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[naBHbIN pegakTop

PeaakuUOHHbIN coBeT:

ApwucroBa YnbaHa BuktoposHa
(Poccumsn)

Boynt [lXxoH dnnunc

(CLUA)

BbypraHos AnekcaHgap Hukonaesnu
(Poccums)

BbypraHosa Mapua AnekcaHapoBHa
(Poccums)

Fao MaH (Kutain)

FnaHy, Tomaw
(Fepmarwua)

UrnatbeB Cepreii EBreHbeBnu
(FepmaHnun)

NkoHHukoB AnekcaHap MiBaHoBuu
(Poccums)

KpaBeukuit Anekcanap leHHagneBuu
(Poccmn)

Kowo CaHo (AnoHus)

JlaBpeHTbeB AnekcaHap Hukonaesunu
(Poccums)

Mwucnep Hukonertra (Vtanmn)

MaH Aouanr
(Kntan)

MaBnoBa NpwuHa bopucosHa
(Poccmsn)

MNepenbluteitH PomaH MakcoBuu
(Poccmsn)

MnetHeBa AnekcaHapa AHapeeBHa
(Poccumsn)

Mpy>xuuunH Bopuc UcaeBnu
(Poccmsn)

PeB3uHa FOnusa EBreHbeBHa
(Poccmsn)

PbpkuHckuit Anekcanap CepreeBuu (Poccus)

CaxHo UpuHa MuxaiinoBHa
(Poceuns)

CmoneHkoB AHatonuii MeTtpoBuu
(Poccwnsa)

CmoneHkoBa HOnama AHaTtonbeBHa
(Poccmsn)

TaHexuca Otabe

(AnoHwna)

Lusban HOpuii FaBpunosuu

(CLLA)

LLla6aHoB Mpuropuit AnekcaHapoBuu
(Poccus)

WsunakoBcknii Amutpuii Onerosuu
(Poccus)

PepakTop

4

BypraHoBa Mapusa AnekcaHapoBHa

JOKTOp Mnejarornuyeckmx Hayk, npodeccop LLkonbl gnsariHa dakynbTeTta
KpeaTuBHbIX HAYCTPMI HaLMoHaibHOro Nccaes0BaTeNbCekoro
yHUBepcuTeTa «BbICLLasn WKONa SKOHOMUKM»

JOKTOp Hayk, npodeccop YHusepcuteta HOxHon KanndopHun,
co3gatesib U AVpeKTop VIHCTUTYTa COBPEMEHHOW PYCCKOW KyNbTypbl
JOKTOP UCKYCCTBOBEAEHUS, akaZieMUK Poccuiickol akageMmnm Xys0xecTs,
npodeccop Poccuiickoro rocyAapcTBeHHOrO XyAOXECTBEHHO-
npombliwneHHoro yHueepcuteta um. C.I. CtporaHoBa

JOKTOP MCKYCCTBOBEAEHWS, akageMuk PoccMinckon akageMum XyAoxecTs,
npodeccop Poccninckoro rocyAapcTBeHHOrO XyAOXECTBEHHO-
npomslwneHHoro yHuepcuteta um. C.I. CtporaHoBa

JOKTOP Hayk, npodeccop AkageMuu nssLHbIX NCKyccTB MyaHuxoy

[OKTOP HayK, Hay4HblA COTPYAHVK VccnenoBaTenbckoro LeHTpa
BoctouHon EBponbl BpemeHckoro yHuBepcuteta (fepmanus),
npodeccop Kapnosa YHnsepcuteTa (Hexus)

AOKTOP MeAarormyeckux Hayk, npodeccop MockoBCKOro ropoackoro
nejarorm4eckoro YH1BepcuTeTa, MHCTUTYTa KyAbTypbl U NCKYCCTB
[OKTOpP MeAarornyeckux Hayk, npodeccop kadespbl M306pa3nTeNbHOro
nckycctea PakysbTeTa MCKYCCTB, pekaambl 1 AusaliHa MNegarornyeckoro
MHCTUTYTa TNXOOKEaHCKOro rocyjapCTBEHHOMO YHVBEpCUTETa

KaHAMAAT GUIONOTUYECKUX HaYK, BEAYLLNIA HayUHbI COTPYAHMK
WHctnTyTa pycckoro ssbika Poccuiicko akageMum Hayk

npogeccop YHneepcuteta My3bikun Toxo akyaH

npodeccop, AOKTOP UCKYCCTBOBEAEHUS, MPOPEKTOP MO Hay4YHOW

N MexayHapoaHomn paboTte POCCUINCKOro rocyapcTBEHHOrO
XyB,0XKeCTBEeHHO-MPOMbILLIEHHOTO YH1BepcuTeTa um. C.I'. CTporaHoBa
npodeccop YHnBepcuteTa Boctoka (Heanonb)

npodeccop kadeapbl UCTOPUN 1 TEOPUN UCKYCCTBA KOANeAXa M3aLHbIX
nckyccts LLlaHxaiickoro YHuBepcunTeTa, uneH AkaeM1Myeckoro KommreTta
LLlaHxalckoro YHusepcuteta

JOKTOP PUIONOTMYECKMX HaYK, CTapLUMNIA HayUYHbIN COTPYAHMK VHCTUTYTa
MMPOBOW nTepaTypbl Poccuiicko akageMum Hayk

JOKTOP NCKYCCTBOBEAEHWS, Bcepoccninckunii rocyapCcTBEHHbIA UHCTUTYT
knHematorpadumn num. C.A. lrepacnmoBa

KaHAMAAT GUNONOTMUECKUX HayK, HayUHbIV COTPYAHMK IHCTMTYTa
pycckoro f3blka Poccuiickor akagemumn Hayk

AOKTOP PUAOCOPCKUX HayK, Npodeccop, rMaBHbIN pesakTop XXypHana
«Bonpocsl dpunocodpmmn»

JOKTOP MCKYCCTBOBEAEHMS, Npodeccop, 3aBeaytoLmin otaenom HayuHo-
nccnes0BaTeNbCkoro MHCTUTYTa TEOPUMN U UCTOPUMN M306pasUTENbHBIX
nckyccTB Poccrinckom akaseMum XyaoxecTs, npodeccop MockoBckoro
APXUTEKTYPHOTO MHCTUTYTa (focyaapCcTBeHHan akajemums)

JOKTOp Hayk, npodeccop Poccuiickoin akagemmmn My3bikn M. THECUHbIX

ApokTop dunonoruu, npodeccop Poccuinckoro yHnBepcumteTa

[Jpyx6bl HapoaoBs

KaHAWAAT NCKYCCTBOBeAEeHMA, npodeccop Poccuiickoro
roCcyAapCTBEHHOTO XyA0XEeCTBEHHO-MPOMBILAEHHOIO YHMBEPCHUTETa
um. C.I. CTporaHoBa, akageMuk POCCMINCKON akaseMUn Xy[0XKeCTBM
KaHAWAAT UCKYCCTBOBEAEHMS, AOLIeHT Poccuiickoro rocyAapCTBEHHOrO
XYA0>XXeCTBEHHO-MPOMbILWIEHHOro yHnBepcuteta um. C.I. CtporaHoBa,
UYNeH-KOPPECNOHAEHT POCCUCKOW akaeMun XyJoXKecTs

JOKTOP Hayk, npodeccop, 3aBeAyroLmnin kapepbl ICTETUKM N TEOPUN
nckycctea TOKUIACKOTO YHUBEpCUTETa

[OKTOP Hayk, npodeccop Ymkarckoro YHuBepcuteTa Kapeapbl KUHO

1 Meguna uccnefoBaHnin n kadeapbl CIaBAHCKUX A3bIKOB W MTepaTypbl
[LOKTOP nejarormyeckmnx Hayk, MpopekTop no yyebHon pabore,
npodeccop AHO BO «Poccnitckuii HOBbIN yHUBEPCUTET»

JOKTOP MCKycCTBOBeAeHMs, npodeccop, pekTop MockoBcKkoro
APXUTEKTYPHOTO MHCTUTYTA, BULLe-NPe3naeHT PoccnMinckon akagemum
XYZ0XeCTB

CmoneHkoBa HOans AHaTtonbeBHa (Poccums)

COAEP>XAHUE

HAYYHO-AHAJINTUYECKNIA
)KYPHA «1OM BYPTAHOBA. No. 4 2024
MPOCTPAHCTBO KY/IbTYPbl»

CNnoBo
PEAAKTOPA

CBET/IAHA AHATOJIbEBHA NMABJIOBA
OBETOBAHHAA HOBM3HA HAPO/IHbLIX IPAM
M.M. MYCOPICKOro

OJIbr'A BEHUAMUHOBHA KAZTYTUHA
MPOBJIEMA CMHTE3A
B TBOPYECTBE AJIEKCAHAPA MATBEEBA

E/IEHA AHATOJIbEBHA 3AEBA-BYPJOHCKAA
MOZE/Ib MPOMBILLUNIEHHOIO AN3ANHA NTANTNI
HA 3TAME CTAHOBJIEHWA. TPYTMA AEMILIA ARS

CAO AHb

KOHLEMLMA MOHTAXA B CIEKTAKJIE
«Pbl4U, KNTAN!» (TM, 1926)

1 B TPAAVNLIMOHHOM KTANCKOM TEATPE

L0 MYBUH
MPAKTUKA MCKYCCTBA CKY/IbMTYPbI B OBLLLEECTBEHHOM
MPOCTPAHCTBE B KTAE: APT-MPOEKT «MYCTOLUb»

HWHA HECTEPOBHA FAHLLEBA, JIYH XYHIOWN
MEBE/Ib CY 2MOXN MWH B NCTOPUI MEBE/IBHOTO NCKYCCTBA
KNTAA. XAPAKTEPUCTUKIN MEBEJI PETIOHOB LI3AHCY 1 YX3L3AH
(FEZFEZEAR L LRI E R R ML M X SRR )

MAPUS MUXAMNOBHA NPEOBPAXKEHCKASA
OYTYPNCTUYECKOE MPOEKTUPOBAHWE STHAYECKOW OAEX /b
C NPUUMEHEHWEM 3D TEXHOJ10TN

Y/IbAHA BUKTOPOBHA APUCTOBA

ANEKCAHAPA JMUTPUEBHA NEPLUEEBA

LUAPM OJIbIA 1. BAAAUMUPOBHA

AOCTYMHOCTb W PACLLMPEHNE MPOCTPAHCTBA HAPPATVBOB:
KOHBEPIEHTHbIE TEXHOIOTNI

N CEMUNOTUKA 3KCNO3NUMN B XYAOXECTBEHHOM MY3EE

HA OBJIOXKE AyH LWy6uH. HeBepTukanbHas koopavHata. ATMochepocToiikas ctanb. 20.6x20.2x15.6m. 2022. Tyauskoy, faHbcy,Kutan.
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Dear friends,

We are pleased to present to you Issue 4, 2024,
of the scientific and analytical journal Burganov
House. The Space of Culture.

Upon the recommendation of the Expert Council
of the Higher Attestation Commission, the journal
is included in the List of Leading Peer-Reviewed
Scientific Journals and Publications, in which the
main scientific results of theses for the academic
degrees of doctor and candidate of science must
be published. The journal was assigned category K2.

The journal publishes scientific articles by lead-
ing specialists in various humanitarian fields, doc-
toral students, and graduate students. Research
areas concern topical problems in multiple areas
of culture, art, philology, and linguistics. This ver-
satility of the review reveals the main specificity of
the journal, which represents the current state of
the cultural space.

The issue opens with the article “The Promised
Novelty of Mussorgsky’s Folk Dramas” by S. Pavlova,
in which the author draws attention to the spiritual
principle as a fundamental source of culture in Rus-
sian opera classics.

In the article “Synthesis in Alexander Matveyev's
Creative Work”, O. Kalugina addresses the creative
work of this outstanding sculptor, who made a huge
contribution to the fundamental foundations of
Russian sculpture. His plastic achievements became
the professional basis for many masters of the 20'th
century.

The evolution of industrial design in Italy in
the context of the unique socio-political conditi-
ons at the turn of the 20'th century is examined by
E. Zaeva-Burdonskaya in her article “The Industri-
al Design Model in Italy at the Stage of Formation.
The Aemilia Ars Group”. The author concludes that
the progress of new art, addressed to the pros-
pects of industrial design culture, had two vectors
of development: a strong influence of the tradition-
al heritage of the great classical past and a passion
for modern examples of European design schools.

The features of traditional Chinese theatre are an-
alysed by Xiao An in the article “The Montage Con-
cept in the Play Roar, China! (The Meyerhold State
Theatre, 1926) and in Traditional Chinese Theatre”.
The author draws attention to such components
of theatrical performance as the principle of edit-
ing, the specificity of scenery, acting plasticity, facial
expressions, declamation, singing, acrobatics, which,

according to his observation, play the role of indi-
vidual instruments in the orchestra of the synthesis
of arts and produce a polyphonic effect.

Chinese public art is explored by Qiu Mubin
in the article “The Art of Sculpture in Public Space
in China: The Wasteland Art Project”. The author
examines creative experiments with artistic form and
means of expression using examples of public sculp-
ture presented in open spaces of suburban areas.

Su style furniture in the history of decorative art
in China, its design, decorative and stylistic features
in the context of the Ming era philosophical con-
cepts are studied by N. Ganceva and Long Hongyu.
In the article “Su Furniture of the Ming Dynasty
in the History of Chinese Furniture Art. Characteristics
of Furniture in the Jiangsu and Zhejiang Regions”,
the authors convincingly prove that the formation
and development of Suzhou style furniture is insep-
arable from the socio-economic and cultural devel-
opment of that time.

In the article "Futuristic Design of Ethnic Clothing
Using 3D Technologies”, M. Preobrazhenskay con-
siders the use of innovative 3D printing technolo-
gies as a tool used by modern clothing designers
striving for uniqueness and a futuristic look of their
products. In the work, particular attention is paid
to the prospects for the introduction of 3D print-
ing in the fashion industry and the opportunities
it provides for individualisation, experimentation
with shapes and textures, as well as the creation
of new aesthetically attractive designs.

The development of convergent technologies
is analysed by U. Aristova, A. Staruseva-Persheeva,
and O. Sharp in the article "Accessibility and Expan-
sion of the Narratives’ Space: Convergent Technolo-
gies and Semiotics of Exposition in an Art Museum”.
The authors believe that new technologies open up
new horizons for expanding the viewing experience
of museum visitors, among whom people with dis-
abilities can be identified as a separate group.
In this work, the topic is examined from the per-
spective of one of the classes of such technologies
as augmented, virtual and mixed reality (AR/VR/MR),
which are used today mainly to develop applications
visually expanding physical spaces and compensat-
ing for the resulting inequality in access to artworks.

The publication is addressed to professionals
specialising in the theory and practice of the fine
arts and philology, as well as all those interested
in the arts and culture.
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HayuyHOo-aHannMTnmueckmii XypHan
[om bypraHosa.

[MPOCTPAHCTBO Ky/bTYPbI
#4/2024

[oporue Apy3bs!

Mbl pagbl npeactaeutb Bam N2 4/2024 Hay4Ho-
aHanuTnueckoro XypHana «/lom bypraHosa. 1po-
CTPaHCTBO KY/NbTypbli».

Mo pekomeHaauunm dkcnepTHoro coseta BAK
XXypHa BktoueH B lNepeyeHb BeayLMx peLeH3n-
pYeMbIX HayUHbIX XXYPHaJOB U U3AaHUI, B KOTO-
pbIX AO/DKHBI 6bITb ONY6AMKOBaHbl OCHOBHbIE
HayuHble pe3yabTaTbl AUCCEpPTALLMN Ha CcOMCKa-
HUWe yueHbIX CTENeHen JOKTopa N KaHAuAaTa Hayk.
)KypHany npucsoeHa kateropus K2.

B >xypHane ny6ankyroTcs HayuHble CTaTbi BEAYLLNX
CMEeLManmCcToB pasHbIX NyMaHWTapHbIX obiacTen, AoK-
TOPaHTOB 1 acnupaHToB. HanpaeneHus nccnegoBaHunii
KacaroTcs akTyaibHbIX NpobaeM B pas3inyHbix obna-
CTAX KYNbTYpPbl, NCKYCCTBA, GNAONOTUM U A3bIKO3HA-
HWs. B 3TOM MHOrOrpaHHOCT 0603peHwust NPosiBUAACL
OCHOBHas cneumdrKa XypHasa, NPescTaBAAoLero
COBPEMEHHOE COCTOAHME MPOCTPAHCTBA KyAbTYpbl.

Homep oTkpbiBaeT ctatbs C.A. MaBnoBor «Obe-
TOBaHHas HOBM3Ha HapoaHbIX gpam M.I1. Mycopr-
CKOro», B KOTOPOW aBTOp NPUBAEKAET BHUMaHMWeE
K AYXOBHOMY Ha4dajy Kak OCHOBOMO/ararLiemy
NCTOYHUKY KYJIbTYPbl B PYCCKOW ONEPHON Knaccuke.

O.B. KanyrnHa B ctaTtbe «[Mpobnema cuHTE3a
B TBOpYecTBe AnekcaHapa MaTteeeBa» obpalyaet-
€l K TBOPYECTBY 3TOrO BbIAAOLWErocs CKY/1bATOPa,
BHECLUEero OrpoOMHbIN BKAag B PyHAaMeHTabHble
OCHOBbI PYyCCKOM ckynbnTypbl. Ero nnactnueckune
AOCTUXKEHMA cTann NpodecCnoHaNbHON OCHOBOM
MHOIMX Mactepos XX cronetms.

DBOIIOLMIO MPOMbILLIAEHHOTO AM3aiHa B ViTanuu
B KOHTEKCTe cBOeobpa3umn coLmanbHO-NOANTNYE-
CKUX YCNOBUIA Ha pybexxe XIX-XX cTonetunin paccma-
TpueaeT E.A. 3aeBa-bypgoHckas B ctaTbe «Mogenb
MPOMBbILLNEHHOTO AM3aiiHa WTanmum Ha 3Tane cTaHoB-
nenus. Fpynna Aemilia Ars». ABTOp AenaeT BblBOZ,
4YTO NpOrpecc HOBOro UCKYCCTBa, 0bpaLleHHOro
K MepcnekTMBam NPOEKTHOW NPOMbILLIEHHOW Ky/lb-
Typbl, UCMbITbIBAN TATOTEHWE K BYM BEKTOpaM pas-
BUTWSA: CUJIbHOTO BAUAHWA YCNOBUIA TPAANLIMOHHOTO
Hac/ieAna BENNKOTO KAacCULMCTMYECKOTO MPOLLJIO-
ro M yBAe4YeHHOCTN COBPEMEHHbIMMK obpa3uamu
€BPONEeNCKNX KON AM3aliHa.

OcobeHHOCTM TPaAMLMOHHOIO KUTacKoro Teatpa
aHanmsupyet Cao AHb B cTaTbe «KoHLUenuma MoHTa-
a B cnekTakne «Pblun, Kutanl» (TUM, 1926) n B Tpa-
AVNLMOHHOM KUTalickoM TeaTpe. ABTOp NpvBAekaeT
BHMMAaHMeE K TaKMM COCTaBAAIOLWMM TeaTpasibHOro
[eNCTBa, Kak NPUHLMN MOHTaxa, cneunduka geko-

pauuii, akTepckas naacTuka, MUMUKa, Jekaamaluns,
neHve, akpobaTnka, KOTOpble MO ero 3aMmeyaHuio
UrparoT pPoJib OTAE/bHbIX MHCTPYMEHTOB B OPKECT-
pe CUHTe3a UCKYCCTB 1 NPOW3BOAAT NOANdOHMYe-
CKUIM 3P deKT.

Temy nabavk-apTa B KUTaCKon obLLEeCTBEHHOM
nckyccrtee uccnegyer Lito MybuH B ctaTbe «[pakTuka
MCKYCCTBa CKY/IbMTYPbI B OOLLECTBEHHOM MPOCTPaHCTBe
B Kutae: apt-npoekr “llycTowwb"». ABTOp paccmaTpu-
BaeT TBOPUECKME IKCMEPUMEHTbI C XY0XKECTBEHHOM
bopMoli 1 cpescTBaMM BbIPa3nTENbHOCTY Ha NpUMe-
pax O6LLeCTBEHHOM CKYAbNTYpPbl, NPEACTaBAEHHON
B OTKPbITOM MPOCTPaHCTB 3aropOAHbIX TEPPUTOPUIA.

Mebenb ctuna Cy B UICTOPUN AeKOPaTUBHOTO
nckycctea Kutas, ee KOHCTPYKTUBHbIE, AeKOpaTuB-
Hble U CTUANCTUYECKME OCODEHHOCTU B KOHTEKCTe
burnocopckmx KOHUENUMUA 3noxn MuH nccneayrot
H.H. FaHueBa u JlyH XyHtron. B ctatbe «Mebenb Cy
3noxn MuH B ncTtopmnm mebenbHOro NcKyccTea
Kutas. Xapaktepuctukn mebenn pernoHoB Li3sH-
cy v YUxxau3aH» aBTOpbl YOeanTeIbHO J0Ka3bIBatOT,
yto GopMUpPOBaHUE U pa3BUTUE Mebenun B CTUNe
Cyu>Koy HeoTAenMMo OT CoLMasbHO-3KOHOMMYe-
CKOTO M KY/bTYPHOrO Pa3BUTUA TOTO BPEMEHMW.

M.M. MNpeobpaxeHckas B cTatbe «DyTypucTn-
yeckoe NMPOEKTUPOBaHME ITHUUYECKON OfeXAbl
C npumMeHeHuem 3D TexHonOrnii» paccMaTpuBaet
NCNo/ib30BaHNWe HOBaTOPCKUX TexHonoruii 3D-
nevaTu Kak MHCTPYMEHT ANA COBPEMEHHbIX NPO-
E€KTUPOBLUUKOB OAEXAbI, CTPEMALLUUXCA K YHUKAb-
HOCTW N GYTYPUCTUUYECKOMY BUAY CBOUX U3AENNNA.
Ocoboe BHMMaHWe B paboTe yaensercs nepcnekTu-
BaM BHegpeHus 3D-nevatn B MOAHYHO MHAYCTPULO
1N BO3MOXHOCTAM, KOTOpble OHa npejocTaBaseT
419 MHAMBUAYaNM3aLmm, akcnepmmMeHToB ¢ GopMa-
MM 1 TEKCTYpaMW, a TakxKe CO34aHusA HOBbIX 3CTe-
TUYECKM NpUBAEKaTENbHbIX PeLIEHWNA.

Pa3BUTME KOHBEPreHTHbIX TEXHONOT NI aHaNun-
3mpyroT ¥.B. Apuctosa, A.[l. Ctapycesa-lleplieesa,
O.B. Wapn B cTatbe «[OCTYNHOCTb 1 pacliMpeHmne
NPOCTpaHCTBa HappPaTUBOB: KOHBEPreHTHbIe TEXHO-
JIOTVW 1 CEMNOTMKA IKCMO3NLIMN B XYAOXKECTBEHHOM
My3ee». ABTOpbI NOaratoT, YTO HOBblE TEXHONOTUM
OTKPbIBAET HOBblE FOPU3OHTbI A/ PaCLLUNPEHNS 3pU-
Te/IbCKOTO OMbITa NOCeTUTEeNEN My3es, CPeamn KOTO-
PbIX OTAENbHOW FPYNMO MOXHO BbIAENTb NtOgEN C
OrpaHMyeHHbIMW BO3MOXHOCTAMU. 3aaHne agpe-
coBaHo npodeccroHanam, cneLmanmnpyroLLnmcs
B 06/1aCTV TeOPUN N NPaKTUKN M306pa3nTebHOro
nckyccTBa U GUNONOTUK, @ TakKe BCeM, KTO UHTe-
pecyeTca BOMPOCaMM UCKYCCTBa U KYyAbTypbl.
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THE PROMISED NOVELTY
OF MUSSORGSKY'S FOLK DRAMAS

Summary: Boris Godunov and Khovanshchina are folk
dramas, for the composition of which the composer pre-
pared as for the main creative achievements, exploring
the artistic style and honing his skills on previous and simul-
taneously created works. The goal was "new shores <...>
of boundless art". M. Mussorgsky's decisive call "to new
shores!" is unforgettable in the memory of descendants.
However, not everyone knows the full statement of the com-
poser, who strived to "seek these shores, seek tirelessly,
without fear and embarrassment”, to seek in order to "stand
firmly on the promised land" [5]! Referring the reader
to the biblical story, the image of the "promised land" can
in no way be interpreted as having appeared for the sake
of a "catchphrase", since the outlines of the "new sho-
res" are associated with the "deification of the word"
in Mussorgsky's creative work. The composer treated ver-
bal speech in an evangelical manner so responsibly that
he considered it to be the source of truth in creativi-
ty and in life; he was able to reproduce it on stage as it
was not only in external events but also in the internal
spiritual dimension.

Wemean the divine principle by spirituality. Mus-
sorgsky's operatic works continue the process of “cate-
chism” of the opera genre started by M. Glinka [11]. In the
history of the arts, the secular genre of opera, conciliar
in terms of expressive means, occupies a position excep-
tionally close to the aims of worship. Opera owes its birth
to such a situation in the cultural life of “man and humani-
ty”, in which a strong spiritual and educational impact
on the listener and viewer was sought. In our Fatherland,
the formation of the genre was completed in Glinka's
works with the opera’s acquisition of a meaning-forming
for Russian culture faith-centredness. The content of Glinka’s
theatrical works is aimed at educating the public accord-
ing to the evangelical understanding of love. It is what

“catechism” of the genre consisted of. A. Dargomyzhsky,
M. Mussorgsky, and P. Tchaikovsky were the continuers
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of Glinka's work. The works of the 19th-century genius-
es of Russian opera can be assessed as belonging to the
style of “spiritual realism” [14].

Today, despite the still-existing inertial obstacle of
the last century to cancel the spiritual principle as the fun-
damental source of culture, there is a need to return the full
content laid down by the authors to opera classics. It also
concerns the masterpieces of Mussorgsky, whose person-
ality is associated with the protest novelty of creative work.
In relation to the means of musical expression, the com-
poser can truly be called a revolutionary. However, the se-
mantic content of his works belongs firstly to the evangeli-
cal character traditional for Russian culture. This “promised”
component of Modest Mussorgsky's work is still waiting for
its researchers and performers, on whom musical and the-
atrical life depends, as well as listeners, since opera is
a genre that requires preparation of perception'. Opera
is the art of recognition, which is all the more impressive,
the more the listener understands the content of the mu-
sical performance. In Mussorgsky's work, it is associat-
ed with the evangelical meaning — the "new shores <...>
of the promised land".

Keywords: towards new shores, Mussorgsky, folk dra-
mas, Boris Godunov, Khovanshchina, new performance,
gospel content.

1. This was the case from the earliest times of the existence
of musical theatre, both in the aristocratic environment,
reproducing masterpieces of literary antiquity on stage,
and in the popular square theatre, the formulas of actions
and turns of speech of which were known to every visitor
from an early age

With great zeal for the new shores of the still

boundless art! To seek these shores, to seek tirelessly,
without fear and embarrassment, and to stand firmly on
the promised land is a great, exciting task!

M. Mussorgsky [5]

M. Mussorgsky's operatic works are one of the pin-
nacles of Russian and world musical culture. The com-
poser's name is rightly considered among the great
names of M. Glinka, A. Dargomyzhsky, P. Tchaik-
ovsky, S. Rachmaninoff, D. Shostakovich, G. Sviridov,
V. Gavrilin'. In Soviet musicology, a large research
tradition has developed regarding Mussorgsky's
works. It was formed in the works of B. Asafyev,
M. Sabinina, R. Shirinyan, E. Ruchevskaya, and other
outstanding scholars. In every Russian conservatory,
scientific works devoted to the operatic works
of Modest Mussorgsky have been defended. In re-
cent decades, musicologists and scholars in other hu-
manitarian fields have clearly outlined the path
of understanding Modest Mussorgsky's works in con-
nection with the Christian idea. Musicologists E. Leva-
shov, S. Tyshko, E. Mikhailova, and others write about
the corresponding content of the composer’s works.
The works of writers N. Novikov and S. Fedyakin are
an invaluable artistic and, at the same time, scien-
tific example of the attitude towards Mussorgsky's
personality. This semantic layer was also condition-
ally designated in the works of the founders of the
research tradition; however, it was not accept-
ed to openly proclaim the idea, therefore, much
of the reflections of the older generation of re-
searchers remained outside the printed editions
or were expressedin the concepts of such “sec-
ularised” humanitarian disciplines as philosophy
and psychology.

This "old” new content, associated with the spi-
ritual idea expressed to date and continuing to deve-
lop with scientists’ desire “to get to the very es-
sence of everything”, reveals the need to stage Mus-
sorgsky’s folk dramas with new semantic emphasis.
As is known, in Soviet times, the version of both folk
dramas edited by N. Rimsky-Korsakov was generally

1. The composers of the 20'th century, G. Sviridov and V. Gavrilin,
as is known, did not work in the opera genre. However,
the baton of the cathedral influence of the opera genre
in their work passed to the so-called choral action or choral
cycle, which returned musical culture to its melodic origins
and the scale of its impact on the listener. Summarising the ro-
le of these composers in the history of Russian music, we can
say that in the 20'th century, Sviridov did the same as Glinka
in the 19'th century, and Gavrilin did the same as Mussorgsky.
The intersection of the spiritual poetics of the 19'th-century
opera and the 20'th-century choral performance is a separate
large topic.

IlL7. Sketch “Boris Godunov” by F. F. Fedorovsky

accepted, although the author’s record collected bit
by bit was also known [3; 4]. Nowadays, it is cus-
tomary to stage and perform Boris Godunov and
Khovanshchina according to the author's text, preserv-
ing those fragments that were removed under Nikolai
Rimsky-Korsakov's editorship. However, the re-
turn of the text, strange as it may seem, does not yet
lead to the return of the full meaning that was laid
down by the author. A situation arises in which the
text is the original one, however, the performing and
stage methods of its presentation remain the sa-
me, approved in the post-revolutionary period. The
content of the characters’ images of both folk dra-
mas will be considered in detail in the following es-
says, whereas here we will outline the main semantic
dominants of Mussorgsky's “promised novelty”
in comparison with the established ideas about the
content of his works.

Firstly, let us define the differences between the
author’s and editor’s versions of folk dramas, which
ultimately should influence the features of produc-
tion and performance [10]. The comparison leads
to the idea of various ways to overcome the turmo-
il, emphasised by the author and the editor.
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It is known that the state of Russian society in the
troubled times of national history unites both folk
dramas — it is the main problem of content, which
worried the composer “from the past to the pres-
ent”. It was these processes, felt by Mussorgsky
in the society of his time, that served as the choice of
theme in both operas — Boris Godunov and Khovan-
shchina. Mussorgsky turned out to be ri ght, see-
ing an internal storm in the relative external calm
of his compatriots. Let us remember that the com-
poser survived the assassination of Emperor Alexan-
der Il the Liberator by the Narodnaya Volya members
by only a week. Folk dramas were called upon
to show the mortally dangerous confusion of so-
ciety and to indicate the way to overcome the
turmoil, the way to save the Fatherland. Here a dis-
crepancy arises in the author’s and editor’s an-
swers to the main question — "What is the sal-
vation of Rus’ and what is its destruction?” [4].
Without including anything new in the libretto,
the editor removed some lengthy fragments
from the material of folk dramas, the absence of
which deprived the work of its full meaning,
and the concept of the answer to the most im-
portant question, voluntarily or involuntarily,
moved from the Christian, evangelical character,
as it was for the author, to the revolutionary
character sought in the 20'th century.

“THE REAL TRUTH"?

The fact that the “new shores” of the compos-
er's creative work belong precisely to the "pro-
mised land”, and not to the "bright future” promised
by the revolution, is evidenced not only by the
semantic content of the folk dramas but also by
Mussorgsky's epistolary legacy - letters to friends —
in which the composer’s way of thinking and his
understanding of art appear deeply faith-centric.
A comparison with N. Gogol's Selected Passages from
Correspondence with Friends, which were published
by the writer as equivalent to his works of art, natur-
ally arises. Gogol, like Mussorgsky, was “appoint-
ed” a revolutionary of Russian literature during his
lifetime, and his work was interpreted as “merci-
less frankness” [1]. It is impossible to agree with
a one-sided view, since the main driving force of the

2. "Close to life and people, but distant from the pompous
tirades about law, freedom, protest, let us look life boldly
in the eye. It is necessary since we must tell people the truth,
not the pompous, but the real truth” [5]
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writer's activity was the desire to serve the reader
spiritually, to direct them to the evangelical path,
on which the expectation of the inspector is equiv-
alent to the expectation of the second coming,
and the behaviour of the characters in comedies is not
a local but a national, if not universal, apocalypse. It is
also absurd to agree with the revolutionary inter-
pretation of Mussorgsky’'s work because the main
driving force of the composer’s “research” was the
“real truth” and honesty of spiritual life against the
“crackling truth” and the benefits of revolutionary
interventions.

Let us recall some of Mussorgsky's statements,
including those widely circulated. Striving for a truth-
ful reflection of life, Modest Mussorgsky, in his own
words, immersed himself in “the study of the sub-
tlest features of human nature and the human mass-
es in order to feed them to humanity as a healthy
dish” [5]. As a result of the creative “verification”
of the data obtained, the composer discovered
not only the superficial layer of instincts, emotions,
and manifestations of the human psyche, as is cus-
tomary to say in connection with the characteristic
features of Mussorgsky's characters, but also reve-
aled deep, truly “subtle” laws — moral and spiritual,
allowing us to speak about personality, about world
view, about eternity. In this, Modest Mussorgsky
coincided not with the searches of philosophers,
psychologists and the intervention of revolution-
aries placed on a nondenominational basis, but
with the content of the conciliar apostolic Gospel3.
Just like his outstanding compatriots — writers,
composers, and artists of the 19'th century, Mus-
sorgsky sought an explanation of the external or-
der of life through the internal state of man and
relied in this on the Orthodox spiritual tradition,
which he knew well and which he was guided
by in his own life.

One of the main indicators of the formation of per-
sonality, or, as it is said in the interpretations of
the Holy Fathers, the main evidence of the “cor-
rect spiritual life”, is the continuous struggle with
sin. Each page of the composer’s letters refers to
this aspiration of his: “| am a man, and all human
nastiness is available to me, as well as some good
human sides, just give free rein to the passions, as
they say. | have not given in this regard and will not
give in, as long as there is strength left...” [5, 72].

3. "The essence of the Gospel is that it draws attention
to the inner state of the soul, which determines the human
personality” [9]

What a simple and precise characteristic of the “cor-
rect spiritual life”, which consists precisely in re-
sisting "passions, <...> as long as there is strength
left”! In other words, without a constant struggle
and victory over evil in oneself, the life of a Christi-
an is impossible; it brings salvation to oneself,
one's immediate environment and, most important-
ly, in the context of the problem raised, to the Fa-
therland — the state, which is made up of the lives
of the same Christians as the composer himself
and his contemporaries. Thus, Modest Mussorgsky's
attentive spiritual attitude to his own life and work
is known from his letters, and many more examp-
les can be given. However, did Mussorgsky discov-
er the desire for a “correct spiritual life” in the “sub-
tlest features” of the society of his time, which
is represented in many faces in folk dramas “from
the past to the present”?

In “all the diversity of forms and types of life”
that interested the composer, the brilliant research-
er really noticed and brought the struggle “as long
as there is strength left” to the public stage. How-
ever, the struggle was distorted by the fact that
it was taken outside the inner life of man and trans-
formed, as Mussorgsky showed the audience, from
a struggle with one’s own passions into a strug-
gle with one’s close ones and, more broadly,
with the entire state structure of life. The discovery
connected with the damage to "human nature”, with
the distortion of spiritual life, had already been ma-
de in the Russian musical theatre before Mussorgsky
by Glinka and Dargomyzhsky. Nevertheless, the un-
flattering features of the characters in the works
of Modest Mussorgsky's predecessors were an ex-
ception against the background of the other char-
acters and, therefore, did not pose a threat to the
state. Mussorgsky showed the violation of spiritual
life in all characters without exception in both folk
dramas, maybe that is why they are called “folk”!
Such “expansion” is unique; no one in Russian opera,
neither before Mussorgsky nor after, has achieved
it. In essence, in Boris Godunov and Khovanshchi-
na, it is not so much about the “Russian turmoil”
as a national problem, but about the apocalyptic
corruption of sin, as a universal human problem.
The scale of generalisation indicates the reason for
the “turmoil in the state” - the distortion of spiritual
life in all participants in the action and, at the same
time, reveals the reason for this state of all mankind.
Who taught people to fight against their close one
instead of loving them?

“ANCESTRAL SIN"4

Interpreters of the Holy Scripture explain that
the need for an effective struggle was not inherent
in man from the beginning. “People were created
for spiritual communication with God,” says theo-
logian A. Osipov, “that is how our forefathers lived
in Paradise — in conversation with the Creator, and
not through hard work and inevitable internal strug-
gle” [8]. Until they committed treason at the be-
hest of a fallen angel. The point is not that Eve and
Adam one after another ate an unknown apple,
but that it was disobedience to God, who asked not
to eat the fruit from this tree and to feed on other
inexhaustible food in the Garden of Eden, including
manna, which itself came down from heaven onto
an outstretched palm. People replaced obedience
to God with obedience to the enemy of God, which
has since become a stumbling block in the fate
of mankind. Theologians call it “original sin”. “From
that very time, the return to God began to be mea-
sured by the need to fight evil within oneself,”
continues Alexei Osipov, “which took shape as
the basic law of the spiritual life of a person ex-
pelled from Paradise and forced to work hard
to maintain life” [8]. It was the evil one who
led to the distortion of the destiny of humanity
conceived by the Creator.

Mussorgsky did not mention his name direct-
ly, as, for example, |. Goethe did, and after him,
Charles Gounod in the couplets of Mephistopheles
from the opera Faust. However, Modest Mussorg-
sky, true to the truth of life, symbolically designates
what is happening as “baba gossip”. Indeed, how
often do people meet in person with “the ruling Sa-
tan” or do they more often experience the evil done
by their close ones? Gossip is deception, a lie, an un-
truth, deceit. Theologians call the indulgence
in deceit, “nested” into human nature, "temptation”
or "deception”. Mussorgsky, we repeat, called it
in the popular language aptly “gossip” that “punish-
es the entire human race”. The composer’s creative
feat lies in the fact that he truthfully and fearless-
ly pointed out the cause of unrest in “man and
the human masses”. The evil one is strong since it is
invisible and, therefore, as if by itself, it brings peo-
ple into conflict with each other. For it, the first step
to losing power over man is to be made public, recog-
nised, declassified. It is probably why the composer’s

4. "This 'novelty' is as old as the original sin” [5].
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IlL2. Sketch "Sagittarius” by M.V. Dobuzhinsky

creative destiny in “this world” was so difficult be-
cause he openly warned: “just bow to gossip, and you
will renounce your mind; gossip will turn everything
upside down, and dishonour the glorified <...>
be afraid, be afraid, young men, of evil-evil gos-
sip, which punishes the entire human race...” [4] -
the Streltsy sing in Khovanshchina.

Mussorgsky not only pointed out the cause
of the troubles, but also captured the peculiarity
of the contemporary form of deceit. Since the begin-
ning of time, the fallen angel has been sophisti-
cated in deceiving humanity. The troubled times
of Russian history were distinguished by the fact that
people committed evil against their close ones, even
to the point of murder; however, at the same time,
they confidently considered themselves Orthodox.
Let us note that all the characters in both folk dra-
mas speak of themselves as Orthodox, that is,
of people leading a “correct spiritual life”. “That is why
the revolution happened,” our contemporary Father
Konstantin Kamyshanov reasons, “"because they con-
sidered themselves the country of Christ, <...> but li-
ved like the last feudal lords and slaves” [12]. How
does the composer manage to show gossip in a per-
son who shows himself to be a villain in deeds but ap-
pears to be an angel in words? The Holy Fathers
call prayer the main sign of a believer. Mussorgsky
leads each participant in the action in both dramas
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to the need to pray, and it turns out that most of
the characters do not know how to do this or dis-
tort communication with God. If there is no prayer,
who will help in the fight against the "murderer
from the beginning, the liar and the father of lies"?
Man cannot win on their own. If you do not
turn to the Saviour for help, death is inevitable -
this is whatthe evil one is counting on,
lulling a person with confidence in their own Or-
thodoxy while inactive in the internal struggle with
evil. In both folk dramas, all the participants in the
action cannot cope with such gossip about them-
selves, which is why Mussorgsky’s works sound
apocalyptic.

“IMPULSE FROM THE REALM OF SIN"?

Only two characters are shown by Modest Mus-
sorgsky in “impulse from the realm of sin”, after
which “everything else goes, although not without
difficulty, not unsuccessfully” [16]. In the first ope-
ra, it is Boris Godunov, illuminated by the church
sacrament of coronation. In the second, it is the
Streltsy, enlightened by the small church - fami-
ly (namely, wives). In these characters’ parts, a re-
turn to the “correct spiritual life” through humility
and prayer is intended. Humility lies in the aware-
ness of one's own sinfulness. Prayer lies in a fervent
appeal to God the Saviour. In The Ladder of Divine
Ascent by the Abbot of the Sinai Monastery (mid-
7'th century), it is humility and prayer that are called
the beginning of salvation. It is important that Mus-
sorgsky's heroes take this path not by themselves,
but by a divine touch through the large and small
Church. Belonging to the Church, not nominal but
real, effective, turns out to be the main condition
for salvation from turmoil in Mussorgsky's gospel
concept. Boris's kingdom is directly connected with
the grace of the Church: the hero does not appear
on stage until he receives the sacrament of coro-
nation. The white wings of an angel, which were
attached to the image of the Holy Fool® by the di-
rector in the recent production of Boris Godunov,
in fact, in accordance with the author's dramaturgy,
belong to Boris. Having accepted the blessing for po-
wer, Boris accepts divine accompaniment, which

5. “This is the first, main and imprecise impulse from the realm
of sin. After it, everything else goes, although not without
difficulty, but not unsuccessfully. Man has already firmly
set foot on the promised land” [16].

6. URL: https://video.orpheus.ru/videos/mtFsh5'ZzhgoR (date
of access: 06.02.2024)

leads him to repentance and, moreover, to a mar-
tyr's death. Carrying the royal crown, as a martyr's,
is Mussorgsky’s amazing insight “from the past
to the present” and the future.

Boris's part begins with the illumination of grace
in the sacrament performed by the Church. The part
of the Streltsy ends with a divine touch, which Mus-
sorgsky, a champion of the truth of life, puts into the
form of an emotional scolding of Streltsy husbands
by their wives. It is the family, the small church, that
keeps the Streltsy from the death that threatens
them since "they do not know what they are doing".
The wives directly tell their husbands who they are
and what they are doing. As a result, the Streltsy
not only see their sins but also generalise the de-
eds of all the characters in the drama, assessing
them as criminal and requiring judgment, in their,
at first glance, humorous Song about Gossip: "Women
and men gossipers — to court!”. The Streltsy song,
which the editor considered it possible to remove
from the sequence of the folk drama, begins as a tea-
se addressed to the wives. However, the further it go-
es, the more serious its content becomes. This song
testifies to humility not in an edifying manner and
essentially. As St. Theophan the Recluse said: “Gra-
ce stirred the spirit, <...> a person clearly realises
that they were seduced and carried away by phan-
toms to their own destruction, and turns away from
them as from enemies, going over by desire and
choice to the opposite path of the commandments
and pleasing God. <...> and in the spirit, a deci-
sion is pronounced: 'l decided to keep Your law,
O Lord" [16]. This interpretation could directly
“translate” the content of the song, if not for the
“turning away from destruction”. The choice of the
“path of pleasing God” does not occur immediate-
ly, but after the Streltsy are abandoned by their
earthly “father” and left alone with their own “perni-
cious phantoms”. Only then, “in the spirit, the deci-
sion is pronounced” — it is the prayer of the en-
tire Streltsycommunity with their wives and chil-
dren, which is the revelation of the folk drama
Khovanshchina.

“THE CRACKLING TRUTH"’
In the revolutionary concept of the last century,

adopted in the performance of Mussorgsky's folk
dramas edited by Rimsky-Korsakov, the criterion for

7. See: footnote 3.

trust in this or that character is not a spiritual life
that has been violated or, on the contrary, put on the
path of recovery, but the class position — namely, t
he lowest. In the editorial version, the leaders on
the path of revolutionary overcoming of turmoil
are two characters different from those in the au-
thor's version. In the opera Boris Godunov, these are
the "Orthodox” people together with the "Orthodox
crowd”8, as the vagabonds call themselves; how-
ever, both have lost all reason and are susceptible
to manipulation to such an extent that some elect
a "regicide” to the throne, while others are ready
to kill the legitimate tsar: “Death to Boris!”, shout
the vagabonds, who are set up by traitors Varlam
and Misail. In Khovanshchina, it is Dosifei, former
prince Myshetsky, who “has honed to the people”
and considers himself the “saviour of the world”;
nevertheless, at the same time, he kills more peo-
ple than all the other participants in the action.
How could it happen that these characters in the
editorial version turned out to be leading "to sal-
vation”? It happened due to the artificial “improve-
ment” of the images, which became possible with the
corresponding cuts in the libretto. The editor dele-
ted precisely those fragments in which the named
characters are presented from the worst side.
For example, in the prologue of the opera Boris Go-
dunov, there is no important authorial repetition
of the episode connected with the recklessness
of the people — the symbol of this state is noto-
rious Mityukha. In the first act of Khovanshchina,
the characterisation of the newcomer Muscovite
people is deprived of the assertive episode of per-
secution, in which people are ready to tear apart
the clerk. The most striking cut connected with
the image of Dosifei is where the “"humble servant
of God", without embarrassment, boasts of pow-
er on a par with Khovansky and Golitsyn. There are
other examples.

The improvement of some characters naturally
leads to the deterioration of others, for example,
Boris and the Streltsy noted by Mussorgsky. Thus,
instead of the universal “gossip” that requires uni-
versal human overcoming, possible only with the
help of the Saviour, the editorial version emphasis-
es the class solution to the problem, which in revo-
lutionary terminology is called “class enmity”

8. "Orthodox” is what the Duma clerk Shchelkalov (Prologue)
calls the people. “Orthodox crowd"” is what the vagabonds call
themselves in the Final Scene Near Kromy (Fourth Act. Scene
Three).
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and leads to nothing less than “the elimination
of exploiters in the form of the church and the state”.
Mussorgsky warned about this kind of attitude
to “artistic truth”, claiming that “showing people
the people who are better than they are” is not
the path to salvation, but to even greater unrest.
The composer even found a definition for such
a distortion of reality and called it “the loud truth”
versus “the real truth”. This kind of “class” view,
of course, was not introduced by Nikolai Rimsky-
Korsakov without reason; to a certain extent it was wri-
tten by the author himself, who caught it in reali-
ty. The editor, by shortening the text of the libret-
to, only voluntarily or involuntarily determined the
degree of limitation of images. For now, let us note
the class content in the author’s opera titles. One
gets the impression that the composer conceived
folk dramas as a consistent class review of society,
wanting to understand for sure "who is to blame”
and “what to do".

Let us recall that three folk dramas by Modest
Mussorgsky are known: Boris Godunov, Khovanshchi-
na and Pugachevshchina®. At first glance, the titles
of the operas obviously show an interest in different
levels of life: the highest — the tsar’s in Boris Godu-
nov, the middle — boyar-princely in Khovanshchina,
the lower — the common people in the proposed
Pugachevshchina. However, upon closer examina-
tion, the question of the causes of the “Russian turm-
oil and anarchy” [3], which unites all the plots, goes
beyond the class explanation. All the characters
in both folk dramas, we repeat once again, are unit-
ed by a common condition - they fight with their
close one even to the point of killing the latter
instead of fulfilling their Christian duty, showing
love: the boyars and princes by their calling — sup-
porting the tsar and caring for the people; the peo-
ple by conciliar judgment — being peasants and
performing craft and other work; warriors —
defending their country from enemies. In each new
drama, Mussorgsky seems to check himself - “it can-
not be that | am wrong in everything, it cannot be” [5].
The populist Pugachevshchina, in all likelihood, would
have been another brilliant variation on the theme
of the Gospel choice of man, a warning and proph-
ecy about the consequences of apostasy. What a pur-

9. The first two operas, as is known, were completely finished
by the composer in clavier; Boris Godunov was orchestrated.
Information about the last, third drama has been preserved
in the composer’s letters.
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poseful semantic monothematicism on an operatic
scale!

If we only imagine the scenes of both dramas
as a series of variations on the same theme of
“an outburst from the realm of sin”, how simple
and clear will the “piling up of events”, “the inability
to bring things to an end”, that outraged some of
the composer’s contemporaries, appear; how strange
will other value judgments that have nothing to do
with Modest Mussorgsky's creative work and per-
sonality seem. Without repeating himself in detail,
the composer told the same story, confirming the
correctness of the chosen method “to study the
subtlest features of human nature and the human
masses in order to feed humanity with them, like
a healthy dish” [5]. Thus, in order to find a new,
evangelical “shore” of the content of Mussorgsky’s
folk dramas, we — researchers, performers, listen-
ers — must, firstly, restructure the direction of the
search, which was determined by class categories
until now. With his folk dramas, Modest Mussorg-
sky made a real creative breakthrough into anoth-
er, "real”, reality. What artistic categories are used
to measure it? How does the “promised novelty”
of Mussorgsky's operatic creativity manifest itself?
Firstly, at the head of both folk dramas, the com-
poser puts the painful “from the past to the pres-
ent” and future theme of “turmoil in the state”,
on the solution of which the fate of our Fatherland
has always depended. Secondly, he truthfully reveals
the cause of "Russian turmoil and anarchy”, which
is transferred from the sphere of class, economic life
of society, to the sphere of faith-forming, spiritual.
Impoverishment of the spirit — this is the com-
mon path to destruction that Mussorgsky indicates;
he boldly, albeit allegorically, calls the culprit of what
is happening “baba gossip”, that is, a deliberate
lie or “crackling truth”. Thirdly, Mussorgsky points out
the only true path to saving people and the coun-
try, which is revealed not in a forced revolutionary
attack on the "exploiters”, but in the evangelical
appeal to humility and prayer shining from eterni-
ty". Acquire a peaceful spirit — and thousands will be
saved around you" — this is how the composer’s
secret thought can be expressed in the words of
St. Seraphim of Sarov, who walked the earthly path
a century before Mussorgsky. The quotation of the glo-
rified Saint in connection with the content of Mus-
sorgsky’s folk dramas is not given for the sake of
a "catchphrase” and is not a convention. Modest
Mussorgsky's statements are filled with images

of spiritual Scriptures, in the knowledge and perfor-
mance of which the composer, as his letters show,
was very zealous.

“THE PROMISED LAND" 0

Let us recall what Mussorgsky's reasoning about
the goal of creativity sounds like in full: “With great
zeal for the new shores of the still boundless art!
To seek these shores, to seek tirelessly, without fear
and embarrassment, and to stand firm on the promi-
sed land is a great, fascinating task!”. In this strong
expression, one can note not only the composer’s
imagination nurtured on biblical and gospel sourc-
es, but also a direct quote from the patristic text:
“To stand firm on the promised land”". It is the fi-
nal phrase from the interpretation of St. Theophan
the Recluse in verse 57 of Psalm 118: “Thou art my
portion, O Lord; | have said that | will keep Thy law”
(Psalm 118:57). As St. Theophan explains it, verse 57
testifies to the first steps of a sinner on the path
of truth. Surprisingly, the interpretation turns out
to be connected with the “new shores” of Mussorg-
sky's operatic dramaturgy. St. Theophan reasons:
“Thou art my portion, O Lord’". To whom is it proper
to say this? It is proper <...> to one who leaves sin
and returns to the good path of God's law. <...>
as it is also evident from the second hemistich:
‘I have said to keep Thy law'. Hitherto | have wan-
dered on the crossroads of sin; now | make a firm
intention to keep Thy law, O Lord, so that, having
pleased Thee, | may acquire Thee and in Thee may
find complete peace for my heart. Henceforth, Thou
art my portion, and Thy law is the rule of my life!

This decision is a conclusion or a consequence
of the preceding changes taking place in the soul
of a sinner, for one cannot say so suddenly. <...>

How it cv omes to mind, how attention is riveted to it
and how a person becomes interested in it <...>
is the secret of our spiritual life, which no one can
explain. We only say that the grace of God, by paths
known only to it, penetrates inside to the depths of
consciousness and conscience, and there stirs up

the spirit of a person so that one finds it urgent
to immediately take up one’s moral state and correct
it. However, it is only the beginning of the matter.
<...> Grace has stirred the spirit, the word of God
has passed to the division of soul and spirit, con-
sciousness and conscience have clearly heard the re-
proof of the previous life and agreed with it - now
the person has work to do — to discuss, and to re-
ject one thing, and to accept the other. And this
is the main thing: here begins the internal struggle
for life or death. <...> Finally, sin, the world, Satan
are exposed as wrong, their deceit is exposed; man
clearly realises that they were seduced and drawn
by phantoms to their own destruction, and turns
away from them as from enemies <...> The grace
of God secures this desire for man, and a decision
is pronounced in the spirit: ‘I decided to keep Your
law, O Lord’. From now on, You, Lord, are my por-
tion! <...> It is the first, main, and imprecise impulse
from the realm of sin. After it, everything else goes,
although not without difficulty, but not unsuccess-
fully. Man has already set their foot firmly on
the promised land.” [16]

Thus, in Mussorgsky's work too — "at the be-
ginning of the matter” but “having already set his
foot firmly on the promised land” - Boris Godu-
nov in the folk drama of the same name and
the Streltsy in Khovanshchina are shown. Most of the
other participants in the action die, “"wandering
on the crossroads of sin” and threatening the
Fatherland with destruction.
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OBETOBAHHAA HOBU3HA
HAPOAHbIX APAM M.IM. MYCOPI'CKOIo

AHHOmayus: «<bopwnc NlogyHoB» N «XOBaHLWMNHa» —
HapoAHble ApaMbl, K COYMHEHWNIO KOTOPbIX KOMMO3W-
TOP rOTOBUWACSA, KaK K rNaBHbIM TBOPYECKUM CBeplLue-
HWAM, HalLyNbIBas XyAOXXEeCTBEHHbIA CTWUb 1 OTTauvBas
MacTepCTBO Ha MpeALIecTBYOLLMX N CO34aBaeMbIX Napan-
nenbHo Belwax. Llenbto 6binn «Hoswle bepeaa <...> 6es-
b6pexHo20 uckyccmea». PelwmntenbHbli npusbie M.IM. My-
COPrcKoro «k HOBbIM beperam!» He3abBeHeH B NamsaTn
NoTOMKOB. Ho He BCeM M3BECTHO MOJIHOEe BbiCKa3blBaHWeE
KOMMO3MTOpa, CTPEMALLLErocs «uckames asmux bepeeos,
uckame 6e3 ycmasu, 6e3 cmpaxa u cMyujeHuUs», NCkaTb
ANS TOro, YTobbl «MBEPOOI0 HO20H CMAMb HA 3eM-
s1e obemosaHHoU» [5]' O6pa3 «3eman o6eToBaHHOM»,
OTCbINAOWNIA YNTaTENS K JYXOBHON — BOXeCTBEHHOM
NCTOPUN, HUKAK He MOXeT TPaKToBaTbCA, Kak BO3HMK-
LN pagn «KPaCcHOro CA0BLA», MOTOMY YTO OYepTaHuUA
«HOBbIX Bbeperos» TBOpYecTBa CBA3aHbl y M.M. My-
COPrcKoro ¢ «HoBbIMK Heperamm» XU3HW - XPUCTUAH-
CcKoOW. «McmuHa 8 Mucyce ma, umo 8bl He omsiazaeme
mosieko 8emxo20, HO u obJlekaemecet 8 HO8020 Yeso8e-
ka, — Tonkyet [NocnaHne Kk edpecaHam anoctona [NaBna
ceatutens ®eodaH 3aTBOpHUK, — <...> Hoswbili Yesosek
cosudaemcs 8HOBb, UAU 8occo3udaemcs, sospoxdaem-
¢ nymem ceepxvecmecmaeHHoIM. K ymy, oMpayeH-
HoMy cyemoro, npuxodum 6s1azodame u npobyxdaem
8 Hem cmpax boxul;, cmpax boxul oxusnsem co-
gecms, NpobyxO0eHHAs U 8CMpeBOXeHHAs cosecmso
nopaxaem 6e3HadexHocmuro U 3acmassisiem uc-
kame npumupeHus. EeaHzenue ykasvieaem ezo 8o
Xpucme Uucyce: Xpucmoc obvemsiemcs 8eporo U co-
Yemaesaemcs ¢ 8epyrouuM 8 Kyneau KpeuwjeHus, uc-
nosHsem eeo 6sa1azod0amuro [yxa 8 MUponomMasaHuu.
Tak, npucmynuswuli k ocnhody npumupsemcs c
bozom u nocssaujaem cebs Ha cayxeHue Emy, yyscmeys,
4mo NPUHAN cuny, Axe K xueomy u 6aazovecmuro. Tak Ha-
4YuHaemcs Ho8aA XU3Hb, KOMOPAsA eCmb XU3Hb no boeay,
8 npasde u npenodobuu ucmuHel» [18]. IMEHHO «HO-

Bble 6epera» xusHu M. IN. Mycoprckuii nonaran uctou-
HUKOM Mpas/bl B TBOPYECTBE N YMeEN BOCMPOU3BECTU
Ha cueHe.

CerogHAsonpeku BCe elle COXpaHALLeNca nHep-
LMOHHOM NnomMexe MpOLLAOro Beka OTMeHATb yXOBHOe
Hayas0 Kak OCHOBOMONararoLWmii UICTOYHMK Ky AbTypbl,
Ha3pena HeobxoAMMOCTb BO3BPATUTb OMEPHON Knac-
CMKe MONHOTY COAep>KaHWA, 3a10XXEeHHY0 aBTopamu.
B Tom uuncne 310 Kacaetcsa u wegespos M.I1. Mycoprcko-
ro, IMYHOCTb KOTOPOTO NMPUHATO CBA3bIBATb C MPOTECTHOM
HOBM3HOW TBOpYecTBa. B oTHOLWeHNM K cpescTBaM My3bl-
Ka/IbHOW BblPa31TeNbHOCTV KOMMO3MTOpa AeiCTBUTENbHO
MOXHO Ha3BaTb PeBONIOLMOHePOM. HO cMbICI0BOE cogep-
XaHve ero COYMHeHWN NPUHaaNexmT npexzae Bcero Tpa-
AVILMOHHOMY /11 PYCCKOM KYIbTypbl €BaHTeNbCKOMY PyCIy.
JTa «obeToBaHHas» cocTaBasoLWan TBopyecTtBa Mogec-
Ta [MeTpoBnUa A0 CMX NOpP XAET CBOWX uccaegosare-
Nei n CnonHuTenen, oT KOTOPbIX 3aBUCUT My3blKalbHO-
TeaTpasbHas XW3Hb, TakXe 1 caylaTene, NOCKobKy
onepa — 3TO XaHp, TpebyoLWwnii NoAroTOBKMN BOCMpPUA-
4. Tak 6bII0 C CaMbIX NEPBbIX BPEMeH CyLL,ecTBOBaHMA
My3bIKa/bHOrO TeaTpa 1 B Cpeje apuCcToKpaTUyeckon,
BOCMPOU3BOAALLENA Ha CLeHe LeJeBpbl AnTepaTyp-
HOM aHTMYHOCTW, M B HAPOAHOM MJIOLWaAHOM TeaTpe,
bopmy bl aecTBUA M 0BOPOTBI peun KOToporo 6blan
M3BECTHbI KaXAO0My MoceTutento ¢ Maibix net. Onepa —
NCKYCCTBO Y3HaBaHWsA, KOTOpOe TeM CUabHee Bneyar-
NAeT, YeM 3aBeOMO MOHATHO CAyLlaTeNro cojepiKa-
HWe My3blkanbHoro cnekraknaa. Y M.I1. Mycoprckoro
OHO CBA3aHO C €BaHreNbCKUM CMbICNIOM — «HOBbIMMU
beperamu <...> 3eMan 06eTOBaHHOW».

Knrouessie cnoea: k HoBbIM Heperam, M.MN. Mycopr-
CKWI, HapoaHble ApaMbl, «<bopuc FogyHOB», «XOBaHLLMHa»,
HOBOE WCMONIHEHWNE, eBaHrebCKoe CoAep KaHue.

19



OnepHoe TBOpYecTBO M.IN. Mycoprckoro — ogHa
13 BEPLUWH PYCCKON N MUPOBOM My3bIKasbHOM KyJlb-
Typbl. /IMa KOMNoO3WTOpa cCnpaBeAAnBO paccMaTpu-
Baetca B pAgy Beavkmx umeH M.W. Tnmnkn, A.C. ap-
rombixckoro, M./, Yalikosckoro, C.B. PaxmaHnHOBa,
A.4. Wocrakosuua, .B. CBupungosa, B.A. NaBpuan-
Ha'. B oTHoweHnn TBOpUecTBa M.IM. Mycoprckoro
B COBETCKOM MY3blKO3HaHUWN CNOXMAACh KPYMHas
nccneposatenbckasn Tpagmuna. OHa dopmmposanach
B pabortax b.B. Acadbesa, M.[. CabunnHon, P.K. LLin-
pyHsAH, E.A. PyuybeBcKO 1 Ap. BbIJAIOLLMXCA YUYEHBIX.
B ka0 OTeUeCTBEHHOW KOHCEPBATOPMM 3allmLLa-
NCb Hay4Hble paboTbl, MOCBALLEHHbIE ONEPHOMY
TBOpYecTBY Mogecta lNetposunya. B nocnegHme geca-
TUNETUNA B UCCNIEA0BAHNAX MY3bIKOBEJOB M YUYeHbIX
APYrvX ryMaHuTapHbix obnacrtein spko o603HaueH
nyTb NOHWMaHWsA COMUHeHW MogecTa lMNeTpoBurya B
CBA3U C XpUCTMAHCKOM ngeein. O COOTBETCTBYHOLLEM
cofep>KaHuM TBOpYeCTBa KOMMO3MTOPa NULLYT My3bl-
koBeabl — E.M. flesawos, C.B. Tbiwwko, E.A. Muxaii-
noBa u ap. becueHHbIM XyA0XKeCTBEHHbIM W, BMeCTe
C TeM, Hay4HbIM 06pa3LOM OTHOLLEHUS K TUUYHO-
ctn M.I. Mycoprckoro aBastoTca TpyAbl nucatenei
H.C. HoeukoBa n C.P. ®easakmHa. YcnoBHO bbin 060-
3Ha4yeH 3TOT CMbIC/IOBOW NAacT 1 B paboTax OCHOBa-
Tesel uccnesoBaTeIbCKON TpaauLLMK, HO OTKPbLITO
NpoBO3riallaTb NAeto He BblIO MPUHATO, MO3TOMY
MHOroe 13 pa3MblLlUJIEHNA CTapLlero NokoieHns
ncciepoBaTesielt 0OCTanoch 3a NpeaenamMm nevat-
HbIX U34aHWIA NN BbIPaXKEHO MOHATUAMM Taknx
«OBMUPLLEHHbIX» F'YMaHUTaPHbIX ANCUUMNANH, KakK
dunocoduma n ncuxonorus.

