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M3TbO JTOKK. «MY3bIKA A1 CAKEYTOB A
KOPHETOB ETO BEJIMYECTBA» (1661)

ANNA 3AYAPAOBHA PYAAKOBA
NEAATOTMYECKME MPUHLMMBI CTAPOW
NTANBAHCKO BOKAIbHOW LLIKObI
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CNEUMOVIKA BOKANIBHO-UCMONHNTE TbCKOM
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APXUTEKTYPA U MABAMK-APT MY3ES TOPOJA LI3UAHCHK
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KONNEKUMOHEP YEHb ®3HBIO3M PYCCKUIA
XYJNOXECTBEHHbIM MY3E B XAPBMHE
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MwukenaHzxeno byoHappotu. Cuaawmin obHaXXeHHbIN OHOLWa 1 4Ba 3Toga pyku. (1510-
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Dear friends,

We are pleased to present to you Issue 1, 2024, 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.

The issue opens with an article "Michelangelo
and His Age” by A.Burganov. The author prefaces
it with a short literary essay recreating the atmos-
phere of the historical halls of the Vienna Alberti-
na Museum, where an exhibition of Michelangelo's
graphic works was held. From a professional point
of view, the author, who is an active sculptor and
graphic artist, examines Michelangelo's graphic her-
itage, unique artistic images he created as well as
expressive techniques.

The aim of the article "“Matthew Locke ‘Music for
His Majesty’s Sackbuts and Cornetts'” is to introduce
information about the work of the Restoration era
court composer into the scientific use of Russian
musicology. Meng Juguang provides description of
the manuscripts which became the basis for mod-
ern editions of the “Music” and highlights the de-
tails of modern practice in performing this work. A
brief summary of the results of Locke's music anal-
ysis confirms the idea of the individual stylistics of
the work, which makes it possible to identify the
English court composer’s individual style.

A.Rudyakova and Shi Wenxin's works are devot-
ed to the topic of studying Italian classical music. In
the article "Formation of the Old Italian Vocal School
Principles in the Context of Pedagogical Views of
Giulio Caccini, Pier Tosi, Giovanni Battista Mancini”,
Rudyakova analyses the principles of the old Ital-
ian vocal school, which is of an enduring value of
world vocal art. The author notes the general pri-
orities and certain differences in the teaching ac-
tivities of G.Caccini, P.Tosi, G.Mancini.

Shi Wenxin presents a study of the vocal inter-
pretation specifics of G.Puccini’'s opera La Bohéme
performed by contemporary Chinese opera singers.
In the article "Specificities of the Vocal-performing
Interpretation of G.Puccini’'s Opera La Bohéme in
Opera Houses of China at the Beginning of the 21st
Century”, the author draws conclusions that Puccini
created a new recitative-arioso vocal style, which was
one of the main components of the operatic art of
the 20th century. The author of the article focuses
on comparing the interpretations of vocal parts by
theatre performers in Shanghai and Beijing.

The article by S.Pavlova, “M.Mussorgsky's Boris
Godunov and Khovanshchina: Overcoming ‘Gos-
sip’. To the 185th Anniversary of the Composer”, is
dedicated to the anniversary of outstanding Rus-
sian composer M.Mussorgsky. The author exam-
ines two famous operas, analysing the established
research and performing traditions.

The caricature collection of the Patriotic War of
1812 State Historical Museum is considered by A.Fis-
cher. In the article “Key Features of Anti-Napoleonic
Caricature in the Collection of the Patriotic War of
1812 Museum”, the author notes the tradition of
clichés in the image of a military enemy. In the ar-
ticle, the author identifies the main symbolic trends
in the creation of images, points out the widespread
use of accompanying text to caricatures, including
proverbs, aphorisms, poetic jokes with elements of
deliberate vernacular.

In the article “Representation and Role of the
Rupture Motif in Media Culture of the Late 20th —
Early 21st Centuries”, G.Prokudin considers the role
played by the rupture motif in culture and identifies
its archetypal features. The author believes that the
motif of rupture lost its key mythological function
as culture developed. Using the method of com-
parative historical analysis, the author identifies the
forms of the rupture motif presence in audiovisual
works of culture of the late 20th — early 21st centu-
ries, highlighting three types of its representation:
everyday, plot structure and speculative.

New trends in the urban planning movement are
analysed by L.Kopylova in the article “New Trends in
the New Urbanism Movement of the 2010s Demon-
strated by Russian and Foreign Examples”. The au-
thor examines famous works of architects of the new
generation committed to traditional urban planning,
identifies new themes characteristic of the younger

generation of architects and emphasises their dia-
logue with the New Urbanism tradition.

Sun Yuzhan's article "Architecture and Public Art
of Jiangxi City Museum" explores the balance be-
tween public art, building architecture, and muse-
um collections. The author considers architectural
features of local museums, taking into account the
specifics of construction technologies, design and
local cultural tradition.

The theme of museum practice is continued by
Song Ying. The article "Collector Chen Fengyue and
the Harbin Russian Art Museum” examines works
of Russian painting that have great academic and
collection value. The author emphasises that signif-
icant collections of Russian art of the 20th century
have developed in China in recent decades.

Zhu Yuwen'’s article “Photographic Art and An-
thropology: Decoding the Multifaceted Culture of
Corporality” is devoted to the art of photography. In
it, the author examines how identity is interpreted,
constructed, expressed in culture and social struc-
ture in photographic art, including through a body
image. The author puts forward the thesis that the
body in photography does not exist in isolation; it
is placed in a cultural, historical and social context.
Thus, the application of anthropological approach-
es to the analysis of the art of photography allows
us to gain a deeper understanding of the cultural,
social and individual meanings embedded in pho-
tography.

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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HayuHOo-aHanMTU4eCcKuin XXypHan
[owm bypraHosa

MpOCTPaHCTBO KYNETYPbI
#1/2024

Joporuve [py3bs!
Mbi pagbl npeactaButb Bam N2 1/2024 HayyHo-a-

HanuTM4yeckoro xypHana «JJom bypraHosa. [po-
CTPaHCTBO Ky/bTypblI».

Mo pekomeHaauwnm dkcnepTHoro coseta BAK
>XypHan BKAtOUeH B lNepeyeHb BeAyLLUX peLeH3un-
pyeMbIX HayUHbIX XXyPHa0B W U34aHWI, B KOTOPbIX
J8OMKHBI H6bITb ONY6AMKOBaHbI OCHOBHbIE HayYHble
pe3ynbTaTbl AUcCcepTaLMn Ha COMCKAHNE YUYeHbIX
CTeneHewn JOKTOpa W KaHAnAaTa Hayk.

B >xypHane nyb6anKyroTCs Hay4YHble CTaTbh Beay-
LLMX CNeLManncToB pasHbIX 'yMaHWTapHbIx obnacten,
JOKTOPaAHTOB 1 acnupaHToB. HanpasieHunsa nccne-
[ OBaHWI KacatoTca akTyaslbHbIX NPobaemM B pa3any-
HbIX 061aCTAX KyAbTYpPbl, NCKYCCTBa, GUNOAOTUN U
A3bIKO3HaHWA. B 3TOM MHOrorpaHHoCTM 0603peHus
nposBMaacb OCHOBHaA cneumduka XypHana, npes-
CTaBAAOLLErO COBPEMEHHOEe COCTOAHNE MPOCTPaH-
CTBa Ky/bTypbl.

Homep oTkpbiBaeT ctatba A. H. bypraHosa «Mu-
KenaHaxxeno n ero spemsa». ABTOp npejsapseT ee
HeboNbLWMM ANTEPATYPHbIM 3CCe, BOCCO3AatoLLNM
aTMocdepy NCTopnyeckmx 3a10B BEHCKOrO My3es
AnbbepTuHa, rae 6bina pa3BepHyTa BbiCTaBKa rpa-
duyecknx npounssegeHnii Mukenarvgxeno. C npo-
beccnoHanbHOM TOUKM 3peHUs, aBTOp, ABAAKOLLMIACA
AEVCTBYIOLW MM CKYNbNTOPOM U rpadukom, paccMa-
TpuBaeT rpaduyeckoe Hacneane MukenaHaxeno,
CO3JaHHble M YHUKa/bHble XyA0XeCTBEHHble 06-
pa3bl 1 Bblpa3nTenbHble TEXHUYECKNE MpUeMbl.

Llenbto ctatbn «M3aTbto Jlokk «My3bika Ans cakby-
TOB 1 KOpHeToB Ero BesnnuectBa» aBnsetca BBege-
HWE B HayUHbIi 0BUX0Z POCCUMCKOTO MYy3blKO3HaHM
CBeZleHNN O COUYMHEHWUN MPUABOPHOTO KOMMO3UTO-
pa anoxu PectaBpauun. MsH Li3yryaHs npusoant
onvcaHWe pyKOMucen, CTaBLUMX OCHOBOM NS CO-
BPEMEHHbIX peAakunin «Mysbiku» 1 OCBeLLaeT ae-
Ta/N COBPEMEHHOW NPaKTUKM MCMOJIHEHMUS 3TOrO
npowussegeHuns. Kpatkoe 1310XeHWe pe3yabTaTtos
aHanu3sa My3blkun JIokka noaTBepXKAaeT MbiC/ib 06
WHANBUAYaNbHOW CTUANCTUKE NPOU3BEAEHMS, UTO
no3sonseT ngeHTMOULMpPOBaTbh aBTOPCKMI NoYepK
aHMIMNCKOro NPUABOPHOrO KOMMO3UTOPA.

Teme nccnefoBaHUA NTaNbSHCKOW KNacCMUecKown
My3bIKM MOCBALLEHbl paboTbl A.3 Pyaskosoii u LLn
BaHbcuHb. A.3. Pyasdkosa B ctatbe «DopmmpoBaHme
NMPUHLMNOB CTapOl UTaNIbIHCKON BOKa/IbHOW LLKO-
Nbl B KOHTEKCTE nejarornyeckmx B3raagos [xxyavo
Kauunnn, Meetpo Tosn, xmnambattncta MaHUNHN»
NPOBOAUT aHaNN3 NMPUHLMMNOB CTapOl UTaNbAHCKOM
BOKaJIbHOW LUKOJIbI, IBAAIOLLENCA HEMPEXOAsLLEN

LEeHHOCTbHO MMPOBOrO BOKaJbHOrO MCKyccTBa. AB-
TOp OTMeyaeT obLme NPUOPUTETLI U OnpeaenéHHble
pa3nnuuns B Nejarormyeckon gestenbHoctn  [x.
KauuunHuy, M. To3n, Ax. MaH4unH®.

LLn BaHbCMHb NpeacTaBAseT ncCaefoBaHme cneL-
VKN BOKaNbHOW MHTeprpeTauum onepbl «<borema»
[. Tly4unHN COBpEeMEHHbBIMWU KUTANCKMMK onep-
HbIMWU McnonHuTenamu. B ctatbe «Cneyundurka Bo-
KaJbHO-NCMONHUTENIbCKOW UHTEpPMpeTaLnmn onepsbl
«borema» [Ix. y4yunHun B onepHbIx Teatpax Kutas
B Hauane XXI Beka» aBTOp AenaeT BbIBOAblI O TOM,
yTOo lMyYUnHN CO3aaeT HOBbI PeUNTaTUBHO-aPUO3-
HbI/i BOKaJIbHbIN CTWUb, ABUBLUMACA OAHMM U3 OC-
HOBHbIX KOMMOHEHTOB OMepHOro nckyccrtea XX Beka.
OcHOBHOEe BHMMaHWe aBTopa CTaTbM CKOHLEHTPU-
POBaHO Ha CPaBHEHWUW MHTepPMpPeTaLLMiA BOKaIbHbIX
napTuin ncnonHutensmm teatpos LlaHxas v MNeknHa.

FO6uneto BblAaroLLErOCs PyCCKOro KOMMO3nTopa
M. Mycoprckoro nocasiuieHa ctatbs C.A. MaBnosoi
«M. M. Mycoprcknin «<bopuc FogyHOB» 1 «XOBaHLLN-
Ha»: NpaBga o «crnieTHe». K 185-n1etnto komnosu-
Topa». ABTOp mccieayeT ABe 3HaMEeHUTble onepsl,
AHaNN3UPYA CNOXKMUBLLYHOCA NCCNE[O0BATENLCKYO U
NCNONHUTENBbCKYHO TPaAULINN.

CobpaHue Kkapukatyp B koanekuum myses OT-
eyecTBeHHOM BoMHbl 1812 roga lNocysapcTtBeHHO-
ro nctopmyeckoro myses nccnegyet A.A. duwep. B
ctaTbe «OCHOBHblEe OCOOEHHOCTM aHTMHAMOE0HOB-
CKOW KapuKaTypbl B cobpaHumn myses OTeuecTBeH-
HOW BOWHbI 1812 roga» aBTOp OTMeYaeT TpajnLmto
Kavwe B obpase BOEHHOro NpoTMBHMKa. B cTtaTbe
aBTOPOM BbIABAAKOTCA OCHOBHbIE CMMBOINYECKMNE
TEHAEHLUUN B CO34aHNN 06pa3oB, OTMeYaeTcs Wun-
poKoe NpUMeHeHNe TeKCTOBOrO COMPOBOXAEHMA K
KapukaTtypam, BKIrOUaroLee Noc/ioBmLbl, apopus-
Mbl, CTUXOTBOPHbIE LLIYTKW C 31€MEHTaMM HapOoun-
TOro NpocTopeyus.

A.lMpokyanH B cTaTbe «PenpeseHTauma n posb
MOTMBa pa3pbiBa B MeanakyabType KoHua 20 — Hava-
na 21 Beka» paccMaTpuBaeT POJib, KOTOPYHO UrpaeTt
B Ky/bType MOTWB pa3pblBa, BbIABAAET €ro apxe-
TUnuyeckne yepTtbl. ABTOP MoaaraeT, 4YTo No mepe
pa3BUTUA KYAbTYpPbl, MOTUB pa3pbiBa yTPaTUI CBOKO
kntoueByro Mmndonornyeckyro dyHkumro. Micnonb-
3yl MeTOZ, CPaBHUTENBbHO-UCTOPUYECKOTO aHann3a
aBToOp BbiABAsAET GOPMbI MPUCYTCTBUA MOTMBA Pa3-
pbiBa B ayAMOBMN3YyabHbIX MPOU3BEAEHUAX Ky b=
Typbl KoHUa 20-ro — Hauana 21-ro BeKOB, BblAenAs

TPY BUZa ero penpeseHTaLmmn: ObITOBON, CTPYKTYP-
HO-CHOXETHbIN 1 CNeKYNSATUBHBbIN.

HoBble TeHAEeHLUN B rpajoCTPOUTENIbHOM ABU-
>KeHun aHanmsumpyet J1.B. Konbinosa B crtatbe «Ho-
Bble TeHAeHLMN B ABMXeHnn Hosoro ypbaHuima
2010-x rofoB (Ha POCCUMICKMX 1N 3apyBeXKHbIX Npu-
Mepax)» ABTOp paccmMaTpuBaeT n3BecTHble paboTbl
apXMTEKTOPOB HOBOTO MOKONEHWSA, MPUBEPXKEHHbIX
TPaAVLMOHHOMY rPajoCTPOUTENLCTBY U BbIABAAET
HOBble TeMax, XxapakTepHble 4158 MOJAOAOro MOKO-
JleHVA apXUTeKTOPOB M MojyepkmMBaeT WX Ananor
C Tpaguumen Hoeoro ypbaHuama.

CyHb HOl>kaHb B CcTaTbe «ApxuTekTypa u na-
61K-apT My3es ropoga LisnaHcn» nccnepyet 6anaHc
MeXay obLLeCcTBEHHbIM UCKYCCTBOM, apXUTEKTYPOA
3,@HNA N My3eAHbIMW KOANEKUMAMU. ABTOP mccae-
AyeT 0COBEHHOCTW apXUTEKTYPbl MECTHbIX My3eeB C
y4YeToM cneLupuKkm TeEXHONOTNIN CTPOUTENBCTBA, AN-
3aiiHa 1 MeCTHOW KyNbTYyPHOW TPaAnLIMK.

Temy My3eiHOW NpakTuky npogokaet CyH UH.
B ctatbe «KonnekumoHep YeHb ®3Hb03 1 Pycckuin
XYA0XeCTBEHHbIN My3ei B XapbuHe» paccmaTpu-
BalOTCA MPON3BEAEHNA PYCCKOW XMBOMUCU, UMEIO-
Wwme H6oNbLIYIO aKaZeMUYeCKYHo U KONNEKLIMOHHYHO
LEeHHOCTb. ABTOp MNOAYEepKMBAET, YTO B MoCaeaHne
pecatnneTna B Kntae croXmancb 3HaunTelbHble KO-
NeKLmMmn pycckoro nckyccrea XX seka.

VckycctBy poTorpadumm nocesauieHa ctatba Yy
FOiBaHb «DOTOUCKYCCTBO U @aHTPOMONOT NS AEKOAM-
poOBaHWe MHOTOrPaHHOW KyAbTypbl TENECHOCTU», B
KOTOpOW aBTOp paccMaTpvBaeT kak B GOTONCKYCCTBE
WHTepnpeTMpyeTca, KOHCTPYNPYETCH, BblpaXKaeTca B
KyNbType 1 COLManbHOW CTPYKTYpe MAEHTUYHOCTD, B
TOM uncCie n Yepes n3obpaxeHune Tena. ABTOp Bbl-
[BUraeT Te3nc, 4to Teno B potorpadum He CyLLecTBy-
€T N30JIMPOBaHHO, OHO NMOMELLEHO B KYJbTYPHbIN,
NCTOPMYECKNI 1 COLMaNbHbIN KOHTEKCT. Takum 06-
pa3oMm, NMPYMeHeHVe NOAXOA0B aHTPOMOAOTUM NPV
aHanu3e nckyccrtea potorpadumm no3BonseT raydxe
MOHATb Ky/bTypHble, COLManbHble U MHANBUAYaNb-
Hble CMbIC/bl, 3a/10KeHHble B doTorpadum.

W3paHune agpecoBaHo npodeccroHanam, cneuu-
anu3npyroLWnmMcs B 061act TeOpun N NpakTUKK
1306pa3nTesIbHOro NCKYCcCTBa 1 GUAONOTUN, a TaK-
e BCeM, KTO MHTepecyeTca BONPOCaMu UCKyCCTBa
N KyNbTypbl.
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MICHELANGELO AND HIS AGE

Summary: We enter the hall, immersed in twilight,
and only small windows, from which light is shining
from another world unknown to us, are wide open.
However, these are not windows - it is an exhibi-
tion of drawings, Michelangelo and His Age, at the
Vienna Albertina Museum. Sheets of antique paper
framed with modest classic frames emit a magical,
unimaginable light. The sheets bear traces of soft
touches of great masters’ hands. These are their
souls, names, voices, their passions, tenderness and
despair, their conversation with God. And we be-
come witnesses of this dialogue. Graphics are the
most mystical kind of art, revealing all the hidden
movements of the soul, displaying moments that do
not tolerate artisanal varnishing, elaboration, pol-
ishing, sweating effort, and a brief touch, a hand-
shake, a splash of feelings. Here they are before us
- divine testimonies of closeness to God, his recip-
rocal love for us.

Keywords: Michelangelo, Michelangelo and His
Age, Albertina Museum

Michelangelo left behind works of art of mon-
umental scale. Today, when we come to worship
them, we seem very small. Giant, ever-expanding
ceiling paintings and walls of the Sistine Chapel,
monumental marble statues, capturing our imagi-
nation, are examples of titanism, the greatness of
the performed work.

However, among his vast heritage, fragile, small
squares of antique paper, precious testimonies of
the very essence of the artist's great revelations,
have also survived to this day.

The fact is that the drawings presented at the
exhibition were not created as individual works of
art. Being the first step of the future work, they
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had to fall away, fly away like something unnec-
essary, intermediate, applied, accompanying, as if
some secondary material of creativity, which, with
its seeming lightness, suggests the birth of cut di-
amonds - the future works. However, for the artist,
these scraps of paper often become mystical amu-
lets since here, he first conversation with the future
creation occurs in a random, unpredictable way, and
he, as if spellbound, peering at such a piece of pa-
per, anticipates the first meeting with his own, not
yet born work; he sees approval in the eyes of God,
who blessed his art. This is why experts assign the
great artist’s small drawings a special role; of course,
it is for those who understand. Afterwards, we will
see huge frescoes and titanic images which amaze
the imagination. However, this first sound, the first
sign contains something much more in its purity and
concentration. It is why the Albertina Museum, the
centre of European and world graphics, is an unu-
sual museum. There are many beautiful and gran-
diose museums, nevertheless, the peculiarity and
individuality of the Albertina collection lies in the
uniqueness of the collection of world artistic cul-
ture, which has no analogues.

The art of European graphics certainly originates
from ancient vase paintings. It was here that the
main professional technological discoveries which
make up the specifics of graphics as an art form
took place: first, monochrome as the basic prin-
ciple, then, linear drawing and, finally, the use of
additional tone and highlight as a finishing touch,
which bring an artwork to life. Vase painting was the
foundation of future painting. Enriched with colour
and chiaroscuro, painting blossomed and began to
conquer illusory space on a two-dimensional plane.

Ill. 1. Michelangelo Buonarroti. Seated Nude Youth and Two Arm Studies. (1510-11) Paper, red and white chalk, brown ink, pen.
27.2x19.2 cm
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Ill. 2. Rafael Santi. Sketch for a cardboard for the tapestry “the miracle net” designed for the Sistine Chapel. Around 1515. Paper, pen,

Illusion is what was valued most of all in devel-
oped ancient painting. Flies landed on grapes; the
curtain draped over the picture could not be re-
moved. And yet, at the heart of these achievements,
there were technological symbols: two or three tones,
a line, a falling shadow and highlight. Not chaos or
copying but strict discipline with the help of which
the combination of the above elements created an
irresistible feeling of space.

Renaissance drawing continued the antiquity
graphic tradition. Favourite techniques were tinted
paper, a line, two or three tonal gradations and spac-
es, creating the illusion of spatial convexity. Draw-
ings by titans of the Renaissance - Michelangelo
and the artists of his circle, were created according
to this principle. At the base, they are monochrome.
Colour is created by the gradation of the materials:
sepia, bistre, charcoal pencil, silver sticks, colour fill
with sienna or umber.

The great masters of drawing created the ef-
fect of volume in space precisely within constituent
symbolic drawing components and graphic tech-
niques that create volume in a monochrome way.
Drawings from this period were made mainly in two
techniques: drawing pen, coloured ink and various
types of soft materials. There were examples of a
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brown ink on the surface of a chalk sketch. 22.9x32.7 cm

more complex technique, when some colour filling
with a brush was used in the drawing.

At the exhibition at the Albertina Museum, we
can see Michelangelo's pen and soft sanguine draw-
ings. The preparatory drawing for depiction of a
naked youth for the ceiling of the Sistine Chapel
is the masterpiece of the exhibition. The theme of
the preparatory drawing depicting a naked body is
a special genre of the great masters of the Italian
Renaissance. Michelangelo, who managed to study
the anatomical structure well, revealing the struc-
ture and vital force of the body organics and the
interaction of muscles, was, of course, much great-
er than his contemporaries. Deep understanding of
the mechanics of interaction of the human body's
internal structure turned his drawings from life into
some canonical symbols of man in spatial expres-
sion. However, this drawing has a certain special ar-
tistic merit that needs to be mentioned. What makes
it different is an extraordinary sense of space, it is
unique precisely in this capacity; it creates such a
feeling of space after which the master's painting
seems to be just appliqué work. The drawing shows
us the spatial breath of the late Baroque, which was
only expected in European art. Therefore, Raphael's
drawings exhibited nearby look like drawings on a

chalkboard, topographic maps, deprived of magic
and the divine air that surrounds this world.

Perhaps only a small drawing on a blue back-
ground by Leonardo da Vinci, with his unique tech-
nique, sfumato, can approximate to Michelangelo's
masterpiece. This drawing is unique to Michelange-
lo himself. Only here does he reach the spatial pow-
er that the great ones, Venetians and Rembrandt,
would develop in the future. Since it is not a mat-
ter of accidental accuracy of the drawing here, but
a matter of a completely different sense of space
aesthetics on a two-dimensional plane, which opens
the door to a new era.

Before the masters of the High Renaissance, draw-
ing as such did not always stand out as an inde-
pendent type of artistic creativity. It was when the
drawing changed its function for the first time. It
was not an illustration, as in mediaeval miniatures,
and not graphic sheets of folk pictures. It was not an
independent work of art yet that served liturgical or

applied function as decoration. Drawing appeared
as some kind of a laboratory part of a preparato-
ry creative process. That is, in this quality, draw-
ing lost its independence; it was like a preparatory
stage of something more significant, although, at
the same time, it became its special, most impor-
tant magical part.

"All arts have their core in drawing,” said Leon-
ardo da Vinci. During the Renaissance, a new un-
derstanding of its function in the creative process
appeared - on the one hand, a preparatory one,
on the other hand - all-determining. The creative
process split into its component elements, and fi-
nally, the core of the creative process was found -
drawing became it. It happened for the first time in
the history of art. In antiquity, people knew how to
draw well; however, they never distinguished draw-
ing as something independent. The independence
consciousness appeared during the Renaissance.
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MWKEJNAHAXENO W ETO BPEMA

AHHOmMayus: Mbl BXOAWM B 3a, MOTPY>KEHHbIN
B NMONyMpak, 1 NLLb pacrnaxHyTbl MajeHbKue OKHa,
N3 KOTOPbIX bETCA CBET U3 APYroro, HEBEAOMOrO
HaMm Mupa. Ho 3To He OKHa, 3TO BbICTaBKa PUCYHKOB
«MwukenaHaxeno v ero Bpems» B BeHckom mMy3ee
AnbbepTtnHa. JIncTbl cTapuHHOW BymMaru, obpam-
JIeHHbIE CKPOMHBIMM KNAaCCUYECKUMM paMamMu, caMu
MCNyCKaroT BOALLEBHbIN HEMbICAMMBIV CBET. Ha nnc-
Tax cnefbl IerKUX NMPUKOCHOBEHWUI PYKN BENUKUX
MacTepoB. TO UX AyLUW, UIMEHa, FTo0Ca, UX CTPaCTK,
HEXXHOCTb M OTUasHWe, UX pa3roBop ¢ 6orom. M mbl
CTaHOBMMCA CBUAETeNaMn 3Toro gnanora. [pabumka —
CaMblIli MUCTUYECKNIA BUJ, MCKYCCTBA, OBHaXatoLWwmnin
BCE MOTaeHHble ABMXKEHUS AyLn, OTobpaxkatoLmnin
MIHOBEHMWS, KOTOPble He TEPMAT PEMECTIEHHON Na-
KWPOBKW, NpopaboTku, NOJMPOBKM, MOTHbIX YCU-
NV, U KpaTKoe NPUKOCHOBEHME, pyKoMoxaTue,
BCMJIECK YYBCTB. M BOT OHU CETOAHSA nepes HaMu
— bo>XKecTBeHHble cBUAeTeNbCTBA 6M30CTH K Bory,
€ro OTBETHON NIH06BM K HaMm.

Knroueswlie cnosa: Mvikenanaxeno, Mukenanaxe-
N0 1 ero Bpewms, My3eit AnbbepTuHa.

MukenaHzaXeno octaBua nocne cebs rpaHANo3-
Hble MO CBOEMY MacLUTaby Npov3BeAeHMs UCKYCCTBA.
CerogHs,, MpMxoAs Ha MOKAOHEHWE K HUM, Mbl Bbl-
rAAUM NPOCTO Kapankamu. MmraHTckue, becnpe-
PLIBHO pacLUMpPSOLWMECs POCMNCK NMOTOKOB U CTEH
CVIKCTUHCKOW Kanesibl, MOHYMeHTa/lbHble Mpamop-
Hble CTaTyW, NopaxatoLime Hale BOODOpaxkeHwue,
ABASAOTCA NPUMepPaMu TUTaHU3Ma, BENUUNS BIO-
eHHoro Tpyaa. Ho cpesu ero Heo6BATHOTO Hace-
AMs 10 Hac ZOLW/IM B TOM UMCAE XPYNKKe, MasieHbKue
KBaZpaTUKN CTapUHHOW Bymaru, KOoTopble ABASAOTCS
JparoLeHHbIMUN CBUAETENbCTBAMM CAMOM CYLLHOCTU
BE/NMKMX OTKPOBEHWI MacTepa.
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Bce sen0 B TOM, UTO MpeACTaB/IeHHbIE Ha BbIC-
TaBKe PUCYHKM caMu Nno cebe He co3AaBainch Kak
OTZe/NbHbIE NMPOW3BEAEHNA NCKYCCTBA. BAAACH Nep-
BbIM aKTOM POXAeHMUs ByayLiero nponsBeseHus,
OHU JOMKHbI BbIIV OTMACTb, OTNETETb Kak HeYTO
HEHY>KHO€, MPOMEXYTOUYHOE, MPUKNAZAHOE, COMNyT-
CTBYytOLLEE, KaK HEKOTOPbIV BTOPUUHBINA MaTepuan
TBOPYECTBA, KOTOPbIN CBOEN KaXyLLLeNCsa NerkoCTbo
npeAnonaraet poXAeHNe orpaHeHHbIX BPUAINAHTOB
ByAyLMX Npon3BeaeHuiA. Ho ans XyAoXXHMUKa 3Tn
KJ04YKM ByMarn 4yacto CTaHOBATCA MUCTUYECKMMU
amyneTaMu, NOTOMY YTO 34eCb B C/1y4aliHOW Henpes-
CKa3zyemon GpopmMe NMPOUCXOANT MepPBbIV PazroBop
¢ 6yayL MM TBOPEHMEM, U OH, KakK 3aBOPOXEHHbIN,
BrNsAblBasiCb B TaKOW KJNOYOK Bymaru, npesuys-
CTBYeT MEPBY BCTPEUY C COBCTBEHHbIM, eLle He
POXAEHHbBIM MPOU3BeAEeHNEM, BUAUT 0A400peHne B
rnasax bora, koTopbIi 61arocnoBMA €ro NCKYcCTBO.
MMEHHO MO3TOMY MajieHbKUM PUCYHKaM BEJVKOrO
MacTepa 3HaTOKW OTBOAAT OCODYIO poNb AN TEX, KTO
MOHVMMAET, KOHEYHO. [1OTOM Mbl BCTPETUM OFPOMHbIE
bpeckn 1 TMTaHUYeckme n3obpaxxeHus, mopaxato-
Wwme BoobpaxkeHme. Ho 3TOT nepBbIil 3BYK, NEPBbI
3HaK B CBOEW UMCTOTE U KOHLEHTPUPOBAHHOCTM
COZAEP>KUT HeUTO ropaszo 6osbluee. BoT nouemy
My3er AnbbepTunHa - LeHTp eBPOMNenckomn n Mmu-
poBOW rpadukm - ABAAETCA HEOObIYUHLIM My3€eeM.
MHOro npeKkpacHbIX U TPaHAMO3HbIX My3€€eB, HO
0COBEHHOCTb U MHAUBUAYaNbHOCTb KOMNEKLMN Anb-
6EepPTUHBI - B YHNKANbHOCTM COBpaHMs MUPOBOM Xy-
[O>XKECTBEHHOW Ky/bTypbl, KOTOPOMY HET aHaJloroB.

WckyccTBo eBponelickoi rpadukn, 6e3ycnoBHo,
6epeT CBOW UCTOKM B @aHTMUYHOW Bazonucu. MIMeHHO
3/1eCb COCTOSAINCH OCHOBHbIE NMPOPECCUOHaNbHbIE
TEXHONIOrMYeckme OTKPbITUSA, COCTaBAAIOLLME Cre-
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Ill. 3. Leonardo da Vinci. Half-Length Figure of an Apostle. 1493—
1495. Pen and brown ink on blue paper. Traces of a silver stick.
14.6x7 1.3
umMduKy rpadpmkm Kak BMAa MCKYyCCTBa: CHavana
MOHOXPOMHOCTb Kak OCHOBHOW MPUHLNM, 3aTeM
JIHEVHbI PUCYHOK U, HaKOHeLl, BKAKOYeHne [0-
MOJIHUTEIbHOTO TOHA M BMKa Kak 3aBepLuatoLmii
npvem, OCyLLeCTBAAIOLLNI OXMBAeHWe. Basonucb
6bina dyHAaameHTOM byayuieit xunsonucn. O60-
raliascb L,BETOM, CBETOTEHbIO, XXMBOMUCH pacLBena
1 CTasa 3aBOEBbIBaTb MJNFO30PHOE NPOCTPAHCTBO Ha
[BYXMEPHOU NJIOCKOCTU. UAFO3UA - BOT UTO LEHM-
Nocb 6obLUe BCEro B Pa3BUTOM aHTUUYHOM XXMBOMUCH.
Myxu cagnancb Ha BUHOTPag,; 3aHaBeCKy, HaKNHYTYHO
Ha KapTuHY, Henb3s Hb110 CHATb. U BCe e B OCHOBe
3TUX JOCTUXEHUI NeXKanu TeXHONOrnmyeckme Cum-
BOJIbI: ABa-TPW TOHA, IMHWA, NajaroLas TeHb 1 6aukK.
He xaoc 1 He KOnNnpoBaHwe, a XecTkas ANCUUMANHA,
B KOTOPOW COYEeTaHMe BbllleyKa3aHHbIX 3/1eMEHTOB
CO3/,aBas0 HeOTPa3nMOoe OLLyLLLeHNe MPOCTPaHCTBa.
PeHeccaHCHbIN pUCYHOK Npogokan rpaduyeckyro
TPaANLMIO aHTUYHOCTU. Ero nsantobaeHHbIMKY Npu-
emMamu 6blan TOHMpPOBaHHas bymara, InHuA, aBe-
TPW TOHaNbHble rpagauum 1 npobena, cogatowme
WAIFO3UIO MPOCTPAHCTBEHHOM BbINMYKAOCTU. PUCYHKM
TUTaHOB Bo3poxaeHns - MukenaHaXeno n MactepoB
€ro Kpyra - NoCTpoeHbl Mo 3TOMY NpuHLUMny. B oc-
HOBE OHWM MOHOXPOMHbI. LIBeTHOCTb co3aaeTca rpa-
Jauven camoro Matepuana: cenus, OUCTp, yroibHbIN
KapaHaaLl, cepebpsiHble NaaouKu, 3aMBKN CUEHON

NN ym6poi.

SpdekTbl 06bEMOB B MPOCTPaAHCTBE CTaBUINCH
BE/IVKMMW MacTepaMu PUCyHKa UMEHHO B Mpezenax
€ro COCTaBAAOLLMX CUMBONNYECKUX KOMMOHEHTOB
N rpadunyecknx NpMemMoB, co3garowmnx obbem Mo-
HOXPOMHBIM cnocobom. PucyHkr 3Toro nepuoja
BbINOJIHEHbI B OCHOBHOM B JiBYX TEXHMKaX: Mepo,
LiBETHbIE YEPHWIA 1 Pa3finyHble BUAbLI MATKMX MaTe-
pvanos. Vimenncb obpasLbl 60nee CNOXHON TEXHWKY,
KOria B PUCYHKe y4aCTBOBaAW 31€MEHTbI 3a/MBKMU
KUCTbHO.

Ha BbicTaBke B AnbbepTrHE Mbl BUAUM PUCYHKM.
MwukenaHa>Keno, BbINOAHEHHbIE NEPOM U MATKOM
CaHrmHoM. LLlegeBpom 3KCcno3nLmm aBAsSieTCs NoAro-
TOBUTE/IbHBIA PUCYHOK K N306paxkeHNto 06HaXeH-
HOro toHoWww Ana notonka CUKCTUHCKOW Kanesbl.
Tema NOArOTOBUTENBHOTO PUCYHKa, M306pakaroLLe-
ro obHaxeHHOe Teno, ABASETCA 0COBbIM XaHPOM
BEJIMKNX MacTepOB UTa/bHCKOrO BO3POXKAEHMS.
MuKkenaHaXKeno, KOTOPbIA CyMeN MPOHUKHYTbL Bray6b
aHaTOMMUECKOro MOCTPOEHUS, KOTOPbIV pacKkpbi
KOHCTPYKLMIO M BUTaNbHYIO CUTY OpraHuku Tena,
B3aMMOJENCTBUSA MYCKYN0B, Obl/l, KOHEYHO, MHOTO
BblLLE CBOWX COBPEMEHHWKOB. [ly6oKoe NoHVMaHWe
MexaHVKW1 B3aUMOAECTBMS BHYTPEHHErO YCTPOCTBa
YesI0OBEYECKOro Tesla NpeBpalLLlasio ero pUCyHKU ¢
HaTypbl B HEKOTOPbIE KAHOHWNUECKME CMMBOJIbI YeNo-
BeKa B ero NPOCTPaHCTBEHHOM BbipaXeHun. Ho aToT
pUCyHOK 0baasaeT HEKMM 0COBbIM XYAOXKECTBEHHbIM
JOCTOVHCTBOM, O KOTOPOM HEOBX0AMMO ckazaTb. Ero
OT/IMYaeT HeObbIKHOBEHHOE OLLyLLIeHNE MPOCTPaHCTBa,
OH YHVKaeH UMEHHO B TaKOM KauyeCTBE, OH CO3jaeT
Takoe OLLyLLeHMe NMPOCTPaHCTBa, NOC/e KOTOPOTo
BCe XXMBOMMWCHOE TBOPYECTBO MacTepa KaxeTcs Npo-
CTO annaunkaumen. PUCYyHOK feMOHCTpUpPYeT HaM
NMPOCTPaHCTBEHHOE AbIXxaHWe No3aHero 6apokko,
KOTOpOe elLie TOJbKO OXMAAETCS B EBPOMENCKOM UC-
KyccTBe. [103TOMY 1 3KCMOHUPYEMbIE PSAOM PUCYHKM
Padaans cMOTpATCA MPOCTO YepTeXxaMu Ha KIaCCHOM
f0cKe, TonorpaduyeckMMm Kaptamu, NLLEHHbIMU
BO/ILLEBCTBA, HOXECTBEHHOIO BO34YyXa, OMbIBAOLLETO
3TOT MUIP.

BbITb MOXET TO/IbKO ManeHbKNA pUCyHOK JleoHap-
20 fa BuHum Ha ronybom doHe, C ero yHrKanbHOM
TEXHUKOM CPYMaTO MOXKET NMPUBAMKATLCA K LUeJEBPY
MukenaHaXeno. STOT PUCYHOK YHUKaANEH W 414 Ca-
Moro MukenaHaxeno. Tonbko 34eCb OH AOCTUraeT
TOV NPOCTPAHCTBEHHOW MOLLM, KOTOPYHO B ByayLiem
byayT pa3pabatbiBaTb BENNKME BEHeLMaHLbl 1 Pem-
6paHAT. V160 38€ech Aen0 He B ClyYaliHO CHaCTANBOM
TOYHOCTW PUCYHKA, @ COBEPLUEHHO B MHOM YyBCTBE
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Ill. 4. Rafael Santi. Sketch of the head of an Apostle for the fresco
"Transformation". 1519-1520 Paper, charcoal drawing with lead
pencil. 24x18.2 cm

3CTETUKM NPOCTPAHCTBA Ha ABYXMEPHOW NAOCKOCTH,
KOTOpOe OTKPbIBAeT ABEPW B HOBYHO 3MOXY.
PucyHok Kak TakoBOW f0 MacTepoB Beicokoro
BospoxkaeHuns He Bcerga BblIAENANCA B CAMOCTOATENb-
HbIV BUZ XYAOXeCTBEHHOro TBOpYecTBa. VIMeHHO
3/leCb PUCYHOK BrepBble MeHAeT GYHKLNIO. ITO He
WANKOCTPALIVA, KaK B CPEAHEBEKOBbLIX MUHNATIOPaX, He
rpaduryeckmne AMCTbl HAPOAHbIX KAPTUHOK. ITO eLe U
He caMOCToATe/IbHOE NPOU3BEAEHNE NCKYCCTBA, KOTO-
poe 06CNy>KMBAET MNTYPrUYECKYHO UAW NMPUKAAAHYH
dYHKUMIO KaK yKpalleHne. Bo3HunKaeT pucyHOK Kak
HekoTopas nabopaTopHas YacTb NOATOTOBUTENEHOTO
TBOPYECKOro MpoLLecca, T.e. B 3TOM KayecTBe pucy-
HOK TepsfeT CBOK CaMOCTOATENIbHOCTb, ABAAETCA
Kak 6bl MOArOTOBUTENBLHOWN CTaaneln yero-to bosee
3Ha4YMMOro, XoTa OAHOBPEMEHHO CTaHOBUTCA ero
ocoboi, Hanbosee BaxXHON Marnyeckom YacTbHo.
«Bce ncKyccTBa MMeLOT CBOM CTEPXKEHb B pU-
CyHKe», - rosopua JleoHapao ga BuHuu. B snoxy

Bo3poxxaeHuns 1 BO3HMKaeT HOBOE MOHMMaHKe ero
bYHKLMN B TBOPYECKOM MPoLLecce, C O4HOM CTOPOHbI
- MOArOTOBUTE/ILHOW, C APYroW - BCEONPeAenstoLe.
TBOpPYECKUA NPOLLECC PaCLLENUACS HAa CBOW COCTaB-
Hble 3/1IeMeHTbI, 1, HakoHeL, 6blN0 HalAeHO AP0
TBOPYECKOro npolecca - UM cTas PUCYHOK. ITO
NPOW30LLIO BMepBble B MCTOPUU NCKycCTBa. B aH-
TUYHOCTU YMEN XOPOLLO PUCOBATb, HO HUKOTAa He
BbIAENSAN PUCYHOK KaK HEUTO CaMOCTOATENbHOE,
a CO3HaHWe CaMOCTOATENBHOCTU MPULLIO B 3MOXY
BospoxaeHus.

/1 BOT nepes HaMu MNOArOTOBUTE/IbHbIE PUCYHKM
BENNKOro MuKenaHAXeno 1 MacTepoB ero BPEMEH!,
KOTOPbIM NpeHa3Ha4anocb OCTaTbCs B MacTEPCKOW.
3T0 6blA BCMOMOTaTe IbHbIV apXUB XYA0XHMKA, HO
B TO XX€ BPeMS PUCYHKN OCO3HaBaMNCb Kak Heob-
XOAMMas TBOpYECKas COCTaBAANOLWAs NpoLecca co3-
JaHVA Npou3BeAeHNs NCKYCCTBA U CTAHOBUINCH
npeAMETOM KONNEKLIMOHUPOBAHWS, MO BCEN BEPO-
ATHOCTW, NPEXAe BCEro B Cpese 3HaTOKOB U CaMuX
XYyAOXHMKOB. Mbl 3Haem o konanekuumsax Murtepa lMa-
yns Py6eHca, [xopaxo Baszapu, MapkaHToHuo Paii-
MOHAW, beHBeHyTO YennnHn. CnabHble Mupa cero un
6oraTble 3aKa3unky cobrpanm NPou3BeLEeHUs Xn-
BOMUCK N CKYNbNTYPbl, FOBENVPHbIE YKpaLLEeHMS.
XYAOXKHUKM 1 UHTEeNNEeKTyabHas 3anTa cobupanu
NMOYepKyLLKN N NOATOTOBUTEIbHbIE PUCYHKW, BUAS
B HMX BbICOKYH XYAOXECTBEHHYH) LIeHHOCTb.

BbictaBka «MukenaHgkeno v ero spema» B AJlb-
6epPTUHE AEMOHCTPUPYET HaM 3T cokpoBuLla. Jla-
bopaTopHble PaboTbl BENMKUX MacTeEpPOB ABASHOT
3PUTENIHO X TBOPYECKME MOUCKM, MX BHYTPEHHWIA MUP,
3aKPbITbIV ANA HEMOCBALWEHHbIX, UX FaMOyprckuii
cyeT Apyr K apyry. NogobHble «pUCyHOUKU» C Ha-
rNAAHOW N AOCTOBEPHOW CUNOIA COOBLLAOT HaM, KTO
€CTb KTO, M ecin Bbl OT Hacneams MukenaHaxeno
HMYEro He 0CTaaoCh, @ TOJIbKO MaJIEHbKNN HabPOCOK
06HaXXeHHOro HOLWM 13 Koanekuum PybeHca, To n
TOrza 6b110 6bl ACHO, KTO U3 HUX CaMblli BEIKUIA, Ca-
MBI MOTYYMI, OTMEYEHHbIN BOXECTBEHHbLIM 3HAKOM
XYZOXHUK. ITO 6611 6bI MUkenaHaxeno byoHappotu
- reHuanbHbIN cTpaganel, u3 daopeHuUN.
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MATTHEW LOCKE.”MUSIC FOR HIS MAJESTY'S
SACKBUTS AND CORNETTS” (1661)

Summary: The purpose of the article is to intro-
duce information about the composition “Music for
His Majesty’s Sackbuts and Cornetts” by Matthew
Locke, the court composer of the Restoration era,
into the scientific use of Russian musicology. The
article describes the manuscripts that became the
basis for modern editions of the “Music” and high-
lights the details of the modern practice of per-
forming this composition. The author notes that the
order of the pieces in the manuscript is by no means
a dogma; according to the internal laws of organi-
sation and the objectives of the suite as a genre, it
can change, be arranged in different versions, form
its own short suites inside and be used in this form
in concert practice. In connection with the compo-
sition of the "Music" for the occasion, the author
presents an overview of the king's procession on
the eve of the coronation of 1661, called Entertain-
ment. A certain exclusivity of the event, in which a
large number of performers took part, is empha-
sised; also, a wide variety of music, composed by
Matthew Locke, played an important role. The ar-
ticle suggests the place of Locke's "Music" in the
overall musical score of the event. Conclusions are
drawn about Locke's composition as a typical exam-
ple of the music of royal celebrations. In this regard,
the author identifies the key characteristics of the
music of royal holidays, such as: the suite principle
of organisation, the simplicity of the musical form
(mostly binary), the dance genre basis, the ensem-
ble nature of the performance within the framework
of a group that is predominantly homogeneous in
terms of instruments (for example, wind or string). A
brief summary of the results of Locke's music anal-

ysis confirms the idea of the individual stylistics of
the work, which makes it possible to identify the
English court composer’s personal style.

Keywords: Matthew Locke, sackbut, cornett, mu-
sic of royal holidays, English Baroque, Restoration.

"Music for His Majesty's Sackbuts and Cornetts"
was written by Matthew Locke specifically for the
festive procession of King Charles Il, becoming part
of the Entertainment, a large-scale and magnificent
event held on the eve of the Coronation Day on April
22, 1661. The score was discovered in a set of five
manuscripts bound together in an expensive calf-
skin cover with the Stuart royal arms’ embossed
in gold. The famous British musicologist Thurston
Dart suggested that the book, even if it was not in-
tended for Charles Il himself, was, of course, held
by musicians from the Royal Wind Music. This hy-
pothesis was confirmed by the presence of sepa-
rate parts for each piece. The absence of a tenor
part suggested the presence of six books in the
past [3, p. 71]. The complete set of manuscripts in-
cluded works for wind instruments by a variety of
composers: Luca Marenzio, Orlando di Lasso, Fe-
lice Anerio, Francesco Rovigo, Orazio Vecchi, Gio-
vanni Croce, Matthew Locke, Coleman and others
- a total of 72 works.

It is assumed that Locke's scores were added to
the manuscript much later than those appearing on
the first pages, namely in 1660-1661. It is character-
istic that his music appears on the other side of the
manuscript, moreover, it is inverted, and it is rep-
resented by four Allemande (the first is designated

1. Itis currently kept in the Fitzwilliam Museum, Cambridge,
under the number Music MSS 24. E. 13-17.
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Ayre), two Courante and a Sarabande. There were
no tenor parts in these works either.

There is no doubt that Locke's dance pieces we-
re “Music for His Majesty’s Sackbuts and Cornetts”
since Ayre and the opening bars of the Courante
are found in a 17th-century British Museum manu-
script? under the same title and with an indication of
the composer. Despite the clarity of the purpose of
the music presented in the above-mentioned manu-
script, it is also incomplete, and, in addition, it differs
greatly in musical material. Following the Ayre and
the first seven bars of the Courante, there are sev-
eral blank pages, then - Canon, Pavane-Allemande,
Canon and Sarabande.

Two modern editions of “Music for His Majesty's
Sackbuts and Cornetts” were the result of significant
differences in the above-mentioned manuscripts.
It is the edition of Anthony Baines?, who took the
Cambridge manuscript as a basis, and the edition of
Robert King, which includes the Pavane-Allemande
pair. Baines used the second manuscript to complete
Ayre, and Robert King added the missing parts of
the Courante. The Canons were not included in the
music of the Procession, as indicated in the man-
uscript itself. Based on these editions, many music
publications were subsequently published. How-
ever, Baines's edition still retains primacy since the
Pavane-Allemande is always performed separately,
although it bears the same name - "Music for His
Majesty's Sackbuts and Cornetts”.

Locke's “Music” in the modern concert version
appears in different combinations of its components.
One can find a version of six pieces (Allemande -
Sarabande - Allemande - Courante - Ayre - Cou-
rante)*; versions of two suites are performed (Suite
I'in D, Suite Il in F), which begin either in D minor or
in F major but the names of the dances are identical
(Allemande - Courante - Allemande - Sarabande);
and there are others. Such “arbitrariness” on the
part of the performers seems completely justified.
Demonstrating only the main formal features of the
Baroque suite form (namely: multi-part nature, the
presence of an unregulated number of internally
completed pieces of a dance nature, almost abso-
lute tonal unity, the presence of mandatory piec-

2. ltiskeptin the British Museum under the number B.M. Add.
MS 17801, ff 62-64v.

3. Mathew Locke. “Music for His Majesty's Suckbuts and Cor-
netts (1661)". Transcribed for woodwind or brass ensemble
by Anthony Baines. Score. Published on January 1, 1951, by
Oxford University Press. Unknown Binding. 8 pages.

4.  Performed by The Philip Jones Brass Ensemble (1974).
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es from the point of view of traditional modern
musicology - allemande, courante, sarabande), the
“Music” by Matthew Locke preserves the freedom
of combinatorics due to the performing tradition
of the 17th century, when "the formal integrity of
a baroque suite does not entail the need for its en-
tire performance - from the beginning to the end
(which is typical for modern concert practice), just
as a box of assorted chocolates does not require
that all the pieces are eaten in one sitting" [1, p. 17].

Intrigue is added with the fact that the exact pla-
ce of the "Music” performance in the script of the
Royal Entertainment of 1661 is unknown since the
complete score for the King's Procession from the
Tower to Whitehall has not survived. The presence
of music and its most important role in the cele-
bration is indicated by a large number of remarks
by the creator of the script. Fanfares of trumpets
and drumming gave way to marches and entertain-
ing ensemble music. Theatrical performances were
replete with songs. The script is full of indications
of the number and types of accompanying instru-
ments which were marked in the text at each stage
of the column's advance.

According to eyewitnesses, the celebration was
magnificent and amazing. “..Wine streamed from the
fountains,” writes Stephen Coote, “soldiers, adorned
with red, white and black feathers, marched along
the fenced railings and newly paved streets... The
Golden Age had arrived again, and the triumphal
arch through which the procession followed seemed
to symbolise the glorious future of the country..."
[2, p. 233].

In his description of the royal procession, Stephen
Coote mentions only one triumphal arch; howev-
er, according to the script, there were four of them.
Near each of them, there was a stop in the proces-
sion for rest and entertainment. On a mandatory
basis, all performances along the king's route were
accompanied by music. It is known that Matthew
Locke composed most of the music for the mag-
nificent procession. It is indicated by the compil-
er of the script for the celebration, John Ogilby [5].

Since it is still unknown at what point "Music
for the Sackbuts” was performed in the procession,
various kinds of assumptions, based on an analysis
of the number of participating musicians and the
availability of certain instruments, continue to ap-
pear. A study of the stage directions in the script
suggests that two hundred instrumentalists were to
take part in the event. However, by the time Charles

[l returned to England, the number of musicians in
London was extremely limited. The shortage of pro-
fessional performers was a consequence of well-
known historical events in England in the period from
1649 to 1660. Cromwell's protectorate became de-
structive for the musical art of England - the court
musicians of Charles | fled the country, and those
who remained survived giving rare private lessons
in London or changed their field of activity. Thea-
tres were closed by law, so orchestra members were
left without work; organs were indiscriminately de-
stroyed in churches and cathedrals, and sacred mu-
sic had to be forgotten for a long time.

With the return of Charles Il, everything began
to go back to the way it had been. However, the
consequences of the destruction could not but af-
fect the musical life of London, which began to be
actively revived with the beginning of the Resto-
ration. However, let us not forget that only a year
passed from the return of Charles Il to his corona

tion, a period too short for the full restoration of
the institution of court musicians.

Nevertheless, the monarch, who passionately
loved entertainment, as well as the music of cele-
brations, opened theatres, revived the Royal Chap-
el, and organised the string ensemble, 24 Violins of
the King, and the Royal Wind Music at the court. It
is these musicians who were the main participants
in the Entertainment of 1661, for which Locke com-
posed his music. Along with them, the city Waits
took part in the procession; since mediaeval times,
they had served the needs of the city - at different
times they woke up the townspeople in the morn-
ing, played at ceremonies, weddings and festive ban-
quets, participated in meetings of important people,
etc. The city supported the Waits - paid for their red
liveries and chains with a coat of arms, gave them
salaries and financed the repair of their instruments.
The latter were represented primarily by wind in-
struments - shawms, sackbuts, trumpets, etc.

TR
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Ill. 1. Denis van Alsloot, Procession en ['honneur de Notre-Dame du Sablon a Bruxelles le 31 mai, 1615 (1616). Museo Prado,
MadridThe canvas depicts musicians playing the sackbut (far right), cornett (fourth from right) and shawms from the 17 century..
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From the point of view of musicologist Eric Half-
penny, there were not as many representatives from
the city musicians in the royal procession as it might
seem at first glance. In his research, he provides a
table that clearly shows the number of musicians
along the route and near the arches (see this in detail
[4, p. 37]). It is clear that the same musicians could
not play without interruption throughout the en-
tire multi-hour procession. In this case, two versions
of what was happening appear - either there were
many groups of musicians, and each of them was
waiting for the king to appear near the next arch,
or groups of musicians alternated and moved from
arch to arch. The second version seems more suit-
able due to the objective lack of a sufficient num-
ber of professional performers.

All the arches were thematic and designed in
accordance with the concept of the solemn event:
"Poets, painters, architects, historians, and preach-
ers presented the enlightened public with heroic
images designed to glorify the return of the Stu-
arts to the throne. The king, accepting the scep-
tre in the thirty-first year of his birth, was likened
to Christ entering the temple. This is the new Da-
vid, the new Solomon. His ascension to the throne
means the rebirth of Eden after the horrors of the
civil war" [2, p. 233].

The first arch was called Rebellion and Monarchy;
the second one was dedicated to the navy (Naval
Arch); the third arch depicted the Temple of Con-
cord; The Garden of Plenty was under the fourth.
Despite the absence of the actual musical score of
the procession, Ogilby's stage directions suggest
the performance of "Music for Sackbuts and Cor-
netts" in the middle arches. In addition, trumpets
and kettledrums were not suitable for the extensive
theatrical performances staged near the Naval Arch,
although they partially participated in them. Here,
according to the script, songs were sung, most like-
ly accompanied by winds and strings.

The nature of Locke's music suggests the possi-
bility of its use as an accompaniment to songs. In-
deed, a two-part form, almost square periods... A
poetic stanza could easily fit into such a structure.
However, Ayre, opening the suite, has theatrical fea-
tures and is more reminiscent of an introduction
to a stage performance. Allemande No. 3, as edit-
ed by Baines, disrupts the even metre with inserted
passages. Allemande No. 5 has obvious elements
of imitative development. In general, the nature of
the musical material reveals an instrumental origin
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rather than a vocal one. On the other hand, the pol-
yphonic writing style prevails in the texture organi-
sation. This discrepancy between the melody of the
“Music” and the vocal practice of the era was very
cleverly tried to be explained by Eric Halfpenny, who
wrote the following: “If the seamen’s songs were
originally associated with this material, it was sub-
sequently adapted to its present medium because
the composer and players liked it. With these few
random speculations the matter must be left for
future scholars to ponder; for somewhere among
Locke’s extant works may lie the missing music to
the £11,000 spectacle by which the City affirmed its
loyalty to King Charles II" [4, p. 44].

The unresolved question about the place of the
“Music” performance in the royal procession does
not in the least prevent us from saying that Locke's
pieces represent a vivid culmination of a certain sta-
ge in the wind music development in England in the
17th century. This vividness and distinctiveness was
ensured, first of all, by the expressiveness of melodic
motifs, transparency of texture and relief harmon-
ic moves in the context of a fading but still clear-
ly expressed modality. The harmony is replete with
unexpected deviations into parallel major and sub-
dominant keys. The rapid modulation to the dom-
inant at the end of the period (see Allemande No.
3, modulation from F to C) is perceived as a com-
parison. In the same Allemande, the appearance of
the VIl low degree in major is an interesting fea-
ture. The same modal colouring is also observed in
Courante No. 4, where it is more pronounced due
to the presence of triads of the VIl low degree, in-
volved in a sequence with a minor triad of the Il de-
gree, in the main key of F major. The flickering of
the major and minor subdominants in Allemande
No. 5 allows the composer to freely modulate into
the key of the major VIl degree. Such modulations
of major and minor at the level of second connec-
tions are an absolute decoration of Locke’s music
and, together with the melodic relief, form a rather
individual style, which makes it possible to identify
the personal style of a worthy composer of the by-
gone era of sackbuts and cornetts.

To summarise, let us say that the analysis of Loc-
ke's music for the Royal Wind Music as well as the
cultural and historical context of its existence al-
lows us to draw conclusions about the nature of the
music of royal holidays and celebrations in London
during the early Restoration era. The suite principle
of organisation, the simplicity of the musical form

(mostly binary), the dance genre basis, the ensem-
ble nature of the performance within the framework
of a group that is predominantly homogeneous in
terms of instruments (for example, wind or string)
are its qualitative characteristics. However, great
composer work and experiments in the field of mel-
ody, harmony and texture, where the most talented

musicians created works of extraordinary subtlety
and grace, to which the “Music” by court compos-
er Matthew Locke can rightfully be attributed, were
hidden behind the external simplicity and unpre-
tentiousness of the musical design required for in-
dividual parts of the holidays.
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M3TbHO JIOKK. «MY3bIKA A1 CAKBYTOB I
KOPHETOB EFO BEJIMYECTBA» (1661)

AHHomayus: Llensto ctaTbu aBAAETCA BBEAEHME
B Hay4YHbI 0BMXOZ POCCUMCKOro My3blKO3HaHUsA
CBeZeHMIN O COUMHEHUN NPUABOPHOrO KOMMNO3MTOPA
anoxu PectaBpauunn MaTbto JlIokka — «My3bika ans
cakbytoB n KkopHeToB Ero Bennuecrsa». B cTaTbe
NPVIBOAUTCS OMNMCaHWe PyKoMmWCen, CTaBLUMX OCHOBOW
[N COBPEMEHHbIX pefakumii «My3blkun», OCBeLLaoT-
CA AeTann COBPEMEHHOM MPaKTUKN NCNONHEHUSA 3TO-
ro npovseefeHnsa. ABTOp OTMeYaeT, 4To NopaaoK
PacrnoioXXeHWs MbeC B MaHYyCKPUMTE OTHIOAb He fB-
nAeTcs AOrMOW, a, COrNacHO BHYTPEHHUM 3aKOHaM
OopraHuMsauunm 1 3ajadam CFOUTbI KaK XaHpa, MOXeT
MEHATbLCSA, BbICTPaNBaTbCA B Pa3/IMYHbIX BapuaHTax,
dopMmpoBaTh BHYTPM COBCTBEHHbIE KOPOTKME CHOU-
Tbl U B TAKOM BUWAE UCMO/b30BaTbCA B KOHLLEPTHOW
npakTtuke. B cBA3M ¢ counHeHrnem «My3biku» No cay-
Yyato aBTOp NpejcTaBaseT 0630p LWeCTBNA KOPO-
19 B KaHYH KopoHauuun 1661 roga, nonyumsLiero
Ha3BaHWe Entertainment. MNoguépknBaeTtca Hekas
NCKNHOUNTENBHOCTL COBbITHS, B KOTOPOM y4YacTBOBa-
No 60/bLIOE KOMYECTBO UCMONHNTENEeN, a Takxke
BaXKHYO POJib Urpana camas pasHoobpasHas My3blka,
TaKKe cozaaHHas MaTbto Jlokkom. B ctaTbe nsnararotcs
nNpeAnoaoXeHna No noBoay Mmecta «My3bikn» Jlokka
B 06LLEeN My3blKaJIbHOM NapTUType meponpuatus. B
3aKNHOUEHMM feNatoTCs BbIBOAbI O COUMHeHMM JTokKa
KaK XapaKTepHOM Mpumepe My3blkv KOPOJEBCKNX TOP-
XecTB. B cBA3M € 3TMM aBTOpP OonpesenseT KatoyeBble
XapakTepUCTUKMN MY3bIKN KOPOIEBCKMX MPa3fHNKOB,
Kak TO: CFOUTHbIM NPUHLMM OpraH13auumn, npocToTa
My3blKaabHON GOpPMbI (NperMyLLecTBEHHO BuHap-
HOW), TaHLIeBa/IbHas XaHpPOoBas OCHOBa, aHCaMb.1eBbIl
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XapakTep WUCMOJHEHWA B paMKax MPerMyLLLeCTBEHHO
OZAHOPOAHOrO MO COCTaBy MHCTPYMEHTOB KOIIEKTU-
Ba (Hanpumep, 4yXOBOro Uam CTpyHHoro). KpaTkoe
N3/710XKEHWe pe3yNbTaTOB aHaaM3a My3biku JIOokka
NoATBEPXKAAET MbIC/Ib 06 MHANBUAYANbHOW CTUANC-
TUKE NPOU3BEAEHWSA, YTO MO3BOAET NAEHTUPULINPO-
BaTb aBTOPCKNM MNOYEPK aHTANACKOrO NPUABOPHOTO
Komnosutopa.

Knroyesole cnosa: MaTbto JIOKK, cakbyT, KOpHeT,
My3blKa KOPOJEBCKMX MPa3AHMKOB, aHrannckoe ba-
pokko, PectaBpauus.

«My3bika ana cakbytoB 1 KopHeToB Ero Besu-
yecTBa» Oblna HanmcaHa MaTbo JIOKKOM crneLmanbHO
ANA Npa3fHUYHOro wectsma kopons Kapna ll, ctas
YacTbO MacWTabHOro 1 NbIWHOro Meponpuatus En-
tertainment, yCTpOEHHOr0O B KaHYH AHS KOPOHaL MK
22 anpens 1661 roga. MapTnTypa Oblna 06HapyXeHa
B KOMTIJIEKTE 13 MATU PYKOMWCEN, NepeneTéHHbIX
BMeCTe B OPOryto 0B6N0XKY U3 TeNSYbEN KOXN C
BbITECHEHHbIMW Ha HEW 3010TbIMU KOPOJIEBCKUMMU
repbamu CrroapTtoB'. N3BECTHbIN BpUTAHCKUIA MY-
3bikoBeg, TEépcToH [lapT BbiCcKasan NpeanoNoXeHue,
YTO KHUTa, eC/IN 1 He NpejHa3Havanacs camomy Kap-
ny ll, T0, 6e3ycnoBHO, NObbIBaNA B pyKax My3blKaHTOB
N3 KOPOJIEBCKOTO AyXOBOro opkectpa. NogobHas
rmnoTesa NoATBep>XKAanacb HaMUMEM OTAENbHbIX
napTui Ana Kaxzaou nbecbl. OTCyTCTBUE TEHOPOBOW
napT1Um JoMyckano Haan4vme B MPOLLIOM 6 KHUT [3, C.
71]. TloNHbBIN KOMMAEKT PYKOMUCERN BKAKOYAN COYM-
HEeHMA ANA AyXOBbIX MHCTPYMEHTOB CaMbIX Pa3HbIX

1. B Hactoswee Bpems xpaHuTcs B Mysee ®uuyunnbama B Kem-
6pugxe nog Homepom Music MSS 24. E. 13-17.

komno3ntopos: Jlykn MapeHumo, Opnango am Jlac-
co, ®ennve AHepwmo, PpaHcmcko Posuro, Nopaumo
Bekky, [>xoBaHHu Kpoue, MaTbto Jlokka, KoysimaHa
W ApYyrux — Bcero 72 npounsBeaeHuns.

Mpeanonaraetcs, 4To NapTUTYpbl JTokka Hbian
BHECEHbI B PyKOMWCb 3HAYNTE/IbHO MO3Xe TeX, YTO
NOMELLAOTCA Ha MEePBbIX CTPAaHMULAX, @ UMEHHO B
1660-1661 rr. XapakTepHo, YTO ero My3blka MosB-
NAETCA C APYron CTOPOHbI MaHYCKPUMTa, NPUYEM B
nepeBEPHYTOM BUAE, U NpeacTaBieHa YeTbipbMa
AnnemaHgzamu (nepsas obo3HaueHa kak Ayre), AByMs
KypaHtamn n CapabaHgoli. TeHopoBble NapTun B
3TUX NPOU3BEAEHMAX TOXKE OTCYTCTBOBAJIM.

To, uTo TaHUeBasbHble Mbeckl JIokka ABAAAN CO-
601 MMeHHO «My3bIKy A8 cakbyTOB 1 KOPHETOB
Ero BennuyectBa» COMHEHWUIN He BbI3bIBaET, Tak Kak
Ayre n HadanbHble TakTbl KypaHTbl BCTpeyatoTcs B
pykonucu bputaHckoro my3es XVl Beka? nog tem
>Ke Ha3BaHMEM W C yKa3aHMEM Ha KOMMNO3nTopa.
HecmoTps Ha ACHOCTb NpeAHa3Ha4YeHns My3biKH,
npeacTaBAeHHON B BbILLEYNOMSHYTOW PYKOMUCK, OHa
TOXe ABNAETCA HEMOJHOW, a, KPOMe TOro, CUIbHO
OT/InYaeTcsa No My3blkaJbHOMY MaTepuany. Bcieg
3a Ayre n nepBbix ceMu TakToB KypaHTbl cneayet
HEeCKObKO NyCTbIX CTpaHuu, 3atem KaHoH, MaBaHa-
Annemanga, KaHoH 1 CapabaHrga.

Pe3ynbTaToM CyLLEeCTBEHHbIX pa3/INUnNiA BblLle-
YMOMSHYTbIX PYKOMUCEN CTaiu fBe COBPEMEHHbIE
pegakunm «My3sbikn ans cakbytoB 1 kopHeToB Ero
Bennuectea» — 310 pepakumm IHTOHM beiHca® , ko-
TOPbIN B35 38 OCHOBY KEMOPUAKCKYH PYKOMUCh, U
pepakumsa PobepTa KuHra, koTopas Bk/touaeT napy
MaBaHa-AnnemaHga. beliHc ncnonb3oBan BTOpyHO
pykonucb ans 3aBeplieHus Ayre, a Pobept KuHr
fobaBun HegocTarowme yactn KypaHTbl. KaHOHbI
He BXoAWAWN B My3blky LLlecTBMA, Ha UTO ecTb yka-
3aHMe B caMOM MaHycKpunTe. Ha ocHoBe 3Tux pe-
JaKLUWIA BNOCNEACTBUN BbILLAO MHOXECTBO HOTHbIX
nybankaumin. OfHako nepBeHCTBO 3a CODOM BCE Xe
coxpaHsieT pegakumsa benHca, nockonbky NaBaHa-
AnnemaHza BCcerga MCrnoJHAeTCA OTAEe/bHO, XOTA U
HOCMKT TO e Ha3BaHue — «My3bika Ana cakbyToB 1
KkopHeToB Ero Bennuectsa».

«My3blka» JIokka B COBPEMEHHOM KOHLepPTHOM
BapuWaHTe npeacTaeT B pa3HbIX KOMOUHaLMAX eé
COCTaBAAKOLWMX. MOXHO BCTPETUTb BapumaHT 13 6

2. XpaHwuTca B bputaHckom My3see nog Homepom B.M. Add. MS
17801, ff 62-64v.

3. Mathew Locke. Music for His Majesty's Suckbuts and Cornetts
(1661). Transcribed for woodwind or brass ensemble by
Anthony Baines. Score. Published January 15t 1951 by Oxford
University Press. Unknown Binding. 8 pages.

neec (AnnemaHga — CapabaHga — AnnemaHga — Ky-
paHTa — Ayre — KypaHTa)*, UICNONHAIOTCA BapuaHTbI
13 aAByx ctout (Suite | in d, Suite Il in F), koTopble
HaunHaroTca nMbo B pe MUHOPE, B0 B da Maxope,
HO MO Ha3BaHWAM TaHLEB UAEHTUYHbI (AnnemaHaa —
KypaHTa — Annemanga — Capabanga)®, ectb 1 apy-
rmne. Takoun «Mpom3BO» CO CTOPOHbI UCMONHUTENEN
BbIFIAAWUT BNOJIHE OnpaBAaHHbIM. JJeMoHCTpupys
NNWb OCHOBHbIe GOpMasbHble MPU3HakK bapou-
HOW CHOUTHON GOPMbI, @ MMEHHO: MHOMO4YaCTHOCTb,
HannuMe HepernameHTUPOBAHHOIO KOAMYecTBa
BHYTPEHHe 3aBepLUEHHbIX MbeC TaHLEeBaNbHOrO Xa-
pakTepa, NoyT abcoNtoTHOE TOHaIbHOE e/ MHCTBO,
NpUCYTCTBME 06s3aTesIbHbIX, C TOUKM 3peHns Tpa-
AVLIMOHHOTO COBPEMEHHOIO My3blKO3HaHWS, Nbec
— AnnemaHngbl, KypaHtel, CapabaHgbl, — «My3bika»
Ma3Tbto JIokKa coxpaHsieT cBob6oay KOMOBUHATOPUKM
B CUAly UCMONHWTENbCKOM Tpaauummn XVII Beka, korga
«popManbHas LeNoCTHOCTb BapOYHOWN CHOUTLI He
B/IEUET 33 COOON HEOBXOAUMOCTb €€ NCMONHEHMSA
Le/IMKOM — OT Hayasa 1 A0 KOHLa (4TO XapakTepHO
JNA COBPEMEHHOW KOHLEPTHOM NPaKTUKK), MOJ06HO
TOMY, KaK KOpobKa LLOKONaAHbIX KOHPET accopTu
He TpebyeT, UTobbI BCE KOHDETLI HEMPEMEHHO Bblan
CbefeHbl B oanH npucect» [1, c. 17].

[JobaBnseT MHTPUry 1 TOT GaKT, YTO TOYHOE MECTO
NCNONHEeHNs «My3bIK» B CLLleHapUK KOPOJIEBCKOTO
Entertainment 1661 rosa HeM3BeCTHO, TaK Kak MoJi-
Hol napTuTypbl ans LectBusa kopons ot Tayspa
K YanTtxonny He coxpaHunocb. Ha npucytcteue
MYy3blKM 1 €€ BaXKHEWLLYH poJib B TOPXKECTBE yKa-
3blBaeT 60/blLOE KOIMYECTBO peEMapoK co3ja-
Tens cueHapus. PaHpapHble NpMBETCTBUA TPYO 1
6apabaHHbIi BON CMEHAANCH MapluamMu 1 pa3sie-
KaTenbHOV aHCcaMbieBOW My3bIKON. TeaTpasibHble
npeActaBaeHna nsobunosanm necHamu. CueHa-
PWI HacblLLeH yKa3aHeM Ha KONNYeCTBO U BUAbI
COMPOBOXAAOLWMNX NHCTPYMEHTOB, KOTOpPble Hblan
0603HayeHbl B TeKCTE Ha KaXXAoM 3Tane npojsu-
>KEHWA KOJIOHHBI.

Mo cnoBam o4eBnALEB, Npa3gHoOBaHMe Obl10
MbILHBIM 1 NOpaano BoobpaxeHwue. «...13 poHTa-
HOB BuaK CcTpyn BMHa, — nuweT CtmeeH KyT, — con-
AaTbl, YKpaLleHHble KpacHbIMUY, 6enbIMU 1 YEPHBIMMU
nepbsAMKU, MapLUMPOBaAN MO OFOPOXEHHbIM Nepu-
NlaMW 1 3aHOBO BbIMOLLLEHHbIM yaunLaMm... BHOBb
HacTynun 3010TOW BeK, U TpuymMdanbHas apka,
CKBO3b KOTOPYIO Moc/ieAoBana npoueccms, cnos-

4. B wucnonHeHuu The Philip Jones Brass Ensemble (1974).
5. BucnonHeHun His Magesty's Suckbuts and Cornetts (1997).
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HO CMMBOAM3MPOBana cClaBHOE Byayllee CTpaHbl...»
[2, c. 233].

B cBOéM onuncaHum KOpPONEBCKOTO LWeCcTBUA
C. Kyt ynomuHaeT anwb oaHy TprymbdanbHyrO apky,
OZHaKO Mo CLeHaputo 1x Bblao yeTbipe. Bo3ne kax-
[0l nogpa3ymMeBasacb OCTaHOBKA Mpoueccum ans
oTAbIxa 1 pa3BieyeHnin. B obasatesnbHOM nopsake
BCe NMpeAcTaBiAeHMs Ha NyTN Ce0BaHMA KOPOAs
COMPOBOXAAANCh My3bIKOW. M13BECTHO, UTO HOIbLLYHO
4YacCTb My3blKW1 AR MbILHOW NPOLLeCCMM Hanmcan
M3Tbto JTokk. Ha 3TO ecTb yKa3aHue camMoro coc-
TaBUTeNs cLeHapus TopxecTsa [xxoHa Orunbu [5].

MockonbKy BOMPOC O TOM, B KaKOWN MOMEHT Luec-
TBUA UCNoaHANACb «My3blka Ans cakbyToB» fO CUX
Mop OCTaéTca OTKPbITbIM, MPOAOIXKAOT UMETb MECTO
pa3Horo poja nNpesnosioXXeHnsa, OCHOBaHHbIe Ha
aHanM3e KONMYeCcTBa y4acTBYHOLLMX MY3bIKaHTOB U
Ha/M4MM onpesenéHHoro MHCTpyMeHTapuma. Msyye-
HVe pemMapok B CLieHapuu AaéT NoBOJ Npeanonaratb,
YTO B MEPOMPUATAM AOKHO BbINI0 y4acTBOBaTL JBe
COTHU MHCTpyMeHTannctoB. OAHaKO K MOMEHTY
Bo3BpaleHuna B AHrauvio Kapaa Il koanuectso my-
3blKaHTOB B JIOHZAOHE HbIJ10 KpaiHe OrpaHnYeHHO.
Jedununt npodeccnoHanbHbIX UCMONHUTENER ABUACA
CNeACTBMEM U3BECTHbIX NCTOPUYECKMX COBbITUI B
AHranm B nepuog c 1649 no 1660 rr. MNMpoTtekTopaT
KpomBens ctan pa3pyLmTenbHbIM AN My3blKaJbHOMO
nckycctea TymaHHoro AnbbroHa — npuaBOpHbIe
My3blkaHTbl Kapna | 6exanu ns ctpaHsbl, a Te, 4To
OCTaNnNCb, NepeburBanncb peaKMMM YacTHbIMU YpO-
Kamu B JIOHZOHe uan yxoauau B apyryto chepy ges-
TeNbHOCTW. TeaTpbl OblM 3aKOHOAATEIBHO 3aKPbIThI,
N OPKECTPaHTbl OCTannCb 6e3 paboTbl, opraHbl 6e3
pasbopa Kpywuaum B LepkBax n cobopax, a o ay-
XOBHOW My3blKe MPULLIOCh Haf0ArO 3abbITh.

C Bo3BpalueHrem Kapna Il Bcé ctano Bo3Bpa-
WaTbCs Ha Kpyru cBos. OfHaKo NOCNeACTBUA pa3py-
LIEeHW He MOT/IN He CKa3aTbCA Ha My3blKaJbHOW
XM3HW JIoHAOHA, KOTopasa ¢ HayaaoMm PectaBpaumm
CTafa akTUBHO peaHMMunpoBaTtbcs. He 6yaem 3abbli-
BaTb, O4HAKO, YTO C MOMeHTa Bo3BpaLleHnsa Kapaa Il
[0 ero KOpoHaL MM NPOLUEN NNLLb FO4, CPOK CINLLKOM
Masbl ANS MOJHOLLEHHOrO BOCCTAHOBJ/IEHWA NHCTU-
TyTa NPVABOPHBIX MY3blKaHTOB.

Tem He MeHee MOHapX, CTPaCTHO NHObUBLUNIA pa3-
BJIEYEHMS, @ Tak)Ke My3blKy TOPXKECTB M MPa3AHEeCTB,
OTKpbIBaeT TeaTpbl, BO3poxaaeT KoponeBckyto Ka-
nesny, opraHusyeT Npu ABope CTPYHHbIV aHCcaMbJ1b
«24 ckpunkmn Kopons» n KoponeBckuii gyxoBon op-
KecTp. IMEHHO 3TK My3biKaHTbl U BYAyT r1aBHbIMU
yyactHukamm Entertainment 1661 roga, ans kotoporo
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JIOKK 1 HanuLeT CBOO My3biKy. Hapaay ¢ HUMUK B
LIeCTBUM NPUMYT ydacTne ropoackue yanTbl (waits),
KOTOpble CO CpeAHEBEKOBbIX BPEMEH CAYXMUAn
Hy>XJaMm ropoja — B pa3Hble BpemeHa OHW byau-
2N TOpOXaH Moj YyTPO, UrPpaan Ha TOPXKECTBEHHbIX
LEepPeMOHUsX, cBaabbax M NpasfHUYHbIX baHKeTax,
y4acTBOBa/M BO BCTPEUax BaXKHbIX MEPCOH U T.A.
lopog copepykan yauToB — onlavmBa Ux KpacHble
NMBpen 1 Lenoykn ¢ repbom, BblgaBas XanoBaHbe
n GUHaAHCMPOBAN PEMOHT UX MHCTPYMEHTOB. [loc-
NesHue 6bINn NpeacTaBieHbl B NEPBYHO oyepesb
CEMENCTBOM JyXOBbIX — LIANAMeAMM, cakbyTamu, Tpy-
6amu v T.NM.

C TO4KM 3peHunsa My3bikoBega dpuka XanpneHHw
CO CTOPOHbI FOPOACKNX My3bIKaHTOB B KOPOJIEBCKOM
LLUeCTBUM BbIIO He Tak MHOTO NpeAcTaBuUTeNel, Kak
3TO MOXeT Noka3aTbCA Ha NepBbIl B3rNa4. B cBoéMm
nccnefoBaHUM OH NPUBOAUT TabauLly, rae HarnaAHO
0603HaYeHO KOANYECTBO MY3bIKaHTOB Ha MyTu
CnefoBaHUA 1 BO3/1e apok (cM. 06 3ToM nogpobHo
[4, c. 37]). TTOHATHO, YTO OfHW U Te Xe My3blKaHTbl
He Morau urpatb 6e3 nepepbiBa Ha MPO-TAXKEHUN
BCEro MHOro4acoBoro wectusa. B sTom cnyuae
OTKPbIBAKOTCA fBE BEPCUU MPOUCXOAALLEro — Anbo
rpynn My3blKaHTOB ObI0 MHOTO, W KaXzas 13 HUX
oXwuzana nosBAEHWSA KOPOs BO3/le OUepeaHOW ap-
Ku, IM6O rpynnbl My3bIKaHTOB YepesoBannCh 1 Nnepe-
MelLLlaAnCh OT apku K apke. BTopas Bepcua Buamtca
b6onee noaxoaslen BBUAY OO bEKTUBHOIO OTCYT-
CTBWA JOCTaTOYHOrO KoAnYecTBa NpopeccnoHanbHbIX
ncrnosHuTenen. Bce apkun 6bian Tematuyeckume u
odopMaeHbl B COOTBETCTBUM C KOHLLENLMNEN TOpP-
>KECTBEHHOro CobbITUSA: «[103Tbl, XXMBOMUCLbI, ap-
XNTEKTOPbI, UCTOPUKWN, MPOMOBEAHMKN OfapuBanu
NPOCBEeLEHHYO Ny6ANKY reponyecknmmn obpasamu,
Npv3BaHHbIMK BOCCNaBUTb BO3BpaLleHne CTroapToB
Ha TpoH. Koposs, npuHMMatoLLero ckuneTp B Tpu-
ALaTb NepBbI rof CBOEro poXAeHUs, ynogobnsam
XpucTy, BXOAALLEMY BO XpaM. DTO HOBbIN [laBug,
HoBbI CONOMOH. Ero BocxoxzeHue Ha TPOH 03-
HayaeT BO3POXAEHMe daemMa Nocae yXacoB rpax-
JlaHCKOW BOWHBbI» [2, c. 233].

