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[naBHbIN pegakTop

PeaakuUWOHHbIN coBeT:

ApwucroBa YnbaHa BukroposHa
(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 Hukonerra (Vtanma)

MaH Aouanr
(Kntan)

MaBnoBa NpwuHa bopucosHa
(Poccmsn)

Mepenbwrteiin PomaH MakcoBuu
(Poccmsn)

MnetHeBa AnekcaHapa AHapeeBHa
(Poccumsn)

Mpy>xuuunH Bopuc UcaeBnu
(Poccmsn)

PeB3uHa FOnusa EBreHbeBHa
(Poccmsn)

PbpxkuHckuit 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 MHAYCTPUA HauMoHanbHOro nccnesoBaTebckoro
yHMBepcuTeTa «Bbicluas WKoa IKOHOMUKM»

JOKTOp Hayk, npodeccop YHusepcuteta HOxHon KanndopHun,
co3gatesib U AMPEKTOp VIHCTUTYTa COBPEMEHHOM PYCCKOM KyabTypbl
JOKTOP UCKYCCTBOBEAEHUS, akaZieMUK Poccuiickol akageMmnm Xys0xecTs,
npodeccop POCCUIICKOro rocyAapCTBEHHOTO XYA0XECTBEHHO-
npombliwneHHoro yHueepcuteta um. C.I. CtporaHoBa

JOKTOP MCKYCCTBOBEAEHWS, akageMuk PoccMinckon akageMum XyAoxecTs,
npodeccop POCCMIICKOro rocyAapCTBEHHOTO XYA0XECTBEHHO-
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
«Bonpocbl punocopumn»

JOKTOP MCKYCCTBOBEAEHMS, Npodeccop, 3aBeaytoLmin otaenom HayuHo-
nccnes0BaTeNbCkoro MHCTUTYTa TEOPUMN U UCTOPUMN M306pasUTENbHBIX
nckyccTB Poccuinckon akasieMum 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)

HAYUYHO-AHAJINTUYECKUIA

COAEP>XAHUE

2024

)KYPHA «1OM BYPTAHOBA. No. 5
MPOCTPAHCTBO KY/IbTYPbl»

CNnoBo
PEAAKTOPA

H0ON1NA EBFEHbEBHA PEB3VHA

®PAHYECKO AN AXOPAXO, BPAMAHTE N NEOHAPAO:
APXUTEKTYPHASA MbICJ1b B MPEAABEPUN

BbICOKOIO BO3POXAEHWNA B UTANNN

BAAAVNMWP ANEKCEEBUY KOJIOTAEB
NHNUWMALWA. HAPPATUB. MAEHTUYHOCTb.

O COOTHOWEHNN KOMMO3NUMOHHbBIX

¥310B HAPPATUBA C OBPAAAMW NOCBALLEHNA

AHHA ANEKCAHAPOHA ®ULUEP

COUWANBHbIE, MOINTUYECKWME 1 CMOPTWMBHbIE
ACMEKTbI B OTEYECTBEHHOW KAPVKATYPE
1920-1970-X rO40B, MOCBALLEHHON TEME LWAXMAT

CBET/IAHA AHATOJIbEBHA MNMABJIOBA

O «KATEXU3ALUWMWN» TEATPANIbBHOTO XAHPA B TBOPYECTBE
M. . TNINHKN OMEPA «XXWN3Hb 3A LAPA» K 220-IETULO
KOMIMO3NTOPA OYEPK |

AHHA EBFrEHbEBHA 3ABbAJIOBA
«[MPOBNHLNA. 1830-E roAbl» MCTUC/TIABA AOBYXNHCKOTIO:
XYAOXECTBEHHbIE 1 JINTEPATYPHbBIE NCTOYHWKIN

ENEHA OJIETOBHA POMAHOBA
MOPTPETbI COBPEMEHHWKOB B MEYATHOU
PAOUKE HNKONAA POHHNKOBA

OV XAHIOH

CTUIVCTUYECKAS 3BONKOLNA U IHHOBALINA
COBPEMEHHOW CKY/NbMTYPbI

HA 14-1 BCEKUTAVICKOW XYAOXECTBEHHOW BbICTABKE

CAO AHb
TEHAEHUMW BUOMEXAHWKW B PEOOPMUPOBAHUN
TPAANLIMOHHOIO KUTANCKOTO TEATPA

HA OBJTIOXKE Mysel byayuiero. OA3, ly6aii. ©The Museum of the Future
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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of Culture

#5/2024

Dear friends,

We are pleased to present to you Issue 5, 2024, of
the scientific and analytical journal Burganov House.
The Space of Culture.

Upon the recommendation of the Expert Coun-
cil of the Higher Attestation Commission, the jour-
nal 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, doctor-
al students, and graduate students. Research areas
concern topical problems in multiple areas of cul-
ture, art, philology, and linguistics. This versatili-
ty of the review reveals the main specificity of the
journal, which represents the current state of the
cultural space.

In the article "Francesco di Giorgio, Bramante,
and Leonardo: Architectural Thought on the Eve
of the High Renaissance in Italy”, Y. Revzina reveals
the role of architectural thought of the 1490s in the
development of the new era ideas. In the context
of the work, along with architectural monuments,
the author analyses the theoretical work, Treatise
on Civil and Military Architecture, by Francesco di
Giorgio Martini, a Sienese architect and engineer
of the 15th century. The author believes that the
work is important in the development of the ideas
that formed the basis of architectural theory and
practice of the High Renaissance in Italy.

V.Propp's idea about the connection of plots
with ritual forms reflected in artistic practices is
considered by V.Kolotaev in the article “Initiation.
Narrative. Identity. On the Relationship Between
the Compositional Units of the Narrative and Ini-
tiation Rites”. The author presents a critical analy-
sis of the book Historical Roots of the Fairy Tale by
V. Propp, which still causes controversial opinions
of folklore researchers.

The study of various artistic interpretations of
chess in the genre of caricature was conducted by
A.Fischer in the article "Social, Political and Sports
Aspects in Russian Cartoons of the 1920s-1970s,
Dedicated to the Theme of Chess”. The author of
the article emphasises the ability of the art of car-
icature to form vivid and capacious artistic images
that play up trivial situations of society, behavioural
patterns of individuals. As examples, the works of

graphic artists B. Efimov, Y. Yuzepchuk, and S. Vlas-
ovsky are considered.

In the article "On the ‘Catechisation’ of the Thea-
tre Genre in M. Glinka's Works. The Opera A Life for
the Tsar”, S. Pavlova convincingly proves that M. Glin-
ka made a significant contribution to the transfor-
mation of the opera genre concept in Russia. The
author calls M. Glinka's operatic works a stage ser-
mon, which seeks to actualise Christian truth, to
make it desirable and sought after by every listener.

In the article “Province. 1830s by Mstislav Dobu-
zhinsky: Artistic and Literary Sources”, A. Zavialova
conducted a comparative analysis of historian S. Kn-
yazkov's text, The Town in Nikolaevan Era, and Ms-
tislav Dobuzhinsky's watercolour, Province. 1830s. It
was revealed that Dobuzhinsky used famous works
of Russian masters as artistic sources, which was due
to the educational tasks that Dobuzhinsky addition-
ally introduced into the watercolour Province. 1830s.

The article by E. Romanova, “Portraits of Contem-
poraries in Nikolai Dronnikov’s Prints”, is dedicated
to portraits of famous figures of Russian culture and
art, which were executed in the rare genre of cro-
quis portrait. The heroes of N. Dronnikov's graphic
sheets were outstanding cultural figures. The author
analyses the artist's creative method, which consists
of creating many instant portrait sketches of his he-
roes while observing them in different situations.

In the article “Stylistic Evolution and Innova-
tions of Modern Sculpture at the 14th All-China
Art Exhibition”, Yu Hanyun focuses on the signifi-
cant features and internal logic of modern Chinese
sculpture development based on the material of
the 14th All-China Art Exhibition. The author anal-
yses individual works of the exhibition and notes
important discoveries in the artistic language and
forms of expression.

Xiao An presents a study of modern trends in tra-
ditional Chinese theatre, which has a centuries-old
history, in the article “Trends of Biomechanics in Re-
forming Traditional Chinese Theatre”. The author
emphasises that, while inheriting traditions, tradi-
tional Chinese theatre in modern China is at the
same time constantly renewing itself as well as con-
tinuously striving for versatility and modernisation.

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.



C/1I0OBO
PEOAKTOPA

HayuyHO-aHannMTmueckmii XypHan
[om bypraHosa.

[MPOCTPAHCTBO Ky/bTYPbI
#5/2024

Aoporue [py3bsa!

Mol pagbl npegctaBnTb Bam N2 5/2024 HayuHO-
aHanuTnyeckoro xypHana «Jjom bypraHosa. lNpo-
CTPaHCTBO KYNbTYpblI».

Mo pekomeHpaunm SkcnepTHoro coseta BAK
XypHan BkAtoUeH B NepeyeHb BeAyLLMX peLLEH3N-
pYyeMbIX HayUHbIX XYPHaN0B 1 U3AaHWI, B KOTOPbIX
JAOMKHBI BbITb ONYHAMKOBaHbI OCHOBHbIE HayuUHble
pe3y/bTaTbl AUCCePTaLMM Ha COMCKaHWE YYeHbIX CTe-
neHer AoOKTopa W KaHAMAaTa Hayk. XXypHany npwm-
CBOeHa kateropus K2.

B >xypHane nybamkyroTcs HayuHble CTaTby BeAy-
LUMX CMELManMNCTOB PasHbIX NyMaHUTapHbIX obiacTen,
JOKTOPaHTOB W acnupaHToB. HanpaBieHuns nccne-
JlOBaHWI KacaroTCs akTyalbHbIX Npobaem B pas-
NNYHBIX 06NaCTAX KYAbTYPbI, UCKYCCTBA, GUA0A0rMM
1 negarorvku. B aTo MHororpaHHOCTY 0603peHus
nposBuAacb OCHOBHaA crieuyundurka XXypHana, npes-
CTaBASIOLLEro COBPEMEHHOE COCTOSIHNE NPOCTPaH-
CTBa Ky/AbTypbl.

FO. E. PeB3mHa cTatbe «®PpaHuecko amn [I>xopaxo,
BpamaHTe 1 JleoHapAo: apXUTEKTYpHasa MbICb
B Npeaasepun Boicokoro BospoxaeHua B Utannn»
packpbiBaeT posib apxXMTekTypHOM Mbican 1490-x rr.
B BbI3pEBaHUN UAEN HOBOW 3Moxu. B KoHTeKcTe pa-
60Tbl aBTOP HapAAy C NaMATHUKAMW apXUTEKTYpbI
aHann3npyeT TEOPETUYECKUI TPYA CUEHCKOTO apXu-
TekTopa ¥ uHxeHepa XV B. PpaHuecko an [AXopaxo
MapTuHu «TpakTaT 06 apxuTekType rpaxzaaHcKon
N BOEHHOM», Nosaras 3Ty paboTy BaXKHOW B CTa-
HOBJIEHWU WAEMN, NIETLLMX B OCHOBY apXUTEKTYPHOM
Teopuu 1 NpakTukn nepuoga Boicokoro Bospoxae-
HuA B Tanuu.

Meicnb B. . Mponna o cBs3n CroXXeTOB ¢ 06paj0-
BbIMU GOPMaMK, HaLLEALLMMU OTPaXKEHNE B XyAOXe-
CTBEHHbIX NpaKTMKax, paccmatpuBaet B. A. KonoTtaes
B ctaTtbe «NHnumauna. Happatme. aeHTUUHOCTD.
O COOTHOLIEHNN KOMMO3MLMOHHBIX Y3/10B Happa-
TMBa ¢ o6psgamMmM NOCBALLEHWSA». ABTOP NpeacTaB-
NAET KPUTUYECKUI aHanu3 KHUrm «Victopuueckme
KOPHW BOAWebHOM ckasku» B. fl. Mponna, koTopas
[0 CUX MOp BbI3bIBaeT HEOAHO3HAUHbIE OLLEHKM UC-
cnesoBaTenein posbkaopa.

NccnepoBaHre MHOToo6pa3HbIX XyA0XKECTBEH-
HbIX MHTEpPMpeTaLMii LWaxmaT B XXaHpe Kapukaty-
pbl npoBena A. A. Duwep B cTaTbe «CounanbHble,
NoOANTUYECKNE N CMOPTUBHbIE acNeKTbl B OTeve-
cTBeHHOM KapukaType 1920-1970-x rogoB, nocss-
LLeHHOW TeMe LiaxmaT». ABTOp CTaTby NMOAYEpKMBaET
CBOWMCTBEHHYIO UCKYCCTBY KapuKaTypbl CMOCOBHOCTb

K GOPMUPOBAHUIO APKUX U EMKUX XYA0XKECTBEHHBIX
06pa30oB, 06bIrpbIBatOLL X TPUBUAJIbHBIE CUTYaLMMK
obLuecTBa, NoBeseHYeCKMe NaTTEPHbI UHAUBUAYY-
MOB. B KkauecTBe NpvMepoOB paccMoTpeHbl paboThbl
rpadwukos b. Ebnmosa, HO. FO3enuyka, C. Bracosckoro.

B ctatbe «O «KaTexmsaummn» TeaTpanbHOro >aH-
pa B TBOpuectBe M. V. TanHkn. Onepa «XKun3Hb 3a
Llapsa» C. A.laBnoBa ybeanTeNbHO AOKa3bIBAET, UTO
M. N.TanHKa BHeC CyLLeCTBEHHbIV BKAaj B TPaHC-
dbopmMaumto KOHUEenunmn xxaHpa onepbl B Poccun.
OnepHoe TBOpUecTBO M. V. TnnHKM aBTOp HasbiBa-
eT CLEeHNYEeCKOWN NPONoBeAbto, KOTopas, CTPeMUTCA
aKTyaan3npoBaTb XPUCTUAHCKYHO UCTUHY, caenaTb
€€ XXEeNaHHOM N NCKOMOW AJif KaXKAoro caylaTens.

A.E.3aBbsinoBa B ctatbe «[1poBuHumMa. 1830-e
rogbl» MctucnaBa J06Yy>KMHCKOTO: XyAOXKECTBEH-
Hble 1 IUTepaTypHble UCTOYHUKN» NPOBeNa CpaBs-
HUTENbHBIV aHanu3 TekcTa nctopmka C. KHA3bkoBa
«[opog B H1konaesckoe Bpema» 1 akBapenn Mcruc-
naBa [JobyxuHckoro «MposuHuma. 1830-e roabi».
BbisiBneHo, uto Joby>KMHCKUIN NpUBAEK B KavecTBe
XYAOXECTBEHHbIX NCTOUHWKOB N3BECTHbIE MPOU3Be-
JAEHUS PYCCKUX MacTepoB, UTo 6bl10 06yc0BAEHO
obpazoBaTesibHbIMUW 3aga4amu, koTopble Joby>KnH-
CKWIM AOMNONHUTENbHO BHEC B akBapesb «[1poBUH-
una. 1830-e roapi».

CraTbs E. O. PomaHoBOW «[TopTpeTbl cCOBpeMEH-
HWKOB B NneyaTHol rpaduke Hukonas JpoHHMKOBa»
MocBsLLEeHa NopTpeTaM N3BECTHbIX AeATeNen pyc-
CKOW KYNbTypbl K UCKYCCTBA, KOTOPblE HBblIM UCnon-
HeHbl B peAKOM XaHpe Kpok-nopmpema. [epoamu
rpadmyeckux ancrtos H. JpoHHMKOBa CTanu Bblgato-
Lmecs aeaTenu KynbTypbl. ABTOP aHanv3npyeT TBOp-
YeCcKnn MeToA XyA0XHMKA, KOTOPbIW 3aKato4aeTcs
B CO3/laHNN MHOXeCTBa MOMEHTa/bHbIX MOPTPET-
HbIX HABPOCKOB CBOMX repoeB BO BpeMs Habato-
AEHWNA 38 HUMM B pasHbIX CUTyaLmax.

HOIh XaHtoH B cTaTbe «CTUANCTMYECKAs 3BOMOLNA
M MHHOBALMW COBPEMEHHOWN CKyAbNTYpbl Ha 14-1
BceknTanckol Xyf0XKeCTBEHHOW BbICTaBKE» MPOBO-
AWT aHaNn3 3HaYMMbIX OCOBEHHOCTEN U BHYTPEH-
Hel JIOTUKN pa3BUTUS COBPEMEHHON KNTANCKON Ha
MaTepuane 14-i Bcekntalickol XyAoXKeCTBEHHOW
BblCTaBke. ABTOp pa3bupaeT oTaenbHble MPOun3-
BEJeHMA BbICTaBKM M OTMEYaEeT BaXKHble OTKPbITUS
B XYJ,0>XKECTBEHHOM fi3blke 1 POpMax Bblpa>KeHU .

WccnepoBaHne coBpEMEHHBIX TEHAEHLUMIA B Tpa-
AVNLMNOHHOM KUTaCKOM TeaTpe, KOTOpbI MMeeT
MHOrOBeKOBY nctoputo npegcrasnsetr Cao AHb
B cTaTbe «TeHAeHUMM BuomexaHkm B pepopmunpo-
BaHWUW TpaauLMOHHOro Kutaiickoro Teatpa». ABTOp

MOAYEPKMBAET, UTO B COBpPeMeHHOM Kutae TpaauLm-
OHHBIA KNTAWCKNIN TeaTp, Hacneays TpaguLmm, BMe-
CTe C TeM, MOCTOAHHO OBHOBAAETCS, HEMPEPBLIBHO
CTPEMUTCA K MHOTOCTOPOHHOCTU U MOAEpPHU3aLMU.

W3paHre agpecoBaHo npodeccroHanam, cneum-
anmnpyrowmmMcsa B 061act TeOpUM Y NPaKTUKK
1306pasnTeNbHOrO UCKYCCTBA U GUI0IOTUY, a TaK-
e BCEM, KTO MHTEPEeCYeTCs BOMPOCaMM UCKYCCTBa
N KyAbTYypbl.
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FRANCESCO DI GIORGIO, BRAMANTE,
AND LEONARDO: ARCHITECTURAL THOUGHT
ON THE EVE OF THE HIGH RENAISSANCE IN ITALY

Summary: The article examines the role of Francesco di
Giorgio Martini, a 15th century Sienese architect and engi-
neer, in the development of ideas that formed the basis of
architectural thought and practice during the High Renais-
sance in Italy. Francesco di Giorgio, the author of the Treatise
on Civil and Military Architecture, has long been neglected.
One of the reasons is that his treatise was not published until
the mid-19th century. However, the illustrations to the trea-
tise, as well as individual sketches by Francesco di Giorgio,
were known to his contemporaries, as evidenced by their
surviving copies from the 16th and 17th centuries. A signif-
icant part of the article is devoted to the time of Francesco
di Giorgio’s work as a consultant in the Duchy of Milan in
1490. There, participating in meetings of a group of experts
regarding the construction of the crossing tower of the Mi-
lan Cathedral, he met Bramante and Leonardo. By the early
90s of the 15th century, each of the masters had extensive
experience in studying ancient and modern structures; more-
over, Francesco di Giorgio and Bramante had considerable
practical experience. Francesco di Giorgio and Leonardo
created numerous architectural fantasies, in which sketches

In the history of Italian Renaissance architecture,
the established periodisation has long been beyond
doubt. The recognition of the sudden turning point
that occurred in Italian architecture at the turn of
the 16th century is one of the important features
of this periodisation. At that time, in place of many
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of similar designs can be found. Among Francesco di Gior-
gio's architectural fantasies, probably connected with the
preparation of illustrations for Vitruvius's Ten Books on Ar-
chitecture, a sheet draws attention. It depicts three centric
temples, surrounded by a columned portico and covered
by a dome on a relatively high drum. The composition of
one of these temples anticipates the design of the Tempi-
etto, which Bramante erected in Rome in 1502. It gave his
contemporaries and followers a reason to speak about the
beginning of a new era in architecture, when the skill and
glory of ancient architects had been surpassed.

Bramante’s early Roman works are traditionally used
by researchers to mark the beginning of the High Re-
naissance in Italy. The article reveals the role of archi-
tectural thought of the 1490s in the development of the
new era ideas.

Keywords: Renaissance architecture in Italy, Francesco
di Giorgio Martini, Donato Bramante, Leonardo da Vinci,
Santa Maria presso San Satiro, Tempietto, Duchy of Milan,
Renaissance, architectural drawing, Renaissance architec-
tural theory.

local renaissances, which turned to the ancient her-
itage through the prism of local traditions, a univer-
sal language and style appeared. They were as close
as possible to antiquity in character, form-building,
and the way of handling volume and space. Their
main characteristic was already formulated by con-

IlL7. Bramante, a project of the church of Santa Maria presso San Satiro in Milan. Plan of 1478 (on the right) and plan of 1479 (on the left)

temporaries as romanita, special "Romanness”, in
which the ancient sense of form was combined with
the scale of the Eternal City.

Symbolically falling on the turn of the 16th cen-
tury, the divide passes not only through the era
but also through the work of one architect, Do-
nato Bramante, who moved from Milan to Rome
after the fall of Lodovico Moro in 1499. Already in
1502, he erected a structure that his contempora-
ries considered the starting point of all new ar-
chitecture, equal in its grandeur to the architec-
ture of the ancients, the famous Tempietto, the
chapel of the monastery of San Pietro in Monto-
rio in Rome. Thus, in the history of Italian archi-
tecture, there are as if two Bramantes: Bramante
of the Milan period and Bramante of the Roman
period. Moreover, the first turned into the sec-
ond one as if by magic, just by breathing in the
air of the Eternal City. Researchers, especially
those who focused on Bramante’s work, such as

Arnaldo Bruschi', Franco Borsi ?, and others, tried
to smooth over this transition, arguing that Bra-
mante’s work during the Milan period accumu-
lated ideas that were then fully realised in Rome;
however, there is, by and large, no answer what
these ideas were and how exactly they were real-
ised in the Tempietto, in the design of St. Peter’s
Cathedral. Therefore, the question of how Bra-
mante of the Milan period turned into Bramante
the Roman, one of the first architects who laid
the foundation for the triumph of romanita not
only in the architecture of Rome but also in north-
ern and central Italy, where the masters from his
workshop went to work, remains open. And here,
it is worth taking a closer look again at the peri-
od when Bramante worked in the Duchy of Milan.

In 1478, Bramante began building an oratory ad-
jacent to the church of San Satiro in Milan (fig. 01).

1. Bruschi A.Bramante architetto. Bari, 1969.
2. Borsi F.Bramante. Milano, 1989.
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IlL.2. Chapel of San Satiro in Milan. Late 9th century.

Today, this small temple is usually called a sacello
(chapel); however, originally it was not a chapel but
an independent church. Founded in the 9th centu-
ry by the Archbishop of Milan Ansperto, who left
behind a glorious memory in Lombardy as an out-
standing church figure and a man of great learning,
the temple was dedicated to St. Satiro, St. Sylvest-
er, and St. Ambrose (fig. 02). The miraculous icon
of the Virgin and Child, discovered in the middle of
the 13th century, was initially placed on the outer
wall of the temple and was soon attacked by a par-
alytic, according to the chronicles. Contemporaries
testified that, as a result of the knife blow, drops
of blood 3 appeared on the image. More than two
centuries passed, and it was decided to build an
oratory for the miraculous image of the Virgin —
a decision taken by Giangaleazzo Sforza and his
mother and regent, Bona of Savoy, with the aim of
strengthening the cult of the Virgin in the duchy
and with the aim of decorating Milan with anoth-
er large temple.

3. Sannazzaro G.B.Il Sacello di San Satiro: I'Architettura //
Il Sacello di San Satiro: Storia, Ritrovamenti, Restauri /
Ed.S.Bistoletti Bandera. Milano, 1990, p. 7.
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Everything in this story is quite well known.
In 1474, land was purchased for the construction
of the oratory, and its erection, subsequently con-
stantly supported by Lodovico Moro, was entrusted
to Bramante. For the Milanese of that time, he was
not yet a Milanese at all but a real Urbino, since he
arrived from Urbino to Milan in the same year that
the first plot of land was purchased. Bramante's orig-
inal project is also known: an elongated rectangular
structure, adjoining the narrow side of the “chapel”
of San Satiro. The central square of the single-nave
oratory was covered by a dome; on each side of the
square under the dome, there were three narrow
bays covered by coffered barrel vaults. On the one
hand, the idea of the under-dome space flanked
by narrow bays brings to mind Brunelleschi’s Pazzi
Chapel (with the only difference being that there
are three such bays on each side in the oratory).
On the other hand, the extended barrel vaults re-
call the vaults of the nave and portico of Alberti's
church of Sant’Andrea in Mantua, a building that
Bramante must have seen at least on his way from
Urbino to Milan. The combination of the “chapel” of
San Satiro and the elongated oratory turned out to

be organic, and the oratory, with all its independ-
ence, simultaneously became a kind of vestibule in
front of the old church.

Later, the project changed radically. On the addi-
tionally acquired plot, it was decided to build a large
three-aisled church, located perpendicular to the
rectangular oratory in such a way that the orato-
ry would turn into the transept of the new basilica,
and its central dome would turn into the dome of
the crossing. This decision, which led to the con-
struction of a short (only five bays) basilica, gave
rise to another decision, which had no precedents
in Renaissance architecture. Now that the orato-
ry had turned into a transept, the chapel of the
main altar was to be located behind its sub-dome
square. However, its construction was impossible
due to the fact that the plot on which the orato-
ry was built was bordered by the street. Bramante,
bringing the architectural design of the basilica to
its logical conclusion, used pictorial means to create
the illusion of a chapel of the main altar in the choir
aisles, "extending” the coffered cylindrical vault of
the central nave in a perspective image. This sce-
nographic effect is designed in such a way that the
viewer, moving along the central nave from the en-
trance to the altar, sees a deep chapel ahead and
discovers a flat decoration only when approach-
ing very close. Thus, Bramante used new pictori-
al and scenographic means to create the image of
new architecture. For a long time, this effect, which
is rightfully considered the first example of the use
of scenographic techniques in the architecture of
the Italian Renaissance, overshadowed another cir-
cumstance. In the process of building the church
of Santa Maria presso San Satiro, a small temple
of the Carolingian period was transformed into an
ideal round temple of the Renaissance — the first
experience of this kind in Lombardy.

By the time of Bramante's arrival in Milan, the
“chapel” was a centric temple, a tetraconch in plan
and in volumetric-spatial design, with a dome on
four columns, clearly borrowed from earlier build-
ings . Bramante delicately rebuilt it from the out-
side, inscribing the octaconch into the rotunda shell °.
He divided the outer round wall with niches framed
by pilasters and crowned the lower wide tier with

4. Sannazaro G.B.Op. cit., pp. 8-9.

5. On the Renaissance and subsequent transformations of San
Satiro, see: Schofield R., Sironi G. New Information on San
Satiro // Milanese Architecture and Architecture of Lombardo
/ A study by Ch. L. Frommel, L. Giordano, R. Schofield. Venice,
2002, pp. 281-298.

ulmﬂ._
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IlL3. Chapel of San Satiro in Milan after its reconstruction by
Bramante in the 1470s.

a cornice. In this way, the Carolingian temple was
transformed into an ideal centric Renaissance tem-
ple with a wider cylinder of the lower tier, a revealed
spatial cross in the middle tier, and a narrow drum
of the dome (fig. 03).

Researchers call this transformation “one of the
most delicate restorations of the Renaissance” ®.
However, what is more important is that in this
little temple of the Carolingian period, Bramante
recognised a type close to the ideas and imag-
es of the Renaissance. It is known that Renais-
sance masters used as models for imitation not
only ancient buildings but also early Christian
ones, such as the Church of Santa Costanza in
Rome, the Church of San Lorenzo in Milan, ear-
ly mediaeval ones, such as the Church of San-
to Stefano Rotondo in Rome, Romanesque ones,
such as the Baptistery of San Giovanni in Flor-
ence, and others. They never disappeared from
the field of vision of the Renaissance masters un-
til Leonardo. As Giorgio Vasari testifies, he pro-
posed to raise the Baptistery of San Giovanni on

6. Heydenreich L.H., Lotz W. Architecture in Italy 1400-1600.
Harmondsworth, 1974, p. 145.
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lL4. Leonardo da Vinci, Ms. B, fol. 19 r (collection of the Institute of
France, Paris). Circa 1490. A fragment.
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IIL5. Leonardo da Vinci, a sketch for a basilica church with a
centric choir. Codice Atlantico, fol. 24 r (collection of the Biblioteca
Ambrosiana, Milan). 1st half of the 1490s.

a base of twelve steps in order to give it great-
er dignity and grandeur and to make its appear-
ance more in line with the Renaissance ideas of
the ideal temple, formulated in the middle of the
15th century by Alberti and close to the way of
thinking of Leonardo himself.

14

In the “chapel” of San Satiro, a structure of the
Carolingian period, Bramante saw a similar ideal
temple. It only remained to bring this tiny temple
to the fullness of the Renaissance image, to turn
it into a rotunda with an antique decor of the wall
surface. This reconstruction did not go unnoticed by
Bramante's contemporaries. It was echoed, among
other things, in Leonardo’s sketches of centric tem-
ples, made around 1490 (Manuscript “B”, Institute
of France, Paris). On several sheets (fols. 191, 21 v),
compositions closely resembling the small temple
of San Satiro appear; each time such a structure is
not independent but represents one of the chap-
els surrounding the main space of the temple with
a crown and has a rotunda external volume (fig. 04).

Leonardo's architectural drawings of the 1490s
can be called the most sensitive seismograph, reflect-
ing the movement of layers of architectural thought
at the turn of the 16th century. Thus, in the Codex
Atlanticus (Biblioteca Ambrosiana, Milan), there ap-
pear sketches of a temple in which a large, practical-
ly independent centric choir aisle is connected with
the basilica part (Codex Atlanticus, fol. 24 r) (fig. 05).
On the one hand, impressions from the cathedral in
Pavia, where Leonardo was a consultant along with
Giovanni Antonio Amadeo, Bramante, and Frances-
co di Giorgio’ in the summer of 1490, could have
had an impact here. The cathedral had a customer
who was no less ambitious and energetic than Lo-
dovico Moro — Cardinal Ascanio Sforza. He invit-
ed as consultants the famous masters who were in
the Duchy of Milan at that time, including consult-
ants on the construction of the crossing of the Mi-
lan Duomo. Francesco di Giorgio, then already the
author of the Treatise on Civil and Military Archi-
tecture, the translator of Vitruvius's text into Italian,
an expert on the ancient heritage, did not have the
position of “ducal engineer”, which was occupied by
both Leonardo and Bramante at that time. In addi-
tion, in Lombardy, there were many of its own great
masters, including those who belonged to old con-
struction clans, such as the Solari clan. Thus, the in-
vitation of Francesco di Giorgio as a consultant on
the construction of the most important buildings
of the Duchy spoke of his real wide fame. His fame
would probably have been even greater and would
have eclipsed the fame of many of his contempo-

7. Documents concerning Leonardo’s journey, accompanied
by Giovanni Antonio Amadeo and Francesco di Giorgio to
Pavia, are contained in the book: Giovanni Antonio Amadeo.
| documenti /A cura di R. V. Schofild, J. Shell e G. Sironi. Como,
1989, pp. 38-39.

raries if his treatise had been published during his
lifetime as well as his translation of Vitruvius' trea-
tise, especially since it would most likely have been
illustrated with his own drawings (this would have
been the first illustrated translation of Vitruvius's
Ten Books on Architecture ®). If everything had hap-
pened in due time, both the history of the study of
Vitruvius and the history of architectural thought in
the Italian Renaissance as a whole would have been
different. However, although the treatise was first
published in the middle of the 19th century, it was
still familiar, albeit partially, to his contemporaries.
We know of copies of fragments of the treatise and
drawings from it dating back not only to the end of
the 15th but also to the end of the 16th century °.

Returning to Leonardo’s drawings dedicated to
the connection of a basilica church to a large cen-
tric choir aisle, it is worth mentioning other possi-
ble sources of his inspiration. We see a similar idea
in one drawing illustrating the latest of the known
lifetime copies of Francesco di Giorgio's treatise
(Codice Magliabechiano I1.I, 141, National Library,
Florence) (fig. 06). The drawing, executed in the
margins (fol. 42 v), illustrates the methods of pro-
portioning a basilica church with a large centric
choir aisle. The plan diagram with a human fig-
ure inscribed in it is close to Leonardo’s plan. The
following work by Bramante could have been an-
other basis for reflection on a similar “combined”
church. After the work in the church of Santa Ma-
ria presso San Satiro, Bramante, commissioned by
Lodovico Moro, was engaged in the reconstruction
of the church of the monastery of Santa Maria delle
Grazie in Milan from 1493. One can only marvel
at the construction enthusiasm of Duke Lodovico,
who decided to demolish the choir aisle, recently
completed by Guiniforte Solari, which had stood
for less than twenty years by that time. And so it
was destroyed for the sake of erecting a new choir
aisle in its place, which was to become the burial
vault of the Sforza family. Thus, in fact, the choir
aisle of the church was transformed into a family
mausoleum. The solution itself was not something
unprecedented in the architectural practice of the

8. Burns H. "Restaurator delle ruyne antiche": tradizione e studio
dell’antico nell'attivita di Francesco di Giorgio // Francesco
di Giogio architetto/ A cura di F.P.Fiore e M. Tafuri. Milano,
1994, pp. 152-153.

9. Tafuri M.Le copie di Giorgio Vasari il Giovene // Francesco
di Giogio architetto... pp. 400-402; Cantatore F. Francesco
di Giorgio nella trattatistica rinascimentale // Francesco di
Giogio architetto... pp. 402-404.
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IlL6. Francesco di Giorgio, a sketch for a basilica church with a
centric choir and a figure inscribed in it.

Codice Magliabechiano, 11.1.141 (collection of the National
Library, Florence). 1480s.

Italian Renaissance. Such choir-mausoleums were
to complete the church of the monastery of Santis-
sima Annunziata in Florence (the supposed burial
vault of the Gonzaga family) and the church of San
Francesco in Rimini (the burial vault of the tyrant
of Rimini, Sigismondo Malatesta, and members of
his family). Thus, in 1493, the Solari choir aisle was
dismantled, and Bramante began to reconstruct it.
In 1495, Leonardo began working on the Last Sup-
per in the refectory of the same monastery of San-
ta Maria delle Grazie. He saw the construction of
the new choir aisle, with its vast space dominated
by the semicircular outlines of the arches (fig. 07).

For that reason, 1490, the year of the meeting in
the Duchy of Milan of Francesco di Giorgio, who was
already fifty-one at the time, with forty-six-year-old
Bramante and with the youngest of the three mas-
ters, Leonardo (he was thirty-eight), became an im-
portant impetus in the development of architectural
thought of the Italian Renaissance of the late 15th
century. What these outstanding people discussed
among themselves, what they talked about, we will
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IlL.7. Bramante, Choir of the Church of the Monastery of Santa Maria delle Grazie. Milan. Begun in 1493.

obviously never know. However, we can assume with
full confidence that the masters could see each other’s
drawings and notes. At that time, Francesco di Gior-
gio had at his disposal several copies of his treatise
(probably not all of them have survived to this day),
albums with sketches, and drawings, which were pos-
sibly intended to illustrate his translation of Vitruvius.
Among the latter, it is worth paying special atten-
tion to one particular, with three versions of a round
temple surrounded by a portico (Codice Saluzziano
148, fol 84 r., Royal Library, Turin) (fig. 08). On this
sheet, in two temples, the columns carry a straight
entablature; the third temple is surrounded by an ar-
cade on columns. All the temples are covered with
rather flat stepped domes on drums, whose diame-
ters are noticeably smaller than the diameter of the
rotunda itself. The first two temples are free recon-
structions of monuments of Rome that were already
ruined in the 15th century and are now lost, whereas
the temple with the arcade, as is clear from the in-
scription above it, also reflects, however, quite free-
ly, the results of the reconstruction of the church of
Santo Stefano Rotondo, carried out in the middle of
the 15th century under Pope Nicholas V™. In gener-

10. Francesco di Giorgio Martini. Trattati di architettura, ingeneria
e arte militare / A cura di C. Maltese, trascrizione di L. Maltese
Degrassi. Milano, 1967, Vol. |, p. 284.
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al, these temples belong to the type that Francesco
di Giorgio characterises as a “round temple, entire-
ly surrounded by a portico” in his treatise. For him,
this type was represented above all by Roman round
peripteros, like the Temple of Vesta in the Forum
Boarium or Vesta in Tivoli. However, in carrying out
his hypothetical reconstructions, Francesco di Giorgio
erected a rather high drum under the dome above
the volume surrounded by the colonnade. As a re-
sult, these temples acquire features that would lat-
er be characteristic of Bramante's Tempietto — one
of his first works created in Rome before the begin-
ning of the epic design and construction of St. Pe-
ter's Basilica (fig. 09).

Of course, there are significant differences be-
tween the temples on the above-mentioned sheet
of Francesco di Giorgio's Turin work and Bramante's
Tempietto. First of all, these are proportions: the
Tempietto is more vertically elongated. The colon-
nade of the Tempietto uses the Tuscan order, which
was a mystery to the masters of the Italian Renais-
sance. It was a mystery until the attention of archi-
tects was drawn to such monuments as the Basilica
Emilia on the Roman Forum and the Theatre of Mar-
cellus in Rome, which were in much better condi-
tion in the 15th century than they are today. It is
evidenced in particular by Giuliano da Sangallo’s

IlL8. Francesco di Giorgio, sketches of round churches. Codice Sallustiano 148, fol. 48 r
(collection of the Royal Library, Turin). 1480s.

sketches. The sketches of the Basilica Emilia made
by Francesco di Giorgio are unknown. Perhaps the
Tuscan order was not clear enough to him to use
it in his fantasies and hypothetical reconstructions.
However, Bramante seemed to be completely fa-

miliar with it, although Bramante could not have
studied it in Milan. And here it is impossible not to
pay attention to the hypothesis, which was put for-
ward by L. Heidenreich back in the late 1970s. The
fact is that it is known from documents that Bra-
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IlL9. Bramante, Tempietto (Chapel of the Monastery of San Pietro in Montorio). Rome, 1502.

mante, busy with construction, including in Santa
Maria delle Grazie in Milan, left Milan in 1493, one
could even say, disappeared from Milan. Lodovico
Moro wrote to him, looked for him, and at the end
of the same year Bramante returned. Heidenreich

18

put forward the hypothesis that Bramante visited
Rome for the first time under the influence of Franc-
esco di Giorgio. It was as if he could not overcome
the desire to see the Eternal City, which Frances-
co di Giorgio aroused in him with his passionate

love for antiquity, his studies of Vitruvius, and his
knowledge of the typology of ancient buildings of-
fered by the ancient tradition '". Bramante's escape
to Rome before his final move there, of course, re-
mains only a hypothesis, and it is unlikely that ma-
terials will ever appear that would either definitively
confirm or refute it.

On the other hand, we can say with much great-
er certainty that the idea of a “Renaissance ver-
sion of the circular peripteros” '? at least began to
form in Bramante earlier, before his final move to
Rome. And the unique atmosphere of architectur-

al thought in the 1490s, which arose in the Duchy
of Milan, was the soil for this formation. There
is a figurative expression that explains why simi-
lar ideas arise simultaneously in different people:
ideas, according to it, "are in the air”. And yet it
is not so. Ideas are born, acquire form, meaning,
and influence in the minds of masters who are in
the process of intense intellectual communication.
The communication of Francesco di Giorgio Mar-
tini, Leonardo da Vinci, and Donato Bramante in
Milan is an example of such an incredibly intense
exchange of ideas.
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OPAHYECKO AN AXOPAXO, BPAMAHTE N IEOHAPAO:
APXNTEKTYPHAA MbICJ1b B MNMPEAABEPUNUA
BbICOKOI'O BO3POXAEHWNA B UTAJTNI

AHHomayus: B ctatbe paccmaTpuBaeTcs posb CU-
€HCKOro apxuTekTopa u nHxxeHepa XV B. ®paHyecko
an [xopaxxo MapTuHU B CTaHOBAEHWW WAEN, Ner-
LUMX B OCHOBY apXUTEKTYPHOM MbICAW U NMPaKTUKK ne-
puoaa Beicokoro BospoxaeHua B Vtanmn. durype
®paHuecko an xopaxo, aBTopa «TpaktaTta 0ob ap-
XUTEKType rpaxAaHCKOW U BOEHHOW» JOATOe Bpems
He yAenanocb AO/HKHOro BHMMaHWA. OgHa 13 NpuumH
3aKk/toYanacb B TOM, UTO ero TpakTaT He 6bin onyban-
KOBaH BN0Tb A0 cepeauHbl XIX B. OgHaKO nanto-
CTpaumMM K TpakTaTy, a TakxXe OTAe/IbHble 3apNCOBKM
®paHuecko an I>xopaxo bblav N3BECTHbI ero coBpe-
MEHHMKaM, O YeM CBUAETENbCTBYHOT MX COXPaHUBLUN-
ecs konum XVI n XVII BB. 3HaunTenbHaa YacTb CTaTby
yAeneHa BpemeHu pabotbl PpaHuecko an [xopaxo
B repuorctee MunaHckom B 1490 r. B kauecTBe KOH-
Cy/nbTaHTa. TaMm, y4acTByA B 3acefaHnAX rpynmbl 3KC-
nepToB MO NOBOAY BO3BeAeHUA HallHM cpeAokpecTus
MwnaHckoro cobopa, oH BcTpedasncs ¢ bpamatTe u fle-
oHapgo. KaxzabIi 13 mactepoB K Havany 90-x rr. XV B.
obnagan 60NbLLNM OMbITOM U3YUYEHNA APEBHUX U CO-
BPEMEHHbIX COOpYXeHn, PpaHuecko an Jxxopaxo
n bpamaHTe Takxe obnaganm 60AbLIMM NpakTUYe-
ckunmM onbiTom. PpaHuecko an Jxopaxo v JleoHapao
oCTaBWAM BOJbLLOE YMCIO apXUTEKTYPHBIX haHTa3uni,
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B KOTOPbIX OOHaPYXXMBaOTCA HAaBPOCKM aHaNOTMYHbIX
peleHunii. Cpean apxmTekTypHbIX GaHTasni PpaHue-
CKO AN [KOpAXKO, BEPOSTHO, CBA3AHHbIX C MOArOTOB-
KOW MANFOCTPALMIA K «[JecaT KHuram ob apxmTekType»
Butpysus, obpaluaet Ha cebsl BHUMaHMe JIUCT, Ha KO-
TOPOM M306paXxkeHbl TPU LIEHTPUYECKNX XPama, OKpY-
>KEHHbIE KOJIOHHbIM NMOPTUKOM W NEPEKPbITbIE KYMOAOM
Ha CpaBHUTE/IbHO BbICOKOM bapabaHe. Komnosnums
OAHOTO M3 3TUX XPaMOB MPeABOCXMLLAET peLleHne
TemnbeTTo, KOTOPLINM BpamaHTe BO3BeaeT B Pume
B 1502 r. 1 KOTOPOe y>Xe ero CoBpPemMeHHMKam 1 npo-
JomKaTensM AacT NoBOJ roOBOPUTL O Hayae HOBOW
3MOXW B apXUTEKTYpPe, KOrAa MacTepCTBO W C/laBa ApeB-
HVX 3044MX bblia NpeB3oiaeHa.

PaHHUMUK pumcknmm pabotamn BpamaHTe nc-
cnepoBaTen TPagULMOHHO OTKPbIBAKOT UCTOPUIO
Bbicokoro BozpoxgaeHus B Vitanmun. B gaHHoR cTa-
Tb€ PackpbIBAETCSH POJb apPXUTEKTYPHOU MbICAU
1490-X rr. B BbI3peBaHWM NAEN HOBOW 3MOXN.

Knroyegeie cnosa: apxutektypa BospoxaeHus
B VNtanun, ®paHuecko an Jxxopaxo MaptuHu,
JoHato bpamaHTe, JleoHappo aa BuHun, CaHTa
Mapwsa npecco CaH Catnpo, TeMnbeTTo, repLorcTso
MunaHckoe, BO3POXKAEHME aHTUUYHOCTY, apXUTEKTYp-
HbIV PUCYHOK, apXUTeKTypHas Teopms BospoxaeHus.

B nctopumn apxmtektypbl UTaabsiHCKOro Bos-
POXAEHMA CNOXMBLUAACA NepUOoAN3aLINA AaBHO
He BbI3blBaeT COMHeHUN. OAHOM N3 BaXKHbIX YepT
3TOV Nepuoam3aLmm aBASETCA NpU3HaHMe Pe3Ko-
ro nepesnoma, KOTopbI HACTYMUA B UTANbAHCKOM
apxuTtekType Ha pybexe XV-XVI Bekos. Torga Ha
CMeHY MHOMMM NIOKaJbHbIM peHeccaHcaM, obpa-
LWaBLWNMCA K @aHTUYHOMY Hac/leAnto CKBO3b Npu-
3MYy MECTHbIX TPaAULUNA, NpULIen YHNUBEPCaabHbIN
A3bIK U CTWUAb, MakKCMManbHO H6AM3KUIA K aHTUYHO-
CTV No xapakTtepy, dopmMoobpazoBaHuto, cnocoby
obpalLeHns ¢ 06beMOM M NPOCTPAHCTBOM, OCHOB-
Has XxapakTepuCT1Ka KOTOPOTO YXe COBPEMEHHMKa-
MK Bblna chopmMyanpoBaHa kak romanitd — ocobas
«PVIMCKOCTb», B KOTOPOW aHTU4YHOEe 4YyBCTBO dop-
Mbl COAMHMOCH C MacliTabom BeuHoro ropoga.

Bogopasaen, CUMBOANUYHO MPUXOAALLNICA Ha
py6ex XV n XVI BekoB, NpoxXoaunT He TObKO Mo
3MOXe, HO U MO TBOPYECTBY OAHOIO apXuTekTopa —
[JoHaTo bpamaHTe, nepeexaBLiero nocne najeHus
Jlogosurko Mopo B 1499 rogy 13 MunaHa B Pum,
n y>ce B 1502 roay Bo3BegLLEro COopy>eHue, Ko-
TOPOE ero COBPEMEHHMKM CYMTANN TOUKOW OTCUETa
BCEV HOBOW apXMTEKTYpPbl, CPaBHABLLENCA B CBOEM
BE/INYMMN C apXUTEKTYPOW APEBHUX, — NPOCIaBAEH-
HbIli TEMMbETTO — YacoBHIO MOHacTbips CaH MNbeTpo
nH MoHTopuKo B Pume. Takum 06pasom B MCTopum
UTaNbSHCKOW apXMUTEKTYpPbl CyLLECTBYHOT CNOBHO ABa
bpamaHTe: bpamaHTe MunaHckoro nepmoga v bpa-
MaHTe pMMCKOro nepuoga. lNMpuyuem nepebiv nNpe-
BPaTW/ICS BO BTOPOrO CIOBHO MO BOALLEOCTBY, AULLb
BAOXHYB BO34yx BeuHoro ropoga. Nccneposateny,
0COBEHHO Te, B LLeHTPe BHMMaHMA KOTOPbIX Obli10
cobcTBeHHO TBOpYecTBO bpamaHTe, Takne kak Ap-
Hanbao bpyckm !, PpaHko bopcn ? n gpyrve NbiTaancb
CrNajnTb 3TOT Nepexod, yTBepXjas, YTo B TBOpYe-
cTBe bpamaHTe elle B MUAAHCKWIA NepuUo Haka-
NAMBaNNChb MAEWN, KOTOpble 3aTeM B MOJNHON Mepe
peannsoBanncb B Pume, ogHako, Uto 310 Oblin 3a
NAen 1 Kak MIMEHHO OHU peann3oBanuncb B TeMnbeT-
TO, B NpoekTe cobopa cB. [eTpa, oTBETa, N0 60/1b-
oMy cyeTy, HeT. [ToToMy no-npexHemy ocTaeTcs
OTKPbITbIM BOMNPOC O TOM, Kak bpamaHTe MunaHcko-
ro nepvoga npespatuicsa B bpamaHTe-pyMaaHnHa,
OZHOTO 13 NepPBbIX aPXUTEKTOPOB, MONOXMBLUUX Ha-
Yasio TOPXKECTBY romanitd He TONbKO B apXUTEKTY-
pe camoro Pvma, HO 1 B ceBEPHOI 1 LeHTPaNbHOM
WTanun, kysa HanpaBmancb pabotaTtb MacTepa, Bbl-
WweaLwme 13 ero macrepckoin. M 3geck ctout elye

1. Bruschi A.Bramante architetto. — Bari, 1969.
2. Borsi F.Bramante. — Milano, 1989.

M elle pa3 npucraibHee BCMOTPETLCA B Nepunoa,
korga bpamaHTe paboTan B repuorctee MunaHckom.

Wtak, B 1478 rogy bpamaHTe npuctynua K no-
CTpoVike opaTopus, NpuMbiKatoLero K uepkeu CaH
Catupo B MunaHne. (Un. 01.) CerogHa 3TOT ManeHb-
KW XpaMm, Kak npaBmao, HasbiBatoT sacello (uaco-
BEHKa), HO NepPBOHaYasbHO OH OblN HE YaCOBHEW,
a caMocCTosTE/IbHbIM XpamoM. OCHOBaHHbIN B X Beke
npwv apxmenunckone MuaaHa AHcnepTo, OCTaBmB-
weMm B Jlombapaun no cebe cnaBHyro NamaTb Kak
BblJAOLWMNCA LEePKOBHbIN AesaTenb U 4YenoBek
60bLLIOW yyeHOCTH, Xpam bbin nocesweH cB. Ca-
TMpo, cB. CunbeecTpy 1 cB. AmBpocuto. (Ma. 02.)
Ob6peTeHHbI B cepeaunHe Xl Beka 4ys0TBOPHbIN
ob6pa3 boromatepu ¢ MnageHLem, NnepBoHayanbHO
6b11 pa3melLeH Ha BHELLIHEN CTeHe XpaMa 1 Bckope
noABepPrcs HanaAeHWo O4HOrO, Kak MULLYT XPOHWKM,
paccnabneHHoro. CoBpeMeHHWKN CBUAETENbCTBOBA-
2N, 4TO B pe3y/bTaTe yAapa HOXXOM Ha obpase Bbl-
CTYyNWAn Kanam kposu 3. MNpoLuno 4Ba ¢ IMWHUM Beka,
n ana 4yaoTBOpHOro obpasa boromatepwm pelleHo
6b110 BBICTPOUTL OPaTOPUiA — peLLeHne, NpuaToe
Oxanraneauyo Chdopua 1 ero MaTepbto N pereHT-
wen boHon CaBOWMCKOMW, C LieNbto YKPenaeHus Kyb-
Ta boromartepu B repuorcTee 1 C LieIbio YKpacuTtb
MwunaH eLe oAHUM 60bLLINM XPaMOM.

B 3TOM McTOpPMK BCE AOCTAaTOYHO XOPOLLO U3-
BecTHO: B 1474 rogy noj CTpouTeNbCTBO OpaTopus
6blna KynaeHa 3emMAs, U ero BO3BejeHWe, BCes
3a TeM NOCTOSIHHO noaaepxuBaeMoe J1of0BUKO
Mopo, 66110 nopyveHo bpamaHTe, KOTOPbIN AnA
MWIaHLLEB TOrO BpeMeHM bbin elle COBCEM He MU-
NaHUeM, a caMbIM YTO HM Ha ecTb YpbuHuem, no-
CKONbKY NpnbbIT U3 YpbuHo B MunaH B TOT Xe
rod, 4to 6bI1 KyMaeH NepBbIv yyacTok 3emau. Mep-
BOHauyanbHbI/ NpoeKkT BpamaHTe TakXe n3BeCTeH:
BbITAHYTOE MPAMOYrOJbHOE COOPY>XXEHMNE, MPUMbI-
KatoLLee Y3KOW CTOPOHOM K «4acoBeHke» CaH CaTtu-
po. LleHTpanbHbI kBagpaT ogHOHedHOro opatopus
nepekpbIBaaCA KynoJsioM, MO CTOPOHAM OT MOAKY-
NOJIbHOTO KBaApaTa pPacnoaoXeHbl MO TPU y3Kue
TpaBew, NepeKkpbITble KECCOHMPOBAHHBIMW LIMANH-
apvdecknmmn ceogamu. C ogHON CTOPOHbI, uaes
NoAKYNOJAbHOrO NPOCTPaHCTBa, GNaHKMPOBAHHO-
ro y3KnMmu TpaBesmMu, 3acTaBAseT BCMOMUHATb Ka-
nenny Mauuw bpyHenneckn (C TOM MnLb pasHULIEN,
YTO B OpPaTOPUM TaKMX TPaBel Mo TPU C KaXKAOoM
CTOPOHBI), C 4PYrON CTOPOHbI, MPOTAXEHHbIE M-

3. Sannazzaro G.B.Il Sacello di San Satiro: I'Architettura //
Il Sacello di San Satiro: Storia, Ritrovamenti, Restauri /
Ed.S. Bistoletti Bandera. — Milano, 1990. — P. 7.
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NMHAPUYECKUe CBOALI HAMOMMHALOT O CBOAAxX Heda
n nopTtuka uepksn CaHT AHapea B MaHTye Anb-
6epTn — NocTporikK, KoTopyro bpamaHTe fonxKeH
6bIn BUAETb, NO KpallHeln Mepe, Ha CBOEM NyTU
13 YpbumHo B MunaH. CoegHEHNE «4aCOBEHKU»
CaH Catvpo u BbITAHYTOrO OpaToOpmMA OKa3anocb
OpraHW4HbIM, ¥ OPaTOPUN NpY BCeRN CBOEN caMo-
CTOATENbHOCTV OAHOBPEMEHHO CTas CBOEro poja
BeCTMbLoNeM nepes CTapbiM XPamMoM.

Mo3xe NpoeKT paAnKanbHO U3MEHWACA: Ha AO-
NOJIHUTENIbHO NPUOBPETEHHOM y4acTke bbla0 pe-
LUEeHO BbICTPOUTb HONbLION TpexHedHbIN Xpam,
PacnoNOXeHHbI NeprneHANKYASPHO K NPSAMOY-
roJibHOMY OpaTopuio Takum 0bpasom, 4To opaTo-
pPU NpeBpaLLancs B TpaHCENT HOBOW Basnanku,
M ero LeHTpasibHbI KYyNoa npesBpaLLancs B Kynos
cpefokpectus. 3TO pelleHne, NpvBejLlee K CTpo-
NTeNbCTBY KOPOTKOW (BCEro B NATb TpaBeu) ba-
3UNKW, BbI3BaNO K XXU3HW ellle OAHO peLleHue,
npeueseHTOB KOTOPOMY He 6bl10 B apXuTekType
PeHeccaHca. Ternepb, korga opaTopuin npespaTma-
CA B TPAHCENT, 3@ €ro NoAKynoaAbHbIM KBaApaToM
A0/KHa 6blla pa3MecTUTbCA Kaneasa rnaBHoro an-
TapsA. Ho ee ctpontenscTBO 66110 HEBO3MOXHbIM
“3-3a TOro, YTO Y4acCTOK, Ha KOTOPOM HblN BbICTPO-
€H opaTopuii, bbla orpaHudeH yanuen. bpaman-
Te, AOBOASA apXMTEKTYpHOe peLleHne 6a3nankn jo
JIOTNYEeCKOro KOHLA, XMBOMUCHBIMUN CPeaCTBaMu
CO3/,aeT B XOpe W30 Kaneibl r1aBHOro anTa-
ps, «NpoAseBas» B NepcrnekTMBHOM n3obpaxeHunu
KECCOHMPOBAHHbIN LUANHAPUYECKUI CBOZA LiEeH-
TpasbHOro Heda. ITOT cLeHorpaduyecknin apdekT
paccumnTaH Takum o6pasom, UTo 3puUTeNb, ABMXKY-
WWUIACA NO LeHTPaNbHOMY Hedy OT BXOAa K antapto,
BUAWT Brepeau raybokyto Kaneany v nllb NoAX0oAA
coBcemM 6,113K0, OBHapy>XXMBaeT NIOCKYHO Jekopa-
umto. Tak bpamaHTe ncnonb3oBan HoBblE XXMBOMKUC-
Hble 1 cLeHorpaduyeckmne CpeacTBa AN CO34aHNA
obpaza HOBOW apxmuTekTypbl. ITOT 3ddEKT, KOTOPLIN
Mo npasy CcUMTAeTCA NepBbIM NPUMEPOM NprMe-
HeHWna cLeHorpaduyecknx NPUEMOB B apXmTeKTy-
pe UTanbfAHCKOro Bo3poxxaeHus, HafoAro 3aTMu
coboli apyroe 0bCTOATENBCTBO, @ UMEHHO TO, UTO
B npovuecce Bo3BeseHus Lepkan CaHta Mapwma npec-
co CaH CatMpo MasieHbKMI Xpam KapOJANHICKOro
BpeMeHn Hbl1 MpeBpaLleH B UAeanbHbIA KPYrabli
XpaM 3noxu BospoxzeHns — nepBbIi OMNbIT TaKo-
ro poga B Jlombapauw.

Ko BpemeHun npunesga bpamaHTte B MunaH «4a-
COBeHKa» npeacTaBasfa cobol LeHTpUYECKUia
Xpam, BNUCaHHbIA B KBajpaT TeTpakoHxA B niaHe
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1 B 06beMHO-NPOCTPAaHCTBEHHOM PELLEHUN, C KYMNO-
JIOM Ha YeTblipex KOJOHHaXx, ABHO 3aMMCTBOBaHHbIX
13 6bonee paHHMX NOCTPOeK 4. bpamaHTe gennkar-
HO MepecTpPoOu/ ero CHapy>u, BN1caB ero B POTOH-
JAanbHyo 06010uKy °. BHeLHIOH Kpyrayto CcTeHY OH
pacuneHna HUWamMum, obpaMaeHHbIMU NMUAACTPaMMK,
N HUKHWIA LUMPOKWMIA APYC YBEHYAN KapHU30M. Takum
06pa3omM xpaM KapOJAMHICKOro BpeMeHWn npespa-
TUACA B NAEaNbHBIN LLeHTpuYeckuii xpam PeHeccaH-
ca c bonee LWNPOKNUM LIMANHAPOM HUXHErO ApYyca,
BbIAB/IEHHbIM MPOCTPAHCTBEHHBIM KPECTOM B CPef-
HeM Apyce 1 y3kum bapabaHom kynona. (M. 03.)
WccnepoBateny HasbiBaloT 3TO NpeobpaxeHune
«OAHOM U3 AeNVKATHENLLMX pecTaBpaLLMii 3Moxu
BozpoxzaeHus» ¢. Ho BaxHee B Hel Apyroe: B 3TOM
XpamukKe KaposIMHIckoro BpeMeHn bpamaHTe yragan
™n, 6AN3KNI naeam n obpasam PeHeccaHca. N3-
BECTHO, 4YTO MacTepa PeHeccaHca BkitoYanu B Kpyr
06pa3uoB A5 NojpaXKaHUs OTHHOAb He TONIbKO aH-
TUYHblE NOCTPOWKM, HO N PaHHEXPUCTMAHCKME, Ta-
kue kak uepkoBb CaHTa KocTtaHua B Pume, LiepkoBb
CaH JlopeHuo B MunaHe, paHHecpeHEBEKOBbIE, Kak
uepkosb CaHto CtedaHo PotoHao B Pume, poMaH-
ckue, Kak bantuctepuii CaH [xoBaHHu Bo ®iopeH-
ummn 1 gpyrue. OHM HUKOTAa He ucyesanu m3 nons
3peHnsa MacTepoB 3Moxu Bo3poxxaeHns BNaoTb Ao
JleoHapgao, npeanaraBLiero, Kak CBUAETEbCTBYET
[>xxopaxo Baszapu, nogHaTe 6antuctepuin CaH [xo-
BaHHW Ha OCHOBaHWE B JBEHaALATb CTyrNeHew, Aabbl
Coob6WKTb eMy BObLIEE JOCTOMHCTBO U BEMUME,
caenatb ero 06auk 6onee COOTBETCTBYHOLLMM PEHEC-
CaHCHbIM NpejcTaBaeHnsM o6 naeanbHOM xpame,
chopmynupoBaHHbIM B cepeanHe XV Beka Anbbep-
™ 1 6113kUM 0bpasy Mbicaen camoro JSleoHapgo.
MofobHbIV naeanbHbIN Xpam bpamaHTe pasras-
Aen n B «yacoseHke» CaH CaTnpo» — COOpYy>XeHNK
KapoAuHrckoro BpemeHn. OctaBanoch JOBECTU 3TOT
KPOLLEYHbIN XpaM A0 MNOJHOTbI PEHEeCCaHCHOro 06-
pa3a, NpeBpaTUTb €ro B POTOHAY C aHTUKM3NPYIO-
LM LEKOPOM MOBEPXHOCTU CTeHbI. PEKOHCTPYKLMS
3Ta He NpoLia He3aMeUYeHHON COBPEMEHHUKaMM
BpamaHTe. OHa oTO3Basach B TOM 4Ymncie B Habpo-
CKax LleHTpuyeckux xpaMoB JleoHapao, caenaHHbIx
okono 1490 roga (Pykonuck “B”. HcTuTyT ®paH-

4. Sannazaro G.B.Op. cit. — P. 8-9.

5. O peHeccaHcHbIX 1 nocneayowmnx TpaHcpopmaumax CaH
Catunpo cm.: Schofield R., Sironi G. New Information on San
Satiro // Bramante Milanese e I'architettura del Rinascimento
Lombardo / A cura di Ch. L. Frommel, L. Giordano, R. Schofield.
Venezia, 2002. P. 281-298.

6. Heydenreich L.H., Lotz W. Architecture in Italy 1400-1600. —
Harmondsworth, 1974. — P. 145.

umun. NMapux). Ha Heckonbkmx anctax (fols. 19 r, 21 v)
NOABAAOTCA KOMMNO3MLUUK, 6AM3KO HaNnoOMUHaroLwme
xpamuk CaH CaTnpo, NpuyemM BCAKWUIA pa3 Takoe Co-
OpY>KeHWe He ABAAETCA CAMOCTOATENbHbIM, a NPea-
CTaBASET OAHY U3 Kanes, OKPy>aroLwmx BEHLOM
OCHOBHOE NMPOCTPAHCTBO Xpama, U MMeeT POTOH-
JanbHbll BHeLWHUI ob6beM. (. 04.)
ApxutekTypHble pucyHku JleoHapao 1490-x rogos
MO>HO Ha3BaTb CaMblM YyBCTBUTE/NbHbIM CENCMO-
rpadom, oTpaxkaBLUEM ABMXKEHMWE NAACTOB apXu-
TEKTYpHOWN Mblcan pybexxa XV-XVI ctonetuid. Tak
B «ATNnaHTM4eckom kogekce» (bubanoteka AMbpo-
3naHa. MunaH) NosBASOTCA 3CKMU3bl Xpama, B KOTO-
POM OBLUMPHBIN, MPaKTUYECKN CAMOCTOSATENbHbIN
LEHTPUUYECKUIA XOP COEAMHAETCA C 6a3nNANKaNbHOM
yactbto (Cod. Atlantico, fol. 24 r). (Un. 05.) C oa-
HOW CTOPOHbI, 34€Cb MOTJ/IN CKa3aTbCsA BNeyatieHus
oT cobopa B MaBuwn, rae SleoHapao netom 1490-ro
roza BbICTyMnan KOHCY/bTaHTOM Hapsaay ¢ [>oBaH-
HW AHTOHMO AMageo, bpamaHTe n ®paHyecko au
[>xxopaxo’. Y cobopa bbln He MeHee aMOVLMO3HbIN
W 3HEpPrnYHbIN, Yem JSlogoBrko Mopo, 3aKa3umK —
kapanHan AckaHno Cdhopua, n oH npuraacun B Ka-
yecTBe KOHCYNbTaHTOB NPOC/iaB/eHHbIX MacTepPOB,
KOTOpble B TOT NEPUOA HaXOAUANCH B repLorcTee
MwunaHCKOM, B TOM UYMC/Ie U B Ka4eCTBE KOHCY/IbTaH-
TOB Ha CTPOUTENbCTBE CPEAOKPECTUA MUIAHCKOTO
Jyomo. ®paHuecko an [Jxopaxo, Toraa yxe aB-
Top «TpakTaTta 06 apxuTekType rpaxaaHckol 1 Bo-
E€HHOWN», MepPeBOAUNK Ha UTANbSHCKUIA A3bIK TEKCTa
BuTpyBUS, 3HaTOK aHTUUYHOIO HacNeAns, He NMen
HOMKHOCTN «repLOrckoro MHXeHepa», KOTOPYH B TO
BpeMs 3aHuManu n JleoHapgo, n bpamanTte. Kpo-
Me Toro, B JlTombapanu Obl10 MHOFO COBCTBEHHbIX
KPYMHbIX MacTepoOB, B TOM 4Ynciae NpuHaaaexan-
WM K JaBHUM CTPOUTENbHBIM KAaHaM, TakMM Kak
knaH Conapw. Tak yto npurnawieHne PpaHuecko au
[>KOpAXO B KayecTBe KOHCY/bTaHTa Ha CTPOUTEb-
CTBE BaXXHEMLLNX COOPY>KEHMWI repLorcTea roBopm-
N0 0 HacTosALEN LUMPOKOW M3BECTHOCTU MacTepa.
BeposaTHo, ero cnasa 6bina bbl ewwe 6osbLLE 1, 3aT-
Muna 6bl ChaBy MHOTUX €r0 COBPEMEHHWUKOB, €C/N
6bl ero TpakTaT 6bl1 ONY6ANKOBAH NPU €ro Xns-
HW, 1 ecan Bbl BbILLeN B CBET €ro NepeBo/ TpakTaTa
ButpyBus, Tem 6onee, UTO OH, CKOpee BCEro, A0J-
eH 6bI1/1 BbITb MANHOCTPUPOBAH €ro COHCTBEHHbBIMU
pUCyHKamK, 1 3TO 6bla Bbl MEPBbLIA UANKCTPUPO-

7. [okymeHTbl, Kacatowmeca nytewecrsnsa JleoHapgo, co-
nposoxgaemoro [xxoBaHHN AHTOHMO Amageo, n PpaHue-
cko an xxopaxo B MaBuo cogepxuntcs B KHure: Giovanni
Antonio Amadeo. | documenti /A cura di R. V. Schofild, J. Shell
e G.Sironi.— Como, 1989. — P. 38-39.

BaHHbIV NepeBoj «/1ecatn KHUM 06 apxutekType» 8.
OcyLecTBucb BCE B CBOE BPeMS, U UCTOPUA n3yye-
HUs BUTPYBUSA, N NCTOPUA apPXUTEKTYPHON MbICAU
ntanbsHckoro PeHeccaHca B Lenom bbina 66l MHOM.
Ho xoTa TpakTtaT 6bi1 BNepBble U3jaH B cepesnHe
XIX Beka, oH BCE xe Hbl1 3HaKOM, XOTb M YaCTUUHO,
€ro coBpeMeHHuKaM. Ham nsBecTHbl konuun ¢par-
MEHTOB TpakKTaTa U PUCYHKOB M3 Hero, oTHocALmMe-
CA He TONbKO K KOoHLYy XV, HO 1 K KoHLy XVI Beka °.

Bo3Bpalaack Kk pucyHkam JleoHapao, NocBa-
LLEHHbIX COeAMHEHMIO Ba3nnnKaabHOro xpama c 06-
WMPHbBIM LEHTPUUYECKMM XOPOM, CTOUT CKasaTb
N O APYrvX BO3MOXHbIX MCTOYHMKAX €ro BAOXHO-
BeHMA. banskyro ngeto Mbl BUAUM Ha OAHOM pu-
CYHKE, UANCTPUpYLoWeM Hanbosiee NO3HIOH U3
N3BECTHbIX MPUXU3HEHHbIX KOMWI TpakTaTa PpaH-
yecko aun xopaxo (Codice Magliabecchiano Il.I.
141. HaumoHanbHas 6ubanoteka. daopeHuns).
(n. 06.) 3TOT PUCYHOK, BbIMOAHEHHbIA Ha MOAAX
(fol. 42 v), nantoctpupyeT cnocobsl Nponopuymo-
HUpPOBaHNA Ba3nINKaNbHOIO XpamMa C OBLINPHBIM
LeHTpUYeckM xopoM. CxeMa naaHa ¢ BNMCaHHOM
B Hero ¢urypom yenoBeka 6am3ka kK naany Jleo-
Hapgo. Ewe ogHMM NOBOAOM AN pa3MblLUNEHUS
Noj06HOM «KOMOMHMPOBAHHOM» XpaMe Moraa no-
CNYXUTb U cnepyrowas pabota bpamaHTe. MNocne
paboT B uepkeun CaHta Mapusa npecco CaH Catu-
po bpamaHTe no 3akasy Jlogosnko Mopo HaunHas
¢ 1493 roaa 3aHVMMaeTCs NepecTponKon LEepKBM MO-
HacTelps CaHTa Mapusa genne pauuve B MunaHe.
OcTaeTcs TONbKO YAMBAATLCSA CTPOUTENILHOMY SHTY-
3nasmy repuora JIo40BUKO, KOTOPbIA PeLlns CHe-
CTW XOP, He TaK AaBHO 3aKOHUYEeHHbIN BUHMOpPTE
Conapu, KOTOPbI NPOCTOSAA K TOMY MOMEHTY He-
NonHble ABajLaTh NeT. I BOT ero paspyLuaroT pagm
BO3BE/JEHMA Ha €ro MecTe HOBOTO XOpPa, KOTOPbIN
BOKEH Bbln CTaTb OAHOBPEMEHHO YCbiNasbHULLEN
cemerictBa Chopua, To ecTb GaKTUYECKM XOp LiepPK-
BV npeBpawancs B damuabHbln MaB3oaein. Camo
no cebe pelleHne He HBbIIO YEM-TO HEBUAAHHBIM
A5 apPXMTEKTYPHOM NPakTUKK UTanbsHCKOro Bos-
poxaeHua. TaknMn xopaMmn-maB30aeaMn JOKHbI
6blNM 3aBepLUaTHCA LepkoBb MOHaCTbIpst CaHTUC-
cMMa AHHyHUMaTa Bo PnopeHunn (npegnonarae-

8. Burns H. "Restaurator delle ruyne antiche”: tradizione e studio
dellantico nell'attivita di Francesco di Giorgio // Francesco di
Giogio architetto/ A cura di F.P. Fiore e M. Tafuri. — Milano,
1994, — P. 152-153.

9. Tafuri M.Le copie di Giorgio Vasari il Giovene // Francesco
di Giogio architetto... — P. 400-402; Cantatore F. Francesco
di Giorgio nella trattatistica rinascimentale // Francesco di
Giogio architetto...- P. 402-404.
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Mas yCbiNanbHMLa ceMencTBa FoH3ara) u LepkoBb
CaH ®paHuecko B PUMUHM (ycbinanbHMLa TUpPaHa
PumMunHum CnaxmamoHao ManatecTbl M UNEHOB €ro
cemeiicTBa). M1 BoT B 1493 roay xop Conapu pasbu-
paetcs, U bpamaHTe NpUCTynaeT K ero nepecTpom-
ke. B 1495 rogy JleoHapzo HaunHaeT paboTaTtb Hag
«TallHOW Beyepe» B pedpeKTOpunn TOro e MoHa-
cTboipsa CaHta Mapusa genne pauue. Ha ero rnasax
N BO3BOAWNTCA HOBbIN XOP C €ro obLnpHbLIM Npo-
CTPaHCTBOM, B KOTOPOM FOCMOACTBYHOT NOAYLIMP-
Ky/NbHble ovepTaHua apok. (Mn. 07.)

Takum obpaszom, 1490 rog, rog BCTpeum B rep-
yorctBe MunaHckom ®paHuecko an [>KOpAxXo, KO-
TOPOMY B TO BpeMs 6bln y>Ke NATbAECAT OANH rog,
copokallectuneTHero bpamaHTe 1 camoro mosnozo-
ro u3 Tpex mactepos JleoHapAo (eMy bbin TpUALaTh
BOCEMb) CTasa Ba>KHbIM MMMYNbCOM B Pa3BUTUM
aPXUTEKTYPHOW MbICAN UTanbAHCKOro Bospoxae-
HUs KoHua XV Beka. Yto obcyxaanm mexay co-
60M, 0 YeM FOBOPUAN 3TU BbIJAIOLLMECH IHOAN, HaM,
O4YeBMAHO, He y3HaTb HUKOrAa. Ho Mbl MOXeM co
BCEN YBEPEHHOCTbIO NPEAMNONOXNTb, YTO MacTe-
pa MOrAu BUAETb PUCYHKM U 3aMUCKU Apyr Apyra.
B pacnopsxeHunn ®paHuecko an [A>Xopaxo Ha ToT
MOMEHT ObINI0 HECKOJIbKO KOMWUI ero TpakTaTa (Be-
POSTHO, faNeKO He BCe JOLWAN A0 HaLIWX AHEeN),
anbboMbl C 3apUCOBKaMM U PUCYHKaMK, KOTOpPbIE,
BO3MOXHO, NpejHa3Ha4yaancb 4na MANCTpUpo-
BaHMWA ero nepesoga Butpysua. Cpean nocneaHnx
xoueTtcs 06paTnTh 0coboe BHMMaHWE Ha OANH 13
HUX — C TPEMSA BEPCUAMU KPYTA0ro Xpama, oKpy-
xeHHoro noptukom (Cod. Saluzziano 148, fol 84 r.
KoponeBckasa 6ubnunoteka. TypuH). (Mn. 08.) Ha
3TOM /ICTE B ABYX Xpamax KONOHHbl HECYT NPsMON
aHTabNeMeHT, TPETU XpaM OKPY>XKeH apKajomn Ha
KOJIOHHax. Bce xpambl nepekpbITbl 4OBOALHO MO-
NIOTUMWU CTyMeH4YaTbiMK Kynonamun Ha 6apabaHax,
UbM AMaMETPbI OLLYTUMO MEHbLUE JuameTpa caMoi
poToHAabl. Ecnv aBa nepBble xpama npeacTaBAsAOT
06011 BOJIbHbIE PEKOHCTPYKLMU PYMHUPOBAHHbIX
y>xe B XV Beke 1 yTpauyeHHbIX HblHE NaMATHNKOB
Puma, TO Xxpam ¢ apkaZoK, KaK 3TO ABCTBYET U3 NoJ-
MUCK Haj HUM, OTpaxkaeT, TOXe, BMIpoYeM, JOoCTa-
TOYHO BOJIBHO pe3ynbTaTbl PEKOHCTPYKLNW LiepKBY
CaHTto CredaHo PoToHA0, OCyLLLeCTBNEHHON B Ce-
peavHe XV Beka npu nane Hukonae V '°. B ue-
JIOM 3TN XPaMbl OTHOCATCA K TOMY TUMY, KOTOpPble
B TpakTate ®paHuecko aun [KOpaAXKO xapakTtepu-

10. Francesco di Giorgio Martini. Trattati di architettura, ingeneria
e arte militare / A cura di C. Maltese, trascrizione di L. Maltese
Degrassi. — Milano, 1967. Vol. |. — P. 284.
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3yeT Kak «KPYrablil XpaMm, LeJnKOM OKPY>KEHHbIN
nopTMKoM». [1na Hero aToT TMn 6bIN NpeacTaBaeH
npexae BCero, PUMCKUMU KPYTbIMW NepunTepamu
Hanogobue xpama Bectbl Ha BbiubeM dopyme nau
Bectbl B TBOAWU. HO, BbIMOAHAS CBOU TMMOTETU-
yeckme pekoHCTpyKunn, paHuecko an Jxopaxo
BO3BOAUT HaZ 0ObEMOM, OKPY>XEHHOM KOJIOHHa-
[0M, [OCTaTOYHO BbICOKUIA NMOAKYMNOJbHbIV BapabaH.
B pe3ysnbTate 311 Xpambl NpnobpeTatoT 0CobeH-
HOCTW, KOTOpble No3xe ByAyT CBONCTBEHHbI TeM-
nbeTTo bpamaHTe — 0AHOW 13 NepPBbIX €ro paboT,
CO3ZaHHbIX B PMe A0 Hayasa anoneun npoekTmpo-
BaHMWA U cTpomTenbCcTBa cobopa cB. MNetpa. (Mn. 09.)

