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[naBHbIN pesakTop

PeaakuUWOHHbIN coBeT:

ApwucroBa YnbaHa BuktoposHa
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Boynt [xkoH dnnmc
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(Poccums)

PbikuHckuit Anekcanap Cepreesuu (Poccus)

CaxHo UpuHa MuxaiinoBHa
(Poceuns)

CmoneHkoB AHatonuii MeTpoBuu
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(AnoHwma)

LunsbaH HOpuii FfaBpunosuy

(CLUA)

LLla6aHoB Mpuropuii AnekcaHapoBuyu
(Poccus)

WeugkoBckuii imutpuin Onerosuu
(Poccus)
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BbypraHosa Mapusa AnekcaHapoBHa

[OKTOpP Mefarormyeckux Hayk, npodeccop LLkosbl gnsaiiHa dpakynbteTa
KpeaTBHbIX VHAYCTPUA HalmoHanbHOro nccnesoBaTeibckoro
yHUBEpPCUTETA «BbICLwas WwWKosa 3KOHOMUKM»

JOKTOp Hayk, npodeccop YHuBepcuteta HOxHon KanndopHun,
cosgatenb v gupektop VIHCTUTyTa COBPEMEHHOW PYCCKON KyabTypbl
[LOKTOP MCKYCCTBOBEAEHMSA, akaZieMnK POCCcuinckonm akageMum XyAoxXecTs,
npodeccop Poccuiickoro rocyAapcTBeHHOrO XyA0XKeCTBEHHO-
npombiwneHHoro yHmsepcuteta um. C.I. CtporaHosa

JOKTOP MCKYCCTBOBEAEHWS, akageMuk Poccuinckon akageMmm XyAoXecTs,
npodeccop Poccuiickoro rocyAapcTBeHHOrO XyA0XKeCTBEHHO-
npomblwneHHoro yHmsepcuteta num. C.I. CtporaHosa

JOKTOP Hayk, npodeccop Akasemun U3ALWHbBIX UCKYCCTB [yaHuxoy

[OKTOP HayK, Hay4Hbl cOTPYAHVK VccnesosaTenbckoro LeHTpa
BoctouHoi EBponbl bpemeHckoro yHuBepcuteta (fepmanus),
npodeccop Kapnosa YHunsepcuteta (Hexus)

[OKTOP Mejarornyeckmx Hayk, npopeccop MockoBCKOro ropoackoro
nejarornvyeckoro YH1BepcuTeTa, MHCTUTYTa KynbTypbl U UCKYCCTB
[OKTOpP Mejarornyeckux Hayk, npodeccop kadeapbl M306pa3nTeNbHOro
nckycctsa PakysbTeTa UCKYCCTB, pekaambl 1 Au3aliHa MNegarornyeckoro
MHCTUTYTa TYXOOKEaHCKOro roCyJapCTBEHHONO YHVBEpCUTETa

KaHAnAAT GUIONOTUYECKUX HaYK, BEAYLLMIA HayUHbIV COTPYAHMK
WHctnTyTa pycckoro s3bika Poccuiicko akageMum Hayk

npogeccop YHneepcuteta My3sbiku Toxo akyaH

npodeccop, AOKTOP UCKYCCTBOBEAEHNSA, MPOPEKTOP MO Hay4YHOM

N MexayHapoaHon paboTte POCCUINCKOrO rocyapCcTBEHHOO
XYAOXKECTBEHHO-MPOMbILWAEHHOrO YHuBepcuTeTa um. C.I. CTporaHoBa
npodeccop YHuBepcuteTta Boctoka (Heanonb)

npodeccop Kkadpeapbl NCTOPUM 1N TEOPUN UCKYCCTBa Koleaxka M3aLHbIx
nckyccts LLlaHxaiickoro YHuBepcuTteTa, uneH AkaeM1MYeckoro KommreTa
LllaHxaickoro YHuBepcuteta

[OKTOP PUNONOTMYECKMX HaYK, CTapLUMNIA HayUHbIN COTPYAHMK VHCTUTYTa
MMPOBOW nTepaTypbl Poccuiicko akagemMun Hayk

[IOKTOP MCKYCCTBOBEAEHWS, Bcepoccninckunii rocy,apcTBEHHbIVE MHCTUTYT
knHematorpadum nm. CA. Fepacumosa

KaHAMAAT GUIONOTUYECKUX HayK, HAayUYHbIN COTPYAHUK VIHCTUTYTa
pyccKoro s3blka Poccuiickon akagemvmn Hayk

JOKTOP GUAOCOPCKUX HayK, Mpodeccop, rMaBHbIV pesakTop >KypHana
«Bonpocsl dpunocodpmmn»

[OKTOP MCKYCCTBOBEAEHMS, Npodeccop, 3aBeaytoLmin otaenom HayuHo-
nccnes0BaTeNbCkoro MHCTUTYTa TEOPUMN U UCTOPUMN M306pa3UTENbHbBIX
ncKkyccTB Poccuinckoit akaseMum xyaoxecTs, npodeccop MockoBCkoro
apxuTekTypHoro nHctutyTa (focysapcTBeHHan akagemus)