JTO «CTapoe» HOBOE COojfep>KaHue, CBA3aHHOe
C naeen AyxOBHOW, BbICKa3aHHOW Ha CEroAHsAL-
HWI AeHb 1 NPOAOAXKAKOLLEN pa3BMBATLCA C Xe-
JlaHVEM YYeHbIX «BO BCEM JOUTU A0 CaMOW CyTU»,

1. Komnosutopsl XX Beka I.B. CBupungos v B.A. TaBpuavH B
XaHpe onepbl, Kak U3BeCTHO, He paboTtanun. Ho actadeTbl co-
60pPHOro BO3AENCTBMA ONEPHOTO XaHpa B UX TBOpYeCTBe
nepeLuna K, Tak Ha3blBaeMOMY, XOPOBOMY AEVCTBY WM XOPO-
BOMY LMKAY, KOTOPbIA BO3BPaLLan My3blKaJbHYH KyabTypy
K ee MenoAMyecknM NCTokam 1 Maclitabam BO3AENCTBUA
Ha cnywatens. O6obwas posib HazBaHHbIX KOMMO3UTOPOB
B UCTOPWMN OTEYECTBEHHOW MY3bIKW, MOXHO CKa3aTb, UTo B XX Be-
ke I.B. CBupwngos caenan 1o xe, uto M. V. ThnHka B XIX Beke,
aB. A.laBpuanH — 10 e, yto M.M. Mycoprckuit. MNepeceye-
HWe AyXOBHOW NO3TUKM onepbl XIX BeKa 1 XOpoBOro AeicTea
XX Beka — oTaenbHas 6osbluas Tema
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«C 6osbWwUM pseHueM K HosbiM bepeaam

noka 6e36pexHo2o uckyccmea! Vickame smux bepezos,
uckame 6e3 ycmanu, 6e3 cmpaxa u cMyujeHus,

U meépdoro Ho20t0 cMame Ha 3emse 06emo8aHHol —
8om eeslukas, yeaekamensHas 3adayal»

M.I1. Mycopackuii [5]

OTKpPbIBaeT HeOHXOANMMOCTb MOCTAaHOBKN HAPOAHbIX
apam M.IN. Mycoprckoro ¢ HOBbIMU CMbIC/IOBbIMU
aKkLeHTaMW. YNOBUTb UX MOMOTraeT u3yvyeHue Ha-
pogHbix Agpam M.IN. Mycoprckoro B COOTHOLLEHWU
APYr C APYrOM M B CpaBHEHWM aBTOPCKOM Bepcuun
obeunx onep ¢ peaakTopckom - 3TM UccresoBaTeslb-
CKve nyTv 0603HaueHbl B NpeapblayLLmx nybavkaumax
[10, 12, 13]. Tak>xe OHW CAy>KaT OCHOBaHMEM U Ha-
CTOSILLEN CTaTbW, B KOTOPON — 0OOBLLEHBI U A0-
NMOJIHEHbI MbICAAMM CAMOrO KOMMNO3MUTOPa U ero
JocTouTMMOro coBpeMeHHuka ®eodaHa, enmcko-
na TamBOBCKOro, HbIHe MPOCAABAEHHOIO B UMHE
catuTenen. Tpyabl PeodaHa 3aTBOpHMKA, cyan
no Bcemy, 6b1n n3BecTHbI M. 1. Mycoprckomy.

HanoMHWMM HekoTOpble BbIBOAbLI MpeabiAyLLmX
ny6anKaunin.

Kak n3sectHo, B coBeTckoe BpeMsa obLienpu-
HATbIM 6bl OTpeaakTMpoBaHHbIN H.A. PuMcknm-
KopcakoBbiM BapvaHT 06enx HapoAHbIX ApaMm, XOTA
cobpaHHas no Kpynuuam aBTopckas 3anmchb Takxke cy-
wecreoBana [3; 4]. CeroaHs NPUHATO CTaBUTb W UCMOA-
HATb «bopuca NogyHoBa» 1 «XOBaHLWWHY» NO aB-
TOPCKOMY TEeKCTY C COXpaHeHneM Tex pparmMeHToB,
KoTopble ybpaHbl B pegakumm Hukonas AHppee-
BMYa. Ho Bo3BpallleHMe TeKCTa, Kak 3TO He rnoka-
XKeTCA CTpaHHbIM, MOKa He BejeT K BO3BPaLLEHMIO
MOJIHOTbI CMbIC/1A, KOTOPbIV Hbl/1 3a7105KEH aBTOPOM.
CknazblBaeTcs cuMTyaLms, Npy KOTOPOW TEKCT 3BYYMNT
OPUTrMHaNbHbIN aBTOPCKUNA, @ UCMONHUTENbCKNE
W CLleHVYecKne MeTo/bl ero NoAaun oCTatoTCs Npex-
HWe, CIOXMBLUMECA NPW UCMOAHEHWUW PefaKTOPCKOW
BEpPCUM B MOCTPEBOHOLMOHHOE BPEMA.

CpaBHeHMe NPUBOAMNT K MbIC/IM O PaA3HbIX NMYTAX
npeojoseHNs CMyTbl, aKLLeHTUPOBaHHbIX aBTOPOM
N pefakTopoM. VI3BECTHO, YTO COCTOSIHME PYCCKOro
obLwecTBa B CMyTHble BPEMEHa OTeYeCTBEHHOM
ncropmmn obbeanHsaeT obe HapoaHble Apambl — 3TO OC-
HOBHasi Nnpobaema cosepiKaHus, KOTopas BOJAHOBaA
KOMMO3UTOpPa «U3 hpowiaio2o 8 Hacmosujee». IMeHHo
3TW npoueccol, owyuiaemble M.I1. Mycoprckum
B COBPEMEHHOM eMy ObLLEeCTBE, MOCYXUN Bbl-
6opy TeMbl B 06enx OMnepHbIX COUNMHEHUAX —
«bopuc FfogyHoB» n «XoBaHwmnHa». M.M. My-
COPrcKkui okasacst npas, YBUAEB B OTHOCUTE/b-
HOM BHELLHEM CMOKOMNCTBUN COOTEYECTBEHHNKOB
BHYTPeHHIo Bypto. BCMOMHMM, 4TO KOMNO3UTOP

BCEro Ha Heaento nepexunn youicTeo HapoA0BOIb-
uamu nmnepatopa AnekcaHapa Il Ocsobogutens.
MNMoka3aTb cMepTeNbHO OnacHoe CMyLLieHWe obLLecTBa
1 yKa3aTb NyTb NPEOA0EHNSA CMYTbI, MyTb CNaceHms
OTteuectBa 6bIIM NpU3BaHbl HaPOAHbIE ApPaMbl.
W BOT 34€Cb BO3HMKaET pacxoXAeHne B aBTOPCKOM
N pefakTOPCKOM OTBETEe Ha rNaBHbIA BONPOC —
«8 yeM Pycu cnaceHbe u 8 yem ee nozubesb?» [4].
He Bk/atouvas B NMOPeETTO HMYEro HOBOTO, pesak-
TOp yAanua U3 Mmatepuana HapoAHbIX ApaM HEKOTO-
pble NpoCcTpaHHble GparMeHTbl, OTCYTCTBUE KOTOPbIX
NNLWKMNO NPOU3BEZAEHNE NMOJHOTbI CMbICAA, N KOH-
uenuuns oTBeTa Ha BaXXHeNLWNi BONPOC BOJbHO
WM HEBOJIBHO MepeLLna U3 BeeHNa XPUCTUAHCKOro,
€BaHresIbCcKoro, Kak 370 6b110 Y aBTOpPa, B UCKOMYHO
B XX BeKe NNOCKOCTb PEBOAHOLMOHHYHO.

«HACTOSLUAS MMPABAA»?

O TOM, UTO «HOBbIE Hepera» TBOpPYECTBA KOMMO-
3uTopa NpuHagnexaT UMeHHO «3emse 06emosaH-
Holi», a He obeLlaHHOMY peBOJIOLNEN «caemIoMy
6yOdywemy», CBUAETENbCTBYET HE TO/IbKO CMbIC/IOBOE
cofiep>kaHne HapOoAHbIX ApaM, HO U 3MUCTONAPHOE
Haceane M.I1. Mycoprckoro — nucbma K Apy3bam,
B KOTOPbIX 06pa3 MbIC/IEN KOMMO3MTOPa 1 €ro NMOHM-
MaHuWe UCKYCCTBa NpeacTatoT rnyboko BepoLLeHTpUY-
HbIMK. CamMo cob0to BO3HMKAET CpaBHeHMe ¢ «BbIb-
PaHHBIMW MecTaMWn 13 Nepenmnckn ¢ Apy3baMmn»
H.B. Torons, kotopble 6b1an onyb6AnKoBaHbl Nuca-
TeNemM paBHO3HAUYHO €ro XyA0>XeCTBEHHbIM Npo-
nssegeHunam. Norosb, kak 1 Mycoprckuin ewe npu
SKMU3HW BblN «Ha3Ha4YeH» PeBOJIIOLMOHEPOM pYyC-
CKOM AnTepaTypbl, a TBOPUYECTBO €ro MHTepnpeTu-
poBaHO Kak «becnollasHas OTKPOBEHHOCTb» [1].
CornacuTbCa € TakMM B3rAS40M HEBO3MOXHO, MO-
TOMY UTO [N1aBHbIM ABUraTenemM AesTesIbHOCTU Nuca-
Tens H6bI10 XKenaHne NOCAYXMTb YNTATENHO JyXOBHO,
HanpaBWTb €ro Ha NyTb €BaHreIbCKUIA, Ha KOTOPOM
OXWAaHWe peBM3opa — PaBHO3HAYHO OXWMAAHUIO
BTOPOro NpWLLECTBUSA, a NOBEAEHNE AeNCTBYHOLLMX
VL, KOMEAMW — He MEeCTeYKOBbINM, a obleHapos-
HbI, ecin He obleyenoBeYeCckMin anoKaamncuc.
CornacuTbcs C PEBOJIFOLMOHHONM MHTEpRpeTaLmen
TBOpUecTBa M.I1. Mycoprckoro Takxe Heneno, no-
TOMY UTO r1aBHbIM ABUraTeseM «UCCAesOBaHNN»
koMmno3utopa 6bina «<Hacmoawas npasda» n yecT-

2. «Bbauskme Xu3HM 1 NtOAAM, HO Aanekune TPeCcKyUYMM Tupagam o
npase, cBo60Ae, NPOTECTE, MAHEM XWU3HU CMENO B rnasa. 70
HaZ0 NOTOMY, YTO HaZO rOBOPUTL JIOAAM MpaBAy, He Tpec-
Ky4yto, a HacToALLyto npaegy» [5]

HOCTb AlyXOBHOW XW3HUW NPOTUB «mpeckyyell npas-
Obi» W BbIrOAbl PEBONIOLIMOHHBIX BMeLLaTeNbCTB.
BCNOMHWMM HEKOTOpbIE, B TOM YMCAE LUMPOKO U3-
BecTHble Bbicka3biBaHMA M.I1. Mycoprckoro. Ctpe-
MACb K MPaBANBOMY OTPa>KeHMUo XU3HU, Mogect
MeTpoBMY, NO ero cobCTBEHHbIM CNOBaM, NOrpy-
3UACA B «U3yyeHUe MoHYaliux 4epm npupodsi
yesi08eKa U Yesogedeckux macc, Ymobol KOpMUMe
uMu 4Yesnogeyecmeo, kak 30opoaeiM 611000m>» [5].
B pe3ynbTate KOMMNO3MTOP OOHAPYXMA He TONbKO
MOBEPXHOCTHBIN MJACT MHCTUHKTOB, 3MOLMIA U Npo-
ABNEHUWA NCUXMKN YeNoBeKa, Kak 06 3TOM MPUHATO ro-
BOPUTb B CBA3W C XapaKTePUCTUUHOCTbIO MEPCOHaXEN
M.M. Mycoprckoro, HO BbISIBUA TNyOUHHbIE, Ael-
CTBUTE/IbHO «TOHYaWLIMe» 3aKOHbl — HPaBCTBEHHbIE
N fyXOBHbIE, NO3BOJIAIOLLME FOBOPUTb O JIUYHOCTH,
O MMPOBO33pPeHNMN, O Be4HOCTU. B aTom Mogect
MeTpoBnyY coBnan He ¢ nckaHnamm ¢unnocodos,
NMCUXONOTrOB N NOCTaB/JEHHbIM Ha BHELLEPKOBHOE
OCHOBaHWe BMeLlaTeIbCTBOM PEBOJIFOLMOHEPOB,
a c cosep>kaHmemM cobopHoro anocronbckoro EsaH-
rennsd. Tak >e Kak ero Bbljatolinmecs cooTeve-
CTBEHHUKMN — nucatenu, KOMMO3nTOpPbl, XYAOXKHNKN
XIX Beka M.M. Mycoprckuii nckan o6bacHeHWe BHELL-
Hero nopsAka XXU3HW Yepes BHYTPEHHEE COCTOsAHME
yenoBeKa M onupanca B 3ToM Ha [1paBocnaBHyto
JYXOBHYIO TPaAULIMIO, KOTOPYHO XOPOLLO 3Han 1 KOTO-
PO pyKOBOACTBOBA/CA B COOCTBEHHOW XM3HMW.
OfHUM 13 TNaBHbIX NoKasaTtenert GopMMpPoBaHUs
JIMYHOCTM MAW, Kak 06 3TOM rOBOPUTCA B TONKOBAHM-
X CBATbIX OTLLOB, F1aBHbIM CBUAETENbCTBOM «Npad-
8U/IbHOU OyX08HOU XU3HU» ABASAETCSA HENpPEPbIBHAS
6opbba c rpexom. Kaxaas cTpaHuLa nMcem KOMMosu-
TOpa OTCbINAET K TaKOMY €ro CTpEMEHNIO: «f yesio-
gek, U MHe docmynHel 8ce Yesiogedeckue 2adocmu,
Kak u Hekomopsle xopouiue CMopoHbl Yesoeeye-
cKue, mosibko dali 80/10 CMPACMsAM, Kak 2080pUMCS.
He dasan e s3mom omHowieHuUU u He dam, NoKa cus
xeamum...» [5, 72]. Kakas npoctas n TouHas xapak-
TepUCTUKa «nNpasuibHoli Oyxo8HOU XU3HU», KOTOpas
3aK/NOYaeTCAa MMEHHO B MPOTUBOCTOSHUW «CMpa-
cmam, <...> noka cusi xeamums»! IHeIMy cnoBamu,
6e3 noctosiHHOW 6opbbbl U Nobes Hag 310M B CAMOM
cebe HEBO3MOXHa XWU3Hb XPUCTUAHWHA, HecyLas
cnaceHue eMy caMmoMy, ero 6MXKXHEMY OKPY>XEHUIO
W, TNaBHOE, B KOHTEKCTE NOAHATOW npobaembl, OTte-
YecTBY — rocCyzapcTBy, KOTOpOe CkanajbliBaeTca
13 XKN3HEN TaKMX e XPUCTMaH, Kak caMm KOMMNO3MTOp

3. «Cytb EBaHrenvs B ToM, 4TO OHO ObpallaeT BHMMaHMWe
KO BHYTPEHHEMY COCTOSIHMIO AyLUW, KOTOPOE W onpegenset
JNNYHOCTb Yenoseyeckyto» [9]
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n ero coBpemMeHHuKN. Takum obpa3om, o BHUMa-
Te/IbHOM JyXOBHOM OTHOLeHnn Mogecta lNeTpoBu-
ya K COHBCTBEHHOM XMW3HW U TBOPYECTBY U3BECTHO
13 ero NMcem, TOMy MOXHO NPUBECTU ellle Hemaso
npuMepoB. Ho obHapyxwua au M.MN. Mycoprckuia
CTpeMeHne K «npasuioHol Oyx08HOU XU3HU»
B «TOHYAWLLNX YepTax» COBPEMEHHOrO eMy obLue-
CTBa, KOTOPOE BO MHOXECTBE NINL, NPeACTaBleHO
B HapOZAHbIX ApamMax «U3 npoulio2o 8 Hacmosujee»?

Bo «ecem MHo2006pasuu gpopm u 8UA08 XKU3HU»,
KOTOpble NHTEPECOBAIN KOMMNO3UTOPA, FeHNabHbIN
nccnesoBaTteNb AeNCTBUTEbHO 3aMETU U BbiBEN
Ha BceobLee cueHnyeckoe obo3peHne 6opbby
«noka cun xeamum». Ho Tonbko 6opbba okazanacb
MCKaXKeHa TeM, UTO BblIHECEHa 3a Npesebl BHYTPEH-
Hel XM3HW YenoBeka W NpeBpaLleHa, Kak nokasan
3putenam M.M. Mycoprckuid, 3 60pbbbl ¢ cobCT-
BEHHbIMW CTPACTAMU B 60OPbOY C BAMKHUMM U lWnpe —
CO BCEM rOCYAapCTBEHHbBIM YCTPOMCTBOM XXU3HM.
OTKpbITWE, CBA3AHHOE C MOBPEXAEHNEM «MPUPO-
Abl YeNoBeEKa», C UCKaXKEHNEM AYXOBHOW XM3HM yKe
6b110 cAenaHO B PyCCKOM MYy3blKaJlbHOM TeaTpe
4o M.M. Mycoprckoro M.W. TannHkor n A.C. Japro-
MbIXKCKUM. HO HennuenpuaTHas xapaktepuctuka
MepcoHaXxen B NPON3BeAeHMsX NPesLLeCcTBEHHNKOB
Mogaecrta NeTpoBunya aBasnacb UCkAOUeHeM Ha ¢o-
He OCTafbHbIX AENCTBYIOLMX ANL, U, ChefoBaTe lb-
HO, He Hecna yrpo3bl rocygapcteeHHon. M.M. My-
COPrCKN MNOKa3bIBAET HapyLUEHNE JYXOBHOM XXMN3HM
BO BCex 6e3 NCKIUeHMs nepcoHa)ax B obeunx Ha-
POAHbIX Apamax, MOXeT ObITb, MO3TOMY OHU W Ha3bl-
BarOTCA «HapoAHbIMU»! Takoe «paclimpeHue» aBns-
€TCA YHWKaNbHbIM, HUKTO B PYCCKOW omnepe — HU 40
M.T1. Mycoprckoro, H1 nocne — ero He gocturan.
B «bopuce lNogyHoBe» 1 «XoBaHLMHE» peyb naet
He CTONIbKO O «CMyme pycckoli», Kak HaLMOHaNbHOM
npobaemMe, CKONbKO 06 anokaaMnTUYeckor nospe-
>XKAEHHOCTWN rpexoM, Kak npobiemMe obuieyenoBe-
yeckor. MacwTab 0606LeHns yka3biBaeT NOBOJ,
«CMymsbl Ha 2ocydapcmee» — UCKaXKeHne AyXOBHOWM
XM3HW BO BCEX YYaCTHMKaX AeCTBUS 1, BMECTe C TEM,
0b6Hapy>KMBaAET MPUUMHY TaKOro COCTOSIHWSA BCErO Ye-
noseyectBa. KTo Hayuun ntogein 60poTbcs NpoTuB
611>KHEro BMeCTo TOro, Utobbl 6amXKHero ntobuTb?

«[MPAPOAUNTE/IbCKU TPEX»*

TonkosaTenn CBALLLEHHOTO NUCAHNUA 06 BACHAOT,
UTO HEOBXOAMMOCTb AEACTBEHHON BOPbL6LI He Oblna

4. «3Ta "HOBM3HA" CTapa, Kak NPapOANTENbCKUIA rpex» [5]
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npucyLa YenoBeky U3HavanbHo. «/1todu beliu co3-
daHel 019 dyxosHo20 0bweHus ¢ bozom, — paccka-
3biBaeT 6orocnoB A.N. Ocunos, — Tak u XXuau Hawu
npapodumenu e Paro — 6ecedoli c Coz0amesnem,
a He msxxesieiM mpydom U HenpemeHHOU 8HympeH-
Heli 6opbboli» [8]. Moka He coBepLIUAM MO Hayuye-
HWIO MajLlero aHresna npeaatenbcTso. [leno He B TOM,
uTO OAMH 3a Apyrum EBa 1 Agam oTKywwanu HeBeso-
Moro 167104Ka, a B TOM, 4YTO 370 66110 HenocayLua-
Hue bory, KoTopbIli npocun He ecTb Nioga ¢ 3TOro
AEepeBa, a NUTaTbCsA APYron Henccskaemor B Paii-
CKOM Cafy NuLLelr, B TOM YNCIEe U MaHHOM, KOTO-
pasi caMa cxoAmuna c Heba B NPOTAHYTYHO NlafOHb.
MocnywaHwne bory noam 3aMmeHnAM Ha nocny-
WwaHue Bpary boxuto, KOTopoe ¢ Tex cambIxX Nop
CTaNo KaMHEeM NMpPeTKHOBEHMSA B CyAbbe uenoBevect-
Ba. bOroc/s10Bbl Ha3bIBaOT 3TO «MNEPBOPOAHBIM rpe-
XOM». «Bo3spauyeHue k bo2y ¢ 3mozo camozo speme-
HU U cmano usmepsamecs Heobxooumocmero 60psbbl
co 3/10M 8 camom cebe, — npogonxaet Anekcem
Wnbny, —komopas ogpopmunace 8 0CHO8HOU 3aKOH
OyXx08HOU XU3HU U32HAHHO20 U3 Pas u 8biHyX0eH-
H020 msaxesno pabomame 015 N000epXaHUSA XU3HU
yesiogeka» [8]. BOoT KTo HaBen Ha nckaxkxeHue 3a-
aymaHHol Co3pateneM cyAbbbl YenoBevecTBa —
JIyKaBblI.

VimeHwn ero M.M. Mycoprckunin He Ha3blBaeT nps-
MO, KaK 3TO aenaeT, Hanpumep, W. F'ete n Bcaea
3a Hum L. T'yHo B kynneTax Meducrtodens ns one-
pbl «PaycT». Ho BepHbI NpaBge xun3Hu MogecTt
MeTpoBMY cMMBOAMYECKM 0HBO3HaUYaeT NPOUCXO-
Adllee «6aboli cnaemHel». JeNCcTBUTENBbHO, YacTo
2N IFOAN BCTPEYAOTCA BOOUWMIO C «Npassaujum 6an
camaxoli» AW Yalle BCe Xe UCMbITbIBatOT Ha cebe
3710, TBOPMMOE 6MXKXHMMN? CNNETHA 1 eCTb 06MaH,
JIOXb, Henpaeza, NykaBCTBO. borocioBbl HasbiBaOT
«gz2He30usleecs» B NPUPOAY YenoBeka NoToka-
HWe NYKaBCTBY «UCKyWeHUeM» UIN «npesbujeHuem».
M.M. Mycoprcknii, NOBTOpWM, Ha3Baja 3TO MNO-
HapOAHOMY METKO «CMNeTHel», KOTopas «KasHuUm
8ecb pod io0ckoli». TBOPUECKMI MOABUT KOMMO3MTOpPa
3aK/IH0YaeTCs B TOM, UTO OH MPaBAMBO U HeccTpaLliHo
yKazan NpUYMHY CMYyTbl B «4e/IOBEKE U YenoBeye-
CKMX Maccax». JlykaBbIi TEM W CUJIEH, YTO HEBUANUM
1 NOTOMY Kak Hbl camo cob0oto CTankmBaeT Ntogen
B 6opbbe Apyr ¢ Apyrom. bbiTb 06HapoAOBaHHbIM,
Y3HaHHbIM, pa3cekpeyYeHHbIM — A/l HEro NepBbIN
war K noTepe BJacTu Haj yesoBekoM. HaBepHoe,
MO3TOMY TaK C/IOXKHO CKJajblBaeTcs TBOpYeckas
cyabba KOMMO3nTOpa B «MUpe cem», YTO OH OTKPbI-
TO NpeAyNPeXAaeT: «MOJbKO CnjiemHe NOKJIO0HUCS,

oM yMa Mbl OMKAXUCk, CNJIeMHS 8ce 88epx OHOM nNocma-
8um, U npocaasaeHHslx beccragum <...> 6olimece,
6otimece, Mos00ysl, 6abel cniemuu 3100-npe3od,
Umo kaszHum gece pod atdckol...» [4] — noroT
CTpenbubl B «XOBaHLUMHE».

M.M. Mycoprckunin He TONbKO yKasan Ha Npuyn-
HY CMYTbI, HO Y/10BWU OCOBEHHOCTb COBPEMEHHO
eMy dopmbl nykaectBa. C Havana BpeMeH naawni
aHren nsowpsetca B obmaHe yenoevectBa. CMyT-
Hble BpEMEHa PYCcCKOM NUCTOPUN OTANYANNCh TeM,
YTO NFOAM COBEPLUANN 310 NPOTUB BAMXKHErO, BNAOTbL
5,0 yBuincTBa, HO NPY 3TOM YBEPEHHO cuMTanu cebs
npasocnaBHbIMU. O6paTM BHMMaHWe, BCe Nepco-
HaXu B 06enx HapoAHbIX Apamax roBopsT o cebe,
Kak O NpaBOCAaBHbIX, TO €CTb O NIOAAX, BEAYLLNX
«NpaguieHyro OyX08HYH XKU3Hb».

«[lomomy u npousowna pesosroyus, — pac-
Cy>KAaeT Haw coBpeMeHHUK 0. KoHcTaHTuH Kambl-
LWaHoB, — NOMOMYy 4Ymo cqyumanu cebsa cmpaHol
Xpucma, <...> a Xuau kak nociedHue ¢eodassl
u paber» [12]. Kak xe yaaetcs KOMNO3UTOPY Noka3aTb
CMNETHIO B YesloBeKe, NPOoABAAIOLLEM ceba B fenax
37104€eeM, a Ha CioBax NpeacTarowm aHrenom? Cea-
Tble OTLbl Ha3bIBaOT MaBHbIM NMPW3HAKOM BepytoLLie-
ro yenoseka — mMoautay. M.MN. Mycoprckuii kaxaoro
yyacTHWKa AeNCTBMA B 0BenX ApamMax NMoABOAMNT K He-
06X04MMOCTN MONINTLCSA, U OKa3blBaeTcs, UTo 60/b-
LUIMHCTBO NepCOoHaXel He yMeroT 3TOro Aenatb MK UC-
KaxkatoT obuieHme ¢ borom. A ecnv HET MOANTBBI, TO
Kto >xe nomoxeT B 6opbbe ¢ «ybuliyeli om Haya-
210, /HKeYoM u omyom ku»? CaMoCTOATENbHO Yeno-
Bek nobeantb He moxeT. Ecin He obpaTtutbes
3a nomolbto K CnacuTento, rmbenb HEMUHyeMa —
Ha 3TO M paccuYnTbIBaeT NyKaBbll, YCbINAASR Yeno-
BeKa yBepeHHOCTbIO B COHCTBEHHOM NpPaBoOCNaBUn
npw 6e3aencTBmnm BO BHyTpeHHel 6opbbe co 310M.
C Takol cnieTHel o camux cebe He CnpaBAALOTCA
BCE YYaCTHUKM JeNCTBUA B 0Benx HapoaHbIX Apa-
Max, MoTOMY W 3By4yaT npowmnssegeHunsa M.I1. Mycopr-
CKOTO amnoKaanmnTuyecku.

«IMOPbIB 13 OB/IACTU [PEXA»>

TonbKO ABOMX MepPCOHaXxen nokasbiBaeT Mogect
MeTpoBuY B «nopeige u3z obaacmu epexa», nocne
KOTOPOro «W BCE NMpoYee UAET yXXe XOTs He bec-
TPYAHO, HO He Be3ycnelwHo» [16]. B nepBon onepe

5. «DT0 ecTb NepBbIWA, FaBHbIV U HETOYHBI MOPbIB U3 06AaCTY
rpexa. lMocne Hero 1 Bce Npouee MAET yxe XoTa He becTpya-
HO, HO He Be3ycrielliHO. YenoBek CTan yxe TBEPAOH HOroH
Ha 3emato 06eToBaHHy» [17]

3TO OCBELLEHHbIN LLepKOBHbIM TaUHCTBOM BEHUaHWs
Ha uapcteo bopuc NoayHoB. Bo BTopoin — npocee-
LLleHHble MaJol LEepPKOBbIO — CeMben (2 MMEHHO,
XeHaMu) CcTpenblbl. B napTum aTmx nepcoHaxem
HamMe4eHO BO3BpaLLeHue K «npasuibHol dyxoeHol
JKU3HU» Yepe3 cMupeHme n Moantey. CMupeHme —
B OCO3HaHWN COBCTBEHHON rpexoBHOCTU. MoauT-
Ba — B UctoBoM obpalieHun k bory Cnacutento.
B NlectBmue npen. MloaHHa, nrymeHa CuHamcko-
ro MoHactbips (cep. VIl Beka) MMEHHO cMUpeHHe
N MOANTBA Ha3BaHbl Ha4yasoOM cnaceHus. BaxHo,
4YTO Ha 3TOT NyTb repon M.I1. Mycoprckoro cTa-
HOBATCA He caMy cobol, HO BOXECTBEHHBIM MpPU-
KOCHOBeHMeM yepes 60Abluyto 1 Manyto LlepkoBb.
MpuHagnexHocTb K LlepkBn — He HOMWHanbHasg,
|a peanbHas, AeCTBEHHAs OKa3bIBAETCH raBHbIM YCI0-
BMEM CMaceHUst OT CMYTbl B €BaHIeNbCKOM KOHLeMNLum
M.IM. Mycoprckoro. Llapctso bopwuca Hanpamyto css-
3aHO ¢ bnarogaTbto LlepkBu: repoin He noasaseT-
CA Ha CLieHe A0 Tex Mop, MOKa He NPUMeT TanHCTBO
BEHYaHWA Ha LapcTBo. besble Kpbiaba aHrena, KoTo-
pble B HeAaBHeW nocTaHoBke «bopuca MogyHoBa»
ObIIM NpuaenaeHbl pexmnccepom K obpasy HOpo-
AVBOro®, Ha caMom fese, B COrnacum C aBTOPCKOM
Apamatypruel, npuHagnexat bopucy. MpuHsae baa-
roc/0BeHne Ha BnacTb, bopuc npmHnmaet 6oxe-
CTBEHHOE COMpPOBOXAEHWNE, KOTOPOE NPUBOAUT €ro
K NMoKasHWUIo 1, 6onee TOro, K My4YeHN4eCcKon KOH-
ymHe. HeceHue L@apcKoro BeHLa, Kak My4eHn4yecKo-
ro — yameutesnbHoe npospeHune M.1. Mycoprckoro
«13 npowis1020 8 Hacmosuwee» n byayluee.

MapTnsa bopuca HaunHaeTcs € ocBeLleHns baaro-
JaTblo B TaMHCTBe, coBepaemom Llepkosebto. [NapTua
CTPEeNbLOB 3akaHYMBaETC BOXXeCTBEHHbIM NMPUKOC-
HoBeHMeM, koTopoe M.IM. Mycoprcknii — pageTtenb
>KM3HEHHOW NpaBgabl 0bnekaeT B opMy SMOLMOHaNb-
HOrO OTUUTbIBAHUSA XXEHAMWN CBOUX MYXel CTPesb-
uoB. VIMeHHO cemba — Manas LEepKOBb YAep>K1BaeT
CTpeNbLOB OT rmbenu, rpossLLen UM OTTOro, YTo
«He gedarom, 4mo meopsAm». XeHbl NPAMO yKa3blBa-
FOT MY>KbAIM, KTO OHU TakKune 1 YTo AenatoT. B pesynbra-
Te CTpe/ibLibl MPO3PEBALOT He TOJIbKO B CBOMX rpexax,
HO 0006LLatoT B CBOEW, Ha NEPBbLIN B3rsS, LWYTOUHON
MecHe o crnneTHe, AesHWSA BCEX MepPCOHaXxen ApaMbl,
OLeHMBasA X Kak NpecTynHble u Tpebytolwme cyaa:
«CniemHuy, cnnemHukos — Ha cyd!». CtpeneLkas
necHs, KOTOPYH peAakTop NocyYmMTan BO3MOXHbIM
yAanuTb U3 NOCAeA0BaHNA HaPOAHOMW ApaMbl, Ha-
UMHaeTCcA Kak jpa3Huika, obpalleHHas K XeHam.

6. URL: https://video.orpheus.ru/videos/mtFsh5ZzhgoR (sata
obpatueHunsn 6.02.2024)
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Ho uem panblie, Tem 60nee cepbe3HbIM CTaHOBUT-
Csl ee cogepxKaHue. ITa NecHs He HasuaaTesbHo,
Mo-CyLLEeCTBY CBUAETENLCTBYET O CMUpeHMn. Kak cka-
3aHo y cBT. PeodaHa 3aTBOpHMKaA: «brazodame
pacwiesenuna dyx, <...> Yes08eK ACHO co3Haem, Ymo bbi1
npesbwjaem u ygaekaem npuspakamu Ha nazyby cebe,
U omepawyaemca om Hux, KGKk om 8pazos, nepe-
X004 xenaHuem u uzbpaHuem HaG NPoOMUBONOJI0XK-
Hell UM nyme 3anoeedeli u 6o2oyzox0eHus. <...>
u 8 dyxe npou3HOCUMCA pewieHue: «pex coxpaHume,
3akoH Teol, locnodu» [16]. 3TUM TOAKOBaHMEM MOX-
HO 6bIJI0 MPAMO «MEPEBECTU» COAEPXKAHME MECHM,
ecnv 6bl He «omepaweHue om nazybsi». V13bpaHue
«nymu 6020y20xx0eHuUs» HacTynaeT He cpasy, a nocae
TOrO, KaK CTpesibLibl HPOLLEHbI CBOUM 3eMHbIM «6amb-
Koli» N oCTaBNeHbl OAUH Ha OAWH C COHBCTBEH-
HBbIMWU «naz2ybHeiMU npu3pakamu». TONbKO TorAa
«B lyxe MPOU3HOCUTCS peLleHre» — 3TO MOJINTBA
BCEro CTpeneLKoro obLecTBa C XXeHamu 1 AeTbMuy,
KoTopas fABASETCA OTKPOBEHWEM HapPOAHON ApaMbl
«XOBaHLLNHa».

«TPECKYYAS MMPABAA»’

B peBOAHOLMOHHON KOHLEMNLUN NPOLLAOro CTO-
NeTus, MPUHATON B UCMOJHEHUN HAPOAHbIX ApamM
M.M. Mycoprckoro B pegakuyuun H.A. Pumckoro-
KopcakoBa, kputepuem foBepusi TOMy AN MHOMY
MepCoHaXxy ABAAETCA He HapyLUIeHHas Uaun, Hanpo-
TVB, NOCTaBNEHHAs Ha NyTb BOCCTAHOB/IEHWA AYXOB-
Has XW3Hb, a COC/IOBHOE MOJIOXXEHWE — @ UMEHHO,
Hu3Lwee. BoxXaaMu Ha NyTW peBONOLMOHHOTO Npeo-
[ONEHUNA CMYTbl B PeaKTOPCKOM BEPCUM CTAHOBATCA
[Ba MHbIX, YeM B aBTOPCKOM BapuaHTe, MepcoHaxa.
B onepe «bopuc NogyHoB» — 3TO ropoxaHe v bpo-
AArY, KOTOpble CUMTAOT cebs C «npasocaasHsIM
sto0om»®, B TO BpeMSs, Kak U Te, N Apyrue norte-
PANV BCAKOE PacCy>XAeHne 1 NojAaroTca MaHumny-
NAUUAM A0 TAaKOW CTEMEHW, YTO O4HWN N3buparoT
Ha LLapcTBO «Llapeybuiuy», B 4pyrne roToBbl 3a-
KOHHOrO Lapsa youtb: «bopucy cmeptb!» — kpnuat
HacTpoeHHble NpejaTenamu Bapanamom n Mucan-
nom 6pogasarn. B «XoBaHLWMHe» — 3TO yweawunii
«B Hapog» 6bIBLWINA KHA3b Mblweukunin Jocnden,
KOTOpPbIN cunTaeT cebs «cnacumenem mMupa», Ho
npwv 3ToM ybuBaeT ntoseit 6obLue, YeM BCe OCTaslb-
Hble yYaCTHUKKN aeicTBmA. Kak MOro cayyumnTbes,
UTO MMEHHO 3TV NePCOHaXHM B PesakTOPCKOM BEPCMM
OKa3zanucb BeAyLMMmM «KO ClaceHnto»? 3To npou-

7. Cm. cHocky [3]
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30Wn0 6rarofapsa NCKYCCTBEHHOMY «yJ1yYUIeHU0»
06pa3oB, KOTOPOe CTano BO3MOXHO MpW COOTBET-
CTBYHOLUMX KyMtopax B IMbpeTTo. Pegaktop yaanumn
MMeHHO Te ¢pparMeHTbl, B KOTOPbIX Ha3BaHHbIe Nnep-
COHaXu NpeACTaBAeHbl C XyALLei CTOPOHbI. Hanpw-
Mmep, B nposiore onepsbl «bopuc logyHoB» OTCyTCTBYET
BaXKHOe aBTOPCKOe MOBTOPEHMWE 3NN304a, CBA3AH-
Horo c 6e3paccysCTBOM Hapoja — CMMBOJIOM 3TOTO
COCTOSIHWA BbICTYNaeT NpecioByTbii MuTioxa. B nep-
BOM JeMCTBUMN «XOBaHLLMHbI» XapakTepucTmka npum-
LLIOrO MOCKOBCKOTO /1t0Ja INLLAETCA HanopuCToro
3aNu3oja npeciesoBaHuUs, B KOTOPOM JOAN rOTOBbI
pacTep3aTb nogbsayero. Hanbonee apkoe kynuposa-
HWe, cBA3aHHOe ¢ 0bpa3som Jocndes — To, rae «cmu-
PEeHHbIV pab boxni», He CMyLLLAACh, KNUUTCA BAa-
CTbtO HapasHe ¢ XoBaHCKUM 1 [oanuymHbiM. U ap.
YnyJlweHve ofHMX NEPCOHaXen 3aKOHOMEPHO
NPUBOAUT K YXYALIEHUIO APYruX, Hanpumep, oTme-
yYeHHbIX M.I1. Mycoprckum bopuca n ctpenbuos.
Tak, BMeCTO 06LLeyes0BEYECKON «CMIETHW», KOTOpas
TpebyeT 0bLLeHeNOBEYECKOrO NPEOAONEHNA, BO3-
MO>HOrO TOIbKO € MomMoLyblo Cnacutens, B pesak-
TOPCKOM BEPCUN aKLLEHTVMPYETCA COCNIOBHOE peLleHmne
nNpo6emMbl, KOTOPOE B PEBOJIFOLLMOHHON TEPMUHO-
JIOTUM UMEHYETCs «KaCCOBOWM BpaxAon» un BeaeT
He MHaue, KakK K «yCmpaHeHUr 3KCnJayamamopos
8 sude yepksu u 2ocydapcmea». M.IN. Mycoprckunia
npeAynpexgan o Takoro poAa OTHOLUEHWUN K «Xy-
doxecmeeHHOU npasde», yTBEPXAAS, UTO «NOKA3bI-
8ame n1100sim todeli y4duue, Yem OHU ecme» — NyTb
He KO CMaceHuto, HO K ellle bonbLueit cmyTe. Kommo-
3UTOP Aaxke Halles onpejeneHve TakoMy nckaxe-
HWIO AENCTBUTENBHOCTM U Ha3blBaa €€ «TPecKy4ewn
npaBAon» NPoTuB «HacmoAuwjel npagdel». Tako-
ro pofa «knaccoBbli» B3rs4, KOHEUHO, He Bbin
BHeceH Hukonaem AHgpeeBnyeM 6e3no0UBEHHO,
HO B OnpeAeseHHON CTeNeHn OH NPOMNMUcaH caMmmm
aBTOPOM, YOBUBLUMNM €r0 B AeNCTBUTENbHOCTW. Pe-
[,aKTOp COKpaLLlleHVeM TeKCTa AMBbPeTTO NLLb BONbHO
WAN HEBOJIbHO OyCcMAWA TeMy. Y aBTopa TakxXe OT-
METMM COC/IOBHOE CofepXKaHNe B CaMmUX Ha3BaHMAX
onep. CknaAblBaeTCs BreyatneHne, 4T KOMMO3UTOP
3aZlyMblBan HapOAHble Apambl, Kak nocaesoBaTeNb-
HbI/ COCNOBHBIN CMOTP OBLLECTBa, Xenas HaBepHsKa
pa3obpaTbCs B TOM, «KTO BUHOBAT» U «4TO Jenatb».
HanomHMM, UTO M3BECTHbI TPU HapOAHbIE ApaMmbl
Mogecra Metposunya: «bopumc [ogyHOB», «XOBaHLMHa»
n «[yrayeBLlumHa»®8. Ha nepBbI B3rasg, B Ha3BaHWAX
onep o4YeBUAHbIM NPEACTaBASETCA UHTEPEC K pas-

8. Tepsble ABe onepsbl, Kak N3BECTHO, ObIN NOJHOCTHIO OKOH-
YeHbl KOMMO3UTOPOM B knaeupe, «bopuc fogyHoB» opke-

HbIM YPOBHSAM >XW3HU: BbiCLIEMY — LLAPCKOMY
B «bopuce NogyHoBe», cpesgHeMy — 60SPCKO-KHSA-
KEeCKOMY B «XOBaHLLUMHE», K HU3LLIeMY — MPOCTO-
Hapoauto — B npeznonaraBllencs «yrayesLinHe».
Ho npw 6anxaiwem paccMOTPEHUM BONPOC O Npu-
UnMHax «cMymel pycckoli 0a 6e3Haqanus» [3], koTo-
pbI 06bEAMHAET BCE CHOXKETbI, BbIXOAMUT 3a Npesesbl
COCNIOBHOTO 06bsicHeHUs. Bce nepcoHaxun B 0benx
HapOAHbIX Apamax, MOBTOPUM 3TO eLle pas, obbean-
HeHbl OOLLMM COCTOSIHMEM — OHW BoproTCs C 6AMXK-
HeM Jaxe A0 ybuiicTBa NociefHero BMecTo Toro,
YTOObI BbIMONHATL CBOW XPUCTUAHCKUIA AOAT, NPO-
ABNAA N060Bb: HosApe 1 KHA3bS MO CBOEMY MpU3Ba-
HUIO — NoAjep>XMBas Lapsa 1 3aboTacb 0 Hapoae;
HapoZ No cOBOPHOMY PacCy>KAEHUIO — KPeCTbsAH-
CTBYS U BbINOJIHAS peMec/eHHble U apyrue pabo-
Tbl; BOVHbI — 3alUWLLAA CBOO CTpPaHy OT BParos.
M.M. Mycoprckuii B kax Aol HOBOW apame 6yaTo bbl
npoBepsieT cebs — «He Moxem 6bims, YMobs! A 6bi
80 8cem Henpas, He Moxem 6bime» [5]. HapoaHu-
yeckas «[lyrayeBLynHa», No BCeN BUAMMOCTY, bbina
6bl eLle OAHOW reHNanbHOM Bapualmeln Ha TeMy
eBaHrenbCcKoro Bblbopa vesnoBeka, nNpeaynpexse-
HMEM U NPOPOYECTBOM O NMOCNEACTBMAX BOroOTCTY M-
HuuyecTBa. Kakol LieneycTtpeMaeHHbI CMbICIOBOM
MOHOTEeMaTV3M B onepHbIX MacluTabax!

Ecnum Tonbko npeactaBuTb cebe cLieHbl 0beunx
ApaMm, Kak Yepesy BapuaLnii Ha OLHY U Ty Xe TeMy
«nopeiga u3 obsacmu epexa», KakumMmm NMpocCTbIiM
N ACHbIM TOrja nNpeAcTaHeT BO3MYyLLaBLlee HeKo-
TOPbIX COBPEMEHHWKOB KOMMO3MTOpPa «HarpoMo-
XAeHUEe cobbITUl», «HeyMeHue dogecmu 0eso
00 KOHYa», KaKMMU CTPaHHBIMUW MOKaXyTCA U apyrve
OLEHOUHbIe CYXJEHUs, He UMEIOLLME K TBOPYECTBY
N AnyHoctn MogecTta MNeTpoBuUa HU ManelLwero
OTHoLWeHWsA. KoMno3nTop, He MOBTOPAACH B AeTansX,
pacckasbiBan OAHY U Ty XXe UCTOPUIO, MOATBEPK-
Jas NPaBUAbHOCTb BbIBpaHHOro MeToga «ucce-
dosame moH4atiwue 4epmel NpupoObl Yes08eKka
U yesogeveckux Macc, Ymobsl KOpMUMb UMU Heslo-
geyecmeo, kak 30oposeim br00om» [5]. Takum obpa-
30M, YTOObI OTbICKATb HOBbIV, EBAHI€/IbCKNIA «Oeper»
cofep>XaHunsa HapogaHbIx gpam M.T1. Mycoprckoro,
HaM — nccnefoBaTeNaM. UCMONHUTENAM, CayLla-
TensiM HeobXoAMMO, Npexae BCero, NepecTponTb
HanpaBJ/ieHne Noncka, KOTopoe A0 WX Nop 3afaBa-
JIOCb COCNOBHbIMW KaTeropuamun. Mogect lNMeTtpo-
BMY Mycoprckuii CBOMMW HapOAHbIMWU ApaMamMu
coBepllaeT HacTOAWMNIN TBOPUYECKMN NPOpPbIB

CTpOBaH. CBegeHus o nocne,a,Heﬁ - TpeTbeI‘;l Apame coxpa-
HUANCb B NUCbMax KOMMO3UTopa.

B UHYHKO — «HACMOAWYH» peanbHOCTb. Kaknumm xy-
[O>XKEeCTBEHHBIMW KaTeropmamMm oHa nmepserca?
B uem npossnset cebs «ob6eToBaHHas HOBU3HA»
onepHoro tBopyectea M.I. Mycoprckoro?
Bo-nepBbiX, KOMNO3MTOP CTaBUT BO riaBy obe-
NX HaPOAHbIX ApamM BONE3HEHHYIO «U3 NPOLI020
8 HacmosAwee» n byayliee TeMy «CMyms! Ha 20Cy-
dapcmee», OT peLLeHMs KOTOPOI BO BCe BPeMeHa
3aBucena cyabba Hawero OTtevecTBa. Bo-BTOpPBIX,
NpaBAMBO PacKpblBaeT NPUUNHY «CMYTbl PYCCKOW,
faa 6e3Hauanma», kotopaa n3 chepbl COCNOB-
HOW — 3KOHOMMWYECKOW XM3HM obLLecTBa nepe-
HocKTCS B chepy BEPOOOPa3yoLLy0 — AYXOBHYHO.
O6HuLWaHVe fyxa — BOT Kakol obLniA Ana nyTb
K rmbenn ykasbiBaet M.M. Mycoprckuin n cmeno,
XOTSl U MHOCKA3aTe/IbHO, Ha3blBaeT BUHOBHMKA MPO-
nexogsawero — «baby cniemHro», TO eCTb 3aBef0-
MYIO JIOXKb UAWN «mpecKy4yro npagdy». B-TpeTbux,
M.IM. Mycoprckuii yka3bliBaeT e AMHCTBEHHO BEPHbI
MyTb CMACEeHUs JHOAEN 1N CTPaHbl, KOTOPbIA OTKPbI-
BaeTCs He B HarHETaeMOW PEeBOJIFOLMOHHOM aTake
Ha «3KCMAyaTaTOpPOB», @ B CBETALLUMCS U3 BEYHOCTU
€BaHre/IbCKOM BO33BaHUMN K CMUPEHUIO U MOUT-
Be. «Cmsxu Oyx MUpeHU mMeICA4U CNACymcs 80Kpy2
me6s» — TaK MOXHO BblPa3nTb NOTAaEHHYH MbIC/b
komno3sutopa cinosamum npen. Cepadnma Capos-
CKOro, npotuesero 3eMHOW NyTb CTONETMEM pa-
Hee M.T1. Mycoprckoro. Lutata npocnaBaeHHoro
B /InKe CBATbIX ¥rogHuka boxwmsa B cBA3M € cogep-
>XaHneM HapogaHbIx gpam M.I. Mycoprckoro npu-
BOAMNTCS He A/1f «KPACHOTO CNOBLIA» U He sBAseTCs
YCNOBHOCTLHO. Bbicka3biBaHus camoro Mogecra Met-
poBMYa HanoHeHbl 06pa3amMu AyxoBHbIX MnucaHni,
B 3HAHUM N UCMONHEHNN KOTOPbIX KOMMO3UTOP, Kak
Mokas3blBatOT ero NMcbMa, Hbln OUeHb PEBHOCTEH.

«3EMJIA1 OBETOBAHHAA»

HanoMHMM, KaKk NONHOCTbIO BbITAAANT pac-
cyxaeHne M.I1. Mycoprckoro o uean TBopyecT-
Ba: «C bosbWIUM pBeHUeM K Ho8biM bepezam noka
6e3bpexHozo uckyccmesa! Vickame amux bepezos,
uckame 6e3 ycmanu, 6e3 cmpaxa u cCMyuweHus,
u mgépdoro Ho20H cmame Ha 3emsae 06emosaH-
Holi — 8om sesuKkas, yenekamesnobHasa 3adayal»
B 3TOM CMIBHOM BbIpaXeHUN MOXHO OTMETUTb He
TO/IbKO BOCMUTaHHYHO Ha BUBNENCKO-eBaHIeNbCKNX
NCTOYHMUKaAX GaHTa3no KOMMO3MTOPa, HO NPAMYHO
LMTaTy M3 CBATOOTEYECKOro TeKcTa: «maépooro
HO20t0 cmame Ha 3emsie 06emo8aHHol». ITO 3a-
KArounTenbHas Gpasa 13 TONKOBAHWUSA CBATUTENA
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®eodaHa 3atBOpHMKa Ha 57 ctmx 118 ncaama «Hacme
mos ecu, focnodu, pex coxpaHumu 3akoH Teoli»
(Mc.118:57). 57 ctnx, kak ob6bAcHAeT ero cBT. DeodaH,
CBUAETENbCTBYET O MEpPBbIX Llarax rpelHnka Ha
NyTV UCTUHBI. YANBUTENBbHBIM O6pa3oM TOKOBA-
HMe OKa3blBaeTCA CBA3aHO C «HOBbIMW bepera-
MUK» onepHon gpamatyprun M.M. Mycoprckoro.
CBT. ®eodaH paccyxgaeT: «Hacme mos ecu, [ocno-
Ou». Komy npunuyHo ckazame asmo? — [Ipunu4yHo
<...> ocmasssaroweMy 2pex U 8038paujarouyemycs
Ha 0obpeili nyme 3akoHa boxus. <...> kak 3mo 8UOHO
U U3 8Mopo20 NOMYCMULIUS: «pex COXpaHUMmMu 3aKoH
Teoli». bayxdan s docese Ha pacnymusx epexa; me-
nepe nosaazaro meepdoe HaMmepeHuUe XpaHume 3aGKOH
Teod, l'ocnodu, umob, yeodus Tebe, cmsxxame Teba
u 8 Tebe obpecmu noJsiHoe ycnokoeHue cepoyy
moemy. Omcesie Tel Yacme MOS, U 3akoH Teoli —
npasuso moeli Xu3Hu!

Smo peweHue ecms 861800, Unu cnedcmesue
u3 npedwecmsyrouux UsMmeHeHUl, NPoUCX00aUUX
8 dywie 2pewHUKa, Ubo He 80pye OH MOXem ckazame
mak. <...> Kak 3mo npuxodum Ha yM, KaK npukoeasi-
8ademcs K momy 8HUMAHUe U KaK 3auHmepecossied-
emcsl 3muM yesiogek <...>, — 3mMo cekpem Hawel
Jyxo08HOU XU3HU, KOMOPO20 HUKMO 00BACHUMb He
8 cunax. losopum moseko, ymo 6a1azodame boxus,
eli mosieko 8e00OMbIMU NyMAMU, NPOXOOUM 8HYmMpb
do 2/1ybuHbI CO3HAHUA U co8ecmu, U pacmpesoxu-
saem mam Oyx 4Yes08eKa Mak, Ymo oH Haxooum
HeomJ0XHoiM 0esloM celivac xe 3aHAMbCA CBOUM

HpascmeeHHbIM COCMOAHUEM U UcnpassieHuem ezo.
Ho smo moseko Hauano dena. <...> baazodame pac-
wesenuna dyx, cnoso boxue npowsio do pazdesneHus
dywu u Oyxa, CO3HaHuUe U co8ecmMs BHAMHO yCJbl-
wanu obudeHue npexHel XU3HU U CO2AACUNUCH
C HUM, — menepb npedsiexxum camoMy Yeso8eKy pa-
6oma — obcydums, u 00Ho ombpocume, a dpyz0e
npuHames. Y1 amo enasHoe: mym Ha4uHaemcs 60pe-
6a 8Hympu HaA XU3Hb UIU Ha cMepme. <...> Hako-
Hey, epex, Mup, camaHa obau4aromcs 8 Henpagocmu,
pazobaauyaemca ux obMaH4uB0CMb,; 4esn08eK ACHO
co3Haem, 4ymo 6bl1 npesbwjaeMm u ygaekaem npu-
3pakamu Ha nazyby cebe, U omapawjaemcs om Hux,
Kak om gpazo8 <...> banazodame boxusa 3akpensis-
em 3mo XesiaHUe 3a 4yesl08ekoM, U 8 dyxe Npous-
Hocumca peuleHue: «pex coXpaHUme, 3akoH Teod,
locnodu». Omcene — Tel, focnodu, yacme mMos!».
<...> 3mo ecmo nepsblli, 21a8HbIl U HeMoYHbIU no-
pelg u3z obsacmu epexa. lMocae Hezo u ace npoyee
udem yxe xoms He becmpyOHo, HO He be3ycneuu-
Ho. Henosek cman yxxe meepdor0 HO20H0 HA 3eMJIH0
obemoaaHHyr» [16].

Tak n 'y M.IN. Mycoprckoro — «g Hayase 0ena»,
HO «CmMaswumu yxxe maepdoro Ho20H Ha 3eMsito 0be-
mosaHHyr» nokasaHbl bopuc FogyHOB B 04HOUMEH-
HOW HapOAHOM ApaMe 1 CTPesibLibl B «XOBaHLLMHE.
BOIbWMHCTBO e OCTaNbHbIX yUaCTHUKOB AENCTBUS
norunbaert, «6ayxdas Ha pacnymusx epexa» v rposs
rmbenbro OTeyecTsy.
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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

28

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
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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-
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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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llL.2. AT Matveyev and P V. Kuznetsov in Kikerino. Photo. 1972

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 MatBees (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 JOCTUXEHNA UMMNPECCMOHU3Ma
B pa3paboTke NpobaeMbl B3aMMOAENCTBUSA CKYNbNTYPbI
CO CBETOBO3AYLUHO cpefoin, MaTBeeB NOCTOAHHO yaensn
6o/bLUOe BHMMaHWe HeNnocpeacTBeHHOM paboTe B MaTe-
pvane. TBopyectBo 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-
noumnmn TanaHTa AnekcaHgpa TepeHTbeBmya 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 Bukrtopy dabnuandoposnuy
Bopucoey-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 [lanbHeBOCTOUHON apMun
B [laypun 4eMOHCTPMpPYHOT 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 MaTsee-
Ba COCTaBAfieT OrPOMHOE KOJIMYeCTBO 3CKM30B Hepea-
N30BaHHbIX NamMaTHUkoB B.W. JleHnHy, A.M. lopbkomy,
M.FO. lepmoHnToBy, A.l. 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 Matsees. M., CoBer-
CKul XyAoxXHUK, 1960. C.50
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KoHTakTbl C npurnalieHHbIM B MOCKOBCKOE yuu-
nuue XunBonucK, BasHua 1 3oguectsa [N.11. Tpybey-
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 coBpeMeHHUKoB A.T. MaTBeeBa ckiagbl-
BaflaCb NOJ HEMOCPEeACTBEHHbIM BanAHMeM (.11, Tpy-
6eLKoro, He CTONbKO yYeHMKaMK, a ckopee, nocne-
AOBaTENIMUN KOTOPOTO BCE OHW BbLIN B TOW WU UHOW
cteneHn. ObLenpusHaHo, 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 BOCNPUHAN OT CBOErO yunte-
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
60bLUY0 NONYAAPHOCTb Nocae co3gaHna OrrocTom
PoseHOM ero 3HaMeHUTbIX KOMMo3uLuii «Mouenyin»
(1882, mpamop, Myzeit PogeHa, Mapwx) n «Poxae-
Hue BecHbl» (1884, mpamop, 6poH3a, Myzsen 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 aHcambsb B KpbiMy And 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 XYA0XHM-
koM B 1907-1911 rogax ckyAbNTYpPHbIA aHCaMb1b
B KpbIMy faeT Hanbonee apkoe npeacraBaeHne
0 TBOPYECKOM Noyepke MacTepa v ero 0Cobom mu-
POMOHMMaHMW. B 3TMX KOMNO3ULUMAX 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-
eTCsl Lenbli pag npesnocbiiok. Bo-nepsbix, kak yeT-
Ko ob6ocHoBaHO bbiio E.6. MypuHoii ewte B 1960-x
rogax> cama Teopusa CMHTE3a NPOXOAUT CTaANto

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. TpaguLmMmn 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-
HbIA OMbIT. 3aKOHOMEPHO BbIFAAANT N BO3POXAEHME
OCTPOTro MHTepeca K npobaeme CMHTE3a M B 3M0-
Xy HEOPOMaHTN3Ma, a8 UMEHHO MOJZepHa U CUMBO-
NM3Ma, B paMkax KOTOPOW M NOABASETCA Ha CBeT
TBOpeHMe MatseeBa B KpbiMy.

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 HbITb», 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 >KM3Hb raPMOHUYHYIO 1 NPeKpPacHyo. AHanornm
06pa3HOMY peLLeHUIO ero NPoun3BeAeHUN Mbl Han-
Aem B TBOpyecTBe [NaBna KysHeuoBa, [eTpoBa-
BoakmHa n CapbsiHa, AaBHUX ApYy3el MOJIOAOCTHU
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. bopucosy-MycatoBy B Tapyce», 1910; runc
TOHUPOBaHHGIN, [PM; rpanunT, 1910-1911, Tapyca),
npegacrasastoLwero coboro naactuyeckyro metadbopy
Ha TeMy 3acbinaroliero Maabumka. [laHHasa 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. Cokonos b.M. HoBbin Kyuyk-Koi: «Akagemus xys0xecTs»
fikoBa EBreHbeBnua Xykosckoro // Cagpl CepebpsiHOro Beka.
Jiutepatypa. Xusonucb. 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.

Tpagnumsa 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 Cpega-
HeBeKOBbsA 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 2abnnandoposuny. 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 370 ybeautens-
HO cBUAeTeNbCTBYeET cTaTbd Makapusa KabaHoBa
B YNOMWHAEMOM BblLLe n3gaHnn «MOCKOBCKUIA ap-
XWTEKTYPHBIA MUP»°. YXXKe B CAMOM Hayane CBOeWn
ny6ankaumm M. KabaHoB oTmeuaeT: «[Topa nepe-
CTaTb OBO/IbCTBOBATLCA PEMECEHHbIMU U3ZEeNNAMMU,
n3rotaBanMBaeMbiMu no Tpadapety B Utannm»°
[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
n namaTHUKam» "', Kak nerko y6eanTbcs, 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 nonoxeHnammn Jekpetra CHK
o1 12 anpens 1918 roga «O namatHukax Pecnybam-
KW», BOLleALlero B UCTOpULO kak MnaH MOHyMeH-
TasibHOW nponaraHabl. MyHKT 4 [lekpeTa copepxkan
Ba)XXHOe HOBaLMOHHOe nosioxeHue: «4) CoeT
HapogaHbix KomnccapoB BbipaXaeT xenaHue, 4to-
6bl B ieHb 1 Mas 6bian yxxe CHATbI HEKOTOpPble Han-
6onee ypoanmBble NCTYKaHbl M NOCTaB/EHbI NEPBbIe
MOZEIN HOBbIX NaMATHMUKOB Ha CyA Macc',

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

9. KabaHos Makapud. VickyccTBo Ha knagbwie // MockoBckui
AapPXUTEKTYPHBbIV 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» . 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 BonioweHne. 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 weseBpoB TBopUecTBa KBapeH-
M — CMOJbHOIO 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). MacTtep ¢ BoO-
AylwesneHvnem BocnpuHan OkTaAbpbCKyto 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. CTUANCTUYECKM CKYybNTypHas
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 anusoabl. OH cTpemuacs

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 NaMATHKKa 6oiuam JanbHeBoCTOUHOW ap-
mun B Jaypuu, BeinosHeHHbIn B 1931 rogy. Ero Ta-
NaHT B 3TO BpeMsa obpeTaeT odumLmanbHOe NpusHa-
HVMEe — OH YAOCTOEH 3BaHWA 3aCay>XeHHOro Aeatens
nckyccrts PCOCP, 1 310 faeT BaaTeNto 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-
weHusa. CKkyabnNTOp OTKa3blBaeTCca 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 paboyero Ha BbICOKOM nocTaMeHTe. 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, 6naarogaps 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 MateBeeBa cocTaBaser
OFPOMHOE KO/NIMYEeCTBO 3CKM30B Hepeann30BaH-
HbiXx NamaTHMKoB B.U. JlennHy, A.M. Topbkomy,
M.IO. lepmonToBy, A.lN. Yexoy 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
coymnanbHoOro npusHaHua. AnekcaHgp MaTtBees
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. KOHEeYHO, 3TO He OCTaHo-
BWJIO TBOPYECKOro Nnouncka macrtepa. MarHaHune
13 MOHYMeHTanbHOro o$urumosa He NoMeLLano npo-
n3seseHnam AnekcaHgpa MaTseeBa yyacTBoBaTb
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 TepeHTbeBUY MaTtBeeB npuLuen
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. [JJocTnxeHuns 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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THE INDUSTRIAL DESIGN MODEL IN ITALY
AT THE STAGE OF FORMATION.
THE AEMILIA ARS GROUP

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 Italy,
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 MPOMBILIEHHOTO AN3ANHA UTANNWN
HA STATIE CTAHOBJIEHNA. TPYTITTA AEMILIA ARS

AHHOMayus: B cTaTbe pacCMOTPEH MpoLLecc CTaHOB-
NIeHVA MOJeNn NPOMbIWIEHHOTO An3aiHa B Vitanun
B cBOeobpasnm coumanbHO-MOANTUYECKUX YCAOBUM
Ha pybexe XIX-XX ctonetuii. lNporpecc HOBOro UCKYCCTBa,
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 LIKOA Am3aliHa. [ln3aiH, opMupyemblin B rpaHuLLax
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. [pOMBbILLNEHHYIO MOZEeNb An3aiiHa
onpeaenvi NOMUMO BANAHUS XYAOXECTBEHHbIX TPaANLIMA
HOBOTO CTWAA, OMbIT BEJVKOrO PEMECNEHHOTO HacaeAuns.
HoBoe «BO3poXxaeHMe» XyA0XKeCTBEHHON MPOMbILLIEH-
HocTM UTannm nponcxoanno B cumMbrnose aeaTeslbHOCTU
XYHAOXKHWUKA-NPOEKTUPOBLUMKA U XYAO0XECTBEHHOTO peMec-

MpoMbiWwneHHas Mogenb au3aliHa B Vtannm
bopmMmpoBanacb B UCTOPUYECKN CAOXHBIX U CBOE-
06pa3HbIX YCI0BUSX, KAPAMHANBHO OTANYHBIX OT 0bLLe-
eBponelickoro onbita. bonee cnabas, no cpaBHeHMIO
C ocTasbHOW EBponow, npombilwieHHas 6a3a, cuib-
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 Utannn. 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 pecTaBpaLmmn JO MHTEPbEPHbIX PELIEHNN.
lpynna octaBuia NpuMep YHWKaAbHON NPOEKTHOW KyJlb-
Typbl, ONVPaLOLLLENCA Ha Hay4YHO OBOCHOBAHHBIN MNOAXOA,
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, XyA0XKeCTBEHHOE MPOEeKTUPOBaHWe,
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 nckyccrtsa ¢opmmpoBanachb
B OFPaHMYEHHbIX paMKax CTUS, ero NPUPOAbI U Xy-
[0XXEeCTBEHHOM BbIPa3nTENbHOCTM. JM0OXa ap-HYyBO,
y>Xe chopMMpOBaBLLErO CBOW COBapb HOBEMLLINX
¢dopm k 1900-m rogam B ocTanbHoW EBpone, 3axBa-
Tna n Utanmo. OgHako 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 Kputuka 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 CyLLLECTBYET, N Nepmno-
A, KOTOpbIN B HEM HyxaaeTcsa» [2]. B Heanone
6bin co3naH Museo Artistico Indusiriale (Xypoxe-
CTBEHHO-MPOMBILLNEHHbIN My3el, 1892) ¢ uenbro
cobpaTb caMble 3HaYMMble OTEYECTBEHHbIE U 3apy-
6eXHble NpoekTbl U apTedakTbl. IKCNEPUMEHTbI psja
accoumaunii, OCHOBaHHbIX XYA0XHWNKOM, BOEHHbIM
n noantnkom H. Kocton (N. Costa), B gyxe 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), npocyLlecTBoBaB-
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 paboTte 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, npodeccnoHanbHas npecca
CTana pyrnopom XyAoxecTBeHHbIx pedpopm. [Nossna-
NCb HOBble NpodeccnoHanbHble n3gaHus. 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>XAEHUM HOBOWM MPOMbILLJIEHHON MOAEAN NpU-
KnafHoro nckyccrtsa. NporpammMmHbiin MaHndect
>KypHana, HarnuncaHHbIM ero ocHoBaTensmu I. Fad-
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, eAeBpoB UCKyccTB Tanmm n Bcero umem-
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). Mpumepamu cTa-
NV NPOEKTbl XyAOXHWKa-NMPUKAaAHMKA, NANO-
CTpaTopa, XMBOMMUCLA, CKy/NbNTOpa U AM3ailHepa
A. Kambennottn (D. Cambellotti), B koTopbIx npusep-
XEHHOCTb MPMPOAHBIM GOpMaM 1 arpapHOM AOKT-
pUHE, MPOTUBOMOJIOXHON aHTPOMNOTEXHNUYECKON,
6blna HanpaeieHa Ha co3jaHne 0H6BbeKToB Mac-
COBOTrO XWabs 1 nx obcraHoBkW. MNMpoekT «goma
ANS KPeCTbAHCKOW ceMbu» [1] 6bin onybankoBaH
B >XXypHase B 1908 rogy. B nonbiTkax ¢oabkAOpPHOro
BO3POXAeHMA Byp>kya3uns, 06ecnokoeHHas ypoBHEM
BKYyCa HacesieHus, BUAeNa B PEKOHCTPYKLMM ayTeH-
TUUYHOrO TBOPYECTBa eAMHCTBEHHbIN CNOCob npuaaTb
XyBA0XECTBEHHBIM 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 HEMPepbIBHOM CBA3M Bennkoro Puma
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
1 ero ncrnosab3oBaHuto» [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 Tpaagnunn-Hosaumm. MpomblLLaeHHas 3cTeTrKa
dopmMmpoBanack B yca0BUAX 6OraToro MCTOPUYECKo-
ro Hacneaus B 061acT UCKYCCTBA U PEMECIEHHM -
yecTBa Ha GOHE OHBUHEHUIA NTANBbAHCKOrO AM3aiHa
B «6e33aCTEHUNBON M3OLITOUHOCTU N CBEPXAEKOPHU-
POBaHHOCTW» CTUEBLIX pPeLueHnin» [2]. MactepcTBo
N peMecNeHHble TpaauLUmn onpeaenvan COBPeEMEH-
HYH NMPOMbILLIEHHYI0 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, ODULMANBHOTO
1 Byp>kya3HOro BKyca 3aka3bl pPUMCKOWN 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 LleHUTenew,
6narofaps BO3POXKAEHUIO OTEYECTBEHHOM Xy0-
>KECTBEHHOW MPOMbILWNEHHOCTU. [TepBON JEMOH-
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 cnnol NpoekTHON pepopmbl Hblan
XYf,0XKeCTBEHHO-NPOMbILAEHHbIE 06beaNHEHNS

Wtanun, dpopmupyroumecs Ha 6ase nHTerpaymm
NPOEKTUPOBaAHUA C OTPACAEBBIM NMPON3BOACTBOM.
Mopo6HbIe 06bEeANHEHMS ONUPANUCL HA MPUHLMM
aBTOPCKOro Hayasna B pOPMMPOBAHUMN MPOEKTHO-
XYLO0XKEeCTBEHHOW NoAuTUKK. ABTOopCKas npoek-
THO-NMPOMW3BOACTBEHHAsA MOAEe/ b COBPEMEHHO-
ro UTa/JIbIHCKOTO AM3aliHa OTAMYanach XXaHPOBOW
HepaBHOMEPHOCTLIO, FAe NPUOPUTET OCTaNCH 3a:
Mebenbto, UTaNbAHCKON MalONNKOM U CTEK/IOM.
MpoeKTHbIV NOTeHLMaN AN3alNHEPOB U XYA0XHM-
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 cpegpl. 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. Py66uanu (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 LieNbli PernoH.