KoHeuHO, Mexay XxpaMmamMu Ha YyNOMAHYTOM
NINCTE U3 TYPUHCKOW pykonucn ®paHuecko am
Oxopaxo, n Temneetrto bpamaHTe, ecTb cyue-
CTBEeHHble oTanuus. MNpexae Bcero, 3To Nponop-
umn: TemnbeTTo 60n1€e BbITAHYT MO BEPTUKANW.
B konoHHase TeMNbeTTo MCMNOJ/b30BaH TOCKAH-
CKU OpAep, KOTOPbIA NPeACTaBAsA 3aragky Ans
MacTepoB UTaNbsAHCKOro Bo3poxxaeHua 3aragky Ao
TOrO MOMEHTA, Kak BHUMaHMe apXxmMTekKTOpoB Oblno
NpVBAEYEHO K TaKMM MaMATHMKaM, Kak H6a3mnmka
Smuana Ha Pumckom dopyme n Teatp Mapuenna
B Pume, kotopeble B XV Beke HbIM B ropasgo nyu-
LWeM COCTOHUKM, YeM B Hawu aHn. O6 3ToM CBU-
[,eTeNbCTBYIOT, B YaCTHOCTK, 3apuCcoBkm [xxynmaHo
na CaHranno. 3apucoBkun 6asnaMKN IMUAUS, Bbl-
nonHeHHble OpaHuecko an [AXopaxXo, Henm3BecT-
Hbl. BO3MOXHO, eMy cam TOoCKaHCKuUiA opaep He 6bin
fICEH HACTONbKO, YTOHbI MCNOAb30BaTb €ro B CBO-
nX GaHTasnsaX N rMNOTETUUECKUX PEKOHCTPYKLIUAX.
A BOT bpamaHTe OH Kak 6yaTo 6bln BCeLeno 3Ha-
KoM, x0T bpamaHTe He Mor u3yuntb ero B Muna-
He. Ml 3pecb HEBO3MOXHO He 06paTuTb BHUMaHWe
Ha rmnoTesy, KOTopyto ewe B KoHue 1970-x rogos
Bbicka3an J1. XaligeHpaiix. [leno B ToM, 4TO Mo Ao-
KYMEeHTaM M3BECTHO, YTO bpamaHTe, 3aHATbIN Ha
cTpouTenbcTee B ToM Uncne B CaHta Mapwus gen-
ne Ipauyme B MunaHne, B 1493 rogy nokmgaet Mu-
NaH, faxke MOXHO cka3aTb, ncyesaet 13 MunaHa.
JlogoBnko Mopo nuiieTt emy, ULWET ero, N B KOH-
Le Toro e roga bpamaHTe BO3BpaLyaeTcs. Xan-
AEeHpainx BblABUHYA rMioTe3y O TOM, YTo bpamaHTe
B TOT MEPUOZ NepBbI pa3 nocetun Pum nog Ban-
sHnem PpaHuecko aun Axxopaxo. OH Kak byaTo He
MOT MPeoAoNeTb XeNaHUa yBUAETb BeuHbili ropog,
KOTOpOe Bbi3Bas B HeM OpaHuecko An [>Kopaxo
CBOEW CTPacTHOM Nt06OBbI K aHTUUYHOCTH, CBOUMMU
nccnesoBaHaMM ButpyBus, cBoel 0CBeAOMAEHHO-
CTblO B TUMOJIOTMN COOPYXXEHWUI, MpeasaraeMblx aH-

TUYHOU Tpaguumelt 1. 31oT nober bpamaHTe B Pum
[0 ero oKoH4YaTeIbHOro nepeessa, KOHe4YHo, ocTa-
eTCs LB FMNOTe30M, U BPAA N KOrga-Hnbyab no-
ABATCA MaTepuabl, KOTOpble IM60 OKOHYATEIbHO
noATeepXaanun, nmbo onpoesepranu ee.

C Apyron CTOPOHbI, Mbl MOXEM C Kyaa 60/b-
Weln YyBEPEHHOCTbIO FTOBOPUTbL O TOM, YTO caMa
naes «peHeccaHCHOW BEPCUMN KPYI0ro nepunte-
pa» 2, no KpaHen mepe, Havana GopMmnpPoBaTbLCH
y bpamaHTe paHblle, O OKOHYaTeNbHOro nepe-
e3aa B Pum. N nouson ansa 3toro popmMmnpoBaHms
6blna yH1KaNbHas aTMOChepa apXUTEKTYPHOM MblC-

nn 1490-x rogo., KOTOpas BO3HMKAa B MuaaHCKOM
repuorcree. CyliectByeT o6pa3Hoe BbipaxkeHue,
obbAcHAOWee, noyemy banskme naevn ogHoBpe-
MEHHO BO3HWMKAIOT Y pa3HblX Nt0Ael: aeu, cornac-
HO HeMy, «HOCATCA B BO3gyxe». M Bce Xe 3TO He
TaK. Naen poxpgarotca, obpeTtatoT Gopmy, cMbICh
N BAVsSIHWE B yMax MacTepOB, HaXOAALLNXCS B NPO-
Llecce MHTEHCMBHOIO MHTENNEKTYaNbHOro ObLLeHMS.
MpuMepomM Takoro HeBEPOATHO MHTEHCUBHOTO 06-
MeHa UaesaMm 1 CayXuT obuieHne ®paHuecko am
Oxopaxo MaptuHu, fleoHapao aa BuHum n [lo-
HaTto bpamaHTe B MunaHe.
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INITIATION. NARRATIVE. IDENTITY.
ON THE RELATIONSHIP BETWEEN THE
COMPOSITIONAL UNITS OF THE NARRATIVE
AND INITIATION RITES

Summary: Historical Roots of the Fairy Tale, a book
by V. Propp, still evokes mixed reviews from folklore re-
searchers who critically perceive the main idea of the
work: the compositional elements of fairy tale plots are
based on the ancient initiation rite. The Morphology of
the Fairy Tale studies narrative systems; it was organi-
cally accepted by both researchers of mythopoetics and
those studying contemporary narratives of new media,
as well as scriptwriters-practitioners. Whereas the ideas
of the second book were perceived with great caution
and were almost not considered productive. Even the
supporters of the structural-semiotic approach, taking
into account both the different levels of text organisa-
tion and the disclosure of its semantic depths, saw pros-
pects for the development of humanitarian knowledge,

The historical and genetic connection between
the narrative structures of fairy tales and initiation
rites, established by V. Propp in The Historical Roots
of the Fairy Tale (1946), became an important mile-
stone in the development of both humanitarian
knowledge in general and cinema science in par-
ticular. The scientist’s idea that the composition of
a fairy tale goes back to the initiation rite and to the
myths accompanying it as a source of vital infor-
mation (and life itself in the cultural and historical
context of the ritual practices of primitive societies)
is no less significant than the discovery, which he
made in Morphology of the Fairy Tale (1928), of the
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based on the opposition of their theories to Propp’s
historical-genetic method. However, it is essential that
the ritual practices of initiation, underlying the com-
positional units of the narrative, performed the main
socio-cultural function of introducing the initiate into
the life of the community through the acquisition of
identity. Providing identity, the transitional rite of initi-
ation essentially testified to the entry of the neophyte
into life, endowed them with a status in the social hi-
erarchy. Propp's idea of the connection between plots
and ritual forms was reflected in such artistic practic-
es as the dramaturgy of feature films, which gravitates
toward a clear script structure.

Keywords: initiation rite, identity, narrative, hero’s jour-
ney, composition of a fairy tale, dramaturgy of a film.

linear order of the syntagmatic development of the
characters’ functions that make up the invariant set
of motifs of a fairy tale.

The composition of the fairy tale, which was
discovered by Propp and became canonical, influ-
enced the development of modern screenwriting,
the script theories of feature films, and Hollywood
practitioners. It was facilitated by the translation of
The Morphology of the Fairy Tale in 1958 and its dis-
semination among American screenwriters and the-
orists of film dramaturgy. Propp’s historical-genetic
method is actively used by researchers of feature
films, the structure of which is extremely close to

the structure of the fairy tale, where a limited set of
plot elements, the functions of the hero and a lim-
ited number of roles of the characters involved in
the fairy tale are the main ones from the point of
view of the narrative. According to the publications
of researchers (Bordwell, 1988, Cawelty, 2004, Chat-
man, 1980, Harriss, 2008, Hiltunen, 2002, Pretorius,
2006, Wollen, 1976, Eco, 1966), the linear sequenc-
es of the fairy tale composition began to be effec-
tively used in the script production of feature films
in Hollywood, beginning, perhaps, with the James
Bond films (Eco, 1966).

In The Historical Roots of the Fairy Tale, Propp
showed that the narrative structures of the fairy tale
are based on the initiation rite, during which the
initiate is endowed with an identity. This concerns
the rules of the linear composition development
of the film narrative, the specifics of the dramatic
conflict, reproducing this or that type of trial (like
a fairy tale) and determining the transformation of
the hero’s inner world in the process of their path
to acquiring social status, knowledge, to the forma-
tion of identity as the main result of initiation. The
key elements of the fairy tale narrative go back to
the most ancient social institutions, namely, to the
rite of initiation (Meletinsky, 1969). The rite of ini-
tiation or transition was transformed in every pos-
sible way or “died away, whereas the formation of
the plot continued” (Propp, 1996, p. 146), and “the
initiation cycle is the most ancient basis of the fairy
tale” (Ibid, p. 353).

The seemingly obvious position that the main
goal of the initiation rite is to endow the initiate with
a new identity also requires further consideration.
If we accept this position, then feature films, which
have a compositional set of functions of a fairy tale
in their plot, reflect the processes of identity con-
struction through the structure of dramatic conflict
and the sequence of interconnected elements of
the hero's path, consisting of a series of trials, erro-
neous decisions, conflicts with different functional
significance for the development of the action and
psychological changes. The dramatic conflict itself,
its configurations and types, are determined by the
mutual connection with the stage of identity devel-
opment at which the main character of the film is.

A similar situation of opposing research para-
digms, focused either on the study of the semantic
structure of the image, or, which is less represented
in the Russian tradition, on the study of the com-
positional elements of the narrative as a whole, has

developed around the legacy of Propp. Despite all
the importance, the study, initiated by Propp, of
the patterns of the narrative structure development
from the position of the connection of the mytho-
poetic motives of the hero's journey (journey to the
land of the dead) with the initiation rite remained
not fully in demand in Russian humanitarian knowl-
edge, oriented towards the structural-semiotic ap-
proach to the analysis of the figurative structure
of the text. “Unfortunately, for some time, post-
Propp structural poetics decisively opposed itself
to the historical-genetic one as synchronous to di-
achronic; and theoretical problems were developed
by it in isolation from the historical-genetic aspect”
(Meletinsky, 1986, p. 13). The work of V. Toporov,
devoted to the archaic motif of the path (Toporoyv,
1980-1982, pp. 543-544), can serve as a typical ex-
ample of the difference in the methods of study-
ing mytho-folklore texts. In it, the semantic depth
of the image and its paradigmatic organisation are
described; however, the architecture of the path
itself, the syntagmatics of the compositional ele-
ments that determine the movement of the hero
in the space of the text and its changes were left
without attention.

It seems important that the key moments of
the hero's path, the sequence of trials, referring,
according to Propp, to the initiation rite under-
lying both the plots of a fairy tale and the three-
act construction of J. Campbell's monomyth, form
the character’s arch in feature films, determine the
rhythmic pattern of the film’s dramaturgy. More-
over, they set the parameters for changing iden-
tity through overcoming a dramatic conflict and
passing trials. Each of the units of the composition
of a fairy tale and a monomyth, like all of them as
a whole, form the basis of the hero’s path; and in
turn, this universal structure (the exit after the call,
the preliminary and main trial, trial, and the return
in an updated form) consists of more detailed com-
positional elements dedicated to the hero's specif-
ic action, a set of functions, and twists and turns.
The more plot moves in a feature film, the more
the viewer's attention is captured, and the strong-
er the impact of the film (S. Knight, M. D. Rocklage,
Y.Bart, 2024). The initiation rite itself, as a passage
through the spatial boundaries of the worlds of
life and death with subsequent resurrection, was
intended to endow the initiate with an identity, to
provide a higher place for the applicant in the so-
cial structure after passing the trials and assimilat-
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ing the necessary knowledge contained in the myth
received from the mentor. In fairy tales and myths,
the structure of the hero's path is based on the rite
of initiation, understood as social birth, the acqui-
sition of a name, that is, an identity, whereas the
construction of the hero’s path, which is a model
of feature films, reflects the process of forming dif-
ferent models of identity that determine the vari-
ous types of dramatic conflict.

Initiation is understood as “... a set of rituals and
oral instructions, the purpose of which is a radical
change in the religious and social status of the in-
itiate” (Eliade, 1999, p. 12). "By this rite the young
man was introduced into the clan association, be-
came a full member of it and acquired the right to
marry” (Propp, 1996, p. 56). Initiation ensured the
movement of the initiate from one social (profes-
sional, religious, age) stratum to another, higher
one, after instructions, passing trials, mastering the
skills and knowledge for the life of a full member of
the community (Levinton, 1980, p. 544).

The initiation rite was a complex and often
lengthy process. In many societies, initiation is
a chain of trials that involve a consistent ascent to
a higher position, a qualitative change in the sub-
ject as they go through the corresponding stages of
life. The initiate went through a difficult or less diffi-
cult path, including leaving the usual environment,
breaking with the previous social environment. It
is the passage of certain trials, sometimes extend-
ed in time, in order to return to fellow tribesmen
in a new reality as a different person, with different
rights and obligations of an adult member of the
group. As a result, as M. Eliade notes, “by the end of
the trials, the neophyte acquires a completely dif-
ferent existence than before initiation: they become
different” (Eliade, 1999, pp. 12-13). Often, initiation
is associated with the acquisition of new forms of
knowledge and ways of thinking. It is a process of
enlightenment, familiarisation with sacred knowl-
edge, opening up to those who have embarked on
the path and gone through it to the bottom through
losses and mistakes, undergoing trials before be-
ing born in a new capacity.

The initiate must demonstrate that they have
the abilities, skills, and other various virtues corre-
sponding to their future position. They are required
to be ready to overcome the previous state associ-
ated with emotional chaos, impulsiveness, being in
a natural and unstructured state (Meletinsky, 1976,
p. 226). According to M. Eliade, the path from the
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natural to the cultural environment was opened only
to the initiated through an intense and even painful
experience of the break with existence in its previ-
ous quality, through temporary dying, immersion
in darkness. “The transition from the world of the
uninitiated to the sacred world required the test of
death; one existence dies in order to pass into an-
other” (Eliade, 1999, p. 38). The initiation rite ad-
mitted the neophyte, after passing the trials, to the
full spiritual life of the tribe through the acquisi-
tion of knowledge in the land of the dead and in-
troduced them into the culture, ending the life of
a natural being in them (Ibid, p. 18).

Owing to the transition through the boundary
of the worlds of the living and the dead, the initi-
ate, undergoing temporary death (Propp, 1996, p.
56), had to return and prove the possibility of ex-
istence in a new capacity, overcoming the emotion-
al, uncontrollable beginning in themselves, in order
to join the social order as a full-fledged member of
society with a new name. “Initiation and the transi-
tion from one state to another are thus presented
as the liquidation of the old state and a new begin-
ning, death and a new birth, which would be inaccu-
rate to call ‘resurrection™ (Meletinsky, 1979, p. 226).

R. Caillois connects initiation rites with fertili-
ty rites and shows that through myth, story, ritual
action, dance, the drama of the re-creation of the
cosmos from chaos is played out, when all things
appear or are restored and receive their names.
However, the assimilation of knowledge is the main
thing in the rite. “... During the initiation, newcom-
ers are introduced to myths, to the mysterious and
sacred heritage of the tribe. They are present at the
demonstration of ceremonies that they will have to
carry out themselves and the success of which will
prove their worth as adults” (Caillois, 2003, p. 230).

Describing a long and painful rite, L. Levy-Bruhl
shows that it was intended to create the impres-
sion of the death of the subject (Levy-Bruhl, 1994,
p. 279). “Initiation,” writes J. Baudrillard, “is the ba-
sis of the union between the living and the dead”
(Baudrillard, 2000, p. 246). The ritual itself provides
the most important function of an endlessly con-
tinuing symbolic exchange that supports the ex-
istence of a collective subject. And it was after the
ritual that the initiate was considered a full-fledged
member of society, occupied a proper place in it
(Kerenyi, 2000). Separation from society, tension at
the entry and exit points, experiencing temporary
death, transition to the afterlife, communication

with dead ancestors, gods, objects of sacred sig-
nificance, changed the system of perceiving one-
self and the world, forced thought processes to be
carried out differently.

Following Arnold van Gennep (Gennep, 1999,
p. 22), Victor Turner draws attention to the pro-
longed and non-simultaneous nature of the ritual.
Sometimes the initiate was in an indefinite, bor-
derline state of a “liminal personality”, absorbing
the paradoxical states of the living and the dead
(neither alive nor dead) simultaneously, in fact not
belonging to either world (Turner, 1983, p. 168).
The neophyte separated from the environment in
which they grew up, then found themselves in an
intermediate state, as if in a carnival looking glass,
and after being in an indefinite state, passing the
threshold of trials, was included in the social order
renewed. The consequence of contact with high-
er powers was, first of all, an internal change in
the subject, the acquisition of a new self, receiving
a new name, a new social status, a new, previously
inaccessible place in society, which, in essence, cor-
responded to a new identity. A witty definition of
identity as an imprint of the external social struc-
ture on the individual consciousness received by
the neophyte after passing the initiation is given
by T.Shkurina: “The imprint of human individuali-
ty in the fabric of the structure — identity — is the
result of the extensive egoistic impulse of the Self
and the intensive counter-influence of the struc-
ture. Any impact on identity presupposes a restruc-
turing of the foundations of human existence and
vice versa” (Shkurina, 2021). Initiation is such an in-
tensive impact.

G. Tulchinsky discovers the common mechanisms
of the triadic cycle of transition rites described by
van Gennep (the preliminary state, when the indi-
vidual separated from the group, the liminary, the
intermediate, and the postliminary, when the indi-
vidual was included in the new group) and in the
theory of the formalists. The development of poetic
language occurs according to the same pattern in
three stages, and has, like the ritual, a three-act Aris-
totelian composition (preliminary, liminary, postlim-
inary periods). The “thing”, according to Shklovsky,
was subjected to estrangement, then playful recom-
bination, erasing previous states, and after — the
composition of a new semantic complex through
montage (Tulchinsky, 2021).

V. Shklovsky's text-subject, involved in the mag-
ical rite of resurrection of the word, is endowed

with the mental characteristics of a living human
being, undergoing different states from automati-
cally living life in the unconscious mode of “recog-
nition”, when “things die” and people “cease to be
artists in everyday life” (Shklovsky, 1990, p. 63), to
the transition to the “vision” mode, when after the
collision of two streams of language, a keen sense
of life returns.

A skilfully assembled and properly functioning
apparatus of the psyche with thinking processes
occurring in it is before us. It is associated with
different states of the organs of sensory percep-
tion, the ability to interact with the world and to
be aware of oneself in two modes: either obeying
the laws of language, switching to the mode of
unconscious functioning, or violating and rebuild-
ing them, rebuilding one’s personality. In order to
maintain the mental apparatus in a working condi-
tion that ensures adequate communication, a con-
stant effort is required, an investment of energy
in the object of perception. These are extremely
energy-intensive functions, and their operation re-
quires a lot of effort. At a certain point, the system
switches to economy mode, changes to the regis-
ter of everyday language, and obeys the rules of
energy conservation. The generation and expend-
iture of energy, its transfer from the subject to the
thing, ceases; forces stop leaking, however, as a re-
sult, connections with the surrounding reality are
broken, communication is reduced, the organs of
perception are covered with a shell-screen of trun-
cated words. The principle of operation of the per-
ception organs changes; an individual, for example,
stops seeing themselves from the outside, through
the eyes of others, loses touch with reality, and im-
merses themselves in the mechanical living of life.
In the recognition mode, the subject perceives not
the things themselves, but their idea of them. Only
a certain trace remains of them. "With such alge-
braic thinking, things are taken by counting and
space; they are not seen by us, but recognised by
their first features. A thing passes us as if packed;
we know that it exists by the place it occupies. How-
ever, we see only its surface. “Under the influence
of such perception, the thing dries up” (Ibid., p. 63).
Submitting to the laws of language, to the laws of
conservation of forces, not only the thing “dries up”
but also the subject itself, “we easily part with the
life that we do not feel” (Ibid., p. 40).

Being in a position of automatic living of life,
when language subdues the subject to the laws of

29



conservation of energy, economy of forces, when
the ability to see and consciously perceive the sur-
rounding world is lost, corresponds to the position
of the initiate in the almost unconscious flow of
everyday life of "not-yet-life”, when their actions
are performed mechanically, in line with the order
established by someone, when they are in a state of
ignorance (non-vision). Following this, a key event
occurs, undermining the previous course of life;
and a transition through the threshold of the usu-
al, recognisable, mechanical perception of objects
of the external world takes place. The moment of
transition, the key act of initiation, is comparable
to the situation of a dramatic conflict. It is when,
as a result of a catastrophic event, the textual or-
ganism finds themselves in the zone of influence
of forces that make them change their point of
view, to change themselves. A radical break with
the established structure takes the “thing” out of its
state of automatism and reveals to the neophyte,
owing to the launch of the estrangement mech-
anism, the world as if they were seeing it for the
first time, transferring the “easy”, unconsciously
lived in ignorance form of life, into the process of
“doing a thing”, a long and difficult perception of
this action. This state of heightened visual acuity
and intense experience of once ordinary, “erased”,
“recognisable” but not “visible” things reveals their
different, previously unknown nature. The process
is the meaning of art, the main task of which is to
prolong the feeling of “"doing a thing” as much as
possible (Ibid., p. 58). Duration, length, difficul-
ty of perception are the state of liminality, tran-
sition, when identity is rebuilt and recreated on
new foundations. The estranged gaze testifies to
the qualitative transition of the hero’s system of
perception, as well as the reader, from the auto-
matic unconsciousness of “recognition” to a new
psychophysical state of “vision”.

Through the process of “making a thing”, get-
ting into the space of a dramatic conflict, a clash
of different states, the process of exiting automa-
tism is launched, moving into a different context
of mastering the ability to recreate one’s identi-
ty (Kalinin, 2009). It is a situation when a person,
according to F.R. Ankersmit, begins to look at
themselves as the Other (Ankersmit, 2007). When
finding themselves in a meta-position, a person
becomes an “artist of everyday life” (V. Shklovsky),
rebuilds themselves, renews perception, creates
their destiny. V. Shklovsky writes in The Sentimen-
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tal Journey: "It is good to lose yourself. To for-
get your last name, to fall out of your habits. To
invent some person and consider yourself to be
them. If it were not for the desk, for work, | would
never have become Viktor Shklovsky again” (Shk-
lovsky, 1986, p. 156).

Similar experiences were experienced by a par-
ticipant in the Eleusinian Mysteries, after which the
neophyte was not only born as a new, full-fledged
member of society, not only socialised, but also ac-
quired cognitive abilities in the process of the initi-
ation act, the gift of thinking differently than before
initiation, to understand and see reality in a com-
pletely different way. Thus, K. Kerenyi cites a de-
scription from Herodotus, showing that a witness
of the Battle of Salamis, who had undergone the
ritual, had an intellectual advantage over a compa-
triot who had not undergone the Eleusinian Mys-
teries (Kerenyi, 2000). The “Greek existence” itself,
in Kerenyi's terminology, was determined by this
ritual, it was the basis for a sense of belonging to
the values of pan-Greek unity based on language,
a common cultural space, and the identity of the
ancient Greeks.

The transitional rites of initiation considered
by Arnold van Gennep are comparable to the po-
sition of being outside described by M. Bakhtin
(Bakhtin, 1986) in relation to the construction
of the hero’s identity (Zakovorotnaya, 1999) in
the polyphonic space of F. Dostoevsky's novel.
G. Tulchinsky shows that the Bakhtinian subject
strives to find themselves and performs actions that
throw the system out of balance. Actions that have
the rank of an act (Tulchinsky, 1990, p. 29) change
the semantic content of their image in the process
of dialogue with various aspects of their person-
ality and the Other. In the space of the work, the
hero experiences a state of transition and an un-
finished act of identity formation, passing through
initiation, which facilitates the procedure of assem-
bly and renewal of their “I”, synthesising various
aspects of the personality. The author has a privi-
leged position of being outside (transitive), which
allows them to change their view, to look at the
situation from the outside through the eyes of the
hero, catching the reflected, mirrored gaze of the
Other (Bakhtin, 1996, p. 72). The Hegelian model
of the formation of the subject (Hegel, 2021), de-
veloped by M. Bakhtin in the doctrine of dialogue
and carnival, formed the basis of ideas about the
stage-by-stage nature of the process of identi-

ty formation through the passage of crises-trials
(thresholds of transition or, according to Y. Lot-
man, “the boundaries of the semantic fields of
space” of the text, overcome by the hero) (Lot-
man, 1970) in the dialectical relationship of the
“| - Other” relations.

Thus, we see that despite all the differences
between the study of semantic structures as sta-
ble for individual and collective self-determination
and the study of initiation rituals as a resource for
semantising the path, there is a common variable
of the hero’s path, which Propp reconstructs in
his book on the historical roots of the fairy tale.
Following the example of early and late Heide-
gger, or early and late Wittgenstein, we can talk
about early and late Propp. However, late Propp
does not refute the early but synthesises those

achievements of theoretical thought that were
contemporary to his early days. Thus, he trans-
forms estrangement according to Shklovsky, the
principles of plot composition according to Shk-
lovsky and Eikhenbaum, the then search for a gen-
eral principle of metaplot in Kerenyi, into a study
of the specifics of initiation. Where his contem-
poraries saw separate indications of initiation, of
the hero’s trials, the deeds and passions of the
hero, Propp strives to see already passed trials,
an already acquired new identity. In this sense,
we can say that the optics of the formalists are
picturesque, and Propp’s optics are iconographic;
it is no coincidence that he was fond of ancient
Russian icon painting (Markov, 2022, p. 14). He
no longer sees moments of trials, but a holistic
image of identity.
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NHNUWALUWNA. HAPPATB. WAEHTNYHOCTD.
O COOTHOWEHNW KOMNO3NUNOHHbBIX ¥Y3/10B
HAPPATVBA C OBPA4AMIU MOCBALLEHNA

AHHOomayus: KHura «/ctopuueckune KOpHY BOALLEBHOM
ckasku» B.f.Mponna go cMx nop Bbi3blBaeT HEOAHO3HAY-
Hble OLeHKWN uccnegoBateneit GoabkAOpa, KPUTUYECKN
BOCMPUHMMAIOLWNX OCHOBHYIO MbICNb TPY/Aa: B OCHOBE
KOMMO3ULMOHHbIX 31€MEHTOB CHOXXETOB CKa30K JIEXUT
ApeBHeWWwnli 06pag nocesleHus. Ecan «Mopdonorus
CKa3Ku» CY>XKUT U3yYeHUIO NOBECTBOBATEJIbHbIX CUCTEM,
n 6blna opraHNYHO NpPUHATa N UCCaeAoBaTENAAMMN MU-
$OMNo3TUKK, N U3yYatoLWMMN COBPEMEHHbIe HappaTuBbl
HOBbIX Mejua, 1 CLeHapucTaMn-npakTukamm, To naemu
BTOPOW KHWUIM BOCMPUHUMAANCH C HOJIBLLION OCTOPOXHO-
CTbHO M NMOYTK HE paccMaTpuBaNnCh Kak NPOAYKTUBHbIE.
[axe CTOPOHHMKYM CTPYKTYPHO-CEMNOTNYECKOTO NOAXO-
4a, NPUHUMatOLLMEe BO BHUMAaHWE 1 pa3Hble YPOBHU Op-
raHv3auum TeKcTa, U packpbiTWe ero CMbICI0BbIX Fy6uH,
BUAEAN NepCreKTUBbl Pa3BUTUA T'YMaHUTapHOro 3HaHW4,

YcraHoBneHHas B. . Mponnom B «cTtopuue-
CKUX KOPHsIX BOALWEOHOM ckasku» (1946) ncropmko-
reHeTnyeckas CBA3b NOBECTBOBATENbHbIX CTPYKTYP
CKa30K € 0bpsgaMmn NOCBALLEHNSA CTana BaXKHOW Be-
XOW pa3BUTMA Kak r'yMaHWTapHOro 3HaHWs BOObLLe,
TakK U Haykn O KMHO B YacTHOCTU. MbIC/Ib yYeHOro
O TOM, YTO KOMMO3ULMSA BOJLLEOHOW CKa3ku BOCXO-
AWT K 06pAAY MHMLMALMM U K COMPOBOXAAOLLNM
ee M1daM Kak NCTOUHUKOM XMU3HEHHO BaXXHOMW UH-
dopmaLumn, a B KyNbTYPHO-MCTOPUYECKOM KOHTEKCTE
00pAZOBLIX MPaKTUK NEPBOOLITHLIX OOLLECTB U Ca-
MOMW XM3HbO, HE MeHee 3HaunMa, YeM OTKpPbITUE
JIMHENHOro NopsAKa CMHTarMaTMyeckoro pa3BepTbl-
BaHMS QYHKLUMIA AeNCTBYIOLLMX UL, COCTaBASIOLLNX

MCXOZAA U3 NPOTUBOMOCTAB/IEHNS CBOMX TEOPUIA UCTOPUKO-
reHeTnyeckomMy metogy B.f.Mponna. Ho cywecTBeHHO,
UTO /iEeXallme B OCHOBE KOMMO3MLMOHHBIX Y3/10B Hap-
paT1Ba 06psAOBbIE NPAKTUKN UHWULMALIMW, BbINOAHAAN
TNaBHYH COLMOKYALTYPHYH GYHKLMIO BBEAEHWS NMOCBALLA-
€MOro B XU3Hb COOBLLECTBa Yepe3 0bpeTeHne NaeHTUY-
HOCTW. MepexoAHbI 06pas NOCBALLEHUS, MPeAOCTaBAss
MAEHTUYHOCTb, MO CYTW, CBUAETENBLCTBOBAA O BXOXAEHUN
HeoduWTa B XMU3Hb, HaZENA €ro CTaTyCOM B COLMabHOM
nepapxmun. Mbicab B. 1. [ponna o cBA3n croxeTos ¢ 06-
PALOBLIMU GOPMaMM Halla CBOE OTPaXeHWe B TaKuxX
XYZAOXeCTBeHHbIX MPaKTMKaX, Kak ApamaTtyprus UrpoBo-
ro KMHO, TATOTEroLWas K YeTKOW CLLeHapHOM CTPYKType.

Knrouessie cnosa: 06ps0 uHuyuayuu, U0eHmu4HoCcMe,
Happamus, nyme 2epos, KOMno3uyus 8oauwebHol ckas-
Ku, Opamamypeaus uabma.

WMHBAPWaHTHbI HabOp MOTUBOB BOJILLEOHON CKa3-
Kn, caenaHHoro um B «Mopdonorum ckaskm» (1928).

OtkpbiTas B. fl. [lponnom u cTaBLlas KaHOHMYe-
CKOW KOMMNO3ULMA BOLIEBHOM CKa3ky NoBAMAAa Ha
pa3BWTME COBPEMEHHOW KMHOAPaMaTyprum, Ha cLie-
HapHble TEOPUN UTPOBOFO KUHO, Ha FOJNINBYL,CKMX
NpakTMKOB, Yemy cnocobctBoBan nepesos «Mop-
donorum ckaskm» B 1958 rogy n pacnpoctpaHeHmne
ee B cpefie aMepPUKaHCKMX CLieHapuCTOB 1 Teope-
TUKOB KMHOAPaMaTypruu. Ictopmko-reHeTuyeckuia
metoz B. fl. ponna akTMBHO ncnonb3yetca nccne-
AOBaTENAMUN UTPOBOTO KMHO, CTPYKTYpa KOTOPOro
ypesBblYalnHO BaM3Ka CTPYKType BOALLEBHOM CKa3-
KW, TA€e rNaBHbIM C TOYKW 3PeHUs MOBECTBOBaHWA AB-
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NAETCA OrpaHUUEHHbI Habop 31eMEHTOB CHOXETA,
bYHKUMNIA repos N orpaHNMYeHHOe KONMYEeCTBO PO-
Nel 3a/eiCTBOBaHHbIX CKa3koin nepcoHaxen. Cyas
no ny6avkaumam nccnegosatenein (Bordwell, 1988,
Cawelty, 2004, Chatman, 1980, Harriss, 2008,
Hiltunen, 2002, Pretorius, 2006, Wollen, 1976,
Eco, 1966), AnHelHble Nocef0BaTeNbHOCTU KOM-
no3nLMn BoLWEBHON cKa3sku cTann 3QPeKTUBHO
MPUMEHSATLCA B CLLEHAPHOM MPOU3BOACTBE UIPOBO-
ro KnuHo B FonanByAae, HauMHas, noxanyw, ¢ Guib-
mMoB o [xerimce boHge (Eco, 1966).

B.f.Mponn nokasan B «/IcTopnyeckmnx KOpHAX
BOJILLEOHOW CKa3KmM», UTO B OCHOBE MOBECTBOBA-
TeNbHbIX CTPYKTYP CKa3Ku NEXMNT 06paj MHULMaLnK,
B MPOLLECCE MOXOXAEHNS KOTOPOro NOCBALLAEMbI
HajenseTcs MAEHTUYHOCTbIO. DTO KacaeTcs npa-
BWA pa3BepTbiBaHUSA NMHENHOW KOMMO3ULMK KN-
HOMOBECTBOBaHMA, CreunduKkn gpaMaTyprmyeckoro
KOH(AMKTA, BOCMPOU3BOAALLEIO TOT UM UHOW BUJ,
ncnbiTaHus (MO TUNY BOJILLEOHOMN cKa3ku) 1 onpe-
fenstollero TpaHchopMaLMio BHYTPEHHETO MUpa
repos B NpoLecce ero Nyt K 0bpeTeHmto counanb-
HOro cTaTyca, 3HaHWs, K GOPMUPOBAHNIO NAEHTNY-
HOCTW KaK rJ1aBHOFO UTOra MHULMaLUK. Y3/10BbIe
31eMeHTbl HappaTnBa BO/WEBHOM CKa3ku BOC-
XOAAT K APEBHENLINM COLMaNbHbIM MHCTUTYTaM,
a UMeHHO K 06psaay noceaweHns (MeneTUHCKnI,
1969). Obpsaa NOCBALLEHMA UAN NEPEXOa BCAYECKU
TpaHchopMmpoBanca nan «otmmnpan, a obpasosa-
Hue ctoxeTa npogomkanock» (Mponn, 1996, c. 146),
a «UMKJI MHULMALUKM — APEBHENLLIAs OCHOBA CKa3Ku»
(Tam e, c. 353).

Hy>xzaaeTtcs B gasbHeNweM pacCMOTPEHUN
N Kaxylleecs o4eBUAHbIM MOJNIOXEHWE, COrnac-
HO KOTOPOMY OCHOBHas Lenb obpsaga nHMLNA-
LN COCTOUT B HaZesleHUN MOCBALLAEMOro HOBOW
NAEHTUYHOCTbIO. ECNM NPUHATL 3TO NONOXEHME,
TO UFPOBOE KMHO, UMEIOLLEE B CHOXKETHOM OCHOBE
KOMMO3MLWOHHbIA Habop dyHKLMN BOALWEOHOMN
CKa3ku, OoTpaxkaeT NpoLLeccbl MOCTPOEHNS UAEH-
TUYHOCTW Yepes CTPYKTYpY ApamMaTyprmyeckoro
KOH)ANKTA U MOC/ief0BaTeNbHOCTb CBA3AHHbIX
MeXay COBOW 3NEMEHTOB MYTU reposi, CoCTosLLe-
ro 13 yepesbl UCMbITaHWA, OLUMBOYHBIX PeLUeHUN,
KOH®NMKTOB C pa3HOW GYHKLMOHANbHOM 3HaUN-
MOCTbIO ANA Pa3BUTUSA AENCTBUA U NCUXONOTN-
yecknx nameHeHuin. CaM xe gpamatypruyueckmi
KOH®NWKT, ero KoHPUrypaumm n Tunel, o6ycnos-
JleH B3aMMHOW CBA3bIO C TEM, Ha KaKol cTagmu
Pa3BUTUA NAEHTUYHOCTN HAXOANTCS TNaBHOE JeWl-
cTBytOLLEee Lo duabma.
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CxofHasa cuTyaLma NpoT1BONOCTaBAEHNs nUccne-
A0BaTeNbCKMX NapaAnrM, cocpeoToUeHHbIX Anbo
Ha M3YYeHUN CeMaHTUUYECKOWN CTPYKTYpbl 0bpasa,
NMbO, UTO B MeHbLUEN CTeneHn NpesCTaBaeHo B OT-
eyecTBEHHOM TPaaMLMK, Ha UCCAeA0BaHNN KOM-
MO3MLMOHHBIX 3/1IeMEHTOB HappaTuBa Kak L,enoro,
cnoxwnacb BOKpyr Hacneaws B. A. Mponna. Mpw Bcel
Ba>XHOCTM HauvaTtoe B. A.[Mponnom HanpasaeHune
M3y4yeHns 3aKOHOMEePHOCTel pa3BepTbiBaHWA MO-
BECTBOBATEJ/IbHBIX CTPYKTYP C MO3ULMN CBA3N MU-
donoaTnUeCcKnx MOTMBOB NYTW repos (NyTeLlecTBumS
B CTpaHy MepTBbIX) C 06pAf0M MHULMALMKN B OTe-
YeCTBEHHOM NyMaHUTapHOM 3HaHWW, OPUEHTUPO-
BaHHOM Ha CTPYKTYPHO-CEMUOTUYECKMI MOAXO4,
K aHann3y obpasHON CTPYKTYpbl TEKCTA OCTaNoCh
He A0 KOHUa BocTpeboBaHHbIM. «K coxaneHuto,
nocaenponnoBckas CTPYKTypHaa No3TKa HeKoTo-
poe BpeMs pelunTesbHO NPOTUBOMNOCTaBAANa ceba
NCTOPWKO-TEeHETUYECKON KaK CUHXPOHHAsA ANaxpoH-
HOW, N TeopeTuyeckme npobaembl paspabaTbiBa-
IVCb et0 B OTPbIBE OT UCTOPUKO-TEHETUYHECKOrO
acnekta» (MenetuHckmia, 1986, c. 13). XapakTep-
HbIM NPVMMEPOM Pa3NNUMA METOAOB N3yUYeHUs MUPO-
$ONBKNOPHBIX TEKCTOB MOXET CAYXUTb paboTa
B.H.TonopoB.a, noceaLeHHas apxanyeckomy MOTUBY
nyTtn (Tonopos, 1980-1982, c. 543-544), rae onuca-
Ha ceMaHTnyeckas rnybvHa obpasa, ero napasmr-
MaJsibHas opraHu3aums, Ho ocTanacb 6e3 BHMMaHMA
caMa apxuTekTypa nyTu, CMHTarmaTnka KOMMnosmn-
LMOHHBIX 3/IeMEeHTOB, onpeAenatoLLan ABMXeHME
repos B MPOCTPAHCTBE TEKCTA U €ro M3MeHeHUs.

BaxxHbIM npepcTaBaseTca TO, YTO y3/710Bble MO-
MeHTbI MyTW repos, NocAeA0BaTeNbHOCTb UCTbITaHNN,
oTcbinatowmx, no B. A.Mponny, kK o6pagy nHULM-
auun, nexallemMy B OCHOBE W CHOXXETOB BOJILLIe6-
HOW CKa3KK, N TPEXaKTHOM KOHCTPYKLUMKM MOHOMMda
I>x. Kamnbenna, o6pa3yroT B UrPOBOM KMHO apKy
nepcoHaxa, onpeaenatoT pUTMUYECKUn PUCYHOK
Apamatypruv ¢uabma, 3a4aroT napaMeTpbl N3MeHe-
HWA UAEHTUYHOCTY Yepe3 NPeoAoeHns gpamaTyp-
rMYeckoro KOHPANKTa 1 NMPOXOXKAEHWE UCTIbITAHUIA.
Kax bl 13 y3/10B KOMNO3MLMK BO/ILLEOHOM CKa3KM
1 MOHOMMK®a, KaK 1 BCe OHW B LIENIOM, COCTaBAAOT
OCHOBY MyTW repos, a 3Ta yHUBepcaabHaa CTPyKTy-
pa (ncxog nocne 30Ba, MpeaBapuTebHOE U OCHOB-
HOe McnbITaHVe 1 BO3BpalleHne B OOHOBNEHHOM
BWAE) B CBOIO OYepesb COCTOUT U3 NOCBALLEHHbIX
KOHKPETHOMY AeNCTBUIO repos bonee geTanbHbIX
KOMMO3WLMOHHBIX 3N1eMeHTOB, Habopa dyHKLWMIA, ne-
pvneTnin. Yem 6oblue CHOXKETHBIX XOAO0B UTPOBOTO
dunbMa, TeM CuIbHee 3aXBa4Ye€HO BHUMaHMWe 3pu-

Tens, TeM cunbHee Bo3gencteme duabma (Knights,,
Rocklage M.D., Bart Y., 2024). Cam xe 0bpsg HnLm-
aLMM KaK NMPOXOXAeHWe NPOCTPaHCTBEHHbIX FpaHuL
MUWPOB XMU3HU N CMEPTK C NOCAEAYIOLWMM BOCKpPe-
LWeHneM Bbla NpU3BaH HajeNUTb NOCBALLAEMOrO
NAEHTMUHOCTLHO, NPesOoCTaBUTL 60siee BbICOKOE Me-
CTO CcomcKaTeNto B COLMaNbHOM CTPYKType nocae
MPOXOXAEHNSA UCMbITAaHWUIA N YCBOEHUS UM HEOHXO-
AUMBIX 3HAHUN, cofepKalumxcs B Mude, nosyyae-
MbIX OT HacTaBHUWKa. Ecan B ocHoBe CTPYKTYpbI MyTH
repost BOALWEOHbIX Cka3ok U MUGOB Nexnt obpsg,
WHMLMAL MK, MOHUMAaEMbIV KaK CoLManbHOe poxae-
HWe, 0bpeTeHMe NMEHU, TO eCTb UAEHTUUYHOCTK, TO
KOHCTPYKLMS NyTW repos, ABASOWANACS MOAEbIO
NFPOBOrO KMHO, OTpaxkaeT npoLecc popmMupoBaHus
pa3HbIX MoZenen MAEHTUUYHOCTY, ONPeSEnstoLLmX
pas/inuHble TUMbI APamMaTypruyeckoro KoHGAMKTa.

Mog HMUMaLmen NOHMMAETCA «...COBOKYMHOCTb
06pAA0B M YCTHBIX HAaCTaBAEHWI, Lie/ib KOTOPbIX —
pajuKanbHOEe U3MEHEHWNE PEJNUTNO3HOIO U COLM-
aNbHOro cTatyca noceawaemoro» (Aanage, 1999,
C. 12). «9T1M 06psAA0M HOHOLLA BBOAWICA B POAO-
BOe 06besMHeHWe, CTAHOBUACSA MOJIHOMPABHbIM Yie-
HOM ero u npuobpeTtan NpaBo BCTyMNAeHUsA B 6pak»
(Mponn, 1996, c. 56). MHuumaumsa obecneunsana ne-
peMeLLeHNe NOCBALWAEMOrO U3 OAHOM COLMaNbHOM
(npodeccnoHanbHOM, PENNTMO3HOM, BO3PaCTHOM)
CTpaThbl B Apyryto, bonee BbICOKYHO, MOC/e HacTaB-
NEeHWUN, NPOXOXAEHWNS UCMbITaHWI, OCBOEHUNS Ha-
BbIKOB W 3HAHWI AN XXM3HW NMOJHOLLEHHOTO YJeHa
obwmHbl (JTeBuHToH, 1980, c. 544).

Ob6psag HULMAL MW NPeacTaBasn COBOMN CNOXHbIN
M YacTo AAnTeNbHbI npoLecc. Bo MHormx obLuecteax
WHULMaLNa npeacTaBaseT Cobo Lienb UCMbITaHW,
npegnosaratoLmx nocaeoBaTeNbHOe BOCXOXAE-
HWe K 6o/1ee BbICOKOMY MOJIOXKEHWIO, KaUeCTBEHHOE
N3MeHeHue cybbekTa Mo Mepe NPOXOXAEHMA UM
COOTBETCTBYHOLLMX XU3HEHHbIX 3TanoB. MNocesauwa-
EMbIl NPOAENLIBAA CNOXHbIA UV MEHEE CNOXHbIN
NyTb, BKAOYAIOLLNIA BbIXOZ U3 MPUBbLIYHOW Cpeapbl
0buTaHus, pa3pbiB C NPeablAYLWMM COLNaNbHbIM
OKPY>XEHMEM. ITO NMPOXOXAEHNE OnpeseseHHbIX
UCMbITaHUIA, MHOTAA PaCTAHYTLIX MO BPEMEHU, paau
TOro, YTO6bl BEPHYTLCA K COMAEMEHHUKAM B HO-
BYHO peasibHOCTb YXKe ApPYrM UYeslOBEKOM, UMEID-
LWMM MHble NpaBa 1 06583aHHOCTM B3POC/IOrO YNeHa
konnektuea. B pesynbrate, kak otmeyvaeT M. dnvage,
«K KOHLLY MUCMbITaHWI HeoPUT obpeTaeT coBepLLEH-
HO Apyroe CyllecTBOBaHWE, YEM A0 MOCBALLEHUS:
OH CTaHOBUTCA Apyrum» (danage, 1999, c. 12-13).
YacTo ¢ nHnumaumer ceBA3bIBaOT M 0bpeTeHme Ho-

BbIX GOPM 3HAHUA 1N CNOCOHOB MbILLEHUSA. DTO NPO-
Lecc NpocBeLLeHns, NpruobLLeHnsa K cakpaabHOMY
3HaHWIO, OTKPbIBAKOLWMMCA Nepes TeM, KTO BCTan
Ha NyTb W NpOLIEeN ero A0 AOHLUA Yepes notepu
1 oWwnbKM, NoABEPrascb NCMbITAHUAMU Mepes Tem,
KaK poAnTCA B HOBOM Ka4ecTBe.

MoceswaemMbln ONXEH NPOAEMOHCTPMPOBATh
Hannune y cebs cOOTBETCTBYHOLLMX ByayLLEMY NONO-
>KEHWIO CNOCOBHOCTEN, YMEHUI U NPOUNX Pa3HOO-
6pasHbIx 4OCTOUHCTB. OT Hero TpebyeTcs rOTOBHOCTb
npeogoneTb Npeapljyliee COCTOAHME, CBA3aHHOE
C 3MOLMOHaNbHBIM Xa0COM, UMMYNbCUBHOCTBIO, Npe-
6blBaHVEM B MPUPOAHOM U HECTPYKTYPUPOBAHHOM
coctoaHnu (MenetnHckuit, 1976, c. 226). Cornac-
HO M. 3nunage, NyTb OT NPUPOAHOTO B CPeay Kyb-
TYPHOrO OTKPbIBaACA TONbKO NMOCBSALLEHHbIM Yepes
MHTEHCMBHOE N Aaxe HosesHeHHOe NpoXuBaHue
pa3pblBa C CyLLeCTBOBAaHNEM B NMPEXHEM Ka4yecTBe,
yepes BpeMeHHOe yMUPaHUWE, MOrpy>XKeHUe BO Mpak.
«[epexo OT MMpa HENOCBALLEHHOTO K MUPY CBSA-
LeHHOMY TpeboBan ncnbiTaHUs CMEPTbIO; yMUpaeT
OAHO CyLLecTBOBaHMWe, YTOObI NepeinTh B Apyroe»
(2nmnape, 1999, c. 38). O6psAa UHULMaLMKN fonycKan
HeodMTa Nocae NPOXOXAEHUA UCMbITAaHUIN K NO-
HOLEHHOW JyXOBHOW XM3HW NaeMeHn Yepes o6-
peTeHVe 3HaHWI B CTPaHe MePTBbLIX U BBOAW €ro
B Ky/bTYpY, Npekpallas B HEM XMN3Hb €CTeCTBEH-
Horo, npupogHoro cyuwecrsa (Tam xe, c. 18).

Bnarogaps nepexosy CKBO3b rpaHuULYy MUPOB XK-
BbIX U MEPTBbIX NMOCBALLAEMbI, NPeTepneBas Bpe-
MeHHYyto cmepThb (Mponn, 1996, c. 56), AoaxeH H6bin
BEPHYTbCA 1 A0Ka3aTb BO3MOXHOCTb CyLLIeCTBOBaHMS
B HOBOM Ka4ecTBe, nobexzas 3MOLMOHaNbHOE, He-
KOHTpOJIMpyemMoe Hauvano B cebe, UTobbl BKAHOUNTHCS
B COLMasbHbIV NOPSAAOK Ha NpaBax MNOJHOLEHHOTO
uneHa obwecTBa C HOBbIM UMeHeM. «Hnumaymna
N NEPEXOA U3 OAHOrO COCTOSHUA B ApYroe NoAatoT-
€A, TaknM 06pa3om, Kak NMKBUAALMA CTaporo COCTo-
AHWA N HOBOE Hayasno, CMepPTb N HOBOE POXAEHME,
KOTOpOE HETOYHO 6bl10 Bbl Ha3BaTbh «BOCKPECEHM-
em» (MenetnHckuii, 1979, c. 226).

P.Kaiya cBsi3biBaeT 06psabl NOCBALEHMA C 06-
psjamMu NJIOAOPOAMS U NOKa3bIBaeT, UTo Yepe3 MU,
pacckas, puTyasbHOe AeiCTBO, TaHeL, MpounrpbiBa-
eTcA ApaMa BOCCO3JaHna KOCMOCa M3 Xxaoca, Korga
NOABASOTCA MW BOCCTaHaBAMBAOTCA M NOJyYaroT
CBOW MMeHa Bce Belwn. Ho rnaBHoe B 0bpsage — 310
yCBOEHME 3HaHWW. «...B xoae noceALLeHNA HOBUY-
KOB 3HaKOMST C MMdamMK, C TAMHCTBEHHbIM U CBSI-
LeHHbIM HacneaneM naemeHu. OHM NPUCYTCTBYHOT
npv AeMOHCTPaLUN LLIepeEMOHUNI, KOTOPbIE UM NpPU-
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[EeTCA OCYLLEeCTBAATb CaMUM U yCrex KOTopbIx 6y-
AeT A0Ka3blBaTb MX COCTOATENIbLHOCTb KakK B3POC/bIX
nogen» (Kanya, 2003, c. 230).

Nl. NeBn-bptonb, onuceiBas JOATUA U MyUn-
TENbHbIN 06pPAA, MOKa3bIBAET, UTO OH HblA Npu-
3BaH CO3jaTb BnevatieHne CMepTn UCMbITYEMOro
(JTeBn-bpronb, 1994, c. 279). «<iHnumauma, — nn-
wet X. bogpwuiiap, — NeXnUT B OCHOBE COO3a MeX-
Ay XuBbIMU 1 MepTBbIMU» (Bogpuisp, 2000, c. 246).
A cam 06psz obecneunBaeT BaxKHENLLYO GYHKLUIO
6eCKOHEeYHO NMPOAOKAIOLLEroCs CMMBOANYECKO-
ro obmeHa, NoAAepP>KNBatOLLEro CyLeCcTBOBaHE
KONNEeKTUBHOro cybbekTa. Ml umeHHO nocne obps-
[a NOCBALWAEMbIN CUNTANCA MOJNHOMPABHBLIM Yje-
HOM 06LLIeCTBa, 3aHNMaN B HeM Nnojobatollee Mecto
(KepeHbu, 2000). OTaeneHns oT coumyma, Hanpsaxe-
HVe B TOUKax BXOZa W BbIXOAA, MPOXMBaHNe BPEMEH-
HOW CMepTW, Nepexos, B 3arpobHbIN Mup, obLieHne
C MepTBbIMU NpeAkamu, boramu, npeaMeTamu, Me-
FOLLMMUM CaKkpasbHOE 3HaYeHWe, MEHANO CUCTEMY
BOCNPUATUA cebs 1 MUPa, 3aCTaBAAIO MHaUe OCy-
WEeCTBAATb MbICUTE/IbHbIE MPOLLECCHI.

Bcnea 3a ApHonbaom BaH 'eHHenom (MeHHen,
1999, c. 22) BukTtop TapHep obpalyaet BHUMaHMe
Ha NPOAO/IKUTENBHBIA U HE OAHOMOMEHTHbIN Xa-
pakTep obpsga. MIHorga noceswaemMbli npeboiBan
B HeonpeaeeHHOM, MOrPaHNYHOM, COCTOAHUMN «InN-
MWHaNbHOW IMYHOCTU», BBUpatoLwwen B ceba na-
pafoKcaNbHble COCTOAHWUA XXMBOFO U MEPTBOTro
(HV >XMBOroO, HXN MepPTBOro) OAHOBPEMEHHO, baKTun-
UeCKM He OTHOCAChb HU K Kakomy 13 MupoB (TapHep,
1983, c. 168). HeoduT oTaenanca ot cpesbl, B KOTO-
POW OH POC, 3aTeM OKa3bIBaaCA B MPOMEXYTOYHOM
COCTOSIHUK, KaK Hbl B KapHaBalbHOM 3a3epKasbe,
a nocne npebbiBaHMA B HeonpeaeneHHOM COCTOSA-
HWUW, NPOXOAA NOPOT UCMbITAHNN, BKAKOYANCHA B CO-
LManbHbl NopsAoK OBHOBAEHHbIM. CheacTBMEM
KOHTaKTa C BbICLLMMMK CuNaMu BblIo, Npexae Bce-
ro, BHyTpeHHee usMmeHeHue cybbekTa, obpeTeHne
cebs HOBOrO, MNOAYYMBLUMM HOBOE UMSl, HOBbII CO-
LmanbHOM CTaTyc, HOBOE, paHee HefOCTYMHOE, MeCTo
B COLMYME, UTO, MO CYTW, COOTBETCTBOBAJIO U HOBOM
naeHTnYHocTU. OCTPOYMHOE onpejeseHne UAeHTUY-
HOCTM Kak oTrneyaTka BHELIHeN CoLMaNbHON CTPYK-
TYpbl Ha MHAVBWUAYaAAbHOM CO3HaHWM, NOJYYaEMOM
HeodUTOM Mocae NPOXOXKAEHUN UHULMALLUK, faeT
T.T. lWkypwuHa: «Pe3ynbTaToM 3KCTEHCUBHOIO 3ro-
nctnyeckoro nMmnynbca CaMocT U MIHTEHCUBHOTO
BCTPEYHOrO BO3AENCTBMA CTPYKTYPbl CTAHOBUTCS OT-
reyaTok YesI0BEYECKON MHANBUAYaNbHOCTY B TKaHU
CTPYKTYpPbl — NAEHTUYHOCTb. Jlloboe Bo3aencTeme
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Ha WAEHTMYHOCTb NpeAnonaraeT NepecTporky oc-
HOB Ye/NOBEYECKOro CyLLecTBOBaHUS U HaobopoT»
(WWkypwHa, 2021). TakMM MHTEHCUBHbBIM BO3JENCTBU-
eM U ABASETCA NHULMaLN.

I /1. TynbYMHCKMA OBHapyXXMBaeT obLme Mexa-
HW3MbI TPMaZHOTO Lukaa 06psaAoB nepexosa, onu-
CaHHOro BaH [eHHeNoM (NpearMUHapHoOe COCTOsHNE,
KOrAa UHAVBWA OTAENANCSA OT rpynnbl, COBCTBEHHO
JIMMUHAPHOE, MPOMEXYTOUHOE, U NOCTANMUHAP-
HOe, Korja MHAMBUA, BKAOYAICA B COCTaB HOBO
rpynnbl) n Teopuen popmannctos. PazeepTbiBa-
HWe MO3TUYECKOro fA3blka MPOUCXOAMUT NO TON Xe
cxeMe B TPW 3Tana, UMeeT, Kak U putyan, TpexakT-
HYHO apUCTOTEeNEBCKYHO KOMMNO3MLMIO (MpeaMMmHap-
HbIW, TMMUHAPHbIA, NOCTAVMUHAPHbBIA NEepPUOAbI).
«Belb», no LLlknosckoMy, nogsepranacb ocTpaHe-
HWIO, 3aTeM UTPOBOW PEKOMOMHALNN, CTUPatOLLEN
npeXxHne COCTOAHMSA, U NOCae COCTaBNEHNA HOBO-
rO CMbIC/IOBOTO KOMMJIEKCa NOCpesCcTBOM MOHTa-
xa (TynbumHckmiz, 2021).

TekcT-cyb6bekT B. b. LLIknoBCcKOro, BOBAEUYEHHbIM
B Marnyeckmin obpsz BOCKpeLLEHNA CI0Ba, HajeneH
NCUXMYECKUMU XapaKTEPUCTUKAMM XXMBOTO YenoBe-
YeCKOro CyLLecTBa, MpeTepneBaroLL,ero pasHble Co-
CTOSIHVS OT aBTOMAaTUYECKOrO MPOXMBaHNSA XN3HN
B 6ecco3HaTeNbHOM pexxMMe «y3HaBaHWA», Koraa
«BeLLM YMUPAIOT», a NH0AM «nepecTatoT ObiTb Xy-
AOXHWKAMU B 06blAEHHOM XM3HW» (LLknoBckni,
1990, c. 63), 40 Nepexosa B peXXUM «BUAEHUA», KOT-
Jia nocne CTONKHOBEHMA ABYX MOTOKOB A3blKa, BO3-
BpaLLaeTcs OCTPOe OLLYLLEHME XKMU3HMW.

Mepes HaMW UCKYCHO cOBpaHHbIA 1 NCMPaBHO
JAEeNCTBYIOLWMI annapaT NCUXMKK C NpoTeKaroLwmn-
MU B HEM MpPOLLECCaMU MbILLJEHWS, CBA3AHHbIMU
C pa3HbIMM COCTOSHUAMMW OPraHOB YYBCTBEHHOrO
BOCMPUATMA, CMOCOBHOCTLIO B3aMMOEeNCTBOBaTb
C MMPOM U 0CO3HaBaTb cebs B ABYX pexxumax: imbo
NOAUNHAACH 3aKOHaM A3blka, MEPEXOAA B PEXUM
6ecco3HaTenbHOro GyHKLUMOHUPOBaHMA, TM60 Ha-
pyllas 1 nepectpavBas ux, nepectpavBas CBOHO
NNYHOCTb. YTOOBI MOAAEPXKMBATL MCUXMYECKUIA an-
napaT B pabo4yem cocTosiHUKW, obecrneumBaroLem
afleKBaTHYH KOMMYHUKaLUO, TpebyeTcs NOCTOsH-
HOe ycuane, BNOXEHWe 3Heprum B 06BbeKT BOCNpU-
ATUA. ITO HeobblbaiHO 3Heproemkme GyHKLUMWY, Ha
nx paboTy 3aTpaumBaroTca bosblune cuabl. B onpe-
AeNeHHbI MOMEHT CUCTEMA NEePEBOANTCA B PEXMNM
3KOHOMMU, NEPEXOAMNT B PETUCTP 0ObIAEHHOTO A3bIKa,
NOAYMHAETCSA NpaBUAaM COXpPaHeHUs sHepruu. Bbi-
paboTka 1 TpaTa 3Hepruu, nepesava ee ot cybbek-
Ta K BELLW NpeKpaLLaeTcs, CUbl MepPecTatoT yTekaTb,

HO B pe3y/bTaTe CBfA3M C OKPYXatoLLlen peanbHO-
CTbHO PBYTCSH, KOMMYHMKaLMA COKpaLLaeTcs, opra-
Hbl BOCMPUATAS NMOKPbLIBAKOTCA MaHLMPEM-3KPAHOM
N3 yCeUYeHHbIX CNOB. MeHseTcsa NpuHUMN paboTsl
OpraHoB BOCMPUATUA, UHAMBUA, HanpuMep, nepe-
cTaeT BUAETb cebs CO CTOPOHBI, F1a3amMu Apyrux,
yTpaumnBaeT CBA3b C peasibHOCTbIO, MOrpy>aeTtcs
B MeXaHWUecKoe NpoXxunBaHue Xu3Hu. B pexunme
y3HaBaHWA CyObeKT BOCNPUHUMAET HEe CaMU BELLY,
a cBoe npeAcTaBsieHre 0 Hux. OT HUX OCTaeTcs TONb-
KO Hekui cneg. «Mpv Takom anrebpanyeckom MblLl-
NeHun Belwn 6epyTcs CHETOM M NMPOCTPaHCTBOM,
OHW He BMAATCA HaMK, a y3HaOTCA MO MepBbIM Yep-
TaM. Belb npoxoanT MMMO Hac Kak 6bl 3anakoBaH-
HOM, Mbl 3HaeM, YTO OHa eCTb, MO MeCTy, KOTopoe
OHa 3aHWMaeT, HO BUAMM TOJIbKO ee NMOBEPXHOCTb.
Mog BANSIHMEM TaKoro BOCMPUATUS BELLb COXHET»
(Tam xe, c. 63). MoagunHAACL 3aKOHaM f3blKa, 3aKO-
HaM COXpaHeHMA CUJ1, «COXHET» He TONbKO Bellb, HO
N caM CyOBEKT, «Mbl IETKO PaccTaeMcs C XU3HbHO,
KOTOpyto He owyaem» (Tam xe, c. 40).
MpebbiBaHME B NONIOXEHWNM aBTOMATUYECKOTO
NPOXWBaHWUSA XWU3HW, KOrAa A3blK NOAUYNHAET CyOb-
€KTa 3aKOHaM COXPaHEeHUs SHEPTMM, IKOHOMUMN CUA,
Korza yTpaunBaeTcs CoCOBHOCTb BUAETb Y OCO3HaH-
HO BOCMPUHMMATb OKPY>KatoLWUA MUP, COOTBETCTBYET
MOJIOXKEHWNIO MOCBALLLAEMOTO B MOYTK HEOCO3HaBae-
MOM MOTOKE OBbIAEHHOCTY «ellle-He->XU3HW», Koraa
€ro AencTBMA BbINOJHAOTCS MeXaHWUECKH, B pyC-
Nle 3aBefeHHOro KeM-TO MopPsAKa, KOraa oH Haxo-
AWTCA B COCTOSIHUN HeBeAeHus (HeBMAeHMs). 3aTeM
NPONCXOAUT KNtOUEBOE COBbITME, NOApPbIBatOLLEE
NPEeXHWI XOA4 XN3HM U HacTynaeT nepexos yepes
NMOpOr NPVBbLIYHOTO, Y3HABAEMOr0O, MexaHN4ecKo-
ro BOCNpuATUS 06bEKTOB BHELLHEro Mupa. MoMeHT
nepexoza, KJAHUYEeBOW aKT MHULMALNKN, CONOCTaBUM
C CUTyaumen apamaTypruyeckoro KoH®AMKTa, Koraa
B pe3y/ibTaTe KatacTpoduueckoro cobbiTns TeKCTy-
aNbHbIN OpraHn3M nonajaet B 30HY BO34eNCTBUA
CWUJ, 3aCTaBAAIOLLMX MEHATb TOUKY 3PEHUS, MEHATb
cebs. KapanHanbHas OMKa CNOXMUBLLIENCA CTPYK-
TYPbl BbIBOAMUT «Bellb» U3 COCTOSHWA aBTOMaTM3Ma
N OTKpbIBaeT HeoduUTy, Baarogaps 3anycky Mexa-
HWU3Ma OCTPaHEHUSA, MUP TakUM, Kak ByATO OH ero
BUAMWT BNepBble, MepeBoAa «Nerkyto», 6eccosHa-
Te/IbHO NPOXMBAEMYHO B HEBEAEHUN HOPMY XKU3HW,
B NPOLLECC «AeNaHNs BELLM», JIUTENbHOTO W 3aTpya-
HEHHOro BOCNPUATUS 3TOrO AENCTBMSA. TO COCTONA-
HVe NOBbILLIEHHOW OCTPOTbI 3PEHUA Y UHTEHCMBHOTO
nepexmnBaHusa HeEKOrAa OBbIUHbIX, «CTEPTbIX», «y3-
HaBaeMbIX», HO He «BUAUMbIX» BeLLEN OTKpbIBaeT

WHYIO, paHee HeBeoMYIo Ux npupogy. Cam npo-
Lecc ABAAETCA CMbIC/IOM MCKYCCTBA, OCHOBHas 3a-
Jlaya KOTOpOro MakCcrMmMasbHO MNPOA/IUTL YYBCTBO
«penaHuns sewm» (Tam xe, c. 58). MNMpogomxuTens-
HOCTb, 4OFOTa, TPYAHOCTb BOCNPUATUA U €CTb CO-
CTOSIHME IMMWUHANIbHOCTY, NEePEXOAHOCTH, KOTAa
nepecTtpanBaeTCca U BOCCO3JaeTcsd NAEHTUYHOCTb
Ha HOBbIX OCHOBaHWAX. OCTPaHEHHbIN B3rNag CBU-
feTeNbCTBYET O KaUeCTBEHHOM Nepexoje CUCTEMbI
BOCMPUATUA repos, Kak 1 untaTens, 13 aBToMmatnye-
CKOM HEOCO3HAHHOCTM «y3HaBaHWSA» B HOBOE MCU-
xohun3nyeckoe COCTOAHNE «BUAEHUSA».

Yepes npouecc «genaHns Bewm», nonagaHuns
B NMPOCTPAHCTBO ApaMaTyprnyeckoro KoHMAMKTa,
CTONKHOBEHUSA Pa3HbIX COCTOSHWUIA, 3anycKaeTcs npo-
Llecc BbIXo4a U3 aBTOMaTU3Ma, Nepexosa B MHOMN KOH-
TEKCT OCBOEHUS CMOCOBHOCTEN Nepeco3jaBaTh CBOH
naeHTnyHocTb (KannHun, 2009). 3ta cntyaumsa, Kor-
Aa yenosek, no cnosam ®.-P. AHkepcmmnTa, HauMHa-
€T CMOTpeTb Ha cebs, kak Ha [pyroro (AHKepCcMuT,
2007). Koraa, okasaBLlUNCb B METANO3UL MK, Yeno-
BEK CTAHOBUTCS «XYA0XHWUKOM OBbIAEHHOM XU3HW»
(B. b. LLknoBckwin), nepectpanBaeT cebs, OOHOBs-
eT BOCNpusaTMe, TBOPUT CBOIO cyabby. B. b. LLiknos-
ckuin B «CEHTMMEHTaNbHOM MyTeLecTBUM» MULLET:
«XopolLwo notepatb cebs. 3abbiTb cBOO damMuauio,
BbIMaCTb M3 CBOMX NpuBbIYek. [puaymaTb Kakoro-
HNBYAb YenoBeka U cumTatbh cebs uMm. Ecim Bbl He
MUCbMEHHBIN CTOJ, He paboTa, A HUKOrAa He CTan
6bl cHoBa BukTtopom Lknosckmnm» (LLknoBckui,
1986, c. 156).

CxoZHble nepexxnBaHua UCMbITbIBaA yYaCTHUK
DNEeBCUHCKUX MUCTEPUIA, MOCAE KOTOPbIX HEODUT He
TO/NIbKO POXAA/CA B KAUeCTBE HOBOTO, MOJHOLEHHO-
ro uneHa obLecTBa, He TO/IbKO COLMann3npoBancs,
HO eLLle 1 NpuobpeTan B NpoLecce NOCBATUTENbHOTO
fencTBa KOrHUTUBHbIE CMOCOBHOCTY, Aap MbICANTb
MHaue, YeM 0 NOCBALLEHNSA, MOHUMATb U BUAETb pe-
a/IbHOCTb COBEpPLUEHHO No-nHoMY. Tak, K. KepeHbu
nNpuBOAUT onucaHune 13 leposoTa, NokasbiBatoLlee,
YTO NpoLueawniA 0bpss CBUAETENb CalaMUHCKOIO
CPaXeHUs UMEET UHTENNEKTYaIbHOE MPEVNMYLLECTBO
nepes He NPoLLEALMM DNEBCUHCKME MUCTEPUM CO-
oTteyvectBeHHMKOM (KepeHbu, 2000). Camo «rpeve-
CKOe CyLLLeCTBOBaHMe», No TepMruHoorMmn KepeHby,
onpeaenanock 3TuM o6paAoM, 6610 OCHOBON UyB-
CTBa COMPMYACTHOCTM LLEHHOCTAM 0bLLerpeyeckoro
€fMHCTBa Ha OCHOBeE A3blKa, ObLLEro NPOCTPaHCTBa
KyAbTYpbl, NAEHTUYHOCTU JPEBHUX FPEKOB.

MepexosHble 06psAAbl NOCBALLEHMWS, pacCcMaTpu-
BaemMble ApHOAbAOM BaH eHHenom, conocTaBun-
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Mbl C MONIOXEHVEM BHEHAXOANMOCTM, ONMUCaHHbIM
M. M. baxtnHbiM (BaxTuH, 1986) npumeHUTENbHO
K MOCTPOEHMIO MAEHTUYHOCTY (3akoBopoTHas, 1999)
repos B NoMPOHNYECKOM NPOCTPaHCTBE pOMaHa
®. M. Joctoesckoro. I. J1. TyNbUMHCKUIA NOKa3bIBaET,
uTo HaXTUHCKUIN CyOBbEKT cTpemutcs obpectn cebs
N coBeplUaeT AeNCTBUS, BbIBOAALLME CUCTEMY U3
paBHOBecwus. [leliCTBMA, UMEIOLLME paHT MOCTynKa
(TynbumHckmi, 1990, c. 29), MEHAKOT CMbICIOBOE Ha-
noJsiHeHWe ero obpasa B nNpoLecce gvanora c pas-
JMYHBIMU CTOPOHAMUN CBOEW NYHOCTM 1 [pyrum.
lepoi B NpOCTpaHCTBE XyAOXECTBEHHOIO NPOU3-
BeJeHMA NepexXnBaeT COCTOAHME NepexoiHOCTH
1 He3aBepLUEHHOro akTa CTaHOBAEHUA NAEHTUYHO-
CTW, MPOXOXAEHNA MHMLMAL MK, CNOCOBCTBYOLLEN
npoueaype c6opkn 1 06HOBAEHUIO ero «f», CUH-
Te3npyroLLel pasHble CTOPOHbI INYHOCTN. ABTOP
nMeeT NPMBUAErMPOBAHHYIO MO3ULNIO BHEHAXO-
AMMOCTU (NEPEXOAHOCTL), MO3BOAIOLLYH MEHATb
B3r/144, CMOTPETb r1a3amu repos Ha CMTyaumto co
CTOPOHBI, YN1aBANBaA OTPa>KEHHbIN, 3epKasbHbIN
B3rnag [pyroro (baxtuH, 1996, c. 72). Terenban-
cKkas Mofenb cTaHoBaeHMs cybbekTa (Merenb, 2021),
pa3suBaemasa M. M. baxTUHbIM B yYeHWU O Anano-
re n KapHaBa/e, nerfa B OCHOBY NpeACcTaBAeHWNI
0 CTaAnanbHOM xapakTtepe npotecca dopmMmnpoBa-
HWA MAEHTUYHOCTU Yepes NPOXOXKAEHNE KPU3NCOB-
UCMbITaHWI (MOPOroB NePeXoaHOCTU UK, COFlacHO
FO. M. JloTMaHy, «FrpaHuL, CEMaHTUYEeCKUX Noaen
NpocCTpaHCcTBa» TeKCTa, NpeojoneBaeMblx repo-

eM (JlotmaH, 1970) B AnanekTM4eckon B3amMocC-
BA3W OTHOLWEHUN «fl — Jpyron».

Takvm 06pa3om, Mbl BUAUM, UTO HECMOTPA Ha
BCE pa3/inums Mexay nUlyyeHne ceMaHTUUYecKunx
CTPYKTYpP KaK YCTOMUMBbLIX A8 UHAMBUAYaNbHOTO
N KONNEKTUBHOIO CaMoONpeAeneHna N N3yyeHun-
eM pUTyasoB MHULMALMN KaK pecypca CeMaHTu-
3auuMm NyTW, ecTb obLwas nepeMeHHas Nyt repos,
KoTopyto [Mponn pekoHCTPYMpyeT B CBOEN KHUre 06
NCTOPMYECKNX KOPHAX BoALLE6HOM ckasku. Mo 06-
pasuy paHHero v nosgHero Xangerrepa, uam pas-
Hero n no3aHero ButreHwTenHa, MOXHO roBOpuUTb
0 paHHeM u no3aHeM Mponne. Ho no3aHwmii Mponn
He onpoBepraeT paHHero, HO CUHTE3NpPYyeT Te A0-
CTUXKEHMA TEOPETUYECKOWN MbICIN, KOTOPbIE Bblin
COBpEMEHHbI eMy paHHeMy. Tak, OH npespallaeT
ocTpaHeHue no LUknoBckoMy, MPUHLMMbI CloXe-
TocnoxeHms no LWknosckomy n SiixeHbaymy, Tor-
JallHMe NomcKkn obLLLero NpUHLMNa MeTackoXEeTUKM
y KepeHbun, B uccnegosaHme cneyndukm nHuLma-
umn. Tam, rae ero COBPEMEHHUKM BUAENN OTAENb-
Hble yKa3aHus Ha UHULMaLMIO, Ha UCTIbITaHWs repou,
AeAHNA 1 CTpacTu repos, Tam Mponn cTpemMnTcs Bu-
JeTb yXe NPoWAeHHble NCMbITaHUS, y>Ke obpeTeH-
HYHO HOBYH UAEHTUUYHOCTb. B 3TOM CMbIC/ie MOXHO
cKaszaTb, YTO onTnka GOpPMannCTOB XMBOMMUCHaS,
a ontuka [ponna — MKOHOMKWCHas, He ClyyYariHo
OH yBJIEKaNCa ApeBHEPYCCKOM MKoHonucbto (Map-
koB, 2022, c. 14). OH BNAUT y>Xe HE MOMEHTbI UCMbl-
TaHuWs, a UeNoCTHbIM 06pa3 NAEHTUUYHOCTW.
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SOCIAL, POLITICAL AND SPORTS ASPECTS
IN RUSSIAN CARTOONS OF THE 19205-1970S,
DEDICATED TO THE THEME OF CHESS

Summary: The author of the article turns to the study
of domestic cartoons of the 1920-1970s, dedicated to
the topic of chess. When analyzing the diverse artistic in-
terpretations of chess in the genre of caricature, social,
political and sporting aspects are highlighted first of all.
The ability of the art of Soviet caricature to form bright
and capacious artistic images that play up trivial situa-
tions of society and behavioral patterns of individuals is

The period of the 1920-1970s of Russian cari-
catures were rich in vivid images and varied in the
provision of material by artists. We can trace the
formation of the domestic humorous press in 1923-
1926, when a number of national republics saw an
increase in the growth of satirical periodicals. The
twentieth century turned out to be generous with
scientific and technological discoveries, as well as
cultural and sporting achievements. For Soviet peo-
ple, the feeling of belonging to modernity became
increasingly important, which was manifested in in-
creased attention to the new heroes of the era, to
significant social innovations. The hero of the new
era has become the image of a citizen actively in-
volved in the problems of modern public life. Sports
also turned out to be an essential component of the
new images. The media were actively developing,
the circulation of popular newspapers and maga-
zines was growing both in our country and abroad.
Artists were actively involved in working in periodi-
cals. One can rightly note how, since the twenties of
the 20th century, an unprecedented scale of satire
in the press has been revealed, including more than
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repeatedly demonstrated. The author also pays special
attention to caricature portraits and caricature illustra-
tions, good-natured jokes and biting satire. As examples,
the works of graphic artists B. Efimov, Yu. Yuzepchuk,
S.Vlasovsky are considered.

Keywords: 20th century art, Soviet humorous graph-
ics, cartoon portraits, political caricature, social caricature,
sports caricature, chess theme in art, chess illustration.

two hundred popular publications, including Geor-
gian "Niangi” ("Crocodile”), “Khatabala” (“Trouble"),
“Tartarozi” (“Satan”), “Sholti” (“Scourge”), “Tseteli
Tsotskhi” ("Red Broom”), Turkmen “Tokmak” “(“Kalo-
tushka”), Chuvash “Trap”, Ukrainian “Chervoniy Pep-
per” ("Red Pepper”), Bashkir "Khenek"” (“Pitchfork”),
as well as “Mashrab” and “Mushfiki” (both maga-
zines are named after national poets), “Shirinkor”
(“Satirist”), "Bigiz” (“Shilo"), “Mushtum” (“Fist") pro-
duced in Uzbekistan and Tajikistan, in the Mari Re-
public they published "Dubinushka” and “ Arlan”
("Hamster"). This is not the entire list of satire in the
press, which gives an idea of the distribution and
development of humorous publications, including
the use of caricature: “...the origin of caricature is
a clear sign of the development of society, since it
is often a graphic way for a person to express his
civic position” [Chepurov, 2014, p. 148].

Thematic magazines are published: “Chess in the
USSR, “Chess Moscow”, “Chess Bulletin” (Moscow);
“Chess"” (Riga). Chess problems and special materi-
als were published in regular editions of more than

a dozen newspapers and magazines: “Pravda”, "I1z-

vestia”, “Trud”, "Nauka i jizn", “Ogonyok”, “Smena”,
etc. In a number of publications, in addition to re-
ports, sketches and chess compositions, graphic
illustrations and caricatures were presented. In So-
viet times, caricature is often ideological in nature,
as noted by V. A. Alekseev [Alekseev, 1979], and its
main function is educational.

