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Summary: The article considers the formation of the
industrial design model in Italy in the peculiarity of socio-
political conditions at the turn of the 20'th century. Ori-
entated towards the prospects of the design industri-
al culture, the progress of new art tended towards two
vectors of development: a strong influence of tradi-
tional heritage of the great classical past and passion
for modern examples of European design schools. The de-
sign, formed within the boundaries of the Italian region-
al version of the Art Nouveau style, stile Liberty, became
a product of a specifically Italian design and artistic cul-
ture with a strong designer’s original creative beginning.
It allowed freedom of experimentation in the search for
its own unique means of expression. The industrial model
of design was determined by the experience of the great
craft heritage in addition to the influence of the artistic
traditions of the new style. The new “revival” of the artis-
tic industry of Italy took place in symbiosis of the activi-

The industrial design model in Italy was formed
in historically complex and unique conditions, radi-
cally different from the pan-European experience.
A weaker industrial base, compared to the rest of Eu-
rope, a strong dependence on the great heritage
of the ancient past, the Renaissance rise of nation-
al culture and art, led to a contradictory, internally
oppositional character of design as a new profes-
sion at the turn of the 20'th century. Supporters
of the progress of the new art, addressed to the pros-
pects of the design industrial culture, faced two vec-
tors of development at the same time: dogmatists
of the traditional heritage and passion for mod-
ern examples of European design schools, familiar
to the ltalian public from the exposition samples
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ties of an artist-designer and artistic craft and industrial
production. The Aemilia Ars group, as a regional design
and production association, became an exemplary mod-
el of industrial design in Italy. The multidisciplinary struc-
ture of the association, which included a collaboration of
architects, designers, and artisans specialising in various
areas of the art industry, allowed the implementation
of interdisciplinary tasks: from architectural restoration
to interior design solutions. The group was an example
of a unique design culture focused on a scientifically based
approach, regional craft artistic traditions and an original
style of a creative experiment. The great design-artistic
and technological heritage as well as design potential
of the Aemilia Ars craft traditions can still be found in the prac-
tice of a number of local associations of embroiderers
of modern Bologna.

Keywords: art Nouveau, Liberty style, industrial design,
artistic design, design culture, craft.

of the international industrial exhibitions in Venice
in 1895 and in Turin in 1902 and 1911.

The new art doctrine was formed within the limited
framework of style, its nature, and artistic expressive-
ness. The era of Art Nouveau, which had already
formed its vocabulary of new forms by the 1900's
in the rest of Europe, also captured Italy. However,
unlike its neighbours, the country did not represent
a single, integral nation ready to create a single na-
tional style. The process of style formation coincid-
ed with the formation of a new statehood, which
began in the 1860s, called upon to unite disparate,
previously independent and autonomous, regions
and cities into a new society headed by the ruling
Savoy dynasty.

The progressive artistic community, thirsting for
beauty through the forces of new art as salvation
from the growing flow of eclectic ugliness and ba-
nality that had captured the products of the ar-
tistic industry and craftsmanship, as an alternative
to official and salon classicist examples, sought in-
spiration in the nutrient medium of their native land.
This provoked a negative attitude towards many
examples of Roman culture that remained outside
the modern system of life. According to G. Guimard,
“to be truthful, all art must be a product of the soil
on which it exists and of the period that needs it" [2].
In Naples, the Museo Artistico Indusiriale (the Art and
Industrial Museum, 1892) was created with the aim
of collecting the most significant national and for-
eign projects and artefacts. The experiments of
a number of associations founded by N. Costa, an art-
ist, military man and politician, in the spirit of the
times, turned to the social ideals of art, later devel-
oped by the avant-garde of the early 20'th centu-
ry (the In Arte Libertas group, founded jointly with
G.A. Sartorio, existed from 1886 to 1903). The Asso-
ciazione Artistica Internazionale, founded in 1870,
introduced the public to the latest trends in Eng-
lish, Swiss and German art. The Scuola Etrusca, which
functioned from 1883 to 1886, saw its goal in curb-
ing the decline of public taste by counteracting
the blind defence of tradition.

At the end of the 19'th century, Italian criticism
was full of articles on the need to create a new
national art that would be competitive on the world
market. V. Pica’s art criticism promoted new ideas
in the field of applied art. In his Questioni Pratiche
di Belle Arti (1893), C. Boito warned against the con-
tradictions and unrest provoked by the eclectic
culture of his time [3].

Like Europe, the professional press became the
mouthpiece of artistic reforms. New professional
publications appeared. The ltalian Emporium (1895-
1964), inspired by English The Studio, was founded by
the ltalian Institute of Graphic Arts. Being at the epi-
centre of the problems of technological progress,
accompanied by the strengthening of international
professional communications (exhibitions, conferen-
ces, etc.), the journal participated in the discussion
of the new industrial model of applied art. The pro-
grammatic manifesto of the journal, written by its
founders P. Gaffuri and A. Ghisleri, formulated the go-
al as the consolidation of advanced initiatives in the
field of artistic reforms, “the popularisation of high
culture, the results of science, masterpieces of art

IlL7. Blouse with slit and mesh stitching. Design based on
17th century lace samples belonging to Mr. Cantoni

of Italy and the entire civilised world; with precise,
brief... news and monographs of specialists, always
accompanied by illustrations — documents pho-
tographed from life and life images, reproduced
by the latest systems of advanced graphic art” [4].

An attempt to solve the socio-cultural problem
of creating a new democratic art according to the
formula of “art for all” on a new stylistic basis arose
in the intellectual circles of Rome around philosopher
and artist G. D'Annunzio. Projects of D. Cambellotti,
an applied artist, illustrator, painter, sculptor, and de-
signer, in which the distortion of natural forms and
the agrarian doctrine, opposed to the anthropo-
technical one, was aimed at creating objects of mass
housing and their furnishings, served as examples.
The project of “a house for a peasant family” [1]
was published in La Casa magazine in 1908. In at-
tempts at a folkloric revival, the bourgeoisie, con-
cerned about the level of taste of the population,
saw the only way to give artistic reforms a collec-
tive character in the reconstruction of authentic cre-
ativity. The Hut project (1911) was developed as an
exhibition, lecture and concert venue. The idea of
the culturalisation of the suburban world (Roman
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IlL2. A sample of embroidery in the Emilia Ars needle lace technique from the late 19th century. Vittorio Zironi Museum
of Textiles and Tapestries. https.//m.ok.ru/group/54467590357131/album/881030250635/915929633675

Campagna), isolated from the urban civilization
of capital, represented a cultural reconstruction
of the continuous connection between the Great
Rome of the past and the Rome of the 20'th cen-
tury, a “return” to the rural values of the primitive
Latium with the concept of the transition “from
art as an end in itself to art for man..., becoming
an aesthetic justification for simple human re-
quirements for housing and its use” [1]. However,
the stage of Italian Art Nouveau formation did not
create the conditions for the full-fledged invol-
vement of traditional values due to the limitati-
ons of the academic and monumental concept
of “classical” styles.