JOKTOp Hayk, npodeccop Poccuiickon akagemmmn My3bikn M. THECUHbIX

fokTop dunonoruv, npodeccop Poccuinckoro yHnBsepcumteTa

[Jpyx6bl HapoaoBs

KaHAMAAT UCKyCcCTBOBeAeHMs, npodeccop Poccuitckoro
rocyAapCTBEHHOrO XyA0XeCTBEHHO-MPOMbILWAEHHOrO YHMBEpCHUTeTa
um. C.I. CTporaHoBa, akageMunk Poccuiickoi akagemunm XyaoXKecTBm
KaHAMAAT UCKYCCTBOBeAEHMS, AOLEeHT Poccuiickoro rocysapCTBEHHOrO
XYA,0XXeCTBEHHO-MPOMbILWIEHHOro yHnBepcuteta M. C.I. CtporaHoBa,
UNeH-KOPPECNOHAEHT POCCUIACKOW akaeMun Xya0XKecTs

JOKTOP Hayk, npodeccop, 3aBeAyoLmnin kKapepbl ICTETUKM 1 TEOPUM
nckycctea TOKMIACKOrO yHMBEpCUTETa

[OKTOP Hayk, npodeccop Yvkarckoro YHnBepcuteTa Kapeapbl KUHO

1 Meguna nccnefoBaHnin u kadeapbl CIaBAHCKUX A3bIKOB U MTepaTypbl
JOKTOP Mejarormyeckmnx Hayk, MpopekTop rno yyebHown pabore,
npodeccop AHO BO «Poccrincknini HOBbIV YHUBEPCUTET»

[ OKTOP MCKyCCTBOBEAeHMSs, npodeccop, pekTop MockoBCKoro
APXMTEKTYPHOIO MHCTUTYTa, BULe-Npe3nAeHT Poccuiickoin akagemun
XY[,0XKeCTB

CmoneHkoBa HOans AHaTonbeBHa (Poccums)

COAEP>XAHUE

HAYYHO-AHAJINTUYECKNIA
XKYPHA «4OM BYPTAHOBA. No. 2 2025
MPOCTPAHCTBO KY/IbTYPbl»

C/10BO
PEAAKTOPA

NPUHA BOPUCOBHA NMABJ/IOBA

[JEPEBO CBOBO/bl B MOATOTOBUTE/IbHBIX MATEPVATAX
K POMAHY J1.H. TONCTOrO O AEKABPUNCTAX

1 BOCTMPUATUE MNCATEJIEM OBPA3A [PEBA

XYAH B3B3,

MAPUA ANNEKCAHAPOBHA BYPFTAHOBA
HEKOTOPbIE OCOBEHHOCT W PEANIMCTUYECKOWN
CKY/IbMTYPbI B KUTAE B XX B.

KUPUNT HUKONAEBNY TABPUJTUH,
FEOPTMN KOHCTAHTUHOBWY KOLUEJIEB
YXAH JINNNH, MACTEP CBOBOZHOW KNCTW

CBET/IAHA TEOHNAOBHA BEPEMEEBA,

TAH WU

LWIKOJ1bl ® N HHOBALLM: MOHYMEHTAJIBHAA XXMBOMWNCh
KUTAA MEPUOAA PEOOPM U OTKPBITOCTU

Y>KAH IOH
XYAOXECTBEHHbBIE 1 CEMAHTUYECKNE OCOBEHHOCTW
AHUMATTINCTUYECKNX KAPTUH YXY A

AHHA ANEKCAHAPOBHA ®ULUEP

COUMANBHAA N MONNTUYECKAA KAPUKATYPA YAP/Ib3A
BPUTOHA HA MPVMEPE 3CKN30B «MOTEPAHHbIE 3BEHbA»
AN KAPHABAJIbHbIX KOCTFOMOB MACKAPAA

MAPAW TPA 1873 TOIA B HOBOM OPJIEAHE

NN XXYHXYA
BOEHHbIE OPKECTPbl KNTAA
KAK YACTb MOJIMTUYECKOW XWN3HN CTPAHbI

ANEKCAH/AP BNAAVNMUPOBUY BE3VH

MOHYMEHT KAK 3EPKAIO XYAOXHUKA. K 80-TETUIO
MOBE/bI B BEJIMKOW OTEYECTBEHHOW BOVHE U K
200-NIETUHO CTPOTAHOBKM

3 110 XA
POJIb «<AKAZIEMUYECKOW IAYN> B TBOPYECKOW CY/IbBE
XYAOXHVKA BAEHTVHA CUOPOBA (1928 - 2021)

. CHOH A0ny
OOPMUNPOBAHWE OPTAHHOW KY/IbTYPbl KUTAA:
CTPAHMLUbBI NCTOPUIN

Y3Hb YYHXY31

O XYJJOXECTBEHHOM CBOEOBPA3UW TPAANLIMOHHOWN
KUTAVMCKOWM KANAUTPAGUN N XNBOMUCK

B TBOPYECTBE YXAO YLI3U

3 BAH XAWNB3W
XAHP TOPO/ICKOTO MEM3AXA B MAC/IAHOW XMBOMUCY
MEPUOAA KUTANCKOW PECMYB/IVIKA (1912-1949)

CBET/IAHA AHATOJ/IbEBHA NMABJIOBA
. CTWb KAK CMbICJI:
OMEPA M. C. BAIHBEPTA «[MACCAXWUPKA»

HA OBJIOXKE YxxaH JlunuH. Jlogkm n octpos, 2018 roa. Xonct macno (200cm x 190cm)

(9]



LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of Culture

#2/2025

Dear friends,

We are pleased to present to you Issue 2, 2025, of
the scientific and analytical journal Burganov House.
The Space of Culture.

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

The journal publishes scientific articles by lead-
ing specialists in various humanitarian fields, doctor-
al students, and graduate students. Research areas
concern topical problems in multiple areas of cul-
ture, art, philology, and linguistics. This versatili-
ty of the review reveals the main specificity of the
journal, which represents the current state of the
cultural space.