“Thus, the 20th century has come for our coun-
try — the century of domestic caricature. "It was
during this period that political cartoons became
an integral part of periodicals, one of the most
popular genres of fine art.” [Chepurov, 2014]. The
twenties were the heyday of Soviet satirical jour-
nalism. For graphic artists in the USSR, which for
a long time was the hegemon in chess, the sig-
nificance of the issue of depicting the triumph
of chess players and their prestige on the sports
Olympus is undeniable. To the Soviet caricature as
a source resorted Shevtsov and I. A. Grinko when
studying the image of the museum and mass con-
sciousness. They wrote: "This is not harsh satire,
but relatively soft and ideologically consistent
humor, aimed at promoting the successes of so-
cialist cultural construction...” [Shevtsova, Grinko,
2019, p. 80-96]. This is predominantly the nature
of Russian caricature. Examples of it are reflected
mainly in the Krokodil magazine, which is recog-
nized as one of the leading Soviet media, which
has gained a high level of popularity among oth-
ers. Its circulation in its heyday reached 6.5 mil-
lion copies. Headed the publication of “Crocodile”
in 1922-1923. K. S. Eremeev developed the main
principle of the magazine, which was a close con-
nection with the reader, which he transferred from
his experience working at the newspaper “Prav-
da". Eremeev was a talented organizer and ideo-
logical leader, whose desire for “Crocodile” to set
the tone for all Soviet satire and caricature justi-
fied itself. The direction of formation of a trend
in caricature, the graphic style itself, was formed.
The magazine becomes not so much responsible
for entertainment and satirical purposes, but is an
ideological and propaganda source in the field of
culture. The production of the magazine relied on
the readers of Rabochaya Gazeta, to whose sub-
scribers “Krokodil” was issued free of charge at
first, it was a supplement to the newspaper. This
allowed the new magazine to find its readers,
primarily working people. An organic connection
with a large mass newspaper allowed the editors
of “Krokodil” to establish regular and uninterrupt-

ed publication of the magazine. Since the begin-
ning of the publication of “Krokodil”, the reader
has been less and less interested in criticism of
processes on a national scale. The incoming So-
viet government did not cause any sharp reasons
for criticism among the workers. The task of car-
toonists was to identify individuals and events
that do not comply with the rules and ideology
of the new emerging society.

The method of illustration itself deserves at-
tention. Until the 1980s, the “Krokodil” printing
press, due to its technical properties, had some
limitations in printing, which gave the magazine
its individuality. Based on the possibilities, only
one of the sides was printed in four colors, being
essentially full-color. The second side was pro-
duced in two colors (black and colored Sidorov
discussed the type of magazine with illustrations:
“Life wanted it, this thin notebook for its cheap-
ness, abundantly illustrated, in which we must note
the inevitable proof of the proletariat’s need for
a visual element.” [Sidorov, 1985] The investiga-
tor noted another important point for graphic art:
graphics soon replaced photography, which was
originally placed on the pages of various printed
materials, as a means of publishing publications.
He also brought up the idea of the need for a re-
quirement for magazine graphics, which consists
in choosing a clean, clear line. Artists had to take
into account the suitability for photomechanical
reproduction of their design. Excess, unimportant
details were eliminated.

The flow of information regularly received by the
editorial office of Rabochaya Gazeta made it possi-
ble for the artists of the satirical genre of “Krokodil”
to respond in a timely manner to the most pressing
topics placed at their disposal. The editors of the
magazine, of whom there were quite a few during
the period of interest to us, N. 1. Smirnov, K. A. Malt-
sev, F.Ya.Kohn, N. A. lvanov-Gramen, M. |. Manuilsky,
M. E. Koltsov, Ya. G. Rovinsky, L. 1. Lagin, G. E. Ryklin,
D. G. Belyaev, S. A. Shvetsov, M. G. Semenov, the
chosen vector and tone of satire were constant-
ly maintained. They took an active part in finding
new forms of connections with the reader, search-
ing for artistic techniques and forms of satirical
typification, familiar to us thanks to works in the
field of caricature and feuilleton. Simultaneous-
ly with “Krokodil”, artists M. A. Glushkov, B.E. col-
laborated with various satirical magazines such
as "Chudak”, "Smekhach”. Efimov, M. M. Cherem-
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IlL7. B.E. Efimov (1900-2008). "Into the Battle for the World Championship". 1948

nykh, Kukryniksy (M. V. Kupriyanov, P. N. Krylov,
N. A. Sokolov), K. P. Rotov.

A well-known cartoon by B. E. Efimov (1900-
2008 in the magazine “Krasnaya Niva” (1925) four
winners of the Moscow tournament: E. Bogoly-
ubov, E. Lasker, H. R. Capablanca and F. Marshall.
The USSR flag is in the hands of the first prize win-
ner. The master was a recognized graphic artist
with a keen eye for political cartooning on inter-
national issues. He called the newspaper Pravda,
with which he collaborated, the cradle of Soviet
political caricature. The artist also worked with
the newspaper Izvestia, where he served as chief
artist. His works tend to express the social rel-
evance of world events, and the author himself
has repeatedly had to become a critic of social
phenomena and trends, including speaking out
with satire against the ideas of the Trotskyists and
cosmopolitanism. Efimov also left behind a val-
uable legacy in the form of memoirs, books of
memories and reflections on art, and, of course,
the graphic works themselves.

To Efimov’s funny drawing of the significant vic-
tory of Soviet chess players, discussed earlier re-
garding figurative symbolism, where in the image
Botvinnik is rushing ahead, Smyslov and Keres are
running behind him, Reshevsky is trailing, and Euwe
timidly peeks around the corner in the magazine
“Krokodil” there was even a rhyme added:
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“Hurray” thunders in honor of the tournament
leader —

Botvinnik defeated his opponents!

And send their greetings to the world champion
And the Queen, and the Horse, and the Elephant,
and the Crocodile.

The above work was done by caricaturist Efimov
in a truly remarkable way. On it, the artist depicts five
players who took part in the world championship
match-tournament. On the right, riding on horses
and an elephant, Soviet grandmasters M. Botvinnik,
P.Keres and V. Smyslov are presented in the imag-
es of noble knights performing under state banners
with a hammer and sickle. The Dutch chess play-
er M. Euwe, in an impregnable tower symbolizing
a rook, as well as the racing American player R. Fine
in a chariot drawn by a black horse and a white bish-
op, are depicted in the picture on the left. Figures
of Western chess players form an opposition to So-
viet athletes, each holding the flag of their state in
their hands. The image of Fain, who was unable to
take part in the tournament due to personal circum-
stances, is successfully conveyed, whose swiftness
is also expressed by Efimov through the diagonal
construction of the composition.

The artist's cartoon “Parade in Honor of the World
Champion” (1948) is an ironic depiction of the sol-
emn greeting of the champion by happy chess piec-

es playing musical instruments, waving flags, and
holding bouquets of flowers. In this work, Efimov
again resorts to the symbolic language of art.

Friendly caricatureby B. Efimov “The MB tank is
a heavy (especially for opponents) figure. The image
of the tank on which M. Botvinnik rides includes the
figure of a rook, and the image of a chess clock sym-
bolizes the tracks of the tank. The image of Botvinnik
the winner, created by the graphic works of Soviet
cartoonists, is also a symbol of the triumph of the
USSR in the field of chess. The champion retained
the right to this honorable sports title for a long
period, repeatedly defending it and regaining it in
rematches. Mikhail Moiseevich held a leading po-
sition for about fifteen years, a significant period in
the field of sports. In his face, the caricatures repre-
sent a personified image of an entire people, which
could be understood by contemporaries and under-
standable in the field of fine art and for a foreign
viewer. Efimov’s cartoon plays on the abbreviation
“MB", denoting the name of the tank, which is also
Botvinnik's initials. Another cartoon by the master,
“The brilliant victory of the newly appointed Ger-
man chess champion Karls,” published in the Kro-
kodil magazine (1935), is dedicated to the German
player Karl Karls, a participant in several Olympi-
ads, and the director of a bank. It has an acute so-
cial resonance; the demonstrative presence of the
military in the picture emphasizes the militaristic
spirit of victories of the German people.

The next major author who created memorable
chess images was M. M. Cheremnykh (1890-1962) —
graphic artist, theater decorator, literary illustrator
(“Twelve Chairs”, "Golden Calf"), creator of “OKNA
ROSTA", who distinguished himself in the field of
domestic Soviet caricature, working fruitfully in the
“Krokodil”. He first appeared as a cartoonist in the
magazine “Sibirskaya Nov". As a debut, he was pre-
sented with a humorous drawing depicting teachers,
as wrote about M. L. loffe. The then young master
was influenced by S. M. Prokhorov, whom he met
in Tomsk. After meeting with him, Cheremnykh de-
cides to leave his medical education and move to
Moscow for further training in painting.

The satirical drawing “The Decisive Round” of
1959 on the theme of competition between the
USSR and the USA in the development of agricul-
ture by M. Cheremnykh in "Krokodil” presented the
revelation of the image of a working man (the fig-
ure on the left). This is a profile image of a mid-
dle-aged man with a dark mustache, wearing a shirt
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IL2. M.M. Cheremnykh (1890-1962). "The Decisive Round".

"Crocodile", 1959

and tie. His pose and direct gaze convey the will
and determination of the character, who moves the
piece on the board with his left hand. On the right,
Cheremnykh painted a satirical image of a capital-
ist — an elderly, anxious man, sweat rolling down
his face, wearing a top hat. Often the top hat was
a symbol of a wealthy financier and manufacturer,
as well as the United States, constituting their per-
sonified image of Uncle Sam.

In this case, we can talk about the embodiment
of the phenomenological approach of the concept
of "we"-identity and “they”-identity by A. Schutz
to substantiate the influence of political humor on
the organization of joint identities on a state scale
[Melnikov, 2017]. S. Melnikov discusses this in his
research. Cartoonists, using rather literal graphic
language, created opposing images that were the
embodiment of not only several different nations,
but also ideologically different worlds that collided
in the struggle for victory in a chess competition.
The refrain sounds like a thought once voiced by
J.R.Kipling "Oh, East is East, and West is West, and
never the twain shall meet” in “The Ballad of West
and East” (1889).

The outstanding graphic artist, caricaturist, and
poster artist had the relevance of conveying re-
ality in artistic images. E. Vedernikov (1918-2009),
who published cartoons in the magazines “Smena”,
“Krokodil”, "Ogonyok”, and in the newspaper “Prav-
da”. In the magazine "Krokodil” No. 24 (1969), he
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IL3. Yu.V. Yuzepchuk (c.1900-1943).
"Match M. Botvinnik - S. Flohr". 1933

created a cartoon with the inscription “- Until the
water is turned on, the head of the bathhouse will
give a simultaneous game.” The master’s carica-
ture once again emphasizes the spread of the game
of chess in Soviet society. It demonstrates a situ-
ation where even in a bathhouse, during their lei-
sure hours, many people gather to play chess. At the
same time, it is necessary to remember that these
are all strangers to each other, having different ed-
ucation, upbringing and other life factors. Howev-
er, the game for them is a unifying source for every
member of society; it is a truly democratic game.
Like other political and everyday caricatures of the
artist, this work combines sharp social symbolism,
irony and free technique.

The caricatures of Yu.Yuzepchuk (c. 1900-1943)
were distinguished by their brilliant talent. He, an
original master watercolorist and cartoonist, was
the creator of a number of cartoons in the cycle
“At the VII USSR Championship” (1931) of the book
“Botvinnik’'s Chess Creativity” Volume Il (1968).
Yuzepchuk shows talent in the work "At the VII
USSR Championship”, also in the friendly cartoon
“Draw” in the Soviet illustrated literary and artistic
magazine “Smena” (1933) and similar to it, depict-
ing the match between M. Botvinnik and S. Flor. The
master’s images are extremely graphic and linear.
The images are presented in somewhat broken fig-
ures, which emphasized the nervous, restless at-
mosphere of the 1933 competition, which aroused
noticeable public interest. The match was viewed
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as a responsible sporting and political event. M.M.
himself Botvinnik even dedicated a separate book
to the analysis of the match, “The Floor-Botvinnik
Match” (1934), where he presented an analysis of
all twelve games. Initially, the Czechoslovakian
chess player held the advantage, but then Bot-
vinnik gained and realized some advantage. The
stubborn struggle, which ended with a score of
6:6, convincingly confirmed the strong position of
Botvinnik, who was not inferior in level of training
to the best Western chess players.

Yuzepchuk’'s cartoon “Capablanca won!” (1936)
presents the image of the no longer young H.R. Ca-
pablancas with glasses and noticeable bald patch-
es. The artist ironically notes the proud pose of
the chess player, a wide, confident step. Such tell-
ing details as the smartly tied scarf and the grand-
master's elegant frock coat do not go unnoticed.
All this sought to emphasize Capablanca'’s inherent
predilection for external gloss and pompous be-
havior. No less interesting is Yuzepchuk's cartoon
"Dubinin — Vygodchikov” from 1934, representing
players at a table with a chess clock, each dressed
in the color of their pieces (black and white). Even
a simple coloristic opposition of two sides, a fre-
quent technique among graphic artists, to create
a symbolic struggle between athletes is implement-
ed quite successfully. It is interesting to note that
there are only two knights on the board, without
kings or any other pieces, which is contrary to the
rules of the game. However, in fine art such omis-
sion of details that are insignificant for the viewer
occurs almost constantly; artists did not strive to
ensure that the correct arrangement of figures on
the board was reproduced.

Yuzepchuk's friendly cartoon “I. Bondarevsky”
in the publication “Vechernya Moskva” (1940) is an
ironic, even somewhat lyrical portrait of the master
I. Bondarevsky, who received attention due to the
fact that he managed to achieve first place in the
1940 competition, sharing it with Lilinthal. His image
is depicted as a modest, somewhat careless young
man with an unbuttoned shirt collar and unruly hair.

Yuzepchuk's satirical images (1940) of grandmas-
ter M. Botvinnik with the caption “Favored to retain
his title”, grandmaster G. Levenfish — “...No longer
a strong threat”, grandmaster Lilienthal, created for
the American magazine "Chess Review" are solved
in a laconic manner “ Notable is the caricature of
Lilienthal, which in many ways is a sign of the times.
It is known that previously, during chess compe-

titions, smoking was allowed in the hall, which in
turn gave rise to precedents and funny incidents.
M. Botvinnik, preparing for a serious tournament
against M. Euwe, who smoked, he agreed with his
friend V.Ragozin to smoke him during training.
Yuzepchuk's life ended tragically, he died on the
island of Sviyazhsk in 1943, where he was impris-
oned following a denunciation. And the aforemen-
tioned cartoons of the master for “Chess Review”
were published in the summer of 1944, when their
author was no longer alive.

Specially created ironic illustrations occupy a wor-
thy place in the art of caricature. Cartoons from
a book compiled by V. D. Baturinsky, give mainly
sharp external characteristics, these are primarily car-
icatured characteristic images. A series of works by
artist deserves special attention S. Vlasovsky (born
1931) from the book by N. A. Poltoranov “Humor in
Chess” (Volgograd) 1967, illustrating a rich aphorism
and real remarkable stories from the life of chess
players. One of the works included in the book is
dedicated to W. Steinitz. It accompanies the story of
an anecdotal incident that happened to the cham-
pion when he was arrested by the New York police,
but was soon released after the misunderstanding
was resolved. The cartoon depicts a chess player in
a checkered robe, with shackles on his legs, and an
ironic sign with the prisoner number “e2-e4" be-
hind bars. The essence of the incident was that in
1890-1891, a two-game match took place via tel-
egraph between the Russian champion M. Chig-
orin and Steinitz himself, who lived in America at
that time. Steinitz used a special font when trans-
mitting chess moves, which seemed suspicious to
the American authorities, who suspected the chess
player of spying for foreign intelligence.

Another picture by Vlasovsky reveals the hu-
mor of the situation at the time when Capablan-
ca had a chance to give a simultaneous game. One
of the losers asked Capablanca after the game ses-
sion about his own level. To this he received a sat-
isfactory answer from the grandmaster, who also
asked the amateur the reason why he never made
a knight move. As a result, the answer, worthy of
an anecdote, was that the player simply had no
idea how this piece moved. Vlasovsky decided to
create caricatures to illustrate this story in a rath-
er lapidary, literal way. A chess table is placed in
the center of the composition; on the left is a rep-
resentative image of Capablanca with clearly em-
phasized portrait features; on the right is the image

IlL4. S.A. Vlasovsky (born 1931) Caricature from the book
by N.A. Poltoranov "Humor in Chess" on M.N. Tal. 1967

of an unknown smiling player clutching two white
knights in his hands.

The artist also highlighted the comic story that
happened to D.Bronstein in Argentina. At that time,
a world championship match was being held be-
tween two Soviet grandmasters M. Botvinnik and
M. Tal. The Argentines showed keen attention to
this match; some who were interested in the pro-
gress of the game during the meeting turned to
Bronstein with the question: “Qué tal?”, which in
Russian is consonant with “Ke Tal”. Bronstein usu-
ally did not refuse to answer or explain the players
position. He noticed that Tal now has a good po-
sition on the board, and therefore an advantage.
However, later Bronstein was explained his mistake.
The point was that the expression «Qué tal?» in
Spanish means the polite question "How are you?”,
this turn of phrase had nothing to do with M. Tal’s
game among the Argentines. In the cartoon, Vlas-
ovsky presented Bronstein in the image of a stand-
ing chess piece of the black king, spreading his arms
to the sides, with portrait features of the grandmas-
ter himself in glasses.

It is remarkable how the artist managed to ex-
press an ironic attitude towards the real comic situa-
tions of the chess world, in a laconic form to convey
the anecdotal nature of the situation in which his
heroes found themselves. He also approached the
image of T. Petrosyan in an original way. Once the
champion was asked what is better in chess: to attack
or counterattack? To which Petrosyan aphoristically
remarked that it is better to win! The image of the
champion in the image is presented in a non-triv-
ial way. Petrosian’s face is depicted in a portrait
manner, while the grandmaster’'s gaze and ironi-
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cally raised eyebrows speak of the self-confidence
of the chess player depicted in the first place of the
pedestal. The artist also indicated in the image the
presence of a keen sense of humor, which can be
hinted at by the rapier in the hands of the master.

The cartoonist highlighted an event that hap-
pened to Tal in Moscow during the twenty-fourth
USSR Championship in 1957. It is known that Tal,
during his stay in the capital, decided to take a walk
with a girl along the city streets. However, carried
away by the walk, they violated traffic rules and
were detained because they did not have docu-
ments with them. Tal ended up in the police station,
where he witnessed the scene when the lieutenant
on duty was at the chessboard and analyzed his
postponed game with |. Boleslavsky. By probability
this position was broadcast the day before on the
radio in the evening broadcast, and, having recog-
nized his own position, Tal decided to make a re-
mark to the lieutenant who did not recognize him
about one move made. When the policeman recog-
nized the grandmaster and the misunderstanding
was successfully resolved, they were already sorting
out the position together, which is what Vlasovsky
conveyed in the cartoon. He painted two profile
portraits of him playing. On the left is Tal with his
characteristic appearance features, on the right is
a generalized image of a young police represent-
ative in uniform. On the lieutenant’s cheeks, shad-
ing was brightly used to create a blush, indicating
the pleasure of being prepared to play the famous
grandmaster with him, which was certainly flatter-
ing to him. The figures are depicted in the same
size, equally enthusiastic about the process, which
emphasizes the real character of Tal, who possessed
true democracy in chess, and, despite all his pro-
fessional merits, did not have star fever. He could
play equally enthusiastically with both profession-
als or amateurs.

Thanks to examples of works given from news-
papers and magazines, we see that caricature is
understood primarily as a portrait image in which
characteristic features are emphasized and exag-
gerated. A number of changes are used by carica-
turists in order to demonstrate the comic nature of
the image. The artist specifically focuses the view-
er's attention on certain, unsightly features of the
depicted character’s appearance, sharpening the
overall impression. Usually when it comes to friend-
ly cartoons, the artist rather harmlessly designates
the characteristic features of the characters’ imag-
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es, referring to their appearance. Such cartoons do
not carry significant social and political implications.

The press has seen cartoons addressed to specif-
ic individuals who are ideological and political op-
ponents. The specificity of this genre is revealed in
the recognition of public figures from the world of
politics, art, and sports. The functioning of carica-
tured portraits, as a type of caricature, in the press
is a means of artistic typification of images. Car-
toonists resort to the use of various forms of irony
and grotesquery to critically exaggerate the nega-
tive aspects of social life, embodied in a number of
social phenomena and famous persons.

In this regard, we were attracted by the friendly
cartoon of Max Euwe from 1948 by Moscow artist
N. M. Lisogorsky (1910-1986), also called Lis. The
artist's drawing is made in an ironic manner; he
masterfully conveys the duality of the image. Euwe,
not only a chess player, but a mathematician. When
creating the drawing, Lis emphasizes the desire for
order and logic inherent in the hero as a worker in
the field of science, which is instilled in the viewer
through the image of a strict suit, which occupies
a significant part of the caricature. The grandmas-
ter's proportions are smaller in size than his own
jacket, which is tightly buttoned with all the but-
tons, and Euwe has a tie tied around his neck. At
the same time, the artist introduces the symbolic
figure of an elephant, looking out of the chess play-
er's pocket like a child’s toy. And the game board,
which the hero holds close to himself, evokes an as-
sociation with a book. The caricature forms a mock-
ing image of the excellent champion who defeated
A. Alekhine in his time.

Lisogorsky's friendly cartoon of Botvinnik and
Bronstein “Swinging...” presents two grandmasters
on a symbolic swing, represented in the form of
a chessboard as a crossbar and two rooks as two
supports. Both chess players are portrayed authen-
tically, their figures are given determination: their
lips are tightly closed, their hands are squeezing
the ropes of the swing, their bodies are tense. The
viewer understands that the rivals are not going
to give in to each other without a fight. To empha-
size the strength of their movement, Lis uses diag-
onal strokes and small chess pieces, as if scattered
by the wind. The caricature was supposed to em-
body the spirit of competition for the title of world
champion. It is known that Bronstein, who won the
candidates’ competition, played to a draw with Bot-
vinnik, practically not inferior to him in the match.

The reigning champion then managed to retain the
title thanks to the prevailing rule about a draw in
the game.

Igor Sokolov (1921-c.1980) — author of vivid
caricatures of domestic athletes and football play-
ers, created a friendly cartoon “Tal Attacks!” which
depicts Tal rushing across the field after the ball.
The artist decided to use an analogy with football
to emphasize the athlete’s risk-taking and adven-
turous style of chess play. The eighth world cham-
pion was famous for his extraordinary view of the
competitive process, known for his numerous sac-
rifices of pieces, which were not always considered
correct, in pursuit of the beauty of the game. A sim-
ilar characteristic is conveyed by Sokolov's cartoon,
as if referring to the famous catchphrase “I see the
goal, | see no obstacles.” Also, Sokolov for the chess
publication “64" No. 24 (1969) created a charac-
teristic caricature of Svetozar Gligoric. In the work,
the artist emphasized the serious passion of the
chess player in addition to his various chess activi-
ties, and Gligoric was an international chess arbiter,
writer and journalist, a passionate football fan, and
was a professional musician. The multifaceted in-
terests of the master were depicted in the drawing
by I. Sokolov, presenting the grandmaster playing
the guitar and at the same time playing a ball. The
cartoon contains an unspoken irony regarding the
fact that success at work is often based on persis-
tent mastery of the chosen activity, and when en-
gaging in many types of activities it is difficult to
achieve high results in all areas.

N. Lisogorsky draws a clear figurative analogy
when he created the caricature “Three Bogatyrs”
(1947). He turns to the famous painting by M. V. Vas-
netsov “Bogatyrs”, emphasizing the prevailing atti-
tude in society towards chess players as defenders
of the Russian chess school defending the honor. In
the center, likening the character to llya Muromets,
stands the figure of the so-called. Patriarch of Rus-
sian chess Botvinnik. On the sides of him, respec-
tively, are depicted the decisive P.Keres, referring
to the heroic image of Dobrynya Nikitich, and on
the right, more lyrically, by the construction of the
figure, referring to Alyosha Popovich, the character
of V.Smyslov is presented. The choice of these three
players was not accidental for the artist; in 1947,
they were the ones who successfully performed at
the international competition.

In 1948, Lisogorsky created a cartoon image
“On the Eve of the World Championship Match Tour-

nament”, which consists of five cartoon portraits
of grandmasters M. Euwe, S. Reshevsky, M. Botvin-
nik, P. Keres and V.Smyslov, enclosed in medallions
with a chess background design. The sixth invited
participant, R. Fine, who did not come to the tour-
nament due to family reasons, is represented by
Lisogorsky with a symbolic question mark in the
form of a chess knight, as if hinting at the forcedly
absent character. A similar problem was solved by
B. Efimov in the work “Into the Battle for the World
Championship” discussed above, dedicated to the
same sporting events.

At the same time, in 1948, the artist created a car-
icature of Botvinnik with his hands folded on his
chest, in which he holds a chess piece and a bishop.
In the same year, the master created a caricature of
Botvinnik in the form of a monumental brick figure,
through which the small figure of a black pawn is
unsuccessfully trying to break through. We see how
the image of Botvinnik is gradually created by dif-
ferent graphic artists. He emerges as the embodied
ideal of a chess player, an unquestioned authority
who has no weaknesses in front of his opponent.
The caricature of losif llyich Igin (1951) serves a sim-
ilar glorification. It shows Botvinnik wearing a crown
and robe, riding an elephant above a world repre-
sented as a circle. The image of Botvinnik demon-
strates the power and determination of the athlete.
At the same time, he is somewhat ironic, repeating
the rather pathetic poses of the great commanders
on horseback, condottieri.

Considering the art of caricature, it seems nec-
essary to touch upon the topic of a separate type
of it — isojokes. First of all, the joke is aimed at de-
picting human problems in an optimistic way and
does not have the task of subjecting people to the
cruelty of satire. Graphics that address this type of
caricature images define the main task of creating
a caricature that does not require verbal explana-
tion and clarification. The thought process taking
place in the viewer's mind should be supported by
familiar objects that do not require separate inter-
pretations or comments. An iso-joke can be corre-
lated with the use of homonyms in speech, the use
of which lies in a similar sound that hides different
meanings and meanings. Thus, an iso-joke can be
considered a game, a charade. A.S. Ainutdinov wrote
about the joke: “In order to characterize this direc-
tion of caricature, we will use a quote about “new
artists” from the album “Man in a Square”, dedicat-
ed to the work of one of the largest domestic cari-
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caturists of the twentieth century, Oleg Tesler, who
edited the satirical page of the magazine in the six-
ties of the last century “Smena”: “The new genera-
tion of cartoonists specifically avoids political topics;
they are interested in simple human relationships
and weaknesses. Basically, they are cartoons with-
out words, and large foreign newspapers and mag-
azines happily reprint them.” [AliHyTanHos, 2008,
c. 20-28]. An example of an iso-joke is the work of
A.Zubov. His drawing arose as a response to the

theme of the sketch by A. A. Troitsky:

“The coming years are hidden in the darkness,
But | see your lot on your bright brow.”

Alexander Zubov owns a number of jokes and
caricatures, published, like the joke described above,
in “For the World Championship” of the “Vechern-
ya Moskva" edition. These include “The Disappoint-
ed King” in #04, March 17, 1948. It illustrates the
original transformation of a pawn instead of the ex-
pected queen piece into a knight, which announces
checkmate to the opponent’s white king. In issue
No. 05, March 23, 1948, the joke "To hit or not to
hit?!” was published. The artist also created a funny
caricature of a pawn literally cutting off the bishop
piece on the board with a knife in No. 7 (March 31,
1948). Throw and comic drawing “The whole family
is in time trouble!” Zubov, where almost the whole
family was bending over the chessboard. We see
concerned figures of parents, young children and
an elderly man contemplating the outcome of the
game. Even the very tiny child in the front field of
the image is latently attracted to chess, as he holds
the pieces of children’s toys of a horse and an ele-
phant in his hands. This implies that the next gen-
eration of the family will also have a passion for
chess in the future. The drawing “On the open line
“a” in No. 06 (March 25, 1948) is also noteworthy.
This work is a drawing divided into several parts.
At the top we see the gaping figure of the white
king, who does not notice the check from the black
rook. And below, the artist creates another scene,
where two figures of people engaged in conver-
sation absolutely do not hear the signals of a bus
approaching them. Thus, Zubov's caricature, based
on the method of analogy, is a warning of the dan-
ger of being inattentive, which can lead to a fatal
outcome in a chess game and in everyday life. An-
other caricature by Zubov “You are so radiant and
happy as if you just... ate a queen! “No, sir, | saw
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through Euwe’s tactics!”, published in No. 07 (March
31, 1948) refers to images of direct discussions in
society caused by the events of the chess tourna-
ment. In 1948, there were heated discussions about
the strength of the current Dutch champion M. Euwe,
his strengths and weaknesses, and attempts were
made to guess the identity of his opponent.

Several cartoons (1961) by Geliy Nikolaevich
Kovanov (born 1932) focus on the rematch be-
tween M. Tal and M. Botvinnik: “Before the rematch,”
“First round,” “Last round”. This is a small series of
works demonstrating several stages of the com-
petition. At the same time, the artist uses an un-
usual technique. He reproduces a certain portrait
likeness of the participants, but transfers the field
of battle first to the field of fencing in the cartoon
“Before the Rematch”. And then he presents the
masters in the images of boxers, in which there
can be a hint of the so-called "beating” M. Tal in
a match when the result of the competition was
close to defeat.

An ironic illustration of the game of chess is
presented by A.V.Bazhenov in the cartoon "The
Elephant Move” (1956). The action takes place be-
tween an elephant, playing for the white pieces, and
a hippopotamus. Turning to animal images when
creating cartoons was a common phenomenon for
Soviet and foreign cartoonists, when the subject of
satire was not real players or political leaders, but
the ironic vision of the game itself. So, in 1935, the
German artist Karl Ernst Fischer (1900-1974) pre-
sented to the audience a caricature with two mon-
keys playing on the spotted back of a giraffe, as if
on a board. Monkeys in this case can be consid-
ered as a symbol of the vanity of the players, which
could give a humorous assessment of the preten-
tiousness of human activity in general and recall
the popular expression “art is the monkey of na-
ture” (from lat. «Ars simia naturae»).

The motif of a man playing chess with a monkey
was rarely used in art. However, this motif affect-
ed the images of literature: the rivalry between the
monkey and the Sultan from the stories “A Thou-
sand and One Nights” (49 tales) and the game of
a nobleman and a monkey in the work of L. Gurni-
tsky “The Courtier” (1566). It is also interesting that
this rare subject was addressed in sculpture. The
design of the capital of the cathedral in Naumburg
(XI1) with sculptures of several monkeys playing
chess is unusual. In 1969, another drawing by Ba-
zhenov, “TV of a new system,” was published in the

magazine “Krokodil” No. 14. The caricature shows
a scene from life, where the artist gives some free
rein to his imagination. It depicts a chess fan watch-
ing the game in front of a TV screen. At the same
time, we see that its design is enhanced by the at-
tached flip-up lid, which is a chessboard design. This
work noticeably embodies the idea of the forerun-
ner of computer program engines known today.
Another particularly popular player in the Sovi-
et Union, besides Botvinnik, was Tal. He was called
various nicknames: “The Wizard of Riga”, “Chess Pa-
ganini”, “Pirate of the 64-square board”. The Lat-
vian champion was a recognized favorite of the
public, the hero of jokes circulating in society, and
he himself was the author of many humorous re-
marks and aphorisms. It is typical for them that
caricatures of the famous grandmaster are usual-
ly resolved in a positive, ironic manner. First of all,
these are friendly cartoons. For example, the work
of N. Lisogorsky in 1960 in “Krokodil”. This is one
of the early images of the grandmaster during his
championship. The figure of the chess player is de-
picted standing, surrounded by joyful game piec-
es paying tribute to him. They spread their arms
wide, salute him, the elephant timidly positioned
itself between the champion’s legs. The portrait
caricature of Tal by an unknown master in the Lat-
vian magazine "Chess” No. 21 in 1969 is expres-
sive. The drawing depicts a young grandmaster with
an exaggeratedly large head occupying half of his
body. In addition to the purely humorous function
of this technique, hyperbolization serves as an ex-
pression of the widespread opinion about the out-
standing minds of chess players, and, consequently,
their outstanding heads. Caricatures of Tal by art-
ist |. Sokolov are repeatedly published in the pub-
lication “64". In No. 19 (09-15.05) 1969, a pair of
cartoons is created of grandmasters Tal and Vik-
tor Korchnoi walking on a chessboard with a mine
detector in their hands. The master identifies the
image of the game with the intense activity of the
miner. In the same year, in 64" No. 07 (14-20.02)
a cartoon by Sokolov was published, depicting Tal
with a huge white figure of a horse. From the low-
er part of the figure protrudes images of the faces
of knights with a sword and spear in their hands,
which echoes the images of the Trojan horse. The
emergence of this plot may be associated with the
grandmaster’s characteristic manner of unexpect-
edly sacrificing pieces at the board. Thus, in 1966,
he masterfully played a game with R. G. Wade, sac-

rificing his horse. The eighth world champion was
famous for his sudden victims.

Estonian artist A. A. Saldre (1923-2008) in "64”
1971 No. 21 (21-27.05), creating a cartoon of Keres
and Tal, illustrated the result of the tournament held
in Tallinn, where both grandmasters shared 1-2 plac-
es. This event was joyfully greeted by the public, as
Estonia was rightfully proud of the achievements
of its grandmaster. The winners of the tournament
are depicted standing with their backs to each oth-
er with an impressive crown crowning them. Also
above their heads is the inscription “Tallin 71", and
near their feet there is the number 11.5, indicating
an equal score for both masters. And the work of
I.Igin in "64" No. 01 (01-07.01) 1971 depicts Tal's
passionate addiction to smoking. Thanks to pho-
tographic materials and documentaries, including
the popular science film “Seven Steps Beyond the
Horizon" (1968) by F. Soboley, it is noticeable that
the grandmaster played a large number of games
while smoking. And this was the trend of the time,
when the rules did not prohibit smoking of play-
ers and spectators in the hall.

The drawing by I. Zubov in the magazine "Ogo-
nyok” "Agreed to a Draw” is a caricature that depicts
two chess king figures, who are quite peacefully arm
in arm heading towards the buffet, as indicated by
the sign on the left. This artist's drawing very iron-
ically reminds us that, with all the objective spirit
of competition, chess is, first of all, a democratic,
unifying game. Its basis is healthy rivalry, competi-
tion, but not senseless enmity.

Amusing life situations indicate a state of such
strong passion for the game that people could lit-
erally forget about their professional responsibil-
ities and work day. This is illustrated for us by the
cartoons “Doctor, your situation is not pleasant”,
the drawing by I. Gench “There are 4 minutes left
until the end of the working day, but we need to
make another 20 moves..." published in “Krokodil”,
the humorous works of Yu. Cherepanov “In dentist’s
waiting room. Painkiller” and I. M. Semenov (1906—
1982) “House of Writers' Creativity” in “Ogonyok”.
The cartoons are all the more poignant because
they emphasize the passion for chess and the ne-
glect of their duty among representatives of the in-
telligentsia and mental workers — the characters
in the drawings are doctors and writers.

Drawing “Aunt Dusya, move my horse to that
square over there!” E. B. Shcheglova (1927-1991)
in "Krokodil” illustrates the far from funny social
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IL5. 1A Sokolov (71921-1980).
«Viktor Kortchnoy and Mikhail Tal». «64» N219, 71969.

problem of youthful infantilism. The action of the
cartoon takes place in a dormitory, where two over-
aged students play chess while comfortably loung-
ing on their beds. When an elderly woman, probably
a watchman or a relative of one of them, enters,
the young people do not even think of getting up,
but ask her to move the chess piece standing on
the table in the room. In this case, chess is not used
by the artist as a symbol of intellectual work, the
embodiment of the power of mind and will. The
purpose of their image is to enhance the edifying
satirical effect, since the bad manners and laziness
of the characters for the viewer embody the dis-
sonance with the chess game itself and its princi-
ples. We deal with a different kind of humor when

we get acquainted with the drawing by E.S. Sha-
belnik (1941-2000) in the magazine “Krokodil” No.
15, 1969 "Throw-in". The title of the work itself is
telling. This term is borrowed from team games
with a ball and puck such as football, basketball,
and hockey, where this technique is used. The art-
ist also depicts a referee in yellow clothing blow-
ing a whistle. This cartoon is intended to highlight
the trend of the game developing in an increasing-
ly sporting spirit.

To summarize, let us turn to the conclusions re-
garding the symbolism of the works. Cartoonists
borrowed concepts from chess into the figurative
language of graphics, which is clearly visible in the
works of Efimov. Let us also note the use of royal
paraphernalia: mantle, crown, scepter. It is notewor-
thy how in the USSR symbols move into a caricature
on a chess theme from the category of monar-
chical symbols to a different semantic content. In
cartoons, they serve as an attribute of a leader in
the field of sports achievements. The glory of the
champion personified the glory of the Soviet state
on the basis of intellectual sports. This revealed the
special vitality of this symbolism, which, under the
leadership of the USSR government, could be used
mainly in connection with satire on the monarchi-
cal system, and contained a negative assessment.
The image of the chess king in the caricature is full
of pathos and nobility; it was also used by Western
masters. In the caricature, there is also a merging
of players/politicians in the caricatures with imag-
es of chess pieces (knight, bishop, rook) based on
the analogy of the type of movement on the board,
or in a visual way.
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COUNANBHBIE, MOJIMTUYECKNE N CTTOPTUBHBIE
ACMEKTbl B OTEYECTBEHHOW KAPUKATYPE
1920-1970-X rO40B, MOCBALWEHHOWM TEME LUAXMAT

AHHomayus: ABTOp CTaTbM 06paLLaeTcs K U3yUYeHuto
oTeyecTBeHHOM kapukaTypbl 1920-1970-x rogos, no-
CBALWEHHON TeMe waxmart. [pn aHanm3se MHoroobpas-
HbIX XyZ,0)KeCTBEHHbIX MHTEpMpeTaLMii liaxmaT B XXaHpe
KapuvKaTypbl BblAeNAOTCA NpexXAe BCero couuanbHble,
NoAnTUYeCcKMe 1 CNOPTUBHbIE acnekTbl. HeogHOKpaTHO
NPOSBASIETCA CBONCTBEHHAs UCKYCCTBY COBETCKOM KapuKa-
Typbl CNOCOBHOCTb K POPMMPOBAHUNIO APKMX U EMKUX XY-
[0XeCTBEHHbIX 06pa30B, 06bITPLIBAOLLMX TPUBUANBHbIE
cuTyaumm obLecTBa, NoBejeHYeckme NaTTepHbl UHAVBU-

Mepurog 1920-1970-x ro4oB OTeYECTBEHHOM Ka-
pukaTypbl 66111 6oratbl ApKMMK obpaszamu u pas-
HoObpa3Hbl Nogayen MaTepmnana XyAoXHUKaAMM.
Mbl MOXEM NPOCNEANTL CTAHOB/IEHME OTEUECTBEH-
HOW toMopucTMUeckon nevatn 1923-1926 rr., kor-
[ia B psZy MHOXEeCTBA HaLlMOHa bHbIX pecny6nk
NMPOUCXOANT yBENNUEHNE POCTA CaTUPUYECKOM Ne-
puoauku. [laguatelii BEK okasancs WweapbiM Ha
Hay4yHble 1 TEXHMYECKMe OTKPbITUS, a TakXe Ha
Ky/IbTYPHbIE U CMOPTUBHbIE AOCTUXEHUA. [Ans co-
BETCKOTO YesioBeKa Bce 60siee BaXHbIM CTaHOBU-
JIOCb OlLyLLleHVEe MPUYACTHOCTM K COBPEMEHHOCTH,
YTO NPOABAANOCH B BO3POCLUEM BHUMaHUN K HO-
BbIM FepOsiM 3MOXM, K 3HaKOBbIM O6LLLECTBEHHbIM
HoBLecTBaM. lepoeM HOBOM 3Moxu ctan obpas
rpaxxgaHuHa, akTUBHO BOBAEUEHHOrO B npobe-
Mbl COBPEMEHHOW 06LLEeCTBEHHOW XM3HU. Cyle-
CTBEHHOW COCTaBASOLWEN HOBbIX 06Pa30B OKasascs
n cnopT. AKTUBHO pa3BMBaAMCb CPeACTBa Macco-
BOW MHDOPMaLMK, POC TUPaX MNONYASPHbIX ra-
3eT U XYpHaJoB KaK B Hallel CTpaHe, Tak U 3a

ayymoB. OTAelbHOe BHYMaHVe aBTopa OTBEJEHO TakxXe
nopTpeTam-LuapXaM 1 KapukaTypHbIM UAOCTPaLMAM,
A00pOAYLIHBIM M30LWYTKaM U XNECTKOW caTupe. B kaue-
CTBE NPUMEPOB PacCMOTPeHbl paboTbl rpadukos b. EGu-
moBa, HO. KO3enuyka, C. Bnacosckoro.

Knrouesoie cnosa: uckyccmeo XX geka, coeemckas
roMopucmuyYeckas 2paguka, Wapxu, NOAUMUYECKas Ka-
pukamypa, coyuaneHas kKapukamypa, CNopmueHas Ka-
pukamypa, mema waxmam 8 Uuckyccmae, WaxmamHas
uamCMpayus.

rpaHuueit. K pabote B nepnogmyeckmx n3gaHu-
AX aKTUBHO NMPUBJEKANNCH XYAOXHUKN. MOXHO
cnpaBej/MBO 3aMeTUTb, Kak C ABajLaTblX rO40B
XX Beka obHapy>xwBaeTca HebblBanbli MacwTab ca-
TUPbI B NMeyaTy, BKIOYarLWmi 6onee 4ByXCOT NO-
NYAAPHBIX U3JaHWI, B UNCNE KOTOPBIX TPY3UMHCKME
«HunaHru» («Kpokogamn»), «Xatabana» («Mepeno-
nox»), «Taptapo3mn» («CataHa»), «llontn» («bnu»),
«Lletenn vouxu» («KpacHas meTna»), TYPKMEHCKUN
«TokMmak» («KonoTylka»), yyBalickuii «KankaH»,
YKpaunHCKnn «HepBoHuin nepeub» («KpacHblili ne-
peL»), 6alWKMPCKUM «X3H3K» («Buabl»), a Takxe
«Mawpab» n «Mywwnku» (oba xypHana Ha3Ba-
Hbl UMEHaMW HaLUMOHaNbHbIX N03TOB), «UnpuH-
kop» («Catnpuk»), «burmns» («lWnno»), «<Mywwtym»
(«Kynak») nponssogmnmele B Y3bekuncrtaHe v Taa-
XUKUCTaHe, B Mapuiickon pecnybivke nsgasanm
«AybuHywka» n «ApnaH» («Xomsk»). N 31o gane-
KO He BeCb NepeyeHb caTMpbl B NeyaTtu, atowmii
npescraBiaeHe O pacnpoCTPaHeHn 1 pasBu-
TUW U34AaHUIN FOMOPUCTUUECKOM HanpaBaeHHOCTH,
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BK/JHOYAKOLWMNX MPUMEHEHNE KapUKaTypbl: «...3a-
POXJEeHNe KapuKaTypbl ABNAETCA ABHbIM NPU3Ha-
KOM pa3BuUTUS obLLeCTBa, TaK Kak 4acTO MMEHHO
OHa sABAseTca rpadunyeckumM cnocoboB Bblpaxe-
HWSA YeJIOBEKOM CBOEM rpaXkAaHCKOW Mo3nummn»
[Henypos, 2014, c. 148].

BbinyckatoTca TemaTnueckme xypHansl: «LLaxma-
Tol B CCCP», «lllaxmatHaa MockBa», «lllaxmaTtHas
6ronneteHb» (MockBa); «laxmatbi» (Pura). LLlaxmat-
Hble 3aZaun, cneumanbHble MaTepurasbl pa3MeLLanunch
B Pery/iapHbIX U3JaHNAX He OAHOrO fecATka raset
1 xxypHanos: «[1paBga», «M3sectua», «Tpya», «<Hayka
N XWM3Hb», «OroHék», «CMeHa» v ap. B psaae nssanuii
MOMMMO penopTaxen, 3THAOB U LLIAaXMaTHbIX KOM-
No3nLMIN NPUBOANANCE Fpaduyeckme NANKCTPaLMm-
KapukaTypbl. B coBeTckoe BpeMs kapukaTypa HOCUT
3a4acTyto MAEONOrMYECKNI XapaKTep, Kak OTMeuYa-
nocsb ewé B. A. AnekceeBblM [Anekcees, 1979], a eé
OCHOBHaa GyHKLMA — BOCNMTaTe/bHas.

«Takum obpasom, AN Halel cTpaHbl HacTy-
nun XX BeKk — BeK OTeYeCTBEHHOW KapuKaTypbl.
«/IMEHHO B 3TOT Mepunoa noanTnyeckasa Kapu-
KaTypa CTana HeEOTbeMJIEMON YacTbio Nepuoam-
yeckou nevyaTu, OAHMM M3 CaMblX MOMNYAAPHbIX
XaHpoB M306pasnTeNbHOro uckycctea». [HYeny-
pos, 2014] BaguaTtbie rogbl — pacLBeT COBeT-
CKOW catupuyeckon nybanumnctukn. Ans rpadumkos
B CCCP, koTOpbIli AOoNTOE BPEMA ABAANCA FereMo-
HOM B LaxmMaTax, 3Ha4MMOCTb BOMNpoca nsobpa-
XEHMA TOPXKEeCTBa LLAaxMaTUCTOB, UX MPecTmXKa Ha
cnopTtnBHoM Onmmne Heocnopuma. K coBeTckol
KapukaType B KayecTBe UCTOYHMKA npuberanm
A.A.lWeBuoBa n V. A. TpMHBKO Npu n3yveHnn ob-
pa3a My3ef 1 MaccoBOro cosHaHus. OHu nucanu:
«IJTO He XecTKas caTnupa, a OTHOCUTENbHO MATKMI
N NAE0NOTNYECKN BblAep>KaHHbIN FOMOP, HaLeNeH-
HbI Ha NponaraHAy yCnexoB COLMaANCTUUECKOro
KYNbTYPHOro ctpoutenscrea...» [LleBuosa, MpuHb-
ko, 2019, c. 80-96]. TakoB NpenmyLLeCTBEHHO Xa-
pakTep oTe4yecTBeHHON Kapukatypbl. [pumepsbl ee
OTpaxkeHbl rnaBHbIM 06pa3om B xypHane «Kpo-
KOAWN», KOTOPbIN NPU3HAETCA OAHUM W3 BeAyLLNX
coeTtcknx CMW, o6peTwinM BbICOKUI YPOBEHb
NonNynsapHOCTN cpeaun MHbIX. Tupax ero B nep-
HWOA pacuBeTa focturan 6,5 MUANTMOHOB 3K3eM-
naspoB.. Bo3rnaesuewnii nsgaHve «Kpokoguna»
B 1922-1923 rr. K. C. EpemeeB BbipaboTtan OCHOB-
HOM NMPUHLMN XYPHana, 3akNt04aroLmniica B 310
TecHaa CBA3W C YMTaTesieM, UTO OH MepeHec n3
onbiTa paboTbl B rasete «[paBga». Epemees 6bin
TaNaHTAMBbIM OPraHM3aToOPOM U UAENHBIM PYKO-
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BOAMTENEM, Ubé CTpeMaeHue, YTobbl «Kpokoani»
3aj,aBaJsl TOH BCEM COBETCKOW caTupe u KapukaType,
onpasgano cebs. ChbopMmpoBanocb HanpaBaeHue
0bpa3oBaHuUs TEHAEHLMWMW B KapukaType, camoro
ctuna rpadukn. XypHan CTaHOBUTCA HE CTONbKO
OTBEYaloLLMM pa3BieKkaTeIbHO-CaTUPUYECKUM 3a-
JlayaMm, HO AIBNSETCA UAE0N0TMUYECKUM W Npona-
raHAWCTCKMM UCTOYHMKOM B 061aCTU KyAbTypbl.
MpOn3BOACTBO XYypHaia OnMpanoch Ha YmTatenen
«Pabouyeli raseTbl», nognmcunkam KoTopom «Kpo-
KoAuA» BblgaBasca becnnaTHO B NepBOe BpeMs,
OH AIBNANCA MPUIOXEHWNEM K raseTe. ITO NO3BO-
INNO HOBOMY XYpPHany HalTU CBOMX YMTaTenew,
npexgae Bcero pabouwnx ntogen. OpraHmnyeckas
CBA3b C 6ONbLWION MacCOBOW raseToln nNo3soanna
pesakumm «Kpokoauna» HanaguTb perynspHbIi
n 6ecnepebomHbIN BbiNyck XypHana. C Hauana
ny6ankaumn «Kpokogmna» Bce MeHbLUe Yntatenb
MHTEepPeCcoBaNCsa KPUTUKOM NPOLLECCOB rocyaap-
cTBeHHOro macwTraba. CaMmux xe pes3knx NoBoAoB
ANA KPUTUKW NpULejLlas COBETCKas BAaCTb B Cpe-
Ae pabouunx He Bbi3blBasa. 3afavent Xy[0XHNKOB-
KapwukaTypucToB 6bIN10 yCTaHOBAEHO BbiABAEHNE
He COOTBETCTBYHOLLUX NpaBMaaM N UAEONOTUN HO-
BOro GpopMMpYyHOLLErocs CoLUymMa OTAENbHbIX NY-
HOCTeN 1 cobbITU.

BHMMaHuMe 3acnyxmBaeT caM cnocob nanto-
CTpupoBaHus. MNMeyaTHaa MalmrHa noaurpadum
«Kpokoanna» snaotb fo 1980-x rogos n3-3a tex-
HWYEeCKMX CBOMCTB MMeIa HEKOTOPbIe OrpaHNYeHus
B MeyaTu, YTO NpuAaBano XypHany MHANBUAY-
anbHOCTb. Micxoas M3 BO3MOXHOCTEN N b OAHa
M3 CTOPOH neyaTtanacb B YeTbipe KPacku, ABAA-
fICb MO CYTW NOJNHOLBETHOW. BTopas e cTtopoHa
npoun3BoaMiachk B JBe Kpacku (4€pHaa v LBeT-
Hasn). O TMne XypHana Cc MANCTPaLMAMN pac-
cyxgan A. A. Cngopos: «<XK13Hb 3axoTesa ero, 3Ty
TOHKYH A4 AelleBU3Hbl — TeTpaib, 06UAbHO nA-
NOCTPUPOBAHHYHO, B YEM Mbl JOMXKHbI OTMETUTb
HensbexHoe J0Ka3aTenbCcTBO NOTPebHOCTN Npo-
neTapuata B n3obpasntenbHoM Hadane». [Cnpo-
poB, 1985] ViccnepoBatenb oTMeuan eweé oaAvH
CyLLLeCTBEHHbIN ANs rpapuyeckoro MckyccTea Mo-
MEHT, UTO B CKOPOM BpemeHM rpadurka BbITECHUIA
n3 cnocoboB opopmaeHuna nsgaHnin dotorpa-
¢uto, N3HAUaNBbHO NMOMeLLLaeMyo Ha CTpaHuMLax
Pa3NMYHOM MeyaTHOM NpPoAyKuun. MIM xe npu-
BOAMNACH MbIC/NIb O HEOBXOAMMOCTM TpeboBaHuMA
K XypHanbHOW rpaduke, 3aKat0UatoLLerocs B ns-
6paHnUM UMCTON, YETKON ANHUN. XYAOXKHUKAMM
A0MKHa Bblna yunTbiBaTbCA NPUTOAHOCTb ANs Go-

TOMEXaHUYEeCKOro BOCNPOM3BEAEHMUS UX PUCYHKA.
M36bITOUHbIE, HeCyLLeCTBEHHbIE AeTann NoABep-
raanchb ynpasgHeHuto.

PerynspHo noctynasluen B pegakumnio «Pabouein
rasetbl» NOTOK MHGOPMaL MK, JOCTaBAAN BO3MOXK-
HOCTb XyZOXKHMKaM caTupmyeckoro >xaHpa «Kpo-
KoAMNa» CBOEBPEMEHHO OTK/MKATbCA Ha camble
aKTyasbHble TeMbl, MPejoCTaBAeHHbIE B UX pacnops-
XeHwue. PegaktopaMu XypHana, KOux 3a UHTepecyto-
LKA Hac neprog cMeHunock Hemano H. V. CMupHos,
K. A.Manbues, ®. . KoH, H. A. iBaHoB-I'pameH,
M. N. Manyunbckunin, M. E. Konbuos, .. POBUHCKMI,
N.WN. NaruwH, T E. PoiknuH, 4.T. bensies, C. A. LLBeuos,
M.T.CemEéHOB, NepMaHeHTHO NOAAEPXKNBANCA U3-
OpaHHbIN BEKTOP M TOH caTupbl. OHM NpPUHUMaNU
feaTeNbHOe yyacTue B HaxoXAeHWN HOBbIX GOpM
CBSAI3EN C UMTaTesIEM, MOUCKE XYA0XKECTBEHHbIX MPW-
€MOoB 1 GOpPM CaTUPMYECKOWN TUNU3ALLMK, 3HAKOMbIe
HaMm Bnarogaps npoussegeHusM B obaacTu kapu-
kaTtypbl 1 denbetoHa. OgHoBpemMeHHO ¢ «Kpokoau-
JNIOM>» C Pa3NINUYHBbIMK CaTUPUUYECKMMU XYPHanamu
Kak «Yyaak», «CMexau» COTPyAHUYANN XYJOXKHUKN
M. A.Thywkos, b. E. Epumos, M. M. YepeMHebix, Ky-
kpbiHUKCbl (M. B. KynpuaHos, M. H. Kpbinos, H. A. Co-
konos), K.T1. PoToB.

W3BecTHa kapwukaTtypa b. E. Ebumosa (1900-2008)
B XypHasne «KpacHaa HmBa» (1925) ueTtBepka no-
b6eaumTenein MockoBckoro TypHupa: E. boronto6os,
3. Nackep, X.P.KanabnaHka n ®. Mapwann. ®nar
CCCP B pykax nepsoro npusépa. Mactep 6bin
NpU3HaHHbIM rpadukomM, obiasaroLLLM OCTPOTOM
BUAEHNSA B MOJUTUYECKON KapuKaType Ha MeXAy-
HapogHble Tembl. OH UMeHoBan rasety «lpaBga»,
C KOTOPOW COTPYAHMUYAN, KONbIGENbIO COBETCKON NO-
JINTMYECKON KapukaTypbl. PaboTtan Xyf0XKHWK TakxKe
C raseTon «M3Bectus», rae CNoaHsaA 06s3aHHOCTH
rNaBHOro XyAoxHuka. Ero pabotam cBOMCTBEHHO
BblpaXkaTb COLMaNbHYH 3a0CTPEHHOCTb MUPOBbIX
CobbITMI, a CaMOMy aBTOPY HEOAHOKPAaTHO Npu-
XOANNOCh CTAHOBUTLCSA KPUTUKOM OBLLECTBEHHbIX
ABNEHWI N TEYEHWI, B TOM UYMC/E BbICTYNaThb C ca-
TUPOW NPOTUB UAEN TPOLLKUCTOB, KOCMOMOANTA3-
MoM. EdrMoB ocTaBua nocne cebs Takxke LLeHHoe
HacneAve B BUAE MEMYaAPOB, KHUF BOCMOMUHaHNA
1 pasMblLUNEHNI 06 NCKYCCTBE, U, KOHEYHO, HEMo-
CpeACTBEHHO caMu rpaduueckme paboTbl.

K paccmaTtprBaemomy paHee no nosogy obpas-
HOW CMMBOANKW 3abaBHOMY puCyHKY EdumoBa 3Ha-
MeHaTe/IbHOM Nnobesbl COBETCKUX LLIAXMaTUCTOB, rae
Ha n3obpaxeHnn Bnepean MUnTca bOTBUHHWMK, 3a
HuM 6eryT CmbicnoB 1 Kepec, PewweBckuin naertetcs,

a JDiiBe pobKO BbIrNAAbIBAET U3-3a YI/1a B XXypHaie
«Kpokoann» 6bln faxe NPUCOBOKYMAEH CTULLIOK:

[pemut «Ypa» B 4ecTb injepa TypHupa —
ConepHukoB boTBMHHMK Nobean!

W wntoT npuBeT CBOW YeMNUOHY MUpa

W ®ep3b, n KoHb, 1 CioH, n «Kpokoann».

MprBeséHHan paboTa BbINOAHEHA KapuKaTypu-
cToM EdMMOBBIM MOUCTUHE NpuMedaTenbHo. Ha
HeW XyAO0XHNKOM M306pakeHbl NPUHUMaBLUKX yya-
CTMe B MaTye-TypHUpe Ha MepBEHCTBO MMpa NATb
urpokos. CnpaBa pacnoioXeHbl BEPXOM Ha KOHSIX
N CJIOHe COBETCKME rpoccmerictepbl M. BOTBUHHMK,
M. Kepec n B. CMmbIcnOB NpeacTaBaeHbl B obpasax
61aropoAHbIX PbiLapPen, BbICTYMArOLLMX MO rocy-
AapPCTBEHHBIMW 3HAMEHaMM C CEPNOM M MONOTOM.
lFonnaHAckWIA Wwaxmatnuct M. 31iBe, B HeNpucTyn-
HOW BallHe, CUMBOAU3MPYIOLLEW Nafbto, Kak U MYa-
L MICS aMepUKaHCKUA Urpok P. @aitH B konecHuue,
3anpPsXKEHHOM YEPHBLIM KOHEM U Be/biIM CI0OHOM,
n306paxeHbl Ha PUCyHKe cneBa. Purypbl 3anagHbIX
LIaXMaTUCTOB COCTaB/AOT OMMO3NLNIO COBETCKUM
CNOpPTCMEHaM, KaX bl AepXKnT B pykax daar cBo-
ero rocyAapcrea. YaauHo nepegaH obpas He cy-
MeBLUEero no AMYHbIM 0H6CTOATENBCTBAM NMPUHATD
yyactme B TypHupe ®PaliHa, Ubf CTPEMUTENBHOCTD
BbipaxkeHa EGMMOBBLIM TakxXe AMaroHalbHbIM NO-
CTPOEHMEM KOMMO3ULIUN.

KapuvkaTypa xysoxHuka «[lapag B yectb yemnu-
OHa Mupa» (1948 r.) — 310 MpoHUYeckoe n3obpa-
>KeHWe TOP>KeCTBEHHOTO NPMBETCTBUSA YEMMMOHa
CYaACTNMBLIMW LWIaxMaTHbIMK GUrypamm, Kotopble
UrparoT Ha My3blKalbHbIX UHCTPYMEHTaX, pa3Ma-
XnBatoT dpaaramu, gepxkat 6ykeTbl LiBETOB. B 3TON
pabote EbvmoB BHOBb nNpunberaet K CUMBONYE-
CKOMY $13bIKY UCKYCCTBa.

Apyxeckuin wapx b. Epumoa «TaHk «Mb» Ts-
xénas (0cobeHHO AN NPOTUBHMKOB) durypa. Obpas
TaHKa, Ha KoTopoMm egeT M. BOTBUHHUK BK/tOYa-
eT B cebs durypy nagbu, a nsobpaxeHue waxmar-
HbIX YaCOB CMMBOAM3MPYET ryceHuLbl TaHka. Obpa3
BoTBUHHMKa-NOGeANTENs, CO3A4aHHbIA rpaduueckm-
MK paboTaMum COBETCKMX KapuKaTypuCTOB, 3TO eLué
n cumson Topxectea CCCP B o6sactn waxmart. Yem-
MWOH AOATUIA MEPWOZ YAeP>XKMBan 3a cobon Npaso Ha
3TOT MOYETHbIV CMOPTUBHbIV TUTYA, HEOAHOKPATHO
3almLLan ero n obpeTas 3aHOBO B MaT4-peBaHLUaX.
Muxann MownceeBuy yaepXxusan anampyroLime no-
3ULMN B TeYeHWe nopajKka NATHaALaT NeT, 3Hauun-
TeNbHOro nepuoga B obnactv cnoprta. B ero avue Ha
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KapukaTypax npeactaBaeH NepCoHNPUKaLMOHHbIN
obpas Lenoro Hapoaa, YTo Morio HbITb MOHATHO CO-
BPEMEHHMKaMM 1 AOCTYNMHO MOHUMaHWIO B 061acTu
n306pa3nNTesIbHOrO NCKYCCTBa U AN MHOCTPAHHO-
ro 3putens. B kapukatype EdnmoBa obbirpbiBaet-
cs abbpesumatypa «Mb», o6o3Havarowan Ha3BaHue
TaHKa, TakxXe fBastoLLanca UHULManamm boTBUHHK-
Ka. MIHas kapukaTypa macTtepa «bnectawas nobesa
BHOBb Ha3HAaUY€HHOTO LWaxXMaTHOro YemMnuoHa lep-
MaHun Kapabca», HaneuaTaHHas B XypHane «Kpo-
koann» (1935 r.) noceALEeHa HEMeLKOMY NUrpoKy
Kapny Kapabcy, y4acTHUKY HECKOIbKUX ONMMnnag,
AnpekTopy baHka. OHa MMeeT OCTpoe colnanbHoe
3BYYaHWe, AeMOHCTPaTMBHOE NPUCYTCTBME BOEH-
HbIX Ha PUCYHKe Moj4YepkMBaeT MUAUTAPUCTCKNI
Ayx nobes HeMeLKoro Hapoaa.

Cneaytowmm KpPYMNHbIM aBTOPOM, CO3AaBLUNM
3anoMuHatowmecsa waxmaTHbole ob6pasbl, cTan
M. M. YepeMHbix (1890-1962) — xyao>XXHUK-TpaduK,
TeaTpasibHbI/ AeKkopaTop, UANKCTPaTOp ANTepaTy-
pbl («[lBeHajLaTh CTyNbeB», «30/10TON TEEHOK»),
cozgatenb «OKOH POCTA», nposBumBLLMI cebs Ha
nonpuLLe OTeYECTBEHHON COBETCKOW KapukaTypbl,
NAOJOTBOPHO TPYAMBLUMIACA B XXypHane «Kpokoau».
BriepBble BbICTYNMA KaK XyAOXHWUK-KapuUKaTypUCT OH
B XXypHane «Cnbupckas HoBb». B kauecTBe aebtoTa
1M 6blN NpescTaBAEH IOMOPUCTUYECKUIA PUCYHOK,
n3obpaxkatowunin yuntenen, o yem nucan M. J1. Vio-
dde. Ha monogoro Torga mactepa 6bi10 0ka3aHo
BansHue C. M. [poxopoBa, C KOTOPbIM OH MO3HaKo-
munca B Tomcke. lMocne BCTpeun ¢ HUM K HepemHbIx
MPUXOANT peLLeHre OCTaBUTb MeauLMHCKoe obpa-
30BaHuve v nepeexatb B MockBY A5 AasbHeNLLEro
06yuYeHUs XXMBOMUCHOMY UCKYCCTBY.

Catnpuuecknii pucyHok «Pewarowmm typ»
1959 r. Ha Temy copeBHOBaHuna mexay CCCP
n CLUA B aene pa3BuUTMA CebCKOrO XO35UCTBA
M. YepemHbix B «Kpokogunne» npeacrtaBasan BHUMa-
HWIO packpbiTne obpasa yenoseka Tpyaa (durypa
cneBa). 3To NpoduabHOE M30bpaxkeHne MyXun-
Hbl CPeAHUX NeT C TEMHbIMW ycamu, B pybaluke
n ranctyke. Ero nosa n npamown B3rasag nepeja-
FOT BOJIHO U peLlnTeNbHOCTb MepCcoHaxa, KoTo-
pblili 1IeBOV pyKOM nepectaBaseT GUrypy Ha AOCKe.
CnpaBa YepeMHbIX HapMCoBan caTupuyeckoe nso-
H6paxkeHne KanuTanmucta — MOXWA0ro, B3BOJHO-
BAHHOIO MY>XUMHbI, MO ANLYY KOTOPOro KaTuTcs
noT, B UnanHApe. Yacto LMAnHApP ABAAACH CUMBO-
nom 6oratoro dpuHaHcucTa U pabpurkaHTa, a Tak-
xe CLA, cocTaBsas Ux NepCoOHNGULNPOBAHHbBIN
obpas Aagn Cama.
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B 3TOM cayyae MOXHO roBOpmUTb O BOMOLLE-
HUM PEHOMEHOIOTMYECKOro nNoaxosa KoHuemn-
LMW <MbI»-UAEHTUYHOCTU N <OHWU»-UAEHTUYHOCTH
A. lLltoTua K 060CHOBaHWIO BAUSIHWS Ha OpraHun3a-
LMK COBMECTHbIX MAEHTUYHOCTEW B roCyapCTBEH-
HOM MacLuTabe noanTnYeckoro tomopa [MenbHNKOB,
2017]. O6 3ToM paccyxzaeT B CBOEM nccnesoBa-
Hum C.C. MenbHuKoB. Kapukatypmucrtammn AoctaTou-
HO 6yKBa/bHbIM rpadnUeckUM A3bIKOM CO34aBanunCh
NPOTMBOMNOIOXHbIE 06pa3bl, ABASBLUMECH BOMIO-
LLleHNeM He TOJIbKO HEeCKOIbKMX Pa3HbIX HapOAOB,
HO MAE0NOrNYEeCcKN pa3HbIX MUPOB, KOTOPbIE CTOJ-
KHyAncb B bopbbe 3a nobesy B LWHAaXMaTHOM CO-
CTA3aHuN. PedpeHoM 3ByUUT MbICb, O3BYYEHHas
Hekorga [Ax. P. KunamHrom «O, 3anag ectb 3anaa,
BocTok ecTb BocTok, 1 BCTpeya MM He rpo3urT,...»
B «bannaae o 3anage n Boctoke» (1889 r.).

AKTyaNbHOCTbIO Mepesaun fenCTBUTENbHOCTU
B Xy/0>KeCTBEHHbIX 0H6pa3ax obaasan BblAarOLLMACS
rpaduk, kapukatypuct, nnakatuct E. A. BegepHunkos
(1918-2009), koTOpPbIV U3aBaN KapuKaTypbl B Xyp-
Hanax «CmeHa», «Kpokoann», «OroHék», B rasete
«lMpaBaa». B xypHane «Kpokoann» N2 24 (1969 r.)
co3zan KapukatypHoe nsobpaxeHue C Hajgnucbto
«- [oka BoAy He NycTuaw, 3aBeaytoLLmii 6aHen gact
CeaHC OZiHOBPeMeHHOW urpbl». KapukaTypa mactepa
eLlé pa3 nog4yépkumBaeT pacnpocTpaHeHue WwaxmMar-
HOW Urpbl B coBeTckOM obLectBe. OHa eMOHCTPU-
pyeT cuTyauumto, Koraa gaxke B 6aHe B Yacbl CBOEro
Jocyra cobupaeTc MHOXECTBO NHOAEN, XKeNatoLmx
cbirpath B Waxmatbl. Mpu 3ToM Heo6X0AMMO MOM-
HWTb, YTO 3TO BCE HE3HaKOMble APYT APYry AHOAN,
obnagatolme pasHbiM 06pazoBaHMEM, BOCMMTAHWEM
n ap. daktopamu xunsHn. OgHaKo nrpa aaa HUX —
06BbeANHALMNIA UCTOYHUK ANSA KaXKA0r0o YneHa 06-
LLIeCTBa, 3TO AENCTBUTENBHO AeMOKpaTUYHas urpa.
Mos06HO APYrMM NOAUTUYECKMM U BbITOBBIM Kapu-
KaTypam XyAO>XHWKa, 3Ta paboTa coueTaeT B cebe
OCTPbIA COLUMaNbHbI CUMBOJIN3M, MPOHUYHOCTb
N CBOBOAHYH TEXHWUKY UCMONHEHUS.

ApPKMM TanaHTOM OTAMYANNCh KapuKaTypbl
tO. B. FO3enuyka (0k.1900-1943). OH, OpUrnHabHbIM
MacTep akBapeaucT, KapuKaTypucT, ABUICA co3aTe-
Nem paga wapxer umkna «Ha VIl yemnumonate CCCP»
(1931 r.) kHurm «LllaxmaTHoe TBOpUeCTBO BOTBMHHM-
ka» Il Tom (1968 r). 0. KO3enuyk npossaseT TanaHT
B pabote «Ha VIl uemnuonate CCCP», Takxe B Apy-
XEeCKOM Lwapxe «Hnubsa» B COBETCKOM UANOCTPU-
pPOBaHHOM IMTEPATYPHO-XYAOXECTBEHHOM XypHane
«CmeHa» (1933 1.) 1 aHanornuHbI eMy, nsobpaxa-
rowmn Maty Mexay M. botsuHHMKoM 1 C. dnopom.

MN306paxeHna Mactepa npegenbHO rpapuyHsbl, Jn-
HeapHbl. O6pasbl NpeAcTaBAEHbl HECKO/IBKO M3/10-
MaHHbIMW GUrypamu, 4To NOAUYEPKNBANO HEPBHYIO,
6ecrniokoiiHyto atMocdepy copeBHoBaHMs 1933 roaa,
BbI3BaBLUEro 3aMeTHbIN MHTepPeC OOLLECTBEHHOCTU.
Martu paccmaTpuBasncs Kak OTBETCTBEHHOE CMOPTHB-
Hoe 1 noantnyeckoe cobbitne. Cam M. M. BOTBUHHWMK
Aaxke NocBATUA pa3bopy MaTya OTAENbHYIO KHUTY
«MaTtu ®nop-boTBMHHUK» (1934 r.), rae npeacTa-
BWJ1 aHa/AN3 BCEX ABEHaALATW napTuin. Mi3HayanbHO
nepeBec yaep>KMBaa YeX0C/0BaLKUIA WaxXMaTUCT,
HO NOTOM BOTBUHHMKOM 6bII0 3aBOEBAHO U pe-
aNn30BaHO HEKOTOpPOe MpenMyLLecTBO. YNopHas
60pbba, 3aBepluMBLIaAcA CYETOM 6:6, ybeauTens-
HO MoATBEpPAMAa NPOYHYHO NO3MLMI0 BOTBUHHMKA,
He YCTyMnaBLUero rno ypoBHIO MOAFOTOBKU NyYLLMM
3anajHbIM WaxmMaTucTam.

Kapwukatypa FO3enuyka «KanabnaHka Bbinrpan!»
(1936 r.) npeacTaBasieT 06pa3 y>xe HEMONOAOIO
X.P.KanabnaHkn B oukax U € 3aMeTHbIMMU 3a/bICU-
HamW. XyAOXHWNK MPOHMYECKN NOAMEYaET ropAenu-
BYIO MO3Y LWaxXMaTKCTa, LWNPOKUIA, YBEPEHHbIN Luar.
He ocrtarotcs 6e3 BHMMaHWA Takue rosopsaLme je-
Tanu Kak GPaHTOBATO NOBA3AHHbIN MNAATOK U U3ALL-
HbIA CHOPTYK rpoccMeicTepa. Bce 3To cTpemunoch
noguepKHyTb NpucyLlee npuctpactne KanabnaHku
KO BHELLHEeMY I0CKY, BbiICMpeHHee noeseHue. He
MeHee nHTepeceH wapx tO3enuyka «ly6buHUH —
Bbiroguvkos» 1934 r., NpeACTaBAAIOLLMIA UTPOKOB 3a
CTOJIOM C LWaxXMaTHbIMW Yacamu, KaXkoro o4eToro
B LiBeT cBOMX GUryp (Y€pHBbIA 1 Benblin). Jaxe npo-
CTOe KOJIOpUCTMYeCcKoe NPOTUBOMOCTaBAEHME ABYX
CTOPOH, YacCTbI NMPUEM Y XYA0XXHUKOB-TpadnKoB,
[N CO3ZaHUsA CMMBOIMYECKO 60pbbbl Mexay crnop-
TCMeHaMu peannsoBaH BrojHe ycnewwHo. HTepec-
HO 3aMEeTWUTb, YTO Ha AOCKe NpeacTaBaeHbl TONbKO
fBa KOH#, 6e3 Koponen n Kakmx-nmbo ewwé euryp,
YTO NPOTUBOPEUUT NpaBuiam urpbl. OgHako B 130-
6pasnTenbHOM MCKycCTBe NOAOBHOE OnyLLeHne He-
CYLLLEeCTBEHHbIX A5 3puUTens AeTaneil BCTpeyaeTcs
NpaKTUYeckn MOCTOAHHO, XYAOXHUKM He CTpeMu-
JNCb CneamnTb 3a BOCMpPOM3BeAeHNEM BEPHOM pac-
CTaHOBKW GUryp Ha JocKe.

Apy>xeckuii wapx 0. KO3enuyka «W. BoHaa-
peBCKUN» B M3gaHnn «BeuepHss Mocksa» (1940 r.)
npeacTaBaseT co60M MPOHMYECKUIA, faxe HECKOb-
KO IMpUYHbIN nopTpeT MacTepa W. 3. boHzapeBcko-
ro, yAOCTOMBLUEroca BHUMaHusa 6aarogapa Tomy,
4TO CyMen A0BUTbCS NepPBOro MecTa B COPEBHOBA-
Hun 1940 roaa, pasgenus ero ¢ Jlunnntanem. Ero
06pa3 M306paxkEH Kak CKPOMHBbIW, HECKObKO He-

BpeXHbIV K CBOEW BHELIHOCTU MOJIOLOW YeNOBEK,
C PacCTErHyTbIM BOPOTHUKOM pyballke, HenocayLu-
HbIMM BOJIOCaAMMW.

B nakoHWYHOM MaHepe peLleHbl caTupuyeckmne
nsobpaxenums tO3enuyka (1940 r.) rpoccmelicTe-
pa M. boTBMHHUKKa ¢ nognucbto «Favored to retain
his title», rpoccmeiictepa I JleBeHPUwa — «...No
longer a strong threat», rpoccmeiictepa A. finam-
€HTans, co3faHHble 418 aMepuKaHCKOro XypHana
«Chess Review». [prMeuaTeneH wapx Ha JinaveH-
Tans, KOTOPbI BO MHOTOM SIBASETCSA NMPUMETON Bpe-
MeHW. VI3BeCTHO, YTO paHee BO BpeEMA NPOBeAeHMs
COpPEBHOBaAHWIA LLIAXMaTUCTOB A0MYCKaN0oCh KypeHue
B 3a/1e, UTO B CBOKO OYepesb POXAano npeueseH-
Tbl, 3ab6aBHble cnyvan. M. BOTBUHHMK, FOTOBACH K ce-
PbE3HOMY TYPHUPY NPoTUB M. IBeE, KOTOPLIN Kypw,
OH A0roBapvBasca co CBoum apyrom B. ParosmHbim,
4yTObbI TOT BO BPEMS TPEHMPOBOK ero obkypusan.
XKunzHb xyaoxHuka KO3enuyka OKOHYMAACh Tparu-
yecku, OH ymep Ha octpoBe Ceuaxck B 1943 roay,
r4e HaxoAuaca B 3aK/J04eHumn No goHocy. M yno-
MsHYTble KaprKaTypbl MacTepa ans «Chess Review»
Oblnn HaneyaTtaHbl neTtoM 1944 roaa, Korga ux as-
TOpa yXe He Hbl10 B XUBBIX.

[locToMHOEe MeCTo B UCKYCCTBE KapukaTypsbl 3a-
HMMaKT CneLnanbHO CO3jaHHble NPOHNYeCcKne
nantocTpauunm. Lapxm n3 KHUruM, coctaBaeHHOM
B. 1. BatypuHckum, AaroT rnaBHbIM 06pa3oM ocTpble
BHELLHWe XapakTepuCTUKHK, 3TO NpexAe BCEro Kapu-
KaTypHble xapakTepHble 0bpa3bl. Ocoboro BHMMaHMA
3acnyxumBaeT cepus pabot xyaoxHuka C. A. Bna-
cosckoro (1931 r.p.) u3 kHmrn H. A. lMontopaHoBa
«HKOmop B waxmatax» (Bonrorpaa) 1967 roaa, vn-
noctpupyrowne 6oratyto adopmaMamMu u peanb-
HbIMW NpUMeYaTelbHbIMU NCTOPUAMU U3 XKN3HU
waxmatnctos. OgHa n3 paboT, BXOAALLMX B KHUTY,
nocesweHa B. CteliHmuy. OHa conpoBoXaaeT no-
BECTBOBaHWe 06 aHeKAO0TMYECKOM CyYae, MPoun30-
WeaLMM C YEMMMOHOM, KOrja oH Hbln apecToBaH
nonuumeit Hoto-Vopka, Ho Bckope 0cBOBOXAEH Mo-
Cne paspelumBLLeroca HegopasymeHus. Kapukartypa
n3obpaxkaeT WaxmaTucTa B kKJeTyaTon pobe, ¢ KaH-
JanaMu Ha Horax, U MPOHMYEeCKoN Tabanukom ¢ Ho-
MEPOM 3aKJIHOUEHHOTO «e2-e4» 3a pelwétkon. CyTb
NPoOMKCLLIECTBMA 3akaro4anack B TOM, uto B 1890-
1891 rogax mexay yemnunoHom Poccmn M. Yuro-
PUHBIM U camum CTEeNHULEM, KOTOPbIV B TO BPEMS
Xun B AMepuKe, COCTOSICA MaTy U3 ABYX NapTuii No
Tenerpady. A CteiiHWL, MCnonb3oBan Npu nepesa-
Ye LWaxMaTHbIX XOA40B CrelunanbHbIl LWPUPT, KOTO-
pblIi MOKa3ancs NoAO3pPUTEbHBIM aMepPUKaHCKMM
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BJIACTAM, 3aM0A03PUBLLMM LLIAXMaTUCTa B LUMNNOHa-
K€ Ha MHOCTPaHHYIO pa3Besky.