The reform of the new national style under the in-
fluence of socio-political conditions did not reach
the level of the state program. As a result, the style
acquired features of regional identity, like stile Liber-
ty, full of originality and at the same time a plurality
of options for the designer’s interpretation.

In creating the industrial version of the Art Nou-
veau style, Italian designers relied on a dialogue be-
tween tradition and innovation. Industrial aesthetics
was formed in the context of a rich historical herit-
age in the field of art and crafts against the backdrop
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of accusations of Italian design in the “shameless
excess and over-decoration of stylistic solutions”
[2]. Craftsmanship and craft traditions determined
the modern industrial design model in its crav-
ing for conceptual solutions, the artistry of design
creativity, and the uniqueness of the designer’s
stylistic interpretations.

With the distancing of noble and ancient fami-
lies from the new social life, orders from the Roman
aristocracy, characterised by official and bourgeois
taste, practically ceased in the 1870's. They resumed
only in the 1880's, when the nobility recognised art
as a high-quality product designed for select con-
noisseurs, owing to the revival of the domestic art
industry. The Esposizione Internazionale d'Arte (In-
ternational Art Exhibition) in Rome in 1911, which
included an ethnographic cross-section of social and
cultural achievements, was the first demonstration
of the modern level of industrial art. There, against
the backdrop of local natural resources, folklore, ar-
chitecture, etc., the handicraft production of the va-
rious regions (Piedmont, Lombardy, Venice, etc.) was
presented in their historical identity and regional
metaphor of styles.

The artistic and industrial associations of Italy,
formed on the basis of integrating design with indus-
try production, were the driving force behind the de-
sign reform. Such associations relied on the prin-
ciple of a designer’s originality in the formation
of design and artistic policy. The original design and
production model of modern Italian design was dis-
tinguished by genre unevenness, where priority
remained for: furniture, Italian majolica, and glass.
The design potential of designers and artists who
came to art manufactories with a rich historical past
(for example, the Doccia porcelain manufactory
of the Ginori family, which existed since the 18'th
century) and newly opened factories helped to over-
come resistance to the "new” and involve industry
in the conditions of compliance with modern aes-
thetic requirements of the living environment.
A competent design policy allowed many manufac-
tories to successfully exist until the middle of the
20'th century (Chini&Co, 1907-1955).

A full-fledged multidisciplinary model of the ar-
tistic and industrial design was proposed by the So-
cieta Cooperativa Aemilia Ars group, founded by
A. Rubbiani, an interdisciplinary personality of the Re-
naissance type, homo universalis, artist, architect,
restorer, designer, poet and lawyer, in Bologna;
it operated from 1898 to 1914. The Aemilia Ars group
was created with the aim of promoting and deve-
loping the decorative art of the northern province,
Emilia. It left an example of a regional school of
applied design creativity, which, in terms of the scale
of the tasks being solved, covered the entire region
with design reforms.

The project strategy of production and the or-
ganisational structure of the group were determined
by the principle of the European associations Wie-
ner Werkstatte and Secession, whose activities were
aimed at a radical renewal of the range of consum-
er goods. The social democratic ideals of design,
which underlie the program of reform and renew-
al of applied art in the contemporary era of mod-
ernism, became the ideological platform for uniting
a group of noblemen and art historians around
the activities of a multidisciplinary art manufacto-
ry. The production potential determined the range
of products: bright ornamental embroidery and lace,
elegant pieces of furniture, art glass, pottery, metal
and jewellery, bookbindings, and embossed leather
products. All manufactured items retained the tra-
ditionally high quality, which distinguished them
favourably on the art market.

The group was named after the technique of nee-
dle lace making of the Renaissance — Aemilia Ars.
The group followed the ideas of W. Morris and the
Art & Crafts Movement, actively reviving forgotten
ancient crafts and almost lost technologies, which
gave it the nickname Bolognesi A&C. The group's
designers turned to images of nature and the art
of the Renaissance, which served as prototypes, rais-
ing ltalian crafts to unattainable heights. “The initia-
tive was supported by nobles, in particular, Countess
L. Cavazza, who provided antique lace from her per-
sonal collection for the study and revival of lost tech-
niques” [5]. The design was based on examples from
antique books, templates from the 16'th-century
pattern collections of A. Tagliente, etc. Lace samp-
les were found in old paintings, miniatures, etc.
Thus, the design methodology and technical exe-
cution of weaving in the Aemilia Ars technique re-
lied on scientific and historical accuracy in working
with primary sources. The artistic basis of the pro-
jects, which included natural and classical histori-
cal stylisations, remained within the boundaries
of the modern Liberty style.

Projects carried out within the framework of scien-
tific architectural restoration were an important as-
pect of the group’s activities: Castello di San Mar-
tino and Castello di Bentivoglio in the neo-Gothic
style with Renaissance frescoes, the Romanesque
church of Santa Annunziata e San Biagio, etc.
The projects were carried out owing to the knowledge
and experience of professional restorer A. Rubbiani,
theorists and art historians who became part of the
community. The group was the first in Italy to link
archaeological reconstruction of styles (for example,
the Renaissance) with practical restoration experience.

Improvement of the base of artistic produc-
tion expanded the possibilities of searching and
developing new directions of stile Liberty. The con-
stant interest in historical prototypes of the arts and
crafts of the Renaissance, as well as the rich vocabulary
of natural decorative forms of flora and fauna
of the Middle Ages allowed designers to create their
own stylistic version of neo-Gothic, a regional ver-
sion of Art Nouveau — Stile Liberty Bolognese.
The Aemilia Ars group developed and implemented
a number of projects in the field of architectural de-
sign for Bologna: the decoration of the Council Hall
of Comune di Budrio, the interiors of the residence
Palazzo Rosso (the Red Palace), and Oratorio di San
Marco (Cappella Zucchini), as well as others with
floral motifs of Stile Liberty Bolognese. A number
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IlL3. An example of ballroom shoes, hand-covered using the needle
lace technique by Emilia Ars. Early 20th century.