The issue opens with I. Pavlova’'s article, “The
Tree Of Liberty In The Preparatory Materials For Leo
Tolstoy’'s Novel About The Decembrists And The
Writer's Perception Of A Tree Image”. The author
analyses the custom of planting the Tree of Liberty
in a ceremonial setting on city streets and squares.
The tree appeared in America during the period of
the struggle for independence (approximately the
end of the 18th century) and became widespread
in France during the Great French Revolution. The
image of the Tree of Liberty growing on soil satu-
rated with blood spread throughout European cul-
ture. Since the theme associated with violence was
alien to the writer's spiritual makeup, the image of
the tree in his works is associated with the ethi-
cal and ontological sphere, rejecting any violence.

The evolution of realistic sculpture in China at dif-
ferent stages of its development in the 20th centu-
ry is analysed by Huang Weiwei in his article “Some
Features of Realistic Sculpture in China in the 20th
Century”. The author reveals the role of political
movements in determining the direction of artistic
creativity and considers the problems and signifi-
cance of realistic sculpture in modern times.

K. Gavrilin and G. Koshelev analyse the work of
the famous Chinese artist, Zhang Liping, who rep-
resents the latest painting in China. In the article
“Zhang Liping. Master of Freehand Brush Work”, the
authors focus on the creative choice of the artist,
who prefers majestic landscapes, images of nature
born during travels. The authors note that the artist's

creative work continues the line of the great mas-
ters of Chinese painting and European modernism.

The novelty and significance of the searches of
Chinese artists of monumental art in the context
of artistic and social processes are considered by
S. Veremeeva and Tang Yi in the article “Schools
and Innovations: Monumental Painting of China in
the Reform and Opening Period”. The authors pay
special attention to the history of the creation of a
monumental cycle of paintings for the Beijing In-
ternational Airport.

The theme of animal painting is continued by
Zhang Yong, who examines the specific features of
animal compositions in the work of the outstand-
ing Chinese artist, poet, and calligrapher, Zhu Da
(1626-1705), known under the pseudonym Bada.
In the article “Artistic and Semantic Features of Zhu
Da’s Animalistic Paintings”, the author identifies the
characteristic plots and painting techniques of the
artist, who belonged to the wenren, independent
literary artists of China.

In the article "Charles Briton's Social and Politi-
cal Caricature on the Example of the Missing Links,
Sketches of Costumes for the 1873 Mardi Gras Mas-
querade in New Orleans”, A. Fisher analyses the
artistic image and creative method of Charles Brit-
on, an American artist of Swiss origin. The author
emphasises the multidimensionality of the seman-
tic component of the caricature images created by
the artist.

The article by Li Ronghua, “Chinese Military Bands
as Part of the Political Life of the Country”, is de-
voted to the military orchestral music in the mod-
ern political life of China. Particular attention is paid
to the repertoire of creative groups, as well as at-
tempts to give the band'’s sound a local flavour by
introducing traditional instrumentation.

In the article “A Monument as a Mirror of an Art-
ist. To the 80th Anniversary of Victory in the Great
Patriotic War and to the 200th Anniversary of Stro-
ganovka”, A. Bezin examines the synthesis of plastic
arts, environment, architecture, and sculpture based
on the continuity of the older Stroganov school art-
ists and their contemporary students.

In the article “The Role of the Akademicheskaya
Dacha in the Creative Destiny of Artist Valentin Sidor-
ov (1928 - 2021)", Liu Hai examines Sidorov's crea-
tive method using the painting, Beginning of Spring,
as an example. The author pays special attention to
the history of the Akademicheskaya Dacha from its
foundation in 1884 to the present day.

The history of the emergence and spread of the
organ in China is considered by Xiong Yaolu in the
article “Formation of the Organ Culture of China:
Pages of History”. The author traces the formation
of organ culture in the country from the first in-
struments brought by Christian missionaries and
the preservation of the organ’s applied function
of accompanying chants during church services to
its gradual transition from church to concert halls
and music salons.

Wang Haiwei's article, “On the Origins of Realism
in Painting of New China”, is devoted to the stag-
es of realistic school formation in Chinese art. The
author convincingly shows the influence of West-
ern oil painting of the 19th and 20th centuries on
Chinese painting, the development of the techni-
cal methods of European realism classics, and the
search for new expressiveness. The author connects
the formation of realism in China with the socio-po-
litical changes in the country during the first half
of the 20th century.

Chen Chunhui’s article, “"On the Artistic Original-
ity of Traditional Chinese Calligraphy and Painting
in the Creative Work of Zao Wou-ki”, analyses the
influence of traditional Chinese art on the work of
the famous artist, Zao Wou-ki (1921-2013), a prom-
inent representative of the new Paris School. The
author believes that his abstract works deliberately
include ancient Chinese artists’ philosophical ideas
about the Universe and all that exists, distinguish-
ing his paintings from Western abstract painting.

In the article "Style as Meaning: M. Weinberg's
Opera The Passenger”, S. Pavlova explores the fea-
tures of the stylistic dramaturgy of this work. The
author highlights the main directions: academic,
folk, and pop music; moreover, she considers the
opera The Passenger to be a kind of encyclopedia of
the leading styles of the 20th century with an accu-
rate "explanation” of the meaning of each of them.

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.



CJ/1I0BO
PEOAKTOPA

Hay4HO-aHanMTmyeckmii XypHan
[om bypraHosa.

[MpOCTPAHCTBO Ky/bTYPbI
#2/2025

Joporue [py3bsa!