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 An3aHa, nexalime
B OCHOBE NporpaMmMbl pepopMrMpoBaHUs 1 OOHOB-
JIeHVs MPUKNAZHOIO UCKYCCTBA COBPEMEHHOW 3MOXM
MoAepHM3Ma, CTanun naenHon naatbopmon obbe-
AEHWs TPpynMbl ABOPSIH U UCKYCCTBOBEAOB BOKPYT
AeATeNbHOCTN MHOTOMPOPUIBHON XYA0XKECTBEH-
HoOW MaHydakTypbl. [IpOVM3BOACTBEHHBIN 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 BospoxgeHuna — Aemilia Ars.
lpynna cnepoBana ngeam Y. Moppwuca n [BmxxeHuns
Art &Crafts, akTMBHO BO3pOXAas 3abbiTble ApPEBHME
pemMec/ia 1 NoYTu yTpayeHHble TEXHOIOMMK, UTO Ha-
aenvno ee npo3suiLem «Bolognesi A&C». B kauecte
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, rpaduHen J1. Kaeauua (L Cavazza), npe-
AOCTaBMBLUEN U3 IMYHOW KONNEKLMU CTAapUHHOE
KPY>XEBO ANS U3YUYEHMUA N BO3POXAEHNA YTPaYeH-
HbIX TeXHWK» [5]. ln3ailH oCcHOBbIBaACA Ha NpuUMe-
pax M3 aHTUKBaPHbIX KHUT, LWabaoHax U3 cOopHMKOB
natrepHoB XVI Beka A. TanbeHTe (A. Tagliente) u ap.
Ob6pasLibl KPy>XEB HAXOAWMAN B CTAPUMHHOMN XMBOMU-
CW, MUHMaTIoOpax u T.4. Takum obpasom, 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 3anoxu Bo3poxaeHns, poOMaHCKOM LepKBU
di Santa Annunziata e San Biagio v 1.4. [poekTbl
6bIAN OCyLLLeCTBEHb! Baarosaps 3HaHWUAM U OMbl-
Ty npodeccrmoHanbHOro pectaBpatopa A. Py66bua-
HW, TEOPETUKOB N UCTOPUKOB MCKYCCTBA, BOLLIEALLINX
B cocTaB coobluiecTBa. [pynna nepeoi B Vtannm
CBsi3aNa apxeosIorMUYeckoe BOCCO3aHne cTunem
(Hanpumep, anoxu Bo3poxaeHwns) ¢ NpakTu4Yeckum
ONbITOM pecTaBpaLmn.

CoBeplueHcTBOBaHWe H6a3bl XyA0XXECTBEHHOrO
NPOW3BOACTBA PaCcUIMPUIO BO3MOXHOCTM NOMUC-
Ka 1 pa3BUTUA HOBbIX HanpaBaeHun stile Liberty.
Hen3sMeHHbIN nHTepec K UCTopnyeckMmM npoobpa-
3aM UCKYCCTB U pemecen BospoxxaeHus, a Takxe
6oratomy c10Bapto NPUPOAHBIX AEKOPATUBHbIX GOpM
dnopsbl 1 payHbl CpesHEBEKOBbLSA MO3BOANA AM3ali-
HepaM co3zaTb CBOW CTUJIEBOM BapWaHT HEOroTuU-

50

KW, permoHanbHoOM Bepcumn ap-HyBo — Stile Liberty
bolognese. Cunamu rpynnel Aemilia Ars ana bonoHbM
6bln1 pa3paboTaH 1 peannsoBaH psj NPOEKTOB B 06-
NacTu apxMTEKTYpPHOrO An3aiiHa: opopmMaeHne 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
Poccun, BeHrpum n OuHaaHamw.

K coxxaneHunro, MpOMbILAEHHbIN An3aliH Ha $ab-
pvKe co3gaBascs B bopmaTe OTAE/bHbIX Npeame-
TOB, He dopMMpys HABOPOB, KOMMAEKTOB U CEPUIA,
YTO CTaNo rNaBHOM NPUYMHOM NOCTENEHHOrO ynaj-
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 BegyLunmM 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 MHOIOM MPEBOCXOASALLNE BUPTYO3HOCTb CBOUX
ncropuyeckux npoobpasos. KpyxxeBonneteHne pe-
Wanao NoOMMMO Xy 0XECTBEHHO-MPUKIALHBIX, CO-
LManbHble 3ajjlauM BO3POXAEHUA TPajULMOHHO
>KEHCKOM MHAYCTPUW, CTaBLUEN FapaHTOM 3aHATO-
CT 1 GUHAHCOBON NOAAEPXKKM XEHLLUH, yTBEPXKAE-
HWUA T'yMaHUTapHbIX LEHHOCTE HOBOro obLecTBa.
Cratyc rpynnbl Aemilia Ars oKOHYaTeNbHO yTBEp-
AW1a 3KCMO3MLMSA, pa3MeLLeHHas B CNeLasbHOM
3ase Ha MeXayHapoAHOW BbiCTaBKe B TypuHe
B 1902 roay. Cpean y4acTHMKOB 3KCNO3NLMK — rpa-
ouk M. Ayaosumy (M. Dudovich), ckynbntop 1 mega-
nbep x. PomaHbonu (G. Romagnoli), A. bapyuum
(A. Baruzzi) n gp.

ABWXyLLlen cnnoi npoekTHol 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 MOJENbIO NMPOMbILLAEHHOTO An3aliHa UTtanuy,
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-
HbIX 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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THE MONTAGE CONCEPT

IN THE PLAY ROAR, CHINA!
(THE MEYERHOLD STATE THEATRE, 1926)
AND IN TRADITIONAL CHINESE THEATRE

Summary: Created based on real events, the Meyerhold
State Theatre play Roar, China! was of a political nature,
corresponding to Meyerhold's interest in one of the areas
of theatrical politics of the 1920's, associated with the
genre of political review. The political nature of the play
is reflected in the stage presentation of two opposing
forces and two socio-political systems behind them.
The expression of the contradiction between the people

INTRODUCTION

Sergei Tretyakov used the Wanhsien Incident
as material for writing the drama Cockchafer (Cock-
chafer was the name of a British warship). In Janu-
ary 1926, Cockchafer was staged at the Meyerhold
State Theatre and, at Meyerhold’s suggestion,
was called Roar, China! In A. Gvozdev's study' dedi-
cated to the Meyerhold Theatre, there is a separate
small chapter about the play Roar, China!, which
describes the image of a Chinese camp on stage
and briefly outlines the scenography. In his article?,
P. Novitsky studied the image of the fight formed
by M. Babanova. In the book Babanova: Legend
and Biography?, Babanova told about the process
of rehearsing the role of the fight with Meyerhold.
K. Rudnitsky also studied the play Roar, China!
lin the book Director Meyerhold*. The work tells about

1. See: Gvozdev, A.A. V. Meyerhold Theatre (1920-1926). 1927.
Leningrad: Academia, p.55. (Modern Theatre, Issue 1.)

2. See: Novitsky, P.I. Images of Actors. 1941. Moscow: Iskusstvo,
p.400.

3. See: Turovskaya, M.Il. M.l. Babanova: legend and Biography.
1981. Moscow: Iskusstvo, p.35.

4. See:Rudnitsky, K.I. Director Meyerhold. 1969. Moscow: nauka,
p.527.
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and the opposing sides became an important political task
of the play. To achieve it, the director of Roar, China!
used the montage principle in the theatre. Such a principle
of montage also exists in traditional Chinese theatre;

however, on stage, it appears in the form of conventionality.

Keywords: Roar, China!, montage, traditional Chinese
theatre, conventionality.

the director’s staging of crowd scenes and the con-
frontation between two different styles of their per-
formance. In addition, from newspaper criticism,
we can learn about performances of Roar, China!
on the stage of the Meyerhold State Theatre and on
tour in Europe. In 2009, Taiwanese professor Chiu
Kun-Liang published his work Staging, Distribu-
tion, and Political Struggle in the Centre — a history
of Staging the Play Roar, China! in East Asia®. From
the point of view of political theatre, this work most
fully examines the history of the theatrical evolution
of Roar, China! in the Soviet Union and East Asia.
Afterwards, he visited Russia twice more to col-
lect information, and in 2013, he published a long
literary work, are the People Right? — Roar, Chi-
na! Tretyakov and Meyerhold®. The book examines

5. See: Qiu Kunliang. Xi ju de yan chu, chuan bo yu zheng zhi
dou zheng —yi «nu hou ba, Zhong guo!» dong ya yan chu
shi wei zhong xin [Qiu Kunliang. Production, Distribution and
Political Struggle at the Centre —— History of the Productions
of the Play [Roar, China! in east Asia] // Xi ju yan jiu [Study
of Theatre], 2011, pp.107-149. (In Chinese.)

6. See: Qiu Kunliang. Ren ming nan dao mei cuo ma? —«
nu hou ba, Zhong guo!», Te lie Ji ya Ke Fu yu Mei ye He
De. 2013. [Qiu Kunliang. Are People Right? —— Roar, Chinal,
Tretyakov and Meyerhold] // Tai Bei: Tai Bei yi shu da xue;

the creative history of the play Roar, China! from
the point of view of its theatrical performance
and the influence of the political environment.

As for the study of Meyerhold'’s theatrical mon-
tage, A. Ryaposov presented in detail the struc-
ture of a theatrical performance and the principles
of theatrical montage in the book Meyerhold's Di-
recting Methodology’ Between the 1920's and 1930's,
Meyerhold’s stage works had characteristics simi-
lar to those of cinematography. These works were
no longer limited to the structure of classical dra-
ma, and the performance on stage was divided
into a number of episodes. “Meyerhold’s tendency
to combine several plans within one stage space
and to create two or more lines of action develop-
ment served as a means of performing various pro-
duction functions: from the simplest one - saving
stage time, to the complex one, making it possible
to implement different forms of theatrical montage
due to the clash and comparison of corresponding
plans and plot lines.”® In traditional Chinese theatre,
such a principle of montage also exists; however,
it appears on stage in the form of conventionality.
The Meyerhold State Theatre play Roar, China!
fits the above characteristics, and some of the installa-
tion concepts in it are worth exploring.

The purpose of the study is to analyse the
montage principle of the play Roar, China!, to find
a correspondence with the approaches of traditional
Chinese theatre.

RESEARCH OBJECTIVES:

1. To establish the relationship of theatrical
|polyphony in the play Roar, China! and
in traditional Chinese theatre.

2. To analyse the montage principles in the play
and in traditional Chinese theatre.

3. The object of the study is montage principles
of the play dramaturgy structure.

THE SUBJECT OF THE STUDY is the montage prin-
ciples of the play structure in the Meyerhold thea-
tre and in traditional Chinese theatre.

RESEARCH MATERIAL IS THE PLAY Roar, China! on
the Meyerhold State Theatre stage in 1926, the Bei-
jing opera Zuo Lou Sha Xi (Song Jiang Kills Yan Poxi
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in Anger), and the Anhui opera (Guan Yu floods the
Seven Armies).

THE NOVELTY OF THE STUDY lies in finding a con-
jugation between Meyerhold's theatrical views
and traditional Chinese theatre by analysing
and comparing the montage principles in Roar, Chi-
na! and in traditional Chinese theatre.

THE SOURCE BASE OF THE STUDY is reviews, icono-
graphy, and video recordings of works of traditional
Chinese theatre.

THE METHODOLOGY OF THE STUDY is based on the me-
thods of reconstruction and analysis of the play,
put forward by the Leningrad (Gvozdev) school
of theatre studies. It also focuses on the principle
of historicism and the use of the comparative method.

RESULTS AND DISCUSSION

The play Roar, China! consists of eight epi-
sodes. The plot revolves around the clash between
Chinese workers and Europeans, with the action
alternating between scenes on an English ship and sce-
nes with Chinese on the river bank and on the river.
When connecting episodes into a sequential chain,
the main task of alternation is contrast. From the be-
ginning to the end of the play, there are always two
opposing groups on stage. The principle of contrast
is implemented in all aspects of the stage space —
the actors’ performance, the scenery, etc.

In his play, Tretyakov vividly depicted two op-
posing camps: the poor Chinese camp — coolies,
servants, students, merchants, boatmen, and rep-
resentatives of European and American imperial-
ism — Anglo-American merchants, a missionary,
a correspondent, a comprador, an officer, and sail-
ors. Meyerhold showed the two camps in two com-
pletely different images on stage. The Chinese camp
is presented vividly, with many ethnographic ele-
ments. In the beginning, the director showed
the scene of the Chinese port in detail and used ma-
ny details to create a realistic picture. “The first act
shows scenes of unloading bales of tea. Each of the
coolies catches a large bale on the fly, puts it on his
back, and quickly runs away with the load.”® In ad-
dition, various sound effects were emphasised.
“The stage shows the daily work of Chinese workers,
artisans, and small traders. In addition to the boat-
men and stevedores present in the play, the direc-
tor introduced a sharpener, a barber, a corncutter,
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a rickshaw puller (a person who acts as a horse: pull-
ing a carriage with a rider on himself), a candy sell-
er, a fan seller — each with their ‘sound sign’ —
a combination of sounds specific to each profession
and produced by the voice, a trumpet, a rattle, etc.”™
lllustrative sounds and images on stage enhance the
authenticity of the action. The director vividly and
naturally presented the Chinese ethnographic pic-
ture, trying to attract the attention of the audience
with real exotic scenes.

It is worth noting that in this episode, the mu-
sic, the actors’ actions, and the sound signs fixed
to each character on stage make up a complex
theatrical polyphony. L. Varpakhovsky wrote: “Meyer-
hold was the first to formulate and implement
a new relation between music and movement in his
practice. He began to consider each actor as one
of the voices that he polyphonically wrote into the
composer's score”™. The director laid the foundation
for a “musical play” in the production of A. Faiko's
comedy Teacher Bubus (the Meyerhold State Theatre,
1925). "The performance was conducted according
to a very complex score, in which objects, light,
sound, music, movement, voice, and word played
the role of individual instruments of the orchestra,
paving the way to the creation of a theatrical sym-
phony.”'2 Teacher Bubus became an important mile-
stone for Meyerhold on the path of symphonic
experiments in the theatre, and Roar, China! was
a continuation of Teacher Bubus.

On stage, actors’ oriental image, various objects
of Chinese life, the sounds of devices and instru-
ments, group pantomime actions, and other ele-
ments make up a complex theatrical polyphony.
In the Roar, China! ethnographic scene the direc-
tor used the method of introducing sound into
the material design of the stage. "He surrounded
the stage area with bamboos hanging in a semicirc-
le. When the actors entered and exited, the tapping
of the bamboo poles emphasised the appearance
and departure of the characters, creating a whole
range of accompanying noises..." ™. In the first ep-
isode of Roar, Chinaleach character on stage has
their own "voice sign”: the director developed ap-
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propriate musical instruments (props) for each actor,
and these objects made different sounds. Although
the actors acted in pantomime, they had their own
unique “language”. The pantomime actions of
the Chinese image were combined with the Chinese
“language”, forming a folk symphony.

Music, noise and sound effects are not only
used to emphasise the special atmosphere, but also
to stimulate the action, as in traditional Chinese
theatre, where music plays an important role —
it controls the action on stage. According to Meyer-
hold’s concept, the performance of traditional Chi-
nese theatre on stage can be considered as a synthe-
sised theatrical symphony. Actors’ poses, gestures,
steps, facial expressions, recitation, singing, and acro-
batics play the role of individual instruments in the
orchestra and produce a polyphonic effect. In tra-
ditional Chinese theatre, there are many fixed per-
cussion forms that follow certain rules and convey
different feelings of the roles. For example, ji-ji-
feng the form is a musical percussion with a fast
rhythm used in traditional Chinese theatre to accom-
pany fast singing or arias and demonstrate a sense
of the tension of the role. The tsui-tou form is usually
used to express the emotion of shame and sadness.

The movements of actors can also reflect the
changes in the emotion of the role. The Diction-
ary of Performing arts in Traditional Chinese The-
atre records 34 methods of acting using eyes,
and each expression of the eyes corresponds to a cer-
tain emotion or situation. Mei Lanfang has 54 types
of gestures, each of which has a different meaning
and form. For example, lan hua zhi is a hand ges-
ture when the thumb and middle finger touch each
other, and the other fingers are raised up. Cover-
ing the cheeks with this gesture indicates shyness
and timidity, and looking outward indicates fear.

Since conventional movements and music
can reflect the changes in the emotion of the role,
they have a certain polyphonic effect in some cases.
Such an effect is realised in the Beijing Opera Zuo Lou-
Sha Xi (Song Jiang Kills Yan Poxi in Anger) (1989, Yan
Poxi — Chen Yongling, Song Jiang — Wen Yurong,
etc.). The plot is that the protagonist, Song Jiang,
left his mistress Yan Poxi's house before dawn.
On the way, he suddenly discovered that he had left
a bag containing documents and a letter in which
he communicated with the rebels at Yan Poxi’s house,
so he hurriedly returned to pick it up. However,
his mistress Yan Poxi had already discovered the
letter, secretly hid it, and pretended to be asleep.

On the stage, the orchestra loudly played the ji-ji-
feng drum form in a fast, urgent, and strong way.
The actress who played Yan Poxi closed her eyes and
quietly leaned back in her chair, indicating that she
was sleeping. Song Jiang's hands and beard trem-
bled, and he quickly waved his sleeve to show
his inner anxiety. However, the actor’s search was slow
in order to reflect that he was carefully searching for
the letter. The frantic musical rhythm on stage,
the static pose of the actress, the trembling hands,
the actor’s beard and his slow steps — all this
produces a certain polyphonic effect.

In the play Roar, China! Meyerhold and his co-
director V. Fedorov showed scenes of life in China
as much as possible and did not enter into a dra-
matic conflict in the first episode. As M. Zagorsky
noted on the pages of Life of Art, "in the very first ep-
isode, V. Fedorov makes Chinese movers drag about
100 bales of tea from the stage for 10-15 minutes,
and then drag a huge cauldron; during this time,
the action of the play does not move forward lite-
rally one step...”'. The director turned to ethno-
graphy and formed a kind of scene on stage, cre-
ating a 15-minute episode that is more like a Chi-
nese documentary. The ethnographic scene shows
the stable state of life of the Chinese, which is dis-
rupted by the invasion of an English warship.
The documentary-style life in the beginning
contrasts with the dramatic conflict that follows.

With the arrival of the Anglo-American merchants,
the stage was divided into three performance spac-
es. In his article, A. Gvozdev offered a clear, visual
division of the stage: “In the depths of the stage,
a gunboat rises high, accommodating cannons, sail-
ors, officers, tourists, a missionary, and other inhabit-
ants of the military vessel on five floors, threatening
to shoot down the Chinese town. A strip of real wa-
ter with boats separates the gunboat from the wide
proscenium, on which all the scenes with the Chi-
nese coolies are played out."™ From the photographs
of the play, it is clear that large warships, decks,
artillery, and other equipment were present on the sta-
ge, and the scenography was rich and spectacular.
At the back of the stage, where the English warship
was located, it is worth noting the artillery tower,
which could rotate and point the gun barrels
towards the audience. Other scenery was also di-
vided into different areas: "On the first area, there is
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IlL7. Beijing opera Zuo Lou Sha Xi (Song Jiang Kills Yan Poxi
in Anger), 1989

a warehouse of goods, symbolising industrial
Great Britain; the second stage symbolises China,
and between the two, there is water, showing the
alienation of the two sides from each other”'.

The division of space attempts to establish the
montage principle on stage. The back of the stage
refers to imperialism, which is opposed by the space
in the front of the stage, referring to the living
area of the locals. The water in the middle isolates
the two different class worlds and becomes the space
where they begin to conflict. The warship occupies
the deepest and highest space of the stage. It did not
act as a background, but was a real performance
space in which the actors could perform. The direc-
tor installed only the front of the warship on the sta-
ge. Through the method of “part instead of the
whole” and the principle of stage perspective,
the huge warship was successfully shown on the
stage. In contrast to it, in the front and lower part
of the stage, there were fishermen’s boats in the wa-
ters, as well as the living space of the Chinese - this
space was closer to the audience. The contrast
of space (big — small, far — close, high — low) shows
the confrontation of the two classes and the gap
in power between the two camps.

As is known, the stage of the early traditional
Chinese theatre lacked Western realistic scenery and
necessary stage lighting techniques. There were only
a few props, such as tables and chairs, on the sta-
ge, or nothing at all. However, this does not in-
terfere with the creation of the stage space. There
is also a concept of contrasting montage of different
spaces on the stage, which is realised through act-
ing and the conventionality principle. In traditional
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IlL.2. The Anhui opera Shu Yan Qi Jun (Guan Yu Floods the Seven
Armies), 1989

Chinese theatre, the stage space is created through
the actor’s performance. After an actor comes
on stage, he or she first narrates as a storyteller,
explaining the time, place, and motives of the char-
acters one by one, and then acts in the play. Us-
ing the analogy of painting, before the actors come
on stage, the empty stage is like a blank sheet
of paper; then the actors begin to “paint” on the sta-
ge, and the stage space is gradually depicted through
the actors’ stories and performance.

For example, let us consider the episode in
the Anhui Opera Shu Yan Qi Jun (Guan Yu Floods
the Seven Armies) (1989, Guan Yu — Zhang Qix-
iang, etc.). The plot tells of the hero Guan Yu fail-
ing to defeat his enemy Pang De on the battlefield.
Guan Yu, along with Guan Ping and Zhou Cang,
climbed a high platform to inspect Pang De’s
barracks. Guan Yu then climbed the high moun-
tains and discovered the advantage of the terrain,
and then used the flood to destroy the enemy’s
seven armies. At the beginning of this episode,
the stage was empty, and the sound of Guan Yu's
song was heard from the left wings:

I am leaving my magnificent central tent

Then Guan Yu, Guan Ping, and Zhou Cang
appear on the stage, and Guan Yu sings:

I hear the noise from the Cao army camps
(Pang De’s camp).
Previously, | fought through five aisles
and killed six generals,
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and beheaded Cai Yang' within three drum-
beats.
Guan Ping and Zhou Cang, we are climbing up
to the high platform.

Then Guan Yu, Guan Ping, and Zhou Cang walked
around the stage, raised their legs, and walked, indi-
cating the process of climbing up to the high plat-
form. The audience knew that the space extended
from Guan Yu's barracks to the high platform. Next,
three actors came to the right side of the stage,
Guan Yu stood on the right, Guan Ping and Zhou
Cang turned their backs to the audience and stood
in front of Guan Yu. This divided the stage into
two spaces — left and right. At this time, four
extras came out from the back on the left side
of the stage, and Pang De followed them to the
left side of the stage. Although there was nothing
on the stage, two different spaces were formed:
on the right, there was a high platform occupied
by Guan Yu and his comrades, and on the left, there
were the enemy barracks.

In traditional Chinese theatre, the size and scale
of the space can be shown on the empty stage,
creating a certain montage relationship. In addi-
tion to the linguistic narration of the actors, the
arrangement of the extras can also convey the scale
of the space. In the article “A Brief Discussion on
the Important Role of Extras in Theatre Performance”,
Wang Liying summarised the role of extras in tra-
ditional Chinese theatre: "First, it indicates a large
number of people; second, it explains the plot and
environment; third, it explains the changes in time
and space; fourth, it conveys the atmosphere of
the stage; fifth, it enhances the decorative effect
of the stage”™. In traditional Chinese theatre, a group
of extras is called tang, which consists of four peo-
ple. Tang does not refer to an exact number of peo-
ple; it is more like a vague and abstract symbol.
One tang can represent hundreds, thousands, or tens
of thousands of people in different repertoires. Their
costumes are unified, and they represent a single
whole. For example, when the audience saw a gen-
eral leading four extras, they knew that he was lead-
ing many soldiers and horses; the emperor led four
extras, and they knew that the emperor led many
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retinues. In the Anhui opera Shu Yan Qi Jun (Guan
Yu Floods the Seven Armies), Pang De led four
extras onto the stage, and the space on the left side
of the stage represented his seven armies. The seven
armies contrast with the space on the right, repre-
senting Guan Yu, Guan Ping, and Zhou Cang.
Thus, the space created by the extras showed
the gap in strength between the two sides.

The play Roar, China! does not have a main cha-
racter similar to the one in classical Chinese theatre.
The director divided the characters into two camps
and tried to show two contradictory group imag-
es of masks on stage. The image of a group mask
is determined by the performance styles of the
two camps. A. Gvozdev described the image of a
group mask of the Chinese camp: “Exhausted faces,
calloused hands, bent backs, and intermittently fragile
intonations, varied in many ways, forever destroyed
the idle and pretentious ‘Chineseness’ in the theat-
re, replacing it with a truthful penetration into
the life of a working Chinese” ™.

The Meyerhold State Theatre play Roar, China!
was staged by V. Fedorov whereas Meyerhold made
stage adjustments. In some episodes, the director
developed physical movements of the Chinese camp
using the biomechanical system to make the actors’
performance more expressive. The actors playing
the coolies walked around the stage continuously,
using uniform movements to drag about 100 bales
of tea from the stage. The director abstracted move-
ments from life and work, turning them into a regu-
lar, orderly, and dexterous pantomime action. After
the Meyerhold State Theatre's production of Roar,
China! toured in Berlin, Hungarian writer Bela Bala-
zs wrote in an article: "Meyerhold’s "biomechanical
principle’ in depicting the Chinese is perfectly em-
bodied in only two types. The old coolie and the
little boy are wonderful mobile masks”?. The best
role in the performance of a Chinese boy, a ser-
vant on the English gunboat Cockchafer, played
by M. Babanova, was entirely “established and
deve-loped by V. Meyerhold”?'. In her memoirs,
Babanova recounted the process of her rehearsals
with Meyerhold: "Meyerhold suddenly came up to
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the footlights, began to watch and prompt: now bend
over, lean on the railing, lower your head, take your
time, walk — so I had to walk slowly, holding on to
the railing, and sing very high all the time. And when
| reached the door of the captain’s cabin, he told me
to squat down: ‘Okay, now feel around for the noo-
se with your hand and sing, sing’. | found the
noose with my hand, which was already prepared
there — and | had straps on — and at that time
| took the highest note, which almost broke since
it was so high. | sang cleanly, without wheezing,
took the top 'E'. And then it was darkness; at that
time | jumped down, and when the lights came on,
| was already swaying like a corpse”??.

Author Tretyakov brought the melodies from Chi-
na; Babanova asked Chinese students to help her
learn the songs, “both Babanova's perfect pitch and
her surprisingly high, clear voice came in handy”2.
Meyerhold developed not only the actor’'s move-
ments, but also the hand gestures, so that the au-
dience would also notice the actor’s gestures. Vera
Inber wrote: “Babanova is unusually touching in the
role of the boy. The helpless and weak gesture with
which she searches for the rope is impossible
to forget”?*. Babanova did not play according to her
own understanding, but acted on stage according
to Meyerhold's instructions. The master acted as
a designer of the proposed stage form at the rehears-
al, and Babanova was a performer who embodied
the proposed form of acting. Meyerhold introduced
specific movements and gestures of the boy,
and these fixed movements were combined with
singing. This makes it easy to imagine the form
of performance of traditional Chinese theatre, when
actors convey the experiences and feelings of the cha-
racters through external physical movements, and all
movements are recorded and accompanied by music.

The director attached great importance to the
formation of the character’'s image, as he said:
"A calling card for the role is needed. You need
to show that this is a role, not an episode”?®.
Although the character of the boy was insignificant,
the actress showed a poetic scene of suicide through
movements, gestures, and sound, created a unique
image of a lyrical mask, under Meyerhold's direc-
tion. P. Novitsky described this image as follows:
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“The song is remembered for a lifetime. When you
mentally go over in your memory the most pow-
erful moments in the history of the Soviet theatre,
a touching image of a boy in white linen clothes,
with hands folded in prayer, with black, stiff, protrud-
ing hair, with pleading and angry eyes always comes
to mind”?. The mask of the boy made a deep im-
pression on the audience and aroused its sympathy.

Opposite the Chinese camp, there was the impe-
rialist camp, which was filled, as M. Zagorsky wrote,
with “Europeans in the usual, already stereotyped,
masks of foxtrot Europeanism”?#’. S. Radlov pointed
out the different styles of performance of the two
camps: “The Chinese everyday scenes are staged
with great skill, diligence, and often tenderness. <...>
(the European part) is staged in the spirit of the most
elementary, deliberate grotesque, breaking the per-
formance into two completely incompatible stylis-
tic halves”28. The Chinese camp is rich in characters
and expressive; its characters are oppressed by im-
perialism, however, they have a tenacious life force.
The director developed unique body movements
for each actor, and the actors formed various
images of the Chinese people with the help of facial
expressions, gestures, body movements, and into-
nation. They become a living organism, expressed
in realistic techniques. Although each has their own
way of expressing themselves, their crowd creates
a collective image of a mask. The expressiveness
of this collective mask is greater than the sum
of each individual image. German director Herbert
Ihering noted: "the way these Chinese walk, the way
they speak — everything is put together, everything
is different from each other, everything is merged
together”?,

On the other side, the representatives of im-
perialism — the organised army, the exploiters,
the hypocritical priests, the merciless murder-
ers — display the monotonous and faceless ima-
ge of the collective mask. As Bela Balazs pointed
out, the most important characteristic of the role
captured in the collective mask is that “this soulful
collective being really becomes tangible in Meyer-
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hold’'s crowd scenes. He has only seven actors on
stage; however, they are a crowd. Not in quanti-
ty, but in character”3°. The image of the mask cre-
ates a general character: the oppressors are boring,
gloomy, and ironic; the oppressed are hard-work-
ing and cowardly. The depiction of two differ-
ent masks aggravates the contradiction between
the two groups and evokes the audience’s feelings
towards different classes.

In addition to the conflict between the two dif-
ferent camps on stage, the director tried to extend
this opposition to the auditorium. On the right side
of the stage, the English sailors stood motionless
in a line. They pointed their rifles at the Chinese
masses on the left side of the stage. The Chinese
created an epic picture with their varied and ex-
aggerated poses, gestures, and facial expressions,
conveying different emotions to the audience: sur-
prise, fear, and anger. The audience was not only
conveyed sympathy for the Chinese camp, but also
the oppression of imperialism, reinforced by the long
gun barrels of the gunboat pointing at the audi-
ence. “The gunboat personified a general image
of violence, aiming its bared guns straight at the au-
dience. Straight at the audience, since the Chinese
coolies, who kept watch in the orchestra pit, formed
a single whole with the audience <...>.”3' The Eng-
lish sailors aimed their rifles at the Chinese, and the
warships turned their guns on the audience. The re-
sulting horizontal contrast of the left and right spa-
ces on the stage establishes special montage re-
lationships with the vertical contrast of the stage
and the audience. With this contrasting montage
technique, the director conveyed a sense of crisis
to the audience.

After the October Revolution, Meyerhold be-
gan searching for new means of theatrical expres-
sion, recognised cinema as an independent art, and
used the principle of montage in the theatre. "It was
not enough for Meyerhold to show the sublime as
simp-ly sublime; in his practice, the director used
counterpoint in order to make the sublime even
more sublime by confronting the sublime with the
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base.”3? This method is very common in films, where
scenes of joy and sorrow often appear on the screen
by montage, occurring simultaneously but in different
places or at different times, which makes the tragic
mood even more tragic. In the play Roar, China!,
“higher” effects were achieved through the contrast-
ing alternation of episodes. In his article “Tragedy
of the Masses”, A. Gvozdev wrote: "Hence the un-
evenness of the play, in which the familiar scenes
of dancing to the foxtrot alternate with incred-
ibly eerie scenes of execution on the gallows" 3.
The method of counterpoint not only highlights
the difference between the Chinese and Europe-
an camps on stage, but also allows this difference
to have a contrasting relationship to continue
to enhance the differences between the two
sides. On stage, the graceful foxtrot contrasts
with the death scenes, enhancing the contrast and
revealing the tragic fate of the Chinese poor.

The method of counterpoint is also used on the
stage of traditional Chinese theatre. For example,
in the above-mentioned Anhui Opera, Guan Yu
regretted that he was already in his twilight years.
Hearing the noise of the enemy camp, he climbed
up to a high platform to observe, and saw Pang
De celebrating his victory. Guan Yu watched from
the right side of the stage as the actor playing Pang
De came onto the stage from the left and laughed
loudly. The performance on stage is created on the
principle of parallel montage, comparing scenes from
two simultaneously developing storylines: Guan Yu's
observation on one side and Pang De's celebration
on the other. Then Guan Yu sang:

Seeing that Pang De the younger is too arrogant
Is it because of winning the battle yesterday?
A lowly man goes crazy when he wins.

The two emotions — former hero Guan Yu's sad-
ness and young Pang De's pride — contrast on stage.
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The enemy’s arrogance made Guan Yu even more
angry; the counterpoint on stage raised the con-
tradiction between the two sides from a high point
to a higher one.

CONCLUSION

The Meyerhold State Theatre play Roar, China!
reflected the two different camps that have always
been in confrontation, and created the principle
of montage on stage, which is manifested in the ima-
ge of a group mask — the performance of actors,
scenography, and other aspects. The actors of the Chi-
nese camp formed a group image with the help
of facial expressions, gestures, body movements,
and "voice sign” to create a lively ethnographic scene
and the concept of a theatrical symphony. The imperi-
alist camp made a stereotypical impression on the au-
dience, demonstrating a monotonous and faceless
image of the collective mask. Through the contrast
of space (big — small, far — close, high — low),
the scenery shows the confrontation of the two class-
es and the gap in power between the two camps.
The director used the method of contrast to cre-
ate the effect of stage montage. He not only turned
the contradictions on the stage from high to even
higher, but also tried to spread this confrontation
to the audience, arousing the political enthusiasm
of the viewer. In traditional Chinese theatre, there
is also the principle of montage and the concept
of theatrical symphony. Actors’ poses, gestures, steps,
facial expressions, recitations, singing, and acrobat-
ics play the role of individual instruments in an or-
chestra and produce a polyphonic effect. The size and
scale of the stage space can be shown on an emp-
ty stage by the actor's narration, the principle of con-
ventionality, and the staging of extras. The prin-
ciple of contrast creates the effect of montage
and raises the contradiction between the two sides
to a higher level.
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KOHUEMUMA MOHTAXA B CINEKTAKJIE
«PblYI, KNTAW! (TUM, 1926)
I B TPAANLUMNOHHOM KUTANCKOM TEATPE

AnHomayus: CnekTaknb «Pbium, Kutaiil» TMa, cozgaH-
HbIA MO MOTVBAM peasibHbIX COBbLITUIM, HOCW NOAUTUYECKUIA
XapakTep, UTO COOTBETCTBOBA/IO MHTepecy Meliepxob-
Ja K O4HOMY M3 HanpaBAeHWUW TeaTpaabHOW MOAUTUKK
1920-x rogoB., CBA3aHHOMY C XXaHPOM MOAUTOHO3pEHMS.
MoAnTnyeckuii xapakTep CnekTakasn OTPaXeH B CLEHM-
YeCKOM MpeACTaBeHNM ABYX MPOTUBOBOPCTBYOLWMNX CUA
W ABYX COLMaNbHO-MONUTUUYECKUX CUCTEM, CTOALLNX
3a HMMW. BbipaxeHne NpoTUBOpEUMsa MEXAY NPOTUBO-

BBEJEHUE

C.M. TpeTbskoB ncnonb3zoBan «IHUnAeHT BaHcsa-
Ha» B KauecTBe MaTepuana A1s HanucaHus gpambl
«Kokuedep» (Coekehafer; HazBaHMe BpuTaHCcKo-
ro BOeHHoro kopabns). B sHeape 1926 roga «Kok-
yedep» Oblna NocTaBaeHa Ha cueHe TMa n, no
npeanoxeHnto Melepxonbaa, Ha3BaHa «Pbiun,
Kutain!». B nccnegosanmn'® A.A. N'eosaesa, NocBs-
LeHHOM TeaTpy uM. Bc. Meliepxonbga, ecTb OT-
AenbHaa Hebosbliasa rnaea o cnekTakne «Pbluy,
Kutan!», B KOTOpOI onucbiBaeTca obpas rpyn-
MOBOro KMTAMCKOro nareps Ha cueHe W kpart-
KO M3naraetcs cueHorpadus. B cBoel ctatbe?
MN.N. HoBuuknin n3yumnn obpas 605, chopmmpoBaH-
HbIh M.W. babaHoBoli. B kHure «babaHoBa: JlereHaa
n buorpadus»3 babaHoBa pacckasana o npouecce
penetnuumn poau 6os ¢ Meiepxonbgom.KJ1. Pya-

1. Cm.: [o30es, A.A. Teatp umenun Bc. Merepxonbaa (1920-
1926) // A.A. TBo3ges. — /.. Academia, 1927. — 55c.
(«CoBpeMeHHbIN TeaTp», Bbin.1).

2. Cwm.: Hosuykud, M1./. Obpasbl aktepos / MN./. HoBuukui. —
M.: UckyccTBo, 1941. — 400c.

3. Cwm. Typoeckas, M.U. M.U. babarosa: NlereHpa n buorpadus //
M.W. Typosckasa. — M.: ckyccteo, 1981. — 351c.

6OPCTBYHOLLMMUN CTOPOHAMM CTaN0 BaXKHOM NMOANTNUECKOW
3ajaven cnekTakas, Ans JOCTUXEHUS KOTOPOW pexunccep
«Pblun, Kntan!» ncnosb3oBan NnpuHLMN MOHTaxa B TeaT-
pe. B TpaANLUMOHHOM KUTaWCKOM TeaTpe Takol MPUH-
LN MOHTaXa TOXe CyLLLeCTBYeT, HO MOABAAETCA Ha CLieHe
B GOpmMe YCNOBHOCTU.

Knrouessie coea: «Poiun, Kutaii!», MOHTax, Tpaauum-
OHHBIN KUTANCKNIA TeaTp, YCIOBHOCTb.

HULKWI Tak Xe n3ydan cnektakiab «Pbium, Kutan!»
B KHUre «Pexxuccep Menepxonba»4. B npounssese-
HUW paccKa3blBaeTCs O PEXMNCCEPCKON NOCTaHOB-
Ke MacCOBbIX CLieH N MPOTUBOCTOAHNUW ABYX Pa3HbIX
cTunen nx ncnonHeHus. Kpome toro, 13 razeTHowm
KPUTMKM Mbl MOXEM Y3HaTb O CLLEEHUYECKMX Mpes-
ctaBneHunax «Poium, Kutan!» Ha cueHe TIMa v Ha rac-
Tponsx B EBpone. B 2009 roay TanBaHbckuii npodec-
cop Uuny KyHbnaH onybavkosan ceoi Tpya «Mocrta-
HOBKa, pacnpocTpaHeHune 1 noantTuyeckas bopoba
B LLEHTPe — UCTOPMA MOCTaHOBOK CneKkTakns “Peiuy,
Kutaii!” B BoctouHol A3nmn»>. laHHas paboTa, ¢ Tou-
KW 3peHnsa NoIMTMYeCcKOro TeaTpa, Hambonee NONHO
nccneayet UCTOPULO TeaTpasibHOW 3BOAOLLUMN
«Pblun, Kutain'!» B Cosetckom Coro3ze 1 BoctouHom
A3nn. lNMocne oH ewe aBaxabl nocewan Poccuio

4. Cwm.: PydHuykud, K.J1. Pexxunccep Menepxonbg, // KJ1. PygHnu-
k. — M.: Hayka, 1969. — 527c.

5. Cm.: Qiu Kunliang. Xi ju de yan chu, chuan bo yu zheng zhi
dou zheng ——yi «Nu hou ba, Zhong Guo!» dong ya yan chu
shi wei zhong xin [Lito KyHbasH. MoctaHoBKa, pacnpoctpaHe-
HWe 1 noanTnyeckas bopbba B LIeHTpe —— MUCTOPWA NocTa-
HOBOK cnekTakns «Pblum, Kutan'!» B BoctouHon Asnn] //
Xi ju yan jiu [MiccnepoBaHue Teatpal, 2011,7: P. 107-149.
(Ha KUTaNCKOM fA3bIKE).
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ana céopa nHpopmaumm 1 B 2013 rogy BeinycTun
A/IMHHOE NnTepaTypHoe npousBeseHne «Heyxe-
av moamn npaebl? — “Pblun, Kutan!” TpeTbsakoBa
n Menepxonbsa»®. KHura nccnegyet TBoOpUeckyto
nctTopuro nbecbl «Pbium, Kutan!» ¢ Toukm 3pe-
HWS ee TeaTpaNbHOIO NPeACTaBAEHUA U BANAHUA
NOJNNTUYECKON Cpeabl.

YT0 KacaeTcs UlyyeHmsa TeaTpasbHOrO MOHTaXxa
Menepxonbaa, A.tO. Panocos noapobHo npeactasu
CTPYKTYpY TeaTpasbHOro NpeAcTaBAeHUs U NPUH-
LMMbl TeaTpasbHOro MOHTaXa B KHure «Pexwmccep-
ckas meTogonorus Menepxonbga»’. Mexay 1920-m
1 1930-x rogamu cueHu4Yeckne npouseeseHus Meliep-
XO/bJla UMEeNN XapaKTePUCTUKN, aHANOTNYHbIe KUN-
HemaTtorpadpuueckum. 3Tm paboTbl HobLue He orpa-
HUYMBANUCH CTPYKTYPOU KAacCMUYeCKOW ApaMbl,
M CNeKTakNb Ha CLeHe pa3fennacs Ha paj anu-
30p0B. «CKNOHHOCTb Melepxosibja coBMmelLaTb
B paMKax OAHOrO CLIeHWYeCKOro NPOCTPaHCTBa Hec-
KONbKO NAaHOB, CO3jaBaTb AN AENCTBUSA ABe
n bonee NMHUN Pa3BUTUA CAY>KMNA CPEACTBOM Bbl-
MOJIHEHMSA Pa3NNYHbIX MOCTAHOBOUHbIX GYHKLWNIA:
OT NPOCTeNeNn — 3KOHOMMUSA CLEHNYECKOrO Bpe-
HW, 0 CJIOXHOMW, JatoLLLell BOSMOXHOCTb Peasiv3oBath
pasnyHble GOpPMbI TeaTpasbHOrO MOHTaxa baro-
faps CTONKHOBEHMIO, COMOCTaBAEHNIO COOTBETCTBY-
FOLLIMX MJIAHOB N CHOXKETHbIX IMHNI»E. B TpagmMumoH-
HOM KWUTaWCKOM TeaTpe Takon MPUHLMN MOHTaXxa
TOXe CyLLeCTBYyeT, HO NOSBAAETCA Ha CLieHe B dop-
Mme ycnoBHocTu. CnekTakab «Pbium, Kutani!l» TMMa
COOTBETCTBYET BblLLEYNOMSHYTOM XapaKTepuUCTUKe,
M HEKOTOpPble MOHTaXHble KOHLLeNLUn B HeM 3acay-
XMBAKT U3YUYEHUA.

LLE/Ib UCCNIEAOBAHUA — MPOaHaIN3UPOBaTh MPUH-
LM MOHTaXa crnekTakas «Peium, Kutai!», HaiT cooT-
BETCTBME NOAXOAaM TPAAULIMOHHOTO KUTACKOro TeaTpa.

3AZAUN UCCNELOBAHUA:

1. YcTaHOBMWTb B3aMMOOTHOLLEHME TeaTpanbHOM
noandoHum B cnektakae «Poiun, Knutan!» n
B TPAAVLMOHHOM KMTANCKOM TeaTpe.

6. Cwm.: Qiu Kunliang. Ren ming nan dao mei cuo ma? «Nu
hou ba, Zhong Guo!», Te Lie Ji Ya Ke Fu yu Mei Ye He De [Lito
KyHbnsaH. Heyxenn ntoan npasbi? «Pblun, Kutaii», Tpe-
TbkOB U Menepxonba] // Tai Bei: Tai Bei yi shu da xue; INK
[Tanb3nckuin yHnBepcuteT uckyccts; nagatenbcrso INK], 2013.
832p. (Ha KMTalicKOM fi3bike).

7. Cm.: Panocos, A.fO. Pexxnccepckas Mmetogonorms Meepxosb-
aa // AO. Panocos. — 2-e usg. — CaHkr-lMetepbypr : JlaHb,
2022. — 408c.

8. Tamxe. C.383.
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2. [MpoaHann3mpoBaTb NPUHLMNBI MOHTaXa
B cnekTakse «Pbiun, Kutaiil» n B TpagmumoH-
HOM KUTaWCKOM TeaTpe.

OBbEKT MCCNEAOBAHUNA — MOHTaXHble NPUHLA-
Mbl CTPOEHWA ApamMaTyprm cnekTaks.

npegmeT UCCIel0BaHNA — MOHTaXHble MPUHLMMbI
CTPOEHUs crnekTakns B TeaTpe B.3. Meliepxonbaa
M B TPAANLMOHHOM KMTaCKOM TeaTpe.

MATEPUAN UCCNEAOBAHUA — CnekTakab «Pblup,
Kutaii!» Ha cueHe TIMa 1926 roaa, MNeknHckas one-
pa «L30 Jloy Wa Cu (CyH Li3sH B rHeBe ybuBaeT AHb
Mocn)» n AHbxoiickaa onepa «Ly AHb Ln Li3toHb
(TyaHb HO HaBoaHseT CeMb apMuiA)».

HOBWU3HA NCCNEAOBAHUA 3aKNHOYAETCA B HAXOX-
AeHWUM conpsaXKeHUa TeaTpaibHbIX B3rnsgos Merep-
X0Jbla U TPaZMLIMOHHOTO KMUTaCKOro Teatpa nyTem
aHanmsa n cpaBHeHMA MPUHLMMOB MOHTaXa B «Pbluw,
Kutaitl» n TpagmMLUMOHHOM KUTANCKOM TeaTpe.

NCTOUYHNKOBAA BA3A UCC/IEAOBAHUA — peLieH-
31K, NKOHorpadwma, BUAeO3anmcn nNponseeseHuin
TPagVLMOHHOrO K1TacKoro Teatpa.

METO/,0/10TUA UCCNELOBAHUA OnMpaeTca Ha
MeTOAbl PEKOHCTPYKLMN N aHann3a crekTakns,
BbIABWHYTble NEeHWHIpajCckol (rBO3A4eBCKOM)
LUIKONOWN TeaTpoBeAeHNs; Ha NPUHLMM NCTOPU3Ma
N NCMONb30BaHNE CPABHUTENLHOIO METOAA.

PE3Y/IbTATbI U OBCY>KAEHMUE

«Pblun, Kutan!» coctonT M3 BOCbMUM 3MN3040B.
CroXeT pa3BopaymBaeTcs BOKPYr CTONKHOBEHMNS
KUTaCKMX paboumx 1 eBponenues, AeNCTBUS NOC/e-
[OBaTe/IbHO YepeayroTcs B BUAe CLEH, pa3Bopa-
UMBAIOLLMXCA Ha aHrAMACKOM kopabne, 1 cueH
C KMTauamu Ha Bepery pekn n Ha caMoli peke.
Mpu coeAVHEHMM 3NMN30J0B B NMOC/AeA0BaTeNbHYHO
LLeNoYKy OCHOBHOW 3ajaveil YepesoBaHNA ABAS-
eTcs KoHTpacT. C Hayana 1 A0 KOHLA CreKTak/s
Ha CLeHe Bcerga npucyTCcTBYHOT ABe NpoTMBO6Op-
cTBytOLLMeE rpynnbl. [pUHUMA KOHTpacTa peannsyet-
€Sl BO BCEX acrekTax CLLleHNYeCcKoro NpocTpaHcTBaa:
B BbICTYMJIEHUW aKTEPOB, AEKOPALMAX U NMPOUEM.

B cBoei nbece C.M. TpeTbskoB spKo n3obpaxaet
ABa NPOTUBOMOJIOXKHBIX Slareps: 6eAHbIA KUTANCKNIA
narepb — KyJaw, Ciyra, CTYAeHT, KyneLw, TOA0UHMN-
KW; NpeACTaBUTENN EBPOMENCKONO U aMepPUKaHCKO-
ro MMnepuanmsMa — aHrio-amepukaHckme Kyrnupl,
MUCCUOHEP, KOPPECMOHAEHT, KOMMpazop, obuuep
n Matpocbkl. Mellepxonbs nokasan ABa nareps
Ha CLieHe B [iBYX COBEPLUEHHO pa3Hbix obpa3zax. Ku-
TaWCKWI Narepb NPeACTaBAEH XMBO, CO MHOXECTBOM

3THorpaduyeckmnx anemeHToB. Pexxunccep noapob-
HO MoKa3ai CLeHy KMTalCKoro rnopta B Hayase
N NCMONb30BaJl MHOTO AeTafel, YTobbl co3aaTh pe-
aNNCTUYHYIO KapTuHY. «B nepBoM akTe mokasaHbl
CLLeHbI pa3rpysku THOKOB € YaeM. Kaxabli 13 kyau
NOBUT HaneTy 60/bLLION TIOK, B3Ba/JIMBAET €0 Ha CNu-
Hy 1 BbICTpO yberaet ¢ Howen»°. Kpome Toro, bbian
aKLEeHTUPOBaHbI pa3NnyHble 3BYKOBble 3hdeKTbl.
«Ha cueHe nokasaH NoBCeAHEBHbIV TPYA KUTal-
CKMX paboumx, peMecieHHNKOB, MENKNX TOProBLIEB.
MOMMMO JIOAOYHMKOB W FPY3UNKOB, MMEHLLNXCA
B MbeCe, PEXNCCypa BBEIa TOUWUbLLMKAE, LUPHOIb-
HWKa, MO30/IbHOIO ornepaTopa, PUKLLY (4enoBek,
NCMONHAOWMIA 0653aHHOCTM AoLWaaN: BE3YL U
Ha cebe KONSCKy C CeZOKOM), TOProBLa caacTsamuy,
npojaBL,a BEEPOB — KaXZA0ro € ero "3BykKOBOW Bbl-
BECKON" — COYEeTaHWEM 3BYKOB, OCOObIM A1 KaXz0M
npodeccmn 1 NPOM3BOAMMbIM rONOCOM, TPyHOM,
KOMIOTYLWKOM 1 nNpou.»'0. MinnrocTpaTnBHbIE 3BYKM
1 obpasbl Ha CLieHe MOBbIWAT ayTEHTUUYHOCTb
nencTBus. Pexxnccep spKko 1 ecTecTBEHHO npeacTa-
BWJ KUTANCKYHO 3THOrpaduueckyro KapTuHy, cTapa-
ACb NPUBAEYb BHUMaHWe 3puTenei HacToALWwmMMu
3K30TUYECKMMU CLLEHAMM.

CTOUT OTMETUTb, YTO B 3TOM 3MMN304€e MY3bIKa,
[EeNCTBUSA aKTEPOB W 3BYKOBbIE 3HAKW, 3aKpPeneH-
Hble KaXXAbIM MePCOHaXeM Ha CLLEHE, COCTaBAOT
CNOXHYHO TeaTpanbHyto noandonuto. J1. B. Bapnaxos-
ckui nucan: «<Meliepxobg nepBbIM chopMyanpoBan
W NPOBeN B CBOEWN MpakTuKe HOBblE B3aMMOCBS-
31 MeXay My3bIKOW U1 ABuxeHneM. OH Havan pac-
CMaTpuBaTb KaXoro aktepa Kak O4WH U3 roI0CoB,
KOTOpble OH NOJIMPOHUYECKM BNUCHIBAA B NapTu-
Typy Komnosutopa»''. Pexxuccep 3an10Xuna OCHO-
BY «CMeKTak/s Ha My3blke» B MOCTaHOBKE KOMeAMM
A.M. Daiiko «Yuutenb bybyc» (TUIM, 1925). «Cnek-
Tak/b NPOBOAMW/CA MO OYEHb CIOXHON NapTUType,
B KOTOPOW BeLLM, CBET, 3BYK, My3blka, ABMXEHWE,
roJ10C U CJI0OBO UTpaau poJib OTAENbHbIX MHCTPY-
MEHTOB OpKecTpa, NPoKaajbliBas MyTb K CO34aHUIO
TeaTpasbHON CUMPOHUUN» 12, «YunTenb bybyc» ctan
ana Melepxonbia Ba>XXHOW BEXOW Ha NyTU CUM-

9. Mellepxoibj B pycckoi TeaTpanbHol kputuke: 1920 — 1938 //
CocT. 1 KOMMeHT.T.B. JlaHuHoW. — M.: ApTucT. Pexxuccep.
Teatp, 2000. — C.197.

10. @espansckull, A.B. lecate net Teatpa Melepxonbaa //
A.B. ®eBpanbckuii. — M.: Pegepauns, 1931. — C.52-53.

11. Bapnaxosckud, /1.B. HabntogeHusa. AHanmns. OnbiT // Peg,.
N.4. Bengposckas, npeguca. AH. AHactacbes. — M.: BTO,
1978. — C.107.

12. [eo30es, A.A. TeaTp umenn Bc. Menepxonbga (1920-1926) //
AA. TBo3geB. — J1.: Academia, 1927. — C41. («CoBpemMeH-
HbIV TeaTp», BbIM.1).

dOoHMYeCKMX 3IKCMepUMeHTOB B TeaTpe, a «Pblun,
Kutaii!» — npogonxeHvnem «Yumtensa bybyca».

Ha cueHe BOCTOUHbIN 06pa3 akTepoB, pasnmy-
Hble NpeAMeTa KMTalickoro bbiTa, 3Bykun Npubopos
N MHCTPYMEHTOB, rPyNnoBble MaHTOMUMUYecKme
LENCTBMA U NPoYMe 31eMEeHTbI COCTaBASAOT C10XK-
HYtO TeaTpabHyto NoANdOHWMI0. B sTHOrpaduryeckom
cueHe «Pbiun, Kutasal» pexunccep ncnoabsosan me-
TOJ, BBEAEHWA 3ByYaHUsA B BelLecTBeHHOe opopmIe-
HWe cueHbl. «<OH OKPYXXMA CLLEEHNYECKYH MAOLWaAKY
6ambykamu, Bucsawmmm B noaykpyre. Npu Bxoge
1 BbIXOZEe aKTepoB NoCTyKMBaHWe HambyKoBbIX Lec-
TOB MOAYEPKMBANO MOABAEHVE W YXOZ AENCTBYIOLLNX
2L, cO3AaBas LieNyto raMMy akkOMMaHUPYHOLLMX Luy-
MOB...» 3. B nepBoM 3nunzoge «Pbium, Kutan!» y kax-
[Oro nepcoHaa Ha CLieHe eCTb CBON COBCTBEHHbIN
«TOIOCOBO 3HaK»: pexmccep paspaboTtan cooTBeT-
CTBYIOLLME MY3blKaNbHble MHCTPYMEHTbI (PEKBU3NT)
A9 KaXKAO0ro akTepa, U 3TV NpejMeThbl U3atoT pas-
Hble 3BYKW. XOTs akTepbl AENCTBYIOT B MaHTOMUME,
Y HUX €CTb CBOW COBCTBEHHBIA YHUKAbHbIA «A3bIK>.
MaHTOMMMUYECKNe JeNCTBUA KMTalckoro obpa-
3a CcoYyeTaroTCA C KUTAWCKUM «A3bIKOM», 0bpa3ys
HapOAHYH CUMPOHMIO.

My3blka, WyM K 3ByKoBble 3¢ PeKTbl 34ecCh
He TONbKO A8 TOro, YTobbl NOAUEPKHYTb 0CObYHO
aTmocdepy, HO U AN TOro, YTobbl CTUMYANPOBATb
fencTBue, Kak B TPaAULMOHHOM KMUTaliCKOM TeaTpe,
B KOTOPOM MYy3blKa UrPaeT BaXHYH pPOJb — KOHTPO-
nmpyeTt gelncTeus Ha cueHe. CornacHo KoHUenumum
Meliepxonbga, UCNONHEHNE TPAJULIMOHHOTO KK-
TalcKoro TeaTpa Ha CLeHe MOXHO paccmaTpuBaTh
KakK CUHTE3UPOBaHHYO TeaTpasbHY0 CUMGOOHWIO.
AKTepcKume no3bl, XecTbl, Wark, MUMKUKa, Aekaama-
LA, NneHve, akpobaTnka NrparoT Poab OTAENbHbIX
WMHCTPYMEHTOB B OPKEeCTpe 1 Npom3BoaaT noando-
HUueckuii 3ddexT. B TpagnLMOHHOM KUTaiCKOM Te-
aTpe CyLecTByeT MHOXeCTBO GDMKCMPOBaHHbIX GopM
nepKyccuu, KOTopble NOAUYNHAIOTCA OnpeaeneHHbIM
npasuaaM 1 NepesaroT pasanyHble YyBCTBA PONEN.
Hanpumep, dopma «xun xm ®3H» — My3blKaab-
Has NepKyccus ¢ 6bICTPbIM PUTMOM, UCMOAb3yeMas
B TPaAMLIMOHHOM KMUTaCKOM TeaTpe ANs COMpOBO-
XAEeHNA BbICTPOro NeHWs UAN apuii U JEMOHCTPU-
pytoLLias ouyleHre HanpsxeHHoCcTK poan. dopma
«Lly” Toy» 06bI4HO MCNONb3YyeTCa A/1A BbIpaXKeHUs
AMOLUMWM CTblAa U nevanu.

[JBVXXeHWs akTepOB TakxXe MOryT oTpaxaTb n3me-
HeHus aMoLmmn poaun. B «CnoBape MCMONHWTENLCKOTO

13. Tam xe. C. 41.
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NCKyCcCTBa TPaAMLMOHHOIO KUTAaUCKOro Teatpa»
3adukcnpoBaHo 34 meToga Urpbl rnasamu, U Kax-
[,0€ BblpaxkeHue rna3 CooTBETCTBYET onpeseneH-
HOW 3MouUN MK cutyaumun. Y Maii JlaHbdpaHa ectb
54 Buza XecToB, KaXAbI U3 KOTOPbIX MMEET pas-
NIYHbIE cMbICT U dopMy. Hanpumep, «JlaHb Xya
Ukm» — XKeCT pyku, korga 60nbLIon 1 cpeaHni
nasblbl KacatoTCs APYr ApPYra, a oCTajdbHble Mab-
Lbl NOAHATLI BBEPX. [TpMKpbIBaHME LEK 3TW XXECTOM
yKa3blBaeT Ha 3aCTEeHUMBOCTb U CTECHUTENBHOCTb,
a yCTpeM/eHne Hapy>Xy — Ha CTpax.

MocKkoNbKY YCNOBHbIE ABUXEHUS U MY3bl-
Ka MOryT oTpaxaTb M3MeHeHWe 3MOoLUIN po-
NV, B HEKOTOPbIX Cly4Yaax OHU MMeIT onpeje-
NeHHbIN nonndoHmyecknin 3sddekt. Takou
3ddekT peannsonaH B [MekmHckol onepe «Li3o
Nloy Wa Cwn (CyH L3aH B rHeBe ybuBaeT fAHb
Mocwn)» (1989, AHb Mocn — YsHb KOHANH, CyH
LU3aH — Banb KOpoHr n gp.). CroxeT 3akatovaeTca
B TOM, YTO rAaBHbIi repoit CyH LI3saH nokuHyn
AOM cBOeW Nt060BHMLbI AHbL NocK nepes paccee-
TOM. o AOopore oH BHe3anHO OOHapyXWuA, YTo
ocTaBuA B gome AHb Mocn cymMKy, B KOTOPOW Ha-
XOANANCH JOKYMEHTbI U MUCbMO, B KOTOPOM OH
obwanca c NoBCcTaHLaMu, NO3TOMY OH MOCMELWHO
BepHyAacs, utobbl 3abpathb ee. A ntoboBHULA AHb
Mocu y>xe oBHapy>xuna NUCbMO, TakHO cnpATana
€ro v npuTBOpMAachk cnawen. Ha cueHe opkecTp
rpoMKo urpan bapabaHnyto popmy «xu Axum
®3H», rPOMKO, 6bICTPO, HEOTNIOXHO U CUABHO.
AkTpuca, cbirpaslias AHb lMocn, 3akpblna rnasa
W TUXO OTKMHYNAChb Ha CMUHKY CTyna, NOKa3bliBas,
yTo OHa cnuT. ¥ CyH L3saH gpoxat pyku n 6opo-
Aa, OH H6bICTPO MalleT pyKkaBOM, YTOObI MOKa3aTb
CBOIO BHYTPeHHoto TpeBory. OgHako NOUCKM ak-
Tepa 6blaM MeANeHHbIMWU, YTOOblI OTPa3nTb, UTO
OH BHMMaTeNbHOMLWET MUCbMO. HencToBbIN My-
3blKaNbHbI PUTM Ha CLieHe, cTaTuyeckas nosa
aKkTpuchl, ApoxKalune pyku, bopoga aktepa u ero
MeAieHHble Warn — BcCe 3TO NPOU3BOAMUT onpe-
AEeNeHHbIN NoandoHnYecknin apdexT.