[MepBas apka Ha3biBanacb «BocctaHne n MoHap-
xus» (Rebellion and Monarchy), BTopas nocsswanacb
BOoeHHO-Mopckomy ¢aoty (Naval Arch), TpeTbs n3o-
bpaxana «Xpam Cornacus» (Temple of Concord),
nog yeTBépTton packmHynca «Cag nsobuamsa» (The
Garden of Plenty). HecMoTps Ha oTcyTcTBME camoi
My3blKaNbHOW MNapTUTYpPbl WeCTBUS, peMapkn Ornnbu
[,at0T NMOBOJ, NPEANoN0XMNTb 3ByYaHne «My3biku ans
CakbyTOB 1 KOPHETOB» B CEPeAMHHbIX apkax. K Tomy

Il 1. Mopmpem komno3umopa Mameto Jlokka.
Asmop: Heuzsecmmneoili xydoxHuk. XVl eek. Pasamep: 74,2 x 61
TexHuka: Jepeso. Macso.

e Tpy6bl 1 NIMTaBpPbl HE FTOAUANCE AN Pa3BEPHYTbIX
TeaTpaibHbIX NPeACTaBlEHNI, YCTPOEHHbIX BO3/1e
apKn Mopckoro $Ga0Ta, XOTA YaCTUUYHO B HUX W y4acT-
BOBa/M. 34eCb MO CLLeHapWIo Neancb NecHK, KoTo-
pbIM, BEPOATHEE BCEro, aKKOMMaHNPOBaAN AyXOBble
N CTPYHHbIE.

XapakTtep My3blkn JIOKKa no3sonseT npeano-
NOXUTb BO3MOXHOCTb €€ NCMO/Ib30BaHNA B akkomna-
HeMeHTe necHsaM. [elcTBUTENbHO, ABYyX4YacTHas
dopma, NpakTUyeckn KBagpaTHble nepmogbl... B
TaKyr CTPYKTYPY JIerKO MOraa YNOXUTbCA CTUXOT-
BOpHasa cTpoda. OfgHako oTKpbIBatoLwas cromty Ayre
MMeeT OTKPOBEHHbIE YepTbl TeaTpaibHOCTU 1 Bo/bLIe
HaNmOMMWHaeT MHTPaAy K CLLEeHNYeCKOMy npeacTas-
nenuto. Annemanga N2 3 no pegakumm beiHca couBa-
€T POBHbIV MeTP BCTaBHbIMM Maccaxamu. Annemanga
N2 5 nmeeT ABHblE 31€MEHTbl UMUTALMOHHOrO pas-
BUTMA. B uenom npmpoga mysbikasabHOro Matepuana
60/blue BbIJAET MHCTPYMEHTabHOE Hayvano, Hexe-
nn BokanbHoe. C Apyroi CTOPOHbI, B OpraHun3aumnm
dakTypbl npeBannpyet NOANGOHUYECKUIA CTUb
nMcbMa. 3TO HECOOTBETCTBME MEXAY MeNoANKOn
«My3bIK1» 1 BOKaJNbHOW NPaKTMKOW 3MOXN BeCcbMa
OCTPOYMHO MOMbITancs 06bACHUTL IPUK XandneHHu,
KOTOPbIV Hanucan cneayrollee: «<ECnM necHn MopsKos
1 6bIIN N3HAYaNbHO CBA3aHbI C 3TVM MaTepuasoM, TO
BMOCNEACTBUN OH Bbl1 aZanTMpOBaH U NPUOBPEN Hbl-
HeLUHWI BUA, MOTOMY YTO MOHPABUACA KOMMO3UTOPY

n ncnonHutenam. lNMpuHAB BO BHMMaHMe 3TU Npo-
N3BOJIbHbIE MPEANONOXEHNSA, Mbl OCTaBAsSEM pe-
LeHne 3Toro Bonpoca byayLinM yUYéHbIM; Bedb
rae-To cpeAun AoleALlnx 0 Hac MPou3BeAeHUI
Jlokka MOXeT Haxo4uTbCA HeAgoCTaroLWan My3bika
K cnekTakao ctommoctbto 11000 GyHTOB CTEpAMHIOB,
KOTOPbIM FOpOACKMe BAACTN NOATBEPANIN CBOHO
noanbHocTb Kopoato Kapay Il» [4, c. 44].
HepelwéHHbIn BONpoc 0 MecTe 3ByYaHus «My-
3bIKM» B KOPOJIEBCKOM LUECTBMM HUCKOJIbKO He Me-
LaeT roBOPUTb O TOM, YTO Mbeckl JIokKa ABAAOT
coboM ApKyH KyNbMUHALMIO onpeaenéHHOro 3tana
pa3BuTUS AyxoBou My3biku B AHranm XVII Beka. ITa
APKOCTb N OTANUNTENBHOCTb Oblna obecneveHa, B
nepByLo ouepeb, BblPa3UTeNbHOCTbHO MEOANYECKMNX
MOTWBOB, MPO3PaYHOCTbIO baKTypbl 1 penbedHbIMU
rapMOHUYECKMMU XO4aMUN B YCAOBUAX YXOAALLEN,
HO BCE eLlé OTUET/IMBO BblpPaXXeHHOW MOAaNbHOCTH.
FapMoHMA N306UNyeT HEOXKMAAHHBIMN OTKIOHEHW-
SIMW B NapasienbHblid Maxxop U B Cy6A0MMHAHTOBbIE
TOHa/IbHOCTW. BbICTpasa MoaynaLMNA B JOMUHAHTY B
KOHUe nepuoga (cM. Annemanga N2 3, mogynsauuns
n3 F B C) BOCNpuHMMaeTCs Kak cornoctaBiaeHune. B
TOM e ANNeMaHZe NHTEPECHBIM LUTPUXOM ABASETCA
nossaeHune VIl HU3KOW CTyneHn B Maxkope. Takas xe
nasoBas okpacka Habatogaetcs n B KypaHte N2 4, rae
OHa bonee BbipaXeHa 3a CYET NPUCYTCTBUA B INaBHO
TOHabHOCTK da Maxkop Tpe3syumi VII HU3KoM cTy-
neHwW, 3a,eMCTBOBaHHbIX B MOC/AeA0BaTEbHOCTH
C MVHOpPHbIM Tpe3ByuureMm Il ctyneHn. MepuaHue
Ma>KOPHOW N MUHOPHOW Cy6A0MMHaHTbI B AnieMaH-
ae N2 5 1aéT BO3MOXXHOCTb KOMMO3UTOPY CBOOOAHO
MOAYAMPOBaTb B TOHa/NILHOCTb MaxkxopHol VI cTy-
nenu. MogobHble NnepennBbl Maxkopa ¥ MMHOpPa Ha
YPOBHE CEKYHZOBbIX CBA3EN ABNAOTCA 6€3yCIOBHbIM
yKpalweHveM My3biki JTOKKa U B COBOKYMHOCTU C
MenofnYecknm penbedom GopMmUpyoT 40CTaTOUHO
WHAVBUAYaNbHYIO CTUANCTUKY, YTO MO3BOAAET UAEH-
TMOMLMPOBaTL aBTOPCKMIA MOYEPK JOCTONHOTO KOM-
no3nTopa yxoAsLLen anoxm cakbyToB 1 KOPHETOB.
MoaBOAA UTOTW, CKaXXeM, UTO aHaN3 My3bIKK
Jlokka ANns KOPONEBCKOro AyXOBOro aHcambAs, a
TakXe Ky/JIbTYPHO-NCTOPUYECKOTO KOHTEKCTa eé Obl-
TOBaHMA, MO3BOJIAET AeNaTb BbIBOAbI O XapakTepe
MY3bIKM KOPOJEBCKMX MPa3AHNUKOB W TOPXKeCTB
B JlToHaoHe 3noxwm Hauana PectaBpauuun. Kavec-
TBEHHbIMW XapaKTepncTnkaMmum eé€ CTaHOBUTCA
CHOUTHBIA NPUHLWN OpraHM3aumnm, NpocToTa My-
3blKaIbHON GOPMbI (NMPENMYLLECTBEHHO BUHaPHON),
TaHLUeBa/bHasa XaHpoBas OCHOBa, aHcaMbieBbll
XapakTep UCMOAHEHMS B pamMmKax NpenMyLLeCTBEHHO
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OZHOPOAHOTO MO COCTaBy MHCTPYMEHTOB KOMIEKTUBA
(Hanpumep, AyXOBOro Uau CTpyHHOro). OZHaKo 3a
BHELUHEN NPOCTOTOM N He3aTEMNIMBOCTbIO My3bl-
KaNbHOrO 0pOpPMEHNs, TPEBYEMOTO ANS OTAE/bHbIX
yacTei Npa3fHMKOB, bblia ckpbiTa 061aCTb 60LLIOTO
KOMMO3WUTOPCKOro TpyAa U 3KCNepuMeHToB B obnac-

T MENoANKM, rapMoHun 1 GakTypsl, rae Hanbonee
TaNaHT/IMBble My3blKaHTbl CO3aBaju NPoOV3BeAEHNS
HeobblUaliHOM TOHKOCTM 1 N3ALLLEeCTBaA, K KOUM MOXX-
HO Mo NpaBy OTHeCTV «My3biKy» NPUABOPHOTO KOM-
nosutopa MaTbto Jlokka.
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PEDAGOGICAL PRINCIPLES OF THE OLD ITALIAN
VOCAL SCHOOL

Summary: In the article, the principles of the
old Italian vocal school, which is of enduring value
in world vocal art, are derived based on the views
of outstanding vocal teachers - Giulio Caccini, Pier
Tosi, Giovanni Battista Mancini, outlined in funda-
mental treatises (The New Musics, Observations on
the Florid Song; Or, Sentiments on the Ancient and
Modern Singers, Practical Reflections on the Art of
Figurative Singing). Alhough there are general pri-
orities in voice development, such as: extreme at-
tention to cultivating the beauty of voice timbre,
mastery of an ideal cantilena, evenness of sound
connection, sound training for breathing, develop-
ment of pure intonation and register uniformity, and
so on, it is noted that there are certain differences
in pedagogical activities of Giulio Caccini, Pier Tosi
and Giovanni Battista Mancini. These differences
are explained by changes in the requirements for
the performance of vocal parts in operas by com-
posers who worked simultaneously with the teach-
ers in question. For example, Caccini recommended
singing only in natural registers, in a limited range;
Tosi expanded his work on voice range, paying at-
tention to the smoothness of passing registers and
developing virtuosity, which, in Mancini's work, was
already the main quality of a singer’s professional
training and reached the limit of a person’s vocal
capabilities. An analysis of Caccini, Tosi, and Manci-
ni's pedagogical views allowed to draw a conclusion
about the principles of the old Italian vocal school:

raised chest breathing, firm sound attack, attention
to diction clarity, virtuosity development, mastery
of dynamic shading, and so on.

Keywords: the old Italian vocal school, pedagogi-
cal principles, virtuoso technique, evenness of sound
connection.

Italian vocal art has come a long way in its de-
velopment. It has been evolving since ancient times.
Already in Ancient Rome, people began to show
interest in singing, voice training, and vocal train-
ing. Church singing, in parallel with which secular
singing was formed (which was the most progres-
sive in terms of vocal technique and more in de-
mand among nobility), can be called the source of
vocal and pedagogical activity in Italy. It was secu-
lar singing that was the basis for the emergence of
the opera genre. The first opera composer was Clau-
dio Monteverdi (1567-1643), who wrote the opera
L'Orfeo (1607, libretto by Alessandro Striggio Jr.).

According to prominent teacher-methodolo-
gist Bagadurov, the development of composition
schools is closely related to the development of vo-
cal schools. These schools interact in a certain way
and influence each other in terms of the style of
composition and performance requirements [4, p.
275]. To embody the vocal part of operas, singers
are required to possess a certain vocal technique.
Because of this, the activities of teachers are also
developing, designed to provide the necessary voice
training. This interaction was the basis for the for-
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mation of the old Italian vocal school (Giulio Cac-
cini (1545-1618), Jacopo Peri (1561-1633), Claudio
Monteverdi (1567-1643), Alessandro Scarlatti (1685—
1757), Giovanni Battista Pergolesi (1710-1736), Nicolo
Porpora (1686-1768) and others) and the new ltal-
ian vocal school (Saverio Mercandate (1795-1870),
Gaetano Donizetti (1797-1848), Gioachino Ross-
ini (1792-1868), Vincenzo Bellini (1801-1835), Gi-
useppe Verdi (1813-1901), Ruggero Leoncavallo
(1857-1919), Giacomo Puccini (1858-1924), Pietro
Mascagni (1863-1945), etc.).

In our article, we will consider the principles of
the old Italian vocal school (14th - 18th centuries)
using the example of the activities of its outstand-
ing teacher representatives: Giulio Caccini, Pier Tosi
and Giovanni Battista Mancini. The choice of these
particular teachers is due not only to the fact that
they left a noticeable mark on the development of
the vocal art of Italy but also to the fact that they
wrote valuable works on voice training, which makes
it possible to analyse the priority directions in a
young singer’s education in detail.

Giulio Caccini

In 1601, Giulio Caccini published a collection of
madrigals, The New Musics. His preface contained
valuable statements on training singers. This infor-
mation played a significant role in the further devel-
opment of artistic singing and vocal pedagogy. Let
us consider the main provisions of Caccini’s work.

Breathing for Singing. In his work, Giulio Cacci-
ni argues that mastery of breathing can be called
the basis of correct vocalisation. Also, mastery of
breathing is required for high-quality performance
of a vocal technique - filar un suono. When per-
forming such sounds, singers must clearly distrib-
ute their breath and thoughtfully use it in difficult
places. According to Caccini, the most correct way
would be to use chest breathing during vocalisation
since it provides the ease of sound connection nec-
essary for performing passages, and is also econom-
ically used in contrast to lower types of breathing.

On Sound Production. Caccini believed that: when
vocalising, a singer should reproduce the sound in
the entire volume of the voice, without forcing it,
since with this sound connection the strength and
mass of sound necessary for professional work are
most fully developed; training of the singer’s tim-
bre, which should be uniform in structure through-
out the entire range, is of great importance during
training; pure intoning of the melody being per-
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formed is the main quality of a professional sing-
er [1, p. 21].

The teacher distinguished two ways of starting
vocalisation in sound connection: “intonationally
pure construction of the sound from the very be-
ginning, gradually increasing the volume”, and the
method recommended by the teacher himself: “to
start the sound actively on f, and then reduce its
strength”. According to Caccini, in order to cultivate
the expressiveness of singing, a singer must master
all types of onset of sound; however, a firm attack
must still be the basis of vocalisation.

On the Singing Tessitura. Caccini gave preference
to natural sounds (chest)', with which you can sing
in a full voice. The teacher wrote: “a singer must
choose a key in which they will perform the work
in a full, natural voice, without resorting to artificial
sounds (passing to another register)”.

On the Evenness of Sound Connection. Caccini paid
special attention to the evenness of sound connec-
tion over the entire range, to intonation, as well as
to the beauty of timbre. Listeners must admire the
singer's voice! According to the teacher, the beau-
ty of the singing sound should be the basis of the
teacher's pedagogical activities.

On Coloratura Exercises. The teacher attached
great importance to the development of coloratura
technique. He invented new ornamentation - lun-
gi giri (coloratura passages). According to Caccini,
“long passages are suitable only in places of little
expression, only on long syllables and for final ca-
dences” [3, p. 24].

On Diction. Singing diction must be clear and
understandable since it is necessary to convey the
verbal content of the performed work to the listen-
er. According to the teacher, correct sound training
gives perfect diction.

On the Expressiveness of Performance. A sing-
er needs to be imbued with the content of the text
of the work being performed in order to embody
the idea laid down by the composer. Cultivating
the emotional content of a performance is neces-
sary, and it also needs to be developed during class.

These are the main provisions of Nuove Musiche,
which reflected Caccini's pedagogical views.

Pier Tosi

Castrato Pier Francesco Tosi (1647 - 1727) is con-
sidered to be Caccini’'s main follower. In 1723, Tosi
published the essay Observations on the Florid Song;

1. That is, the sounds of the voice medium that do not affect
the passing register.

Or, Sentiments on the Ancient and Modern Singers.
Let us highlight the following provisions from To-
si's methodological work.

Breath. A student must control their breathing
well. The teacher's task is to indicate where in the
work the breath should be taken and to teach the
student to take it easily, without fatigue. It is for-
bidden to take a breath in the middle of a word.

On Sound Connection. Tosi believed that a voice
sounds better if it is produced easily and calmly,
naturally, organically, without artificial “darkening”
and rounding.

Sound Attack When Singing. The attack of the
sound should be clear from the very beginning, pro-
ducing an instantly pronounced pitch in the voice.
It is unacceptable to sing passages with aspiration.
This postulate tells us about the necessary use of a
firm attack of sound in singing.

Purity of Intonation. The teacher believed that
pure singing intonation is one of the basics of work-
ing on the voice. He demanded that students de-
velop purity of intonation in both registers - chest
and head.

Registers. In soprano, Tosi distinguished two reg-
isters: chest and head. The teacher said: “If the con-
nection of these registers is imperfect, the voice
loses its beauty and remains uneven. According to
the teacher, the natural volume of a soprano’s voice
usually ends on the notes do2 or re2. Then the fal-
setto begins, continuing to high notes. In this mat-
ter, the teacher’s main task is to force the student
to combine the chest and falsetto registers in order
to make the passing from one to the other more
imperceptible" [10, p. 95].

Diction. Tosi considered work on developing clear,
clean diction to be one of the priority areas of work
on voice. He said that the teacher should force the
vowels and consonants to be distinctly articulated
in order to clearly distinguish one from the other.

Development of the Upper Register. Particular care
must be taken with regard to the formation of notes
in the upper register. "It is necessary to develop the
upper register very carefully and gradually so that
the student can reach their maximum volume, and
they must remember that the higher the sounds,
the more easily they must be taken, avoiding shout-
ing" [6, p. 128].

On the Dynamics of Sound. It is necessary to learn
to sing forte and piano; however, according to Tosi,
one needs to practise more in forte in class since

"it is much easier to teach piano to someone who
sings strongly than vice versa” [7, p. 192].

Filar un Suono, Portamento. The filar un suono
technique is recommended for all types of voic-
es [4, p. 178]. The teacher considers the ability to
not remove the sound from the breath when pass-
ing to piano to be the main difficulty in develop-
ing filar un suono.

Trill. The ability to perform a trill correctly was
also important. It was necessary in cadences; entire
passages were composed from it. A trill has to be
vivid, clean, light and of moderate speed. A perfect
trill is produced by vibration of the larynx.

Passages. Tosi distinguished two types of passag-
es: abrupt and connected. To perform the former,
the teacher must teach the student a slight move-
ment of the voice so that all the notes that make
up the passage are articulated in equal proportion
and are evenly separated. When singing the latter,
all notes following the first one should be closely
connected with each other - “as if imitating a slid-
ing effect”.

On the Performed Repertoire. To improve their
technique and keep their voice in a professional
form, Tosi advised students to sing arias da capo
since they "give the opportunity to show their in-
genuity and talent during reprise”. It was required
to teach how to perform arias in three different
manners - theatrical style (“pleasant and varied”),
chamber style (distinguished by ornamentation and
completeness), church style (“touching and smooth”).
The first part of the aria required simple ornamen-
tation, chosen in good taste and in small quanti-
ties so that the melody remains intact; in the second
part, it was necessary to "add original skill to this
skillful simplicity, making it possible to appreciate
the great art of the singer” [2, p. 41]; the third part
did not have to be similar to the first, the student
had to compose various cadences and make im-
provements [6, p. 156].

As we see, in Tosi's activities one can trace: emerg-
ing trends in the development of teaching meth-
ods - gradualism and consistency in complicating
the study of material; formulation of the concept of
“vocal pedagogical repertoire”; increased attention
to expanding the student’'s musical horizons (teach-
ing the peculiarities of performing works of various
styles). Also, in contrast to Caccini’s views (singing
in natural registers), Tosi recommended equalising
the sound of the entire range of the singer’s voice,
which indicated an expansion of the range being
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used up to the extreme notes (which must be treat-
ed with care and caution).

Giovanni Battista Mancini

Giovanni Battista Mancini (1716 - 1800) was an-
other outstanding teacher. In 1774, Mancini’'s work,
Practical Reflections on the Art of Figurative Singing,
was published. Let us consider the main postulates
of the above-mentioned work.

On Breathing. Mancini proclaimed mastery of
breathing as the basis of voice training. The teacher
said that a student should be able to use it sparing-
ly as well as easily use chest breathing. The student
should not force their breathing but rather breathe
in completely calmly and expend the breath grad-
ually in order to be able to highlight the first note,
taking it in a low voice (sotto voce) and increasing its
sound, then decreasing it to a minimum [3, p. 190].

On Filar un Suono. This technique, according to
Mancini, is quite difficult for a beginning singer.
Filar un suono cannot be started unless the student
has acquired the art of preserving, intensifying and
holding the breath.

On the Position of the Mouth. Mancini said: “It
is necessary to establish at what size of the mouth
the voice is more sonorous and denser for a given
student”. [4, p. 191]. The student should not purse
their lips on low notes, and also should not open
their mouth wide on high notes since this qualita-
tively changes the timbre of the voice.

On the Dynamics of Sound. According to Manci-
ni, singing in a full voice can sometimes be harm-
ful (if the student’s voice has not yet established
itself). One needs to sing moderately and careful-
ly, then it is easy to notice shortcomings and try to
correct them.

On the Clarity of Diction. The teacher warned
about the need to distinctly pronounce words when
singing. The text should be clearly legible to listen-
ers. According to Mancini, diction clarity is an indi-
cator of a correctly formed sound.

Trill. Mancini believed that in order to perform a
trill it is necessary to skillfully control breathing, to
be able to strengthen and weaken it. The trill must
be performed in full voice [6, p. 200].

On the Technique of Fluency. To acquire the flu-
ency technique needed for professional work, it is
necessary to practise vocalisation. When singing,
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“one needs as if to try to string the vowels onto
the sound with the greatest accuracy” [3, p. 323].

On Vocalisation of the Passing Register. Mancini
divides the voice into two registers: chest and head
(or falsetto). He wrote about the ability to balance
the strength and sonority of the voice in all regis-
ters so that the lower note of the range is not too
weak and the upper note is not too sharp. It is rec-
ommended to cover the bottom note, and take the
top one softly and lightly, avoiding harshness and
abruptness.

In our opinion, in Mancini's work, the method
of voice training continues to improve and acquire
new features: filar un suono is applied at the later
stages of training (compared to Tosi); fundamental
importance is attached to the shape of the mouth;
the need to sing with full sound is denied (unlike
Tosi's position); specific recommendations for the
formation of a passing register are provided.

Thus, having analysed Giulio Caccini’s Nuove Mu-
siche, Pier Tosi's Observations on the Florid Song;
Or, Sentiments on the Ancient and Modern Singers
and Giovanni Battista Mancini's Practical Reflections
on the Art of Figurative Singing, we can highlight
the pedagogical principles of the old Italian vocal
school: the main breathing type - chest; a firm at-
tack of sound is the most common one; mouth in a
graceful smile position; at the beginning of the de-
velopment of the old Italian school, singers sang in
natural registers - chest and falsetto, then a tendency
was formed to gradually smooth out the formation
of the register structure of the voice - a requirement
for uniformity of timbre sound over the entire range
appeared; it was necessary to learn filar un suono,
portamento, dynamic shading, trill; singing exercis-
es with full volume of sound, emphasis on develop-
ing coloratura fluency technique; diction should be
clear and understandable, the main quality of sound
is the primacy of sound (beautiful sounding timbre
of the voice); its inextricable connection with the me-
lodious vocal cantilena.

Let us note that the principles of teachers rep-
resenting the old Italian vocal school have become
classical and have lasting value for the world peda-
gogical community. They also formed the basis for
the further development of the pedagogical art of
educating singers in ltaly.
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MEAATOTMYECKWE MPUHLUMMbI CTAPOW
NTANTbAHCKOW BOKAIBHOW LLUKObI

AHHOMayus: B ctaTbe Ha OCHOBE B3r/N15/0B Bbl-
JatoLmxcsa BoKanbHbIx negaroros [pkyano Kauumnu,
MeeTpo To3w, AxambatTncta MaHUMHWM, N310XKEHHbIX
B OCHOBOMOJararoLwmx Tpaktatax («Hosasa my3bika»,
«B3rnagbl ApeBHUX N COBPEMEHHbIX MEBLLOB, NN
Pa3MblwieHNs O KOAopaTypHOM NeHnmn», «[pak-
TUYEeCKME MbICAN N Pa3MbILLIEHNA O BUPTYO3HOM
MeHUN»), BbIBOAATCA NMPUHLMMbI CTAPON UTaNbSHCKON
BOKaJIbHOW LUKOJIbl, ABASIOLWLENCA HENPEXOAsLLen
LLEHHOCTbIO MMPOBOrO BOKaNbHOro nckyccraa. Otme-
YaeTcs, YTo Npu OBLMX NpPUopUTETaX B Pa3BUTUN
ronoca, Takux Kak: npesenbHoe BHMMaHme K BoC-
NUTaHWIO KpacoTbl TeMbpa rosoca, BrageHve nae-
afbHOW KaHTU/JIEHOW, POBHOCTb 3BYKOBEJEHMUS,
NMoCTaHOBKa 3ByKa Ha AbixaHue, BblpaboTka uuc-
TOW WHTOHALMWN, PETUCTPOBON OLHOPOAHOCTU U
T. 4., B Nejarormyeckomn geatenbHoctn [xynmo
KauuunHu, MbeTtpo To3su, Axambattncta MaHunHN
NMerTCA 1 onpesenéHHble paznnuunsa. [JaHHble pas-
NNUns 06BACHANOTCA U3MEHEHUAMU TpeboBaHWI K
WCNONHEHWIO BOKaJIbHbIX MApTUA B OMepax KoM-
NO3UTOPOB, TBOPUBLLMX OLHOBPEMEHHO C paccMaT-
pvBaemMbiMU negaroramu. Tak, Hanpumep, . KauunHm
peKoMeHAyeT NeTb ANLLb HaTypaabHbIMWU perncrpa-
MW, B OFPaHNYEHHOM Aunana3oHe; 1. To3m pacwmpsert
paboTy Haj Avana3oHOM ronoca, obpallas BHUMaHue
Ha Cr1aXKeHHOCTb NePEeXoAHbIX PErMCTPOB, a TakXe
pa3BMBaeT BUPTYO3HOCTb, KOTOpas B TBopyecTse /.
MaHuUMHW yxXe ABAAETCA rNaBHbIM KayeCTBOM Mpo-
dbeccMoHanbHOM NOArOTOBKW MeBL@ U AOCTUraeT
npesenbHOCTU B FONOCOBbLIX BO3MOXHOCTAX
yenoBeka. AHanM3 negarornyeckux earasgos A.
KauunHn, M. To3n, a Takxke A. MaHUMHM NO3BOAUA
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cAenaTb BbIBOZ, O MPUHLMMAX CTapOn UTaNbSHCKOW
BOKaJIbHOW LKOJbI: BbICOKOE TPYyAHOE AbiXa-
Hue,TBEpAas aTaka 3BYyKa, BHYMaHWe K AUKLIMOHHOWN
Y&TKOCTW, BblpaboTKa BUPTYO3HOCTM, BAaZJEHUNE AVHa-
MUYECKMMU OTTEHKAMU U T. .

Knrouesble c108a: cTapas UTanbsiHCKas BOKaabHas
LWKOJa, Nejarormyeckme NpUHLAMbI, BUPTyO3Has
TEXHWKa, POBHOCTb 3BYKOBEAEHUS.

WTanbaHCcKoe BOKanbHOE MCKYCCTBO B CBOEM CTa-
HOBJIEHUW MPOLLIO ANUTENbHbIA NyTb. OHO pa3BuBa-
Nocb ¢ rnybokon ApeBHOCTU. Yke B [lpeBHeM Pume
Hayann NPOSBAATb UHTEPEC K NMEHWNIO, K MOCTaHOBKeE
rosoca, k 0byuyeHuto Bokany. /IcTokom BokanbHOM
W nejarornyeckon aesatenbHoCTM B NTanmm mox-
HO Ha3BaTb LLlePKOBHOE MeHue, napannenbHo C
KoTopbiM GOPMUPOBANOCh MNeHME CBETCKOe (Ha-
nbonee NporpeccnMBHoOe B MJaHe BOKaJbHOM
TEXHUKM N Bbonee BocTpeboBaHHOE NMpU ABOpax
3HaTu). IMeHHO cBeTcKoe neHne ABUaOCh Ha3ol
noABAeHMA ONepPHOro XaHpa. NepBbiM OnNepHbIM
koMmno3utopom 6bin Knayano MoHteBepau (1567—
1643 rr.), Hanucaswwnn onepy «Opden» (1607 r.,
nmbpetto Aneccanapo CTpuaXKo-MaaALLero).

Mo MHeHWIO BUAHOrO negarora-MeTtoAmncTa
BaragypoBa, — pa3BuTne KOMMO3UTOPCKUX LLKO
TECHO CBfI3aHO C Pa3BUTMEM LLUKOJ BOKaJbHbIX.
[JaHHble WKonbl onpesenéHHbIM 06pa3omM B3aMo-
[encTBYeT U OKa3blBatOT BAUSIHWE APYT Ha Apyra
B MJ1aHe CTUANCTUKN KOMMO3UTOPCKOro NMCbMa
N UCMONHUTENbCKUX TpeboBaHun [4, c. 275]. ns
BOMJIOLLLEHMNS BOKANbHOWM YacTu onep oT NeBLOB
TpebyeTca BraseHVe onpeaenéHHON BOKalibHOMN

TEXHWUKOW. B cnny aToro paseuBaertcs u AeaTeslbHOCTb
nezaroros, Npu3BaHHas obecneynTb HeOHXOANMYHO
roJI0COBYHO MOArOTOBKY. [laHHOe B3aMMozencTeme
SBMNOCb OCHOBOW 0bpa3oBaHuns ctapor (Jxxynmo
KauumHun (1545-1618 rr.), Akono Mepwu (1561-
1633 rr.), Knayano MoHTeBepam (1567-1643 rr.),
AneccaHapo Ckapnattu (1685-1757 rr.), [l>KOBaHHW
baTttncra Mepronesm (1710-1736 rr.), Hukono
Mopnopa (1686-1768 rr.) nu apyrne) n HoBown
(CaBepno MepkaHaate (1795-1870 rr.), [astaHo
JoHnuettn (1797-1848 rr.), J>oakknMHO PoccmHm
(1792-1868 rr.), BuHueHyo bennmum (1801-1835
rr.), A>xy3enne Bepaun (1813-1901 rr.), Pyaxepo
JleoHkaBanno (1857-1919 rr.), xakomo MNyyumnHu
(1858-1924 rr.), MNbeTpo MackaHbu (1863-1945 rr.)
N Ap.) BOKaJbHbIX NTaNbAHCKMX LLIKO.

B Haluel ctaTbe Mbl pacCMOTPY MPUHLUMMBI CTa-
PO UTaNbAHCKOW BoKabHOM Lukobl (XIV-XVIII BB.) Ha
npuMepe AesTeNbHOCTM e€ BblJatoLLMXCA nejaro-
roe-npeacrasutenent: Axynmo Kauumnnu, MNMeetpo
To3u, Axambattncta MaHuMHN. Bbibop MMEHHO
3TUX negaroros 0byc/sOBAEH He TONbKO TeM, YTO
OHW OCTaBWAM 3aMeTHbIl /e B pa3BUTUM BO-
KaJbHOrO MCKycCTBa MITanum, HO U Tem, YTO UMK
HanucaHbl LeHHble paboTbl MO MOCTaHOBKE roa0ca,
No3BO/IAIOLLME AeTalbHO NPOaHaAN3npPoBaTh Npu-
OpUTETHbIE HaNpaBAeHWA BOCMUTaHUA MOJOLO0rO
nesua.

Akynuo KayquHu.

B 1601 r. . KauunHu onybankosan c6opHUK
Magpuranos «HoBas My3bika». B ero npeanciosun
COAEPXKANNCD LiEHHbIE BblCKa3blBaHWsA MO 06yYeHnto
NeBLIOB. ITN CBEAEHWA CbIrPav 3HaYNTENbHYHO POJb
B Ala/IbHEeNLLEM Pa3BUTUN XY0XKECTBEHHOrO MeHms
1 BOKaJIbHOW Mejarorvku. PaccMoTpyM OCHOBHbIe
nonoxexua Tpyga x. Kauunuu.

Nesueckoe ObixaHue. B cBoém Tpyae Axynmno Kau-
UMHW YyTBEPXAaeT, UTO OCHOBOW MpPaBW/bHOWN
BOKa/M3aLMM MOXHO Ha3BaTb BlajeHWe Abixa-
Huem. Takxe BrajeHue AbixaHnem Tpebyetca
AN KauyeCTBEHHOTO WMCMOJHEHWUA BOKaJabHO-
TexHM4Yeckoro npuéma — dpmamposku. MNpu ncnon-
HEHUN GUANPOBAHHBIX 3BYKOB MeBLLbl JO/XKHbI
YETKO pacnpesenaTb CBOE AblxaHWe, NPOAYMaHHO
pacxofoBaTb €ro B CNOXHbIX MecTax. [10 MHeHuIo
[>x. KauumHn, Hanbonee npaBuibHbIM ByaeT nc-
NoJb30BaHWe NPy BOKaAn3aLmm rpyAHOro AbixaHus,
MOCKOJ/IbKY OHO AaéT NErKOCTb 3BYyKOU3BAEUEHMS,
HeobXoAMMYHO A5 UCMONHEHMA MacCcaXewn, a Takxke
3KOHOMHO TPaTUTCA B OT/IMUME OT Honee HU3KMX
TUMNOB AbIXaHWA.

O 38ykouszenedeHuu. . KauunmHu cumtan, 4uto:
neseLw, JOMKEH NPU BOKaAN3aLLMM BOCMPOU3BOANTD
3BYK BO BCEM 0b6bEMe ronoca, He dopcmpys ero
npw 3TOM, MOCKO/bKY NPV AaHHOM 3BYKOBEJEHUN
Hanbosiee NONHO pa3BMBaETCA CUaa U Macca 3BYKa,
HeobxoauMble Ans NpodeccnoHanbHOM paboTbl;
60/1bLLOE 3HaUeHWe Npu 06yYeHUN MMeET BbipaboTka
TeMbpa nesLa, KOTOPbIV JOMKEH Hbla 6bITb O4HO-
POAHbIM MO MOCTPOEHMIO Ha BCEM AMana3oHe; oc-
HOBHbIM Ka4ecTBOM npodeccnoHanbHOro nesua
ABASETCA YNCTOE MHTOHMPOBaAHME NUCMOAHAEMON
menoanm [1, c. 21].

Meparor pasgenan B 3ByKOBefeHMM fBa Cnocoba
Hayana BOKaM3aLun: <MHTOHALMOHHO YMCTOe MoC-
TPOEeHMe 3ByKa C CaMOro ero Hayasna, NocTeneHHo
yCUAMBas FTPOMKOCTb», U CNOCO6, peKOMEeHAYeMbI N
CaMVM MejaroroM: «...HayaTb 3ByK aKTMBHO Ha f, a
3aTeM YMEeHbLUNTb ero cuay». [lna BoCnuTaHmus xe
BbIPA3UTENIbHOCTU NeHNA, No MHeHWO K. KauunHu,
nesLy HeEO6X0AMMO BAAZLETb BCEMUW TUMAMU Havana
3BYKa, HO OCHOBOW BOKa/M3aL MM BCE Xe JOJXKHa
6bITb TBEPAAsA aTaka.

O nesueckoli meccumype. . KauumHu oTaaét
npeanoyTeHne HaTypasibHbIM 3BYKaMm (rpyAHbimM)
NPV KOTOPbIX MOXHO MeTb MOJIHbIM rON0COM. [le-
aaror nucan: «Meeew, fOMKeH BbIGpPaTb TOHAIbHOCTb,
B KOTOPOW OH UCMONHWT NPON3BEAEHNE NOAHBIM, Ha-
TypanbHbIM rO0COM, He Npuberas K NCKYCCTBEHHbIM
3BYyKaMm (NepexosHbIM B APYron perncrp).

O posHocmu 38ykosedeHus. Ocoboe BHUMaHMe
[>x. KauumHn obpalian Ha poBHOCTb NMOCTPOEHMS
3ByKa Ha BCEM JMana3oHe, Ha MHTOHaLMIO, a Takxke
Ha kpacoTy TeMbpa. CnylwaTtenn JOAXHbl BOCXM-
WwaTtbcsa ronocom nesua! No MHeHUIO neaarora,
KpacoTa NeBYECKOro 3ByKa A0JXKHa H6blTb OCHOBOW
obyuatoLent feaTeNbHOCTM yUnTens.

O konopamypHeix ynpaxHeHusx. MNeaaror npu-
JaBan 60/bLLIOe 3HaYEHWE Pa3BUTUIO KOJOPaTyPHOM
TeXHWKW. IM 6b1an n306peTeHbl HOBbIE yKpaLLeHWs
— «lungi giri» (konopaTtypHble naccaxu). o MHeHWIO
> KauumHu — «.. ANMHHbIE MacCaXu roAHbl TOJbKO
B MECTax MasioBblpasnTeNbHbIX, TONbKO Ha AJIMHHbIX
cnorax v ans GUHanbHbIX KageHunin» [3, c. 24].

O dukyuu. MNeByeckas ANKLMA AOAXKHaA ObITb
SCHOW N NMOHATHOMN — MOCKOJ/IbKY HEOHXOAUMO A0-
HecTu 0 cnylaTens CI0BEeCTHOe coAepikaHue nc-
NMOJIHAEMOro npoussegeHns. Mo MHeHWUo negarora
— NpaBuibHas NOCTaHOBKA 3ByKa AAET nAeasnbHyH
AVKLMIO.

1. T.e.3Bykam MezMyma ronoca, He 3aTparvmBatoLLMmM NMepexoa-
HOrO perucrpa.
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O sblpasumesnbHocmu ucnosiHeHus. NeBuy Heob-
XOAMMO MPOHUKHYTbCA COAEep>XKaHMeM TeKCTa UC-
NOJIHAEMOro NPON3BeAeHNs, YTOObl BOMAOTUTb UAELD,
3a/10>KEHHYH0 KOMMO3UTOPOM. BocnutaHme amoum-
OHa/IbHOrO HaMOJIHEHWS BbICTYMNAEHNSA HEOOXOAMMO,
N ero Takxe Hy>KHO BblpabaTbiBaTb Ha ypoke.

TakoBbl rnaBHble nosoxeHns «Nuove Musiche», B
KOTOPbIX HaLLAW OTpaXkeHWe nejarornyeckne B3ras-
bl . Kauunnu,

Meempo To3u.

naBHbIM NocnegoBaTenem . KauumHu cum-
TaeTcs kactpart lNbetpo PpaHuecko Tosn (1647-1727
rr.). B 1723 r. To3u BbINyCTUA COUMHEHME «B3rnagpl
JPEBHMX N COBPEMEHHbIX MEBLIOB, UM Pa3MblLLNeHNs
O KOJIopaTypHOM MeHun». Boigennm cnegyrowine
NOJIOXEHMA METOAMNYECKOrO coUnHeHma 1. Toswm.

JbixaHue. YUeHVK LOKEH XOPOLUO ynpaBasaTb
AblxaHWeM. 3aZiaya yuntens — ykasaTb, e B Mpou3-
BEAEHNW HY>XHO 6paTb AblXaHWe, N HayUnTb YYeHmKa
6paTb ero nerko, 6e3 yromneHus. 3anpeltaetca 6patb
AblXxaHuve cpeau cnoBa.

O 38ykosedeHuu. 1. To3n cumTan, Yto ronoc 3By-
UWUT Nydllie, eIV OH U3AaETCsA NErko U CNOKOWHO,
€CTeCTBEHHO, OPraHN4YHO, 6€3 NCKYCCTBEHHOTO «MpU-
TEMHEHUA» U OKPYTrNeHWS.

Amaka 38yka npu neHuu. ATaka 3ByKa A0OJI>KHa
6bITb OTUET/IMBOW C CAMOTO Hayasa, BblpabaTbiBaTbh
MTHOBEHHO APKO Bblpa>XEHHYO BbICOTY B rosoce.
Macca>kn HejOMyCTUMO MNeTb C NMPUAbIXaHUEM.
[aHHbI nocTynat roBOpuUT HaM O HEOBXOAMMOM
npUMeHeHUN TBEPAON aTakmn 3ByKa B NEHUW.

HYucmoma uHmoHayuu. Meparor cumTan, yTo
yncTas neByeckas MHTOHALMA OTHOCUTCA K YMCay
6a30BbIx NO3uLUMIK paboTbl Hag ronocom. OH Tpe-
60Ban BOCMUTAHWA YNCTOTbI MHTOHALMUW Y YYEHNKOB
B 060X perncrpax — rpy4HOM 1 FTONIOBHOM.

Peaucmpel. Y conpaHo To3w pasnnyan gBa peruc-
Tpa: rpyAHOM 1 ronosHou. Meaaror rosopwun: «Ecam
COefMHEeHME 3TUX PErMCTPOB HECOBEPLUEHHO, TO
roJoC TepsieT CBOKO KPacoTy Y OCTAETCA HEPOBHbIM>.
Mo MHeHWto Nesarora, HaTypanbHbI 06bEM ronoca
y COnpaHo 0bbIYHO KOHYaeTcs Ha HoTax do2 uau
re2. lanee HaunHaeTcs GanbLEeT, NPOAOAKAOWMACA
[0 BbICOKMX HOT. [NnaBHas 3ajadya yumTens B 3TOM
BOMPOCE — 3aCTaBUTb YUEHWNKA COEANHUTL TPYAHOM U
banbLETHbIA perncTpbl, YTobbl caenatb NEPExXos OT
OZAHOrO K ApyroMy 6onee HesameTHbIM» [10, c. 95].

Jukyus. OfHUM 13 NPUOPUTETHBIX HarnpaBAEHWN
paboTbl Hag ronocomM To3m cumTan paboTy Hak Bbl-
paboTKOW ICHOW, YncToir ankumn. OH roBopu,
YTO YUUTENb AOJKEH 3aCTaBAATb OTUETAMBO apTu-
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Ky/MPOBaTb r1aCHble 1N COrNacHble, YTOObl ACHO OTAU-
yaTb OfHY OT ApYroMn.

Beipabomka sepxHezo pecucmpa. OcobeHHyro
6epexKHOCTb HY>KHO NPOABAATL B OTHOLLEHUN POp-
MUPOBaHUA HOT BEPXHEro pernctpa. «<Heobxoanmo
pa3BMBaTb BEPXHWI PEFUCTP OUYEHb OCTOPOXKHO U
MOCTeMNeHHO, YTO6bI yYEeHWK MOT JOCTUTHYTb CBOEro
MaKCMManbHOro 06bE&ma, N OH AONXKEH NMOMHUTD,
YTO YeM BblILLE 3BYKWU, TEM C BONbLUEN NETKOCTbIO
nx Hajo 6paTb, n3beras kpuka» [6, c. 128].

O duHamuke 38yka. HeobxoaMMO HayumTbCs NeTb
forte 1 piano, Ho, Mo MHeHWto M. To3K, ynpaxHATLCA B
knacce Hago 6osbLue Ha forte, noTomy UTo «ropaszo
Jlerye HayumTb piano TOro, KTO MOET CUAbHO, HEXeNu
HaobopoT» [7, c. 192].

@unuposka, portamento. MNpuém bruanposkn pe-
KOMeHZayeTcs BblpabaTtbiBaTb BCEM TUMaM ro0COB
[4, c. 178]. Megaror cuMTaeT OCHOBHOW TPYAHOCTbIO
B MOCTPOEHUU GUANPOBKM — YMEHME He CHMMaTb
3BYK C AblXaHVs NpW nepexoje K piano.

Tpese. Takxe 6b110 BaXKHO YMeEHWE NpaBuibHO
ncnosHATL Tpesb. OHa Hblna HeobxoaMa B KajeH-
LMAX, U3 HEE COCTaBAANMCH Lienble naccaxu. Tpesb
JOJKHa BbITb APKOW, UNCTOW, NETKOM U YMEPEHHOM
6bIcTpOThI. CoBEpLUEHHAs TPEb NPOV3BOANTCA Kone-
6aHVeM ropTaHm.

lMaccaxu. T1. To3n Bblgensaer naccaxu AByX BU-
[,0B: OTPbIBUCTbIE U CBA3HbIE. [lnA NCNONHEHWA nep-
BbIX YUYUTE/b JOMXKEH HayUUTb YyUeHUKa NErKoMy
JBWKEHMIO roa10Ca, YTOObI BCE HOTbI, COCTaBAAIOLLME
naccax, 6611 apTUKY/IMPOBaHbI B PaBHOW NMponop-
LMW 1 paBHOMEPHO OTAeNeHbl. [1py NeHnK BTOPbIX
BCe HOTbI, C/eAytolline 3a NepBoOM, AOKHbI ObITb
TECHO CBA3aHbl APYr C APYroM — «Kak 6bl nogpaxas
3dPeKTy CKONBXKEHUA».

06 ucnosHsemom penepmyape. . To3un ans co-
BEPLUEHCTBOBAHWA CBOEM TEXHUKMN U MOJAEep KaHNA
rosioca B Kpenkov npodeccmoHanbHolu dopme co-
BETyeT yuyeHnKaM neTb apumn da capo, T. K. OHU «fatoT
BO3MOXHOCTb NMOKa3aTb CBOK 1306peTaTeNbHOCTb U
TanaHT Npu penpwuse». TpebyeTca HayunTb UCMONHATD
apun TpeMs Pas3INYHbIMU MaHepaMm — TeaTpasibHbIl
CTUAb («MPUATHBIA 1 pa3HOObpa3HbI»), KAMEpPHbIN
CTWAb (OTAMYANCA YKPaLLEHUAMUN 1N 3aKOHUEHHOCTbHO),
LePKOBHbIV («TporaTeNbHbI N NAaBHbIW»). Mep-
Bas YaCTb apum TpebyeT NPOCTbIX YKpaLleHW, No-
[OBpPaHHBIX C XOPOLWNM BKYCOM B HEHO/bLIOM
KoAmyecTBe Tak, YTobbl MeNoAMS OCTaBanach HETPO-
HYTOW; BO BTOPOW YacTn TpeboBanocChb «K 3TON mC-
KYCHOM NpOCTOTe NPUCOEANHUTD OPUTMHANbHOE
MacTepCTBO, AatoLliee BO3MOXKHOCTb OLEHUTb Be-

JINKOE NCKYCCTBO NeBLa» [2, ¢. 41]; TpeTba yacTb He
J0/KHa ObITb MOXOXKa Ha NEPBYHD, YYEHUK JOIKEH
COUMHUTb Pa3NnyHble KageHLNN N BHECTU Yayu-
weHwus [6, c. 156].

Kak Mbl BUAUM, B geatenbHocTn . To3n npo-
CNEXMBAIOTCA: 3apOoO>KAatoLLMecs TeHAEHL MM pas-
BUTUA MEeTOAOB OOyYeHUA — MOCTENEHHOCTU ”
noc/aefoBaTeNbHOCTU B YCAOXHEHUUN N3YYEHUS
MaTepunana; opopMaeHNe MNOHATUA «BOKaNbHO-MNe-
Jarornyeckui peneprtyap»; yCMaeHHoe BHMMaHue
K pacLUMPEHNIO MY3bIKalbHOIO Kpyrosopa y4yeHu-
Ka (oby4yeHMe OCOBEHHOCTAM WCMNOJHEHUSA
NPOW3BEAEHUN Pa3NIUYHON CTUANCTUKN). Takxe, B
oTanyne ot B3rnagos K. KayunHn (neHne HaTy-
panbHbIMKU pernctpamu), M. To3n pekomeHayeT
BblpaBHMBaTb 3By4aHMe BCEro jmarnasoHa roaoca
neBLa, YTO FOBOPUT O PacCLLUMPEHUM NCMOIb3YEMOTO
AmanasoHa BraoTb A0 KpPalHUX HOT (K KOTOPbIM He-
06X0AMMO OTHOCUTLCA BEPEXHO N OCTOPOXKHO).

Lxambammucma MaHYuHu.

Eweé oagHMM BblgaroWwmMmMca npenojasartesem
obin Axxambattncrta ManumHum (1716-1800 rr.). B
1774 r. B CBET BbIXOAUT COUMHeHne [I>X. MaHUMHMK
— «[MpakTnyeckne MbICIN N pa3MbILLNEHNSA O BUP-
TYO3HOM MeHum». PaccCMOTPUM OCHOBHbIE MOCTY-
NaTbl BbILLEYNOMSAHYTOM paboTbl.

O ObixaHuu. . MaHUMHW NpoBO3raaLlaeT BAa-
JeHne AblXxaHMeM OCHOBOW MOCTaHOBKM ronoca.
Meparor roBOPUT O TOM, UTO YUYEHWK AOKEH YMETb
3KOHOMHO pacxoAoBaTb M Nerko Habupatb Abixa-
HMe TPYAbHO. YUEHUK He fosKeH dopcmpoBaTh
AblxaHue, a HaobopoT bpaTb ero coBepLUEHHO CMO-
KOMHO N pacxofoBaTb NOCTEMNEHHO, YTOObl UMETb
BO3MO>HOCTb BbIAE/INTb NMEPBYHO HOTY, B34B €€ BMo-
ronoca (sotto voce) n ysennumsas eé 3syyaHue, 3a-
TeM yMeHbLlas 0 MUHMUMyMa [3, c. 190].

O unuposke. JlaHHbIV NPUEM, MO MHEHUIO XK.
MaH4YMHN, AOCTAaTOYHO COXEH A/ HaUMHaKoLLero
nesua. K duamposke 3ByKka Heab3s NpUCTynaTh, ecaun
YYEHUK He NPUOBPEN NCKYCCTBa COXPaHATb, YCU-
IVBaTb W 3afep>XnBaTtb AblXaHue.

O nosaoxeHuu pma. [1>. MaH4YMHW rOBOPUT Tak:
«Hy>KHO yCTaHOBWTb, NPW Kakow BesYMHe pTa ro-
noc sBnsetcs 6onee 3ByYHbIM U Hoslee NAOTHBIM Y
JaHHOro y4yeHuka» [4, c. 191]. YueHuky He creayeT
OKMMaTb rybbl Ha HU3KWX HOTax, 1 Takxke He creayet
Ha BbICOKMX HOTax pacKpbiBaTb LUIMPOKO POT, T. K. OT
3TOro KauyecTBEHHO MeHsieTcst TeMbp rosoca.

O duHamuke 38yka. Mo MHeHuo K. MaHumHN,
neTb NOJIHbIM rOJI0COM MHOTAa H6biBaeT BpesHo (ec-
JIN TONIOC YUYEHMKa eLLé He ycToancs). Hy>kHo netb

YMEPEHHO 1 BHUMAaTENbHO, TOTAa MOXHO J1erko 3a-
METUTb HeAOCTaTKM U MNOCTapaTbCs UX UCMPaBUTb.

O uértkoctn gukuun. lNeaaror npeaynpexaaet
0 HeobHXOAMMOCTN YETKO MPOM3HOCUTL CNOBa NpPU
neHunn. TekcT AoMKeH BbITb XOPOLLO pa3bopums Ans
cnywartenert. Mo MHeHUo MaHYMHW — AMKUMOHHas
YETKOCTb AB/AETCA MoKasaTenemMm npasuabHO ¢op-
MUPYEeMOTO 3ByKa.

Tpesne. Ixx. MaHUYMHW cunTan, Yto AN UCMOJHe-
HVA TPenn HeobXoAMMO NCKYCHO BAAETb AbIXxaHUeM,
YMEeTb yCWUAMBaTb U 0C1abasTb ero. IcnonHaTb Tpesb
HeobxoAMMO B MOJHbIN rosoc [6, c. 200].

O mexHuke 6eznocmu. Ans npnobpeteHuns Heob-
XOAMMOM B NpodeccroHaNbHON paboTe TEXHUKM
6ernocTn Hafo ynpaxHATbCA B BOKaausauuu. Mpu
NEHUN «HY>KHO cTapaTtbcs 6yaTO HGbl HAHM3bIBATb
rnacHble Ha 3BYK C HanbosblUel TOUHOCTbIO» [3, C.
323].

O sokasnuzayuu nepexoOHo2o peaucmpa. [x.
MaHuUMHM pa3genseT roaoc Ha ABa perncrpa: rpya-
HOW 1 roNIoBHOW (Man danbueT). OH nuweT 06 yme-
HWUW COpa3MepATb CUAY U 3BYHHOCTb roJ10Cca BO BCEX
perncrpax, YTobbl H/XHSAA HOTa AMana3oHa He bbina
CANLLIKOM CNaboli, a BEpXHAA HOTa CIULLKOM Pe3KOW.
HWXHIOK HOTY pekoMeHyeTca NPUKPbIBaThb, @ BEPX-
HOt0 BpaTh MATKO W Nerko, nsberas rpybocTn u pes-
KOCTW.

Mo Hawemy MHeHMto, B Tpyae [>X. MaHunHM
NPOZO/IXKaeT COBEPLUEHCTBOBATLCSA W NpnobpeTaTtb
HOBble YepTbl MeTOAMKa NOCTaHOBKW rosioca: Guan-
poBKa OTHOCUTCA K MO34HNUM Cpokam obyueHuns (no
cpaBHeHuto ¢ . To3n); ocHoBoONoOAaratoLLee 3Ha-
yeHue Npuaaétca popme pTa; oTpuULLaeTcs Heob-
XOANMOCTb MeTb NOJHbIM 3ByKOM (B oTanyme ot I1.
To3u); NpUBOAATCA KOHKPETHblE PEKOMEHAAL NN Mo
dbopMUpPOBaHNIO MEPEXOAHOro permcTpa.

VTak, npoaHanmsnpoBas coumHeHunsa [xyano
KauumHu «Nuove Musiche», Mbetpo To3n «Barnsgbl
JAPEBHNX N COBPEMEHHbBIX NEBLOB, NN Pa3MbiLLneHWs
O KOJIopaTypHOM neHum» 1 xxambattncra Mah-
UnHU «MpakTnyeckme MbiCAN U pasMbILAEHNS O
BUPTYO3HOM MEHUM», Mbl MOXEM BbIAEANTb Neja-
rormyeckme NPUHLUMNbI CTAPON UTaNbAHCKOM
BOKa/JIbHOWM LWIKOAbI: BeAYLWUIA TUMN AbIXaHUSA —
epyOHoU; Hanbonee ynotpebutenbHas meépdas
amaka 38ykad; pom 8 noJoXeHuuU 2payuo3Hol
Y1bI6KU; B Havane pasBUTUA CTapOW UTaNbAHCKOM
LWIKObl Mean HaTypasbHbIMU pernctpamm — epyo-
HeIM U ganbyemom, 3atem GopMMpyeTcs TeHAEH-
LM NOCTEMNEHHOrO CriaXvBaHma GopMUpPOBaHUs
PEerncTpoBOro CTPOEHMUA roaoca — NOsABAAETCA
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mpebosaHue 00HOpoOHOCMU 38y4aHus membpa Ha
8cém duanasoHe; HeobxoAMMO 0byueHne duuposku
38yKa, portamento, QUHAMUYeCKUM OmmeHKam, mpe-
JIU; NeHue ynpaxxHeHUl NnoJiHeiM 06BEMOM 38YyKa,
aKkyeHm Ha passumue KoJ0pamypHoU mexHuku bee-
J10CMu; ANKLNA JONXKHA BbITb SCHOU U NOHAMHOU,
OCHOBHOE KayecTBO 3ByYaHWs — npumam 38yka (Kpa-
CMBOTO 3BYy4YaHUs Tembpa roaoca); HepaspbigHoe
e20 coe0uHeHUe ¢ negyyeli 80KA/bHOU KaHMUJIeHOU.

OTMeTMM, YTO MPUHLMMNbI Nejaroros — Npeacra-
BUTENEN CTAPON UTaNbSHCKOW BOKaNbHOW LUKO/bI
CTa/IM KNACCUYECKUMMU, UMEROT HerNpeXoasaLLYHO LieH-
HOCTb AJ/15 MMPOBOrO NeAarorn4yeckoro coobuecrsa.
Tak>xe OHW ABUANCb OCHOBOW Aa/ibHEWLIero passu-
TWS Nejarormyeckoro UCKyccTBa BOCMMUTaHWSA NEBLIOB
B Utanun.
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SPECIFICITY OF VOCAL-PERFORMING
INTERPRETATION OF G.PUCCINI'S OPERA LA
BOHEME IN OPERA HOUSES OF CHINA AT THE
BEGINNING OF THE 21ST CENTURY

Summary: The research article examines the main
trends in the development of the art of an opera
artist in China at the beginning of the 21st century.
The purpose of the article was to study the specif-
ics of the vocal interpretation of G.Puccini’'s opera
La Boheme by modern Chinese opera performers.
Considering the opera concept, the author of the
article bases his work on the fact that Puccini, whose
work is associated with Verismo opera, went be-
yond verismo, creating unique examples of Italian
opera art at the turn of the 20th century. The crea-
tive achievements of national schools of composi-
tion, primarily Italian and its representative of the
second half of the 19th century, G.Verdi, played a
large role in the composer's innovations. Based on
the results of the centuries-long development of the
opera genre, Puccini created a new recitative-arioso
vocal style, which was one of the main components
of the operatic art of the 20th century.

The article examines the history of the emer-
gence and musical language features of opera. It is
noted that La Bohéme, staged in 1896, quickly be-
came one of the most popular operas in the world,
opening new paths for the development of opera
houses in the 20th century. At the beginning of the
21st century, it became one of the most frequent-
ly performed operas of the academic tradition in
China. Considering the interpretations of Puccini’s
famous work by Chinese and European performers
in productions of the Shanghai Grand Theater and

the National Center for the Performing Arts, the au-
thor identifies modern approaches to staging the
opera. The author of the article focuses on compar-
ing the interpretations of vocal parts by perform-
ers in theatre productions in Shanghai and Beijing.
In conclusion, it is noted that familiarising viewers
with the masterpieces of Italian music is certainly
important in the context of the development of na-
tional performing and composing schools in Asian
countries. This strategy for transmitting the values
of academic culture in the context of intercultur-
al dialogue between the East and the West is pre-
sented as the most effective in the conditions of
the formation and development of European op-
era culture in China.

Keywords: opera La Bohéme by G.Puccini, sing-
er, actor, opera houses in China.

Considering the development of the opera gen-
re of the European tradition at the beginning of the
21st century, it should be noted that Korea, Japan
and China became its centres in Northeast Asia.
Despite the fact that many musicians from these
countries have received European musical educa-
tion and world fame, opera culture is not yet strong
enough in them. La Boheme by Puccini was one of
the most famous works staged in Asian opera hous-
es. The operatic work of Puccini and the opera La
Bohéme are examined in the works of Russian and
foreign authors - L.Danilevich, T.Keldysh, O.Korcho-
va, O.Levasheva, |.Nestyev, B.Yarustovsky, Wu Jing
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Yu, D.Amy, R.S.Macdonald and others. It was first
staged in 1896. The libretto by G.Giacosa and L.lllica
was created based on the novel Scenes of Bohemi-
an Life by French writer H.Murger [5]. The compos-
er took an active part in its creation, he played the
main role, everything was subordinated to his con-
cept. In a letter to G.Ricordi, the composer wrote:
“Now | see La Boheme with the Latin Quarter, as |
said the last time | spoke with lllica, with the Mu-
setta scene that | found; and the death scene has
to be just as | have planned it; | am confident that
then | will be able to produce an original, viable
work" [2, p. 14].

In its content, La Boheme goes beyond verismo
(the style of that time), having subtle psychologism;
it is closer to the genre of lyrical opera. The choice
of stage situations is associated with Puccini's mu-
sical and dramatic concept, reflecting his intention
to concentrate the listeners’ attention on the music.
Like Verdi, Puccini became a bold innovator. Devel-
oping the aspirations of representatives of European
composition schools, “he creates a special, new for
Italian opera, flexible and original, recitative-arioso
vocal style, which became one of the main compo-
nents of the operatic art of the 20th century” [2, p.
10]. At the same time, he does not abandon broad
vocal melody, noting regarding Act IV of La Bohéme:
“l want them to sing and melodize as much as pos-
sible” [2, p. 10]. Reliance on vocal melodiousness,
as the basis of the composer's operatic style, pos-
es special tasks for vocalists, creating conditions
for search in following Puccini’s artistic principles.

In this aspect, variants of staging the Italian com-
poser's operas in Asian opera houses are of particu-
lar importance. Here, one of the ways to develop
opera was through various collaborations of opera
houses, which made it possible to create adapted
versions of Italian operas [6]. Turandot was among
the most important stage variants, reflecting the
specific approach of Chinese theatres to staging
operas by Puccini. This opera had not been staged
for several decades due to the difficulties of Chi-
nese audiences in perceiving the opera's plot. In
2009, it was staged with a new ending created by
composer Hao Weiya [3].

La Boheme is one of the most popular operas in
Northeast Asian countries. In China, it was staged in
two major centres of European opera - the Shang-
hai Grand Theater and the National Center for Per-
forming Arts, located in the centre of Beijing. The
NCPA is one of the main theatres in China. It was
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designed by French architect Paul Andreu and hous-
es an opera hall, concert hall, theatre, etc. Imme-
diately after its opening, the centre began to host
an annual opera festival. The opera La Boheme was
first staged at the NCPA in May 2009, then in Octo-
ber 2011 and in September 2020. All of these pro-
ductions have their own history and characteristics.

The 2011 production was presented as a Chinese
version of Puccini's opera. Director Chen Xinyi cre-
ated a new plot and stage concept for the opera.
According to her idea, the action takes place in Bei-
jing, where the main characters arrive by plane. Af-
ter the plane lands at the international airport, the
participants of the action go to the Beijing 798 Art
Zone. This art quarter covers an area of about one
square kilometre, operating on the territory of the
former Beijing Radio Equipment Factory since 1957.
Now it is one of the centres of contemporary art
in China. Since 2002, artists and organisations be-
gan to remodel the premises of the factory, creat-
ing art centres, galleries, studios, design companies,
etc. The opera takes place in the context of mod-
ern aspirations of Chinese culture. The possibility
of rethinking opera scenography was noted by re-
searchers back in the 20th century. In his work Es-
says on the Dramaturgy of the 20th-century Opera,
B.Yarustovsky wrote: “The modernity of the charac-
ters’ emotional feelings, in particular the somewhat
increased impulsiveness of feeling compared to, say,
Massenet's operas, allows to dress the participants
of La Bohéme into modern costumes without exag-
geration, about which, as it is known, Stanislavsky
wrote, and not only wrote but also realised this
idea on stage” [3, p. 126]. The free atmosphere of
the well-known contemporary art centre in China
brought the plot of the opera closer to the viewer
and made it more accessible.

In the production of the opera, with the excep-
tion of the role of Rudolfo, the leading parts were
performed by Chinese vocalists and the NCPA or-
chestra under the direction of Li Xincao. The role of
Rudolfo was brilliantly performed by famous Span-
ish tenor Aquiles Machado. He is known as one of
the best tenors, having performed with world-class
musicians - Daniel Barenboim, Placido Domingo,
Mstislav Rostropovich, and many others.

Performing in an ensemble with Chinese opera
singers, he created a unique atmosphere for the
performance. Already in the first scene, during the
sound of the leitmotif "Nei ciele bigi quardo fumar
dai mille”, his voice expresses the melodic brightness

laid down by the composer, emphasised by Marcel-
lo's recitative remarks. The melody of Rudolfo’s part
is noted by L.Danilevich: “"Rudolfo’s first phrase im-
mediately attracts attention with its melodic beau-
ty and bright character. In this scene, Marcello is
almost entirely recitative” [1, p. 113]. Despite criti-
cism of the production, it became significant in the
history of the European opera house in China, as it
was perceived as a completely national version of
the famous Italian composer’s opera.

A concert version of La Bohéme was presented
by the National Center for the Performing Arts in
2020. The best performers of the centre were in-
volved in the production of the opera: conductor
LU Jia, the NCPA orchestra and choir. The parts of
the opera characters were performed by: Rudolfo -
Chong Wang, Marcello - Zhang Yang, Colline - Guan
Zhijing, Musetta - Zhang Wengqin, Mimi - Zhou Xiao-
lin. The action takes place in the simultaneous sound
of an orchestra located on stage and vocalists. Re-
nowned Chinese tenor Chong Wang, who performed
the role of Rudolfo, is a 2014 graduate of the Me-
rola Opera Program and a first-year scholar of the
San Francisco Opera Adler Fellows. He performed
excerpts from the roles of Goro (Madama Butter-
fly), Don José (Carmen) and the Duke of Mantua
(Rigoletto) in Merola's opera program, as well as a
number of roles at the Beijing National Center for
the Performing Arts, including the steersman (The
Flying Dutchman), the messenger (Aida), Dr Caius
(Falstaff) and others. His performance of the role
of Rudolfo is distinguished by the original inter-
pretation of the bel canto sound. This version of La
Boheme, performed entirely by the Beijing Nation-
al Center, fully reflects the desire of Chinese musi-
cians to embody the complexity of Puccini's vision.

The production of La Bohéme at the Shanghai
Grand Theater is distinguished by its modernity and
bold interpretation of the Italian composer's mas-
terpiece. In February 2023, a joint production of the
opera was carried out by the Shanghai Opera House
and the Shanghai Grand Theater. The soloists of the
Shanghai Opera House performed under the direc-

tion of conductor Xu Zhong. Chinese director Yang
Jingze and lItalian director Marco Carniti are the
authors of the new version. Carniti was in the first
group of foreign directors to come to Shanghai in
early February 2023 (after China opened its borders
following the easing of COVID-19 rules). This version
of La Boheme takes place in a world where the envi-
ronment is changing dramatically and the ground is
covered in ice and frost. “The harsh climate takes its
toll on the main characters, who, however, manage
to melt the cold with their love,” explained Carniti
[4]. The production is based on the idea of reveal-
ing the complexity of expressing eternal values in
the art of music - love, fidelity and faith. The Italian
director saw the need to maintain a high level of
performing skills in the process of the opera per-
formance as the main problem in the stage imple-
mentation of Puccini's vision. He noted: “| respect
the professional skills of opera soloists. My job is to
help them improve their expression on stage, rath-
er than just focusing on the notes. We are trying to
find a balance between singing and acting" [4]. Ac-
cording to the Chinese co-director, the stage design
is a departure from the usual stage expressiveness.
“Our operas... are no longer an imitation of foreign
works but a dialogue with modernity,” he said [4].

The attractiveness of Puccini's music for audienc-
es in Asian countries is explained primarily by the
beauty of the melodies and the opportunity to come
into contact with the best examples of the world's
oldest Italian opera school. It should be noted that
in order for the general audience to understand the
specifics of Italian opera, as well as for its dissemina-
tion, operas are adapted not only in the production
part but also in the conceptual part. Despite the re-
vision of the most important components of Italian
opera classics, activities aimed at developing Euro-
pean opera culture in China are important as they
create the basis for intercultural dialogue between
the East and the West in the field of musical the-
atre. Familiarisation of the general public with the
masterpieces of Italian music is certainly significant
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CMELLMOUKA BOKAJIBHO-UCMNONHUTENBCKOW
NHTEPTIPETALLW OIMEPBI «6OTEMA» [1X.
NMYYYUNHW B OMNMEPHbIX TEATPAX KNTAA B HAYAJIE
XXI BEKA

AHHOMayus: B faHHOM Hay4HOW CTaTbe paccMar-
PVBAKOTCA OCHOBHbIE TEHAEHLUNN Pa3BUTUA UC-
KyccTBa onepHoro apTucta B Kutae B Hauane XXI Beka.
Llenbto cTaTbm ABMAOCH MCCAe0BaHMe cneundukm
BOKa/lbHOW MHTepnpeTauum onepbl «borema» .
My4YunHN COBPEMEHHBIMU KUTAUCKMMW OMEPHbIMMU
ncnosHUTenaMu. Paccmatpusas KOHLEMLMIO onepb|,
aBTOp CTaTbM OCHOBBLIBAETCA HA TOM, YTO [Ty4umHY,
TBOPYECTBO KOTOPOTO CBA3AHO C BEPUCTCKOW OMEPOW,
BbIXOAWT 3@ pamMKuN BEPU3Ma, CO3AaBas YHUKaAbHble
06pasLibl UTaNbAHCKOrO OMEePHOro NCKYCCTBA KOHLLA
XIX —Hauana XX Beka. B HoBaTopcTBax KOMMNO3nTOpa
60/1bLUYIO PONb ChiFpasv TBOPYECKME AOCTUXKEHUA
HaLMNOHabHbIX KOMMNO3UTOPCKMX LLIKOA U Npexae
BCEro UTasbsHCKOM N eé npeacTaBuTens BTOPOW
nonosuHbl XIX Beka — [>x. Bepan. OcHoBbIBaACh Ha
pe3sy/ibTaTax MHOrOBEKOBOTO Pa3BUTLA XaHpa onepbl,
MyyYunHM co34aET HOBbIV PeUNTaTUBHO-apPUO3HbINA
BOKa/IbHbI CTWU/Ib, IBUBLUNACA OAHMM N3 OCHOBHbIX
KOMIMOHEHTOB ONEepPHOro nckyccTea XX Beka.

B cTtatbe paccmaTpmBaeTca NCTOpmMA BO3HUKHO-
BEHWA N OCOBEHHOCTU MY3bIKasIbHOrO A3blka one-
pbl. OTMevaeTca, uto «borema», noctaBneHHas B
1896 roay, cTpemMuUTeNIbLHO CTana OAHOM 13 Hambonee
NonyaspHbIX ONep B MUPe, OTKPbIB HOBble MyTU
pa3BuTUA onepHoro TeaTpa XX Beka. B Hauane XXI
Beka OHa CTaHOBMTCS OZAHOM U3 Hanbonee yacTo
NCMOJIHAEMbIX OMnep akageMNUyeckon Tpagmumm B
Kutae. PaccmatpuBas nHTepnperaumm 3 HaMeHUToro
npowussegeHns . MNyyuymHN KUTaCKUMN U eB-
POMNenCcKUMUN UCNONHUTENSIMM B NOCTaHOBKax LLaH-

xarickoro 6onbloro Teatpa 1 HaumoHanbHoro
LleHTPa NCMONHUTENbCKUX UCKYCCTB, aBTOP BbIABAAET
COBpeMeHHbIe MOAXOAbl B MOcTaHOBKe onepbl. Oc-
HOBHOE BHMMaHWe aBTopa CTaTbh CKOHLLEHTPUPO-
BaHO Ha CpaBHEHWM MHTepnpeTauui BOKaabHbIX
napTUi UCNONHUTENAMM B MOCTaHOBKaxX TeaTpoB
LWaHxas v MeknHa. B 3ak1r0ueHnn oTMeyaeTcs, YTto
3HAKOMCTBO 3pUTENEN C LIeAeBPaMUN UTaNbAHCKON
My3blkKK 6€3yCNIOBHO BaXXHO B KOHTEKCTE pa3BUTUA
HaLMOHaAbHbIX UCMONHUTENBCKUX Y KOMMO3UTOPCKNX
LWKOA a3naTckux ctpaH. [laHHas cTpaTternsa TpaH-
CNALMN LLEHHOCTEN aKajeMuU4yeckonm KyabTypbl B
KOHTEeKCTe MeXKyNbTypHOro gnanora Bocroka u 3a-
naja npejcraBiaeHa kak Havbonee adpdekTBHAA B
YCNOBUAX CTAHOBJIEHMA W Pa3BUTUA €BPOMENCKOM
onepHoi kynbTypbl B Kntae.

Knrouesoie cnosa: onepa «borema» [x. MNyyumHy,
neBseL, akTEp, onepHble TeaTpbl KnTas.

Paccmatpusas pa3suTre ONepHOro xaHpa eBpo-
nenckon Tpaamumm B Hadane XXI Beka, HeobxoaMMO
OTMEeTUTb, UTO eé ueHTpamu B CeBepo-BocTouHoM
A3nn ctanm Kopes, AinoHunsa n Kutan. HecmoTps Ha
TO, UTO MHOTWE MY3bIKaHTbl 3TUX CTPaH NOAYYNAN
eBponenckoe My3sblkasibHOe obpa3oBaHne N MU-
POBYHO N3BECTHOCTb, OMepHasn KyabTypa eweé He-
[AOCTaTOYHO CUAbHa B HUX. OfHMM K3 Hanbonee
M3BECTHbIX NPOU3BEAEHNI, MOCTaBAEHHbIX B OMEPHbIX
Teatpax Asun, ctana «borema» [x. lMyyunHn.
OnepHoe TBOpUecTBO . MNyyunHm n onepa «bo-
remMa» pacCMOTpPEeHbl B TPYAax OTEUYECTBEHHbIX U
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3apybexHbix aBTopoB J1.B. JaHunesnya, T.I. Kengbiwy,
0.0. Kopuoson, O.E. JleBawesown, /N.B. HecTtbeBa,
b.M. fipyctoBckoro, ¥ LIsnH KOi, D. Amy, R.S. Mac-
donald n gp. OHa BnepBbie H6bina noctaBneHa B 1896
rogy. Jinbpetro [. Axako3a u J1. inankun 66110 cos-
[@aHO Ha OCHOBe pomaHa ppaHLy3ckoro nucatensa A.
Mtop>ke «CLeHbl 13 XU3HKU 6orembl» [5]. Komno3utop
NPUHUMaN akTUBHOE yyacTue B ero CO34aHunu, emy
npviHaZnexana rnaBHas posib, BCE 66110 NOAYNHEHO
ero koHuenumu. B nuceme . Pukopan komnosntop
nucan: «Cenvac s Buxy ,boremy”, Ho ¢ ,J1aTUHCKUM
KBapTaioM”, Kak ckazan B MOC/AeAHUI pa3, koraa
pasroBapuBan ¢ ianvkol, co cueHon Mro3eTTbl,
KOTOPYHO Hallen s; U cLueHa CMepTU AoJKHa bbiia
6bITb TaKOW, KaK f €€ 3asyMan; s yBepeH, UTo Toraa
CMOTy czielaTb OPUTNHANBbHYHO, XXN3HECMOCOOHYO
paboty» [2, c. 14].

B cBOEM cogepkaHum «borema» BbIXOAUT 3a pam-
K1 BepM3Ma (CTUAsA TOro BpemeHu), obaasas TOHKUM
MCUXONOTU3MOM, OHa BaMXKe K XaHpPy AMPUYECKon
ornepbl. Bbibop cLeHMYeckmx cuTyaumnii cBs3aH ¢
My3blKa/bHO-ApamMaTypruyeckon koHuenumnen Jx.
My4unHM, oTpaxkas ero 3ambiCesl CKOHLEHTPUPOBATb
BHVMMaHWe cayLuatenein Ha My3bike. Kak 1 k. Bepaw,
[My4u4nHM cTaHOBUTCA CMeNbIM HOBaTOPOM. Pa3BuBas
ycTpemaeHus npeacTaBuTenein KOMNo3nTOPCKMX
Wwkosn EBponbl, «OH co3aéT 0CobbIN, HOBbLIW AN
NTaNbAHCKOW onepbl, TMbKUI 1 cBOeObpa3HbIn, pe-
UYMTATMBHO-aPMO3HbIA BOKaAbHbIA CTUb, CTaBLUNN
OAHWM 13 FNaBHbIX KOMMOHEHTOB OMEPHOro NUCKYC-
ctBa XX Beka» [2, ¢. 10]. lMpwn 3TOM OH He OTKa3bl-
BAEeTCA OT LUMPOKON BOKaNbHOW MeNoAmMKK, oTMeyas
no nosogay IV akta «borembi»: «fl xouy, 4tobbI NEAN,
MeNoAN3NPOBaNN Kak MOXHO boablue» [2, c. 10].
Onopa Ha BOKa/bHYH pacneBHOCTb Kak OCHOBY
OMEepHOro CTUAA KOMMNO3MTOpa CTaBUT Nepes BO-
Kannctamu ocobble 3agaun, co3gaBas yCaI0BUA ANA
nowncka B C1e0BaHNM XyAOXECTBEHHbIM MPUHLIMNAM
. TyqunHn.

B aaHHOM acnekTe 0cobyro 3HaUMMOCTb Npw-
obpeTatoT BapMaHTbl MOCTaHOBOK OMep UTalbIHCKOrO
KOMMO3UTOpa B onepHbIx Teatpax Asnn. OgHnM 13
nyTen pa3BUTMA ONepbl 34eCb CTaN PasinyHble KO-
NnabopaLmm onepHbIX TeaTPOB, NMO3BOAMBLLME CO34aTb
aflanTUpoBaHHble BapuWaHTbl UTaNbAHCKUX Onep
[6]. B uncne BakHEWMLMX CLLEHUYECKNX BapUaHTOB,
oTpaxkatoLLmx crneumndurKy noaxosa KMTalckux Teat-
poB Kk noctaHoBkam onep Ax. My4yumHn, sBmaach
«TypaHAoT». Ta onepa He CTaBUIacCb Ha MPOTAXKEHNN
HECKO/IbKUX AEeCATUIETUIN B CBA3N CO CNOXHOCTAMM
BOCMPUATUA KUTAWCKON ayANTOPUEN CrOXKeTa onepbl.
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B 2009 roay 6bina ocylecTBieHa eé nocTaHOBKa C
HOBbIM QUHANOM, CO34aHHbIM KOMMO3UTOPOM Xao
BaisHom (Hao Weiya) [3].

OpfHoW 13 Hanbonee NoNyAAPHbIX ONep B CTpaHax
CeBepo-BoctouHon Asumm sasnsetca «borema».
OHa 6bina noctaBneHa B Kutae B ABYX KPYMHbIX
LleHTpax eBpornenckoro onepHoOro NCKyccTea — B
LWaHxanckom 6onblwom Teatpe (Shanghai Grand
Theater) n HaunoHanbHOM LLEHTPE UCMONHUTENBCKMX
nckyccte (The National Center for Performing Arts),
pacnoJsioxxeHHOM B LieHTpe lMeknHa. NCPA aBns-
€TCca OAHWUM M3 rnaBHbIX TeaTpoB Kutas. OH 6bin
crnpoekTnpoBaH GpaHLy3CcKnM apxmutektopom lo-
nem Angpey (Paul Andreu) 1 BMeLLaeT onepHbli
3a/, KOHLLePTHbIV 3an, TeaTp 1 np. Cpasy nocne oT-
KPbITVA B LIeHTpe CTas NPOBOAUTBLCA €XeroAHbln
onepHbI pectmBanb. Bnepsble onepa «borema»
6bina noctaeneHa B NCPA B mae 2009 roaa, 3atem B
okTa6pe 2011 roga n B ceHTabpe 2020 roga. Bce 3Tu
MOCTaHOBKMW MMEIOT CBOO UCTOPUHO U XapaKTepHble
YyepThl.