of projects of the Aemilia Ars group were executed
in the rustic style — a striking example of the "pea-
sant” style, a more democratic direction of Liberty,
close to the regional ethnic characteristics of Art
Nouveau in Russia, Hungary, and Finland.
Unfortunately, industrial design at the factory
was created in the format of individual items, with-
out forming sets, kits and series, which became
the main reason for the gradual decline of multipro-
file production. The weakness of the design strate-
gy led to financial problems and a narrowing of the
range: production was reduced to the lace indus-
try, manufactured using a unique technology. A new
stage in the revival of the Aemilia Ars group’s activi-
ties began in the early 20'th century. Lace produc-
tion, which became the leading one at the factory,
received a new source of inspiration and economic
support after the Milan L'Esposizione Internazionale
del Sempione of 1906. There, the group demonstrat-
ed examples of modern lace-making technology,
in many ways surpassing the virtuosity of its his-
torical prototypes. Lace-making solved, in addition
to artistic and applied issues, the social problems
of reviving the traditionally female industry, which
became a guarantor of employment and financial
support for women, and the affirmation of the hu-

manitarian values of the new society. The status
of the Aemilia Ars group was finally confirmed
|by the exposition placed in a special hall at
the International Exhibition in Turin in 1902. Gra-
phic artist M. Dudovich, sculptor and medallist
G. Romagnoli, A. Baruzzi and others were among
the participants of the exposition.

Regional artistic and industrial associations,
formed on the basis of the integration of design
and production, were the driving force of the design
reform of Italy. In accordance with tradition, such as-
sociations continued the principle of the designer’'s
beginning in the formation of the design and art-
istic policy as well as the design program for the de-
velopment of associations. The Aemilia Ars group
became a clear model of industrial design in ltaly,
based on the tradition of artistic design and semi-
artisan production. The latter limited the circulation
of products, but allowed for a full-fledged high-quali-
ty implementation of the idea. The multidisciplinary
structure of production associations, which included
collaboration of architects, designers, and artisans
specialising in various areas of the art industry, left
examples of projects in the field of object and ar-
chitectural design. This allowed the implementation
of interdisciplinary tasks from architectural restora-
tion to interior design solutions. The Aemilia Ars
is an example of a unique design culture ground-
ed on a scientifically based approach, regional craft
artistic traditions, and a designer’s original style
in a creative experiment that created a recognisable
regional version of the Italian Liberty style — Stile
Liberty Bolognese. The great design-artistic and tech-
nological heritage as well as the design potential
of the craft traditions of the Aemilia Ars can be
still found in the practice of a number of local
associations of embroiderers of modern Bologna.
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MO/ENb MPOMBILWIEHHOTO AN3ANHA UTANNW
HA STATIE CTAHOBJIEHNA. TPYTITA AEMILIA ARS

AHHOMayus: B cTaTbe pacCMOTPEH MpoLLecc CTaHOB-
NIeHVA MOJeNn NPOMbIWIEHHOTO An3aiHa B VTtanum
B cBOeobpasnm coumanbHO-MOANTUYECKUX YCAOBUM
Ha pybexe XIX-XX ctonetnii. lNporpecc HOBOro MCKYCCTBa,
obpalleHHOro K nepcrnekTvBaM NPOeKTHOM MPOMbILLIEH-
HOW KyNbTypbl, UCMbITbIBAA TATOTEHME K BYM BEKTOPaM
Pa3BUTMA: CUNBHOTO BAVAHUA YCIOBUIA TPaAULMOHHO-
ro Hacneaus BeJIMKOro KNacCMLMCTMYECKOro NpoLUaoro
M yBNEYEHHOCTU COBPEMEHHbIMU 06pa3uamu eBponein-
CKWX LWKOA Am3aliHa. [ln3aiH, opMmpyemblil B rpaHuLax
NTaNbAHCKOW PErnoHaNbHOW BEpPCUM CTUAA ap-HYBO —
stile Liberty, ctan npoaykTom cneumnduyeckm ntanbax-
CKOWN NPOEKTHO-XY0XXECTBEHHOW Ky/bTypbl C CU/bHBIM
aBTOPCKMM TBOPYECKMM HayasioM, NO3BOAOLWNM CBOHO-
4y 3KCnepuMeHTa B MOUCKax COBCTBEHHbBIX YHUKANbHbIX
CPeACTB BblpaxkeHWA. [pOMBILLIEHHYIO MOZEeNb An3aiiHa
onpeaenvi NOMUMO BANAHUS XYAOXECTBEHHbIX TPaANLIMA
HOBOTO CTWAA, OMbIT BEJVKOrO PEMECNEHHOTO HacaeAuns.
HoBoe «BO3poXxaeHMe» XyA0XKeCTBEHHON MPOMbILLIEH-
HoCTM UTannm nponcxoamnno B cMMbnose feaTelbHOCTH
XYHAOXKHWUKA-NPOEKTUPOBLUMKA U XYAO0XECTBEHHOTO peMec-

MpoMbiWwneHHas Mogenb ausariHa B Vtanum
bopmMmpoBanacb B UCTOPUYECKN CAOXHBIX U CBOE-
06pa3HbIX YCI0BUSX, KAPAMHANBHO OTANYHBIX OT 0bLLe-
eBponelickoro onbita. bonee cnabas, no cpaBHeHMIO
C ocTasbHOWN EBponow, npombiwaeHHas 6a3a, cub-
Has 3aBMCUMOCTb OT BEJIMKOTO Hac/eAnst aHTUYHOTO
MPOLUAOrO, PEHECCAHCHOrO B3/1eTa HaLMOHa/IbHOM
KYJbTYpPbl U NCKYCCTBa, NPUBEAN K MPOTUBOPEUMBOMY,
BHYTPEHHE OMMO31LMOHHOMY, XapakTepy Au3aliHa,
Kak HOBOW npodeccun Ha pybexxe XIX-XX cTonetuni.
CTOpOHHMKM Nporpecca HOBOro NCKyccTBa, obpa-
LLLEHHOTO K NepcnekTMBamM NPOEKTHON MPOMbILL-
NEHHOM Ky/NbTYpbl, CTONKHYANCb O4HOBPEMEHHO
C ABYMS BEKTOPaAMW Pa3BUTUA: JOTMATUKWN TPagMLM-