Apyron pucyHok C. BnacoBckoro packpbiBaeTt
FOMOpP CUTyauuu B TO BpeMs, korga KanabnaHke ao-
BE/1I0Cb fjaBaTb C€aHC OAHOBPEMEHHOMN urpbl. OauH
13 npowurpasLunx cnpocun KanabaaHky nocne 3aBep-
LIeHWs ceaHca Urpbl 0 CO6CTBEHHOM ypoBHe. Ha 3To
OH MOJTyUNN YAOBAETBOPUTE/IbHBIV OTBET IPOCCMEN-
cTepa, TakXe 3ajaBLiero ArbuTento Bonpoc o npwm-
UMHE NMOYEeMy TOT HWU pasy He caenan Xok KOHEM.
B ntore nocnesoBan AOCTOMHbIA aHEKAOTa OTBET,
4YTO UrPOK NPOCTO HE MMEeN NPEACTaBIEHNN O TOM,
Kak XxoAuT 3Ta purypa. Bnacosckmii pewwmn cosgatb
KapukaTypHble 06pa3bl K UANOCTPUPOBAHNIO 3TOW
NCTOPUKN JOBOJIbHO NanuaapHo, B bykBasbHOM pyc-
ne. Mo LeHTpY KOMMNO3MLMM PacnoNoXWA LaxmMar-
HbI/ CTOJ, C/IEBA U306PaXKEH NpesCcTaBUTENbHbIN
06pa3 KanabnaHkn ¢ ApKO NOAYEPKHYTLIMWU NOpP-
TPETHbIMM YepTamMu, cnpaBa — 0bpa3 Hen3BeCTHO-
ro ynblbatoLeroca nrpoka, CKMMaroLLero B pykax
ABYX 6eNbIX KOHeM.

Tak>Ke XyA0XHUK OCBETMUA KOMUYECKYH UCTO-
puto, NpousoLweatwyto ¢ [. bpoHwTtenHom B ApreH-
TVHe. B To Bpemsa NnpoBoauaca MaTtya Ha NePBEHCTBO
MUpa MexXay ABYMs COBETCKMMM FPOCCMencTepamm
M. BoTBMHHMKOM 1 M. Tanem. ApreHTnHLbl NpoAB-
NANV XXMBOE BHYMaHME K 3TOMY MaTuy, HeKoTopble
NHTEepecyoLMecs Xo40M Urpbl Npu BCTpeye obpa-
Wanncb K bpoHwTelHy ¢ BonpocoMm: «Qué tal?»,
4yTO NO-pycckn co3By4HO «Ke Tanb». O6bIKHOBEH-
HO BpOHLUTENH He OTKa3blBa/CA OTBeYaTb, 06bsAC-
HWUTb No3unumnto urpokos. OH 3ameuyan, YTo cenyac
XOpoLlee NOoNOXeHWE Ha A0CKe, a, CNefoBaTesbHO,
nepesec, umeet Tanb. OAgHaKo yxe no3xe bpoH-
LUTENHY OBBACHWAM ero owmbky. leno 3akioyanoch
B TOM, YTO BblipaxeHune «Qué tal?» no-ncnaHckm o3-
HayaeT BeXIMBbIV Bonpoc «Kak gena?», HUKakoro
OTHOwWeHMsA K urpe M. Tansa 3ToT peueBoin obopoT
y apreHTuHueB He nmen. Ha kapukatype Bnacos-
cKknii npeactaBua bpoHwwTeliHa B obpase cTosLein
WaxMaTHOM Gurypbl YEPHOTO KOPOS, pa3BoasLle-
rO PyKu B CTOPOHBbI, C MOPTPETHbIMU YepTaMu ca-
MOro rpoccMencTepa B ouKax.

MpumMeyaTenbHO Kak XyAOXHWUKY yAaBanoch
BbIPa3nTb MPOHNYECKOE OTHOLLEHMNE K peanbHbIM
KOMWUYECKUM CUTYaLIMAM LLAXMaTHOIO MUPa, B Jlako-
HVMYHON dopMe nepepaTb aHEKAOTUYHOCTb MNONOXKe-
HW#, B KOTOPOM OKa3anuncb ero repon. OpurmHanbHo
noAoLwén oH 1 K obpasy T.MetpocsaHa. Kak-To y uem-
MYOHa NOWHTEPECOBAINCh, UTO NyYLle B LaxmaTax:
aTakoBaTb MW KOHTpaTakoBaTtb? Ha uTo lNMeTtpocsH
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adOpPUCTUYHO 3aMeTUJ1, YTO Jlydlle — BbIUTPbIBaTh!
O6pa3 yemnroHa Ha ns3obpaxkeHnn npeacTaBiaeH
HeTpuBManbHo. JInuo lNMeTpocaHa nepegaHo nop-
TPETHO, NPV 3TOM B35 rPOCCMelcTepa 1 UPOHNYe-
CKW NPUNOAHATbIE BPOBM rOBOPAT 06 yBEPEHHOCTM
B cebe wwaxmaTncTta, n306pakEHHOro Ha NepBom
MecTe nbegectana. XyaoxHUK 0603Haumnn B obpase
Tak>XXe NPUCYTCTBME Y HErO OCTPOrO YyBCTBA HOMO-
pa, Ha UTO MOXET CAY>XXUTb HAMEKOM HaxoAsLLas-
€S B pyKax MacTepa panwupa.

Kapwvkatypucrom b0 ocBeLLeHo cobbiTue, Npo-
n3oweawee c Tanem B MockBe, B nepuog npo-
XOXAeHWA ABajuaTtb YeTBépToro YemnunoHata CCCP
B 1957 roay. N3BecTHO, UTOo Tanb BO Bpems npe-
6bIBaHNA B CTOANLE PELUUA NOTYAATb C AEBYLLKOW
no ropoackum yanuam. OAHaKo yBaeUY€HHbIe NPo-
rYNKON, OHW HapyLIWAW NpaBuaa JOPOXHOIO ABU-
KEHUS, N BblNn 3aep>KaHbl, Tak Kak JOKYMEHTOB
€ coboi y HUX He oKa3anocb. Tasb OKasancs B Mu-
NNUENCKOM OTAENEHUN MUANLIMW, TAE SBUACA CBU-
AeTeNeM KapTUHbI, KOrAa AeXYpPHbIA NeATeHaHT,
HaxoAuW/Cs 3a LWaxMaTHOW 4OCKOM U aHaNM3npoBan
ero otaoxeHHyr naptuto ¢ V. E. bonecnasckmm. lNo
BEPOATHOCTW AaHHYI0 NO3MLMIO Nepesann HakaHy-
He Mo paAMoO B BEUEPHEM BbIMyCKe, 1, y3HaBLUNIA
cobcTBEHHY0 no3nunio Tanb, pelumnaca caenatb He
y3HaBLUEMY €ro JIeMTeHaHTy 3aMedyaHue no noBo-
Ay ofHOro cenaHHoro xoaa. Korga muanumoHep
y3Han rpoccMencTepa v HegopasymeHune baarono-
NYYHO Pa3peLLMIOCh OHWM yxKe pa3bupanu no3mumto
COBMECTHO, YTO 1 nepegan B kapukatype Bnacos-
ckmii. OH n3o6pasmnn gsa NpoduibHbIX MOpTPeTa
3a urpoini. Cnesa M. Tanb ¢ ero xapaktepHbIMUK yep-
TamW BHELWHOCTM, cnpaBa — 0606LLeHHbIN 06pa3
MOJIOAOrO npeacTaBuTens muanummn B dopme. Ha
LLieKax IeTeHaHTa APKO MCNOoJIb30BaHa LUTPUXOBKA
ANs CO34aHuns pyMsiHLa, roBopsLLero o6 ya0BOb-
CTBAW OT FOTOBHOCTW CbIFPaTb C HUM 3HAaMEHUTOro
rpoccmerictepa, Kotopoe 6b110 emy, 6e3ycNOBHO,
nectHo. durypbl M306pa>keHbl B O4NHAKOBYHO Be-
JNINYMHY, OAMNHAKOBO YBAE€YEHHBIMMN MPOLIECCOM, YTO
NoAYEpPKMBAET peasibHbIi XxapakTep Tass, KOTOPbIN
obaasan NCTUHHBIM AEMOKPaTU3MOM B LLAxmaTax,
He YMen Npu Bcex CBOUX NpodecCcMoHabHbIX 3a-
cnyrax 3B€3gHon 6one3Hn. OH MOr Urpatb paBHO
YB/IEUEHHO C NpodeccMoHanamMm 1 Arbutensmu.

Bnarogapsa npumepam paboT, npMBeaEHHbIX 13
raseT 1 XXypHaioB, Mbl BUAMM, YTO NOZ LWaP>XKEM MNO-
HMMaeTCs Npexze BCero NopTpeTHoe n3obpaxeHue,
B KOTOPOM XapakTepHble YepTbl NOAYEPKNBAKOTCS,
runep6oamsnpyroTcs. Pag n3ameHeHnn npuMeHseT-

€S KapuKaTypucTaMm B LLeIfX NPOSBAEHWS KOMUY-
HOCTK 0bpa3a. XyJ0oXHUK cneumanbHo Gokycnpyet
BHMMaHWe 3puTens Ha onpeaenéHHbIX, Henpurasaa-
HbIX YepTax BHELIHOCTW M306paXkaemMoro nepcoHa-
>a, obocTpsas obuiee BneyataeHne. OBbIKHOBEHHO,
UTO KacaeTCs APY>KEeCKOro wapka, XyA0XXHUK f0-
BOJIbHO 6e306MaHO 0603HaYaeT xapakTepHble yep-
Tbl 06pa3oB repoes, obpalLascb KO BHELUHOCTM.
MNMopobHble WapXn He HeCyT CyLLeCTBEHHOro Co-
LMasbHOro U NMOAUTUYECKOTrO MOATEKCTA.

Ha gonto neuatn npuxoamtca HabaoaaTh LapKuy,
afpecoBaHHble KOHKPETHbIM AnLaM, ABAAOLLUMCA
NAEONOTNYECKUMY, MOAUTUYECKUMU NMPOTUBHUKAM.
CneundrnyHOCTb 3TOro XaHpa packpbiBaeTcs B y3-
HaBaeMOCTV Ny6AMYHBIX MEPCOH M3 MUPa MNOJNTUKY,
NcKyccTBa, cnopta. PYHKLMOHMPOBAHME LIaPXMPO-
BaHHbIX MOPTPETOB, Kak PasHOBUAHOCTM KapuKaTy-
pbl, B pecce ABASETCA CPEACTBOM XyAOXECTBEHHOWM
TMnNunsauun obpasos. Kapukatypuctel npuberatot
K MPUMEHEHWIO Pa3/InyHbIX GOPM UPOHWM 1 rpoTecKa
O/ KPUTUYECKM HampaBAEeHHOTO YTPUPOBaHWA Hera-
TUBHBIX CTOPOH COLMANbHOM XN3HW, BOMIOLLEHHBIX
B psifie OOLLECTBEHHDBIX IBAEHUI U M3BECTHBIX MEPCOH.

B 3TOM OTHOLIEHMN HAC NPUBNEK APY>KECKUN
wap>x Ha Makca dBe 1948 r. MOCKOBCKOTO Xy-
AoxHuKa H. M. Jlncoropckoro (1910-1986), Takxe
nMeHyemoro Jlnc. PUCYHOK XyAOXHMKa BbINONHEH
B MPOHWYECKOM KJtOYe, OH MacTepckin nepeaaér
JABOWMCTBEHHOCTb 0Hpa3a. JliBe, He TO/IbKO LWaxma-
TUCT, HO yYeHbli-maTemMaTuK. JIuc Npu cosgaHum
pucyHKa NofuyépKrBaeT CBONCTBEHHbIE Fepoto Kak
paboTHUKY B 061aCTV HayKn CTPEMAEHWE K NOPAS-
Ky W IOTUKE, YTO BHYLLAETCA 3pUTENHO NPY MOMOLLM
n306paxKeHns CTPOroro KOCTHOMa, KOTOPbI 3aHNMa-
eT Mo NAoLWajn 3HauUNTeNbHYIO YacTb KapuKaTypbl.
Mponopuunm rpoccmencrTepa ycTynaroT B pa3mMe-
pax cobCTBEHHOMY MUAXKaKy, KOTOPbIN MAOTHO 3a-
CTErHyT Ha BCe MyroBuLbl, Ha Liee JiiBe 3aBs3aH
ranctyk. O4HOBPEMEHHO XYAOXHUK BBOAUT CUMBO-
Nndeckyto GUrypy CioHa, BbIFAsAAbIBAtOLLErO U3 Kap-
MaHa LlaxMaTncTa CIOBHO AeTckas urpylka. A gocka
418 UFPbl, KOTOPYHO repoi NpuxmMMaeT Kk cebe, Bbl-
3bIBaeT accoumaumto ¢ kHuroin. Kapukatypa obpa-
3yeT HaCMeLWAUBLI 06pa3 YeMNUOHA-OTANYHUKE,
nobeauBLlero B CBoE BpemMs A. AnexuHa.

Apy>xxeckuia wap> Jincoropckoro Ha M. boTBUH-
Huka u [.bBbpoHwTenHa «PackaymBatroTcs...»
npeACcTaBAseT B30PY ABYX IPOCCMENCTEPOB Ha CUM-
BOJIMYECKMX Kayensx, NpeacTaBieHHbIX B obpase
LIaxMaTHOW AOCKWU B POAU NepekaainHbl v ABYX Na-
aen — ayx onop. Oba waxmaTncTa nsobpaxkeHsl

MOPTPETHO JOCTOBEPHO, UX dUrypam npegaHa pe-
LUMMOCTb: UX TyHbl MAOTHO COMKHYTbI, PYKU CKMMa-
0T BEPEBKM Kauesnel, Tefia HanpsaxeHbl. 3putenb
MOHMMAET, YTO COMEPHMKN He cobuparoTca ycTy-
naTb Apyr apyry 6e3 6opb6bbl. YTOObI NOAUYEPKHYTb
cuny nx aBukeHua Juc npuMeHseT gnaroHanbHble
WTPUXM 1N MesIKMe, CIOBHO passeTatoLinecs oT Be-
Tpa, WwaxmaTHble durypku. Kapukatypa gomkHa 6bina
BOMJOTUTb AyX COPEBHOBaHWSA 3a 3BaHNE YeMnuo-
Ha Mupa. 3BecTHO, NobeamBLUNIA B COPEBHOBaHMM
npeTeHAeHToB BpoHLUTENH, cbirpan ¢ BOTBMHHUKOM
B HWUbIO, MPaKTUYECKM He yCTynas eMy B MaTue.
JenctytoleMy YeMNMOHY Torja yAanocb coxpa-
HUTb 3a cobon 3BaHWe HBaarogaps ObiITOBaBLLUEMY
npaBmay O HUYENHOM CUETe B Urpe.

M. A. Cokonos (1921-ok.1980) — aBTOp ApKMX Ka-
puUKaTyp Ha OTeYeCcTBEHHbIX CMOPTCMeHOB, dyTbo-
JINCTOB, CO3JaN APYXECKU WwapX «ATakyeT Tanb!»
Ha KOTOPOM M306pakEH MUaLLMNCsA NO MO 3a
Madom M. H. Tanb. Xyao>XXKHUK peLwmna npy nomMo-
WM aHanormm ¢ Gyt60oN0M NOAYEPKHYTb CKAOHHbI
K PUCKY, aBaHTHOpe CTU/b LLaXMaTHOW Urpbl cnop-
TCMeHa. BocbMOI YeMnMOH MUpa CnaBUACS CBOUM
HeopAMHapPHbIM B3rNS40M Ha COPEBHOBATENbHbIN
npouecc, M3BECTEH MHOTOUYMNCIEHHbIMU XepTBaMu
dUryp, CYUMTaBLLUMMUNCA HE BCErAa KOPPEKTHbIMY,
B MOroHe 3a KpacoTton naptun. MogobHyto xapak-
TepuCTMKy nepegaét wapx Cokonosa, byato oT-
CblNasi K U3BECTHOM KpbliaTon dpase «Buxxy uesnb,
He BUXY NpenaTcTBuii». Takxe Viropb COkonoB ans
LaxMaTHOro m3gaHums «64» N2 24 (1969 r.) cozgan
XapakTepHyto kapukaTtypy Ha CeeTto3apa [auropu-
ya. B paboTe Xy OXXHUK NOAUEPKHYN CePbE3HYHO
YBNEUEHHOCTb LaxMaTncTa MOMMMO pa3Hoobpas-
HOW LIaXMaTHOM AeATeNbHOCTY, a FAnropuy sBasACs
MeXAYHapOAHbIM LUaXMaTHbIM apbuTpom, ante-
PaTOPOM W XXYPHaNCTOM, CTPaCTHbIM AobuTenem
¢dyT60Na, NpodeccMoHaNbHO 3aHNMACH MY3bIKOW.
MHOrocTopoHHVe nHTepecbl MacTepa nsobpasun
Ha pucyHke W. Cokonos, npeacTaBMB rpoccMencre-
pa UrparoLwmnmM Ha rmtape v B TO XXe BpPeMsa B MAY.
B kapukaType npucyTCTByeT He 03By4YeHHas ABHO
WPOHWSA OTHOCUTE/IBHO TOTO, UTO yCrex B paboTe 3u-
XAETCA 3a4acTyro Ha YNOPHOM OCBOEHWW BblbpaH-
HOW feATe/IbHOCTH, a 3aHMMasaCb MHOTMMUW BUAAMU
AeATeNbHOCTUN 3aTPYAHUTENbHO BO BCeX 06aacTax
[OCTUraTh BbICOKUX pe3y/ibTaToB.

flcHyto obpa3Hyto aHanormo nposoanT H. Slnco-
ropcKuin, co3AaB KapukaTypHoe nsobpaxeHue «Tpu
6oratbips» (1947 r.). OH obpalyaetcs K U3BECTHOMY
nonoTHy M. B. BacHeLioBa «boraTtbipu», noguépkmsas
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HbITytoLLEee B OOLLECTBE OTHOLLEHME K LaxMaTUCTaM,
KaK OTCTaMBatoLWMM YECTb 3aLUUTHMKAM PYCCKOM
LaxMaTHOW LWKoAbl. B LeHTpe, ynogobasas nepco-
Haxa Mnabe Mypomuy, BbicTynaet ¢urypa T.H. na-
Tpmapxa oTevecTBeHHbIX waxmat M. boTBuHHMKa.
Mo cTopoHam OT Hero COOTBETCTBEHHO M30H6paxe-
Hbl pewnTenbHbIi M. Kepec, oTcblnatowmii K repo-
nyeckomy obpasy JobpbiHn Hukntnua, a cnpasa,
6onee NMPUYHO, NOCTpoeHMeM GUTrypbl OTCblNa-
rowmin K Anewe Monosunuy, NpenogHecéH nepco-
Hax B. CmbicnoBa. Beibop 3TnX TPEX UTPOKOB He
6bIn cnyyaeH y XxyAoxHuKa, B 1947 rogy UMeHHO
OHW YCMEeLHO BbICTYNNAN Ha MeXAYHapOAHOM CO-
pPeBHOBaHMUMW.

B 1948 roay H. /lncoropckmm co3gaHo kapuka-
TypHOEe n3obpaxeHue «HakaHyHe MaTu-TypHMpa Ha
MepBEHCTBO MuUpa» NpeacTaBstowee cobor naTb
NMopTPeTOB-LUapXen rpoccmenctepos M. diiee, C. Pe-
wesckoro, M. boTBuHHuUKa, 1. Kepeca v B. CmbicnoBa,
3aKHOUYEHHbIX B MefalbOHbl C LWaXMaTHbIM GOHOM
odopmaeHus. LLlector NpurnawéHHbIN y4acTHUK
P. ®aiiH, He NpvexaBLUNA Ha TYPHUP NO CEMENHbIM
obcToAaTenbcTBaM, NpeactassieH JINCOropckMM M-
BOJIMYECKMM 3HAKOM BOMpPOCa B BUAE WaXMaTHOro
KOHSA, C/IOBHO HamMeKas Ha BbIHY>XEHHO OTCYTCTBYHO-
Lero nepcoHaxa. Cxoxyto npobaemy pewmn b. Edu-
MOB B paccMaTpuBaeMOl Bbille paboTe «B 6011 3a
NepBeHCTBO MUpPa», NOCBALLEHHYIO TEM Xe Cnop-
TUBHBIM COBBITMAM.

Torpa »ce B 1948 rogy XyfOXXHWK CO34an Kapw-
KaTypHoe nsobpaxeHne M. BOTBUHHMKA CO CNO-
>XEHHBIMU Ha rPyAn pyKamu, B KOTOPbIX OH AepXUT
WwaxmaTHyto Gurypy n cioHa. B Tom xe rogy macrep
co3an kapukaTypHoe usobpaxeHue M. BOTBUHHY-
Ka B 06pa3ze MOHYMeHTasIbHOW duUrypbl U3 KMpnunua,
CKBO3b KOTOpPYLO He3ycrnelHo nbiTaeTca NpobuThb-
cs ManeHbkas purypa Y€pHon newwku. Mbl BUAUM,
Kak obpa3 pasHbIMUN XyAO>XKHUKaMU-rpadurkamm
nocteneHHo co3aaétca botBMHHKMKA. OH cknaabl-
BAeTCs KakK BOMOLWEHHbIM Uaean WwaxmaTucTa, He-
npepekaeMoro aBTOpUTETa, He MEOLLLErO HNKaKMX
cnabocTtei nepes NPoOTMBHMKOM. MNogob6HoMYy npo-
CIaBNEHUIO CNYXUT U KapukaTypa Mocnda Nabnua
Wruna (1951 r.). Ha Hen npegcTtaBaeH M. BOTBUH-
HWK B KOPOHE Y MaHTUW BEPXOM Ha C/OHEe Haj MU-
POM, NpeACTaBJIeHHOM B BuAe okpy>XXHOCTW. Obpa3
BOTBMHHWMKa eMOHCTPMpPYET MOLLb U LieseycTpem-
NEHHOCTb cnopTcMeHa. Og4HOBPEMEHHO C TEM OH
N HECKOJ/IbKO MPOHUYEH, MOBTOPSIET 4OBOABLHO Na-
boCHbIe No3bl BEIMKUX NMONKOBOALLEB Ha KOHE, KOH-
[0TbepoB.
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PaccmaTpurBas UCKyCcCTBO KapuKaTypbl BUANT-
€l HeOHXOANMMBIM 3aTPOHYTb TEMY OTAENbHOro eé
TMna — mn3owyTku. Mpexae Bcero nsowwyTtka Ha-
npa./ieHa Ha N30bpaxkeHne YenoBeyveckmx Npobaem
B OMTMMUCTMYHOM KJIHOUe, He HeCET 3aaun nogeep-
THYTb XXKEeCTOKOCTW caTupbl. padukn, obpaluatoLimecs
K 3TOMY TUMY KapuKkaTypHbIX M306paxkeHui, onpege-
NAKOT OCHOBHYIO 3aayvy CO3jaHneM KapukaTypbl, He
TpebytoLeln CIOBECHOTO NOSCHEHWSA U YTOYHEHWA.
MponcxoAaLMin B CO3HaAHNW 3pUTENs MbICAUTENb-
HbI MPOLLECC JOMKEH MNOAKPENAATLCA HA 3HAKOMBbIX
npeameTax, He TpebyHoLWMX OTAENbHbIX TOJIKOBa-
HWIA, KOMMeHTapwmeB. V30LWYyTKY MOXHO COOTHECTU
C NCNO/Ib30BaHMEM OMOHMMOB B peuun, NpuMeHe-
HWe KOTOPbIX 3aKAKOYaeTCA B CXO4HOM 3BYYaHUW,
CKPbIBaOLUM Pas3iyHble 3Ha4YEeHWA 1 CMbICbI. Ta-
KUmM 06pa3om n3oLyTKa MOXET paccMaTpuBaThCs
Kak urpa, wapaga. O6 nsowytke nucan A. C. AiHyT-
AVHOB: «/[lns Toro 4UTobblI OXapakTepmn3oBaTb 3TO
HanpaBJ/ieHNe KapuKaTypbl, BOCMONb3yeMca LuTa-
TOW O «HOBBIX Xy OXHMKax» 13 anbboma «Henosek
B KBaZpaTe», MOCBALLEHHOTO TBOPYECTBY OAHOTO
N3 CaMblX KPYMHbIX OTeYeCTBEHHbIX KapuKaTypu-
cToB ABaguatoro Beka Onera Tecnepa, KOTOpPbIN pe-
JAaKTMPOBan B LIECTUAECATbIE roja NPOLUIOro Beka
caTMpPUUEeCKyro CcTpaHuLy XypHana «CmeHa»: «Ho-
BOE NOKOJIeHME KapWKaTypUCTOB CreunanbHO m3-
Heraet NONUTUYUECKNX TEM, X MHTEPECYHOT MPOCTbIe
yenoBeyeckne oTHOLWeHMA 1 cnaboctn. B ocHoB-
HOM, KapukaTypbl 6€e3 C/10B, U UX C YA0BONbCTBUN-
€M rnepeneyaTbiBatoT KpyMHble 3apybexcHble ra3eTsl
N XXypHanbl» [AHyTANHOB, 2008, c. 20-28]. B ka-
yecTBe NpUMepa U30LYTKN MOXET CyXuUTb pabo-
Ta A.3y60Ba. Ero prcyHoK BO3HUK KakK OTKJAMUK Ha
Temy atroga A. A. Tpoumukoro:

«[psgywme rogbl TanTcsa BO MrJe,
Ho Bu>Xy TBOW Xpebuii Ha CBETNIOM Uene».

AnekcaHapy 3y6oBy NpUHAANEXUT PAj U30LLY-
TOK W KapuKaTyp, Hane4aTaHHbIX, Kak U OnucCbIBa-
emas Bbllle n30LWyTka, B «Ha nepBeHCTBO Mupa»
n3gaHusa «BeuepHert MockBbi». K HUM OTHOCUT-
cst «<PazoyapoBaHHbIN kopoab» B N2 04, 17 mapTa
1948 r. OHa nantoCTpUpyeT OpuUrnHaabHoe npe-
BpalleHne newwkn BMecTo oXungaemon purypel
bep3s B KOHS, KOTOPbIA 06bsBAsSET MaT benomy
Kopoato npoTusBHMKa. B Boinycke N2 05, 23 mapTa
1948 r. 6blna onybamMkoBaHa usowyTtka «butb nan
He 6uTb?!». TakKe XyAOXHUKY NMPUHALNEXMUT 3a-
6aBHas KapvKkaTtypa C NeLKow, KoTopas bykBasbHO

oTpe3aeT GUrypy c/iioHa Ha gocke HoxoM B N2 7
(31 mapTa 1948 r.). BpoCOK 1 KOMUYECKUIA pUCY-
HOK «Bca cembs B LenTHOTe!» 3yboBa, rae Haj,
LlaxMaTHOM AOCKOW CKNOHWAACh NpakTUYeCcKu BCS
cemba. Mbl BUAMM 3anHTepecoBaHHble GUIypbl Po-
ANTenen, ManeHbKUX AeTen 1N NOXUNOro yenose-
Ka, pa3AyMbIBaOLLMX Haj UCXO4OM napTuu. [axe
COBCEM KPOLUEYHbIi PeBEHOK Ha NepesHeEM noJe
n306paxeHns NoACNyAHO NPUBAEYEH K LLaxMaTam,
TaK KakK B pyKax AepXXuUT Gpurypbl 4eTCKUX UrpyLLeK
KOHA 1 CNOHa. OTO NoApa3yMeBaeT, UTO Cesyto-
LLee NOKOoJIeHNe CeMbY TakXKe He MUHYET CTPacTu
K WaxmaTtaMm B byaywem. MpumeyaTeneH un pucy-
HOK «Ha oTKpbITON ANHUK «a» B N2 06 (25 mapTa
1948 r.). 31a paboTa npeacTasaset cobon noge-
NEHHbIN Ha HECKONbKO YacTeill pucyHok. Beepxy
Mbl BUAWM 3a3eBaBLuytocs ¢urypy 6enoro Kopo-
NS, KOTOPbIA He 3aMeYaeT Waxa oT YEPHOM Najbu.
A CHU3Y XYA0XHWK CO3AAET UHYIO CLIEHKY, rAe ABe
3aHATble pa3roBopom durypbl arogen abcontot-
HO He C/bILlaT CUrHaNI0B HaZBMWratoLLErocs Ha HUX
aBTobyca. Takmm obpasom, kapukatypa 3yb6oBa,
OMMpancb Ha MeTOJ aHanornuu, ABNAETCA npeay-
npexaeHneM onacHoOCTN H6biTb HEBHUMAaTENbHbIM,
UTO MOXET rPo3uThb daTabHbIM UCXOAOM B LLAXMaT-
HOW MapTlLK 1 0BbIYHOW XWN3HW. [pyras KapukaTy-
pa 3yboBa «Bbl Takon CMAIOLWMIA N AOBOJIbHbIN Kak
6yATO TONBKO UTO... dep3s cbenn! — Het-c, s pac-
KyCcua TakTuKy dnBe!», onybankoBaHHas B N2 07
(31 mapTa 1948 r) oTcblnaet Kk obpasam Hernocpes-
CTBEHHbIX OOCY>XAEHUI B 06LLEeCTBE, BbI3BaHHbIX
cobbITUAMMK WaxmaTHoro TypHupa. B 1948 roay
BE/IUCb ropAYne ANCKYCCMM MO NOBOAY CUJbl Ael-
CTBYIOLLErO FOANaHACKOro YeMnmoHa M. iiBe, ero
CUNBHBIX 1 cnabblX CTOPOH, NPeANPUHMMaNNCh No-
MbITKW yragatb IMYHOCTb €70 CONnepHuKa.
KOHLeHTpUPYHOT BHUMaHWe HeCKONbKO KapukaTyp
(1961 r.) lrenna Hukonaesmnua KosaHosa (1932 r.p.),
NoCBALWEHHbIE MaTUy peBaHLWwy Mexay M. Tanem
1 M. botBrHHMKOM: «[lepes MaTu-peBaHLLEM», «[lep-
BbIV payHA4», «[TocneaHuii payHa». 3T0 Hebo bLuas
cepua paboT, AEMOHCTPUPYHOLLAA HECKO/IbKO 3Ta-
NnoB COpeBHOBaHUsA. [pn 3TOM XYAOXHWK NO/b3Y-
eTcst HeobbluHbIM Nprémom. OH BOCNPOM3BOANT
onpeaenéHHoe NOPTPETHOE CXOACTBO YUYaCTHUKOB,
OZ\HaKO MepeHoCUT 061acTb CpakeHWs cCHavana B 06-
nacTtb nckyccrea dextoBaHma B kapukatype «[lepeg
MaTy-peBaHLLeM». A 3aTeM NpeACTaBAsET MacTEPOB
B 0bpa3ax OOKCEPOB, B UEM MOXKET NMPOCAEXMBATHCS
HaMéK Ha T.H. «u3buneHne» M. Tans B Mmatue, Koraa
pe3ynbTaT COpPeBHOBaHMA Obln 6AN30K K pasrpomy.

VpoHnueckyto nantoctTpauuto Urpbl B LWaxma-
Tbl NpeactaBnset A. B. baxxeHoB B kapukaType «Xog
coHOM» (1956 1.). lecTBO pa3BopaumnBaeTcs Mex-
Ay CNIOHOM, UrparoLmnm 3a benble durypsl, n be-
remoTom. ObpalleHne Npu co3gaHum KapukaTtyp
K 06pazam XMBOTHbIX OblI0 OOLLMM ABAEHNEM ANS
COBETCKMX N 3apybexkHbIX KapuKaTypuUCTOB, KOr-
fa NpesMeTOM CaTUpPbl CTAHOBUANCH He peasibHble
UFPOKM AN NOAUTUYECKME NAEPbI, @ CAMO UPOHM-
yeckoe BuAeHWe urpsbl. Tak, B 1935 rogy HemeLKui
XypoxHuk Kapn pHct ®uwep (1900-1974) npea-
CTaBWJ BHUMaHWIO 3pUTENein KapukaTtypy C urpa-
FOLUMMWN Ha NATHUCTOM crnvHe Xunpada, CIOBHO Ha
focke, aByx o6e3bAH. O6e3bsHbI B JaHHOM Cayyae
MOryT paccMaTpuBaTbCA B KauyecTBe CUMBOA Cy-
€THOCTM UFPOKOB, YTO MOFJ/I0 NPUAaTh LWYTAMBYHO
OLLeHKY NPETEHLMO3HOCTM YeNOBEYECKON JedTeNb-
HOCTM BOOOLLE N HAaNMOMHUTb KpPblaaToe Bblpaxe-
HMe «MCKYCCTBO — 0be3bsiHa NPUpPOoAbI» (C naT. «Ars
simia naturae»).

MoTHMB mrpbl YesioBeka C 06e3bsAHON B LLaXMaThl
B UCKYCCTBE NpUMeHsncs pegko. OfHaKo 3TOT MO-
TVB 3aTPOHYN 06pa3bl IMTepaTypbl: CONEPHNUECTBO
06e3bsAHbI 1 CyaTaHa 13 pacckasos «TbiciYa U OAHOM
Houmn» (49 ckaska) 1 urpa ABOpPsAHMHa U 06e3bAHbI
B npouseegeHunm J1. TypHuukoro «MpuaBopHbIA»
(1566 r.). Hebe3biHTEPECHO TakKe ObpalLeHme K 3TO-
MY PeLKOMY CHOXETY BblJI0 OCYLLECTBAEHO B CKY/b-
nType. HeobbIUHOCTBIO OTMUaeTca opopmMaeHme
kanuTenn cobopa B Haymbypre (XIIl) co ckynbnTy-
pamMu HECKOIbKUX UFParoLLmMX B LLaxMaTbl 06e3bsiH.
B 1969 rogy B xypHane «Kpokoaun» N2 14 ny6an-
KyeTcs MHOW pucyHoK baxeHoBa «TeneBn3op HOBOW
cucTeMbl». Ha KapuvkaType npeacTaBaeHa CLeHKa 13
XXU3HW, T XYAOXKHWK Aa€T HEKOTOPYHO BOAHO daHTa-
3un. OH n3obpakaeT Nt0bUTENS LWaxmaT, Habatoaa-
FOLLMM 3@ XOAO0M Wrpbl, Mepes 3KpaHoOM TeneBM3opa.
B 1O >Xe BpeMsA Mbl BUANM, UTO €ro KOHCTPYKLMNA
yCOBepLUeHCTBOBaHa NPUKPENNEHHON OTKNAbIBatO-
LeNcs KPbILLKOW, NpeacTaBastoLLer cobol waxmar-
HYt AocKy. B aToil paboTe 3amMeTHO BOMJOLWEHME
naeu o npeareve KOMMbHOTEPHbIX NPOrpPaMMHbIX
ABW>KKOB, M3BECTHbIX B HACTOsILLLEE BPEMSI.

Jpyrvm ocobeHHO nonynsapHbIM B COBETCKOM
COHO3€e UTPOKOM, MOMUMO M. BOTBUHHWKA, Obin
M. Tanb. Ero nmeHoBanu pasHoobpasHbIMU NPO-
3BuMLLLAMU «Pudxkcknin BoawebHuk», «LlaxmaTHbIn
MaraHnHW», «Mnpat 64-KNEeTOUHOWN JOCKM». JlTaTBNA-
CKWI YeMMUOH ABASACA NPU3HAHHBIM AHOOMMUEM
ny6.AnKuM, repoem XoamMBLLMX B OBLLECTBE aHEKAO-
TOB, CaM ABAABLUMICA aBTOPOM MHOXECTBa HOMO-
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PUCTUYECKMX 3aMeYaHunii n adopuramMoB. s Hux
XapaKTepHO, YTO KapuKaTypbl Ha U3BECTHOrO rpoc-
cMencTepa 0BbIKHOBEHHO pPeLLEHbl B MO3UTUBHOM,
NpoHMUeckom Katoue. lNpexae BCero 3To gpyxe-
ckme wapxu. Hanpumep, pabota H. Jincoropckoro
B 1960 r. B «Kpokoanne». 3T0 OANH N3 paHHUX 06-
pa30B rpoccMelicTepa BPEMEHM ero YeMnMoHCTBa.
®urypa WwaxmaTmcta nsobpaxeHa CTOALLEN B OKPY-
>XEHWMN PaZOCTHBIX UTPOBbIX GUrYPOK, OTAAMOLLMX EMY
AaHb yBaxkeHUs. OHW pa3BOAAT LUMPOKO PyKM, OT-
[at0T eMy YeCTb, CIOH POHKO PaCMONOXKMNACA MeX-
[y HOT YeMnuoHa. BbipasnTeneH NOPTPETHbIN LWapX
Hen3BeCcTHOro Mactepa Ha Tans B 1aTBUINCKOM Xyp-
Hane «WaxmaTtbi» N2 21 B 1969 rogy. Ha pucyHke
n306paxEH MONOAO0N FPOCCMENCTep C NpeyBenm-
UYeHHO 60JIbLLIOW FONI0BOM, 3aHNMatOLLLEN NONOBUHY
Tena. MoMmnMo cyry6o roMopuCTUUECKOM QYHKLUN
3TOW Npuem runepboAN3aLUN CRYXMUT BbipaXeHNeM
pPacnpocTPaHEHHOro MHEHMS O BblAaroLemcs yme
WaXMaTUCTOB, a, C/IeloBaTe/bHO, BblAeNAtoLencs
ronose. HeogHokpaTHO Ny6ANKYOTCA B U34aHNM
«64» KapukaTypbl Ha Tansa xygoxHuka N. Cokono-
Ba. B N2 19 (09-15.05) 1969 roga co3zaétcs napHbIii
Wwap>X Ha rpoccMerictepoB M. Tans n B. KopuHoro,
LaratoLmx no waxmMaTHOW Jocke ¢ MMHOoMCKaTe-
nem B pykax. Mactep otoxgecteaseT obpas urpbl
C HanNpPsXXEHHOW AeATeNbHOCTbI0 MUHepa. B Tom xe
rogy B «64» N2 07 (14-20.02) BbinyLeHa kapukaTty-
pa CokonoBa, n3obpaxatowwas M. Tans c orpoMHOM
6enon durypow koHs. V3 HuxHen yactn durypkum
BbICTYNAOT N306paxKeHNs AuL, pbluapen ¢ Me4oMm
N KOMbEM B pyKax, UTO nepeknmkaerca c obpasos
TPOAHCKOTrO KOHA. BO3HMKHOBEHWE 3TOro croxe-
Ta MOXeT 6bITb CBfi3aHa CO CBOWCTBEHHOW rpoc-
CMeNCTepy MaHepbl HEOXMAAHHOTO XepPTBOBaH WS
ouryp 3a gockon. Tak, B 1966 rogy oH MacTepcku
pa3birpan naptuto c P.T. Beigom, noxepTeoBas emy
KOHs. BOCbMOWM YeMNUOH MUpa CnaBuCs CBOUMU
BHE3amMHbIMW XepTBaMMU.

ScToHCKMI xyaoxHUK A. A. Cangpe (1923-2008)
B «64» 1971 roga N2 21 (21-27.05) co3pas wapx
Ha . Kepeca n M. Tana, npouaatoctpmpoBan pe-
3y/AbTaT NpoOXoAMBLLEro B TaanuHe TypHUpa, rae
oba rpoccmeinctepa pasgenmam 1-2 mecra. 370 Co-
6bITre BbIIO PajOCTHO BCTPEUYEHO NYy6ANKOMN, Tak
Kak DCTOHMA NO NpaBy ropAnaack AOCTUXEHUA-
MW CBOEro rpoccmerictepa. MNobeantenn TypHu-
pa n306paxkeHbl CTOAWMMU CIIMHON APYT K ApYyry
C BHYLUMTENbHBIX Pa3MepPOB KOPOHOW, BEHYatoLL el
nx. Takxke Hag Ux ronoBamMu pacnosiaraetcs Haj-
nuck «Tallin 71», a Bo3ne Hor cTtouT umdpa 11,5,
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roBopsLiasn o paBHOM CUYETe OUKOB Y 0H60MX MacTe-
poB. A pabota U. V. NrmHa B «64» N2 01 (01-07.01)
1971 roga n3obpaxkaeT cTpacTHOE NpUCTpacTme K Ky-
peHuto, cBolicTBeHHOe M. Tanto. baarogaps ¢oto-
mMaTtepuanam, JOKyMeHTalbHbIM GuabMaMm, B TOM
yncne Hay4yHo-nonynspHom «CemMb LIaroB 3a ropw-
30HT» (1968 r.) ®. Cobonesa, 3aMeTHO, UTO 60/b-
LIOE KOJIMUYECTBO NapTUIA TPOCCMENCTEP NPOBOAU,
Kyps. V1 310 6blna TeHAEHUMA BpeMeHu, Korga npa-
BMJIaMU He 3anpeLLanoch KypeHne Urpokos 1 3pu-
Tenew B 3ane.

PucyHok . 3yb6oBa B >xypHane «OroHék» «Corna-
CWANCh Ha HUYbLO» NPeACTaBaseT CObOW KapuKaTypy,
Ha KOTOPOW n306paxeHbl ABe GUrYPKN LLAXMATHbIX
KOpOJiel, KOTOpble BNOJHE MUPOOOMBO MOA PYKY
HanpaBAsOTCA B CTOPOHY BydeTa, Ha UTO yKasbl-
BaeT HaxoAsALlanca cne.a Tabamuka. TOT pUCYHOK
XYJOXHMKa BECbMA MPOHUYHO HaMOMWHaeT HaM,
YTO NpU BCEM OOBEKTUBHOM AyXe CONepHMYEecTBa
LIaxmaTbl, NpexJe BCero feMoKpaTuyHas, cniavm-
Batowan urpa. OcHoBa eé — 340pOBOe CcomnepHuYe-
CTBO, KOHKYPEHLMS, HO He BeccMbiCeHHas Bpaxaa.

3abaBHble XXN3HEHHbIe CUTYaLMK YKa3bIBatOT Ha
COCTOSIHME TaKOW CUIbHOWN YBAEUYEHHOCTU UTPOW,
4TO IFOAM MOTIN BYyKBasIbHO 3abbITb O CBOUX MPO-
deccnoHanbHbIx 06s83aHHOCTAX, paboyeM aHe. 3TO
HaM WANOCTPUPYIOT KapukaTypbl «[OKTOp, Balle
MOJIOXKEHME HE U3 MPUATHBIX», PUCYHOK W. TeH-
ya «Jlo koHLUa pabouero fHA 0CTaNoChb 4 MUHYTHI,
a Hajo caenatb ewé 20 xoA0B...» U3gaHHble B «Kpo-
Koaune», oMopuctmyeckme pabotol tO. YepenaHosa
«B npunémHon y 3ybHoro Bpaya. Obesbonusatolee
cpeactso» n . M. CemeHoBa (1906-1982) «/[lom
TBOpUecTBa Nuncatenein» B «OroHbke». Kapukarty-
pbl TEM OCTpee, YTO NOAYEPKMBAIOT YBAEUYEHHOCTb
lwaxMaTaMm 1 HebpexkeHne B OTHOLLEHUN CBOEro
JAoAra npeactaBuTeNneit MHTeNANreHL MK, PaboTHN-
KOB YMCTBEHHOTO TpyAa — MepPCOoHaXKaMun PUCYH-
KOB CTa/v Bpayu, nucaTtenu.

PucyHok «Téta [lycs, nepesBnHbTE MOEro KOoHA
BOH Ha Ty knetky!» E.b. lWernoea (1927-1991)
B «Kpokogunne» nnntoctpupyet ganeko He 3abaB-
HYHO OBLLECTBEHHYHO NPOBAEMY FOHOLLIECKOTO UHbaH-
TMAn3Ma. [lerictBme KapukaTypbl pa3BopaymBaeTcs
B OOLLEXNTUN, Tae ABOE BEANKOBO3PACTHBIX yya-
LLIMXCS UTparoT B LWaxmaThbl yA06HO pa3BaanBLUKCh
Ha kpoBaTax. Mpu BXoAe MNOXUAON XEHLUHBI, Be-
POATHO BaxTépLin, NM60 POACTBEHHULLbI OAHOTO
N3 HUX, MOJIOAbIE JIKOAM U He AyMatoT BCTaTb, HO
NpocaT eé nepeABMHYTb LAXMaTHYO GuUrypy, cro-
SILLYIO Ha CTOJle B KOMHaTe. B gaHHOM ciyyae wax-

MaTbl MCMO/b3YHOTCA XYAOXHWKOM He B KayecTse
CUMBOJIa MHTeeKTyabHON paboTbl, BoMNsoLe-
HUA cuabl yma u Boan. Llenb nx obpasa ycuantb
HasuAaTeNbHbIN caTUpUUecKnin 3ddexT, Tak KakK He-
BOCMUTAHHOCTb M JIeHb MEePCOHaXeW ANs 3puTens
BOMJIOLLAIOT ANCCOHAHC C CAMOW LIaxMaTHOM UTpoi
1 eé npuHumnamu. C MHOro poja FOMOPOM Mbl UMe-
eM feno, 3Hakomscb ¢ pucyHkoM E. C. LLlabenbHmka
(1941-2000) B >xypHane «Kpokoaua» N2 15, 1969 r.
«BbpacbiBaHne». Camo Ha3BaHWe paboTbl roBops-
Lwee. OTOT TEPMUH 3aMMCTBOBAH U3 KOMaHAHbIX Urp
C MA4YOM U1 Wwanbon Bpoae PpyTtb6ona, backetbona,
XOKKesl, rie UCMO/b3yeTcs 3TOT NPUEM. Xy0XKHUK
KpOMe TOro n3obpaxkaeT CyAbto B XENTON ofexae,
AYHOLLMM B CBUCTOK. JTa KapukaTypa Bbl3BaHa Noj-
UEepPKHYTb TEHAEHLMIO Pa3BUTUS UTPbl BO BCe 60-
Nlee CMOPTUBHOM JyXe.

MNoaBoas utoru, obpatMmMcs K BblBOZaM, Kaca-
FOLLIMXCA CUMBOIMKM Npou3BeseHuin. Kapukatypu-
CTaMV NPOU3BEAEHO 3aMMCTBOBaHME NOHATUI U3
WaxmMaTHOro obpatleHuns B obpasHbIi A3bIK rpa-
bvKn, UyTo HarnsgHo BMAHO B paboTtax Edpmmosa.

OTMEeTUM M NPUMEHEHME KOPOEBCKOWN aTpunby-
TUKW: MaHTUS, KOPOHa, cknneTp. NpumMeyaTenbHO
kak B CCCP cuMBOAbI MepexoaaTt B KapukaTtypy Ha
LIaxMaTHYH TeMaTuKy 13 KaTeropmm MoHapxuude-
CKMX CUMBOJIOB K MHOMY CMbIC/IOBOMY HanoNHEHWHO.
B wap>kax oHW BbINOAHAT QYHKLMIO aTpubyTa Nn-
Aepa B 061aCTV CNOPTUBHBIX AoCTUxXeHM. CnaBa
YeMMMOoHa ONNLLETBOPANA CNaBy COBETCKOrO rocy-
JapCTBa Ha NOYBE MHTENIEKTYaIbHOTO CnopTa. 310
06HapyXMN0 0COBYHO XMBYUECTb 3TOM CUMBOJINKY,
KoTopas npu pykosoactee npasutenscrtea CCCP
MOra NPUMEHATBCA NPENMYLLECTBEHHO B CBA3M
C CaTUPOWN Ha MOHAPXMUYECKUI CTPON, coaepxKana
HeraTBHYO oueHKy. Obpas WwaxmMaTHOro Kopons
B KapukaType ncrnoaHeH napoca n 6aaropoacrsa,
NPUMEHANCS 1 3anajHbIMKU MacTepamu. B kapuka-
Type HabarogaeTca TakKe CAMAHUE UTPOKOB/MO-
NINTUKOB B KapuKaTypax ¢ obpasamu LiaxmaTHbIX
buryp (KOHb, CNOH, Najbs) UCXOAA U3 aHaNOMUK Mo
TUNY XapakTepy ABMXEHUA Ha Aocke, AMMbo BU3y-
aNbHbIM 0H6pazoM.
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Summary: The essay continues the discussion about
the specifics of Russian musical theatre, which was start-
ed about two hundred years ago by V.Odoevsky and in
which several generations of art historians have already
participated. We are talking about the content of the “new
direction in art”, according to Vladimir Odoevsky, which
appeared and headed the world musical culture in con-
nection with the name of the Russian genius, M. Glinka,
the author of three theatrical works: the operas A Life for
the Tsar (1836) and Ruslan and Lyudmila (1842) as well as
music for the tragedy Prince Kholmsky (1840). Let us say
in advance that the last of the named works, despite its
enduring artistic value, has not yet been included in the
university curriculum for training musicians. The perfor-
mance of this work in concerts is also a great rarity, given
that the music to the tragedy Prince Kholmsky is, in es-
sence, the first Russian program symphony, a “symphon-
ic miracle”, as P. Tchaikovsky called it.

V.Odoevsky described the opera A Life for the
Tsar as "the first Russian opera”. At present, this
definition is understood in different ways and is
even disputed. One gets the impression that be-
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In several essays, we will consider the three named works
in detail: the dramaturgy of the libretto and the features
of musical expression, the formation of the images of the
characters. All these special issues will be studied in their
relation to the Christian world-view, which has been, in our
opinion, the main “marker” of Russian art at all times of
its existence. This idea, although it is more and more pro-
nounced these days, is still not assessed seriously enough
in the scientific humanitarian sphere; it is considered most
of all from the aesthetic side, only abstractly touching on
the dramaturgy and the musical language of the works, in
our case — operas and music for theatre. In fact, it is pre-
cisely the laws of the spiritual life of man, which underlie
the world-view and behaviour of a Christian, that directly
determine the logic of the theatrical action structure. More-
over, they explain the content of the libretto and music,
constituting that very “novelty” designated by V. Odoev-
sky in connection with M. Glinka's theatrical creative work.

"With Glinka’s opera, <...> a new element in art appears,
and, in its history, <...> a new period begins:

the period of Russian music...”

V. Odoevsky

hind the philosophical, musicological, literary re-
search, “stunned by the state mythology” [2, p. 65]
of the 20th revolutionary century, the composer's
own statement, his appeal to each of us, his daring

sermon “from heart-to-heart” [1, p. 145], is lost.
Beginning with M. Glinka, opera became more than
a secular genre ' in Russia. Glinka restored such
a genre characteristic of opera as its connection
with the sacred rite. Glinka's operatic work can be
called a stage sermon, which, following the most
ancient patristic form of communication with the
listener, seeks to actualise Christian truth, to make
it desired and sought after in every human heart.

The creative work of the Russian genius pur-
posefully raises the theme of spiritual life, namely its
evangelical foundation. “With Glinka’s opera, some-
thing that has long been sought and not found in
Europe — a new element in art — appears, and, in
its history, a new period begins: the period of Rus-
sian music,” wrote V. Odoevsky after the premiere
of the opera. “Such a feat, let us say, hand on heart,
is a matter not only of talent but of genius!” [9]. It is
possible to consider Vladimir Odoevsky's statement
in the musical sphere alone; however, it is hardly
sufficient, since the opera genre is not limited to
music alone; it combines words and drama with it.
By the time of Glinka’s life and work, the Russifi-
cation of these main directions of the opera gen-
re — words, music, and drama, had already taken
place. Words were Russified in the middle of the
18th century. Cephalus and Procris to a libretto by
the “father of Russian theatre”, A. Sumarokov, and
music by F. Araja (1755), was one of the first operas
in Russian. The Russification of drama took place in
the last decades of the 18th century. In comedy, it
is associated with the name of the serf playwright
and composer, M. Matinsky, (St. Petersburg Gostiny
Dvor, 1779); in tragedy — with the theatrical work
of Empress Catherine the Great (Oleg’s Initial Ad-
ministration, 1790). Music was imbued with Russian
content primarily in the comedy genre. This refers
to the principle of composing an opera “for voices”.
It develops into a stylisation, which by the time of
Glinka, prevailed on the music scene: Russian com-
posers stylised music as Russian folk genres, Eu-
ropean academic musical language, and Russian
spiritual singing. For example, the genius of the
vaudeville theatre, A. Verstovsky.

1. The etymology of the opera genre is associated with a sacred
rite. It is evidenced by ancient authors explaining the names
of the genres of “tragedy” and “comedy”. Glinka restored
precisely this genre characteristic of opera, as its connection
with a sacred rite. However, he did this not only within the
framework of Modern history, but in relation to Christianity as
opposed to paganism, which regulated the content of theatrical
genres of Antiquity and the European Renaissance [11].
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Unknown photographer. M. Mikhailova as Antonida.
A Life for the Tsar. M. Glinka; 1892, director: A. Bartsal, artist: K. Valts.

State Catalogue Number: 11758707. KP (GIK) Number: GABT
KP-3591/177. Inv. Number: FOT-2023.

Why, given that the Russification of words, mu-
sic, and drama happened long before the develop-
ment of the creative genius of Glinka, is he called
the founder of Russian opera?

Music occupied a key place in the composer's
life since childhood. From infancy and youth, he
absorbed its main directions — folk, spiritual, and
academic. Folk music was mastered, for example,
with the help of singers and musicians invited by
the grandmother of the future composer from vil-
lages and towns belonging to the Glinka family. As
is known, Mikhail Glinka grew up under the watchful
eye of his grandmother, who protected her grandson
to the point that she rarely let him out for a walk;
however, she instead arranged for him a kind of
people’s philharmonic of invited artists. This first
musical impression was assimilated by the compos-
er and became his native musical language — peo-
ple’s, folklore. The second impression — spiritual
musical culture, bell ringing, church singing, entered
Glinka's life through the only joy of the child — go-
ing to church on weekends. One can imagine with
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what inspiration the boy set off on a “journey” to
the service and caught every overtone of the bells,
every exclamation of the priest in a dialogue with
the choirboys and the worshippers in the church.
Finally, the third musical impression overtook the
composer at a young age, when Mikhail Glinka re-
ceived a direct opportunity to get acquainted with
and participate in the performance of academic mu-
sic. His uncle owned a symphony orchestra, in which
the future composer learnt to play instruments, and
he had an excellent command of the accessible sec-
ular repertoire 2.

Glinka's musical education turned out to be nat-
ural, early, and continuous; in his mature years, it
was multiplied by new impressions and new (in-
cluding foreign) teaching. In his own work, the level
of stylisation turned out to be irrelevant for Glinka.
This does not mean that he did not rely on the main
sound streams — folk art, spiritual singing, and aca-
demic tradition. All this is present in his works. How-
ever, the creative genius of the composer “melted”
the trends that fed the musical field of creativity
throughout history into an individual musical style.
It is where Glinka's primacy at the musical level is —
in the creation of his own musical style! Explaining
the phenomena of “stylisation” and “authorship”
is not an easy question. There is no mathematical-
ly precise method; however, a logical method of
“separating the wheat from the chaff” * is possible.
For example, in the final scene of Susanin with the
choir in the third act, the theme "Get married with-
out me” includes intonations of folk lamentation,
perhaps a romance, and, most certainly, rhetorical
figures of the secular European tradition. However,
it is not possible to separate one from the other;
everything is welded into a single stylistic organ-
ism. At the same time, in A. Verstovsky's work, for
example, in the Song of the Unknown, “In the Old-
en Times, Our Grandfathers Lived”, from the first
act of the opera Askold’s Grave, one can hear an
unconditional stylisation of an epic song, as it was
imagined by Russian musicians of the 19th centu-
ry. Moreover, individuality distinguishes M. Glinka’s
original music in the theme of the opening chorus,
“In a storm, in a thunderstorm, a falcon in the sky...",

2. For more information on M. Glinka’'s musical education, as
well as on the content of creativity and the personality of
the composer, see: FrolovS.V., M. Glinka in the 21+ Century.
A New Look at Personality and Creativity [13].

3. We mean the “mathematical” method of analysing musical
style, which is offered in the works by Y. Vasiliev, Professor of
the Gnessin Russian Academy of Music, Ph.D. in Art [3].
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from the stylised folk song “Hey, wide Dnieper..."
by A. Verstovsky from the opera Askold'’s Grave, etc.

In the work of the composer and the librettist
on the text of the opera A Life for the Tsar, the word
also reached a new level of interaction with music —
the one that became widely known in connection
with R.Wagner * creative work. It is where M. Glin-
ka's primacy at the level of words lies: A Life for the
Tsar is the first Russian opera in which the text of
the libretto is born of music (and not vice versa, as
was usually done, when the music was created for
an already finished libretto). "My imagination <...>
warned the diligent German,” wrote Mikhail Glin-
ka, “as if by magic, a plan for an entire opera was
suddenly created <...>, many themes and even de-
tails of development — all this flashed in my head
at once” [5, p. 64]. The music of A Life for the Tsar
does not amaze with the number of leitmotifs — it
is true, in terms of intonation it is oriented mainly
towards larger formations, themes. However, the
thematic dramaturgy of the opera is formed in the
derivative of themes from one another, or more pre-
cisely from the main intonational-thematic thought
("I am not afraid of fear! | am not afraid of death!
| will die for the Tsar, for Rus™). In general, the the-
matic connections of the opera can be considered
as a stage in the formation of musical drama. For
example, the themes of the opera’s choirs — the
opening male one, “In a storm, in a thunderstorm...”,
and the final mixed one, “Glory to the Fatherland” —
are placed in the centre of the opera, in Ivan Susa-
nin’'s part, “I am not afraid of fear...”, in the scene
with the Poles from the third act. Some scenes are
built as continuous ones, in which the characterisa-
tion of the heroes is born, reflecting small chang-
es of thought. For example, Antonida’s part in the
scene with the Poles from the third act raises the ex-
pressive means of Antonida’s Aria and Rondo from
the first act, responding to the change in the her-
oine’s mood.

It should be noted that the process of work-
ing on the word when creating the libretto was
based on the quality of the content and sound
of the text. Such exactingness did not allow the
composer to find a librettist for a long time. The
widespread view in musicology on the poetic work
of Baron Yegor von Rosen, who became the libret-
tist of the opera, is indulgent. Indeed, recognized

4. Wagner outlined the theory of musical drama in his works:
The Art Work of the Future (1851), Opera and Drama (1851),
Letter to F. Villo (1860).

poets, contemporaries of Glinka, did not serious-
ly engage in libretto, and Yegor von Rosen, with
the support of N. Kukolnik and others, fulfilled
the tasks set, which required the interaction of
words with music. The common requirement for
simplicity and, at the same time, imagery of po-
etry intended for musical interpretation is well
known. In our opinion, this requirement is ab-
solutely fulfilled in the libretto. Let us cite as an
example the opening phrase of the quartet from
the third act, which alarms researchers, but does
not lose its accuracy and disposition to the mu-
sical solution: "Not a rose in the garden, in the
vegetable garden! Antonida blooms among the
people...”. In addition to the allusion to the folk
“in the garden, in the vegetable garden...", here
the agreement between the people and the Gos-
pel, “like a date blossomed...” %, is surprisingly sim-
ply and sonorously “captured”; it is what they say
when they emphasise the origin of the glorified
saint from righteous parents or family. Antoni-
da’s "blossoming” is assimilated by the Russian
people, to whom she belongs.

From the point of view of the technique of “sub-
text” of the melody, attention is also drawn to the
dramaturgy of the text vocalisation in solo parts. At
the request of the composer, who, let us recall, was
an excellent vocal teacher, the librettist succeeded
in making the singing convenient for the performer,
and, therefore: the voice sounds magnificent, natural!
Let us recall, for example, the unyielding “standing”
of the bass on the only percussive sound “a”, which
forms a hidden voice-leading, rhetorical theme of
the cross in the melody to the words “"Get married
without me...” from the third act. And around this
“a”, both the lower and upper tones reveal ever
greater confusion in the situation in which the text
is sung: Susanin says goodbye to his daughter, he
is leaving "to show the Poles the way to the Tsar”.
Antonida literally cries in the descending phrases
that came from the Cavatina of the first act; how-
ever, they are “cleansed” of the “shepherd”-instru-
mental hesitation and sound short and insistent
in their artless “"dropping”. This, it would seem, is
a technique of folk singing; nevertheless, it is im-
possible to single it out from the romance-recitative
palette of sound!

Let us dwell on the drama (action) in the opera
A Life for the Tsar in more detail. Glinka turned to

5. “The just one will flourish like the palm tree. He will be
multiplied like the cedar of Lebanon.” (Psalm 91:13) [12].

a plot that was already known and presented on the
Russian opera stage. In 1815, the Bolshoi Theatre
in St. Petersburg premiered the opera /van Susanin,
based on a libretto by the head of the repertoire
department of the imperial theatres, Prince A. Shak-
hovsky, with music by the composer and conductor
of the imperial theatres, C. Cavos. To Glinka, the idea
of lvan Susanin as the hero of the “Russian opera”
he had conceived was suggested by V. Zhukovsky:
"When | expressed my desire to create a Russian
opera,” we read in Mikhail Glinka's Notes, "Zhuk-
ovsky sincerely approved of my intention and sug-
gested the plot of lvan Susanin to me. The scene in
the forest was deeply imprinted on my imagination;
in it, | found much that was original, characteristi-
cally Russian...” [5, p. 64]. Based on the above, the
opera by Shakhovsky and Cavos was not consid-
ered by Glinka and Zhukovsky as "Russian”. What
was wrong with it?

Firstly, it should be said about the genre. The
opera Ivan Susanin was defined by the librettist as
anecdotal, that is, a comedy. Glinka's opera is un-
doubtedly a tragedy and, moreover, a tragedy with
a different, in comparison with the European tradi-
tion, super-task ®. This “super-task”, in our opinion,
consists in the catechisation of the listener, that is,
in their enlightenment with the gospel truth 7. At the
same time, European opera, which developed out
of the heir of the sacred rite, ancient Greek trage-
dy, was “revived” by the need to somehow fill be-
lievers' lives during the protest new time. How was
this phenomenon, the “catechisation” of the listen-
er, unusual for a secular genre, expressed?

Let us compare the super-tasks of Glinka’'s op-
era A Life for the Tsar and Cavos’' opera lvan Su-
sanin, which are formed in the characters’ verbal,
musical, and active characteristics.

The table lists the names of all the Russian char-
acters in the opera in the same order as in the li-
bretto (Table 1). Note that, in Glinka’s version, the

6. Let us recall that the term “super-task” in relation to
theatrical dramaturgy and performance was introduced
by K. Stanislavsky. “The super-task is the main ideological
task, the goal for which the play, an actor's image, and the
performance are created” [6].

7. Along with religious education, catechesis constitutes the
educational service of the Church. Catechesis is assistance
to a person who has believed in God in a conscious and
responsible entry into the life of the Church. Religious
education is the instruction of an Orthodox Christian in the
truths of faith and the moral norms of Christianity, their
introduction to the Holy Scripture and Church Tradition,
including the liturgical life of the Church, to the patristic
prayerful and ascetic experience [10].
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Ivan Susanin (1815),
People’s Opera in two acts [7]

A Life for the Tsar (1836),
Grand Opera in four acts with an epilogue [4]

Ivan Susanin,
a peasant of the Romanovs

Ivan Susanin,
a peasant from the village of Donima

Alexey, Antonida,

his son his daughter
Masha, Bogdan Sobinin,
his daughter her fiancé
Matvey, Vanya,

Masha'’s fiancé

an orphan in the house of Susanin

Table 1

name of Susanin’s son is the same as the name of
his father (unlike in A. Shakhovsky's libretto, where
the boy is called Alexey). This demonstrates the
commonality and continuity of generations, even
at the level of naming the characters in Glinka's op-
era. In the first essay, we will consider the image of
Ivan Susanin’s daughter, how it is developed in Ca-
vos's anecdotal opera (Masha) and Glinka’s folk op-
era (Antonida). In the libretto of Glinka's opera, it
is Antonida who appears on stage first of the four
soloists; the sequence of introductions is as follows:
Antonida, Susanin, Sobinin, Vanya. In the libretto of
Cavos's opera, the order is different: Matvey, Ma-
sha, Susanin, Alexey.

So, the daughter of Ivan Susanin. In both operas,
the character appears with a solo number, the third
in order from the beginning of the opera: Masha
(in Cavos's opera) sings the Aria, Antonida (in Glin-
ka's opera) sings Cavatina and Rondo &,

Masha's Aria (No. 3, Cavos) is preceded by the
introductory chorus (“Do not rage, violent winds, /
Do not blow away the yellow leaves / From the
dense forest of mature oaks”) (No. 1) and cou-
plets with the chorus, the lead singer of which is
Matvey, Masha's fiancé. We note that in his sto-
ry about the victory over the enemy, nothing in-
dicates that Matvey himself was in the voluntary

8. In the piano score of M.Glinka's opera A Life for the Tsar
published in 1880, it is indicated “Aria and Rondo” in the
Russian text, and “Cavatina und Rondo Antonida” in the
German translation [4].
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military forces: “Glory to the merciful God, / He
saved the Russian land from troubles. / Glory to
the brave army, / With a strong chest defended
us. / The red sun shone / Over Moscow from be-
hind the black clouds” (No. 2).

Masha'’s aria shows the heroine joyfully striving
for the wedding, without a shadow of attention to
the "black clouds” mentioned by Matvey: “Soon,
soon you and | / Will walk down the aisle, my friend. /
And with one soul in love / We will live glorious-
ly at home. / Living together with you, / We will
be in one joy. / As dear as you are to your bride, /
You will be just as dear to your wife”. The last
thought especially occupies Masha, and she con-
fidently repeats several times: “As dear as you
are to your bride, / You will be just as dear to
your wife. Just as, just as dear to your wife. Ah!”
[7, pp. 2-5]. Concentration on her beloved self —
her thoughts and feelings — brings the heroine
to an increased heartbeat, which we can hear in
a special pictorial rhythm and texture of the or-
chestra: "The heart beats so in the chest, / That
it cannot be told <...> / That it cannot be told,
/ That it cannot be told” [7, p. 6-7]. Finally, as if
completely forgetting about the groom, the bride
is extremely excited by the wedny of the wedding
feast, which will take place “at her place”: "My faith-
ful girlfriends, / All the neighbours, all the rela-
tives, / The whole village, matchmakers, friends /
will feast at my place” [7, pp. 9-13]. There is such
a strong, homely hostess: “...at my place...”.

The aria is written in a two-part reprise form. In
terms of genre, it is a polka, the rhythm, and ac-
companiment of which follows the shades of the
content. “Soon, soon we will be with you...” is given
in a backing song texture, sounding light and un-
burdensome. "How dear you are to your bride..." is
"dressed” in heroic, orchestral cries following the
sounds of the triad’s inversion, etc. In general, we
get textured variations in the polka genre, which,
despite some diversity, are still within the frame-
work of one affect — joyfully heroic with a gallant
bias towards the people; so to say, a "Neapolitan”
song and dance heroics °. What is Masha's heroism?
Assessing the content of the text and the nature of
the music, we can conclude that it is in the bride’s
readiness to maintain a joyful disposition towards
the groom when he becomes her husband: “As dear
as you are to your bride, so will you be dear to your
wife”. In the best traditions of comic opera, Cavos
emphasises the moral side of marital relations. The
orchestra rejoices together with the heroine, open-
ing and ending the Aria with the sound of tutti. Thus,
joyful heroism is the main affect of this aria.

Antonida’s Cavatina and Rondo (No. 3 Glinka)
is placed after two choirs that open the opera: the
male choir with the youthful song, “In a storm, in
a thunderstorm, the falcon keeps its youthful path
across the sky...” (No. 1), and the female choir with
the lyrical-patriotic song, “At the call of their native
country, her sons fly..."” (No. 2). Appearing after the
extended choral sound, the solo number especial-
ly attracts attention. Unlike Ivan Susanin by Cavos,
where, in the numbers following one after another,
a kind of dialogue takes place between the groom
(Couplets with choir No. 2) and the bride (Aria No.
3), in Glinka's A Life for the Tsar, Antonida’s entrance
is lit up with the colours of loneliness. Instead of
an orchestral introduction, we hear a lonely tune of
a "shepherd’s horn” (clarinet). Perhaps it will bring
news of a beloved friend? Antonida’s part opens
with a repetition of the instrumental tune we heard.
Not a song, but a tune. Not “girlfriends, neighbours,
boyfriends, relatives”, but a field, a river, and waves
from which the girl awaits news of her fiancé: "l look
into the clear field, / | keep my eyes along the na-

9. Genre was characteristic of the Neapolitan opera school, in
which the style of baroque opera, seria/buffa, was formed
and, by the first quarter of the 18t century, spread to the
opera traditions of Venice, Rome, Vienna, and other musical
capitals of Europe. On the history and style of baroque
opera, including the Neapolitan school of composition, see:
Lutsker P.V., Susidko I. P., ltalian Opera of the 18" Century [8].

tive river, / The waves are coming to us, coming, /
The menacing ice floes are floating, floating /..."
[4, p. 28-29].

The music very accurately conveys the hero-
ine’'s state of loneliness, and therefore, her focus
on her beloved more than on herself. How else
to express Antonida’s love for her warrior fiancé,
about whom it is not even known that he is alive?
What thoughts can be about a wedding here! In
the Russian language, the designation of belong-
ing to the male and female sex is remarkable: pol,
that is, a "half”. A man and a woman only together
become whole or, as they say in the patristic tradi-
tion, form a “new person”, and separately they are
halves. Antonida feels this with her loving heart,
and Glinka makes us feel it: in the lonely repeti-
tion of an instrumental tune, and not in a melo-
dious melody natural for a girl's performance; in
a lonely sounding female voice without orchestral
accompaniment, etc.

However, as it always happens with Glinka, the
image of the character is formed, born literally “be-
fore our eyes”. And now Antonida focuses on the
bright, loving mood of the romance, and is already
in a merry khorovod, almost turning into a dance.
Cavatina and Rondo are written in three-part form
with the dynamics of the genre transformation of
music; it is a change in the character’s thoughts,
their ability to feel “in the range” of crying to danc-
ing. What a difference! Cavos has a strong house-
wife, Masha, with a keen attention to herself: “... my
heart is beating in my chest...”, “... they will feast
at my place...”. Her feat lies in the worthy comedy
of her readiness to “pardon” her husband, as well
as the groom: “... you will be nice to the bride /
... you will be nice to the wife...". Masha's music is
textured variations in a completely European style,
not going beyond the framework of one genre —
polka. How is it connected with the Russian her-
oine? Through secular aristocratic commitment
to polkas at balls. The image of Masha is a view
of Russia from the ballroom of St. Petersburg. In
Glinka's work, Antonida does not know what to
do with herself because her beloved is not there;
although she gets mischievous in her dreams of
a wedding towards the end of the Rondo, the path
to this begins with crying, and not about herself,
but about him. Thinking about another as much as
about oneself, and even more, is Antonida’s her-
oism. It does not grow out of everyday morality
associated with self-interest, but out of the gos-
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pel truth. “A new commandment | give you: love
one another” [John 13:34], Christ said to the peo-
ple of the New Testament, “love your neighbour
as yourself” [Mark 12:31]. Glinka shows his hero-
ine in the fulfilment of this commandment. An-
tonida opens up to the listener in anticipation of

her fiancé. She does not even have her own mel-
odies at the beginning, only the sound of a horn
coming from afar, which she repeats in the hope
of hearing, reading “the lips” of the tune, the news
about her beloved friend.

TO BE CONTINUED
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O «KATEXV3ALUWNWN» TEATPAJIBHOT O XXAHPA
B TBOPYECTBE M. V. TTTNHKW
OlNEPA «KWMN3Hb 3A LLAPA»
K 220-TETHO KOMMNO3NTOPA
OYEPK |

Hacmosawul ouepk npoAoaxaeT JUCKYCCUIO O CreLu-
¢durKke pycckoro MysbikajsbHOro Teatpa, kotopas oT-
Kpblnacb OKOJIO ABYXCOT feT Ha3aj B. ®. OgoeBckum
M B KOTOPOW y4YacTBYOT y>XXe HEeCKONbKO MOKONEeHUN
NcKyccTBOBeAO0B. Peub naet o cogep>kaHumn «Hogo2o
HanpassieHusa 8 Uckyccmee», No cnoesam Bragnmupa
®es0poOBUYaE, BO3HUKLLIETO 1 BO3rNaBMBLLIErO MUPOBYIO
My3blKaNbHYH KYAbTypy B CBA3WN C UMEHEM PYyCCKOro
reHna — M. V. TanHkn — aBTopa Tpex TeaTpasbHbIX
CcouMHeHunn: onep «KusHb 3a vaps» (1836) n «PycnaH
n lroamunna» (1842), mysbiku K Tparegmn «KHa3b Xonm-
ckmii» (1840). 3apaHee ckaxeM, UTO NociesHee U3 Ha-
3BaHHbIX COYMHEHWUI, HECMOTPA Ha HeMpexoAfLLyto
XY[,0XXeCTBEHHYIO LIeHHOCTb, A0 CUX NOp He BKOYe-
HO B JOBY30BCKYIO NMPOrpaMmy obyyeHns My3blKaHTOB.
NcnonHeHne 3TOro COUMHEHNA B KOHLepTax — TakXe
6osbllan pegKocTb Npu ToM, 4To My3bika K Tpareauu
«KHA3b XONMCKM» ABASETCA, B CYLLHOCTU, NepBOW pyc-
CKOW MpOrpamMMHON CUMPOHNER — «CUMEPOHUYECKUM
4y0om», Kak Ha3blBan 310 counHeHme M. . YankoBckuni.

Onepa «Ku3Hb 3a uapA» Ha3BaHa B. ®. Ogo-
€BCKUM «MepPBOW PyCCKON onepoi». B HacTosee
Bpems 3TO onpejeneHne NoOHNMAETCA No-pasHoOMY
n gaxxe ocnapmueaetcs. CknazblBaeTCs BreyatieHue,
4TO 33 GNNOCODCKMMM, MY3bIKOBEAUYECKUMN, TNTE-
paTypHbIMUN U3bICKAHUAMM, «02/1yWeHHbIMU 20Cy-

B Heckosbkux ovepKkax Mbl MOAPOBHO paccMOTPUM TpU
Ha3BaHHbIX COUMHEHMA: ApaMaTyprto IMbPeTTo 1 0cober-
HOCTW My3bIKaNbHOTO BblpaXKeHws, popMMpoBaHMe 06pa3os
AencTBytolmnx nul,. Bce 3Tn cneumanbHble Bonpock! 6yayt
paccMOTPeHbI B UX OTHOLLEHUW K XPUCTMAHCKOMY MUPO-
BO33PEHWIO, KOTOPOE W ABAAETCA, Ha HaLLl B3rAAg, [aBHbIM
«MapKepoM» PYyCCKOro NCKYyCCTBa BO BCE BPEMEHa ero Cyllie-
CTBOBaHMA. OTa MblIC/lb B HaLLIW AHW, XOTA 1 3ByU4UT rpOMYe
1 rpOMYe, HO BCe ellle HeJOCTaTOYHO CepPbe3HO OLeHVBa-
eTCA B Hay4YHOW rymaHuTapHol cdpepe 1 paccmaTpuBaetca
60s1ee BCero co CTOPOHbI 3CTETUYECKOMN, ILLIb OTBEUEHHO
3aTparvBaroLLen ApamaTypruto 1 CoBCTBEHHO My3blKalbHbIN
A3bIK NPOU3BEAEHWIA, B HaLLleM Cly4Yae — orep 1 My3blku AN
TeaTpa. B To Bpems, kak MMEeHHO 3aKOHbI lyXOBHOWM XU3HM
YenoBeKa, siexallie B OCHOBE MVPOBO33peHNs 1 noseje-
HUA XPUCTUAHWHA, HEMOCPEACTBEHHO ONPEeAenaAtoT NOrMKy
CTPOEHWS TeaTpasbHOro AeiCTBUSA, OB BACHAIOT cogepa-
HVe NMBPETTO N My3bIKM, COCTaBAAA Ty CAMYIO «HOBU3HY»,
koTopas bblia o6o3HaueHa B. ®. OpoeBCkMM B CBA3M C Te-
atpasibHbiM TBOpYeckoM M. U. TanHku.

«C oneporo [uHKU sigsslemca <...> HO8AA CMUXUA 8 UCKyccmae,
U Ha4uHaemcs 8 e20 ucmopuu <...> nepuod pycckoli My3siku...»
B. @. Odoesckuli

dapcmeeHHol Mugonoeueli»[2, c. 65] aBaguaToro
PEBONFOLMOHHOIO CTONETUS, TEPSETCS BblCKa3blBaHMeE
CamMoro KOMMo3uTopa, ero obpalleHre K Kaxgomy
U3 Hac, ero Aep3HOBEHHas MPoOnoBesb «om cepo-
ya k cepoyy» [1, c. 145]. HaunHas ¢ M. . TanHKn,
onepa B Poccun ctaHoBUTCA 6osblUe, YeM CBET-
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CKMIA >XaHp . [IMHKa BOCCTaHOBW TakKyH XKaHPOBYHO
XapaKTepucTuky onepsbl, Kak ee CBf3b CO CBALLEH-
HogelcTBmeM. OnepHoe TBopUYecTBO M. V. TanHKK
MOXHO Ha3BaTb cyeHu4Yeckol nponogedsto, KOTO-
pas, cieays ApeBHeNlwen cBATOOTeUeckon Gpopme
obLeHna co caywartenem, CTPEMUTCSA akTyanm3u-
pOBaTb XPUCTUAHCKYHO UCTUHY, CAeNaTb ee XeslaH-
HOWM M UCKOMOW B KaXK,OM Y€/0BEYECKOM CepALie.

