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CREATIVE IMPULSES OF ANCIENT RUSSIAN ART
AND PRESENT-DAY DYNAMICS
IN A. SMIRNOV'S ARTISTIC SEARCH

Summary: The author of the given article pursues
the goal to consider the features of A. Smirnov’s artistic
plasticism, as well as to identify the connections between
his creative searches in this direction and the Christian
worldview. This analysis is carried out on the basis of the ar-
tist's works such as Among the Teachers (1985), The King-
dom of God (1986), The Descent of St. Spirit (1987), Heal-
ing the Possessed (1992), diptych Storm at Sea (1995),
Creation of the World (1988), Choice (1991). The struc-
ture of the article provides a step-by-step identification
of the common features inherent in the artist’s creative
style, followed by a generalisation of their main charac-
teristics. The work analyses the master’s plastic language
within the framework of his religious and philosophi-
cal thinking. The manifestation of a two-way connection
between the master’s creative perception and the artistic
heritage of ancient Russian art is considered. The char-
acteristic accents in which this connection is affirmed
are analysed. An analysis of compositional, rhythmic char-
acteristics, and stylistic features of art works is carried out.

Religious theme has always been an important
component of Russian art. Sometimes, it seemed
to fade into the background; however, after some
time, it again became even more relevant. We see
such a return in the art of the 90's of the last cen-
tury. Many artists tried to resolve the religious issue
for themselves, as an inextricable, important part
of Russian culture, its foundation. There was an at-
tempt to see and feel the living tradition through
a biblical story.

Famous religious painter A. Smirnov has been
working in depth on this topic for several decades.
In this article, we will consider Alexander Smirnov’s
works, touch on the connection between his cre-
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As a result of the analysis, the author comes to the con-
clusion that, in his works, the artist reveals a new dyna-
mism of perception, which is expressed in its own unique
commitment to the idea of returning movement, circular
rhythm, and the appearance of space in several planes.
Much is formed under the influence of his attraction
to the art of Ancient Rus'. It can be found both in the wide-
spread use of the circle and sphere motif, a lot of dimin-
ishing perspective, and in the plastic presentation of the fi-
gurative mass as a whole.

The nature of the dynamics and statics combination,
that is a desire for a commonality of their perception,
the consistency of these concepts, is inherent in many
of the artist’s creations. At times, it seems he intuitively
feels the static basis of this or that work. As if in contrast
to it, the element of movement begins to reveal itself
as a synthesis of the dynamics of the 20'th century, com-
bined with the harmony and grace of ancient Russian art.

Keywords: Alexander Smirnov, religious painting, artistic
heritage, symbolic painting, spiritual art, Christian motifs.

ative searches in this direction and the Christi-
an worldview, the peculiar relation of expression
and harmony in it.

The dynamic richness of the work of Alexander
Smirnov, the older generation painter, his artistic
plasticism and the connection between his creative
searches in this direction and the Christian worldview
are of growing interest today. In the plastic ways and
discoveries of this master, one can feel the echoes
of the search for an artistic form, which can be fo-
und in ancient Russian painting. At the same time,
in his art, the nerve and audacity of the 20'th cen-
tury, which even now cannot be forgotten, are felt
in the real connection of expression and harmony.

1. A. Smirnov. 1985. Among the Teachers

The language of symbols, in the context of which
the figurative space of the canvas is understood,
will continue to appear in the artist’s creative work
as a leitmotif.

The painting The Kingdom of God (ill.2) became
a striking manifestation of the idea of unification
and conciliarity.

With the help of a smooth circular movement,
the refined silhouettes of the figures are direct-
ed towards a single centre — the image of Christ.
The sphere, as the physical dominant of the paint-
ing, is the unifying principle of two worlds, human
and God's. At the same time, the circular movement
of life flows both inside and outside it. Diminish-
ing perspective is spherical in nature, leading the
eye into depth. The amazing musical effect, created
by the movement of spheres, hemispheres and ar-
ched rhythms, is impossible not to appreciate, know-
ing about the artist's integral commitment to ancient
Russian art.

The perception of the canvas space as a tem-
ple principle is conceived in Smirnov’s worldview
and in the painting The Descent of the Holy Spirit
(ill.3). The plasticity of each silhouette is permeated
with unified aspiration. A unified rhythmic move turns
out to be the real key of the composition. This na-
ture of the internal structure organisation of the pain--
ting acts as one of the features of the artist’s plas-

tic thinking. The spirit and aspirations of the 20'th
century, its changing spiritual rhythm with its ac-
cents and repetitions, were reflected in this inter-
pretation of the artistic form.

The diverse dynamics of movement, closely re-
lated to his religious motives, is one of the main
characteristics of the artist's creative work. Its plas-
tic course has many individual characteristics. It is
reasonable, for example, to quote Smirnov’'s words:

“In a work of art, movement is important, however,
stopping it in time is the key”'. He is looking for a
far from elementary consistency between dynam-
ics and statics. Dynamics often acts as a symbol
of growth, variability, changeability, upward striv-
ing, whereas statics - as one of the ways of expos-
ing integrity.

The creations of ancient Russian art come to mind
again. Characterising the frescoes of the Church
of the Assumption on Volotovo Field (the second
half of the 14th century), M. Alpatov notes: “In Volo-
tovo frescoes, one is struck by the uncontrollably bold,
impulsive, passionate movement of the figures”2.
When the researcher uses the word “impetuous”,

1. Conversations of O. Rakova with A. Smirnov. June 15, 2015.
Audio recording. Personal archive of O. Smirnova. Further:
Conversations, June 15, 2015.

2. Alpatov M.V. (1955) General History of Arts: in 3 volumes.
Vol.3. Russian Art from Ancient Times to the Beginning
of the 18t Century. Moscow, p.156.
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lIl.2. A. Smirnov. 1986. The Kingdom of God

he claims that such a plastic move creates
a “new understanding of space”3.

The use of multidirectional movement, as one
of the opportunities to achieve static balance while
maintaining the internal dynamics of the work,
is noticeable in a number of other works by Smirnov.

In Smirnov's film Healing the Possessed, 1992, (ill.4),
special artistic plasticism is a striking phenomenon
in the artistic searches of the late 20'th century.

In this work, the entire space of the canvas is orga-
nised based on the movement of planes and figu-
rative elements, the consistency between their dy-
namic development and their stop. The develop-
ment of movement typology occurs largely due
to the plastic change of plans, which in turn begin
to be subordinate to the general structure of the inter-
nal life of the artistic form with its special rhyth-
mic laws.

The artist unfolds the dynamics simultaneous-
ly in several planes. The background is marked by
the horizon line. A patch of sky repeats this line with
its decorative design. In this rhythmic repetition
of several horizontal lines, a static basis is created,
relative to which the spatial and planar characte-
ristics of the painting begin to work. The artist

3. Ibid, p.156.
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does not limit the plane in the categories to which
we are accustomed. He allows the earth’s surface
to be involved in the dynamics of what is happen-
ing. The sign of suffering evokes a response from
the earth'’s surface inside the painting, and it obeys
the laws that the emotional rhythm of the entire
work dictates to it.

Here we note the artist's compositional move,
with which he finds a point of support in order
to develop the dynamics of movement. The figu-
re of the Saviour contains such a support point.
His figure, on the one hand, serves as the focus
of all moving masses, and, on the other, is the only
stable dominant among the oscillating and heav-
ing earth’s surface.

Smirnov organises life within the space of
the painting in such a way that, as a result, spa-
tial infinity of movement appears, a circular move-
ment of energy flow occurs along an ellipse, through
the figure of the Saviour. First, it gives a powerful
energy impulse, serves as its starting point, and then
receives it again. This movement does not imply
a final moment in the dynamics of its development.
The plane moving away from Christ again strives
to return to the figure of the Saviour.