NeHHO-NPOMBILWAEHHOTO Npoun3BogcTa. Mpynna Aemilia
Ars, KaK permoHasbHoe NPOeKTHO-MPOV3BOACTBEHHOE 06b-
ef\MHeHWe, CTana HarNAAHOW MOAE/bIO MPOMbILLIEHHOTO
AavsariHa Utanmn. MHoronpoduabHas cTpykTypa obbe-
AVIHEHWA, BKAKOYaBLUAA Koanabopaunto apXnmTekTopos
AV3aliHepPOB Y peMeCIeHHNKOB, CreLnann3npyroLLmMxca
B Pa3/IMUHbIX 061aCTAX Xy[OXKECTBEHHOW MHAYCTPUM, NO3-
BOJIN/IA BbINONHEHNE MEXANCUMMANHAPHBIX 334a4: OT ap-
XUTEKTYPHOW pecTaBpaLn JO UHTEPbEPHbIX PELIEHNN.
lpynna octaBuia NpuMep YHWKaAbHON NPOEKTHOW KyJlb-
Typbl, ONVPaLOLLLENCA Ha Hay4YHO OBOCHOBAHHBIN MOAXOA,
peMec/ieHHble XyJ0XeCTBEHHbIe PernoHasbHble Tpaan-
LM 1 aBTOPCKOE Hayano TBOPYECKOro 3KCnepuMeHTa.
Bennkoe NpoekTHO-XyA0XXeCTBEHHOE U TeXHON0rnyec-
Koe Hac/iesme N NPOEeKTHbIA NOTEHLMAN peMECTEHHbIX
Tpaguunii Aemilia Ars 20 cux Nop XMBET B NpakTuke
psAfa MEeCTHbIX accoumaLmii MacTepuLL-BblLLUMBaAbLLNL
CcoBpeMeHHoW bonoHby.

Kntouesele cnosa: ap-HyBoO, cTunb JInbeptn, npo-
MBbILUNEHHBIV AW3aiiH, XyJ0XKeCTBEHHOE MPOEKTUPOBaHWe,
NPOeKTHas Ky/abTypa, peMeco.

OHHOTO HacneAMsA N yBIEUYEHHOCTN COBPEMEHHbBIMM
ob6pa3uamMm eBPOMNENCKUX LLIKOA AM3alHa, 3HAKOMbIX
UTaNbHCKOWN Ny6/MKe Mo 3KCMO3ULUMOHHBIM 06pa3-
LaM MeXAyHapOZAHbIX MPOMbILUNEHHbIX BbICTaBOK
Beneumnn 1895 roga v TypuHa 1902 n 1911 rogos.

[JokTpuHa HoBOro nckyccrtea popmmpoBasach
B OFPaHMYEHHbIX paMKax CTUS, ero NPUPOAbI U Xy-
[0XXECTBEHHOM BbIPa3nTENbHOCTM. JM0OXa ap-HYyBO,
y>Xe chopMMpOBaBLLErO CBOW COBapb HOBEMLLINX
¢dopm k 1900-m rogam B ocTanbHoW EBpone, 3axBa-
Tna n Utanmo. OfHako B OTAMUME OT CBOMX COce-
JeW, cTpaHa He npeacTaBasia eAnHYH LIeNOCTHYHO
HaLWto, rOTOBYHO K CO3JaHUI0 €ANHOrO HaLMOHa b-
Horo ctuns. MNpouecc cTuneobpasoBaHMa coBnan
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¢ dopMUpoBaHMEM HOBOM FrOCYAapCTBEHHOCTMH,
HauaBwwuincs B 1860-e, Npu3BaHHOM 06bEAUHNTD
pa3po3HeHHble, paHee He3aBUCUMbIE U CAMOCTO-
ATeNlbHble, PETMOHbI M FTOpojAa B HOBOE 06LLECTBO
BO rnaBe C npasswen CaBONCKON AnHaCTUEN.
MporpeccnBHOE Xya0XXeCcTBeHHOe coobLLecTBO,
XKaXaaBLUee NpekpacHOro cuiamm HOBOTO MUCKYC-
CTBa KaK CrnaceHus OT BO3pacTatoLLero noToka akiek-
TUYHOTO YPOACTBa U BaHaNbHOCTM, 3aXBaTUBLLETO
NPOAYKTbl XyAOXECTBEHHOW MPOMbILUIEHHOCTHU
N peMeCcieHHNYeCTBa, Kak anbTepHaTnBy oduLnans-
HbIM M CaflOHHbIM KaaccuumcTuyeckmm obpasuam,
NCKano cuay BAOXHOBEHMUS B NUTaTe/IbHOM cpeje
CBOEV poAHOW 3eM/n, NPOBOLMPYSA HeraTtuBHoe
OTHOLUEHME KO MHOTMM 0bpa3uamM pPUMCKON Ky/b-
Typbl, OCTaBLWIMMCA 3a Npejenamu COBPEMEHHOM
cncTeMbl Xn3HWU. VTanbaHckas Kkputuka koHua XIX cro-
netus nsobuaosana ctatbaAMM O HEOBXOANUMO-
CTV CO3JaHMs HOBOIO HaLMOHAaNIbHOIO MCKYCCTBA,
KOHKYPEHTHO CNOCOBHOro Ha MMPOBOM PbIHKE.
Mo cnosam I. TMmapa, «BCAKOE UCKYCCTBO, YTO-
6bl ObITb NPaBAMBBIM, AOJNXKHO ObITb MPOAYKTOM
MOUYBbl, Ha KOTOPOW OHO CyLLECTBYET, N Nepno-
4, KOTOpbIN B HEM HyxaaeTcsa» [2]. B Heanone
6bin co3naH Museo Artistico Indusiriale (Xypoxe-
CTBEHHO-MPOMBILLNEHHbIN My3el, 1892) ¢ uenbto
cobpaTb caMble 3HaYMMble OTEYECTBEHHbIE U 3apy-
6eXHble MNpoekTbl U apTedakTbl. IKCNEPUMEHTLI psja
accoumaunii, OCHOBaHHbIX XYA0XHWNKOM, BOEHHbIM
n noantnkom H. Koctom (N. Costa), B ayxe Bpeme-
HW 06paTUANCB K COLMaNbHbIM MAeanaM UCKYCCTBa,
nosgHee pa3BUTbIM aBaHrapAoM Havana XX ctone-
™4 (rpynna In arte libertas, ocHoBaHHas coBMeCTHO
¢ Ix.A. Captopuo (G.A. Sartorio), npocyLiecTBoBaB-
wasn ¢ 1886 no 1903roabl). Associazione Artistica
Internazionale, ocHoBaHHas B 1870 roay, oTKpblna
06LLEeCTBY NepesoBble TEUEHWs aHTIMNCKOrO, WBEN-
LLapCKOro un HemeLKoro nckyccrea. Scuola Etrusca,
dyHkumoHmpytowas ¢ 1883 no 1886 rogpl, Bugena
Lesb B CAePXMBaHUM ynajka obLecTBEHHOrO BKY-
ca, NPOTUBOAENCTBYA CAEMON 3aLLunUTe TPAAULMNNA.
WtanbaHckasa kputrka koHua XIX ctonetms nso-
6unoBana cTaTbsIMM O HEOBXOAMMOCTU CO34aHUA
HOBOrO HaLMOHaNbHOIO NCKYCCTBA, KOHKYPEHTHO
CNocobHOro Ha MMPOBOM pblHKe. VickyccTBoBeA-
yeckune paborsl B. Muka (V. Pica) npogeurann Ho-
Bble ngen B o61acTn NpuUKNagHOro NCKyccTaa.
K. borito (C. Boito) B pabote Questioni prati-
che di belle arti (1893) npepocteperan oT NpoTU-
BOpeUnUn 1 BPOXKEHWI, KOTOpblie NpoBOLMPYET
3KNEKTNYHAA KyNbTypa CBOero spemenu [3].
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MopobHo EBpone, npodeccmoHanbHas npecca
CTana pyrnopom XyAoxXecTBeHHbIx pedpopm. [Nossaa-
NCb HOBble NpodeccnoHanbHble nsgaHus. Ntanb-
AHCckn Emporium (1895-1964), BOXHOBAEH-
HbIW aHraniickum The Studio, 6bin ocHoBaH ltalian
Institute of Graphic Arts. byayumn B anuueH-
Tpe NpobaemM TeXHONOrM4eckoro nporpecca, co-
NPOBOXAABLUNXCA YCUNEHNEM MEXAYHapPOAHbIX
npodeccnoHanbHbiXx KOMMYHUKaLWI (BbICTaBKM,
KOHdepeHUMM 1 T.4.), XypHaa y4yacTBoBa B 06-
CY>KAEHUM HOBOWM MPOMbILLIEHHON MOAEAN Npu-
KnafHoro nckyccrtsa. NporpammMHbiii MaHndect
>KypHana, HarnmcaHHbIM ero ocHoBaTensmu I. Fag-
oypm (P. Gaffuri) n A. Tucnepvn (A. Ghisleri) cdpop-
MY/JMPOBan Leb Kak KOHCONMAALUIO nepesoBbiX
WMHULMATMB B 061aCTU XYA0XKECTBEHHbIX pedopM,
«MONYASpU3aLLMm BbICOKON KYbTypbl, pe3ynbTaToB
HaykW, WweaeBpoB nckyccts NTtanmm n Bcero umsm-
JIN30BaHHOrO MMPa; C TOYHbIMU, KPaTKMMMU ... HO-
BOCTAMW 1M MOHOTpadmAMM CNeLmnanncTos, Bceraa
CONPOBOXAAEeMbIMU MANOCTPALUAMN-AOKYMEHTA-
MU, chpoTorpadpmpoBaHHbIMU C HATypPbl U HATYPHbI-
MU M306paxxeHnAMM, BOCNPON3BeAEHHbIMN HO-
BENLIMMW CUCTEMaMU NepesoBOro rpadpuueckoro
nekyccrea» [4].

