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SYNTHESIS IN ALEXANDER MATVEYEV'S
CREATIVE WORK

Summary: Alexander Matveyev (1878-1960) was an
outstanding Russian Soviet sculptor and talented teacher
who formed the neoclassical school of Russian sculpture.
The amazing integrity and consistency of the master’s cre-
ative searches led him to the creation of the clearest and
most precise plastic system, distinguished by the strik-
ing stylistic unity of the artistic language, internal con-
tent, and emotional structure of his images. At the same
time, the sculptor’s plastic system was initially devoid
of any compromise — it very quickly acquired the fea-
tures of a qualitatively new phenomenon. While preserving
the achievements of impressionism in developing the prob-
lem of interaction between sculpture and the light and air
environment, Matveyev constantly paid great attention
to direct work with material. Alexander Matveyev's crea-
tive work is typologically exceptionally diverse. In monu-
mental and decorative plastic art, the master made a na-
me for himself when designing the Golden Fleece Salon
exhibition back in 1902. He also gained experience in the
genre of portrait bust, two-figure composition, and re-
lief of various types. Internally, his creative method was
determined by the figurative and poetic structure that
is so characteristic of Matveyev's works and, in general,
of the masters of his circle. It was these characteristics
of the sculptor's talent that allowed him to say a funda-

Starting from the first independent works of the
1900's, the main tendency — a harmonious combi-
nation of classical traditions with the creative dis-cov-
eries of the most talented sculptors of our time -
was consistently consolidated in Alexander Matveyev's
creative work, and that was a characteristic feature
of the formation and evolution of his talent. At the sa-
me time, the sculptor’s plastic system was initially
devoid of any compromise — it very quickly acquired
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mentally new word in the sphere of synthesis of sculpture
and the enclosing landscape — both urban and natu-
ral, both in the sphere of symbolic composition and in
the genre of tombstones. The tombstone of his friend
and mentor, Viktor Borisov-Musatov, the outstanding
painter of the early 20th century, was a true masterpiece
of this genre and truly innovative in its figurative structure.
His ensemble of New Kuchuk-Koy became an especial-
ly outstanding achievement in park sculpture new spa-
tial design. In these compositions, the sculptor practically
developed a fundamentally new language of park sculp-
ture and achieved an amazing unity of his creations with
the surrounding natural and architectural landscape.
The monumental group October and the project of
the monument to the soldiers of the Far Eastern Army
in Dauriya demonstrate the process of evolution of the mas-
ter's own style along the line of developing an increas-
ingly laconic design and moving away from attaching
details to a general form and symbolic expressiveness
of sculptures. At the same time, Alexander Matveyev's
legacy consists of a huge number of sketches of unre-
alised monuments to V. Lenin, M. Gorky, M. Lermontov,
A. Chekhov, and others.

Keywords; sculpture, monument, composition, tomb-
stone, neoclassicism, impressionism, cubism.

the features of a qualitatively new phenomenon.
Internally, his creative method was conditioned by the
figurative and poetic structure that is so charac-
teristic of Matveyev's works and, in general, of the
masters of his circle.

Contacts with P. Trubetskoy, who was invited
to the Moscow School of Painting, Sculpture and Archi-
tecture, had a huge impact on the young master's fu-
ture. He can hardly be called a real teacher, however,

IlL1. VIE. Borisov-Musatov Tombstone. 1910. Granite. Musatovsky slope, Tarusa, Kaluga region

he was undoubtedly a sincere creative mentor for
his students. The artistic style of Matveyev's con-
temporaries was formed under the direct influ-
ence of P. Trubetskoy; they were not so much his
students, but rather his followers to one degree
or another. It is generally recognised that sculptu-
ral impressionism was undoubtedly the most im-
portant factor in the process of updating the plas-
tic language in the works of plastic art at the turn
of the 20'th century.

On the other hand, preserving the achievements
of impressionism in the development of interac-
tion between sculpture and the light and air envi-
ronment as well as paying great attention to direct
work with the material, Russian sculptors, and above
all, those of the Moscow school, began to search for
new means of expression adequate to the monu-
mental task. This experience was directly presented
in the creative work of Alexander Matveyev. From
his teacher, he adopted the most subtle and pro-
found qualities of his talent: the ability to guess
all the wealth of hidden plastic motifs in the model,
the ability to perceive it as a whole in all the wealth
of internal connections.

Nevertheless, all Matveyev's creative work ac-
quired an anti-impressionist direction already in the

mid-1900s, which was consolidated by a trip to Pa-
ris in 1906. The return of interest in working in stone
was a natural result of the foreign internship. The the-
me of two embracing nude figures, very difficult
to implement in sculpture, gained great popularity
after the creation of Auguste Rodin’s famous com-
positions The Kiss (1882, marble, The Rodin Museum,
Paris) and The Birth of Spring (1884, marble, bronze,
The Calouste Gulbenkian Museum, Lisbon, Portu-
gal). Interest in such composition can be traced in
anumber of Matveyev's works of the 1900's, such as Com-
position and Group of Children (both 1906, marble).
These works are clearly orientated towards the di-
rect carving technique (French: taille direct), which
was actively used in the works of French sculptors
of the early 20'th century.

Undoubtedly, the work on the sculptural group
served as a good preparation for solving the prob-
lem of synthesis, expanding and complicating the
spatial contacts of the sculptures, enriching their re-
lationship with the external environment. By the se-
cond half of the 1900's, Matveyev's creative meth-
od seemed to be quite established. Internally, this
system was conditioned by the special figurative
and poetic structure of the young master’s works,
undoubtedly orientated towards the mythological

29



component, which was so in demand in the Rus-
sian artistic culture of the Silver Age. A particularly
vivid idea of them is given by the sculptural ensemble
in Crimea for the estate of Yakov Zhukovsky, New
Kuchuk-Koy, created by Matveyev in 1907-1911.

It should be noted that Alexander Matveyev's
creative work is typologically extremely diverse.
The master showed himself to the world in monu-
mental and decorative plastic art when designing
the Salon of the Golden Fleece exhibition back
in 1902. Moreover, he gained experience in the gen-
re of portrait bust, two-figure composition, and reli-
ef of various types. Finally, such a creative sphere
as park sculpture, which had practically not been
in sculptors’ circle of attention over the previous
hundred years, was also successfully and truly inno-
vatively mastered by him. The sculptural ensemble
in Crimea created by the artist in 1907-1911 gives
the most vivid idea of the master’s creative style
and his special worldview. In these compositions,
the sculptor practically developed a fundamental-
ly new language of park sculpture and achieved
an amazing unity of his creations with the surround-
ing natural and architectural landscape, allowing
us to speak of a new understanding of synthesis
in Matveyev's artistic practice.

There are a number of prerequisites for the ac-
tualisation of this matter. Firstly, as was clearly sub-
stantiated by E. Murina back in the 1960's, the theory
of synthesis was in its infancy in the era of Europe-
an romanticism, when the genuine practice of cre-
ating monuments based on the synthesis of plastic
arts was already in the past. It was precisely its loss
that prompted the romantics to carefully study this
experience. It also seems natural that there was
a revival of keen interest in the problem of synthe-
sis in the era of neo-romanticism, namely Art Nou-
veau and Symbolism, within the framework of which
Matveyev's creation in Crimea was born.

The sculptures of the estate park of the 18'th cen-
tury, designed to create the world of a kind of rea-
lised “paradise”, self-sufficient and classically per-
fect, constitute a clear contrast to the unrealised
dreams, unfulfilled fantasies, unfinished movements,
and unattained physical perfection embodied in the mas-
ter's sculptures. It is still only “maybe”, and the sculp-
tural ensemble unfolding while descending to the
sea seems to invite the viewer to take part in the for-
mation of this yet unknown world.

For traditional park sculpture, landscape archi-
tects of the past identified key points of the com-

30

position at the intersection of view perspectives,
in specially designed architectural niches, and on neut-
ral backgrounds of multi-meter espalier. The syn-
thesis of the Middle Ages was replaced by an en-
semble decorated with works clearly emancipated
from architecture, however, at the same time, empha-
sising its expressive angles and complementing
them.

Despite the fact that Matveyev carefully avoid-
ed specific details and genre features when cre-
ating his compositions, the very internal structure
of his works firmly connects them with a turning
point — a time of dreamy reflections and premoni-
tions, bright hopes for a harmonious and beautiful
life. We will find analogies to the figurative design
of his works in the creative work of Pavel Kuznetsov,
Petrov-Vodkin and Saryan — the sculptor’s long-time
friends from youth, like-minded people in his creative
work and co-authors of the Kuchuk-Koy ensemble.
This special internal structure contains the sec-
ret of the organic nature of Matveyev's work in the
entire context of Russian culture of the late 19'th
and early 20'th centuries.

At the same time, the master’s individuality de-
clares itself with impressive force. Matveyev did not
seek a new synthesis in the processing of mastered
historical practices, which is so characteristic of the for-
mation of Art Nouveau. He offered the viewer com-
pletely different principles for including plasticity
in the composition of the estate. The sculptures
do not continue the style of the orchestra and the
staircase, orientated towards the ancient Greek tra-
dition, but rather serve as a stage in their inclusion
in the natural pristine nature of the surrounding
park, the space of which becomes the basis of this
new synthesis.

