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[naBHbIN pesakTop

PeaakuUWOHHbIN coBeT:

ApwucroBa YnbaHa BuktoposHa
(Poccums)

Boynt [lXxoH dnnunc

(CLUA)

BypraHos AnekcaHgap Hukonaesnu
(Poccums)

BbypraHosa Mapua AnekcaHapoBHa
(Poccums)

Fao MaH (KuTain)

TnaHy, Tomaw
(FepmaHwun)

UrnatbeB Cepreii EBreHbeBnu
(FepmaHnua)

NkoHHukoB AnekcaHap MiBaHoBuu
(Poccums)

KpaBeukuit Anekcanap leHHagneBuu
(Poccmsn)

Kowo CaHo (AnoHus)

JlaBpeHTbeB AnekcaHap Hukonaesunu
(Poccums)

Mwucnep Hukonerra (Vtanmn)

MaH Aouanr
(Kvtan)

MaBnoBa NpwuHa bopucosHa
(Poccmsn)

MNepenbluteitH PomaH MakcoBuu
(Poccmsn)

MnetHeBa AnekcaHapa AHapeeBHa
(Poccusn)

Mpy>xuuuH Bopuc UcaeBnu
(Poccmsn)

PeB3uHa FOnunsa EBreHbeBHa
(Poccmsn)

PbkuHckuit Anekcanap CepreeBuu (Poccus)

CaxHo UpuHa MuxaiinoBHa
(Pocewns)

CmoneHkoB AHatonuii MetpoBuu
(Pocewns)

CmoneHkoBa HOnama AHaTtonbeBHa
(Poccusn)

TaHexuca Otabe

(AnoHwna)

Lusban HOpuii faBpunosuu

(CLLA)

LLla6aHoB Mpuropuii AnekcaHapoBuu
(Poccus)

WeunakoBcknit Amutpuii Onerosuu
(Poccus)

PepakTop

4

BypraHoBa Mapusa AnekcaHapoBHa

JOKTOp Mejarornuyeckmx Hayk, npodeccop LLkonbl gnsaiiHa dakynbteTta
KpeaTUBHbIX MHAYCTPUiA HauMoHanbHOro nccnes0BaTeNbCkoro
yHUBepcuTeTa «BbICLLasn WKONa SKOHOMUKM»

JOKTOp Hayk, npodeccop YHusepcuteta HOxHon KanndopHun,
co3gatesib U AMPeKTOp VIHCTUTYTa COBPEMEHHOM PYCCKOM KyabTypbl
JOKTOP UCKYCCTBOBEAEHUS, akafeMuK Poccuiickol akageMmnm Xy0xecTs,
npodeccop POCCUIICKOro rocyAapCTBEHHOTO XYA0XECTBEHHO-
npombliwneHHoro yHueepcuteta um. C.I. CtporaHoBa

JOKTOP MCKYCCTBOBEAEHWS, akageMuk Poccminckon akageMum XyAoXecTs,
npodeccop POCCUIICKOro rocyAapCTBEHHOTO XYAO0XECTBEHHO-
npomslwneHHoro yHusepcuteta um. C.I. CtporaHoBa

JOKTOP Hayk, npodeccop AkageMum nssLHbIX NCKyccTB MyaHuxoy

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

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

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

npogeccop YHneepcuteta My3bikun Toxo akyaH

npodeccop, AOKTOP UCKYCCTBOBEAEHUS, MPOPEKTOP MO Hay4YHOW

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

npodeccop kadeapbl UCTOPUN 1 TEOPUN NCKYCCTBA KOoANeAXa M3aLHbIX
nckyccts LLlaHxaiickoro YHuBepcunTeTa, uneH AkafieM1MYeckoro KommreTa
LLlaHxalckoro YHusepcuteta

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

JOKTOP NCKYCCTBOBeAEHWS, Bcepoccnincknii rocyapCcTBEHHbIV UHCTUTYT
knHematorpadumn nm. C.A. lrepacnmoBa

KaHAMAAT GUNONOTNUECKUX HayK, HayUHbIV COTPYAHMK HCTUTYTa
pycckoro f3blka Poccuiickor akagemumn Hayk

AOKTOP PUAOCOPCKUX HayK, Npodeccop, raBHbIV pesakTop XXypHana
«Bonpocsl dpunocodpmun»

JOKTOP MCKYCCTBOBEAEHMS, Npodeccop, 3aBeaytoLmin otaenom HayuHo-
nccnes0BaTeNbCkoro MHCTUTYTa TEOPUMN U UCTOPUN M306pa3UTENbHBIX
nckyccTB Poccrinckoi akaseMun xyaoxecTs, npodeccop MockoBckoro
APXUTEKTYPHOTO MHCTUTYTa (TocyaapCcTBEHHan akajemus)

JOKTOp Hayk, npodeccop Poccuiickoin akagemmn My3bikn M. THECUHbIX

AokTop dunonoruv, npodeccop Poccuinckoro yHnBsepcumteTa

[Jpyx6bl HapoaoBs

KaHAWAAT NCKYCCTBOBeAEeHMA, npodeccop Poccuiickoro
rocyAapCTBEHHOTO XyA0XECTBEHHO-MPOMBILAEHHOIO YHMBEPCHUTETa
um. C.I. CTporaHoBa, akageMuk POCCMINCKON akaseMUn XyL0XKeCTBM
KaHAWAAT NCKYCCTBOBEAEHMS, AOLIeHT Poccuiickoro rocyAapCcTBEHHOro
XYA0>XXeCTBEHHO-MPOMbILWIEHHOro yHnBepcuteta um. C.I. CtporaHoBa,
UNeH-KOPPECNOHAEHT POCCUCKOW akaeMun XyJoXKecTs

JOKTOP Hayk, npodeccop, 3aBeAyroLmnin kKapepbl ICTETUKM N TEOPUMN
nckycctea TOKMIACKOTO YHUBEpCUTETa

JOKTOP Hayk, npodeccop Ymkarckoro YHneepcuteTa Kapeapbl KUHO

1 Meguna uccnefoBaHnin n kadeapbl CIaBAHCKUX A3bIKOB U MTepaTypbl
[OKTOP Nnejarormyeckmnx Hayk, MpopekTop no yyebHon pabore,
npodeccop AHO BO «Poccnitckuii HOBbIN YHUBEPCUTET»

JOKTOP MCKycCTBOBeAeHMs, npodeccop, pektop MockoBckoro
APXUTEKTYPHOTO MHCTUTYTA, BULLe-NPe3naeHT Poccninckon akagemum
XYZ0XeCTB

CmoneHkoBa HOansa AHaTtonbeBHa (Poccums)

HAYUYHO-AHAJINTUYECKUIA

COAEP>XXAHUE

XKYPHA «4OM BYPTAHOBA. No. 6

MPOCTPAHCTBO KY/IbTYPbl»

C/10BO
PEAOAKTOPA

MAPUAHHA HOPbEBHA LUEBYEHKO
AHANIN3 AEKOPA NHTEPBLEPA IJTABHOIO 3ANA
XPAMA 3PCAHBMAO B TOPOAE L3NHBY3H
MNPOBNHLNN LUAHBCW, KHP

BAH CUCH
OCOBEHHOCTW I'PABHOP Y3Hb XYHLLOY
K POMAHY «PEYHbIE 3ABO >

AHHA ANEKCAHAPOHA ®ULUEP
3AMNALHOEBPOMENCKAA KAPUKATYPA 1920-1970-X FOZ0B,
MOCBALLEHHAA TEME LUAXMAT:

MNONNTUYECKNE, COLUMANBHBIE N CMTOPTUBHBIE ACMEKThI

TAH U
. NMOCTMOAEPHNCTCKWE TEHAEHLINI
B KNTAMCKON MOHYMEHTAJIBHOW XXMBOMNCK

O XAHIOH

COBPEMEHHAS TPAHCOOPMALINSA SNEMEHTOB
TPAZLVILIMIOHHOW KYNIbTYPbI B CKY/IbMTYPE,
MPEACTABNEHHOW HA BCEKUTAMCKOM
XYJOXECTBEHHOW BbICTABKE XXI B.

oYy CcAoL 340

TPAKTAT «Cf BAHb» O MY3blKAJ/IbHOM
WHCTPYMEHTAPUMN [BOPLIOBbIX LLEEPEMOHIIA
3MNOXW LIH XVIII BEKA

ro AYHXXYWN, CBETIAHA UBAHOBHA XBATOBA
OCBOEHWE YAAPHbIX UIHCTPYMEHTOB
EBPOMEMNCKOW AKAZLEMUYECKON TPAAUNLIAN
MY3bIKAHTAMM KNTAA B XX-XXI BEKAX

BEPA HUKONNAEBHA AEMWHA,

AHAPEN BOPUCOBWUY TOJIOBUH
AKAJEMNYECKAA MY3bIKA B PEMEPTYAPE
OPKECTPOB HOXKHOTO BOEHHOTO OKPYTA
BTOPOW MOJIOBMHbI XX BEKA

CBET/IAHA AHATOJIbEBHA MABJIOBA

. JIECTBULLA PAICKAA

B MYWKWNHCKOW OMEPE A. C. JAPTOMBbIXXCKOTO «PYCANIKA»
K 225-NNETUHO A. C. MYLIKNHA

EKATEPUHA ANIEKCAHAPOBHA BOCTPUKOBA
MATPNOTN3M KAK CUCTEMOOBPA3YIOLLEE
HAYAJIO B XXAHPOBO-TEMATUYECKOW
MAPAAUIME N30BPA3UTEJIbHOTO UCKYCCTBA
CEBEPHOW KOPEW

BATM® HAPUMAH OTr /bl rYCEMHOB, MA L3bl103
BEINAAXYAHCKASA LUKOJIA TPABHOPHI
B KWTAE NMEPNOAA PEGOPM N OTKPbITOCTU

KUPWUT HAKOJIAEBUY TABPUJIVIH, TYH IONCAH
XKAHP TOPOACKOIO NEN3AXA B MACJIAHOW XNBOTMNCHU
MEPNOAA KNTANCKOW PECTYBANKW (1912-1949)

HA OBJIOXKE Ay XyHHAHb. 3UMHWIA Neii3ax
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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of Culture

#6/2024

Dear friends,

We are pleased to present to you Issue 6, 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, doctoral
students, and graduate students. Research areas con-
cern topical problems in multiple areas of culture, art,
philology, and linguistics. This versatility of the review
reveals the main specificity of the journal, which rep-
resents the current state of the cultural space.

The issue opens with an article, “Analysis of the
Interior Decor of the Main Hall of the Erxianmiao
Temple in Jincheng City, Shanxi Province, PRC", by
M. Shevchenko. In it, the author reveals the origins
of the Heavenly Palace motif, which formed the
basis for the interior decor of the temple building.
Based on a detailed study, the author filled in the
gaps in understanding the description of decorative
elements in the treatise Yingzao Fashi, concluded
that the masters were familiar with the rules of con-
struction treatises, and determined the place of this
decorative group among similar elements of interior
decoration in buildings of the 10th-12th centuries.

The influence of one of the most significant art-
ists of the Ming Dynasty, Chen Hongshou (1598-
1652), on the development of Chinese woodblock
printing, his innovative techniques, symbolism, and
emotional depth, presented in the illustrations for
the novel Water Margin, are examined by Wang Xixi
in the article “Features of Chen Hongshou's Engrav-
ings for the Novel Water Margin".

The works of European and American artists ded-
icated to chess theme are analysed by A. Fischer
in the article "Western European Caricature of the
1920-1970s Devoted to the Theme of Chess: Po-
litical, Social, and Sports Aspects”. The author dis-
tinguishes two types of caricature on the theme of
chess — political and social, which are played up
with the help of metaphors and analogies associ-
ated with sports.

In the article “Postmodern Trends in Chinese Mon-
umental Painting”, Tang Yi explores the style, creative

method, and artistic images in the works of outstand-
ing artists who combine tradition and innovation,
the East and the West in their monumental works.

The sculpture works presented at the five All-
China Art Exhibitions, held since the beginning of
the 21st century, are examined by Yu Hanyun in
the article "“Modern Transformation of Tradition-
al Cultural Elements in Sculpture Works Presented
at the All-China Art Exhibition of the 21st Centu-
ry”. The author analyses the issues and prospects
of preserving and educating the cultural popula-
tion in contemporary art.

Fu Xiaojiao aims to introduce a historical source
of the early 18th century, Xia Bian, into scientific
circulation of Russian musicology. It is the second
volume of a voluminous treatise of the Qing em-
perors, devoted to the description of court musi-
cal instruments. In the article “Xia Bian, the Treatise
on Musical Instrumentation of the Qing Era Pal-
ace Ceremonies during the 18th Century”, the au-
thor positions the Manchu rulers as continuers of
the traditions of court musical art. The author es-
pecially notes that the text of the treatise includes
poetic turn of phrases and comparisons character-
istic of the spatial-figurative thinking of a resident
of China in the 18th century.

In the article "“Mastering Percussion Instruments
of the European Academic Tradition by Chinese Mu-
sicians in the 20th-21st Centuries”, S. Khvatova and
Go Dunjui note the typological similarity between
the formation principles of Chinese traditional in-
strument orchestras and the Russian one created by
V.Andreev on the model and likeness of the sym-
phonic one, with the preservation of the functions
of the corresponding bands, is observed. Reveal-
ing the contribution of outstanding Chinese com-
posers and performers to the development of this
art, the authors draw attention to the introduction
of a combination of Chinese and Western percus-
sion instruments into practice.

The role of academic music in the process of
forming the repertoire of military bands and its sig-
nificance in the space of domestic culture are con-
sidered by V. Demina and A. Golovin. In the article
“Academic Music in the Repertoire of the Southern
Military District Bands in the Second Half of the 20th
Century”, the authors emphasise the high level of
training of military band musicians, allowing them
to perform virtuoso works of academic music, em-
bodying the complex artistic ideas of outstanding
composers of the 18th-20th centuries.

In the article "The Ladder of Divine Ascent.
In A. Dargomyzhsky's Opera Rusalka Based on Push-
kin's Poem. On the 225th Anniversary of A. Pushkin”,
S. Pavlova summarises the semantic and musical
content of the opera Rusalka. The author notes that
the Russian opera of the 19th century developed in
several genre directions, the centre of which is at-
tention to the spiritual life of man. The author re-
fers to the gospel text, The Ladder of Divine Ascent,
as a value guide in determining the content of Rus-
sian operas of this period.

The theme of patriotism in the fine arts of the
DPRK is the subject of E. Vostrikova's study, “Pat-
riotism as a System-forming Principle in the Gen-
re-thematic Paradigm of Fine Arts in North Korea".
The author comes to the conclusion that the motif
of patriotism is central in the fine arts of the DPRK.
The idea of patriotism allows developing a visual
chronicle of the exploits of an individual hero and
an entire nation, reflecting selfless loyalty to the
fatherland.

The process of the cityscape genre formation in
oil painting, which falls on a short period of the Re-
public of China (1912-1949), is analysed by K. Gavri-
lin and Gong Yuxiang in their article “The Cityscape
Genre in Oil Painting During the Republic of Chi-
na (1912-1949)". The authors note that the artists
who created works in this genre during this period
were, as a rule, trained in the West and were influ-
enced by Western, realistic, and modernist trends
in modern painting. The tradition of the Russian
school of painting, which appeared in north-west
China in the first quarter of the 20th century, was
another source of borrowing.

In their article “The Beidahuang Print School in
China During the Reform and Opening-up Period”,
V. Guseinov and Ma Ziyue analyse a notable phe-
nomenon in Chinese art, the Great Northern Waste-
land school, which was formed in one of the new
promising industrial and agricultural regions of the
country — in Heilongjiang Province in north-eastern
China. The artists of this school brought the local
landscape, as well as the life of a working man, in-
dustrial and agricultural motifs, into the national
and world artistic culture.

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-aHanMTnmyeckmii XypHan
[om bypraHosa.

[MPOCTPAHCTBO Ky/bTYPbI
#6/2024

Aoporue [py3bsa!

Mol pagbl npegctaBnTb Bam N2 6/2024 HayyHO-
aHanuTnyeckoro xypHana «fJjom bypraHosa. lNpo-
CTPaHCTBO KYNbTYpblI».

Mo pekomeHpaunm kcnepTHoro coseta BAK
>XYpHan BkAtOUeH B lNepeyeHb BeayLLx peueH3sun-
pyeMbIX HayUHbIX XYPHaN0B 1 U3AaHWI, B KOTOPbIX
JAOMKHBI BbITb ONYHAMKOBaHbI OCHOBHbIE HayuUHble
pe3yabTaTbl AUCCEPTaLMM Ha COMCKaHWE YYeHbIX CTe-
neHer AoKTopa 1 KaHAnAaTa Hayk. XXypHany npu-
CBOeHa kateropus K2.

B >xypHane nyb6avkyroTcs HayuHble CTaTby Beay-
LMX CMELMANANCTOB Pa3HbIX NyMaHWUTapHbIX obaacten,
[ OKTOPaHTOB M acnupaHToB. HanpaeneHnsa nccnepo-
BaHWIA KacaroTCsl akTyaslbHbIX NPO6eM B pa3/IMUHbIX
obnacTax KynbTypbl, UCKYCCTBa, GUAOAOTN U Nejaro-
rMKW. B 37O MHOFOrpaHHOCT 0603peHNs NPosBUAACL
OCHOBHaA crneuundwka XXypHana, NpeacTaBAAIoLWero
COBPEMEHHOE COCTOAIHME MPOCTPAHCTBA KY/1bTYpbl.

Homep oTkpbiBaet ctatbs M. HO. LLleBueHko «AHa-
I3 fekopa MHTepbepa r1aBHOro 3aja Xxpama Jp-
CAHbMAO B ropoge L3anHbusH nposuHumnmM LLaHbck,
KHP», B KOTOpOW aBTOp packpbiBaeT MCTOKN MOTHU-
Ba HebecHoro gBopua, ferwero B OCHOBY Jekopa
NHTEpPbEpPa XPaMOBOW MOCTPOIMKN. Ha ocHOBaHMM
JeTaNbHOro MCCNef0BaHNA aBTOPOM BOCMOJIHEHDI
npo6enbl B NOHMMaHUN ONMUCaHWs AeKOPaTUBHbIX
371eMeHTOB B TpakTaTe «/HU3a0 dawwn», caenaH Bbl-
BOJ, O 3HAaKOMCTBE MacTepoB C NpaBuiammn CTpo-
NTENbHbIX TPAKTATOB, OMpPeAeseHO MeCTO JaHHOM
[EKOPaTUBHOW FPynMbl B Py CXOXWUX 3/1eMEHTOB
ybpaHcTBa MHTEpPbepoB B nocTpoiikax X—XII Bekos.

BansaHme ogHOro M3 caMbiX 3HAaYUTENbHbIX XY-
AOXHUKOB gMHAcTUM MuH, YsHb XyHwoy (1598-
1652), Ha pa3BuTMeE KMTaNCcKon Kcunorpadum, ero
WHHOBALIMOHHbIE TEXHUKWN UCMOJHEHNS, CUMBOJIN3M
1 3MOLMOHaNbHasA rnybuHa, npeacTaBieHHbIe B U-
NOCTpauUmax K poMaHy «PeyHble 3aBOAN», paccMa-
TpmBaeT BaH Cucu B cTatbe «OCOBeHHOCTM rpaBrop
Y3Hb XyHLIOY K poMaHy «PeuHble 3aBoAN»».

Mpouv3BeseHNs eBPOMNEenNcKMX N aMeprKaHCKNX
XYZAOXXHMWKOB, MOCBSLLEHHbIE LLaXMaTHOW TeMaTunke
aHanm3unpyet A. A. duwep B cTaTbe «3anajHoeBpPO-
nerickas kapukaTtypa 1920-1970-x rogoB, NocBs-
LLleHHas Teme Luaxmart: NoJAUTUYECKNE, coLumanbHble
N CMOPTMBHbIE acnekTbl». ABTOP BblAeNseT ABa TMMa
KapuKaTypbl Ha TEMbI LLAXMaTHOW UrPbl NOANTMYE-
CKWIM 1 coLmanbHbli, KOTOPble 0BbIrPbIBArOTCS NPU
nomoLn Metapop 1 aHanormii, COOTBETCTBEHHO
CBA3AHHbIX CO CMOPTOM.

TaH N B cTaTbe «[locTMOAEPHUCTCKNE TEHAEH-
LMN B KNTANCKON MOHYMEHTaNIbHOW XMBOMUCU»
nccnepyet CTUANCTMKY, TBOPUYECKUI METOZA N XyA,0-
KeCTBEHHble 0Opa3bl B NPOM3BEAEHUSAX BblAAOLLMX-
CA XYAOXKHNKOB, KOTOPbIE B CBOMX MOHYMEHTa/bHbIX
paboTax 06besMHAT TPagnLMM U HOBAaTOPCTBO,
BocTok 1 3anaga.

MNMpounsseaeHnsa CKyAbNTYypbl, NPeAcTaBAeHHbIe
Ha NATK BceknTarckmx Xya0>KeCcTBEHHbIX BblCTaB-
Kax, NpoBeAeHHbIX ¢ Havana XXI B, uccnegyert O
XaHtoH B cTtaTbe «CoBpeMeHHas TpaHchopmauusa
3/1eMEHTOB TPaANLMOHHOW KYAbTypbl B CKYAbMTYpP-
HbIX NPOW3BeAEeHUAX, MPeaCcTaBAeHHbIX Ha Bcekn-
TaNCKOW XyAOXeCTBEHHOW BbicTaBke XXI B.». ABTOP
aHanmsnpyet Npobaembl 1 NepCcrneKkTBbl COXpaHe-
HWS 1 Pa3BUTUA KYyNbTYpPHOrO HaceneHua B CoBpe-
MEHHOM WCKYyCCTBe.

®y CaoU350 CTaBUT CBOEW Lie/Ibio BBECTW B Hayu-
HbIA 06MXOA POCCUACKOTO MY3bIKO3HAHWNA NCTOPU-
yeckmin uctouHunk Havana XVIIl Beka — «Cs bsaHb»,
npeACcTaBAsOLWNIA cObon BTOPON TOM OO BEMHOTO
TpakTaTa umnepatopos LInMH, nocBsLLEeHHbIA onu-
CaHVIO NMPUABOPHbLIX MY3blKalbHbIX WHCTPYMEH-
TOB. B cTtatbe «TpakTat «Ca bAHb» O My3bIKasbHOM
WHCTPYMEHTapUKN ABOPLIOBBIX LLEPEMOHUIA 3MOXM
Lnn XVIII Beka».

XBatoBa C. . n To AyHxy#n B cTatbe «OcBOEHME
yAapHbIX MHCTPYMEHTOB €BPONENCKON akagemuye-
CKOM Tpaamumm My3bikaHTamu Kutas B XX-XXI Bekax»
aBTOPbl OTMEYatoT TUMONOrMYECKOe CXOACTBO NMPUH-
uunoB GOpPMMPOBaHUSA OPKECTPOB KUTAUCKMX Tpa-
AVLIMOHHbBIX MHCTPYMEHTOB € PYCCKUM, CO3AaHHbIM
B.B. AHzpeeBbiM Mo 06pa3uy 1 NoA06uto cMMBOHM-
YeCKoro, C CoOXpaHeHneM GYHKLMI COOTBETCTBYHOLLMX
rpynn. PackpbiBas BKAaZ BbIAAMOLLMXCA KUTAUCKNX
KOMMO3MTOPOB M UCMONHUTENEN B pa3BUTUE AaH-
HOro BWAa UCKYCCTBa, aBTOPbI 0bpallatoT BHUMA-
HVe Ha BBeZeHWe B MPakTUKy COYETaHNA KNTaNCKMX
M 3anajHbIX YAapHbIX NHCTPYMEHTOB.

Ponb akagemuueckoi My3blki B npoLiecce ¢pop-
MUPOBaHMNA penepTyapa BOEHHbIX OPKECTPOB 1 eé
3HayeHMne B NPOCTPAHCTBE OTEYECTBEHHOM KYbTY-
pbl paccmaTpusatot B. H. lemunHa n A.b.[on0BUH.
B cTtatbe «AkagemMunueckasa My3bika B penepTyape
opkecTpoB KOXHOro BOEHHOro oKpyra BTOPOW Mno-
NoBUWHbI XX Beka» aBTOPbl NO4YEPKNBAOT BbICO-
KW YPOBEHb MOArOTOBKN MY3bIKaHTOB BOEHHbIX
OpPKEeCTPOB, MNO3BOJIMBLUNIN UCMONHATL BUPTYO3HbIE
NpoV3BEeAEHNS aKaJeMUYECKON My3bIKW, BOMJIOLLAs
C/IOXHbIE XyAOXECTBEHHbIE 3aMbIC/bl BAAOLLMXCA
komno3utopos XVIII-XX Bekos.

C.A.MaBnoega B cTaTbe «JlectBuLa Paiickas B nyLu-
kuHcko onepe A. C. JaprombidXXckoro «Pycanka».
K 225-neturo A. C.MNywknHa» o606LuLaeT cMbicioBOE
1 My3blKanbHOE cofiep>kaHune onepsbl «Pycanka». As-
TOp OTMeuaeT, uTo pycckas onepa XIX Beka gBura-
Nlacb B HECKOJIbKMNX >KaHPOBbIX HanpaBAeHuWsX, LLeHTpe
KOTOPbIX — BHMMaHWe K YXOBHOW XXW3HW YesoBeka.
ABTOp ObpaLLaeTcsa K eBaHrenbCKoMy TekcTy «JlectBu-
ua Panckas» Kak K LEeHHOCTHOMY OpPUEHTMPY B onpe-
JeneHnn cogepikaHus pycckmx onep 3Toro nepunoaa.

Teme naTproTM3ama B N306pa3nTeNbHOM MCKYC-
crBe KHAP nocesaweHo nccnegosanue E. A. Boctpuko-
BOW «[1aTpnoTM3M Kak crctemoobpasytolLiee Hayano
B )KaHPOBO-TeMaT14eCcKon napaaurme nsobpasutenb-
Horo nckycctBa CeBepHoi Kopen». ABTOp NpuxoanT
K BbIBOZY, YTO MOTMB MNaTpMOTU3Ma B M306pasmTesib-
Hom mckycctee KHAP aBaseTcsa ueHTpanbHbIM, a naes
naTpvoTM3Ma No3BOAseT pa3paboTaTb BU3yasbHYHO fe-
TOMWCb NOABWIOB OTAE/BHOIO repos 1 LiesIoro Hapo-
43, oTpaxkatoLmx 6e33aBeTHYHO BEPHOCTb OTEUECTBY.

MpoLecc cTaHOBAEHMSA >KaHPa ropoACKOro nensa-
a B Mac/ISHOM XXUBOMNUCY, MPUXOAALLEECS Ha KpaTKui
nepuoa uctopun Kutaickon pecnybamnkm (1912—1949)
aHanmzmpytot K. H. FaBpuaunH n N'yH FONcsaH B cTaTbe
«KaHp ropoackoro nersaxa B MaCcASHOW XMBOMM-
cv nepuoga Kutaickor Pecnybamkm (1912-1949)».
ABTOpPbI OTMEYatOT, UTO XYAOXHWUKW, CO3aBaBLUNe
paboTbl B 3TOM XaHpe B 3TOT MepUog, Kak npasuo,
npowwan obyyeHne Ha 3anage v UCMNbITaau BAUAHWE
3anajHblX, PeanncTMyecknx u MOAepPHUCTCKMX Teye-
HWA COBPEMEHHOM Xunsonucu. Ele ogHMM ncTou-
HWKOM 3aMMCTBOBAHUI Obla TPagnLLMNSa PYCCKOM
LUKOJbI XXMBOMWUCK, KOTOPas NOABUAACL Ha CEBEPO-
3anage Kutas B nepsoi uetBeptn XX B.

B.H.TyceinHoB n Ma Li3bito3 B cTaTbe «baligaxy-
aHckas wkona rpastopbl B Kutae nepnoga Pedopm
N OTKPBLITOCTU» aHAAN3MPYIOT 3aMeTHOe ABAEHME
B KMTACKOM MCKYCCTBE — «LUIKOJY «Bennkon cesep-
HOW nycToLwm», KoTopas cGopMMpoBanach B O4HOM
13 HOBbIX NEPCMEKTUBHbIX MHAYCTPUANbHBIX U CEeNb-
CKOXO3AMCTBEHHbIX PaNOHOB CTPaHbl — B MPOBUH-
Lmn XanyHLU3sAH B CEBEPO-BOCTOYHOM YacT Kutas.
To, € YeM XYAOXHUKN 3TON LUKOAbI BOLWAN B 06-
LLeHaLMOHaNbHYH 1 MUPOBYHO XyAOXECTBEHHYH
Ky/NIbTYpY, — 3TO MECTHbIN Nei3ax, a TakXXe XWU3Hb
TPYAALLErocs YenoBeka, UHAYCTPUabHbIe U CeNb-
CKOXO351IMCTBEHHbIE MOTUBHI.

V3paHre agpecoBaHo npodeccroHanam, cnewma-
Nn3npyowmnmMcst B 061acTu Teopumn 1 NPakTUKK U30-
6pazmnTenbHOro NCKyccTBa 1 GUAONOTW, a TakKe BCeM,
KTO UHTEpeCyeTCs BOMPOCcaMmn UCKYCCTBA U KYNbTYpbl.
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AN EXAMINATION OF THE INTERIOR DECORATION
OF THE MAIN HALL OF ERXIANMIAO TEMPLE
IN JINCHENG CITY, SHANXI PROVINCE, CHINA

Summary: The article examines the interior deco-
ration of the main hall of the Erxianmiao Temple lo-
cated in Jincheng, Shanxi Province, China. It highlights
the temple’s role within the broader temple complex
and reveals the architectural characteristics of the main
hall, constructed during the late Northern Song Dy-
nasty between 1097 and 1107. This temple is part of
a limited number of Song wooden monuments in Chi-
na, making it particularly significant for scholarly study.
In the center of the main hall, a carved wooden can-
opy structure is positioned on a separate pedestal,
creating niches above the statues. This structure fea-
tures elements resembling wooden towers and halls,
embodying the “"Chambers and Towers of the Heaven-
ly Palace” motif known as tiangong-louge. This motif
is particularly evident in the form of the curved tian-
giao sky bridge with its central pavilion, symbolizing
the heavenly palace. The origins of the Heavenly Pal-
ace motif, foundational to the temple’s interior deco-
ration, are explored, alongside the connection of the

Erxianmiao Temple is situated in the southeast-
ern region of Shanxi Province, within the city of
Jincheng. Shanxi Province is renowned for its sub-
stantial collection of preserved wooden architectur-
al monuments originating from the Northern Song
(960-1127) and Jin (1115-1234) dynasties [9]. The
Main Hall of Erxianmiao Temple, the subject of this
study, also dates to this historical period.

The structure of the temple comprises two court-
yards that are elongated along the central axis, ori-
ented in a south-north direction. The entrance to
the first courtyard is situated through a gate lo-
cated in the southwestern corner of the complex.
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canopy’s decorative elements to the architecture of
the Song era. The patterns within the studied section
of the interior are outlined. Additionally, the relation-
ship between the canopy’s decor and the construction
treatise "Yingzao Fashi” is analyzed, identifying both
similarities and differences between the actual decor
and the treatise’s stipulations. Through a detailed in-
vestigation of the decorative elements, this study ad-
dresses gaps in the understanding of the decorative
descriptions found in "Yingzao Fashi.” The modular
nature of the decorative canopy’s construction is ex-
amined, leading to the conclusion that the craftsmen
responsible for its creation were well-versed in the
principles of architectural treatises. The positioning of
this decorative group within a series of similar interi-
or decoration elements from the 10th to 12th centu-
ries is established.

Keywords: Architecture of Shanxi Province, Song
Dynasty, interior decoration, Heavenly Palace motif,
Yingzao Fashi.

The principal courtyard is positioned to the north.
Along the central axis of the principal courtyard
are the Passage Hall Guoting, the Offering Hall
Xiandian, and the Main Hall Zhengdian [9, p.98].
Both the Passage Hall and the Offering Hall exhib-
it an absence of external walls, thus functioning
as completely open structures. In terms of com-
position, this design bears resemblance to anoth-
er notable ancestral temple of the Song Dynasty,
namely the Jinci Temple located in Taiyuan, Shanxi
Province. There, an open Offering Hall Xiandian is
similarly located along the central axis in front of
the Main Hall, and an open stage with a canopy is

A .
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IlL 7. The Main Hall of the Erxianmiao temple complex situated in the Jincheng city: A — longitudinal section; B — transverse section

[7, p. 89 in the author's interpretation].

positioned before it [3, p.170]. Although the two
complexes exhibit significant differences in scale
and status, the structural similarities indicate po-
tential commonalities in the ritual practices of an-
cestor worship, which necessitated the inclusion
of such open halls preceding the entrance to the
main hall of the entire complex.

A distinctive characteristic of the Erxianmiao
Temple structure is the proximity of the five-span
Offering Hall to the three-span Main Hall, such
that it obstructs the view of the front facade of the
Main Hall from the courtyard. This arrangement
is atypical in Chinese architecture, where there is
typically an emphasis on revealing the front facade
of primary structures to signify their hierarchical
status. In this instance, the Offering Hall functions
as a screen, concealing the main shrine from view.

The Main Hall, akin to the entire temple com-
plex, is dedicated to two virtuous sisters from the
Tang Dynasty (618-907), identified as Chun Shu and
Chun Hui [7, p. 24]. According to legend, despite
enduring harsh treatment from their stepmother,
they maintained respect for both her and their fa-
ther, thereby gaining the favor of the deities, who
facilitated their ascension to heaven and subse-
quent immortality. During the military campaigns
of Song Emperor Huizong (reign 1100-1126), the
two sisters rendered miraculous assistance to his
troops, ultimately securing victory. In recognition of
their contributions, Huizong conferred upon them
the title of righteous women (zhenren) and man-
dated the conduct of annual rituals in their honor,
thereby facilitating the dissemination of their ven-
eration in the region. Consequently, the worship
of the two virtuous sisters proliferated throughout

the southern part of Shanxi Province and has per-
sisted to the present day.

ARCHITECTURE OF THE MAIN HALL OF THE TEMPLE
COMPLEX

The Main Hall Zhengdian is characterized by
a three-span structure featuring a nine-ridged roof
(III.1). This architectural design reflects the rela-
tively modest status of the entire temple complex;
however, it also exemplifies a prevalent architec-
tural form for the main buildings of county and ru-
ral temples during this period in Shanxi Province
[3, p. 314, 421, 431, 444].

Two steles preserved on the temple grounds
document the construction date of the Main Hall
and the subsequent reconstruction of the complex
during the Jin Dynasty [7, p. 95-99]. According to
these records, the Main Hall was constructed at the
end of the Northern Song Dynasty, approximately
between 1097 and 1107, coinciding with the onset
of Emperor Huizong's reign. The renovation and re-
construction of the auxiliary buildings of the com-
plex occurred no later than 1117.

The architecture of the Northern Song Dynas-
ty is characterized by the clarity of wooden frame
construction, with large dougong brackets featuring
a relatively small cross-section of the main structural
beams and columns [3, p.674-675]. The prominent-
ly protruding roof overhangs of the Main Hall are
supported by five-tiered dougong brackets, which
correspond to the relatively low status of the entire
building [2, p.1101]. Structurally, these brackets bear
resemblance to those found in the Shengmudian
Hall of the Jinci Temple in Taiyuan [3, p.171-174],
particularly in the design of the upper protruding
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IlL 2. The statues located on the altar of the Main Hall of the Erxianmiao Temple: A— a plan delineating the arrangement of the statues:
1 — statue of Chong Shu; 2 — statue of Chong Hui; 3 — statues of female servants; 4 — statues of female officials; 5 — statues of attendants
[7, p. 200 in the author’s interpretation]; B— a view of the central group of statues [7, p. 24].

forward element of the shuatou, which takes the
form of a pointed feature ang, thereby visually con-
tributing an additional tier to the brackets and en-
hancing their decorative quality.

The roof is embellished with elaborate tile dec-
oration, particularly along the main ridge of the
structure. It is adorned with glazed colored tiles
with the image of serpentine dragons, a hallmark of
the architectural style found in Shanxi province [9].

The beam frame is straightforward in design.
The interior lacks a decorative ceiling, thereby ren-
dering the entire roof structure visible down to the
level of the rafters and wooden lathing, a charac-
teristic also observed in lower-ranking buildings [6].

DECOR OF THE CENTRAL PART OF THE MAIN HALL

Notwithstanding the low rank of the temple build-
ing in terms of form and structure as discussed in the
article, it nevertheless featured an exceptionally ornate
central structure that functioned as a decorative can-
opy over the statues venerated within this space [7].

All principal statues are situated upon a distinct
raised pedestal of the xumizuo type, which functions
as an altar (lll.2). Centrally positioned, two clay stat-
ues of the virtuous sisters Chun Shu and Chun Hui
are symmetrically arranged, encircled by six smaller
statues of maids. The pedestal exhibits lateral pro-
jections, resulting in a M-shaped configuration. Upon
the prominent parts, two additional statues of female
officials are positioned in distinct niches. All sculp-
tures are adorned with color, and based on the char-
acteristics of their execution, as well as the overall
structure, they are attributed to the late period of
the Northern Song Dynasty, displaying notable sim-
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ilarities to the statues in the Shengmudian Hall of
the Jinci Temple in Taiyuan City. Complementing the
primary sculptures, two additional statues of attend-
ants are situated in front of the pedestal.

Above the statues positioned on the pedes-
tal, an independent structure manifesting as in-
tricately carved towers is affixed. This approach
represented a prevalent technique for the embel-
lishment of temple interiors during that historical
period. The most notable examples of such dec-
orative elements encompass the wooden cabinet
from the Tower of the Rotating Sutras at Longx-
ingsi Monastery in Hebei Province (10th century),
the interior of the Sutra Hall at Huayansi Monas-
tery in Datong, Shanxi Province (1038), and the
Feitianzang scrolls storage at Yuanyangsi Monas-
tery in Sichuan Province (1181) [10].

The tradition of constructing a substantial wood-
en carved structure at the center of temple build-
ings was evidently widespread throughout China.
Its significance for the architecture of that peri-
od is underscored by the detailed descriptions of
this typology of interior decoration elements in the
"Yingzao Fashi” treatise, which served as the princi-
pal normative text on construction during the Song
Dynasty [6].

CLASSIFICATION OF CARVED CANOPIES ACCORDING
TO THE “YINGZAO FASHI” TREATISE

The "Yingzao Fashi” treatise, compiled in 1103,
was predominantly derived from the construction
practices prevalent during that period and was as-
sembled through dialogues with master builders.
This treatise documented the regulations of norma-
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IlL3. Type of canopy “Buddhist and Taoist canopies with chambers and towers of the heavenly palace”, an illustration based on the "Yingzao

fashi” treatise [2, p. 1180].

tive architecture that aligned with imperial building
standards and mirrored the hierarchical and mod-
ular construction of both wooden frameworks and
decorative elements [2].

In the Carpentry section (juan 11) several large
carved interior elements are referenced, includ-
ing canopies over statues, decorative awnings,

and wall and revolving cabinets. The consider-
able value of this section lies in its provision of
both a textual description and accompanying il-
lustrations [6].

The canopies are classified into “Buddhist and
Taoist canopies with chambers and towers of the
heavenly palace” (X &£ {#iEK) (111.3), “Buddhist

IlL4. Carved canopies featuring niches in the Main Hall of Erxianmiao Temple [7, p. 201].
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IlL 5. Fragment of a painting located on the western wall of cave number 4317 in Mogao, dating to the 7th century: painting [8, p.90-91] and

its linear outline (completed by E. M. Fishel).

and Taoist canopies with mountain flowers and ba-
nana leaves” (L £ EM{#i&M) and “nine-ridge small
canopies on a serrated base” (J1.& ZF /i) [6].
A common feature among these decorative elements
is their function in establishing wooden carved nich-
es for statues and other sacred object. The distinc-
tions are primarily associated with the designs of
the upper and lower parts of these canopies.

Interestingly, the names of the types of canopies
suggests that these structures are utilized in Tao-
ist and Buddhist temples; however, the case of the
Erxianmiao Temple reveals that such edifices were
also employed in ancestral temples.

In the Erxianmiao Temple, the carved niches
are designed in the style of “Canopies with cham-
bers and towers of the heavenly palace”. Howev-
er, in contrast to the text of the treatise, the motif
of “chambers and towers of the heavenly palace”,
or tiangong-louge, is significantly larger and more
monumental, serving as a robust structural basis
for the decorative niches (l1.4).

The design approach to the construction of these
niches exhibits considerable similarity to the orna-
mentation of the cabinets from the Sutra Hall of
the Huayansi Monastery in Datong, Shanxi Prov-
ince (1038). As previously noted [10], this type of
decoration has undergone an evolution from large
and monumental forms to smaller and more intri-
cate designs. This instance exemplifies an example
of an early, more monumental interpretation of the
theme of the "Heavenly Palace” in the adornment
of interior canopies.

THE ORIGINS OF THE “HEAVENLY PALACE" MOTIF IN
TEMPLE DECOR

The motif of the "Heavenly Palace” originates
from the paintings of the Mogao Caves in Dun-
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huang. Within the Mogao complex, the Northern Wei
Caves (386-535) were adorned with vibrant paint-
ings that conveyed Buddhist themes. A substantial
part of these artworks has endured to the present
day. The paintings frequently represent various ar-
chitectural structures, including palaces, monaster-
ies, residences, gates, towers, pagodas, and stupas
[8]. These subjects are intrinsically linked to the con-
cept of the Western Heaven (Xitian), which in Bud-
dhist mythology symbolizes a realm of supreme
bliss devoid of suffering. Notably, such concepts are
most elaborately articulated within the Pure Land
Buddhist school (Jingtu-zong), which underscores
the mystical effect of spiritual contemplation of the
Western Heaven (Ind. Sukhavati), the Buddha Am-
itabha presiding therein, and the recital of a man-
tra invoking his name [5].

The artists responsible for the cave paintings
confronted the challenge of depicting the Western
Heaven along with its various inhabitants and ac-
companying elements, including diverse architec-
tural structures. Given that the Western Heaven was
envisioned as an idealized concept, the buildings
illustrated were also intended to convey a specific
architectural ideal, reflecting contemporary notions
of supreme beauty in architecture. Consequently,
the representation of the “Heavenly Palace,” envi-
sioned as the abode of Buddha Amitabha [12], be-
gan to take shape, leading to the establishment of
several enduring compositions. These compositions
exerted a considerable influence not only on the
architectural and interior design of Buddhist tem-
ples but also, over time, found their way into the
decorative schemes of Taoist temples and ancestral
halls. Gradually, Taoist immortals, along with ven-
erated ancestors, became recognized as denizens
of the Heavenly Palace.

Il 6. Tiangiao Bridge, featuring the “Heavenly Palace” upon it [7, p.18].

Heavenly palaces, or abodes of saints, were
predominantly represented as monastic or palace
complexes, comprising structures serving diverse
purposes and forms [10]. In subsequent artworks
from the High Tang period (8th century), the pro-
gression of compositional depth is evident, with
the frontal position of two side halls, angular gal-
leries, and an overall MN-shaped arrangement in plan
[12]. It is not incidental that the interior decoration
of the Erxianmiao temple also exhibits a M-shaped
configuration in plan.

Occasionally, the paintings do not represent
expansive monastery or palace ensembles; rath-
er, they portray a series of edifices interconnect-
ed by curved bridges. A pertinent example of this
is the painting located on the western wall of cave
number 431, which dates to the early Tang Dynas-
ty, specifically the 7th century [8, p. 90-91] (lII.5).
Research conducted by Chinese scholars identifies
this painting as an illustration of the “Sutra of Con-
templation of Buddha Amitayus” [8, p. 90], particu-
larly the segment that describes ornate, precious
palaces situated around a resplendent terrace [4,
p. 238]. In this depiction, three towers arranged in
a sequence are linked at their summits by curved
"heavenly” tiangiao bridges. This detail unequivo-
cally signifies that this assembly of towers is asso-
ciated with the celestial palace.

It is noteworthy that the primary decorative el-
ement of the carved canopy of the main hall in
the Erxianmiao temple complex is the curved tian-
glao bridge with a pavilion at its center, symboliz-
ing the heavenly palace (l1l.6). A remarkably similar
decorative solution is employed along the western
wall of the Sutra Hall of the Huayansi Monastery in
Datong. In this instance, a curved tiangiao bridge
with a pavilion atop is constructed above the win-
dow, which conveys identical symbolic significance.

STRUCTURE OF DECORATIVE CANOPY IN ERXIAN-
MIAO TEMPLE

The structure of the canopy at Erxianmiao Tem-
ple exhibits an atypical configuration, characterized
by a complex volumetric-spatial composition that
delineates two primary planes: the foreground and
the background [7, p. 35]. The foreground is con-
stituted by two tower volumes exceeding 4.4 me-
ters in height, interconnected by a curved tiangiao
bridge, atop which rests an elegant pavilion (I11.4,6).
In contrast, the background comprises two expansive
niches adorned with nine-ridge roofs (Ill.7). Typo-
logically, the foreground is represented by cano-
pies featuring the “Heavenly Palace” motif, while
the background is defined by nine-ridge canopies.
The integration of these two distinct canopy types
within a single composition constitutes a particu-
larly rare and noteworthy example.
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IlL 7. The design of the carved canopy in various projections: A — facade of the background niches; B — lateral view of the entire structure [7,

p. 202 with the author’s additions].

The tower-like volumes in the foreground are
characterized by two distinct tiers. The lower tier
accommodates a statue, while the upper tier ful-
fills a decorative role. Additionally, all compo-
nents requisite for tower structures are present,
including a stylobate, a lower tier with a separate
cornice, a balcony featuring a railing and its own
brackets, and an upper tier of brackets that sup-
port the roof [3, p. 353]. Furthermore, the internal
logic of the hierarchy of the structure, as deline-
ated in the treatise "Yingzao Fashi”, is evident in
this design: the lower brackets of the dougong
feature six tiers, the balcony brackets — five, and
the upper brackets — seven. In the context of
Chinese architecture, it is customary for the up-
per brackets in tower buildings to be regarded
as more significant, resulting in their larger di-
mensions compared to the lower brackets, while
the balcony brackets serve a primarily function-
al role, generally comprising no more than five
tiers [6]. The roof of the tower volumes comprises
nine ridges, which represents the most prevalent
type of roofing for towers in Chinese architec-
tural tradition.

The tower brackets exhibit an alternation in form,
featuring ang elements and huagong elements. This
variability contributes to the dynamism of the struc-
tures and parallels the logic of the cornice tier solu-
tion observed in the Shengmudian Hall of the Jinci
Temple located in Taiyuan City. This characteristic
of alternating bracket forms may be ascribed to lo-
cal features.

The "heavenly” tiangiao bridge is adorned with
an additional roof structure, which functions as
a gallery, thereby enhancing the aesthetic quali-
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ty of the central grouping. The lower part of the
curved bridge exhibits intricate decorative designs
(I11.6). The artisans responsible for this interior dec-
oration evidently considered that, in such a com-
position, the principal statues of the two virtuous
sisters, positioned behind the frontal group, would
direct the attention of all individuals entering to-
wards the lower section of the curved bridge. This
surface is embellished with a carved ornamentation
of intersecting rings; this motif was commonly em-
ployed in the interior design of buildings during that
era, yet its application in such a manner was nota-
bly rare. This exemplifies the considerable creative
freedom exercised by local artisans in utilizing the
available arsenal of decorative motifs.

Furthermore, the design of the central pavilion
on the curved bridge warrants examination. As it
symbolizes the heavenly palace, its design exhib-
its a greater richness and decorative quality. Large
eight-tiered dougong brackets are affixed to its up-
per part, while the central bracket features a dis-
tinctive diverging shape, which was prevalent in the
architecture of northern China during the 10th to
13th centuries [11].

Such a bracket serves as a central accent, draw-
ing the primary focus (l1.8). The pavilion is character-
ized by a nine-ridge roof, beneath which is situated
a carved wooden panel featuring a floral motif that
echoes traditional painting. This piece represents
a significant and rare instance of a sculptural de-
piction of painting within the wooden framework
elements of its period. Notably, very few paintings
from the Song dynasty have survived in their origi-
nal form, rendering such examples, which manifest
their compositional structure in relief, exceeding-

Il 8. Central dougong bracket at the Heavenly Palace Pavilion [7, p.39]

ly valuable. Additionally, carved panels of a similar
design are positioned at the upper parts of the lat-
eral tower volumes of the canopy, as well as above
the niches of the background.

The niches in the background present signifi-
cant interest. These structures are no longer tow-
ers, but rather single-tiered volumes adorned with
nine-ridged roofs. However, in accordance with the
overarching structural logic of the composition, each
niche is divided by a column into two sections: a wid-
er central section and a narrower outer section. In
the central section of each niche, a statue of a vir-
tuous sister is positioned. Furthermore, the cornice
area features an accent in the form of a large di-
verging bracket, which bears resemblance to the
bracket of the heavenly pavilion. This bracket is
also eight-tiered, representing the largest variant
of the standard dougong brackets.

An analysis of the structural composition of the
brackets, in conjunction with the detailed construc-
tion of the individual components of this canopy,
led Chinese researchers to conclude that the en-
tire interior group was constructed on a modular
basis [7, p. 110]. The primary module identified
is the height of the cross-section of a standard
dougong bracket beam. This observation aligns
with previous analyses conducted on the decor
of the cabinets in the Sutra Hall of the Huayan-

si Monastery in Datong [10]. Furthermore, the ar-
rangement of the roof rafters above the brackets
demonstrates a notable regularity, with eight raft-
ers typically positioned between the brackets. This
configuration illustrates the systematic order char-
acteristic of the architecture of that era. The cur-
vature of the roof slopes in the canopy adheres
to the principles for constructing curved roof sur-
faces as delineated in the treatise “"Yingzao Fashi”
[7, p- 79]. In summary, the artisans responsible for
the construction of this interior element exhibited
a comprehensive understanding of architectural
principles and likely participated in the construc-
tion process itself.

Above the two principal statues, within the
canopies, decorative carved panels are affixed,
which symbolize the carved caissons, indicating
the virtues of the saints situated beneath them
[7, p.67]. In plan, these elements exhibit a square
configuration, within which a double circle is in-
scribed, and within the circle, a hexagon is placed,
entirely adorned with a pattern of intersecting
rings (I11.9). An entirely identical illustration of
such a decorative solution can be found in the
text of the "Yingzao Fashi” treatise [6]. Among the
existing architectural edifices, it is relatively un-
common to encounter such a close correspond-
ence of decorative motifs to the stipulations of
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Il 9. Ceiling panel decoration: A — located above the statue in the Erxianmiao Temple [7, p.67]; B — illustration derived from the "Yingzao

fashi” treatise [6].

normative texts; thus, this example holds consid-
erable scholarly significance.

The configuration of the stylobates (l1.10) war-
rants particular consideration. These structures are
classified as belonging to the xumizuo type, charac-
terized by platforms segmented into three distinct
height divisions, with both the upper and lower sec-
tions projecting and the central section recessed.
Notably, the lower section features a decorative
element referred to as “hibiscus petals” or furong-
ban [1]. This decorative motif is referenced in the
"Yingzao Fashi” treatise; however, there exists no
separate illustration detailing its appearance. Con-
sequently, until recently, the exact nature of this
decorative motif remained uncertain. The investi-
gation of the interior of the Erxianmiao Temple has
provided definitive visual corroboration of this mo-
tif [7, pp. 50-55].

The treatise presents solely a conventional rep-
resentation of the lower section of the wooden can-
opy, depicting decoration characterized by wavy
lines. However, it proved challenging to ascertain
the authentic appearance of such decoration from
this representation. A comparison with the Erxian-
miao Temple facilitated a correlation between the
forms of the stylobate in its central section and
this depiction.

CONCLUSION

In summary, several general conclusions can be
drawn. The examined opulent decoration of the
temple hall canopies is situated within a three-span
structure of relatively low status. This observation
suggests that the intricacy of interior ornamenta-
tion in Chinese architecture did not consistently
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correspond with the hierarchical standing of the
building, but instead reflected a profound rever-
ence for the sacred entities housed within the tem-
ple. A comparable instance is illustrated by the
three-span Main Hall of the Jingtusi Monastery,
constructed in 1184 in Yinxian County, which fea-
tures a remarkably intricate decorative ceiling com-
posed of caissons.

The wooden canopies of the Erxianmiao Temple
distinctly exhibit the motif of the “Heavenly Palace,”
articulated both symbolically through the representa-
tion of a curved bridge featuring a pavilion, and in
the structural planning composition characterized
by a M-shape. The coexistence of these two meth-
ods of articulating the "Heavenly Palace” motif with-
in a single interior design renders the decor of the
Main Hall of the Erxianmiao Temple comparable to
that of the Sutra Hall in the Huayansi Monastery in
Datong, both of which were constructed during the
Northern Song Dynasty.

The examination of the construction character-
istics of the canopies in Erxianmiao, in conjunc-
tion with the text of the “Yingzao Fashi” treatise,
reveals that two distinct types of canopies delin-
eated in the treatise were integrated into a single
composition. This integration represents a relative-
ly atypical and compositionally intricate solution.
Furthermore, the architectural elements within the
Erxianmiao canopies encompass their entire vol-
ume, resulting in the canopies being designed in
the form of compact tower and hall structures. Ac-
cording to the stipulations of the treatise, the ar-
chitectural motif of the “"Chambers and Towers of
the Heavenly Palace” (tiangong louge) is prescribed
to be situated exclusively in the upper part of the

Il 70. The ornamentation of the xumizuo stylobates featuring the motif of “hibiscus petals”: A — stylobate of the Erxianmiao Temple
[7, p. 54]; B— illustration from the "Yingzao fashi” treatise [6].

canopies. This constructive and monumental inter-
pretation of architectural forms within the interi-
or decor similarly associates the interior space of
the Erxianmiao Temple with the Sutra Hall of the
Huayansi Monastery.

Both the Erxianmiao Main Hall (1097) and the
Huayansi Monastery Hall (1184) were construct-
ed during the Northern Song Dynasty, a period
when the regulations outlined in the "Yingzao Fashi”
(1103) construction treatise had not yet been ex-
tensively disseminated among builders and had not
been fully integrated into the construction meth-
odologies across all regions of the empire. Con-
sequently, the ornamentation of the canopies and
cabinets in these temples exhibits significant de-
viations from the standardized aesthetic of these
interior elements. In all the buildings that emerged
subsequent to the publication of the treatise, a sig-
nificant discrepancy with the treatise’s require-
ments was not observed.

A comprehensive analysis of the proportional
relationships among the wooden elements of the
canopies in the main hall of the Erxianmiao Temple
uncovered the modular character of their construc-
tion. The principal module, analogous to conven-
tional architectural standards, was determined to be
the height of the cross-section of a standard dou-

gong bracket beam. All other components of the
canopies, along with their overall height and width,
were observed to be multiples of this modular di-
mension. Furthermore, compliance with additional
principles outlined in the "Yingzao Fashi” treatise
was noted, indicating that the artisans responsible
for the interior decoration possessed an extensive
understanding of construction regulations.

Another achievement in the analysis of the cano-
py decorations in Erxianmiao Temple is the elucida-
tion of the “hibiscus petals” decoration (furongban),
which has previously constituted an area of obscu-
rity in the understanding of the text of the treatise
"Yingzao Fashi.”

An additional accomplishment in the examina-
tion of the canopy decorations at Erxianmiao Temple
was the elucidation of the decorative form charac-
terized as "hibiscus petals” or furongban, which had
previously represented an area of ambiguity in com-
prehending the text of the "Yingzao Fashi” treatise.

Overall, it can be asserted that a comprehensive
study of the interior decoration of the Main Hall
of Erxianmiao Temple has facilitated a deeper un-
derstanding not only of the features of the interi-
or decoration of temple structures during the Song
Dynasty but also of specific issues related to the ar-
chitecture of China during this period as a whole.
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AHHOmayus: B ctatbe M3y4yeH AeKOp LEHTPabHOWN
4acTu MHTepbepa rMaBHOro 3aia xpama IPCAHbMAO
B roposAckom okpyre LI3uHbY3H KUTaNCKOW NPOBUH-
umun WaHbcn. MNoka3aHO MECTO XPaMOBOW NMOCTPONKM
B CTPYKType BCEro XpamMoBOro KoMrJekca. BoiaBneHsbl
OCOBEHHOCTN apXUTEKTYpPbI F1aBHOMO 3afa, KOTOPbIN
6blN MOCTPOEH B NO34HUI Nepuog anHactum CeBepHas
CyH mexay 1097 n 1107 rogamu. [laHHaa xpamoBas no-
CTPOWKa OTHOCUTCA K OFPaHUUYEHHOMY YNCAY CYHCKMX
AepeBAHHbIX NaMATHUKOB KuTas, n TeM caMbiM npes-
CTaBAsieT 0COObIV MHTEpPEC ANs U3ydyeHus. B ueHTpanb-
HOM YacTW rNaBHOrO 3aja Ha OTAEeNbHOM NocTaMeHTe
yCTaHOBJ/IEHa pe3Has KOHCTPYKLMA B BUAE JepPeBAHHbIX
nosoros, GOPMUPYHOLLMX HULLW Hag CTaTyaMMN. DNEeMEH-
Tbl 3TON KOHCTPYKLMWN BbIMOJAHEHBI B BUAE fePEBAHHbIX
TepeMOB M 3aN0B, a B UX 0611Ke OTpaKéH MOTUB «Te-
pemMoB 1 balleH HeBeCHOro ABopL.a» MaHayH-/10ye23.
flpue Bcero AaHHbIN 06pa3 npoasaeH B popmMax 1M30-
FHyTOro HebecHOro MocCTMkKa mAHbYAO C NaBUAbOHOM
B €ro LieHTpaibHOW YacTu, KOTOPbIN U CMMBOAN3MPYET
HebecHbI aBOpeL,. PackpbiThl UICTOKM MOTMBa Hebec-

Xpam 3pcAHBMAO PacnosOXeH Ha FOro-BOCTOKE
npoBuHUuK LLlaHbCcK, Ha TeppPUTOPUN TOPOACKOro
okpyra LUsunHbusH. MNpoBunHuna LLlaHbcn n3BecTHa
60NbLUNM YNCIOM COXPaHUBLLNXCS AEPEBAHHBIX Ma-
MATHUKOB apXUTeKTypbl anHacTnii CeBepHas CyH
(960-1127 rr.) v Uaunb (1115-1234 rr.) [9]. K 3TOMY
BPEMEHHOMY Mepuoay OTHOCUTCS U UCCAeayeMbll
B JAHHOW CTaTbe FNaBHbIN 3a1 Xpama IPCAHbMSO.

Mo cTpyKType BeCb XpaM COCTOUT U3 [iBYX BbITA-
HYTbIX MO LEHTPabHON OCK ABOPOB, OPUEHTUPO-
BaHHbIX B HanpaBfaeHUn tor-cesep. Bxoa B nepsblii
[BOP OCYLLEeCTB/IAETCA Yepes BOPOTa, PaCcMOOXeH-

HOro ABopua, NErwero B OCHOBY JeKopa MHTepbepa
XpamMoBOW nocTpoiku. NokasaHa CBA3b AeKOPaTUBHO-
ro ybpaHcTBa NoJsioroB C apXUTeKTypOl TOro BpEMEHH,
BbIIBNIE€Hbl 3aKOHOMEPHOCTN CTPYKTYpPbI UCCAesyeMOoW
yacTn nHTepbepa. MpoaHannmsnpoBaHa B3aMMOCBA3b
JAAHHOTO Alekopa € NONOXEHWAMM TpakTaTta Mo CTpou-
TenbcTBy «/HU3a0 damn», BbIABAEHbI CXOACTBA U pas-
amuna mexgy GakTmyeckum A4eKopoM 1 NMoNOXEHNAMMU
TpakTaTa. Ha ocHOBaHWW feTanbHOro NUCCaef0BaHUA
3/1€MeHTOB AeKopa BOCMOAHEHbI NPo6enbl B NOHMMa-
HUW ONUCaHMA JEeKOPaTMBHbBIX 31eMEHTOB B TpakTaTte
«MHu3ao dawn». BeiaBaeH MOAYyNbHBIA XapakTep no-
CTPOEHUA AeKopaTUBHOrO NOaora, Ha OCHOBaHWMN Yero
cAienaH BbIBOJ O 3HAKOMCTBE M3roTOBUBLLMX €ro Ma-
CTepoB C NpaBuaamMun CTPOUTENbHbIX TpakTaToB. Onpe-
AeNeHo MeCTo JaHHOW AeKopaTUBHOW rpynnbl B pagy
CXOXWX 3N1EeMEHTOB YOpaHCTBa MHTEpPbEPOB B NOCTPONA-
kax X=Xl Bekos.

Knrouessie cnosa: apxumekmypa nposuHyuu LllaHe-
cu, duHacmus CyH, Oekop uHmMepwbepad, Mmomus HebecHo-
20 0sopya, mpakmam «MHy3ao gawiu».

Hble B tOro-3anajHomMm yray komnaekca. [naBHbIl
JBOP NIeXUT ceBepHee. Ha LieHTpasibHOW OCy B riaB-
HOM ABOpe nocneaoBaTebHO cToAT [1poxoAHOoM 3an
FoTuH, 3an MogHoweHun CAHbAAHL U COBCTBEH-
HO [naBHbIM 3an YUxxaHasHb [9, ¢. 98]. U Mpoxoa-
HOW 3an, 1 3an MNoAHOLWEHNN He UMEKOT BHELLHWUX
CTEH, 1 NPeACTaBAsfOT COOOM NOJHOCTLIO OTKPbI-
Tble MOCTPOMKN. MO KOMMNO3ULMK 3TO HECKOJ/IbKO
HanoMWHAET APYrol 3HaMEHUTbLIN XpPaM NPeSKOB An-
HacTum CyH, Tak)Ke pacroNoXeHHbI B MPOBMHLMM
LaHbcn — xpam Li3nHbLbl B ropoge TartoaHb. Tam
TakXXe Ha LleHTpaibHOM ocu nepes MaBHbIM 3a10M
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pa3MeLLEH OTKPbITbIV 3a MNMogHoweHn CAHbASHD,
a nepej HUM yCTaHOBJIEHa OTKpPbITaa CLeHa C Ha-
BecoM [3, c.170]. HecmoTpsa Ha TO, UTO ABa AaH-
HbIX KOMM/EKCa CUbHO OT/IMYAOTCA MO MacwTaby
N CTaTyCy, CXOXEeCTb UX CTPYKTYpbl FOBOPUT O He-
KUX 0BLLMX MOMEHTax B MPOBEAEHUN puTyana no-
KNOHEHUs NpeAKam, KOTopble Kak pa3 1 Tpebosanu
HaAMuUMA TakMX OTKPbITbIX 3a10B, MpeABapstoLLMX
BXOZ B I1aBHbI 3a1 BCEro KOMMaekca.

OcobeHHOCTbIO CTPYKTYPbl XpaMa IPCAaHbMSO
MOXHO Ha3BaTb TO, YTO MATUNPONETHbIN 3an MNogHo-
LWEHWUA YCTaHOB/IEH B HEMOCPEACTBEHHOWN 61130CTH
K TpexnpoaeTHoMy [naBHOMY 3ay, NpakTUYecKu ne-
peKkpbIiBas ero, Tak YTo CTaHOBUTCA HEBO3MOXHbIM
0603peTb NepeagHnii dacag MaBHOro 3ana co cTo-
POHBI ABOPaA. ITO AOBOJ/IbLHO HEOObLIYHOE NOCTPOE-
HWe, TaK KakK B KUTaCKOM apxuTekType Kak NpaBuio
CTapanncb OTKPbITb NepeaHnin Gacas rnaBHbIX No-
CTPOEK, BbIIBUB MPY 3TOM MepapXmUYecKkunii cTaTyc
CaMoro coopyxeHus. 3aecb xe 3an MNogHoLWeHUN
BbICTYMaeT B POJIN CBOEro poJa LUMPMbI, CKpbIBa-
tOLLLEI OT rna3 rNaBHYH CBATLIHIO.

[naBHbIV 3a0, Kak M BECb XPaMOBbI/ KOMMIEKC
NOCBALLEH ABYM f0OpoJeTeNbHbIM CeCTpaM Bpe-
MeH gunHactmm TaH (618-907 rr.) no nmeHn YyH
Ly n YyH Xyan [7, c.24], koTOpble MO NnereHae, He-
CMOTpPSA Ha XecTokoe obpalleHme co CTOPOHbI Ma-
yexu, BCe Xe COXPaHWAU K HER U OTLLY NOYTEeHne
M CHUCKaNW TeM CaMbIM pacrnonoxeHne 60ros, Ko-
TOpble U MOMOT/IX UM B3OWTK Ha Hebeca 1 cTaTb
6eccmepTHbIMU. BO BpeMsi BOEHHbIX MOXOAOB CYH-
CKOro umnepartopa Xyar-usyHa (Bpems LapcTBoO-
BaHuna 1100-1126) gBe cecTpbl OKasann YygecHyr
nomollb ero Borickam, obecneums B utore nobe-
4y, 3a UTo Xyan-L3yH noxanosan UM TUTYyA npa-
BEAHVL, — YX3HX3Hb N BCAYECKN cnocobcTBoBan
AanbHelLWeMy pacnpoCTpaHEHNIO UX NOYUTAHMA
B 3TOM pervoHe, 0643aB NPOBOANTbL B UX YeCTb exe-
rofHble puTyanbl. B utore noknoHeHve aBym gobpo-
AeTeNbHbIM CecTpam LUMPOKO PacnpoCTpaHuMIoCh
B FOXKHOM YacTu nposuHUMK LLaHbcy 1 coxpaHu-
JIOCb BMJOTb A0 HALUWUX JHEN.

APXUTEKTYPA FJIABHOTO 3AJIA XPAMOBOTO
KOMMJIEKCA

MnaBHbIM 3an YX3HAAHBL NpeAcTaBaseT cobow
TPEXNPONETHYH NMOCTPONKY C AEBATUKOHbKOBOM
Kpblwen (puc. 1), 4To roBOPUT 06 OTHOCUTENBLHO
HEeBbICOKOM CTaTyce BCEro XpaMoBOro KoMmnaek-
ca, HO B TO >Xe BpeMs bblJIo BeCbMa pacnpocTpa-
HEHHOW CTPYKTYPOW rNaBHbIX MOCTPOEK Ye34HbIX
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N CENbCKMX XPaMOB AaHHOro nepuoja B NPOBUH-
umn WaHbew [3, c. 314, 421, 431, 444].

Ha Tepputopun xpama coxpaHunoch ABe cTe-
Nbl C YKa3aHWEeM BPEMEHU CTPOUTENbCTBA 1aBHO-
ro 3aj1a v NepecTpomnkn KoMnaekca npu AMHaCcTUN
LL3nHb [7, c. 95-99]. CornacHo 3TuM 3anucam, rnae-
Hblli 3a/1 6bl1 MOCTPOEH B KOHLe AnHacTum Cesep-
Hast CyH, TO eCTb NPUBAN3NTENBHO B NEPUOS, MEXAY
1097 n 1107 rogamu, 4TO KakK pa3 coBnajaer C Hava-
oM npaBfeHns umnepaTopa Xyasi-L3yHa. NogHoB-
NeHne N NepecTpoiika BCMOMOraTesibHbIX MOCTPOEK
KOMMIeKca npoBoamaack He no3gHee 1117 ropa.

Apxutektypa gnHactum CesepHas CyH xapak-
TEPU3YyeTCa ACHOCTbHO MOCTPOEHUS AEPEBAHHOIO
Kapkaca, KpynHbIMW KPOHLUTEMHAMWN AOYTYH Npwu
OTHOCUTENbHO HEBONBLIOM CEUEHUN OCHOBHBbIX
KOHCTPYKTUBHbIX 6as10K U KONOHH [3, c.674-675].
CvnbHO BblatoLwmecs cBechl Kpbiwn FaBHOro 3aa
HecyT NATUAPYCHbIE KPOHLUTEWHbI JOYTYH, UTO Takxe
BMOJIHE COOTBETCTBYET OTHOCUTEIbHO HEBLICOKOMY
cTatycy Bcen noctporikum [2, ¢.1101]. Mo cTpykType
KPOHLUTEMHbI 3eCb TakXKe CXOXM C KPOHLUTElHa-
MU 3ana WsHmMyasHb xpama LisnHbubl B TalitoaHe
[3, ¢.171-174], B 4aCTHOCTUN TEM, UTO BEPXHUI BbICTY-
naroLuii Bnepes 3AemMeHT wyamoy 3iecb obopmaeH
B BMJe 3a0CTPEHHOrO 3/1IEMEHTA GH, YTO BU3Yyaib-
HO C/IOBHO H6bl f0HaBAsET eLLe OANH APYC K KPOH-
LITeMHaM, ycuamBas ux AeKopaTUBHOCTb.

Kpblwa ykpalweHa 6oratbiM YepenuuHbiM ae-
KOpPOM, B 0COHEHHOCTM 3TO OTHOCUTCA K T1aBHOMY
KOHbKY 3aHus. OH NOKPbIT 0BANBHBIMUW LBETHLIMU
n3pasyamm c n3obpaxkeHnem N3BMBaLOLLUXCS Apa-
KOHOB, YTO HbINO JOCTAaTOUHO TUMNYHO AN aPXM-
TekTypbl NpoBMHLUKK LaHben [9].

BasiouHbIN Kapkac AOCTaTOYHO NPOCTON. B UH-
Tepbepe He NUCMO/b30BaH AEKOPaTUBHbIN MOTOJOK,
TaK UTO BCE KOHCTPYKLIMM KPbILLW OTKPbITLI 4151 060-
3peHUs BMIOTb A0 YPOBHS CTPOMWUA N AePEBAHHON
obpeLleTkn, YTo TakxKe BblIO XapakTepHO A4S Mo-
CTPOEK HW3KOro paHra [6].

BEKOP LLEHTPAJIBHOW YACTM TNTIABHOIO 3AJIA

HecmoTps Ha To, uTo No dopme n CTpyKType pac-
CMaTpuBaeMas B CTaTbe XpaMoOBas MOCTPOMKa OTHO-
CUNaCh K HM3KOMY paHry, TEM He MeHee B ee LieHTpe
yCTaHOBJIeHa Ype3BblvaliHO HoraTo ykpalleHHas
KOHCTPYKLUUS, popMUpyroLLas AeKopaTUBHbIN No-
NOT Haj, cTaTysiMK1, KOTOPbIM W OCYLLECTBAANOCH NO-
KNOHeHWe B 3TOM NpocTpaHcTee [7].

Bce ocHOBHble cTaTyn NOMeLLeHbl Ha OTAE/b-
HbIli BO3BbILIAKOLWNIACA NOCTAMEHT TUMNa CrOUMUY-

30, KOTOPbIA CYXXUT CBOETO poja anTapem (puc. 2).
B LueHTpasbHOW YacTn CUMMETPUYHO YCTaHOBAE-
Hbl ABe FWHAHbIE CTaTyn f0BpoaeTeNbHbIX cecTep
UyH LUy 1 YyH Xyaii B OKPY>KEHWM WECTN MEHbLLMX
cTaTyi cnyxaHok. [To 6okam noctameHT BbiCTyrnaet
Bnepes, dopmupys M-obpaszHbiii NaaH, 1 Ha BbICTY-
NatoLMX YacTAX B OTAENbHbIX HALIAX YCTaHOBAEHbI
eLe Be CTaTyu XeHLWMH-YNHOBHML,. Bce ckynbnTy-
pbl NOKPbITbI LBETOM, W, CyAA NO XapakTepy Ux nc-
MOJIHEHMS TakKXXe KakK 1 BCA MOCTPOMKA, OTHOCATCS
K nosgHemy nepuogy anHactmm CesepHas CyH, n BO
MHOFOM CXOXMW CO CTaTysiMn 13 3ana LWaHmyasHb
xpama Li3unHbLbl roposa TaitoaHb. [OMUMO OCHOB-
HbIX CKy/IbMTYpP Nepes noCTaMeHTOM JOMOJHUTENb-
HO YCTaHOB/IEHO ellle ABe CTaTyu NPUCTY>KHUKOB.

Hag ctatyamu, pa3meLléHHbIMM Ha NOCTaMeHTe,
yKpernieHa caMoCToATeIbHas KOHCTPYKLMA B BUAe
pe3HbIX TePEMOB. ITO BblN JOBOJ/ILHO PacnpocTpa-
HEHHbI NPUEM YKpaLleHMs MHTEePbEPOB XPaMOB
TOro BpeMeHu. Hanbonee nsBecTHbIMM NpUMepamm
Takoro fekopa MOXHO Ha3BaTb AepeBAHHOE Xpa-
HUAKULLLE CBUTKOB M3 HallHW Bpalarowmxcs cytp
MOHacTbIps JIYHCUHCI MPoBUHUMN X36314 (X B.), NH-
Tepbep 3ana XpaHeHnsa CyTp MOHacTblipa XyasaHb-
cbl B ropoge flatyH npoeuHuun Lanbcm (1038 r.),
XpaHuavuie cBUTKOB ®3MTAHBbL3aH U3 MOHACTbIPS
FOaHbAHbCHI NpoBuHLUMK ChivyaHb (1181 r.) [10].

BuaHo, uTo faHHas TpaauLMsa YCTPOWCTBA B LieH-
Tpe XPamMOBOro 34aHMs MacCUBHOW AEePEBSHHOM
pe3HOoM KOHCTPYKLUMM Bblna pacnpocTpaHeHa no
BceMy Kutaro. O ee 3HaUMMOCTM 419 apXUTEKTY-
pbl TOro Neproja roBOPUT TO, YTO TUMOAOTUA dNe-
MEHTOB UHTEPbEPHOro Y6paHCcTBa Nogo6HOro posa
[OBOJIbHO AeTaNbHO OnuncaHa B TpakTaTte «/HL3ao
dawm» — rnaBHOM HOPMaTUBHOM TeKCTe Mo CTPO-
ntenbctBy anHactum CyH [6].

K/IACCU®UKALINA PE3HLIX MOJIOTOB MO TPAKTATY
<MHLU3A0 ®ALLIN»

Tpaktat «MHU3a0 dawm», cocTaBAEHHbIN
B 1103 roay, BO MHOroM OonmMpasacs Ha CyL,ecTBo-
BaBLUYHO TOra CTPOUTENbHYHO NPaKTUKY 1 COCTaBAAN-
CA Ha OCHOBaHWUW Heces ¢ MacTepamm CTPOUTENAMM.
B 3TOM TpakTaTe 6b1iM 3aduKCcMpoBaHbl NpaBuaa
HOPMaTUBHOMN apXUTEKTYPbl, KOTOPas COOTBETCTBO-
BaJla UMMepPaToOPCKNM CTPOUTE/IbHBIM CTaHZapTam
N oTpaxana nepapxmyeckoe n MoaybHOe NoCTPo-
eHVe Kak lepeBAHHOro Kapkaca, Tak u gekopa [2].

B pasaene CronspHble paboTel, B 11 L3toaHe
YNOMWHAKOTCA HEKOTOPbIE KPYMHblE pe3Hble de-
MEeHTbl MHTEpPbepa, Takme Kak Nojorn Hag cratya-

MW, AeKOpaTUBHbIE HaBeChI, @ TakXXe NMPUCTEHHbIE
n Bpawarwmecs wkadbl. bonbwasa LEHHOCTb 3TO-
ro pasgena 3ak/ir04aeTcs B TOM, YTO TaM JaHO He
TO/IbKO TEKCTOBOE OMMCaHWe, HO U NPUBEAEHbI UA-
moctpaunn [6].

Monorn B CBOO ouepenb NoApa3AenatoTcs
Ha «byaauniickme N faocckue NoJjoru ¢ TepemMa-
MK 1 BalwHAMK HebecHoro geopua» (K E1EE
IEBK) (puc. 3), «byaamiickme n faocckue Noaoru
C rOpHbIMY LiBeTaMU U HaHAHOBBLIMU JINCTbAMUN»
(W FEEM#IEMK) 1 «4eBATUKOHBKOBbIE MaJible No-
JIOTU Ha 3y64aToM OCHOBaHWUW» (F1L & ZF B/ i) [6].
Ob6beanHsEeT BCe 3TU 3/1IEMEHTbI AeKopa TO, YTO OHU
CAyXaT ANs YCTPOWCTBA AEPEBAHHbBIX PE3HbIX HULL
A9 CTaTyl U APYrvX CBATbIHL XpamoB. OTAnuns CBsl-
3aHbl B OCHOBHOM C peLUeHNeM BEPXHEN U HUXXHEN
yacTen AaHHbIX NOJIOTOB.

VIHTepecHO, UTo B Ha3BaHUM yKa3aHO, UTO OHU
NPUMEHSIOTCS B Ja0CCKUX N BYAANNCKUX XpamaX,
HO paccMaTpuBaeMblil HaMU NMpUMep Xpama dp-
CSIHbMSIO MOKa3bIBAET, YTO Takue KOHCTPYKLUN MC-
MoJ/Ib30Ba/IM TakXKe U B Xpamax NpesKoB.

B xpame SpcAHbMAO pe3Hble HULLW BbIMOJHEHbI
Mo TUMy «MOJIOrOB C TepeMamm 1 BalHAMMN Hebec-
HOro ABOpL,@», HO MO CPaBHEHWUIO C TEKCTOM Tpak-
TaTa 34,ecb MOTUB «TepeMOB 1 balleH HebecHoro
ABOpL@», U MsHb2YH-/10y23, TOPa3fo KpyrnHee
1N MOHYMEHTa/IbHee, OH CTAaHOBUTCSA NOJIHOLLEHHO
KOHCTPYKTUBHOW OCHOBOW AEeKOPaTUBHbIX HULL
(pwnc. 4).

KOHCTPYKTUBHBIN NOAXOA B MOCTPOEHUN AaH-
HbIX HULL JOCTAaTOYHO CXOX C AEeKOPOM LiKadoB U3
3aNa XpaHeHuns cyTp MOHacTbIpsA XyasHbCbl B rOpoO-
ae JatyH nposuHumm LWWaHben (1038 r.). Kak Hamum
6b110 paHee 3aMeyeHo [10], nogobHoOro poja ae-
KOp CO BPEMEHEM 3BOJIFOLMOHNPOBA OT KPYMHOTO
1N MOHYMEHTa/IbHOTO A0 U3MEe/IbYEHHOTO U YCI0XK-
HEHHOrO. 34eCb Mbl BUAMM MPUMEP eLLEe PaHHEro
60/1ee MOHYMEHTaIbHOTO MOoAX0Ja K MHTeprpeTa-
LMK Tembl «HebecHoro ABopua» B AeKope UHTe-
PbEPHBIX MOAOrOB.

WCTOKM MOTUBA «HEBECHOTO J1BOPLIA» B JAEKOPE
XPAMOB

MoTune «HebecHoro gBopua» CBOMMU UCTOKaA-
MW BOCXOAWT K pocnucsm neltep Morao B JyHb-
xyaHe. Y>xe neuwepbl CeBepHon Ban (386-535 rr.)
B KOMMiekce Morao nokpbiBaanCb KPaCcoOUHbIMU
pocnmcamm ¢ 6yaanIACKON TeMaTUKORN. 3HaunTenb-
Has YyacTb 3TUX POCMMCEN yLenena 40 Hallnx SHEN.
Ha pocnucsix Hepeako n3obpaxanmcb pasinyHble
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apXMTeKTYpHble 06bEKThI, TakMe Kak ABOPLbl, MO-
HacTblpW, pe3njeHunn, BopoTa, balwHu, narogbl,
CTynbl 1 Tak ganee [8]. Bce 3Tn croxeTbl Tak Uan
MHaye BblAN CBA3aHbI C NPeACTaBAEHUAMUN O Tak
Ha3blBaeMoM 3anasHoM Hebe CumsHb, KOTOpOoe
B Byaaninckoin Mndonormm onuLLEeTBOPSAA0 3EMKO
HaunBbICLIen pagocTh be3 cTpagaHuii. Hanbonee
pa3BUTbI Takne NpeACTaBaeHUs 6blin B 6y AANNCKOWM
wkone Yncron semam — L{3uHmy-y3yH, Kotopas
aKUeHTUpoBana MUCTUYECKMIA 3PPEKT AyXOBHOTO
co3epuaHusa 3anagHoro Heba (MHg. CykxaBaTw), La-
pawero Tam byaael AMUTabxu 1 peumTaLmm MaH-
TPbI C ero nmeHem [5].

Mepes XyA0>XKHMKaMK, pacnmncbiBaBLLMMM NelLLe-
pbl CTOSiNa 3aja4a NokasaTb 3anagHoe Hebo co Bce-
MW ero obutatensiMu 1 oKpy>XeHeM, B TOM uncie
N pa3HOObpa3HbIMW apXUTEKTYPHBIMK OBBbEKTaMU.
Mockonbky 3anasHoe He6O NpeACTaBAANOCH NAe-
aNbHbIM, TO U BCe N30H6paxKeHHble MOCTPONKN TaK-
e 4O0JIKHbI BblIN BblpaXkaTb HEKWUIA apXUTEKTYPHBIA
naean, oTpaxaTb NpeACTaBJEHNS TOrO BPEMEHMU
0 BbICLLEN KpacoTe B apxuTekType. Tak NocTeneHHo
Hauyan popmunpoBatbcs obpas «HebecHoro aBop-
La» Kak MecTta npebbiBaHus 6yaabl AMutabxm [12],
6narogaps yeMy BNoCAeACTBUN CHOPMUMPOBANOCh
HEeCKO/IbKO YCTOMUYMBBIX KOMMO3MLMI, OKa3aBLUMNX
3HauUNUTENbHOE BAVAHME HE TONBbKO Ha apXUTEKTYPY
W MHTEPbEPHbIV Aekop BYAANNCKUX XPaMOB, HO CO
BpemMeHeM BOLLIO B MHTepbepHOoe yBpaHCTBO Aa-
OCCKMX XpaMOB ¥ xpamoB npeakos. C TeyeHneMm
BpemMeHu B uncio obutatenein HebecHoro aBop-
La BOLWIM TakKXe W gaocckme beccmepTHble BMe-
CTe C MOYMTaEMbIMUM NpesKamu.

HebecHble aBOpLbl, AN OBUTanMLLa CBATbLIX,
yalle BCcero n3obpaxanncb Kak MOHacCTblpCKue Uan
[BOPLIOBbIE KOMIMIEKChI, COCTOABLLME N3 COOPYKe-
HWI pa3nnyHoro HasHaveHus n ¢opm [10]. B 6o-
Nlee NO34HNX POCMCAX NeEpUoAa BbICOKOW TaH yxe
HameyaeTcs pa3BUTUE Takon KOMMO3ULUN B r1ybu-
HY, Korja iBa 60KOBbIX 3a/1a BblABUIatoTCA Briepes,
rasepev noay4yarot yrnosyto Gopmy, a Bca rpynny
B NaaHe npuobpetaeT M-06pa3Hyto KOMNO3NLUIO
[12]. He cnyyaliHO aHanv3npyeMblid HaMn 06BbEKT
NHTepbepHOro ybpaHCTBa B NMaaHe Takxe nmMeet
M-o6pasHyto popmy.

WHoraa B pocnncsix He MOKasbiBaAUCh KPYrHble
MOHaCTbIPCKMeE WY ABOPLOBbIE FPYNMbl, HO M306pa-
>aNNCb HECKO/IbKO NMOCTPOEK, KOTOPble MOFAN CO-
eAVHATLCA MeXay COH0MN N3OTrHYTbIMU MOCTUKAMMU.
OZHUM 13 NPUMEPOB TOrO MOXET C/TY>XXMTb POCMNCH
3anafHow cTeHbl B newepe Homep 431, gatnpye-

24

Mas HayanoM gmHactun TaH, To ectb VIl Bekom [8,
¢. 90-91] (puc. 5). CornacHo nccneaoBaHUAM KU-
TaCKUX YYEHbIX Ha 3TOW POCAUCU UANKOCTPUPO-
BaHa «CyTpa co3epuaHusa byaabl Amutatoca» [8,
¢. 90], B yacTHocTu dparMeHT, rae ropoputcs o6
YKpaLLEHHbIX AParoueHHbIX ABOPLAX, CTOALLUX BO-
Kpyr cusitoLent Teppacsl [4, ¢. 238]. Ha atolt pocnu-
CU TpW CToALWMeE B pag 6allHM coeanHeHbl MOBePXy
N30rHYTbIMWU «HEBECHBIMU» MOCTUKAMWN MAHBLYSO.
M ogHa anwb 3Ta AeTanb cpasy >Ke yKa3blBaeT Ha
NPUHAANEXHOCTb AaHHOW rpynnbl 6alleH K Hebec-
HOMY ABOpLLY.

MpumeYaTenbHO, UTO OCHOBHOW AeKOPaTUBHBIN
3/IeMEeHT Pe3HOro noJsora rnaBHOro 3aaa B XpaMo-
BOM KOMIMAeKce SPCAHbMSAO — 3TO KakK pa3 n30-
THYTbIA MOCTUK MSAHbYSO C NaBUIbOHOM B LLEHTPE,
CMMBOIN3NPYOLWNM HebecHbIn aBopel, (puc. 6).
OueHb cxoxee AeKopaTMBHOE pelleHne npumMe-
HEHO BZO/b 3aNajHOMN CTeHbl 3ana XpaHeHWs cyTp
MOHacTbIpsA XyasaHbcbl B JJaTyHe. Tam Hag OKHOM
TakXXe COOPY>KeH WN30rHYTbI MOCT MAHbLYAO C Na-
BWJIbOHOM HaBepXy, UTO MMEET TO Xe caMoe CUM-
BOJINYECKOE CoAep KaHue.

CTPYKTYPA AEKOPATUBHbIX MOJIOTOB B XPAME
3PCAHbMSAO

Mo cTpykType nosor B xpame SPCAHbMSAO A0-
CTaTOYHO HeobbIYeH, Tak Kak npeacTaBaseT cobol
[JOBONIbHO C/IOXHYO 06BEMHO-MPOCTPAHCTBEHHYHO
KOMMO3MLNIO, B KOTOPOWM MOXHO BbIUYNEHUTL JBa
OCHOBHbIX MJaHa: NepeAHUA 1 3aaHui [7, c. 35]. Me-
peaHuin naaH obpasoBaH AByMs HalLleHHbIMU 06b-
emMaMu BbicOToW b6osee 4,4 METPOB, COEANHEHHBIMM
Mexay CoBOMN N30THYTBEIM MOCTUKOM MAHBYSAO C U3-
AWHbIM NaBUIbOHOM HaBepxy (puc. 4,6). 3agHui
naaH npeacTaBaseT cobon ABe KpynHble HULWK, NOo-
KpbITble AeBATUKOHbKOBbIMM Kpbiwamu (puc. 7). To
€CTb TUMOIOTMYECKM MepeAHUA nnaH cbopmMmpo-
BaH noaoramu ¢ MOoTMBOM «HebecHoro gsopua»,
a 3aHuWl NNaH — AeBATUKOHbKOBbLIMW NOJOraMm.
CoefauHeHVe ABYX pa3HbIX TUMOB NMOAOrOB B OAHOM
KOMMO3uLMn — caMo no cebe y>ke JOBONbHO pes-
KW N MHTEPECHbIV NpUMep.

BawwHeobpazHbie 06beMbI NEpeaHero naaHa nme-
10T ZBa Apyca. B HUXXHeM nomelleHa cTaTys, a Bepx-
HWI BbINOJHAET AeKOopaTUBHYHO dyHKUMIO. B TO Xe
Bpems Bce 0bsA3aTesibHble A1 BalleHHbIX MOCTPOeK
YacTu 34eCb NPUCYTCTBYIOT. ITO: CTUAO0BAT, HUXXHNIA
APYC C OTAENbHBIM KapHM30M, BanKoH ¢ orpaxae-
HUEeM 1 COBCTBEHHBIMMN HANKOHHBIMU KPOHLUTENHa-
MW 1 BEPXHWUI PYC KPOHLITENHOB, HECYLLIMX KPbILLy

[3, c. 353]. bonee TOro, BHYTPeHHSAA N0rKa nepap-
XMW KOHCTPYKLMKY, 3adMKCMpOBaHHas B TpakTaTte
«MHu3a0 dawm» 3geck Takke cobtOAEHa: HUX-
HWe KPOHLUTEMHbI AOYrYH UMEIOT LLEeCTb SPYCOB,
6asIKOHHble — MATb, BEPXHNE — ceMb. B kuTarickow
apXUTEKType Kak NMpaBuao BEpXHNE KPOHLUTENHBI
B HallieHHbIX NOCTPOLiKax CYUTaNnCh bosee 3HauUm-
MbIMM, @ NOTOMY BbINMOJHAANCH KPYMHEE HUXHWUX,
a 6anKoHHbIE BbIMOJIHAMN Cyry60 dYyHKLMOHANbHYH
pOJib, @ MOTOMY PeAKO AeNanuncb KpyrnHee natu apy-
coB [6]. Kpbiwa 6aleHHbIXx 06 beMOB AEBATUKOHb-
KOBasl, 4YTo 1 Bbl10 BoNee BCEro pacnpocTpaHeHo
B MOKPbITUM BalleH B KMTACKOM apXUTEKTYpe.

KpoHLTenHbl HalleHHbIX 06EMOB YepeayroT-
cs no popme: € 31IeMeHTaMu aH 1 C 3JIeMeHTamu
XyaryH, uto gobasnseT Xnsoctu popmam, 1 Tak-
K€ CXOXe C NIOTMKOW peLleHns KapHU3HOro spyca
B 3ane LsHmyasHb xpama Li3avHbubl roposa Tan-
toaHb. BO3MOXHO, TakoW xapakTep vepesoBaHUs
bOpPM KPOHLUTEMHOB MOXHO OTHECTM K MECTHbIM
0COBEHHOCTAM.

HebecHbI MOCTMK MAHbYA0 NepeKkpbIT A0MoA-
HUTENbHOW Kpbllen, KoTopas GOpMUPYET rasepeto,
oboralas 061K LeHTpanbHon rpynnbl. OueHb je-
KOPaTMBHO peLleHa HUXHSASA YaCTb M3OrHYTOro MO-
cTvKa (puc. 6). BoINOAHABLIME 3TOT UHTEPbEPHbI
[leKkop MacTepa OUYeBUAHO YUWTbIBaAN TOT GaKT, UTo
npw Takol KOMMO3MLNK, KOrAa OCHOBHbIE CTaTyu
ABYX J0OPOAETENbHBIX CECTEP CTOSAT N03aAu Nepes-
Hel rpynmnbl, HUXKHAS YacTb M30OTHYTOrO MOCTMKA
6yaeT 6pocaTbCsl B r1a3a BCEM BXOAALWMM. STy NO-
BEPXHOCTb YKPaCWAN Pe3HbIM OPHaMEHTOM U3 re-
pecekaroLLmXCcs Kosiel, KOTOPbIA C O4HOM CTOPOHBI
Hepeako NPUMeHsACA B 0QOPMAEHUNN UHTEPLEPOB
MOCTPOEK TOTO BPEMEHMW, HO C APYroli CTOPOHBI B Ta-
KOM VCMOJHEHMUM — NMpPaKTUUeCcKu H1KorZa. B atom
nposiBuaach 6osbluas cB0OH6OLa MECTHbLIX MacTepoB
B OMepupoBaHNUN JOCTYMHbLIM apCceHaNoM geKopa-
TUBHbIX MOTUBOB.

MomMKMO 3TOro, HTepec NpeAacTaBaseT odopmie-
HWe LIEHTPaIbHOro NaBWUJIbOHa Ha U30rHYTOM MOCTU-
ke. NMockoabKy OH COBON CUMBOAN3NPYET HeHECHbIN
ABOpeL, TO ero pelleHue BbIraamT 6onee borato
" fekopaTnBHO. B ero BepxHew yactu yctaHoBe-
Hbl KPYMHble BOCbMUSIPYCHbIE KPOHLUTENHbI AOYTYH,
NPV 3TOM LEHTPaAbHbI/ KPOHLUTENH UMEET Opu-
rMHanbHyt pacxoasiuyrocs dopmy, koTopas bblna
[OBOJIbHO LUMPOKO pacrnpocTpaHeHa B apXmUTekTy-
pe cesepHoro Kutas X=Xl Bekos [11].

TaKkol KpOHLUTENH GOPMUPYET LLEHTPA/IbHbIN aK-
LLEHT, NpuBJekas kK cebe rnaBHoe BHUMaHMe (puc. 8).

CaM naBuMAbOH MNOKPLIT AEBATUKOHbKOBOW KPbILLEN,
a MeXAy BEPXHEN U HUXHEN KapHU3HbIMUK Banka-
MW yKpenaeHa pe3Has AepeBsiHHas NaHesb C LBe-
TOYHbIM Y30POM, HaNOMMHALWMM TPAJULNOHHYIO
POCANCh. DTO OUEHb LeHHbIN N peakuin npumMep
CKYJIbNTYPHOTO M306paXxKeHns PoCnncy 31eMeHTOB
JepeBAHHOro Kapkaca TOro BpeMeHw. [leno B Tom,
UTO B NEPBOHaYa/IbHOM BUAe A0 HaLIWX AHEN npak-
TUYECKUN He AOoLWo pocnucent gnHactum CyH, 1 no-
AOBHOro posa nNpumMepsbl, 3adpuUKCMpoBaBLUNE UX
KOMMO3MLMOHHYI CTPYKTYPY B pesbede upesBbl-
YalHO LieHHbI. TaKoro Xe MnjaHa pesHble naHenu
MOMeLLEeHbI U B BEpXHEW YacTh HOKOBbIX DaLleHHbIX
06beMOB M0JI0ra, U Haj HULAMKW 3a4HEro niaxa.

Huwun Ha 3agHeM naaHe TakXe AOCTaTOUYHO
WMHTEpPEeCHbI. ITO yXe He BallHK, a O4HOsAPYCHblE
06bEMBI, MOKPbITbIE AEBATUKOHBKOBBIMU KpblLla-
Mu. Ho, cnesys norvke CTpyKTypbl BCEV KOMMO3W-
LMK, Kaxzas U3 HULW NojesieHa KONOHHOM Ha ABe
yactu: 6osiee LWMPOKYHO LieHTpanbHYO 1 6osee y3-
Kyt0 — KpalHIot. B LleHTpasbHOM YacTu Kax oM
HMLLIW YCTaHOBJ/IEHO MO CTaTye AobpoaeTenpHon ce-
cTpbl. VI kKapHM3Has yacTb 34eCb Takxke MMeeT ak-
LIeHT B BMZE KPYMHOMO PacxoAALLerocs KPOHLTEHa,
CXOXEro C KPOHLITENHOM HebeCHOro NaBuIbOHa.
3T0 TakXKe BOCbMUAPYCHBIW, Hanbosiee KpynHbIv U3
HOPMAaTUBHbIX KPOHLITENHOB AOYTYH.

AHann3 CTPyKTypbl KPOHLUTEMHOB, a Takxe fje-
TaNlbHOTO MOCTPOEHUSA OTAENbHbIX YacTel JaHHOro
noJiora No3BOAWNA CAeNaTb KUTANCKUM UCCiesoBa-
TeIIM BbIBOZ, O MOAY/IbHOM XapaKkTepe NoCTPpOeHMs
BCeW 3TON NHTepbepHow rpynnbl [7, ¢.110]. OcHoB-
HbIM MOZYJIeEM 34eCb BbICTYMaeT BbICOTa CEUEHMS
CTaHAApPTHOro 6pyca KpoHLWTeHa AOYryH. To xe
camoe Hamu HblI0 3aMeyeHo paHee Npw aHann3e
fekopa wkadoBs B 3ane XpaHeHUs CyTp MOHACThbI-
pa XyaaHbcbl B [laTyHe [10]. loBOABHO peryaspHsbii
XapakTep UMeeT 1 pa3MeLLeHne CTPOMUA KpblLl Mo-
NIOrOB Haj, KpoHLWTenHaMu. B 6onbwunHcTBe Cny-
YyaeB MeXJy KPOHLUTEMHAMU YJI0XEHO MO BOCEMb
cTponwua. To eCTb B 3TOM TakXXe 3aMeTHa ynopsajo-
YEeHHOCTb, MPUCYLLAs apXUTEKTYpe TOro nepuosa.
XapakTep nsrnba ckatoB Kpbill B Nojore cneny-
eT NpaBW/ly NMOCTPOEHMUSA U3OTHYTbIX MOBEPXHOCTEN
KpbiL, ONMcaHHOMY B TpakTaTe «/Hu3ao dawmn» [7,
. 79]. IHbIMn cnoBamu, macTepa, BO3BOAMBLUME
JaHHbIV 3/1IeMeHT MHTepbepa, OblIN XOPOLLO 3HaKO-
Mbl C MpaBUiaMun BO3BEAEHWS 34aHWNA, 1 BO3SMOXHO
y4acTBOBa/IM TakXXe U B peasbHOM CTPOUTENbCTBE.

Hag, ABYMs rnaBHbIMUW CTaTysiIMW BHYTPUW MONOrOB
YKpenieHbl JeKOPaTUBHbIE PE3HbIe NMaHeNN, KOTopble
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CUMBOJIN3MPYHOT Pe3Hble KECCOHBI, yKa3blBaBLUNE Ha
fobpogeTent pasMeLleHHbIX Mog HAMW CBATbIX [7,
€.67]. B nnane oHn nmetoT popmy KBagpaTa, B KOTO-
pbI BNXCaH ABOMHOW KPYr, @ BHYTPb Kpyra nome-
LWEH LWeCTUrpaHHKK, CMIOLWb NOKPbITHIA Y30pOM 13
nepecekaroLmxcs konel, (puc. 9). ABCoNOTHO naeH-
TUYHYHO WIOCTPALIMIO TaKoro AeKopaTMBHOTO pe-
LUeHMA MOXHO B TekcTe TpakTaTa «/Hu3ao dawwm»
[6]. Cpeayn coxpaHMBLUMXCA NOCTPOEK AOBOJIbHO pPej-
KO MOXHO BCTPETUTb Takoe HA13Koe COOTBETCTBMUE
AEKOPATMBHBIX MOTUBOB TPe6OBaHNAM HOPMaTUB-
HbIX TEKCTOB, MO3TOMY AaHHbIV NpUMep NpeAcTaB-
nset coboit 6ONbLUYHO LIEHHOCTb.

OTaenbHOro BHMMaHWA 3acay>kunsaet n popma
ctnnobatos (puc. 10). Mo TNy — 310 ctnnobathbl
crolimuy3o, To ecTb NNaTGOPMBbI MO BbICOTE, pasje-
NeHHble Ha TPW 4YacTu, U3 KOTOPbIX BEPXHAA N HUX-
HAA YacTW BbICTYMNaroT, @ LeHTpanbHas yraybaeHa. Ho
3/1€Cb B HUXHEW YacTu NPUCYTCTBYET Tak Ha3biBae-
Mblli AEKOpP B BUAE «/1€MeCcTKOB rmbuckyca» — ¢gy-
XKyH6aHb [1]. 3TOT feKop ynoMMHaeTcs B TpakTaTe
«HU3a0 dalwm», HO OTAENBHOW MANOCTPaLUN ero
BMAa HeT. [l03TOMy A0 HeAaBHEro BpeMeHu TOYHO
He OblI0 N3BECTHO, KakOW MMEHHO AeKOPaTUBHbIN
MOTMWB CTOWT 3a JaHHbIM onuncaHneM. Kak pa3 n3yue-
HWE UHTepbepa Xpama IPCAHbMSAO NO3BOANAO Hall-
T 3TOMY HariagHoe nogTeepxgenHue [7, c. 50-55].