MonbITKOW pelleHns COLMOKYNAbTYPHOM 3asa-
UM CO3JaHNA HOBOTrO AEMOKPATUYHOIO UCKYCCTBa
no ¢opmyne «uckyccmea 01 8cex» Ha HOBOW CTU-
NINCTUYECKON OCHOBE BO3HWUK B MHTEIEKTyalb-
HbIX kKpyrax Puma Bokpyr dunocoda n xyaoxxHuKa
. 4’AHHyHumo (G. D>Annunzio). MNMpumepamu cTa-
NV NPOEKTbl XyAOXHWKa-NMPUKAaAHMKA, NANO-
CTpaTopa, XMBOMUCLA, CKY/bNTOpa U AM3aiHepa
A. Kambennottn (D. Cambellotti), B koTopbIx npusep-
XEHHOCTb MPMPOAHBIM GOpMaM 1 arpapHOW AOKT-
pUHE, MPOTUBOMOJIOXHON aHTPOMNOTEXHNUYECKON,
6blna HanpaeieHa Ha co3jaHne 0H6BbeKToB Mac-
COBOTrO XWabs 1 nx obcraHoBkW. MpoekT «goma
ANS KPeCTbAHCKOW ceMbu» [1] 6bin onybankoBaH
B >XXypHase B 1908 rogy. B nonbiTkax ¢OoAbKAOPHOroO
BO3POXAeHMA Byp>kya3uns, 06ecnokoeHHas ypoBHEM
BKYyCa HacesieHus, BUAeNa B PEKOHCTPYKLMM ayTeH-
TUUYHOrO TBOPYECTBa eAMHCTBEHHbIN CNOCob npuaaTb
XyB0XECTBEHHBIM pedopMamM KONNEKTUBHBIV Xapak-
Tep. MpoekT («XmxunHa», 1911) paspabatbiBancs kak
BbICTaBOYHas, NEKLIMOHHAs U KOHLepTHas NaoLLaj-
Ka. \aea okynbTypusaHus mupa npuropoga (Roman
Campagna), N30/ IMPOBaHHOIO OT FOPOACKON Lin-
BMAM3aALMN KanuTana, npeactaBasna KyabTypHYHO
PEKOHCTPYKLIMIO HEMPEpPLIBHOM CBA3M Bennkoro Pyuma
npownoro n Puma XX Beka, «Bo3BpaTta» K Ce/bCKUM

LeHHOCTAM NepBObbLITHOM Latium ¢ koHUenuuen
nepexoja "ot UCKYCCTBa Kak camoLienn K NCKYCCTBY
JANA yenoBeka“..., CTaB 3CTETUYECKMM OO6OCHOBAHW-
€M NPOCTbIX YenoBeyeckmx TpeboBaHUM K XUbto
M ero ncnosab3oBaHuto» [1]. OgHako 3Tan cTaHoBAE-
HWS UTa/IbHCKOTO ap-HYBO He CO34a YCI0BUI AN
MOJIHOBECHOTO NPUBJAEYEHUSA TPAANLNOHHbIX LLEH-
HOCTeW B CUJTy OTPaHUYEHUs aKageMn4eckom U Mo-
HYMEHTaIbHOW KOHLEMNLMUN «KNAaCCUUECKMX» CTUNEN.

Pedopma HOBOro HauMOHaNbHOrO CTUAS NOJ BAN-
AHMEM COLMaNbHO-MONUTUYECKUX YCNOBUIA He AOC-
TWUIAa YPOBHS rOCyAapCTBEHHON nNporpaMMbl. B pe-
3y/bTaTe CTUAb Npuobpen YepTbl PerMoHaNbHOM
NAEHTUYHOCTK, Kak stile Liberty, nonHol cBoeobpa-
318 U O4HOBPEMEHHO MHOXECTBEHHOCTU BapaHTOB
aBTOPCKOrO MNPOYTEHUS.

