WenyxuH ®.B.Mpobaembl KNHO3KpaHW3aLUA Xy-
[AOXKECTBEHHbIX MPOU3BEAEHWUN (OMbIT CPABHEHWS pPOMaHa
®. M. Joctoesckoro «[pecTynieHne n HakasaHne» 1 KMHO-
dunbma «lpectynnenve n HakasaHue» (1969), pex. J1. Ky-
nngaxaHoB). C. 53 [9neKTpoHHBbIV pecypc].— Pexunm goctyna:
https://cyberleninka.ru/article/n/problemy-kinoekranizatsiy-
hudozhestvennyh-proizvedeniy-opyt-sravneniya-romana-
f-m-dostoevskogo-prestuplenie-i-nakazanie-i-kinofilma/
viewer (gaTa obpateHns 12.02.2023).
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Takoro nepeBoAa, T.€. NOTeHUNabHbIM 3aMacom
3pPeNnLHOCTY, BeAb CyLecTByeT NPUHLUNNAABHO
HeBM3yannsnpyemoe cosepxxaHue.

B HayuHOW nnTepatype ecTb pasHble knaccupu-
KaLuum 3KpaHM3aLmm, HO OCHOBHOW B T€X UMW UHbIX
TepMUHax ABAAETCA BblgeNeHne TPEX ee TUMOB:

1)  npamasa (nanocTpayma-nepeckas);

2)  3KpaHu3auusa No MOTUBAM ANTEPaTYypPHOro
npounsBeaeHuns;

3) BoabHas (MnbepanbHada) MHTepNpeTaLus
C Le/Ibio CO3aHna Ha Matepuae nepBonCTOYHMKA
CaMOCTOATENbHOTO MPOU3BEAEHNSA UCKYCCTBA, Mano
VAN HUKaK He coobpa3sytollerocs co CMbiciamMu
NMepBONCTOYHMKA.

JTO AeneHune, Kak HETPYAHO 3aMeTUTb, JOBOJIb-
HO YC/NIOBHOE, rPaHuLbl MeXAy TMNnaMu MoABUXHbI,
Y HeAapoOM: MOXHO CKONbKO YroAHO 06CyXaaTb, CO-
OTBETCTBYET /N 3KpaHM3aLmsa AnTepaTypHOMY nep-
BOWCTOYHMKY, HO GaKTOM OCTaEéTcA TO pajukanbHoe
06CTOATENBCTBO, UTO IKPaHM3aLMA — 3TO BCeraa vH-
TepnpeTauus, NpUYémM BU3yanbHbIMU UIN BU3YabHO-
ayananbHbIMWU CPeACTBaMU, a He BepbHasibHbIMU.

Csa AHb (E£7) n3 Kutas ewé B 1958 roay chop-
MYAMPOBaN NATb MPUHLMMNOB, KOTOPbIM JO/IXHa Cle-
f0BaTb 3KpaHM3aLma. IT1o:

1) cooTBeTCTBME aKTUBHOMY OCHOBHOMY
CMbICNy OPUTUHaNa;

2) COOTBETCTBME YAauHbIM XYAOXECTBEHHbIM
obpasam B OpUrMHaNbLHOM NPOU3BEAEHNN N BOC-
CO3/aHne Nx COrnacHo NoTpebHoCTAM (Hanpumep,
Tenecepwana);

3) coOTBETCTBME BEJANKOEMHOM XYAOXECT-
BEHHOW CTPYKTYpe OpUrMHanbHON paboTbl;

4) cooTBeTCTBUE A3bIKOBbIM OCOHBEHHOCTAM
opurvHanbHoM paboTol;

5) cooTBeTCTBME OpUrMHaAbHOW paboTe B BOC-
CO3JaHMM POMaHTUYECKOrO CTUS UCKYCCTBa .

Kutaicknin amtepatop YxyH YsHeaH (hE24) B
1990 rogy, pa3mbILLIAA O MPUHLMNE BEPHOCTU ajan-
TaLMM OpuUrMHany, ykasahn, uto sKpaHu3aLmsa MoxeT
6bITb BEPHa OCHOBHOMY MOBECTBOBAHMIO C y4acTu-
€M MepCcoHaXKel OPUrMHaIbHOTrO NPOU3BEAEHMA.
MogaennpoBaHue, Xy[0XECTBEHHbIN CTUb, JyXOB-
HbIV MOCbIN M KOHHOTaLWKW, 06pasbl raBHbIX repoes
M Ap. BONKHbI OCHOBbLIBATbCS Ha 3akKOHe NpeBpaLLe-
HWUA NMTepaTypbl B ayANOBU3YyasbHbl NPoAyKT. OH
nosaaraeT, YTo 3KpaHM3aLUMa AOKHA ObITb BepHa
3aKOHaM KMHOWCKYCCTBa 1 CPeACTB MacCOBOM KOM-

4. Ca fHb (E£7). PasHoe. AganTaums // Kutaiickue ounbmbl.
1958. N2 1. C. 20-23.
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MYHWKaLUW, NPU 3TOM 3aKOHbl UCKYCCTBa He Tpeby-
FOT C/IENOTO CeOBaHNA OpUrMHany>.

KuTalickne nutepatopsbl YxaH TyHaao (5 [EiE)
B 1998 rogy, LlnHb LstoHbcan (R Z) 8 2003 rogy,
Xy BanbwaH (X 4) B 2011 rogy v Apyrve aBTO-
pbl NpoAOMKAKOT naen YxxyHa YsHcaHa. OHum yTBEp-
XKAaKoT, UTO:

1) 3kpaHHas aganTauums — 3TO He NPOCTO ne-
peBOJ, a CaMOCTOATENbHOE XYAOXECTBEHHOE TBOP-
YecTBO;

2) cnepyeT genatb akLEHT Ha COBPEMEHHOM
KMHeMaTorpadu4eckom Xxapaktepe 3KpaHu3aLui;

3) HeobxoAMMO 0TKa3aTbCsl OT OrpaHNUNUTENb-
HOM MOZAEeNN 3KpaHM3aLumm, CTPOro BEPHOM opu-
TMHaNy; AUCKYCCUS O BEPHOCTU OpUriHany crana
nceefonNpo6emMoi, NnoTepsBLLEeR CMbIC ®.

13 kpaTkoro o63opa CTaHOBMTCA OUYEBUAHO, YTO
pa3Hble 3MoXM YCTaMu YUY€HbIX GOPMUPYIOT pasHble
onpegeneHns NPUHUNNOB KMHoagantauun. MeHs-
toTCc GOPMbI U MeTOAbl aganTaunm, X NPUHLM-
Mbl HE BEYHbI 1 TakXXe U3MeHsatoTCs. oTpebHOCTbI0
BpPEMEHM ABASETCA BblpaboTka HOBOW TeopuM 3Kpa-
HU3auun.

KnHoagantauumu pomaHa «[lytewecreme Ha
3anap»

YTO KacaeTca nccnefoBaHWU MO KMHO- U Tesle-
aganTtaumam pomaHa Y YsHb-3HA «[lyTewectsne
Ha 3anag», To YxaH Li3yHBal (5K =1F) (2016) 06-
CyAUN KMTaNCKMe 3KpaHU3aLum B CBOEN CcTaTbe’,
yaenss BHUMaHne pabotam u go 1990-x rogos.
OTmMeueHbl ABe BOJIHbI MHTEpeca K Teme: nepeas —
B 1920-e rogbl, 1 370 «PUAbMbI O HOEBbIX NCKYC-
CTBax MOHCTPOB», BTopasa — B 1960-e rogbl, n 370
MYAbTPUABMbI U GUABbMbI-OMEpPbl Ha TEMbI pOMa-
Ha c bonee APKO Bblpa>KeHHbIMW HaLMOHaNbHbIMMN
acTteTnyeckmmu xapaktepmuctnkamm. C 1990-x ro-
[,0B 3KpaHuM3aunn «llyTewecTems Ha 3anas» BHOBb
0Ka3a/ncb B aBaHrapAe MHHOBAaLMOHHOTO HanpaBs-
NneHuns kmHomckycctea. Kutarickas npoaykuma Ha

5. UYxyH YsHcaH (fhEf) . Yemy cnepyeT ObiTb «BEPHBIM»?
KpaTtkas anckyccus o6 agantaumm pomaHoB B cepuansl //
Kutarickoe v 3apybexHoe Tenesmaermne. 1990. N2 10. C. 4.

6.  YxaH TyHgao (5K [E)i&). Lkana agantauum weaespa // Kutan-
ckoe TenesmgeHme. 1998. N2 4. C. 2; LnHb Li3toHbeaH (REE).
CoBpeMeHHOCTb afianTauuy B KMHO 1 Ha TENEBUAEHUN N-
TepaTypHbIX LLUEJEBPOB U3 YETbIPEX d1eMeHTOoB // BecTHuK
MekunHckon knHoakagemuwm. 2003. N2 6. C. 31; Xy BaHbL3aH
(#334). O6 onpaeaaHHOCTM AebaToB Ha TeMy «BbiTb I BEp-
HbIM OPUrMHaNy» B KWHO- 1 TeNleaZianTalysax B HOBOM Beke //
BecTHMK JIAOU3HCKOro yHMBepcuTeTa (M34. CoumanbHbIX
Hayk). 2011. Ne 2. C. 114-116.

7. YxaHd U3yHsan (3K Z=1E). dkpaHuzauun «MyTtewectsus Ha
3anag» B 1990-x rr. // CoBpemeHHbIi ¢puabm. 2016. NQ 10.
C. 147-150.

TEMbl pOMaHa cTafa KJ1aCcCMKOM NOCTMOAEPHUCT-
CKOM KMHOKYAbTYpbI. «Llapb 06e3bsaH: Hauano ne-
reHabl» (2014) n «Llapb ob6e3bsH 2» (2016) nobuaun
BCE PEKOpPAbl KAaCCOBbIX COOPOB, UTO AEMOHCTPU-
pyeT WnpoKMe NepcnekTBbl pa3BuTus. Pecypcel
pOMaHa B COYEeTaHUM C HOBEMLWMMM TEXHONOT M-
AMUN UMEHOT OTPOMHYH KOMMEPUYECKYH LLEeHHOCTb
N 061a4at0T BO3MOXHOCTbH MOLLHOIO BAUSHUA Ha
apyrue kynbTypbl. OueBugHo, uto «llyTewecTeune
Ha 3anag» COAEPXUT NOCTOAHHO OBHOBAAKOLLM-
ecst Ky/NbTypHbIe TeHbl Y BEIUKYH XYAOXECTBEH-
HYIO XXWU3HEHHYIO Cuay.

KuTalickme yuéHble n3yyaroT CoBpeMEHHbIE KUHO-
N TeneApamsl, a TakKe OHAANH-UTPbl, a4anTUPOBaH-
Hble Ha ocHoBe «[lyTelwecTBua Ha 3anag», yaenas
OCHOBHOE BHUMaHWe pasanyHbIM cnocobam TpaHc-
dopmaumm maTtepuana. B pabote BaH TyHkyHa
(E[E1H) 8 «TpaHchopmaLms pomara “TyTewecTsme
Ha 3anaj” B KMHO M Ha TeNeBUAEHUN» METOZ ajarl-
TaLuuM NCNONb3YeTCA KakK kKatou K pa3bopy n 06b-
ACHEHWIO Pa3/IMYHbIX HanpaB/JeHNA N BapUaHTOB
npeobpa3oBaHns PpOMaHa, a Takxe BbIBAAKOTCA He-
KOTOpble YHMBEPCaAbHble 3aKOHbI U XapakTepHble
HOpMbI NepeBoga BepbanbHOro UCKyCCTBa B ayAu-
OBU3yanbHOe.