Matveyev gradually moved away from the tradi-
tional form of using sculpture in the park
when he invited the visitor to walk from the quite
traditional composition of the fountain Birth of the
Nymphaeum, contemplating the sculptures on the
parapets of the stairs, to the highest composition,
Awakening. The non-classical, if one can say so,
aspect reaches its full realisation in the composi-
tion Sleeping Boys built into the rock. Thus, not
architecture in the traditional sense of the word,
but only certain constructs open to the surround-
ing nature in the form of stairs and terraces, as well
as completely natural formations of the surround-
ing landscape, become the basis of Matveyev’s
synthesis.

Matveyev's special approach to solving the prob-
lem of spatial synthesis is most consistently rep-
resented in the tombstone of V. Borisov-Musatov
(A Sleeping Boy. Study of a Figure for Borisov-Musa-
tov’s Tombstone in Tarusa, 1910; tinted plaster, The
State Russian Museum; granite, 1910-1911, Tarusa),
which is a plastic metaphor on the theme of a boy
falling asleep. The composition demonstrates a truly
innovative line in the development of the memori-
al plastic art genre at the turn of the 20'th century;
it became a unique experience in solving this cre-
ative problem. Despite the specificity of the gen-
re, the work is distinguished by the sincerity and
depth of the figurative solution. In this case, Alex-
ander Matveyev fully confirmed the uniqueness
of his creative method, which paradoxically com-
bines an orientation towards the traditional language
of plastic art and the ability to “step beyond the ho-
rizon" in the full sense of the word, forming a strik-
ingly innovative figurative structure of the work.

The tradition of creating a tombstone with
an image of a lying body, as is known, has a history
of many thousands of years. However, in this case,
we are not presented with a body-portrait — con-
ventional or real, as was the case in the memorial
plastic art of the Etruscans, the Western European
Middle Ages, or the Renaissance — but with a body-
metaphor, a body-symbol, endowed with an ex-
ceptionally full-fledged emotional component.
Undoubtedly, the sculptor's personal experience,
which is the basis for the found composition, gives
special acuteness to the experience of the motif.
The shock once experienced, associated with an at-
tempt to save a drowned boy who could not be
brought back to life, undoubtedly brings that nerve
of empathy and compassion to such a seemingly
conventional solution that is invariably felt by the
viewer when in contact with the work.

On the other hand, the deep emotionality em-
bedded in this tombstone is, of course, connect-
ed with the shock of losing a friend, mentor and
like-minded person, which Viktor Borisov-Musatov
had been for Matveyev for many years. The inert mat-
ter of the stone seems to gradually absorb the spi-
ritualised flesh. The body, it seems, has not yet com-
pleted its last movement; its volume is still filled
with life, but the dissolution of the silhouette in the
granite massif is already noticeable. The theme of de-
ath is treated by the sculptor allegorically, through
tactile and plastic empathy with the motif of transi-
tion from the finiteness of living matter to the time-

lL2. A.T. Matveyev and P V. Kuznetsov in Kikerino. Photo. 1912

lessness of stone; through the porous and brutal
texture of the latter, as if untouched by processing,
he merges the sculpture with the surrounding nature.

That is why the tombstone has neither a spe-
cial pedestal nor a fence, which in itself also seems
to be a solution to the synthesis of the sculptural
component of the tombstone and a conventional
sarcophagus of striking novelty, especially within the
framework of the Russian tradition of organising ne-
cropolises. At the same time, the master demonstrat-
ed a surprisingly accurate choice in the associative
series connected with the personality of the de-
ceased — incomplete plans, unrealised enormo-
us creative potential, powerful talent absorbed by
the weakness of the body, a spirit unable to overco-
me the limitations of matter. It is worth paying special
attention to the fact that the problem of develop-
ing new approaches to the creation of a sculptural
tombstone was very acute in Russia at the begin-
ning of the 20'th century. It is convincingly evidenced
by Makariy Kabanov's article in the above-mentioned
publication, Moscow Architectural World. Already
at the very beginning of his publication, Kabanov
notes: "It is time to stop being content with handi-
crafts made using a stencil in Italy”. Further, the au-
thor directly reveals his ideas about a truly artistic
tombstone: “Full success will be achieved only then,
of course, when the customer himself will meet the ar-
tists halfway, when the latter will understand the ne-
ed to think in advance about what form and size
will be appropriate, depending on the totality of the
given conditions, for this or that tombstone erected
by him, and will take into account that it will not be
dissonant with the surrounding landscape and mo-
numents”. As can be easily seen, the tombstone
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executed by Matveyev fully corresponded to these
recommendations, clearly hard-won by the author
of the cited lines.

The natural desire to work in a monumental form,
which convincingly manifested itself in the described
works and naturally entailed the solution of the prob-
lem of synthesis, was also reflected in the fact that
the master took the most active part in the compe-
tition announced in accordance with the provisions
of the Decree of the Council of People’s Commissars
of April 12, 1918, "On the Monuments of the Repub-
lic", which went down in history as the Monumental
Propaganda Plan. Point 4 of the Decree contained
an important innovative provision: "4) The Coun-
cil of People’s Commissars expresses the desire that
some of the most ugly idols be removed on May 1
and the first models of new monuments be placed
before the judgement of the masses” (italics are
ours — author’s note).

Within the framework of this competition, Mat-
veyev first made a bust of Karl Marx, and then
a full-figure monument, erected in front of the Smol-
ny building on November 7, 1918. Boris Ternovets
recognised Matveyev's sculpture as “the central work
of the plan for monumental propaganda in Lenin-
grad”. The figure of Marx, seemingly placed in a tra-
ditional contrapposto, acquired connotations with
the aesthetics of Cubism with its faceted forms and
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struck a chord with the era. Undoubtedly, Matveyev's
pre-revolutionary experience in the sphere of con-
vincing constructiveness of plastic solutions found its
powerful embodiment in this work. However, the pre-
served connection with the classics — both through
the traditional pose and through the beauty and
correctness of proportions — perfectly fit the mo-
nument into the space organised by the facade
of one of Quarenghi’s masterpieces, the Smolny
Institute for Noble Maidens.

However, Matveyev's talent in the sphere of or-
ganising a large-scale spatial composition was re-
vealed in a true masterpiece of his creative
work — the sculptural group October of 1927 (plaster,
The State Russian Museum; 1968, bronze, St. Peters-
burg). The master enthusiastically embraced the Oc-
tober Revolution of 1917 and openly expressed his
desire to glorify it. The monumental composition
of three figures was completed in just three months
as part of participation in an exhibition of art works
for the tenth anniversary of the October Revolution.
Stylistically, the sculptural group was immediately ori-
entated towards the classical tradition of the Lenin-
grad architectural landscape, which was not per-
ceived with understanding by all critics. A peasant,
a worker, and a Red Army soldier are presented
in a harmonious unity of complex rhythmic and
plastic echoes that unite the statues not by plot,
and not even by gestures and real contacts.

A special sense of unity and harmony of the com-
position is given by its high symbolic structure, turn-
ing each of the heroes of the sculptural work into
a majestic generalised image. Undoubtedly, the gene-
ral classicist program of the composition also fills
it with timeless grandeur. "“Matveyev's main calling
was not to show the struggle itself or its individu-
al episodes. He sought to sculpt what this struggle
was for. Not the difficult path to a high noble goal,
but the goal itself, where this difficult path leads,”
outstanding Soviet art critic M. Alpatov subtly noted
[1, p.186]. The presentation of this composition
in the classical environment of Petrograd, unfortu-
nately not realised, would undoubtedly have enhan-
ced the pathos of its internal structure and fully con-
firmed the accuracy of Matveyev's understanding
of his task. And if just a few years ago the existing
monument to Karl Marx near Smolny was designed
by Matveyev within the framework of completely
different plastic tasks, then the contrast clearly shows
the master’s readiness to connect his composition
with the stylistic continuum of St. Petersburg.

Matveyev's next significant work was the project
for a monument to the soldiers of the Far Eastern
Army in Dauriya, completed in 1931. At this time,
his talent gained official recognition — he was award-
ed the title of Honoured Artist of the RSFSR, and this
gave the sculptor the undoubted right to exper-
iment. A large-scale state order again appealed
to the master’s ability to create a memorial work;
however, stylistically, the project demonstrates
a clear departure from neoclassicism and an emerg-
ing orientation towards the search for a new fig-
urative solution. The sculptor refused any plot
heroization, turning a complex architectural and
sculptural composition into a kind of plastic hymn
to creation as a continuation of the work begun
by the heroes of this memorial.

The obelisk — a traditional symbol of eterni-
ty — and the figure of a worker on a high pedes-
tal are the main compositional landmarks of this
complex structure. Three builders, whose movement
is determined by the gesture of the leader, cor-
respond to a stepped group of young people
who have raised their hands in an oath. A kind of
message addressed to the viewer is understood in-
ternally: memory is alive in the continuation of the
work begun. This is how the clear idea of the monu-
ment is formed, and it is the oath to continue the
work of the fallen heroes that colours the work with
an informal inner pathos.