MoctaHoBka 2011 roga 6bina npeacTaBieHa
Kak Kutanckas sepcms onepbl MyyunHu. Pexuc-
cép YaHb CuHbK (Chen Xinyi) co3aaét HOBYHO Cro-
>KEeTHO-CLIeHNYeCKyH KoHUenumio onepsl. o eé
3aMbICay AelcTBUE NponcxoamnT B MeknHe, B KO-
TOpbIVi NPUObLIBAIOT rNaBHbIe repon Ha camMonéTe.
Mocne npusemneHna nanHepa B MeXAYHapOAHOM
a3ponopTy yYaCTHUKN AeNCTBUS OTNPaBASAOTCS B
NeKUHCKUIA paoH nckyccts 798 («798 Art Zone»).
DTOT apT-KBapTa/s OXBaTbiBaeT NoOLWajb OKOJO
OfHOTO KBaZpaTHOro KWaoMeTpa, AencTBya Ha
Tepputopun ObiBLIero NeknHckoro 3aBoga pa-
Avoannapatypbl, GYHKLNOHMPYIOLLEro HaumnHas ¢
1957 ropa. Celuac 3TO OAMH U3 LEHTPOB COBpe-
MeHHOro nckyccrea Kntaa. HaunHasa ¢ 2002 roga
XYAOXHUKN N OpraHu3aumnmn ctaan nepegenbiatb
NMoMeLLeHNs 3aBOa, CO3/aBas apTLEHTPbI, rafepew,
CTYAWW, An3alHepCcKme KoMnaHum v np. B obctaHoB-
Ke COBPEMEHHbIX YCTPEMAEHWI KUTANCKOW KybTypbl
NPOUCXOAWT AelcTBMe onepbl. Bo3amoxxHOCTb nepe-
OCMbICNeHNA cLeHorpadum onepbl bblna oTMeYeHa
nccnepoBatenamm ewwé B XX seke. b.M. Apycrosckui
B Tpyse «Ouepkun no gpamatyprum onepbl XX Beka»
nuncan: «CoBPEMEHHOCTb 3MOLIMOHA/IbHbIX OLLyLLe-
HW repoeB, B YaCTHOCTN HECKO/IbKO MOBbILLEHHaA
MMMY/IbCUBHOCTb YyBCTBOBAHMA MO CPaBHEHMWIO, CKa-
XeMm, ¢ onepamu MaccHe, no3soaseT 6e3 0cobo
LHaTAXKM" 04eTb yYacTHMKOB AencTema ,borema™
B COBPEMEHHbIE KOCTIOMbI, O YEM, KaK M3BECTHO,
nucan CTaHUCNaBCKUIA, U HE TONBbKO Mncan, HO U

OCYLLLeCTBUA 3Ty UAEH Ha cueHe» [3, ¢. 126]. Ceo-
60zHas obcTaHOBKa BceM m3BecTHOro B Kntae ueH-
Tpa COBPeMEHHOro UCKycCTBa Npubansmaa croxert
onepsbl K 3pUTENO 1 cAenana ero bonee AOCTYMHbIM.

B moctaHOBKe onepbl, 3a NCKAKOYEHNEM NapTUn
Pyponbda, BeayLine napTum UCNONHANN KUTakCKne
Bokanuctbl, opkectp NCPA nog pykoBoacTtBoM Jln
CuHugo (Li Xincao). Maptuto Pygonbda bnectaile
NCMOMHWA 3HAMEHWTBIA NCNaHCKN TeHop AkBUaEeC
Mauago (Aquiles Machado). OH n3BecTeH Kak oanH
W3 NlyYLLMX TEHOPOB, BbICTYMNaBLUMI C My3blKaHTaMu
MUpPOBOro ypoBHs — [laHnanem bapeHboimowm, Mna-
cnzo JomuHro, Mctncnasom Poctponosmyem v MHO-
UMW APYTUMMU.

BbicTynvB B aHCambie ¢ KUTalCKMMM OMepHbIMU
neBUaMK, OH CO3JaN YHUKaJbHYHO aTtmocdepy
cnekTakns. Yxe B NepBOW CLeEHe, BO BpeMs
3ByYaHus neTMOTMBHON Tembl «Nei ciele bigi
quardo fumar dai mille» ero ronoc Bbipa>kaet 3a-
JIOXKEHHYHO KOMMO3UTOPOM MeIogUYecKyto ap-
KOCTb, OTTEHSAEMYIO PeUYUTaTUBHbIMU PeNanKamm
Mapcena. Menogusm naptum Pygonbda otmeuyaet
J1.B. JaHnneBnu: «[NepBas ¢pasa Pyaonbda cpasy
obpallaeT BHUMaHVe CBOE MeNOANYECKON KPacoTow
N CBET/IbIM XapakTepom. Y Mapcens B 3TOM cLeHe
noyTn cnaowb peuntatme» [1, c. 113]. HecmoTpa Ha
KPWTUKY NOCTaHOBKW, OHa CTana 3HakoBOW B UCTOPUN
eBponenckoro onepHoro Teatpa Kutas, Tak kak 6bina
BOCMPWHATa KaK BMOJIHE HaLMOHabHasA BEPCUA ore-
pbl 3HAMEHUTOrO UTaIbAHCKOrO KOMMO3uTopa.

KoHuepTHas Bepcma NoCTaHOBKM onepbl «bore-
Ma» 6blna npescTaBaeHa HauvoHanbHbIM LIEHTPOM
ncnonHuTensckmnx nekyccts B 2020 rogy. B nocraHos-
Ke ornepbl HblAV 334e/CTBOBaHbI yYLLNe UCMONHWUTENN
ueHTpa: anpuxép — Jly Lizs (LU Jia), opkecTp 1 xop
NCPA. MapTtun repoes onepbl UCMOAHUAN: NAPTUIO
Pyaonbda — BaH YoHr (Chong Wang), Mapcens —
YkaH AH (Zhang Yang), KonneHa — lyaH YxxunuauH
(Guan Zhijing), Mto3eTTbl — YskaH BaHbLMHb (Zhang
Wengin), Mumun — Yxoy CsonnHb (Zhou Xiaolin).
[encTBre pasBopaynBaeTca B O4HOBPEMEHHOM
3BYYaHWM OPKeCTpa, PacnoOXeHHOro Ha CLieHe,
1 BOKanncToB. M3BecTHbIn B KnTae TeHop BaH YoHr
(Chong Wang), ncnoanumswunin naptuto Pygonboda,
ABNAETCSA BbIMYCKHWUKOM OMNepHOM nporpaMmmMsl Me-
ponbl 2014 roga (Merola Opera Program), ctu-
neHAMaToM MepBoro kypca onepbl «San Francisco
Opera Adler Fellow». OH ncnonHWn B onepHo
nporpamme Meposibl OTPbIBKM U3 NapTuin Topo
(«Magam battepdnaii»), soHa Xoce («KapmeH»)
1 repuora MaHTyaHcKoro («Puronetro»), a Takxe

pag posien B [eKMHCKOM HaUMOHaNbHOM LieHTpe
NCMONHUTENBCKUX UCKYCCTB, B TOM YMC/IEe PYyNEBOTO
(«JleTyumin ronnaHgel»), NocbIbHOrO («Anga»), JOK-
Topa Kas («®anbctad») n ap. Ero ncnonHeHve naptmm
Pysonbda otanuaetca ceoeobpasmemM TpakTOBKM
3ByyaHus belcanto. [laHHas Bepcma onepbl «borema,
MOJIHOCTbHO BbIMOJAHEHHas cunamm MNeknHCKOoro Ha-
LMOHANbHOrO LIeHTPa, B NMOJIHOM Mepe oTpaxaeT
CTpemeHne KUTaCKMNX My3bIKaHTOB BOMIOTUTb CNIOXK-
HOCTb 3ambicna MyyumHm.

MocTtaHoBKa «borembl» B LLlaHxalickom 60/1bLLIOM
TeaTpe OT/AMYaeT COBPEMEHHOCTb U CMeNIOCTb Tpak-
TOBKM LUeAeBpa UTaNbAHCKOro KoMnosuTtopa. B des-
pane 2023 roga 6bina ocyLecTBieHa COBMeCTHas
noctaHoBka onepsbl LLlaHxacknM onepHbIM TeaTpom
n Wanxavickum bonbwnm Teatpom. Conncrol
LLlaHxalickoro onepHoro Teatpa BbICTYNUAN MOZA
ynpasaeHnem aunpuxépa Croi YxxyHa (Xu Zhong).
ABTOpamMu HOBOW BEPCUM CTaN KATANCKMIA PEXMNCCEP
An U3mHuas (Yang Jingze) 1 ntanbAaHCKNiA pexxmnccép
Mapko KapHutn (Marco Carniti). KapHuTtn 6611 B
OZHOW V3 NepBbIX FPYMNM MHOCTPaHHbIX PEXMUCCEPOB,
npuexaslmnx B LLlaHxan B Havane depansa 2023 ro-
aa (nocne Toro, kak Kntain oTKpbIi CBOW rpaHuULb
nocne ocnabnenusa npasun COVID-19). fencteune
3TON Bepcun «borembl» nponcxoamnT B MUpe, rae
oKpy>KaroLas cpefa pe3ko MeHaeTcs, a 3eMasa no-
KpbITa NbAOM 1 NHeeM. «CypoBbI KnMMaT ckasbl-
BaeTCA Ha rNaBHbIX reposix, KOTOpble, OAHakKo,
YMYZPAFOTCH PacTOMNUTb X004 CBOEN Nt0O0BbHO»,
—nosAcHua KapHutu [4]. B ocHOBe NOCTaHOBKM
NeXUT nAes pPackpbiTb CAOXHOCTb BblpaXkeHus
BEYHbIX LLleHHOCTeN B My3blKaJbHOM WNCKYCCTBE —
Nto6BYM, BEPHOCTU 1 Bepbl. VITanbfAHCKNN pexmnccép
ycMaTpuBas OCHOBHYH Npobiemy B CLLEHNYECKOM
BOMJOLLEHNM 3aMbicna MNyyynHm, B HEO6XOAMMOCTY
COXPaHEeHWA BbICOKOTO YPOBHA NCMOAHUTENBCKOTO
MacTepcTBa B MpoLecce pa3BopaymBatoLLerocs
onepHoro gerictea. OH oTMeTUA: «f C yBaXKeHNeM
OTHOLLYCb K NpodeccmoHanbHbIM HaBblkam CONNCTOB
onepbl. Mosi paboTa 3akatouaeTca B TOM, YTOObI
MOMOYb UM YAyYLINTb CBOE CaMOBbIpaXKeHne Ha
CLeHe, @ He KOHLEHTPUPOBATLCSA TONbKO Ha HOTaX.
Mbl nbiTaemca HanTn BanaHc Mexay NeHueM u
aKTépckom urpoi» [4]. Mo cnoBam KMTaNcKoro co-
pexuccépa, cueHorpadms — 3TO OTXOZ OT Mpu-
BbIUHOW CLLeHNYECKOW BblpasnTenbHOCTU. «Hawn
onepsbl ... — 3TO y>e He nojpaxaHue 3apybexkHbIM
NPOon3BeAEeHNAM, @ ANANOT C COBPEMEHHOCTbIO», —
CcKa3an oH [4].
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MpuBnekaTeNbHOCTb My3bikK [lyyumHU Ans
3puTenen a3maTckmx cTpaH obbscHAETCA npexae
BCEro KpacoTon Menoca 1 BO3IMOXHOCTbHO COMpU-
KOCHYTbCS C Ny4YlMMM obpa3LiaMn cTapenllen B
MUPE UTaNbAHCKOW ONEPHOMN LIKOJbI. HYy>XHO oTMe-
TUTb, UTO ANA NMOHUMAHUS LIMPOKUM 3pUTENEM
cneundrKn TanbAHCKOW onepsbl, a Takxke Ana eé
pacnpocTpaHeHus, onepbl aZanTUPYOTCA He TONbKO
B MOCTAaHOBOYHOM YacCTW, HO 1 B KOHLLENTyanbHOM.
HecmoTps Ha nepecMOTp BaXKHEWMLLNX COCTaBAAKO-

LLMX UTANbSAHCKOW ONEePHOM KNaCCUKK, AeATENbHOCTb,
HanpaB/ieHHas Ha Pa3BUTUSA EBPOMNENCKON ONepHOW
KynbTypbl B KnTae, BaxkHa, Tak Kak co34aéT OCHOBY
ANA MeXKyAbTypHOro Ananora Boctoka v 3anaza B
06,1aCTN My3blKanbHOro TeaTpa. 3HaKOMCTBO LLUMPO-
KUX CNOEB HaceseHUs C LejeBpaMu UTalbAHCKOM
My3bIKM 6€3yCNIOBHO 3HAUMMO N B KOHTEKCTE Pa3Bu-
TUA HaLMOHAaNbHbIX NCMONHNTENBCKMX U KOMMO3M-
TOPCKMX LUKOA CTPaH A3unn.
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M. MUSSORGSKY
BORIS GODUNOV AND KHOVANSHCHINA:
THE TRUTH ABOUT "GOSSIP”

Summary: Much has been written about the sub-
ject-matter of Modest Mussorgsky's operas. How-
ever, its significance is so great that it is still waiting
for its interpreters, performers and listeners despite
the established research and performing tradition.

As V.Stasov said, Mussorgsky was “one of the
greatest Russian people”. The composer's entire life
was determined by the desire to serve his people,
honestly and truthfully applying his God-given tal-
ent. Mussorgsky's operas continue to catechize the
listener which was begun by M.Glinka and A.Dargo-
myzhsky. However, Modest Mussorgsky preached
his stage sermon, opening a new era of musical the-
atre, in which, as in the life of “man and the human
masses”, in which only he was interested, there was
almost no room left for evangelical service to one's
close one. The composer showed this through the
events of the Time of Troubles. And although there
are calls "Gossip women and men to justice!” com-
ing from his heroes, Mussorgsky did not judge an-
yone. He wanted the listener “to have a conclusion”.

Mussorgsky's creative work is a prophetic omen
of the revolutionary cataclysms which began already
during his time but which occurred later. He aroused
concern through creativity, warning his compatriots,
cautioning and wanting to protect. The composer
still addresses us today. Like the world-famous an-
cient tragedians, Mussorgsky composed to edu-
cate the listener. The number of his mature works
corresponds to ancient theatrical traditions - three

tragedies and two comedies. Boris Godunov, Kho-
vanshchina and the never started but only conceived,
Pugachevshchina, are tragedies or, as the compos-
er called them, folk dramas. Mussorgsky's creative
scope undoubtedly met the challenges of that time.

Keywords: M.Mussorgsky, Boris Godunov, Khovan-
shchina, Time of Troubles, prayer, Song about gossip

| want to start with the words of LIlyin, “Russia
was destroyed by Time of Troubles”. The compos-
er began with this when choosing subjects for folk
dramas. As is known, they are about the Time of
Troubles during the 17th century: its beginning is
reflected in the opera Boris Godunov and the end
in Khovanshchina. The idea of this era was just be-
ing formed in the 19th century; thus, the composer
can be called the first historian of the Time of Trou-
bles. However, Mussorgsky is not only a historian
but also a psychologist. Not only a psychologist but
also a prophet, prophesying “from the past to the
present” and from the present to the future: “...you
shall hear a message from My mouth and give them
a warning from Me!"” (Ezek. 3:17; 33:7). The prophet
Jeremiah, with shoulders and neck worn down to
the bone by a burden, warned his people about the
danger of captivity. Mussorgsky “with whole heart
<...> studied <...> the subtlest features of human
nature and the human masses” in order to “feed hu-
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Il 1. M. P Mussorgsky. Photography. 1880-1881

manity with them, like with a healthy dish that has
not yet been tried”' . What is "health”?

The composer’s study of “the subtlest features
of human nature” is consistent with the gospel's
attention “to the inner state of the soul, which, as
theologians say, determines the human personali-
ty”?. It is the inner, spiritual life that opens the path
to salvation, which Mussorgsky, in his metaphysical
language, called “health”. “"Health” lies in a correct
spiritual life, and a correct spiritual life lies in the
internal struggle with passions?. This was known
to Russian opera composers before. The image of
Prince Kholmsky in M.Glinka's music to the trage-
dy of the same name by N.Kukolnik is marked by
an internal struggle with temptation. This theme
is continued in A.Dargomyzhsky's Pushkin operas,
etc*. Mussorgsky prepared “a dish that has not yet
been tried”. What is there about it that his prede-
cessors and teachers did not know?

"Enter your heart with attention,” say the church
fathers, "and examine carefully what thoughts, what
dispositions and passions it is especially occupied
with, and what passion most dominates and tyran-
nises over it; then, first of all, take up arms against

1. M.Mussorgsky. From a Letter to V.Stasov (110) dated October
18, 1872 / M.Mussorgsky. Folk Musical Dramas. Selected
Poems and Letters. St. Petersburg: Quadrivium, 2018. — P.
322.

2. "The essence of the Gospel is,” explains A.Osipov, the
theologian of today, “that it turns its gaze to the inner state
of the soul, which determines the human personality” / URL:
https://dzen.ru/video/watch/659c16abc55a2228559c2bc2
(access date 19.12.2023)

3. Why is this fight being waged? “The goal of a person’s
life is to acquire the Holy Spirit,” as St. Seraphim of Sarov
said. In the Russian theatre, it was forbidden to show on
stage the lives of people in the rank of saints; however, the
direction of the opera heroes’ spiritual life corresponded
to the words of Father Seraphim. It was implied even when
most of the characters appeared before the listener in a
spiritually inverted state of personality, and then the path
to achieving the goal that Father Seraphim speaks of was
necessarily indicated. About the participants in the action
who experienced transfiguration in Mussorgsky's operas -
further in the main text of the article.

4. For more information about this, see: S.Pavlova “The Gospel
in the Monuments of Russian Opera: M.Glinka Ruslan and
Lyudmila”. St. Petersburg. Abstracts of the conference for the
100™ anniversary of the birth of E.Ruchevskaya, St. Petersburg,
Publishing House of St. Petersburg Rimsky-Korsakov State
Conservatory, 2022; S.Pavlova “Transfiguration of Don Juan.
On the Dramaturgy of A.Dargomyzhsky's Opera The Stone
Guest. To the 210* anniversary of the composer”: first essay
// Burganov House. Space of Culture. — 2023. — No. 5. -
Pp. 10-43. S.Pavlova “Transfiguration of Don Juan. On the
Dramaturgy of A.Dargomyzhsky’'s Opera The Stone Guest.
To the 210" Anniversary of the Composer”: second essay //
Burganov House. Space of Culture. - 2023. - No. 6. — Pp. 56—
85.

ng u

this passion and try to overcome it."> “"Having en-
tered with attention into the heart” of Russian society,
the composer “raises weapons” against temptation,
which the opera heroes really "have not yet tried”.
Popularly, he aptly called this state "gossip”® . "Gos-
sip" is as follows. A person is confident that they are
waging the necessary struggle for their salvation and
performing evangelical service to their close one;
each hero does it in accordance with their position:
princes and boyars serve the sovereign and the Fa-
therland, the common people fulfil their duties - mil-
itary, craft, peasant ones. However, the "gossip” is
that this struggle, together with confidence, is a lie.
It is a lie since instead of a "battle” with passions in
their heart, which allows them to serve their close
one as the Gospel teaches, a person fights with
people in their own Fatherland. Mussorgsky dis-
covered this "gossip” of the Time of Troubles - de-
structive not only for a person but also for society
and the entire state.

The composer does not observe this condition
in one or more operatic characters, which could be
explained by an exception that has every reason
to be corrected. No, almost all participants in the
action in both Mussorgsky's operas are subject to
“gossip”. Such a scale takes what is happening be-
yond the limits of not only the life of one person or
class but also the history of one people and state.
As the composer said, “gossip <...> executes the
entire human race”. Indeed, from the beginning of
time, our ancestors experienced and passed on to
us the state of seduction or temptation. It is impos-
sible to resist it alone due to the fact that the van-
ity of the “liar and father of lies” is the root cause.
It is possible to resist this only with the help of the
Savior. The composer shows this through the ex-
ample of the participants in the action who experi-
enced transfiguration. There are only two of them.
In the first opera, it is Boris Godunov. In the sec-
ond - archers. They all are literally put on the true
path by the touch of the divine. The nature of the
touches is different.

For Boris Godunov, it is a “sacred blessing” for
power expressed by the ringing of a bell. It directs

5. Rev. Nicodemus Svyatogorets. Quoted from O.Rodionov:
"The Teaching of St. Nicodemus of the Holy Mountain on the
Fruits of Good Work in the Context of the Hesychast Ascetic
Tradition” / Synodal Biblical and Theological Commission -
Moscow - 2012. - Pp. 389-403.

6. | thank the student of the Gnessin State Musical College,
S.Terekhova, for comparing “gossip” with temptation.
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attention to the “inner state of the soul”: “The soul
is grieving...". Here, in confirmation of the started
“conversation with God”, the prayer of the newly
crowned Tsar Boris sounds: “O Righteous One, oh
my sovereign father!.. may | be righteous like You...".
After the opera act, Boris will no longer call him-
self a “righteous man” but a “sinner”: “Lord, look, |
pray at the tears of a sinful father...". Thus, his part
will end with the prayer with which the holy fathers
testify to a true believer. Mussorgsky leaves the de-
cision of the Divine Judgment about the Tsar un-
known. Who among the people can know the Tsar’s
decision about the tsar? We only see the death of
Boris, we know about the suffering of his soul and
notice the transformation of his prayer.

Archers receive forgiveness before our eyes. It
comes from the “formidable Tsar Peter”; however,
it will not sound until the gossipers take the path
of truth. For them, the touch of the divine principle
becomes... the attack of their wives: “"Ah, damned
drunkards, ah, inveterate hooligans! There is no pun-
ishment for you, | will restrain you!..". Oddly enough,
love is manifested in this pressure since wives are
the only ones who are not afraid to "heal” their
husbands with the truth. Archers begin to correct-
ly evaluate the wrong life of scriveners, execution-
ers, etc,, including themselves. That is, they begin to
see "gossip”! The song about Kuzka's gossip, with
the entire choir of the archers’ society, is initiated
by the wives: “...Gossip has become so strange that
it has confused the human mind... Just bow to gos-
sip - you will give up your mind...". The song ends
with an apocalyptic call: “Gossip women and men
to judgement!”.

And indeed, one after another, the heroes of the
opera find their end. The archers, continuing to “get
healthy”, are left alone with their crimes: “lead us
into battle”, Khovansky’s “children” ask, “no”, “fa-
ther” refuses them, “go to your homes and wait for
fate's decision, farewell". No one demanded from
the archers an ominous fantasy in carrying out Kho-
vansky's seditious orders, at least there is no indi-
cation of this in the text of the libretto; however,
the archers tried: “the Duma clerk Larion lvanov’s
chest was split in half with a sharp stone, and the
German Gaden was taken from the Cathedral of the
Transfiguration on Bor and dragged to the place,
where they dismembered him". And so, left alone
with the “passions fighting them”, the archers start
a prayer, the value of which is in its brevity and fo-
cus on oneself: "Lord, do not let our enemies hurt
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us...” are the words of the archers, “and protect us
and our homes with Your mercy” are the words of
the archers’ wives.

Thus, the archers with a song about gossip and
prayer and Boris with suffering and transformation
of prayer respond to calls for salvation, expressed
in such different forms as the sacrament of wed-
dings and the nagging of wives. All this together
are the main ingredients of that very "healthy dish”
with which Mussorgsky hoped to “feed <...> hu-
manity, <...> having studied with all the heart <...>
its ‘subtle features'. Its preparation is fully consist-
ent with the holy fathers’ recipes and the concept
of synergy, that is, of mutually directed energies -
divine and human: first, an understanding of one's
lifestyle and the source of “gossip” is revealed to a
person through illumination by grace, then, a prayer-
ful appeal to God occurs, without which a person
cannot deal with the “liar and the father of lies”, etc.

Let us return to the other participants in the ac-
tion and look at the princely-boyar class in a state
of “"gossip”. What do the boyars and princes do in
Mussorgsky’s operas? They “fight” the enemies of
the sovereign and the state, as befits the upper
class. However, it is a lie since they are fighting ex-
clusively with their own enemies, among whom...
is the tsar, as a rival in power. One gets the feel-
ing that it was in the upper class that Mussorgsky
first of all looked for the cause of the Time of Trou-
bles. In this sense, particular emphasis is placed on
the opera Khovanshchina, in which all the partici-
pants in the action are presented as princes - Ivan
Khovansky and his son Andrei, Vasily Golitsin, and
even Dositheus and Marfa. Is not there a lot of no-
bility for one opera - “princely”, as V.Stasov’ called
it? The composer seemed to be checking, bringing
them onto the stage one after another, “it cannot
be that | am all wrong, it cannot be"8. Let us check
this, following the author's lead.

Ivan Khovansky is confident that he is “carrying
out sedition” and is acting “for the glory of the young
tsars, Peter and John". However, it is a lie since he
is engaged in a real "disorder” - he destroys peo-
ple, guided by his own vanity. Vasily Golitsyn is con-
fident that with his diligent service he ensures the
security of the kingdom. However, it is a lie since
he gives the order to "drown in the swamp” Mar-
tha, who had unsuccessfully told his fortune, solely

7. M.Mussorgsky. Folk Musical Dramas. Selected Poems and
Letters. St. Petersburg: Quadrivium, 2018. Pp. 356-357.
8. Ibid. P. 390.

for his own safety. Shaklovity is the second Khovan-
sky, “the future of today” - as he says about himself,
trying to stop the Khovanskys' discord “for the glo-
ry of the tsars of Great and Little and White Russia,
the autocrats”. However, it is a lie since he speaks
out of vanity and directly calls himself “the devil's
intercessor”.

Marfa from the princely family of Sitskies is
confident in her love for the younger Khovansky
and acts to save him. However, it is a lie since, as
Mussorgsky himself says, she does not love but is
“deceived by passion for Andrei”, so she essential-
ly leads him to death. The “former” Prince Myshet-
sky, the “"now humble servant of God” Dositheus, is
also responsible for the latter. It is he, the leader of
the persecuted schismatics, who leads his congre-
gation to salvation. However, it is a lie. It is difficult
to imagine a man of God who, sitting on a prayer
stone, would confidently talk about himself as the
"saviour of the world": “"Here, in this holy place, | will
proclaim salvation to the world". Dositheus turns
service not only to the earthly but also to the Heav-
enly King® into “gossip”. Tempted by his own "hu-
mility”, he condemns the people who have trusted
him to suicide.

However, one should not think that other par-
ticipants in the action are presented much differ-
ently in relation to Heavenly power. It is evidenced
by the fragments of prayer formulas obsessively
stuck to their tongues, which are not the prayers
themselves. In Prince lvan Khovansky's speech, “God
save" is repeated, appropriately and inappropriate-
ly. In a similar way, Dositheus “sticks” to the saying
“Holy Rus', we are looking for it". His Serene High-
ness Vasily Golitsyn and Prince Andrei Khovansky
lament in the usual secular manner “Oh, Lord"? For
schismatic Martha, communion with God has a tinge
of pagan interest in the kingdom of the dead, and
not the living. It would seem that the vicious cir-
cle is being overcome by Shaklovity, the “future of
today”. He performs a demonstratively expanded
aria. In its middle prayer part, the author's accom-
paniment texture is tremolo, which has a semantic

9.  According to the original concept of the opera, hopes for
the future of the Fatherland were connected with Dositheus;
V.Stasov even called him “lvan the Baptist”. However,
according to M.Mussorgsky's image of the leader of the
schismatics, the reason for his “exit” from the princes can be
seen in the wish not “be a simple queen”, as described by
A.Pushkin, but to be “the mistress of the sea”. The image of
Dositheus is a separate topic that touches on the problem
of editing the opera and changing its concept by N.Rimsky-
Korsakov.

connotation of “torn spirituality”' since the birth
of the opera. And really, what is Shaklovity praying
for? With the living tsars and the regent tsarevna
Sophia (what a choice of legitimate heirs!), he asks
to “give Rus' the Chosen One”. Is not this “gossip”
about serving the tsars of earth and heaven?

None of the boyars and princes, except Boris,
who experienced the sacred blessing of royal pow-
er, can overcome temptation. Although touches of
grace are shown in the part of each hero. For exam-
ple, Khovansky, who received news of the arrival of
the reiters, remains in his home kingdom for a long
time. Is it not to understand what happened and
his role in it? But no, Khovansky only agrees to fol-
low Shaklovity for advice to tsarevna Sophia when
he hears assurances that he is still the first of the
first or, as Mussorgsky said, “the best of the best".
It is the same with others. They themselves perish
and destroy the common people entrusted to them.
Why does none of the common people manage to
escape, except the archers?

It is because they turn out to be just as deaf to
the One who stands and knocks at their doors™ as
the princes just shown. This idea is shown especially
clearly in the prologue and finale of the opera Bo-
ris Godunov. In both scenes, along with lamenta-
tion and magnification, the composer puts prayers;
however, townspeople and vagrants - two different
groups of people represented in this opera - are
united in their inability to pray.

At the beginning of the opera, Mussorgsky is
forced to call in spiritual special forces - wander-
ing minstrels to perform a prayer, and before that,
put a fermata so that “the listener has a conclusion”:
why are the townspeople silent? Having walked with
the procession of the Cross from Moscow to the
Novodevichy Convent, they cannot even say “Lord
have mercy”! What kind of "Orthodox" are they? It
is exactly how the Duma clerk Shchelkalov address-
es them. However, to his request "Orthodox... let
us prostrate before the Lord for strength...” people
respond with silence. The apparitor calls them dif-
ferently: “idols”, “devil's limb” and “rams’ heads".
Indeed, due to the absence of prayer, people have

10. Tremolo allows the soloist to improvise freely, which was
probably important for M.Mussorgsky in order to make
Shaklovity's deceptive appeal more believable. In N.Rimsky-
Korsakov's edition, the accompaniment is orderly.

11. "Behold, I stand at the door and knock: if anyone hears my
voice and opens the door, | will come in to him and dine
with him, and he with me” (Revelation of John the Evangelist
3:20)
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lost their reasoning. It means that one can lead them
anywhere, which is what the boyars do - “you have
a decree from the boyars: be in the Kremlin in the
morning and wait for orders there”. Mussorgsky
specifically dwells on this “subtle feature” - the ab-
sence of reasoning, twice returning the same situ-
ation with "Mityukha” in the prologue: "- Mityukh,
hey, Mityukh, why are the yells? "And how should
| know!” or “Mityukh, what did God's people say?”,
there is no answer to this question either™ . And the
stated reason (the election of the tsar) is not inspir-
ing: "Look, they gathered people for a reason...”. But
really, what kind of work do the common people
do in Mussorgsky’'s operas? What does the “com-
mon herd”, as A.Pushkin calls the lower class, do in
the opera Boris Godunov?

They carry out their direct work - peasant work,
craft work, etc. However, it is a lie since the com-
mon people are either idle or banditry in the hellish
cycle of boyar-princely “gossip”. Mussorgsky shows
people who do not know spiritual life and are sepa-
rated from their work. Some townspeople fall into a
state of indifference. They do not kill anyone, nev-
ertheless, without reasoning they elect a “regicide”
to the throne. Others, vagrants, also devoid of rea-
soning, go to the other extreme - they start an up-
rising. They rejoice at the impostor and sentence
the legally elected tsar to death - "Death to Boris!".

The groups of people shown in Boris Godunov
are the predecessors of similar groups in Khovan-
shchina. The townspeople are the future Moscow
newcomers, who will remain far from prayer. The
vagrants, oddly enough, foreshadow the image of
the archers under the command of Prince Khovan-
sky. They also act under command. Who are their
leaders?

It is hard to believe that the lazy traitors to the
church and the kingdom, Varlaam and Misail - fugi-
tive monks, for whom everything is the same (“wheth-
er it is Lithuania or Rus', whether it is a whistle or a
harp”), as they are shown at the beginning of the
opera, independently led the uncontrollable crowd.
Under their leadership, the vagrants were imbued
with the boyar-princely “gossip” about Boris’s “un-
pardonable sin” and now confidently sing about the
torment to which Boris dooms the “Orthodox peo-
ple”, sing about the theft of the throne committed
by Boris and, finally, trusting the beliefs of the trai-
tors, they themselves are ready to commit regicide.

12.  In N.Rimsky-Korsakov's edition, the second episode with
"Mityukha" is missing.
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However, their statements, like the boyar-princely
"gossip” about Boris, are lies™ . It is a lie since in
the entire opera, there are no characters, except for
the vagrants themselves, who would torment and
torture Khrushchev - Boris's governor of the boyar,
who would steal - take a penny from the harmless
Fool, and finally, who would be ready to kill the Tsar.

And here, vagrants’ wives will not stand up for
them as happens in Mussorgsky's next opera with
the archers. And prayer will move away from the
vagrants so much that there is no Orthodox sing-
ing at the end. Instead, the robbers, who call them-
selves "Orthodox”, hear, according to Mussorgsky,
the Jesuits "hissing” their Latin hymns as they en-
ter Russian soil on the shoulders of the Pretender.

With deep compassion, Mussorgsky shows the
clouding of reason among the people and, as a guide
to a different, almost holy way of life, quotes Glin-
ka's opera A Life for the Tsar. Thus, in the instrumen-
tal introduction to Shchelkalov's request for prayer,
the composer breaks down the theme of Ivan Su-
sanin’s aria "You will rise, my dawn” into separate
intonations and scatters textures across the voic-
es. This is what Shchelkalov puts into the appeal to
the people - “Orthodox” - the idea of serving one’s
close one. In the glorification of boyar Khrushchey,
the vagrants did it differently. Here you can hear
an echo of the text of the male choir from A Life
for the Tsar: “The falcon rules the brave path across
the sky”. Only the meaning is exactly the opposite:
“It is not a falcon flying across the sky...". The peo-
ple in Mussorgsky's operas are not the same as in
Glinka’'s. It is not a collection of individuals united

13. In A.Pushkin’s drama and, after that, in M.Mussorgsky's opera

(in that part of it that is written according to the text of the
drama), a boyar-princely theme, not a tsar one, is raised in
connection with the image of Boris. Following Pushkin, in
the image of Boris, the composer shows the fulfilment of
the boyar-princely dream of achieving the highest power -
"I have achieved the highest power..." (Boris's monologue),
and not at all the criminality of the royal power and the tsar
himself. To look at the tsarist power through the prism of
what is happening to Boris is to look past the content of the
opera.
At the same time, the scene near village Kromi, which was
written by M.Mussorgsky independently (on the advice and
with the participation of V.Nikolsky), shows a revolutionary
attitude specifically towards the tsarist power. Here, there is
no need to be deceived by Varlaam and Misail's exclamations
about the new “legitimate tsar” they proposed since the
appearance of False Dmitry is the same “gossip” about the
tsarist, specifically the tsarist power, as the boyar-princely
"gossip” about Boris's “sin”. In this regard, the thought
arises about the participation of the boyars in the uprising
of vagrants, about their support for the Pretender. The boyars
and the Pretender shown by M.Mussorgsky - the essence
is the same.

by the gospel idea. All that remains of it is a sign,
under which there is a crowd devoid of reasoning.

“That is why the revolution happened,” writes
our contemporary Father Konstantin (Kamyshanov),
"since we imagined ourselves as the country of Christ,
Holy Russia, but lived like the last feudal lords and
slaves”. Perhaps the composer began his study of
the "subtle features” from the position of class; there
is indirect evidence of this in his epistolary heritage.
However, it was only by divine touch and his de-
sire for the “real truth”™ that Mussorgsky came to
understand not so much the class but the univer-
sal human damage of “gossip”. The composer of-
fered his compatriots a truthful stage portrait for
a speedy “recovery”. It reflects the evangelical ser-
vice of people to their close ones - all “Orthodox”.
However, it is a lie. Who do people really serve if
they turn their attitude towards earthly and heav-
enly authorities into "gossip”?

14.  M.Mussorgsky. From a letter to A.Golenishchevts-Kutuzov
(179), September - October 3, 1875. Quoted from the book:
M.Mussorgsky. Folk Musical Dramas. Selected Poems and
Letters. St. Petersburg: Quadrivium, 2018. P. 339

Raising the weapon of creativity against the “gos-
sip” of the Time of Troubles, Mussorgsky entered into
battle with the "liar and father of lies”, and called
on his compatriots to do the same.

celain sets at the Gardner and Kuznetsov facto-
ries, created lacquer miniatures (Fedoskino, Kholuy)
and works of artistic metal casting (Kasli). There was
an interest in war in folk toys from Bogorodsk, Ser-
giev Posad, Kargopol and Abashevo. It is notewor-
thy that the Patriotic War of 1812 Museum houses
a collection of glass and crystal products, produced
at the Imperial Glass Factory, glorifying the heroes
of the battles.

The Patriotic War of 1812 Museum, opened in
Moscow on the occasion of the bicentenary of the
historical event, displays a number of caricatures -
all "Orthodox". However, it is a lie. Who do people
really serve if they turn their attitude towards earth-
ly and heavenly authorities into “gossip”?

Raising the weapon of creativity against the “gos-
sip” of the Time of Troubles, Mussorgsky entered into
battle with the “liar and father of lies”, and called
on his compatriots to do the same.
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M. . MYCOPTCKII
«BOPUC TOAYHOB» N «XOBAHLLNHA»:
MPABAA O "CMAETHE"

K 185-JIETVKO KOMIMO3NTOPA

ArHromayus: O cogep>xaHunn onep Mogecrta [le-
TpoBuya Mycoprckoro HanncaHo MHoro. Ho 3HayeHve
€ro HacCTO/IbKO BENNKO, YTO HECMOTPA Ha C/IOXKMB-
LIYHOCA NCCeA0BaTeNbCKYHO U MCMOAHUTENbCKYHO
TPaAuLIMIO, OHO A0 CMX MOP XAEeT CBOUX MHTepnpe-
TaTOPOB, UCMONHUTENEN W CayLlaTenen.

Kak rosopwn B. B. Ctacos, M. IN. Mycoprckuii 6bin
«OJHWM M3 caMblX BEJIVKUX tOAeN pycckux». Bcs
>KM3Hb KOMMO3MTOPa onpesenanacb CTpeMIEHNEM
CNY>XXWTb CBOEMY Hapoay, YeCTHO ¥ NPaBAMBO MCMOA-
HAS AaHHbIA Borom TananT. Onepsl M. M. Mycoprcko-
ro MPOAO/KAKOT KaTexm3aLumio cayliaTens, HayaTyto
M. W. TannHkon n A. C. Japrombixcknm. Ho Mogect
[MeTpoBUY BeAeT CBOIO CLEEHNYECKYO NMPONoBesb,
OTKpbIBas HOBYHO 3MOXY My3bIKaJbHOrO Teatpa, B
KOTOPOM, KaK 1 B XXM3HW «4esioBeKa 1 YenoBeyeckunx
Macc», KOTOPOW TONbKO OH WY MHTEPEeCcoBasCs, MOYTH
He oCTaeTca MecTa A1 eBaHreNbCKOro CNy>KeHns
6amxKHeMy. KoMno3ntTop nokasbiBaeT 3TO yepes
CcobbITMA CMYTHOrO BpeMeHu. M xoTsa 13 ycT ero
repoes 3By4aT nNpu3biBbl «CAETHUL, CNAETHUKOB
Ha cya!», M. IN. Mycoprckmii Hukoro He cyamnt. OH
CBUAETENbCTBYET, YTOObI «CayLLATENO OblN BbIBOZAY.

Teopuectso M. 1. Mycoprckoro — npopouyeckoe
npej3HamMmeHOBaHWe HaCcTyMaBLUKX Y>XKe B ero BpeMeHa,
HO COBEPLUMBLUMXCA B AaNbHeNLIEeM, PeBOIOLNOH-
Hbix 6eacTBuin. OH BMA BO BCE KONOKO/1A TBOPYEC-
TBa, Npeaynpexaas CBOMX COOTeYeCTBEHHMKOB,
npegocTteperas v xenas ybepeub. Kak 3HameHUTble
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Ha BeCb MUP aHTUYHble Tparuku, M. M. Mycoprckuin
nucan ans socnutaHua caywarensa. Konmyecrso
3pesibIX ero COYNMHEHW COOTBETCTBYET APEBHUM
TeaTpajibHbIM TpaguLMAM - TpU Tparegmn un ase
KoMmeaun. Tparegnu nam, Kak HasblBaa Ux cam
KOMMNO3NTOP, HapoAHble gpaMbl — 3TO «bopuc
FfogyHOB», «XOBaHLLMHa» 1 Tak U He HayaTas, HO
TONbKO 3asyMaHHas «[lyrayesLumHa». TBOpYECKM
pa3smax M. . Mycoprckoro HECOMHEHHO OoTBeuYan
Bbi30BaM COBPEMEHHOCTH.

Knroyeseie ciosa: M. . Mycoprckuin, bopuc lo-
JyHOB, XOBaHLLWHa, CMyTHOE BpeMs, MOAWTBa, [ecHs
O CcrnsieTHe

HauaTtb xouy co cnos W. A. VinbmHa «Poccuto no-
rybuna cmyta». C 3TOro HaumMHaeT 1 caM KOMMO3UTop,
BbibMpas croxeTbl 418 HapOAHbIX ApaM. Kak n3sect-
HO, OHW NpuHaanexar cMyTHoMy BpemeHn XVII Beka:
Hayano ero otTpaxeHo B ornepe «bopuc NogyHos»,
KoHeL, — B «XOBaHLMHe». [peacTaBieHne 06 3TOM
anoxe B XIX Beke T0/1bko GOPMUPOBANOCH, MOITOMY
KOMMO3MUTOPa MOXHO Ha3BaTb MepPBbIM NCTOPMKOM
CMyTHOrO BpemeHn. Ho Mycoprckuia He Toabko 1c-
TOPWK, HO M MCUXONOTr. He TONbKO NMCUXOOT, HO U
MPOPOK, BELLAIOLMIA «13 MPOLLEALLErO B HACTOALLIEE»
1 13 HaCTosLLEro B Byayllee: «... Tbl Byzellb cayLaTh
cnoBO 13 ycT Mowux, n byaellb BpasyMaaTb UX OT
MeHs!» (Mes. 3:17; 33:7). Mpopok Viepemuns xomyTom

CTEPTbIMUN A0 KOCTU COBCTBEHHbIMM NaeYaMn u
Wweeln npeaynpexzaan cBOW Hapog 06 onacHOCTH
naeHeHus. M. M. Mycoprckuin «Bcem HyTpoMm <...>
M3y4yan <...> TOHYalLLIne YepTbl MPUPOAbI YesoBeKa
N YesloBeYEeCKNX Macc», YTOObI «<KOPMUTb UMK Ye-
NOBeYeCTBO, Kak 34,0pOBbIM 61H0A0M, KOTOPOrO eLLe
He NpoboBann»'. B uem xe «340p0OBbe»?
M3yyeHre KOMMNO3MTOPOM «TOHYANLLMX YepT
NPUPOAbLI YenoBeka» COrnacyeTcs C eBaHresbCkuM
BHUMaHNEM «KO BHYTPEHHEMY COCTOAHUIO AyLUW,
KOTOpOE,- Kak roBOPAT 6OrocNoBbl, - 1 onpegenaet
JNINYHOCTb YenoBeyeckyro»? . VIMeHHO BHYTPEHHAS,
[yXOBHas >XWN3Hb OTKPbIBAET NyTb CMaceHus, KoTopoe
M. M. Mycoprckumin Ha cBoeM MeTadur3nNUeckoMm A3blKe
Ha3blBaeT «30POBbeM>». «340POBbE» 3aKNtoUaeTca
B NPaBWIbHOM AYXOBHOM XW3HW, a NpaBubHas ay-
XOBHas XW3Hb — BO BHYTpeHHeW 6opbbe co cTpac-
TAMWU® . OTO 6bINO U3BECTHO PYCCKMM OMEPHbIM
KOMMO3UTOpaM 1 paHblue. BHyTpeHHen 6opbboin ¢
NCKyLleHeM OTMeyeH 0bpa3 KHA3A XOJIMCKOro B
Mys3bike M. V. TAMHKK K OfHOMMEHHON Tpareauu H.
B. KykonbHuka. lMpogokeHa 31a Tema B NyLUKNHCKANX
onepax A. C. laprombixkckoro n 7. 4.4 M. . My-
COPrCKWIA Xe roToBUT «BA0A0, KOTOPOTO elle He

1. M. M. Mycoprckuii. 3 nucema B. B. Cracosy (110) ot 18 ok-
T46ps 1872 r. / M. IN. Mycoprckuii. HapogHble My3blKasib-
Hble ApaMbl. VI36paHHble cTuxm 1 nucbma. CM6.: Quadrivium,
2018. - C. 322.

2.  «Cytb EBaHrenus B ToM, — 06bACHAET 6OrocnoB cerog-
HAWHMX aHel A. . Ocunos, - 4yTo oHO obpallaeT B30Op
KO BHYTPEHHEMY COCTOAHWIO AyLUW, KOTOpOe W onpeaens-
eT IMYHOCTb Yenoseyeckyto» / URL: https://dzen.ru/video/
watch/659c16abc55a2228559¢2bc2  (gaTta obpalieHus
19.12.2023)

3. Kuemy Begetcs ata 6opbba? «Llenb XunsHun yenoseka — CTa-
>xaHwve [lyxa Ceatoro», kak rosopuT npen. Cepapum Ca-
POBCKMIA. B pycckom TeaTpe 3anpeLjanochb nokasbiaTb Ha
CLIeHe XW3Hb JIOAEN B UMHe CBATbIX, HO HampaBaeHue Ay-
XOBHOW >XW3HW OMepHbIX repoeB COOTBETCTBOBAO C/I0BaM
6aTowkm Cepaduma. OHO nogpasymeBanochb gaxe TOrAa,
Korsa 60/bLUMHCTBO NEPCOHaXeN NpescTaBano nepes ciy-
LaTeNem B yXOBHO NepeBepHYTOM COCTOAHUM IMUHOCTH, U
Torja obasatenbHO 6bia yKasaH NyTb K AOCTUXKEHWIO Lieau,
o koTopoli rosoput nper. Cepadum. O6 ncnbiTaBLLIMX Npe-
obpaxkeHue yyacTHUKax gencTems B onepax M. IN. Mycopr-
CKOro — Aanee B OCHOBHOM TeKCTe CTaTby.

4.  ToppobHee 06 3ToMm cm.: MNasnosa C. A. EBaHresve B namart-
HuKax pycckow onepbl: M. V. TanHka «Pycnan n Jliogmunas.
CM6. Te3ancbl koHdepeHLmn K 100-neTuto co AHS poXae-
Hus E. A. Pyubesckon, CM6, N3a-so CM6MK um. H. A. Pum-
ckoro-Kopcakosa, 2022; Maenosa C. A. MNpeobpaxeHne [loH
XKyaHa. O gpamatyprum onepsl A. C. laprombixckoro «Ka-
MeHHbIV rocTb». K 210-netuto komnosumtopa: Ouepk nep-
BbIN // «[lom bypraHoBa. MpocTpaHCcTBO KyAbTypbi». — 2023.
—Ne5.-C.10-43. MasnoBsa C. A. [peocbpaxenwe [loH Xya-
Ha. O apamatypruu onepsbl A. C. laprombixckoro «Kame-
HbIli rocTb». K 210-neTuto komnosutopa: Oyepk BTOpoiii //
«/lom bypraHoBa. [TpocTpaHcTBO KynbTypbI». —2023. — N2 6.
- C. 56-85.

npobosann». YTo B HEM TaKoro, Yero He 3Haau ero
npejLecTBEHHUKN U yuntens?

«Bonan BHMMaHMeEM B cepjLie CBOe, - TOBOPAT
OTLbl LIEPKBY, - N UCCeAYW TLATeNbHO, KaKUMW Mo-
MbIC1aMK, KaKUMK PacroNoXeHUAMN 1N NpUCTpac-
TUAMM OHO OCODEHHO 3aHATO, U Kakas CTpacTb
Hanbosiee rocnoACTBYET HaZ HUM U TUPAHCTBYET B
HeM; MOTOM MPOTUB 3TOW CTPACTU Npexae Bcero
N NOAHUMAW OpyXue 1 ee NOBOPOTL CTapanca»® .
«Boras BHMMaHMEM B cepALie» pycckoro obLuecTsa,
KOMMO3UTOP «MOAHMMAET OpYy>KMe» NPOTUB UCKY-
LUEHWsl, KOTOPOro AeNCTBUTENBHO «elle He Npo-
6oBanv» onepHble repoun.® No-HapogHOMY METKO
OH Ha3Bas 3TO COCTOAHME «CraeTHen». «CnaeTHs»
3aK/toYaeTca B ciiedyrolem. YenoBek yBepeH, Uto
BesEeT HeObXOAMMYHO A/ CBOEro crnaceHuns 60pboy
1 COBEPLUAET EBAHIENbCKOE CNYXKEHWE BANKHEMY,
KaXkAblil repoii — B COOTBETCTBMM CO CBOMM MOJIOXKeE-
HMeM: KHA3bs 1 Bospe — cryxkaT rocygapto n OTevec-
TBY, NMPOCTOHAPOAMNE UCMONHAET CBOM 065S3aHHOCTU
— BOMHCKME, PEMEC/IEHHbIE, KpecTbsiHCKMe. Ho B TOM-
TO N «CMNETHS», 4TO Bopbba 3Ta BMecTe C yBepeH-
HOCTbIO — 10XKb. JIOXKb, MOTOMY UTO BMECTO «OUTBbI»
CO CTPACTAMM B CBOEM CEPALLE, KOTOPas U NO3BOASET
CNYXUTb BAMXKHEMY Kak yunT EBaHrenve, yenosek
cpaxaetcs ¢ ntoabMu B cBoeM e OTeuyectBe. Bot
KaKy «CMNeTHH» CMYTHOrO BPEMEHU — rybuTesb-
HYO He TOIbKO ANS YenoBeka, HO 1 Ans obLiectsa u
BCero rocygapcrea obHapyxun M. . Mycoprckui.

KomnosuTop HabaroZaeT 3TO COCTOsIHME He B Of-
HOM WM/ HECKOJIbKMX OMEPHbIX MepPCOHaxax, 4To
MOXHO OblJ10 Obl O6BACHUTL UCKNHOUYEHUNEM, NME-
HOLLMM BCE OCHOBaAHWA GbITb UCMpPaBaeHHbIM. HeT,
«CNNeTHe» NOAUYMHAIOTCA NMOYTU BCE YHACTHWKM fen-
cTBUA B 06enx onepax M. IN. Mycoprckoro. Takol
MacLiTab BbIBOAUT NPOUCXOAsLLEe 3a Npeaenbl He
TO/IbKO XW3HW OAHOr0 4YenoBeKa WK COCNOBUSA,
HO 1 UCTOPUM OAHOTO Hapoga u rocygapcrea. Kak
rOBOPUT KOMMO3UTOP, «CMNJIETHA <...> Ka3HUT BECb
poa ntoackon». [lecTBUTENBHO, C HaYana BpeMeH
HallK NpapoAMTenn UcnbiTanu Ha cebe 1 nepesanu
HaM Mo Hac/NeACTBY COCTOsSIHME OBO/bLLEHSA NN
nckyweHnsa. EMy HeBO3MOXHO NMPOTMBOCTOATL B
OAMHOUKY, MOTOMY YTO MEPBONPUUNHA — B TLLE-
CIaBUKN CaMOro «JiKela 1 oTua fxku». [potneocto-

5. Mpn. Hukoamm Ceatoroped,. Lint.: O.A. PoanoHOB. YueHne
npn. Hukoamma CeaToropua o naogax yMHOro AenaHus B
KOHTeKCTe NCUXacTCKOoro acketnyeckoro npeganusa / CnHo-
ZLanbHas 6ubnelicko-6orocnosckas komuceus — M. — 2012,
- C. 389-403.

6. bnarogapto ana cpaBHeHME «CMAETHU» C UCKYLLUEHWEM CTy-
AeHTKy PAM nmenn MTHecrHbix C. A. Tepexosy.
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ATb 3TOMY BO3MOXHO TO/bKO € nomMoLLpro Cnacutens.
KOMMO3UTOP 3TO MOKa3bIBaeT Ha MPUMepPe UCMbITaB-
LWIMX NpeobpaXKeHne yyacTHUKOB AeACTBUA. Takunx
ToNbKO ABOe. B nepsoli onepe — 310 bopuc MNogyHoB.
Bo BTOpOI — cTpenbupbl. O6oux 6ykBanbHO CTaBUT
Ha UCTUHHBIA NyTb MPUKOCHOBEHWE HOXECTBEHHOTIO
Hayana. [1o xapakTepy — NPUKOCHOBEHWNA pa3HbIe.

Ona bopuca NogyHoBa — 3TO BblpaXKeHHoOe
KOJIOKOJ/IbHbIM 3BOHOM «CBALLEHHOE Ha BAacTb
6narocnoBeHue» . OHO Hanpas/iAeT BHMMaHMe K
«BHYTPEHHEMY COCTOSHUIO AyLn»: «CKOpOUT Ay-
Wwa...». 34ecb Xe B NOATBEPXKAEHUM OTKPbIBLLENCS
«becesbl ¢ BOrom» 3By4nMT MOAUTBA TO/bKO YTO
BeH4YaHHoro uapa bo-pwuca: «O lpaBegHuk, o,
MOW OTel, Aep>aBHblil.. ga 6yay npaBeseH, Kak
Tol...». [No npolwecTBMmM onepHoro genctems bopuc
Ha30BeT cebs yxKe He «MpaBefHUKOM», a «rpeLl-
HUKOM»: «[ocnoan, BO33puW, MO0, Ha Cae3bl
rpeLHoro oTua...». Takum obpasom, ero napTus 3a-
KOHYMTCA MOJIUTBOWN, KOTOPOU CBATbIE OTLbl CBU-
[eTeNIbCTBYHOT 06 MCTUHHO BEPYHOLLEM YenoBekKe.
PeweHune boxbero cysa o uape M. . Mycoprckui
OCTaB/AAEeT HEU3BECTHbIM. KTO Xe 13 ftogei MoxXeT
3HaTb pelweHve Llapa o uape? Mbl TONbKO BUAUM
cMmepTb bopuca, 3Haem O cTpagaHmax ero Aywm u
3amMeyaeM npeobpaxkeHre ero MoAnTBbI.

CTpenbupbl NOAYyYatoT NPOLLEHME Ha HallnX ria-
3ax. OHO NpuXoaUT OT «rPO3HOro Laps Metpa», HO
MPO3BYYNT HE paHblUe, YeM CMNETHUKN BCTaHYT Ha
nyTb UCTUHbI. [IPUKOCHOBEHNEM BOXXECTBEHHOIO
Hayana ANa HUX CTAHOBUTCA... HaNaAeHne XeH: «Ax,
oKasiHHble MPOMOMLbl, ax, KONOH6POAHMKM oTneTble!
Het ka3Hu BaM, HeT yaepxy!..». Kak H1 cTpaHHO, B
3TOM Harnope nNposBaseTcs N0H60Bb, MOTOMY YTO
>KeHbl — eJUHCTBEHHbIE, KTO HE BOUTCA «0340POBUTL>
My>cel npaBaon. CTpenbLibl HAUMHAOT NPaBUIbHO
OLeHMBaTb HEMPaBWIbHYHO XW3Hb NOABAYMX, Na-
nayert 1 ap., B TOM 4mcne 1 cammx cebs. To ectb
HauMHalOT BUAETb «CnaeTHIO»! ecHo 0 cnaeTHe
Ky3bkn, co Bcem XOpoM cTpenielkoro obuecTsa,
WHULMMPYHOT MMEHHO XeHbl: «...CMIeTHA CTONbKO
HauyAunna, UTo U yM JIOACKON CMyTUAA... TONbKO
CrieTHe MOKNOHUCb — = OT YMa Tbl OTKaXMWCb...».
3aKkaHuMBaeTCsA MecHsA anoKaaunTUYeckKnm npm3bl-
BOM: «CMNeTHNL, CMIETHUKOB Ha CyA!».

W nencTBUTENBHO OAMH 3a APYTUM HaXOAAT CBOW
KOHeL, repon onepbl. CTpesbLibl Xe, MPoAoXKas
«03/10paBANBaTbCA», OCTAOTCA OAMH Ha OAMH CO
CBOVIMMW MPECTYNIeHNAMM: «Beamn Hac B 6on» - npo-
CAT «AeTKM» XOBaHCKOrO, «HeT, - OTKa3blBaeTca OT
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HUX «6ata», - nAUTE B AOMbI BaLlUW U XANTE CyAbObI
peleHbe, Npowante». HWKTo He TpeboBan oT
CTpenbLoB 310Belen daHTasnm B UCMOJHEHUN
KpaMOJIbHbIX MPYKa3zoB XOBaHCKOro, NO KparHewn
Mepe B TeKCTe IMBPETTO Ha 3TO YKa3aHWM HeT, HO
CTpenbLbl CTapanncb: «AyMHOMY AbsAKy JlapvoHy
ViBaHOBY rpyab pa3fBovan KaMeHeM BOCTPbIM, a
Hemua lageHa nmann y Cnaca Ha 6opy 1 BOAOKAM A0
MecTa, TaM Mo YaeHam pa3obpanmn». V1 BOT ocTaBLIMCh
OZVH Ha OZIMH C «BOPIOLLIMMMN MX CTPACTAMMU», CTPE/b-
Lbl 3aroparoTcsi MOJANTBOW, LLEHHOCTb KOTOPOW B
KPaTKOCTW M HanpaB/JeHHOCTM Ha ceba: «focnoam,
He lai Bparam B 061AYy 1 OXpaHW Hac 1 AOMbI HaLln
Munocepanem TBOUM».

Tak, cTpenbLibl — NecHein o CnaeTHe ¥ MOAUTBOW,
Bopvic - cTpagaHmamu 1 npecbpaxkeHneM MOANTBbI
OTKAMKAKOTCA Ha MPU3bIBbl KO CMAaceHUto, MPO3BY-
YaBLUME B TaKMX pa3Hbix GopMaX, Kak TaHCTBO BeH-
YaHue 1 BopYaHue XeH. Bce 310 BMecTe — rnaBHble
COCTaBAANOLLME TOFO CaMOro «30POBOro 6043,
Ko-TopbiM M. T. Mycoprckuii yasan «<kopmMuTb <...>
YesI0BEeYEeCTBO, <...> HYTPOM MU3YUMB <...> €ro «TOH-
yalilue vepTbl». [PUroTOBAEHME €r0 NOJHOCTbIO
COOTBETCTBYET peLientam CBATbIX OTLOB M MOHATUIO O
CMHEeprum, TO eCTb O B3aVMOHanNpPaB/eHHbIX SHEPrUAX
— 6OXXEeCTBEHHON N YenoBeYeCKON: CHavana yepes
03apeHue baarogaTbro OTKPbIBAETCA Yesl0BeKy Mo-
HVYMaHwue ero 06pasa XXV3HW 1 UCTOYHMUKA <CMIETHU»,
3aTeM NPOMUCXOANT MOUTBEHHOEe ObpalleHue k bory,
6e3 KOTOPOro CO «/IXKELLOM W OTLLOM JIXXM» YeNoBeKy
He CnpaBUTbLCA U T. 4.

BepHemcs K oCTanbHbIM y4acTHUKAM AeNCTBUSA
1 NMOCMOTPUM Ha KHfXecko-bosapckoe cocnoBue B
COCTOAHUN «CMAETHU». YeM 3aHUMaroTca Hosipe 1
KHs3bst B onepax M. . Mycoprckoro? OHu «6btoT-
CA» C Bparamu rocyAaps v rocyapcraa, kak u no-
NIOXEHO BbICLLIEMY COCNOBUIO. HO 3TO N10XKb, NOTOMY
4yTO HOPHOTCA-TO OHW UCKIHOUNTENIBHO CO CBOMMM
COBCTBEHHbBIMU Bparamu, Cpesmn KOTopbIX... U Liapb,
KaK conepHuk Bo Baactu. CknagblBaeTca OLlyLeHmne,
UTO MMEHHO B BbicLeM cocnoBum M. IN. Mycoprckuin
npexse BCero nckan NpuYMHy CMyTHOTO BPEMEHMW.
OCObBEHHbIV aKLEHT B 3TOM CMbIC/IE MOCTaB/IEH Ha
onepe «XoBaHLWMHa», B KOTOPOWN KHA3bAMU Npes-
CTaBNeHbl BCE YYaCTHWKM AencTBus — BaH XoBaH-
CKWI 1 ero cbiH AHapen, Bacuanii FoanumH, n gaxe
Jocnden n Mapda. He MHOroO An 3HaTK AN OAHOWM
onepbl — «KHAXeCKoM», kak Ha3Ban eé B. B. Ctacos?’
Komnosutop 6yato 6bl NpoBepss, BbIBOASA X Ha

7. M.T. Mycoprckuii. HapogHble My3blkabHble gpambl. V136paH-
Hble cTuxu 1 nucbma. CM6.: Quadrivium, 2018. C. 356-357.

CLEHY OAHOTO 3a APYrnM, <He MOXET ObITb, UTOObI A
6bln KPYromM Hemnpas, He MOXeT 6bITb»8 . [TpoBepum
N Mbl BC/1eZ, 32 aBTOPOM.

ViBaH XOBaHCKMI YBEPEH, UTO «M3BOAUT KpaMo-
Ny» N feACTBYET «BO CNaBy Llaper maagbix Metpa u
NoaHHa». Ho 3TO J10>Kb, MOTOMY YTO OH 3aHMMaeTCs
CaMbIM HaCTOALLMM «MOFPOMOM» — FyOUT NtoAeN,
PYKOBOAMMBI COBCTBEHHBIM TLLeC1aBMeM. Bacu-
nunii FonnubiH yBEPEH B TOM, UTO CBOEW YCepAHOWN
cnyxboin obecneunBaeT 6e3onacHOCTb LiapcTea. Ho 3to
NIO>Kb, MOTOMY UTO UCKJIKOUUTENBHO AN COBCTBEHHOM
6e30MacHOCTV OH OTAAET NPUKa3 «yTOMUTb Ha 6onoTe»
HeyaauHo ragasLyto emy Mapdy. LLlaknoBuTbI — 310
BTOPOM XOBaHCKMI, «M3 HOHELLUHUX ByayLIniA» — Kak
OH 0 cebe roBOpUT, NblTaeTCA OCTAaHOBUTb CMYTY
XoBaHCKMX «BO cnaBy Lapen Benvkunsa n Manbia v
benbia Poccnn camogepkues». Ho 370 10Xb, NOTOMY
YTO OH JOHOCUT U3 TLLECNaBUSA U NPSAMO Ha3blBaeT
cebna «AbABONA XOaTal».

Mapda 13 KHsxxeckoro poga CuULKMX yBepeHa B
CBOEN N06BU K MAajLLeMy XOBaHCKOMY U AelCTBYeT
NS ero cnaceHns. Ho 3To n0Xb, MOTOMY 4TO, Kak
rosoput cam M. IN. Mycoprckuid, oHa He ntobuT, a
«0bMaHyTa CTpacTbio K AHApPeto» U Mo CyLecTBy
BeJeT ero Kk rmbesnn. 3a nocnesHee OTBETCTBEHEH U
«ObIBLWNA» KHA3b MblLIELKNI, «HbIHE CMUPEHHbIN
pab boxwuii» Jlocnden. IMeHHO OH — NpeABOAMTENb
FOHMMbIX PackOJ/IbHNKOB BeAET CBOO NMacTBy KO Cna-
ceHuto. Ho 3Tto noxb. TpyaHO NpeacTaBuTb cebe
60Xbero yenoseka, KOTOpbIY, BOcceAas Ha MONT-
BEHHOM KaMHe, cTan Hbl yBepeHHO paccy>aaTtb O
cebe, Kak 0 «cnacutene Mmpa»: «34ecb Ha 3TOM
CBATE MecTe craceHbe MuUpy Bo3Belly». [locndei
npeBpaLLaeT B «CMIETHIO» CNY>KOY He TONbKO 3eM-
HOMy, HO 1 HebecHomy Llapto® . O6onbLLLEHHbIN
COBCTBEHHbBIM «CMUPEHNEM», OH 0bpeKaeT BBepUB-
LIMXCA eMy IF0Aeln Ha caMoybuIiCTBO.

Ho He cTouT gymartb, UTO Apyrve yuyacTHUKW fen-
CTBUS NpeacTaBieHbl MHOMO MHaue B OTHOLUEHWM
HebecHol Bnactn. O6 3TOM roBOpsT HaBA3UMBO
NPUANMLLKE K UX A3bIKaM OCKOJIKM MOJIUTBEHHbIX
bopmyn, Ho He camu MoMTBLI. B peun KHA3s VBaHa
XOBaHCKOro K MecCTy U He K MeCTy NoBTOpAeTCH

8. Tamxe. C. 390.

9.  To ncxoHOM KOHLENLMM onepbl UMeHHO ¢ locudeem cBsi-
3blBa/MCb HagexXabl Ha byayuiee Oteyectsa, B. B. Ctacos
Jaxe HasbiBan ero «/BaHom Mpeateyeii». OgHako, Kak no-
Ka3blBaeT NpeABOAWTENs packabHUKoB M. . Mycoprckuii,
MPUYMHY €ro «BbIXOAa» M3 KHA3EN MOXHO YBUAETb B OMNU-
caHHOM A. C. TTyLLKVHbIM >enaHun 6bITb He MPOCTOO Liapu-
uew, a "Bnagbluvuent mopckonn”. Obpas flocudes — otaens-
Has Tema, 3aTparvBatoLas npobaemy pegakuum onepbl H.
A. PumcknM-KopcakoBbIM 1 U3MEHEHUA ee KOHLEMLMK.

«Cnacun 60or». NosobHbIM 06pa3omMm «3aesaeT»
Ha npuckaske «CeATtas Pycb, ee xe nuem» Jocu-
deni. Ceetnenwmin Bacunumii FoNnLbIH N KHAXNY
AHZpen XoBaHCKNI CETYHOT B MPUBBLIYHOM CBETCKOM
mMaHepe «O, Focnogu». Y packoabHuubl Mapdsbl
6oroobuieHne NMeeT OTTEHOK A3bIYEeCKOW 3anHTe-
PEeCOBaHHOCTM B LL@PCTBE MEPTBbIX, @ HE XXUBbIX.
Kasanocb, 661 MOPOUHbIA Kpyr npeogoneBaeT
«M3 HOHeLWHUX byaywnn» LWaknoButbii. OH Bbl-
CTynaeT C noka3saTe/NbHO pa3BepHyTON apunen. B
ee cpefHe MONNTBEHHOM YacTh aBTopckas dak-
Typa akkoMnaHeMeHTa — TPeMOo/0, KOTopoe €O
BPEeMEHW POXAEHNS Onepbl UMeEeT CMbIC/IOBOW OT-
TEHOK «HaJopBaHOW AyxoBHOCTM»'? . /N TOUHO, O
yeM MonunTca LWaknoButbiin? Mpu XKNBbIX Lapax 1
pereHTcTBYytOLLEN LLapeBHe Codbe (kakon BbIGOp
3aKOHHbIX Hac1eAHUKOB!), OH MpocuT «nogate Pycu
N36paHHMKa». ITO M He «CMAeTHA» O CiyXbe Lapsam
3eMHOMY 1 HebecHomy?

HukTo 13 6osp 1 kHA3eRn, kpome bopwuca, ucnbl-
TaBLUEro Ha cebe cBALLeHHOe baarocioBeHue Lap-
CKOW B/1aCcTu, He MO>XET NPEeoAONEeTb UCKYLLEHME.
XoTs NpuKocHoBeHWs BaaroZaTv NokasaHbl B NapTum
Kaxxgoro repos. Hanpvmep, nonyuvBLlIniA n3sectme
0 NpVbLITUM penTapoB XOBaHCKUI AOATO NpebbiBaeT
B CBOEM JlOMalLHeM LapcTBe. He ans 1o nn, 4ToObI
OCO3HaTb CNy4YMBLUEECA N CBOKO POJb B 3TOM? HO
HeT XOBaHCKMNI TONbKO AWLLb TOrAa cornallaerca
cnepoBatb 3a LLaknoBUTbIM Ha COBET K LlapeBHe
Codbe, KOrga CAbILLNT yBEPEHNA B TOM, UTO OH, NO-
npeXxHemy, nepBbIA U3 NepPBbIX UAK, KaK TOBOPW
M. M. Mycoprckui, «ay4iumin n3 ayymx». To e u ¢
ApyruMu. OHM TMBHYT camu 1 ryOAT BBEPEHHBIR UM
NpocTon Hapoga. [Moyemy HUKOMY 13 MPOCTOHAPOAMA
He yJaeTcs CnacTucb, KPOMe CTpesbLoB?

lMoTOMYy UTO OHM OKa3blBAOTCA TaKXe MyXu K
Tomy, KTo CTOUT 1 cTyunT y nx asepen’”, Kak 1 ToNb-
KO 4TO noka3aHHble KHA3bA. OcobeHHO ApKO 3Ta
MbIC/b JaeTcs B nposaore n ¢uHane onepsbl «bopuc
FopyHOB». B 0beunx cLeHax BMeCTe C niadvyemM 1 Beau-
YaHMEeM KOMMO3MTOPOM MPOMMUCaHbl MOAUTBbI, HO
N ropoxaHe, 1 bpoaarv — npeacTaBieHHbIe B 3TOM
onepe ABe pasHble rpynmnbl HAPOAA — OKa3blBAKOTCA
e/VHbl B CBOEN HECMOCOBHOCTN K MONTBE.

10. Tpemoso No3BoaseT CONUCTY CBO6OAHO UMMPOBK3MPOBaTb,
UTO BEPOATHO HbI10 BaxkHO Ana M. . Mycoprckoro, 4Tobbl
caenatb Hambonee NpaBAONOAOOHBIM O6MaHUMBOEe 0bpa-
weHwue Waknosutoro. B pegakunn H. A. Pumckoro-Kopca-
KOBa akKOMMaHeMeHT yrnopsaAoYeH.

11. «Ce, CTOO y ABEpPWM 1 CTydy: eC/In KTO YCAbIWKT ronoc Mo
N OTBOPWT ABEPb, BONAY K HEMY, U Byay BeUepaTb C HUM, U
OH co MHoro» (OTkposeHune VioanHa borocnosa 3:20)
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B Hauane onepbl M. . Mycoprckuii BbIHY>KA€eH
BbI3bIBaTb AYXOBHbI/ CMeLHa3 — Kaauk Nepexoxmnx
415 UCMONIHEHNUSI MOIMTBSI, @ Nepes, TeM NOCTaBUTb
depmary, uTobbl «caywaTento 6bln BbIBOA»: OTUETO
mMonuat ropoxaHe? Mpoweawne KpecTHbIM X040M
oT MockBbl K HOBOAEBUUbEMY MOHACTBIPHD, OHM
He MOTyT Npou3HecTn gaxe «[ocnoan nomuayimn»!
Kakune xe oHW «npaBociaBHble»? A Besb UMEHHO
Tak obpallaeTcs K HUM AyMHbIN absk LLlenkanos.
Ho Ha ero npocbby «[paBocnasHsble... ko [ocnogy
CUA Npunagem...» Ar0AM OTBeYaroT MoayaHuem. MNo-
LAPYroMy Ha3bIBaeT UX NPUCTaB: «MA0bI», <4ePTOBO
oTpoAbe» U «bapaHbK roNoBbi». ecTBUTENBHO, NO
OTCYTCTBMIO MOJIUTBbI JIKOAN TNLWINANCD PACcCy>KAEHWS.
3HaumnT, MOXHO BECTU WX KyJa YrOAHO, UTO U AenatoT
60spe — «BaM OT 6osAp yka3: 3ayTpa 6biTb B Kpemne
W XAaTb TaM NpukasaHuin». Ha 3Tol «ToHYanwwen
yepTe» - OTCYTCTBUM paccyxaeHns M. M. Mycoprckuin
cneumanbHO OCTaHaB/VBAETCS, ABaX bl BO3BpaLLas
B MpOJiore OAHY U Ty Xe CUTyaumio ¢ «MUTHoxom»:
«= MwuTiox, a MuTioX, Yero opem? — BoHa, a A nouem
3Hato!» UAN «— MUTHOX, UTO BOXKbM NHOAW TOBOPUAN?»,
Ha 3TOT BOMPOC TOXe HeT oTBeTa'?. [la 1 03ByuYeHHas
npuunHa (M3bpaHune Laps) He BAOXHOBASET: «— BoHa,
3a ZefoM cobumpanu...». A AeNCTBUTENbHO, KakmnM
[e/I0M 3aHMMaeTCa NPOCTON Hapoyg B onepax M.
. Mycoprckoro? Yem 3aHMUMaeTca «4epHb», Kak
Ha3bliBaeT HM3Wwee cocnoue A. C. MyLwkunH, B onepe
«bopwuc TogyHOB»?

OHW BbINO/HAIOT CBOE NPAMOE A0 — KPeCTbAH-
CcKOe, pemecsieHHoe 1 ap. Ho 3To fI0Xb, NOTOMY
4YTO NpOCTOHapoaue nnbo 6esaenbHUYaeTt, 1Mbo
pa3boiiHnyaeT B ajOBOM KpyroBopoTte 60apcko-
KHSXKECKOWN «cnaeTHn». M. IN. Mycoprckuin nokasbl-
BaeT NOAEeN, He 3HAIOLWMX AYXOBHOMW XU3HU ©
OT/lydeHHbIX OT cBoero gena. OgHuM — ropoxaHe
BMazaroT B cocToaHne He3paznnums. OHW HUKOrO He
ybuBatoT, HO H6e3 paccy>KaeHns N3buparoT Ha NPecTon
«Lapeybuiuy». lpyrue — 6poasru, Takke AnLIeH-
Hble pacCy>XAeHns, yAapAtoTCA B MHYH KPaWHOCTb —
3aTeBatoT BoccTaHve. OHM pasytoTcs caMO3BaHLYy U
MpWroBapuBatoT 3aKOHHO M36paHHOro Lapsa K cMep-
™" — «bopucy cmepTb!».

[TokazaHHble B «bopuce NogyHoBe» rpynnbl Ha-
poAa — NpeaLecTBEHHUKN NOA0OHbIX Xe rpynn B
«XoBaHLLMHe». [opoxaHe — 370 ByayLiMA MOCKOB-
CKWUI NPULLABIA NtOA, KOTOPbIW Tak 1 OCTaHeTCs Ja-
JNlek oT MoAuTBbI. bpoaarn, Kak aTo HX CTpaHHO,
npezBeLLatoT 0bpas CTpenbLoB Noj HavaaoM KHA3A

12. B pegakuun H. A. Pumckoro-KopcakoBa BTOpoW 3nmn3o4 c
«MwTtoXOW» OTCYTCTBYET.
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XoBaHckoro. OHUW TOXe AENCTBYHOT MO Haya oM.
Kto nx npegsogutenn?

TpyZAHO NOBepPWTb, YTO JIeHVBbIE NPeAaTeny Liepk-
BM 1 LapcTBa Bapnaam v Mucamn — 6ernbie MOHaxu,
O KOTOPbIX «YTO ryA0K, YTO rycam — yto JINTBa, Uto
Pycb nn», — kKakMMK Te MokasaHbl B Hayase onepsl,
CaMOCTOATE/IbHO BO3rNaBUAN HeyNpaBASEMYHO TOAMY.
Moa nx NpeaBoOANTENBCTBOM BPOAATN MPOHUKANCH
B60APCKO-KHAXKECKOW «CMNETHEN» O «Fpexe Hesa-
MosIMMOM>» bopuca 1 Tenepb yBepeHHO pacneBatoT
O Myu4eHusx, Ha koTopble bopuc obpekaeT «npa-
BOCNaBHbI Ntof», pacneBaroT 06 yuYmHeHHOM bopu-
COM BOPOBCTBE MPeCTosia W, HakOHeL,, BBEPUBLLNCH
ybexzaeHnsM npegaTesnen, camm oKasblBarOTCS ro-
TOBbI COBEpLWUTb Lapeybuiicteo. Ho ux yTBep-
XKAEHUS, KakK 1 6OAPCKO-KHAXECKAA «CMNETHA» O
bopuce, — noxb ™ . 3TO 10X, NOTOMY YTO BO BCeN
onepe He HalAeTCs NepcoHaXxkel, KpoMe caMmx
6poasdr, KoTopble 66l Myuman 1 Nbitaan bopucosa
BoeBOJy 60sipuHa XpyLLeBa, KOTopble Obl BOpOBanu
— OTHSAN Koneeuky y 6e306uaHoro KOpoansoro,
HaKOHeLl, KOoTopble 6bln Hbl FOTOBLI YOUTL Laps.

W 3pecb He BCTYNATCA 3a OpoAAr UX XeHbl, Kak
cnyumnTcs B cnepytoleri onepe M. M. Mycoprckoro
Co cTpenbuamu. I MonnTBa oTganmTca ot bpoasr
HaCTO/bKO, YTO NPABOCIABHOrO NeHus B GUHanNe HeT.
BmecTo Hero, HasbiBatoLLMe Cebsl «NMpaBOCaaBHbIMU»
pa3bomnHmKKM cabiwat, no cnosam M. . Mycoprekoro,
KaK «LLUWMAT» CBOW NAaTUHCKME TMMHbI Me3yWTbl, Bbe3-
XaroLye Ha pycckyto 3emie Ha naeyax CamosBaHUa.

C rny6okmm coctpagaHmemM nokasbisaet M. 1. My-
COPrcKUin MOMYTHEHWE paccyfka B Hapoje 1 Kak
OPUEHTUP MHOTO, MOUTU CBATOro 0bpasa >KM3HM

13. B gpame A. C. lMywknHa un, BCAes 3a TeM, B onepe

M. M. Mycoprckoro — B TOW ee YacTu, KoTopas HanmcaHa no
TeKCTy ApaMbl, B CBA3M ¢ 0bpa3om bopuca nogHnumaetca 60-
APCKO-KHsAXecKas, a He Lapckas Tema. Benea 3a A. C. Myw-
KWHbIM B 0bpa3se bopurca KOMMNO3MTOp NokasbiBaeT UCros-
HeHWe BOAPCKO-KHAXKECKOW MEUTbI O AOCTUKEHWN BbICLLIE
BNACTN — «[loCTUr f BbICLLEN BAACTW...» (MOHonor bopuca),
a BOBCe He MpecTynHOCTb BAACTW LLapCKOl 1 camoro Laps.
CMOTpeTb CKBO3b MPU3MY NMPOUCXOAALLLETO C COBECTbIO bo-
puca Ha LapcKyto BaacTb — 3TO CMOTPETb MUMO COAep>Ka-
HWA onepbl.
BmecTte c Tem B cueHe no Kpomamu, koTopas HanmcaHa M.
M. Mycoprckum caMoCToATeNIbHO (MO COBETY M NPW y4acTum
B. B. Hukonbckoro), mokasaHoO peBOOLMOHHOE OTHOLLEe-
HMe MMEHHO K LLapCKOW BAACTU, Kak ABJEHWIO Henpueme-
MOMYy. 3AeCb He HYy>XHO 0bMaHbIBaTbCa Bo3riacamu Bapna-
ama 1 Mucavna o npeanoXXeHHOM UMW HOBOM «3aKOHHOM
Lape», MOTOMY UTO nossaeHve JxxeaMUTpUA — 3TO Takas
e «CMIeTHA» O LLapCKOM BAACTK, Kak 1 HoApCKO-KHsXe-
cKas «CnneTHa» o «rpexe» bopuca. B cBA3n ¢ 3TM BO3HU-
KaeT MbIC/Ib 06 yyacTum 6oap B BOCCTaHUM Bpoasr, o NoA-
Aep>xke nmm Camo3ssaHua. MNokasaHHble M. 1. Mycoprckmum
60sape n Camo3BaHeL, — CyTb OJHO Hayano.

umntmpyet onepy M. V. TanHkn «Kun3Hb 3a yapsa».
Tak, B MHCTPYMEHTabHOM BCTYMN/JEHNN K Npocbbe
LUlenkanosa o MOAMTBE, KOMMO3UTOP pa3buBaeT
Ha OTAeNbHble MHTOHaLMK 1 paccbinaeT rno roso-
cam daktypbl TeMy apuu ViBaHa CycaHuHa «Tbl
B30OMAelb MOs 3apsi». BoT uto BknagbiBaert Lllen-
KanoB B obpalleHre K Hapoay «MpaBoOC/iaBHble»
— naeto cnyxkeHusa 6amxkHemy. B BeanyaHum 60-
ApnHa XpyweBa bpogsaramu caenaHo MHaue.
3/eCb CAbILNTCA OTFOJI0COK TeKCTa MY>CKOro XO-
pa 13 «XKun3Hu 3a uapsa» «Cokon no Heby npasBuT
MOIOZELIKMI MyTb». TOJIbKO CMbIC/ NPSIMO NPOTUBO-
NMOJIOXHbIN: «TO HE COKO NIETUT MO MOAHEBECHHO...».
Hapog B onepax M. 1. Mycoprckoro — He TOT, UTo y
M. V1. TanHKKW. T0 He cobpaHune AnyHocTen, obbe-
AVHEHHbIX eBaHrenbckon naeen. OT Hee ocTaeTcd
TOJIbKO BbIBECKA, NMOJ KOTOPOM — ANLLIEHHas pac-
Cy>XAeHuna Tonna.