B paboTe YUxaH AHbAMH (XBFEIS) «KnHo- 1 Te-
NeBU3NOHHOE TBOPYECTBO [B 3kpaHm3aumax] “Ty-
TelwecTBMA Ha 3anag "»° (2008) yTBep>xxpaaeTcs,
YTO B KMHO W Ha TeNIeBUAEHMM ajanTaunm poma-
Ha B OCHOBHOM pa3BMBaANCh B ABYX HaMpaBAeHUAX:
06bITOBIEHUNS NEPCOHAXEN U YCUNEHNA NereHaap-
HOCTK ctoxxeTa. B Tpyae YxaH AHubanH (K3 ES)
«MHororpaHHas nHTepnpeTaLms Tekcta obpasHbl-
MW CpeacTBaMy — pa3MblLUAEHMUs O KMHO- U Tene-
BM3WOHHOM aganTtauun “MyTewecTens Ha 3anag”»°
(2008) pestomumpyeTcs, YTO COBPEMEHHbIE NHTEp-
npeTauumn pomMaHa CoOCPefoTOUYEHbI Ha CeAYHOLLMX
TPEX acnekTax: BO-NepBsblX, AMBEPCUDUKALUN TEM,
BO-BTOPbIX, YCNOXHEHNN NMEPCOHAXEN U, B-TPETbUX,
ycuaeHumn pasBiaekaTesbHoCcTU. B «KaTtanore dpusb-
MOB», MpuaaraeMom K MoHorpaduun «ctopus pas-
BMTUA KUTANCKOro KMHO», aBTopamu Y3H Lizmxya (

8.  BaH TyHkyH (E[E)1H). TpaHchopmaumsa pomara «lyTele-
CTBMe Ha 3anaj» B KMHO W Ha TeneBuaeHun // LaHbayH
LLsxysn kactos («LaHbayHCckne obLecTBEHHbIE HayKu».
2006. N2 8. C. 29-32.

9. Yx3H AHbAMH (XBEFS). KMHO- 1 TeneBM3MOHHOe TBOpYe-
cTBO [B 3KkpaHm3auusx] «Mytewectsma Ha 3anag» // Jlute-
patypa o kuHo (B85 3 5). 2008. N2 1. C. 113-115.

10.  Y>x3H AHbAMH (KB#EFS). MHOrorpaHHas UHTepnpeTaLms Tek-
cTa 06pa3HbIMY CPeACTBAMU — Pa3MbILLIEHUS O KMHO- U Te-
NeBU3NOHHOM aganTauum «[yTewectBus Ha 3anag» // Ku-
HokpuTmka. 2008. N2 3. C. 24-25.

FEZ=1E) n Jin Waobai (Z/>A) yxe onncaHbl 60-
nee aBaauatv GUAbMOB, CHATBIX MO poMaHy «[ly-
TewecTBMe Ha 3anag» v Co3faHHbIX Pa3NYHbIMU
LWaHXaUCKMMWN KMHOKOMMaHnaMK B roabl Kutaii-
ckom Pecnybanku.

06 aHMMaLVOHHOI aganTauuu auTepatyp-
HbIX NPOU3BeAeHUN

KvHo3kpaHuU3aLms ABASETCH OCHOBOM ANS aHW-
MaLMOHHOW afanTaLmm 1MTepaTypHOro NCTOYHMKA,
HO aHWMaLMOHHas 3kpaHu3aumns obnagaeT cBoen
APKO BblpaXkeHHoM crneundurkon. C TOUKM 3peHus
FO. M. J/loTMaHa, A3blK peannucTuyeckoro KmuHema-
Torpada («dpoTorpadpmyeckoro KMHO», Kak OH ero
Ha3bIBaeT, T.e. A3blK ABUXYLLeNca poTorpadum)
N A3bIK MYAbTUNAVKALUWN PajUKaNbHO OTAMYaOT-
CA: «...MYJNbTUMIMKALMOHHbIA GUIbM He ABAsETCS
pa3HOBUAHOCTbIO doTorpadmueckoro KnHemMaTo-
rpada, a npeacraBaser coboM BNOAHE CaMOCTO-
ATENbHOE UCKYCCTBO CO CBOUM XYZAOXECTBEHHbIM
A3bIKOM, BO MHOTOM MPOTUBOCTOALLMM A3bIKY UFPO-
BOrO W JOKYMeHTa/bHOro KnHematorpada. ...PasHuua
MeXAay f3bIKoM doTorpapnyeckoro v MyabTUNAN-
KaLuMOHHOro knHematorpada,— nucan ganee y4é-
HbI,— 3aK/IOYAETCS, B NEPBYHO oYepesb, B TOM, YTO
NPUMEHEHNE OCHOBHOTO MpUHLMNA: “ABUXYLLeecs
n3obpaxeHune” K poTorpaduin 1 pucyHKy NpuBOAUT
K AMaMeTpasbHO NPOTMBOMOAOXHbIM pe3y/ibTaTaM.
doTorpadusa BbICTynaeT B HalLeM KyJbTYPHOM CO-
3HaHWWN KaK 3aMecTuTesb MPUPOAbI, e NPUMKCHI-
BaeTCA CBOWCTBO TOXAECTBEHHOCTU 0OBbeEKTY (Takas
OLleHKa onpejenseT He peaibHble cBONCTBa GOTO-
rpadun, a MecTo eé B cMCTeMe Ky/bTyPHbIX 3HaKOB:
KaXkZbl/ 3HAET, YTO B BbINMOJHEHHOM XOPOLLNM XM-
BOMMCLEM nopTpeTe 6JAN3KOro HaM nLa Mbl BU-
AVM bonee CxO0ACTBa, YeM B Ntoboi poTorpadum,
HO, KOrZa peyb NAET O JOKYMEHTa/IbHOW TOUYHOCTY,
npu NOMMKeE NPEeCcTyrnHMKa Uau B ra3eTHOM penop-
Taxke, Mbl 0bpalaemcs kK potorpadum). Kaxgplin ot-
AenbHbln doTorpadmnueckmii CHIMOK MOXET BbITb
noJ, NoA03pEHNEM OTHOCUTENbHO TOUHOCTM, HO Po-
Torpadus — CMHOHUM CaMOW TOUHOCTU. [BUXY-
wasca pororpadma ecteCTBEHHO NPOAOKAET 3TO
OCHOBHO€ CBOMCTBO MCXOAHOrO MaTepuana. 3To npu-
BOAMT K TOMY, UTO WANO3MA PeaNbHOCTM AenaeTca
OfHVM V3 BeAyLLNX 3N1eMEeHTOB A3blka poTorpadu-
YecKoro KMHO: Ha GOHe 3TON UAN3UN OCOBEHHO
3HauMMOM AenaeTcs YCIOBHOCTb. MOHTax, Kombu-
HUPOBaHHbIE CbEMKM MONYYatOT KOHTPACTHOE 3BY-
YaHWe, a BeCb A3blK pacnosiaraeTcs B NoJje urpbl
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MeXAY HE3HAKOBOM PeasbHOCTbIO U 3HAKOBbIM eé
n3obpaxeHnem» .

7O BaXKHOE pa3bACHEHWE, KOTOpoe noTpeboBsa-
N0 06BEMHON LMTaTbl. VIHBIMK ClOBaMu, UANO3USA
BOCMPOU3BOANMOM pPeasbHOCTU B KUHO Y/BanBaeT-
€A, NO3TOMY, HanpuMep, TaM 3aTPyAHEHO UCMOb-
30BaHve meTtadop.

A BOT 06pa3HOCTb aHWMALMOHHOIO KMHO, OC-
HOBaHHaA Ha PUCYHKe, UMEET YCNOBHbIN XapakTep
PUCYHKa, N B MyNbTUMAMKALWM yABanMBaeTCs 3Ta
ycnoBHOCTL. «KMBOMUCh B Nape ¢ poTorpaduen
BOCMNPUHMMAETCA KaK YCNOBHas (B Mape CO CKy/b-
ATYpOU MAN KaKUM-1MBO APYrMM UCKYCCTBOM OHa
Morna 6bl BOCMPUHUMATBLCA Kak "MANO3NOHHas"
n “ectecTBeHHan"”, 0A4HaKo, Nonajas Ha 3KpaH, OHa
nosay4yaeT aHTUTEe30M poTorpaduto), — nogmeya-
eT JlJotMaH.— HacKoNbKO fABUXEHWEe eCTeCTBEHHO
rapMOHUpYeT C NPUPOAOI “ecTecTBEHHON" PoTO-
rpadum, HaCTONbKO OHO NMPOTUBOPEUNT “UCKYCCTBEH-
HOMY" PUCOBaHHO-XXMBOMUCHOMY U306pa>KeHuo.
[na uenoBeka, NPUBBIKLLErO K KAPTUHAM U PUCYH-
KaMm, ABUXKEHME NX AONXKHO Ka3aTbCs CTOJb Xe Npo-
TUBOECTECTBEHHbBIM, Kak HEOXWUAaHHOe fiBUXKeHne
cTaTyi. ...BHeceHmne aBUXKEHNA He YMEHbLUAET, Kak
3TO 6bIN0 € poTorpaduelnt, a yBennUMBaeT CTEMEHb
YCNIOBHOCTN MCXOZAHOTO Matepuana, KOTOpbIM NoJb-
3yeTcs MyAbTUMMKALLMA KaK MCKYCCTBO» '2. Takas
cneunduka He sBaseTcs daTtasbHbIM OrpaHUYeHN-
eM, Ho cnocobHa ykasblBaTb Hanbonee NAo0A0TBOP-
Hble NYTW JaNbHeWLero pasBUTUA aHUMaLmm.

Henb3s He 3amMeTUTb, UTO B C/lyYae KUTANCKOro
pomaHa «[lyTb Ha 3anag», KOTOpbI ABASETCA OCHOB-
HOW TEMOW Hay4YHOTro MHTepeca aBTOPOB, NepBOHa-
YaNbHO 3TO OblAW YCTHbIE paccKasbl, OCHOBaHHbIE Ha
AOKYMEHTaIbHO NOATBEPXAEHHOM PakTe NaNnoOMHM-
yectBa byaaniickoro MoHaxa n3 Kutas B VIHauWtO, HO
pacuBeyYeHHble HapoaHol daHTa3nel, TeM caMbiM
OKa3blBaACb, CornacHo knaccndukaumm M. MaknrosHa,
«XONOAHBbIM» MeAWa; 3aTeM HblNN CO3aHbl HECKOb-
KO BapWaHTOB KHWIX, Hanbo ibLLyHo NONYASPHOCTb U3
KOTOpbIX 06p&n pomaH YaHb-3HS 1 KOTOPbIV N3yya-
eTCsl BCeMU KMTalLaMm, CTaB TEM CaMbIM «TOPAYUM>»
Meana; a byayumn 3KpaHU3UPOBaH B aHMMAaLMOH-
HbIX BEPCUAX, ONATb NPEBPALLAETCA B «XONOAHOE»
CpeacTBO MacCOBOW KOMMYHMKaLMK. s NoOHUMa-
HWsA BbITOBaHWS 3TOro GpeHoMeHa NPUHLMUANANBLHO
Ba>XHO MOMHWTb 3TN 0B6CTOATENLCTBA — B YaCTHOCTU

11. JlotmaH FO. M. O A3blke MyAbTUNANKALMOHHBIX GUABMOB //
CemMuoTuKa KyabTypbl. Tpyabl MO 3HaKOBbIM CUCTEMaMm
X.Tapty, 1978. C. 141-142.

12. Tam xe. C. 142.
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Y NpexJe BCero NoToMy, UTO «XOJN0AHOE» CPEeACTBO
MaCCOBOW KOMMYHUKALMN CMOCOBHO MakCUMab-
HO BOBJIEKaTb ayAUTOPUIO.