B TpakTaTe ecTb TO/bKO YCIOBHOE M300paxeHue
HUXHeW YacTu JlepeBSHHOrO NoJora, rAe nokasaHa
oTAeNKa BONHUCTBIMU IMHUAMW. Ho no 3ToMy 130-
Hpa>keHNo HbI1I0 OUEHb CNOXHO CYAUTb O PakTu-
yeckom Buge Takoro gekopa. ConocraBaeHne xe
C XPaMOM DPCAHbMAO NMO3BOANAO COOTHECTM bop-
Mbl cTUNObHaTa ero LEeHTPanbHOM YacTu € 3TUM 130-
6paxkeHnem.

3AK/IFOYEHUE

MoaBoAs NTOr, MOXHO caenatb pag obobua-
FOLLMX 3akatouyeHun. NMpoaHann3mpoBaHHbIA 60-
raTblli JeKOp MONOroB XpaMOBOTro 3a/1a NMoMeLLeH
B TPEXMPOJIETHYHO NOCTPOWKY JOCTaTOYHO HU3KOTO
paHra, n3 4Yero MOXHO NpPeAnosoXnTb, YTO CIOXK-
HOCTb MHTEPbEPHOro y6paHCTBa B KMTAWCKOW ap-
XUTEKTYpe He Bcerga Hanpamyr Koppeanposana co
CTaTyCOM COOPY>KEHUS, N CKopee Bblpaxkana nou-
TUTENIbHOE OTHOLLEHME K 06BbeKTaM MOK/IOHEHMS,
pa3meLLaBLINMCS B AaHHOM xpame. CXOXUM npu-
MEPOM MOXET CNYXWUTb TPEXMPONETHbIV TNaBHbIN
XpaM MoHacTbips Li3nHTycel 1184 roga B yesge VH-
CAIHb, B KOTOPOM YKPENJeH YpPe3BbIYaHO COXHBbIN
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Mo KOMMO3MLMWN U CTPYKTYpPE AeKOPATUBHbIN NOTO-
NOK C KECCOHaMMW.

B nepeBAHHbIX NOAOrax xpama IPCAHbMAO OT-
YeT/NIMBO NposBAeH MOTMB «HebecHoro aBopLa»,
npuYeM OH BblpaXeH Kak CMMBOMYECKM B BUAE
W30THYTOro MOCTMKa C MaBWIbOHOM Ha HeM, TaK
W B CTPYKTYpE NAaHNPOBOYHON KOMMO3ULMM, UMe-
towen M-obpasHyto popmy. Hanmume aByx AaHHbIX
NpPUeMOoB BblpaxeHWs MoTMBa «HebecHoro asop-
Lua» B O4HOM MHTEPbEPHOM 3aMbIC/e POAHUT Ae-
KOp rNaBHOrO 3a1a XpaMa JPCAHbMSAO C MHTEPbEPOM
3aNa XpaHeHua cyTp B MOHacTblpe XyasaHbcbl B [la-
TYHe, KOTOpPbIN TakXe cTpomacs npu guHactmm Ce-
BepHasa CyH.

MNpw conocTaBaeHNM xapakTepa NOCTPOEHNS MO-
NIOroB B 3PCAHbMSO C TEKCTOM TpakTaTa «MHu3ao
dawm» 6610 BbIABNEHO NCMOAb30BaHNE BYX OMNU-
CaHHbIX B TpakTaTe TMMNOB NOAOrOB B OAHOW KOMMO-
3ULMK, UTO NPEeACTaBASETCA JOBOJbHO HEOObIUHbLIM
1 KOMNO3ULIMOHHO H6onee CNoXHbIM peLueHneM. Kpo-
Me TOrO, apXUTEKTYpPHbIe 31EMEHTbI B NoJiorax Jp-
CAHbMSIO NMOKPbIBALOT BECh UX O6BEM, Tak UTO Camu
nosiorn oGopmMAeHbI B BUAE HEOOAbLLMX HaLLEHHbIX
1 3a/ibHbIX MOCTPOeK. A Mo npaBuaam TpakTaTa ap-
XUTEKTYPHbIN MOTUB «TepeMoB u balueH HebecHo-
ro ABopLa» maHb2yH-/10y23 AOKEH pa3MeLLaTbCa
NNWb B BEPXHEW YacT NOMOroB. Takas KOHCTPYK-
TUBHas U MOHYMEHTa/IbHas MHTepnpeTaLms apxu-
TEKTYPHbIX POPM B MHTEPbEPHOM Jekope Takxe
POAHMWT BHYTPEHHEE NPOCTPAHCTBO XpaMa JPCAHb-
MSIO C 3a710M XpaHeHus cyTp B [aTyHe.

U xpam B SpcaHbmso (1097), n npuHumnunans-
HO CXOXMI C HMM 3a1 MOHacTbIpa XyasHbcbl (1184)
cTpounmch npu anHactum CeeepHas CyH, B TO Bpe-
Mf, KOrAa npaBuaa CTpPoOUTeIbHOro TpakTaTta «/HLu-
3a0 dawwm» (1103) ewwe He HbIIM LLMPOKO N3BECTHbI
CTPOMTENAM U He BOLWAM B MONHON Mepe B CTPOu-
Te/IbHYIO NPAaKTWKY BCEX PErMOHOB UMnepum. A no-
TOMY B OTZe/IKe N0J0roB U WwkadoB AaHHbIX XpaMOB
3aMeTHbI JOBOJIbHO CUJ/IbHbIE PACXOXAEHMS C HOpP-
MaTUBHbIM O6/IMKOM AaHHbIX 31eMEHTOB UHTepbepa.
Bo Bcex nocTpoiikax, NOABUBLUNXCA MOCAE BbIXOAA
TpaKTaTa, Takoro CUJAbHOrO pacxoxgeHus ¢ Tpebo-
BaHWAMM TpaKTaTa y>Xe He BCTPeYanoch.

[JeTanbHbl aHann3 NPoONoOpPLMOHaNbHbIX COOT-
HOLUEHWU AepeBAHHbIX 3/IEMEHTOB MOAOrOB B r/1aB-
HOM 3ase Xpama JPCAHbMSAO MO3BOANA BbIABUTb
MOAYNbHbIN XapakTep nx noctpoeHus. OCHOBHbIM
MOAYyJeM, Kak U B peasbHOU apXUTeKType, B AaH-
HOM C/lydae Cy>Xuaa BblCOTa cedeHua CTaHAapT-
Horo 6pyca KpoOHLWTeNHa AoyryH. Bce octanbHble

yacTu NONOrOB, a TakXe NX obLme BbICOTa U LWN-
pWHa 6blIM KpaTHbI AaHHOMY MOAYbHOMY pa3me-
py. Momnmo 3710ro, 66110 3aMeUeHOo cnesoBaHue
N HEKOTOPbIM APYrUM MpaBuiaM CTPOUTENbHOrO
TpakTata «/Hu3a0 dawwn», 4TO NO3BOAMNO Npes-
NONIOXUTb Hafnume rnybokmx 3HaHU O NpaBuaax
CTpouUTENbCTBA Y MacTepoB, paboTaBLunx Hag Ae-
KOPOM MHTepbepa.

Ewe oagHUM fOCTUXEHMEM NPU aHaNn3e AeKo-
pa NoJioroB B Xxpame DPCAHbMSO CTalo YTOUHEHWE
BHELLHEro B1Aa Aekopa B BUAE «NenecTkoB rmbuc-

Kyca» @y>xyHbaHb, UTO A0 TOro 6bI10 O4HUM U3
TeMHbIX MeCT B MOHUMaHWKW TeKCcTa TpakTaTta «/H-
u3ao dam».

B LlenoM MOXHO ckasaTb, UTO feTalbHoe nccne-
JOBaHWe OTAeNKWN NHTepbepa F1aBHOrO 3a/a Xpama
SpcAHbMAO NO3BOANAO bosiee ry6OKO NPOHUKHYTb
He TO/IbKO B 0COBEHHOCTM BHYTPEHHero ybpaHcTea
XPaMOBbIX NOCTPOeK AnUHAcTUM CyH, HO ¥ B OTAeNb-
Hble BOMPOCHI, CBA3aHHbIE C apxutekTypor Kutas
JaHHOro Nepuoga B Lies oM.
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A STUDY OF THE CHARACTERISTIC IMAGE
OF CHEN HONGSHOU'S WOODCUT
"WATER MARGIN" IN THE MING DYNASTY

Summary: The article examines the influence of one
of the most significant artists of the Ming dynasty, Chen
Hongshou (1598-1652), on the development of Chinese
xylography. The artistic and philosophical features of
Chen Hongshou's engravings are analyzed using meth-
ods of historical-cultural, stylistic, semantic, and technical-
technological analysis. The article highlights key aspects of
the master's works, including innovative execution tech-
niques, symbolism, and emotional depth presented in the

Study of Chen Hongshou's engravings, par-
ticularly his series Water Margin, is essential for
clarifying the trends in the interaction between
traditional methods and new aesthetic princi-
ples in late Ming dynasty Chinese painting. Chen
Hongshou made a significant contribution to the
development of xylography, with his works re-
flecting not only technical innovations but also
profound philosophical ideas that remain rele-
vant for understanding Chinese art. Chen Hong-
shou’s engravings influenced the development
of not only Chinese but also global art. They be-
came an important source for studying new ar-
tistic movements that emerged in the context of
the social and political changes of the time. The
engravings created by Chen Hongshou for the
novel Water Margin (also known as Outlaws of
the Marsh or K%, Shuihu Zhuan) were pro-
duced around 1630, when the artist was about
32 years old. Currently, these works are pre-
served in the Xu Wei Art Museum in Shaoxing
City, Zhejiang Province. From September 28 to
December 20, 2022, they were displayed in the
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illustrations for the novel Water Margin. Studies by oth-
er authors are referenced, including articles on the ar-
tistic style and philosophical context of the artist's work.
The conclusions trace the reflection of social and cultural
changes in Chen Hongshou'’s engravings, as well as the
interplay of traditional Chinese culture and contempo-
rary artistic trends in the master’s works.

Keywords: Chen Hongshou, engravings, Chinese xy-
lography, Chinese artists, Ming dynasty.

exhibition “High Antiquity and Strange Perfec-
tion: Exhibition of Chen Hongshou's Works” on
the second floor of this museum.

Existing studies on Chen Hongshou emphasize
the high significance of the master's works for the
history of Chinese art. In the article "Painting of the
Song Dynasty (10th-13th Centuries) and Chinese Folk
Nianhua Painting”, Zhou Xing examines Chen Hong-
shou’s work in the context of Chinese folk painting
and xylography, focusing on his influence on the de-
velopment of Ming dynasty Chinese art. The study
highlights the uniqueness of the master’s style, which
combined traditional Chinese artistic techniques with
new aesthetic approaches. However, it insufficient-
ly explores how Chen Hongshou’s works influenced
the development of art beyond China [1]. (Fig. 1)

In the article “Landscape Gardening Art as a Fac-
tor in Transformations of Chinese Landscape Paint-
ing”, Lu Sa examines the influence of Chinese artists
on the development of landscape painting in Chi-
na. The article describes the emotional and aesthetic
aspects of the artist's work but does not give suf-
ficient attention to the philosophical context of his

Fig. 1. Chen Hongshou. Portrait of Song Jiang. From the
engraving series “Water Margin”. Circa 1630. Xu Wei Art Museum,
Shaoxing City.

works [2]. Wang Yuzhong, in the article “Female Por-
traiture of the Qing Dynasty: Evolution of Portraiture
and Socio-Aesthetic Representations of the Era”, con-
siders works of the period within the context of the
evolution of female portraiture in China. The study
offers many details about the stylistic and aesthet-
ic features of the artist's works but still insufficiently
illuminates their influence on the subsequent devel-
opment of art [3]. Dinara Viktorovna Dubrovskaya, in
the article "Rediscovering Giuseppe Castiglione: Lang
Shining (1688-1766) Returns Home", also mentions
Chen Hongshou in the context of Chinese painting
and his contribution to the development of tradi-
tional Chinese culture. However, the research lacks
an interdisciplinary approach, which limits the abili-
ty to reveal the influence of Chen Hongshou's works
on other cultural traditions [4].

o 2 B \\
H.-,.,_'# £

,:;]' ({{- | .,'l

Z, [N

i ] _F I '-._-."I

, )

Ty - I 1l i

— =

Fig. 2. Chen Hongshou. Portrait of Lin Chong. From the
engraving series “Water Margin”. Circa 1630. Xu Wei Art Museum,
Shaoxing City.

Chen Hongshou's engravings are distinguished by
complex composition and emotionally, sometimes
dramatically, charged subjects. The main scenes in
his engravings depict individuals in tense or sorrow-
ful moments, including scenes from famous plays or
literary works like Romance of the Western Cham-
ber (FAfEiC), where the artist masterfully conveys
the emotional states of his characters. (Fig. 2)

Chen Hongshou's engraving technique was in-
novative for its time, incorporating elements of tra-
ditional Chinese painting into xylography. The artist
used fine lines to convey details and emotional ex-
pressions, which was uncommon in the painting of
the time, where form and movement played a more
prominent role. Chen Hongshou also actively em-
ployed hatching techniques to create depth and tex-
ture, lending his works exceptional expressiveness
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and vibrancy. The influence of traditional Chinese
painting and xylography is distinctly visible in the
composition of his engravings. At the same time,
he skillfully integrated spatial and perspective ele-
ments characteristic of Chinese art with more con-
temporary narrative visual techniques. These features
underscore Chen Hongshou's innovative approach,
combining traditional techniques with new meth-
ods of his era, creating works that remain valuable
for contemporary artists [5].

One of the most significant elements Chen Hong-
shou incorporated into his engravings is the sym-
bolism of the depicted characters. Each character in
Water Margin is presented not only in accordance
with their role in the novel but also reflecting the
artist's personal sympathies and antipathies. Nota-
bly, Chen elevates characters such as Wu Song, who
symbolizes justice and determination, portraying
him in a more noble light than some other charac-
ters despite his violent actions. Conversely, the art-
ist critically depicts characters whose behavior he
disapproved of, such as LU Junyi and Li Ying, em-
phasizing their lowly origins and weaknesses, there-
by showcasing his perspective on social and moral
norms [6, p. 423].

An essential part of the semantics in Chen Hong-
shou's works is his attention to detail and symbol-
ism in depicting the clothing and accessories of
the characters. Often, he used intricate ornaments
and decorative elements that not only highlight-
ed the characters’ social status but also reflected
the cultural nuances of the era. These elements
are not merely ornamental but serve as symbols
that hint at the inner qualities and destinies of the
characters. For instance, the attire and weapons
of Wu Song allude to his bravery and decisive-
ness, while the simpler, even humiliating elements
in the depiction of other characters like Gongsun
Sheng reveal their secondary importance in the
narrative. (Fig. 3)

Chen Hongshou's philosophical ideas are reflect-
ed in the composition and overall atmosphere of his
engravings. The artist often used nature’s symbol-
ism to underscore the inner states of the characters
or the scene’s mood, aligning with the Daoist views
of his time. Water, mountains, and trees depicted in
the background do not merely create a setting but
serve as metaphors for deeper themes, hinting at
concepts such as the struggle for justice, the inevita-
bility of fate, or the inner conflict of the characters.
In his engravings, Chen Hongshou also emphasiz-

30

Fig. 3. Chen Hongshou. Portrait of Lu Zhishen. From the
engraving series “Water Margin”. Circa 1630. Xu Wei Art Museum,
Shaoxing City.

es the theme of change and the fluidity of time, as
seen in the dynamics of the compositions and the
use of lines and spaces [7, p. 88].

Chen Hongshou's works are distinguished by
their unique style, combining fine lines, refined de-
tails, and a particular focus on the expressiveness
of the characters. Chen Hongshou employed the
baimiao (H#4) technique, which involves the ex-
clusive use of lines to create an image without the
application of color. This technique requires great
skill, as the lines alone must convey form, volume,
texture, and even the emotional state of the de-
picted subject. (Fig. 4)

The lines in his engravings are characterized by
their variety: they can be sharp and angular or soft
and fluid. This diversity of lines adds dynamism and
depth to the images, creating a sense of movement
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Fig. 4. Chen Hongshou. Portrait of Lu Zhi. From the engraving
series "Water Margin”. Circa 1630. Xu Wei Art Museum, Shaoxing
City.

and life. Each element of the costume is meticu-
lously detailed, emphasizing not only the status and
character of the hero but also enhancing the dec-
orative value of the image. At the same time, Chen
actively used contrast between dense and light ar-
eas, adding volume and texture to his engravings.
Compositionally, his engravings are both inter-
esting and diverse. Chen Hongshou skillfully uti-
lized the sheet's space to create intricate scenes
with numerous characters while maintaining clari-
ty and expressiveness for each. He often employed
the "multi-layered” method, where the foreground
and background merge into a unified composition,
creating an illusion of spatial depth. This technique,
along with the emphasis on the main characters in
a scene, helped create powerful visual images that
capture attention and remain memorable [8].

The artist also applied the “dotted line” method
(A%k), where the lines defining object contours are
interrupted and then resumed, creating an impres-
sion of lightness and transparency in the image. Es-
sentially, this technique not only highlights details
but also renders the image more lively and natural.

The influence of traditional Chinese painting is
evident in Chen Hongshou's works through his at-
tention to symmetry, harmony, and rhythm in com-
position. His engravings reflect the influence of the
classical school of landscape painting, which em-
phasized not only the depiction of nature but also
the conveyance of a person’s inner state, mood,
and thoughts through interaction with the natu-
ral environment.

Compared to other works by the master, such
as his depictions of Buddhist and Daoist deities or
portraits, these engravings exhibit a blend of folk
style and high artistic culture. In these engravings,
Chen Hongshou used more angular and rigid lines,
contrasting with the softer and smoother lines seen
in his Buddhist figures. This contrast underscores
the difference between the world of heroes and the
spiritual realm, to which the master also turned his
attention [9, p. 141].

The compositions of the engravings in Water
Margin are dynamic, corresponding to the turbu-
lent nature of Shuihu Zhuan's narratives, whereas
his other works are often characterized by symme-
try and calmness. The engravings also stand out for
their less saturated color palette and pronounced use
of black-and-white contrasts, distinguishing them
from the more vivid and detailed Buddhist paint-
ings. As an outstanding master of his time, Chen
Hongshou was significantly influenced by various
artistic schools, with the wenrenhua (“literati paint-
ing") school occupying a special place. This school,
which cultivated the ideals of the scholar-aesthete,
shaped his approach to composition, technique, and
subject matter. Under the influence of the wenren-
hua school, Chen Hongshou paid great attention
to the spiritual dimension of his works [10, p. 43].

It can be argued that Chen Hongshou's Water
Margin engravings had a significant impact on both
Chinese and global art, particularly in the field of
xylography. His works marked an important step
in the evolution of engraving techniques, elevating
the level of artistic expression and technical mas-
tery. Chen Hongshou utilized xylography to create
intricate and detailed images which, despite their
small size, possess remarkable depth and expres-
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siveness. The master’s innovative approach great-
ly influenced subsequent artists both within China
and abroad. His engravings, with their elegant lines
and complex forms, attracted the attention of col-
lectors and art enthusiasts from both Chinese and
Western circles.

In the context of Chinese philosophy, Chen Hong-
shou’s use of characters and their actions reflects
moral lessons and ethical norms rooted in Confu-
cianism. Heroic figures can be interpreted as sym-
bols of justice and virtue, while negative characters
are often depicted with an emphasis on their mor-
al weaknesses.

Later, this style of xylography influenced the de-
velopment of visual arts in China during the late
Ming and early Qing dynasties, setting new stand-
ards for the quality of printed works and artistic so-

phistication. Within China’s cultural heritage, Chen
Hongshou's engravings hold a special place as ex-
amples of the fusion of high culture and popular
art. His works continue to attract the interest of re-
searchers and collectors, underscoring their lasting
impact on the development of Chinese art.

Future research on Chen Hongshou's work in-
cludes a deeper exploration of the influence of his
engravings on art beyond China, as well as the ap-
plication of interdisciplinary approaches to analyze
his works. Subsequent studies are expected to ex-
amine the master’'s impact on Japanese art and con-
duct a comparative analysis of Chen Hongshou's
engravings with those of other artists of his time.
A more detailed study of his engraving techniques
and their influence on the development of xylog-
raphy in various cultural contexts is also planned.
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OCOBEHHOCTW I'PABHOP YsHb XYHLUQOY
K POMAHY «PEYHbBIE 3ABO4N»

AHHOMayus: B ctatbe paccmMaTpuBaEeTCs BANAHNE OAHO-
O M3 CaMbIX 3HAUUTENIbHBIX XYAOXKHUKOB ANHACTUM MuH,
YsHb XyHwwoy (1598-1652), Ha pa3BUTUE KNTANCKOWN KCUO-
rpaduu. NpoBoanTCA aHaN3 XyAOXKEeCTBEHHbIX U dunocod-
CKMX ocobeHHoCTen rpastop YaHb XyHLwoy. Vicnonb3syrotcs
MeTOZbl MCTOPUKO-KYIbTYPHOTO, CTUIEBOTO, CEMaHTUYECKO-
ro 1 TEXHUKO-TEXHONOTMYECKOro aHanmnsa. B ctatbe Bbige-
NAKOTCA KAtOYeBble acnekTbl paboT MacTepa, B TOM yncie
MHHOBALMOHHbIE TEXHUKN NCMOJIHEHWS, CUMBOAM3M W 3MO-
LUMoHanbHas rnybuHa, npeacTaBieHHble B UANFOCTPALIMAX

M3yueHue rpaBrop YsHb XyHLwoy, ocobeHHO ero
cepun «PeyHble 3aBOgM», BaXKHO /11 YTOUHEHWNA TEH-
AeHUMI B3aMMOAENCTBUS TPAAULMOHHBIX METOZLOB
C HOBbIMM 3CTETUYECKMMM MPUHLMMAMU B NO34HEN
KUTaNCKOW XunBonucu nepmnoga MuH. YsHb XyHwoy
BHEC 3HauuUTeNbHbIV BKAaZ B pa3BUTUE KCUaOrpa-
duw, ero paboTbl OTpaXaroT He TOIbKO TEXHUYecKme
HOBLUECTBa, HO U rnybokune dunocodbckue naeun,
KOTOpble A0 CUX MOP OCTAtOTCA aKTyalbHbIMWU A4S
MOHVMaHWA KNTaNCKOro nckycctea. MpaBropbl YaHb
XyHLLIOY NOBAWAAM Ha Pa3BUTME HE TOJIbKO KUTaNCKO-
ro, HO ¥ MMPOBOIO UCKYCCTBA, OHW CTaan BaXHbIM
NCTOYHMKOM A9 U3YUYEHMA HOBbIX XYOXECTBEH-
HbIX TEUYEHWI, KOTOPbIE Pa3BMBAINCh B KOHTEKCTE
CoLMaNbHbIX U NOANTUYECKMX U3MEHEHWIA TOTO Bpe-
MeHW. paBropbl Y3Hb XyHLWOY K poMaHy «PeyHble
3aBoAu» (TakXke M3BECTHOMY Kak «BogHbin npe-
aen» uan «IKE», «lWyixy uxyaHb») 6bIaN CO3-
AaHbl okono 1630 roga, KOraa XyAOXXHUKY 6b110
okono 32 net. B HacTosLLEe BpEMSA OHU XPaHATCS
B Xyz0XecTBeHHOM My3ee nmeHu Croi Bai B ropo-
ae WaocunH (npoBmHuma YxauzsaH). C 28 ceHTAbps
no 20 aekabps 2022 roga oHW bbLIM NpeacTaBne-

K pomaHy «PeuHble 3aBoAn». YNOMUHaIOTCA UccneaoBa-
HWA APYTr1X aBTOPOB, CPeAW KOTOPbIX CTaTby, MOCBALLLEH-
Hbl€ Xy0XEeCTBEHHOMY CTUIO U PUIOCOPCKOMY KOHTEKCTY
TBOpYECTBa XyA0XHWKa. B BbIBOAax NpocaexmvBaeTcs oTpa-
>KeHwue B rpaBropax YsaHb XyHLLIOY COLManbHbIX U KyAbTyp-
HbIX n3MeHeHnn. OTpaxxeHo B3aMMoZencTBMe B paboTax
MacTepa TPaANLNOHHOM KUTANCKOW KyAbTypbl N COBpEe-
MEHHbIX eMy XYA0XEeCTBEHHbIX TEHAEHLMNA.

Knrouessie cosa. YsHe XyHwoy, epasropsl, kuma’dickas
kcunoepagbus, kumadickue XyOoxXHuUKuU, QuHacmus MuH

Hbl Ha BbiCTaBKe «BblCOKas APEeBHOCTb N CTPaHHOEe
coBepLUeHCTBO. BbicTaBka paboT YsHb XyHLWwo» Ha
BTOPOM 3TaxKe 3TOro Myses.

CyliecTByroLme nccaesoBaHms, NOCBALWEHHbIE
Y3Hb XyHLLIOY, rOBOPAT O BbICOKOM 3Ha4YeHnn TBOpP-
yecTBa MacTepa A/l UCTOPUM KMTaCKOrO NCKYCCTBa.
B ctatbe «Xuneonuck nepuoga CyH (X-XIII Beka) v ku-
TalicKas HapoZHas KapTnHa HAHbxya» Yoy CuH pac-
cMaTpmBaeT TBopYecTBO Y3Hb XyHLUOY B KOHTEKCTe
KWUTaNCKON HAPOAHOM XMBOMMCK 1 Kcunorpaduw, yae-
NAA BHYMaHWE ero BAUAHWIO Ha Pa3BUTME KUTANCKOro
nckycctea nepuoga MuH. B nccnegoaHnm noguépku-
BaETCs YHWKaNbHOCTb CTUA MacTepa, KOTOpbIi 06b-
eAVHUA TPaAWLIMOHHbBIE KUTaCKME XYAOXECTBEHHbIE
TEXHWKM C HOBbIMMW 3CTeTUYeckumun nogxogamu. Oa-
HaKo BCe Xe Hef0CTaTOUYHO NOAPOBHO PaCKPbITO, Kak
MMeHHO paboTbl Y3Hb XyHLLOY NOBAMAAW Ha pPa3Bu-
The nckycctea 3a npegenamu Kvtas [1]. (ma. 1)

B cratbe «CafoB0o-NapkoBOe UCKYCCTBO Kak GakTop
N3MeHeHW 06Pa30B KNTANCKOW Ner3aXkHOM XUBOMK-
cn» Jly Ca paccmaTpuBaet BAUSIHWE KUTAACKUX Xy[0XK-
HWKOB Ha pa3BuUTMeE Nel3axkHON >XumBonucy B Kutae.
CraTbs ONUCbIBAET 3MOLMOHaNbHBIE U 3CTETUYECKME
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acnekTbl TBOPYECTBA XYAOXKHMKA, HO HEJOCTaTOUHO
BHWMaHMA yaeneHo GnaocodcKkomy KOHTEKCTY ero pa-
60T [2]. BaH FOxxyH B cTaTbe «XKeHCKuii NOPTPET 3Moxu
AnHacTum LinH: aBositoums nopTpeTa u coumanbHo-
3CTETUYECKMX NPEACTaBAEHNIA 3MOXM» B KOHTEKCTE
3BOJIIOLLMM XKEHCKOro nopTpeTa B Knutae paccmatpu-
BaeT paboTbl 3noxu. B pabote MOXHO y3HaTb MoOXe-
CTBO MOAPOBHOCTEN O CTUANCTUUECKUX U SCTETUUECKNX
0CoBeHHOCTAX paboTax XyAOXKHMKaE, OfHAKO OHa BCe
e HeAO0CTaTOYHO OCBeLLaeT MX BAMSHME Ha Nocie-
Ayroliee passuTne nckyccrsea [3]. B ctatbe JuHapebl
BukToposHbl lybposckon «ObpeteHne [xy3enne Ka-
ctunboHe: Jlan LWnHnH (1688—1766) Bo3BpalLaeTcs Ha
POAVHY>» Tak>Ke YNOMWHaeTca YaHb XyHLUOY B KOH-
TEKCTE KUTaNCKOW XXMBOMWUCK W €ro BKNaJ, B pa3BuTue
TPaAVLMOHHOM KUTacKom KynbTypbl. Ho B nccnepo-
BaHWW He UCMONb3YeTCH MEXANCLMMIMHAPHBI NOA-
XOf, YTO He NO3BOJINO BbISBUTb BAVAHWA TBOPYECTBA
YsHb XyHLLOY Ha Apyrue KyabTypHble Tpaguumm [4].

IpaBropbl Y3Hb XyHLLIOY OTNYAIOTCA CNOXHOMN
KOMMO3MLMEN N SIMOLMOHANbHBIMU, NoAYac Apa-
MaTuyeckmmMmu croxetammn. OCHOBHbIE CLLEHbI ero
rpaBrOp 3TO M306pPaXKeHNs NHOAEN B HAMPAXKEHHbIX
WAN NeYvanbHbIX MOMEHTax, B TOM YMCAe CLEHbI U3
M3BECTHbIX NbEC UAN ANTEPATYPHbIX NPOU3BEAEHMI
TMna «3anagHas KoMHaTa» (FHEIC), rae Xya0oXKHUK
MacTepcKku nepesaeT SMOLMOHa/bHbIE COCTOAHWS
CBOUWX MepcoHaxein. (na. 2)

TexHuka ncnonHeHus rpastop YaHb XyHLoy oT-
InyaeTca HOBAaTOPCTBOM /1 CBOErO BPEMEHW, Besb
B Hel NPUCYTCTBYET coYeTaHne TPaANLNOHHOM KU-
TaliCKOW XUBOMUCK C 31eMeHTaMu Kcuaorpaduu.
XYBOXKHWK UCNOb3YEeT TOHKME NNHUN A4 nepeja-
un AeTanein 1 3MOLMOHANbHOMO BblpaXXeHUs aunL,
yTO HbINIO HEXapaKTepPHO ANA XXMBOMUCK TOrO Bpe-
MEHW, rAe Ba>XkHOe MecTo 3aHuManv dopma u ABu-
XeHue. Y3Hb XyHLLIOY TakKe aKTUBHO MCMOJ/b30Ba
TEXHWUKY LUTPUXOBKM, YTODObI CO3aThb OLLYLLEHWE Ty-
H6UHbI U TEKCTYpPbI, UTO TOXe NpuaaBano ero pabo-
Tam 0Cobyto BbIPa3uTeNbHOCTb U XXMBOCTb. BansHme
TPaAVLMOHHOW KUTaNCKOW XUBOMUCU U KCUOrpa-
bVK OTUETANBO NPOCNEXMBAETCA B KOMMO3NLIUN
ero rpastop. [1py 3TOM OH AOBOJILHO YMEJO COeAn-
HAET NPOCTPAHCTBO W MePCNEeKTUBY, XapaKTePHble
419 KMTAMCKOro UCKYCCTBa, € Honee coBpemMeHHbI-
MW 3/1eMeHTamMU BM3YyasbHOro NOBECTBOBAHMS. OTK
0COBEHHOCTN NOAUYEPKMBAKOT HOBAaTOPCKMI NOAXOS,
YsHb XyHLIOY, KOTOPbIV coYeTan TpajuLNOHHbIE
TEXHUKW C HOBbIMW NS TOFO BPEMEHU MpUEMaMMy,
co3gaBas paboTbl, KOTOPbIE OCTAOTCA LIEeHHbIMU
N ANA COBPEMEHHbIX XYAOXHUKOB [5].
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BepoATHO O4HWM M3 caMbIX 3HaUNMbIX 31EMEH-
TOB, KOTOPbIA Y3Hb XyHLIOY BAOXWA B CBOU FpaBHo-
pbl, ABASETCA CUMBON3M U306PaXXEHHbIX repoes.
Kaxkabli nepcoHax «PeuHblx 3aBojei» npescTaBieH
He TO/bKO B COOTBETCTBUW C €r0 POJIbO B POMaHe,
HO M C YYETOM NINYHbIX CUMMNATUIA N aHTUMATUR Xy-
AO>XHMKa. B yacTHOCTN MOXHO 3amMeTuTb, UTo Y3Hb
BO3BbILLAET TaKMX repoes, kak ¥ CyH, KOTOpbI CUM-
BO/IN3MPYET CNPaBeANNBOCTb U HEMOKONEOMMOCTb,
npezcTaBnss ero B 6onee 6n1aroposHOM CBeTE, YEM
HEeKOTOPbIX APYTUX NEPCOHAXKEN, HECMOTPS Ha ero
XECTOKME NOCTYNKW. B TO xe Bpems, Xy[0XKHUK Kpu-
TUYECKM N306paxkaeT nepcoHaxer, Ybé noBseseHne
OH ocyxgaasn, K npumepy Jltor UskyHb 1 Jn VK, noa-
YEpPKMBas NX HU3KOE MPOUCXOXAEHUE N cnabocTy,
TEM CaMbIM MOKa3blBas CBOE OTHOLLEHME K COLM-
a/fbHbIM M MOpanbHbIM HOpMaM [6, c. 423].

Ba>kHOM YaCTbio CEMAHTMKM €ro NPon3BeseH N
ABNAETCA BHMMaHWeE Y3Hb XyHLUOY K AeTandM U CUM-
BOJIMKE B N306paXKkeHnn oAexabl N akceccyapoB
nepcoHaen, Besb 3a4acTyo OH UCMOAb30Bas CI0X-
Hble OpPHaMeHTbI U AeKOpaTUBHbIE 31EMEHTbI, KOTO-
pble He TOJIbKO MOoAYEPKMBaAN COLMANBHbIN CTaTyC
repoes, HO 1 OTpaXaaun KyibTypHble 0COBEHHOCTH
BpemMeHW. B cBOeN CyLLLHOCTU 31eMeHTbI ClyXaT He
NPOCTO yKpalleHWeM, HO U CMMBOJaMW, KOTOpble
yKa3blBatOT Ha BHYTPEHHMWE KavecTBa 1 CyAbObl nep-
coHaxa. K npumepy, B ogexae n opyxumn Y CyHa
€CTb HaME&KW Ha ero xpabpocTb 1N PenTENbHOCTD,
TOrga Kak 6onee CKpOMHbIE U Aaxe YHU3UTeNbHble
3/1eMEHTbI B M306paxxeHnn Apyrux nepcoHaxemn
Tuna lNyHcyHb LL3H, nokasbiBarOT nx BTOPOCTENeH-
HOe 3HauyeHwre B NoBecTBoBaHUWU. (UA. 3)

®dunocodckmne naen YsHb XyHLIOyY HaxoaaT cBOE
OTpaxkeHue B KOMNO3nLMK 1 obuien atmochepe
rpaBrop. XyAOXHMK 4acTo MCMOAb30Baa CMMBO-
NIMKY NpUpoabl, YTobbl NOAYEPKHYTh BHYTPEHHEE
COCTOSIHWE MepCcoHaxer nuam atMmocdepy CLeHbI,
YTO KCTaTW COOTHOCMUTCA C AAaOCUCTKUMW B3rnsja-
MU TOro BpemeHW. Boga, ropbl n aepeBbs, n3obpa-
>XEHHble Ha GOHe, He NPOCTO CO3Aat0T aHTypax, HO
n cnyxat metadopamu ana 6onee rnybokmx Tewm,
HameKatoT Ha Takue Belly, kak bopbba 3a cnpaBea-
NINBOCTb, HEN3BEXHOCTb CyAbObl NN BHYTPEHHW
KOHGANKT repoes. B cBounx rpaBropax YaHb XyHLoy
Tak>Ke MOoAYEPKMBAET TeMY NepeMeH 1 TeKyyecTu
BPEMEHM, UTO OTPaXKeHO B AMHAMUKE KOMMO3MLWIA
N NCMONb30BaHUM NNHUIA U NPOCTPAHCTB [7, . 88].

PaboTbl XyHbLUOY BbIAEAAKTCA CBOUM YHUKa/b-
HbIM CTWUJIEM, KOTOPbIN coyeTaeT B cebe TOHKOCTb
JINHWIA, YTOHUYEHHOCTb feTaner n ocoboe BHMMaHWe

K BblPa3nTeNbHOCTU NepcoHaxen. YsaHb XyHLIoy nc-
NnoNb30Ban TeXHUKY 6enol anHum (F1H), koTopas
npeanoaaraeT MCNoMb30BaHNE UCKIHOUNTENBHO -
HWIA AN co3aaHns nsobpaxkeHus 6e3 NnpuMeHeHus
LBeTa. Takas TexHuKa TpebyeT BbICOKOro MacTepCTBa,
TaK Kak MMEeHHO JIMHWM AOJIKHbI nepesaTb dopmy,
06beM, TEKCTYPY U AadKe 3MOLMOHaNbHOE COCTOS-
Hue nsobpaxkaemoro obbekTa. (M. 4)

JInHUK B ero rpaBropax OTAMUaAKOTCA Pa3HOO-
6pasvemM: OHN MOryT HbITb Kak OCTPbIMU U PE3KUMMU,
Tak U MATKUMW, NAaBHbIMKU. Takoe pa3Hoobpasue
NVHWI NPUAEET N3006paxeHnaM ANHAMUKY U Tay-
OVHyY, co3zaBas OLLyLLEHNE ABUXKEHUS U XXUIHU.
Kaxablli 3n1eMeHT KoCcTioMa TLaTtesibHO npopabo-
TaH, YTO MO3BOJISIET HE TOJIbKO MOAYEPKHYTH CTa-
TYC W XapakTep repos, HO 1 NpuaaTb M300paxeHnto
[LEeKOPaTMBHYHO LIeHHOCTb. B TO e Bpems, YaHb ak-
TUBHO MCMOJ/Ib30Ba KOHTPACT MEXAY MJIOTHbIMU
W CBET/IbIMU yYacTKamu, YTo f06aBAsAIO rpaBropamM
06BbEM U TEKCTYPHOCTb.

KoMM03MLMOHHO ero rpaBropbl TakxKe MHTEPECHBI
1 pazHoobpa3zHbl. Y3Hb XYHLLIOY yMeN0 UCNoNb30-
BaJl NPOCTPAHCTBO /INCTa, YTOObI CO34aTb CIOXKHbIE
CL,EHbI C MHOXECTBOM MEPCOHAXen, HO NMpu 3TOM
COXPaHWTb ACHOCTb U BblPa3nUTebHOCTb KaXaoro
13 HKUX. OH YacTo MNPUMEHAN METOJ, «MHOTFOMIaHO-
BOCTW», [ NepesHu 1 3a4HUIA NnaHbl 06beanHs-
HOTCS B €4MHYH KOMMO3ULUIO, CO3AaBas UANO3UIO
rny6uHbl NpocTpaHcTBa. [laHHas TexHuKa, Hapaay
C aKUEHTOM Ha r/1aBHbIX reposix CLeHbl, MoMora-
Na co3zaTb MOLLHble BU3YyabHble 06pasbl, KOTO-
pble NPVB/IEKAtOT BHUMaAHWE U OCTatoTCA B NaMsATh
3puTensa [8].

XYAOXHUK TakxKe MPUMEHS METOZ «MyHKTUP-
HOW AnHWUW» (A)%k), Koraa AMHWUW, onpejenstoLime
KOHTYpbl 06EKTOB, NPEPbLIBAtOTCA N BO30OOHOBASA-
tOTCS, CO34aBast Breyat/ieHme NerkoctT 1 npospau-
HOCTK M306paxkeHuns. B cywHocTH, OH He TO/bKO
nojyepKMBaeT JeTaiu, HO U AeslaeT n3obpaxeHue
60s1ee XMBbIM U €CTECTBEHHbIM.

BansHMe TpagMLIMOHHOWN KNTANCKOM XXMBOMUCK
B paboTtax YaHb XyHLIOY NposABAsEeTCA Yepes ero
BHUMaHUWe K CUMMEeTPUK, FapMOHUU U PUTMY KOM-
nosmuwmu. B ero rpaBropax MOXHO 3aMeTUTb BAUAHMNE
KJIaCCMUYECKOM LUKOJIbI MeN3a>XKHOM XNBOMUCHK, B KO-
TOPOI BaXKHOe 3HauyeHne NpuaaBanocb He TOJbKO
N306paxKeHNIo MPUPOAbI, HO U Nepejaye BHYyTPeH-
Hero COCTOSIHWSA YesIOBeKa, ero HACTPOEHUS U MbIC-
Neli Yyepes B3aMMOAENCTBME C NPUPOAHOM Cpeaoin.

B cpaBHEHMM C ApYrUMU NPOM3BEJEHNAMMN Ma-
cTepa, TakMMKM KakK ero paboTbl ¢ M306paxeHAMM

BYAAMMACKMX N JA0CCKNX BOXECTB 1AM MOPTPETHI,
3TV rpaBoOpPbl JEMOHCTPUPYIOT COYeTaHNe Hapoa-
HOrO CTWUAA U BbICOKOIN M300pa3nTeNbHOM KybTypbl.
B Hux YaHb XyHLWOy ncnonb3oBan 6onee yrnoeatble
N XXeCTKNE IMHUN, UTO KOHTpacTupyert ¢ bonee MAr-
KUMUW 1 NAABHBIMWU NNHUAMMW B €ro n306paxxeHunsx
byaamiickmx GUryp, n 3To Kak pa3 nogyepkvmsaet
Pa3HMLLy MeXAY MUPOM repoeB 1 AYXOBHbBIM MUPOM,
K KOTOpOMY MacTep Takxe obpatuancsa [9, c. 141].

Komnosunuum rpastop B «PeyHbIX 3aBOAAX» OT-
INYaKOTCH AMHAMUYHOCTBIO, YTO 6€3yCNOBHO COOT-
BeTCTBYeT OypHOMY XapakTepy ctoxeToB «LLyrxy
UXyaHb», B TO BpPeMs Kak ero gpyrue pabotbl 4acto
XapaKTepu3yroTCa CUMMETPUEN N CMOKOUCTBUEM.
[paBropbl TakXXe BbIAENAOTCA MEHEe HaCbIWEHHOM
LiBETOBOM MaAUTPOM U aKLLeHTUPOBAHHbIM UCMOb-
30BaHMeM YepHo-H6esibix KOHTPACTOB, YTO OTANYaET
nx ot Hosee APKUX U AeTann3npoBaHHbIX Byaanii-
CKMX KapTWH. YaHb XyHLwoy, 6yayun Bblgarowmmcs
MacTepOM CBOEro BPeMeHW, NCMbITai 3HaunTeNbHoe
BAVAHWE Pa3ANYHBIX XYAOXECTBEHHbIX LLKOA, Cpe-
41 KOTOpbIX 0COB0€e MeCTO 3aHMMaeT LWKoaa auTe-
paTypHbIX XMBOMUCLEB («B3HBX3HbXYa»). IMEHHO
3Ta LWKONA, Ky/bTMBMPOBaBLLAs MAeasbl y4eHOro-
3CTeTa, NOBAUAAA Ha €ro MOAXOA K KOMMO3ULMK,
TexHWMKe 1 BbI6opy CtoXeToB. [104 BANAHMEM LLUKO-
Nbl «B3HbX3HbXya» Y3Hb XyHLWOY yaensn 6onbwoe
BHWMaHWe AyXOBHOW COCTaBAAOLWEN CBONX NPOMU3-
BegeHun [10, c. 43].

Mo>Ho yTBepxAaTb, UTO rpastopbl «PeyHble 3a-
BOAM» Y3Hb XyHLUIOY OKa3anu 3HauuTesbHoe BANA-
HWE Ha KUTaCKoe N MMPOBOE UCKYCCTBO, OCOBEHHO
B 0bnactn kennorpadun. Ero paboTbl cTanm BaxHbIM
LaroM B pa3BUTUM TEXHWUKMN FPaBIOpPbI, MOAHAB YpO-
BEHb XY/,0)KECTBEHHOTO BblPaXXeHWNA N TEXHNYECKO-
ro MacTepcTBa Ha HOBbIM YPOBEHb. YaHb XyHLIOy
ncnonb3oBan Kcuaorpaduio Ans Co3jaHma CNOX-
HbIX ¥ AeTaNn3npOoBaHHbIX N306paxKeHNI, KOTOpbIe,
HEeCMOTpPS Ha UX MMHMATIOPHble pa3mepsbl, obnaga-
tOT rIyBUHOW 1 Bblipa3nTebHOCTLI0. HoBaTopcTBO
MacTepa 0Ka3asio 3HauuTeslbHOe BANSAHME Ha Mo-
cnefyowmx XyA0XKHUKOB Kak B Knutae, Tak 1 3a ero
npeaenamu. Ero rpaBropbl € U3ALWHBIMW AUHUAMMA
N CNOXKHBIMW GOpMaMV NPUBAEKAN BHUMAHME Kak
KMTaNCKMX, TaK 1 3anajHblX KOANEKLMOHEPOB U Lie-
HUTenel NCKyccTBa.

B KoHTekcTe KMTackon puanocodmnm MOXXHO
YBUAETb, KaK XyLOXHUK UCMONb3YyeT NepcoHaXen
N UX AeNCTBMA ANA NepeAadn MOpasbHbIX YPOKOB
1 3TUYECKNX HOPM, CBONCTBEHHBIX KOHYLIMAHCTBY.
O6pasbl repoeB MOryT BbITb MHTEPNPETUPOBAHDI
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Kak CMMBOJIbl CMPaBeAJMBOCTM U AO6poAeTeny,
B TO BPeMSA Kak oTpuLaTeNbHble NePCOHaXM MO-
ryT 6bITb M306paXKeHbl C aKLLEHTOM Ha UX MOpaJib-
Hble cnabocCTtu.

MNo3gHee UMEHHO 3TOT CTUAb Kcunorpadum oka-
3a1 BAUAIHME Ha pa3BUTME M306pa3nTeNbHOro mc-
KyccTBa B KuTae B No3aHWIA Nnepuoa anHactum MuH
W paHHWI nepuog aAvHactTum LMK, yctaHOBMB HO-
Bble CTaHAaPTbl A/1f KauecTBa neyaTHOM NpoayKLUnn
N XYAOXECTBEHHOMN M3bICKAHHOCTU. B KyNbTypHOM
Hacneaumn Kutas rpastopbl Y3Hb XyHLLOY 3aHMMatOT
0coboe MecTo Kak NpuMepbl COYETaHUS BbICOKOW
Ky/AIbTYpPbl C MacCOBbIM UCKYyCCTBOM. Ero rpastopbl
NPOAOJ/IKAKOT BbI3blBaTb MHTEPEC Yy UccaesoBaTe-
Nen N KONNEeKLIMOHEPOB, YTO CBUAETENbCTBYET 00

WX AONrOBPEMEHHOM BAVAHUN Ha pPa3BUTME KUTa-
CKOro MCKYCCTBA.

MepcnekTVBbI JaAbHENLINX UCCNeA0BaHWI TBOP-
yectBa YaHb XyHLwoy BkAtOUatoT 6osiee rnybokoe
N3yyeHune BAVAHWA ero rpaBroOp Ha UCKYCCTBO 3a
npeaenamu Kutas, a Takxxe npyMeHeHne NHTep-
AVNCUMMANHAPHBIX MOAXOAOB K aHanAu3y ero pabor.
B nocneayrowmx nccnegoBaHuax npeanonaraer-
€S NPOaHaAN3MpoBaTb BAVAHME MacTepa Ha AMOH-
CKOe MCKYCCTBO, a TakKe NPOBECTU CPaBHUTENbHbIN
aHanu3 rpastop YaHb XyHLWOY C Npon3BeseHNAMU
APYIUX XyJOXHUKOB TOro BpemeHu. MnaHnpyetcs
6onee feTanbHbIN aHaNWU3 TEXHUKN UCMOAHEHUA ero
rpaBrOP M UX BANAHWE Ha pa3BuUTMe Kcuaorpadum
B Pa3/IMUHbIX Ky/IbTYPHbIX KOHTEKCTax.
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WESTERN EUROPEAN CARTOON FROM THE 19205
TO THE 1970S, DEDICATED TO THE THEME OF CHESS:
POLITICAL, SOCIAL AND SPORTING ASPECTS

Summary: The author analyzes a number of car-
toons by European and American artists dedicated to
chess themes; two types of caricatures on the themes
of the chess game were noted. The one of them relates
to the field of political caricature (L. G. lllingworth), the
other fully reveals the essence of social phenomena in
humorous everyday sketches (Z. Lengren, H. Bidstrup).
Both types are played out using metaphors and anal-
ogies, respectively related to sports. The article also

The theme of chess obtained an original interpre-
tation in the cartoons of foreign artists Herluf Bidstrup
(1912-1988), Gustav Robert Hogfeldt, Andreas Paul
Weber, Leslie Gilbert lllingworth, as well as some works
by graphic artists Zbigniew Lengren, Jean-Jacques
Sempe. Their works, and similar caricatures, cartoons
were published in magazines: “The New Yorker”, “Dai-
ly Mail”, “"Evening Standard”, “Chess Review", “Chess

"o

Life”, “Noir et Blanc”, “Express-Wieczorny”, “Frischer
Wind", “Zeit im Bild", "Eulenspiegel”, “Lilliput”, "Neue
Berliner lllustrierte” and others. The works of the Dan-
ish cartoonist, public figure, author of more than five
thousand sketches and drawings, Herluf Bidstrup, have
enjoyed and still enjoy wide recognition. In 1952, he
visited the USSR for the first time, and subsequent-
ly came to our country several times. The artist met
with Soviet artists and cultural figures. In 1964, Bid-
strup was awarded the Lenin Prize "For Strengthen-
ing Peace Between Nations”. He created a number of
sketches and sketches depicting various aspects of
the life of Soviet people during his visit to Moscow.
Bidstrup's creativity in the field of caricature is multi-

draws attention to this type of caricature as a series of
sequential episodes, similar to a comic strip. Individu-
al drawings by A.P. Weber are noted for their high ar-
tistic merit and the use of the metaphorical language
of fine art and the same the expressive cycle of works
by H. Petursson.

Keywords: Western European art of the 20th century,
comics, political satire, social satire, sports caricature, car-
icature cycles, chess theme in art.

faceted; we will touch upon the consideration of only
some of his works that correspond to our subject. The
master directly touched on the topic of chess when
working on a number of sketches that were included
in the book “What Herluf Bidstrup Saw in the Soviet
Union” (1968). He presented a number of drawings
with images of playing pioneers, adult men, amateur
players, meeting to play on the streets, on city bench-
es, indoors. The master’s cartoons, dedicated to the
theme of chess, are not directly addressed to politi-
cal life. They are intended to highlight in a humorous
manner a number of features of the game and the
social aspects associated with it. It is significant that
they do not lose relevance and sharpness over time.
Bidstrup’s work is a kind of comic book, a hand-drawn
narrative consisting of several caricatured images.
Let's pay attention to this type of art — comics.
Researcher N. A. Tsyrkun emphasizes that Umberto Eco
perceived comics as social mythology, and literary
critic Leslie Fidlery drew attention to the essence of
comics from the position of social psychology. And
the most prominent graphic comics researcher Will
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Eisner ("Comics and Sequential Art”, 1985 r.) inter-
prets the construction of a comic book as the cre-
ation of a series of static images that are contained
in a determined sequence. According to the author,
the purpose of a comic book as a work of art can be
defined as an unfolding visual narrative associated
with the transmission of thoughts and feelings of
the characters. A radical step in the understanding
of comics was made in 1957 by critic Gilbert Selders
with his book (“The Seven Lively Arts"), he noted the
infectious monstrous power of the comic. The visible
provocative reduction of images due to deliberate-
ly primitivized language and external simplification
of the image served as a person’s adaptation to the
environment, as mentioned by Tsyrkun: “Comics in
this regard played the same role as silent films for
immigrants, which helped them fit themselves into
an unusual sociocultural situation” [Tsyrkun, 2013].
Underrated, superficial understanding of com-
ics. Initially, this type of creativity was subjected to
only a negative assessment; it was sharply criticized,
along with cinema, as a grassroots art, created ex-
clusively for entertainment, not conducive to the
education and morality of society. And to this day
there is a snobbish opinion that comics can only
be of interest to children or an insufficiently edu-
cated and culturally developed audience. This per-
ception by critics is clearly dominated by the fear
of the priority of visual information over the tra-
ditionally sacred book and verbal information. The
narrative principle is noted. Consistent, sequential
nature. N. Tsyrkun noted the far-reaching origins of
comic book art, all the way back to Ancient Egypt
and Assyria. But what is especially important is her
highlighting of the commonality between comics
and cinema (the art of editing, the ability to com-
bine text and visuals, narrative). And another re-
searcher |. Chepurov studying the development of
the caricature genre, its functional significance, so-
cial relevance, meaning formation of images, trac-
ing the origins of Russian caricature (Russian lubok).
Although the author is in no hurry to attribute the
concept of caricature exclusively to fine art. He un-
derstands by it a more general concept — an ele-
ment of laughter culture, determining the time of
its origin in the conditions of a primitive society.
N. Tsyrkun reproduces the thought of Herbert
Marshall McLuhan (“Understanding Media: The Ex-
tensions of Man"): “The merit of the rehabilitation
of comics as a means of mass communication be-
longs to Marshall McLuen, who called for studying
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mass culture in its own terms, and not from the
point of view of classical traditional culture as the
system communications. McLuhan saw the com-
ic as a manifestation of a cultural paradigm shift:
“the unexpected challenge is convincing evidence
of profound changes in our culture. Today we ur-
gently need to understand the formal nature of
print, comics and caricature, which challenges and
at the same time changes the consumer culture of
cinema, photography and the press” [Tsyrkun, 2013].

Let's look again at Bidstrup’s work. The series of
drawings, known as “Training before the match”, as
well as “Training before the championship”, carica-
tures the persistence of a chess player during the
period of preparation for a match with an oppo-
nent. The artist consistently demonstrates the var-
ious exercises, efforts and labor of the depicted
man, whose work process Bidstrup allows us to fol-
low step by step. At the beginning of the graphic
narrative, he depicts the hero doing exercises and
doing a lot of training — running, boxing, row-
ing, athletics, fencing. Next, it is shown how the
hero visits the bathhouse, gets a massage, and also
gives up smoking and drinking alcoholic beverag-
es, cheerfully heading towards the test. The viewer
has already mentally prepared for some epic final
battle. And here, as if in the final frame, Bidstrup
offers us a spectacular finale — that is, the image
of the character playing chess. On the one hand,
the completion of the caricature series of drawings
is really funny, since it seems to exaggerate the ef-
forts required by the chess player before the game,
raising the question of the potentially false pathos
with which chess was usually treated.

But on the other hand, albeit in a somewhat ex-
aggerated form, Bidstrup offers to get acquainted
with some of the realities of the chess world. A per-
son familiar with the history of chess sports of the
last century may note that outstanding champions,
striving to maintain their own physical and emotion-
al spirit, often, in addition to chess itself, they were
seriously involved in some kind of sport: B. Spass-
ky — athletics, R. Fischer — tennis and swimming,
M. Botvinnik was involved in physical education all
his life, went skiing, performed gymnastic exercis-
es according to the Muller system.

Bidstrup's series of works “The Eternal Game” rais-
es the theme of devotion, which threatens to become
dangerously fixated on the game among chess play-
ers. If the first drawings of the series of cartoons depict
two men, passionate about the game, then gradual-

ly the artist shows the aging of both characters, still
thinking hard at the board, until one of them dies
and is taken away by a horse-drawn black hearse.
But then we see the development of the story, and
the second character, already an elderly man with
a beard, continues his thoughts at the chess table.
He was not at all embarrassed by the death of his
enemy. At the end of the series, both chess players
happily meet in heaven and continue their confron-
tation there. And this series of drawings has a real
basis. Chess games and matches sometimes drag
on for a long time and do not let go of the players'’
attention. The longest correspondence game took
place between graduates of the Scottish University.
It lasted twenty years from 1926 to 1946.

Bidstrup's cartoons are an undoubted treasure trove
of everyday life in different countries, reflecting the
humorous aspects of their social and political life of
their time. It is not without reason that researchers
in various fields of knowledge cited his cartoons as
historical evidence of one or another fact of public
cultural consciousness. Thus, Tsatsenko and others
turned to the drawn novels of the Danish artist Her-
luf Bidstrup, which are a striking example of obser-
vations of plant development. In several pictures, the
artist showed the phases of development of a seedling
into a tree and even the technology of growing po-
tatoes [Tsatsenko, Likhanskaya, Tsatsenko, 2015]. And
in the series of cartoons “Baby’s First Christmas,” the
Danish graphic artist created a number of drawings,
the last of which contains an image of chess. Parents
surround the baby with a huge number of gifts that
are not necessary for him now, but should be useful
for his personal development at different periods of
his life: a set of tools, a toy horse, a camera, sports
boots and a soccer ball, as well as chess. It is signifi-
cant that in this case, Bidstrup, without devoting his
series of images specifically to the chess game, em-
phasizes their significance for ordinary people. He
demonstrated how the image of chess was formed
in the public consciousness as a necessary attribute
that accompanies a person throughout life, an inte-
gral part of the culture of his life almost from birth.
The game set shown is symbolic. Learning chess, like
the art of music, is in the opinion of many parents an
educational factor in introducing their child to culture,
which can be concluded thanks to this ironic series of
works by the artist.

Let us analyze several remarkable hand-drawn
cartoons by Gustav Robert Hogfeldt (1894-1986),
who was a Swedish artist, illustrator and cartoonist.

Hogfeldt studied at the Dusseldorf School of Ap-
plied Arts, at the Stockholm Art Academy, and stud-
ied in Paris. Some of his works are in the Swedish
National Museum. Hogfeldt's cartoon “Checkmate!”
created in a friendly, humorous manner, like many
of his illustrations for works of children'’s literature.
The artist masterfully conveys in the spare language
of caricature all the drama of the situation in which
the black king finds himself on the board. His bulky
figure sank before the irreversible end of the game.
The white queen and the enemy’s knight standing
proudly in front of him leave him no opportunity to
make any saving move. The king's piece is literally
squeezed into a corner, so it ends up in the corner
of the board, in the center of the image. The gaze
rests on several main characters of the story, which
is facilitated by the skillful symmetrical arrangement
of desperate, crying black figures on the left and tri-
umphant white ones on the right side of the sheet.

The images of Hogfeldt's caricature “The Shah”
are charmingly resolved. the artist depicted a sec-
ular society of chess lovers, consisting of elderly
men in ancient clothes and white wigs. In addition
to the two playing characters, four others are pre-
sented no less captivated by the action, they ac-
tively gesticulate. Hogfeldt also subtly worked out
the individual facial expressions of each character,
harmoniously building a composition consisting of
human figures sitting and standing around the ta-
ble. This construction can evoke an allusion to the
traditional composition of the plot of “The Last Sup-
per.” The caricature also presents a parade of hu-
man characters, reminiscent of various sketches by
English caricaturists, including W. Hogarth.

Other characters were created by Hogfeldt in the
drawing "Men Playing Chess,” which is solved in an
everyday manner. Two of the characters are con-
temporaries of the artist, as can be seen from their
clothes. In this work, the graphic artist was interest-
ed in the characteristic poses of the men playing,
one of whom is frowning, deeply thinking about
the move. Another image is not so clearly resolved.
The second man calmly smokes, not paying atten-
tion to the board and the opponent’s decision, his
sly gaze is turned to the viewer as if hinting at the
predetermination of the situation, which is still not
obvious to the opponent. Hogfeldt's cartoons, as
we can see, are not based on political, acute social
problems. Chess attracts the artist as a reason to
create caricatures that recreate real sports, pure-
ly gaming problems and moments that reveal the
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character types of various players who are in a dif-
ficult chess position.

The works of the Polish graphic artist Zbigniew
Lengren (1919-2003) illustrating the adventures of
Professor Filuten (Plutishka) presented funny stories
in the form of comics. The book was published in
1957 by the publishing house “Prasa”. Lenren’s car-
toon comics were published for many years by the
magazine Przekruj. Lengren'’s cartoons are, first of
all, short drawn stories that, with kind irony, illus-
trate the social and everyday aspects of human life,
like the graphic narratives of H. Bidstrup. In his work,
the theme of chess manifested itself in a work that
tells a brief everyday situation from the life of the
iconic character of the artist, Professor Filuten. This
work, “The Defeat of Professor Philuten,” consists
of just a few drawings, telling about the three stag-
es of the game that the funny hero decided to take
up. In the first image, the characters have just start-
ed the game, they look enthusiastic and friendly. In
the next picture, the professor's opponent, smiling,
makes a successful move, and Filuten looks angry
with the result. In the third picture, which completes
the description, we see scattered chess pieces and
the retreating dark silhouette of a professor who
does not want to continue the game after failure.
In the foreground is the confused figure of his un-
lucky opponent, to whom the professor respond-
ed by putting a chessboard on his head.

Lengren’s chess cartoons from different years
are noteworthy. "Dare to take the white queen with
a black pawn,” published in Przekruj, is a social sat-
ire on the topic of racism, and published in Svyat,
the work “You can declare checkmate on the 24th
move..." plays on the plot of using hints in the game
from artificial intelligence. The tireless passion for
chess of people in unsuitable conditions and cir-
cumstances is subject to irony, as can be seen in the
cartoons "And now | would move the bishop from
g6 to h7 and there would be inevitable mate!” de-
picting paratroopers talking about the progress of
the party who left the falling plane, and also “Try it
with water...”, where we are presented with a sit-
uation where two firefighters are so busy playing
that, instead of going to the scene of a fire, they
offer victims advice over the phone. In these works
by Lengren, there is a noticeable difference in the
application of the theme of the chess game. For
example, the cartoon "I dare to point out, Your Maj-
esty — the king is not being put at risk” is abso-
lutely apolitical, devoid of any satirical orientation.
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It is a joke, an ironic illustration of the game be-
tween the monk and the king, where the ambigui-
ty of words about the danger for the king is played
out. Since the warning applies to the playing king,
it also applies to the chess piece.

Polish caricature is associated with the activities
of satirical magazines, including Przekruj (translat-
ed from Polish as “cut”), “Shpilki”, “Politics”, “Carou-
sel”. The drawings by artists E. Lipinski (1908-1991)
in “Przekruj” and K. Baranecki in the publication
“Shpilki” are designed in a simple ironic manner,
depicting several players deep in thought. The works
of Sh. Kobylinsky are more complex in design. His
cartoon “Something is wrong..." in “Politics” demon-
strates the bewilderment of a player at the board
who discovered ten white knights in the initial ar-
rangement of the pieces. For the viewer, this may
evoke an analogy with gambling, where it is pos-
sible to use cheating, such as substituting cards.
Other work by Kobylinsky “Since chess began to be
considered a sport, a person immediately began to
feel better” seems to be intended to illustrate an
anecdote, where two players, with a distinctly un-
healthy physique (overweight and underweight),
both smokers, are happy with the fact that, thanks
to that chess has become a sport. Now they do not
experience moral torment and remorse regarding
insufficient attention to their health.

Too much original cartoon work for the publi-
cation "Mathematical Ingenuity” by B. Kordemsky
(1955), illustrating one of the real chess problems,
which is that the knight must defeat all the oppo-
nent’s pawns in the minimum number of moves
on the board. The artist presented the solution in
a funny way — the figure of a white knight angrily
blows off the board, surrounded by four black pawns.

Other masters also addressed the topic of chess:
K.Baranetsky presented “On a Desert Island” in the
publication “Carousel”; in the magazine “Hairpins”
E. Koseradzsky presented the cartoons “Check to the
King!”, “I Offer a Draw!”, L. E. Karlovski released an
ironic drawing depicting a man and a penguin play-
ing in the "Panorama of Pulnotsy”, and E. Bruchnal-
ski in “"Holy" the caricature “In Krakow: on the banks
of the river...", created a satirical work and M. Poko-
ry depicting a duel between an eastern ruler and
one of his servants. G. Miklaszewski gave a similar
interpretation to Pokora’s drawing. He owns a sa-
tirical sketch depicting a Brahmin and a sultan play-
ing chess. Moreover, in the hands of the formidable
courtier, a sword is raised over the unfortunate per-

son who fell into his hand, which should evoke in
the viewer an understanding of the way this game
is played, the predetermined nature of its outcome.
Miklashevski resorted to chess themes more than
once throughout his life; his work was success-
fully translated into several drawings in “Express-
Wieczorny”, illustrating observations from chess life.
One of them portrays an uninvited adviser in the
person of a judge, who declares the absurd idea
that in order for the game to move more easily,
the king should have been taken at the beginning.
In addition to the obvious stupidity of the advice,
the very fact of the advice in general is subject to
satire. It is known that there must be silence dur-
ing a game, any advice to chess players is prohib-
ited, except for individual cases of prompting the
team before finishing a postponed game. Anoth-
er drawing by the Polish master depicts a wildly
gesticulating, shouting commentator of a match,
watching seemingly calm chess players. Miklasze-
wski here subtly notices the excellent expression of
emotions among players and people watching the
process of competition, when observers often ex-
press their own feelings outwardly more violently
than the players themselves, who are forced to keep
them to themselves in order not to lose concentra-
tion. You can also give an example of a caricature
of a master in "Express-Wieczorny”, mocking the
situation in which an impatient attendant tries to
kick out two lingering players from an empty hall,
telling them that the match ended three days ago.

It will also be noteworthy to study the political
caricature of the British artist Leslie Gilbert llling-
worth (1902-1979), whose work was very fruitful
and dealt with diverse social and political aspects of
life. lllingworth continued the glorious line of Eng-
lish masters of caricature. One of his famous works
in the Daily Mail (December 18, 1940) “The mov-
ies ahead” depicting A. Hitler, B. Mussolini, I. Stalin.
Opposite them is the seated W. Churchill, under
the figure of Uncle Sam, leaning on him, smoking,
with a sharp beard, located near him, hinting at
political influence in resolving issues of the Amer-
ican authorities. The political conflict is illustrated
by Illingworth’s cartoon “Daily Mail” (5 deBpans
1940 r.). The artist again depicts Hitler, Mussolini
and Stalin as heroes, smoking a pipe and wearing
a light shirt with the image of a sickle. In front of
the playing Hitler and Stalin, there is a card on the
table, which is a symbolic board for the game, on
the left of which, near the figure of Hitler, is the in-

scription "Balcan”. And to the side of the playing
world leaders there is a slightly open box with ly-
ing playing figures, signed “Neutral bloc”.

A cartoon in the Daily Mail by Illingworth (11
April 1944) depicts a struggle on the board itself,
where images of chess pieces symbolize Hitler in
the guise of the dark king, firing back from the
oncoming force of numerous white enemy pieces
representing goodness, the forces of resistance to
the fascist regime and the bloody war. Above the
army of white figures rises one particularly large
one with portrait features of Stalin, like the image
of a winner. One of the squares on the board rises
and from behind it appears a small figure of a par-
tisan pawn, whose symbolic image is easy to read
thanks to the inscription “Partisans” located near it.
On the left there is also an image of G. Himmler in
the guise of a falling figure. The techniques used
by lllingworth in political cartooning can be noted
as characteristic. First of all, the creation of easily
recognizable portrait images, to which he gives an
ironic interpretation, is served by the image of rich
facial expressions, the technique of merging the im-
age of a real person with chess pieces on the board,
as well as the actively used text inclusions on the
surface of caricatures.

The frequent use of text elements in political car-
toons attracts attention, when artists not only sign
the names of the characters, but also accompany
the image with some meaningful quote. A. G. Golik-
ov also noted: "An essential component of a carica-
ture is the text: be it the title, the signature (in the
form of a monologue or dialogue), the characters’
remarks, and finally, the inscription — in the event
that the portrait resemblance is absent or not ob-
vious. The cartoonist synthesizes image and text in
a single work of art” [Golikov, 2011]. We see that
a researcher in a scientific article raised the issue
of the relationship between drawing and text in
a cartoon.

[llingworth’s cartoon in the Daily Mail (Febru-
ary 14, 1949) presents us with characteristic por-
trait images of Stalin with Truman playing a game
of chess with figures bearing inscriptions “Eistern
bloc”, “Berline blockade”, “Atlantic pact” and locat-
ed on the figurine of a white horse, "Air lift". The
drawing presents us with the image of a leader go-
ing on the attack with white pieces, countering his
opponent. The inscriptions on the figures refer the
viewer to the signing of the North Atlantic Treaty
and the formation of the NATO alliance.
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Other cartoonists had similar techniques for cre-
ating figurative language, for example, the New Zea-
land master Sir David Low (1891-1963). He published
a satirical work in the Evening Standard (February
19, 1946) called “Report to Moscow.” The picture
on the left shows Stalin sitting at a chess table with
a lit smoking pipe on it, behind him on the wall is
a huge map with an inscription at the top "Mid-
dle East”. On the right is a character less known to
the public, whose name the artist introduces with
the help of a signature on the suitcase next to him
“A. Vishinski”. He is depicted in a black suit, hold-
ing a dart in his hands, one of which is bandaged.
Above his figure there is a phrase written in quota-
tion marks “It's called "darts” — a new political game
invented by the monopoly-capitalist-reactionary,
uncle Ernie”. This image of the head of the Soviet
Foreign Ministry Andrei Vyshinsky, who is depict-
ed in the presented cartoon, refers to later events
known to us concerning international relations be-
tween Western countries and the USSR. Low worked
fruitfully in the genre of political cartoons, he spent
most of his life in Great Britain, where he published,
and for creating cartoons like the one discussed
above, his work was banned in countries belong-
ing to the Hitlerite coalition. He was characterized
at that time by caricatures with particularly caustic
images of Hitler and Mussolini, whose characters
also interested Illingworth.

The caricature talent of the German artist An-
dreas Paul Weber (1893-1980) is quite remarkable.
Over and over again over a long period of time,
Weber took up the motif of chess players and con-
stantly transformed it into a kind of cycle of chess
games between the leaders of world history. Chess
is a game, but it is also a struggle; a dimension of
spiritual forces that makes it possible to clarify di-
alectical oppositions. The artist has the opportuni-
ty to depict a wide variety of types and characters.
After World War Il, he continued to act as a social
commentator, criticizing politics, justice, militarism,
pollution, inhumanity, medicine and fanaticism in
sports. His chess caricature often represents an orig-
inal gallery of portraits of monarchs, public figures
and politicians. It is interesting that the images of
the powers that be are known to viewers thanks
to different sources at different times. So we have
an idea of the appearance of aristocrats and mon-
archs from ceremonial portraits from the Renais-
sance, Baroque, and photographic images of con.
XIX — early XX centuries. At the same time, carica-
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ture portraits appear from the pages of newspapers
and magazines throughout the 20th century, intro-
ducing the characteristic features of public figures,
politicians, and royalty. Being a caricature, a satiri-
cal genre in a number of arts, they do not lose their
portrait significance and can serve as a source of
a number of observations about the culture and
fashion of the corresponding time.

Drawings with chess themes occupy a prominent
place in Weber's work, where he represents the pro-
cess of competition between a pair of players, in
which he depicts historical figures, literary, satirical
and allegorical images, sometimes related to the
animal world. Quoted from Art. Golikova: “Accord-
ing to the fair statement of A.V.Shvyrov, “a political
caricature feeds mainly on faces” [Golikov, 2011].

Weber conceived the chess series while he was
being detained in Nuremberg prison in 1937 by the
National Socialists. Some time later, Weber litho-
graphed most of the pen drawings created dur-
ing this period. Graphic sheets were often colored,
which was a feature of the technique of execution
of works that was previously unusual for the artist.
Among the huge list of works by the master, some
of which are currently in private collections and
exhibited at auctions, it is advisable to note some
characteristic caricature images of “The Fox and the
Fool” (1937), "Maria Theresa and Old Fritz" (1967),
Death and the Devil (1967), Napoleon and the Rus-
sian Winter (1975), Don Quixote and Sancho Panza
(1976), Uncle Kruger and the Queen, Behind Chess
"(1960-70s), “The Monkey Made His Move” ("Der
Affe hat gezogen”).

In his cartoon “The Fox and the Fool” (1937),
Weber depicted two traditional trickster characters,
the fox and the jester, playing chess. They sat com-
fortably in the forest among green trees, setting up
a chessboard on a stump. Their images emphasize
the spiritual affinity of both characters, whose play,
most likely associated in this case with life, seems
to them to be some kind of fun, a reason for jokes.
The frivolity of the images is emphasized by their
relaxed poses and friendly laughter. This is an un-
usually strong, easily readable work by the artist,
related to philosophical caricatures.

Weber's 1967 drawing “Death and the Devil" is
also one of the philosophical caricatures that has
long been illustrated in graphic and pictorial art. The
image is rendered in monochrome, in dull tones.
The audience is presented with an image of death
in the form of a skeleton and the Devil with dark

powerful wings, a tail and horns. Both characters are
sitting on bare ground, the surrounding landscape
is conventional, only symbolically the author out-
lined natural motifs. The clash of such characters is
typical of folklore images, reminiscent of the frail-
ty of existence and the eternal life of otherworldly,
chthonic creatures. Weber's characters are unsightly,
have ugly features, but they do not bring outright
evil to people. They are depicted calmly playing,
serving the audience as evidence of another worldly
existence. This composition, as we can see, differs
from the typical one for the artist. It belongs rath-
er to the rare category of philosophical caricature.

Also noteworthy are several works by Weber in
a political vein, known as "Masters ", or "Adenau-
er and de Gaulle” and "Masters II”, or “Schmidt and
Brezhnev". The meeting between Social Democrat
Helmut Schmidt and Brezhnev is presented. The
caricature "Maria Theresa and Old Fritz" (1967) be-
longs to the same category of drawings, in which
the artist applied his knowledge of physiognomy
and a subtle psychological impression of specific
historical situations. Weber managed to embody
an individual vision of the conflict between Maria
Theresa and old Fritz, consisting in a dispute over
territorial possessions, most likely concluding with
the first partition of the Polish-Lithuanian Common-
wealth, receiving only a small area in Eastern Eu-
rope — Galicia. Maria Theresa is depicted in a state
of extreme grief, filled with tears that she cannot
hold back and wipe with a handkerchief. The ene-
my, smiling ironically, hands her a symbolic consol-
ing gift. Weber's caricature “Uncle Kruger and the
Queen” is executed in the same visual style. Howev-
er, here the queen’s discontent is presented not as
desperate, but as harsh. Her face expresses indig-
nation, disagreement with the enemy. The speak-
er is her gesture of her hand raised in expression
of a strong objection.

The satire of graphics in the drawing “Napole-
on and the Russian Winter” (1975) is distinguished
by its sharpness, where Weber presented the image
of winter as including several symbols at the same
time. Usually, a caricature does not strive to compli-
cate figurative language, but in the above caricature
this becomes appropriate due to its easy readabili-
ty. The winter, which became disastrous for Napo-
leon’s troops, is directly associated in our minds
with the idea of death, and the thin, thin skeleton
in front of the commander tells of his plight. And
the headdress (papakha), saber, long mustache re-

AP Weber (1893-1980). "Maria Theresia and Old Fritz". 1967
(collection of the Royal Library, Turin). 1480s.
fers to the image of Russian people that has devel-
oped in Western countriesx.

The work “At Chess” (1960-70s) by Weber pre-
sents us with symbolic images of two donkeys lo-
cated at an elegant chess table on soft poufs. Near
each of them lies an abandoned briefcase, as a pos-
sible symbol of postponed tasks and responsibili-
ties; in the center below is an open casket with chess
pieces. The whole pathos of the caricature is read
by the viewer gradually as they examine the work.
The satire lies in the obvious dissonance between
the surrounding refined surroundings of past cen-
turies, such an intellectual game as chess and the
crude figures of donkeys, contrasting with the cre-
ated public stereotype about the proper image of
a chess player. Weber's drawing “The Monkey Made
His Move" is eloquent. ("Der Affe hat gezogen”),
depicting a monkey and a gray-haired old man in
a long robe with a receding hairline and a long beard
sitting opposite each other at a chess table. The art-
ist presents the situation itself ironically, when the
playing person is represented as deeply thinking
about the position, probably in a difficult position
at the board after a successful move by the mon-
key, which sits in the picture on the left in complete
calm, resting its face on its paws in a gesture of re-
flection. The human character typologically resem-
bles a generalized image of an ancient sage, such
as the philosopher Socrates, and one can also find
some similarities with the features of Charles Dar-
win. In the latter case, Weber's caricature should be
attributed to the embodiment of the critical per-
ception of the theory of Darwinism.

Weber also approached an ironic interpreta-
tion of the literary images of the Spanish classic
M. Cervantes when creating the caricature "Don
Quixote and Sancho Panza” (1976). To enhance
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L.G. lllingworth (1902-1979). «The movies ahead>.
«Daily Mail». 1940

the contrast of their characters, the artist places
them in front of us while spending their free time
playing a chess game. Sancho Panza watches the
board, but without much attention, without being
distracted from pressing matters and worries. Near
him there is also a frying pan with scrambled eggs,
as something that speaks of the character's mun-
dane spiritual interests, in this case it is a kind of
symbol-attribute of a zealous servant. Don Quixote
himself is completely absorbed in the game, even
his weapon is leaned against a tree, as a symbol of
the abandoned vain search on the path of knightly
duty. Weber's love for chess literally disarmed the
hero, similar to the motive for the disarmament
of Mars because of the love for Venus. The artist’s
cartoons (1975-1976) “The Lion and the Fox at the
Chess Table" present the viewer with several varia-
tions of the theme worked out by the author. Weber
resorted to traditional animal images in literature
and fine art, where a lion in a crown and robe usu-
ally personifies a majestic ruler, and a fox, dressed
in an elegant livery with a baldric, a cunning no-
bleman. Leo is strong, calm and royally trusting,
while fox is associated with dexterity, flattery, and
potential deceit. In relation to these works, Weber
plays with typical human characters usually hiding
behind a mask. Examples of Weber's chess carica-
tures primarily demonstrate the significant use of
this theme in his work, the wide range of appli-
cation of symbolism in political satire, ironic and
philosophical images. The language of chess meta-
phor is flexible, allowing one to access the rich lan-
guage of metaphor. It is not without reason that the
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author applied his ironic talent when creating the
“Self-Portrait” at the chess table, on which he pre-
sented himself in the image of an elderly, lean el-
derly man in glasses, nervously clasping his hands.
Thus, chess is a speaking symbol, a personal char-
acteristic of the artist's personality.

In addition to Weber, 20th-century Germany
was famous for other talents in the field of cari-
cature. A number of chess humorous works by the
German artist |. Gegen in the publication “Frischer
Wind" deserves our attention, it includes the car-
toon “It's My Invention”, which shows two play-
ers instead of figures using glasses for wine, which
they immediately drink after defeating the oppo-
nent’'s piece. Another drawing, “They have been
playing without results for 4 weeks,” depicts two
women watching their spouses playing chess on
the floor. He demonstrates the sometimes pre-
vailing condescending attitude of women towards
their husbands’ hobbies, which they see as child’s
play. The cartoon “Shah!!!" is also distinguished by
its wit. where the image of an optimistic amateur
player is created who continues to fight even with
the only remaining piece on the board. And the
work “"We don’t know which game to buy?” full
of light humor. In it, two customers — a man and
a woman, dressed in suits with a chess pattern —
approached the store counter to choose a game
for their leisure time. Guegen ironically emphasiz-
es the predictability of their choice.

The interesting theme of man playing chess
with animals was undertaken by European mas-
ters. K. Schreider (1915-1981) created in “Eulen-
spiegel” cartoon “You're yawning again! Look, I'm
about to win a banana!”, on which he drew the im-
age of a man playing with a monkey. Both figures
are drawn by the artist to be approximately the same
size; above the chess table there is a specially sus-
pended banana, apparently serving as a reward for
the winner. And the artist Roger Tetsu (1913-2008)
depicted a chess game between a man and a dog
in “Noir et Blanc”. Tetsu gave his players an external
resemblance, even their poses in the drawing are
mirrored. He also owns the drawing “"When there
is no partner.” This cartoon shows a man playing
with himself in front of a mirror. This work raises
the topic not so much of the loneliness of a chess
player; it is not dramatic in its essence. Each play-
er, while improving his technique, is forced to prac-
tice a large amount of the material he has learned
on his own.

The German satirical press was experiencing de-
velopment, many graphic artists turned to the genre
of caricature, collaborating with popular magazines.
Already in 1924, Lachen Links published a satirical
drawing using chess symbols. The artist creates the
image of a militarist who continued to play with
death. This is, first of all, a political caricature that
refers to the events of the First World War, the sig-
nificant years for Germany were 1914-1918, from
the moment of entry into the war until the defeat
by the Allied troops, which was the reason for the
disintegration of the Kaiser's army. The cartoon con-
demns the persistent desire for militarism in a state
that has not yet recovered from previous defeats.

A considerable number of examples of chess car-
icatures can be studied thanks to the German sa-
tirical magazine “Eulenspiegel”. Drawings by Kurt
Klamann (1907-1984), who worked closely with Eu-
lenspiegel, where his chess cartoons “This is ugly!
All for one...”, “In the chess master’'s apartment”,
“Are they still playing, or are they already asleep?”,
"I was lucky again — checkmate!” like the creative
images of |. Gegen, they illustrate game situations,
chess itself in a humorous way. Also published in
“Eulenspiegel” is a cartoon by X.Parschau (1923-
2006) “According to the instructions, he must win
this game no later than the seventeenth move,” in
which the spouses are at home and reading the
newspaper, while watching an electronic chess ma-
chine play against itself. It's funny that the artist
depicted basket-nets at two corners of the table,
where he sends the beaten pieces, which is some-
what reminiscent of billiard pockets.

The publication “Lilliput” publishes Muler's car-
toon "-...start!". In the drawing, the artist creates
the image of an unusual judge holding in his hand
a starter pistol, usually used in other sports. The au-
thor thus draws an analogy between chess and run-
ning, racing cyclists, i.e. games played over time.
The cartoon raises a real problem for chess players.
Although a game can last a considerable number of
hours, and the tournaments and matches of classi-
cal chess themselves are quite long in time, play-
ers should not forget about the limit that exists in
the game. So, a chess player can lose a game be-
cause he missed the time.

Part of the time is devoted to the cartoon “"Wait,
please, we have to finish the game...” published in
Zeit im Bild, in which two players who find them-
selves on a desert island ask the rescuers who came
for them from the ship to wait until they finish. The

drawing by L. Werner “And now the black one pulls
on b5.." in the "Neue Berliner Illustrierte” repre-
sents several workers placing, instead of figures on
the city paving stones, parts of a car that they in-
tended to repair. The players in the cartoon seem
to have forgotten about time and the necessary re-
pairs, completely immersed in the exciting gameplay.

Lyari's work in the Minchner Illustrierte touches
on the theme of playing chess in prisons. The draw-
ing shows the prisoner’s hand extended through
a small hole in the door. The guard playing with
him supports the board in weight for the conven-
ience of the opponent’s move. In fact, prominent
players have been known to play with prisoners.
The twelfth world champion A. Karpov notes the
positive role of chess for people in prison, helping
in their socialization. Researcher E. Gizycki noted an
addiction to this game in imprisonment or captivity
of exiles, political prisoners [Gizycki, 1964, c. 360].
The special place of chess in places of detention
has been repeatedly emphasized in the works of
writers. This visual motif is present in J. Langeland
“About a Man Named Landon”, |. Heifetz “Courage
Wins”, R. Kogunsky “The Price of Cognac”.

French publications also published cartoons on
a chess theme. "Lechiquier de Paris” publishes car-
toons by various masters, for example, “It seems that
the game is becoming acute...”, "A difficult prob-
lem with an indirect solution.” In the first, we see
men shipwrecked at sea, playing a game among
themselves. One of them was so focused on his
position on the board that he did not pay atten-
tion to the real danger in the form of a predatory
fish that decided to swallow him. Another cartoon
shows a man playing chess, whose passion also
evokes irony. He is so engrossed in the game that,
instead of giving a bottle of milk to a nearby baby,
he mistakenly offers a chess piece. The caricature
in “La Marseillaise” is similar to the first in its inter-
pretation of the plot. “I must admit, the ending is
very interesting,” showing two men at sea playing
chess. In this drawing, they installed the board on
a makeshift table — a life preserver. They are ab-
solutely indifferent to everything not related to the
course of the game, they do not pay attention to
a person drowning in the distance, a ship plung-
ing into the waves.

The interpretation of the caricature “Nervous-
ness” by Andre Francois (1915-2005) is similar to
several described earlier, for example, the drawing
by G. Miklaszewski. The chess players’ detachment
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and self-absorption are subject to irony. The play-
ers’ eyes are completely focused on the board. The
thought itself, as well as the souls of the charac-
ters, are in a different conceivable space. The in-
terpretation of game events by cartoonists in this
vein is somewhat consonant with the prevailing ide-
as about the method of self-hypnosis, potentially
used by some chess players. The importance of the
psychological factor before a tournament or match,
the influence of a certain emotional mood on victo-
ry largely determines the outcome of the competi-
tion. In this regard, the ideas of are very indicative
N.V.Krogius, expressed in the books “Psychologi-
cal Preparation of a Chess Player” and “On the Psy-
chology of Chess Creativity.” The author touched on
the topic of concentration of professional players,
the development of psychological stability in them,
which promotes concentration. The ideas present-
ed are consonant with the thoughts of cartoonists
who accurately notice the specific features of the
chess game. A similar description of the state of
chess players can be found in the psychologist S. Ly-
senko: “A chess player focused only on the game is
immersed in a kind of hypnotic trance. Go to any
tournament and watch how the grandmaster con-
templates his move. He seems to freeze, breathes
quietly, as if during a night's sleep, his eyes “glaze
over”’, he hears nothing around him...” [Lysenko,
2011].

A landmark event in the chess world was the
1972 world title match, which at that time was held
regularly every three years. To a certain extent, the
match was about politics. For the first time in an
impressive period of time, a public challenge was
made to the Soviet monopoly on chess supremacy.
Attracting attention were the flashy headlines in the
press, which emphasized the confrontation between
the lone American genius and the Soviet chess ma-
chine, which meant not B. Spassky himself, but the
entire team of Soviet chess players, seconds, psy-
chologists, KGB agents accompanying them, even
the so-called. support of the domestic champion
by the government from Moscow. The formation
of such a demonized image was based on public
opinion formed during the Cold War in the Unit-
ed States and Western Europe, emanating from the
struggle between two ideologies. In particular, in
America itself, where there had previously been no
significant attention and support for chess, the real
opportunity to shake the position of the Soviet Un-
ion in this sport was promptly assessed and assis-
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tance was provided to the wishes of R. Fischer, who
before and after the match the press did not hesi-
tate to subject him to considerable criticism for his
eccentric behavior, what historian Dmitry Oleinikov
mentions in the video lecture "Chess and the Cold
War: Fischer, Spassky, Korchnoi, Karpov” (2021). And
in the documentary film by L. Garbuz (2020) “Bob-
by Fischer against the world”, it was said how he
was addressed with the nicknames of “diva”, “ter-
rible child”, “capricious genius”.

The events of the game world affected artists
from various branches of art, who responded to them
by creating their own works. So the match between
the USSR representative B. V. Spassky and the USA
R.J.Fisher, in turn, served as the basis for the writ-
ing of several poetic works in the comic manner of
V. Vysotsky (“Honor of the Chess Crown |. Prepara-
tion”, “"Honor of the Chess Crown Il. Game"), Amer-
ican expressionist artist LeRoy Neiman (1921-2012)
based on photographs created several graphic works
dedicated to the match, and Czechoslovakian and
American film director M. Forman was thinking about
the project of shooting a film with the champions
themselves in cameo roles. A cartoon published by
Chess Life magazine was dedicated to the upcom-
ing match in 1972. On the right under the portrait
of V.. Lenin depicts the seated figures of Secretary
General L. Brezhnev with Prime Minister A. Kosygin,
located opposite B. Spassky. Brezhnev addresses
the chess player: “But Boris, what if he doesn't play
1. P-K4?" On the table in front of them is a news-
paper showing the devastating results of Fischer's
last matches, held with grandmasters M. Taimanov,
B. Larsen and T. Petrosyan. The cartoon represents
the leaders of the Soviet state in a sense of uncer-
tainty, fearing the loss of their country’s leading
position in a chess match. Next to Spassky's hero
is a tall stack of books on chess literature, implying
the serious preparation carried out by a chess player
before a match, their titles include The French De-
fense, The Sicilian Defense, The Caro-Cannes De-
fense, a book by Ruy Lopez. The initial move of
the pawn to e4, discussed by the characters in the
cartoon, was indeed common among chess play-
ers in a number of openings, and was often used
by Fischer:

“It fell to him to walk, the badass, —

They say he's an expert at whites!-

Made a move from e2 to e4...

Something familiar to me... Well, well!

[Vysotsky, 1991, p. 386]

H. Petursson (1916-1977). «Untitled», from a series of works from

The cycle of cartoons by the Icelandic graphic
artist attracts particular attention Halldor Pétursson
(1916-1977). The match, held in Reykjavik in 1972,
contributed to the appearance of his famous se-
ries of characteristic cartoons dedicated to convey-
ing the main stages and revealing the vicissitudes
of sports wrestling. The artist revealed the political,
national and individual satirical features inherent
in the events of the match. The artist consistently
built his own artistic cycle of drawings, starting with
the opening ceremony. He led the viewer through
a series of truly dramatically empathetic games by
participants and fans of the game, to the climax of
the symbolic placing of the crown on the head of
the eleventh world chess champion. Like a photo
report from the event, Petursson carried out a kind
of documentary recording of world chess events,
when the position of Soviet hegemony in this sport
inevitably wavered, turning to the artistic form of
caricature.

Petursson’s series is replete with various sym-
bols, primarily images of objects, special types of
clothing traditionally characteristic of the American
and Russian people, or attributed to them by stere-
otypical thinking. "Under the artist’s pen or pencil,

1972

each power acquired its characteristic attributes-
symbols. The symbol of the USA was Uncle Sam
in striped trousers and a top hat with stars on the
crown. Japan was represented by a geisha in a ki-
mono, and China by a man with braided hair. Car-
toonists depicted Russia as a Cossack or a man in
boots, a sheepskin coat and a fur hat, sometimes
girls in a kokoshnik and a long braid. Artists often
represented the image of a particular power in sa-
tirical graphics in the form of some animal (beast,
bird or fish). Russia is a bear. America is an eagle”
[Golikov, 2011].

A series of works by Petursson from 1972 with
special cancellation is in the Moscow Chess Muse-
um. It shows caricatures of famous chess figures.
We find living portraits of the fifth world champi-
on Max Euwe, who was the president of the sports
organization FIDE, and other participants in the
match, chess players, international arbiters, and fi-
nanciers. More than once in the drawings of the
series there are images of the main referee of the
match Lothar Schmidt, referee Harry Golombek, as
well as colorful figures of the seconds of the So-
viet champion B. Spassky E. P. Geller, N. V. Krogius
and I. P.Ney, American second of William Lombardi.
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Usually Petursson depicted their figures on a small-
er scale relative to the main characters in the com-
petition. Mostly they are assigned the role of busy,
restless observers. In addition to the examples of
cartoons in the series discussed in previous chap-
ters, Pétursson’s work includes images from differ-
ent periods of the match. No less interesting are the
images created as illustrations of the book by Gud-
mundur Danielsson (1910-1990) “Skakeinvigi aldarin-
nar”, published in 1972 in Reykjavik. These cartoons
depicted the images of the confused grandmasters
M. Taimanov, B. Larsen, T. Petrosian, the equanimity
of B.Spassky, the eccentric R. Fischer.

Caricatures were dedicated to the match in
"Evening Standard” “That's not Icelandic pageant-
ry old boy, they're here to make sure they both
stay”, in "Punch” N2 16-22 “Mr Spassky, this is Mr
Fischer”, published in the same 1972. In the first
picture we see Spassky and Fischer fighting for
victory at the gaming table, surrounded by exag-
geratedly tall comic figures in Viking garb: a bat-
tle ax, spears, a helmet with horns and wings. The
images of ancient sea warriors were identified with
the people of modern Iceland, which hosted the
competition. Another work from Punch magazine
introduces several heroes to our view at that mo-
ment. When each one reaches out to shake the
other’s hand. However, mutual misunderstanding
occurs: the person in the car gets out of the car,

while the other one bends down and looks inside.
In this way, the artist sought to demonstrate the
misunderstanding and inconsistency of Soviet and
American chess players, although they were aimed
at meeting each other.

And also it seems significant to us to add about
the response to the 1972 match in the Mexican
comic “La Batalla Fischer-Spassky. El maravilloso
Mundo del Ajedrez” in the publication “Estrellas del
Deporte”. It is noteworthy that without being car-
icatures, the color images of the comic reproduce
the compositions of Nieman’s graphics and Peturs-
son’s drawings. All this suggests the popularity and
widespread distribution of images inspired by the
match in different countries of the world.

The interest in the phenomenon of chess, ob-
served in the period 1920-1970, was clearly reflected
in the cartoons of this time. Let us note that holding
chess tournaments, popularizing the game itself, as
well as reflecting this topic in the press, including in
cartoons, had political patronage. This provoked the
appearance of a large number of social and polit-
ical cartoons on the topic of chess. In our opinion,
the caricature still has enormous cognitive poten-
tial, which can be revealed by a researcher when
considering it as an independent work. Humorous
drawings contain rich material demonstrating liv-
ing conditions, images typical of the time, which
reflect the spirit of the times.
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3AMAAHOEBPOMEMCKAA KAPUKATYPA
1920-1970-X rOA0B, MOCBALLEHHAA TEME
LUAXMAT: MMOJTIMTUYECKINE, COLUNAJIbHBIE
N CMNOPTWBHBIE ACTEKTHI

AHHOmMayusA: ABTOP aHanM3NpyeT pag KapukaTyp eB-
ponenckmnx U aMepUKaHCKMUX XYAOXKHUKOB, MOCBALLEH-
HbIX LLaXMaTHOM TeMaTunke, bbIIM OTMeuYeHbl ABa Tuna
KapukaTypbl Ha TeMbI LWaXMaTHOM Urpsbl. MepBbI OTHO-
cnTCA K 06a1acT noamTndeckon kapukatypsel (J1.T. Vn-
JMHIBOPT), APYroil — B MOAHOW Mepe packpbiBaeT CyTb
COLMaNbHbIX ABAEHWI B OMOPUCTUYECKMX BbITOBBIX 3apW-
coBkax (3. JleHrpeH, X. buactpyn). Oba Tmna obbIrpbiBatoT-
cs Npu nomoLm Metadop 1 aHanoruii, COOTBETCTBEHHO
CBA3aHHbIX cO cnopToM. CTaTbs obpallaeT BHUMaHWe 1 Ha

Tema WwaxmaTt noayymna opurmHasbHoOe npo-
yTeHWe B KapukaTypax 3apybexKHbIX XyL0XKHMKOB
Xepnyda buactpyna (1912-1988), l'yctaBa PobepTa
Xérdenbata, AHgpeaca Mayns Bebepa, Jlecan Tmn-
6epT NannHreopTa, a Takke HEKOTOpPbIX paboTax
rpadurkoB 36urHesa JleHrpeHa, XaH-Xaka Cemne.
Vx paboTbl, 1 nogobHble kKapukaTypHble n3obpa-
KeHUS, WapXu nybankoBanncb B XXypHanax «The
New Yorker», «Daily Mail», «Evening Standard»,
«Chess Review», «Chess Life», «Noir et Blanc»,
«Express-Wieczorny», «Frischer Wind», «Zeit im
Bild», «Eulenspiegel», «Lilliput», «Neue Berliner
Illustrierte» n apyrue. LUnpoToi npusHaHWsa Noab-
30Ba/INCb M NOAL3YHOTCA A0 CUX NOp paboTbl AaT-
CKOrO XYAOXHWKa-KapuKaTypucTa, obLLecTBEHHOro
AeaTens, aBTopa 6oaee NATK ThicAY HabpoCKoB
n pucyHkos Xepayda bungctpyna. B 1952 rogy oH
Bnepsble nocetnn CCCP, n BNOCNeACTBMN HeOA-
HOKPaTHO NMpwues>an B Haly cTpaHy. Xy[0XKHUK
BCTpeYancs C COBETCKMMU AeATeNsiMN UCKYCCTBa

Takol BUA KapuKaTypbl, Kak cepus nociesoBaTesbHbIX
3MNN3040B, CXOAHOE C KOMUKCOM. OTMeUeHbl BbICOKMMMU
XYAOXKECTBEHHBIMW AOCTOVHCTBAMM U UCMONb30BaHNEM
MeTadoprueckoro sa3blka N306pasnTeslbHOro NCKYCCTBa
oTaenbHble pucyHkn ®.T1. Bebepa v Bbipa3uTenbHbIv LMK
pabor X.MeTypccoHa.

Knrouessie cn08a: 3anadHoesponelickoe Uuckyccmaeo
XX seka, KOMUKC, houmuy4eckas camupa, coyuaneHas
camupa, cnopmueHas Kapukamypa, KapukamypHsie yu-
KJbl, memMa waxmam e uckyccmee

1 kynbTypbl. B 1964 roay buactpyny 6bina npucyx-
AeHa JleHnHckan npemus «3a ykpeniaeHne mupa
Mexay Hapodamu». 3a Bpema npuesga B Mocksy
UM CO3jaH psj 3apuCcoBOK, HabpockoBs, n3obpa-
XKaroLWmnX pasinyHble CTOPOHbBI XXU3HN COBETCKUX
nogeni. Teopuectso buactpyna B obnactu kapu-
KaTypbl MHOFOrpaHHO, Mbl KOCHEMCA paccMoTpe-
HWA NMLWb HEKOTOPbLIX ero paboT, oTBeYatoWmnmM
HawweMy npeameTy. HenocpeAcTBEHHO TEMbI LIaX-
MaT mMacTtep Kacancs npu pabote Hag paAoOM 3a-
PVCOBOK, KOTOpPbIE BOLAM B KHUTY «YTO yBUAEN
Xepayd buactpyn B Cosetckom Coroze» (1968 r.).
VM npegcTaBaeH pag puCcyHKOB ¢ obpasamu urpa-
FOLLMX MMOHEPOB, B3POC/bIX MY>XUNH, UTPOKOB-
nobutenen, BCTpeyaroWwmxca 3a Urpor Ha yanuax,
Ha NaBoYKax ropoga, B nomeweHmnn. Kapunkaty-
pbl MacTepa, NOCBALLEHHbIE LIaXMaTHOW TEME, He
obpalleHbl HEMOCPEeACTBEHHO K MONNTUYECKON
XUN3HW. OHW NpPU3BaHbl OTMeYaTb B OMOPUCTUYe-
CKOM KJtoue psj 0COBeHHOCTel nrpbl, coumnanb-
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Hble acnekTbl C Hell cBsi3aHHble. [oka3aTenbHo, UTo
OHW He TepsAT akTyalbHOCTN U OCTPOTLI C Teye-
Huem BpemeHu. PaboTbl buactpyna npeacrasasatoT
coboli cBOero poga KOMUKC, PUCOBaHHOE NoBe-
CTBOBaHMe, COCTOALLEe N3 HECKOJIbKMX KapuKaTyp-
HbIX M306paXxeHWN.