B co3gaHnmM NpoMbILWAIEHHOW BEPCUM CTUAS ap-
HYBO WUTaNbSHCKNE AM3aiHepbl ONVpPaanNCh Ha gMa-
Jor TpaanLnn-HosaLmu. MNpomblilneHHas 3cTeTmka
dopmMmpoBanack B yca0BUAX 6OraToro MCTOPUYECKo-
ro Hacneaus B 061acT UCKYCCTBA U PEMECIEHHM -
yecTBa Ha GOHE OHBUHEHUIA NTANBbAHCKOrO AM3aiHa
B «6e33aCTEHUNBON N3OLITOUHOCTU N CBEPXAEKOPHU-
POBaHHOCTW» CTUEBLIX pPeLueHnin» [2]. MactepcTBo
N peMecNeHHble TpaauLUmn onpeaenvan COBPeEMEH-
HYH NMPOMBbILLIEHHYI0 MOZE/b AM3aliHa B ee Tare
K KOHLLeNTyalbHbIM PELUEHUNAM, XYL0XECTBEH-
HOCTW MPOEKTHOro TBOPYECTBA W YHUKANbHOCTU
ABTOPCKMX CTUANCTUYECKNI MPOUTEHNNA.

C AMCTaHLMPOBaHNEM 3HATHBIX U APEBHUX CEMEN
OT HOBOW OBLLECTBEHHOM XM3HU, 0OPULMANBHOTO
1 Byp>Kya3HOro BKyca 3aka3bl PUMCKOW apucToKpa-
TUM NpakTnyeckn npekpatuance B 1870-e rogbl,
1 BO306HOBUANCH ToNbKO B 1880-X, KOraa ABOPAHCT-
BO MPMW3HaN0 B MCKYCCTBE MPOAYKT BbICOKOrO Ka-
YecTBa, pacCUMUTaHHbIM Ha U3BpPaHHbIX LleHUTenen,
6narofaps BO3POXKAEHUIO OTEYECTBEHHOM Xy0-
>KECTBEHHOW MPOMbILWNEHHOCTU. [TepBON LeMOH-
CTpaLelt COBPEMEHHOIO YPOBHS MPOMBILLIEHHOTO
nckycctea ctana Esposizione internazionale d'arte
(MexxayHapoaHas xyAoXecTBeHHas BbicTaBka) B Pume
B 1911 rogy, BkaroumBLIan 3THorpaduyUecknin cpes
coupmanbHbIX U KyAbTYPHbIX JOCTUXEHWUI, FAe Ha GoHe
MECTHbIX MPUPOAHBIX pecypcoB, GobkAopa, apXu-
TEKTypbl U T.4. 6bIJ10 NPeaCcTaBAEHO peMeC/eHHoe
NPOU3BOACTBO Pa3INUHbIX obnactelt (MbemMoHTE,
Jlombapaus, BeHeums v 1.4.) B UX UCTOPUYECKOM
WAEHTUUYHOCTU U PErMoHaibHON MeTadope CTUNEeN.

ABVKyLLel cnnoi NpoekTHON pedpopMbl Hblan
XYf,0XKeCTBEHHO-NPOMbILAEHHbIE 06beaNHEHNS

Wtanun, dpopmupyroumecs Ha 6ase nHTerpaymm
NPOEKTUPOBaAHUA C OTPACAEBBIM NMPON3BOACTBOM.
Mopo6HbIe 06bEeANHEHMS ONUPANUCL HA MPUHLMM
aBTOPCKOro Hayasna B pOPMMPOBAHUMN MPOEKTHO-
XYLOXKEeCTBEHHOW NoAuTukn. ABTopcKas npoek-
THO-NMPOMW3BOACTBEHHAsA MOAEe/ b COBPEMEHHO-
ro UTa/JIbIHCKOTO AM3aliHa OTAMYanach XXaHPOBOW
HepaBHOMEPHOCTLIO, FAe NPUOPUTET OCTaNCH 3a:
Mebenbto, UTaNbAHCKON MaloNNKOM U CTEK/IOM.
MpoeKTHbIA NOTeHLMaN AN3alNHEPOB N XYAO0XHM-
KOB, NMPULLEALIMX Ha XyAOXeCTBEHHbIe MaHybaKTy-
pbl C 6OraTbiM UCTOPUYECKMM MPOLLIILIM (HaNpUMep,
dapdoposaa maHydakTypa Doccia cembn Ginori,
cywecrtBoBasLas ¢ XVIll Beka) 1 BHOBb OTKpbITblE
babpwiky, NoMor NpeoaoneTb CONPOTUBAEHNE <HO-
BOMY>» 1 BOBJIEYb MPOMBILLIJIEHHOCTb B YC/IOBUS COOT-
BETCTBUA COBPEMEHHbIM 3CTETUYECKUM TPeGOBaHUSAM
Xunow cpeapl. FpaMoTHasi NPOeKTHas NoauTMKa no-
3BOJIMJIAa MHOTUM MaHydaKTypaM yCreLIHo npocy-
wectBoBaTb A0 cepeaunHbl XX ctonetus (Chini & Co,
1907-1955).

MONHOLEHHYHO MHOTONPOUAbHYIO MOAENb
XYAOXECTBEHHO-MPOMbILIAEHHOV MOAENN AN3aliHa
npeasoxuna rpynna Societa Cooperativa Aemilia
Ars, OCHOBaHHas MeXANCLUUNANHAPHON NNYHO-
CTbHO peHeccacHoro Tmna homo universalis, xyaoX-
HMKOM, apXUTEKTOPOM, PeCTaBpaTopoM, An3aliHEPOM,
nostom u ropuctom A. Py66unanu (A. Rubbiani)
B bonoHbe, 1 npopaboTtaswas ¢ 1898 no 1914 rogbl.
Ipynna Aemilia Ars co3gaBanach C Lie/iblo NPOABU-
SKEHUS U pa3BUTUSA AeKOPaTUBHOIO UCKYCCTBa Ce-
BEPHOW MPOBUHLUM IMUANSA, N OCTaBWAa NPUMep
pervoHaabHOM LWKO/bl MPUKAALHOIO MPOEKTHOro
TBOPYECTBa, MO MaclwTaby peLlaeMbIx 3aja4 OXBa-
TUBLLUEN NPOEKTHbIMU pedopMamm LieNbiA PETVIOH.