The background descending plane, outlining
a diagonal arc, bears an image of a rapid run down
from the Saviour. And the running away plane,
and the figure of the shepherd, and the pork sides —
everything is in a single rhythm striving to overthrow.
Despite the fact that, it would seem, figuratively
we are dealing with different types of matter -
the surface of the earth, humans, animals, rhyth-
mically they are perceived as a single whole due
to dynamics and plasticity.

Hemispheres are created by planes. At the mo-
ment of the downward descent of all this direct-
ed running, a collision occurs between the dis-
tant plane and the near plane. From this point
of contact between the planes, a new phase of move-
ment arises.

The result is a rhythm that cannot be stopped.
Movements transform one into another, one form
of matter into the next form of its existence,
and so on again and again. The rhythmic dyna-
mics are acutely recorded - like the pulse of a liv-
ing organism, it fills the artistic form with its endless
transition. Moreover, the infinity of this movement
contains a time aspect. We see the metaphysics
of demonic possession, healing, the next fall fol-
lowing this healing, and the next rebirth; and so on,

endlessly. The space of the canvas turns out to be
included in the centripetal flow of time. Due to the
infinity of movement, space and time come to a co-
ordinated unity of the whole.

In the free plasticity of this work, the improvi-
sational freedom of lines, which M. Alpatov so
appreciated when he characterised ancient Russian
art, triumphed.

Also, the painting Choice (another name is
The Temptation of Christ (ill.5) is surprisingly bold-
ly and unexpectedly organised on the basis of multi-
directional movement of the masses and open op-
position of motives. In the contrasting plasticity
of the painting, the character of space manifests
itself in the movement of planes and figurative
elements, the consistency of energy and stops.
The formation of planes is connected with the in-
ner life of the artistic form, its artistry.

In this rich dynamics, the artist makes exten-
sive use of the circle motif, mainly focusing it on
the search for harmonic orderliness. Circular shapes
are sometimes marked by isolation, sometimes they
confuse with their variability. It is extremely impor-
tant that the smoothness of individual lines does not
prevent Smirnov from maintaining the rich dyna-
mism of the whole. The theme of the circle active-
ly participates in the creation of a living, moving
rhythm of the painting.

Offensive dynamics are largely generated by
smooth cyclical movements. Such plasticity and such
an understanding of the relation between harmo-
ny and dynamics can be seen in Smirnov’'s diptych
Storm at Sea (ill.6-7).

Both canvases are enclosed in a circle, which
determines the rhythmic unity of the composition.
One phase of movement, often without pause, flows
into the next, passing like a refrain through the en-
tire structure of the diptych. When another one fits
into the overall silhouette, a feeling of sphericity
of the internal space arises. This lively plastic move
is close in rhythm to the Volotovo fresco called
Angel. However, in Smirnov's diptych, this plastic
move is enriched by the appearance of colourand
linear contrasts, and the sphericity of the move-
ment acquires spatial depth. As a result, in cont-
rast to our modern artistic practice, it expressively
meets decorativeness.

All the figures in the diptych are perceived as
a single organism: one phase of movement, as has hap-
pened more than once in the artist's works, pas-
ses into another, while the entire internal space

of the painting is in an invisible circle. This monu-
mental integrity does not exclude an amazing variety
of rhythmic relations. One of the main characteris-
tics of the diptych is the harmonious combination
of transitions from one rhythm to another, without
any “breaks”, or, as Nikolai Tretyakov noted, "rag-
ged rhythms"4. In this plastic design, one can clearly
see the continuity with ancient Russian art.

The entire internal movement of the painting
is subject to the module of the circle, whereas
the hemisphere denotes compositional, spatial and,
partly, its semantic parameters. On the right side
of the diptych, the harmony of the hemispheres, like
a mysterious flower, simultaneously marks the edge
of the boat, the sail, and the crests of the waves.
The sail goes to the edge of the format, and imme-
diately returns in an arc to the figure of the Saviour
in the image of scarlet fabric on his shoulder.We will
see this return of movement in some of the artist's

4. Tretyakov N.N. (2001) Image in Art. Basics of Composition...
Moscow: Svyato-Vvedenskaya Optina Pustyn, p.262.

III.3. A. Smirnov. 1987. The Descent of St. Spirit
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lIl.4. A. Smirnov. 1992. Healing the Possessed

other works. (I noted this feature of Smirnov's plas-
tics earlier®).

Looking at the diptych, one can see how the art-
ist, picturing a path to the image, creates a move-
ment which has a symbolic meaning. The movement
itself is created both by a group of figures and by
a gesture of outstretched arms, expressing the sa-
cred meaning of what is happening. The combination
of the statics and the dynamics takes on, on the one
hand, the meaning of majestic peace, and on
the other, on the contrary, confusion. In this com-
bination, one can see the contact of “two planes
of existence”. Once again, we have to think about
the interpenetration between the artistic form
and the semantic component. Studying ancient
Russian painting, Professor E. Trubetskoy notes its
inherent spiritual interpretation of the image of
the divine and the human: "On the one hand, eter-
nal peace, on the other hand, suffering, chaotic but
striving for peace in God existence”. The general
movement of the diptych either becomes a sym-
bol of majestic peace, or expressively personifies
confusion.

The metaphorical meaning of the left part of
the diptych arises in such a way that the beam
in which the figure of Christ is placed holds the en-
tire mass of restless figures of disciples. In this con-
struction, the image of Christ as the basis of salva-
tion becomes dominant. This interpretation, achieved

5. Rakova O.A., Rakov M.P. “Religious painting of Alexander
Smirnov in line with the traditions of Slavic culture”.
Culture and Art. 2022. No.7. Pp.57-67. DOI: 10.7256/2454-
0625.2022.7.38317. Available at: https://enotabene.ru/pki/
article_38317.html.
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also due to the stylistic and colour unity of the dip-
tych, feels like high innovation. The artist man-
aged to contrast the classically clear image of Christ
and the intertwined group of disciples, rapidly mov-
ing away from the darkness approaching them.
Their heads appear in a ray of light, creating a kind
of halo above them.

Again and again, the dynamics of the 20'th-
century art are expressively reflected in the origi-
nality of Smirnov’s artistic form. Often, with all it's
rapid mobility, it has a touch of restrained severi-
ty. This happens both due to the energy of the au-
thor's stroke, and owing to the precisely found place
of each figure in the space of the canvas and its re-
lationship with other figures.

The use of pure colours allowed the artist to cre-
ate an orderly harmony on the right side of the dip-
tych. The figure of Christ, the main warm tonal spot
of the painting, invades the seemingly indestructi-
ble dominance of cold tones. As already mentioned,
with their dynamics, the waves and boats with dis-
ciples personify the theme of confusion. The figure
of Peter closes the movement. Peter’s gesture ech-
oes the gesture of Christ.

The search for rhythm in the painting The Creation
of the World (ill.8) is interesting. When one first looks
at the painting, one gets the feeling of a harmonious
musical melody. The decisive role belongs to the deli-
cate colour scheme — bluish, pearlescent, unusually
complex, but, at the same time, succinctly defined.
What is no less significant is that the multifigure
composition consists of sharply dynamic move-
ments of incorporeal creatures. The consistency

[11.6-7. A. Smirnov. 1995. Diptych Storm at Sea.

of the plastic rhythm fills the space and, at the same
time, is the space itself.

According to the artist’'s plan, the divine prin-
ciple in man is manifested in trust in divine provi-
dence. The personification of this presence in the
Holy Spirit, as St. Seraphim of Sarov said, is figura-
tively expressed by the artist in the carefully out-
stretched hand of the Lord of Sabaoth, on which
tiny figures of Adam and Eve are placed. The figu-
re of God the Father is designed as a monumen-
tal beginning that sets the tone for the artwork.
Through individual plasticity, the reverent attention
with which God turns to Adam and Eve as his crea-
tions, the beginning of life, is embodied. Dark sil-
houettes flicker like shadows among soft pink ones;
as the artist himself put it: “The location of a per-
son between the good and the evil as a formed
problem of their existence”®. The theme of choice
will be raised by the artist throughout his creative
work; sometimes, it correlates with the concept
of conciliarity, in other cases, it denotes a conflict
between what is above and what is below. The en-
tire structure of this work by Alexander Smirnov
is similar to a melody.