Yaennm BHUMaHuWe 3TOMY BUAY UCKYCCTBa —
komukcy. Miccnegosatenb H. A. LibipkyH noguepkn-
BaeT, UTo YMbepTO IKO BOCMPUHUMAN KOMUKC KaK
coumanbHyro MMAONOTNID, TakKe NUTepaTypHbIn
Kputnk Jlecan duanepmn obpalan BHUMaHME Ha
CYLLHOCTb KOMMKCA C MO3MLMMN COLMANBHON NCUXO-
norun. A BUAHENLLNIA nccnegoBaTenb rpadmyecko-
ro Komukca Yuan 3ricHep («Comics and Sequential
Art», 1985 r.) nHTepnpeTnpyeT NOCTPOEHNE KO-
MMKCa Kak CO3JaHne ceputo CTaTMUHbIX 06pa3os,
KOTOpble 3aKk/to4eHbl B 06YC/I0BAEHHOM Nocneao-
BaTeNbHOCTW. [10 MHEHUWIO aBTOpPa, LeNiblo KOMUK-
Ca KaK XyJ0XeCTBEHHOro Npoun3BeseHns MOXHO
onpeAenvTb pa3BopaunBatoLLeecs BM3yanbHoe no-
BECTBOBAHWE, COMPSXEHHOE C Nepesayeint MblCien
M 4yBCTB NepcoHaxen. PagmkanbHbli War B no-
HMMaHWUK KOMKKca npoussen B 1957 rogy kputmk
fmnbep Cenpepc bnarogaps csoent kHure («The
Seven Lively Arts»), OH OTMeTWUA 3apa3nTesibHyHO
YyAOBMLLHYHO MOLWb KOMMKCa. Bugnmoe nposo-
KaLMOHHOe CHUXeHWe o6pa3oB 3a cYeT Hapouu-
TO NPUMUTUBU3NPOBAHHOIO A3blKa U BHELUHErO
ynpoleHna obpasa Cy>KmMno B KayecTse aganTa-
LMK YenoBeka K cpese, 0 4eM yrnomumHaet Lbip-
KyH: «KOMMKCbI B 3TOM MJ1aHe Urpanu Ty Xe poJib,
YTO N HEeMOe KMHO AN UMMUTPAHTOB KOTOpPOeE Mo-
MOTano UM BnucaTb cebs B HEMPUBbLIYHYIO COLMO-
KyAbTYPHYHO cuTyauuto» [LibipkyH, 2013].

HepooLeHeHOCTb NOpOXAeHa NOBEPXHOCTHbIM
NMOHMMaHneM KoMuKca. MI3HayanbHo 3TOT pog TBOp-
yecTBa NoABeprasics A1llb HEraTMBHOM OLLeHKe, pes-
KO KPUTUKOBANM €ro Hapsajy C KuHemaTtorpadom,
KaK MCKYCCTBO HU30BOE, CO3/aHHOE UCKNHOUNTENbHO
ANA pa3BieyeHuns, He CNOcobCTBYOLLLee BOCMIUTAHNIO
1 Mopanu obuiectsa. M go HacTosLlero BpeMeHm bbli-
TyeT CHOBUCTCKOE MHEHMWE O TOM, YTO KOMUKC MOXET
6bITb MHTEPECEH /INLLb AETCKOM, MO0 Hef0CTaTOUHO
06pa3oBaHHOM 1 KyJIbTYPHO Pa3BUTON ayAUTOPUN.
B nogobHOM BOCNPUATUN KPUTUKAMW IBHO Mpeob-
NajaeT cTpax npuopuTeTa BnsyanbHoM MHbopmMaLmm
nepeA TPaAVLMOHHO CBSLLLEHHON KHUXKHO-C/IOBECHOW.
OTtmeuvaeTcs NnoBecTBOBaTe/IbHbIV NpuHLUMN. Mocne-
AoBaTeNbHbIN, CEKBEHLIMaNbHbIN xapakTep. H. A. Libip-
KyH OTMeYana Aaneko YCTpeMAAoLLmMecs B JPeBHOCTb
MCTOKM MCKYCCTBA KOMMKCA, BMAOTb A0 [JpeBHero
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ErvnTa n Accvpumn. Ho ocobeHHo BaxHO ee Bblgene-
HMe 0BLHOCTN KOMUMKCa C KnHemaTorpadom (McKyc-
CTBO MOHTaa, BO3MOXHOCTb COBMELLEHMA TEKCTa
1 BM3yasbHOTO pAja, HAPPaTUBHOCTb). A APYrow 1c-
cnepoatens U. B. Yenypos n3lyuas pa3sutune xaHpa
KapukaTtypbl, ee GyHKLMOHaNbHOE 3HaYeHWE, COLU-
aNbHY0 BOCTPebOBaHHOCTb, CMbIC/IO0O6pPa3oBaHne
06pazoB, NPoCNeXMBas NCTOKM OTEeUECTBEHHON Ka-
pukaTypbl (pycckuin 1ybok). XoTa aBTop M He cne-
LUNT OTHOCUTB MOHATME KapuKaTypbl UCKAHOUNTENBHO
K n3obpasnTtesbHoMy nckycctey. OH NOHUMaET NoA
Hel 6osiee obLee NOHATME — 3/IEMEHT CMEXOBOM
Ky/NbTypbl, ONpeAenss BpeMs ee 3apoX/AeHus B yC-
NoBusAxX NepBobbITHOrO obLLecTsa.

H. A. LibipKyH BOCNpPOM3BOAUT MbiCab Maknto-
eHa M. («[ToHnMaHune Meauna: BHellHMe paclumpe-
HMA YenoBeka»): «3acnyra peabuamtaumm KOMMKCOB
Kak cpefcTBa MacCOBOM KOMMYHMKaLUW NpuHaaie-
XuT Mapuuanny MaknroeHny, npusBasLleMy n3yyatb
MaCCOBYHO KY/bTYpy B €e COBCTBEHHbIX TEPMUHAX,
a He CTOYUKM 3PEHUS KlacCU4eckom TPagnLMOHHON
Ky/NIbTYpbl, KaK CUCTEMbI KOMMYHMKaL M. MakatoeH
YCMOTpe B KOMUKCE NPOSABAEHNE CMEHbI KYAbTyp-
HOWM NapaaurMbl: «<HEOXWUAaHHbIN BbI30B ABAAETCA
ybeanTeNnbHbIM CBUAETENBCTBOM TNYHOKMX N3MeHe-
HWI B Hawel KynbType. CerogHs Ham KpariHe HyX-
HO NOHATb GOPMasbHbIN XapakTep neyaTn, KOMMKCa
N KapukaTypsbl, 6pocatonii BbI30B NOTpebutens-
CKOW KyNbType KNHO, oTorpadum 1 npeccbl 1 B 10
Xe BpemMs nsmeHsowmin ee» [LbipkyH, 2013].

BHoBb 06paTMCsa K paccMOTpeHuto paboT bua-
ctpyna. Cepus puCyHKOB, N3BECTHaA Noj Hanme-
HoBaHMeM «TpeHMpPOBKa nepej MaT4em», a Takxe
«TpeHnpoBKa nepej YeMnMOHaTOM», oTpaxkaeT
B KapvKaTypHOM Bue YNOPCTBO LuaxMaTucTa B ne-
pYOoA NOArOTOBKM K MaTuy C CONEPHUKOM. XyA0X-
HWK NOoCnef0oBaTe/IbHO eMOHCTPUPYET pasinyHble
ynpa>xKHeHWs, NPUAOXEHHbIe YCUAUS U Tpy4 n3obpa-
>KEHHOTO MY>UWMHbI, 33 NPOLLECCOM PaboTbl KOTOPO-
ro buactpyn npegocraeaset Ham cneamTb NO3TamnHo.
B Hauane rpadunueckoro noBectBoBaHMs OH U306pa-
XaeT repos, AenatoLLero 3apaaky, OCyLecTBAAOLLe-
ro MHOXeCTBO TpeHnpoBOkK — ber, bokc, rpebas,
atnetvka, pexToBaHwue. [lasee nokazaHo, Kak repomn
noceluaet 6aHto, eMy genaroT Maccax, Kpome Toro
OH OTKa3blBaeTCsA OT KYpeHMa N NPUHATUA anko-
rONbHbIX HAaMUTKOB, 60APO HaNpPaBAfACb HaBCTpeYuy
UCMbITaHWIO. 3pUTENb Y>KE MbICIEHHO NPUTOTOBUI-
€A K HEeKOW annueckon uHanbHon butee. U 3geck
BuacTtpyn, choBHO B 3aBepLuatoWwemM Kaape, npes-
naraet HaM 3bdekTHbIM GUHan — To ecTb M3obpa-

KEHWe nepcoHaxa 3a Urpow B Waxmatbl. C 0gHON
CTOPOHbI, 3aBepPLUEHNE KapUKaTYPHOTO pAja pUCyH-
KOB JeNCTBUTE/IbHO 3abaBHO, TaK Kak CIOBHO Obl
npeyBesnunBaeT ycuamns, HeobxoaMMble LWaxmaTm-
CTy nepej Urpow, NogHMMaeT BONPOC O NOTEHLM-
aNbHO NOXHOM nadoce, C KOTOPbLIM K LUaxmaTaMm
6bI10 MPUHATO OTHOCUTBCS.

Ho ¢ apyroli CTOpPOHBI, MyCTb B HECKOJIbKO YTpU-
poBaHHOM BUAe, buacTpyn npeagnaraet Nno3Hako-
MWTbCS C HEKOTOPBIMUW PeansMU LaXMaTHOrO MUpa.
UenoBek, 3HaKOMbIVi C UCTOPUEN LaXMATHOrO cropTa
NnocaeAHEero CToNeTUs, MOXeT 0bpaTnTb BHUMaHUe,
YTO BblZAOLLMECS YEMIMNOHBI, CTPEMSACH K NoaAep-
>KaHWH cobCcTBEHHOro GM3MUYEeCcKoro 1 amMoumo-
Ha/IbHOrO HaCTPOA, 4acTo MOMMMO CaMMX LaxmaT
Cepbe3HO 3aHMMaANCh KakKUM-AMbo BUAOM Crop-
1a: b. Cnacckuii — nerkov atnetnkon, P. duwep —
TEHHUCOM W NnaBaHbeM, M. BOTBUHHWK BCHO XKM3Hb
3aHMMancs GU3NUECKOn KyAbTYpPOU, XO4MA Ha Nbl-
>Kax, BbIMOJHAN TMMHACTUYeCKne ynpaxKHeHus no
cucteme Mronnepa.

Cepwus pabot buactpyna «BeuHas napTtmsa» noa-
HUMaEeT TeMy NpPeAaHHOCTY, TPO3sLLEN ONACHOM 3a-
LMKNEHHOCTbIO Ha Urpe y waxmaTucros. Ecam Ha
nepBbIX PUCYHKaX CEPUN KapuKaTyp n306padKeHsl
[BOE MY>XUWH, YBJIEUEHHbIX UTPOW, TO MOCTEMNeH-
HO XYJ,0XHUK AeMOHCTPUpPYeT cTapeHne obounx
nepcoHaXkeln BCe Tak Xe HanpPSXXeHHO AyMaroLLmX
3a JOCKOM, NOKa OAMH U3 HUX HE YMWUPAET, U ero
He YBO3WT, 3aNpPAXEHHbIN N0LWaAblo, YEPHbIN Ka-
Tadank. Ho ganee Mbl BUANM pasBUTUE NCTOPUMY,
1 BTOPOW MepCcoHaXx, y>Xe MoXuaon ctaped, ¢ 60-
pOAON, NPOAOKAET Pa3MbllLAEHNS 33 WaxmarT-
HbIM cTONIOM. Ero HM kanito He cMyTUAa CMepTb
NPOTMBHWMKA. B 3aBeplueHnn cepumn oba waxmatu-
CTa CYaCTNIMBO BCTPeYaroTCs Ha Hebecax u yxe Tam
NpoAoXatoT cBoe npotueobopcTBo. U 3Ta cepus
PUCYHKOB MMeeT nog cobon peansHoe 060CHOBA-
Hue. LlaxmaTHble napTum, MaTum GbiBaeT HaZ0Nro
3aTArMBalOTCA, HE OTNYCKarOT BHUMAaHUE UTPOKOB.
Camas gnutesnbHas uUrpa no nepenucke NPoOnCXoan-
Na mexay BbinyckHukamu LLlotnanackoro yHuBep-
cuteta. OHa npogoxanach ABajLaTh €T B MEPUOZ
c 1926 no 1946 roabl.

Kapuvkatypbl buactpyna aBasroTCA HECOMHEH-
HbIM KNaje3eM ObITOMMCAaHUA pa3HbIX CTPaH,
oTobpa>keHne OMOPUCTUYHECKUX CTOPOH UX CO-
LManbHON 1 MOAUTNYECKOM XU3HM CBOETO Bpeme-
HW. Hegapom nccnenoBatenv pasnnyuHbix obnactei
3HaHW NPUBOAMAN ero KapuKaTypbl B KayecTBe
NCTOPMYECKOrO CBMAETENbCTBA TOrO UAM UHOTO

bakTa 06LLECTBEHHOrO Ky/IbTYPHOTO CO3HaHMs. Tak,
LlaueHko 1 konnern obpatnancb K pucoBaHHbIM
HoBeJ/i1aM AaTCKOro xyAoxxHuka Xepayda buacrpy-
na ABAAOLLMMUCA APKUM NPUMEPOM HabatoaeHW
3a pa3BuTueM pacteHnin [LlayeHko, JinxaHckas,
LaueHko, 2015]. B HecKoNbKMX KapTUHKaX XyA0X-
HWK noka3san ¢asbl pa3BUTMA CaXeHLa B epeBo
N faxke TEXHOOTUIO BblpaluMBaHma kapTodens.
A B cepumn kapukaTyp «llepBoe poxaecTso Masbl-
Wa» AaTckmii rpadumk, co3gan psaj PUCYHKOB, B NO-
CNefiHeM 13 KOTOPbIX MPUCYTCTBYET n3obpaxeHune
Wwaxmart. PoguTenn okpyxatoT Masibilla OrPOMHbIM
YMCNOM MOJAPKOB, HE ABNAOLLMMUCS eMy celivac
HeOobX0ANUMBIMW, HO JOMXKHBIMU NPUTOANTLCA eMy
ANA INYHOCTHOTO Pa3BUTUA B pa3Hble Nepuoabl
KM3HW: HABOP MHCTPYMEHTOB, UrpyLleyHas o-
Wwagka, dortoannapar, CNOPTUBHbIe BYTCbl N MAY
ans dytbona, a Takxke waxmaTbl. [TokasaTenbHo,
yto buactpyn B faHHOM cnyyae, He nocesaLas
KOHKPETHO LaxXxMaTHOM Urpe CBOEn cepmumn nso-
OpaxkeHWn, NnofuepKMBaeT UX 3HAUMMOCTb A5
pagoBbix Atogen. OH NpoAEMOHCTpUpOBa, Kak
B 06LeCTBEHHOM CO3HaHMN chopmmpoBancs 06-
pa3 Wwaxmart, Kak HeobxoAnMbIN aTpubyT, CONpPo-
BOXXZAIOLLMIA MO XMU3HW YeNOBEKA, HEOTbEMIEMO
YacTbio BXOAALWMNI B KybTYpPY ero 6biTa npakTum-
yeckn ¢ poxaeHus. VisobpaxkeHHbI UTPOBOI Ha-
60p cumBoanyeH. ObyyeHmne WwaxmaTam, Nogo6HO
MY3bIKaJlbHOMY WCKYCCTBY, IBNAETCA BO MHEHUU
MHOIUX poAnTeNen BoCnuTaTebHbiM GakToOpoM
npuobuieHns nx pebeHka K KyabType, YTO MOX-
HO 3aKHUUTbL Baaroaaps 3ToM MPOHUYECKON ce-
pun paboT XyAOXKHMKaA.

MozBeprHem aHann3y HeCKOJbKO NpuMeYaTenb-
HbIX pUcoBaHHbIX KapukaTyp lyctaBa PobepTa Xér-
denbaTa (1894-1986), KOTOpPLIV BbIN LUIBEACKUM
XYZAOXHWNKOM, UINOCTPATOPOM U KapuUKaTypPUCTOM.
Xérdpenbar yumncs B [roccenbaoppckoin Lwkone npu-
KNaAHbIX NCKyccTB, B CTOKroIbMCKON XyAOXECTBEH-
HOW akajemuu, npoxoann obydeHue B Mapuxke.
HekoTopble ero pabotbl HaxoaaTca B LLBesckom Ha-
umoHanbHoM my3ee. Kapukatypa Xérdenbara «Lax
n mat!» co3gaHa B fobpoxkenaTeslsbHOM HOMOpPU-
CTUYECKOM Ktoue NoAZ0OHO MHOXECTBY ero nato-
CTpauUi K NPOU3BEAEHUAM AETCKOW nnTepaTypsbl.
XyAOXHUK MacTepckn nepefaeT CKynbiM s13bIKOM
KapukaTypbl BECb ApaMaT13M CUTyaLunn, B KOTOPOM
0Ka3a/ca YepHbIN KOPOb Ha gocke. Ero naoTtHas du-
rypa noHukna nepes HeobpaTUMbIM KOHLLOM UTPbI.
lopao cTosAwmiA nepes HAM 6enbiii pep3b U KOHb
NPOTUBHWKA HE OCTaBAAOT MY BO3MOXHOCTUN CAe-
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NaTb Kako-nnbo cnacutenbHbld xog. durypa kopo-
ns B 6yKkBasbHOM CMbICAe 3aXaTa B yroJ, Tak, OHa
oKasanacb B Yriy AOCKM, MO LEeHTPY n3obpaxeHus.
B3rnsag ynupaetcs B HECKONbKMX OCHOBHbIX Nepco-
HaXkeil NOBECTBOBaHMS, YeMy CNOCOBCTBYET yMenoe
CUMMETPUYHOE PacrnoNoXeHWe OTHaABLLMXCA, Maa-
UYLLIMX YepHbIX GUryp CEBa 1 TOPXKECTBYHOLLMX be-
NbIX — C NPaBOW CTOPOHbI JnCTa.

OuapoBatenbHO pelleHbl 06pasbl KapukaTypbl
Xérdenbara «lax». xyAoXXHUK n3obpasmnn ceeT-
ckoe 0bLecTBo N0buTenen Wwaxmart, cocTosallee
N3 MOXMABIX MY>XUUH B CTapUHHOM ogexae v be-
NbIX Napukax. MoMnUMo ABYyX UrparoLmx nNepco-
HaXkel, YeTBEPO APYruX NpeAcTaBAeHbl He MeHee
3axBayeHHbIMW AE€NCTBOM, OHW aKTUBHO XeCTu-
KyampytoT. Takxke XérdenbaT TOHKO npopaboTan
NHANBUAYANbHYIO MUMUKY KaXZAOoro repos, rap-
MOHWYHO BbICTPOWB KOMMO3NLNIO, COCTOALLYIO 13
CUAALLMX U CTOALLMX BOKPYF CTOJMIa YeNOBEYECKMX
buryp. 310 NOCTpoeHMe cNocobHO BbI3BaTb ato-
310 K TPAAMLIMOHHOM KOMMO3MLNK CtoxeTa «Tal-
Has Beueps». Takxke KapukaTypa npeactaBaset
napag 4YesoBeyvecknx xapakTepoB, HaNnoOMMHaeT
pa3zHoobpa3Hble 3apMCOBKM aHFNUNCKMX Kapuka-
TYpUCTOB, B TOM uucie Y. Xorapra.

ViHble xapakTepbl co3aaHbl XérdbenbaTom B pu-
CyHKe «My>KUUHBI, UrpatoLLme B LaxmMaTbl», KOTopas
pelweHa B byaAHMUYHOM Kitouye. [lBoe nepcoHa-
Xen — COBPEMEHHUKM XYA0XKHMKa, YTO caeayet
13 nx ogexabl. B aton pabote rpaduka nHTepeco-
Ba/IM XapakTepHble MO3bl UFPaLWUX MYXXUMH, OAWH
N3 KOTOPbIX HaXMypeH, ryboKo 3agymMaBLUNCh Haj,
xogoMm. lpyrov o6pas peLleH He CTONb OAHO3HaY-
HO. BTopoi My>UKMHa CNOKOWHO KYpWT, He obpa-
Waa BHUMaHMA Ha JOCKY U pelueHne NPOTUBHWMKA,
€ro iykaBbIi B3rnsz obpalleH K 3puTento COBHO
Hamekas Ha npejpeLleHHOCTb CUTyaLmK BCe eLle
Heo4eBUAHOM Ans conepHuka. Kapukatypbl Xér-
benbaTa Kak Mbl MOXeM yHeanTbCA He onupatoTca
Ha NoAUTUYECKNE, OCTPbIE COLMaNbHble NPOoBaeMbI.
LLlaxmaTbl npuBAeKatoT XyAOXKHMKa B KayecTBe Mo-
BOJa CO3JaHuA KapukaTypbl, BOCCO3atoLme pe-
aNbHble CNOPTMBHbIE, Cyrybo nrpoBble Npobaemsl
1N MOMEHTbI, PaCKpbIBarOLLMe TUMbl XapakTepoB pas-
JINYHBIX UTPOKOB, HAXOAALLMXCS B 3aTPYAHUTENbHOW
LWaxMaTHOW NO3ULUN.

PaboTbl nosbckoro rpadpurka 36urHesa JleHrpe-
Ha (1919-2003) nanocTpmpyrowme NpuKIrYeHns
npodeccopa PuntoteHa (MayTnwkm) NnpeacTaBaa-
N 3abaBHble pacckasbl B BUAe KOMUKCOB. KHura
6blna nsgaHa B 1957 rogy nsgatenbctBoM «Prasa».

52

Komukcbi-Lwapu JleHpeHa n3gaBanuncs B TeueHme
MHOTUX NIeT XypHanoMm «Mwekpyn». Kapukatypbl
JleHrpeHa — 3To NpexJe BCero KOPOoTKME PUCOBaH-
Hble NCTopuK, C A0BPOI MPOHUEN NANKOCTPUPYHO-
LWue coLmanbHble, ObITOBbIE CTOPOHbBI YeI0BEYECKON
XUN3HW, NOA06HO rpadpuyeckm NOBECTBOBAHMAM
X.buactpyna. B ero TBOpyecTBe Tema Lwaxmar npo-
fIBUAACh B paboTe, MOBECTBYHOLLLEN KPATKYHO XUTER-
CKYHO CUTYyaLMIO U3 XXM3HW 3HaKOBOTO NMepcoHaxa
XyAOXHMUKa npodpeccopa GunroteHa. 3T1a paboTa
«[MopaxeHune npodeccopa PunroTeHa» COCTOUT BCETO
N3 HECKOJ/IbKMX PUCYHKOB, pacckasblBatoLas o Tpex
CTaAMAX UTPbl, KOTOPOW peLunn 3aHATbLCA 3abaB-
Hbl1 repoli. Ha nepBoM M306paxkeHn NepcoHaxm
TO/NIbKO Ha4anun Urpy, OHW BbIFNAAAT YBAEYEHHbBIMU
n gobpoxenatenbHbIMWU. Ha cnegytowieM pucyHke
conepHuk npodeccopa, ynbibasack genaeT yaau-
HbI x04, a PuntoTeH BbIFNAANT PacCepXKeHHbIM pe-
3ynbTaToOM. Ha TpeTbem pucyHKe, 3aBepLuatoLLem
onucaHue, Mbl BUAMM pa3bpocaHHble LWaxMaTHble
bUrypku, yaanstowmnines TeMHbli cuayaT npodecco-
pa, He >kenaroLwero NpoAoXKaTb Urpy Moc/ie Hey-
Jaun. Ha nepegHem nnaHe — pactepsaHHas durypa
€ro He3ajauyanMBoro NPOTUBHKKA, KOTOPOMY MpPO-
deccop oTBETW TEM, YTO Hajen eMy Ha rONoBY LLax-
MaTHYH AOCKY.

MNpuvMeyaTenbHbI WaxMaTHble Kapukatypsl 3. JleH-
rpeHa pasHbix seT. «[locmen B3ATb benyto Aamy vep-
HOW MeLKOoW», n3gaHHas B «Mwekpyn» asaseTcs
COLManbHOW caTUPOW Ha TeMy pacu3Ma, a onybam-
KoBaHHas B «CBAT» paboTta «Moxellb 06bABUTL MaT
Ha 24-M XOAy...» OBbIrpbiBaeT CHOXET UCMONb30BaHMSA
NOJACKa3oK B Urpe OT NCKYCCTBEHHOTO MHTENNEKTa.
NpoHun noasepraeTcs HeycTaHHas yBAEUYEHHOCTb
LIaxMaTamu Jrogel B HeNoAXOAALLMX ANs 3TOTo YC-
noBusx n obcToATeNbCTBAX, UTO BUAHO B KapuKa-
Typax «A 2 6bl nepectaBua Tenepb C10Ha € g6 Ha
h7 1 6bin 66l HEeMUHYEMbIV MaT!» ¢ U30bpaXkeHreM
H6eceaytoLLmx O Xoze NapTMM NapaLLoTUCTax, MNOKM-
HYBLUMX NajatoLunii caMonieT, a Takxke «onpobyiite
BOJOMN...», T4 HalleMy BHUMaHWIO NpeacTaeTt cu-
Tyaums, KOrja ABoe NOoXapHbIX 3aHATbl UTPOW Ha-
CTONbKO, YTO BMECTO Bbl€3/ja Ha MECTO BO3ropaHus
npeAnaratoT NOTeprneBLLIMM COBET No TesnedOoHy.
Mo 3tum pabotam JleHrpeHa 3aMeTHO pasanyuve
NpUMeHeHMs TeMbl LWaxMaTHOM mrpbl. Hanpumep,
abCoIHOTHO anoAWUTUYHa, NLLIEHa Kakon-Nnbo catu-
puvYecKor HanpaBaeHHOCTH KapukaTypa «OcMentoch
obpaTtuTb BHMMaHwMe, Bawe BennyectBo — kopo-
N5 He cTaBAT nog yaap». OHa npeacTaBnseT coboin
LUYTKY, MPOHWNYECKYHO MANKOCTPaLMIO UTPbl MOHa-

Xa W KopoAs, rae obbirpbiBaeTcs ABYCMbICIEHHOCTb
cnoB 06 onacHocTK ans kopoas. Tak Kak npegy-
npexgeHne OTHOCUTCA K UrparoLLLeMy KOPOJH, Tak
M K LWWaxMaTHom ourype.

Monbckana KapukaTypa cBA3aHa C jeATeb-
HOCTbIO CaTUPUYECKMX XXYPHaNO0B, B TOM Yuciae
«Mwekpyn» (Nep. c nonbck. «Paspes»), «lLnunb-
kn», «[Monntmka», «Kapycenb». PUCYHKN XyA0X-
HuKoB 3. JlinnuHckoro (1908-1991) B «lMwekpyn»
n K. bapaHeukoro B n3ganuun «lLinuaekn» peweHsi
B NMPOCTOM MPOHNYECKOM Kto4e, n306paxatroT He-
CKONbKUX r1y60KO 3aZyMaBLUMXCA UTPOKOB. PaboTbl
xe L. KobblnmHckoro 6onee cnoxHble No 3ambichy.
Ero kapukaTtypa «4T10-TO He Tak...» B «[loantunke»,
AEMOHCTPUPYET HeJOYMEHNE UTPOKaA 3a JOCKOW,
06Hapy>XMBLUEro Npu U3HayanbHOW paccTaHOBKe
buryp pecatb 6enbix KOHEW. Y 3puTens 3To MOXET
BbI3BaTb @aHaNOIMIO C a3apTHbIMUW Urpamu, rae Bo3-
MO>HO NMPUMEHEHWNE XYbHUYECTB, Kak NOAMeHa
kapT. Apyras pabota KobbianHckoro «C tex nop,
KaK LIaxmaTbl CTaau CYMTaTbCA CMOPTOM, YENOBEK
cpa3y Ha4dan ceba nyyle 4yBCTBOBaTb» CNOBHO
6bl 3a/laeTCA Lenblo UANKCTPMPOBaTbh aHeKAOT,
rae ABOe UITPOKOB, C MOAYEPKHYTO HE340POBbIM
TeNocnoXeHnem (M36bITOYHOCTb U HeAOCTaTOK
Beca), oba KypsLMe ocYacTAMBAEHbl TeEM 06CTO-
ATEeNbCTBOM, YTO Hiarofaps TOMy, UTO LWaxMaThbl
CTano NPUHATO OTHOCUTb K CNOPTY. Tenepb OHU
He MCMbITbIBAOT MOpPasbHbIX MYK U Yrpbi3eHU
COBECTN OTHOCUTENbHO HeJ0CTaTOYHOrO BHUMA-
HUA K CBOEMY 30POBbIO.

OpuvrnHanbHa kapukatypHas paboTta Kk n3ga-
HUo «MaTtemaTtnyeckas cMekanka» b. Kopgemckoro
(1955 r.), uantoCcTpupytoLas oAHy U3 AeACTBUTENb-
HbIX LIaXMaTHbIX 3aja4, KOTopas COCTOUT B TOM, YTO
KOHb AOJ/I)KEH 38 MMHUMaNbHOE KONYECTBO XO40B
Ha Zocke NOBUTb BCE MeLIKM NPOTUBHMKA. XYAO0XKHMK
npeacraBma pelleHne B 3a6aBHOM kntove — du-
rypka 6en0oro KoHs rHeBHO CAyBaeT C JOCKM, OKPY-
Xarolme ee YeTblpe YepHble NeLKu.

K Teme waxmat obpalanmce u gpyrve macre-
pa: K. bapaHeukuii B n3gaHunn «Kapycenb» npes-
ctaBun «Ha HeobntTaeMoM oCTpOBE», B XXypHane
«Wnunbkm» E. Kocepag3sckuin npeactaBua Kapm-
KaTypbl «lllax koponto!», «[peanarato HUUBKO!»,
J1.3. KapnioBCKM BbINYCTUA MPOHUYECKNIA PUCYHOK
C n3ob6paxeHnemM MrparoLmx YesoBeka v MUHT-
BMHa B «[laHopame lyaHoubl», a E. BpyxHane-
ckn B «CBAT» KapukaTypy «B Kpakose: Ha bepery
peku...», co3gan catmpuyeckyro paboty n M. MNo-
KOPpbl, M306paatoLLyo NOeANHOK MeXay BOCTOY-

HbIM NMPaBUTENIEM N OAHUM U3 ero cayr. CXoxyro
TPaKTOBKY puCyHKY MNokopbl npetsopun . Mukna-
WweBCckW. EMy npuHagnexuTt catmpmuecknii Ha-
6pocok, nsobpaxarowmnii bpaMmnHa 1 cyntaHa 3a
waxmaTtamu. lMpuuem B pykax y rpo3HOro uapes-
BOPLLA 3aHECEeH MeY Haj NonaBLIUMCS eMy Nof,
PYKY HECUYaCTHbIM, UTO AOJIXKHO Y 3pUTeNs Bbl-
3BaTb MOHMMaHWe O cnocobe BeAEHWSA 3TON UTPbl,
npeapewweHHocTn ee ncxoga. I Muknawesckun He
eAnNHOXAbI NpUber K WaxMaTHON TeMaTuke B Teue-
HWUW XW3HK, €ro TBOPYECTBO YCMELIHO NMPeTBOPEHO
B HECKONIbKUX pucyHKax B «Express-Wieczorny»,
WANFOCTPUPYIOLWNX HAaBAOAEHUS U3 LWaXMaTHOM
XM3HWU. OAWH 13 HUX n306paxkaeT HEMPOLLIEHHO-
ro COBETYMKa B ANLLE CyAbW, KOTOPbIA 3asaBaseT
BblCKa3blBaeT abCypAHYH MbIC/Ab, YTO A5 bonee
NIerkoro xoja napTuu elle B Hayane ciesoBano bbl
B3ATb KOpo/ia. [TOMUMO SBHOW rAynocTn coBeTa,
caTupe nogeepraeTtca caMm GpakT coBeTa Boobuue.
V3BecTHO, UTO BO BpeMs MapTUmM AOXKHa CTOATb
TULWIMHa, Ntobble COBEThI WaxMaTUCTaM 3anpetye-
Hbl, KPOMe OTZAe/IbHbIX C/lyYaeB NOACKa30K KOMaH-
Abl Nepes JOUTrpbIBaHMEM OT/IOXEHHOW NapTuu.
[pyrov pucyHoK NosbCKOro Mactepa nsobpaxa-
eT BYPHO XECTUKYNPYHOLLEro, KpUuyallero Kom-
MeHTaTopa maTuya, Habatogarowero 3a BHeLIHe
HEBO3MYTMMbIMM LWIaxMaTUCTaMU. MurKaalLleBCKu
34eCb TOHKO MoAMeuYaeT OTAMYHOE BblpaxeHue
3MOLMIA Y UTPOKOB U JKOAEN, CAeasaLmxX 3a npo-
LLeCcCoM COpeBHOBaHMA, korga Habarogatenn 3a-
YacTyro NPOABAAIOT COBCTBEHHbIE YYBCTBA BHELLHE
6onee BypHO, UEM CaMW UTPOKWN, KOTOPbIE Bbl-
HYy>XA€eHbl fep>XaTb nx B cebe, UTobbI He TeEPATb
KOHLLeHTpaunun. MoXxHO TakXe NpuBecTn npu-
Mep KapukaTypbl MacTepa B «Express-Wieczorny»,
BbICMEMBatOLLan CUTyaLMio, MPW KOTOPOW M3 Ony-
CTeBLUEro 3ana HeTEPMNENUBLIA CAYXUTENb MblTa-
eTCA BbIrHaTb ABYX 3aA€P>XXMBAOLWMXCA NTPOKOB,
OH FOBOPUT UM, UTO MaTy 3aKOHYUCH yXe Tpu
AHA Haszaga.

MpumeyaTenbHo ByaeT U3yUunTb TakKe Noaun-
TUYECKYH KapuKkaTypy BpUTaHCKOro XyA0XHM-
ka flecay Tunbepta NanmHreopta (1902-1979),
Ybe TBOPYECTBO OblNO BeCbMa NAOAOTBOPHbBIM
N KacanocCb Pa3HOCTOPOHHMX COLMaNbHbIX, MO-
NINTUYECKNX aCnNeKkTOB XU3HW. aanHrsopT npo-
AOJKan CNaBHYO Ypesy aHMIIMNCKUX MacTepoB
kapukatypbl. OfHa 13 M3BECTHbIX ero pabor
B «Daily Mail» (18 pekabpsa 1940 r.) «The movies
ahead» c nzobpaxerHunem A.Tutnepa, b. Mycco-
anHun, . B. CtannHa. HanpoTuB KOTOpbIX Urpa-
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et cnaawmin Y. Yepumnnb, noj pacnonoxXeHHOn
BO3/1e GUrypbl 061OKOTUBLLEFOCA Ha HErO, KypA-
wero Aaan Cama c ocTpoli 6OpoAKON, HaMeKato-
el Ha NOANTMYECKOE BAUSHWNE B pa3peLleHunm
BOMPOCOB aMepuKaHCckux BaacTel. Moantmnye-
CKUWA KOHQAMKT UANOCTpUpyeT KapukaTypa Wa-
nuureopta B «Daily Mail» (5 ¢pespansa 1940 r.).
feposMn XypOXXHUK BHOBb n3obpaxaet A. [nt-
nepa, b. Mycconnnun n M. B. CtannHa, Kypawero
TpybKy 1 ogeToro B CBeTAytO pybaxy c usobpa-
XeHnem cepna. Nepea nrparowmmn Mmtnepom
1 CTaZnHbIM Ha CTOJIe pacnosioXeHa KapTa, aBas-
toLLasACsA CUMBOAMYECKOWN LOCKOW ANS UFPbI, Cle-
Ba Ha KOTopoU Bo3se durypbl M'mtaepa BoiBeAeHa
Hagnucb «Balcan». A B CTOpOHe OT urparoLwmnx
MUPOBbIX NNAEPOB HaXOANTCA MPUOTKPbITas KO-
pobouka c nexalwmMu UrpaibHbIMU GUrypkamm,
noanucaHHas «Neutral bloc».

Kapukatypa B «Daily Mail» WannHreopra
(11 anpens 1944 r.) nzobpaxxaet 6opbby Ha ca-
MOW gocke, rae obpasbl WaxMaTHbIX GUIYp CUM-
BOAM3UPYLOT [MTAepa B 06a1Ke TEMHOIO KOpOoAs,
OTCTPENVBaOLLErOCA OT HaZABUTarOLLENCSH CUbI
MHOFOUYMNCAEHHbIX Benbix Uryp NpoOTUBHMKA, ONK-
LeTBOpAOLWMX A06PO, CUbI CONPOTUBAEHUSA da-
LWMCTCKOMY PEXUMY 1N KPOBOMPOAUTHOW BOMHE.
Haz apmueit 6enbix duryp Bo3BblwaeTcs 04Ha 0CO-
6eHHO KpynHas ¢ NopTpeTHbIMK YepTamu CTanu-
Ha, kak obpa3 nobeantens. OgHa M3 KNETOK Ha
[OCKe MPUMOAHVMMAETCA U U3-3a HEE BO3HMKAET
Hebonbllas Gurypa newkm-napTnsaHa, Yen cum-
BOJIMUYECKMI 0Bpa3 ferko umTaetcs baarogaps pac-
NONOXEeHHOW BO3/e Haanucu «Partisans». CnheBa
Tak>XXe NpuUCyTCTBYeT nsobpaxeHue . TMMmaepa
B 06/1Ke nagatowern purypbl. MoOXXHO OTMETUTb
Kak CBOWCTBEHHble MpuWeMbl, NpuMeHsiemble Nn-
JMHIBOPTOM B MOJUTUYECKON Kapukatype —npexzae
BCErO CO34aHUI0 IErKO Y3HaBaEMbIX NMOPTPETHbIX
06pa3oB, KOTOPLIM OH MPUAAET UPOHMYECKOE OC-
MbIC/IEHNE, CNYXUT n306paxeHne 6oraton MUmMm-
Ku, npuemMa cansHns obpasa peanbHON NMUHOCTU
C WaxMaTHbIMU bUrypamm Ha JoCKe, a Takke ak-
TUBHO NPUMEHSAIOLLMECH TEKCTOBbIE BKAKOYEHUS
Ha NMOBEPXHOCTU KapukaTyp.

MpuBieKaeT BHUMaHWE 4acToe UCMOJIb30BaHMe
3/1IEMEHTOB TEKCTa B MOJUTUYECKUX KapuKaTypax,
KorAa XyAOXHMKN He CTOIbKO MOAMMUCHIBAOT UMeHa
NnepcoHaXen, HO 1 COMPOBOXAAOT U30OpaxeHune
Kakon-1Mbo MHorosHauHon uutatoin. A.T.fonvkoB
TOXe oTMeyas: «CyLLecTBEHHON COCTaBAAOLLEN Ka-
pVKaTypsbl AB/sETCS TeKCT: Byab TO Ha3BaHWe, Noj-
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nuce (B popmMe MOHOIOTa UK Ananora), Penivku
nepcoHaKew, HakoHel, HaAnMmMcb — B TOM Caydae,
eC/In OTCYTCTBYET WU HEOYEeBUAHO NOPTPETHOE
cxoacTBO. KapukaTypucT cMHTe3npyeT naobpaxe-
HWe N TEKCT B eAMHOM XYJ0>XXeCTBEHHOM Npoun3Be-
AeHnm» [Tonankos, 2011]. Mbl BUaANM, nccneaoBatenb
B Hay4HOMW cTaTbe NOAHWMaN BONPOC COOTHOLLEHWS
pPUCYHKa 1 TeKkCTa B KapukaTtype.

Kapukatypa WNanmHreopta B «Daily Mail» (14 des-
pana 1949 r.) npeacTaBaseT HaM XapakTepHble Mop-
TpeTHble n3obpaxeHus W.B. CtanmHa c . TpymeHoMm
3a napTven B WwWaxmatbl ¢ GUrypkamu, nmerLm-
MK Hagnucu «Eistern bloc», «Berline blockade»,
«Atlantic pact» n, pacnonoxeHHyto Ha durypke be-
noro koHsl, — «Air lift». PucyHok npeactaBaseT Ham
obpa3 nngepa, ayLlero B HanageHve 6enbiMm eu-
rypamu, okasblBatoLLErO NPOTUBOAENCTBME CBOEMY
NPOTUBHMKY. Hagnncy Ha durypkax oTcblnatoT 3pum-
Tens Kk noanucaHuio CeBepoaTnaHTUUYECKOro A0ro-
BOpa, obpasoBaHuto anbsiHca HATO.

CXoxXvMuK Nnpremamm co3gaHmsa o6pasHOro A3bl-
Ka obnaganu n Apyrue KapukaTypucTbl, Hanpumep,
HoBO3enaHAckun mactep Jasug Jloy (1891-1963).
Nm B «Evening Standard» (19 deBpana 1946 r.)
6bina BbINyLLleHa caTupuyeckas paboTa, UMeHye-
Mas «Report to Moscow». Ha pucyHke cneBa nso-
BOpaxkeH CUAALLMIA 3a CTOJIOM C LUaXMaTaMm Ha HEM
W. CranuH ¢ 3axxmraeMoin KyputenbHon Tpy6KoMu,
3a €ro CrvHOM Ha CTeHe pPacro/iodKeHa orpoMHas
KapTa ¢ Hagnucbro BBepxy «Middle East». CnpaBsa
npeacTaBieH MeHee N3BECTHbIN NybanKe NepcoHax,
NMS KOTOPOTO XYAOXHWK BBOAMT C MOMOLLbIO NOA-
NMUCK Ha PAJOM C HUM PacroOXXEHHOM YeMojaHe
«A. Vishinski». OH n3o6paxeH B 4epHOM KOCTIOME,
B pyKax, OAHa 13 KOTOpbIX NepebnHTOBaHa, OH Aep-
XWUT papTc. Hag ero durypoi B kaBblukax HanvcaHa
dpasa «It's called «darts» — a new political game
invented by the monopoly-capitalist-reactionary,
uncle Ernie». 3ToT 06pa3 rnasbl coetckoro MN/a
AHApes BbILWMHCKOro, KOTOPbIN N306paxkeH Ha Npes-
CTaB/IeHHOW KapwKaType, OTCbIIaeT K M3BECTHbIM HaM
60nee NO3AHUM COBbITUAM, KaCaroLLMXCA MEXAY-
HapOoAHbIX OTHOLEHW cTpaH 3anaga n CCCP. Jloy
NJ10AOTBOPHO TPYAMACS B XaHpPe NOANTUYECKOM
KapuKkaTypbl, 60/bLIYIO YaCTb XXM3HW OH NMPOBE
B BesimkobputaHum, rae neyatancs, a 3a co3gaHue,
NoAOBHbIX PacCMOTPEHHOM Bbllle, KapuKaTyp ero
TBOPYECTBO OblIO MOABEPXEHO 3anpeTy B CTpa-
HaX, OTHOCALLMXCA K TMTAEPOBCKON Koannuun. Ero
XapakTepu3oBaau B TO BpeMsa KapukaTypbl C OTAN-
YaroLWMMNCs 0cobon A3BUTENBHOCTBIO Obpazamm

mtnepa u MycconnHu, UbM NEPCOHAXM UHTepe-
coBanu n Nannnreopra.

[loBONBHO NprMeYaTeNbHO KapyKaTypHOe Japo-
BaHWe HeMeLKoro xyoxHuka AHgpeaca MNayns Be-
6epa (1893-1980). Bebep cHoBa 1 CHOBa B TeUeHne
JONroro BpemeHu 6pan Ha BOOPY>KEHNE MOTUB LIax-
MaTWUCTOB W NOCTOSIHHO NMpPeobpa3oBbIBan €ro B CBOe-
ro pofa LyKbl LaxmaTHbIX NapTUii MexAy augepamm
MUpOBOI nctopuu. LLlaxmatbl — 3TO urpa, Ho 370
elle 1 6opbba; U3MepeHne AyXOBHbIX CWJ1, MO3BOAS-
toLLLee NPOACHUTb AnaneKTUYeckne NPoTMBONONOXK-
HOCTW. Y XyAOXHMKa eCTb BO3MOXHOCTb M306pa3nTb
camble pasHble TUMbl U NepcoHaxel. Mocne Bropoi
MUPOBOI BOMHbI OH MNPOAOJIKaN BbICTyMNaTb B POV
06L,ecTBEHHOrO KOMMEHTaTOPa, KPUTUKYS MOAU-
TUKY, CNPaBeAJNBOCTb, MUAUTAPU3M, 3arpsi3HeHNe
OKpYy>atoLLen cpesbl, 6ecyenoBeUYHOCTb, MeAULIMHY
n daHaTM3Mm B cnoprte. Ero waxmaTtHas kapvkatypa
YyacTo npeacTaBaseT CObOM OpUTMHaNbHYIO rane-
peto NOPTPETOB MOHAPXOB, O6LLLECTBEHHbIX AeATe-
nel v NOAUTUKOB. VIHTepeCcHO, YTo 06pasbl CUAbHLIX
MUpa Cero U3BeCTHble 3puTensm bnarogaps pas-
HbIM MCTOYHMKAM B pasinyHble BpeMeHa. TaK Mbl
nMeeM NpeAcTaBieHne O BHELWHOCTU apuUCTOKpa-
TOB, MOHapPXOB NO MapaAHbIM MNOPTPeTaM C nepu-
opa BospoxaeHue, bapokko, poTonszobpaxxeHnsam
KOH. XIX — Hau. XX BekoB. B 10 e Bpemsa kapu-
KaTypHble MOPTPETbI NPEeACTatoT CO CTPaHUL, raset
N >XXYPHaNoB Ha NpoTaXeHnn XX ctoneTms, 3Hakoms
C XapaKTepPHbIMU OCOBEHHOCTAMM MYBANYHBIX NNLL,
MOJIMTUKOB, LLapckix 0cob. ABnsscb kapuKaTypon,
CaTUPUYECKOMY XXaHPY B PAAE BUAOB UCKYCCTB, OHU
He TepsAtOT CBOEM NOPTPETHOM 3HAYMMOCTM, MOTYT
CNYXUTb UCTOUHUKOM psija HabAAEHUNA O KY/b-
Type, MOZie COOTBETCTBYHOLLEW MOPbI.

PVCyHKM C LiaxMaTHOW TeMaTUKOW 3aHMMaloT 3a-
MeTHOe MecTo B TBopuecTBe Bebepa, rae oH npea-
CTaBAsAET NPOLECC COPEBHOBAHMA MeXAy napow
NIPOKOB B KauecTBe KOTOPbIX M30HpaxkaeT nctopm-
yeckMx JUYHOCTEN, IMTepaTypHble, caTupudeckme
N anneropuyeckme obpasbl, MOPOW OTHOCALLMECSH
K >XMBOTHOMY Mupy. LinT no ct. lonunkosa: «IMo cnpa-
BeANMBOMY yTBepXxaeHuto A. B. LLIBbipoBa, «noaun-
TUYeckas Kapukatypa nutaetca rnaBHbIM obpasom
anuamm» [Fonnkos, 2011].

Bebepom Obis 3asyMaH LMK/ WaxMaTUCTOB BO
BpeMs 3ajepXXaHuns ero nog crpaxei B HropHb6epr-
ckom TiopbMe B 1937 rogy HaLMoHan-coLmanmcTamu.
HekoTopoe Bpems crycts Bebep 60AbLINHCTBO pu-
CYHKOB MepoM, CO3AaHHbIX 3@ 3TOT Nepuog, nu-
TorpadupoBan. lpaduyeckne AUcTbl YacTo Hbian

LBETHBIMU, YTO ABAANOCH OCOBEHHOCTBIO TEXHU-
KU MCMOJHEeHMsA paboT, HECBONCTBEHHOM paHee
XyZfo>XHUKY. Cpean orpoMHOro nepeyHs pabor
MacTepa, HeKOTopble B HacTosLLee BPeMSA Haxo-
AATCA B YaCTHbIX COBpaHMsAX, BbICTaBAAKOTCA Ha
ayKLUMOHaX, XenaTeNbHO OTMETUTb HEKOTOPbIE Xa-
paKTepHble KapukaTypHble nsobpaxeHusa «Jluca
n gypak» (1937 r.), «Mapus Tepesus v cTapbin puu»
(1967), «CmepTb 1 AbaBon» (1967 r.), «<HanoneoH
n pycckas 3uma» (1975 r.), «[JoH Kuxot n CaHuo
MaHca» (1976 r.), «Jaarowka Kptorep v kopone-
Ba», «3a Waxmatamm» (1960-70-e rr.), «Obe3baHa
caenana xop» («Der Affe hat gezogen»).

Ha kapukatype «Jluca n aypak» (1937 r.) Bebep
n306pasmn UrparoWwmMmMmn B LIaxmaTbl ABYX Tpajm-
LIMOHHBIX NMIYTOBCKMX NMEPCOHaXa — Anca 1 LuyTa.
OHK yao6HO pacnonoXuanch B necy cpeau 3ene-
HbIX AePeBbEB, LaxMaTHYI AOCKY YCTaHOBUAWN Ha
nHe. Ix obpa3bl NoguepKknBaroT JyXOBHOE CPOA-
CTBO 06OMX NepCOHaXxel, Urpa KoTopbIx, ckopee
BCEro aCCOLMUPYIOLLLAACA B JaHHOM C/lyYae C XXn3-
HbtO, NPEeACTaBAAETCA UM HEKOW 3abaBol, MOBOAOM
ANA WyTKK. JlerkoMbICIeHHOCTb 06pa3oB NoAYEpPKM-
BaeTca UX paccnabaeHHbIMM NO3aMu U APYXKECKNM
CMeXOM. ITO HeobbIYaHO CUJ/IbHAA NMPOCTO CYUTBI-
Baemas paboTa Xyf0XXHMKa, OTHOCALLAACH K PUno-
codckmm KapukaTypam.

PucyHok Bebepa 1967 roga «CmepTb n [AbaBon»
TaK>Ke oTHOCUTCA K drnnocodckmm KapukaTtypam,
JONroe BpeMs UANKCTPUPYEMbIX rpadmnyeckmum
1 XMBOMUCHBIM UCKycCcTBOM. V306pakeHune nepe-
AAHO MOHOXPOMHO, B IYXMX TOHaX. 3pnTenbCcko-
MY BHMMaHWIO NpescTaBaeHbl 06pa3 cMepTun B BUae
ckeneta n lbaBosia ¢ TEeMHbIMU MOLLHBIMU KpPbI-
NbAMMK, XBOCTOM 1 poramu. Oba nepcoHaxa cnmaat
Ha ro/ion 3eme, OKpPY>KatoLL A Nen3ax yCAoBeH,
TO/IbKO CMMBOJIMYECKN aBTOP HaMeTWUa NPUpPOL-
Hble MOTMBbI. CTOIKHOBEHME TakMX MepCcoHaxew
TUNUYHO AN GOoNbKNOPHBIX 06pa3oB, HaNOMWHa-
FOLLIMX O BPEHHOCTM BbITUA N BEYHOM XMU3HU NOTY-
CTOPOHHWX, XTOHUYECKNX CO3aaHUI. [TepcoHaxu
Bebepa HenpuraagHbl, UMeOT yPOAIVBbIE YepThl,
HO OTKPOBEHHOTO 3/1a NOAAM OHU He HecyT. OHu
1306padkeHbl CMOKOMHO UrpatoLLnMK, CyXKaT 3pu-
TeNAM CBUAETENbCTBOM MHOMUPHOIO CyLLeCTBOBa-
HWA. 3Ta KOMMO3ULMA, KaK Mbl MOXEM ybeanTbCS,
OTANYAETCA OT TUMUYHbBIX AN XyAOXHMKa. OHa OT-
HOCUTCS CKOpee K pesKol kateropum dmunocod-
CKOW KapuKaTypbl.

MprBAeKaroT BHMMaHMe TakXXe HECKOJ/IbKO pa-
60T Bebepa B NONNTUUECKOM KHOUYE, U3BECTHbIX
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noj HanmeHosaHuem «Mactepa |», nn «AgeHaysp
n ae Monnb» n «Mactepa IlI», nan «Wmuat n bpex-
HeB». [1peacTaBneHa BCTpeYa couman-gemMmokpara
lenbmyTta WWMunarta ¢ bpexHesbiM. K Tol Xe Ka-
TEropun PUCYHKOB OTHOCUTCA KapukaTtypa «Ma-
pus Tepesus u ctapbii Ppuu» (1967 1.), B KOTOPOM
XYAOXHUK MPUMEHUA NO3HAHUA GU3MOTHOMUKHN
N TOHKOE MCMXON0rnyeckoe BneyatieHne KOH-
KpeTHbIX UCTOpUYeckmx cutyaunn. Bebepy yaanocb
BOMAOTUTb UHAMBUAYabHOE BUAEHNE KOHPAMKTA
mexay Mapuen Tepesuneli n ctapbim ®puem, co-
CTOSILLLEM B CMOPE O TEPPUTOPMANbHBIX BAALEHNAX,
3aKN0Y4aloLLEerocs ckopee BCEro K mepBoMy pas-
aeny Peun Mocnoantown, noayyme anwb He6ob-
wyto obnactb B BoctouHol EBpone — lMaaunymto.
Mapus Tepesns nsobpaxkeHa B COCTOAHUMN Kpan-
Hero rops, 3aaMTas ciesamu, KoTopble He B CU-
Nax cAepkaTtb M yTepeTb nNaatoykom. [poTMBHUK,
NPOHUNYECKN YNblbasicb, MPOTATMBAET el CUMBOM-
YecKui yTelnTeNbHbIA Nogapok. B Tom xe n3obpa-
3UTeNIbHOM CTWU/Ie UCMONHEHa KapukaTypa Bebep
«[aarowka Kprorep n koponesa». OfgHaKko 34ecb
HeAOBONbCTBO KOPOJEBbI NPeACTaBAEHO He OTYa-
AHHbBIM, @ XXecTkuM. Ee anuo BbipaxaeT Herogo-
BaHVe, Hecornacme ¢ NPOTUBHUKOM. [oBOPALLMM
ABIAETCS ee XEeCT PyKu, NMOAHATON B BblpaXKeHWM
pPeLNTENbHOTO BO3PaXKeHMs.

OcTpoToii oTanyaetca catupa rpaduka B puCcyH-
ke «HanoneoH un pycckasa 3uma» (1975 r.), rae Be-
6ep npeacTtaBua 06pas 3MMbl BKIHOYAKOLLNM B Cebs
OAHOBPEMEHHO HEeCKObKO CMMBONOB. O6bIKHO-
BEHHO KapuKaTypa He CTPeMUTCA K YCAOXHEHUIO
obpa3Horo A3blka, HO B NPUBEAEHHON KapukarTy-
pe 3TO CTaHOBUTCA YMeCTHbIM Baarogaps nerkow
CUYNTBIBAEMOCTUN NPW BOCMPUATUN. 31Ma, CTaBLUasA
rybutenbHoun aAna Bonck HanoneoHa, HanpamMyo
accouUMMpyHOTCA B HalleM CO3HaHUW C NpeacTaB-
JIeHVEeM O CMEepPTU U XyAOW, UCTOHUYUBLUMIACS A0
HWUTKM CKeneT nepej NOAKOBOALEM NOBeCTByeT
0 ero 6eACTBEHHOM MONOXeHUN. A TONOBHOI yH0op
(manaxa), cabnto, ANNHHbIE YCbl OTCbINAOT K C/10-
XMBLIEMYCS B 3anafHblx cTpaHax obpa3sy o pyc-
CKUX NHOAAX.

PaboTta «3a waxmatamu» (1960-70-e rr.) Bebe-
pa npeacTaBAseT HaM CUMBOAMYECKMe 0bpasbl ABYX
OCJ/IOB, PACMONIOXEHHbIX 33 U3ALLHBIM LLIaXMaTHbIM
CTONOM Ha mArkmx nydax. Bozne kaxaoro nx Hux
NEXMUT OCTaBAEHHbIV NopTdesnb, Kak BOSMOXHbIN
CYMBOJ OT/IOXEHHBIX AeN, 0693aHHOCTEN, MO LeHTPY
BHW3Y — PacKpbIT sapeL, C WaxmaTHbiMK Gurypa-
Mu. Becb nadoc kapvkaTypbl CUMTbIBAETCS 3puUTe-
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leM NOoCTeNeHHO NO Mepe pacCMOTPeHUs paboTbl.
CaTtunpa 3aknro4aeTcs B ABHOM ANCCOHAHCe MeXAYy
OKpY>KaroLLel N3bICKaHHON 0BCTaHOBKOM NPOLLAbIX
BEKOB, TakOW WHTENNEKTyalbHOM UFPOI Kak Luax-
MaTbl 1 rpybbiMK GUrypamm 0CnoB, KOHTPaCTUpPY-
FOLLMX C CO34aHHbIM 0HLLECTBEHHBIM CTEPEOTMMOM
0 ZOJ/IXXHOM 0bpase waxmaTHoro nrpoka. KpacHo-
peunB pucyHok Bebepa «Obe3bsHa caenana xon»
(«Der Affe hat gezogen»), nsobpaxarowuii 3a Lwax-
MaTHbIM CTOJNIOM CUAALLMMUN HANPOTUB APYT Apyra
o0be3bsiHy 1 ceforo cTapua B ANMHHOM obiayeHnm
C 3a/IbICIHON N ANMHHOW Boposon. MIpoHMYHO no-
JlaHa XyAo>XXHWKOM caMa CUTyalus, Korga urparo-
LM YenoBeK NpPeAcTaB/eH r1yboKo 3asyMaBLUNMCS
Haj, No3uLmeln, BEPOATHO HaXOAALLMIACA B TPYA-
HOM MOJIOXXEHWUN 3a JOCKOM NOC/e YAaUHOro Xoaa
0b6e3bsiHbl, KOTOpPasa BOCCeAAET Ha PUCYHKe CeBa
B NMOJIHOM CMOKOWCTBUW, ONMPasACh JIMLLOM Ha arnbl
B XKecTe pa3mblluieHus. MepcoHax yenoBeka TUMo-
Nornyeckn HanoMrHaeT 0606LLEHHBIN 06pa3 ApeB-
Hero Myapeua, Bpoge ¢mnocodpa Cokpara, TakxKe
MOXHO OBHapyXWTb HEKOTOPOE CXOACTBO C YepTa-
mu Y. lapBuHa. B nocnegHem cnyyae kapukatypy
Bebepa cnepyet oTHECTM K BOMJIOLLEHWIO KPUTNYE-
CKOro BOCMPUATUSA TEOPUMU AapBUHU3MA.

Takxe Bebep nogolwen K MPOHNYECKOMY OC-
MbICIEHUIO nTepaTypHbIX 06pa3oB MCMaHCKOro
knaccuka M. CepBaHTeca npu co3gaHun Kapuka-
Typbl «JoH Knxot n Canuo MNaHca» (1976 r.). Xy-
AOXHWUK ANA YCUNEHNA NPOTMBOMOCTaBAEHUA MNX
XapakTepoB pacnosiaraet Ux nepes HaMu 3a CBO-
604HbIM BpEMAMNPENPOBOXAEHNEM 3a LLaXMaTHON
urpoi. CaHyo MaHca HabatogaeT 3a 4OCKOW, HO 6e3
0COBEHHOro BHMMaHWSA, He OTBJEKasACb OT HaCyLL-
HbIX Aen un 3aboT. Bo3ne Hero pacnonoxeHa Tak-
e CKOBOPOAA C ANUHMNLLEN, KaK HEKMI TOBOPSALLUN
O NPU3eM/IEHHbIX JYXOBHbIX MHTEpPECAX MNePCOHaXa,
B JaHHOM C/ly4ae 3TO CBOEro poja CMMBOA-aTpubyT
pauntenbHoro cayrn. Cam [loH-KnxoT mosHOCTbIO
MOT/IOWEH UTPOK, Aaxe ero Opy>XXune oTCTaBieHO
NPUCIOHEHHbIM K AepeBy, Kak CUMBOJI OTPUHYTbIX
CyeTHbIX MOWCKOB Ha MyTW pbiLlapckoro goara. Jlto-
60Bb K LWaxmaTaM y Bebepa bykBasbHO pa3opy>Ku-
Na repos, nogobHo MOTMBY pasopyxeHna Mapca
n3-3a ntobsu Kk BeHepe. Kapukatypbl xygo>xHuvka
(1975-1976 rr.) «JleB 1 AncMLa 3a WaxmMaTHbIM CTO-
NOM» NMpPeACTaBAAOT 3PUTENO0 HECKOJ/IBKO Bapwma-
L1, npopaboTaHHOM aBTOpPOM TeMbl. Bebep npuber
K TPAAMLMOHHBbIM ANA AnTepaTypbl U n3obpasu-
Te/NbHOrO NCKyCcCTBa 06pasam XMBOTHbIX, TAe NeB
B KOPOHE Y MaHT1K, OBbIKHOBEHHO oaunLEeTBOPAET

BE/IMYECTBEHHOrO NpaBuTeNs, a NC, 0baaueHHbIN
B M3ALLHYO JIMBPEIO C NePeBA3bIO, — XUTPOYMHO-
ro BesibMOXy. JIeB CMAEH, CMOKOEH U LLapCTBEHHO
[OBEPUMB, NINC XE acCOLMNPYETCA C TOBKOCTbIO,
NecTbio, MOTeHLUMaNbHbIM KOBAapCTBOM. [puMeHu-
TeNbHO K 3TUM paboTam Bebep obbirpbiBaeT TMnn-
yeckue yenoBeyeckune xapakrepbl, 06bIKHOBEHHO
cKpblBatoLLmMecs 3a Mackol. MNpumMepsbl WwWaxmar-
HoOM KapwuKaTypbl Bebepa npexae Bcero feMoH-
CTPUPYIOT 3HaUMTENbHOE BpeMs ynotpebaeHne
3TOW TeMaTUKN B €ro TBOPYECTBE, LWNPOKYH 06-
NacTb NPUMEHEHNA CUMBOANKNA B MOANTUYECKON
caTvpe, UPOHUYECKUM 1 punocodpckum nsobpa-
KEHMAM. A3bIK WaxMaTHON MeTadopbl NAACTUYEH,
nosponseT obpalatbca kK 6oraTomy A3blky MeTa-
dopbl. Heapom MpPOHUYECKUI TanaHT NPUAOXKNUA
aBTOp M Npw co3gaHunn «ABTOMOPTPeTa» 3a Luax-
MaTHbIM CTOJIOM, Ha KOTOPOM npeacTaBun cebs
B 0bpase NoOXWa0ro, CyxoLaBoro noxmaoro ye-
NoBeKa B OYKaX, HEPBHO CKMMAOLLErO KUCTU PYK.
Taknm ob6pa3oM LWaxmaTbl ABAAIOTCA FOBOPALLNM
CMMBOIOM, COBCTBEHHOM XapakTepucTuKom nmny-
HOCTM XYAOXHMKa.

Momumo Bebepa MNepmaHmsa XX Beka ciaBmnach
W ApyrMMu TanaHTamu B obnactv kapukatypbl. Psag
LUaXMaTHbIX FOMOPUCTUYECKMX paboT HeMeLKoro
xypoxHuka W.TereHa B nsgaHum «Frischer Wind»
3acNy>KMBaeT Hallero BHUMaHMA, OH BKAOYaeT Ka-
pukKatypy «9To Moe u3obpeTeHne», Ha KOTOpPOW
n3o0b6pa>keHo ABOE UTPOKOB BMECTO GUTYPOK, UC-
NoAb3yoWwmUx 6okanbl ANS BUHA, KOTOPOE OHU TOT-
yac BbINMBALOT, MOBUB PUrypy NpoTMBHMKA. [pyrow
pucyHok «OHW urparoT 6e3 pesyabTaTta y>Ke 4 He-
Jenn» NpeAcTaBAfeT ABYX XeHLUWH, HabaoaatoLLmxX
33 UrpatoLMMmM Ha NOJY B LLIAXMaTbl Cyrnpyramu.
OH feMOHCTpUpyeT NopoK BbITytoLEee CHUCXOAN-
Te/lbHOE OTHOLLEHME XEHLWWH K YBEUEHUAM CBO-
UX MYy>Xel, KOTOpble UM MPeACTaBASAKTCA 4eTCKOM
3abaBoi. OcTpoymMmmnem oTanyaeTcs n Kapukary-
pa «LlWax!!!» rae co3gaH obpa3 ONTUMUCTUYHOTO
UrpoKa-buTens, KOTOpbI NPOAOAXKAET 6Opb-
6y Aaxe C e4MHCTBEHHOW OCTaBLlencs purypon
Ha pocke. A paboTa «Mbl He 3HaeM, Kakyk Ky-
MUTb UTPy?» UCNOJHEHA Jerkoro tomopa. Ha Hel
ABOE nokynatene — My>4rHa ¥ XeHLMHa, oje-
Tble B KOCTHOMbI C LWaXMaTHbIM Y30POM, MOAOLLAN
K npuaaBky MarasvHa BbibpaTb Urpy Ana focyra.
FereH MPOHMUECKM NOAYEPKMBaET Npejckasye-
MOCTb MX BblbOpa.

NHTepecHas Tema mUrpbl YenoBeka C XXMBOTHbI-
MM B LUAXMaTbl NpeAnpuHMUManacb eBponenckm-

mMu mactepamu. K. Wpaniaep (1915-1981) cospan
B «Eulenspiegel» kapukatypy «Tbl CHOBa 3eBaeLub!
CMOTpWU, 5 cetyac Bbiurpato HaHaH!», Ha KOTOpPOW
MM BbiBeAeH 06pas urparoero ¢ 06e3bAHON Myx-
UmHbl. Obe dUrypbl XyA0XKHUKOM HapuUCOBaHbl Mpu-
6/1M3MTENIbHO OAHOTO Pa3Mepa, Haj LWaxMaTHbIM
CTOJIOM PacroNoXeH CrneLmanbHO NoABELIEHHbIN
6aHaH, OYEBUAHO C/yXaLLWiA Harpagom nobeauTte-
nto. A xypoxxHuk Poxe Tetcy (1913-2008) n3obpa-
3un B «Noir et Blanc» LWwaxmaTtHyo napTuio My>UMHBI
c cobakoin. TeTcy npuaan CBOVM UrpoKam BHeLLHee
CXOZACTBO, Aaxe WX MO3bl Ha PUCYHKE 3epKasibHbI.
Emy xe npuHagnexuT pucyHok «Korga HeT nap-
THepa». Ha 3Tol KapuKaType n30b6paxkeH My>Xuu-
Ha, UrparLWmii ¢ caMUM COBON nepes 3epKajiom.
OTa paboTta NnogHUMaET TeMy He CTOIbKO OANHO-
yecTBa LWIAXMaTNCTa, OHa He ApamMaThyHa Mo CBOeNn
cyTn. Kaxapbli Urpow, COBEPLUEHCTBYA CBOKO TEXHUKY
60/1bLLOE KOMYECTBO N3YUYeHHOro MaTepuana Bbl-
HY>/eH oTpabaTbiBaTb CAMOCTOATENbHO.

Hemelkas caTvpuueckas neyaTb nepexusana
pa3BuTUe, MHOTWE rpadurKkn obpaLlannck K XaHpy
KapwvKaTypbl, COTPYAHUYas C NOMYASPHBIMU XYypHa-
namu. Yxe B 1924 r. B «Lachen Links» ny6aukyetcs
CaTMPUYECKMIA PUCYHOK C NPUBAEYEHMEM LLaXMaT-
HOW CUMBOIMKM. XYAOXHUK 0BpasyeT obpas Muam-
TapwCTa, NPOAOJIXKABLLErO UFPaTh CO CMEPTBIO. TO
npexAe BCero noantTUyeckas kapukartypa, otcblna-
toLLan K cobbiTnam Mepoit MMpOBOI BOWHbI, 3Ha-
KoBbIMW Ans FepMaHum 6biam 1914-1918 roabl, ot
MOMEHTa BCTYMNEHNS B BOMHY A0 NOpa>KeHus oT
BOMCK COFO3HMKOB, UTO IBUIOCH MPUYMHOM pa3fno-
XeHWeM KansepoBckon apmun. Kapvkatypa npugaet
OCY>XAEHMIO YyNOpHOE CTPeMAEHNE K MUANTapU3MY
B rOCyAapcTBe, elle He OnpaBmUBLIEMCS OT Npex-
HUX NOpPaxXeHW.

Hemanoe konnuectBo 06pa3uoB WaxMaTHOM Ka-
puKaTypbl BO3MOXHO U3yunTb Baarogaps HemeL,-
KOMYy caTupuyeckoMy XypHany «Eulenspiegel».
PucyHku Kypta KnamaHHa (1907-1984), nnotHo co-
TpyaHuyaBLwero c «Eulenspiegel», rae 6b1am BbiNy-
LeHbl ero LwaxMaTHble KapuKaTypbl «3TO HeKpacvBo!
Bce Ha ogHoro...», «<B kBapTMpe waxMaTHOro Ma-
cTepa», «OHM eLlle UrparoT, Uam yxe cnat?», «MHe
CHOBa noBe3/10 — MaT!» Nog06HO TBOPUECKUM 06-
pa3am W.TereHa nantocTpupyroT UrpoBble cuTya-
LKW, camMU LIaxMaTbl B FOMOPUCTUYECKOM KJHOYE.
Takxe B «Eulenspiegel» onybankoBaHa kapukaTtypa
X.Mapway (1923-2006) «[Mo NHCTPYKLUN OH AO-
>KEH BbIUFPaTb 3Ty NapTUIO He NOo3Xe CeEMHaALa-
TOro X0A4a», Ha KOTOPOW Cynpyrn HaxoasaTcs y cebs
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AOMa U UNTaLOT raseTbl, OJHOBPEMEHHO HabatoAas
3a 2/1eKTPOHHbIM LWaxMaTHbIM annapaTtomMm, urpa-
FOLLMM CaMUM C CO60l. 3abaBHO XyOXHMK U30-
6pasvn No ABYM yrnam CTosa KOP3UHbI-CETKM, Kyaa
oTnpasaseT Nobutble GUrypbl, YTO HECKONBKO Ha-
NOMUWHaeT bunbapaHble Ny3bl.

B nzganum «Lilliput» nybankyetcs kapukaTypa
Mionepa «- ...ctapT!». Ha pucyHke Xyf0>XXHUK CO3-
faeT 06pa3 HeobbIYHOTO CyAbW, AepXKallero B pyke
nucToneT-crapTep, 06bIKHOBEHHO UCMO/b3YHOLLUIA-
€A B APYrMX BMAAx cnopTa. ABTOpP NPOBOAMNT TaknMm
obpa3om aHanoruto waxmat ¢ 6erom, 3ae3gom Be-
NOCUMNEANCTOB, T.e. UfPamMK, BeAYLLMMIUCSA NO Bpe-
MeHW. KapukaTypa nogHUMaeT peanbHyto npobaemy
LWaxMaT1CToB. XOTH NapTUsA MOXXET NPOAOIXKATLCA
Hemanoe KOJIMYeCTBO YacoB, a CaMu TYPHUPbI U MaT-
UM KNaCCUYEeCKMX LaxmMaT JOBOJbHO NMPOAOAXM-
Te/IbHbI MO BPEMEHU, UTPOKM HE AONXKHbI 3abbIBaTb
0 IMMUTE, CyLLeCTBYIOLLEM B Urpe. Tak, LuaxmMaTuct
MOXKeT NpounrpaTtb NapTuo No NpPUYMHE TOro, YTO
NPOCTPOYUA BPEMS.

OT4acT BpeMeHM NocBsLLeHa Bbileallasn B «Zeit
im Bild» kapukatypa «NogoxaunTe, noxanymncra, Mol
[O/DKHBI 3aKOHYUTb NapPTUIO...», HAa KOTOPOW JBOE
0OKa3aBLUMXCA Ha HEOBUTaeMOM OCTPOBE UFPOKOB,
NPOCAT NPMBLIBLUMX 3@ HUMM C KOpabas cnacatesnei
noAoXJaTtb Noka OHu He 3aBepLuat. PucyHok J1. Bep-
Hepa «W Tenepb YepHbI TAHET Ha b5..» B «Neue
Berliner Illustrierte» npeacTaBaseT HECKONbKUX pa-
60ounx, paccTaBaAOLLNX BMECTO GUTYp Ha ropos-
CKOW bpycyaTke AeTasn aBTOMOOUAS, KOTOPbIA OHU
npegnonarann NOYMHUTL. Irpokn Ha KapukaTtype
C/IOBHO NM03abblAn O BPpEMEHW U HEOOXOANMOM pe-
MOHTE, MOJIHOCTbIO MOTPY3MBLUNCH B YBJEKaTeNb-
HbI UTPOBOW MpoLEeCC.

Pabota Nlapu B «MUnchner Illustrierte» 3atparu-
BaeT TEMY Urpbl B LLaxMaTbl B THOpbMax. Ha pucyHke
BWAHA PyKa 3aKNHOUYEHHOrO, MPOTAHYTas CKBO3b He-
6onbluoe oTBepCTME B ABepU. OXpaHHWUK, UrpatoLLmii
C HUM, NOAJepP>KMBaET Ha BeCy AOCKY Ans yaobcTBa
XoJa conepHuka. B sencTentenbHOCTM N3BECTHO 06
Urpax BblAaoLMXCA CMOPTCMEHOB C 3aK/IHOUYEHHbI-
MW: ABeHaAuaTbii YeMnMoH Mupa A. Kaprnos oTme-
Yan NO3UTMBHYIO PO/b LWaxmaT AlA OKa3aBLUUXCA
B TIOpbMe Nt0Ael, NOMOLLb B UX COLMann3aLmnm.
OTmMeueHO npucTpactme K 3Tol Urpe B 3akjroye-
HUW 1A naeHy nccnegosatenem E. TvxxnLKm cCbinb-
HbIX, MONUTUYECKMX 3aKNOUYEHHbIX [[nxunuku, 1964,
¢. 360]. Ocoboe MecTO WaxMaT B MecTax 3akJ/to-
YeHMA HeOoAHOKPATHO NOAYEPKUBANOCH B Tpyaax
nucaTenen. ITOT HarNAAHbIA MOTMB MPUCYTCTBYET
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y XK. JlaHxxenaHHa «O yenoBeke No MMeHn JlaHAOH»,
N. Xendeua «MyxectBo nobexaaet», P. KoryHcko-
ro «LleHa KOHbsAKa».

®paHuy3ckne n3gaHna Toxe BbiNMyckaan Kapuka-
Typbl Ha WaxmaTHyto Temy. B «Jlewmnkbe ae MNapu»
neyaTaroTCa KapuKaTypbl pa3HblX MacTepoB, Ha-
npumep, «KaxeTcs, Urpa CTaHOBUTCS OCTPONA...»,
«TpyaHas npobaemMa C KOCBEHHbIM peLleHmem». Ha
nepBoW Mbl BUAMM MOTEPMEBLUNX KPYLLUEHWE B MOpPE
MY>KUWH, pa3bIrpbiBatoLWMX MeXAy cobol napTuto.
OZVH 13 HMX Tak COCPeAOTOUEH Ha MONOXEHUN Ha
JOCKe, YTO He 06paTui BHUMaHWA Ha peanbHyHo
OMacHOCTb B BUAE XULLHOW pbibbl, pelumnBLUel ero
npornotutb. Ha aApyroi kapukatype nsobpaxeH
UrparoLWmin B LIaxMaTbl My>XUMHa, YBAEYEHHOCTb
KOTOPOro Tak>Xe BbI3blBAaeT MPOHMIO. OH HacTO/b-
KO MOT/IOLLLEH UTPOW, UTO BMECTO TOro, UTobbl AaTb
6YTbIIOUKY C MONIOKOM, HaxoAsALemMyca psAoM Maa-
JeHLy, No olmnbkKe Npegiaraet WaxMaTHyo ourypy.
CxopHa C NepBOM NO MHTEPNpPETaLUN CrOXKeTa Ka-
pvkatypa B «J1a Mapcenbes» «[lomkeH npusHaTb-
Cfl, KOHeL, OYeHb MHTEepPeCeH», AEMOHCTPUPYOLLas
ABYX CMacLIMXCs B MOPE MY>UWH 3a UTPOWA B LUaX-
MaTbl. Ha 3TOM prcyHKe OHM YCTaHOBUAW AOCKY Ha
UMMPOBM3NPOBAHHbIV CTO — CracaTesIbHbIA KPYT.
OHM abcontoTHO He3yyacTHbl KO BCEMY HE OTHOCH-
LiemMycs K Xo4y naptum, He obpallatoT BHUMaHWA
Ha TOHYLLLero BAaseke YesaoBeka, NOrpy>aroLLmii-
€Sl B BOJIHbI KOpabib.

TpakToBKa KapukaTypbl «<HepBO3HOCTb» AHApe
®paHcya (1915-2005) cxoxa ¢ HeCKOAbKMMW OMun-
CbIBaeMbIMUW paHee, Hanpumep, pucyHkom . Mukna-
weBckn. ipoHnn noasepraeTcs OTCTPaHEHHOCTb
LLIaxMaTUCTOB, caMOoyrybaeHHOCTb. Barasabl urpo-
KOB MOJIHOCTbIO KOHLEHTPUPYOTCA Ha gocke. Cama
MbIC/b, KaK W AyLUN MNEePCOHaXXeN HaxoAATCA B UHOM
MbIC/IMMOM NpoCTpaHcTBe. VIHTepnpeTauns nrpo-
BbIX COObITMI KapuKaTypucTamMmm B 3TOM KJtOYE He-
CKOJIbKO CO3BYYHa ObITYHOLMM NpeAcTaBAeHUAM
O MeToZe CaMOrMMNHO3a, MOTeHLMaNAbHO NPUMEHS-
€MbIM HeKOTOpPbIMM LWaxmaTncramm. CylecTBeH-
HOCTb ncuxonormnyeckoro dbakropa nepes TypHUPOM
WA MaTyeM, BAVAHME OnpeseNeHHOro 3MOLMO-
Ha/NbHOro HacTpos Ha nobesy BO MHOrom onpe-
JenseT Ncxos CopeBHOBaHMA. B 3Tom oTHoWweHMK
BeCbMa noka3satenbHbl ngeun H.B. Kporunyca, Bbipa-
XeHHble B KHurax «lcuxonornyeckas noArotoBka
WwaxmaTtucTa» n «O NCMXoN0orMm LWaxmMaTHOro TBop-
yecTBa». ABTOp 3aTparnsaj TeMy COCPeAOTOYEHUS
npodeccroHaNbHbIX UTPOKOB, Pa3BUTME Y HUX NCK-
XONIOrMYECKOM YCTOMUYMBOCTH, CNOCOBCTBYOLLEN

KOHUeHTpauun. MNMpeactaBaeHHble NAen CO3BYyY-
Hbl MbICIAM XYAOXHWKOB-KapuKaTypucToB, TOYHO
nogmMevarowmx cneynduyeckme YepTbl LIAXMATHOM
nrpbl. CXoAHOE ONUCaHWe COCTOSHUS LLAaXMaTUCTOB
MO>HO BCTpeTuTb y ncuxonora C. JlbiceHko «CKOH-
LLleHTPMPOBAHHBIY TONBKO Ha MapTUK LIAaxMaTUCT No-
rpy>aeTcsi B CcBO€ODpa3zHbli IMMIHOTUUYECKUI TPaHC.
3arnsHM Ha KaKo-HUByab TYPHUP 1 NoHabatoaal,
KaK rpoccmerictep ob6aymbiBaeT cBon xog. OH Kak
6bl 3aMUpaeT, AbILLUT TUXO, KaK BO BPEMS HOYHO-
o CHa, r1a3a «CTekJNeHEeT», OH HNYEro He CAbILLNT
BOKpyr cebs...» [JlbiceHko, 2011].

3HaKOBbIM COOLITMEM LLIAXMATHOFO MUpa ABUICS
MaTJ 3a TUTya yemnuoHa mupa 1972 roga, koTto-
pbl1 B TO BPeMs NPOBOANACA PETYAAPHO pa3 B Tpu
roza. B n3BectHol cteneHn mMaTy Kacancs NoAnTm-
Ku. BriepBble 3a BHYLINTENbHbIN NEPUOA BPEMEHN
6b171 0bpaLLeH O6LLEeCTBEHHbIN BbiI30B COBETCKOM
MOHOMOANMN Ha LWaxMaTHOe NPEeBOCXOACTBO. Mpu-
BJIeKaNn BHYMaHWe Kpuyallye 3aronoBku B nevatu,
rae nojyepkMBanoCcb NPOTMBOCTOSHUE aMepUKaH-
CKUI TeHNA-0OANHOUKM COBETCKOM LaXxMaTHOM Ma-
WWHbI, NOA KOTOPOW Nojgpa3ymMeBann He CaMoro
b. Cnacckoro, HO 1 BCHO KOMaHAY COBETCKMX Llax-
MaTMUCTOB, CEKYHAAHTOB, NMCUXOJ/Or0OB, COMPOBO-
xaarowmx nx areHtos KIb, gaxe T.H. noaaepxky
OTeYeCcTBEHHOro YeMnunoHa NpPaBUTENbCTBOM U3
MockBbl. O6pa3zoBaHue NOA0OHOro 4eMOHU3N-
poBaHHOro obpasa onvpanocb Ha cGOpMUPOBaB-
Leeca B XO/le XO/NI0AHOW BOMHbI 0OLLEeCTBEHHOEe
mMHeHune B CLLUA 1 3anagHoli EBpone, ncxoasulee
n3 bopbbbl ABYX MAeonormin. B yactHocty, B ca-
Mol AMepuKe, rae paHee He CyLLecTBOBaO 3Ha-
UMTENIbHOTO BHMMaHMA 1N NOAAEPXKKMN WaxMaTam,
6blna CBOEBPEMEHHO OLleHeHa peasibHas BO3MOX-
HocTb nokonebatb no3mumm CoBETCKOro COto3a
B 3TOM BUJE CNOPTa U OKa3aHO COAENCTBUE XKe-
naHunam P. ®uiiepa, KOTOPOro A0 M Nocse mMaTua
npecca He CTeCHAACh NOABEpPrana HeMasnaol KpuUTmke
3a €ro 3KCLLeHTPUYHOE NoBesAeHNe, YTO YNOMMHa-
eT B BMAeO-nekummn «LlaxmaTbl 1 xonogHas Boin-
Ha: ®uwep, Cnacckmii, KopuHow, Kapnos» ncropmk
AmuTpuii OnenHnkos (2021).A B JOoKyMeHTalbHOM
dunbme J1.Tapby3s (2020) «bo66mn Ouwep npoTme
BCEro Mmpa», roBOPUAOCh Kak eMy aZpecoBanu
NPO3BULLA «NPUMALOHHbBI», <Y>KaCHOTO AUTA», «Ka-
NPWU3HOIO reHns».

CobbITUA UTPOBOrO MMpPa 3aTPOHYAN XYLO0XKHU-
KOB pa3HblX OTPaCAel UCKYCCTBA, OTKAMKHYBLUUXCS
Ha HUX CO3JaHMeM COBCTBEHHbIX NPOM3BEAEHUIA.
Tak matu mex gy npegcrasmtenem CCCP b. B. Cnac-

ckmm 1 CLUA P. [Ix. ®uwepoM NOCAYXna B CBOKO
oyepesb HaNNCaHUIO HECKONbKNX CTUXOTBOPHbIX
npovsBejeHnin B wWyTtouyHon maHepe B. C. Bbicou-
KM («YecTb WwaxmaTHOW KopoHsl |. NMoaroToBka»,
«YecTb waxmaTHON kKopoHsbl Il. Nrpa»), amepu-
KaHCKWI XyAOXHMK 3KCNpeccnoHucT JSlepon Hu-
MaH (1921-2012) Ha ocHoBe poTorpaduin cosgan
HeckonbKo rpadunyecknx paboT, NOCBALEHHbIX
MaTuy, a YeXOCNOBALIKMN N aMePUKAHCKUIA Kn-
Hopexuccep M. ®opmaH pasMbIWAAA Haj Npo-
eKTOM CbeMku duabmMa C CaMUMM YeMMUOHaMU
B amriya kameo. MNpegctoawemy maTt4dy 1972 roga
noceslleHa bblna KapukaTtypa, onybamkoBaHHas
XypHanom «Chess Life». CnpaBa nog noptpeTom
B. V. leHnHa nsobpaxeHbl cuaaiime Gpurypbl reH-
ceka J1. bpexxHeBa ¢ npembep-MUHUCTPOM A. KocCbl-
FMHbIM, PacnoNoXeHHble HanpoTtme b. Cnacckoro.
BbpexxHeB obpaluaeTcs K Wwaxmatucty: «But Boris,
what if he doesn't play 1. P-K4?» («Ho Bopwuc,
a uTo byaeT, ecqin OH He cbirpaeT 1. e4?»). Ha
CTo/le Nepes HUMW pa3/ioXeHa raseTa C AeMOH-
CTpauunen pa3rpoMHbIX pe3ybTaToB MNOCAEAHUX
MaTuen Puwepa, NPOBEAEHHbIX C TPOCCMENCTE-
pamu M. TaimaHoBbIM, b. JlapceHom un T. MeTpo-
csiHoM. KapukaTypa npeacTaBasieT pykoBoAUTeNeN
COBETCKOro rocyAapcTea B YyBCTBE HeyBepeH-
HOCTW, OnacaBLUNXCA MOTEPU NNAUNPYIOLLEN NO-
3MLMN CBOEWN CTPaHbl B LUIAXMATHOM MOeAUHKE.
Pagom c repoem Cnacckoro pacnonaoxeHa Bbi-
COKas CTomMkKa KHUT Mo WwaxmMaTHOW antepaType,
nojpasymeBaroLlas Cepbe3Hyo MOAroTOBKY, BeAy-
LLYHOCA WaXMaTUCTOM Nepes MaTyeMm, Ux 3arnaBus
BKJIFOUAKOT «PpaHuy3cKyto 3awmnTy», «Cuunanan-
CKyto 3awmnTy», «3awmty Kapo-KaHH», KHUry Pyi
Jloneca. Obcyxaaembli MepcoHaXkamm Kapukary-
pbl HaYa/bHbIN XO4 NeLKON Ha ed, AeCTBUTEIbHO
6bl PaCNPOCTPaHEHHbIM Y LLAaXMaTUCTOB B paje
Hayas, 4yacTto npumeHancs Puwepom:

«Bblnano xoaunTb emy, 3agupe, —

FoBopsT, OH 6enbiMu MacTak! —

Cpenan xopn c e2 Ha e4...

YTon-TO MHe 3HakoMoe... Tak-Tak!»

[Bbicoukuir, 1991, c. 386]

Ocoboe BHVMMaHVe npvBaeKaeT LMK Kapuka-
Typ ncnaHgckoro rpadpuka Xanbgopa MNetypccona.
Mary, coctosBwmiica B 1972 roay B PelikbsBuKe,
COAeNCTBOBaAN NOABAEHWNIO ero 3HaMeHUTOW ce-
pUK XapaKTepHbIX KapukaTtyp, NOCBALLEHHbIX Ne-
peAaye OCHOBHbIX 3TaMoOB M PacKPbITUIO MepuneTm
CNOPTUBHOMN BOPbLOLI. XyA0XHMK packpbiBaa NOAN-
TUYeCKne, HaLuMoHaNbHble N MHANBUAYaAbHbIE Ca-
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TMpuUeckme 0COBeHHOCTY, NpucyLLme CobbITUAM
MaTya. XyAOXHMK Nocaes0BaTeNbHO BbICTPOWA CO6-
CTBEHHbIW XyLOXECTBEHHbIN LKA PUCYHKOB, Hauu-
Hasi C LLlepeMOoHMK oTKpbITUA. OH NpoBen 3putens
yepes yupeay NOUCTUHE JpamMaTUUECKM CONnepexm-
BaeMbIX yUYacTHUKaMMK U NHOBUTENAMU UTPbl NaPTUKA,
K KYJbMWHALNUOHHOMY MOMEHTY CUMBOMYECKOTO
BO3/I0XKEHWNA KOPOHbI Ha rONOBY OAMHHaALATOro
yeMnMoHa Mupa no waxmatam. NMogobHo poTooT-
yeTy C MecTa NpoBeAeHUs MeponpusaTKs, MNMeTypccoH
OCYyLLeCTBWA CBOEro poga AOKYMEHTaNbHYH QUK-
CauMo MMPOBBLIX LWIaxMaTHbIX COObITMIA, Koraa no-
3ULMSA COBETCKOW rereMoHun B 3TOM BUAe crnopTa
HEeMWHyeMO nokKaudHyiacb, obpallancb K Xyaoxe-
CTBEHHOW hOopMe KapuKaTypbl.

Cepwia MeTypccoHa n3obunyet pasHoobpasHoOM
CYMBOJINKOW, MPEX/e BCEro N3obpaxeHus npeame-
TOB, OCODbIX TUMOB OAEXAbl, TPAANLMOHHO CBOW-
CTBEHHbIX aMEPUKAHCKOMY M PYCCKOMY Hapoay, nbo
NPUNNCbIBAEMbIX UM CTEPEOTUMUNYHBIM MbILLIEHVEM.
«[Mog nepom namn kapaHAaLLOM XyA0XKHMKa Kaxaasn
fep>xaBa obpeTtana CBOW xapakTepHble aTpubyThl-
cnmBosbl. Cumonom CLUA 6bin gsas Cam B nono-
caTbIx O6prokax v LUAMHAPE CO 3Be34aMu Ha Tybe.
AnoHuto 0603HauaNM renila B KUMOHO, KUTalLua —
MY>KUMHA C 3amn1eTeHHbIMU B KOCUYKY BOJIOCaMMU.
Poccuto kapukaTypucTbl n3obpaxann B BUAe Ka-
3aka IMbo Myxuka B canorax, TyJyrne u MexoBown
Lanke, UHOrAa AEBYLLKN B KOKOLLIHUKE W C AJINHHON
kocon. Obpas Ton MAN NHOWN fep>KaBbl B caTUpuUUe-
cKOl rpaduke XyAOXHMKM 3a4acTyto nNpeacTaBs-
2N B BMAE KaKoro-smbo X1BOTHOTO (3Beps, NTULLbI
nan pbibbl). Poccns —mMeaBeab. AMepuka — open»
[Tonnkos, 2011].

Lnkn pabot MetypccoHa 1972 roga co cnevratue-
HMeM pacrnonaraeTcs B MOCKOBCKOM Mysee Liaxmar.
OHa AeMOHCTPUPYET LLap>XU Ha M3BECTHbIX AedTenein
waxmat. Mbl 06Hapy>XXvnBaeM XuBble MOPTPEThI Kak
NATOro YeMnunoHa mmpa Makca JViBe, ABAABLIErO-
€A Npe3naeHTOM CNOPTUBHOM opraHusauumn GUAE,
TaK W MHbIX, NPUHUMABLLNX y4acTe B MpoBeAeHM
MaTua, LaxMaTUCTOB, MEXAYHapOAHbIX apbuUTpPOB,
¢brHaHCcMCTOB. HeoaHOKPATHO Ha pUCyHKax cepun
BCTpeuvaroTca obpasbl rnaBHOro cyabn matya Jlo-
Tapa Wmnarta, apbutpa fappun Fosnombeka, Takxxe
KONOPUTHbIE GUrYpPbl CEKYHAAHTOB COBETCKOrO YeM-
nuoHa b. B. Cnacckoro E. 1. Tennepa, H. B. Kporunyca
n N.T1. Heq, amepurkaHCcKOro cekyHgaHta Yunbama
Nombapan. O6biKHOBEHHO MeTypccoH n3obpaxan
nx GuUrypbl B 6osee mMeskoM Macltabe OoTHOCU-
TENbHO MaBHbIX AENCTBYHOLMX UL, COCTA3AHMA.
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MpenMyLLeCTBEHHO UM OTBOAMUTCS POJb XJOMOUY-
LWmx 6ecnokolHbIx HabatogaTtenen. NMomumo pac-
CMaTpUBaeMbIX B MPeablAyLLMX T1aBax B KayecTBe
npumepoB kapukaTyp cepun PaboTbl MNeTypccoHa
BK/IHOYAIOT M306paxkeHns pa3HbIX NEPUOAOB NpPOBe-
JeHusa MaTya. He meHee nHTepecHbl n3o6paxeHus,
CO3/laHHble B KauecTBe UANKOCTPaLUA KHurm Tya-
MyHAypa JannanbccoHa (1910-1990) «Skakeinvigi
aldarinnar», nsganHon B 1972 rogy B PelikbsABu-
Ke. Ha 3Tux KapukaTtypax npeactaBieHbl 0bpasbl
npebbIBaOWUX B pacTEPAHHOCTU FPOCCMENCTepoB
M. TanmaHoBa, b. JlapceHa, T.MeTpocsHa, nposs-
naouwero HeBo3MyTnMocTb b. Cnacckoro, akcLieH-
TpuyHoro P. ®uwepa.

Matuy 6biaM NOCBALLEHbI KapuKaTypbl B «Evening
Standard» «That's not Icelandic pageantry old
boy, they're here to make sure they both stay»,
B «Punch» N2 16-22 «Mr Spassky, this is Mr Fischer»,
n3gaHHble B ToM Xe 1972 rogy. Ha nepsom pucyH-
Ke Mbl BUAMM 3@ UTPOBbIM CTOJIOM HoproLmxca 3a
nobeay Cnacckoro n duiuepa B oKpy>XeHUU npey-
BE/IMYEHHO BbICOKUX KOMUYECKMX QUTYP B OfeSHUN
BUKWHIOB: 60eBOW TOMOP, KOMbS, LWJeM C pora-
MU 1 KpblabsiMn. O6pasbl ApeBHUX MOPCKUX BOW-
HOB OTOXAECTBAAANCH C HAPOJOM COBPEMEHHOM
Wcnananm, kotopas npvHMMana copeBHOBaHMe.
[Apyras pabota n3 xypHana «Punch» npeacraens-
€T HalleMy B3rnsjy HECKO/bKUX FepoeB B TOT MO-
MeHT. Korga kaxzbli TAHETCs K ApYromy, 4Tobsbl
noxatb pyky. OfHaKo NPOMCXOANT B3aMMHOE He-
AOMOHUMaHWe: YenoBekK, HaxXoAALLMIACA B aBTOMO-
6u1ne BCTaeT U3 MallMHbl, B TO BPEMSA KaK ApYrow
-HaK/JIOHAETCA W 3arnajbiBaeT BHYTPb. Taknm obpa-
30M XYJLOXHUK CTPEMUICA NPOAEMOHCTPUPOBATH
HeJOMOHNUMaHWe, HeCornacoBaHHOCTb COBETCKMX
N aMepmuKaHCKUX LaxmMaTUCTOB, XOTA M Hanpas-
NEHHbIX Ha BCTPeYyY ApYr ApPYry.

Tak>ke Ham NpesCTaBAAETCA CYLLLECTBEHHbIM A0-
6aBunTb 06 OTK/ANKEe Ha MaT4y 1972 roga B MeKcu-
KaHckoM koMukce «La Batalla Fischer-Spassky. El
maravilloso Mundo del Ajedrez» B n3gaHuu «Estrellas
del Deporte». MNpumeyaTtenbHo, UTO, He ABASASCH Ka-
puUKaTypHbIMY, LiBETHbIE M306paxxeHns KoOMuUKca
BOCMNPOM3BOAAT KOMMO3uLnm rpadunkn Humana,
pvcyHka lMeTypccoHa. Bce 310 no3sonser npeano-
naratb MONYASPHOCTb, LUIMPOKOE pacnpocTpaHeHne
06pa30B, BAOXHOBJ/IEHHbIX NPOM30LLEALLINM MaTyeM,
B pa3HbIX CTpaHax Mupa.

NHTepec k deHOMeHY LaxmMaTHOW Urpbl, Habato-
Jaswniica B nepuog 1920-1970-x rogos, Halwen
ApKOoe OTpaxeHue B Kapukatype 3TOro BPeEMEHMW.

OTMeTUM, UTO NPOBeLEeHUNE LWaXMaTHbIX TYPHUPOB,
nonynspu3aLms caMol Urpbl, a TakKe OTpaxKeHue
3TOW TeMbl B NMpecce, B TOM 4ncie — B Kapuka-
Type — MMEeNo NOAUTUYECKOE MOKPOBUTENLCTBO.
370 cnpoBOLMPOBaNO NoABAEHNE HONLLIOrO YMCAa
COUMasbHBIX U MOANTUUECKMX KapuKaTyp Ha Temy
WaxmaT. Ha Hawl B3rasg, kapukaTtypa 1 HbiHe nMeeT

OTPOMHbI NO3HaBaTENbHbIN MNOTEHLMaN, KOTOPLIN
MOXeT BbITb PACKPbIT UCCIeS0BaTENEM NPU €€ pac-
CMOTPEHMWU B KaUecTBe CaMOCTOATEIbHOTO NPOWU3-
BeaeHus. KOMopuctnueckne pucyHku HecyT B cebe
6oraTblil MaTepuran, AEMOHCTPUPYHOLLNIA BbITOBbIE
YCNOBUS, TUMUYHbIE 417 BpEMEHU 06pa3sbl, B KOTO-
PbIX HAXOAUT OTPaXXeHMe AyX BPeMeHM.
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POSTMODERNIST TRENDS IN CHINESE
MONUMENTAL PAINTING

Summary: The article explores postmodern trends in
contemporary Chinese monumental painting, focusing
on their impact on the development of public art. It ex-
amines key concepts such as the harmonious coexistence
of art with the natural environment, the use of innovative
materials, and the diversity of artistic expressions. Spe-
cial attention is given to the connection between monu-
mental painting and public spaces, highlighting its role in
enhancing their aesthetic and social value. Through the
work of Tang Mingyue (B8 E), the integration of var-
ious materials and techniques in monumental painting
is demonstrated, including ceramic mosaics, metal forg-
ing, textile weaving, and multilayer engraving. His project
“Window to the World — Matteo Ricci” (@57 ——
FI3L3E > B), located at Chegongzhuang West Station
(ZE/AFETYL) of the Beijing Metro, is analyzed as a blend
of cultural heritage and modern technologies, serving as
a bridge between tradition and innovation. This piece
symbolizes the interaction between China and the world,

Postmodernism in China develops in various
directions, one of which is: “the connection with
environmental art, the full utilization of the possi-
bilities of the natural environment, or the creation
of a politically charged environment to express
a specific social theme.” " Since the 1990s, new
concepts such as public art and square art have
emerged during the exploration of the theory of
monumental painting, reflecting the characteris-
tics of contemporary monumental painting. This
indicates that traditional notions of monumen-
tal painting no longer meet the developmental

1. Shao Dazhen. Conscious Choice: A Brief Overview of
Contemporary Chinese Art and Postmodernism [J]. Art
Studies, 1996, (Issue 1). AR BRAEFZNAFELIRE
ARFFWAEXD]. ERWFZR, 1996, (E1H7).
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emphasizing the importance of cultural exchange. The
Luo Zhongli Art Museum (% f1 37 £ R1{E) is discussed as
an example of the largest public art project, where the
use of recycled ceramic shards creates a unique archi-
tectural aesthetic. This project reflects respect for local
cultural traditions and innovative material applications,
making it a significant symbol of modern Chongqing
(EJR) culture. The article emphasizes the importance of
postmodern approaches in Chinese monumental paint-
ing, focusing on the preservation of cultural heritage, its
adaptation to contemporary contexts, and the populari-
zation of art among broad audiences. Through the exam-
ples of Tang Mingyue and the Luo Zhongli Art Museum,
the analysis illustrates how art can serve public interests,
strengthen cultural identity, and create new artistic forms
that respond to the demands of the times.

Key words: postmodernism, monumental painting, pub-
lic art, harmony with nature, innovative materials, tradition
and innovation, east and west, aesthetics of public spaces.

needs of the modern era. Although these con-
cepts expand the semantic scope of the symbols
of monumental painting, they are based on tra-
ditional views of monumental painting as their
logical foundation and do not directly provide
specific theoretical support for the creation of
works. In constructing the theory of modern Chi-
nese monumental painting, monumental paint-
ing falls under the category of public art. “From
the perspective of art history, public art is the
result of the development of postmodern art.” 2
Public art aims to enhance the aesthetic value

2. Wu Shixin. On the Public Nature of Public Art — Reading
“Publicity: Moral Formation” and Discussing with Mr. Peng
Di [J]. Art Observation, 2005, (Issue 4). R +#1. thig/AHZ A
B AN — 3 A REEXEES> STEAEFED]. X
ARHLEE, 2005, (F457).

Figure 1. Tang Mingyue (FEN3 ). Eastern Flow of the Yi River (kum. 3 7KZR5w), wool fiber, 800x 1500 cm, Shandong Yishui Yihe Villa.

and humanitarian focus of public spaces, serves
public interests, and exists in diverse forms. Its
evolution is closely tied to the social environ-
ment it inhabits, demonstrating clear charac-
teristics of the era and a public nature. In the
modern world, cultural diversity and the pursuit
of accessibility are becoming increasingly prom-
inent. Public art liberates art, bringing it closer
to diverse audiences.