B cnektakne «Pbiun, Kutan!» Menepxosba u ero
conocTtaHoBLMK B. ®egopos B nepBOM 3nn3oge Mak-
CUMaNbHO MoKasan cueHbl XusHu Kntaa n He ctan
BCTyNaTb B ApaMaTnyeckmii KOHPAUKT. Kak oTmeTmn
M.b. 3aropckuii Ha cTpaHuuax «XXKU3HM NCKYCCTBa»,
«B MepBOM Xe 3nun3oge B. Pegopos 3actaBaseT Ku-
TalCKMX rpy3umkoB B npogosxerHue 10-15 MUHyT
nepeTackmBaTb €O cueHbl 0Koa0 100 THOKOB C YaeMm,
a 3aTeM BOJIOYMTb ellle OFPOMHBIW KOTes, U 3a 3TO
BpeMs AeNCTBUE MbeCkl He NPOABUIaeTCca BRepes
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6yKBasbHO HW Ha OAMH Lwar...»'. Pexwnccep obpa-
TMACA K 3THOrpadum n chopmmpoBan cBoeobpasHyro
KapTWHY Ha cleHe, co3gaBas 15-MUHYTHbIN 3n1304,
H6obLIe NOXOXMWI Ha KUTANCKMIA AOKYMEHTa/IbHbIN
dunbM. ITHorpadmyeckas cueHa NokasbiBaeT CTa-
BUNLHOE COCTOSIHNE XXM3HW KMTaMLEB, KOTOpas Obina
HapylleHa C BTOpPXXeHWeM aHMUMNCKOro BOEHHOTO
kopabna. XnzHb B CTUE JOKYMEHTaNbHOIO GuUb-
Ma B Hayasne KOHTPacTMpyeT C ApaMaTUYeckKMM KOH-
GANKTOM, KOTOPBIA NOCAeayeT 3a 3TUM.

C npnbbITMEM aHr10-aMepPUKaHCKMX KYMLOB CLie-
Ha bblna pasgeneHa Ha TpPW NPOCTPaHCTBA ANSA BbICTY-
nneHuii. B ctatbe A.A. [BO32€eB Npeaioxmn yetkoe
HarnagHoe pasgeneHune naaHwera: «B rnybuHe cue-
Hbl BbICOKO B3AbIMaeTCA KaHOHepKa, ymellatoLas
Ha MATW 3Taxkax NyLwkKu, MaTpocos, odunLEepos,
TYPUCTOB, MUCCMOHepa 1 Np. obuTaTenelrt BOEHHOro
CyZHa, rpO3SLLero paccTpesoM KUTancKoMy ropoj-
Ky. Monoca HacTosLLen BOAbI C TOAKaMUN OTAeNAeT
KaHOHepKy OT LUMPOKOro NpoCLEeHnymMa, Ha KOTo-
POM pPa3blIrpbiBatOTCA BCE CLLEHbI C KUTAUCKMMMU KY-
am»"5. N3 poTomatepmnanoB cnektTakas BUAHO,
UYTO Ha CcLeHe npucyTcTBoBann 6onblime 6oeBble
Kopabsv, nanybel, apTuanepus n gpyroe obopyzo-
BaHuWe, a cueHorpaduns Obina HacblWweHHas 1 3pe-
JVLLHas. Ha 3afHelt YyacTu CcLeHbl, rae pacrnonaraeTcs
aHMIMNCKUI BOEHHbIV KOpabb, ciesyeT OTMETUTD
apTuAnepuiickyto balliHio, KOTopas Moraa BpaluaThb-
€Sl M HanpaBAATb CTBOJIbI OPYAUI B CTOPOHY Nyban-
kun. [pyraa gekopaumsa Takxe JennTca Ha pasHble
naowaaku: «Ha nepsow naoLiaske HaXoAUTCA CKNag
TOBapOB, CMMBOJIU3UPYHOLWMIA MHAYCTPUANbHYHO
BenvkobputaHuio; BTopas niowaska cMMBOAN3N-
pyeT Kutain, Mexay HUMK ABYMs pacnpoctepnach
BOAA, AEMOHCTPUPYSA OTUYXKAEHHOCTb BYX CTOPOH
APYT OT apyra»’e.

Pa3geneHne NpocTpaHCTB NbITAETCA YCTaHOBUTD
NPVHLKXN MOHTaXa Ha cueHe. 3aAHAA YacTb cLe-
Hbl OTHOCUTCA K MMMEPUaNnN3My, KOTOPOMY NPOTM-
BOCTOMWT MPOCTPaHCTBO B NepesHelt YacTu CLieHbl,
OTHOCALLEeCA K 30He MPOXKMBaHNSA MECTHbIX XUTe-
Nen. Boga nocepeauHe n3oanpyeT ABa pa3HbIX Knac-
COBbIX MM1pPa M CTAaHOBUTCS MPOCTPAHCTBOM, A€ OHU
HaUMHAtOT KOHPAMKTOBATb. BOeHHbI KOpabab

14. 3azopckudi, M.b. PblYW, KWTAN // M.B. 3aropckuii // XusHb
nckyccrea. — 1926. — N26. — C.11.

15. leo30es, A.A. TeaTp nmenn Bc. Mewiepxonbaa (1920-1926) //
AA. TBo3geB. — J1.: Academia, 1927. — C47. («CoBpeMeH-
HbIli TeaTp», BbIN.1).

16. Huntly Carter. The New Spirit in the Russian Theatre,
1917-1928 / Carter Huntly. — Manhattan : Arno Press,
1929. — P.216-218.

3aHMMaeT camoe ryboKoe 1 BbICOKOE MPOCTPaHCTBO
cueHbl. OH He BbICTynan B kayectBe GOHa, a ABNANCA
HaCTOALLMM NPOCTPAHCTBOM ANA NPEACTaBAEHWS,
Ha KOTOPOM MOTYT BbICTyNaTb akTepbl. Pexxunccep
YCTaHOBWJ Ha CLieHe TO/IbKO NepeAHIo0 YacTb BO-
eHHOoro Kopabns, 1 yepes MeToz «4acTb BMECTO
LEesoro» 1 NPUHLMN CLLEHNYECKON NepcrnekTuBbI
OFPOMHBI BOEHHbIV KOpabab Bbl ycrewHo nokasaH
Ha cueHe. B npoTvBOBeC eMy B nepeaHen 1 HUXHeN
YacTu CLieHbl HaXOAATCA I0AKM pblbakoB B BOAAX,
a TakXe XuJoe NPOCTPaHCTBO KUTalLEB — 3TO Mpo-
CTpaHCTBO Bamxe K ayamtopum. KOHTpacT npocTpaH-
cTBa (bosnblioe — ManeHbKoe, Aanekoe — 6aU3Koe,
BbICOKOE — HW3KOEe) NMoKa3biBaeT NMPOTUBOCTOS-
HWe ABYX KJacCOB M PaspbiB B CUE MeEXAY ABYMSA
narepamu.

Kak n3BeCTHO, Ha CLieHe paHHero TPaAnLMOHHOrO
KWTaWCKOro Teatpa OTCYTCTBOBaAW 3anafHble pea-
NNCTUYHbIE AEKOPALIMN 1N COOTBETCTBYHOLLME METO-
Abl OCBELLEHWNA CLLeHNYeCcKOoro NckyccTBa. Ha cueHe
BCEro HECKO/bKO NPeAMETOB pPekBM3MTa, TaknX Kak
CTOJIbI U CTYNbA, AW HUYero HeT. OgHaKo 3TO He Me-
LaeT CO3aHNIO CLLEHMYEeCcKOro NpocTpaHCTBa.
Ha cueHe Takke CylecTByeT KOHLEeNLUMA KOHTpacT-
HOro MOHTa)<a pPa3J/IMYHbIX NMPOCTPaHCTB, KOTopas
peann3yoTCs C MOMOLLbHO aKTEPCKOM UFpbl Y NPUH-
umna ycnoBHoctn. CueHnyeckoe NPoCTPaHCTBO
B TPaAULMOHHOM KUTANCKOM TeaTpe Co3haeTcs C Mno-
MOLLIbIO Urpbl akTepa. Mocne Toro, kak akTep BbIXOAMT
Ha CLLeHy, OH CHayasia MOBEeCTBYeT KaK paccKasuuk,
06BbACHAA BPpEMSI, MECTO 1 MOTUBbI NEPCOHAXeEN of-
HOro 3a ApPYrvM, a 3aTem urpaet poJib B CreKTak-
ne. Eciv ncnonb3oBaTb aHaNorMo € XXMBOMMUCHIO,
TO Mepes BbIXOAOM aKTepOB NycTas CLieHa Noxoxa
Ha YMCTbIN INCT ByMaru, a 3aTeM akTepbl HauMHa-
HOT «PUCOBaTb» Ha CLEHE, N CLLeHNYecKoe NpocCT-
PaHCTBO NMOCTEMEHHO M306paXkaeTcs B pacckasax
1 BbICTYMNNEHWW aKTepPOB.

K nprvmepy, paccmMoTpuM 3nn3os B AHbXOMCKOM
onepe «ly Axb Ln LstoHb (TyaHb KON HaBoaHSA-
et Cemb apmuin)» (1989, Nyanb O — YxkaH LincaH
n ap.). CroxeT pacckasbiBaeT O TOM, UTO repow
l'yaHb KO He cmor nobeaunTb cBoero Bpara MaHr
[e Ha none 60s. l'yaHb KO BMecTe yaHb MMHOM
n Yoy LlaHoM nogHAAMCb Ha BbICOKYHO naathop-
My, UTOb6bl OCMOTpeTb Ka3apMbl MaHr [e. 3atem
l'yaHb FOV NoAHANCA Ha BbICOKME ropbl U OBHapYXuA
NpevMyLLEeCcTBO MECTHOCTM, @ NOCAEe NUCMO/Ib30Ban
HaBOAHEHWE, UTOObI YHUUTOXMUTb CEMb BPaXKeCKunx
apMuii. B Hauane 3Toro anusoga cueHa onycrena,
1 3BYK necHu NyaHb KO JOHOCUACA OT IEBOW KY/NChI:

lokudaro ceoli sesuKoNenHbIt YeHMpaabHeil
wamep

3atem yaHb FOR, MN'yaHb MuH 1 Yoy LlaH noss-
NA0TCA Ha cueHe, v NyaHb KO noert:

Caeiwly wym u3 apmelickux nazepeli Ljao
(nazepo lNane Je).
PaHelwe A cpaxanca yepes naime npoxo0os
u ybun wiecmes 2eHepasnos
u obesenasnusarue Ljal AHa'”
8 meyeHue mpex ydapos 8 6apabaH.
lyaro MuH u Yxoy LiaH, Ml noOHUMaemcs Ha
8b6ICOKYI0 n1amgopmy.

3atem lNyaHb HOW, MyaHb MuH 1 Yxoy LaH o6xo-
AAT CLLeHY, MOAHMMAA HOTU U YXOAAT, YTO YKa3blBano
Ha NPOLLECC BOCXOXAEHWS Ha BbICOKYHO NaaTthopmy.
3puTenn 3Hanun, 4To NPOCTPaAHCTBO NPOCTUPAETCA
oT KasapMsbl N'yaHb KO f0 BbICOKON NAaThOpPMbI.
[Janee Tpu aKkTepa BCTanu C NPaBO CTOPOHbI CLLEHbI,
l'yaHb tOW cTosn cnpaBa, NyaHb MuH 1 Yxoy LlaH
MOBEPHY/INCL CMVHOW K 3pUTENSM U BCTann nepes
l'yaHb HOW. 31O pa3zennno cueHy Ha ABa NPOCTPaHCT-
Ba — C/JeBa U cnpaga. B 310 Bpems uetBepo cratuc-
TOB BbILUAN U3 FNYOUHbBI C 1EBOW CTOPOHBI CLIEHBI,
n MNaHr [le nocnefosan 3a HAMK Ha NEBYHO CTOPOHY.
XoTs Ha cLeHe H14ero He bblno, Ha Hell obpasoBa-
NOCb fiBa pasHbIX MPOCTPaAHCTBA: CNpaBa — BbICO-
kas nnatdopma, KoTopyro 3aHuManu lNyaHb HOn
C copaTHMKamW, C1leBa — Bpaxkeckas Kasapma.

B TpagMLUMOHHOM KUTANCKOM TeaTpe pasmep
n MacwTtab npocTpaHcTBa MOryT HbITb MOKa3aHbl
Ha NycToW cLieHe, co3iaBas onpeAeneHHble MOH-
TaXKHble OTHOLLEHWA. B AonosHeHne K f3bIKOBOMY
NMOBECTBOBaHMIO akTepoOB PacrnoioXeHNe CTaTUCTOB
TakXKe MOXeT nepefaTtb MacliTab npocTpaHcTBa.
B cTatbe «KpaTkoe o6cy>aeHme BaxXHOW poan cTa-
TUCTOB B TeaTpa/sbHOM npeacTaBaeHnn» BaH JinnH
0606LLMA POSb MaCCOBKMN B TPAAULMNOHHOM KUTa-
CKOM TeaTpe: «Bo-nepBbIx, yka3biBaeT Ha HosbLuoe
KO/IMYECTBO JI0AEN; BO-BTOPbIX, 0ObACHAET CLOXET
1 OKPY>KatoLLLYHO Cpeay; B-TPeTbUX, 06bACHAET N3Me-
HEeHMA BO BPeMEHM U NPOCTPaHCTBE; B-HETBEPTbIX,
nepegaet atMochepy CLeHbl; B-NATbIX, yCUAMBaA-
eT leKOpPaTMBHOCTb CLieHbI» '8, B TpagMLMOHHOM

17. 3HameHUTbIN BOMH B PoMaHe «TpoeLapcTaums», B KOHLLE KOH-
LoB 6bln1 youT lNyaHb tOem.

18. Wang Liying. Qian tan "long tao" zai xi ju biao yan zhong de
zhong yao zuo zong [BaH JlunH. KpaTkoe obcyxaeHne Bax-
HOW poav cTaTUCTa B NpeAcTaBAeHUM TPaAULMOHHOTO K1Tai-
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KUTaCKOM TeaTpe rpyrnna cTaTUCTOB Ha3blBaeTCs TaH
N COCTOUT M3 YeTbipex YenoBek. TaH He OTHOCUT-
€l K TOYHOMY uncay nroger n 6osblue Noxoxe Ha
pacnbiBUYaTbI N abcTpakTHbIA cumBoa. OanH TaH
MOXKET NPeACTaBAATb COTHU, ThICAYU UAN JECATKU
ThICAY NtOAEN B pa3HOM penepTyape. VIx kocTiombl
YHUOULMPOBaHbI, U OHW NPEeACTaBAAOT cObON eau-
Hoe Lenoe. Hanpumep, Korga 3putenv ysuaenu re-
Hepana, BeAyLLero YeTbipex CTaTUCTOB, OHU 3HaW,
UTO OH BeZEeT MHOro CoAaT W olaje; nMnepa-
TOP BeN yeTbipex CTaTUCTOB, U 3puUTeNb MOHUMAJ,
uTo MiMnepaTtop noBen MHOro cBUTbl. B AHbxOM-
ckon onepe «lWy AHb Un L3stoHb (TyaHb O
HaBoaHsieT CeMb apMuii)» MaHr [e BbiBea Ha cLeHy
yeTblpex CTaTUCTOB, a MPOCTPaHCTBO C IEBOM CTO-
POHbI CLIeHbl NPeACTaBAsAIO ero ceMb apMunin. CeMb
apMWIA KOHTPaACTUMPYHOT C NMPOCTPaHCTBOM CMpaBa,
npegctasaaowmnm Nyanb FOg, N'yaHb MNMuHa n Yxoy
LlaHa. TakvMm 06pa3omM, NPOCTPaHCTBO, CO34aHHOe
CTaTMCTaMu, MOKa3ano paspbiB B CUAE fBYX CTOPOH.

B cnekTakne «Pbiun, Kutai!» HeT rnaBHoro repos,
NnoA06HOro TOMy, UTO €CTb B KN1aCCUUYECKOM KUTaW-
CKOM TeaTpe. Pexxuccep fennt nepcoHaxem Ha fBa
nareps v NbiTaeTcs NokasaTb Ha CLEeHe ABa NPOTU-
BOpPeUMBbIX FpynmnoBbix obpa3a macok. Obpas rpyn-
MOBOW Macku onpeaenseTcs CTUASMUN BbICTYNIEHNS
AByx narepent. A.A. [Bo3geB onucan obpas rpynno-
BOW MacKu KUTalckoro nareps: «/3HeMoXeHHble
NLa, 3aCKOPY3/ble PYKW, COTHYTbIE CMUHbI 1 Npe-
PbIBUCTO XPYMKWe MHTOHaUMKM, MHOroobpasHo
BapbWpOBaHHbIe, HaBCerAa YHUUTOXUAN Npa3j-
HYH 1 BbIUYPHYHO “KMUTaMLLMHY" Ha TeaTpe 1 3ame-
HWAWN ee NPaBAVBbIM MPOHUKHOBEHNEM B XU3Hb
TpyAALLerocs Kutanua» .

CnekTakab «Pbiun, Kutanl» B TMIMe ctaBun
B.®. ®epopos, a Meepxonba Aenan CLeHNYECKYHO
KOPPEKTUPOBKY. B HEKOTOpPBIX 3Nn30aax pexunccep
pa3Bua Gr3nUeckme ABUXKEHNS KUTANCKOro nareps
no cucteme 6MomexaHukK, YTobbl caenatb Urpy ak-
TepoB bonee Bblpa3nTebHON. AKTepbl, UrpaBLIne
Ky, HEMPEPbIBHO XOA4MAWN MO CLeHe, UCMOb3yA
eMHOO0bpa3Hble ABMXEHUSA, UTODObI MepeTacknBaTh
COTHHO THOKOB C YaeM CO cLieHbl. Pexxnccep abctpa-
rMpoBan ABMXXEHMA U3 XW3HWU U TPyAa, NpeBpaTua
UX B PErynsipHoe, yrnopas0UYeHHOEe 1 JOBKOE NaHTo-
MUMUYeckoe aenctaume. MNocne Toro, Kak cnektaksb

ckoro Teatpal. Ju zuo jia [Apamatypr], 2006(3): 1. P.89. (Ha kn-
TaCKOM fi3bIKe).

19. eo30es, A.A. TeaTp nmenu Bc. Mewiepxonbaa (1920-1926) //
AA. TBo3geB. — J1.: Academia, 1927. — C47. («CoBpeMeH-
HbIli TeaTp», BbIN.1).
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«Pbiun, Kutaii!» TMa ractponuposan B bepavHe,
BEHrepckuin nucatens bena banaw ynomsHyn B cTa-
Tbe: «"brnoMexaHnyeckunii NnpmHLMn” Menepxonbaa
B M306paXkeHnn K1TaiLieB B COBEPLLEHCTBE BOMJIO-
WeH NNLWb B ABYX TUNaxax. CTapuK-Kyan 1 maneHb-
Knii 601 — 3TO uyfecHble NoABMXHbIE MacKu» 2,
Nyuyiuan B cnekTtakne posib 60a-KMTakyoHKa — Masib-
yMKa, CNYrM Ha aHTIMINCKON KaHOHepke «Kokuedep»,
KoTopyto urpana M. babaHoBa, — BCS «ycTaHOBJEHa
n paspaboTaHa Bc. Meiepxonbaom»2',

babaHoBa paccka3ana B CBOMX BOCMOMMUHAHW-
SX O MpoLecce ee penetTmymin ¢ Meriepxonbaom:
«Melepxonba BAPYr NOAOLLEN K CaMOI pamne, cTa
CnefnTb N NOACKa3blBaTh: BOT TEMEPb HaKNOHUTECD,
obonpuTech 0 Nnepwaa, onycTuTe rosoBy, He TOPO-
nuTeCh, AMTE — TaK A JOMKHA Bblna NATU MeasieH-
HO, fiep>Kack 3a Nepuaa, n BCe BPeEMSA MeTb OYeHb
BbICOKO. A KOrga s AoLlna J0 ABEpU KanuTaHCKOn
KaroTbl, OH CKa3an MHe NpucecTb Ha KOPTOUKMU:
“Tak, a Tenepb PyKOWM Hallapwuealn NeTao 1 now,
non”. i pykow Haxozmna NeTato, KOTopas TaM yxe
6blna 3aroToBNeHa — a Ha MHe HblIM HagZeTbl M-
KW, — 1 B 3TO BpeMA Bpana camyto BbICOKYHO HOTY,
KOoTOpas Moyt obpbiBasack, Takas Hblna BblCOKas.
Mena uncro, He xpunena, bpana BepxHee “Mn".
W TyT TeMHOTa, f B 3TO Bpems npbirana BHMU3, 1, KOT-
f,a 3aXUranca CBeT, f Kayanacb y>e, Kak Tpyn»22,

ABTop TpeTbsikoB NpuBe3 menogun us Kutas,
BabaHoBa nonpocuna KNTanckux CTyAeHTOB MOMOYb
el BblyYnTb MNECHU, «NPUroAnanNCb U 6abaHOBCKMNI
abCcoNtOTHBIN CYX, 1 ee Ha YAVBAEHWE BbICOKWI YnC-
TbIA rONI0C» 23, Meliepxosibj, pa3BrBan He TOJIbKO aK-
TepCcKne ABMXKEHNSA, HO U XKECTbI PYK, YTODbI 3pnTenu
TakXke 3aMeTU/IN XeCTbl akTepa. Bepa NH6ep nucana:
«HeobbluyaliHo TporaTtenbHa babaHoBa B posu 60os.
XKect 6eCcnoMOLLHBIN 1 C1abbli, KOTOPLIM OHa ULLET
BEPEBKY, HEBO3MOXHO 3abbITb» 24, babaHoBa urpa-
Nla He B COOTBETCTBMM CO CBOWMM COBCTBEHHbIM MO-
HUMaHWeM, a AeNCTBOBasa Ha CLEHe NO yKa3aHWAM
Menepxonbaa. MacTtep BbICTYNuMA B Ka4yecTBe KOH-
CTPYKTOpa NPEeANOXEHHOW CLEeHNYECKor GopMbl
Ha peneTuuun, a babaHoBa Bblna MCNONMHUTENBHULER,

20. bena banaw. PbIYN, KWUTAW! // Bena banaw //
Die Weltblhne. — 1930. — N216 // MHemo3uHa: JloKkymeH-
Tbl M GaKTbl U3 NCTOPUM OTeyecTBeHHOro TeaTpa XX Beka //
Bbin. 4. Pea. coct. B.B. iBaHoB. — M.: VIHapwk, 2009. — C.663.

21. Mucbmo B pegakumio // Apuwa TUM. — 1926. — N2 2. -
C.26-27.

22. Typosckas, M.U. M.W. baba+osa: JlereHaa n 6uorpadus //
M.W. Typosckasa. — M.: ickycctso, 1981. — C.78.

23. Tam xe.C.77.

24. UIH6ep, B.M. Pbiun, Kutaii! // B.M. NHbep // Hos. 3pu-
Tenb. — 1926. — N26. — C5.

BOMJIOTMBLUEN NPeasioXeHHY0 popmMy Urpbl. Meii-
epX0o/bl NPeANoXuna KOHKpPeTHble ABUXEHWUS
N XecTbl 605, U 3TU PUKCMPOBAHHbIE ABUXEHUS
coyeTanucb C NeHMem. ITO MO3BONAET Nerko
npeacTaBuTb GOPMY UCMOAHEHUS TPAJULNOHHOIO
KWTaWCKOro TeaTpa, KOrZa akTepbl MepesatoT nepexmu-
BaHWA 1 YyBCTBa NePCOHaXxel NoCcpeACTBOM BHELL-
HUX GU3NUYECKUX ABUXKEHWUN, N BCE ABUXEHUS
bUKCMPYIOTCA M CONMPOBOXAAKTCA MY3bIKOM.

Pexxwunccep npugaet 60abLI0e 3HaveHne dop-
MUpoOBaHMIO obpasza NepcoHaxa, kak OH cKasa:
«HY>KHa BU3UTHas KapTo4ka posav. Hago nokasatb,
YTO 3TO POJIb, @ HE 3NMN304»2°. XOTb NEePCOHax 604
N OblN HE3HAUNTENbHBIM, HO NOJ PYKOBOACTBOM
Meliepxonbaa akTpuca Yepes ABUXKEHUS, XXeCTbl
1 3BYK MOKa3ana no3TUUHYH CLieHy camoybuincTea,
CO3/aNa YHUKabHbIN 06pa3 NMPUUECKON MacKu.
M. HoBmLKWI Tak onmncan 3ToT obpas: «neceHka 3a-
MOMUWHaeTcsa Ha BCHO XKW3Hb. Korga MblCieHHO nepe-
6upaelb B NnaMATM Hanbonee CUIbHbIE MOMEHTbI
B MCTOPUWN COBETCKOrO TeaTpa, BCerga BO3HMKaeT
B NMamATM TporaTenbHbI 06pa3 Manbunka B Hesol
MONOTHAHOWN OAEeXAe, CO CIOXKEHHBIMU MOJIUTBEH-
HO pyKamu, C YEPHbIMU TOPYALLUMU XXECTKUMU
BO/IOCAMU, C YMOASAFOLLUMU Y THEBHBIMU F1a3aMm» 26,
Macka 605 npoussena rnybokoe BneyaTieHue
Ha NybaunKy v Bbi3Basa ee CUMMaTUN.

HanpoTvB ku1Talickoro narepsi HAXoAUTCA Narepb
UMMEPUANNCTUYECKMIA, KOTOPbIA HaNMOAHANM, KaK
nucan M.b. 3aropckuin, «eBponelilbl B 0ObIUHbIX,
CTaBLUMX yXe WabJoHHbIMY, Mackax GOKCTPOTHOrO
eBponensma»?’. C.2. PagioB ykasan Ha pasHble CTU-
2N BbICTYNIeHNA ABYX narepent: «Kutanckme 6biT0-
Bble CLIeHbl MOCTaB/AEHbI C 6ObLWINM MacTEPCTBOM,
NpuaeXaHWeM, a YacTo Y HEXXHOCTbHO. <...> MOCTaB-
JleHHas (eBponenckas YacTb) B fyXe CamMOro 3/1eMeH-
TapHOro, HapPOYMTOro rpoTecka, OHa pas3iamMbiBaeT
CMeKTak/b Ha ABe COBEPLUEHHO He COeANHUMBIX
CTUIEBbIX NOJOBUHbBI» 28, KnuTaricknin narepb 6orat
XapakTepamu 1 BblpasuTeNeH, ero nepcoHaxm
YrHETEeHbl MNEPUaAN3MOM, HO Y HUX eCTb LierkKas
XUW3HeHHas cuia. Pexxuccep paspaboTtan yHuKaNb-
Hble TENOABWXEHUNS ANS KaXAOro akTepa, 1 akTe-
pbl cGopMUpPOBaNU pasnnuHble 0bpasbl KUTaMCKOro

25. Typosckas, M.M. M.W. babaHoBa: JlereHaa n 6buorpadus //
M.W. Typosckas. — M.: Uckycctso, 1981. — C.78.

26. Hosuykud, .M. O6pa3bl aktepos // MN.A. HoBuukun. —
M.: Uckycctso, 1941. — C.280.

27. 3azopckuli, M.b. PblYW, KUTA // M.B. 3aropckuii // XusHb
nckyccrBa. — 1926. — N26. — C.12.

28. Padnos, C.3. fecsatb net B Teatpe // Mpeancn.C. C. Mokynb-
ckoro. — J1.: Mpnbon, 1929. — C.144-145.

HapoAa C MOMOLLbIO MUMUKHN, XXECTOB, TENOABM-
KEHUN N MHTOHaUMK. OHU CTanu >XXMBbIM OpraHm3-
MOM, BbIPa>X€HHbIM B PEasNCTUUHbIX NpremMax. XoTs
Y KaXZ0ro cBoi cnoco6 camoBblpaXeHu s, UX TOJ-
na GopmMupyeT KONNEKTUBHBIA 06pa3 Macku. Bbipa-
3MTEebHOCTb 3TOWN KONNEKTUBHON Macku 6osbLue,
YyeM CyMMa Kaxzaoro oTaeNbHOro obpasa. HemeLkuin
pexwnccep lepbepT NlepuHr OTMETUA: «KaK XOAAT 3TW
KUTalLbl, KAk OHU FTOBOPST — BCE CKOMMOHOBAHO,
BCe HEMOXOXe APYr Ha ApYra, BCE CIUTO BOSAUNHO» %,

C Apyrov CTOPOHbI, NPeACTaBUTENN MMMepUa-
JM3Ma — OpraHV30BaHHas apMus, 3KCryaTaTopsl,
nonbl-AMLeMepbl, becnolasHble younLbl — AeMOH-
CTPUPYHOT MOHOTOHHbIA 1 6e3/IMKNIN 06pa3 Macku
konnektunea. Kak ykasan bena banaw, Hanbonee Bax-
Has xapakTepucT1ka poau, 3anevaTneHHon B Macke
KO/IIEeKTUBA, «3TO HaZle/leHHOe AYLOW KONNEeKTUB-
HOe CyLLeCcTBO AEeWCTBUTENbHO CTAaHOBUTCS OCA3a-
€MbIM B Melepxo/ibJOBCKMX MacCoBKax. Y Hero
Ha CLleHe BCEro ceMepo akTepoB, HO 3TO — Macca.
He no konnyecty, a no xapaktepy»3. O6pa3 Macku
co3faeT O6LWMIA XapakKTep: yrHeTaTen — CKyUHble,
MpayHble U UPOHNYHBIE; YTHETEHHbIE — TPYAOHO-
6uBble 1 TpycauBble. VI3obpaxkeHne AByx pa3HbixX
MacoK ycyrybasieT npoTmBopeumne Mexay AByms
rpynnamu v Bbi3biBaeT YyBCTBa ayAMTOPUM NO OT-
HOLLUEHUIO K Pa3HbIM Kjiaccam.

B ponosHeHue K KOHGAUKTY ABYX pa3Hblx nare-
peli Ha CLieHe pexumccep NonbiTancs pPacnpoCcTpaHnTb
3TO NPOTMBOCTOSIHMNE Ha 3PUTEIbHbIN 3aa. AHTNNA-
CKWe MaTpOChl Ha NPaBOW CTOPOHE CLLEHbI HEMOA-
BWXKHO BbICTPanBaANCh B IMHUIO. OHW HanpaBasau
BMHTOBKM Ha KMUTaNCKMe MaccCbl Ha JIeBON CTOPO-
He cueHbl. Kutaliubl co3gany anuyeckyro KapTUHy
6nrarogaps MHOroobpasHbIM U NPeyBeNNYEHHbIM
nosam, XecTam 1 MUMUKE, Nepesanm 3puUTenbHO-
My 3a/ly pasHble 3MOLUN: YAMUBAEHME, CTPAX U THEB.
3puTensam nepesaBasocb He TONbLKO COYYBCTBUE
K KUTaCKOMY Jlarepto, HO U THET UMMeprannsma,
YCUNEHHbI 06paLleHHbIMU ANNHHBIMU X060TaMu
OPYAWUN C KAHOHEPKM B 3puUTebHbI 3a. «KaHo-
Hepka oaunueTBopsaa cobon obobwarowmnii obpas
HacUANS, HaLeNeHHOro CBOMMM OCKaAUBLUMMU-
cs nywkamu npsmo B 3a. [psMo B 3a/, Tak Kak

29. Tepbepm Uepure. TEATP HA LUTPESEMAHHLLUTPACCE.
«PblYW, KUTAN!» // Tepbept WepuHr // Berliner Bérsen-
Courier. — 1930 // MHeMo3uHa: [lokyMeHTbl 1 dakTbl 13
NCTOPUN OTeYeCTBEHHOTO TeaTpa XX Beka / Bbin. 4. Peg.-cocT.
B.B. MBaHoB. — M.: Hgpuk, 2009. — C.657.

30. besa basnaw. PblYW, KUTAWN! // Bena bBanaw //
Die Weltblhne. — 1930. — N216 // MHemo3uHa: JlokymeH-
Thbl U $akTbl U3 UCTOPUKN OTeYeCcTBEHHOrO TeaTpa XX Beka //
Bbin. 4. Pea.-coct. B. B. iBaHoB. — M.: IHapuk, 2009. — C.664.
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KUTaMCKme Ky/au, HeCLLne BaxTy B OPKECTPOBOW siMe,
06pa3oBbIBa/v C CUAALLMMU B 3a/1€ 3PUTENAIMUN efM-
Hoe Lesioe <...> »31, AHTrIMNCKne MaTpoCkl HaLeAnau
CBOW BMHTOBKM Ha KMUTalLLEB, @ BOEHHble kKopabau
obpatnan cBoe opyaune Ha 3puTenbHbIi 3ai. MNo-
NYYEHHbIW TOPU30HTaNbHbIA KOHTPACT IeBOTO U
MpaBoro NPOCTPAHCTB Ha CLiEHe YCTaHaB/MBAaEeT 0Co-
6ble MOHTaXXHble OTHOLLIEHWA C BEPTUKANbHbBIM KOHT-
pPacToM CLeHbl U 3puUTebHOro 3ana. C NOMOLLbIO
3TOro KOHTPACTHOrO MeToZa MOHTaxa pexuccep
nepesaeT 3pUTeNsM OLLyLLLeHNe Kpusmca.

Mocne OkTabpbckon peBostoLMn MelepXxosb
3aHA/ICS MOWCKOM HOBBIX CPEACTB TeaTpanbHOM Bbl-
Pa3nTeNbHOCTY, MPU3HAN KMHO KakK CaMOCTOSTe b-
HOE MCKYCCTBO W MCMOJ/b30Ba MPUHLMUN MOHTaxa
B TeaTpe. «Meliepxonbay Mano rnokasatb BblCOKOE
Kak MPOCTO BbICOKOE, PEXMNCCEP B CBOEN MpPaKTUKe
MCMo/b30Baa KOHTPaNyHKT ANA TOro, YTO6bI, CTONK-
HYB BbICOKO€ C HU3MEHHbIM, BbICOKOE cAenaTb elle
6onee BbICOKMM» 32, DTOT METOZ OUeHb pacnpocTpa-
HeH B duibMax, rae Ha aKpaHe NyTeM MOHTaXa yac-
TO NOOYEPEAHO NOABAAIOTCS CLIEHbI PaLOCTU U FOpS,
npoucxogsiime ogHOBPEMEHHO, HO B Pa3HbIX Me-
CTax, U1 B pasHOe BpeMs, UTO JenaeT Tparmyeckoe
HacTpoeHue elle Bonee Tparnyecknm. B cnekra-
kne «Pbiun, Kntain!» uepes KoHTpacTHOE YepesoBa-
HWe 3NM3040B OblIM NoAyYeHbl «bonee BbICOKME»
addekTbl. A.A. [BO3a€EB B cTaTbe «Tparegns Maccbl»
nucan: «OTCroAa HEPOBHOCTL CNEeKTaKs, B KOTOPOM
yepeayroTCs NPYMeNbKaBLUMNECS CLEHbl TAHLEB MOA,
bOKCTPOT C HEMMOBEPHO XYTKUMU CLLEHAMU Ka3HU
Ha Bucenumue»*. MeTos KOHTpanyHKTa He TOJIbKO
noAyepKMBaeT pasHNLy MeXAy KUTaUCKUM U eB-
PONEencKMUM sarepsiMm Ha CLEeHe, HO 1 NO3BOASET
3TOV pa3HMLE MMETb KOHTPACTHbIE OTHOLLEHUS, YTO-
6bINpoAoAXKaTb YCUANBATL Pa3NNUUA MEXAY ABY-
Ms CTOpPOHamK. Ha cueHe m3sLLHbIA GOKCTPOT KOH-
TpacTMpyeT CO CLeHaMu CMepTH, YCUAMBAET KOHTPACT
M packpblBaeT Tparmyeckyro AONH0 KUTAaNCKOW
6eAHOTbI.

Ha cueHe TpagMLMOHHOrO KMTanckoro TeaTtpa
Tak>Xe MCMoJb3yeTcs MeTOZ KOHTpanyHKkTa. Hanpw-

31. bena Banaw. PblYU, KUTAW! / Bena Banaw // Die Welt-
bihne. — 1930. — N216 // MHemo3u1Ha: [lokyMeHTbl 1 pak-
Tbl U3 UCTOPUM OTeYeCTBEHHOrO TeaTpa XX Beka // Bein. 4.
Pep.-cocr. B. B. ViBaHoB. — M.: IHapwk, 2009. — C.663.

32. Psanocos, A.FO. PYCCKOE PEXXMICCEPCKOE NCKYCCTBO XX BE-
KA: cuctembl, HanpasaeHwus, koHuenuun, ngeu // AFO. Pano-
coB. — CI16.: ActepwoH, 2022. — C.108.

33. e030es, A.A. Tparegms maccol // A.A. TBo3aes // KpacHas ra-
3eTa. — 1926 // Menepxonbg B PyCCKOW TeaTpasbHOW Kpu-
Tke: 1920-1938 // CocT. 1 KOMMeHT. T. B. JlaHnHon. — M.
Aptuct. Pexwuccep. Teatp, 2000. — C.198.
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Mep, B BbileynoMsaHyTon AHbXonckon onepe ly-
aHb FO coxkanen, 4To OH y>e Bbln Ha 3aKkaTe JeT.
Ycnbiwag WwyM BpaXeckoro fareps, OH NOAHAICS
Ha BbICOKYO NniaTtdopmMy, UTObbl HabaAaTk, U YBK-
aen, kak MNaHr Je npa3gHyet cBoto nobeay. NyaHb
O Habatogan Cc NpaBoON CTOPOHbI CLIEHbI, KakK akK-
Tep, urpatownin Manr [a, Bbllen Ha cLeHy cneBa
N rTPOMKO paccmesncs. BoeicTynneHne Ha cueHe
MOCTPOEHO MO MPUHLMMY NapaniesbHOro MOHTa-
Xa, CpaBHEHMA CLieH 13 ABYX OAHOBPEMEHHO pas-
BUBAROLLMXCA CHOXKETHbIX IMHWIA: HabatogeHve TyaHb
FOs c ogHOWM CTOPOHbLI 1 Npa3gHoBaHue MaHr [a
¢ apyroi. 3atem lNyaHb KOn 3anen:

Buds, umo lNMaHe Ja maadwuli
C/IUWKOM CAMOHadeaH
3mo u3-3a nobedsi 80 84epawiHeli bumee?
Hus3skuli yenosek cxodum ¢ yma, k020a 8blu2pbi-
saem.

[ABe 3moumm — rpyctu boiBliero repos lNyaHb HOs
n ropgoct monogoro MaHr [la — KOHTpacTupyroT
Ha cueHe. Boicokomepue Bpara pa3osnmao lN'yaHb
tOA ewe 6onblue, KOHTPANYHKT Ha CLeHe NOAHSAN
npoTMBOpeYne Mexay AByMs CTOPOHaMM C BbICO-
KO TOUKM Ha Bosee BbICOKYHO.

3AK/IFOYEHUE

CnekTaknb «Pbiuun, Kutan!» TMMa oTpasun gBa
pa3HbIX slareps, KOTopble Bcerga bblam B KOHPPOHTa-
LuW, 1 CO3AaN MPUHLIMI MOHTaXa Ha CLieHe, KOTOpbIN
nposBAseTcs B 0b6pase rpynnoBoin Mackm — BbICTYM-
JIeHVV aKTepoB, cLeHorpadum 1 B Apyrvx acrnekrax.
AkTepbl knTackoro nareps cGopMmMpoBanm rpynno-
BOW 06pa3 C MOMOLLbIO MUMUKM, XECTOB, TENOABM-
>KEHWI N «rONOCOBOTO 3HaKa», UTOObI CO34aTb XMBYHO
3THOrpadmyueckyto cLeHy U KOHLENLMIO TeaTpanbHOwM
cumdoHun. ImnepranncTmyeckmii narepb NponsBo-
AV Ha 3puUTeNel CTePeoTUNHOE BreyaTieHue,
AEMOHCTPUPYA MOHOTOHHBIV 1 6e3nnknin obpas
Macku Konnektuea. lekopaumm yepes KOHTpacT
npocTpaHcTBa (bonblloe — ManeHbkoe, Aane-
Koe — 613K0e, BbICOKOE — HW3KOe) NoKa3blBaroT
NPOTMBOCTOSAHWNE ABYX KJ1aCCOB W pa3pbiB B Cue
MeXay AByMs narepsmu. Pexxnccep ncnonbsosan
MeTOJ, KOHTpacTa Ans co3gaHuns apdekTa cLeHnve-
CKOro MoHTaxa. OH He TOJIbKO NpPeBpaTW NPOTUBO-
peuus Ha CLieHe 13 BbICOKMX B elue 6osiee BbICOKME,
HO M NOMbITaNACA PacnpPOCTPaHUTb 3TO NPOTUBOCTO-
fIHVMe Ha 3pUTeJIbHbI 3a, Bbl3BaB MNOJNTUYECKUI
3HTy3Ma3M 3puTens. B TpagmMLUMOHHOM KUTaickoM

TeaTpe Tak>Ke CyLecTByeT MPUHLMM MOHTaXa 1 KOH-
uenums TeaTpanbHON cMMPOHUN. AKTepCKMe Mo3bl,
>KEeCTbl, Warn, MuMmnKa, geknamauus, neHue, akpo-
6aTvka UrparoT Posb OTAENbHbIX MHCTPYMEHTOB
B OPKECTpe U NPOU3BOAAT NOANDOHUYECKUI S deKT.
Pasmep 1 macwTtab cLeHnYeckoro NpocTpaHCcTBa

MOTYT 6bITb MOKa3aHbl Ha MYCTON CLieHe C MOMO-
LLbO MOBECTBOBaHWSA akTepa, MPMHLMNa YCAOBHO-
CTU U NMOCTaHOBKW CTaTUCTOB. MPUMHLMM KOHTpacTa
co3gaet 3¢ deKT MOHTaXxka U NoAHUMaeT NPOTUBO-
peune Mexzay ABYyMs CTOPOHaMW Ha 6osee BbICO-
KW ypOBEHb.

BUBNNOTPADKA

—_

Huntly Carter. The New Spirit in the Russian Theatre,
1917-1928 / Carter Huntly. — Manhattan : Arno Press,
1929. — 348p.

2. Qiu Kunliang. Ren ming nan dao mei cuo ma? «Nu
hou ba, Zhong Guo!», Te Lie Ji Ya Ke Fu yu Mei Ye He
De [LUto KyHbnsH. Heyxenn ntoan npasbl? «Pbluy,
Kutai», TpeTbskoB 1 Meliepxonbg] // Tai Bei: Tai Bei yi
shu da xue; INK [Tanb3licknin yHMBEpPCUTET NCKYCCTB;
nsgatenbcteo INK], 2013. 832p. (Ha KMTaCKOM s3bIKE).

3. Wang Liying. Qian tan "long tao" zai xi ju biao yan
zhong de zhong yao zuo zong [BaH JluuH. KpaTtkoe
06Cy>XeHWe BaXKHOW PO/N CTaTUCTa B NPeACTaBAEHNM
TPaAWLMOHHOTO KuTackoro Teatpal]. Ju zuo jia
[ApamaTtypr], 2006(3):1. P.89 (Ha KMTaCKOM SA3bIKe).

4. MHemo3unHa: [okymMeHTbl 1 dakTbl U3 UCTOPUM
oTevecTBeHHOro Tteatpa XX Beka / Bein. 4. Pea.-cocT.
B.B. MBaHoB — M. : NHgpuk, 2009. — 886c.

5. Bapnaxosckui, J1. B. HabntoaeHusa. AHanans. OnbiT //
Pea. N1.4. Benaposckas, npeauca. A.H. AHacTtacbeB. —
M.: BTO, 1978. — 78c.

6. Bo3zeB, A.A. TeaTp umenmn Bc. Menepxonbaa (1920-
1926) // AA. TBo3aes. — J1.: Academia, 1927. — 55c.
(«CoBpeMeHHbI TeaTp», Bbin.1).

7. MeWepxonbj B pycckol TeaTpanbHom Kputuke: 1920-

1938 // Cocrt.  komMeHT. T.B. JlaHnHou. — M.: ApTucrT.

Pexxuccep. Teatp, 2000. — 655c.

8. 3aropckuii, M.b. PblUl, KUTAW // M. B. 3aropckuii //
KusHb nckyccrea. — 1926. — N26. — C.11-12.

9. NH6ep, B.M. Pbiun, Kutan! // B.M. NHbep // Hos.
3putenb. — 1926. — N2. — C.3-5.

10. Hosuukuni, M.1. Obpa3sbl aktepos // MN.W. HoBuukui. —
M.: UickycctBo, 1941. — 400c.

11. Mucemo B pegakuunto // Abvwa TUM. — 1926. —
Ne2. — C.26-27.

12. Pagnos, C.2. [lecaTb net B Teatpe // Npeguca. C.C. Mo-
kynbckoro. — J1.: Mpubon, 1929. — 328c.

13. PygHuukun, KJ1. Pexxuccep Meiepxonbg // KJ1. Pya-
HUUknn. — M.: Hayka, 1969. — 527c.

14. Panocos, A.KO. Pexxuccepckas metogonorus Merep-
xonbpa // A.KO. PanocoB. — 2-e u3a. — CaHKT-
MeTepbypr : JlaHb, 2022. — 408c.

15. Panocos, A. FO. PYCCKOE PEXXMICCEPCKOE MCKYCCTBO
XX BEKA: cnctembl, HanpaBaeHuWs, KoHLenuun, naen //
A1O. Panocos. — CI6.: ActepuroH, 2022. — 242c.

16. Typosckas, M.N.M./N. babaHoBa: JlereHaa v 6uorpadus //
M.N. Typosckasa. — M.: Uckyccteo, 1981. — 351c.

17. ®eBpanbcknin, A.B. lecats net Teatpa Meiiepxonbaa //
AB. ®eBpanbckuii. — M.: Pesepaums, 1931. — C.52-53.
100 c.

69



DOI: 10.36340/2071-6818-2024-20-4-70-76

Qiu Mubing

PhD, Postdoc at Academy of Fine Arts
Tsinghua University

e-mail: 493781521@qq.com

Beijing, China

ORCHID 000-0002-5699-7562

THE ART OF SCULPTURE IN PUBLIC SPACE
IN CHINA: THE WASTELAND ART PROJECT

Summary: With the development of public art in Chi-
na, artists have been experimenting with the artistic form
and means of expression of public sculpture. Previously
marginalised by public sculpture, wild non-urban areas
have also begun to attract the attention of Chinese art-
ists. The Wasteland art project, implemented in Guazhou,
Gansu province, is very indicative in this regard. Sculptor
Dong Shubin, a professor at Tsinghua University Acade-
my of Fine Arts, is the initiator of this project and an expe-
rimental artist who aims to create a sustainable artis-

In the post-reform period’, works of urban and en-
vironmental sculpture began to appear in the public
spaces of many large cities in China — in squares,
parks, green areas, microdistricts. Since the 1990's,
the concept and form of public art have gradu-
ally been integrated into Chinese urban planning,
and the methods a organising urban public space
and culture have been developing and improving.
With the deepening of theory and practice, Chinese
public art has been enriched with many practical
studies of artistic forms and languages. In particu-
lar, there are artists who have turned to the theme
of wildlife and the wild natural environment.

The Wasteland art project, launched by sculptor
Dong Shubin? in May 2016, is an example of such
public art. It is being implemented in the Gobi De-
sert in Guazhou County, Jiuquan? City, Gansu prov-

1. The Reform and Opening-up Period, that is the beginning
of the policy of internal reform and opening-up to the outside
world, which China launched in December 1978 at the Third
Plenary Session of the 11'th CPC Central Committee.

2. Dong Shubin is an artist, professor, and Vice Dean of the Aca-
demy of Fine Arts, Tsinghua University.

3. Guazhou County is located in the western part of the Gansu
Corridor in Gansu province. During the Tang Dynasty, this
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tic community in the Gobi Desert in the northwest of
the country. He believes that an artist should draw inspi-
ration from a natural environment that is familiar to them,
rather than simply imitate others or emphatically sepa-
rate themselves from the general mass of people. After
creating works such as Children of the Earth, Infinity,
and Wind Talkers, Dong Shubin and his colleagues are gra-
dually creating a Wasteland Art complex in the Gobi Desert.
Keywords: wildlife, public sculpture, artistic creation.

ince, a space that is inherently difficult to process in
creative practice. Wild nature, desert, wasteland -
it is a space that is marginalised by contemporary
art and public sculpture. For China, the vast terri-
tory occupied by the Gobi Desert is not only a spe-
cial natural environment and everything that follows
from its ecology, but also a place through which
the Great Silk Road* once passed. The ruins of an an-
cient trade route and the feelings and associations
that the Great Silk Road and the idea of the far
northwest of China evoke in the Chinese are all that
remain here today.

The Wasteland art project started in 2016, and
Dong Shubin's sculpture Children of the Earth
(II.1) was the first to be realised. It took Dong Shubin
and his team three months to assemble 1,300 sand-
stone blocks into a giant sculpture of a child 4.3
metres high, 9 metres wide and 15 metres long.
The idea for the work did not appear suddenly;

was Guazhou County, a major ancient city and an important
junction of the Silk Road.

4. The Silk Road was a trade route that began in Chang'an or
Luoyang in ancient China, passed through Gansu and present
day Xinjiang to Central and West Asia, and reached the Me-
diterranean countries.

IlL7. Dong Shubin. Children of the Earth. Red sandstone. 1500x430x900 cm. 2016. Guazhou, Gansu

it had been nurtured by Dong Shubin since his gradu-
ate studies. The deep and sincere feeling of paren-
tal love that the author felt after the birth of his
daughter served as inspiration for this work. The art-
work Children of the Earth is based on a traditional
easel sculpture and was originally called Deep Sleep,
conveying the idea of a sleeping baby. Dong Shubin
was not satisfied with the expressiveness of this
work; thus, it gradually increased in size from an ini-
tially small sculpture of about 30 cm to 440 cm at
a solo exhibition in 2013. Dong Shubin then continu-
ed his attempts to transform the sculpture in spa-
ce, and transferred it from the closed space of the gal-
lery to an open natural environment, experimenting
with a wider range of cultural and physical spaces.
The sculpture of a baby falling asleep in the Gobi
Desert expanses is 1500 cm in size. It seems that
the image of a newborn is used by the artist for
contrast — it is the idea of the birth of life against
the backdrop of the degradation of the natural en-
vironment, desert sands forgotten by people, and life-
less ruins of the past, existing far from the cities.
It encourages the viewer to reflect on life, nature,
civilisation. Furthermore, it is an image of the diffi-
cult journey that the Chinese made along the Great
Silk Road through waves of heat, dust, and wind-
blown sand.

The work Children of the Earth of the Waste-
land art project was made using digital technology.
After entering the digital era with the develop-
ment of 3D printing and sculpture technologies, the
use of digital technology in sculpture is becoming
increasingly popular; the convenience and effi-
ciency of digital modelling is gradually recognised
by Chinese artists. Digital technology can signifi-
cantly reduce the consumption of materials, ener-
gy, and labour. In the process of creating a model,
the data is scanned and accurately designed, and
then cut out in parts on a CNC engraving machine.

Infinity (111.2), the second work of Dong Shubin’s
team after Children of the Earth in 2018, was the

IlL2. Dong Shubin. Infinity. Stainless steel, fasteners.
6000x4000x2100 cm. 2018. Guazhou, Gansu
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IlL3. Bianhua on the scenes of the Amitayurdhyana Sutra
on the southern wall of Cave No. 25 of the Yulin Grottoes

continuation of the Wasteland art project. The artwork
consists of four “structures”, of which the main hall®
has a total length of 60 metres, a height of 21 me-
tres and a width of 40 metres. The work is made
of modern building materials and uses about 6,300
specially made scaffolds, which are secured with
about 30,000 fastening connections.

This work was inspired by the art of Dunhuang,
where Buddhist caves such as the Mogao Grottoes
contain a large number of murals interpreting sto-
ries from Buddhist scriptures, the so-called jingbi-
anhua or bianhua (4% ). The Western Paradise
is a common bianhua subject; many of these mu-
rals are very large-scale works with beautiful ar-
chitectural views. The work Infinity was inspired by
the bianhua of the Amitayurdhyana Sutra on the
southern wall of Cave No.25 of the Yulin Grottoes
(I11.3) depicting traditional Chinese architecture typ-
ical of the Tang era, the louque (#£1&). The type

5. The main hall, zhudian (F %), usually located on the central
axis of an architectural complex, is the most important
and prominent building in the complex, reflecting its main
function or theme.

of buildings depicted on it became the prototype for
the work Infinity.

This method of constructing a sculpture from line-
ar elements was first used by the artist when creat-
ing the work Fusion (l1l.4), which he showed in Dis-
seldorf in 2014. The artwork is made of bambo -
a plant that is not unique to China, but is very sig-
nificant for Chinese culture. The artist used bam-
boo to create a sculpture 1100 cm long, 700 cm
wide, and 700 cm high. Thus, Dong Shubin com-
bined his culture and the local architectural and
cultural context in this work. It is the artist's first at-
tempt to create an art form with elements of linear
modelling. The work Infinity can be seen as a con-
tinuation and deepening of the research begun
by the artist when creating Fusion, while the sculp-
ture Starlight Pavilion (1I1.5) is a further attempt
to interpret the same theme.

Digital software was also used in the model-
ling of the work , as well as for the subsequent
increase in its size. The computer accurately calcu-
lated the dimensions, specifications, and quantities
of materials needed, and after confirming the fea-
sibility of the project, the steel was processed us-
ing a CNC laser cutter. After that, the only task
of Dong Shubin’s team was to assemble the individu-
al parts of the work together, guided by the draw-
ings. Thus, in the process of work, digital equipment
not only saved time, but also labour, and also en-
sured the accuracy of calculations, significantly sim-
plifying the creation of a large-scale work of several
tens of meters.

The work Wind Talkers (IIl.5), created in the au-
tumn of 2020, is a structure of steel pipes organised
into 128 groups of four pipes welded to a concrete
base. When viewed from the top down, it is shaped
like a square with a circle inside, with a total length
of 30 metres, a width of 30 metres, and a height

IlL4. Dong Shubin. Merge. Bamboo, twine. 1100x700x700 cm. 2074. Dusseldorf. On the left is a 3D model of the work
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of 9 metres. The pipes within each group are weld-
ed together at heights of 1.3 metres and 2.6 me-
tres, providing stability and strength to the structure,
but still allowing the thin top of the pipes to re-
main mobile enough to knock against each other.
The metal fittings were digitally cut to precisely po-
sition the 9 metre-tall steel pipes in the Gobi sands.

The artwork Wind Talkers fully utilises the lo-
cal natural environment in its conception and exe-
cution, using the winds of the Guazhou region
as an element of the work. Northwest China is windy
and sandy, especially in Guazhou. In addition, the
work takes into account the climatic characteris-
tics of the four windy seasons of the region. Steel
pipes collide with each other under the influence of
the wind, which allows the three-dimensional space
of the work to expand with sound and to enrich
the expressiveness of the artwork.

The artwork Children of the Earth is based on the
unique landscape of the Gobi sands, Infinity draws on
the Silk Road culture of Northwest China, and Wind
Talkers uses the local climate as a conceptual basis.
The entire series is dedicated to exploring the rela-
tionship between heaven, earth, and man. The three
works seem very different and not very related
to each other. However, in fact, they have a common
premise, that is, integration into the local environ-
ment. Whether it is a visual or spiritual integration,
it is important to create a harmonious relationship
with the local environment. The Wasteland art pro-
ject is still in the process of formation, and these

IlL5. Dong Shubin. Starlight Pavilion. Stainless steel, fasteners.
1700x1700x2100 cm. 2019. Guazhou, Gansu

works will be inscribed in the long river of history
and will become a cultural heritage left by people
in the Gobi Desert.

- - R
IlL6. Dong Shubin. Starlight Pavilion. Stainless steel, fasteners.
1700x7700x2100 cm. 2019. Guazhou, Gansu
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MPAKTUKA MCKYCCTBA CKYJIbITYPHbI
B OBLLLECTBEHHOM TMPOCTPAHCTBE B KUTAE:
APT-TTPOEKT «[MYCTOLUb»

AHHomayusa: C pa3BuTMeM McKyccTBa nabank-apra
B Kntae Xyf0XXHUKM 3KCNEPUMEHTUPYIOT C XYA0XKECTBEH-
HOWM GopMOI 1 CpesCcTBaMM BblPa3nTENbHOCTM OBLLLeCT-
BEHHOW CcKynbNTypbl. Mpexae MapruHanmanpoBaHHas
06LLEeCTBEHHOW CKYNbNTYPOW ANKan He ropoAckas cpesa
Tak>Xe Hadana npusekaTb BHUMaHWNE KUTaNCKMX Xy0XK-
HWKoB. OuYeHb Noka3aTesieH B 3TOM KOHTEKCTe apT-NpoeKT
«[ycTowb», peannsyemslin B Nyauxoy, MaHbcy. CkynbnTop
AyH Wy6uH, npodeccop AkagemMnn xyaoxects YHuBep-
cuteTa LinHxya, ABNSETCA MHULMATOPOM 3TOro NpoekTa
N XYAOXHUKOM-3KCNEPUMEHTATOPOM, KOTOPbIV CTPEMUT-

B nopedopmeHHbIn nepuoa’ B ny6AnUHOM
NPOCTPaHCTBE MHOMMX KPYMHbIX roposoB Kutas:
naoLwaasx, napkax, 3efleHblX 30Hax, MMKpopan-
OHax, — HauMHaloT NOABNATLCA NMPON3BEAEHMUA
rOpoOACKONM U CpesoBON CKyAbNTypbl. HaunHas
¢ 1990-x rosoB Takoe NoHsATNe 1 dopmMa Kak «nab-
nnk-apT» (Public Art) nocteneHHO uHTerpupyertcs
B KMTaCKoe rpajoCTpoOnTeNbCTBO, Pa3BMBatoTCA
M COBEpPLUEHCTBYHOTCA CNOCO6bI OpraHn3aumm ro-
POACKOro ObLLEeCTBEHHOrO NPOCTPAHCTBA W KYAbTY-
pbl. C yraybaeHMeM Teopun 1 NPakTUKN KUTaNCKUn
nabavk-apT oboratuacs MHOXECTBOM MpakTunye-
CKUX NCCNeA0BaHUI XyL0XKeCTBEHHbIX GOPM U A3bl-
KOB. B uacTHOCTW, eCTb M XyAOXHMKM, 0BpaTMBLLIMECS
K TeMe AMKON MPUPOAbI N ANKON NPUPOAHON Cpese.

ApT-npoekT «MycToWwb», 3anyLeHHbIA CKy/bM-
TopoMm [yH LLly6bnHom? B mae 2016 rosa siBasieTcs

1. TNMepwvog pedopmM v OTKPLITOCTY, T.€. C Hauasa NOAUTUKN MO-
JNTVIKA BHYTPEHHMX PedOPM 1 OTKPbLITOCTV BHELLUHEMY MUPY,
KoTopyto Kutar Hauyan npoBoanTb B Aekabpe 1978 rosa
Ha 3-m naenyme LK KIMK 11-oro co3biBa.

2. [yH WybunH — xyaoxHWK, npodeccop v 3aMecTuTensb geka-
Ha Akagemun xyaoxecTs YHuBepcuteta LimHxya.
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Csl cO3aTb YCTOMUMBOE XyA0XECTBEHHOE COOOLLECTBO
B nycTbiHe [06U Ha ceBepo-3anage cTpaHbl. OH cumnTaer,
UTO XYAOXHWK AOMKEH YepnaTb BAOXHOBEHMWE B XOPOLLO
3HaKOMOW eMy NPUPOAHOW Cpeje, a He MPOCTO NoApa-
XaTb APYTUM WAN NOAYEPKHYTO OTAeNATb ceba oT obLein
Maccbl ntogen. MNocne co3ganms Takmx paborT, kak «[etn
3eman», «<beckoHeuHOCTb» U «[OBOpALLME C BETPOM>»,
[AyH Wy6urH 1 ero konnern nocteneHHO CO34ar0T KOMIM-
nekc «Mckyccrea Myctowm» B nyctbiHe Fobw.

Knrouesbie cnoBa: ankas npupoja, obLecTBeHHas
CKYy/NIbMTYpPa, XyA0XXeCTBEHHOEe TBOPYECTBO

OZAHVIM M3 NMPUMepPOB Takoro nabauk-apta. OH pe-
anvsyetcs B nycTbiHe 06K B ye3ge Myauxoy ropo-
Aa Li3touroaHb® npoBmHLMK [aHbCy, MPOCTPAHCTBE,
KOTOpOe MO CBOeW NpUpoe ABASETCA CIOXKHbIM 1S
06paboTky B TBOpUECKON NpakTvke. [lnkas npupo-
43, NYCTbIHA, NYCTOWb — 3TO MPOCTPAHCTBO, KOTO-
poe MaprvHann3vpoBaHO COBPEMEHHbIM NCKYCCTBOM
1 0BLLEeCTBEHHON CKyNbNTYpO. Ana Kntas obumpHas
TEeppPUTOPUS, KOTOPYHO 3aHMMaeT NyCTbiHA [obu —
3TO He ToJIbKO ocobasi NpuUpoAHas cpeja v BCe,
YTO ClIeAyeT N3 ee 3KOJOTUM, HO N MecTo, Yepes
KOTOpOe KOoraa-To wen Beavkunii wenkosbii ny-
Tb*. BCe, UTO OCTaNOCh 34eCh CEroAHA — 3TO PYUHBI
APEBHEro TOProBOro MyTh 1 YyBCTBa W accolma-
LMK, KOTOpble Yy KUTalLEeB Bbi3biBaeT Benankuni

3. Ye3sp lN'yauxoy pacnonoxeH B 3anaZHoW Yactu [aHbCylicko-
ro Kopuzopa B NpoBuHUMK [aHbCy. Bo BpeMeHa anHactum
TaH OH 6b1n ye3goMm yauxoy, KpynHbIM APeBHVM ropoAOM
1 BaxkHbIM y310Mm LLlenkoBoro nyTw.

4. LlenkoBblli NyTb - 3TO TOProBbIA MapLLpPYT, KOTOPbIA Hauu-
Hanca B YaHbaHn wan JlosHe B AgpeBHeM Kutae, npoxogun
yepes MaHbCy 1 coBpeMeHHbI CUHbL3sAH B LieHTpanbHyto n
3anagHyro A3unto 1 goxogun fo ctpaH CpegneMHOMOpPbS.

LenKoBbIN NyTb U naes KpaiHero Ceeepo-3anaja
Kutas.

ApT-npoekT «yctowb» ctaptoBan B 2016 rogy,
“ NepBOW BOMJIOLLEHHOM B XMW3Hb CTafa CKyAbMNTypa
Ayn Wy6buHa «[etn 3eman» (puc.1). AyH Wybuny
n ero koMaHge notpeboBanocb TPy Mecaua, YTo-
6bl cnoxutb 1300 610KOB NecHaHMKa B FTUraHT-
CKYHO CKynbNTYpy pebeHka BbicoTOM 4,3 M, Wnpun-
HOM 9 M 1 annHoul 15 M. Naes nponsBeseHus
nofaBMaAacb He BHe3amnHoO, HO BblHawWwBanacb JyH
ybMHOM elle coO BpeMeHM ero obyueHns B acnu-
paHType. BAoxHOBeHMEM nocayxuno raybokoe
N UCKPEHHee YYBCTBO POAUTENbCKON Nt06BM, 3a-
poAMBLLEECA ¥ aBTOPa MOC/Ae POXAEHUSA JoYepu.
Pabota «/[leTn 3eman» cosgaHa Ha OCHOBE MpPo-
N3BEeAEHUS TPAJULNOHHOM CTAHKOBOM CKYAbMTY-
pbl ¥ MepBOHaYaNbHO Ha3biBanacb «ny6boKui
COH», MepejaBas naeto cnawero MaageHua. AyH
Ly6uH He 6bln yAOBAETBOPEH BblPa3nNTEIbHO-
CTbO 3TOV paboTbl, MO3TOMY OHa NMOCTEMNEHHO
yBe/nymMBanacb B pasMepax, OT M3HayalbHO He-
60/1bLWOM CKyAbNTYpPbl pa3MepoM okoo 30 cMm,
50 440 cM Ha nepcoHanbHOWM BbicTaBke B 2013 1.
3atem [AyH LWy6MH NpoAoaXUA NONbITKU TPaHC-
dbopmMaunm ckyabnATypbl B MPOCTPaHCTBE, U Nepe-
HecC ee 13 3aMKHYTOro NPOCTPaHCTBa ranepeun B OTK-
PbITYIO MPUPOAHYIO Cpeay, 3KCNepuMeHTUpya
c 6osee WMPOKUM CNEKTPOM KYAbTYPHbIX U GHU3n-
yeckmnx npoctpaHcTe. CkynbNTypa MaageHua, 3a-
CHYBLLEro nocpeamn nycTblHHbIX NpocTopoB 06w,
nmeet pasmep 1500 cm. MpeactaBaseTcs, 4To 06-
pa3 HOBOPOXAEHHOrO NCNOb3yeTCA aBTOPOM ANA
KOHTpacTa — 3TO UAesA POXAEHUSA XM3HN Ha doHe
Aerpagaumm npupoaHoON cpesbl, 3abbITbiX NHOAbMU
MYCTbIHHBIX MECKOB ¥ 6e3>KM3HEHHbIX PYyWUH NPOLL-
Noro, cyuwiecTBylLwero Baannm ot ropojos.
OH nobyxaaeT 3pnTens K pa3MbILLUAEHMIO O XMU3HK,
npupoae, umMBmanM3aumm. 3To n obpas TAXKeNoro
nyTelwecTBUS, KOTOPOe Yepes BOJHbI Xapa, Nblan
M NogHNMaeMOro BETPOM Mecka NpoaebiBanu
KUTanubl No Bennkomy LienkoBOMy NyTu.