If one considers what these plastic moves reveal
in the work of Alexander Smirnov, one can feel that
the master has discovered some new dynamism
of perception. One can especially highlight its unique,
in its own way, commitment to the idea of recur-
rence of movement, circular rhythm, and the re-
versal of space simultaneously in several planes.

6. Conversations of O. Rakova with A. Smirnov. June 15, 2015.
Audio recording. Personal archive of O. Smirnova.

The formation of the compositional module of most
of Smirnov’'s paintings seems to be as something
close to the creative quest of our days. In fact, much
is influenced by his attraction to the art of Ancient
Rus'. It can be found both in the widespread use
of circle and sphere motifs, in a lot of diminishing
perspective, and in the plastic designation of the fi-
gurative mass as a whole.

The nature of the combination of the dynam-
ics and the statics — the desire for a commonality
of their perception, the consistency of these con-
cepts, is inherent in many of the artist's artworks.
At times, it seems that he intuitively feels the stat-
ic basis of this or that work. As if in contrast to it,
the element of movement begins to reveal itself
as a synthesis of the dynamics of the 20'th centu-
ry, combined with the harmony and grace of an-
cient Russian art.
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1IL.5. A. Smirnov. 1991. Choice
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TBOPYECKWE MMTITYJIbCbl APEBHEPYCCKOTIO
NCKYCCTBA N ANHAMUKA HALLUX AHEW
B XYAOXECTBEHHbBIX MCKAHNAX A.M. CMPHOBA

AHHOmMayuA: ABTOp CTaTby CTaBUT Nepey cobow Lenb
paccMOoTpeTb 0COBEHHOCTU XYAO0XKECTBEHHOMO MAaCTULM3-
mMa A.M. CMUpHOBa, a Tak>Xe BbIABUTb CBA3WN ero TBOp-
YeCcKMX MOUCKOB B 3TOM Hampas/iieHUN C XPUCTUAHCKUM
MrpoBOCNPUATUEM. [laHHbIN aHaan3 MPOBOAUTCSA Ha OCHO-
Be TakuX Npou3BeAeHN Xy[OXKHUKa, Kak «Cpeaun yuunte-
neri» (1985 r.), «<Lapcteo boxwue» (1986 r.), «CowectBune
cB. [yxa» (1987 r.), «<McueneHme 6ecHoBaTbix» (1992 r.),
anntmx «bypsa Ha mope» (1995 r.), «CoTBOpEHMe Mupa»
(1988 r.), «Bbibop» (1991 r.). CTpyKTypa cTaThy Npesno-
Naraet no3aTanHoe BbifB/EHVE XapakTePHbIX MPU3HAKOB,
NPUCYLLUX TBOPYECKOMY CTUIO MacTepa, C Nocaeayto-
WK1M 0606LLEeHMEM NX OCHOBHbIX XapakTepuctuk. B pabo-
Te aHaNM3NpPyeTCA NaacTMYeckuii A3blk Mactepa B pamkax
€ro peanrnosHo-epruaocoPpckoro MbilieHus. Paccmatpu-
BaeTca NposBiAeHNe ABYXCTOPOHHEN CBA3U TBOPYECKO-
ro BOCMPUATUS MacTepa C XyAO0XEeCTBEHHbIM HacaeAnem
JPEBHEPYCCKOro UCKYCCTBa. AHaNU3MPYHOTCA XapaKTepHble
aKLeHTbl, B KOTOPbIX YTBEPXAaeTca 3Ta cBA3b. [poBoAgMT-
€A aHaIM3 KOMMO3ULMOHHbIX, PUTMUUYECKUX XapaKTepu-
CTUK, CTUINCTUYECKNX OCOBEHHOCTEN Xy 05KECTBEHHbIX
npovseeAeHwuii. B pesynbTaTe aHanusa aBTop NpuUxoauT

PenvrnosHas tema Bcerga 6bina BaXXHOW COCTaB-
NAOLWENn pycckoro nckycctea. IHorga oHa cnoB-
HO yXOAW/Ia Ha BTOPOW MJiaH, HO Yepes Kakoe-To
BpeMs BHOBb CTaHOBW/IACh eLle 6osiee akTyanbHOM.
Takol Bo3BpaT Mbl BUAUM B Uckycctee 90-x rogos
npowsioro cronetus. MHorve xyAoXXHUKM NbiTa-
IVCb paspewwnTb ansa cebs pennrnosHbii BONpoc,
KaK Hepa3pbIBHYHO, BaXKHYH COCTaB/AROLLYHO YacTb
PYCCKOM KyNbTypbl, ee dyHAaMeHT. bbiia nonbIT-
Ka YBUZAETb 1 NMPOYYyBCTBOBATb XMBYH TPaAULUIO
vuepes b1MbNeNCKNn CroXeT.

A. CMVPHOB, U3BECTHbIN PENUTUO3HbIN XMBO-
nuncew, Ha NPOTAXEHUN HECKOJIbKUX AeCATUIETUN

K 3aKJFOYEHUNIO O TOM, UTO XYAOXHWK B CBOUX MPOU3-
BeJeHNAX 0bHapy>XuBaeT HOBbIN ANHAMWU3M 3BYyYaHMA,
YTO BbIPaXaeTcsa B NO-CBOEMY YHMKANbHOW MPUBEPIKEH-
HOCTW K MJee BO3BPATHOIO ABUXKEHWSA, KPYrOBOMY PUT-
MY, Pa3BOPOTY NPOCTPaHCTBA B HECKOJ/IbKMX MAOCKOCTAX.
MHoroe cknagblBaeTca y Hero noj BANAHUEM MpUTAXe-
HWA K nckycctay JpesHen Pycu. EFo MOXHO 0BHapyXuTb
KaK B LUMPOKOM MCMONb30BaHUN MOTMBA Kpyra, chepbl,
MHOXeCTBE MepCcrnekTUBHbIX COKPALLEHWNA, Tak U B Nia-
CTUYeckoM 0b03HaveHn GUrypaTMBHOM MaccChl B LLEIOM.

XapakTtep coyeTaHns ANHAMWUKN U CTaTUKN — CTPEM-
NleHne K OBLWHOCTM NX BOCMPUATUSA, COrNacoBaHHOCTb
3TWX MNOHATUI NPUCYLLN MHOTUM TBOPEHUAM XYAOXKHMKA.
KaxxeTcs, NopoMn, UTo CcTaTMYecKyto OCHOBY TOW UM MHON
paboTbl OH UyBCTBYET MHTYUTUBHO. CIOBHO B MPOTUBO-
BEC eli HauMHaeT PackpbIBaTbCA CTUXUA ABUXKEHUNS Kak
CUHTE3 AMHaMUKM XX Beka B COUETaHMM CO CTPOMHOCTbIO
W rpauuen ApeBHEPYCCKOro MCKyCCTBa.

Knrouessie cnosa: Anekcanap CMUPHOB, peanrnosHas
>KMBOMUCh, Xy0XXECTBEHHOE Hacieamne, CUMBOANYecKas
>KMBOMUCH, YXOBHOE UCKYCCTBO, XPUCTUAHCKME MOTMBBI.

yrnybneHHo pabotaet Hag 31O TeMOW. B saHHON
CTaTbe Mbl PacCMOTPUM Npon3BeseHns AnekcaH-
apa CMUPHOBA, KOCHEMCA CBA3W ero TBOPYECKMX
MOWCKOB B 3TOM HamnpaBie€HUN C XPUCTUAHCKMM MW-
poBOCNpPUATNEM, CBOEOOPA3HbIM COOTHOLIEHMEM
B HEeM 3KCMpeccun 1 rapmMoHuM.