Shandong Province (LU Z %) has achieved
significant success in the modern creation and
study of monumental painting in China. Due to
the early establishment of education and prac-
tices in monumental painting, it has gained the
reputation of being a “major province of monu-
mental painting.” Over the past thirty-plus years,
this region has cultivated many talented mon-
umental painters, among whom Tang Mingyue
(EENB ) stands out as one of the prominent art-
ists of this period.

Tang Mingyue (FEIB{) graduated from the De-
partment of Fine Arts at the Shandong Academy
of Arts (LU ZRZ K ZPB), specializing in oil paint-
ing. In 1985, he continued his studies at the De-
partment of Monumental Painting at the Central
Academy of Fine Arts (R R ZERZPE) and later re-
turned to teach at the Shandong Academy of Arts.
Tang Mingyue focused on exploring the potential
of craft materials in monumental painting, assert-
ing that "postmodern art is not an art of a specif-
ic style; it can imitate anything, use any style and
material, incorporate various concepts, and man-
ifest in any form without aesthetic boundaries.” 3
Tang Mingyue's creative practice perfectly reflects
his profound understanding of “postmodernism.”

3. Jiao Danhong. Return and Deconstruction — The Influence
of Postmodern Art Characteristics on Contemporary Chinese
Monumental Painting [D]. Shanghai Normal University,
[February 14, 2024], p. 9. Hif4. MFS5MHE — BEWK
ZABEZ W THTEYRESHLE(D]. EEBIMERF
[2024-02-14], P 9.

Figure 2. Tang Mingyue (FENS ). Song of the Sea (kum. }&384), forged copper, 240x 1200 cm, 2004, Shandong Weihai Haixin Hotel.
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Figure 3. Tang Mingyue (BENS ). Mirror of Reflection (kum. $8 2 %),
PVC sheet, stainless steel, 590x890 cm, 2011, Shandong Weihai Haixin Hotel.

His works transcend the boundaries between tra-
dition and modernity, East and West, classicism
and innovation, showcasing an unrestricted ex-
ploration of art. A diversity of styles, materials,
and concepts intertwines, creating a unique mode
of expression.

Since 1985, starting with the creation of Ma-
rine World (it 5) using ceramic mosaic tech-
niques, to Eastern Flow of the Yi River (3i7/KZ%R
#) (Fig. 1) in 2000, crafted from wool tapestry;
Song of the Sea (&7 41) (Fig. 2) in 2003, employ-
ing forged copper with gilding techniques; and
Traces on the Yellow River (Z ;o8& j3F) in 2009,
which combines copper forging, polishing, and
light processing; to Mirror of Reflection (552 %)
(Fig. 3) in 2011, utilizing two-tone engraving and
stainless steel hemispheres with powder coating;
and Window to the World — Matteo Ricci (T [a)
H—— FIBEZF) (Fig. 4) in 2012, made with
brass and aluminum plates, etching, painting, and
openwork carving — these monumental works are
created using diverse materials and techniques.
From textile weaving and metal forging to ceram-
ic mosaics and complex methods, these works
not only convey their themes but also enhance
the decorative effect in various architectural pro-
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jects, demonstrating both the continuation and
expansion of innovation and tradition. Through
the exploration of decorative styles, these crea-
tions reflect a new direction in artistic pursuit. The
use of silk, velvet with sponge filling, embroidery,
and other traditional handcraft techniques trans-
forms some seemingly vanishing craft methods
into a new artistic form with distinctive Chinese
aesthetic characteristics.

Tang Mingyue’'s monumental painting Window
to the World — Matteo Ricci (E [mtH5{ —— F
ILE X H) is a significant work of public art lo-
cated at Chegongzhuang West Station (/A F
Puh) on Line 6 of the Beijing Metro. The art-
work impresses with its scale: 27 meters in length
and 3.25 meters in height. Its creation involved
a wide range of materials and techniques, includ-
ing brass, aluminum alloy, steel plates, etching,
electrolysis, relief, sculpture, forging, and paint-
ing, resulting in a design that is both intricate
and expressive. Matteo Ricci (F]333), an Italian
Jesuit missionary, opened a window to the world
for China, fostering a deeper understanding of
Western science and culture among the Chinese.
The incorporation of a partially unveiled Kunyu
Wanguo Quantu (377 E 4 &), or Complete Map

Figure 4. Tang Mingyue (BE8). Window to the World — Matteo Ricci (kum. E 1 5-FIFBE> %), 2012

brass sheet, aluminum alloy sheet, 325x2700 cm, Beijing Metro Chegongzhuang West Station.

of All Nations (Qing Dynasty), symbolizes the ex-
pansion of knowledge and understanding, high-
lighting centuries of exchange and interaction
between China and the rest of the world. The se-
lection of this world map, with China positioned
at its center due to the correction of meridians,
reflects a departure from Eurocentric cartogra-
phy and emphasizes China’s openness to global
knowledge exchange. This symbolic choice harks
back to the maps created by Matteo Ricci dur-
ing his time in China, where China held a central
place, marking a significant moment in the his-
tory of Chinese cartography. The centerpiece of
the artwork is a three-dimensional globe, flanked
by panels that unfold like pages of history. The
color scheme, dominated by vibrant red, com-
bined with the metallic hues of the materials, can
be interpreted as a tribute to Chinese cultural her-
itage. In Chinese culture, red traditionally sym-
bolizes luck and joy.

Through the artwork Window to the World — Mat-
teo Ricci (E 57 — FILE X H), Tang Mingyue
(FBMZ ) not only pays tribute to historical events
but also seeks to enhance the cultural atmos-
phere of the metro station, offering passengers
an aesthetic and cultural enrichment during
their daily commutes. This monumental paint-
ing stands as a testament to China’s rich history
and its ongoing dialogue with the world, serv-
ing as a bridge between the past and present,
tradition and innovation. It conveys a dynamic
understanding of history, emphasizing the con-

tinuous expansion and deepening of knowledge
and perspectives. Such an approach to design
highlights postmodernist tendencies, showcas-
ing the reinterpretation of established forms and
structures while creating a more fluid and mul-
tifaceted visual narrative.

In the discussion of postmodernist trends in
Chinese monumental painting, Tang Mingyue'’s
(BN ) creative practice demonstrates how
the integration of diverse artistic expressions
and innovations in materials can transcend the
boundaries between the traditional and the con-
temporary, the East and the West. It showcas-
es a free exploration of art while serving public
interests and enhancing the aesthetic value of
public spaces.

We will further explore this topic through the
works on the exterior walls of the Luo Zhongli Art
Museum (& f1 37 3 AR 1E). The design and decoration
of the museum not only reflect the experimental
and innovative nature of postmodern art but have
also become a new cultural symbol of Chongqging
(EJX) through their unique public art projects,
showcasing the possibilities of harmonious coex-
istence between art and the natural environment.

The monumental painting of the Luo Zhongli
Art Museum (% f137 3£ R1E) (Fig. 5) is currently
the largest and most unique public art project
in China, becoming a new cultural symbol of
Chongqing (EZX). The Luo Zhongli Art Muse-
um is a complex of three interconnected muse-
ums with a total building area of 23.7 thousand
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Figure 5. Luo Zhongli, Hao Dapeng (& /=7, #3AMS).

Monumental Painting of the Luo Zhongli Art Museum (kum. B /131 2 R48), ceramics, 2015, Chonggqing.

square meters and exhibition halls spanning 12
thousand square meters. The complex consists of
10 uniquely shaped buildings arranged around
an inner courtyard, creating an integrated pub-
lic space. The museum was co-designed by artist
Luo Zhongli (¥ #137) and Hao Dapeng (§f K H8).
One of the museum’s distinctive features is the
design of its exterior walls, decorated with hun-
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dreds of thousands of recycled ceramic shards.
These fragments cover not only the roofs and
facades of the buildings but also extend to the
surrounding area, creating an aesthetic effect im-
bued with youthfulness, vibrancy, and warmth.
As a result, the Luo Zhongli Art Museum has
become a cultural landmark and a symbol of
Chongging’s architecture.

From a creative design perspective, the Luo
Zhongli Art Museum (% 137 % K 1{E) overturns the
traditional perception of museums as solemn and
grand by using discarded ceramic shards as dec-
orative material. These shards cover all the exter-
nal walls, slopes, and parts of the roofs, creating
a vibrant, colorful, and dynamic appearance. “For
the Chinese, modernism is like a delayed flight,
while postmodernism is like an early-arriving flight,
and now they both crowd together in this big
Chinese airport.” 4 This statement by Pi Li, a spe-
cialist in the history of postmodernist sculpture,
aptly summarizes the innovative spirit of the Luo
Zhongli Art Museum's design, which merges tra-
dition and modernity, East and West. The design
skillfully incorporates the rich history of ceram-
ic production in the Shapingba District (7 £l
X), transforming waste ceramic shards into ma-
terial for the exterior decoration. This not only
demonstrates environmental consciousness but
also revives local ceramic craftsmanship tradi-
tions, integrating their historical and cultural es-
sence into contemporary artistic creation. This
approach to design not only visually reflects the
characteristics of Chongqging but also represents
a profound understanding and respect for local
culture, turning the museum itself into a medi-
um for cultural identity and heritage preserva-
tion. By retaining elements of ceramic tiles and
painting, the museum showcases the essence of
traditional Chinese ceramic art, becoming a cul-
tural bridge between past and present, tradition
and modernity, and deepening public apprecia-
tion of local culture. The museum’s construction
was cost-effective and environmentally friendly,
embodying the experimental and innovative na-
ture of postmodernism in design.

From the perspective of formal beauty, the ce-
ramic shard decorations of the Luo Zhongli Art
Museum (% #1373 AR 1E) utilize irregular fragments
of varying sizes and shapes, breaking away from
the traditional aesthetic preference for regulari-
ty and symmetry. This design conveys a light and

4. Pi Li. Foreign Postmodernist Sculpture [M]. Nanjing: Jiangsu
Fine Arts Publishing House, June 2010, p. 9. 2 /1. E4MNEEL
REEBM]. B TSR i ARt 2010. 6. P 9.

lively architectural style through an innovative lan-
guage of patterns, reflecting a new direction in
contemporary design aesthetics and embodying
the postmodernist pursuit of diversity and respect
for various forms of artistic expression. A point,
through its movement, transforms into a line, cre-
ating an interplay between the clear structure of
the pattern and the abstract expression imitating
nature. This allows the combination of points and
lines forming a ‘surface’ to transcend the bound-
aries of static patterns, depending on the observ-
er's perspective and movement. “Walking through
the complex is akin to strolling in a classical Chi-
nese garden; the view changes with every step,
and the mood arises in response to the shifting
scene. The aesthetics of design in patterns and
space reach perfection.” ® The inspiration for the
museum’s design came from nearby granaries in
the university campus area, symbolizing that “art
is nourishment for the human soul.” Each build-
ing in the complex has an irregular shape, echo-
ing the terraced fields characteristic of the region
and forming a sophisticated ensemble of struc-
tures. The pattern on each wall can be perceived
as an independent artwork, while collectively,
they form a continuous artistic whole, reflect-
ing the style and regional culture of Chongqing.
The design, combining spatial changes and pat-
tern transformations, demonstrates postmodern-
ism's encouragement of viewer participation and
the multiplicity of interpretations of the artwork.

The works of Tang Mingyue (JEZ &) and the
Luo Zhongli Art Museum (& /137 £ K1E) together
reflect the postmodernist trend in contemporary
Chinese monumental painting. This trend empha-
sizes harmonious coexistence with the natural en-
vironment through diverse artistic expressions
and innovative use of materials. It also highlights
serving public interests and enhancing the aes-
thetic value of public spaces through artistic cre-
ations. This demonstrates cultural diversity and
its popularization, making art more accessible
to the public.

5. Zhao Yang, Zhu Shaohua. Design Aesthetics in Ceramic
Fragment Decorations — A Case Study of the Luo Zhongli
Art Museum [J]. Shandong Ceramics, 2023, 46(5):37-42. iXFH,
K BEFREBTHRITEE—MUT PRI ERNEAE)
V1. LWZRFEE, 2023, 46(5):37-42.
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MOCTMOAEPHUCTCKWME TEHAEHLL
B KWTAVNICKOVI MOHYMEHTAJIBHOW XWBOMUNCU

AHHOmMayus: B ctatbe paccMaTpuBaETCs pas3BUTHE MO-
CTMOJEPHMUCTCKOW TEHAEHLMM B COBPEMEHHOW KUTAMCKOM
MOHYMEHTaNbHOM XMnBONKCK. MNoguepKnBaeTCs CTPEM-
NeHne K rapMOHUYHOMY COCYLLIEeCTBOBAHUIO UCKYCCTBa
C OKpy>atoLLeln cpeson yepes pasHoobpasme xysoxe-
CTBEHHbIX BbIPaXXeHWI M MIHHOBALMOHHOE UCMO/Ib30BaHNe
MaTepuranoB. AHaNN3NPYHOTCH MPOU3BEAEHUS BblAAOLLMX-
€Sl XYAOXHUKOB, Taknx kKak TaH MuHwo3(EIBEE) u cos-

MoctmopepHm3m B Kntae pa3smBaeTtcs B pas-
JNINYHbBIX HaNPaBAEHUAX, OJHUM U3 KOTOPbIX ABAA-
eTCA: «CBA3b C UCKYCCTBOM OKpY>KatoLen cpelbl,
MONHOE VUCMOJ/Ib30BaHNE BO3MOXHOCTEN NPUPOA-
HOW cpeAbl UM CO3jaHMne MOANTNYECKM HaChl-
LWEeHHOWN cpeabl 415 BbipaXXeHWs onpeseneHHOon
counanbHon Tembl.» ' C 1990-x rogoB B npoLiec-
ce ncciefoBaHNA TEOPUM MOHYMEHTANbHOM XMU-
BOMMWCU Hayanm NosBAATLCA HOBble KOHLEMLMNY,
Takme Kak obLiecTBeHHOe NCKYCCTBO, NAOLagHOe
MCKYCCTBO W T.A., KOTOPblE OTPaXatoT XapaKkTepu-
CTUKN COBPEMEHHON MOHYMEHTaNbHOMN XMBOMUCK.
DTO NoKa3bIBaeT, YTO TPaAMLIMOHHbIE NpeacTaBe-
HWS O MOHYMEHTaNbHOM XUBOMUCHK y>Ke He MOTYyT
YAOBJETBOPUTb NOTPEOHOCTN pa3BUTUA coBpe-
MEHHOU 3NOXW. XOTA 3TV KOHLeNUMmn paclimpstoTt
CEMaAHTMYECKMA OXBaT CUMBOJIOB MOHYMEHTalb-
HOM XXMBOMMUCK, OCHOBbIBAsACb Ha TPAAULMOHHbIX
B3rN4ax Ha MOHYMEHTa/IbHYHO XXMBOMWUCH Kak Ha
CBOIO JIOTMYECKYHO OCHOBY, OHW He NpejoCcTaBAs-
FOT KOHKPETHON TeopeTUUYeCcKom NoAAEPXKKN He-
NOCPeACTBEHHO ANS CO3AaHUA NPON3BEAEHNN.

1. LWao AaxaH. Co3HaTenbHbIN BbIOOP: KpaTkuii 063op coBpe-
MeHHoro nckyccrsa Kutas n noctmogepHuama [J]. iccnepo-
BaHuWA uckycctsa, 1996, (Bbinyck 1). ARA K. B bt AL 3F %I
PEYRZARFEIARE X V]EARHZ 1996, 157).

aatenein Myses uckyccts Jlyo XoHram (F 137 EK1E)
B YyHLMHe, KOTOpble B CBOMX MOHYMEHTaNbHbIX paboTax
06bEeANHAIOT TPAAULIMM M HOBATOPCTBO, BocTok 1 3anag.

Knrouesble co8a: NocmmodepHU3M, MOHYMeHMaaeHas
XKUBONUCL, 0bUjecmaeHHoe UCKYCcCmeo, 2pMOHUS C hpu-
podoli, UHHOBAYUOHHbIe Mamepuasel, mpaduyuu u Hoea-
mopcmeo, 80CMoK U 3anad, 3cmemuka obujecmeeHHbIX
npocmpaHcme.

B nocTpoeHnn Teopum COBPEMEHHON KUTAMCKOM
MOHYMEHTaNbHOW XMBOMNCU, MOHYMEHTabHas
XMBOMUCb OTHOCUTCS K KaTeropun obLLecTBeHHO-
rO MCKYCCTBA, «C TOUKWN 3PEHUS UCTOPUM Pa3BUTUS
MCKYCCTBa, OBLLECTBEHHOE UCKYCCTBO IBASIETCA
pe3y/bTaTOM Pa3BUTMsA MOCTMOAEPHUCTCKOTO UC-
KyccTBa.» 2 O6L,eCcTBEHHOE UCKYCCTBO CTPEMUTCS
MOBbICUTb 3CTETUYECKYH LEHHOCTb U F'yMaHuTap-
HOe BHUMaHMe K 06LeCTBEHHbIM NPOCTPAHCTBAM,
CNYXXUT OBLLECTBEHHBIM UHTEPECAM U CyLLeCTBYET
B pa3Hoobpa3Hbix popmax. Ero 3Bostoumns TecHo
CBfi3aHa C coLManbHOM Cpesol, B KOTOPOM OHO
HaXoAMWTCA, LEMOHCTPUPYS SIBHbIE XapaKTEPUCTUKN
3N0XM ¥ 06LLEeCTBEHHYIO NPUPOAY. B coBpemeH-
HOM MUpe KyJAbTypHOE MHOroobpasune u cTpeM-
NeHne K nonyaspusaLmnm cTaHoBsATCS BCe Honee
3aMeTHbIMK, 0BLLEeCTBEHHOE NCKYCCTBO OCBODOXK-
[laeT UCKYCCTBO, Aeslas ero bamxe K pasinyHbIM
rpynnam 3putenen.

WaHbayHckas nposuHumna (L ZR4E) goctur-
Nla 3HaUNUTENbHBIX YCNEXOB B COBPEMEHHOM CO3-

2. By WnwmHb. Takxke o ny6ANYHOCTU MYyBANYHOTO NCKYCCTBa —
yteHune «MybanyHocTb: MopanbHoe GpopMUpoBaHue» C ro-
cnoguHom MaH An [J]. HabnrogeHuns 3a n3o6pasntensHbIM Uc-
kyccTBoM, 2005, (Bbinyck 4). REFT IR AFKZ AR AHM —
B A E X AR St D] EAIER, 2005,
(584H7).
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AAHUN N U3YUYEHUW MOHYMEHTaNbHOM XMBOMUCK
B Kutae, 6nrarogaps paHHeMy oCHOBaHUIO obyye-
HWS 1 CO3aHUA MOHYMEHTaIbHOM XXMBOMWCH, OHa
nosyumnaa penytaumnto «60abLLON NPOBUHLUN MO-
HYMEHTaIbHOM XMBOMWUCK». B 3TOM pervoHe 3a no-
cnegHue TpUALATb C IMWHUM NIeT 6b110 BblpalleHo
MHOXECTBO TaflaHTAMBbIX XYAOXHUKOB MOHYMEH-
Ta/IbHOW XXMBOMUCHK, Cpeamn KoTopbix TaH MUHBHO3
(BB ) aBnseTcs O4HUM U3 BbIAAIOLLUXCA XYA0XK-
HWKOB 3TOroO Nepuoja.

TaH MuHb03 (FENZEE) okoHUMA daKynbTeT M30-
6pasntenbHoro nckyccrea LWaHbayHckoln akage-
Mun nckyccte (LR Z AR ZERL), cneynannsmpysach
Ha MacasHon xusonucun. B 1985 roay oH npogon-
Xun obyyeHne Ha dakynbTeTe MOHYMEHTaNbHOM
XumBonucu LleHTpanbHON akageMum U3SLLHbIX UC-
KyccTe (R ZE R 2 f5E), a 3aTeM BepHY/ICsA npeno-
fasatb B LaHbAyHCKYHO akageMunto nckyccTs. TaH
MWHDBIO3 COCPEsOTOUMNACA Ha U3YUEHMM NOTEHLMa-
N1a peMec/ieHHbIX MaTepuasoB B MOHYMEHTaNbHOM
XUBOMUCK, YTBEPXKAAs, YTO «MOCTMOAEPHMUCTCKOE
NCKYCCTBO He ABSETCS UCKYCCTBOM OMpeseneHHo-
ro CTWUAs, OHO MOXET MMUTUPOBATL YTO YTOAHO, UC-
No/ab30BaThb NOOOW CTUAb U MaTepuras, BKAOYaTb
pa3/InUHble KOHLUEMNUMM N NPOSABAATLCS B JHOObIX
bopmax, He Mes 3CTeTMUeCckMx pamok.» 3 Teopue-
ckaa npaktvka TaH MUHBIO3 ABAgeTCa naeanbHbIM
OTpaXKeHMeM ero rnybokKoro MOHMMaHus «MNoCTMO-
AepHU3mMa». Ero paboTbl NpeogoseBatoT rpaHmLbl
MeXxay TpaAuLnen n CoBpeMeHHOCTbH, BocTokom
1 3anaZoM, KNaccMKom 1 MHHOBaLMEN, AEMOHCTPY-
pys HeorpaHM4YeHHOEe UCCaes0BaHMe UCKYCCTBA.
PasHoobpa3une cTunen, matepranoB 1 KOHUEr-
LWl nepenieTaeTcs, Co3AaBas YHMUKaNbHbIA CNO-
cob6 BblpaXKeHus.

C 1985 ropa, HaunHasa ¢ co3gaHnsa «Mopcko-
ro Mvpa» (BJEH5R) c ucnonb3oBaHMeM TEXHUKM
Kepammnyeckon Mo3anku, 4o «BoctouHoro notoka
pekn U» GFKZRR) (nan.1) B 2000 rogy, BbINOAHEH-
HOTro M3 WepcTaHOro robeneHa, «MecHn o mope»
(285 (Man.2) B 2003 rogy C NPUMEHEHMEM TeX-
HWUKW KOBAHOW Meau C 30104eHneM, n «Cneabl Ha
XKentoit peke» (0 88 f37F) B 2009 roay, coueta-
tOLLLErO KOBKY Meau, wandosky n ob6paboTky cee-
TOM, 0 «3epkano pediekcun» (552 L) (man.3)

3. LU3so [laHbxyH. Bo3BpalyeHne 1 4eKOHCTPYKUNA — BANA-
HMe 0COBEHHOCTeN NMOCTMOAEPHMCTCKOrO UCKYCCTBA Ha CO-
BPEMEHHYH KUTaCKyt0 MOHYMEHTa/IbHYH XuBonuck [D].
LLlaHxaricknin negarornyeckuii yHmeepcutet, [14 despa-
na 2024 rogal, ctp.9. FHFLL. EFS5#E — RRIAKRE
RFEZ M THHESRESHRLED] LEHERF
[2024-02-14], P 9.
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B 2011 rogy c ABYXLiBETHOM rpaBlOPOM 1 Noayc-
bepammn 13 Hep>KaBetoLWwen cTaam C MOPOLLIKOBOWN
nokpackon, n «<OkHo B Mup — MatTteo Puuum»
(57 — MIBEZE) (and) 8 2012 rogy, nc-
NO/b3YHOLLLEro NaTYHHYH U aftOMUHMEBYHO N1acTyu-
Hbl, TPaBAEHWE, MOKPACKY 1 Npope3Hyto pe3bby,
3TM MOHYMEHTaNbHble NMPON3BEAEHWNS BbIMOJHEHbI
C UCNonb3oBaHMeEM pa3HOO6pasHbIX MaTepuanos
N TexHuk. OT TEKCTUBHOTO TKavecTBa U MeTan-
NINYECKOMN KOBKM A0 KepaMUUeCcKoh Mo3anku nam
KOMMJIEKCHbIX TEXHWK, 3TU NPOV3BEAEHNA He TOJb-
KO nepeAaroT CBOU TEMbI, HO 1 YCUAMBAIOT EeKO-
patuBHbIN 3QPEKT B PasNnMUHbIX apXUTEKTYPHbIX
npoeKkTax, AEMOHCTPMPYA NPOAOAXKEHNE U pac-
WMpeHne HOBU3HbI 1 Tpaanuni. Yepes nccne-
JlOBaHWe AeKOpPaTUBHbIX CTUAEN, 3TN TBOPEHUSA
OTpa>katoT HOBOE HamnpaBieHNe XYAOXEeCTBEH-
Horo nowucka. Vicnonb3oBaHue wenka, bapxaTa
¢ pobaBneHVEM HaMONHUTENS N3 TYOKN U LWNTbA
N APYrUX TPAANLIMOHHBIX PYYHbIX TEXHWK NO3BO-
naet TpaHcdoOpMMpPOBaTL HEKOTOpPbIE, Ka3anochb
6bl, McUesatloLLne peMecieHHble MeTO/bl B HOBYHO
XYJ0XECTBEHHYIO GOPMY C KUTACKMMUN 3CTETU-
YECKUMUW XapaKTePUCTUKAMMU.
MoHymMeHTanbHasa xunsonmcb TaH MUHBIO3
«OKHO B MUp — MatTeo Puuuns» (EEH5FE — FI35
2 B) ABAAETCA BaXHbIM Npou3BegeHnemM obue-
CTBEHHOTO MCKYCCTBA, PAaCnONOXEHHbIM Ha CTaHL K
YaryHusad Cu (EAF ML) wecTtol AMHUK
MeknHckoro metpo. lNpov3ssesaeHne Bnevart-
nsetT cBOMMM MacwTabamMu: AAnMHaA COCTaBAA-
et 27 meTpoB, a BbicoTa — 3,25 mMeTpa, B ero
CO3JaHUN NCNONb30BaANNCh Pa3HOOOpasHble
MaTepuanbl U TEXHUKW, BKArOYAA NaTyHb, anto-
MWHMWEBbIN CMiaB, CTajbHble NAACTUHBI, TPaB-
NeHve, aneKkTpoauns, penbed, CKyAbnTypy, KOBKY
M XMBOMUCb, UTO AeNaeT ero CAOXHbIA Aun-
3aiiH XVWBbIM U Bblpa3uTenbHbiM. MaTteo Puuun
(FIFZFE) — MTaNbAHCKUA ME3YUTCKUA MUCCUO-
Hep, Ybe NpubbITUE OTKPLINO Ansd Kutas oKHO
B MUp, cnocobcTBys yraybaeHno NoHUMaHua
KMTaruamu 3anajHom Hayku u KyabTypbl. NH-
Terpaums 4acTMYHO OTKpPbITON «[lofHas KapTa
«KyHuu, nan Bceobuyme MHeEHMS BEAUKUX aep-
Xas» (guHactua UunH) « (BT E4£E) — kapTbl
MVpa — CUMBOAM3UPYET pacliMpeHmne 3HaHWUM
M MOHMMaHWA, packpbiBas BEKOBOW 0OMeH v B3a-
nmogencTene mexay Kutaem n okpyxarowmm
MupoMm. Beibop kapTbl mupa, rae Kutait pacnona-
raeTca B LeHTpe M3-3a KOPpPeKLUn MepruamnaHoB,
OoTpa)kaeT nepexos OT eBPONOLEeHTPUYHON Kap-

Torpadum U AeMOHCTPUPYET OTKPbLITOCTb KnTas
K rnobanbHOMYy 0BMeHY 3HaHUAMMK. DTOT CUMBO-
NIYECKUNIA XeCT BOCXOAMUT K KapTaM, CO34aHHbIM
MaTTeo Pnuum Bo Bpemsa ero npeboiBaHna B Ku-
Tae, rae Kutan 3aHMMan LeHTpaabHoOe MecTo, OT-
Meuas BaXKHbli MOMEHT B UCTOPUWN KNUTANCKOM
kapTorpaduu. LleHTpanbHas yacTb Nnpounssese-
HUS — 3TO TPEXMEPHbIN rnobyc, a pagom pac-
noJsiaratoTca NaHean, KOTopble packpbiBatoTCH,
C/IOBHO CTpaHuLbl nctopuu. Lipetosas cxema, rae
AOMUHUPYET APKO-KPaCHbIA LBET, YTO B COYeTa-
HUW C METaNINYECKMMUN OTTEHKaMW MaTepuranoB
MOXET TPaKTOBaTbCA Kak AaHb YBaXXeHWs KUTam-
CKOMY KYJbTYPHOMY Hacieguto — B KUTAMCKOWM
KyJbType 3TOT LBeT TPajULUOHHO accoumnpy-
eTcs € yAadven 1 pajocTblo.

Yepes npomnssegerHne «OkHO B MMp — MatTeo
Puyun» (EEHSTE — FIIBEZE), TaH MuHb03
(FENB ) He TONbKO OTAAET AaHb YBAXEHUS UCTO-
pPUUYECKMM COBBLITUAM, HO U CTPEMUTCA YAYULINTD
KyJIbTYPHYH aTMOChepy CTaHL MK METPO, Npeso-
CTaBAsiA MaccaXxupam 3CTeTmyYeckoe u KyabTyp-
Hoe oboraleHne BO BpeMs UX MOBCEAHEBHbIX
noe3zokK. 3Ta MOHYMeHTabHas XNBOMUCH ABJS-
eTca cBuAeTenbCcTBOM H6oraton nctopum Kutas,
a TakXKe HenpepbIBHOTO Ananora Kutas ¢ Mupowm,
C/ly>ka MOCTOM MeXAy MPOLIbIM U HAacTOALWMM,
Tpaguumer n nHHosaumer. OHa nogpasymeBa-
eT AMHaMWYHOE NMOHUMaHNe UCTOPUK, Nojuep-
KMBas MOCTOSIHHOE pacluvpeHune u yraybneHuve
3HaHWUM 1 Touek 3peHus. Takol Noaxo4 B An3ali-
He BbIAENSAET MOCTMOAEPHNCTCKOE AEMOHCTPUPO-
BaHVe YCTaHOBJIEHHbIX POPM U CTPYKTYP, a TakxKe
co3faHue bonee TeKyUYero ¥ MHOrOrpaHHOro Bu-
3yasbHOro HappaTtuBa.

B AnckyccuMm o NoCTMOAEPHUCTCKON TEHAEHLN
B KUTaCKON MOHYMEHTaIbHOM XXWBOMUCU TBOpYE-
ckas npaktuka TaH Munbtos (FENB &) nokasbiBaer,
KaK yepes MHTerpaLmo pasHoobpasHbIX CNocoboB
XYZOXECTBEHHOTO BblpaXKeHUs 1 MHHOBALWW B Ma-
Tepuanax MOXHO NpPeoAoseBaTh FPaHULbl MEXaY
TPaAULMOHHBIM 1 COBPEMEHHbIM, BocTokom 1 3a-
nazoMm, 4EMOHCTPUpPYs CBOBOAHOE nccnesoBaHue
MCKYCCTBA, a TakXe CNy>XeHne OBLLeCTBEHHbIM MH-
Tepecam W MOBbIWEHME 3CTETUUYECKOW LeHHOCTH
06LLEeCTBEHHbIX MPOCTPAHCTB.

[anee Mbl NPOJOMXKNM UCCNEAOBAHME 3TOM
TEMbl Yepe3 TBOPYECTBO Ha BHELLIHMX cTeHax My-
3e nckyccts Jlyo XoHram (B /137 EARIE). Ausaii
N AeKopaLms My3es He TOJIbKO OTpaykatoT IKCrepu-
MEHTaNbHOCTb Y MHHOBALIMOHHOCTb NMOCTMOAEPHM-

CTCKOrO UCKYCCTBA, HO M Yepe3 CBOU YHUKaJ/bHblE
npoekTbl 06LLEeCTBEHHOrO CKYCCTBA CTaIv HOBbIM
Ky/IbTYpHbIM CUMBOJIOM YyHuunHa (EJK), AEMOH-
CTPUPYS BO3MOXHOCTN FapMOHMYHOIO COCYLLLeCTBO-
BaHWS UCKYCCTBa U MPUPOAHOW Ccpespbl.

MoHyMeHTanbHasa xumsonuncb My3ea nckyccrs
Nyo Xouran (F 37 EARIE) (Mnn.5) asnsetcsa Ha
JaHHbI MOMEHT CaMbIM KPYMHbIM Y YHUKaAbHbIM
npoekTom oblecTBeHHOro nckyccrea B Kutae,
CTaB HOBbIM KYJbTYPHbIM CUMMBOAOM YyHuUMHa (
EJK). My3zen Jlyo XoHram npeacrtaBaset cobom
KOMMEKC M3 TPex B3aMMOCBA3aHHbIX My3eeB, 06-
Was naowaab CTPOEHUI cocTaBaseT 23,7 Tbicau
KBajpaTHbIX METPOB, a NJoLLaZb BbICTABOYHbIX 3a-
noB — 12 TeicAY KBagpaTHbIX MeTpoB. Komnaekc
coctounT u3 10 3gaHUI HeobblUHON dopMbI, pac-
NMOJIOXEHHbIX BOKPYr BHYTPEHHero ABopa, 4to
co3jaeT NHTerpMpoBaHHoe obLLecTBEHHOE NPO-
CTpaHCcTBO. My3elt 6bia CNPOEKTUPOBAH COBMECTHO
XyAoXHUKoM Jlyo XoHram (¥ #137) n Xao fans-
HoM (FB A fB). OaHOM U3 ocobeHHOCTEN My3es AB-
NAeTca AN3allH ero BHELWHMWX CTeH, ANs Aekopa
KOTOPbIX MCMONb30BaNNCh COTHW ThiCAY Nepepa-
60TaHHbIX KepaMnyecknx ockosKoB. ITn dpar-
MEHTbI MOKPbIBAOT HE TOJIbKO KPbIWN U pacasbl
3laHWI, HO W PacnpOCTPaHAKTCA Ha Npuaeraro-
WY TEPPUTOPUIO, CO3AaBas ICTETUUECKUN 3P-
beKT, MONHbIN MONOAOCTU, APKOCTU U TEMNOTHI.
Takum obpasom, My3zelt nckyccts Jlyo XoHran
CTan KyNAbTYPHOW BU3NTHOW KapTOYKOMN N CMMBO-
NIOM apxuTeKkTypbl YyHUMHa.

C TOUKM 3peHuns KpeaTUBHOrO An3aiiHa, My3sel
nckyccts Jlyo XoHram (F 137 £ K1IE) onpoku-
AblBaeT TpagULMOHHOE Cepbe3Hoe N Beanve-
CTBEHHOE BOCMPUATUE MYy3€es, NCMONb3YA OTXOAbI
KepaMmnyeckmx OCKOJIKOB B KauecTBe AekopaTuB-
HOro MaTepuana, NoKpbIBas BCE BHELUHWE CTEHbI,
cKaTbl U YacTu KpbIW, co3jaBas APKUN, Kpacou-
HbIi U AMHAMWYHbIM BHEWHWA BUA. «Ans K1Tam-
LeB MOZEPHU3M MOXOX Ha 3ajep>XKaHHbI peic,
a NOCTMOAEPHU3M — KaK peiic, MpUBbIBLINIA paHb-
LWe BpeMeHU, 1 Tenepb OHM BMeCTe ckanimBa-
FOTCS B 3TOM 60/IbLLIOM KMTACKOM asponopTy.» 4
270 Bbicka3biBaHue un Jln, cneymanncra no ncrto-
P NOCTMOAEPHUCTCKON CKY/AbMNTYpPbl, TOYHO
NOABOANT UTOT MHHOBALMOHHOMY AYyXYy AW3ail-
Ha My3esa nckycctB Jlyo XoHraw, rae camsaroT-
Cs TPajAMLUMA N COBPEMEHHOCTb, BocTok 1 3anag,.

4. Twn Jn. 3apybexkHas noctMogepHUcTcKas ckyabntypa [M].
HaHkuH: N3gatenbcteo uckyccte Lizancy, 2010.6, ctp.9. K
1. BSMEIRBEEE M) B 5 ST 2 A hR#L. 2010.6. P 9.
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[AnzaitH my3es ymeno ncnonbsyet boratyto ncrto-
pvto Npou3BOACTBa KepaMuku B paiioHe LLlannH6a
(P EEHIX), npeBpallas oTxoAbl KEPaMUUECKUX
OCKO/IKOB B MaTepuan Aas Hapy>KHOU OTAENKM,
UTO He TO/IbKO AEMOHCTpMpPYeT 3ab60Ty 06 oKpy-
Xatolen cpese, HO 1 BO3POXAaeT MeCTHble Tpa-
AMLMN KEPaMUUECKOro pemMecna, UHTerpupys ero
NCTOPUYECKYIO U KYNbTYPHYH CYLLHOCTb B COBpe-
MEHHOE XyJ,0XECTBEHHOE TBOPYECTBO. ITOT An3ali-
HEpPCKWUIA MOAXOJ He TOJIbKO BU3yalbHO OTpaxaeT
XapakTepUCTUKN ropoga YyHLMH, HO 1 NpeAcTaB-
nset rnybokoe NOHMMaHue 1 yBaxeHne K MeCTHOW
Ky/NbType, NpeBpaLlas cam My3ei B CpeAcTBO KyJlb-
TYPHOW MAEHTUDUKALMIN U COXPAHEHWS Hacaeauns.
CoxpaHss 31eMeHTbl KEPaMUYECKON MANTKU U XKM-
BOMWUCK, My3€eil AEMOHCTPUPYET CyTb KUTAUCKOro
TPaANLMOHHOIO NCKYCCTBA KEPaMMKM, CTAHOBACH
Ky/JIbTYPHbIM MOCTOM MeXAY MPOLbIM U HAaCTO-
AWMM, TPagnLmeln n COBPEMEHHOCTbIO, Yraybass
06w ecTBEHHOE NMPU3HAHNE MECTHOMN KyAbTypbl.
CTOMMOCTb CTpOUTENLCTBA MYy3esi Bblaa XOPOLLO
KOHTPOAMPYEMOM U 3KONOTUYHOW, LEMOHCTPU-
pys 3KCMEepUMEHTaNbHOCTb U MHHOBALMOHHOCTb
NOCTMOZEPHM3MA B AM3aliHe.

C TOuUKM 3peHns GopMasbHOM KPacoTbl, AeKop
N3 Kepammyeckmx ockonkos Myses nckyccts Jlyo
XOHrM ncnonb3yeT HecTaHAAPTHbIE, ECTECTBEHHO
MeHsamoLlWmeca no pasmepy n popme ¢parmeHThl,
HapyLwas TpaguLMOHHbIe 3CTETUYECKME Npes-
NOYTEHMUSA PErYAsPHOCTU U CUMMETPUMN. Takomn
AV3aiiH nepegaeT IeTKNIN N XXNUBOIN apXUTeKTyp-
HbIV CTU/Ib Yepe3 MHHOBALMOHHbLIN A3bIK Y30POB,
oTpaxasl HOBOE HamnpasJ/ieHVe B COBPEMEHHOM
AN3alHEepPCKOW 3CTeTUKe, a TakXe nokasbiBaeT
NMOCTMOZEpPHMCTCKOE CTpeMseHme K pa3Hoobpa-
310 Y YBaXKEHWIO K Pas3ivuHbiM dopmaM xyzoxe-
CTBEHHOrO BblpaXeHus. «Touka» yepes CBOW NyTb
ABUXEHMWA NpeBpaLLaeTcs B «JIMHUIO», CO3/4aBas
B3aUMOAENCTBNE MEXAY YETKOW KOHCTPYKUMENn
y30pa v abCTpakTHbIM BblpaXKeHUeM, UMUTUPY-
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OWMM NpUpoay, NO3BOAAS KOMBUHaLMN TOUekK
N IMHWUIA, GOPMUPYHOLLUX «MOBEPXHOCTb», NPEOo-
[LONEeTb FPaHULbl CTaTUYECKOTO y30pa U 3aBUCETh
OT NePCNeKTUBbI U NepemMeLleHns HabatogaTens.
«MporynnBascb NO NPOCTPaHCTBY KOMMAEKCa,
C/I0OBHO MPOryiMBascCb MO KMTAaNCKOMY Kaaccu-
YECKOMY cajy, C KaXAbIM LIaroM MeHseTcs BUA,
HacTpoeHMe BO3HMKaAeT B OTBET Ha CMeHY cle-
Hbl, 3CTETUKA AM3aiiHa B y30pax U MPOCTPaHCTBE
AOCTUTaeT coBeplleHCTBa» °. BajoxHoBeHWe ans
Av3aliHa My3es MPULIO U3 PacroNOXEHHbIX MO-
6/1M30CTN 3ePHOXPAHUANLY, YHUBEPCUTETCKOTO
ropogka, CMMBOJAMN3NPYS, YTO «UCKYCCTBO SIBAS-
eTcs Nuwen ana Aywmn yenoseka». Kaxgoe 3paa-
HVe KOMMJeKca MMeeT HenpaBuibHyto dopmy,
OTK/IMKasACh Ha XapakTepHble 4151 MECTHOCTU Tep-
pacHble NoAs, co3jaBas CNOXHbIA aHcambb 3aa-
HWI. Y30p KaXA0W CTEHbl MOXET BOCMPUHNMATLCS
Kak camocToaTesibHOe Npou3BeAeHune, B TO Bpe-
M$S KaK B LLeNIOM OHU GOPMUPYIOT HEMPEPbLIBHOE
XYZOXECTBEHHOE LieN0€, OTpaxas CTU/b U perno-
Ha/bHYHO KyAbTypy YyHuMHa. ln3aliH, o6besnHsas
N3MEHEHWN B NMPOCTPaHCTBE M TpaHChOpMaLnto
Y30pOB, LEMOHCTPUPYET NOCTMOAEPHUCTCKOE MO-
oLLpeHmre K y4acTUO 3pUTens U MHOXECTBEHHO-
CTV TONKOBaHWI NPOU3BEAEHMA.

Mpov3seeseHns TaH MuHbi03 (FENBEE) n Myzeit
nckyccte Jlyo XoHram (5 137 £ R{E) coBMecTHO
OTpaXkatoT MOCTMOAEPHUCTCKYH TEHAEHLIMIO B CO-
BPEMEHHOW KMTAaNCKOW MOHYMEHTalbHOM >XXMBO-
NnUCK, @ UMEHHO: CTPEMIEHME K TaPMOHUYHOMY
COCYLLECTBOBAHWIO C NMPUPOAHOW Cpeson yepes pas-
HoOobpa3ne Xy[0XXeCTBEHHbIX BblpaXKeHU N MHHO-
BaLMOHHOE MCNOJIb30BaHME MaTepuasoB, a Takxe
Cy>XeHue obLeCcTBEHHbIM MHTepecam 1 NoBbILLE-
HWe 3CTETUUECKOWN LEHHOCTM OBLLEeCTBEHHbIX NPO-
CTPaHCTB Yepes XyAOXECTBEHHbIE MPOU3BEAEHMS.
3TO AEeMOHCTPpUpPYeT MHOroobpasue KyabTypbl U ee
nonynaspusaLmio, genas UCKyccTBo bosee goctyn-
HbIM /151 LULMPOKOW MyOAnKu.

5. 4Yxao AH, Yxy Waoxya. ScTeTvka aM3aliHa B eKope 13 Ke-
pamMnyecknx 06J10MKOB — Ha npumepe My3ses UckyccTs Jlyo
Xonrawn [J]. WaHbayHckas kepamuka, 2023, 46(5):37-42. X
BR SRR BBERE BRI ANIRIT RS — MFPIRAREHR
BID].ILZRFEE, 2023, 46(5):37-42.
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CONTEMPORARY TRANSFORMATION
OF TRADITIONAL CULTURAL ELEMENTS
IN SCULPTURE AT CHINA'S NATIONAL
ART EXHIBITION SINCE THE 21ST CENTURY

Summary: Chinese traditional culture has rich con-
tents after more than five thousand years of its history
and development. This article examines the sculptures
presented at five National Art Exhibitions held since the
beginning of the 21st century, and analyzes the ways of
contemporary transformation, the forms of representa-
tion, the value and significance, as well as the challenges
and prospects of future development of traditional cul-
ture elements in sculpture. By analyzing the represent-
ative sculptures of the last five National Art Exhibitions,

1. INTRODUCTION

The prestige, importance and significance of the
National Art Exhibition are unquestionable for the
Chinese sculpture world. Indeed, on a nationwide
level, it presents the best examples of Chinese sculp-
ture of the time when it is held. Since the beginning
of the 21st century National Art Exhibition has been
held five times, with the 10th in 2004 and the 14th
in 2024. A key characteristic of these exhibitions is
the exploration of methods for contemporary inter-
pretation of traditional culture elements in sculp-
ture. This reflects not only the sculptors’ profound
interest and understanding of traditional culture, but
also their inclination to constructively express and
highlight national cultural identity within the context
of globalization. The common denominator of art
is that it is "an aesthetic reflection of the objective
world in the realm of human consciousness in the
form of sensual images” . Sculptural art continues

1. Wang Hongjian. Introduction to Art. Beijing: Culture and Art Press,
2000:182. EF 3. ZAMEIE. L3 XL Z A kR4t 2000:182.
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the article explores how elements of traditional culture
are renewed and integrated into contemporary works.
It shows how sculptors, while inheriting traditions, ac-
tively seek ways of artistic expression adapted to the
demands of the times. It also theorizes and formulates
recommendations for the further development of Chi-
nese sculptural art.

Keywords: National Art Exhibition; sculpture; tradition-
al cultural elements; modern transformation; artistic in-
novation

to evolve and change with the times. Elements of
traditional culture, reinterpreted in contemporary
sculpture, have given it a wealth of material and al-
lowed it to renew itself not through blind copying
of new forms, but through the preservation of local
culture and its symbols, deep spiritual substance,
inherent sense of harmony, that become the the-
oretical fuel for sculptural works. Such sculpture
evokes sincere admiration and love of the viewer.

2. THE FORMS OF PRESENTATION OF TRADITIONAL
CULTURAL ELEMENTS IN SCULPTURE WORKS

2.1. THEMATIC ADAPTATION: CONTEMPORARY IN-
TERPRETATION OF TRADITIONAL MOTIFS AND FOLKLORE

The vitality of culture is manifested not only in
the preservation of its core, but also in the realiza-
tion of its utility and the use of its resources. The
best thing that history gives us is the feelings it
evokes. Sculptors often draw inspiration from his-
torical tales and folklore to give new life to tradi-
tional culture. For example, the sculpture "Peony

Il 1. Wu Tong, Ma Jun. The long song of the Silk Road. Fiberglass, 2019.

Pavilion” presented at the 10th National Art Exhi-
bition is based on the famous 16th century Chinese
play of the same name. The contrast between Du
Liniang'’s finely crafted facial features and the body
shape in traditional freehand style emphasizes the
softness and tenderness of the image of a girl from
nobility. Du Linniang’s pose, reminiscent of a willow
tree bowed in the wind, allowed the author to viv-
idly portray the traditional plot of a classical play.
Another example is Wang Chao’s “Journey to the
West", presented at the 11th National Exhibition,
based on the classical story of Xuanzang's quest
for sutras, featuring the image of a relentless Bud-
dhist monk depicted in bas-relief. The 13th Na-
tional Art Exhibition also showcased works such as
“Ni Zan at Taihu Lake”, “Casted Souls of the Pre-
Qin Era”, and "Pioneers: Anhui State School”. “The
Long Song of the Silk Road” by Wu Tong and Ma
Jun from the same exhibition is a combination of
traditional sculptural language and modernist tech-
niques. It should be noted that this artwork belongs
to the cycle dedicated to characters of Chinese dra-
ma that Wu Tong has been working on for the past
few years, and is perhaps one of the best examples
of sinicization in sculpture.

2.2. MODELING TRADITION: ADOPTING AND INNO-
VATING THE TRADITIONAL SCULPTURE LANGUAGE

Plastic arts aim to find the forms of expression
that express a particular idea in the most compre-
hensive way. The modeling language of traditional
sculpture provides a rich resource for contempo-
rary sculptural creativity. Consider an example of
an artwork from the 13th National Art Exhibition,
"Wisdom of the All-Reflecting Mirror of the Heav-
enly Circle " by Li Huixing. The modeling style was

2. In Chinese: X[E%% da yuan jing zhi, a Buddhist concept
referring to the comprehensive wisdom of the buddha

adopted from Chinese Buddhist sculpture, which
presents the image of a sage of the modern era,
as if transfixed by the Buddhist spirit. The charac-
ter is placed in front of the silhouette of a seated
Buddha carved out of a disk. The overall treatment
of form adopts clean and smooth lines, which have
the rhythmic sense of traditional sculpture, but also
incorporate modern minimalist style. The 14th Ex-
hibition featured works inspired by Chinese tradi-
tions, including architecture. One piece uniquely
reimagined the shape of dougong 3, infusing the
sculpture with a distinct Chinese essence and ex-
pressiveness.

2.3 SYMBOLIC ALLEGORY: CONTEMPORARY INTER-
PRETATION OF TRADITIONAL SYMBOLS

Symbols are representations containing mean-
ings. Symbols of traditional culture acquire new
meanings in sculpture. For example, at the 11th
National Art Exhibition, Shi Xiangdong presented
his work "Raging Winds forged Spring and Autumn
Era“#", which combines the symbols of both tradition-
al culture and modern civilization, creating a strong
contrast and tension. The sense of time and era is
always a source of creativity for the artist.

Wang Yangmen'’s work at the 12th National Art
Exhibition, “Four Symbols ® of Life's Journey” inter-
prets traditional symbols — the four patron animals
of the sides of the world — the green dragon Can-

3. A structural and decorative system of interlocking wooden
brackets and beams in Far Eastern palace and temple
architecture.

4. Spring and Autumn, or Chonggiu, is the historical period from
722 to 479 BCE, as well as the historical chronicle of the Lu
kingdom that covers this period and gave it its name.

5. Four Symbols, in Chinese — P[4, si-xiang, a numerological
and ontological-cosmological term in Chinese philosophy.
continuation of the unfolding of the two forces — yin and
yang; also referred to the four sides of the world and the
animals associated with them.
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Il 2. Shi Xiangdong. Raging Winds Forged Spring and Autumn
Era. Cast bronze. 2009.

glong of the East, the white tiger Baihu, the patron
of the West, the black turtle with a snake tail Xu-
anwu, the guardian of the North, and the red bird
Zhuque, responsible for the South. These tradition-
al symbols are placed in circles made of machine
tire, creating a very dynamic image signifying har-
mony, unity and speed. Another noteworthy piece
is a work from the 13th National Exhibition, themed
“The Song of Righteousness, My Loyalty, Honesty,
Straightforwardness and Fairness,” which shows the
characters of traditional drama in a geometrically sim-
plified form. Through the contrast of colors and spa-
tial organization, the author captures the aspiration
of the present era for progress, bringing new vitali-
ty to traditional symbols in a contemporary context.

3. METHODS OF CONTEMPORARY TRANSFORMATION
OF TRADITIONAL CULTURAL ELEMENTS

3.1. RECONSTRUCTING FORM: ABSTRACTION AND
VISUAL TRANSFORMATION OF FORMS

Art aims to reproduce not the external appear-
ance of things, but their inherent spirit. Adapting
to the aesthetic needs of modernity, sculptors re-

Il 3. Wang Yanmen. Four symbols of Life's Journey. Rubber. 2012.
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construct the forms of traditional cultural elements.
A sculpture on the theme "Phoenix Nirvana” was
shown at the 11th National Art Exhibition, in which
the author decided against the figurative depiction
of the phoenix image and instead presented the
process of the phoenix rebirth in flames using ab-
stract lines and distorted shapes. The combination
of fiery colors and irregular shapes vividly conveys
the power of destruction and renewal contained in
the rebirth of the phoenix. In the 13th Exhibition,
there was a remarkable work transforming the im-
age of door god Menshen that serves as an element
of traditional culture. The facial features are gro-
tesquely exaggerated, for example, the eyes are de-
picted as huge and deep circles, as if they are able
to perceive everything in the world, and the eye-
brows curve into dynamic lines, symbolizing strong
mood swings. The strong color contrasts of bright
red and rich black, meanwhile, make the character
easily recognizable, as they are traditional in the de-
piction of Menshen, while adding to the artwork’s
expressiveness and modernity. Thus, an element of
traditional culture acquires a new appearance and
is revitalized in the contemporary artistic context.
Zhang Xinyu's work "l Look at the Mountain, and it
is a Mountain After All", presented at the 14th Na-
tional Art Exhibition, is inspired by the traditional
Chinese literati painting. This work highlights com-
position as a key factor, where the shapes of moun-
tains and waters shift depending on the point of
view, akin to the dynamic perspective in Chinese
classical painting. When viewed from the side, one
can see hilly mountain peaks; from the front it pre-
sents as a landscape with mountains and water in
the style of freehand painting. This is an interpreta-
tion of the Chinese philosophical doctrine referring
to the three ways of perceiving the world — as vis-
ible to the eye, as deceived by the eye, and as in-
visible to the eye yet existing. The author illustrates
how humans "guided by their own ideas, uncover
and emphasize the unseen phenomena”®.

3.2. RESEARCH OF MATERIALS: SYNTHESIS OF TRA-
DITIONAL AND MODERN MATERIALS

Materials are the physical medium used by art-
ists to express their thoughts and emotions. Sculp-
tors actively explore ways to combine traditional
and modern materials in their creations, opening
new avenues for presenting elements of tradition-

6. Wang Qiang. Essay on Sculptural Creativity // New Art. —
1987. — N2 1. E38. BB RIIEREZED]. #3E A, 1987 (1)

Ill. 4. Zhang Xianniang. | Look at the Mountain, and it is a
Mountain After All. Metal, mixed media. 2024.

al culture. At the 10th National Art Exhibition, a Silk
Road-themed work was showcased, blending its cul-
tural elements with modern materials. Work features
a bronze depiction of an ancient camel caravan, por-
traying the camels in realistic manner. This caravan
symbolizes the resilience, challenges, and grandeur
of the ancient Silk Road. The goods transported by
the caravan are partially made of transparent acrylic
with inlays of colored threads, symbolizing the rich
trade and cultural exchange along the Silk Road.
The use of bronze and acrylic enables the author
to blend historical significance through traditional
material, metal, with a modern touch, actualizing
it with the help of modern materials.

At the 12th National Art Exhibition, Feng Chong-
li showcased “Casting: Bamboo Wind", a stainless
steel sculpture depicting the spirit of wind in a bam-
boo grove. The work is particularly expressive due
to the combination of softness and steel, flexibili-
ty and rigidity of the material, undergoing a visual
transformation. Stainless steel, a favored material in
sculpture, reflects the ephemeral beauty of a tradi-
tional for Chinese art image. Meng Yaxu's “After the
New Rain on the Empty Mountain” from the 13th

Exhibition immerses viewers in the spiritual space
of traditional shanshui landscapes. The sculpture
uses stainless steel as a foundation, featuring carved
elements like twisted trees against layered moun-
tains. The author contrasts the cold, hard texture of
stainless steel against the soft fluidity of traditional
landscapes, using modern materials to depict the
Chinese shanshui landscape. This creates a contem-
porary artwork that revitalizes traditional culture.

3.3. CONCEPTUAL RENEWAL: INTERPRETATION OF
TRADITIONAL PLOTS IN THE CONTEXT OF THE CONTEM-
PORARY ERA AND EXPLORATION OF THE TRADITION-
AL CULTURE

Art is not a reflection of reality, but a way of
reinterpreting the world. Sculptors are constantly
re-inventing concepts, using traditional cultural
elements, giving them a modern interpretation
and expanding the scope of cultural meanings.
At the 12th National Exhibition, one work reim-
agined the story of Yu Gong moving mountains,
portraying him as a symbol of environmental pro-
tection rather than just perseverance. The tools
Yu Gong uses to lead his family and villagers into
the mountains are no longer just hoes and bas-
kets, but modern measuring devices and conserva-
tion area signs. The mountains in the background
are not depicted as an obstacle to be overcome,
but with sparse vegetation and bare earth and
rocks, as undergoing an ecological crisis due to
overexploitation. Through this conceptual adap-
tation, the traditional cultural hero Yu Gong and
the story of how he moved mountains is brought
into a contemporary context. It encourages re-
flection on environmental protection and sus-
tainable development, closely linking traditional
culture with contemporary social issues. The 14th
National Art Exhibition featured a series of sculp-
tures on the theme of “24 Seasons”, i.e. the 24
seasons of the Chinese solar agricultural calen-
dar. The distinct traits and associated agricultural
and cultural activities of each season were rep-
resented through the use of contemporary ar-
tistic concepts and expressive techniques. Such
works interpret elements of traditional culture
from a new perspective. Traditional culture takes
on a broader and deeper dimension under the
influence of contemporary concepts, reflecting
a pluralistic understanding of traditional culture
as well as sculptors’ response to the needs of the
times and contemporary society.
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Ill. 5. Feng Chongli. Casting: Bamboo Wind. Stainless steel. 2014.

4. VALUE AND SIGNIFICANCE OF CONTEMPORARY
TRANSFORMATION OF TRADITIONAL CULTURAL ELEMENTS

4.1. INHERITANCE AND POPULARIZATION OF CULTURE

Cultural inheritance is akin to passing on the
torch that lights the nation’s way forward. Con-
temporary transformation of traditional cultural el-
ements in sculpture is an important way of cultural
transmission. Incorporating historical allusions, folk-
lore, traditional sculpting language and symbols into
contemporary sculpture allows traditional culture
to be preserved and propagated in modern society.
These works are a vivid medium of cultural heritage,
allowing viewers to understand and feel the charm
of traditional culture, and thus stimulating people’s
love for and identification with national culture. For
example, sculptures inspired by myths and legends
convey ancient stories, preserving traditional cul-
tural values and spiritual meanings across genera-
tions, thus maintaining national cultural heritage.

4.2. ART INNOVATION AND DEVELOPMENT

Innovation is the essence of art and a source of
strength that drives the advancement of art. The
modern adaptation of traditional cultural elements
introduces innovative ideas and expressions to sculp-
ture, fostering artistic development. Sculptors in-
novate by using new materials and techniques to
transform traditional cultural elements, breaking
away from conventional sculpture patterns. For ex-
ample, it's the use of abstraction and deformation
techniques, the merging of traditional and mod-
ern materials, the expansion of the boundaries of
sculptural art, and the enrichment of its visual lan-
guage. These innovations ensure the relevance of
sculpture in modern society and establish a strong
foundation for its future growth.
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4.3. NATIONAL CULTURAL IDENTITY FORMATION

Art plays a crucial role in shaping a nation’s cul-
tural identity and preserving its heritage. Art plays
a crucial role in shaping a nation’s cultural iden-
tity and preserving its heritage. Amid continuing
and expanding globalization, the transformation
of traditional cultural elements in sculpture is es-
sential for maintaining national identity. Sculptors
highlight national culture by integrating local tra-
ditions into their works. At the five National Art
Exhibitions since the 21st century, sculptures featur-
ing traditional Chinese architectural elements (such
as curved roofs, dougongs, etc.), traditional motifs
(such as cloud patterns, etc.), and colors (such as
Chinese red, porcelain blue, etc.) stand out global-
ly for their distinct Chinese cultural characteristics.
These works have become visual symbols of Chi-
nese culture, showcasing to the world the rich her-
itage and unique charm of Chinese culture. At the
same time, the contemporary adaptation of tradi-
tional cultural elements also renews and develops
the national culture in contemporary society, giv-
ing new meanings and significance to national cul-
tural identity in the new context.

5. cONCLUSIONS

Exploring traditional culture on a deeper level
allows sculptors to convey its historical, philosophi-
cal, and social meanings, rather than merely imitate
its elements superficially. Cultural tradition is deeply
integrated into the creative concepts and expressive
methods of contemporary sculpture. Sculptors care-
fully select materials and technologies to enhance
the theme and the semantic content of cultural ele-
ments. This enables the creation of profound sculp-
tures, blending tradition with modernity.

In their future creations, sculptors will be able to
find a balance between innovation and tradition. On
one hand, they actively encourage innovative think-
ing and bold experiments with new artistic forms,
materials, and techniques to adapt to the demands
of the times and the ever-changing aesthetic ex-
pectations of viewers. On the other hand, it is nec-
essary to always adhere to the roots of traditional
culture, respect the original meanings and value of
elements of traditional culture, and ensure that the
spiritual foundations of traditional culture are not
lost in the process of innovation. Overall, the mod-
ern transformation of elements of traditional culture
in the sculptural works of the National Art Exhibi-
tion since the 21st century has achieved significant

success, but also faces some challenges. | believe
that thanks to the efforts of sculptors, theoretical
research, and the attention and support of all sec-
tors of society the contemporary transformation
of elements of traditional culture in the sculptur-

al works of the Exhibition will continue to develop
and improve in the future, contributing more to the
prosperity of sculptural art, the inheritance, and re-
newal of national culture.
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COBPEMEHHAS TPAHCO®OPMALLSA SNTEMEHTOB
TPAAVNLUMOHHOW KY/IbTYPbI B CKY/IbMTYPE,
MPEACTABAEHHOW HA BCEKNTANCKOW
XYNOXECTBEHHOW BbICTABKE XXI B.

AHHomayus: Kutaiickas TpagmLmMoHHas KyabTypa ob-
nNapaet b6oraTtblM cogep>kaHmemM nocne 6onee yeM nNATH
TbICAY JIeT CBOeW UCTOPUU 1 pa3BUTKA. B gaHHOI cTaTbe
paccMaTpmBatoTCA CKY/IbMTYpPbl, NPeACTaBleHHbIe Ha NATA
BcekunTalickmnx Xyf0KeCTBEHHbIX BbiCTaBKax, MPOBeAEeH-
HbIX ¢ Havana XXl B., aHaNM3MpPyrOTCA MYTU COBPEMEH-
HOM TpaHchopMaLmy, GopMbl NPesCTaBAEHNS, LLeHHOCTb
1 3HaueHMe, a TaKkKe NPobaemMbl 1 MePCreKTUBbLI Pa3BUTUSA
3N1EeMEHTOB TPAAULIMOHHOM KyNbTypbl B CKyAbnType. VH-
TepnpetTnpys pernpeseHTaTMBHbIE CKY/IbMTYPbl NOCAEAHNX
naTv Bcekntalickmx Xy0KeCTBeHHbIX BbICTAaBOK, B CTaTbe
packpbiBaeTcs, Kak 31eMeHTbl TPaANLIMOHHON KybTypbl

1. BBEAEHME

ABTOPUTET, BaXXHOCTb M 3HAYMMOCTb Bcekutam-
CKOW Xy[,0XKeCTBEHHOM BbICTaBKW A5 KMTAUCKOTO
CKY/IbNTYPHOTO MUPa He Nnoanexar COMHeHwto. [ei-
CTBUTENBHO, Ha ObLeHaLMOHaNbHOM YPOBHE OHa
npeacTaBaAseT Ayyine obpasLibl KUTANCKON CKyNb-
NTypbl TOFO BPEMEHW, KOrAa oHa npoeoguTtca. C Ha-
yana XXI B. Bcekutarickas xyaoxecTBeHHas BblCTaBKa
npoBoAMNack NATb pas3, HaumHasa ¢ 10-i B 2004 r.
¥ 3akaHumBas 14-n B 2024 r. BaxxHas otanuntesb-
Has yepTa, NPOABMBLLUASACA Ha 3TUX BbICTaBKax, —
3TO MOWUCK MNyTel COBPEMEHHOW UHTepnpeTaumm
3/IEMEHTOB TPaANLMOHHON Ky/bTypbl B CKYNbNTY-
pe. OTO NoKa3bIBaeT He TONbKO rNyb6oKui nHTepec
M MOHWUMaHWe CKyAbMNTopaMun TPAAULIMOHHOMN KyNb-
TYpPbl, HO U TEHAEHLMIO Ha NO3UTVBHOE KOHCTPYW-
poBaHMe 1 PacKpbITUE HALLMOHANbHOMN KYyNbTYPHOM
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OBHOBASAOTCSA M UHTETPUPYHOTCA B COBPEMEHHOE TBOP-
uecTBo. NokaszaHo, Kak CKy/bNTOPbI, HAaCAeAys TPAAULIUK,
aKTMBHO WLLYT CNOCOBbI XyA0XKECTBEHHOTO BblPaXKeHUs,
afanTMpoBaHHble K TpeboBaHUAM BpeMeHu. Takxe npo-
BOAWTCS TEOPETUYECKOE OCMbICIEHWE U GOPMUPYHOTCS
pekoMeHAauuW Ans AasbHelLlero pasBuTms KUTancko-
o CKy/bMNTYPHOrO MCKYCCTBA.

Kntouessie cnosa: Bcekumatickas xydoxecmeeHHaAs 8bi-
cmaska; ckylenmypa, 3s1emeHmel mpaduyuoHHOU Ky/lb-
mypei; cospemMeHHas mpaHcgopmayus; xyooxecmeeHHole
Hosayuu

WAEHTUYHOCTM B yCNOBUAX rnobanmzauyunu. Jlroboe
MCKYCCTBO — 3TO, MO CyTW CBOEN, «3CTETUYECKOE
OTpaxkeHne 06beKTUBHOIO M1pa B chepe Uenose-
YEeCKOro CO3HaHWsA Yepes3 YyBCTBEHHble 0bpa3sbl» .
CKyNbNTYpHOE NCKYCCTBO MPOAO/KAET IBONIOLM-
OHMPOBATb N U3MEHATLCS BMECTe CO BPEMEHEM.
DNeMeHTbI TPaAVNLMOHHOW KyAbTypbl, NEPEOCMbIC-
NeHHble B COBPEMEHHOM CKyAbNType, Aanv ein 60-
raTeMLni MmaTepuan, 1 NO3BOANAN el OBHOBAATLCA
He Mo NyTW CNENOro KONUMPOBaHWS HOBbIX GOPM, HO
Mo NyTW COXPaHEeHUst MECTHOM KYNbTypbl 1 €€ CUM-
BOJIOB, IlyOOKOro AYXOBHOMO COAEpP KaHUs, NpUcy-
LLLero e YyBCTBA rapMOHMM, KOTOPblE CTAaHOBATCA
TeopeTnyeckor NoANUTKON NPOU3BEAEHUI CKY/b-

1. BaH XyHu3siHb. BBegeHwme B nckycctso. — lNMeknH: N3gatens-
cTBO BaHbxya mwy wo, 2000. — C. 182. THE. Z AL, 4t
T X Z AR RR#L, 2000:182.

nTypbl. Takas CKyAbnTypa Bbl3bIBAET NCKPEHHee BOC-
XWLLeHVe v NtoboBb 3pUTens.

2. ®OPMbl MPEACTABJEHUA 3JIEMEHTOB
TPAANLMOHHOWN KYNbTYPbl B CKYJbNTYPHbBIX
NPOMU3BEAEHUNAX

2.1 TEMATUYECKOE 3AUMCTBOBAHMWE:
COBPEMEHHAAl MHTEPMPETALLUA NCTOPUYECKMNX
CIOXKETOB U ®OJIbKJIOPA

XKn3HecnocobHOCTb KyAbTypbl NPOSABAAETCSA He
TO/NIbKO B COXPaHeHUW eé fApa, HO 1 B peasnnsaumnn
€€ MoNe3HOCTU N UCNOJIb30BaHUK eé pecypcoB. Jlyu-
Lee, YTO AAET HaM UCTOPUS, — 3TO Bbi3blBaeMblE
eto yyBcTBa. CKy/IbNTOPbI YacTO YepnaroT BAOXHOBE-
HWe B UCTOPUYECKMX CtoXeTax 1 Gosbkaope, YTObbI
BAOXHYTb HOBYHO XWM3Hb B TPAAULIMOHHYHO KYbTYpPY.
Hanpwumep, npeactasneHHas Ha 10-1 Bcekutanckonm
XyZ0XXEeCTBEHHOW BbICTaBke CKyAbnTypa «lnoHoBas
beceska» OCHOBaHa Ha 3HAMEHWUTOM OAHOUMEHHOM
kuTarickor nbece XVI B. KOHTpacT Mexay TOHKO npo-
paboTaHHbIMK YepTamu anua Ay JInHaH n dopmol
Tesa, CO3,aHHOW B CTWUE Ce-U, NOAYEPKNBAET MAT-
KOCTb U HEXXHOCTb 06pa3a AeByLukM 61aropogHoOro
npoucxoxaeHuns. MNosa Ay J/InHAH, HanomuHarowan
CK/JIOHEHHYO NOJ NopbiBaMW BETPa MBY, MO3BOJIN-
Nla aBTOPY OUEHb XMBO PACKPbITh TPAAULNOHHbIV
CHOXET K/laccnyeckom nbecol. Elle ognH npumep —
paboTa BaH Yao «[lyTewectBme Ha 3anaa», npes-
cTaBieHHas Ha 11-n Bcekntanckon BbiCcTaBke, ANS
KOTOPOW aBTOpP B3571 KJACCMYECKNI CHOXKET XOX-
AeHus CroaHbl3aHa 3a cyTpamu 1 nokasan obpas
HeyTOMMMOro byaaninckoro MoHaxa Ha 6apesbe-
de. Takxe Ha 13- Bcekntanckom xygoxecrBeH-
HOW BbICTaBKe GblAN NpesCcTaBieHbl Takme paboThl,
kak «Hu Li3aHb Ha o3epe Tanxy», «/luTble gylum fo-
LMHbCKOW 3Moxu», «[epBonpoxogLbl: AHbXolcKas
rocyfapCTBeHHas Wwkonax». «AnnHHas necHs Lenko-
Boro nytv» Y TyHa u Ma Li3toHs ¢ ToW Xe BbiCcTaB-
ku — paboTa, coueTarowas TPasULMOHHbBIA A3bIK
CKY/NIbATYPbI C MOAEPHUCTCKUMM TeXHMKaMn. CTouT
CKa3aTb, YTO 3TO NPOV3BEAEHNE NPUHANEXNT K Ln-
KNy paboT, MOCBALWEHHbIX NEPCOHaXaM KUTaCKoM
A4paMbl, Hag koTopbiM Y TyH paboTaeT nocnegHue
HECKONbKO JIET, U ABAAETCS, NOXaNyn, OA4HUM 13
NydLnX NPUMEPOB KMTansaumnm ckyabnTypsbl.

2.2. HACNEAOBAHWUE WU3OBPA3UTEJIbHOW
TPAANLMW: 3AMMCTBOBAHME N OBHOBJ/IEHME A3bIKA
TPAAVNLMOHHOW CKYNbNTYPbI

3asaya Na1acTMYeCcKnNX NCKYCCTB COCTOUT B TOM,
yTObbI HaWTK Takme GOpPMbl BblpaXKeHMs, KOTOpble

HanboJiee MOJIHO BblpaXkatoT TY UAU UHYIO UAEHD.
A3bIK MOAENMPOBAHMNA TPAAULMOHHOM CKYAbMATYPbI
npegocTtaBaseT boraTbli pecypc 411 COBPEMEHHO-
ro CKy/JbnTypHOro TBOpYecTBa. PaccmoTpmm npu-
Mep paboTbl ¢ 13- BceknTackon xys0KecTBEHHOM
BbICTaBKK, «MyZpOCTb BCEOTpaKatoLLero 3epuana
HebecHoro kpyra» 2 aBTopctaa JIn XyaiicuHa. Ctunb
MOZAEAMPOBaHMSA Obl1 NO3aMMCTBOBAH W3 KUTANCKOM
6yAAVNINCKON CKYNbNTYpPbl, B KOTOPOM NpeacTaBaeH
0b6pa3 MyApeLa COBPEMEHHOM 3MoxK, Kak bbl npeunc-
MOJIHEHHOTO Byaauiickoro ayxa. NepcoHax pacno-
JIOXeH nepes, ANCKOM, U3 KOTOPOTO BbIpe3aH CuyaT
cnaswero 6yaapl. B uenom, CTuab ckynbnTypbl CO-
yeTaeT MaBHble IMHWUW 1 TAPMOHMIO, XapaKTepHble
4191 TPAAVLMOHHOW CKYNbMTYPbl U YepPTbl COBPEMEH-
HOro MMHUManu3ma. Ha 14-i BeictaBke Takxe 6biau
npegacTaB/eHbl paboThbl, YepraroLme BAOXHOBEHME
B KMTANCKOW TpaaMLMN — HanpyMep, B apXUTEKTY-
pe, U3 KOTOPOM 3aMMCTBYETCS Y MePeOCMbICNSETCS
dopma doyzyHo8 3, npuaatoLLas CKyabnType SBHbIN
KMTaNCKNA KONOPUT U BONbLLYIO BbIPa3UTENbHOCTb.

2.3. CUMBOJINYECKAA ANINIETOPUA: COBPEMEHHAA
WHTEPMPETALMA TPAANLIMOHHBIX CUMBOJIOB

CMMBOJIbI — 3TO HecyLue B cebe CMbICabl Npes-
ctaBneHns. CUMBOAbI TPaANLIMOHHOM KYAbTypbl 06-
peTaroT HOBbIEe CMbIC/bI B CKyAbNType. Tak, Ha 11-1
XyAo>XecTBeHHOW BbicTaBke LLUn CaHayH npepacTa-
BUA paboTy «byiHble BeTpbl KoBaan BecHbl 1 Oce-
HW %», KOTOpas coYeTaeT CUMBOJIbI TPAANLMOHHOM
Ky/NIbTypbl U COBPEMEHHOM LMBUAM3aL MM, 0bpa3ys
KOHTPACT 1 cuibHoe HanpsaxeHune. OwyLeHne Bpe-
MEHM U 3MOXN — 3TO BCerga MCTOYHWK TBOPYECTBa
ANA XYAOXKHUKA.

PaboTa BaH flHM3Ha ¢ 12- BcekuTanckom xy-
LOXECTBEHHOW BbICTaBKW, «YeTbipe cumBosa ®
KM3HEHHOro NyTn» — ellle OANH NpumMep. B npo-
N3BEAEHUN NHTEPNPETUPYETCSH TPAANLMOHHbBIE CUM-
BOJIbl — YeTbIpe XXMBOTHbIX-MOKPOBUTENEN CTOPOH
cBeTa — 3e/ieHbll ApakoH LlaH-nyH, oTBevatoLwmin 3a
BOCTOK, 6enblii Turp bali-xy, nokpoBuTeb 3anasa,

2. Kut. KESEE 0a roaHb Y3uH uxu, Byaaniickoe NoHATHE, OT-
HOCsILLLeecs K BCEOObEMIIIOLLEN MyApOCTU Byaabl

3. KOHCTpyKTVMBHO-AeKkopaTUBHas C1CTeMa B JaNbHEBOCTOYHOM
[BOPLIOBOM W XPaMOBOM 3044ecTBe, NpeAcTaBastoLias co-
60W cucTeMy KPOHLUTENHOB ¥ 6anok.

4. BecHbl 1 OceHu, nan YyHbLO — UCTOPUYECKUIA Neprog ¢ 722
no 479 rr. 4o H.3., a TakXke UCTopryeckas XpoHuKka LLapcTaa
Jly, oxBaTbIBatoLas 3TOT NEPUOZ U JaBLUas EMy Ha3BaHWe.

5. YeTbipe cMBOAA, KUT. [U%, Cbl-CAH, HYMEPOIOrMUecKuii
1 OHTOJIOr0-KOCMOJIOTUYECKNIA TEPMUH KUTacKon GUaoco-
du1K, NPoJoMKEHVE pPa3BePTbIBAHUSA ABYX Hayal — UHb U SH;
Tak>Xe OTHOCMNOCh K YeTbIpeM CTOPOHaM CBeTa M accoLmmn-
PYeMbIM C HUMU XUBOTHbIM.
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yepHas yepenaxa co 3MenHbIM XBOCTOM CtoaHb-Y,
XpaHUTENb ceBepa, U KpacHas ntuua Yxxy-uro3,
oTBeuatoLas 3a or. TV TPajULIMOHHbIE CUMBO-
Jibl MOMELLLAOTCA B KPYF, MPeACTaBJeHHbIN B BUAE
MaLUVNHHOM LWWHbI, CO34aBas OUYeHb ANHAMUYHbIN
06pa3, 0603HaYaOLWMNIN FAPMOHMIO, EANHCTBO U CKO-
POCTb. TakXe JOCTONHOE YNOMUHAHUSA NPOoun3Be-
AeHne — paboTa ¢ 13- BceknTalickol BbICTaBKY,
TemMoW KoTopow cTana «lecHb MoeMy NpAMOMY Ayxy
0 BEPHOCTU, YECTHOCTH, NPSMOAYLUNN U CrIpaBes-
JINBOCTU», B KOTOPOW B reOMETPUYECKN YNPOLLEH-
HOW GOopMe NokKasaHbl NEPCOHaXM TPaANLMOHHOM
Apambl. brarogaps KOHTpacTy LBETOB M OpraHu3sa-
LUK NPOCTPaHCTBa, aBTOp NnepesaeT cTpeMeHmne
HacTOsLLEeN 3MOXM K MPOrpeccy, NPUBHOCS HOBYHO
KU3HEHHYO CUAY B TPAAMLMOHHbIE CUMBOJIbI B CO-
BPEMEHHOM KOHTEKCTe.

3. METOAbl COBPEMEHHOMW TPAHC®OPMALLMN
3JIEMEHTOB TPAAULMOHHOW KY/bTYPbI

3.1. PEKOHCTPYKLUAA ®OPMbl: ABCTPAKLLMA
W BU3YAJIbHASl TPAHC®OPMALUA ®OPM

WckyccTBO CTaBUT CBOEWA LieNbio BOCNPOM3Bee-
HWe He BHellHero obvka BeLen, HO NPUCyLLLEero
UM ayxa. AZanTnpyscb K 3CTETUYECKUM NOTPeBHO-
CTIM COBPEMEHHOCTU, CKYNbNTOPbI OCYLLECTBAAIOT
bopManbHyO PEKOHCTPYKLNIO 31IEMEHTOB Tpaau-
LMOHHOWM KynbTypbl. Ha 11-# BceknTanckon xyao-
XEeCTBEHHOW BbICTaBke Hbla NokasaHa cKyabMTypa
Ha TeMy «HupBaHa deHunKca», B KOTOPOW aBTop OT-
Kazancs oT purypatmBHoro nsobpaxeHus obpa-
3a GpeHunKca 1 BMeCTOo 3TOro npeAcTaBua npouecc
BO3POXAEeHNA GpeHMKCa B NAaMEHU C MOMOLLbLO
abCTpaKTHbIX IMHWIA U UCKaxeHHbIX dopm. Coye-
TaHWe OFHEHHbIX LBETOB W HemnpaBuibHbIX GOpM
SPKO nepeaeT cuy paspyLleHus n obHOBEHNS,
3aK/IFOUEHHYIO B NepepoxaeHnmn deHunkca. Mpu-
MeuyaTesnbHas paboTa, npeacTaBaeHHas Ha 13-i
BoicTaBke, aBTOp KOTOpPOW Npowussen TpaHchop-
MaLno GopMbl TaKOro 371eMeHTa TPagULMOHHOM
Ky/bTypbl Kak 06pa3 MaHb-waHA, 6ora asepu. Yep-
Tbl VLA FTPOTECKHO MpPeyBe/MYEHbI, Hanpumep,
rnasa nsobpaxeHbl B BUAE OFPOMHbBIX U FN1yH6OKMX
Kpyros, kak 6yATO OHW CMNOCO6HBI BOCMPUHUMATD
BCe Ha cBeTe, a 6poBKN n3rnbaroTca B ANHAMMNY-
Hble IMHUW, CUMBOJIN3NPYIOLLME CU/IbHbIE Nepe-
nagbl HacTpoeHuns. CUbHblE LLBETOBbIE KOHTPACTbI,
APKO-KPaCHOTO M HaCbILLEHHOTO YePHOro, MeX-
Ay TeM, fenaroT nepcoHaxa Nerko yaHaBaemMbIM,
Tak Kak OHW TPaAWLIMOHHbI NPW M306paXxeHnn M-
Hb-W3Hel, 1 B TO Xe BpeMa aenatoT paboTy Bbipa-
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3UTeNbHOW U OUYEHb COBPEMEHHOM. TaK 31eMeHT
TPAAVLIMOHHON KyAbTYpbl NpUOBpeTaeT HOBbLIV 06-
JINK ¥ OXKUB/ISETCS B COBPEMEHHOM XY 0XECTBEH-
HOM KOHTekcTe. PaboTta YxaH CuHbios «CMOTpHO
Ha ropy — BCe-Taku ropa», npejctaBjieHHas Ha
14-1 BceknTanckom XyA0XeCcTBEHHOWN BbICTaBKe
BAOXHOBJIEHA TPAAVNLMOHHOM KUTaNCKOW XMBOMK-
CbHO INTEPaTOPOB B3HbLXIHb-XYd. B gaHHo pabo-
Te BaXXHbIM KOHCTPYKTUBHbLIM GakTOPOM SIBASETCH
KOMMO3ULMA: B 3aBUCUMOCTU OT TOUKM 0630pa,
MeHsieTcs dopMa rop 1 Boj, COBCEM Kak B KuTai-
CKOW K/1aCCMUECKOW XMBOMUCK C €€ NMOABUXHOMN
nepcrnekTuBon. Ecam cmoTpeTb CH6OKY, HO MOXHO
BMAETb XOJIMUCTbIE TOPHbIe BEPLUMHbI, €CAN Cne-
pean — To Men3ax C ropaMu 1 Bogam B CTuae
ce-u. ITo NHTepnpeTaLmnsa Knaccuyeckoro Tesu-
Ca KNTanckon ¢pmnocopmm, OTHOCALLETOCS K TPEM
cnocobam BOCMPUHMMATL MUP — TOTO, YTO BUJ-
HO rnasy, Toro, YTo 0OMaHbIBaeT rnas, 1 Toro, YTo
rnasy He BMAHO, HO cylecTByeT. ABTOp B CBOEM
TBOPYECTBE MOKa3bIBAET, KaK Ye/OBEK, «ONMpasch
Ha COBCTBEHHbIe NpeacTaBaeHns, obHapyXunsaeT-
CS B BELLAX W ABNEHUAX HEBUAWMbBIE FNa3y BeLLM
N noguepkuMBaeT nx» 6.

3.2. NCCNEQOBAHUNE MATEPUAIOB: CUHTE3
TPAAVULIMOHHbIX U COBPEMEHHBIX MATEPUAJIOB

MaTepuanbl — 3TO MaTepuanbHaa cpeja, Uc-
nonb3yemas XyAo>XXHUKaMMW ANs BblpaXeHUs CBOMX
MbICaen 1 amoLmnii. CKyNbNTOPbI aKTUBHO NCCAeay-
0T CNOCO6bLI COYeTaHNA TPAJNLMOHHBIX U COBpe-
MeHHbIX MaTEpPUaNOB B CBOUX TBOPEHUSAX, OTKPbIBas
HOBble MyTW ANA NPe3eHTaLmn 3NEMEHTOB TPaau-
LWOHHOW KyAbTypsbl. Tak, Ha 10-11 BcekuTalickom
XYZLOXECTBEHHOW BbiCTaBke Obliia NpejacTaB/e-
Ha paboTa Ha Temy LLlenkoBoro nyTu, codetato-
was B cebe anemeHTbl KynbTYypbl LLenkosoro nytu
W COBPEMEHHbIe MaTepuanbl. B ocHOBHOW YacTu
paboTbl N3 BPOH3bI OTANTO M306paxeHne ApeB-
Hero Bepbatoxbero kapasaHa. Popma Bepbato-
[0B NOKa3aHa B peasncTMyHomn maHepe. KapaBaH
AB/IETCA CMMBOJIOM CTOMKOCTU XapakTepa, TArot
n Bennuma apesHero LLenkosoro nytu. ToBapsl,
nepeBO3nMble KapaBaHOM, YaCTUYHO cAeflaHbl 13
NPO3payYHOro akpuaa C MHKpycTaumen s LBeT-
HbIX HUTERN, UTO CUMBON3NPYET BoraTbli TOPro-
BbIN U KyNbTypHbI 06MeH no LLlenkoBomy nyTu.
3710 coueTaHne BPOH3bI M akpuaa NO3BOANIIO aB-
TOpy Noka3aTb OAHOBPEMEHHO OLLyLLeHNe NCTO-

6. BaH LiaH. Scce o ckynbnTypHOM TBOpUecTBe // HoBoe mnckyc-
ctBo. — 1987.— N2 1. E38. BR¥AGIERESE D). FEAR, 1987 (1)

pun 1 eé bpeMeHn Npy NOMOLUU TPAAULNOHHOTO
MaTepunana — MeTanna, Ho U NpuaaTh en coBpe-
MEHHbIA XapaKTep, akTyaln3MpoBaTb €€ npu no-
MOLLW COBPEMEHHbIX MaTEPUNaOB.

Ha 12-1 BceknTanckom XyA0XeCTBEHHOM Bbl-
cTaBke 6blna npeactasneHa pabota OsH YyH-
m «Jlnutbe: 6ambykoBbIv BeTep». [pn noMoLyu
Hep>kaBetoLLel cTann aBTop 3anevatieBaet 06-
pa3 BeTpa B 6ambykoBoi pouie. NponsseseHune
0COOEeHHO Bbipa3uTesbHO baarogaps coYeTaHuUIo
MSAFKOCTM W CTanu, rTMbKOCTM N XEeCTKOCTU MaTe-
puna, NpeTepneBatoLLEero BU3yaibHyr TpaHCchop-
Mauuto. Tak, yacTo UCMONb3YyeMblli B CKYy/IbNTYpe
MaTepuan, Hep>kaBelollas CcTasb, nepegaet sde-
MepHYyt KpacoTy obpasa, yacTto BCTpeyatolle-
rocs B KUTaCKOM Xy[0XEeCTBEHHOW Tpajamumu.
PaboTa MaH fictoa «[locne HOBOro fo0XAs Ha ny-
cTou rope» ¢ 13-11 BoicTaBkM nomeLlaeT 3putens
B XYAOXECTBEHHbI MUP TPaAULIMOHHOTO KUTAl-
CKOro ner3axa WwaHblyn. Hepxasetowas ctanb
MCNO/b3yeTCs B KayecTBe OCHOBbI AN5 Mel3axa
WaHbWyKh. Ha 3Tol OCHOBE CKY/AbNTOP Bblpe3an
feKopaTMBHbIE 3/1IEMEHTbI, TaKMe KakK CKPyYeH-
Hble AepeBbs, PacnoOXeHHble Ha GOHe NNacToB
rop. XonoaHas 1 >XecTkas TekCTypa Hep>KaBero-
en ctanm u naaBHoCcTb GopM TPaAULMOHHOTO
nersaxa COCTaBAAT KOHTpaAcCT. Tak, baarogaps
yMesIOMYy UCNONb30BaHUIO COBPEMEHHbIX MaTe-
puanoB ANd N306paxxKeHUs KMTaCKOro nemnsaxa
waHbwWyl aBTOP CO3/4aN COBPEMEHHOE XyJ0Xe-
CTBEHHOE MPOU3BEAEHNE HA TPAAULMNOHHYIO TEMY
Y OXUBWA 31EMEHT TPAAULMOHHOM KybTypbl Npwu
MOMOLLY COBPEMEHHOIO MaTtepuana.

3.3. NAEMHOE OBHOB/IEHUE: MHTEPMPETALMA
TPAAVLMOHHBIX CHOXXETOB B KOHTEKCTE
COBPEMEHHOW 3MOXU M WCCAEAOBAHWE
TPAAVNLMNOHHOW AYXOBHOW KYAbTYPbI

NcKkyccTBO — 3TO He OTpaXkeHue peanbHOCTH,
HO cnocob nepeocmbicaeHns Mupa. CkyabnTopbl
NMOCTOAHHO OBHOB/IAOT CBOW KOHLIENLMW, NCNOJb-
3ys TPAAULMOHHBIE KY/IbTYPHbIE 3IEMEHTbI, aBas
UM COBPEMEHHYI MHTepnpeTaLuto 1 pacmpss
noJie CMbICNOB KyNbTypbl. TEMOM OAHOIO NPOU3-
BeZeHUs, npeacTaBAeHHOro Ha 12-1 BcekmTaickol
BbICTaBKe, CTa/ CHOXeT O ToM, kKak FOu l'yH caBu-
HyJ ropbl. B oTanume oT TpagnumoHHoro obpasa
FOn lN'yHa, B KOTOPOM OCHOBHOE BHUMaHUWe yAens-
eTCcs YNopcTBY, NepPCOHaXx B 3TOM paboTte MHTep-
NpeTMpyeTcs B COBPEMEHHOM KOHTEKCTE, OH — 3TO
BOMJIOLLEHME CTPEMIEHWSA K 3alLNTe OKpYy>Kato-

wer cpesbl. IHCTpyMEHTbI, C MOMOLLbIO KOTOPbIX
FO T'yH BeAEeT CBOK CEMbIO U XNUTENEN fepeBHM
B ropbl, — 3TO Y>XXe He MPOCTO MOThITY U KOP3U-
Hbl, HO COBPEMEHHbIE U3MepHUTe/bHble MPUGOPBI,
a TakXke 3Haku NPMPOAOOXPaHUTENbHON 30HbI. [OpbI
Ha 3aHeM niaHe paboTbl — 3TO He NPenATCTBUE,
KOTOpOEe HY>XHO MPeoAo/eTb, HO FOpPbl, MepPexXu-
BatoLLMe IKONOTMUECKMI KPU3UC N3-3a Ype3mep-
HOW 3KCn/yaTauum, C peAKOW PacTUTENbHOCTbIO
N oBbHaXKeHHOW 3emael N kKaMHAMWU. bnrarogaps
TakoOMy KOHLLeNnTyasbHOMY OBHOBAEHWIO, TPaAM-
LMOHHBIV KyAbTYpHbIA repoi KO M'yH 1 uctopums
O TOM, KaK OH CABWUran ropsbl, momeLyaeTca B Co-
BPEMEHHbIV KOHTEKCT. ABTOP NpU3biBaeT 3a4ymMaThb-
CA O 3alMTe OKpY>KaroLleln cpesbl U YCTOMYNBOM
PasBUTUW, TECHO yBA3bIBas TPAAVNLIMOHHYO Ky/b-
TYPY C COBPEMEHHbIMWU coLManbHbiMU Npobre-
Mamu. Ha 14-11 BcekmTalickoW Xyf,0>KeCTBEHHOM
BbICTaBKe 6bljla MpeAcTaBjeHa cepus CKyabnTyp
Ha TeMy «24 ce30Ha», T.e. 24 Ce30HOB KUTANCKO-
rO COJIHEUHOTO CebCKOXO3ANCTBEHHOTO KasleH-
aaps. Vicnonb3ya coBpemMeHHble XyAOXKEeCTBEHHbIe
KOHLLeNUUN 1 BbipasnTenbHble METOZAbI, CKY/IbMTO-
pbl NpeacTaBmanM 0COBEHHOCTU KaX0ro ce3oHa
W CBA3aHHbIE C HUMM BUJbI CEIbCKOXO35MCTBEHHOM
N KyNbTYpPHON feaTenbHocTU. Takne paboTbl MH-
TEPMPETMPYIOT 3NEMEHTbI TPAZNLNOHHOW KYAbTYpbI
C HOBOW TOUKM 3peHus. TpagnLMOHHas KybTypa
npuobpeTaeT 6osee WNPOKUI U TNyHOKUIA Kyb-
TYPHBIN MOATEKCT MO BAVSHUEM COBPEMEHHbIX
KOHLLeNnuuin, oTpaxas naropasncTMyeckoe noHu-
MaHuWe TPaANLMNOHHOW KYyNbTypbl, @ Tak)Ke OTKANK
CKY/IbMITOPOB Ha NOTPeBHOCTN BPEMEHU U COBpe-
MeHHOro oblecTea.

4. LEHHOCTb U 3HAYEHME COBPEMEHHOW
TPAHC®OPMALLMW DIEMEHTOB TPAAULLMOHHOMN
KYNbTYPbI

4.1. HACIEAOBAHUE M NONYAAPU3ALNA KYNIbTYPbI

HacnepgoBaHue kyabTypbl Nofo6HO nepe-
fadve dakena, ocBelatolero NyTb HaumMn Bne-
pea. CoBpeMeHHasa TpaHchOpMaLMa 31EMEHTOB
TPaAULMOHHOWN KyAbTypbl B CKYAbMATYPHbIX NPO-
N3BEeAEHMAX — BaXHbIN CNOCO6 KyAbTYpHOrO Ha-
cnefoBaHuA. BkatoueHne NCTOpMYECKnxX anito3ni,
bonbkaopa, TPagMLMOHHOIO A3bIKa NENKK U CUM-
BOJIOB B COBPEMEHHYI CKyAbNTypy No3BoaseT
COXPaHUTb U PacnNpoOCTPaHUTb TPAAULMNOHHYIO
KYyNbTypy B COBpPeMeHHOM obuiecTtBe. Paccmo-
TpeHHble paboTbl ABAAIOTCA APKMM HOCUTENEM
Ky/NbTYpPHOrO Hacieamns, NO3BOASAA 3pUTENSAM MNO-
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HATb W MOYYBCTBOBATb OYapOBaHWe TPaANLIMOHHOMN
KYAbTYpbl, 1 TEM CaMblM CTUMYAVPYS NH060Bb /t0-
AeV K HaLUMOHaNbHOM KyNbType 1 nx ngeHtubuka-
Luto € Hel. Hanpumep, cKynbNTypbl, OCHOBaHHbIE
Ha Mudax 1 nereHgax, HarNag4HO NpeACTaBAAOT
APEBHWE NCTOPUW, MO3BOJIAA NepesaBaTb LIEHHO-
CTV M AyXOBHbIE CMbIC/NbI TPAANLMOHHOW KYNbTYy-
Pbl U3 NOKOJEHNA B MOKOJeHWe 1 obecneymnBas
HermpepbIBHbIN MOTOK HAaC/lef0BaHNA HaLMOHa/b-
HOW KyNbTypbl.

4.2. OBHOBJIEHUE U PA3BUTUE MCKYCCTBA

WNHHOBauumn — 370 Aylia NCKYCCTBa U UCTOYHMK
cunbl, cnocobeTByroLel nporpeccy uckyccrasa. Co-
BpeMeHHas TpaHchopMaLLMs 3N1EMEHTOB TPagULIMOH-
HOW Ky/IbTypbl MPUBHOCUT B CKY/IbMTYPHOE UCKYCCTBO
HOBble TBOpYECKME naen N GopPMbl BblpaXkeHMs,
CNocobCTBYET MHHOBALMAM U Pa3BUTUIO UCKYCCTBA.
B npouecce npeobpaszoBaHus TpaANLMOHHbIX 3/1e-
MEHTOB KY/IbTypPbl CKYAbMNTOPbI 3KCMNEPUMEHTUPYIOT
C HOBBIMW MaTepwvanamu, TeEXHUKaMu 1 cnocobamm
BblpaXXeHWs, paspyLlas npucylime TpaguuMoHHOM
ckynbnType WwabnoHbl. Hanpumep, ncnonb3oBaHune
TEXHWK abcTpakummn u gedopmaLimm, CMsHue Tpaan-
LIMOHHbIX 1 COBPEMEHHbIX MaTepuasnos, paclumpe-
HWe rpaHuL, CKYJbNTYPHOrO NCKYCCTBa, 0boralleHne
€ro BU3yasibHOTO fA3blka. Nog06HbIe MHHOBaLUW He
TOJ/IbKO NMO3BOJISIKOT UCKYCCTBY CKY/bMATYpPbl COXpa-
HATb CBOH XM3HECNOCOHHOCTb B COBPEMEHHOM 06-
WEeCTBE, HO M 3aK/1aAbIBalOT NMPOYHbIA GyHAAMEHT
A5 ero 6yayliero pa3BuTuUs, NOATaNKMBAKOT UCKYC-
CTBO CKY/IbMTYPbI K HOBbIM BbICOTaM.

4.3. ®OPMNPOBAHUE HALVWOHA/NBHOWN
KYNbTYPHOW WAEHTUYHOCTU

NckyccTBO — 3TO BaXKHbIN MHCTPYMEHT dpop-
MUPOBaHMA KyJAbTYPHON UAEHTUYHOCTM HaLuK,
XpaHawmn B cebe namaTe N Ayx Hapoga. B yc-
noBusax yrnybneHns npoueccoB rnobannsaymm
coBpeMeHHasa TpaHchopMaLma 31eMeHTOB Tpa-
AVNLNOHHON KyNbTypbl B CKYNbNTYpe NMeeT XMN3-
HEHHO BaXXHOe 3HaydeHune ana GopMMpoBaHUNA
HaLMOHaNbHOM KyNbTYPHOM naeHTUYHoCTW. Koraa
CKY/NbNTOPbI NCMONbL3YHOT B CBOVX MPOU3BEAEHMNAX
31eMEeHTbl MECTHOW KYbTYPHON TpaAuLMKN, OHU
TeM CaMbIM MOAYEPKMBAIOT YHNKANbHOCTb HALMO-
HanbHOW KynbTypbl. Hanpumep, cpean MHOXecTBa
CKYNbNTYP, NpeACcTaBAeHHbIX Ha NATK BceknTan-
CKMX XYAOXECTBEHHbIX BblCTaBKaX, MPOBOAMBLLNXCS
¢ Havana XXl B., Te, B KOTOPbIX NCNOAb30BaHbI Tpa-
AVLMOHHBIE KMTaCKNE apXUTEKTYPHbIE d1eMeH-
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Tbl (HanpuUMep, 3arHyTble KPbILLK, AOYTYHbI U T.4.),
TPaAWLMOHHbIE MOTUBBI (Hanpumep, B BUAe 06-
NIakoB U T.4.) N TPaguLUMOHHbIe LBeTa (Hanpumep,
KUTaNCKNI KpacHbIin, ronybon dapdop u 1.4.), AB-
NAOTCA YHUKANbHBIMWU Ha MUPOBOW XY0XeCTBEH-
HOWM cueHe Baarogaps CBOMM OTANYNTENbHBIM
0COBEHHOCTAM, NPUCYLUUM KUTANCKOW KYNbTy-
pe. 3T paboTbl CTanu BU3yaJbHbIMU BU3UTHBIMU
KapTOUKaMu KMTaWCKOW KYyNbTypbl, LEMOHCTPUPYSA
BCeMy MuUpy boraTtoe Hacnesme U HEMOBTOPUMOE
O4YapoBaHWE KMTAMCKOM KyabTypbl. B T0O Xe Bpe-
Msi COBpPeMeHHas TpaHchopmaLms TpagULNOHHbBIX
KY/NbTYPHbIX 31€MEHTOB TakXe 06HOBASET U pas-
BMBaeT HaLMOHaNbHYH KY/bTypy B COBPEMEHHOM
obuiecTBe, NpuaaBas HauMOHaAbHOWN KyAbTYPHOWN
WAEHTUYHOCTM HOBbIE 3HAUYEHUS U CMbICAbI B CO-
BPEeMeHHOM KOHTeKCTe.

5. BbIBOAbI

YrnybneHHoe n3yyeHne TPaANLMOHHOM KyAbTy-
pbl MO3BOJISIET CKY/IbNTOPAM BOCMPOM3BOAUTL €€
nctopuyeckme, Gruaocopckmne, coumanbHble CMbIC-
Nbl, @ HE NOBEPXHOCTHO KOMNPOBaTb €& 3/1eMeH-
Tbl. KynbTypHas Tpagmums rnyboko MHTerpupyeTcs
B TBOPYECKME KOHLEMNLMN U BbIPa3nTeNbHble METOAbI
COBPEMEHHOM CKYAbNTYpbI. MNPy 3TOM CKyNbNTOPSI
TaK e BHMMaTe/IbHO OTHOCATCS K BbIGOpY MaTepu-
aJIOB Y TEXHOJIOTUN A/ TyULLEro PacKpbITUS TEMbI
NPOW3BEAEHUS U CMbIC/IOBOrO COAEp>XKaHWs ane-
MEHTOB TPaAULMOHHOM KYJbTypbl. 9TO NO3BOAAET
co3satb 6osee rnybokme CKyAbnTypHbIE NPon3Be-
AEHVA U A0BUTLCA raPMOHMYHOMO CMHTE3a MEXAY
TpagMLUmeln N COBPEMEHHOCTLHO.