Mpoun3sseneHne «/leTn 3eman» B paMmkax apT-npo-
ekTa «MycTowb» 6bI10 CAeNaHO NPY NOMOLLM Lnd-
POBbIX TEXHONOMMIA. [Tocne BCTyNAeHNs B LMPPOBYHO
3M0Xy C pa3BUTUEM TexHoNorni 3D-nevaTn 1 ckynbmn-
TYpbl, UCNOAb30BaHME LNDPOBbLIX TEXHOJOMNI
B CKy/IbMType CTaHOBUTCA BCe Bonee NOnynapHbIM,
ya06cTBO 1 3bdeKTMBHOCTb LMdGPOBOro Moaenm-
pOBaHMsA NOCTENEHHO NPU3HAETCA KUTANCKUMU Xy-
AoXHuKamu. Llndposblie TexHONOrMM NO3BOAAIOT
3HaYMTENbHO COKPATUTb PacXoj MaTepunasnoB, SHep-

rmmn 1 pabouei cunbl. B npouecce cosgaHms moge-
NN JaHHble CKaHNPYHOTCA U TOYHO NPOEKTUPYHOTCS,
a 3aTeM Mo YacTAM Bblpe3atoTCs Ha rpaBUpPOBasb-
HOM cTaHke ¢ YIy.

MNpoaonxkeHnem apT-npoekta «[lycTtowb» cTana
BTOpas nocne «/etn 3eman» pabota koMaHabl JyH
LLly6uHa 2018 r., «<beckoHeuHocTb» (puc.2). Npouns-
BeJleHNe COCTOUT U3 YeTblpex «NMoCTPoeKk», U3 KO-
TOpPbIX F1aBHbIW 3an° nMeeT obLLyto aanHy 60 M,
BbicOTY 21 M 1 winpuHy 40 m. PaboTa BbinOAHEHA
13 COBPEMEHHbIX CTPOUTE/IbHbBIX MaTePManoB 1 UC-
nosb3yet okoso 6 300 cneymanbHO N3rOTOBAEHHBIX
NecoB, KOTOpble 3aKperneHbl C MOMOLLbIO OKOJO
30 000 kpenexHbIX COeANHEHWNA.

Jta paborta 6bina BAOXHOBAEHA UCKYCCTBOM [y-
HbXyaHa, rae B OyAAMACKUX Nellepax, Taknx Kak rpo-
Tbl MOrao, MoOXHoO HaliTh 60J/blLOe KOANYECTBO
bpecok, nHTepnpeTUpyoLWmnx nctopun 13 byaanin-
CKMX MUCaHWI, TaK Ha3blBaeMbIX LI3UHOAHb-Xya UK
6aHbxya (£ Z1H]). PacnpocTpaHeHHbIi CroXXeT BsHb-
Xya — 3TO n3obpaxeHune 3anagHoro pas, 1 MHO-
rme Takne ppeckm ABAAIOTCS OYeHb MacITabHbIMU
NPOn3BeAEHNAMN C KPAaCUBbLIMU apPXUTEKTYPHbIMMN
Bugamu. NpownsseseHne «beckoHeUHOCTb» BbINO
BAOXHOBNEHO BsiHbXya MO CHOXETY AMUTaOPAXbS-
Ha CyTpbl Ha FHOXHOM cTeHe newepbl N225 rpotos
HOnnmHb (puc.3) ¢ nsobpaxkeHnem TpaguLLMOHHON
KWTaNCKON apXUTEKTYpPbl, TUMUYHOW AN TaHCKOM
3MOXM, MOCTPOVKM TUNa noyuro3 (F% %)) Ha koTopon
1 CTanmn Npoobpasom A5 paboTbl «beCKOHEUHOCTb>.

Takol MeTo KOHCTPYMPOBaHMA CKYAbNTYpPbI
N3 IMHENHbIX 31eMEHTOB OblN BNepBble UCMO/b30-
BaH aBTOPOM MNpu co3gaHmm pabotbl «CansHmne»
(puc.4), nokasaHHol um B [roccenbaopoe B 2014 r.
OTa paboTa BbinoaHeHa u3 bambyka — pacTeHus,
KOTOpOe MyCTb He ABAAETCA YHMUKaAbHbIM Ans Ku-
Tasi, HO OYeHb 3HAUMMO A5 KUTANCKOM KYNbTypbl.
ABTOp Mcnonb3oBan 6aMbyk Ans cO34aHMA CKYNbI-
Typbl annHor 1100 cm, wnpuHoi 700 cm 1 BbicO-
Tor 700 cm. iyH LLy6uH, Takum obpa3om, B 3TOM
paboTe COBMECTWUN CBOHO Ky/bTYpy W MECTHbIN ap-
XWUTEKTYPHbIA U KYNbTYPHbIN KOHTEKCT. DTO nepBas
MonbITKa aBTOPa CO3AaTh XYAOXKECTBEHHY0 GopmMy
C 3leMEHTaM1 IMHENHOro MoAennpoBaHus. Paboty
«becKkoOHEeYHOCTb» MOXHO paccMaTpuMBaTh Kak npo-
JonxeHue n yrnybneHne nccnesoBaHus, HadyaTo-
ro aBTopoM npu cosgaHmm «CamaHuns», Torga Kak

5. TnaBHbIi 3an, WkyaaHb (F ), 06bIUHO PaCcnONOXKEHHbIV
Ha LLeHTpaNbHOM OCU apXUTEKTYPHOTO KOMMJIEKCa, ABASETCS
CaMbIM BaXXHbIM W 3aMETHbIM 3JaHWEeM B KOMMJIeKce, oTpa-
as ero rnaBHyt GYHKLMIO UK TeMy.
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ckynbnTypa «laBuaboH 3Be34HOroO cBeTa» (puc.5)
ABJAETCA CNeAyHoLLel NoMnbITKOM NHTepnpeTaLum
TOW >e TeMbl.

Mpu MopennpoBaHum paboTbl «beckoHeUYHOCTb»
TakXe MCNob30BanoCh LMPpoBOe NporpaMMHoe
obecneyeHue, Kak U AN NOCNEAYIOLWErO yBeanye-
HWs ee pazmepos. [py NoMoLM KOMMboTepa Hblan
TOYHO paccyMTaHbl pa3Mepsl, cneuudukaLm n He-
06x0AMMOe KONMYECTBO MaTEPMAOB, a NOC/e NOAT-
BEPXKAEHMS peasn3yeMoCTy NPoeKTa, CTanb bblna 06-
paboTaHa Npu NOMOLLY Na3epPHON Pe3KN Ha CTaHKe
c Yny. Mocne 3TOro eaMHCTBEHHOW 3a4a4el KOMaH-
abl AyH LybuHa 6610 cobpaTtb oTaeNbHbIE geTa-
N paboTbl BOEAMHO, PYKOBOACTBYACh YepTexXaMu.
Takum obpasom, B npouecce paboTbl Lndposoe
obopygoBaHMe He TObKO MO3BONIO CIKOHOMUTD
BPeMS, HO 1 TPYA, a Takke obecneumnno TOYHOCTb
pacyeToB, CyLLECTBEHHO YMPOCTUB CO3AaHne KpYmnHO-
MacwTabHOro Npoun3BeseHNs B HECKONbKO AeCATKOB
MeTpOB.

Pabota «[oBopsLue ¢ BeETpOM» (puc.5), co3zaH-
Has oceHbto 2020 r., — 3TO KOHCTPYKLUUA M3 CTab-
HbIX TPYH, opraHm3oBaHHbIX B 128 rpynn no yetbipe
TPYObl, NpYBapeHHbIX K 6GETOHHOMY OCHOBaHMUIO.
Ecnn cmoTpeTh Ha Hee cBepxy BHUM3, TO ee popma
npeacTaBafeT ns ceba KBagpar C KPYrom BHYTPU,
ob6was anvHa 30 M, wnpmrHa 30 M, BbicoTa 9 M. Tpy-
6bl BHYTPU KaX0M rpynnbl IpUBapeHbl ApYr K Apyry
Ha BbicoTe 1,3 1 2,6 M, uTo obecneunsaet cTabub-
HOCTb W MPOYHOCTb KOHCTPYKLMM, HO MPU 3TOM MNO3-
BOJISIET YTOHUEHHOM BEpHeN Yactn Tpyb coxpaHaTb
AOCTaTOUHYH MOABMXHOCTb, UTOObI OHW yAAPAANCH
ApYyr o gpyra. MeTannnyeckne coegnHUTENbHblE

AeTann 6bin Bbipe3aHbl C MOMOLLBIO LMOPOBLIX
TEXHOOMUIN, YTOObI TOYHO YCTAHOBUTL CTasibHble
Tpybbl BbicOTOM 9 M B neckax [obu.

Pabota «[oBopsALWMe C BETpOM» MO 3ajymMKe
N UCMOJIHEHUIO B MOJIHOW Mepe 3aAeNCTBYET MECTHYHO
NPUPOAHYIO Cpesy, NCNONb3ys BETPbI Nyau>Koycko-
ro palioHa Kak 3neMeHT npoussegeHus. Cesepo-
3anag Kvtas — 3TO BeTpbl M neckun, B 0CO6eHHOCTM
B l'yauxoy. B paboTe Takxe yuTeHbl KnMMaTmyeckme
0COBEHHOCTN YeTbIpEX BETPEHbIX CE30HOB PErMoHa.
CranbHble Tpy6bl CTaNKMBAKOTCA APYT C APYTOM NOZ,
[eNCTBMEM BETPaA, YTO NO3BOJISET PacLUMPUTb TPEex-
MepHOe MPOCTPAHCTBO MPOU3BEAEHNA MPU MOMO-
LM 3ByKa 1M 060ratmTb Bblpa3nTeNbHOCTb PaboTbl.

Ecav npomnsBegeHne «[letn 3eman» OCHOBaHO
Ha YHUKanbHOM NaHAwadTe neckos [obu, To «bec-
KOHEYHOCTb» OnMpaeTca Ha KyabTypy LLlenkosoro
nytn CeBepo-3anaga Kutas, a «foBopAaLwme ¢ BeT-
POM» WUCMONb3YeT MECTHbIM KNMMaT B KayecTBe
KOHL,EeNTyasbHON OCHOBBLI. Bcs cepus nocesLeHa
NCCNeoBaHNIO OTHOLLEHUN MeXay HeEOOM, 3eM-
Neit n yenosekoM. Tpu paboTbl KaXyTCs OYeHb pas-
HbIMW 1 He OUeHb CBA3aHHLIMU MeXay cobon, HO
Ha CamMOM Jefie OHU UMEIOT eANHYI0 NPEeANOCHIIKY,
TO eCTb MHTErpaLuio B MeCcTHyo cpegy. HezaBucmmo
OT TOro, UAET NN Peub O BU3yaslbHOM WIN AYXOBHOM
WHTErpaLumm, BaXKHO CO34aTb rapMOHWYHbIE OTHO-
LWEeHNA C MeCTHOW cpefoi. ApT-npoekT «[lycToLlb»
BCe elle HaxoAWUTCA B npoLecce GOpMMpPOBaHUS,
n 3TN NpounsBegeHns ByayT BNMCaHbl B AJIVMHHYHO
PEKY UCTOPUN U CTaHYT KyJbTYPHbIM Hacaegunem,
OCTaBJ/IEHHbIM NH0AbMM B NycTbiHe [o6u.
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SU FURNITURE OF THE MING DYNASTY
IN THE HISTORY OF CHINESE FURNITURE ART.
CHARACTERISTICS OF FURNITURE IN THE JIANGSU
AND ZHEJIANG REGIONS

Summary: The article considers Su-style furniture
in the history of Chinese decorative arts, its design, deco-
rative and stylistic features in the context of the philo-
sophical concepts of the Ming Dynasty.

Su furniture is also known as Suzhou-style furni-
ture. The formation and development of Suzhou-sty-
le furniture is inseparable from the socio-economic
and cultural development of that time. During the
Ming Dynasty, Suzhou became the centre of eco-
nomic development of the Jiangnan region of China.

Suzhou furniture is a general term for furniture
produced in the middle and lower reaches of the
Yangtze River, with the centre in Suzhou City, Jiangsu
Province. It is a furniture genre that has preserved
the most pronounced style of Ming furniture,
with beautiful and elegant, delicate and simple fea-
tures. Qing Dynasty furniture, in fact, is the legacy
and development of Ming style furniture, mainly
furniture made in Suzhou.

During the Ming Dynasty, the production of artistic
furniture was mainly concentrated in Jiangsu Provin-
ce as the centre of the lower reaches of the Yang-
tze River. Over time, in the provinces of Jiangsu,

Keywords: Chinese artistic furniture, Su style, Ming
Dynasty

Suzhou, Yangzhou, and Songjiang, the role of
furniture production became more and more
significant. At that time, whether it was palace furni-
ture or any other furniture for official residences,
it received the title of Su style.

In addition to economic factors, the development
of secular furniture and the formation of style in the Su-
zhou region is associated with the high level of art
development and the specific cultural environment
of this region.

The Ming Dynasty was the time of intellectuals. Du-
ring this period, scholarship was elevated to the rank
of a cult in China: music, literature, painting, knowl-
edge of history, and philosophical treatises. It is the
era of the synthesis of the arts: poets were engaged
in painting, and artists composed music. In the history
of ancient Chinese painting, the Wu school of pain-
ting originated here. The four great masters of the Wu
school during the Ming Dynasty — Shen Zhou, Wen
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ILT. A square stool (fangdeng) in the Su style

Zhengming, Tang Yin, and Qiu Ying - lived in Su-
zhou for a long time.

During the Ming Dynasties, Suzhou was densely
covered with gardens, which were the most beautiful
in the world. It was a place of great wealth and nu-
merous talents, and it was a time when literati gathe-
red in the city. Science and art organically merged
in this region. Gardening became a fashion in Su-
zhou; many gardens were built for literati such as
Tang Yin (Peach Blossom), Wen Zhenheng (Vanil-
la Beautiful), Wu Jiajian, Xue Xue, Yuan Xuelan, etc.
Everyone in Suzhou had a garden. In pursuit of
a high and creative mood, these scholars loved land-
scape, and flowers. Their worldview was based on
the philosophical ideas of Taoism. Taoism is the way

of integral existence, in which speculation and action,
spirit and matter, consciousness and life are brou-
ght together in a free, boundless, “chaotic” unity.

Man and the Universe are one; man is also the
Universe. Tao is the path of the Universe, the World
Law. No one created Tao; it is limitless and manifests
itself in everything. It is Nothing in which Everything
exists. Tao gives birth to the diverse forms of nature
and the entire universe. Tao cannot be known either
by reason or by feelings. One can only merge with it.
Taoism has absorbed the natural philosophical con-
cepts of Yin and Yang, and Wu-sing, which have be-
come an integral part of Taoism. In Taoism, a person'’s
own soul must merge with the world soul. The natu-
ral development of man as an element of nature
and the universe is the ideal of Taoism. Taoism, un-
like Confucianism, emphasises the natural aspect
of Tao, which is expressed in the fundamental po-
sition of Taoism: follow the nature of all things and
have nothing personal in yourself. Naturalness and
simplicity are the basis of the philosophy of Taoism,
which is reflected in all forms of art, in particular
in the design and decoration of furniture.

Su furniture of the Ming Dynasty is an object; how-
ever, it carries the Tao, the core of which is the spi-
rit of the literati, the essence of traditional Chinese
culture of “the unity of the Universe and Man".
In its formation and decoration, symbolic motifs,
such as plum blossom, orchid, bamboo, etc., are of-
ten used, implying such qualities as elegance, purity,
and perseverance.

Suzhou furniture has a long history and rich cul-
tural traditions. It has distinctive and unique fea-
tures in design, decoration, and craftsmanship.

IlL.2 A pair of stools (fangdeng), Ming Dynasty, the Suzhou Museum collection
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All parts of Suzhou furniture are well processed,
and the main techniques of its decoration include
carving, inlay, lacquer coating, etc. The carving
on Suzhou furniture is fine and expressive. Contour
carving and openwork carving are the two most
frequently used carving methods.

The artistic image of Suzhou-style furniture was
undoubtedly influenced by the works of literary figu-
res, for example, such literary works as On Things
Pleasing to the Eye by Wen Zhenheng of the Ming
Dynasty, The Art of Living: Kao Pan Yu Shi (Fragmen-
tary Notes on the Arrangement of a Retired Scholar’s
Residence) by Tu Long [See 2], and by Li Yu of the Qing
Dynasty. These three books contributed to the im-
provement of the artistic level of secular furniture. The
reason why secular furniture stood out was the result
of this cultural background.

Experts call this period the “culture of intellec-
tuals”, since the passion for art, literature, music,
and deep knowledge of philosophical and histor-
ical treatises became a real cult. For example, the
Suzhou furniture in Gusu Garden (Suzhou Prefec-
ture in Jiangxi Province) of the Ming era is distin-
guished by simplicity, traditional interest in elegant
natural forms, and enchanting smells. It seems that
the furniture forms reflect the surrounding environ-
ment:a small bridge and flowing water, the fragran-
ceof the southern river, and the blooming garden.

Suzhou, as one of the important birthplaces
of Chinese literary history and art history, has given
the world many outstanding literary figures and art-
ists, and formed a certain social philosophy through
literature, calligraphy, and painting. The aesthetic
aspirations and ideals of its representatives deter-
mined the artistic taste of the decorative and applied
arts masters of the Ming Dynasty. The design of Su
furniture in the Ming Dynasty was distinguished
by clarity and elegance, emphasising the artistic
beauty of natural materials. For example, in The Art
of Living: Kao Pan Yu Shi Tu Long repeatedly empha-
sised the importance of the beauty of nature, ad-
vocating the pursuit of a natural, simple, real style,
including in the formation and decoration of fur-
niture, and being against excessive artificial modi-
fications and decorations [See 2]. For example, in
the tomb of Wang Xijue in Hugiu (Suzhou), a group
of wooden furniture models with simple and smooth
lines and a variety of tenon joints (simple tenon,
complex-composite and complex-reinforced ten-
on joints, etc.) were discovered, which were made
at a high level of craftsmanship.

IlL.3. A tea table (xiang-ji) in the Su style

Ming Dynasty Su furniture, which is mostly made
of straight lines and simple curves, also embodies
the ancient Chinese philosophy of Taoism, which
is a figurative expression of the richest meaning
embodied in the simplest form.

The visual tension of Ming Dynasty furniture
is also an embodiment of the subtle sense of the
inner world of the Chinese literati, in whom the vir-
tual and the real, the dynamic and the static simul-
taneously exist and interpenetrate. The Huanghuali
(rosewood) chair from Hainan Province in the col-
lection of the Gongwangfu Museum (4% T/ 5 ¥] /&
REE LB FARE . 57 IRPULE (17994F)), which was
the private residence of a university scholar, Hes-
heng (Jiaging), from 1799, can serve as an example.
The lines of the armrests and back of this chair are
close to the curves of the human body; however,
at the same time, they are elegant and majestic.
This form-building is based on the ancient Chinese
philosophy of the “unity of the Universe and Man”,
advocating harmony between man and nature.

Su furniture of the Ming era is reflected in the
idea of “people-oriented”: ergonomics, functionali-
ty, and logic. However, it also pays great attenti-
on to sensory experience. This, in turn, reflects anci-
ent Chinese philosophy — the doctrine of the mean,
set out in the Confucian treatise Zhongyong (Harmony
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IlL4. Twelve-panel screen with chi dragons on yellow paper, Qing Dynasty, the Suzhou Museum collection

of the Mean or The Middle Way) (or), the idea of im-
partiality, and justice.

In the collection of the Liaoning Museum, Qu
Ying, in the section of Zhang Zeduan’s Qingming
Shanhe Tu scroll (Fk#um (& B L&) KA
SRUR: e L), An Armchair with an Oval Back
(Quanyi) (Liaoning engraving) (Fig.7) is repeated-
ly mentioned: its armrests and back are rounded,
the sitter can sit comfortably in the chair. When
receiving guests, the back of the chair is lowered,
which reflects the “humble” lifestyle promoted
by the people of the Ming Dynasty.

In the Shojo Bamboo Garden, a chair with cross-
shaped legs that can be folded and easily carried
is often found. The design of the chair can be divided
into two types: with a straight back and a radius back.
In the Ming chair construction with a radius back, the
connection of the leg parts is usually fastenedwith
a metal rod with decorative metal decorations — nails.

On the artistic and spiritual level, in images, liter-
ature, and documents, Su furniture of the Ming dy-
nasty represents the idea of “travelling with things
to travel with the mind” in the tradition of Chinese
culture, and conveys spiritual quests and cultural
concepts through specific objects.

Inheriting the beautiful furniture traditions of
the Song (960-1279) and Yuan (1279-1368) dynas-
ties, Ming furniture made in Su has come a long
way. It has become a classic style of furniture of
the Ming era and a representation of Jiangnan cul-
ture of objects characterised by simplicity and el-
egance, as well as artistic beauty that allows one
to pay attention to the rhythm of lines.
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As one of the continuing forms of Jiangnan
culture, Su furniture embodies the unique cultural
connotation of the combination of ancient tradi-
tion and modernity of Jiangnan culture, starting
from its simple, elegant, and vivid inner beauty to
its unique, perfect outer form, embodied in pioneer-
ing and innovation, modesty and elegance, erudition,
and tolerance.

Mr. Wang Shixiang also summed up the develop-
ment of Su furniture of the Ming Dynasty with six-
teen points, which are: “laconic, simple, thick, heavy,
majestic, round, calm, rich, beautiful, elegant, strong,
soft, ethereal, refined, elegant, and fresh” [1 p.126].
In 2006, Ming Furniture Production Technique
(Su Production) was listed as the first item in the
national intangible cultural heritage list since it po-
ssess a high degree of cultural self-awareness in or-
der to redefine the contemporary value, as well as
exquisite production technology in order to focus
on the essence of traditional Chinese aesthetics.

At present, the Ming furniture made in Su also
shines with the glory of the times in the “living her-
itage”, and the poetic aesthetics and humanistic
philosophy of spirituality and elegance can be de-
monstrated in modern furniture art works. The tradi-
tion of Suzhou furniture production has been continu-
ed in subsequent eras and has also been adopted
by modern craftsmen.

Wang Jianxin, an arts and crafts artist, is one of
them. He has a keen interest in traditional crafts,
first learning from stone carving master Qian Bin-
gren and then from the famous wood carving mas-
ter, Chen Zhonglin, who specialises in rosewood
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IL5. . A folding chair (jiaoyi), Ming Dynasty, the Shanghai Ming and Qing Furniture Museum.

carving. Wang Jianxin initially showed himself
to be a great wood carving artist. However, then
he changed his artistic direction since he was fasci-
nated by the beauty of the classical gardens in Su-
zhou and the ancient mansions in the south of the
country again and again, where the furniture of the
Ming and Qing Dynasties exuded an elegant tem-
perament and classical charm. As a result, Wang Ji-
anxin chose the Su furniture of the Ming Dynasty
as one of his artistic directions. The cultural pursuit
of modern people for unique decorative art piec-
es has given antique furniture great potential and
broad prospects.

In order to restore the ancient craft of making
furniture of the Ming and Qing Dynasties, Wang Ji-
anxin began to study the artistic features, design,
and technology of its manufacture, which not only
gave him endless pleasure but also allowed him to
feel the mystery and the difficult, painstaking pro-
cess of its manufacturing. Historical furniture of the
Ming and Qing Dynasties is characterised by very
fine and light decoration in the carving technique.
The decoration includes various ornaments: drag-
ons, phoenixes, peonies, begonias, clouds, cranes,
bats, and more than seventy types of the ruyi scept-
er [Note 1]. Moreover, various types of carving were
used in furniture items of this period: contour carv-
ing, relief carving, high relief carving, openwork carv-
ing — more than ten types of carving techniques.
Also, various tenon joints: mortise and tenon joints,
bored tenon joints, dovetail, straight half-mortise,

etc. When making furniture based on historical an-
alogues, the slightest deviation in size could “break
the face” (that is, the design and artistic image of
the furniture piece) and become a failure. In order to
improve practice and accumulate experience, Wang
Jianxin also visits Beijing, Hangzhou, Shanghai, and
other places to see historical examples of furniture
of the Ming and Qing dynasties, make sketches. At
the same time, he also often seeks advice from fa-
mous experts, studies various literature on art histo-
ry in order to improve his artistic training, expand his
horizons. He examines hundreds of furniture piec-
es to compile a catalogue of accurate data on their
sizes, famous craftsmen, in order to get an idea
of the production of furniture of the Ming and Qing
eras according to the principle: form — art — material.

Today, Wang Jianxing produces furniture in the
style of the Ming and Qing Dynasties such as cabi-
nets, chairs, stools or screens, tables, and beds based
on historical analogues. At the East China Arts and
Crafts Exhibition in 2001, his rosewood furniture
Mi-style Writing Desk won a gold medal; Mi-style
Circular Chair, Eunuch Chair with a Back Pattern of
a Coiled Dragon won a bronze award. At the 5th
China Fine Arts and Crafts Fair in 2003, he created a
table called Eight Immortals (Note 2) (Fig. 8), which
won a gold medal. Nangong Ming Style Chair won
a gold medal for innovative art, and Qing Bo Gu
Style Shelf won a gold medal.

With numerous achievements and awards, Wang
Jianxin does not rest on his laurels. He is always
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IlL.6. An Official’s Hat armchair (guanmao-yi), Ming Dynasty (107.5 x 57 x 43.5 mm).

in constant search, travelling along the road of art.
He has improved many pieces of furniture of the
Ming and Qing dynasties, turning Luohan beds into
exclusive hand-made works, making them both his-
torically authentic and modern. This “new” furniture
retains the charm of the Ming and Qing dynasties,
as well as meets modern tastes; it is liked by an in-
creasing number of both collectors and consumers.
It is a combination of the history and culture of an-
cient craftsmanship with modern tastes and needs.
In the hands of Wang Jianxin, the traditions of furni-
ture art of the Ming and Qing dynasties were con-
tinued and developed. The artistic charm of Ming
and Qing furniture makes and inspires Wang Jianxin
to “fly” higher and further.

Interest in Ming furniture is of international
significance. Such a phenomenon of the Ming era
as the “culture of intellectuals” has caused great
interest in Russia. Passion for art, literature, music,
and a deep knowledge of philosophical and histori-
cal treatises became a real cult in China during this
era. In 2018, the Moscow Kremlin Museum hosted
the exhibition Ming Dynasty: The Radiance of Learn-
ing, which featured items from the Shanghai Muse-
um collection. More than 150 exhibits from the Shang-
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hai Museum collection, dating back to the Ming era
(1368-1644), were presented in the halls of the Pa-
triarch’s Palace and the Assumption Belfry.

The exhibition featured a reconstruction of a Ming
era scholar’s study. The curator of the exhibition,
I. Gorbatova, noted: “It was the place where our
hero of the Ming Dynasty read, did calligraphy
or painting, played musical instruments, and com-
municated with his like-minded people. In this cor-
ner, one can see the “four treasures of the study”:
paper, ink, an inkwell, and brushes” [4].

The exhibition included a table used for callig-
raphy, a chair in the form of an official’s hat with
a characteristic shape of the back and armrests, a ta-
ble for incense burners, since incense played a very
The exhibition featured a reconstruction of a Ming
era scholar’s study. The curator of the exhibition,
I. Gorbatova, noted: “It was the place where our
hero of the Ming Dynasty read, did calligraphy
or painting, played musical instruments, and com-
municated with his like-minded people. In this cor-
ner, one can see the “four treasures of the study”:
paper, ink, an inkwell, and brushes” [4].

The exhibition included a table used for callig-
raphy, a chair in the form of an official’s hat with
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IlL.7. Zhang Zeduan, a scroll ‘Along the River on Qingming Day” (a fragment) depicting chairs with oval backs (quanyi). Collection of the

Lianing Provincial Museum

a characteristic shape of the back and armrests, a table
for incense burners, since incense played a very
important role in China, and a bookcase for stor-
ing manuscripts and scrolls. In addition, objects that
the scholar used during his studies were on dis-
play: paper, ink, an inkwell, and a brush — everything
a person needs to draw a painting, write a treatise,
or a poem. Moreover, the furnishings of the study
were supplemented with objects familiar to the own-
er of the study: painting, porcelain, and a musical
instrument qin, a Chinese zither, which was an in-
dispensable attribute, in order to emphasise the
owner's intellectual aspirations and interests [See 5].

As |. Gorbatova noted: “It was a very elegant and re-
strained interior; there was not much furniture in
it, since, after all, the person here was engaged in
intellectual work” [5].

NOTES:

1. The ruyi sceptre. In Chinese mythology, it is
a symbol of strength and wish fulfilment. In Chi-
nese Buddhism, it is a decorative ceremonial sceptre.
The name of this item can be translated from Chi-
nese "as desired”. Usually, the sceptre has an S-shape
and a rather strange-shaped top. It can depict
a fish, a cloud; however, most often it is the mag-
ical “mushroom of immortality”, lingzhi. It is what
the Chinese call the varnished tinder fungus (Gan-
oderma lucidum), which has long been attributed
with various magical properties. During the Ming
Dynasty (1368-1644), the ruyi sceptre began to play
the role of a gift symbolising blessings and good

wishes. At that time, such sceptres were produced
in China in huge quantities. They were made from
a variety of materials: they were carved from bone,
minerals, wood, and even rhinoceros horn was
used. The sceptres were also cast in metal. Their
special durability in the latter case emphasised that
the sceptre also had the function of a talisman
against unpredictable misfortunes. During the
Qing Dynasty, the ruyi sceptre began to symbo-
lise the strength and power of imperial power.
The emperor could use it as a particularly valuable
gift.

2. The Eight Immortals is a painting based
on the Taoist story of saints by artist Zhang Lu from
the Ming Dynasty, which is now kept in the Art
Museum of Tsinghua University. It is a set of four

IL8. Zhang Zeduan, a scroll "Along the River on Qingming Day”
(a fragment) depicting chairs with oval backs (quanyi). Collection
of the Liaoning Provincial Museum
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screens depicting the figures of the Eight Immortals,
painted by Zhang Lu during the Ming Dynasty.
The Eight Immortals refer to the Eight Immortals
in Taoist legends. The artist depicted two groups
on four screens, one of which includes Han Zhong-
li and Lu Dongbin, the second — Lan Caihe and He
Xianfu, the third — Han Xiangzi and Cao Guoyu,
and the fourth — Zhang Guolao and Ti Qiaoli.
The characters in the paintings are executed in a va-
riety of techniques using different brushes: the face
is outlined with a thin brush with smooth lines, the pat-
tern of the clothes is painted with a thick brush
with a strong and decisive stroke, for example, iron
scratches and silver hooks, and the train of the robe

is painted with a "quick brush”; the colour scheme
is simple, light, and elegant, and the technique
is bright and varied. Each of the painted characters
is perfect, bright, and intriguing. Behind the Eight
Immortals, there are rocks, as if reflecting the spirit
of the Southern Song Dynasty. The painting meth-
od, which seems strong and powerful, is based
on the use of perspective: additional landscapes
depicting old trees with intertwined branches, com-
positions with dried bamboo leaves, which comp-
lement the picture and create a characteristic
atmosphere that the artist wants to create.

3. Qingming is a festival of purity and clarity.
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MEBEJIb CY 3MNMOXN MWH
B NICTOPUWN MEBEJTIbBHOTIO NCKYCCTBA KUNTAA.
XAPAKTEPNCTUKI MEBEJIN PETMIOHOB LU3AHCY

N YK3U3AH (hEZAEZ

A2 ERAATM R A —

LLIRAE LA H X 5 B R 10)

AHHoquUﬂ.' B cTaTbe paccMoTpeHa Mebenb cTuaa
Cy B NCTOPUUN AeKOPATUBHOIO NCKYCCTBa Kntas, ee KOH-
CTPYKTUBHbIE, A€KOPATUBHbIE U CTUNNCTUYHECKNE ocobeH-
HOCTU B KOHTEKCTE q)Mﬂocoq)CKMX KOHLI,eI'ILI,I/IVI 3noxm MuH.

Mebenb Cy, Takke n3BecTHa Kak Mebesb B CTU-
ne Cyuxoy. bopmunpoBaHue n passutne mebenm
B cTuie Cyuxkoy HeoTAeAMMO OT COLMaNbHO-3KOHO-
MNYECKOro 1 KyibTYPHOTVO Pa3BUTUS TOrO Bpeme-
HW. Bo Bpemsa anHactum Mun Cyuxoy CTaHOBUTCA
LEHTPOM 3KOHOMUYECKOro Pa3BUTUA KUTANCKOTo
pervoHa Li3sHHaHb.

Me6enb Cyuxoy — 3TO OOWUN TEPMUH ANA Me-
6enn, NPon3BeLEHHON B CPEAHEM U HUXKHEM Te-
YeHun pekn AHU3bI, C LeHTpOM B ropoge Cyuxoy,
npoBuHUMSA Li3sHCcy. 9TO MebenbHbIN XaHp, KOTO-
pbI COXpaHUA Hanbosiee CUAbHO BblpaXkeHHbI N
CTUAb Mebenn anoxm MuH, C KpacMBbIMU U N€raHT-
HbIMW, TOHKMMW N NPOCTbIMK YepTamun. Mebenb
AnHactm LK, no cyTun, aBaseTca Hacnejmem u pas-
BMUTMEM Mebenn B cTuae MuH, B OCHOBHOM mebenw,
nsrotoBaeHHou B Cyuxoy.

Kntouesslie c108a: XypoxecTseHHas Mebenb Kutas,
ctunb Cy, anoxa MuH

Bo BpemeHa gnHactum MunH npon3BoACTBO XyA0-
>XeCTBEHHON Mebesin B OCHOBHOM HbIN0 cocpeso-
TOYEHO B MPOBMHLUMN Li3AHCY Kak LLeHTpe HUXXHero
TeueHus pekn AHu3bl. C TeueHnemM BpeMeHu, B Npo-
BUHUMAX LizaHcy, Cyuxoy, AHuxoy n CyHLU3sH ponb
MebesibHOro NPoM3BOACTBa CTAHOBUTCA BCe bonee
3HaumnTeNbHON. B 31O Bpems, byab TO ABOpLOBas
mebenb, nan nrobas agpyras mebenb ans obdnum-
aNbHbIX Pe3nAeHLNIA, noaydaroT TUTYA «Cy CTUb».

Pa3BuTue cBeTCKOM Mebenn n GopmMrpoBaHns
cTnna B parioHe Cyuxkoy, MOMUMO 3KOHOMMYECKMX
bakTopoB, CBA3aHO C BbICOKMM YPOBHEM pPa3BUTMA
NCKYCCTBa M crieuydryecKoin KyabTypHOM cpesom
3TOro pernoxa.

AnHactna MuH — Bpems nHTennektyanos. B stot
nepwog B Kutae B paHr kyabTa BO3BOAMTCA y4e-
HOCTb: 3aHATUA MY3bIKOW, 1MTEPATYPOW, XXMBOMUCHIO,
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3HaHVe ncTopmm N GuaocoPcknx TpakTaToB.
JTO aMoxa CMHTEe3a MCKYCCTB: MO3Thbl 3aHMMAKOTCA
>KMBOMUCHIO, @ XYAOXHWUKN NULLIYT My3biKy. LLikona
KMBOMUCK Y B UCTOPUMN JPEBHEKMNTANCKOM XMBO-
nncK 3apoamnnacb MMEHHO 34ecChb: YeTbipe Benu-
KMX MacTepa WKOAbl Y B Nepuoj AWHacTUn
MuH — LWWsHb Yoy, BaHb YX3aHMUH, TaH UHb
n LUto In — ponroe Bpems xuam B Cyuxoy.

Bo BpemeHa gnHactnini MuH Cyuxoy 6bin rycto
MOKPbIT caflaMu, KOTopble BblAN caMbIMU Kpacu-
BbIMW B MUpPE, 3TO BblI0O MECTO CpesoToUnsa 60/b-
Wworo 6oraTcTBa MU MHOTOYUCNEHHbIX TalaHTOB,
1 370 BbINO BpeMS, KOrAa B ropose cobmpanncs am-
TepaTopbl. Hayka 1 MCKyCCTBO OpraHM4ecku cam-
Anck B 3TOM pervoHe. Cas0BOACTBO CTalo MOAOW
B Cyuxoy, MHOrme cazbl 6blIM NOCTPOEHb! ANS JN-
TepaTopos, TakMx kak TaH NHb (LiBeTok nepcuka),
B3aHb YUx3aHbX3H (BaHunnb npekpacHas), Y L3au3aHs,
Cro3 Cro3, FOaHb CroanaHb 1 T.4. Y Bcex B Cyuxoy
6b11 cag. DTV yueHble B MOroHe 3a BbICOKMM U TBOP-
YECKUM HacTpoeHMEM, NKOWMAM Nersax n LBeTbI.
B ocHoBe 1x MnpoBo33peHua nexxanun dunocodckme
naev gaocmsma. laocmsM — 3710 NyTb LEBHOrO Cy-
LLLeCTBOBaHWSA, B KOTOPOM YMO3PEHWe 1 JeiCTBUE,
AYyX N MaTepud, CO3HaHME 1 XM3Hb OKa3biBatoOT-
cA cobpaHHbIMUM B cBOBOAgHOM, BecnpesenbHoOM,
«Xa0TNUYECKOM>» eANHCTBE.

YenoBek n BceneHHaa eanHbl, caM YeloBeK —
370 TOXe BceneHHasn. Jlao — nyTb BceneHHo,
MwupoBoii 3akoH. [lao HUKTO He co3jaBaJ, OHO
6e3rpaHuyHO 1 npossaseT cebs BO BceM. 70 Hu-
uTO,B KOTOPOM cyllecTByeT Bce. [lao nopoxgaaet
MHOroo6pasHble GOpMbl MPUPOALI U BCEFO MU-
po3gaHusa. Jao HEBO3MOXHO MO3HaTb HW C MO-
MOLLbIO pPa3ymMa, HM C MOMOLLbO YyBCTB. C HUM
MO>HO TO/NbKO CAUTBLCA BOeaMHO. [laocusm Bnu-
Tan B cebs HaTypodunocodckme KoHuenumm MHb
N fIH, Y-CWH, KOTOpble CTas HEOTbEMIEMOM Ya-
CTbtO gaocusma. B paocmsme cobcTBeHHas Aylia
yesoBeKa AOJIXXHA CANTbCA C MUPOBOU AYLLON.
Naean paocmsama — ecteCcTBeHHOe pa3BuUTMe Ye-
NoBeka Kak 3/eMeHTa NpUpoAbl N BCENEHHON.
Jaocnsm, B oTanMumne ot KoHPyLMaHCTBa akLeH-
TUpPYyeT BHMMaHVe Ha NPUPOAHOM acnekTe Aao,
UYTO Bblpa>kaeTcs B OCHOBOMO/AaratoLwem noao-
XEeHUM faocm3mMa: cnedyin ecTecTBy BCEX Bellelin
He nmel B cebe HMYero anyHoro. EctecTtBeHHOCTb
n npocTtoTa — ocHoBa ¢unocodum gaocmsma,
KOTOPbIN Halles CBOe OTpaXKeHue BO BCEX BMAAX
MCKYCCTBa, B YaCTHOCTM B KOHCTPYKLMN U AeKO-
pe MebenbHbIX NPesMeToB.
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Meb6enb Cy 3noxv MUH — 3TO NpeaMeT, HO OHa
HeceT B cebe Aao, AAPOM KOTOPOro ABAAETCA AyX NN-
TepaTopoOB, CyTb TPAANLMOHHOM KUTANCKON KyAbTypbl
«eanHcTBa BceneHHol n Yenoseka». B ee dopmo-
0bpazoBaHNN N AeKOPUPOBaHMM HaCTO NCMONb3Y-
FOTCA CMMBOJIMYECKME MOTMBbI, TakMe Kak LiBETOK
CnvBbI, opxuaes, 6ambyK 1 T.4., KOTOpble Noapasy-
MeBaroT Takme KauecTBa, Kak 3N1eraHTHOCTb, YNCTOTa
M HaCTOMYNBOCTb.

Mebenb 13 Cyuxoy nmeeT AOATYI0 UCTOPUIO
n 6oraTtble KyNbTypHble TPagMLumm, oHa obnagaet
OT/INYUTENBHBIMU N YHUKANbHBIMW OCOBEHHOCTA-
MW B KOHCTPYKLIMW, AEKOPUPOBAHUN 1 MacTepCTBe
ncnonHeHus. Bce getanm Cyuxoyckoin mebenn
XOpOLOo 06paboTaHbl, @ OCHOBHbIE TEXHUKW ee fe-
KOPUPOBaHWS BKAOYAIOT pe3bby, MHKPYCTaL MO,
NlakoBOE MOKpbITME 1 T.4. Pe3bba Ha cyu>koyckow
mebenn ToHKaa n Bblpa3uTenbHasa. Yale Bcero
NCNonb3ytoTCcA ABa MeToAa pe3bbbl — KOHTYpHas
“ Npope3Has (axypHas) pe3bba.

Ha dopmupoBaHume xypoxectseHHOro obpasa
mebenn B ctuie Cyukoy OKasano HECOMHEHHOE
BANAHME TBOPYECTBO ANTEPATOPOB: Takne Npomns-
BeAeHMA NMTepaTypHOro XaHpa, kak «O Beluax,
pagyroLwmnx B3op» BaHb YU3HbX3Ha ANHACTUN MUH,
«NckycctBo »uThb: Kao Manb HOW LUn (OTpbiBOYHbIE
3amMeyaHuna No 0byCTPOMCTBY XUAMLLA YUEHOTO
Ha neHcmmu» Ty JloHra [Cm.2] u «CnyyaiiHoe npucTa-
HULWe Ana npasgHbix aym» Jln K0a anHactum LnnA.
STN TPU KHUTM CnocobCTBOBaAN MOBbIWEHUIO
XYAOXEeCTBEHHOrO YPOBHA CBEeTCKOW Mebenn. Mpu-
UMHa, MO KOTOPOU BblAensnach CBeTCKas Mebenb,
ABNANACH PE3YNbTaTOM 3TOr0O Ky/AbTYpPHOro GpoHa.

CrneumanncTtbl Ha3bIBaOT 3TOT NEPUOS, «KYNbTY-
POW UHTENNIEKTYaNOB», TaK KakK yBleUYeHne ncKyc-
CTBOM, INTepaTypoOmr, My3bIKOM, rnybokoe 3HaHune
durnocodcknx N NCToPUYECKMX TPaKTaToOB CTAHOBUT-
€A HacToAWMM KyabToM. Hanpumep, mebenb Cyuxoy
B cagy ycy OnpedekTtypa Cyuxoy B MpOBUHLNMN
LI3aHcK) anoxn MuH oTanyaeT npocToTa, Tpaamum-
OHHbIN MHTEPEC K 3/1eraHTHbIM NPUPOAHBLIM dopMamM
M YapyloWmMM 3anaxam: Kaxercs, 4to B dopmax
mMebenn NpucyTCTBYeT OKpy>KatoLas cpesa: Hebosb-
LIOM MOCT U TeKyLlas BoJa, apoMaT FXHOW pekn
W uBeTyLlero caja.

Cyuxoy, Kak OZ4HO 13 BaXKHbIX MeCT POXAEHWUs
KUTaCKOMN NCTOPUN ANTEPATYPbI N UCTOPUM UCKYC-
CTBa, fa/l MUPY MHOTO BbIAOLWMNXCA ANTEPATYPHbIX
festenein n xyAoXHUKOB, U CGOpMUPOBaN Nocpes-
CTBOM /INTepaTypbl, NCKYCCTBA Kananrpadum n xm-
BOMWCY ONpejeneHHyro coumanbHyro ¢unocoduto.

3cTeTMYeCKNe YCTPEMAEHUA U Ujeanbl ee NpeacTa-
BUTENEN ONpPeAeNsav Xy[0XKECTBEHHbIA BKYC MacTe-
pOB AeKOpPaTMBHO-NPUKAALHOIO MCKYCCTBa 3MOXM
MuH. KoHcTpykumsa mebenn Cy B anoxy MuH otam-
Yasacb ACHOCTbIO W 3/1IEFaHTHOCTbLIO, MOAYepKMBas
XYZ,0>XKEeCTBEHHYH KPacoTy NPUPOAHbIX MaTepua-
nos. Hanpumep, Ty JloHr B «/ckyccTBe XUThb:
Kao MaHb HOn LLn» HeogHOKpaTHO NoAdepKuBan
Ba>KHOCTb KPacoTbl MPUPOAbI, BbICTyMNas 3a cTpem/e-
HWe K eCTeCTBEHHOMY, MPOCTOMY, peabHOMY CTUJILO,
B TOM uncae B opmoobpaszoBaHun 1 gekope mebe-
2N, NPOTMB Ype3MEPHbIX NCKYCCTBEHHBIX MOANU-
Kaumin n ykpaweHuin[Cm.2]. Hanpumep, B rpobHuLLe
Ban Cuugztos B Xyuro (Cyuxoy), 6bi1a obHapyxe-
Ha rpynna AepeBsiHHbIX Mogenen mebenu c npo-
CTbIMW W1 NAABHBIMW JIMHUAMM U Pa3HOOOpPasHbIMU
LIMMNOBBIMW COeAMHEHNAMW (MPOCTbIe LUMMOBbIE,
CNOXHO — COCTaBHbIE W CNOXHO — YKperniaeHHble
LUMMOBbIE COEAMHEHMSA U T.4.), KOTOPbIE BbIMOJAHEHbI
Ha BbICOKOM YPOBHe MacTepCTBa.

Meb6enb Cy 3noxu MuH, nCnoiHeHHas B OCHOB-
HOM B BUAE NPAMbIX IUHWUA U NPOCTbIX N3rnboB.,
Tak>Xe BOMJIOLLAET APEBHIO KUTaWCKy0 Guaoco-
buto gaocmnsma, Kotopas aBaseTcs 06pasHbIM Bbl-
paxxeHneM boraTeliliero cMblCia, BOMAOWEHHOTO
B NpocTenwen popme.

BusyanbHas HanpsaXXeHHOCTb Mebenn anoxu
MuH — 3TO elle 1 BOMAOLLEHME TOHKOrO OlLyLlie-
HWS BHYTPEHHEro MMpa KMTackoro antepaTopa,
B KOTOPOM OZHOBPEMEHHO CYLLLECTBYIOT 1 B3aMMO-
MPOHMKaIOT BUPTYyasbHOE U peasbHoe, AMHAMUYHOE
n cTatnyHoe. NprMepomM MOXET CNYXUTb KPecao
13 NOPOAbI APEBECUHBI XyaHXyaaun (pO30Boe Aepe-
BO) U3 NPOBUHLMMK XaliHaHb U3 KOANEKLNN My3es
TyHBaH®y (4% F T Bed] e R 2 LA AL RS . 5% I
- (17994F)), koTopslit ¢ 1799 roaa 6bin YacTHOW
pe3naeHLmel YHUBEPCUTETCKOrO YYeHOro XaLaHa
(LL3aumn). JIMHMM NOANOKOTHMKOB U CMIUHKWN 3TO-
ro kpecna 6au3KM K n3rmnbam YenoBeyeckoro Tena,
HO NPV 3TOM 3/1eraHTHbl U BEIMYECTBEHHbI. Takoe
dopmoobpazoBaHme B CBOEW OCHOBE UMEET ApeB-
HIOO KMTalckyo dunocoduto «eanHcTea BeeneH-
HOM 1 YenoBeka», BbICTyMNas 3a rapMOHUIO MeXay
Yes/IOBEKOM W NPUPOAOINA.

Meb6enb Cy 3noxv MuH oTpaxkeHa B naee, «opu-
€HTMPOBAHHOW Ha NOAEN»: IPrOHOMUYHOCTb, QYHK-
LMOHaNbHOCTb M IOTUYHOCTb, — HO B HEW Takxe
yaensietcs 60/1blLOe BHUMaHWE YyBCTBEHHOMY OMbITY.
370, B CBOO O4epesib, OTpaxaeT APEeBHEKUTANCKYHO
dnnocoduto — yuyeHwe o cepeanHe, N3N0XKEHHOE
B KOHbyLMaHCKOM TpakTaTe «YyH roH» (FTapMoHuma

CPeANHHOCTU», n «CpeanHHbIN MyTb» ) — naeto
6ecnpucTpacTHOCTU 1 CNpaBeANNBOCTY.

B konnekuuum JisoHuHckoro my3ses Livo VIH B pas-
aene YxaH UzsgyaHb «CBUTOK LIMHMUH LWaHbxa Ty»

Cok o BB LM EEE) B kIE: SO Y
Ft) HeogHOKpaTHO ynomuHaeTcs «Kpecno ¢ oBab-
HOW CHKOM (UtoaHbw) (rpaBropa JISOHWUH) (puc.7):
€ro NoANOKOTHUKN W CMINHKA 3aKPYTAEHbI, CUAALLNIA
MOXeT YA0OHO pacnonoxutbea B kpecne. Mpw npu-
eMe rocTei CnuHKa Kpecaa onyckaercs, Uto oTpa-
>KaeT nponaraHaMpyemMbin Al0AbMU 3Noxm MuH
«CMUPEHHBIV» 06pas XM3HW.

B «bambykoBom cagy Céas» yacto BCTpeyaeT-
CA CTYJl, HOXKMN KOTOPOro KpectoobpasHble, MOryT
CKNaAbIBaTbCA, UX Nerko nepeHocuTb. KOHCTpYKL IO
CTy/la MOXHO pa3fennTb Ha ABa BWUAA: C NPSAMON
CMVIHKOW U paAnyCHOM CMIMHKON. B KOHCTPYKLIMM CTy-
Na 3noxu MuH ¢ pagnycHOW CNMHKOW COeAnHeHne
JeTanei HOr, Kak NpaBuao, CKPENIeHO MeTaainye-
CKMM MPYTKOM C AeKOPATUBHBIMU MeTalINUYecKumm
YKpaLIEeHNAMMN — TBO3AAMM.

Ha Xxysa0>XecTBEHHOM U yXOBHOM YpOBHE Me-
6enb Cy anoxu MuH B nsobpaxxeHunsx, amtepatyp-
HbIX M AOKYMEHTaNbHbIX MaTepuanax npescraBaset
NAEH «NyTeLecTBMSA C BELLamK, YTOOb! MyTeLlecTBo-
BaTb C YMOM» B TPaAULMAX KUTANCKOMN KYAbTYpbl,
N nepegaeTt LYXOBHble NCKAHWA U KY/AbTypHble
KOHLEeNUUN Yepe3 KOHKPETHbIe NPesMEThI.

YHacnepoBaB npekpacHble Tpagnunmn mebenn
anoxum CyH (960-1279)_n FOaHb (1279-1368), mebenb
B cTuie MuH npowussogctea Cy npoLuna JOATUA NyTb
pa3suTMA. OHa CTana Knaccnyeckum ctmanem mebenn
3noxm MuH 1 npeacTaBaeHneM KynbTypbl L3sHHaHb
0 NpeaMeTax, OT/IMYArOLLMXCA NPOCTOTON U dNeraHT-
HOCTbHO, @ TaKXe XyA0XECTBEHHOM KpacoTown, Mno-
3BOJIANOLLEN 06PATUTL BHUMAHWE Ha PUTM JIMHWUIA.

Kak ofHa 13 npogoakarowmnxcs Gopm KyabTypbl
Li3sHHaHb, Mebenb B cTune Cy HaumMHasa C ee Npo-
CTOW W 3N1€raHTHOM, APKON BHYTPEHHEN KPacoThl,
W 3aKaHuUMBas YHWKaNbHOW, COBEPLUEHHOWN BHeLl-
Heli GOpMOW, BOMIOLLEHHON B HOBAaTOPCTBE U UH-
HOBaLMAX, CKPOMHOCTU W 371€TaHTHOCTM, 3pYANLMUN
N TEPNUMOCTU ONNLLETBOPSET B cebe YHUKaNbHbIN
KYJIbTYPHbIN NOATEKCT COYETaHMS JPEBHUX TPaANLMIA
N COBPEMEHHOCTM KyAbTypbl LI3AHHaHb.

l-H BaH LUncan Takxe nogsen Utor pasButmA
mebenn Cy anoxn MUH LecTHaALaTbl NyHKTamK,
KOTOpble ABAAOTCA: «IaKOHUYHBIMW, MPOCTbIMU, TOA-
CTbIMW, TAXENbIMWY, BENNYECTBEHHBIMU, KPYTAbIMY,
CMOKOWHbIMW, 6OraTbiMW, KPacMBbIMM, 31€raHTHbI-
MW, CUABbHBIMM, MATKUMM, 3OUPHBIMU, U3bICKaHHbBIMW,
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aneraHTHbIMU 1 cBexXxXmMm»[1 c.126]. 2006 roay «Tex-
HuKa Npoun3soacTBa mebenn B ctuie MuH (Npoms-
BogcTBo Cy)» Oblna BbibpaHa B KauecTBe NepBown
No3ULMN HaLMOHaNbHOIO CNucka HeMaTepuab-
HOrO Ky/NbTYPHOTO Hac/ieAms, C BbICOKOM CTeMneHbH
Ky/NIbTYPHOrO CaMOCO3HaHUsA, YTo6bl NepecMoTpeThb
COBPEMEHHYH LLeHHOCTb, HO Tak>e C U3bICKaHHOM
TEXHONOTUEN NPOU3BOACTBA, YTOObLI COCPEAOTOUNTHCA
Ha CYLHOCTM TPAAULMOHHON KUTANCKOW 3CTETUKM.

B HacToswee Bpema Mmebenb anoxu MuH,
n3rotoeneHHas B Cy, TakxXe CMAET C1aBOW Bpeme-
HW B «>KMBOM HaciaeAmu», a No3tTmyeckas 3cTeTmka
Y ryMaHucTMyeckas ¢puiocopus JyxoBHOCTU U dne-
FaHTHOCTM MOTYT 6bITb NPOAEMOHCTPUPOBAHbI B CO-
BPEMEHHbIX NPOM3BEAEHNAX MebeNbHOro NCKyCCTBa.
Tpaguumm mebenbHoro npoussoactea Cyuxoy bblau
NPOJOJKEHBI B MOCAEAYHOLLIME IMOXU U BOCMIPUHATI
TakXXe COBPEMEHHbIMW MacTepamu.

BaH LI3siHbCUHb, XyAOXHUK AeKOPaATUBHO-NPU-
KNaZAHOTrO MNCKYCCTBA, ABNSAETCA OAHUM U3 HUX.
OH nposBasieT 60AbLION MHTEPEC K TPAAULIMOHHBLIM
pemMec/iam: cHavasia OH yuuica y Mactepa pe3bobl
no KamHto LaHb BuHrpeHa, a 3atem y 3HameHun-
TOro mactepa pe3bbbl No gepeBy YsHb YUKYHANHS,
crneumanusmpyrowerocs Ha pesbbe No naancaH-
Apy. N3HauanbHo BaH L3siHbcMHBb NposiBua cebs
Kak 3ameyaTtesibHbl MacTep pe3bbbl NO Aepesy,
HO 3aTeM OH M3MEeHW/ CBOE XyA0XEeCTBEHHOE Ha-
npaBsieHne, MOTOMY YTO CHOBAa M CHOBa noceLas
knaccmyeckme cagbl B CyUuxoy U cTapuHHble 0cob-
HAKW Ha rore CTpaHbl, rae mebenb AnHacTum MuH
v LInH n3nyyana aneraHTHbIN TeMNepamMeHT U Kaac-
CMYeCKNn Wwapm, oH HBblN o4apoBaH ee KPacoToMN.
B pesynbTate, BaH Li3aHbcnHb Bbibpan mebenb Cy
3noxn MWH B KayecTBe OAHOrO U3 HanpasieHUM
cBoero TBopyectBa. KynbTypHoe cTpemsieHmne co-
BPEMEHHbIX JIK0AEeN K YHUKaNbHbIM NpeamMeTam
AeKOpaTUBHOIO UCKYCCTBa Aano aHTUKBapHON Mebe-
N1 60/1bLLOK NOTEHLMAN U LUMPOKME MEePCneKTUBSI.

UTt0ob6bl BEPHYTb ApPEBHEE PEMEC/IO U3TOTOB/IEHUS
mMebenn anHactum MuH u LmH, BaH LI3ssHbCUHB cTan
M3yyaTb Xy[0XXeCTBEHHble 0COBEHHOCTH, KOHCTPYK-
LMIO U TEXHONOTMIO ee U3rOTOBAEHUS, UTO AOCTaB-
NAN0 eMy He TO/IbKO HeCKOHeuYHoe yAOBObCTBUE,
HO ¥ MO3BOASAA0 MOYYBCTBOBATb TalHY U CANLLKOM
TSXKE/bIA U KPOMOT/UBbIA NPOLLECC ee U3roToBe-
HUsA. Ans nctopuueckon mebenn guHactuii MuH
n LInH xapaktepeH o4yeHb TOHKUIN U Nerknii gekop
B TEXHWKe pe3bbbl. B gekope npucyTcTByeT pasnnu-
HbI1 OpPHaMEHT: APakoH, GEHMKC, MNOH, BeroHny,
obnaka v XXypaBau, neTyume Mbllun, bonee cemmn-
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AecaTn BUA0B pynn — >xesna xyu [Mpum.1]. Takxe
B npesMeTax mebesn 3TOro nepmnosa ncrnoab3osa-
JINCb pa3nnyHble BUAbl pe3bbbl: KOHTYpHas pe3bba,
penbedHasn pe3bba, ropenbedHasn pe3bba, npopes-
Hasa nAn axypHas pe3bba — 6osee gecaTm BUAOB
TEXHUKWN pe3bbbl. TakKe pas3/ivyHble LWMNOBble CO-
eIMHEHWS: BPe3Hble LINMOBbIE COEAMHEHMS, pac-
TOYHbI€ LUMMOBbIE COEAMHEHWNS, 1aCTOUKMH XBOCT,
npsaMow nosaynatan n ap. Maneinwee OTKIOHEeHWE
B pa3mepe npwu U3roToBieHUN Mebenun no NcTopu-
YeckMM aHanoram Morio «C0MaTb ANLO» (TO eCTb
KOHCTPYKLMIO N XyZA0XeCTBEHHbI 06pa3 MebenbHo-
ro npounseeAeHuns) n ctatb Heygauei. C Lienbto co-
BEPLUEHCTBOBaHMA NPaKTUKM N HAaKOMAEHWS ONbITa,
BaH Li3aHbcnHb Takxe nocewaet [NeknH, XaH4uxoy,
LLlaHxalt n gpyrue mMecTta, 4tTobbl YBUAETL UCTOPUYEC-
ke obpasubl Mebenn anHactnii MuH un LnH, caenatb
3apucoBku. B To e BpeMs, OH Takxke MHOro pas 06-
paLLaeTcs Ans KOHCY/bTalWiA K U3BECTHbIM 3KCnep-
TaM, U3y4vaeT pasMYHYo AUTepaTypy No UcTtopum
NCKYCCTB, YTOObI YAYYLLUTb CBOKO XYA0XECTBEHHYHO
MOAroTOBKY, paclmpuTb CBOM Kpyrosop. OH nccne-
AyeT COTHN MebesnbHbIX NpeAMeTOB A/A COCTaBe-
HWA KaTajsora TOYHbIX AaHHbIX 06 MX pa3mMepax,
M3BECTHbIX MacTepax, YTobbl COCTaBUTb NpeacTaBJe-
HMe O Npon3BoAcCTBe Mebenn anoxm MuH n LnH
no npuHuuny: GopmMa — UCKYCCTBO — MaTepuan.
CerogHs BaH L3sHbcuH npounssoaunt Mebenb
B CTWU/e AnHacTuii MuH un LK, 6yab TO HeCKOb-
KO WwKadoB, CTyAbeB, TaOYpPeTOB UAW LUMPM, LIKa-
$oB, CTONOB, KPOBaTEN MO UCTOPUYECKMM aHANOTaM.
B 2001 roay, Ha «BocTouHo-KunTanckoln BbicTaBke
NCKYCCTB U pemece», ero Mebesnb U3 NanancaHgpa
«[TMCbMeHHbIV cToA B cTUe Mu» nonyymna 3010TyH
Meaanb, «Kpyroor ctys B ctune Mu», «CTyn eBHy-
Xa C y30pOM CMWHKW B BUAE CBEPHYBLLErocs apa-
KOHa» nosy4mn 6poH30BYyo Harpaay. B 2003 roay
Ha naTon «Kntanckom spmapke NCKyccTB 1 peMecen
MacTepoB 1306pa3nTeNbHOro NCKYCCTB» OH CO34an
CTOA NOJ HasBaHMeM «BocbMepka beccMepTHBIX»
C\MlIEEF[Mpym.2] (prc.8), noayumnBLLYHO 3010TyHO
meganb, «CTyn B ctune MuH B HaHryH» noayumn
30/10TYI0 Mefanb 3a HOBaTOPCKOe MUCKYCCTBO, «[1on-
ka B ctune UmH bo lNy» nonyunna 3on0T1yto megans.
Vimes MHOroumcneHHble 4OCTUXEHWNA U Harpaabl
BaH Li3fHbCMHb He OCTaHaB/AMBAETCA Ha AOCTUMHY-
ToM. OH BCerga HaxoAUTCs B MOCTOSHHOM MOWCKe,
nyTeLlecTBys No gopore nckyccrsa. OH ycoBepLUeH-
CTBOBaJl MHOTME NpeameTbl Mebenn AnHactnii MuH
n LlvH, npeepatme KpoBaTth JlyoxaHb, B 3KCKLO-
3MBHblE NMPOU3BEAEHMA PyYHOWN paboThl, caenaB

NX O4HOBPEMEHHO UCTOPUYECKN JOCTOBEPHbLIMM
N COBPEeMEHHbIMW. JTa «HOBas» Mebenb, coxpaHsaeT
obasHne anHactiii MuH n LiMH, Ho Takxke oTBeua-
€T COBPEMEHHbIM BKycaM, HpaBUTCs BCe HosbLlemMy
ymcay, Kak KonNekLMOHepOB, Tak 1 NoTpebutenen.
DTO coyeTaHne UCTOPUM U KyNbTypPbl APEBHErO pe-
Mec/1ia C COBPEMEHHbIMW BKYCaMu U NOTPeBHOCTAMMU.
Tpagmunm MebenbHOro UCKyccTBa AnMHacTUin MuH
1 LnH, B pykax BaH LI3sHbCUHA BbIAM NPOAOAKEHDI,
Noay4Yman CBOe pa3Butme. XyJo>XKeCcTBEeHHOe oua-
poBaHue mebenn gnHactnin MuH n LinH, 3actaBas-
eT 1 BAOXHOBAAET BaH LI3AHbCUHA «1eTeTb» Bbille
n ganblue.