Mbi pagbl npegctaBuTb Bam N2 2/2025 HayuHO-
aHanuTnyeckoro xypHana «Jom bypraHosa. lMpo-
CTPaHCTBO KYNbTypblI».

Mo pekomeHpaLunm SkcnepTHoro coBeta BAK
XypHan BKAtOUeH B lNepeyeHb BeAyLLMX peLLeH3N-
pyeMbIX Hay4YHbIX XYPHaN0B U U3AaHWI, B KOTOPbIX
JOMKHBI ObITb ONYHMKOBaHbI OCHOBHbIE HayuUHble
pesy/ibTaThl AUCCEPTaLMM Ha COMCKaHMe YUYeHbIX cTe-
neHer AoKTopa W KaHAMAaTa Hayk. XXypHany npwm-
CcBOeHa kaTteropus K2.

B >xypHane nyb6avKkyroTCs HayuHble CTaTby Beay-
LLMX CMELMANNCTOB Pa3HbIX NyMaHWUTapHbIX obaacTen,
[JOKTOPaHTOB W acnupaHToB. HanpaeneHunsa nccneso-
BaHWIA KacaroTCsl akTyaslbHbIX MPO6/eM B Pa3/IMUHbIX
obnacTax KynbTypbl, UCKYCCTBa, GUAONOTN U Nejaro-
TMKW. B 37O MHOrOrpaHHOCT 0603peHNs MposBUIaCh
OCHOBHas crieLduKa XXypHana, NpeACTaBAAatoLLIErO
COBpPEMEHHOE COCTOAAHME MPOCTPAHCTBA KY/IbTYpbl.

Howmep oTkpbiBaet ctaTtbs W.b. MNaBnoso «/le-
peBO cBOOOAbI B MOArOTOBUTENbHBIX MaTepuanax k
pomaHy JI.H. Tonctoro o gekabpucrax n Bocnpus-
Tve nucateneM. Obpasa gpeBa». ABTOP aHaNM3mpy-
eT 0bbluall caxaTb B TOPXECTBEHHON 06CTaHOBKE Ha
ropoAcKkMx yamuax n niowaasx Jepeso ceobogpbl,
KOTOpbIV nosiBuaca B AMepuke B neprog 60pbosbl
3a He3aBMCMMOCTb (MpumepHo KoHel, XVIII B.), no-
Nyynn 6onblLOe pacnpocTpaHeHne Bo PpaHLumm BO
®paHumm Bo Bpems Bennkon ®paHuysckol peso-
nrounn. Obpas [ipesa cBobOAbI, Mpon3pacTatoLeM
Ha MouYBe, HaMUTaHHOW KPOBbIO, PacnpPOCTPaHUACA
B €BPOMNeNCcKon KyabType. Tak Kak TeMa, CBA3aHHas
C HacuveM Oblna vyxzaa AyxOBHOMY CKAajy nuca-
Tens. Obpas gpeBa B €ro Npon3BeAeHNAX CONpPAXeH
€O chepoit 3TUYECKOIN, OHTONIOTMYECKOM. OTBEprato-
LLLel BCAKOe Hacuane.

DBOJIOLMIO PeaNnCTUYecKom ckynbnTypbl Knutas
Ha pa3HbiX 3Tanax ee pa3BuTnA B XX BeKe aHaan3n-
pyeT XyaH BaiiBaii B cTaTbe «HekoTopble 0cobeHHO-
CTN peanncTnyeckon ckynbntypbl B Kutae B XX B.».
ABTOp pacKpbIBaeT Posib MOJUTUYECKUNX ABUXKEHWI B
onpegeneHnn HanpaeaeHWs Xyj0XKeCTBEHHOrO TBOP-
YecTBa, a TakXke OCMbICaAeT NpobaeMbl U 3HaYeHne
peanncTMYeckor CKyNbnTypbl B COBPEMEHHOCTM.

K.H. TaBpuann n K. Kolwenes aHannsnpyrot TBop-
YeCTBO M3BECTHOrO KUTAMCKOro XyAoXHMKa YxaH
JlunvHa, NpeACTaBAAOLLErO HOBEWLLYHO XXMBOMUCH
Kutas. B ctatbe «YxxaH JIunuH, Mactep cBOH60AHOW
KUCTW» aBTOPbI aKLIEHTUPYIOT BHUMaHWeE Ha TBOpYe-
CKOM BblOOpe MacTepa, NpeAnoyMTatoLLero Beanye-

CTBEHHbIN Nei3ax, 06pa3bl MPUPOAbI, POXKAEHHbBIE B
nyTeLecTBnAX. ABTOPbl OTMeYatoT, YTO TBOPYECTBO
XYL0XKHWKA, NPOAOKAET JIMHUIO BEIMKUX MacTepOB
KWTaNCKOM XMBOMWCK 1 EBPOMENCKOrO MOAEPHU3MAa.

HoBW3HY 1 3HaYMMOCTb MOWCKOB KUTANCKMX Ma-
CTEPOB MOHYMEHTA/IbHOTO UCKYCCTBA B KOHTEKCTE
XYZLOXECTBEHHbIX 1 COLMabHbIX MPOLECCOB aHaNn-
3upytoT C.J1. BepemeeBa v TaH U B cTatbe «LLKonbl n
MHHOBaLMN: MOHyMeHTanbHas XmBonucb Kntas ne-
puoga Pedopm n OtkpbiTocTN». Ocoboe BHUMaHWe
aBTOPbI YAENAT UCTOPUN CO3AaHNA MOHYMEHTab-
HOro LMKAa KapTUH Ans MNeKMHCKOro MexxayHapos-
Horo asponopra.