TBOPYECTBO PYCCKOTO reHWs HanpaBAeHHO NOoA-
HUMaEeT TeMy AyXOBHOM XM3HW, @ UMEHHO ee esaH-
eesibckoli OcHOBbI. «C oneporo MUHKU seasemcs
mo, Yez2o dasHo uwym u He Haxodam 8 Egpone —
HOB8aA cmuxus 8 Uckyccmee, U Ha4uHaemcs 8 e2o
ucmopuu Hoswbll nepuod: nepuod pycckoli My3bl-
Ku, — 3anucan nocne npembepsbl onepsbl B. ®. Og0-
eBCKMin, — Takoli nodsue, ckaxem, NOJA0XA pyKy
Ha cepdye, ecmb 0es10 He MOJIbKO MAaaHma, Ho
eeHus!» [9]. PaccmaTpuBaTh Bbicka3biBaHue Bna-
avmunpa ®egoposuua B chepe TOAbKO My3biKab-
HOW BO3MOXHO, HO BPSJ M A0OCTaTOYHO, Tak Kak
ONEpPHbIN XaHpP He OrPaHNYeH TONbKO My3bIKOU, HO
COeAUHAET C Heto ¢/1080 1 dpamy. Ko BpemMeHm Xun3-
HW 1 TBOpYectBa M. . TanHkun pycndukaums stnx
rNaBHbIX HanpaBAeHWI ONEPHOro XaHpa — C/0Ba,
MY3bIKM 1 ApaMbl yXe coBepmnaocb. C1080 bbino
pycndunumnposaHo B cepeamHe XVIII seka. OgHa n3
nepBbIX OMNep Ha PycckoM s3bike — 370 «Lledan
n Mpokpurc» Ha MMBPETTO «OTLa PyCCKOro Teatpa»
A.T. CymapokoBa n mMy3biky ®p. Apann (1755).
Pycudukaumnsa dpamel nponsowna B nociegHue
aecatnnetuma XVIII Beka. B komeann 310 CBA3aHO
C UMeHeM KpernocTHOro gpamartypra n Komno-
3uTopa M. MatuHckoro («CaHkT-lNeTepbyprckui
rOCTUHbIA ABOp», 1779), a Takke — Apamatyp-
ra N. A. Kpbinosa n komnosutopa E.N. PomuHa
(«<AmepmkaHubl», 1788 1 ap.), B Tpareanmm — c Te-
aTpasibHbIM TBOPUECTBOM MMMepaTpuubl Ekatepu-
Hbl Bennkon («HavanbHoe ynpaBaeHue Onera»,
1790). My3eika npoHMKanacb PycCkMm cogepka-
HWeM npexJe BCero B XxaHpe komeguun. Mimeetcs
BBUAY NPUHLMM COYMHEHUNS OMepbl «Ha roaoca».
OH pa3BuBaeTcs B CTUAIM3aLMIO, KOTOpas KO Bpe-
mMeHn M. V. ThnHkn npeobnagana Ha My3blKasbHOM
CLUEHE: NoJ, PYCCKNE HapOAHbIE XXaHpPbl, EBPONeN-

1. 3TMmMonorus xaHpa onepbl CBA3aHa CO CBALLEHHOAENCTBU-
eM. O6 3TOM CBUAETENbCTBYIOT aHTUYHbIE aBTOPbI, 06 BACHS-
lOLLME Ha3BaHWA XaHPOB «Tpareanm» n «koMeanumn». MnH-
Ka BOCCTAHOBWJ/I MMEHHO Takyto XXaHPOBYHO XapakTepucTu-
Ky onepbl, Kak ee CBfi3b CO CBALLEeHHOAeNnCcTBMEM. Ho caenan
3TO B MPOTMBOBEC A3bIYECTBY, PETYINPOBABLLEMY COAEP>Ka-
HVe TeaTpasibHbIX XaHPOB AHTUYHOCTM 1 eBponelickoro Bos-
poxaenwusa [11].
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CKWI aKaZleMUY€eCKUn My3blKaabHbIA A3bIK, OTeye-
CTBEHHOE AYXOBHOE NeHne CTUAN30BaANN MY3bIKY
OTeYyeCcTBEHHble KOMMNO3MTOpPLI. Hanpumep, reHui
BOAEeBMAbHOrO TeaTpa A. H. BepcTtoBckuii.

Mouemy xe npu TOM, 4YTO pycndunkauma cno-
Ba, MY3bIKW 1 APaMbl C1ly4mnaach 3af0ro A0 pas-
BepTbiBaHMA TBOpYeckoro reHna M. V. TanHkn,
pOAOHa4YaNbHUKOM PYCCKOW ornepbl Ha3biBatOT
VMEHHO ero?

My3bika 3aH1MaNa BaxHenLlee MeCcTo B XXU3HM
KomMno3uTtopa ¢ camoro getctea. C MaageHyecTBa
W FOHOCTW OH BMNUTaa OCHOBHbIE €€ HanpaBaeHns —
HapoAHOe, AyxOBHOe, akageMunyeckoe. OcBoeHne
HapOAHOM My3bIKM MPOU3OLLJIO, HanpuMep, Yepes
NEeCEHHUL, N UTPYHOB U3 NPUHAANEXALLMX CEMEN -
cTBy [MMHOK cen n sepeseHb. Kak n3sectHo, Muxaun
ViBaHOBMY pocC Nog, YyTKMM NPUCMOTPOM 6abyLu-
KW, KoTopas 6eperna BHyKa A0 TOro, UTo Aaxe
peAKo BbiMyckKana ryiaTb, HO 3aTO ycTpowna Ans
Hero, CBOero poja, HapoAHYt0 GUNapMOHUIO U3
NPUraaWeHHbIX apTUCTOB. OTO NepPBOe My3blKasb-
Hoe BreyaTneHune Bbl1I0 YCBOEHO KOMMO3UTOPOM
W CTano ero poAHbIM My3blKabHbIM A3bIKOM — Ha-
poaHbIM, donbkaOpHbIM. BTopoe Bnevatnenne —
JAyXOBHas My3blKaJbHas KyAbTypa, KOJOKOAbHbIN
3BOH, LLlepKOBHOE MeHune, BOLWAN B XXU3Hb [NNHKMK
yepes eAVHCTBEHHYHO BblE3AHYHO PajOCTb MAA4EH-
La 1 oTpoka — nocelleHne LepKBM Ha BbIXOAHbIX.
MoxHo cebe npeacTaBuTb, C KAKUM BAOXHOBEHMEM
OTNPaBAAACA MalbuuK B «nyTellecTBue» K 6oro-
CNY>KEHWIO W TOBUA KaXAbli 06epTOH KOJOKOJ0B,
KaXAbl BO3r/1ac CBALWEHHUKA B Ananore ¢ KAMpo-
LWaHaMm1 1 MOJAWMMUCA B Xpame. HakoHeL, TpeTbel
My3blKaJbHO€ BreyaTAeHne HacTUra0 KOMMO3UTO-
pa B OHOM BO3pacTe, korga Muxaun MiBaHoBuY
NoAYy4YMI NPAMYHO BO3MOXHOCTb MO3HaKOMMUTbLCA
W y4acTBOBaTb B MCMOJHEHUWN aKaZAeMUYECKOW My-
3blkn. bpat maTepu Bragen cumboHNYECKUM opke-
CTPOM, B KOTOPOM ByAyLLMA KOMMO3UTOP Hayumnacs
nrpaTtb Ha MHCTPYMeEHTax, U MpeKpacHO 3Haa CBeT-
CKWlA penepTyap 2.

My3bikanbHoOe BocnuTaHue MMNHKN OKa3anoch
€CTeCTBEHHbIM, PaHHUM W HeMpepbIBHbIM, B 3pe-
Nible oAbl 6bI10 YMHOXEHO Ha HOBble Breyate-
HUA U HOBOE (B TOM UuChe, 3arpaHNYHOE) yyYeHue.
B cobcTtBEHHOM TBOpUECTBE YPOBEHb CTUAM3ALMM
okazanca gna M. V. TanHku HeakTyaneH. 370 He 3Ha-

2. MopapobHo o My3bikanbHOM BocnuTaHnn M. W. TanHKuy, a Tak-
e O cofepXaHnn TBOpYeCTBa U O IMYHOCTM KOMMO3MTOpPa
cm.: ©ponos C. B, M. W.TanHka B XX| Beke. HoBbIV B3rnsg Ha
JNINYHOCTL 1 TBOpYecTBo [13].

YWT, YTO OH He OMMpPasnca Ha OCHOBHbIE 3BYKOBbIE
NOTOKM — HapOAHOe TBOPYECTBO, yXOBHOE Ne-
HVe 1 akajeMunyeckyro Tpaauumio. Bce ato ectb
B €ro CounHeHwuax. Ho TBOpUYeCKnin reHnin Kommno-
3UTopa «nepennaBuI» HanpaBAeHWs, NMTaBLUNE Ha
NPOTAXEHUN BCEA MCTOPUMN My3blKaibHYH 061acTb
TBOPYECTBa, B UHAUBUAYANbHbIN, aBTOPCKUIA My3bl-
KaJbHbIA CTWUAb. BoT B uem nepeeHcTBo M. U. T1nH-
KW Ha ypOBHe My3blkv — B CO3,aH// aBTOPCKOro
My3blKa/IbHOTo cTuAsA! O6BACHUTL ABNEHUSA «CTU-
n3auuun» 1 «aBTOPCTBa» — BOMPOC He NMPOCTOM.
MaTtemaTmuyeckn TOYHOro MeToAa HeT, HO BO3MO-
>KEH BHUMaTE/IbHbIV CyXOBOW aHanu3 3. Hanpumep,
B PuHane cueHbl CycaHVHa C XOPOM B TPETbEM Jel-
ctBun Tema «Cerepalime sawy ceadeby 6e3 mMeHs»
KOMMNOo3uTOop cobupaeT MHTOHaLMN HapPOAHOrO
niava-npuymMTaHuns, MoxeT HblTb, pOMaHca U, Co-
BEPLUEHHO TOYHO, puTopUYeckme GuUrypbl CBETCKOM
eBponencKon Tpaamunm — TeMy Kpecta. Ho otge-
JINTb O HO OT APYroro He NPeACcTaBAAETCA BO3MOX-
HbIM, BCE CMasiHO B eAWHbIN CTUNEBOM OpraHun3m.
B 1o e Bpema y A.H. BepctoBcKkoro, Hanpumep,
B [MecHe HenzBecTtHoro «B cmapuHy xusanu dedbl»
13 NepBOro AenCTBMA onepbl «ACKObA0Ba MOruia»
CAbllWHa 6e3ycnoBHan CTUAN3ALIMA NOA ObIVHHYHO
MecHb, Kakol npeacTaBasv ee cebe oTeyecTBeH-
Hble My3blkaHTbl XIX Beka. TakxXe nHansMayab-
HOCTb OT/IMYAET aBTOPCKYH My3blky M. . TNnHKK
B TEMe Ha4yanbHOro xopa «B 6ypro 80 epo3y cokon
no nodHebecoro...» OT CTUNN3OBAHHOW MOA HapPOA-
Hyto necHto «lol, mel JHenp wupokud...» A.H. Bep-
CTOBCKOTO M3 onepbl «ACKONbAOBA MOTUAa» U T.4.

CnoBo B paboTe KOMMo3uTopa n AnbpeTTm-
CTa Haj TekcTom onepbl «)KU3Hb 3a Lapsa» Tak-
>K€e BbILWIO Ha HOBbIV YPOBEHb B3aUMOAENCTBUSA
C MY3bIKOW — TOT, KOTOPbIN NOAYYMA LWMPOKYHO
N3BECTHOCTb B CBA3U C TBOpYecTBOM P. BarHepa .
Bot B uem nepseHctBo M. . TAnHKK Ha ypoBHe
cnoBa: «XXu13Hb 3a Lapa» — nepeas pycckas one-
pa, B KOTOpol mekcm aubpemmo poxoeH My3bi-
kol (a He HaobopOT, Kak 0BbLIYHO 3TO AeNanocCh,
Korga My3blka cO3/aBanacb Ha y>e rotoBoe au-
6peTTO0). «M0é 8oobpaxeHue <...> npedynpeduso
npusexHoz20 Hemya, — nucan Muxaun ViBaHo-
BUY, — Kak 66l no soswebHomy delicmauto 80py2
co3dasica naaH yesaol onepel <...>, MHO2Ue MeMbl

3. Mol uMeeM BBUAY «MaTeMaTUUeCKNn» METOZ aHaan3 My3bl-
KaNbHOrO CTUASA, KOTOPbIV Npeg/iaraeT B CBOMX paboTax npo-
deccop PAM um. MHecuHbIx, kaHa. nck. FO. B. Bacunbes [3].

4. BarHep v310XWJ TEOPUIO My3blKaJbHOW ApamMbl B CBOWX pa-
6oTax: «Xys0>KecTBeHHOe npounsseseHune byayuiero» (1851),
«Onepa u gpama» (1851), «Mucbmo k ®. Bunno» (1860).

u daxe nodpobHocmu paspabomku — ece 3mo pa-
30M 8CNbIXHY/10 8 204108 Moeli» [5, c. 64]. My3bl-
Ka «XM3HW 3a Laps» He NopaxkaeT KOMYeCTBOM
NeATMOTMBOB — 3TO NMpaBAa, B UHTOHALMOHHOM
niaHe OHa OPVEHTMPYETCA NPeVMYLLECTBEHHO Ha
6onee kpynHble obpasoBaHuA — Tembl. OfHako,
TemMaTtmyeckas gpamaTyprus onepbl ckaajblBaeTcs
B MPOMW3BOAHOCTM TEM OT F1aBHOW MHTOHALMOHHO-
TemaTmyeckon Mbeicam («Cmpaxa He cmpauwyce!
Cmepmu He 6oroce! Jls2y 3a yaps, 3a Pyce»). B ue-
JIOM TeMaTnyeckune CBA3N onepbl MOXHO paccMa-
TpYBaTb Kak CTyneHb GOPMMUPOBaHMNA My3blKalbHOM
ApaMbl. HanpumMep, TeMbl XOpOB Onepbl — Havalb-
HOro MY>CKOro «B 6ypro 80 2po3y...» n GUHaNbHOro
cMewaHHoro «Ciasecs Omeyecmeo» — cobupa-
tOTCA B LLleHTpe onepsbl, B naptumn VisaHa CycaHuHa
«Cmpaxa He cmpawyce...» B CLLeHe € NoasKammn ns
TpeTbero AencTBna. HekoTopble CLeHbl MOCTPOEHbI
Kak CKBO3Hble, B KOTOPbIX XapaKTepuctmka repo-
eB pOXJaeTcs, OTpaxas Masble ABVXKEHWUA MbICIN.
Hanpumep, naptma AHTOHWAbI B CLUEHE C noasaka-
MW 13 TpeTbero AencTBus, NOAHMMAET Bbipasu-
TenbHble cpeactBa KaBaTnHbl 1 POHAO AHTOHUADI
13 NepBOro AENCTBMA, OTKIMKAACh Ha NepemMeHy
HaCTPOEHMSA TEPOUHM.

Ob6patiM BHMMaHMe Ha To, YTO npouecc pabo-
Tbl HaJ, CNOBOM MpW CO34aHUN AMBpPeTTO onupan-
CA Ha KayecTBO COAep>KaHMA U 3ByYaHUA TekcTa.
Takoro poga TpeboBaTeNbHOCTb JOroe BpemMs He
No3BoJifiIa KOMMNO3UTOPY HaWTn AnbpeTTmcTa. Pac-
NPOCTPaHEHHbIM B MYy3blKOBEAEHUWN B3rNS40M Ha
noaTmnyeckoe TBopUecTBo bapoHa Eropa ®epopo-
BMYa GoH Po3seHa, cTaBLLero NMH6PeTTMCTOM Onepsbl,
CHUCXoAnTeNbHOE. [leNcTBUTENbHO, 3aHUMaTLCS BCe-
pbe3 NMBbpPeTTo He CTann NpPU3HaHHbIE NO3ThI, CO-
BpeMeHHukn M. V. TavHkn, a E. ®. doH PoseH npwm
noaaep>xke H. B. KykonbHMKa BbINOJHWA NOCTaB-
NeHHble 3agaun, TpeboBaBLUMe B3aUMOAENCTBMSA
CNI0Ba C My3bIKOW. VI3BeCTHO pacxoxee TpeboBa-
HMe NPOCTOTbI W, BMECTE C TeM, 06pa3HOCTM NO33uK,
npegHasHaueHHON 415 My3blKaJbHOW MHTepnpe-
Tauumn. Ha Haw B3rasg, 3to TpeboBaHne abcontoT-
HO BbINOJIHEHO B nbpeTTO. MNpUBesemM B npumep
HacTopaXKMBaroLLyHO UCCaef0BaTENEN, HO OT 3TOTO
He TepsAoLEen CBOe TOYHOCTU 1N PACNONOXEHHO-
CTU K My3blKaJlbHOMY PeLLEHMIO, HaYabHYtO Gpasy
KBapTeTa M3 TPeTbero AencTBus: «He po3aH B caay,
B oropoge! LiBeTét AHTOHUAA B Hapoge...». [ToM1mo
aNar3UN Ha HapOAHOe «BO Cafy-/v, B OTOPOAE...»,
34eCb YANBUTENbHO NMPOCTO M 3BYYHO «CXBAYEHO»
cornacue HapoOHO020 — e8aH2e/1bCKOMY «AKO Pu-
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HUKC npoygen...» > — TaK roBopsT, Korjaa noguep-
KMBAOT MPONCXOXAEHME MPOCNaBAAEMOro CBATOrO
OT NpaBefHbIX poAnTeneln nan pogaa. «Llgemerue»
AHTOHWABI yCBaMBaeTCsA PyCcCKOMY Hapoay, KOTo-
POMY OHa M MPUHaANEXMUT.

C TOUKM 3peHUsA TEXHWNKM «MOATEKCTOBKN» MeENo-
Avn obpaluaet Ha cebs BHUMaHWe TakoKe ApamaTtypris
OrN1IaCoBKW TeKCTa B COJbHbIX NapTuax. Jinbpertmcry
yAaeTcs no TpeboBaHMI0 KOMMNO3UTOPa, KOTOPbIN, Ha-
MOMHUM, Bbla1 MPeKpacHbIM BOKa/bHbIM NeAarorom,
caenatb neHve yaobHbIM AN UCNONHWUTENS, @, 3Ha-
UmnT: ronoc byaet BeNNKONEMNHO, ECTECTBEHHO 3BYy4aTb!
BcnoMHuM, HanpuMep, Kakoe cknaAblBaeTca Herpe-
KNOHHOE cmosHUe H6aca Ha eAMHCTBEHHOM YAapHOM
3ByKe «a», 0bpasyroLlemM CKpbITOe roN0CoBEAEHME,
puUTOpUYEeCcKyto TeMy KpecTa B MeJoANN Ha CNOBa
«CbIrpanTe Bawy ceaabby 6e3 MeHs...» U3 TPETbErO
AencTBMA. A BOKPYT 3TOrO «G» — U HUXXHUE, N BEPXHME
TOHbI PacKpbIBarOT BCE BOosbLIee cMAMeHUe B CUTY-
aumm, B KOTOpoW noetcs TekcT: CycaHuH npoLaeT-
CA C JOMEPDLIO, OH YXOAMUT «yKa3aTb NossikaM AOpory
K LLapto». AHTOHMAA ByKBaNbHO M1ayeT B HUCXOAALLMX
¢dpaszax, npuweawmnx 13 KaBatrHbl NepBOro Aencremns,
TOJIbKO OHW «OYMLLEHBI» OT «MaCTYLLECKU»-UHCTPY-
MeHTa/IbHbIX KoaebaHWii 1 3ByYaT KpaTKoO U HacToM-
UMBO B CBOEM HE3bICKYCHOM «CbpacbiBaHMM». ITO,
Ka3asocb Obl, MPUEM HapPOAHOro MeHus, HO Bblde-
JUTb €ro N3 POMaHCOBO-PEYNTATUBHOW MNaAUTPbI 3BY-
YaHWA HEBO3MOXHO!

Ha apame (peiictBun) B onepe «XXKM3Hb 3a
Laps» ocTaHoBMMCS noapobHee. M. . TnnHka 06-
PaTUACA K CHOXETY, Y>Ke N3BeCTHOMY 1 MpeAcTaB-
NEHHOMY Ha pYCCKOW onepHow cueHe. B 1815 rogy
B bosbwom Teatpe CaHkT-leTepbypra cocTosnach
npemMbepa onepsbl «MBaH CycaHnH» Ha AMbpeTTO
PyKOBOAUTENA pernepTyapHOM YacTu umnepaTop-
CKMX TeaTpoB, kHA3s A. A. LLlaxoBCKOro ¢ My3biKoi
KOMMO3UTOpa 1 AnpuKepa MMNepaTopckmx Tea-
TpoB K. A. KaBoca. M. U. TanHke mbicab 06 VBa-
He CycaHWHe, B KayecTBe repos 3aflyMaHHON UM
«pycckol onepbi», npeanoxua B. A. XKykoBcknii:
«Ko20a s u3vsasua C80E XenaHue NPUHAMbBCA 3a
pYCCKyto onepy, — u4uTaeM B «3anunckax» Muxan-
na MieaHoBunua, — Xykosckuli uckpeHHo 0006pun
Moe HamepeHue U NpedoxXua MHe croxem «Mea-
Ha CycaHuHa». CyeHa 8 siecy 271y60Ko 8pe3anace
8 MOéM 8o0bpaxkeHUU; 1 Haxo0us 8 [Hell] MHO20
OpU2UHA/IbHO20, XapaKMepHO pycckozo...» [5, c. 64].
Mcxopa w3 ckasaHHoro, onepa Waxosckoro n Ka-

5. «[lpasedHuk siko puHUKC npoysemem: ko kedp, uxe 8 /u-
saHe, ymHoxumca» (Mc. 91:13) [12].
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BOCa He paccMaTtpmBanach [MHKOM 1 XKyKoBCKMM,
Kak «pycckas». Yto xe B Hel bbli1o He Tak?
Mpexae BCero, 3aecb cnefyer ckasaTb O XKaH-
pe. Onepa «MBaH CycaHunH» Bblna onpegeneHa
NMBpPeTTUCTOM, KakK aHeKAOoTMYeCKasn, TO eCTb KO-
medus. Onepa M. V. TANHKN ABASETCA HECOMHEHHO
mpazedueli n, 6onee TOro, Tpareaneln c UHOM, No
CPaBHEHUIO C eBPOMENCKON TpaguLmen, ceepx3asa-
yen 8. dTa «cBepx3agaya», Ha Hall B3rnsag, cOCTonT
B KaTexmsaLuu caylatens, To ecTb B ero npocee-
LLeHNM eBaHreNbCKoW UCTMHOW 7. B TO Bpems, kak
eBponenckas onepa, BbIpocCLllas U3 HacaeAHULbI
CBALLLEHHOAENCTBUA — ApPEBHErpeyeckor Tpare-
Ann, B6bla «BO3pOXKAEHa» HEOOXOANMMOCTLIO Ha-
NOAHNTb NepexuBaHnAMM adPeKTOB (CTpacTen)
>XM3Hb BepyoLWmMx B NnpoTecTHoe HoBoe Bpewms.
B ueM >xe BbIpa3nnocb 310 HeobblYHOE ANA CBET-
CKOTO XaHpa ABJeHne — «KaTexmsaumsa» cayLla-
Tena? CpaBHWUM cBepx3agaum onepbl M. V. TanHkn
«Kun3Hb 3a uapa» n K. A.Kasoca «MBaH CycaHunH»,
KOTOpble POPMUPYHOTCA B CIOBECHbIX, MYy3blKab-
HbIX 1 AEACTBEHHbIX XapaKTepuUCTMKax NepCoHaXxen.
B TabavLe BbINMCaHbl UMEHa BCeX PyCcCKUX repo-
€B Oonepbl B TON Xe NoC/ief0BaTeNbHOCTH, YTO B In-
6petTo (Tabavua 1). ObpaTM BHUMaHWE, YTO NUMA
cbiHa CycaHuHa y M. U. TanHkn noBTOpAeT nMma oTua
(B oTmume ot inbpetTo A. A. LLlaxoBckoro, B KOTO-
POM Masibumka 30BYT Anekcen). ITO NokKa3bliBaeT
06LLHOCTb, MPEeeMCTBEHHOCTb MOKOJIEHWU Aaxke Ha
ypOBHe nmMeHoBaHuA repoes B onepe M. . TanH-
Ku. B nepBoM oyepke paccMoTpum obpas gouepu
MBaHa CycaHuHa, Kak OH CKNajblBaeTca B aHeK0-
Tnyeckor onepe Kasoca (Mawwua) n HapogHown onepe
FAvHKkKn (AHTOHMAR). B ninbpetTto onepel M. W. Thnh-
K UMeHHO AHTOHWAA NOSABAAETCA Ha CLiEHe NepBON
U3 YeTbipex CONMCTOB, MOCAeA0BaTENbHOCTb BCTY-
naeHuna nojyvaetca cnegyrowas: AHToHnaa, Cyca-
HuH, CoBWHUH, BaHs. B anbpetto onepsbl K. A. KaBoca
nopsgok nHon: Mateel, Mawa, CycaHuH, Anekcen.

6. HanomHum, TepMUH «CBepx3agayva» B OTHOLLEHUN TeaTpasib-
HOW gpamatypruv n ncnonxHutenbctea eaegeH K. C. CtaHuc-
naBcknM. «CBepx3afiaya — 3TO «TNaBHas WAeliHas 3ajava,
Lenb, pagn KOTOPOU CO34aéTcs Nbeca, akTEépckunin obpas,
cnekTakab» [6].

7. Katexusauwus Hapsay C pesmrnosHbiM obpasoBaHneM COCTaB-
NAeT NpocBeTuTenbckoe cnyxeHne Liepksn. Katexmsauyms —
3TO cogelicTBre yBepoBaBLieMy B bora uenoseky B co3Ha-
Te/IbHOM W OTBETCTBEHHOM BXOXAEHUM B XM3Hb Llepksu. Pe-
NnrnosHoe obpasoBaHye — 3TO HacTaB/ieHWe NPaBOCNaBHOMO
XPWUCTUAHUHA B UCTUHAX BEPbl Y HPABCTBEHHbIX HOPMaX Xpu-
CTMaHCTBa, NprobLueHme ero k CeaLeHHOMY MncaHuio 1 uep-
KoBHOMY [peAaHuto, B TOM YMCe K JINTYPruyeckom XXN3HU
LlepkBu, kK CBATOOTEYECKOMY MOJIMTBEHHOMY M acKeTUYeCKo-
My onbiTy [10].

«MBan CycannH» (1815),
HapogHas onepa B AByx AencTBusax[7]

«Kun3Hb 3a Lapa» (1836),
Bonblias onepa yeTbipex AeNCTBUAX C SMUAOTOM
[4]

VIBAH CYCAHWH, kpecTbaHMH PomaHOBbIX

MBAH CYCAHWNH, kpecTbaHWH gepeBHU [JOHMMBI

AJIEKCEW, cbiH ero

AHTOHWNAA, ero aoub

MALA, aoub ero

BOr4AH COBVHWH, ee xeHunx

MATBEI7I, XeHux Mawn

BAHA, cupota B some CycaHnHa

Tabauya 1

WNtak, goub MBaHa CycaHmHa. B o6enx onepax
nepcoHa< NOABAAETCA C COAbHbIM HOMEPOM, Tpe-
TbMM MO NOPAAKY OT Hayana onepsbl: Mawa (y Kaso-
ca) noet Apwuito, AHTOHUAA (y FnnHKkKn) — KaBaTuHy
n PoHpo 8.

Apun Mawm (N2 3, KaBoc) npegLuecrsyet BCTy-
nuTenbHbI Xop «He bywylime, sempei byliHble, / He
cHocume sucma xenmoeo /C neca 4acmoao mame-
poeix dy6oe» (N2 1) n KynneTbl C XopoM, 3aneBanol
KOTOpbIX BbiCTynaeT MatBei, xeHux Mawwu. B ero
pacckase o nobese Haj Bparom, 3aMeTUM, HUYero
He yKka3bIBaeT Ha TO, UTo cam MaTBel 6bia1 B OMNOJ-
yenuwn: «Cnasa bozy munocepdomy, / 3eM0 pyccKyro
om 6ed OH cnac. / Cnasa solicky mosodeykomy, /
Tpydeto kpenkoli omcmosno Hac. / Bo3cusio conHye
kpacHoe / Had Mockeoro u3-3a 4epHeix myy» (N2 2).

Apua Mawu noka3sbiBaeT repovHIO B pagocCT-
HOW yCTPEMJIEHHOCTM K CcBafbbe, 6e3 TeHW BHUMa-
HUA K YNOMAHYTbIM MaTBeeM «YepHbIM my4yam»:
«Ckopo, ckopo Mel ¢ moboro / [Mod seHey, moli Opye,
notioém. / U1 e nrobeu o0Hol dywioro / Llomom cras-
HO 3axueém. / XKusy4u ¢ moboro emecme, / bydym
padocme o0He. / Ckosib mel MU ceoeli Hegecme, /
Cmounbko x 6ydewib Mun xeHe.». [locnesHAs MbIC/Ib
ocobeHHO 3aHMMaeT Mally, 1 OHa HeCKo/bKO pa3
yBepeHHo noeTopseT: «Cko/lb mbl MU cgoeli Hege-
cme, / Cmosneko x bydewe mua xxeHe. CmMoJbKo X,
CMoJ1bKO X b6ydewb mus xeHe. Ax!» [7, c. 2-5]. Co-
CPesOTOUEHHOCTb Ha cebe NHBMMON — CBOUX MbIC-
NAX N YyBCTBaX AOBOAAT FrePOUHIO AO YCUIEHHOro
cepauebueHmns, KOTopoe CAbILKTCA U HaM B CrieLm-
anbHOM n306pa3ntenbHOM puTMme 1 dakType op-
kecTpa: «Tak 8 epydu cepdeuko bbemcs, / Ymo He

8. B knaBumpe onepbl M. V. TanHkn «XKn3Hb 3a uapa» 1880 roga
n3aHna ykasaHo: «Apus n PoHgo» — B pyc. Tekcte, «Cavatina
und Rondo Antonida» — B HeM. nepesoge [4].

MOXHO pacckazame <...> /Ymo He MOXHO paccka-
3ame, / Ymo He MOXHO pacckazame» [7, c. 6-7]. Ha-
KOHeL, 6yATo BOObLLe 3abbiBas O XeHuxe, HeBeCTa
npeaenbHo BO3Oy>XaaeTcs KapTUHON cBasebHOro
nMpa, KOTOPbIA COCTOUTCA «y Heé»: «BepHsis mou
nodpyxku, / Bce cocedu, ecs podHs, / Bcs depesHs,
csaxu, Opy>xku / 3anupyrom y meHs» [7, c. 9—13].
Takas Kpenkas, JOMOBUTas XO3AMKa: ...y MeHs...».

XaHpoBas ocHoBa Apun — Noabka, pUTM 1 COo-
NpoBOXJeHWe KOTOPOW ciedyeT 3a OTTeHKaMu
cogepxaHusa. «Ckopo, ckopo Mel ¢ moboro...» Aa-
eTCA B MOArON0COYHOW NeceHHOW GakType v ner-
KO, He 0BbpeMeHNTeNbHO 3BYUUT. «CKOIb Mbl MU
ceoeli Hegecme...» OA€TO B reponyeckume, nayuime
no 3BykaM obpalleHns Tpe3Byuns, BO3rnacbl op-
KecTpa 1 T.4. B uenom nonyyatotcs GpakTypHble
BapuaLmu B XXaHpe NoabKW, KOTOPble NPU HEKO-
TOPOM pa3HOO6pa3mm BCE-TakM HAXOAATCA B paMm-
Kax ogHoro ajpdekra — paf0CTHO repomUecKoro
C raJlJaHTHbIM YKJIOHOM B HapOAHOCTb, Takas
«Heano/nTaHCcKas» NeceHHo-TaHLeBaAbHadA re-
pouka °. B uem xe 3akntoyaetcs 2epousm Mawwn?
OueHnBasn cosepkaHve TekCTa 1 xapakTep My3bl-
KW, MOXHO CAenatb BbIBOJA, YTO — B FOTOBHOCTM
HeBeCTbl COXPaHATb PaAOCTHOE pacnofoXeHune
K XXEHUWXY, KOrga OH cTaHeT ee MyxeM: «Cko/b
mel Mus cgoeli Hegecme, CMOJIbKO X bydewb Mus
JKeHe». B nyulimx TpaguLmax KoMm4eckon onepbl
KaBoc noguepknBaeT MOpaibHY CTOPOHY OTHO-

9. KaHpoBOCTb Hblsia CBOWCTBEHHA HEaMNoOIMTaHCKOW ONepHOM
LIKole, B KOTOpOI chopMUpoBanca CTuab 6apoyHoii onepsl
seria/buffa n k nepsoii uetseptn XVIII Beka pacnpocTpaHui-
cA Ha onepHble Tpaguuum BeHeuunn, PumMa, BeHbl 1 ap. My-
3blKaNbHbIX cToAML, EBponbl. O6 nctopmn v ctune 6apoyHow
onepbl, B TOM YKC/Ie, O HEAMNOANTAaHCKON KOMMO3UTOPCKOWM
wkone cm.: Jlyukep M. B., Cycugko . 1., UtanbaHckas onepa
XVIII Beka [8].
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WweHun B cynpyxectee. OpkecTp pagyeTtca BMecTe
C repoviHen, OoTKpbIBas 1 3aBepluas Apuio 3Byya-
HueMm TyTTU. VITak, pagoctHaa reponka — BOT OC-
HOBHOU addekT 3TON apuu.

KasatnHa u PoHpo AHTOoHMAabI (N2 3 ThnH-
Ka) nocTaB/ieHa Noc/ie ABYX, OTKPbIBAOLLUX ONepy,
XOPOB: MY>CKOrO C MOJIOAELIKOW necHen «B bypro
80 2po3y cokosl no nodHebecbro hpasum MoJ10-
deykuli nyme...» (N2 1) 1 X€HCKOro — € AMpUKO-
naTpuoTMUYeckon necHen «Ha 306 ceoeli podHoli
cmpael 1iemsam eé coiHol...» (N2 2). Nossaaace nocne
NPOTSAXXEHHOrO XOPOBOrO 3BYyYaHMs, CObHbIN HOMepP
0cobeHHO obpalliaeT Ha cebst BHMMaHue. B otanune
ot «MBaHa CycaHnHa» KaBoca, rae B caeayroLmx
APYr 32 4pyromM HOMepax BO3HWKaA CBOEro poaa
Aaunanor xeHuxa (Kynnetol ¢ xopom N2 2) n HeBecThl
(Apusa N2 3), B «XKXn3Hun 3a uapsa» MuHKn BbIxos AH-
TOHWAbI OCBALLLEH Kpackamun oduHoYecmaa. Bmecto
OpPKECTPOBOrO BCTYMNAEHMWSA 34€Ch 3BYYUT OAMHOKMNIM
HaWUrpbILW «MacTyLleckoro poxka» (knapHer). Mo-
XeT HbITb, OH AOHECET BECTb O BO3NO6AEHHOM ApY-
re? MapTus AHTOHWAbI OTKPbLIBAETCS MOBTOPEHNEM
YCAbILLAHHOrO MHCTPYMEHTaNbHOrO Haurpelwa. He
necHs, a Haurpblw. He «nodpyxku, cocedu, Opyx-
KU, poOHSA», @ NoNe, peKa 1 BOJIHbI, OT KOTOPbIX Je-
BYLLIKA X/EeT BeCTOUKMN O XeHuxe: «B nose yucmoe
enaxy, /Boose no peke podHol o4yu depxy, / Bos-
Hbl K HaMm udym, udym, / J/IeOuHbl 2po3Hble nibigym,
naeieym /...» [4, c. 28-29].

OueHb TOUHO NepesaHo My3bIKOW cOCMosHUe
00UHOYeCmMea 2epouUHU, @ 3Ha4YUT ee HaLleNeHHOCTH
Ha Atobumoro bosee, yeM Ha camy cebs. Kak nHa-
ye Bblpa3uTb Nt060Bb AHTOHWUABI K XXEHUXY BOUHY,
0 KOTOPOM HEeW3BEeCTHO faxe TO, UTo OH XmnB? Ka-
Kune TyT MbiCAu O cBagbbe! B pycckom s3bike 3ameuva-
TeNIbHO 0603HaYeHMe NPUHAANEXHOCTU MY>KCKOMY
1 XXEHCKOMY NoJ1y: «No», TO eCTb «MOoNOBUHa» [14].
My>UMHa 1 XeHLIMHa TONbKO BMeCTe CTaHOBATCS
LeblM UAK, Kak TOBOPUTCA B CBATOOTEUECKOM Tpa-
AnLMKN, 06pasyroT «HOB020 Ye/108eKa», a MO OTAE/b-
HOCTM OHW — NOJNIOBUHKMW. AHTOHWAA 3TO YyBCTBYeET
cBOUM NtobAWwmMM cepaLeM, a NuHka 3actaBnset
MOYyBCTBOBATb HAaC: B OANHOKOM NMOBTOPEHUM UH-
CTPYMEHTa/IbHOro HauUrpbILWa, a He B HaNEBHOW ecTe-
CTBEHHOW ANS &@BNYECKOTO UCMOJIHEHWA MENOANY;
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B OJMHOKO 3BYy4alLeM XEHCKOM rosioce 6e3 opke-
CTPOBOrO COMPOBOXAEHUA U Ap.

Ho, kak 310 Bcerga 6biBaet y M. V. TanHkm, obpas
nepcoHaxa popmMmpyeTcs, poxaaeTcs OykBaabHO
«Ha rnasax». /1 Bot yxxe AHTOHMAa HacTpanBaert-
CA Ha CBeT/bI A0OOBHLIA Nlaj poMaHca, U BOT
y>Xe UrpaeT B BECENOM XOPOBOJAE, NEPEXOAALLEM
noyTn 4to B NasAcky. KasatnHa n PoHAO Hanuca-
Hbl B Tpex4acTHon popmMe C ANHAMUKOW XaHPO-
BOro npeobpasoBaHus My3blkK, Kak U3MEHEHME
MblC/Ieli MepcoHaXa, ero CnocobHOCTH YyBCTBO-
BaTb «B AMana3oHe» OT nJjaya Ao nasca. Bot ka-
kas pasHuual Y KaBoca — kpenkas xo3saika Malua
C OCTPO pa3BUTbIM BHUMaHNEM K cebe: «...8 2py-
Ou cepdeyko bbemcs...», «...3anNUPyOM y MeHs...».
MoaBwur eé 3akato4aeTcs B JOCTOMHOW KOMEAUN ro-
TOBHOCTU «MUJI08AMb» MY>Ka, TakXe Kak XeHuxa:
«...6ydewb Mun Hegecme / ...6ydewib MU XeHe...».
My3blka Mawun — dakTypHble Bapuvaumm BO BMOA-
He cebe eBpONenCcKOn CTUANCTUKE, HE BbIXOAALLEN
3a pamMKK O4HOro >XaHpa — noJsbku. Kak oH cBsizaH
C pyccKoW reponHein? Yepes ceeTckoe apuctokpa-
TUYECKYH NPUBEPXXEHHOCTb K MoAbkaM Ha Banax.
O6pa3 Mawwn — B3raag Ha Poccuto ns banbHom
3anbl [MeTepbypra. Y [MnHKM — He 3HalowWas Kysa
ceba feTb OT OTCYTCTBMA pAAOM AtobumMoro, AH-
TOHMJAa, KOTopas, XOTb U NPUXOANUT B COCTOSAHME
030pCTBa B MeuTax o cBaabbe K KoHLy PoHpao0, HO
NyTb K 3TOMY Ha4MHaeTCca ¢ Niayda — He o cebe,
a o0 HeM. [lymaTb O ApYyromM TakXe, Kak O CamMoW
cebe n gaxe 6oblle — BOT B YUEM repon3m AHTO-
HMAbl. OH BblpacTaeT He 13 XXUTEUCKO Mopanuy,
CBA3aHHOWV C BbIroA0oM Anda cebs, HO U3 eBaHreb-
CKOW UCTUHBI. «3anosedb HoBYro 0ar0 8aM: Jt0-
6ume Opye dpyea» [NH. 13:34], — cka3zan Xpuctoc
noaam Hoeoro 3aBeTta, — «803/1H06U 6/1UXHE20
ceoeeo, kak camozo cebs» [Mk. 12:31]. B ncnon-
HEeHWW 3ToM 3anoBean 1 nokasbieaeT M. V. TanHka
CBOIO repOVHI0. AHTOHMAA OTKPbIBAETCA CAyLLATENHO
B OXWUAAHUMN XEHUXa, Y HEE U CBOUX MEJOANN-TO
B Hauasie HET, TOJIbKO AOHOCALLUMIACA n3janeka 3ByK
pO>KKa, KOTOPbI OHa MOBTOPAET B HajexJae yc-
NblWaTh, NPOYNTaTh «MO rybaM» Haurpsbllla BeCTb
0 BO3/t06EHHOM Apyre.
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PROVINCE. 1830S BY MSTISLAV DOBUZHINSKY:
ARTISTIC AND LITERARY SOURCES

Summary: The article is the first to provide a com-
parative analysis of historian Sergei Knyazkov's text
The Town in the Nikolaevan Era and Mstislav Dobu-
zhinsky's watercolour Province. 1830s, which was cre-
ated to accompany the text in a table. Sets of such
tables-manuals on Russian history for schools were
published by J. Knebel. It was established that Dobu-
zhinsky presented only the most characteristic features
of the town from the text, such as a sleepy policeman.
It was determined that the artist’s childhood memo-
ries of the summer months he had spent in Novgorod
played a more important role in creating the image
of a Russian provincial town. Moreover, it was de-
termined that Dobuzhinsky used the sculpture Play-
ing Knucklebones by N. Pimenov, the woodcut Cats as
the Fifty-three Stations of the Tokaidd by Kuniyoshi,

Mstislav Dobuzhinsky's watercolour Province. 1830s
(the State Russian Museum, 1907-1909) has long been
recognised as one of the artist's most significant works.
The few researchers who turned to the master’s lega-
cy in the 1970s and 1980s laid the foundation for its
study and made important observations about this
work. Here, first of all, it is necessary to mention the
book by N.Lapshina, The World of Art. Essays on His-
tory and Creative Practice, the first large-scale study of
the history of the association and the work of its par-
ticipants. Lapshina drew attention to the vivid image-
ry of the watercolour Province. 1830s and its author’s
"subtle stylism” . G. Chugunoyv, the largest research-
er of M. Dobuzhinsky's work, noted that the water-
colour was the master’s first historical composition?.

1. Lapshina N.P. The World of Art. Essays on History and Creative
Practice. 1977. Moscow: Iskusstvo, p. 288.

2. Chugunov G.I. Mstislav Valerianovich Dobuzhinsky. 1875-
1957. 1984. Leningrad: Artist of the RSFSR, p. 53.
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the etching View of Amsterdam from the North-West
by Rembrandt, and the painting The Rooks Have Re-
turned by A.Savrasov as artistic sources in order to
embody this image.

The author came to the conclusion that various
sources, especially artistic ones, were necessary for the
master to create a collective and vivid image of a Rus-
sian provincial town of the first third of the 19th cen-
tury. In addition, the author put forward a hypothesis
that the use of Russian masters’ famous works as sourc-
es, Nikolai Pimenov's sculpture and Alexei Savrasov's
painting, was due to the educational objectives that
Dobuzhinsky additionally introduced into the water-
colour Province. 1830s.

Keywords: M. Dobuzhinsky, N. Pimenov, Kuniyoshi, Rem-
brandt, A. Savrasov

A.Gusarova drew attention to the significance of de-
tail in this work3. However, the question of the sourc-
es used in the creation of this watercolour has still not
attracted attention.

The street from the watercolour Province. 1830s
echoes Dobuzhinsky’'s memories of the summer
months in Novgorod, which he spent as a child
with his maternal grandparents: “Our Prusskaya
Street was quiet and sleepy; roosters crowed, dogs
barked lazily, <...>. Almost all the houses were
wooden and alternated with fences with wide gaps,
along which ‘sidewalks’, rotten boards overgrown
with grass and nettles, stretched <...>. This village
place on the street was the arena of our children'’s
games <..>. We played lapta, and, when | was

3. Mstislav Dobuzhinsky. Painting. Graphics. Theatre. 1982.
Author of the text and compiler, A. Gusarova. Moscow:
Izobrazitelnoye iskusstvo, p. 25.

Dobuzhinsky M.V.
Provinces. 1830s. 1907 — 1909. Paper, watercolor, gouache. 60 x 83.5 cm. State Russian Museum. Inv. No. 13576
Source: Chugunov G.I. Mstislav Valerianovich Dobuzhinsky. 1875 — 1957. L.: Artist of the RSFSR, 1984. P59

younger, knucklebones, stick-knock, and other chil-
dren’s games”4.

In the watercolour Province. 1830s, the figure of
one of the boys playing knucklebones, like Dobuzhin-
sky in childhood, repeats Nikolai Pimenov's famous
sculpture Playing Knucklebones (plaster, the State
Russian Museum, 1836), to which Alexander Push-
kin dedicated the poem “To the Statue of a Knuck-
lebone Player”, written in the same year. There is
no doubt that Dobuzhinsky, who turned to Push-
kin's legacy throughout his entire creative career,
was familiar with these works.

The right part of the watercolour background is
occupied by an image of stone shopping arcades,
the model for which was the Nikolsky Market in
St. Petersburg, an architectural monument built in
1788-1789; it was also one of the "heroes” of the
watercolour Old Nikolsky Market by Evgeny Lancer-
ay (the State Tretyakov Gallery, 1901), Dobuzhin-
sky's comrade in the World of Art association. In his
watercolour, Dobuzhinsky placed silhouette draw-
ings of black and white cats walking towards each

4. Dobuzhinsky M.V.Memories. 1987. Moscow: Nauka, p. 44.

other on the roof of the stone market. This com-
position goes back to the colour woodcut, Cats as
the Fifty-three Stations of the Tokaidé (1847)°, by
Kuniyoshi, a Japanese master of the ukiyo-e school.
Its appearance is not surprising, since Dobuzhin-
sky was not only interested in Japanese prints but
also collected works of this art.

In the watercolour Province. 1830s, in the back-
ground behind the shopping arcades, one can see
free space right up to the horizon. A complex of
churches and a bell tower surrounded by a stone
fence, probably a monastery, are depicted there. Per-
haps it is the Desyatinny Monastery, which Dobu-
zhinsky visited more than once in his childhood?; in
its image, the characteristic features of the powerful,
solid, and laconic architecture of Ancient Novgo-
rod are recognisable.

Along with the churches, a number of windmills
are also depicted on the horizon. They were rare
in Russia; however, a landscape with a distant view

5. Zavyalova A.E. Early Work of Mstislav Dobuzhinsky and Art
Nouveau Magazine Graphics. 2022. // Observatory of Culture,
Vol. 19, No. 3, p. 298.

6. Dobuzhinsky M. V. Memories. 1987. Moscow: Nauka, p. 45.
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of a windmill, View of Amsterdam from the North-
West (c. 1640), is among Rembrandt's etchings.
Dobuzhinsky included the landscape with a wind-
mill and the spire of the town hall from this etch-
ing in the illustration /n the Carriage for Pushkin’s
story "The Stationmaster” in 19057, that is, just two
years before he began working on the watercol-
our. As with the illustration, there was no reason
other than the artist’s desire to depict a landscape
with a windmill in it. Now, it can be said that the
Rembrandt-like view of windmills on the horizon
was of interest to Dobuzhinsky personally, and this
served as the main reason for the appearance of
this motif in his works.

In the watercolour Province. 1830s, the action
takes place in the summer, as evidenced by thick
green grass, light dresses of the women, and a but-
terfly on the milepost. At the same time, the trees
in the background on the left side of the image
are bare, and birds’ nests are clearly visible on
them. This detail goes back to the famous painting
by Alexei Savrasov, The Rooks Have Returned (the
State Tretyakov Gallery, 1871), the special poetic
nature of which was described by Alexander Be-
nois in the early 1900s® However, here a natural
question arises about the reasons for the appear-
ance of this detail in Dobuzhinsky’s watercolour.
It can be assumed that it was purely artistic in na-
ture, since the drawing of bare branches softens
the sharp transition from the roofs of houses to
the greyish sky. The same function is performed
by the image of a whole flock of black birds, which
have been scared away by a black cat on the ridge
of the market roof.

The subjects for the paintings, as well as the
accompanying texts, were chosen by historian
Sergei Knyazkov. In the text that accompanies
the drawing, The Town in the Nikolaevan Era (the
watercolour Province. 1830s was published un-
der this title), he described the contents of the

7. Zavyalova A. E. "Works of A.Pushkin in the Graphics of
M. Dobuzhinsky”. 2018. // Observatory of Culture, Vol. 15,
No. 5, p. 587.

8. Benois A.N.History of Russian Painting in the 19* Century.
1902. St. Petersburg: Znanie, p. 210.
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table in detail: “The painting depicts a square of
a medium-sized city of the time when Pavel Iva-
novich Chichikov's carriage drove into one of
these cities”®. It is followed by a historical essay
on the emergence and development of cities in
the Russian state; the essay ends at the time of
Emperor Nicholas I's reign: “The majority of city
revenues went to the maintenance of places and
salaries for public administration officials, pri-
marily police officers, then to the maintenance
of barracks, guardhouses, prisons, stables, rid-
ing arenas, barriers, etc. More than two-thirds of
city revenues went to covering needs that can-
not really be called city needs <...>. It is not sur-
prising that the general impression of a Russian
city of the Nikolaevan times was extremely sad.
It was something that was soundly asleep and
motionless, where people were still moving, and
a policeman with his guards, who also were not
distinguished by a special ability to stay awake,
reigned above everything” .

Comparing Knyazkov's concept with Dobuzhin-
sky's watercolour, it is easy to notice that the artist,
having depicted the “iconic” details from the text,
created his own image of the province, sweet and
with good humour. He conveyed the “sleepy prov-
ince” in the figure of a dozing elderly guard, near
whom the boys drew a man on the guard post, and
a butterfly sat down to rest.

The variety of artistic sources reflected in the wa-
tercolour Province. 1830s explains the task of pre-
senting a collective and visual image of a Russian
provincial town. This task is due to the education-
al purpose of the watercolour, which was created
as a table on Russian history for sets issued by the
Moscow publishing house of Jos eph Knebel', that
is, as a visual teaching aid. In this case, recognis-
ing popular works of Russian masters in the table
could have been included by the artist in the edu-
cational task of the watercolour.

9. Paintings on Russian history, published under the general
editorship [and explanatory text] of S. Knyazkov: Explanatory
text to the painting. No. 47, M. Dobuzhinsky, The Town in the
Nikolaevan Era. 1908. Moscow: Grossman and Knebel, p. 1.

10. Paintings on Russian history, published under the general
editorship [and explanatory text] of S. Knyazkov: Explanatory
text to the painting. No. 47, M. Dobuzhinsky, The Town in the
Nikolaevan Era. 1908. Moscow: Grossman and Knebel, p. 12.

11. Paintings on Russian history, published under the general
editorship [and explanatory text] of S. Knyazkov: Explanatory
text to the painting. No. 1. 1908-1913. Moscow: Grossman
and Knebel.
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AHHa EBreHbeBHa 3aBbsAsiOBa

Beaywinin HayuHbI COTPYAHUK

KaHangpaT nckycctBoBeseHuma

HWW teopumn n nctopum nsobpasmtenbHbix nckyccts PAX
OTaen pycckoro nckyccraa

MockBa, Poccus

«[MPOBHUWMA. 1830-E rOAbl» MCTUCJTABA
AOBYXMNHCKOTO: XYAOXECTBEHHbIE
N TNTEPATYPHBIE MCTOYHWMKWN

AHHOMayus: B cTaTbe BNepBble NPoBejeH CPaBHUTE b-
HbIli aHanm3 TekcTa nctopmka Cepres KHasbkoBa «opog,
B Hukonaesckoe Bpems» 1 akBapenn Mctucnasa Joby-
XuHckoro «MposnHUKMA. 1830-e roabl», koTopas Hbina Bbi-
noJiHeHa A8 COMPOBOXAEHWA 3TOro TekcTa B Tabauue.
KoMnnekTbl Takvx Tabauy, — nocobuin no pycckon ncto-
pvKn a8 WKoA, Bbixoauam B ngatenscree V. Knebens. Boi-
ABJIEHO, UTO [JOBYXXMHCKMIA BOCNPOW3BEN TOJIbKO CaMble
XapaKTepHble YepTbl FopoAa U3 TEKCTa, Takue Kak COHHbIN
6yf0UHMK. YCTaHOBAEHO, UTO BOs1ee BaXKHYO POJib B CO3-
JaHnun obpasza pycckoro MPOBUHLMAaAbLHOTO ropoja chirpa-
N eTCKMe BOCMOMMHAHMNA XyJOXHMKa O IETHMX MecALax,
KoTopble OH Nposoaun B Hoeropoge. Takxxe ycTaHOBAEHO,
YTO A/ BOMOLLLEHUSA 3TOro obpasa Joby>MHCKUIA NpuB-
NEK B KauecTBe XyA0XeCTBeHHbIX MICTOUHMKOB CKYAbMTYpYy
H.MumeHoBa «Mrpatowmin B 6abku», rpaBropy Ha sepese

AkBapenb Mctncnasa Jo6yXmHcKoro «MpoBrHLMS.
1830-e roabi» (1907-1909, 'PM) saBHO Npw3HaHa oa-
HMM M3 CaMblX 3HAUMMbIX MPON3BEAEHWIN XyJOXKHMKA.
HemHorouncneHHble nccnegosateny, obpatmsLLneCs
K Hacneguto Mactepa B 1970-80-e roabl, 3an0Xuam
OCHOBY €r0 U3yYeHWs, 1 caenanm BaxkHble Habatoge-
HVs 06 3TOM Npou3BeAeHNI. 3aech, Npex/e BCe, HyX-
HO Ha3BaTb kHury H.T. /lanwuHon «Mup nckyccTBa.
Ouepkm NCTOPUM 1 TBOPUECKOW MPaKTUKM» — MepBoe
MacLiTabHoe nccnesoBaHe NCTOPUM 06beEANHEHUS
1 TBOPYECTBA €ro y4acTHWMKOB. JlanwunHa obpatuna
BHMMaHWe Ha ApKyto 0b6pasHOCTb akBapenu «[poBuH-
ums. 1830-e roabl» N «TOHKWI CTUAN3M» ee aBTopa .
I. . YyryHoB, KpynHehLwmnii nccnesoBatenb TBOPUECTBA
M. B. 106y>KMHCKOrO, OTMETUJ, UTO akBapenb — nep-

1. JlanwuHa H.I1. «<Mup nckycctea». Ouepku nctopumn n TBOp-
yeckow npakTuku. M.: ickyccteo, 1977. C. 288
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KyHnécu «Kowku, nsobpaxatowme 53 craHumm Tokango»,
odopt PembpaHaTa «Bua AmctepsamMa c ceBepo-3anaga»,
kapTuHy A. CaBpacoBa «[paun npunetenm».

Asmop npuiLen K BbiIBOZY, YTO pa3HOObpasHble NCTou-
HWKM, OCOBEHHO XYA0XeCTBEHHbIE, HblNN HEOHXOANMBI
MacTepy A/a co3faHmsa cobupaTtenbHOro n apkoro ob6-
pasa pycckoro nNpoBMHLMaIBHOIO Fropoja NepBow Tpe-
1 XIX Beka. Kpome T0ro, aBTOp BbIABUHYA rMNOTE3Y,
4YTO NpuBAEYEHME B KaYeCcTBe NCTOYHNKOB N3BECTHbIX
Npouv3BeAeHUI PYCCKUX MacTepPOB: CKybnTypa Huko-
nas NMumeHoBa n kapTuHa Anekces CaBpacoBa, 66110
obycnoBneHo obpasoBaTesibHbIMU 3a4a4aMu, KOTOpble
JoBYy>XXNHCKNIA LONONHUTENBHO BHEC B akBapesb «[1po-
BUHLMSA. 1830-e rogbl».

Kntoueswie cnosa: M. B. lobyxuHckul, H. C. MNumeHos,
KyHuécu, PembpaHom, A. K. Caspacos

Basi UcTopuyeckas komnosuums mactepa?. A.M.Myca-
poBa obpaTtuia BHUMaHME Ha BaxKHYH poJib AeTanu
B 3TOM npowu3BeseH nuns. TeM He MeHee, Bonpoc 06
NCTOUYHMKAX, 3aZeNCTBOBAHHbIX MPW CO34aHUN 3TOM
aKBapesv, BCe eLlle He NMPVB/eKas BHUMaHMSI.
Ynvua un3 akBapenun «posuHuus. 1830-e rogbi»
nepekanKaeTcs ¢ BOCMOMUHaHMAMU [ O6Y>XMHCKOTo
0 NleTHMX MecsLax B HoBropoae, KoTopble OH pebéH-
KOM MPOBOANA Y AeAyLLKM 1 6abYLLIKW MO MaTePUHCKOW
NHKUK: «Ha Hawwe Mpycckol yauLe Bbiio TUXO U COH-
HO, pacreBanu NeTyxw, JEHWBO fasan cobaku, <...>
JomMyky nouT Bce Bblan AepeBsHHbIE U YepesoBa-
ek € 3abopamu € LUMPOKMMU WENSMU, BAOb KO-

2. HYyeyHos I M. MctucnaB BanepvaHosuy Jo6y>xnHckuid. 1875
1957. J1.: XypoxHuk PCOCP, 1984. C. 53

3. Mctucnas [obyxunHckunin. Xusonuck. [paduka. Teatp /aB-
Top TekcTa u coct. A. . l'ycapoBa. M.: 3o6pasnTenbHoe mc-
kyccteo, 1982. C. 25

TOPbIX TAHYAUCL “TPOTyapbl” — W3rHMBLLNE JOCKH,
MOPOCLLME TPABOW U KPanmBoOM <...> ITO AePEBEHCKOE
MEeCTO yAuLbl 6bI10 apeHOM HaLLIWX AETCKUX UTP <...>
Wrpanu v B nanty, a korga s 6611 MeHblue, B 6abky,
B MaNouKy-nocTyKaaouky v Apyrune feTckue urpbi»*.

B akBapenun «MposuHuua. 1830-e rogbl» dury-
pa OZHOro 13 Maib4YMKOB, UrpatoLwmux B 6abku, kak
1 JOoBYXNHCKNIA B JeTCTBE, NOBTOPSAET 3HAMEHU-
Tyto ckynbnTypy Hukonas MNumeHoBa «Mrpatowmii
B 6abkm» (1836, runc, FPM), koTopon AnekcaHap
MyLWKWH MOCBATUA B TOM Xe rody HanvcaHHoe
cTuxoTBOpeHue «Ha cTaTyto urpatowero B 6ab-
kn». COMHeBaTbCs B 3HakoMcTBe [J0BYy>XKMHCKOrO,
obpalyaBLieroca Kk Hacneauto lNMyLwKnHa Ha Npo-
TAXEHUWN BCEro TBOPYECKOro NyTu, € 3TUMU MpPO-
N3BEAEHUAMU HE NMPUXOAUTCS.

MpaByto yacTb 3ajHero niaHa akBapenu 3a-
HMMaeT m3obpaxeHne KaMeHHbIX TOProBbIX
pPAAOB, MOAENbIO A1 KOTOPbIX NOCAyXua Hu-
KONIbCKUI pbIHOK B lNeTepbypre — naMaTHUK ap-
xuTekTypbl 1788-1789 rosoB NoCTpomnKkM, OAWH
n3 «repoes» akBapean «Ctapbll HUKONbCKUIA
pblHOK» paboTbl EBreHunsa JlaHcepe (1901, I'TT),
ToBapwuLLa Joby>XXmMHCKOro no obbeanHeHnto «Mup
nckycctea». Joby>XMHCKWI Ha Kpbllle KaMeHHOro
pbIHKa B CBOEW akBapesivi MOMECTUA CUAY3THbIE pU-
CYHKM YepHOro 1 6en0ro KOToB (MW KOLLEK), MAYLLINX
HaBCTpeuy ApYr K Apyry. 3Ta KOMMO3MLUUS BOCXOANT
K LBETHOW rpaBrope Ha AepeBe SNOHCKOro MacTe-
pa wKonbl Ykné-3 KyHnécum «Kolku, npeacrasasto-
wme 53 ctaHumm Tokarngo» (1847)°. B ee nosiBneHnn
HeT HMYero YAMBUTENbHOTO, Tak KakK Joby>XnHckui
He TOJIbKO MHTepPEecoBasCs AMOHCKOM rPaBrOPOM, HO
1 KONNEKLMOHMPOBa NPOU3BEAEHNS 3TOTO UCKYCCTBA.

Ha 3agHeM nnaHe, 3a TOProBbIMK pAjamMn B akBa-
pean «[poBuHLmA. 1830-e rogbl» MOXHO BUAETb MPO-
CTPaHCTBO, CBOOOAHOE BMAOTb A0 JIMHUN FOPU3OHTA.
Ha Hem 1306paxéH KomMnaekc 13 LiepKBen 1 Kono-
KOJIbHW, OBHECEHHbIX KAMEHHOW OrpajoN, BEPOSTHO,
MOHaCTbIpb. BO3MOXHO, 3T0 [leCATUHHbBIV MOHACTbIPb,
B KoTopoM [lo6y>KMHCKWIA He pa3 bbiBan B AeTCTBES,
B €ro n306paxkeHnn y3HaroTCA XapakTepHble YepThl
MOLLHOW, OCHOBATE/IbHOWN 1N NTAKOHWUHOMN apXUTEKTY-
pbl [peBHero Hosropoga.

Hapsgy ¢ LepKkBAMM Ha IMHKUM TOPU30HTA TakxKe
N306paxKéH Lesblil psaj BETPsHbIX MenbHUL. OHK
peAKo BCTpeyanucb B Poccun, HO nersax ¢ gané-

4. JobyxuHckuli M. B. BocnomuHanus. M.: Hayka, 1987. C. 44

5. 3asbsnosa A. E. PaHHee TBopyecTBO McTucnaBa [o6yxuH-
CKOTrO 1 XypHasbHas rpaduka roreHactmns // ObcepsaTo-
pusa KynbTypbl. 2022. T. 19, N2 3, c. 298

6. JobyxuHckuli M. B.BocnomuHanus. M.: Hayka, 1987. C. 45

KM BUAOM Ha BeTpsK «Bua AMctepsama ¢ cesepo-
3anaga» (ok.1640) ecTb cpean opopToB PembpaHaTa.
Mel3ax U3 3TOro NCTa C BETPSAHOU MeNbHULEN
v wnuaem patywn Joby>KMHCKMIA MOMECTUA B U-
noctpaunn «B kapete» k nosectu MNywknHa «CraH-
LUMOHHbBIV cmoTpuTenb» B 1905 rogy’, To ecTb Bcero
ABYMs rofamu paHee Hadana paboTbl Haj akBape-
Nbto. B Hel, Kak 1 B MANOCTPALMW, HAKAKUX MPUYNH,
KpoMe >efaHua XyA0XHUKa, n3obpaxkate nemnsax
C BETPAHON MeNbHUL el He 6bi10. Tenepb MOXHO
YTBEPXKAATb, UTO «PeMOPaHATOBCKUIA» BUA BETPSAHbIX
MeJIbHWL, Ha FOPU30HTE Bbln MHTepeceH [ob6y>KMH-
CKOMY JINYHO, M 3TO NOCAY>KWAO FaBHON NPUUYMHON
nosAB/IeHNsA AaHHOrO MOTMBA B €r0 NPOW3BEAEHMSAX.

[Jewncteune B akBapenm «MposuHums. 1830-e rogbl»
NPOUCXOAMNT JIETOM, O YEM CBUAETENbCTBYHOT ryCTas
3e/18Has TpaBa, NErkmne naatbs XeHLmH, 6babouka Ha
BepcToBOM cToNbe. B TO e Bpems, AepeBbs Ha 3a-
AHeM nnaHe B JIEBOW 4acTh n306paxKeHns CToAT ro-
Nble, N Ha HWX XOPOLLIO 3aMeTHbI MTNYbM THe3aa. JTa
JeTa/lb BOCXOAMWT K 3HaMeHUToN kapTuHe Anekces CaB-
pacoBa «[paun npunetenn» (1871, I'l), ocobeHHyro
MO3TMYHOCTbL KOTOPOW onuncan AnekcaHap beHya B ca-
Mom Hauane 1900-x rogosé. OaHako 34eCb BO3HMKA-
€T 3aKOHOMEpPHbIV BOMPOC O NPUYMHaX NOABAEHMUS
JaHHOM aeTann B akBapenn Joby>kmHckoro. Mox-
HO NMPeANONOXKUTb, UTO OHA HOCWAA UCKNHOUMTENBHO
XyZLOXKECTBEHHbIN XapakTep, Tak Kak PUCYHOK roJbIX
BETBEN CMArYaeT Pe3KMIA NEPEXOA OT KpbiLl JOMOB
K cepoBaToMy Heby. Ty xe QyHKLMIO BbINOAHAET 130-
BpakeHme Lenoi ctam YEpHbIX NTULL, KOTOPbIX BCAYT-
HY/1 UEPHBIW KOT Ha rpebHe KpbILW pbiHKa.

BbIbop COXXETOB ANsl KAPTUH, @ TakKe COMpoBO-
AUTeNbHblE TEKCTbI K HUM Bblv cAenaHbl UCTOPUKOM
Cepreem KHs3bKOBbIM. B TekcTe, KOTOPbI CONPOBO-
Xpaet pucyHok «[opog B Hukonaesckoe Bpema» —
MOZ TakMM Ha3BaHWeM bblia onybankoBaHa akBapesib
«[posmHUMA. 1830-e roabl», OH NogpPobHO onucan
copepxaHue Tabamupl: «Ha kapTuHe nsobpakeHa
naoLlajb roposa CpesHen BeNNUNHbI TEX BPEMEH,
KOrza B OAMH 13 TaknX ropOAOB Bbexana bpuuka Mas-
na VeaHoBuua YunumnkoBa»®. lanee cnepyet nctopu-
YeCckMin ouepk BO3HUKHOBEHWS U Pa3BUTUS TOPOAOB
B PoccuiickoM rocyaapcTee, KOTOPbIV 3aKaHUMBaETCS

7. 3asesanosa A.E.MpownssegeHnsa A.C.lMNMywknHa B rpadmke
M. B. loby>xuHckoro // ObcepBatopus KyabTypbl. 2018. T. 15,
Ne 5, c. 587

8. beHya A. H. ictopus pycckoi xumeonuck B XIX Beke. Cl16.:
3HaHwue, 1902. C. 210

9. KapTuHbI N0 pyCccKov UCTOPWK, U3AaHHble NOZ 0bLLel pesak-
umen [n obbacHUTeNbHbIM TekcTom] C. A. KHA3bkoBa: OB6BACH.
TeKCT K KapTuHe. N2 47. M. loby>xuHckuii. Fopog B Hukona-
eBckoe BpeMs. M.: FpocMaH 1 kHebenb, 1908. C. 1
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Ha BpeMeHW LlapCTBOBaHMs UMnepatopa Hukonas I
«bonbLuas YacTb ropoACcKMX AOXOA0B YXOAWAA Ha CO-
Jep>KaHne MecT U Ha XanoBaHue anLamM obLLecTBeH-
HOrO ynpaBieHus, Npexae BCero, YaHaM NnoavLmm,
3aTeM Ha cofep kaHue Kasapm, raynTBaxT, THOpeM,
KOHIOLLEH, MaHeXew, lWwnarbaymos u T.Mn. bonee aByx
TpeTel ropoACKMX JOXOA0B YXOANNO Ha NMOKPbITUE Ta-
KMX HY>XJ, KOTOPble FOPOACKUMY COBCTBEHHO Ha3BaTb
Henb3s <...> He MyzpeHo, uTo obLuee BneyataeHve
OT pycckoro roposa HukonaeBckunii BpeMéH 6b110
KpaWHe rpyctHoe. OH nNpeACcTaBasa U3 cebs UTo-To
6ecnpobyaHo cnsuiee 1 HEMOABUXXHOE, rAe NOAN
eLlé ABUranuchb, a Haj, BCEM LLapua KBapTasbHbIl CO
CBOVIMY ByJ0UHVIKaMK, TOXKE He OTANYaBLUMMMNCA OCO-
601 cnOCOBHOCTLIO K HOAPCTBOBAHMIO» °,
CpaBHuBas 3ambicen KHA3bkOBa € akBapesbto Jlo-
6Y>KMHCKOTO, HECZIOXKHO 3aMETUTb, UTO XYAO0XHUK, N30-
bpa3nB «3HaKoBble» AeTaNlN 13 TEKCTa, CO34aN CBOM

CO6CTBEHHBIV 06pa3 MPOBUHLIMK, MWLIA 1 C 4O6PBIM
rtoMOpoM. «COHHYHO MPOBMHLMIO» OH Nepesan B dury-
pe APeMAOLLEro NOXMAOro 6ya04UHMKa, OKONO KOTO-
pOro ManbumLLIKL Ha cToN6e Kapay/ibHW HapucoBaau
YesioBeuyka, 1 babouka cena OTAOXHYTb.
MHoroob6pasuve xys0>XKeCTBEHHbIX NCTOYHUKOB,
NONYUMBLLNX OTPaXKeHWe B akBapeaun «[poBUHLMS.
1830-€ roabl», 06BACHAET 3ajaua NpesCcTaBnTb CO-
6upaTesbHbIA U HarnagHbIK 0H6pa3 pycckoro npo-
BMHLMaNbHOro ropoa. 3Ta 3agava obycnosneHa
obpa3oBaTenbHbIM Ha3HaYeHVeM akBapenn, KoTo-
pas bblna co3gaHa kak Tabanua no pycckom UCTo-
pUM AN KOMMJIEKTOB, BbIMYCKaBLUMXCS MOCKOBCKUM
nsgatenscteom Nocn dpa Knebens', To ectb Kak Ha-
rnsagHoe yyebHoe nocobue. B aTom cnyvae y3HaBa-
HWe NONyAsPHbIX MPOU3BEAEHUIA PYCCKMX MaCcTEPOB
B Tabauue Morio 6biTb 3aN10XKEHO XYAOXHUKOM B 06-
pa3oBaTe/ibHyHO 3ajavy akBapeau.
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PORTRAITS OF CONTEMPORARIES
IN NIKOLAI DRONNIKOV'S PRINTS

Summary: The portraits by artist Nikolai Dronnikov (b.
1930) of prominent Russian artists and cultural figures who
have resided in or visited Paris throughout the last forty years
are the subject of this article. These graphic portraits belong
to the rare genre of croquis portrait; however, they are com-
plete works of art. The artist presents them to the viewer in
his small-format books, published in limited editions on his
own printing press. Owing to Dronnikov's creative method,
which involves creating numerous instantaneous portrait
sketches of his subjects while observing them in various sit-
uations, hundreds of artistic images of representatives of
Russian culture in France, characterised by the authentic-
ity of the image at a specific moment, have been created.

Born in Budki village, Tula region, in 1930, artist
Nikolai Dronnikov has spent more than 50 years liv-
ing in France. He is the creator of portraits of near-
ly all well-known Russian artists and cultural figures
who have ever been to Paris. In addition to being
a painter, graphic artist, and sculptor, Dronnikov is
a writer and book publisher. Landscapes of Moscow,
Paris, and other locations of his travels, as well as still
lifes are present in his creative work. Moreover, he re-
flects his love of birds and other species there. How-
ever, priority is certainly given to the portrait genre,
an unusual portrait.

We are talking about sketch portraits belonging to
the rare genre of croquis (French: croquis — to draw
quickly), meaning instant sketches from life, convey-
ing the most characteristic features of the future art-
work. However, Dronnikov's croquis-portraits are the
works of art themselves. They are executed with ink
or lithographic pencil, sometimes with a felt-tip pen,
and can later be converted into a linocut or a water-
colour painting. All portraits are necessarily drawn
from life, and then printed by the author in publica-

Living in Paris, N. Dronnikov developed his talent,
enriching the artistic education he received at the Mos-
cow Surikov State Academic Institute of Fine Arts with
French culture. Among the artists of the past whose
work served as a starting point for his art of portrait
drawing, he cites the classics of Flemish and German
art. At the same time, his artworks are organically in-
tegrated into the drawing tradition of the represent-
atives of the Paris School.

Keywords: Nikolai Dronnikov, Paris, croquis portrait,
artist book, graphic arts, drawing, Viktor Astafyev, Msti-
slav Rostropovich, Serge Lifar, Sviatoslav Richter

tions dedicated to his models, which can confidently
be called artist's books. These are books small in for-
mat and volume, of different sizes — 17.5 cm x 14.0
c¢m, 20.5 cm x 15.0 cm, 32 cm x 23 ¢cm, and others,
up to the size of a postcard. They often have a silver-
coloured foil cover, sometimes with the use of fabric,
used mainly for binding. Each booklet is on average
no more than 20-25 pages; the circulation rarely ex-
ceeds 100 copies, often less — 50, maybe 25, or 15.
All of them are numbered. The books are published
in the artist's home printing house.

The book is dominated by images of the charac-
ter it is dedicated to. At times, Dronnikov includes
recollections, poems, fragments from books into the
context of the publication, supplementing the imag-
es with signatures, inscriptions addressed by mod-
els to the artist... Moreover, there are reproductions
of paintings, portraits, sketches, facsimiles of letters,
etc. Among the heroes, there are representatives of
Russian emigration of different generations, as well
as guests from Russia who toured France, presented
their literary works, participated in various events within
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the framework of cultural exchange between the two
countries, or simply visited friends or relatives. These
are G.Aigi, S.Richter, M. Rostropovich, . Odoevtse-
va, A. Solzhenitsyn, V. Nekrasov, V. Astafiev, |. Brodsky,
S. Gubaidullina, B. Okudzhava, V. Vysotsky, the legend-
ary M. Chagall, S.Lifar, and many others. All of them
appear on the pages of books as Nikolai Dronnikov
saw them at specific moments in their lives. The art-
ist's first book-album, published in 1980, was called
A Russian in Paris.

In Dronnikov's portraits, the models are always rec-
ognisable. Despite the use of the most minimalist ar-
tistic means, the artist manages to use a line — always
different, sometimes wide, sometimes thin — to create
an image of a character that interests him at the mo-
ment. Sometimes he draws a portrait of a character’s
hand or wrist, which become a kind of symbol of the
model. Rapidly created while observing the models,
the portraits evoke a sense of the flow of life. After all,
in each series, the artist sometimes makes hundreds
of sketches before choosing a few drawings that he
considers the most successful. Nikolai Dronnikov cre-
ates portraits-states that reflect the life at a specific
moment of the existence of people who have entered
the history of Russian and world culture.

Paris taught the Russian artist a lot. At one time,
in 1968, Dronnikov with a group of his compatri-
ots were lucky enough to visit Marc Chagall's stu-
dio in France. The maestro said that Paris gave him
a colour that he had not known before. Dronnikov
certainly developed his palette while working in
France; however, Paris gave him, as a graphic artist,

From left to right

incomparably more. And here it is entirely possible
to speak of Dronnikov as a continuer of the Paris
School tradition, which relied on a drawing, made
from life under the direct impression of it and cap-
turing its essence, as the basis for a finished work.

Owing to one of the artist's books dedicated
to Viktor Astafyev, today, under one of the covers,
there is an opportunity to see Nikolai Dronnikov's
artworks from the early 1950s, created during his
army years in Siberia, which miraculously survived,
and works completed in our days.

The book begins with a pencil portrait of
A.Solzhenitsyn, since V. Astafyev became a laureate
of the prize named after him in 2009. It is followed
by a page spread (which is also repeated at the end
of the book) with Dronnikov’s painting, Along the
Yenisei. Krasnoyarsk (cardboard, oil, 1951), made by
him during his army service. The artwork, especially
in a double version, conveys an incredible feeling of
the infinity of space. The pages that actually make
up the book between the first and last spreads are
filled with evidence of life. Firstly, these are portraits
of Viktor Astafyev, drawn with sanguine and pencil,
as well as the drawing Astafyev's Hands. There are
also rare archival materials, photographs, watercol-
our landscapes of Krasnoyarsk and nearby villages,
realistic portraits and landscapes from the 1950s.
Moreover, there is an inscription from the writer to
Nikolai Dronnikov: “Do not be offended by the fa-
therland. Viktor Astafyev. November 2, 1987" [3].

In 2011, the artist published 100 copies of a book
dedicated to Serge Lifar. It begins with a short arti-

IlL 1. Dronnikov N. Mstislav Rostropovich. ‘Alexander Nevsky". 2006. Source: BACH. ROSTROPOVITCH. Album II. Ivry, MMVII. // Solzhenitsyn

House of Russia Abroad.

IlL 2. Dronnikov N. Viktor Astafyev. Signed by V. Astafyev to N. Dronnikov. 1987. Source: Krasnoyarsk. Paris. V. Astafyev / Viktor Astafyev by
Nikolai Dronnikov. Drawing, watercolour. Petit Ivry, MMIX. // Solzhenitsyn House of Russia Abroad.

Il 3. Dronnikov N. Viktor Astafyev. Signed by V. Astafyev to N. Dronnikov. 1987. Source: Krasnoyarsk. Paris. V. Astafyev / Viktor Astafyev by
Nikolai Dronnikov. Drawing, watercolour. Petit Ivry, MMIX. // Solzhenitsyn House of Russia Abroad.

Il 4. Dronnikov N. Hands of V. Astafyev. 1987. Source: Krasnoyarsk. Paris. V. Astafyev / Viktor Astafyev by Nikolai Dronnikov. Drawing,

watercolour. Petit Ivry, MMIX. // Solzhenitsyn House of Russia Abroad
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IlL 5. Dronnikov N. Self-portrait. Source: BACH. ROSTROPOVITCH. Album II. lvry, MMVII. // Solzhenitsyn House of Russia Abroad.

cle in French entitled "Paris. Picasso's Model". Dron-
nikov tells how in 1979, having received an order for
a portrait of Lifar from the Russian Thought newspa-
per, he met the famous dancer and choreographer
at the Sorbonne, where he regularly lectured. After
this, the artist continued to come to the Sorbonne
and portray Lifar for a number of years.