NHTepec kK mebenn anoxu MuH nmeet mexay-
HapoAHOe 3HaueHWn. bonbLLON NHTepec Takoe AB-
NeHne 3noxm MuH Kak «KyabTypa UHTEeNNeKTyanoB»
BbI3BasO B Poccun. YBneueHune nckyccTBom, aute-
paTypoW, My3bIKOW, rnybokoe 3HaHne Gunocodpckmx
N NCTOPUYECKMX TPAKTaTOB CTAHOBUTCA HaCTOALLMM
KynbToMm B Kntae B 31y anoxy. 2018 rogy B My3ee
MockoBckoro Kpemns coctosnack BbicTaBka «/n-
HacTus MUH: CUsIHWE YUEHOCTU», Ha KOTOPOW Bblan
npescTaBaeHbl NPeAMEeTbl M3 cobpaHus LLlaHxalickoro
my3ed. bosee 150 skcnoHaTtoB 13 koanekumm LLlaH-
XalCKoro Mysesi, oTHocALmMxcsA K anoxe MuH (1368-
1644), 6bin11 NpeacTaBaeHbl B 3anax MaTpmapliero
ABOPLA M YCNEHCKOW 3BOHHMLLbI.

Ha BbicTaBke Hblna npeacTaBieHa PeKOHCTPYK-
uma kabuHerta yyeHoro anoxm MuH. Kak oTmeua-
na kypatop BbicTaBkn W.B. TopbaTtoBa: «3T70 6bI10
MEeCTO, e Hall repo 3noxu AuHacTUm MuH umntan,
3aHUMancs Kkanaurpaduen v XnBOMUCBLIO, Urpan
Ha My3blKa/ibHbIX MHCTPYMeHTax, obLliancs co cBo-
UMW e4MHOMbIWAEHHNKaMN. 3aTO B 3TOM yroJike
Bbl MOXeTe YBUAETb «4eTbipe COKPOBMLLA KabnHeTa»:
b6ymary, TyLb, TyLIEUYHNLY N KNCTU»[4].

Ha BbicTaBKe 6bl1 NpeacTaBiAeH CTONMK, 3a KO-
TOPbIM 3aHMMaNUChb Kannurpaduer, Kpecao B BU-
Je Wwankym YMHOBHMKA C XapaKTepHoW dopmMoi
CMWUHKWN Y NOAJIOKOTHUKOB, CTOJINK ANS1 KYPUIbHULL,
TakK Kak 671aroBoHNA Urpaau oveHb 60abLIYIO POb
B Kntae, aTaxxepka ANa xpaHeHUs pykonucewn
N CBUTKOB. bbln Tak>xe npeAcTaBaeHbl NPeAMETHI,
KOTOPbIMW Yy4YeHbl1 N0JIb30BaJICA BO BPEMS CBOUX
3aHATUI: ByMara, TyWb, TyWe4YHuLa U KUCTb —
BCE, UTO HYXHO 4YesioBeKy, UTobbl HapucoBaThb
KapTWHY, HanucaTb TpakTaT UAM CTUXOTBOPEHME.
Bonee Toro, o6cTaHOBKa KabnHeTa 6blna JONOJHEHA
NPWBbIYHBbIMY ANS XO3MHa KabuHeTa npesMeTaMu:
XunBonuck, Gapdop, HenpemMeHHbIM aTPUBYTOM Bbin
MY3bIKaJbHbIA MHCTPYMEHT — LWHb, KUTaCKas LnT-

pa, 414 TOro Ytobbl NOAUEPKHYTH UHTEANEKTYaNb-
Hble YCTPeMIeHMA U MHTepeckl Xxo3sanHa [Cm.5].
Kak otmeuana W.B. TopbyHoBa: «3TO o4eHb
3N1€raHTHbIN N CAep>XKaHHbIN UHTepbep, B HEM
HaxXOAWN0Ch He TaK Y>K MHOro mebenu, MockobKy BCe-
Taku YesloBeK 34eCb MPesaBasca NHTENNEKTYalbHOMY

TPYAY» [S].

NMPUMEYAHNSA:

1. Pyin vav xe3n xyw. B kutalickoi mudonorum
CMMBOJ CUJIbI U UCTIONIHEHWS XXeNaHui B knTalickom
6yaam3me AeKOpaTVBHbIN LLepPeMOHMANbHbIV CKUMETP.
BapuaHT Ha3BaHMA — XKe3/1 XYW C KUTaCKOro A3blka
Ha3BaHWe 3TOro npezmMeTa MOXHO NepeBecTn Kak
«Mo xenaHuto» OBbIYHO Xe3n MMeeT S-06pasHyo
dopMmy 1 HaBepLLMe AOBOJIBHO CTPAHHOW GOPMbI.
OHo MoxeT n3obpaxaTtb pbiby, 061ako, HO Yalle
BCErO — Marv4yecknin «rpnb 6eccMepTms» JUHUXM.
Tak KuTalLbl Ha3biBalOT TPYTOBUK NaKMPOBaHHbIN
(Ganoderma lucidum), koTopomy n3gaBHa NPUMNUCHI-
BatOT pa3/iMyHble Marnyeckme cBoMCTBa. Bo BpemeHa
AnHacTMn MuH (1368-1644) xe3n pyin ctan urpatb
poJb Nogapka, CMMBOAW3NpPYtoLLero baarocnoBeHve
1 6narve noxenaHus. B To BpeMs Takue xesnbl Npo-
n3soanan B Knutae B orpoMHOM Koamyectse. VIx ge-
Nann 13 camblx pasHblX MaTepuanosB — Bblipe3anu
13 KOCTWU, MMHEPaNoB, AepPeBa, NCMOAb30BaN Aaxe
por Hocopora. Xe3nbl OTAMBaAN WU B MeTanne.
Vx ocobas NpoYHOCTb B NOCAEAHEM CiyYae Noj-
yepKMBana, UTo Xe3n nmeet n GyHkLMIO obepera
OT HenpegackasyemMblx HanacTel. Bo Bpems gnHactim
LLMH xe3n pyin cTan CMMBOAN3MPOBaTb MPOYHOCTb
M MOLULb MMNepaTopckoin Baactn. Mmnepatop
MOT MCNOJ/Ib30BaTh €ro B kayectBe 0C0H0 LieHHOro
nogapka.

2. «<BoceMb 6eccMepTHbIX» — KapTWHa, CO3AaHHas
Ha OCHOBE /Ja0CCKOMN UCTOPUM O CBATBIX XYAOXHUKOM
YskaH Jly 13 agnHactmm MuH, KoTopas ceyac xpa-
HUTCA B XyJOXECTBEHHOM My3ee YHuBepcuteTa
LimHxya. 3T0 Habop 13 veTblipex WWPM C n3obpa-
XeHuem duryp BocbMu beccMepTHbBIX, HamMCaHHbIX
UxkaH Jly B anoxy gnHactum MuH. Bocemb beccmepT-
HbIX OTHOCATCA K BOCbMW 6E€CCMEPTHbIM B Aa0CCKMUX
nereHpax. ABTOp n306pasnn Ha YeTbipex Wrnpmax
no ABe rpynnel, B OAHON N3 KOTOPbIX XaHb YXyHAn
n Nly lyH6umHb, Bo BTopoi — JlaHb Llaixa n X3 CaHbdy,
B TpeTber — XaHb CaHu3bl 1 Llao Motoi, a B veTBep-
Tor — YxaH lNyonao n Tu Usao Jin. Nlepornndel
Ha KapTMHax BbINOJHEHbl pa3HOObpasHbIMU Tex-
HMKaMK C MCMOJIb30BaHNEM Pa3NNYHBIX KUCTEN: TNLLO
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OYepUYEHO TOHKOW KUCTbO C NMAABHbIMU AUHUAMMU,
PVICYHOK OAeXAbl HamnmcaH TOCTON KUCTbHO CUJIbHBIM
N pelnTenbHbIM Ma3koM, HanpuMep, XXenesHble
LapanuHbl 1 cepebpsiHble KproYky, a Wwiaekd xanata
HanucaH «BbICTPOM KMUCTbO», KONOPUCTUYECKOE
peLleHne NPoCTOe, IETKOe 1 dNEraHTHOE, a TeXHUKa
NCMONHEHMA sipkas 1 pa3HoobpasHas. Kaxabli
13 HapMCOBaHHBIX NMEPCOHAXeN CoBepLLUEHEH, APOK
1 MHTpUrytoLl. 3a Bocembto beccmepTHbIMK M306pa-
>KEeHbl CKasbl, Kak bbl OTpaxkatowme Ayx ANHACTUK

FOxkHoM CyH. MeTog KMBONUCK, KaxKyLLMACA NpoY-
HbIM 1 MOLLHbIM, MOCTPOEH Ha UCMOJIb30BaHWUMW Mep-
CMEKTVBbI: AOMONHNUTENbHbIE NMEN3aXK, Ha KOTOPbIX
n306paxkeHbl cTapble AepeBbAM CO CMETeHHbIMU
BETBAMMW, KOMMO3MLUMN C 3aCOXLUNMMN JUCTbAMMU
6ambyka, KOTopble AOMONHAIT KapTUHY 1 CO3Aar0T
XapakTepHyto aTMocdepy, KOTOPYHO XOUeT co3/aTb
XYBOXKHNK

3. |_||VIHMI/IH — NpasgHUK YNCTOTbl N ACHOCTW.
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FUTURISTIC DESIGN OF ETHNIC CLOTHING
USING 3D TECHNOLOGIES

Summary: The author considers the use of innova-
tive 3D printing technologies as a tool used by modern
clothing designers striving for uniqueness and a futur-
istic look of their products. Particular attention is paid
to the prospects for introducing 3D printing into the fashi-
on industry and the opportunities it provides for indi-
vidualisation, experimentation with shapes and textures,
as well as the creation of new aesthetically attractive
designs. The article may be of interest to students of the cre-
ative speciality of Fashion Design, design specialists ex-
ploring modern technologies in the fashion industry,
as well as for those interested in innovation and crea-
tive approach to modern and promising clothing design.
3D printing allows one to create unique and personalised
products such as jewellery, patterns, accessories that meet
individual needs and preferences. Designers can adapt exi-
sting patterns or create their own, which will lead to a mo-
re exclusive approach to designing clothes, accesso-
ries, and jewellery. The author’s desire to draw attention
to the influence of 3D printing on the cultural code sewn
into ethnic decor in order to give new breath to tradition-
al symbolism is the goal of this study. Ethnic motifs and

INTRODUCTION:

Design education should be advanced, corre-
sponding not only to the tasks of today but also to
the requirements of the future. The National Doctrine
of Education of the Russian Federation defines the fol-
lowing strategic goals for the period up to 2025 [11]:

« overcoming the socio-economic and spiritual
crisis, ensuring a high quality of life for the
people;

« restoring Russia’s status in the world com-
munity as a great power in the sphere of edu
cation, culture, science, high technology,
and economics;

patterns made on a 3D printer can serve as separate de-
tails of decor, as well as be elements of a clothing item
itself in its various manifestations. Ethnic patterns are an im-
portant aspect of world fashion, reflecting the cultural
heritage and traditions of different peoples. The iden-
tification of the degree of significance of modern tech-
nologies in the life of an artist of decorative and applied
arts was the result of this study. According to the author,
the introduction of 3D printing into the creative process
of a designer expands their capabilities, stimulates the de-
velopment of innovations, and transforms the fashion in-
dustry. The results of the study showed that 3D printing
opens up unique opportunities for the creative process
of a designer. However, the study also revealed a num-
ber of technical problems associated with 3D printing of clo-
thes that need to be solved for the widespread implemen-
tation of this technology in the fashion industry. Further
research and cooperation with such specialists as engi-
neers and computer experts are necessary to fully real-
ise the potential of 3D printing.

Keywords: futuristic clothing design, 3d printing, eth-
nic design, creative process, clothing design.

 creating a basis for sustainable socio-econom-
ic and spiritual development of Russia. [10]

In search of inspirat ion, modern designers are
increasingly turning to the latest scientific develop-
ments. In this context, 3D printing is becoming one of
the key tools for a designer striving for a creative
breakthrough and experiments with forms and ma-
terials, textures and decorative elements. At the
beginning of its development, 3D printing was asso-
ciated mainly with the technical and engineer-
ing sphere, whereas today its use in the world
of fashion is becoming increasingly popular and
significant.
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L 1. interactive clothing by Studio XO

The use of computer programs and virtual environ-
ment brings to life designer’'s most incredible ideas;
many materials have appeared, allowing the cre-
ation of fabric not by weaving but by printing it on
a printer, thereby expanding the possibilities of
using 3D technologies in everyday life. [3]

The study is intended to contribute to the un-
derstanding of the role of tradition and modern
technology in contemporary design as well as to
highlight the potential of the connection between
tradition and innovation for inspiration and crea-
tive experiments of specialists in the field of fashion
industry and contemporary fashion design.

RELEVANCE OF THE RESEARCH

The modern world dictates new conditions for
life, communication, and art, thereby transforming
methods and approaches to preserving and develop-
ing original and important decorative and applied
arts. Thus, partial modernisation of traditional art
by means of computer technologies occurs. “A mas-
ter makes changes to the craft traditions of an-
cestors, thereby prolonging their life and, perhaps,
creating traditions”. [17]

Matters of economic development require com-
petent specialists capable of creating competitive
domestic products by achieving high quality, inno-
vation, technology, commercial efficiency, pursuing
the goals of increasing the welfare of the country
and improving the quality of people’s lives.
Provision of highly qualified personnel in indust-
ries allows us to solve issues of social develop-
ment on a geopolitical scale. Such a situation helps
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to attract close attention both of institutions of hi-
gher professional education and of enterprises
producing design products to issues of design-
ers’ professional training, its structure, content, and
organisation. [7]

It is necessary to find a systematic approach
n the synergy between traditions and innovations.
The integration of these technologies will allow
designers to create unique and modern collections,
while preserving the cultural heritage. This study
calls for experimenting with shapes, textures and vo-
lumes, which opens up new horizons for individuali-
sation in futuristic design. All this should be useful
in the designer’s creative process, helping to accele-
rate the implementation of innovations and the use
of new technologies.

In the design education system, there are al-
most always no connections with innovative pro-
duction, which ultimately affects the possibility
of using new technologies in the development of
a clothing collection by university students. The rea-
sons for this are seen, firstly, in a certain aesthetic
and artistic focus of project tasks when develop-
ing design collections. Design departments mainly
solve problems aimed at forming such professio-
nal competencies of students as specially artistic
(project), activity-based, technological, communica-
tive ones. Much less attention is paid to research
competencies based on innovation and techno-

logy. [7]

ANALYSIS OF SCIENTIFIC WORKS

When training competent specialists, there are
a number of issues requiring detailed considera-
tion. These include the influence of technologi-
cal innovations on the comfort and appearance
of a person not only in special but also in everyday
clothing. The studies of E. Amosova, A. Andrievsky,
T. Vasilyeva, |. Saveleva, and V. Semenova examine
the methods and techniques of forming which
are necessary when creating designs using light
technologies. Moreover, they consider the influ-
ence of innovative technologies on the formation
of fashion trends and the shape of a clothing item
as well as the creation of a system for forming
industrial product collections taking into account the
use of innovative technologies in textiles and imp-
lementation in production. There are a number
of other issues in consideration. [6]

Scientific works confirm the significant po-
tential of 3D printing. Designers can use this

technology to create innovative and unique pat-
terns and accessories, as well as optimise the de-
sign process.

RESEARCH GOALS AND OBJECTIVES

The author’s desire to draw attention to the in-
fluence of 3D printing on the cultural code sewn
into ethnic decor in order to give new life to tra-
ditional symbolism is the goal of this study. Ethnic
motifs and patterns made on a 3D printer can serve
as separate decorative details, as well as elements
of the clothing item itself in its various manifesta-
tions. Ethnic patterns are an important aspect
of world fashion, reflecting the cultural heritage and
traditions of different peoples. The use of 3D print-
ing in this context opens up unlimited possibilities
for designers, allowing them to create unique, ex-
pressive, and often futuristic elements and products
that carry a national code, as well as embody mod-
ern trends and traditional motifs.

In this article, it is important to consider the me-
thods of creating ethnic patterns and decorative
elements using 3D printing, as well as analyse the
prospects for introducing these technologies into
futuristic design.

UP-TO-DATE EVENTS

Today, education in the field of design and the de-
velopment of advanced textile design enterpris-
es are unthinkable without modern technologies:
3D printing, 3D embroidery, etc. Modern automated
design systems that implement information tech-
nology for performing design functions are increas-
ingly used in the process of training designers
by means of textile design. [8]

In 2011, designer Nancy Tilbury and program-
mer Benjamin Mayles founded the progressive com-
pany Studio XO, which has since been developing
digital clothing of the future — clothing with flash-
ing displays, LEDs, and sensors that can be con-
trolled from a computer. Studio XO makes most of its
clothes for world-famous pop stars such as Black
Eyed Peas, Fergie, and Azealia Banks. Unlike most
designers, stylists of modern performers are much
more daring in their use of technology in creating
images — now Azealia Banks wears a seapunk bra
decorated with Swarovski crystals at concerts and,
owing to the efforts of Studio XO specialists, it glows
in time with her music. However, Nancy and Benja-
min are soon going to create a line of digital cloth-
ing for everyday life. [2]

IlL.2. interactive clothing by Studio XO

In Massachusetts, the Nervous System desi-
gn studio used 3D printing technology to study
the possibility of creating self-forming structu-
res by printing on stretched fabric. The main idea of
the project was to make pieces of fabric into specific
3D shapes by printing various elements from plas-
tic on them while they are stretched. These struc-
tures locally prevent the surface from compressing,
thereby defining the desired shape.

Nervous System works at the intersection of sci-
ence, art, and technology. It was founded by MIT
graduates, Jessica Rosenkrantz and Jesse Louis-
Rosenberg, in 2007. The studio creates unique and af-
fordable products using a new process that com-
bines computer modelling of natural phenomena
and digital fabrication technologies like 3D print-
ing to realise them. [8]

Designer Nanushka used 3D printing to cre-
ate dresses with ethnic patterns from recycled plastic

Nervous System Studio developed algorithmical-
ly generated ethnic patterns for 3D printed clothing

Studio XO clothing brand used 3D printing to
create interactive clothing with integrated LEDs that
change colour depending on external stimuli.

METHODS
Effective teaching of construction and design
of objects of the human subject environment
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is impossible without the use of fundamentally
new educational technologies and modern equip-
ment. The use of 3D technologies is one of the main
trends in the educational process of recent years.
The ability to quickly create a three-dimensional
sample of the designed model develops students’
imaginative thinking and improves the practical
skills of the student. Having created a 3D model on
a computer, a student will be able to hold it in the-
ir hands in a few hours, allowing them to evaluate
the functional qualities of the design and make
adjustments at the beginning of the design cyc-
le, and not at the stage of manufacturing a proto-
type. [9]

In this regard, a study of the influence of 3D print-
ing on the creation of ethnic patterns and deco-
rative elements in futuristic clothing design and
the prospects for introducing these technologies
into the creative process of a designer was carried
out using a mixed approach, including both quali-
tative and quantitative methods.

QUALITATIVE METHODS

Analysis of samples

At the Art of Fashion and Textiles Department
(Design of Clothes and Accessories from Knitwear)
at the Kosygin Russian State University, a compre-
hensive assessment of clothing samples created us-

IlL.3. interactive clothing by Studio XO
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ing 3D printing was carried out in order to analyse
their design, manufacturing technique, and aesthet-
ic qualities.

Research of Literary Sources

A thorough study of existing studies and pub-
lications on the topic of 3D printing, ethnic pat-
terns and decorative elements, and clothing design
was conducted.

QUANTITATIVE METHODS

Data Collection

Among students of the Fashion Design speci-
ality, a survey was conducted to collect data on
the experience and perception of 3D printing in
the context of creating patterns and decorative
elements.

RESULTS

Today, high technologies are growing and de-
veloping in the world. 3D modelling is one of them.
This area is vast and interesting; it is important
for the formation of certain universal educational
activities. [1]

The results of the study showed that 3D print-
ing opens up unique opportunities for a designer’s
creative process:

« Efficiency: 3D printers significantly reduce the

time and cost of creating patterns and decora-

tive elements, allowing designers to bring
their ideas to life faster.
 Innovation: 3D printing stimulates innovation
and promotes the creation of new, unique
designs that cannot be realised using tradi-
tional methods.
« Preservation of cultural heritage: 3D printing
can be used to digitise and reproduce tradi-
tional ethnic patterns, ensuring their preser-
vation for future generations.
» Customised patterns: Digital printing allows
ethnic patterns to be easily customised and per-
sonalised, creating unique and individual gar-
ments, since they will be in a single database
that will be accessible to everyone.
« Expanded creativity: 3D printing expands the
creative possibilities of designers, allowing
them to experiment with new shapes, tex-
tures, and patterns.
+ Accessibility and training: As the cost of 3D prin-
ters decreases and becomes more accessible,
designers will be able to easily incorporate
these technologies into their creative process.
The identification of the degree of importance
of modern technologies in the life of an artist of deco-
rative and applied arts was the result of this stu-
dy. The impact of computer technology on the work
of craftsmen is difficult to underestimate; we believe
that the positive aspects outweigh some negative
aspects. Due to the fact that decorative art does not
stand still, there is an opportunity for modernisa-
tion of technology in combination with the preser-
vation of traditional folk art in modern realities. [7]

Moreover, the study identified a number of tech-
nical problems associated with 3D printing of clothing
that need to be solved for the widespread imple-
mentation of this technology in the fashion industry.

ORGANISATIONAL LIMITATIONS

+ High initial investment: The cost of 3D print-
ers and materials can be significant, which
limits access for small businesses and pri-
vate designers.

+ Limited flexibility for mass production: Cur-
rent 3D printing technologies are often not
suitable for mass production, making it diffi-
cult to produce large quantities of garments
and accessories quickly and cost-effectively.
However, this can also be an advantage, as it
allows for an emphasis on uniqueness in the
designs.

+ Lack of material standards: Different printer
manufacturers use different materials, mak-
ing it difficult to ensure consistency in the
properties of the final products.

TECHNICAL LIMITATIONS

« Design complexity: Creating 3D printed gar-
ments and accessories requires extensive
knowledge of both the design and manu-
facturing processes associated with the capa-
bilities of the printer and software.

« Print quality limitations: Current technolo-
gies cannot always produce garments with the
high surface quality required for high fashion
and everyday wear.

« Print size limitations: The size and complexity
of the printed items are limited by the capa-
bilities of the printer, and large or complex
garments or accessories may require addi-
tional assembly.

« Limited choice of materials: Current 3D print-
ing technologies support a narrow range of
materials, which limits design options and the
properties of the finished products.

« Sustainability: Some materials used in 3D
printing are not biodegradable or recyclable.

« Comfort: The texture and properties of 3D print-
ed materials can be stiff and uncomfortable
to wear, which affects the comfort and, there-
fore, the choice of buyers.

« Image barriers: Some buyers may be put off
by the association of 3D printing with cheap,
experimental or low-quality clothing.

However, 3D printing can have a significant im-

pact on the creation of ethnic patterns and deco-
rative elements in futuristic clothing design. Its ca-
pabilities would allow designers to overcome tra-
ditional limitations and explore new horizons of
creativity:

 Integration of complex geometries: 3D print-
ers can reproduce complex geometric shapes
that were previously difficult or impossible
to create using traditional methods. It allows
designers to create accessories, all kinds of
patterns and decorations inspired by tra-
ditional ethnic motifs but with a modern
interpretation.

« Creation of unique textures: 3D printing al-
lows the production of textured surfaces that
imitate various materials such as fabric, wood
or metal. It expands designers’ possibilities
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in developing patterns and decorative ele-
ments that go beyond standard materials.

« Personalisation: 3D printing allows the crea-
tion of unique and personalised products such
as jewellery, patterns, accessories that me-
et individual needs and preferences. Design-
ers can adapt existing patterns or create their
own, which will lead to a more exclusive ap-
proach in the design of clothing, accessories,
and jewellery.

In these new conditions of digital society, design
becomes a creative and ontological tool for organi-
sing information and managing attention, as well
as user behaviour. [15]

CONCLUSION

As participants in communication, a designer
and a consumer have certain socio-cultural orien-
tations and preferences that, in the first case, directly
influence the creative process and are reflected
in the items developed by a designer, and in the
second case, influence a person’s consumer behavi-
our. Therefore, designer's activities and features of the-
ir creative approach to the assigned design task
are always compared with consumer behaviour and
preferences of a person. [13] In this regard, the use
of 3D printing allows designers to integrate ethnic
patterns into futuristic clothing projects, offering
new levels of complexity and self-expression. Artis-
tic form as the external outline of an object merges
with the concept of artistic language, focused on con-
crete sensory means: texture, dimension, propor-
tionality, etc. [12] Modelling and prototyping using
3D printing simplifies the design process, optimises
the use of materials, and reduces the time it takes
to bring a product to market. The labour-intensive,
synthetic by nature process of design thinking con-
sistently includes the analysis of the initial situation,
finding an idea, and developing a plan for imple-
menting the idea. [4]

Here, the use of 3D printing makes it possible
to create personalised patterns, opening up unprec-
edented opportunities for self-expression and inclu-
sivity in the fashion industry. Although even before
the emergence of the profession of industrial de-
signer, specialists engaged in issues of technical
aesthetics and artistic design faced issues of visuali-
sation, modelling, and manufacturing prototy-
pes of items. For this reason, architects and design-
ers had to have the skills to make models and any
modelling in general at all times.

At the same time, drawing and modelling have
not only ceased to be manual labour, but also largely
use the capabilities of computer technology and sof-
tware. [16] The introduction of 3D printing into de-
signer’s creative process helps to update the cul-
tural code, present original patterns into modern
clothing, and create a unique design with the use
of innovative technologies, facilitating the creation
of layouts and prototypes with an already imposed
style. Today, 3D fashion designers increasingly use
not a sewing machine, but a printer and a machi-
ne with software. Both exclusive models and serial
samples are among their products. Modern de-
signers use 3D printers not only to embody unu-
sual creative fantasies, but also to create things of
an increased level of practicality; thus, much atten-
tion is paid to biodegradable materials. 3D printers
not only allow one to reach a new level of appear-
ance of products, but can also carry an environmen-
tally friendly message, using either materials “for the
second time" or materials of rapid decomposition.

The introduction of 3D printing into a designer’s
creative process expands their capabilities, stimu-
lates innovation, and transforms the fashion industry.
Further research and collaboration with specialists
such as engineers and computer experts is neces-
sary to fully realise the potential of 3D printing.
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PYTYPUCTUYECKOE MPOEKTVPOBAHWE
STHUYECKOW OZEX /bl
C MPUMEHEHWEM 3D TEXHOJOTNW

AHHOmMayus: ABTOp paccMaTpuBaeT UCMONb30BaHMe
HOBaTOPCKMX TexHosornin 3d-neyvaty Kak UHCTPYMEHT
[/ COBPEMEHHbIX MPOEKTUPOBLLMKOB OAEXAbl, CTPEMS-
LLMXCA K YHUKANbHOCTW U QYTYPUCTUYECKOMY BUAY CBOMX
nsgennin. Ocoboe BHMMaHWe B paboTe yaensetcs nepc-
nekTMBaM BHegpeHWs 3d-neyatyt B MOAHYH MHAYCTPUIO
1 BO3MOXHOCTSAIM, KOTOpPbIe OHa NPeJOCTaBAAET ANA UHAN-
BUAYaNn3aLmm, SKCNepuMeHToB ¢ GopMamMm U TeKCTypamu,
a TakKe CO3/aHus HOBbIX 3CTETUYECKU NPUBAEKaTEIbHbIX
pelweHnii. CTaTbs MOXeT NPeAcTaBaATb UHTEPEC A/1f CTY-
[eHTOB TBOPYECKHMX CrieLmanbHOCTEN «/Ju3aiiH KoCTroMa»,
CreuvanmncToB B chepe An3aiH, NCCAeAYOLMX COBPEMEH-
Hble TEXHOIOTUN B MOAHOW UHAYCTPWW, @ TakxKe ANs TeX,
KTO MHTEpecyeTcs BOMPOCaMu MHHOBALMIA N KPeaTUBHOTO
NMoAxoja K COBPEMEHHOMY M NMepPCreKTUBHOMY AW3aiHy
kocTtoma. 3D-neyaTb MO3BOAET CO3AaBaTh YHWKaNbHble
U MepCOHaNN3MPOBaHHBIE W3AEINSA Takue KaK: YKpaLleHUs,
Y30pbl, akceccyapbl, KOTOpble COOTBETCTBYHOT MHAUBUAY-
a/ZlbHbIM MOTPEBHOCTAM W NpeanouTeHnam. nsainHepsl
MOTYT aflanTMpoBaTh CyLLEeCTBYIOLME Y30Pbl UM CO34a-
BaTb COBCTBEHHbIE, UTO MpuBeaeT K bosiee 3KCKIO3NB-
HOMY MOAXOAY B MPOEKTUPOBAHNN OAEX/bl, aKCeCCyapoB
W yKpaLleHui. Llenbto B paMkax AaHHOTo UCCieA0BaHUs
ABAAETCA CTPeMJieHVe aBTopa obpaTuTb BHUMaHMe
Ha BAMAHWe 3d-neyvaTn Ha KyAbTypHbIA KOA, 3aWNTbIN
B 3THMUYECKOM ZAeKope A/ NPUAaHNA HOBOTO JblIXaHWs
TPaAVLMOHHON CUMBOJIMKE. STHUYECKMNE MOTHBBI U Y30-

AnsaliH — obpa3oBaHue JOKHO ObITb One-
pexatoLw MM, COOTBETCTBOBATb He TOJIbKO 3ajavam
CErofHsALHero AHsA, HO 1 TpeboBaHMAM bByayLLero.
HauuoHanbHas fokTpuHa obpazoBaHus Poccuinckoin
besepaunn onpesensieT cregyrowme crpaternye-
ckue uenn Ha nepuog zo 2025 rog [11]:

e npeojoNeHVe coLManibHO — 3KOHOMUYe-

CKOTO 1 AyXOBHOFO Kpu3uca, obecrneyeHne
BbICOKOTO KauyecTBa XW3HU HapoAa;
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pbl, BbINONHEHHbIE Ha 3D-NpuHTEPE, MOTYT CNYXUTb
KaK OTAeNbHbIMU AeTanamMun AeKopa, TakK ABNATLCA d1eMeH-
TaMu CaMOro KOCTHOMa B Pa3/INYHbIX ero NpoABAeHUAX.
DTHMYECKMe Y30pbl ABAAKOTCA Ba>XHbIM acnekToM MUpOo-
BOM MOZAbI, OTpaxkas Ky/ibTypHOe Hacneamne v Tpaguumm
pa3HblX HapOAOB. Pe3ynbTaToM AaHHOro UccnesoBaHNA
CTano BbIABNEHNA CTEMEHN 3HAUMMOCTN COBPEMEHHbIX TeX-
HONOTWIA B XXM3HU XYAOXHMKA AeKOPaTUBHO- NPUKNALHO-
ro uckyccrsa. o MHeHuto aBTopa BHegpeHne 3D-nevatu
B TBOPYECKUA NPOLLeCcC AM3aliHepa pacluupseT ero Bo3-
MOXHOCTHW, CTUMYNNPYET pa3BUTME UHHOBALMIA U npe-
obpasyeT MHAYCTPUIO MOAbl. PesynbTaThl ncciesoBaHmA
nokasanu, yto, 3D-neyvatb OTKPbIBAET YHNKA/bHbIE BO3-
MO>XXHOCTM AJ/1s TBOPUECKOro npoLiecca Au3aliHepa, HO Uc-
Cnef,0BaHME TaK Xe BbIABUIO PAJ TEXHUUECKUX Npobiem,
cBA3aHHbIX ¢ 3D-nevaTtbo ogexzabl, KOTopble Heobxoam-
MO peLlnTb ANS WNPOKOrO BHEAPEHUS 3TOW TEXHOIOMMM
B MHAYCTPUIO MOZAbl. JJanbHenlume ncciesoBaHns u cot-
PYAHUYECTBO C TaKMMU CrieLmManncTamm Kak MHXXeHepbl
M CNeumanmcTbl B KOMMbHOTEPHbIX TEXHONOTUAX, HEOHXO-
AVMO ANA NOAHOrO packpbITMA noteHumana 3D-nevaTwn.
BHegpeHve 3D-neyatn B TBOPUECKUIA NPOLECC An3aliHe-
pa pacmpsaeT ero BO3MOXHOCTW, CTUMYANPYET pa3BuTme
WHHOBAaLMI 1 NpeobpasyeT NHAYCTPUIO MOZbI.

Knroyessie cnoa: dyTypucTnyeckoe NpoekTnpoBsa-
Hue ogexabl; 3d-neyaTtb, 3ITHNUECKUIA AN3alH; TBOpYe-
CKWUI NPOLLeCC; An3aliH OAexXabl.

e BOCCTAaHOBAEHMe cTaTyca Poccumn B MrpoBom
coobluecTBe Kak BENNKONM AepKaBbl B cdhe-
pe obpa3oBaHus, KyJbTypbl, HAYKK, BbICOKMX
TEXHO/IOTUI Y 3KOHOMMUKW;

*+ CO3/laHME OCHOBbI /15 YCTOMUYMBOTO COLMasb-
HO — 3KOHOMMYECKOTO W AYXOBHOIO pPa3Bu-
Tma Poccun. [10]

CoBpeMeHHble An3aiiHepbl B MOUCKaX BAOXHO-

BeHUs BCe H6osblle 0bpallatoTcs K HOBEULWNM Ha-

Y4YHbIM pa3paboTtkam. B 3Tom koHTekcTe 3d-neyaTb
CTaHOBUTCH OAHMM U3 KJHOUYEBbIX NHCTPYMEHTOB
ANS AM3aliHepa — NPOEKTUPOBLLMKA, CTPeMSLLLE-
rocsi K TBOPYECKOMY MNPOPbIBY U 3KCMEPUMEHTaM
¢ dopMamMu 1 MaTepuanamu, TekCctypamu u gekopa-
TUBHbIMW 31eMeHTaMu. Ecav B Havane cBoero pas-
BUTUA 3d-neyaTtb accoummpoBanacb B OCHOBHOM
C TEXHNUYECKOWN U MHXEHEPHOM chepoin cerogHs
ee NpYMeHEeHNe B MMpPe MOZbl CTaHOBUTCA BCe H0-
Nee BOCTPeHOBaHHbLIM U 3HAUUMbIM.

Micnonb3oBaHne KOMMbIOTEPHBIX MPOrpaMm
W BUPTyaNbHOM Cpe/bl BOM/IOLLAET B KM3Hb Camble
HeBEpPOSTHbIE UAEN AM3aliHepa, NOABMAOCh MHO-
>KeCTBO MaTepunasnoB, KOTOpble MO3BO/IAIT CO34aTb
TKaHb He NyTeM TKayecTBa, a Noay4as ee yepes
nevyaTtb Ha NPUHTEPE, TEM CaMbIM pacLINpPss BO3-
MOXHOCTU NpuMeHeHus 3D TexHoNIorMiA B MOBCeA-
HEBHOM Xn3HW. [3]

3TO nccnefoBaHe NPU3BaAHO BHECTU CBOW BKAAZ,
B MOHUMaHWM POV TPAAULIMIA N COBPEMEHHbIX TeX-
HOJ/IOTUIA B COBPEMEHHOM fM3aliHe 1 NOAYEPKHYTb
NoTeHLMan CBA3M TpaauLuiA U UHHOBALIMIA ANS BAOX-
HOBEHMA N TBOPYECKMX IKCMEPUMEHTOB Creumna-
NNCTOB B 061aCTN MOAHOW MHAYCTPUM U AM3aliHa
COBPEMEHHOrO KOCTHOMA.

AKTYAJIbHOCTb UCCNEAOBAHUN:

CoBpeMEeHHbIN MUP ANKTYET HOBbIE YCNOBUSA ANs
>KM3HW, 0BLLEHMS, NCKYCCTBa, TEM CaMbiM Npeobpa-
3yHOTCA METO/Abl U MNOAXOAbI COXPaHEHWS U Pa3BUTUSA
CaMOBbITHOrO 1 BaXXHOTO AeKOpPaTUBHO-NPUKNAL-
HOro MCKYCCTBa. TeM caMbIM MPONCXOANUT YacTunu-
Has MoJepHM3aLuma TPagULMOHHOIO UCKYCCTBa,
Mo CpeAcTBaM KOMMbIHOTEPHbIX TEXHONOMMIA. «Mac-
Tep BHOCUT U3MEHEeHUA B peMeCNeHHble Tpaguumm
NpesKOB, TEM CaMbIM NPOANEBAET UM XM3Hb W, BO3-
MOXHO, caM co3gaeT Tpagmunun» [17]

Bonpocbkl a3koHOMMYecKoro pa3suTuna TpebyroTt
KOMMETEHTHbIX CMeLnanncToB, CnocobHbIX co3aa-
BaTb KOHKYPEHTHOCMOCOBHYO OTeUeCTBEHHYO NPO-
AYKLMIO 3@ CHET AOCTUMXEHMA BbICOKOTO KayecTBa,
MHHOBALMOHHOCTW, TEXHONOTUYHOCTU, KOMMepYe-
CKOW 3P PeKTUBHOCTK, Npecneays Liean NoBbILLEHMS
61arococTosHMA CTPaHbl 1 yAy4lleHNsa KayecTBa
XU3HU Ntogen. ObecneyeHHOCTb BbICOKOKBaNNGU-
LMPOBaHHbIMM KagpaMun oTpacael NPOMbILLIEHHO-
CTV NO3BO/IAET PELNTb BONPOCHI OBLWECTBEHHOIO
pa3BUTUA B reornoantnyeckom Mactabe. NogobHas
CUTyaLmsa cnocobCTByeT NPUBAEYUEHMIO NPUCTaNb-
HOro BHMMaHMsA K Bonpocam npodeccroHanbHoM
NOArOTOBKM AM3aHEPOB, ee CTPYKType, cojepka-

HWIO W OpraHu3aLmnmn Kak Co CTOPOHbI YUpeXAeHN
BbiCLLEro npodeccmoHanbHOro obpasoBaHuns, Tak
N CO CTOPOHbI NPeANPUATUA, OCYLLLECTBAAOLLINX
BbIMYCK AM3alH npogykuun. [7]

HeobxoaMm nonck cMcTeMHOro noaxoja B cu-
Heprm Mexay TPaauuMaMy U MHHOBaUMAMK. VIHTer-
paLms AaHHbIX TEXHOJNOTUIN NO3BOAUT AN3alHepam
CO3jaBaTb YHUKa/bHble U COBPEMEHHbIE KOeK-
LMK, COXpPaHAS Npu 3TOM KyJbTypHOE Hacneaue.
JTO ncciegoBaHne NPU3bIBaeT 3KCNEPUMEHTUPO-
BaTb C popmamMu, TeKCTypamu 1 ob6beMamu, 4To OT-
KpblBaeT HOBbIE FOPU30HTbI AN UHAMBUAYAAN3aLUN
B QYTYPUCTUUHOM AM3aliHe. ITO BCE AOJIXKHO
NOCAY>XMTb B TBOPYECKOM MpoLecce An3anHepa,
4YTO MOMOXET YCKOPUTb BHEAPEHNE MHHOBALMW
N NPUMEHEHNE HOBbIX TEXHONOTNIA.

B cucteme obpaszoBaHuMs An3aliHepOB MpakTuyec-
KV MOBCEMECTHO OTCYTCTBYHOT CBfI3M C MHHOBAaLM-
OHHbIM MPOV3BOACTBOM, UTO B UTOre CKa3blBaeTcA
Ha BO3MOXHOCTW MPUMEHEHWs HOBbIX TEXHOIOT U
npw paspaboTke KOANEKLMM KOCTHOMOB CTyZeHTa-
MW By30B. [1pMUYNHBI 3TOTO BUAATCA, BO-MEPBbIX,
B OMNpeAeNeHHON 3CTeTUKO-XYAOXECTBEHHOMN
HanpaBAEHHOCTM MPOEKTHbIX 3a4a4 Npwn paspaboTke
aBTOPCKUX KoanekLmin. Kadbeapbl An3aiHa peluatoT B
OCHOBHOM 33aja4u, HanpasaeHHble Ha bopMunpoBsa-
HWe TakMX NPopeccnoHanbHbIX KOMMETEHLMI CTyAeH-
TOB, KaK CrneLanabHO-XyA0XeCTBEHHbIE (MPOEKTHbIE),
JeATeNIbHOCTHbIE, TEXHONOrNYeCcKMe, KOMMYHWMKa-
TUBHbIE. B 3HaUMTE/IbHO MeHbLUEN CTeneHn yaenseT-
€A BHMMaHWe NcCaef0BaTeIbCKMM KOMMETEHLMNAM C
OMopPOoI Ha MHHOBALMOHHOCTb, TEXHONOTMUHOCT. [7]

AHAJIN3 HAYYHbIX PAGOT:

Mpn NOArOoTOBKE KOMMETEHTHbIX CMeLManancToB
CyLLecTBYeT psj BOMPOCOB, TPEOYOLWMX AeTaNbHOro
paccMOTpPEHUs, CPeAn KOTOPbIX-BANSIHNE TEXHOO-
rMYecKnx HoBaLMin Ha KOMBOPT N 06AMK YesoBeKa
He TO/IbKO CMeLnaabHON, HO 1 NMOBCEAHEBHOM OfeX-
abl. B uccnegoBanumax 3.10. AmocoBoii, A.M. AH-
apwvesckoro, T.C. BacunbeBoin, V.H. CaBenbeBoi,
B.B. CemeHOBOW paccMaTpMBatOTC METOANKN U
npuemsl dopmMoobpasoBaHus, HeobxoaMMblE NPU
CO3JaHNN NPOU3BEAEHNI AN3aliHA C UCMOAb30Ba-
HWEM CBETOTEXHONOTMI; BANSHWE MHHOBALMOHHbIX
TEXHO/IOMMN Ha GOPMUPOBAHNE MOAHBIX TEHAEH-
UM 1 GOpPMy KOCTHOMA; CO3jaHune cuctembl dop-
MUPOBaHWS NMPOMBbILLIEHHbIX KOAJEKLNIA N3aenmi
C YUYETOM MCMNONIb30BaHUA MHHOBALMOHHbBIX TEX-
HOJIOTNN B TEKCTUJ/IE, BHEAPEHMWE B MPOU3BOACTBO

n pag apyrvx [6].
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HayuHble paboTbl NOATBEPXKAAOT 3HAYUTE/IbHbIN
noteHuman 3D-nevatun. msariHepsl MOryT UCMOAB30-
BaTb 3Ty TEXHO/IOTUIO ANA CO3aHNA MHHOBALIMOHHbIX
M YHWKaNbHbIX Y30POB M akceccyapoB v ONTUMMU3M-
poBaTb NPOLECC MPOEKTMPOBaHUA.

LEAN U 3AAAYUN NCCNEAOBAHUSA:

Llenbto B pamkax faHHOro ncciesoBaHns aBaseTcs
CTpem/eHve aBTopa 06paTTb BHUMaHVE Ha BAUAHVE
3d-neyatnt Ha KyNbTYPHbIN KOZ, 3aLUUTLIN B 3THUYE-
CKOM gekope ANs NpuAaHNa HOBOTO AblXaHWA Tpaau-
LIOHHOV CUMBOJIMKE. ITHUYECKME MOTUBBI 1 Y30pbl,
BbINOJHEHHblEe Ha 3D-NpuHTEpe, MOTyT CAYXMUTb
KakK OTAe/NbHbIMW JeTansaMun Aekopa, Tak ABAATbCA
3/IeMEHTaMM CamMoro KOCTFOMa B Pa3vyHbIX €ro npo-
ABNEHUNAX. DTHUYECKMNE Y30Pbl ABAAKOTCA BaXKHbIM
acnekToM MWPOBOM MOZbI, OTpaxas Ky/lbTypHoe
Hacnegue v Tpaguumun pasHbix Hapogos. Mcnosb-
3oBaHue 3d-neyaTn B 3TOM KOHTEKCTe OTKpbIBaeT
6e3rpaHnYHble BO3MOXHOCTW A/ AU3aiiHepOB, No-
3BOJIfIA M CO34aBaTh YHWKaJbHbIE, BbIPA3NTENbHbIE,
a 3a4acTyto 1 GyTypUCTUYHbIE 3NEMEHTbI U n3ge-
NNs, KOTopble HecyT B cebe HaLMOHabHbIN KOJ,
a TakXke O/NLIETBOPAIOT COBPEMEHHbIE TEHAEHLMM
W TPaAMLMOHHbIE MOTMBBI.

B 3ToW cTaTbe XxoTenock 6bl paccMOTPeTb MeTo-
Abl CO3Z,aHNA STHUYECKMX Y30POB 1 JeKOPATUBHBbIX
3/IEMEHTOB C NpuMeHeHnemM 3D-neyaTn n npoaHa-
V31pPOBaTh NepcrnekTUBbl BHEAPEHUS 3TUX TEXHO-
JOTUI B GYTYPUCTUUHOE AN3aiH MPOEKTMPOBaHMe.

NPUBEAEHMUE AKTYAJIbHbIX COBbITUN:

cerozHsa obpasoBaHue B 061acTu An3aliHa u pas-
BUTME NepesoBbIX NPeANPUATUIA TEKCTUABHOTO AM-
3aliHa HEMbICAUMbI 6e3 MOAEPHOBBIX TEXHOJIOTUIA:
3D-neuvatn, 3D-BbiwmBKM 1 Np. COBPEMEHHbIE CUC-
TeMbl aBTOMaTU3MPOBAHHOIO NPOEKTUPOBaHWS, pe-
anusyrowme MHPOPMaLMOHHYH TEXHOOTUIO Bbl-
NOAHEHWNS YHKLUMIA NPOEKTUPOBaHWSA, BCe Yalle
MCMNONb3YHOTCA B NpoLuecce NOAroTOBKM AM3alHe-
POB CpeacTBaMu TEKCTUIBHOTO An3aiHa. [8]

B 2011 roay avzanHep HaHcw Tnbepm 1 nporpam-
MUCT beHaxamMuH M3innc ocHoBanu NPorpeccMBHyrO
komnaHuto Studio XO, koTopas C Tex Nop 3aHu-
MaeTca pa3paboTkoun digital-ogexabl 6yayuiero —
KOCTHOMOB C MUTaLWNMUN AUCMAEAMM, CBETOAMNO-
4aMU N CeHCOPaMU, KOTOPBLIMW MOXHO YNpaBaAaTb
¢ koMmnbtoTepa. boabwmnHcTBO KOocToMOB Studio XO
AenaeT Ans BCEMUPHO U3BECTHbIX MNOMN-3BE3/ Bpoje
Black Eyed Peas, Fergie n Aznanu baHkc. B otamume
OT 60/IbLUNHCTBA AN3aNHEPOB, CTUANCTLI COBPEMEH-
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HbIX MCMOAHUTEIe HaMHOro Hosee CMeNo UCNoJb-
3yHOT TEXHO/IOTUM NPW CO3AaHnm 06pa3oB — 1 BOT
y>xe A3ununs baHKC HOCUT Ha KoHLLepTax 6pa B CcTu-
Jle cMnaHK, KOTopoe yKpalleHo cTpa3amum Swarovski
n bnarogaps ycuamam cneumanuctos Studio XO cee-
TWUTCA B TakT ee My3blke. OZHaKo B CKOPOM BPEMEHM
HaHcn n BeHaxxamuH cobupatotca co3gaTb AMHULO
UNIPOBON OaexXabl A8 MOBCEAHEBHOW XUN3HN. [2]

B wraTte Maccauycetc anzarniH-ctyamsa «Nervous
System» ncnonb3oBana TexHonormo 3D-nevatn
419 N3ydeHMA BO3MOXHOCTU Cco3gaHuns camodop-
MUPYHOLLMXCA CTPYKTYP NyTeM nevatn Ha pacTaHy-
TOW TKaHW. OCHOBHas nAes NpoekTa 3akatovanach
B TOM, YTOObI M3rOTOBUTb KYCKWN TKaHeW B KOHKpPEeT-
Hble 3D-bopmbl, HaneyaTaB Ha HMX pa3anYHble
3/1eMeHTbI U3 NIacTUKa, B MOMEHT NOKa OHU Oblan
PacTAHYTbl. TU CTPYKTYpPbl JIOKaJbHO NPEenATCTBY-
FOT CKaTUO MOBEPXHOCTW, TEM CaMbIM 3ajaéT
xXenaemyto Gopmy.

«Nervous System» paboTaeT Ha nepeceyeHnm
HayKw, NCKycCTBa U TexHonornin. OHa 6blna ocHo-
BaHa eule B 2007 rogy, BbinyckHukamm Maccauy-
CETCKOrO TEXHONOMMYECKOTO MHCTUTYTa [Keccnkoi
PoseHkpaHy n Axeccun Slyn-PozeHbeprom. Cry-
ANS CO34aeT YHWUKabHbIE U AOCTYMHbIE MPOAYKTHI,
MCMONb3ys HOBBIN NMPOLECC, KOTOPbIV 06beANHAET
B cebe KOMMbIOTEPHOE MOAENNPOBAHNE eCTECTBEH-
HbIX IBAEHWN, N LMDpPOBbIE TEXHONOTMW N3FrOTOB/IE-
HWA, Takme Kak 3D-nevatsb, Ana nx peanmsayumm. [8]

« [Aun3zaiiHep Nanushka ncnons3osana 3D-neyats
A5 CO34.aHUsA MAaTbeB C 3STHUYECKMMU y30pamu
“3 nepepaboTaHHOro naacTuka.

« Cryausa Nervous System paspabotana anropwr-
MMUECKM CreHepUpPOBaHHbIE 3THUUECKME Y30pbl
ana 3D-nevaTtHoOW ogex bl

e bpeHp ogexabl Studio XO mncnonb3osan
3D-neyatb 415 CO34aHNA MHTEPaAKTUBHOMN
oA eXAbl C MHTErPUPOBAHHbBIMU CBETOAMO-
JAamu, KOTOpble MEHSAIOT LiBET B 3aBUCUMO-
CTW OT BHELLUHUX pasgpaxuTenei.

METOAbI:

OddeKkTMBHOE 0OyUeHMEe KOHCTPYMPOBAHUIO U
Aun3aliHy 06beKTOB NpPeAMETHON cpesbl YenoBeka
HEBO3MOXHO 6e3 MCMO/Ib30BaHUA MPUHLMUMMAIBHO
HOBbIX 06pa3oBaTe/IbHbIX TEXHONOTUIA U COBPEMEH-
Horo o6opyaoBaHus. MNprmeHerne 3-D TexHonormii —
OfZiHa 13 rNaBHbIX TEHAEHL M 0bpa3oBaTeNbHOrO
npovecca nocnegHnx net. BoamoxHocTb 6eicTporo
CO3JaHuNs TpexMepHoro obpasLia NPoeKTUpPyeMoW
MOZeNnN pa3BMBaeT y CTyAeHTOB 0bpasHoe MblLl-

JleHVie N COBepLUEHCTBYET NpakTnyeckme HaBbIKu
obyuatowerocsa. Co3gaB Ha komnbroTepe 3D-
MOZe/b, CTYAEHT y>Ke Yepe3 HEeCKOJ/IbKO YacoB CMO-
>XXeT Aep>aTb ee B pyKax, UTO NMO3BOJ/IAET OLLEeHUTb
bYHKLMOHaNbHbIE KaYecTBa KOHCTPYKLUWN U cAenathb
KOPPEKTUPOBKM B Hayae LMKaa NPOeKTUPOBaHMS,
a He Ha CTaZMu M3roToBAEHMs OMbITHOrO obpasua. [9]

B cBA3n ¢ 3TMM nccnepgoBaHue BanaHusa 3D-
neyat Ha Co3gaHuMe 3THUYECKUX Y30POB U NEMEH-
TOB Aekopa B GYyTYPUCTUUYHOM NMPOEKTUPOBaHNM
oAexXAbl U NepCrnekTUBbl BHEAPEHMSA 3TUX TEXHO-
JNIOrMN B TBOPYECKNI NPOLLeCcC AM3aHepa NPOBO-
AMNNOCh C UCMOJ/Ib30BaHNEM CMELLaHHOro NoAXoAa,
BKJIFOUAOLLEro Kak KauecTBeHHbIe, Tak U Koaunye-
CTBEHHblE METO/bI:

KayectBeHHble MeToAbl.
« AHanu3 obpa3uoB: Ha 6aze YHusepcutet PIY

nm. A.H. KoceirnHa, Ha dakynbtete «Vckyc-
CTBO KOCTHOMA U TekcTuaa/ [lnsanH oaexapbl
M akceccyapoB M3 TpUKOTaxa» bblna npose-
JeHa BCECTOPOHHSAS OL,eHKa 0bpa3LoB ofex-
Abl, CO34aHHbIX C CNoab3oBaHMeM 3D-nevaty,
yTObbI NPOAHAAN3MPOBATb X AN3ANH, TEXHW-
Ky M3roTOBNEHUA 1 3CTeTUYeCcKMe KayecTBa.

* WccnepoBaHne nntepatypHbIX UCTOYHW-
KOoB: 6bIJI0O NPOBEAEHO TWATeNbHOE U3Y-
YeHue CyLLeCTBYHOLLMX NCCAEf0BaHUIA 1 Ny6-
ankauum no teMme 3D-neyaTtu, aSTHUYECKNX
Y30pPOB 1 3/IEMEHTOB AeKopa, U Au3aliHe
o4exabl.

KonnyecTeeHHble METObI.

« C6op gaHHbIX: 6bL1 NPOBEAEH ONPOC Cpeam
CTYLEHTOB CneunanbHoCcTh «AunsariH ogex-
Abl» ans cbopa faHHbIX 06 onbITe U BOCNPUS-
Tm 3D-neyaT B KOHTEKCTE CO3/aHus Y30POB
N 3N1EMEHTOB AeKopa.

PE3Y/IbTATbI:

Ha cerogHswHWiA AeHb B Mype pacTyT 1 pa3BuBa-
FOTCA BbICOKME TexHonornn. OAHOW 13 KOTOPbIX ABAA-
eTcs 3D mogennposaHue. [laHHas o6aacTb obLwmpHa
W MHTepecHa, OHa BaXkHa AN GopMVpOBaHus onpe-
AeNeHHbIX YHUBepPCanbHbIX y4ebHbix gencteuid. [1]

Pe3sysnbTaTbl nccnejoBaHua nokasanu, 4To
3D-neyatb OTKPbIBAET YHMKaNbHblE BO3SMOXHOCTU
419 TBOPYECKOro npovecca AnsaliHepa:

«  J¢dekTuBHOCTL: 3D-NPUHTEPLI 3HAUNTENBHO

CoKpallatoT Bpemsa v 3aTpaTbl Ha co3jaHune
Y30POB 1 371eMEHTOB AeKopa, YTO MO3BONA-

eT Au3aiiHepam bbiCcTpee BOMJIOLWATh CBOU
NAeun B XU3Hb.

* WHHoBauwuu: 3D neyaTb cTMMyanpyeT wH-
HOBaLMWN N CNOCOHBCTBYET CO3aHUIO HOBBIX,
YHUWKaNbHbIX AN3aNHOB, KOTOPble HEBO3MOX-
HO peasn30BaTbC MOMOLLbH TPAANLIMOHHbIX
MeTO/0B.

« CoxpaHeHue KynbTypHOro Hacneaus: 3D ne-
YaTb MOXET NCMOJb30BaTbCA A4 OLMPPOBKM
N BOCNPOU3BEAEHWNA TPaAULIMOHHBIX STHUYe-
CKMX Y30poB, obecneyrBas Nx COXpaHeHue
ana 6yayuinx NoKoaeHUn.

« KactomusmpoBaHHble y3o0pbl: Lndposas
neyatb NO3BONAET NErko HacTpaueaTb
N NepCcoHann3npoBaTb STHNYECKNE Y30pbl,
Cco3jaBas YHUKaNbHble U NHAWBUAYaNbHbIE
n3genna oaexabl, Tak Kak oHu byayT Haxo-
AMTbCA B efMHON Base, K KOTOpoWn byaeT foc-
TyN y BCEX XKeNaroLmnX.

« PacwmpeHue TBopUeCKnX BO3MOXHOCTeN: 3-D
neyaTtb pacLMpseT TBOpPYECKMe BO3MOXXHOCTM
AV3aiHepPOB, NO3BOJIAS UM 3KCNEPUMEHTM-
poBaTb C HOBbIMW GOPMaMn, TEKCTypamu
n y3opamu.

« [JoctynHocTb 1 06yueHue: o Mepe CHUXKXEHNS
CTOMMOCTW 1 NOBbILWEHMA AOCTYNHOCTH 3-D
NPUHTEPOB AW3aliHepbl CMOTYT JIErKO BHEAPATH
3TN TEXHOIOTUW B CBOM TBOPUYECKMIA NpoLiecc.

PesynbTaTtoM gaHHOro nccaegoBaHua ctano
BbIABJIEHMA CTEMEHN 3HAYNMOCTU COBPEMEHHbIX TeX-
HOJIOTI B XXM3HU XYAOXHMKa AeKOPaTUBHO-MPU-
KNafgHOro nckycctea. BanaHme KkomMnbroTepPHbIX
TEXHONOTMN B paboTe MacTepoB CIOXHO Hepo-
OLEHWUTb, Mbl CYMTAEM, YTO MOJIOXKMNTE/IbHbIE acMeKTbI
nepeBeLunBaoT HEKOTOPble OTpuLaTe/IbHbIE CTOPO-
Hbl. brarogaps Tomy dakTy, UTO AeKopaTVBHOE UCKYC-
CTBO He CTOUT Ha MecCTe, MOABAAETCA BO3MOXHOCTb
415 MOZEepPHM3aLIMN TEXHONOMMIN B COYETAHUN C COX-
paHeHWeM TPajgMLMOHHOIO HapOAHOIO NCKYCCTBa
B COBPEeMEeHHbIX peanusax.[7]

MccnepgoBaHume Tak Xe BbIABUAO paj TeXHUYe-
ckmx npobiem, cBAzaHHbIX ¢ 3D-neyvaTbo ogex-
Abl, KOTOpPblE HEOOXOAMMO PELUNTb A8 LUMPOKOTO
BHEAPEHUA 3TON TEXHONOTUN B UHAYCTPUIO MOZAbI.

OPFAHM3ALMOHHbIE OFTPAHUYEHUA:

» Bbicokne nepBoHauvanbHble BAoXxeHus: Cto-
nMocTb 3D-NpUHTEPOB M MaTepmnanoB Mo-
XeT 6bITb 3HAUUTENBHOM, UTO OrpaHMYmBaeT
AOCTYN ANs ManbIX NPeANPUATUIA U YaCTHbIX
AV3aNHEPOB.
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« OrpaHunyeHHas rM6KOCTb MacCoOBOro Npo-
M3BOACTBA: TekyLme TexHonormm 3D-nevatn
YacTO He MOAXOAAT AJ11 MacCOBOro Npouns-
BOZCTBA, 3aTPYyAHAN ObICTPOE N 3KOHOMUYHOE
N3roTtoBsieHne H60/IbLLIOro KOIMYeCTBa Npea-
METOB Ofex /bl 1 akceccyapoB. Ho Takxke 3ToT
MYHKT MOXET 6bITb U MAOCOM, B TOM MaaHe,
UTO NO3BOASET AeNaTb akLEeHT Ha YHUKaNb-
HOCTM MNPON3BOAMMbIX 06pPa3LLOB.

+ OTcyTcTBME CTaHAapTOB Ha MaTepuanbl:
Pa3nnuHble Npom3BOANTENN MPUHTEPOB MUC-
MOJ/Ib3YHOT Pa3NnyHble MaTepuabl, YToO 3aTpya-
HsieT obecrneyeHne CornacoBaHHOCTN CBOWCTB
KOHEUHbIX MPOAYKTOB.

TEXHUYECKME OFPAHUYEHUA:

« CnoxHocTb npoekTupoBaHua: Cos3saHue ae-
Tanen 3D-mozenen ofexabl 1 akceccyapos
TpebyeT OBLWMpPHbIX 3HAHUIM Kak B obaacTtm
AVv3aliHa, Tak U TeXHONOrMYecknx npouec-
COB, CBA3@HHbIX C BO3MOXHOCTAMM MpPUHTE-
pa 1 nporpamMmHoro obecnedeHus.

« OrpaHuueHunsa KkauectBa nevatu: TekyLime
TEXHONOTMW He BCerga MoryT npou3BOANTb
OAexXay C BbICOKMM KauyecTBOM MOBEPXHOCTY,
TpebyeMbIM A5 BbICOKOW MOAbI U Npeame-
TOB NOBCEAHEBHOrO rapzepoba.

+ OrpaHnueHns no pasmepam neudatu: Pas-
Mep 1 CIOXKHOCTb NeyvaTaemblX U34eniA orpa-
HMYEHbI BO3MOXHOCTM NPUHTEpPa, a 6obLume
VN CNIOXKHbIE NPEAMETbI OAEXAbI I akceccyapsl
MoryT noTpeboBaTh AOMONHUTENBLHOW COOPKU.

e OrpaHunyeHHbI BbI6GOp MaTepuanos: Te-
KyLine TexHonorum 3D-neyaTv noaaepxu-
BatOT OrpPaHWYEHHbIN CNeKTp MaTepunanos,
UYTO OrpaHMYMBaET BO3MOXHOCTM MPOEKTU-
pOBaHWA U CBOMCTBA rOTOBbLIX U3Ae/UN.

e DKOJIOTMYHOCTb: HekoTopblie MaTepuansl,
ncnosblyemble B 3D -nevyatu, He ABAAKOTCA
6ropaznaraembiMu UK NepepabaTbiBaEMbIMU.

+  KomooprT: TekcTypa v CBOICTBa MaTepuanoB
3D-nevatt MOryT BbITb XXECTKMMU N HEKOM-
bOPTHBIMUK B HOCKE, UTO BAMSIET Ha YA06CTBO,
a 3HauWT ¥ Ha BbIGOP MoKynaTeseil.

+  Nmngxesble bapbepbl: HekoTopbix nokyna-
Tenen MoxeT oTnyrmeatb accouymaumsa 3D-
neyatu C AeleBOW, 3KCMEePUMEHTaNbHOWN
WUV HU3KOKAYeCTBEHHOW OAeXA0MN.

Ho npwu atom 3D neuatb MOXeT OKa3aTb 3Hauu-
Te/IbHOE B/VAHME Ha CO3jaHue 3THMUYECKMX Y30pOoB
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N 31eMEHTOB ekopa B GpyTYypUCTUUYHOM NPOEKTM-
poBaHWK ogexabl. Ee BO3MOXHOCTN no3soanaun
6bl An3aHepam NpeosoneTb TPagnLMOHHbIE orpa-
HUYEHUS N UCCNeL0BaTb HOBbIE TOPU3OHTLI TBOP-
yecTBa:

«  WHTerpaums cnoxxHbix reometpuis: 3D-npuH-
Tepbl MOTyT BOCNPOU3BOANTb C/IOXKHbIE Fe0-
MeTpuyeckne Gopmbl, KOTOpble paHee 6biNo
TPYAHO MAN HEBO3MOXHO CO34aTb C MOMO-
Wb TPAAULMOHHBIX METOA0B. ITO NO3BOASET
AV3aiiHepaM co3faBaTb akceccyapsbl, Bce-
BO3MOXHbIE Y30pPbl U yKpalleHUs, BAOX-
HOBJIEHHbIE TPAANLMOHHBIMU STHUUYECKUMMU
MOTMBaMU, HO C COBPEMEHHOM NHTepnpe-
Taumen.

« Co3paHune aBTOPCKUX TekcTyp: 3D-nevatb
Nno3BoasfeT NPON3BOANTL TEKCTYPUPOBAH-
Hble MOBEPXHOCTU, UMUTUPYIOLLME pa3anu-
Hble MaTepuasbl, Takue Kak TKaHW, ApeBecnHa
WAn MeTanl. 3TO paclMpsaeT BO3MOXHOCTH
AM3aiHepoB Npw pa3paboTke y30poB 1 ane-
MEHTOB JeKopa, KOTOpble BbIXOAAT 3a paM-
KW CTaHAAPTHbIX MaTepunanos.

« MepcoHannzauunsa: 3D-neyatb NO3BONAET CO3-
faBaTb YHWKa/bHble U MepCoOHaNM3NpPOBaH-
Hble N3ennsa Takme Kak: yKpalleHuns, y30pbl,
aKkceccyapbl, KOTOpble COOTBETCTBYOT UHAMBU-
AyanbHbIM NOTPEBHOCTAM M NPEANOUTEHNSAM.
[Av3aiHepbl MOTyT afanTMpoBaTh CYLLECTBY-
toLLMe y30pbl AN CO3AaBaTb COBCTBEHHbIE,
yTO NpUBeEAET K Hosee 3KCKIHO3MBHOMY MOA-
X0Ay B MPOEKTMPOBaHUN Ofexabl, akceccya-
POB 1 YKpaLLeHUN.