AnHammnueckas HacbIWEHHOCTb TBOPYECTBa
XMBOMUCLIA CTapllero nokoneHnsa AnekcaHapa
CMVPHOBA, ero Xy,0XXeCTBeHHbIM NAacTULM3M 1 Opu-
TMHabHOCTb €ro XyAO0XEeCTBEHHOro niacTmymsma
BbI3bIBaeT CEOAHA PacTyLLMin MHTepec. B naactnuec-
KMX XOZax U HaxogjKax 3TOro Mactepa YyBCTBYHO-
TCA OT3BYKW WMCKaHWI XyAOXeCTBEHHOW GOopMmbl,
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11.8. A. Smirnov. 1988. Creation of the World.

KOTOPYH MOXHO BCTPETUTb B APEBHEPYCCKOMN XMN-
BOMWUCK. B TO e Bpems B XXMBOW CBA3N B €ro uc-
KyCCTBe 3KCMPEeCCUN N rapMOHUN OLLYTUMbl HEPB
1 aep3ocTb XX BeKa, KOTOpPble W HbIHE HEBO3MOX-
HO 3abbITb.

PaccMoTpuM XxapakTepHble akLEeHTbI, B KOTO-
pbiX yTBEpAMNACh 3Ta ABYXCTOPOHHAA cBA3b. Korga
npoo. E. TpybeLkon B cBoeEM nccnesoBaHum «Tpu
ouepKa O PYyCCKOM MKOHEe» MULLET O MOUCKE BHYT-
peHHero CMbiC/ia, BO MHOrOM O6beANHSAIOLWEM Xy-
J0XecTBeHHOe Hacneaue [peBHen Pycu, ocHOBHOe
Hayaso OH BUAUT B «ropeHun ko Kpecty»'. B uckyc-
cTBe 0b6bpas3 XpucTa owyLaeTca UM Kak Hayano,
K KOTOPOMY KaK B WAENHOM, TaK W XyLOXeCTBEH-
HOM CMbIC/€e CTPEMUTCA NPOCTPAHCTBO KapTUHBI.
VIMEHHO Tak OpveHTMPOBaHbl MHOT1e NPOV3BeAeHNs
A. CmunpHoBa pybesxxa XX-XXI Bekos.

BrneuaTnatolee KOMNO3NLMOHHOE peLleHne
KapTuHbl «Cpeau yunteneii» (puc. 1) cnocobeTeyet
PacKpbITUIO NAACTMYECKOro obpasa oTpoka-Xpucra.
Ero ¢urypa — cobupatenbHbl LEHTP KapTUHbI —
OKpY>KeHa MOTOKOM CBETa, C/IOBHO Iy4OM, pa3pe3ato-
MM NPOCTPaHCTBO xoscTa. ObpalleHHble K OTPOKY

1. Tpy6eukon E.H. Tpm ouepka o pycckoin nkoHe. «Hoe Lap-
CTBO U €ro nckaTenn B pycckow HapoAHOM cKaske». —
M.: NenTa, 2000.
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CUNyaThbl yuntenein, GOpMmUpYrOT NOAHBIN HGaaroro-
BEHMWS My3blKaJbHbIA puTM. TOrAa Kak B fi3blke Xec-
TOB yuMTe/Iei BblPa3nTe/IbHO 3BYUUT HaNOMUHaHNE
0 BEUYHbIX NCTUHAX. CUMBOMYECKU MPOYUNTLIBAETCS
n Bce durypaTmBHOe NPoOCTPaHCTBO xoAcTa. Bonno-
LL,as CBOW 3aMblCen, XyAOXHWK CO34a€eT B KapTvHe JBa
pa3/IMuHbIX NCTOYHWMKa cBeTa. Obpa3 Betxoro 3aBeTa
0/IMLLETBOPSAET NOTOK CBETA, MPOHMKaOLWMNIA CKBO3b
YCNIOBHO HaMeYeHHble B MPOCTPaHCTBE JajibHero
naaHa pelueTyaTble okHa. B aTom e npoctpaHcTBe
BUAATCA CUAYaThl yuntenei. MpoctpaHctBo BeTxo-
ro 3aeeTa paccekaet sy4y Hosoro. B Hem Hameue-
Ha ¢urypa Cnacutens. CeeT B KapTUHe XyAOXHMKa
MMeeT JBOAKOE MPOUCXOXAEHNE — B NMEPBOM C/1y-
yae, ero NPOHNKHOBEHME CKBO3b peLLeTyaToe OKHO
HeceT B cebe 3HaueHune Ayx0BHOM HECBOOOAbI, NOA-
UMHEHHOCTM ByKBe 3akoHa. Toraa Kak MoToK CBeTa,
B KOTOPOM Haxoamntcs cunyst OTpoka, CMMBOAN3M-
pyeT HoBbiin 3aBeT. B cBOtO ouepeab, Gurypsl yun-
TeNen, HaxoAsaLMecs B MPOCTPaHCTBe APYroro CBeTa,
npubAMXarTCsA, BONPOLLAKOT, HO HE CMEIOT Hapy-
LUINTb rpaHuLbl BeTxoro n BcTynuTb B HOBbIN 3aBeT.

A3bIK CUMBONOB, B KOHTEKCTE KOTOPbIX NMPO-
unTbiBaeTCca GUrypaTMBHOE MPOCTPAHCTBO XOJCTa,
1 janblie byaeT NPOXOANTb Yepes BCe TBOPYECTBO
XYAOXHMKA KaK 1eMTMOTMB.

Apknm nposBaeHMeEM naen obbeanHeHns n
cobopHoCTU cTana kapTuHa «LlapctBo boxwne»
(puc.2).

YTOHYEHHbIe C1Ay3Tbl GUTyp C MOMOLLbIO MAaB-
HOrO KPYroBoro ABuXeHuns obpalleHbl K eANHOMY
LueHTpy — m3obpaxeHuto Xpucta. Chepa, kak Gusm-
yeckas JOMMHaHTa KapTUHbI ABASETCA OObeANHSA-
FOLLMM HavaaoM [BYyX MUPOB — Ye/N0BEYEeCKOro
n Boxbero. [pu 3TOM KpyroBoe ABUXEHMWE XU3HU
TeuyeT Kak BHYTpU, Tak 1 BHe ee. [lepcnekTMBHOE
CoKpalleHne nmeeT chepuyecknin xapaktep, yBoas
B354 B IyOUHY. YAUMBUTENbHBIA My3blKabHbIN 3¢-
bekT, KOTOpbIV co3aeTcs ABMXKeHWeM chep, Nony-
cdep v gyroobpasHbIX PUTMOB, HEBO3MOXHO He OLie-
HWTb, 3Has 06 OpraHMYeCcKon NMPUBEPXKEHHOCTU
XYAOXHWKA K APEBHEPYCCKOMY MCKYCCTBY.

MNoHUMaHWe NpocTpaHCTBa X0CTa Kak XpaMoBOro
Hayana Mblcantcs B Muposocnpuatnmn A. CMMpHoBa
n B kaptnHe «Cowectsme CeAatoro [yxa» (pwuc.3).
EavHBIM CTpeMaeHeM NPOHM3aHa NiacTnKa KaxXkao-
ro cunyata. EAVHBIV pUTMUYECKMIA XO4 OKa3blBaeTcs
HaCTOALMM KJIHOUOM KOMMO3ULUKN. DTOT XapakTep
OpraH13aLnmn BHYTPEHHErO CTPOA KapTWHbI BbICTyMNa-
eT Kak oZHa M3 0COBEeHHOCTEN MAacTUYECKOro
MbILUNEHUA XYAOXHWKA. B Tako nHTepnpetaumm

XYZAOXeCTBEHHOM GOPMbI OTPa3UACA AyX N YCTPEM-
neHuna XX Beka, ero usMeHu4MBan LyxoBHasa pUTMu-
Ka C ee akLleHTaMu 1 NoBTOpamMu.