Matveyev's readiness to offer a fundament-
ally new solution for a memorial structure, freely
deployed in space, devoid of the self-closure and
symmetry characteristic of the composition of
a traditional monument, is striking. At the same
time, it is absolutely obvious that the master sou-
ght to achieve, on the one hand, unity with the
enclosing landscape, which could naturally be
seen through the sparse composition of the
memorial. And on the other hand, owing to the power-
ful verticals included in the monument, it was suppo-
sed to dominate the surrounding landscape in a uni-
que way.To complete the overall impression, all the
figures of this ensemble are interpreted in an extre-
mely generalised way, which corresponded to the con-
ditions of their perception mainly in silhouette and from
a great distance. Despite the fact that this me-
morial complex was not realised, even at the pro-
ject level, it opened up a completely new appro-
ach to interpreting the possibilities of monu-
mental plasticity and architectural-sculptural
synthesis.

Alexander Matveyev's legacy consists of a huge
number of sketches of unrealised monuments
to V. Lenin, M. Gorky, M. Lermontov, A. Chekhov,
and others. On the one hand, it is a chronicle of par-
ticipation in numerous competitions for the crea-
tion of various monuments. And on the other hand,
judging by the list of models, it is evidence that
a deep interest in the embodiment of a timeless
component, which, in essence, allows the image
to be elevated to the level of a monument, in the ap-
pearance of a specific outstanding personality did not
leave the master throughout the late period of his
work. This was a search for an answer to the ques-
tion: what is a special creative layer of a person-
ality, elevating it from everyday life to beingness,
and ultimately — what am | as a person and a cre-
ator. And, of course, if these projects were re-
alised, we would be able to see the development
of new ideas for the synthesis of sculpture and ar-
chitecture, as well as ways of organising both urban
and natural space.

The focus on creating a large number of monu-
ments in memory of the heroes and victims of the
Great Patriotic War immediately after its end gave
rise to a premonition of powerful competition in
the ranks of monumental sculptors focused on ma-
terial success and signs of social recognition. With
his exacting view of himself and creative tasks, Al-
exander Matveyev, as a possessor of enormous tal-
ent and an undoubted competitor, was subjected to
open persecution along with other outstanding cultu-
ral figures. Of course, this did not stop the master’s
creative search. Expulsion from the monumental offi-
cialdom did not prevent Alexander Matveyev's works
from participating in numerous prestigious exhibitions,
including abroad. In 1958-1959, in connection with the
master's 80'th anniversary, his personal exhibitions
were triumphantly held in Moscow and Leningrad.

Alexander Matveyev appeared in Russian art
at a time when there was an urgent need to change
the previously formed view of sculpture as an art
that was unable to compete with the relevance
of literature and the power of the emotional impact
of painting, and therefore, it was as if doomed to
a secondary position in relation to them. This creative
crisis was successfully overcome, including with Alex-
ander MatveyeV's participation. The achievements of
the representatives of the Moscow school, to which
he undoubtedly belonged, provided a point of sup-
port that many outstanding masters of the 20'th
century readily used.
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[MPOBJIEMA CHTE3A
B TBOPYECTBE AJIEKCAHAPA MATBEEBA

AnHomayus: AnekcaHap TepeHTbeBny Mateees (1878-
1960) — BbIAAOLLMIACA PYCCKMIA COBETCKUIA CKYABMTOP U Ta-
NaHTAVBbBIN Nejaror, CGopMMPOBABLLNIA HEOKNACCUUECKYHO
LLKOJly OTEYECTBEHHOTO BasHUA. YAMBUTENbHAA LieNbHOCTb
1 nocneAoBaTeNlbHOCTb TBOPUECKUX MOUCKOB MacTepa npu-
BE/N €ro K CO34aHunto Hanbonee CHOM W YeTKOM naac-
TUYECKON CUCTEMBI, OTAMYAIOLLEACA MOPa3UTENbHBIM CTU-
NeBbIM eJMHCTBOM XY/Z,0XXeCTBEHHOrO A3blKa, BHYTPEeHHe-
ro cozep>aHus 1 3MOLMOHaNbLHOrO CTPOs ero obpasos.
Mpw 3TOM NaacTnyeckas cucTeMa BasTeNs M3HavalbHO
6blNa AMWweHa Kakon-1mbo KOMMPOMUCCHOCTU — OHa
o4YeHb HbICTPO NprobpeTaeT UepTbl Ka4eCTBEHHO HOBO-
ro asneHns. CoxpaHas JOCTUXKEHNA MMMNPECCMOHU3Ma
B pa3paboTke NpobaeMbl B3aMMOAENCTBUSA CKYNbNTYPbI
CO CBETOBO3AYLUHO cpefoin, MaTBeeB NOCTOAHHO yaensn
6o/bLUOe BHMMaHWe HeNnocpeacTBeHHOM paboTe B MaTe-
pvane. TBopuectBo AnekcaHapa MaTBeeBa TMNOAOrMYECKM
NCKAOUNTENBHO pa3HoobpasHo. MacTtep 3asaBun cebs B
MOHYMeHTa/IbHO-AieKopaTUBHOM NiacTvike npu opopme-
HuK BbicTaBkn «CanoHa “3onoToro pyHa“» ewe B 1902 roay.
Takoke oH NpMoOHBPEnN onbIT B XXaHpe NopTpeTHoro 6to-
CTa, ABYXPUrypHOW KOMMO3ULMM U penbede pasanyHbIX
BWUAOB. BHyTpeHHe ero TBopueckuii MeTog 6bin 0bycnoBaeH
TemM 06pa3HO-MO3TUYECKUM CTPOEM, KOTOPBbIN Tak Xapak-
TepeH AN npousBejeHnin MaTBeeBa 1 B LeNOM ANd
MacTepoB ero Kpyra. /IMeHHO 3T1 xapakTepucTmku gapo-
BaHWA BasATeNs NO3BOANAM eMy CKa3aTb U NPUHLIMIMANBHO

XapakTepHOW 0COBEHHOCTLIO CTaHOBAEHMWSA U 3BO-
noumnm TanaHTa AnekcaHgpa TepeHTbeBmnya Matse-
eBa ObI/10 TO, UTO C MEePBbIX CAMOCTOATENbHbIX paboT
1900-x rogoB B ero TBOpYeCcTBe NocaefoBaTe lb-
HO 3aKpen/iaeTca OCHOBHaA TeHAEHLMA — rapmMo-
HMYecKoe CoeANHeHMEe KNacCuuecknx Tpaanumm
C TBOPYECKMMM OTKPLITUAMU Hanbonee TanaHTANBbIX
CKyNbNTOPOB COBpPeMeHHOCTU. Mpn 3TOM naacTuye-
cKaf cucTtema BaAaTens nusHayanbHo Oblia nLeHa

HOBOe CNOBO B chepe CMHTEe3a CKYAbNTYpPbl 1 BMeLLato-
wero naHgwadra — Kak ropoAcKoro, Tak 1 MPUPOAHOTO,
Kak B chpepe CMMBOIMYECKON KOMMO3MLMK, TaK U B XKaH-
pe Hagrpobus. MoANVHHbIM LWejeBPOM AaHHOTO XaHpa
M UCTUHHO HOBaTOPCKUM NO 06pa3HOMY CTPOIO CTano
Hagrpobuve ero Apyry v HaCTaBHUKY BblAatoLLEMYCA XM-
BonucLy Hadana XX Beka Buktopy dabnuandoposnuy
Bopucoy-MycaTtoBy. OcobeHHO BbigaloLLMMMCA AOCTU-
XeHNAMM B 061aCTU HOBOTO MPOCTPaHCTBEHHOTO pelue-
HMA B cdhepe NapkoOBOM CKYAbMTYpPbl CTan ero aHcambb
Hosoro Kyuyk-Kos. B aTrx kKoMno3uumax BasTesib NpakTn-
Yyeckun paspaboTan NPMHLUUMNMAAEHO HOBBIN A3blK NapKo-
BOW MAACTVKUN U JOCTUT YANBUTENbHOTO €UHEHNA CBOUX
TBOPEHWUI C BMeLLatoLemM NPMpPOoAHbIM U apXUTEKTYpP-
HOM naHgwapTom. MoHymeHTanbHas rpynna «OkTabpb»
M NPOeKT NamMATHUKa 6oiuam [JanbHeBOCTOUHON apMun
B [laypun A4eMOHCTpMpPYHOT NpoLuecc 3BOJOLMM aBTop-
CKOro CTUAS MacTepa Mo JANHKK BblipaboTkn Bce Honee
NaKOHUYHOrO peLleHnsa 1 yxoaa oT dukcalmmn getanein
kK obobLarolein popmMe 1 3HaKOBOM BblIPa3UTENbHOCTM
ckynbnTyp. Mpn 3TOM Hacneane AnekcaHapa MaTeee-
Ba COCTaBAfieT OrPOMHOE KOJIMYeCTBO 3CKM30B Hepea-
N30BaHHbIX NamMaTHkos B.W. JleHnHy, A.M. Fopbkomy,
M.FO. lepmoHnToBy, A.T1. YexoBsy n ap.