« /AnzaiH-npoeKTMpPOBaHMNE B 3TUX HOBbIX YC-
noBuAx undposoro obLecTBa CTaHOBUTCS
KpeaTMBHbIM M OHTO/NIOTUYECKUM NHCTPYMEH-
TOM OpraHu3aLum nHbopmMaLum 1 ynpasneHus
BHMMaHMWeEM, a TakXe MoBefeHNeM Nnosb3o-
Batens. [15]

BbIBOAbl:

AvzanHep n notpebutenb Kak y4acTHUKMK
NHOOPMaLIMOHHOTO B3aUMOAENCTBMSA UMEIOT Onpe-
AeNleHHble couManibHO-KYbTYPHblE OPUEHTAL MU
N NpeanoYuTeHns, HEMOCPEACTBEHHO BAUAIOLLNE,
B NMepPBOM C/lyyae Ha TBOPUECKMIA NpoLecc 1 oTpa-
Xarowmecs B pa3paboTaHHbIX AN3aHEPOM Npes-
MeTax, BO-BTOPOM C/lyyae — Ha noTpebuTenbckoe
noBejeHne YesoBeKa, NO3TOMY AeATeNbHOCTb
AV3aHepa, 0COBEHHOCTM ero TBOPUYECKOro noj-
X0JZa K NOCTaB/IeHHOM NPOEKTHOM 3ajaue Bceraa

COMOCTaBAAOTCA C NOTPEOUTENBCKUM NOBEAEHN-
eM 1 npeanouTteHnamun yenoseka. [13] B cBaA3m ¢
3TUM UCNob3oBaHne 3D-neyaTn NO3BOASET AN3aANA-
Hepam UHTerpmpoBaTb 3THUYECKME Y30pbl B OYTY-
pucTUYeckme NPOeKTbl OA4eXAbl, Npeaaaras HoBble
YPOBHW CNOXHOCTM M CaMOBbIPaXXeHUs. XyA0XecT-
BeHHas Gopma Kak Hapy>XHOe ouepTaHue npesme-
Ta CMbIKAEeTCA C MOHATUEM XYAOXECTBEHHOTO A3bl-
Ka, OPMEHTMPOBAHHOTO Ha KOHKPETHO-UYBCTBEHHbIE
cpeacTBa: GakTypHOCTb, pa3MepHOCTb, MPONopLU-
OHanbHOCTb U T.4. [12] MoaennpoBaHune 1 npoTo-
TMNUpoBaHue ¢ nomouwbio 3D-nevatn ynpowaet
NpOoLecc NPOEKTUPOBaHUSA, ONTUMUN3IUPYET UCMOb-
30BaHMe MaTeprasioB 1 cokpallaeT BpeMs BbIBOAA
N34eans Ha PbIHOK.

TpYyAOEMKNA, CUHTETUYHBIN NO CBOEW NPUPO-
A€ NPoLecc An3aliH-MblLWIeHUS NOC/IeA0BaTe/IbHO
BKJIHOYAET B cebs aHaNn3 UCXOAHOM CMTyauuu, Ha-
XOXAeHWe naen, pa3paboTky naaHa peanmsauunm
3amblicna. [4]

W 3aecbk ncnonb3soBaHue 3D-nevatn aaet BO3-
MOXHOCTb CO3/aBaTh NepPCOHaNN3NPOBaHHbIE Y30-
pbl OTKpbIBaeT becnpeueseHTHbIE BO3MOXHOCTMU
[/ CAMOBbIPaXEHNA Y UHKHO3UBHOCTY B MHAYCTPUN
MOZbl. XOTS eLlé 40 BO3HUKHOBEHMA Npodeccun
MPOMBILLIEHHBIA AN3aiHep Nepes creunanmcTamu,
3aHATbIMW BOMNPOCaMM TEXHUYECKOW 3CTETUKM N XY-
[OXXECTBEHHOrO KOHCTPYMPOBaHU, CTOSIM BOMPO-
Cbl BM3yanan3auunmn, MakeTMpoBaHWS U N3roTOBEHUS
NPoTOTMMNOB Bellen. [0 3TON NpuynHe 3044une,
APXMTEKTOPbI U AM3aliHEpPbl BO BCE BPEMEHa J0/XK-
Hbl ObIIV BAAAETb HAaBbIKAMM U3FOTOBAEHMA MaKe-
TOB 1 BOODGLLE Nt06Oro MoAesIMpoBaHus.

lMpw 3TOM B HacToALLLee Bpemsa YepyeHune N Moge-
JIMpOBaHMWe He TOJIbKO NepecTtano HbiTb PYyYHbIM TPY-
[lOM, HO B 3HAYMTE/IbHOW CTEMEHN UCMOJIb3YET BO3-
MOXXHOCTW KOMMbIOTEPHOM TEXHWKM M MPOrPaMMHOro
obecneueHus. [16] BHegpeHne 3D-neyaTn B TBOp-
Yeckui npouecc aM3anHepa NomMoraet o6HOBUTb
Ky/IbTYPHbIV KOA, BHEAPUTb CaMObBbITHbIE Y30pPbI
B COBPEMEHHYH OZexXay W co3AaTb YHUKa/bHbIN
AV3aiiH C BHEAPEHNEM MHHOBALMOHHBIX TEXHOJIOTW,
obneryas cosfaHne MakeToB U OMbITHbIX 06pa3LoB
y>Xe C Ha/NIOXXEHHOW CTUANCTUKOWN. [n3sanHepbl
3D Fashion ceroaHs BCE vallie NONb3YHOTCA He LUBEN-
HOM MaLLUMHKOW, @ MPUHTEPOM N CTaHKOM C Mpo-
rpaMMHbIM obecneyeHrem. Cpean Ux NPoAyKLUK
BCTPEYArOTCA KaK 3KCK/IHO3UBHbIE MOAENN, TaK U ce-
puiiHble 0bpa3Lbl. CoBpeMeHHble fn3aiHepbl Uc-
nosb3ytoT 3D-NPUHTEPBI He TONBKO A5 BOMJIOLLEHNS
HeobblYHbIX TBOpYeCcKMX GaHTasnn, HO 1 B LLeNax
CO34aHNA BeLLel NOBbILEHHOrO YPOBHA MPpakTUy-
HOCTK, Tak 6o/bLLIOE BHUMaHWe yaensercs buopas-
naraemblM Matepuanam. 3D-NpuHTEPBI He TObKO
MO3BO/IAOT BbIXOAWTb HA HOBbI BUTOK BHELLHErO
BUAA U3AENNI, HO ellle MOFyT HECTU B cebe 3KoNo-
TMYHbBIV MOCBUT UCMOb3ys IMBO MaTepuasbl «BTO-
poW pa3» IMbo MaTepuasbl BbICTPOro Pa3NOXKEHUS.

BHeapeHue 3D-nevat B TBOpPUECKMI NpoLecc
Av3aliHepa pacmnpsieT ero BO3MOXHOCTH, CTU-
MyAuMpyeT pa3BUTME MHHOBALWI 1 Npeobpasy-
eT UHAYCTPUIO MoAbl. anbHenlwmne nccaesoBaHms
N COTPYAHWYECTBO C TakMMW CleumanmncTamm
Kak MHXXeHepbl U CMeLuanncTbl B KOMMbHOTEPHbIX
TEXHO/IOTUAX, HEOBXOAMMO A5 NMOJHOTO PacKpbl-
A noTeHumana 3D-neyatn.
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ACCESSIBILITY AND EXPANSION
OF THE NARRATIVES' SPACE:
CONVERGENT TECHNOLOGIES AND SEMIOTICS
OF EXPOSITION IN AN ART MUSEUM

Summary: The development of convergent technolo-
gies opens up new horizons for expanding the senso-
ry experience of museum visitors, especially the people
with disabilities and alternative perception. We argue that
augmented reality (AR) technologies, mainly used to de-
velop applications that visually expand physical spaces,
may serve not only as a tool of inclusion and immer-
sion, but also an instrument of reviewing the narrative
of art history delivered by a classical museum. Although
AR technologies are focused mainly on visuality, detect-
ing and localizing objects and images, as well as map-
ping and augmenting the visual space, they could be
employed to expand the museum environment by oth-
er sensory modalities, such as sound and tactile sensa-

tions. Increasing the level of information accessibility
of museum expositions and the independence of the de-
velopment of exhibition space by people with disabili-
ties is possible, among other things, by providing them
access to context-aware information (MoMA, Tate, Garage
and other institutions provide examples of such type of cu-
ratorship and exposition design).Furthermore, we argue
that the issue of contextualization of knowledge received
by the museum visitor is considered should be conside-
red in a broader sense: we take the museum as a space
of narration, where the main concepts of art history (with
its conventional semantic accents and limitations) are sha-
ped, consolidated and delivered. Having analyzed the
logic of a classical art museum exposition, we review the
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alternative models for presenting art history narratives
(in curatorial projects of A. Malraux, J.-H. Martin and
F. Lyotard) and argue that new media may become a tool
not only for inclusiveness and immersion, but also for
a special type of subjectivation of the viewer involved
in the process of creative rethinking of the history of art.
Inclusiveness, immersion and semantic flexibility provid-
ed by new media makes museums a space for an open
dialogue. Instead of outlined birders and «ready-to-
use» senses an exhibition can show how «other things
are possible». We argue that curatorial experiments and
media applications dedicated to art can turn a museum

1. VISUAL AND INFORMATIONAL
ACCESSIBILITY OF MUSEUM EXHIBITIONS:
SETTING THE PROBLEM

The familiar inscription “Do Not Touch Exhibits”
on a sign next to a painting or sculpture can be found
in practically any museum. What does this mean for
visitors? For most people, this intentional limitation
on the possibilities of perceiving works of art does
not present a particular problem — the main part
of the exhibits presented in most museums of the
world (paintings, sculptures, installations, video clips,
etc.) are aimed at visual perception and visual stimu-
lation, in other words, we are facing an “oculocen-
tric” (from Lat. “oculus” — eye) paradigm. Howev-
er, for people with disabilities, the museum content
that “can’t be touched” does not represent the same
value, and the meanings embedded in the works
of art cannot be fully revealed. Museums are called
to be one of the key institutions of enlightenment,
spiritual and moral development. However, at the
same time, the excessive "oculocentricity” of exhi-
bits actually cuts off a part of society from this op-
portunity’. And despite the fact that the accessi-
bility of museums has recently become a popular
issue, the solution of which has led to the creation
of more convenient territories and spaces for free
movement, “informational accessibility” still remains
out of focus. Despite the organization of events
aimed at inclusivity and social adaptation of peo-
ple with disabilities, “informational inaccessibility”
and, as a result, the inability to evaluate what is in-
accessible, is most often mentioned by people with
disabilities as a key obstacle to visiting museums,
as found out by Asakawa and co-authors in their

1. Lisney, E., Bowen, J. P, Hearn, K., & Zedda, M. Museums and
technology: Being inclusive helps accessibility for all // Curator:
The Museum Journal, 2013, Vol.56(3). S.353-361.
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into a zone of seeking that awakens the viewer to an in-
dependent search for subtle meanings and stories that
exist on the periphery of the classical history of art.
And the new media extensions of museum space, conside-
red in the context of inclusion, may also be viewed as a to-
ol for building new narratives and developing models for
a more flexible and complex interpretation of art history
in a multipolar world.

Keywords: museology, museum accessibility, inclusivi-
ty, augmented reality (AR) and virtual reality (VR) techno-
logies, multimodal systems, redundancy.

study of the accessibility of museums for people
with visual impairments?.

In their study of accessibility of museums in Rus-
sia, conducted by the Center for Applied Econom-
ic Research and Development of the Higher School
of Economics, the authors identified four key are-
as of museum accessibility: economic, spatial-tem-
poral, educational and socio-psychological®. Thus,
the authors of the study identify the so-called “dis-
credited group” of the population, which is isolated
from the museum institution for a number of ob-
jective reasons and cite statistics that in Russia only
10% of museums have specialized equipment for
people with disabilities, and this is precisely about
ensuring mobility“. At the same time, the Asakawa
team, mentioned above, showed that for people
with visual impairments there are three main cat-
egories of accessibility that require a solution:
a) mobility problems, b) problems with indepen-
dent orientation and c) inaccessible content, that is,
the actual absence of non-visual alternatives to
museum exhibits.

Convergent technologies represent a synthesis of
several types of modern technologies. As the lead-
ing technologies for mastering the art space, we con-
sider information technologies, Al and network tech-
nologies, which include Augmented Reality (AR)
technologies — augmented reality, Virtual Reality
(VR) — virtual reality, Mixed reality (XR) — mixed re-
ality, Virtual Environment (VE) — virtual environment

2. Asakawa S., Guerreiro J.,, Ahmetovic D, Kitani, K. M., & Asa-
kawa, C. The present and future of museum accessibility for
people with visual impairments // In Proceedings of the 20t
International ACM SIGACCESS Conference on Computers and
Accessibility, 2019. S.382-384.

3. Abankina T.V,, Dergachev P.V., Filatova L.M. Accessibility of
Russian museums: internal and external influencing factors. //
XV April international scientific conference on problems of
economic and social development. Higher School of Econo-
mics, Moscow, 2014.

4. Ibid

or objects that create additional dimensions, acces-
sible even for visitors who have difficulties with visual
or auditory perception.

“Informational accessibility” of museum exposi-
tions, the semiotics of works of art are closely inter-
twined with the possibilities of feeling the subject.
With the use of such technologies, the semiotics of
museum space and works of art become a space
of equal opportunities, acquires the quality of in-
clusivity: all visitors receive an expanded bodily
experience and a full-fledged emotional and artistic
experience.

Ensuring the inclusion of diverse audiences has be-
come an integral part of the mission of any modern
museum and a focus of various interdisciplinary re-
search studies. For instance, participants in a study
conducted by Asakawa and his team among peo-
ple with visual impairments emphasized their desire
for an independent museum experience facilitated
by tools that provide navigation assistance and de-
tailed contextual audio descriptions of exhibits®.

The growing popularity of smartphones and loT (In-
ternet of Things) devices in the past decade has brou-
ght us closer to developing tools that can provide
comprehensive navigation assistance using various
technologies, including localization and local posi-
tioning technologies: Wi-Fi, Bluetooth Low Energy
(BLE), Time of Arrival (TOA) positioning, Radio Fre-
quency ldentification (RFID), and Ultra-Wideband
(UWB) signals, among others®.

Virtual reality technology is becoming increas-
ingly prevalent in medical rehabilitation, education
and training, gaming, and entertainment. Similar-
ly, growing attention is being paid to the applica-
tion of these technologies to enhance the quality
of education, personalize it, and deepen the under-
standing of the material through immersion, ex-
panding the educational experience and increasing
engagement’.

AR/VR technologies also offer promising ap-
proaches to address psychological disorders, such

5. Asakawa S., Guerreiro J., Ahmetovic D., Kitani, K. M., & Asa-
kawa, C. The present and future of museum accessibility for
people with visual impairments // In Proceedings of the 20"
International ACM SIGACCESS Conference on Computers and
Accessibility, 2019. P.382-384.

6. Zafari, F., Gkelias, A., & Leung, K. K. A survey of indoor loca-
lization systems and technologies // IEEE Communications
Surveys & Tutorials, 2019, Vol.21(3). P.2568-2599.

7. Beckem J.M., Watkins M. Bringing life to learning: Immersive
experiential learning simulations for online and blended
courses // Journal of Asynchronous Learning Network 16(5).
2002. P 61-71

as phobic disorder therapy, socialization, and lone-
liness. These technologies have demonstrated po-
tential in the social adaptation of individuals with
high social anxiety?, loneliness, and generalized anx-
iety disorder?®, as well as in combating loneliness
and dementia in older adults™. Projects like Second
Life and VR Chat have gained popularity, allowing
individuals with disabilities or unique physical ap-
pearances to actively participate in social interac-
tions through avatars. A notable example is the VR
“Memory Therapy” for lonely elderly and dementia
patients, which enables them to revisit memories
from their past™. The inclusivity of virtual worlds
allows individuals to transcend the limitations of
the physical world.

These examples highlight the existence of ano-
ther dimension of museum inaccessibility: the socio-
psychological aspect, prevalent among individu-
als with low tolerance for social stimulation, lead-
ing them to deliberately avoid dense interactions
with the real world.

Several Russian researchers have investigated
museum accessibility for people with disabilities,
including S.N. and O.P. Vanyashiny, I.N. Donina,
N.A. Vrevskaya, and N.V. Potapova.

It is important to note that VR/AR/VE research
is still ongoing. While the results are promising, fur-
ther studies are needed to fully understand the long-
term effects and effectiveness of these technolo-
gies. For instance, a separate research area involves
a comprehensive study of the impact of the techno-
logical advancements used, which affect human sen-
sorimotor processes 2. According to research, such
virtual environments can have both intentional and
unintentional impacts on the central nervous sys-

8. See e.g., Nexhmedin M.t al. Meta-analysis of virtual reality
exposure therapy for social anxiety disorder // Psychological
Medicine , Volume 53, Issue 5, April 2023, pp.2176-2178

9. See e.g. Kenyon, K., Kinakh, V. & Harrison, J. Social virtual
reality helps to reduce feelings of loneliness and social anxiety
during the Covid-19 pandemic. Sci Rep 13, 19282 (2023).

10. See e.g. Veldmeijer Lars et al. Reframing loneliness through
the design of a virtual reality reminiscence artifact for older
adults. 2020. P.407-426

11. Matt Fuchs ans New York Times V.R. ‘Reminiscence Thera-
py' Lets Seniors Relive the Past // https://www.nytimes.
com/2022/05/06/well/mind/virtual-reality-therapy-seniors.
html

12. See e.g. Wright WG. Using virtual reality to augment percep-
tion, enhance sensorimotor adaptation, and change our minds.
Front. Syst. 2024. Neurosci 8:56, Simon Shahid, Joshua Kelson,
Anthony Saliba. Effectiveness and User Experience of Virtual
Reality for Social Anxiety Disorder: Systematic ReviewJMIR
Ment Health. 2024; 11.
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tem, for example™®. This research area is not cove-
red in this paper, which focuses on studying the po-
tential of short-term technology use for tasks of ex-
panding art accessibility and the human sensory
experience in general.

The need for reliable and accessible technologies
remains pressing. The use of convergent technolo-
gies to expand museum accessibility aligns with
the principles of universal design, a key idea of which
is to create spaces, tools, and systems that minimize
existing barriers for people with disabilities and
enhance usability for a wide range of users.

2. EXPANDING SENSORY EXPERIENCE
WITH CONVERGENT TECHNOLOGIES

The development of convergent technologies
has found application in the field of art: new forms
of art objects are increasingly emerging that ex-
pand the viewer's sensory sphere through modern
convergent technologies, in particular AR, VR, XR,
NFT — non-fungible tokens and others that exist
in the digital space.

Thus, in her dissertation dedicated to the study
of the application of AR/VR technologies in the mu-
seum space, Francesca Abressi argues that digital
technologies, especially those that create an immer-
sive experience, fundamentally change the way
we perceive and understand art and artifacts in mu-
seums™. The dissertation examines how technologies
such as AR, VR and digital exhibits that transform
museum spaces and create new opportunities
for interaction with visitors. The concept of immer-
sion takes center stage in the discussion. The author
explores how immersive technologies can transport
visitors to different times and places, fostering
a deeper connection with museum collections,
beyond mere entertainment. Such technologies thus
begin to play a role in education, interpretation and cri-
tical thinking about art and culture.

Convergent technologies can expand the expe-
rience of both ordinary people and individuals with
disabilities, in completely different ways. Conver-
gent technologies allow transforming existing art
objects into other sensory forms or complement-
ing them with new ones. The prospect of building

13. See e.g. Story M.F,, Mueller J.L, Mace R.L. The Universal Design
File: Designing for People of All Ages and Abilities. Center for
Universal Design, NC State University, 1998. S.170.

14. Albrezzi, Francesca. Virtual Actualities: Technology, Museums,
and Immersion. Thesis/dissertation. 2019. https://escholarship.
org/content/qt5tc2g2dt/qt5tc2g2dt.pdf?t=pski8x
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multifunctionality of communication channels be-
tween a work of art and the viewer allows making
the experience of its perception fuller for all cate-
gories of people, including those whose abilities
are limited.

It is important to consider convergent technolo-
gies not just as an end in itself, as a new form
of self-expression and a tool for creativity, but as
a means of expanding sensuality and communica-
tion opportunities with the visitor, as a tool for joint
interaction. In this case, it is possible to maintain
a dialogue between the work and the viewer in one
form or another, and the limitations of each will only
set unique subjective boundaries for such perception
and new horizons for interpretation.

Examples of the use of convergent technologies
to expand the user experience are enough to charac-
terize them as giving the museum exposition
an "additional dimension.” The general approach
is to transform and transmit information that is inac-
cessible to people with disabilities through a form
that is accessible to them, in other words, it is about
creating additional modalities. This trend has emer-
ged since convergent technologies began to be ac-
tively used to restore lost or missing sensory func-
tions in people by using alternative functions with
the use of convergent technologies.

Among such examples are the “bionic eye”, an elec-
tronic retinal implant developed by Second Sight, the
“Argus II” system, implanted in a blind woman named
Fran Faragus, which gave her back her sight. Anoth-
er example is the creation of a “sensory vision” sys-
tem that scans the space and transmits an image
through a system of electrodes on the human body,
which allows you to create a “sensory” scheme of spa-
ce. We can recall the artist, activist and cyborg Neil
Harbisson, who suffers from congenital achromatop-
sia, his experience shows how “osteointegration”of
a special antenna into his skull allows him to "hear
colors.”

Mixed reality (MR) devices, such as Microsoft's
HoloLens holographic device, have successfully
demonstrated their ability to support the optics
of visual perception, for example, in avoiding obstac-
les, understanding scenes, forming spatial memo-
ry, and navigating®™. For instance, a project group
of researchers at the University of California, Berkeley,

15. See e.g. Grayson, M., Thieme, A., Marques, R., Massiceti,
D., Cutrell, E,, & Morrison, C. (2020, April). A dynamic Al sys-
tem for extending the capabilities of blind people. In Exten-
ded Abstracts of the 2020 CHI Conference on Human Factors
in Computing Systems (pp.1-4); Liu, Y., Stiles, N. R., & Meister,

worked with the HoloLens device, using the capa-
bilities of creating an alternative sound navigation
system in space based on voicing and sound coding
of the navigation process (approaching, removing
the user from specific objects) for blind and visually
impaired people’.

Computer vision systems, which are also used
in augmented reality (AR) technologies, can provide
the ability for precise localization. Through live video
camera streaming, computer vision algorithms iden-
tify unique patterns in the environment, tracking
the relative position of objects in the environment
dynamically in video frames.

Advances in smartphone computing power have
made augmented reality capabilities widely available
on many devices. The approach to assistive technolo-
gies involves replacing these virtual objects with non-
visual alternatives, such as sound descriptions that
are triggered when the device approachesan object.

Such solutions reflect the general trend of tech-
nological development and set the further direction
for the application of such solutions in all sphe-
res of life, including in the field of art and in the
museum space.

Let's consider in more detail examples from
the field of using convergent technologies to cre-
ate immersive, inclusive, and accessible museums
for people with disabilities. Augmented reality (AR)
is an environment in which digital content is “tied”
to physical objects surrounding the user and is pre-
sented as an overlay through projection displays or
images from the camera of any device, such as a
smartphone. AR as a technology has been predom-
inantly used for visual expansion of physical spaces™.
However, the fundamental technologies of augment-
ed reality (for example, image detection and track-
ing, as well as their localization and mapping) can
also be used to expand spaces using other senso-
ry modalities, such as sound and tactile sensations.

The use of convergent technologies, in par-
ticular AR/VR technologies, for the purpose of ex-
panding the experience of perceiving works of art is
an independent direction for research and expand-
ing practice as a field for co-creation and collab-

M. Augmented reality powers a cognitive assistant for the
blind. 2018. ELife, 7.

16. Fox D. et al. Augmented Reality for Visually Impaired People
(AR for VIPs). University of California, Berkeley // School
of Information MIMS Capstone Project Report. May 2019.

17. Cherukuru, N. W., & Calhoun, R. Augmented reality-based
Doppler lidar data visualization: Promises and challenges //
EPJ Web of Conferences, 2016, Vol.119, S.1406.

oration with the end user. Non-standard solutions
using convergent technologies expand the experi-
ence of perceiving a work of art, set new dimen-
sions, and also create a field for new interpretation.
In addition, the possibilities of applying such tech-
nologies require close interaction with the end user
and joint design. Thus, the inclusion of gesture recog-
nition using augmented reality technologies is a
new paradigm of audio-tactile interaction. The ges-
ture interface allows the user to explore nearby ob-
jects or the environment in a natural way, through
touches, pointing gestures, and others, setting the
vector of the location or direction of interest. Aug-
mentation/expansion of reality takes place in the
form of information of an additional modality, in
the form of annotations associated with the loca-
tion or direction of the indicated gesture™,

James M. Coughlan and Joshua Miele in their work
reviewing existing augmented reality applications
for people with visual impairments and low vision™,
additionally presented two applications developed
by them taking into account the personal experi-
ence of one of the authors who is blind?°. The over-
THERE application allows you to receive information
about nearby attractions, and the CamlO applica-
tion provides access to information about places
of interest in the form of 3D models and relief maps.

Thus, there are a number of projects dedicated
to the use of augmented reality (AR) technologies
to improve the accessibility of museum spaces for
blind and partially sighted people. The authors (Che-
rukuru et al) of one of such projects, more orient-
ed towards the navigation aspect, took as a basis
the classification of three types of tasks for orien-
tation and finding paths in digital spaces, faced
by people with disabilities, developed by research-
ers Rudolph Darken and John Sibert?!, and rely on
tasks of orientation in space to a specific object,
whose location is not known in advance, and on the
task of exploring the environment. The authors of
the project proposed an approach to pathfinding
based on augmented reality and image detection.

18. Coughlan J.M., Miele J. AR4VI: AR as an Accessibility Tool for
People with Visual Impairments // 2017 IEEE International
Symposium on Mixed and Augmented Reality (ISMAR-
Adjunct), 2017. S.288-292.

19. Ibid

20. Cherukuru N., Manuel, Rayvn L., AJ, Scheitlin T., Bhagchandani
B. Using Augmented Reality (AR) to Create Immersive and
Accessible Museums for People with Vision-Impairments //
MW21: MW 2021, 2021.

21. Darken, R.P., & Sibert, J.L. Wayfinding strategies and behaviors
in large virtual worlds // Proceedings of the SIGCHI conference
on Human factors in computing systems, 1996, SS.142-149.
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The open-source application developed by this group
of researchers allows exhibition curators and mu-
seum staff to add virtual audio tags to objects and
images in the physical world, which are activated
when a visitor's mobile device with the application
installed approaches them?2.

The essence of the application is to work with
context-dependent information that is available
to specific users and allows them to independently ex-
plore the museum space and exhibits in it. This ap-
proach implements “inside observation” localization,
in which localization is performed on a device scan-
ning the surrounding environment. The advantage
of using AR technology in this case is high localiza-
tion accuracy, the absence of the need for serious
infrastructure changes to improve the accessibility
of the museum space and exhibits, and a reduced
risk of privacy problems with the application, which
does not require access to any personal data.

The prospects for using smartphones for the pur-
pose of improving museum accessibility through
applications using built-in augmented reality APIs
are obvious. Such solutions also allow for the use
of hardware and operating system updates with mini-
mal changes to the application.

New interfaces, such as tactile interfaces?, synthet-
ic speakers, and voice command recognizers, make
it possible to use natural communication channels
without using mediating interactions, but familiar
keyboards and mice. New approaches to organizing
human-computer interaction are not only more in-
tuitive but also allow you to increase the amount
and type of information that becomes available
to the user. For example, multimodal applications use
various information channels (vision, touch, sound, lan-
guage, etc.) in an integrated and "redundant” way?*.
Redundancy presents the same information in a pol-
ymorphic way to match the user’s specific capabili-
ties. Redundancy as a key principle allows people with
disabilities to cope with many aspects of real life?.

22. Gourlay, M.J.,, & Held, R.T. Head-Mounted-Display Tracking
for Augmented and Virtual Reality. Information Display, 2017,
Vol.33(1). S.6-10.

23. Salisbury K., Conti F., Barbagli F. Haptic rendering: Introductory
concepts // IEEE Computer Graphics and Applications, 2004,
Vol.24, 2. 5.24-32.

24. Jacobson D, Kitchin R. Multi-modal virtual reality for presenting
geographic information // Virtual Reality in Geography. 2002.
S$S.382-400.

25. Alonso F. Design guidelines for audio-haptic immersive
applications for people with visual disabilities // Computers
Helping People with Special Needs. Proceedings of the 10t
International Conference ICCHP, Berlin, Springer, 2006. S.
1071-1078.
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The addition of spatial data with additional data
in other modalities (tactile and acoustic interaction)
in relation to the tasks of orientation and movement
in the city has been studied by a number of re-
searchers for many years?. However, similar tech-
nologies are also finding applications in the field
of art?”. The OMERO 2.0% technology is one such ex-
ample of a convergent multimodal technology that
allows people with visual impairments to partici-
pate in cultural heritage. The OMERO system adds
tactile and acoustic interaction to the usual visual
rendering. The tactile interface, the PHANTOM de-
vice®, allows users to “touch” virtual 3D models. This is
done by applying force feedback at the hand level,
which realistically simulates physical interaction with
the real surface of the object.

OMERO 2.0 includes three interaction modali-
ties: visual, tactile and auditory. Thus, virtual models
are designed to transmit information in a polymor-
phic and redundant way, allowing the user to cho-
ose sensory modalities taking into account individ-
ual limitations and/or disorders. Virtual models
are specially organized to help visually impaired
people build an integrated mental map of complex
objects and even abstract concepts, and the combi-
nation with other modalities (redundancy) increases
the effectiveness of perception. The software tools
used in the OMERO system support a wider range
of tactile devices, making them more versatile.

Leading museums around the world are ac-
tively exploring new tools to expand the sensory
experience of visitors and improve the accessibility
of exhibits. Large corporations are also implementing

26. Seee.g., Van Scoy F.L, Baker V., Gingold C., Martino E., Burton D.
1999, Mobility training using haptic interface: Initial plans //
Proceedings of Fourth Annual PHANToM User Group,
Dedham, Massachusetts, 1999; Magnusson C., Rassmus-Gron
K. A dynamic haptic-audio traffic environment // Eurohaptics,
2004. S.71-80; Murai Y., Tatsumi H., Nagai N., Miyakawa M.
A Haptic interface for an indoor-walk-guide simulator //
Computers Helping People with Special Needs. Proceedings
of the 10t International Conference, ICCHP, Linz, Austria,
Berlin, Springer, 2006. S.1287-1293.

27. De Felice F., Renna F., Attolico G., Distante A. Omero:
Amultimodal system thatimproves access to Cultural Heritage //
Virtual Museums and Archaeology, 2007. S.243-253.

28. Organized Multimodal Experience of Relevant virtual Ob-
jects — aspecialized system of multimodal experience of per-
ception of specific virtual objects.

29. Massie T.H., Salisbury J.K. The PHANTOM haptic interface:
A device for probing virtual objects // ASME Winter Annual
Meeting, Symposium on Haptic Interfaces for Virtual
Environment and Teleoperator Systems, 1994. S.295-301.

30. Palieri et al.Learning by touching virtual reality: a tool for vi-
sually impaired people // Augmented Reality, Virtual Reality,
and Computer Graphics. // Lecture Notes in Computer Science.
2018.5S5.21-34.

technologies to create projects at the intersection
of art, such as the Google Art and Culture project,
which has collected digital versions of exhibits from
leading museums around the world, and creative
projects for their reconfiguration, making the experi-
ence of art perception accessible to a wide audience.

Among the projects that could be widely used
in museum spaces is the SignAll application, which
uses Al and speech recognition to translate speech
into an animated form of sign language, lowering
the communication barrier for deaf people.

The development of such devices requires close
interaction with end users as experts. Both the re-
quest and all stages of the design of such devices
are a joint work, the goals and objectives of which
are set by users, who are also involved in all stages
of the design and testing of products.

Convergent technologies expand the experience
of feeling, changing the role of the user from a pas-
sively perceiving one to an actively exploring one.
Redundancy, as well as understatement, is a stimu-
lus for the imagination and expansion of scenarios
for the interpretation of works of art for all cate-
gories of users, regardless of their abilities. In turn,
the property of interactivity, implemented in a vir-
tual environment with greater ease, allows you
to bring an aspect of co-creation into the process
of studying works of art. And in this case, the pri-
mary importance is the transfer of perception
of the museum space from a purely exhibition space
to a narrative space. Such a transition will allow mu-
seum expositions to be perceived as a sequential
narrative of meanings included in the general can-
vas, activates their potential, inherent in art itself.

3. THE MUSEUM AS AN AXIOLOGICAL
SPACE: HOW THE LATEST TECHNOLOGIES
MAKE IT POSSIBLE TO EQUALIZE NARRATIVES

Speaking about the problem of inequality, it is im-
portant to consider the aspect of not only physi-
cal but also semantic limitations that are present
in the classical art museum. The question analyz-
ed in this article should be considered in a broader
context, associated with the history of the museum
as a certain type of institution and its role in shap-
ing the scientific picture of the world in a figura-
tive and visual embodiment and in presenting value
orientations that have the greatest cultural signifi-
cance in this or that historical moment. Figurative-
ly speaking, we need to return to the moment of

the birth of the modern museum, to see how it took
on its traditional form and from these positions
to critically comprehend the existing limitations,
and then trace the course of their overcoming, outlin-
ing the role of the latest technologies in expanding
the axiological possibilities of art institutions.

At the end of the 18th century, after revolution-
ary upheavals and the formation of democratic at-
titudes in the socio-cultural space of Europe, public
museums came to replace Kunstkammers and roy-
al collections. First, the Louvre opens its doors to
the public, then the Prado Museum is created un-
der direct French influence, the Rijksmuseum aris-
es in Holland, in Great Britain the collection of the
National Gallery, and later the Victoria and Al-
bert Museum, acquires paramount importance,
the Royal Museum opens in Berlin, the Hermitage
begins to work in St. Petersburg, and this process
is actively developing. It is interesting to note two
features that unite the listed institutions. Firstly, their
fierce competition for the possession of the best ex-
hibits, and secondly, a specific way of presenting his-
tory and art history as a linear-progressive movement
from the Ancient East to Greece (which took all the
best from Egypt and showed an unprecedented up-
surge of the human spirit), through the harsh “Dark
Ages” to the Renaissance and further to the "Golden
Age” of European Baroque and Neoclassicism.

This logic of art history, developed by German
theorists®', was transformed into an innovative spa-
tial solution for the museum exposition (an experi-
ment by the first director of the Louvre, Dominique
Vivant-Denon), built in accordance with eras and
“schools” in such a way that the above-mentioned
narrative penetrated into the viewer's conscious-
ness as he moved through the exhibition halls, sub-
consciously shaping his understanding of world art
from the point of view of its relationship to West-
ern culture. This narrative served not only research
but also socio-political tasks, especially those
of the 19'th century that were relevant to the forma-
tion of national identity, the collections contributed
to the formation of a genealogy, representing these
countries as moral and political heirs of the great
empires of the past3.

However, the museum forms not only a unified
and scientifically grounded narrative about the his-
tory of art, it also forms the viewer, who comes

31. Winkelman I. History of ancient art. An exploration of art
in its essence. M.: RUGRAM, 2020.
32. Ibid
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to the exhibition space in search of enlightenment,
embedding his perception and experience in
the frameworks of understanding “beauty” and its
evolution established by specialists. It is notewor-
thy that the modernist museum was also structured
in the same way, the exposition of which was devel-
oped by Alfred Barr as a utopian model of a “rock-
et” rushing forward (towards the latest searches
of modernity) and leaving behind earlier art lan-
guages as "burnt fuel”. And when Barr, as the di-
rector of this young institution, faced the task of
constructing a narrative, telling about the metamor-
phoses of modernist artistic practices3*, he resorted
to the traditional technique of visualizing the his-
tory of art as an evolution of forms, the “crown” of
which was Western abstract art. Moreover, not only
Cézanne and Van Gogh, but also Japanese prints, Afri-
can sculpture, and Middle Eastern art were just short-
term stops on the way to the painting of Pollock
and Rothko, as was clearly demonstrated by the co-
ver of the catalog of the exhibition “Cubism and
Abstract Art”, which opened at MoMA in 1936 and
actually became the basis of the generally accept-
ed discourse of the history of modernism, in which
information about the artistic process of Eastern
Europe, Asia, Africa and other regions came with
a great delay and was comprehended on the basis
of the ideological values of the Western art historian-
curator3®. The consequences of such a one-sided
approach persist in the mainstream narrative of art
history to this day?3.

An alternative was the concept of “the imagi-
nary museum” developed by André Malraux back
in the 1930's, described in 1947, and extensively mani-
fested through an exhibition in the 1970’s. This idea
became a continuation of the iconological method,
which considers intercultural connections and sty-
listic echoes in the context of the idea of the great
migration of images.

33. The Museum of Modern Art in New York (MoMA), opened
in 1929, is not the first avant-garde institution, since it was
preceded by the Museum of Pictorial Culture established
in Moscow in 1919, however, it was MoMA that became a
clear example of a modernist museum of the 20t century and
a unique point of reference for postmodern critical museology.

34. Canton S. Alfred Barr and the Intellectual Origins of the Mu-
seum of Modern Art. M.: Ad Marginem, 2019.

35. Teh D. Obstacles to exhibition history: institutions, curatorships,
and the undead Nation-State // The curatorial conundrum.
What to study? What to research? What to practice? LUMA,
MIT Press, 2016.

36. Foster H., Krauss R., Bois Y.-A.,, Buchloh B. Art since 1900:
Modernism, Antimodernism, Postmodernism. Thames
& Hudson, 2005.
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The real revolution in the traditional paradigm
of museum exposition was the postmodernist experi-
ments of Jean-Hubert Martin: the project “Caram-
bolage” (2016, Grand Palais, Paris) and the exhibition
“Strange Encounters Happen” (2022, Pushkin State
Museum of Fine Arts, Moscow). His method repre-
sents not only a synthesis of different chronotopes
in a free search for plot intersections and plastic
analogies, so-called "ahistorical curatorship”?,
but also the active involvement of the viewer
in an intellectual game to discover and conceptu-
alize these indirect connections between exhibits.
It is fundamentally important that in the second case,
not the “white cube” of the gallery of contemporary
art is used, but precisely the world of the classical
museum. Through this game, Martin seeks to re-
veal the potential of the classical museum, capa-
ble of more than just serving as visual material for
the traditional narrative of art history. He writes:

“Referring to the Kantian concept of aesthetics
as the sensual impact of art, provoking the view-
er to a "free play of cognitive abilities”, the curator
invites us to go beyond stereotypical ideas about
the evolution of culture, and in the mode of visual
comparison and collage, to find our own interpreta-
tions, organizing an intellectual game for the view-
er in the exhibition space3®”.

It is easy to imagine the continuation of the men-
tioned experiments in the logic of media technolo-
gies, for example, VR museums and AR applications,
placing digital copies of works of art in the space
of the museum’s permanent exhibition, which would
complement and problematize the exhibition,
creating a new semiotic layer. Such a practice demon-
strates the fundamental possibility of building an al-
ternative to the museum convention accepted today,
the usual idea of the history of art. As an example,
one can recall the exhibition of the Recycle group
called “"Homo Virtualis”, which introduced digital
objects into the halls of the Pushkin State Museum
of Fine Arts in 2016. Interventions of this kind can
also include an interactive component that invites
the viewer to act as a virtual co-curator and inter-
preter of the museum collection.

Another important step in overcoming both spa-
tial and discursive limitations in the educational ac-
tivities of a museum is the creation of specialized

37. Nechvatal J. The Pleasures and Risks of Ahistorical Curating //
Hyperallergic. 03. 06. 2016. URL: https://hyperallergic.
com/302563/the-pleasures-and-risks-of-ahistorical-curating/
(nata obpalyeHms: 10.03.2022).

38. Ibid, p.14.

interactive platforms where viewers could disco-
ver art, explore trends and styles, discover patterns
of aesthetic metamorphoses and create their own
digital collections of pieces of art. The HSE Art
and Design School aims to launch such a project
on the gallllery.com platform in partnership with
the Pushkin Museum. There is great potential here
both for making a museum visit more encouraging
and interactive (through gamification of the expe-
rience), and for the viewer to continue interacting
with art after leaving the museum (by creating
his own collection from the digitalized pieces
of art he saw). A system of timelines of world art pre-
sented on the galllery.com platform gives a viewer
the opportunity to go beyond the Eurocentric
intellectual perspective, and the opportunity to act
as a curator of a digital collection opens up new
creative horizons.

Thus, the exhibition space is transformed for
the viewer both in a strictly constructed logical se-
guence and in the exhibition space in order to give
new meanings to well-known objects and cultural
processes. The feeling that the exhibition does not
give a cultural product “ready for use”, and that
“something else is possible”, makes bold curatori-
al projects and media applications dedicated to art
a zone of experiment, awakening the viewer to an
independent search for meanings and stories that
exist on the periphery of art history. The media ex-
pansion of the museum space, which we previous-
ly considered in the context of inclusion, can also
be understood as a tool for constructing new nar-
ratives, revealing additional meanings and develop-
ing models for a more flexible and comprehensive
interpretation of art history in a multipolar world.

4. CONCLUSION

In conclusion, we believe that convergent tech-
nologies, perceived by us as technologies for creat-
ing a new museum space, are capable of organizing
it in a special way, giving new meanings to familiar
objects and works of art, creating a new space
for storytelling. Immersion of the viewer in such a spa-
ce has socio-significant potential and is a technology
for transforming and expanding sensory experience,
activating the semantic potential of the exposition.
In this case, convergent technologies act simulta-
neously as a tool to enhance the immersiveness
of works of art and as a tool to overcome existing
forms of inequality, allowing people to “"touch”

the object in one way or another and feel it to
the fullest. We believe that convergent technologies
have serious potential as a form of social communi-
cation and cultural understanding of reality®. Such
an understanding of convergent technologies creates
a platform for interdisciplinary projects, where engi-
neering solutions and artistic images will be equally
important. In an attempt to outline the framework
for the future research field, we identify a number
of tasks that require interdisciplinary solutions
in the near future:

+ Foresight research on the prospects for the
development of convergent technologies
and their application in museum practice.

« Conducting systemic research on the inte-
gration of the latest technologies into the
sphere of the cultural industry, and especial-
ly museums.

« A comprehensive analysis of cultural and mu-
seum requests and visionary projects that hu-
manities specialists can present to engineers
and programmers.

« Formation of laboratories and working re-
search groups where scientists, technical spe-
cialists, curators, artists, etc. will collaborate.

» Preparation and implementation of research in
the field of digital humanities aimed at study-
ing new forms and types of museum spaces.

» Development of new types of museum ex-
positions based on a critical revision of the
conventions of art history and the transfor-
mation of museum space into a space for
modern narratives.

« Analysis of the psychological and social im-
pact of such projects, processing feedback.

In their totality, solving these tasks will make

it possible to fully unlock the potential inherent
in cognitive technologies. The combination of scien-
tific and technological knowledge from various fields
has an indisputable synergistic effect and becomes
one of the leading strategies for cultural under-
standing of reality in all its diversity. Comprehen-
sive and consistent development of this process,
in our opinion, can become a step towards solv-
ing the problem of overcoming social inequality
and the difference in physical capabilities of people
in the museum space, and the key to the possibil-
ity of forming alternative personal and institution-
ally formed meanings.

39. Rozenson |. Fundamentals of design theory. St. Petersburg:
Peter, 2013.
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NOCTYMNHOCTb
N PACLUMPEHWUE MPOCTPAHCTBA HAPPATI/BOB:
KOHBEPTEHTHbIE TEXHOMOMU M CEMUOTUKA
3KCMO3ULMM B XYAOXKECTBEHHOM MY3EE

AHHOmayuA: Pa3BnTne KOHBEPreHTHbIX TEXHONOTUi
OTKPbIBaeT HOBblE TOPU30HTbI ANA PaCLUMPEHNS 3puTeb-
CKOrO OMblTa NoceTUTeNel My3es, Cpesu KOTOPbIX OTAE/b-
HOW rpynnow MOXHO BbIAENNTL NHOAEN C OrpaHNUYEHHbIMU
BO3MOXHOCTIMW. B 3TON paboTte gaHHas TeMa nccneso-
BaHa C MO3ULMMN OAHOrO U3 KNAaCCOB TaKMX TEXHONOTUIA,
a MeHHO TeXHONOrUiA JONOHEHHOM, BUPTYaNbHOW 1 CMe-
WwaHHol peanbHocTn (AR/VR/MR), KOTOpPble NPUMEHAOT-
€A CerofHs, B OCHOBHOM, 4151 pa3paboTku NPUAOXKeHUH,
BM3Yya/lbHO pacLIMpPAOLWMX GusmMyeckne NpocTpaHCTBa
¥ NO3BO/IAIOLLMX KOMNEHCUPOBAaTb BO3HMKarOLLLee B CBA3N C
3TVIM HEpaBEeHCTBO B JOCTYyMe K MPOu3BeAeHNAM NCKYCCTBa.
OZHaKOo 3TU TeXHONOTnW OBHapy>XXeHUs U NoKanusaums
061beKToB, M306paxeHUit 1 KapTorpadupoBaHe MOryT Uc-

MONb30BaTLCA ANA PACLIMPEHUS JOCTYMHON CPeAbl Takxke
M C UCMOJIb30BAHUEM JPYTNX CEHCOPHbIX MOJAIbHOCTEN,
TaKuX KaK 3ByKOBbIE 1 TakTW/bHble OLLyLLeHWs. [ToBbILLe-
HVe YPOBHA MHGOPMALIMOHHOM JOCTYMHOCTYU 3KCMO3MLMIA
My3esi 1 CaMOCTOATE/IbHOCTN OCBOEHWSA NMPOCTPAHCT-
Ba My3es JII04bMU C OrPaHNYEHHbBIMY BO3MOXHOCTAMM
BO3MOXHO B TOM 4unC/ie 1 NyTeM obecrneyeHmns gocTyna
K KOHTEKCTHO-3aBUCUMOM MHopMaLmun. Bo BTopoit yac-
TV CTaTbW BOMPOC O KOHTEKCTYyaM3aLum 3HaHWsA, Noy-
YaeMoro noceTuTesieM My3es, paccMaTpuBaeTcs B bonee
LUMPOKOM CMBIC/IE: My3€eWi aHaM3UpPYyeTCs Kak MPOCTPaHCT-
BO HappaLyv, rAe yropsA0UMBatoTCs, 3aKPENIAFOTCA U TPaHC-
JINPYIOTCA OCHOBHbIE KOHLEMLMN NCTOPUM NCKYCCTBA.
MpoaHann3npoBaBs JIOTUKY MOCTPOEHNA KNaCcCUYeCcKoro
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XyAO>XeCTBEHHOro My3ed, Mbl NoOKa3blBaeM aJibTeEPHaATUB-
Hblé MOoAeNn npeactaBNeHNA NCKYCCTBOBEAYECKUX Hap-
PaTNBOB U YyTBEP>XKAAEM, UTO HOBblIE MeAna MOTYT CTaTb
WHCTPYMEHTOM Heé TO/IbKO NHKJH3UBHOCTU N UMMEPCUN,
HOo 1 ocoboro Tmna Cy6'bEKTVIBaLI|I/II/I 3puTend, BKIKOYEeH-
HOro B npouecc TBOpYeCKOro nepeocMbiCaeHNa NCtTopun
NCKyCCTBa. Takum 06pa30M, Mbl NCXOAUM U3 TOTO, UTO KOTr-
HUTUBHbIE TEXHOIOTUWN CAENAKOT BO3MOXHbIM MOJIHO-
LeHHO€e pacKpbITe 3aN10XKEHHOIo B HUX NoTeHuna-
na. O6'bep,I/IHEHI/Ie Hay4YHOro TeXHOJIOTMYECKOro 3HaHuA

1. BUSYANbHAA 1 MHOOPMALMOHHAS
AOCTYMHOCTb MY3EMHbIX 3KCNO3UNLNIA:
MOCTAHOBKA MPOBJIEMBbI

«3KCMOHaTbl pyKamu He TporaTb» — MpUBbIYHAs
HaAMUCb Ha Tabinuke PsAJOM C KapPTUHOM UAK CKYJIbM-
TYPOW HaxoAuMTCa NpakTUYEeCKn B 1t0OOM My3ee.
Yrto 370 03HauaeT A nocetutenein? as 60abLLNH-
CTBa tofeil Nof0bHOe HaMepeHHOe orpaHuYeHne
BO3MOXHOCTEN BOCNPUATISA NPON3BEAEHNIA UCKYC-
CTBa He npepacTaBaseT 0cobon npobaemMbl — OCHOB-
Has YacTb NpPeACTaB/IeHHbIX B 6ONbLUMHCTBE My3€eeB
MUpa 3KCMOHAaTOB (KapTWH, CKYAbMTYpP, NHCTaNNSA-
LWIA, BUZEOKIMMOB U T.M.) HALLENEHO Ha BU3yasibHOe
BOCMPUATUE U 3PUTENBHYIO CTUMYASLUIO, UHBIMU
C/0BaMu, Nepes HaMmu — «OKy/NOoLLeHTpuyeckas»
(ot nat. «oculus» — rnas) napaaurma. OgHako ans
Ntofel, orpaHUYeHHbIX B CBOUX BO3MOXHOCTSX,
COAEPXKMMOE My3esi, KOTOPOE «TporaTb Hesb3s»
He NpeACTaB/seT TOW Xe LLeHHOCTW, @ 3a/10KEHHbIe
B MPOU3BeAeHMs UCKYCCTBA CMbIC/IbI HE MOTYT BbITh
MOJIHOLEHHO packpbITbl. My3eun npur3BaHbl H6bITb
OfHVM U3 KJHOUEBbIX MHCTUTYTOB MPOCBELLEHMNS,
[YXOBHOTO U HPaBCTBEHHOTO pa3Butus. OfHako npu
3TOM B HacTosLLee BPEMs Ype3MepHas «OKYNOLLeH-
TPUYHOCTb» 3KCMOHATOB haKTUUYECKM OTpe3aeT YacTb
obuLecTBa OT 3TOM BO3MOXHOCTU. I HECMOTPSA Ha
TO, YTO JOCTYMHOCTb MYy3€€B C HeJaBHMX MNOp CTano
MonyAsipHbIM BOMPOCOM, PeLleHNe KOTOPOro npu-
BEJIO K CO3jaHunIo bonee yaobHbIX Ans cBOGOAHOrO
nepesABMKEHNS TEPPUTOPUI N MPOCTPAHCTB, <MHGOP-
MaLMOHHas JOCTYMHOCTb» MO-MPEXHEMY OCTaeTCs
BHe poKyca BHUMaHWs. HecMoTps Ha opraHu3aLmio
MEPONPUATNIA, OPUEHTUPOBAHHbIX Ha UHKJIFO3MB-
HOCTb M COLMabHYIO ajanTaluio l0Jen ¢ orpa-
HUYEHHBIMU BO3MOXHOCTAMM, «MHPOPMaLMOHHas
HeJOCTYMHOCTb» U, KakK C/eACTBME HEBO3MOXHOCTb
OLEHWTb TO, K YEMY HeT AOoCTyna, Hanbosee yacto

1. Lisney, E, Bowen J.P., Hearn, K., & Zedda, M. Museums and
technology: Being inclusive helps accessibility for all // Curator:
The Museum Journal, 2013, Vol.56(3). S.353-361.
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U3 pa3iMyHbIX 0b6aacTeit B NpOCTpaHCTBe My3es obnajaet
6eccnopHbIM cCMHepreTMyeckmmM 3pPeKToM 1 CTaHOBUT-
€A OAIHOM 13 BeAyLLWX CTpaTernii KyAbTypPHOTO OCBOEHMS
AeNCTBUTEIBHOCTM BO BCEM ee MHOroobpasunm B yCN10BU-
X KOMMYHWKaLIMOHHOro obLecTBa.

Knrouesole cnosa: My3eeBefieHne, AOCTYNHOCTb My3e-
€B, MHK/IF03UBHOCTb, TEXHONOTMMN JOMOJHEHHON U BUPTY-
anbHol peanbHocTn (AR|VR), MynbTUMOZaNbHbIE CUCTEMDI,
N36bITOYHOCTb

YyNOMMWHAEeTCA NHOAbMUN C OTPaHNYEHHbIMN BO3MOX-
HOCTAMM KakK KNtoUYeBOe NPenATCTBME K MOCELLEHMIO
My3eeB, Kak BbliCHWAN AcakaBa 1 COaBTOpPbI B CBO-
eli paboTe MO M3yUYeHWIo JOCTYMHOCTU My3eeB A/is
NHOAEN C OrpaHMUYEHHBIMU BO3MOXHOCTAMU 3peHUNs2,

B cBOEM McCnesoBaHMK, NOCBALWEHHOM BOMNPO-
Cy AOCTyNHOCTM My3eeB B Poccuu 3, npoBeseHHOM
LieHTpom npuknagHbIX 3KOHOMUYECKUX UCCaeso-
BaHWI 1 paspaboTtok HNY BLLS, aBTOpSbI BhIAENM-
NN yeTbipe KNHOYEeBbIX HanpasBaeHna AOCTYMHOCTU
My3eeB: 3KOHOMWNYECKUN, NPOCTPaHCTBEHHO-
BpPeMeHHOM, 0bpa3oBaTebHbIN U COLMaNbHO-MNCUXO-
nornyeckumii. Tak, aBTOpbl UCCNEA0BAHNA BbIAENAIOT
TakK Ha3blBaEMYH «AUCKPEAUTUPOBAHHYO Tpynny»
HaceneHwus, KOTopas U30AMpPOBaHa OT UHCTUTYTa My-
3es Mo psagy 06beKTUBHbIX MPUYNH U NPUBOAAT CTa-
TMCTUKY, 4TO B Poccum Tonbko 10% my3eeB nmeroT
cneunannsMpoBaHHoe obopysoBaHWe As Ntogen
C OrpaHMyYeHHbIMN BO3MOXHOCTAMU?, NpnYemM peyb
TaMm naeT MMeHHO 06 obecneyeHn MOBUAbHOCTH.
Mpu 3TOM KOMaHAa AcakaBbl, yNOMSHYTbIE BblILUE,
roKasanu, 4To ANs NOAEN C HapyLIEHUAMUN 3PEHUS
CyLLLeCTBYIOT TPU OCHOBHbIE KaTeropuu AOCTYMNHO-
CTW, KOTOpble TPebYOT peLleHus: a) Nnpobaemsl
C MOBMILHOCTbLHO, 6) MPOBAEMBI C CAMOCTOATE/ILHOM
OopvieHTauneln 1 B) HEAOCTYMHbIA KOHTEHT, TO eCTb
baKTMUeCckm OTCYTCTBME HEBU3YasIbHbIX aNbTEPHATUB
My3€eMHbIX 3KCMOHATOB.

KoHBepreHTHble TexHoNOrMmM (converging techno-
logies) npeacTaBastoT CO6OM CUHTE3 HECKONbKUX
TUMNOB COBPEMEHHbIX TeXHONOrni. B kauecTse
BEAYLLMX TEXHOIOTMIA OCBOEHMA apT-NPOCTPaHCTBa

2. Asakawa S., Guerreiro J., Ahmetovic D., Kitani, KM., & Asa-
kawa, C. The present and future of museum accessibility
for people with visual impairments // In Proceedings of
the 20'th International ACM SIGACCESS Conference on Comp-
uters and Accessibility, 2019. S. 382-384.

3. A6aHkuHa T. B, [lepraues N.B., Punatosa J1.M. loctynHocTb
POCCUNCKUX My3€eeB: BHYTPEHHVE 1 BHELLHWe GaKTopbl BAWSA-
HuA. // XV Anpenbckas mexzayHapoaHas HayuHas KoHdepeH-
Lus no npobaemam pasBUTUS SKOHOMUKM 1 obLiecTBa. Bbic-
Lwas wKoaa skoHoMukn, Mockaa, 2014.

4. Ibid.

Mbl paccMaTpvBaeM MHPOPMALMOHHbIE TEXHOJIO-
rmn, M v ceTeBble TEXHONOTMW, Kyia OTHOCUM TeX-
Hosnormm Augmented Reality (AR) — gononHeHHon
peanbHocTy, Virtual Reality (VR) — BupTyanbHOM
peanbHoctk, Mixed reality (XR) - cmelsaHHoW pe-
anbHocTw, Virtual Environment (VE) — BupTyanbHoe
OKPY>KEHWE MM 06BEKTbI, KOTOPbIE CO3Aat0T AOMOA-
HUTe/NbHblEe N3MePeHNs, JOCTYMHbIE Jaxe A/1A noce-
TUTENEN, UMEROLLMX CIOXKHOCTM C BU3yanbHbIM UAN ay-
AvanbHbIM BocnpusTvem. «MHpopmMaLmoHHas goctyn-
HOCTb» My3eMHbIX 3KCMO3MLMIA, CEMUOTMKA NPON3Be-
AEHWIA NCKYCCTBA TECHO CrjleTeHa C BO3MOXHOCTAMM
yyBCTBOBaHUs cybbekTa. C MCNOAb30BaHNEM TaKMX
TEXHOJIOTUIN CEMNOTMKA MY3EMHOrO NMPOCTPaHCTBa
1 NPOV3BEeAEHNIN NCKYCCTBA CTAaHOBATCA MPOCTPaH-
CTBOM paBeHCTBa BO3MOXHOCTel, npuobpeTaer
KauecTBO MHK/IHO3MBHOCTW: BCE NOCETUTENIN NOyYa-
FOT pacLUNpPEHHbI TeNIECHbIA OMbIT U MOAHOLLEHHOE
3MOLMOHA/IbHOE U XYA0XXECTBEHHOE MepexmBaHue.

3aboTa 0 BKAKOUYEHUWN B KPYT CBOEWN ayAnTOpUM
TakuX 0AEeN CTasa HEOTbEMIEMOM YacTbto pPaboThbl
Ntob6Oro COBPEMEHHOTO My3€esi U TEMOM Pa3NNUHBIX
MEXAMCLMMIMHAPHbIX ccnegoBaHnii. Hanpumep,
YYaCTHWKN UCcCnesoBaHuns, NpoBegeHHOro AcakaBa
1 KOMaHZAOoM cpeamn ntoaeri ¢ npobaemMamu 3peHuns®,
NoAYepKHYIN CBOE XeNaHWe NMeTb HE3aBUCUMbI
OMbIT NOCELLEHNA My3€esl C MOMOLLbH MHCTPYMEH-
TOB, KOTOpble obecneymBatoT NMOMOLb B HaBU-
raunm n nogpobHoe KOHTeKCTyallbHOe 3ByKOBOE
COMNPOBOXAEHME 3KCMOHATOB. PocT nonyasapHocTu
cMapTHOHOB 1 yCcTpolicTB loT (MHTepHeTa BeLlei)
3a nocnejHee AecATnaeTMe NOMOT HaM NPUBAN3UTL-
€A K pa3paboTke MHCTPYMEHTOB, KOTOPble MOr/V bbl
npesocTaBuUTb NOAPOOHYHO MOMOLLb B HaBUraLum
C NMOMOLLbIO Pa3ANYHBIX TEXHOMIOTUI, CPeaun KOTOPbIX
TEXHO/IOTNIN NOKaAN3aLUN U IOKaNbHOTO NO3MLMO-
HupoBaHwua: Wi-Fi, Bluetooth ¢ Hu3kunM 3Hepronotpe-
6neHnem (BLE), BbicOkOTOYHOE NO3NLMOHNPOBaHME
no yray npubbITMA CUrHana, pagmMoYacToTHas UAEH-
Tmdunkayms (RDIF) n cBepXLIMPOKONOAOCHbIE CUT-
Hasnbl (UWB) n apyrue °.

TexHONOrMA BUPTYabHbIX CPej CTaHOBUTCA BCe
6onee pacnpocTpaHEHHOW B MeAULMHCKON pea-
6uanTaumm, obpasoBaHUM N TPEHMPOBKaX, Urpax

5. Asakawa S., Guerreiro J.,, Ahmetovic D., Kitani, KM., &
Asakawa, C. The present and future of museum accessibility
for people with visual impairments // In Proceedings of the
20'th International ACM SIGACCESS Conference on Computers
and Accessibility, 2019. P. 382-384.

6. Zafari, F., Gkelias, A., & Leung, K. K. A survey of indoor
localization systems and technologies // IEEE Communications
Surveys & Tutorials, 2019, Vol. 21(3). P. 2568-2599.

1 passeveHusx. Tak, Bce 6oblue BHUMaHWSA yaens-
€TCA NPUMEHEHUIO 3TUX TEXHONOTUIN ANS MOBbILLE-
HWS KauecTBa 0bpa3oBaHUs, ero nepcoHaansalmm
1 r1yOuHbI OCBOEHUWS MaTepuana yepes UMMepCmB-
HOCTb, paclnpeHne obpasoBaTesbHOro OnbiTa
N NOBbILLEHME BOBNEYEHHOCTA .

OCOBHAKOM CTOAT TakXKe MOAXOAbl K PeLUeHUIO
nNpob6JeM NCUXONOTMYECKUX PACCTPONCTB (Hanpw-
Mep, Tepanmm Gobrueckmx paccTPoOnCTB), coLmanm-
3aUMM 1 OAMHOYECTBA, KOTOPbIe TakXe BKAOYAOT
ncnosb3oBaHne AR/VR-TexHosnormin. Tak, yxe no-
Ka3aH NoTeHLMaN 3TUX TEXHONOTUIN B COLMaNbHON
afanTaLmmn NtoAen C BbICOKOW COLMaNbHON TPEBOXK-
HOCTbIO®, CTpajatoLmx OT YyBCTBa OAMHOYECTBA
N reHepann3oBaHHOW TPEBOXHOCTU?, 6OpbLOLI
C OAMHOYECTBOM U AeMEHLMIA Y MOXUABIX Nroaen ™.
Tak NoAyYMAn WNPOKYH NONYASPHOCTb Takne Npo-
ekTbl kak Second Life n VR Chat, koTopble no3Bso-
NAOT NMOAAM C OrpaHNYEHHBIMY BO3MOXHOCTAMU
NN OCOBEHHOCTAMMN BHELLHOCTM MYTEM CO3JaHunsA
aBaTapoOB akTVMBHO y4acTBOBaTb B COLMaNbHbIX UH-
Tepakuymax. Hawymena takxe ncropusa o VR «Te-
pannmn BOCMOMUWUHAHUI» AN MOXMWAbIX OANHOKNX
nosen n 60/bHbIX AEMEHLMEN, KOTOPas MO3BOASA-
Na nAaM BO3BpaLLaTbCs B BOCMOMWHAHUA NPOLLU-
Abix net". IHKAH03MBHOCTb BUPTYabHbIX MUPOB
NO3BOAAET NHOAAM MPEOAONETb OrpaHNYeHns Gu-
31M4YeCcKoro Mupa. 3TW NpPUMepPbl NOATBEPXKAAOT
Haanuue elle OAHOro U3MEPEHMA HEAOCTYMHOCTH
My3eeB — COLMaNbHO-MCUXON0TMYeckoe, KOTopoe
XapakTePHO ANS NHOAEN C HU3KOW TONEPAHTHOCTbIO
K COLMANbHOMN CTUMYASLMW, B PE3Y/IbTaTe YErO OHU
HaMepeHHO OTKa3blBatOTCA OT MAOTHOrO B3aMMO-
LEACTBUA C peasibHbIM MUPOM.

Cpean oTeueCTBEHHbIX UCCegoBaTeNel, 3a-
HMMalOLWMNMCA BONPOCOM AOCTYMHOCTU My3€eeB
AN NOAEN ¢ orpaHUYeHHbIMU BO3MOXHOCTAMMU,

7. Beckem J.M., Watkins M. Bringing life to learning: Immersive
experiential learning simulations for online and blended
courses / Journal of Asynchronous Learning Network 16(5).
2002. P 61-71

8. Cwm, Hanpumep, Nexhmedin M.t al. Meta-analysis of virtual
reality exposure therapy for social anxiety disorder // Psycho--
logical Medicine , Volume 53 , Issue 5, April 2023 ,
pp.2176-2178

9. Cwm, Hanpumep, Kenyon, K., Kinakh, V. & Harrison, J. Social
virtual reality helps to reduce feelings of loneliness and social
anxiety during the Covid-19 pandemic. Sci Rep 13, 19282
(2023).