OfHa 13 OCHOBHbIX XapakTepucTK TBopYecTBa
XyAOXHMKa — TeCHO CBA3aHHasA C ero peinrmosHbl-
MW MOTUBaMW MHOTOO6pa3Has AMHaMMKa ABUXKEHMS.
Mnactnyeckunin xos ee NMeeT HEMano MHANBUAYab-
HblX 0COBEeHHOCTeN. YMeCTHO, Hanpumep, npuee-
cTn Takme cnosa A. CMupHoBa: «B xygoxxectBeH-
HOM NPoV3BeAEHNM BaXKHO ABWXEHWE, HO, T1aBHOE,
BOBPEMs ero 0CTaHOBWTb»2. OH ULLLET Aaneko He de-
MEHTapPHYIO COrNacoBaHHOCTb AMHAMMUKN U CTaTUKMN.
JvHamuka 4acTo BbICTynaeT Npu 3TOM Kak CMMBOI
pOCTa, BapnaTUBHOCTW, U3MEHUMBOCTY, CTPEMIEHNA
BBEpX, a CTaTMKa — Kak OAWH U3 cnocoboB obHa-
KEHUA LeNbHOCTY.

BHOBb BCMOMWHAKOTCA TBOPEHNA APEBHEPYCCKO-
ro nckyccrea. Xapakrepusys ¢peckm xpama Ycne-
HWA Ha BonoTtoBoM none (BTopas nosiosuHa XIV B.).
M. AnnatoB oTmeuvaeT: «B BonoTtoBcknx dpeckax
nopaxaet 6e3ysep>XHO CMeNoe, MOPbIBUCTO., CTPACT-
Hoe aBwxeHne duryp»3. Koraa xe nccnegoearens nc-
MONb3YeT C/IOBO «CTPEMUTENbHBIN» — OH YTBEPXKAAET,
YTO TaKOW NaCTUYECKUM X0/ CO3AaeT «HOBOE Mo-
HUMaHWe NPOoCTpaHCTBa»*,

Vicnonb3oBaHve pa3HOHaNpPaBAeHHOTO ABu>Ke-
HWA, Kak OZHOM U3 BO3MOXHOCTEN 0b6pecTn ctatnye-
CKOe paBHOBECKE, COXPaHAA BHYTPEHHIOK ANHAMUKY
npounsBeAeHNs, 3aMeTHO 1 B psaje Apyrux pabor
A. CmupHOBa.

B kaptuHe A. CmMupHoBa «/cueneHne 6ecHoBa-
Thix» 1992 r. (pnc.4) ee 0COBbIN XyAOXECTBEHHbIN
naacTMum3M npeactaBaset cobor apkoe sBieHne
B Xy 0)KeCTBEHHbIX Nouckax KoHua XX Beka.

B naHHoOI paboTe BCe NPOCTPaHCTBO XOACTa Bbl-
CTpanBaeTcs 3a CYeT ABUXEHMA NMIOCKOCTEN N dU-
rypaTUBHBIX 3/leMEHTOB, COrNacoOBaHHOCTU MeXAY
X ANHAMUYECKUM Pa3BUTMEM M UX OCTAaHOBKOM.
Pa3BuTne TMNOAOrMN ABUXKEHUA MPOUCXOANT BO
MHOFOM M 3a CYeT MNNacTUYeCKOro n3MeHeHus nia-
HOB, KOTOpble B CBOIO O4epesb HaUMHAOT MNOAYMN-
HATbCA OBLLLEMY CTPOHO BHYTPEHHEN XM3HU XYAO-
XEeCTBEHHON GOPMBbI C ee 0COBbIMU PUTMUNYECKMMU
3aKOHamu.

2. beceabl O.A. PakoBoli ¢ A. M. CmMupHoBbIM 15 utoHa 2015
/ayavnosanuce/ Jlnuneii apxmus O.A. CMupHoBol. [lanee —
6eceabl 15 noHsa 2015.

3. AnnatoB M.B. Bceoblas nctopus uckyccrs. — T.3. Pycckoe
WCKYCCTBO C ApPeBHeNWNxX BpeMeH o Havana XVII Beka. —
M. - 1955. — C.156.

4. Tamxe. — C.156.

XyAO>XHMWK pa3BopayvBaeT AMHaMWKY OAHOBpPe-
MEHHO B HECKOJIbKUX MAOCKOCTAX. JanbHuii nnaH
OTMeuYeH NuHunen ropumsoHTa. Kycouek Heba cBO-
M AeKOpPaTUBHbBIM peLleHneM NoBTOpAeT 3Ty -
HWIO. B 3TOM PUTMUYHOM NOBTOPEHUWN HECKO/b-
KWUX TOPM30HTaNbHbIX IMHWUA CO3AaeTcs cTaTu4Has
OCHOBa, OTHOCUTEIbHO KOTOPOWN HaunHatoT pabo-
TaTb MPOCTPAHCTBEHHO-M/IOCKOCTHbIE XapaKTepucTm-
KW KapTUHbI. XYAOXHWK He OrpaHn4MBaeT NioCKoCTb
B Tex KaTeropusx, K KOTOPbIM Mbl MPUBBIKAN.
OH N03BO/ISIET 3eMHOIN NOBEPXHOCTW ObiTb BOB/IEYEH-
HOW B AMHaMWKy Nponcxoasiuero. 3Hak cTpajaHus
BbI3blBaeT OTBETHYIO peakLMto OT 3eMHOW MoBepX-
HOCTW BHYTPW KapTWHbI, 1 OHa NOAUYNHAETCA TEM
3aKOHaM, KOTOpPbIe ANKTYET € 3MOLMOHA/bHbIA PUTM
BCEro Npowu3BeseHus.

34eCb Mbl OTMEYaeM KOMMO3ULIMOHHbIN XOg
XyAOXHWKa, NPU KOTOPOM OH ANf TOro, YTobbl pas-
BEPHYTb AUHAMWKY ABVXKEHWS, HAXOANT TOUKY OMOPbI.
Takyo OMOPHYO TOUKY 3akatouaeT B cebe purypa
Cnacutens. Ero ¢urypa, ¢ o4HOW CTOPOHBI, CAYXUT
cpeAoTouMEeM BCEX ABMXKYLLMXCA Macc, a C ApYy-
ron — ABAAETCA €4UHCTBEHHOM YCTONUNBOM AOMM-
HaHTOW cpean Koaebatowencs 1 B3gbiMatoLLencs
3eMHOI NOBEPXHOCTY.

A. CMMPHOB Tak OpraHun3yeT XW3Hb BHYTPW Npo-
CTPaHCTBa KapTWHbI, YTO B pe3y/ibTaTe BO3HWKA-
€T NPOCTPaHCTBEHHasA BECKOHEYHOCTb ABUXKEHUS,
NPOUCXOANT KPYroBoe ABMXXEHME NOTOKa IHEPrum
no anauncy, Yepes ¢urypy Cnacmtensa. CHavana
OHa faeT MOLUHbBIN SHEPTETUYECKUIA UMMYALC, CYXUT
€ro OTNpPaBHOM TOYKOMW, a 3aTeM BHOBb NMPUHUMAET
ero. 370 ABWXXEHMeEe He npeanonaraet KOHEYHOro
MOMeHTa B JMHaMuKe CBOero passutua. Yberato-
wasa oT XpmcTa NAoCKOCTb BHOBb CTPEMUTCA COBEP-
WnTb BO3BpaT K purype Cnacutens.