Knroyesele ciosa: ckynbntypa, MOHYMEHT, KOMMO3MLMA,
Hagrpobue, HeOKNaCCMLM3M, UMMNPECCUOHM3M, Ky6U3M.

KaKoM-NMb0o KOMMPOMUCCHOCTA — OHa O4YeHb Obl-
CTpO npuobpeTtaeT YepTbl KAYECTBEHHO HOBOTO
ABAeHWA. BHyTpeHHe ero TBopYeckunii MeTos 6bin
obycnoBaeH TeM 06pa3HO-NO3TUYECKUM CTPOEM, KO-
TOPbIN TaK XapakTepeH Ans Npov3BeseHnn MaTeeeBa
1 B LLEJIOM A5 MacTepoB ero Kpyra'.

1. baccexec A.W. Anekcanap TepeHTbeBuy Mateees. M., CoBer-
CKUl XyAoxHUK, 1960. C.50
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KoHTakTbl C npurnalieHHbIM B MOCKOBCKOE yuu-
nuue XunBonucK, BasHus n 3oguectsa .M. Tpybeu-
KMM OKa3ann OorpoMHOe BAUSHME Ha JajbHENLLYLo
cyabby monogoro mactepa. Ero Bpag am MoxHo
Ha3BaTb JENCTBUTE/IbHBIM NeAarorom, HoO UCKPEH-
HUM TBOPYECKUM HaCTaBHWKOM A8 CBOWX NOJO-
MeuYHbIX, OH, HECOMHEHHO, 6blA. XyA0XKecTBEHHas
MaHepa coBpemMeHHukoB A.T. MaTBeeBa ckiagbl-
BaflaCb NOJ HEMOCPEeACTBEHHbIM BanAHVeM (.11, Tpy-
6eLKoro, He CTONbKO yYeHMKaMK, a ckopee, nocne-
AOBaTENIMUN KOTOPOTO BCE OHW BbLIN B TOW WU UHOW
cteneHn. ObLLenpusHaHo, YTO BaxKHeULWNM akTo-
pPOM npouecca OOHOBNEHNA NAACTNYECKOrO A3bl-
Ka B npou3BeseHunsax naactukum pybexa XIX-XX BB.
CTaJl, HECOMHEHHO, CKYIbMTYPHbIA UMMNPECCUOHU3M2,

C ApyroW CTOPOHbI, COXPaHsAsn AOCTUXKEHNS UM-
npeccroHn3sMa B pa3paboTke Nnpobaembl B3anmo-
[EeNCTBMA CKYyNbNTYPbl CO CBETOBO3AYLLUHOM CPEeOW,
yaensis 60/bloe BHUMaHME HEMOCPEACTBEHHOM
paboTe B MaTepuane, poccUnckme CKyabnTopsbl,
M NpexJe BCero, MOCKOBCKOW LUIKOJIbl, HAYMHaKOT
MOWUCK HOBbIX afieKBaTHbIX MOHYMEHTa/IbHOW 3aja-
ye CpeacTB Bbipa3nTesibHOCTU. Y 3TOT onbIT Hbis1 He-
NMOCPeACTBEHHO NpeAcTaB/eH B TBOpYecTBe Anek-
caHapa MateeeBa. OH BOCMPUHAN OT CBOEro yuunTe-
na Hanbonee TOHKME M rNybokMe KavecTBa ero
fapoBaHMA: CNOCOBHOCTb yrajbiBaTh B HaType
BCe 6OraTtCTBO CKPbITbIX B HEM MAAaCTUUYECKUX MO-
TUBOB, yMEHWe BOCMPUHMMATb ee Lie/iIbHO BO BCEM
6oraTcTBe BHYTPEHHWX CBA3EN.

Tem He MeHee Bcé TBOopYecTBO A.T. MaTBeeBa
npruobpeTtaeT aHTUMMMNPECCUMOHUCTUYECKYHO Ha-
npaB/iIeHHOCTb yXe ¢ cepeamHbl 1900-x rogos, UTo
3akpenaseTtca noesakon B Mapux B 1906 rogy.
3aKOHOMEPHbBIM UTOFOM 3arpaHNyYHON CTaXKMPOBKM
CTano v BO3BpaLleHne nHTepeca Kk paboTte B KaMHe.
Tema ABYX OOHABLUMXCA OBHaXeHHbIX GUryp, oUeHb
CNOXHaa ANa peannsaummn B CKyAbMnType, 3aBOeBana
601bLUY0 NONYAAPHOCTb Nocae co3gaHna OrrocTom
PoseHOM ero 3HaMeHUTbIX KOMMo3uLuii «Mouenyin»
(1882, mpamop, Myzeit PogeHa, Mapwx) n «Poxae-
Hue BecHbI» (1884, mpamop, 6poH3a, My3ein Kany-
cta MNonbbeHksHa, Jluccabon, Moptyranms). MiHTepec
K TaKOMY peLLeHMI0 NPOCeXMBaeTCs B LieJIOM paje
paboT MateeeBa 1900-x rofoB, kak To «KoMnosnuus»,
«pynna getein» (06e — 1906, Mmpamop). 31 nNpo-
M3BefEeHNA ABHO OPMEHTMPOBAHbI Ha TEXHUKY «Mps-
MOro BbicekaHua» (taille direct — dp.), akTBHO

2. KanyeuHa O.B. Pycckas ckynbntypa CepebpsiHoro Beka:
nytewectsme u3 MNetepbypra B Mocksy. M., bykcMApT, 2013.
C.155-185.
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3anBMBLUYLO 0 cebe B paboTax GpaHLLy3CKMX CKyb-
NTOpOB Hayana XX Beka?.

HecomHeHHO, paboTa Haz CKyNbMTYPHOW rpyn-
MoM nocayxuaa xopoLleni NOAroTOBKOW K paspe-
LWeHNo NpobeMbl CUHTE3a, PacCLLUMPUB U YCIOXHUB
NPOCTPaHCTBEHHbIE KOHTAKTbl M3BasHWIA, oboratns
NX B3aUMOOTHOLLEHUS C BHELLHeN cpegoi. Teopue-
ckuin Metog, MaTBeeBa Ko BTopol noaosuHe 1900-x
rOZ0B BbIMAAUT BMOJAHE CAOXMBLUMMCS. BHYTpeH-
He 3Ta cucteMa obycnoBieHa 0cobbiM 0b6pa3Ho-
MO3TMYECKMM CTPOEM TBOPEHMUI MOJIOOrO MacTe-
pa, HECOMHEHHO, OPNEHTUPOBAaHHbIX Ha MUdoOo-
TMYeCcKyro COCTaBAAOLLYHO, CTONb BOCTPeOOBaHHYHO
B PYCCKOW XYZAOXECTBEHHOM KynbTypol Cepebps-
Horo Beka*. OCOBeHHO fpKOe NpeACTaBAeHNE O HUX
faeT BbiNosHeHHbI MaTteeeBbiM B 1907-1911 ro-
Aax CKy/NbATYpPHbIA aHcamb6sb B KpbiMy Ans ume-
Hua flkoBa EBreHbeBuua XykoBckoro «HoBbIn
Kyuyk-Koi».

3ameTnm, uto TBOpUecTBO AnekcaHapa Matsee-
Ba TUMONOMMYECKN UCKAOUNTENBHO Pa3HOObpasHO.
Mactep 3asBun cebs B MOHYMeHTabHO-AeKopa-
TUBHOW NaacTuke Npu oGOpPMAEHUN BbICTaBKM
«CanoHa "3onotoro pyHa“» ewe B 1902 rogy. Takxe
OH NprO6PEN oNbIT B XKaHpe MNOPTPETHOrO 6HOCTA,
ABYXOUTYPHOM KOMMNO3MLMKN U penbede pasanyHbIX
BMAOB. HakoHel, Takas — npakTM4yecku BbinasLuas
13 Kpyra BHUMaHuWs BasTenel 3a npesLecTsoBaB-
Wwre cTo netT — chepa TBOPYECTBa, Kak NapkoBsas
CKyNbNTypa, Takxe Hblna MM yCrewHo U NoAANH-
HO HOBaTOPCKW OCBOEHA. BbIMOAHEHHbIN XyA0XHMN-
koM B 1907-1911 rogax ckyAbNTYpPHbIA aHCaMb1b
B KpbIMy faeT Hanbonee apkoe npeacraBaeHne
0 TBOPYECKOM Noyepke MacTepa v ero 0Cobom mu-
POMOHMMaHMW. B 3TMX KOMNO3ULMAX BaaTeNb NpaK-
TUYeCckn paspaboTan NPUHLUNNANBHO HOBbIN A3bIK
MapKOBOW NAACTUKN U AOCTUT YAUBUTENbHOMO eAu-
HEHWA CBOUX TBOPEHWI C BMELLatOLLEM MPUPOAHBIM
N apXMTEKTYPHOM NaHawadToM, YTO 1 NO3BOASA-
eT OBOPWUTb O HOBOM MOHWUMaHWK Npobiembl
CUHTE3a B Xy0XeCTBEHHON npakTuke MaTtBeeBa.