Temy aHnmManucTkm npogoaxaet YxaH HOH,
paccmaTpuBaroLmii cneumduryeckme ocCobeHHOCTH
AHUMaINCTUYECKNX KOMMO3ULMIA BblAaroLWerocs Ku-
TaNCKOro XyAOXHMKa, No3Tta n kanaurpada Yxy Ja
(1626-1705), nssectHoro noj ncesaoHnmom basa.
B ctaTbe «XyAo>XeCTBEHHbIE N cCeMaHTUYecKne 0co-
6EHHOCTN aHUMANNCTMYECKMX KapTUH Yy [a» aB-
TOP BbISBAISIET XapakTePHbIE CHOXKETbI U TEXHUYECKNE
npuembl XXUBOMUCU MacTepa, NpUHaaexaBLIero K
BIHBbXIHAM — HE3aBUCUMbIM XyAOXHUKaM-AunTepa-
Topam Kuras.

B ctaTtbe «CoumanbHas 1 noamvTmyeckas Kapuka-
Typa Yapnb3a bputoHa Ha nprvmepe 3CKM30B «Mno-
TepAHHble 3BEHbA» A5 KapHaBa/bHbIX KOCTFHOMOB
mackapaga Mapgau 'pa 1873 roga B HoBom OpneaHe»

AA. Duiep aHann3MpyeT XyAOXKECTBEHHbIN 06-
pa3 1 TBOPYECKUIA METOZ aMepUKaHCKOrO Xy0X-
HWKa LUBeNLLapCcKoro nponcxoxaenus Y. bputoHa.
ABTOpP NoguépkmnBaeT NpobaeMy MHOronIaHOBOCTU
CeMaHTMYEeCKOW COCTaBAAOLLEN KapuKaTypHbIX 06-
pa3oB, CO34aHHbIX XyZOXHUKOM.

Cratba JIn XyHxya «BoeHHble opkecTpbl Kntas
KakK 4acCTb MOJANTUYECKOMN XXM3HW CTPaHbI» MOCBS-
LeHa HBbITOBaHNKO BOEHHOM OPKEeCTPOBOM My3bIKM
B COBPEMEHHOM NOANTMYEeCKOn Xun3Hu Kntas. Oco-
60e BHWMaHWe yaensetca penepTtyapy TBOPUYECKMNX
KOJINEKTMNBOB, a Tak>XXe MonbITkaMm NpuaaTb 3ByYa-
HMIO OpKecTpa JIoKasbHbIV KOJOPWT 3a CYET BBee-
HWA TPAAWLIMOHHOTO UHCTPYMEHTapus.

A.B. be3unH B cTaTtbe «MOHYMEHT KaK 3epKano
xygoxHuka. K 80-netuto Mobeapl B Beankon Ote-
yecTBeHHOM BOWHe n k 200-neTtmnio CTporaHOBKM»
paccMaTpUBaeT CUHTE3 NAACTUYECKUX UCKYCCTB, Cpe-
Abl, aPXUTEKTYPbI U CKYNbMNTYpPbl HA OCHOBE NMpPeem-
CTBEHHOW CBA3U CTapbiX MacTepoB CTPOraHOBCKOM
LUKOJIbI U UX YYEHUKOB HOBOTO BPEMEHW.

Jlro Xant B ctaTbe «PoJib «AKaZieMNUYeCcKon Aaun» B
TBOPYECKOM CyzAbbe xyzoxHvKka BaneHTnHa Cugopo-

Ba (1928 - 2021)» paccmaTprBaeT TBOPUECKUIA METOZ,
B.M.CnpopoBa Ha nprMepe paboTbl Haj KapTUHOM
«Hauano BecHbl». Ocoboe BHUMaHWe aBTop yAens-
eT UcTopumn «AkaZieMNUeckon Jaum» C MOMEHTa ee
OCHOBaHUs B 1884 rogy A0 HaLINX AHEN.

VicToputo nosiBaeHns 1 pacnpocTpaHeHns opraHa
B Kutae paccmatpusaetr CroH fony B ctathe «dop-
MUPOBaHWe OpraHHOM KynbTypbl Knutas: ctpaHunubl
ncropum». ABTOp NpociexveaeT opMmnpoBaHve op-
FaHHOW Ky/bTypbl B CTPaHe OT NepBbIX MHCTPYMEH-
TOB, 3aBe3EHHbIX XPUCTUAHCKMMU MUCCMOHEPAMM W
COXpPaHEeHWsA OpraHoOM CBOEeW NPUKAaAHON ByHKLUN
COMPOBOXAEHWS NECHOMEHM 3a 6OrocNy>XeHUsIMUN B
Xpamax, L0 MOCTeNneHHOro BbIXOAa W3 LLepKBM B KOH-
LepTHbIe 3a/bl U My3blKa/lbHble CalOHbI.

CraTbs BaH XainBasa «O6 ncrokax peanvsmMa B
Xuneonmcn Hosoro Kntas» nocesweHa 3tanam cra-
HOBJIEHWS PEANIMCTUYECKON LIKObI B KUTANCKOM MC-
KyccTBe. ABTOp yb6eanTenbHO NOoKa3biBaeT BAUSHNE
3anagHon macaaHol xunsonucn XIX-XX BB. Ha Ku-
TaNCKyHO XXMBOMUCh, Pa3BUTME TEXHUUECKUX Npue-
MOB KJ1aCCMKOB €BPOMENCKOro peaansmMa 1 nomcku
HOBOW BbIpa3nTeNbHOCTW. ABTOP CBSI3bIBAET CTAHOB-
NeHwve peanvsmMa B Kutae ¢ coumanbHO-NOAUTUYECKN-
MW U3MEHEHWSMU B CTpaHe Ha NPOTAXKEHWWN NEPBON
NoNOBUHbI XX Beka.