B cBOUX ByayLLMX TBOPEHUAX CKYbATOPbI MO-
ryT HaTK HanaHc Mexay HoBaLMel 1 Tpaguunen.
C OZAHOW CTOPOHBI, OHW aKTMBHO MOOLLPAOT HO-
BAaTOPCKOE MbILUNEHNE U CMeJible 3KCMEePUMEHThI
C HOBbIMM XYA0XEeCTBEHHbIMW popMaMu, MaTepma-
NaMu 1 TeXHMKaMW, YTOBbl aanTupoBaThCs K Tpe-
60BaHUSAM BPEMEHU U MOCTOAHHO MEHALWMMCS
3CTETMYECKUM OXMUAAHUAM 3puTenen. C gpyron
CTOPOHBI, HEOBXOAMMO BCerga NpuAepXXMBaThCs
KOpHeW TpajMLMOHHOW Ky/bTypbl, yBaxaTb nep-
BOHauyaNbHOEe 3HaUeHWe U KyNbTyPHYH LIEHHOCTb
3/1EMEHTOB TPAANLIMOHHOW KyNbTypbl, @ TakxXe cie-
AWTb 3a TeM, uTobbl B MpoLecce MHHOBaLMA He
6b1N1 yTpayeHbl JyXOBHbIE OCHOBbI TPaANLMOHHON
KyAbTypbl. B Liesom, coBpeMeHHas TpaHchopmaLms
3/1€EMEHTOB TPaANLMNOHHON KYAbTYpbl B CKYJbMATYpP-
HblX paboTax BceknTanckomn xys0KeCTBEHHOW Bbl-
ctaBkn ¢ XXI B. JOCTUINa 3HAUNTENbHbBIX YCNEXOB,

HO TakXe CTa/JKMBaeTCs C HEKOTOPbIMUN BbI30OBa-
Mun. brarogaps ycuamam ckynbntopos, TEOPeTU-
YeCKMM UCCIe0BaHMAM, BHUMaHUIO U MOAJEPXKKE
BCEX CI0eB 06LLeCTBa, A BEPIO, YTO COBPEMEHHas
TpaHchopMaLms 3NEMEHTOB TPAAULMOHHOM Kyb-

Typbl B CKYNbMATYPHbIX paboTax BeictaBku B Hyay-
wem byaeT pa3BMBaATLCS U COBEPLUEHCTBOBATLCS,
n BHeceT BO/bLWINIA BKNAJ B MPOLBETaHNE CKY/b-
NTYPHOrO UCKYCCTBA, HacnesoBaHWe U obHoBAe-
HWe HaLMOHaNbHOM KYAbTypbl.
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INSTRUMENTATION OF THE QING ERA PALACE
CEREMONIES DURING THE 18TH CENTURY

Summary: The author of the article aims to intro-
duce a historical source of the early 18th century, Xia
Bian, into scientific circulation of Russian musicolo-
gy. It is the second volume of the great treatise of
the Qing emperors, Yu Zhi LU LG Zheng Yi. Dedicat-
ed to the description of court musical instruments,
Xia Bian, on the one hand, positions the Manchu rul-
ers as strict followers of the previous dynasties and
continuers of the Han traditions of court musical art.
On the other hand, it clearly outlines a range of pri-
orities limited to 13 instruments; moreover, it focus-
es on the physical characteristics that determine the
standard sound, and touches on a number of mor-
phological changes in the instruments and their de-
cor. The illustrations with outline images of certain

The issue of using musical instruments in the
ceremonial events of the Forbidden City of the early
18th century is relevant for researchers of Chinese
palace music of the Qing dynasty and is in the field
of research of modern musicologists-sinologists.
Not only the study of surviving examples of musi-
cal instruments is of interest, but their description,
interpretation of their symbolic meaning, and rec-
ommendations for combining timbres, etc., present
in Chinese treatises of the 18th century, are no less
important. The book Xia Bian (T 4g), a second vol-
ume of the four-volume manuscript of the Kangxi
and Qianlong emperors, Yu Zhi LU LU Zheng Yi
(14512 1E X)), is one of the historical works that
sheds light on the priority musical instruments of
the Forbidden City during the Kangxi Emperor’s
reign.
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instruments, full face or in section, which allow us to
obtain reliable information about the features of their
designs, are a valuable contribution. In the treatise,
the absence of information on the change or radical
modernisation of musical instruments and the au-
thors’ numerous references to the most ancient Chi-
nese philosophical works on music confirm the idea
that Emperor Kangxi not only did not seek to reform
the musical part of the palace ceremonies but, on the
contrary, was actively inclined to maintain the estab-
lished Ming traditions. Despite the rigour and con-
sistency of the presentation, the text of the treatise
includes poetic turns and comparisons characteristic
of the spatial-figurative thinking of a resident of Chi-
na in the 18th century.

At present, the multi-volume manuscript is stored
in the library of the Palace Museum under the num-
ber 00000034-9/52. It arouses genuine interest; how-
ever, it is available for viewing only as an exhibit of
the museum. The relevance of the topic of studying
the Qing palace culture prompted Chinese publish-
ers to publish a series of facsimiles of rare books of
the Qing era, one of which was Yu Zhi Lii LG Zheng
Yi, in 2000. Thus, the world scientific community
has gained access to the contents of the book, of-
ten called in Chinese musicology “the encyclope-
dia of court life" .

The Second Volume of Xia Bian is relatively small,
81 pages. It is interesting that the numbering in Yu
Zhi LU LG Zheng Yi is continuous; thus, the second

1. For more information about this manuscript, see our articles
[3; 8].

volume begins on page 78 (ends on page 159). The
text has numerous illustrations depicting almost all
the musical instruments presented in the book. The
structure of the volume includes the Introduction,
“Ba Yin Yue Qi Zong Shu” (/\ & ka8 &%), and thir-
teen sections describing wind instruments (the Paix-
iao, the Xiao, the Di, the Sheng, the Chi, the Xun),
stringed and plucked instruments (the Qin, the Se,
the Zhong), and percussion instruments (the Qing,
the Gu, the Zhu, the Yu).

Positioning themselves as the heirs of the Chi-
nese emperors, the Manchus diligently adopted the
traditions of palace musical practice of previous
dynasties. It is quite expected, in this case, that the
introduction to the book Xia Bian included a gener-
al classification of instruments based on the tradi-
tional Chinese system of dividing them into 8 types,
Ba Yin (/\ 3, eight sounds), depending on the ma-
terial they are made of. Jin (£, metal) included bells
and chimes; Shi (£, stone) referred to lithophones;
Tu (L, earth) referred to clay instruments — the
ocarina and the clay pipe; Ge (%, leather) com-
bined drums; Sy (¢, silk) was mentioned when talk-
ing about the lute and zither, the strings of which
were made of silk threads; Mu (&, wood) includ-
ed idiophones; Pao (%, calabash) was associated
with the sound of the Sheng instrument; Zhu (44,
bamboo) referred to a flute made of bamboo. In
their description of the instruments, the authors
of Xia Bian focus primarily on the physical param-
eters of a particular type, bringing to the forefront
such qualities as size, weight, volume, length, and
height of the instruments: “Musical instruments
made of metal,” they write, "vary greatly in thick-
ness and weight. Instruments made of bamboo
and calabash vary in length. Instruments made of
silk vary in height. Instruments made of clay vary
in volume. A detailed description of the similari-
ties and differences between ancient and modern
instruments is given in the sections of this vol-
ume” [7, p. 77].

The presentation of musical instruments begins
with the wind instrument Paixiao (HE5) (ill. 1). The
choice is not accidental. Since the time of the Ming
emperors, the multi-barrelled flute has invariably
been used in religious and secular palace ceremo-
nies — during sacrifices and congratulations. Being
a symbol of the gods of Heaven and Earth and, as
a result, the supreme power and greatness of the em-
peror, the bamboo Paixiao was often called Fengx-
iao (K55, Phoenix flute). It was made in the shape
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IlL 1. The Paixiao. lllustration from the book Xia Bian, p. 82.

of the wings of the Phoenix, symbolising a happy
omen and blessing.

The authors of Xia Bian did not fail to notice that
the two-winged shape of the instrument is men-
tioned in the ancient book of the Eastern Han Dynas-
ty, Fengsu Tongyi (R {418, Comprehensive Meaning
of Customs and Mores). Its creator, Ying Shao, wrote:
“the Paixiao instrument was made by Shun, the leader
of the tribal union in ancient times; it has a curved
shape, like the wings of a Phoenix” [7, p. 80].

Leaving the principle of form, the details of the
body and decor of the Paixiao had been changed
from era to era. Zhao Huali writes about the mor-
phological changes of the instrument in his article,
pointing out that the Paixiao of the Qing Dynasty
was made on the basis of the design of the Ming
Paixiao, which, in turn, inherited it from the Yuan
Dynasty. Moreover, “the outer side of the Paixiao in-
strument used in the Yuan Dynasty,” the researcher
writes, “was fixed with black wooden crossbars, and
the surface was decorated with a golden Phoenix”
[5, p. 5]. During the Ming era, the multi-barrelled
flute began to be painted in the most revered col-
our of the Han nation — red, still with a golden
Phoenix on the wings of the instrument.

Under the Qing emperors, the red wings of the
Paixiao began to be decorated with symmetrical
golden dragons, which is typical for the decor of the
era as a whole. In his work on the theme of drag-
on images during the Ming and Qing dynasties, re-
searcher Meng Jie writes that "the development of
dragon images in the Qing dynasty is most charac-
teristic of the reign of emperors Kangxi, Yongzheng,
and Qianlong. The formation of the main style of
dragon images in the Qing dynasty also dates back
to this period” [2, p. 27]. Four characters, Kang Xi
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Ill. 2. The Xiao. An illustration from the book Xia Bian, p. 92

Yu Zhi (B EBH#]), were carved on flutes made dur-
ing the reign of Kangxi, meaning that these instru-
ments were created during his lifetime?.

The timbre of the flute was melodic and deep,
like a flowing stream. The Qing Paixiao became one
of the main court instruments and retained its po-
sition throughout the 18th century.

The instrument consisted of 16 pipes of differ-
ent lengths but of the same diameter and could
produce all 12 LU sounds. “To produce the sounds
of men'’s L [Yang Li, BH#E] on the instrument,” we
read in the book, “eight pipes on the left are used;
for women'’s Li [Yin LU B§F]® — eight pipes on the
right. All pipes are made of bamboo, and the out-
er parts of the bamboo pipes are made of wood.
The entire body of the instrument is painted with
coloured images of a dragon to decorate the Paixiao
instrument” [7, p. 137]. Each of the 16 pipes had its
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Il 3. An illustration from the book Xia Bian, p. 98.

2. Ared-painted and gold-painted multi-barreled Paixiao flute
with images of clouds and dragons is kept in the Palace Museum
in Beijing. See a photo of a Qing-era Paixiao in the Palace
Museum’s Digital Artifact Library: https://digicol.dpm.org.
cn/cultural/detail?id=f2204c4cf06941148377c8a67739fc08&
source=28&lid=f04dab47e5454733afbf3427f9be5c10.

3. From here on, square brackets within quotations contain the
author's commentary.

88

own name, which was drawn with paint. If we turn
the pitch of the tones reproduced by the Paixiao
into the modern temperament system, the sound
series will be as follows: gis, eis, c', d', €, fis', gis’,
ais, h, a, g, eis?, dis?, cis? h, a.

The Xiao (%) flute (ill. 2) or Dongxiao (JE%) *
was a related instrument to the Paixiao.

In the third section of the book Xia Bian, there
is a mention that the Xiao was borrowed by Japa-
nese musicians in the Tang Dynasty, modified over
time and became widespread under the name Chi-
ba. “In ancient China, the Xiao instrument was called
a long flute. The wind musical instrument Chiba
[R/\, a bamboo flute], which was brought to Ja-
pan during the Tang Dynasty, was derived from the
modern Xiao instrument. In the Jin Dynasty, schol-
ar Xun Xu made a Xiao instrument about 2 si 6 cun
[about 87 cm] or 3 chi® [about 100 cm] long. It is
too long for the human hand, and it is very diffi-
cult for the performer’s fingers to cover the play-
ing holes of the Xiao. The length of the instrument
today is 1 chi 7 cun [about 56 cm]" [7, p. 82].

The Xiao was made from a bamboo tube with five
holes in the middle of the upper part and one hole
on the back. At the end of the Xiao pipe, a cutout in
the shape of the letter “u” was made. The Xiao was
used in court ceremonies of the Qing Dynasty, such
as sacrifices and banquets. Music for it was written
using gongche notation. Each note corresponded to
the name of the playing hole: Gong (mi), the sec-
ond — Fan (fa), the third — Liu (sol), the fourth —
Wu (la), the fifth — Yi (si). The sound of the hole
from the bottom of the pipe was called Chi (Re).

The Xiao could be both a solo instrument and
harmoniously combined in an ensemble with plucked
string instruments — Gugqin or Pipa. However, the
position of the Xiao was unstable. "During the Qing
Dynasty,” the researcher writes, “the status of the
Xiao instrument in the ensemble decreased. In some
ensembles, it was replaced by other wind instru-
ments, such as the flute and Sona. As a result, today
we have only a small number of these instruments
and their varieties” [4, p. 168].

The Xiao's “sister” was the bamboo flute Dizi (flute,
), which was called the short Xiao long before the

4. From here on, square brackets within quotations contain the
author's commentary.

5. Abamboo flute covered in red lacquer and gold-painted with
images of clouds and dragons is kept in the Palace Museum in
Beijing. See the photo of the Qing Dynasty Xiao in the Digital
Artifact Library of the Palace Museum: https://digicol.dpm.org.
cn/cultural/detail?id=f04dab47e5454733afbf3427f9be5c10

Qing Dynasty (ill. 3). However, unlike the longitudi-
nal Xiao, the Dizi flute was transverse ®. “The differenc-
es between the Dizi and the Xiao,” the authors note,
“are also manifested in the timbre and structure of the
instrument. The bamboo flute Dizi has an additional
hole (a flute membrane, covered with a thin film) be-
tween the blowing hole and the first finger hole. This
invention belonged to Liu Xi, a musician of the Tang
Dynasty. The role of this hole is to make the sound
of the bamboo flute special and more beautiful. The
membrane-less Xiao relies on the vibration of the air
column, and the sound of the bamboo flute Dizi is
formed not only by the vibration of the air column,
but also by the vibration of the membrane” [7, p. 93].

As a result of the timbre differences, the Dizi was
assigned cheerful, light, and gentle melodies, while sad,
mournful music was the basis of the Xiao's repertoire.

Historically, the Dizi flute occupied a prominent
place in ancient Chinese court musical culture. The
flute was deeply revered and endowed with special
properties. “It was believed,” writes Li Jinli, “that the
sounds of the flute are not only capable of driving
out vices, but also have a stabilising, calming ef-
fect. Its voice was likened to the singing of a drag-
on. In the ancient book of the Eastern Han Dynasty,
Fengsu Tongyi [R{818], the scholar Ying Shao wrote:
“the sound of the flute sweeps away evil; it is im-
bued with elegance and virtue” [1, p. 168].

Despite all the cultural, historical and timbre ad-
vantages of the Dizi flute over the Xiao, the authors
of the Xia Bian focus more on the commonality of the
instruments than on the differences, saying, among
other things, that “flute scores were also written us-
ing gongche notation, similar to scores for the Xiao.
The flute had six finger holes. The finger holes of the
Dizi are the same as on the Xiao” [7, p. 93].

From the position of the authors of the Xia Bian,
the kinship of the instruments could also be deter-
mined by the parameters of external similarity. Thus,
on page 99, the authors write about the common
features of the Paixiao (the sound of bamboo) and
the Sheng (%, the sound of a calabash). “The Sheng
instrument has common features with the Paixiao
instrument, and it can also symbolise the Phoenix. In
ancient times, it was called Feng Sheng (R 2, Phoe-
nix Sheng). Like the Paixiao, the Sheng instrument
also consists of pipes of different lengths. Howev-
er, the material of the Sheng instrument is different
from the Paixiao. The Sheng is made of calabash,

6. Chiis aunit of length equal to 0.32 meters, 1 cun is about 3.2
cm, 10 cun make 1 chi, 10 fen make 1 cun.
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Il 4. The Sheng’. An illustration from the book Xia Bian, p. 106.

and the Paixiao is made of bamboo” [7, p. 99]. The
authors of the book pointed out that “people of-
ten compare the sound of the Sheng instrument to
the singing of the Phoenix to show how beautiful
and pleasant it is to the ear” [Ibid.].

The Sheng consisted of seventeen pipes with
reeds and one separate one (Sheng Dou, #£3}),
each pipe had a playing hole. The diameter of the
Sheng pipe reached 0.7 cm. Although outwardly
some Sheng pipes seem to be the same length, the
sound produced depended not on their length, but
on the distance between the reeds and the playing
holes. According to the authors of the book, the
number of reeds in the Sheng changed from era
to era: “In the Zhou Dynasty, there were thirteen
reeds of the Sheng instrument. In the Song Dynasty,
there were twenty-four reeds. In the Qing Dynasty,
although seventeen pipes were used, two or three
of them did not have reeds” [7, p. 106].

The drawing from the second volume of Xia Bian
(ill. 4) shows a diagram of the internal structure of
the Sheng, where the rectangles indicate the loca-
tions of the reeds in the pipes. “The longest dis-
tance from the reed to the playing hole,” we read
in the manuscript, “is about 25 cm (first pipe, from
right to left). In the second tube, this distance is ap-

7. Awooden Sheng, covered with black lacquer and painted with
gold, with an image of a golden cloud and a dragon, is kept
in the Palace Museum in Beijing. See the photo of the Sheng
from the Qing Dynasty in the Digital Artifact Library of the Pal-
ace Museum: https://digicol.dpm.org.cn/cultural/detail?id=c9
d5bbe79ff345abb163f110b9d2193e&source=18&page=1
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Il 5. The Chi. An illustration from the book Xia Bian, p. 98.

proximately 23 cm. The third tube is equal to the
second, in the fourth tube the distance is 21.6 cm,
in the fifth — 20 cm, in the sixth — 17.2 cm, in the
seventh — 15 cm, in the eighth — 14 cm. There is
not much difference between the ninth, tenth, and
eleventh tubes — about 13 ¢cm, in the twelfth — 12.6
cm, in the thirteenth — 12 ¢cm, the fourteenth tube
is 11 cm, the fifteenth — 10.6 cm, the sixteenth —
10 cm, the seventeenth — 8.6 cm” [7, p. 106].

Music for the Sheng instrument was written us-
ing the gongche notation, using the same principle
as for the Xiao. All the holes had their own names:
1 — Chi (re), 2 — Gong (mi), 3 — Gong (mi), 4 —
Fan (fa), 5 — He (sol), 6 — Sy (la), 7 — Yi (si), 8 —
Yi (si), 9 — Shang (do), 10 — Shang (do an octave
higher), 11 — Gou (O, between the sounds of do
and re), 12 — Chi (re), 13 — Gong (mi), 14 — Fan
(fa), 15 — Fan (fa), 16 — Liu (sol), 17 — Wu (la).

In the book, the last instrument to represent the
sound of bamboo was the Chi (&) (ill. 5). According
to the description of the authors of the 18th centu-
ry, “The Chi has seven sound holes. The Chi instru-
ment is divided into large and small, of which the
large one is 1 chi 4 cun [about 46 cm] long, and the
small one is 1 chi 2 cun [about 40 cm]. The blowing
device is known as Qiao (), which distinguishes
the Chi from the flute” [7, p. 113].

The Chi had two lip holes: the first was in the
middle of the tube, and the second was at the end.
The way of playing the Chi was unique, offering the
performer two options for sound production. It was
possible to blow air in the middle, holding the Chi
horizontally with both hands, or it was possible to
blow into one end &.

8. A bamboo Chi, covered with red lacquer and painted
with gold, with an image of a cloud and a dragon, is kept
in the Palace Museum in Beijing. See the photo of Qing
Dynasty Chi in the Digital Artifact Library of the Palace
Museum:  https://digicol.dpm.org.cn/cultural/detail?id=
177c3d0c7eab436bal111f0bc2a5cb346
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[Il. 6. The Xun. An illustration from the book Xia Bian, p. 122.

The presentation of the wind group in the book
is completed by the Xun? instrument (3%, the sound
of the earth). The authors write the following about
its design: "The Xun instrument is divided by size
into Ya Xun (H151) and Song Xun (4715). Ya Xun
has the shape and size of a goose egg, the sound
is thick and low. Song Xun is smaller in size and
has the shape of a chicken egg, and its sound is
higher than that of Ya Xun” [7, p. 122]. The Xun of
the Qing court musicians had six holes: three in the
front, two in the back and one on top. Below, there
is a drawing from the book Xia Bian, where Xun is
depicted from two sides: the back of the instrument
with 2 holes is on the left, the front with 3 holes is
on the right (ill. 6).

The Xun player played by covering the holes with
the fingers of the left and right hands. The possibil-
ities of the scale here were limited to the following
sounds: Shang (do), Chi (re), Gong (mi), Liu (sol), Yu (la),
Yi (si). The timbre of the Xun is deep, quiet, and rela-
tively open. The ancients described the sound of the
Xun as the voice of autumn and the sounds of nature.

In the Qing era, the Xun was an important instru-
ment for sacrificial ceremonies and court meetings.
According to the rules of court etiquette and Qing
music, Xun instruments were often used in pairs or
combined in an ensemble with the Chi instrument.
Since they both produced soft, deep and bright
sounds, their timbres merged into a harmonious
unity. This gave the authors of Xia Bian a reason
to compare the sound of the Xun and Chi ensem-
ble with brotherly friendship or love between a hus-
band and wife living on earth in peace and harmony.

9. The clay Xun, coated with red tung oil and painted with gold,
with the image of clouds and dragons playing with beads,
is kept in the Palace Museum in Beijing. See the photo of
Qing Dynasty Xun in the Digital Artifact Library of the Palace
Museum: https://digicol.dpm.org.cn/cultural/detail?id=
9f622b85efe94dde92d40cbda0715067 &source=28&lid=
f04dab47e5454733afbf3427f9be5c10
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IIl. 7. The Qin. An illustration from the book Xia Bian, p. 134.

The group of “silk sound” instruments is opened
by the stringed and plucked Qin (28) (ill. 7). The
authors of Xia Bian believed that “since ancient
times, there have been many silk sound instruments;
however, only the Qin and Se instruments were
the most ancient and sounded the best. The first
Qin instrument was created by Fu Xi, the first Chi-
nese ancestor, who created a Qin about 240 cm
long. To make the Qin, Fu Xi used the wutong tree
[on which the Phoenix lives]. At that time, the Qin
had only one string, which was called Tian Xian
[X5%, heavenly string]. Later, Fu Xi added Di Xian
[#b3%, the string of earth] and Ren Xian [the string
of man] to this string. N Wa [the sister of the leg-
endary Emperor Fuxi] added the string Shi Xian
[ZEE7%, the string of deeds]. And the god of agricul-
ture, Shennong, added Wu Xian [#)3%, the string of
things]. At that time, the Qin had five strings, and
these five strings symbolised the five elements —
earth, wood, metal, fire, and water. The founder of
the Zhou Dynasty [1046-256 BC], Ji Chang, added
Wen Xian [the strings of culture], making the Qin
six-stringed, and Ji Chang's son, Ji Fa, added Wu
Xian [the string of martial power], making the Qin
seven-stringed” [7, p. 123].

At the court of the Qing Dynasty, the Qin also
had seven strings. The length of the Qin was about
3 chi 6 cun 5 fen (about 130 cm); it corresponded
to 365 days of the year. The shape of the Qin sym-
bolised heaven and earth, and the body repeated
the outline of the body of the Phoenix. If one looks
at the Qin from right to left, one can see parts of
the body that are called — forehead, neck, shoul-
ders, waist, and tail.

The Qin had seven strings and thirteen frets. If
the performer used the Gong fret, the first string
was the sound of Zhi (sol), the second — Yu (la),
the third — Gong (do), the fourth — Shang (re),

IIl. 8. The Se. An illustration from the book Xia Bian, p. 139.

the fifth — Jue (mi), the sixth — Zhi (sol), the sev-
enth — Yu (la).

Along with the Qin zither, the plucked string in-
strument Se (&), the sound of silk (ill. 8), was used
in palace music, and mostly in sacrificial music. The
authors noted that, unlike the Qin, “the Se ® instru-
ment has twenty-five strings and can be of differ-
ent sizes. The large Se is about 270 cm long, and
the small one is about 60 cm. The upper part of the
Se body is slightly curved, without support in the
middle, and the lower part is flat. The Se and Qin
instruments often play together, and the timbre of
their ensemble was used by the ancients to symbol-
ise good things and love. The closeness and una-
nimity between spouses is like a soft combination
of the melodious Qin and Se” [7, p. 135].

Percussion instruments, including the Zhong
(§H) instrument, the sound of metal 11, were a spe-
cial group of musical instruments. Zhongs were
barrel-shaped and hollow inside (ill. 9).

In ancient times, copper was called Jin (£, gold),
and gold was called yellow gold or true gold. Thus,
a Zhong made of copper was called a Jin Zhong
(£%%, golden Zhong). As a rule, several Zhongs were
connected in series to form a Bian Zhong (Z84H#). At
the court of the Qing Dynasty, the Bian Zhong con-
sisted of two crossbars fixed to a high gold-plat-
ed frame. The Zhongs were hung in order from
the bass to the highest sound. The upper tier con-

10. The Qing Dynasty Se is kept in the Palace Museum in Beijing.
The instrument is made of poplar and tung wood, with a cloud
dragon design painted on the top in black lacquer. See the
photo of the Se in the Digital Artifact Library of the Palace
Museum: https://digicol.dpm.org.cn/cultural/detail?id=
1d29f33a561b4047933ab3e18a83632¢e

11. The Zhong from the Qing era is kept in the Palace Museum
in Beijing. The instrument is made of gilded copper and
decorated with a bas-relief of cloud dragons. See the photo
of the Zhong in the Digital Artifact Library of the Palace
Museum: https://digicol.dpm.org.cn/cultural/detail?id=
cb66dc94ecbb4f80b04ab2eab0b84ebb&source=18page=1
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[IIl. 9. The Zhong. An illustration from the book Xia Ban, p. 151.

tained 8 male Li (BH{E, Yang Lu), the lower tier —
8 female Lu (BAR, Yin LU).

The sound produced by the Zhong directly de-
pended on the thickness of the walls and the size.
“If the thickness of the Zhong instrument is too
large,” wrote the authors of Xia Bian, "it sounds
bad, like a stone, and if the thickness of the Zhong
is too small, the sound will be unclear. ... Therefore,
the body of the Zhong instrument is small and elon-
gated, and the sound produced by the Zhong lasts,
gradually fading away” [7, p. 139].

The Zhong occupied a privileged place in the
court orchestra of the Qing Dynasty and could only
be used if the emperor personally attended a cere-
mony of worship of ancestors and gods or at a court
banquet. Moreover, it was a symbol of respect for
the god and supreme power.

A curved-shaped plate stone gave birth to the
Qing (28) instrument — the sound of a stone ™. Like
the Zhong, several Qing instruments were hung on
a crossbar, producing Bian Qing (45%2). The Qing
had the shape of a scalene pentagon, where the
left (1) and right edges were called Gu Chang
(B&AK); the left flat surface (3%1&) and right (§&i#)
were called Gu Bo; and the lower arched edge was
called Duan (i) (ill. 10).

The authors of the book commented in great
detail on the dependence of the pitch of the Qing
on the shape and thickness of the stone, giving val-
uable instructions to its makers. “An obtuse angle
of 135° is formed between the left and right up-
per edges of the Qing. The larger and thinner the
Qing instrument, the lower the sound of its vibra-
tion, and vice versa, the smaller and thicker the in-
strument, the higher the sound of its vibration. If,

2. The Qing from the Western Zhou era is kept in the Palace
Museum in Beijing. The instrument is made of black jade.
See the photo of the Qing in the Digital Artifact Library of
the Palace Museum: https://www.dpm.org.cn/collection/
jade/233775.html
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during the manufacturing process, the Qing is ob-
tained with too high a tone, then in order to ob-
tain the required tone, it is necessary to polish the
left and right sides of the Gu Bo on the instrument
to make it thinner. If there is a Qing with too low
a tone, it is necessary to polish the lower Duan of
the instrument to raise its tone” [7, p. 151].

Like the Zhou, the Qing carried the symbolism of
imperial power, and therefore, was actively used in sac-
rificial ceremonies or during the emperor's banquets.

The last three instruments: the Gu (drum &%) —
the sound of the skin, the Zhu and the Yu (#7&%) —
the sound of the tree, were not honoured by the
author's drawings. However, there was no doubt
about the importance of these instruments. Drums
were widely used to control the tempo of military
battles and for hunting. From the point of view of
the inhabitants of China in the 17th-18th centu-
ries, drums possessed extraordinary divine power:
like thunder, they could cause rain and moisten the
soil of agricultural crops. “The drum does not pro-
duce the sounds of the Chinese pentatonic scale,”
the authors write, "however, without it, the penta-
tonic melody does not have a harmonious rhythm,
so the drum is located behind the eight sounds of
Ba Yin. The voice of the drum is sublime, clear, full
of power; a perfect person will reflect on them-
selves, hearing the sound of the drum. Moreover,
drums have a beneficial effect on soldiers, helping
them to restrain enemies. Other musical instruments
with a beautiful sound do not have these advan-
tages. Drums can also be used to repel predators”
(7, p. 155].

As for the Zhu and the Yu, no sacrificial ceremony
took place without them. They recorded the begin-
ning and end of the action: everything began with
three blows of a wooden mallet on the inner wall of
the Zhu, and ended with “scratching” the protruding
brush of the tiger's fur of the Yu instrument. The Zhu
instrument had the shape of an open square wooden
box, narrowing towards the bottom. At the court of
the Qing Dynasty, the Zhu was used mainly for var-
ious sacrificial ceremonies. Regardless of the num-
ber of instruments in the accompanying orchestra,
the Zhu was always singular and was located in the
eastern part of the group of musicians.

Information about the Zhu can be found already
in the ancient book Shang Shu Yi Ji (Book of His-
tory: Bo Yi and Hou-ji), dating back to the Shang
era (17th century BC — 771 BC). Given the thou-
sand-year history of palace music, it is natural that

5

Il 70. The Qing. An illustration from the book Xia Ban, p. 155.

the Zhu was the most popular instrument of all 8
types of Ba Yin '3,

The Yu ™ was made of wood and had the shape of
a tiger lying on a stand. The tiger figurine had expres-
sive eyes, a bared mouth and protruding ears, which
were used to place the percussion instrument Dao.
The latter was made from a bamboo tube, which was
split and cut in half, with the second half divided into
twenty-four thin bamboo strips. In the middle of the
tiger's back, there was a groove into which twenty-
seven rectangular pieces of wood were inserted. It
was along these that bamboo ribbons were run three
times, indicating that the ceremony was complete.

In the book, the authors wrote that “in the eight
sounds of Ba Yin, only the sound of the wooden in-

13. See, for example, the scholarly commentary on the Zhu exhibit
of the Palace Museum https://www.dpm.org.cn/collection/
music/231878.html

14. The Yu of the Qing era is kept in the Palace Museum in
Beijing. See the photo of the Yu in the Digital Artifact Library
of the Palace Museum: https://www.dpm.org.cn/collection/
music/229479.htm

strument is the simplest, and the wooden instru-
ments Zhu and Yu mark the beginning and end of
a musical piece. The Zhu instrument has the shape
of a square barrel; its width is 2 chi 4 cun [about
80 cm], and the depth is 1 chi 8 cun [about 60 cm].
The Yu instrument has the shape of a tiger with 27
notches on its back. The length of this instrument
is 2 chi 1 cun 8 fen [about 70 cm]” [7, p. 158].

CONCLUSION

The musical instruments described in the above-
mentioned book were directly related to ceremoni-
al music, continuing the traditions of the preceding
Ming era. As a result, most of the instruments entered
the practice of music-making and the composition of
court orchestras without significant changes. Howev-
er, some modifications can be observed in the design
of a number of instruments, their decoration, and the
practice of their use. In essence, the purpose of Vol-
ume Il was mostly practical. There, the authors gave
instructions on how to create musical instruments with
the correct range of sounds and the required timbre.
Numerous illustrations were added for this purpose.
In fact, the range of instruments used in the orchestra
was wider. However, the authors of Xia Bian pursued
the strategic goal of demonstrating the leading rep-
resentatives of each type of the Ba Yin system. It was
around the main 13 instruments that the composition
of a particular orchestra, accompanying palace cer-
emonies, was built. In practice, the ceremonies were
one of the forms of recombining musical ideas inher-
ited from the Ming dynasty and the structure of the
management of the palace musical life.
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TPAKTAT «CA bAHb» O MY3blKAJIbHOM
MHCTPYMEHTAPUW ABOPLIOBbLIX LLEEPEMOHWNI
2MNOXU UNH XVIII BEKA

AHHOMayus: ABTOp CTaTbW CTaBUT CBOEW LIE/IbHO BBECTU
B Hay4HbI 06UXOA POCCUMCKOTO MY3blKO3HaHWSA UCTOPU-
yeckunin nctouHmnk Havana XVIll Beka — «Cs bsaHb», npea-
CTaBAsroLWMin coboi BTOpo ToM o6beMHOro TpakTaTa
umnepatopos LinH «HOn Yxun Mo Jlroin YxxaH W». Mocss-
LLIEHHbIN OMUCaHWIO NPUABOPHBIX My3blKalbHbIX UHCTPY-
MeHTOB, «Cs1 bsiHb», C O4HON CTOPOHBI, MO3ULMOHMPYET
MaHUXYPCKMX NpaBUTENEN Kak CTPOrux nocaegosatenei
NpeALecTBYOLWMX ANHACTUIN N NPOAOIKaTENEN XaHb-
CKMUX TPaAULMA NPUABOPHOIO My3blKalbHOrO NCKYCCTBa,
C APYrol — YeTKO O4YepuUMBaET OrpaHUYEHHbIN 13 UH-
CTPYMEeHTaMu Kpyr NPUOpPUTETOB, 3a0CTPAET BHYMaHne
Ha GU3NYECKMX XapaKTepPUCTMKaX, ONpesenstowmnx sTa-
JNIOHHOE 3BYy4YaHKe, KacaeTca paga Mopdosornyeckmx ns-
MEHEHWU MHCTPYMEHTOB U KX AeKopa. LieHHbIM BK1agom

Mpobnema NCNOAb30BAHNA MYy3blKaJbHbIX UH-
CTPYMEHTOB B LLePEMOHMaNbHbIX MEPOMNPUATUAX
«3anpeTHoro ropoga» Havdana XVIll Beka asnsetca
aKTyanbHON Ans UccnegoBaTenelt KUTaickon aeop-
LOBOM My3blkK AnHacTUK LIMH 1 HaxoanTca B none
13bICKaHWIN COBPEMEHHBIX My3bIKOBEJ0B-CUHONOTOB.
Bbi3biBaeT MHTEPEC He TONBbKO N3yYeHNe COXpPaHUB-
Wnxcs 06pasL 0B My3blKasbHbIA MHCTPYMEHTOB, HO,
UTO He MeHee BaXHO, UX ONMuncaHue, NHTepnpeTa-
LMA X CUMBONYECKOTO 3HaUEHMA, PpeKOMeHaaL/mm
Nno coyeTaHWIo TeMBPOB U T. 4., NPUCYTCTBYOLLNE
B KuTackmx Tpaktatax XVIII Beka. OgHMM U3 ucto-
pUYeCcKMX TPYAOB, MPOANBAIOLLMX CBET Ha MPUOpPU-
TETHbIN My3blKabHblN MHCTPYMEHTaPUA «3anpeTHOro
ropoga» BpeMeH nMmnepaTtopa KaHcu, asnserca
KHura «Csa BaHb» (N4g), npeacTaBastowas cobou
BTOPOW TOM 4-X-TOMHOW PYyKOMUCU MMMepaTopoB
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CTaHOBATCA WAIKOCTPALIMMN C KOHTYPHbBIMU U306paXxeHNAMM
TeX WIN MHBIX MHCTPYMEHTOB — aHdac Wi B paspese, UTo
NO3BOJISET NOJYYNTb JOCTOBEPHbIE CBeAeHUs 06 0cobeH-
HOCTAX NX KOHCTPYKLUWMIA. OTCYTCTBUE B TPaKTaTe CBEAEHUN
O CMeHe WN KapAWHaAbHOW MOAEPHM3aLMN My3blKab-
HOrO MHCTPYMEHTapWs, MHOTOYNCIeHHbIE OTCbIIKN aBTo-
POB K APEBHENLLINM KUTANCKUM GUAOCOPCKUM Tpyaam
0 My3blKe MOATBEPXAAIOT MbIC/b O TOM, YTO MMMNepaTop
KaHcn He TonbKO He cTpemMuaca pehopMmnpoBaTb My3bl-
KaJIbHYHO YacTb BOPLOBbIX LLePEMOHMI, @, HaNpPOTUB, ak-
TUBHO CKNOHANCA K NOAJAEPXKAHWUIO YCTOSBLUNXCA MUHCKUX
Tpaanuunin. MNpu Bce CTPOrocTn U NOCAeA0BaTENbHOCTY
N310KeHWA, TEKCT TpaKTaTa BKAtOUaeT no3tnyeckue obo-
POTbI M CPaBHEHWA, XapakKTepHble A1 NPOCTPaHCTBEHHO-
obpasHoro MblwwneHus xutens Kutas XVII Beka.

KaHcu n LisHbayHa «HOn YUxun Mo o Yxan N»
(HHIREIENX).

B HacTosLee BpeMs MHOFOTOMHbIN MaHyCKpUMT
XpaHuTca B bubanoteke myses I'yryH nog HOMepPOMm
No. 00000034-9/52. OH Bbi3bIBAaeT HEMOAAENbHbIN
NHTEpEeC, OAHAKO AOCTYNeH ANs NPOCMOTPa JnLlb
B KauecTBe 3KCrnoHaTta My3esn. AKTyaslbHOCTb TeMbl
N3yyeHuns ABOPLIOBON KynbTypbl LInH nobyanna kn-
Tanckux nsgatenei onybankosatb B 2000 rogy ce-
puto pakcmMmnae peaknx KHUr anoxm LiMH, ogHo
13 koTopbix cTana «Hom YUxn Jlron Slron YUsxan N».
Takum 0bpa3oM, MUPOBOE HayuyHOoe COObLLEeCTBO
MOJly4YMN0 BO3MOXHOCTb AOCTyNa K COAepP>KaHWUIo
KHWTW, HEPEAKO Ha3blBaEMOW B KMTAMCKOM MYy3bl-
KO3HaHUW «3HUUKAOMNEANENA NPULBOPHOMN KU3HW» T,

1. Bonee Nnoapo6bHO 06 3TON PyKONUCK CM. B HALLMUX CTaTbAX [3;
8.

O6bem Broporo Toma «Csi bsiHb» OTHOCKMTENBHO
Heboablwon — 81 cTpaHuLa. IHTEepeCcHo, UTo Hyme-
pauwns B «HOn YUxun Jlron Jlroin YxaH V» ckBo3Has,
MO3TOMY BTOPOW TOM HauMHAETCs CO CTPaHMULbl 78
(3akaHumBaeTca 159-1). TekcT pacnonaraeT 60/1bLLNM
KONIMYECTBOM UANHOCTPALMIA C n306paxkeHneM npak-
TMYECKW BCeX NPeACTaBAEHHbIX B KHUME MY3bIKalbHbIX
nHcTpymeHToB. CTpykTypa ToMa BkAtouaeT Beege-
Hue «Bba MHb H03 Ln LUsyH Wo» (J\Z KB EUL) v
13 pa3genos c onuncaHveMm gyxosbix — Mancso, Cso,
Aw, WaH, Yn, CtoHb, CTPYHHO-WMNKOBBIX — LMHB,
C3, YxyH, n yaapHbix — LuH, Ty, YUy, HOn.

Mo3numoHupys cebs HacaeAHMKaMU KUTaNCKNX
MMMNEePaToOPOB, MaHUXYpPbl CTapaTeNbHO NepeHMa-
N TPaaMLMM 4BOPLOBOM MY3blKasbHOW MPaKTUKM
npeablayLwnx ANHACTUA. BnosHe oxxugaemMbiM MOX-
HO cuuTaTb, B 3TOM C/lyyae, NosiBaeHWe BO BeegeHmm
KHUTN «Ca bsaHb» obLen knaccudurkaumm NHCTPY-
MEHTOB, OCHOBaHHOW Ha TPaAWLMOHHOW KUTaNCKOM
cucteme geneHns ux Ha 8 enaos — ba b (J\ 3,
BOCEMb 3BYKOB) — B 3aBUCUMOCTU OT MaTepwuana 13-
rotoaeHus: LIsvHb (£, meTann) o6beanHAN KONO-
Kona u konokonbuunku; LUn (45, kKameHb) OTHOCKACS
Kk amtodoHam; Ty (£, 3emMns) oTCbiNaN K FANHAHBIM
WHCTPYMEHTaM — OKapWHE W FINHAHON AyAouke; 3
(Z, koxa) 06begmHan 6apabaHbl; Cbl (22, Wesk) yno-
MUHaNW, KOrga peyb LUaa O AKTHE U LUTPe, CTPY-
Hbl KOTOPbIX A€1aNNCh U3 LLENKOBLIX HUTeR; My (7K,
AepeBo) BkAoYan nanodoHsl; Mao (38, Tbikea) CBA-
3bIBaAU CO 3ByYaHUeM MHCTpymeHTa LLaH; YUxy (17,
6amMbyk) oTHocuCs K daenTe, genasLuerics n3 bam-
6yka. B cBOeW XapakTepucTmke MHCTPYMeEHTapus aB-
TOpbl «CA BAHb» aKLEeHTUPYIOT BHUMaHWe, npexae
BCero, Ha GpM3MUecKknx NapameTpax Toro Uim MHOro
BWAQ, BbIBOASA Ha NepPBbIV MiaH TakmMe KayecTBa Kak
pa3mep, Bec, 06beM, ANNHA U BbICOTa MHCTPYMEH-
TOB: «My3blKaNbHble UHCTPYMEHTbI U3 MeTasna, —
MULLYT OHW, — CUJIbHO OT/INYAIOTCA APYr OT Apyra
no TOoALWMHe 1 Becy. VIHCTpyMEHTbI, N3rOTOBAEHHbIE
13 bambyka v TbiKBbI, pa3nnyaroTcs no aavHe. VH-
CTPYMEHTbI, U3rOTOB/IEHHbIE U3 LLEJIKA, OT/INYAKOTCS
no BbicOTe. VIHCTPYMEHTbI, U3rOTOBJEHHbIE U3 T1N-
Hbl, pa3anyaroTcs no obbemy. MNogpobHoe onmcaHve
CXOACTBA M PasanNuma PEBHNX Y COBPEMEHHbIX UH-
CTPYMEHTOB AlaHO B pa3genax 3Toro toma» [7, c. 77].

MpeacTaBAeHNE MYy3blKaJbHOIO MHCTPYMEHTa-
pUs HaUMHAETCA C AYXOBOTrO MHCTpyMeHTa Malicso
(HES) (Puc. 1). Boibop He cnydyaeH, MOCKOJbKY CO
BPeMeH MMHCKUX MMNEePaTOPOB MHOIOCTBOJIbHAs
bneinTa HEM3MEHHO UCMOb30Basachk B PEANUTNO3-
HbIX 1 CBETCKUX ABOPLOBbIX LLEPEMOHMSAX — BO Bpe-

MS XXepTBOMPUHOLLEHWI 1 No3apaBaeHniA. ABAAACh
cumBoJsioMm 6oros Heba 1 3emnum n, Kak CheacTeue,
BbICLLIEN BAACTU U BeAMUMs nmnepartopa, bam-
6ykoBas MNaricao Hepeako MMeHOBanacb PaHCAO
(R3F, dnenta PeHnkca) n n3rotaeaneasacs B Gpop-
Me KpblnbeB PeHnkca, CUMBOIM3NPYHOLLLETO cYacT-
/MBoOe npejsHaMeHoBaHWe 1 6iarocsoBeHume.

ABTOopbl «Ca BAHb» He NpPeMUHyAn 3aMeTuThb,
YTO ABYKPbINbHAA GOPMa MHCTPYMEHTa yNoMuHa-
eTca elle B ApeBHel KHUre gnHacTum BoctouHas
XaHb «@P3H Cy TyH» (X518 «3anucb 06 obbluasnx»),
cosgatenb kotopor WNH LLlao nucan: «MHCTpyMeHT
Maticso 6bin n3rotosneH LLyHom, nngepom coto-
3a NAeMeH B JpeBHNE BPeMeHa U MMeeT N30rHy-
Tyt0 dopMy, Nof06HO KkpbinbaM OeHwnkca» [7, c. 80].

Octansas npuHumn dopmel, MNalicao meHsna geTa-
Jn Kopryca 1 gekop oT 3noxu K anoxe. O mopdono-
TMYeCcKNX N3MEHEHMAX MHCTPYMEHTa NULLET B CBOEW
cTaTbe Yxao Xyanw, ykasbias Ha To, 4To [Maicso au-
HacTun LinH n3rotaBanBanacb Ha OCHOBE KOHCTPYKLN
MUHCKMX Maicso, KoTopeble, B CBOKO ovepesb, yHac-
NegoBanu ee oT gnHactum OaHb. Mpryem, «BHeL-
HAS CTOPOHa MHCTPYMeHTa [Maicsao, ncnosb3yemon
B AMHacTm F0aHb, — NULLIET nccnegoBatess, — bbina
3aKpenJieHa YepHbIMU AepeBAHHBIMU NepeknagmHa-
MW, @ MOBEPXHOCTb yKpaLleHa 3010TbiM PeHnKCom»
[5, c. 5]. B MUHCKyO 3MOXYy MHOTOCTBOJIbHYHO bAelnTy
CTaAu KpacuTb B CaMblli MOYUTAEMBbIV LIBET XaHbCKOM
HaLMW — KpacHbIN, NO-NPeXHeMy pucys 30J10TOro
®eHunKca Ha KPblIbAX MHCTPYMEHTA.

Mpwn nmnepatopax LinH KpacHble kpbinbs Maii-
CA0 HaYMHaIOT yKpaLlaTb CUMMETPUYHbBIMU 3010Tbl-
MW ApaKoOHaMK, YTO XapaKTepHO A4 AeKopa 3MoxXu
B uenoM. B pabore, kacatowlerica Tembl n306pa-
KEHWUS ApaKkoHa B nepuog AnHacTMini MuH n Linh,
nccnegosatenb MaHb Lise nuwet, uto «passutme
n306paxKkHeHW gpakoHa B AvHacTum LinH Hanbonee
XapaKTepHO ANA nepvoja npasfeHns MMNepaTopos
KaHcn, FOHWx3Ha v UaHbayHa, K 3TOMy Xe nepuogy
OTHOCKTCA M GOPMUPOBAHNE OCHOBHOIO CTUASA U30-
bpaxkeHUn gpakoHa B gnHactum Linh» [2, c. 27]. Ha
dnenTax, N3roToBNIEHHbIX B Neprog npasaeHna Kax-
cwW, Bbipe3anu yeTbipe neporanda: Kan Cu KO Yxu
(BREREN), KOTOpble 03HaYanu, Uto 3T UHCTPYMEH-
Tbl HbIM CO34aHbI UMEHHO NMPU €ro XXM3HNZ.

2. PackpalueHHas B KpaCHbIN LiBET U pacnucaHHas 30J10TOM
MHOrOCTBOJIbHas beinTa nancso ¢ n3obpaxeHnsmMmn obrakos
1 ApakoHOB xpaHuTca B Mysee l'yryHa B MNekuHe. CM. poTo
Mawcso anoxu UuH B Lindposoii bubanoteke aptredaktos
Myzes l'yryHa. — https://digicol.dpm.org.cn/cultural/detail?
id=f2204c4cf06941148377c8a67739fc088&source=28&lid=
f04dab47e5454733afbf3427f9be5¢10
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TemMbp dnenTbl 6611 MENOANYHBIN U TNYOOKUIA,
C/IOBHO TekyLnin pydeii. Mancso anoxu LLnH cTa-
HOBWUTCSA OHWUM U3 FNaBHbIX MPUABOPHBIX MHCTPY-
MEHTOB W COXPaHSET CBOM MO3ULMM Ha NPOTIXKEHUN
Bcero XVIII seka.

NHcTpymeHT cocToan n3 16 Tpybok pa3inyHom
JJIVHBI, HO OMHAKOBOIO AMaMeTpa U MOr BOCNpPO-
n3BOAUTL BCe 12 N0l 3BYKOB. «//1s U3BAeUEHUS
Ha MHCTPYMeHTe 3BYKOB MY>CKuxX JTtoi [AH Jltoi
BH{E] 3, — uMTaeM B KHWUFe, — UCMOb3YHOTCA BO-
ceMb TpyboK cneBa, ans xeHckux Jlron [UHb Jroin
FH &1 — Bocemb TpyboOK cnpaBa, Bce Tpy6KM U3ro-
TOB/eHbl U3 BaMbyKa, a BHeLHWe YacTh 6aMOyKOBbIX
TpyboK caenaHbl U3 aepeBa. Bce Teno MHCTpyMeEH-
Ta pacnucaHo LBETHLIMU M306paXKEHUAMH ApakoHa
AN yKpalleHus nHcTpymenTa Maincao» [7, c. 137].
Kaxgas n3 16 tpybok nmena cBoe Ha3BaHMe, KO-
TOpOe pucoBanu Kpackom. Eciv nepesectu BbICOTY
BOCMNPOM3BOAMMbIX [alicsio TOHOB B COBPEMEHHYHO
cUCTEMY TEMMNEpPaLUK, TO 3BYKOPSAA NOAYYNTCA Ce-
Ayrowmia: gis, eis, c', d', €', fis', gis', ais, h, a, g, eis?,
dis?, cis? h, a.

PoactBeHHbIM [Malcsio MHCTPYMEHTOM sBAAAACh
¢dneiita Csao (58) (Pvc. 2) nam [yHcso (RS 4

B TpeTbeM pasgene kHurm «Cs bsaiHb» ecTb yno-
MWHaHWe o ToM, 4To Cs0 Bblna 3aMMCTBOBaHa AMOH-
CKVMMW My3bIKaHTaMu B 3Moxy TaH, BUAOU3MEHUIACh
CO BPEMEHEM U1 MOJyUYnia pacnpocTpaHeHme nog
Ha3BaHuWeM Yunba. «MHcTpymeHT Ca0 B ApeBHeM Ku-
Tae Ha3blBancCa AANHHOW dnenTon. [lyxoBon My3bl-
KalbHbI MHCTPYMeHT Ymba [[R/\ — 6ambykoBsas
bnenTal, Nnepelweawnin B ANOHNIO BO BpeMeHa Au-
HacTuu TaH, NPOM30LLEeN OT COBPEMEHHOTO UHCTPY-
meHTa C0. B gnHactum LismHb yueHbin CroHb Cioin
N3roToBWA UHCTPYMEHT CS0 AMHOM oKono 2 Cn 6
LlyHb [okono 87 cMm] uam 3 Yu > [okono 100 cm]. OHa
CIVILLKOM ANIMHHA A/ UeSIOBEUECKOW pyKW, U nab-
LlaM UCNOJIHNTENS OYEHb TPYAHO 3aKpblBaTb UIPO-
Bble oTBepcTus Cso. [lIMHa MHCTPYMEHTa CEroaHs
coctaBaset 1 Yum 7 LlyHb [okono 56 cm]» [7, c. 82].

Csio genanv 13 6ambykoBoM TPYOKM C NATbIO OT-
BEPCTUSMU B CepefuHe BEePXHEN YacTu U OAHUM

3. 3pecb U ganee KBagpaTHble CKOBKN BHYTPY LIMTAT COAEPXUT
KOMMEHTapwii aBTopa CTaTby.

4. bambykoBas dnenTa, NOKpbITas KPacHbIM JJakOM U pacnu-
CaHHas 30/10TOM, C M306paxeHnsMU 061akoB U APaKOHOB
xpaHutca B Mysee lyryHa B [MekunHe. Cm. ¢poto CAo anoxm
LvH B Undposown 6nbavoteke aptedaktos Myses yryHa —
https://digicol.dpm.org.cn/cultural/detail?id=f04dab47e545
4733afbf3427f9be5c10

5. Yn — eguHunua anvHel, pasHas 0,32 metpa. OguH LlyHb OKO-
710 3,2 CM, AecATb LyHb COCTaBAAIOT OAUH UK, JecATb G3Hb
COCTaB/IAOT OAMH LyHb.
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OTBEpCTMEM Ha 0bpaTHOM CTOpoHe. Ha TopLie KOH-
ua Tpybkm Cao aenanv Bbipes B popme ByKBbI «U».
Cs0 ncnosb3oBanacb B NPUABOPHBIX LLePEMOHM-
AX AMHACcTUKM LInH, Takmx Kak XepTBOMPUHOLLEHWNS
n 6aHkeTbl. My3bIKy AN Hee 3anuncbiBasn C NOMO-
Wbt HOTauMKM ryHuYs. Kaxaas HoTa COOTBETCTBO-
BaJla Ha3BaHWIO UTPOBOro oTeepcTna — MyH (Mn),
BTOpoe — DaHb (Pa), TpeTbe — JIt0 (CoNb), UeTBEpP-
Toe — Y (nq), Naroe — U (cu). 3Byk oTBEepCTMA 13
HWXKHEN YacTn Tpybku HasbiBancs Yu (Pe).

Cs0 Morna 6bITb Kak COJIbHbIM MHCTPYMEHTOM, TaK
M rapMOHWYHO coYeTaTbCs B aHcaMbe Co CTPyHHO-
wmnkoBbIMY — MyunHem nau Munoii. OgHako no-
noxeHwne Cao 66110 He cTabunbHbIM. «Bo BpemeHa
anHactum LK, — nuwet nccnegosatens, — CTaTyc
NHcTpyMeHTa CA0 B aHCaMbsie MOHM3NACA, U B He-
KOTOpPbIX aHCaMbiAX ero 3aMeHsaAn Ha gpyrve ay-
XOBbl€ WHCTPYMEHTbI, Takne kak ¢nerita n CoHa.
B pe3ynbTate, Ha CEroAHALWHWI feHb Mbl pacrona-
raem iMiib He6ObLIMM KOMYECTBOM 3TUX MHCTPY-
MEHTOB 1 ero pasHoBugHocTel» [4, c. 168].

«PopHoW cectpoii» CAo 6blna 6ambykoBas
dnerita n (dnevita ), KoTopas 3a40Ar0 40 3MOXU
LnH nonyumna Ha3eaHune kopotkasa Cao (Puc. 3).
OpHako B oTanume oT npogonsHon Cso, dreli-
Ta [ln 6bl1a nonepeyHoi.»® Pasnnuma mexay [u
n Ca0, — OTMeYatoT aBTOPbI, — TakXXe MPOABAAIOT-
cA B TemMbpe 1 CTPOeHUN MHCTpYMeHTa. bambyko-
Bas aenTa Jm umeeT JONONHUTEIbLHOE OTBEPCTUE
(MembpaHy GaelnTbl, NOKPbITYHO TOHKOWN MIEHKOW)
MeXAY BAYBHbIM OTBEPCTMEM W MepPBbIM NanbLie-
BbIM. ITO M306peTeHne npuHagnexano Jliro Cn,
MY3bIKaHTYy AuHacTuu TaH. Posib 3TOro oTBepCTUs
3aK/toyaeTcs B TOM, UTODbI caenatb 3ByK bamby-
KOBOW $nenTbl 0COBeHHbIM U Honee KpacuBbIM.
JIvweHHbIM MmeMmbpaHbl CA0 nonaraeTcs Ha BU-
6paumnto Bo3gywHoro ctonba, a 3Byk 6ambyko-
BOW dnenTol An dopmMuMpyeT He TONIbKO BUbBpaLms
BO34yLWHOro ctonba, HO 1 Bnbpauma membpa-
Hbl» [7, c. 93].

B pe3ynbTate TeMH6pOBbLIX pazavunii n nopyya-
JNCb BeCenble, Nerkmne N HeXxKHble MeNoAnm, a OCHOBY
penepTyapa CAo cocTtaBasna rpyCcrTHas, nevanbHas
My3blKa.

NcTtopuueckun dnerita v 3aHMMana BuaHoe
MeCTO B ApPEeBHEN KMTaNCKON NPUABOPHON My-

6. bambykoBas dneiTa C ros0BON ApakoHa, MOKPbITas KPacHbIM
NaKoM W pacrncaHHas 30J10TOM, € M306paxkeHneM LIBETOB J10-
Toca xpaHutcs B My3see 'yryHa B MeknHe. CM. doTo dnentol
[n snoxun LUnH B Undposon 6ubanoteke aptedaktos My-
3en 'yryHa — https://digicol.dpm.org.cn/cultural/detail?id=
c9d5bbe79ff345abb163f110b9d2193e&source=18&page=1

3blKaNbHOW KynbType. PnenTy rnyboko noumtanm
N Hagensnn ocobbiMu cBoncTBaMU. «CUnTanoc, —
nuwet JIn L3anHbnn, — uto 3Byku GneinTbl He TONb-
KO CNOCOOHbI U3rOHATb MOPOKM, HO K obnasatoT
CTabUNN3MPYIOLLMM, YCNOKaNBaoLWUM AeCTBUEM.
Ee ronoc ynogobasancs neHumto gpakoHa. B apes-
Hel kHure anHacTum BoctouHas XaHb ,®3H Cy TyH”
[K318] yueHbin MH Wao nucan: ,3ByK GpaeiTbl cMe-
TaeT 3/10, OH NPONUTaH 3/1IeraHTHOCTbIO N f06poae-
Tenbto”» [1, c. 168]).

HecmoTpsa Ha BCe Ky/bTypHO-UCTOpUYeckmne
n TeMbpoBble npenmyLiectsa Gaentol An nepes
Csio, aBTOpbl «Csl bAHb» Bo/bLUE aKUEHTUPYIOT
BHMMaHWe Ha OBLWHOCTN NHCTPYMEHTOB, YeM Ha
pa3nnuyunm, roBops, B TOM YUCAE, N O TOM, 4YTO
«DnieiToBble MAPTUTYPbI TakXKe 3anmncbiBaancCh
C MOMOLLbIO HOTaLMM TyHY3 NOog06HO NapTuTy-
pam ansa Cao. Gnelita MMena WeCTb NafbLeBbIX
oTBepcTUi. Manbuesble oTBepCTUA U Takume Xe,
kak Ha Csao» [7, c. 93].

C no3unuwnn aBtopoB «Ca bsAHb» poOACTBEHHOCTb
WNHCTPYMEHTOB MOTFJ1a ONpesensTbCsa 1 napameTpa-
MW BHeLlHero cxoAacTBa. Tak, Ha cTp. 99 aBTOpHbI
nuwyT 06 obwmx yeptax Mancso (3ByyaHne 6am-
6yka) u WaHa (%, 3By4aHue TbIKBbI). «Y MHCTPY-
MeHTa LU3H ecTb 0bLwme yepTbl C UHCTPYMEHTOM
Malcao, n OH TakXe MOXeT CUMBON3NPOBATb
®eHunkca. B gpeBHUE BpemeHa ero HasbiBaau ®aH
WsH (RZE, dennkcom LsH). MogobHo Maticso,
MHCTPYMeHT LLI3H TakXXe COCTOUT U3 pa3HOW Ann-
Hbl Tpy6. OgHaKko MaTepuan MHCTpyMeHTa LLU3H
oTanyaetcs ot MNaicdo — LLUsH caenaH 13 Tbik-
Bbl, a MNancao — mn3 6ambyka» [7, c. 99]. ABTOp®I
KHUIW yKa3blBajW, YTO «JIKOAM YacTO CpaBHMBA-
FOT 3BYK MHCTpYMeHTa LWaH ¢ neHnem PeHunkca,
yTOObl MOKa3aTb, HACKOAbKO OH KpPacuB W Npus-
TeH Ha cayx» [TaMm Xe].

LLsH” cocToan 13 cemHaguath TpyboK € TpoCTs-
MW 1 ofHOW oTgenbHown (LLsH Joy Z£E3]), Ha kaxgoi
TpybKe MMenocb NrpoBoe oTBepcTue. Anametp Tpy6-
kn WsHa gocturan 0,7 cM. XOTA BHELLIHE HEKOTO-
pble Tpybkn LLIsHa KaxyTcsi OANHAKOBOW ANVHbI,
n3zaBaemblil 3BYK 3aBUCEN HE OT UX AJWHBI, @ OT
paccTofHUA MeXay TPOCTAMM U UTPOBLIMUN OTBEP-
ctuamu. o yTBepXKAEHNIO aBTOPOB KHUMM, KOAnYe-
CTBO TpocTeli B LLI3He MEHANOCH OT 3MOXM K 3MOoXe:

7. [epessHHbIl LL3H, NOKPbITLIN YUepHBIM 1aKOM U pacnucaH-
HbI 30/10TOM, C 306paxeHreM 3010Toro obaka v ApakoHa
xpanutca B Mysee 'yryHa B lNeknHe. Cm. poTo LLsHa 3noxm
Lun B Lndposoi bubanoteke aptedaktos Myses MN'yryHa —
https://digicol.dpm.org.cn/cultural/detail?id=0fbcb97a8465
4e798effe37063f31399

«B anHactum Yxoy 66110 TpUHaALLATb TPOCTEN UH-
ctpymeHTa WaH. B anHactum CyH 6b110 ABaauaTh
yeTblpe TpocTn. B anHactmn LUunH, xoTa 1 ncnonb-
3yeTcs ceMHaAuaTb TPyHOK, HO B ABYX UAM TPEX U3
HWUX HeT TpocTer» [7, c. 106].

Ha pucyHke n3 BToporo toma «Ca BbAHb»
(Puc. 4) n3obpaxeHa cxema BHYTPEHHEro YCTPOW-
ctBa LL3Ha, rae npamoyronbHnkamm ob60o3HaueHsbl
TOUKM PacnoNioXeHmsa TpocTeln B Tpybkax. «Camoe
AJIVHHOE pacCcToAHWE OT TPOCTK A0 UTPOBOro OTBEp-
CTWS, — YMTaeM B PYKOMMUCK, — COCTaBAAET OKOJIO
25 cm (nepBas TpybKa, cnpasa HaneBo). Bo BTopow
TpybKe 3TO paccTosHne paBHO NPUBAN3INTENBHO
23 cM. TpeTbs TpybKka paBHa BTOPON, B UETBEPTOW
Tpybke pacctoaHne — 21,6 cMm, B nator — 20 cm,
B wecton — 17,2 cMm, B ceabMoit — 15 cM, B BOCb-
Mol — 14 cM. Mexay AeBATON, 4eCATON N OAVHHAA-
uaTou TpybkaMum HeT 6ONbLIOW pa3HULLbl — OKOJIO
13 c™m, B ABeHagLaToli — 12,6 M, B TpMHaALaTON —
12 cm, yeTblpHagLuaTas Tpybka coctaBaset 11 cm,
natHaguatas — 10,6 cm, wecTtHaauatada — 10 cwm,
cemHaguartas — 8,6 cm» [7, ¢. 106].

My3bIky ana MHCTpYymeHTa LLaH 3anuceiBanm ¢ no-
MOLLbIO HOTALLMM TYHY3 MO TOMY e MPUHLMMY, YTO
n ans Cso. Bce oTBEPCTUSA MMENN CBOW Ha3BaHUS:
1T —4wn (pe), 2 —TyH (Mun), 3 —T'yH (Mn), 4 — DaHb
(da), 5 — X3 (conb), 6 — Cbl (n9), 7 — W (cn), 8 —
N (cn), 9 — WaH (go), 10 — WaH (a0 Ha okTaBy
Bbiwe), 11 — Moy (Omexay 3Bykamu o u pe), 12 —
Yn (pe), 13 —T'yH (Mn), 14 — ®aHb (dpa), 15 — PaHb
(da), 16 Jlto (conb), 17 — Y (nA).

MocneAHNM MHCTPYMEHTOM, NPEACTaBAAIOLLNM
B KHUWre 3By4aHue bambyka, ctan Yu (&) (Puc. 5).
Mo onncanuio astopos XVIII Beka, «4u nmeet cemb
3BYKOBbIX OTBEPCTUN. NHCTpYyMeHT Yu genuntcs Ha
60NbLION N Masblli, U3 KOTOPbIX HO/LLION UMET
aavHy 1 Yum 4 LlyHb [okono 46 cm], a manbii — 1
Yum 2 LlyHb [okono 40 cMm]. BayBHOE YCTPOMCTBO M3-
BecTHO Kak Lso (5), uto otanuaet Yum ot dnen-
Tbi» [7, c. 113].

Yn nmena gBa rybHbix OTBEpPCTUA: NepBoe —
nocpean Tpybkun, a BTopoe — Ha koHue. Cnocob
urpbl Ha Y Bbin YHUKANbHBIA, Npeanaras UCNo-
HUTENIO JBa BapuaHTa 3ByKou3BaeyeHna. MoXHO
6b1210 BAYBaTb BO34yX nocepesunHe, gepxa Yu ro-
PU30OHTaNIbHO ABYMS pyKamMu, a MOXHO 6bl10 BAY-
BaTb B OA4MH KOHeL, 8.

8. Bbam6yKoBbIV Y, MOKPLITLIN KPacHbIM 1aKOM M pacrincaHHbIM
30/10TOM, € M306paxkeHnem obnaka 1 ApakoHa XpaHuTcs B My-
3ee yryHa B MekuHe. Cm. doTo Ynm snoxu Ly B Undposoin 6u-
61moTeke apTedaktoB Myzes 'yryHa — https://digicol.dpm.org.
cn/cultural/detail?id=177c3d0c7eab436ba111fObc2a5cb346
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MpeacTaBaeHWe rpynnbl AyXOBbIX B KHWUre 3aBep-
waeT MHCTpYMeHT CroHb® (15}) — 3ByuaHue 3eman).
O ero KOHCTPYKLMWN aBTOPbI NULLYT caeaytoLee:
«MHcTpymeHT CroHb no pa3mepy geauntcs Ha fl CoHb
(FE5) m CyH CroHb (3R). A CroHb nmeeT dopmy
“ pasmep rycMHoro Anua, 3ByK ryCTom 1 HU3KWUIA.
CyH CroHb MeHblLLe No pa3Mmepy U numeet Gopmy
KypPWUHOro saiua v ero 3ByK Bbiwe, 4eM y A CroHb»
[7, c. 122]. CtoHb LIMHCKMX MPUABOPHBIX MYy3blKaH-
TOB MMeJ LWEeCTb OTBEPCTUIA: TPU — Ha NepesHel
yacTtu, ABa — Ha 3aJHeln N oAHO — cBepxy. Huxe
npueeaeH PUCYHOK 13 KHUrn «Ca baHb», rae CroHb
n3obpaxkaeTcs ¢ ABYX CTOPOH: C/ieBa — 3afHsAN YacTb
WNHCTPYMEHTa C 2 OTBEPCTUAMM, CNpaBa — nepes-
HAA, ¢ 3 oTBepcTuaMuK (Puc. 6).

WcnonHutens Ha CroHe urpan, 3akpbiBas oTBep-
CTWS NajbLamMu IeBOI 1 MpaBon pykn. BoamoxHo-
CTV 3ByKOPAAA 34€Cb OrPaHNYMBaANCh CEAYHOLLMMM
3Bykamu: WaH (80), Yn (pe), T'yH (mn), Jlro (conb),
Y(ns), N (cn). Tem6p CroHb rAyboKWiA, TUXUIA U AO-
BOJIbHO OTKPbITbIA. [lpeBHMe onuncbiBanu 3Byk CroHb
KakK rooC OCeHU W 3BYKM MPUPOAbI.

B anoxy LuH CroHb fBASACA BaXHbBIM NHCTPYMEH-
TOM LLePEMOHMIN XXePTBOMPUHOLLEHWI N NPUABOP-
HbIX 3acesaHnin. CornacHo npasuiaam NPUABOPHOrO
aTMKeTa U My3blkn LmH nHcTpymeHnThbl CloHb YacTo
MCMONb30BaAV NapPOU UV 06beANHAAN B aHCaMbe
C MHCTpyMeHTOM Yu. Mockonbky oba OHW 13zaBa-
NN mArkue, rnybokune 1 apkme 3ByKW, X Tembpbl
CANBaNNCb B TAPMOHWUYHOM eAMHCTBE. DTO Aano
noBog aBTopam «Cs bsiHb» CPaBHWUTL 3BYK aHCaM-
615 CroHb 1 Yn ¢ bpaTckol apyx6oi nam nrobo-
BbIO MEXAY MY>XEM W XEHOMW, XMBYLLUNX Ha 3eMae
B MMpPEe U coriacum.

lpynny MHCTPYMEHTOB «3BYy4YaHWe wenka» oT-
KpbIBaeT CTPYHHO-WNNKOBbIN LinHb (Z) (Puc. 7).
ABTopbl «Cs BAHb» cUMTanU, UTo «C JPEBHUX Bpe-
MEH MHCTPYMEHTOB 3By4aHUs Lenka 6bino MHOrO,
HO TONbKO MHCTPYMeHTbI LinHb 1 C3 6blan cambl-
MU APEBHUMM U 3BYYanu nydiie Bcero. MNepsbiii
NHCTPYMeHT LUnHb 6bin co3gaH @y Cu, nepBbiM
KWTaNCKUM NpeAKOM, KOTopbI co3gan LinHb ann-
HoM okono 240 cMm. YTobbl caenatb LimHb, Oy Cun
MCrnosab3oBan fepeBO YTYH [Ha KOTOPOM XMBET
®eHukc]. UyHb B 3T0 BpeMa nMmen ToNbKOo OAHY

9. TanHsHbIA CroHb, NOKPbITHIA KPACHLIM TYHTOBbIM MacjoMm 1
pacnvcaHHbIN 3010TOM, C 30bpaxkeHeM obnakos v apa-
KOHOB, urpatoLLmx bycamu, xpaHutcs B Mysee l'yryHa B [Me-
kuHe. Cm. dpoto CroHb 3noxu LuH B Lindposori 6ubavote-
ke aptedakToB Myses 'yryHa — https://digicol.dpm.org.cn/
cultural/detail?id=9f622b85efe94dde92d40cbda0715067&
source=28lid=f04dab47e5454733afbf3427f9be5c10
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CTPYHyY, KOTOpas Ha3biBanack TaAHb CAHb [K5%, He-
b6ecHol ctpyHoi]. Mo3xe ®y Cn gobaBua kK 3TON
cTpyHe Aun Canb [H5Z, cTpyHy 3emaun] n XaHb
CaHb [cTpyHY yenoBekal, a HioBa [cecTpa ne-
reHgapHoro nmnepatopa ®ycu] ewe gobasuna
cTpyHy LUn CaHb [EE5%, cTpyHy Aenal, a 6or-3em-
nepeney, WsHbHYH fo6aBun Y Cavb [#)5%, cTpy-
Hy Belein]. B To Bpems LInHb 6bia NATUCTPYHHbIM,
W NATb CTPYH CUMBOAN3NPOBAAN NATb CTUXUN —
3emM/to0, AepeBoO, MeTa, OroHb 1 Boay. OcHoBa-
Tenb gnHactum Yxoy [1046-256 ao H.3.] U3n YaH
pob6aBun BaHb CAHb [CTPYHbBI KYAbTYpbI], caenas
LinHb WecTUCTPYHHBIM, CbiH LI3n YaHa Li3n ®a
aobasun Y CsaHb [cTpyHY 6oeBOW cunbl], caenas
LUnHb ceMmncTpyHHbIM» [7, €. 123]

LnHb npu asope gnHacTumn LMK Takxe coaep-
>an ceMb CTpyH. AnnHa LinHb coctaBasna okono 3
un 6 LyHb 5 $3Hb (okos10 130 €M) M COOTBETCTBOBA-
na 365 agHam roga. Popma LimHb cumBoansmpoBa-
na Hebo 1 3eMat0, @ KOpMNyC NOBTOPAN OYepTaHnA
Tena ®eHukca. Ecan paccmatpmBath LivHb cnpaBa
Ha/ieBO, TO MOXHO YBMAETb YacTu KOpnyca, KoTopble
HOCAT Ha3BaHWe — 106, wWwes, naeyu, Taams, XBOCT.

LlnHb nmen cemb CTPyH 1 TpuHaaLaTe 1aj0B
(nopoxkoB). Ecav ncnonHutens ncnons3osan lNyH
naj, TO nepBas CTpyHa ABASAACh 3BYKOM Yu (Conb),
BTOpasa — O (nq), Tpetba — lyH (80), YeTBEp-
Taa — LlaH (pe), nataa — Li3toe (Mun), wecrad —
Yxku (conb), ceabMas — KO (ns).

Hapsaay c untpoi LUuHb B 4BOPLOBOMA My3biKe,
a 60/blLe YacTbHO B MY3bIKe XXePTBOMPUHOLLEHWUI,
NCMONb30BaNCsH CTPYHHO-LWNMNKOBbIA MHCTPYMEHT
C3 (&) — 3ByuaHue wenka (Puc. 8). ABTOpbI OTMe-
Yyaau, uto, B otamume oT LnHb, «MHCTpymeHT C3 1°
nmeert ABajLaTh NATb CTPYH U MOXET ObITb Pa3HbIX
pa3mMepoB. bonbon C3 nmeet aanHy okono 270 cm,
a ManeHbknin — okoso 60 cM. BepxHss YacTb Kop-
nyca C3 cnerka BbIrHyTa, B cepeAnHe 6e3 onopel,
a HUXKHAA yacTb naockad. MinctpymerTsl C3 v LmHb
4yacTo UrpatoT BMecCTe, U TeMbp nx aHcambas mc-
NnoJ/ib30BaACA APEBHUMMU, UTOObI CUMBOIM3NPOBATH
xopoLluve Bewm u Ntob6oBb. banM3ocTb 1 eanHoOAY-
LWe Mexay CyrnpyraMmy — 3TO Kak MATKoe coyeTa-
Hne menoanyHbix LmHb 1 Ca» [7, c. 135].

Ocobyto rpynny My3blkaabHbIX MHCTPYMEHTOB CO-
CTaBAANM YAapHble, B TOM YKCIe MHCTPYMEHT Y>KyH

10. Ca3anoxm LuH xpanutca B Mysee 'yryHa B MNeknHe. NHCTpy-
MEHT CAieNaH U3 TOMoAs U TYHTOBOrO AepeBa, Ha BEPXHIOKD
4acTb YepHbIM 1aKOM HaHECeH PUCYHOK 06aauHOro Apako-
Ha. Cm. doTo Ca B Lindposon 6ubnmoteke aptedaktos My-
3en 'yryHa — https://digicol.dpm.org.cn/cultural/detail?id=
1d29f33a561b4047933ab3e18a83632e

() — 3ByyaHwe metanna . Mo dpopme YUxyHbl Bbin
604K006pasHbIMK 1 NoAbIMK BHYTpU (Puc. 9).

B apeBHOCTV Megab HasbiBaau LI3nHb (% 3010T0),
a 30/10TO — XENTbIM 30/I0TOM UAU UCTUHHBIM 30J10-
TOM, NO3TOMY Y>KYH, CAENAHHBIV U3 Meau, NOAyYnA
Ha3BaHwue Li3uHb YxyH (%54, 30n0T0M YxyH). Kak
NPaBUIO, HECKONBKO Y>KYyHOB COAMHANM NOCAeLO0-
BaTe/IbHO, UTOBbI COCTaBUTL BsaHb YxyH (ZwEh). Mpn
ABope anHactum LnH banb YxyH coctoan u3 aByx
nepekiajnH, 3aKkpenaeHHbIX Ha BbICOKOM MOKPbITOM
30/10TOM pame. YXyHbl NogBeWNBaAM B NopsajKe
oT 6aca A0 caMOro BbICOKOro 3ByKa. BepxHuin apyc
3aHUManum 8 myxckux Jlror (BHTE, AH Jlron), HUX-
HUN — 8 xeHckux (FAR, WHb Mon).

3ByK, M34aBaeMblii Y>KyHOM, HanpsAMYyto 3aBucen
OT TOJILLMHBI CTEHOK U pa3mepa. «Ecaun ToawmHa nH-
CTPyMeHTa YyH canwwkom bosbLuas, — nucanm ae-
Topbl ,CA BAHB”, — OH 3BYUNT MAOXO, KaK KaMeHb,
a ecNn TONLLMHA YXKYH CIMLLKOM MajieHbKasi, TO 3BYK
6yseT HeACHBIM. ... [T03TOMY TENO MHCTPYMeEHTa YxKyH
MasieHbKOE 1 BbITAHYTOE, U 3BYK, N3A4aBaeMblin Yxy-
HOM, A/IUTCA, NOCTEMNEeHHO 3aTyxasa» [7, c. 139].

Y>XyH 3aHUMan npuBUIErmMpoBaHHOe MecTo
B NPUABOPHOM opKecTpe gnHacTum Ll n Mor BbiTb
MCNONb30BaH TOJIbKO B TOM C/lydae, ecan umne-
paTop NMYHO NPUCYTCTBOBAA Ha LIePEMOHUN NO-
KJOHEeHUA npeskam 1 6oram mav Ha NPUABOPHOM
baHKkeTe, a TakxXe ABAAACA CUMBOJIOM YBaXeHWs
K 6Ory 1 BepXOBHOW BAACTW.

MnacTMH4aTbli KaMeHb KPUBOW GopMbl fan
poXAeHue MHCTPYMeHTYy LinH (B8) — 3BydyaHue
KaMHs 2. NMogo6HO YxKyHY, HECKONbKO UHCTPYMEH-
TO0B LIMH nogBelwmrBann Ha nepeknagunHy, nony4as
BaHb LInH (4528). LLuH nmen popmy pasHOCTOPOH-
Hero NATMYroJibHKKa, rae nesoe (F1K) 1 npasoe
pebpo HasbiBanvch [y YaH (J&1K), neBas niockas
noeepxHocTb (¥1#) n npasas (J&1#) Hocuam nms
l'y Bo, a HMXHee ayroobpasHoe pebpo MMeHoBa-
nock Ayanb (i) (Puc. 10).

ABTOpbI KHUTN BeCbMa NOAPOHHO NPOKOMMEH-
TUPOBaAM 3aBUCMMOCTb BbICOTbI TOHa LinH oT dop-
Mbl Y TOALWMHBI KaMH#, AaB LeHHble yKa3aHusa ero
nsrotoButensiM. «Mexay NeBbIM U MpPaBbIM BepX-

11. YxyH anoxu LinH xpaHutca B Mysee lNyryHa B lMNekunHe. VK-
CTPYMEHT cZieNnaH 13 Meamn ¢ No30J0TON 1 yKpalleH bape-
nbedom 13 obnavHbix gpakoHos. CM. ¢oTo YxyH B Lindpo-
BOW 6ubanoteke aptedaktoB Myses 'yryHa — https://digicol.
dpm.org.cn/cultural/detail?id=cb66dc94ecbb4f80b04ab2ea
b0b84ebb&source=18&page=1

12. LmH anoxm 3anagHon Yxoy xpaHutcs B Mysee lyryHa B MNe-
KuHe. IHCTpyMeHT caenaH u3 yepHoro Hedputa. Cm. doTto
LuH B Lindposoit bubanoteke aprepakros Myses yryHa —
https://www.dpm.org.cn/collection/jade/233775.html

HUM pebpom LinH obpa3syetcs Tynoii yron 135°. Yem
6obLUEe N TOHbLUE MHCTPYMEHT LInH, TeM HuxXe 3BYyK
ero BMbpauun, 1 HA0HOPOT, UEM MEHbLLE U TOJLLE
WHCTPYMEHT, TeM BblLLIe 3BYK ero Bubpauun. Ecam
B Mpouecce n3rotoeaeHusa noayunaca LUuH co camww-
KOM BbICOKMM TOHOM, TO ANA NnoayyeHus Tpebyemoro
TOHa HY>XHO OTMOAMPOBATb JIEBYHO U MpaByH CTOPO-
Hbl Ty Bo Ha MHCTpymeHTe, UTObbI CaenaTb ero ToA-
LLMHY MeHbLue. Ecan ecTb LIMH CO CAMLLKOM HU3KUM
TOHOM, HEOBXOAMMO OTNOANPOBATb HUXHUIA [lyaHb
WMHCTPYMEHTa, YTOObl MOBLICUTL €ro ToH» [7, ¢. 151].

Mopo6bHo Yoy, LInH Hec cmMBOAMKY nmnepa-
TOPCKOW BAACTK, @ MOTOMY aKTUBHO UCMOAb30BasCA
B LlepEMOHMAX XXePTBOMNPUHOLLIEHUAX UAN BO Bpe-
Ms 6aHKeTOB MMMepaTopa.

Tpw nocneaHunx nHctpymeHta — Ny (bapaban
) — 3ByuaHue Koxu, Uxy n tOn (i E1) — 3BYy-
YaHWe JepeBa He YAOCTOMINCh PUCYHKOB aBTopa.
OzHaKo B BaXXHOCTW 3TUX UHCTPYMEHTOB COMHEHUN
He 6b1n10. bapabaHbl LUIMPOKO NCNOABb30BaNUCh ANS
KOHTPOJISi TeMMNa BOEHHOIO CPaXKeHMA 1N Ha OXOTe.
C Touku 3peHus xutenen Kutaa XVII-XVIII Beka,
b6apabaHbl ob61agann HeobblyaliHON BOXeCTBEH-
HOW CMNOI: NOJO6HO rPOMY OHM MOT/IM Bbl3blBaTb
AOXAb W YBNAXHATH MOYBY CENbXO3KYAbTYp. «ba-
pabaH He MPOM3BOAUT 3BYKOB KMTANCKOWN MeHTaTO-
HWKW, — NULLYT aBTOPbl, — HO 6€e3 Hero Menoaus
MEeHTaTOHUKWN HE UMEET rapMOHNYHOIO PUTMa, NO3-
ToMy H6apabaH pacnosoXxeH No3asan BOCbMW 3BYKOB
ba NHb. Fonoc 6apabaHa BO3BbILWEH, ICEH, MOJNOH
CWUJbl, COBEPLUEHHbIV YeNoBeK ByAeT pa3MblLLANATb
o cebe, ycnbiwan 3Byk bapabaHa. bapabaHbl Tak-
>Ke OKa3blBatoT 61aroTBOpPHOE BAMAHME Ha CONAaT,
nomMoras UM CAep>XunBaTb Bparos. lpyrve My3bi-
Ka/sbHble NHCTPYMEHTbI C KPacMBbIM 3By4YaHNEM He
MMerT 3TUX NpenmyLLecTts. bapabaHbl Takke MO-
ryT UCNOAb30BAaTbCA AN OTPAXKEHUS XULLHUKOB»
[7, c. 155].

Yro kacaetca Yy n FOK, To 6€3 HUX He NPoXo-
AWNa HU OZlHa LLepeMOHUSA XEPTBOMPUHOLLEHMS.
OHM dUKCUpOBaAN HaYano n KOHel, AeNCTBa: Ha-
UYMHaNOCh BCe C TPEX YapOB AepPeBAHHbIM MOOT-
KOM MO BHYTPEHHEW CTeHKe Yy, a 3aKaHUMBaaoChb
«NoYyecbiBaHWEM» TOpYaLLEN LLETKN LIepCTH TUrpa
nHcTpymeHTa KOn. MHcTpymeHT Yxxy nmen dop-
MY OTKPbITOrO KBajpaTHOro AepeBsAHHOMO ALLMN-
Ka, 3ay>KeHHOoro K Hu3y. [Npu gBope gnHactmm LnH
YKy Mcnonb3oBann B OCHOBHOM A5 Pa3IMUHbIX
LepeMOHUI XepTBONPUHOLLEHUI. He3aBUCMMO
OT KO/IMYeCTBa MHCTPYMEHTOB B COMPOBOXAato-
Wwem opkecTpe Yxy Bcerga 6bi B €4MHCTBEHHOM
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yncne n pacnonarancs B BOCTOYHOW YacTu rpyn-
Mbl My3bIKaHTOB.

CBegeHunaA 0 YUy MOXHO HalTh yXxe B JpeB-
Hei kHure «Wan LWy-U L3n» («<KHura ncropun: bo
W n Xoy-u3wn»), gatnpyemori anoxon Lan (XVII Bek
AO H.3.— 771 1. A0 H.3.). YUnTbIBaA ThiCAUENETHIONO
NCTOPUIO ABOPLIOBOIN My3bIKW, BOCMPUHUMAETCA
BMOJIHE €CTECTBEHHbIM, 4TO Yy Obln caMbiM nomny-
NAPHBIM MHCTPYMEHTOM 13 Bcex 8 BuaoB ba VHb .

KO * n3rotaBanBancs 3 gepesa n umen Gop-
MY TUTpa, Nexallero Ha nogcraske. Y burypkn tm-
rpa 6biav Bbipa3nTebHble r1a3a, OckaleHHas nacTb
“ Topuallme yLm, KOTopble UCMOAb30BaNNCh ANS
pa3melleHuns yaapHoro nHctpymeHTta ao. lNMo-
cnefHnin genann n3 6ambykoBor TpybKM, KOTOPYLO
pacLennann u pesaam nonoaam, Npuyem BTOpyro
MONOBWHY pa3Aensnn Ha ABajLaTb YeTbipe TOHKMe
6ambykoBble Nonockn. B cepegmHe cnvHbl TUrpa
nmenacb 60po3aka, Kyaa BCTaBAANOCh ABaALaTb
CeMb NPAMOYTO/bHbIX KYyCKOB AepeBa. IMeHHO no
HUM NPOBOAUAN TPUXKAbI 6aMOYKOBBIMW eHTamu,
noka3sblBas, YUTO LLlepeMOHUNA 3aBepLUeHa.

B KHWre aBTOPBI NNCanM, 4TO «B BOCbMMW 3BYKaXx
Ba ViHb Hanbonee NpOCTbIM ABASETCA TONAbKO 3BYK
fepeBAHHOrO MHCTPYMEHTA, a AepPeBAHHbIE MHCTPY-
MeHTbl Yy n KOl 0603HauaroT Havano 1 KoHel,
MYy3blKaJbHOro npoussegeHna. IHCTpyMeHT Yy
nMeeT GOpMy KBaApPaTHOrO BOYOHKA, ero WupuHa
coctaBasieT 2 Yn 4 LyHb [okono 80 cm], a rnybu-
Ha — 1 Yum 8 LlyHb [okono 60 cm]. MiHcTpymeHT HO
nmeeT popmy Turpa ¢ 27 3a3ybpmHaMu Ha CrivHe.

[nvHa aToro nHcTpymeHTa coctaBaset 2 un 1 uyHb
8 daHb [okono 70 cm]» [7, c. 158].

3AK/TFOUYEHME.

My3bIKasibHble UHCTPYMEHTbI, ONMNCaHHbIE B Bbl-
LUeYNOMAHYTON KHUre, Oblan HenocpeACTBEHHO CBA-
3aHbl C LLepEMOHMANbHOM MY3bIKOW, NPOA0/IXKaBLUEN
TpagnLumm npeguecteytowent anoxm MuH. Berea-
cTBMe yero, 6oblias YacTb MHCTPYMEHTapUsA BoLAA
B NPaKTUKy My31LMPOBaHMA U COCTaB NPUABOPHbIX
0OpKecTpoB H6e3 3HaUMTENbHbIX U3MEHEHWI. TeM He
MeHee, MOXHO HabarogaTb HekoTopble MoanburKa-
LMW B KOHCTPYKLMM psiZia UHCTPYMEHTOB, KX yKpaLle-
HWUA N NPaKTUKM UX UCNoNb30oBaHuA. o cyTu, Lenb
Broporo Toma 6bina no 6onblier YyacTu npakTuye-
CKOW, rAe aBTOpPbI AaBann UHCTPYKLMK MO CO3AaHNI0
My3bIKabHbIX MIHCTPYMEHTOB C NPaBWIbHbIM Anana-
30HOM 3BYKOB U HY>HbIM TeMbpom. C 37Ol Lenbto
N 6bIAN f06aBAEHbl MHOFOUNCAEHHbIE UANKOCTPA-
umun. Mo dakTy, pag MHCTPYMEHTOB, NCMOJb3yeMblX
B opKecTpe, 6611 Ha nopagok wupe. OgHako aBTo-
pbl «Cs bAHb» NpecnefoBanu cTpaternyeckyto Leib
AEMOHCTPaLMN BeyLLMX NPeACTaBUTENeNR KaX0ro
13 BnAoB cucremol ba VHb. VIMeHHO BOKpyr rnas-
HbIX 13 MHCTPYMEHTOB BbICTPaMBaACsa COCTaB TOro
VIV NHOTO OPKeCTpa, CONMPOBOXAABLUEro ABOPLLO-
Bble LLepEMOHNN, KOTOPblE Ha NPaKTUKe ABAAINCH
OAHOM 13 GOpPM peKOMBMHaLMM YHacNe[0BaHHbIX
OT MUHCKOW ANHACTUN MY3blKaibHbIX UAEN U CTPYK-
TYPbl MEHEKMEHTA My3bIKa/lbHOW XU3HM ABOpLLA.
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MASTERING PERCUSSION INSTRUMENTS
OF THE EUROPEAN ACADEMIC TRADITION
BY CHINESE MUSICIANS
IN THE 20TH-21ST CENTURIES

Summary: The article focuses on music for percus-
sion instruments of the European academic tradition in
the context of Chinese musical culture. It observes the
dynamics of mastering this instrumentation by domes-
tic percussionists, both within the framework of sym-
phony orchestras being organised in the country and
in traditional creative bands. The typological similarity
between the formation principles of Chinese traditional
instrument orchestras and the Russian one created by
V. Andreev on the model and likeness of the symphon-
ic one, with the preservation of the functions of the
corresponding bands, is observed. Attention is drawn
to the improvement of drum kits based on the combi-
nation of traditional and European instruments in one
arrangement. The instruments gradually included in
the European orchestra are designated: a woodblock
(A f), aslit drum (#5F), Chinese cymbals (& $&), a gong
(/\€B), a tamtam (K %8). This enriched the timbre arse-
nal of modern musicians, giving them the opportuni-
ty to create original vivid sound effects and enhance
the expressiveness of music.

The contribution of outstanding Chinese compos-
ers and performers to the development of this art form
is revealed. Attention is drawn to the introduction of
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a combination of Chinese and Western percussion in-
struments into practice. The authors associate the in-
tensification of the described processes since the 1980s
of the 20th century with the new socio-political situa-
tion of the "era of openness”. During that time, cultural
exchange between countries intensified and percussion
instruments of the European academic tradition were
included in the educational programs of universities
with musical focus in a short period of time.

The emergence of talented virtuosos inspired world-
famous composers (Guo Wenjing, Wen Deqing, Liu Gang,
Tan Dun, Qi Zhang) to create works with tradition-
al musical poetics for percussion. It is suggested that
it is only the beginning of the journey, since there is
still relatively little music written by Chinese compos-
ers for European percussion instruments compared
to foreign ones. However, there are many optimistic
prerequisites for this art form development in all its
components: composition, performance creativity, and
music pedagogy.

Keywords: Chinese musical culture, percussion instru-
ments of the European academic tradition, instrumental
performance, interaction of Eastern and Western trends
in musical art.

IlL. 1. Chinese woodblocks.

European percussion instruments (namely, fixed-
pitch instruments such as marimba, timpani, xylo-
phone, etc.; non-fixed-pitch instruments including
snare drum, cymbals, triangles, etc. [more on this:
1]) began to appear in China in the 19th century,
when the first symphony orchestras were formed.
In particular, the Shanghai Symphony Orchestra,
formerly the Shanghai Public Orchestra, founded in
1879, was one of the first to be established. In 1922,
it was renamed the Orchestra of the Shanghai Mu-
nicipal Administration of Industry and Commerce.
It was officially named the Shanghai Symphony Or-
chestra in 1956 [2, pp. 56-58]. Later, other sympho-
ny orchestras began to appear in China, including
the Harbin Symphony Orchestra (1908), the Cen-
tral Orchestra (1956) based in Beijing. Eventually
it was renamed the China Symphony Orchestra. In
1957, the Guangzhou Symphony Orchestra was or-
ganised — the only creative collective that has left
a "musical trace” on five continents of the world.
These symphony orchestras have an outstanding
team of musicians with excellent instrumental per-
formance skills, with a rich and diverse arsenal of
reproduced timbres.

Symphony orchestras not only contributed to
the spread of Western classical music tradition, but
also actively promoted the outstanding works of
Chinese composers. Owing to this, Western aca-
demic music began to sound in some large cities
of the country, and Chinese music — on Europe-
an concert stages. By studying European traditions,
some Chinese orchestra members with foreign ex-
perience were the first to become acquainted with
European percussion instruments. The principle of
organising a symphony orchestra was also applied
to the composition of traditional instruments, cre-

Il 2. A Chinese tom-tom.

ating an orchestra based on the model and likeness
of a symphony orchestra, highlighting the string,
brass, and percussion groups.

In order to assess the significance of the spread
of percussion instruments of the European academ-
ic tradition in China, one should pay attention to
the beginning of the academisation of traditional
ones. Studying the process of creating Chinese folk
instrument orchestras, Wan Yun believes that a cer-
tain influence was exerted by the activity of V. An-
dreev, who put together an orchestra of Russian
folk instruments based on the model and likeness
of a symphony orchestra, preserving the function-
al purpose of the bands. He writes that “the or-
chestra of Chinese folk instruments was formed in
the 20s of the 20th century on the wave of West-
ernisation that engulfed China, and, as a musi-
cal band of a new type in culture, it became its
bright representative phenomenon. Throughout
the century, the rapid development of both the or-
chestra and its various types testified to the reg-
ularity of the initiative of Chinese musicians, who
stood at the origins of the formation of the na-
tional orchestral culture. Following the orchestra
of Russian folk instruments created by V. Andreev,
the Chinese orchestra enters the space of world
culture and occupies strong positions: its musical
bands successfully tour, participate in festivals and
cultural events; “works performed by the Chinese
orchestra are a notable phenomenon in contem-
porary musical art” [3, p. 3].

During the 20th century, European percussion
instruments gradually became full-fledged mem-
bers of the orchestra of Chinese folk instruments,
and at the same time, some traditional Chinese per-
cussion instruments became full-fledged members
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Il 3. Performance of Guo Wenjing's concerto The Rite of Mountains. Soloist Li Biao, conductor Fabio Luiz, and
the Danish National Symphony Orchestra.

of the European orchestra [more on this: 4] and
pop ensembles.

In the 1920s, woodblocks (photo 1) and Chinese
drums, called “"Chinese tom-toms” (photo 2), were
added to the drum kit. Starting from the second half
of the 20th century, the percussion group has be-
come very numerous. The European orchestra of-
ten includes such traditional Chinese instruments
as a woodblock (AR #), a slit drum (#8+), Chinese
cymbals (= $8), a gong (/)\$%), and a tamtam (K $5).

The combination of Eastern and Western per-
cussion instruments from different countries and
regions greatly enriched the composers’ timbre ar-
senal by using various original sounds to coordinate
with other orchestral instruments, create diverse
sound effects, and enhance expressiveness [more
on this in 5, p. 269].

After the 1980s, China carried out socio-political
reforms and entered an era of opening up, which
immediately affected its culture and art. This peri-
od is called “new spring”; it became possible to get
acquainted with the culture and art of other coun-
tries. There are great differences in the content of
music between China and the West; however, there
must be something in common between them so
that Chinese and Western music can use the same
instruments.

With the widespread introduction of Western
music in China, percussion instruments of the Euro-
pean academic tradition have quickly entered into
professional teaching, performance, and composi-
tion in a short period of time. The continuous influx
of new types of European percussion instruments
and the introduction of Western percussion con-
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certos have had a strong influence on the study,
performance, creation, and teaching of European
percussion instruments in China.

In creating works for European musical instru-
ments, composers studied the means of musical ex-
pression inherent in traditional genres of Chinese
music. "By looking closely and analysing the arche-
typal properties of the canonical structure <...>, the
author is encouraged to discover new means of ex-
pression that, without destroying it, will enrich it”
[cit. from: 6, p. 90], and also to think through ways
of synthesising them with modern composition tech-
niques inherent in Western music, which had to be
mastered in a shorter time frame.

In the 1990s, composer Guo Wenjing created
the play “Drama: a Composition for Small, Ordi-
nary, and Sichuan Cymbals and the Voices of Three
Performers” (M- A/NKR . SRRFIRR=MDREE
RYIEZ k). This piece combines elements of tra-
ditional Chinese opera percussion and uses tradi-
tional Chinese musical language to create a special
atmosphere. It does not use many percussion in-
struments; however, it maximises the acoustic ef-
fect of each by including the maximum number of
performance techniques. Such a bold experiment
has made this piece one of the most popular works
among percussionists; it is also of great value to
researchers of the processes occurring in modern
Chinese music.

Another composition by Guo Wenjing, The Rite of
Mountains (L z %%, photo 3), was commissioned by
Chinese percussionist Li Biao. The plot of this pro-
gram piece is based on a memorial poem written
in honour of the Wenchuan earthquake, and con-
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Il 4. Performance of Wen Deqing’s composition “Kung Fu for Solo Percussion”.

sists of three parts. The main instrument of the first
part is marimba; of the second part — gongs; of
the third part — drums. The premiere of the work
took place in September 2009. The soloist is the re-
nowned contemporary percussionist, Li Biao, who
has since collaborated with the Danish National
Symphony Orchestra and toured Europe.

The percussion ensemble piece "Camel Bells
of the Western Regions” (Fig3¢$%) was created
by composer Zhang Ji (5 ££). His creative inspi-
ration came from the lyrics by Liangzhou Ci (g
id), a poet of the Tang Dynasty. It uses about 20
percussion instruments in total, such as gongs,
wooden fish, timpani, cymbals, marimba, vibra-
phone, etc. It describes the scene of a camel car-
avan slowly approaching from afar through the
desert in the Western Region. The climax of the
music depicts the continuation of the slow for-
ward movement after the storm and the heroic
overcoming of natural disasters [more on this:
7, p. 37]

In 1994, Swiss-Chinese composer Wen Deqing
composed “Elegy for Vocal Trio of ‘Singing Poetry
Rhymes' and for Percussion Instruments” (FE8k—
=RIFEALSFTEH R =&F %), which caused a huge
resonance among European performers. It was the
first work for percussion by a Chinese composer to
appear in Europe. It expressed the rich meaning of
traditional Chinese art and immediately took an im-
portant place in the repertoire.

Another classical percussion work, “Kung Fu for
Solo Percussion” (B k—AIR=FT T RIEZR M 1E)
(photo 4), composed by Wen Deging in 1998, imme-
diately made him famous. It is inspired by Chinese
kung fu, uses numerous percussion instruments,
and requires exceptional technical skills, extraor-
dinary physical fitness, and stage experience from
the performers.

Composer Tan Dun created concerts for new-
ly created percussion instruments, Water Music
(ill. 5) and Paper Music, in 1999 and 2003 respec-
tively. These are two highly innovative pieces. Wa-
ter Music uses water as the main instrument and
employs various methods to create sounds such as
dripping, flowing, and splashing water; Paper Music
uses mallets to strike and rub, and the sounds of
paper being crumpled and torn. Tan Dun’s bold in-
novation brings new auditory and visual experiences
to the audience. With the emergence of such instru-
ments, the experiment is in line with the trends of
world musical art dynamics in both the East and the
West, and in this way, brings them closer together.