Ans akTyanmsauum jaHHoOW npobaemaTikun nme-
eTCs Uenbli pag npesnocbiiok. Bo-nepBebix, Kak yeT-
Ko 0ob6ocHoBaHO bbiio E.6. MypuHoi ewe B 1960-x
rogax> cama Teopusa CMHTE3a NPOXOAUT CTaAUto

3. TwHuHa E.A. MeToa NpAMOro BbiCeKaHWs CKYAbMTYpPbl M3 KaM-
HA — nctopwma Bo3poxaeHus // Pycckoe nckycctso XX Bek.
Wccneposanua n nybavkaumun. M., 2007. C.16-36.

4. Heknrodoga M.I. TpaauLmMm n HOBaTOPCTBO B PYCCKOM MCKYC-
cTBe KoHUa X1X — Hayana XX Beka. M., 1991. C.18.

5. MypuHa E.b. TIpobaemMbl CMHTE3a NPOCTPAHCTBEHHbIX NCKYCCTB.
Ouepkun. M., 1982. 192c.

CTaHOBJ/IEHWS B 3MOXY €BPOMENCKOro pOMaHTM3Ma,
Korga NoAAMHHAaA NpakT1ka co3jaHns NamMATHUKOB,
OCHOBaHHbIX Ha CMHTEe3e NIacTUYeCcKMX UCKYCCTB,
y>xe 6blna B npowaom. ViMeHHo yTpaTta TakoBOW
1 nobyxaana pPOMaHTMKOB TLLATENIbHO U3y4YaTb AaH-
HbI OMbIT. 3aKOHOMEPHO BbIFAAANT U BO3POXKAEHME
OCTPOTro MHTepeca K npobaeme CMHTE3a M B 3M0-
Xy HEOPOMaHTN3Ma, a8 UMEHHO MOJZepHa U CUMBO-
NM3Ma, B paMkax KOTOPOW M NOABASETCA Ha CBeT
TBOpeHue MatseeBa B KpbiMmy.

CkynbnTypbl ycagebHoro napka XVIII crone-
TUS, Npu3BaHHble 0OpMUTL MUP CBOeoHpa3HOro
COCTOsIBLUErocs «Mnapajmnsa», camojocrtatou-
Hble N KNacCULMCTUYECKM COBEPLUEHHble, COCTaB-
NAOT HarNAAHbIA KOHTPACT BOMIOLLEHHBIM B W3-
BasiHMAX MacTepa HepeanM30oBaBLUMMCS MeYTamM,
HecObIBLUMMCA rpe3aM, He3aBepLlUeHHbIM ABUXe-
HUAM Y HEJOCTUTHYTOMY PU3NYECKOMY COBEPLLEHCT-
BY. Bce eLle Tonbko «MOXeT 6bITb», M pa3Bopaym-
BalOLLMICA MO Mepe Cnycka K MOPH CKYNbMATyp-
HbI @aHCaMb.1b C/IOBHO NpeasiaraeT 3puTento npu-
HATb ydacTue B CTaHOBJAEHUM 3TOTO Moka eule
HeBeAOMOro Mupa®.

Ana TpagMLUMOHHOW NapKOBOW CKYAbMTYpPbI
NaHAawadTHbIE apXUTEKTOPbI NPOLWAOro Bblje-
NAAN KAKOYEBble TOUKM KOMMNO3NLIMM Ha nepe-
ceyeHU BUAOBbLIX MEPCNeKTUB, cneymnanbHO
OPOPMIEHHBIX apPXUTEKTYPHbBIX HULW U Ha HeW-
TpanabHbIX $OHAX MHOTOMETPOBOroO LWnanep-
Huka’. Ha cMeHy CUHTe3y cpeAHEeBeKOBbA
npuwen aHcambab, 0GOPMAEHHbIV SBHO dMaH-
CUMUPOBAHHBLIMWU OT apPXUTEKTYPbl MPON3BEeAEHN-
AMW, B TO XXe BPeMsA BHATHO NMOAYEPKMBAOLLNMU
ee Bblpa3nTesibHble Pakypchbl Y AOMOAHAOLLUMU KX.

HecmoTpsa Ha To, uTo MaTtBeeB nNpw Co34aHUN CBO-
NX KOMMO3WULMIA TLLaTeNIbHO M3beraeT KOHKPETHbIX
AeTanein n XXaHPOBbIX MOMEHTOB, CaM BHYTPEHHUI
CTPOVi ero NPoun3BeAeHN NPOYHO CBA3bIBAET UX
C pybexHOM 3Moxo — BpeMeHeM MeuTaTesbHbIX
pa3MbIlLNEHNI 1 NPeaYyBCTBUIA, CBET/bIX HAAEX],
Ha >XM3Hb rapMOHWYHYO 1 MpeKpacHyro. AHanorum
06pa3HOMY peLLeHUIO ero NPoun3BeAeHUN Mbl Han-
Aem B TBOpyecTBe lNaBna KysHeuoBa, eTpoBa-
BoakmHa n CapbsiHa, AaBHUX 4py3el MOJOAOCTHU
CKY/NbNTOPa, €ANHOMBbILLNEHHWKOB B TBOPYECTBE
1 coaBTopoB aHcambas Kyuyk-Kos. B 3Tom ocobom
BHYTPEHHEM CTPOE 1 3aK/ItoUeHa TaliHa OpraHMyHoO-

6. Llmudm U.M. Ckynbntypa KoHua XIX — Hauana XX Beka //
WcTopma pycckoro mnckyccrea. T.2. M., 1960. C.208-210.

7. Kypbamoe B.fl. Bceobla nctopus naHawadTHOro NCKyCCTBa.
Cagbl 1 napku mupa. M., Okcmo, 2008. C165-213.

CT TBOpYecTBa MaTBeeBa BCEMY KOHTEKCTY PYCCKOM
Ky/abTypbl KOHUa XIX — Hauana XX Beka®.

B 1O XXe BpeMsA MHAUBMAYaNbHOCTb MacTepa 3a-
ABAseT 0 cebe ¢ Bnevatastowen cmnoii. Mateees
He VLeT HOBOrO CMHTe3a B NepepaboTke OCBOEH-
HbIX MCTOPUYECKMX MPaKTUK, YTO TaK XapakTepHO
ans dopmoobpazoBaHusa mogepHa. OH npeanara-
eT 3pUTeNto COBEPLUEHHO WHble MPUHLMMbI BKAKOYe-
HWA NNACTUKM B KOMMO3ULMIO ycaabbbl. CKynbnTypbl
He MPOAOMXKAKT CTUINCTUKY OPXECTPbl U ECTHU-
Libl, OPUEHTMPOBAHHbIX Ha JpPeBHerpeYeckyto Tpa-
AVLMIO, @ CKOopee Cy>aT 3TanoM BKAKYEHUA KX
B MPVPOAHYH NepBO3aHHOCTb OKPYXKatoLLLEero nap-
Ka, caMO NPOCTPaHCTBO KOTOPOro U CTaHOBUTCA
OCHOBOW 3TOr0 HOBOIO CMHTe3a.

MaTBeeB Kak Obl NOCTENEHHO OTXOAUT OT Tpa-
AVLIMOHHON GOPMBbI MCMOAb30BaHNA CKYAbNTYpPbI
B Napke, Korga npegnaraet noceTuTento NponTn
OT BMOJIHE TPAANLMOHHOW KOMMNO3nLMK GOHTaHa
«PoxaeHne HUMben» yepes cosepuaHume CKyb-
NTyp Ha NapaneTtax AeCTHULbl K CAMOW BbICOKOW
komno3uumm «MpobyxaatoLierocs». Heknaccmue-
CKWUW, eCIN MOXHO TaK BblPa3nTbCs, acnekT AOCTU-
raeT NoJIHOTblI CBOEN peann3aunm BO BCTPOEHHOW
B CKany komMnosnuun «Cnswme Manbumkm». Taknum
0bpa3om He apxuTekTypa B TPAANLMOHHOM CMbIC/e
3TOrO C/I0Ba, a TO/IbKO OnpejeNeHHble, OTKPbITbie
OKpY>KatoLLLe NpUpoae ee KOHCTPYKThI B BUAE NECT-
HULbI U Teppac, a TakxXe BMOJHe NPUPOAHble 06-
pa3oBaHWA OKpYy>KatoLLero naHawadTa cTaHOBATCA
6a30/1 MaTBEEBCKOroO CMHTE3a.