Cratba Y3Hb HyHxyama «O Xy[0>KecTBEHHOM CBO-
eobpaznn TPaAMLIMOHHON KUTaNCKOM Kanaurpadumm
M XXMBOMUCK B TBOpYecTBe Yxxao Yu3un» nocese-
Ha aHann3y BAVAHUA TPAAULNOHHOIO KUTACKOro
MCKYCCTBA Ha TBOPYECTBO M3BECTHOIO XYyZAOXHMKA
Yxkao Yusm (1921-2013), apkoro npeactaButens Ho-
BOM [Mapu>KCKOM LWKObl. ABTOP MoOaraet, uto B ero
abCTpaKTHble TBOPEHMS CO3HATENbHO BKIHOUEHbI Gun-
nocodckme UAen ApeBHUX KUTAUCKNX aedTenel uc-
KyccTBa 0 BceneHHOW 1 BCeM CylLeM, YTO OTanYaeT
€ro KapTWHbI OT 3amnaZHol abCTPaKTHOWM XXUBOMUCH.

C.A. NaBnoBa B ctaTbe «CTUb Kak CMbICA: Onepa
M. C. BariHbepra «[Taccaxumpka» nccnesyer ocobeH-
HOCTW CTUNEBOW ApaMaTyprm 3Toro Npou3BeseHus.
ABTOp BblJe/ISeT OCHOBHbIE HaMpaB/eHs: My3blka aka-
aemunyeckas, GobKIOPHasA 1 3CTpajHas, U nonaraer,
yTO onepa «Maccaxumpka» - CBOEro posa 3HUNKAO-
neavs BeAyLmnx ctunei XX Beka ¢ TOYHbIM «0bbsiC-
HEHMEM» CMbIC/1a KaXKA0ro N3 HUX.

V3paHre agpecoBaHo npodeccroHanam, crewma-
Nnsmpyrowmmcs B 061actv Teopun 1 NpakTukn n3o-
6pasnTenbHOro nckycctea U GUAONOrK, a Takxe
BCEM, KTO MHTepecyeTcs BOMpocamMu UCKYyCCTBa U
Ky/abTypbl.
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THE TREE OF LIBERTY IN THE PREPARATORY
MATERIALS FOR LEO TOLSTOY'S NOVEL
ABOUT THE DECEMBRISTS AND THE WRITER'S
PERCEPTION OF A TREE IMAGE

Summary: The article focuses on a tree image in the
preparatory materials for Leo Tolstoy's novel about the
Decembrists dating back to 1878-1879. From the writer’s
point of view, the Decembrists’ worldview and activities
had socio-historical and cultural significance. Their hard-
ships provided rich material for artistic exploration, al-
though the attitude towards them changed over time and
was ambiguous. While pondering the novel about the De-
cembrists, he thought a lot about the influence of world
history lessons on their views. The turbulent era of the
late 18th and early 19th centuries gave rise to the ques-
tion of political and civil freedom and its price as never
before. Tolstoy wrote down information of interest for the
future novel in his notebooks, conventionally designat-
ed by researchers as "A”, “B", “C", and on separate sheets.
One of the entries in book A, which was completed dur-
ing 1878, states: "Fertilise the tree of Liberty with blood".
The custom of planting the Tree of Liberty in a ceremo-
nial setting on city streets and squares, as it appeared in
America during the struggle for independence (approxi-
mately the end of the 18th century), became widespread
in France during the Great French Revolution. The figura-

In the early 1860s, Leo Tolstoy wrote three chap-
ters of a novel dedicated to the Decembrists (a
fragment was published in the collection XXV, ded-
icated to the twenty-fifth anniversary of the Liter-
ary Fund, in 1884). Later, he returned to this topic
after completing work on Anna Karenina. The col-
lected materials, the author’'s notes made in the
process of thinking over the work in 1878-1879,
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tive expression about the Tree of Liberty growing on the
soil saturated with blood spread throughout European cul-
ture in various versions. The political experience of Amer-
ica and France in the 18th — early 19th centuries made
this image-symbol and the rituals associated with it well-
known and popular among representatives of secret po-
litical societies in Russia. In light of these facts, Tolstoy’s
attention to the image-symbol of the tree seems no acci-
dent. For an artist-thinker, the powerful aesthetic and se-
mantic potential hidden in it was obvious. However, the
hypostasis of this image, associated with violence, blood,
revolutionism, tyranny, was alien to the writer’s spiritual
character and worldview. In his works, the tree image is
associated with the ethical and ontological sphere. Such is
the nameless tree in the story “Three Deaths’, the oak in
the epic War and Peace, the linden and oak in the novel
Anna Karenina. Tolstoy’s interpretation of this symbolic im-
age is associated with ordering, harmony. The writer-think-
er was attracted to the spiritual and moral sphere. Thus,
gradually, a unique ethical system that rejected any vio-
lence formed in his mind.

Keywords: tree, liberty, Decembrists, Leo Tolstoy's works

testify to his close attention to the historical path
of Russia, to the fate of the nobility and the peo-
ple; they give an idea of the scale of the writer’s
plan. From Tolstoy’s point of view, the Decembrists’
ideas and activities had socio-historical, cultural
significance; their hardships provided rich mate-
rial for artistic exploration, although the attitude

towards them underwent changes over time and
was ambiguous.