Byayun aBmxywmMcs «m3obpaxeHrem nsobpa-
XEHWs», aHUMaLms 06nasaeT OrpOMHbIM 3anacom
BO3MOXHOCTEN MPOHMUYECKOW, UTPOBOM Nojgayn Ma-
Tepwana. BeposTHO, c 3TMM cBsi3aH peHOMeH aHWMa-
LMOHHOTO CMEXOBOTO 3/IEMEHTa B LUMPOKOM CMbIC/1e
CN0Ba, OT MAFKOro oMopa A0 CaTMpbl U UEPHOTO
capkasma.

C Havana XXI Beka yuyéHble B Knutae cranm oco-
H6eHHO MHTepecoBaTbCs aHUMALMOHHOW asanTaLmen
JITepaTypHbIX Npov3BeAeHui. NpUYnHOM TOMy OKa-
3a/1MCb BO3POCLUNIA MHTepec Kutas kK cobcTBEHHOMY
HaLMOHaNbHOMY Ky/JIbTYPHOMY HacNeAunto 1 BbisiB-
JleHre pa3HoObpPa3HbIX BO3MOXHOCTEN aHUMaLUK
KakK cpefCcTBa MacCOBON KOMMYHMKaL MW,

B cBoel goktopckoi ancceptaumnm 2012 roga
JNvne UuH (#£7F) ' Ha3Ban TpU OCHOBHbIX MPUH-
LMnNa MHCLLEHMPOBKM, NCMONb3YEMbIX B KUTANCKUX
aHMMaLMOHHbIX GUabMax: BO-MepBblX, CoLMabHast
aKTyaNbHOCTb, BOCTPe6OBaHHOCTb, BO-BTOPbIX, MPU-
MEHEHNE MyAbTUMAMKALMOHHOIO KOZAa Npu pac-
CKa3blBaHUN UCTOPUIA, B-TPETbUX, OTOOP OCHOBHBbIX
LEeHHOCTel 1nTepaTypHOro UCTOYHMKA U UX UH-
TepnpeTtauus B Ayxe BpemeHW. B gokTopckon anc-
ceptauun 2012 roga Csio AH (BR4%) ™ ykaszan, uto
KUTalrcKas aHMMaLns Hy>XAaeTcs B PEKOHCTPYKLMUN
TPaAULMOHHOM KyNbTypbl, YNOMSAHYA aHUMaLMOH-
HYH MHCLEHUPOBKY K1aCCUYECKUX INTEPATYPHbIX
lWeAeBpPOB 1 0COOO OTMETUA MpeBpaLLeHme Tpa-
AVLIMOHHON KYAbTypbl B COKPOBULLHULY U NCTOY-
HWK aHMMaLMn. B cBoeln JOKTOpPCKON anccepTaumm
Y Wnuzs (RETEE) ° cocpesoTounncs Ha cTpaTermsx
3KpaHM3aL N INTEPATYPHOW KNAaCCUKM B aHMMAaLM,
MoAYEpPKMBas CyLLECTBEHHOE B/IMSAHME aBTOPCKOrO
BWAEHUS 1 CaMOW UTepaTypHOM KNaCCUKM Ha pa3Bu-
Te aHVMaLMOHHOW MHAYCTpUK. B cBOEN AnccepTa-
umm B 2019 rogy Llyn Auztoarb (FE3FER) '° nokasana,
KakK BaXKHO B 3KPaHHOW aZantauun obpaTuTb BHU-
MaHMe Ha pacCTaHOBKY NEPCOHAXEW, CHOXKETHOCTb,

13. JluHb LUnH (#K7F). O KMTaCKUX aHMMaLMOHHbBIX GuabMax:
AVC. ... fokTopcKor ctenenw. LLanxan, 2014.

14. Wao sH (BR#%). PeKOHCTPYKLUMA KyJbTYPHbIX TPAAULMIA Kn-
TaWCKOM aHUMaLMK: ANC. ... LOKTOPCKOW CTeneHn. YxaL3aH,
2012.

15. Y Wuuzsa (REF{E). ViccnepoBaHms No MHCLEHWPOBKE aHW-
MaLMOHHbIX PUIBMOB C TOUKN 3pEHUSA NNTepaTypPHOI Knac-
CUKW: ANC. ... AOKTOPCKOW cTeneHn. YxauzsH, 2014.

16. Lyn fAustoaHb (EEIFIE). TpagmumMm 1 MHHOBALWKW B aHUMa-
LIMOHHBIX afanTaLusax KnacCuyeckmx KUTanckmx antepatyp-
HbIX NMPOV3BEAEHUN — Ha Npumepe «[yTelecTBus Ha 3a-
naza» n «BosBblleHnsa B paHr gyxos» // KnHoauntepatypa.
2019. C. 14-18.

COOTBETCTBME 3MOXE U UCMOb30BaHNE KYAbTYp-
HbIX KOHHOTaLNM.

Takvm 06pa3oM, MOXXHO KOHCTaTUPOBaTb, YTO
TEOpUs aHMMaLMOHHbIX aganTaumnii — odeHb MO-
Nnojas BETBb HayUHbIX NCCNef0BaHWI, genatoLas
cBOW neps.ble warwn. Ewé oueHb Mano npoaHanu-
3UpOBaHbl N306pasnTesbHble KOAbl aHUMALMOHHbIX
BEPCUI ITepaTypHbIX NEPBONCTOYHUKOB, COLMO-
nornyeckoe 6bIToBaHMe aHMMmaTorpada 3T0ro poga
TakKKe NpescTaBaAseTcs OOWUPHBIM NONEM ANS U3-
YYEHMA N Pa3BUTUA.

KuTaiickmne nccnepoBaHmsa no aHMMaLMOHHOM
agantauumu pomaHa «lytewecrBue Ha 3anag»

B 2005 roay B npunoxeHun N «XpoHonorus
KWUTaWCKMX aHMMaLMOHHbIX GUAbMOB» K «/IcTopun
KUTaMCKMX aHUMAaLMOHHBIX GUIbMOB», aBTOpPaMm Ko-
Toporo aBastoTca AHb Xyt (BiE) n Co A6uH (BT
) 7, npeactasaeHbl 12 aHUMALMOHHbBIX aganTauuii
«[lyTewecTtBnA Ha 3anaa» 3a nepuog 1941-2005 rr.

B cBoeli gokTopckon aucceptauum B 2010 rogy
CyH YxaHbX3 (52 p1FA) pacckaszan o cutyaumm ¢ Gunb-
MamMmu, TenecepuanamMmm, KOMMKCaMm, aHMMaLnen
n nybankaumammn — agantaumnamu «Mytewecrema
Ha 3anag»,— B CTpaHax BoctouHom A3unm, Takmx Kak
Kutan, KOxHas Kopes n AnoHnsa. ABTop 0cobo oT-
MeTU, YTO NPUUYNHON BONBLLIOTO KONMYeCTBa ajan-
Tauumi ABAAETCA UTPOBOK xapakTep «[lyTelwecTBums
Ha 3anag». B OCHOBHOM OH aHanu3npyeT pasanu-
Hble XxapakTepucTMku agantauni «fyTewectsus Ha
3anag», npounsBeséHHbix B Kutae, FOxHoln Kopee
1 ANOHWK, CBA3aHHbIE C OCOBEHHOCTAMMU KYbTY-
pbl pPa3HbIx CTPaH, 1 JaéT peKkoMeHAaL M1 aBTopam
6yayLwmx paboT, co3gaBaembix B pa3HbIX KyAbTyp-
HbIX KOAax, B LleNsX UX afleKBaTHOro BOCMpPUATUSA
ny6avkon 8.

Jlo NanumH (B B7E) (2020) cuntaert, 4yto 3a no-
cnefHve Aecatb JeT, HeCMOTpsa Ha 6osblioe Ko-
NINYECTBO aHMMALMOHHbIX GUABMOB MO CHOXEeTaMm
«MyTewecTtBna Ha 3anag» B Kntae, Tonbko «Bos-
BpalLeHVe BEANKOrO MyApeLia» Nosyunao xopoLume
KaccoBble cObopbl 1 0406peHNE KPUTUKN U NYBANKW.
C osHOW CTOPOHbI, GUIbM pacckasblBaeT COBPEMEH-
Hyto uctoputo Llaps 06e3bsiH, ¢ Apyroi CTOPOHbI, Kak
coumanbHOe 3epKano, OH A0/KEeH OTpaxaTb uje-
OJI0TMYECKNIN ANCKYPC Pa3HbIX 3MOX U TPaHCANPO-
BaTb AyX BPEMEHM.

17, AH Xyan (BE), Co A6uH (RILIR). VicTopus KMTackoro aHu-
MaLMOHHOTO KMHO. MekunH: Kutaickas kmHonpecca, 2005.
232 c.

18. CyH YxaHbxa (FRpIFI) . «MyTewecTBue Ha 3anag» u Mac-
coBasl Ky/sbTypa BoctouHoi A3nmn. HaHKMH: U34aTenbCTBo
«PeHunke», 2011. 216 c.

C TOUKM 3peHNs HappPaTUBHbIX CMBOJIOB 1 Hap-
paTUBHbIX cTpaTernii Guabma, 0CO6eHHO B ansiero-
PVUYECKOM PEXMME MOBECTBOBAHWS, Mbl JOKHbI, KaK
yKa3blBaeT aBTop, B MOJIHOW Mepe NPOsiBUTb XXMBOCTb
BMPTYyaNbHOIro BOOOpaXKeHWs 1 ClefoBaTb peanu-
CTUYECKOMY MPUHLIAMY BbIpaXXeHUs B aHUMaLMOH-
HblX ¢puabmax. Heobxoanmo co3zaBatb KMTaNCKUR
CTUAb C BOCTOYHbIM OYapOBaHMEM U XYAOXKECTBEH-
HOW KOHLIeMnLMen NoBecTBOBAHUS, C BOCTOUHOM 3CTe-
TUKORN 1 06paTUTb 0cobOoe BHMMaHME Ha coYeTaHme
cnocoba pacckasblBaHWS UCTOPUI C BOCTOUHOM CUM-
BOJIMKOW M306paXkeHNN, akTUBHO Uccneays OTHOLLe-
HWs KOAUPOBaHWS N AEKOANPOBAHNA NPU CO34aHUN
1 BOCNPUATUM KUTANCKUX N MHOCTPAHHbIX aHUMa-
LMOHHbIX GUABMOB, YTOObI Mbl, KUTaWLbl, MO/
cAenatb AOCTYMNHbIMW NOHWMaHMIO MHOCTPaHLEB
HaLMOHabHble COKPOBMLLA MUPOBOTFO 3HauYeHus,
MCMONb3Ys KPOCCKYAbTYPHbIA NOAX0A ™.