Ocobbii noaxos MaTBeeBa K pelleHuto npobe-
Mbl NPOCTPaHCTBEHHOIO CMHTE3a Noay4aeT Hanbonee
nocaefoBaTeNbHYHO penpe3eHTaLmnio B HaArpo-
61 B.2. bopucosa-MycaToBa («3acHyBLUNA Majb-
ynk. ITHoA PUrypbl Ana HagrpobHOro NamsaTHWKa
B.3. bopucoBy-MycatoBy B Tapyce», 1910; runc
TOHUPOBaHHGIN, [PM; rpanunT, 1910-1911, Tapyca),
npegacrasastoLwero coboro naactuyeckyro metadbopy
Ha TeMy 3acbinaroliero Maabumka. [laHHas Kom-
no3numna AEMOHCTPUPYET NONCTUHE HOBATOPCKYHO
JIMHVIO B Pa3BUTUM XXaHpa MEMOPWaNbHON MNAaCcTUKK
pybexa XIX-XX BEKOB 1 cTana yHUKasbHbIM OMbITOM
peLleHns 3TOM TBOpYeCKol 3agaun. HecmoTps Ha
cneunduky xaHpa paboTy OTAMYaeT NCKPEHHOCTb
1 rnybuHa obpasHoro pelueHus. AnekcaHap Matse-
€B B /JaHHOM C/y4yae NMONHOCTbIO NOATBEpPXKAaeT

8. Cokonoe b.M. HoBbin Kyuyk-Koi: «Akagemus xys0xecTs»
fikoBa EBreHbeBnya Xykosckoro // Cagpl CepebpsiHOro Beka.
JNiutepatypa. Xusonuce. Apxutektypa. M., bykcMApT, 2022.
C.96-113.
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YHVKa/IbHOCTb CBOErO TBOPYECKOro MeToAa, napa-
AOKCaNbHbIM 06pa3oM COYETaOLWEro OPUEHTALMIO
Ha TPaAMLMNOHHBIN A3bIK MNAACTUKM U CMOCOBHOCTb
B MOJIHOM CMbIC/IE C/IOBaA «LlarHyTb 3@ FOPU3OHT»,
bopMuMpys NopasnTeNbHO HOBAaTOPCKMUIA OBpPa3HbIl
CTpon paboTbl.

Tpaanumsa Haarpobus ¢ nsobpaxeHnem nexa-
LWero Tesa, Kak M3BeCTHO, HaCYUTbIBAET MHOTOTbI-
csayeneTHroo nctopuo. OZHaKo B AaHHOM Ciyyae
nepej Hamu NpeACcTaeT He TeNo-NopTpeT — YCAO0B-
HbI AW AENCTBUTENIbHBIA, Kak B MEMOPUANbHOWN
nnacTuke 3TPYCKoB, 3anagHoesponerickoro Cpeg-
HeBeKOBbA UAN Bo3poxaeHus, a Teno-metadopa,
TeNO-CUMBOJ, HaZelEHHOE NPW 3TOM UCKHOUNTENb-
HO MOJIHOLIEHHOW 3MOLIMOHANbHOM COCTaBASAIOLLEN.
HecomMHeHHO, 0cobyto OCTPOTY NepexXmnBaHnIO MO-
TVBa NPWAAET IMYHOCTHbBIN ONbIT CKYNbATOPA, MNOO-
>XEHHbI/ B OCHOBY HalEHHOro KOMMO3ULMOHHOIO
peleHus. VicnbiTaHHOe Korga-To NOTpsiCeHUe, CBf-
3aHHOE C NMOMbITKOW CNacTV YTOHYBLUEro Majbuuka,
KOTOPOTO He yAan0oCh BEPHYTb K XWU3HW, HECOMHEH-
HO, MPUBHOCUT B, Ka3asoCb Obl, TakOe YCJIOBHOE
peLleHne TOT HEPB COMEPEXMBaHNUA U COCTpasa-
HWS, KOTOPbIN HEM3MEHHO OLLYLLIAETCS 3pUTeem
NPV KOHTaKTe C NPOM3BeAeHNEM.

C Apyroi CTOpOHbI, rnybokas 3MOLMOHaNb-
HOCTb, 3a/10>KEHHas B 3TO HaArpobue, KOHEUHO, CBf-
3aHa C NOTPsICEHNEM OT yTpaTbl Apyra, HacTaBHUKa
Y eMHOMBILLNEHHWNKA, KaKOBbIM MHOTUE rofbl Hbi
ana Matseesa Buktop 2nbnngndoposuny. KocHas
MaTepus KamMHsa COBHO MOCTENEHHO noraolwaet
OJyXOTBOPEHHYHO MOTb. TeNo, KaxeTcs, eLLe He 3aBep-
LU0 CBOETO MOC/IEAHErO ABMXKEHNMS, €ro 06beMm elle
HaMoJ/IHEH >M3HbO, HO Y>Ke 3aMeTHO pacTBOpeHME
cuayaTa B rpaHUTHOM MaccuBe. Tema cMepTu TpakTy-
€TCS CKYNbMTOPOM MHOCKa3aTe/IbHO, Yepes TakTUIbHO-
naacTnyeckoe cornepexmBaHne MOTUBa Nepexosa
OT KOHEYHOCTU XMNBOW MaTepumn K He3BpeMeHbto
KaMHs, a Yepes3 HOo3ApeBaTo-bpyTanbHyro bakTypy
nocnefHero, CJIOBHO He 3aTPOHYTOro 06paboTkow,
C/IBAET CKYNbMTYPY C OKPY>KAOLWEN MPUPOLON.

VIMeHHO noatomy y Haarpobus HeT HU creuun-
a/lbHOro NMOCTaMeHTa, HU orpajbl, UTO caMo Mo cebe
TakXe NpeaCcTaBaseTcs pelleHnemM CMHTe3a CKybn-
TYPHOW coCTaBasAlOLWEeNn Haarpobma n ycnoBHOro
capkodara nopasnTesbHONW HOBU3HbI, OCOHBEHHO
B pamMKax OTeYeCTBEHHOM TpajMLmMM opraHunsa-
unun Hekponosen. I ogHOBpeMeHHO MacTep ae-
MOHCTPUPYET YAUBUTENBHO TOUHOE NMonajaHune
B aCCOLMATUBHbIN PAj, CBA3AHHBIA C IMYHOCTBIO MO-
rpebeHHOro — He3aBepLUEHHOCTb MJaHOB, Hepea-
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JIN30BaHHOCTb OFPOMHOIO TBOPYECKOro NOTeHLMana,
MOTYYMNIA TaNaHT, MOTIOLWEHHbBIN HEMOLLBIO TeNa, ayx,
He CNOCOBHbIN NPeoAoNETh OFPAaHNYEHMSA MATEPUN.

CrtouT 0bpatnth 0c0b0€e BHMMaHMeE Ha TOT dakT,
yTo Nnpobaema BbIPaboTKM HOBbIX MOAXOAOB K CO3-
JaHWIO CKYNbNTYPHOro Haarpobusa ctosna B Poccum
Hauana XX Beka o4eHb ocTpo. O6 3710 ybeautens-
HO cBUAeTeNbCTBYeT cTaTbd Makapusa KabaHoBa
B YNOMWHAEMOM BblLLe n3gaHnn «MOCKOBCKUIA ap-
XWTEKTYPHBIA MUP»°. YXXKe B CAMOM Hayane CBOeWn
ny6ankaumm M. KabaHoB oTMmeuaeT: «[Topa nepe-
CTaTb OBO/IbCTBOBATLCA PEMECEHHbIMU U3ZEeNNAMMU,
n3rotaBanBaeMbiMu no Tpadapety B Utannmn»
[anee aBTOp NPAMO packpbiBaeT CBOW NpescTas-
JIEHVA O MOANNHHO XYJ0XECTBEHHOM Haarpobumm:
«MonHbIN Xe ycnex byaeT AOCTUTHYT AWLLb TOrAa,
KOHEYHO, KOra HaBCTpeuy XyA4oXHWKam nouaer
M CaM 3aKa3uuK, Koraa nocieAHnn yacH1T cebe Heob-
XOAMMOCTb 3ab1aroBpeMeHHO 06ayMaThb, Kakon $op-
Mbl U BEIMYNHBI ABUTCA YMECTHbIM, B 3aBUCUMOCTU
OT COBOKYMHOCTU @aHHbIX YCNOBUWI, BO3BUTaeMOe
UM TO WM APYroe HaMOrMAbHOE COOPYKeHWE, 1 ByaeT
CYMTaTLCA C TeM, UTOObI OHO He ABAANOCh ANCCOHAH-
COM MO OTHOLLEHUIO K OKpY>KatoLweMy naHawadpty
“ namsaTHUKam» "1, Kak nerko y6eanTbes, NCNOHEH-
Hoe MaTBeeBbIM Haarpobume BNoJsiHe COOTBETCTBO-
BaJlo 3TUM PeKOMeHAaLMAM, SBHO BbICTPajaHHbIM
aBTOPOM MPUBEAEHHbIX CTPOK.