In the 21st century, the development of Chi-
nese society and culture has positively influenced
the development of percussion instruments. The
economic boom has contributed to the change in
people’s social and cultural life, encouraging per-
cussion players to move forward. At the same time,
more and more composers and percussionists of
the younger generation have begun to try to cre-
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Ill. 5. Performance of Tan Dun’s Water Music Concerto. Soloist Chen Yi, Geneva Symphony Orchestra,
Switzerland, 2021.

ate musical works for percussion instruments of the
European tradition.

Liu Gang, a famous percussionist and teacher in
China, created a percussion piece called “Cracking
Walnuts”, which makes full use of the special sound
of percussion instruments through various playing
techniques and methods. Moreover, there are char-
acteristic rhythmic elements to enrich the sound
effects of the piece, making it skilful and memora-
ble. The title of the piece is consonant with the in-
strumental tune "Rolling Walnuts” from Jiangzhou
Drum Music, a Western Chinese percussion piece
that echoes traditional Chinese ones. At the same
time, he also adapted and arranged “Sunshine Over
Tashkurgan” (PHEERBAEEHZE/RT) for marimba.
The composer created an ensemble for percussion
instruments, “Yala" (F$u). It is a work in which the
main participants are the vibraphone and marim-
ba, accompanied by timpani and Chinese drums.

Thus, many of the composers’ works at the turn
of the 21st century combine Western percussion in-
struments (tom drums, snare drums, gongs, African

Il 6. PAS 2024 Percussion Week poster.
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drums, etc.) with Chinese national ones, such as Bei-
jing gongs and Chinese drums. The sound effects
obtained with this combination are unique, which
makes the colourful timbre palette of the compo-
sition inimitable [more on this: 8, pp. 54-55].

In addition to the emergence of outstanding works,
the development of Chinese percussion art is also in-
separable from the active concert and educational
activities of percussionists. Numerous percussion art
festivals and percussion competitions have appeared
in China. It is worth mentioning the National Youth
Percussion Competition organised by the Shanghai
Percussion Association; the Percussion Festival of the
National Center for the Performing Arts in Beijing;
IPEA (International Percussion Education Association);
Percussion Festival in Shanghai; JINBAO; Percussion
Competition of the Tianjin International Music Festi-
val; PAS (Percussive Arts Society) Percussion Week in
Beijing (photo 6), and many others. These percussion-
related events and competitions provide percussion
students with a platform to showcase their talents and
communicate, promote the popularisation and devel-
opment of percussion instruments in China, as well
as help discover and cultivate outstanding talents in
the field of percussion instruments, allowing them to
have a wider space for development.

In 2002, China formed a band of 30 percussion-
ists from famous Chinese symphony orchestras, per-
cussion teachers, and students from the Central
Conservatory (in Beijing), Shanghai, Sichuan, Tian-
jin, and Shenyang. The percussion delegation par-
ticipated in the Berlin Percussion Festival in 2002.
It was the first time that China organised a band
to participate in an international percussion festival

Il 5. The stage of the Percussion Festival: National Centre for the Performing Arts in Beijing.

and held the Oriental Charm Percussion Concert. To
present the country’s art, there were not only West-
ern instruments and classical music, but also tradi-
tional Chinese percussion instruments.

Li Biao, the famous Chinese percussionist, is the
first performer to give a solo concert in this percus-
sion festival. It is worth noting that Li Biao studied
at the Moscow State Tchaikovsky Conservatory for 7
years. He is currently the artistic director of the Per-
cussion Festival: National Centre for the Performing
Arts (ill. 7), which was successfully held in Beijing
from September 15 to October 7, 2024. At the sixth
Percussion Festival: National Centre for the Perform-
ing Arts, percussionists and percussion ensembles
from China, Brazil, Germany, Denmark, and other
countries performed outstanding concert programs.

American artist Robert Van Sice, known in China
as the "father of modern marimba”, led the Percus-
sion Collective in China in order to organise con-
certs and master classes in 2018. Robert Van Sice
has presented over one hundred marimba pieces
worldwide, conducted over 400 master classes in
25 countries, and regularly serves as a judge at in-
ternational competitions.

Other members of the Percussion Collective in-
clude performers cooperating with the Chamber
Music Society of Lincoln Centre and the Camera-
ta Pacific Chamber Orchestra, as well as renowned
faculty members from the Miami Frost School of

Music, Michigan State University, the University of
Massachusetts, and other universities. It can be de-
scribed as an unprecedented "all-star” percussion
ensemble. Robert Van Sice hopes that the Percus-
sion Collective can break traditions, subvert con-
cepts, and usher in a new era of percussion.

In addition to the percussion majors offered by
conservatories and comprehensive universities in
China, music schools have also opened European
percussion courses, giving more people the oppor-
tunity to study [more on this: 9, p. 230].

The rapid development of the Internet has played
an important role in the spread of national music
culture. It is quickly becoming part of popular cul-
ture, influencing the aesthetic perceptions of the
younger generation around. The drum set, one of
the most popular musical instruments in China, has
become the first European percussion instrument
that many children have become familiar with.

The growing popularity of the drum set has ini-
tiated a competition and festival movement in this
direction. For example, at the National Youth Percus-
sion Competition, annually organised by the Shang-
hai Percussion Association, the drum set contests
often feature intense competition, with more than
300 people aiming for the top 11 places in the fi-
nals. As their studies advance, some students be-
gin to master percussion instruments using a drum
kit, and then familiarise themselves with other per-
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cussion instruments, completing the transformation
from a drum-only “drummer” to a full-fledged “per-
cussionist” playing a wider range of European aca-
demic and traditional Chinese musical instruments.

In the context of globalisation, cross-cultural ex-
changes have had a profound impact on the cre-
ation of popular music. They not only break down
the boundaries of geography and culture, but also
allow musicians to interact with and understand the
musical poetics of different cultures.

In addition to the competition and festival move-
ment, foreign students are also an important link
between China and the West in the exchange of per-
cussion instruments: famous performers Li Biao (2=
&), Lin Zhe (#1&%), Fan Ni G&4%), Hu Shengnan (#f £
%), Zhang Xi (5K3&), Yu Le (%K), and others stud-
ied abroad. They not only became successful per-
cussionists on stage, but also actively promoted the
educational programs they designed on percussion
instruments to fill some gaps in both Chinese and
European education. During their studies abroad,
they interacted and collaborated with musicians and
music teachers from different cultures. Through their
study and research of percussion instruments, they
brought back to China the advanced teaching and
performance methods they learnt abroad, improv-
ing the quality of domestic percussion instruments.
They widely perform musical works with Chinese fla-

vour and elements, created by Chinese composers
for European instruments, promoting the interaction
and mutual influence of Chinese and foreign cul-
ture, "allowing the Western world to better under-
stand Chinese music and hear the sounds of China”
[10, p. 57]. Numerous modern Chinese percussion
works have been arranged for European percus-
sion instruments, which immediately brought the
cultural exchange between musicians of the East
and West to a new level.

Today, traditional Chinese percussion instruments
and European ones borrowed from the sympho-
ny orchestra score often interact with each other
within the same piece. The timbre characteristics
of the music and the visual range become richer,
providing increased public attention, enhancing the
attractiveness of percussion instruments, and posi-
tively influencing the development of Chinese per-
cussion technique. However, there is still relatively
little music written by Chinese musicians for percus-
sion instruments compared to foreign ones. With
the gradual increase in the phenomena of economic
and cultural globalisation, the processes of mutual
learning, familiarisation, integration, and promotion
of instrumental performance on percussion instru-
ments of the European academic tradition have ris-
en to a new level. It can be hypothetically assumed
that we are only at the beginning of this path.
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OCBOEHUE YAAPHbIX MHCTPYMEHTOB
EBPOMENCKOW AKAAEMUNYECKOW TPAAMLIN
MY3bIKAHTAMU KUTAS B XX=XXI BEKAX

AHHOmayuA: CTaTba NOCBALEHa My3blke ANA yAap-
HbIX UHCTPYMEHTOB €BPOMENCKONM akageMnyeckom Tpa-
AVLMY B KOHTEKCTE KUTANCKON My3blKaNbHOW KYAbTYpbl.
B Hel HabatogaeTca AMHAMMKA OCBOEHUA JAaHHOTO UH-
CTPYMEHTapuWs OTeYECTBEHHbIMW NMEPKYCCUOHUCTaMU
Kak B paMKax MosBAAIOLNXCA B CTpaHe cMMdOHUYe-
CKMX OPKECTPOB, Tak U B TPAANLMOHHbIX TBOPYECKMX
KonekTnBax. Habntogaercs TMMOAOrMYECKOE CXOACTBO
NpVHUMNOB GOPMUPOBaHUSA OPKECTPOB KUTAaMCKMX
TPaAWLMOHHBIX UHCTPYMEHTOB C PYCCKUM, CO3JaHHbIM
B.B. AHapeeBbiM No ob6pa3uy v nogobuto cMMPoHm-
Yeckoro, ¢ coxpaHeHnem GyHKLMIA COOTBETCTBYHOLLNX
rpynn. ObpalaeTcs BHUMaHWE Ha YCOBEPLUEHCTBOBA-
HWe yAapHbIX YCTaHOBOK Ha OCHOBE COYEeTaHuWA Tpa-
OVLIMOHHbBIX Y €BPOMENCKUX UHCTPYMEHTOB B OAHOM
KOHCTPYKLMW, 0603HaUEHbI MHCTPYMEHTBI, MOCTEMNeH-
HO BK/ItOYaEMble B EBPOMNENCKNI OPKECTP: AepeBAHHas
kopobouka (K f), weneson 6apabaH (#§F), kutan-
ckne Tapenkn ([$E), ronr (/\$8), Tam-Tam (K48). dT10
oboraTtnio TeMHpOBLIV apceHan COBPEMEHHbIX aBTO-
pOB, AlaBas UM BO3MOXHOCTb CO3JaHUA OPUTMHaIbHBIX
KPaCOUHbIX 3BYKOBbIX 3QPEKTOB M yCUIVBas Bblpasu-
TENbHOCTb MY3bIKW.

PackpblBaeTcs BK1aZ BbI4AFOLLMXCS KUTAWCKUX KOMMO-
3UTOPOB Y UCMONHWTENEN B Pa3BUTUE JaHHOTO BUAA WC-
KyCCTBa, 06paLLaeTcs BHYMaHWe Ha BBeJEHVE B NMPaKTUKY

CoYeTaHUsA KUTaNCKMX 1 3anajHblX YAAPHbIX MHCTPYMEHTOB.
WNHTeHcndumkauma onmcsiBaembix npoueccos ¢ 1980-x ro-
4oB XX cToneTvs aBTopamMu CBA3bIBAETCA C HOBbIMMW COLMO-
NOJINTUYECKOM CUTyaLMElN «3MOXMN OTKPbITOCTU», KOrAa
YCUAWACA KyNbTYPHBIA B3aUMOOBMEH MeXay CTpaHaMu
N yAapHble MHCTPYMEHTbI EBPOMNENCKON akaseMmn4eckom
TPaAWLIMM 32 KOPOTKUIA CPOK OblAN BKIKOUYEHbI B 06pa3o-
BaTe/IbHble MPOrPamMMbl By30B My3blKaabHOro Npodus.

MosBneHVe TanaHTIMBbIX BUPTYO30B MHULMNPOBAIO
N3BECTHbIX B MMpe KOMMN0o3MTopoB — [0 BaHbL3MHa, BaHb
[sumHa, fro MaHa, Tan AyHa, YxaH L, — Ha co3paHme
COYMHEHUN C TPAANLMOHHOM MY3blKalbHOW MO3TUKOWN
409 yAapHbIX. Bbicka3biBaeTca NpeanosioxKeHne o ToM,
4YTO 3TO AL Ha4ano MyTW, NOCKOJIbKY MY3bIKYW, Hamnm-
CaHHOW KUTaCKMMK aBTOpamMu A/ eBPONenckux yaap-
HbIX MHCTPYMEHTOB, MO CPaBHEHWMIO C 3apybeXKHbIMK, BCe
ele CpaBHUTE/IbHO He MHOTO, OAHaKO CyLLeCTBYeT MHO-
>KeCTBO MPEeANOChINOK A8 ONTUMUCTUYHOIO MPOrHo3a
pa3BUTUA AaHHOTO BMAA UCKYCCTBA BO BCEX €rO COCTaB-
NAOLLMX: KOMMO3UTOPCKOM, UCMONHNTENBCKOM TBOPYe-
CTBE N My3blKaNbHOW negaroruke.

Knrodessle cn108a: kumatickas My3eIKaa6HAsA Kyibmy-
pa, yoapHsele uHCmpymeHms! egponelickoli akademuyeckoli
mpaduyuu, UHCMPYMeHMaabHoe UCNOHUMENbCMBO, 83a-
umodelicmeue 80CMOYHbLIX U 3anadHbIx medyeHUl My3el-
Ka/bHO20 UCKYCCMEa.
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EBponeiickue yaapHble MHCTPYMEHTbI (@ MIMEHHO:
¢ GMKCMPOBaAHHOM BbICOTON 3BYKa, Takme Kak mMa-
pumba, AnTaBpbl, KCMNODOH U T. 4.; 6e3 dukcnpo-
BaHHOW BbICOTbI 3BYKa BKJIOUAtOT Masblil HapabaH,
Tapenku, TpeyronbHukm u 1. 4. [O6 3T0M Noapo6-
Hee —1]) ctanm npoHukatse B Kutan B XIX Beke,
koraa 6bin obpa3oBaHbl NepBble CUMPOHMNYE-
CcKkue opKecTpbl. B yacTHOCTU, OA4HMM M3 NEPBbIX
6bin co3gaH LaHxanckuii cumdoHnYeckmin op-
KecTp paHee 6bi1 LLlaHXackMM 06LLeCTBEHHbIM
OpKecTpoMm, co3gaHHbiM B 1879 rogy. B 1922 roay
OH 6bin1 NepenmeHoBaH B OpkecTp LLlaHxanckoro
MYHULIMMAAbHOIO YNpaBAeHMs NPOMbILLUJEHHO-
cTn n Toprosaun. B 1956 rogy oH noayumn opunum-
anbHoe Ha3BaHue LaHxacknin cumboHnyecknin
opkecTp [2, c. 56-58]. MNo3xe B Kntae ctanm no-
ABNATBCA U ApYyrve cMMPOHMNYECKMNe OpPKeCTpbl,
B TOM umncne XapbuHckmn cumdoHnyeckmin op-
kectp (1908 r.), LleHTpanbHbIi opkecTp (1956 r.)
6asnpoBaBwunincs B MeknHe. Mo3xe oH 6biA Ne-
penmMeHoBaH B Kutarcknii cuMmpoHmnyeckuii op-
kecTp. B 1957 6b1n opraHmsoBaH lNyaHUXoyCcKuii
CUMGPOHNYECKNI OPKECTP — EA4MHCTBEHHbIV TBOP-
YeCckM KONNEKTUB, OCTaBMBLUNI A0 CUX MOP «MY-
3blKaJibHbIN CNef» Ha NATU KOHTUHEHTaxX MUpa. OTu
cnMdOHMYecKme OpKecTpbl 061a4atoT BblAatoLL el -
CA KOMaHAO0W MY3bIKaHTOB C NPEBOCXOAHbIM Ma-
CTEPCTBOM MHCTPYMEHTaIbHOMO UCMOJHUTENLCTBA,
¢ 6boraTbiM 1 pa3HOOBpPa3HbIM apceHanoM BOCMpO-
N3BOAUMBIX TEMOPOB.

CMPOHUYeCKME OPKeCTPbl He TOIbKO CNOCob-
CTBOBa/IM TPAHCMUCCUN TPAAWLMK 3anafHON Knaccu-
YeCKOWM My3bIKW, HO U aKTUBHO NponaraHanpoBanu
BblAaoLLMECs MPOU3BEAEHNN KUTANCKUX KOMMO3UTO-
poB. brarogapsa 3ToMy 3anagHas akagemuyeckas my-
3blka Hayana 3By4aTb B HEKOTOPbIX KPYMHbIX ropoAax
CTpaHbl, a KATalcKas — Ha eBPOMEenCcKnx KoHLepT-
HbIX 3CTpagax. HekoTopble KUTackMe OpKeCTPaHThI
C 3apy6exKHbIM OMbITOM NEPBbIMN NMO3HAKOMUANCH
C eBPOMNencKuMmM yaapHbIMU UHCTPYMEHTaMK, U3Y-
Yas eBponernickme Tpagmumn. NMpuHUMN opraHmsa-
LuMm cuMPoHMUeckoro opkectpa bbi1 NpUMeHeH
TakXe K COCTaBy TPaAULMOHHbIX MHCTPYMEHTOB,
co34aB opKecTp no obpasyy n nogobuo cnmoo-
HWYECKOTO, BblAENNB CTPYHHYHO, yXOBYIO 1 yaap-
HYHO Fpynnbl.

YTobbl OLEHNTb 3HaUYeHNe PacnNpPOCTPaHEHNS
YAapHbIX UHCTPYMEHTOB €BPOMENCKON akaze-
MuYeckon Tpaanumn B Knutae ciegyet obpatutb
BHMMaHMe Ha Hayano npouecca akajeMmnsaumnm
TpaanuMoHHBbIX. BaHb FOHb, nccneays npouecc cos-
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JaHNs OPKECTPOB KMTaNCKMX HAPOAHbBIX UHCTPY-
MEHTOB, NojaraeT, YTo onpejeseHHoe BANAHNE
okasana pesatenoHocTb B. B. AHagpeeBa, ckomMno-
HOBaBLLEro OPKeCTP PYCCKMX HAPOAHbIX MHCTPY-
MEHTOB Mo obpa3uy 1 Nogobmo cMMGOHNYECKOTO,
coxpaHuB dyHKLMOHaNbHOE Ha3HayeHure rpynn. OH
MULLET O TOM, UTO «OPKECTP KUTANCKMX HAPOAHbIX
WHCTpPyMeHTOB obpa3zoBasncs B 20-x rogax XX cTo-
NeTns Ha BOJHe BeCcTepHM3aLuumn, oxeatusen Kun-
Tal, ¥ Kak My3blKalbHbIN KOANEKTUB HOBOIO TMMa
B KY/bType CTan eé ApK1UM penpe3eHTaTMBHbIM fB-
neHneM. CTpemMnTeIbHOE Pa3BUTUE Ha MPOTAXKEHNN
CTONEeTUs Kak caMOro opkecTpa, Tak 1 ero pa3Hoo-
6pa3HbIX BUAOB, CBUAETENbCTBOBANO O 3aKOHOMep-
HOCTM MOYMHA KUTANCKMX MY3bIKAHTOB, CTOABLLNX
Yy UCTOKOB pOPMUPOBAHUSA HaLMOHaNbHOM opKe-
CTPOBOW Ky/nbTypbl. Bcaes 3a opkecTpoM pycckux
HapOAHbIX UHCTPYMEHTOB, cO3AaHHbIM B. B. AHgpe-
€BbIM, KNTalCKWIA OPKECTP BbIXOAWUT B MPOCTPaH-
CTBO MMPOBOW KyJbTYpbl M 3aHUMAET MPOYHble
NO3ULMK: ero KONNEKTUBbI YCMEeLWHO racTpoampy-
OT, y4acCTBYHOT B GecTnBansix U KyAbTypHbIX aK-
LMsAX; MPOU3BEAEHMA, UCMONHAEMbIE KUTAaUCKUM
OpPKecTpoM, — 3aMeTHOEe fiIBJeHNEe B COBPEMEH-
HOM My3blKaJlbHOM McKyccTBe» [3, c. 3].

EBponelickve yaapHble MHCTPYMEHTbI B Teye-
Hue XX cToNneTns NOoCTerneHHo CTaHOBUAWCH MNOA-
HOMpPaBHbLIMWU YYaCTHUKAMWN OPKEeCTpa KUTalCKnx
HapOAHbIX MHCTPYMEHTOB, U B TO >Ke BpeMs, He-
KOTOpble yAapHble KUTackme TPaaLMOHHbIE UH-
CTPYMEHTbI CTa/Iv NMOJHOMNPABHbIMU YYaCTHUKAMMU
eBponeinckoro opkectpa [06 3Tom nogpobHee —
4], a TakXKe 3CTpasHbIX aHcambnen.

B 1920-e rogbl kK yaapHon yctaHOBKe fo6aBu-
nmck kopoboukmn (Pomo 1) n kutanckne bapaba-
Hbl, MOAYYMBLUME Ha3BaHNE «KUTANCKNIA TOM-TOM>»
(®omo 2). Tpynna yAapHbIX, Ha4YMHas CO BTOPOH
nofoBuHbI XX BeKa, CTafa OYeHb MHOTOYNCIEHHON,
B €BPOMENCKMI OPKECTP YacTo BXOAAT Takme Tpa-
AVLIMOHHBIE MHCTPYMeHTbl Kntas Kak fepeBsiHHas
Kopobouka (AR &), weneson bapabaH (#F), ku-
Tavickme Tapesnku (e 58), rodr (/\§%), Tam-Tam (K55).

KomburHaums BOCTOUHBIX W 3anajHblX yaap-
HbIX MHCTPYMEHTOB M3 Pa3HbIX CTPaH W PernoHoB
3HauMTeNbHO oboraTuia TeMOpPOBLIA apceHan
KOMMNO3UTOPOB, UCMOJb3Yss MHOXECTBO Pa3HOO-
6pa3HbIX, OPUTMHaNbHbIX 3BYKOB ANA KOOPANHA-
LMK C APYTMMUN OPKECTPOBBIMU MHCTPYMEHTaMMU,
CO3JaHUNs KPaCOYHbIX 3BYKOBbIX 3GdEKTOB U ycu-
NeHuns BblpasnTenbHocTM [06 3TOM nogpobHee —
5, c. 269].

Mocne 1980-x rogos B Knutae 66111 npoBeseHsbl
coumo-noamTnyeckme pepopmbl U HacTynmaa ano-
Xa OTKPBITOCTM, UTO CPa3y OTPa3nIOCh Ha KyNbType
M UCKYCCTBE. OTO BPeMA Ha3blBaloOT «HOBasA BECHa»,
nosiBUAaCb BO3MOXHOCTb 3HAKOMCTBA C KyNbTypOiA
N NCKYCCTBOM Apyrux ctpaH. Mexay Kntaem n 3a-
NaZoM CyLLeCTBYOT 6oabLUME Pa3nymns B CoAepka-
HUW MY3bIKW1, HO MEXAY HUMW JOJIXKHO BbITb YTO-TO
obLee, UTOHbI KMTANCKan 1 3anagHas My3blka MOr-
NN 33feCTBOBaTb O6LWMIA MHCTPYMEHTapUA.

C WMPOKUM pacrnpocTpaHeHNEM 3amnagHON My-
3blku B KnuTae yaapHble MHCTPYMEHTbI €BPONenCKon
aKaZleMU4ecKor TpaauLmMm 3a KOPOTKNIA Nepnog
BpeMeHM HbICTPO BOWAM B NpodeccmoHanbHoe 06-
y4yeHue, UCNOSIHUTENBCTBO U KOMMNo3unLmio. Henpe-
PbIBHbIN NPUTOK HOBbIX TUMOB EBPOMNENCKUX YAAPHbIX
WHCTPYMEHTOB M 3HaKOMCTBO C 3anagHbIMUK pas3-
HOBWUAHOCTAMW KOHLLEPTOB ANS YAAPHbIX MHCTPY-
MEHTOB OKa3a/u CU/bHOE BAUSHME Ha U3yUeHWe,
NCMOJIHEHWE, cO3jaHne N 0byyeHne Ha eBponew-
CKUX yAapHbIX MHCTPyMeHTax B KuTae.

Co3gaBas COUMHEHWA ANA eBPOMENCKMNX My3bl-
KaNbHbIX MHCTPYMEHTOB, KOMMO3UTOPbI N3yYanu
cpeacTBa My3blkalbHOW Bblpa3nuTebHOCTH, CBOW-
CTBEHHbIE TPAAMLMOHHBIM XaHpaM KUTaNCKON My-
3bIKW, «<BCMATPUBasACh, aHaNN3MPYya apxeTunuyeckmne
CBOWCTBA KAHOHNYECKOWN CTPYKTYpbl <...> aBTop Mo-
6y>KaaeM K OTKPbITUHO HOBbIX CPEACTB Bblpa3uTesib-
HOCTW, KOTOpblE, He pa3pyLunB, oboraTaT ee» [LuT.
no: 6, c. 90], a Takxxe NnpoAyMbIBas MyTN NX CMHTE3a
C COBPEMEHHbIMUN TEXHUKaMU KOMMO3ULLNK, CBOW-
CTBEHHbIMW MYy3blke 3anaga, KoTopble NPULLNOCh
ocBavBaTb B bonee cxaTble CPOKM.

B 1990-x rogax komno3nTop o BaHbL3WH co3gan
nbecy «/lpama: COUMHEHWNE ANA ManeHbKMX, O6bIYHbIX
W CblYyaHbCKMX TapEe/IOK U FOJI0COB TPEX UCMONHUTENEN
(H—H/ VR, SRRF IR B = ADRF B NRF ).
JT0 Npown3BeseHne coyeTaet B cebe aneMeHTbl Tpa-
AVLMOHHOW KMTaNCKON ONepHOM NepKyccmMm 1 nc-
NoNb3yeT TPaANLNOHHBIA KNTAUCKUA My3blKabHbIM
A3bIK, BOCCO3aBas ocobyto atmocdepy. OH He nc-
NO/b3yeT MHOXECTBO YAapPHbIX MHCTPYMEHTOB,
a MaKCUMU3MpyeT akyCcTnyecknin agpdekT Kaxaoro
3a cyeT BK/IOYEHNEe MakCMManbHOro Yncaa nucnon-
HUTENbCKNX MPUEMOB. TakoW CMeNbI 3KCNePUMEHT
cAenan NpousBeseHne O4HMM U3 CaMblX NOMNYyAsp-
HbIX CpPeAWn YAapPHWUKOB, a TakXke nMeeT BonbLuyto
LEHHOCTb 414 UccnegoBaTeniel NpoLeccoB, NPOuC-
XOAALLMX B COBPEMEHHOM My3bike KuTas.

Apyroe counHenmne o BaHbL3nHa «Ob6psg B ro-
pax» (L Zz %%, The Rite of Mountains) (®@omo3) 6bin

3aKa3aH KMTalcK1m nepkyccnoHmctom Jm bso. Cro-
>KETHOM OCHOBOW 3TOM MPOrpaMMHON Mbeckl CTa-
10 MeMoOpuanbHOe CTUXOTBOPEHME, HanMCcaHHOe
B UeCTb 3eM/IeTPsICEHUS B BaHbUyaHb, 1 COCTOUT U3
Tpex yactei. OCHOBHbIM MHCTPYMEHTOM MepBoi Ya-
CTW ABAAETCA. MapuMmba — BTOpas YacTb — FOHTY;
TpeTbs YacTb — HapabaHsbl. Npembepa Npounssese-
HUs coctoanack B ceHTAbpe 2009 roga, connct —
N3BECTHbIV COBPEMEHHbIN NepKyCcCUOHKCT Jn bso,
KOTOPbIV NOC/E 3TOro COTpyAHMYAN ¢ JaTckum Ha-
LMOHaNbHbIM CUMGOHNYECKMM OPKECTPOM W ra-
cTpoanposan no Eepone.

CounHeHve 45 aHcaMbs yAapHbIX UHCTPYMEH-
TOB «Bepbaroxbn KONOKONa 3aMaAHbIX PerMoHOB
(F183E5%)» 6bI10 CO34aHO KOMMO3UTOPOM YxaH
Li3m (5i ££). Ero TBOpUECKoe BAOXHOBEHMWE UCXOAUN0
OT TeKCToB CTuxoB JIsHuxoy Lin (M 1E) nosta gu-
HacTuu TaH. B COBOKYMHOCTU NCNONb3YEeTCA OKOI0
20 yaapHbIX MHCTPYMEHTOB, TakuMe Kak: FOHru, ae-
peBsAHHbIE PbIOKK, TMTaBPbI, Tapesku, Mapnmba, Bu-
6padoH n T.4. B HEM onuncbiBaeTCs cLeHa MeANeHHO
npubamxatoLLerocs usianm kKapasaHa sepbatosos
no nycTbiHe B 3anagHoOM pernoHe. B kynbMuHaumm
MY3blKM M306paxXeHO NPOAOIKEHNE MEANEHHOTO
ABVDKEHUSA Briepes noc/e WTopMa U repomyeckoe
npeojoneHne NPUPOAHbIX KaTakan3mMoBs [06 3TOM
nogpobHee — 7, c. 37]

LLIBeiLlapckO-KMTaNCKMNIA KOMNO3UTOP BaHb [3-
unH B 1994 rogy Hanmcan «2nermio Ans BOKaabHOIo
TPWO «pacneBatoLwero pudMbl CTUXOB» U YAaPHbIX
nHcTpymenToB (EH—HEB A SHTHE ZEH)>,
Bbi3BaBLUEE OrPOMHbIA PE30HAHC CPeAM eBPOMeN-
CKMX UCNOAHUTENEN. DTO NepBOe Npou3BeaeHmne
KWTalCKOro KoOMno3mTopa AAs yAapHbIX, NOSABUB-
weecs B EBpone. OHO Bblpasnno 6oraTblil CMbICA
TPaAWLIMOHHOIO KUTaMCKOro NCKYCCTBa M cpasy 3a-
HAI0 BaXHOE MeCTO B pernepTyape.

Elle oaHO Knaccmuyeckoe NepkyccMOHHOe Npo-
nssegeruve «KyHr-dy — anqa yaapHbix cono (Ifjk—
ATEFTE RIRFERTE)» (pomo 4), HanmcanHoe
BaHb [3unHom B 1998 rogy, cpasy caenano ero 3Ha-
MeHUTbIM. OHO BAOXHOB/IEHO KMTAUCKUM KYHT-®y,
Ncnonb3yeT 60/bLLIOE KONNYECTBO YAAPHbIX MHCTPY-
MEHTOB 1 TpebyeT OT UCMONHUTENEN NCKAOUNTENb-
HO BbICOKMX TEXHUYECKNX HAaBbIKOB, He3aypsAHOM
bu13nyeckon NOAroTOBKN U CLLEHMYECKOTO OnblTa.

Komnoswutop TaH [lyH co3gan KOHUEpPTbl And
BHOBb CO3/laHHbIX YAapHbIX MHCTPYMEHTOB «Bo-
AHasa Mysbika» (@omo 5) n «bymaxHaa My3bika»
B 1999 1 2003 rogax cOOTBETCTBEHHO. ITO ABE Ypes-
BblYaMHO MHHOBALMOHHbIE Nbecbl. «Water Music»

N
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MCNoab3yeT BOAY B KaUeCTBE OCHOBHOIO UHCTPYMEH-
Ta M UCMOAb3YyeT Pas/inyHble MeTOAbI A8 CO3AaHMNS
3BYKOB, TaKMX Kak KamnaHue, Te4eHue 1 Naeck BoAbl;
«Paper Music» ncnonb3yet MONOTOUKM ANS YAapOB
N TPEHWS, 3BYKM MHYLLENCS U pBYLLelcsa Bymaru.
Cmenoe HoBaTopcTBO TaH [lyHa npuHOCKT 3puTe-
NIIM HOBblE C/IYXOBble U BM3YyaJsibHble BeyaT/eHus,
a caM 3KCMepuMeHT € NoaBaeHNeM Nog06HOro nH-
CTPYMEHTapma HaXOAUTCA B pyc/ie TEHAEHLUUA An-
HaMWKM MUPOBOFO My3bIKaJlbHOIO MCKYCCTBa Kak Ha
BocToke, Tak 1 Ha 3anage, 1 B 3TOM COAMXKAET UX.

B XXI Beke pa3BuTme obuiectsa u KyabTypbl Ku-
Tasi NO3UTUBHO MNOBAMUANO Ha Pa3BUTUE YAAPHbIX
WHCTPYMEHTOB, @ 3KOHOMMUYECKUIA B3/IET CNOCO6-
CTBOBa/l U3MEHEHUIO COLMANbHON U KYNbTyPHOW
KM3HWU NtoZel, YTo Nobyanno UCNONHUTENEN Ha
yAapHbIX MHCTPYMEHTax ABUratbCs Bnepes. B 1o xe
Bpems Bce H60/blle KOMMO3UTOPOB U MepKyCcCcMo-
HWCTOB MOIOAOrO MOKONIEHUA CTanu MbITaTbCA CO3-
faBaTb My3blKa/bHble MPOV3BEAEHNA ANA YAAPHbIX
WHCTPYMEHTOB €BPOMENCKON TpaanLmm.

o TaH, N3BECTHBIV NepKyCCUOHWCT U negaror
B Kutae, co3gan npounsseseHve AN yaapHbIX UH-
CTpyMeHTOB «Pa3buvBas rpeukmne opexm», B KOTOPOM
MOJIHOCTBIO MCMONb3yeT 0coboe 3ByYaHue yaap-
HbIX MHCTPYMEHTOB C MOMOLLbIO Pa3NYHbIX TEXHUK
1 METOA0B UrPbl, @ TakXKe UCMO/b3yeT XapaKTepHble
PUTMUYECKUE 3N1EMEHTbI 4151 OBOoraLLeHNs 3BYKOBbIX
3ddeKTOB Npomn3BeAeHNs, UTO AenaeT ero UCKyc-
HbIM M 3anoOMWHatoWwmMcsa. HazBaHue npounssese-
HWS CO3BYYHO C MHCTPYMEHTAIbHbIM HaWUTrPbILLEM
«KaTawmecs rpeukme opexm» 13 LzaHuxxoyckomn
6apabaHHOWM My3bIKM, 3aNagHO-KUTAUCKMM nep-
KYCCMOHHbIM NPOU3BEAEHNEM, NEPEKINKAOLLUMCS
C TPAAVLMOHHBIMU KUTaNCKUMU. B 3TO e Bpems oH
TakxXe afanTvpoBan u nepenoxun «ConHue cBetnt
B Tawkyprane (FAHFBRAEHE/RT)> 4nA Ma-
puMbbl. Komno3nTtop co3gan aHcambab ans yaap-
HbIX MHCTPYMeHTOB «fna (FEfI)» — npounsBeseHve,
B KOTOPOM OCHOBHbIMW Y4YaCTHMKaMM ABAAIOTCA BU-
6padoH 1 MaprMba B CONPOBOXAEHUN UTABP U KN-
Tanckmnx 6apabaHoB.

N1ak, MHOrne 13 ux pabot KOMNo3MTopoB pybe-
xa XX-XXI| ctoneTuii coyetatoT 3anajHble yAapHble
NHCTPYMEHTbI (ToM-6apabaHbl, Manble 6apabaHbl,
roHrn, appukaHckme bapabaHbl U T.4.) C KUTAACKK-
MW HaLMOHANbHBIMW, Takne Kak NeKMHCKME TOHTU
n kuTarickme bapabaHbl. 3BykoBble 3P PeKTbl, NO-
JlyyaeMble Npu TaKOM COYeTaHUM, YHUKa/bHbI, UTO
Aenaet KPacouHyro nNanauTpy TeMOpoB COUMHEHUS
HenosTopuMoi [O6 aTom nogpobHee — 8, ¢. 54-55].
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Pa3BuTMeE KMTANCKOrO yAapPHOro UCKYCCTBa, No-
MMMO MOSABAEHWNS BblAaOLLNXCH NPON3BEAEHUN,
HeoTAeNMMO TakXe OT aKTUBHOW KOHYyepmHo-
npocgemumesbckoli AeSTeNbHOCTN NepPKyCCUOHU-
ctoB. B Kutae nosBmnocb 60sbllioe KONMNYECTBO
becTBanen yaapHOro nckyccTea v KOHKypCoB yaap-
HbIX MHCTPYMeHTOB. CTOUT yNoMsAHYTb «HauuoHanb-
HbIN MOJIOAEXHbIA KOHKYPC YAAPHBIX MHCTPYMEHTOB»
opraHun3oBaHHbIN LLlaHxaickon accoumaumen yaap-
HbIX MHCTPYMeHTOB; PecTuBaib yAapHbIX UHCTPY-
MeHTOB HaLunOHaNbHOro LieHTpa MCNONHNTENbCKUX
nckyccts B MekuHe, «IPEA (International Percussion
Education Association); PecTuBanb yAapHbIX UHCTPY-
MeHTOB» B LLaHxae; L3nHb Bao (JINBAO); KoHkypc
YAAPHbIX MHCTPYMEHTOB MexXayHapoAHOro My3bl-
KanbHOro dpectnBans B TaHbL3NHE; Hepens yaapHbIx
nHctpymeHTtoB PAS (Percussive Arts Society) B lMe-
KuHe (@omo 6) n MHOTUE Apyrue. T MepPonpUATUA
N KOHKYPCbI, CBA3aHHblE C YAapHbIMWU UHCTPYMEHTa-
MW, MPeAOCTaBAAIOT CTyAeHTaM-NepKyCCMOHNCTaM
naathopmy AnA AeMOHCTPaLMM CBOUX TalaHTOB
1 obLeHns, cnocobCTBYHOT NONyAspU3aLLIUMK 1N pas-
BUTUIO YAApPHbIX MHCTPYyMeHTOB B KuTae, a Takxe
NMOMOratoT OTKPbIBaTb M pa3BMBaTb BblgaroLimecs
TanaHTbl B 06/1aCTV yAapHbIX MHCTPYMEHTOB, MO-
3BOAIAA UM NoNy4nTb Boslee LWNMPOKOe NPOCTPaH-
CTBO AN151 Pa3BUTUA.

B 2002 rogy Kutaii cpopmumposan rpynny un3 30
NepKYCCMOHUCTOB U3 U3BECTHbIX KUTaNCKUX CUM-
boHMYecKMX OPKeCTPOB, a TakxXe npenojasaTesen
yAapPHbIX MHCTPYMEHTOB U CTYAEHTOB KOHCEpBaTo-
pui LleHTpanbHol (B MekunHe), LaHxalickon, Coluy-
aHbCkoW, TAHbLU3MHbCKOM W LLsHbAHCKONM. Jeneraums
yAapHbIX MHCTPYMEHTOB NMpuHaAAa yyactue B «bep-
NIMHCKOM decTmBane ygapHon My3sbiku» 2002 roga.
D70 6bIN NepBbIN pas, korga Kutar opraHmsosan
rpynny Ans yyactus B MexayHapoaHom dectusa-
Nle yaapHbIX MHCTPyMeHTOB 1 nposen «KoHuepT
YAAPHbIX MHCTPYMEHTOB BOCTOYHOIO O4apOBaHMWs»,
B KOTOPOM MCMONb30BaINCh HE TOJIbKO 3anaAHble WH-
CTPYMEHTbI U Kaccuyeckme My3bikaabHble Npon3Be-
JEHMNSA, a TakKe TPaAWLIMOHHbIE KMTaCKMe yaapHble
WHCTPYMEHTbI, NPeACcTaBUBLUNE UCKYCCTBO CTPaHbI.

3HaMeHUTbIN KUTANCKNIA MEPKYCCUOHUCT Jln
bsio — nepBbIN NCNONHUTENb, AABLUNIA CONbHbIN
KOHLLepPT B pamMkax 3Toro ¢pectusans yAapHOM My3bl-
kn. Ctout oTmeTuTb, Uto JIn bao npoyunnca B Mo-
CKOBCKOW rocyAapCcTBEHHOW KOHCEPBATOPUM UMEHU
M. W.Yankosckoro 7 net. B HacToALee BpeMs OH
ABNAETCA XYA0XECTBEHHbIM pyKoBOoamMTenem «Pe-
CTVMBanNA yAapHbIX MHCTPYMEHTOB HaumoHanbHOro

LleHTpa UCNONHUTENLCKUX NCKYCCTB» (Pomo 7), KO-
TOPbIV € ycnexom npowwen ¢ 15 ceHTsbpsa no 7 ok-
136ps 2024 roaa B MekunHe. Ha wectom dectusane
yAapHbIX MHCTPYMeHTOB HaunoHanbHOro LieHTpa
NCMONHUTENBCKMX UCKYCCTB NEPKYCCUOHUCTbI U aH-
caMmbau yaapHbIx MHCTpyMeHTOB 13 Kutas, bpasu-
ann, TepManumy, laHnn 1 Apyrux cTpaH BbICTYNnAN
C 3amMeyvaTe/IbHbIMW KOHLIEPTHBIMW NPOrpaMmamMu.

AMepurKaHCKnn ncnonHutens Pobept BaH Caic,
n3BecTHbIN B KnTae kak «OTew, COBPEMEHHOM MapuM-
6bl», BO3rNaBW NEPKYCCUOHHYHO rpynny «Percussion
Collective» B Kutae gns npoBeseHuns KOHLEPTOB
n Mactep-knaccos B 2018 roay. Pobept BaH Caiic
npeactaBua 6onee cta NPOU3BeAEHNIN MapMbbI Mo
Bcemy mupy, nposen 6onee 400 mactep-knaccos
B 25 CTpaHax v peryaspHoO BbICTynaeT B KauecTBe
CYyZAbW Ha MeXAYHapOAHbIX COPEBHOBAHMAX.

Cpeav gpyrux uneHoB «Percussion Collective»
NCMOJHWTENN, COTPYAHMYatoLWme ¢ OBLLecTBOM Ka-
MEPHOW My3bIKN JIMHKO/IbH-LEHTPa U TUXOOKeaH-
CKMM KamepHbIM opkecTpoMm Camerata, a Takxe
N3BECTHble NpenosaBaTenn My3blKaJlbHOW KOH-
cepBaTopun Mainamu ®pocTt, YHnBepcuTeTa WraTa
MwuunraH, MaccauyceTckoro yHusepcureTta n gpy-
TMX YHUBEPCUTETOB. MOXHO OXapakTepusoBaTb Kak
becnpeueseHTHbIN aHcaMbJ1b YAapHbIX MHCTPYMEH-
T0B «Bce 3Be3zbl». PobepT BaH Calic HageeTcs, 4Tto
«Percussion Collective» cmoxeT cniomatb Tpaguumm,
HWCNPOBEPIHYTb KOHLLENUUN U OTKPbITb HOBYIO 3pY
YAaPHbIX MHCTPYMEHTOB.

B sononHeHue K crieLpanbHOCTAM MO Urpe Ha yaap-
HbIX MHCTPYMEHTaX, Mpeg/iaraeMblM KOHCEPBaTOPUAMM
1 obweobpazoBaTeNbHbIMY YHMBEPCcUTETaMM Kntas,
My3blKa/IbHbl€ LLIKOJIbl Tak)Xe OTKPbIIM eBponenckme
KypCbl Urpbl Ha YAAPHbIX MHCTPYMEHTaXx, NpesocTaB-
Nnas 60NbLUEMY KONNYECTBY NHOAEN BO3IMOXHOCTb UX
n3yueHus [06 aTom nogpobHee — 9, c. 230].

bbicTpoe pa3suTne VIHTepHeTa Cbirpano BaXKHYHO
pOAb B pacnpoCTpaHeHUW HaLMOHaNbHON My3bl-
KafbHOM Ky/NbTypbl, OHa BbICTPO CTAaHOBUTCA Ya-
CTbHO MaCCOBOW KY/bTypbl, BANAS Ha 3CTETUYECKNE
npeAcTaBAeHMA MONOAOrO MOKONEHMA BOKPYT. ba-
pabaHHas yCTaHOBKa, OAUH M3 CaMbiX MOMYASPHbIX
My3blKaabHbIX MHCTPYMeHTOB B KuTtae, cTana nep-
BbIM €BPONENCKMM YAAPHbIM MHCTPYMEHTOM, C KO-
TOPbIM MO3HAaKOMWUANCh MHOTUE AETW.

Pactywas nonynspHocts 6apabaHHOWN yCTaHOBKM
NHULMNPYET KOHKYPCHO-PeCcTMBaNbHOE ABUXEHNE
B J]aHHOM HanpassieHun. Hanpumep, Ha Hauwno-
HaNbHOM MOJIOZEXHOM KOHKYPCe YAapHbIX MHCTPY-
MEHTOB, eXerofHo opraHusyemom LLlaHxalickon

accoumaument yaapHbIX UHCTPYMEHTOB, COPEBHO-
BaHWA No 6apabaHHbIM YCTaHOBKAM 4acTo AEMOH-
CTPUPYHOT XECTKYH KOHKYPEHLMIO, B KOTOpoK 6onee
300 uenosek 6oproTcs 3a 11 Ayuwmnx mect B dmHa-
ne. Ctatyc urpbl. Mo Mmepe npogonaxeHunsa obyye-
HWA HEKOTOpPbIe CTYAEHTbI HAYMHAIOT U3yyaTb Urpy
Ha yAapHbIX MHCTPYMEHTaX C MOMOLLbIO YAapHO
YCTaHOBKMW, @ 3aTeM BCTYMNakOT B KOHTAKT C ApPYyru-
MW YAapHbIMU MHCTPYMEHTaMK, 3aBepLuas npespa-
LWeHWe 13 «bapabaHLymka», UrparoLLero ToNbKO Ha
yZlapHOW YCTaHOBKE B MOJHOLLEHHOr0 «yjapHuKa»,
BNajeroulero 6onee WMPOKMM apCceHaNoM eBpPO-
NencKmMx akasemMmnyeckmnx u TpaguLMOHHbIX KNTal-
CKUX MY3bIKaJbHbIX MHCTPYMEHTOB.

B ycnoBuax rnobannsaymm MexkynbTypHble
0o6MeHbI 0Kkazann rnybokoe BAUSHWE Ha cO3haHune
nonyasapHOn My3bikn. OHM He TOIbKO pa3pyLuaroT
rpaHunLbl reorpadum n KyabTypbl, HO U NO3BOAAIOT
My3blKaHTaM KOHTaKTMPOBaTb U MOHUMaTb My3bl-
KaNbHYH MO3TMKY Pa3HbIX KyabTyp.

MoMUMO KOHKYPCHO-(bEeCTUBANbHOIO ABUXEHUS,
MHOCTPaHHbIE CTYAEHTbI TaKXKe SABAAOTCA OAHUM U3
Ba>XXHbIX CBA3YHOLMX 3BeHbEB Mexay Kutaem u 3a-
nagomM B obMeHe yaapHbIMU MHCTPYMEHTaMK: 13-
BecTHble ucnoaHutenu Jin bao (Z=RE), Jinub Yxa
(#EE), Pan Hu GEHR), Xy WaHHaHb (B AEE), YUxaH
Cwn (5k38), 1O Nle (& /R) v gpyrve yumaucs 3a rpa-
HUuen. OHM He TOIbKO CTaau akTUBHBIMWU NepKyC-
CUOHMNCTaMU Ha CLeHe, HO U aKTUBHO NMpoABUranu
CNPOEeKTMPOBaHHbIe MMK 0bpasoBaTeNbHble NPO-
rpaMMbl, MOCBALWEHHbIE UTPE Ha YAAPHbIX UHCTPY-
MeHTaXx, YTo6bl 3aMONHUTL HEKOTOPbIE MPObebl Kak
B KMTaANCKOM, TaK 1 eBponenckoM obydveHuun. Bo
Bpems y4yebbl 3a rpaHuLen oHn obwanunce u co-
TPYAHWYaAAN C My3blKaHTaMu U NpenojaBaTensamm
MY3bIKM U3 pa3HbIX KyAbTyp. baarogaps nsyyeHuto
N U3YUYEHUIO YAAPHBIX UHCTPYMEHTOB OHU NPUBE3N
B KnTain nepesoBble MeToAbl 0ByyeHUs 1 ncnosn-
HEHWS, N3yUYeHHble 3a pyHexKoMm, yayylumB Kave-
CTBO OTEUECTBEHHbIX YAaPHbIX MHCTPYMeHTOB. OHU
MOBCEMECTHO WCMOJHAOT My3blKaJlbHble MPOMN3-
BeAEeHMA C KNTalCKUM KOJNOPUTOM N dEMEHTa-
MW, CO3AaHHble KNTaNCKUMU KOMMO3UTOPaMU ANs
€BPONENCKMX MHCTPYMEHTOB, CNOCOBCTBYS B3au-
MOJENCTBUIO U B3aUMOBJIMAHUIO KUTANCKOM U 3a-
pybHeXXHOW KyNbTypbl, «NO3BOAA 3aMajHOMy MUpPY
Jlyyllie MOHATb KUTaNCKY My3blKy W YC/blLWaTh 3BY-
kn Kutasa» [10, c. 57]. bonblioe konnyecTso cospe-
MEHHbIX KUTaNCKUX YAapPHbIX Npon3BeseHnin 6b110
apaHXMpPOBaHO ANA €BPOMNENCKUX YAAPHbBIX UH-
CTPYMEHTOB, YTO Cpa3y BbIBENO KY/bTYPHbIV B3au-
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MOOOMeH Mexay My3blkaHTamu Boctoka v 3anaga
Ha HOBbI/ YPOBEHb.

TpaaVLNOHHbIE KUTACKMNE YaapHbIe MHCTPY-
MEeHTbI 1 eBpOnenckne, 3aMMcTBOBaHHbIe U3 Map-
TUTYpPbl CUMGDOHMYECKOTO OPKECTPa, CErOAHsA YacTo
B3aVMOZEWCTBYIOT APYT C APYrOM B pamMKax OZHOTO
npou3BeseHns, TeMOPOBbIe XapakTePUCTUKN My3bl-
KW 1 BU3yasibHbIN psj cTaHOBATCA Horade, obecne-
UMBas NMOBbILLIEHHOE BHMMaHWe Ny6anKu, ycuamneas
NpUBAEKATENBHOCTb YAAPHbIX MHCTPYMEHTOB Y MO-
NOXUTENbHO B/INAS Ha Pa3BUTME KUTANCKON yAapHOM

TexHVKN. OZHaKO My3bIKW, HaNnWCaHHOW KUTAUCKUMMU
aBTOpaMu AN yAapHbIX UHCTPYMEHTOB MO CpaBHe-
HUIO C 3apybexkHbIMU, BCE elle CPaBHUTENBHO He
MHoro. C nocTeneHHbIM HapacTaH1eM IBJEHUIA 3KO-
HOMMWYECKOW W KYJbTYPHOM F106ann3aLmm npoLecchl
B3aMMHOro 0byuyeHus, O3HaKOMEHWUS, NHTErpa-
LMW ¥ MPOABUXKEHUS MHCTPYMEHTaNbHOTO UCMOHM-
Te/IbCTBA Ha YAAPHbIX MHCTPYMEHTaxX eBPOMNENCKon
aKaseMnyeckom TpagmLumnm NogHAANCE Ha HOBbIN
YPOBEHb U FTMMNOTETUYECKN MOXKHO NPEeAnoN0XUTb,
UTO Mbl HaXOAMMCS TOJIbKO B Hayase 3TOro nyTu.
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ACADEMIC MUSIC IN THE REPERTOIRE
OF THE SOUTHERN MILITARY DISTRICT BANDS
IN THE SECOND HALF OF THE 20TH CENTURY

Summary: The article considers the role of academ-
ic music in the process of the repertoire development
of military bands of the Southern Military District. Par-
ticular emphasis is given to identifying the specifics of
academic music's functioning within the context of Rus-
sian culture when analysing its importance in the rep-
ertoire of military bands from the 1980s. Studies on the
characteristics of academic musical art and works de-
voted to the development of military bands were em-
ployed in this regard. The research material was based
on a collection of documents regarding the 24th Mili-
tary Band of the Joint Strategic Command of the South-
ern Military District, formed on the basis of the military
band of the 106th Communications Regiment (formerly
the 15th Military Band of the Headquarters of the North
Caucasus Military District). The Correspondence on the
military band service of the bands of the Southern Mil-
itary District for 1988-1989 was the basis for establish-
ing the repertoire, composition, and management of the
bands. As a result of its study, the main directions of the
repertoire of the bands of the Southern Military District
were established. The concert repertoire of the bands in-
cluded works by outstanding Russian and foreign com-
posers of academic orientation. These are famous works
by 19th century composers: M. Glinka (Overtures to the

operas Ivan Susanin (A Life for the Tsar) and Ruslan and
Lyudmila), A. Dargomyzhsky (Fantasy on a Cossack theme),
N. Rimsky-Korsakov (Concert March on the themes of the
symphonic suite Scheherazade and Procession from the
ballet Mlada), M. Mussorgsky (Scherzo in B-flat major),
P. Tchaikovsky (Solemn Overture of 1812), S. Rachmaninoff
(Overture to the opera Aleko), G. Rossini (Overture to the
opera The Barber of Seville), G.Verdi (The Drinking Song
from the opera La Traviata). Moreover, the bands of the
Southern Military District performed academic music by
Soviet composers. Academic traditions are preserved in
the formation of the modern repertoire of the 24th Mil-
itary Band of the Joint Strategic Command of the South-
ern Military District. Conclusions are drawn regarding the
exceptional training of military band musicians, which
enabled them to perform virtuoso academic pieces that
exemplify the intricate artistic concept of notable 18th-
and 20th-century composers. It is observed that under-
standing the principles of academic music’s functioning
in band activities allows us to reevaluate traditional views
on their importance in Russian musical culture and to
appreciate how military music influenced the evolution
of academic art.

Keywords: academic music in the repertoire of military
bands, Russian brass music.
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Considering the importance of academic music
in the repertoire of the bands of the Southern Mil-
itary District in the second half of the 20th century,
it is necessary to note its important functions in the
development of Russian musical art. The tradition of
creating symphonic and cantata-oratorio pieces em-
bodying the patriotic idea of defending the father-
land took a leading role in the process of bringing
together various trends in Russian musical culture in
the post-war period. In the study “"Russian Academic
Music of the Last Third of the 20th — Early 21st Cen-
turies”, V. Kholopova notes the theme of tragic stag-
es of Russian history as one of the main ideas in the
program content of composers’ works: “Thus, Boris
Tishchenko, who grew up in heroic Leningrad, wrote
the symphony Chronicle of the Blockade (1984) af-
ter experiencing it all. Alemdar Karamanov called his
last twenty-fourth symphony Adzhimushkai (1983);
it is about the military tragedy in the underground
quarries near Kerch” [3, p. 164].

Reflected in the music of Russian composers, the
theme of war brought together the academic and
military spheres of culture in the post-war period. At
that time, in the activities of bands, Russian academ-
ic music was represented by patriotic works of Rus-
sian composers. In the work History of Military Music
of Russia, V. Tutunov notes: “The promotion of the
best works of Russian, Soviet, and foreign classical
music continues to be a characteristic distinguishing
feature of the post-war concert programs of army
and navy bands <...>. In arrangements for a military
band during these years, Shostakovich's Eleventh
Symphony, Sviridov's Pathetic Oratorio, Prokofiev's
Seventh Symphony, Solovyov-Sedoy’s songs, and
other works were often heard” [2, p. 406].

At that time, the formation of the bands’ con-
cert repertoire was influenced by the productions
of operas and ballets of Russian and foreign com-
posers by amateur groups accompanied by military
brass bands. The following were staged: Eugene On-
egin and Swan Lake by P. Tchaikovsky, May Night
by N. Rimsky-Korsakov, Sorochintsy Fair by M. Mus-
sorgsky, ballet scenes from the operas Prince Igor
by A.Borodin, Faust by Ch. Gounod, etc. Many of
these works were included in the repertoire of mil-
itary bands of the Southern Military District.

Exploring the features of the interaction between
the academic and military spheres of Russian culture,
it is necessary to note the collections of documents
and archives that allow us to study changes in the rep-
ertoire of brass bands. Archives are the main sourc-
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Il 1. 15th Military Orchestra of the North Caucasus Military
District Headquarters at the International Festival of Military
Orchestras in the Socialist Federal Republic of Yugoslavia,
Sarajevo. May-June 1974.

es for identifying the role of academic music in the
formation of Russian military culture traditions. The
collection of documents stored in the fund of the Mil-
itary Campaign Chancellery of His Imperial Majesty at
the Imperial Headquarters (1826-1917) of the Russian
State Military Historical Archive (fund 907) is one of the
earliest collections. According to V. Miner, it contains
“all correspondence about parades, reviews, celebra-
tions of various military anniversaries, and mourning
ceremonies from 1815 to 1917" [1, p. 37].

When studying the place of academic music in
the repertoire of military bands of the Southern
Military District, a collection of documents of the
24th Military Band of the Joint Strategic Command
of the Southern Military District became the main
source. It was formed on the basis of the Military
Band of the 106th Communications Regiment. In
the historical note of the 175th Luninets-Pinsk Or-
der of Alexander Nevsky Twice the Red Star Head-
quarters Brigade of the Southern Military District
(the 01957 Military Unit), it is stated that the 106th
Separate Communications Regiment was formed
in the city of Bugulma, Tatar ASSR, in 1941; lat-
er, a regular military band was attached to it. The
band was transferred to an independent unit
on August 2, 1962, becoming the 15th Military Band
of the Headquarters of the North Caucasus Military
District with a permanent deployment location in

Ill. 2. Performance of the 15th Military Orchestra of the North Caucasus Military District Headquarters at the final concert of the Tst
Regional Review-Competition of Amateur Composers. Rostov-on-Don, Community Center of the Rostselmash Plant, 1974.

Rostov-on-Don. The band'’s staff increased to 37
people. In 2012, the band again became part of the
175th Brigade. After the transfer, the archive of the
15th Military Band of the North Caucasus Military
District was transferred to the 01957 Military Unit
of the Southern Military District. In 2018, the 24th
Military Band of the Joint Strategic Command of the
Southern Military District was formed on its basis.

The collection of band documents is an accu-
mulation of text and musical documents related to
the history of military music and the band itself. Al-
though the orders transferred to the archive of the
Southern Military District are of some value, they
have not been previously considered; however, they
can be studied in connection with certain scientif-
ic tasks. In the musicological aspect, the collection
of band notes, representing both individual music
collections and handwritten, printed and electronic
scores of the author’'s arrangements and transcrip-
tions, is of the greatest interest. The music archive
(library) began to form in 1962. This archive could
include notes from the band of the 106th Commu-
nications Regiment, on the basis of which the Mili-
tary Band of the Headquarters of the North Caucasus
Military District Headquarters was formed.

The concert performance programs and corre-
spondence on the military band service, stored in
the collection of band’s documents, are of particular
interest. The correspondence contains information

and repertoire of the following bands of the South-
ern Military District for 1988-1989: the 15th Military
Band of the Headquarters of the North Caucasus Mil-
itary District (Head of the band — Major . Petrakov),
the band of the 61652 Military Unit (Military Con-
ductor — Major V. Mirzoyev), the band of the 40526
Military Unit (Military Conductor — Major V. Yezhdik),
the band of the Novocherkassk Higher Military Com-
mand School of Communications (Military Conduc-
tor — Major S. Arushanov), the band of the 09332
Military Unit (Military Conductor — Major A. Fedorov),
the band of the 30177 Military Unit (Military Conduc-
tor — Major V. Osyunko), the band of the Yeisk Higher
Military Aviation School of Pilots (Military Conductor —
Captain V. Butenko), the band of the Ordzhonikidze
Higher Anti-Aircraft Missile Command School of Air
Defence named after Army General I. Pliev (Military
Conductor — Senior Lieutenant E. Romanov), the band
of the Ordzhonikidze Higher Combined Arms Com-
mand School (Military Conductor — Honoured Art-
ist of the Siberian ASSR, Major |. Gribanov), the band
of the 26265 Military Unit (Military Conductor — Ma-
jorl.Mishchenko), the band of the 73420 Military Unit
(Military Conductor — Major V. Devochkin), the band of
the 12670 Military Unit (Military Conductor — Senior
LieutenantS. Nagopetyan), the band of the Krasnodar
Higher Military Command and Engineering School of
Missile Forces (Military Conductor — Senior Lieuten-
antA.Volodin), the band of the Rostov Higher Military
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Command and Engineering School of Missile Forc-
es (Military Conductor — Honoured art figure of the
Buryat ASSR, Major V. Filatov), the band of the 20634
Military Unit (Military Conductor — Major V. Rudak-
ov), the military band of the 15650 Military Unit (Mil-
itary Conductor — Major V. Koviyev), the band of the
Krasnodar Higher Military School named after Gen-
eral of the ArmyS. Shtemenko (Head of the band —
Major V. Spiridonov), the band of the 33166 Military
Unit (Military Conductor — Major V. Fedorenko), etc.

Academic Russian and foreign music occupied a key
place in the bands’ repertoire, reflecting the patriot-
ic orientation and values of academic art, transmit-
ted in the culture of the post-war period. The Military
Band of the Ordzhonikidze Higher Anti-Aircraft Missile
Command School of Air Defence named after Gener-
al of the Army Pliev (consisting of 20 musicians) per-
formed the Overture to the opera The Barber of Seville
by G.Rossini, the Overture to the operetta Free Wind by
. Dunaevsky, and the Snowstorm — a dance from the
ballet Taras Bulba by V. Solovyov-Sedov. In its concert
programs, the Ordzhonikidze Higher Anti-Aircraft Mis-
sile Command School of Air Defence band (27 musi-
cians) included N.Rimsky-Korsakov's Procession of the
Nobles from the ballet of Mlada, P. Tchaikovsky's The
Year 1812 Solemn Overture, M. Glinka's Polonaise from
the opera Ivan Susanin (A Life for the Tsar), G.Verdi's
Drinking Song from the opera La Traviata. The per-
formance programs of the 30177 Military Unit band
(32 musicians) included Polonaise by A.Mamontov,
Moment Musicaux by S.Rachmaninoff, Moment Mu-
sicaux by F.Schubert, Polonaise by M. Oginsky, Nea-
politan Dance by P.Tchaikovsky, Fantasy on a Cossack
theme by A. Dargomyzhsky, Rondo alla Turca and the
Allegro Spiritoso duet by W. Mozart.

The band of the Krasnodar Higher Military Com-
mand and Engineering School of Missile Forces (17
musicians) performed the Overture to the opera Ivan
Susanin (A Life for the Tsar) by M. Glinka, Concertino
for Clarinet and Orchestra by K. Weber. Programs of
the military band of the Shtemenko Krasnodar High-
er Military School (31 musicians) included the Concert
March on the themes of the symphonic suite Sche-

herazade by N.Rimsky-Korsakov, Waltz from the opera
Ivan Susanin (A Life for the Tsar), Overture to the op-
era Ruslan and Lyudmila by M. Glinka, Scherzo in B-flat
major by M. Mussorgsky, Polka by S.Rachmaninoff,
Scherzo from Suite in B minor by J. Bach, Concerto for
Flute and Orchestra by K. Gluck, Melody by A. Dvorak.

In concert programs, the band of the 20634 Military
Unit (24 musicians) performed Polonaise by M. Ogin-
sky, Overture to the opera Aleko by S.Rachmaninoff,
the Appassionata by L. Beethoven. In the concert pro-
grams, the band of the Rostov Military Institute of
Missile Forces included the Waltz from the opera lvan
Susanin (A Life for the Tsar) by M. Glinka, Introduction
to the opera Aleko by S.Rachmaninoff, Dance of Ae-
gina and Bacchanalia from the ballet Spartacus by
A.Khachaturian, Concertino for Clarinet and Orchestra
by K. Weber. Academic music occupied a large place
in the concert programs of the 15th Military Band of
the Headquarters of the North Caucasus Military Dis-
trict. In 1988, the band'’s music library contained 513
pieces of Russian and foreign music, which formed
the basis of its concert repertoire. These traditions
were continued in the work of the Head of the 24th
Military Band of the Joint Strategic Command of the
Southern Military District, Honoured Artist of the Rus-
sian Federation, Lieutenant Colonel A. Golovin, and
military conductor, laureate of international and all-
Russian competitions of performers on wind and per-
cussion instruments, Major N. Butenko.

Thus, having examined the archival documents
on the composition and concert programs of the
80s of the Southern Military District bands, it is nec-
essary to note the high level of training of the mu-
sicians. It allowed them to perform virtuoso works
of academic music, embodying the complex artistic
concept of outstanding composers of the 18th-20th
centuries. Studying the principles of academic mu-
sic in the activities of bands allows us to reconsider
traditional ideas about the importance of military
bands in wartime and peacetime, to identify the
specifics of their repertoire formation, and to un-
derstand the influence of military music on the Rus-
sian musical culture development.
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AKALZEMUWYECKAA MY3bIKA B PEIMNMEPTYAPE
OPKECTPOB HOXXHOIO BOEHHOTO OKPYTA
BTOPOW MOJIOBMHbI XX BEKA

AHHOmayua: CTaTbA NoOCBALLEHa PacCMOTPEHUIO
poaun akageMmnyeckoln My3biku B npouecce Gpopmu-
poBaHuA penepTyapa BOEHHbIX OpkecTpoB HO>XHOro
BOEHHOro okpyra. [1pn paccMoTpeHun 3HayeHnsa akage-
MUYeCKOW My3blKW B pernepTyape BOEHHbIX OPKeCTPOB
80-x rogoB 0c060 BHUMaHWe yaenseTcs BbIABAEHUIO
cneundukn eé GyHKLMOHMPOBAHMA B MPOCTPaHCTBE
OoTe4yeCcTBEHHOW KyAbTypbl. B cBA3M € 3TUM 6blAn npu-
BJeYeHbl NCCAeA0BaHNA, OCBeLlatoline 0CobeHHOCTH
aKajeMn4yeckoro My3biKaabHOro NCKyCcCTBa U TPyabl,
NOCBALWEHHbIE Pa3BMTMA BOEHHbIX OpKecTpoB. B ka-
YyecTBe MaTepuana ucciegoBaHnsa 6b110 NpUBAEYEHO
cobpaHue JOKyMeHTOB 24 BOEHHOro opkecTpa obbesu-
HEHHOro cTpaTermyeckoro komaHgosanma FOBO, chop-
MUpPOBaHHOro Ha 6a3e BoeHHOro opkecTtpa 106 noska
cBA3M (paHee 15 BOeHHbI opkecTp wTaba CeBepo-
Kaeka3sckoro BoeHHoro okpyra). OCHOBOI A5 yCTaHOB-
NeHuns penepTyapa, COCTaBa 1 PyKOBOACTBa OPKeCTpoB
ctana lNepenucka No BOEHHO-OPKeCTPOBO Cyxbe op-
kecTpoB KO>xHoOro BoeHHoro okpyra 3a 1988-1989 rr.
B pe3synbrate eé nsyyeHusa 6biIn yCTaHOBAEHbI OC-
HOBHble HanpasieHUs penepTtyapa opkectpos FOBO.
B KOHLLepTHbIN penepTyap OpKeCcTPOB BXOAMAN COUM-
HEHMA BblAAOLWMXCA OTeHEeCTBEHHbIX 1 3apybexxHbIx
KOMMO3MTOPOB akajeMn4ecko HanpaBAeHHOCTU. ITO
n3BeCcTHble Npon3BegeHMa komnosutopos XIX Beka —
M. V. Thnnkn (YBepTiopsl kK onepam «/BaH CycaHnH»
(«Xwn3Hb 3a yapa») n «Pycnan n Jlrogmnna»), A. C. lap-

rombixxckoro (PaHTasusa gns opkectpa «YKpaunHCKun
Kazauok»), H. A. Pumckoro-KopcakoBa (KoHLepTHbIR
MapLl Ha TeMbl cMMpOHMYeckol clonThbl «Lllexepesa-
fa», «lWecTtBme» 3 baneta «Mnaga»), M. . Mycopr-
ckoro (Ckepuo Cu-6emonb maxop), M. N. Yaikosckoro
(«TopxecTBeHHaa YBepTiopa 1812 roga»), C. B. Paxma-
HUHOBa (YBepTiopa K onepe «Aneko»), [Ixx. PoccuHu
(YBepTiopa k onepe «CeBUAbCKUI LUPIOABHUK»), [X.
Bepan («3acTtonbHaa» u3s onepbl «TpaBmaTa»). Opke-
cTpbl FOBO mcnoaHanm Takxe akageMnyeckyro My3blKy
COBETCKUX KOMMO3MTOPOB. AKajeMunyeckme Tpagn-
LN COXPaHANTCA M B POPMMPOBAHUN COBPEMEHHOTO
penepTyapa 24 BOeHHOro opkecTpa 06beAnHEHHOrO
cTpaTernyeckoro komangosanusa HOBO. B 3akatoue-
HUWN CAenaHbl BbIBOAbI O BbICOKOM yPOBHE MOArOTOB-
KN MY3bIKAHTOB BOEHHbIX OPKeCTPOB, MO3BOIMBLUEM
MCNONHATb BUPTYO3Hble MPOM3BeJeHne akajemunye-
CKOW MY3bIKW, BOMAOLLAA CIOXHbBIA XyA0XeCTBEHHbIN
3aMmblicen Baatowmnxca komnosntopos XVIII-XX Bekos.
OTmevaeTcs, YTO U3yyeHne NPUHLUUNOB GYHKLMOHN-
pOBaHUA akafeMnyeckoh My3blkn B AeATeNbHOCTU Op-
KeCcTpoB MO3BOJAET NepecMoTpeTb TPajguLMOHHbIE
npeAcTaBieHNs 06 UX 3HAYEHUN B OTeHeCTBEHHOM
My3blKaJbHOM Ky/AbType U OCMbICANTb BAUAHNE BOEH-
HOW My3bIKM Ha Pa3BUTUA aKkaeMUYecKkoro NcKyccTaa.

Kntodesesle cnoea: akademuyeckas My3elika 8 penep-
myape 80eHHbIX OpKecmpos, ome4yecmseeHHas dyxoeas
My3biKa.
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PaccmaTpurBas 3HaueHne akageMn4eckomn my-
3blkM B penepTyape opkecTpoB KOXXHOro BOeHHo-
ro okpyra BTOPOW NonoBMHbl XX Beka, He0H6x0ANMO
OTMEeTUTb eé BaXKHble PYHKL MM B NpoLecce pas-
BUTWUA OTEYeCTBEHHOTO MYy3bIKaJlbHOIO MCKYCCTBa.
Tpagnumns co3gaHna CUMPOHNYECKMX U KaHTaTHO-
opaTopranbHbIX MOAOTEH, BOMAOLAMOLMX NaTpUo-
TUYECKYHO MAEH0 3aLLMTbl OTeYeCTBa 3aHANa Befyluee
3HayeHMe B npoLecce CONNXKEHNS Pa3ANYHBIX Ha-
NpaB/ieHNN OTEYECTBEHHON My3bIKaNbHOW KyAbTypbl
B MOCNEBOEHHbIV Nnepuog. B. H. Xononosa B nccne-
JoBaHMKM «Poccuiickas akagemmyeckas My3sblka no-
cnepHen Tpetn XX — Havana XX| BekoB» oTmeyaeT
B KauecTBe OAHOWN 13 IaBHbIX UAEW B MPOrpamMm-
HOM Ccofep>XaHWM NPOU3BEAEHNI KOMMO3MTOPOB
TeMy Tparmyeckmx 3TarnoB OTeYeCTBEHHOW UCTO-
puun: «Tak, BbIPOCLINIA B reponyeckoM JleHnHrpage
Bopuc TueHKo KpoBbiO cepaLia Hanmcan cMMeo-
HUtO «XpoHuka 6aokaabl» (1984). Anempaap Kapa-
MaHOB CBOIO MOCAeAHIO, [lBajLaTe YeTBEPTYHO
cMdOHUIO Ha3Ban «Agxumylikan» (1983), o Bo-
€HHOU Tpareimmn B NoA3eMHbIX KAMEHONOMHSX NOj
Kepubro» [3, c. 164].

Tema BOViHbI, OTPaXEHHas B My3blke OTEYECTBEH-
HbIX KOMMO3WUTOPOB, CHAM3MNA aKaseMNYecKyto 1 BO-
€HHY0 chepbl KyNbTypbl B MOCNEBOEHHbIV NEPUOS,.
B 370 Bpems oTeuecTBeHHas akagemMmyeckas My3bli-
Ka bblna NpeAcTaBaeHa B AeATENIbHOCTY OPKeCTPOB
NaTPUOTUYECKUMM MPON3BEAEHNAMMN PYCCKUNX KOM-
nosntopos. B.N. TytyHoB B Tpyse «/cTtopua Bo-
€HHOM My3bIkn Poccum» oTmeyaeT: «XapakTepHom
OTANUNTENbHOWN YEPTON NOCEBOEHHbIX KOHLEPT-
HbIX MPOrpamMmM apMenckmnx n GA0TCKUX OPKeCTPOB
npojosxxaeT oCTaBaTbCA NMponaraHga ay4dLinx
NPOU3BEAEHNIN PYCCKOWN, COBETCKOW 1 3apybexx-
HOW My3blKa/bHOW knaccukm <...> B nepenoxeHunun
419 BOEHHOMO OpKecTpa B 3TU rofbl 4acTo 3By4anu
OpavHHaguaTas cumdonma LLloctakoBunya, «[Matetum-
yeckas opatopua» Ceupugosa, Cegbman cuMOHMA
Mpokodbesa, necHn ConosBbeBa-Ceaoro v gpyrue
COUMHeHus» [2, c. 406].

Ha dopmupoBaHme KoHLEPTHOrO penepTtyapa op-
KecTpoB B 3TO BpeMs OKa3aau BAUAHMUE NOCTaHOBKM
camogesTelbHbIMUN KONEKTMBaMU B CONPOBOXJe-
HWW BOEHHbIX AYXOBbIX OPKecTpoB onep 1 bane-
TOB OTEYECTBEHHBIX 1 3apyDeXKHbIX KOMMO3UTOPOB.
Bbinn noctaeneHbl: «<EBreHnit OHernH» n «flebean-
Hoe o3epo» 1. M. YalikoBckoro, «Malickas Ho4Yb»
H. A. Pumckoro-Kopcakosa, «CopoumnHckas apmap-
ka» M.T1. Mycoprckoro, 6aneTHble cLeHbl 13 onep
«KHA3b Nropb» A.T1. bopoawnHa, «®ayct» LW.TyHo
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1 np. MHOrMe 13 3TUX NPOU3BEAEHNIA BOLLM B pe-
nepTyap BOEHHbIX OpKeCcTpoB KOXXHOro BOEHHO-
ro okpyra.

WNcenepys ocobeHHOCTM B3aMMOAEeNCTBUA aKa-
AEMUYECKON M BOEHHOM chep OTeYeCcTBEHHOM
Ky/bTypbl HEOHXOAMMO OTMETUTb COBpPaHMA JOKY-
MEHTOB W apXuBbl, MO3BOASAIOLLUX U3YUNTb U3MEHE-
HVA B penepTyape AyxoBblX OpkecTpoB. OCHOBHbIMU
WCTOYHUKaMU ANS BbISBAEHMA POAU aKkajeMunye-
CKOV My3bIkW B GOPMUPOBaHUsA TpajuLmMiA oTede-
CTBEHHOW BOEHHOW KyNbTYpPbl ABAAKOTCA apXUBbI.
K oaHOM 13 Hanbosiee paHHUX KOANEKLINIA MOXK-
HO OTHeCTM cobpaHune JOKYMEHTOB, XPaHALLMXCA
B $oHAe «BoeHHO-MoxoAHOW KaHuenspun Ero nm-
nepaTopckoro Beanyectsa npu imnepatopckomn
rnaBHou kBapTtupe (1826-1917)» Poccuiickoro lo-
CyAapCTBEHHOro BOEHHO-UCTOPNYECKOTO apxmnBa
(®. 907). B Hem, no cBepeHuam B. J1. MuHepa, coaep-
XUTCA «BCA Nepenncka o napajax, CMoTpax, npass-
HOBaHWWN Pa3ANYHbIX BOEHHbIX t0buNeeB, TpaypHbIX
uepemoHusax ¢ 1815 no 1917 rogpi» [1, c. 37].

Mpun M3yyeHUn Mmecta akaZeMU4eckor My3biku
B penepTyape BOeHHbIX OpkecTpoB KOXHOro BOeHHO-
ro oKpyra 0CHOBHbIM UCTOYHWKOM CTano cobpaHue
JOKYMEHTOB 24 BOEHHOro opkectpa 06beanHEH-
HOro cTpaternyeckoro komaHgosanus FOBO. OH
6b1n1 chopmmpoBaH Ha 6a3ze BOeHHOro opkecTpa
106 nonka ces3n. B nctopuueckon cnpaske 175
JNlyHeuko-MNnHckon opaeHoB AnekcaHapa Hescko-
ro aeaxabl KpacHown 3Be3abl bpurasbl ynpasneHus
FO>xHOro BoeHHoro okpyra (8/4 01957) coobuiaet-
s, uto 106 OTAENbHBIA NOJIK CBA3M OblA chOpMU-
poBaH B 1941 rogy B ropoge byrynbma TaTapckow
ACCP; no3gHee nNpv HeM — LUTATHbIN BOEHHbI Op-
KecTp. B camocTosaTenbHyto egnHuLy opkectp 6bina
BbIBegeH 2 aBrycta 1962 roga, ctaB 15-m BOeH-
HbIM opkecTpoMm LWTaba CeBepo-KaBka3ckoro Bo-
€HHOro OKpyra € NOCTOAHHLIM MEeCTOM AUcaoKaLum
B r. PoctoBe-Ha-/loHy. LLITaT opkecTpa BO3poOC A0
37 yvenosek. B 2012 rogy opkecTp BHOBb BOLLE
B cocTaB 175 6puragbl. [Mocne nepesoaa, apxme 15
BoeHHoro opkecTtpa CKBO nepellen BOMCKOBOW Ya-
¢t 01957 KOxxHoro BoeHHoro okpyra, a B 2018 rogy
Ha ee OCHOBe 6bl1 ChOPMUpPOBaH 24 BOEHHbIN Op-
KecTp 06beANHEHHOTO CTPaTernyeckoro KoMaHzao0-
BaHua KOXHOro BOEHHOro okpyra.

CobpaHue JOKYMEHTOB OpKecTpa NpeAcTaBAs-
eT cobon KONNEeKLMIO TEKCTOBbIX U My3blKalbHbIX
(HOTHbIX) LOKYMEHTOB, CBA3AHHbIX C UICTOPUEN BO-
€HHOM My3blkW U camoro opkectpa. Mpukassbl, ne-
pesaHHble B apxvB KOXXHOTO BOEHHOrO OKpyra XoTs

W NPeACTaBAAIOT ONpeAeNEHHYHO LIEHHOCTb, paHee He
paccMaTpuBaanCh, HO MOTYT HbITb U3yUYeHbl B CBA3M
C onpegenéHHbIMU Hay4YHbIMY 3aga4amMun. B My3bl-
KOBej4YeCKOM acnekTe HanboNbLUNA UHTepeC Npea-
CTaBsisieT cobpaHme HOT OPKeCTPa, MPeACTaBAAFOLLMX
KakK OTAeNbHble HOTHble COOPHMKM, TaK U PYKOMKUC-
Hble, NeyaTHble U 31eKTPOHHbIE MapTUTYpPbl aBTOpP-
CKMX apaHXMPOBOK W NepesoXeHui. HoTHbIM apxmB
(bubnnoteka) Hauyan dbopmupoBatbes ¢ 1962 roaa.
B 3TOT apx1B MOr/M BOWTK HOTbI OpkecTpa 106 noa-
Ka cBs3n, Ha 6a3e koToporo u bbi1 06pa3oBaH BO-
eHHbI opkecTp wTaba CKBO.

OcobbIli HTepec NpeACcTaBAAOT NpPoOrpamMMel
KOHLLePTHbIX BbICTYMJEHWIA U Nepenucka No BOEHHO-
OpPKeCTPOBOW Cy>be, xpaHaLmecs B cobpaHum ao-
KyMeHTOB opkecTpa. B nepenucke npegcraBieHbl
CBeAEHMWs 1 penepTyap caeayroLimx opkectpos KOx-
Horo BoeHHoro okpyra 3a 1988-1989 rr.: 15 BoeH-
HbIM opkecTp WwTaba CeBepo-KaBka3ckoro BOeHHOro
okpyra (HayanbHUK opkecTpa — Maiiop HO.P. MeTpa-
KOB), OPKeCTp BOMCKOBOW Yacth 61652 (BOEHHbI
anpuxkép — mariop B. M. Mup3oeB), opkecTp BOW-
ckoBoi yacTn 40526 (BOEHHbIN ANPUXEP — Marop
B. H. Exxank), opkectp HoBouepkacckoro Beicwero
BoeHHoro KomaHgHoro Yunauniia Cesizn (BOEHHbIN
anpuxép — mariop C. A. ApyLuaHoB), OpKecTp BOM-
ckoBow yacty 09332 (BOEHHbIN ANPUXKEP — Maliop
A. . ®epopos), opkecTp BolckoBon yactn 30177
(BOEHHbIV Anpuxép — mariop B. A. OctoHbKO), Op-
kecTp E/ickoro BbiCLLIEro BOEHHOrO aBUaLMOHHOrO
yunauLia N€TUMKOB (BOEHHbIN ANPUXKEP — Kamnu-
TaH B. B. byTteHko), opkectp Opa>XOHNKMA3EBCKOrO
BbICLLEr0 3€HUTHOrO PaKETHOro KOMaHAHOrO y4u-
nnwa MNBO umeHn reHepana apmun N. A.Tlavesa
(BOEHHBIN anpUXEp — cTapwuii nerteHaHT E. . Po-
MaHoB), opkecTp OpAXOHWNKMA3EBCKOrO BbICLLENO
06LLEBONCKOBOrO KOMaHAHOIO yumnauiLa (BOeHHbI
ANPUXKEP — 3acny>eHHbIn aptuct CO ACCP, maliop
M. V. TpnbaHoB), OpKecTp BONCKOBOM Yactn 26265
(BOEHHBIN Anpuxeép — maiop W. B. MuLeHko), op-
KecTp BONckoBOW yactu 73420 (BOEHHbIN gupu-
XEp — mariop B. U. JleBoUKMH), OpKecTp BONCKOBOM
yacTn 12670 (BOEHHBIA ANPUXKEP — CTapLUUNA Nei-
TeHaHT C. E. HaronetaH), opkectp KpacHogapckoro
BbICLLIErO BOEHHOIO KOMaHHO-NHXEHEPHOTO Y4u-
NIV paKkeTHbIX BOMCK (BOEHHbBIV AUPUXKEP — cTap-
Wi nenteHaHT A. B. BonoguH), opkectp PocTtoBckoro
Beiclero BoeHHoro KomaHgHO-UHXEHEPHOro y4yun-
JILLA pakKeTHbIX BOWCK (BOEHHBIV ANPUKEP — 3acny-
KEHHbIN featens nckyccts bypatckon ACCP, maliop
B.b. ®unatoB.), opkecTp BoMckoBon Yactn 20634

(BOEHHBIN anpuxép — manop B. C. Pygakos), Bo-
€HHbIVi OPKeCTp BockoBon Yactn 15650 (BOeHHbI
anpuxép — manop B. C. Kosumes), opkectp Kpac-
HOZapPCKOro BbICLIEr0 BOEHHOrO YUMIMLLA MMEHU
reHepana apmum C. M. lUtemeHko (Ha4anbHUK Op-
kecTpa — Manop B. B. CnnpuaoHOB), OpKecTp BOW-
CKOBOW YacTn 33166 (BOEHHbIN ANPUXEP — Maiop
B. B. ®efopeHko) 1 ap.

B penepTyape opkecTpoB akajemmyeckas oT-
eyecTBeHHasa 1 3apybexHasa My3bika 3aHUMa-
Na BaxkHeWLlee MeCTo, OTpaxkas naTpuoTUYECKYHO
HanpaB/JEHHOCTb M LEeHHOCTU aKajeMmnyeckoro
NCKYCCTBa, TPaHC/IMPOBAaBLUNECH B KyAbType Mo-
CNIeBOEHHOro nepuog. BoeHHsbI opkectp Opaxxo-
Hukunazesckoro B3PKY MBO wnm. 'eHepana apmun
Mavesa (B coctaBe 20 My3bIKaHTOB) UCMOAHAN
YBepTtopy K onepe . PoccnHu «CeBuabckuin
LMpobHUK», YBepTiopy k onepette L. O. lyHaes-
ckoro «BonbHbIN BeTep», «MeTennua» — TaHew, 13
6aneta B.I. ConoBbeBa-CenoBa «Tapac bynbba».
Opkectp Opa>xxoHukungzesckoro BOKY (27 my3bi-
KaHTOB) BKJItOYaN B KOHLEPTHbIe MporpamMMmbl CO-
unHeHua H. A. Pumckmin-Kopcakos «Lllectemne» ns
6aneta «Mnaga», M. M. YankoBckoro «TopxecTBeHHas
YBeptiopa 1812 roga», M. V.TanHkun «[TonoHes» n3
onepbl «MBaH CycaHuH» («Kn3Hb 3a uapsa»), [x. Bep-
An «3acTtonbHas» 13 onepsbl «TpaBmaTta». [porpam-
Mbl BbICTYM/IEHWIN OpKecTpa BOMHCKoW YacTtu 30177
(32 my3bikaHTa) BKAtoUanu «lonoHes» A. . MamoH-
TOBa, «My3bIKanbHbI MOMeHT» C. B. PaxmMaHVHOBa,
«Mys3blkanbHbI MOMeHT» @. LLlybepTa, «[MonoHe3»
M. K. OruHckoro, «<HeanoautaHckuii Taneu» M. W. Yan-
koBckoro, PaHTasuns ans opkecTpa «YKpanHCK1M Ka-
3a4ok» A.C.Jlaprombixckoro, «PoHA0 B TypeLiKoMm
ctmune» u ayat «Allegro spiritoso» B. MouaprTa.

Opxectp KpacHogapckoro BBKY PB (17 my3bi-
KaHTOB) ncnonHan Yeeptiopy k onepe «MeaH Cyca-
HUH» («Xn3Hb 3a uapsa») M. V. TanHka, KoHuepTnHo
Ans knapHeta ¢ opkectpom K. Bebepa. Mporpam-
Mbl BOeHHOro opkectpa KpacHogapckoro BBY nm.
C. M. WremeHko (31 My3bikaHT) BkaroYanm KoH-
LEePTHbIM MapL Ha TeMbl CUMGOHMYECKON CHOUTBI
«Lllexepe3saga» H. A. Pumckoro-Kopcakosa, Basbc n3
onepbl «MBaH CycaHunH» («XKn3Hb 3a uaps»), YsepTto-
pa K onepe «PycnaH v Jlroamuna» M. V. TanHkuy,
Ckepuo Cu-6emonb maxop M. . Mycoprckoro,
«lMonbka» C.B. PaxmannHosa, Ckepuyo 13 CrouThbl
Cu-muHop U. baxa, KoHuepT ans daenTbl ¢ opke-
ctpom K. Tntoka, «Menogusa», A. lBop>xaka.

OpkecTp BoickoBon Yactn 20634 (24 My3blkaH-
Ta) UCMONHAN B KOHLLEPTHbIX Nporpammax «llono-
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He3» M. K. OruHckoro, YBepTiopy K onepe «Aneko»
C. B. PaxmaHuHOBa, «AnnaccnoHaTty» J1. B. betxose-
Ha. OpkecTtp PoctoBckoro BBKWY PB B nporpam-
Mbl KOHLLepTOB Bk/tOYan Banbc u3 onepsbl «/BaH
CycaHuH» («Xn3Hb 3a uapsa») M. . TanHkn, NHT-
poaykuuto Kk onepe «Aneko» C.B. PaxmaHnHOBa,
TaHeu, 3ruHbl 1 BakxaHanuto n3 baneta «Cnaprak»
A. V. XauatypsaHa, KoHUepTHO ans KnapHeTa ¢ op-
kectpom K. Bebepa. bonbluoe MecTo akagemmyeckas
My3blKa 3aHWMana B KOHLEPTHbIX NporpaMmmax 15
BOeHHOro opkecTtpa wraba CeBepo-KaBkasckoro
BOEHHOTrO0 OKpyra. B HoTHoI 6ubanoteke opkecTpa
Ha 1988 rog cogepxanock 513 nponsseseHunii ote-
YEeCTBEHHON 1 3apybexKHOM My3blKK, COCTaBUBLLUX
OCHOBY €ro KOHLLepPTHOro penepTyapa. 3Tv Tpaau-
LMW NPOAOJIKEHbI B TBOPYECTBE HavalbHuUKa 24
BOEHHOro opkectpa o6beAnHEHHOro cTpaTernye-
CKOro KomaHaoBaHWsA HOXXHOro BOEHHOrO OKpYra,
3acny>keHHoro apTtucta Poccuiickon Pepepaumm

nognosnkosHuka A. b.fonoBnHa 1 BOEHHOToO AMpu-
XEépa, naypeata MexXAyHapOAHbIX 1 BCEPOCCUNCKUX
KOHKYPCOB UCMONHUTENEN Ha AYXOBbIX U YAAPHbIX
WMHCTpyMeHTax Maiopa H. B. byteHko.

Takum obpa3oM, pacCMOTPEB apXUBHble JOKY-
MEHTbI MO COCTaBy M KOHLLePTHbIM nporpammam 80-x
rogoB opkecTpoB KO>XHOro BOEHHOrO OKpYra, He-
06X0MMO OTMETUTH BbICOKMI YPOBEHb NOATOTOBKM
MY3bIKaHTOB, MO3BOJIMBLUMI UCMONHATL BUPTYO3HbIE
npov3eBeseHne akaZeMmn4eckomn My3blki, BOMAOLLas
CIOXHbBIA XYAOXECTBEHHbIV 3aMbICeN BAAKOLLUXCA
komnosutopos XVIII-XX Bekos. /3yueHne npnHLUm-
noB GYHKLNOHUPOBAHMS akafeMUUEeCKor My3blKu
B AeATEeNbHOCTN OPKECTPOB MO3BOJIAET Nepecmo-
TpeTb TPAANLMOHHbIE MPeACTaBAEHNA O 3HAYEHUN
BOEHHbIX OPKECTPOB B BOEHHOE 1 MUPHOE BPeMS,
BbIABUTbL cneundunky dGopmMmpoBaHnsa nx penepry-
apa n OCMbIC/IUTb BAUAHWE BOEHHOW MY3blKW Ha
pa3BUTUSA OTeUECTBEHHOM MYy3blKaJbHOW KYAbTypbl.
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THE LADDER OF DIVINE ASCENT
IN A. DARGOMYZHSKY'S OPERA
RUSALKA" BASED ON PUSHKIN'S POEM
ON THE 225TH ANNIVERSARY OF A. PUSHKIN

Summary: A.Pushkin’s poetic dramas attract research-
ers’ attention with the infinity of content, where each era,
due to certain reasons, highlights the sum of meanings.
It seems that the evangelical view, the most important
for Russian culture, is the basis of a universal view on the
works of the genius of Russian literature (if such is pos-
sible in the absence of special explanations from the au-

Among a wide range of listeners and even musi-
cians, A.Dargomyzhsky is a composer whose name
is associated primarily with chamber music — songs
and instrumentals. However, why then did his con-
temporaries, musicians, call Dargomyzhsky a “tre-
mendous” opera composer (as César Cui said [12])?
Why did they not leave the parts from his innova-
tive recitative opera The Stone Guest, carefully writ-
ten out in a personal notebook (as M. Mussorgsky
did [6])? Opera is indeed the leading genre in Dar-
gomyzhsky’'s work. His legacy includes six operas:
Esmeralda (1838-1841) 2, The Triumph of Bacchus
(1843-1848), Rusalka (1848-1855), Mazepa (1860),
Rogdana (1860-1867), The Stone Guest (1866—1869),

1. The article is based on the author’s report at the International
Scientific Conference: St. Petersburg Traditions of Russian Art:
A.Pushkin, M. Glinka, N. Rimsky-Korsakov. The Rimsky-Korsakov
St. Petersburg State Conservatory, October 28-29, 2024.

2. For each opera, the years of work on them are noted.

thor himself). Today, it is not only expressed but is also
traditional in Pushkin studies. Musicology is also trying
to follow the same research path. The annotated article
summarises the semantic and musical content of the op-
era Rusalka; moreover, it mentions the opera The Stone
Guest in connection with attention to the spirituality of
the works of A.Pushkin and A. Dargomyzhsky.

Within itself, art carries a longing for the ideal. It, in essence,
must instil hope and faith in a person, even if the world that
the artist talks about leaves no room for hope.

A. Tarkovsky [12]

some unfinished. Of all of them, only the last ones,
based on Pushkin’s plots, are included in the reper-
toire. The fact is that the composer did not imme-
diately find his theme, his opera genre.

Russian opera of the 19th century evolved into
two genre directions, let us call them Grand Op-
era and Little Opera. Attention to the spiritual life
of man, the “new element in art” which, according
to V.Odoevsky [7], is acquired in Glinka’s works,
is at the centre of both genres. How do these two
directions differ? In Grand Opera, the spiritual life
of man is considered in a very broad context and
has an impact on the fate of, if not the world, then
certainly the state. Such are the theatrical master-
pieces of Glinka, Mussorgsky — Grand Operas. Dar-
gomyzhsky also began to work in this genre — his
Emeralda, Mazepa, Rogdana raise issues that res-
onate at the level of the Kingdom of Heaven and
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the Church, as V. Karpets [5] spoke about the great
themes of Russian culture. However, Mazepa and
Rogdana were not finished, and Esmeralda waited
eight years to be staged, never gaining a foothold
on the stage.

And only when Dargomyzhsky turned to Push-
kin's chamber works — to the Little Tragedies, to
which Rusalka can be attributed, the work proceed-
ed completely differently and operas that can be
called Little Operas appeared. Here, the spiritual life
of a person is considered in its influence on the in-
ner circle of people. It is the theme that turned out
to be consonant with the gift of the composer — he
was a subtle interpreter of the human heart and an
expert in the foundations of the person'’s spiritual
life. In Rusalka, he picks up the idea that interested
Glinka in the tragedy Prince Kholmsky, that is, he
testifies to the process of the fall of man: how does
it happen, what is the reason? In Christian culture,
the Gospel is the main measure of the spiritual life
of a person, and this theme receives special inter-
pretation in the book The Ladder of Divine Ascent.
As is known, it is the work of the abbot of the Si-
nai Monastery, John, which summarises the expe-
rience of understanding the life of a person of the
first centuries of the New Testament. The saint lived
at the end of the 6th — first half of the 7th centu-
ry. An iconographic image of the Ladder is known;
one of the earliest dates back to the 12th century
and comes from the same Sinai Monastery.

The book The Ladder of Divine Ascent or the
Spiritual Tablets is a textbook of the spiritual life
of a Christian. And although it is dedicated to the
monastic order, it explains things common to all
people; in essence, it is a textbook for all Chris-
tians 3. It tells how and what passions are conquered
by virtues, that is, it explains the laws of spiritual
life, which is nothing other than a struggle with sin
[8]. Not contemplation, not pleasure, but precise-
ly a struggle... Reverend John Climacus notes thirty
steps on the path of ascent to the highest virtue —
love, which is understood as service to your close
one, even to death.

Moreover, we will turn to The Ladder of Divine
Ascent as a value guide in determining the content
of Russian operas, the personalities of the charac-
ters. Problems with understanding the meaning of

3. Of course, the author's conclusions are based not only on their
personal experience, but, as is proper in the Orthodox Catholic
Church, on the experience of other saints and in correlation
with the Holy Scripture. Christianity claims that spiritual life
develops in no other way than in the struggle with sin.
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Russian opera masterpieces do indeed arise if we
explain the libretto and the use of certain means
of musical expression from the viewpoint of gen-
erally accepted characters (lyrical, heroic, typical)
that have developed in European culture. Such ide-
as about expressiveness are based primarily on the
theory of affects, taking into account all the chang-
es from era to era. What is it? It is a secular phil-
osophical system that was formed at the end of
the Renaissance, frankly speaking, on the ruins of
theological truths that passed into the domain of
psychology, philosophy, etc. [10] With the birth of
Russian opera as a faith-centred art, the need to
search for another instrument that could measure
the magnitude of lyricism, heroism, character, etc,
arose. Where to look for this instrument? For faith-
centred art, it is in ideas about the spiritual life of
man. Therefore, we turn to the help of St. John Cli-
macus to understand the meaning of the opera
masterpieces of Russian classics.

So, what is the relationship between the char-
acters of Rusalka and The Ladder of Divine Ascent?

As is known, Dargomyzhsky had to finish Push-
kin's drama. He did this in line with other simi-
lar works by the poet: the poem Rusalka ("A monk
once took refuge in the dense oak groves above the
lake...”, 1819) and one of the Songs of the Western
Slavs ("Prince Yanysh fell in love with a young beau-
ty...", Yanysh Korolevich, 1834). Both of these works,
the poem and the song, end, let us recall, with the
death of the heroes — like in the opera. Moreover,
Dargomyzhsky made other additions to the drama,
for example, related to the image of the Princess in
the third act or the Princess and the Prince in the
second act, etc., in line with the meanings laid down
by the author. What was the result?

The characters of Rusalka, in our opinion, form
pairs: one is the Miller and the Prince, the other is
Natasha and the Princess. The female characters are
shown at the very pinnacle of virtue, from where
they are cast down by the male characters. Who are
the Miller and the Prince, who not only bring their
own lives to a disastrous end, but also the lives of
their close ones? And why do they, all four heroes
of the opera, end up unhappy?

The Miller and the Prince imagine themselves
standing somewhere very high, on the steps of
"good” and "love”, as they themselves say. The Mill-
er points to the need for “"good deeds”, “reasona-
ble behaviour”, and “hope”, explaining to Natasha
the rules of “decent” life. In turn, the Prince aims at

such evangelical concepts as “bliss”, “love”, "happi-
ness”. However, all these lofty statements, both the
Miller and the Prince’s, turn out to be false; thus,
their deeds are low. It turns out that the "good-
ness”, “reason”, "hope” that the Miller spoke about
are connected either with deception (“manage to
lure (an eligible groom) with caresses or fairy tales,
try to hold on to him with reproaches and hints!")
or with benefit, as Pushkin wrote: “gain some prof-
it for yourself or benefit for your family”.

The same is true for the Prince. At the end of
the first act, Natasha says about the “eternal un-
earthly love” that, in the Prince’s opinion, the young
couple “enjoyed”: “and they are free, | suppose, to
entice, swear, cry, and say: | will lead you to my
bright home... teach them to rise at midnight at the
sound of their whistle and sit behind the mill until
dawn”. That is, the Prince deceived her in a com-
pletely earthly way. And what about the “bliss” he
speaks of? Let us recall: “My dear friend, you know
there is no lasting bliss in the world: neither noble
birth nor beauty, nor strength, nor wealth; noth-
ing can escape misfortune...”. What kind of “bliss”
is this instead of the Gospel one: "Blessed are the
poor in spirit, for theirs is the kingdom of heav-
en”, “blessed are those who mourn, for they shall
be comforted”. And here, he is deceiving; there is
eternal bliss, only it lays in that immaterial realm
which is inaccessible to the Prince. That is why they
agree — the Miller and the Prince in selling Nata-
sha, since their affairs are equally based on decep-
tion, and their goal is temporary gain. The Miller
and the Prince speak the same language and un-
derstand each other. The Prince came to the mill
for the last time in order to “give his father the gift
he had long promised”!

What is the relation of the Miller and the Prince
to the Ladder of Virtues? False relation! They op-
erate with lofty, ladder-like concepts, that is, they
place themselves very high in their understanding
of life; however, they commit low actions that lead
both themselves and their loved ones to death. As
Mussorgsky vividly said about this, people are in
a state of “gossip” about themselves. The back-
ground of this gossip is the original sin, when our
ancestors, at the instigation of the enemy, imagined
themselves to be gods (climbed high) and began
to commit acts contrary to God (fell low). Modest
Mussorgsky showed this problem on an apocalyp-
tic scale, he testified to the “gossip” that “executes
the entire human race”. Dargomyzhsky began this

conversation on a chamber level. Following Push-
kin, he wrote Little Tragedies.

In musical dramaturgy, we notice the disorder
that the Prince and the Miller bring to all the opera
parts in which they appear (and the Prince’s pres-
ence on stage is continuous, that is, he sings almost
always and everywhere). First, about the Miller. The
opera opens with his aria. The aria is three-part in
form. The text is characterised by couplets, only
the refrains each time differ in length and varia-
tion of the text. Where the text remains the same
and is repeated, the melody is not repeated. There
is a feeling that something is wrong with the Mill-
er, since the forms of the poetic and musical text
do not quite coincide. In the scene with the choir
from the third act, this impression is confirmed. The
Miller's madness is expressed here directly in con-
trast to the beginning of the opera, where only vi-
olations of the logic of the form gave alarm signals.