The writer wrote down information of interest
for the future novel about the Decembirists in his
notebooks, conventionally designated by research-
ers with the letters "A”, "B", "C", and in notes on
separate sheets. The book A includes materials con-
cerning the socio-political situation in Russia and
Europe in the 1810-1820s, information about gov-
ernment officials, the life path of a number of De-
cembrists and people close to them. Tolstoy relied
on many sources, including studies by European
and Russian historians, 19th century periodicals,
memoirs published in such journals as Russian Ar-
chive, Russian Antiquity, in the almanac Polar Star,
etc. He drew information from correspondence with
the Decembrists who had returned from exile and
people who knew them.

While thinking over the novel about the Decem-
brists, the writer reflected a lot about the influence
of world history lessons, the Great French Revolu-
tion, Napoleon's activities and the Patriotic War of
1812, the crisis of absolutism, which broke out in a
number of European countries in the 1820s, on their
views. The turbulent era of the late 18th and early
19th centuries gave rise to the question of politi-
cal and civil freedom and its price as never before.

One of the entries in the book A, which was
completed during 1878, states: "Fertilise the tree
of Liberty with blood"". The context in which it was
placed is noteworthy — it is preceded by the phrase:
“Sand killed Kotzebue” (the murder of playwright
Kotzebue committed by German student Karl Sand
in 1819; Kotzebue spoke out against the constitu-
tional order and the liberal passions of the youth).
After, it is written: “Loning attempted to assassi-
nate Ibel” (inspired by Sand’s example, pharmacist
Loning attempted to kill a major dignitary of the
Duchy of Nassau, Ibel, in 1819).

The image of a tree in world culture has very deep
roots. According to the definition of the encyclopedia
Myths of the Peoples of the World: “The myth about
the World Tree (arbor mundi, ‘cosmic’ tree), an
image characteristic of mythopoetic consciousness,
embodying the universal concept of the world.
The image of the World Tree is attested almost
everywhere, either in its pure form, or in variants

1. Tolstoy L. N. Complete Works: in 90 volumes (Jubilee). Vol. 17.
1936. Moscow, GIHL, p. 446. Further references to this edition
are given in the text with the volume and page indicated in
brackets.

IlL7. Jean Baptiste Lesueur (1749-1826). Planting of the Liberty
Tree. Drawing, gouache on cardboard, 36 x 53,5 cm. Between 1789
and 1800. The Musée Carnavalet, Paris. A series of 83 gouaches
on the French Revolution, including 73 of them kept in the Musée
Carnavalet.

(often with an emphasis on one or another particular
function) — ‘tree of life’, ‘tree of fertility’, ‘tree of the
centre’, ‘tree of ascension’, ‘heavenly tree’, ‘shaman
tree’, 'mystical tree’, 'tree of knowledge’, etc.; more
rare variants: ‘tree of death’, ‘tree of evil’, ‘tree of
the underworld (lower world)’, ‘tree of descent’”.?

As the author of the encyclopedic article points
out: “The world tree, in a certain sense and in certain
contexts, becomes a model of culture as a whole,
a kind of "tree of civilisation” among natural chaos.
<...> The world tree's special role for the mytho-
poetic era is determined, in particular, by the fact
that the world tree acts as an intermediary link be-
tween the universe (macrocosm) and man (micro-
cosm) and is the place of their intersection. The
image of the world tree guaranteed a holistic view
of the world, a person’s determination of their place
in the universe.”?

In the cultural development of mankind, the con-
cept of the World Tree has left traces in numerous
cosmological, religious, and mythological ideas re-
flected in language, in verbal texts of various kinds,
in art, and in other spheres.

In chapters IX and X of his fundamental study,
The Golden Bough, the English religious scholar and
ethnologist, D. J. Frazer, described in detail the wor-
ship of trees, which played an important role in the
history of the religion of the Aryans, and traced the
legacy of totemism in folk life. The beneficial prop-
erties attributed to the tree spirits, capable of trans-
mitting their magical power to people, determined

2. Toporov V. N. “The World Tree" // Myths of the Peoples of the
World. Encyclopedia: in 2 volumes. Volume 1. 1980. Moscow,
Soviet Encyclopedia, p. 398.

3. Toporov V. N. “The World Tree" // Myths of the Peoples of
the World. Encyclopedia. Vol. 1, pp. 404-405.
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Ill. 2. A.V. Nikolaev. Meeting with an oak tree. lllustrations for
the novel War and Peace by Leo Tolstoy. Gouache on paper, 4,7 x
13.7cm. 1959-1961, 1963. The painting and graphics collection of
the Leo Tolstoy State Museum.

such a ritual as the planting of the May tree at rural
festivals in Western Europe and among the Slavs.*

The custom of planting the Liberty Tree in a
ceremonial setting on city streets and squares as
a symbol of liberation from despotism originated
during the American colonists’ struggle for inde-
pendence (around the end of the 18th century).
Thomas Jefferson (1743-1826), an American edu-
cator, the author of the draft of the US Declaration
of Independence, and the third president of Amer-
ica, expressed the following thought in a letter to
W. Smith on November 13, 1787: "And what coun-
try can preserve its liberties if their rulers are not
warned from time to time that their people pre-
serve the spirit of resistance? Let them take arms.
The remedy is to set them right as to facts, par-
don and pacify them. What signify a few lives lost
in a century or two? The tree of liberty must be re-
freshed from time to time with the blood of patri-
ots and tyrants. It is its natural manure.”®

During the French Revolution, it became a tradi-
tion to plant trees in many cities across the coun-
try symbolising freedom, the bloodshed for it, and
sacrifice. For example, such a Tree was planted by
the sans-culottes in the Saint-Antoine suburb of
Paris on the anniversary of the Tennis Court Oath
taken by the united representatives of the Third
Estate on June 20, 1789, who demanded a consti-
tution. This oath marked the first open uprising of
the Third Estate against the king.