Hucxoaawas nnockocTb fanbHero niaHa, ouep-
yMBas AMaroHanbHyr Ayry, HeceT Ha cebe obpas
cTpemutenbHoro 6era ot Cnacutens BHu3. U y6erato-
Las NA0CKOCTb, M GUrypa nactyxa, n cBuHble boka —
BCE HAaXOAMTCA B eAMHOM CTPeMALLEMCSH HU3Bepr-
HyTbCA pUTMe. HecMOTpA Ha To, YTO, Ka3anocb Obl,
burypatMBHO Mbl UMEEM fe/i0 C pa3HbIMU TUNa-
MW MaTepum — NMOBEPXHOCTb 3eMAU, YeNOBEK,
XWUBOTHbIE, HO PUTMUYECKN, 3@ CYET ANHAMM-
KW 1 NAaCTUKM, OHW MPOYUTLIBAIOTCA KakK eAnHoe
uenoe.

Mnockoctamu co3garotca noaycdepol. B mo-
MEHT H13BEP>XKEHMA NO HUCNadaroLLeli BCEro 3Toro
HanpaBaeHHOro 6era NPOVCXOANT CTONKHOBEHWE NA0C-
KOCTM JanbHero € NAOCKOCTbIO BANXKHEro NAaHoB.
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/13 3TOM TOUKM CONPUKOCHOBEHUSA MAOCKOCTEN BO3-
HWKaeT HoBaa dasa ABMXEeHMS.

B pe3ynbTaTe BO3HMKAET PUTM, KOTOPbIN HE JOMYC-
KaeT OCTaHOBKMW. [IBMXXEHUS NepexoasT O4HO B APY-
roe, ogHa dopma matepun B ciegyroulyro dopmy
€e CyLLLecTBOBaHMWA, U Tak cHoBa 1 cHoa. OcTpo duk-
CUpYeTCs pUTMUYecKas AMHaAMUKa — OHa Kak MybC
>XMBOTO OpraHn3Ma cBouMM HeCKOHeUHbIM nepe-
XOZ,0M HamnoJHAET XyA0XXeCcTBeHHY0 dopmy. bec-
KOHEYHOCTb 3TOr0 ABUXEHMUS COAEPXKUT N BPEMEH-
HOM acrnekT. Mbl BUAMM MeTadpusnky becHoBaHuMs,
NCLLeNEeHSA, CeAYIOLLEro 3a 3TUM UCLeNeHNEM OYe-
pefHOro nafeHus, N cCiedyroLlero BO3poXKaeHu s;
n Tak 6e3 KoHua. [poCTpaHCTBO XONCTa OKa3blBa-
eTCA BKJKOYEHHbIM B LLEHTPOCTPEMUTENbHLIN ber
BpemMeHUW. 3a cueT 6eCKOHEYHOCTU ABUXKEHUS NPO-
CTPaHCTBO W BpPeMSs MPUXOAAT K COrlacoBaHHOMY
€/ MHCTBY L,enoro.

B cBobogHOM nnacTuke AaHHOM paboTbl BOC-
TOp>KecTBOBana Ta MMMPOBM3aLMOHHaA cBoboa
JIVHWIA, KOTOPYHO Tak LieHnn M.B. Annatos, korga saBan
XapaKTepucTUKy ApeBHEPYCCKOMY MCKYCCTBY.

Takxe yanBUTENbHO CMENO U HEOXWUAAHHO Bbl-
CTPO€eHa Ha OCHOBE Pa3HOHaMNPaBAEHHOIO ABUXEHUSA
MacC 1 OTKPbITOro NPOTUBOMOCTaBAEHNS MOTUBOB
KapTuHa «Bbibop» (apyroe Ha3BaHWe — «lckyle-
HMe Xpucta» (puc.5)). B KOHTpacTHOWM naacTuke
KapTWUHbI XapakTep NpoCTpaHCcTBa NposBaseT
cebs B ABMXKEHWM NIOCKOCTEN U GUIypaTUBHbBIX
3/1eMEHTOB, COr/laCcoOBaHHOCTWN 3HEPTMN U OCTa-
HoBoK. DopMuMpoOBaHMe NaHOB CBA3aHO C BHYT-
PEHHEN XMU3HbI XYAOXECTBEHHON GOpPMbI, ee
apPTUCTUYUYHOCTBIHO.

B 3TOM HacbIWEHHON AMHaMUKe MacTep LWMpPO-
KO MUCnosb3yeT MOTUB KPYra, NpenmyLLecTBEHHO
OPVEHTUPYA €ro Ha NOVNCKN rapMOHNYECKOWN CTPOM-
HocTu. KpyroobpasHble GopMbl TO OTMEYEHbI 3aM-
KHYTOCTbO, TO CMYLLLAHOT CBOEW BapMaTMBHOCTbHO.
ckntoumTenbHO BaXKHO, YTO NIABHOCTb OTAEbHbIX
NMHWA He MewaeT A. CMUPHOBY COXPaHATb Hacbl-
LLEeHHbIN AMHaMUM3M Lesoro. Tema Kpyra AesTesb-
HO y4acTBYeT B POXAEHUMW XNBOTO, MOABUXHOIO
pUTMa KapTWHbI.

HactynatenbHas AMHamMuKa BO MHOTOM poXJa-
€TCA 3@ CYET NMIAaBHbIX LIMKANYHBIX ABUXKEHWNA. Takyto
NAacTUKY M Takoe NOHMMaHWe OTHOLLIEHWI rapmo-
HUM 1 AMHAMUKN MOXHO BUAETb B guntuxe A. CMup-
HoBa «byps Ha mope» (puc.6-7).

Oba xoAncTa 3akatoueHbl B Kpyr, UTO npegonpe-
AenseT putMmyeckoe eAnHCTBO komnosnunn. OaHa
daza ABMKeHMs, yacTo 6e3 nays, nepeTekaeT B Cle-
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AyroLLYytO, Npoxoasa pedppeHOM CKBO3b BCe NOCTpoe-
Hue auntuxa. Korga B o6WMi cMayaT BAMCbIBAETCS
ellle OAVH, BO3HUKAET oLlyLlieHne ChepnUHOCTM BHYT-
peHHero NpocTpaHcTBa. ITOT XMBOM NaacTnye-
CKUI X04 6130K NO PUTMY K BONOTOBCKOWN dpec-
Ke noj HazBaHueM «AHren». OfHaKo, B AUNTUXE
A. CMMpHOBa 3TOT NacTUYeckumii xoa oboralleH no-
SIBJIEHNEM LiBETOBbIX U JIMHEVHbIX KOHTPACTOB, a che-
PUYHOCTb ABUXEHWA 0bpeTaeT NPOCTPaHCTBEHHYH
rnybuHy. B utore, B NpoTMBOBEC Hallel COBPEMEH-
HOW XYZAO>ECTBEHHON NMpPaKTMKe, OHA Bbipa3nTesb-
HO BCTPEYaeTCs C JEKOPATUBHOCTLHO.

Bce ¢purypbl BOCMPUHMMAIOTCA B AUNTUXE KAK eAn-
HbIi OpraHu3m: ogHa da3za ABWXXeHWs, Kak 3TO HX pa3
6b110 B paboTax XyAOXKHMKa, NEPEXOAUT B APYTyHO,
TOrZa Kak BCe BHYTPEHHEee NPOCTPaHCTBO KapTUHbI
OXBayeHO HEBUAMMbBIM KPYroM. 3Ta MOHYMeHTa/lbHas
LLe/IbHOCTb He UCKAHUAET NMOPasnTeNbHOIO pasHo-
obpazusa pUTMMUYECKMX OTHOLEHNA. OAHOWM 13 rnaB-
HbIX XapakTepUCTNK AUMTAXa CTas0 rapMOHUYHOE
coueTaHWe NMepexojoB OAHOTO pUTMa B APYroOM,
6e3 Kaknx-nNmbo «paspbiBOB», UM, KaK 3aMeTuA
Hukonah HukonaeBny TpeTbAKOB, «pPBaHbIX PUT-
MOB»°. B 3TOM niacTUUeCcKoM peLleHnn SCHO Yu-
TaeTcs NpeeMCcTBeHHas CBf3b C APEBHEPYCCKUM
NCKYCCTBOM.