Natasha brings the organisational principle to the
musical form. It happens in the trio with the Miller
and the Prince, in the duet with the Prince, in the
duet with the Miller and the scene with the choir
from the first act. In the trio, these are two ariosos of
Natasha: sad and joyful. In the duet with the Prince,
there are three lines that direct the hero’s indeci-
sion. Natasha says for her interlocutor everything
that he plans to say but does not dare. Her first line
is about grief: “grief awaits us”. The second line is
about separation: “separation threatens us”. It is
important that Natasha sees in the Prince the best
that can be seen in a person of his position. As is
known, from time immemorial, the princely title was
associated with military exploits; it was for valour
on the battlefield that warriors received a high rank.
This is how Natasha reasons; she calls the military
campaign, to which she is going to go with her lov-
er, the reason for separation. Her third line in the
duet with the Prince is about marriage: "now | un-
derstand: you are getting married!”. Although Na-
tasha controls the development of thought in the
ensemble, she also leads her part equally with the
Prince, responding to his "revelations” that have
burst forth. She has something to say: she consoles
the Prince in sorrow, she promises not to leave him
in separation, and in marriage... — here she cannot
find what to say: “everything is wrong... Yes, | have
remembered, | must call myself a mother”.

The female couple, Natasha and the Princess,
stand on the highest step of virtues, professing true
love, which “is long-suffering and merciful...”. Both
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of them, each in her place and in her own time, try
to direct the Prince into this good Christian chan-
nel of understanding love. For example, the Prin-
cess stops the Prince, who in a fit of eloquence has
switched to oaths “ typical of paganism or Old Tes-
tament traditions: “I swear by my honour to dedi-
cate my whole life to you alone...". She is surprised
by this pathetic outpouring: “What good are these
oaths to me, my dear? | want to believe you with-
out them”. Where is that Ruslan, whose first words
addressed to Lyudmila were those that the Prin-
cess was waiting for in Rusalka: "Oh, believe my
love...". Likewise, Natasha "does not seek her own":
“What good are gifts to me, believe me, your love
and caresses are dearer to me than all the treas-
ures of the world”. Natasha measures love imma-
terially. According to her father, she “looks into the
eyes of her dear friend all day long”. Again, Lyud-
mila comes to mind: “It was not the spell of mag-
ic that conquered the maiden'’s heart forever, but
the knight's eyes that lit up my soul”. Natasha and
the Princess are similar to Lyudmila in their pro-
phetic talent, although it manifests itself in some-
what everyday situations: “Listen! | hear the clatter
of his horse... He! Yes, he, my premonition cannot
deceive me...", says Natasha in the first act, and the
Princess in the third: “Listen, it seems they are trum-
peting: no, he is not coming!...".

However, neither Natasha nor the Princess can
cope with the Prince. It is he, together with the Mill-
er, who copes with them. How is it possible to drag
heroines similar to Lyudmila off the Ladder: Nata-
sha — even to death, and the Princess — even to
jealousy, which in Christianity is a feeling that is not
at all characteristic of love? In the first word, that
is, on the first step of the Ladder, the Monk John
speaks about how people manifest themselves in
relation to God. According to him, the latter are
those "who not only did not accept and rejected
the Lord’s commandments, but also strongly arm
themselves against others” [4]. “They did not ac-
cept and rejected” — we have seen this: the Miller
and the Prince speak beautifully, with smart, even
divine words; however, they fill them with unwor-
thy deeds. And what does “"arm themselves against

4. Well, the man got carried away; it is very clearly shown in the
repetition of words, phrases, and the “kindling up” of states
by repetitions, which is characteristic of the Prince’s part. By
the way, the same thing is with the Miller — a reasonable
beginning in musical parts with the participation of the Miller
and the Prince in the ensembles of the first act appears only
in Natasha's part.
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others” mean? Let us remember that both of them,
in conversation with Natasha, constantly accuse her,
do not understand her, "arm themselves against
her”. The Miller: “Well, she's talking the usual non-
sense, all her own, all her own; tell her or not tell
her — everything is the same”. The Prince: "Why
do you create troubles yourself, ah, without that,
life is full of grief...”. Saint John calls such people
"opponents of God" (v. 1) and contrasts them with
a person "who has kept their fervour unabated, and
to the end of their life, has not ceased daily to add
fire to fire, fervour to fervour, zeal to zeal, love to
love” (v. 27). Why did Natasha, this young loving
creature, not join the people who “have kept their
fervour unabated”, why did she give in?

As Saint Gregory Nazianzus says about a young
age (at which Natasha finds herself): “young men
and women especially need examples that they can
follow” [2]. What example could young Natasha fol-
low? “And he could, like a good man, say goodbye
to me, and give me gifts — how do you like it!" she
exclaims, “I don't believe it! It can't be! | loved him
so much. Or is he a beast? Or is his heart rough?”.
l. Aksakov explains: “Having shed the image of God
from oneself, a person will inevitably shed oneself —
and already shed the human image, and will be-
come jealous of the beastly image”. This is the kind
of beastly image the Prince gave Natasha — from
heart-to-heart, so to speak, and her love turned into
hatred and a thirst for revenge: “Ever since | threw
myself into the water and in the depths of the Dnie-
per River, | woke up as a cold and powerful rusal-
ka... Every day, | think about revenge..." (Rusalka’s
aria from the Fourth Act). She, like her teachers,
“armed herself against others”. And now, in order
to “lure” the Prince, as her father taught her to act
"with caresses and fairy tales”, he instructs his daugh-
ter: “You caress him more tenderly, my friend, start
a conversation about yourself, about me...". In the
image of Rusalka, Natasha does what she, a young
creature in need of an example, was taught by her
closest people — her father and lover.

It is clear how Natasha was destroyed. And how
do the Miller and the Prince perish, do they not suf-
fer and repent?

Indeed, in the finale, the Miller’s spiritual image
is exacerbated by madness, the Prince’s — by the
extreme, it would seem, degree of mental anguish.
However, it is a lie again. No matter how strange
it may sound, the Miller's madness only came to
light — he was always like this: devoid of intelli-

gence and inner strength capable of knowing God.
The Prince, as if deliberately inflaming himself, fi-
nally bursts out, it would seem, with words of re-
pentance. However, it is a false statement. Christian
repentance can only take place in the sum of two
phenomena: the first is the recognition of one’s guilt,
the second is not a repetition of the recognised sin.
The Miller-Raven (how can one not recall here once
again Aksakov's words about the "beastly image”)
answers the Prince’s question about Natasha: “peo-
ple have ruined my daughter”, that is, there is not
even the first step here — the awareness of one'’s
guilt. The Prince makes one: “The unfortunate old
man! The sight of his repentance has exasperated
all the torments in me!”. However, there is no sec-
ond step: when the Princess rushes to save him, the
Prince treats her exactly as he treated the "Miller’s
Wife” (it is his definition: in the first act — “Nata-
sha, my angel”, in the second — "Miller's Wife") —
he abandons her. What non-repetition of sin can
we talk about, what “repentance” are we talking
about? It is actually why this image, the Princess, is
needed, why it is so fully described by Dargomyzh-
sky — to complete the story with the Prince. It is not
for nothing that the poet and, after him, the com-
poser emphasises the pairing of the female char-
acters, their continuity. Natasha is replaced by the
Princess, for whom the Prince heartily confesses his
ardent love in the second act; however, she can-
not hold back his "bondage”. The Prince does not
change by the end of the opera, just as the Miller
does not change.

An important question: why does the Princess fail
to save the Prince, as Gorislava, for example, man-
aged to save Ratmir? The answer to this question is
given in the text of the drama and is developed by
Dargomyzhsky in the libretto. We are talking about
the “bondage” of the Prince. Remember, when he
was with Natasha, he said this: “I am not free to
share my days with you” or “Princes are involuntary,
like girls — they do not take girlfriends according
to their hearts, but according to the calculations
of other people, for someone else’s benefit...". He
says the same thing when he is with the Princess: to
Pushkin’s phrase, “familiar, sad places! | recognise
the surrounding objects — here is a mill ...", Dar-
gomyzhsky adds: “involuntarily, an unknown force
calls me to these sad shores. Familiar, sad places...
“. That is, with Natasha he is “involuntary”, and with
the princess he is “involuntarily” drawn somewhere...
Therefore, it is impossible to save him — he does

not control his will. Ratmir, let us remember, had
the talent to obey: “Under the luxurious sky of the
south, your harem is orphaned, return...” (Lyudmi-
la), “Oh, quickly home, to unforgettable shores..."
(Ratmir). The prince does not hear anything, since
his will is "against God". In Christianity, it is very im-
portant — a person must want to be saved.

Dargomyzhsky “depicts” the images of the op-
era’s heroes, hoping for a miracle to the very end:
“He has not dealt with us according to our inig-
uities, nor repaid us according to our sins: for as,
the heavens are high above the earth, so great is
the mercy of the Lord toward those who fear Him"”
(Psalm 102). Thus, the Princess cries out with hope
in the quartet of the opera’s Finale: “Prince, | beg
you, do not abandon us, have mercy, have mer-
cy on us, oh, believe me, they want to entice you,
they want to entice you here for no good”. How-
ever, the Prince does not hear her, since he is not
afraid of anyone or anything... The composer testi-
fies to this with compassion, testifies to people who
are deprived of salvation but do not know about it.

Thus, the spiritual score of Rusalka, as we have
seen, is directed downwards — beyond The Lad-
der of Divine Ascent. Here, the death of almost all
the characters is shown, which is why, despite its
intimacy, this opera is so difficult to perceive. The
spiritual score of another Pushkin’s opera by Dar-
gomyzhsky, The Stone Guest, is the opposite; it is
directed toward grief. Here, ascending the steps
of the Ladder, the characters achieve the main vir-
tue — love. The idea of the transformation of the
main character in the opera The Stone Guest is de-
scribed in detail in the essays of the author of this
article [9]. In essence, Rusalka and The Stone Guest
represent two versions of the denouement of al-
most the same plot, connected with the images of
the Miller's Wife and the Prince [1]. The latter of
them shows the path directed to the heavens, as
it was in the theatrical works of the founder of the
“new element in art”, Glinka. Let us recall that even
the tragedy Prince Kholmsky, seemingly focused on
the theme of the hero’s fall, ends with repentance
and enlightenment in the finale.
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NECTBULLA PANCKAS
B NYLUKWNHCKOW OMEPE A. C. IAPFTOMBIXCKOTO
«PYCAJTKA»
K 225-IETUHO A. C. MYLUKWNHA

AnHomayus: Tloatnueckune gpamel A. C. MNywwkunHa npwm-
B/JIeKaoT BHMMaHWe nccnegosateneil 6€CKOHeYHOCTbIO
CoZiep>KaHus, B KOTOPOM KaxkAas 3roxa B cuay onpege-
NEHHbBIX NPUYNH BblgenseT cyMMy cMbicaoB. [peacTaBs-
NAETCs, UTO OCHOBAHWEM YHUBEPCaNbHOrO B3rnssa Ha
Npoun3BeAEHNA TeHNA PYCCKOWN MTepaTypbl (€C/IN TakOBOW
BO3MOXEH MpPW OTCYTCTBMMN CMeLnanbHOro 06bACHEHN
CO CTOPOHbI CAMOTO aBTOPa), ABAAETCA B3INAJ €BaHre/b-

A.C. laproMbIXXCKMIA — KOMMAO3MTOP, WMs KOTOPO-
ro y LUMPOKOTO Kpyra CayluaTenei n faxe My3blkaHTOB
CBA3aHO, NpeXJe BCero, C kKaMepHbIM TBOPYECTBOM —
MeceHHbIM 1 UHCTPYMeHTaNbHbIM. Ho noyemy ke Toraa
COBPEMEHHMKN — My3bIKaHTbl Ha3biBain Japrombix-
CKOrO «2pOMAOHbIM» OMNEePHbIM KOMMO3UTOPOM (Tak
rosopwa L. A.Kron [12])? MNouemy ke He paccTaBa-
JINCb C aKKypaTHO BbIMUCAHHbIMUW B INYHbIN B10K-
HOT NapTUSIMK U3 ero HOBAaTOPCKOW PeunTaTUBHOM
onepbl «<KaMeHHbIV rocTb» (Tak gesnan M. M. Mycopr-
ckui [6])? Onepa, — AeNCTBUTENBHO, BeAyLLMIA XaHp
B TBOpUYecTBe Jlaprombikckoro. B ero Hacneann —

1. B ocHOBY cTaTbk NONOXeEH AOKNaj aBTopa Ha MexayHapos-
HOW Hay4Ho KOHpepeHLmn «MeTepbyprckve TpaguLmm pyc-
ckoro nckyccrsa: A. C. MywkuH, M. W. TanHka, H. A. Pumckuin-
Kopcakos». CM6IK um. H. A. Pumckoro-Kopcakosa, 28-29 ok-
TA6ps 2024.

CKUIN — BaXKHEMNLLWIA ANf OTEYECTBEHHOM KYAbTypPbl U Ha
CeroAHALIHWUI JeHb He TONbKO BblCKa3aHHbIN, HO ABAAO-
LWWIACA TPaAMLMOHHBIM B NYLUKMHUCTUKE. 10 TOMY Xe nc-
CnepoBaTeNbCKOMY NMyTW NPOByeT MATU 1 My3bIKOBeAEHMe.
B cTaTbe 0606LLaeTCA CMbICNIOBOE M My3biKaNbHOE COAep-
XaHue onepsbl «Pycanka» 1 TakXe yrnoMrHaeTcs onepa
«KaMeHHBIN rocTb» B CBA3M CO BHUMaHWEM K JyXOBHO-
ctn TBopyectBa A. C. MyuwknHa n A. C. laproMbIxXcKoro.

«Hckyccmeo Hecém e cebe mocky no udeasy. OHo,

8 CywyHoCmu, u 00JIXKHO nocessime 8 Yesioseke Hadexoy
u eepy, Oaxe ec/iu MUp. 0 KOMOPOM pacckaszsieaem
XyOO0XXHUK, He ocmassisem mecma 0/1 ynosaHuli»

A. A. Tapkosckuli [12]

WwecTb onep: «Icmepanbaa (1838-1841) 2, «Topxke-
cTBO Bakxa» (1843-1848), «Pycanka» (1848-1855),
«Maszena» (1860), «Porgana» (1860-1867), «KameH-
HbIN rocTb» (1866-1869), HEKOTOPblE — HEOKOHYEH-
Hble. /13 Bcex — TONbKO NocneAHVe, HanMcaHHbIe Ha
NYLIKWHCKNE CHOXKETbI, ABAAIOTCA pernepTyapHbIMN.
[leno B TOM, UTO KOMMO3UTOP He Cpa3y Halles CBO
TeMy, CBOM OMEpPHBIA XaHp.

Pycckas onepa XIX Beka ABuranace B ABYyX XaHpo-
BbIX HanpaB/ieHunsaX, Ha3oBeM nx — bosblias onepa
n Manas onepa. B ueHTpe 0bownx xaHpoB — BHUMa-
HUWe K AYXOBHOW >XWU3HW YeNoBeKa, Ta «HO8asA CMUXUA
8 UcKyccmee», KoTopas, no cnosam B. ®. Ogoescko-
ro [7], npnobpetaetcsa B TBOpUecTBe [NMHKW. Yem

2. [nsa kaxgaol onepbl OTMEYeHbI rogbl paboThbl Hag Npov3Be-
JeHvem.
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e OT/IMYaTCA 3T JBa HanpasaeHus? B boabluol
onepe AyxoBHas XM3Hb YeNoBeKa paccMaTpmuBaeTcs
B OYE€Hb LUIMPOKOM KOHTEKCTE U MMEET BAUSHME Ha
cyabbbl ecnm He MUpa, TO rocyapcTea TOYHO. Tako-
Bbl TeaTpasbHble Wweaespbl [nHkn, Mycoprckoro —
Bonblumne onepebl. B Takom XaHpe HaunHan paboTtatb
1 JapromMbixXckuii — ero «3Mepanbia», «Masena»,
«PorgaHa», nogHUMatoT npobiembl, Pe3OHUPYIO-
Wne Ha ypoBHe LlapcTtBa n LlepkBu, Kak rosopun
0 6osbLIMX Temax pycckon KyabTypbl B. L. Kapney,
[5]. Ho «Maszena» n «PoragaHa» He 6blan 3aKOHUe-
Hbl, @ «DCMepanbia» BOCEMb JIeT 0XMAanacb no-
CTaHOBKMW, TakK W He 3aKpPenuBLIMCL B AajibHeNLEeM
Ha TeaTpasibHbIX MOAMOCTKAX.

W Tonbko, korga A. C. laproMbixXckuii obpatuics
K KaMepHbIM counHenmam A. C. MNywknHa — k Ma-
NEeHbKNUM Tpareamam, K KOTOPbIM MOXHO OTHeCTU
n «Pycanky», paboTa nowuna CoOBCeEM MHaYe 1 Ha CBET
MOABW/NCH OMepPbl, KOTOPble MOXHO Ha3BaTb MabiMu
onepamu. [lyxoBHas XWn3Hb YenoBeka paccmaTpuea-
€TCs 34eCb BO BAVAHUM Ha BAVKHUI KPYT N0AEN, Ha
H6AndKHEee OKpy>KeHWe — BOT TeMa, KOTopas OKa3a-
Nacb CO3BYYHa Aapy KOMMO3UTOpPa — TOHKOTO Cepa-
LeBe/a 1 3HaToKa OCHOB JyXOBHOM XXW3HW YenoBeka.
B «Pycanke» oH noaxsaTbiBaeT UAe0, 3aNHTEPeCco-
BaBLWYO [NNHKY B Tpareaun «KHa3b XoaMckmii», To
eCTb CBUAETENbCTBYET O NMpouecce najeHns vyeno-
BEKa, KaK 3TO MPOUCXOAUT, B YeM npuumHa? B xpu-
CTUAHCKOM KyNbType rNaBHbIM MEPUNOM LYXOBHOW
XKU3HW YesnoBeka AsaseTca EBaHrenne, a cneunans-
HOe TO/JIKOBaHMWe 3Ta TeMa MoAyYaeT B KHure «Jlectsu-
ua Paickas». Kak U3BeCTHO, 3TO COUMHEHME UTyMeHa
CvHarickoro MoHacTbIpsa VloaHHa, B KOTOPOM MOAbI-
TOXEH OMbIT OCMbIC/IEHNA XXU3HWN YenoBeka NepBbIX
ctonetnin HoBoro 3aBeTa. o Ha3BaHWMIO CBOETO TPy-
4@ Npenogo6HbIA Noayunn nms JIECTBUYHUK, XXM OH
B KOHLe VI-ro — nepsowi nonosuHe VII-ro eka. W3-
BECTHO MKOHOrpadpuueckoe n3obpaxeHue JlecTBuLbl,
OfHO M3 paHHWX gatupyetca Xl Bekom 1 Npouncxo-
ANT 13 Toro xe CMHaCKOro MOHacTbIpS.

Knura «JlectBuua Paiickas nam Ckpuxkanu gyxos-
Hble» ABAAETCA YYeOHNKOM AyXOBHOW XU3HU XPU-
CTMaHuHa. M, xoTa nocesLeHa oHa MOHaLLeCKOMY
UNHY, B HEW OOBACHAIOTCS 06LLMeE ANS BCEX HOAEN
BeLLM, B CYLLHOCTU 3TO Y4eBHUK ANA BCEX XPUCTU-
aH 3. B Hell noBecTBYeTCA O TOM, KaK 1 Kakune cTpactu

3. BbiBOAbI aBTOPa, €CTECTBEHHO, OCHOBaHbI HE TO/IbKO Ha INY-
HOM ero onbITe, HO — Kak 3To NnoJioxeHo B [paBocnaBHOM
CobopHoi LiepkBy — Ha onbiTe v APYrvX CBATLIX U B COOTHE-
ceHum co CaALLeHHbIM MNncaHnem. XpnCTMaHCTBO yTBepXKAa-
€T, UTO AyXOBHas XW3Hb CKNaJblBaeTCA He MHauye, Kak B 60pb-
6e c rpexom.
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nobexaarotca obpoaeTensmm, To eCTb 06bACHSA-
FOTCA 3aKOHbl YXOBHOW XXM3HW, KOTOpas eCcTb HU
UTO MHOE, Kak bopbba c rpexom [8]. He cozepua-
HWe, He y0BObCTBME, HO MMEHHO Bopbba... Mpe-
Nogo6HbIN loaHH JSlecTBUYHMK OTMEYaEeT TpMALaTh
CTyNeHewn Ha NyTu BOCXOXAEHUSA K BbiCLLEN fobpo-
aetenn — nobBK, KOTopas MOHMMaeTCA Kak Cay-
XeHne BanxKHeMy, gaxe A0 CMepTw.

K «JlectBuue Panckon» obpatnmMcst U Mbl, Kak
K LLleHHOCTHOMY OpUEeHTUPY B onpejeneHnmn co-
JAEepXKaHWs PyCCKUX onep, IMYHOCTEN NepPCOHAXeN.
MpobaemMbl C NOHMMaHNEM CMbICNA OTEYECTBEHHbIX
OMepHbIX WEAEBPOB AENCTBUTENBHO BO3HMKALOT, €CNn
06BACHATL IMOPETTO N NPUMEHEHME TEX NN NHbIX
CPeACTB My3blKaJbHOW Bblpa3UTeNbHOCTM C NO3U-
LA 0BLWEenpPUHATBIX — JIMPUYECKOTO, reponYecko-
ro, XapakTepHOro NepCcoHaxem, — CAOXKMUBLLMXCSA
B €BpOMenckon Kynbtype. Takue npeactaBaeHums
O BbIPa3nTe/IbHOCTN OMUPAKOTCSA, NPENMYLLECTBEH-
HO, — C YYETOM BCEX U3MEHEHMI OT 3MOXM K 3Moxe —
Ha Teopwuo adpdekToB. YTO 3TO Takoe? ITO CBETCKadA
dunocodckasn cucrtema, cGopmMmMpoBaBLLAACH Ha U3-
nete anoxu Bo3poxkaeHns, NpAMO CKaxkeM, Ha pyu-
Hax HOrocnoBCKUX UCTVH, NepeLlesLInX B BejeHNe
ncuxonorum, punocodpun u T.4. [10] C poxxgeHvem
pYCCKOl ornepsbl Kak MCKYCCTBa BEPOLIEHTPUYHOTO
BO3HMKAET HEOHXOAMMOCTb MONCKA MHOTO UHCTPY-
MeHTa, KOTOPbIM MOXHO 6b110 Hbl M3MEepPUTL BeN-
UMHBI INPUKKN, TEPOUKWN, XapaKTEPHOCTU U T.4. e
NCKaTb 3TOT MHCTPYMEHT? s BEpOLEHTPUYHOrO
NCKYCCTBa — B NPEACTaBAEHUAX O JyXOBHOW XM3HU
yesoBeka. MNoatomy Mbl 1 obpaLaemcs K NOMOLLN
npenogobHoro MloaHHa JlecTBMUYHMKA A5 MOHUMA-
HWA CMbICNa OMEPHBIX LLUEAEBPOB PYCCKUX KNACCUKOB.

MTak, kKakoe oTHoleHMe K JlecTBuue Palickon
VMMeOT NepcoHaxu «Pycankm»?

Kak n3BectHo, gpamy [lykunHa [lapromMbixcko-
My MPULLAOCE 3akaHumMBaTb. Caenan oH 31O B pycne
APYrvx NoAOHBHbIX COYMHEHMNIA NO3Ta: CTUXOTBOPE-
HUs «Pycanka» — «Had o3zepom 8 aayxux dybpo-
8ax cnacasics Heko2da MoHax...» (1819) n oaHomn n3
MNeceH 3anagHbIx cnaBaH — «[Tomrobun koponesuy
AHbiw Monodyro kpacasuyy...» («AHbIW Kopone-
BUU», 1834). Oba 3TN COUNHEHUA — N CTUXOTBO-
peHune, 1 NecHA 3aKkaH4YMBaKOTCA, HAMOMHUM, Kak
n onepa, rnbenbto repoes. Jpyrve gonoaHeHns
Apambl, HanpumMep, cBsdaHHble ¢ 0bpa3zom KHsarm-
HW B TpeTbeM AeNcTBUN Uan KHArMHN 1 KHA3A BO
BTOPOM AeNncTBun u ap., JaproMbiXCKUn Takxe co-
BeplUan B pycae 3aJ0XeHHbIX aBTOPOM CMbIC/I0B.
YTto e B pe3ysnbTaTe Noayymnocb?

[Jencteytowme nmua «Pycanku», Ha Hall B3rasg,
obpa3ytoT napbl: ogHa — MenbHuK 1 KHA3b, Apy-
raa — Hatawa n KHarnHa. )KeHckasa napa nokasaHa
Ha camoi BepLuMHe fobpoaeTenel, OTKya OKasbl-
BAEeTCsA HM3BEpPXKEeHa Mapol My>cko. KTo xe Takue
MenbHUK 1 KHA3b, UTO He TOIbKO CBOO XMW3Hb JlO-
BOAAT A0 rmbenbHoro GuHana, Ho N X13Hb CBOMX
BNMXKHUX? Vl moyemy BCe OKa3blBatOTCA HeCcYacT-
Hbl — BCE YETBEPO repoeB onepbl?

MenbHUK 1 KHA3b NpeAcTaBAstoT cebs CTosALWMMM
rfe-To OYeHb BbICOKO, Ha CTyneHsx «0obpa» n «/1ob-
8U», KaK camu roBopsT. MenbHWK yKa3biBaeT Ha
HeobXoANMOCTb «F06pbIx Oes1», «pasyMHO20 noge-
OeHbsa» N «HadexObl», 0bbACHAA HaTtawe npaBuaa
«npuauYHol» xun3Hu. B ceoto ouepesb KHa3b 3a-
MaxMBaeTCs Ha TakuMe eBaHreNbCkMe NOHATUSA, Kak
«baxeHcmea», «10608b», «cyacmee». Ho, Bce 3Tn
BbICOKMeE 3asB/eHNa — 1 MenbHuka, 1 KHA3a okasbl-
BaOTCA JIOXKHbIMUY, NOTOMY YTO Aesla 3a HUMU CTOAT
Hun3kme. OkasbiBaeTcs, «006po», «pazym», «Hade-
X0a», 0 KOTOPbIX roBOpuA MenbHKK CBA3aHbl 16O
€ 06MaHOM: «Mo JIaCKamu, Mo ckaskamu cymelime
3aMaHUMb (3asudHO20 XeHUXa), ynpekamu, Hame-
kamu cmapatimece ydepxame!», in60 C BbIFrOAOM,
Kak MyLWKnH nuwet: «kakoli-Hubyds bapeiw cebe,
U/1b N0/Ib3Y POOHbLIM, 0a 8bl2a0ame».

To e camoe ¢ KHazem. O «1ob608u geyHoU He-
3eMHoUi», KOTOPOW NO ero MHEHWIO «HACAaduaace»
Mosiofas napa, Hatalwa ckaxkeT B KOHLLe NepPBOro
JEeNCTBUSA: «a 80/IbHO UM, He60Cb, NOOMAHUBAM®,
60xUMbCA, N1akame U 2080pumse. mebs g noge-
Ody 8 Mol caemiblli mepem... y4ume ¢ NOJYHOYU
Ha caucm ux nodeiMamecs U 00 3apu 3 MesbHU-
yeli cudeme». To ecTb KHA3b 06MaHyn ee BNoj-
He No 3eMHOMY. A «bs1aXeHcmea», 0 KOTOPbIX OH
roBoput? BcnoMHuM: «Mol muaslli Opye, Mol 3HA-
ewb Hem Ha caeme 61axeHCMB8a NPOYHO20: HU
3HamHell po0d, HU Kpacoma, HU cusd, HU 6bozam-
cmeo, Hu4mo 6edel He MoXxem MUHO8AMG...» YTO
Xe 370 3a «bs1axxkeHcmea» Takme BMeCTO eBaH-
renbckux: «baxeHHs! Huwjue dyxom, ubo ux ecme
Lapcmeue HebecHoe», «baaxeHHsl naadyuwjue, ubo
OHU ymewamcs». W 3pecb oH obMaHbIBaeT, ecTb
61a>XeHCTBa BeYHble, TOJIbKO OHUW JiexaTt B TON
HeBelLecTBeHHOW obnactn, koTopasa KHA3to He-
AocTynHa. NMoToMy 1 cxoasaTcs oHM — MenbHUK
n KHA3b B npogaxe Hatawwm, 4to gena nx onu-
paroTcs 04MHaKOBO Ha 06MaH, a Liesiblo MMetoT
BpeMeHHY0 BbIroay. MenbHUK 1 KHA3b roBopaT
Ha OAHOM f3blKe U NOHMMaLOT ApYr apyra. KHA3b
1 NpresXan-To NocieHWI pa3 Ha MenbHuULy 3a-

Tem, Utobbl «<nepedame omyy daeHo obeuwyaH-
HbIl nodapok»!

Kakoe >e oTHolweHwue K JlectBuLe fobpoaeTe-
neii umeroT MenbHUK 1 KHaAzb? JloxxHoe! OHu one-
PUPYHOT NOHATUAMMN BbICOKUMMW, NECTBUYHBIMW, TO
€CTb CTaBAT cebs OUeHb BbICOKO B MOHUMaHMM >UN3-
HW, @ MOCTYMKWN COBEPLLALOT HM3KME, KOTopble Be-
AYT N VX caMux, U nx 6amxHux Kk cmepTn. Kak 06
3TOM ApPKO ckaxeT MyCOprcknn atoamn HaxoasTca
B COCTOSIHUW «Cn/iemHu» o cebe. Mogonieka 3Tol
CNNIETHU — MEepPBOPOAHbIV rpex, Korga npapoau-
TEW HallM MO HayLLeHWIo Bpara BO3OMHUAM cebs
6oramu (BbICOKO 3abpannch) 1 CTaaun coBepluaTtb
NOCTYNKW NpoTuBHbIe bory (HW3Ko naan). Mogect
MeTpoBMY NokaxeT 3Ty Npobiemy B anokaaunTum-
yeckmx MacliTabax, oH byaeT cBUAETEIbCTBOBATb
0 «CnJlemHe», KOTopas «kasHUM eece po0d IH0OCKOU».
A.C. laproMbi>KCKUI 3TOT pa3roBop HauMHaeT Ha
KamepHoM yposHe. Bcneg 3a lNywKnHbIM OH nu-
wet ManeHbkue Tpareamun.

B My3blkanbHOW gpamMaTyprum 3aMeTMmM Herno-
pAAoK, KoTopblh KHA3b 1 MenbHWK BHOCAT BO BCe
orepHble HOMepa, B KOTOPbIX NOABAAOTCA (a npe-
6biBaHMe KHA3A Ha cueHe CKBO3HOE, TO eCTb OH
noet noytun Bcerga n Besge). CHavana o MenbHu-
ke. Ero apvein oTkpbiBaeTcs onepa. Mo ¢opme apus
TpexyacTHas. B Tekcte HamevaeTca KynaeTHOCTb,
TOJ/IbKO MPUNEBbI KaXAbli pa3 oTANYaKOTCsA NpoTA-
>KEHHOCTbIO M BapbMpOBaHWeM TekcTa. TaM Xe, rae
TEKCT OCTaeTcA NPEXHNA N MOBTOPAETCS, HE NOBTO-
pseTtca menoguna. CkiagbiBaeTcs owylieHne, YTo
¢ MeNbHMKOM YTO-TO He TaK, MOTOMY 4TO dOpMbl
MO3TMYECKOrO 1N My3blKaJlbHOrO TEKCTa HE COBCEM
coBnazatoT. B cLieHe ¢ XOpOM U3 TPeTbEero AeicTBuUs
3TO BNevaT/eHne NoATBEPXKAALeTCA, CymacllecTsme
MenbHuKa BbICKa3blBaeTCA 34eCb NPAMO, B OTANYMNE
OT Hayana onepsbl, r4e TOJbKO HapyLleHUsA JOTNKM
dopmMbl Nogasann CUrHaNbl TPEBOTW.

OpraHn3aunoHHOe Hayano NPUBHOCUT B My3bl-
KanbHyto dopmy HaTawwa. Tak NponcxoauTt n B TpMo
¢ MenbHukom n KHazem, n B ayate ¢ KHAzem, 1 B ay-
3Te ¢ MeNbHNKOM 1 CLieHe C XOPOM W3 MePBOro Aein-
cTBKA B Tpno — 370 ABa apno30 HaTtawu: nevyanbHoe
n pagocTtHoe. B gyate c KHAazem — Tpu penamvkuy,
KOTOpble HanpaBAAOT HEPELNTENbHOCTb Frepos.
HaTawa npounsHocuT 3a cBoero cobeceaHmnka sce,
YTO TOT NAAHUPYET CKa3aTb, HO He peluaeTcs. lNep-
Bas ee pernJivka o rope: «Hac eope oxudaems». Bro-
pas penauka o pasfyke: «pads3aykad Ham y2poxaem».
BaxxHo, uto Hatawa, Bnant B KHA3e camoe nyuluee,
YTO TOJIbKO MOXKHO BUAETH B YE/IOBEKE €ro noJsioxe-
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HuA. Kak N3BECTHO, NCMOKOH BEKOB KHSXKECKUIA TW-
Tyn 6bIN CBA3AH C BOMHCKMMU NOABUTaMU, UMEHHO
3a gobnectb Ha nosne 605 Noay4an BOUHbI BbICO-
Koe 3BaHMe. Tak 1 paccyxzgaeT Hatalwa, npuunHom
Pa3/lyKy OHa Ha3bIBaeT BOEHHbIV MOXOA, B KOTOPbIV
cobupaeTca natTn BMecTe ¢ BO3ato6eHHbIM. Tpe-
Tbsl ee pernivka B AyaTe ¢ KHA3eM — O XXeHuTbbe:
«menepb A NOHANA: Mbl XeHuwbca!». Npn ToMm, UTo
HaTawa ynpaBnseT pa3BepTbiBaHWEM MbIC/IN B aH-
cambiie, OHa elle 1 HapaBHe ¢ KHA3eM BefeT CBOHO
napTuo, OTBEYas Ha ero NPopBaBLUNECA «OTKPO-
BeHuA». ER ecTb UTO CKasaTb: B neyann oHa KHA3s
yTellaeT, B pas/lyke obellaeT He OCTaBUTb, B Xe-
HUTbOE... — 34eCb He MOXET HalNTUCh, YTO CKa3aTb:
«gce He mo... [la, scnoMHuUAG, 1 Mamepbro 00IKHA
HA38amecs».

XKeHckasa napa — Hatawa v KHArMHSA, OHW cToAT
Ha BepxHel CTyneHu gobpogseTtenei, ncnoBeays uc-
TUHHYIO Nt060Bb, KOTOpas «u dos1zomepnum, U Mu-
s10cepdcmayem...». KHA38 OHW 06e, Kaxkzas Ha CBOEM
MecTe 1 B CBO€ BPeMs MbITakoTCA HanpaBuTb B 3TO
[06poe XpUCTUAHCKOe PYCI0 NOHMMaHUs Nr0BM.
Hanpumep, KHarnHa octaHaBamBaeT KHA3s, B npu-
CTyne KpacHopeuuns nepelueALlero Ha CBOMCTBEHHbIE
A3bIYECTBY WM BETXO3aBETHbIM TPaAULIUAM KAAT-
Bbl 4, — «KJIAHYCb C800 YECMbIO B8CHO XKU3Hb C80H0
mebe 00HoU Muwe noceamume...». OHa yanBAseT-
Cf 3TOMY NapOCHOMY U3AUAHWUIO: «Ha Ymo MHe, Mu-
A6ll, 3mu kasmeel. be3 Hux mebe xouy 5 eepume>».
Fne-xe TOT PycnaH, nepBble Ci0Ba KOTOPOro, 06-
palleHHble K JlrogMmune bblin Te, KOTOPbIX XAana
n KHarnHs B «Pycanke»: «O gepob sit0b8u moedl...».
Takxe n HaTalwa «He uwjem cgoe20»: «Ha 4mo no-
dapku MHe, nogepb, 1106086 MBOA U AACKU MHe
dopoxe scex cokposuwy Mupa». Hatawa namepser
noboBb HeBellecTBEHHO. [0 MHEHMIO OTLa, OHa
«yenblli OeHb 8 2/1a3a 2n90uUm MUIOMY OPYXKKY».
CHoBa BcrnoMuHaetcs Jllogmmna «He 4yapel 8o1uie6-
cmea Jesuybe cepoye Hagek NOKOPUJ/IU, HO BUMA3SA
o4u 3axaau Moro Oywly». Hatawa n KHArMHs cxoxm
¢ JllogMmnon 1 B TanaHTe NPoOpPOYECcKOM, Npasaa
NPOABASETCA OH B HECKO/IbKO ObITOBbIX YCAOBUSAX:
«Yy, a caviwy monom eeo koHs... OH! [la, oH, MeHs
npedyyscmaue He Moxem obMaHyme...» — HaTawa
B NepBOM AeNcTBUM, a KHATUHA B TpeTbeM: «Yy —
kaxemca mpy6sm: Hem, oH He edem!..».

4. HecnocobHocTtb KHs3s ynpaBasTe cob0M spKo nokasaHa B no-
BTOpPEHUMN 0B, Ppa3, BoobLLe xapakTepHOM ANs ero nap-
TUN «PazXnUraHUn» COCTOSHWI NOBTOpPamMu, kcTatn y Menb-
HVKa TOXe camoe — pa3yMHOe Hayano B My3blKa/lbHbIX HO-
Mepax ¢ yuyactnem MenbHuka u KHs3s B aHcambasx nepsoro
AEeNCTBMA NPOornajblBaeT TobKO B MapTuv Hataww.
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Ho c KHaseMm He yaaetca cnpasuTca HX HaTalue,
HU KHArMHe. 370 OH BKyne ¢ MenbHUKOM cnpas-
nsetca ¢ HUmK. Kak okasblBaeTCcd BO3MOXHbIM CTa-
WnTh ¢ JlecTBULbI CXOXMUX C JIFOAMUION rePOUHDb:
HaTtawy — gaxe Ao cmeptu goectu, a KHArmHo —
Jaxe A0 PeBHOCTU, KOTOpas B XPUCTUAHCTBE ABASA-
eTCsl YyBCTBOM, BOBCE HEe CBOMCTBEHHOM JOOBU?
B nepBoM C/10BE, TO €CTb Ha NEPBON CTyneHn «Jle-
CTBULbI» NPenofobHbI VloaHH rOBOPUT O TOM, Kak
NposBAAIOT cebsi Ntoan B OTHoLWeHun K bory. Mo-
CNeAiHNMW, OH Ha3bIBAET TeX, «KOU He MOJIbKO no-
gesieHUs1 [0CNOOHU camu He NPUHSAAU U omeepau,
HO U CUJIbHO BoopyXaromcs npomus opyaux» [4].
«Camu He NPUHAAU U omeepaiu» — 3TO Mbl BUJe-
NIN: KPacuBO roOBOPAT, YMHbIMM, faxke 6OXeCTBEH-
HbIMK cnoBaMy MenbHUK 1 KHA3b, @ HamoAHAT UX
AeNnamMmn HeJOCTOMHBIMU. A UTO 3HAUYNT «BOOPYXA-
romcsi npomus Opyaux»? BcnoMHuM, Beb 06a OHK
B pa3roBope ¢ HaTtallel NoCTOSHHO O6BUHSAOT, He
NMOHMMALOT ee, «BOOPYXXArmMcs npomue Hee». Menb-
HWK: «HY, noHecs1a 0bbi4HbIl 6ped, sce ceoe, 8ce c8oe,
umo 2oeopu eli, Ymo Hem». KHs3b: «Ha 4mo x 6edbl
cama mel cozdaews, ax 6e3 moao Xu3Hb 2opecmu
NnosHa...». Takux nrogen npenofobHbl MloaHH Ha-
3blBaeT «npomusHukamu boeza» (ct. 1) n npotneono-
CTaBAAET UM TeX, «KIMo, 20pAYHOCMb C8OHD COXPAHU
Heyzacumoro, u daxe 00 KOHYA XU3HU ceoeli He ne-
pecmasan ecakuli 0eHb NpUAA2ame 020Hb6 K O2HIO,
ycepoue K ycepouro, U XeaaHue K xenaHuro» (cT. 27).
MNMouemy e HaTalwa — 370 toHOe ntobsLLee co3aa-
HMe He BOLUA B YNCIO «COXPAHUBUIUX 20pHHOCMb»
nojen, noyemy nogaanace?

Kak roBoput cBatutens Mpuropuii HasmaHsuH
O IOHOM BO3pacTe (B KOTOPOM HaxoauTcsa HaTawwa):
«roOHOWIU U desywiku ocobo Hyxxdaromcs 8 npume-
pax, KomopeiM OHU Mo2ym ci1edosame» [2]. Kako-
My e npuMepy Morfa ciejoBaTb toHas Hatawa?
«M Moz oH, kak dobpeili Hesosek, co MHOU npowams-
A, U MHe 0aeame no0apku — Kakoeo!» — BOCKAN-
uaet oHa, — «He sepro! He moxem 6eime! 4 mak
e2o0 1robuna. Vinu oH 38epe? Vb cepdye y Hez20 Koc-
mamoe?». N. C. AkcakoB obbsicHaeT: «Cossiekuwiu
¢ cebs obpaz boxul, yenosek HeMuUHyemMo cosJie-
Yem, — u yXe cossiekaem c cebs u 0bpas yesnose-
yeckuli, u so3pesHyem 06 obpase 38epuHom». BoT
Takol 3BepuHbI 0bpa3 nogapun KHasb Hatawe —
OT cepaLa K cepauy, Tak ckasaTb, U Nt0boBb ee ne-
pelna B HEHaBUCTb U Xaxay mecTtn: «C mex nop,
kak 6pocunace s 8800y u 8 anybuHe [lHenpa peku
ouHynace Pycasnkoro xon00HOU u moeyuyel... A 8cs-
Kuli 0eHb 0 MuUjeHbe NOMbIWIAK...» (apusa Pycanku

n3 Yetseptoro gencreua). OHa, Kak u ee yuntens
«B00OpYXUNACL npomus Opyaux». VI Tenepb, 4TobbI
«3amMaHumMe» KHA35, Kak KOrga-To yum ee AeincTBo-
BaTb «/10CKAMU U CKA3KAMU» OTell, HacTaBAsieT A0ub:
«Tbl HeXXHee kK HeMy npusackatics, Mol Opye, 3ase-
Ou pa3zosop o cebe, 060 mHe...». B obpase Pycan-
ku HaTalla genaet 10, UeMy ee — OHOe CO3JaHue,
Hy>JaroLLleecs B MpUMepe, — Hay4uan ee camble
6/113KMe Noan — oTel, U BO3H06EHHbIN.

Kak norybuamn Hatawy — noHATHO. A KaK rnb-
HyT MenbHUK 1 KHA3b, pa3Be OHM He CTPaAatoT N He
packaunBatroTca?

[JelictBuTENbHO, B QUHane gyleBHbIN 06anK
MenbHuka o6ocTpeH cymaclectsmeM, KHaza —
KpalHew, Ka3anoch Hbl, CTENEHBIO AYLLIEBHOW MYKM.
Ho 310 cHoBa N10Xb. Kak 661 CTpaHHO 3TO He 3By4ano,
cymacliecTBne MesibHWKa NULLb BbILLIO HapY>Ky, OH
Bcerga 6bl1 TakUM — JIMLLIEHHBIM YMa, KakK BHYTPEH-
Hel cuAbl, cnocobHoW nosHaBaTb bora. KHA3b e
6yATO 6bI HApPOUUTO pacnanss cebs, HakoHel, pas-
paxkaeTcs, Ka3anocb 6bl, cioBamMu O packasHum. Ho
3TO JIOXHOE 3asAB/eHne. XpUCTMaHCKOoe packasHue
MOXKET COCTOATLCSA TONIbKO B CYMMeE ABYX SIBJIEHUN:
nepBoe — 3TO NPU3HaHWE CBOEN BMHbI, BTOPOE — He
MOBTOPEHWe NPU3HaHHOro rpexa. MenbHMK-BopoH
(kaK He BCMOMHWTb 34ecCh elle pa3 cioBa AKCakoBa
06 «0bpase 38epuHOM») Ha BONPOC KHA3s O HaTa-
e oTBevaeT: «caybusiu odu 0oYb MOH», TO €CTb
3[,€Cb HeT Ziaxke NepBON CTYNEHN — OCO3HaHUsA CBO-
el BUHbI. Y KHa3da ecTb: «Cmapuk HecyacmHsil! Bud
€20 80 MHe pacKasHes ece Myku pacmpasual». Ho
BTOPOro Lwara HeT: korga KHarvHa 6pocaertcs cna-
caTb ero, KHA3b nocTynaer C Hell TOUHO TakXe, Kak
nocTynun ¢ «MenbHU4UXxolU» (3TO ero onpegenexve:
B NEPBOM AENCTBUN — «Hamauwia, aHees Moli», BO
BTOpoM — «MesibHUYUxa»), — bpocaet ee. O ka-
KOM HernoBTOPEHMNMN rpexa MOXHO rOBOPWUTb, O Ka-
KOM «pdckasaHuu» naet peyb? BoT cobcTBEHHO AN
yero Hy>eH 3ToT 06pa3 — KHArMHKW, 3a4emM OH Tak
noaHo nponucaH JaprombiKckum, — 4TobbI 3aBep-
WnTb nctoputo ¢ KHasem. Hegapom noat v Bcaes, 3a
HUM KOMMO3MTOP NOAYEPKMBAIOT MAPHOCTb XXEH-
CKNX NepCcoHaxer, nx NpeemMcTBeHHOCTb. Ha Me-
cto Hatawwm npuxogut KHArMHA, B XXapkor Ato6Bu
K KoTOpou KHA3b cepaeyHO Npu3HaeTcs BO BTOPOM
[eNCTBMM, HO OHa He MOXKET YAep>KaTb ero «Hego-
Aue». KHA3b He MeHseTca K drHany onepsl, Tak Xe,
KaK 1 He meHsaeTc MenbHHUK.

BaxxHbIli BOnpoc: noyemy xe KHarvHe He yaaet-
ca cnactu KHass, kak Nopucnase, Hanpumep, yaa-
noce cnact Patmupa? OTBET Ha 3TOT BOMNPOC AaeTca

B TEKCTe ApaMbl 1 pa3BmBaeTcs JaproMbiXKCKUM
B IMbpeTTo. Peub naet o «Hegosuu» KHazs. NomHu-
Te, Korga oH 611 ¢ HaTawen, roBopwa Tak: «HesosieH
A ¢ moboro OHU Mou Jenume» Unn «KHA3bs He8oslb-
Hbl, kak desuybl — He no cepdyy oHuU cebe nodpya
6epym, a no pacdemam uHeix aroded, 015 8612006l
yy>od...». To >xe OH roBopuT, 6yayun c KHarnHew:
K dpase lNMywknHa «3Hakomele, neyasssHel Mecma!
A y3Har okpecmHoie npedmems — Bom mesneHU-
ya...» JlaproMbixXckuii obaBnseT: «Hego1bHO kK sSmum
2pycmHeiM bepezam MeHs 308em HegedomMas cuia.
3Hakomele, neyasasbHbie Mecma...». To ecTb 1 ¢ Ha-
Talle OH «HegoJ/1eH», U C KHATWHEN ero «Hego/lb-
HO» KyAa-To Bjieyer... [T03TOMy 1 HEBO3MOXHO €ero
CNacTn — OH He ynpaBAaseT cBoer Bonen. Patmup,
BCMOMHMWM, TOT M€ TajaHT caylwaTtbes «/1od po-
CKOWHbIM HeboM to2a cupomeem meoli eapeM, 803-
spamuce...» (Jltogpmuna), «O ckopeli 8 poOHbIe CeHu,
K He3abseHHbIM bepezam...» (PaTmup).

KHA3b e He CAbIWWUT HUYero, MOTOMY YTO ero
BOJIA «NpoTuB bora». B xpucTnaHcTBe 3TO OYeHb
BaXXHO — UeJIOBEK JOJIXKEH CaM 3aXx0TeTb CMacTUCh.

A. C. laproMbI>KCKUI «BbINMUCbIBAeT» 06pasbl
repoes onepsbl, 40 NOCAEAHErO HaAEACh Ha YYAO:
«He no 6e33akoHUAM HAWUM COMBOPUS HAM, U He
no epexam Hawum 8030as Ham: ubo Kak 8bicoko Hebo
Haod 3emsero, mak eesuxka muaocme [[ocnoda] k 60-
auwjumcs Ezo» (Mcanom 102). Tak, c HageX 101 B3bl-
BaeT KHArnHs B kBapTeTe ®rnHana onepsbl: «KHA3b,
mebsa Mmoo, He nokudali Hac, CXXAaeCs, CKANLCA Mol
Had Hamu, ax, nosepb, mebs ysseds xomsam, He K 00-
6py meba ysneys 30ece xomam». Ho KHA3b He cibl-
LUINT ee, MOTOMY YTO HUKOTO M HMWYEro He bounTcs...
C coctpasaHvemM cBUAETeNbCTBYET 06 3TOM KOMMO-
3UTOP, CBUAETENLCTBYET O NHOAAX, KOTOPble AnLua-
OTCA CraceHus, HO He BefatoT 06 3TOM.

WTaK, AyxoBHas napTutypa «Pycanku», kak Mbl
YBUAENW HanpaBaeHa JoNy — 3a npegenbl JlecTBnupl
Palickolt. 3gecb nokasaHa CMepTb NOYTK BCEX FepPOEB,
NoTOMY, MPY BCEN KaMepPHOCTK, TaK TsXena B BOC-
npuaTUK 3Ta onepa. lyxoBHas napTutypa Apyrow
MywkumHckor onepbl A. C. Japrombikckoro — «Ka-
MEHHbIV rOCTb» — NPOTMBOMONOXHA, OHa YCTPEM-
NeHa rope. 3aecb, BOCXOAA Mo cTyneHam Jlecteuupl,
repoun JoCTUraroT rnasHon fgobpogetenn — ntob-
BU. MNogpobHO 06 naee npeobpaxkeHns rnaBHO-
ro repos B onepe «KameHHbI rocTb» pacckasaHo
B Ouepkax aBTopa HacTosAwel ctatby [9]. B cywHo-
ctun, «Pycanka» n «KamMeHHbIN rocTb» NpeacTaBs-
0T cOOOVi ABa BapuaHTa Pa3BA3KM NMOUTU OAHOTO
1 TOrO Xe, CBA3aHHOrO C obpaszamm «MenbHUUNXM»
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n KHs3s, ctoxxeta [1]. MocneaHuii U3 HUX yKa3biBaeT
NyTb, YCTPEMJIEHHBIN B Hebeca, KaK 3TO 6bIao B Te-
aTpanbHbIX COUNHEHMAX POAOHAYaNbHUKA «HOBOU
cmuxuu 8 uckyccmeae» M. V. TanHkn. BCnoMHUM, UTO

fpaxe Tpareams «KHa3b XoaMckunii», Kazanocb bbl,
COCpeAoTOUYEHHAs Ha TeMe NafeHUs repos, 3aKaH-
ymBaetcs B GMHaNe packasHUEM W MPOCBETIEHNEM.
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PATRIOTISM AS A SYSTEM-FORMING PRINCIPLE IN
THE GENRE-THEMATIC PARADIGM OF FINE ARTS IN
NORTH KOREA!

Summary: The article considers the theme of patriot-
ism in the fine arts of the DPRK. It is argued that North
Korean artists, working within the strict framework of
Juche realism, strive to convey the idea of patriotism no
matter what they depict and no matter what genre they
turn to. The comprehensive direction of “ideological paint-
ing”, chujehwa, which forms the aesthetic and content
side of the creative process in the DPRK, often levels out
the genre division. It is reduced to key plots and motifs,
the main task of which is the propaganda of patriotism.

The images of North Korean leaders, presented in
an inextricable connection with the fate of the nation
and the homeland, are analysed as the most striking
example of patriotic pathos in the fine arts. The idea of
patriotism makes it possible to develop a visual chron-
icle of the exploits of an individual hero and an entire
nation, acting according to a certain "heroic” scheme
and corresponding to the canon of selfless loyalty to
the fatherland. Moreover, it makes it possible to re-
think the military theme in the DPRK painting in an
original way.

Being an inseparable part of the political sys-
tem, the ideologised, mass fine arts of the DPRK are
called upon to bring the concept of patriotism to
the public. Patriotism has become one of the main
elements of the public consciousness of North Ko-
rea. Moreover, fine arts are aimed to cultivate love
for the homeland in citizens. Being an effective and
functional tool for indoctrinating the population
within the strict doctrinal framework of the Juche

1. The study was carried out within the framework of the RSF
scientific project 24-28-00788, National Ideology and Ways
of Patriotic Education in Korea (20t™-21st Centuries).

The theme of labour is also subordinated to the con-
cept of love for the socialist homeland, raising everyday
life to ideological heights. The fine arts of North Korea
attach great importance to the themes of women, moth-
erhood, family, youth and sports, which are used as mes-
sengers for patriotism.

Even landscape painting, which has deep national tra-
ditions, carries a powerful ideological message designed
to instil a sense of awe and pride in the viewer, and to
strengthen devotion to their country. The equally an-
cient Flowers and Birds genre, in addition to its aesthetic
content, emphasises the theme of abundance, prosper-
ity, and social contentment. Naturally, the poster, being
deeply politicised and ideological, also has a patriotic feel.

The author concludes that the patriotism motif is cen-
tral in the fine arts of the DPRK. To artists, North Korean
propaganda dictates a vision of patriotic ideas as a stand-
ard and unchanging set of themes that they are obliged
to reflect in their work.

Keywords: DPRK, patriotism, propaganda, Juche real-
ism, “ideological painting”, chujehwa, leader.

ideology (&3, “man is the master of everything
and decides everything”), painting constantly em-
phasises the spiritual connection of North Koreans
with the fatherland, leaders, and the party.
Socialist realism, which has been transformed
into the so-called Juche realism (FA A A &, a term
introduced by Kim Jong Il in 1991) in North Kore-
an reality, is the only creative method permitted
in the DPRK [4, p. 69]. The reflection of the revo-
lutionary traditions of the Korean people and cul-
tivation of patriotism are the main tasks of Juche
realism. Kim Jong Il wrote: “Much attention should
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Fig. 1. Yu Youngwan. Great Leader Comrade Kim Il Sung Supervises the Construction of a Reservoir on Site, before 1979. Ink and
colour on paper, 170x350 cm. Korean Art Gallery, Pyongyang.

be paid to the creation of works on the theme of
the Motherland. It is of great importance for ed-
ucating people in the spirit of national pride and
dignity, ardent love for their Motherland, and self-
less struggle for its prosperity and development”
[4, p. 80].

State orders are, in fact, the only source of activ-
ity for North Korean artists, who work within strict
stylistic and subject-thematic boundaries, while the
choice of the “right” theme is the main stage of
the entire creative process. Without exaggeration,
in the DPRK, each genre introduces the ideologi-
cal principles necessary for the state and the party
into the public consciousness.

A special direction of fine arts, chujehwa (5 3},
“ideological painting"), occupies the highest position
in the genre stratification of North Korean painting.
Chujehwa turns into a visual allegory. In the minds
of people, it forms an ideal image of a “socialist par-
adise” imposed on society by the ruling elite. At the
same time, “ideological painting” levels out the gen-
re division as such, often reducing it to key images,
plots, and motifs whose task is to promote patriotism.

Most often, the inextricable connection between
the leaders and the fate of the nation appears to
be the essence of pictorial allegory in North Korea.
Since the late 1960s, Kim Il Sung has become the
main and most important hero of the paintings, and
since the early 1980s, Kim Jong Il has joined him.
These images are the core of artistic propaganda
and are found everywhere, from residential apart-
ments to subway cars, not to mention streets and

136

public places. The paintings directly, and sometimes
allegorically, depict the history of the revolutionary
activities of Korean leaders, who devote their entire
lives to serving the people’s happiness and pros-
perity. The author of the article has not yet come
across pictorial images of Kim Jong Un; however,
it is probably only a matter of time.

In the art of the DPRK, leaders occupy the place
of the sacred centre, while art itself becomes one of
the main instruments for the formation of a person-
ality cult. Such works are characterised by a kind of
“religiosity”, solipsism, mythologisation of the histo-
ry of the nation, forming a collective unconscious. It
bears fruit: the leaders, elevated to the level of dei-
ties, demand an appropriate attitude towards them-
selves. It is significant that during natural disasters,
floods or fires, North Koreans first save portraits of
leaders, and only then property. The canonical im-
age of Kim Il Sung was first developed in the late
1960s by artist Jang Hyuktae (%4 =), who creat-
ed the monumental painting Commander-in-Chief,
Marshal Kim Il Sung in 1967; it was later reproduced
in bronze and repeated many times by North Ko-
rean artists [7, p. 140].

Portraits of leaders and their depiction in every-
day scenes and interiors received a special term —
yongsan chakphum (%3 73=+%). Every artist knows that
“the creation of a noble image of the leader is the
most important area of manifestation of the par-
ty spirit of socialist fine arts. <...> Workers in fine
arts must brightly and respectfully depict the great
leader in the centre of works, showing his image al-

Fig. 2. Chu Gwanghyeok. We Would Like to Show You Atrtillery Shooting Training, 2070. Oil on canvas, ?x? cm. Storage location unknown.

ways in the midst of the people” [4, p. 38, 79]. It is
natural that permission to paint such ideologically
charged pictures is given only to the most talent-
ed and carefully selected artists. These same artists
create scenes where the leaders are not personally
present, however, the plot of the paintings is con-
nected with them. At the same time, it is regular-
ly emphasised that art itself owes its development
to the leaders’ artistic thought, their programmat-
ic leadership, and instructions.

The iconographic existence of North Korean lead-
ers begins in childhood and ends with their exist-
ence for centuries. A particular chronological period
of the leaders’ lives is visually documented, and
events and places associated with their activities
are also included in the pictorial canon. In paint-
ing, the images of leaders serve “not as role mod-
els but as objects of worship” [2, p. 193].

Naturally, a strict canon reigns in yongsan chak-
phum, for example, a military or party uniform,
a certain hairstyle and headdresses of leaders. The
figures of leaders always occupy the central place
in the composition; they are somewhat enlarged
in proportions compared to all other characters
in the paintings. At the same time, the images of
Kim Il Sung and Kim Jong Il are not always depict-
ed in the same way. Before the viewer, they ap-
pear at different ages and in a number of guises,
suggesting compositions that align with the sto-
ryline as well as diverse colouristic and emotion-
al solutions.

Strict images of leaders dictate the most gen-
eralised but at the same time majestic and monu-

mental interpretation. Such images possess power
and energy, they capture the viewer's attention,
and subordinate it to their will.

Leaders can be depicted as wise, all-knowing
teachers who work with full dedication in their of-
fices, speak to small groups or to the public from
high platforms, visit factories, production facilities,
and collective farms; they supervise a wide variety
of work, from planting rice and breeding fish to de-
veloping mines and scientific discussions. The paint-
ing by master Yu Youngwan, Great Leader Comrade
Kim Il Sung Supervises the Construction of a Reser-
voir on Site? (fig. 1), can be considered indicative.
Such images of North Korean leaders are character-
ised by deliberate psychologism, designed to em-
phasise their intellect and insight, and at the same
time — humanity, manifested in a special closeness
to the people [5, p. 28-29].

The leaders act as friends of children, the elder-
ly, athletes, artists, collective farmers, and workers.
Such iconographic schemes, as well as schemes with
images of wise teachers, are full of genre details and
are distinguished by the heightened emotionality
characteristic of the yongsan chakphum genre: the
masses, blessed by the presence of the leaders, ex-
press delight and emotion, being in a state of ab-
solute happiness, and the leaders show concern for
people, hugging them or talking, helping with their
affairs. For example, a common plot is that of Kim Il

2. Attribution of paintings may be partial, since North Korean
sources often do not provide the necessary amount of
information. In the presence of a more complete attribution,
the names of the artists and the titles of the paintings are
duplicated in Korean in the text.
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Fig. 3. Ri Chang. Elderly Man at Raktong River, 1966. Ink and colour on paper, 130x201 cm. Korean Art Gallery, Pyongyang.

Sung, during the difficult years of the anti-colonialist
struggle, giving his warm clothes to those in need.

The images of the leaders are revealed through
their involvement in the national historical process,
which involves the depiction of their militant rev-
olutionary past or creative present. Naturally, the
historical-revolutionary genre and the "historical
picture” in North Korea are full of heroic, coura-
geous, decisive commanders, key organisers and
main inspirers of victories that change the fate of
the homeland [17, p. 3-23]. The painting by master
Chu Gwanghyeok (F33), We Would Like to Show
You Artillery Shooting Training (22} 33 € Xo}F
2)19) (fig. 2), is a striking example.

Reflecting on the historical-revolutionary genre,
it would be appropriate to quote Kim Il Sung: “The
art that a heroic people demands must certainly be
heroic” [3, p. 15]. A vast layer of North Korean fine
arts is marked by the "heroic” style. An unconditional
desire for a feat: a leader, a patriot, a warrior, with-
out a shadow of a doubt, enters into a battle, chal-
lenge, dramatic confrontation, ready to win or die,
is the main pathos of such works. This direction of
painting allows artists to keep a visual chronicle of
the revolutionary struggle and materially objectify the
ideal image of the entire people, depicted as a sepa-
rate individual, who is called upon to act in all situa-
tions according to a given "heroic” scheme in order
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to correspond to the canon of selfless devotion to
their fatherland. The painting by famous master Ri
Chang (817}, b. 1942), Elderly Man at Raktong River
(5229 ol ) (fig. 3), in which an elderly boat-
man helps the fighters, ferrying them along the riv-
er, is the programmatic work on the given theme.

With the presence of common features charac-
teristic of works of the historical-revolutionary genre
of different national cultures, such as the assertion
of the idea of the predominance of the public over
the personal, spectacular content, high spirituality,
fearlessness, determination, fortitude, self-sacrifice,
embodied with the help of colour contrasts, dy-
namic composition, scale, etc., North Korean paint-
ing has a number of specific features inherent to it.

The ideological “historical picture” reflects the
artists’ desire to convey the sublimity of their char-
acters in scenes of incessant struggle. The expres-
sions of strong-willed faces are depicted in a heroic
way; however, it is unusual here that the artists of-
ten portray their psycho-emotional state without
excessive expression, showing equanimity, absolute
restraint and solemn self-control, somewhere even
detachment that do not correspond to the critical
situation. The characters are too calm for the ad-
versity and difficulties they are facing.

Moreover, many historical scenes are character-
ised by theatricality, even naive cartoonishness of

Fig. 4. Ri Songgu. On the Firing Line, 2012. Oil on canvas, 88x 118 cm. Storage location unknown.

the composition, which is compensated by the re-
alism of the execution of individual details. Further-
more, North Korean painters are fascinated by light
and air effects: falling snow, pouring rain, swirling
fog — frequent elements of historical, battle, and
genre paintings. These states of nature are intended
to increase the emotional tension in the paintings,
causing a response in the viewers’ hearts [14, p. 183].

The military art is unique. Since the late 1990s,
in accordance with the Songun (A&, military-first)
policy, the "revolutionary soldier culture” has been
actively developing in the DPRK. Its essence is that
the military must maintain a joyful mood, lead an
optimistic lifestyle filled with revolutionary emo-
tional enthusiasm. Soldiers of the Korean People's
Army overcome difficulties with a smile on their lips.
Propaganda claims that the “soldier culture” corre-
sponds to the spirit of Korean patriotic culture of
the 21st century [8, pp. 521-522].

A multitude of paintings in which the favour-
ite motif is the image of an individual soldier or
a group of soldiers, depicted in a deliberately pos-
itive, even humanistic way, were the result of such
a cultural policy in North Korean painting. It is here
that military patriotism, the idea of soldierly broth-

erhood, and devotion to duty can be demonstrated.
These are ordinary moments of service, everyday
army life, moments of rest after battles, assistance
provided by the Korean People’'s Army to ordinary
people in peacetime. On the one hand, painters al-
ways convey the army’s one hundred percent com-
bat readiness, on the other hand, they preserve the
noble joy and calm confidence on the faces of sol-
diers and officers. The work of master Ri Songgu
(814 3), On the Firing Line (814 91 4) (fig. 4), can
serve as an example of such compositions.

A heroic atmosphere, combined with the unbri-
dled joy of an excited crowd and the happiness of
each individual character, is inherent in monumen-
tal canvases on which the artists paint military pa-
rades, mass festive processions, party or national
rallies and jubilations in honour of past historical
victories, new or future achievements. Realism and
theatricality, lyricism and sublimity, solemn beau-
ty, and even an element of melodrama are surpris-
ingly reflected in the “ideological painting” of the
DPRK, forming its aesthetic and ideological pro-
gram [14, p. 129].

The gigantic work 7994, The Year of Shedding Bit-
ter Tears (3389 3 1994\4) (fig. 5), created in 1996
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Fig. 5. 60 artists of the Mansudae Art Studio. 1994, The Year of Shedding Bitter Tears, 1996. Ink and colour on paper, detail. The

Mansudae Art Studio Archive, Pyongyang.

by a group of artists of the Mansudae Art Studio,
is probably the most impressive example of such
painting. Although this time, the artists depicted
not joy but the endless grief of the North Koreans.
The canvas was created as a memory of the nation-
al mourning for Kim Il Sung. It consists of 7 parts
(each: 220 x 960 cm), the total length is 82 m. The
work was created by sixty artists in just a month.

The theme of labour, which has been and re-
mains a symbol of class ideology and the embodi-
ment of collectivism for artists, is also presented in
a patriotic spirit in North Korean art. Artists demon-
strate the heroism of simple everyday life, raising
it to aesthetic and ideological heights. Everyday
painting is based on the most common slogans:
"We do not envy anyone in the world!” and "Rely
on your own strength!”. This genre, which has ab-
sorbed the diversity of citizens’ routine activities,
is essentially a hymn to the nobility and value of
any work, especially physical labour, which is one
of the fundamental and most important forms of
national consolidation. Following such visual rhet-
oric, the meaning of life for North Koreans is hard
work and devoted service to leaders, society, and
the homeland.
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Builders, miners, steelworkers, drivers, engineers,
scientists, and their work enthusiasm have become
an invariable source of creative inspiration for art-
ists. It is significant that the images of everyday
work and military valour do not oppose each other,
as one might expect, but complement each other,
creating a single agitational and propaganda emo-
tional image. In life and painting, the army is includ-
ed in almost all spheres of physical labour activity:
the so-called “speed combat squads” (a special par-
amilitary construction organisation) are regularly
used to help workers on gigantic high-rise con-
struction sites under blue skies, in deep mines, in
factory workshops boiling with molten metal and
illuminated by the fireworks of electric welding, in
flooded rice fields. Thus, the military and labour
actions acquire a common heroic interpretation;
they are mutually enriched, provide a fusion of the
socio-psychological and socio-dramatic principles,
imposing a multi-figured composition. The poetics
of continuous labour rhythms presupposes gran-
deur, monumentality, and majesty of the works.
The painting created by master Hwang Min (%))
in collaboration with five artists [18], Evening Lights

Fig. 6. Hwang Min and others. Evening Lights at a Construction Site of Residential Buildings in the Songsin and Songhwa Districts,
2022. Ink and colour on paper, ?x? cm. Storage location unknown.

at a Construction Site of Residential Buildings in the
Songsin and Songhwa Districts

(FA, £33 34F P A A FoF3) (fig. 6), stands
in a long line of similar paintings.

Such an ideological composition of images re-
quires a language of gesture and an element of
emphasised expression: the figures of purposeful,
strong workers are intertwined by the artists in a dy-
namic labour impulse, the colour contrast enhances
the epic nature of everyday scenes. The plot con-
tent and narrative richness of the works promote
social optimism. Most often, cheerful young people
create a new happy life in the DPRK day after day.

Numerous scenes of rural labour and collective
farm everyday life are depicted similarly: the artists
raise their status to a historical genre. North Kore-
an art demonstrates a deep attachment to the na-
tive land, a social order to glorify the daily work of
a villager, dependent on labour and biological cy-
cles, the need to idealise the visual representation
of peasant life and the joy of collective existence.

In the images of modern agricultural work, the
emphasis is on the theme of mechanisation and ag-
ricultural abundance; tractors, watering machines,
and threshers constantly appear in the paintings;
the fields are full of ripening rice, the vegetable
gardens are full of ripe vegetables, and the trees
in the orchards are bursting with fruit, emphasising
that there is no social deficit in society. Cheerful pig

farmers, shepherdesses, agronomists, and tractor
drivers complement these idyllic pictures. A young
rural worker [16, p. 50] from the painting by art-
ist Pyon Changyun (¥ 3}¢), Dreamful Days (3 %<
1 48) (fig. 7), is a good example of such characters.

The DPRK painting attaches considerable impor-
tance to the theme of women, motherhood, and
family. The representation of female images, em-
bodied in a special repetitive iconography, com-
bines the techniques of realism and romanticism
necessary for the transmission of patriotic and hu-
manistic ideas. Fine art has generated a number of
characteristic types of female imagery, reflecting the
inseparable connection of the dominant social roles
of modern Korean women with socio-political con-
ditions. A patriotic partisan, a female soldier, and
a female worker of various professions are the most
common types. Thus, the painting by famous mas-
ter Kim Uigwan (319, b. 1939), Women of Nam-
gan Village ((323+1<9 Y4 E) (fig. 8), dedicated
to the young women of a small village in Goseong
County, Gangwon Province (today the territory of
the Republic of Korea), who harvested rice in their
home region (where the front line ran) during the
Korean War (1950-1953), became recognised and
beloved in North Korea.

Naturally, the image of the mother is the ar-
chetype of the feminine principle. The social and
spiritual role of the mother in the lives of chil-
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dren is actively supported by Juche propaganda.
Encouragement of the birth rate is seen as a way
to protect and support the state. It is significant
that in addition to the carefully constructed ico-
nography of the leaders, artists have also devel-
oped special approaches to the depiction of Kang
Bang Sok, the mother of Kim Il Sung, and his first
wife Kim Jong Suk, the mother of Kim Jong Il. Both
of them played a significant role in shaping the
image of the ideal Korean woman: a patriot, wife,
and mother.

The themes of the younger generation, youth, and
sports are not central, although it would be unfair to
say that they have been completely relegated to the
periphery of North Korean fine art. Often in North Ko-
rean painting, they lose their allegorical-romantic aura
and gravitate toward a purely everyday genre. These
are collective scenes of admission to the Young Pio-
neers, school lessons on patriotic themes, joint hikes
to places of revolutionary glory and objects associat-
ed with the life and work of leaders, as well as scenes
of victories and jubilation of athletes at international
competitions. As an illustrative example, we will cite
the work of master Kim Gwangmin (3} 31)), The Story
of Straw Bast Shoes (Fig. 9), in which a young teacher
conducts an ideological lesson with children, telling
them about the life of farm labourers.

It can be argued that the broad historical and
everyday genre, which includes a variety of motifs,
is an integral part of the “ideological painting” of
the DPRK and has a pronounced propaganda and
patriotic content. It acquired a solemn, monumen-
tal character in the most seemingly banal everyday
stories and turned into a source of visual narration
about the happy modern life in North Korea.

Undoubtedly, the DPRK painting has especial-
ly fully revealed its artistic potential in landscape,
which had been considered a high genre in tradi-
tional Korea for centuries; however, it also turned
out to be not free from educational and ideologi-
cal ideas, depicting the political order of Juche art
more subtly and sometimes much more successfully.
The beautiful idyllic landscapes of the peninsula in
pictorial embodiment acquire the status of a sym-
bol of the homeland and a new progressive state.

Revealing the poetic wealth of Korean nature, con-
veying the beauty of the native land, where a happy
people live under the wise leadership of its rulers,
landscape painting undoubtedly receives a nation-
al character and carries a powerful ideological mes-
sage. Specific fragments of the terrain: fertile valleys
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surrounded by soft hills, high sharp mountain peaks,
streams and waterfalls, shipyards against the back-
drop of calm water, seaports filled with ships and
unloading cranes, smoking blast furnaces or soar-
ing factory chimneys against the backdrop of sun-
rises and sunsets, painted with amazing emotion,
in an expressive, sometimes even dramatic manner,
are intended to instil a sense of awe and pride in the
viewer, to strengthen love for the fatherland.

Folk artists Kim Songgun (34 2, b. 1945) and
Choe Changho (3% 3, b. 1960) are famous mas-
ters of the landscape genre. Raging waves are the
main motif of Kim Songgun'’s emotional landscape.
Waves of Haekumgang (314239 = =) (fig. 10) is the
master’'s most famous work. In the symbolic lan-
guage of North Korean painting, waves represent
the fearlessness and determination of the Korean
people in overcoming difficulties and all kinds of
obstacles. Choe Changho is known for his numer-
ous majestic, breathtaking landscapes of Mount
Kumgangsan and Mount Paektusan, the nation-
al pride of all Koreans. The artist's works, such as
Chon Lake on the Top of Paektu Mountain in Win-
ter (fig. 11), never include staffage in the composi-
tion; they reflect the grandeur of the surrounding
world and become a powerful ideological weapon.
Propaganda uses them as symbols of revolution and
the Juche idea; in them, the harsh nature is an alle-
gory for the steadfast spirit of the Korean people.

However, perhaps the most recognised master-
piece of landscape painting is the painting Evening
Glow over Kansong (349 M4 x-%) (fig. 12) [13] by
the outstanding master, the central figure of the cre-
ative circles of the DPRK in the 1960s-1990s, laureate
of the Kim Il Sung Prize, People’s Artist, twice Hero
of Labour — Jong Yongman (& ©3 1}, 1938-1999). The
work is characterised by an amazingly bright expres-
sion, drama, and theatricality. The sunset is blazing over
the steel plant. The dark hulls, merging into a single
silhouette of a huge ship, seem to be slowly moving
along the river, in which the last rays of the sun are
reflected. It is as if molten metal has spilled across the
sky and on the surface of the water. Jong Yongman is
credited with discovering free red and deep ochre for
North Korean painting; these colours would be actively
used by artists in both landscapes and everyday scenes
[14, p. 111]. The painting received numerous national
awards and became a visual slogan for the Juche ide-
ology, affirming the heroic pathos of creation, move-
ment, optimism, and hope for a bright future.

Fig. 7. Pyon Changyun. Dreamful Days, 2072. Oil on canvas, 96x 133 cm. Storage location unknown.

It is also necessary to mention the Flowers and
Birds genre, popular throughout the traditional Far
East. In modern painting, it can be very condition-
ally associated with still life, always remembering
that it was "living” and not "dead” nature that be-
came the object of attention for medieval artists
[1]. In the fine arts of the DPRK, this trend, in addi-
tion to its own aesthetic content, is intended to em-
phasise the themes of abundance, prosperity, and
social consumption. A clear example is the paint-
ing by master Ro Haechon (23 ®), Another Rich
Harvest (fig. 13). It would seem that such a gen-
re, which is not ideological in its essence, also be-
comes a mouthpiece of national propaganda. For
example, in the classic auspicious plot with cranes
and pine trees, symbolising long life, the masters
easily weave the Kimilsenia orchid (3 ¥4 &) and
the Kimjongiria begonia (3 A ¥ 8}), specially bred
plants named in honour of the leaders.

Discussing the patriotic pathos of the fine arts of
the DPRK, it is important to say a few words about
the poster. This type of graphics, based on slogan-
pictorial symbolism, operational and accessible to the
broad masses of people, is an integral tool of con-
tinuous propaganda and agitation in North Korea.

A catchy, short, and sometimes quite long text,
complementing and revealing a bright image, con-
taining succinct graphic images understandable to
every citizen, is easy to remember even with a quick
look; it calls for action necessary for the state. Kim
Jong Il emphasised that in creating a poster, “the
artist must be sensitive to the party’s policy, have
keen observation of objects and phenomena, and
evaluate them correctly” [4, pp. 219-220].

A poster can advocate an uncompromising fight
against enemies, raise the morale of soldiers, pro-
mote friendship between peoples, or, for example,
explain the importance of respect for the older gen-
eration [6]. Naturally, the North Korean poster is
deeply politicised and ideological; however, at the
same time, the authors create it at a worthy artistic
level, elevating it to the rank of high art. Honoured
Artist Pyon Hyochan (born 1958) is one of the rec-
ognised graphic artists. His work Increase Power
Production by Modernising Thermal Power Stations
and Accelerating Construction of Large Hydropow-
er Stations! (fig. 14) is a representative example of
a poster created in the DPRK [12, p. 104].

Obviously, the motive of patriotism has become
central to the visual arts of the DPRK. It is this mo-
tive that models the visual ideal of a citizen, for
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whom love for the fatherland is an integral part of
their being. The state obliges North Korean artists
to present patriotic ideas as a stable, unchanging
set of themes that cultivate loyalty to the leaders

and the party in a person, the desire for a feat in
the name of the motherland, the wish to work hard
for the good of the country and family.
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MATPVOTN3M KAK CUCTEMOOEBPA3YHOLLEE
HAYA IO B XXAHPOBO-TEMATUYECKOW
MAPAZVITME N30OBPA3UTE/IBHOMO MICKYCCTBA
CEBEPHOW KOPEW

AHHOomayuA: Hactoswas ctatba NoceaLLeHa TeMe naTpu-
oTM3Ma B n3obpasmtenbHom mnckycctee KHAP. YTeepxaa-
eTcs, UTO ceBepoKoperckme mMacTepa, pabotas B CTPOrux
pamKkax «4yyxeiickoro peanmsma», 4to Hbl OHU He n3obpa-
Kanw, K KakoMy >KaHpy Hv obpalLanunch, CTPeMATCS K nepe-
Jave naev natpnotusma. Bceobbemantolee HanpasieHme
«NAE0NOTNYECKON XNBOMUCK» YyOxexsd, bopmupytoLLee
3CTETUYECKYHO 1 coAepKaTeNbHY CTOPOHY TBOPUYECKOro
npouecca B KHAP, yacto HuBenupyet xxaHpoBoe jeneHue,
CBOAA €ro A0 K/HOYEBBIX CHOXXETOB 1 MOTUBOB, r1aBHas 3a-
Jlaya KOTOpbIX — MponaraHaa naTtpyuoTm3ma.

B kauectBe Hanbonee ApKOro npMmMepa naTpuoTmye-
ckoro nagoca B n306pasnTesibHOM UCKYCCTBE aHaan3mnpy-
tOTCA 06Pasbl CEBEPOKOPENCKMNX BOXAEN, NPEACTaBAEHHbIE
B HEPA3PbIBHON CBA3M C CyAbbamu HaLum 1 poauHbl. Vaes
naTpuoTM3Ma no3BosiseT pa3paboTaTb BU3yasibHYHO Jle-
TOMWCb MNOABMIOB OTAE/NLHOIO repos W Lesoro Hapoaa,
AENCTBYIOLLMX MO ONpeAesieHHON «reponYeckomn» cxeme
1 COOTBETCTBYHOLUX KaHOHY 6e33aBeTHOW BEPHOCTM OT-
€4ecTBY, CAMOBLITHO NEPEOCMbICANTL BOEHHYIO TEMaTH-
Ky B >xxusonucu KHAP.

TeMa Tpyaa TakKe NOAUMHAETCA KOHLENLMM 068U
K COLMaANNCTUYECKOWN pOaMHe, NogHMMas obblBaTesb-

NaeonornsmpoBaHHoOe, MaccoBOe n3obpasn-
TenbHoe nckycctso KHAP, koTopoe asaseTca HeoT-
JEe/IMMOW YacTbHO MOIMTUYECKOW CUCTEMbI, MPU3BAHO
HeCTn B LUIMPOKMNE HapPOAHble KPYTy KOHLLEMLMIO Na-

1. WccnepoBaHue BbINOAHEHO B pamMkax Hay4Horo npoekTta PHO
24-28-00788 «HauuoHanbHasa MAeONOrA Y UHCTPYMEHTbI
BocnuTaHma natpuotunsma B Kopee (XX-XXI BB.)».

CKYHO NMOBCEAHEBHOCTb 0 MAEONOTMYECKUX BbICOT. BoAb-
Loe 3HayeHne n3obpasmTenbHoe nckyccteo CeBepHON
Kopeu npugaet TeMaM XeHLUMHbI, MaTEPUHCTBA, CEMbM,
MOOAEXWN U CNOPTa, KOTOPblEe UCMONb3YHOTCA KakK py-
nop naTtpuoTmsma.

[Jaxe nelizaxHas XMBOMUCb, UMetoLLas raybokue Ha-
LiMOHaNbHble TPaAWLMKN, HECET MOLLHOE UAEO0N0TNYecKoe
nocnaHve, NPU3BaHHOE BHYLLWTb 3pUTENIO YyBCTBO Tpe-
neTa U ropgocTy, YKPenuTb NpesaHHOCTb CBOEN CTPaHe.
CT0Nb Xe APEBHUI XaHP «LBETbI M ATULLbI», MOMUMO 3CTe-
TUYECKOro COAEpPXKaHWs, MOAYEPKUBAET TEMY N3006UNS,
npoLBeTaHnA 1 COLMaNbHOro J0BOLCTBA. EcTecTBEHHO,
4TO Makart, byayun rayboko NoAnTUIMPOBaH U MAEONO-
TM3MPOBaH, Tak)Ke UMeeT NaTPUOTUYECKUIA 3apsa.

ABTOP NPUXOAMUT K BbIBOZY, YTO MOTUB NaTp1oTM3ma
B n306pasmtenbHoM nckycctee KHZP aBnasetca LeHTpaib-
HbiM. CeBepokoperickas nponaraHaa ANKTYeT XyL0XKHMU-
KaM BUAEHME NaTPUOTUUECKUX UAEN Kak CTaHAaPTHbIN
M HEM3MEHHbI KOMMAEKC TeM, KOTOpble OHN 06s3aHbI
OoTpaxaTb B CBOeM TBOpYECTBeE.

Knroyessie cnosa: KHAR nampuomusm, hponazaHoa,
«yyuxelickuli peanusm», «udeos102u4eckas Xueonuce»,
uyoxexea, 80X0b.

TPUOTM3Ma, CTaBLUYO OAHUM U3 FNaBHbIX NE€MEH-
TOB 06LWecTBeHHOro co3HaHusa CesepHolt Kopewn,
M BOCMUTBLIBaATb B rpaxkgaHax NtoboBb K poauHe.
Byayun aencTBeHHbIM U GYHKLMOHANBHbBIM UH-
CTPYMEHTOM VHAOKPWUHALNM HAaceneHns B CTPO-
FMX JOKTPWHANAbHbBIX PaMKax UAeoNOrMnN Yyuxe
(FA, «YenoBek — x03sMH cebs 1 BCEro oKpy>Kato-
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Puc. 8. Kum bllieeaH. XeHwjuHel cena HameaH, 1966.
bymaza, myws, MuHepabHele kpacku, 121x264 cm. XydoxecmeeHHas 2anepes Kopeu, [1xeHbsH.

LLiero Mmpa»), XXMBOMUCb MOCTOSHHO akLEeHTUpyeT
[YXOBHYHO CBA3b CEBEPHbIX KOPEWLEB C OTEHECTBOM,
BOXAAMU U NapTuei.

EAMHCTBEHHbIN TBOPYECKWI METOS, pa3peLLeHHbIN
B KHAP, — coupeannsm, B cEBEpOKOPENCKUX peanu-
X NpeobpasmBLUMNIACS B TaK HA3bIBAEMbIW «YyUXeW-
ckui peannsm» (FH 42N &, TepMyH, BBEEHHbIN
Knm Yen Vipom B 1991 1.) [4, c. 69]. [nhaBHble 3a-
Jayn «4yuxenckoro peannsama» — 3TO OTPaXKeHUe
PEBONOLMOHHBIX TPAANLIMIA KOPENCKOro Hapoaa
W BoCnuTaHue natpuotusma. Kum Yen Up nucan:
«bonblioe BHMMaHMe A0MKHO 6bITb YAeNeHO CO3-
JaHWI0 Npou3BeseHni Ha TeMy PoAWHbBI. 9TO nMeeT
BaXXKHOe 3HaueHne AN BOCMUTaHUA NtOAEN B fyXxe
HaLMOHaNbHON FOPAOCTY U JOCTONHCTBA, ropsyen
NtobBu K cBOeN PoaunHe, caMOOTBEPKEHHOM 6opb-
6bl 3a ee npouBeTaHune u passutme» [4, c. 80].

FocyAapCTBEHHbIN 3aKa3 ABASETCS, MO CYTU, EANH-
CTBEHHbIM UCTOYHUKOM JeATeNIbHOCTU CEBEPOKOpPEN-
CKMX XyAOXHMKOB, paboTaroLLmX B XKECTKUX CTUNEBBIX
N CHOXXETHO-TEMaTUYeCKMX FpaHuLax, Torga Kak Bbl-
60p «nNpaBWAbHOM» TeMbl — [J1aBHbI/ 3Tan BCEro
TBOpYeckoro npouecca. bes npeysennueHns Kax-
Abivi xxaHp B KHAP BHegpseT B HapoAHOe CO3HaHMe
HeobxoaMMble roCyfapcTBy M NapTUM naeonornye-
CKMe yCTaHOBKM.

CneuwnanbHoe Hanpas/ieHne n3obpasnTenbHo-
ro uckyccrea uyoxexea (34 8, «ngeonornyeckas
XMBOMUCb») 3aHMMaET CaMOe BbICOKOE MOJIOXeHWe
B XXaHPOBOW cTpaTMdmKaLm CEBEPOKOPENCKON
XmBonucu. Yyoxexsa npeBpallaeTca B BU3yasb-
HYyt0 anneroputo, GOPMMPYIOLLYHO B CO3HAHUN NtO-
A€ ngeanbHbln 0bpas «coLManncTMUYecKoro pas»,
HaBA3bIBaeMblli 06LLeCTBY NpaBsLLen aauton. Mpwu
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3TOM «MAeoNormyeckas XMBONUCb» HUBEAUpPYET
XaHpPOBOE flesieHne Kak TaKoBOE, YacCTo CBOAA €ro
[0 KNtoueBbIx 06pa3oB, CHOXXETOB, MOTUBOB, 3afa-
Yya KOTOpbIX — NponaraHja naTpuoTn3Ma.

CyTbto XXMBOMUCHON anneropum B CeBepHOM
Kopee ualle Bcero npeacraeTt Hepa3pbiBHas CBA3b
Boxzewn ¢ cyapbamum Haumm. C koHua 1960-x rr. rnas-
HbIM U COAep>KaTeNbHO CaMbIM BaXXHbIM repoem
kapTuH ctaHoBuTCcA Kum Up CeH, ¢ Hauana 1980-x
Ir. K Hemy npucoeanHsetca Kum Yen Wp. 31n obpa-
3bl ABAIOTCA AAPOM XYLAOXKECTBEHHOWN MponaraHabl
1 BCTPEYArOTCA MOBCEMECTHO, OT XWJIbIX KBapTUP A0
BaroHOB METPO, He roBops yxe 06 yauuax n obue-
CTBEHHbIX 3aBegeHusx. KapTuHbl HanpsiMyto, a MHorAa
MHOCKa3aTe/IbHO OTOBpaXkaroT UCTOPUIO PEBOJIHO-
LMOHHOW AefATe/bHOCTU KOPENCKUX NNAEPOB, Le-
JIMKOM OTAAMOLLMX BCHO CBOK XWU3Hb Ha CNy>KeHue
HapOAHOMY CYacCTbIO U NpOoLBeTaHNIO. ABTOPY CTa-
TbW NMOKa He BCTPeYaNnCh XMBOMUCHbIE n3obpaxe-
HUA Kum YeH blHa, HO, BEpOATHO, 3TO ANLLb JeNo
BpEeMEHMW.

Boxau 3aHnmatot B nckycctee KHAP mecto
CaKpasbHOTro LleHTpa, TorAa Kak camo UCKYCCTBO
CTaHOBUTCA OAHVM W3 FNaBHbIX UHCTPYMEHTOB Gop-
MUPOBaHMWA Ky/abTa NIMYHOCTU. Taknum npoussese-
HUAM MPUCYLLM CBOeObpa3Hasa «pPeanrno3HoCTb»,
CONMNMNCK3M, MUDONOTU3ALIUA NCTOPUM HaL K, dop-
MUpPYIOLLMEe KONNEKTUBHOE Becco3HaTeslbHoe. ITO
NPUHOCUT CBOW NAOAbI: BO3BEAEHHbIE A0 YPOBHS
60>ecTB BOXAMW TPEOYHOT K cebe COOTBETCTBYHOLLErO
OTHOLeHwuA. Noka3aTeNbHO, YTO BO BPEMS CTUXUIA-
Hblx 6eACTBUIA, HABOAHEHWUIN AN NOXapPOB, CEBEpP-
Hble KOpeLbl cnacaroT CHavala MMEHHO NOPTPETHI
BOX/EW, a TObKO NOTOM MMYLLECTBO.

Puc. 9. Kum leaHmuH. Pacckas o conomeHHbix ianmsx, 1978.
bymaea, myws, MuHepasibHele kpacku, 130x 110 cm. XydoxecmeseHHas 2anepesi Kopeu, [1xeHbsH.

KaHoHnueckunii obpas Kum Np CeHa Bnepsble
6b1n pa3paboTaH B KoHUe 1960-X Ir. XyA0XXKHUKOM
YaH Xékta (8 ), koTopbii cozgan B 1967 r. mo-
HyMeHTa/lbHOe MONOTHO «[TaBHOKOMaHAYOLWIA,
mapwan Kum Mp CeH»; no3gHee OH 6bii BOCNPO-
n3BeseH B 6POH3€e M MHOrOKpPaTHO NOBTOPAACA Ma-
ctepamun KHAP [7, c. 140].

MopTpeTbl BOXAEW ¥ 1X U306paxkeHne B ObITOBbIX
CLeHax U MHTepbepax Noy4Ynan cneLmanbHbli Tep-

MWH — éHcaH yaknxym (3 42+5). Kaxablin Xyso0x-
HWK 3HaeT, UTo «co3gaHne braropogHoro obpasa
BOXAA — BaXKHeWLwas chepa NposBAeHNA NapTUAHO-
CTW COLMaNNCTUYECKOro n306pasmTenbHOro nckyc-
cTBa. <...> PaboTHWKM n306pa3mnTesIbHOro NCKyCcCcTBa
[OJ/IKHBI CBET/I0 M NMOYTUTENIbHO M306pakaTb Ben-
KOro BOXZs B LLleHTpe Npou3BeAeHN, NokasbiBaTb
ero obpas Bcerga B ryuie Hapoga» [4, c. 38, 79]. 3a-
KOHOMEPHO, YTO pa3peLleHne NucaTb Takne naenHo
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Puc. 10. Kum CoHebiH. BoaHel mopckozo KeimeaHa, 1994.
bymaea, myws, MmuHepansHble kpacku, 80x 180 cm. XydoxecmeeHHas 2anepes Kopeu, [1xeHbsH.

Harpy>keHHble KapTWHbI NOJyYatoT TONbKO Hanbo-
Nee TanaHTAMBbIE W NpoLUejline TWwaTeNbHbIA OT-
60p Xy[OXKHWKW. ITW Xe aBTOPbl CO34ar0T CLEHbI,
rfe BOXAM NMYHO He MPUCYTCTBYHOT, HO CHOXKET Kap-
TWH CBA3aH C HUMMW. [Tpn 3TOM peryasapHo nogyep-
KWBaeTCs, YTO CaMO MNCKYCCTBO CBOWMM pa3BuUTMEM
0653aH0 Xy0XXeCTBEHHON MbICAN BOXAEN, NX NPO-
rpaMMHOMY PYKOBOACTBY W yKa3aHUAM.

N3orpadpuueckoe bbiTe ceBepOKOPENCKUX AN-
[lepoB HauMHaeTCca C CaMOro AeTcTBa W 3akaH4u-
BaeTCA CyLecTBOBaHMEM B BeKax. TOT UAN MHOW
XPOHONOTNYECKNA Nepunos XU3HN BOXAEN BU3Y-
aNbHO AOKYMEHTUpYyeTCs, B N306pasmTesibHbIN Ka-
HOH MonagaroT Takxke cobbITUA N MeCTa, CBA3aHHble
C Ux geatenbHocTbo. Obpasbl pyKoBOAUTENEN B XU-
BOMWCK CIyXaT ye «He obpasuamu ansa noapaxa-
HUA, a 06beKTaMu NOKAOHeHUsA» [2, c. 193].

EctectBeHHO, UTO B éHCAH Yaknxym LapuT CTPO-
TMIA KaHOH, HaNpUMep BOEHHasA WAW NapTUinHan
yHUbOpMa, onpeseneHHbln TUN NpUYecku, yKnag-
KW BOJIOC U FONI0BHbIX y6opoB nnaepos. Ourypsl
BOX/eWN BCeraa 3aHMMarT LieHTpaibHOe MecCTo
B KOMMO3MLMW, OHN HECKObKO YBENNYEHbI B NPO-
nopLuMAX Mo CPaBHEHWIO CO BCEMW APYTMMM Nepco-
HaXxamu kapTuH. Mpwu atom obpasbl Kum Np CeHa
n Kum Yen Npa He pellatotca Bcerja B eMHOM
karoue. OHU NpeACTaloT Nepes 3puTesnem B pas-
HbIX BO3pacTax U B LLeJIOM psAje nnocracen, Ko-
Topble NpejnonaratoT COOTBETCTBYIOLME CHOXKETY
KOMMO3ULMOHHbIE CXEMBI, pa3Hble KOJIOpUCTUYe-
CKWe 1 SMOLIMOHa/IbHbIE peLleHu .

Ctporuve obpasbl BOXAEN-TNAEPOB ANKTYIOT
camMyto 0606lLLIeHHY0, HO BMeCTe C TeM Besnye-
CTBEHHYIO U MOHYMEHTa/IbHYO TPakToBKy. Takune
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n3obpaxkeHns obnasatoT CUNOW N SHEPTUEN, OHU
3aB/JafeBatoT BHYMaHVEeM CMOTPALLEro, NOAYNHA-
tOT ero cBoel BoJle.

Boxxaun moryT nsobpaxatbca kak Myapble, BCe3Ha-
OLLMe yumnTeNs, KOTopble C MOJAHOW oTaaveit pabo-
TaloT B KabuHeTax, BbICTYNatoT nepes HeboNbLLMMU
KONNEKTUBAMU MW NEPES LUMPOKON NyOAMKOWN C Bbl-
COKMX TPMOYH, MoceLLatoT 3aBOAbl, MPON3BOACTBA,
KOJXO3bl, PyKOBOAAT NPOLLECCOM CaMbIX Pa3HbIX
paboT, OT Nocajkm puca n pasBeseHunsa pbibbl J0
pa3paboTKu roOpHbIX PYAHNKOB U HaYUHbIX ANCKYC-
cuii. MokasaTeslbHOW MOXHO CYMTaTb KapTUHY Ma-
crepa O EHreaHa «Benukuii Boxab ToBapuwy, Kum
Np CeH pykoBOAUT Ha MeCTe CTPOUTENbCTBOM BO-
aoxpaHuanwwa» 2 (puc. 1). Ans nogobHbIx obpasos
CeBepPOKOPENCKNX NNAEePOB XxapakTepeH Hapouu-
TbI NCUXONOTM3M, NMPU3BAHHBIA MOAYEPKHYTb X
WHTENNEKT N NPOHNLLATENbHOCTb, Y BMECTe C TeM —
4Ye/I0BEYHOCTb, NpoABAAloLLMecs B ocoboi banso-
CTW K Hapogay [5, c. 28-29].

Boxau BbICTYnatoT Kak Apy3bs AeTen, cTapu-
KOB, CNOPTCMEHOB, AeATesen NCKYCCTBA, KONXO03-
HUKOB, pabouwnx. MofobHbIe MKOHOrpaduueckne
CXeMbl, KaK 1 cxeMbl ¢ 0bpasamun MyapbIX yumTe-
Nel, NONHbI XaHPOBbIX AeTanen U OTANYAKOTCA Xa-
paKkTepHOM ANS XaHpa éHCaH Yaknxym YCUNEeHHOMN
3MOLMOHANbHOCTbIO: HAPOAHbIE MaCChl, OCBALLEH-
Hble MPUCYTCTBUEM NNAEPOB, BbipaXkaroT BOCTOPT
N ymuneHue, npeboiBas B COCTOAHUN abCcoNtOTHO-
ro c4acTbs, a BOX/AMN NPOABAAIOT 3a60Ty O Nt0AAX,

2. ATpubyums KapTUH MOXET BblTb YaCTUYHOW, Tak Kak pabo-
Ta C CeBePOKOPENCKMMUM NCTOUHMKAMM YacTo He AaeT Heob-
xogumoro obbeMa nHpopmauum. Mpu Hannumm Gonee non-
HOW aTpubyLmMn MMeHa XYAOXHWKOB U Ha3BaHWsA KapTUH ay-
BANPYIOTCA B TEKCTE HAa KOPENCKOM fA3bIKE.

Puc. 11. Yxee YxaHxo. O3epo YxoHOxu Ha 2ope MakmycaH 3umod, 2007.
bymaza, mywe, MuHepaneHsle kpacku, 122x200 cm. Mecmo xpaHeHus He U38eCmHo.

obHMMasa ux nan beceays, nomoras B genax. Tak,
Hanpumep pacnpoCTPaHEHHbIM SIBASETCS CHOXET,
B koTopoM Kum Wp CeH B TAXENblE rOAbl aHTUKO-
NOHWaNbHOW BOPbObI OTAAET HYXKAAIOLWMMCS CBOHO
TENNYHO OAEXAY.

Ob6pa3sbl MMAEPOB PacKPbIBAKOTCA Yepes UX BOB-
JIeYEHHOCTb B HALlMOHaJIbHbIN MCTOPUYECKUX MPO-
Lecc, npeanonararoLLmii nsobpaxeHune nx 60eBoro
PEBOJIIOLMOHHOMO NPOLWIOr0o UAN COo3naaTenb-
HOro HacTosiero. EctecTBEHHO, UTO UCTOpPUKO-
PEBOJIFOLMOHHBIN XaHp M «MCTopUYeckas KapTuHa»
B CeBepHoi Kopee MosHbI reponyeckmnx, CMenbIx,
PeLUUTENbHBIX MONKOBOALLEB, KNHOUEBbIX OpraHu3a-
TOPOB Y [NaBHbIX BLOXHOBUTE/EN NO6EA, MEHSHOLLMNX
Cyabbbl poauHsbl [17, c. 3-23]. AApkuin npumep — no-
NoTHO MacTtepa Yy MBaHxéka (F39) «XoTnm noka-
3aTb Bam yuyeHusa no apTuanepwuiickoi ctpenbbe»
(«ZAA F-H T RopFA) 9 »)(puc. 2).