«MoToMy 1 NnponsoLna PeBoONOLNS, - MULLET
Hall coBpeMeHHUK 0. KOHCTaHTUH (KambiwaHoB),
- yTO NpeacTaBfAn cebs cTpaHoi Xpucta, CeaTomn
Pycbto, a xunu, kak nocnesHue deoganbl n pabbi» 14,

14.
KoHcTaHTrH (Kamblwaros), ceaw,. Agam, EBa 1 PasaHb. 3anunckm o
pycckoM npocTpaHcTee. - M.: Hukes. - 2020. - C. 85.

Mo>keT 6bITb KOMMNO3UTOP M HaYMHaN UCCNeAoBaHVe
«TOHYAWLWINX YepT» C NO3ULNUN COCTIOBHOM, TOMY
€CTb KOCBEHHblE CBUAETENbCTBA B €r0 3MUCTONAP-
HOM Hacneamn. Ho He nHaue, kak 6OXeCTBEHHbIM
NPUKOCHOBEHMEM W1 CBOUM CTPEMIEHMEM K «HaC-
Tosweln npasge»’ , M. M. Mycoprckuii npuwen
K MOHWMaHMIO He CTO/IbKO COCOBHOW, CKOJIbKO
obLeyenoBeyeckor NoBPEXAEHHOCTN «CMETHEN».
Komno3utop npeanoxmn cBOMM cooTeYeCcTBEHHMKaM
ANS CKOpeWLero «0340POBAEHNA» NPaBANBbIT
CLeHnYeckui nopTpeT. B HeM oTpaxkaeTcs eBaH-
resbckoe CNy>KeHue nrogen banxHemy — Bce «npa-
BOC/NaBHble». HO 370 noxb. Komy nroau cayxat Ha
CaMOM Jiefie, eCV NPEBPALLAtOT B «CMJIETHIO» OTHO-
LeHne K 3eMHON 1 HebecHoW BRacTn?

MoaHMMasn opy>Kne TBOpYeCTBa NPOTUB «CMaeT-
HW» CMYTHOTO BpeMeHu, M. . Mycoprckuii BcTynaet
B CpaXKeHMe C CaMUM «JIXKEL,OM 1 OTLLOM JIKU», U
npu3biBaeT K 3TOMY CBOMX COOTEYECTBEHHWNKOB.

15. M. M. Mycoprckuin. I3 nucbma A. A. FloneHuiesL-Kyty3oBy
(179), ceHTabpb — 3 okTAbps 1875 r. Lnt. no kH.: M. IN. My-
coprckuii. HapogHble My3bikanbHble gpambl. V136paHHble
ctuxu 1 nucbma. Cr6.: Quadrivium, 2018. C. 339
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KEY FEATURES OF ANTI-NAPOLEONIC CARICATURE
IN THE COLLECTION OF THE PATRIOTIC WAR OF
1812 MUSEUM

Summary: The author studies anti-Napoleonic
caricatures in the collection of the Patriotic War of
1812 State Historical Museum. At the beginning of
the 19th century, artists created vivid satirical works,
thereby establishing a tradition of clichés in the im-
age of a military enemy. In the article, the author
identifies the main symbolic trends in image cre-
ation using the example of various materials (en-
graving, porcelain). In painters and engravers’ work
(.Terebenev, A.Ukhtomsky), a borrowing of art ma-
terial in the creation of a Gardner porcelain set is
revealed. In addition, Russian artists formed stere-
otypical images of national patriotism, manifested
in the typological figures of Russian soldiers, par-
tisans, and men. There is a widespread use of text
for caricatures, including proverbs, aphorisms, po-
etic jokes with elements of deliberate vernacular.

Keywords: caricature, museum, war, 19th centu-
ry art, anti-French satire

The Patriotic War of 1812 Museum presents many
historical, fine and decorative art items. Using the
example of the museum exhibition, this work inves-
tigates a variety of artistic portrayals of anti-French
sentiments in the genre of caricature: a comic im-
age of the military enemy, Napoleon |, as well as
brave representatives of the Russian army and the
anti-Napoleonic coalition. The intersection of mean-
ings contained in caricatures, designed by artists,
contemporaries of those times, as an interpretation
of events but now perceived in an epic way, is of in-
terest. First of all, the memorial significance of these
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monuments is indicated to the viewer. The courage
and dedication demonstrated by our Russian com-
manders, as well as that of the entire people, were
embodied in many works of fine art, literature, and
were vividly revealed in folk art. The tragedy that the
fatherland faced in 1812 contributed to the awak-
ening of national consciousness.

The whole variety of materials and types of cari-
catures portraying the events of 1812 was adequate
to the embodiment of a number of images in art
dedicated to those heroic for the Russian people
events. Both professional artists and artisans re-
flected their own ideas in glass, clay, wood, fabric,
and metal. Famous sculptor F.Tolstoy (1783-1873)
became famous for his outstanding collection of
medallions with accompanying motto inscriptions,
which he worked on from 1814 to 1836. Copies of
Tolstoy's medallions are on display in the Patriot-
ic War of 1812 Museum. Craftsmen produced por-
celain sets at the Gardner and Kuznetsov factories,
created lacquer miniatures (Fedoskino, Kholuy) and
works of artistic metal casting (Kasli). There was an
interest in war in folk toys from Bogorodsk, Ser-
giev Posad, Kargopol and Abashevo. It is notewor-
thy that the Patriotic War of 1812 Museum houses
a collection of glass and crystal products, produced
at the Imperial Glass Factory, glorifying the heroes
of the battles.

The Patriotic War of 1812 Museum, opened in
Moscow on the occasion of the bicentenary of the
historical event, displays a number of caricatures. All

images have a clear anti-French focus. The exhibition
introduces the work of English, French, and Russian
artists. Napoleon Bonaparte is the main character of
the caricatures. The personality of the emperor was
subjected to creative interpretation and mytholo-
gization. Pamphlets (Russian and translated ones),
articles and brochures were published about him.
Among the people, artisans created popular prints
and satirical images on boxes and dishes. In addi-
tion, in the public consciousness, the image of Na-
poleon was based on anti-Napoleonic manifestos
and appeals of the state. Ridicule and criticism of
Napoleon was reflected not only in literature. Fine
art fully embodied proposed exaggerated cliches in
the form of illustrative images. A frequent character
was the so-called Napoleon the atheist, Napoleon
the Antichrist, comparable to an unreasonable bar-
barian who violated Christian foundations. In this
context, the Russian-French war was seen as a cer-
tain revelation of John of the confrontation between
the forces of the good and the evil, reproducing a
figurative correspondence with the Apocalypse. Na-
poleon's entire Grand Army was subject to satire.
The soldiers were portrayed as worthless warriors,
not only fighting with difficulty but also literally un-
adapted to everyday field conditions.

According to the official ideology, Russian publi-
cists and pamphleteers repeatedly conveyed a reli-
gious meaning to the fight against Napoleonic army,
understanding the war itself as “sacred” and liberat-
ing. Napoleon was associated with the embodiment
of pan-European godlessness, giving rise to the rev-
olution in France at the end of the 18th century. He
was accused of patronising Muslims in Egypt and
Jews in France, which made it possible to reveal his
unbelief and made him an incarnate apostate of the
church. The defeat of the Napoleonic army in Russia
was attributed to the fact that Russia was a special
country. “This motif of national exclusivity, combined
with religious messianism, became widespread and
developed in Russian journalism and philosophy of
the 19th century” [Ambartsumov, 2009].

Napoleon embodied the image of a destroyer
of respectable old European foundations, posing a
danger to monarchical ideology, aristocratic culture
and the Christian Church. Caricaturists based their
works on the idea of Napoleon who claimed super-
human greatness, comparable in importance to an-
cient heroes. In every possible way, artists sought
to discredit the French emperor, creating the image

of a tyrant and usurper of power. They tried to ex-
plain his innate depravity by ethnic and social origin
in order to subject him to satire, not the institution
of government itself. Since Alexander | himself was
an emperor, it was possible to criticise the power
of another one only by discrediting the enemy re-
garding the legality of his rule and apostasy from
the ideals of Christianity. The pathos of the oppo-
sition of European states and the Russian Empire
to Napoleon, presented by artists, pamphleteers
and other agitators, created two completely oppo-
site figurative poles.

In the museum hall No. 2.4, Preparations for War.
1809-1812, we see a coin box, which is cast in tin and
painted, with a caricature of Napoleon (Great Britain,
circa 1810). The image of the emperor represents a
typical exaggerated deformation of the figure and
external features. It is noticeable that the design of
the image is based on giving it not just funny fea-
tures but the impression of the emperor’s dwarf-
ism. This historical myth was supported for a long
time during the war by the British themselves, for
example, by artist J.Gillray in Napoleon on the Palm
of the English King George lll. The idea of the short
stature of the French emperor persists among the
general public to this day. The grotesque tin figu-
rine of Bonaparte, or ironically "Boney", goes back
to the vessel model of the famous Staffordshire pot-
tery. A clear analogy with the works called Toby jugs
or Phillpot jugs can be noticed. The jugs received
this name from the generalised image of a typical
Englishman, merry drinker Toby Fillpot. It included,
in part, the features of Sir Toby Belch from Twelfth
Night by W. Shakespeare, the hero of the novel The
Life and Opinions of Tristam Shandy, Gentleman by
L.Sterne, and the character in F.Fawkes’ song The
Brown Jug. Such English
ceramic figurines represented a small stout man in a
hat on an exaggeratedly large head. The hero's ap-
pearance was completed by a suit of bright colours,
and attributes could have included a smoking pipe
and a beer mug. The character of Toby was usually
depicted seated, or represented as a ceramic head
portrait of a popular personality. Early figurines of-
ten depicted bizarre figures standing. The coin box
on display in the museum goes back to this type.

An English graphic caricature of the continen-
tal blockade, The Head of the Family in Good Mood,
with an inscription on the label “John Bull laughs
at the threats of European monarchies”, is in the
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Il 1. A cup with the image of the caricature “The French, hungry
rats, are on the team of the elder Vasilisa.” Gardner Factory.
1813-1814.

same showcase. It is a reproduction of an engrav-
ing from an etching coloured in watercolour by
T.Rowlandson (1756-1827) of 1807. In the context
of this caricature, England is mocking attempts to
undermine its strength by imposing a continental
blockade against it. The character John Bull is a
well-known personification of the typical English-
man. Using the example of this caricature, we are
introduced to a generalised satirical image, includ-
ing the British's own exaggerated opinion of them-
selves and their national character. It is, first of all,
directness, stubbornness and perseverance, com-
placency, contempt for everything that is not Eng-
lish. Many aspects of such a nature become clear
owing to the museum caricature, where Bull is de-
picted as a smiling stout man with a ruddy, loose
face, bushy eyebrows and dressed in a white wig
and red clothes. The caricature visualises the right-
eous complacency of the British since, in the end,
the main goal of the blockade was not realised by
Napoleon. Trade and economic obstacles affected
not only England but also the powers that traded
with it. And the so-called Decree of Solid Land of
1810, which proposed destroying British industrial
and household goods found on land, caused sig-
nificant damage to the French Republic itself. The
above caricatures serve as a reflection of the rela-
tionship between the states of England and France
on the eve of the entry of the great army into the
Russian Empire. Like many satirical pieces, a cari-
cature image was distinguished by an expressive
drawing, bright colour, and figurative literary text.
This image format resembles modern comics by the
fusion of literary and fine art.
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On the second floor of the exhibition dedicat-
ed to the events of the war, in the hall No. 3.4,
The Flight of the Conquerors from Russia, a num-
ber of etchings and caricatures by Russian artists of
1812-1813 with watercolour painting can be seen.
The works are completely consonant with the the-
matic concept of the hall. The caricatures are ac-
companied by text, often with ironic content. It is
not such a surprising fact. The culture of that time
demanded that art primarily perform the function
of patriotic propaganda, and did not touch upon
themes of a philosophical and ethical order. Also,
V.Ambartsumov mentioned the importance of ide-
ology in the field of creating works of art [Ambart-
sumov, 2009]. The following works are presented
to the attention of visitors: Soap Bubbles by an un-
known master, Ural Cossack Sila Vihrev by A.Ukhtom-
sky (1771-1852) based on the original by E.Korneev
(1782-1839) of 1812, You Failed to Win Us, Useful
Operation, How Did he Defeat his Enemy? With a
Whip!, French Crow Soup, Destruction of the World
Empire, Russian Scaevola, The Tall Traveller’s Passage
from Warsaw, Napoleon’s Treat in Russia by |.Tere-
benev (1780-1815), The Great French Army... or the
Problem According to the Gallian System About the
Ugly Head, Solved by a Russian Cossack by A.Ven-
etsianov (1780-1847).

The widespread use of Terebenev's works in the
form of etchings on the second floor and then in the
design of sets on the first floor, is understandable
and natural. He has a series of engravings dedicated
to the events of the war with Napoleon, understood
in the spirit of reflecting an entire era. Napoleon
and his army are ridiculed by the artist.

The strength and will of the Russian army and
partisans are successfully conveyed. It has not been
established precisely whether the creation of the car-
icatures was the result of a centralised propaganda
campaign emanating from the state. Also, it is likely
that Terebenev, like other artists, could have turned
to the genre of caricature at his own request. Tere-
benev's caricatures adopted the experience of Eng-
lish caricature; they were influenced by the images
of Russian popular art (comments, explanations in
the form of replicas of caricature characters, styl-
ized by the artist to resemble common speech). It
is known that each engraving was printed in 200-
300 copies, as evidenced by the work of L.Koltso-
va [Koltsova, 2013, pp. 331-358]. The purpose of a
craftsman’s art coincides with the prevailing senti-
ments of the time, the ideas of official propaganda.

The author's participation in the creation of political
caricatures, "flying sheets”, together with A.Venet-
sianov and l.lvanov, who compiled the popular pub-
lication A Gift for Children in Memory of the Events
of 1812, or Terebenevskaya ABC, is not accidental. A
commemorative edition of the alphabet was pub-
lished in 1812 by Plavilshchikov's printing house.

The caricatures on display vividly intertwine grap-
hic images with satirical texts. This connection is
natural. In the spirit of the era, there was an appeal
to the burning topic of war in literature and poet-
ry (G.Derzhavin, N.Karamzin, V.Zhukovsky). All the
material in the exhibition, determined by Russian
graphic artists, demonstrates the extent to which
Russian society moved away from the previously
existing open Francophilism in culture at the be-
ginning of the 19th century.

Based on the purpose of the image, caricatures
by Russian artists can be divided into several main
types. The first expressed the features of demoral-
isation of the Napoleonic army; the second reve-
aled the patriotism and courage of the Russian
people. The Tall Traveller's Passage from Warsaw,
which belongs to the first type, is full of evil irony.
The fate of the defeated enemy is emphasised by
the inscription in the picture: "Mpoe3ab BbicOKaro
MyTewectBeHHWKa oT Bapwasbl Ao MNapuxa, nog
nMeHeM cBoero LLTtanmelictepa, Cb OWMMNaHHbIM
0Op/sIOMb U 03HOBAEHHbIMB MamentokoM” (“The pas-
sage of a tall traveler from Warsaw to Paris, under
the name Stallmaster, with a plucked eagle and a
chilled Mameluke").

The second type is presented by the work Rus-
sian Scaevola, which depics a reminiscence of the
heroic act of ancient Roman warrior Gaius Mucius,
who fell into the hands of the Etruscans. Another
example of will and heroism is reflected in the car-
icature Ural Cossack Sila Vihrev, dedicated to an-
other frequently illustrated topic - the Cossacks.
Below the image, there is a text: “lNpouncwectsie
CyumBLLEECS MO OCBOBOXAEHIN PyCKUMU MOCKBbI
— KO3aK 3axBaTa B NnjieH GpaHLy3ckaro opuLiepa u
ypesb HeCKOJIbKO YL ero NpPoBe3b M JOCTaBWb
ero Bb Kpemb kb Hawmmb Borickamb” ("An incident
happened after the Russians had iberated Moscow:
a Cossack captured a French officer and drove him
through several streets and delivered him to the
Kremlin to our troops”). In the centre of the com-
position, a warrior on a black horse is represented
by Ukhtomsky, grasping a French soldier with one
hand. The composition is quite typical; however,

Il 2. Cup with the image of the caricature “Russian heroine-
maiden, daughter of the elder Vasilisa” Gardner Factory. 1813-
1814.

the artist's use of matching minor symbolic details
of the landscape is interesting. Towers and fortifi-
cations of Russian Orthodox architecture are visible
in the background, while in the foreground, ruins
and fragments of capitals of the lonic order can be
seen. With this contrast, the author emphasises the
idea of the fall of the Western army on Russian sail,
demonstrating the decline of European culture and
its authority in Russia. The Russian people were un-
derstood as a certain only correct integrity based
on religion, language and moral principles, which
neither Napoleon nor any hostile force on the part
of the Western invaders could withstand.

The high level of Russian artists’ artistic skills is
evidenced by the following fact noted by M.Peltzer:
“The British, a nation outstanding for their caricature
creativity, adopted the experience of artists from
Russia. They bought and used Russian engravings
on sheets as samples” [Peltzer, 2007, pp. 119-149].

In the final hall of the second floor No. 4.1, Cam-
paign of 1813, dedicated to the theme of the Rus-
sian army’s way to triumph, military campaigns of
1813-1814, there are six French caricatures on the
stand. They are distinguished by no less harsh sat-
ire. These works mainly date back to 1815, and they
are etchings painted in watercolours. These include
Congress, Political Balance, Indigestible Pie, The Pie
of Kings Cut at the Congress of Vienna in 1815, The
Preponderance of the Seesaw, as well as the only work
of 1814, The Game of Four Corners. The artists’ works
emphasise the vulnerable position of France in in-
ternational relations, turning the thoughts of visi-
tors to the events of the Vienna Congress, in which
Russia, France, Great Britain, Austria, Prussia, Swe-
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Ill. 3. Engraving You failed to get us to listen to your horn. Terebenev Ivan I. 1810s

den, Spain and Portugal participated. The interna-
tional position of the countries participating in the
wars, the winning and losing sides, and the distri-
bution of political influence in Europe were large-
ly determined. Almost all the images representing
the personification of states are conveyed in an in-
criminating, subverting spirit of greatness, as pow-
er-hungry, self-satisfied, vain (no less than Napoleon
himself) characters, which is clearly observed in the
works Congress, The Pie of Kings Cut at the Congress
in Vienna in 1815, Political Balance. The heroes of
the satirical drawings are presented in affected pos-
es during the careful process of weighing on scales,
cutting up a map of the world, self-satisfied danc-
ing and similar activities. Caricatures of Napoleon
show him in a derogatory, pitiful form: sitting on a
pot - Four Corners Game, in the image of a short
man crawling out of a pie Indigestible Pie. The last
work presents images of the rulers of the states
participating in the political confrontation at that
time: King of Prussia Frederick William Ill, Emperor
of Austria Franz |, Russian ruler Alexander |, British
commander Arthur Wesley Wellington. The plump
figure of Louis XVIII can be seen from under the
table. The irony of the entire group of exhibited
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French caricatures is equally aimed at representa-
tives of all participants in the war.

In the corner showcase of the same hall, we can
see a rather exceptional work - a round snuff box with
a caricature of Napoleon (Germany, Braunschweig),
dating back to the years of creation 1813-1815. It
was made at the factory of Johann Stobwasser (1740-
1829) from papier-maché, using the technique of
coloured engraving with varnish. Factory products
were usually luxury items, household trinkets such
as pipes, canes, and utensils. Stobwasser's snuff bo-
xes were highly valued also due to a number of
works containing hidden, at first glance, erotic im-
ages under the lid or a false bottom. The image of
Napoleon we are considering goes back to a draw-
ing by .Volz (1784-1858), which contained a pow-
erful metaphorical device - the emperor’s face was
made up of human figures symbolising soldiers’
corpses. In place of the supposed epaulette, there
is a crouched hand. On the chest, the artist placed
a web like the star of the order. All this clearly em-
phasises the predatory intentions of the French rul-
er. And on the head, merging with the image of the
headdress, a black eagle stands out.

The museum’s exposition ends with hall No. 5,
The Memory of the War Hall, also called the Veresh-
chagin Hall, in which, in addition to the Russian art-
ist's various monuments dedicated to the war and the
valour of the Russian people, a number of works of
decorative and applied art are exhibited: memorial
swords of prominent military leaders, a silver casket
for letters patent, a grenadier's uniform, porcelain
sets with scenes on the theme of the War of 1812,
portraits of the rulers of the powers that participated
in it. The decor of the hall focuses attention on the
pathos of historical events. The pathetical context
is emphasised by a series of paintings by V.Veresh-
chagin (1842-1904), demonstrating the final stage
of the war, which is associated with iconic plots. It
is expressed in canvases with scenes of Napoleon's
retreat (On the High Road — Retreat, Flight), a fire in
Moscow (Glow of Zamoskvorechye, Arsonists. Execu-
tion in the Kremlin), images of scenes of atrocities
and looting (In the Assumption Cathedral). Initially,
the artist’s series of works was kept in the Russian
Museum. The further fate of the works was decided
by a decree of Emperor Alexander Il, who transferred
them to the Historical Museum of Moscow, founded
by him in 1872. The paintings of the cycle, exhibited
together, create the effect of a kaleidoscope, where
each individual fragment of the war, like a cinemat-
ic frame, is part of a single panorama of the history
of the Russian people’s greatness. Namely, the pa-
triotic message was primarily assumed by Veresh-
chagin as the main purpose of creating the series.
The artist mentions the embodiment of the Russian
people’s special spirit, as quoted by S.Afonsky, dis-
cussing the archetype of heroism in Vereshchagin's
paintings [Afonsky, 2017, p. 2]. Also, the research-
er highlights a significant difference in the paint-
er's works: “Under the influence of critical articles
by V.Stasov and paintings by Goya, Vereshchagin
began to pay more attention not to depicting the
horrors of war and the atrocities of the conquerors
but to the heroism of the defenders of the Father-
land” [Afonsky, 2017, p. 4].

However, in addition to inspiring painting, the
exhibition of the hall is notable for the caricatures
located in one of the showcases. On several tiers of
shelves, there is a porcelain set from the Gardner
factory (Verbilki, Dmitrovsky district, Moscow prov-
ince), dating back to 1813-1814. Production began
with the activity of Scot F.Gardner (1714-1796) in
1766, who discovered a special type of clay (Gluk-
hovskaya clay) and set up a factory for the creation

of porcelain products in Russia. The plant supplied
both purely luxurious gift sets (“order sets”) and ob-
jects of decorative and applied art, works of gen-
re sculpture for the secular nobility; also, Gardner
included many products for the common people
and utilitarian household items in the production.
A Gardner porcelain set with caricatures of the
great army is decorated with overglaze painting and
gilding. It includes sixteen items: sugar bowl, rinse
bowl, teapot, milk jug, coffee pot and cups. Each
item is decorated with an original caricature image
with corresponding names of the drawings on the
showcase. A sugar bowl with caricatures A Russian
Man, Returning Home, Brought Some Spillikins for
the Fun of Kids and St. Petersburg warrior Hrabrov
were painted by an unknown artist. The image on a
cup, Moscow Region Peasant Sila Bogatyrev, based
on an engraving by A.Ukhtomsky from E.Korneev’s
drawing of 1813, also goes back to a similar scheme
for picturing a plot that we understand as univer-
sal. The iconography of the drawings is similar to
each other, as is the aim of these caricatures - to
demonstrate the physical and spiritual superiority of
the Russian warrior-hero over the enemy. This idea
is confirmed by a cup and a saucer with the image
of “Kirillovets” by an unknown author, attributed
to the years 1812-1813, as well as a milk jug with a
caricature Russian Hercules of the City of Sychovka,
created from an engraving by |.Terebenev. A gallant
warrior, a courageous soldier - the artist could des-
ignate almost any name, the essence of the image
of the feat did not change. The image of the Rus-
sian fighter was elevated to the archetype of heroes
of antiquity, whose feats were compared to those
of ancient legendary characters and real military
figures and went back to the courage of the epic
characters standing in defence of the fatherland.
Notable is a cup with an allegorical caricature -
Russian Peasant Vavila Moroz at a Hare Hunt, based
on an engraving from the original by A.Olenin (1763-
1843) of 1813. The man is an image of a real Rus-
sian hero both in the strength of the figure's build
and in the scale of the image composition of the
enemy’s relatively inexpressive figures. Also, it un-
doubtedly represents the image of Russia itself, tri-
umphantly defeating the French invaders. The image
of French soldiers is combined with zoomorphic
features; the author combines human heads with
bodies of hares, which should be associated with
the forest animal’s agility and cowardice. The State
Russian Museum houses a similar graphic work by
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an unknown artist of 1813. On it, in contrast to the
image on the porcelain set cup, a significant area
of the paper surface is occupied by the characters’
circled remarks. Brief complaints about a speedy
escape to France come out of the mouths of the
French; peasant Vavila says after the fugitives: "Hey!
Hey! | guess, he is a damn werewolf! If | don't catch
him, I'll get him with a broom! What a debauchee,
playful like a cat, and cowardly like a hare! Lost his
own, and left himself! Came for business! Appeared,
disgraced himself and left - ah! Brothers and neigh-
bours, take care of the field and do not miss him”.

A similar image is found in the caricature on a
cup, St. Petersburg Warrior Khrabrov, of 1813 by
an unknown artist. The heroism and strength of an
ordinary Russian peasant is also emphasised here.
The image dates back to a work of printed graph-
ics from 1810 by an unknown artist, accompanied
by inscriptions: “St. Petersburg warrior Khrabrov.
Hey, Monsieur! | am a Rusak, not a Prusak!”, “In a
concordant herd, nobody is afraid of the wolf and
courage is stronger than walls and towers”. In the
engraving, the image is harsher and rougher. The
French fighter's face looks unsightly; his hair is di-
shevelled, and dirt and bruises are clearly visible on
him. On the cup, the image softens noticeably. And
the image of the defeated enemy is quite neat and
is portrayed younger, even as if detached from the
horror of the situation, when literally in a moment
he is destined to die from an axe of a Russian peas-
ant. It reveals both a decrease in the drama of the
images borrowed from graphic caricatures and a re-
duction in the number of characters and elements
of the composition. Some images are noticeably
abridged and reduced to symbolic interpretation.
The main message of the caricatures on the items
of the set is easily understood. Moreover, the sau-
cers for the cups are accompanied by almost idyl-
lic landscape compositions that are not related to
battle or historical events.

In the showcase, there are also two cups with a
caricature The French, Hungry Rats, in Command of
the Elder Vasilisa. On the label, it is indicated that
the painting was created based on an engraving by
S.Shiflyar (1786-1840) in 1812. This artist was suc-
cessfully talented in various fields of art: he was a
painter, graphic artist, author of a number of lith-
ographs, theatre artist. In the period from 1808 to
1813, the artist worked on orders from the Imperial
Porcelain Factory. It is somewhat surprising to read
a note about the set, which researcher E.Vishlenko-
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va describes in her article, where she gives examples
of caricatures from the collection of the Historical
Museum [Vishlenkova, 2012]. She writes that in the
collection of the State Historical Museum, there are
no female characters (elder Vasilisa with her daugh-
ter) on the dishes. However, it is not true; moreo-
ver, there are several similar cups. On the cups of
the set, there are several versions of comic scenes
with the elder. It is confirmed by a cup with a cari-
cature Russian Heroine - a Maiden, Daughter of the
Elder Vasilisa based on an engraving by A.Ukhtom-
sky from a drawing by E.Korneev of 1813. The car-
icature clearly depicts a female character - a girl in
a shirt, a sarafan, and with a long braid. She is cas-
ually holding a sharp weapon in her hands over the
body of a fallen, aghast French soldier. It is inter-
esting that the elder, presented almost in a folklore
way, was not a fictional character. It was a real her-
oine - a peasant woman from the Smolensk prov-
ince, Vasilisa Kozhina (c. 1780 - c. 1840), glorified
as an activist in the partisan movement of the War
of 1812. Her portrait by A.Smirnov is located in the
exhibition halls.

The decor of a cup and a saucer with the draw-
ing French Guards Escorted by Grandmother Spirido-
novna, based on an engraving from the original by
A.Venetsianov, is also defined by the humour sim-
ilar to the above caricatures. The authors resort to
antithesis to create a more derogatory image of the
French. The essence of the opposition is based on
the contrast between the weakness of professional
soldiers of Napoleon’s army and women, children,
and elderly people, i.e. civilians, partisans, who de-
monstrably gain the upper hand over them. The
artists glorify the people's feat and civilians who
were forced to resort to self-defence. The peasant
population suffered, having to flee from the ma-
rauding actions of the invaders' retreating forces in
need of provisions and forage. The art shows how,
in the light of military events, Alexander | issued a
manifesto on July 6, 1812, calling for the formation
of people's volunteer corps; the resistance that re-
sponded to the appeal of the partisans is present-
ed in caricatures in all its diversity. A statesman and
participant in military events, Count F.Rostopchin,
who distributed propaganda proclamations - post-
ers, also appealed to the masses. He ridiculed the
gallomania inherent in society and promoted the
militia movement. At the same time, calls for the
intercession of faith and the fatherland were heard.
The war became national, nationwide. The carica-

turists and pamphleteers’ tasks included the crea-
tion and moral justification of total hatred of the
enemy. Patriotic ideas, which we can become fa-
miliar with owing to the “Collection of the Highest
Manifestos, Letters, Decrees, Rescripts, Orders to
the Troops and Various Notices that Followed Dur-
ing 1812, 1813, 1814, 1815 and 1816" (1816), were
embodied in a number of posters, popular prints.

The very idea of using caricature etchings in the
decor of Gardner sets is noteworthy. A certain num-
ber of Terebenev’'s works and Venetsianov's draw-
ings repeat the graphic works previously noted in
the other halls of the museum. Thus, on a cup, we
again encounter the caricature You Failed to Win
Us, Basurman, Now Dance to our Tune or Napole-
onic Dance based on the engraving by I.Terebenev
of 1813, or on a coffee pot with caricatures on both
sides How Did he Defeat his Enemy? With a Whip!
and Northern Amur, based on an engraving by |.Ter-
ebenev and A.Martynov. The first engraving under
the same name and with a similar image of the mas-
sacre of a French cavalryman fleeing for his life was
created by several artists from the Sons of the Fa-
therland editorial team. In addition to Terebeney,
similar work was also developed by Martynov and
Korneev.

A cup with a caricature of the plot “French Ma-
rauders, Frightened of a Goat” can also be high-
lighted. Its painting is based on a caricature of the
plot described in the Sons of the Fatherland journal
in 1812. The three characters involved are presum-
ably taken from Terebenev's 1813 engraving of the
same name but with more characters. The etching
shows the interior of a peasant house with a stove,
against the background of which six characters are
depicted in a variety of poses. On the cup, the action
is transferred to a landscape background; however,
the similarity of the outlined figures with Terebenev's
work can be traced. G.Pavlova notes the artist’s tal-
ent, especially his plastic flair for compositional con-
struction as a sculptor: “The whimsical combination
of integral techniques of the caricature genre (hy-
perbole, exaggeration of forms, caricature) and strict
classical balance of composition makes Terebenev’s
works unsurpassed in beauty and almost poster-like
expressiveness” [Pavlova, 2012, p. 22].

Professional caricaturists borrowed a lot from
folk art and popular prints. They adopted compo-
sitional laconicism, lapidary style, sharp character,
and contrasting colour combinations. To a certain
extent, the artists’ anti-Napoleonic caricatures are

rightly comparable to the art of war posters. They
have common properties: clarity, colourfulness. In
addition, these types of art are focused on com-
mon goals: agitation, propaganda. The works are
designed for the same audience - the masses of
ordinary people. The caricatures also included car-
icatured portraits of war participants. There were
caricature works similar to artistic illustrations. How-
ever, there are not many of them.

To a large extent, the genre similarity of carica-
ture with folk art and popular print is revealed. It
is expressed in the artists’ attention to unusual ap-
pearance, extravagance of action. Unprecedented
events were manifested through the artistic tech-
nique of generalisation, simplifying images for re-
ality. For this reason, artists turned to landscape
sketches, somewhat idealised images of the gen-
re to embody reliable backgrounds of Russian na-
ture and villages. The types depicted by caricaturists
were borrowed from the tradition of genre engrav-
ing. In this way, artists achieved special specifici-
ty, gave importance to the events depicted, and a
certain historical involvement. This task was served
by the introduction of everyday details, objects of
peasant and soldier use.

Also presented in the showcase, a slop-basin
with caricatures Retreat of French Generals, Quar-
antine for Napoleon upon his Return from Russia,
based on engravings by l.Terebenev of 1813, and
a teapot with caricatures Napoleon’s Flight and Ex-
traordinary French Mail to Paris, based on engrav-
ings by A.Venetsianov of 1812, correspond to the
general idea of the exhibition hall concept. In ad-
dition, Venetsianov's etching was used in a slightly
modified form in the design of a cup with the car-
icature Russian Infantry and French Cavalry (1812-
1813). On the museum's label, the painting of the
image is attributed to an unknown author. Howev-
er, the similarity of composition and unity of plot
is observed. The artist’s original etching was also
supplemented by the inscription: “Pyckas nexota u
dpaHuy3ckas KoHHuua. Komb Mano Wibika Takb BOTb
Te npuknaga” (“Russian infantry and French Cavalry.
If a bayonet is not enough, here is a rifle butt”). The
final part of the inscription is a Russian proverb. In
order to make caricatures popular and accessible
among the people, proverbs, sayings, and deliber-
ately simple speech were often used. Peasants and
simple soldiers usually thought in images, put into
simple forms. The great Russian commander A.Su-
vorov knew and used this feature during his com-
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mand; later, the compiler of the Russian dictionary,
V.Dal, published a collection of phraseological units
and aphorisms, Proverbs of the Russian People, in
1864. "Henpuartenb Ha xBocTe BopBanca”’, “OrHem u
mMeyem. KOHCKMM XBOCTOM nenen pasmectin”, “MNyna
Aypa, Wbk Monogel”, “lMpuHecTn HenpuaTens Ha
nnevax” and other similar proverbs were used by
Russian caricaturists of the early 19th century.

All the above caricatures are intended to vividly
reveal the decay of the once victorious French army,
cowardice, looting, showing the shameful flight of
its soldiers. The images created by the artists show
contempt for the invaders who encroached on the
national independence of Russia.

The specific and thematic content of popular
folk arts and crafts, covering the theme of the Pa-
triotic War of 1812, has been significantly enriched.
In the caricatures of artists of past centuries, social
and national ideals were comprehended, as well as
the absolute opposition of the image of the ene-
my to them. In creativity, the values of the Russian
social system were actively formed and formulated:
patriotism, loyalty to the fatherland, cultural con-
tinuity of generations, collective spirit. Caricatured
images were organically perceived; in the popu-
lar consciousness, they embodied the spiritual and
aesthetic ideals necessary for victory. At one time,
caricatures contributed to the growth of national
self-awareness and the unity of Russian society. In
caricatures, the Napoleonic army is presented as
the unequivocal embodiment of evil and the devil.
The image of Napoleon's opponent is glorified as
defending their independence, national identity, re-
ligion and the legitimacy of power. The images of
soldiers and peasants are presented as the embod-
iment of suffering virtue. In relation to this oppo-
sition of countries, the idea of a foregone, the only
right victory of Russia, is strong. In this light, Na-
poleon's defeat is interpreted as an act of heaven-
ly justice. The deliverance of the peoples enslaved
by Napoleon's army was perceived as a triumph of
that virtue and a condemnation of vice.

A well-considered design of the exhibition in
the halls aims to trigger visitors’ patriotic feeling,
to praise military feats, and to show the strength of
the spirit of the people. Organised in chronological
order, the exhibition illuminates the complex theme
of the struggle, understood primarily through the
clash between the Russian and French empires. In
addition, the valour and faith of a common soldier
and military life are demonstrated. The attitude to-
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wards the enemy is clearly manifested precisely in
the images of the caricatures, where there is a de-
liberate contrast between an image of a Russian
soldier and the exaggerated image of an awkward,
cowardly fighter led by the "monster”, Napoleon.
The concept of subverting the image of the enemy
became generally applicable among artists, as it is
much easier to defeat the one you laugh at. And a
humiliated and broken enemy usually evokes nei-
ther respect nor pity among the people. It does
not escape attention that the subject of ridicule
is often a weak, ridiculous opponent. War accus-
toms one to a kind of black humour, allowing one
to mock the situation and characters who usually
evoke sympathy in the viewer. Most of the Russian
caricatures were reproduced, as we see on the ba-
sis of the museum exhibition, after 1812, compre-
hending the dramatic for the country events that
had just been experienced. In our time, these im-
ages are addressed in a new way, generating a de-
sire to reveal the potential of military caricature and
find a new understanding of it.

The variety of materials and techniques used are,
first of all, the main features of the anti-Napoleon-
ic caricature offered to museum visitors. We were
convinced of this by the multifaceted material ex-
hibited in the halls, faced with works of printed sat-
ire and works of decorative and applied art. The war
with the Napoleonic army decisively affected all the
outstanding minds of the fatherland; it was reflect-
ed in the mass art of caricature graphics, in fancy
tableware or single exhibits such as a coin box or
a snuff box.

The national heterogeneity of the collection is
another feature of the caricatures presented. It in-
cludes caricatures by Russian artists, as well as Eng-
lish, French, and German works, which, of course,
testifies to the richness of the museum’s collection.
The originality of the created images, which lies in
their close interaction with the text, is no less sig-
nificant for the study. The caricature itself is a cre-
olized text that actively operates with verbal and
nonverbal means. As the art of posters and comics,
it synthesises political, social and authorial points of
view, presenting its result to a wide audience. An-
other interesting fact is that a number of plot com-
positions of caricatures by Russian graphic artists
Terebenev, Olenin, and Korneev were borrowed in
the process of making a Gardner porcelain set. This
circumstance deserves a detailed study when one
visual material successfully served the main purpos-

es of printed satire - information and communica-
tion, educational, propaganda, aesthetic, in different
technical designs. Thus, the perception of caricatures
on porcelain cups from the Gardner factory does
not detract from the impression and overall signif-
icance of the original source. Of course, the Patri-

otic War of 1812 Museum did not set itself an art
history task, concentrating on specifically historical
information content for visitors. As an exhibit, cari-
cature was meaningfully multifunctional, studied as
a historical monument and a work of art.
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OCHOBHbIE OCOBEHHOCTW
AHTVHATMOJIEOHOBCKOW KAPNKATYPHI
B COBPAHMI MY3ES
OTEYECTBEHHOW BOWHbI 1812 TOAA

AHHomayus: ABTOp nccnesyet cobpaHue aHTu-
HaMmoO/NEeOHOBCKNX KapuKaTyp B KOANEKLNN My3ed
OteyecTBeHHOM BoViHbI 1812 roaa MocysapcTBeHHOrO
NCTOpUYeckoro Myses. XygoXHUKM B Havane XIX
BEKa CO3JaBan ApKue catmpuyeckme Nnpon3BeseHus,
TeM caMbIM YCTaHaBAMBas TPajMLMIO KavLle B 06-
pa3e BOEHHOro NpPOTMBHMKA. B cTaTbe aBTOPOM BbI-
ABNAOTCA OCHOBHbIE CUMBOJIMYECKNE TEHAEHLINN
B CO3jaHnn 0bpa3oB Ha NpuMepe Pa3anNyHbIX Ma-
Tepuanos (rpasropa, dapdop). ObHapyxmBaeTcs
3aMMCTBOBaHWe M306pasnTenbHOro MaTtepuana
npv W3roTOBAEHUWN FapAHEPOBCKOro cepsBu3ay
xunsonucues 1 rpasepos (L.N. TepebeHes, A.T.
YxTOMCKUI). Tak>Ke OTe4eCcTBEHHbIMU MacTepamu
dbopmmpoBannch cTepeoTnnnyeckne obpassl Ha-
LMOHaNbHOro NaTpMoTM3Ma, YTO NPOABUAOCH B TU-
nosornyeckmnx Gurypax pycckux congart, naptusaH,
My>xukoB. OTMeyaeTca WNPOKOe NpUMeHeHne Tek-
CTOBOrO COMPOBOXAEHNA K KapuKaTtypam, BKtO-
yaroLee nNocaoBuULLbl, ahopu3Mbl, CTUXOTBOPHbIE
LIYTKW C 31eMeHTaMV HapO4MUTOro NPOCTOPeYMS.

Knroyessle cnosa: kapukaTtypa, My3el, BOWHa,
nckycctBo XIX Beka, aHTudpaHuy3ckasa catmpa

B My3ee OteuectBeHHOW BoMHbl 1812 rosa
nNpeAcTaBNEHO MHOXECTBO NaMATHUKOB UCTOPUN,
1n306pa3nTeNbHOTO 1 AeKOPaTUBHO-MPUKAALHOTO
nckyccrea. flaHHaa pabota npegnonaraeT Ha npuMe-
pe 13yyeHus My3emHOM 3KCMO3MLMN O3HAKOMUTLCA C
pa3HOObpPa3HbIM XyJ0XKECTBEHHbIM BOMIOLEHNEM B
KaHpe KapukaTypbl aHTUdPaHLY3CKMX HAaCTPOEHWUI:
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KoMm4yeckoro obpasa BOEHHOro nNpoTnBHMKa Ha-
nosieoHa | n 6paBbIx NpeacTaBUTENEN PYCCKOM ap-
MUU Y aHTMHaMNOJIEOHOBCKOM Koannumun. ViHTepec
npeAcTaBAseT nepeceyeHne 3akN0UYEHHbIX B Ka-
pUKaTypy CMbICNI0B, 3aJI0XKEHHbIX XyAOXHUKaMM-
COBpPEMEHHMKaMWN B KauecTBe MHTepnpeTaumm
CO6bITNI, HO BOCMPUHMUMAEMBbIX HbIHE B 3MNYECKOM
katoue. MNpexae Bcero ansa 3putens obo3HayaeTcs
MeMOpWaabHOE 3HaUeHNe 3TUX NaMATHUKOB. NposiB-
JleHHOe OTeYeCTBEHHbIMU MOSKOBOALLAMU MY>XECTBO
N CaMOOTBEP>KEHHOCTb, PaBHO W BCEro HapoAa,
obpenv BOMNOLEHNE BO MHOTUX MPOU3BEAEHNAX
n306pasnTenbHOro UCKYCCTBa, IMTepaType 1 ApKo
obHapy>eHO B HapoAHOM TBOpUecTBe. Tpareams,
C KOTOPOW CTO/NIKHYAOCh oTeyectBo B 1812 roay,
CoZencTBOBaNA NPOBYXAEHWIO HALMOHaAbHOTO ca-
MOCO3HaHWMs.

Bcé MmHoroobpasune matepranos 1 TUMNOB Kapu-
KaTyp Ha cobbitna 1812 roaa 6bI10 agekBaTHO
BOMJ/IOLLEHMAM psija 06pa3oB B MCKYCCTBE, NOC-
BALLLEHHOM TeM reponYeckM Aas PYCCKOro Hapoza
cobbiTaAM. Kak npodeccnoHanbHble XYAOXHUKY,
Tak W KycTapu BONaowWann cobCcTBeHHble Uaen B
CTeKNe, TIVHE, AepeBe, TKaHW, MeTane. VI3BeCTHbIN
ckynbntop O.MN. Toncton (1783-1873) npocnhasun-
Cs BblAatollenica Koanekunen MeaanboHOB C CO-
NyTCTBYHOLWMUMM UM HaAMUCAMU-AEBU3AMM, HaZ
koTopbiMu paboTan ¢ 1814 no 1836 roa. KonuiHele
3K3eMnAApbl MeAasboOHOB TONCTOro NpeAcTaBaeHbl
B 3kcno3numm Mysesa OTeuecTBEHHOW BOWHbI

1812 roga. Mactepamun M3roToBaeHbl CEPBU3bI HA
dabpukax lapgHepa n KysHelLoBa, co3gaBanncb
nakoBble MUHMaTOPbl (PefockmMHO, Xonyi), npo-
N3BEAEHMA XYJOXKECTBEHHOrO INTbA U3 MeTansa
(Kacnwn). OTMeyancs nHTepec K BOMHE B HapOAHOM
H6OropoACKOW, CeprneBo-nocasCcKom, KapronoabCKom
1 abalweBckor urpytikax. NMpumMeyatenbHo, UTo B
My3ee OTteuecTBeHHOW BOMHbI 1812 roga HaxoamnTcs
cobpaHune n3genni n3 ctekna n xpycrans, Npous-
BeAEHHbIX Ha VIMNepaTopckoM CTEKNAHHOM 3aBOJe,
NPOCNaBAAIOLLNX FEPOEB CPAXKEHWNI.

B Mysee OteuectBeHHOM BOWHbI 1812 roaa,
OTKpbITOM B MOCKBe K MaMATHOW faTe — ABYXCOT-
NIeTUI0 CO BPEMEHW UCTOPUYECKOro CobbITuS,
OKa3aHO HeKOTOpOe KOMYecTBO KapukaTtyp. Bce
n3ob6paxkeHna MMetoT ABHYH aHTUdpPaHLLYy3CKyHo
HanpaBAEeHHOCTb. KCMO3MLMNA 3HAKOMUT C TBOP-
YeCTBOM aHMUIACKMX, GpaHLLy3CKMX, PYCCKMX Mac-
TepoB. OCHOBHOWM NepcoHax kapukaTyp — HanoneoH
BoHanapT. JInuHOCTb MMNepaTopa nozBepranach
TBOPYECKOMY OCMbICAEHUIO 1 Mudonormsauun. O
HEM neyaTtann nambneTtbl (OTeYecTBEHHbIE N Nepe-
BOZHbIE), CTaTbM ¥ Hpolopbl. B HapoaHo cpese
KycTapsMK cO3faBanncb NyoKu, caTmpmyeckme n3o-
bpaxeHunsa Ha Kopoboukax, nocyge. [ommmo Toro,
obpa3 HanosneoHa B 06L,eCTBEHHOM CO3HaHUK
onupancs Ha aHTMHaNOJNEOHOBCKME MaHUDECTbI
“ BO33BaHMA rocygapcrea. OcmesHne 1 KpUTnka
HanoneoHa Halwan oTpaxeHne He TO/NbKO B nnTe-
paType. VI3o6pa3ntenbHoe NMCKYCCTBO BMOJIHE
BOMNOTWIO MPeAsOXEeHHbIE el YTPUPOBaAHHbIE
WabnoHbl B BUAE UANKOCTPATUBHBLIX 06pa3oB.
YacTbiM nepcoHaxem ABaaaca T.H. HanoneoH-
6e360>H1K, HanoneoH-AHTUXPUCT, CPaBHUMBbIN C
Hepa3yMHbIM BapBapoOM, NOMpaBLUNM XPUCTUAHCKUE
ycTou. B gaHHOM KOHTekcTe pyccko-dpaHLy3ckas
BOWMHa paccmaTpuBanach kak ornpesenéHHoe oTkpo-
BeHue VloaHHa — npoTnBo6OpPCTBO CMA fobpa n
3/1a, BOCNpomn3Bosliee obpazHoe COOTBETCTBME
¢ Anokanuncucom. Catmpe 6biia NoaBepKeHa BCs
Benwvkas apmus HanoneoHa. Congatbl n3obpaxanmch
HUKYEMHbIMW BOSKaMW, HE TOJIbKO BOROFOLLUMM C
ropem normoJsiam, HO 1 ByKBabHO HEMPUCNOCOBEH-
HbIMW K 6bITOBbIM MOXOAHbBIM YCIOBUSAM.

CornacHo odunLmansHOM MAEONOTUN, PYyCCKNe
nyoeanumcTsl 1 namonetTctel 6opbbe ¢ Hanosneo-
HOBCKOM apMuel HeoAHOKpaTHO coobuwanu
PENUTNO3HbIN CMbICA, CaMy BOWHY MOHMMas, Kak
«CBfILLEHHYO», ocBOboAMTeNbHYO. HanoneoH ac-
COLMMPOBAICA C BOM/IOLLEHNEM ODLLLeeBPOMNencKoro
6e360xus, nopoamsluero B koHue XVIII ctonetus

pesoatoumto Bo OpaHumn. EMy ctaBunocb B BUHY
NMOKPOBUTENBCTBO MyCy/bMaHaM B Erunte n nyae-
AM BO ®PpaHumK, UTO NO3BOAANO BbIABAATbL €r0
HeBepue 1 Aenano BOMIOLWEHHbBIM OTCTYMHUKOM
uepkBu. MNopaxeHne HanNONEOHOBCKON apMumn B
Poccumn npunuceiBanocb Tomy, 4to Poccmsa — 3To
ocobas cTpaHa. «3TOT MOTMB HaLMOHabHOWN UC-
KJHOUUTENIBHOCTU B COYETAHWM C PEIUTNO3HbIM MeC-
CMaHM3MOM MOAYYNI LUMPOKOE pacnpocTpaHeHve 1
pa3BuUTMeE B pycckon nybanumnctmke n dunocodum
XIX Beka» [Ambapuymos, 2009].

HanoneoH Borniowwan obpas paspyLumrens ycroes
AobponopsgouHon ctapon EBponbl, npeactaBasBs-
UM ONACHOCTb A/ MOHaPXNUYECKOW UAe0N0ornu,
apUCTOKPATNYECKOM Ky/IbTYpPbl U XPUCTUAHCKOW LiepK-
BuW. KapvikaTypucTbl onmpannce Ha npescraBieHmne o
HanoneoHe, npeTeHaytoLLeM Ha CBepxyenoBeyeckoe
BE/NNYME, COMOCTaBMMOE MO 3HaUMMOCTU C aHTUY-
HbIMW reposMU. XyAOXKHUKN CTPEMUINCE BCAYECKN
pa3BeHuYaTb GpaHLy3CKOro umnepatopa, coszgasas
obpas TmpaHa 1 y3ypnatopa Baactu. OHu cTapanmcb
OBBACHWTb €ro BPOXXAEHHYH MOPOYHOCTb STHUYECKMM
1 CoLManbHbIM NMPOUCXOXAEHMEM, UTOObI MOABEPTHYTH
caTvpe MMEeHHO €ro, a He caM MHCTUTYT NpaBaeHns.
Tak kak AnekcaHap | cam 6bia MMNepaToOpoM, TO Kpu-
TUKOBAaTb BAACTb APYroro 6610 BO3MOXHO, TO/IbKO
LNCKPeaUTMPYA MPOTVMBHMKA B OTHOLLEHWI 3aKOHHOCTY
€ro NpaBJ/IeHUs N OTCTYNMHUYECTBa OT NAeanoB XPUC-
TnaHcTtBa. Madoc NPOTMBOCTOAHMA €BPONENCKMX
rocygapcte u Poccuinckonn nmnepmm Hanoneony,
npe3eHTyeMbl XyAOXHUKaMK, naMmdieTmctamu v
WHBIMUW arMTaTopamu, co3saBan ABa abCoatoTHO Npo-
TUBOMONOXHbIX 06Pa3HbIX NOtOCA.

B 3ane my3es NQ 2.4 «[MpnrotoBieHNs K BOWHe.
1809-1812» Mbl BUAMM KOMWUAKY B BUAE KapuKaTypbl
Ha HanoneoHa (Benvkobputanus, okono 1810), koTo-
pas oT/mTa 13 0n10Ba ¥ okpalleHa. Obpas nmneparo-
pa npeacTaBAseT TUMUYHYHO rTMNepb0oaN3NPOBAHHYHO
aebopmaunto GUrypbl n BHELWHWX YepT. 3aMeTHO,
4TO pelleHne obpasa CTPOUTCA Ha NPUAAHUN eMy
He NpocTo 3abaBHbIX YepT, HO BrnevatieHne o Kap-
NIMKOBOCTU MMMepaTopa. 3TOT UCTOPUYECKUN MU
Jl0/ITOe BpeMs NojAep>KMBaica B NePNOL BOVHbI
CaMUMW aHrIMYaHaMK, TeM e XyA0XXHUKOM [Ix.
M'mnpeem «HanoneoH Ha NafOHN aHTUIACKOTO KO-
pons [eopra llI». NpeacraBneHne o Manom pocre
bpaHLy3ckoro uMmnepatopa ObITyeT B cpese LUMPOKUX
Macc v Mo celi AeHb. [poTeckHas 0N10BfHHas Gpurypka
boHanapTa, nan npoHnyeckn «boHn», BOCXOAUNT K
MOAENN COCYAOB 3HAMeHNTOM cTabdopaLInpPCKOn
Kepamukn. MOXHO yBUAETb ABHYH aHaoruo ¢
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NPOov3BeAeHNAMN, MMEHYEMbIMU «KYBLUNHBI TOBW»,
AN «KyBWUHBbI duannoT». Takoe HaMMeHoBaHue
KyBLUMHbI MOAYy4YMAN OT 0606w EHHOro obpasa Tu-
MUYHOrO aHrAMYaHWHa, BeCeNbYaka-BbIMMBOXM To-
61 ®dunnnota. B Hero BowAK OTYACTM YepTbl C3pa
Tobwu benua n3 «/lBeHaguaTol Houm» Y. LLlekcnmpa,
repos pomMaHa «XXu3Hb 1 MHeHusA Tpuctama LerHaw,
AXXeHTAbMeHa» J1. CTepHa, nepcoHaxa necHu 0.
®oykca «KopunuHeBbI KyBLWWH». [ToA06HbIE aH-
rAVACKNE KepaMmnyeckne GUrypkun npeactaBasim
o060 ManeHbKOro NJIOTHOIO YenoBeYKa B LUAMNe
Ha yTpupoBaHHO 60blon ronose. O6MK repos
3aBepLuan KOCTHOM SIPKUX LiBETOB, aTpubyTamm xe
MOTAN CNY>XUTb KypuTenbHas Tpybka v nuBHas
Kpy>ka. MNepcoHaxk Tobn 0ObIKHOBEHHO M306pa-
>Kancs casaLmnMM anbo npeacTaBasa cobon Kepa-
MWYECKYHO r0JI0BY-NOPTPET NOMYAAPHOM TIMUHOCTY.
PaHHMe cTaTyaTkn Hepeako n3obpaxanu croamne
npuyygaveble Gurypkum. K aTomy Tvny BOCXOAMUT 3KC-
NOHUpyeMas My3eem KOMuka.

B Tol e BUTpUHE pacrnonaraeTcs aHrauiickas
rpadunyeckas kapukatypa Ha KOHTVHEHTabHYO 6110-
Kagy «[naBa cemelcTBa B XOPOLUEM HAaCTPOEHUM»
C HaANucbIo Ha 3TnkeTke «/xoH bynb cmeétca Hag
yrpo3amu eBpornenckmx MoHapxun». OHa npea-
cTaBnsieT coboW penpoayKLUnto rpaBlopbl ¢ odopTa
C packpackol akBapenbto T. PoyneHacoHa (1756—
1827) 1807 ropa. B KOHTEKCTE JaHHOW KapuKaTypbl
AHIMNIVA HacMexaeTcs Haj, NonbITKaMu NojopBaTh
eé cuny nocpescTBOM BBEAEHUA MPOTMB Heé KOH-
TUHeHTanbHOW H6a0kazabl. MNMepcoHax AxxoH bynb
npezcTaBaseT Co60M M3BECTHYH NEPCOHNUKALLMIO
TUMMYHOTO aHMANYaHMHA. Mbl 3HaKOMUMCA Ha Npu-
Mepe JaHHOW KapukaTypbl ¢ 0600LWEHHbBIM caTu-
puyecknum obpa3om, BKAKOUaKOLWEM COBCTBEHHOE
YTPUPOBaHHOE MHEHWE aHIIMYaH O camux cebe,
HaLMOHaNbHOM XapakTepe. DTo Npexze BCero nps-
MOTa, YNpPAMCTBO M YNOPCTBO, CAMOJOBOJ/IbCTBO,
npespeHne KO BCEMY He aHranirckomy. MHorve
CTOPOHbI MOAOBHOW HaTypbl CTAHOBATCSA MOHATHbI
6narofaps MyselriHoW KapukaTtype, rae bynab nso-
Bpa>kéH NAOTHbIM YAbIOAOLLNMCA MY>XXUNHOM C
PYMAHbBIM PbIX/bIM ANLIOM, KyCTUCTbIMU BpOBAMM
n ofeToM B 6enbli MapuK 1 KpacHble oAeXabl.
KapvkaTtypa B13yannsmpyet cnpaBeAanBoe camozo-
BOJIbCTBO @Hr/MYaH, Tak Kak B UTOre riaBHas Lesb
6n0Kkazbl He 6blna peannsoBaHa HanoneoHoM.
ToproBo-3kOHOMMYECKME NPENATCTBUS 3aTPOHYAN
He TO/NIbKO AHINMIO, HO W TOpProBaBLUME C HeWn
aepxasbl. A T.H. «[lekpeT TBEpaon 3emam» 1810
roga, npeanonaraslnii NnpesaBaTb YHUUTOXEHMIO
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obHapy>KeHHble Ha cyLle NMPOMbILIAEHHbIE U XO-
3AMCTBEHHble TOBapbl bputaHuun, HaHocCun
CyLLeCcTBEHHbIN yuepb n camont ®paHLy3ckomn
pecnybavke. MprBesEHHbIE KapuKaTypbl Cay>XaT
oTObOpa>keHnem B3aMMOOTHOLLIEHWUI TOCyAapcTB
AHIIMM 1 @paHuUUM HaKaHyHe BCTYMIEHUS BEANKOW
apmum B Poccuinckyro nmneputo. NogobHO MHO-
XKEeCTBY CaTUPUUECKUX JINCTOB KapuKaTypHbIA
obpas oTIMYan BblpasnUTENbHbIA PUCYHOK, APKUIA
KOJNIOpUT, 06pa3HbI AnTepaTypHbIA TeKCT. Takomn
bopmat n3obpaxxeHnli UMeEeT CXOACTBO CAUSHUEM
NNTepaTypHOro n n306pa3nTeNbHOro NCKYCcCTBa C
COBPEMEHHbIMN KOMUKCaMM.

Ha BTOpoM 3Taxe 3KCno3uLnmn, NOCBALLEHHOM
HermoCcpeACTBEHHbIM COOLITUAM BOVHbI, B 3a1e NQ 3.4
«bercTBo 3aBoeBaTesiein U3 Poccmm» MOXHO O3Ha-
KOMWUTbCS C pAAOM 0bOPTOB-KapmUKaTyp PyCCKnx
xypoxHukos 1812-1813 rosoB ¢ akBapenbHOM okpac-
KoW. PaBoTbl MOJIHOCTbIO CO3BYYHbI TEMaTUYECKOM
KOHLenumm 3ana. KapukaTypbl CONPOBOXAALOTCA TeK-
CTOM, HEPEAKO MPOHMYECKOTO COAepXXaHMA. ITO He
CTOJ/b YAMBUTENbHbIN QakT. KynbTypa Toro Bpemenm
TpeboBana OT UCKYCCTBa NPEXe BCEro BbINOAHEHVE
bYHKLMM NaTpMOTMUECKOM NponaraHsabl, a He 3aTpa-
rmBana Tembl GnaocodCcKo-3TMUeCKOro nopaakKa.
Ewé B.A. AMbapLymoB ynomMuHan ob yaenbHOM Bece
naeonornm B obnactu cosgaHnsa NpounsBeseHui
nckyccrea [Ambapuymos, 2009]. BHumaHuto noce-
TUTenen npeactaBaeHbl paboTbl: «MblibHbIE MY-
3blpW» HEN3BECTHOTO MacTepa, «YpanbCkuii Kasak
Cwuna Buxpes» A.l. YxTtomckoro (1771-1852) no opu-
rmHany E.M. KopHeesa (1782-1839) 1812 roga, «He
yAanocb Tebe Hac nepenagnTb Ha CBOK MOTYAKY>»,
«lMonesHas onepauyms», «<4em oH nobesmn Bpara
cBoero? Haraikoro!», «PpaHLy3CcKmiAi BOPOHUIA Cynm»,
«Pa3pyLueHmne BceMpHOn nmnepumn», «Pyckoin Cue-
Bosia», «[1poe3y BbICOKOro nyTelecTBeHHMKa OT
BaplwaBsbl», «YroweHne HanoneoHa B Poccumn», ..
TepebeHeBa (1780-1815), «bonbliasa ¢ppaHLy3ckas
apmMusa... an 3agada no lannesow cnucteme 06 ypos-
JIMBOV TONI0BE, pa3peLlléHHas pyCcckMM Ka3akom»
A.l. BeHeuwnaHoBa (1780-1847).

LLInpokoe npveneyeHne pabot TepebeHeBa B BuAe
0pOpPTOB Ha BTOPOM 3Taxe, 1 Janee — B 0GOpMIeHNN
cepBM3a Ha NepBOM, OOBACHUMO N 3aKOHOMEPHO.
EMy npuHagnexuT Lunkn rpaBlop, NOCBALLEHHbIX
CObbITMAM BOVHbI C HanoneoHoOM, MOHUMaeMbIM B
Jyxe oTpaxkeHus Lenow anoxu. OCMesHMIO XyA0XKHMKa
npuaaérca HanoneoH n ero BOMHCTBO. YaauHO
nepesaHa cuia v BOAS PYCCKON apMuu, NapTu3aH.
TOYHO He 6b110 YCTaHOBAEHO, CNYXKMIO 1N CO3AaHNe

KapuKaTyp pe3y/ibTaTOM LeHTPaan30BaHHOW KaM-
naHuK, NCxoasaLLelt OT rocyfapcTBa Mo nponaraxze.
BeposaTHo n T0, uTo TepebeHes, Kak 1 Apyrue xy-
JOXKHVKM, MOT 06paTUTbCA K XKaHPy KapukaTypbl No
cobcTBeHHOMY XenaHuto. KapukaTypbl TepebeHeBa
BOCMPUHSAAM OMbIT aHMUACKON KapuKaTypbl, OHN
ncnbiTann BAsAHME 06pa3oB pycckoro NybouHoro
MckyccTBa (KOMMEHTapun, NOSICHEHUS B BUAe
penank KapukaTypHbIX FrepoeB, CTUIN30BaHHbIE
XYA,OXKHMKOM MOZ NPOCTOHAPOAHYHO peub). M3BecT-
HO, UTO KaXkJas rpaBlopa neyatanacb KOAMYECTBOM
B 200-300 konuii, 0 YéM cBMAETeNbCTBYET TpyA Jl.
Konbuoeon [Konbuoea, 2013, ¢. 331-358]. Llenb wnc-
KyCCTBa MacTepa COBMajaeT C UMerLWMMN MecTo
HaCTPOEHMUAIMY TOrO BPEMEHMU, NAEAMU OPULMANBHON
nponaraHabl. YyacTue aBTopa B CO34aHUN MOAu-
TUYECKUX KapuKaTyp «/eTy4Ymnx JUCTOB» BMeCTe C
A.l. BeHeunaHoBbIM, N.A. VIBaHOBbIM, COCTaBUBLUNM
nonynspHoe nsgaHue «logapok AeTaM B NamsThb
0 cobbiTnsax 1812 roga», unn «TepebeHeBckas as-
byka» He ciyyanHo. MNamsaTHOe n3gaHne asbyku
6bi10 BbiNyweHo B 1812 roay tunorpadwei MNna-
BWJIbLLMKOBA.

Ha npeactaBaeHHbIX B30pY KapukaTypax XX1BoO
nepenseTteHbl rpadpuryeckme nsobpaxeHus ¢ catm-
puyecknumm Tekctamu. CBA3b 3Ta 3aKOHOMepHa. B
Ayxe 3noxu 66110 obpallieHre K XXMBOTpeneLyL el
Teme BOVHbI B inTepaType, no3sun (I.P. JepxaBuH,
H.M. Kapam3uH, B.A. XXykoBckuin). Becb maTepuan
3KCMO3MLMK, ONpesensieMblid pycCKUMU MacTepamMm-
rpadukamy, JEMOHCTPUPYET CTEMEHb YXOAa PYCCKOro
obuiecta B Hauane XIX Beka OT ObITytOLLErO Npexae
OTKPOBEHHOTO GpaHKOPUALCTBA B KyNbType.

Mcxoaa n3 uenn nsobpaxeHusa kapukaTypbl
PYCCKMX XYAOXHWKOB MOXHO pPa3fennTb Ha Hec-
KOIbKO OCHOBHbIX TUMOB. [1epBbIi — BblpaXasn uepTbl
AeMopannsaLmm HanoJaeoHOBCKOW apMun, BTOPOM
— BbISIBAS NAaTPUOTU3M U MY>KECTBO PYCCKOTO Ha-
poga. «[1poe3z BbICOKOro nyTeLlecTBeHHMKa oT Bap-
LWaBbl», MPUHagNeXaLlnin K NepBOMy TUMY, NOAOH
37101 MPOHUW. Yaen NOBep>XEeHHOro NPOTUBHMKA
NnoJYEpKMBaeT HaAMUCh Ha pUcyHke: «[poe3ab BbICO-
karo lNyTewecTBeHHWKa oT Bapwasbl 4o MNapuxa,
nog nmeHem ceoero LLitanmencrepa, Cb oWwmMnaHHbIM
OpJIOMB U 03HOG/IEHHBIMbB MaMeNtoKoM».

Mpov3BeseHNeM BTOPOro Tuna cayxuTt paborta
«Pyckoli CueBona», Npon3BoAsLLas PEMUHUCLEHLMIO
C reponyeckM NocTyrnkom ApeBHEPUMCKOrO BOMHA
las Myuws, nonasLero K 3Tpyckam. [pyrov npumep
BOJIM M NOZBWIa OTPaXKEH KapuKkaTypon «YpanbCckuin
kasak Cuna BuxpeB», NOCBALWEHHON eLLé OA4HOM

4acTo MANOCTPUPYEMOM Teme — KazadecTsy. [og
n3obpaxeHnem cneayet TekcT: «[powncluecTsie cay-
umBLLEECS MO OCBOBOXAEHIN PyckKMMU MOCKBbI —
KO3aK 3axBaTa B naeH dpaHuy3sckaro obuuepa u
Ype3b HECKOIbKO YAULb €ro MPOBe3b U AOCTaBUIb
ero Bb Kpemsib Kb HalMMb BOlMiCKaMb». BOWH Ha
YEPHOM KOHe MpeacTaBJeH YXTOMCKMM MO LeH-
TPY KOMMNO3MLMM, YXBaTUBLUMM OAHOW pyKon dpaH-
Ly3ckoro BovHa. Komnosmums 4oBOABHO TUMNYHA,
OAHaKO NHTEPECHO NCMOJIb30BaHME COMOCTaBaAEHWS
BTOPOCTEMNEHHbIX TOBOPALLMX AeTanel nensaxa
XYZAOXHUKOM. Ha 3agHeM ¢oHe BUAHbI HBallHU U
YKPEnAeHWs pyCcCKON NpaBoC/aBHOW apXUTEKTYPbI,
B TO BPeMSA KaK Ha nepejHeM rnjiaHe MOXHO 3ame-
TUTb PYMHbI N OBNOMKM KanmuTeam MOHUYECKOTO
opAepa. 9TUM NPOTMBOMOCTaBAEHNEM aBTOPOM MO4-
YépkmBaeTca naea nageHuns 3anasHoro BOMHCTBA
Ha PYCCKOW 3eMJie, JEMOHCTPUPYETCS YNaLoK eB-
pOnerckomn KynbTypbl 1 eé aBTopuTeTa B Poccun.
Pycckuii Hapog NoHMMancs Kak Hekas eAUHCTBEHHO
npaBuibHas LLeNOCTHOCTb Ha base pennrmu, ssbika u
HPaBCTBEHHbIX MO3MLMIA, KOTOPOW HU HanoneoH, Hu
Kakas-nnbo BpaxzaebHas cuia co CTOPOHbI 3anajHbIX
3axBaTYMKOB He MO NPOTUBOCTOATD.

O BbICOKOM ypPOBHE XY0>XXeCTBEHHOWN LUKO/bI
PYCCKMX MacTePOB CBUAETENbCTBYET CeAyHOLW A
baKkT, oTMeueHHbIn M.A. MenbTuep: aHrAnYaHe, caMmu
ABNAIOLLMECA BblAAIOLLLENCA CBOUM KapUKaTypPHbIM
TBOPUYECTBOM HaLMel, MepeHrManu onbiT MacTepoB
n3 Poccmn. OHM mokynanan n UCrnosib30Baian B Ka-
yecTBe 06pasL OB PyCcCKMe rpaBlopbl Ha UCTax
[MenbTuep, 2007, c. 119-149].

B 3akntoumTtenbHoMm 3ane BToporo 3taxka N2 4.1
«KamnaHua 1813 roga», NOCBALLEHHOM TeMe nyTu
pyCcCcKon apMun K Tprymady, BOEHHbIM KamMnaHWAM
1813-1814 rosoB, Ha CTeHAe Pacnoa0XeHO LWeCTb
dpaHLy3ckmx KapukaTtyp. VIx oTanuyaet He meHee
XKECTKaa catmpa. DT NPOU3BEAEHNA MPeENnMy-
LecTBeHHO oTHocATca K 1815 rogy n npeactaBastoT
cobor odopThbl, packpalleHHble akBapenbto. K HUM
oTHocuTcs «KoHrpecc», «Moantuuecknin banaHc»,
«HenepeBapuMblin Nnpor», «Mnpor koposew, pas-
pe3aHHbIN Ha KoHrpecce B BeHe B 1815 rogy», «[le-
peBec Kaueneln», a TakxXe eMHCTBEHHas paboTa
1814 roga «Mrpa Ha yeTbipe yrna». [ponssegeHns
MacTepoB MOAYEPKMBAIOT YA3BMMOE NOJNOXKEHNE
®paHuMK B MeXAYHapOAHbIX OTHOLLEHMAX, obpa-
LLArOT MbICAN MOCeTUTENEN K COBbITUSM BEHCKOrO
KOHrpecca, B KOTOpOM y4yactBoBann Poccus, @paHuums,
Bennkobputanus, Asctpus, Mpyccus, Lseuuns, Vicna-
Hus 1 MopTyranuns. Bo MHorom 6bian onpeaeneHsbl
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MeXJyHapOogHOe MONOXEHWe CTPaH — Y4acTHUL, BOWH,
nobeavBLLEN 1 NPOUTPaBLUE CTOPOH W PaccTaHOBKY
noanTNYeckoro BanaHus B EBpone. MNpaktnueckn
BCe 0bpa3sbl, MpejcTaBAsAoLWLMne NepCcoHnPuKaL o
rocyfapcre, nepesaHbl B M3061M4NTENBHOM, HU-
cnpoBseprarowemM Beanyme gyxe, Kak xajHbole 40
BJ1aCTW, CAMOJ0BOJIbHbIE, TLLEeCNaBHbIe (He MeHbLUe
camoro HanosneoHa) nepcoHaxu, YTo OTHYETAMBO
HabaropaeTca B pabotax «KoHrpecc», «[Mupor
KOpOJ/ieN, pa3pe3aHHbl Ha KoHrpecce B BeHe B
1815 ropy», «Monntnyecknin 6anaHc». lepoun ca-
TUPUYECKMX PUCYHKOB MpeAcTaB/eHbl B apdex-
TUPOBAHHbIX NMO3ax 3a TWaTeAbHbIM MPOLLECCOM
B3BeLUMBAHWA Ha Becax, paspesaHnem KapTbl MUPa,
CaMOZOBOJIbHbLIM TaHLLeM W MNOAOOHBIMU 3aHATNSA-
MU. [leMOHCTpUpYrOTCA KapukaTypbl Ha camoro Ha-
NoaAeoHa B YHUUMXKUTENBHOM, XXaAkoM obunke:
BOCCeAatoLeM Ha ropuke «/irpa Ha veTtbipe yrna»,
B o6pase Bble3atoLWEero 3 NMpora KOpPOThILKM
«HenepeBapuMbiin nupor». MNocnegHas paboTa npea-
CTaB/sieT U300paXkeHns npaBuTesien rocysapcTs —
YYaCTHNKOB MOJIMTUYECKOro NPOoTMBOBOPCTBA Ha TOT
MOMeHT: Kopona lNpyccun Ppuapuxa Buabrenbma
[, mnepatopa Aectpun ®paHua |, poccninckoro
npasuTens AnekcaHgpa |, BpuTtaHckoro noskoeozLa
ApTtypa Yacam Beanunrrona. 13-nog crona BuaHeeTcs
nyxnas ¢urypa Jlrogosuka XVIII. ipoHus Bcen rpyn-
Mbl 3KCMOHMPYEMbIX GPaHLYy3CKMX KapukaTyp paBHO
HanpaB/ieHa Ha nNpeAcTaBuTeNel BCeX Y4aCTHUKOB
BOWHBbI.

B yrnosov BUTpMHE TOro >e 3ana Mbl MOXEM
03HaKOMWTBLCA C JOBOJIBHO UCKNHOUUTENBHBIM MPO-
n3seseHnem — Tabakepkomn Kpyraon Gopmbl €
Kapukatypon Ha HanoneoHa (FfepmaHus, bpayH-
wBenr), oTHocsAwencsa k 1813-1815 rogam co3gaHus.
BbinonHeHa Ha dabpuke VoraHHa LLUtobBaccepa
(1740-1829) 13 nanbe-malle, B TEXHUKE packpa-
LUEHHOW rpaBlopbl C MPYMeHeHneM aka. V3genns
babpukn 06bIKHOBEHHO NMPUHagNeXann K npes-
MeTaM pockolun, 6bIToBbIM Be3genylikam Bpose
TpyboOK, TpOCTeN, NpeaMeToB nocyabl. Tabakepku
LLitobBaccepa HeN3MEHHO LIEHUANCH He B MOC/IEAHHOH
ouepesb bnarosaps pasy paboT ¢ cogepxalmmcs
CKPbITbIM Ha MOBEPXHOCTHbIN B3rA4 3pOTUYECKNM
n3ob6paxkeHnem nog KpbIWKOW Ui GanblunBbIM
AHOM. PaccmaTtpuBaemoe HaMmm n3obpaxeHve Ha-
nosieoHa BOCXOANT K pucyHKy V. ®onbua (1784-1858)
C CUIbHOAEMCTBYHOLLIMM MeTapOopUYecKUM NPUEMOM,
Korja Lo nmMnepaTopa COCTaBAAETCA U3 Yenose-
Yeckmx puryp, CUMBOAM3MPYIOLLMX TPYMbI conaat. Ha
MecTe npegnoiaraeMoro anoJsieTa pacnonoxeHa
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ckopumBLUascsa pyka. Ha rpyan, nogobHo 3Be3ge
OpAeHa, XyAOXHWUK PacrnoaoXMA Pa3BeTBAAOLLYHOCA
nayTuHy. Bcé 310 ABHO NoAYEPKMBAET XULLIHUYECKME
HamepeHuna dpaHLy3CKOoro Baajbiku. A Ha rosose,
CIMBasiCb C N30bpaxkeHneM ronosHoro ybopa, Bbl-
aensetca purypa YEPHOro opna.

3aBepuiaet 3kcno3munto my3sed 3aa N2 5 — «3an
namaTV O BOMHE», MMEeHyeMbll Takxe «3an Be-
peLuarvHa», B KOTOPOM MOMMUMO PasANYHbIX MaMaT-
HWKOB PYCCKOro mMacTepa, NOCBALLEHHbIX BOMHE U
£,061eCTn pycckoro HapoZaa, 4EMOHCTPUPYEeTCa pag,
npov3BeeHNn 4eKopaTUBHO-MPUKIALHOMO UCKYC-
CTBa: NaMATHbIE MY BUAHbIX BOEHA4YaIbHNKOB,
cepebpsaHbIi napel, ANA >XKai0BaHHOW rpamoThl,
MYHAMNP rpeHasépa, papdopoBble CEPBU3LI C CHO-
>KeTaMu Ha Temy BoMHbl 1812 rosa, noptpeTamu
npaBuTeNen, yuacTBOBaBLUNX B HeWN gepxkas. [e-
Kop 3ana pokycmpyeT BHMMaHWe Ha napoce UCTO-
puyeckmx cobblTMn. MNaTeTnyecknin KOHTEKCT
NoAYEPKMBAET Yepesa XMBOMUCHbBIX MPOU3BeAEH
B.B. BepewarnHa (1842-1904), AeMOHCTPUpPYHOLLMX
3aBepLUatoLLni 3Tan BOVHbI, KOTOPbIW CBSi3aH CO
3HaKOBbIMUW N306pa3nTeNbHbIMYK CHOXKEeTaMuK. ITO
BbIPa>eHO MOJIOTHaMU CO CLeHaMu OTCTynaeHua
Borck HanoneoHa («Ha 6onblwon gopore — oT-
cTynneHuve, 6erctso»), noxapom B Mockse («3a-
peBo 3aMockBopeubs», «[logxuratenn. Pacctpen
B Kpemne»), nsobpaxxeHnsmm cueH 6eCUmHCTB 1
MapogépcTa («B YcneHckom cobope»). M3HavanbHO
LMK paboT xyAOXKHMKa XpaHuaca B Pycckom mysee.
[JanbHenwasn cyabba nponsseseHmnii bbiia peLleHa
ykasom nmnepatopa AnekcaHgpa ll, nepesasLuero
MX B OCHOBaHHbIN UM B 1872 roay Victopnueckuia
My3ein MockBbl. KapTuHbI LyKAa, 3KCMNOHUpPYeMble
BMeCTe, co34atoT 3GdEeKT Kanensockona, rae Kaxapli
OTAENbHbIN dparmMeHT BOWHbI, MOJ400OHO KMHEMa-
Torpadumueckomy Kagpy, ABAAETCA YacTbo eANHOW
naHopaMbl UCTOPUW BEANYMNA PYCCKOro Hapoga. A
MMEHHO NaTPMOTMYECKUIA NOChIT Npexae BCero
npeanonarancs BepelyarvHbiM OCHOBHOW Lie/ibtO CO3-
AaHus cepum. O BONOLWEHMM 0COBOro Ayxa pycckoro
HapoZa YNOMMHaEeT 1 caM XYLOXHWK, YTO LMTUpyeT
C.A. ApoHckmI, paccyxkzgas 0b apxeTurne repomsma
nonoteH BepewarvnHa [AdoHckumid, 2017, c. 2]. Takxke
nccnepgoBaTenb BblgeNseT CyllecTBeHHoe oTanYme
NoNOTeH Xuneonucua: <o BAMAHNEM KPUTUYECKUNX
ctaTel B.B. CtacoBa v kapTuH [onn BepelwaruH
cTan bonblue yaenaTb BHUMaHWUA He N306paxkeH o
y>KacoB BOVHbI 1 3BEPCTB 3aBOEBATENEN, @ TEPON3MY
3awmnTHUKoB OTeyecTBa» [AdoHckui, 2017, c. 4].

Ho, kpome BoOAyLLIEBAEHHOW XMBOMUCH, 3KCMO-
31LMA 3ana NpUMeYaTeNbHa PacnoioXXeHHbIMUN B
OAHOW 13 BUTPWUH KapuKaTypHbIMK n3genmamun. Ha
HECKONbKMX fipycax Mook nokasaH ¢apdopoBbIn
cepBu3 3aBoga MapaHepa (Bepbunkn, AMUTPOBCKMIA
ye3za MockoBckol rybepHum), oTHoCUMbIN K 1813—
1814 rogam co3gaHums. [1pon3BOACTBO OTMEYEHO
feATenbHOCTbIO WwoTnangua . FapaHepa (1714-1796)
B 1766 rogy, KOTOpbIit 06Hapy>ua 0COBbIV TUM FAWHBI
(«rnyxoBckas») U 06yCTPOWUA 3aBOJ, MO CO3JaHUIO
bapdopoBsbix n3gennii B Poccun. 3aBog NocTaBasa u
cyrybo pocKoLLHble MOAapPOYUHbIE CEPBU3bI («OPAEH-
CKWe cepBM3bI»), U MPeAMeTbl AeKOpaTUBHO-MpW-
K1aZAHOro MCKYCCTBa, MPOU3BeAEeHNSA XaHPOBOM
CKYNbNTYpPbl ANA CBETCKOW 3HaTK, TakxXe apaHep
BKtOYaN B chepy N3rotoBaeHN MHOXECTBO n3je-
NN N8 NPOCTOro Hapoaa, yTUATapHble NpeaMeThl
6biTa.

lapaHepoBckuin cepsm3 13 dapdopa ¢ kapuka-
Typamun Ha BeNKYH apMWIO yKpaLleH HaArnasyp-
HOW pOCnuCblo C 30/04eHMeM. B Hero BxoaAT
LecTHaALaTb NPeAMeTOB: caxapHuLa, NoaocKaTeb-
HULa, YalHWK, MONOYHUK, KOQENHNK 1N YaLUKW.
Kaxxablli npeaMeT feKoprpoBaH OPUrMHaNbHbIM
KapuKaTypHbIM M306paXkeHnem ¢ COOTBETCTBYHO-
WMMN HAaMMEHOBaHNAMUN PUCYHKOB Ha BUTPUHE.
CaxapHuua ¢ kapukaTtypamu «Pycckuil My>KuK, JOMOiA
BO3BpaLLasch Ans Kypunosy pebstuiikam bupronek
NpuHEC» n «CaHkT-MeTepbyprckuii paTHUK Xpabpos»
POCMNCK Hen3BeCcTHOro MacTepa. 13obpaxeHue
Ha yalke «[MoAMOCKOBHbIN KpecTbHUH Cuna bo-
ratblpes» no rpastope A.l. YXTOMCKOro ¢ pucyHka
E.M. KopHeeBa 1813 roga ToXe BOCXOAMT K CXOXKeEM
cxeme oTobpadkeHMs CroXeTa, MOHNMMaeMOoro HaMmu
Kak YHVBepCasbHbIi. VIkoHOrpadpua pucyHKOB CXO4-
Ha MexXay cobol, Kak M 3asava 3TUX KapukaTtyp
— AeMOHCTpaLma GU3NYecKoro 1 yxoBHOro npe-
BOCXOACTBa PyCCKOro BovHa-6oratelpsa Hag npo-
TUBHWKOM. 3Ta MbIC/b MOATBEPXAAETCA YaLLKOWN
¢ batoauem c nsobpaxerHnem «Kupunnoser», oT-
HocvMmas k 1812-1813 rogam, HeM3BeCTHOro aBToOPa,
Kak M MOJIOYHWK C KapukaTypoin «Pycckuii l'epkynec
ropoga Cbl4OBKM», CO34aHHbIN No rpastope V.W.
TepebeHeBa. bpaBblil BOWH, My>XeCTBEHHbI congat
— XYAOXHUK MOTr 0603HaunTb NpakTnyeckn aroboe
nMS, CyTb n306paxKeHnsa NojBura He N3MeHsANach.
Obpas pycckoro 6oMua BO3BOAWACA K apXeTuy re-
poeB APEBHOCTH, YbW NMOABUIN CONOCTABAANCH C
NPOV3BOANMbBIMN aHTUYHBIMU IereHAapHbIMU Mep-
COHaXaMu ¥ peanbHbIMW BOEHHBIMU AeATeNAMU U

BOCXOAMNAN K MY>XeCTBY CTOALLMX Ha 3awmTe Ote-
yecTBa H6oraTblpen.