[axe b6ernbli 0630p AnTEepaTypbl NO TemMe
nokasbiBaeT, YTO B €€ pa3paboTke MHOTO NaKyH.
370 KacaeTcs, B 4aCTHOCTM, M KOPEHHOTO BOMpoca
0 cneundmrke aHUMaLMOHHOro GMAbMa, a TakxKe
1N 06 0cobbIX ero BO3IMOXHOCTAX NPU 3KpaHM3a-
LMW KNacCUUecknx NutepaTypHbIX Npou3Beje-
HUI. MNoaBOAA NTOTU, MOXHO KOHCTaTMPOBaTb,
YTO CyLLeCcTBYeT AOCTaTOYHO MHOIO TeopeTnye-
CKWUX U MPaKTUUYECKUX UCCAef0BaHMM Mo ajan-
Tauuu nuTepaTtypbl B KWHO U Ha TeNeBUAEHMUN,
HO NMPOBOANTCA OTHOCUTENIbHO Mafno uccaesoBa-
HUIM MO aHVMAaLMOHHbIM BEPCUAM AUTEPATYPHbIX
NUCTOYHMKOB BOObLWe 1 «[yTewecTBus Ha 3anasa»
B YaCTHOCTU. VIMetoLime MeCTo ANCKYCCUM U UC-
cnesoBaHus elé He cGOPMUPOBAIUN CUCTEMbI Ha-
YUYHbIX NPeACTaBAeHNI No 3TUM Temam. [pun 3Tom
cneayet UMeTb B BUAY, YTO Kak B Mupe Habsro-
faeTca TeHAeHUMA K BCE Bbosee yactomy obpa-
LWEHWNIO K Pa3iMuHbIM BUAAM ayAMOBU3YyasbHOMN
aflanTaLmmn KnaccMyeckux MTepaTypHbIX Npou3ee-
LEHW, B T.4U. K aHMMAaLMOHHbIM ajanTalumsm, TaKk
n B KnTtae Bce ycneluHble aHMMaLMOHHbIE PaboTbl
3a nociefHune AecATb IeT — 3TO aHMMaLMOHHas
ajanTauuns KaacCMUeckomr InTepaTtypbl, B YaCTHO-
CTW 3KpaHMW3aL MM NPOn3BEeAEHMNI, CBA3AHHbIX C Je-
reHgamu u mmbamu, T.e. TON Xe KaTeropum, Yto
n «lMyTtewecrBue Ha 3anag». OueBmagHa NoTpeb-
HOCTb yray6ieHuns ncciefoBaHnin B 3Tol 06aacty,

19. JNlo NaHuuH (F R7E). HaymoHanmsaums, KpocckyabTypu-
3aumsa 1M aaneropmsaLmn: aKpaHu3aLmsa 1 pacnpoctpaHe-
HWe aHUMaLMOHHBIX GuabMOB «[lyTellecTBre Ha 3anag»
3a nocnegHue gecatb net // Lkona nekycctB HaHKMHCKO-
ro yHMBepcuTeTa a3poHaBTUKM 1 acTpoHaBTuku. 2020. N2 4.
C. 80-84.
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KoTopble ByayT BOCTpebOBaHbl Kak ANs pa3Bu-
TWUSA KMTANCKOTO aHMMaLMOHHOTO PbiHKa, KOTO-
PbI B HUX OCTPO Hy>XAaeTcs, Tak 1 B MacwTabe
MUPOBOr0 KMHOUCKYCCTBa U CPEACTB MacCOBOW

KOMMYHWKaLMK. TeMa akTyannsmpyertcs Takxe Tem
06CTOATENBCTBOM, UTO aHUMAaLMUA ABNAETCA OCHO-
BOW LUMPOBON KYyNbTYPHOW MHAYCTPUKN, KOTOpas
CTana BejyLert 061acTbio COBPEMEHHOW KybTYpbl.
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ON THE QUESTION OF THE SPATIAL AND
VOLUMETRIC POSSIBILITIES OF MONODY

Summary: The purpose of the article is to prove the
unfoundedness of the characterization of monody as
“one-dimensional” or “two-dimensional” and to refute
the prevailing opinion about its limited, in comparison
with polyphonic compositional creativity, abilities to
model volumetric-spatial images. To achieve the goal,
the author resorts to such a logical technique as com-
parison; draws on data obtained by fine arts and liter-
ary scholars and arrives at new results. Following the
traditional path and hypothetically allowing, after pre-
decessors, the possibility of comparing monody and
ornament, the author examines different types of or-
namental art and shows that even with this approach
the similarity of monody with ornament cannot justify
conclusions about its “one-dimensionality”. On the con-
trary, even such a comparison confirms that the linear
nature of monody does not at all exclude the possibility

Every researcher who studies the vocal parts (nasr)
of such a phenomenon of classical eastern heritage as
Shashmagam has to deal with a number of well-es-
tablished and sanctioned by predecessors’ authority
opinions. The idea of monody as a phenomenon in-
capable of modelling volume?, “single-line”?, even as

1. S.Galitskaya notes: “The spatial associations which appear
when perceiving music often reflect the three-dimensionality
of real space — its horizontal, vertical, depth — in a word,
its volume.” [5, pp.13-14]. Further we read: "“Monody (as its
“ideal” monophonic version) is characterised by a sequential
alternation of sounds, representing only the horizontal
aspect.” [Ibid]

2. S.Galitskaya writes: “The term ‘one linearity’ is derived
from the concept ‘linearity’”. Further, she explains that
monody is: “..an extension that lies in one dimension”.
This conclusion, as well as the phrase quoted by the author
from F. Saussure’s Course in General Linguistics, allows the
researcher to equate “verbal thinking” with “monodic
thinking”. [5, pp.17-18]

of creating three-dimensional (volumetric) spatial imag-
es. Based on B. Rauschenbach’s discoveries, the author
compares the perception of monody and polyphony of
the European type with the perception of historically
different systems of perspective in painting. The con-
clusion is drawn: from a scientific point of view, it is in-
correct to characterise monody as “one-dimensional”
("two-dimensional”), polyphony as “three-dimensional”,
to evaluate their ability to reflect the perception of this
coordinate of the world picture, comparing the phonic
images of space created by them, since monody and
polyphony are phenomena of different stages, reflect-
ing historically different ideas about space and func-
tioning within the framework of different artistic and
aesthetic systems.

Keywords: maqom, monody, musical space, space mod-
el, B. Raushenbach, monody and ornament

a "pure” embodiment of time, “disconnected” from
space, is one of them.

To substantiate this characteristic, related art is
appealed to and analogies between monody and
ornament are drawn. Representatives of Eastern
culture and Orientalist scholars often resort to this
technique. On this basis, researchers, who turn to
their works, are able to interpret the very fact of
likening one phenomenon to another as evidence
of the essential identity of the compared objects.
This cannot but cause objections: firstly, any com-
parison of artistic phenomena belonging to differ-
ent types of art allows us to identify only individual
features of commonality between them. Secondly,
representatives or researchers of Islamic (sympto-
matically, not Indian!) culture resort to the com-
parison of “music-ornament” not with the goal of
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substantiating the “linearity” of Eastern music and
its ability or inability to create spatial images, planar
or three-dimensional, but with the goal to empha-
sise the abstract nature of monody (usually instru-
mental), predetermined by the artistic and aesthetic
ideal of Islam, or point out structural similarities be-
tween the first and the second.

Let us cite as an illustration the words of a re-
searcher from Egypt, Samha El-Kholy, who defines
the specifics of monody improvisation: “At its core,
we have abstract art, a sound parallel to the abstract
visual art of Islam. The love of ornament is one of
the constant trends that prevails throughout the
art of Islam. It not only expresses a purely aesthet-
ic function but also performs structural functions.
In music, ornamentation is a means of identifying
the supporting steps of the magam” [13, p. 183].

A similar example is Farabi’'s statement about in-
strumental music, which “...can be likened to ‘an or-
nament with a design that does not resemble any
real things but is capable of pleasing the eye™. This
example is given by S. Galitskaya; however, the fact of
comparison is presented as evidence of the identity
of monody and ornament (the situation described
above) and from this she draws a conclusion about
the “linear” essence of monody [5, p. 14].

What has been said, however, does not mean that
comparing monody with examples of fine art has
no scientific prospects. When studying instrumen-
tal samples, for example, sections of the Mushkilot
of maqom, this approach demonstrated its produc-
tivity [11]. However, with the vocal parts of magom
(nasr), everything is more complicated since, as noted
above, the empirical experience of their perception
immediately casts doubt on the fact that monody is
incapable of creating spatial-dimensional images?>.
Does this mean that in this case, turning to related
art in search of justification for direct auditory im-
pressions is useless?

It is not if, for example, by recognizing points
of similarity with ornament, we clarify and expand
the usual ideas in musicology about its expressive
capabilities. Such information will help clarify the
situation or at least shake the belief in the invio-
lability of established stereotypes and encourage
further reflection.

Of course, a line is one of the main means of ex-
pression for masters of ornamentation. The latter,

3.  These images are different in the Mushkilot and Nasr
sections. An ear immediately captures this; however, it is
not mentioned in scientific works.
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however, does not exclude the possibility of cre-
ating a three-dimensional effect. According to the
authoritative opinion of B. Vipper, “...every line de-
picts, creates the illusion of a plastic form. Ingres
liked to say: ‘Every line has an inherent tendency to
be not flat but convex' [3, p. 32].

Samples of oriental ornaments are different:
not necessarily each, as Vipper points out, is “a
flat image where the expressiveness of two-di-
mensional space is based on complex, whimsical
correlations of various lines”“. Although an orna-
ment is always a pattern on a plane; it is not al-
ways oriented towards its identification. One of
the varieties of ornament, the so-called arabesque
(namely, music is compared with it), recreating
“unsteady images of this world” which "are pass-
ing dreams” [9, p. 51], is often aimed at "destroy-
ing” the plane or creating the illusion of volume.
This could be a carpet, where the texture itself
blurs the contours and predetermines the picto-
rial, colour-plastic interpretation of what is de-
picted, or ganch carving, beloved in Central Asia,
creating the effect of transparent lace, “woven”
from the air — the result of the play of chiaroscu-
ro on a carved surface. This feature, for example,
allowed A.Shchusev, who sought to convey the
spirit of oriental art and who designed the build-
ing of the Navoi Bolshoi Theater of Opera and Bal-
let in Tashkent, to include carved ganch panels,
the basis of which was not the plane of the wall
but mirrors destroying it, in the interior design.
No matter how one evaluates this fact from the
point of view of classical canons, the use of this
technique was made possible by an objectively
existing and quite clearly expressed tendency in
Islamic ornamentation.

Finally, throughout the Muslim world, an orna-
ment of coloured tiles covered with glaze is com-
mon, where one colour tone “pushes out” another,
and shimmering highlights on the surface create a
deceptive effect of depth.

Thus, the similarity of monody with ornament
cannot justify conclusions about its “one-dimen-
sionality,” “inability” to create a third spatial dimen-
sion, or "limited” capabilities in this regard [5, p. 15].
However, it corresponds to deeply rooted, some-
times unconscious Eurocentric ideas about the East
as "lagging behind the West" and, therefore, by in-
ertia, is taken for granted.

4. In this context, monody is already recognized as “two-
dimensional” [5, p.14].

It seems that comparison with ornament allows
us to realise that the linear nature of monody does
not at all exclude the possibility of creating three-
dimensional (volumetric) spatial images. Of course,
under the obligatory condition that specific exam-
ples of ornamental art that existed in the Muslim
East at a certain historical time, for example, dur-
ing the formation of Shashmagam?, will be used as
material for comparison.

Thus, empirical experience proves that spatial im-
ages created by monody art are different from the
analogues produced by polyphonic music. Howev-
er, does this mean that they are always “one-dimen-
sional” or “two-dimensional”, that monody creates
images of “flat” space, imperfect in comparison with
the images created by polyphonic music?

We can try to answer this question by using data
obtained by fine arts researchers. In this area, Eu-
rocentric stereotypes also dominated for a long
time — in painting, where the Renaissance doc-
trine of perspective (the rules for depicting three-
dimensional objects on a plane) seemed to be the
standard and the only scientific one, although its
inconsistency with living visual perception was dis-
cussed.

Nevertheless, Academician B. Rauschenbach
managed to create the “necessary equation for
the functioning of the brain” and on this basis to
mathematically describe the “brain picture” that
arises “in the mind of a person looking at some
specific objective (external) space” [12, p. 4]. He
proved that “a person sees space differently: near
space — according to some laws, more distant —
according to others” [ibid., p. 85]. Thus, the re-
searcher points out: “Mathematical analysis of the
equations of perceptual perspective (‘brain picture’
that appears in the mind — N. Ch.) shows that a
person sees the nearest surrounding space accord-
ing to the laws of parallel perspective, that is, ax-
onometry” [12, c. 64].