Pa3MbllwnsAs 06 UCTOPUKO-PEBOJIHOLMOHHOM
XaHpe, byaeT ymecTHo npusecTty uutaty Kum Vp
CeHa: «MckyccTBO, KOTOpOE TpebyeT reponyecknii
HapoJ, HEMPEMEHHO AOMXKHO BblTb repONUYECKUM»
[3, c. 15]. O6LWMpHBIA NAACT CEBEPOKOPENCKOro U30-
6pa3nTeNbHOro NCKYCCTBa OTMEYEH «FrePONYECKUM»
ctmneM. MnaBHbI Nadoc TakMx NpPousBeseHNIn —
6e3ycN0oBHOE CTPEMAEHME K NMOABUIY: BOX/b, Na-
TPWOT, BOMH 6€3 TEHN COMHEHUSA BCTynaeT B OMTBY,
nNpoTMBOHOPCTBO, ApaMaTUUECKoe NPOTUBOCTOS-

HWe, rOTOBbIN ogep>aTb Nobeay nan ymepeTb. 310
HanpaBaeHWe XXUBOMUCKU NO3BOASET XYJOXKHUKAM
BECTUW BU3YyasIbHYHO I€TOMNWCb PEBOJIFOLMOHHOM 60pb-
6bl U MaTepManbHO O6BEKTUBMPOBATL UAEa/bHBIN
obpa3 Bcero Hapoga, n306paxkaeMoro Kak oTAesb-
Hasf IMYHOCTb, KOTOPas NMpu3BaHa BO BCEX CUTYya-
LMAX AeNCTBOBaTb MO 3af,aHHOW «reponyeckomn»
cxeme C TeM, YTobbl COOTBETCTBOBATL KAHOHY be3-
3aBeTHOW NpefaHHOCTM CBOeMy oTeyecTsy. lpo-
rPaMMHbIM NPOM3BEAEHNEM Ha 3aJjaHHYIO0 TEMATUKY
CTasa KapTHA UMeHUTOro Mactepa Jin YUxana (& 3,
p. 1942 r.) «[eaywka Ha peke PakToHraH» (« %3}
ol %] ») (puc. 3), B KOTOPOW MOXUAOW OA0Y-
HWK Nomoraet 6oliLam, nepenpasnss UX Mo peke.

Mpwn HaaMuMKn oBLLUX YepT, CBOMCTBEHHbIX NPOU3-
BEAEHNAM NCTOPUKO-PEBOJIFOLMOHHOTO XaHpa pas-
HbIX HaLMOHANbHbIX KYNbTYp, TakUX Kak yTBepXaeHue
naev npeobaasaHns obLWEeCTBEHHOrO Haj ANYHbIM,
addekTHOE cogepikaHue, BbICOKAA OAYXOTBOPEH-
HOCTb, beccTpalune, pewnTesbHOCTb, CTOMKOCTD,
CaMOomMoXepTBOBaHMe, BOMIOLAEMbIX C MOMOLLbHO
LBETOBbIX KOHTPACTOB, ANHAMWNYHON KOMMO3ULUK,
MacLTabHOCTW U T. 4., CEBEPOKOpPENCKan XNBOMUCb
obnagaet pagom cneumduryeckmx, MPUCYLLNX UMEH-
HO eli 0cobeHHOCTeN.

B naeonornueckomn «McTopnyeckon KaptmHe» oT-
paXkeHO CTpeMeHne XyOXXHMKOB nepesatb B CLie-
Hax HenpekpalatoLienca 60pbbbl BO3BbILEHHOCTb
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Puc. 12. Yon EHman. BeuepHssa 3aps Had KarcoHom, 1973.
bymaea, myws, MuHepasibHble kpacku, 117x 197 cm. XydoxecmeeHHas 2anepes Kopeu, [NxeHbsH.

CBOMIX NMepCOHaXken. BbipaxkeHns BONEBbIX 1L, pe-
LIEHbI B TEPOUYECKOM KJIHOU€, HO HEOBBIUHO 34eCh
TO, UTO aBTOPbI 3a4acTyo N306paXaroT UX NCUXO-
3MOLMOHAaNbHOE COCTOsHNE Be3 U3NLLIHEN IKC-
Npeccuu, nokasbiBas HEBO3MYTUMOCTb, aBCONOTHYHO
BbIZEPXKKY M TOPXECTBEHHOE CamoobnasiaHue, rae-T1o
Jaxke OTPELUEeHHOCTb U OTCTPAHEHHOCTb, HE COOT-
BETCTBYIOLLME KPUTUYECKON cuTyaumm. MepcoHaxu
CMLLKOM CMOKOMHBI A5 TeX HEB3FOA U TPYAHOCTEN,
C KOTOPbIMM OHUW CTaNKMBatOTCH.

Tak)ke MHOTMM VMCTOPUYECKUM CLLEHAM MPUCY-
L@ TeaTPanbHOCTb, AaXe HanBHas MyAbTUMIMKALM-
OHHOCTb KOMMO3ULMW, KOTOPbIE KOMMEHCMPYHOTCA
peann3MOM B UCMONHEHWW OTAENbHBIX JeTanei. YB-
NeyeHbl CEBEPOKOPENCKME XNBOMUCLLbI 1 CBETOBO3-
AYLWHbIMY 3ddeKTamu: NagatoLnii CHET, NPOJAVBHOM
AOXAb, KNYOALWNNCA TYMaH — YacTble 3/1eMEHTbI
NCTOpUYUECKUX, baTanbHbIX U XaHPOBLIX MOJOTEH.
DTN COCTOSAHUA NMPUPOALI NPU3BAHbI YCUANTL IMO-
LiMOHalbHOE HanpsXeHWe B KapTWHaXx, Bbi3biBas OT-
KAVK B cepauax sputener [14, c. 183].

CaMobbITHa XXMBOMUCHAs BOEHHAs TemMaTtuka.
C koHua 1990-x rr. B KHZP B cooTBETCTBUN C NOAU-
TUKOW «COHIYH» (A -F, «<ApMUA Ha MepBOM MecTe»)
Hayasa aKTMBHO Pa3BMBATbLCA «PEBOJIFOLIMOHHAS
congatckas Kyabtypa». CyTb ee COCTOUT B TOM, UTO
BOEHHOC/y>Xalle AOKHbI COXPaHATb PajOCTHbIN
HaCTPOM, BECTUM ONTUMUCTMYECKNI 0Bpa3 XKU3HM,
HamnoJIHEHHbIV PEBOJIFOLMOHHBIM 3MOLMOHANbHbBIM
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3HTy3na3MoM. BomHbl Kopeickoln HapoaHol ap-
MWW NPEOAONEBAIOT TPYAHOCTH C YAbIOKOW Ha yCTax.
MponaraHAa yTBEPXKAAET, UTO «CONAATCKas KyabTy-
pa» COOTBETCTBYeT AyXy KOPeNCKOWn natpnoTtunye-
ckom kynbTypbl XXI B. [8, c. 521-522].

PesynbTaTom Takol KyAbTYpPHOW MOANTUKM
B CEBEPOKOPENCKON XXMBOMMUCK CTano MHOXECTBO
KapTWH, B KOTOPbIX N3N1H0BAEHHbIA MOTUB — M30-
bpaxkeHune oTaenbHOro 6omua Uan rpynmnbl Co-
AaT, pelleHHoe B HapOo4YMTO MO3MTUBHOM, Aaxe
ryMaHncTuyeckom karoye. IMeHHoO 34ech yaaeT-
€S NPOAEMOHCTPUPOBATb BOEHHbIV NaTPUOTU3M,
naeto conpatckoro bpartcrea v npesaHHOCTU CBO-
emMy ZoAry. 3170 0bblAeHHbIE MOMEHTbI Cy>K6bI, NMO-
BCEZHEBHbIN apMENCKMIA BbIT, MUHYTbI OTAbIXa Nocae
60eB, NoMOLLb, OKa3biBaemas Kopenckon Hapoa-
HOW apMueln NPOCTbIM JHOAAM B MUPHOE BPeEMS.
XunBonucLbl, C 0f4HOW CTOPOHbI, BCErAa nepeaarot
CTOMPOLEHTHYO 6OEroTOBHOCTb apMmM, C APYron, —
COXPaHAOT 61aropoAHyHo0 PagoCTb U CMNOKONHYHO
YyBEPEeHHOCTb Ha Jmuax congat u oduuepos. Mpu-
MepoM NOAO6HbIX KOMMNO3ULNIA ABAseTcA paboTa
mactepa Jin Conry (8] 4 %) «Ha orHeBom pybexe»
(«BA N 4 ») (puc. 4).

l'eponyeckas atmocdepa, coeanHeHHas ¢ 6e3-
YAEPXHOW PafoCTbio B3BOJIHOBAHHOW TOJMbI
M CYaCTbeM KaXAOro OTAe/IbHOro NepcoHaxa, npu-
Cylla MOHYMEHTa/IbHbIM MOJIOTHaM, Ha KOTOPbIX
aBTOPbI MWLLYT BOEHHbIE NMapazbl, MacCOBbIE MPa3j-

HWYHBbIe LLeCTBUA, NapTUIHbIE NN BCEHAPOAHbIE MU-
TUHIW 1N IMKOBaHMA B YeCTb BblNbIX NCTOPUYECKUX
nobeg, HOBbIX MK ByayLLMX CBepLUeHWA. Peannctinu-
HOCTb M TeaTpPasbHOCTb, JIMPU3M U BO3BbILLEHHOCTb,
TOpP>KeCTBeHHasA KpacoTa U Jaxke 3N1eMeHT Menos-
pambl yANBUTENbHBIM 06pa3oM HaxoAAaT cBoe OT-
paxeHue B «naeonornyeckon xusonuncu» KHAP,
dopMMPpys ee ICTETUUECKYIO U UAEIHYIO Nporpam-
My [14, c. 129].

BeposTHO, cambiM BneyaTAfOWUM NPUMEPOM
TaKol XXMBOMUCK MOXET CTaTb FMraHTCKOe Npowus-
BeAeHue «1994 — rog nponunTbix cies» (3359 3
199443) (pwc. 5), cozgaHHoe B 1996 r. KOANEKTUBOM
MacTepoB TBopyeckoro obbegnHeHna MaHcyas.
MpaBga, B 3TOT pa3 XyA0XHMKMN N306paxKatoT He pa-
£,0CTb, @ HeCckoHeYHoe rope ceBepHbIX KOpeKLieB.
MonoTHO 6bIN0 CO34aHO Kak NaMATb O HAPOAHOM
Tpaype no Kum Np CeHy. OHo cocTomT 13 7 yacTen
(kaxpas: 220x960 cm), obuias gamHa — 82 M, pa-
60Ta 6bl1a NpoenaHa LEeCTbIOAECATLIO XYAOXKHN-
Kamu BCero 3a mecadu,

B naTpnotuyeckom kitoue B CeBEPOKOPENCKOM
NCKyCCTBe NpejcTaBaeHa 1 TeMa Tpyja, Kotopas
6bln1a 1 ocTaeTca ANA Xy[OXKHUKOB CUMBOIOM Kaac-
COBOr0 MUPOBO33PEHUA 1 BOMOLLEHVNEM UAe KO-
nektTuBmMaMa. Mactepa AeMOHCTPUPYIOT reponsm
NPOCTOW 06bIBaTENBCKOW MNOBCEAHEBHOCTH, BO3HO-
Csl ee A0 3CTETUYECKMX N NAEOJOTMYECKMX BbICOT.
BbiTOBasA XMBOMWCL OMNMPAETCA Ha camble pacnpo-
CTpaHeHHble NO3yHrn: «He 3aBnAyeM HUKOMY Ha
ceetel» n «Onopa Ha cobcTBeHHbIE CUAbl!». 3TOT
XaHp, BobpasLUKi B cebs Bce MHOroobpasue pyTuH-
HbIX A€ rpaxjaH, o cyTn, — rMMH 61aropoacTBy
n LeHHoCTU ntoboro Tpysa, ocobeHHo Ppusmyecko-
ro, ABNAIOLLLEroca OAHOM U3 OCHOBOMOaratoLwmnx
N BaXkHeWLWwmnx GopM HaLMOHaNbHOW KOHCOANAA-
umn. Cnesya Takon HarNsAHON PUTOPUKE, CMbICA
XW3HW CeBepPHbIX KOPenLIieB 3akatouaeTcs B yceps-
HOM TpyAe W NpefaHHOM CNY>XEHUU BOXAAM, 06-
LLEeCTBY, POAUHeE.

CTpoutenu, waxrepsbl, CTaneBapbl, BOAUTENN, NH-
>KeHepbl, Hay4YHble COTPYAHVKUN 1 NX TPYAOBOM IHTY-
31a3M CTaau HeM3MeHHbIM UCTOYHUKOM TBOPYECKOTrO
BAOXHOBEHWSA XyAOXHWNKOB. [okasaTenbHo, YTo 13o-
bpaxkeHns TPyAOBbIX ByAHEN N BOMHCKOW AobaecTn
He MPOTUBOCTOAT APYT APYTY, KaK MOXHO 6b110 bl
0XW1AaTh, HO B3aVMOZOMOJIHAOT, CO34aBas eAnHbIN
arvTaumoHHO-NponaraHANCTCKNMN 3MOLIMOHANbHbIN
06pa3z. B XXM3HU 1 XXMBONUCK apMUs BKIKOUEHa Mpak-
TWYecku BO Bce chepbl GPUNUECKON TPYAOBOW fes-
TENbHOCTW: TakK Ha3blBaeMble «OTPAJbI CKOPOCTHOTO

Puc. 13. Po X3uxoH. Oname 6o2ameili ypoxad, 1978.
)E(VMGZG, myuws, MUHepaibHele kpacku, 197x79 cm.
yOoxxecmeeHHas 2anepes Kopeu, [NxeHbsH.

60s» (0cobas BOEHU3MpPOBaHHas CTPOUTENbHAs Op-
raHv3aums) peryaspHO NCNob3yroTcs 415 MOMOLLM
paboyrM Ha FMraHTCKMX BbICOTHbIX CTPOMKax Mog,
rony6oiMm Hebecamu, B rNyH6OKUX LaxTax, B 3aBOJ-
CKMX Liexax, KMMALWMX pacniaBieHHbIM MeTalioM
1 NoACBeYeHHbIX hernepBEPKOM 3NEKTPOCBAPKM, Ha
3a/MBHbIX PUCOBBIX NOAAX. Takum 06pa3om, 6oesoi
N TPYAOBON WITYPM NprobpeTatoT 06LLYH repou-
Yeckyto TPaKTOBKY, B3avMooboralatotcs, obecne-
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UMBAKOT CNUAHME COLMANbHO-NCUXONOTNYECKOro
N coumanbHO-ApamMaTMyeckoro Hayana, HaBs3blBas
MHOrodurypHocTb komnosuuun. Noatrka 6ecnpe-
PbIBHbIX TPYAOBbLIX PUTMOB MpeAnoaaraet rpaHAm-
03HOCTb, MOHYMEHTa/NIbHOCTb U BEJINYECTBEHHOCTb
npousBeseHnin. KapTuHa, co3gaHHas B MacTepom
XBaH MuHowM (34]) B coaBTOPCTBE C NATLIO XY[0XK-
Hukamu [18] «BeuepHuMe OrHM Ha CTPOMKE XNUAbIX
AOMOB B paiioHax CoHcuH 1 CoHxBa» («E£A), 3}
A 342 A 3 A A9) Fok>d») (puUc. 6), CTOUT B ANNH-
HOM pAdy NOAOOHbIX KapTUH.

Takol naenHom cxeme n3obpaxkeHnii Heobxo-
AUM #A3bIK XKecTa M 3/1IeMeHT NoAYepKHYTOM 3KCrpec-
cnn: Urypbl LieneyCcTpeMAeHHbIX, CUbHBIX pabounx
CMNAETaloTCA XyJOXKHUKAMUN B AMHAMUYHOM TPYZOBOM
nopsbIBe, LIBETOBOW KOHTPACT YCUAMBAET 3NMUUYHOCTb
6bITOBbIX cLieH. CIOXXETHOE CoAep>KaHWe N MOBECTBO-
BaTe/IbHas HaCbIWEHHOCTb NPOV3BEeAEHNA Npona-
raHAMpyeT coumanbHblin onTuMnsm. bogpeole, vale
BCEro MOJIOAble NOAN AEHb 3@ JHEM CO34at0T HO-
BYHO CHACTAMBYHO XW3Hb B KH/AP.

B cxoxxeMm kitoue peLleHbl MHOTOUYUC/IEHHbIE CLe-
Hbl CE/IbCKOTO TPYAa U KOAXO3Hble BYAHU: XYAOXKHUN-
KW MOAHMMALOT MX CTaTyC A0 NCTOPUYECKOTO XaHpa.
CeBepoKOopercKoe NCKYCCTBO AEMOHCTPUPYET Fy60-
KyH NPWBSA3aHHOCTb K POAHOM 3eMAE, COLMabHBIN
3aKa3 Ha BOCMeBaHWe exeAHeBHOM paboTsl gepe-
BEHCKOTO XWUTENS, 3aBUCSALLEN OT TPYAOBbIX U KO-
NOrNYecKnX LMKNOB, MOTPeBbHOCTb naeann3npoBathb
BM3yasIbHOE NpeACTaB/eHNe O KPeCTbAHCKOM bbiTe
N pajoCTn KOANEKTUBHOIO CyLLECTBOBaHMS.

B n306paxkeHnsax COBpPEMEHHbIX 3emaesenbye-
CKNX paboT akLEHT AenaeTca Ha TeMe MexaHu3aLuum
N CeNbCKOXO35MCTBEHHOIO N306UAKSA, B KAPTUHAX
NMOCTOAHHO MOABAAITCA TPaKTOpa, MOAMBaNKN U MO-
NIOTUAKM, MOAS NOJHBI KONOCALLLErocs prca, oropo-
Abl — CrefibiX OBOLLEN, AepeBbs B cajax OMATCS
OT GPYKTOB, NOAYEPKMBas, UTO B OOLLECTBE HET HU-
Kakoro couuanbHoro gebuumta. XvsHepajocTHble
CBMHAPKW, NacTyLIKKN, arpOHOMbI, TPaKTOPUCTbI A0-
MOJIHAOT 3TN ANAANYECKMNE KapTUHbI. [1oka3aTenb-
HbIM 06pa3LOM TakMX NEePCOHaXel MOXeT CTaTb
Mofo4ana cenbckasa Tpy>eHuua [16, ¢. 50] ¢ nosoT-
Ha Xyfo>XHuKa MNéH YUxaHbroHa (8 3 g) «[JHK meu-
TaHUN» («F X2 28 ») (puc. 7).

Hemanoe 3HauveHune xusonucb KHAP npugaet
TeMaM XeHLLMHbl, MaTEPUHCTBA 1 CeMbU. PenpeseH-
TaLmsa XeHCKUX 06pa3o., BOM/IOLWEHHas B 0cObow
noBTopstoLLelics nkoHorpadumm, covetaet B cebe
npvemMbl peaansma u poOMaHTU3Ma, HeobxoANMble
ANA TPAHCAALMN NAaTPUOTUYECKUX U TYMaHUCTUYe-
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CKuX naew. M3obpasntenbHoe NCKYCCTBO MOPOANIO
LesbliA P XapakTepHbIX TUMOB XXEHCKON 06pa3Ho-
CTW, OTPAXKaoLLMX HEPa3PbIBHYIO CBA3b JOMUHUPY-
FOLLMX COLMabHBIX POEV COBPEMEHHON KOPEAHKM
¢ obuecTBeHHO-NOANTMYECKUMW YcnoBuamK. Ca-
Mble pacnpoCTpaHeHHbIe TUMbl — 3TO NapTu3aHKa-
NaTproTKa, XEHLLNHA-CONAAT, XKEHLLMHA-TPYXXEeHNLLA
pa3Hbix npodeccuin. Tak, MPU3HaHHOM N NHOOMMON
B CeBepHow Kopee cTana kapTHa U3BECTHOrO Ma-
ctepa Kum bliirsana (339, p. 1939 r.) «XKeHLWnHbI
cena Hamran» («‘32}ek<9 J4E») (puc. 8), nocss-
LLleHHas MOJIOAbIM XXeHLLMHaM HeBoNbLION AepeB-
HY ye3ga KocoH npoBuHLUWM KaHBOHAO (cerogHsa
370 TeppuTopusa Pecnybankn Kopes), koTopble BO
Bpems Kopenckon BonHbl (1950-1953 rr.) cobpa-
N pYC B POAHOM palioHe — TaM, F4e npoxoamnna
NMHUA GpoHTa.

EcTtecTBEHHO, UTO apXeTUMNOM >XXEHCKOro Havana
aBAsieTcs obpas matepu. CoumanbHas 1 AyxoBHas
pOJib MaTepw B XXMN3HM AEeTEN aKTUBHO NOAAEPKNBA-
€TCA UyuXxenckor nponaraHAon, NooLpPeHne pox-
[laeMoCTM paccMaTpmMBaETCs Kak CNocob 3aLumThl
n nopaep>Xkn rocygapctea. lNokasaTenbHo, 4To
NOMMMO TLWATeNbHO BbICTPOEHHOW MKOHOTrpadum
BOXAEW, XyAOXHUKM TakxKe pa3paboTanu ocobble
noaxoabl Kk nsobpaxeHuto Kan ban Cok, maTepu
Kum UNp CeHa, n ero nepsoi xeHbl Kum Yen Cyk,
matepu Kum Yen Npa. Obe oHW cbirpann 3Haum-
Myt0 poJib B GOpPMUpPOBaHUKM obpasa uaeanbHOM Ko-
PENCKOM XEHLLMHBI — NaTPUOTKK, XXEHbI U MaTepW.

TeMbl nogpacTatoLero NoKoAeHUs, Moioae-
XM W CNopTa He ABAAOTCA LieHTPaNbHbIMU, XOTA
YyTBEPXKAaTb, UTO OHM MOJHOCTbIO BbITECHEHbI Ha
nepuepuo ceBepPOKOPenckoro n3obpasnTesbHo-
ro UckyccTBa 6b110 661 HecnpaBeanvBo. Hepeako
B xwusonucn KHAP oHn yTpaunsatoT anneropuko-
POMaHTUYECKMIN OPEO U TATOTEROT K UNCTOMY HbITO-
BOMY >XaHpy. TakOBbl KOJNEKTVUBHbIE CLIeHbI MPUEMOB
B MWOHEPBI, LUKOJIbHbIX 3aHATUIM Ha NaTpmuoTMyeckme
TeMbl, COBMECTHbIX MOXOZO0B NO MecTaM PeBOIOLM-
OHHO c/aBbl 1 06bekTaM, CBA3aHHbIM C XXM3HbH
W AeaTeNbHOCTBIO BOX/EN, a TakXXe CLieHbl nobes,
W INKOBaHMWS CMOPTCMEHOB Ha MEXAYHapPOAHbIX CO-
peBHOBaHWAX. B kauecTBe NokasaTenbHOro npumMepa
npviBesemM paboty mactepa Kum MBaHMuHa (33324)
«Paccka3 0 coNoMeHHbIX 1anTax» (puc. 9), B KoTo-
PO MoJsiogas yumTenbHuLa NPOBOAUT C AeTbMU
NAEOoN0ornyeckoe 3aHATUe, pacckasbliBas UM O XU3-
HW HaTpakos.

MOo>HO yTBEpPXAaTb, YTO LUMPOKUIA NCTOPUKO-
ObITOBOW >KaHP, BKAHOUYMBLUNIA B cebs pasHOObpa3Hble

Puc. 14. MNéH XéuxaH. Ysenudum npouzsodcmeo 3/ekmposHepauu nymem MoOepHU3AyUU mensiossix 31eKkmpocmaHyuli u yckope-
HUA cmpoumesibcmaa KpynHeix 2udpoanekmpocmanyuli!, 2001. Maakam, 65x 100 cm. Mecmo xpaHeHus He U38eCmHo.

MOTWBbI, ABASIETCA HEOTHEMIEMOMN YaCTbO «UAE00-
rmyeckom xunsonumcu» KHAP 1 nmeet BbipaxkeHHoe
nponaraHAMCTCKO-NaTproTuyeckoe cogepxkaHue. OH
nprobpen TOP>KECTBEHHO-MOHYMEHTa/IbHbIV XapaK-
Tep B CaMblX, Ka3anocb 6bl, GaHaNbHbIX XUTENCKMX
CHOXKeTax M NMPeBPaTUACS B UCTOUYHWK BU3YaslbHOTO
NMOBECTBOBaHWUSA O CYACTIMBOM COBPEMEHHOM XMN3-
Hun B CeBepHoli Kopee.

HecomHeHHo, xuBonncb KHAP ocobeHHO noaHo
packpblia CBOW XyAOXECTBEHHbIV NOTEHLMaN B Ne-
3aXke, KOTOPbIA CTONETUAMW CUMTANCA B TPAAULM-
OHHOM Kopee BbICOKMM XaHPOM, HO 1 OH OKasascs
HecBOOOAHbIM OT BOCMUTATENIbHO-UAE0N0TNYECKOTO
3apaja, pewas noAMTUYECKUI 3aKas Yyuxencko-
ro nckyccrtea 60aee yTOHYEHHO U NOPOK ropaszo
6o0see yaauHo. MpekpacHble MANAANYECKUE NaHA-
WwadTbl NOAYOCTPOBA B XXMBOMUCHOM BOMAOLLEHNN
0bpeTatoT CTaTyC CMMBOJIa POAUHBI M HOBOTO Mpo-
rPeccMBHOrO rocysapcrea.

Men3axkHas XMBOMWCH, packpbiBatoLas noa-
Thyeckoe 60oraTtCcTBO KOPENCKOW Npupoasl, nepe-
JaroLLas KpacoTbl POAHOTO Kpas, rae Noj MyApbiM
PYKOBOACTBOM BOXZAEW XUBET CHACTIUBLIA HApO4,
HECOMHEHHO MOJlyYaeT HaLMOHabHOE 3BYy4YaHue

1 HeceT MOLLHOE Meoornyeckoe nociaHve. Cneu-
nounueckne G¢parmeHTbl MECTHOCTU: NAOAOPOAHbIE
LONMNHBI, OKPY>XEHHbIE MATKUMW COMKaMK, BbICOKME
OCTpble TOpHble MUKW, PyYby U BOAOMaAbI, CYAO-
cTpouTensHble Bepdu Ha GOHe CMOKOWHON rnaamn
BOZbI, MOPCKWE MOPThbI, 3aM0JHEHHbIE KOPabasMu
W Pa3rpy30uHbIMU KpaHaMu, AbIMALLNECS JOMHbI
WAW yCTPeMAEeHHbIe BBbICb TPYObl 3aBOA0B Ha GhoHe
paccBeTOB M 3aKaTOB, HaMMUCaHHbIe C YANBUTEb-
HOW 3KCMpeccuer, B BblpasuTeNbHOM, MOPOW Aaxe
ApamMaTMyeckon MaHepe, Npu3BaHbl BHYLINTb 3pU-
TEJI0 UyBCTBO TpEMeTa U ropAocCTy, YKPenuTb fto-
60Bb K OTeUecTBy.

M3BeCTHble MacTepa Mer3axHOro >aHpa — Ha-
poaHble geatenn nckycctea Kum CoHrbiH (343 2,
p. 1945 r.) n YUxee YxaHxo (233, p. 1960 r.). [nae-
HbIM MOTUBOM 3MOLMOHAJILHO HamnpsiXXeHHOro nei-
3axa Knum CoHrbiHa siBAsitoTCA OyLUytoLe BOJHBI.
Camas n3BecTHas pabota Mactepa — «BosiHbI Mop-
ckoro KbimraHa» («3) 2239 1 %») (puc. 10). Ha cumso-
JINYECKOM fA3bIKe CEBEPOKOPENCKOMN XXMBOMUCU BOHBI
O/INLLETBOPSIIOT HeccTpallne U PeLMMocTb KOPENcKo-
ro HapoZa B MPeoAoNEHNM TPYAHOCTEN N BCAYECKMX
NpenaTcTBUiA. MHOTOUNCIEHHBIMY BEIMYECTBEHHBIMY,
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3axBaTbIBatOLLMMU AyX neinzaxamu rop KelMraHcaH
1 MN3KTycaH, HaLMOHabHOM rOpPAOCTU BCEX KOPEN-
ue., n3BecteH YUxse YxaHxo. [pov3BeaeHns XyA0XK-
HUKKa, Takmne kak «O3epo YxoHAkM Ha rope [MakTycaH
31uMon» (puc. 11), HUKOTFAA He BKAHOYAOT B KOMMO3W-
uuto ctaddark, OHM OTpaxKatoT BesMUYME OKpYXKato-
LLLero Mupa 1 CTaHOBATCA MOLLHBIM UAE0N0TMYECKUM
opy>xxveMm. NponaraHAa NCnoab3yeT Ux Kak CMMBOJIbI
PEBOOLIN U NAEW YyuXe, CypOoBas NPUPOJa B HUX —
anneropus CTOMKOro Ayxa KOpPEeNCKOro Hapoaa.

Ho, noxanyi, rnaBHbIn 06LenNpU3HaHHbIN Le-
AEeBP Men3axkHOW XUBOMUCU — KapTUHaA «Be-
uepHsan 3aps Hag KaHcoHoM» («3A Y Y X $»)
(puc. 12) [13] kncTn BblgatoWerocs Mmacrepa, LeH-
TpanbHOW Gurypel TBOpUYeckux kpyros KHAP
1960-1990 rr., naypeata npemun Kum Vp CeHa, Ha-
POAHOro AeATensa UCKYCCTBa, ABaxabl [eposa Tpyaa
Yown Enmana (B 23 2}, 1938-1999 rr.). PaboTe npu-
CyLLM YANBUTENbHO fpKas 3KCMpeccus, ApaMaTi3m
1 TeaTpanbHOCTb. Hag cTanenntenHblii 3aBO40M Mbl-
naert 3akat. TeMHble Kopnyca, CIMBasCb B eAWHbIN
CUNY3T OFPOMHOrO Kopabsi, byaTo MeANEHHO ABU-
XYTCsA MO peke, B KOTOPOW OTpaXkaroTcs nocnes-
HWe nyumn conHua. Ha Hebecax U Ha NOBEPXHOCTU
BOZbl CNOBHO Obl pPa3naca pacniaBieHHbIA Me-
Tann. YoH EHMaHy npuHagnexuT oTkpbITUE Ans ce-
BEPOKOPENCKOW XMBOMUCK CBOHOAHOTO KPacHOro
1 rnyboKoro oxpucToro, 3T LBeTa Bnpeab 6yayt
aKTMBHO MCMO/b30BaTbCA MacTepaMu v B nemnsaxe,
1 B BbITOBBIX cueHax [14, ¢. 111]. KapTnHa nonyumn-
Jla MHOXECTBO HaLMOHabHbIX Harpaj v ctana Bu-
3yasibHbIM JIO3YHIOM WAEOOTMM Uyuxe, yTBepXaan
reponyeckmii nadoc co3naaHns, ABUXKEHNSA, ONTU-
MU3Ma W HajeXAbl Ha CBeT/0e byayluee.

Heobxoa1MMO ynoMAHYTb 1 O MONYAAPHOM Ha
BCEM TpagnumoHHoM JanbHem BocToke XaHpe «LBe-
Tbl U NTULLbI»; B COBPEMEHHOW XXMBOMWUCU Er0 MOXHO
OYeHb YC/IOBHO COOTHECTU C HAaTIOPMOPTOM, BCerga
MOMHS O TOM, YTO UMEHHO «XKMBasf», a He «MepT-
Bas» NpMpoja CTaHOBU/IaCb O6BEKTOM BHUMAaHUS
CpesfHeBeKOBbIX XyA0XHWKOB [1]. DTO Hanpasae-
Hue B n3obpasntenbHom mckyccrese KHAP kpome
COBCTBEHHO 3CTETMYECKOrO COAep>KaHus npusBa-
HO NojYepKkuBaTb TeMbl N306MIMA, NPOLBETAHNA
n coumanbHoro notpebaeHus. HarnagHbiM npume-
poM siBAsieTcs KapTvHa MacTepa Po XauxoHa (23] 3))
«Onatb 6oraTbin ypoxkan» (puc. 13). Kazanocb 6bl,
TakoW He NAEeO0N0TN3MPOBaAHHBIN B CBOEN CYTU XKaHP
TOXE CTaHOBUTCS PYNOPOM HaLMOHaNbHOWN Npo-
naraHabl. Hanpumep, B knaccuyeckmii 6aarono-
>KenaTebHbIN CHOXKET C XXYpPaBAsAMU N COCHaMMU,
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CYMBOJIM3VPYHOLMMM JOATYHO XM3Hb, MacTepa C Jier-
KOCTbIO BrjieTatoT opxugeto Kumnpcenuto (33 2 4 3
n 6eroHnto Kumuernnpuio (34 o 8}), cneunansHo
BbIBEJJEHHbIE PaCTEHUS, Ha3BaHHbIE B YECTb BOXAEW.

Paccyxgaas o natpnoTmyeckoM nadoce n3obpasm-
TesnbHoro uckyccrea KHAP, BaXXHO cka3aTb HECKOJIbKO
C/IOB 1 O Njakate. ITOT BUA rpaduKn, OCHOBaHHbIN
Ha I03YHroBO-1306pa3nTeNbHON CUMBOANKE, One-
PaTUBHbIN W JOCTYMHbIN ANA LUIMPOKMX HapPOAHbIX
MacC — HEeOTbEMJIEMbIV MHCTPYMEHT 6ecnpepbiB-
HOW NponaraHabl 1 arutaumm B CeBepHoit Kopee.

Bpockuii, KOPOTKMIA, @ MOPOW U LOBOJILHO AJNH-
HbIA TEKCT, ZOMONHALLMI U PacKpPbIBatOLLMIA ApKOe
ns3obpaxeHwue, cogepxallee NMOHATHbIE KaXAOMY
rpaxaaHunHy emkune rpadpunyeckne obpassbl, ner-
KO 3anoMuHaeTcs aaxe npu 6bICTPOM NpocMoTpe
W Npu3bIBaeT K HEOBXOAMMOMY FrOCyAapcTBY Aew-
ctButo. Kum YeH Vip noguepkmBan, UTo B CO34aHUN
naakarta «xXyAoXHUK AOAXKeEH BbITb UyTKUM K NOAU-
TUKe napTumn, obnagatb OCTpon HabatogaTenbHoO-
CTbO B OTHOLUEHUMW NPEAMETOB U ABNEHUM, BEPHO
nx oueHmeatb» [4, c. 219-220].

MnakaT MoxeT TpeboBaTb BECTV HEMPUMUPUMYIO
60pbby c Bparamu, nogHMMaTb 60eBOI Ayx conAaT,
nponaraHaMpoBaTb Apyx6y HapoAOB WA, Hanpw-
Mep 06BACHATL BaXXHOCTb YBaXeHMWA K CTapLuemy
noKosieHuto [6]. EcTecTBEHHO, UTO CEBEPOKOpPEN-
CKMI nnakaT rnyboko NoANTU3MPOBaH U UAEONO-
TM3MPOBaH, HO B TO XXe BPEMSA aBTOPbI BbIMOJAHAOT
€ro Ha AOCTOMHOM XyZOXeCTBEHHOM YPOBHE, BO3-
BeAs B PaHr BbICOKOro nckyccrsa. OgHuUM U3 npu-
3HaHHbIX rPadUKOB ABAAETCA 3aC/Ny>XKEHHbIV fesaTeNb
nckyccta MNéx Xéuxar (W E 3}, p. 1958 r.), ubs pa-
60Ta «YBEANUMM NPOU3BOACTBO 31EKTPOIHEPTUU
nyTeM MOAEPHMW3aLMUN TEMIOBBIX 3/1eKTPOCTaHLUI
N YCKOPEHWA CTPOUTENBCTBA KPYMHbIX TMAPO3aeK-
TpocTaHumi!» («ZF LA E NI R 5331 HF2F
4P a3 ES Y FG2H YA L =3
#}H>») (puc. 14) — nokaszaTtenbHbl NpuUMep niaka-
Ta, co3aaHHoro B KHAP [12, c. 104].

OueBnAHO, MOTMB NAaTPUOTM3Ma CTa LIeHTPab-
HbIM B n306pa3mtensHoM nckycctee KHAP, nmeHHO
OH MOZEeNNpyeT BU3YyasbHbIA UAean rpaxaaHnHa,
AN KOTOPOro NtoboBb K OTEYECTBY ABAAETCS He-
OTbEMIEMOM YacTbto ero bbiTua. FocyaapcTBo 0b4-
3blBaeT CEBEPOKOPENCKMX MacTepoB NpeacTaBAsATb
naTpuoTUYeckme naen Kak ycTomumByto, HEM3MeH-
HYHO COBOKYMHOCTb T€M, BOCMMUTbIBAIOLLMX B YesO-
BeKe NpeAaHHOCTb BOXAAM W NapTUK, CTpeEMIEHNE
K MOABWTY BO MA POAWHbI, XXeNaHne ycepaHo Tpy-
AWTCA Ha H61aro cTpaHbl U CeMbM.
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THE BEIDAHUANG PRINT SCHOOL IN CHINA
DURING THE REFORM AND OPENING-UP PERIOD

Summary: The Reform and Opening-up Period in
China not only led to the revival of all spheres of pub-
lic life but also contributed to the emergence of new
local artistic associations with their own characteris-
tic stylistic features. The Beidahuang Print School (the
Great Northern Wasteland School) was formed in one
of the new promising industrial and agricultural re-

Having replaced the era of the Cultural Revolu-
tion in the PRC, the period of Reform and Open-
ing-up not only led to the active development of
all spheres of public life but also contributed to the
birth of new local art associations with their own
characteristic stylistic features. Thus, the Sichuan,
the Beidahuang, and the Jiangsu art associations
made a vivid impression in the art of printmaking in
the 1980s. Moreover, such significant regional artis-
tic directions as Yunnan prints, Daqing prints, Mai
Beijing Printmaking Society, Tanggu Tianjin prints,
Hebei prints, Zhelimu Inner Mongolia prints, Xin-
di Guangdong prints, Yichun Jiangxi prints, Hubei
labour prints, Yichun prints, and other directions,
which often competed with each other, were formed
during these same years.

The features of one of the most famous of the
above-mentioned directions, the Beidahuang school
of printmaking, which emerged in the 1950s, will
be considered in this article.

Beidahuang (dt:X7%, béidahuang, literally:
Great Northern Wasteland) is a vast territory in

156

gions of the country — Heilongjiang Province in north-
eastern China. The artists of this school brought the
local landscape, as well as the life of a working man,
industrial and agricultural motifs, into the national and
world artistic culture.

Keywords: the Beidahuang Print School, the Great North-
ern Wasteland.

north-eastern China along the Amur River, part of
Heilongjiang Province, named after the river (the
Chinese name for the Amur is 23T, Heildng-
jiang, i.e. Heilongjiang, literally: black dragon riv-
er). These territories had remained undeveloped
until the formation of the People’'s Republic of
China in 1949, when, by decision of the party, the
conquest of this harsh region began, lasting for
several decades.

The origin of the Beidahuang School of Print-
making Art dates back to 1958, when one hundred
thousand demobilised soldiers from all corners of
China, at the call of the party, went to Beidahuang
to develop virgin lands and lay the foundations of
a new socialist industry in this strategically impor-
tant region for China. Artists, who kept an artistic
chronicle of this difficult, courageous struggle of
man with nature, were among those who respond-
ed to the party’s call [1].

Du Hongnian (1928-1998), Hao Boyi (born in
1938), Chao Mei (born in 1947), and other artists
formed a creative team of like-minded people, be-

ill. 7. Chen Yuping. My Home on the North Bank of the Songhua

coming pioneers of the Beidahuang print. And al-
though the central theme of the Beidahuang prints
was supposed to be the affirmation of the aesthetics
of socialist labour, their favourite subject remained
an idyllic life in the bosom of nature.

Chao Mei's works are distinguished by depic-
tion of grandiose, epic-scale scenes. The artist
consciously emphasises the majestic quality of his
native expanses and uses contrasts for this: col-
our and size of the depicted objects. The master
uses expressive, rhythmic colour spots, creating
a laconic artistic image. The motifs of his native
nature and the traditional way of life of his com-
patriots are the plots of Chao Mei’s prints. As was
customary for masters in the era of the People’s
Republic of China, the artist glorifies his native
lands. His prints are focused on local themes; in
this sense, they are provincial, centered on de-
picting the labour of the local population and
motifs of native nature. Chao Mei uses soft col-
ours; and although the print technique does not
allow, unlike painting, to create smooth colour
transitions, the artist manages to achieve the ef-
fect of soft lighting. The artist does not strive for
a realistic image; his goal is an expressive artis-
tic image that most accurately conveys the local
flavour and way of life. Expressive lines and col-

ill.2. Hao Boyi. Bright autumn

our spots set the composition and spatial plans,
allowing him to show, like impressionists did, the
impression of living nature.

Hao Boyi was another outstanding representative
of the new Great Northern Wasteland. He called for
innovation and the introduction of original forms
into the art of printmaking. In his opinion, despite
the merits of composition and colour scheme, the
works of his predecessors lacked originality. In ad-
dition, earlier prints were significantly influenced by
the pictorial laws of perspective, chiaroscuro effects,
oriented towards the traditions of realism; thus, the
prints did not have any of their own creative char-
acteristic features.

Images of swamps, wastelands, forests, and their
inhabitants — cranes, bears, deer, are printmaker
Hao Boyi's favourite subjects. There, his love for the
nature of the harsh region is especially noticeable.

The artist has a special feeling for cranes. Imag-
es of cranes are found everywhere in the master's
work; he depicts them both in groups and in pairs.
In traditional Chinese culture, the crane is associ-
ated with harmony, longevity, and concord, which
explains the artist's choice of subject: this motif is
understandable to the Chinese viewer, it is full of
meaningful associations. This image helps the artist
not only in depicting native landscapes, but also in
his philosophical reflections on existence and eter-
nity, on the essence of human life.

Hao Boyi loves the natural beauty of nature, un-
marked by the presence or intervention of man. The
artist is a master of the simple, pure, and elegant
style that has been characteristic of Chinese art for
centuries. Heilongjiang Province is a vast plain with
cold and clear nights, and in China, they believe that
even the night sky has a different colour there —

ill 3. Hao Boyi. Winter day
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ill4. Hao Boyi. Bears

a rich dark blue. Viewers especially appreciate the
truthful reflection of the character of the harsh na-
ture of Heilongjiang Province in Hao Boyi's paint-
ings: some of his works seem to exude cold, while
others seem to radiate warmth. The master man-
ages to capture a brief but characteristic moment
of the northern spring, when the cherry blossoms
have time to bloom for a short time.

In order to depict nature, the artist usually needs
a minimal set of colours, which brings him closer to
the ideal of Eastern minimalism in art. In his work,
Hao Boyi uses various techniques, creates wood and
metal prints. In most of his works, he turns to the use
of the Japanese technique of creating wood prints.

The onset of the 1960s changed the composi-
tion of the conquerors of the northern wasteland.
In the 1950s, these were retired military; howev-
er, ten years later, the state called on students (zhi
ging literally means “"educated youth”) to partici-
pate in the development of the region, who were
sent to the village for “re-education”. By the be-
ginning of the 1970s, the number of school grad-
uates who came to the Great Northern Wasteland
from different regions of China reached 500 thou-
sand people. Thus, the composition of the commu-
nity of Beidahuang print masters and the artistic
style of the Beidahuang prints changed over time.

“Here, there were many who simply loved to
do art and became famous painters in the country
many years later. Owing to them, the pictorial his-
tory of Heilongjiang in the 1960s-1970s became
a bright page in world art” [1].
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Today, Heilongjiang has a reputation as the largest
province in China with a highly developed printmak-
ing art. In addition to the school in Beidahuang, there
were printmaking associations in major cities such
as Daqing (XK Th), Daxing'anling (K3¢Zl5#1[X),
Yichun (fB%& ), Jixi (38 HI), in Heilongjiang Prov-
ince by the 1980s. Their art has gained recognition
throughout China and even abroad. Today, Heilong-
jiang printmaking is recognised as a cultural brand
and artistic asset of Heilongjiang; it has become an
important symbol of the prosperity and develop-
ment of local art.

The Exhibition of Prints of the Great Northern
Wilderness (today, it is known to us as the Beida-
huang School) was a striking and convincing testi-
mony to these achievements. It opened in Beijing
in September 1982; 94 new works by 34 artists were
presented to the public there. The exhibition show-
cased mainly the works of young Chinese printing
artists, arousing great interest in the capital’s artistic
circles, as well as interest and favourable attention
of the public. The exhibition was accompanied by
a scientific symposium held at the initiative of the
Chinese Artists Association. During the discussion,
the opinion was expressed that despite the novelty
of these young artists’ style, their works absorbed the
features of Japanese prints and Western European
modernism; the national character and the authen-
tic atmosphere of their native land is seen in them.

In January 1988, the National Art Museum of
China opened the exhibition, Journey to the Us-
suri River — Prints of the Great Northern Waste-
land. Thirty-five artists, including 23 young artists
under 30 years old, participated in it, presenting

Il 5. Du Hongnian. Winter landscape

98 works. The exhibition was also accompanied
by a scientific symposium, where the innovation
of young printmakers was discussed. In gener-
al, with the advent of the new era, Beidahuang
artists participated in national and provincial ex-
hibitions 32 times, presenting 674 works. It is es-
pecially worth noting that abroad, the works of
this school were presented in more than 20 coun-
tries, from Asia and Europe to America and Aus-
tralia, which indicates the prosperity of the Great
Northern Wasteland School.

Chen Yuping is another famous representative
of the Beidahuang school of printed graphics. He
became an artist and printer quite late: until al-
most 30 years old, he studied hydraulic engineer-
ing and worked in land reclamation. Having arrived
in the Great Northern Wasteland as a hydraulic en-
gineer, he was struck by the beauty of this region,
and in 1973, he tried his hand at printmaking for
the first time. Ten years later, his passion for print-
making turned into a new profession: Chen Yuping
graduated from printmaking courses at the China
Academy of Fine Arts in Beijing and his creative bi-
ography began.

The print My Home on the North Bank of the
Songhua is full of red and yellow colours, which is
typical for the Beidahuang prints. It shows a har-
vest scene on the river bank. Among Chen Yuping's
works, the following stand out: Golden Gorge, On
This Ancient Land (1984), Soybean Picker, Song of
the Wind (1998), Spring Wind and Rebirth (1999),

and others. In his works, he uses similar composi-
tional techniques that his colleagues use. However,
the artist pays more attention to detail and creates
more dynamic and expressive rhythms, thereby cre-
ating his own individual style.

The masters of the Great Northern Wilderness
School, known as the Beidahuang School, turned
out to be among the leading printing artists in Chi-
na. Its close connection with national traditions is
the peculiarity of this school; the renewal of tech-
nique and artistic methods did not lead to the loss
of self-identity. This uniqueness makes the Beida-
huang School easily recognisable among many oth-
ers, and the popularity of its masters — not only in
China but also abroad — confirms the high artistic
level it has achieved.

Thus, the Beidahuang print is undoubtedly one
of the most striking artistic phenomena in the his-
tory of Chinese art as a whole. This tradition was
formed in one of the newest and most promising in-
dustrial and agricultural regions of the country —in
Beidahuang, Heilongjiang Province in north-eastern
China. The artists of this school brought the local
landscape, as well as the life of a working man, in-
dustrial and agricultural motifs, into the national and
world artistic culture. This is also the innovation of
the Beidahuang masters, since, although the histo-
ry of woodblock printing in China goes back more
than a thousand years, modern Chinese prints are
inspired by the socio-political events of the coun-
try renewing its appearance.
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BONAAXYAHCKASA LWKONA FPABHOPHI
B KUTAE NMEPNOAA PEOOPM N OTKPbITOCTWU

AnHomayus: Mepnog Pedpopm 1 oTkpbiTocTn B Knutae,
NPpVBeALLNIA K BO3POXAEHUNIO BCex chep obLLeCcTBEHHOM
XXM3HK, CNOCOBCTBOBAN TakXe POXKAEHWIO HOBbIX MeCT-
HbIX Xy0>X€eCTBEHHbIX O6BbEAVHEHWNA CO CBOMMM XapaK-
TePHbIMU CTUNEBLIMU OCObeHHOCTAMK. bangaxyaHckas
LUKONa rpaBtopsbl (LKona «Besnkol ceBepHON MycToLLN»)
chopmmupoBanacb B OAHOM M3 HOBbIX MEPCMEKTUBHbIX UH-
AYCTPUANbHBIX U CENbCKOXO3AMNCTBEHHbIX PalloOHOB CTpa-

Meproa Pedopm M OTKPBLITOCTM, CMEHWBLUWNIA
anoxy KynbtypHown pesoatouyumn B KHP v npu-
BeALWMWNA K aKTUBHOMY pa3BUTUIO BCex chep
O6LLLeCTBEHHOM XM3HW, CNOCOBCTBOBAN TaKXKe PO-
XAEHMIO HOBbIX MECTHBIX XY0XECTBEHHbIX 06be-
AVHEHUN CO CBOMMM XapaKTePHbIMU CTUAEBLIMU
ocobeHHocTaAMM. Tak, B 1980-e roabl B uckyccrae
rpaBopbl FPOMKO 3aaBuAM O cebe CbluyaHbCKOe,
BanpaxyaHckoe u Li3sHcyckoe XyAoXeCcTBEHHble
obbeanHeHnsa. B 311 xe roabl GopMmMpoBannch
TakXKe Takhe 3HaunTeNbHble PermoHasbHble Xy-
f0XeCcTBeHHble HanpasaeHus, kak FOHbHaHbCKasn
rpastopa, [aumnHckas rpaetopa, NeknHckoe obuie-
CTBO rpaBepoB «Maw», TaHbL3NHbCKAsA rpaBropa
«TaHry», Xabalickas rpaBropa, rpastopa BHyTpeH-
Hel MoHroaun «Yxanmmy», lN'yaHayHckas rpastopa
«CuHawm», rpastopa LzaHcn «MuyHb», Xybalickas
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Hbl — B MPOBUHLMN X3MNYHL3SH B CEBEPO-BOCTOYHOM
yactv Kutas. To, C YeM XYAOXHUKM 3TON LWKONbl BOLLIM
B 06LLeHaLMOHabHYO Y MUPOBYHO XYAOXECTBEHHYHO
Ky/bTypy, — 3TO MECTHbIN Men3ax, a TakxKe XW3Hb Tpy-
JALLEerocs YenoBeka, MHAYCTPVabHble U CENbCKOXO35M-
CTBEHHbIE MOTMBBbI.

Knrouesslie cnoga: balidaxyaHckas WKoaa epastopel,
«Benukas cesepHas nycmouwib»

pabouas rpastopa, NluyHbckas rpastopa u gpyrue
HampaB/eHWs, YacTO KOHKYPUpOBaBLUNE MeEX-
Ay coboi.

B HacTosiWwen cTaTbe Mbl PAaCCMOTPUM OCOBEH-
HOCTM O4HOrO 13 Hanbosiee N3BECTHBIX Cpean nepe-
UMCNEHHbIX Bbllle HanpaBaeHNn — baligaxyaHckown
LUKOJIbI TPaBOPbI, 3aPOXKAEHME KOTOPOI NPULLIOCH
Ha 1950-e roasbl.

BanpaxyaH (dE A5, béidahuang, gocn. «Be-
/IVKas ceBepHas NycTolb») —obLWnpHas Teppu-
TOpusA Ha ceBepo-BocToke KnTas BAONb TeYEeHMUs
pekv AMyp, BXOAsLLAs B COCTaB MPOBUHL MK X3M-
NYHL35SHb, HA3BAaHHOW MO MMEHMW pekn (KMTalckoe
Ha3BaHue Amypa — EFEJT, Héildng-jiang, T.e.
XaMAyHU35H, AOC/. «peKa YepHOro ApaKoHa»).
DTN 3eM/IN OCTaBaANCb HEOCBOEHHbIMW, LLENNH-
HbIMW BNAOTb A0 obpasoBaHma KHP B 1949 roay,

KOra no peLleHunto NapTum Havyanocb NOKOPeHune
3TOro CypoBOro Kpas, NPOoAAMBLIEECH HECKO/b-
KO AecATuneTun.

3apoxxeHue LKObI FpaBrOPHOro UCKyccTBa B bali-
JaxyaHe oTHocuTcs K 1958 rogy, korga cTo Thicau fe-
MOBUWAN30BaHHbIX COAAAT CO BCeX yroikoB Kutas no
npwv3bIBYy NApTUX HanpaBuanch B baligaxyaH nogHu-
MaTb LIeNMHY 1 3aK/1ajblBaTb OCHOBbI HOBOW coLuanu-
CTVYECKOW MPOMBILLIEHHOCTU B 3TOM CTpaTernyecku
BaXXHOM Ans Kutas pervioHe. B uncie oTKIMKHYBLUIWX-
CA Ha NpU3bIB NAPTMM BbIAM U XYJOXKHWKM, KOTOPble
BEIN XYAOXKECTBEHHYO XPOHWUKY 3TOU TAXENOW MYy-
KEeCTBEHHOW BopbbbI Yenoseka ¢ npupogoin [1].

Ay XyHHaHb (1928-1998), Xao bonu (pog.
B 1938 r.), Yao Maii (poga. B 1947 r.), n apyrue xy-
AOXHUKM cHOPMUPOBaAUN TBOPUECKUI KONNEKTUB
€/AVIHOMBILLJIEHHWKOB, CTaB NepBONpoxXoALamu 63-
JaxyaHCcKon rpaBtopbl. M XxoTa LLeHTpanbHOW TeMOM
rpaBrop bagaxyaHa A0KHO OblNO CTaTb YTBEPXK-
JEeHUe 3CTETUKMN COLMANNCTUYECKOTO TPYAA, UX JIH0-
6VMbIM CHOXXETOM OCTaBasacb UANANNYECKAs XKN3Hb
Ha JIOHe NpUpPoabI.

PaboTbl Yao Mas BbigensatoTca nsobpaxkeHnem
rPaHAMO3HbIX, SMMYECKOTO pa3maxa CLeH. XyJoXKHMK
CO3HaTe/IbHO AenaeT akLEeHT Ha BENNUNU POAHBIX
MPOCTOPOB U UCMONb3YET ANS 3TOFO KOHTPaCcTbl —
LBETOBbIE W BEJIMYMH U306paXKaeMbix NPeiMeTOB.
MacTtep ncnoab3yeT 3KCNPECCUBHbIE PUTMUYECKME
LBETOBbIE NATHA, KOTOPbIE CO34at0T JaKOHUUHBIN
XyAOXeCTBeHHbI 0bpa3. CroxxeTHOe cogepKaHue
rpastop Yao Mast — 3TO MOTUBbI POAHOM NPUPOAbI
1 TPaAMLMOHHOTO 06pasa XXU3HU COOTeUECTBEHHU-
KOB. XyZOXHWK, KaK 1 nosiaraaocb mMactepam B 3ro-
xy Kutatickoit HapogHolt Pecnybamkun, BocneBaet
poAHble Kpas. Ero rpaBlopbl OpneHTUPOBaHbl Ha
MECTHbIE TEMbI, B 3TOM CMbIC/I€ — MPOBUHLNANbHBI,
OpPUEHTMPOBaHbI Ha N300paXeHne TpyAa MeCTHOro
HaceneHWs U MOTUBbI POAHOM NpUpoAbl. Yao Mai
NCMO/Ib3YET MArKUE LiBETA, U, XOTS TEXHWKA FPaBHopbI
He MO3BOAs/A, B OT/IMYME OT XMBOMUCHK, CO3aBaTb
nJaBHble LIBETOBbIE NMEPEXOAbI, XYAOXKHUKY YAAETCs
806uTbCA addekTa MArKoro oceeLleHms. ABTOp He
CTPEMUTCA K peaancTMyeckoMy U3obpaxeHuto, ero
LeNlb — BblPa3uTENbHbI XYAOXECTBEHHbI 06pa3,
HanboJsiee TOUHO NepesaroLL i MECTHbIA KONOPUT
N yKnag Xun3Hu. BeipasuTtenbHble NMHUM U LIBETOBbIE
MATHa 3aJat0T KOMMO3ULMKO Y MPOCTPAHCTBEHHbIE
MAaHbl, MO3BOJIAS NOKa3aTb, NOAOOHO MMMpeccuo-
HWCTaM, BreYvaTieHne OT XMBOWN HaTypbl.

Apyrvm BblAaloWMMCs NpeacTaBuTeNeM HOBOM
«Benwvkol ceBepHon nycTowwmn» 6bin Xao bonn (Hao

Boyi). EMy nprHagnexuT npm3biB K MIHHOBaLMAM
1 BHEAPEHMIO HOBbIX GOPM B MCKYCCTBO rPaBropbl.
Mo ero MHeHWO, HECMOTPS Ha JOCTOMHCTBA KOMIMO-
3ULMM 1 LBETOBOW raMMbl, paboTam npeaLecTBeH-
HWKOB He XBaTa/lo opurMHanbHocTn. Kpome TOro,
Ha 6osiee paHHWe rpaBOPbl 3HAUNTENbHOE BAVS-
HWe OKa3blBa/N XXMBOMUCHbIE 3aKOHbI NEPCMEKTN-
Bbl, CBeTOTEHEeBble 3bdeKTbl, OPUEHTUPOBaAHHbIE
Ha TpaAuLuW peanvama, U rpaBropbl He obnaganu
KakMM-A1Mbo coBCTBEHHbIM TBOPUYECKMM XapaKTep-
HbIM S13bIKOM.

Jltobumeble croxeTbl Xao bolin kak rpaBepa —
n3obpaxeHune 6010T, NyCTOLLEN, NECOB N UX O6U-
Tatenen — xypasaeln, MeaBesel, ONeHel, rae
0cobeHHO oLLyTMMa ero AtoboBb K Npupose cy-
POBOTO Kpas.

C 0CcOBEHHbIM UYYBCTBOM XYJO0XHWUK OTHOCUTCA
K XypaBaam. V13obpaxeHns Xypasieri NOBCEMECTHO
BCTpeYatoTcs B TBOPYECTBE MacTepa, OH U3obpaxaeTt
WX U rpynnamu, u napamu. B TpagmumoHHon kuTai-
CKOW KyNbType XypaB/b OTOXZAECTBASETCS C rap-
MOHWEN, LONTONETMEM U COTAACUEM, STUM MOXHO
06BbACHUTL 1 BbIOOP NpegMeTa n30bpaxkeHuns xy-
LOXHUKOM: 3TOT MOTUB AJ1s KUTaCKOro 3putens
ABASAETCA NOHATHBIM, NMOJIHBIM 3HAYMMbIX aCCOLU-
auui. 3ToT ob6pa3 NOMOraeT XyAOXHUKY He TOb-
KO B M306pa>KeHnn poaHbIX Nen3axcen, HO U B ero
dunocopckmx pasmbiieHUsX 0 6bITUN N BEYHO-
CTW, O CYLLHOCTU YENOBEYECKOMN XKMU3HM.

Xao bolin ntobut ectecTBeHHYO KpacoTy Npupo-
Abl, He OTMEUEHHYHO NPUCYTCTBMEM UAU BMeLLaTe  b-
CTBOM YenoBeKa. XyJOXHUK ABASETCS MacTepom
MPOCTOro, YACTOrO U 3/IeFaHTHONO CTUASA, KOTO-
pbli Ha MNPOTAXEHUN BEKOB Obl XapakTepeH Ans
KMUTaMCKoro nckycctea. MpoBuHUMA X3MNyHU3SH
npeacraBaseT cob60l OrPOMHYHO PaBHUHY C XO-
NOAHBIMU U ACHBIMW HOYaMu, 1 B Kutae cuuta-
FOT, UTO TaM fAaxke HOYHoe Hebo nmeeT apyrom
LBET — HACbIWEHHbIN TEMHO-CUHURA. 3puUTenn oco-
60 LeHAT B kKapTUHax Xao boin npaBamBoe oTpa-
XEHMe xapakTepa CypOoBOMN NPUPOAbI MPOBUHLIUK
X3MNyHU35H: OT HEKOTOpPbIX ero paboT, kaxeTcs,
BEEeT X0JI040M, Apyrune Kak ByATO nU3nydaroT Ten-
no. MacTepy yzaaeTcs y10BUTb KPaTKUA, HO Takom
XapakTepHbI MOMEHT CEBEPHOM BECHbI, KOTAa He-
HaZo0/ro ycneBaeT pacLBECTU BULLHSA.

Ans n3obpaxeHns Npupoabl XyAOXKHUKY, Kak
npaBuao, ZOCTaTOYHO MUHUMAJILHOTO Habopa LiBeTa
Kpacok, YTo NpubanXKaeT ero K uaeany BOCTOYHO-
ro MMHMManM3Ma B UCKYycCTBe. B cBoeM TBOpuecTBe
Xao boiin npyMeHseT pasnnyHble TEXHUKM, CO34a-
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€T rpaBropbl NO AepeBy U MeTaay. B 6onblumHcTBe
cBoMX paboTt oH obpallaeTcs K MCNOAb30BaHNIO
AMNOHCKOM TEXHUKWN CO3AaHMA rpaBlop Ha Aepese.
*kk
Hactynuswwme 1960-e rr. usmeHnan coctas no-
KopuTenen «cesepHon nycrowm». Ecam B 1950-e
3TO 6bINN OTCTaBHbIe BOEHHOCAY>KALLIMe, TO CMyCTA
[EecATb NIeT K y4acTUIo B OCBOEHWMW permoHa rocy-
[AapCTBO NMPU3BaAO yyallyroca MOOAEXb («UXM
LUMH» — AOC/. «0bpa3oBaHHas MONOAEXb»), KOTO-
pyto OTNPaBAAAM «Ha NepeBoCnUTaHNeE» B IEPEBHIO,
n K Havany 1970-x IT. YACIO BbIMYCKHWNKOB LLIKOJI,
npuexaBLUMX B «Bennkyro ceBepHyto MycTolb» U3
pa3Hbix pernoHos Kutas gocturano 500 Tbicay ve-
NOBEK — MEHANCA C TeYeHNEeM BPEMEHUN N COCTaB
coobLecTBa MacTepoB rpaBtopbl bangaxyaHa u xy-
BOXECTBEHHbIV CTUAb B31ZaxyaHCKOM rpaBropbl.
«3zecb bblI0 HEMANIO TeX, KTO NPOCTO Ntobun 3a-
HMMaTbCS UCKYCCTBOM, @ MHOTO JIeT CMyCTs CTaf U3-
BECTHbIM B CTpaHe XuBonucuem, n baarogapa um
XMBOMUCHaA uctopma XannyHuyssaHa 1960-1970-x
CTana ApKON CTpaHuLiel B MMPOBOM MckyccTe» [1].
CeroaHs XannyHU3AH UMeeT penyTaLumo Kpyn-
HeWwen B Kntae NpoBMHLMMK, B KOTOPOW BbICOKO
pa3BUTO NCKYCCTBO rpaBtopbl. [ToMUMO Kokl B B3i-
AaxyaHe B NPOBMHLUMM X3iayHU3saH K 1980-M rogam
paboTann obbesHEHWS XyAOXKHUKOB rPaBlopbl B Ta-
KMX KPYMHbIX ropogax, kak JauvH (KK, Daqing),
Ja-XvHraH-1nH (K¢ LIS HIX, Daxing'anling), MuyHb
(&, Yichun), Uznen (38FTI, Jixi), M nx nckyccteo
noJsyyYnno npusHaHune Bo Bcém Kutae n saxe 3a py-
6exxom. CerogHs rpaBropa XamnyHu3sHa npusHaHa
B KauecTBe Ky/IbTypPHOro bpeHaa 1 XyA0XeCcTBEeHHOro
[OCTOAHMA X3MNYHL35IHA U CTafna BaXHbIM CUMBO-
IOM MPOLBETaHNA N Pa3BUTUA MECTHOTO NCKYCCTBaA.
ApknM 1 ybeanTenbHbIM CBUAETENbCTBOM 3TUX
AOCTUXKEHWUI CTasa, B 4aCTHOCTM, OTKpbIBLUAsCA
B ceHTAbpe 1982 ropa B NeknHe «BbicTaBka rpa-
BIOPbI BE/IMKOW CEBEPHOW MYCTOLUM», CErOAHA W3-
BeCTHas Ham Kak balifaxyaHckas WKona, Ha KOTopon
nybaunke 6b1amn npesacTaBaeHbl 94 HoBble paboTbl 34
aBTOpOB. BbicTaBka npeacTaBifng, B OCHOBHOM, pa-
60Tbl MONOABIX KNTAWCKMNX FPaBEPOB, Bbi3BaB 60/b-
LUOV MHTEepPeC B CTOJIMYHbBIX XYAOXECTBEHHbIX Kpyrax,
nHTepec 1 6aarockJIOHHOE BHUMaHWe nybanku. Beli-
CTaBKa COMPOBOXAanacb HayUYHbIM CUMMO3MYMOM,
NPOBeAEHHbIM MO NHULMaTMBE ACCOLIMALINN Xy0XK-
HukoB Kutas. B xoge obcyxaeHuns 6bin10 Bbickasa-
HO MHEHMe, UTO HECMOTPS Ha HOBU3HY CTUASA 3TUX
MOJIOAbIX XYAOXHWKOB, MX paboTbl BMUTann B cebs
YepThbl ANOHCKOM rpaBrOpbl U 3anazHOEeBPOMNeNCcKoro
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MOZEPHM3MA U B HUX YYBCTBYETCS HaLMOHaNbHbIN
XapakTep v NoANMHHas aTMochepa pogHOro Kpas.

B aHBape 1988 roga B HaunoHanbHOM xyaoxe-
CTBEHHOM My3ee Kutas oTkpblnach BbicTaBka «[y-
TellecTBUE Ha peky Yccypw — rpaBropbl BeJIMKOW
CEBEPHO NyCTOLWN», B KOTOPOW NPUHANM yyacTue
35 aBTOpoB 1 98 paboT, B TOM unciae 23 MoaoabIX
aBTopa B Bo3pacTte Ao 30 neT, KOTopas Takxe conpo-
BOXJanacb Hay4yHbIM CUMMO3MYMOM, rae obcyxaa-
NOCb HOBATOPCTBO MOJIOAbIX FPaBépoB. B Lienom xe
C HaCTyMnAeHNEM HOBOW 3MOXM XyAOXKHWKWN bargaxy-
aHa y4acTBOBa/IM B HaLLMOHaNbHbIX U NPOBUHLIMANb-
HbIX BblCTaBkax 32 pa3a, npeactaBmB 674 paboTbl.
Ocob0 CTOUT OTMETUTbL, UTO 3a pybexxom paboTbl
AaHHOW LWKObI BbIIN NpeacTaBieHbl bonee yem
B 20 cTpaHax, oT A3umn 1 EBponsl, 40 AMepuku 1 As-
CTPanuw, 4TO rOBOPUT O MPOLBETaHWM LLIKOAbI «Be-
JNINKOW CEBEPHOW MyCTOLUN».

Eweé oanH n3BecTHbIN NpeacTaBuTenb bangaxy-
AQHCKOM WKOAbI NeYaTHOW rpadukm — YaHb HON-
nuH. OH ZOBOABHO NO34HO 0bpaTuaCca K npodeccunu
XyAOXHWKa ¥ rpaBepa: noytn Ao 30 neT oH n3y-
Yan rmapoTexHNKY u pabotan B meanopaumu. Mo-
naB B «BEJIMKYHO CEBEPHYIO MYCTOLb» B KayecTe
TMAPOTEXHMKA, OH Dbl MOpPaXKeH KpacoTol 3Toro
Kpas u B 1973 rogy Bnepsble nonpobosan cebs
B rpaBtope. Yepes AecATb ST yBAeUYeHNe rpaBropom
npeBpaTUAOCh B HOBYHO npodeccumto: YsHb FOnuH
OKOHUYMA KypCbl FpaBtopbl B KuTaickon akagemmum
U3ALLHBIX UCKYCCTB B [TeKMHe 1 Hayan CBOIO TBOP-
yeckyto buorpaduto.

lpaBtopa «Moli gom Ha ceBepHOM Hepery CyH-
rapu» n306mayeT KpacHbIM 1 XXeNTbIM LiBeTaMK, UTo
XapakTepHo ans rpaerop baligaxyaHa, U 4eMOHCTpU-
pyeT cueHy cbopa ypoxxas Ha bepery peku. Cpe-
An pabot YsHa HOnnunHa ocobo BbIZENAOTCA Takme,
Kak «3on0Toe yuense», «Ha 310N fpeBHen 3eM-
ne» (1984), «Céopwmua coebix 6060B», «[lecHs
BeTpa» (1998), «BeceHHUn BeTep 1 HOBOE poxae-
Hue»» (1999) n apyrue. B ceonx paboTtax OH MCMob-
3yeT NoX0oXwue KOMMNO3ULMOHHbIE NPUEMBI, KOTOpbIe
Mbl BUAMM Y ero koaner. OgHako XyAOXHWK yae-
NseT bonblie BHUMaHUA AeTansM, a Takxke co3fa-
€1 6bonee AMHAMUYHbIE N IKCMPECCHMBHbIE PUTMBI,
TeM cambIM CO34aBas COHCTBEHHbIN MHANBUAYAb-
Hbll CTWUb.

*kk

Mactepa wkonbl «Bennkon ceBepHoOn nycro-
LWn», U3BECTHON Kak LWKona banaaxyaH, okasanmcb
ofHVMM 13 BeayLmnx rpaBepos B Kutae. OcobeH-
HOCTbIO 3TOW LLKOJIbI ABAAETCA TeCHas CBA3b C HaLW-

OHa/IbHbIMW TPAAULMAMM, 1 OOHOBAEHNE TEXHNKN
N XyAOXECTBEHHbIX MPUEMOB He NPMBeNO K notepe
CaMOMAEHTUYHOCTUW. ITO cBOeobpasune AenaeT KO-
ny bangaxyaHa nerko y3HaBaeMoW cpean MHOTUX
APYTUX, @ NONYAAPHOCTb €e MacTePOB — He TONbKO
B Kutae, Ho 1 3apybexom — noaTBep>KaaeT BbICO-
KNI XYAOXKECTBEHHBIN YPOBEHb, €0 AOCTUTHYThIN.

Takum obpaszom, baligaxyaHckas rpaBropa 6e3-
YC/IOBHO ABASIETCA OAHMM N3 CaMblX APKUX Xy 0XKe-
CTBEHHbIX ABNEHWI B UCTOPUM KMTANCKOTO UCKYCCTBA
B LlesIoM. JTa Tpagumunsa cbopmmpoBanacb B O4HOM
13 HOBEWLUNX W NEePCMEeKTUBHbIX MHAYCTPUANbHbIX

N CeNbCKOXO35MCTBEHHbIX PAailOHOB CTPaHbl —
B baligaxyaHe NpoBUHLMM X3MAYHU3SH B CEBEPO-
BOCTOYHOM YacTh Kutas. To, € YeM XyA0XKHMKMN 3TOM
LUKOJIbl BOLL/IM B OBLLEHALMOHAABbHYHO 1 MUPOBYHO
XYAOXECTBEHHYHO KYJIbTYpPY, 3TO MECTHbIV Mensax,
XW3Hb paboyero YenoBeka, NHAYCTPUaNbHbIE U Ceflb-
CKOXO35MCTBEHHbIE MOTVBBI. B 3TOM TakXXe ckasa-
JlOCb HOBATOPCTBO MacTepoB baligaxyaHa, Tak Kak,
XOTsl UcTopus Kcunorpadum B Kutae HacumtbiBaet
6onee TbiICAUN NET, COBPEMEHHbIE KUTaWCKUe rpa-
BHOPbI BAOXHOBJISHOTCA COLMAIbHO-MOANTUYECKUMU
COBbLITMAMN OOHOBASAIOLLEN CBON OBANK CTPaHbI.
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THE CITYSCAPE GENRE IN OIL PAINTING
DURING THE REPUBLIC OF CHINA (1912-1949)

Summary: The formation of the cityscape genre in
oil painting, which fell on the short period of the Re-
public of China (1912-1949), is closely connected with
the country’s transition to the Western modernisation
model of development after its defeat in the Opium
Wars. It was the time when China began to open up to
the outside world and when modern, industrial cities
started to appear there. As a rule, the artists who cre-

The country’s shift to the Western modernisa-
tion model of development following China’s defeat
in the Opium Wars in 1840-1842 and 1856-1860
marked the beginning of the gradual transforma-
tion of old Chinese towns focused on agriculture
and handicraft industry into modern industrial-
ised cities.

The Self-Strengthening movement proclaimed
by the Qing government in the 1840-1890s laid the
foundation for the construction of a railway network,
modern military and civilian factories and plants
on the south-eastern coast of China, changed the
practice of urban planning [He Yimin, 2012]. More-
over, it contributed to the spread of secular edu-
cation, and led to fundamental changes in culture,
lifestyle, and behaviour.

In the early 1870s, the Qing government allowed
Chinese students to study abroad. "The total num-
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ated works in this genre were trained in the West and
were influenced by Western, realistic, and modernist
trends in modern painting. The tradition of the Russian
school of painting, which appeared in northwest Chi-
na in the first quarter of the 20th century, was another
source of borrowing.

Keywords: China, cityscape genre, oil painting, real-
ism, modernism.

ber of Chinese students who left due to this between
1846 and 1949 was about 150,000. The majority of
them came from the aristocratic classes, and were
supposed to bring advanced knowledge from abroad
and serve the goals of modernising the country”
[Anokhina, 2012, pp. 16-17].

The brief period of the Republic of China from
1912 to 1949, which became a historical turning
point that signalled the convergence of the old
and the new worlds in China, crowned this stage
of development. The return home of young art-
ists educated abroad coincided with the New Cul-
ture Movement that unfolded in the mid-1910s.
These artists, who had experienced the influence
of modern Western trends in art, were inspired
by the radical changes taking place in the coun-
try, which were reflected in their creative style.
By the end of the 1920s, conditions were suitable

Il 1. Xu Beihong. 1942. Courtyard

for theorising innovative trends in modern Chi-
nese art. The controversy that erupted during the
First National Art Exhibition in 1929 involved Xu
Beihong (#4338, 1895-1953) and Li Yishi (2 +,
1886-1942), who studied Western realist paint-
ing, and Xu Zhimo (& & &, 1897-1931), who ad-
vocated neo-expressionist art. The debate was
about whether the new Chinese painting should
follow the realist direction or the avant-garde,
modernist tendencies.

During this period, Chinese cityscape re-
mained within the genre framework of landscape,
without distinguishing itself as an independent
variety that required a good knowledge and un-
derstanding of architecture. Paintings with city
views were marked by two main stylistic trends.
One gravitated toward realism, striving to objec-
tively depict urban development and changing
urban landscape framed by multi-figure gen-
re scenes or staffage. Such are the works of Xu

L 2. Liu Haisu. 1936. View of Christ Church, Street in Qingdao
29.5x37cm

Beihong, a famous Chinese artist, an outstand-
ing mentor, one of the most influential figures
in Chinese art of the 20th century. In his artistic
style of those years, features of French academ-
icism can be found [Zhang Chengyong, 2022].
Thus, one of the master's most famous paint-
ings, Courtyard (1942), demonstrates the artist’s
obvious commitment to realism.

The other trend was expressed in the desire to
use the arsenal of expressive means of impression-
ism and modernism.

Thus, in 1923, Liu Haisu combined the expressive
nature of Western modernism and the free style of
traditional Chinese painting in his oil painting Bei-
Jjing Zhengyangmen. His landscapes, with their obvi-
ous interest in chiaroscuro and tonal colouring, are
nevertheless made with traditional Chinese painting
tools and materials, namely brush and ink.

Pan Yuliang (& E R, 1895-1977), who also stud-
ied abroad, in France and ltaly, is another out-
standing artist who paid tribute to the cityscape.
Her painting Fuzi Temple, created in 1937, depicts
a sunny winter day when the square in front of
the Fuzi Miao Temple is filled with performers
dancing with dragon and lion figures, surround-
ed by a colourful crowd shopping and having fun,
creating a joyful atmosphere of urban life. The
painting is saturated with bright colours, convey-
ing the atmosphere of traditional national holi-
days. Nevertheless, the planeness of the work, the
use of large local spots of colour create a sense
of spatial depth. Dynamic expressive silhouettes
are emphasised by bold lines that frame the fig-
ures, evoking the painting techniques of Europe-
an post-impressionism.

L 3. Liv Haisu. 1923.Beijing, Jiangmen Gate
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Il 4. Kichigin. 1932. Beijing. Corner Tower of the Marble Island
of Spring Shadows. oil on canvas, 67x50.5 cm

Some of the early creators of Chinese cityscapes,
for example, Chen Baoyi (B&#f1, 1893-1945), also
considered themselves modernists: their taste for
decorativeness is reflected in their way of using col-
ours, lines, and forms. The program of the “mod-
ernists” was to find a modern form, combining the
real and the imaginary in an effort to convey the
spirit of the era.

Il 5. Kichigin. 1932. At the ferry on the Zhemchuzhnaya River.
30.8x28.8 cm. Paper, watercolor, gouache
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The dialogue between Chinese and Russian cul-
tures, which became relevant in the first quarter
of the 20th century in connection with a number
of economic and political events, is another fruit-
ful source of inspiration for artists. Firstly, we note
the large-scale construction of the Chinese Eastern
Railway (CER) by Russia in Manchuria, launched in
accordance with the 1896 treaty. In addition, sub-
sequent revolutionary events filled China with nu-
merous Russian refugees, including representatives
of the artistic intelligentsia. It was they who opened
the first European-style art studios and schools in
Harbin, which also accepted Chinese students [Chen
Wenhua, 2006]. Mikhail Kichigin (1883-1968), a grad-
uate of the Imperial Stroganov Central School of
Art and Industry in Moscow (1908) and the Mos-
cow School of Painting, Sculpture, and Architecture,
was one of the most notable figures in the cultural
life of Harbin. Kichigin lived in China for almost 30
years, leaving behind numerous students and fol-
lowers [Zubets, 2022].

In 1932, he created a series of studies in Can-
ton depicting the picturesque, densely populated
area of Guangzhou Province, cut by canals. The in-
teraction of sunlight and the water surface creates
a special state of wet radiance, shimmering waves,
and numerous highlights scattered in the air, con-
veyed by the artist in oil and gouache. The pearl
tones of the painting are composed of a pink-
blue-golden range with violet accents, confirm-
ing the name of the local river — Zhujiang (Pearl).
The objects of Kichigin's images are often rather
complex architectural ensembles, such as, for ex-
ample, the Summer Palace in Beijing. In this case,
he used a solemn pyramidal composition. Depict-
ing a fragment of the Forbidden City in Beijing,
an elegant pavilion in the middle of a lake, the
artist emphasises the beauty and harmony of the
object in the surrounding space, created by Chi-
nese masters of landscape architecture [Lebede-
va, 2009, p. 66].

The artist's student and wife, Vera Kuznetsova-
Kichigina (1908-2005), belongs to the next genera-
tion of artists. She was born in Harbin, into a family
of Russian settlers; however, she lived in a Chinese
cultural environment from childhood. It was natu-
ral for her to turn to the Chinese painting tradition:
to use motifs, style, and colour of the local culture.
At the same time, she was interested not only in
exquisite elite art, but also in folk art, attractive
for its accessibility, brightness, and decorativeness

Il 6. Kuznetsova-Kichigina. 1930. The Big Drum Tower. Beijing.
51.3x38cm

[Lebedeva, 2004]. Both Mikhail Kichigin and Vera
Kuznetsova-Kichigina were interested in depicting
architectural forms; however, Kichigin painted main-

ly in oils, while Kuznetsova-Kichigina worked pri-
marily with watercolours.

Han Jingsheng (E& 4, 1912-1998), like Vera
Kuznetsova, was an artist of the new generation.
He studied oil painting at a fine arts school run by
Russian émigrés; then, he studied portrait oil paint-
ing at the Shanghai College of Fine Arts, founded by
Liu Haisu. Many of his works from this period are oil
paintings of Harbin cityscapes. His work Ruins of an
Airport Blown Up by the Japanese, created in 1947,
occupies a special place in the history of modern
Chinese art. The artist’'s work has become not only
a masterpiece of the genre we are studying, but also
a historical testimony to the cruelty of the Japanese
occupation. The painting depicts the ruined airport
walls in dull tones, the sky is kept in gray tones with
a small addition of blue and purple, which creates
an emotionally tense, heavy, and even tragic atmos-
phere. Here, contour lines and brushstrokes charac-
teristic of the painting style of post-impressionism
are also used, indicating that Han Jingsheng was the
heir and continuer of the traditions of the founding
fathers of new Chinese painting.

Thus, it was the period of the Republic of China
that became the time of not only mastering new
painting techniques brought from abroad but also
creating a special genre system within which the
cityscape established its foundation.
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YXAHP TOPOCKOTO MEMN3AXA
B MACJIAHOW XMBOMUNCK
MEPMOAA KUTAUCKOW PECMYBNKW (1912-1949)

AHHOomayusa: CTaHOBJIeEHWE XaHpa ropoackoro
nerizaxa B MacAfHOW XWBOMUCK, NPUXOAALLEECS Ha
KpaTkuin nepuog Kutanckon pecnybaunkm (1912-1949),
TECHO CBA3aHO C MepexoAoM CTpaHbl Nocae eé nopa-
XeHus B ONMyMHbIX BOMHaxX K 3anaZHOW MoAepHM3a-
LMOHHOW MOoZenn passBuTtus, korga Kuta nocteneHHo
CTan OTKPbIBATbCA MUPY U B HEM MOCTEMNEHHO Hayanu
pa3BMBaTbCA COBPEMEHHbIE, OCHOBAHHbIe Ha MPOMbILU-
NeHHOCTM ropoga. XyaoXKHWUKMW, co3gaBaBlune pabo-

MNocTeneHHasa TpaHCPOPMaLMA JPEBHUX, OPUEH-
TUPOBaHHBIX Ha CeIbCKOEe XO3ANCTBO U KyCcTapHoe
NPOW3BOACTBO KMTANCKUX FOPOAOB B COBPEMEH-
Hble MPOMbILLIEHHO pa3BUTble ropoja Havanacb
C NepexosoM CTpaHbl K 3anajHon MoAepHU3aLm-
OHHOI MOAeNN pa3BuTWA nocae nopaxeHuns Kutas
B OnnyMHbIx BonHax B 1840-1842 1 1856-1860 rr.

MpososrnaweHHoe B 1840-1890 rr. npasu-
TeAbCTBOM AguHactum LUnH «[BuxeHne no ycso-
€HWI0 3aMOPCKUX Aen», 3a0XuBLUee QyHAAMeHT
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Tbl B 3TOM XaHpe, Kak NpaBunao, npowan obyyeHne
Ha 3anage W UCNbITaaAu BANAHME 3anajHblX, peanu-
CTUYECKUX N MOAEPHUCTCKUX TEUEHNI COBPEMEHHOW
xueonucu. Ewé ogHUM NCTOYHNKOM 3aMMCTBOBaHUI
6blna TpaAnLLIMA PYCCKOW LWKObI XXMBOMUCK, KOTOpas
nosasuiacb Ha ceBepo-3anage Kutas B nepBow veT-
BepTn XX B.

Knroyessie cnosa: Kumaldi, xaHp 2opodckozo nelizaxa,
MAc/IAIHAA XUBONUCk, peanusm, MoOepHU3M.

ANA CTPOUTENBCTBA Ha HOr0-BOCTOYHOM nobepexbe
Kutas ceTn xenesHbix JOPOr, COBPEMEHHbIX BOEH-
HbIX ¥ rpaXaaHcknx ¢pabpuk 1 3aBOAOB, M3MEHWO
NPaKTUKy NJaHUPOBaHMA TOPOACKUX MPOCTPAHCTB
[X> MImuHb, 2012], cnocobcTBOBaNo pacnpoctpaHe-
HWIO CBETCKOro obpa3oBaHmA 1 NPUBENO K Kapau-
Ha/sbHbIM MepeMeHaMm B KynbType, B 06pase >XN3HU
N NOBEeAEeHUN Ntogen.

B Hauane 1870-x rr. npaBUTENbCTBO AMHACTUMN
LnH pa3pewnno obyyeHne KNTancknx CTyAeHTOB

3a py6exxoM. «ObLiee KOAMUECTBO KUTANCKUX CTY-
[EeHTOB, BblexaBLUMX NOoA0OHbIM 06pa3om B Nepurog,
1846-1949 rr., coctaBnano nopsazaka 150 teicau. Oc-
HOBHas Macca U3 Hux Hblna BbIXoALLAMU U3 apu-
CTOKpaTUUeCKUX CNOEeB, KOTOPbIE AOIXKHbI H6bin
NpuBECTU U3-3a pybexxa nepesoBble 3HAHUA U CA1y-
XUTb LefsaM MOAepHM3aumm cTpaHbl» [AHOXUHA,
2012, c. 16-17].

BeHuan 3TOT 3Tan pa3BUTUA KOPOTKUIA NEprOoZ Cy-
wectBoBaHus Kutaickon Pecnybankm 1912-1949 rr.,
CTaBLUMI UCTOPUYECKON BEXOW, OTMETMBLLIEN BCTPe-
4y cTaporo un Hosoro mupa B Kntae. Bosspatue-
HVe AOMOW NoNyuMBLUMX 0Bpa3oBaHWeE 3arpaHunLEen
MOJIOAbIX XYAOXHUKOB COBMaso C pa3BepPHYBLLNM-
csa B cepeanHe 1910-x rr. «[IBu>xeHnem 3a HOBYHO
KYyNbTYpY». ITUX XyAOXHWUKOB, UCMNbITaBLUNX Ha cebe
B/IMSIHNE COBPEMEHHbIX 3anasHblX TEHAEHLMWI B UC-
KyCCTBeE, BLOXHOB/AAM NPOUCXOAMBLUMNE B CTPaHe
pajuKasbHble U3MEHEHUS, OTPaXKaBLUNECS B UX TBOP-
yeckon maHepe. K koHuy 1920-x rr. co3penu ycno-
BMA 415 TeopeTn3aLmMm HOBAaTOPCKUX TEHAEHL NN
B COBPEMEHHOM KMTaNCKOM UCKyccTBe. B nonemu-
Ke, pa3pasmBLUeiics B xoAe MNepBoi HaLMoHa bHOM
XyZ,0KeCTBEHHOW BbicTaBku B 1929 r., npuHAAM yua-
ctne Cron banxyH (fRH5518, 1895-1953) 1 Jln Nwm
(Z=% 1, 1886-1942), n3yuasLume 3anagHyto peanu-
CTUUECKYHO XMBOMUCH, a Takxe Cror Uxumo (IREEE,
1897-1931), BbiCTynaBLUMI 3@ HEO3KCMPECCUOHMU-
CTCKOe UcKyccTBO. CNop LWes O TOM, Kakon NyTb
BblOepeT HOBas KUTaMcKas XWBOMWUCb — Hanpas-
NeHne peanv3Ma UAN aBaHrapaHble, MOAEPHUCT-
CKWe TeHAEeHL MW,

B 37OT mepuog kntanckas «ropoAckas XuBo-
NMUCb» OCTaBajacb B XaHPOBbIX paMKax nensaxa,
He BblAeNNBLUNCD B CAMOCTOATENbHYIO Pa3HOBUA-
HOCTb, TPebOBaBLLYO XOPOLLUEro 3HaHWA U MOHMMa-
HWA apxuTekTypbl. KapTuHbl € BUAaMK roposa 6biau
OTMeYeHbl ABYMSA OCHOBHbIMW CTUNCTUYECKMMN
TeHaeHumamn. OgHa TaroTena K peaansmy, crTpe-
MACb O6BEKTMBHO NepesaTb FOPOACKYH 3aCTPOMKY,
MEHSHOLLMIACA TOPOACKON NaHaWwadT B obpamaeHnn
MHOTOMUIYPHBIX XXaHPOBbIX CLEH uan ctadpdaxa.
TakoBbl paboTbl Ctoit balixyHa — 3HaMeHWTOro Ku-
TaNCKOro XyA0XHWKa, BblAatoLWeEerocs HacTaBHUKa,
OAHOrO N3 CaMbIX BAVATENbHbIX AeATeNen KnTam-
cKkoro mckycctea XX B. B ero xyaoxectseHHON Ma-
Hepe TeX JIeT MOXHO HaWTn YepTbl GpaHLy3CKOro
«akageMmunama» [UxkaH YsHbtoH, 2022], Tak 4TO OAHO
13 CaMblX U3BECTHbIX MONOTEH MacTepa — KapTuUHa
«/1Bop» (1942) neMOHCTpUpyeT OUEBUAHYIO NpUBEpP-
>KEHHOCTb XYZAOXHMKa peannsmy.

[pyras TeHAeHUNA Bblpa3niach B CTPEMAEHUN
MCNONb30BaTb apCeHan BblPa3nTe/bHbIX CPEACTB
MMNPECCMOHN3Ma U MOAEPHU3MA.

Tak, B 1923 r. Jlto Xaiicy B CBOUX KapTUHaX CO-
eVHWUA 3KCNPEeCCMBHYIO MPMpOAy 3anagHoro Mo-
AepHU3Ma N CBOBOAHBIN CTUAb TPAAULLMOHHOWN
KUTaMCKON XMBOMMCH, YTO EMOHCTPUPYET ero Kap-
TUHa MacaoM «MeknH YX3aHbSHM3Hb». Ero nensa-
XM C UX OYEBUAHBIM MHTEPECOM K CBETOTEHEBOWN
Nerke v TOHaJlbHOMY KOJIOPUTY, TEM HE MeHee U1C-
MOJb3YHOT TPaAULMOHHbIE KUTANCKME UHCTPYMEHTI
1 MaTepunanbl XUBOMUCK, @ UMEHHO KUCTb U TyLUb.

Elwe osaHa BblAatoLLancsa XyA0XKHWLa, OTAaBLUIAs
JaHb ropoAckomy neisaxy, — MaHb HOWnaH (BER,
1895-1977), Takxe obyyanacb 3a rpaHuuen, Bo
®paHumm n Ntanunn. Ee kaptnHa «Xpam ®y3n», cos-
AaHHas B 1937 r., NpeACTaBAAET COJIHEYHbIA 3UM-
HWI AeHb, KOraa naolasb nepes xpamom dysrmso
3anoJIHeHa apTUCTaMu, TaHLyHOLWUMK ¢ durypamu
[ PaKOHOB W NIbBOB B OKPY>KEHMMW MECTPOW TOAMbI,
AenaroLLen NoKYNKn 1 BecensLLencs, co3aaroLLen
PafoCTHYHO aTMOChepy ropoackor xunsHu. Kaptu-
Ha HacbllLleHa APKMMU KpackaMu, nepesaroLmnmm
aTMocdepy TPaaULMOHHbIX HaLMOHA/IbHbIX NPa3z-
HWKOB. [10CKOCTHOCTbL PaboThbl, CNOAb30BaHNE
60/bLLMX NOKANbHbIX MATEH LiBETA, TEM HE MEHEE,
CO3Ja€T oLyLLeHMe NPOCTPAHCTBEHHOMN FNyHOUuHbI.
XupHble nvHuK, obpamasiowme Gurypbl, Nog4uép-
KMBaKOT AMHAMUNYHbIE BblPa3nTe/bHble CUIYITbI, YTO
HamoOMMWHaeT NPUEMbI XXMBOMUCK €BPONENCKOro MNo-
CTUMMpPeccMoHm3Ma.

HekoTopble 13 paHHUX co3aaTesiell KUTalcko-
ro ropoACKON XMBONUCK, Hanpumep, YaHb baown
(B&#8, 1893-1945), Takke cunTanu cebs MogepHU-
CTaMu: B UX cnocobe ncnonb3oBaHUA LIBETOB, N-
HWUA 1 GOPM CKa3biBaeTCA BKYC K 4eKOPaTUBHOCTU.
MporpammMa «MOAEepPHUCTOB» 3akK/to4anacb B TOM,
4TOObI HANTUN COBPEMEHHYIO GOPMY, COeANHUB pe-
anbHoe 1 BoobpaXkaemoe B CTPEMAEHUM NepesaThb
AyX 3MOXM.

ApyrvmM nnofoTBOPHBIM NCTOYHMKOM BAOX-
HOBEHWA AN XYAOXHWKOB CTan AManor KNTam-
CKOW M PYCCKOM KYNbTyp, aKTyann3npoBaBLUINIACS
B NepBOM YeTBepTU XX B. B CBA3M C LLENBIM Psi-
LOM 3KOHOMMUYECKUX U MOJANTUUYECKNX COBBLITUIA.
Mpexae Bcero, OTMETUM MacLUTabHOe CTpOUTENb-
cTBO Poccmen Kutacko-BocToUHOM XenesHom
goporn (KBX/J) Ha Tepputopun MaHbuxypun,
pa3BepHyTOe cornacHo gorosopy 1896 roga.
Momumo TOro, nocieayroLine peBoNOLMOHHbIE
cobbITUA HanoaHUAM Kntain MHOroUMCAEHHbIMMN
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PYCCKMMUN BexeHLaMn, B YNCAe KOTOPbIX Oblau
NpeACTaBUTENN XYAOXKECTBEHHON UHTENNNTEH-
umn. MMeHHO OoHM OTKpbIAN B XapbuHe nepsble
XYf,0>XKEeCTBEHHbIE CTYAUMN U LIKOAbI €BPONencKo-
ro TMna, NPUHUMaBLUNE U KUTANCKNUX CTYAEHTOB
[YaHb BaHbxya, 2006]. O4HOM U3 caMbix 3aMEeTHbIX
buryp KynbTypHOU XUn3HW XapbuHa ctan Muxaumn
AnekcaHgpoBny KnuuruH (1883-1968), Bbinyck-
HUK ImnepaTtopckoro CTporaHoBCKOro LeHTpasb-
HOrO XyA,0>KeCTBEHHO-MPOMbILIJIEHHOTO YyUYnaNLLa
B Mockse (1908) 1 MOCKOBCKOro yumania xu-
BOMWUCK, BasHMA 1 30a4ecTBa. KnumrnH npoxmn
B Kntae noutn 30 net, ocTaBUB MHOTOUYMCAEH-
HbIX YYEHWKOB ¥ nociegoBaTtenein [3ybeu, 2022].

B 1932 roay B KaHTOHe 1M 6blna co3saHa cepus
3THOZAOB, N306paXKaBLUMX XUBOMUCHYHO, U3PEe3aHHYHO
KaHanamu, ryCToHacesIeHHYH MeCTHOCTb MPOBUH-
uum MyaHuxoy. BlanmogencTme CoONHEUHbIX ayYel
1 BOZAHOW MOBEPXHOCTU CO34aET 0coboe CoCTosHME
B/IQXKHOTO CUAHWUSA, MEPLIaHNA BOJH U MHOTOUMCIEHHbIX
611KOB, pacCcesiHHbIX B BO34yXe, NepeAaHHbIX XyA0X-
HVKOM Mac/0M U IyaLlbto. JXXeMuy>kHble TOHa XXMBOMW-
CV CKNaZbIBArOTCA U3 PO30BO-r0/ly60BaTO-3010TUCTOM
raMmmbl ¢ GMONETOBbIMM aKL,EHTaMu, NOATBEPXKAAS
Ha3BaHWe MeCTHOM pekn — Yxxyu3saH OKeMuykHas).
ObbekTamu n30bpaxeHns KnumrmHa yacto cTaHOBU-
JNCb JOBOJIBHO COXHbIE apXUTEKTYPHbIe aHCamb-
v, Takne, Hanpumep, kak JleTHuii aBopel, B MekunHe.
B 3TOM cnyyae OH ncnonb3oBan TOPXKECTBEHHYHO M-
pamMuaanbHyto KoMnosmumio. Mizobpaxas dparmeHTt
3anpeTtHoro ropoga B NeknHe, N3sLLHbIA NaBUAbOH
nocpeAmn 03epa, XXMBOMUCeL, NoAUYEPKMBAET KPacoTy
Y rapMOHMIO 06bEKTa B OKPY>KatOLLLEM NPOCTPaHCTBE,
CO3/laHHYHO KMTaCKUMUW MacTepamu Cafi0BO-MapKoBOM
apxutekTypsbl [/lebeaesa, 2009, c. 66].

YyeHnua n cynpyra mactepa — Bepa Emenba-
HoBHa Ky3HeuLoBa-KnunrmHa (1908-2005), oTHocKTCS
K CneAytoLLeMy NOKONEHNIO XyA0XHUKOB. OHa po-
Annacb B XapbuHe, B ceMbe PYCCKMX MOCENEHLIEB,
HO C AleTCTBa XWNa B KNTANCKON KyNbTYPHOW cpege.
[nsa Heé BblNO ecTeCTBEHHO ObpaLLaTLCA K KATAM-
CKOW XMBOMUCHOM TPaaULLIMK: NCMONb30BaTb MOTU-
Bbl, CTUJIUCTUKY, KOJIOPUT MECTHOW Ky/bTypbl. Mpu
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3TOM €& MHTepeC BbI3bIBaNO He TO/IbKO M3bICKaH-
HOe 3/IMTapHOe, HO N HaPOZAHOE NCKYCCTBO, NpuBJE-
KaTesbHOE CBOEW 06LLEefO0CTYNMHOCTbIO, APKOCTbIO,
ZAekopaTtuBHOCTbO [[lebegeBa, 2004]. I Muxawmn
KnuuruH, n Bepa KysHeuoBa-KnunrnHa yesneka-
JINCb M306paXKeHNeM apXmUTEKTYPHbIX GOpM, o4-
Hako ecv KnuurvH nucan, B OCHOBHOM, Maciom, To
Ky3HeuoBa-KnunrnHa pabotana npenmyLLecTBeH-
HO aKBapenblo.

XaHb LsnHwsH (B4, 1912-1998), kak v Bepa
Ky3HeuoBa, — XyAOXHUK HOBOro nokoneHusa. OH
n3yyan MacasiHyro XMBOMUCH B WWKOAe n306pasm-
TeJIbHbIX UCKYCCTB, KOTOPOW PYKOBOAUAU PYCCKUE
3MUTPaHTbI, 3aTeEM M3ydaa NOPTPETHYIO Macas-
HYtO >XXMBonuch B LLlaHxalickoMm konneaxe n3o-
6pa3nTenbHbIX UCKYCCTB, OCHOBaHHOM Jlto Xalicy.
MHoruve 13 ero paboT paccmaTprBaemMoro nepu-
0/,a — 3TO KapTMHbI, HanNMcaHHble MacioM, C U30-
HpaxkeHnem xapOMHCKUX TOPOACKUX neli3axei. Ero
paboTa «PynHbl aaponopTa, B3OPBAHHOIO AMOH-
LamMu», co3gaHHasa B 1947 r., 3aHMMaeT ocoboe
MeCTO B UCTOPUUN COBPEMEHHOTO KUTAMCKOIO MC-
KyccTBa. OT0 HaTypHas paboTa XyA0oXHMKa cTana
He TONbKO LeeBPOM M3y4aeMOoro HaMu XaHpa,
HO N UCTOPUYECKUM CBUAETENBCTBOM XECTOKO-
CTW ANOHCKOM OKKyMnauuun. Ha kapTuHe B TYCKAbIX
TOHax n3obpaxkeHbl pa3pyLlleHHble CTEHbI a3po-
nopTa, HebO BbIAEPXKAHO B CEPbIX TOHAX C He-
6onbwmM fobaBAeHNEM CUHETO U GUONETOBOTO,
4YTO CO34aéT 3MOLMOHANbHO-HaNPAXKEHHYO, TA-
XENYH 1 Aaxke Tparnyeckyto atmochepy. 3aechb
TakXe MCMOoAb3YyTCA XapakTepHble AN XNBO-
NMUCHOW MaHepbl MOCTUMMNPECCUOHMU3MA KOHTYP-
Hble IMHUN N Ma3Ku, CBUAETENbCTBYIOLLME, YTO
XaHb L3NHWAH 6bln HaCNeAHMKOM M NPOAOAXa-
TenemMm Tpaguunii oTLLOB-OCHOBAaTe e HOBOW KK-
TANCKOM XMBOMUCHK.

Takum obpa3om, UMeHHO nepunog Kutanckom
pecnybankun ctan BpeMeHeM OCBOEHMUA He TONbKO
HOBbIX TEXHWK XXUBOMUCK, MPUBHECEHHbBIX 13 3a pY-
6exa, HO U NeprMoSOM CO3AaHMNA OCODEHHOW XaH-
POBOW CUCTEMBI, BHYTPU KOTOPOW KPUCTaNAN3YEeTCA
rOPOACKON nersax.
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