10.. Cm., Hanpumep, Veldmeijer Lars et al. Reframing loneliness
through the design of a virtual reality reminiscence artifact
for older adults. 2020. P.407-426

11. Cm. Hanpumep, Matt Fuchs gna New York Times V.R. ‘Remi-
niscence Therapy' Lets Seniors Relive the Past // https://www.
nytimes.com/2022/05/06/well/mind/virtual-reality-therapy-
seniors.html
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MOXHO 0TMeTUTb paboTbl C.H. n O.M. BaHbLuMHbIX,
W.H. JoHuHol, H.A. Bpesckoin, H.B. Motanoso
N APYruX.

Ba>kHO oTmMeTuTb, UTO UccnegosaHna VR/AR/VE
BCe ellle NPOoAoMKaroTCA. XOTA pe3ybTaTbl ABASIOT-
cA MHOroobellarWwmMmMmn, HeobxoAUMbl AOMONHU-
Te/IbHble UCCIeL0BaHMSA, UTOObI MONHOCTbIO NOHATb
AONTOCPOYHBIE NOCAeACTBUA U 3PHEKTUBHOCTL ITUX
TexHoNorumn. Tak, oTAeNbHbIM HanpaBaeHNeM ANs
nccnesoBaHU ABASETCS BCECTOPOHHEE U3yyeHune
BAVISHUA NCMOAb3YyeMbIX TEXHONOMMUYECKMX JOCTMXKE-
HWI, KOTOPbIe 3aTparvBatoT CEHCOMOTOPHbIE MpoLiec-
cbl yenoseka. CornacHo ucciesoBaHUsAM NoA0bBHbIe
MOTYT OKa3blBaTb Kak npejHaMepeHHOoe, Tak 1 He-
npesHamMepeHHoOe BO3AENCTBME UCMONb3YEMbIX CPes,
BMPTYaNbHOW Cpeabl, HaNpuUMep, Ha LLeHTpaibHYyHO
HEePBHYH cucTeMy . ITOT BNOK UCCAELOBAHUN
He 3aTPOHYT B paMKax AaHHOW paboTbl, koTopas cdo-
KyCMpoOBaHa Ha M3y4YeHUn NoTeHLmana KpaTkoBpe-
MEHHOrO MCMOJ/Ib30BaHWA TEXHONOMMIA Noj 3aaum
pacLIMpPeHns AOCTYMHOCTM NUCKYCCTBA U YYBCTBEH-
HOro OnblTa YesioBeKa B LLE/IOM.

OgzHako NoTpebHOCTb B HAAEXHBIX W JOCTYMHbIX
TEXHO/IOTMAX NO-NpPeXxHeMy akTyanbHa. Vicnonb3o-
BaHWe KOHBEPTEHTHbIX TEXHOOTUIA A5 paclUMpeHus
AOCTYMHOCTM My3€eeB NepekAnKaeTca C MpUHLMNamu
YHUBEPCaNbHOrO An3aiHa ™, kntoueBon naeen puno-
CcodunM KOTOPOro ABASETCA CO3A4aHNE NPOCTPAHCTB,
WHCTPYMEHTOB U CUCTEM, KOTOPblE CBOAAT K MUHW-
MyMy MMetoLLnecs bapbepbl AnA NOAeN C OrpaHu-
UYEeHHbIMW BO3MOXHOCTSIMM U MOBbILIAKT YA06CTBO
MCMONb30BaHUA A5 LUIMPOKOTO Kpyra noJsib3oBaTesne.

2. PACLUMPEHUE YYBCTBEHHOTO
OMbITA C MOMOLLLbFO KOHBEPTEHTHbIX
TEXHONOTNM

Pa3BnTME KOHBEPreHTHbIX TEXHONOMMIN HaLNo
npumeHeHve B chepe NCKyCCTBa: BCE Yalle NoABAA-
rOTCS HOBble GOPMbI apT-06BEKTOB, paclunpstoLLme
cdepy YyBCTBEHHOCTU 3pUTENs Yepe3 COBPEMEH-
Hble KOHBEPreHTHbIE TEXHOIOTUW, B YaCTHOCTMK TeX-
Hosorui AR, VR, XR, NFT — HeB3anMo3aMeHsAeMbIX

12. Cwm., Hanpumep, Wright WG. Using virtual reality to augment
perception, enhance sensorimotor adaptation, and change our
minds. Front. Syst. 2024. Neurosci 8:56, Simon Shahid, Joshua
Kelson, Anthony Saliba. Effectiveness and User Experience
of Virtual Reality for Social Anxiety Disorder: Systematic
ReviewJMIR Ment Health. 2024; 11

13. Story M.F,, Mueller J.L, Mace R.L. The Universal Design File:
Designing for People of All Ages and Abilities. Center for
Universal Design, NC State University, 1998. S.170.
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TOKEHOB W APYruX, CyLLECTBYHOLLUX B LLUGPOBOM Mpo-
CTpaHcTBe.

Tak, B cBoel ancceptauunm OpaHuecka Abpec-
CW, NOCBSAILLEHHOW N3YYEHWUIO MPUMEHEHUS TEXHO-
nornin AR/VR B NpOCTpaHCTBE My3€eeB, YTBEPXKAAET,
4TO UM POBbIE TEXHONOTNWN, OCOBEHHO Te, KOTOPble
CO3/at0T 3axBaTbIBatOLLMIA ONbIT, yHAAMEHTANbHO
MEHSAIOT TO, Kak Mbl BOCMPUHNMAEM 1 MOHUMaeM
nckyccTBo 1 aptedakTtbl B My3esax'. B guccepta-
LUUKN aBTOP paccMaTpPMBAET, Kak Takme TEXHOOrmK,
kak AR, VR 1 undpoBble 3KCMoHaTbl, KOTOpble Npeob-
pasytoT My3eliHble MPOCTPAHCTBA U CO3/at0T HOBbIE
BO3MOXHOCTW A/151 B3aUMOZENCTBUSA C MOCETUTENS-
Mu. KoHuenums norpy>eHusa 3aHMMaeT LeHTpasb-
Hoe MecTO B obcyxaeHun. ABTOp uccaegyer,
KaKk UIMMepPCUBHbIE TEXHONOT MW MOTYT MNEePEHOCUTb
noceTUTeNen B pasHoe BpPeMs U MeCTa, CnocobCTByS
6onee rnybokom CBA3N C My3eMHbIMU KONNEKLN-
SIMM, BbIXOASA 3@ PaMKW NPOCTOro pasBAeyYeHus.
Takve TeXHONIOTUM HauMHatoT Takum 0b6pasom urpatb
poJib B 06pa3oBaHNM, UHTEPPETaLUN U KpUTUYe-
CKOM MbILUJEHWN 06 UCKYCCTBE U KYAbType.

OpfHaKo KOHBEPreHTHble TEXHONOTMM MOTYT pac-
LWNPATb ONbIT Kak 06bIYHOrO YesnoBeKa, Tak U Nto-
Aei C orpaHNUYEHHbIMU BO3MOXHOCTAMMU, NpUYeM
COBepLUEHHO pa3nnyHbiM obpa3oM. KoHBepreHT-
Hble TEXHOIOTNM NO3BOAAOT TpaHcGOPMMpPOBaTb
CYLLECTBYHOLNN apT-00BbEKT B ApYyrne UyBCTBEH-
Hble GOpPMbl NAN AOMNOAHUTL HOBbIMU. [Mepcnek-
TUBHOCTb NMOCTPOEHUS MHOTOPYHKLNOHaNbHOCTH
KaHa 0B KOMMYHUKaLUN MPOM3BEAEHNS UCKYCCTBA
CO 3puTeNnemM No3BOJIAET CAeNaTh OMNbIT ero BOCNpUA-
TWS NOJIHEE A/ BCEX KaTeropuii NtOAEN, He NCKtoYas
Tex, UbM BO3MOXHOCTN OrpaHuYeHbl. BaxHo pac-
CcMaTpuBaTb KOHBEPreHTHble TEXHONOTMN He NPoC-
TO KakK caMolenb, Kak HOBYto GpopMy camoBbIpa-
KEHWSA U MHCTPYMEHTapuii 418 TBOPUYECTBA, HO Kak
CPeAcTBO pacwiupeHus 4y8cmeeHHOCMU U 803MOX-
Hocmeli KOMMYHUKAQYUU C NOCETUTENEM, KaK MHCTPY-
MEeHTapWin COBMECTHOrO B3auMoOAeNncTBusA. B Takom
Cnyyae BO3MOXHO NOAAEpP>KMBaTh AManor Mexay
Npoun3BeAeHNEM 1 3pUTEIEM B TOW UAN MHOWN dop-
Me, a OrpaHNYeHNa Kaxaoro — byayT vLb 3aja-
BaTb YHMKa/bHble CYyObEKTUBHbIE TPaHMLbl TakOro
BOCMPUATUA N HOBblE TOPU3OHTbI MHTEPNpEeTaLmm.

MprMepbl NCNOAb30BaHMA KOHBEPTFEHTHbIX TEX-
HONOTWMI ANA paclMpPeHMs OMnbiTa NoJsib3oBaTe-
Nen A0CTaTOYHO, UTOObI OXapakTepM3oBaTh MX Kak

14. Albrezzi, Francesca. Virtual Actualities: Technology, Museums,
and Immersion. Thesis/dissertation. 2019. https://escholarship.
org/content/qt5'tc2'q2'dt/qt5'tc2'q2 dt.pdf?t=pskl8'x

npuaaHne My3eiHOM 3KCMO3NLUN «4ONOAHUTENBHOTO
n3mepeHus». OBLLMIA NOAXOL 3aKNHOUaETCs B TPaHC-
dopmaumn n nepegade nHdopmavimm, Kotopas HeaocC-
TYMHa A0AAM C OrpaHMYEHHbIMU BO3MOXHOCTAMMY,
nocpeactsoM GOpPMbI, AOCTYMHOM AN HAX, MHBIMM
CI0BaMu, peydb NAEeT O CO3A4aHUN AOMONHUTENbHbIX
MOAaNbHOCTEN. ITOT TPEHS, 3aPOAUACA C TeX Nop,
KaK KOHBEPreHTHble TeXHOJOTMM Hayaam akTMBHO
NPUMEHATb ANA BOCCTAHOBAEHUA YTPaUeHHbIX
WA OTCYTCTBYHOLLIMX BO3MOXHOCTE OpraHOB YyBCTB
y Ntofen nytem 3a4eiCcTBOBaHUS afbTePHATUBHBIX
bYHKLMI € NCNONb30BaHMEM KOHBEPTreHTHbIX TEXHO-
norunin. Cpean Nofo6HbIX NPUMEPOB MOXHO Bblje-
NNTb «BMOHNYECKUIA F1a3», INEKTPOHHBIA MMMaHTaT
ceTyatku, pa3paboTaHHbIn koMnaHuen Second Sight
cnctema «Argus |1» 1 BXMBAEHHBIN cnenoit PpaH
®dapryc, UTo BepHYNO el BO3MOXHOCTb BUAETb. [py-
rov NnpumMep — CO3AaHWe CUCTeMbl «4yBCTBEHHOTO
3peHna», CKaHMPYHoLLe NPOCTPaHCTBO M TPaHCAN-
pytoLLen n3obpaxeHre Yepes CUCTEMY SN1EKTPOLO0B
Ha Tesie YesoBEKa, YTO NO3BOJIAET TEM CaMblM CO3-
faTb «4YBCTBEHHYIO» CXeMy MpocTpaHcTBa. Mox-
HO BCMOMHUTb XyAOXHWKa, akTUBKCTa 1N Knbop-
ra, Hnna XapbuccoHa, cTpasaroero BPOXAEHHOM
axpomaToncuei, ero onbIT NOKa3bIBaeT, Kak «ocTe-
OUWHTErpauus» crnewumasbHOW aHTEHHbI B €ro Yepen
NO3BOJIAET MY «C/IbILaTh LBeTa».

YcTpoiicTBa Ha OCHOBE TEXHONOMMN CMELLaHHOM
peanbHOCTY, TakMe Kak, Hanpumep, ronorpaduyeckoe
yctporncTteo HololLens ot Microsoft, ycnewHo npoge-
MOHCTPMPOBaAN CNOCOBHOCTb MOAAEPXKUBATL OMNTH-
Ky 3pWTeNbHOro BOCNPUATUA Ha NpuMepe n3beraHus
NpensaTCTBMIA, NOHUMaHWA cueHbl, GOpMUPOBaHUA
MPOCTPaHCTBEHHOM NamMATU U HaBuraumm'™. Tak npo-
eKTHasa rpynna coTpyaHnKoB YHuBepcuteta bepkan,
KanndopHus, pabotana c yctpoicteom HoloLens,
MCNONb3Ys BO3MOXHOCTN CO34aHUs aNbTepPHATUBHOM
3BYKOBOW CMCTEMbI HaBUraLmm B NPOCTPaHCTBeE
Ha OCHOBE 03BYYMBaHWA N 3BYKOBOW KOAMPOBKM
npouecca HaBurauum (MPUBANXKeHUs, yaaneHus
NnoJib30BaTeNst OT KOHKPETHbIX 06bEKTOB) ANA Cie-
nbixX U chaboBuasLimx arogen'®. Cuctemsl Ha OCHOBe
KOMMbIHOTEPHOrO 3pEHUS, KOTOPbIE TaKKe UCMOb3Y-

15. Cm., Hanpumep, Grayson, M., Thieme, A, Marques, R, Massiceti,
D., Cutrell, E., & Morrison, C. (2020, April). A dynamic Al system
for extending the capabilities of blind people. In Extended
Abstracts of the 2020 CHI Conference on Human Factors
in Computing Systems (pp. 1-4); Liu, Y., Stiles, N.R,, & Meister,
M. Augmented reality powers a cognitive assistant for the
blind. 2018. ELife, 7.

16. Fox D. et al. Augmented Reality for Visually Impaired People
(AR for VIPs). University of California, Berkeley // School
of Information MIMS Capstone Project Report. May 2019.

FOTCS B TEXHONOIMAX JOMOJHEHHON peanbHOoCTM AR,
MOryT 06ecneyunTb BO3MOXHOCTb TOUHOW JIOKaIn-
3auun. Yepes Npsamyro TpaHCASLMIO C BUAeOKaMe-
pbl aArOPUTMbl KOMMbIOTEPHOTO 3PEHNS BbISABAAIOT
YHUKaNbHble 3aKOHOMEPHOCTU B OKpY>KatoLLel cpe-
[ie, OTC/IeXMBas B AVHAMUKE BUAEOKAAPOB OTHOCK-
TeNbHOE NoJoXeHWe 06BEKTOB cpeabl. JocTxeHns
B 0671aCTV BbIYNCANTENBHON MOLLHOCTM cMapTdO-
HOB, CZieNanv BO3MOXHOCTM AOMOJHEHHOW peanb-
HOCTU LUIMPOKO AOCTYMHBIMWU Ha MHOTUX YCTPOMCTBAX.
Moaxoa K BCromoraTenbHbIM TEXHONOTUAM Npearno-
NaraeT 3aMeHy 3TUX BUPTyasibHbIX 06 bEKTOB HEBU-
3ya/ibHbIMM a/ibTEPHATMBaMW, TaKMMW KaK 3BYyKOBOE
onvcaHue, KOTopoe cpabaTbiBaeT, Korfa yCTponCcTBO
npubamxaetcs K 06beKTY.

Mopo6Hble pelueHns oTpaxatoT obLee ABuKe-
HWE TEXHOIOTMYECKOTO Pa3BUTUA 1 3aJat0T AasibHen-
LN BEKTOP 415 MPUMEHEHMUS MOAO0OHbIX peLleHnia
BO BCex chepax XM3HWU, B TOM yucie B chepe
MCKYCCTBA M B MPOCTPaHCTBE My3es.

PaccmoTpumM nogpobHee npumepsbl n3 obaac-
TV UCMOJ/Ib30BaHUA KOHBEPreHTHbIX TEXHOOM NI
A1 CO34aHNA UIMMEPCUBHBIX, MHKAHO3MBHbIX U AOC-
TYMHbIX MYy3€€B A/ FOAEN C OrpaHWUYEHHbIMW BO3-
MOXHOCTAMW. [lONONHEeHHas peasbHOCTb — 3TO Cpe-
4.3, B KOTOPOW LMPPOBOM KOHTEHT «MPUBA3bIBAETCS»
K d13MyeckMm obbekTaM, OKpPy>KaroLWmM MoJib30Ba-
TeNs, U NPeACTaBAAETCA B BUAE HaNOXeHNA Yepes
NPOEKUMOHHbIE ANCTAEN UAK N306paxeHns C KaMe-
pbl Kakoro-1mbo ycTpoincTBa, Hanpumep, cMapTdoHa.
AR KaK TeXHONOrnA NPenMyLeCcTBEeHHO NCMNOoJb30-
Basiacb A5 BU3yasIbHOTO pacluMpeHns Grusnyeckmnx
npoctpaHcTB . OgHako dyHAaMeHTaNbHbIE TEXHONO-
rMn JOMOJIHEHHON peanbHOCTW (Hanpumep, obHapy-
KEHWe 1 OTCNeXMBaHWe N306paXKeHUI, a Takxe WX J1o-
Kasv3aums 1 kaptorpadrpoBaHme), Tak)Ke MOXHO
MCNoNb30BaTh A8 PaCUMPEHUSA NPOCTPAHCTB C MNOo-
MOLLbHO APYIUX CEHCOPHbIX MOAAbHOCTEN, Hamnpw-
Mep, 3BYKOBBIX U TaKTU/bHbIX OLLYLLEHWN.

Micnonb3oBaHMe KOHBEPreHTHbIX TEXHOOT U,
B YaCTHOCTK TexHosormi AR/VR B Liesisix paclumpe-
HWS OMbITa BOCMPUATUSA NMPOU3BEAEHUA UCKYCCTBA —
3TO CaMOCTOATENIbHOE HanpaBeHWe A1 NCCAel0Ba-
HWSA 1 pacLuMpeHne NPaKTUKU B Ka4ecTBe NoAs As
COTBOPYECTBA M KOANabopaLmii C KOHEYHBIM NOJIb-
3oBaTeneM. HectaHgapTHble peLleHns C UCNob30-
BaHWEM KOHBEPTreHTHbIX TEXHOJIOTUIA pPacLLUMpPSAIOT
OMbIT BOCMPUATUS MPOV3BEAEHUNS UCKYCCTBA, 3a4at0T

17. Cherukuru, N.W., & Calhoun, R. Augmented reality-based
Doppler lidar data visualization: Promises and challenges //
EPJ Web of Conferences, 2016, Vol.119, S.1406.
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HOBble U3MePEeHMS, a TakKe CO34at0T NoJie A/si HOBOM
nHTepnpeTaumm. Kpome T0ro, BOIMOXHOCTU Npu-
MEHEeHMA NoA0OHbIX TEXHONOT NI TPebyroT TECHOro
B3aMMOJAENCTBUSA C KOHEYHbIM UX MOJIb30BaTENEM
N COBMECTHOrO MPOeKTMPOBaHUA. Tak, BKIOUEeHNe
pacno3HaBaHMWA XeCTOB C MPUMEHEHNEM TEXHOIO-
TMA LOMOJIHEHHOM peanbHOCTU — HOBas Napaamr-
Ma ayAMo-TaKTUAbHOTO B3aMMOZeNcTBUs. XXeCToBbIN
NHTepdelrc No3BOASET NOMb30BATENO UCCNEA0BaTb
6am3nexalline obbeKTbl NN OKPYXatoLLy cpesy
€CTeCTBEHHbIM 06pa3oM, NyTeM NMPUKOCHOBEHWN,
KEeCTOB YKa3aHWs U APYrMMHU, 3ajiaBas BEKTOP WH-
TepecyroLLEero MeCTONOIOXKEHNS UAN HaMNpPaBAEHWS.
JononHeHne/paclumpeHne peanbHOCTN NPONCXOANT
B BMAE UHDOPMaLMM AOMNONHNTENBHOW MOAAIbHO-
CTW, B BMAE aHHOTaLMI, CBA3AHHbIX C MECTOMO0-
XEHWEM WM HanpaBieHWEM YKa3aHHOrO XecTa's.

Oxenmc M. KobnaH n Jxowya Mune B cBo-
el paboTe, NOCBALLEHHON 0630pYy CyLLECTBYHOLLMX
NPUNOXKEHNA AOMOJHEHHON peasbHOCTN A/ CAa-
60BUAALLNX U NHOAEN C HAPYLUEHUAMN 3peHmna s,
AOMOJIHUTENBHO NPeACTaBUAM ABa NMPUIOXKEHUNS,
pa3paboTaHHble UMW C YHETOM JIMYHOTO OMbITa OJ-
HOro M3 aBTOPOB, KOTOPbIN NNLIEH BO3MOXHOCTU
BuaeTb. [punoxeHune overTHERE nossonser noay-
YaTb MHGOPMaLMIO O BAMKANLWINX AOCTONPUMEYa-
TeNbHOCTSAX, a npunoxeHne CamlO obecneunBaet
AOCTYN K UHGOPMaLmMmM 06 MHTEpPECYrOLLNX MecTax
B popme 3'D-mogeneli u kapt peaseda. Tak, cylie-
CTBYET pAf NPOEKTOB, MOCBALLEHHbIX NCMNOJ/b30Ba-
HWIO TEXHOJIOMMIA AONOJNHEHHON peanbHocTn (AR)
419 NOBbILEHWA AOCTYMHOCTM NPOCTPaHCTBa My3e-
€B A/1a cenbiX 1 cnabosuaawmx aroaen. Astopsl
(Yepykypy HuxaHT n coaBTOpbI) O4HOIO N3 TaKMX
NPOeKTOoB, B 60JIbLLIEN CTENEHN OPUEHTUPOBAHHbIX
Ha acnekT HaBMraLuu, B3sn 3a OCHOBY knaccudu-
KaLMto Tpex TUMOB 3aja4y Nno OpMeHTaLmnmn 1 Noncky
nyTv (nepeBog, ¢ aHraminckoro: “wayfinding”) B und-
POBbIX MPOCTPAHCTBAX, CTOALWMX Nepes NoAbMN
C OrPaHNYEHHbIMY BO3MOXHOCTAMM, pa3paboTaHHyo
nccneposatenamu Pygonsdom JapkeH n xoHom
CanbepTtom?!, 1 onmparoTcs Ha 3ajaun opueHTa-

18. Coughlan J.M., Miele J. AR4'VI: AR as an Accessibility Tool for
People with Visual Impairments // 2017 IEEE International
Symposium on Mixed and Augmented Reality (ISMAR-
Adjunct), 2017. S.288-292.

19. Ibid

20. Cherukuru N., Manuel, Rayvn L., AJ, Scheitlin T., Bhagchandani
B. Using Augmented Reality (AR) to Create Immersive and
Accessible Museums for People with Vision-Impairments //
MW21: MW 2021, 2021.

21. Darken, R.P., & Sibert, J. L. Wayfinding strategies and behaviors
in large virtual worlds // Proceedings of the SIGCHI conference
on Human factors in computing systems, 1996, SS.142-149.
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UMM B MPOCTPAHCTBE C LeNb0 KOHKPETHOro 06b-
eKTa, Ybe pacrnosioXeHne 3apaHee He U3BECTHO,
M Ha 3aZayy No NCccaeoBaHNIO OKPYXeHus. ABTO-
pbl NPOEKTa NPEAJIOXNAN NOAXOA K MOUCKY NyTH,
OCHOBaHHbI Ha JOMNOJIHEHHOWN PeanbHOCT N OBbHa-
PY>KEHUN N306paxKeHnn. NpunoxeHne C OTKPbITbIM
NCXOAHBIM KOAOM, pa3paboTaHHOe 3TOW rpynnown
nccnesoBatesieit, NO3BOASET KypaTopam BbICTaBOK
N COTPYAHMKaAM My3es f06aBNATb 3BYKOBbIE BUPTY-
aNbHble MeTKM K 0bbekTaM 1 n3obpaxeHnsam dusm-
YeCcKOoro Mupa, KOTopble aKTUBU3MPYHOTCA B MOMEHT
npunbANKeHNa MOBUABHOMY YCTPOMCTBY NoceTUTe-
NIl C yCTAHOB/IEHHbIM Ha HEM MPUJIOXKEHNEM.

CyTb paboTbl MPUNOXEHWS 3aKNtoUaeTca B paboTe
C KOHTEKCTHO-3aBUCUMOW MHPOPMaLMER, JOCTYNMHOM
4151 KOHKPETHbIX MOoJ/b30BaTeNe U NO3BOASIOLLEN
MM aBTOHOMHO MCCNes0BaTb NPOCTPAHCTBO My3en
1 3KCMOHaTbl B HEM. DTOT MOAXOS, BbIMNOAHAET J0Ka-
N3aumio «B TexHWke HabatoaeHus nsnytpu» (Me-
peBog ¢ aHranckoro: “looking out”), npu KoTopom
NoKann3aumns BbINOJHAETCA Ha YCTPOMCTBE, CKaHW-
pytoLeM oKpy>KatoLLyto cpedy?2. MNMpenMyLLecTBoM
NCMoab30BaHMA TexHoorMn AR B 3TOM Ciiyyae MOX-
HO Ha3BaTb BbICOKYI TOYHOCTb JlOKanmMsaummy,
OTCYTCTBME HEOBXOAMMOCTU NPOBEAEHMNN CEPbE3HBIX
NHPPaCTPYKTYPHbIX U3MEHEHWUI A8 NOBbILLIEHUS
AOCTYMHOCTY MPOCTPAHCTBa M 3KCNO3NLMIA My3es,
CHUXEHHbIA pUCK NpobaemM ¢ KoHbOMAEHUNANbHO-
CTbO NPUNIOXEHUSA, KOTOPOMY He TpebyeTcs focTyn
K KakKnm-nnbo nepcoHanbHbIM AaHHbIM. [Mepcnek-
TUBbI MPUMEHEHNS CMaPTPOHOB A Lenelt NoBbI-
LWEeHNA JOCTYNMHOCTU My3€eeB Yepes MPUIOKeHWS,
ncnonb3ytowme BCTpoeHHble APl-nHTepdelics!
AOMOJIHEHHOW peanbHOCTM oueBUAHbI. [Tog06HbIe
peLLleHna Takxke No3BONAT MCMOb30BaTb O6HOB-
NeHna obopysoBaHMA U onepaLMoOHHOW CUCTEMDI
C MUHUMaNbHbIMU N3MEHEHUSAMUN B MPUNOXKEHMUN.

HoBble nHTepderichl, Takme Kak, HanpumMep, Tak-
TWAbHbIE UHTEPDENCHI?}, CUHTETUYECKNE AMHAMMUKM,
pacrno3HaBaTeN ro0COoBbIX KOMaHA, MO3BOAAIOT
MCNONIb30BaTb €CTeCTBEHHblEe KaHa/bl CBA3M 6e3
NPYMEHEHNA ONoCpeayOLLMX B3aMMOAENCTBUN,
HO NPUBbIYHbIX KNABUATYypPbl 1 MbILLKW. HoBble NoA-
XOAbl K OpraHv3aLmy B3aMMOAeNCTBMA YenoBeKa
M MaLlWH He ToNbKO 6osiee MHTYUTUBHbBI 1 NMO3BO-
NAOT YBENNYNTD KOUYECTBO U BUA MHbOPMaL MK,

22. Gourlay, M.J., & Held, R.T. Head-Mounted-Display Tracking
for Augmented and Virtual Reality. Information Display, 2017,
Vol.33(1). S.6-10.

23. Salisbury K., Conti F., Barbagli F. Haptic rendering: Introductory
concepts // IEEE Computer Graphics and Applications, 2004,
Vol.24, 2. S.24-32.

KOTOpasa CTaHOBMUTCA JOCTYMHa NoJjib30BaTeNto.
Tak, MyAbTUMOZaNbHblE MPUIOXKEHNS NCMONb3YIOT
pas/IvyHble KaHabl MOJyYeHUs MHPopmMaLmm (3pe-
HWe, ocA3aHue, 3BYK, A3bIK U Ap.) B UHTErPUPOBAHHOM
N «N36bITOUHOM» BUAE?. M366IMOYHOCMb Npes-
CTaBAfAET OAHY U Ty Xe nHpopmaLmro noammopd-
HbIM 06pa3oM, YTOObl COOTBETCTBOBATb KOHKPET-
HbIM BO3MOXHOCTAM MoJb3oBaTens. 36bITOYHOCTb
Kak KJFOUEeBOWN MPUHLMM NMO3BOJSIET NHOAAM C Orpa-
HWYEHHBIMV BO3MOXXHOCTAMMW CMPaBAATLCA CO MHO-
TMMK acnekTaMu peasbHON XN3HW S,

JlonosHeHe NPOCTPaHCTBEHHBIX JaHHbIX 4OMO-
HUTENbHBIMW B APYrMX MOAANbHOCTAX (TaKTUABHOMO
N aKyCTMYECKOrO B3aNMOAENCTBUA) MPUMEHUTENb-
HO K 3aZlayaM Mo OPUEHTUPOBAHUIO U NepesBu-
XEHUWIO B ropoje nccnefosanock B paboTtax psaa
nccnesoBatesien yxxe He nepBblil rog?e. OgHako no-
LOBHbIE TEXHOIOTMN HaxoaaT cebe NpuMeHeHne
n B cdepe nckyccrea. TexHonorna OMERO 2.0 -
3TO TakOM NPUMEpP KOHBEPFEHTHOW MyJbTUMOAANb-
HOW TEXHOJIOTUW, KOTOpasi MO3BOJISIET JIKOAAM C Orpa-
HWYEHHbIMU BO3MOXXHOCTAMM 3PEHNA NPUOBLLUTLCS
K KyAbTypHOMY Hacneanto?’. Cuctema OMERO?8
fobaBnset K 0O6bIUHOMY BU3yaslbHOMY PeHAEPVH-
ry TakTUAbHOE W aKyCTU4eckoe B3auMOJencTBume.
TakTuabHbIN MHTepdeic, ycTporictBo PHANTOM?S,
MO3BOJISIET NMOb30BATENAM «MPUKACATbCA» K BUP-
TyanbHbiM 3'D-mogensim. 3T0 NPONCXoANT nyTem
NMPUMEHEHMs Ha YPOBHE PyKM CUAOBOW 0BpaTHOMN

24. Jacobson D., Kitchin R. Multi-modal virtual reality for pre-
senting geographic information. // Virtual Reality in Geo-
graphy. 2002. SS.382-400.

25. Alonso F. Design guidelines for audio-haptic immersive
applications for people with visual disabilities // Computers
Helping People with Special Needs. Proceedings of the
10'th International Conference ICCHP, Berlin, Springer, 2006.
S.1071-1078.

26. Cm., Hanpumep, Van Scoy F.L., Baker V., Gingold C,, Martino E.,
Burton D. 1999, Mobility training using haptic interface: Initial
plans // Proceedings of Fourth Annual PHANToM User Group,
Dedham, Massachusetts, 1999; Magnusson C., Rassmus-Gron
K. A dynamic haptic-audio traffic environment // Eurohaptics,
2004. S.71-80; Murai Y., Tatsumi H., Nagai N., Miyakawa M.
A Haptic interface for an indoor-walk-guide simulator //
Computers Helping People with Special Needs. Proceedings
of the 10'th International Conference, ICCHP, Linz, Austria,
Berlin, Springer, 2006. S.1287-1293.

27. De Felice F, Renna F., Attolico G., Distante A. Omero: A multi-
modal system that improves access to Cultural Heritage //
Virtual Museums and Archaeology, 2007. S.243-253.

28. Organized Multimodal Experience of Relevant virtual Objects —
CneumnannsmpoBaHHas CUCTeMa My/bTUMOZAIbHOTO Ofbl-
Ta BOCNPUATUA KOHKPETHBIX BUPTyaNbHbIX 06bEKTOB (Mep.
C aHra.).

29. Massie T.H., Salisbury J.K. The PHANTOM haptic interface:
A device for probing virtual objects // ASME Winter Annual
Meeting, Symposium on Haptic Interfaces for Virtual
Environment and Teleoperator Systems, 1994. S.295-301.

CBf3M, KOTOpas PeanncTMyHO UMUTUPYET PpUsnye-
CKOE B3aUMOAENCTBUE C peasbHOW MOBEPXHOCTLIO
o6bekta. OMERO 2.0 BktoyaeT B cebs Tpy Mogab-
HOCTW B3aVMMOAENCTBUSA: BU3YaslbHYHO, TaKTUABHYHO
N CNYXOBYHO, TakMM 06pa3oM, BUPTYasibHblE MOAEM
CMPOEKTUPOBaHbI 415 Nepesaun MHGopMaLmMm Noau-
MOP®HBIM M M36bITOYHBIM CMOCODOOM, UTO NO3BOASET
Mo/b30BaTENtO BbIOMpPaTb CEHCOPHbIE MOAABHOCTH
C yYE€TOM VHAMBUWAYaAbHbIX OFPaHUYEHNA U/Uan Ha-
pyLweHunin®’. BupTtyanbHble MOAeNN cneLmanbHO op-
raHWM30BaHbl, YTOObI MOMOUYb C1abOBUAALLUM NHOAAM
MOCTPOUTb NHTETPUPOBAHHYIO MEHTA/IbHYHO CXEMY
CIOXHbIX 06BEKTOB U Aaxke abCTPaKTHbIX MOHATUR,
a KOMBMHaLmAa ¢ APYrMMN MOJANbHOCTAMMU (M36bI-
TOYHOCTb) NoBbILaeT 3GPeKTUBHOCTb BOCIPUATHA.
MporpaMMHble MHCTPYMEHTbI, UCNO/Ib3yEMbIE B CU-
cteme OMERO, noaaep>xwuBatot 6oabllee Konnye-
CTBO TaKTW/bHbIX YCTPOWCTB, YTO AenaeT ux bonee
YHUBEPCaNbHbIMW.

Beaywne Mysenm mMmpa akTMBHO OCBaunBaroT
HOBbIE MHCTPYMEHTbI /151 PaCLUMPEHNS YYBCTBEHHOTO
OnbliTa NOCETUTENEN U NOBbILLEHNS YPOBHSA AOCTYN-
HOCTW 3KCNOHaTOB. A KpyMnHble KoprnopaLuumn Tak-
e BHEAPAIOT TEXHONOMMW ANS CO3aHNS MPOEKTOB
Ha CTblKe C UCKYCCTBOM, KaK, HanpumMmep, NpoeKkT
Google Art and Culture, koTopbiin cobpan B cebe
LMdpOoBbLIe BEPCUM IKCTIOHATOB U3 BEAYLLIX MUPOBbIX
My3eeB, 1 TBOPYECKMe NPOEKTbl UX PEKOHOUTYpaL K,
Aenas onbIT BOCMPUATUS NCKYCCTBA AOCTYMHbIM
ANS LUIMPOKOWN OBLLECTBEHHOCTU.

Cpeay NpoOeKToB, KOTOPble MOMAKN Hbl MONYUNTb
pacrnpocTpaHeHune B MPOCTPaHCTBE My3es, MOXHO
Ha3BaTb npuaoxeHue SignAll, koTopoe ncnonbsy-
eT W v pacno3sHaBaHWe peun Ans nepesBoja peun
B aHUMMpPOBaHHY GOpPMY A3blka XXeCTOB, CHU-
XKas KOMMYHWKaALVOHHbBIM Bapbep AfS FAyXux
nogen.

PaspaboTka Nogo6HbIX YCTPOUCTB TpebyeT
COBMECTHOTO B3aUMOJENCTBUSA C KOHEUHBLIMUW MOJIb-
3o0BaTensiMuM Kak akcreptamu. Kak 3anpoc, Tak v Bce
3Tanbl NPOEKTUPOBaHUA NOAOOHbIX YCTPONCTB —
3TO COBMeCTHas paboTa, Leam n 3agaum KOTopomn
3aZlatoT N0/Ib30BaTENM, KOTOPbIE TakXKe NPUYACTHbI
KO BCeM 3Tanam MpPOEeKTUPOBaAHNA U TECTUPOBaHMWS
npoAykToB. KOHBEPreHTHblEe TEXHONOTMM pacLum-
PAOT OMbIT YYBCTBOBaHWS, MeHss POb MOJb30Ba-
TeNIf C POJIM NaCCMBHO-BOCTNPUHMMAOLWEN Ha poJib

30. Palieri et al.Learning by touching virtual reality: a tool for vi-
sually impaired people // Augmented Reality, Virtual Reality,
and Computer Graphics. // Lecture Notes in Computer Science.
2018.5S.21-34.
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akmueHo-uccaedyroujyro. I36bITOYHOCTb, paBHO
Kak M HefoCKa3aHHOCTb, ABASETCA CTUMY/OM
415 paboTbl BOOBPaXeHWs 1 paclLuMpeHns cLieHapues
WHTeprpeTaLmm Npon3BeeHNIn NCKYCCTBA A5 BCEX
KaTeropwii nosib3oBaTesiel, BHE 3aBUCMMOCTH OT UX
BO3MOXHOCTeN. B cBOtO ouepesb, CBONCTBO MHTe-
PakTMBHOCTU, peasnsyemMoe B BUPTyalbHON cpeae
€ 6O/IbLLEN NErKOCTbH, MO3BOSAET NPUBHECTM acmekT
COTBOPYECTBa B MPOLLECC U3YUYEHWS NPOU3BEAEHWIA
nckycctea. M B 3ToM c/lyyae nepBocTeneHHoe 3Ha-
YeHne VMEeET NepeHOC BOCIPUATUAS My3eMHOro Npo-
CTPaHCTBa C YMCTO 3KCMO3ULMOHHOIO B MPOCTPAHCTBO
Happauun. Takol nepexos No3BOAUT BOCHPUHU-
MaTb My3elHble 3KCMO3NLMK Kak NocaeoBaTebHOe
MOBECTBOBaHMWE BKJIHOYEHHbIX CMbICJIOB B 06LLyHO
KaHBY, aKTUBM3UPYET MUX NMOTEHLMAN, 3aI0KEHHbIN
B CaMOM McKyccTBe. [lepcnekTuBbl MPUMeHEHUS
NoJo6HbIX KOHBEPreHTHbIX TEXHOOMUIA BO BCeX Che-
pax XW3HW KpaHe MHOroobpasHbl, @ NpYMeHeHne
MX B 06/1aCTW, CBA3AHHOW C MCKYCCTBOM, MO3BOASA-
€T TaKkXe MHOAAM C OFrpaHUUYEHHbIMW BO3MOXHOCTS-
MW MONYUYNTb HOBBIV OMbIT, PACLUMPUTb FPAHULLbI
CBOEro BOCMPUATUS U FNybXKe NHTErpmpoBaThbCs B
KYNbTYpPHO-COLMANbHBIA KOHTEKCT.

3. MY3EN KAK AKCUONTOTUYECKOE
MPOCTPAHCTBO:

KAK HOBEMLUME TEXHONOTMW AAIOT
BO3MOXHOCTW YPABHSATb HAPPATVBbI

loBops 0 Npobieme HepaBEHCTBA, BaXHO pac-
CMOTPETb acnekT He TObKO GU3NYECKMX, HO U CMbIC-
JIOBbIX OFPaHMYeHWii, KOTOpble MPUCYTCTBYHOT B Kiac-
CUYECKOM XYJ0XECTBEHHOM My3ee. AHaAU3NpPyeMbI
B HaCTosALEl CTaTbe BOMPOC CledyeT pacCMOTPETb
B 60/iee WNPOKOM KOHTEKCTE, CBA3aHHOM C UCTO-
puer My3es Kak ornpeAeseHHOro Tuna MHCTUTYLUn
N ero posabto B GOPMUPOBaHUM HayYHOW KapTU-
Hbl MMpa B 06pa3HOM 1 BM3yasibHOM BOMJIOLLE-
HUM 1N B NPeACcTaBNeHUN LLEHHOCTHbIX OPUEHTU-
pOB, KOTOpble 06nagatoT HaubONbLWKM KYAbTYp-
HbIM 3HaUEeHWEM B TOT MU UHON UCTOPUYECKUNIA
MO-MeHT. O6pa3HO roBoOps, HaM HY>XXHO BEPHYTHCA
K MOMEHTY 3apOXAEHUS COBPEMEHHOTO MYy3es,
UTO YBUZAETb, KaK OH MPUWHSAI CBOH TPAAULIMOH-
HYr0 GOPMY U C 3TUX MNO3ULUIA KPUTUUYECKUN OC-
MbICAUTb MMEIOLMECS OrpaHMYeHuns, a 3aTem
NpOoCAeAnTb 3a XOLOM UX MPEOAOoeHUs, 0603Ha-
UMB POJIb HOBEMLINX TEXHONOTUI B paclUMpPEHUN
aKCMOOrMYecKmMx BO3MOXHOCTEN XYA0XKECTBEHHbIX
NHCTUTYLMIA.
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B koHue XVIII-ro Beka, nocne peBONOLMOH-
HbIX NOTPSACEHUN 1 GOPMUPOBAHUS JeMOoKpaTMye-
CKMX YCTAHOBOK B COLMOKYNbTYPHOM MPOCTPaHCTBE
EBponbl, Ha CMeHY KyHCTKaMepaM U KOPOJIEeBCKMM
cobpaHuamM npuvwen nybanyHbi mysei. CHauana
nybaunke oTkpbiBaeT ABepw JIyBp, 3aTeM Nog Heno-
CpeAcTBEHHbIM QPaHLYy3CKUM BAUSAHWEM CO34aeTCs
my3eit Mpago, B NoanaHaUM BO3HMKAET aMcTepaaM-
ckui Pelikemroceym, B BennkobputaHum BaxkHenLwee
3HauyeHue NprobpeTaeT Koanekums HalmoHanbHOM
ranepewu, a nos3xe — My3sesa Buktopun n Anbbep-
Ta, B bepaunHe otkpbiBaeTcs KoponeBckunii My3eln,
B CaHkT-[NeTepbypre HaunHaeT paboTaTbh JPMUTAXK,
M 3TOT NpoLecC akTMBHO pa3BuBaeTca. VIHTepecHo
OTMETUTb f,Be 0COBEHHOCTH, 0bbeauHsAIOLWLME Nepe-
UMCNEHHbIE UHCTUTYLIMW. BO-NepBbIX, MX OCTPYHO KOH-
KypeHUuto 3a obnajgaHme nyqimmm aKCcrnoHatamuy,
BO-BTOPbIX, — creunduyeckumii cnocob npeacras-
JIEHUS UCTOPUMN U UCTOPUN NCKYCCTBA KaK IMHERHO-
nporpeccneHoro asmxeHus ot [pesHero Boctoka
k peumnn (B3sABLIEN BCe Nydyllee oT Ermnta un noka-
3aBlUel HebbIBa/bI B3NET YEJIOBEUECKOTO AyXa),
yepes cypoBble «TeMHble Beka» K BospoxaeHuto
n panee — K «3010TOMYy BeKy» €BPOMenckoro
bapokko 1 Heoknaccuymsma.

JTa noruka NCTopumn NCKyccTBa, paspaboTaHHas
HeMeLKnmu TeopeTmkammn®!, Gblna npeobpasoBaHa
B MHHOBALMOHHOM MPOCTPAHCTBEHHOM peLUeHUN
MY3eMHOW 3KCNO3MLMN (3KCMEPUMEHT MEPBOTo
avpekTtopa Jlyspckoro myses JJomnHuka BusaHa-
[leHOHa), BbICTPOEHHOW B COOTBETCTBMM C 3NOXaMu
N «lWKOMaMU» TakKuMm ob6pa3om, uTobbl 0603HaueH-
HbIW BblLLe HAPPATUB NMPOHMKaN B CO3HaHWe 3puTe-
N1 IO Mepe ero ABWMXEHMUSA MO BbICTABOYHbIM 3a/1aM,
nogcnyaHo dbopmMupys npeacraBaeHne O MMPOBOM
NCKYCCTBE C TOYKM 3PEHMA €ro OTHOLLEHUSA K 3anaj-
HOM Ky/AbType. ITOT HappaTUB CAYXUA He TOJbKO
nccnesoBaTesbCkMM, HO U COLMaAbHO-MONNTAYECKUM
3agavam, B 0cobeHHOCTU akTyanbHbIM ans XIX-ro
cToNeTus 3agayaM GopMUPOBaHUS HaLMOHaNbHOM
NAEHTMYHOCTY, Koanekuun cnocobecrtsoanun dop-
MUPOBaHUIO POAOCNOBHOM, NPEACTaBAAOLWEN 3TN
CTpaHbl B Ka4ecTBe MOpPasbHbIX Y MOAUTUYECKMX
Hac/Ne4HVKOB BEJIVKUX UMMEPUI NPoLLaoros?,

OpHako my3elt opMMpyeT He TONbKO efuHbIN
1 OCBSILLLEHHbIA Hay4YHbIM 06OCHOBAHMEM HappaTUB
06 ncTopum NckyccTBa, OH GOPMUPYET 1 3pUTeNs, KO-
TOPbIA NPUXOANT B SKCMO3MLIMOHHOE NPOCTPaHCTBO

31. BunkenbmaH W. Victopusa nckycctsa gpesHoctu. ViccnesoBa-
Hue uckycctsa B ero cywHoctv. M.: RUGRAM, 2020.
32. Ibid.

B MOMCKax NPOCBeLLEeHNs, BCTPanBas CBOe BOCMPWUs-
TVe 1 ONbIT B YCTAHOBJ/IEHHbIE CNeLMaancTamm pam-
KM MOHUMaHWA «MPEeKPaCcHOro» 1 ero 3BOJLMN.
MprMeyaTenbHO, YTO TaknM Xe obpa3omM okasas-
CA YCTPOEH U MOZAEPHUCTCKUI My3ei 33, akcno3nums
KoToporo 6bina paspabotaHa Anbdpesom bappom
Kak yTornuueckas MoAeslb «PaKeTbl», YCTPEMAEHHOWN
Brepes (K HOBENLIMM MOUCKaM COBPEMEHHOCTM)
M B KauecTBe CrOpeBLUEro «TOMAMBa» OCTaBAAKO-
wel nosaan 6onee paHHMe A3bIKWU UCKycCTBa
W koraa nepes bappoM kak gnpekTopa 3To MoJo-
[0V MHCTUTYLIMM BCTana 3aZaya BbICTPOUTb Happa-
TUB, paccka3aTb 0 MeTaMopdo3ax MOAEPHUCTCKNX
XYAOXeCTBEHHbIX MPaKTWK, OH npuber K Tpagnum-
OHHOMY MpUeMy BU3yanmn3aLmm UCTOPUN UCKYCCTBA
B KauecTBe 3BOOUNN GOPM, «BEHLLOM» KOTOPbIX
cTano 3anagHoe abcTpakTHOe McKyccTBo. Mpuruem
He Tonbko Ce3aHH un BaH lor, HO TaKkKe ANoHCcKas
rpaBropa, abpmkaHckas ckyabnTypa U UCKYCCTBO
6avxxHero Boctoka 6blan Anwb KpaTKOBPEMEH-
HbIMW OCTaHOBKaMM Ha NyTu K >xuBonucu Moanoka
1 PoTKo, Kak 3TO HarnsAHO AeMOHCTpuUpoBana ob-
Noxka Katanora BbicTaBku «Kybusm n abctpaktHoe
NCKYCCTBO», OTKpbIBLUecs B MOMA B 1936-Mm rogy
N dpakTUUeCcKn CcTaBLLEe OCHOBOWN OBLLENPUHATOrO
AMCKYpCa CTOPUN MOAEPHM3Ma, B KOTOPOM MHOp-
MaLuusa O XyA0XeCTBEHHOM npouecce BoctouHown
Esponbl, A3un, AGpukun n Apyrux permoHos npu-
xoanna ¢ 6onbWNM ONO34aHNEM U OCMbICAANACH,
NCXOAA U3 LLEHHOCTHbIX UAE0N0rMYeCcKMX YCTaHo-
BOK 3amajHOro mckyccrBosega-Kypatopa3®.
MocneacTBma NogobHOro OAHOCTOPOHHErO NOAXOAA
COXPaHATCA B MarncTpasbHOM HappaTUBe NCTOpUK
MCKyccTBa JO CUX nop3e.

ANbTEpPHaATMBOW CTasa KOHLENLMs «Boobpaxae-
Moro My3ses» AHape Manbpo, paspaboTaHHyto elle
B 1930-e roabl, onucaHHyto B 1947-m 1 macwutab-
HO MaHUPeCTVPOBaHHYHO NOCPEACTBOM IKCMO3MLUN
B 1970-e. rogbl. JTa uaes ctana NPOAOIKEHNEM NKO-

33. OtkpbiBwmincs B 1929-m rogy My3eit COBpPeMEHHOrO UCKyC-
cTBa B Heto-Mopke (MOMA) sBAsieTca He NepBoii aBaHraps-
HOM WHCTUTYLMEN, MOCKONbKY eMy NpeALIecTBOBaa CO3AaH-
HbIli B MockBe B 1919-M rogy My3ew XX1BOMUCHORN KybTYpbI,
0fHaKo, MeHHO MOMA cTan HarffgHBIM MPUMEPOM MOAEP-
HMCTCKOro My3es XX Beka M cBOeobpasHOl TOUKON oTcyeTa
A1 NOCTMOAEPHUCTCKON KPUTUYECKOI My3€e010rUN.

34. KantoH C. Anbdpes bapp v nHTennektyanbHble UCTOKM
My3es coBpeMeHHOro uckyccrsa. M.: Ag Maprunem, 2019.

35. Teh D. Obstacles to exhibition history: institutions, curatorships,
and the undead Nation-State // The curatorial conundrum.
What to study? What to research? What to practice? LUMA,
MIT Press, 2016.

36. Foster H., Krauss R., Bois Y.-A., Buchloh B. Art since 1900:
Modernism, Antimodernism, Postmodernism. Thames
& Hudson, 2005.

HONOrMYEeCKOro MeToAa, pacCMaTpPUBatOLLLETO MeX-
Ky/NIbTYpPHble CBA3N U CTUANCTUYECKNE MepPeKINYKN
B KOHTEKCTE Ueun 0 BeJVKOM nepeceneHnmn obpa-
308B. [ToA/IMHHBIM Xe NepeBOpPOTOM TPAAULIMOHHOM
napagnrMbl My3eMHOW 3KCMO3ULMKN CTasn MOCTMO-
AepHuctckune akcnepumeHTol XaHa-H06epa Map-
TeHa: npoekT «Kapambonsx» (2016, MpaH-MNane,
Mapwx) v BbicTaBka «bbiBatoT cTpaHHble cbamxe-
Hua» (2022, TMUN nwm. A.C. MNywknHa, MockBa).
Ero meTog npepacraBnseT coObOM He TONbKO CUHTE3
pa3NNyHbIX XPOHOTOMOB B CBOBOAHOM MOMCKe Cto-
>KETHbIX NepeceyvyeHnin 1 NNacTUUYeckmx aHaaorum,
TaK Ha3blBaeMoe, «auCTOPUUHOE KypaTopcTBo»?,
HO 1 aKTMBHOE BOBJIEYEHWNE 3pUTENA B HTENNEKTY-
aNbHYO Urpy No 0BHaPYXXEHMIO 1 KOHLeNTyanam3aumum
3TMX HEMPAMbIX B3aMMOCBS3e MeXay 3KCroHaTa-
Mu. MNpUHLMNNaNbHO BaXKHO, YTO BO BTOPOM C/lyyae
3asencTByeTcs He «benbln Kyb6» ranepeun coepe-
MEHHOrO UCKYCCTBA, @ UMEHHO MUP KNaCcCUYeCKoro
my3es. MNocpeacTBOM 3ToM Urpbl MapTeH cTpemuTcs
pacKpbITb MOTEHLMaAN KNAacCMUYECKOro My3es, Cro-
COBHOro Ha HeuTo 6obLUee, YEM CNYXMUTb Harnsa-
HbIM MaTepuanoM Ana TPaAnLMOHHOIo HappaTuea
NCTOPUMN NCKYCCTBA.

Jlerko npeacTaBUTb NPOAOAXKEHNE YNIOMSHY-
ThbIX 3KCMEPVMMEHTOB B IOTMKE MeAMaTEXHOIOMNNA,
Hanpumep, VR-my3en n AR-npunoxeHus, pacrnona-
ratoiue B NpOCTPaHCTBE MNOCTOAHHOW 3KCNO3ULUN
My3est LMGpoBble KONMUU NPOU3BEAEHWNI, KOTO-
pble 4OMNOAHAAN U NpobieMaTnanpoBaan bbl 3KC-
Nno3uLM1Io, CO34aBas HOBbIN CEMUOTUUECKUIA CIO0MN.
MosgobHas NpakTvka NoKa3biBaeT MPUHLMNNANbHYIO
BO3MOXHOCTb BbICTPOWUTb aJAbTePHATMBY MPUHATON
Ha CEroAHALIHNMA AeHb My3eHON KOHBEHLMW, NPU-
BbIYHOrO NpeActaBaeHna 06 NCTOPUN NCKYCCTBA.
B kauecTBe Nnpumepa MOXHO BCMOMHWUTbL BbICTAaBKY
rpynnel Recycle nog HazBaHnem «Homo Virtualis»,
BHeApuBLLYO LndpoBble 06BbeKTbl B 3aabl TMUN
nm. A.C. MywkunHa B 2016-m rogy. VIHTepBeHU K
noAo6bHOro posa MoryT BKAKOYaTb U MHTEPAKTUBHbIN
KOMTMOHEHT, KOTOPbIN NpeaaaraeT 3puTeNto BbICTY-
NMUTb B Ka4eCcTBe BUPTYaNbHOro CO-KypaTopa 1 1H-
Tepnpetatopa My3ehHoro cobpanus. Takxe CTOUT
0bpaTnTb BHMMaHWe Ha pa3paboTky BUPTyaabHbIX
NAoOWaAoK ANs AeMOHCTpaLUmn LMdpPOoBbIX KONUIA
KJ1acCMUeckoro UCKyccTBa HapaBHE C M3HaYasbHO
uMbpPOBLIMU MPOM3BEAEHNAMY MeAnaapTa.

37. Nechvatal J. The Pleasures and Risks of Ahistorical Curating //
Hyperallergic. 03. 06. 2016. URL: https://hyperallergic.
com/302563/the-pleasures-and-risks-of-ahistorical-curating/
(aaTa obpalyeHns: 10.03.2022).
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A pyrvm BaxKHbIM LLArom B MPEOAONEHNM KaK Mpo-
CTPaHCTBEHHbIX, Tak U ANCKYPCUBHbIX OTPaHUYEHWA
B NPOCBETUTENIbCKOM AEATENBHOCTU My3esd, ABASA-
eTca cosjaHue CrneunanmsnpoBaHHbIX MHTepaK-
TUBHbIX MNAOLLAAOK, F4e 3pUTeNn MOryT OTKpPbIBaTb
ansa cebs NCKyccTBO, UccnesoBaTb HanpaBaeHUS
W CTUAU, OTKPbIBaTb 3aKOHOMEPHOCTUN 3CTETUYECKMNX
MeTaMopdO3 1 co3gaBaTb COBCTBEHHbIE LN pPO-
Bble KOMNEKLUN Npoun3BeseHU. MogobHbIN npo-
ekT Ha nnatdopme gallllery.com Lkona gnsaiHa
HWY BLU3 nnaHupyeT K 3anycky B NapTHepcTBe
¢ MywKMHCKUM My3eeMm. 3aecb OTKpbIBaeTCA 60bLUION
noTeHLMan Kak s Toro, 4tobbl caenatb nocetye-
Hue my3es Honee yBnekaTeNbHbIM U UHTEPAKTUNB-
HbIM (MOCpPeACTBOM renMmndmkaumm onbita), Tak
W 415 TOro, YTobbl 3pUTENb NPOAOKNA B3aUMOaen-
CTBME C UCKYCCTBOM, Y>XKe NMOKMHYB My3el (3a cyeT
CO3JaHnA COBCTBEHHOM KOMNEKLUMN U3 UMbpPOBLIN
BEepCU YBUAEHHbIX B My3ee MPOU3BeAEHUN).
CvctemMa TallMaalnHOB MUPOBOTO UCKYCCTBA, Npea-
CTaB/ieHHas Ha niadopme galllery.com gaet 3putento
BO3MOXHOCTb BbIATW 3@ Npeje/ibl eBPONOLLEHTPM-
YeCKUN NepPCneKTUBLI, @ BO3IMOXHOCTb BbICTYNUTb
B poau KypaTtopa undpoBoro cobpaHmns oTkpblBa-
€T HOBble TBOPYECKME FTOPU3IOHTI.

OwyuieHne Toro, YTO 3KCNO3nUmUA Mysesd
He fJaeT eAMHCTBEHHO BEPHOrO KYAbTypHOro npo-
AYKTa, «<roTOBOrO K ynoTpebieHnto», a moka3blBaeT,
UTO «BO3MOXHO WMHOE», JefaeT CMeNble KypaTop-
CKMe NPOEKTbl N MeAManpUAOKEHNS, MOCBALLEH-
Hble NCKYCCTBY, 30HOM 3KCNeprMeHTa, NPobyxaato-
LL,ero 3puTens K CaMOCTOATEeIbHOMY MOWUCKY CMbIC-
OB 1N UCTOPWIA, CYLLECTBYIOLLMX Ha nepudepum
NCTO-puK UckyccTBa. MegunapaclumpeHne My3enHo-
ro MPOCTPaHCTBa, KOTOPOEe Mbl Mpexae paccmat-
pUBaAN B KOHTEKCTE MHKHO3UKN, MOXET BblTb OC-
MbICNIEHO 1 KaK MHCTPYMEHT A5 BbICTPauBaHWs HO-
BblX HAPPaTUBOB, BbIBAEHWNA JOMOJHUTENbHbIX
CMbIC/IOB M pPa3BUTMA Moaenen bonee rmbkom
N KOMMJIEKCHOW MHTEpMpeTaLMm NCTOPUM UCKYCCTBa
B MHOrOMOASPHOM MWUpe.

3AKJTHOUEHUE

Takum 06pa3om, Mbl CUMTAEM, YTO KOHBEPTEHT-
Hble TEXHOIOT UM, BOCMPYHUMAaEMble HaMW Kak TeXHO-
NOrMM Co3aHns HOBOrO My3eWHOro MPOCTPaHCTBA,
CrMocobHbl OpraHn3oBaTh ero 0cobbiM CNOCOHOoM,
npuAaB HOBblE CMbIC/bl MPUBbLIYHBIM ObBbEKTaM
N NPOM3BEeAEeHUAM MCKYCCTBa, CO3jaBas HOBOe
NPOCTPaHCTBO Happauuun. MNorpyxeHue 3puTens
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B TakOe MPOCTPaHCTBO 061ajaeT colmanbHO-3HaUN-
MbIM MOTEHLMaNOM W NpesCcTaBaseT cOboW TeXHOO-
rMo npeobpazoBaHUA-pacIMPEHNS YyBCTBEHHOrO
OnbITa, aKTVBM3MPYET CMbICNIOBOM MOTEHLMaN 3KCNo-
31umK. B 3TOM cnyyae KOHBEPreHTHble TEXHONOTUN
BbICTYMNalOT OJHOBPEMEHHO KaK MHCTPYMEHT yCu-
NeHN UIMMEePCUBHOCTM MPOU3BEAEHNA NCKYCCTBA
N KaK MHCTPYMEHT MpeojoeHNs CyLLeCTBYOLWMX
$bOopM HepaBeHCTBa, NO3BONAA TEM UAUN UHBIM
00pa3oM «MPUKOCHYTbCA» K 06BEKTY 1 OWyTUTb
€ro MakcmMmaabHO MOoAHO. Mbl Monaraem, 4YTo KOH-
BEPreHTHble TEXHONOTNN MMELOT Cepbe3Hbli No-
TeHuman kak Gopma coumanbHON KOMMYHMKaLUK
N KYNbTYPHOFO OCBOEHUS AENCTBUTENBHOCTN S,
Takoe MOHWMaHMe KOHBEPreHTHbIX TEXHONOTUN
co3gaeT naatGopMy ANA MEXANCLUNANHAPHbBIX
MPOEeKTOB, rAe B PaBHOW CTeneHn byayT BaXKHbl NH-
>XEHEepHble peLleHns 1 XyL0XeCTBeHHble 0bpasbl.
B nonbiTke 04epTUTL pamMKy Byayliiero nccneaosa-
Te/IbCKOroO MOAA Mbl ONpejensem paj 3ajad, Tpe-
6yrowmx peweHnsa B banxkalwern nepcnekTmee
Ha MeXANCLUUNANHAPHOW OCHOBE:!

+ dopcanT-nccaes0BaHne NepcrnekT1B passu-
TWA KOHBEPTeHTHbIX TEXHOOTUIA U MX NpUMe-
HeHWA B My3eMHOW NpaKTuKe;

*  MpoBejeHNe CUCTEMHbIX UCCAEA0BAHMI MO UH-
TerpaLm HOBEMLIMX TEXHONOTWI B chepy Kyb-
TYPHOW MHAYCTPUW, N B OCOBEHHOCTU My3es;

e KOMMEKCHbIA aHaN3 Ky/bTYPHbIX U My3ei-
HbIX 3aMpPOCOB U BM3MOHEPCKMX MPOEKTOB,
KOTopble cneuuaancTel U3 rymaHnuTapHom
OTpac/an MOryT NpeAcTaBuUTb MHXeHepam
¥ nporpaMmmMumcTam;

+ dopmmpoBaHune nabopatopuit 1 paboumnx
nccnefoBaTenbCkvx rpynn, rae byaet ocyuect-
B/IATbCA KONIAbopaLIMA yUEeHbIX, TEXHUYECKMX
CMeLnanncToB, KypaTopoB, XYAOXKHNKOB U T.4.;

*  TOATOTOBKA W BbINOJIHEHWE NCCNE0BaHNI B 06-
nactv undpoBsbIx ryMaHuTapHbix Hayk (DIGITAL
HUMANITIES), HanpaB/aeHHbIX Ha U3yyeHune
HOBbIX GOPM 1 TMMOB MY3€eMHbIX MPOCTPAHCTB;

* pa3paboTka HOBbIX TUMOB MYy3eMNHOW 3KCMNO-
3ULMUN Ha OCHOBE KPUTUYECKOrO NnepecMoTpa
KOHBEHLMI UCTOPUM NCKYCCTBa M TpaHCdop-
MaLMy NPOCTPaHCTBa My3es B NMPOCTPaHCTBO
COBPEMEHHbIX HappaLuui;

* aHann3 NCUXONOrMYECKOro 1 COLMaNbHOrO
BO3ZeNCTBMA NOJ06HbLIX NPoeKToB, 06paboT-
Ka obpaTHOW cBA3M.

38. Po3eHcoH V. OcHoBbl Teopuu gusanHa. CM6.: Mutep, 2013.

B cBOel COBOKYNMHOCTY peLLeHne 3TUX 3agad cae-
NaeT BO3MOXHbIM MOJIHOLLEHHOE PacKpbITUe MNOTeH-
Lunana, 3a/10)KEHHOrO B KOTHUTUBHbIX TEXHONOTUAX.
Ob6besnHeHMEe HayYHOrO TEXHOIOTMYEeCKOTO 3Ha-
HWS U3 pas3nudHbIX obnacten obnagaet beccnop-
HbIM CMHepreTnyecknm 3GPeKTomM N CTaHOBUTCA
OAHOW M3 BeAyLUMX CTpaTernii KyabTypHOro OCBO-
eHns AeNCTBUTEeNbHOCTN BO BCEM ee MHOroobpa-

3un. BcecTopoHHee 1 nocnefoBaTtelbHOE pas3BUTHe
3TOro mpouecca, Ha Hal B3rasj, MOXET CTaTb
Wwarom, NpmMbANXKarLWMM K peLleHno npobaembl
NpPeoAo/IeHNs COLMaNbHOrO HepPaBEHCTBA U Paz/iv-
yms PUINYECKNX BO3MOXKHOCTEN JIOAEN B My3€HOM
MPOCTPaHCTBE, 3a/10rOM BO3MOXHOCTU GOpMMpPO-
BaHWS aJibTePHATUBHbIX IMYHOCTHBIX U UHCTUTYLIM-
OHaIbHO GOPMUPYEMBIX CMbIC/IOB.
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