EctecTBeHHOe cTpeMneHne paboTtaTb B MOHYMEH-
TasbHOW GOpMe, UTO ybeamMTenbHO NposBuao cebs
B OMMWCaHHbIX NPOM3BEAEHNSAX Y 3aKOHOMEPHO BJIEK-
N0 3a coboto pelleHne NpobaeMbl CUHTE3A, HaLLNO
CBOE OTpaXKeHne 1 B TOM, UTO MacTep NpUHUMaeT
caMoe aKTMBHOE y4yacTue B KOHKYpce, 06bsBAEH-
HOM B COOTBETCTBUM C nonoxeHnamn Jekpera CHK
o1 12 anpens 1918 roga «O namatHukax Pecnybam-
KW», BOLleALlero B UCTOpULO kak MnaH MOHyMeH-
TasibHOW nponaraHabl. MyHKT 4 [lekpeTta cogepkan
Ba)XXHOe HOoBaLMOHHOe nosoxeHue: «4) CoBeT
HapogHbix KomunccapoB Bbipa)caeT xenaHue, 4to-
6bl B ieHb 1 Mas 6bian yxxe CHATbI HEKOTOpPble Han-
6onee ypoanmBble NCTYKaHbl M NOCTaB/EHbI NEPBbIe
MOZE/IN HOBbIX NaMATHWUKOB Ha CyA Macc ',

MaTBeeB B pamMKax AaHHOro KOHKypca Bbl-
noJsiHsAeT cHavana 6roct Kapsna Mapkca, a 3atem

9. KabaHos Makapud. VickyccTBo Ha knagbwie // MockoBckui
apXUTEKTYPHbIV MUP. EXXerogHnk coBpeMeHHOro 3044ecTsa
1 AekopaTuBHOro nckyccrsa. Boin.3. 1914. M. C.137-140.

10. KabaHoe M. Yka3. cou. C.139

11. Kabaros M. Ykas. cou. C.140

12. flexpemel Cosemckotienacmu. Tom|l. 17 mapta — 10utons 1918r.
M.: Toc. u3gatenbcTBo noauTUYeckor antepatypsl, 1959. C.96.

NONHOPUIYPHBIA NaMATHUK, YCTaHOBEHHbIN Nepes
3naHnem CMosbHoro 7 Hosbps 1918 roga. bopuc Tep-
HOBeL, Npu3HaBan ckynbnTypy MaTBeeBa «LeHTpab-
HOW paboToi NaaHa MOHYMEHTalbHON NponaraHabl
B JleHnHrpage» 3. durypa Mapkca, kazanocb 6bl,
noctaBAeHHas B TPAAMLMOHHBIN KOHTPaMnocT, CBO-
UMK rpaHeHbIMU dopMamMm obpeTana KOHHOTaLUK
C 3CTETMKOW Kybuama u nopaxasna Co3ByUYHOCTbHO
C 3MOX0N. HeCOMHEHHO, AOPEBONOLNOHHBIN ONbIT
MatBeeBa B chepe ybeanTensHOM KOHCTPYKTUBHOCTM
MacTUYECKOro peLLeHns Hallen B 3To paboTe cBoe
MoLLHoe BonoweHne. OfHaKo coXpaHeHHas CBA3b
C KNacCUKOW — W Yepes TPaaMLIMOHHYHO NO3Y, U Yepe3
KpacoTy ¥ NpaBWIbHOCTb NPOMNOPLMIA, OTANYHO BMNN-
CblBa/I0 NaMATHUK B NPOCTPAHCTBO, OpraHmn3yemMoe
dacasom oaHoro m3 weaeBpoB TBopUecTBa KBapeH-
M — CMOAbHOro MHCTUTYTa H61aroposHbIX AeBuL,.

OgzHako ¢ HanbosbLel ybeanTenbHOCTbIO pac-
Kpblaica TanaHT MaTBeeBa B chepe opraHusaLmnm
MaclWwTabHON NPOCTPAHCTBEHHOM KOMMO3MLUMN
B MOA/IMHHOM LUeAeBpe ero TBOpYeCcTBa — CKyJlb-
nTypHou rpynne «OkTabpb» 1927 roga (runc, FPM;
1968, 6poH3a, CaHkT-lNeTepbypr). Mactep ¢ BOO-
AylwesneHnem BocnpuHan OKTaAbpbCKyo peBoto-
uuto 1917 roga v NPAMO BbICKa3bIBaACA O XXeNaHUn
ee BO3BeNNYUTb. MOHYMeHTanbHas KOMMNO3nLuma
13 Tpex duryp 6bina BbINOAHEHa BCErO 3a TPU Meca-
La B paMKax y4acTusi B BbICTaBKE XyJ0XEeCTBEHHbIX
MPOV3BeAEHWI K AecATUAeTHeMY tobunero OKTabpb-
ckon pesoatoumn. CTUANCTUYECKN CKYyNbNTypHasn
rpynna 6blna cpa3y OpMeHTMpOBaHa Ha kiaccmye-
CKYH TPaAVLIMIO IEHUHTPAACKOrO apXUTEKTYPHOTO
NaHgwadTa, YTo Aaneko He BCEMU KPUTUKaMK Bblno
BOCMPUHATO C NOHMMaHWeM ™. KpecTbsiHWH, pabo-
Yuii 1 KpacHoapMeeL, NpeACTaB/IeHbl B FapMOHMY-
HOM eJMHCTBE CNOXHbIX PUTMNYECKMX U NAaCTym-
Yeckux nepekanyek, KOTopble 0ObEANHAIOT CTaTyn
He CHOXKEeTOM, M flaxke He XeCTaMu U peabHbIMn
COMNPUKOCHOBEHUAMM.

Ocoboe 4yBCTBO €4MHCTBA M FAPMOHUM KOMMO-
3ULMY NPUJAET €€ BbICOKMIA CUMBOJIMYECKMI CTPONA,
npeBpaLLatoLLnii KaxA0oro U3 repoes CKyAbMNTypPHO-
ro NPoun3BeAeHUs B BEIMYECTBEHHbIA 0606LWEHHbIN
obpa3. HecomHeHHO, obLasa knaccuuncTnyeckas
nporpamMmma KOMMo3nLmMmn TakxKe HarnoHAET ee BHEB-
peMeHHbIM BennumeM. «naBHoe npusBaHve Matse-
eBa 3ak/H04Yanocb He B TOM, YTOHbI MOKa3aTb camyro
60pbby Mn oTaenbHble ee anu3oabl. OH cTpemucs

13. TepHosey b.H. N136paHHble ctatbn. M., 1963. C.112-113.
14. TyzeHxon60 A.A. CMOTp nckycctB // MevaTb U peBoaoLMS.,
1928, kH.2. C.108-125, 112-113.

n3BanTb TO, paau yero 31a 6bopbba Benack. He Tpya-
HbI NYTb K BbICOKOW 61aropogHON Leaun, a camy
uenb, KyAa 3TOT TPYAHbIA NyTb BeAeT», — TOHKO
nogmeyan BblJAOLMNIACA COBETCKUI UCKYCCTBOBES,
M.B. AnnaTtoB'>. MNpeacTaBaeHne gaHHOW KOMMO-
3MLNN B OKPY>XKEHMWN KNACCULMCTUUYECKOW cpeabl
MeTporpaga, K coXaneHuto, Hepeaan3oBaHHOe,
HEeCOMHeHHO ycuamno bbl nadoc ee BHyTPeHHero
CTPOS M NMOJHOCTbIO MOATBEPANIO TOUHOCTb NMOHU-
MaHua MaTtBeeBbIM cBoeW 3agaun. M ecan Bcero
HEeCKONbKO JIeT TOMY Ha3aj CyL,ecTBOBaBLUWNM
namatHuK Kapay Mapkcy y CMonbHOro peluan-
ca MaTBeeBblM B paMKaX COBEPLIEHHO MHbIX
NnAacTMyecknx 3agad, TO MO KOHTPACTy BHATHO
onpeaenseTcs roTOBHOCTb MacTepa COeAUHUTb
CBOIO KOMMO3ULMIO CO CTUANCTUYECKMM KOHTUHYYMOM
CaHkT-leTepbypra.

Cnepytoluein 3HakoBon paboToin MaTBeeBa cTan
NPOoeKT NaMATHWKa 6oiuam [anbHeBOCTOUHOW ap-
mMun B aypuu, BoinosHeHHbIn B 1931 rogy. Ero Ta-
NaHT B 3TO BpeMsa obpeTaeT odumLmanbHOe NpusHa-
HVMe — OH YAOCTOEH 3BaHWA 3aCay>XeHHOro AeaTens
nckyccts PCOCP, 1 310 faeT BaaTeNt0 HECOMHEH-
HOe NpaBo Ha 3KcnepuMeHT. MacwTabHbI rocyaap-
CTBEHHbII 3aKa3 cCHOBa obpallaeTca K crnocobHoCTH
MacTepa co3gaTb MeMopuaabHOe NPon3BeseHue,
0fHaKO, CTUANCTNYECKM NMPOEKT AEMOHCTpUpYyeT
ABHbIA YXO4 OT HEOK/IACCUKN U GOPMUPYIOLLYHO-
€A OPMEHTaLMIO Ha MOUCKMN HOBOTo obpasHoro pe-
weHunsa. CkybnNTOp OTKa3blBaeTCA OT Kakon-1mbo
CHOXXETHOW repomnsaL iy, NpeBpaLLas CAoXKHYH apxu-
TEKTYPHO-CKYNbMTYPHYH KOMMO3WLMIO B HEKMIA NAa-
CTUYECKUW TMMH CO3WAaHMA KakK MPOAOIXKEHNA Aena,
HayaToro reposiMun JaHHOro MemMopuana.