MpuMeyaTenbHa Yallka C aneropmyeckomn
KapukaTypon «Pyccknii my>kmk BaBuna Mopo3s Ha
3as4belt oxoTe» Mo rpastope ¢ opurnHana A.H. OneHnHa
(1763-1843) 1813 roga. My>xuk npeacrtaBaseT HaMm
0bpas HacTosLero pycckoro 6oraTblps U NO MOLLM
CNoxeHns GUrypbl, N No MacLiTaby eé n3obpaxeHus
B MOCTPOEHUM KOMMO3ULMKN N306paKeHns oT-
HOCWTENBHO HeBbIPa3nTeNbHbIX PUIYPOK NMPOTUBHMKA.
Takke OH nNpepacTaBaseT cobow, beccnopHo, obpas
camoi Poccum, TpuyMbanbHO nosepraroLe ppaH-
Ly3oB-3axBaTumkoB. Obpa3 PppaHLy3CKUX Con-
JaT 06beANHEH C 300MOPOHBIMU YepTaMu, aBTop
coyeTaeT yenoBeyeckune roNoBbl C TENOM 3alLEeB,
YTO AO/KHO aCCOLIMMPOBATLCA C MPbLITKOCTBIO U TPY-
COCTbO NIECHOTO XMBOTHOTO. B TocysapcTBeHHOM
Pycckom My3ee xpaHUTCA aHanornyHas rpaduyec-
kaa paboTa HemsBecTHoro mactepa 1813 roga. Ha
Hel B OT/IMUME OT N306paKeHMs Ha Yallke cepBuM3a
3HauuTeNbHYO 061acTb MOBEPXHOCTU bBymaru
3aHMMaroT 0bBesEHHbIE pennkn repoes. V3 ycrt
dpaHLy30B BblIpbIBAtOTCA KpaTKMe CETOBaHMA O
ckopetilem nobere Bo ®paHumIo, a My>XMK BaBuna
npurosapvBaeT Bcaies berneuam: «Aty! aty! ero —
NpoKAATbIN 060pOTEHb. HEBOCH! KON He AOTOH!O,
Takb MET/IOr JOCTaHy! UTO NakoCTHMKD, LWanoB-
INBB, KaKb KOLLKA, a TPYC/IMBB Kakb 3aelb! CBOUXb
pa3Tepsaab, Aa M caMb YrHaAb! 3a 4€10Mb NPUXOAMIB!
ABWJICA, OCTPaMUACA U BopoTuaca — ay! bpaTtubl co-
ceayuwku, bepervte nose He Npo3eBaliTe Bbl erol»

MopobHbIN 06pa3 06Hapy>KMBaeTCs B KapukaTtype
Ha yawke «CaHKT-lNeTepbyprcknin paTHMK Xpabpos»
1813 ropa Hen3BeCTHOro aBTopa. 34eChb TakXe Noj-
UYEpKMBaETCA repomnsM 1 cuaa NPOCTOro PyccKoro
My>KrKa. Obpa3s BOCXOAMT K MPOU3BEAEHMIO nevaT-
Hou rpadukmn 1810 rosa HEM3BECTHOrO XYA0XHUKA,
conpoBoxgaemMor Hagnucamu: «C. Metepbyprckol
paTHUKb Xpabposb. I Mycbe! fl Pycaksb, a He
Mpycakb!», «Bb cornacHoM®b cTase BOAKb He
CTpalweHb 1 XpabpocTb Kpenye CTeHb U BalleHb».
Ob6pas3 Ha rpaBtope 6osee XECTKUI, rpybbIi. JInyo
dpaHLy3ckoro 6orLa BbIrAAUT HENPUTAAAHO, BO-
JNIOCbl BCKJOKOY€EHbI, Ha HEM OTYETAMBO BUAHbI
rpasb U CUHAKK. Ha yaluke nsobpaxeHune 3amMeTHO
cmArvaetca. A o6pa3 NoBep>KeHHOro NPOTUBHMKA
JOBOJIbHO OMpPATEH W NpeacTaBieH 6osee Mono-
AbIM, U flaxke CIOBHO OTPELLUEHHBIM OT y>Kaca CUTy-
aummn, korga bykBasbHO Yepe3 MIHOBEHWE eMy
CY>XZEeHO MOrMbHYTb OT TOMOPa PYCCKOro My>XMKa.
Taknm obpa3om obHapyXMBaeTca Kak CHUXeHune
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ApamMaTtn3Ma 3aMMCTBOBaHHbIX Y rpadnyeckmnx Kapu-
KaTyp 0bpa3oB, Tak 1 COKpaLLEeHMe YnCaa NepcoHa-
el 1 3/1eMeHTOB KOMMNO3uLmK. Psg n3obpaxkeHuii
3aMeTHO COKPALLAETCs, CBOAUTCA K CUMBOJIMYECKOMY
TOoNKOBaHW0. OCHOBHOW MOCbIN KapuKaTyp ferko
cunTbiBaeTCA Ha npeametax cepsusa. bonee Toro,
61t04L1a K Yallkam COMPOBOXAAOTCA MPaKTNUEeCKM
NAUNNNYECKUMUN NEeN3aXXHbIMU KOMMO3ULUAMMU,
He NpMBA3aHHbIMYK K 6aTalbHbIM, NCTOPUNYECKMM
cobbITMAM.

B BUTpMHE pacnonoykeHbl Takoke ABe Yallku C UC-
no/b3oBaHeM B 0QOpPMIEHNN KapuKaTypbl «PpaH-
Lly3bl, FOJIOZHbIE KPbICbl, B KOMaHAE Y CTapOCTUXM
Bacuancbl». O603HaUEHO Ha 3TUKETaXxe, YTO pPoC-
nucb BbiMonHeHa no rpastope C.IM. Wudnapa
(1786-1840) B 1812 rogy. XyAO>XHWK 3TOT YCMELIHO
BOMJIOLWan CBOW TanaHT B pPa3/inuHbIX 0bnactax
ncKyccTBa: Xxueonucel, rpaduk, aBTop pajga nuv-
Torpaduii, TeaTpanbHbI XyAOXHWK. B nepuog
1808-1813 rogoB MacTep paboTtan Haz 3akazamu
VimnepaTopckoro ¢apdoposoro 3aBoga. Heckonbko
YAVBUTEIbHO YNTaTb B CTaTbe MCCAeA0BaTENbHNLbI
E.A. BuwneHkoBoW, NpmBoOAsLLEl NpuMepbl Ka-
pukaTtyp 13 cobpaHusa VictTopmyeckoro myses, npu-
MeyaHVe Mo NOBOAY OMUCbIBAEMOTO el JaHHOro
cepsu3a [BuwnerHkosa, 2012]. OHa nuwerT, 4TO B
Kosnekumm NAM OTCYTCTBYIOT XXEHCKMe NepcoHaXxm
(ctapoctmxa Bacunuca c gouepsto) Ha nocyge. Oa-
Hako 3TO He TaK, 6bosee TOro, NOJOH6HBIX Yallek
Heckonbko. Ha valukax cepBu3a NpucyTcTByeT
HECKOJIbKO BapuaHTOB KOMUYECKUX CLEHOK CO
CTapoCTVXo. TOMY NOATBEPXKAEHNEM CAYXKUT 1 Yalll-
Ka € KapukaTypom «Pycckas repovHs — eBunua, oYb
cTapocTuxm Bacuancel» no rpastope A.l. YxTom-
ckoro ¢ pucyHka E.M. KopHeesa 1813 roga. Ha «a-
puKaType ABHO M306paXxkEéH XXeHCKMI NepcoHa
— feByliKa B pybaxe, capadaHe, C 4/IMHHOW KOCOW.
OHa HenpuHYXAEHHO fEepXUT B pyKax ocTpoe
opy>ue Haj TesoM ynaBLUero owenoMAEHHOro
dpaHLy3ckoro congata. Hebe3sbiHTEpeCcHO y3HaTb,
4YTO NpMBEAEHHAA N MCNOJNHEHHAA NMPaKTUYeCKn
B PONBLKJIOPHOM KJOUe CTapoCTMxa He ABAANacCh
BbIMbILLJIEHHbIM MEPCOHaXeM. ITO peanbHas repo-
NHA — kpecTbsiHka CMoneHcKol rybepHum Bacnanca
KoxxumHa (ok.1780 — ok.1840), npocnaBieHHas Kak
JesTeNbHNLA NapTU3aHCKOrO ABUXKEHWS BOMHbI 1812
roga. Eé noptpet pabotbl A. CMMpHOBa pacrnoaoxeH
B 3a/71aX 3KCMO3MLMW.

CXOXnIM NpvBeAEHHBIM Bbille KapukaTypam
OMOP onpezensieT U AeKop Yallky C 6aroaLeM C
pUCyHKOM «PpaHLly3cKme rBapaenLbl Mo KOHBOEM
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6abyLukm CNMPUAOHOBHbI», UCMOJHEHHOM MO rPaBrope
c opurmnHana Al. BeHeumaHoBa. ABTOpbl npuberatot
415 obpa3oBaHna bosiee YHUUMKUTENbHOTO 0611Ka
dpaHuy30B K aHTUTe3e. CyTb NPOTUBOMOCTaBAEHMUA
3UXKAETCA Ha KOHTpacTe cnaboctn npodeccnoHanb-
HbIX BOMHOB apMuK HanoneoHa v nokasaTenbHO
6epyLLMMN Hag HUMUN BEPX XKEHLUMHaMW, AeTbMU,
MOXWABIMW NOAbMU, T.€. MUPHBIM HaceneHveM, nap-
TU3aHaMW. XyLOXXHUKM NPOCAABAAKT HAaPOAHbIN
NOABUT, MUPHBIX >XMUTENeN, BbIHYXXAEHHbIX npuber-
HyTb K camoobopoHe. CTpasano KpecTbAHCKOE
HaceneHve, KOTOPOMY MPUXOAMNOCH CracaTbCs OT
MapoAepCKnx AeNCTBUIA OTCTYMNaroLWmMX CUA 3aX-
BaTUMKOB, HY>KAatoLLKMXCA B NpoBun3nm, dypaxe. Ac-
KYCCTBO MOKa3bIBaeT, Kak B CBETE BOEHHbIX COOLITU
AnekcaHap | 6 nrona 1812 roga nsgan maHmdect ¢
npr3biBOM 06pa3oBaHMA HAPOLHOIO OMONYEH NS,
a COMpOTUBAEHMNE, OTKANKHYBLUMXCA Ha BO33BaHWe
napTnsaH BO BCEM MHOroobpasuu npegcraBaeHo
B KapukaTtypax. [1pu3biBan K HAPOAHbIM Maccam
N TOCYZlapCTBEHHbIN AeaTeslb, yUaCTHUK BOEHHbIX
cobbiTnii rpad ®.B. PoctonumH, pacnpoctpaHsaBLLNiA
nponaraHANCTCKMe npokaamMaymnm-«abuwkm». OH
BblCMeVBaa NPUCYLLYHO ObOLEeCTBY raaaoMaHuio,
COAENCTBOBAN JBUXEHNIO onoadveHLeB. B 1o e
BPeMS C/bILLIAANCh NPW3bIBbI O 3aCTyMHUYECTBE BEPbI
1 oTevecTBa. BolHa cTana HaLMOHanbHOM, obLLeHa-
poAaHo. B 3agaumn kapukatypuctos, naMmdaeTncros
BXOAWNO CO3jjaHue N HpaBCTBEHHOe 0HOCHOBaHMWe
TOTa/IbHOM HEHaBWCTW K Bpary. [NaTpuoTmnyeckme naew,
C KOTOPbLIMW Mbl MOXeEM O3HaKOMUTbCA HBrarogaps
«CobpaHuto Beicouanwmx MaHndectos, pamorT,
Yka3oB, PeckpunTos, Mpurka3os BokckaM 1 pa3HbIx
W3BELLEHNI, Nocies0BaBLLMX B TedeHne 1812, 1813,
1814, 1815 n 1816 rogoe» (1816), BONAOTUAUCE B
pase apuLlek, HaPOAHbIX NyOKOB.

ObpawaeT Ha cebs BHUMaHMe cama uaes
npuBAEYEHUA KapuKaTypHbIX 0GOPTOB K AeKopy
rapAHepOBCKOro cepsu3a. HekoTopoe KoAn4ecTso
NCNONb30BaHHbIX paboT TepebeHeBa, pUCyHka
BeHeumaHoBa NoBTOPsET NpexAe OTMEUYEHHble B
npeabIAyLLNX 3anax My3esa rpadumyeckme obpas-
ubl. Tak, Ha Yallke Mbl BHOBb BCTpeYaeMcs C Ka-
pukatypoli «He yaanocb Tebe Hac nepenaguTb Ha
CBOIO MOTyAKyY, nonaawm-xe 6acypmaH, nog Hawuy
AyAKy» nnn «HanoneoHoBa nascka» Mo rpastope
N.W. TepebeHeBa 1813 roga, nam Ha KoderiHuke ¢
KapukaTypamu no AByM CTOPOHaM «4eM oH nobeawn
Bpara ceoero? Hararikoto!» n «CeBepHbii AMyp»
no rpastope V.W. TepebeHeBa n A.E. MapTbiHOBa.
MepBas rpaBtopa Mo TeM Xe Ha3BaHWeM U CO

CXOXMM n306paxkeHnemM pacnpasbl Hag GpaHLy3-
CKMM cnacarowmmcs 6ercTBOM KaBasepucTom
co3zaBasiacb HECKOIbKMMU XYAOXKHUKaMW pesak-
unm «CbiHbl oTevecTBa». Kpome TepebeHeBa,
aHanornyHyto Temy paspabatbiBanv Takxke MapTbl-
HoB 1 KopHees.

MO>HO BbIZEINTb N YallKy C KapuKaTypou Ha
ctoxeT «PpaHLy3ckne Mapoaépbl, ncnyraBLumecs
KO3bl». E& pocnunch BbiNOJHEHa MO KapuKaTtype Ha
CHOXKET, ONMUCaHHbIN B XypHane «CbiHbl OTeyecTBa»
1812 ropa. Tpoe 3aselCTBOBaHHbIX NepCoHaxew
NpeAnoNoXUTENbHO 3aMMCTBOBaHbI U3 OAHOVMEH-
Hou rpaBtopbl TepebeHeBa 1813 roga ¢ 6osblMM
KOIMYeCcTBOM repoeB. Ha odopTe npeacTaBieH WH-
Tepbep KPeCTbsIHCKOro A0Ma C neYbto, Ha GoHe Ko-
TOPOro BO MHOXeCTBe NO3 M306paxkeHbl LWecTb
AencTByOLWMX AnL. Ha vallke feiCTBO NepeHeceHo
Ha nen3axKHbll GOH, OLHAKO CXOACTBO OYEPUEHHbIX
duryp c TepebeHeBckon paboTor NPOCNEXMBAETCA.
I. MaBnoBa oTMeYaeT gap XyAOXHMKA, 0COBEHHO
€ro njaacTmyeckoe 4yTbe B KOMMO3WLMOHHOM MOC-
TpoeHun Kak ckynbntopa: «[puuyanmsBoe couetaHve
HeoTbeMeMbIX MPUEMOB KapmnKaTypPHOro >aHpa
(rmnep6ona, yTpupoBaHue Gopm, LLapx) 1 CTPOromn
KJ1laccMyeckou B3BELIEHHOCTUM KOMMO3NLUUK fenaet
nunctbl TepebeHeBa HeMPEB30MAEHHBIMM MO KpacoTe
M NOYTU NAakaTHOM Bblpa3uTenbHOCTW» [[MaBnoBa,
2012, c. 22].

MpodeccnoHanbHble XYAOXKHUKM-KapUKaTypUCTbl
Hemas0 3aMMCTBOBaM U3 061aCT HAaPOAHOW Kap-
TUHKW, Nybka. OHU NepeHANN KOMMO3ULIMOHHYHO Na-
KOHWMUYHOCTb, NannAapHOCTb, OCTPYHO XapakTepPHOCTb,
KOHTpaCTHble couyeTaHus KonopuTa. [Jo n3BecTHon
CTeneHn aHTUHaMNO/JIeOHOBCKME KapuKaTypbl Mac-
TEpOB CrpaBeAANBO CPaBHUMbI C UCKYCCTBOM BOEH-
HOro nsiakata. Y Hux obHapyXuBatoTcs obuime
CBOWCTBA: HarNaAHOCTb, KPacoUYHOCTb. Kpome TOro,
3TV TUMNbl UCKYCCTBA OPMEHTUPOBAHbI Ha eANHbIe
uenun: arntaums, nponaranga. NMpowseeseHuns pac-
CYMTaHbl Ha OfHY 1 Ty XK€ ayAMTOPMIO — MacChbl NPOC-
TOro Hapoga. B coctaB kapukatyp BXOAUAN Takxke
LaP>XXNPOBaHHble MOPTPEThl YYaCTHNUKOB BOWHbI.
Bctpeyanuch kapukatypHble paboTbl, CXoxue € Xyao0-
XKECTBEHHbIMWU UANOCTPaUnaMU. Ho nx yaenbHbIn
BEC OTHOCUTENIbHO HEBEJUK.

B 3HaunTenbHOM cTeneHn obHapy>KMBaeTCS XaH-
poBas 61130CTb KaprKaTypbl K HAPOLHOMY UCKYCCTBY,
NybKy. BbipaXkaeTcsi 3T0 BO BHUMaHUM XyZOXHM-
KOB K HEOHbIYHOWM BHELLIHOCTW, 3KCTPaBaraHTHOCTK
noctynka. HebbiBanble COObITUA NPOABAANNCD C NO-
MOLLbIO XYZO0XECTBEHHOrO Npnéma o0bobLieHus,

ynpouieHuns n3obpaxeHuni B chepy peanbHOCTU.
MacTepa obpallanncb K NemsaKHbIM 3CKMU3aM,
HEeCKONbKO MAean3npPoOBaHHbIM M300paXKeHAM
BWJOBOTO XaHpa 415 BOM/IOLEHNS JOCTOBEPHBbIX $O-
HOB PYCCKOW Npupoabl, AepeBeHb. OTOBpaXKéHHbIe
KapuKaTypucTamm TUNaxm 3aMmMcTBOBaIUCh M3 Tpa-
ANLMN XXaHPOBOW rpaBropbl. XYAOXHWUKM f061BannCh
TakuM 06pa3oM 0cobOoV KOHKPETHOCTH, peasbHOro
Beca n3obpaxkaeMbIM COOBLITUAM, ONpesesEHHON
NCTOPNYECKOM BOBAEYEHHOCTN. DTOW 3ajaue cay-
XUNo BBeAEHWE BbITOBbIX NOAPOBHOCTENR, 06BEKTOB
KPeCTbAHCKOro 1 CONAATCKOro obmnxoaa.
MpeacTaBneHHble B BUTPUHE TakXXe Noaocka-
TeNbHULA C KapukaTypamu «Petupaga dpaHuy3ckux
reHepanos», «<KapaHTvH Ans HanoneoHa npu Bo3spa-
LeHnmn ero n3 Poccnm» no rpastopam V.M. Tepebe-
HeBa 1813 roza 1 YaliHuK ¢ KapukaTypamu «berctso
HanoneoHa» 1 «YpesBblvainHas GppaHLy3ckas nouTta
B [Mapwx» no rpasropam A.l. BeHeunaHosa 1812
rofia COOTBETCTBYOT O6LLEMY 3BYHAHWIO KOHLLEMLMM
3KCno3numoHHoro 3ana. Opopt BeHelaHoBa Takxke
B HECKOJIbKO U3MEHEHHOM BUJE Obl MPUMEHEH B
PUCYHKeE YaLlKu C KapukaTypom «Pycckas nexoTa u
dpaHuy3sckas koHHULa» (1812-1813). Ha atunkeTke
My3es POCnuChb M306paXKeHNs OTHOCAT HEU3BECTHOMY
aBTopcTBY. OZIHAaKO CXOACTBO KOMMO3ULN N €4UH-
CTBO croxeTa HabatogatoTcs. OpurvHabHbli 0odopT
XYAOXHWKa eLé AonosHANa Hagnuck: «Pyckas ne-
xoTa un ppaHuy3ckas KoHHuua. Konb Mano wbika
Takb BOTb Te MpuKaaga». 3akNtoumTesibHas 4yacTb
HaAN1CcK NpeacTaBaAseT CO6ON PYyCCKYHO MOCNOBULLY.
B uensx nonynsapHOCTM 1 AOCTYNMHOCTU KapukaTyp
cpeam Hapoga 4acTo NPUMEHSAANCh MOCAOBULbI,
NMOroBOPKM, HAPO4MTO NMpocTas peydb. KpectbaHe,
NpoCTble coNAaTbl 06bIKHOBEHHO MbICIMAN 0Bpasamy,
061e4EHHbIMK B NPOCTble GOPMbI. ITY OCOBEHHOCTb
3Ha/N 1 UCNOb30BaN NPV KOMaHAOBaHUN BENNKNI
pycckuii nonkosogey A.B. CyBopoB, a no3saHee
coctaBuTenb pycckoro cnosapsa B.W. Janb B 1864
rogy v3gan cbopHuk ¢ppaseonornamon, ahopm3mMoB
«MocnoBuupbl pycckoro Hapoga». «Henpusatenb Ha
xBocTe BopBanca», «OrHem n meyem. KOHCKUM
XBOCTOM nenen pasmectu», «[yns gypa, Wbk MO-
nogeu», «[IpUHECTN HENPUATENS Ha naedvax» u
MHble NOAOGHbIE MOCNOBULbI UCMONB30BANNCH OTE-
YeCTBEHHbIMUM KapukaTtypuctammn Hadana XIX Beka.
Bce npuBeaéHHble Bbile KapuKaTypbl MPU3BaHbl
KMBO OB6HapPYXWTb pa3sioxXeHne Hekorga nobe-
JOHOCHOW GpaHLy3CKON apMunK, TPYCoCTb, Mapo-
AEpCTBO, BblKa3blBas MNOCTbIAHOE H6ercTBo eé conaart.
Co3aaHHble XyAOXKHMKaMn 0b6pa3bl HaCTaBAAOT B
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JyXe Npe3peHnsa 3axBaT4MKOB, MOCATHYBLUMX Ha Ha-
LMOHaNbHYH CaMOCTONATeNbHOCTb Poccum.

3HaumMMo 06oraTMNoCh BUAOBOE 1 TEMaTUyeckoe
cogeprkaHune NonyaapHbIX HAPOAHbIX XyA0XeCTBEH-
HbIX MPOMBbICNOB, OcBeLaBluee TeMaTuky OTevec-
TBEeHHOW BOWHbI 1812 roga. B kapukaTtypax mactepos
NPOLUbIX BEKOB OCMbICINBAOTCA OOLLECTBEHHbIE
W HauMoHaNbHble naeanbl, Kak U abcontoTHOE
npoTMBOMNoOCTaBaeHMe UM obpasa Bpara. B TBopyec-
TBE aKTUBHO KPUCTaNNN3YHOTCA 1 GOPMYANPYHOTCA
LLeHHOCTM PYyCcCKOro obLecTBEHHOro YCTPOMCTBa:
naTpMoTU3M, BEPHOCTb OTEeYeCTBY, KY/lbTypHas
NPeemMCTBEHHOCTb NMOKOJIEHWNIA, KONNEKTUBHbBIV AyX.
KapvkaTtypHble 06pa3bl opraHMyYHO BOCMPUHUMAANCh
1 BOMJIOLLLaAW B HAPOAHOM CO3HAHWUM HEOBXOANMbIe
ana nobenbl JyXOBHble U 3CTeTUYECKME naeanbl.
KapukaTypbl B cBOE BpeMsa cnocobcTBoBanu
pPOCTYy HAapPOAHOro CaMOCO3HaHWA U efUHCTBaA
pycckoro obuiectBa. HanoseoHoBckas apmMmua
npezctaB/ieHa B KapukaTypax O4HO3HaUYHbIM BO-
naoleHve 31a n gbasona. Obpas npotnBHmKa Ha-
nofeoHa BOCMNeBaeTCA Kak 3alyMLLatoLnil CBOK
HEe3aBUCMMOCTb, HaLMOHaNbHY CaMObbITHOCTb,
pennruo 1 3akoHHoCTb Bractu. Obpasbl congar,
KpPecTbAH NPenoAHOCATCA BOMAOLLEHWEM CTpaja-
toLen jobposetenn. B oTHOLEHMM Takoro NPOTUBO-
MOCTaBAEHUs CTPaH CUAbHA MbIC/b O NMPEAPELLEHHOW,
eAMHCTBEHHO BepHOM nobeabl Poccuun. B Takom
cBeTe nopaxeHne HanoneoHa TpakTyeTcs Kak akT
HebecHoro npasocyaus. /136aBneHne nopaboLLEHHbIX
Hano/JIeOHOBCKOW apMMen HapoA0B BOCNPUHMUMA-
JIOCb TOPXXECTBOM A06pOAETENM U OCY>XKAEHNEM MO-
poka.

BbiBepeHHOe peLleHne 3KCno3numm 3ai0B cy-
KUT NaTpMOTUYECKOMY YYBCTBY MoceTuTenen,
BOCXBaJIEHNIO BOMHCKOIO NMOABUra, CUJ/bI JyXa Ha-
poga. [TocTpoeHHasa B XPOHOOrMYECKOM NopsajKe
3KCMO3ULMA OCBeLLaeT CNOXHY TeMy 60pbbbl,
MOHATOW Mpexze BCero yepes CTO/JKHOBEHME
Poccuinckon n ®paHuysckon nmnepun. Kpome
TOro, AeMoHCTpupyeTca agobaectb U Bepa npoc-
TOro confaTa, BOeHHbIl 6b1T. OTHOLWeEHMeE K Bpa-
ry oT4eT/IMBO MPOABJIEHO MMEHHO B Oobpasax
KapukaTyp, rae npucyTcTByeT Hapo4mnToe NpPoTuU-
BOMOCTaB/ieHNe 061Ky OTe4eCTBEHHOro coajarta
rmnepboan3vpoBaHHOro obpasa HecypasHoro, Tpy-
coBaTtoro 6owLa, BO3rnaBaieMoro «4yAoBuLLEM»-
HanoneoHom. KoHuenumna HUCnpoBepXeHMNa
obpa3sa Bpara CTaHOBUTCA 0b6LENPUMEHMMON
cpeav XyLOXHWUKOB, Tak Kak ropa3go npolue cTa-
HOBUWTCA NobexaaTb TOro, Hag KeM Tbl CMe&LbCA.
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A YHUXKEHHbIV 1 CNOMJEHHbIW Bpar He Bbi3blBaeT B
Hapoze OObIKHOBEHHO HW YBaXXeHWs, HW >KanoCTu.
He yckonb3aeT OT BHUMaHMs, YTO NpeAMeTOM Hac-
MeLLUKWN 3a4acTyto CTaHOBUTCS cnabbli, Henenbln
NPOTUBHUK. BolMHa e npuyyaeT Kk cBoeobpasHOMyY
YEpPHOMY HOMOPY, NMO3BOJIAET IYMIMBO HaCMeEXaTbCs
Haz cMTyaumen n nepcoHaxkamu, 06bIKHOBEHHO Bbl-
3bIBaOWMUMN Y 3puTens couyBcTBme. boabluas yacTb
OTeUeCTBEHHbIX KapukaTyp BOCNPOU3BeAEHa, KaK Mbl
BMAMM Ha OCHOBaHMWMN My3eWHOM 3KCMO3nLUK, Nocse
1812 roaa, v fABMAACb OCMbICNIEHNEM MEPEXUTBIX
TOJIbKO UTO ApamaTUyecKux Ans CTpaHbl COBbITUINA.
B Hawe Bpema nponcxoanT HoOBoe obpalleHne K
3TMM 06pa3am, MopoXAatoLLee XenaHne PackpbiTb
NoTeHLMan BOEHHOWN KapuKaTypbl, HaWTW eli HoBoe
NOHUMaHWe.

OCHOBHble 0COBEHHOCTU aHTMHAMNOJAE0HOBCKOM
KapukaTypbl, NpeanaraemMble NoceTUTeNsaM My3es,
COCTOAT, MpexJe Bcero, B MHOroobpasuu npume-
HAEMbIX MaTepuanoB 1 TeXHUK. Mbl ybeanancs B 3Tom
Ha MHOronJaHOBOM MaTepuaie, SKCNOHUPYEMOM
B 3a/1aX, CTONKHYBLUNCb C MPOU3BEAEHUAMMN neyaT-
HOW caTUpbl U NPOU3BEAEHUAMN AEKOPATUBHO-
NpVKAajHOro nckyccrea. BoHa ¢ HanoNe€OHOBCKO
apMven pelunTenbHO 3aTPOHYa BCE BblAatoLLmecs
YMbl OTeYecTBa, OTpasnaacb B MaCCOBOM MCKYCCTBE
KapuKaTypHou rpadvku, B NpUUyAINBOM CEPBU3E,
e MHNUHbIX 3KCMOHaTax BpoAe Konuakn nau taba-
KEPKW.

[Apyras 0COBEHHOCTb NPeACTaBAEHHbIX BHUMAHWIO
3pUTens KapmKaTtyp 3akato4vaeTcs B HaLMOHaNbHOM
HEeOAHOPOAHOCTUN KOoANeKuun. B Heé BxoaAT kapw-
KaTypbl OTEUYECTBEHHbIX MacTepOB, HO TakXe aH-
rnnnckne, ppaHLysckne, Hemeukmne paboThl,
UTO, KOHEYHO, CBUAETENbCTBYET O boraTcTBe mMy-
3eiHoro cobpaHusa. He mMeHee 3HauMMo Ans
nccnesoBaHns n cBoeobpasme co3faHHbIX N306-
pa>keHWi, KOTopoe 3akato4yaeTCss B UX TECHOM
B3aMMOJENCTBUM C TEKCTOM. HenocpeacTBEHHO
caMa Kapukatypa ABAAeTCA KPeOJIM30BaHHbIM
TEKCTOM, aKTUBHO onepupyeT BepbasbHbIMN 1 He-
BepbanbHbIMU cpeacTBamMu. [Nof06HO nckyccTBy
abunwm, KoMuMKCy, nNnakaTy OoHa CUHTe3npyer
NMOJINTUYECKYHO OBLLECTBEHHYHO WU aBTOPCKYHO MO-
3ULUK, Npe3eHTys CBOW pe3yabTaT LWNPOKOMY
3putento. IHTepeceH u dakT 3aMMCTBOBaHMA ps-
[la CHOXKEeTHbIX KOMMO3ULNI KapukaTyp pyCcCKumx
rpadpukoB TepebeHesa, OneHnHa, KopHeea B npo-
Lecce M3roToBAEHNA rapAHEPOBCKOro cepausa. 310
06CTOATENBbCTBO 3aCNy>KMBAET NOAPOHHOro mnsy-
YeHus, Koraa OAMH M300pa3nTesibHbI MaTepuan

YCMEeLHO MOCAY>XXUA OCHOBHbIM LeNsiM NeyaTHON
caTmpbl — MHGOPMALMOHHO-KOMMYHWKATUBHOW, MPO-
CBETUTE/IbCKOW, NponaraHANCTCKON, 3CTETUUECKOM
— B Pa3HOM TEXHWMYECKOM UCMOHEeHWW. Tak, BOCHpus-
TVe KapvikaTyp dpapdopoBbIx Yallek 3aBoga MapaHepa
He ymanseT BreyatneHus n obLen 3Ha4YMmMocCTu
nepBonCTOYHMKa. KoHeuHo, My3eit OTeuecTBEHHOM

BOWHbI 1812 roga He cTaBu nepes cobom NCKycCTBo-
BEAUECKON 331a4M, KOHLLEHTPUPYACh Ha crieunduyeckn
NCTOPUYECKON MHPOPMATUBHOCTU NOCETUTENEN.
Torga Kak KapukaTypa B KauecTBe 3KCMoHaTa fBu-
Nack cozepkaTesbHO MHOrodyHKLVOHANbHOW, ncce-
AyeMol KakK B KauecTBe MCTOPUYECKOro NaMATHMKA,
Tak 1 NPOW3BEAEHNS NCKYCCTBA.

BUBINOTPA®IA

1. AmbapuymoB B. O6pa3 HanmoneoHa | B pycckoi

oduumanbHOMW nponaraHae, nyoauUUCTUKE WU
06LLeCTBEHHOM CO3HaHUW nepBol 4YeTBepTn XIX
B.. Marucrepckas aucceptauyusa. — Cre., 2009 //
Bubnnoteka nHTepHeT-npoekTa «1812 rog». — Kog
poctyna: http://www.museum.ru/1812/index.html (aata
obpateHus: 20.12.2022).

2. AdoHckuin C. ApxeTunbl BAaCTU U MyAPOCTU B CEPUM

kapTuH B.B. BepewarnHa «1812 roa» // BecTHuk
Poccuiickoro sKoHOMUYECKOro yHuBepcuTeTa M. B.T.
MnexaHosa. — 2017.

3. BuwnenkoBa E. «<MeTkn Ha namaTtb»: catmpuyeckune

obpasbl BolHbl 1812 roga // Victopums n uctopmyeckas
namsaTb. — 2012. — Kog goctyna: https://cyberleninka.ru/

article/n/metki-na-pamyat-satiricheskie-obrazy-voy-
ny-1812-goda

4. Konbuosa JI. 1812 rog B rpaduke XyfOXHUKOB

— COBPEMEHHWKOB BOEHHbIX COb6bITUA //
NckycctBosHanme. — 2013, = N2 1-2. — C. 331-358.

5. KysbmuHckumin K. Pycckas catupuryeckas nantoctpaums

XVW-XIX BB. = M., 1937. - C. 47.

6. lMaBnoBa I'. Pycckas catmpuyeckas rpapuka 1812-

1814 ropos // 1812 roz B Npov3BeseHNAX NCKYCCTBa
13 cobpaHusa Pycckoro myses. — CM6., 2012.

7. TenbTuep M. Pycckas noauvtudeckas rpapuka n eé

BAMAHWe Ha EBpony // Poccua n EBpona. — 2007. —
Bbin. 4. — C. 119-149.

77



DOI: 10.36340/2071-6818-2024-20-1-78-90

Gleb A. Prokudin

Postgraduate student

GITR Cinema and Television Institute
Moscow, Russia

e-mail: ya.law-pro@yandex.ru
ORCID 0000-0002-4682-7092

REPRESENTATION AND ROLE OF THE
RUPTURE MOTIF IN MEDIA CULTURE
OF THE LATE 20TH — EARLY 21ST CENTURIES

Summary: Recurring motifs, the origins of which
are traced back to ancient times, can be found In
the history of culture and the history of the devel-
opment of thinking. One of these motifs, the mo-
tif of rupture or tearing into parts, is the subject of
research in this article. For most known cultures,
the motif was fundamental in cosmogonic myths
and, as a consequence, in worldview and thinking.
Owing to the popularity of modern film franchises
about superheroes, including heroes of Scandina-
vian mythology, many people may be familiar with
the Scandinavian myth about the emergence of the
world from the body parts of chthonic giant Ymir,
defeated and cut into pieces by Odin. However, this
is far from the only myth of this type in the histo-
ry of culture. In a similar way, the world appears
in Sumerian myths (through the dismemberment
of goddess Tiamat), Indian myths (Purusha), Chi-
nese myths (Pangu), and in many other cultures. In
the modern scientifically developed world, it is no
longer necessary to explain the universe through
myth; however, such fundamental motifs and cat-
egories do not disappear from thinking, they are
transformed and adapted to new realities. The area
where these motifs manifest themselves most clear-
ly remains art in general and screen works in par-
ticular. It is especially clearly seen in the example of
films, which in essence represent a result extreme-
ly close to the result of myth-creating activity. In
connection with the objectives, the article discuss-
es such works as Saw, Insidious, The Mist, Apoca-
lypse Now, Arrival.
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Thus, the objectives of the article are to consid-
er the importance of the role that the rupture motif
plays in culture, to identify its archetypal features; to
trace how, as culture developed, the motif of rup-
ture lost its key mythological function; using the
method of comparative historical analysis, to iden-
tify the forms of presence of the rupture motif in
audiovisual works of culture of the late 20th - early
21st centuries based on the proposition that three
types of its representation can be distinguished:
everyday, structural-plot and speculative; to demon-
strate how its cosmogonic function is preserved by
indicating the role that the motif plays in the struc-
ture of a work.

Keywords: mythology, screen culture, neo-mythol-
ogism, archetype, motif, rupture, cinema, screen arts.

Introduction

The motif of rupture occupies a special place
among all the recurring images and motifs that can
be traced in culture through the centuries from the
most ancient artefacts to the present day. It can be
found in almost all known cultures at the mytho-
logical stage of development; however, most im-
portant is that where this motif is found, it occupies
a key place not only in the myth but also in all
subsequent mythology. This happens due to the
fact that, in general, the rupture and division of
the whole into parts is not just an archetypal plot
unit but a fundamental category of thinking. Ow-
ing to it, a person is capable of analysis, of think-
ing in the whole-part dialectic, of categorization,

etc. Therefore, the idea, which appeared as think-
ing and culture developed, that the world was born
precisely from a rupture (the image of the dismem-
berment of a chthonic monster into parts) indicates
a qualitative leap in the development of thinking.
We can find examples of such myths in Sumerian
culture (Marduk defeats monster Tiamat, and parts
of her body become mountains, hills, valleys, rivers,
etc.), in Scandinavian cultures (the World appears
from the body parts of defeated giant Ymir), in an-
cient India (ancient God Purusha), and even in an-
cient China (Eliade describes: “Thus, it is told about
a certain original anthropomorphic creature Pan-
gu, born ‘at a time when Heaven and Earth were a
single chaos, reminiscent of an egg’. When Pangu
died, 'its head became the sacred peak, the eyes
became the sun and the moon, the fat became riv-
ers and seas, the hair and fur on the body became
trees and other plants™"). The fact that these imag-
es lie in the cosmogonic core of mythology speaks
of its importance for thinking. However, although
the need to explain the world by means of mythol-
ogy disappeared after the scientific revolution and
the subsequent triumph of scientific consciousness,
the archetypes created by it have not disappeared;
they have only been transformed and now contin-
ue to be in culture, adapting to it. The problem ad-
dressed in this article is part of a larger study that
examines the limits of human thinking and relates
them to a changing religious paradigm.

There are not many studies that directly examine
the motif of rupture as their subject. Many studies
are works on related topics and only when neces-
sary address issues concerning rupture. Here we can
cite as an example the thorough works of V.Propp
and M.Bakhtin on the structure of a fairy tale and
on the culture of laughter, respectively (Historical
Roots of Fairy Tales, The work of Francois Rabelais
and the Culture of the Late Middle Ages and the Re-
naissance), who touch on the role of the motif of
rupture, each in their own area. Thus, Propp points
to the motif of cutting off a finger as “one of the
types of self-mutilation that is preserved in a fairy
tale with particular completeness”? and analyses its
role in the structure of a fairy tale. Bakhtin consid-
ers the role of cutting and dismemberment in the
context of carnival culture, as an integral part of the

1. Eliade M. History of Faith and Religious Ideas. - V. 2. -
Moscow: Criterion, 2002. - P. 16.

2. Propp V.Y. Historical Roots of Fairy Tales. - Moscow: KoLibri,
2021. - P. 266.

life cycle of the body in the system of grotesque
images, where “they are opposed to the classical
images of the finished, completed, mature human
body, as if cleansed of all the toxins of birth and
development”? .

The works of American philosopher Eugene Tuck-
er (The Horror of Philosophy) have a more philo-
sophical and fundamental bias. In them, along with
the works of Dylan Trigg, the rupture is considered
in the meaning of the limit, in particular - the limit
of thinking, and further, on this basis, the authors
build their ideas of speculative realism.

However, in this field of research, there is a lack
of works devoted directly to the very motif of rup-
ture, namely to the types of its representation in
modern culture.

The article is aimed at using a comparative histor-
ical analysis to identify the types of representation
of the rupture motif in works of screen culture of
the 20th and 21st centuries, and also to answer the
question of whether the role of this motif in screen
works corresponds to its cosmogonic role in myth.

Method

Since the word “rupture” can be applied to a huge
number of very different designatums, the field of
search should be somewhat narrowed since if in
a horror film a character is decapitated, dismem-
bered, or even simply wounded, such a picture can
formally be interpreted through the concepts of
rupture, nevertheless, it will not serve as illustrative
material. It is necessary to identify and classify cases
when rupture as a motif is one of the key structur-
al elements of the work and compare its function
with the cosmogonic one, original for mythology.
For example, in the cosmogonic myths of the peo-
ples of the world, the cutting of a chthonic mon-
ster into pieces is the most important element not
only in the plot of the story but in the structure of
the entire myth as a whole, since the cutting of a
monster into pieces is a representation of the sep-
aration of the cosmos from chaos and the creation
of a rupture between them, which causes the very
possibility of the existence of the world. While the
execution of Ned Stark through beheading in the
first episodes of the Game of Thrones series is an
impetus for the development of the plot, it does not
carry the structure-forming load that interests us.

3. Bakhtin M. M. The Work of Francois Rabelais and the Folk
Culture of the Middle Ages and the Renaissance. - Moscow:
Hudojestvennaya Literatura, 1990. - P. 32.
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Result

The fact that there is a huge number of audio-
visual works, in which images associated with dis-
memberment are actively used, should be noted.
And although, in general, such scenes are not struc-
ture-forming or meaning-forming, sometimes this
rule is violated. The roots of this tradition can be
found in Propp's study Historical Roots of Fairy Tales,
and examples include films such as Saw. In his re-
search, Propp breaks down a fairy tale into indi-
vidual motifs and looks for parallels between the
plot units of the fairy tale and real historical tradi-
tions. The largest number of connections is found
with the initiation ceremony and the cult of death.
Thus, in a separate paragraph, the author exam-
ines fairy tales related to the loss of a finger or
hand and points out that in some societies, young
men undergoing an initiation ceremony had their
fingers cut off. It was done because initiation was
considered a young man's journey to the land of
the dead (death) and return from there (rebirth as
a different person). Due to the peculiarity of ide-
as about the afterlife, it was believed that the ini-
tiate must leave part of his flesh there in order to
deceive the inhabitants of the afterlife and, there-
by, be able to return to the living. If we look at the
plot of the chosen film, we will notice that the main
character is not the most worthy person. And, find-
ing himself chained to a pipe in an unknown place
with a stranger, he faces a difficult and cruel choice:
do nothing and remain in this room to die of hun-
ger as well as lose his family, or cut off his leg, kill
the stranger and, thereby, save himself and fami-
ly. As a result, the hero takes the second path and,
therefore, the plot can be considered as a varia-
tion on the theme of initiation. As in the ritual, in
the film, the need to lose a limb is a necessity in or-
der to avoid death and prove one’s qualitative re-
birth. Thus, in this film, the motif of cutting is truly
structure-forming for the entire work. This level of
use of the rupture motif can be conditionally called
everyday or literal.

Films that exploit the motif of the otherworld-
ly in one form or another can serve as another ex-
ample and, in general, a different type of work that
uses the motif of rupture. Here the rupture mani-
fests itself on a qualitatively different level than in
the case of a literal understanding. The main char-
acteristics of what is referred to as “otherworldly”
can be identified as follows: it is associated with
death; it presupposes the existence of some “oth-
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er” world, existing in one form or another paral-
lel to our world; and it allows for the idea of many
diverse entities inhabiting that world. Historically,
descriptions of these entities reflect the develop-
ment level of the culture of the people whose myth
is being considered. Propp also gives an excellent
and detailed argument for this thesis using the ex-
ample of fairy-tale material. Thus, the transition of
the role of the soul carrier from a bird to a horse
can be considered as one of the most striking ex-
amples of the representation evolution associated
with culture development; the transitional synthet-
ic phase, a winged horse, is of particular interest.
According to Propp, the transition occurred as a
result of a change in culture from hunting to farm-
ing* . A similar evolution can be traced in how the
topographical location of the other world changed:
for example, at first, it seemed to be located in the
same plane as the world of the living but inacces-
sibly far away (far away lands, in the thirtieth king-
dom, the hero of the fairy tale must wear out several
pairs of iron shoes or staves before he gets there);
as society develops and opportunities for long-dis-
tance travel emerge, distant lands lose their magical
aura of inaccessibility, and the other world is trans-
ferred beyond a new insurmountable border - to
heaven. Thus, we can say that a set of ideas about
the otherworldly is commensurate with the culture
that created this set.

If we turn to the texts which make up the Bi-
ble, we can find more than one episode of man-
ifestations of the otherworldly. “...He was put to
death in the body but made alive in the Spirit, in
whom He also went and preached to the spirits in
prison” (1 Peter 3:18.19), "Now that he ascended,
what is it but that he also descended first into the
lower parts of the earth" (Eph. 4:9) - about the de-
scent of Jesus into hell. "And the tempter came to
him and said, 'If You are the Son of God, command
that these stones become bread’,” “...If You are the
Son of God, throw yourself down, for it is written:
He will command His angels concerning You, and
in their hands they will bear You up, lest You dash
Your foot against a stone,” “...All these | will give
you, if you will fall down and worship me” (Matt.
4, 3. 6.9) - about the appearance of the devil as a
tempter to Jesus. These last quotes reveal a motif
that will be reinterpreted over the course of many
centuries and will find expression, for example, in

4. Propp V.Y. Historical Roots of Fairy Tales. - Moscow: KoLibri,
2021. - P. 427.

stories about the sale of the soul to the devil in ex-
change for certain earthly goods. In the book of
Genesis, God appears to Abraham twice (Gen. 12, 7.
17, 1), concluding a covenant with him. And proph-
et Ezekiel describes his meeting with the creatures
of the heavenly world, the messengers of the glo-
ry of the Lord, in such a way: “...a great cloud, with
brightness around it, and fire flashing forth contin-
ually, and in the midst of the fire, as it were gleam-
ing metal... and this was their appearance... there
was one wheel on the ground beside the living be-
ings... on the ground near these animals there was
one wheel in front of their four faces. ...for the rims
of all four were full of eyes all around” (Ezek. 1, 4.
5.6.15.18).

It is important to note that such a tradition in
the idea of the otherworldly is extremely anthropo-
centric and it was precisely this that dominated the
culture for many centuries. In the context of such a
tradition, the rupture manifests itself as a bound-
ary between worlds; however, the other world can
be noticed, seen or understood at least indirectly.
This demonstrates the manifestation of anthropo-
centrism. And although the history of such a move-
ment as "dark mysticism” goes back quite a long
time, it never came to the fore in comparison with
traditional religious ideas about the afterlife since,
from the point of view of official church dogma, it
was a heresy. In the official tradition, there is an-
other world, and it relates to us in a certain (hos-
tile or benevolent) way. The hostility here originates
from ideas about the other world as a land of the
dead. It is based on a clear dualism and opposition,
or rather, even inversion. Hence the belief that the
inhabitants of that world can only be hostile to us,
otherwise they would live “here” and not “there”.
Among many other examples, Propp writes: “The
Zulu believe: 'lt is said that if a person died here on
earth, he went to the dead and they said: first do
not come near us, you still smell of the hearth. Stay
away from us until you cool off from the hearth"” *.
Works that use these ideas can be found; however,
these will already be examples of deconstruction and
play with tradition, inversion of inversion. For exam-
ple, the cartoon Monsters, Inc. turns the relationship
between the other world and this world inside out,
first by showing the other world within the frame-
work of tradition, as a place from which nightmare
monsters appear to children, and then by destroy-

5. Propp V.Y. Historical Roots of Fairy Tales. - Moscow: KoLibri,
2021.-P. 232.

ing this picture with a story from the point of view
of the monsters themselves, who are in the other
for us world - they live just like us in their world,
they communicate in everyday life, go to work, and
solve their problems.

However, if we return to the representation of
tradition, we can cite a huge number of works as
examples: films such as The Mist (F.Darabont), Insid-
ious (J.Wan), films outside the horror genre, for ex-
ample, Arrival (D.Villeneuve), games on the theme
of the otherworldly, for example, DOOM. All of them
are united by the fact that the structure of the plot
initially implies the presence of a rupture between
the world of people and the world of otherworld-
ly creatures within the screen world. In some cas-
es, entities coming from another world are friendly
(Arrival); in others, they are not. In some cases, the
other world is presented as another dimension of
a scientific nature; in others, it is depicted more in
the religious tradition and has a connection with
the world of the dead (Astral). However, in all these
films, as in a huge number of other works, rupture is
the most important structural element of the work.
Within the screen world of such works, the presence
of a rupture determines the possibility of a plot in
general. It is potential energy, giving impetus to the
development of action; however, at the same time,
the rupture, one might say, is not complete in works
of this type. The other world is still anthropocentric
in the sense that the creatures coming from there
are accessible to human perception. The rupture
is inherent in the structure of the work to give rise
to action; however, the action thereby overcomes
the rupture, the otherworldly reveals itself in cate-
gories accessible to human knowledge. This is the
second type of representation of the rupture mo-
tif that can be distinguished. It manifests itself in
the work at the level of plot structure, outlining the
rules by which the world of the screen work exists.

The last type of rupture is close to the previous
one. Nevertheless, unlike it, it extends deeper into
the very foundations of our possibility of knowl-
edge. It is something that manifests itself only as
an impossibility. Vague and unclear, it is something
not only from another world but also fundamental-
ly inaccessible to our knowledge. Something that,
while manifesting itself as incomprehensible, is at
the same time capable of undermining the onto-
logical foundations of our existence in this world
in general.
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In his book The Thing, Dylan Trigg develops the
concept of anonymity, prior to the subject, in great
detail. According to Trigg, the sense of this anonym-
ity is revealed when “the subject discovers some-
thing in the past that undermines their sense of
belonging. It is a message from another time that
undermines the unity of ‘I' in the present”® . This
concept examines the world, separating materiali-
ty from subjectivity in it; however, it does this on a
qualitatively different level than, for example, ancient
Greek and later mediaeval Christian philosophers,
who separated matter and soul. Trigg, referring to
such philosophers as Merleau-Ponty, Levinas, Meillas-
soux, Heidegger, considers matter as an anonymous
pre-existence of human entity, and human subjec-
tivity as a category thrown into the world through
the materiality of the body. Our subjectivity finds
refuge in this anonymous matter. What is most im-
portant here is that the qualitative characteristics of
matter remain fundamentally inaccessible to us, and,
somewhere in the depths of existence, there is an
eerie excess nothingness, accessible to our under-
standing only by analogy. And as an analogy, Trigg
cites the concept derived by Levinas - the concept
of il y a - night. However, this word does not sim-
ply mean the absence of sunlight due to the posi-
tion of celestial bodies relative to each other. For
Levinas, night is a substance that makes everything
that enters it hidden, inaccessible, anonymous” .

According to this approach, the entire world that
lies beyond our perception is anonymous, closed,
fundamentally unknowable and, therefore, extremely
eerie. Let us turn to cinema to find an artistic embod-
iment of the rupture that appears between human
subjectivity and anonymous materiality within the
framework of Trigg's ideas.

Since the object cannot be understood in any
direct way, most classic horror films are not suita-
ble for illustration. In them, although hidden in the
shadows, there is something that frightens us, nev-
ertheless, it can ultimately be discovered. In fact,
the tradition of works, reflecting the rupture in the
form that interests us, has been going on for sev-
eral centuries and even has an established name,
derived from the name of one of its greatest repre-
sentatives. We are talking about the so-called Love-
craftian horror. Another name for this tradition is

6.  Trigg D. The Thing: Phenomenology of Horror. - Perm: Gile
Press, 2017. - P. 39.

7. Trigg D. The Thing: Phenomenology of Horror. - Perm: Gile
Press, 2017. - Pp. 60-61.
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the tradition of supernatural horror. It is character-
ised precisely by the fact that it goes beyond the
boundaries of the traditional discourse of a work
of horror or fantasy. Within this discourse, some-
thing is revealed that cannot be rationally explained;
however, it relates to a person in either a positive
or negative way. Nevertheless, the very fact of this
intentionality of the supernatural in relation to man
in traditional works of horror is usually a constant
element (in such diverse horror films as Hellraiser,
Alien, or even classic slashers like A Nightmare on
Elm Street, the heroes meet in one way or another
with otherworldly evil, be it priests of hell, monsters
from another planet or a demonic spirit. However, in
all cases, the antagonists' prerequisite to cause evil
to people is obvious). The supernatural horror tradi-
tion gets rid of this element completely. If a person
finds themself in the zone of action of otherworldly
forces and some negative events happen to them,
this happens not at all due to the fact that the oth-
erworldly is negatively disposed towards a person,
but because the person finds themself in radically
inhuman conditions for which they are not adapted.
The supernatural beings or forces may be completely
indifferent to humans. They represent a non-human
being, anonymous and intentional. In his book In
the Dust of This Planet, Eugene Thacker writes that
the world of such a work is hidden from the view-
er since "our sensory experience of the world is by
definition human”® . Moreover, such otherworldli-
ness is not necessarily revealed in some supernat-
ural form. Sometimes it can be found on Earth, in
the nature around us, when its inhuman anonymity
begins to shine through. A striking example of such
a manifestation of the supernatural can be found in
a film that is far from the horror genre. F.F.Coppo-
la’s Apocalypse Now shows the journey of the main
character, Captain Willard, deep into the jungles of
Cambodia. The action takes place during the war
in Vietnam and the captain's task is to find and kill
Colonel Kurtz, who has gone crazy and organised
a cult in the jungle. There is a reason that the sto-
ry which inspired the script is called Heart of Dark-
ness. As the captain moves deeper into the forests,
there really is a feeling of the presence of some kind
of darkness; however, it manifests itself not as the
absence of light but as Levinas' il y a. The darkness
that seeps through the world, through the impen-
etrable jungle. And as the heroes penetrate deeper

8.  Thacker E. The Horror of Philosophy. — V. 1. In the Dust of
This Planet. - Perm: Gile Press, 2017. - P. 189.

into the heart of this darkness, as it envelops them
too, they lose touch with reality; the world that looks
familiar to us turns out to be alien and inhuman.
From a collision with this inhuman, the heroes one
after another go crazy and die; however, most im-
portantly, through the magnificent production, the
viewer also gets the opportunity to touch the oth-
erworldly, to plunge into it. The result of this con-
tact is that at the climax of the captain’s meeting
with Colonel Kurtz, neither the heroes themselves
nor the viewer are sure whether the latter is cra-
zy, what is normal in this screen world and what is
not. Here the rupture manifests itself at such a lev-
el that it raises the question of the knowability of
the world in general.

In one scene, Colonel Kurtz reads T.S.Eliot's poem
"The Hollow Men". There are lines there that, al-
though poetic, very aptly describe the rupture that
separates the human and the inhuman, leading to
the birth of supernatural horror:

Between the idea
And the reality
Between the motion
And the act

Falls the Shadow?®

This shadow on the border of the knowable is
the rupture which is the basis of supernatural horror.

Conclusion

Thus, during the study of the selected screen
works, it was possible to reveal that the motif of
rupture is used at different levels:

9.  Eliot T.S. Selected Poetry. - St. Petersburg: North-West, 1994.
- P.154.

1. The everyday level, or literal understand-
ing. Here, rupture is understood as a physical sep-
aration into parts and, as a rule, is not an important
structural element of the work.

2. The plot structure level. Understood in this
way, rupture represents the boundary between sev-
eral spaces or worlds of a screen work. Most often,
the tension between separated spaces becomes the
driving force of the plot. It is important that the
world on the other side remains, to one degree or
another, accessible to knowledge.

3. The speculative level, upon reaching which,
rupture turns into a question about the boundaries
of the human and what lies on the other side. The
difference from the previous type of representa-
tion is that here rupture may not be the key force
in creating the world of the screen work and the
development of the plot; nevertheless, it can lead
the viewer along the path of reflection on the lim-
its of human knowledge and possibilities.

As for the correlation of the role of the rupture
motif in screen culture with its role in cosmogonic
myths, it is most clearly preserved in the second of
the given options, where the structure of the screen
world is affirmed through rupture. There is an al-
most complete parallel with cosmogony here. Just
as chaos was separated from cosmos in ancient my-
thologies, making it possible for the world to exist,
in the works considered, the other world is sepa-
rated from this world, making it possible for the
world of the work to exist and the plot to develop
within this world.

In the case when rupture manifests itself at the
speculative level, this function disappears; it no
longer asserts anything, but only pushes us to search
for what lies on the other side by pointing to the
boundaries of the human.
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PEMPE3SEHTALWVA N POJIb MOTVBA PA3PbIBA
B MEAWAKYJIbTYPE
KOHUA 20-TO — HAYAJIA 21-TO BEKA

AHHOMayus: B nctopum KynbTypbl 1 UICTOPUM pas-
BUTWSA MbILLJIEHNA MOXHO HalT! NOBTOPAOLLMECS
MOTMBbI, NCTOKN KOTOPbIX NPOC/IEXMBAtOTCA A0 ca-
MOW rny6okow gpeBHocTU. OAUH 13 TakUX MOTU-BOB
— MOTMB pa3pbliBa, AN Pa3bATUA Ha YacTu, — AB-
nAaeTca npejMeToM UccaefoBaHUA AaHHOW CTaTbu.
[na 6ONBLIMHCTBA U3BECTHBIX KyNbTyp 3TOT MOTUB
6b11 OCHOBOMOATAKOLWMM B KOCMOFOHNYECKMX MU~
dax 1, KaKk cnejCTBue, — B MUPOMOHUMAHUN U Mbl-
wneHun. baarogapa NonyaapHOCTU COBPEMEHHbIX
KMHOdPaHLUN3 O Cynepreposx, MokasbiBaloLnNX B
TOM UKC/e repoeB CKaHAMHaBCKON MU(ONOrMK, MHO-
TMM MOXeT 6blTb M3BECTEH CKaHAWHABCKMI MU O
NoABAEHUW MUPa M3 YacTeil Tena XTOHNYECKOro Be-
NvKaHa ViMupa, noBep>keHHOro 1 paspybaeHHOro Ha
yactn OanHom. OfHaKo 3TO faneko He efNHCTBEH-
HbIi B UCTOPUWN KYNbTypbl M1 Takoro tuna.
Cxo>XX1M 06pa3om MUp MNOABAAETCA B LLIYMEPCKUX
(4epes pacuneHeHue 6ormHu Truamart), MHANNCKNX
(Mypywa), kutanckux (MaHbry) Mudax 1y MHOrmx
Ky/NbTyp KpoMme 3Toro. B coepeMeHHOM HayuHO
pa3BMTOM Mupe bonblue He TpebyeTca 0H6bACHATD
BCe/IeHHYI0 Yepe3 M1, HO Takme PyHAaMeHTalbHble
MOTMBbI U KaTeropumn He McUesaroT 13 MblLUNEHWS,
a TpaHcHOPMUPYHOTCA U aZanTUPYHOTCA NOA HOBble
peannn. Chepoi, rae 3TM MOTUBLI MPOABAAIOTCA Ha-
nbonee OTYUETINBO, OCTAETCHA MCKYCCTBO B LLE/IOM U
3KpaHHble Npoun3BeseHns B YacTHOCTU. OcobeHHO
APKO 3TO BMAHO Ha npumepe KMHOPUABMOB, KO-
TOpble, NO CYTW, MPeACTaBAAOT U3 ceba pesynbTar,
KpanHe 6An3KMI K pesyabTaTy MUPOTBOPUECKOWN
AeATeNbHOCTW. B cBA3M € MocTaBAeHHbIMM 3aga4amu
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B CTaTbe paccMaTpUBatOTCA Takme Npoun3BeseHus,
Kak «luna: urpa Ha BbXMBaHMe», «AcTpan», «Mraa»,
«Anokannncunc cerogHsa», «Mpunbbitre».

Taknm obpasom, 3ajaun JaHHOM CTaTbM — pac-
CMOTPETb BaXXHOCTb POJIM, KOTOPYHO MOTVB pa3pbiBa
nrpaet B KyNbType, BbIABUTb €ro apxeTununyeckme
yepTbl; MPOCAEANTb, KaK MO Mepe Pa3BUTUS KyJlb-
Typbl MOTMB pa3pbiBa yTPaTUA CBOO KJHOYEBYHO
Mudonornyeckyto GyHKLNIO; MCNOb3ya MeTOo/
CpaBHUTENIbHO-MCTOPUNYECKOTO aHan3a, BbiABUTb
bopMbl NPUCYTCTBMSA MOTMBA pa3pbiBa B ayAMOBU-
3yaNibHbIX NPOU3BeAEHMAX KyAbTypbl KOHUa 20-ro
— Hayana 21-ro BeKOB, UCXOAA U3 MONOXKEHUS, YTO
MOXHO BblAeANTb TPW BUAA €ro penpeseHTaumnn:
ObITOBOW, CTPYKTYPHO-CHOXKETHBIN U CNEKYNATUBHBIN,
C YKa3aHWeM Ha poJib, KOTOPYHO 3TOT MOTUB Urpaet
B CTPYKType Npoun3BeAeHNs, NPOAEMOHCTPUPOBATD,
KaK COXpaHAeTCs ero KocMoroHmyeckas GyHKLms.

Knrouesole cnosa: mudonorus, skpaHHas Kyib-
Typa, HeoMndO0rm3m, apxeTun, MOTUB, Pa3pbiB,
KWHO, 3KpaHHble MCKYCCTBa.

BeeseHune

Cpeam Bcex NOBTOPSHOLLMXCA 06pa3oB M MOTUBOB,
KOTOpble MOXHO MPOCAEAUTb B KyJlbType CKBO3b
BEeKa OT CaMbIX APeBHMX apTedakToB A0 HALLNX AHEW,
MOTVB pa3pbliBa 3aHNMaeT 0coboe MecTo. Ero MOXHO
BCTPETUTb MPaKTUUECKM Yy BCEX U3BECTHbIX KYNbTYp,
HaXOASALLMXCA Ha MUDONOTMUECKON CTaAuN Pa3BUTHS,
HO camMoe r/1aBHOe, YTO TaMm, r4e 3TOT MOTUB 06-
Hapy>X1BaeTCsl, OH 3aHMMaeT KJIHUYEBOE MECTO He
TONbKO B CAMOM MUde, HO 1 BO BCEN NOC/eaytoLLei

MUGONOTMM. DTO MPOUCXOANT, MOTOMY UTO BOObLLE
pa3pbIB U Ae/eHMe LIeIoro Ha YacTu — 3TO He MPOoCTO
apxeTunuueckas CroXXeTHasa egnHuMLa, HO dyHAa-
MeHTanbHasa KaTeropus MbllwneHusa. brarogaps en
YesI0BEK CMOCOBEH K aHanAn3y, K MblLUIEHWIO B AW-
aneKTuKe Liesoro-yactem, K kKateropmsaumm u T.4.
MosTtomy, Korga No Mepe pasBUTUA MbILLAEHUA U
Ky/bTypbl MOABAAETCA UAEA POXKAEHMA MUPA UMEH-
HO M3 pa3pbiBa (06pa3 pacuseHeHWa Ha YacTu
XTOHWNYECKOro Yy0BULLa), 3TO CBUAETENbCTBYET
O KayeCTBEHHOM MpPbIKKe B Pa3BUTUMN MbILLIEHWA.
Mpumepbl TaknMx MUGOB Mbl MOXKEM HaWTW Y LUyMe-
poB (Mapayk nobexaaet uysosuiLe Tramart, n yactu
€é Tena CTaHOBATCA ropaMu, XoaMamu, AOJMHAMMU,
pekamun 1 T. 4.), y CKaHAMHaBCKUX KynbTyp (Mup no-
ABNIAETCA U3 YacTel Tena NOBEeP>XKEHHOro BevKaHa
Vmupa), B apeBHent NHanm (pesHuin bor MypyLua)
n gaxe B gpesHem Kntae (Snvage onuceiBaert: «Tak,
paccka3blBaeTCa O HEKOEM MepBOHa4YabHOM aH-
TponomopdHoM cyuecTBe NaHbry, poanBLLEMCA
«B TO BpeMs, Korga Hebo 1 3emns Obinn efuHbIM
XaoCoM, HarnomuHaBsLeM coboto snuo». Koraa MaHb-
ry yMep, «roJloBa ero ctajia CBALLEHHOW BEPLUNHON,
rnasa ctaau CONHLEM W JIYHOW, XXMpP — pekamu 1 Mo-
PAMM, BONOCHI W LWWEPCTb Ha Tene — AepeBbAMn U
ApYrMuY pacteHnsmMm» ). To, uTo 3T obpa3sbl nexar
B KOCMOTOHMYECKOM fape M1donornm, rosoput ob
NX Ba>XKHOCTU ANA MbllAeHWA. Ho, xoTa nocne Ha-
YUYHOWM PeBONOLMM N MOCAEAYHOLWEro TOp>XKeCTBa
Hay4YHOro co3HaHuA nponaJjsa HeobXxoAUMOCTb
06BACHATL MUP CpeAcTBaMU MUPONOTrMK, CO3-
JaHHble el apXeTunbl HUKYZAa He AeNncb, a nLlb
TpaHchOPMMPOBANUCL N Tenepb NPOAOAXKAOT
[eCcTBOBaTb B Ky/NbType, MOACTPanBaACh Nog Heé.
MNpobnema, paccmaTprBaemas B JaHHOW CTaTbe, AB-
NsAeTca yacTbto 6osee OBLMPHOro UCCNef0BaHNS,
KOTOpOe paccMaTpmBaeT npejebl YeJ0Be4eCcKoro
MbILU/IEHUS U CTaBUT MX B CBA3b C M3MEHSIOLLEenca
PENUrMO3HOM NapainrmMmon.

CyliecTByeT He Tak MHOTrO UccnesoBaHUn, pac-
CMaTpMBatOLMX HEMOCPEACTBEHHO MOTVB Pa3pbiBa
KaK cBoW npegmet. MHorve nccnesoBaHus npeg-
CTaBNAKOT U3 ceba TPyAbl HAa CMEXHble TEMbI U INLLb
no Mepe HeoHXOAMMOCTM 3aTparmBatoT BOMPOCH,
CBA3aHHbIe C Pa3pbiBOM. 34€Cb MOXHO NPUBECTN B
npuMep ocHoBaTesbHble TpyAbl B. Mponna n M. bax-
TWHa O CTPYKTYpe BOALWEOHOM CKa3KM 1 O CMEXOBOW
Ky/IbType COOTBETCTBEHHO («l/IcTopnyeckme KopHU
BOJILLEOHOW cka3km», «TBopuecTBo PpaHcya Pabne un

1. Snvage M. Vctopwus Bepbl U pennrnosHbix naen. T. 2. M.:
Kputepwuon, 2002. C. 16.

Hapo/AHasa KynbTypa CpefHeBeKOBbA N PeHeccaHca»),
KOTOpble 3aTparMBaroT poJib MOTUBA Pa3pbIBa, Kax-
Abl B cBOen obnactu. Tak, Mponn yka3biBaeT Ha
MOTMB OTpybaHMa nanbLa, Kak «OANH U3 BUAOB
UNEeHOBPEANTENbCTBA, KOTOPbI COXPAHEH CKa3KOoM
C 0CO6OW MONHOTON»? U aHaAN3UPYeT ero pPoJjb
B CTPYKTYype CKa3ku. baxTuH xe paccmaTtpuBaet
posb pa3pybaHus 1 pacuneHeHUs B paspese Kap-
HaBaJIbHOM KY/NbTypbl, Kak HEOTbEMIEMYHO YacTb
>KM3HEHHOTO LMKAa Tena B CMCTEME TPOTECKHbIX
06pa3oB, rae «oHW NPOTUBOCTOAT KNACCUUECKUM
obpasaM rotoBOro, 3aBepLUEHHOrO, 3peoro Yenose-
YecKoro Tena, kak 6bl OUMLLEHHOrO OT BCEX LUIAKOB
POXAEHWNA N Pa3BUTUA»S .

Bonee punocodckmnii n dyHAaMEHTaNbHbIV YKIOH
MMetoT TPpyAbl amepukaHckoro ¢mnocoda HOaxmHa
Takepa («¥Y>xac dpunocodpun»). B Hux, HapaBHe ¢ pa-
6otamn [nnarna Tpurra, pa3pbiB paccMaTpuBaeTca
B 3HaUeHWW npegena, B 4aCTHOCTM — npejena
MbILL/NIEHWSA, U Aafiee Ha 3TOM OCHOBaHWM aBTOPbI
BbICTPaVBaOT CBOW UAEN CNeKyNaTUBHOIO peanav3ma.

Ho B saHHOM none nccnefoBaHW He xBaTaeT
paboT, NOCBALLEHHbIX HEMOCPEACTBEHHO CAMOMY
MOTMBY pa3pblBa, @ UIMEHHO BMAAM ero penpeseH-
TauMn B COBPEMEHHOM KyNbType.

[aHHas cTaTbs HanpaeaeHa Ha To, YTobbl Npwu
MOMOLLM CPaBHUTENbHO-UCTOPUYECKOrO aHanm3a
BbIABVTb BUAbI pernpeseHTaLnn MOTUBa paspbiBa B
Npoun3BeAeHMAX 3KpaHHOM KyabTypbl 20-ro — 21-ro
BEKOB, a TakXke OTBETUTb Ha BONPOC: COOTBETCTBYET
2N PONb 3TOrO MOTMBA B 3KPaHHbIX MPON3BEAEHUNAX
CBOEN KOCMOTrOHUYECKOW poan B Mude.

MeTtoga

MockonbKy CaMO CNOBO «pPa3pbiB» MOXET ObITb
NPUMEHEHO K OFPOMHOMY KOIMYECTBY CaMbIX Pa3HbIX
O3HayaeMmblX, c1eAyeT HeCKOJ/bKO Cy3UTb noJie no-
1cKa, BeAb ecau B GuabMe y>KacoB NepCcoHaX okasbl-
BaeTcs 0b6e3rnaBaeH, pacuseHéH Uam gaxe npocto
paHeH, TO Takyto KapTuHy $opManbHO MOXHO WH-
TepnpeTMpoBaTh Yepes MOHATUA pa3pbiBa, HO 3TO
He OyaeT ABAATbCA NMOKa3aTeNbHbIM MaTepPUaIoM.
Heob6xoa1mo BblAeNNTb U kKnaccudumpoBaTb Cy-
Yau, Korga paspbiB Kak MOTUB AIBASETCA OAHUM U3
KJIFOUEBbIX CTPYKTYPHbIX 3/1EMEHTOB NMPOU3BEAEHNS,
N CPaBHUTb €ro GYHKLMI0 C U3HaYaAbHOW ANA MU-
$onormMm — KOCMOroHM4Yeckou. Tak, Hanpumep, B
KOCMOTOHUYeCKNX M1Udax HapoLoB Mupa paspyba-

2. Mponn B.A. NcTtoprueckne KopHM BosLeBHON ckasku. M.
KoJlnbpu, 2021. C. 266.

3. BaxtvH M.M. TBopuectBo ®PpaHcya Pabne 1 HapogHas Ky/b-
Typa CpegHeBekoBba 1 PeHeccaHca. M.: XypoxkecTBeHHas
nutepatypa, 1990. C. 32.
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HWe XTOHMYECKOro Yy 0BMLLA Ha YacTu ABAAETCA
rNaBHENLLMM 3N1EMEHTOM He TONbKO B CHOXeTe Mo-
BECTBOBaHUsA, HO B CTPYKType Bcero muda B Lie-
JIOM, NMOCKOJIbKY pa3bATME YyAOBMLLA Ha YacTu
ABAAETCA penpe3eHTaumneln oTaeneHms Kocmoca ot
Xaoca 1 Co3faHuns paspbiBa MeXay HUMU, KOTOPbIiA
obycnaBavBaeT camy BO3MOXHOCTb CyLLLeCTBOBaHMSA
mMupa. B To Bpems kak kasHb Hega Ctapka yepes
obe3rnaBanBaHve B NepBbix cepuax cepuana «Mrpa
MPecToN0B» XOTb W ABAAETCA TONUYKOM ANA Pa3BUTUA
CHOXETa, HO He HeCET TOW CTPYyKTypoobpasytoLLen
Harpy3ku, KoTopas Hac UHTepecyerT.

PesynbTtar

®aKT HaANMUMSA OrPOMHOrO KOAMYECTBa ayamno-
BW3YyaNbHbIX MPON3BEAEHNA, KOTOPbIE aKTUBHO MC-
nosib3ytoT 06pasbl, CBA3aHHbIe C pacYJeHeHNeM U
pa3bATMEM Ha YacTW, AOMKEH BbITb OTMeueH. U xoTa
B OCHOBHOM TaKue CLieHbl He ABAAIOTCA CTPYKTYPOO6-
Pa3yroLLMMU UAN CMbICTIO06Pa3YHOLLMMU, MHOTAA 3TO
npaBwao HapyLluaeTcs. KopHM 3TON TpaanLMM MOXKHO
HalTu B nccnegosaHuu Mponna «Vctopuyeckne
KOPHW BOILLEBHON CKa3kn», a B KAUecTBe NPUMEPOB
Ha3BaTb Taknme dunbMbl, Kak «[nna: urpa Ha Bbl-
XuBaHue». B cBoém nccnegoBaHum Mponn pasbupa-
eT BO/ILIEOHYHO CKa3Ky Ha eAIMHWYHbIE MOTMBbI U ULLET
napannenv Mexzay CHOXXeTHbIMU eANHMLLAMUN CKa3KK
W peanbHbIMN NCTOPUYECKUMU Tpaguumamm. Camoe
60/bLLIOEe KONMYECTBO CBA3el OH6Hapy>KMBaeTCs C
06pAAOM NOCBALLEHMSA U KyJAbTOM cMepTu. Tak, B
OTAENbHOM MYHKTE aBTOp pa3bupaeTr cka3ouHble
CHOXETbI, CBfi3aHHble C NOTepen Nanbla Uan PyKw,
M yKa3blBaeT Ha TO, YTO B HEKOTOPbIX 0bLLecTBax
FOHOLLAM, NMPOXOAALLNM 0B6PAZA NOCBALLEHUSA, OTPY-
6ancs nanew,. 310 fenan0Cb NOTOMY, UTO MOCBALLEHNE
CYMTaNOCh NyTeLIEeCTBUEM FHOHOLWW B CTPaHy MEPTBbIX
(cmepTb) 1 BO3BpaLleHneM oTTyAa (MepepoxaeHune
APYTM YenoBekoM). B cBA3M c 0cOBEHHOCTBIO Npes-
CTaB/I€HWIN 0 3arpobHOM MUpe CUYUTANOCh, YTO MOC-
BALLAEMbIN JOMKEH OCTAaBUTL TaM YacTb CBOEW MIOTH,
yTO6bI 0OBMaHYTb XKMTeNelr 3arpobHOro Mnpa n Tem
CaMbIM MOJYYNTb BO3MOXHOCTb BEPHYTLCA K KUBbIM.
Ecam Mbl paccMoTpurM croxeT BbibpaHHOTO Gunbma,
TO 3aMEeTUM, YTO F1aBHbIN repOr — YeIOBEK He CaMbli
[LOCTOWHBIN. V1, 0BHapy>xuB cebs NpUKOBaHHbIM K
Tpybe B HEM3BECTHOM MecCTe C HEe3HAaKOMbIM Ye-
NIOBEKOM, OH OKa3blBaeTCs Nnepes, CI0OXHbIM 1 >Kec-
TOKMM BbI6OPOM: 6€34eCTBOBATb U OCTaTbCA B 3TOM
MOMELLEHUM YMUPaTb OT rON04a, MOTEPAB K TOMY XKe
cemMbto, Uan oTpesaTb cebe Hory, youTb He3HakoMLa
M TeM caMbIM crnactu cebs n cembto. B ntore repoi
NAET BTOPLIM MYTEM 1 MO3TOMY CHOXKET MOXKET ObITb
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PaccCMOTPeH Kak Bapuauusa Ha Temy nocssLeHns. Kak
n B 06psje, B Guabme HeEOOXOAMMOCTb ANLLNTLCA
KOHEYHOCTU ABNAETCS HEOOBXOAMMOCTbLIO, UTOObI
n3bexaTb CMEpPT 1 A0Ka3aTb CBOE KauyeCTBEHHOeE
nepepoxzaeHuve. Takum ob6pasom B 3ToM Ppuibme
MOTUB paspybaHus AelCTBUTENbHO ABASETCA CTPYK-
TypoobpasyroLwunm Ana BCEro npovsseseHuns. IToT
YPOBEHb UCMOJIb30BaHMA MOTUBA Pa3pbiBa MOXHO
YC/OBHO Ha3BaTb ObITOBbIM MU ByKBasbHbIM.
Apyrvm npumepom 1 B LLeOM APYTrM TUMOM
Npou3BeAeHMs, UCMOJb3YHOLWEro MOTUB Pa3pbliBa,
MOTYT CNY>XWUTb GUAbMbI, IKCMIyaTUpyLoL e B TOM
nAn nHon GopmMe MOTUB MOTYCTOPOHHEro. 34echb
pa3pbiB NposBaAseT cebsa Ha KauyeCTBEHHO MHOM
YPOBHE, UeM B C/lyyae C bykBasbHbIM MPOUYTEHNEM.
B kauecTBe OCHOBHbIX XapakTePUCTUK TOro, YTO
Ha3blBaETCA TEPMUHOM «MOTYCTOPOHHEE», MOXHO
BbIAEINTb CNefyHoLLME: OHO CBA3AHO CO CMEPTbIO; OHO
npeznonaraeT CyLLeCTBOBaHNE HEKOEro «MHOro» MVpa,
CYLLIeCTBYHOLLLETO B TOW WM MHOW popMe napannenb-
HO HalleMy MUPY; N OHO AOMNYyCKaeT NpeAcTaBaeHMe
O Le/IOM COHME CaMblX pa3HOOHBPasHbIX CyLLHOCTEN,
HacensaroLLmMX TOT MUP. VIcTopuyecky onmncaHuns aTmx
CYLHOCTEN OTpaXatoT YPOBEHb Pa3BUTUSA KY/bTypbl
Hapoza, yen mnd paccmatpusaetcs. [ponn Takxke
OT/IMYHO U NOAPOBHO apryMeHTUPYET AaHHbIM Te3nC
Ha npuMepe CKa3oyHOro matepuana. Tak, OguH 13
CaMbIX SPKMX NPUMEPOB 3BOAIOLNW NPeACTaBAEHNS,
CBSA3aHHOW C Pa3BUTMEM KYNbTYpPbl, MOXHO CYMTaTb
nepexos poau nepeHocymka Ayl oT NTULbI K KO-
HIO, MPUYEM OTAENbHbIM MHTepeC NpeacTaBaseT
nepexogHasa cuHTeTM4Yeckasa dasa — KpblaaTblid
KOHb. [lepexos, no MHeHWto Nponna, Npoun3oLwén
BC/1€ACTBME CMEHbI KYbTyPbl OT OXOTHUYbEW K 3€M-
Negenbyeckom 4. NMoxoxyro 3BOOLMIO MOXHO Npo-
CNeAnTb B TOM, Kak MEHAI0Ch Tonorpadpuryeckoe
pacrnosioxXeHvie NOTYCTOPOHHEro Mupa: Tak, CHavana
OH NpeACTaBASAICA PACMONOXEHHBIM B TOW Xe Maoc-
KOCTW, UTO Y MUP XUBbIX, HO HEAOCATaeMO Aaneko
(3a TPUAEBATL 3eMesib, B TPUAECATOM LLapCTBe, repoin
CKa3KW JOKEH CHOCUTb HECKObKO Map >Kene3HbIX
6alMaKkoB MAKN NMOCOXOB, Npexae Yem gobepétcs
TyAa); No Mepe pPa3BUTMA obLLeCTBa 1 NOABAEHUA
BO3MOXHOCTEN AafbHUX NYTELWeCTBUN, Aanékme
Kpas TepsroT CBOW MarMyeckuii apeon Hegocsra-
€MOCTM U MOTYCTOPOHHUIM MUP NMEePeHOCUTCA 3a
HOBYIO HEMPEOAONUMYIO FpaHnLy — Ha Hebo. Ta-
KM 06pa3oM, MOXHO CKa3aTb, YTO KOMMIEKC Npes-

4.  Mponn B.fA. VicTopuyeckre kopHW BoawwebHOW ckasku. M.:
Ko/lnbpu, 2021. C. 427.

CTaBNEHNIN O NOTYCTOPOHHEM COpPa3MEepPEH KY/bTYpe,
KOTOpas co3gana 3TOT KOMMAeKC.