Ecan mogynto kpyra NoAUMHAETCS BCE BHYTPEH-
Hee JBWXXEHWE KapTWHBbI, TO noaychepa obo3HavaeT
KOMMO3MLMOHHbIE, MPOCTPaHCTBEHHbIE W, OTYACTH,
€e CMbIC/IOBbIe NMapaMeTpsl. B npaBor yacty guntuxa
rapMoHwuei noaycdep, Nnogo6HoO 3arag0uHOMY LiBeT-
Ky, OAHOBPEMEHHO 0603HaueHbI Kpali Nagbu, Napyc,
rpebHun BoaH. Mapyc yxoauT B Kpan popmata v TyT
Xe gyroobpasHo Bo3Bpallaetca kK dpurype Cnacure-
N5 B 306paxKeHUn anon TKaHu Ha ero naeye. 10T
BO3BpaT ABUXEHUA Mbl ByeM BCTpeyaTb U B He-
KOTOPbIX ApYrnx paboTax xyAoxHuka. (PaHee Ha 3Ty
ocobeHHocTb nnacTnkn A. CMMpPHOBa MHe yKe npu-
XOAMNOCh YKa3blBaTh®).

Ob6o3peBas ANNTUX, MOXHO BUAETb, KaK XyAOX-
HUWK, MpoyepumBas NyTb K 06pasy, TBOPUT UMetoLLee
CMMBOJINCTCKUIA CMbICA ABUXeHMe. CamMo Xe ABuxKe-
HWe co3aaeTcs Kak rpynnoi Guryp, Tak n XXectom
PacKMHYTbIX PYK, BblpaXkatowmm cobol cakpanb-
HbIA CMbICA Npouncxoaalero. CoueTaHve CTaTukm U
AVHaMUKKN obpeTaeT, C OA4HON CTOPOHbI, 3HaUeHme

5. TpetbsikoB H.H. O6pa3 B nckyccTBe (OCHOBbI KOMMO3ULNW). —
M.: izgatenbctBo CBaTo-BBeaeHcko OnTuHON MycTbIHWY,
2001. — C.262.

Tpetbsiko H.H. O6pa3 B nckycctBe (OCHOBbI KOMMO3MLMK). —
M.: izgatenbctBo CBATO-BBeaeHcko OnTuHON MycTbIHY,
2001. — C.262.

BE/IMYECTBEHHOrO MOKOS, C APYro — HamnpoTWB, CMs-
TeHMe. B TakOM coYeTaHUM MOXHO YBUAETb CO-
NPUKOCHOBEHWE «JBYX MAAHOB CyLLECTBOBaHUA».
BHOBb NpUX0AMTCA Pa3MbILLIATE O B3aUMOMNPOHUK-
HOBEHUWMN MeXAY XYA0XKeCTBEHHON GOPMON N CMbIC-
NoBoOW cocTaBaatowein. Miccneaya apeBHepPYCCKyto
XwuBonuck, npodeccop E. TpybeLkoi oTmeyaeT Npum-
cyllee el ;yxOBHOE UCTO/IKOBaHWE M306paxeHus
60>XeCcTBEHHOTo 1 YenoBeyeckoro: «C 0gHON cTopo-
Hbl — BEYHbI NMOKOW, C PYroi CTOPOHbI — CTPaxay-
LLee, XaoTNYeCKoe, HO CTpeMsLLLeecs K YCOKOEHWUIO
B bore cywwectBoBaHume»’. ObLiee aBMXEHNE AUNTU-
Xa TO BblpacTaeT B CMMBOJ BE/MUYaBOro nokos,
TO BbIPa3nTebHO O/INLLETBOPSET CMATEHME.

MeTadbopnueckmii CMbICA N1E€BOWN YacTu AUNTU-
Xa BO3HMKAeT TaknMm 06pa3om, UTo iyy, B KOTOPOM
HaxoauTtca durypa Xpwcra, Aep>uT Ha cebe BCto Mac-
Cy MATYLLUXCA GUryp yd4eHMKoB. B TakoM noctpoeHun
obpa3 XpucTa Kak OCHOBbI CMaceHna NpeBpaLLaeTcs
B JOMWHAHTY. 3TO, JOCTUTHYTOE HEe B MOCAEAHIOH
oyepeb 3a CYeT CTUAMNCTMYECKOrOo U LBETOBOrO
eAVHCTBA ANNTMXA, UCTONKOBAHME OLLyLLaeTCs
Kak BbICOKOe HOBATOPCTBO. XYAOXHMWKY YAaN0Ch KOH-
TPACTHO coraacoBaTh KAacCUUeCKM-ACHbIN obpas
XpucTa 1 CnaeTeHHYH BOEAMHO Fpynny yYeHUKOB,
CTPEMUTENBHO YAANAOLMUXCA OT HajBUratoLLencs
Ha HWX TbMbl. VX ronoBbl NonagatoT B, CO3AatoLLunin
HaZ HUMW cBOeobpasHbIN HUMB, Nyy cBeTa.

BHOBb 1 BHOBb Bblpa3nTeNbHO OTpaxaeTcs
B cBOe0bpa3zunum xygoxectseHHon dopmbl A. CMUpPHO-
Ba AMHaMWuKa nckycctBa XX Beka. Hepesko npu Bcein
CTPEMUTENbHOW NOABUXHOCTM OHa HOCUT NeyaTb
CAEP>KaHHOW CYPOBOCTU. ITO MPOUCXOAMUT U 3a cYeT
3Heprum aBTOpCKoro Maska, U 6narogapsa TOUHO Hali-
AEHHOMY MeCTy KaXAon durypbl B MpOCTpaHCTBe
XOJICTa W ee B3aVMOOTHOLLEHWW C APYrMU dUrypamm.

Vicnonb3oBaHMe UNCTbIX LBETOB MNO3BOJANAO
XYAOXHWKY CO34aTb CTPOMHYIO rapMOHUIO B Mpa-
BOM yacTu aunTmxa. durypa Xpucra — rnaBHoe Ten-
Jloe TOHa/IbHOe MATHO KapTWHbI, BTOPraeTcs B, Ka3a-
Nocb 6bl, HEPYLLMMOE rOCMOACTBO XONOA4HbIX TOHOB.
Kak y>xe roBopmnaoch, BOAHbI M 1IOAKM C YyY4EHUKAMMU
O/INLETBOPAIOT CBOENM AMHAMUKOMN TEeMY CMATEHMS.
3ambikaeT gBuxxeHune durypa MNetpa. Xect lMeTpa
BTOPUT XecTy Xpucra.

NHTepecHO cknaabiBatoTCs UCKaHUSA pUTMa
B kapTuHe «CoTBOpeHue Mupa» (puc.8). Mpun nepsom
B3r/A4e Ha KapTMHY BO3HMKAET OLyLLeHNe CTPOM-

7. Tpy6eukol EBreHunin. Tpn ouepka o pycckow MKoHe. «/Hoe
LLapCTBO W ero uckaTesn B PycCKOW HapOAHOW cKaske». —
M.: NlenTa, 2000. — C.70.