It turned out that axonometry (parallel perspec-
tive), which dominated in both the East and the West
until modern times and was considered a “naive and
imperfect way of depicting” (here, a parallel arises
with ideas about the volumetric-spatial capabilities
of monodic art), is in fact the “queen” of perspec-
tive systems “due to its truly unique qualities” [12,
p. 4]. Thus, “the reverse perspective of the Middle
Ages received a mathematical justification and be-

5.  AsY.Plakhov did [11].

came a legitimate version of the scientific system
of perspective” [ibid., p. 4].

It is irrefutable that “the final subjective space
of visual perception is developed by the brain”
[12, p. 1018, that “photographic perspective greatly
distorts the transmission of natural visual percep-
tion” [12, p. 47]7, and that during the Renaissance,
“only the simplest version of the countless number
of mathematically equally rigorously substantiat-
ed possible perspective systems” was discovered
[12, p. 230]. The scientist specifically stipulates that
the cardinal conclusion of his research is this: not
even the most ideal system of scientific perspective
can serve as a standard for a correct image; only the
visual perception (brain picture) can be the stand-
ard [12, p. 22].

It is logical to assume that space recreated by mo-
nodic music (like reverse perspective in painting) re-
flects human ideas with the same degree of reliability
as the music of the New Age — it is to the same ex-
tent the result of human experience. And it is logical
to ask the question: what if the situation with hear-
ing is the same as with vision, so "by ear” we per-
ceive different spatial plans as variably as "by eye"?
Is it possible that in music, one or another musical-
aesthetic system, like different perspective systems
in painting, subordinates the real auditory perception
of space to achieve harmony in a musical opus, but,
in fact, each of them exactly corresponds to the per-
ception of some spatial plane? While this is unknown,
is it possible to compare the capabilities of mono-
dy® and polyphony in recreating three-dimensional
(volumetric) space?

Monody and polyphony developed in parallel with
the fine arts; the latter do not provide any grounds
for asserting that in the East (as in Rus’, or in Europe
before the Modern Age) the concept of “volume”
did not exist, and that volume was not recreated at
all in painting and ornamentation.

Direct auditory perception shows: the monod-
ic art of the East is capable of generating no less
vivid volumetric-spatial associations than the pol-

6. B.Rauschenbach explains: "Human visual perception
produces, in Helmholtz's figurative expression, “unconscious
conclusions” when it builds the appearance of perceptual
space based on a retinal image”. A person does not see the
optical projection of external space formed on the retina of
his or her eye [12, p. 103].

7.  Photographic perspective corresponds to the «retinal image»
rather than the perceptual one.

8. In particular, F.Ulmasov writes about the specific
implementation of multidimensionality in Eastern monody,
as an attributive property of thinking and perception. [15].
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yphonic art of the West. (Before B. Rauschenbach's
discovery, artists and researchers of painting could
also rely solely on their direct perceptual sensa-
tion.) However, of course, this is not the case if a
living musical image is reconstructed only from a
line of musical notation (which researchers of musi-
cal folklore® have repeatedly warned against) since
in monody, phonism ™ acts as the main factor pro-
ducing the illusion of volume.

The specific manner of intonation™ that distin-
guishes eastern singers (the voice seems to “swing”
around the main tone, maximising the possibilities of
free tuning, not limited by European temperament
and musical notation), the timbre of a tanbour ™
and special methods of sound production used
by a performer together give the effect of phonic
“thingness” of each sound, fullness of the sounding
space. For example, in the shebe of the vocal part
of the maqom, where, not counting the usul, two
voices are actually heard, sometimes isolated, some-
times merging in unison — a singer and a tanbur;
the latter, dull and dry, with a subtle metallic tint,
becomes, as it were, a solid foundation, the centre
of the filled overtones of the sphere resulting from
the natural vibration of the strings and the intention-
al vibration of the human voice. A phonic complex
is formed, associated with plastic-volumetric space.

The effect of filling the space is greatly enhanced
in the tarona following the shebe where an ensemble

9.  l.Zemtsovsky warns: “...some elements of folk singing cannot
be expressed in generally accepted notation. According to
a successful comparison by one folklorist, the notes of a
song are like a butterfly dried on a pin: the “pollen” of live
performance, which has the inimitable originality and charm
of the national manner of intonation, disappears in them”
[7, p. 8]. G.Golovinsky writes about the same thing:
"Researchers have long noticed the striking dissimilarity
between the impressions from the written recording of a
folklore work — no matter how complete and accurate it
may be — and the effect that it produces in a ‘live’ form.
And this is not just appearances: it reflects the very essence
of the matter” [6, p. 15].

10. In recent works on the genres of professional oral tradition,
the phonological-spatial characteristics of the phenomenon
are absent [see: 2; 10; 16].

11.  I.Zemtsovsky specifically stipulates: “...the manner of singing
is one of the most stable elements of folk tradition, and,
therefore, it is not only a figurative but also an ethnic sign”
[7, p. 131

12. Atanbur is played with a metal plectrum (nahun) placed on
the index finger. Melodic string is the upper one; a performer
extracts resonating harmonies striking the others» [8, p. 46].

13. Traditional musical notation does not give an idea of live
sound, recreating a special spatial image; the need to record
specific methods of sound production has been repeatedly
pointed out. Thus, back in 1978, S.Takhalov proposed
a number of special notations in addition to traditional
European musical notation [4, p. 229].
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of voices (three or more) sings in unison. The con-
trast of phonic images — transparent-airy in shebe
and almost palpably material in tarona— are empir-
ically felt heterogeneous images of space. Of course,
they are not similar to those produced by the music
of the New Age; however, this does not mean that
they do not create a spatial-surround sound effect.

In the light of the described discoveries in the
field of related art, it makes sense to wonder: has
ordinary “by ear” consciousness always perceived
and comprehended space as it is understood in
modern times and is reflected in Beethoven's sym-
phonies, for example?

During the evolution of human culture, ideas
about space have changed. Literary scholars ™ have
long described the spatiotemporal models produced
by a literary text at historically different stages: ra-
tionalised > and mythopoetic (chronotope). The first
one is formed in the European culture of the New
Age and represents the aesthetics of anti-tradition-
alism. The mythopoetic indivisible chronotope, in
turn, which is a legacy of the archaic era, domi-
nates in cultures subordinate to the aesthetics of
traditionalism.

Monody and polyphony of the European type
are phenomena of different stages. They reflect his-
torically different ideas about space (and time) and
function within the framework of various artistic and
aesthetic systems: monody in the aesthetics of tra-
ditionalism and polyphony, developed in compos-
ers’ work, in anti-traditionalism. Therefore, they aim
to create different spatiotemporal patterns.

Hence the conclusion follows: to give spatial char-
acteristics of monody and polyphony (“one-dimen-
sionality”, “three-dimensionality”), to evaluate their
ability to reflect perceptual space, resorting to com-
paring the phonic volumetric-spatial images they
create, is incorrect from a scientific point of view.
Just like comparing different systems of perspec-
tive in painting based on the principle of their cor-
respondence or non-compliance with photographic
perspective.

14. M.Bakhtin, A. Gurevich, E. Meletinsky, V. Toporov and others.

15. A rationalised model is “geometrized, homogeneous,
continuous, infinitely divisible, equal to itself in every part”
[14, p. 340].
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K BOMPOCY O MPOCTPAHCTBEHHO-OBbEMHbIX
BO3IMOXHOCTAX MOHOANWN

AHHomayus: Lenb cTaTbn — foKazaTb HEOHOCHOBaH-
HOCTb XapakTePUCTUKM MOHOAMMN KaK «OZHOMEPHOW» NN
«ABYXMEPHOW» N ONPOBEPTrHYTb CNOXMBLUEECS MHEHMWE
O eé orpaHuYeHHbIX, CPaBHUTENbHO C MHOFOrOJI0CHO-
KOMMO3UTOPCKMM TBOPUYECTBOM, CNOCOBHOCTAX Moje-
nvpoBaTb 06BEMHO-NPOCTPAHCTBEHHbIe 0bpa3bl. s
BOCTUXEHMSA Lenn aBTop npuberaet K TakoMy sormve-
CKOMY MPUEMY, KaK CpaBHEHWE; NPUBEKaeT AaHHble, No-
NyYeHHble NccnesoBaTensiMm M306pasnTeNbHOro NCKYCCTBa
W nuTepatypoBesamMn, N NPUXOANT K HOBbIM pe3yibTa-
Tam. Cnegys No TPaAMLMOHHOMY MYTU W TMMOTETUYECKN
Jaonyckas, Bciej 3a npejlectBeHHMKaMu, BO3MOXHOCTb
CpPaBHEHNA MOHOAMM U OPHaMEHTa, aBTOp paccMaTpusa-
€T pa3Hble BUAbl OPHAMEHTAIbHOIO UCKYCCTBA W MOKa3bl-
BaeT, YTO Jaxke rnpu TakoM NoaxoAe CXOACTBO MOHOANU
C OPHaMEeHTOM He MOXeT CNY>XMTb 060CHOBaHWEM BbIBO-
0B 06 €é «0fHOMEpPHOCTU». HanpoTuB, faxe Takoe cpas-
HeHWe NOATBEPKAAET, UTO JIMHENHAsA NPUPOAA MOHOANM
BOBCE He NUCKAOYaeT BO3MOXHOCTU CO3jaHunA Tpéxmep-

Kaxxgomy nccnegosatesnto, nsyyaroLemy Bokasb-
Hble YacTu («Hacp») Takoro peHoMeHa K1accuyeckoro
BOCTOYHOrO Hacneams, kak Lawmakom, npuxoaumtca
CTaNKMBATLCA C PAJOM YCTOABLUMXCA N OCBALLLEHHBIX
aBTOPUTETOM NpPeALLeCTBEHHUKOB MHeHWU. OgHO 13
HUX — NpeAcTaB/ieHne O MOHOAMM Kak GeHOMeHe, He-
CMOCOBHOM MOAEMPOBaTb 06BEM, «OAHONMHEAHOM»?,

1. Tak, C.MN.Tannukas oTmevaeT: «<B npocTpaHcTBEHHBIX acco-
Laumax, BO3HMKAIOLWMX NPU BOCMIPUATUM MY3bIKW, Hepes-
KO OoTpaxkaeTcs TPEXMEPHOCTb peasbHOro NPoCTpaHCTBa —
€ro ropn3oHTaNb, BepTuKab, FybuHa — CI0BOM, €ro 06b-
ém» [5, c. 13-14]. Janee untaem: «Jas MOHOANN Xe (B3ATON
B eé «nAeaNbHOM» OJHOr0JIOCHOM BapuaHTe) XapakTepHO
nocnesoBaTtesbHOe YepeAoBaHWe 3BYKOB, penpe3eHTmpy-
toLLLee NINLLb FOPU3OHTAsIbHbBIN acnekT» [TaMm Xe].

2. C.MN.Tanvukas nuwet: «<TepMUH ,04HONIMHENHOCTL" NPO-
N3BeAEH OT MOHATUA ,IMHENHOCTL ». /I mosAcHAEeT, YTo MO-

98

HbIX (06 BbEMHbIX) MPOCTPaHCTBEHHbIX 06pa3oB. Onmpasch
Ha oTkpbITuA b. P. PaylueHb6axa, aBTop cpaBHMBaeT BOC-
NpuATME MOHOAMMN M MHOTOrOJ10CUA €BPONENCKOro Tna
C BOCMPUATMEM UCTOPMYECKMN Pa3ANYHbIX CUCTEM Nepcrek-
TUBbI B XnBONucK. [lenaetcs BbIBOJ: MOCKOAbKY MOHO-
AMA N MHOrorojaocre — GeHOoMeHbl pa3HOCTaAnanbHble,
oTpaxatoLne NCTOPUYECKN pasnyHble NpescTaBAeHNA
0 NpocTpaHcTBe 1 GYHKLIMOHUPYIOLLME B paMKax pasHbiX
XYA0XECTBEHHO-3CTETUUECKMX CUCTEM, XapaKTepu3oBaTb
MOHOAMIO KaK «OAHOMEPHYI0» («ABYXMEPHYHO»), MHOIO-
ronocue Kak «TpéxMepHoe», OLleHVBaTb UX CMOCOBHOCTb
1 BO3MOXHOCTb OTpaxaTb nepuenTMBHOe BOCpuATME
3TOWM KOOPAUHATLI KapTUHbI MUpPa, Cpa8HUBAs CO3/aBa-
eMble UMK POHMYeckne obpasbl NPOCTPAHCTBA, C HayY-
HOI TOUKW 3peHN — HEKOPPEKTHO.