[NaBHbIMW KOMMO3NLIMOHHBIMW OpUeHTUpa-
MW 3TOTO C/JOXHOFO COOPYXEHUSA CTaHOBUTCA
0bennck — TpagULMOHHBIA CUMBOA BEUYHOCTN —
n durypa pabouyero Ha BbICOKOM nocTtaMeHTe. Tpem
CTPOUTENAM, Ybe ABUXKEHME 3aJaHO XXEeCTOM Beay-
LLero, COOTBETCTBYET CTYNeHYaToO pacnosoXeHHas
rpynna MoaoAbIX NHOAEN, NMOAHABLUNX PYKU B KNAT-
BEHHOM >ecTe. BHyTpeHHe unTaeTca cBoero poga
nocnaHue, obpalleHHoe K 3pUTeNto: MamaTb XUBa
B MPOAOKEHUN HauaTbix gen. VimeHHo Tak dopmm-
pyeTcs BHATHas naesa MOHYMEHTa, U UMEHHO KASTBa
NPOAOIKUTL AeN0 NOTNBLINX repoeB okpalunBaeT
npounssegeHne HepopMaibHbIM BHYTPEHHUM
nadocom.

15. Aainamos M.B. 3TioAbl MO NCTOPUM PYCCKOTO WCKYCCTBa.
Tom 2. M., UckycctBo, 1967. C.186.
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MopasuTtenbHa roToBHOCTL MaTBeeBa npeano-
XUTb MPUHLMMMANBHO HOBOE peLleHne MeMOopU-
a/NlbHOrO COOpPY>XeHUs, cBOBOAHO pa3BepPHYTOro
B MPOCTPAHCTBE, NNLIEHHOIO CaMO3aMKHYTOCTH
N CUMMEeTPUM, XapaKTepHbIX ANS KOMMO3UL MM Tpa-
AVMLMOHHOTO MOHyMeHTa. OZHOBPEMEHHO coBep-
LWEHHO OYeBUAHO, YTO MacTep CTPEMUICSH AOCTUYD,
C OlHOW CTOPOHbI, EANHEHWS C BMELLAOLLMM laHA-
LadpTOM, KOTOPbIA €CTECTBEHHO MOT NPOCMaTPUBaTh-
€Sl CKBO3b Pa3peXXEHHYH KOMMO3ULUI0 MemMopuana.
A c apyroii, narogaps BKJIHOYEHHBIM B MOHYMEHT
MOLLHbIM BEPTUKANSAM OH AOJIKeH Obli cBOeobpas-
HO roCrnoACTBOBATb Haj OKPY>XXatoLMM Men3axem.
W B goBepLueHmne obuero BneyatneHums sce Gurypbl
[AHHOTO aHcambs TpakToBaHbl NpesenbHO 0606-
LLLEHHO, YTO COOTBETCTBOBAJIO YCAOBUAM BOCTPUATUSA
NX NPenMyLLeCcTBEHHO CUAY3THO U ¢ 6onblo-
ro pacctosiHma. HecMoTps Ha TO, YTO AaHHbIN
MeMopUasbHbIi KOMMAEKC He Obl peannsoBaH,
faxe He ypoBHe NMpoekTa OH OTKpbIBaN COBep-
LUEHHO HOBbIN MNOAXOS K UCTONKOBAHMIO BO3MOXHOC-
Teli MOHYMEHTalbHOWN NAACTUKU U apXUTEKTYPHO-
CKY/ZIbNTYPHOTO CMHTE3a.

Hacnegne AnekcaHgpa MatBeeBa cocTaBasier
OFPOMHOE KO/NIMYEeCTBO 3CKM30B Hepeann30BaH-
HblX NamMAaTHMKOB B.U. JleHnHy, A.M. Topbkomy,
M.IO. lepmonToBy, A.lN. Yexosy n ap.'® C ogHon cTopo-
Hbl, 3TO JIETOMNCb YYacTUS1 B MHOFOYNCAEHHbIX KOH-
Kypcax Ha co3gaHue Tex WAN MHbIX MOHYMEHTOB.
A c Apyrow, cyaa no nepeyHto Mojenen, CBUAETENb-
CTBO TOFO, UTO FNYBOKMIA MHTEPEC K BOMJIOLLEHNIO
B 00/1MKe KOHKPETHOM BblatoLLENCs IMYHOCTM BHEB-
peMeHHOM COCTaBAAOLLEN, KOTOPas, Mo CyTu, U No-
3BOJISIET BO3BEMUUTL 06Pa3 A0 YPOBHS MOHYMEHTa,
He OCTaB/saa MacTepa Ha NPOTAXEHWW BCErO No34-
Hero nepuoga ero TBOpYeCTBa. IT0 6bIAN MOUCKN
OTBETa Ha BOMPOC: YTO COHOK MpPesACTaBAsSET 0CO-
6bIi TBOPYECKMIA MAACT IMYHOCTY, BO3BbILIAMOLWNI ee
OT 6bITa K BbITUIAHOCTY, @ B UTOre — YTO COBOMO Npes,

CTaBAAKO A KaK IMYHOCTb 1 TBOpeL,. U, pasymeeTtcs,
B C/lyYae peasvsaunm 3TUX NPOeKTOB Mbl CMOTV bbl
YBUAETb Pa3BUTME HOBbIX NAEN CUHTE3a CKYAbMTY-
Pbl M apXMTEKTYpPbI, @ TakXXe NyTeil opraHmn3aLmmn Kak
ropoACKOro, Ta U NPUPOAHOro NPOCTPaHCTBa.

OpwueHTaums Ha co3gaHune 6oabLLIOro Yncna Mo-
HYMEHTOB B NamsTb O reposx 1 xepTteax Beavkon
OTeUeCTBEHHOW BOMHbI Cpa3y Noc/ie ee OKOHYaHWs
nopogamuna npesyvyBCcTBME MOLLHON KOHKYPEHLUN
B psAjax CKy/AbMNTOPOB-MOHYMEHTaANCTOB, OpPU-
E€HTUPOBaHHbIX Ha MaTepuanbHbIA ycnex U 3HaKu
coymnanbHOro npusHaHua. AnekcaHap Mateees
C ero B3bICKYHOLUM B3r1s840M Ha cebs n 3ajauun
TBOpYeCTBa Kak obnajaresib OrPOMHOrO TanaHTa
N HECOMHEHHbIV KOHKYPEHT 6bl1 HapAay € Apyrumu
BblAAIOLLUMUCH AeATENSAMMU KYAbTypbl NOABEPTHYT
OTKpPOBEHHO Tpasae. KOHeYHO, 3TO He OCTaHo-
BWJIO TBOPYECKOro Nnouncka macrtepa. MarHaHune
13 MOHYMeHTanbHOro o$urumosa He NoMeLLano npo-
n3segeHnam AnekcaHgpa MaTBeeBa yyacTBoBaThb
B MHOTOUMCAEHHbIX MPECTUXHbIX BbICTaBKax, B TOM
uncne u 3a pybexom. A B 1958-1859 rogax B cBs3u
¢ 80-netnem mactepa B Mockse u JleHnHrpage Tpu-
yMdasbHO NPOLLN ero NepcoHaNbHble BbICTaBKMU.

AnekcaHgp TepeHTbeBMY MaTtBeeB npuLlen
B PYCCKO€ MCKYCCTBO B 3MOXyY, KOrja cyllecTBoBasa
ocTpas HeobXOAMMOCTb U3MEHNUTL paHee cPopMUpPO-
BaBLUMICA B3rsA Ha CKY/bATYPY Kak Ha MCKYCCTBO,
He cnocobHoe KOHKYpPMPOBaTb C akTyaslbHOCTbHO
NMTepaTypbl U CUAOW 3MOLMOHANBHOTO BO3A€elN-
CTBUA XMBOMUCK, @ 3HAUWNT, KaK Hbl 3aBeLOMO
obpeyeHHOe Ha BTOPOCTEMNEHHOE NO OTHOLLEHWUIO
K HUM nonoxeHue. Y 3ToT TBOpUECKniA Kpmnc byaet
C yCNexoM npeojoneH, B TOM YMC/Ie U C yYacTnem
AnekcaHapa MateeeBa. [locTnxeHuns npeacraBm-
Tenell MOCKOBCKOW LUKOJIbl, KOTOPOMW, HECOMHEHHO,
OH NpUHaanexan, AagyT Ty TOUKY ONopbl, KOTOPOU
C FOTOBHOCTbHO BOCMO/Ib3YHOTCA MHOTME BbifatoLLmecs
MacTepa XX cTonetus.
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