Ecan obpatnThbCa K TEKCTaM, COCTaBASOLWNM bu-
61110, TO MOXHO HaNTU HE OAMH 3MN30Z NPOABIEHNSA
MOTYCTOPOHHETO. «...6bIN1 yMEPLBAEH MO NAOTH,
HO OXMB ayxoMm, KoTopbiM OH 1 HaxoAAWNMCS B
TemMHuLe ayxam, coweg, nponosegan» (1 Metp. 3,
18. 19), «A BOCLLUEN YTO O3HAYAET, KaK He TO, UTO
OH ¥ HUCXOAMA Npexae B NPEVNCNOAHNA MeCTa 3eM-
an» (Edec. 4, 9) — o cowectBum Nincyca B ag. «U
npuctynua Kk Hemy nckycmTenb, 1 ckasan: ecaun Tbl
CbIH boxkmin, ckaxku, Ytobbl KaMHUW 3TU CAeNancb
xnebamm», «... ecam Tbl CoiH BoXmii, Bpocbcs BHU3;
6o HanucaHo: AHrenam CBovM 3anoBegaeT o Tebe,
1 Ha pykax noHecyT Tebs, fa He NPeTKHELLIbCS O Ka-
MeHb HOroto TBoet», «... BCE 3TO AaM Tebe, ecau,
najLwu, MOKAOHMWbLCA MHe» (MaTd. 4, 3.6.9) -0
aBneHnmn Mincycy absaBona B poau Uckycutens. B atmx
NOCNeAHNX LMTaTax NpociexmnBaeTcs MOTUB, KO-
TOpPbIN ByAeT NepeoCMbICAATLCA Ha NPOTAXEHWNMU
MHOTIMX BEKOB M HaAET CBOE BblpaXKeHue, Hanpw-
Mep, B CHOXKeTax O Mpojaxe AyLn AbsBONY B OOMeH
Ha Hekue 3eMHble bnara. B kHure boitns bor gBaxkabl
aasetca K ABpaamy (bbit. 12, 7. 17, 1), 3aknrovasn
C HMM 3aBeT. A npopok Ve3akmmib Tak onmncbiBaeT
CBOIO BCTPeUy C cyLecTBaMu HebecHOro Munpa, BecT-
HUKaMW cnaBbl focnoaHen: «...eeamkoe 0bi1ako 1
KNyOALLMINCA OTOHb 1 CUSHUE BOKPYT HEro, a U3 cepe-
[AVHbI ero Kak 6bl CBET MJIaMEHU ..M TakoB bbla BUA
nX... 'y Kaxxgoro — yeTblpe MLa, 1y KaXkaoro n3 Hux
— YeTblpe Kpblaa... Ha 3eMe MOoANE STUX XNBOTHbIX
Nno OAHOMY KOAecy nepej YeTblpbMs AULLAMN UX.
...0604bs UX Yy BCEX UYETbIPEX BOKPYT OblIY MO/HbI
rnas3» (Mes3. 1,4.5.6.15. 18).

BaXHO OTMeTWUTb, UTO Takas Tpaauuua B
npeAcTaBAeHUN O MOTYCTOPOHHEM ABAAETCS KpaW-
He aHTPOMOLEHTPMYHON N MMEHHO OHa r1aBeH-
CTBOBaja B Ky/bType Ha MPOTAXEHUN AONTUX
BEKOB. B KOHTeKCTe Takon TpaauLMK pa3pbiB MaHK-
decTnpyet cebs Kak rpaHuLa Mexay Mupamu, HO
MOTYCTOPOHHWI MUP MOXET OblTb 3aMeUeH, yBUAEH
WY MOHSAT XOTs Obl KOCBEHHO. B 3TOM BUAHO Npo-
fBJeHWe aHTponoueHTpuaMa. U xoTa nctopus Ta-
KOro TeYeHUs, Kak «TEMHbIA MUCTULIM3M», YXOAUT
JOBOJIbHO fjaneko Briybb BEKOB, OHO HUKOrAa He
BbIXOAW/IO Ha NePBbIA MJaH MO CPaBHEHMIO C TPaAN-
LMOHHBbIMU PENUTNO3HBIMU MPeACTaBAEHUAMN O
3arpoOHON XUN3HW, MOCKOJIbKY C TOUKWN 3peHuns odu-
LManbHOW LEepKOBHOW AOrMaTukun 6bI10 epeckto.
B odnumanbHom xe Tpagmumm nOTYCTOPOHHUNA
MUpP eCTb, U OH OTHOCUTCA K HaM ornpeAenéHHbIM

(BpaxaebHbIM nan fobpoxxenatenbHbIM) obpa3om.
BpaxxaebHocTb 3zeck 6epéT CBOE Hauano 13 npea-
CTaBNEHNS O NOTYCTOPOHHEM MUPE Kak O CTpaHe
MEpPTBbIX. OHO OCHOBAHO Ha YETKOM Ayasn3mMe U
NPOTMBOMOCTaBIEHNN, BEPHEE Jaxe CKa3aTb, — UH-
Bepcumn. OTctoZa Bepa, YTo obuTaTenn Toro Mmpa
MOTYT 6bITb INLLb BPaXAeOHbIMU HaM, MHaYe OHWU
6b1 06UTann «3seckb», a He «Tam». [Tponn cpeau
MHOXeCTBa MPOYNX NPUMEepPOB NULeT: «Y 3yay: «[o-
BOPWTCA, €CIN YeNOBEK yMep TyT Ha 3emJie, YTO OH
MOLLEN K yMEPLUMM, N OHN FOBOPAT: CHayana He noj-
XOAW K HaM, Tbl elwé naxHewb oyarom. OcTaBancs
BZla/IN OT HaC, NMoKa He OCTbIHELLb OT o4ara»® . MOXHO
HalTN NPOM3BELEHNS, KOTOPble UrPatoT C STUMMU
npeacTaBaAeHMAMM, HO 3TO ByaAyT y>Xe NpuMepsl
AEKOHCTPYKLIMN 1 UrPbl C TPagULNENR, MHBEPCUN
nHeepcun. Hanpumep, myabtduasm «Kopnopauums
MOHCTPOB» BblBOPa4MBaeT Han3HaHKy OTHOLLEHWe
MeXay NOTYCTOPOHHMM 1 MOCHOCTOPOHHUM MUPOM,
CHayana nokasbiBad NepBbl B paMKax TpaguLmm
Kak MecCTo, OTKyAa AeTAM ABAAKOTCA KOLMapHble
MOHCTPbI, @ 3aTeM pa3pyLlan 3Ty KapTUHY paccKasom
C TOYKM 3pEHMA CaMUX MOHCTPOB, KOTOpbIE B NOTY-
CTOPOHHEM ANS HAaC MUpPe XMBYT COBEPLLUEHHO Kak
Mbl B CBOEM, 0BbIJEHHO OOLLLAtOTCA, XOAAT Ha paboTy,
peLuatoT cBou Npobaemsi.

OpzHaKo, ecnun BEPHYTLCA K penpeseHTauum Tpa-
AVLMW, TO B KaYecTBe NPUMepoB MOXHO MPUBeCTA
OrPOMHOE MHOXECTBO NMpowv3BeAeHWn. Takvne pub-
Mbl, Kak «Mrna» (P. JlapaboHT), «<Ac-Tpan» (Jx. Bar),
bunbMbl BHe XaHpa y>acos, Hanpumep, «[MpnbbiTne»
(. BunbHEéB), nrpbl Ha TeMy NOTYCTOPOHHErO, Ha-
npumep, «DOOM». Bcex nx obbeanHaeT To, YTO
CTPYKTypa CoXXeTa M3HayaslbHO nojpasymesaet
BHYTPM 3KPaHHOrO MMpa Haan4vme paspbiBa Mexay
MWPOM JItofel U MUPOM MOTYCTOPOHHUX CYLLIECTB.
B Kaknx-To cnyyvaax CyuwHOCTW, npuxojauine mns
MHOro MUpa ApyxentobHbl (MpubbiTre), B Kakmx-
TO HEeT, r4e-To UHOM MUP MpPeACTaBAeH Kak MHoe
M3MepeHne Hay4YHOro xapakTepa, rae-To oH nsobpa-
XaeTca 60/blle B PENUTVO3HON TPaANLMN 1 UMeeT
CBA3b C MMPOM MEPTBbLIX (AcTpan). HoO BO BCex aTnx
dunbmax, Kak 1 B OFPOMHOM KOJIMYeCTBe ApYrmx
Npov3BeAEeHNI, Pa3pbiB ABAAETCA BaXKHENLLINM
CTPYKTYPHbIM 31€MEHTOM Npown3BeseHns. B pamkax
3KPaHHOro Mupa Takux NPou3BeAeHU Haanumne
pa3pbiBa 0bycnaBMBaeT BO3MOXHOCTb CHOXKETa BO-
obuwe. OHO ABAsETCA MOTEHUNANBHOW 3Hepruen,
JaroLLen TONYOK K Pa3BUTUIO AENCTBUSA, HO B TO Xe

5. TMponn B.A. VictTopnyeckne KopHM BoaEBHOW ckasku. M.:
KoJlnbpu, 2021. C. 232.
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camoe BpeMms B NPOU3BELEHMAX TaKOro TMna pas-
PbIB, MOXHO CKa3aTb, HE ABASETCA MOJHbIM. VIHON
MUP BCE Xe ABNAETCA aHTPOMOLLEHTPUYHBIM B TOM
CMbIC/IE, UTO MPUXOASALLME OTTyAa CyLLecTBa 4OCTyn-
Hbl YeNI0BEUEeCKOMY BOCMPUATUIO. Pa3pbiB 3an10>KeH
B CTPYKTYpe Npomn3BeAeHUs, YTobbl AaTb Hayano
[LEeNCTBUIO, HO AeNCTBME TEM CaMbIM NMpeososieBaeT
pa3pblB, MOTYCTOPOHHEE OTKPbIBaeT cebs B KaTero-
puUAX, JOCTYMHbIX YeJI0BEYECKOMY MO3HaHMI0. ITO
BTOPOW TUN penpe3eHTauumM MOTUBA pPa3pbiBa,
KOTOPbIN MOXHO BblAennTb. OH NposBASeTCS B
npoun3BejeHNn Ha YpPOBHE CTPYKTYpbl CIOXKeTa,
ouepumBas NpasBmaa, MO KOTOPbLIM CyLLECTBYET MUP
3KpPaHHOro NPoun3BeaEeHMS.

MocneaHniA TN paspbiBa 6AU30K K NpeabiayLLemy,
HO B OT/IMYME OT HEro OH MPOCTMpPaEeTCs rnybxe B
CaMble OCHOBbI HalLe BO3MOXHOCTU MO3HaHUA. ITO
TO, UTO NposBAAeT ceba MMLLb Kak HEBO3MOXHOCTb.
CMYTHOE M1 HEACHOE, 3TO HEYTO He NPOCTO U3 APYroro
MUPa, HO K TOMY Xe QyHAaMeHTaNIbHO HeLOCTyrNHOe
Hallemy no3HaHut. Y1o-To, UTo, NposABAss cebs Kak
HernoCTUXMMOE, B TO Xe BpeMsi CMOCOBHO NoZopBaTh
OHTOJ/IOTMYECKMNEe OCHOBbI Hallero npebbiBaHUs B
3TOM MUpe BOObGLLE.

B cBoel kHure «Heuto» unnan Tpurr oyeHb
nozapobHo pa3pabaTbiBaeT NOHATME aHOHMMHOCTH,
npeawecteyrowen cybbekty. OuyleHne 3Ton
aHOHMMHOCTK No Tpurry packpbiBaeTcs, Korga
«CyHbeKkT 0bHapy>KMBaEeT B MPOLLIOM YTO-TO TaKoe,
4YTO MoApbIBaeT ero YyBCTBO MPUHAANEXHOCTH.
DTO Hekoe NnocaaHne M3 MHOro BPEMEHM, KOTopoe
noapbiBaeT eANHCTBO «A» B HacTosAleM». ¢ JTa
KOHLLeNumMa paccMaTpuBaeT MUpP, OTAENAS B HEM
MaTepuanbHOCTb OT CYOBEKTUBHOCTH, HO OHa AenaeT
3TO Ha Ka4yeCTBEHHO MHOM YPOBHeE, YeM, HanpumMep,
JApeBHerpeyeckne, a No3xe cpesHeBeKOBbIe XPUC-
TnaHckme dunnocodel, pasgensasive matepuio
n aywy. Tpurr, ccblnascb Ha Takux Gnaocodos,
kak Mepno-oHTu, JleBuHac, Meliacy, Xanaerrep,
paccMaTpuBaeT MaTeputo Kak aHOHMMHOe Mnpej-
CyLLLeCTBOBaHMe YenoBe4vyeckoMy 6bITUIO, a ueno-
BEeUeCKyt CYybBbeKTUBHOCTb Kak KaTeroputo,
3abpoLUEHHYHO B MUP Yepe3 MaTepuasbHOCTb Tesa.
Halua cybbekTMBHOCTb HAaXOAWT NPUCTaHULLLE B 3TON
aHOHWMHON MaTepmmn. Camoe BaxHOe 34ech TO, UTO
KaueCcTBEHHble XapaKTEPUCTUKM MaTEPUM ANA HaC
ocTaroTcA PyHAAMEHTaNbHO HEAOCTYMHbI U rae-To
B HeApax ObITUS CyLLecTBYeT XyTKOe U3bblIToUHOe
HWYTO, JOCTYMHOE ANS HaLLero NOHWMaHUA AULLb MO

6.  Tpwurr [I. Heuto: ®eHomeHonormsa yxaca. lNMepmb: MN'vne MNpecc,
2017.C. 39.
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aHanoruun. VI B kauecTte aHanorum Tpurr npuBoamT
NoHATWE, BbiBeZeHHOe JleBMHAcoM — noHatue il y a —
Houb. Ho 3TO C/10BO O3Ha4aeT He MPOCTO OTCYTCTBUE
CO/IHEYHOrOo cBeTa, 06yC/IOBAEHHOE NONOXEHNEM
HebeCHbIX Ten Apyr OTHOCUTENbHO Apyra. Y JleBunHaca
HOYb — 3TO CcybCTaHUMA, Aenarolas BCE, YTO B Heé
BXOAMNT, CKPbITbIM, HEAOCTYMHbIM, aHOHUMHbIM . 7
CornacHo TakoMy MoAxoZy BeCb MUP, KOTOPbI
NeXNT 3a NpesenamMu Hallero BOCNpUATUA ABAAETCS
aHOHVMHbBIM, 3aKpbITbIM, GyHAAMEHTaIbHO HENo3-
HaBaeMbIM 1 OTTOrO kpanHe >XyTkum. Obpatmumca
K KuHematorpady, 4tobbl HalTN XyAOXEeCTBEHHOE
BOMJIOLLIEHME TOTO pa3pbiBa, KaKoW OTKpbIBaeTCA
MeXAy YenoBeveckon cybbekTUBHOCTbIO U aHO-
HUMHOWN MaTepunanbHOCTLIO B paMKax uaer Tpurra.
MocKoNbKy 06BEKT He MOXET ObITb MO3HaH HU-
KakvM npsMbIM 06pa3oM, TO AAS UANKOCTPALLUK He
noAXoAnT 6ObLINMHCTBO KAacCUUYeCcKnX GpuabMoB
y>KacoB. B HUX, NycTb 1 ckpbiBatoLLeecs B TEHSX,
€CTb TO, YUTO Hac nyraeT, HO YTO B KOHEYHOM WTO-
re MoXeT 6bITb OOHapy>eHo. Ha camom gene Tpa-
AVLMSA NPOU3BEAEeHN, OTOBpakaroLmx pa3pbiB B
NHTepecytoLen Hac Gopme, TAHETCS Y>Ke HECKOIbKO
BEKOB U1 Jaxe UMeeT yCcToABLUeecs Ha3BaHue, obpa-
30BaHHOE OT MMEHW OAHOro U3 eé BennYvanLmnx
npeacraButenen. Peub MAET O Tak Ha3biBaeMOM
naBkpadpTOBCKOM Yy>Kace. [lpyroe Ha3BaHme 3TOM
TPagMLMN — TPAAWLIMA CBEPXbECTECTBEHHOrO yXKaca.
OHa xapakTepu3yeTcs Kak pa3 TeM, YTO BbIXOAMT 3a
rpaHuLbl TPAaANLMOHHOTO ANCKYpPCa NPOM3BeAeHs
y>xaca nam baHTacTnkm. B pamkax aToro gmuckypca
obHapy>XrBaeTCca HeuTo, Henoaaarolleecs paLuu-
OHa/NbHOMY OOBACHEHUID, HO OHO OTHOCUTCA K
yenoBeky NMBO MO3UTUBHBIM, MO0 HEraTUBHbLIM
obpa3omM. Ho cam dakT 3TON MHTEHLMOHaNbHOCTH
CBEPXbEeCTECTBEHHOrO MO OTHOLLEHWIO K YeNOBEKY
B TPAAMLIMOHHbIX MPOV3BEAEHUNAX YXKAcOB, Kak npa-
BWJIO, ABNSETCA MOCTOSAHHBIM 31€MEHTOM (B TakKunX
pa3HoMIaHOBbIX GUIbMaX YXKacoB, Kak «BoccTaBLumin
13 aga», «Yy>xxom», nan gaxe Kaaccmyeckux caslle-
pax, Tna «Kowwmap Ha yauLe BA30B», repon BCTpe-
YaroTCA Tak WA MHAYe C MOTYCTOPOHHMUM 3/10M, byab
TO XpeLbl aga, YyAOBMLLA C MHOW NAaHEeTbl UAn fe-
MOHMYECKN ayx. Ho BO Bcex ciyyasix oueBuAHa
npeanocblika aHTaroHWCTOB K MPUUYNHEHNIO 313
nroaam). Tpaanuma cBepxbecTeCTBEHHOrO y>aca
n3baBaseTca OT 3TOro 3NemMeHTa NoAHOCTbIO. Ec-
NIV YenoBeK OKa3blBAETCS B 30HE AeNCTBUS MOTY-
CTOPOHHUX CUA N C HUM MPOUCXOAAT Kakme-To

7. Tpwurr 4. Heuto: ®eHomeHonorua yxaca. lMepmb: I'vine Mpecc,
2017.C. 60-61.

HeraTVBHble COObITUSA, TO 3TO CAyYaeTcs BOBCE He
MOTOMY, UTO MOTYCTOPOHHEE OTPULLATEILHO HAaCTPO-
€HO MO OTHOLLEHUIO K YeNOBEeKY, a MOTOMY YTO Yeso-
BeK OKa3blBaeTCs B PaAuKaibHO HeUyenoBeYveckmnx
YCNOBUAX, K KOTOPbIM He npucrnocobaeH. Camu
CBEPXbEeCTECTBEHHbIE CYLLECTBa WK CUbl MPU 3TOM
MOTyT BbITb K YENOBEKY COBEPLUEHHO 6e3pa3/inyHbl.
OHu camu no cebe NpeACTaBAAIOT U3 cebs Heuenose-
yeckoe 6bITEe, aHOHUMHOE U He3bIHTEHLMOHANBbHOE.
FOmkunH Takep B kKHUre «B nbian 3TON naaHeTbl» Nu-
LUET, YTO MUP TaKOro NPOU3BEAEHMSA CKPbIT OT 3pu-
Teas, MOTOMY UTO «Hall YyBCTBEHHbIM OMbIT MUpPa
ABNSETCA MO OnpejesieHNI0 YenoBeyecknm» 8,
Mpryém Heobs3aTeIbHO Takoe NOTYCTOPOHHEE ObHa-
PY>XXMBaeTCs B KakoW-TO CBEPXbECTECTBEHHOM GopMe.
Mopoi ero MOXHO HaTK Ha 3emJie, B OKpY>KatoLLel
Hac Npupoge, Korja B Hel HauMHaeT NPoCBeYMBaTh
€é HeyenoBeyeckas aHOHUMHOCTb. ApKUA NpumMep
TaKoOMY MPOSBAEHNIO CBEPXbECTECTBEHHOrO MOXHO
HanT B GUibMe, JanéKoM OT XaHpa y>KacoB. «Ano-
Kanuncuc cerogHs» @.®. Konnoabl nokasbiBaeT ny-
TellecTBMe rNaBHOrO repos — KanutaHa Yuanapgaa
— Bray6b axxyHraen Kamboaxu. Jencreme nponcxo-
VT BO BPEMeHa BOEHHbIX AelCTBUI BO BbeTHame,
W 3aflaHne KanuTaHa — HauTn 1 ybutb NOAKOBHMKA
Kypua, koTopbIli COWEN C yMa U OpraHn3oBan B
JKYHIAX KynbT. He NpocTo Tak pacckas, KoTopblid
NOCNY>KWUN BAOXHOBEHVEM ANA CLIeHapus, Ha3blBaETCA
«Cepaue TbMbl». [1To Mepe NPoABUXKEHNSA KanuTaHa
BrNyOb NeCOB, AeNCTBUTENbHO CO3AaETCA OLLyLLieHNe
NPWCYTCTBUA KAKON-TO TbMbl, HO KOTOpas NPosBAseT
cebs He KaK OTCYTCTBME CBETA, a KakK JIEBUHACOBCKOE
il y a. Tema, KOTOpas coumTCa Yyepes Mup, yepes
Henpoxoaumble AXYHran. I no mepe Toro Kak re-
pouV NPOHMKAOT BCE rnybxe B cepaLie 3TOM TbMbl,
Mo Mepe TOro Kak OHa OKYTbIBaeT U 1X, TepseTcs
CBA3b C PeasbHOCTbIO, MUP, KOTOPbIV BbIFIAANT Kak
NMPUBbIYHBIA HaM, Ha MOBEPKY OKa3bIBAETCA YY>XXUM
N HeuvenoBeyecknM. OT CTONIKHOBEHMS C 3TUM Hede-
NIOBEYECKMM repou OAMH 3a APYTMM CXOAAT C ymMa U
nornbatoT, HO raBHOE, UTO Yepe3 BEMKONEMHYHO
NMOCTaHOBKY 3pUTeb TOXE NoJly4aeT BO3IMOXHOCTb
NPVKOCHYTLCA K MOTYCTOPOHHEMY, OKYHYTbCA B HEro.
Pe3ynbTaTOM 3TOro CONPUKOCHOBEHWSA ABASETCA TO,
UTO B KY/NIbMUHALIMOHHBIA MOMEHT BCTPeUn Kanu-
TaHa € NONIKOBHMKOM KypLieM y>e HU caMu repow,
HW 3pUTeNb He YBEPEeHbl, ABAAETCA IV NMOCAEAHNN
CyMacLUeALLNM, YTO B 3TOM 3KPaHHOM MUpe ABASETCA
HOPMOW, a YTO HeT. 31ecb pa3pbiB NPOsBASeT ce-61

8. Takep 0. ¥xxac ¢unocopun: T. 1. B nbinv 310N nnaHe-
Tbl. [Mepmb: Tune Mpecc, 2017.C. 189.

Ha TakOM ypOBHe, UTO MOAHMMAaEeT BOMNPOC O MO3-
HaBaeMoCT! Mupa BoobLLe.

B ogHoli 13 cueH nonakoBHUK Kypu, untaeT no-
amy T.C. dnnota «[Mosble nrogm». Tam ecTb CTPOKMY,
KOTOpbIe XOTb W MO3TUYECKM, HO OYEHb METKO OMM-
CbIBaOT TOT Pa3pbIB, KOTOPbIA pasgenseT yenose-
yeckoe M HeyesloBeYeCKoe, MPUBOAA K POXKAEHMIO
CBEpPXbeCTeCTBEHHOrO yXaca:

Mexdy 803MOXHOCMbIO

U peansHocmero,

Mex0y cyujHocmero

W npossneHuem

lMadaem Tensb .°

OTa TeHb Ha rpaHuLe No3HaBaeMoro u ectb TOT
pa3pbIB, KOTOPbIV SABAAETCA OCHOBOWN CBEPXbecTec-
TBEHHOTrO y>aca.

BbiBOA

Takvm obpa3omM B xo4e UCCef0BaHNA BbIbpaH-
HbIX 3KPaHHbIX MPOU3BEAEHUI YAANOCh BbISIBUTb, UTO
MOTMB pa3pbiBa NCMONb3YETCA Ha Pa3HbIX YPOBHSAX:

1. BbITOBOW ypoBeHb, an BykBasbHOE NMpo-
yTeHwue. 34ecb pa3pbiB MOHMMAETCS Kak dursmyeckoe
pa3baTME Ha YacTu U1, Kak NpaBuo, He ABAsSETCA
Ba>XHbIM CTPYKTYPHbIM 3/1eMEHTOM NMPOU3BEAEHMA.

2.  YpoBeHb CHOXXETHOW CTPYKTYypbl. Pa3pbiB,
NMOHWMAEMbI B TaKOM KtOYe, NpeacTaBasieT rpa-
HULY MeXay HEeCKONbKMMW MPOCTPaHCTBaMM AN
MUPaMM 3KPAHHOIo Npou3BeseHs. Yalle Bcero Ha-
npsi>xeHre MexXay pa3zfenéHHbIMU NPOCTPaHCTBaMM
N CTAHOBUTCA ABUXKYLLLEN CUNOW CtoxeTa. BaxHo,
UYTO MUP, HAXOAALLMIACSA MO Ty CTOPOHY, OCTaéTCs B
TOW UAN UHOW Mepe JOCTYMHbIM MO3HaHMIO.

3. CneKky/nAaTUBHBIA YPOBEHb, BbIXOAA Ha KO-
TOpbIN, pa3pblB NpeBpaLLaeTcs B BONPOC O rpaHuLLax
YesI0OBEYECKOrO U TOro, YTO JIEXXUT MO Ty CTOPOHY.
OTanuve oT NpeabiayLLero Tuna penpeseHTauum B
TOM, UTO 3/,€Cb Pa3pbiB MOXET He ABAATbCA KO-
UYEBOW CUOM B CO3aHUM MUpPa 3KPAHHOro npo-
N3BEAEHMA N Pa3BUTUN CHOXETA, HO TEM He MeHee
OH CcNocobeH HanpaBUTb 3pUTENs MO NYTU Pa3MblLL-
NIleHNs O Npezenax YeNoBeYeCckoro No3HaHus 1 BO3-
MOXHOCTEW.

YTo e KacaeTcs COOTHECEHUs POAM MOTMUBA
pa3pbiBa B 3KPaHHOW KyJbType C ero poJibio B KOC-
MOroHun4Yeckux mudax, TO OHa ACHee BCEero COox-
paHsAeTCs BO BTOPOM U3 BblAeNEHHbIX BapUaHTOB, rae
yepes paspbiB YTBEPXKAAETCA CTPYKTYpPa 3KPaHHOTO
Mupa. 34ecb NPOCNEXMNBAETCA NPaAKTUYECKM NOAHanA

9.  2awnot T.C. i36paHHas noa3us. Cl16.: CeBepo-3anag, 1994.C.
154.
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napansienb ¢ KOCMoroHuen. Kak xaoc 6bi1 oTAeNnéH ot
KOCMOCa B APeBHMX MUPOJIOTUSX, JaB BOSMOXHOCTb
CyLLeCcTBOBaHUIO MMpPaA, Tak U B PaCCMOTPEHHbIX
NPOWU3BEAEHMAX MOTYCTOPOHHUI MUP OTAENAETCS
OT MOCKOCTOPOHHETO, JaBasi BO3MOXHOCTb CyLLec-
TBOBAHWIO MUpPa NPOU3BEAEHUS U PA3BUTUSA CHOXKETA
BHYTPW 3TOro Mupa.

B cnyyae e, korga paspbiB NpoABAAETCA Ha crie-
Ky/JIATVUBHOM YPOBHE, 3Ta GYHKLMUA Mcye3aeT, OH
6onblle HUYero He yTBePXKAAeT, HO JIWLLb yKa3blBas
Ha rpaHuLibl YeJ0BEYECKOrO, NOATaNKMBAET K NOWC-
Kam TOTO, YTO IEXMT MO Ty CTOPOHY.
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NEW TRENDS IN THE NEW
URBANISM MOVEMENT OF THE 2010S
DEMONSTRATED BY RUSSIAN AND FOREIGN
EXAMPLES

Summary: New trends in the urban planning
movement of New Urbanism are considered in the
article on the example of the works of the 2010s
by the younger generation of architects committed
to traditional urban planning. Continuity with the
generation of the founding fathers of the New Ur-
banism movement is traced; new techniques and
images as well as intersections in the works of Rus-
sian and foreign architects are identified.

The creative work of young Russian architect
Stepan Liphart, who designed more than ten quar-
ters in the spirit of New Urbanism in various Rus-
sian cities (St. Petersburg, Kaluga, Kazan), five of
which were implemented, was chosen as the most
illustrative example. The connection of some urban
planning techniques, in particular the contrasting
comparison of the neoclassical quarter with the rest
of the modernist buildings, turning it into an island
city, with the creative work of Mikhail Filippov, a
representative of the older generation of traditional
urban planning, is shown. The emphasis is on new
themes and images found by Stepan Liphart in his
graphic architectural fantasies and exhibition pro-
jects: the theme of the synergy of classical order and
technology, the continuation of the romantic line of
Leningrad Art Deco, the balance of order plasticity
and stained glass in the design of facades, etc. Since
Liphart's creative work was noticed by one of the
founding fathers of New Urbanism, Leon Krier, and
the young architect’s works were published in for-
eign magazines on Krier's recommendation, since

neoclassical motifs of the 20th century appeared in
Krier's projects, which had not been there before,
the article suggests an influence of Russian urban
planning on the foreign one.

Cities of English architect Ben Pentreath, who
received the Driehaus Prize in 2023, awarded for
achievements in traditional architecture and urban
planning, is another example of the younger gen-
eration’s creativity in the New Urbanism movement.
Two cities designed by Pentreath were selected. The
first one is Tornagrain in Scotland, which shows di-
rect continuity with the work of the older genera-
tion since Pentreath was educated accordingly and
was involved in New Urbanist pilot projects such as
Poundbury. The second city, Fawley Waterside in the
south of England, demonstrates new trends in the
New Urbanism movement associated with high-rise
neoclassicalism, which were not typical of the old-
er generation of New Urbanists.

German architect Sebastian Treese, who also re-
ceived the Driehaus Prize in 2021, is the third rep-
resentative of the younger generation in the New
Urbanism movement. His completed projects: Achen-
bachstrasse in Dusseldorf, Emser Strasse and Gre-
ifweg in Berlin, Bergeres in Puteaux (France), are
considered. New themes of German industrial archi-
tecture of the 1920s and American Art Deco, charac-
teristic of his urban planning thinking, are analysed.

At the end of the article, conclusions are drawn
about new themes characteristic of the younger gen-
eration of architects in general, about their conti-
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nuity with the tradition of New Urbanism and its
development and enrichment.

Keywords: New Urbanism, traditional urban plan-
ning, Art Deco, neoclassical architecture, S.Liphart,
S.Treese, B.Pentreath.

The ideas of the urban planning movement of
New Urbanism appeared in different parts of the
world, primarily in Russia, Europe and America, in
the early 1980s. It was then that a new urban plan-
ning model was formed - the so-called dormitory
suburbs, opposite to Le Corbusier's model. In struc-
ture and image, the model of New Urbanism was
focused on the traditional European historical city;
however, at the same time it solved modern social,
environmental, economic and artistic problems, and
responded to modern civilizational challenges. The
New Urbanism movement under this name took
shape in the mid-1990s, when the Congress for New
Urbanism, the Congress for European Urbanism and
the main document, the Charter of New Urbanism,
appeared. In the 1980s, the first projects were cre-
ated: Style 2001 (1984, M.Filippov), Seaside in the
USA (1983, A.Duany, E.Plater-Zyberk), Poundbury in
the UK (1988, L.Krier) and others. In the 1990s, the-
oretical understanding took place. In the 2000s and
2010s, cities of the New Urbanism movement were
built in Russia and around the world, and in some
of them, like in the Russian Laikovo project and the
French city of Val d'Europe, the population reached
50,000 people. The older generation of the foreign
movement of New Urbanism solved the problems
of design algorithmization by creating urban plan-
ning codes, which helped the spread of this urban
planning model. Ideologically close to the New Ur-
banism movement, Russian architects have focused
on solving artistic problems and designed urban
ensembles which, owing to vivid images, contrib-
ute to the formation of a sense of identity among
residents and demonstrate success and prosperi-
ty. Gorki City in Sochi (M.Filippov, 2011-2014) and
the City of Embankments in the Moscow Region
(M.Atayants, 2010-2015)" can serve as examples.

As for the development of the topic in Russian
science, some aspects of the foreign movement of
New Urbanism were covered by V.Glazychev, how-

1. See: Kopylova L.\V. “Ideas of New Urbanism in Russia” //
Academia. Architecture and Construction. —2023. - No. 1. Pp.
80-88 / Russian Academy of Architecture and Construction
Sciences. — Moscow, 2023. - Pp. 148.
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ever, only regarding projects created before 2008
[1]. An overview of the development of the foreign
movement is given in the article by N.lvankina and
M.Perkova [2] with an emphasis on transport and
environmental issues, however, without attention
to the architectural and artistic components of the
projects. A deep interpretation of M.Filippov's ur-
ban planning method is given in G.Revzin's book
Mikhail Filippov: Architect-Artist [7]; nevertheless,
it does not include implemented urban planning
projects. Some early projects of Russian architects
close to New Urbanism, created before 2009, are
highlighted in the Classics Project journal. Imple-
mented projects of the Russian branch of New Ur-
banism were analysed in the author’s articles [3], [6].

Starting from 2015, we can talk about the emer-
gence of a new generation of architects committed
to traditional urban planning. Moreover, it happened
both in Russia and abroad just as New Urbanism
appeared simultaneously in several countries in
the 1980s, which indicates the urgent need for this
model. Maintaining continuity with the older gen-
eration, who continue their work today, young ar-
chitects have introduced new themes and images,
techniques and approaches to the urban planning
process. Their works have not yet received detailed
consideration with the exception of some individual
projects in the author's articles. The purpose of the
article is to give a general description of the new
generation in New Urbanism, outline its similarities
and differences from the older generation, formu-
late new trends, as well as note the presence of in-
tersections in Russian and foreign practice.

The article examines the work of Russian archi-
tect Stepan Liphart, the author of more than ten
large quarters in St. Petersburg and other Russian
cities, the work of English architect Ben Pentreath,
who built several settlements of New Urbanism in
England and Scotland, and the activities of German
bureau of Sebastian Treese, who designed more than
thirty houses and several quarters in Germany and
France. The last two architects became the 2023
and 2021 laureates of the Driehaus Prize, awarded
for achievements in the field of traditional architec-
ture and urban planning, which was previously giv-
en to all notable representatives of New Urbanism.

Born in 1984 and having graduated from Mos-
cow Architectural Institute in 2007, architect Stepan
Liphart devoted some time to "paper architecture”,
that is, the creation of graphic architectural fantasies
that became a creative laboratory for future urban

planning projects. His creative credo was formed
under the influence of the romantic Leningrad ar-
chitecture of the 1920-1930s and other images of
Soviet neoclassicism. Together with Boris Kondakov,
Stepan Liphart created the Jophan's Children group
in 2006, whose Forward to the 30s! exhibition took
place at the Shchusev Museum of Architecture in
2008. In the period until 2014, the group created
several installations and exhibition projects. Later,
Stepan Liphart's personal exhibitions, The Seven-
teenth Utopia and Search for a Hero, were held. At
some point, Liphart's work attracted the attention
of architectural critics and senior colleagues. Max-
im Atayants, a famous master of neoclassical archi-
tecture who built more than ten cities in the spirit
of New Urbanism, entrusted the young author to
design a house in his city Opalikha O3 in the Mos-
cow region and introduced him to customer Al-
exander Zavyalov (AAG Group). Thus, in 2015, the
thirty-year-old architect received an order for Re-
naissance, a large residential complex on Dybenko
Street in St. Petersburg.

In 2008, Stepan Liphart worked in the Workshop
of Mikhail Filippov. However, by learning from ven-
erable colleagues, he had already found his own
theme and consistently expressed it in his works.
It is a theme of the synergy of order and technol-
ogy. In Liphart's works, the power of the order is
combined with the energy of technology, while the
contradictions between them remain. The very fact
that a young architect of our time saw power in
order-based architectonics is not trivial, given the
modernist paradigm that permeates architectur-
al education. Facts of biography and origin affect-
ed this: the architect’s great-grandfather, Andrey
Liphart, was the chief designer of the Gorky Auto-
mobile Plant, and lived in a Stalinist high-rise build-
ing; childhood impressions of this house and his
great-grandfather’s apartment, where a huge fam-
ily gathered for the holidays, influenced the forma-
tion of the future architect. As for the interest in the
topic of order and technology and their dialectical
struggle, Liphart said this: “I am interested in the
unresolved contradictions inherent in Russian cul-
ture and history, which manifested themselves es-
pecially strongly in the 1930s. The collision of the
machine with the traditional and the man-made.
The line of heroic St. Petersburg architecture, em-
bodied both in the art deco of Levinson and Trot-
sky, and in the gloomy antiquity of Belogrud and
Bubyr, and even earlier in the arch of the Gener-

al Staff and the monument to Peter. A line of bur-
dened impulse, of overcoming, associated with the
nature of the city, which was subjected several times
to forced Europeanization”? .

The theme of order and technology was devel-
oped in Liphart's graphics, presenting ships, rockets
and even a nuclear reactor, designed in a general-
ised order that is closer to the Art Deco style than
to the classics. Order warships (exhibition at the Zo-
dchestvo festival 2020) or tanks (!) in the cornice of
a giant rectangular arch that forms the facade com-
position of the house in Opalikha O3 (the Search for
a Hero exhibition, 2017) cannot but be perceived
today as anything other than a prophecy.

The huge Renaissance quarter on Dybenko Street
in St. Petersburg develops this theme of synergy and
contradictions, as if love and hate, order and tech-
nology. According to the customer’s instructions, the
quarter was designed to be high-rise: some build-
ings in the first row reach 19 floors; in the second
row, there are towers of 22 floors. It would seem
that such a scale of the house - with a population
of the whole city, about 3,000 people (for compari-
son: in Poundbury at the first stage, there were 2,500
residents) - is not compatible with order architec-
ture. The architect took this as a challenge. In solv-
ing such a large-scale composition, he relied on the
masters of Soviet neoclassicism of the 1930s-1950s,
who faced similar problems in the gigantic quarters
of Kutuzovsky and Leninsky Avenues in Moscow.
The articulation of large volumes using a removed
angle, also used in Renaissance, is more typical of
the Leningrad school of neoclassicism. The specif-
ic source of the Renaissance image was Leningrad
Art Deco, in particular house No. 14 on Ivanovskaya
Street by I.Fomin and E.Levinson with a free-standing
semi-rotunda on the side facade. The semi-rotun-
da was designed on the corner of the Renaissance
quarter; it became a successful accent that holds
together the entire composition and is perceived
from a great distance from several streets at the in-
tersection of which the house stands.

The combination of large glass surfaces, lined
with a rectangular or more complex grid pattern,
and an innovatively presented order composition
on the main facade were another important tech-
nigue. Actually, the grid is a symbol of the Cartesian
mathematical principle, and the order and articula-

2. Kopylova L.V. "Search for a Hero" // Architecture of Russia.
Access mode: https://archi.ru/russia/75501/poisk-geroya
(accessed on: 08.09.2017).
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tion of the facade embody the human principle. It
is owing to the order, its connection with a person
and clear traditional articulation vertically and hori-
zontally, that the facade, despite the height of 19
floors, is easily perceived by a pedestrian. An inter-
esting technique is the organisation of the facade
composition in the form of six bay windows, each of
which has a vertical development; however, togeth-
er they are perceived as a six-column megaportico.
The arcade of the Mertens House in St. Petersburg,
stretched to the entire height of the facade by ar-
chitect M.Lyalevich (1913), or the Zholtovsky house
on Mokhovaya in Moscow with a Palladian compo-
sition covering the entire seven-storey facade (1932)
are analogues in the architecture of the Silver Age.

The understanding of the integration of the quar-
ter into the urban environment proposed by Liphart
is similar to the approach of Filippov, a representa-
tive of the older generation in the art of traditional
urban planning. Thus, a design of a large city quarter
in the form of an island city among the rest of the
housing development was proposed in the Marshal
residential complex on Rybalko Street in Moscow:
the Marshal complex, twisted in a snail-like plan with
a high tower in the centre, gives the impression of
an island, and the buildings of Renaissance, unit-
ed by a stepped avant-garde composition, contrast
with the surrounding utilitarian panel buildings. This
house-city, attractive with its non-trivial neoclassical
composition, has already become a centre of attrac-

tion for the rest of the area: all the most fashion-
able cafes and shops have gathered in its stylobate
- on the first level. The house on B.Jophan Embank-
ment in Moscow, with its island position, can also
be considered as a prototype of Renaissance (the
Jophan'’s Children group makes itself felt in Liphart's
biography) with the difference that the first floors
of Jophan are not intended for public functions: for
the taste of a modern city dweller, there is a lack of
these functions.

Stepan Liphart's other St. Petersburg quarters -
Little France and AMO, which are much more modest
in scale since they are integrated into the historical
development, became significant urban development
inclusions. There were different objectives here, and
dialogues with other eras were conducted. Howev-
er, the theme of Art Deco and the combination of a
generalised order with large glass surfaces, promis-
ing for modern architecture, was continued here. The
Little France quarter on the 20th line of the Vasily-
evsky Island (the project of 2016-2018, implement-
ed in 2023) is a house with a court of honour: two
four-storey wings with roof terraces overlook the
frontage line, and a higher U-shaped building forms
the front yard. The tradition of the front yards of
St. Petersburg of the Silver Age is visible here. Ana-
logues are the house of L.Benois, the house of F.Lid-
val on Kamennoostrovsky Prospekt and the Tolstoy
house by Lidval on the Fontanka, from which the
theme of propylaea, passages formed by columns,

Il 1. Residential Quarter "Little France" on Vasilyevsky Island in St. Petersburg. Architect S. Lipgart. Source: provided by the author of
the project.

94

is taken. Thus, the front courtyard with propylaea
becomes the centre of life in the quarter, and, on
the rear facades, there are secluded private court-
yards into which first-floor apartments open. In the
composition of the street facades, motifs from the
New Hermitage by L.Klenze are used in ornament-
ed pilasters, and in the courtyard, patterns on glass-
fiber reinforced concrete are more reminiscent of
the works of Soviet Art Deco by A.Burov. Like Fil-
ippov and Atayants, Liphart bases on Russian neo-
classicism of the Silver Age. And the theme of the
balance of stained glass and order found in the Re-
naissance quarter is continued and developed in the
Little France quarter? .

The AMO quarter on the 12th line of the Vasi-
lyevsky Island is not just included in the tradition-
al development - a mixed typology is used in this
residential complex: it includes a two-storey mon-
ument of wooden Empire architecture on the front-
age line of the street, and there is a hotel in one
of the buildings. Here Liphart proposes some new
urban planning ideas, namely: the quarter typolo-
gy as an organic structure, which partly overlaps
with the ideas of New Urbanism. In the AMO quar-
ter, as in Little France, there is a courtyard that is
an attractive public space; however, it is not de-
signed as a regular square. It is like a mediaeval
square, onto which the buildings face with round-
ed ledges, so the configuration of the square has
an organic shape. This was the idea: the St. Peters-
burg regularity of the external facades is replaced
by softness and naturalness in the inner courtyard
space, while shelteredness along the entire perim-
eter is preserved. All apartments facing the court-
yard have floor-length glass French windows, this
contributes to the integration of the interiors and
the external space of the picturesque courtyard. In
the design of the facades, Liphart uses large pan-
els of glassfiber reinforced concrete, decorated with
compositions using the sgraffito technique, again
focusing on the finds in the Art Deco style of ar-
chitect A.Burov, in particular, his Lacework House
on Leningradsky Prospekt and the house on Tver-
skaya Street, where the union of art and technolo-
gy has achieved a convincing result.*

3. Formore details, see: Kopylova L.V. “Pilgrimage to the Country
of Art Deco” // Architecture of Russia [Electronic resource].
Available at: https://www.traditionalarchitecturejournal.com/
index.php/home/issue/view/5/8

4.  Kopylova L.V. “"Union of Art and Technology” // Architecture
of Russia Portal [Electronic resource]. Available at: https://
archi.ru/russia/86495/soyuz-iskusstva-i-tekhniki.

To date, Liphart has designed more than ten quar-
ters in different cities of Russia: St. Petersburg, Ka-
zan, Kaluga; five of them have been built, the rest
are in the process of construction. Thus, in Russian
architecture, an architect appeared with an original
approach to city design (which combined the Art
Deco style, the techniques of the Leningrad school,
the theme of the dialectic of order and technolo-
gy, the theme of the house-quarter and house-city
with a mega-order, tribute to the idols of the Silver
Age and Russian classicism), at the same time con-
tinuing the tradition of urban planning in the spirit
of New Urbanism, started by Atayants and Filippov.

A new generation of foreign new urbanists did
not appear out of nowhere but as a result of the
development of architectural education focused on
traditional urban planning. This applies especially to
Ben Pentreath (b. 1971), who is older than Liphart,
but compared to the founding fathers of the New
Urbanism movement, who were born in the 1940s
and 1950s, he still belongs to the next generation.
Benjamin Pentreath was trained as an art historian
and an interior decorator; however, when Prince
Charles' (now King Charles Ill) Institute of Architec-
ture was established, Pentreath graduated from it.
While still a student, he began helping Leon Krier
with the design of Poundbury, an etalon town for the
New Urbanism model. In Poundbury, there are sev-
eral "villages", self-contained areas, that have been
built from 1993 to the present, and in the 2000s, the
young architect took part in their design. Gradually,
Pentreath grew into an independent architect, and
new urban planning projects appeared in his port-
folio. Faversham in Southern England and Torna-
grain in Scotland are most indicative of our topic.

The town of Tornagrain, which is being built in
the Highlands region of the Scottish Highlands, close
to the urban centre of Inverness, the airport and the
highway, consists of several interconnected villag-
es. It should be noted that this is happening against
the backdrop of a crisis in residential construction
due to the fact that the housing market has been
taken over by large developers who do not aim to
design outstanding works of art and do not care
about the conformity of their products with the na-
ture of local buildings, as well as neglect the con-
struction of schools and other infrastructure that
facilitates settlement growth. Inverness City Coun-
cil has proposed building five New Urbanism style
"villages" of 1,500 homes each. The owner of the
land, the 21st Earl of Moray, after conducting soci-
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ological, environmental and transport studies, ap-
proved the decision to build several settlements
with a total of 5,000 houses.®

Here Ben Pentreath moves completely in line
with the masters of the first generation of the New
Urbanism movement. He designs a low-rise city in
accordance with the principles of New Urbanism:
polycentric, with pedestrian accessibility to the main
functions, with three primary schools, one second-
ary school, a clinic and shops, with the main street
and the main city square, which is a meeting place
for residents, with two or three-storey white hous-
es with slate and tiled roofs, characteristic of the
area. The authors of the urban planning code were
A.Duany and E.Plater-Zyberk, the founding fathers
of the New Urbanism movement, the authors of the
term and the Charter, the founders of the Congress
for New Urbanism, who wrote such codes for hun-
dreds of New Urbanism settlements, including the
most famous and largest, and it is their invention,
the method they teach and implement. Some parts
of Tornagrain will have a more regular quarter lay-
out, and some will have a more picturesque layout.
Therefore, we conclude that the Scottish town of
Tornagrain corresponds to the urban planning tra-
dition established more than forty years ago by the
New Urbanism movement.

Ben Pentreath's other project in the UK is much
more innovative. Fawley Waterside is a settlement
in the south of England, on the English Channel,
on the site of the former Fawley Power Station. In-
itially, the city planner, founder of New Urbanism
Leon Krier, as well as Kim Wilkie, a landscape archi-
tect, took part in the creation of the master plan. A
coastal trading city is planned here with dense low-
rise buildings of detached houses and townhouses,
a central square adjacent to a lake and a canal. Two
high-rise dominant buildings in this city attract atten-
tion. One of them is a nine-storey tower crowning a
residential building on the main city square, with a
clear reference to the neoclassical style of the 20th
century. In another part of the city, a building with
a spire in the style of the St. Petersburg Admiralty
or the Moscow Northern River Station is planned.®

5. Journal of Traditional Building, Architecture and
Urbanism [Electronic resource]. Available at: https://www.
traditionalarchitecturejournal.com/index.php/home/issue/
view/5/8.

6.  For more details, see the website of architect Ben Pentritt
[Electronic resource]. Available at: https://www.benpentreath.
com/masterplanning/larger-scale-masterplans/fawley-
waterside/.
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Previously, high-rise towers were not typical for
foreign projects of New Urbanism. Since initially one
of the authors of Faversham is Leon Krier, and since
this outstanding representative of New Urbanism
noticed projects of Russian architect Stepan Liphart
on the Architecture of Russia portal and recom-
mended them for publication in the Journal of Tra-
ditional Building Architecture and Urbanism’, where
they were published, it is logical to assume that the
scale and height in Russian projects, their inspira-
tion from the neoclassical style of the 20th centu-
ry impressed the founding father of foreign New
Urbanism. The appearance of a nine-storey high-
rise tower in the neoclassical style, which had nev-
er happened before in Krier's projects, in the city
of Fawley Waterside can be regarded as the influ-
ence of the Russian branch of New Urbanism on
the foreign one.

The work of German architect Sebastian Treese
is the third example, indicative of the characteris-
tics of new trends in the New Urbanism movement.
Treese was born in 1977; he grew up in Mainz, the
Catholic region of Germany, surrounded by Goth-
ic and Romanesque architecture, which influenced
his formation and, together with his French roots,
predetermined his interest in traditional architec-
ture. Architects Hans Kohlhoff and Christoph Sattler
(close to the New Urbanism movement), no strangers
to neoclassicism, were his teachers in the Berlin In-
stitute of Arts. In 2011, having founded his bureau
Sebastian Treese Architekten, the young profession-
al began actively designing houses and quarters in
Berlin, Hamburg, and Diisseldorf.

Already in his early works, his interest was re-
vealed not only in classical architecture but also in
the period of the 1920s, when the New Objectivi-
ty movement existed in Germany (house on Emser
Strasse in Berlin). Some condominiums built in Ber-
lin refer to German industrial architecture of the first
third of the 20th century (like the houses on Greif-
weg in Oberkassel, a suburb of Diusseldorf). Gradu-
ally, especially after receiving the Driehaus Prize in
20218, Treese began to receive orders for more and

7. "Three Neoclassical Residential Building Projects in Russian
Cities” //Journal of Traditional Building, Architecture and
Urbanism [Electronic resource]. Available at: https://www.
traditionalarchitecturejournal.com/index.php/home/issue/
view/5/8.

8. For more details, see Kopylova L\V. “Sebastian Treese
is the Winner of the 2021 Driehaus Prize for Traditional
Architecture” [Electronic resource]. Available at: https://
archi.ru/world/93021/sebastian-treese-architekten-stali-
laureatami-premii-drikhausa.

more quarters, including in other countries. Earlier
he designed the Achenbachstrasse street in Dus-
seldorf in the spirit of English red-brick townhous-
es with bay windows (2014-2016), whereas later
he moved on to bolder designs in the spirit of Art
Deco and even with high-rise accents that went
beyond the traditional historical city. Thus, in the
French city of Puteaux, Treese created an ensem-
ble of houses called EcoQuartier des Bergeres. Four
buildings with commercial functions on the ground
floors were designed in the context of the existing
masterplan as part of the first phase of construc-
tion. One of them is a tall 14-storey tower with a
typical Art Deco roof shape, associated with specific
prototypes: the Casa della Meridiana in Milan and
the work of Rosario Candela in New York. The three
lower six-storey houses are designed in the usual
scale of the historic city, using traditional masonry
techniques (recourse to traditional building tech-
niques is typical of Treese and Western European
New Urbanism in general), while the tall tower uses
more conventional reinforced concrete structures.
The semi-circular street enhances the dramatic ef-
fect as it moves from the mid-rise buildings to the
high-rise accent. In the second phase of construc-
tion, a symmetrical tower will be added to the first
one, and they will form “propylaea” at the entrance
to the courtyard of the building with a pentagonal

plan. At the opposite end of the courtyard, there
will be a third tower. A rather monumental com-
position of a kind of fortress is formed. Such were
not found in the first generation of Western Euro-
pean New Urbanism. However, in Russia, there are
quite a lot of monumental ensembles in tradition-
al urban planning, in particular, three pentagonal
in plan buildings of the Ariosto residential complex
by Maxim Atayants in St. Petersburg.

Having considered the works of the younger gen-
eration of New Urbanism using the example of Rus-
sian and foreign projects, we came to the conclusion
that new trends can be traced in them, namely: in-
terest in technology and its inclusion in architectur-
al imagery in a dialectical fusion with the classical
order, which is especially clearly manifested in the
works by Stepan Liphart; work with motifs of Art
Deco style and industrial architecture; the desire for
greater monumentality, inspired by the neoclassicism
of the 20th century. This latter trend is also charac-
teristic of the works of the older generation of the
Russian branch of New Urbanism. Considering the
presence of contacts, publications and other inter-
sections, we can talk about the influence of the Rus-
sian branch of New Urbanism on foreign masters.

mental category of thinking. Owing to it, a per-
son is capable of analysis, of thinking in the whole-
part dialectic, of categorization,
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HOBbIE TEHAEHLU VW B ABUVXEHVI HOBOTO
YPEAHW3MA 2010-X FOZ10B (HA POCCUINCKIX U
3APYBEXHbIX MPUMEPAX)

AHHOmayus: B ctaTbe paccMaTpmBatoTCA HOBbIE
TeHAEHLMN B rPajOCTPOUTENBHOM ABMXKeHUM HoBoro
ypbaHu3ma Ha npumepe npomnssesennin 2010-x rogos
MOJIOAOrO NOKOJIEHMA apXUTEKTOPOB, MPUBEPIKEH-
HbIX TPaAULMOHHOMY rpajgocTponTenscTsy. Npo-
CNexXunBaeTca NPeeMCTBEHHOCTb C MOKOJNEeHMEM
OTLLOB-OCHOBaTesIen ABuxXKeHMs HoBoro ypbaHunsma,
BbISBASOTCS HOBblE NMPWEMBI 1 06pa3bl, a Takxe ne-
peceyeHns B paboTax POCCUMINCKUX U 3apyBexKHbIX
APXNTEKTOPOB.

B kauecTBe Hanbosiee NokasaTeNbHOro NpUMepa
BbIGpaHO TBOPUYECTBO MONOAOrO POCCUMIACKOrO apXu-
TekTopa CrenaHa JlunrapTta, CNpoekTUpoBaBLUEro
6onee pecAtr KBapTanoB B fyxe HoBoro ypbaHu3ma
B pa3nuHbIX ropogax Poccum: CaHkT-MNeTepbypre,
Kanyre, KazaHu, naTb U3 KOTOPbIX peasin3oBaHbl.
MNMoka3aHa CBfA3b HEKOTOPbIX FPajOCTPONTENbHbIX
MPWEMOB, B YaCTHOCTW KOHTPACTHOrO COMOCTaB/eHNA
HeoK/1aCcCMYeckoro KBapTasa C OCTasbHOW Mojep-
HWCTCKOW 3acTPOMKOW, MpeBpaLlaroLLero ero B
ropoA-ocCTpoB, € TBOpYecTBOM Muxanna duamn-
noBa, NpeACcTaBMTeNa CTapLUero NOKOJEHNA Tpaam-
LMOHHOIO rpajocTponTenbcTBa. AKLEHT caenaH
Ha HOBBbIX TemMax 1 0bpa3ax, HalieHHbIx CTenaHoM
Jlnnraptom B ero rpadunyeckmx apxXmTekTypHbIX daH-
Ta3MAX 1 BbICTAaBOYHbIX MPOEKTax: TeMa CUHeprnm
KJ1acCMYecKoro opaepa v TeXHWKWN, MPOAOIXKeHMe
POMaHTUYECKOW NINHUN NEHWNHTPAACKOro ap-AekKo,
6anaHc opzepHON NAAaCTUKM 1 BUTPaXa B peLleHnn
dacaga v T. 4. Nockonbky TBOpYecTBO JlnnrapTta
3aMeyeHO OAHWUM M3 OTLOB-OCHOBaTesen HoBoro
ypb6aHun3sma JSleoHom Kpue, n npousseseHms Mo-
JIOf0r0 apXMTeKTOpPa Ony6MKOBaHbI MO PEKOMeHZALIUM
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Kpvie B 3apybexHbIx >KypHanax, MOCKO/bKy B MpOeK-
Tax Kpue noasmancb MOTUBbI HEOKNACCUKM XX BeKa,
KOTOPBbIX paHblue He bblo, B CTaTbe NpeanosiaraeTcs
BANAHNE POCCUNCKOrO rpasoCcTPOnTENbCTBA Ha 3a-
pybexHoe.

Apyroin npumMep TBOpYECTBa MONOAOIO MNOKO-
NeHns B ABmxeHun Hosoro ypbaHusma — ropoga
aHranckoro apxmtektopa beHa MNeHTpuTTa, KO-
Topbii B 2023 rogy noayunn MNpemuto [puxayca,
BpYyYaeMyto 3a JOCTUXEHWSA B TPAANLIMOHHOWN ap-
XUTEKTYpe 1 rpagocTpounTtensctee. BoibpaHbl aBa
CNpPOeKTUPOBaHHbIX MeHTpUTTOM ropoga. MNepBsbii
— TopHarpeliH B LLoTnaHanW, B KOTOPOM OYEBUAHA
npamas NpPeeMcTBEHHOCTb C MPOU3BEeAEHNAMM CTap-
LIero NoKoNeHWs, MOCKOAbKy [eHTpUTT noayumnn
COOTBETCTBYHOLLLee OOpa3oBaHue 1 MPUHUMan yvactne
B TaKMX MUAOTHbIX NpoekTax HoBoro ypbaHuama, kak
MayHabepu. Bropoli ropog — Poam YoTepcaiig Ha
tore AHMIIN — AEMOHCTPUPYET HOBblE TEHAEHL NN
B ABM>XXeHnn HoBoro ypbaHn3Ma, cBsizaHHble C Bbl-
COTHOW HEOKNaCCMKOM, KOTOpble He BbIN TUMNYHBI
ANA CTapLlero nokoaeHWs HOBbIX yp6aHUCTOB.

TpeTnii NpeacTaBUTElb MOIOAOTO MOKOEHMA
B ABMXeHUN HoBoro ypbaHusmMa —HeMeLKni
apxutektop CebactnaH Tpeese, Takxke Nosy4YMBLINIA
Mpemuto Apuxayca B 2021 rogy. PaccmatpuBatroTcs
ero peanv3oBaHHble NPOeKTbl: AxeHbaxwwTpacce B
[Jroccenbpopde, Im3eputpacce v 'paridser B bep-
nnHe, bepxep B MNyaTo (PpaHLma). AHAAN3MPYOTCA
HOBbIE TEMbl HEMELIKOIN NMPOMbILLIEHHON apXUTEKTYPbI
1920-x 1 aMepunKaHCKOro ap-AeKo, XxapaKTepHble ANS
€ro rpafjoCTPOUTENbHOrO MbILWJIEHWA.

B KOHLLe cTaTby cAienaHbl BbIBOAbI O HOBbIX TEMaX,
XapaKTepHbIX 4151 MOJIOAOTO MOKOJEHWS apXUTEKTO-
POB B LiesIoM, 06 VX MPEeeMCTBEHHOCTM C TpaauLmnen
HoBoro ypbaHu3ma v eé pa3Butim 1 oboratleHunm.

Knrouegele cnosa: HoBbIl ypbaHU3M, TPAAWLIMOH-
HOe rpajoCcTPOnTENbCTBO, ap-A€eKOo, HeoKlaccmyeckan
apxutekTtypa, C. Jlunrapt, C. Tpeese, b. MMeHTpunTT.

Vaev rpasgoctpontenbHoro AeuxeHuns Hoso-
ro ypbaHusma Bo3HukAM B Hayane 1980-x rogos B
pa3HbIX YacTax Mypa, npexae Bcero B Poccun, EBpone
n Amepuke. VIMeHHo Torga chopmmpoBanacb HoBas
rpafoCcTponTeNbHasa Mojenb, MPOTUBOMOIOXHanA
mMozenn Jle Kopbrosbe — Tak Ha3blBaeMbIM CrasbHbIM
parioHam. Mo cTpykType 1 o6pa3y mogenb Hosoro
ypbaHu3ma bbina opueHTMpOBaHa Ha TPaAWLMOHHbIN
€BPOMNENCKNn NCTOPUYECKMIA TOPOL, HO MPU 3TOM
peLlana coBpeMeHHbIe COLMabHbIE, 3KOA0TNYecKue,
3KOHOMMYECKME U XyAOXKECTBEHHbIe 3a4a4u, OT-
BEYasa COBPEMEHHbIM LMBUAN3ALMOHHBIM BbI30BaM.
[ABwxeHne HoBoro ypbaHu3ama nog 3TMM MMeHeM
cbopmmpoBanock k cepeamHe 1990-x rogos, koraa
nossuance Kornrpecc Hoeoro yp6aHusma, KoHrpecc
€BpOnenckoro ypbaHnmaMa 1 OCHOBHOW AOKYMEHT —
XapTus HoBoro ypbaHu3ma. B 1980-x Oblan co3zaHbl
nepeble npoekTbl: «Ctuab 2001 roga» (1984, M.
®uannnos), Cucarg B CLUA (1983, A. AroaHw, 2. MNnate
-3anbepk), MayHabepun B BenvkobputaHum (1988,
J1. Kpne) n apyrmne. B 1990-x cocrtosanocb Teope-
Tu4yeckoe ocmbicieHne. B 2000- 2010-x ropoga
ABwXKeHns Hosoro ypbaHu3ama 6b11M NOCTPOEHbI B
Poccum 1 no BceMy MUpy, 1 B HEKOTOPbIX U3 HUX,
KaK, CKaXkeMm, B pOCCMACKOM npoekTe JlankoBo u
dpaHuy3ckom ropoge Banb-a-3pon, HaceneHune fo-
cturano 50 000 venosek. CTapliee NokoJieHme 3a-
pybexHoro auxeHus HoBoro ypbaHusma pewwmnno
3af,auv No anropuTMM3aLIMmn NPOEKTUPOBAHUA NYTEM
CO34,aHNA rPajOCTPOUTENbHBIX KOAOB, YTO MOMOT/I0
pacnpocTpaHeHUIo 3TON rPasoCTPOUTENIbHON MO-
aenn. Poccuiickne apxmTekTopsl, MAENHO 6n3kune
ABVKeHWo HoBoro ypbaHunsma, cocpesoToUMBLLNCD
Ha peLleHnn XyA0XKEeCTBEHHbIX 3a4a4, CNPOeKTU-
poBanu rpafocTponTesbHble aHcamMban, KoTopeble,
6narogaps spkMM obpaszam, cnocobcTByroT Gopmu-
POBaHMIO YyBCTBA MAEHTUYHOCTM Y XXUTENen u ae-
MOHCTPUPYHIOT ycnex un npousetaHue. Mpumepamu
cny>xart Fopku ropog 8 Coun (2011-2014, M. ®uann-
noe) 1 Fropog HabepexHbix B Mogmockosbe (2010-
2015, M. ATasHu) .

Yto KacaeTcs pa3paboTaHHOCTU TeMbl B OTe-
YeCTBEHHOW Hayke, TO HeKOTOpble acnekTbl 3apy-
6exxHoro ABu>xeHus Hoeoro ypbaHusma 6bian
ocBelleHbl B. MnasbiyeBbiM, HO NMLWb KacaTeNbHO
npoeKkToB, co3saHHbix Ao 2008 roga [1]. O630p
pa3BUTMA 3apybexXHOro ABUXKEHWUS AaH B CTaTbe
H. NBaHbknHon 1 M. MNepbkoBown [2] ¢ akueHTOM
Ha TPaHCMOPTHbIX U 3KONOTNYECKMX BONPOCAX, HO
6e3 BHMMaHMA K apXUTeKTYPHO-XYA0XECTBEHHOMN
cocTaBAasitOLLEN NPoekTOoB. [Nybokoe ToAKOBaHWe
rpagoctpouTensHoro metoga M. duavnnosa faHo B
kHure I. PeB3nHa «Muxann ®uannnos: apxuTekTop-
XYZAOXHWUK» [7], HO TyAa He BOLAW peann3oBaHHbIe
rpasocTponTeNbHble NPoeKkTbl. HekoTopble paHHMe
MPOEKTbl POCCUNCKNX apXMUTEKTOPOB, 6An3KMx Hoso-
My ypbaHum3my, cosganHble o 2009 rosa, ocBeLLeHbI
B XXypHasne «[poekT knaccuka». PeannsoBaHHble
NPOeKTbl POCCMICKON NMHUKN HoBoro ypbaHusma
aHanM3MpoBanuch B cTatbax aBTopa [3], [6].

HaunHasa ¢ 2015 roga MOXHO BeCTv peyb O Bbl-
XOAe Ha CLieHy HOBOTO MOKOJIeHUs apXMTEeKTOPOB,
NPUBEP>XKEHHbIX TPAANLMOHHOMY rPasoCTPOUTEb-
ctBy. Mpryem 370 Nnpowm3oLwno kak B Poccum, Tak 1 3a
pyb6exxom, Nof06HO TOMY, Kak 1 poxzaeHne Hosoro
ypbaHunsma npowmsowno B 1980-x ogHOBPEMEHHO
B HECKOJ/IbKMX CTpaHax, YTo CBUAETENbCTBYET O Ha-
CyLLHOWN HeobxoaMMOCTM 3Ton Mogenun. CoxpaHss
NpPeeMCTBEHHOCTb MO OTHOLUEHUIO K CTapLiemy
MOKONEHWIO, MPOAOJIKAOLWEMY LN CErOAHS CBOE
TBOPYECTBO, MOJIOAble apXUTEKTOPbI MPUHECAN B
rPafoCTPOUTENbHbIV NPOLECC HOBblE TEMbI U 00-
pa3bl, NpUémMbl U noaxoabl. VIx nponsseseHms no-
Ka He MoayyYnnun AetasbHOro pacCMoOTpeHus, 3a
NCKNHOUYEHNEM HEKOTOPbIX OTAENbHbIX MPOEKTOB
B CTaTbAX aBTOpa. Llenb ctatbn — fatb 0obLyto Xa-
paKkTepUCTNKY HOBOMY MokoseHuto B HoBom yp-
6aHn3me, 06prcoBaTh ero CXoACTBO M OTAMYME OT
cTapLuero nokoneHus, cbopmyanpoBaTb HOBbIE TEH-
AEHLUUK, a TakKe OTMETUTb Hainumne nepeceyeHuia
B POCCUINCKOW U 3apybexxHOM npakTuke.

B cTaTbe paccmaTpurBaeTcs TBOPUECTBO POCCUM-
ckoro apxuTekTopa CrenaHa Jiunrapta, aBTopa 6onee
[ECATN KPYMHbIX KBapTanoB B [NeTepbypre v apyrux
POCCUNCKNX TOpoax, TBOPUYECTBO aHIINMIACKOrO
apxutekTopa beHa lMeHTpuUTTa, NOCTpOMBLLETO He-
CKONbKO noceneHnin Hosoro ypbaHunsma B AHrAnm
n WoTnaHamm, N feaTeNbHOCTb HEMELLKOTo 6ropo
CebacTtnaHa Tpee3se, cnpoekTMpoBaBLLEero bonee
TpUALaTV JOMOB M HECKOAbKO KBapTanoB B [ep-
MaHum 1 OpaHunn. lBa nocnesHUX aBTopa CTanu
cooTBeTcTBEeHHO B 2023 1 2021 roagy naypeatamu
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Mpemun [pwvixayca, Bpy4aemMown 3a LOCTUXEHWNE B 06-
NacTV TPaANLIMOHHOWM apXMUTEKTYPbI U FPaZoCcTpoUTENb-
CTBa, KOTOPOW paHee HblIM YAOCTOEHbI BCE 3aMETHbIE
npeactaeutenn Hoeoro yp6aHusma.

Apxutektop CrenaH Jlunrapt, poavsLumnincs B 1984
rogy, 3akoHumswmin MAPXW B 2007 rogy, HekoTopoe
BPeMs NMOCBATUA «ByMaXKHOW apXUTeKTYpe», TO eCTb
CO3aHuIo rpadunyecknx apxXMTeKTypHbIX haHTas3ni,
KOTOpble CTanu TBOpYeckow nabopaTopuen ans
6yAyLMX rpasoCcTPOUTENbHbIX MPOeKTOB. Ero TBOp-
yeckoe Kpeao chopMMPOBaNOCh NOJ BANAHNEM
POMaHTUUYECKON NEHWNHIPaACKON apXMUTEKTYpbl
1920-1930-x rogoB 1 Apyrmx o6pas3oB COBETCKOM
Heoknaccukun. CtenaH JlunrapT BMecTe ¢ bopucom
KoHpakosbiM B 2006 rogy cosgan rpynny «/Jletu
NodaHa», BbicTaBka koTopol «Bnepea, B 30-el»
coctoanack B Mysee apxutektypbl M. A.B. LLlycesa
B 2008 roay. B nepwuog ao 2014 roga rpynnoi 6biao
CO3/,@aHO HECKONbKO MHCTaNNALMI U BbICTAaBOYHbIX
npoekToB. Mo3>Xe COoCTOANNCb MepPCOHalbHble
BbicTaBku CTenaHa Jlunraprta «CemHaguatas yronumsa»
n «Mounck repos». B kako-To MOMEHT paboTbl
Jlvnrapta NpuBAEKAN BHUMaHNE apXUTEKTYPHbIX
KPUTUKOB 1 CTaplmnx koaner. Makcmm ATtasHu, us-
BECTHbI/ MacTep HeOK1aCcCMYeCKon apXUTEKTYpbl,
NnocTpomBLUMIA HBosee fecaTv ropoaos B ayxe Ho-
BOro ypbaHun3ama, JoBepua MOSOZOMY aBTopy Crpo-
eKTMpoBaTb A0M B CBOEM ropoge Onanmxa O3 B
MoAMOCKOBbE M MO3HAKOMM €ro C 3aka3yMKOM
Anekcangpom 3aBbanosbiM (AAG Group). Tak Tpua-
uaTmneTHuin apxutekTop B 2015 rogy nonyymn 3akas
Ha KPYMHbIN XWaon koMnaekc «PeHeccaHc» B CaHKT-
MeTtepbypre Ha yA. [bi6eHKo.

B 2008 roay CtenaH Jlunrapt pabotan B Mactep-
ckort Muxanna duannnosa. Ho, yyacb y MacTuTbIx
KOJINIer, OH y>Ke HaLLI&n CBO COBCTBEHHYO TEMY U
nocaegoBaTe/lbHO BblpaXkas eé B NPOU3BeEeHNSAX.
JTO TeMa CMHeprn opaepa v TexHnkn. Mous op-
Jepa coeamHaeTca B npounseegeHmax JinnrapTta ¢
3HEeprven TeXHNKKN, NPn 3TOM NPOTUBOPEUNS MEX-
4y HUMUK coxpaHsatoTcsa. Cam daKT, 4TO MOAOAO0M
APXMTEKTOP Hallero BPEMEHM YCMOTPen Cuay B Op-
AEPHON apXUTEKTOHWMKE, He TPUBUANEH, YUNTbIBASA
MOAEPHWNCTCKYO MapagnrMy, MpPOHU3bIBAOLLYHO
apxuTeKkTypHoe obpasoBaHuWe. 34ecb Ckasanuchb
dakTbl Brorpadum n NPOUCXOXAEHUSA: NMpPases
apxutekTopa, AHapei AnekcaHapoBuy Jlvnrapr,
6blN1 TNaBHbIM KOHCTPYKTOPOM [OpbKOBCKOTO
aBTO3aBOAa, XXM B CTAJIMHCKOM BbICOTKE, 1 AeTcKue
BreyaT/ieHns OT 3TOro AoMa W1 KBapTWpbl Npaseaa,
rae Ha npasgHukm cobnpanacb OrpoMHas cembs,
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nosavann Ha ¢opmupoBaHue byayLiero apxm-
TekTopa. YTo KacaeTcs UHTepeca K TeMe opaepa
N TEXHUKM U UX AManeKkTuYeckor 6opb0Obl, TO cam
Jlnnrapt ckasan 06 3ToM Tak: «MeHs nHTepecyroT
HenpeoAonEéHHble MPOTUBOPEUNS, CBONCTBEHHbIE
PYCCKOWM KynbType U UCTOPUK, NPOSBUBLUMECH B
1930-e 0cobeHHO cnAbHO. CTONIKHOBEHWE MaLLWH-
HOTO C TPAANLMOHHBIM ¥ PYKOTBOPHbIM. JINHMSA repo-
Myeckol NeTepOyprckor apxmMTeKTypbl, BOMIOLWEHHAs
KaK B ap-AeKo JIeBUHCOHa 1 TpoLKOro, Tak 1 B Mpa-
YHOW apxavike benorpysa vn bybbips, 1 ewé paHb-
we B apke MeHwTaba n namatHuke Metpy. JIuHua
OTArOLEHHOrO NOpPbIBa, MPEOAONEHMSA, CBA3AHHAA
C NPVPOAON roposa, NojBepraBLLErocs HECKOIbKO
pa3 HacW/bCTBEHHOW eBponen3auumn» .
Tema opgaepa v TexHukmM bblna pa3paboTaHa
B rpadvke JlvnrapTa, npeacTaBastoein kopabau,
pakeTbl N faxe AAepPHbIV peakTop, peLUéHHble B 06-
0OLWEHHOM opaepe, KOTOpbI BanxKe K CTUAKD ap-
AeKo, YeM K knaccuke. OpaepHble BOeHHble kopabau
(BbicTaBka Ha decTmBane «3oa4ectBo» 2020 roga)
nnn TaHku (1) B KapHMW3e rMraHTCKon NPsMOYroabHOM
apku, dopmupytoLleit dacagHyro KOMNO3MLMIO JOMa B
Onanwnxe O3 (BbicTaBka «INownck repos», 2017), Henb3s
He BOCMPWHATL CErOAHA MHaye Kak MpopoYecTBo.
OrpomHbIli kBapTan «PeHeccaHc» Ha ya. Obi-
6eHko B CaHkT-lMNeTepbypre pa3BuBaeT 3Ty TeMy
CUHEPTUM U MPOTUBOPEUUI, kak 6bl NH0bBU-
HeHaBUCTW, opaepa W TexHukn. [lo 3asaHuto
3aKasuvKa KBapTas CMpPOEKTUPOBaH BbICOTHbIM: He-
KOTOpble KOpnyca NepBon ovepeaun AOXOAAT A0
19 ataxkel, BO BTOPOW ouepean ecTb ballHm no 22
sTaxa. Kasanock 6bl, Takon mMacwtab goma — ¢ Ha-
ceneHvem uenoro ropoga, okono 3000 uenosek
(ana cpaBHeHus: B MayHabepu Ha NepBOM 3Tane
661710 2500 >XnTenel) — He COBMECTUM C OpAEepPHOW
APXMTEKTYPOWN. APXMTEKTOP BOCMPUHSA 3TO Kak Bbl-
30B. B pelieHun ctonb mMaclwitabHoOM KOMNO3nLMK
OH OMupaca Ha MacTePOB COBETCKOM HEOKNACCUKM
1930-1950-x rogoB, KOTOpbIe CTaNKNBAANCL C NO-
XOXWUMW 3afadaMu B FTMraHTCkMxX kBapTanax Ky-
TY30BCKOro 1 JIeHMHCKOro npocnektos MockBbl.
ApTuKynauma 6oblnX 06BEMOB NPY MOMOLLM Bbl-
HYTOrO yrna, Takxxe NnpuMeHéHHas B «PeHeccaHce»,
60/blle XxapakTepHa ANA JEeHUHTPaACKOW LUKObI
Heoknaccmkn. KOHKpeTHbIM MCTOYHNKOM obpasa
«PeHeccaHca» cTano neHWHrpaackoe ap-4eko, B
yactHocTn gom N2 14 Ha VIBaHOBCKOW y/uLLe aBTOPCTBa
.. ®omumHa n E.A. JleBMHCOHa CO CBOOBOAHO CTOALLIEN
NnosypoToHZAOM Ha 6okoBoMm dacage. MonypoToHaa
6blna CNpoekTUpOBaHa Ha yray kBapTana «PeHec-

CaHC» 1 CTana yAauHblM akLLeHTOM, CKPenatoLLmnm
BCHO KOMMO3MLMIO, BOCMIPUHUMaEMYHO € 60/1bLLIOTO
PacCTOAHNA C HECKONbKMX YAWL, Ha NepeceyeHunm
KOTOPbIX CTOUT AOM.

[pyrvm BaxkHbIM NPUEMOM CTano coeam-
HeHVe Ha rnaBHoM ¢dacase HObLWNX CTEKNAHHBIX
NOBEPXHOCTEW, pacyepUEHHbIX MPSMOYrOAbHOW NN
6onee CNOXHOro pUCyHKa CETKOM, N HOBATOPCKM
noZaHHOW opaepHoOM koMno3snumn. CobCcTBEHHO,
ceTka ABNAETCA CMMBOJIOM KapTe3MaHCKOro matema-
TUYECKOro Hayana, a opaep 1 aptTukyaauma dacasa
BOMJIOLLLAIOT YenoBeyeckoe Havano. VimeHHo 6na-
rogapsa opAepy, ero CBA3M C 4e/NOBEKOM, ACHOW
TPaAULMOHHOW apTUKYAALMM NO BEPTUKAAN U rO-
pw3oHTanu, dacas, HeCMOTPS Ha BbicoTy B 19 3Taxen,
Jlerko BOCMNpuHMMaem newexogom. VIHTepeceH
npuvém opraHmsaumm dacasjHoOM KOMNO3NLUN B
BUJE LLUECTN 3PKEPOB, KaXAbl U3 KOTOPbIX MMeeT
BepTMKasbHOE Pa3BUTMe, HO BMeCTe OHM BOCMpPU-
HUMaIOTCA Kak LIECTUKONIOHHBIA MeranopTuk. AHa-
norun B apxutektype CepebpsHOro Beka — apkaga
[Joma MepteHca B CaHkT-leTepbypre, pactaHyTtas Ha
BCHO BbICOTY Pacasa apxutektopom M.C. JianeBnyem
(1913), uan aom Xontosckoro Ha Moxosol B Moc-
KBe C NajajajnaHCKoOn KOMMO3ULMEN BO BECb CEMU-
aTaxHbIK dacag (1932).