MpoeKTHYIO CTpaTeruno NPOW3BOACTBA U OpraHu-
3aLMOHHYIO CTPYKTYPY Fpynnbl, ONpesenma npuH-
umnn eBponenckmx accoumauunin Wiener Werkstatte
n Secession, AeATeNbHOCTb KOTOPbIX Bblna Hanpas-
JleHa Ha KapAuHaabHOe OBHOBJIEHNE acCOPTUMEHTa
TOBaApOB WNPOKOro notpebaeHuns. CounanbHo-
AeMoKkpaTunyeckme uaeansl An3anHa, nexatime
B OCHOBE NporpaMmMbl pepopMrMpoBaHUs 1 OOHOB-
JIeHVs MPUKNAZHOIO MCKYCCTBa COBPEMEHHOM 3MOXM
MoAepHM3Ma, CTanun naenHon naatbopmon obbe-
AEHWs TPpynMbl ABOPSIH U UCKYCCTBOBEAOB BOKPYT
AeATeNbHOCTN MHOTOMPOPUIBHON XYA0XKECTBEH-
HoOW MaHydakTypbl. [IpOV3BOACTBEHHBIN NOTEHLMAN
onpesennn acCopTUMEHT BbIMyCKaeMOMN NPOAYKLIMM:
fPKME OpHaMeHTa/IbHble BbILLMBKMN W KPY>XXeBa, N3sLL-
Hble NPOu3BeseHVs Mebenn, XyA0XECTBEHHOE CTEKNO,
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roHYapHas NpoAyKLMs, MeTann 1 HBeNPHOE UC-
KYCCTBO, NepenieTbl 1 U3AeNNsS U3 TUCHEHOMN KOXW.
Bce BbInyckaemMble NpeaMeTbl COXPaHAAN TPagULIU-
OHHO BbICOKOE KayeCTBO, YTO BbIFOAHO OT/AMYAN0
NX Ha XYJ0XXECTBEHHOM pPblIHKE.

Ha3BaHue rpynne gana TexXHWKa UroabHOMO Kpy-
xeBonseTeHns anoxu BospoxgeHua — Aemilia Ars.
lpynna cnepoBana ngeam Y. Moppuca n [BmxeHuns
Art &Crafts, akTMBHO BO3pOXAas 3abbiTble ApPEBHME
pemMec/ia 1 NoYTu yTpayeHHble TEXHOIOMMK, UTO Ha-
aenvno ee npo3suiLem «Bolognesi A&C». B kauectse
MPOTOTVMOB NPOEKTUPOBLLMKM FPYnnbl 06paTUANCh
K obpa3aM NpupoAbl N NcKyccTBYy PeHeccaHca, nog-
HABLUEMY pemecna Tannm Ha HeaoCAraeMyto BbICO-
1y. <MIHMUKMaTMBa BblNa Nogaep>kaHa ABOpsAHaMMY, |
B YacTHocTu, rpaduHein J1. Kaeauua (L Cavazza), npe-
AOCTaBMBLUEN U3 IMYHOW KONNEKLMU CTAapUHHOE
KPY>XEBO ANS U3YUYEHMUA N BO3POXAEHNA YTPaYeH-
HbIX TeXHMK» [5]. ln3ailH oCcHOBbIBaACA Ha NpuUMe-
pax M3 aHTUKBaPHbIX KHUT, LWabaoHax U3 cOopHMKOB
nattepHoB XVI Beka A. TanbeHTe (A. Tagliente) u ap.
Ob6pasLibl KPy>XEB HAXOAWMAN B CTAPUMHHOMN XMBOMU-
CW, MUHMaTIoOpax u T.4. Takum obpa3om, MeToAn-
Ka MPOeKTUPOBAHMA N TEXHUYECKOrO UCMONHEHNS
NAeTEHNN B TEXHWKE OMNMpanacb Ha Hay4YHO-UCTO-
pUYecKyro TOYHOCTb B paboTe ¢ MepBONCTOUHM-
KaMu. XyZ0>KeCcTBEHHas OCHOBa MPOEKTOB, BKJHO-
UMBLUUX MNPUPOAHbIE N KAACCULUCTUYECKNE
ncTopuyeckme CTMAM3aLnm, ocTaBanach B rpaHNLax
coBpemeHHoro ctuas Liberty.

BaxkHOI CTOPOHOM AeATENbHOCTWN FPYyMMbl CTanu
MPOEeKTbI, BbINOJHEHHbIE B paMKax HayUHOW apxu-
TekTypHon pectaBpauwnn: Castello di San Martino
u Castello di Bentivoglios pyxe Heorotuku c ppec-
KamMu 3arnoxu Bo3poxaeHns, pOMaHCKOM LepKBU
di Santa Annunziata e San Biagio v 1.4. [poekTbl
6bIAN OCyLLLeCTBEHb! Baarosaps 3HaHWUAM U OMbl-
Ty npodeccrmoHanbHoro pectaspatopa A. Pybbua-
HW, TEOPETUKOB N UCTOPUKOB MCKYCCTBA, BOLLIEALLINX
B cocCTaB coobluiecTBa. [pynna nepeoi B Ntanunm
CBsi3aNa apxeosIorMUYeckoe BOCCO3aHne cTunem
(Hanpumep, anoxu Bo3poxaeHwns) ¢ NpakTu4eckum
ONbITOM pecTaBpaLmn.

CoBeplueHcTBOBaHWe H6a3bl XyA0XXECTBEHHOrO
NPOW3BOACTBA PaCcUIMPUIO BO3MOXHOCTM NOMUC-
Ka 1 pa3BUTUA HOBbIX HanpaBaeHun stile Liberty.
Hen3sMeHHbIN MHTepec K UCTopuYeckMM npoobpa-
3aM UCKYCCTB U pemecen BospoxxaeHus, a Takxe
6oratomy c10Bapto NPUPOAHBIX AEKOPATUBHbIX GOpM
dnopsbl 1 payHbl CpesHEBEKOBbLSA MO3BOANA AM3ali-
HepaM co3jaTb CBOW CTU/IEBOM BapWaHT HEOroTU-
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KW, permoHanbHoOM Bepcumn ap-HyBo — Stile Liberty
bolognese. Cunamu rpynnel Aemilia Ars ana bonoHbM
6bln1 pa3paboTaH 1 peannsoBaH psj NPOEKTOB B 06-
NacTu apxUTEKTYpPHOro An3aiiHa: opopMaeHme 3ana
Coeta Comune di Budrio, nHTepbepoB pe3naeHLmm
Palazzo Rosso (KpacHbin gBopeL) n Oratorio di San
Marco (Cappella Zucchini) v ap. UBETOUYHBIMW MOTH-
Bamu Stile Liberty bolognese Pasa npoekToB rpynnbl
Aemilia Ars 6b11 BbINOJIHEH B CTUE rustic — SPKOM
npumepe «KpecTbSHCKOro» cTuas, bonee geMokpa-
TWYHOro HanpasneHusa Liberty, 6a13KOro K perno-
Ha/IbHbIM 3THWUYECKMM XapaKTepPUCTUKaM ap-HyBO
Poccum, BeHrpun n ®uHaaHann.