Kntouesbie cnosa: MakoM, MOHOOUS, My3bIKa/lbHOE NPO-
cmpaHcmeo, modesb npocmpaHcmea, b. P PaywieHb6ax, mo-
HOOuA U opHaMeHM.

Jl@Xe KaK O «YMCTOM>» BOMJIOLLLEHWN BPEMEHMU, «OTKJIHO-
YEHHOro» OT NPOCTPAHCTBAS.

Ans 060CHOBaHUS JaHHOMN XapaKTeEPUCTNKN OBbIY-
HO anesanpyrT K CMEXHOMY UCKYCCTBY U MPOBO-
AAT aHaNoOrMmn MeXKay MOHOANEN U OPHAMEHTOM.
K Takomy npuémy yacto npuberatoTt npeacraBuTe-
JI BOCTOYHOW Ky/bTYpPbl U YUEHbIE-OPUEHTAINUCTBI.

HOAWSA — 3TO: «...MPOTAXEHHOCTb, KOTOPAs NIEXUT B OFHOM
n3mepeHumn». [laHHoe 3aKkNroueHune, Kak U LUTMpyemas aB-
TopoM ¢pasa n3 «Kypca obuern amHrauctmkn» ®.Coccro-
pa, NO3BO/IAIOT UCCNIe0BaTeNbHMLE NOCTaBUTb 3HAK PaBeH-
CTBa MeXay «BepbasnbHbIM MblLLAEHNEM» Y «<MOHOANAHbBIM»
[5, c. 17-18].

3. C.M.Tannukas ykasblBaeT: «...Apye, CaMOCTOATE/IbHEE OLLy-
LLAETCsA B MOHOAMMW KOPEHHOE CBOMCTBO MY3bIKM — CMOCO6-
HOCTb MOZE/IMPOBaThb NPOLLeccyanbHO-BpeMeHHble Napame-
TPbl HbITVSA, Kak Hbl aBBTOHOMU3MPOBABLUMECA OT NPOCTPaH-
CTBEHHbIX» [5, c. 15].

Ha 3ToM ocHOBaHWK UccnesoBaTenu, KotTopble 0b-
paLaroTCsa K UX TpyAam, Noay4varoT BO3IMOXHOCTb
caM dakT ynogobneHna OAHOro SBAEHUA APYromMy
TPaKTOBaTb KaK 40Ka3aTe/IbCTBO CYLLHOCTHOW UAEH-
TUYHOCTU CONOCTaBAAeMbIX O6BEKTOB. A 3TO He MO-
>KeT He Bbl3BaTb BO3PaXKeHWI: BO-MNepBbIX, At0boe
CpaBHeHME XyA0XeCTBEHHbIX GEeHOMEHOB, OTHO-
CALMXCA K pa3HbIM BMAAM MCKYCCTBA, NO3BOASET
BbIBUTb TOJIbKO OTAE/IbHble YepTbl OBLLHOCTU MeX-
Ay HYMW. BO-BTOPbIX, K CONOCTaBNAEHUIO «MYy3blKa-
OpPHaMeHT» NpeACTaBUTENN AN UCCief0BaTeNmn
NCNaMCKOMN (CMMMTOMATUUYHO, UTO He UHAuCKoM!)
KyNbTYpbl NpuberatoT He C Liesibko 060CHOBaTb «/n-
HEMHOCTb» BOCTOYHOW MY3bIK/ U €€ CMOCOBHOCTb
MAN HEeCNOCOBHOCTb CO34aBaTh NPOCTPAHCTBEHHbIE
06pasbl, NIOCKOCTHbIE UAN OOBEMHbIE, @ C LiesIbHo
MOAYEPKHYTb abCTPaKTHBIN XapakTep MOHOAMM (Kak
NpaBuIo, NHCTPYMEHTaNbHOW), NPeaonpesenéHHbIN
Xy[,0XKeCTBEHHO-3CTETMUYECKUM NAEaN0M MCama,
WAW yKa3aTb Ha MOMEHTbI CTPYKTYPHOrO CXOACTBA
MeXAY NePBON N BTOPbIM.

MpvBeAéM B KauecTBe UANKOCTPALLUN COBA MC-
cnegoBatenbHuubl 13 APE Camxa 316 Xoaw, onpege-
naouen cneundrky MOHOAUMNHOW UMMNPOBU3ALIUM:
«[No cBOen cyTn Nepes Hamm abcTpakTHOE UCKYCCTBO,
3BYyKOBas Napanienb K abcTpakTHOMY n306pasmTens-
HOMY MCKYCCTBY Mcnama. JIloboBb K OpHaMEHTy —
OZHa M3 NOCTOSAHHBIX TEHAEHLMIA, NpeobaasgatoLLan
BO BCEM WCKyccTBe ncnama. OHa He TOAbKO Bblipa-
>KAEeT UMCTO ICTETUYECKYHD OYHKLIMIO, HO BbINONHAET
TakXXe U CTPYKTYpHble GyHKLMK. B My3bike opHa-
MeHTMKa — 3TO CPEeACTBO A/ BbIIBNI€HNS OMOPHBbIX
cTyneHen makama» [13, c. 183].

CxofHbIN Npumep — Bbicka3biBaHne Papabu 06
WHCTPYMEHTaNIbHON MY3bIKe, KOTOPYHO «...MOXHO
ynogo6uTb ,0pHaMEHTY, Uell PUCYHOK HE HanoMm-
HaeT HUKaKNX peasibHbIX BeLLel, HO crnocobeH paso-
BaTb B3op"». Ero npueoauTt C.T1.Tannukas, Ho dakT
CpaBHEHMA NOAAET Kak A0Ka3aTeNbCTBO UAEHTUY-
HOCTU MOHOAMWWN U OpHaMeHTa (CUTyaums, onucaH-
Has BbILLE) N U3 3TOTO JeNaeT BbIBOJ, O «IMHENHOW»
CyLLHOCTM MOHOoauM [5, c. 14].

CkasaHHOe, OfjHaKO, He O3Ha4aeT, UTO CpaBHeHMe
MOHOAMW C 0bpazLamMmn n306pa3nTeNbHOro NCKYCCTBa
He MMeeT Hay4Hblx nepcnekTus. Mpu nccnegoBaHum
WMHCTPYMeHTaNbHbIX 06pa3LLoB, HanpuMmep, passje-
NnoB «MyLIKMAOT» MaKOMa, Takol Noaxos npoge-
MOHCTPUPOBaJ CBOO NpoaykTMBHOCTb [11]. OgHako
C BOKa/IbHbIMM YacTsiMu Makoma («Hacp») Bcé obcTo-
UT CNIOXHEee, MOCKOJIbKY, Kak OTMeYanoch Bbllle, M-
NMUPUYECKNIA OMbIT UX BOCMPUATUA Cpa3y 3acTaBaseT

YCOMHWTBLCA B TOM, UTO MOHOAMA HecnocobHa co3ga-
BaTb NPOCTPaHCTBEHHO-06bEMHbIE 06pa3bl. 3HaunT
JIN 3TO, YTO B J@aHHOM Cilydae obpalleHmne K CMex-
HOMY MCKYCCTBY B nonckax 060CHOBaHMI Henocpea-
CTBEHHOrO CYXOBOTO BrnevaTaeHns becnonesHo?

Her, ecnu, k npyMepy, Npu3HaBas MOMEHTbI CXOA-
CTBa C OPHaMEHTOM, YTOUHUTb U PacLUMPUTb NPU-
BbIYHblE AN MY3bIKOBEAEHWA NPeACTaBNEHNSA O ero
Bblpa3nTeNbHbIX BOSMOXHOCTAX. Takas uHdopmaLms
MO3BOJINT MPOSACHUTb CUTYaLMIO AU XOTA Obl MOKO-
nebnet Bepy B HE3bIBAEMOCTb YCTOABLUNXCA CTEPE-
OTMMNOB U MNOBYANT K AaNbHENLLMM Pa3MblLLAEHUAM.

KoHeuHo, aAns MacTepoB OPHaMEHTUKM IMHUS
OZHO V3 rNaBHbIX Bblpa3nTenbHbIX CpeacTB. [ocnes-
Hee, OfjHaKO, He UCKIIOYAET BO3MOXHOCTM CO34aHus
3bdpekTa 06BEMHOCTM. [TO aBTOPUTETHOMY MHEHUIO
b. P.Bunnepa: «...BCcsikasa MMHUA n3obpakaeT, co3aa-
€T UNNO3MI0 NNACTUYECKON GOPMBbI. DHIP Arobua ro-
BOpUTH: ,BCAKON NMHMM NpucyLa TeHAeHU WS BbITb
He MJ0CKOW, a Bbinykaon“» [3, c. 32].

O6pa3upbl BOCTOUYHbIX OPHAaMEHTOB Pa3/INyHbI: He
obs3aTeIbHO KaxablW, Kak yKa3blBaeT Bunnep, — «Ta-
KOe MNOCKOCTHOE n306paxkeHwe, rae BblpasnTesib-
HOCTb BYyXMEPHOro NpocTpaHCcTBa basmpyeTtcs Ha
CIOXHBbIX, MPUXOTAMBbLIX COOTHECEHMAX Pa3INYHbIX
NNHWIA» 5. XOTA OPHaMEHT BCerga y30p Ha NjiocKo-
CTW, Janeko He BCerga OH OPUEHTUPOBAH Ha eé Bbl-
asneHve. OfHa 13 pa3HOBUAHOCTEN OPHAaMEHTa, TaK
Ha3blBaeMas «apabecka» (a MIMEeHHO C Hell CpaBHM-
BatOT MY3bIKY), BOCCO3atoLLasn «3blbkue obpasbl cero
Mupa», KOTopble «CyTb NpexogsaLune cHbl» [9, c. 51],
YacTo HaueneHa Ha «YHUYTOXeHWe» NAOCKOCTU Uan
co3/laHune N3N 06bEMa. ITO MOXET BbITh KO-
BEp, rAe cama pakTypa pa3mbiBaeT KOHTYpbI U Nnpe-
Aonpesenser XNBOMUCHYHO, LIBETO-MIaCTUUECKYHO,
TPaKTOBKY M306paxkéHHOro, uan atobumas B LieH-
TpanbHOW A3nm pe3bba Mo raHuy, co3zatollas b dekt
NPO3pPayYHOro Kpy>eea, «COTKaHHOro» 13 BO3ay-
Xa — pe3ybTaT Urpbl CBETOTEHN Ha PE3HON MOBEPX-
HOCTW. 3Ta 0COBEHHOCTb, K NPUMepy, NO3BoUNA
CTpeMuBLLEMYCS NepeAaTb AyX BOCTOYHOIO UCKYC-
crea A. B. LLlyceBy, npoekTnpoBsasLuemy 3gaHue FTABT
onepsbl 1 baneta M. A. HaBoun B TallKeHTe, BK/IO-
UnTb B OPOpMIeHNE MHTEpPbepa Pe3Hble NaHHO 13
raH4ya, OCHOBOW KOTOPbIX CTaja He MJI0CKOCTb CTEHbI,
a yHMuTOXatowme eé 3epkana. Kak HU oueHmBaTb
JaHHbIN GaKT C TOUKMN 3PEHUS KIaCCUUECKMX KaHOo-

4. 371 06pasbl pa3anyHbl B pasgenax «Mywknnot» n «Hacp».
Cnyx 3T0 OTMeuaeT cpasy, HO B Hay4HbIX TPyAax 06 3TOM He
YNOMVHAIT.