After the very first session, the artist showed the
resulting portrait to Lifar. And Lifar allowed him-
self to interfere in the work! Here is how Dron-
nikov describes it: “He was wearing a fur hat, and
the profile drawing turned out well. At the end of
the session, looking at the drawing, he asked me
for a rubber and erased the bulges under his chin.
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Il 6. Book cover: Nikolai Dronnikov. Okudzhava. Vysotsky. Galich: Portraits from Life / Preface by L. Robel. Moscow: Viysotsky State Cultural
Centre, 2002 // Solzhenitsyn House of Russia Abroad.

This insult to nature puzzled me. ‘They did not exist The book Bach. Rostropovitch [5] is dedicated to
before,” he told me. That is how the drawing with  Mstislav Rostropovich (Paris, 2007; edition — 15 cop-
Serge Lifar's autograph appeared” [6] (translated ies). The drawings were made during the musician’s
from French by E. R.). tours in France in different years. They range from
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Il 7. N. Dronnikov in front of a portrait of Sergeant S. Zavgorodniy, painted by him. 1952. Photograph. Source: Krasnoyarsk. Paris. V. Astafyev /
Viktor Astafyev by Nikolai Dronnikov. Drawing, watercolour. Petit Ivry, MMIX. // Solzhenitsyn House of Russia Abroad.

Il 8. Dronnikov N. Mstislav Rostropovich. 1994.

Source: BACH. ROSTROPOVITCH. Album Il. Ivry, MMVII. // Solzhenitsyn House of Russia Abroad.
Il 9. Dronnikov N. Serge Lifar. 1979. Source: Dronnikov, N. Serge Lifar en dix dessins. Espace scipion. 13 rue Scipion-Paris, 75005. Avril "MMXI".

Paris, 2010. // Solzhenitsyn House of Russia Abroad.

1L 70. Dronnikov N. Serge Lifar. 1981. Source: Dronnikov; N. Serge Lifar en dix dessins. Espace scipion. 13 rue Scipion-Paris, 75005. Avril “MMXI".

Paris, 2010. (Not included) // Solzhenitsyn House of Russia Abroad.

a fine linear drawing of a head in full face in three-
quarters to a full-fledged composition of the mu-
sician’s performance in front of an audience. Here
we see portraits of Rostropovich during the perfor-
mance of Bach’s works, his hands on the cello fin-
gerboard and on the bow, we see him conducting
the orchestra, during bows...

It should be noted that the model does not al-
ways strive to help the artist. In the book dedicated
to Svyatoslav Richter and containing croquis-portraits
of the great pianist, which Dronnikov made during
three of the musician’s tour concerts in France, the
author briefly described how one of the so-called
sessions took place (1986, 1988, 1991). “The best
meeting was during the first concert. The hall was
lit, and | was drawing with a brush and ink,” the
artist recalled. "Richter played in such silence that
from time to time you could hear the crunch of
the brush on paper. So | tried to work with dotted
lines. However, Richter still heard me and after the
intermission he decided to play almost in the dark,

without lighting” [2]. During these three concerts,
Nikolai Dronnikov made about 50 portrait sketches.

Dronnikov's portrait drawings are characterised by
mastery, freedom, and vitality in conveying images.
The master of laconic and accurate drawing creates
deeply psychological portraits of his heroes, saturat-
ed with powerful energy and the emotional percep-
tion of the artist, presenting their characteristic facial
expressions, poses, gaze...

Despite his advanced age, Nikolai Dronnikov
continues to work, creating his endless portrait
series of outstanding representatives of Russian
culture and art. His works allow us to see these
people with the attentive eye of an artist, instant-
ly capturing and imprinting the characteristic de-
tails of their image. Apparently, the master sees
a certain mission in his work. In one of his inter-
views, Dronnikov spoke about his work as follows:
“Why am | in France? This is why: my portrait of
Russian culture against the backdrop of world cul-
ture” [4, p. 55].
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NMOPTPETbl COBPEMEHHWKOB B MEYATHOW
[PAOVKE HAKOJIAA APOHHWKOBA

AHHomayus: CTaTbs NOCBALLEHa NOPTPeTaM N3BeCT-
HbIX JeATenell pyCCKOW KyabTypbl U UCKYCCTBA, KOTOPble
Ha NPOTAXKEHWUW MOCAEAHMNX COPOKa NET XMW UK BbiBaN
B Mapwxe, cozgaHHble XyAoXHMKOM Hukonaem Eroposu-
yem [poHHukoBsbIM (p. 1930). 3T rpaduryeckme nop-
TpeTbl NpUHaAaexaT peAaKoMy XaHpy KPOKM-NopTpeTa,
OAHAKO fBAAIOTCA 3aKOHUYEHHbIMW NPOUN3BEAEHNAMU UC-
KyccTBa. XyAOXKHWK NPesCTaBaseT UX 3pUTENt0 B CBOUX
aBTOPCKNX KHUTax HebosbLioro Gopmata, M3AaHHbIX B €ro
AOMalLHelr Tunorpadum ManbiMu TMpaxamu. baarogaps
TBOpYeckoMy MeToay [lpOHHMKOBA, KOTOPbIN 3aKkatoya-
€TCA B CO3aHNN MHOXECTBa MOMEHTa/IbHbIX MOPTPET-
HbIX HabPOCKOB CBOWX repoeB BO BpemMs HabatogeHus
3a HMMM B Pa3HbIX CUTYaLMAX, HAPNCOBAHbI COTHU XyA0-
XeCTBEeHHbIX 06pa30B NpeAcTaBUTENEN PYCCKOM KyAbTY-

XypoxHuKk Hukonan Eroposuy [JpOHHUKOB,
poauBLlumiica B 1930 roay B aepeBHe byaku Tynb-
ckov obnactv n bonee nonBeka XuByLLNiA BO PpaH-
LW, — aBTOP MOPTPETOB YyTb N HE BCEX M3BECTHBIX
npeacTaBUTENEn PYCCKOWN KYNbTypbl U UCKYCCTBA,
korga-nmbo 6biBaBLKMX B MNMapuxe. B TBopUecTBe
[ poHHWKOBa, KOTOPLIN paboTaeT Kak >XXnBonucel,
rpaduk, CKynbnTop, a TakXKe Kak nucaTenb N KHUX-
HbI U3jaTenb, HAXOAAT OTpaXkKeHue nensaxun Mo-
ckBbl, Mapwma 1 pa3HbIX MeCT ero NyTeLecTBUi,
ropsyo AtbuMble UM NTULLI U ApYyrve nepHatble,
BCTpeUatoTCA HaTIOPMOPTbI, HO BCE XKe Npuopu-
TeT, 6e3ycnoBHO, oTAaH nopTpeTy. Mpuyem nop-
TPEeTy Heob6bIYHOMY.

Peub naet 06 3ckn3HbIX MOpPTpeTax, NpUHaae-
XKaLux K pefKoMy XaHpy Kpoku (oT ¢p. croquis —
6bICTPO pUCOBaTh), O3HaUaKoLLLEMY MOMEHTa/IbHble
Habpocku ¢ HaTypsbl, NepesatoLme Hanbonee xapak-
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pbl BO ®paHLMK, XapaKTepu3yoLLnecs JOCTOBEPHOCTbIO
0bpasa B KOHKPETHbIA MOMEHT.

XKues B Mapwuxe, H. E. JpOHHNKOB pa3Bua CBOM Ta-
naHT, oboraTuB Xy0XecTBeHHOe obpa3oBaHue, Noay-
yeHHoe B VIHcTuTyTe MM. B. V. CypukoBsa, dpaHLy3ckon
KynbTypoii. Cpean XyA0XHWKOB NPOLLIOro, TBOPYECTBO
KOTOPBbIX MOCAYXXMWNO OTNPaBHOW TOUKOW B €r0 NCKYCCTBE
MOPTPETHOrO PUCYHKa, OH Ha3blBaeT KNacCMKOB pamaHa-
CKOro 1 HeMeLKoro mckycctsa. [pu aTom ero paboTsl
OpraHV4HO BMNWCaHbl B TPaAWULIMIO PUCYHKa NpeAcTaBu-
Tenen MapuxCcKon WKobI.

Knrouessie cnosa: Hukonatli Ezoposuy poHHukos, 1a-
pUX, KpOKU-nopmpem, KHu2a xy9oxHuka, 2paguka, pucy-
Hok, Bukmop Acmagbees, Mcmucnas Pocmponosuy, Cepx
Jlugpape, Ceamocnas Puxmep

TepHble YepTbl Byayliero nponssegerms. OgHako 3T
KpOKn-nopTpeThl IpOHHNKOBA U ABASIOTCA CaMUMU
npowusBeseHUAMU. VICnoHeHbl OHW TyLWbIO WAN An-
TorpapckMM KapaHgawoM, nHorga dbaomMactepom,
BMNOCNEACTBUM MOTYT BbITb NepeBeseHbl B IMHOrpa-
BIOPY MM akBapesb. Bce nopTpeTbl HapmcoBaHbl
0653aTeNbHO C HaTypbl, @ 3aTeM HanevaTaHbl aBTO-
POM B M3AaHMNAX, MOCBALWEHHbBIX CBOMM MOZENAM,
KOTOpbIe C YBEPEHHOCTbKO MOXHO Ha3BaTb KHUIOM
XYZAOXHMKA. ITO KHUXKEYUKM HEBObLIME MO dpopma-
Ty 1 06bemy, pasHoro pasmepa — 17,5 x 14,0 cwm;
20,5 x 15,0 cm; 32 x 23 ¢M v apyrux, BNAOTb 40
pa3mepa oTKpbITKK. YacTo oHM 0b6epHyTbl B GpOsib-
rMpoBaHHY 06/105KKy cepebpucToro uBeeTa, MHO-
raa c NPUMEHeHNeM TKaHW, KOTOpas UCMONb3yeTCs
B OCHOBHOM A nepeneta. Kaxgasa KHuxevka —
B CpeAHeM He 6onee 20-25 cTpaHuL, TMpax — pes-
Ko, korga npesbiwaeT 100 3k3eMNAAPOB, 3a4acTyrO

MeHbLue — 50, MoxkeT 6bITb 1 25, 1 15, BCe OHM Npo-
HyMepoBaHbl. /3aat0TCa KHUMM B JOMaLLUHEN TUMO-
rpadun xyaoXKHUKA.

B camoli KHUre r1aBeHCTBYHOT M300paXxkeHUs nep-
COHaxa, KOTOPOMY OHa MocBsLeHa. MNopoi JpoHHK-
KOB BK/IFHOUAET B KOHTEKCT U3A4aHWNA BOCMOMMHAHWS,
CTUxK, GparMeHTbl U3 KHUT, N300paXkeHns 4ono-
HAET NOAMNUCAMMN, MHCKPUNTaMMW, afPeCcoBaHHbIMM
MOZENAMMN XYLOXKHUKY... 34eCb XKe penpoayKumnm
KapTWH, NOPTPETOB, 3apPUCOBOK, pakCcumuie nucem
n np. Cpean repoeB — nNpeAcTaBUTENN PYCCKOW
3MUrpaumnmn pasHbIX MOKONEHWNN, @ TakXKe rocTu 13
Poccuun, koTopble racTpoanpoBanun Bo PpaHumy,
npeacTaBAANN CBOW NTePaTypHble TPYAbl, y4acTBO-
Ba/N B pa3HblX MEPOMNPUATUAX B paMKaXx KyabTyp-
HOro obMeHa Mexay ABYMsi CTpaHaMu, Aa NpocTo
HaBeLLau APy3ein Uan poACTBEHHUKOB. 370 Ay,
C.Puxtep, M.Poctponosuy, N.OpoeBueBa, A.Con-
XeHuubiH, B.Hekpacos, B.Actapbes, N.Bpoackuii,
C.l'ybanaynnuna, b.OkyaxaBa, B.Bbicoukuin, nerex-
aapHble M.Waran, C.JIndapb n MHOrMe gpyrue, Bce
OHW NPEACTatoT Ha CTPaHML,AX KHUT TakKUMK, Kakumu
NX BUAEN B KOHKPETHblE MOMEHTbI XXM3HW Hukonai
EropoBuy [lpoHHunKOB. [NepBas KHWra-anbbom xy-
[OXHMKa, n3gaHHaa B 1980 rogy, Ha3biBasacb «Pyc-
ckuin B Mapmxe».

Ha noptpetax pabotbl JpOHHMKOBa MOAENMN BCET-
Aa y3HaBaeMmbl. HecMoTps Ha obpalleHme K caMbiM
MUHUMaNNCTNYECKMM XYA0XKECTBEHHBIM CPeACTBaM,
aBTOpPY YAAeTca IMHNEN — BCeraa pasHoin, TO Wu-
POKOW, TO TOHKOW, — co3aaTb 06pa3 NepcoHaxa,
KOTOpPbIV €ro MHTePEeCyeT B AaHHbIA MOMEHT. /IHO-
ria oH puUCyeT NOPTPET PyKM UAN KUCTW MepCoHa-
a, KOTopble CTAaHOBATCS CBOEro poja CMMBOJIOM
mogenn. CTpeMuTenbHO co3jaBaemMble B MOMEHT
HabaroaeHMA 3a MOAENAMUN, MOPTPETHI BbI3bIBAOT
OLLyLLLeHNe NOoToKa XM3HW. Beab B Kaxzaon cepumn
XYAOXHWUK AenaeT NOpPoOn COTHM NNCTOB, Npexae
yeM BbIGpaTb HECKOBKO Hanbosee yaayHbix Ha
€ro B3rnsg pucyHkoB. Hukonan JpoHHMKOB CO3-
JaeT NOPTPETbI-COCTOAHNSA, OTPaXaroLe Xn3Hb
B KOHKPETHbIA MOMEHT ObITUS NtOAEN, BOLLEALLMNX
B MCTOPUIO PYCCKON U MUPOBOW Ky/bTypbl.

Mapw>X MHOroMy Hay4ua pycckoro XyAoXHuKa.
B cBoe Bpems, B 1968 rogy, [lpOHHMKOBY nocyacT-
JNIMBUIOCH C FPYNMNOM COOTeYeCTBEHHMKOB NOObI-
BaTb B MacTepckor Mapka Warana Bo ®paHuun.
MascTtpo rosopun o ToM, Uto lNMapux gan emy LBeT,
KOTOPOro OH He 3Han paHblue. IpoHHUKOB, 6e3yc-
NIOBHO, pa3BuWa CBOK NannTpy, pabotas Bo ®paH-
LMK, HO Kak rpadumky Mapux gan eMy HecpaBHEHHO

6onbLe. M 3aeck BNoaHE MOXHO rOBOPWTL O [ipoH-
HWMKOBE Kak NpogoxaTtese Tpagmumnm Mapuckow
LUKOAbI, KOTOPas onupanacb Ha PUCYHOK, — CAe-
NaHHbIA C HaTypbl NOA4 HENOCPEeACTBEHHbIM Bre-
yaT/ieHMEeM OT Hee U NoNMaBLLMM ee CyTb, — Kak
OCHOBY 3aKOHYEHHOTrO NPOWN3BEAEHMA.

bnarosaps ofHOW U3 KHUT XyA0XHUKA, NOCBA-
WweHHbIX BukTtopy ActadbeBy, cerogHa ectb BO3-
MOXXHOCTb YBUAETb NOJ OAHOW 0610XKOW paboThbl
Hukonas [poHHnkoBa Havana 1950-x rogos, cos-
JaHHble B apmeickme rogbl B Cbupm, Kotopble Yy-
[AOM COXPaHWAUCh, U MPOU3BEAEHWNS, UCNOJHEHHbIE
y>Ke B Halu AHW.

KHura HaunHaeTtcs ¢ kapaHAalIHOro nopTpeTa
A. ComxeHunubiHa, Tak kak B 2009 rogy B. Actadbes
CTan naypeaTtom MpPemMumn ero MMeHwu. 3a HUM cneay-
€T pa3BoPOT (OH >XXe NOBTOPAETCA U B KOHLLE KHUTW)
C XXMBOMUCHON paboToli [JpOHHNKOBA, BbIMOJHEH-
HOM UM BO BpeMs apMeIncKon cnyxobl, «Io EHunceto.
KpacHospck» (1951, kapToH, Macno). 31a paboTa,
0cobeHHO B yABOEHHOM BapuaHTe, nepejaert HeBe-
POATHOE OLLyLLeHNne HeCKOHeUYHOCTM NPOCTPaHCTBa.
Martepuasbl, KOTOpble, COBCTBEHHO, COCTaBAAIOT KHU-
ry Mexay nepBbiM U NOCAeAHUM Pa3BOPOTaMK, Ha-
MONHEHbI CBUAETENbCTBAMMU XU3HW. [Tpexae Bcero,
370 nopTpeThl Buktopa ActadbeBa, HapncoBaHHbIE
CaHITMHOW 1 KapaHJaloMm, pUCyHoK «Pykun AcTa-
dbeBa». 3aech XXe NpuBeAeHbI pejKne apXnsBHble
mMaTepuanbl, poTorpadum, akBapenbHble Nensaxm
KpacHosipcka 1 6am3nexalymx gepeBeHb, Kpenkue
peanucTuyeckme NopTpeT u nerizaxm 1950-x rogos.
34ecCb XKe NPUBOANTCA MHCKPUNT nucatena Huko-
naro [lpoHHukoBy: «He obuxarica Ha oTeyecTBo.
BukTop Actadbes. 2 HoAbpsa 1987» [3].

B 2011 roay xyaoxHuk nsgan 100 ak3emnnapos
KHWKeuKu, noceseHHon Cepxy Jindapto. HaunHa-
€TCA OHa C HebO/bLLOW CTaTbW Ha PPaHLLY3CKOM A3bl-
ke nog HasBaHueM «[lapux. Hatypwmk Mukacco».
[poHHVKOB paccka3biBaeT O TOM, Kak B 1979 roay,
MoAy4MB 3aKa3 OT raseTbl «Pycckas MbIC/Ib» Ha MOp-
TpeT JIndapsa, oH NO3HAKOMUACA CO 3HAMEHUTbIM
TaHUOBLUNKOM 1 BaneTmelictepoM B cTeHax Cop-
OOHHbI, FAe TOT peryaspHo umntan nekuyuu. Mocne
3TOro XyAOXHMK npogoaxkan npuesxatb B Cop-
H60HHY 1 nopTpeTnpoBatb JlIndapa Ha NpoTaxe-
HWUK paga fer.

Mocne camoro NepBoro ceaHca Xy[0XHWK Mo-
Kasan nonyumsmiics noptpet Jindapto. N Nindapb
nossoaun cebe BmelaTtbca B paboty! BoT kak 310
onucbiBaeT JpOHHMKOB: «Ha Hem bBblna MexoBas
wanka, ¥ B npoduab pycyHOK NOAYHUICA XOPOLLO.
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B KOHLe ceaHca, B3rnsHyB Ha PUCYHOK, OH MPOCUT
Yy MeHA NacTUK 1 CTUpPaeT BbIMyKAOCTU NOA MOA-
b6opoakom. OTo ockopbieHne NPUPoAbI NPUBOANT
MeHs B HejoyMeHMe. "PaHblue ux He bb110", — cKa-
3a/ OH MHe. Tak NosABMACA PUCYHOK C aBTorpadom
Cepxxa Jlndapsa» [6] (Mepesog c ¢p. E.P.)..

KHura “BACH. ROSTROPOVITCH" [5] nocesiweHa
Mctucnasy Poctponosuuy (Mapux, 2007, Tnpax —
15 3Kk3.). PUCyHKM caenaHbl BO BpeMSs ractponemn
My3blkaHTa BO PpaHuMK B pa3Hble rofbl, Bapbu-
PYHOTCA OT TOHKOTO JIMHEMHOrO PUCYHKa F0J10BbI
B aHbac B TpW YETBEPTU 40 NOJHOLLEHHON KOMMO-
3ULMN BbICTYNAEHWSA MYy3blKaHTa nepes 3puTeNbHbIM
3a70M. 34eCb Mbl BUAMM NopTpeTbl Poctponosu-
Ya BO BpeMs UCMOJHeHNs npou3BeaeHnin baxa, ero
PYyKM Ha rpude BUOAOHYENN N HA CMbIYKE, BUANM
€ro BO BPems ANPUXMPOBaHNA OPKeCTPOM, BO Bpe-
M$ MOKJIOHOB...

OTMeTuM, UTo He Bcerga Mojesb CTPeMUTCA
MOMOUb XyAOXHUKY. B kHUre, nocesweHHon Ces-
TOCnaBy PuxTepy 1 cogepkalleit KpoKU-nopTpeTsl
BE/INKOro MMaHncTa, kotopble JpOHHNKOB Aenan
BO BPEMS TPEeX raCcTpO/bHbIX KOHLLEPTOB MYy3blKaH-
Ta Bo ®paHumm, aBTop BKpaTLe onucasn, Kak npo-
XO4AUN OAWH U3 Tak Ha3biBaeMbIx ceaHcoB (1986,
1988, 1991). «Jlyuwee cBuagaHne BO Bpema nep-
BOro KoHLepTa. 3an 6bln OCBeLLEH, U 5 pUcoBan
KMCTbHO 1 TYLLbIO, — BCMOMUHAN XyAOXHUK. — Pux-

Tep urpan B TakoW TULLUWMHE, YTO BPeMs OT Bpeme-
HW BbI CAbIWEH XPYCT KUCTU No Bymare. MNo3tomy
A cTapanca paboTtaTb NyHKTUPHbBIMU ANHMAMK. Ho
PuxTep MeHs Bce paBHO C/IbILWan 1 nocae aHTpakTa
peLwnn nrpatb NOYTK B TeMHOTE, 6e3 ocBeLleHns»
[2]. 3a atv TpY KOHLepTa Hrkonal IpoHHUKOB cae-
nan okono 50 nopTpeTHbIX HabpPOCKOB.

[na nopTtpeTHbIX pucyHkoB [IpoHHMKOBa Xxa-
pakTepHbl MacTepcTBO, CBOBOAA, XXM3HEHHOCTb
B Nepegaye obpa3os. MacTep 1aKOHUYHOTO W MeT-
KOro pucyHka cosgaet rnyboko NcMxonornyHble
NopTPEeTbl CBOUX repoeB, HacCblWeHHble MOLLHOM
3Heprvemn n sMoLMOHaNbHbIM BOCNPUATUEM aBTO-
pa, NpescTaBAAa UX XapaKTepHble MUMUKY, NO3bl,
B3rNA4...

HecmoTps Ha connpaHbii Bo3pacT, Hukonaw
[JpoHHnKoB npogokaeT paboTtaTb, co34aBas CBOHO
H6eCKOHEeUHYH MOPTPETHYIO CEPUIO BbIAAOLLMXCA
npeAcTaBUTENElN PYCCKOW KYAbTypbl U MCKYCCTBA.
Ero paboTbl NO3BONANOT YBUAETb 3TUX JHOAEN BHU-
MaTe/IbHbIM F1a30M XyZ0XHWKa, MTHOBEHHO CXBaTbl-
BalOLLMM W 3amneyaT/ieBatoLLMM XapakTepHble AeTanu
nx obpasa. Cyas no Bcemy, MacTep BUAMT B CBOEN
AeATeNbHOCTUN onpeAeneHHyo Muccuto. B ogHom
13 MHTePBbIO [IPOHHNKOB Tak OTO3BaCA O CBOEW
paborte: «— [na yero a Bo ®paHunmn? — BoT ans
3TOro: MOW NOPTPET PYCCKOWN KyNbTypbl Ha GoHe
MUPOBOI KynbTypbI» [4, . 55].
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STYLISTIC EVOLUTION AND INNOVATION
OF CONTEMPORARY SCULPTURE
AT THE 14TH NATIONAL ART EXHIBITION OF CHINA

Summary: This article analyzes the significant features
and internal logic of the development of contemporary Chi-
nese sculpture in terms of stylistic evolution and innova-
tion, on the example of sculptural works presented at the
14th National Art Exhibition of China. The analysis of the
exhibited pieces allows us to discuss the pluralistic devel-
opment of contemporary Chinese sculpture, and how it
adapts to contemporary needs and reinvents its tradition
through themes, traditional or innovative materials, and ar-

On July 8, 2024, the Zhejiang Provincial Art Muse-
um opened the 14th National Exhibition of Sculptur-
al Works, dedicated to the achievements of Chinese
sculpture over the past five years. Ever since its
inception the sculpture exhibition of the National
Art Exhibition of China has been showcasing Chi-
na's core values in politics, economics, social and
cultural life. The choice of themes and the linguis-
tic expression of the presented and awarded works
embody the spirit of the times. One could say that
the exhibition serves as the principal “theatre of
operations” in the exploration of the language and
style of contemporary Chinese sculpture. Sculpture,
withstanding the tests of history, always accurate-
ly captures and expresses the spirit of the era. Ro-
din in “On Art and Artists” wrote that a beautiful
work of art is the highest manifestation of human
wisdom and truth, and such works of art, while ex-
pressing all the possible feelings of humanity and
the world, also forces us to acknowledge that many
things are beyond our comprehension '. The exhi-

1. Rodin O.Conversations on Art. — Tuanjie publishing house,
2013. —p. 112.

tistic expression. As research has shown, modern sculpture
persistently extends its frontiers, not only reflecting varied
transformations and elements of society and culture but also
achieving significant breakthroughs in artistic language and
methods of expression. Contemporary sculpture nowadays
thus acquires new meanings and vitality, which is essential
for its sustainable and consistent development.

Keywords: 14th National Art Exhibition of China;, sculp-
tural work; evolution of style; innovation

bition of sculpture at 14th National Art Exhibition,
as a platform for contemporary sculpture art, serves
as a mirror reflecting the latest trends and stylis-
tic directions of contemporary sculpture art. In an
age of globalization and ever-expanding pluralism,
contemporary sculpture faces unprecedented chal-
lenges and opportunities, as sculptors relentless-
ly experiment, exploring the relationship between
tradition and modernity, the national and the uni-
versal. A survey of the sculpture works present-
ed in the National China Exhibition will provide us
with a clearer understanding of the developmental
trajectory of contemporary sculpture, i.e. the evo-
lution of themes, materials, mediums, and forms,
enabling us to establish its unique significance in
the history of art and its limitless potential for fu-
ture development.

1. THEMATIC EXPANSION AND DEVELOPMENT

1) BRIDGING HISTORY AND CONTEMPORARY REALITY

Many of the sculpture works exhibited at the
14th National Exhibition draw their inspiration
from history. Meaningful historical events and
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Il 1. Sun Yan. Singing Together. Fiberglass. 2023

figures are presented to the audience through
subtle sculptural techniques, allowing the authors
to build a spiritual bridge between the past and
the present. For example, Sun Yan's work “Sing-
ing Along” focuses on female soldiers from the
Anti-Japanese War of Resistance period. The sub-
tle and realistic approach to work allowed the au-
thor to depict in great detail the youthful faces,
determined looks, and authoritative body lan-
guage of the female soldiers. Dressed in simple
military uniforms, they are depicted standing on
stage and singing in unison. The work is nostal-
gic, as it takes the viewer back to that turbulent,
warring, yet passionate era. This is not just a re-
production of a historical scene, but a recreation
of the spirit of a bygone era in a modern con-
text and, thus, an exploration and inheritance of
history. It makes us deeply comprehend how at
a critical moment of great danger to the nation,
artists and writers use art as a weapon to unite
people, raise morale, and give strength and hope.

Let us examine another example, Tan Yong's
sculpture “"Monument to Time" that also draws in-
spiration from history. The group sculpture shows
the struggle of the older generation in difficult
times. The poses of the depicted characters, with
clenched fists or raised heads, show their determi-
nation and noble spirit. It vividly recreates the in-
domitable fighting spirit of the people of that era,
their willingness to stand up for their ideals and be-
liefs. The epic narrative approach allowed the author
to show that history is the cornerstone of reality,
and to convey the weight of history and modern
man'’s respect for it, inspiring to keep moving for-
ward into a new era.

Related to sculpture on a historical theme, re-
alistic sculptures are of no less importance at the
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IlL 2. Xia Yuxuan. My Father — Old Xia. Balsam Camphor Wood. 2023

Exhibition. These works, imbued with deep social
meaning, cover all aspects of contemporary so-
ciety and vividly convey the pulse of the times.
Wang Chaoyun’s “The Evolution of Peasant Iden-
tity in Modern China”, which recreates the char-
acteristics of Chinese peasants in different eras in
the form of a multi-figure composition, is a very
illustrative work. The artwork shows the image
evolution from simple, honest and hard-work-
ing peasants in the era of traditional farming to
new peasants that gradually becoming experi-
enced and active participants in the new agri-
cultural production and rural construction in the
process of modernizing society. The work viv-
idly demonstrates the profound changes in the
identity of peasants over time through the care-
ful depiction of their clothing, tools, postures,
and other details.

2) PERSONAL AND COLLECTIVE IN SCULPTURE

The theme of a sculptural work always involves
the aspect of the individual and the collective.
Sculpture seeks to show the unique emotions and
destinies of individuals while emphasizing the
strength and common aspirations of the group.
The depiction of an individual image is like a mir-
ror reflecting the complexity and beauty of human
nature. For example, Xia Yuxuan's "My Father —
Old Xia" creates an ordinary yet grand image of
the author’s father as a cook. The work shows
Old Xia's love and loyalty to his culinary profes-
sion — he is dressed in a somewhat old but neat
chef’s uniform, his face is covered with the marks
of age, his rough, skillful hands hold the cooking
utensils, and his gaze is fixed forward. Through
these details, the author vividly shows the per-
severance and dedication of man in everyday life

and vividly portrays the ordinary life of an ordi-
nary worker.

The multi-figure compositions, in turn, with their
pathos and narrative, create powerful and evoca-
tive images that show the power of the collective
in history and society. For example, Lan Yue's “Peo-
ple Above All" depicts a group of soldiers fighting
a flood. Their tense postures show their courage
in saving people, their faces are serious and de-
termined, and each character's eyes are filled with
faith in the success of their efforts to fight the ele-
ments. Through composition and dynamics, the au-
thor was able to show very lively the unity of the
military and the people in the face of great disas-
ters, and their boundless courage.

Similarly, Gu Dehao’s work “Pulse of a Great
Nation” presents a grand scene with a group im-
age of contemporary Chinese workers engaged in
various activities. The work intersperses scenes of
laborers managing machinery in factories, research-
ers engrossed in studies within laboratories, and
agriculturists earnestly toiling in the fields, vividly
depicting the thrilling scene of the Chinese peop-
le in a new era, striving collectively to attain the
national prosperity, while highlighting the formi-
dable strength of unity in the pursuit of nation-
al advancement.

2. EXPERIMENTING WITH THE MATERIALS AND ME-
DIUM OF SCULPTURE

1) REINVENTING TRADITIONAL MATERIALS

As Sun Zhenhua once said, “material and con-
cept are inseparable. If we purge sculpture of all
the superfluous, only two essential factors remain,
the material and the idea, that is which we call
the 'vessel’ and the ‘way,’ i.e. the ‘corporeal’ and
the ‘incorporeal,’ the material and the immateri-
al.” 2 In the sculptural works of the 14th Nation-
al Art Exhibition, traditional sculptural materials
such as bronze, stone and wood continue to play
an important role, however, artists do not limit
themselves to traditional means of expression,
but reinterpret the materials, giving them new
vitality. Let's consider wood carving as an exam-
ple. Wood, as a traditional material with a long
history, has always been favored by sculptors for
its natural, warm texture and unique plasticity.
Meng Baosun'’s “Liangshan Yi's Habits", present-
ed in this exhibition, exhibits an unusual use of

2. Sun Zhenhua. Contemporary Sculpture in China. —
Hebei: Hebei Meishu, 2009. — p.94.

Il 3. Deng Ke. Deng Ke. A Long Way to Go. Bronze. 2023.

wood as a material. The geometric shapes of the
figures are skillfully combined with the wood tex-
ture and muscle lines of the figures, so that the
natural wood pattern becomes an important part
of the artistic expression of the work.

Similarly, in his “Portrait of a Man from the Bada
Mountain 3»". Xia Xuebing explored the properties of
wood as a sculpture material, and used the pattern
of wood to convey Bada's unique style of painting
and calligraphy, that was known for its graceful-
ness and a sense of loneliness. The texture and
color changes of the wood itself are used by the
artist to recreate a somber mood of olden times.
Through the traditional woodcarving author con-
veyed the charm of traditional culture. Bronze is an-
other traditional material that has been given a new
interpretation in this Exhibition. In some of the his-
torical works presented in this exhibition, the artists
make full use of the features of bronze by treating
its surface in a special way, for example, imitating
the erosion marks of the years, using a unique col-
oring process, etc. That is, bronze is used to em-
phasize historicity, to convey the passage of time,
and also enriches the artworks’ expression. For ex-
ample, in Deng Ke's work “A Long Way to Go”, the
emotional and visual expression of the sculpture
is enhanced by the material. The author, thanks to
the skillful use of color and pattern of bronze, very
vividly conveyed the nobility and spiritual fortitude
of literati scholars.

2) EXTENSIVE USE OF NEW MATERIALS

With the rapid development of science and
technology, new materials such as stainless steel,
fiberglass-reinforced plastic, composite materials,

3. pseudonym of the Chinese painter, poet and calligrapher of
the Qing era Zhu Da
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Il 4. Tang Yong. Monument to Time. Aluminum alloy. 2024

etc,, are gaining an increasingly wider range of ap-
plications in the creation of contemporary sculp-
ture, which opens up unprecedented opportunities
for innovation. “Materials and the ways of their use
have always been the most important means of re-
alizing the artistic effect of sculpture. The novelty
of the artwork’s creation is an important means to
stand out, therefore breaking through the already
established empirical material system of the artwork
is an important strategy to obtain new modes of ar-
tistic expression.” 4 With its modern metallic sheen,
high strength and corrosion resistance, stainless
steel has become the ideal choice for many sculp-
tors to express contemporary themes and innova-
tive ideas. For example, all the advantages of the
new material are explored in Liu Zheng's "And three
million jade dragons ascended into the air, To the
universe they brought frosty days.” ® The theme of
the work is winter sports, through smooth lines and
dynamic modeling the author created vivid athlet-
ic images of winter sports athletes and conveyed
a sense of speed. Also Tang Yong’'s “"Monument to
Time”, in which stainless steel and mechanical de-
tails are used by the author to show the launching

4. Jiao Xintao. New figurative sculpture. — Chongging: Chongqg-
ing Publishing House, 2010. — p. 78.

5. Thetitle is based on a line from Mao Zedong's poem “Clouds
in the Snow".
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of the Shenzhou spaceship. Metal luster and me-
chanical details complement each other visually,
creating a distinct atmosphere, showing the unity
of art and modern technology.

The advent of mixed media techniques further
expanded the boundaries of sculpture, allowing the
properties of many different materials to be com-
bined to create unique textures and visual effects. For
instance, take Zhang Yaming's piece “Boats tirelessly
navigate the riverbed.” The fusion of metal wire and
fiberglass imparts the sculpture with an air of light-
ness and translucency. The delicacy of the metal wire
and the softness of the fiberglass contrast each oth-
er, giving the work a unique artistic charm.

3. PLURALISM AND MUTUAL INTEGRATION OF FORMS

1) SYNTHESIS OF THE REALISTIC AND THE ABSTRACT

The sculptural works of the 14th National Art Ex-
hibition show a tendency to combine realistic and
abstract elements simultaneously, demonstrating the
diversity and openness of contemporary sculptors
in mastering the artistic language. Many sculptures,
while maintaining a realistic framework, incorporate
abstract elements, imparting an abstract mood and
depth of thought to figurative and tangible images.
For example, in his work “Alley”, Zhang Hao portrayed
the figures of workers in a realistic manner accurately
depicting their weathered faces, strong muscles and
calloused hands, showing with every detail vividly the
hard life of labourers. However, in the treatment of
certain parts of the body, such as the dynamic lines
of the limbs or the contours of the body, the artist
uses abstract expression, and through simplification,
exaggeration or distortion conveys the strength and
spirit of the proletarian struggle.

Conversely, some sculptures made predominant-
ly in abstract form also actively utilize a realistic ap-
proach, reinforcing the connection between the work
and real life. Subtle hints or partial representation of
figurative elements allow viewers to better understand
the theme of sculpture. For example, Zhu Kecheng
and Zhang Yunxia's series "Rapid Progress — Chi-
nese Dragon Boats” relies on flowing lines and ge-
ometric shapes to build an overall composition that
at first glance is full of abstract formal beauty. How-
ever, in the minor details of the sculpture the artist
included some figurative elements, such as the ges-
tures and poses of the characters, the shapes of the
surrounding objects, which serve as clues, conjuring
up aspects of real life for the viewer and thus allow-
ing him to unveil the theme and mood of the work.

2) SPATIAL AND TEMPORAL EXPRESSION

Sculpture is a spatial art form, and at the 14th
National Art Exhibition, the use of space by artists
reached a new height. More emphasis is placed
on conveying the subtext and mood of the work
through unique spatial arrangement and compo-
sition. Some works are characterized by multiple
levels and depth of space, allowing viewers to ex-
perience a dynamically changing spatial environ-
ment. For example, Zhang Ge's sculpture “Towards
Victory” draws on the era of the Chinese Civil War,
and creates a multifaceted and rich space through
the arrangement of numerous characters and scene
elements. When viewing the work, the viewer dis-
covers that if he or she looks at it from different
points of view, he or she can see different com-
binations of images and spatial relationships. At
different angles of view, the figures appear either
close or far from each other, the front part of the
composition echoes the back, which animates the
whole work, and the space becomes fluid and dy-
namic. Another example is Gu Dehao’s "Pulse of
a Great Nation”, which builds a three-dimensional
urban spatial landscape through a combination
of high and low architectural models and various
character poses. Viewing the sculpture is akin to
taking a walk through the city, with the viewer be-
ing able to experience the rhythm and vitality of
urban space.

At the same time, some sculptors attempt to
overcome the limitations of spatial art and incorpo-
rate a temporal dimension into the works, showing
the passage of time or the development of events
through careful handling of character dynamics and
changes in the scene. For example, Zheng Xiaox-
iong’s work "Without Edge, Without End, My Native
Side Before Me — A Tribute to the Builders of Digi-
tal Society”. In the artist's work, the skillful juxtapo-
sition and gradation of characters and elements of
scenes from different eras allow viewers to feel the
spirit of the time and the flow of history.

3) SYNTHESIS OF INSTALLATION AND SCULPTURE

The combination of elements of installation art
and sculpture was a bright spot at the 14th Nation-
al Art Exhibition, thus demonstrating the success
of the interdisciplinary integration in contempo-
rary sculptural art. In some works there is a rejec-
tion of traditional single form presentation, as the
sculpture body is skillfully combined with instal-
lation elements such as light, sound and video to

Il 5. Wu Yugiao, Shi Yuging, Gu Wenjie, Ceng Xincheng,
Zhang Zhenghao, Tian Andi, Wu Jiagian. Shun's music —
The splendor of the bianging lithophone.

Acrylic, brass, stainless steel. 2023.

create a multimedia interactive art object. For ex-
ample, in Lin Gang's "Future Antiquity”, the center
of the work is an abstract sculpture surrounded by
a complex lighting composition. The atmosphere
and mood of the work is set by the color, intensity
and changing rhythm of the lighting. Another ex-
ample is expressive and interactive collective work
“Shun’s Music — The Splendor of the Bianging Litho-
phone” (Wu Yugiao, Shi Yuqing). The sculpture it-
self can produce a sound like the sound of breaking
glass, and this sound accompaniment complements
the visual image, creating a unique, mystical mood.

At the same time, adding sound elements such
as melody, natural sound effects or rhythmic electro
further enhances the sensory stimulation of viewers.
The sound complements lighting and sculptures,
immersing the audience in the world of art. Some
works even include video elements, such as video
content related to the theme, thus the sculpture
becomes a combination of virtual and real visual
effects that more clearly convey the theme of the
work and the story behind it. For example, in Yue
Yanna's work “Sisyphus” from the “Time" series, the
author uses holographic projection technology along
with finished products such as a miniature theater
to tell the story of Sisyphus.
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4. CONCLUSION

Art is a weather vane of the spirit of the times. It
reinterprets tradition but also preserves it while ex-
perimenting with the new mediums. The sculpture
at the 14th National Art Exhibition comprehensive-
ly and profoundly showcases the stylistic evolution
and innovation of contemporary sculpture and its
outstanding achievements. Contemporary sculpture,
in various aspects, from deepening and broaden-
ing of themes, bold innovations and rethinking of
traditional use of materials, to interdisciplinary ap-
proach and pluralism of forms, is evolving with the
times. It inherits the tradition yet actively responds
to the needs of society and expands its boundaries.

Through an extraordinary interweaving of histor-
ical and realistic themes, the depiction of the per-
sonal and the collective, the sculpture vividly shows

the complexity of modern society and the multi-
faceted nature of human beings. Innovative inter-
pretation of traditions and extensive use of new
materials have brought new moods and visual ef-
fects to the sculptural work.

However, in the process of development, con-
temporary sculpture faces many challenges. In the
pursuit of innovation and experimentation, it is very
important to avoid superficiality and formalism, and
not to lose the depth of meaning and content while
chasing the spectacle. This is a serious problem
that sculptors need to take into account. An equal-
ly pressing issue that also needs to be addressed is
the inheritance of tradition and the preservation of
cultural identity against the backdrop of globaliza-
tion when presenting national sculpture on the in-
ternational stage.
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CTUNNCTNYECKASA 3BOHOLUMA 1 MHHOBALLNI
COBPEMEHHOW CKYNbMTYPbI
HA 14-1 BCEKNTANCKOW XYAOXECTBEHHOW
BbICTABKE

AHHOmMayus: B faHHON CTaTbe NPOBOAMUTCA aHaNU3
3HaYUMBbIX OCOBEHHOCTEN U BHYTPEHHEN N0rMKN pa3Bu-
TWS| COBPEMEHHOM KUTANCKOW CKYIbMTYpPbI C TOUKM 3peHUs
CTUIUCTUYECKON 3BOJIFOLMM U HOBATOPCTBA Ha MaTepurane
CKYNbNTYPHbIX PaboT, NpeacTaBAeHHbIX Ha 14-i Bceku-
TalCKOW XyA0XeCTBEHHOM BbicTaBke. [ogpobHo pa3bu-
patoTcsA OTAe/bHble NPOU3BEAEHMSA BbICTaBKMW, U Ha UX
npvMmepe NpeiMeTHO 06CyXAaeTcs NApaInCTMyYeckoe
pa3BUTVE COBPEMEHHON KUTAWCKOM CKYNbMTYPbI, Kak OHa
pearvpyeT Ha 3anpockl BPEMEHW, Hacaesys 1 Nepeoc-
MbICASAS TPAAULUIO B BbIBOpE TEM, TPAAULIMOHHBIX UK
MHHOBALMOHHbIX MaTepuaoB, a Takxke GopM Xyaoxe-

8 nronsa 2024 ropa B XyA0>XKeCTBEHHOM My3ee
NPOBMHLMK YX3L35aH OTKpblaach 14-1 Bcekutan-
CKas BbICTaBKa CKYNbMTYPHbIX MPOWN3BEAEHWIA, MOCBA-
LEHHas JOCTUXKEHMAM KUTANCKOrO CKYAbMNTYPHOro
MCKYCCTBA 3a NOC/ieHNe NATb NeT. BoicTaBka cky/ib-
NTypbl BceknTaickomn xyA0XeCcTBEHHOW BbICTaBKY,
C MOMEHTa Hayasia CBOEero npoBeAeHMA Nokasbl-
BaeT LEeHHOCTHbIe OpMeHTMPbl KnTas B NOAUTHKE,
3KOHOMMUKeE, COLMaNbHOM U KYNbTYPHOW XM3HW. Bbl-
60p TeM U A3bIKOBOE BblpaXKeHWe NPeacTaBAeHHbIX
M HarpaxxaeHHbIX paboT BONIOLWAIOT AyX BPEMEHMW,
MOXHO CKa3aTb, YTO BbICTaBKa ABAAETCA [N1aBHbIM Te-
aTpoM «60eBbIX» AENCTBUI Ha MOJe NCCeL0BaHNS
A3blKa U CTUAA COBPEMEHHON KMTANCKOWN CKYAbMTY-
pbl. CKy/bNTypa, BblAEPXKMBaA NCMbITAHUA NCTOPUH,
BCErfa TOUYHO yaBAVBaET W BblpaXKaeT AyX 3MOXM.
PoseH B «becepax 06 nckyccTBe» nucan, 4to Kpa-

CTBEHHOrO BblpaxeHus. Kak nokasano nccnesoBaHue,
COBpeMeHHas CKy/bMTypa NpOoA0/KaeT paclnpaTb CBOU
rPaHuLibl, M He TONIbKO NPOAOJ/IKAET OTpaXkaTb pa3inyHble
WN3MEHEeHWs U acreKTbl XXM3HM 06LecTBa U KyNbTypbl, HO
N Aenaet BaXKHble OTKPbITUS B XyA0XXECTBEHHOM A3blke
n popmax BblpaxeHus. Kutanckas ckynbntypa B coBpe-
MEHHYO 3MOXy, TakMuM 06pa3oM, NnpnobpeTaeT HOBbIE
CMbIC/IbI Y XKM3HEHHYHO CUJTY, YTO KpaWHe BaXKHO A/1s ee
YCTOMUMBOIO U NOCAEA0BaTENbHOIO Pa3BUTUS.

Kntouesele cnosa: 14-s Bcekumalickas xydoxecmeeH-
HasA 8bIcMAsKa; CKy/IbNMypHOe npoussedeHue; 3801I0YUs
cmuJid; UHHosayusA

C1BOE NPOUN3BEAEHME NCKYCCTBA ABASETCS BbICLUNM
NPOSBAEHNEM YENOBEYECKON MYAPOCTU U NPaBAbl,
N TaKkmMe Npoun3BeSEeHNsA UCKYCCTBa, BbipaXas Bce
YyBCTBa YeNOBEYECTBa N MUPA, Kakne BO3MOXHO,
Tak>Ke 3acTaB/sieT Hac NPU3HaTb, YTO MHOXECTBO
BELLEN HeJOCTYMHbI A/ HalLero NoHnMaHus ', 14-5
BcekuTaiickas BbiCTaBka CKY/bMTYpbI, ABASAACH NaaT-
bopmMoWi A5 COBPEMEHHOTO CKYJ/IbMTYPHOTO NCKYC-
CTBa, NoA0bHa 3epkany, oTpaxkatoLeMy HoBelLumne
TEHAEHUNN U CTUINCTUYECKME HaMNpaB/ieHUs Co-
BPEMEHHOrO CKYJbMTYPHOTO TBOpYecTBa. B anoxy
rnobanvsaumm n Bce 60/bLLEFO NAOPAAN3Ma, CO-
BPEMEHHas CKy/IbMTypa CTajk1BaeTca ¢ HebbIBaabIMM
npexXzae UCMbITaHNAMU 1 BO3MOXHOCTAMW, U CKY/b-

1. PogeH O.beceabl 06 nckycctse. — 13a-Bo TyaHbli3e,

2013. — C. 112. B} «FFHLZEA>. B H AR
2013£E06 8 11271,
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NTOPbI HEYCTaHHO 3KCNEPUMEHTUPYHOT, NCCNeays OT-
HOLUEHUS MeXAy TPaauLMen N COBPEMEHHOCTbHO,
HauWOHa bHbIM 1 06LeMnpoBbIM. M3yueHne pa-
60T, NpeacTaBaeHHbIX Ha BcekuTalickol BbiCTaBKe,
AAacT HaM BO3MOXHOCTb MOJYUYNTb YETKOE Npea-
CTaB/fieHMe 06 TpaeKTopuM Pa3BUTUSA COBPEMEH-
HOW CKY/bNTYpbl — 3BOJIOLUIO TEM, MaTEPUaNoB,
CpeacTe, U GopM, UTo, B CBOHO o4yepesb, MO3BOISA-
€T YCTaHOBMWTb €€ YHVKaIbHOE 3HaueHWe B UCTOPUM
MCKYCCTBa N BO3MOXHOCTM 6€3rpaHMUYHOro noTeH-
umnana ans byaylwiero pasBuTms.

1. YFNYBAEHWE U PACLUNPEHUE TEMATUKM

1) NEPENNETEHWUE NCTOPUN N COBPEMEHHOWM
AENCTBUTE/IBHOCTU

Ana MHorux paboTt, NpeacTaBAeHHbIX Ha 14-1
BcekunTalicko BbiCTaBke CKyAbMNTYPbl, UCTOYHNKOM
CHOXKeTa Nocay>Xuia nctopumsa. ipkme nctopmuyeckme
cobbITUS 1 GUTypbl NpeacTaBiAeHbl 3pUTENAM C MO-
MOLLIbFO TOHKMX CKY/ABMTYPHbIX TEXHWK, YTO NO3BO-
JINNO aBTOpPaM MPONOXNUTb AYXOBHbIN MOCT MeXay
npoLWbIM 1 HacTosawmM. Hanpumep, pabota CyHb
AHa «[Norowme BMecTe» NOCBALLEHA XEHLWMNHAM-
coszatamM BpeMeH BOVHbI ¢ AnoHuen. TOHKWI 1 pea-
JNNCTUYHBIN NOAX0Z K paboTe NMO3BO/INA aBTOPY OYeHb
AeTanbHO M306pa3nTb FOHbIE ANLA, peLunTeNbHbIe
B3r1A4bl U BAACTHbIN A3bIK TeNa XEeHLWMH-conaar.
OgzeTble B NPOCTY0 BOEHHYO GOpMY, OHM 1M306pa-
>KEHbI CTOALWMMM Ha CLieHe W NMOKOLLMMW B YHNCOH.
MNpowu3BeseHWe HOCTaNbIMYeckoe, OHO CJIOBHO BO3-
BpaLLlaeT 3puUTeNs B Ty HECMOKONHYH, BOEHHYHO, HO
MOJIHYHO CTPACTX 3MOXy. DTO He NPOCTO BOCNpPOm3Be-
AEeHNe NCTOPUYECKOMN CLIEHbI, HO BOCCO34aHue ayxa
yLleJLlero BpeMeH B COBPEMEHHOM KOHTeKCTe —
nccnefoBaHve U HacnegoBaHue nctopun. OHa gaet
Ham raybokoe OLLyLLeHNe TOro, YTO B KPUTUYECKMI
MOMEHT HaLlMOHaNbHOM OMacHOCTY AeATenun auTepa-
TYPbl U UCKYCCTBa NUCMOAb3YOT NCKYCCTBO Kak Opy-
XWne, yTobbl 06beAVNHNTL NtoAeN, NOAHATL BoeBon
AyX, IpUaaTh CUA U HaZeXbl.

MpuBeaem ele oanH Nnpumep, paboty TaH FOHa
«[MaMATHUK BPEMEHW», CHOXXETOM A5 KOTOPOW TaK-
e NOCAYXNAN ncTopuyeckune cobbiTus. Fpynnosas
CKY/IbMTypa nokasbIiBaeT 6opbby cTapLuero NoKoNeHNs
B TAXKe/ble BpemeHa. [103bl nepcoHaXxen ckyabnTyp
MOKa3blBatOT UX PELUMMOCTb 1 61aropoaCcTBO — OHU
NMbBO CKMMarOT Kynaku, 1Mbo BbICOKO Aep>KaT rono-
BY. DTO HarnsAHO BOCCO34aeT Hecrmbaemblin 6oeBoOM
AyX t0Ael TOW 3MoXK, OTCTavBaroLLMX CBOW Uaeasbl
n ybexxaeHns. Annyeckan NoBeCTBOBATENbHOCTb MO-
3BOJIM/IA @aBTOPY MOKa3aTb 3pUTENHD, YTO NCTOPUSA —
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3TO Kpaeyro/bHblli KaMeHb peasbHOCTU, NepesaTb
oLyLleHne BpeMeHn NCTOPUK 1 YBaxKeHne coBpe-
MEHHOrO YefioBeKa K Hel, BAOXHOBAAS NPOAO/KaTb
JBUraThCs Brepes B HOBYHO 3MOXYy.

He meHee BaxkHOe MeCTO B BbICTaBKe 3aHMMatoT
peanncTnyeckme ckyabnTypsbl, 6113KMe K CKynbnType
Ha UCTOPUYECKY TeMy. ITW paboTbl, MPOHUKHYTbIE
rnyboKum coLmanbHbIM CMbIC/IOM, OXBaTbIBAlOT BCE
acnekTbl COBPeMEHHOro obLecTBa 1 X1BO nepesa-
HOT NyNbC BpemeHW. BecbMa nokasatensHa pabota
BaH YaotoHa «3BoAOLMS KPECTbAHCKON UAEHTNY-
HOCTU B coBpemeHHOM KuTae», koTopas B dopme
MHOrOoQUrypHOM KOMMO3ULIMK BOCCO34a€EeT OCO-
6eHHOCTM 0BpPa30B KUTAMCKMX KPECTbSH B pa3Hble
anoxu. PaboTa nokasbiBaeT 3BOIKOLMIO OT 06pa-
3a MNPOCTbIX, YECTHbIX U TPYAONOOUBBIX KPECTbsH
B 2MOXy TPagMLIMOHHOrO 3emseaennsa Ao obpasa
HOBBIX KPeCTbsH, MOCTENEHHO NpeBpaLLatoLLmxcs
B MHOFOONMbITHbIX M aKTUBHbIX Y4aCTHMKOB HOBOFO
CeNbCKOX03AMNCTBEHHOrO MPOM3BOACTBA U CENbCKOTO
CTpOMTENbCTBA B NpoLiecce MogepHu3aLum obue-
cTBa. PaboTta HarnsgHoO AeMOHCTpupyeT raybokume
N3MEHEHNS B WAEHTUYHOCTN KPECTbAH Ha BOJIHE
BpemeHu bnrarogaps TwaTenbHOMY M306paXxKeHuUto
UX OAEeXAbl, UHCTPYMEHTOB, NO3 U APYruX AeTanen.

2) NNYHOE U KONNEKTUBHOE B CKY/IbMTYPE

PackpbiTvie TeMbl CKYILATYPHOTO NPOU3BEAEHNS
BCerga npegnonaraet acnekT IMYHOrO U rpynnoBo-
ro. CKynbnTypa CTPEMUTCA MOKa3aTb YHUKaAbHbIE
3MOLUN U CyAbObl OTAENbHBIX NHOAEN, NOAYEPKM-
Bas Mpuv 3TOM Cuay 1 06LLMe CTPEMAEHWNS TPYMMbI.
N306paxxeHne nHaMBNayanbHoro obpasa nogobHo
3epkajy, oTpaxaroweMy CI0XKHOCTb 1 KpacoTy ve-
noBeyeckon HaTypbl. Hanpumep, B kaptuHe Cs HON-
ctoaHs «Mow oTel, — cTapsbii Cs» 3aneyatsieH oTel,
aBTOpa, Noka3aHHbI B 0bpase 06bIYHOrO, 1 B TO
Xe Bpems Besnkoro nosapa. B pabote nokasaHa
nto60Bb U BepHOCTL cTaporo Cs ero Ky/iMHapHOM
npodeccmm — OH OfeT B HEMHOTO CTapyto, HO aK-
KypaTHyto MoBapckyto GopMmy, ero L0 NOKPLITO
cnefamMuy Bo3pacta, rpybble, ymenble pyku gepxat
KYXOHHY}O YTBapb, @ NPUCTaNbHbIA B3MAs[ YCTPEMIEH
Briepes. C MOMOLLbH 3TUX feTanel aBTop Harnsa-
HO MOKa3bIBaeT HACTONUMBOCTbL Y CAMOOTBEPIKEH-
HOCTb YesioBeka B MOBCEAHEBHOM XU3HW U XMBO
n3obpaxkaet 06bIYHYHO XMN3Hb NPOCTOro pabouero.

MHoroourypHble KOMMNO3ULLMK, B CBOKO OYEPELD,
€ nx NadoCcoM 1 NOBECTBOBATE/IbHOCTbIO, CO34at0T
MOLLHbIe 1 Bblpa3nTeNbHble 06pa3bl, NokasbiBa-
roLLLME CUAY KOIEKTUBHOTO B UCTOPUM 1 0obLle-

ctBe. Tak, pabota JlaH FO3 «Hapog npeBblie Bcero»
npeAcTaBAseT rpynny conaat, 6oprowmnxcs ¢ Ha-
BOAHeHMeM. x Hanpsa>KeHHble NO3bl MOKa3blBakOT
NX CMENOCTb B CMACEHUN NHOAEN, NLA CEPbE3HBIE,
NPencrnoNHeHHble PELUMMOCTH, B F1a3ax KaXaoro
nepcoHaxa BUAHa Bepa B ycrnex ycuamin no 6opb-
6e co cTuxuein. bnarogaps komMno3nuUN 1 AMHaAMU-
Ke aBTOp CKy/bMTypbl CMOT OY€Hb XWBO MOKa3aTb
€MHCTBO BOEHHbIX W HapoZa nepes A1LoM Beau-
Kux 6eAcTBUIA, NX Be3rpaHNUHOE My>XXECTBO.
AHanornuyHbiM obpasom, paborta Ny [sxao «Mynbc
BEJIMKOW HaLMn» nNpeacTaBaseT cobon rpaHAnos-
HYH CLLEHY C FpynnoBbIM 06pa3oM COBPEMEHHbIX
KUTaMcKmx paboumnx, 3aHATbIX B pa3nnuHbIX chepax
aeAtenbHocTw. B paboTte nepemexxatoTcs cLeHbl pa-
60unX, 3aHATbIX yNpaBAeHNEeM CTaHKaMu Ha 3aBO-
faX, yUYeHblX, COCPefOTOUEHHbIX Ha NCCNef0BaHNAX
B labopatopusx, n GepmepoB, yCEPAHO TPYAALLMNX-
€Sl Ha NoAAX, APKO NMPeACTaB/As 3aXBaTbIBaOLLYHO
CLEHY KMTaNCKOro HapoAa B HOBYH 3Moxy, yrnop-
HO paboTatoLLLero BMecTe, Utobbl 4OCTUYb NPoLBe-
TaHWS N CUNbI CTPaHbl, U NOAYEPKUBAs BEANKYHO
CuNy KONNEKTMBA B Aie1e HaLMOHabHOro Pa3BUTHS.

2. DKCMEPUMEHTbI C MATEPUAJIAMU U CPEACTBAMM

1) HOBAA MHTEPMPETALUA TPAANLIMOHHBIX MA-
TEPUANOB

Kak ogHaxabl ckazan CyHb YxaHbxya, «maTepuan
1 KOHLeNUmMa HeoTaeMMbI ApYT OT Apyra. Ecan oun-
CTUTb CKYNbMTYPY OT BCErO HAHOCHOTO, TO OCTaHETCA
Wb ABa BaxKHeWLIMX dakTopa — MaTepuan n uaes,
TO €CTb TO, YTO Mbl Ha3blBaeM «COCYAOM>» U «MyTeM»,
OHO Xe «TesfleCcHoe» 1 «becTenecHoe», OHO Xe Be-
LLeCTBEHHOE N HeBelLlleCcTBeHHoe» 2. B ckybnTyp-
HbIX paboTax 14- BcekmMTackom Xy[0KeCTBEHHOWM
BbICTaBKW TPAANLMOHHbIE CKYNbNTYpPHble MaTepua-
Nbl, Takme Kak 6pOH3a, KaMeHb U JepeBo, NPOAO-
>KakoT UrpaTh BaXKHYH POJb, OAHAKO XYAOXKHMKM
He OrpaHNYMBatOTCA TPaAULMOHHBIMY CPeACTBaMMU
BbIpaXkeHus, a NepeoCMbICIAOT MaTepuansl, faBas
MM HOBYO XXM3HEHHYIO cuay. Bosbmem B kauecTBe
npuMepa pe3bby no gepesy. [lepeBo, Kak Tpaau-
LMOHHbIA MaTepuan C MHOrOBEKOBOM UCTOPUEN,
BCerAa HpaBmMAOCh CkybnTopam baarogaps cBoen
€CTeCTBEHHOW TeKCType, Tenaon Gaktype u yHu-
KasIbHOW NacTMYHOCTW. MNpeacTaBaeHHas Ha 3ToN
BbicTaBke paboTa MaH baocyHa «HpaBbl AsiHLWaHb-
CKOWM HapOAHOCTU U» AEMOHCTPUPYET HeobblvHOoe

2. CyHb YxaHbxya. CoBpemeHHas ckynbnTypa Kutas. — X363i4:
X36311 manwy, 2009. — C. 94. FhiRE: « R E LR EELE[M].
STAEZEAR AR 20094E11 5 #— AR H 94T

ncnosb3oBaHue gepesa. leomeTpuueckne Gopmsl
bUryp UckycHO coueTaroTcs C TEKCTYPOU AepeBa
N IMHUAMUW MYCKYIOB GUTyp, Tak UTO eCcTecTBeH-
Has TeKCcTypa AepeBa CTaHOBUTCA BaXKHOM UacCTbhO
XYZAOXECTBEHHOIO BblpaxkeHWs paboTbl.

Kpome Toro, B pabote «[MopTpeT uenoseka C ropbl
bapa 3» Cs Ct036MH nccnesoBan 0oCobeHHOCTU ae-
peBa kak Matepuana CKy/abnTypbl, N1 UCNOAb30Ba
PUCYHOK ZepeBa A5 TOro, Uutobbl nepesatb yHU-
KaJbHbIV CTU/Ib XXMBOMUCU U Kanaurpadpum baga,
M3ALLHBINA Y NPOHMKHYTHIN YyBCTBOM OAMHOYECTBA.
TekcTypa v LIBETOBblE U3MEHEHWS CaMOro Jepesa
MCNONb3YHOTCA XYA0XHUKOM A5 CO34aHUsA cepbes-
HOFO, MPOHNKHYTOTO AYXOM CTapWHbI HAaCTPOEHWS.
Tak OH packpbli TeMy O4apOBaHUA TPAAULIMOHHOW
KyAbTypbl NPV MOMOLLY TPAAWULIMOHHOFO UCKYCCTBA
pe3bbbl Mo Aepey. bpoH3a Takxe aBaseTca Tpa-
OVILIMOHHBIM MaTepuanoM, KOTOPOMY Ha AaHHOM
BbicTaBke 6bl1a laHa HOBast MHTepnpeTauus. B He-
KOTOPbIX UCTOPMUECKNX paboTax, NpeAcTaBAeHHbIX
Ha 3TOW BbICTaBKE, XYJOXHWKN B NMOJHOW Mepe nc-
MoAb3YyOT 0COHEHHOCTU HPOH3bI, 0COBbIM 0H6pazoM
obpabaTtbiBas ee NOBEPXHOCTb, HAaNpPUMep, UMU-
TUPYA Cledbl 3PO3MK JIET, UCMOJb3YS YHUKAJbHbI
npouecc oKpalmBaHus U T.4. To ecTb BpoH3a nc-
No/Ib3yeTcs, YTOObl NOAUEPKHYTb MCTOPUUYHOCTD,
nepegaTtb XOZ BPEMEHW, 1 TakKe oborallaeT Bbl-
pasuTenbHocTb pabot. Hanpumep, B pabote [3H K3
«[MyTb Aanek N N3BUANUCT», IMOLMOHaNbHAsA U BU-
3yasibHas BbIPa3UTENbHOCTb CKYJIbNTYPbl YyCUAEHA
6narogaps matepuany — aBTop 6iarogaps ymesno-
MY MCMOJIb30BaHWIO LiBETa U y30pa BPOH3bI, OUYEHb
XMBO nepegana 61aroposCcTBO U AyXOBHYHO CTOM-
KOCTb yUeHbIX-IMTEPATOPOB.

2) WNPOKOE NPUMEHEHUE HOBbIX MATEPUAJIOB

C BbICTPbIM Pa3BUTUEM HayKU Y TEXHUKM HOBbIE
MaTepwuanbl, Takme Kak HepykaBetoLLas cTab, apMu-
POBaHHbIV CTEKJIOBONIOKHOM MAACTVK, KOMMO3UTHbIE
MaTepuanbl U T.4., B CO34aHNMN COBPEMEHHOM CKYJb-
nTypbl NpuobpeTatoT Bce 6os1ee WNPOKUIA CNeKTp
NMPUMEHEHUs, UTO OTKPbIBAET Nepes UCKYCCTBOM
CKYNbNTYpbl becnpeleseHTHbIe BO3MOXHOCTA A5
HoBauwui. «<MaTepuanbl 1 cNocobbl UX NCMONb3O-
BaHMWA Bcerga bblan BaXXHENLW MM cnocobom pea-
NN3aLmm Xy[0XeCTBEHHOTO 3pdeKkTa CKyNbNTYpPbI.
HoBun3Ha cnocoba peanvsaumm Npov3BeseHns —
BaXKHOE CPeACTBO BbIAENNTHCA M3 06LEeN MacChl,
1 MO3TOMY NPOPbLIB Y>KEe CAOXKMBLUENCA IMAMpPUYe-

3. NCEBAOHWUM KUTANCKOro XyAOXHWKa, No3Tta u kanaurpada
anoxu LuH Yxy [la

99



CKOW CMCTEMbI MaTepPManoB NPOU3BEAEHNA NCKYC-
CTBa — BaXkHas CTpaTerna n cpescTBo NosyyveHus
HOBBIX CPEACTB XyAOXECTBEHHOW Bblpa3nTebHO-
cTn» 4. Hep>kaBerowaa ctanb, obnagarowas co-
BPeMEHHbIM MeTananyeckmm 61eCKoM, BbICOKOW
NMPOYHOCTbIO U YCTOMYMBOCTBIO K KOPPO3NMK, CTa-
Na Anst MHOTUX CKYJbNTOPOB UAeabHbIM BbIGOPOM
419 BblpaXKeHNA COBPEMEHHbIX TEM U HOBAaTOPCKMX
naen. Tak, Bce NpenmyLLecTBa HOBOro MaTepumana
ncnonb3yrotcs B pabote Jlto YUxaHa «M B BO3ayx
BO3HEC/IUCb TP MUIMOHA HEDPUTOBBIX JPAKOHOB,
BceneHHOW npuHecan MOpO3Hble AeHbKN» °. Tema
paboTbl — 3MMHME BUABI CMOPTa, Yepe3 naaBHble
JVHUM N ANHAMWYHOE MOZenpoBaHne COo3AaHbl
fApkme o6paszbl CMOPTCMEHOB B 1€A0BbLIX M CHEXHbIX
BWAAX CNopTa B aT/eTMyecKon no3e, nepesaHo oLLy-
LeHne ckopoctu. Takxe u «[1amMATHUK BpeEMEHU»
TaH FOHa, B KOTOPOM Hep>KaBetoLLas CTajlb U Mexa-
HUueckne AeTann NCNoNb30BaHbl aBTOPOM, YTOObI
nokasaTb 3anyck KocMuyeckoro kopabns LLUsHb-
uxoy. Metannnueckuii bieck 1 mexaHuyeckme ge-
Tasn AOMNOHANT APYT Apyra BU3yanbHO, cO3jaBas
0ocobyto aTMocdhepy, NoKasbiBas e4MHCTBO UCKYC-
CTBa N COBPEMEHHOW TEXHO/IOTUW.

MosBneHWe cMeLlaHHOW TeXHWKM ele 6onblue
pPacLIMPUNO TPaHNLbl CKYAbNTYpPbl, MO3BOANB CO-
yeTaTb CBOWCTBA CaMblX Pa3HblX MaTepuanos Ans
CO34aHnA YHUKaAbHbIX TEKCTYP U BU3yaabHbIX 3¢-
dekTOoB. PaccMoTpumM B KauecTBe npumepa paboTy
UxaH AMunHaA «[Mo pycny peku becnpepbiBHO CHYHOT
yenHoku». CoyeTaHe MeTalIMyecKom NPOBONOKU
W cTeknonnacTika npugaet Gurype owlyLeHune ner-
KOCTU 1 NPO3pPayYHOCTN. TOHKOCTb METaINUYECKOM
MPOBOJIOKM M MATKOCTb CTEK/OMNAACcTUKa KOHTpa-
CTUPYIOT APYT C APYroMm, npuiasasa paborte Heno-
BTOPMMOE XyAOXeCTBEHHOEe O4YapoBaHue.

3. NJIOPANIN3M U B3AMMHASA UHTErPALMA ®OPM

1) CUHTE3 PEAJIMCTUYECKOTO U ABCTPAKTHOTO

B ckynbnTypHBIX paboTax 14-i BcekunTalickolm
XYZAOXEeCTBEHHOW BbICTaBKN BUAHA TEHAEHLMA Ha
OfHOBPEMEHHOE CoYeTaHne PeancTnyecknx n ab-
CTPaKTHbIX 3/IEMEHTOB, AEeMOHCTPUPYIOLLaA Pa3Ho-
obpasme 1 OTKPbITOCTb COBPEMEHHBIX CKYNbMTOPOB
B OCBOEHWM Xyf,0XKECTBEHHOTO A3blka. MHOTME CKy/b-
NTypbl, COXpaHAA PeanncTuyeckyto OCHOBY, BKJIO-
yatoT B cebs abcTpakTHble 31eMEHTbI, NpuaaBas

4. U3so CuHbTao. HoBas ¢urypatmBHas ckyabnTypa. — YyHUMH:
W3patenbctBo YyHumH, 2010. — C. 78. &% TR R BB [M].
B ERHARE, 20104 H AR, 57871

5. HasaHue no crtpoke 13 noamel Mao Li3agyHa «Obnaka
B CHery».
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durypaTtmBHbBIM 1 OCA3aeMbIM 0bpa3am abcTpakTHoe
HacTpoeHune v rnybuHy Mbicav. Hanpumep, B cBoeNn
pabote «Annes» YxxaH Xao TouHO n3obpasmn dury-
pbl pabounx B peanucTMYHOM MaHepe, HaunHas C nx
06BeTPEHHbIX INL, KPEernKUX MblLlL, 1 3aKaH4YMBas
MO30/IUCTBIMU PyKaMu, Kaxkaas feTaib ApKO noka-
3bIBaeT XM3Hb paboumx, KOTOpble TAXENO TPYAAT-
cs. OpHako B 06paboTke HEKOTOPbIX YacTen Tena,
TaKUX KakK JMHAMWUYHbIE JIMHUM KOHEUHOCTEN Uan
KOHTYpPbI TeNa, XyAO0XHUK NCNOoAb3yeT abcTpakTHYHO
3KCNpeccuio, 1 Yepes ynpolLleHue, npeyseanye-
HMe WM UCKaXeHWe nepejaeT Cuay u Ayx npose-
Tapckoin 60pbObLI.

HanpoTunB, HekoTopble CKY/NbNTYpPbI, BbIMOJ-
HEeHHble NPeMYLLECTBEHHO B abcTpakTHOM dop-
Me, Tak)Ke akKTMBHO MUCMOJb3YHOT peaancTnyeckunia
NMOAXOA, YCWUAMBas CBA3b MeXXAY TBOPUECTBOM U pe-
a/IbHOW XWM3HbIO. TOHKME HAMEKW MAN YaCTUUYHOE
npeacraBaeHne GUrypatuBHbIX 31€MEHTOB AatoT
3pUTENSIM BO3MOXHOCTb Jlyylle NOHATb TEMATUKY
pabot. Hanpumep, B cepum Yxy KausHa n YxxaH
FOHbCA «CTpeMuTeNbHbIN Nporpecc — KuTanckme
NOAKUN-APaKOHbI» UCMONb3YHOTCS MAaBHbIE NHNN
1 reomeTpuyeckme Gopmbl A48 NOCTPOEHNA 0bLLei
KOMMO3MLMK, KOTOpas Ha NepBbI B3r144 NoaHa
abcTpakTHoW popmManbHon kpacoTbl. Og4HaKo B J10-
KasibHble AeTain CKYAbNTYpPbl XYAOXHWK BKAOYW
HekoTopble GUrypaTMBHbIE 31€MEHTBI — 3TO XeCTbl
1 No3bl NepcoHaxen, dopma okpyxaroLmx obbek-
TOB, KOTOpbIe C/y>XaT CBOEro poja Nnoackaskamu,
BbI3bIBaOL MU Y 3pUTENA accoLMaLnm € acnekTa-
MW peanbHOM XWU3HW W, TEM CaMbIM, PackpblBato-
LWMMUW TEMY U HAacTpoeHWe paboTbl.

2) NPOCTPAHCTBEHHO-BPEMEHHOE BbIPAXXEHWE

CKynbnTypa — 3TO MPOCTPAHCTBEHHbIN BUA UC-
KyccTBa, U Ha 14-# BceknTaickom Xy[0>KeCTBEHHOM
BbICTaBKe MUCMOJIb30BaHNe XyAO0XHMKaMN NPOCTPaH-
CTBa JOCTUIIO HOBOW BbICOTHI. bosiblle BHMMaHWA
yAensetca nepejaye noatrekcra U HacTpoeHus
npounssejeHna ¢ NOMOLLbIO YHUKaNbHOMO Npo-
CTPAHCTBEHHOrO PacnoAOXeHNA 1 KOMMNO3MLNN.
HekoTopble paboTbl OTIMYAKOTCA MHOTOYPOBHe-
BOCTbIO U FNYyBUHON NPOCTPaHCTBa, YTO MO3BOA-
eT 3puTenaM No4vyBCTBOBaTb cebs B AMHAMWNYHO
MeHSIOLLLeNCA NPOCTPaHCTBEHHOM Cpeje BO Bpems
npocmoTpa. Hanpumep, B ckynbntype «HascTpeuy
nobeage» YxaH '3 B kauecTBe PpoHa B3siTa anoxa
rpaxxsaHckor BonHbl B Knutae, a MHOrorpaHHocTb
1 6oraTcTBO NPOCTPaHCTBa CO3/aeTCA 3a CYeT pacno-
NOXEHWA MHOTOYNCIEHHBIX MEePCOHAXeW 1 3nemMeH-

TOB CLieHbl. [py NpocMoTpe Npou3BeAeHWa 3puTenb
obHapy>X1BaeT, YTO eC/iM CMOTPETb Ha Hero ¢ pas-
HbIX TOYEK, TO OH MOXET BUAETb Pa3NnNYHble KOMOM-
Hauuy 06pa3oB N NPOCTPAHCTBEHHbIX OTHOLLEHWIA.
Moy pa3HbiMK yraamm ob3opa durypbl npeacratot
A BANIKUMM, UK JaneknMun Apyr OT Apyra, ne-
peaHsAs YacTb KOMMO3ULIMK NePEKINKAETCA C 3aAHeN,
YTO OXMBASET BCHO PaboTy, NPOCTPAHCTBO CTAHOBUT-
€A Kak 6bl NoABWXHbIM. [lpyrov npumep — «lyabc
BE/NKOW Haummn» Ty [13Xxao, KOTOPbIN BbICTpanBaeT
TPEXMEPHbI FOPOACKON MPOCTPAHCTBEHHbIV aHA-
wadT 6rarogapa coHeTaHUIO BbICOKMX WU HU3KMX
aPXUTEKTYPHBIX MOZENEN 1 Pa3INUYHbIX NO3 Nepco-
Haxkel. [Mpy NpocMoTpe CKyNbNTYpPbl 3pUTeNb Kak
6yATO Obl ryNfieT Mo roposy, olyLas pUTM U Xus-
HEeHHYIO CMY FTOPOACKOrO MPOCTPAHCTBA.

B 70 e BpeMs HeKOTopble CKY/IbNTOPbI MbITaroT-
CA NPeos0aeTb OrpaHNYeHns NPOCTPaHCTBEHHOIO
MCKYCCTBa U BKAOUNTL B paboTbl BpEMeHHOe M3Me-
peHue, MoKasblBas TeHYeHNE BPEMEHW WM pa3BUTME
cobbITU Yepes TLwaTenbHyto 06paboTky AMHAMUKN
nepcoHaxew 1 N3MeHeHwul B cueHe. Hanpumep, pa-
60Ta Yx3Ha CaoctoHa «bes kpas, 6e3 koHua nepeso
MHOW poZHas CTOPOHa — JaHb YBaXeHWs CTPOU-
Tensm undposoro obuiectsa». B pabote xyAoxHM-
Ka MCKYCHOe HaNoXeHWe 1 rpajauns nepcoHaxen
1 31EMEHTOB CLLEH M3 Pa3HbIX 3MOX NO3BOASAIOT 3pU-
TENAAM NPOYYBCTBOBATb HACTPOEHWE BPEMEHU U XOZ
ncropum.