K coxxaneHunro, MpOMbILAEHHbIN An3aliH Ha $ab-
pvKe co3gaBascs B bopmaTe OTAE/bHbIX Npeame-
TOB, He GopMUpys HABOPOB, KOMMAEKTOB U CEPUA,
YTO CTaNo rNaBHOM NPUYMHOM NOCTENEHHOrO ynaa-
Ka MHoronpoduabHoro npounssoacTea. Cnaboc-
Tb NPOEKTHOW cTpaTernm npmeena K GUHaHCOBbIM
npobaemMam M Cy>eHU0 acCOPTUMEHTa: MpPouns-
BOACTBO COKPAaTUNOCh AO MHAYCTPUU KPYXEB,
M3roTaBAMBAEMbIX MO YHUKANbHOW TEXHOIOTUN.

HoBbIli 3Tan BO3pOXKAEHUA AeATENbHOCTU Fpyn-
nbl Aemilia Ars Hauancs B nepsble rogbl XX Beka.
Mpoun3BOACTBO KPY>XeBa, CTaBLUee BegyLnmM Ha dpab-
puKe, MONYYUNO HOBbIN MCTOUHUK BLOXHOBEHUS
N 3KOHOMWYECKOM NOALEPXKKM NOCAE MUNAHCKOMN
L'Esposizione Internazionale del Sempione 1906 ro-
i3, Ha KOTOPOW rpynna NPoAEMOHCTpUpPOBana npu-
Mepbl COBPEMEHHOW TEXHOIOTMMN KPY>KEBOTIETEHNS,
BO MHOIFOM MpPEeBOCXOAALLME BUPTYO3HOCTb CBOUX
ncropuyeckux npoobpasos. KpyxxeBonneteHne pe-
Wanao NoOMMMO Xy 0XECTBEHHO-MPUKIALHBIX, CO-
LUManbHble 3aZa4m BO3POXKAEHUA TPajULMOHHO
>KEHCKOM MHAYCTPUW, CTaBLUEN FapaHTOM 3aHATO-
CT 1 GUHAHCOBON NOAAEPXKKM XEHLLUH, yTBEPXKAE-
HWA TYMaHUTapHbIX LLeHHOCTEX HOBOro obLyecTBa.
Cratyc rpynnbl Aemilia Ars oKOHYaTeNbHO yTBEp-
AW1a 3KCMO3MLMSA, pa3MeLLeHHas B CNeLasbHOM
3ase Ha MeXayHapogfHOl BbicTaBke B TypuHe
B 1902 roay. Cpean y4acTHMKOB 3KCNO3NLMK — rpa-
oduk M. Ayposumy (M. Dudovich), ckynbntop 1 mega-
nbep x. PomaHbonu (G. Romagnoli), A. bapyuum
(A. Baruzzi) n gp.

ABWXyLLIen cnnoi NnpoekTHor pedpopmebl Ta-
NN CTann pernoHasbHble XyA0>XKeCTBEHHO-NPO-
MbILL/IEHHbIE 0ObeAMHEHNS, dopMUpYIOLMECs Ha
6a3e MHTerpauum NPoeKTMPOBaHWA N NPOUN3BOACTBA.
B cooTBeTCTBMM C Tpaguumen nogobHble obbeam-
HEHWS NPOJOJ/KMAM NMPUHLMIM aBTOPCKOTO Havana

B GpOPMMPOBAHNMN MPOEKTHO-XYAOXECTBEHHOMN
NOJNTUKN N MPOEKTHOW NMPOrpamMmMbl pa3BuUTUA
accoumaumnii. F'pynna Aemilia Ars ctana Harnaa-
HOW MOAENbO NMPOMBbILAEHHOrO Au3aliHa WTtanuw,
OCHOBaHHOTO Ha TPAANLMN XyAOXKECTBEHHOTO NPO-
€KTMPOBaHWS 1 MOy PEMECIEHHOTO MPOU3BOACTBA.
MNMocneaHee orpaHM4YMBaNo TUPaXKM NPOAYKLIUN,
HO MO3BOJIAN0 NMOAHOLIEHHYH BbICOKOKAUYECTBEHHYHO
peanusauuto 3aMbicia. MHoronpoduabHas cTpyk-
Typa NPOU3BOACTBEHHbIX 0O BEAVHEHWIA, BKIOYaB-
Wwasn Koanabopaumnto apxXmMTekTopoB, A4U3aNHEPOB
1 PEeMEeC/IEHHVKOB, CMELIMANN3NPYHOLLUXCS B Pa3/iny-
HblX 00NaCTAX XYA0XECTBEHHON MHAYCTPUM, OCTa-
BWJa NPUMEPBI MPOEKTOB B 061aCTU NPEeAMETHOTO
Y apXMTEKTYPHOTO AM3aliHa, NO3BOJIMB BbINOJAHEHNE

MEXANCUUMANHAPHBIX 33Ja4 OT apXUTEKTYPHON pe-
CTaBpaLMu A0 MHTEPbEPHbIX peleHni. Aemilia Ars —
npuvMep YHUKaabHOW MPOEKTHOW Ky/bTypbl, onvpa-
tOLLLECA HA HAayYHO ODOCHOBaHHbIV NOAXOA, pemec-
JIeHHbIe XYAO0XECTBEHHbIE PErvOHabHble TPaANLIMM
M aBTOPCKOE Hayaso TBOPUECKOrO 3KCMEPUMEHTa,
CO3/aBLUEro y3HaBaeMyto pervMoHasbHyt0 BEPCUIO
ntanbsHckoro ctuns Liberty — Stile Liberty bolognese.
Bennkoe NpoeKTHO-XyA0XXEeCTBEHHOE U TEXHONOMU-
yeckoe Hacneamne, NPOEKTHbIA NOoTeHLMan pemec-
NeHHbIX Tpagmumn Aemilia Ars 4o cuMx nop XuBeT
B MPaKTUKe psifa MeCTHbIX accoLMaLmMii MacTepuL-
BbILUMBaNbLLNL, COBPEMEHHOW BonoHbM.
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