5. B 3TOM KOHTEKCTE MOHOAMA yXKe NPU3HAETCH «BYXMEPHON»
[5, c. 14].
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HOB, MCMOJ/b30BaTb 3TOT NPUEM MNO3BOAMNE 0Ob-
€KTVUBHO CyLLeCTBYHOLLAsA N AOCTaTOYHO OTYETANBO
BblpaXXeHHas B UCIaMCKOW OPHAMEHTUKE TEHAEHLMA.

HakoHel, BO BCEM MyCy/IbMaHCKOM Mupe pac-
NPOCTPaHEH OPHAMEHT M3 LiBETHbIX MJAUTOK, MOKpPbI-
TbIX FNa3ypbto, rAe OAVH LBETOBOW TOH «Bbl/BUraeT»
ApYrow, a MepuaroLme 611K Ha NOBEPXHOCTU CO3-
AT 06MaHuUMBbIV 3$deKT rayOuHbI.

Taknm 06pa3om, CXoACTBO MOHOAMM C OPHAMEH-
TOM He MOXEeT CY>XMWTb 06OCHOBaHMEM BbIBOAOB
06 eé «0AHOMEPHOCTM», «HECMOCOBHOCTU» CO3AaTb
TpeTbe NPOCTPaHCTBEHHOE U3MEPEHME NN «Orpa-
HWUYEHHOCTN» BO3MOXHOCTEN Ha cel cuéT [5, c. 15].
Ho oHo oTBeuvaeT rnyboko yKOpeHUBLUMMCA, MHOTAA
6e30TYETHBIM €BPOMOLIEHTPUCTCKUM NpescTaBaeHN-
fIM 0 BocToke Kak «oTcTaBLIEM OT 3anaja» 1 noTo-
MYy MO MHEPLUW NPUHNMAETCA Ha Bepy.

[AymaeTcs, cpaBHEHME C OpHAMEHTOM Kak pas no-
3BOJISIET OCO3HATb, YTO NNHENHAA NPMPOJa MOHO-
AN BOBCE He UCKIOYaeT BO3MOXHOCTU CO34aHNA
TPEXMepHbIX (06bEMHbIX) MPOCTPAHCTBEHHbIX 06-
pa3oB. KoHeuHo, Npu 0653aTeNbHOM YCI0BUM, YTO
B KauecTBe maTepuana Ana cpaBHeHusa ByayT npwm-
B/IEKaTbCA KOHKPETHble 06pa3Lybl OpPHaMEHTaIbHOTO
NCKYCCTBa, ObITOBaBLUME Ha MYyCy/IbMaHCKOM BocTo-
Ke B OnpesenéHHOe NCToOpUYecKoe Bpems, Hanpu-
Mep, B nepunog cnoxeHus «Llawmakomax©.

WNTak, smMnupuueckunin onbIT ybexaaeT, 4to npo-
CTpaHCTBEHHbIE 06Pa3sbl, CO34aBaeMble MOHOANAHBIM
MCKYCCTBOM, OT/IMYHbI OT aHaoroB, Npoayunpye-
MbIX MHOFOFONIOCHON My3bIKOW. HO 3HaumT nn 370,
UTO OHW BCerfa «OAHOMEPHbI» WU «ABYMEPHbI»,
UYTO MOHOAMA CO34aET 06pasbl «NAOCKOro» Npo-
CTPaHCTBa, HECOBEPLUEHHOTO MO CPaBHEHMIO C 06-
pasamMu, Co34aBaeMbIMV MHOTOFOJIOCHOMN MY3bIKOIA?

MO>HO NMonbITaTbCA OTBETUTb Ha 3TOT BOMPOC,
€C/Iv NpUBAEYb JaHHble, MONyUYeHHble ncciesoBaTte-
NMU M306pa3mnTeNbHOrO NCKyccTBa. B aton chepe
Tak>e J0JIro rocnoACTBOBaAN €BPOMOLEHTPUCT-
CKMe CTEPeOTUNbl — B XXMUBOMUCK, FAe peHeccaHc-
HOe yuyeHMne O NepcrnekTvBe (NpaBuaax n3obpaxeHuns
TPEXMepHbIX NPeaMeTOB Ha MJ0CKOCTWN) NpeacTaB-
NANI0Cb 3TANOHHBIM U €4UHCTBEHHO Hay4YHbIM, XOTb
1 06Cy>XAan0Cb ero HeCOOTBETCTBME XXMBOMY 3pU-
Te/IbHOMY BOCMPUATUIO.

Ho akagemwuky b. P. PayweHbaxy yaanocb co-
CTaBUTb «HEOBXOAMMOE ypaBHEHME PaboTbl MO3-
ra», Ha 3TOM OCHOBaHUM MaTeMaTUyeckn onucaTb
«MO3rOBYH KapTUHY», BO3HUKAIOLLYH «B CO3Ha-

6. Kak ato caenan FO.H.TMnaxo. [11].
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HUW YyenoBeKa, CMOTPSALLErO Ha HEKOTOPOE KOH-
KpeTHoe 06bekTMBHOE (BHELLHee) MPOCTPaHCTBO»
[12, c. 4] n pokasaTb, YTO «4Yes0BEK BUAUT NPO-
CTPaHCTBO NO-pa3HOMY: 613KOe NPOCTPaHCTBO —
no OAHWM 3aKoHaM, bonee yaanéHHoe — Mo APYTrUm»
[tam xe, c. 85]. Tak, nccnegosatenb ykasbiBaeT: «Ma-
TEMaTMUYECKUA aHaNN3 ypaBHEHUI NepLEenTUBHOM
nepcneKTMBbl («<MO3rOBOM KapTWHbI», BO3HMKAIOLLEN
B co3HaHUM — H.Y.) nokasbiBaeT, 4to 6aMXKaliee
NPOCTPaHCTBO, OKPYy>Katolllee YenoBeKa, OH BUANT
Mo 3aKOHaM Mnapasie/lbHOW NepcrnekTUBLI, TO eCTb
akcoHomeTpum» [12, c. 64].

Okazanock, UTo akcoHoMeTpuA (NapaanenbHas
nepcrnekTnBea), rocnoacTeoBasLlas o Hosoro Bpe-
MeHM 1 Ha BocToke, 1 Ha 3anaje, cuMTaBLLAsCca «Hau-
BHbIM 1 HECOBEpPLLEHHbIM CMOCOBOM M300paxeHUs»
(3necb BO3HMKAET Napannesb C NpeacTaBaeHnaMu 06
06BEMHO-MPOCTPAHCTBEHHBIX BO3MOXHOCTAX MOHO-
AVAHOTO UCKYCCTBA), Ha CaMOM Jiefie «KopoJieBa»
MepCneKTUBHBIX CUCTEM «B CUNY CBOMCTBEHHbIX €M
MOUCTUHE YHWKabHBIX KauecTs» [12, c. 4]. Tak «obpar-
Haa nepcrneKkTMBa CpejHEeBEKOBbA MOJy4YnIa mateMa-
TMYeckoe 060CHOBaHME 1 CTana 3akOHHbIM BapWaHTOM
Hay4HOW CUCTEMbI MEePCNeKTUBbLI» [TaM Xe, C. 4].

HeonpoBep>X1MMO, YTO «OKOHYaTeslbHOe CyHb-
€KTMBHOE MPOCTPAHCTBO 3PUTEAbHOrO BOCNPUATUSA
cTpont Mo3r» [12, c. 10]7, uto «dpoTorpadmrueckas
nepcrnekT1Ba CUIbHO NCKaXaeT nepeavy ecTecTBeH-
HOro 3puUTeNbHOrO Bocnpuatua» [12, c. 4718, n uto
B anoxy Bo3poxaeHns 6bin OTKPLIT «TONBKO NpPo-
CTeNWmnii BapuaHT U3 6ecUmMcneHHOro MHOXecCTBa
MaTeMaTUyecky O4NHAKOBO CTPOro 060CHOBaHHbIX
BO3MOXHbIX MePCNEeKTUBHbIX cUcTeM...» [12, ¢. 230].
YuéHbIn 0c060 OroBapmBaeT, UTO KapANHa/bHbINA Bbl-
BOZ €ro ncciaeoBaHuns TakoB: HY OZHa, camas nae-
aNbHasa cucTeMa Hay4YHOW NepcrnekTVBbl HE MOXEeT
CNY>XUTb 3TaJIOHOM MPaBUABHOTO M306paxKeHs, 3Ta-
JIOHOM MOXET BbITb TO/IbKO CaMO 3pUTebHOE BOC-
npuatne (Mo3rosas KapTuHa) [12, c. 22].

JlormyHo NpeanonoXmnTb, YTO NPOCTPAHCTBO,
BOCCO3aBaeMOEe MOHOAMMHOWN My3bIKOW (Mogo6-
HO ObpaTHOM NEPCreKTMBE B XXMBOMMWCK), OTpaXkaeT
YesioBeYECKME MPEACTaBNEHNS C TON Xe CTeNeHbIo
[LOCTOBEPHOCTH, UTO U My3blka HOBOro BpemMeHn —

7. Bb.P.PayweHbax nosicHseT: «3puTenbHOE BOCMPUATUE YENO-
BEKa NPOM3BOANT, MO 06pPa3HOMY BbipaxkeHuWto [esbMrob-
ua "becco3HaTesibHble YMO3aKAOUeHns", Korga no cetya-
TOYHOMY 06pa3y CTPOUT 06/IMK NepLIENTUBHOIO MPOCTPaH-
cTBa». Obpa3oBaBLUENCs Ha CeTYaTKe ero r1asa OnNTUYeckomn
NpoeKLUN BHELLHEro NpocTpaHCTBa YenoBek He suoum
[12, c. 103].

8.  ®otorpadpuueckas nepcrnekTvBa COOTBETCTBYET «CeTHaTOU-
HOMy 06pa3y», a He NepLUenTVBHOMY.

OHO B TOI Xe Mepe pe3y/bTaT YeNoBeUeCKOro OnbiTa.
W normyHo 3agatbCa BONPOCOM: @ YTO, EC/IN CO CYXOM
CUTYyaLMA Ta Xe, YTO M CO 3PEHNEM, U «Ha CTYX» Mbl
BOCMPVHMMAEM pa3Hble NPOCTPaHCTBEHHbIE MaaHbl
TaK Xe BapunaTMBHO, KaK «Ha rnas»? Bo3aMOXHO, uTto
1 B My3bIKe Ta MAN MHas My3blKalbHO-3CTETUYECKas
CUCTEMA, KaK pa3Hble NepCcneKTUBHbIE CUCTEMbI B XKW-
BOMUCK, NOAUMNHSAET cebe peasbHOE CTyXOBOe BOCMPU-
ATNe MPOCTPAHCTBA BO MMA AOCTUXKEHNA FaPMOHNM
B My3blKa/lbHOM OMycCe, a Ha Aefe KaXaasa 13 HUX
TOYHO COOTBETCTBYET BOCMPUATUIO Kakoro-anbo
OfHOrO NMPOCTPaHCTBEHHOrO naaHa? Noka 310 He-
N3BECTHO — MOXHO /I CPaBHWBaTb BO3MOXXHOCTH
MOHOAMM ® 1 MHOTFOTONOCUS MO BOCCO3aHUIO0 TPEX-
MepPHOro (06BEMHOro) NPoCTpaHcTBa?

MoHoAauns n MHOrorosioc1e pas3BnBannCh Napan-
NeIbHO € 1306pasnTeNbHbIMU UCKYCCTBaMU, MOCNEA-
HWMe He JaroT HMKaKMUX OCHOBaHWUN yTBepPXAaTb, YTO
Ha Bocrtoke (kak n Ha Pycu nam B EBpone go Hoso-
ro BpeMeHM) He CyLLeCcTBOBaNO NOHATUA «O6bEM-
HOCTWU», U YTO B XXMBOMWUCK N OPHaMEHTNKE O6BEM
BOOOLLEe He BOCCO3AaBacs.