MoHMMaHWe MHTerpaumm KBapTana B ropos-
CKyr cpegy, npeanoxeHHoe C. Jlnunraptom, cxo-
AHO ¢ noaxogoM M. duannnosa, npeacraBuTens
CTapLUEero NokKoNeHUs B UCKYCCTBE TPAAULIMOHHOTO
rpafoCcTponTeNbCTBa. Tak, pelleHne KpynHOro ropos-
CKOro KBapTa/ia B BMAe ropoza-oCcTpoBa cpesu
OCTaNbHOW 3aCTpOVikun Bblno npegnoxeHo B XK
«MapLwan» Ha ya. Peibanko B MockBe: kak «MapLuan»,
3aKpyUYeHHbIN B NaaHe YIUTKOW C BbICOKON BalluHen
B LleHTpe, MPOU3BOAWT BreyaTiieHne OCTPOBa, Tak U
Kopnyca «PeHeccaHca», 06besMHEHHbIE CTyNeHYaTon
aBaHrapAHou KOMMOo3nLMen, KOHTPaCTUPYIOT C OKPY-
Xarowen yTUAUTAPHOM NaHeNbHOM 3aCTPONKOW.
DTOT AOM-TOPOZ, NPUBEKAIOLNIA HETPMBMATBLHON
HEOoK1aCcCMYeCcKon KOMMO3ULLMEN, Y>Ke CTan LeH-
TPOM MPUTAXEHWUA AN OCTaNbHOrO palrioHa: BCe
camMble MOZHble kade 1 MarasunHbl cCoObpanncb B ero
cTunobate — Ha NnepsoM ypoBHe. Jlom Ha Habe-
pexHol b. MlodaHa B MockBe ¢ ero ocTpoBHbIM
MOJIOXKEHNEM TOXe MOXHO paccMaTpuBaThb Kak Npo-
obpas «PeHeccaHca», — rpynna «[etn NodaHa» B
6uorpadun Jiunrapta faét o cebe 3HaTb, — C TOW
pa3HuLen, UTO NepBble 3Taxkn y MlodaHa He npea-
Ha3HaueHbl AN 0bLEeCTBEHHbIX GYHKLMIA: Ha BKYC

COBPEMEHHOT0 ropoXKaHuHa 3TUX GyHKLWI TaM KaTe-
ropnyecku He xBaTaer.

[Apyrve netepbyprckne kBapTansl CtenaHa
Jlnnrapta — Manenbkaa ®paHuma n AMO, ropasgo
6onee ckpoMHble Mo MacwTabam, NOCKOAbKY BMU-
CaHbl B UICTOPUYECKYHO 3aCTPOIKY, — TEM He MeHee
CTan 3HaUNTENbHBIMW FPAZOCTPOUTENbHBIMU BKO-
YeHUAMMU. 34eCb CTOSM UHbIE 3aJa4n, U BENNCh AN-
anorn ¢ uHeiMu anoxamu. OfHaKo Tema ap-A€eKo 1
coepnHeHns 0606LWEHHOro opaepa ¢ 6onabwnMn
CTEKIIHHBIMUW MOBEPXHOCTAMM, MepPCneKTUBHaA ANs
COBPEMEHHOW apXmUTeKTYypbl, 34ecb Oblia NPoao-
xeHa. KBaptan «ManeHbkas ®paHums Ha 20-1 AHKM
Bacunbesckoro octpoBa (npoekt 2016-2018 rogos,
peanuzaumsa 2023 roga) npeacrasaseT coboi Aom
C KYPAOHEPOM: iBa YeTbIPEXITaXKHbIX Kpblia C Tep-
pacamMu Ha KpblLle BbIXOAAT Ha KPACHYH NVHWUIO,
a 6onee Bbicokuin M-06pasHbIli kKopnyc obpasyeT
napagHblin 4BOp. 34ecChb BUAHA TPAAMLIMA NapajHbIX
aBopos MNeTepbypra CepebpsHoro Beka. AHasoramu
anatotca oM J1. benya n gom ®. Jingsans Ha Ka-
MEHHOOCTPOBCKOM MpocrekTe, «TONCTOBCKU» AOM
NinaBansa Ha PoHTaHKe, OTKyZa B3ATa eLWweé n TeMa
nponuaees — NPOX0OA0B, 06pa30BaHHbIX KONOH-
Hamu. Takum 0b6pasom, LLIeHTPOM XM3HU KBapTana
CTaHOBUTCA NapazHbli 4BOP C NpPOnNuaesaMM, a Ha
3a4HUX Ppacasax HaxoAATCA YKPOMHbIe YacCTHble
[ABOPWKM, KyZia BbIXOAAT KBAPTUPbI NMEPBbIX 3TaXeN.
B komMno3mumnm yanuHbix ¢acasoB B OpHAMEHTU-
POBaHHbIX MUAACTPAX MCMONb30BaHbl MOTMBbI U3
Hosoro Spmutaxa J1. KneHue, a BO BHyTpeHHeM
ABOpe y30pbl Ha cTekNodnbpobeToHe 6obLLE Hamno-
MMWHaOT O NPOM3BEAEHNAX COBETCKOrO ap-Aeko A.
bypoga. Kak n ®unannnos, n AtaaHu, J/lnnrapt onu-
paeTca Ha pycckyto Heoknaccuky CepebpsaHOro Beka.
A HaligeHHas B kBapTane «PeHeccaHc» Tema HbanaHca
BUTpaxka 1 opaepa B «ManeHbkon OpaHumm» npo-
JOMKEeHa U pa3BuTa .

Keaptan «<AMO» Ha 12-11 avHWKM Bacunbes-
CKOro OCTPOBa He NMPOCTO BMMCaH B TPAAULMOHHYHO
3aCTpoiKy, HO B 3TOM >WJIOM KOMMaeKce npume-
HeHa CMellaHHaa TUMONOrNA: B HEro BKAKOYEH
ABYX3TaXHbI NaMATHUK AepPeBAHHON aMMNUPHOM
aPXMTEKTYPbl Ha KPAaCHOW JIMHUM YULbl, @ B OLHOM
13 KOPMYyCOB HaXoAUTCA OTesb. 34eck JlnnrapT npea-
Naraet HEKOTOPble HOBbIE FPaJOCTPOUTENbHbIE UAEN,
a UMEHHO: TUMONOTNIO KBapTana Kak opraHM4eckom
CTPYKTYPbI, KOTOPas 0T4YacTV nepecekaeTca ¢ AeaMm
Hosoro ypbaHun3sma. B kBaptane «<AMO», Kak v B
«ManeHbkon ®paHuMM», eCTb BHYTPEHHWI ABOP,
KOTOpPbIV ABASETCA NpUB/eKaTeNbHbIM OOLLEeCTBEH-
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HbIM MPOCTPAHCTBOM, HO OH PELUEH He KakK peryasap-
Has niowaapb. 370 Kak bbl cpesHEBEKOBAs MAOLAAb,
Ha KOTOPYIO KOpryca BbIXOAAT CKPYTNEHHBIMU YCTY-
namMu, NO3ToMy KOHUrypauma niowagm nmeet
opraHuyeckyto popmy. B aTom 1 coctoana naes:
netepbyprckas peryaspHoCTb BHelHMX dacasoB
CMEHAETCA MArKOCTbIO N MPUPOAHOCTLIO BO BHY-
TpeHHeM ABOPOBOM MPOCTPAHCTBE, MPW 3TOM 3aLLm-
LWEHHOCTb MO BCEMY MEpPUMETPY COXpaHaeTcs.
Bce kBapTupsbl, BbIXOAALME BO ABOP, UMEIOT CTeK-
NAaHHble dpaHUy3Ckne OKHa AO MoJa, YTO Cno-
cobCTBYeT MHTErpauum MHTEPbEPOB N BHELLHEro
NPOCTPaHCTBa >XXMBOMUCHOTO ABOpa. B odpopmneHmm
dacagos JlvunrapTt npyMeHseT 6onbluve NaHenn 13
cTekn10pnbpobeTOHa, yKpaLLleHHble KOMMAO3ULUAMU
B TexHuke crpadduTo, onaTb e OPUEHTUPYACh Ha
HaXOZKW B CTWAe ap-AeKo apxmTekTtopa A. byposa, B
4aCTHOCTH, ero «AXypHbIA AOM» Ha JIEHUHIrpagCKOM
npocnekTe 1 AOM Ha TBepPCKOW yauLe, rae coros
NCKYCCTBA W TEXHONOTMIN fOCTUT yOeanTenbHOro
pe3ysbTaTa .

K HacTosawemy MomMeHTy JlIunraptom CnpoeKkTu-
poBaHO bonee AecATV KBapTaioB B Pa3HbIX rOpPo-
npax Poccum: Metepbypre, Kasanu, Kanyre, natb
N3 HMX NOCTPOEHbI, OCTa/lbHble HAaXOAATCA B NPO-
Lecce ctpouTenbcTBa. Takum o6pa3om, B oTeyec-
TBEHHOWN apXUTeKType SABUICA apXUTeKTop C
OPUTMHaNAbHbIM NOAXOAOM K MPOEKTUPOBAHUIO
ropoga (B KOTOPOM COEANHUANCL CTWUb ap-AeKo,
NPVEMBI IEHNHIPaACKOW LLKObI, TEMa JNaNeKTUKM
opZepa v TeXHUKW, TeMa Joma-KBapTasia 1 joma-
ropofa C MeraopAepom, AaHb yBaXKeHUs KyMvpam
CepebpsaHOro Beka 1 pycckoro kjaaccuumsma), B
TO e BpeMs MPOAO/IKarOLWNI TPajULIMIO rpajo-
CTpouTenbCTBa B Ayxe HoBoro ypbaHu3ma, HauaTtyro
ATasHueM n ®uannnosbIM.

HoBoe nokoneHue 3apybexkHbIX HOBbIX ypbaHuc-
TOB MOSABWIOCH HEe Ha MyCTOM MecCTe, a B pe3y/ibTate
pa3BUTUA apXUTEKTYpPHOro obpasoBaHus, opueH-
TVPOBAHHOIO Ha TPAAWLIMOHHOE rPafoCTPOUTENLCTBO.
JTO KacaeTcs, B MepByto ovepesb, beHa MNMeHTpuTTa
(p. B 1971 r.), kOTOp®bI cTapwe JlnnrapTa, HO No
CPaBHEHMIO C OTLAMM-OCHOBATENAMW ABUXKEHMUA
Hosoro ypbaHun3ma, kotopble poananch B 1940-50-
X FOAax, OH BCE PaBHO MPUHAANEXWT K CreayroLemy
nokoneHuto. beHgxamuH MeHTPUTT 6bI NO
06pa3oBaHNIO NCTOPUKOM UCKYCCTBA W 3aHMManCa
[EeKOpPUPOBaHMEM MHTEPbepPOoB, HO, KOraa 6bin
yupexaéH VIHcTuTyT apxmuTtekTypbl NnpuHua Yapab3a
(HbiHe kopons Kapna lll), MeHTpUTT 3aKOHUMA ero.
Elwé byayum cTyseHTOM, OH CTan nomorath JlIeoHy
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Kpwve ¢ npoektnpoBaHvem lMayHabepw, 3TalOHHOTO
ropoza ana Mmozenv Hoeoro ypbaHusma. B MayHabe-
p¥ BbL1I0 HECKONBKO «/lePEBEHb» — CAMOZOCTAaTOUHbIX
yacTen, KoTopble CTpOUANCh, HaumHas ¢ 1993
roga no Hacroswee Bpems, n B 2000-x monogom
APXMTEKTOP MPUHAN yyYacTue B X MPOEKTMPOBaHNN.
[MocteneHHO MNeHTPUTT BbIPOC B CAMOCTOATEIbHOTO
apxuTekTopa, u B ero noptdoano BO3HUKIN HO-
Bble rpafjocTpouTesbHble NpoekTbl. Hanbonee noka-
3aTesIbHbl A5 HaLlEel TeMbI ABa U3 HUX — PenBepCxam
B FOxxHOW AHranm n TopHarpeiH B LWoTtnaHaun.

Fopog TopHarpeliH, KOTopbI CTPOUTCA Ha Tep-
putopunun Cesepo-LLUoTnaHaCcKOro Haropbs, B OK-
pyre XauneHs, nobAn3oCcTv OT FOPOACKOro LieHTpa
VHBepHecc, asponopTa 1 xaBes, COCTOUT U3 He-
CKOJNIbKMX CBA3aHHbIX MeXAy coboto fepeBeHb. Haso
OTMETUTb, UTO 3TO MPOUCXOAUT Ha GOHe Kpm3uca B
>KNIOM CTPOUTENBCTBE, CBA3AHHOTMO C TEM, YTO PbIHOK
>KUNbA OCBOEH KPYMHbIMU 3aCTPOMLLMKaMK, KOTOpble
He CTaBAT CBOEW Lie/Iblo MPOEKTMPOBaTh BblAatoLLue-
CA XyZOXeCTBEHHble MPOon3BeAeHNA 1 He 3ab0TATCA O
COOTBETCTBUW CBOEW NPOAYKLMN XapakTepy MeCTHOM
3acTpolikK, a TakxKe npeHebperaroT CTPOUTENILCTBOM
LUKOA ¥ APYron nHGpPaCTPyKTypbl, CNOCODOCTBYHOLLEN
pocty noceneHunii. Flopoackon coset VIHBepHecca
npeanoXun NOCTPOUTb NATb «AePEBEHb» B CTU/E
HoBoro ypbaHu3ma no 1500 gomoB. B kaxzaow. Bnage-
ney 3emaun, 21-1 rpad Mypen nocie NpoBeAEHHbIX
COLMONOTNYECKMX, SKONOTUYECKMX U TPAHCMOPTHBIX
NCCNef0BaHNIN YTBEPAUA PELLUEHNE O CTPOUTE/IbCTBE
HECKOJIbKMX noceneHui obuwmm ynciom B 5000 go-
MOB .

3aecb beH MNeHTpUTT ABMXETCA COBEPLUEHHO B
pycine MacTepOB MepPBOro MOKONEHWUS ABUXKEHMA
HoBoro yp6aHn3ama. OH NpoekTMpyeT Mano3TaXKHbIN
ropog, B COOTBETCTBUM C MpUHUMNamm HoBoro yp-
6aHV3Ma: MONULLEHTPUYECKUI, C NeLlexosHON
JOCTYMHOCTbIO OCHOBHbIX QYHKLMA, C TPEMS Ha-
Ya/bHbIMW LLKONAMK, O4HOW CpefHel LLKOIOW, No-
JNVIKAMHUKOW 1 MarasnHamu, C r1aBHOW yanLen 1
rNaBHOW ropoACKol NioLabto, KOTopas sBAsSEeTCA
MeCTOM BCTpeuun 1 OBLEeHNs XUTeNen, C ABYX-,
TPEX3TaXXHbIMW HenbiMn AoMammn CO CNaHLLeBbIMU
1 YepenuUHbIMK KpbILLaMW, XapakKTepPHbIMUN A5 faH-
HOWM MeCcTHOCTU. ABTOpaMu rpasoCTPOUTEIbHOTO
koza BbicTynuan A. itoann n 3. MNnate-3anbepk,
OTLibI-OCHOBaTeNn ABUXeHWs HoBoro ypbaHu3ma,
aBTOpbl TepMUHa, XapTuu, yupeamntenn KoHrpecca
HoBoro ypb6aHu3ma, kKotTopble Hanmncaau Takme Ko-
Abl Ans coTeH noceneHnin Hosoro yp6aHu3sma, B
TOM YMCNe CaMbIX M3BECTHbIX U KPYMHbIX, U 3TO

ABNAETCA UX N30OpEeTEHMEM, METOLOM, KOTOPbIN
OHW MpenozatoT N BHeApAroT. HekoTopble Yactu
TopHarpeliHa 6yayT nMeTb Hoaee peryaspHyro KBap-
Ta/bHYIO MJaHWPOBKY, @ HEKOTOpPble — Bonee Xu-
BOMMWCHY10. TakvM 06pa3om, Mbl MPUXOAUM K BbIBOAY,
YTO LUOTNAHACKUIA ropos TopHarpenH cooTBeTCTByeT
TPajaVLLUN rPasoCTPOUTENbCTBA, CO3aHHON bonee
copoka /1eT Ha3ag B paMkax ABuxeHus Hosoro yp-
6aHun3ma.

[Jpyron npoekt beHa MNeHTtputTa B COegMHEHHOM
KoponeBCTBe ropa3so 6o1ee MHHOBALMOHHbIN.
®onn Yotepcaing npeacrasaseT coboi noceneHve
Ha tore AHrauu, Ha 6epery Jla-MaHLua, Ha MecTe 6biB-
e anekTpoctaHummn ®onn. M3HavanbHO B cO34aHUK
MacTep-naaHa NpUH1MaM yyacTue rpasocTponTessb,
ocHoBaTtenb Hosoro ypbaHu3ma JleoH Kpue, a Takxe
KvMm Ynnkn, nangiadTHbIA apxuTekTop. 34ech 3ady-
MaH NpPUBPEXHBIN TOProBbI FOPOA C MAOTHOW He-
BbICOKOW 3aCTPONKOW 13 OTAE/bHO CTOALLNX JOMOB
W TayHXayCoB, LLeHTPabHOW NJIOLaZbto, K KOTOPOW
npuMblkaeT 03epo 1 kaHan. ObpaluaroT Ha cebs BHK-
MaHVe /iBe BbICOTHblEe JOMUHAHTbI B 3TOM ropoje.
OgfHa U3 HUX — AeBATMITaXKHas bGallHs, BeHYatoLWwas
>KWOM JOM Ha 1aBHOW rOPOACKOW NOLWaAu, C AB-
HOW OTCbINKOW K Heoknaccuke XX Beka. B apyron
4yacTW ropoga niaHnpyeTcs 34aHne Co WNUAem B
xapakTepe netepbyprckoro AgmMupantencTea uim
MockoBCcKoro CeBepHOro pe4yHoro Bok3sasna .

Mpexze BbICOTHblE HBallHW He Bbln Xapak-
TepHbI Ans 3apybexxHbix npoekToB HoBoro ypba-
HU3Ma. NocKoNbKy M3HaYaNbHO OLHUM 13 aBTOPOB
®enBepcxema aBnsetcs JleoH Kpue, 1 Tak Kak 3T10T
BblAatOLLMNCA NpeacTaBuUTeNb HoBOro ypbaHmama
3aMeTu NPOoeKTbl POCCUNCKOro apxmTekTopa Cre-
naHa J/lunrapTa Ha noptane «Apxutektypa Poccmm»
N peKoMeHA0Ban UX K Nybankauum B XXypHase Jour-
nal of Traditional Building Architecture and Urbanism
, TAe OHW N HaneyaTaHbl, TIOTMYHO NMPEANONOXMNTb,
YTO MacwTab M BbICOTHOCTb PYCCKMUX MPOEKTOB, MNX
BAOXHOBNEHHOCTb Heoklaccukon XX Beka, npou3se-
2N BNeyaTt/ieHne Ha OTLa-0CHOBaTe A 3apybexKHoro
Hosoro yp6aHusma. MNMoseneHne B roposae donau
Yotepcaing AeBATUITAXKHOW BbICOTHOW BallHW B CTWAE
HEeOK/1aCCMKK, Yero paHblue B npoekTax Kpue He
ClyYyanocb, MOXHO PacLEeHUTb KaK BAWSHWE PYCCKOM
NvHuM HoBoro ypbaHnama Ha 3apybexxHyto.

TpeTuin Nnpumep, NokasaTeNbHbIA ANa Xa-
PaKTepPUCTUKM HOBbIX TEHAEHLMI B ABMXKEHUM Ho-
BOro ypbaHuama, — 3To TBOPYECTBO HEMELLKOTO
apxutekTopa CebactnaHa Tpeese. Tpeese poanncs
B 1977 roay, poc B MailHLe, B KaToNMUYECKOM pe-

rmoHe lepmMaHum, cpeamn roTMYeckom n pOMaHCKOn
apXMUTEKTYpPbl, UTO OKa3ano BAUSHME Ha ero ¢op-
MUpPOBaHVe 1 BMeCTe C ero GpaHLy3CcKMMMN Kop-
HAMMW MpesonpeAennno nHTepec K TPaanLNOHHON
apxutekType. B bepAMHCKOM MHCTUTYTE UCKYCCTB
€ro yuntensiMm 6biin He Uyx/ble Heoknaccuke ap-
xutektopbl NaHc Konbxodd n Kpuctod 3aTttnep
(61m3Kkmi aBUKeHWO HoBoro yp6aHuama). B 2011
rogy, ocHoBaB cBoe 6topo Sebastian Treeze Ar-
chitekten, monogon npodeccnoHan NpucTynua K
aKTUBHOMY MPOEKTUPOBAHMIO LOMOB W KBapTaloB
B bepavHe, Fambypre, toccenbaopode.

Ye B paHHMX paboTax obHapyxmacs ero
WNHTEepPEC He TO/IbKO K K/1aCCUYECKON apXmUTEKTYpe,
Ho n k nepuogy 1920-x, korga B l'epmaHum cyLec-
TBOBAJIO ABWXEHNE «HOBas BeLLLeCTBEHHOCTb» (40M
Ha Dm3epwTpacce B bepanHe). HekoTopble KOH-
AOMWHNYMbI, NOCTPOEHHble B bepanHe, oTcbinatoT
K HEMELLKOW NMPOMBbILLJIEHHOW apXUTeKType NepBom
TpeTn XX Beka (kak goma Ha paridser B Obepkac-
cene, npegMectbe [roccenbaopda). NocreneHHo,
ocobeHHo nocne nonyyeHus MNpemun dpuxayca B
2021 roay , Tpee3e cTann 3aka3biBaTb BCE Honblue
KBapTanoB, B TOM Uncie B APYrux cTpaHax. Ecan
paHblLie OH MPOoeKT1poBan yanuy AxeHbaxwiTpacce
B [toccenbnopde B fyxe aHIAMNCKMX KPACHOKMPIINY-
HbIX TayHxaycoB ¢ 3pkepamu (2014-2016), To no3aHee
nepeLuén kK 6onee cMenbIM PeELLEHVAM B Jyxe ap-Ae-
KO M faxke C BbICOTHbIMW aKLLeHTaMK, BbIXOAALLMMU
3a paMKu TPAAWLMOHHOIO NCTOPUYECKOrO ropoga.
Tak, Bo dpaHuy3sckom ropoge lNMyto Tpeese co3zgan
aHcambsb JOMOB MOJA Ha3BaHWEM «IKOKBapTan
[e bep>xxep». YeTblpe 3a4aHMA C KOMMeEPYECKUMMU
bOYHKUMAMM Ha NepBbIX 3TaXax Obln CNpoeKkTn-
pOBaHbl B KOHTEKCTE CYLLECTBYHOLLLErO MacTep-naaHa,
B pamkax nepsoli ouepean ctpouTenbctea. OgHo
N3 HUX NMpeACcTaBAseT coboM BbICOKY 14-3TaxHYyHo
6allHIO C TUMUYHON ANs CTUAS ap-Aeko dopmon
KPbILW, CBA3AHHYO C KOHKPETHbIMW NPOTOTUMNaMMW:
310 Kasa genna MepuanaHa B MunaHe 1 paboTsbl
Pozapvo Kanaennsl 8 Hoto-Viopke. Tpu 6onee HI3KiNx
LLIECTUITaXHbIX 4OMa CMPOEKTUPOBaHbI B 0ObIYHOM
MacwTtabe ncTtopmyeckoro ropoga, ¢ NnpuMeHe-
HUEM TPAAVNLIMOHHOW TEXHUKM KaMEHHOMN KAaAKu
(obpalueHne K TPagULMOHHbBIM CTPOUTENBbHBIM
TEXHOIOTUAM TUMUYHO Ans Tpeese n Ana 3anaj-
HoeBponenckoro Hosoro ypbaHusma B Lie0M), B
BbICOKOW HalliHe MCno/ib30BaHbl 6onee 0bbIYHbIe
Xene30b6eToHHble KOHCTPYKLMW. [oaykpyraas yavua
yCUAMBaET ApamMatinyecknin 3ddekT npu ABnXKeHUN
OT CPeHWX JOMOB K BbICOTHOMY aKLeHTy. Bo BTopoW
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ouepesmn CTPOUTENLCTBA K NepBOK HallHe 106aBAT
CUMMETPUYHYIO, 1 OHWM 06Pa3yHOT «NPOMUaen» Npwu
BXOZe BO /BOP 34aHuA C NATUYro/bHbIM NaaHoM. Ha
MPOTUBOMOJIOXHOM KOHLE ;BOPa UM OTBETUT TPETbA
6awHa. ObpasyeTca AOBONBHO MOHYMeHTaNbHasA
KOMMNOo3u1LMsA cBoeobpa3HoO KpenocTu. Takmx B
nepBOM MOKOJEHUN 3anagHoeBponenckoro Hoso-
ro ypbaHusma He BcTpeyanocb. A BoT B Poccum
MOHYMeHTabHbIX aHcambel B TpaAWLMOHHOM rpa-
AOCTPOUTENBCTBE AOBONLHO MHOTO, B YaCTHOCTY,
TPW NATUYTONbHbIX B NiaHe kopnyca XK «Aprocto»
Makcrma AtasiHua B [MeTepbypre.

PaccmoTpeB npousseseHna MONOAOrO NOKO-
NeHna Hosoro ypbaHusma Ha npvmMepe poCccuinckmx
1 3apybe>kHbIX NPOEKTOB, Mbl MPULLAN K BbIBOAY,
YTO B HWX MPOCAEXMNBAKOTCA HOBbIE TEHAEHLNN, a

WMEHHO: MHTEPEC K TEXHUKE N BKIIOUEHUIO €€ B
APXMTEKTYPHYHO 0OPa3HOCTb B AMaNeKTUYECKOM Cria-
BE C KJ1acCMYeCKUM OpAEePOM, YUTO OCOBEHHO APKO
nposeasercs B pabotax CtenaHa J/lunrapta; pabota
C MOTMBaMU CTUAA ap-AeKO 1N NMPOMbILLNEHHOW ap-
XUTEKTYPbI; CTPeMAEHNEe K Honbllen MOHYMeH-
TaAbHOCTU, BAOXHOB/EHHOE HeoKJlaccukom XX
BeKa. JTa NoCaeAHAs TEHAEHLMA XapakTepHa 1 ans
npowv3BeseHuI cTapLlero NoKoleHNs POCCUNCKOM
NMHUKM HoBoro ypbaHu3ma. YunTbiBasi Haanume KOH-
TaKToOB, NyOAMKALMIA N NPOYNX NEepPeceYeHNi, MOXHO
roBOPUTb O BAUAHUW POCCUIACKOM NMHUKM HoBOro
ypbaHu3Ma Ha 3apybexHblX MacTeposB.
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ARCHITECTURE AND PUBLIC ART OF JIANGXI CITY
MUSEUM

Summary: A museum is a public space with cul-
tural, historical, educational and artistic functions,
created in the process of human social civilization
development. It not only has rich and unique material
and cultural content but also assumes the function
of diffusing the achievements of human civilization,
as well as promotes the exchange of ideas and emo-
tional communication between people. As an impor-
tant platform for showcasing the cultural potential
of different regions, a museum has become the sub-
ject of the study: how to integrate local peculiarities
into public art design in order to create a museum
with distinctive features. The study considers how
to achieve balance between public art, architecture
of a building, and collections in local museums. The
article summarises the features of various design
techniques with the prospect of introducing new el-
ements into architecture of a building through the
use of local cultural specifics, forms of public art dif-
ferent from Western architectural design. This will
add new charm to the building, arousing viewers'
interest and interacting with local culture specifics.
From a regional point of view, elements of tradi-
tional Chinese houses are introduced into the mu-
seum design for the purpose of bringing it closer
to the beauty of natural landscapes; modern meth-
ods are used for transforming this folk cultural her-
itage in order to better reflect the characteristics of
our country's traditional folk culture and enhance
national identity and historical significance; analysis
and display are carried out from the perspective of
modern aesthetics, and works from different periods

and styles are compared based on the museum char-
acteristics and the environment. When constructing
local museums, we should follow the people-orient-
ed principle, make full use of the value of cultural
relics, respect historical documents and inherit na-
tional cultural traditions; at the same time, we must
pay attention to the protection of existing intangi-
ble cultural heritage projects, strengthen the pro-
tection of cultural properties, relics and ensure the
safe operation of museums. In addition, the issue
of sustainable development and achieving harmony
and order must be taken into account to meet the
needs of the public. At the same time, the problem
of protecting famous historical and cultural regions
in our country is explored from a macro perspec-
tive for the purpose of more effectively facilitating
preservation, study and inheritance of outstanding
Chinese traditional cultural heritage.

Keywords: regional museum, structure, public
art, Jiangxi City Museum.

In history, each building is closely connected with
the traditional culture and philosophical ideas of its
people. Chinese traditional architecture has long
been deeply imbued with cultural features, such as
totems symbolising the unity of heaven and man,
the balance of yin and yang, as well as good luck
and prosperity. These concepts are considered as
key ideas in architectural design. With the develop-
ment of Chinese economic reform, the traditional
styles of Chinese architecture have been deeply in-
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fluenced by Western culture. Under the conditions
of misunderstanding and misperception of Western
culture, many continue to adhere to Western styles
of architecture, such as cubic forms and European
styling seen everywhere in big cities. In the current
context of active support for the revival of national
culture and the construction of the future with a na-
tional flavour, local museums, as important carriers
of urban culture, should become a symbol and plat-
form for demonstrating the unique culture of the re-
gion. When designing public buildings intended for
the exhibition of traditional local culture, we must,
while meeting practical needs, integrate elements
of regional flavour and traditional cultural essence,
so that the local museum building could showcase
the rich local culture and express its unique appeal
and characteristics.

1.Public Art and its Important Role in Museums

It is said that in order to gain a deeper under-
standing of a city's culture, one first needs to visit
local museums. A museum is not only a public in-
stitution that showcases local culture but also a cul-
tural carrier bearing the history and characteristics
of the area. It is a key site for the transfer, innova-
tion and preservation of nation'’s culture, as well as a
gathering place for regional cultural features. Public
art occupies an important place in museum archi-
tecture, being the core of the museum space. From
a museum construction perspective, public art not
only adds national characteristics to a building but
also imbues it with richer cultural content, thus, in-
creasing the recognition of the museum's architec-
ture. While a local museum is seen as representative
of regional culture, public art is seen as a cultural
symbol of the museum building, representing the
overall cultural depth and quality of the museum.
The way this art is developed, successfully or un-
successfully, directly affects how widely the build-
ing will be accepted by the public. From the point
of view of cities with regional characteristics, pub-
lic art in museums not only reflects public opinion
about the culture of the city as a whole but also
plays an important role in shaping the cultural at-
mosphere, improving the quality of the city, creating
a new city image and protecting cultural diversity.

2. Various Relationships that Require Proper At-
tention at the Design Stage
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Museum public art design is a specific artistic
project covering architecture, sculpture, social struc-
tures, navigation, landscape, regional culture, and
many other aspects. During the design process, in
addition to paying attention to the core values of
public art, it is also necessary to deeply analyse and
properly manage interactions with relevant fields so
as to ensure the potential value of public art is fully
realised. Next, we will consider the design of public
art for the Jiangxi City Museum in Jiangxi Province
to further explore the close connections between
public art, the building, and the museum's exhibits.

2.1. On the Relationship with Main Architecture

The design of public art in a museum should es-
tablish a harmonious and mutually beneficial rela-
tionship with main architecture. The building not
only serves as an expression of public art but is also
part of it culturally. Public art requires an in-depth
analysis of the building, an understanding of its de-
sign aims and individual customization to suit the
specific conditions. It is the only way to create har-
monious public art that complements the architec-
tural form and enhances the cultural content of the
building. During the design process, it is important
to respect the existing architectural structure, col-
ours and materials; after that, based on them, carry
out additional design work to enhance the region-
al cultural significance of the museum.

The design of the Jiangxi City Museum building
is highlighted by excellent functional composition
and interior space design. Additionally, it provides
multiple entry points for public art design, such as
architectural signs, external decorative elements,
textured entry walls, and exterior stairwell spaces.
In public art design, the shape and size aspects of
these elements need to be carefully analysed and
discussed.

2.2. On the Relationship Between Exhibits in the
Museum

Museum exhibits provide cultural context for the
building's public art creativity, and these public art
pieces represent artistic enhancements to the muse-
um's internal collections. The design process requires
a deep understanding of the museum's collections
and highlighting the cultural symbols and images
associated with them, and then innovatively com-
bining them with the local cultural context. Muse-

um exhibits focus on representing culture, while
public art is closer to the building decoration. Thus,
the number of exhibits should be small and refined,
whereas their content and style should match the
collections within the museum, extracting the es-
sence from them. Not only is this an accumulation
of culture, but it also creates a strong sense of inter-
est and desire for knowledge among visitors when
viewing the building's exterior, which in turn encour-
ages deeper immersion into the history and cultur-
al heritage of the museum'’s collections.

3. On the Unique Nature of Public Art Design
in the Museum

In the process of creating the public art design
of the Jiangxi Museum building, the author iden-
tified several common features of the public art of
the building.

3.1. Cultural and Territorial Features

As a form of cultural art, public art essential-
ly emphasises the representation of works of local
culture. Only public art with unique features can be
more dynamic. Placed in a local museum building,
public art should highlight the depth of the muse-
um's culture and enhance the symbolic meaning of
the cultural building. Formerly known as Liuling, Ji-
angxi is an ancient city with a history of thousands
of years. Minds flourished here, culture developed;
it was known as the "Eight Views of Ancient Liul-
ing", testifying to the prosperity of Jiangxi history
and culture. At the entrance to the building, a dec-
orative relief was created based on the "Eight Views
of Ancient Lyuling". Using modern techniques, the
reliefs of Liuling's mountain and river landscapes
were skillfully connected through cloud patterns
and water waves, thereby demonstrating Liuling's
deep cultural roots. On the building's exterior, six-
ty window-shaped reliefs were designed, inspired
by the local Liuling stone window culture. The art

Ill. 1. The Jiangxi Museum. Source: author's photograph, 2020..

e il -

7Ill. 2. Relief column of the Jiangxi Museum. Source: author'§
photograph, 2020.

ancient totems and folk symbols of good luck into
the stone, becoming the embodiment of people's
desire to live in peace and happiness’

3.2. Original Form

Public art is a form that emphasises sculptural
art. From a certain point of view, the form of an art-
work plays a decisive role in its success. Therefore,
the reconstruction of the facade decoration must
be combined with the local cultural context. Inno-
vation and reconstruction within the existing de-
sign play a key role in this decor. For example, the
relief columns of the Jiangxi Museum were origi-
nally intended simply for decoration and did not
carry much practical meaning. We turned five Chi-
nese hieroglyphs, meaning "Jiangxi City Museum”,
into large high-relief patterns in the form of seals
(see Figure 2). From a distance, it appears to be a
relief pattern; however, upon closer inspection, it
becomes clear that it is the "Jiangxi City Museum".

On the side, taking into account the design of
the font, the design of large reliefs was used. This

1. Diao Shanjing: Liuling Stone Windows. -Hefei:Huangshan
Publishing House, 2007. Pp. 13-14.
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Ill. 3. Hanger with a groove and a tenon on the top floor of the Jiangxi Museum building. Source: author's photograph, 2020.

design is macro-level oriented and emphasises the
overall cultural atmosphere of the Jiangxi City Mu-
seum. From rough to fine, from detail to whole, the
relief columns have become the most prominent fa-
cade space of the museum. This design makes the
facade space more iconic and visually impressive
based on its original design.

3.3. Functionality and Artistry

The core of a building can be described in three
aspects: spatial composition, functionality and ar-
tistic value. The building aesthetics and its practi-
cality are inextricably linked; those designs that
impress also make functionality the focus of atten-
tion in aesthetic terms. In buildings dedicated to
culture, such as museums, the combination of aes-
thetics and functionality becomes key. In addition
to expressing the cultural character of a building
through cultural decoration in certain areas, the de-
sign of functional devices also becomes an ideal
choice for public art creativity. Functional building
elements such as railings and signage are integral
components. In order for the museum to become
a unified cultural space, it is necessary to provide
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artistic processing based on practicality, realising
the "beauty of functionality”? .

In the field of public art, the design of the rail-
ings on the sides of the stairs in the Jiangxi Muse-
um was included in the overall design concept, and
railings with a curved profile were created. In order
for the railings to serve a protective function, the
scrolls were engraved with shallow reliefs to reflect
the Jizhou kiln culture, seamlessly combining with
the cultural and decorative functions. It not only
brings a unique visual experience and creates a rich
cultural atmosphere but also complements the ba-
sic functions of the building.

3.4. On the Versatility of Space

Public art is a manifestation of spatial art that
shapes creative forms in public space, displays cul-
tural concepts aimed at a wide audience, makes the
most of space, and expresses a unique language of
form3 . As an important spatial medium for pub-
lic art, the museum building design must take into

2. Yang Xiao: Architectural Public Art Today. -Beijing: China
Electricity Publishing House, 2008. P. .51.

3. LilJiansheng: Public Art and Urban Culture. -Beijing: Beijing
University Press, 2012. Pp.131-132.

account the shape of the space to ensure it match-
es the shape of the building. Design must interact
with architecture, creating public art and avoiding
the monotony of the form of public art space due
to its standardisation. The use of large-scale empty
space above the building's entrance, which result-
ed in the formation of an internal courtyard space
in the three-storey part of the building, is one of
the outstanding design features of the Jiangxi mu-
seum building. Taking into account the uniqueness
of such space, a special design for public art was
developed, and a system of hanging elements was
created at the top of the building (Figure 3). As part
of the design project, we used elements of the Of-
ficials' Gate with strong local features from Taizhen
Village and Shukuo Village. These elements showcase
Jiangxi culture; unique architectural symbols have
been abstracted and refined using modern design
techniques to achieve harmony with the building's
form. The shape of arches from top to bottom creates
a strong visual impact in spatial design. Considering
the building's structural mechanics requirements, we
made full use of the building's space and added di-
versity to the museum's public art space.

3.5. Innovative Opportunities in Technology

Technology and design complement each other,
and innovation in contemporary design usually oc-
curs primarily in the field of technology, especially
in the field of public art, where the introduction of
elements of technology allows the public and crea-
tive characteristics of the work to be fully revealed.
In public art design in museum buildings, if tech-
nology is used wisely, it can effectively convey an
artistic experience that is different from static works
of art such as traditional sculpture or relief. The de-
sign of public art on the gate of Jiangxi Museum
became the highlight of the entire building (Figure
4). The design of the gate is based on abstraction
and refinement of the main element - bamboo pa-
per. Sensor devices are built inside the gate, which
allows the bamboo paper to automatically open
or hide at certain times. Once these elements are
rolled up, visitors can enter the museum through
"bamboo paper" representing a cultural entrance.
When the bronze bamboo paper is unrolled, the
motto of the Jiangxi Museum is displayed, showing
visitors the deep cultural meaning, and the "gate"
transforms into a cultural wall. In the field of pub-
lic art creation, technology has become an integral
part, introducing innovative elements into artistic

Ill. 4. Entrance gate to the Jiangxi Museum building. Source: author's photograph, 2020.
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works and making a theme which may seem dull
more lively and interesting.

Summary

A city is a confluence of many cultures, each
city has its own unique territorial cultural basis, and
buildings are a direct manifestation of the essence of
urban culture. When designing public art for build-
ings, we must base on the unique culture of a given
region or people, fully consider the functionality of
the building, and take full advantage of the unique
benefits of public art to ensure a perfect representa-
tion of the area and local culture of the building.
At present, in the urban construction of our coun-
try, there are still many overly conventional build-
ing forms, which becomes a challenge that cities
must face. Therefore, using public art design tech-
niques to reimagine the appearance of buildings
in order to give them new life is necessary. Public
art design has unique and unmatched benefits and
characteristics in the field of construction. Energy

saving and environmental protection can not only
extend the life of a building and improve its per-
formance but also preserve the traditional city cul-
ture. By transforming building appearance, we not
only gain new ideas for building design but also
provide new methods for combining buildings and
public art, allowing us to more clearly recognize the
enormous potential of a building in today's econ-
omy and society, as well as provide a more active
role for public art in the development of the city.
A building is not only a manifestation of ideas and
innovation in design; it combines the spirit and cul-
tural heritage of the place, especially when the build-
ing is given the meaning of a symbol of culture and
identity. We hope to see more buildings with local
flavour in modern cities, especially those that are
representative public buildings. Therefore, finding
a way to create public art, which ideally combines
territorial culture and modern construction, refor-
matting and further re-equipping cultural institu-
tions have become an imperative task.
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APXUTEKTYPA U MABJIK-APT
MY3EA TOPOAA U3NAHCHU

AHHomayua: My3ein — ocobas dopma, cozgaHHas
B NpoLiecce pa3BUTUSA YeJOBEYECKOW COLMaNbHOM
umBmamsaumm. OH He TONIbKO HecéT B cebe bora-
TO€ U YHUKalbHOE MaTepuaibHOe N KyAbTypHOe
cosepKaHue, HO 1 BepéT Ha cebs PyHKLMIO pac-
NMPOCTPaHeHUs AOCTUXEHWIN YeSIOBEUYECKON LNBM-
Nn3aumm, a Takke MOXeT CnocobCcTBOBaTb O6MeHY
NAESAMM N SMOLMOHaNbHOMY 0bLeHuo atogen. My-
3eli Kak BaxkHas niatdopma A/is AeMOHCTpaL M
Ky/IbTYPHOTO MOTEHLMaNa pasinyHbIX PETMOHOB
CTan 06bEKTOM UCCIEA0BaHMSA — Kak MHTErpUpoBaThb
MEeCTHble 0COBEHHOCTU B OOLLECTBEHHbIN AW3aliH
WNCKYCCTBA, UTOObI CO3AaTb My3el C XapakTepPHbIMM
yepTamu. B faHHOM nccnegoBaHnM 06Cy>KaaeTcs, Kak
J0CTUb BanaHca Mexzay ObLLEeCTBEHHBIM UCKYCCTBOM,
APXUTEKTYPOU 34aHUsA U KONNEKLUAMU B MECTHbIX
My3esx. B cTaTbe pe3toMupyoTcs 0COBEHHOCTH
Pa3NNUHBIX TEXHUK AM3aliHa C MEePCNEKTUBON BHE-
APEHMs HOBbIX 3/IEMEHTOB B apXUTEKTYpY 34a-
HWS Yyepes3 MCMNOoAb30BaHME MECTHOW KyNbTypPHOM
cneundunkn, Gopm obLLECTBEHHOTO UCKYCCTBa, OT-
JNYHBIX OT 3aMafHOro apXMTEKTYPHOrO An3aiiHa. 910
Nno3BoNT A06aBUTb 3ZaHUKO HOBOE OYapOBaHWUe,
BbI3blBasi UHTEPEC 3pUTeNEl 1 B3aUMOJENCTBYS C
LYyXOM MeCTHOM KybTypbl. C perMoHanbHOM TOYKHM
3PEHUS, 3NeMeHTbl TPaANLIMOHHBIX KUTaNCKNX JOMOB
BHEAPEHbI B AN3aiiH My3esi, UTO6bl NPUBAN3NTL ero
K KpacoTe NpupoaHbIX NaHALWAadTOB; COBPEMEHHbIE
METO/bl MCMONbL3YHOTCA AN Npeobpa3oBaHWs 3T0-
ro HapOAHOro KyJbTYPHOrO HacneAus, YTobsl
Nydlle oTpaXkaTb OCOBEHHOCTU TPaANLIMOHHOM
HapOAHOW KyNbTypbl Hallen CTpaHbl 1 NOBbIWATb
HaLMOHabHY CaMOBbITHOCTb U UCTOPUUECKYHD
3HAUMMOCTb; aHa/IN3 U AEMOHCTPaLLA NPOBOAATCS

C TOYKM 3PEHUS COBPEMEHHON 3CTETUKM, @ paboTbl
pa3HbIX MEPUOAOB U CTWUEN CPaBHUBAKOTCA Ha OC-
HOBE XapaKTepuCTK CaMOro My3es U OKPY>KatoLLen
cpegabl. Mpun cTPOUTENIbCTBE MECTHBLIX MY3€€B Mbl
LOJKHBI Clef0BaTb MPUHLMMY «OPUEHTUPOBAH-
HOCTM Ha NtoZAeN», B MONHOW Mepe MCMob30BaTh
LEHHOCTb PeCcypCoB KyJbTYPHbIX PEVKBUIA, yBa-
XaTb UCTOpPUYECKME JOKYMEHTBI U HacaeAoBaTb
HauuMoHaNbHble KYAbTypHble TPAAULUM, U B TO Xe
BpeMs yAensaTb BHMMaHVe 3allimTe CYLLeCTBYHOLLNX
NPOEKTOB HEMAaTEPWabHOTO KybTYpPHOrO HaceAus,
YCUNMBATL OXPaHy KyJAbTypPHbIX LLEHHOCTEH, PeNKBUA
n obecneumBaTb 6e30MacHyto paboTy My3ees.
Kpome Toro, He0bX0AMMO yUmnTbIBaTb BOMPOC yC-
TONUYMBOTO PA3BUTUA U AOCTUXKEHUSA TaPMOHUN
n NopszKa, UTobbl Y40BAETBOPUTb NOTPEBHOCTU
obuecTBeHHOCTU. B TO e BpemMs ncciegyetcs
npob6aemMa 3alWmnTbl UIBECTHbIX UCTOPUYECKUX U
KyJbTYPHbIX PETMOHOB B Hallel CTpaHe C TOUKM
3peHns MakpomnepcnekTMBeI, C Liesibio Hosee 3¢-
bEKTUBHOTO COAENCTBUA CNACeHUIO, U3YUEHUIO U
Hac/eZ0BaHMIO BbIAAOLLErOCs TPAAMNLMOHHOIO KM-
TaliCKOro Ky/IbTYPHOTO Hacaesms.

KntoueBble cnoBa: My3eit permoHa, CTpoeHue,
06LLecTBEHHOE NCKYCCTBO U My3eli ropoga LiznaHcw.

B nctopun kaxzgoe 3gaHve TECHO CBA3AHO C
TPaAVLIMOHHON KyNbTypol 1 ¢unocodbckumm nae-
MW CBOEro Hapoga. Kutarickas TpaguuMoHHas
apxXuTeKTypa LOAroe Bpems riyboko BnvTbiBaia B
cebsa KyNbTypHble 0COBEHHOCTH, Takne Kak ToTeMbI,
CUMBOJIN3MPYIOLLME eANHCTBO HEBEC 1 YeNnoBeka,
HanaHC fH 1 MHb, a TakXKe yauy v NpouBeTaHue. ITn
KOHLIENLMM paccMaTpUBAkOTCA KakK KAtoUeBble naeun
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B apXMTEKTYpPHOM Au3aliHe. C pa3BuTMeM npoLiecca
pedopmM n oTKpbITOCTU B KnTae TpagnLMOHHbIe
CTUAN KUTACKOW apXUTeKTypbl NOABEPTANUCH T1Y-
60OKOMY BO32€eMCTBUIO 3aMnajHON KyabTypsbl. B yc-
JIOBUAX HEAOMOHUMAaHNSA 1 HEBEPHOTO BOCMPUATUS
3anajHoM KyAbTypbl MHOTME MPOAOXKAKOT NPU-
AepXX1BaTbCA 3anajHblX CTUNEN B apXUTEKTYpe,
Taknx Kak kybuueckme Gopmbl U CTUAN3ALUS MOA
€BPOMNENCKMIA CTUIIb, UTO MOXHO YBUAETb MOBCHOAY B
60/bLlLUMX FOpPOAax. B TekyLemM KOHTEKCTe aKTUBHOW
MOAAEPXKKN BO3POXKAEHUS HALLMOHANBHON KyAbTypbl
N cTpouTenbcTBa HyayLlero ¢ HalMoOHaAbHbIM
KOJNIOPUTOM MECTHbIE My3eu, Kak BaXKHble HOCUTENN
rOpOACKOW KyAbTYpbl, AOMKHbI CTaTb CUMBOJIOM U
MOLLAAKOM s AEMOHCTPALIN YHUKANbHOW KybTypbl
pervoHa. MNpu NpoekTUpPoBaHUM OBLLECTBEHHbIX
34aHUIA, NpeHa3HaYeHHbIX 4151 BbICTAaBKM 3KCMOHATOB
TPAANLMOHHOM MECTHOW KYAbTYypPbl, Mbl LOJIXKHbI,
yAOBNETBOPAS NpakTnyeckme noTpebHOCTH, NHTe-
rPUPOBaTb 3/IEMEHTLI PETMOHAIBHOMO KOopUTa U
TPaAVLMOHHOM KYNbTYPHOW CYLLIHOCTW, UTOGbI 34aHne
MeCTHOro My3esi MOFJ10 ieMOHCTPUpPOBaTh boraTyto
MECTHYHO KyJIbTypY, BblpaxkaTb €€ YHUKaNbHYH Npu-
B/JIeKaTeNbHOCTb 1 OCOBEHHOCTM.

1.06LLeCcTBEHHOE NCKYCCTBO W €ro BaXKHas poib
B My3esx

FoBOPAT, UTOObLI rNy6XKe MOHATb KYyAbTypy
ropoAa, CHavasna Hy>KHO NMOCeTUTb MECTHbIe My3eW.
My3eli — 3T0 He TOIbKO OBLLLEeCTBEHHOE YUpexaeHue,
[AEMOHCTPUPYIOLLLEe MECTHYHO Ky/IbTypY, HO U KyJib-
TYPHbIN HOCUTENb, HECYLLUIA B cebe UCToputo n
0COBEHHOCTM MEeCTHOCTU. TO K/IKOUEBOE MECTO A1
nepeAayn, MHHOBALMI 1 COXPaHEHWS KY/bTypbl Ha-
LuK, a Takxke Mecto cbopa pernoHasbHbIX KyJib-
TYPHbIX 0cobeHHocTeln. ObLecTBEHHOE NCKYCCTBO
3aHMMaeT BaXXHOe MeCTO B apXuUTeKType My3ees,
ABAAACH AAPOM MPOCTPaHCTBa My3es. C TOUKM 3peHNs
CTpOUTENBCTBA My3eeB, 0bLLeCTBEHHOE UCKYCCTBO
He TOJIbKO MPUAAET 34aHNI0 HaLMOHabHble Yep-
Tbl, HO TaKXe HanoJHseT ero 6oaee 6oraTbiM KyJib-
TYPHBIM COZEep>KaHneM, NoBbiLlas TakuM obpasom
y3HaBaeMOCTb apXMTeKTypbl My3es. ECin MecTHbIV
My3el paccMaTpmMBaeTcs Kak npeactaButesb pe-
TMOHaNbHON KyNbTypbl, TO 06LLECTBEHHOE NCKYCCTBO
paccMaTpuBaeTCcs Kak Ky/lbTyPHbIA CUMBOA 34aHNA
My3es, NPeACTaBAAIOWNI OBy KYAbTYPHYHO
rNy6uHy 1 KayecTBo Myses. Kak ycrnewHo nam He-
yZauHo bysaeT pa3paboTaHO 3TO UCKYCCTBO, He-
MOCPEeACTBEHHO BJIMSET Ha TO, HACKOJIbKO LIMPOKO
37O 34aHne ByaeT NPUMHATO 06LecTBeHHOCTbIO. C
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TOYKWN 3PEHMA TOPOAOB C PErMOHaNbHOM Cneym-
bnkon, obLecTBeHHOE NCKYCCTBO B MYy3efiX He
TOJIbKO OTpaXkaeT 06LLEeCTBEHHOe MHEHWE O Ky/lb-
Type ropoja B Le/IOM, HO TakXKe UrpaeT BaxkKHYro
poab B GOPMUPOBaAHUM KyAbTYPHOU aTMochepbl,
MOBbILLEHMW KayecTBa roposa, CO34aHnN HOBOTO
obavka ropoga 1 3alnTe KyabTypPHOro MHOroob-
pa3us.

2. PaznnuHble OTHOLLIEHWS, TpebyroLL e JOIKHOro
BHVMMaHMA Ha CTajuu NPOEKTUPOBaHWS

[wv3aliH obLLecTBEHHOTO NCKYCCTBa My3es npej-
CTaBAseT cobon cneumduyeckmii XyJ0XKeCTBEHHbI
NPOEKT, OXBaTbIBAIOLLMIA apPXUTEKTYPY, CKYAbNTYpPY,
0bLeCcTBEHHbIE YCTPOWCTBA, HaBUraL Mo, naHAwadT,
pernoHanbHy KyabTypy U MHOTUE ApYyrie acnekTbl.
B npouecce npoekTMpoBaHus, MOMYMO BHUMaHUS,
YAEeN1eMOro OCHOBHbIM LLeHHOCTAM O6LLEeCTBEHHOTO
NCKYCCTBa, Takxke He0bXOoANMO r1yHboKo aHaan3m-
poBaTb 1 AOJXKHbIM 06pPa3oM ynpaBaATb B3aMMO-
[EeNCTBUEM C COOTBETCTBYHOLLMMU 061aCTAMM, UTOObI
obecneynTb NOJHOE PacKpbITME NOTEHLNANBHON
LLeHHOCTN ObLLeCcTBEHHOro nckyccTea. anee mbl
paccMOTPUM AM3aiiH 06LWEeCTBEHHOrO MCKYCCTBa
4Nna myses ropoga LsnaHcm B nposuHumnm Li3aHcn,
yTObbI HONEE NOAPOBHO NCCNeLOBaTb TECHBIE CBA3N
Mexay 06LLeCTBEHHbIM UCKYCCTBOM, 3Z4aHMEM N 3KC-
noHaTamu my3es.

2.1. O B3aMMOCBA3M C OCHOBHOW apXUTEKTYpOU

[un3aliH obLWwecTBEHHOIO NCKYCCTBA B My3ee
JOJKEH yCTaHaBAMBaTb raPMOHMUYHbIE U B3aUMO-
BbIFOZHble OTHOLLUEHWUS C OCHOBHOM apXMUTEKTYpPOM.
34aHVe He TONbKO CAY>XXUT GOPMON BblpaxKeHMUs
06LL,EeCTBEHHOIO UCKYCCTBa, HO M ABNAETCS €ro YacTbio
B Ky/IbTYPHOM OTHOLUeHUWN. OBLLLEeCTBEHHOE UCKYCCTBO
TpebyeT rnyboKoro aHanv3a 34aHus, NOHVMaHWSA ero
[N3aVHEPCKUX LieNer 1 MHANBUAYa bHON KacTOMU3a-
LMK B COOTBETCTBMMN C KOHKPETHBIMMW YCI0BUAMM. TONb-
KO Tak MOXXHO CO3aTb rapMOHUYHOE OOLLLeCTBEHHOE
MCKYCCTBO, AOMONHAOLLEEe apXUTEKTYPHYIO GOpMy
1 NOBbILWatoLLLee KyNbTypHOE Cofep>KaHue 34aHus.
B npouecce anzaliHa HeEO6X0AMMO yBaXaTb Cylllec-
TBYIOLLYO apXUTEKTYPHYH CTPYKTYpYy, LBeTa u
MaTepuaibl, a 3aTeM Ha UX OCHOBE NMPOBOAMUTb A0O-
MOJIHUTE/IbHbIE MPOEKTUPOBOYHbIE PAabOTbI, UTOObI
YCUAWUTD PervioHanbHOe KyNbTypHOE 3HaueHne Myses.

[Av3aiiH 3gaHna My3es ropoga LisnaHcu Bbigenset
OTNNUYHYI GYHKLMOHAaNbHYH KOMMAO3ULNIO 1 AN-
3aliH BHYTPEHHUX NpocTpaHcTB. KpomMe TOro, oH
npesocTaBasieT MHOXECTBO TOUYeK BXxoga AnA
An3aliHa 0obLWeCcTBEHHOrO MCKYCCTBa, Takmx Kak

apXMTEKTYPHbIe 3HaKW, HapYy>KHble AeKopaTBHble
3/IEMEHTbI, pesibedHble CTEHbI Y BXOZa U BHELLHME
NPOCTpaHCTBa IECTHUYHBIX KneTok. B ansaiiHe 06-
LLLeCTBEHHOIO UCKYCCTBA HEOBXOAMMO TLLATENBHO
nccnesoBatb 1 06CYAWTb acrnekTbl GOPMbI 1 pa3mepa
3TUX 3/1eMEHTOB.

2.2. O B3aMMOCBA3N MeXay IKCMOoHaTaMun B My3ee

DKCMOHaTbI B My3ee NPesoCTaBAfoT KybTyPHbIN
KOHTEKCT /1 TBOpYECTBa B 06/1aCTN OOLLECTBEHHOTO
MCKYCCTBa 34aHus, U 3TU NPOU3BeLEeHNs obLuec-
TBEHHOIO UCKYCCTBA NPeACTaBAArOT cOOOM Xyao-
>KeCTBEHHOE YCOBEPLUEHCTBOBAHME BHYTPEHHMX
Konnekuuii Myses. B npouecce ansaiHa HeO6X0AMMO
rny6oKo NOHMMaTb KOMNEKLUN My3€es U BblAeNsATb
CBAI3aHHbIE C HUMW KY/IbTYPHbIE CUMBOJIbI U N30-
HpaxkeHus, a 3aTeM MHHOBALIMOHHO COYeTaTh UX C
MECTHbIM KY/NbTYPHbIM KOHTEKCTOM. DKCMOHaTbl B
My3ee GOKYCMPYHOTCS Ha NPeacTaBAeHUN KybTypbl,
B TO BpeMs Kak 0bLLeCcTBEHHOE UCKYCCTBO HMxKe K
Aekopauunm 3aaHus. TakuM 06pa3oM, KONMYecTBo
3KCMOHATOB [JOJ/IXXHO OblTb HebOAbWUM W
N3bICKaHHbIM, @ WX COAEP>XaHWE U CTUb AOJIKHbI
COOTBETCTBOBATb KOMNEKLMAM BHYTPU My3es, 13-
BJIEKAA U3 HUX CYTb. DTO He TOJIbKO HAKOMJIeHNe
Ky/JIbTypbl, HO U CTUMYJIMPOBaHMe y nocetTuTesen
CWIbHOTO MHTEpeca 1 CTPEMAEHMSA K 3HAHUAM MNpK
pPaccMOTPEHUN BHELLHEro BUAA 34aHWs, UTO B CBOHO
ouepesb nNobyxzaaeT 6onee rnybokoe nNorpyxeHune
B UCTOPWUIO U KY/IbTYPHOE Haciesme My3enHbIX KO-
NEeKUUN.

3. O6 yHuKanbHOW Npupoje Amn3aniHa oblec-
TBEHHOTO UCKYCCTBa B My3ee

B npouecce co3paHmnsa gnsanHa obLeCcTBEHHOTO
WCKYCCTBA 34aHus My3es B Li3vaHe aBTop Bblgenn
HECKO/IbKO 061X 0cObeHHOCTEN 06LEeCTBEHHOIO
NCKYCCTBA 34aHus.

3.1. KynbTypHO-TEppUTOpUabHbIE OCOBEHHOCTH

Ob6LLecTBEHHOE NCKYCCTBO, Kak popMa KybTyp-
HOrO MCKYCCTBA, CYLLLHOCTHO MOAYEPKMBAET Mpes-
CTaB/ieHNe O NPOU3BEAEHUAX MECTHOW KyNbTypbl.
Tonbko obnajarouiee yHUKaAbHbIMU YepTammn 06-
LLeCTBEHHOE NCKYCCTBO MOXeT bbiTb Hbonee au-
HaMW4YHbIM. PasmelléHHoe B 34aHNN MeCTHOro
My3ea 0obLeCcTBEHHOE MCKYCCTBO JOJ/IXKHO MNOJ-
YépKMBaTb rNyOUHY KyabTypbl My3es U yCUAMBATb
CMMBOJINYECKOE 3HaUYeHMe KyNbTYPHOro 34aHus.
LI3naH, paHee n3BeCTHbIN Kak JIOAWH, — 3TO CTa-
PUHHBIN TOPOZ C ThiCiYeNeTHeNn nctopuen. 3aechb
npouBeTann ymbl, Kyn1bTypa pa3BuBasacbk, OH Hbi

n3BecTeH kak «Bocemb BUAOB gpeBHero JlronnHa»,
CBUAETENLCTBYS O NPOLBETaHMM KyabTypbl Li3naHa. Y
BXOZa B 3aHue Obln CO3/aH AeKOPaTUBHBIA penbed
Ha ocHoBe «BocbMu BMAOB apeBHero JlronnHa». C
MCNONb30BaHNEM COBPEMEHHOW TeXHUKMN penbeda
rOpHbIe 1 peyHble nerizaxu JIFrHa H6bIIM UCKYCHO
coefuHeHbl Yyepe3 obsayHble Y30pPbl M BOAHbIE
BOJIHbI, TEM CaMbIM AEMOHCTPUPYA raybokue Kyb-
TypHble KopHu JltonvHa. Ha BHelwHeM Buae 34aHns
6b1710 pa3spaboTaHo 60 penbedoB B popme OKOH,
HaBEAHHbIX MECTHOM KyAbTypPOW KaMEHHbIX OKOH
JlronnHa. NckycctBo pesbbbl Mo KamHKo B JllonnHe
noABep>KeHO rNyHboKOMY BANAHMIO APEBHUX CUMBO-
JIOB yZlauu; OHO UCKYCHO BMJeTaeT ApeBHME TOTEMbI
N HapOZAHble CUMBOJIbI yAaulN B KAMEHb, CTAHOBACH
BOMJIOLLLEHMEM XXeNaHWA NHOAEN XXUTb B MUPE U cYac-
The! (pucyHok 1).

3.2. OpurmnHanbHasa dopma

ObLecTBeHHOE UCKYCCTBO — 3TO GOpPMa, akLeH-
TVpPYyHOLLas BHUMaHWe Ha CKyAbNTypHOM mnckycctae. C
onpesenéHHoN TOUKM 3peHns Gopma Npor3BeaeHus
nrpaeT peLuaroLLyo poab B ero ycnexe. Nostomy
PeKoHCTPYKLMA gekopa dacaga AoMKHa coveTaTbes
C MECTHbIM KYNbTYPHbIM KOHTEKCTOM. KitoueBbIM B
3TOM JleKope ABAAETCA MHHOBALMA U PEKOHCTPYKLMSA
B pamMKax CyLlecTBytoLLero gnsaliHa. Hanpumep, pe-
NbedHble KONOHHBI LI3naHckoro mysesa nsHavanb-
HO 6blNN NpesHa3HaYeHbl MPOCTO ANA YKpaLLeHUs
N He Hecnn BObLLIOrO NpPakTUYeckoro cMbicaa. B
pamKax TeKyLLero peMoHTa Mbl MPeBpPaTUAM KU-
Tanckme 3Hakn «My3zel Li3naH» B KpynHble pe-
nbedHble y30pbl (CM. pucyHok 2). N3 ganeka ato
KaxeTcs penbedHbIM y30pOM, HO Npu Banxarem
pPacCMOTPEHMM CTAHOBUTCA ICHO, UTO 3TO «My3ei
ropoga Liznan». C60Ky, C y4ETOM KOHCTPYKL UMK
WwpndTa, UCNONBb30BaAH AN3alH KPYMHbIX penbedos.
DTOT AM3aliH OPMEHTUPOBAH Ha MaKpOypOBHe
N aKLeHTUpPYeT 0bLLyto KyNbTypHYtO atMochepy
My3es ropoga LianaH. OT rpyboro Kk TOHKOMY, OT
AeTanen K uenomy pesnbedHble KOJNOHHbI CTanu
Hanbosee 3aMeTHbIM dacagHbIM MPOCTPAHCTBOM
My3es, YTO AenaeT ero boJsiee Bblpa3nTeIbHbIM Y
BW3ya/IbHO BMeYaT/AfoLWMM Ha GOHE OPUTMHaNBHOIO
aTMOCHEPHOro ¥ YCTONUMBOIO An3aiHa.

1. [so WaHbu3mH: KameHHble okHa JltonvHa. Xadaii: M3patens-
CTBO «XyaHLWaHb», 2007. C. 13-14.
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3.3. OYHKLMOHANBHOCTb U XYA0XECTBEHHOCTb

AAPO 3AaHNA MOXHO OXxapakTepusoBaTb B TPEX
acrnekTax: NPOCTPaHCTBEHHAsA KOMMNO3numns, dyH-
KLMOHaNIbHOCTb U XYAOXEeCTBEHHAs LLeHHOCTb. JC-
TeTnKa 3AaHNA 1 ero NPakTUYHOCTb HePa3PbIBHO
CBsA3aHbl, 1 Te AM3aliHbl, KOTOPbIe BMEeYaT/IftoT, TakxKe
fAenaroT GyHKLMOHaNbHOCTb GOKYCOM BHUMAHMSA
B 3CTETUYECKOM MNaHe. B 3aaHunaX, NOCBAWEHHbIX
KyAbType, TakKnx Kak My3eu, coyeTaHne 3CTETUKM
N GYHKLMOHaNbHOCTU CTAHOBUTCS KJHOUEBbIM.
MoMUMO BblpaXkeHWs KyNbTypHOro XapakTepa 34a-
HUS Yepe3 Ky/bTYPHbIN AeKOp B ONpefeséHHbIX
obnacTax, An3anH GYHKLNOHaNbHbBIX YCTPOMUCTB
TakXe CTaHOBUTCHA MAeaNbHbIM BbibOpOM and
TBOpYecTBa B 061acTh 0bLLLECTBEHHOIO NUCKYCCTBA.
®OyHKUMOHaNbHbIE 3/IeMEHThI 3ZaHus, Takne Kak or-
paXkAeHWs ¥ yKasaTenu, ABAAKTCA HeOTbeMAeMbl-
MW KOMMOHeHTaMW. [1na Toro utobbl My3en ctan
€AVHbIM KYJIbTYPHbIM MPOCTPaHCTBOM, HEOBX0AUMO
obecneunTb Xy[0XeCcTBEHHYHO 06paboTKy Ha oc-
HOBE MPaKTUYHOCTY, peanunsys «kpacoty byHKLM-
OHaNbHOCTU».?

B obnactn ny6AnUYHOro NcKyccTBa Amn3aiiH or-
paxzeHuih no 6okam nectHuy, B LiznaHckom my-
3ee OblN BKJIOUEH B paMKu obLelr KoHLenumnm
AM3aiiHa 1 co3aHbl OrPaXxAeHNs C U30THYTbIM MpPo-
dwnnem. MNpun obecneyveHnm 3aWwnUTHbIX GYHKLMI Ha
orpaxkaeHusx H6blv Bbipe3aHbl Herybokne penbe-
bbl, oTpaxkatowme KyabTypy kepamuku LisnaH n3
J>KnAXKoy, OpraHNyYHO COeAMHAOLWMECS C KYb-
TYPHOW AeKOopaTUBHOM QYHKLMEN. ITO He TOAbKO
£a8T YHUKANbHBIN BU3yasbHbIA OMbIT, CO34aET Ha-
CbILLEHHYHO KY/IbTYPHYHO aTMochepy, HO Takxke f0-
nofHseT 6a3oBble GYHKLWUM 34aHNS.

3.4. O MHOTOrpaHHOCTM NPOCTPaHCTBA

My6anyHoe nCKycCTBO NpeAcTaBaseT coboi npo-
ABJIEHNE MPOCTPAHCTBEHHOro NCKyccTBa, GopMu-
pytoLlee TBopyeckne GopMbl B 06LLECTBEHHOM
NPOCTPaHCTBE, AEMOHCTPUPYHOLLEE KYNbTypHbIe
KOHLLENUUK, OPUEHTVPOBAHHbIE Ha LUMPOKYHO ayAu-
TOPWVIO, MakCMMasIbHO UCMOJIb3yA NMPOCTPAHCTBO U
BblpaXkas YHUKaNbHbIM A3blK GopMbl.3 [An3aiH My-
3eMHOro 34aHuA, Kak BaXKHOro NPOCTPaHCTBEHHOTO
HoCKTeNs obLLEeCTBEHHOrO UCKYCCTBA, JOKEH YUn-

2. fAH Cao0. ApxmTekTypHOe 0bLLEeCTBEHHOE UCKYCCTBO CErOAHS.
MekwnH: Kutanckoe n3gatenbCcTBo no anekTpoaHeprum, 2008.
C.51.

3. /I U3smnaHbLlusH: MybanyHoe NCKyCcCTBO M ropoackas KyabTy-
pa. MNekwnH: i3gatenbctBo MNekmnHcKoro yHmeepcuteTta, 2012.
C.131-132.
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TbiBaTb GOPMY NPOCTPaHCTBa, UTOObI 0becneunTb
eé cooTBeTCcTBUE PopMe 3aaHus. [An3aiiH foaXKeH
B3aMMOZelcTBOBaTb C apXMTEKTYPOM, co3saBas
nyb6aMYHOEe UCKYCCTBO M n3berasa ogHoo6pasns
bopMbl NpocTpaHcTBa NyHAMYHOrO NUCKYCCTBA W3-
3a eé ctaHgapTtu3aymm. OAHOM M3 BblAatOLLUXCS
0COBeHHOCTelN Amn3aiHa 35aHua my3es B Li3naHe
ABNSETCA MCMOb30BaHME MacwTabHOro nycroro
NPOCTpaHCTBa Haj BXOAOM 34aHUsA, YTO NPUBENO
K POpMUMPOBaAHMNIO BHYTPEHHEro ABOPOBOTO
NMPOCTPaHCTBa B TPEXITAXKHOM YacTu 3gaHuna. C
YYETOM YHMKaNIbHOCTWN TaKoro NpocTpaHCTBa Obin
pa3paboTaH cnewumanbHbIi AN3alH A8 nyeanyHoro
MCKYCCTBa, @ HaBepXy 34aHns co3jaHa cuctema nog-
BECHBbIX 31€MEeHTOB. (pUCyHOK 3). B pamkax gn3aiiH-
npoeKkTa Mbl B3A/IM 3/1eMEHTbI «BPaT YNHOBHUKOB»
C APKO BbIPaXXEHHbIMW MEeCTHbIMW 0COBEHHOCTAMM
N3 gepeBHU TanuxeHb 1 aepeBHU LLlykyo. 3Tu
3N1EeMeHTbl 4eMOHCTPUPYIOT KyAbTypy Li3naHa,
YHUKaNbHble apXUTEKTypHble CUMBOJbI HBblin ab-
CTparnpoBaHbl N YTOUYHEHbI C UCMONb30BaHMEM
COBPEMEHHbIX TEXHWUK A3aiHa, YTObbI 4OCTNYb rap-
MOHWMM C dopmoit 3gaHus. Dopma apoK CBEPXY BHU3
B MPOCTPaHCTBEHHOM AM3aiiHe CO3aéT CUNbHOe
BM3yasbHOe BO3JeNcTBMe. YunTbiBas TpeboBaHs
CTPOUTENBHON MEXaHMKW 34aHWNSA, Mbl MOJHOCTbIO
MCMOAb30BaM MPOCTPAHCTBO 34aHUA 1 gobaBuau
pa3Hoobpa3ve B NPOCTPAHCTBO ObLLECTBEHHOTO
MCKyCCTBa My3es.

3.5. 'THHOBALIMOHHbIE BO3MOXHOCTM B 061aCTU
TEeXHONOrni

TexHONOTMN N AM3aliH B3aMMHO AOMOJHAKOT
APYTr 4pyra, U MHHOBALMW B COBPEMEHHOM AM3aliHe
0b6bIYHO MPOABAAOTCA NPEXAe BCEro B 061acTu Tex-
HONOrMi, 0cobeHHO B o6aacTn NyBANYHOTO UC-
KyCcCTBa, rae BHeApPeHNE 31eMEHTOB TEXHONOTUN
NMO3BO/IAET NOJIHOCTbIO PaCKPbITh O6LLECTBEHHbIE
N TBOPUECKME XapaKTepUCTUKN Npoun3BeaeHus. B
obnactn gn3ariHa obLEecTBEHHOrO NCKYCCTBa B My-
3eMHbIX 34aHUAX, €CNN TEXHOOTMMU UCMOb3YHOTCS
pa3yMHO, OHU MOryT 3¢deKTUBHO NnepesaBaTtb Xy-
[,0XKECTBEHHbIV OMbIT, OTANYAIOLWMNACSH OT CTaTUUHBIX
NpOoV3BEAEHNI NCKYCCTBA, TaKMX Kak TPaguLMOHHas
ckynbnTypa nnn penbed. nsaiH obLLecTBEHHOroO
McKyccTBa Ha BopoTax Li3naHbckoro myses cran ap-
KMM MOMEHTOM BCEro 3saHusa (pucyHok 4). AnsainH
BOPOT Ba3sumpyeTcsa Ha abcTpakumm 1 yTOUHEHUN
OCHOBHOTO 3/emeHTa — bambykoBon bymaru. BHyT-
PV BOPOT BCTPOEHbI CEHCOPHbIE YCTPOMCTBA, YTO
Nno3BoJIsiEeT B onpeAeNéHHble MOMEHTbI BPEMEHN

6ambykoBOIM Bymare aBTOMaTUYECKN PacKpbIBaTbCS
nnn ckpbiBatbcs. Korga 3T anemeHTbl CBEPHYTHI, MO-
CeTUTENIM MOTYT BOMTU B My3ei uepes «baMbyKoByrO
6ymary». Korga 6poH3oBas 6ambykoas bymara pas-
BOpaumBaeTcs, otobpaxaetcs aesu3 LisnaHbckoro
My3es, JEMOHCTPUPYS NOCETUTENIM TNYOOKMIA KyNb-
TYPHbIV CMbIC/I, Y «<BOPOTa» TPAaHCHOPMUPYHOTCS B
Ky/JIbTYPHYHO CTeHy. B obnactu co3gaHus obuiec-
TBEHHOIO MCKYCCTBA TEXHOJOTMM CTalM HEOTbEM-
NIeMOoW YacTbto, BHEAPAS MHHOBALMOHHbBIE 3/IeMEHTbI
B XYJ0XECTBEHHbIe NMPOU3BEAEHUSA U Aesas Temy,
KOTOpas MOXeT MoKa3aTbCs CKy4HOM, bonee Xnson
N MHTEPECHOMW.

BoiBOA

Fopog — 3T0 MeCTO C/IMAHMSA MHOXEeCTBa KyJb-
TYP, KaXZbI rOpoj MMeeT CBOH YHUKA/IbHYHO Tep-
pUTOPUaNbHYH KYbTYPHYHO OCHOBY, @ 3aHUsA — 3TO
npsMoe NposiBAEHME CYLLHOCTU FOPOACKON Kyb-
Typbl. Mpun pa3paboTke gn3aHa 06LLLECTBEHHOrO
MNCKYCCTBa 34aHWI Mbl AOMKHBI ONUPaTbCS Ha YHU-
KaJbHY Ky/lbTypy A@HHOrO pernoHa uam Hapo-
Zla, MOJIHOCTbIO YUUTbIBaTb GYHKLIMOHAABHOCTb
3/laHNA 1 MOJHOCTbIO NCMONB30BaTb YHWUKa/bHblE
npevMyLLecTBa ObLLECTBEHHOIO MCKYCCTBA, YTO-
66l 0becrneunTs naeasbHOE NpPeACTaBAeHEe TeppU-
TOpWasbHbIX OCOBEHHOCTEN N MECTHOM KY/bTypbl
3saHVsA. B HacToslee BpeMsi B TOPOACKOM CTPOM-
TENbCTBE HAlleN CTpaHbl BCE ellé cyllecTByeT
MHOXeCTBO OOblAeHHbIX dopM 3aaHnI. MNosTomy
1CMNO/Ib30BaHWe METOA0B An3aliHa 0b6LLEeCTBEHHOIO
MCKYCCTBa 4151 MEPEeOCMbICIEHNS BHELIHErO BU-

Ja 34aHWI, YToObl NpUAaTh UM HOBYHO XMW3Hb, AB-
nseTca HeobxoaMMbIM. [n3aliH 0bLWecTBeHHOro
NCKYCCTBA MMEET YHUKaNbHble U HENPEB3OWAEH-
Hble MPENMYLLECTBA U XapaKTepUCTUKM B obnac-
TN CTPOUTENIbCTBA. DHeprocbepexeHre 1 oxpaHa
oKpy>aroLwen cpeabl He TONbKO MOryT Npo-
ANNTb CPOK CYXKObl 3l@aHNSA 1 NMOBLICUTbL €ro dKC-
niyaTaluMOHHbIE XapaKTEePUCTUKN, HO TakxXe U
COXPaHUTb TPAAULMOHHYI KyabTypy ropoga. My-
TEM Npeobpa3oBaHMsa BHELLIHETO BMUAA 34aHWA Mbl
He TO/bKO MOoJlyyaeM HOBble UAeun ANs An3aliHa
3j@HNN, HO TakXXe ¥ NPeAOCTaBASEM HOBblE METOAbI
coyeTaHus 34aHNI 1 0BLLEeCTBEHHOIO NUCKYCCTBA, YTO
no3Bo/sieT Ham 60Jsiee YUETKO OCO3HABaTb OFPOMHbIV
noTeHUMan 34aHNA B COBPEMEHHON 3KOHOMMUKE U
obuwectBe 1 obecrneunBatb Hosee aKTUBHYHO POJIb
06LEeCcTBEHHOTO UCKYCCTBA B Pa3BUTUM FrOpoAa.
34aH1e — 3TO He TONbKO MPOSIBAEHNE UAEN U UH-
HOBaLM B AN3ailHe, OHO coyeTaeT B cebe ayx 1
Ky/NbTypHOe Hacneaune mecta. OcobeHHO Koraa
3Z.@aHWI0 NPUAAETCA 3HAaUEHNE CUMBOJIA KYAbTYpbl
N MAEHTUYHOCTU. Mbl HaZeeMmcs yBUAETb 6obLue
3ZlaHMI C MECTHbIM KOJIOPUTOM B COBPEMEHHbIX
ropogax, 0CO6eHHO TeX, KOTopble ABAAKTCA NpPes-
CTaBUTE/NIbHbIMW OBLLECTBEHHbIMUW 3A4aHUSAMMN.
Mo3ToMy MOWUCK MyTU CO3jaHWsA OBLLEeCTBEHHOIO
NCKYCCTBa, KOTOpPOe MAeanbHO couyeTaeT B cebe
TEPPUTOPUANBHYHO KYNbTYPY N COBPEMEHHOE CTPO-
UTENbCTBO, NepedopMaTMpOBaHMe U AasbHellee
nepeocHaLleHme yupexxaeHuns KyabTypbl CTAHOBATCA
HacCyLHOW 3ajayen.
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Summary: The article focuses on the collection of
Russian art from the latter half of the 20th century
amassed by Chinese collector Chen Fengyue. The
collector's activity is traced from the beginning to
the creation of the Russian Art Museum in Harbin.
The artworks presented in the Chinese collection
demonstrate various creative styles and genres of
modern Russian painting as well as have great ac-
ademic and collection value. The works of K.Mak-
simov, V.Sidorov and the Tkachev brothers from
Chen Fengyue's collection are the centre of atten-
tion of the article. In recent decades, significant col-
lections of Russian art of the 20th century, both of
the first and the second halves, have developed in
China. Chinese collectors are active in exhibition ac-
tivities, publish catalogues of their collections, and
open museums of Russian art. However, until now,
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the collectors’ activities in China have not become
the subject of special scientific research.

Keywords: Chinese collector, Russian painting of
the second half of the 20th century, collection, art-
ist, museum.

Art collections in China are an important part of
artistic exchange between China and other coun-
tries. Collections of Russian artworks in China have
given the Chinese viewer the opportunity to directly
come into contact with Russian art and get to know
Russia better through it.

Private collections became a significant phenom-
enon in the development of artistic culture in China
at the end of the second half of the 20th century.
The collection of Chen Fengyue (lll. 1), who opened
the Russian Fengyue Art Museum (lll. 2) in Harbin,
stands out among the large Chinese collections al-
ready known in Russia. As of 2015, the collection
of the Fengyue Russian Art Museum includes art of
more than 500 Russian artists and more than 3,500
works of Russian painting.

Chen Fengyue was born in Harbin, the capital of
Heilongjiang Province in northeast China, in 1960.
After graduating from university, he worked for many
years in the government department of Heilongjiang
Province. Until 1989, Chen Fengyue was involved in
art. He was the Vice Chairman of the Heilongjiang
Young Artists and Calligraphers Association and held
painting and calligraphy competitions many times.

In the 1990s, Chen Fengyue served as general
manager of the Chinese goods centre in Nakhod-
ka (Russia). While trade and economic cooperation
between Russia and China was rapidly developing,

cultural and artistic exchanges between the two
countries were also becoming more frequent. It was
from this time that he began to move from com-
mercial activities to artistic culture.

In 2010, Chen Fengyue edited the publication
of the collection “Contemporary Artists of Russia”
(1. 3) in collaboration with the Khabarovsk branch
of the Union of Artists of Russia, through which he
established close ties with more than a hundred art-
ists in the Russian Far East.

In 2011, the first academic institution in China -
the Heilongjiang Organization for the Exchange and
Study of the Art of Painting in Russia, the chairman
of which was Chen Fengyue, was created in order to
promote artistic projects between Russia and Chi-
na concentrating on studying the art of painting.
In collaboration with V.Drozdov, People's Artist of
the Russian Federation, and N.Vagin, Chairman of
the Khabarovsk branch of the Union of Artists of
Russia, who acted as consultants, he published the
Russian-Chinese Contemporary Painting journal, the
only Russian-Chinese bilingual painting journal at
that time in China (lll. 4).