3) CUHTE3 NHCTANIALUU U CKYNIBNTYPbI

CoueTaHune 3/1eMEHTOB UHCTA/NIALMOHHOIO UC-
KYCCTBa W CKYJIbMTYPbI CTaN0 APKUM MATHOM Ha 14-i
BcekmTalickom Xya0XKeCTBEHHOM BbICTaBKe CKY/b-
NTYpbl, 4EMOHCTPUPYS TEM CaMbIM YCMEXn OnbITa
MEXANCLMMNANHAPHOW MHTErpaumn COBPeEMEHHOro
CKy/NIbATYPHOrO McKyccTBa. B psge paboT npouncxo-
AWT OTKa3 OT TPaaULMM 1 NPeACTaBAEHUS eANHON
bopMmbl, M cama CKyNbNTypa UCKYCHO COeAMNHAETCA
C 31€eMEHTaMM VHCTaNNALLMK, TaKUMU KaK CBET, 3BYK
N BUAEO, YTO CO34aeT MYNbTUMEANNHBIN NHTEpaK-
TUBHbIV apT-06bekT. Hanpumep, B Npon3BeseHnn
JIvHb TaHa «byaylias ApeBHOCTb» LIeHTPOM pabo-
Tbl ABASETCA abCTpaKTHas CKyAbNTypa, BOKPYr KOTO-
POV yCTaHOB/IEHA C/IOXHAs CBETOBas KOMMO3ULUS.
ATMOChepa 1 HacTpoeHMe NPOU3BeAeHMs 3a4aeTcs
NPy NOMOLLY LIBETA, MIHTEHCUBHOCTU 1 MEHSIOLLEe-
rocs putMa oceelleHus. Ewe oagmH npumep — Kos-
NekTuBHas pabota «Mysbika LLyHsa — Bennkonenue
AmTodoHa baHbLMH» (Y KOnuso, LWn KOnTuH), otan-
yaroLLancs 60/1bLION BbIPa3UTENIbLHOCTHIO U MHTEpaK-

TMBHOCTbHO. CaMa CKy/IbNTypa MOXET 13saBaTh 3BYK,
NoAo6HbIV 3BYKY pa3buToro cTekna, 1 3To 3ByKOBOE
COMpPOBOXAEHWe AOMNONHAET BMU3yaabHbl 06pas,
co3gaBas YHUKaNbHOe, MUCTUYECKOe HacTpoeHue.

B 10 e Bpems, gobaBaeHNe 3BYKOBbIX INEMEH-
TOB, TakMX Kak MeN0oAMYHasA My3blKa, eCTeCTBEHHble
3BYKOBbl€ 3GDEKTBI NN PUTMUUHbIE 3IEKTPOHHbIE
3BYKW, elle 6o/blUe YCUANBAET CEHCOPHYHO CTUMY-
naumo 3puteneit. 3syk paboTaeT B TaHAeMe C OC-
BELLleHMEeM 1 CKY/NbNTYypamMu, Norpyas 3putenen
B XYAO0XECTBEHHbIV MUP Npou3BeseHuns. B Heko-
TOpble PaboTbl faxke BKAOYEHbI BUAEO3NEMEHTDI:
BOCMPOU3BOAUTCS BUAEOKOHTEHT, CBA3AHHbIN C Te-
MO, N CKyAbNTypa obpasyeT KOMOMHALMIO BUPTY-
aNbHbIX N peanbHbIX BU3yanbHbix 3G dekToB, bonee
HarasaAHO nepejaroLLnx TeMy paboTbl U UCTOPWUIO,
Nexallyto B ee ocHoBe. Hanpumep, B pabote 03
finbHa «Cun3nd» 13 cepun «Bpema» aBTop Ncnosb3y-
€T TEXHOIOTUO roforpadryeckon NPoekLmm BMecTe
C rOTOBbIMW U3AeANAMMW, TaKUMWN KaK MUHNATHOP-
Hbl1 TeaTp, UTO6bI pacckasaTtb nctoputo o Cnsnde.

4. 3AK/NFOYEHUE

VckycctBO — 37O daitorep Ayxa BPEMEHU, OHO
nepeocmbICAAeT TPaANLIMIO, HO U COXpaHAeT ee Npwu
3KCNepUMeHTax ¢ HoBbIM. CkynbnTypa Ha 14-11 Bce-
KUTaMCKOW XyA0XECTBEHHOM BblCTaBKE BCECTOPOHHE
1 rnyboKo AEMOHCTPUPYET CTUANCTUYECKYHO IBOIO-
LM N HOBALMM COBPEMEHHOW CKYAbMTYpPbI, €€ Bbl-
Jarowmecs goctumkermsa. CoBpeMeHHas CKynbntypa,
B CaMblIX pa3HbIX acrnekTax — oOT yriaybieHus n pac-
LWMPEHNSA TEMATUKM, CMEeNbIX MHHOBALMIA 1 nepeoc-
MbIC/IEHNA TPAAWLMIA B NCMONb30BaHNW MaTepUanos,
MEXANCLMNAMHAPHOTO NOAXOAa 1 Natopanm3mMa
dopm — Hacnenys TpaaMLMIO, pa3BMBaETCA BMeCTe
CO BpeMeHeM, aKTUBHO pearmpyeT Ha NoTpebHOCTH
obLecTBa 1 paclumpsaeT CBOW rpaHuULb.

Bnarogaps yaMBuTEIbHOMY NepeneTeHnto UCTo-
PUUYECKUX N PEaNNCTUYECKUX TeM, N306pa>KeHnto
JNIMYHOTO N KONNEKTUBHOIO, CKYNbMTypa ApKO Mo-
Ka3blBaeT CNOXHOCTb COBPeMeHHOro obuiectsa
M MHOTOrpPaHHOCTb YenoBeYeckon npupoabl. Ho-
BaTOpCKas MHTepnpeTauns TPaAULNOHHBIX U LWN-
POKOe NPUMeHeHNe HOBbIX MaTepuasoB NPVBHECN
B CKy/IbMNTypHOE TBOPYECTBO HOBbIE HACTPOEHMNSA
n BU3yanbHble 3ddexTbl.

OpHako B npouecce pa3BUTMA COBPEMEHHan
CKYNbMATYpa CTajKMBaeTCa C MHOXEeCTBOM Mpo-
61em. B cTpeMaeHnmn K HOBaLMAM M 3KCNEPUMEH-
TaM, O4YeHb BaXXHO n3b6exarb NOBEPXHOCTHOCTU
n dopmMannsmMa, u He NOTEPATb rNYyOMHY CMbICaa
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W coZepiKaHus B NOroe 3a Bu3yasnbHbiM 3GdeKTOM.
1O cepbe3Han npobiema, KOTOPYH HeEOHXOAUMO
yunTbIBaTb CKy/JibNTOpam. He MeHee HacyLHbIM BO-
NPOCOM, TakXe TPebyLWNM peLleHus, ABASETCS

Hac/nef0BaHWe TPaaMLMM U COXPaHEHMe KyabTyp-
HOM CaMOBbITHOCTM Ha PoHe rnobanmsaymm npu
npeaACcTaBAEHUN HALMOHaNbHOWN CKY/bNTYpPbl Ha
MeXAYHapOAHOW cLeHe.
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TRENDS OF BIOMECHANICS IN REFORMING
TRADITIONAL CHINESE THEATRE

Summary: Traditional Chinese theatre has a cen-
turies-old history. Although this process has experi-
enced its ups and downs, actors’ skills in traditional
Chinese theatre have not been completely lost; they
have been passed down from one generation to an-
other up to the present time. Especially in modern Chi-
na, traditional Chinese theatre inherits traditions and,
at the same time, it is constantly updated, continu-
ously striving for versatility and modernisation. After
Meyerhold’s death, the development of biomechanics

The relevance of the study lies in the fact the
two methods (Biomechanics and the skill of tra-
ditional Chinese theatre) continue to attract the
attention of theatre researchers, acting teachers,
and theatre practitioners. The book by A.Ryapos-
ov, Russian Directorial Art of the 20th Century’, is
an example. In this book, there is a chapter, which
is an extremely concentrated expression of Mey-
erhold’s main theatrical ideas and stage methods.
Moreover, it provides a detailed theoretical study
of Meyerhold's biomechanics. In the collection The
Big Book of Acting ?, the practical application of bi-
omechanics is discussed; in addition, modern train-
ings, developed in Russia and based on the ideas
and methods of Meyerhold's biomechanics, are giv-
en. In recent years, the method of biomechanics
has also attracted the attention of the theatre cir-
cles of China. In the article “"Meyerhold’s Biome-

1. See:Ryaposov A.Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 244.

2. See: Sarabyan Elvira. The Big Book of Acting. A Unique Col-
lection of Trainings on the Methods of the Greatest Directors.
Stanislavsky, Meyerhold, Chekhov, Tovstonogov. 2017. Mos-
cow: AST Publishing House, p. 789.

was suspended for political reasons; however, owing
to the study and revival of Meyerhold's theatrical her-
itage by subsequent generations, a set of systemat-
ic performance methods has gradually formed. In the
process of their development, these two methods (bi-
omechanics and the skill of traditional Chinese thea-
tre) have some common features.

Keywords: Meyerhold's Biomechanics, training in tradi-
tional Chinese theatres, experimental Beijing Opera.

chanics and Traditional Chinese Musical Drama” 3
by A.Lyakhovich and Yang Nanjia, the relationship
between Meyerhold’s biomechanics and tradition-
al Chinese theatre is presented. Traditional Chinese
theatre has also opened a unique path of its devel-
opment in modern China and tried to combine its
own traditions with the achievements of Western
theatre. Over time, the actors’ skills in traditional
Chinese theatre have acquired many connections
with biomechanics, and the relationship between
the two methods deserves our study.

Acting technique during the reform of tradition-
al Chinese theatre is the object of this article.

The influence of Meyerhold's biomechanics on
the work of a traditional actor of the Chinese the-
atre is the subject of the study.

The source base of the study is: 1) literature on
the skills and craftsmanship of traditional Chinese
theatre actors; 2) literature on Meyerhold’'s biome-
chanics; 3) video recordings of Chinese theatre per-
formances; 4) educational films of the Beijing Film

3. See: Lyakhovich V. A, Yang Nanjia. “Meyerhold’s Biomechan-
ics and Traditional Chinese Musical Drama” // Society. Envi-
ronment. Development. 2020. No. 2, pp. 60-67.

103



Studio, which filmed training sessions for Beijing
Opera actors.

The methodology of the study is based on the
principle of historicism; moreover, it uses the com-
parative method.

The purpose of the study is to determine the in-
fluence of Meyerhold’'s biomechanics on the skill
of traditional Chinese theatre.

Research objectives:

1) to establish the influence of Meyerhold's bi-
omechanics on the training process of mod-
ern actors of traditional Chinese theatre;

2) to establish the influence of Meyerhold's bi-
omechanics on the experimental Chinese
theatre.

The novelty of the research lies in studying the
influence of biomechanics on the reform of tradi-
tional Chinese theatre.

After the founding of the People’s Republic of
China in 1949, traditional Chinese theatre sought
to achieve the opportunity for further development
by turning to Western theatre concepts. Thus, the
need for reform is both an opportunity and a chal-
lenge for traditional Chinese theatre.

Development of movement is one of the re-
search areas in traditional Chinese theatre. Dur-
ing the Cultural Revolution (1966-1976), theatre
figures tried to develop new forms of movement
in Beijing Opera. Jiang Qing (1914-1991) noted at
a conference: "Modern revolutionary Beijing Op-
era is the inheritance of traditions from a critical
point of view; it discards the outdated and devel-
ops the new. The basic techniques used in Bei-
jing Opera have not been lost; however, it is not
enough <...>. In order to reflect the new life, we
need to select from our life, create, gradually de-
velop, and enrich the basic techniques of Beijing
Opera” “. Subsequently, the workers of tradition-
al Chinese theatre came to Beijing Sports Insti-
tute, China Acrobatic Troupe, and Beijing Dance
Academy to test and implement the revolution-
ary and experimental teaching model of Triple
Unity of Beijing Opera, Dance, and Physical Ed-
ucation. One of the workers at that time, Jiang
Changchun, recalls: "A group of teachers and re-
searchers combines the teaching of traditional

4. Zhong Guo xi qu zhi bian ji wei yuan hui, «<Zhong Guo xi qu
zhi Bei Jing juan» bian ji wei yuan hui. [Editorial Committee of
the History of Traditional Chinese Theatre, Editorial Commit-
tee of the History of Traditional Chinese Theatre. The Beijing
Volume]. Zhong Guo ISBN zhong xin: Bei Jing [China Centre
ISBN: Beijing], 1999, p. 1557 (in Chinese).
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Beijing Opera techniques with the creative achieve-
ments of modern Chinese theatre, as well as dance
and physical education. After numerous changes,
experiments and adjustments, a curriculum was
formed for the associations of people with dif-
ferent body types, for the convenience of group
training for men and women, such as a sword
play group, a spear play group, a gesture group,
a stick play group, etc.” . And also: "The highest
standard of modelling and athletic aesthetics of
traditional Chinese theatre is the presentation of
the ‘circle’; as for the body movements, it is char-
acterised by roundness, curvature, and twisting.
<...> The model of Triple Unity of Beijing Opera,
Dance, and Physical Culture maintains the basic
movements of traditional Chinese theatre in phys-
ical training; <...> however, the character of the
movement is based on the characteristics of bal-
let” 8. The modern revolutionary Beijing Opera is
the result of the experience of combining Beijing
Opera with Western theatre, ballet, gymnastics,
and other arts. The play changed the performance
aesthetics of traditional Chinese theatre; the ac-
tor's performance emphasised the elongation of
the body, its striving for the top and "openness”
in its movements. From another point of view,
considering the aspect of body movement sep-
arately, physical culture movements and ballet
movements were added to the performances of
Beijing Opera. The movements and poses take
the aesthetics of ballet as their basis, giving us
the opportunity to see the fusion of movements
from Beijing Opera and Western ballet.
Therefore, at that time, the works of the Mod-
ern Revolutionary Beijing Opera basically followed
the above-mentioned stage aesthetics. For ex-
ample, the Modern Revolutionary Beijing Opera,
Red Women'’s Battalion, is adapted from the ballet
performance of the same name. In May 1972, the
film crew of the Red Women's Battalion brought
Beijing Opera to the screen at the August 1st Film
Studio of the People’s Liberation Army of China.
Performed by the Beijing Opera Troupe of the
Red Women's Battalion, the film performance was
shown throughout the country in the same year.
The film performance of the Red Women’s Battal-

5. Dong Xin. Xi qu xian dai jiao yu gai ge fa zhan li cheng yan
jiu 1949-2009 [Dong Xin. A Study on the Development Pro-
cess of Traditional Chinese Theatre Education Reform in Con-
temporary China, 1949-2009]. Zhong Guo yi shu yan jiu yuan
[China Academy of Arts], 2013, p. 111 (in Chinese).

6. Ibid. P. 112.

ion borrowed many movements from the ballet
performance. Due to the adoption of a large num-
ber of Western dances, the actors’ body move-
ments were more open than the movements in
Beijing Opera’.

The Peking Opera play Taking Tiger Mountain
by Strategy was based on Qu Bo's novel Tracks in
the Snowy Forest, and was staged by the Shang-
hai Jingju Theatre Troupe at the Grand Theatre
of China on September 17, 1958. The work was
constantly revised during its performance, and
around 1965, a theatre reform group redesigned
the dances to resemble skiing movements. The
modern revolutionary Peking Opera, Taking Tiger
Mountain by Strategy, was filmed as a Performance
Film by the Beijing Film Studio in 1970. This Per-
formance Film included a section in which sol-
diers cross a snowy mountain and climb a cliff.
The section shows a ski dance in which an ac-
tor imitates a skiing pose. In addition, there is
a passage showing the movements of climbing
a cliff; the actors lie down on the stage, slide on
the stage on their backs using their legs; at the
same time, they imitate the pose of a climber
with their hands climbing a rope. Through a series
of movements, the actors on the stage showed
how the soldiers crossed the snow mountain and
climbed the cliff. In order to show the soldiers
quickly marching in the process of attack, the ac-
tors lined up in a row and used a movement sim-
ilar to the grand jeté 8 in ballet. Therefore, the
acting movements of modern revolutionary Bei-
jing operas are based on the conventional move-
ments of traditional Chinese theatre; however,
they add elements of folk dance and European
classical dance, such as the split jump and sup-
port in ballet. The modern revolutionary Beijing
opera troupe has created new dance convention-
al movements that have the distinctive features
of the new era and new characteristics of life. In
these movements, we can see elements such as
sports, gymnastics, and ballet.

Moreover, the formation of biomechanics wide-
ly absorbed elements from various fields. At the

7. See: Yang Jian. Cong "Ge ming xian dai jing ju” kan chuan
tong xi ju de zhuan xing [Yang Jian. Transformation of Tradi-
tional Chinese Theatre from the Perspective of Modern Rev-
olutionary Beijing Opera]. Xi Ju: Zhong yang xi ju xue yuan
xue bao [Drama: Journal of the Central Academy of Drama],
2003, (3): p. 51 (in Chinese).

8. Grand jeté is a ballet movement in which the dancer jumps
and does the splits during the jump.

turn of 1915, Meyerhold used pantomimes and
commedia dell’arte to train actors in the studio on
Borodinskaya; pantomimes became “predecessors
of future biomechanical exercises” °. In his sub-
sequent theatrical practice, Meyerhold adopted
techniques from various types of professional ac-
tivity, for example, different types of dance, circus,
gymnastics, and oriental stage skills. “"He notes
the growing spread of sports (90 Moscow foot-
ball teams) and the growing interest in sports..." 1°.
Meyerhold’s biomechanics emphasises the devel-
opment of the body, training physical strength,
speed, and flexibility of actors, which contrib-
utes to the versatile physical development of the
body. “Today, biomechanical elements are found
as components of stage plastic training, fenc-
ing, and combat training using other cold weap-
ons, stage speech training, stage dance training,
etc.” " Nowadays, an actor of the traditional Chi-
nese theatre must master a large number of skills
in order to adapt to the development of modern
plots. Traditional Chinese theatre seeks support
in the modern environment; the actor’s body is
constantly evolving, thereby becoming universal
for mastering various skills. In this regard, simi-
lar requirements are imposed on biomechanical
actors and actors of the modern revolutionary
Beijing Opera.

After the reform and opening-up policy was
implemented in the 1980s, the theatrical concepts
of Western modern theatre began to penetrate
into China. Traditional Chinese theatres reinter-
preted the modern revolutionary Beijing Opera
of the Cultural Revolution period. They returned
to the teaching principles that were fundamental
to traditional theatre; however, the development
and exploration of body movement did not stop.
Since the basic physical training of actors in tradi-
tional Chinese theatre begins in adolescence, the
National Academy of Chinese Theatre Arts and the
Shanghai Theatre Institute established traditional
Chinese theatre schools attached to these schools;
similar specialised secondary schools were also es-
tablished in other provinces. The training lasted
for six years, recruiting teenagers aged 10-13 who
met the criteria of the speciality and the criteria of

9. See:"V.Meyerhold Studio. 1917. Documents” // Theatre, 2004.
No. 2, pp. 86-96.

10. Ibid.

11. Ryaposov, A. Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 97.
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Il 1. Educational films of Peking Opera: Salto. 71960.

physical fitness. The developed flexibility of a teen-
ager’'s body at this age is suitable for training, and
the high plasticity of the body helps to develop
basic physical skills. The tradition of the old the-
atre school, Ke Ban ™2, to which modern teaching
theories were added, is the basis of this training;
thus, the teaching methods become more scien-
tific. For example, in 1974, the Beijing Film Studio
made a series of training films on movement train-
ing for Beijing Opera performances. Owing to this
film, we can understand the methods of training
body movements.

The film is divided into four parts: basic skills,
martial arts, Ba Zi mastery, and figure mastery.
The first part talks about the basic skills that train
body control and physical flexibility of actors, in-
cluding training arms, legs, shoulders, body posi-
tion, that is, the development of flexibility of the
actor’'s body is the basis. The second part, “mar-
tial arts”, includes two types of Tan Zi Gong (mas-
tery on mats) 3 hard and soft. Hard Tan Zi Gong
is the mastery of handstand, “"bridge” pose, som-
ersault, and other 32 trainings. Soft Tan Zi Gong
includes various types of falls, somersaults, and
other 43 techniques. The third part shows Ba Zi
mastery, which is used to demonstrate hand-to-
hand combat, fighting with weapons and other ac-
robatic skills. This skill is necessary for training the
flexibility of the shoulders, elbows, wrists. Moreo-
ver, the training includes juggling swords, spears,
knives, etc., as well as 16 other techniques of com-
bat between two people. Exercises for performing

12. Ke Ban was a form of organisation that had a certain scale
and specialised in training actors of traditional Chinese the-
atres before the 20* century. It was the most important way
of managing schools of traditional Chinese theatre.

13. To prevent injuries to students, martial arts training is usu-
ally conducted on mats, which is why it is called mat mas-
tery. There are "hard” and “soft” Tan Zi Gong. The "hard” type
teaches students somersaults, jumps, etc., and the “soft” one
trains such movements as swings, rolls, that is, those move-
ments in which the body touches the ground.
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conditional movements and tricks, which include
14 types of training ', are the basis of the train-
ing in the fourth part, the figure mastery.

All four parts of the exercises are necessary skills
that every actor in traditional Chinese theatre must
master. Owing to the film, we can clearly learn about
the teaching methods. First, all the exercises are per-
formed by teachers to show an example, and then
the students repeat after them; then, the teacher
corrects their mistakes. This model of teaching is
similar to Meyerhold’s method of teaching actors.
"Meyerhold the director composed his plays as an
actor, playing out all the roles and finding an acta-
ble approach to them in an actor’s way. Moreover,
Meyerhold set tasks for the performers by means
of demonstration.” > Unlike the Stanislavsky school,
which is aimed at developing actors’ internal tech-
nique, traditional Chinese theatre and Meyerhold'’s
techniques are demonstrated by masters and then
imitated by students.

When performing complex movements in Bei-
jing Opera, the teacher breaks one complex move-
ment into parts and helps students do each part
of a specific movement, and then combines the
disparate parts of the movements into one integral
action. For example, a somersault can be divid-
ed into two consecutive movements — a hand-
stand and a bridge pose. There are études for
training actors in the Beijing Opera. Such études
include the most basic, as well as the most fre-
quently used and expressive stage movements,
and only after this does the transition to the en-
tire Beijing Opera occur, which can already be

14. See: Educational films of Peking Opera (1960) [Electron-
ic resource]. Slap 1874. Video. 2021. URL: https://youtu.be/
6rMVnZ1wtuU (This text is based on a summary of the text-
book on physical and motor training in Peking Opera, filmed
by the Beijing Film Studio. Accessed on: 08.10.2021).

15. Ryaposov, A. Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 79.

staged. Thus, the basis of the stage movement is
the totality of each basic movement. The meth-
ods of the Meyerhold biomechanics exercise sys-
tem have similar principles. “The meaning of the
biomechanical étude was that a certain complex
movement was broken down into its constituent
elementary movements, after which each of the
constituent movements was trained and worked
out to perfection. Then all the components were
again combined into the original whole; howev-
er, at the same time, the original complex move-
ment was performed at a completely different
level of harmony and perfection.” ' We can say
that the physical training of traditional Chinese
theatre and the method of biomechanics are like
creating a melody. Each pose is like a separate
note; by connecting separate parts of poses we
get a movement (chord), and then a complex skill
(sketches) is formed. And, of course, the meaning
of the étude is greater than the sum of each note.

It is worth noting that the physical training in
traditional Chinese theatre is gradually approach-
ing the Western theory of sports biomechanics,
thus, trying to scientifically explore and reveal the
body movements. Let us take the National Acad-
emy of Chinese Theatre Arts as an example. Af-
ter students graduate from secondary vocational
school and enter the academy, this school still
emphasises the basic skills development during
training. The National Academy of Chinese Theatre
Arts has established departments specialising in
teaching the basic skill mastery, Tan Zi Gong mas-
tery, Ba Zi mastery, and figure mastery. Teachers
in charge of physical training classes should not
only have the skills of theatre arts, but also con-
duct research in kinetics, sports psychology, and
educational psychology. Teachers should under-
stand topics such as the structure of the human
body and muscle physiology, how each muscle
works during the various movements of tradition-
al Chinese theatre performances, and the point
of application of force during the movements.
“In September 2003, the National Academy of
Chinese Theatre Arts introduced a separate ed-
ucational program for theatrical physical training
and opened a corresponding department. This
specialty focuses on the physical training of stu-
dents. Its goal is to prepare highly qualified spe-
cialists who are able to meet the requirements of

16. Ibid. P. 96.

the disciplines taught in theatrical educational in-
stitutions, and who can perform in a profession-
al theatre troupe.” "7 Thus, the teaching methods
within the framework of traditional Chinese the-
atres are gradually improving. Now attention is
paid not only to the field of physical training but
also to biology, psychology, and other branches
of knowledge. “Meyerhold took the term biome-
chanics from the field of biophysics and rethought
it in his own way <...> Biomechanics studies the
mechanical properties of living tissues, organs, and
the body as a whole.” ®® In modern China, tradi-
tional Chinese theatre and the theory of biome-
chanics pursue the same goal. As well as studying
the performing arts, research is also constantly
carried out on the characteristic properties of the
physical movements of the body.

In addition to the education of traditional Chi-
nese theatre, the practice of traditional experimen-
tal Chinese theatre can also find many connections
with biomechanics. Traditional experimental Chinese
theatre refers to a series of experimental perfor-
mances “which were staged in China from the late
20th century to the early 21st century, for about 30
years" °. For example, “modern experimental Bei-

"nou

jing opera”, "small stage traditional experimental
Chinese theatre”, “cross-cultural traditional exper-
imental Chinese theatre”, and other experimental
and innovative works of traditional Chinese thea-
tre. Some traditional experimental Chinese theatres
have modernised and westernised the plot details
of traditional Chinese theatre to meet the needs of
new culture, modern stage, and audience. More-
over, in addition to maintaining the movements
of traditional Chinese theatre on stage, it has be-
come necessary to also create new physical move-
ments on stage.

For example, Rickshaw Boy, a modern Peking
Opera, was created and staged in 1998 by the

17. Wang Chan. Dui wai xi qu xing ti jiao xue yan jiu [Wang Chan.
Research on Teaching Methods of Traditional Chinese Theatres].
Bei Jing: Zhong Guo xi qu xue yuan [Beijing: National Acade-
my of Chinese Theatre], 2014, p. 3 (in Chinese).

18. Sarabyan Elvira. The Big Book of Acting. A Unique Collec-
tion of Trainings on the Methods of the Greatest Directors.
Stanislavsky, Meyerhold, Chekhov, Tovstonogov. 2017.
Moscow: AST Publishing House, p. 314.

19. Xie Bailiang. Dang dai “Xiao ju chang xi qu” de fa sheng yu
fa zhan — Zhong Guo shi yan xing xi qu pu xi zhi shu li
[Xie Bailiang. The Emergence and Development of the Modern
“Small Theatre” — History of Chinese Experimental Theatre).
Xi Ju: Zhong yang xi ju xue yuan xue bao [Drama: Journal of
the Central Academy of Drama], 2015, 000(002): p. 91 (in Chi-
nese).
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Jiangsua Province Beijing Opera theatre. The play
was based on the novel Rickshaw Boy by Lao She,
a story about the sad life of a Beijing rickshaw
puller named Xiangzi in the 1920s. The produc-
tion was directed by Shi Yukun (1943-2020). The
play includes a scene where the main character,
Xiangzi, pulls a cart. When the actor was pulling
the cart, he used two movements from Peking
Opera on stage — the role of Sheng the warri-
or and Hualian (the role of male characters with
painted faces). Then the movements of tradition-
al Chinese theatres are combined with the real
movement of a person pulling a cart: through the
movement of the hands when the actor touch-
es the carriage, as well as when the actor pulls it
behind him — lifting or lowering, turning right
or left, changing the speed of movement . Al-
though the costumes, props, poses, and gestures
on stage have abandoned the traditional elements
of Beijing Opera and turned into real character-
istics, the actor's movement still has the charac-
teristics of plasticity and image. Actors convey
a whole range of feelings experienced by the char-
acter. Through the plasticity of movement, the
audience can feel the thrill and joyful feeling of
Xiangzi when he pulls a new carriage.

In 2002, director Li Liuyi (b. 1961) created a new
version of the opera of traditional Chinese Kun-
qu theatre, The Story of Dolls. The actors showed
wooden puppets through body movements. The
image of wooden puppets was combined with the
Kunqu opera. In The Story of Dolls, the following
story is told: the goddess Zixia got bored with
the carefree life of a celestial being and decided
to go to the human world to find her love, after
which she turned three wooden dolls into peo-
ple. However, when the dolls became people, they
were subjected to bourgeois prejudices. Finally,
the goddess lifted the spell from them, and they
became dolls again. Accompanied by traditional
Chinese and Western musical instruments, the ac-
tors move rhythmically, like dolls; there is a me-
chanicalness in their movements 2'. In addition, the
actors pronounce lines during some movements.

20. See: Beijing Opera Rickshaw Boy (1998) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VVG7_Mi3n-o
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 6:25].

21. See: Kunqu — The Story of Dolls (2002) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VPoH8RJ2rrQ
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 5:53].
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For example, one actor, moving like a doll, simul-
taneously says the following: “you laugh, and he
laughs, but who would know about the suffering
of the doll...". When the actor utters words such
as "laugh” and "know”, he also depicts them with
his body. Thus, the actor’'s body makes plastic
movements along with the speech, and this make
it more expressive 2. After the goddess brought
the dolls to life, the body movements also showed
the process of the dolls becoming human. For ex-
ample, the actor exaggeratedly showed the dolls’
heartbeat, expanded the heartbeat to the move-
ment of the whole body, then used movements
similar to folk juggling to show the state after be-
coming human 23. A number of performances in
The Story of Dolls are in line with the principles
of biomechanics performance, such as some ex-
aggerated stage movements of the actors. These
movements have a sense of plasticity; each move-
ment of the actor follows the rhythm of Chinese
traditional percussion instruments. Each move-
ment of the body, legs, and arms is revealed to
the viewer and is clearly reproduced. In addition,
the actors’ speeches are also involved in the per-
formance of the movements, giving greater force
to the language.

A modern experimental Beijing opera Faust is
another work. It was co-produced by the China Na-
tional Peking Opera Company and the Emilia Ro-
magna Teatro Fondazione (ltaly). Anna Peschke from
Germany was the director, Li Meini from the Chi-
na National Peking Opera Company was the stage
director, and Xu Mengke from the China National
Peking Opera Company was the executive director
of Beijing opera. The Italian side was responsible
for the scenography and lighting, and the Chinese
side was responsible for the stage design, Beijing
opera composition, and costumes. Based on the
traditional Beijing opera orchestra, Western mu-
sical instruments and electronic music were add-
ed to the music of Faust. On October 8, 2015, the
premiere of the modern Beijing opera Faust was
held at the Teatro Arena del Sole in Bologna. From
October 8 to 25, Faust participated in the VIE Fes-

22. See: Kunqu — The Story of Dolls (2002) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VPoH8RJ2rrQ
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 6:17].

23. See: Kunqu — The Story of Dolls (2002) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VPoH8RJ2rrQ
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 36:06].

tival in Italy and was performed 12 times in Bolo-
gna and Modena.

The modern Beijing opera Faust is based on
Goethe’s tragedy of the same name. The script-
writer, Li Meini, shortened the content of the trag-
edy and staged its first part. Faust consists of four
acts: Prologue, Contract, Love Adventures, Evil Fate,
and Return. The plot begins with a bet between Me-
phistopheles and the Lord and mainly tells the trag-
ic love of Faust and Gretchen. On stage, the actor
also added some physical movements that are not
traditional for Chinese theatre. For example, there
was a passage where Faust and Gretchen danced,
and the director invited two teachers from the ori-
ental dance theatre to develop new dances for the
actors; the pair dance and the gentle melody of
the cello made the scene more romantic. In Faust,
there were also pantomime, slow motion, etc ?4,;
these movements were completely uncharacteris-
tic of traditional Chinese theatre, many movements
were taken from modern life. By observing every-
day modern life, simplifying movements, exagger-
ating and comedy, the performance sparkled with
new colours. It began to meet the aesthetic percep-
tion of modern people and contributed to Western
audience’ recognition.

Director Xu Mengke said in an interview: "The
actors’ action is divided into introduction, develop-
ment, climax, denouement; in the actors’ actions,
the introduction is the movement of traditional
Chinese theatre, whereas the development of the
action takes the movement of Western theatre” %.
That is, the actor first took the pose of tradition-
al Chinese theatre, and then suddenly switched to
other movements that did not belong to traditional
Chinese theatre. This change caused a contrasting
comedic effect, and this contrasting effect is the
culmination or turn in the action. For example, if
we follow the conventional method of traditional
Chinese theatre, the actor appears on the stage,
takes a pose, and then walks around the stage to
show that they have walked a long distance. How-
ever, in modern Beijing Opera, Faust first appears
on the stage and takes a pose of Beijing Opera,

24. See: Beijing Opera — Faust (2015) [Electronic resource]. Slap
1874. Video. 2021. URL: https://youtu.be/8tp6Jdp_arw (ac-
cessed on: 07.10.2021). [The content described in the text
can be seen in the video at 8:32].

25. See: Press conference of the Beijing Opera Faust [Electron-
ic resource]. Slap 1874. Video. 2022. URL: https://youtu.be/
NduEAFSFuxg (accessed on: 03.08.2022). [The content de-
scribed in the text can be seen in the video at 2:27].

and then suddenly starts running like an athlete.
This instant change caused laughter in the au-
dience %6, Another example is when Valentine re-
turned home, Gretchen came out to meet him,
Valentine extended his hand and took a pose of
Beijing Opera, and the next second they played
with their hands like children ?’. This action showed
the friendship of the sister and brother, and also
caused a comedic effect.

Another innovation of traditional experimen-
tal Chinese theatre is that one actor shows sever-
al techniques of traditional Chinese theatre roles
on stage. When teaching traditional Chinese thea-
tre, students must first master the basic skills, and
then choose one role to master professionally. Usu-
ally, an actor plays one professional role through-
out their life. However, in traditional experimental
Chinese theatre, the actor gradually breaks down
the limitations of the role; it has become possible
to perform in different techniques, to the point that
one actor can use various techniques of the role in
their performance.

For example, in Faust, it is necessary to trans-
form the Western plot into Beijing opera, and the
director is no longer tied to the peculiarities of
the role of traditional Chinese theatre, but anal-
yses and portrays the characters as in Western
theatre. Thus, the actors’ performances on stage
violated the limitations of the role, the actor used
the skills of various roles when playing the char-
acters of Faust.

Liu Dake, the actor who played Faust, said in
an interview: "I have the acting skill of Hualian's
character <...>, and Faust is a student, and he must
fall in love with Dan’s (Gretchen) character. It is
inappropriate to completely use the technique of
Hualian's character, so | borrowed the techniques
of various characters...” 28, For example, when Liu
Dake played the old Faust, he shaped his body
as an old man through movements such as shak-
ing his beard and hands; then he showed the

26. See: Beijing Opera — Faust (2015) [Electronic resource]. Slap
1874. Video. 2021. URL: https://youtu.be/8tp6Jdp_arw (ac-
cessed on: 07.10.2021). [The content described in the text
can be seen in the video at 2:46].

27. See: Beijing Opera — Faust (2015) [Electronic resource]. Slap
1874. Video. 2021. URL: https://youtu.be/8tp6Jdp_arw (ac-
cessed on: 07.10.2021). [The content described in the text
can be seen in the video at 3:54].

28. Zhang Luting. Hua lian yu dan jue tan lian ai jing ju «Fu shi
de» ju chang li zuo shi yan [EB/OL], [Zhang Luting. Hualian
and Dan Fall in Love. Beijing Opera Faust Experiments in The-
atre]. URL: http://culture.gianlong.com/2017/0905/1993370.
shtml, 05.09.2017 (accessed on: 20.07.2022, in Chinese).
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process of becoming young through a series of
movements of traditional Chinese theatres, such
as playing the beard, playing the sleeves, som-
ersaulting and so on. When he became a young
man, Liu Dake jumped on the table and showed
difficult skills such as Vertical Split to show Faust's
youthful state and excitement. Therefore, the ac-
tors’ skills are only used to portray the charac-
ters and show the plot, rather than to show the
characteristics of the character.

Such “interprofessionality” and “multi-profes-
sionality” can actually be perceived as a breakdown
and unification of techniques and skills of differ-
ent roles. The mastery of a role has turned into the
mastery of the actor’s performance, that is, having
mastered the various techniques of a role, the ac-
tor can act in different roles. In other words, play-
ing a variety of roles, the actor can use different
performance techniques, and thus, the concept of
the "Meyerhold mask” appears in the performance.
“The mask of a Meyerhold actor is not a mask that
was put on the face.” ® A.Ryaposov explained the
Meyerhold mask in detail in his book: “The mask of
a Meyerhold actor was created through the plasticity
of the entire body, which gave the mask duality: it
was both stable and variable at the same time, al-
lowing to be played from different angles” 3°. That
is, the acting techniques of traditional Chinese thea-
tres for performing each individual role are “masks”
of different characters.

For example, Wu Hsing-kuo (b. 1953) used a sim-
ilar acting method on stage in the play King Lear.
In his youth, Wu Hsing-kuo studied Peking Opera
at Taiwan’s Fu-Hsing Chinese Opera School for
eight years. In 1986, Wu Hsing-kuo and a group
of young actors from traditional Chinese theatres
founded the Contemporary Legend Theatre. The
troupe subsequently adapted and staged many
Western classical works. All the works strictly ad-
hered to the performance rules of Peking Opera,
while, at the same time, introducing new dance
techniques and some elements of Western thea-
tre performance, and introducing modern theatre
concepts into such works. Traditional Experimen-
tal Chinese theatre King Lear is Wu Hsing-kuo's

29. Varlamova V. P. “The Storm Staged by V. Meyerhold (Alexan-
drinsky Theatre, 1916)" // A. Ostrovsky. New Research: Collec-
tion of Articles and Messages / Russian Institute of Art His-
tory. St. Petersburg, 1998, pp. 82-113.

30. Ryaposov, A. Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 77.
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adaptation of Shakespeare’s play; he was also the
director and actor. King Lear combines Peking Op-
era, Kunqu, Taiwanese aborigine music, and dance,
and other stage techniques, and is presented in
the form of a monodrama. King Lear is divided
into three acts: the play, the playing, and a play-
er, and was publicly performed in Taipei in 2001
and then toured Europe.

In King Lear (2006 version), Wu Hsing-kuo used
character acting techniques from Beijing Opera to
portray King Lear, the favourite, the dog, the three
daughters, the Earl of Gloucester, the two sons, and
10 other different characters *'. In the first act, Wu
Hsing-kuo used the character of Laosheng (an old
man) to play King Lear. “In the first ten minutes of
the play, King Lear runs in a deserted wasteland
with an angry expression, a technique borrowed
from the actor Zhou Xinfan's performance of ‘Xu
Ce Runs Through the City'.” 32 On stage, the actor
played the role of Laosheng (an old man), he trem-
bled, tossed and turned, fell, etc. All these move-
ments were performed to create the scene where
King Lear desperately runs across the wasteland.

In the second act, Wu Hsing-kuo used the
dwarf’'s gait from the character of Chou (a co-
median) to portray the king's jester and dog. He
used the figure and gestures from the charac-
ter of Qingyi (a woman in modest clothes) and
Huadan (a young coquettish woman) to portray
King Lear’s daughters, so that the characteristics
of each daughter were different from each oth-
er. The character of Laosheng was used to play
the role of the blind Earl of Gloucester, and the
character of Wusheng (warrior) to play Edmund
and Edgar. In addition to creating roles, Wu Hs-
ing-kuo also used the actors’ body movements
in the play to quickly switch between roles. For
example, in the second act, when the wandering
Edgar meets his blind father Gloucester in the
desert. Edgar leads his father up the mountain
with the help of a stick; Wu Hsing-kuo used the
stick as a prop, showing the process of change
that starts at one end of the stick and ends at the
other end, when the human body changes and

31. See: "King Lear (1998)" [Electronic resource]. Slap 1874. Vid-
eo. 2021. URL: https://youtu.be/73gVipRxaKI (accessed on:
07.10.2021).

32. Li Wei. Xi ti zhong yong: Lun Wu XingGuo “"Dang dai chuan qi
ju chang” de kua wen hua xi ju shi yan [Li Wei. Using Western
Style: Wu Hsing-kuo's Cross-Cultural Theatrical Experiment in
the Modern Legend Theatre]. Xi ju yi shu [Theatre Art], 2011,
000(004): 10001, p. 71 (in Chinese).

IlL 2. King Lear. 1998.

young Edgar turns into Gloucester. In biomechan-
ics, a role is a large biomechanical étude, and each
role has a corresponding “mask”. In Meyerhold's
Don Juan, actor Y. Yuryev (1872-1948) also used
the above-mentioned mask method to create the
image of Don Juan. “In the play Don Juan, Yuryev
was present with his face, playing the mask of
Don Juan. However, when playing different hy-
postases of his hero, Yuryev varied the plastici-
ty, depicting Don Juan as a brilliant cavalier, then
Don Juan as a skilled seducer, then Don Juan as
a swordsman, duelist, and fighter. All these are
certain variations of the plasticity of Don Juan;
thus, Yuryev played with his hero’s mask from
different angles.” * Therefore, this "mask” is not
a traditional mask that is put on the face, nor a Pe-
king Opera mask, which is made with makeup,
but a mask created through movement. By var-
ying the movements, the actor, through appro-
priate movements, portrays different “masks” of
the characters. It can be said that on stage, Wu
Hsing-kuo and Yuryev created “masks” through
plasticity, that is, their technique corresponded
to Meyerhold’s theatrical concept of using bio-
mechanical methods to create different “masks”.

In addition, based on the premise that tradi-
tional experimental Chinese theatre continues to
inherit traditions, multidisciplinary development
has also become a direction for the study of tra-
ditional Chinese theatre, that is, an attempt to ap-
ply the stage art of traditional Chinese theatre in
areas beyond the stage of traditional Chinese the-
atre, thereby expanding the possibilities of stage
performance. Traditional Chinese theatre is a com-
plex art that combines literature, music, dance, fine
arts, sculpture, martial arts, acrobatics, etc. This
means that traditional Chinese theatre can com-
bine and experiment with various performing arts
in other fields of theatre performance, creating all

33. Ibid. P. 77.

kinds of interactions. For example, the combina-
tion of Beijing Opera and modern dance, as in the
modern dance Three-Forked Crossroad (2020), the
actors borrowed the classical episode of Beijing
Opera Three-Forked Crossroad by using the con-
ventional method of traditional Chinese theatre
in dance. Two actors fought in the dark on the
table. The movements of two people on the nar-
row table clearly followed the rhythm of the mu-
sic. Through the conventional movements of the
actors, the dance performance was enriched with
the details of the story being played . The audi-
ence can understand the plot even if there is no
dialogue in the performance. By combining such
elements as the simplicity of the stage, actors’' con-
ventional acting, the movements like acrobatics,
the combination of various body movements, the
movements to the rhythm of the music, we can
regard such a performance as a work with biome-
chanical tendencies.

Moreover, there is also a distinct advantage in
applying traditional Chinese theatre performance
techniques to films. Traditional Chinese theatre
actors, after undergoing physical training, can
brilliantly perform acrobatic moves in films, the
best example of which is the outstanding actor
Jackie Chan. Jackie Chan began studying tradi-
tional Chinese theatre at the age of six, and dur-
ing his school years, he mastered the basic skills
used in traditional Chinese theatre. His experi-
ence learning the skills of traditional Chinese the-
atre laid a solid foundation for his later career in
Kung Fu films. The fights in Jackie Chan’s films
are closely related to the fighting moves in tra-
ditional Chinese theatre, in which he combines
Tang Zi Gong, gymnastics, physical education,
and acrobatic art. The features of the techniques
from the fight scenes in Beijing Opera are espe-

34. See: Modern Dance — Three-Forked Crossroads (2020)
[Electronic resource]. Slap 1874. Video. 2021. URL: https://
youtu.be/fS5N8FxyfNE (accessed on: 09.10.2021).
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cially evident. In terms of creating the characters,
Jackie Chan adopted the Wu Chou (warrior and
comedian) style from Beijing Opera, and mainly
played martial arts characters and comical charac-
ters, emphasising the agile and humorous behav-
iour on the screen. He also used witty language,
thus creating a new style of Chinese martial arts
films — Kung Fu comedy.

We divide the action in Jackie Chan’s Kung Fu
comedy into single action and mass combat battle.
Single action is mainly for Jackie Chan to overcome
environmental obstacles. For example, climbing over
high walls and large iron gates, climbing the Big
wheel, bridge and high-rise buildings, etc. In these
scenes, Jackie Chan uses techniques from Tang Zi
Gong and gymnastics, such as climbing, handstands,
somersaults and jumps, etc.

In order to show the fight of two people and
the mass combat battle, Jackie Chan's Kung Fu
Comedy is different from other kung fu films.
Kung fu films were closer to real fights, and
the battles mainly emphasised the heroism of
the main characters and the brutality of their
movements. Kung Fu Comedy is characterised by
a strong street juggler style, flexible movements
and interesting, even dangerous stunts; the battle
is also closely related to the surrounding com-
plex space. In some kung fu films, the main char-
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acter alone confronts a whole group of people;
however, the villains come forward one by one
to fight. Such a fight was no different from the
fight of two people, and in Jackie Chan’s Kung
Fu Comedy, the battles of a mass combat na-
ture are the process of joint participation of all
participants in the action. We will try to divide
all the participants in the battle into separate
individuals; the kung fu of an individual is ana-
lysed into simple elements of movements, such
as jumping, rolling, kicking and punching, etc. It
is worth noting that the actors’ kung fu move-
ments must be agreed upon in advance during
the rehearsal. The content of the rehearsal must
be strictly followed, no improvised movements
can be used, otherwise it will be dangerous. We
will find that the mass fighting battle can be re-
garded as the work of Jackie Chan and other ac-
tors posing in various poses quickly and clearly
with a specific purpose. Based on this, we com-
bined all of this together, and such a rhythmic
coordinated mass movement formed the battle
scene. In order to enhance the realism, some
complex actions in Jackie Chan’s Kung Fu Com-
edy are shown in long shots instead.

Another feature of Jackie Chan'’s Kung Fu come-
dy is his use of props. All objects in everyday life can
be used as fighting weapons, using sticks, benches,

ladders, plates; fruits and vegetables and other ob-
jects can be juggled. For example, in the film Pro-
Jject A (1983), Jackie Chan used bicycles, bamboo
poles, windows, ladders, and other props to defeat
his opponents. We can easily remember two famous
actors of the era of Western silent comedy, Chaplin
and Keaton, who both show exciting and humor-
ous scenes with the help of physical movements.
Thus, we can generalise the features of the move-
ments in Jackie Chan’s Kung Fu comedy: the skills
of traditional Chinese theatres were used. During
the rehearsal, complex martial arts movements were
broken down into elementary movements and then
connected again; strict requirements were imposed
on the movements; the movements had a rhythm;
juggling and stunt skills were used, all of which also
have biomechanical features.

It is worth noting that the movements in tra-
ditional Chinese theatre have unique artistic and
aesthetic characteristics, as well as unique symbol-
ic features. Direct use of these movements in the
performance is obviously inappropriate. For exam-
ple, the physical movements of traditional Chinese
theatres are difficult to integrate into the thea-
tre scene, which shows “real life". Eugenio Barba
mentioned Wu Hsing-kuo’s performances in the
interview: “His (Wu Hsing-kuo's) performances are
modern productions; however, they are still limited
by the framework of Beijing Opera” *. Tradition-
al Chinese theatre attaches great importance to
the development of actors’ movements. This “tra-
dition” has been passed down from generation to
generation and has been developing for a hundred
years. In modern China, a whole educational struc-
ture has been created to teach theatre skills for all
age groups, including children’s art schools, mid-
dle schools, secondary vocational schools, high-
er vocational educational institutions, bachelor’s
degrees, as well as studying abroad. Therefore,
just as Meyerhold used biomechanical methods
to train actors, the physical movements of tradi-
tional Chinese theatres can be used as a training
method for modern theatre actors to improve the
unique performance system in China.

35. You Jin Ni Ao - Ba Er Ba. Feng Wei. Zhang Ruonan. Wang Yue
Fan yi. Xi ju ren lei xue jia yan zhong de Zhong Guo xi qu —
You jin ni ao Ba er ba fang tan lu [Eugenio Barba, Feng Wei,
Zhang Ruonan. Translated by Wang Yueyi. Traditional Chi-
nese Theatre as Seen by Theatre Anthropologists, an Interview
with Eugenio Barba]. Xi Ju: Zhong yang xi ju xue yuan xue bao
[Drama: Journal of the Central Academy of Drama], 2021, 04,
p.19 (in Chinese).

CONCLUSION

Traditional experimental Chinese theatre contin-
ues to innovate while maintaining tradition. In or-
der to adapt to modern dramas (including classical
Western dramas), modern stages, and "experimen-
tal” works by modern directors, traditional Chinese
theatre actors need to enrich their arsenal.

In the modern education system, the teaching
methods of traditional Chinese theatres have im-
proved teaching methods, ensured the scientific
development of physical training in terms of psy-
chological and mechanical aspects, and achieved
interdisciplinary comprehensive training for the
actors’ bodies. Students of the Academy of Tradi-
tional Chinese theatre can participate in musicals,
plays, dance performances, puppet shows, films,
etc. Moreover, they can apply the skills of tradi-
tional Chinese theatres that they have mastered
to experiments in various professions and fields,
expand the various capabilities of traditional Chi-
nese theatres.

From the point of view of stage practice, there
are also differences between the physical move-
ments of traditional Chinese theatre and biome-
chanics. For example, the body movements in
traditional Chinese theatre have their own hidden
meaning. They must be elegant and have oriental
beauty, and the movements must follow the aes-
thetic principle of “roundness”, and biomechanics
strives for exaggeration, openness, grotesque and
other principles of sports aesthetics. Influenced
by Western theatre, traditional experimental Chi-
nese theatre retains the advantages of tradition-
al Chinese theatre — a conventional performance
based on singing, stage speech, stage movement,
acrobatic skill. However, the stage movements are
no longer limited by traditional oriental aesthetics
and gradually break the limitations of Chinese tra-
ditional theatre by adding other physical elements
such as circus, dance, physical culture movements,
etc. During the research, it was found that with the
development of traditional Chinese theatre, it is in
many ways close to Meyerhold's concept of theat-
rical performance based on biomechanics.
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TEHAEHLI BUOMEXAHUKW
B PEOOPMWPOBAHUWN TPAANLNOHHOTO
KUTANCKOIO TEATPA

AHHomayus: TpaAVLMOHHBIV KUTANCKWIA TeaTp nmeeTt
MHOrOBEKOBYO UCTOPWIO, XOTS 3TOT NpOoLLecC Nepexmusan
CBOM B3/1€TbI U MafieHUs, MacTePCTBa akTePOB B TPaAWULM-
OHHOM KMWTaCKOM TeaTpe He BblIM NOJHOCTBIO YTPayeHsl,
OHU NepesaBaanCb U3 OAHOTO NOKOJIEHWS B APYroe BMOTh
A0 HacTosLero BpemeHu. OcobeHHo B coBpeMeHHOM Ku-
Tae TPaAMLIMOHHBIN KUTANCKWUI TeaTp, HaceAys TpaauLmm,
BMeCTe C TeM, NMOCTOAHHO OBHOBASAETCS, HEMPEPbLIBHO CTPe-
MWTCS K MHOFOCTOPOHHOCTU U MogepHu3auun. N nocne
cMepTn MeliepxosibAa pa3Butne GromexaHukm npuocTa-

AKTYaNIbHOCTb UCC/Ie0BaHUA COCTOWT B TOM, YTO
ABa MeToza (BuomexaHunka 1 MacTepCcTBO TpaanLum-
OHHOro Kutanckoro Teatpa) NpogoKaeT npueaekaTb
BHUMaHWe 1 nccnegoBaTtene Teatpa, 1 npenojasa-
Teslel akTepCKOro MacTepCTBa, U NPaKTUKOB TeaTpa.
Hanpumep, kHura A. HO. PanocoBa «Pycckoe pexuc-
cepckoe nckycctBo XX Beka» '. B 31Ol KHUre ectb
rf1aBa, KOTopas NpeACTaBAseT COOOW NpesenbHO CKOH-
LleHTPUPOBAHHOE BblpaXeHNe OCHOBHbIX TeaTpasib-
HbIX MAEN N CLEeHNYeCcKMX MeToLoB Meliepxosbaa,
B Hel TakXe JaeTca NogpobHoe TeopeTnyeckoe nc-
cnepoBaHve bruomexaHukmn Meliepxonbaa. O npakTuke
NpUMeHeHNs bUoMexaHWKK peub naeT B cCOOpHMKe
«bonbluas KHUra akTepCcKoro MacTepcrea» 2, npu-
BOAATCA COBPEMEHHbIe TPEHWHTY, BbipaboTaHHble

1. Cm.: Panocos A. FO. PYCCKOE PEXWNCCEPCKOE MNCKYC-
CTBO XX BEKA: cnctembl, HanpasieHuWs, KOHLenumu, naemn /
A.10.PanocoB. — CI6.: ActepuoH, 2022. — 244 c.

2. Cwm.: CapabbsH Inbeupa. bonbluas KHUra akTepckoro mactep-
CTBa. YHMKaNbHOE cobpaHMe TPEHWHIOB MO MeToAMKaM Be-
Nnyanwmx pexxmccepos. CTaHucnaBckuii, Meiepxonbg, Ye-
xoB, ToBcToHOrOB / Anb8upa CapabesH, Bepa Monuwyk. —
M.: 3pgatenbctBo ACT, 2017. — 789 c.

HOBMWIOCb MO NOAUTUUYECKUM NPUUYMHAM, O4HAKO, Baaro-
Japs U3yUEHWIO N BO3POXAEHUIO TeaTpasbHOro HacaeAms
Meliepxonbia NoCAeAYHOLLVMU NMOKOAEHUAMM, MOCTEMNeH-
HO cPOPMMPOBAICH KOMMAEKC METOL0B CUCTEMATUUECKOTO
MCNONHeHUs. B npoLiecce CBOEro passutums, 3Tv 4Ba MeTo-
Ja (bromexaHuKa ¥ MacTepCTBO TPAAULMOHHOIO KUTal-
CKOro TeaTpa) UMEeLOT HeKoTopble obLune YepThbl.

Knrouesele cnosa: buomexaHuka Meliepxoneda, 0by-
ueHue 8 mpaduyuoHHsIx Kuma’lickux meampax, akchepu-
MeHmansbHas MekuHckas onepa.

B Poccum 1 onmpatoLmecs Ha naen v MeTogpl Meiiep-
XONbJOBCKON b1omMexaHuKku. B nocnesHue rogbl Me-
TOAVKa BUOMEXaHUKM TaK Xe NpuBAeKaeT BHUMaHVe
TeaTpajbHbIX Kpyros Kutas, B ctatbe A. B. Jlaxosuy
n AH HaHbu3s «briomexaHuka Meliepxosbaa v Tpau-
LIMOHHas My3bikasbHas gpama Kutas» 3 npescraene-
Hbl B3aMMOCBS3U MeNepX0JbZOBCKON BMOMEXaHMKM
1 TpagMumoHHoro Kutackoro teatpa. TpaguLmMOH-
Hbl KUTANCKUI TeaTp TakxKe OTKPbI YHUKANbHbIN
MyTb CBOEro pasBuTUA B COBpeMeHHOM KuTae v no-
MbITaNCs COBMECTUTb COBCTBEHHbIE TPAAULIMM C JOCTU-
XeHUAMHM 3anagHoro TeaTpa. C TeYeHneM BpemMeHu
MacTepPCTBO akTepOB TPaANLMOHHOIO KUTANCKOrO
TeaTpa NprMobpeno MHOXECTBO CBA3el ¢ HBriomexa-
HWKOW, 1 B3aMMOCBA3b JBYX METOZOB 3acay>u1Ba-
FOT HaLLero M3y4eHus.

O6beKT nccnegoBaHusA JaHHOM CTaTbl — ak-
Tepckoe MacTepcTBo npu pedopMrUpoBaHUN Tpa-
OVLMOHHOTO KMTacKoro Teatpa.

3. Cm.:/laxosuy B. A, AH HaHey3s. BuiomexaHnka Menepxonbaa
1 TpaAauLMOHHas My3bikanbHas gpama Kutas // Obwectso.
Cpega. Passutume. 2020. N 2. — C. 60-67.
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Mpeamet uccnegoBaHNAa — BAVsSHNE Meliep-
XONbA0BCKON BMOMEXaHUKM Ha paboTy Tpagmum-
OHHoro akTepa Kutalickoro Teatpa.

NctouHnkoBas 6a3a nccnegoBaHma — 1) aun-
TepaTypa O HaBblKaX M MacTEpPCTBE TPaANLMOHHBIX
Kutaickumx TeaTpanbHbIX akTepOB, 2) AMTepaTtypa
0 6uomexaHunke Meliepxonbaa, 3) Bugeosanucu
CneKTak/ien KNTanckoro Teatpa, 4) yuebHble Gpuiib-
Mbl [1€KMHCKOM KMHOCTYAMMW, CHUMABLUEN TPEHWUH-
r akTepoB [ekMHCKOW onepbl.

MeTtoponorua nccnepoBaHUA onNupaeTcs Ha
ANPUHLMIM UCTOPU3MA, @ TaKXKe UCMOo/b3yeT CpaB-
HUTENIbHbIA METO.

Llenb nccnepoBaHua — onpeaennTb BAMsHNE
bromexaHukn Meliepxosibia Ha MacTepcTBO Tpa-
AnumoHHoro Kutaickoro TeaTtpa.

3agaum nccnegoBaHua:

1) ycTaHOBWUTL BAMAHME BromexaHunkn Meliep-
X0Nbja Ha npouecc 0byyeHnst COBPEMEHHbIX
aKTepOB TPaAMLIMOHHOIO KUTaWCKOro TeaTpa.

2) yCTaHOBWTb BAMAHWE BuomexaHukn Mein-
epxo/ibia Ha 3KCNepuMeHTabHbI KuTai-
CKWIA TeaTp.

HoBu3Ha nccnepoBaHus 3aKNt0UEHa B U3yde-
HUW BAUAHUA BUOMEXaHWKN Ha pedOpMUPOBaHME
TPaAVLMOHHOIO KMTaCKOro Teatpa.

Mocne ocHoBaHua Kntalickon HapoaHow Pe-
cny6avkn B 1949 roay TpagnLMOHHBIN KUTan-
CKWWA TeaTp CTpeMuacs A06UTbCA BO3SMOXKHOCTU
AaNbHeNLWero pa3BnUTMA NocpescTBoM obpate-
HWA K TeaTpasbHbIM KOHLeNuMaM 3anaga. Takum
ob6pa3om, HeobHxoAMMOCTb NpoBeaeHUs pedop-
MVPOBaHWA ABASETCA U 61aronpuUATHOW BO3MOX-
HOCTbIO A5 TPAAMLMOHHOrNO KUTalCKOro TeaTpa,
Y BbI30OBOM.

PasBuTue B 061aCTU ABMXKEHUS ABAAETCA Of-
HUM M3 HanpaBAEHWUN U3bICKaHWI B TPAANLMOH-
HOM KMTaWcKkoMm TeaTpe. Bo Bpems KyabTypHo
pesontouunm (1966-1976) TeatpanbHble geAaTenn
MblTaAncb paspaboTtatb HOBble GOPMbI ABUXKE-
HWUI B MNekuHckon onepe. Uzan UmH (1914-1991)
Ha OAHOW 13 KoHdepeHUMn oTMeTuna: «CoBpe-
MeHHas peBoJitoLMOHHasA NeknHckas onepa —
3TO Hac/legoOBaHMe TPAAULUIA C KPUTUYECKON
TOYKM 3peHUsl, OHa oTbpackiBaeT ycTapeBLlee
1 pa3suBaeT HoBoe. OCHOBHbIE TEXHUKM, NCMOb-
3yemMble B [leKMHCKOM onepe, He yTepsHbl, HO
M 3TOTO HEAOCTAaTOUYHO <...> YTob6bI 0TO6pasnTb
HOBYIO XW3Hb, HaM HeobxoaAnUMO oTbuMpaTb 13
CBOEW XW3HW, TBOPUTb, MOCTEMEHHO pPa3BMBaTb
n oborauatb 6a3zoBble TeXHUKU MNMeKnHcKol one-
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pbi» 4. BnocneacteBmm paboTHUKN TpagULMOHHO-
ro KMTalrckoro teatpa npubbiBann B MNekKMHCKWA
CMOPTUBHbBIN MHCTUTYT, B Knutarickyto akpobatu-
yeckyro Tpynny 1 B NMeKMHCKY0 akafeMUto TaH-
Lua ANS NMPOBeAEHMS NPOBEPKN 1N peanmsaymm
PEeBONOLMOHHON U 3KCMEPUMEHTaNbHON yyeb-
HOM Moaenun «TpoicTBeHHOoe cnaoyeHmne MNeknH-
CKOW onepsbl, TaHUa U GU3NYECKON KYAbTypbl».
Kak BCcnomMuHaeT oAuH 13 TorgalwHmnx paboTHu-
koB Li3aH YaHuyHb: «[pynna npenogaBaTtenei
W nccnegosatenel coyetaet obyyeHune TpagnLn-
OHHbIM TeXHMKaM [eKMHCKOW onepbl C TBOpYe-
CKUMW JOCTUXEHNAMUN COBPEMEHHOTO KUTaCKOro
TeaTpa, a Takxke TaHua ¢ ¢puskyabTypoi. MNocne
MHOTOUYNCNEHHBIX U3BMEHEHWI, 3KCMNEPUMEHTOB,
KOppeKkTMpoBOK Hblna chopmmpoBaHa yyebHas
nporpamMmma Ais obbesMHEHWNR NHOAEN C Pa3HbIM
TEeNOCNOXeEHNEM, AN yA06CTBa rpynnoBbIX Tpe-
HUPOBOK MY>XUUH N XEHLLMH, Hanpumep, rpynna
Urp Mevamu, rpynna urp Konbem, rpynna >xecTa,
rpynna urp naakamu u 1. 4.» 5. N ewe: «Bbicoyai-
LWUM CTaHAapPTOM MOAEINPOBaHUA U CMOPTUBHON
3CcTEeTUKN TpagmumoHHoro Knutalickoro teatpa
ABNAETCA NpejCcTaBNAeHNe «Kpyra», YTo KacaeTcs
ABUXKEHWI Tela, TO OHO XapaKTepu3yeTcsa OKpy-
rNOCTbIO, U3OTHYTOCTBIO M CKPYyYMBaHUEM. <...>
Mogenb «TpocTBEHHOE crloueHne MNeKMHCKOM
onepbl, TaHUa U GU3NYECKON KYNbTypbl» COXpa-
HAEeT OCHOBHbIE ABWXEHUA TpagnuMoHHoro Ku-
Tanckoro Teatpa B GM3MUYECKOWN NOAFOTOBKE, <...>
HO XapakTep ABUXEHWA OCHOBAH Ha XapaKTepwu-
cTukax baneta» 8. CoBpeMeHHas pPeBONOLMOH-
Haa MNeknHckasa onepa — 3TO pe3yabTaT OnbITa
coyeTaHus NeKNHCKON onepbl C 3aMagHbIM Te-
atpom, 6aneTomM, rTMMHaCTUKON U APYTUMU BU-
AaMun nckyccta. CnekTakab U3MEHUA 3CTETUKY
MCNONHEHNA TPAAULMOHHOIO KMTaNCKOro Tea-
Tpa, urpa aktepa bonblle nogyepkmBana B CBONX
ABVXKEHUAX BbITAHYTOCTb TeNa, ero cTpeMaeHne

4. Zhong Guo xi qu zhi bian ji wei yuan hui, «Zhong Guo xi qu
zhi - Bei Jing juan» bian ji wei yuan hui. Zhong Guo xi qu zhi -
Bei Jing juan [PeaakUMOHHbIN KOMUTET «/IcTopmu TpaanuLm-
oHHoro Kutarickoro Teatpa», PefakumoHHbI KoMUTET «McTo-
pun TpaamumoHHoro Kutarickoro Teatpa - Tom NekuHa». Pe-
AAKLUMOHHBIN KoMuTeT VicTopum TpaguLmoHHoro Kutaicko-
ro Teatpa - Tom MNekuHal. Zhong Guo ISBN zhong xin: Bei Jing
[Kutanckmin ueHTp ISBN: Mekun], 1999. P. 1557. (Ha Kutan-
CKOM f3blKe).

5. Dong Xin. Xi qu xian dai jiao yu gai ge fa zhan li cheng yan
jiu 1949-2009 [4yH CuHb. NiccnegoBaHmne npouecca passu-
TMA pepopMbl 06pa3oBaHNs TPaANLMOHHOrO Kutalickoro Te-
aTtpa B coBpemeHHom Kutae 1949-2009]. Zhong Guo yi shu
yan jiu yuan [Kutaiickas akagemus mckyccrs], 2013. P. 111.
(Ha KvTaiickom s3bike).

6. Tamxe.C112.

K BEPXY U «OTKPbITOCTU». C APYroi TOUKM 3pe-
HWSA, paccMaTpuBas OTAENbHO acnekT ABUXKEHUN
Tena, B npeactaBaeHuns NeknHckom onepsbl goba-
BUANCH QUIKYNbTYPHbIE ABUXEHUS U ABUXKEHUS
n3 6aneta. [IBM>KeHNA U NO3bl 38 CBOKO OCHOBY
6epyT acTeTnky Hanerta, NpesocTaBaAs HaM BO3-
MOXHOCTb YBUAETb CAUSIHNE ABUXEHUN u3 MNe-
KWHCKOI onepsbl 1 3anagHoro baneta.

Mostomy B TO Bpems paboTbl COBpeMeHHbIX
PEeBONOLMOHHBIX MMeKMHCKMX onep B OCHOBHOM
COOTBETCTBOBAJ/I BbIlLEYKa3aHHOWN CLIEHNYECKOM
3cTeTmke. Hanpumep, coBpemeHHas peBOOLMOHHanA
MekunHckas onepa «KpacHbI XeHckuin 6aTanboH»
afjanTmpoBaHa M3 OJHOMMEHHOro 6aneTHOro cnek-
Takau, B Mae 1972 roga ceemouHas rpynna «KpacHo-
ro >eHckoro HaTtasboHa» Ha KUHOCTYAuK «1 aBrycra»
HapogHo-ocBoboanTenbHol apMun Kutas BeiBena
MNeknHckyto onepy Ha 3kpaH. B ncnonHenun lMe-
KMHCKOWN onepHon Tpynnbl «KpacHOro »XeHCKoro
6aTanbOHa» B TOM e rogy GuabM-crekTakib Obin
nokasaH no Bcew ctpaHe. Punbm-cnektaknb «Kpac-
HOro >eHckoro 6atanboHa» 3aMMCTBOBaA MHOTO
ABWXKEHWI 13 6aneTHOro crekTaks. 3a CUeT MPUHS-
1A 6ONBLIOrO KONMYECTBa 3anaAHblX TaHLEB ABU-
KEHUs Tesla akTepoB 6blan 6osee OTKPbITbIE, YeM
B ABW>XXeHwWe MNeknHcKon onepsbl 7.

Mbeca MeknHCKon onepbl «B3ATre XUTPOCTLIO
ropbl BaxylwaHb» 6bl1a OCHOBaHa Ha pomaHe Lol
bo «Yepes neca n cHera», 17 ceHTabps 1958 roaa
LWaHxanckas TeaTpanbHas Tpynna LisnHuzto no-
cTaBuWna 3Ty Nbecy B Benvkom TeaTpe Kutas. 3Ta
paboTa NOCTOAHHO NepecmaTprBanacb BO BPeMS
NcnoaHeHua, npumepHo B 1965 rogy TeatpanbHas
pedopmaTopckaa rpynna nepeniaHupoBana TaH-
Libl, OPMEHTMPYACh Ha ABWMXKEHWUS KaTaHUS Ha Jbl-
>kax. CoBpemMeHHasa peBoItoLMOHHas MeknHckas
onepa «B3AaTne xMTpoCTbIO ropbl BalixylwaHb» 6bina
cHATa Kak ®uabm-crekTakab MNeKMHCKOW KMHOCTY-
avei B 1970 roay. B aTom ®Gunbme-cnektakne 6bin
OTPbIBOK, B KOTOPOM COAAaThl NepecekatoT CHeX-
Hyto ropy v B36upatroTca Ha ckany. B oTpbiBke no-
Ka3aH JIbIXHbIN TaHew, B KOTOPOM akTep UMUTMPYeT
no3y KaTaHus Ha sblkax. Kpome Toro, ectb OTpbIBOK,
B KOTOPOM MOKa3aHbl ABUXEHNSA BOCXOXAEHWUS Ha
CKasy, akTepbl 1OXKATCA Ha CLIeHY, CKOIb3AT MO CLe-
He CMUHOWN C MOMOLLbHO CBOMUX HOT, B TO XXe BPeMms

7. Cwm. Yang Jian. Cong «Ge ming xian dai jing ju» kan chuan
tong xi ju de zhuan xing [AH Li3aHe. TpaHcpopmaLms Tpaam-
LUMoHHoro Kutaickoro Teatpa ¢ Touku 3peHuns «CoBpemMeH-
HOW peBOtOLMOHHON MNeknHckon onepsbi»]. Xi Ju: Zhong yang
Xi ju xue yuan xue bao [Apama: XypHan LieHTpanbHon Aka-
aemun [lpambi], 2003, (3): P. 51. (Ha Kutaiickom si3bike).

OHW UMUTMPYIOT NO3Y CKafosasa pykamu, B3bumpa-
toLLLerocs no KaHaty. Yepes cepum gBUXKEHWI akTe-
pbl Ha CLieHe NoKa3blBaaW, Kak CoNaThbl Nepecekanm
CHEXHYH ropy v B3bupanancb Ha ckany. Ytobsl no-
Ka3aTb cOnAaT, ObICTPO MapLUMPYHOLLMX B NpoLiecce
aTaku, akTepbl BbICTPOWINCL B PAA U UCMOJb30Ba-
NN JBUXKEHME, MOXOXee Ha rpaH xeTte & B banerte.
Takum 0b6pa3omM, akTepCKMEe ABUXKEHNS COBPEMEH-
HbIX PEBOJIFOLMOHHbIX [TeKMHCKNX Onep OCHOBaHb!
Ha YCNOBHbIX ABMXEHUAX TPAAULMOHHOMO KMTal-
CKOFO TeaTpa, HO K HUM J06aBASOTCS 3NEMEHTbI
HapOAHOro TaHLa 1 eBPOMerckoro Kaaccnyecko-
ro TaHua, Takme Kak NpbIXXOK WnaraT U noaaepxka
B 6anete. KonnekTve COBPEMEHHOW PEBOJIFOLMOH-
HoW MNeKMHCKOW orepbl CO34a HOBblE TaHLLeBa/lbHbIe
YCNIOBHbIE ABUXKEHWS, KOTOPbIE UMEHT OTANYNTENb-
Hbleé YepTbl HOBOFO BPEMEHU N HOBbIX OCOHEHHO-
CTeN XMU3HU. B 3TUX ABMXKEHNAX Mbl MOXXEM BUAETb
Takue 31eMeHTbl, Kak CMopT, TMMHacT1ka 1 baner.

dopmMmunpoBaHme BUOMEXaHNKM TakXKe LLMPOKO
BMWUTANO 31eMEHTbI 13 pa3nyHbIx obnactein. Ha py-
6exe 1914-1915 rogos, Meiepxobs, UCNOAb30BaN
MaHTOMWUMbI N KOMEAMMN AeNb apTe AN 0byUeHus aK-
TEpoB B CTyAWM Ha BopoanHckon, naHTOMUMBI CTa-
NN «npejLlecTBeHHULAxX byayLLmx GoMexaHNYeCKnx
ynpaxxHeHW» °. B nocneayroLen TeaTpasbHOM npak-
TKe MenepxoJibg NepeHs TEXHUKN 13 pasHbIX BU-
£,0B NpodpeccMoHanbHON AeATe/IbHOCTY, HanpuMep,
Pa3/IMUHbIX BUAOB TaHLIEB, LIMPKA, TMMHACTUKK, BOC-
TOUHBIX CLIEHNUECKMX HaBbIKOB. «OH oTMeuaeT Ln-
pvBLLeecs pacrnpocTpaHeHue cnopta (90 MOCKOBCKUX
byTOONBbHBIX KOMAHA) U PacTyLLMin UHTEPEC K Crop-
1y..» % BriomexaHuka Meliepxonba fenaet akueHT
Ha pa3BUTUM Tena, TPeHNpPoBKe GU3NUECKON CUbI,
CKOPOCTM N TMBKOCTN aKTepoB, UTO cnocobcTByeT
MHOFOCTOPOHHEMY GU3MUECKOMY Pa3BUTUIO Tesa.
«2NeMeHTbl BrioMexaHMKa CEroHs BCTPeYaeTcs Kak
COCTaBHblE YacT! TPEHWHIOB MO CLEHNYECKON Ma-
CTVIKE, TPEHUHIOB MO $HeXTOBaHMIO 1 60O ¢ Npume-
HEeHWEM ApYyroro X0N0AHOIo OPYXXusl, TPEHUHIOB MO
CLEHMYECKOWN peun, TPEHUHIOB MO CLIEHNYECKOMY
TaHuy 1 np.» . CerofHaA aKkTepoM TPajgULMOHHOIo
Kutaickoro Teatpa oBaageTb 60/bLLIMM KOANYECTBOM
HaBbIKOB, YTOObI aZaNTUPOBATLCA K PAa3BUTUHO CHOXKE-

8. TpaH xeTe — baneTHoe ABUXEHVe, KOrja TaHLOp NOAMpPbI-
rMBaeT 1 BO BpeMs MpbiKKa genaeT Lunarar.

9. Cm.: Cryausa Bc. Meriepxonbga. 1917. lokymeHTbl // TeaTp.
2004. N2 2. — C. 86-96.

10. Tam xe.

11. Panocos, A. FO. PYCCKOE PEXXNCCEPCKOE NCKYCCTBO XX
BEKA: cuctembl, HanpaBaeHus, koHuenumn, naen / A.FO. Pa-
nocos. — CIM6.: Actepuon, 2022. — C. 97.
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TOB COBPEMEHHbIX. TPaANLIMOHHBIV KATaNCKUIA TeaTp
VILLLET OMOpPY B COBPEMEHHOW Cpeje, TeNo akTepa no-
CTOSIHHO Pa3BMBAETCH, TEM CaMbIM CTaHOBACh YHUBEP-
CaNbHbIM 7151 OCBOEHWA Pa3/INYHbIX HaBbIKOB. B 3TOM
OTHOLLIEHWM K BMOMEXaHNYeCKMM akTepam 1 akTepam
COBPEMEHHOM PEBOJIOLMOHHON MNeKMHCKON onepbl
NPeABbABAAIOTCA CXOXMe TpeboBaHMs.

MNocne nposBeaeHnsa NOANTUKM pedOPM N OTKPbI-
TocTn B 1980-x rogax B Kutaih Hauanm npoHuKaTb
TeaTpasibHble KOHLEeNUMn 3anagHoro coBpemeH-
Horo Teatpa. TpagVLMOHHbIe KUTaliCKMe TeaTpbl
NepeoCMbICINAN COBPEMEHHYIO PEBOJIOLNOHHYIO
MeknHckyto onepy nepuoga KynbTypHon pesosto-
LW, OHW BEPHYANCH K MPUHLMNAM NpenojaBaHus,
OCHOBOMOArarLWmMM AN TPAAULMOHHOIO TeaTpa,
HO pa3BUTWE U UCCAef0BaHNE ABUXXEHUIN Tena He
npekpaTnaoCh. Tak Kak OCHOBHas dusnyeckas noa-
roTOBKa aKTepoB TPaAWLMOHHOIO KUTaNCKoro Te-
aTpa NpPouCXoAuT elle B MOAPOCTKOBOM BO3pacTe,
HaumnoHanbHas akagemusa Kutanckoro TeatpasbHO-
ro uckycctea v LlaHxalcknin TeaTpanbHbIN NHCTN-
TYT OCHOBa/M YUYMAULLA TPAAMLMOHHBIX Kntackmx
TeaTpoB, NPUKpPerJIeHHble K AaHHbIM y4ebHbIM 3a-
BEAEHMAM, B APYrMX NPOBMHLMAX TakXe yupexaa-
Nncb NofobHbIe cpeAHMe cnelmanbHble yyebHble
3aBeseHus. ObyueHne 4ANN0Ch LWeCTb eT, Habupa-
av nogpoctkoB 10-13 net, KOTOpPble COOTBETCTBO-
Ba/IN KPUTEPMAM CMeLnasbHOCTU U KPUTEPUSAMU
bur3nyeckor NoAroToBkW. PazBntas rubkocTb Tesa
NOAPOCTKOB B 3TOM BO3pacTe NOAXOAUT AN Tpe-
HWPOBOK, a BbICOKas MAaCTUYHOCTL Tesla noMoraet
Pa3BUTb OCHOBHblE $pur3nYeckne HaBblkn. OCHOBOM
AaHHbIX TPEHUPOBOK ABNAKOTCA TPAAULUN CTapon
TeaTpanbHOW LWKoNbl — «K3 baHb» '?, K HUM f06aB-
NAKOTCA COBPEMeHHble Teopun 0byyeHns, Takum
ob6pa3om, MeTozbl 06yyeHns cTaHOBATCA 6osiee Ha-
yuHbiMn. Hanpumep, B 1974 rogy NeknHckas KMHo-
CTYAWA CHANA Lenyto ceputo obyyatownx GuabmMoBs
Mo TPEHUPOBKE ABUXEHWUW A5 NpeacTaBaeHui Me-
KWHCKOW onepbl, 6a1arogaps 3ToMy GuabmMy Mbl MO-
KEM MOHATb METOAbl TPEHUPOBKUN ABUMXKEHWN Tena.