HOW My3blKanbHON Menoaun. OnpeaensitoLlas posb
NPUHAANEXUT HEXHOM LBETOBOM raMme — rojy-
6oBaTol, NepaamyTpoBOM, HEOObIKHOBEHHO CNOX-
HOW, HO, B TO Xe BPEMSl, TaKOHUYHO OnpeaeseHHOMN.
He meHee cyLlecTBEHHO U gpyroe: MHorodurypHas
KOMMO3MLMA COCTONT U3 OCTPO-AUHAMUYHBIX ABW-
XeHul bectenecHbix cywects. COracoBaHHOCTb
NAacTUYHOTO PUTMa HamnoJIHAET NPOCTPAHCTBO
1, OAHOBPEMEHHO, ABASETCA CAMUM MPOCTPAHCTBOM.

BoxxecTBeHHOE Hayano B YenoBeke Mo 3amblCay
XyAOXHMWKa NPOABAAETCA B 40BEPUN BOXECTBEHHO-
My npombicay. OnnueTBopeHme 3Toro npeboiBaHNA
B «[Jyxe CBATOM», Kak roBopu/a npenogobHeli Cepa-
¢dum CapoBCKUIA, 0BPa3HO BbIPaXXEHO XYA0XKHUKOM
B 6epexxHo npoTaHyTon pyke locnoaga CaBaoda,
Ha KOTOPOW YMeCTUANCh KpoLleYHble durypku Aaa-
Ma 1 EBbl. ®urypa bora OTua pelueHa kak MOHYMEH-
Ta/lbHOe Hayaso, KOTOPOe 3aAaeT TOH NPOU3BEAEHMIO.
Yepes nHANBMAYaNbHYHO NAacTUKY BOMAOLLAETCA
TpeneTHoe BHMUMaHMWe, ¢ KoTopbiM bor obpatieH
K Agamy 1 EBe kak cBOMM TBOPEHUAM, NepBOHaYa-
Ny XKN3HWU. TEMHbIE CUANY3Tbl MENBbKAOT TEHSIMU Cpe-
4N HEXKHO-PO30BbIX. Kak BbIpasuaca cam Xy[oXKHUK:
«HaxoxgaeHune yenoeka Mexzay 406pOM 1 310M Kak
odopmmBLIasca npobaemaTtnka ero cyLecTsoBa-
Hus»8, Tema BbIbOpa ByAeT NOAHMMATLCA XYA0XKHMW-
KOM Ha MPOTAXEHWN BCEro ero TBOPUECTBa, NOPOW
OHa COOTHOCUTCA C MOHATUEM COBOPHOCTK, B APY-
rom ciyyae obosHauaeT KOHPANKT MeXAY FOPHUM
N oNbHMM. Becb cTpow 3Toro npounsseseHuns Anek-
caHgpa CmupHoBa nogobeH Menoanm.

Ecnn paccmoTpeTb, UTO 3TU NaacTMyeckme xoabl
packpblBatoT B TBOpUecTBe AnekcaHapa CMUPHOBa,
MO>HO MOYYBCTBOBATb, YTO MacTep 0bHapyXunsaeT
KaKOM-TO HOBbIV AMHAaMM3M 3By4YaHus. Ocob0 MOXHO
BbIZAENNTb €ro, NO-CBOEMY YHWUKaNbHYIO, MPUBEPIKEH-
HOCTb K MJee BO3BPATHOCTU ABUXEHUS, KPYrOBOMY
PUTMY, pa3BOPOTY NPOCTPaHCTBa OAHOBPEMEHHO
B HECKONIbKMX MA0CKOCTAX. POpMMpPOBaHMEe KOMMO3K-
LUMOHHOro MoAyAs 6o/blUMHCTBA KapTuH A. CMUPHO-
Ba NPeACTaBASETCA Kak HeUTo 6113Koe TBOPUYECKUM
NCKaHWAM Halwux gHer. Ha camoM fene MHoroe ckia-
AbIBAETCA Y HErO NOA BAUSHWUEM MPUTAXKEHUS K UC-
kycctBy [lpeBHel Pycn. Ero MoXHO 06Hapy>uTb
Kak B LUMPOKOM WMCMO/b30BaHUN MOTMBA Kpyra,
chepbl, MHOXeECTBE NepCreKTUBHbIX COKPaLLEeHWUN,
Tak W B nNaactmyeckom obo3HaveHnn durypatms-
HOW Macchl B LLE/IOM.

8. becegbl O.A. PakoBoit ¢ AM. CmupHoBbIM, 15 ntoHs 2015
/ayavno3sanuck/ Jinyxbin apxms O.A. CMMPHOBOW.
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XapakTep couyeTaHus AMHAMWUKU U CTaTUKN —
CTpemsieHne K 0BLHOCTU NX BOCMPUATUSA, COrNaco-
BaHHOCTb 3TUX NOHATUMA NPUCYLLN MHOTUM TBOPEHU-
AM XyAOXHMKa. KaxeTcs, Nopon, UTo cTaTuueckyo
OCHOBY TOW WAW MHOW paboTbl OH YYBCTBYET UHTY-

nTMBHO. CNOBHO B MPOTMBOBEC €M HauMHaeT pac-
KPbIBaTbCA CTUXMS ABUXKEHUA KaK CUHTE3 AUHAMUKM
XX Beka B COYETAHUWN CO CTPOMHOCTLIO W rpaumen
JAPEBHEPYCCKOro UCKYCCTBa.
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CLASSICAL PHILOSOPHICAL VIEWS
ON THE ESSENCE OF A WOMAN: THE EXPERIENCE
OF REFLECTION IN THE CONTEXT OF POWER

Summary: Since the 2000's, the issue of gender ratio
in the Russian establishment and the participation and
role of women in public life have been one of the most
controversial issues in the scientific community. Research-
ers are predominantly inclined to identify characteristics
that indicate discriminatory practices or various forms
of asymmetry in the space of power with reference pri-
marily to the historically preserved views of the classics
of philosophy on the nature of the “feminine”, which reflect
the deep-rooted traditions of the subordinate position
of representatives of the fairer sex due to the insufficiency
of rational nature compared to a man. Based on a philo-
sophical and cultural analysis of the philosophical ide-

The issue of women in power is studied by mo-
dern scientists depending on the functional, status
and role, communicative, psychological, and other
characteristics of their lives and activities. Many West-
ern and Russian researchers point to the global prac-
tice of gender asymmetry in power with reference
to historically rooted discriminatory policies against
women, supporting their conclusions, among other
things, with references to the ideas of philosophers
of the past, reflecting public demand for their ideas.
Indeed, in the studies of Russian scientists, it is be-
coming common to find criticism of the lack or
insufficiency of equality in power, initially taking
a subjective attitude towards the selection and sci-
entific assessment of the analysed historical forms

as and views of antiquity, the Middle Ages, and the Mo-
dern Age, the article attempts to identify the most ade-
quate representation of ideas about a woman in various
manifestations of her essence, functions, and social sta-
tus. According to the author of this article, a philosophi-
cal and cultural approach, based on the etymological and
semantic specificity of vocabulary inherent in a particu-
lar period, is necessary to identify the dialectical nature
of ideas about “feminine”, reflecting the characteristics
of society’s cultural consciousness and the ongoing pro-
cesses and relationships in sociocultural reality.

Keywords: “feminine”, woman, interests of powerful
women, Russian women leaders.

There are two ways to command a woman,
but no one knows them.
Frank Hubbard

You can tell a real man by a woman.
Vladislav Grzeszczyk

of philosophical reflection while paying close atten-
tion only to the facts of a negative assessment of the
position and role of women in the life of society [2].

Expressed in individual thoughts, the views
of philosophers of antiquity, the Middle Ages,
and the Modern Age on the nature of the feminine,
which have become classical, require a contextually
interpretative, correct understanding of texts, based
on the etymological and semantic specificity of the vo-
cabulary inherent specifically in a particular cen-
tury in the past. In this context, for example, it is
not so much Socrates’s remark that is subject to
careful consideration (he once noted with humour
the reason for becoming a philosopher — in con-
nection to a bad wife, however, owing to a good
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