Over the past few years, Chen Fengyue and his
team have hosted more than 200 Russian artists in
Harbin as part of creative exchanges. In addition,
he established long-term collaborative relationships
with Moscow, St. Petersburg and the Ilya Repin
Academy of Arts in Russia; moreover, they edited
and published ten volumes of the bilingual series
“Contemporary Artists of Russia” and “Contempo-
rary Graphic Artists of Russia” (lll. 5).

Founded by collector Chen Fengyue, the Fengyue
Russian Art Museum opened in Harbin in January
2015. However, already in 2002, after the resump-
tion of cultural exchange between Russia and Chi
na, he founded the Chunfeng Gallery in Harbin to
collect and sell works by famous artists at home and
abroad. Moreover, he created the Chunfeng Gallery
website, where one can also exchange works of art
on the Internet.

From 2002 to 2006, the Chunfeng Gallery main-
ly collected and sold works by famous artists from
Heilongjiang Province. The Chunfeng Gallery was
awarded the title of National Gallery of Honour and
Dignity by the Ministry of Culture of the People's Re-
public of China in 2006. This honour validates Chen
Fengyue's hard work as well as gives him confidence
and determination to continue collecting art.

From 2006 to 2009, the Chunfeng Gallery contin-
ued to develop until Chen Fengyue began planning

Ill. 9. Konstantin Maksimov Portrait of Mrs. Kovova (1959). Oil on
canvas 60x50 cm.

the creation of an art museum of Russian painting
in Harbin at the end of 2009.

In 2010, the Chunfeng Gallery began to trans-
form itself, not only collecting works of art from
China and Heilongjiang Province but also collect-
ing Russian works of art.

The Heilongjiang Organization for the Exchange
and Study of the Art of Painting in Russia was creat-
ed in 2011 with Chen Fengyue becoming its presi-
dent. This laid the foundation for academic research
to establish the Fengyue Russian Art Museum and
at the same time provided a clear direction for the
collection of Russian paintings, which accelerated
the transformation of the Chunfeng Gallery into the
Fengyue Russian Art Museum.

At the end of 2011, the project of the Russian-Chi-
nese Artists' Creativity Industrial Park was officially
launched, which also meant the start of the Rus-
sian Fengyue Art Museum. The collection of Rus-
sian paintings continued to increase owing to Chen
Fengyue's efforts.

From 2011 to 2014, the Chunfeng Gallery held
exhibitions of Russian painting and seminars on the
study of works of Russian art in various cities of Chi-
na. In 2013 and 2014, trips of Chinese artists were
organised to Khabarovsk (Russia), and the chair-
man and members of the Russian Painting Seminar,
as well as teachers and students of the Ilya Repin
Academy of Arts in St. Petersburg, went to Heng
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Ill. 17. The Tkachev brothers Autumn (1974). Oil on canvas
30x50 cm.canvas 60x50 cm.

daohezi (Heilongjiang Province) to create and ex-
change experiences (lll. 6, 7).

By the end of 2014, the Chunfeng Gallery changed
its name to the Fengyue Russian Art Museum. Af-
ter the creation of the Fengyue Russian Art Muse-
um, more than 10 exhibitions of Russian painting
were held in 2015.

Thirteen years of development and change have
passed from the Chunfeng Gallery, founded in 2002,
to the founding of the Fengyue Russian Art Mu-
seum. During this time, the gallery, which collects
and sells works by famous artists from Heilongjiang
Province, has turned into an art museum that col-
lects and studies Russian painting.

Due to the proximity of the geographical lo-
cation, Chen Fengyue's Russian collection began
with collecting paintings by artists of the Far East
in the Asian part of Russia adjacent to the province
of Heilongjiang; afterwards, paintings by the col-
lector's contemporaries from Siberia - V.Drozdov,
N.Vagin, N.Sysoev, V.lvankin and others. As already
mentioned, as of 2015, the collection included about

Ill. 12. The Tkachev brothers Creating (1975). Oil o canvas
40x50 cm.
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3,500 works. At first glance, it may seem that the col-
lector is not guided by any other concept in select-
ing works other than the fact that they are works of
Russian contemporary art. However, it can be not-
ed that the main criterion of Chen Fengyue's col-
lection is the academic direction in contemporary
Russian art. The collection is growing; it continues
to include works not only by Russian artists from
the Asian part (Far East, Siberia, Ural) but also by
artists from the European part of Russia (Moscow,
St. Petersburg). For example, this is the work With
Mushrooms (lll. 8) by artist V.Sidorov from Mos-
cow State Surikov Academic Art Institute. The ordi-
nary and beautiful life in rural Russia in the painting
brings people inner peace. This state of harmony
in Russian nature, the unity of man with nature, is
highly valued in China.

Let us also consider the works of Moscow artists
of the second half of the 20th century - K.Maksimoyv,
who worked a lot in China, the Tkachev brothers, as
well as L.Vaishlya, an artist from St. Petersburg (Len-
ingrad). (K.Maksimov's Portrait of Mrs. Kovova (ill.
9), Socialist Exemplary Worker (lll. 10); the Tkachev
brothers” Autumn (lll.11), Creating (lll. 12), Breath of
the Autumn Sky (Ill. 13), Night (lll. 14); L.Vaishlya’s
Artist (lll. 15), Last Snow (lll. 16), Geologist (lll. 17).)

However, the largest number of works in Chen
Fengyue’s Russian collection is by V.Drozdov, an
artist of Siberia and the Far East (V.Drozdov Taxi-
dermist (Ill. 18)).

Among the works of Russian artists in Chen
Fengyue's collection, the works of artist A.Klyuev,
who also graduated from the Moscow Surikov State
Academic Art Institute, attract attention. He was
born in Uzhur in 1954; after graduation, he lived and
worked in Krasnoyarsk. Klyuev's artworks are pre-
sented in the State Russian Museum (St. Petersburg),
museum collections in Achinsk, Barnaul, Divnogorsk,
Irkutsk, Kemerovo, Yeniseisk, Krasnoyarsk, Minusinsk,
Moscow, Novosibirsk, Omsk, Tobolsk, Smolyan (Bul-
garia), in private Russian and foreign collections.

Klyuev's paintings are dedicated to Siberian na-
ture in its atmospheric variability, ancient monu-
ments and the leisurely activities of rural residents
surrounded by endless open spaces. The love for
depicting one's origins - the village, native land, ru-
ral life, for historical events, for a person, is deter-
mined by the biography of the artist himself. The
painter deeply and concentratedly immerses him-
self in nature, colouring it with modern features, his
own feelings and lyrical experiences.

Ill. 18. Vitaly Drozdov Taxidermist (1983). Oil on canvas 68x48 cm.
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In Chen Fengyue's collection, Klyuev's works from
the 90s of the last century convey the artist’s state
of mind at that time very well. Let us pay attention

to the following paintings: In September (lll. 19),
A Small House (lll. 20), Old Town (lll. 21), Autumn
in Kemchik (Ill. 22), Old Street in Yeniseisk (Ill. 23),
Evening Dawn (Ill. 24), Cool Summer (lll. 25), Cloud-
less Autumn (lll. 26).

Chen Fengyue's services to Russian art were high-
ly appreciated in Russia and China. The activities of
collectors in any country are an important part of
artistic life. An attentive attitude towards art lovers,
studying the composition of not only historical but
also modern collections, cannot but contribute to
the growth of the quality level of art collections, in
this case, of Russian art in China. On the other hand,

art collections amassed by foreigners allow one to
see the art of one’s native country in a new way.

—

=

Ill. 17. Leonid Vaishlya Geologist (1982). Oil on canvas 40x50
cm.
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MOCKOBCKWIA rOCYAapPCTBEHHbIN aKkageMUYeckuii MHCTUTYT
nmenun B.M. Cypukosa
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Mocksa, Poccua

KONNEKUWMOHEP YEHb ®3HbHO3U PYCCKUIA
XYAOXECTBEHHbIV MY3EV B XAPEUHE

AHHomayus: CTaTba NOCBALLEHa KOANEKLUMU
NPOU3BEAEHWNIA PYCCKOrO NCKYCCTBa BTOPOM MNONOBH-
Hbl XX Beka, COBpaHHbIX KNTaiCKUM KOJEKLIMOHe-
pom YaHb ®P3HbI03. MNMpocaexnsaeTca npoLiecc
cobrpaTenbCkon AesaTenbHOCTU KOANEKLMOHepa OT
Hayana Ao co3faHua Pycckoro xysoxecTBeHHOro
My3es B XapbuHe. MpeactaBieHHble B KUTACKON
KOMNEKLMNN NPON3BEAEHNA BbIPaXatoT pas3/inyHble
TBOpPYECKME CTUAN 1 XKaHPbl COBPEMEHHOW PyCCKON
XNBOMUCK U UMELOT HObLIYIO akaZeMUyeckyto v
KONNEKLMNOHHYHO LIeHHOCTb. B LLeHTpe BHUMaHus B
JaHHOW cTaTbe — nponssegeHmsa K.M. MakcrumoBa,
B.M. CngopoBa v 6patbeB TkauéBbIX 13 KOANEKLMN
YsHb P3HbL03. B nocneaHne gecatunetms B Knutae
CNOXMUANCh 3HaUNTEIbHbIE KOMNEKL MM PYCCKOTO
nckycctea XX Beka, kak NepBOM, Tak U BTOPOWA NMoso-
BWHbI. KnTarickve KoNneKLUMOHEepbl BEAYT aKTUBHYH
BbICTaBOYHYIO A€ATENbHOCTb, MyOANKYHOT KaTaaoru
CBOWX KOMNEKLNI, OTKPbIBAKOT My3€en PyCCKOro nc-
kycctBa. OfHaKo J0 CUX MOP AeATeNbHOCTb KOJI-
nexuoHepoB B KnTae He CTaHOBMAACh MPeaMETOM
CrneumnanbHOro HayyHoro nccaesoBaHus.

Knrouessie cnoga: kumatdickuli KosnekyuoHep, pyc-
cKas xusonuce emopoli nososuHsl XX seka, Kos-
JIeKyus, XyOoXHUK, My3ed.

Konnekummn npovsseaeHnii nckyccrea B Kutae —
3TO BaXKHaA YacTb XyAO0XECTBEHHOro obMeHa mexay
Kutaem n gpyrumm ctpaHamun. Konnekumm pycckmx
npounsBeaeHnii nckycctea B Knutae ganu Kutackomy
3pUTEI0 BO3MOXHOCTb NPAMO COnpuKacaTtbcs
PYCCKMM MCKYCCTBOM M Uepes3 Hero bamxe nosHa-
KomuTbCA ¢ Poccureit.

B koHLe BTOpoO# NonoBmHbl XX Beka YacTHble
KONNeKLMW CTann 3HaUNTeNbHbIM ABEHMEM Pa3BUTUA
XyLOXECTBEHHOM KyAbTypbl B Kutae. Cpean KpymnHbix,
y>Ke U3BEeCTHbIX B Poccmn KUTaMCKUX KOANEKLWNIA,
Bblgensercs konnekumns Yeno ®anbros (puc. 1), Ko-
TOpPbIN OTKPbIN B XapbuHe Pyccknin xyf0XKeCTBEHHBI
My3elt OaHbo3 (puc. 2). Mo coc-TosiHMo Ha 2015 rog,
B KOMJIeKLMN Pycckoro xy0->XeCTBEHHOro myses
®3Hbt03 60nee 500 pycckux XyaoXXHUKOB 1 bonee
3500 npowu3BeseHUIA PYCCKOW XUBOMUCH.

YaHb P3HbIO3 poanscs B 1960 rogy B XapbuHe,
CcTONNLE NPOBUHLMN X3UNYHL35H Ha CeEBEPO-
BocToke Kutas. lNocne okoH4YaHMA yHMBepCUTeTa
OH MHOrO 1eT npopaboTan B NPaBUTEIbCTBEHHOM
JenaptameHTe

Il 20. Alexander Klyuev A Small House (1992). Oil on canvas
45x43 cm.
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npoBWHLMK XarnyHu3sH. o 1989 roga YaHb P3HbHO3
conpwKacancs ¢ nckycctsoM. OH 6bi1 3amecTuTeNEM
npeacesatens Accoumannm MOAOAbIX XYAOXKHNKOB
1 KananrpadoB NPOBUHLMN XINNYHL35H 1 MHOTO
pa3 NPOBOAMA KOHKYPCbI XXMBOMUCU U Kananrpapuu.

B 1990-x rogax YaHb ®3HbIO3 3aHMMaN AOMXKHOCTb
reHepasbHOro MeHeaxXXepa LieHTpa KMTarlckmx To-
Bapos B Haxogke (Poccus). B To Bpemsa kak Top-
rOBO-3KOHOMWYECKOE COTPYAHUYECTBO MEXAY
Poccrenn n Kutaem ctpeMutensHO pasBmnBaeTcs, Kyb-
TYPHbIE U XyA0XECTBEHHbIE OOMEHBI MeXAY ABYMS
CTpaHaMu TakXe CTaHOBATCS BCE Hosiee YacTbIMU.
VIMEHHO ¢ 3TOro BpeMeHn OH Hayan NepexoAnTb OT
KOMMepPYeCKOWN AeATeNbHOCTN K XYA0XECTBEHHOW
KyAbType.

B 2010 rogy YaHb ®3HbIO3 pesakTnpoBan ngaHue
cbopHrka «CoBpeMeHHble XYAOXHUKN Poccumn» (puc.
3) B coTpyaHmUecTBe ¢ XabapOBCKUM OTAENEHNEM
Coto3a Xy l0>XKHMKOB Poccnu, Yepes KOTopoe OH yc-
TaHOBWJI TECHbIE CBA3M C Hoee UeM COTHEN XyL0XK-
HVKOB Ha [JanbHem Boctoke Poccuum.

B 2011 roay 6bl10 cO34aHO NepBOe akajemMu-
yeckoe yupexgeHue B KvuTae, 3aHMMaroLLeecs Npoa-
BUXKEHMEM XYJOXECTBEHHbIX MPOEKTOB MeXAY
Poccmeit n Kutaem ¢ HanpaBieHMEM U3yUYeHWs UCKYC-
CTBa XMBOMNUCK — X3MAYHL3HCKas opraHM3aums no
0OMeHy U U3YUYeHUIo MCKYCCTBA XMBOMNMCK B Poc-
cun, npeacepatenemM KOTopown ctan YsHb PaHbro3.
B cotpygHuuectse ¢ HapogHbIM XyA0XHNKOM Poc-
cuinickon ®epepauunm B.M. Apo3soBbiM 1 npea-
cesaTtenem Xabaposckoro otaeneHus Cotosa
XypoxHuKos Poccun H.M. BarnHbiM B KayecTse
KOHCY/IbTAaHTOB OH M3JaBaj e4NHCTBEHHbIA Ha TOT
MOMEeHT B KuTae pyccko-KUTanCKuii ABYS3bIUHbIN
>KypHan no xmeonucn «Pyccko-kutaickas cospe-
MeHHas XMBONUCb» (pucC. 4).

Il 21. Alexander Klyuev Old Town (1994). Oil on canvas 38x50
cm.45x43 cm.
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Il 22. Alexander Klyuev Autumn in Kemchik (1994). Oil on
canvas 25x45 cm.cm.45x43 cm.

3a nocneaHne Heckonbko neT YaHb O3HbO3 U
ero komaHga npuvHumanu 6onee 200 poccunckmux
XYAOXHWKOB B XapbuHe B pamkax TBOpYeCKux 06-
MeHOB. Kpome TOro, oH yCTaHOBWA AOATOCPOYUHbIEe
OTHOLLEeHNA coTpyAHn4YecTBa ¢ MockBon, CaHKT-
MeTepbyprom v Akagemueln Xyf0XecTB UMeHU
Mnbu PennHa B Poccuu, a Takxke oTpesakTnpoBan
n onybanMkoBan fecATb TOMOB ABYA3bIYHOW ce-
pun «CoBpeMeHHble XyAOoXHWKN Poccum» n «CoB-
pemeHHble rpadukmn Poccum» (puc. 5).

B anBape 2015 roga B XapbuHe oTkpbliacsa Pycckuii
XyBOXKECTBEHHbIN My3ei P3Hb03, OCHOBaHHBIV KO-
NekumoHepom YsaHb P3HbHo3. Ho yxxe B 2002 roay,
nocne BO30OHOB/IEHUNA KYyNbTYPHOro 0bMeHa MeXay
Poccmeli n Kntaem, oH ocHoBan ranepeto «HyHbdaH»
B XapbuHe, 4tobbl cCObUpaTh M NpogaBaTb paboThbl
M3BECTHbIX XYAOXHWKOB B CTpaHe 1 3a pybexom.
co3gan cant ranepeun «YyHbG3H», Ha KOTOPOM Takxe
MOXHO 0H6MeHNBaTbLCA NPON3BEAEHNAMM NCKYCCTBA
B VIHTepHeTe.

C 2002 no 2006 rog ranepea «4yHbdPaH» B OC-
HOBHOM cobupana 1 npogasana paboTbl N3BECTHbIX
XYAOXHWKOB MPOBMHLMN X3nyHU3aH. B 2006 rogy
ranepes «4yHbdaH» Hbina ygoctoeHa MUHMCTEPCTBOM
kynbTypbl KHP 3BaHuns «HaunoHanbHoW ranepeu
4YecTu 1 AOCTOMHCTBa». JTa YeCTb MOATBEPXKAAeT
ycepaHyto paboty YsHb P3HbIO3, a Takxke Npuaaét
eMy YBEPEHHOCTV N PeLnMOCTN NPoJoaXaTb
KONIEeKLMOHNPOBaTb NPOU3BEAEHNA NCKYCCTBA.

C 2006 no 2009 roa ranepes «4yHbd3aH» Npojo-
>Kana pasBuBaTbCs, Noka B KOHLUe 2009 roga YaHb
®>3HbIO3 He HaYvas NAaHWpPoBaTb CO3aHNe XyJ0-
KEeCTBEHHOrO My3es PYCcCKOM XMBOMNMCK B XapbuHe.

B 2010 rogy ranepes «4yHbd3H» Hauyana TpaH-
chpopMMpoBaTLCA, 3aHMMAaACh He TONbKO KOJIeK-
LMOHMPOBaHNEM NPOU3BEAEHUNA NCKYyCCTBA U3
Kntas 1 npoBuHUMM X3MAYHLU3SH, HO U KOANEKLM-
OHUPOBAHMEM POCCUICKNX NMPOUN3BEAEHNIA NCKYC-
cTBa.

Il 25. Alexander Klyuev Cool Summer (1997). Oil on canvas
35x60 cm.

B 2011 roay 6bina cozgaHa XannyHu3sHcKas op-
raHvMsauunsa no oO6MeHy 1 U3YyYeHUO POCCUINCKOM
XMBOMUCK, NPE3NJEHTOM KOTOPOW CTan YaHb
®3HbI03. DTO 3a/10XKNI0 OCHOBY ANA aKaAeMUYecKnx
nccnefoBaHUI NO CO3jaHMI0 Pycckoro xypoxecr-
BEHHOro My3es ®3HbIO3 1 B TO XXe BpeMsa yKa3ano
Y&TKOe HanpaBJ/ieHVe ANA KOANEeKLUN PYyCCKOM
XXVBOMWCK, YTO YCKOPWIO Npeobpa3oBaHue rasepen
«YyHbP3H» B Pyccknin XysoxKeCcTBEHHbI My3eW
®3HbIO3.

B koHue 2011 roga 6611 obuLManbHO 3anyLleH
npoekT Poccnincko-knTamckoro MHAYCTpUanabHOro
napka TBOPYeCTBa XyA0XHMKOB, YTO TaK>Xe 03Ha4ano
Hauyano paboTbl Pycckoro xys0oXKecTBEHHOro My-
3ea ®3HbI3, M KOANEKLMA PYCCKOM XMBOMUCH NPO-
AOJKMNa yBenn4ymBaTbea 6aarogapsa ycuamam YaHo
D3HbIO3.

C 2011 no 2014 rog ranepes «4yHbdaH» npo-
BOZMW/IA BbICTABKUN PYCCKOW XXMBOMUCK 1 CEMUHAPBI
Mo U3yYeHMIO NPOMN3BEAEHNA PYCCKOTrO MCKYCCTBa
B pa3anyHbix ropogax Kurtasa. B 2013 n 2014 rogax
6bl2IV OpraHM30BaHbl MOE3AKN KUTANCKUX XYAOXK-
HuKoB B Xabaposck (Poccua), n npeacepatens u
yneHbl Poccuiickoro ceMmHapa no >XuBonucu, a
TakXe npenogasatenun n ctyaeHTtol CaHkT-lNeTep-
Byprckor akageMmm xyaoxecTs nMmeHn Mnbn PenvHa
OTMNPaBUANCE B X3HAAO0X33M (MPOBUHLMA X3AYHL3sH)
AN TBOPYECTBA M 06MeHa onbIToM (puc. 6, 7).

[o koHua 2014 roga ranepes «4yHbp3aH» cMme-
HUNa Ha3BaHWe Ha «Pyccknin Xxyao>KeCTBEHHbIN
My3en ®3Hbto3». MNMocne co3gannsa Pycckoro xyso-
>ecTBeHHoro Myses ®sHbro3 B 2015 roay 6bi10
nposegeHo 6onee 10 BbICTaBOK PYCCKOMN XXMBOMUCK.

Ot ranepen «4yHbdaH», ocHoBaHHoM B 2002 roay,
[,0 OCHOBaHMsA PyccKoro xyAo>XecTBeHHOro myses
®3Hb03 NpoLwno 13 net pa3BuTUA U U3MEHEHUI. 3a
3TO BpemsA ranepes, kotopas cobupaeT 1 NpoAaér
paboTbl M3BECTHBIX XYAOXHWNKOB MPOBUHLUM X31-
NYHU35H, NpeBpaTUAach B XyAOXECTBEHHbIN My3e,

KOTOPbIA COBUPAET 1 NCCesyeT PyCcCKYH XXUBOMUCH.

M3-3a 6an3octu reorpadryeckoro noaoxKeHus
poccuiickas koanekums YaHb ®3HbrO3 Hauanach €
KONNEKLNOHNPOBAHNA KAPTUH XYL0XHNKOB
[JanbHero Boctoka B a3natckoin yactm Poccuu, npu-
fNeraroLlen K NPOBUHLMM X3MAYHLU35H, a 3aTeM ©
Cnburpwn, COBpeMeHHMKOB KONEKLMOHEPa — 3TO,
kpome B.MN. Apo3aosa, HW. Barnna, H.C. Cbicoesb,
B.B. ViBaHkMHa 1 gp. Kak y>e 6bls10 cka3aHo, No
coctosaHuMto Ha 2015 roa B KOANeKLMN HAaCYMUTbIBaA-
nocb okono 3500 npomsBeaeHniA. Ha nepBbIi B3rnsz
MOXET NMOoKa3aTbCs, UTO HUKAKOM APYrol KOHLemn-
uuen B oTbope Npon3BeeHN, KPOME TOrOo, UTO 3TO
NPOWV3BEAEHNA PYCCKOrO COBPEMEHHOIO UCKYCCTBA,
KOMNEeKLMOHEp, NO-BUAMMOMY, HE PYKOBOACTBYETCH.
Bnpouem, MOXHO OTMETWTb, YTO FaBHbIM KpUTEPUEM
Koanekumm YaHb PaHb03 ABAAETCA akajeMmnyeckoe
Hanpas/ieHVe B COBPEMEHHOM PYCCKOM UCKYCCTBE.
Konnekums npogonxkaet MOMNOMHATLCSA, B €€ coCTaBe
NPOAO/IXKAOT NOABAATLCA MPOU3BEAEHUSA HE TOJb-
KO PYCCKUX XYAOXHWUKOB M3 a3natckon yactu (Janb-
HU BocTok, Cnbupb, Ypan), HO U XyAOXHUKOB
13 esponerckon vactm Poccum (MockBa, CaHKT-
MeTepbypr). Hanpumep, pabota «C rpubamu» (puc.
8) xypoxHuka B.M. CngopoBa, MOCKOBCKUIA rocy-
[LapCTBEHHbIN aKkaZeMNyeckuii Xy40XKeCTBEHHbIN
WHCTUTYT MMeHu B.W. Cypukoa. ObbluHas u kpacu-
Bas XWM3Hb B CeNbCKOW Poccum Ha KapTUHe NpUHOCUT
NHOAAM BHYTPEHHMI NMOKOW. OTO COCTOAHME rapMo-
HWUW B PYCCKOWN NPUPOAE, eAMHEHME YenoBeka C npu-
POAOW OUeHb LieHAT B Kutae.

PaccmMoTpum eLué paboTbl MOCKOBCKMX XYZOXHM-
KoB BTOpOM nonoBuHbl XX Beka — K.M. MakcnmoBa,
KOTOpbIN MHOTO paboTan B Kutae, bpatbeB TkauéBblx, a
TaKoKe XyaoxHuka ns CaHkT-MNetepbypra (J/leHWHrpaaa)
N.W. Bariwna. (K.M. MakcumoB «lMopTpeT rocnoxu
KosoBoi» (1. 9), «Coupmanmctmyecknin ob6pasLoBbiii

——

Ill. 26. Alexander Klyuev Cloudless Autumn (1999). Oil on canvas
70x90 cm.
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paboTHuk» (puc. 10). bpatbs TkauéBbl «OceHb»
(puc. 11), «B TBOpEHUM» (purc. 12), «/IbIxaHne oceHHero
Heba» (puc. 13), «Houb» (puc. 14). J1.W. Banwnsa
«XyRoxHUK» (puc. 15), «MocnegHnii cHer» (puc. 16),
«[eonor» (puc. 17).)

OpfHako HanbonbLLee KOANYECTBO NPOU3BEAEHWIA
B PYCCKOW KOMNEKLMU Y3Hb DIHBIO3 — 3TO XyA0XKHMK
Cunbupu n JanbHero Boctoka B.M. Apo3zgos. (B.M.
[Jpo3gos «Takcngepmmct» (puc. 18).)

Cpeav NpPOU3BEAEHNIA PYCCKUX XYLO0XHUKOB B
konnekunmn YaHb P3HbI03 NpUBAEKArOT BHUMaHWe
paboTbl xysoxHuka A.A. KntoeBa, KOTOpbIU Takxe
OKOH4YMA MOCKOBCKUI rOoCyjapCTBEHHbIN akaje-
MUYECKUI XYAOXECTBEHHbI MHCTUTYT UMEHU
B.M. Cypwukosa. OH poaunnca B 1954 roay B Yxype,
noc/iie OKOHYaHMA MHCTUTYTa OH >XKA 1 paboTtan B
KpacHospcke. lNMpounssegerHna A.A. Kinroesa Haxo-
aatca B [ocypapctBeHHOM Pycckom mysee (CaHKT-
MeTepbypr), My3erHbIX COBpaHMAX

AunHcka, bapHayna, luBHoropcka, VpkyTcka,
Kemeposa, EHuncelicka, KpacHospcka, MUHYCHHCKa,
Mocksbl, HoBocnbupcka, Omcka, Tobosnbcka,
CmondaHa (bonrapus), B 4aCTHbIX POCCUNCKNX U
3apyb6exHbIx koanekumsax. Kaptmnol A.A. KntoeBa
MOCBsLLEHbI CMBUPCKOV NMPUPOZE B €€ aTMOCHepHON
M3MEHYMBOCTY, MAMATHUKAM CTaPWHbI, HECYETHOW
[eATeNIbHOCTN CeNbCKUX XXUTENEN B OKPY>KeHnKW bec-
KpalrHWX NPocTopoB. JIl0b0Bb K N306paXeHNI0 CBOMX

NCTOKOB — IePEBHW, POAHOMN 3eMAN, CENbCKOM XU3HW,
— K MCTOPUYECKMM CODBbITUAM, YeNoBEKY OnpeseneHa
buorpaduein camoro xygoxHuvka. Xveonucew, ray-
H60KO 1 COCpPesOTOUYEHHO NMOrpy>XaeTca B HaTypy,
oKpallvBas eé COBPeMeHHbIMW HOTKaMu, CBOUMM
YyBCTBaMU U JIMPUYECKUMU MEPEXNBAHUAMMN.

MpownsseaeHuna A.A. Knroesa 90-x rogos npo-
LOro cToneTmsa B cobpaHum YsHb P3HbO3 XOpo-
IO nepeAaroT AyLeBHOE COCTOAHNE XYAOXHMKa B
370 BpemMsa. ObpaTvM BHUMaHME Ha XUBOMUCH: «B
ceHTAbpe» (puc. 19), «domuk» (puc. 20), «Ctapbli
ropog» (puc. 21), «OceHb B Kemunke» (puc. 22),
«Crapas yaunua B EHucelicke» (puc. 23), «BeuepHss
3apa» (puc. 24), «[TpoxnagHoe neto» (puc. 25), «<beso-
6n1auHas oceHb» (puc. 26).

3acnyru YaHb P3HbIO3 Nepes PYCCKUM UCKYC-
CTBOM Obl/IN BbICOKO OLleHeHbl B Poccun 1 Kutae.
JlesaTenbHOCTb KONNEKLMOHepOB B 060N cTpaHe
ABNSAIETCA BAaXKHOMN YaCTbH XYAOXKECTBEHHOW XMU3HW.
BHMMaTenbHOEe OTHOLLIEHWE K MOKAOHHUKAM UCKYC-
CTBa, U3y4YeHne coCTaBa He TONbKO UCTOPUYECKMX,
HO N COBPEMEHHbIX KONNEKL NI HE MOXET He
cnoco6cTBOBaTb POCTY KaYeCTBEHHOIO YPOBHSA
Xy[,0XKeCTBEHHbIX COBpaHuii, B JaHHOM caydae —
pycckoro nckycctsa B Kutae. C Apyroi CTOPOHBI,
XYZLOXECTBEHHbIE KONNEKLMM, cCOBpaHHble MHOCTPpaH-
Lamu, NO3BONIAOT MO-HOBOMY YBUAETb U UCKYCCTBO
CBOE POAHON CTpaHbI.

Ill. 24. Alexander Klyuev Evening Dawn (1996). Oil on canvas 30x45 cm.
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TIME PERCEPTION AND NARRATIVE CREATION IN
CONTEMPORARY CHINESE PHOTOGRAPHIC WORKS

Summary: The essay provides insight into new
developments in time perception and narrative cre-
ation in contemporary photography, particularly in
Chinese one. Further, the essay explores the pro-
found influence of poststructuralism on contempo-
rary Chinese photographic narratives, particularly
how Foucault and Derrida’s theories inspired art-
ists to make innovative use of archival materials.
Contemporary Chinese artists use archival images
to explore the dynamics and complexity of histo-
ry, thereby bringing new perspectives and depth to
photographic narratives. In the process of work, art-
ists demonstrate an in-depth consideration of com-
plex themes of time, memory and identity. Moreover,
the article considers the widespread use of painting
and montage techniques in contemporary Chinese
photography in detail. Owing to these methods,
the expressive power of photographs is enhanced
and the viewer's interpretative space is expanded,
turning the viewer into an active participant in the
storytelling process.

Overall, the article not only demonstrates the evo-
lution of photography as an artistic medium but also
delves into the complexity of modern society and
culture. Through their innovative practices, Chinese
contemporary photographers have demonstrated
new trends in the perception of time and storytell-
ing in contemporary photography, highlighting its
importance in the global artistic context. These art-
ists’ practice is not only technically and aesthetical-
ly innovative but also offers new perspectives and
interpretations on a theoretical and conceptual lev-

126

el. Through in-depth explorations of time, memo-
ry and history, as well as reflections and critiques
of the photographic medium itself, these works not
only enrich the diversity of global artistic narratives
but also provide us with important perspectives for
understanding and interpreting the complexity of
contemporary society and culture.

During the process of work of contemporary Chi-
nese photographers, an important paradigm shift
occurred in photographic storytelling. Their inno-
vative practices not only advanced the evolution of
photographic technology and expression but, more
importantly, challenged the boundaries of traditional
photography by exploring photography's potential as
a storytelling medium. By reimagining photograph-
ic storytelling, these artists demonstrate a deeper,
more holistic perspective by connecting personal
stories with broader social and historical contexts.

To summarise, the new narrative paradigm of
contemporary Chinese photography is not only a
technical innovation but also a profound rethinking
of the role and function of the photographic medi-
um in modern society. Through these artists’ work,
we can not only appreciate the aesthetic value of
photography but also gain a deeper understand-
ing of modern society and culture.

Keywords: contemporary photography, time per-
ception, narrative creation, use of archives, Chinese
art.

In the field of contemporary Chinese photogra-
phy at the beginning of the 21st century, the new
photographic narrative, as an innovative artistic prac-
tice, reveals a unique way of perceiving time and
creating a narrative. Studying the library of photo-
graphic documents in Aby Warburg's Mnemosyne
Atlas, we are deeply aware of the fluidity and mul-
tidimensionality of time. Warburg's work does not
just capture a moment in time; it reveals the depth
and breadth of time through the contrasts and lines
of images. This view has had a profound influence
on modern photography, reminding us to focus on
a multi-layered representation of time rather than
being limited to superficial, fragmented records.
Begun in the mid-1960s, artist Gerhard Richter's
Atlas is based on visual materials such as photo-
graphs, newspaper clippings and sketches, which
are arranged on paper in a contrasting manner, jux-
taposing repeated images, to express a sense of de-
tachment and alienation.

In the context of poststructuralist philosophy,
Michel Foucault's observation in The Archeology
of Knowledge that "archives are regular systems
of formation and transformation of statements" as
well as Jacques Derrida's critique of archives have
inspired a number of innovations in contemporary
art practice. Archives are not simply static reposi-
tories of historical records; they are active and de-
constructable, and can be reinterpreted and used
in different cultural and political contexts.

It has become common practice to “use images
rather than create them”. Artists make various in-
terventions by finding archival images, exploring,
altering and replacing them. Family photo albums
have also become one of young artists’ practices to
create images. Basing on a literary path, they use
photo albums, letters, objects, investigative texts,
sounds, and even moving images, editing and com-
bining these elements, to form complex narratives
on topics such as family, identity, memory, person-
al history, and anthropology. In Photography: Fo-
cus on China, Wu Hong explores the phenomenon
of "old photo fever" in China, using "culture fever"
as a starting point' .

This exploration of the depth and breadth of time
opens up new possibilities for storytelling in con-
temporary photography. Time is no longer a static
fragment of photography; it becomes dynamic and
richly layered, creating a new visual and perceptu-

1. Wu Hong. Photography: Focus on China. Beijing: China
National Photography Press, 2018. P. 421

al experience. Influenced by poststructuralist theo-
ries, contemporary Chinese artists have reimagined
the dynamism and complexity of history through
innovative use of archival materials, breaking the
monolithic nature of traditional historical narratives.

When we examine a narrative about time, we not
only capture the "present” but we also include con-
tent related to history and memory. The personal
past, the historical past becomes an important di-
rection for artists in exploring the theme of time.
By exploring personal and family stories, studying
historical events, discussing fragments of history,
and even reflecting on the role of photographs as
a means of historical storytelling, artists in exhibi-
tion see themselves as archaeologists approaching
the topic from different narrative perspectives, re-
vising, rewriting and reconstructing history, expand-
ing their ideas about the broader culture.

For example, artists turn to archival images for
research, forgery, transfer, and other interventions
in a variety of activities. Taking family albums as an
example, young artists use albums, letters, objects,
field texts, sounds and even moving images, editing
and combining these elements to create deep nar-
ratives on a variety of topics such as family, identity,
memory, personal history and anthropology. Derri

- - e

=
i i ;
1

s

B " ‘:
""' I .._.*

Il 7. Yin Xiuzhen, photo installation, 71999.
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da once described the longing for the archives as a
strong desire to return to the starting point. An ar-
chive is both a direct witness to historical truth and
a product of rhetoric. When working with archives,
researchers and scholars must know how to dive
and “swim” through a huge body of documents; at
the same time, it means that archives reveal a vari-
ety of narratives through different interpretations.

The use of archives has become deeper and
more complex in artists' practice. For example, in
her 1999 photographic installation (Ill. 1), Yin Xiu-
zhen turned personal memory into public art by
placing portraits of ten stages of her adulthood in
shoes. Feng Mengbo's private photo installation,
created using archival images, was the first inter-
active art installation in China. Feng Mengbo con-
nects the life experiences of three generations of
his family through four prompts, allowing the view-
er to choose from different menus to gain an intu-
itive understanding of the artist's life. Song Dong's
exhibition "Making the Most of Things" reflects on
the childhood of Chinese artists during the Cultur-
al Revolution, showcasing everyday objects that his
mother preserved over the years. These temporary
materials not only show their appearance but also
imply their use, experience, connections to people
and historical information.

Contemporary Chinese artists' practice of photo-
graphic storytelling reflects their deep reflections on
time, memory, identity and history. Through these
works, they not only challenge the boundaries of
traditional photography but also expand the narra-
tive possibilities of photography as an artistic me-
dium. Seeing themselves as archaeologists of time
and memory, these artists cross multiple narrative
perspectives, revising and reconstructing history
while delving into broader cultural contexts and so-
cial issues.

In “The Colonizer's Alboum”, Chen Min artistical-
ly altered French agronomist Emile Prudhomme’s
photo album, which is both his working archive and
personal travel notes. By removing figures, leaving
only white ones, and supplementing them with orig-
inal images, Chen Min changed the relationship be-
tween the figures and the environment, causing the
figures, which had lost their image and identity, to
become scenery in an exotic landscape.

Sun Yanchu's "Fictional Collection" challenges or
develops the themes and stories of original photo-
graphs using collages and paintings from photo-
graphs of family life and souvenir travel photographs
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of China of the 1970s and 1980s, adding imagery
and abridgements of current social events. At the
same time, Tang Jingfeng's book The Queen, the
President and Me is a secondary family album, me-
ticulously revealing the ups and downs of the fam-
ily, touching on themes of multiculturalism, social
mobility and empire.

In the field of historical rewriting, Zhang Dali's
Second History shows another side of history by
uncovering and organising classic historical pho-
tographs that have been whitewashed. In the work
“1974: Image, Text and Memory”, Lai Lang presents a
personalised interpretation of history through unique
viewing of historical fragments and writing texts of
memory. In “Class I_37 Photographs of Zhou Weig-
uo Between 1932 and 1945” (Ill. 2), based on the
anti-war dramas of recent years, Dong Yuxiang, on
the contrary, captures 37 moments from the life of
Zhou Weiguo and turns them into photographs us-
ing a unique storytelling techniques; by photograph-
ing, copying, classifying and indexing the images
on the screen, he creates an archive which seems

Il 2. Dong Yuxiang, “Class |_37 Photographs of Zhou Weiguo
between 1932 and 1945"

plausible, however, is absurd. In this process, the
reproducibility and variability of the digital medi-
um challenges the traditional notion of “original”
and provokes reflection on the boundaries between
originality and reproduction. In addition, it provokes
reflection on the difference between reality depict-
ed on screen and historical reality.

In the Fictional Narrative Turn section of the 2016
Jimei Arles International Photography Festival, Yang
Yuanyuan's work “Where Lines of Sight Intersect”?
explores the complex relationships between a pho-
tographer, photography, city, memory and migration
throughout the history of photography. Beginning
with research and historical data collection, the art

2. https://thefifthsense.i-d.co/zh_cn/articles/a-fictional-
narrative-world/

project gradually develops into an in-depth explo-
ration of individual experiences in specific places.
By creating narratives between fact and fiction, Yang
Yuanyuan's work seeks to challenge established and
traditional ways of interpreting history, giving a voice
to subjects who have been overlooked, silenced, or
misunderstood. This approach not only enriches the
narrative possibilities of photography but also opens
up new perspectives for understanding and inter-
preting history, especially marginalised and forgot-
ten historical events and figures.

From the artist's point of view, history is no longer
a single narrative; it is a process of continuous in-
teraction between historians, social facts, collective
memory and the history of a specific person or an
unnamed majority of people. This perspective gives
us a new way of understanding history and mem-
ory, allowing us to look at history from a broader
perspective and gain insight into deeper cultural
and social meanings.

Montage photography, an important branch of
modern art photography, transcends the boundaries
of traditional photography and conveys deeper and
more complex meanings by combining different im-
ages together. This form of photography contrasts
sharply with thematic documentary photography,
which tends to record events more directly and truth-
fully. With its unique timing and narrative logic, mon-
tage photography sequences the causes, processes,
and results of events, similar to the narrative struc-
ture of a comic book, making each image full of nar-
rative. These images relate to each other through
their inherent logical associations and visual coher-
ence, and together they create a new narrative and
meaning. The photographic technique enhances the
viewer's imagination and provokes reflection on the
deeper meaning behind photographs.

In the field of contemporary Chinese photo-
graphic art, narrative photography is presented in
its own unique way, usually through a combination
of photographic images and textual reportage to
describe fictional events or people. These works cre-
ate a world of possibilities and use photography as
proof of their authenticity. For example, Jiang Zhi's
"Straw Man" series is a typical example of this ap-
proach, where a virtual narrative space is created
through photography? .

Under the influence of postmodernism, concep-
tual photography became widespread among Chi

3. Qiu Zhijie. Photo after Photo. Beijing: China People's
University Press, 2005. P. 11.

Ill. 3. Wang Qingsong, “Learn from Me”. 120 x 300 cm, 2003.

nese artists. For example, Wang Qingsong's "Learn
from Me" (lll. 3) reflects deeply on time, memory,
and education. In the work, Wang Qingsong shows
Chinese and English vocabulary and sentences in
front of a huge blackboard, reflecting variations
and misunderstandings in the process of passing
on knowledge through deliberately created errors,
symbolising the process of education and learning.

Celine Liu's works (lll. 3 (as well as APPME and
Siren)) resonate with a wide range of people ow-
ing to the narrative technique of placing oneself in
the same picture as a historical figure. Her work is
not only visually innovative but also a profound ex-
ploration of personal identity, history and cultural
memory. At the same time, Fu Wenjun's conceptual
photography is known for its unique approach and
creative imagination. His work not only challenges
photographic technology but also overcomes tra-
ditional cultural barriers, demonstrating the limit-
less possibilities of photography as a form of artistic
expression.

Photography with editing occupies an important
place in modern artistic photography. It not only
expands photography's expressive capabilities but
also enhances the narrative power and emotional
depth of photography as an art form. These pho-
tographs go beyond simple visual recordings and
become multi-layered and multi-dimensional artis-
tic creations that incorporate rich imagination and
deep philosophical thinking. Through these pho-
tographs, artists explore complex themes of time,
memory, identity and history, challenging viewers
not only to appreciate them but to actively engage
in meaning and interpretation.
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In this article, we explore new narrative practices
in contemporary Chinese photography in the early
21st century, focusing on innovations in time per-
ception and narrative creation. More than just stat-
ic records of time, these works expand the narrative
dimension of photography, revealing the depth and
breadth of time through contrasts and alternations
of images. The article examines the influence of post-
structuralist philosophy, in particular the theories of
Foucault and Derrida, on contemporary Chinese pho-
tographers in their narrative practice. Through inno-
vative use of archival images, these artists explore the
dynamism and complexity of history, breaking the
monolithic nature of traditional historical narratives.
In addition, Chinese contemporary photographic art-
ists have used photographic placement and editing
techniques to demonstrate profound reflections on
complex topics such as time, memory, and identity.
The techniques have increased the expressiveness of
photographs as well as audience engagement, cre-
ating a new visual language for storytelling. Over-

all, these artistic practices have not only challenged
the boundaries of traditional photography but also
have pushed the evolution of photographic narra-
tives in terms of form and content. The practice of
contemporary Chinese photographic artists is techni-
cally and aesthetically innovative, while, at the same
time, offering new theoretical and conceptual per-
spectives and interpretations, making photography
an important means for understanding and reflect-
ing the complexities of modern society. While ex-
ploring individual and collective experiences, these
works also reflect deeply and critically on the nar-
rative function of photography, demonstrating the
ongoing exploration and innovation of photogra-
phy as a complex narrative medium.

In conclusion, the new narratives of Chinese con-
temporary photography at the beginning of the 21st
century reflect artists' sensitive responses to chang-
ing times and deeply reflect the cultural diversity
of modern society, demonstrating the transforma-
tion of photographic art from traditional to modern.
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BOCIMNPUATWE BPEMEHW N TNMOCTPOEHWUE
HAPPATVBA B COBPEMEHHbIX KUTANCKWNX
OOTOIPAOUNYECKUMX PABOTAX

AHHOMayus: 310 3cce JAéT NpeacTaBieHne O HO-
BbIX pa3paboTkax B 061acT BOCNPUATUS BPEMEHU 1
MOCTPOEHMS MOBECTBOBaHMWS B COBPeMeHHOM GoTo-
WNCKYCCTBE, B YaCTHOCTW, B KUTaNCKOW COBPEMEHHOW
doTorpadun. [lanee B 3cce nccnegyetca rnybokoe
BAVSIHNE MOCTCTPYKTypasn3mMa Ha COBPEeMEHHbIe
kuTanckme dotorpadmnyeckme NOBeCTBOBaHUS, B
YyacTHOCTH, TO, Kak Teopun dyko n fdeppuaa Bao-
XHOBUWIN XYZAOXHUKOB Ha MHHOBALMOHHOE UCMOJIb-
30BaHWe apxMBHbIX MaTepuanos. COBpeMeHHble
KUTaNCKMe XYAOXHUKM UCMONb3YIOT apXMBHblE
n3obpaxeHus, uTobbl Mccnes0BaTb ANHAMUKY U
MHOTFOrpaHHOCTb UCTOPUWY, TEM CaMbIM MPUBHOCA
HOBble NepcnekTuBbl 1 rybuHy B doTorpaduyeckne
noBecTBOBaHMsA. B npouecce paboTbl Xy[0XKHUKN
AEMOHCTPUPYHOT ryboKoe pacCMOTPEHMNE CIOXKHbIX
TEeM BpPEMEHMU, NaMATU N UAEHTUYHOCTU. B cTaTbe
TakxKe NoAPOBHO pacckasbiBaeTCA O LWMPOKOM UC-
MOJ/Ib30BAHMM XXMBOMUCHBIX U MOHTaXHbIX TEXHWUK B
COBpeMeHHOW kuTanckon ¢otorpadum. brarogaps
3TVM MeToAaM YCUIMBAETCS Bbipa3uTenbHas cuia
doTopaborT, pacumpaeTcs MHTEpPNpeTaLoHHOe Npo-
CTPaHCTBO 3puTeNs, NpeBpaLlas ero B akTMBHOIo
y4yacTHMKa npoLecca NoBeCTBOBaHMS.

B uenom 3ta cTtatbs He TONBKO AEMOHCTPUpPYET
3BoroLmIo doTorpadum Kak XyAOXKeCTBEHHOrO Cpes-
CTBa, HO Y BHUKAET B CIOXKHOCTb COBPEMEHHOTO
obuectBa 1 KyabTypbl. CBOMMU MHHOBALMOHHbBIMU
npakTuKaMu KUTanckmne coBpemMeHHble GOoTOXyA0X-
HUKM NPOAEMOHCTPUPOBAAN HOBblE TEHAEHLIUN B

BOCMPUATAN BPEMEHW 1 MOCTPOEHUM NOBECTBOBaHMA
B COBpeMeHHOWN poTorpadum, noguyepkHyB eé
BaX-HOCTb B MMPOBOM XYZOXECTBEHHOM KOHTeK-
cTe. MpakTmKa 3TUX XyAO>XKHUKOB HE TOJIbKO Tex-
HUYECKN U 3CTeTUYECKN MHHOBALWMOHHA, HO ”
npegsaraeT HOBblE NePCneKTUBbI U MHTeprpeTaLum
Ha TeOpeTMYEeCKOM M KOHLeNTyalbHOM YpOBHE.
bnarogaps rnybokomMy nccnesoBaHUO BpeMeHU,
NaMAaTU U UCTOPUU, a TakKe PasMbILLUNEHNAM W
KpuTnke camoro dotorpadmnuyeckoro mMegmyma 3tm
paboTbl He TONbKO oborawatT pasHoobpasune
rnobanbHbIX XyAOXECTBEHHbIX HapPaTUBOB, HO U
JaroT HaM BaKHble MepCrneKkTMBbl AN MOHUMaHWA
N MHTepnpeTaunmn C10XKHOCTU COBPEMEHHOTO 06-
LLLecTBa U KyNbTypbl.

B npouecce paboTbl COBpPEMEHHbIX KUTANCKUX
bOTOXYAOXKHNKOB NPOU3OLLEN BaXKHbIN CABUT B Na-
paanrme dotorpaduyeckoro nopecTsoBaHmsa. Mx
WHHOBALMOHHbIE NPaKTUKM He TOIbKO NMPOABUHYAN
Bnepés 3BontoLmto GoTorpapuyecKnx TEXHONOTUIA 1
3KCMpeccuun, HO U, 4To Bosee BaXKHO, OHW BpocKan
BbI30B rpaHuLLam TpaguunoHHon doTtorpadun,
nccnepysa noteHuman dotorpadum kak cpeacTaa
nosectBOBaHus. [Nepeocmbicane poTorpadpuryeckoe
NMOBECTBOBAHWE, 3TV XYAOXHUKM JEMOHCTPUPYHOT 60-
Nee rnyboKyHo 1 LLeSIOCTHYH NePCreKTUBY, CBA3bIBas
NINYHbIE NCTOPUK € Boslee LMPOKUM COLMaNbHbIM
N NCTOPNYECKMM KOHTEKCTOM.

MopBoas UTOT, MOXHO CKa3aTb, YTO 3Ta HOBas
noeecTBoBaTe/IbHaA NapaAvrMa COBPEMEHHOro Ku-
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Tanckoro GOTONCKYCCTBA — HE TONIbKO TEXHUYeCKas
MHHOBaLMSA, HO U rNy6oKoe NepeocMblICieHne po-
m n dyHKUMK poTorpadmueckoro megmyma B CoB-
peMeHHOM obuecTBe. bnarogaps paboTtam 3Tmx
XYLOXXHUKOB Mbl MOXEM He TOJIbKO OLLE€HUTb 3C-
TETUYECKYHo LLleHHOCTb GoTorpadum, HO U MONYUNUTb
6onee rnybokoe npeacTaBieHVe O COBPEMEHHOM
oblLuecTBe 1 KyabType.

Knrouessie ci08a: coBpeMeHHas poTtorpadus,
BOCMPUATME BPEMEHW, MOCTPOEHVE NOBECTBOBaHNS,
MCMONb30BaHNE apXMBOB, KMTACKOE NUCKYCCTBO.

B obnactv coBpemeHHOM knTaickon potorpadumm
B Hauane XXI Beka HOBbI doTorpadunueckmnin Happa-
TWB, KaK MHHOBaLMOHHasA XyJ0XeCTBEeHHaa NpakTuka,
packpbiBaeT YHMKaNbHbIN CNOCO6 BOCMPUATUSA
BPEMEHM N MOCTPOEHMA NoBecTBOBaHMUA. 3yuasn
61bnnoTeky GOTOA0KYMEHTOB B «ATnace 6OrnHM
namsaTu» 361 Bapbypr, Mbl r1yb6oko 0CO3Haém Te-
Ky4yecTb U1 MHOrOMepHOCTb BpeMeHu. PaboTbl Yon-
6ypra He NPOCTO PUKCUPYHOT MOMEHT BPEMEHU, OHY
packpbIBatOT rNyOUHY U WMPOTY BPEMEHWN Yepes
KOHTPACTbl 1 CTPOKM M306paxKeHNin. ITa Touka 3pe-
HWA Oka3ana rnybokoe BAMAHME Ha COBPEMEHHYHD
doTorpaduto, HAMOMHMB HaM O HEOBXOANUMOCTH
COCPesOTOUNTLCA Ha MHOTOC/IOMHOM NpeacTaBAeHM
BPeMeHW, a He OrpaHNYMBaTLCA MOBEPXHOCTHbLIMMU,
dparmeHTapHbIMK 3anucamun. Cepusa «Atnac» xy-
JoXHWKa Mepxapga PuxTepa, HavaTas B cepegu-
He 1960-x rogoB, ocHOBaHa Ha BU3YyalbHbIX
Matepuanax, Takmx Kkak dotorpadunm, razetHole
Bblpe3Kn 1 HabpocCkK, KOTOpble pacrnoaaratoTcs
Ha Bymare KOHTpacTHbIM 06pa3om, conocTaBaas
NOBTOPSIOLMNECA M30OpaXKeHMNs, YTOObI Bbipa3nTb
YYBCTBO OTCTPAHEHHOCTU N OTUYXAEHHOCTW.

B KOHTEKCTe MOCTCTPYKTYpPaanCTCKon dpunoco-
dun HabaroseHne Muwens Pyko B «Apxeonormm
3HaHWA» O TOM, UTO «apPXWBbl — 3TO peryaspHble
cmcteMbl GOPMUPOBaHUA U TpaHCcPopMaLmn Bbl-
CKasblBaHWI», a TakxXe KpUTMKa apxmBoB JKakom
Jeppuvaa BLOXHOBUAW PAJ MHHOBALMIA B MpaKTuke
COBPEMEHHOr0 MUCKYCCTBa. APXMBbI — 3TO He MPOCTO
CTaTUYHbIE XPaHUANLLA NCTOPNYECKHMX 3annceit; OHK
aKTUBHbI W NMOAAAIOTCSA AEKOHCTPYKL MM, UX MOXKHO
NnepeoCMbIC/IUTb U UCMOIb30BaTb B Pa3/IMUHbIX Ky/b-
TYPHbIX N MOAUTUYECKNX KOHTEKCTaX.

Crano 06bIYHbIM AEN0M «MCMOAb30BaTh M306pa-
>KEeHWA, a He co3jaBaTh Mx». XyJOXKHWKN COBEPLLAIOT
pa3nnyHble NHTEPBEHLMN, OTbICKMBAA apXMBHbIe
n300paxkeHns, nccnesys, U3MeHaAs 1 nepecaxunsas
nx. CemeriHble GoToanbbOMbI TakxKe CTaan OAHOM
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13 NPaKTUK HanncaHs ob6pasoB MONOABIMU Xy L0XK-
HMKaMun. Onmpasch Ha AMTepaTypHbI NyTb, OHK
ncnonb3ytoT poToanbboMbl, MUCbMa, NpeaMeThl,
TeKCTbl paccaesOBaHui, 3BYKUN 1 Aaxke ABUXKYLLMeCS
n306pakeHs, pefakTUPya U COANHAS 3TN SEMEHTbI,
4YTO6bI CPOPMMPOBATL CNOXKHbIE MOBECTBOBAHWS
Ha Takve TeMbl, KaK CeMbS, UAEHTUUYHOCTb, NaMATb,
NIYHasa ncTopusa U aHtponosorus. B kHure «®o-
Torpadus: pokyc Ha Kutaii» By XyH nccneayet de-
HOMEH «amxopasku ctapbix otorpadpuii» B Kutae,
NCNONb3ysA «KYNbTYPHYH UXOPaAKy» B KauecTBe
OTNPaBHOM TOUKMN .

70 uccnesoBaHve rybuHbl U WNPOTbI BPEMEHN
OTKpPbIBaeT HOBble BO3MOXHOCTW NMOBECTBOBaHMSA
B coBpeMeHHon ¢oTorpadun. Bpems bonblue He
ABNSAETCA CTaTUUYHBbIM PparmeHToM doTorpaduu,
OHO CTAaHOBMTCS AVMHAMWUYHBIM 1 HOraTo CIOUCTBIM,
CO3/aBas HOBbIN BU3yaibHbI U NepLENTUBHbIN
onbIT. Mo BAVAHWEM MOCTCTPYKTYPaANNCTCKUX Te-
OpUIi COBPEMEHHbIE KUTaNCKNe XYAOXKHUKN nepe-
OCMBICAIVAW AVHAMU3M Y MHOTOTPaHHOCTb NCTOPUN
C MOMOLLbIO MHHOBALMOHHOTO MCMO/Ib30BaHNA ap-
XWBHbIX MaTepManoB, pa3pyLUnB MOHOUTHOCTb Tpa-
AVLMOHHBIX UCTOPUYECKNX NMOBECTBOBAHWN.

Korga Mbl nccnegyem noBecTBOBaHVE Ha TeMy
BPEMEHMU, Mbl He TOJIbKO GUKCUPYEM «HaCTOALLLEE», HO U1
BK/IFOYAEM B HErO Cofep KaHne, CBA3aHHOe C NCTopuel
¥ NamATbHO. JIMYHOE NPOLLIOE, UCTOPUYECKOE NMPOLLIOe
CTAHOBUTCA A1 XYAOXKHUKOB BaXKHbIM HarpaB/eHVeM
B MCCef0BaHNN TeMbl BpeMeHU. Viccneays anyHble u
ceMeliHble UCTOPUK, N3yyas NCToprYeckme cobbiTus,
obcyxzas bparMeHTbl ICTOPUM U Jaxe pasMbILLAAs
0 poaun poTtorpaduii Kak cpeacTBa MCTOPUYECKOTrO
NOBECTBOBAHWSA, XYAOXHUKN Ha BbiCTaBKe BUAAT
cebs apxeonoramu, NOAXOAALLUMMN K TEME C Pa3HbIX
MOBeCTBOBaTE/NbHbIX TOUYEK 3PEHUs, MepecmaTpmBas,
nepenuncbiBas U PEKOHCTPYUPYS UCTOPUIO, pacLLumpas
npw 3TOM CBOW NpeAcTaBAeHMsa 0 Hosee LMPOKON
KynbType.

Hanpumep, XyA0XXHVKN 06paLLaroTCa K apxmB-
HbIM M306paXKeHUAM AN UCCAEef0BaHMSA, MOALENKN,
nepecagkun v Apyrux BMellaTesbCTB B pasHoOobpa3-
Hble fencTBuS. B3sB B KauecTBe NprMepa cemeriHble
anbboMbl, MONOAbIE XYAOXKHUKM UCMONb3YHOT alb-
60MbI, NMMCbMa, NPesMeTbl, TEKCTbI MONEBbLIX PaboT,
3BYKM U Jaxke ABUXyLLMeca nsobpaxeHus, pegak-
TUPYS U COEAMHAS 3TN dNEMEHTbI ANA MOCTPOEHUA
rnyboKMX NOBECTBOBAHWUIA Ha Pa3/IyHble TeMbI, Takue
Kak cembs, UAEHTUYHOCTb, NaMATb, IMYHAA NCTOpUA

1. By XyH. ®otorpadus: pokyc Ha Kutaii. Mekun: China National
Photography Press, 2018. C. 421.

1 aHTponosorvs. leppusa oAHaXXabl Onucas Tocky
no apxvBaM Kak CUIbHOE CTPEMIEHNE BEPHYTbCS K
NCXOAHOW TouKe. ApXMB — 3TO U NPSMOL CBUAETENb
NCTOPMYECKON NMpaBAbl, U NPOAYKT puTopukn. Pa-
6oTasa c apxuBamMu, nccaesoBaTenn U yuyéHole
[AOJKHbBI 3HaTh, KaK NMOTPY>KaTbCs U «MjiaBaTbh» B OF-
POMHOM MaccvBe JOKYMEHTOB; B TO e BpeMs 3TO
O3HauaeT, YTo apXMBbl PacKpPbIBaOT MHOroobpasune
NMOBECTBOBAaHW Yepe3 pasinyHble MHTEPRpEeTaLuu.

WVcnonb3oBaHwe apxmBoB cTano 6osee rnyboknm
N CNIOXHBIM B MpPakTMKe XyA0XHUKOB. Hanpumep,
B cBoel doTomHcTanasaumm 1999 roaa (puc. 1)
MHb CrouX3Hb NpeBpaTuia ANYHYIO NamMaTb B
obLLecTBEHHOE NCKYCCTBO, MOMECTUB MOPTPETI
[lecaTn 3TanoB CBOEro B3pOC/aeHWs B 006yBb. YacT-
Has doTomHcTaansaunsa ®aH MaHb60, co3saHHas ¢
MCNONb30BaHMEM apPXUBHbIX N300OpaXkeHui, cTa-
Na NepBOW NHTEPAKTMBHOM XYAOXXECTBEHHON UH-
ctannsuven B Kutae. ®sH MeHrbo coegnHser
>KN3HEHHbIV OMbIT TPEX MOKONEHWIA CBOEN CEMbM C
MOMOLLLbIO YeTbIPEX NOACKA30K, MO3BO/ISAA 3PUTENHO
BbI6MpPaTh U3 Pas3INYHbIX MEHIO, YTODbI MONYUYUTb
WUHTYUTUBHOE MPeACTaBNEHME O XXU3HWN XYJOXKHMKA.
BeictaBka CoHr [loHra «Making the Most of Things»
oTpaxkaeT AeTCTBO KUTaNCKMX XyJOXKHUKOB BO BPEMS
KynbTypHOW peBoAtOLMN, AEMOHCTPUPYS NPesMeTb
6blITa, KOTOPbIE €ro MaTb COXPaHs/Ia Ha MPOTAXKEHUM
MHOTUX IeT. TN BPEMeHHble MaTepuabl He TOJIbKO
MOKa3blBaKOT UX BHELUHWIA BUJ, HO U NOAPa3yMeBaroT
WX MCNOJIb30OBaHWE, OMbIT, CBA3M C IFOABMUN N UCTO-
puyeckyto nHGopMaLnto.

MpakTrKka COBPEMEHHbIX KUTaMCKMX XyJ0XKHUKOB
B obnactn poTorpaduyeckmx NoBeCcTBOBaAHWUN OT-
pa>kaeT UX rnybokne pasMblLLUIEHUA O BPEMEHMN,
NamAaTu, MAEHTUYHOCTU U UcTopun. C MOMOLLLBbIO 3TUX
paboT OHM He ToNbKO HBpOoCatoT BbI30B rpaHnLLaM
TPagnLMOHHON doTorpadurm, HO M pacLUIMPSIOT No-
BeCTBOBaTe/IbHble BO3MOXHOCTU doTorpadumm kak
XyZ,0>XKeCTBEHHOrO cpeacTBa. PaccmaTtpumBas cebs
Kak apxeo/10roB BPEMEHW 1 NaMATH, 3TU XyJ0XKHNKN
nepecekardT MHOXECTBO MOBECTBOBATENbHbIX
nepcnekTmB, NepecMaTpmBas U PeKOHCTPYMpYs
NCTOPUIO, BHUKas B Honee WIMPOKUIA KYNbTYPHbIN
KOHTEKCT 1 coumanbHble Npobiembl.

B «Anbbome konoHuzatopa» YsaHb MuHb
XYZOXEeCTBEHHO M3MeHWUN doToanbbom dpaHLy3-
ckoro arpoHoma Imuns MprogomMMa, KOTOPbIN AB-
NfleTcs OAHOBPEMEHHO ero pabourm apxmeom u
JNINYHBIMW 3aNUCAMM O MyTellecTBuax. Yaanms ¢u-
rypbl, OCTaBMB TONbKO 6enbie Gurypol, 1 40Mon-
HWUB MUX OPUTMHaNbHBIMW N306paxeHnsaMK, YsHb

MwuHb M3MeHWN OTHOLWeHNA Mexay burypamun um
OKpy>KatoLLen cpeson, 3actaBus GuUrypbl, note-
psBLUME CBOV 06pa3 1 NAEHTUUHOCTb, CTaTb Aekopa-
LMAMU 3K30TMYECKOTO Mner3axa.

«BbIMbIWNeHHas konnekumsa» CyHb AHbUy
ocrnapuvBaeT UKW pa3BUBAET CHOXETbl U UCTOPUM
OpUTVHaNbHbIX GoTorpadumii C MOMOLLLIO KONaXen
1 KapTuH 13 doTorpaduii CeMeNHOM XN3HW 1 cyBe-
HUpPHbIX doTorpadmin nytewectmii no Kutaro 1970-x
n 1980-x rozos, fobaBiss obpasbl U coKpalLeHus
TEKYLLMX COLManbHblx cobbITWA. KHura TaH Li3nHdaHa
«KoponeBa, Npe3naeHT 1 A», C APYro CTOPOHBI,
npeACcTaBaseT coOb0N BTOPUYHbBIV CEMENHBIN anbbom,
KOTOPbIN CKPYMyNE3HO pacKpbiBaeT B3NETbI U Nase-
HWs CeMbW, 3aTparvBas TeMbl MyJbTUKYIbTYpasn3mMa,
coumanbHOM MOBUABHOCTA N UMMNEPUN.

B o6nacTtu ncropmueckoro nepenuncbiBaHms «Bro-
pas nctopus» YxaHa [laan nokasbiBaeT Apyryto
CTOPOHY MCTOpUK, OBHapy>XKMBas 1 ynopsaso4mBas
Knaccmyeckue nctopmyeckne dotorpadumm, KoTopble
6b1n BbibeneHbl. B pabote «1974: nsobpaxeHue,
TEKCT 1 namaTb» Jlal JlaHr npeAcTaBAseT NepcoHa-
JNIN3MPOBaHHYHO MHTepMpeTaLmnto UCTOPUN Yepes
YHUKaNbHbIA NPOCMOTP UCTOPUYECKUX DparMeH-
TOB M HanucaHwe TekctoB namaTtn. JyH HOncsH,
HanpoTMB, OCHOBbLIBASICb Ha @aHTMBOEHHbIX Apamax
nocneaHux net, B pabote Class 1_37 Photo-
graphs of Zhou Weiguo Between 1932 and 1945
(puc. 2) BbixBaTbiBaeT 37 MOMEHTOB M3 XU3HWU
Uskoy Baliryo un npespattaet ux B poTtorpadum c
NMOMOLLbIO YHUKANbHOW TEXHUKWN NOBECTBOBAHUS;
doTorpadupys, konmpys, kKnaccuPuumpysa v NH-
AEKCUPYs M306paxeHnsa Ha IKpaHe, CO34aéT apXxuB,
KOTOPbI KaXeTcs NpaBAono006HbIM, HO SBASETCA
abcypaHbiM. B 3TOM npouecce BOCMPOM3BOAMMOCTb
N U3MEHUYMBOCTb LMPPOBOro HocuTens bpocaet
BbI3OB TPaAMLMOHHOMY MOHATUIO «OPUTUHAN» Y
NpPOBOLMPYET pa3MblLLUNEHUA O FPaHULAX MexXay
OPUTMHANBbHOCTBIO U BOCMPOU3BEAEHNEM. ITO Tak-
>Ke MPOBOLMPYET PasMbIlLNEHNA O pasHuLEe Me-
XAY peanbHOCTbO, N306paXKeHHOM Ha 3KpaHe, 1
NCTOPUYECKON peabHOCTbHO.

B cexkuynmunm «lMoBOpPOT BbIMBIWAEHHOTO
noBecTBOBaHUsA» MexayHapoaHoro dectmBans
doTorpadpuum B Lisnmaii-Apne 2016 roga pabota AH
FOaHbroaHs «[ e nepecekatoTcs AMHUM B3rnsga»?
nccnesyeT CNOXHbIE B3aVMOOTHOLLEHUS MeXay
doTorpadom, potorpaduen, roposom, NamMATbHO 1
Murpaumnen B xoge nctopum potorpadumn. Hauas-

2. https://thefifthsense.i-d.co/zh_cn/articles/a-fictional-
narrative-world/
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LIMCb C UCCNEA0BaHUS 1 cBOpa NCTOPUYECKNX AaHHbIX,
apT-NpoeKT MNOCTeNeHHO nepepacTaeT B r1ybokoe
nccnepoBaHve MHAMBUAYaANbHOTO OMbITa B KOH-
KpeTHbIX MecTax. KOHCTpynpys NoBeCTBOBaHWS MEX-
4y dakToM 1 BbIMbICIOM, paboTsbl iH KOaHbtoaHb
CTPEMATCA OPOCUTL BbI3OB YCTOABLUMMCA U TPagM-
LMOHHbIM criocobam MHTepnpeTaLmnm nctopum,
MpesoCTaBAss BO3MOXHOCTb BbICKa3aTbCs CybbekTaM,
KOTOpble 6bIIN YNyl eHbl, 3aManynMBasnCb UK
HenpaBuUAbHO MOHUMaNNCb. TakKOW NMOAXOA He
TO/NIbKO oborallaet NoBeCcTBOBaTe/IbHble BO3MOX-
HocTu dpoTorpadun, HoO 1 OTKPbIBAET HOBbIE Nep-
CMEeKTUBLI AN MOHUMaHUA U UHTeprpeTaLmnm
NCTOPUM, OCOBEHHO A1 MaprUHaAbHbIX U 3a0bITbIX
NCTOPMYECKNX COBBITUI 1 duUryp.

C TOUKYM 3peHNs XYAOXKHMKa, UCTOpUs 6oblue He
AB/SIETCA e4MHbIM MOBECTBOBAHWEM, @ NPEACTaBAAEeT
cob0ol NpoLLecc HenpepbIBHOrO B3aUMOAENCTBUSA
MeXZay UCTOPMKaMM, coLmanbHbiMU dakTamu, KO-
JIEKTUBHOW MaMsTbIO M UCTOPUEN KOHKPETHOTO Yeso-
BeKa WM HeHa3BaHHOro 60/bLUMHCTBA toAel. Takas
nepcrnekTMBa JaéT HaM HOBbIM CNOCO6 MOHMMaHUs
NCTOPUU 1 NaMSATH, NMO3BOJSAS B3MISHYTb Ha UCTOPUIO
c bosiee WMPOKOW TOUKUN 3PEHNS U MPOHUKHYTb B
6osee rnybokme KynbTypHbIE U COLMaNbHbIE CMbIC/bI.

MoHTaxxHas ¢poTorpadus, ABASAACH BaXKHbIM Ha-
npaBAeHNEM COBPEMEHHOM XyAOXeCTBEHHON $HO-
Torpadum, NpeososeBaeT rpaHnLLbl TPagNLUOHHOM
doTorpadum n nepenaét 6onee rnybokme 1 CIOXHbIE
CMbIC/Ibl, COEAVHASA Pa3/INYHble N306paxeHNs BMeCTe.
J1a dopma poTorpadum pesko KOHTpaCcTUpyeT C
TeMaTU4eckom AOoKyMeHTanbHOW doTorpadumen, Ko-
TOopas, Kak npasuio, dukcmpyet cobbiTusa bonee
HemnocpeacTBeHHO v npaBanso. Obnagas yHUKanb-
HbIMW BPEMEHHbBIMUN XapaKTepuCcTMKaMu 1 OrMKOM
noBecTBOBaHWA, oTorpaduna B CTUIE MOHTaxa
BbICTPanBaeT MoC/eA0BaTe/IbHOCTb NMPUUNH, NPO-
LLeCCOB M pe3y/bTaToB COObITUI, NOA0OHO NoBeCT-
BOBaTe/IbHOWN CTPYKType KOMMKCa, Aenas Kaxzaoe
n3obpa>keHne NosHbIM NOBECTBOBaHWA. ITW U30-
6pa>keHns CBs3aHbl APYr C APYrOM MOCPeACTBOM
MPUCYLLIMX UM OTUYECKMX acCoLmaLuii N BU3yaabHOM
COTr/71aCcoOBaHHOCTY, N BMECTe OHU CO3ZatoT HOBOE
noBecTBOBaHMeE 1 CMbICa. OTa poTorpadunyeckas
TEXHVKa CTUMY/IMPYET BOOBPaXKeHWe 3puTens 1 npo-
BOLMPYET pa3MbiLLaeHns 0 bonee rnybokom CMbICE,
cKpbliBatoLwemcs 3a potorpadpmamm.

B obnactn coBpeMeHHOro KuTackoro ¢oTomckyc-
CTBa NoBecTBOBaTesNbHas Gotorpaduma npescraBieHa
MO-CBOEMY YHMKaAbHO, 0BbIUHO Uepes coveTaHne
doTorpapuueckmx n3obpaxKeHnn N TEKCTOBLIX pe-
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nopTaxewn Aia ONUCaHWA BbIMbILLIEHHbIX COObITUI
WAV Nrogen. 3T paboTbl CO3Aak0T MUP BO3MOXXHOCTEN
n ncnonb3ytoT poTorpaduio Kak JoKa3aTenbCcTBo
NX NOAANHHOCTU. Hanpumep, cepust «CONOMEHHbIN
yenosek» L3sH Y1 — TUNWYHBIN NpUMep Takoro
MOAXO4a, rAe BUPTyasbHOe MOBECTBOBAaTE/IbHOE MPOo-
CTPaHCTBO CO3ZaéTCs C NOMoLLblo poTorpaduns.

Mog BAVsAIHWEM NOCTMOAEPHU3MA KOHLeNTyanbHas
doTorpadusa nonyunna WNpPOKOe pacnpocTpaHeHne
N CPean KUTaNCKMX XyAOXHUKOB. Hanpuwmep, pa-
60Ta BaH LlMHCcOHra «Yumncb y meHsa» (puc. 3)
rnyboKo pasmbilifeT O BpeMeHUW, NaMaTn n 06-
pa3oBaHuu. B 3Ton pabote BaH LLMHCOHT noka-
3blBaeT KUTANCKY W aHTINACKYH NEKCUKY U
npeasoXeHns nepes orpoMHOM AOCKOW, oTpaxkas
Bapuauuu 1 HeJOMOHUMaHVe B NpoLiecce nepesayn
3HaHWI Yepe3 HaMepPEeHHO CO3aHHble OLIMBKHM, CUM-
BO/IM3UPYA NpoLiecc 06pa3oBaHna U obyyeHus.

PaboTbl BaH LinHcoHr (puc. 3 (a Takxke APPME u
Siren)), HaXOAAT OTK/MK Y LUIMPOKOTO Kpyra Jrojen
6narozaps NOBeCTBOBATEIbHOM TEXHMKE NOMELLIEHNS
cebs B 0fHY KapTMHY C nctopuyeckon durypoi. Ero
paboTbl He TOIbKO BM3YaNbHO MHHOBALMOHHbI, HO U
ABAAIOTCA rNYOOKUM UCCNeS0BAHNEM TMUYHOMN NAEH-
TUYHOCTU, UCTOPUM N KyNbTypHOW namatn. KoHuen-
TyanbHas doTtorpadus Oy BaHbL3IOHSA, C Apyroun
CTOPOHbI, U3BECTHA CBOUM YHWUKabHbIM MOAXOAOM
1 TBOPYECKUM BOObpaxkeHneM. Ero paboTbl — 370 He
TOJIbKO BbI30B pOTOrpapuyeckvmM TEXHONOTUAM, HO U
npeogoeHne TPaAULIMOHHBIX KyNbTYypHbIX 6apbepos,
AEeMOHCTpUpytoLLiee 6e3rpaHyHbie BO3MOXHOCTH
doTorpadum kak Gopmbl XyA0>XKECTBEHHOTO Bblpa-
KEeHWA.

DoTOChEMKA C MOHTaXXOM 3aHMMAET BaXKHOEe MeCTO
B COBPEMEHHOW Xya0xecTBeHHON doTorpadumm. OHu
He TO/IbKO PacLUMpPArOT BO3MOXHOCTU BblpaXKeHua
doTorpaduvm, HO 1 yCMAMBAKOT MOBECTBOBATE/IbHYHO
CNOCOBHOCTb M 3MOLMOHaNbHYO rybuHYy doTorpa-
dum Kak BMAa nckycctea. Itm poTtorpadumm BbIXO-
AT 3@ paMKW NPOCTbIX BU3YyabHbIX 3anncen u
npeBpaLLatoTca B MHOTOC/NIOMHOe U MHOFOMeEpHOoe
XyAO>XXeCTBeHHOe TBOPEeHMe, BKAtoYatoLlee B cebs
6oraTtoe BoobpaxeHune 1 rnybokoe punocodckoe
MbllneHre. Yepes 311 doTorpadmm Xys0XKHUKN
NnccaefytoT CNOXHbIe TeMbl BPEMEHU, NaMATH,
NAEHTMYHOCTN U UCTOPUW, 3aCTaBAAA 3puUTeNen He
TO/IbKO OLLeHMBAaTb WX, HO U aKTUBHO y4YacTBOBaTb
B OCMbICNEHUW W MHTepnpeTauuu.

3. U Yxnuze. Potorpadus nocne potorpadpun. MNeknH: N3-
aatenbctBo Kutackoro HapogHoro yHuepcuteta, 2005. C.
11.

B 31O cTaTbe Mbl ccnesyemM HOBble MOBeCT-
BOBaTe/IbHble MPaKTUKM B 061aCT COBPEMEHHOW
kutanckor dotorpadum B Hauane XXI Beka, yaenss
ocoboe BHMMaHWe MHHOBaLMAM B BOCAPUATUM
BPEeMEHM 1 MOCTPOEHUN NOBECTBOBAHUN. TN pa-
60Tbl He MPOCTO CTAaTUUHbIE 3annUCh BPEMEHMH,
OHW pacMpAtoT NOBECTBOBATE/IbHOE U3MepeHMe
doTorpadum, packpbiBas rnybuHy 1 LLIMPOTY BPEMEHN
yepes KOHTPaCTbl 1 YepesoBaHVie 13obpaxeHuid. [anee
B CTaTbe pacCMaTpVBaeTCs BAVAHME MOCTCTPYKTY-
panncTckon Gpuaocodum, B HaCcTHOCTL, Teopuin Pyko
1 leppuaa, Ha COBpeMEHHbIX KUTaMCKNX PpOTOXYAO0XK-
HVKOB B VX MOBECTBOBaTE/NbHOM MpakTuke. baarogaps
WMHHOBALMOHHOMY UCMOJIb30BaHMIO apXMBHBIX 130-
Bpa>keHWI, 3TV XYAOXKHMKN UCCAeAYHOT ANHAMU3M U
MHOrOrpaHHOCTb UCTOPUN, pa3pyLlas MOHOJUTHOCTb
TPaAVLMOHHBIX CTOPUYECKMX MOBECTBOBaHWIA. Kpome
TOro, KUTackme coBpemeHHble GOTOXYAOXKHUKN UC-
MoJIb30BaN TEXHMKM Pa3MeLLleHna n MoHTaxa $o-
Torpaduii, 4Tobbl NPOAEMOHCTPUPOBATb F1ybokme
pasMbIlLAEHNA Ha Takne CNOXKHbIe TEMbI, KaK BPeMms,
namATb U MAEHTUUYHOCTb. DTN TEXHUKW MOBbLICUAN
BbIpPa3nTeNbHOCTb POTOPabOT 1 BOBNEUYEHHOCTb
ayauTopuK, CO3/aB HOBbIA BU3YyaibHbIA A3bIK
noBecTBOBaHMA. B Lienom, 3T xygoxecTBeHHbIe
NPaKTUKN He TONIbKO HPOCMAM BbIZOB rpaHULam
TPagnLUMOHHON doTorpadum, HO U NMOATONKHYAU

3Bosiounto poTorpapuyeckmx NOBECTBOBAHUI C
TOUKM 3peHunsa dopMbl 1 cogep>xanns. MpakTrka
COBPEMEHHbIX KUTaNCKMNX GOTOXYAOXKHNKOB ABNAETCA
TEXHUYECKM N 3CTETUYECKN MHHOBALIMOHHOW, U B
TO XKe Bpems npegnaraet HoBble TeOpeTUUECKME U
KOHLieNTyabHble NepCcneKkTMBbl U NHTepnpeTaLmy,
aenasa doTtorpadurro BaXKHbIM CPeACTBOM ANA MO-
HUMaHMA N OTPaXXEHUA CNOXHOCTEN COBPEMEH-
Horo obuwectBa. Nccneays MHAMBUAYANbHbBIA U
KONNEKTMBHbIV OMbIT, 3TW PaboTbl Takxe rayboko
N KPUTUYECKN Pa3MbILLASIOT O NOBECTBOBATENbHOW
dyHKUMM doTorpadum Kak TakoBOW, AEMOHCTPUPYS
npoao/KaroLWwmeca NccnesoBaHna U MHHOBaLMN
doTorpadum Kak CNoXHOro NoBecTBOBaTE/IbHOIO
mMegnyma.

B 3ak/itoueHne MOXHO CKa3aTb, UTO HOBble MO-
BECTBOBaHWUA KMUTalCKON coBpeMeHHOWN ¢oTO-
rpadum B Hadane XXI Beka oTpaxkatoT YyTKyHO
peakLumMo XyAOXHUKOB Ha U3MEHEHNS BPEMEHU Y
rnybokoe oTpaxkeHWe KyabTypHOro pasHoobpasus
COBpPeMeHHOro obLecTBa, AEMOHCTPUPYA TpaHC-
dopmaumto potorpadumueckoro nckyccrTea ot Tpaaun-
LLMOHHOTO K COBPEMEHHOMY.
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