HenocpepacrseHHoe CyxoBoe BOCNPUATUE CBU-
AeTenbCTBYeT: MOHOAMUMHOE UCKYCCTBO BocToka
CNOCOHBHO MOPOAUTL HE MeHee spkne 0H6BEMHO-
NPOCTPaHCTBEHHbIE accoumaymmn, YeMm MHOToro-
nocHoe 3anaga. (XygoXHuKn n nccnegoBartenm
Xusonucu Ao oTkpbiTua b. P. PaylieHbaxa Toxe mor-
I ONMpPaTbCa NUCKAOUYNTENBHO Ha CBOE Hernocpes-
CTBEHHOE NnepLenTnBHOe oLwyLleHne). Ho, KoHeuHo,
He B TOM C/lyyae, ec/v XNBOM My3blKaJlbHOW 060-
pa3 byseT peKOHCTPYMPOBaTbHCA TONbKO MO CTPOUKe
HOTHOW 3anucK (0T Yero HeOAHOKpPaTHO NpejocTe-
peraav nccnegoBaTteny My3sblikaibHOro ¢Gobkao-
pa'®), NockoabKy B MOHOAUW, B KAYeCTBE FMaBHOMO
N OCHOBHOTO pakTopa, MPOAYLNPYHOLWEro W0-
310 06bEMa, BbiCTynaeT GoHu3M M.

9. B uacTHOCTW, O cneunduyeckoi peannsaLum B BOCTOUHON
MOHOANW MHOTOMEPHOCTU, Kak aTpubyTMBHOro CBOMCTBA
MblLLAEHMA W BocnpuaTus, nuwet ®. A. Yabmacos [15].

10.  W.W.3emL0BCKUI NPeAYNPEXAAET: «...HEKOTOPbIE 3NEMEHTbI
HapOAHOrO MeHNA He MOryT ObiTb BbipaXKeHbl 0bLLenpuHaA-
TOM HoTauMeld. Mo yaauHOMYy CpaBHEHMIO OAHOTO PONbKIO-
pwvcTa, HOTbI NecHN — Kak 6abouka, 3acylleHHas Ha bynaBke:
B HUX MCYE3aeT «MblbLia» XWNBOrO NCMOJHEHWNSA, B KOTOPOW
TauTca Hemogpaxaemoe cBoeobpasve 1 obasHMe HaLMo-
HaNbHOWM MaHepbl MHTOHWPOBaHUA» [7, c. 8]. O Tom Xe nu-
wet . J1. TonoBmHckuiA: «ccnegoBaTtenn 4aBHO NPUMETUNN
pasuTeNbHOE HECXOACTBO MeXJy BreyaTaeHNaMmn OT NnCb-
MeHHOI dpurkcaLmmn GoNbKIOPHOro NPON3BeAEeHNA — Kakow
6bl MONHOW M TOYHOM OHa HY Bbla — 1 3PPEeKTOM, KOTOPbIN
OHO NPOW3BOAWT B ,XXMBOM" BMAe. /1 3TO He TOAbKO KaXu-
MOCTb: 3/leCb OTpaXkaeTca camas CyTb gena» [6, c. 15].

11. B nocneaHux pabotax o xaHpax npodeccnoHasbHOM ycT-
HOM TpagnLMKN GOHNYECKM-NPOCTPAHCTBEHHbBIE XapaKTepu-
CTUKkK peHomeHa oTcyTcTBytoT [cm: 2; 10; 16].

OTanyatroLwas BOCTOUHbIX NeBLOB creuudu-
yeckas MaHepa MHTOHMPOBaHMA 2 (rosoc Kak Obl
«packa4vmMBaeTCsA» BOKPYr OCHOBHOIO TOHa, MakK-
CMMaNbHO peann3ys BO3MOXHOCTN cBOBOAHOIO
CTPOS, He OrpaHNYEHHOrO EBPONENCKON Temnepa-
Luelr 1 HOTHOM 3anuncbto), Temb6p TaHbypa ™ 1 oco-
6ble CNocobbl 3ByKOM3BAEUYEHNA ¥, MPUMEHseMble
NCNOAHUTENEM, BKYMe JatoT 3pPekT GOHUYECKON
«BELLHOCTN» KaXAO0ro 3ByKa, 3aNOJHEHHOCTHW 3BY-
Yalero npocTpaHcTea. Hanpumep, B Wébe Bokasb-
HOW YacCTu MakoMa, TAe, He cumTas ycyns, peasbHO
NPOCAYLLIMBAIOTCA ABa TO 060CcOBAAIOLLMXCA, TO CAN-
BaOLLMXCA B YHUCOH rosioca — nesLa v TaHbypa —
NoCnefHW, rNyxoBaTo-CyX0OBaTbli, C e4Ba Y/1I0BUMbIM
MeTaNIMYeCKMM OTTEHKOM, CTaHOBWTCA Kak Hbl TBEP-
[0 OCHOBOW, LIeHTPOM 3aMoJIHEHHOW 0bepToHamu
cdepbl, BO3HMKaIOLLLEW B pe3y/ibTaTe eCTECTBEHHOMO
KonebaHWs CTPyH U HaMepeHHOoW BMBpauun yeno-
Beuyeckoro rosoca. Obpasyetcs GOHNUECKNIN KOM-
MEKC, aCCOLMUPYHOLLMIACA C NAaCTUYECKMN-O6bEMHBIM
NPOCTPaHCTBOM.

SddeKT 3an0AHEHHOCTM NPOCTPaHCTBa MHOFO-
KpaTHO yCuaMBaeTCsa B CAeAyroLMX 3a WwWébe Tapo-
Ha, rae BCTynaet aHcaMbb ronocos (Tpu 1 6onee),
notoLwmx B YHUCOH. KoHTpacT poHmueckmx obpa-
30B — MNPO3PaYHO-BO3AYLLIHOrO B LWEHE 1 NOYTH OLLy-
TUMO MaTepPUabHOro B TapOHa — 3TO 3MMUPUYECKN
oluyLllaeMble pa3HOPOAHble 06pa3bl MPOCTPaHCTBA.
KoHeuHo, OHM He MOXOXW Ha Te, KOTOpble NPOAYLN-
pyeT My3blka HOBOro BpeMeHu, HO 3TO He 3HauuT,
UTO OHW He co3aaroT 3pPekTa NPOCTPAHCTBEHHO-
06BEMHOrO 3BYy4YaHMs.

B cBeTe onucaHHbIX OTKPbITUI B chepe cmex-
HOro MCKYCCTBa MMEET CMbICA 3ayMaTbhCs: a Bcerga
NN 06bIfeHHOE CO3HaHWe «Ha CyX» BOCMPUHUMA-
N0, BOCMPUHMMaAET U OCMbICAAET NPOCTPAHCTBO
B TOM KauyecTBe, B KakOM OHO NoHumMaeTcs B Ho-
BOe BpeMs 1 oTobpaxaetcs B cuMdpoHmax betxo-
BEHa, K npumepy?

12. W.N.3emuoBckuii 0cO60 OoroBapuBaert: «...MaHepa MneHus
ABAAETCA OAHUM M3 CaMblX YCTOMUMBBIX 31IEMEHTOB HapOA-
HOW TpagunLMK, a NOTOMY NMPU3HAKOM He TONbKO 06pa3HbIM,
HO W 3THUYeckum» [7, c. 13].

13.  «MrpatoT Ha TaHBYpe MeTaNIMUECKUM NAEKTPOM (HaxyHOM),
HaZleBaeMbIM Ha yKa3aTenbHbI nanel,. Menoguyeckas cTpy-
Ha — BEPXHAS; yAapaa No OCTaNbHbIM, UCMOJHUTENb U3BJIE-
KaeT pe3oHupytoLLme co3Byunsa» [8, c. 46].

14. TpaauuMOHHas HOTHas 3anuchb He JaéT NpejCcTaBAeHS O XK-
BOM 3BYYaHWM, BOCCO3AatOLLMM OCOBbIN MPOCTPaHCTBEHHbIN
obpas, Ha HeobX0AMMOCTb PUKCcaLmm cneLmudrnyeckmx cno-
c060B 3BYKOM3B/IEYEHNSA YKa3bIBaNOCh HEOAHOKPATHO. Tak,
C.Taxanos ewwé B 1978 roay npeanoxun pag cneumnanbHbiX
0603HayYeHNt B AOMOJIHEHVE K TPaAWLMOHHON eBponei-
CKOW HOTHOW 3anucu [4, c. 229].

101



B npouecce 3BoAOLUN YeNOBEYECKOM KY/b-
TYypbl NpeAcTaBAeHNA O MPOCTPAHCTBE MeHA-
nvck. JlntepatypoBeabl ' yXXe AaBHO onucanu
MPOCTPaHCTBEHHO-BPEMEHHbIE MOAENN, MPOAYLIN-
pyemble Xy0>KeCTBEHHbIM TEKCTOM Ha UCTOPUYECKU
pasHbIX CTaAWsAX: PaLMOHaAM3NPOBaHHYo ' n Mudo-
noatuyeckyto (xpoHoton). [NepBas — popmupyeTca
B eBPONENCKOM KybType HOBOro BpeMeHu 1 npea-
CTaBAAET 3CTETUKY aHTUTPaaMLMOHanm3ma. Mudo-
NO3TUYECKNIA HEPA3AENMMbIN XPOHOTOM, B CBOHO
ouepeab ABAAKOLWMACA HAaCAEAMEM apXanvyeckom
3MOXW, TOCNOACTBYET B KY/AbTypax, MOAYMNHAOLLMX-
€A 3CTeTVKe TpajuLUMoHanm3ma.

MOHOAMSA N MHOTOroI0CKe eBPONENCKOro TMMna —
deHomeHbl pa3HocTagmanbHble. OHM OTpaXaroT NCTo-
pUYeckn pasHble NpeacTaBAeHUsA O MPOCTPaHCTBE
(v BpeMeHn) n GyHKLMOHMPYHOT B pamMKax pasnmy-

HbIX Xy,0XXeCTBEHHO-3CTETUYECKNX CUCTEM: MOHOAWSA
B YC/I0BUAX 3CTETUKN TPaZMLIMOHAAN3MA, MHOTOro-
Nnocue, CI0XMBLUEECA B KOMMO3UTOPCKOM TBOpYe-
CTBe,— aHTUTpaguumnoHannsma. CnegoBaTtesibHO, OHU
HaLleNeHbl Ha co3jaHune pasHbIX MPOCTPaHCTBEHHO-
BPEMEHHbIX MOAENEN.

OTcroga cnegyet BbIBOJ: faBaTb NPOCTPaH-
CTBEHHbIE XapaKTeEPUCTUKN MOHOAUM U MHOFO-
rofIoCUI0 («<OAHOMEPHOCTb», «TPEXMEPHOCTD),
OLLeHUBaTb UX CMOCOBHOCTb M BO3IMOXHOCTb OT-
paxaTb NepuenTMBHOE NPOCTPAHCTBO, Npunbe-
ras K CpaBHEHUIO CO3AaBaeMbiX UMW QOHUNYECKMX
06BbEMHO-NPOCTPAHCTBEHHbIX 06Pa30oB, C Hayu-
HOM TOUKM 3peHUs — HEKOPPEKTHO. Tak Xe, Kak
CpaBHMBAaTb pPa3Hble CMCTEMbI MEPCNEeKTUBbI B XK-
BOMWCK MO MNPUHLMMNY UX COOTBETCTBUA UAN HECO-
OTBETCTBUSA MepcrnekTne poTorpadmnueckon.
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