®unbM pasgeneH Ha yeTblpe YacTh: 6a3oBble Ha-
BblKW, HoeBble NCKYCCTBa, MacTepcTBo ba-u3bl 1 Ma-
cTepcTBO GUrypbl. B nepBon yact pacckasbiBaeTtcs
0 6a30BbIx HaBbIKax, KOTOPbIE TPEHWUPYHOT KOHTPOIb
Haz TeNoM 1 GU3nNYEeCKyto rMOKOCTb akTepoB, BK/IHOYas
TPEHWPOBKY PYK, HOT, NeY, MOJIOXEHNA TeNa, TO eCTb,

12. K3 baHb — ®opMa opraHu3aLmu, UMeBLLER onpeseneHHbIn
MacLTab 1 cneLyann3MpoBaBLLECA Ha BOCTIMTaHWMN aKTepoB
TPaAVLMOHHbBIX KUTANCKMX TeaTpoB Jo XX Beka. ITo bbl ca-
MbIli BaXKHbIli CMOCO6 ynpaBieHWs LKOAaMy TPagULIMOHHO-
ro KuTaickoro Teatpa.
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OCHOBOW fIBASIETCS pa3BUTME TMOKOCTU Tena akTepa.
Bropas uactb «6oeBble NCKYCCTBa» BKAKOYAET B Cebs
ABa Buaa TaHbL3bI-T'yH (MacTepcTBO KOBEpa) * —
XKeCTKMIM 1 MArknia. «XXectknin TaHbLi3bl-T'yH» — 310
MacTepCTBO CTOMKM Ha pyKax, no3a «MOCTa», CalbTo
n apyrve 32 TpeHnpoBKU. «Msarkuii TaHbLl3bI-TyH»
BKJIFOUaeT B cebs pasHble BUAbI NajeHWs, KyBbIPKOB
n gpyrune 43 TexHuku. TpeTba yacTb, rge nokasaHo
«macTtepctBo ba LI3bi», KOTOpoe ncnonbsyetca Ans
AEMOHCTpaLum pykonallHoro 60s, cxBaTku € npuMe-
HEeHVEM OPY>KMA 1 APYTNX akpobaTMUYecKnX HaBbIKOB,
JlaHHOE MacTepCcTBO HEOHXOAMMO ANA TPEHNPOB-
KW TMBKOCTU ned, NokTen, 3anacTuid. Moarotoska
BKIrOYaeT B cebs TakKe XXOHIIMPOBaHNe Meyamu,
KOMbAMW, HOXaMU W T.4., a Takxke 16 gpyrmx tex-
HWUK BegeHUs 60 Mexay aAByms atogbmun. OcHOBOM
TPEHWPOBKWN B YETBEPTOMN YacTn «MacTepcTBO Gu-
rypbl» ABAAIOTCA YNpPaXXHEHWS Ha BbIMNOJHEHWE YC-
NIOBHbIX ABUXXEHWUIA 1 TPHOKOB, U BK/IOYAKOT B Ce65
14 BNAOB TPEHNPOBKK ™.

Bce ueTbipe yacTu ynpaxxHeHW ABAAOTCA HEOb-
XOAVUMbBIMW HaBblKamK, KOTOPbIE JOJIXKEH OCBOUTb
KaXkablli akTep TPagMLMOHHOIO KMTAMCKOro Teatpa.
Bnarogapa dmabMy Mbl MOXEM HarisaAHO y3HaTb
0 MeTogax 0byueHus, cHadana BCe ynpaxKHeHus
BbIMOJHANOT Npenogasatenn, 4Tobbl nokasatb Npwm-
Mep, a 3aTeM YYEHMKM MOBTOPAIOT 3@ HAMW, Nocae
3TOrO yuuTesb UCNPaBAsET UX OWNOBKK. ITa MOAeNb
obyueHns Noxoxa Ha MeTos obyuyeHus akTepoBs
Mewnepxonbaa. «<Mernepxonbs-pexmnccep CoUnHsN
CBOW CMeKTakAs Kak akTep, NpourpbiBas BCe poau
M NO-aKTEPCKMN HaXOAs UFPOBOM MOAXOA K HUM. 3a-
Jaun nepej UCMoNHUTENAMU poaelt Meliepxonbs,
TOXe CTaBWA MNOCPeACTBOM Nnokasa» '°. B otanuve
oT wkonbl CTaHNCNaBCKOro, KOTopas Hanpasie-
Ha Ha pa3BUTME BHYTPEHHEWN TEXHUKMN aKTEPOB,
Kaacc TPaAMLMOHHOIO KUTAMCKOro TeaTpa u kaacc
MeWepxonbAa AeMOHCTPUPYHOTCA MacTepami, a 3a-
TEM VMUTUPYHOTCA YUEHUKaMW.

13. YTt0o6bI NPeaoTBPaTUTL TPaBMbI Y yUaLLmxcs, obyyeHune 6oe-
BbIM MCKYCCTBaM OBbIUHO MPOBOAUTCS Ha ofesnax, Mo3ToMy
3TO Ha3blBaeTCA MacTepcTBO KOBEPA. CyLLECTBYHOT «KECTKUA»
N «MArku» TaHblL3bI-TyH, «TBepAbIA» TMN 0by4YaeT yyaLmx-
€A KyBbIPKaM, MpbIXKaM U Ap., @ <MATKUA» TPEHUPYET Takme
JBUXXEHUSA Kak B3Maxy, MepeBOpaymBaHus, TO eCTb TeM ABU-
KEHWAM, MPU KOTOPbIX TENO KacaeTcs 3eMan.

14. Cm.: YuebHble dunbmbl MeknHckom onepsbl (1960 r) [Snek-
TPOHHBIN pecypc]. — Slap 1874. Bugeo. — 2021. — URL:
https://youtu.be/6rMVnZ1wtuU (laHHbIN TEKCT OCHOBaH Ha
KpaTKOM U3/I0XXEHUN yyebHIMKa No GU3NYECKUM 1 ABUraTeb-
HbIM TPEHNPOBKaM B [eKNHCKON onepe, CHATbIM MNeKnHCKoN
knHocTyamen. [lata obpaleHns: 08.10.2021).

15. Psnocos, A. 0. PYCCKOE PEXXMCCEPCKOE NCKYCCTBO XX
BEKA: cuctembl, HanpasaeHus, koHuenumm, ngen / A. HO. Ps-
nocos. — ClM6.: ActepuoH, 2022. — C. 79.

Mpw BBINOJHEHUN CNOXKHbIX ABUXKEHWI B [eKmH-
CKOWi ornepe npenojasaTe/ib Pa3byBaeT OAHO CIOXKHOe
ABVKEHME Ha YacTu 1 NMOMOraeT yyeHnKkaMm caenatb
KaXkKZyto YacTb KaKOro-TO KOHKPETHOrO ABUXXEHWS,
a 3aTeM obbesMHAET Pa3pO3HEHHbIe YacTU ABUXKe-
HWUI B O4HO LLeNOCTHOE AeicTBre. Hanpumep, canbto
MO>XHO pa3AenuTb Ha ABa Noc/ief0BaTeENbHOIO ABU-
>KEHWS — 3TO CTOWKa Ha pykax 1 nosa mocta. Ectb
3THOAbI AN 06yueHus akTepoB B [eknHcKon onepe,
noZo6HbIe 3THOAbl BK/IHOUAOT B cebs caMble 6a30Bble,
a Takke Hanbonee 4acTo MCMO/b3yeMble 1 Bblpasn-
Te/IbHble CLEHNYECKME ABUXKEHWSA, N TONIbKO Nocae
3TOrO NMPOUCXOANT NePexos K Lieaon MNeknHCKom
onepe, KOTOPYHO y>Ke MOXHO MOCTaBUTb Ha CLIeHe.
Takvm 06pa3omM, B OCHOBE CLIEHNYECKOro JiBUXKe-
HWS1 CTOUT COBOKYMHOCTb KaXAblX 6a30BbIX ABMXKE-
HUIA. MeToAbl CUCTEMBI YNPaXKHEHNI BUOMEXaHMKM
Meliepxo/biia MMeroT CXoxme NpUHLMMbL. «CMbIC
61MOMEXaHMYECKOrO 3THoAa 3aK1roYascs B TOM, YTO
HeKoe CNOXHOe ABWMXKEHWE packiadblBanoCh Ha CO-
CTaBAAIOLLME €r0 3EMEHTapHble ABMXEHWS, Noc/e
YEero Kaxkzj0e 13 COCTaBASAFOLLMX ABUKEHUIA TPEHMPO-
BaJIoCb 1 OTpabaTbiBanOCh O COBEPLUEHCTB, @ 3aTeEM
BCe COCTaBAAOLLME CHOBA COEANHANNCD B U3HaYa/b-
HOe LieNoe, HO MpU 3TOM CaMO UCXOAHOE CI0XKHOoEe
ABVKEHMEe NCMOAHANOCh YXKe Ha COBEPLLEHHO MHOM
YPOBHE rapMOHMU 1 COBepLLEHCTBa» 6. MOXHO cKa-
3aTb Tak, ¢pu13nyeckas NnoArotoBka TPagULNOHHOMO
KuTalickoro Teatpa n MeTog 6romMexaHnKn NoXoXmu
Ha Co3fjaHne MeNIoAMW, Kaxaas Nno3a CIOBHO OTAE/b-
Hasi HOTa, COeAMHSAA OTAE/IbHblE YacTX NO3 Mbl MO-
Jlyyaem ABuXeHvie (akkopa), a 3atem dopmmpyetcs
CNOXKHbIV HaBbIK (3THOABI); Y, KOHEUHO, CMbICA 3THoAa
6oblUE, UEM CYMMa KaXZO0M HOTbI.

CTouT OTMETUTb, UTo dmn3lnyeckme TPEHNPOB-
KW B TpagMLMOHHOM Kutaickom TeaTpe nocreneH-
HO NpMBAMXKatOTCA K 3anaZHON TeOPUM CNOPTUBHOM
61oMexaHMKK, NbITaaCb TakMM 06pa3oM HayuyHO UC-
cnefoBaTh W PackpbiTb ABMXEHMA Tena. MNpuBesem
B KauecTBe npumepa HaumoHanbHyto akagemuto Ku-
TalCKOro TeaTpasbHOro MUcKyccTBa. Mocne Toro, kak
YUYEHUKM 3aKaHYMBaLOT CPEAHHO0 NPOGECCMOHaNbHYHO
LUKO/IY W MOCTYNatoT B akaZeMuto, AaHHoe yuebHoe
3aBefieHne No-npexHeMy AenaeT akLeHT Ha obyue-
HWM 6a30BbIM HaBblkaM BO BPeMs TPeHUpPOBOK. Ha-
LMoHanbHas akagemus Kutanckoro TeatpaibHOro
NCKYCCTBa yupeanna oTaeneHuns, cneumnanmsnpyro-
Lwmecsa Ha oby4eHNn OCHOBHbIM HaBblkaM MacTep-
cTBa, MactepctBy TaHbL3bI-T'yH, MacTepcTBy ba Li3bl

16. Tam xe. C 96.

n mactepcty ¢urypbl. lNMpenogaBaTtenu, oTBeyato-
LMe 3a ypOKM GU3NYECKON NoAroTOBKW, AOIXKHBI He
TONbKO 06/1a4aTb HaBbIKaMUX TeaTPasbHOTO UCKYC-
CTBa, OHW TakXXe JO/KHbI MPOBOAUTL UCCNEA0BaHWS
B 06/1aCTN KNHETVKW, CMOPTUBHOWM NCUXONOTUN U Me-
Jarornyeckor nevxonormu. Npenogasateny JOMKHbI
pa3bupaTtbcsa B TakUX TeMax, Kak CTPyKTypa Yenose-
YecKoro Tesia U MblweyHas GU3NoN0orus, MOHUMAaTB,
Kak paboTaeT Kaxkzas OTAe/bHas MbIlL BO BPeMs
BbINOJIHEHWS Pa3NNYHBIX ABUXEHWI B paMKax npej-
CTaBAEHWI TPAAULIMOHHOTO KUTAMCKOro TeaTpa, a Tak-
e TOUKY MPUAOXKEHUS CUJIbl BO BPEMS JBUXKEHWIA.
«B ceHTabpe 2003 r. HaumoHanbHas akagemusa Kn-
TaliCKOro TeaTpasbHOro UCKYCCTBa BBENA OTAE/bHYHO
obpazoBaTenbHy0 NpPorpaMMy no TeatpanbHOM Gu-
31YeCKOV MOArOTOBKE M OTKPbla COOTBETCTBYHOLLYHO
kadbeapy. JaHHas cneumnanbHOCTb cOCpeoToYeHa
Ha 13nYeCcKol NOAroTOBKE CTYAEHTOB, ee Liefb —
MOArOTOBUTL BbICOKOKBaAMMULMPOBaHHbIX CrieLma-
JINCTOB, KOTOPbIE CMOCOBHbI OTBEYaTb TpeboBaHMAM
npenogaBaeMbIx AVCLMMAVH B TeaTpasbHOM Y4ebHOM
3aBe/leHnM, 1 KOTopble CMOTYT BbICTynaTb B Npodec-
CVYOHasIbHOW TeaTpasbHOM Tpynne» 7. Takum obpasom,
MeTobl OByueHMs B paMKax TPaaULIMOHHbBIX KUTal-
CKMX TeaTpOB NMOCTENEHHO COBEPLUEHCTBYHOTCSA, Te-
nepb yXe yAenfeTcs BHUMaHWE He ToNbKo 061acTu
dun3myeckor NoaroToBkM, HO 1 BUOAOTMM, NCUXOJIO-
TMK 1 APYTUM OTPACAAM 3HaHWUW. «TepMUH «Brome-
XaHWka» Meliepxosibg B3 U3 061actn 6uodusnkm
1 NepeocMbICAMA NO-CBOEMY <...> BriomexaHuka n3-
y4yaeT MexaHn4eckue CBOMCTBA XMBbIX TKaHEN, opra-
HOB ¥ OpraHv3ma B LiesioM» '8, B coBpemeHHOM KuTae
TPaANLMNOHHBIV KATaNCKUI TeaTp 1 Teopus brome-
XaHWKWN NPecnesytoT O4HY U Ty e Liesib, @ UIMEHHO,
MOMMWMO M3YyYeHUs CLLEHMYECKOro UCKYCCTBa, Takxke
MOCTOSIHHO MPOBOASATCA UCC/IEL0BaHNSA XapakTePHbIX
CBOWCTB QU3MUECKMX ABUXKEHWI Tena.

Kpome chepbl ob6pa3oBaHMa TpagULLMOHHOTO
KWTaMCKOro TeaTtpa, U B NpakTMKe TPaauLMOHHO-
ro 3KCNepUMEHTaIbHOrO KUTaCKOro Teatpa Takxke
MOXXET HalNT! MHOTO cBsizen ¢ BuomexaHunkon. MNog,
TPaANLMOHHBIM 3KCNEPUMEHTA/IbHBIM KUTaCKMM
TeaTpoM MozpasyMeBaeTCs Liesias cepus skcnepu-

17. Wang Chan. Dui wai xi qu xing ti jiao xue yan jiu [BaH YaHs.
WNccnepoBanuna npenogaBaHns MeTOAOB TPaAWLMOHHBIX Ku-
Talickux Teatpos). Bei Jing: Zhong Guo xi qu xue yuan [[e-
KWH: HaunoHanbHas akagemus Kutanckoro teatpal, 2014.
P. 3. (Ha KnTalickom si3bike).

18. CapabesH Inbeupa. bonbluas KHUra akTEPCKOro MacTepcTBa.
YHuvKanbHoe cobpaHmne TPEHVMHIOB MO METOAMKAM Beanyaii-
Lwnx pexmccepos. CtaHucnasckuii, Meliepxonbg, Yexos, Tos-
cToHoroB / 3aesupa CapabesH, Bepa MNonuwyk. — M.: i3pa-
TenbctBo ACT, 2017. — C. 314.
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MeHTa/bHbIX MOCTAHOBOK «C KOHLa XX B. U A0 Ha-
yana XXl B., B TeueHnu npumepHo 30 neT, KOTOpble
ctaBuauncb B Kutae» . Hanpumep, «coBpemeHHas
akcnepuMeHTanbHasa MeknHckas onepa», «manas
CLeHa TPaANLMOHHOIO 3KCnepumMeHTanabHoro Ku-
TaliCKOro Teatpa», «<MeXKYAbTYPHbIN TPaAULMOHHbIN
aKCnepuMeHTanbHbIM Kutaicknin Teatp» u gpyrue
3KCNepuMMeHTalbHble N HOBAaTOPCKME Npon3Bese-
HWA TPAAMLMOHHOIO KMTancKoro TeaTpa. HekoTtopelie
TPaAULUMOHHbIE IKCNEPUMEHTA/IbHbIE KUTalCKMe Te-
aTpbl MOZEPHM3MPOBaNN N BECTEPHM3NPOBAN fie-
TaNn CtoXeTa TPaANLMOHHOTO KUTancKoro Teatpa,
4YTOb6bI OTBEYaTb TPeHbOBaHNAM HOBOW Ky/bTypbl,
COBPEMEHHOW cLieHbl 1 nybankun. Takxke, NOMUMO
COXpaHEHWA ABUXKEHWUW TPAAULMOHHbIX KMTANCKNX
TeaTpa Ha CLeHe, CTaNo HeOOXOAMMBIM TakXKe CO3-
faBaTb HOBble GU3nUeckne JBUXKEHNA Ha CLieHe.
Hanpvmep, coBpemMeHHas [NeknHckas onepa «Puk-
Wwa» 6blna cozsaHa u nocrassieHa B 1998 roay Te-
aTpom [MeKknHCKon onepHoM NPoBUHUMK Li3saHcya.
Mbeca nHcueHnpoBana pomaH «Pukwa» Jlao L3, cro-
KET 0 NeyasbHOM XMU3HU NEKUMHCKOTO PUKLLUK MO UMe-
HW CaHu3bl B 1920-x rogax. Pexxnccepom noctaHOBKM
asnsetcs Ln KOrikyHb (1943-2020). B cnekTakne ectb
cueHa, rae rnaBHblin repot CaH Li3bl TAHeT 3a cobor
noBO3Ky. B MOMeHT, korga akTep TaHyA 3a coboii no-
BO3KY, OH WUCMOJ/Ib30Ba/ Ha CLEHE ABa ABUXEHUS U3
MeknHcKoM onepbl — amnaya LLsH-BovHa 1 XyansaHb
(aMnya My>KCKUX MEPCOHAaXeN C pacKpaLlleHHbIM n-
LOM). 3aTeM ABUXKEHUS TPAAULMOHHBIX KuTanckmx
TeaTpoB COEAVHAIOTCA C PeasbHbIM JBUXKEHNEM Ye-
NoBeKa, KOrZa TOT TAHET 3a coboi NoBo3ky. brarogaps
ABVKEHWIO PYK, KOTAa akTep NpuKacaeTcs K MoBO3Ke,
a TaKkoKe Korga akTep TAHeT ee 3a coboi — Npunog-
HUMaeT AN ONycKaeT, MOBOPAYMBaET BNPaBO UM
BJIEBO, MEHSAET CKOPOCTb ABUMXKEHMS 20, XOTs KOCTHO-
Mbl, PEKBU3WT, MNO3bI U KECTbI Ha CLIEHe OTKa3ancb OT
TPaAULIMOHHBIX 31eMeHTOB [MeknHCKOM onepbl U npe-
BPaTU/INCh B peasibHble XapaKTePUCTUKK, ABUXKEHNE
akTepa no-npexHemy ob1ajaroT XxapakTepucTukamm
NNACTUYHOCTU N n306paxeHnsa. AKTepbl NnepesaroT
Lelyto raMMy rnepexkrMBaeMblxX NePCOHaXeM YyBCTB,

19. Xie Bailiang. Dang dai «Xiao ju chang xi qu» de fa sheng yu fa
zhan — Zhong Guo shi yan xing xi qu pu xi zhi shu li [Ce bali-
J1iH. BO3HWMKHOBEHWE N pa3BUTHE CoBpemeHHOro «Manoro
Teatpa» — Mctopms Kutanckoro akcnepnMeHTasbHOro Tea-
Tpa]. Xi Ju: Zhong yang xi ju xue yuan xue bao [[pama: Xyp-
Han UeHTpanbHon Akagemum [pambl], 2015, 000(002): P. 91.
(Ha KuTalickoMm fA3blke).

20. Cm.: MekmnHckas onepa — Pukwwa (1998 r.) [91eKTpOHHbIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VVG7_Mi3n-o (gata obpatyeHus: 07.10.2021). [CogepkaHue,
onmncaHHoe B TEKCTe, MOXHO yBUAETb Ha BUAEO Bpems: 6:25].
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yepes NAacTuKy ABUXKEHWS 3PUTENN MOTYT NPOUyB-
CTBOBaTb TPeneT 1 pagocTHoe vyBcTBo CaH Li3bl, Kor-
[la OH TAHET 3a COBOWN HOBYIO MNOBO3KY.

B 2002 roay pexwccep Jn /lron (p. 1961) cozgan
HOBYHO BEPCUIO OMepbl TPaANLIMOHHOMO KUTaCKOro
TeaTpa KyHbLoW «/IcTopusa Kykon», akTepbl nocpes-
CTBOM TE/IOABUNKEHWIN NOKa3blBaM AePEBAHHBIX KY-
Ko, n30bpaxeHue fepeBaHHbIX KyKON COeAMHANOCH
c onepow KyHbuow. B «ctopum kykon» pacckasbiBa-
€TCA CnefyroLmnin croxeT: bornHe Li3bica Hackyuuna
6e33ab0THas XM3Hb HEOBOXKNTENBHULI U OHa PeLLn-
Na ynt1 B MuUp Ntogen, utobbl HaliTy cBOHO 1t0H0BB,
roc/ie 3TOro OHa NpeBpaTUaa TPeX AePEBSHHBIX Ky-
Kon B ntogert. OfHaKo, Korga Kykibl CTanu AAbMY,
OHW NOABEPI/INCH MELLAHCKUM NpeapaccyAkam, Ha-
KOHeL, BOrvHSA CHsMa C HUX 3aK/IMHaHWE, Y OHW CHOBA
cTanu Kyknamu. Nog akkoMnaHeMeHT TPaAWLIMOHHbIX
KUTaMCKUX 1 3anagHblX My3blKaabHbIX UHCTPYMEHTOB
aKTepbl ABUrarOTCA PUTMUYHO, CJIOBHO KYK/bI, B UX ABU-
>KEHUSAX MPUCYTCTBYET MEXaHNYHOCTb 2!, Kpome Toro,
aKTepbl NPOM3HOCAT PEMINKM BO BPEMSA Kakmx-11mbo
ABWKEHWI, HanpUMep, OAVH akTep, ABUrasch Kak KyK-
Na, OAHOBPEMEHHO rOBOPUA CAefytoLlee: «Tbl CMe-
€eLbCsl, N OH CMeETCs, HO KTO Bbl 3HaN O CTpasaHWAX
KyKAbl...». Korga akrep npov3HOCWUA Takme c1oBa Kak
«CMEATbCA» U «3HaTb», OH TakKXKe UX n3obpaxan Te-
oM, TakMM 06pa3om Teno akTepa AenaeT naactmye-
CKu1e ABWXKEHMA BMeCTe C peybto, U 3TO Aenasno ee
60s1ee BblpasuTesbHOM 22, MNocse Toro, Kak 6ormHs
OXMBWAA KYKOJ, ABUXKEHNA TeN TakXKe AeMOHCTPU-
pOBaAn NpoLEeCcC NpeBpaLLeHns KyKon B YesoBeka.
Hanpumep, aktep yTpypoBaHHO NoKa3blBas, KaK Y Ky-
KO/ 3abu0Ch cepaLe, pacumpsn breHne cepaua 4o
ABWKEHWS BCETO TeN1a, 3aTEM UCTOJb3YINTe ABUXEHMS,
MOXOXKMe Ha HAPOAHOE XXOHIIMPOBaHNe, YTO6bI NO-
Ka3aTb COCTOsIHME MOC/e NPeBPaLLEHMS B YesoBeKa 2,
HekoTtopble BbiCTynaeHUs B «/ICTOpUN KyKON» COOT-
BETCTBYHOT NPUHLMNAM UCNONHEHNA B BIOMEXaHVKe,
Hanpumep, HEKOTOpPbIe YTPUPOBaHHbIE CLEHNYeCcKme
ABUXKEHUS aKTEPOB, B 3TUX ABMXKEHUAX OLLyLLaeT-
€A NNACTUYHOCTb, KaXA0e ABWMXEeHWe akTepa coBep-
LLAETCA BCAEZ 338 PUTMOM KMTaNCKMX TPAAMLIMOHHBIX

21. Cm.: KyHbutor — Uctopus kykon (2002 r) [SneKTpOHHbIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VPoH8RJ2rrQ (gaTa obpateHmns: 07.10.2021). [Cogep>kaHue,
OnuncaHHoe B TEKCTE, MOXHO YBMAETb Ha BUAEO Bpems: 5:53].

22. Cm.: KyHbLori — Uctopms kykon (2002 r) [S1eKTPOHHBbI pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VPoH8RJ2rrQ (gata obpalueHms: 07.10.2021). [CogepkaHue,
OnncaHHoe B TEKCTE, MOXHO yBWAETb Ha BUAeO Bpems: 6:17].

23. Cm.: KyHbutoli — Victopus kykon (2002 r) [SneKTpOoHHbIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VPoH8RJ2rrQ (gata obpalueHus: 07.10.2021). [CogepkaHue,
onuncaHHOe B TEKCTe, MOXHO YBUAETb Ha BUAeo BpeMs: 36:06].

yAapHbIX My3blKaJbHbIX MHCTPYMeHTOB. Kaxzaoe aBK-
>KEHWe Tena, Hor 1 PyK OTKPbIBAETCA B3OPY 3puTens
1 YeTKO BOCNpom3BoAMTCA. KpoMe TOro, peun akte-
POB TaK>Ke 3a/eCTBOBaHbI MPY COBEPLLEHUN ABUXKE-
HWI, NpuaaBas A3bIKOBbIM CPeACTBaM HONbLLYHO CUJY.

[Apyras pabota — 3T0 cOBpeMeHHas 3Kcnepw-
MeHTanbHas MNeknHckas onepa «PaycT». 3Ta paboTta
6blna co3gaHa coBMmecTHo Kutarickor HaunoHanb-
HoW lNeKMHCKoM onepHoW Tpynnon 1 TeaTpoM.poH-
AoM IMunma-Pomanbsa (Mtanms). AHHa Melwke (Anna
Peschke) n3 l'epmaHunm BbICTynnaa B KayecTse pe-
xmccepa, Jin Melinn n3 Kutanckoi HaunoHansHoOM
MeKNHCKON onepHOW TPYNMbl BICTYNWAA B Ka4ecTBe
aBTOpa MHcLeHMpoBkK, a Cton MaHke 13 Kutanckon
HauwuoHanbHom MNeknHCKor onepHoON Tpynmbl BbICTY-
MU B KauecTBe UCMOJHUTENBHOTO pexuccepa lMe-
KMHCKOM onepsl. MiTanbsiHckas CTOpoHa oTBevana 3a
cueHorpaduto n ceet, Kutaiickas ctopoHa otBevana
3a MHCLLEHNPOBKY, KOMNO3MLMto MNeKMHCKOM onepbl
1 KocToMbl. OCHOBaHHas Ha TPaAMLIMOHHOM OpKe-
ctpe MNeknHckon onepbl, My3bika «Paycta» fobas-
nsano B cebs 3anasHble My3blKasbHble MHCTPYMEHTbI
N 31eKTPOHHYHO My3bIKy. 8 okTabpsa 2015 roga B Te-
atp ApeHa Jenb Conb (Teatro Arena del Sole) B bono-
Hbe COCTOsIaCh NPeMbepa COBPEMEHHON MeKnHCKOM
onepsbl «®Paycr». C 8 no 25 oktabps «PaycT» yyacTBo-
Ban B dectmBane uckyccts VIE (VIE Festival) B Uta-
nvn n pan 12 npeacraBneHnin B bonoHbe n MogeHe.

CoBpemeHHas NekunHckas onepa «daycT» ocHo-
BaHa Ha ogHOUMeHHOW Tpareammn leTe, cLueHapucT
Jln MeliHun cokpallan cogepyaHune Tpareanm n NH-
CLEeHMpOoBan ee NepByto YacTb. «PaycT» COCTOUT U3
yeTblpex akToB: «[1ponor», «lorosop», «J/lro6oB.-
Hble MOXOXAEeHWA», «37101 PoK» U «Bo3BpalleHne».
CroxeT HaumHaeTca ¢ napu Mexay Meductodbenem
n FocnozomM 1 B OCHOBHOM MOBECTBYET O Tpareimm
nobsu daycra n IpeTxeHa. Ha cueHe akTep Takxe
fob6aBua HekoTopble GU3MUEcKMe ABUXKEHWNS, KOTO-
pble He ABAAKTCA TPAAVLMOHHBIMW ANA KNTANCKO-
ro Teatpa. Hanpumep, 6611 OTPBIBOK, FAe TaHLeBaau
daycT n [peTxeH, N pexmnccep NpUriacua AByx yun-
TeNen n3 BOCTOYHOrO TeaTpa TaHua 4tobbl pa3pa-
60TaTb HOBblE TaHLbl A/ aKTepOB, ABOMHON TaHeL,
N HEXHas MenoAmna BUONOHYENN Jenanu cLueHy 60-
Nlee poMaHTU4YHOW. B «®aycTe» eLle npucyTcTBOBaNM
MaHTOMUMa, 3aMef/IeHHOe ABUXEHME U Ap 24, AaH-
Hble ABMXXEHWS OblIN COBEPLUEHHO HEe CBOWCTBEHHbI

24. Cm.: MekunHckan onepa — ®ayct (2015 r) [Sn1eKTPOHHBIV pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
8tpbJdp_arw (gata obpalyeHus: 07.10.2021). [CopepxaHue,
onuncaHHoe B TeKCTe, MOXHO YBUAETb Ha B1Aeo Bpemsa: 8:32].

TPaAWLMOHHOMY KUTaNCKOMY TeaTpy, MHOTO JBUXe-
HWI BbIIN B3ATbI U3 COBPEMEHHOM XW3HW. braroga-
ps HabAAEHWIO 33 MOBCEAHEBHOM COBPEMEHHOM
KU3HbO, YMPOLLEHUIO ABUXEHUN, YTPUPOBaHUIO
N KOMeAMMHOCTY NpeacTaBieHe 3aurpano HOBbI-
MW Kpackamu, OHO CTajio OTBeYaTb 3CTETUYECKOMY
BOCMPUATUIO COBPEMEHHOIO YesioBeKa U Mocnocob-
CTBOBAJIO NMPWU3HAHWIO 3anagHoM Ny6AMKON.
Pexxnccep Crot M3aHK3 ckazan B UHTepBbHO: «Ec/im
JeNcTBMe aKTepOoB pasfenieHo Ha 3aBA3Ky, pa3BuUTue,
KyJIbMUHaLMIO, Pa3BA3Ky; TO 3aBsi3ka B JeACTBUAX ak-
TEPOB — 3TO ABVXXEHUE TPAAULIMOHHOIO KUTANCKOro
TeaTpa, B TO BpeMs KakK pa3BuTME AeACTBUS MPUHU-
MaeT JIBM>KEHWE 3anafiHoro Teatpa» 2. To ecTb, akTep
CHayvan NpvHMMan nosy TpaguumoHHoro Kutarcko-
ro TeaTpa, a MOTOM BAPYT NepPexoiun K Apyrum ABu-
>KEHWS, KOTOPble He OTHOCU/INCH K TPAAWLIMOHHOMY
KUTaMCKOMY TeaTpy, aHHOE M3MeHEeHVE Bbi3biBaio
KOHTPACTHbIA KOMeAUIAHbIV 3PEKT, U 3TOT KOHTPACT-
HbIA 3bdEKT ABASETCA KyNbMUHALMEN AN NMOBOPO-
TOM B ZelcTBMW. Hanpvmep, ecim ciesoBath METOAY
YCNOBHOCTU TPAAULIMOHHOIO KUTACKOro TeaTpa, TO
aKTep MosB/AETCA Ha CLieHe, NPUHNMAaET Nnosy, 3a-
TeM ob6oMnAeT BOKPYr CLEHbI, YTOObI MOKa3aTb, UTO
OH npoten 6onbLioe paccTosHue. Ho B coBpeMeH-
Holi MNeknHckol onepe PaycT cHayana NosBAAACA Ha
cueHe 1 npuHMMan nosy MeknHckon onepel, a 3a-
TeM BHe3arnHo HauvHan 6eratb Kak serkoatieT. 310
MrHOBEHHOE M3MeHEHME BbI3BaIo CMEX B 3pUTE/IbHOM
3ane %%, Ewe oanH npumep, koraa BaneHTuH BepHyA-
csl oMo, [peTxeH Bbillla HaBCTpeuy emy, BaneHTuH
NPOTAHYA PYKY U NPUHUMaN No3y MekMHCKoM one-
pbl, @ B CIEAYHOLLYHO CEKYHZY OHW UTPasn B Naf0LLIKW,
Kak AeTn %’. OTa AeMCTBUS NoKa3ano Apy>Kby cecTpsl
1 BpaTa, a eLle — BbI3BaNO KOMEAMMNHBIA 3bdeKT.
ELle 0AHO BHECEHHOE HOBATOPCTBO TPaANLIMOHHO-
ro aKcnepuMeHTasbHoro Kntainckoro Teatpa — OZAMH
aKTep NoKasblBaEeT Ha CLIEHe HECKOJIbKO TEXHUK amrlya
TPaanLMOHHbIX Kutanckux Teatpos. MNpu npenoga-
BaHWUW TpaguLMoHHoro Kutalickoro Teatpa cTyAeH-
Tbl 4OJ/IKHBI CHaYana oBNajeTb 6a30BbIMU HaBbIKaMK,

25. Cm.: Mpecc-koHpepeHumns MeknHckol onepbl «PaycT»
[3nekTpoHHbIN pecypc]. — Slap 1874. Bugeo. — 2022. —
URL: https://youtu.be/NduEAFSFuxg (gata obpalyeHus:
03.08.2022). [Copep>kaHue, onncaHHoe B TEKCTE, MOXHO yBU-
[eTb Ha BMAeO Bpems: 2:27].

26. Cm.: MekuHckan onepa — ®ayct (2015 r) [IneKTPOHHBIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
8tp6Jdp_arw (aata obpaiyeHus: 07.10.2021). [Cogep>kaHue,
OnucaHHoe B TEKCTE, MOXHO YBUAETb Ha BUAEO BpeMs: 2:46].

27. Cm.: MekunHckan onepa — ®ayct (2015 r) [SneKTPOHHBIV pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
8tpbJdp_arw (gata obpalyeHus: 07.10.2021). [CopepxaHue,
onuncaHHoe B TEKCTe, MOXHO YBUAETb Ha B1Aeo Bpemsa: 3:54].
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a 3aTeM BblbpaTh OAHO amnaya A/ist ero npodeccuno-
HanbHOro ocBoeHusA. OBbIYHO akTep 3aHMMaeTcsa Uc-
NOJHEHNEM OAHOrO NPodeCccMoHaNbHOro amnya Ha
MPOTAXKEHUW BCEW CBOE XM3HW. OAHAKO B TpaauLm-
OHHOM 3KCreprMeHTasbHOM Kutackom TeaTtpe ak-
Tep NOCTeNeHHO pa3pyLlaeT OrpaHUyYeHns amnaya,
BO3MOXHbIM CTafN0 BbICTYM/IEHNE B Pa3HbIX TEXHUKAX,
BM/IOTb A0 TOTO, YTO OAMH aKTEP B CBOEW 1rpe MoxeT
MCNONb30BaTb HECKOJ/IbKO TEXHMK aMrJlya.

Hanpuwmep, B «®aycTte» Heobxo4MMO NpeBpaTnTb
3anagHblin croxeT B [eKMHCKyro onepy, U pexmc-
cep H6onblue He NpuBA3aH K 0CO6EHHOCTAM amnya
TPaAVLMOHHOIO KUTANCKOro TeaTpa, a aHannsnpy-
€T 1 n30bpaxkaeT NepcoHacel Kak B 3anagHoM Te-
atpe. Takum o6pa3om, BbICTYyMN/IEHMA aKTepOoB Ha
CUEHE HapyLIMAN OrpaHUUYEHUs aMnya, akTep npu
urpe nepcoHaxew «®aycra» NCNONb30Bas HaBbIKY
Pa3NNUHbIX amnaya.

o [3ik, akTep, cbirpaBlunii Paycra, ckasan B UH-
TepBbto: «fl 06/1aat0 aKTEPCKMM HaBbIKOM amnaya
XyanaHa <...>, A ®ayct — y4yeHuK, N OH AO/KEH
BAOOUTLCA B amniya [JaHb (IpetxeH). MoaHoCTbIO
MCNONb30BaTb TEXHWKY aMnaya XyansHs HeyMeCTHO,
MO3TOMY A NO3aVMCTBOBa TEXHWUKMN Pa3/IUHbIX aM-
naya...» %, Hanpumep, korga Jlto [31ik urpan ctaporo
®aycTa, OH Npuaasan Teny Gopmy CTaporo Yenose-
Ka C MOMOLLbHO TaKMX ABWMXEHWN, KaK BCTPAXMBaHUE
6opogoii 1 pykaMu; 3aTeM OH Nokasan npoLecc cTa-
HOBJIEHWS MOJIOZbIM C MOMOLLbIO CEPUN ABUKEHWIA
TPaAWLIMOHHbIX KUTACKNX TeaTPOB, TakmMX KaK Urpatb
6opoay, urpaTb pykaBsa, KyBblpKWU ¥ Tak Janee; Kor-
A,a OH CTan MoJoAbIM YenoBekoM, JTto [13vik 3anpsbl-
FHY/1 Ha CTOA 1 MOKa3as CIOXKHbIe HaBbIKM, Takme Kak
«BepTuKanbHbIN WNarat», YTO6bI MOKa3aTb MOOAOE
cocTosHve v BonHeHWe Paycra. Mo3ToMy HaBbIKM aK-
TEpPOB MCMOAb3YHTCA TObKO A/ TOro, YTo6bI U30-
H6pa3nTb NePCOHaxemn 1 nokasatb CHOXKET, a He A/is
TOro, Ytobbl NoKasaTb OCOBEHHOCTM ammya.

MopobHoe «MexnpodeccuoHanbHoe» N «MHO-
ronpodeccnoHasbHoe» MOXHO $hakTUUYeckn Boc-
NpUHMUMaTb Kak pa3buBKy N 06besMHEHNE TEXHUK
M HaBbIKOB pa3HblX amnaya. MactepcTBo amnaya
npeBpaTMAOCh B MacTEPCTBO UCMOJIHEHMA aKTepa,
TO eCTb, OB/N1aZE€B Pa3HbIMUN TEXHNKAMMN aMnJlya, ak-
Tep MOXEeT BbICTyNaTb B pa3HbIx poasx. Apyrumm
CN0BaMK, Urpas pa3Hble Poau, akTep MOXEeT 1C-

28. Zhang Luting. Hua lian yu dan jue tan lian ai jing ju «Fu shi
de» ju chang li zuo shi yan [EB/OL], [YxaH /lymuH. XyansHb
n [laHb BAt0GAsAOTCA Apyr B Apyra, MNekunHckas onepa «Pa-
YCT» NPOV3BOAUT 3KCnepuMeHT B TeaTpe]. URL: http://culture.
gianlong.com/2017/0905/1993370.shtml, 2017-09-05. (lata
obpaleHus: 20.07.2022. Ha Kutalickom s3bike).
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No/b30BaTh Pa3Hble TEXHWUKN UCMONHEHWS, U TaKUM
0b6pa3om, B NpeACTaBAEHNN NOABAAETCA KOHLEeNLmMs
«Macku Meliepxonbga». «Macka MenepXxo/bA0BCKO-
ro akTepa — 3TO He Macka, KoTopas HajeBanach Ha
amuo» %, A HO. PanocoB B KHUre nogpo6bHo o6bsac-
HUN Macky Menepxonbja: «<Macka MeriepxonbioB-
CKOTO aKTepa co3AaBanach 3a CYeT NAacTUKu BCEro
Tesa, YTo NpuAaBano Macke ABONCTBEHHOCTb: OHa
OAHOBPEMEHHO bblna v yCTOMYMBa, N BapuaTUBHa,
nossoAsia urpatb pakypcamm» 3. To ecTb, akTep-
CKWE TEXHWUKN TPaaULMOHHbIX Kutarickmx TeatpoB
4151 UCMOJIHEHUS KaXKA0ro OTAENbHOTo amriya —
3TO «MaCKW» Pa3HbIX MEPCOHaXeN.

Hanpumep, ¥ Cunro (p. 1953) B nbece «Koposb
JInp» ncnonb3oBan NOAOOHLIN METOZ Urpbl Ha cLe-
He. B roHocTn Y CuHro mnsydyan mactepcrtso eknH-
CKoW onepsbl B TaBaHbCKOM LIKOE TPaAULMOHHOMO
KuTarckoro Teatpa OycuH B TeUeHMe BOCbMU JIeT.
B 1986 rogy Y CuHro v rpynna MoJ/oAblX akTepoB
TPaAULIMOHHBIX KTaNCKMX TeaTpoB ocHoBann CoBpe-
MeHHbIV TeaTp nereHa. Bnocnescreum Tpynna agantu-
poBana 1 NocTaBmaa MHOrVe 3anagHble Kaaccnyeckme
npounsBseaeHus. Bce nponsseseHns cTporo npuaep-
XUBaMCb NPaBWU NCMONHEHNS MeKUMHCKON onepbl
1, OLHOBPEMEHHO, B HMUX MPUCYTCTBYHOT HOBbIE TEX-
HVKM TaHLa 1 HEKOTOpPbIE 3/IEMEHTbI 3aMagHOro Tea-
TPanbHOrO BbICTYM/IEHNS, B MOAOOHbIE MPOV3BEAEHUs!
BBOAWINCH COBPEMEHHbIE TeaTpabHble KOHLEMNLMW.
TpasULIMOHHbIN 3KCMEPUMEHTa/IbHBIN KUTANCKWI TeaTp
«Koponb Jlnp» — agantmposaHHas Y CUHIo ncropus
no MoTuBam nbeckl LLlekcnupa, oH Takxke paboTaet
B KauecTBe pexuccepa u aktepa. «Koponb Jlnp» co-
yetaeT B cebe lMeknHckyto onepy, KyHbLio, My3bIKy
1 TaHLbl TaliBaHbCKMX aBOPUTeHOB 1 Apyrue CLEeHN-
yeckue NpuemMbl U NpeacTaBaeH B opmMe MoHoapa-
Mbl. «Koposib JInp» pasgeneHa Ha TpW akTa: «TeaTp»
(the play), «urpa» (the playing), «aktep» (a player),
B 2001 roay ata pabota 6bl1a Ny6aMYHO ncnonHe-
Ha B Tanb3e, a 3aTem ractposmpoBana no Espone.

B «Kopone Jlnpe» (Bepcus sbinycka 2006 r.) Y Cuk-
ro MCro/ib30Ban MeTOAbl UFPbl Pa3HbIX aMmraya 13
MeknHckon onepsl, 4TObbI NokaszaTte kopoas Jlnpa,
daBopwuTa, cobaky, Tpoux godepelt, rpada nocre-
pa, ABOMX CbiHOBel U ewe 10 pasHbIX A4eNCTBYO-

29. Bapnamosa B. 1. «[po3a» B noctaHoBKe Bc. 3. Meliepxonb-
aa (AnexkcaHapuHckuia Teatp, 1916 rog) // A. H. OctpoBckuii.
HoBble nccnegosaHus: C60pHMK cTaTel U coobLueHnn /
Poccuitckuii MHCTUTYT nctopmm uckyccrs. — Cr6., 1998. —
C. 82-113.

30. Psanocos, A. 0. PYCCKOE PEXXVNCCEPCKOE MCKYCCTBO XX
BEKA: cuctembl, HanpasaeHus, koHuenumm, ngen / A. HO. Ps-
nocos. — ClM6.: ActepuoH, 2022. — C. 77.

wmx any 3. B nepsom akte Y CMHIo ncnonb3osan
amnaya JlaowsH (ctapuka) ans poau kopons Jinpa,
«B NepBble AeCATb MUHYT NbeCbl KOPOob JInp 6exuT
B 6e31t04HOM NyCTOLWN C pa3bAPEHHbLIM BUAOM, 3Ta
TeXHWKa No3aMMCcTBOBaHa y aktepa Yxxoy CuHbbaHa
B npeacTaBieHumn «Croi LI 6exut uepes ropog»» 2,
Ha cueHe y akTepa 66110 amMnaya naoLsH (cTapuka),
OH ApO>Kan, BOpoYancs, nagan v T.4., BCe 3TV ABU-
>KEHUSA BbINOAHANNCD ANA CO3JaHUA CUEHbI, TAe KO-
poib JINp 0TYasiHHO BEXMT MO NyCTOLWW.

Bo BTOopom akte ¥ CMHIro ncnosb3oBan NoOXoaKy
Kapsavka us amniaya Yoy (KoMuK) ans n3obpaxeHus
KOPO/JEBCKOro WyTa U cobaku; GUrypy n xxectmky-
naumo n3 amnaya LMHbM (OkeHWMHa B CKPOMHOM
ogexae) n amnaya XyajaHb (Mosofaa KOKeTan-
Basl XXEHLLUMHa) AN5 n306paxeHns fouepeli KOpos
JNlnpa, Taknm 06pa3oM xapaKTepHble YepTbl Kaxaoi
13 fJoYeper OTIMYannCh ApYyr OT Apyra; amnaya Jfla-
OLU3H MCMOAb30BaA0Ch A5 POAN Clenoro rpada
[noctepa; amnaya YwaH (BOVH) ANA poan 3aMyHAa
n 3arapa. Nomumo cosganus poau, Y CMHro takxe
MCMNOJ/Ib30Baj B Mbece ABMXKEHNA TeN aKTepoB, YTo-
6bl HbICTPO NepekNtoyaTbCs Mexay poasmu. Hanpu-
Mep, BO BTOPOM akTe, KOrAa CTPaHCTBYHOLWMIA Sarap
BCTpeyaeT B MyCTbIHE CBOEro C/enoro otuya [octe-
pa. 4rap C NOMOLLbIO Nanky BeAeT OTLa B ropy,
Y CvHro ncnosb3oBan nanky Kak pekBmM3WT, noka-
3blBas MPOLLECC U3MEHEHMWI, MPOUCXOAALLNE HaUW-
Has C O4HOro KOHLA Naaku 1 3akaH4mBaroLWwmnecs Ha
APYroM KOHLE, KOrAa YesioBeYeckoe TeNo N3MeHs-
eTcs, U1 MOI0A0N Darap npeBpallaetcs B [nocTtepa.
B 6uomexaHuke posib — 3T0 boabLION Bromexa-
HUYECKMIA 3THOA, N KaXAbll poJib UMEET COOTBET-
CTBYIOLLYO «Macky». B «[JoH XyaHe» Meliepxonbaa
aktep HO. M. KOpbeBa (1872-1948) Tak>xe ncnonb3o-
Ba/l BblLLEYNOMSHYTbIA METOZA Macku, 4Tobbl co3aa-
BaTb 06pa3 [loH XKyaHa, «B cnekTaksie «[JoH XyaH»
FOpbeB NpUCYTCTBOBAN CO CBOMM NNLIOM, Urpas Ma-
cky [oH XyaHa. Ho npu urpe pasHbix nnocraceu
cBoero repos KOpbeB BapbMpoBas NAacTuky, 130-
6paxasn 1o [JoH XyaHa — b6aecTalLero kaBanepa,
10 [JoH XyaHa — ymenoro obonbctutens, 1o [JoH
XyaHa — bpeTepa, Ay31iHTa 1 ApadyHa, a BCe 3T0 —
onpejgeneHHble Bapuaunm naactmkm JoH XyaHa;

31. Cm.: Koposb Jlnp (1998 r) [SnekTpoHHbIA pecypc]. — Slap
1874. Bugeo. — 2021. — URL: https://youtu.be/73gVipRxaKI
(aaTa obpalyeHns: 07.10.2021).

32. Li Wei. Xi ti zhong yong: Lun Wu XingGuo»Dang dai chuan
gi ju chang» de kua wen hua xi ju shi yan [/lu B3d. icnonb-
30BaHMe 3anajHoro CTUASA: MeXKY/bTYPHbIN TeaTpanbHbIv
akcrnepumeHT Y CuHro B «CoBpeMeHHOM TeaTpe NereHa»).
Xi ju yi shu [TeaTpanbHoe nckycctso], 2011, 000(004): 10001.
P. 71. (Ha KuTaiickom sasbike).

Tem caMbiM KOpbeB Mrpan pakypcamu Macku CBOEro
repos» 33, No3aToMy 3Ta «Macka» npeacTaBaseT co-
601 He TPaANLMOHHYH MackKy, KOTOPYHO HajeBatoT
Ha Anuo, 1 He Macky [MekMHCKOM onepbl, KOTopas
JenaeTca Cc NOMOLbIO TPMMa, @ Macky, co3jaBae-
MYtO uepes ABUXeHWS. Bapbmpys ABuxeHus, aktep
NOCPEeACTBOM COOTBETCTBYHOLLMX ABUXEHNN U30-
6pa>kaeT pasHble «Mackun» nepcoHaxen. MoxHo
cKa3aTb, UuTo Ha cueHe Y CuHro n FOpbeB nocpes-
CTBOM MAACTUKM CO34aBanu «MacCkm», TO eCTb UX
TEXHWKa COOTBETCTBOBAsA TeaTPasbHOW KOHLENLUK
Meliepxonbga 06 MCNonb30BaHMM METOLOB BroMe-
XaHUKM 4151 CO34aHUSA PasHbIX «MacoK».

NMoMUMO 3TOro, UCXOAA U3 NPeANOChINKK, YTO
TPAAVLNOHHbBIN 3KCNEePUMEHTaIbHbIA KUTANCKUIA
TeaTp NPoAOAXKaeT Hacnes0BaTb TPAAULLIUK, MHO-
ronpodunabHOe pa3BuTMe TakKe CTaNo Hanpasie-
HUEM ANA U3ydeHusa TpagmumnmoHHoro Kutamckoro
TeaTpa, TO eCTb MOMbITKOM NPUMEHUTb CLEHNYe-
CKOe MNCKYCCTBO TPAAMLMOHHOIO KUTaNCKOro Teatpa
B 06/1aCTAX, BbIXOAALWMX 3@ Npesenbl CLeHbl Tpa-
anumoHHoro Kutaickoro TeaTpa, TEM caMbIM pac-
LINPSAA BO3MOXHOCTW CLLEHNYECKOro NCMOTHEHUSA.
TpaaNLMOHHbIN KUTaCKUIA TeaTp — 3TO KOMIJIeKC-
HOe MCKYCCTBO, 0bbeauHsAtoLLee B cebe nntepaty-
Py, My3bIKY, TaHLbl, N1306pa3nTenbHOe UCKYCCTBO,
CKynbNTypYy, 60eBble NCKYCCTBa, akpobaTuky u T.4.
DTO 03HayYaeT, YTo TPaAMLMOHHBIN Kutancknin Te-
aTp MOXeT KOMBMHMPOBATb 1 IKCNEPUMEHTUPOBATD
C Pa3/IYHbIMM CLLEHNYECKUMUN NCKYCCTBAMU B ApY-
rmx chepax TeaTpasbHOro BbICTYMNAEHUS, CO3aBas
BCEBO3MOXHbIE B3avMogelncTBusa. Hanpumep, co-
yeTaHue MNeKNHCKOW onepbl N COBPEMEHHOTO TaH-
L3, KaK B COBPEMEHHOM TaHLe «TpoliHas pa3Buika»
(2020 r.), aKkTepbl 3aMMCTBOBAIN KJAACCUYECKMI 3MNK-
304 u3 MeknHckom onepbl «TPONHOW Pa3BUIKN»,
NCNONb3ys METOJ YCJIOBHOCTU U3 TPAAULMOHHO-
ro KMTalickoro Teatpa B TaHue. [lBa akTepa cpaxa-
JINCb B TEMHOTE Ha CTOJe, ABUXKEHUA ABYX YeN0BeK
Ha y3KOM CTOJIe YETKO C/1IeZl0BaAN My3blKaJbHOMY
putMmy, 61arogapsa YCI0BHbIM ABUXXEHNSAM akTepoB
TaHLeBa/bHOe NpeacTaBaeHne oborawanocs je-
TansiMU U3 UrpaemMon nctopumn 3. 3putenn moryt
MOHATb CIHOXET, AaXKe eCnu B NpeacTaBAeHnN HeT
amnanoros. KOMBUMHMPYA Takne 31eMeHTbI Kak nNpo-
CTOTa CLLeHbl, YCIOBHAs Urpa akTepoB, ABUXEHMS
no Tuny akpobaTukn, coyeTaHne pasNnNYHbIX ABUN-

33. Tam xe. C. 77.

34. Cm.: CoBpemMeHHbIV TaHel, — TpoWHas pa3suika (2020 r)
[nekTpoHHBbIV pecypc]. — Slap 1874. Bugeo. — 2021. — URL:
https://youtu.be/fSS5N8FxyfNE (gata o6patyeHms: 09.10.2021).
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XEHWN Tena, ABMXKEHUN B PUTM MY3bIKM Mbl MOXEM
paccmaTpuBaTb Nogo6HOe NpeAcTaBAeHNe Kak Npo-
n3BegeHne C TeHAEHUMAMN K BUoMexaHuke.

Kpowme Toro, B npumMeHeHnn MeTOAOB BbICTyMe-
HWS TPAAULMOHHBIX KUTANCKMX TeaTPOB B KNHOPW/Ib-
MaX TakKe eCTb 3aMeTHOe NpenmMyLLecTBo. AKTepbl
TPaAWLMOHHbIX KUTaCKMNX TeaTpoB, Npoiasa Gpusnye-
CKYH MOArOTOBKY, MOTyT H1ecTsiLlle NposaBuTb cebs
B akpobaTnueckmx ABMXKeEHNAX B UAbMaX, Hauayy-
UMM NPUMEPOM 34eCh ABASETCA BbIAAOLLMIACS aKTep
[>xekun YaH. B wectnnetHem Bo3spacte [xekun YaH
Hayan usy4vaTtb MCKYCCTBO TPAAULMNOHHOIO KUTal-
CKOro TeaTpa, BO BpeMs CBOero obyyeHus B KO-
Jle OH OCBOW OCHOBbI MacTepCTBa, NPUMeHAEMble
B TPaAWLMNOHHOM KMUTarckom TeaTtpe. Ero onbit 06-
YyUYeHUs MacTepcTBY TPajWLMOHHOIO KUTalNckoro
TeaTpa 3a/105KM NPOYHYH OCHOBY A/1A AasibHeN-
Wwewn Kapbepbl B KMHOGUAbMax o KyHr-Oy. [paku
B puabmax ¢ yuactmem [kekn YaHa TeCHO CBA3aHbI
¢ 60€eBbIMUN ABMXXEHUAMU B TPAAUNLMOHHOM KUTali-
cKoM TeaTpe, B duabmax oH covetaeT TaHbL3bI-TyH,
rMMHacTUKy, U3KyabTypy 1 akpobaTmyeckoe mnc-
KyCCTBO, 1 34eCb 0COBO0 NPOSABAAOTCA OCOBEHHOCTM
TEXHUWK U3 CLeH apak B MNeknHckon onepe. YTto Ka-
caeTcsa co3saHus obpasa nepcoHaxer, Jxekun YaH
nepeHsn yepTbl amniya Y-Yoy (amnya BoMHa 1 Ko-
MunKa) 13 MeKMHCKOW onepsbl, U Urpan B OCHOBHOM
nepcoHaxkew, BnageroLmmm 6oeBbIMY NCKYCCTBa-
MW 1 NepCoHaXxel, OTANYaOLWMNXCH KOMUYHOCTBIO,
nojyepknBas NOBKOE U FOMOPUCTUYECKOE NoBeje-
HVe B Kajpe, a Tak>Ke UCMOJb3ysa OCTPOYMHbIN A3bIK,
co3zaBas TeM CaMbIM HOBbIV CTUAb KuTanckmx ¢pub-
MOB O 60eBbIX NCKycCTBax — Komeauns KyHr-O®y.

Mbl pa3gensem geiicteme B komeaunm KyHr-®y
[>kekn YaHa Ha oAMHOYHOE eiCTBUE U MaccoBoe
6oeBoe cpaxeHne. OAMHOYHOE AEeNCTBME B OCHOB-
HOM Ans Toro, utobbl [xxekn YaH npeogonesan
NPensaTCTBMA OKpY>XatoLeln cpeabl. Hanpumep, ne-
pene3aTb Yepes BbICOKME CTEHbI 1 BO/bLIME Xenes-
Hble BOPOTa, fa3aHue No Konecy 0603peHns, MocTy
1 BbICOTHBIM 3J@aHMAM W T. 4. B 3Tux kagpax [xxeku
YaH ncnonbsyet Takne TeXHUKM 13 TaHblLi3bi-N'yHa
1 TMMHACTUKWY, Kak Na3aHne, CTOSHME Ha pyKax, casb-
TO W NPbIXKN 1 T.A.

[Ans nokasa cxBaTKuM ABYX YeN0BEK M MAaCCOBOTO
6oeBoro cpaxxeHuns komegmna KyHr-®y [pxekn YaHa
OT/IYaeTCa OT APYrmx GUAbMOB O KYHr-Qy. Puabmbl
0 KyHr-dy 6b1am 61Ke K peanbHbIM 60AM, 1 cpaxe-
HWA B OCHOBHOM MOAYepKMBaAN Frepon3M r1aBHbIX
repoeB M XXeCTOKOCTb UX ABMXKeHWI. Komeans KyHr-
by OTIMYaKOTCA CU/IBbHBIM CTUAEM YANYHOTO XOHTJ/Ie-
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pa, TMOKUMU ABUKEHUAMU N UHTEPECHBIMU, Aaxe
onacHbIMKM Tprokamu, BrUTBa Tak>ke TEeCHO CBA3aHa
C OKPY>KatoLLMM COXKHBIM MPOCTPaHCTBOM. B He-
KOTOpPbIX GUAbMax O KyHr-dy rnaBHblli repol OAnH
NPOTUBOCTOUT LLENOW rpynne NtoAeln, HO 3104€eu
OAVIH 33 APYTM BbIXOAWAW BNepes, 4To6bl cpa3nTb-
cs. Takas cxBaTka HMYEM He OTAMYanacb ot GUTBbI
ABYX yenoBek, a B komeaunmn KyHr-®y [xekmn YaHa
cpaxkeHns maccoBoro 60eBOro xapakrepa — 370
npoLuecc COBMECTHOrO y4acTUsA BCEX YyYaCTHMKOB
B AencTBuM. Mbl nonpobyem pa3aenntb BCEX yuacT-
HWKOB BUTBbI Ha OTAENbHbIX UHANBUAOB, KYHTr-by
WHAMBUAYYMa pa3burpaeTcs Ha NpPoCTble INEMEHTbI
ABVDKEHWI, Takme Kak MPbIXKW, nepekaTsl, yaapbl
Horamu 1 yaapsbl pykamu v 1.4. CTOUT OTMETUTb, UTO
ABUXKEHUSA KyHT-dy aKTepOB AOJXKHbI ObITb OrOBO-
peHbl 3apaHee BO BpeMA peneTnLmm, CoaepxaHune
peneTuLmm JOMKHO CTPOro cobatoAaThCA, HeNb3s
NPUMEHATb HUKaKMUX MMMPOBU3NPOBAHHbIX ABUXKE-
HWUW, MHaye 3To ByaeT onacHo. Mbl 06Hapy>XUM, YTO
MaccoBoe 60eBOe CpaxeHne MOXHO paccMaTpu-
BaTb Kak paboty [xekn YaHa v Apyrux aktepos,
6bICTPO W YETKO MO3UPYIOLLNX B Pa3/INUYHbIX NO-
3ax C onpezeneHHon Lenbto. Nicxoasa 13 3toro, Mbl
06beaVHMAN BCe 3TO BMECTe, U Takoe PUTMUYHOE
CKOOPAVHMPOBAHHOE MacCcoBOe ABWMXeHWe chopmu-
poBaso cueHy 6uTBbl. YToHbI MOBLICUTL PeanncTy-
HOCTb, HEKOTOpPbIE CNOXHbIE AEUCTBUS B KOMEAUU
KyHr-®y [Ixxekn YaHa BMeCTO 3TOro nokasaHbl A/1MH-
HbIMW MAaHaMW.

Ewe oaHon ocobeHHOCTbO kKoMeaumn KyHr-®y
[>xekn YaHa aBnaetca Ncnosb3oBaHUE UM PeKBU-
3uTa. Bce npegmeTbl B NOBCEAHEBHOMN XM3HWU MOXHO
MCNonb30BaThb B KayecTBe 60eBOro opyxwus, pabotas
naskamu, naBkamu, 1eCTHMLaMK, Tapenkamu; pyk-
TamMu 1 OBOLWAMW U APYTUMU MPeiMeTaMn MOXHO
XXOHrAnpoBaTb. Hanpumep, B punbme «[Tpoekt A»
(1983) dxxekn YaH ncnonb3osan Benocunesbl, bam-
6yKOBble LLIECTbl, OKHa, NECTHULLbI U APYron pek-
BM3UT, UTO6bI NO6EANTb CBOMX NPOTUBHUKOB. Mbl
MOXeM N1erko BCMOMHUTb ABYX 3HAMEHMUTbIX aKTe-
pOB 3MOXM 3anajHoOro Hemoro komeguu: Y. YananHa
n b. KntoHa, koTopble 0ba nokasblBatOT 3axBaTblBa-
tOLLMe Y FOMOPUCTUYECKME CLieHbI C MOMOLLbIO K-
3NYECKUX ABUXKEHWNN. TakMM 06pa3oM, Mbl MOXKEM
0606WMNTb UepTbl ABUXEHMUI B KOMeaun KyHr-Oy
[>xekn YaHa: ncnonb3oBaHbl HaBbIKM TPAANLIMOH-
HbIX KMTaNCKMX TeaTPOB; BO BPEMS PENETULMM CIOX-
Hble ABMXEHMSA BOEBbIX NCKYCCTB packaajbiBasnch
Ha 3/eMeHTapHble ABUXEHNA 1 CHOBA COANHANNCE;
npeabaBAANNCE CTporme TpeboBaHmA K ABUXKEHM-

AM; ABUXKEHUNSA UMENN PUTM; NCMOb30BaINCh Ha-
BbIKW XXOHI/INPOBAHWA U UCMONHEHNA TPHOKOB, BCE
3TO TakXXe MMeeT YepTbl HOMEXaHMKW.

CTOUT OTMETUTb, UTO ABUXEHUN B TPAAULIMOH-
HOM KMTalCcKOM TeaTpe 0baafatoT YHUKaNbHbIMU
XYA,0XXECTBEHHBIMU N 3CTETUUYECKUMUN XapaKTepu-
CTUKaMWK, a Tak>Xe YHUKaNbHbIMU CUMBOANYECKUMN
yepTamu. MpsMoe NCMONb30BaHME TUX ABUKEHWIA
B NpeACTaBleHMM, OUEBUAHO, HEYMeCTHO. Hanpu-
Mep, Pusnyeckne ABMXKEHUSA TPALULMOHHbBIX K-
TalCKUX TeaTpPoB TPYAHO MHTErpupOBaTh B CLIEHY
TeaTpa, KOTOpas NoKa3bIBaeT «peanbHy XU3Hb»,
dyaxeHno bapba B cBOEM UHTEPBbLIO YMOMSHY
npeactaenenusa Y Cunro: «Ero (Y CnHro) npegacras-
NeHNs — 3TO COBPEMEHHbIE NMOCTaHOBKM, HO OHMU
BCe elle orpaHuyeHbl pamkamu MNeknHckor one-
pbi» 3, TpagMUMOHHBIN KuTancknin Teatp npugaet
60/1bLLIOEe 3HAYEHMNE PAa3BUTUIO ABUXKEHUI aKTEPOB,
3Ta «Tpaguums» nepesaroTcs 13 NOKOAEHUs B NO-
KOJIeHWe 1 pa3BMBAtOTCA Ha MPOTAXKEHUM y>Ke CTa
net. B coBpemeHHoMm Kutae cosgaHa Lenas obpaso-
BaTe/IbHas CTPYKTypa no oby4yeHuto TeaTpanbHOMY
MacTepCTBY A/1A BCeX BO3PACTHbIX Py, BKIKOYas
[EeTCKNE XYA0XKECTBEHHbIE LIKObI, CPEAHME LLIKObI,
cpesHue npodeccnoHanbHble yunauLLa, Bbiclune
npodeccnoHanbHble yuyebHble 3aBeseHs, bakanas-
pwar, a Takxxe obyueHue 3a pybexxom. Taknum 06-
pa3oM, Kak U Meliepxoabj, NCNOAb30BaN METOAbI
6rnomMexaHnkn Ana TPEHMPOBKM akTepoB, dusnye-
CKMe ABWXEHWNSA TPAAWLIMOHHbBIX KUTaNCKMX TeaTpoB
MOryT ObITb MCMOAb30BaHbl Kak MeTo 0byueHus
COBPEMEHHbIX TeaTpasbHbIX akTepoB, YTOObI CO-
BEPLUEHCTBOBATb YHMKA/IbHYHO CUCTEMY MCMONHU-
Te/bCKOro Mactepctsa B Kutae.

3AKJIFOYEHUE

TpPaaULMOHHBIN 3KCNEPUMEHTa/IbHbBIN KNTANCKUIA
TeaTp NpPoAOAXKAET BHEAPATb MHHOBALMUK, COXpa-
HAA TPaAMLMKN. YTOBbI afanTMPOBaTLCA K COBPEMEH-
HbIM ApamMaM (BKaroUas Knaccmyeckue 3anagHble

35. You Jin Ni Ao - Ba Er Ba. Feng Wei. Zhang Ruonan. Wang Yue
Fan yi. Xi ju ren lei xue jia yan zhong de Zhong Guo xi qu —
You jin ni ao - Ba er ba fang tan lu [9yaxeHuo bapba, ®aH
B3, YskaH XXoHaHb. [MepeBog Bax HO3u. TpagmumnoHHbin Ku-
TalCKWI TeaTp rnasamu TeaTpasibHbIX aHTPOMONOrOB, UHTEP-
BbtO C JyAxeHuno bapbal. Xi Ju: Zhong yang xi ju xue yuan
xue bao [Apama: XypHan LleHTpanbHon Akagemun [lpambi],
2021,04: P. 19. (Ha KuTalickom s3bike).

Apambl), COBPEMEHHbIM CLIeHaM U «3KCNePUMEH-
TaNbHbIM» TBOPEHNAM COBPEMEHHBIX PEXNCCEPOB,
aKkTepaM TPAAULMNOHHbBIX KUTANCKMX TeAaTPOB HEOO-
XOAMMO oboraliaTb CBOM apceHan.

MeTogabl 06yueHUs TPaAULMOHHbIX KNTaCKMX
TeaTpoB B COBPEMEHHOW cucteMe obpa3oBaHmsA
yAyylWwnam mMetoasl 0byueHus, 6ein10 obecneyeHo
Hay4YHoe pa3BuTME GU3NYECKOW NOATOTOBKM B Ma-
He MCUX0JOTMYECKMX N MEXaHUYECKUX acreKToB,
AOCTUTHYTaA MEXANCLMNANHaPHaA BCECTOPOHHSASA
TpeHMpoBKa A4 Tena aktepoB. CTyaeHTbl AkageMunn
TPaAULMOHHBIX KNTANCKMX TEaTPOB MOTYT y4acTBO-
BaTb B MIO3MK/AX, CNEKTaKAX, TaHLLeBaIbHbIX MO-
CTaHOBKaX, KYKOJIbHbIX NMpeAcTaBaeHusx, Guabmax
N 4p., NPUMEHATb MacTepCTBO TPaNLMOHHBIX KN-
TalCKUX TeaTpoB, KOTOPbIMU OHWU OBAAENM, K 3KC-
nepvMeHTaM B pa3Hblx Npodeccrsax n obnacrsx,
pacWmpaTb pasanNUHble BO3SMOXHOCTU TpajuLm-
OHHbIX KUTaNCKNX TeaTpoB..

C TOUKM 3peHMA CLEHNYECKOWN MPaKTUKK, MeX-
4y OV3NYECKUMU ABUXKEHUSMU U3 TPAZULIMOHHOTO
KWTaNCKOro Teatpa v BUOMEXaHWUKON eCTb U CBOM
pasnnuuns, HanpuMmep, ABUXEHNS Tena B TpaanLn-
OHHOM KWUTalCKOM TeaTpe MMEOT CBOWN CKPbITbIN
CMbICJI, OHU AOJIXKHbI 6bITb 31€FaHTHLIMU 1 06M1aAaTh
BOCTOUYHOW KPaCOTOW, TakXXe ABUXKEHUN JOSXKHbI
cnefloBaTb 3CTETUUECKOMY MPUHLNMY «OKPYTa0-
CTW», a BoMexaHnKa CTPeMUTCS K npeyBeanye-
HWIO, OTKPBITOCTU, FPOTECKY M APYrMM NMPUHLMMIaM
CNOPTUBHOM 3CTETUKMN. HaxoasaLLencs nog BANSHN -
€M 3anajHoro TeaTpa, TPaAMLMOHHbIV SKCNepUMeH-
Ta/IbHbIN KNTANCKNIA TeaTp COXPaHsieT NpenMyLLecTBa
TPaAULMNOHHOIO KMTAaNCKOTo TeaTpa — YCI0BHOE
NpeACTaBAeHNE, OCHOBAHHbIE Ha «MEeHUW», «CLLeHM-
YeCcKOoM peum», «CLLEHUYECKOM ABUXKEHUMN», «aKpO-
b6aTnueckoM MactepctBe». OfHaKO CLeHUYecKkne
ABUXeHWs H6onblle He orpaHnYeHbl TPaAULMOH-
HOM BOCTOYHOWN 3CTETUKOW U MOCTEMEHHO pa3py-
LIAOT OrpaHUYeHNUs KUTaNCKOro TPaAULMOHHOTO
TeaTpa, 406aBAsAA MHble GU3NYECKME INEMEHTI, Ta-
Kne Kak UMpK, TaHel, GU3KyAbTypHble ABUXEHUS
n ap. B xoae nccnegoBaHnin 6b110 06HaPYXKEHO,
UTO C Pa3BUTMEM TPALULMOHHOIO KUTANCKOrO Te-
aTpa OH BO MHOTMX OTHOLUEHMsAX BA130K K KOHLLenN-
Lun TeaTpanbHOro npeacTaBaeHns Meliepxonbaa,
OCHOBAHHOrO Ha BMoMexaHuKe.
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Dong Xin. Xi qu xian dai jiao yu gai ge fa zhan licheng 7. Zhong Guo xi qu zhi bian ji wei yuan hui, <Zhong Guo xi
yan jiu 1949-2009 [4y+ CuHe. iccnegoBaHwme npoLiec- qu zhi - Bei Jing juan» bian ji wei yuan hui. Zhong Guo xi
ca pa3BuTUA pedopMbl 0bpa3oBaHNa TPaAULMOHHOIO qu zhi - Bei Jing juan [PegakumnoHHbIn komuteT «McTo-
KuTtainckoro Teatpa B coBpemeHHoM Kntae 1949-2009]. puu TpaamumoHHoro Kutalickoro Teatpa», PegakLmoH-
Zhong Guo yi shu yan jiu yuan [KuTalickas akagemms HbIli komuTeT «McTopumn TpaamumnoHHoro Kutaiickoro
nckyccts], 2013. 197 p. (Ha Kutaiickom si3bike). Teatpa - ToM lNeknHa». PesakumoHHbIA komuteT UcTo-
Li Wei. Xi ti zhong yong: Lun Wu XingGuo»Dang dai pvmn TpagnumoHHoro Kutaiickoro Teatpa - Tom [ekuHal.
chuan gi ju chang» de kua wen hua xi ju shi yan [/Tu B3i. Zhong Guo ISBN zhong xin: Bei Jing [Kutaickuii LeHTp
Wcnonb3oBaHwve 3anagHOro CTUAS: MeXKYAbTYPHbIV Te- ISBN: MekmH], 1999. 1682 p. (Ha Kntainckom s3bike).
aTpanbHbIi 3kcnepumeHT Y CuHro B «CoBpeMeHHoMm 8. Zhang Luting. Hua lian yu dan jue tan lian ai jing ju
TeaTpe nereHa»]. Xiju yi shu [TeaTpanbHoe UCKycCTBO], «Fu shi de» ju chang li zuo shi yan [EB/OL], [YxaH
2011, 000(004): 10001. P. 6675 (Ha KuTaickom s3blke). JlymuH. XyansHb n [aHb BAOGAAIOTCA ApYr B ApY-
Wang Chan. Dui wai xi qu xing ti jiao xue yan jiu [BaH ra, MNeknHckas onepa «PaycT» NPOM3BOAUT 3KC-
YaHe. ViccnepoBaHuna npenogaBaHna METOAOB Tpa- nepumMmeHT B Teatpe]. URL: http://culture.qgianlong.
amumoHHbIx Kutackmx Teatpos). Bei Jing: Zhong Guo com/2017/0905/1993370.shtml, 2017-09-05. (JaTa
xi qu xue yuan [[MekunH: HaumoHanbHas akagemua Ku- obpatyeHus: 20.07.2022. Ha Kutalickom s3bike).
Tanckoro Teatpa), 2014. 70 p. (Ha Kutaiickom ssbike). 9. Bapaamosa B. 1. «[po3a» B noctaHoBke Bc.3. Meli-
Xie Bailiang. Dang dai «Xiao ju chang xi qu» de fa sheng epxonbaa (AnekcaHapuHckuid Teatp, 1916 roa) //
yu fa zhan — Zhong Guo shi yan xing xi qu pu xi zhi shu A. H. Ocmposckuli. HoBble nccnegoBaHuns: C60pHMK
li [Ce balinsiH. BO3HUKHOBEHWME 1 pa3BUTME COBPEMEHHO- cTaTer n coobLeHui / POCCUIRCKNA UHCTUTYT MCTOPUK
ro «Manoro Teatpa» — Wctopus Kutalickoro skcnepu- nckyccts. — CM6., 1998. — C. 82-113.
MeHTasbHoro Teatpa). Xi Ju: Zhong yang xi ju xue yuan  10. /laxosuy B. A., AH HaHbysa. bBuomexaHvnka Meliep-
xue bao [Apama: XXypHan LieHTpanbHoli Akagemum [pa- XONbJa W TpaAnLMOHHAsA My3blkasbHaa gpama Kutas //
Mbl], 2015, 000(002): P. 91-103. (Ha KuTaiickom A3bIKe). B. A. /laxosudy. AH HaHbyssa. ObwectBo. Cpesa. Pa3su-
You Jin Ni Ao - Ba Er Ba. Feng Wei. Zhang Ruonan. Tne. 2020. N2 2. — C. 60-67.
Wang Yue Fan yi. Xi ju ren lei xue jia yan zhong de  11. ®esedman O. Meliepxonbg B IBbIPMe 1 IBbITMe //
Zhong Guo xi qu — You jin ni ao - Ba er ba fang tan Bonpockl Teatpa. — M.: TocyfapCTBEHHbIA UHCTUTYT
lu[3ydxeHuo bapba, @3+ B3l, YxaH XoHaHe. Mepe- nckycctBo3HaHwma, 2017. N2 1-2. — C. 313-335.
BOA BaH HO3u. TpagnumoHHbIn Kutakckmid Teatp rna-  12. Mewiepxonba: K nctopmm tBopueckoro metoga: Mybauka-
3aMu TeaTpasbHbIX aHTPOMOJIOrOB, MHTEPBbLIO C JyA- umm. Cratbn. CM6.: KynbtMHPopmIpecc, 1998. — 247 c.
»eHuno bapba]. Xi Ju: Zhong yang xi ju xue yuan xue  13. Panocos A. 0. PYCCKOE PEXXMICCEPCKOE NCKYCCTBO
bao [Apama: XypHan UeHTpansHon Akagemun Jpa- XX BEKA: cuctembl, HanpasaeHus, KoHLenuuu, naeu /
Mbl], 2021,04: P. 13-27. (Ha KnuTtaiickom f3biKe). A.10. Panocos. — ClM6.: ActepuoH, 2022. — 244 c.
Yang Jian. Cong «Ge ming xian dai jing ju» kan chuan  14. CapabbsH e8upa. bonbluas KHUra akTepckoro Mactep-
tong xi ju de zhuan xing [AH Li3sH6. TpaHcdopmaLms CTBa. YHVKaNbHOE cobpaHne TPEHWHIOB MO METOAMKAM
TpaauumoHHoro Kvtalickoro Teatpa C TOUKU 3peHus Be/MyaliLLunx pexxuccepoB. CTaHncaBckuiA, Meitepxonbg,
«CoBpeMEHHOM PeBO/IFOLMOHHON NeknHCcKon one- Yexos, ToBcTtoHoroB / Se8upa CapabesH, Bepa [Moau-
pbi»]. Xi Ju: Zhong yang xi ju xue yuan xue bao [[pama: wyk. — M.: igatenscteo ACT, 2017. — 789 c.
XKypHan UeHTpanbHor Akagemun [pamsbl], 2003, (3):  15. Ctyams Bc. Menepxonbga. 1917. JokymeHTsl // Teatp,
P. 38-55. (Ha KuTalickom s3biKe). 2004, N2 2. — C. 86-96.
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