The figurative expression about the Tree of Lib-
erty growing on soil soaked in blood was spread in
various versions in European culture at the turn of

4. Frazer D. J. The Golden Bough. 1983. Moscow: Publishing
House of Political Literature, pp. 110-134.

5. Thomas Jefferson on Democracy. 1992. Compiler: S. K.
Padover. St. Petersburg: Res Humana, Lenizdat, p. 40.
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the 19th century and later. It echoes the meaning
of the words of the Marseillaise, created by Claude
Joseph Rouget de Lisle on April 25, 1792, about
the bloodshed for freedom in the fight against the
enemies of the homeland and tyrants. The refrain
of the anthem goes: “Let blood impure. Water our
furrows!” (“Qu’un sang impur / Abreuve nos sil-
lons!”). The Scottish poet, Robert Burns, wrote a
poem called “The Tree of Liberty” (1792), creat-
ed under the influence of the French Revolution.

The events of the radical social and political up-
heaval that took place in France in the 18th century
made this symbolic image and the rituals associat-
ed with it well-known and popular among the rep-
resentatives of secret political societies in Russia.
The influence of the Declaration of Independence
and the political experience of the United States
should also be taken into account. As is known,
in his constitutional project, Nikita Muravyov was
guided by the American Declaration (see: N. Dru-
zhinin. Decembrist Nikita Muravyov. 1933. Mos-
cow: Publishing House of the All-Union Society of
Political Prisoners and Exiled Settlers; N. Bolkhovi-
tinov. "Decembrists and America”. 1974. // Ques-
tions of History, No. 4, pp. 91-104).

The symbolic image of a tree was in demand
by public consciousness during the revolutions in
France in July 1830, in February 1848, in Septem-
ber 1870 when the Third Republic was proclaimed,
and also by the Paris Commune in 1871. Victor Hu-
go's speech, delivered at the planting of the Tree of
Liberty on the Place des Vosges on March 2, 1848,
sounds like a hymn: “It is a beautiful and true sym-
bol for liberty that a tree! Liberty has its roots in
the heart of the people, like the tree in the heart
of the earth; like the tree it raises and spreads its
branches in the sky; like the tree, it grows unceas-
ingly and covers generations with its shade. The
first tree of freedom was planted, eighteen hun-
dred years ago, by God himself on Golgotha. The
first tree of liberty is this cross on which Jesus Christ
offered himself as a sacrifice for the liberty, equal-
ity, and fraternity of the human race.”®

It was hymned by the Russian radical of the
sixties, I. Golts-Miller, in the poem “After Reading
Buckle's Book, The History of Civilisation” (1869).

In light of these facts, Tolstoy's attention to the
symbolic image of a tree seems no accident. For
an artist-thinker, the powerful aesthetic and se-

6. Hugo V. Collected Works: in 15 volumes. Vol. 15. 1956.
Moscow: GIHL, p. 41.

mantic potential hidden in it was obvious. How-
ever, the hypostasis of this image, associated with
violence, blood, revolution, tyranny, was alien to
the writer’s spiritual character and worldview. In his
works, the image of a tree is associated with the
ethical and ontological sphere. Such is the name-
less tree in the story “Three Deaths”, the oak in the
epic War and Peace, the linden and oak in the nov-
el Anna Karenina.

In the first work, the grove is an ideal place
where special laws operate. Drawn as if for the
edification of a person, a picture of what happens
to a tree that is cut down to make a cross reveals
the wisdom, grandeur, beauty of natural life and
death; it elevates the story to a philosophical level,
directs the reader along the path of spiritual en-
lightenment. According to the author, there is no
tragedy in nature, everything is subject to higher
laws, "divine-universal”. In a letter to A. Tolstoy,
the writer briefly and apologetically outlined the
principle of life, “une brute”, which can be inter-
preted not in a mundane-naturalistic sense, but
as an unconscious, instinctive one: “... but what
is bad about une brute? Une brute is happiness
and beauty, harmony with the whole world, and
not such discord as with a lady. A tree dies calm-
ly, honestly, and beautifully. Beautifully — because
it does not lie, does not break, is not afraid, does
not regret. — This is my thought, with which you,
of course, disagree, but which cannot be disput-
ed — it is in my soul and in yours” (Tolstoy, vol.
60, pp. 265-266).

The oak tree in the epic War and Peace, this
patriarch of the forest, the ancestor who at first
seemed to Prince Andrei a symbol of calm renun-
ciation of life, is miraculously transformed on the
hero's way back from Otradnoye: it “spread out
like a tent of juicy, dark greenery”, languid, sway-
ing in the rays of the evening sun. Unity and har-
mony of the young and the old reign in the forest,
the transition of one natural state to another takes
place; as in “Three Deaths”, everything is subject
to the laws of "divine-universal”. The meeting with
the oak, embodying the idea of universalism and
the inviolability of the laws of being, with the tree,
connecting the earthly world and space, helps the
hero overcome his disunity with the surrounding
reality and his close ones.

In the novel Anna Karenina, during a thunder-
storm, the rescue of Kitty, the child, and the nanny
comes from an old linden tree. They find them-

selves under its cover. The function of the linden
is being merciful, protective. In the book A Jour-
ney into the Depths of the Novel: Leo Tolstoy’s
Anna Karenina, it is noted by B. Lonnqvist: “the
old linden tree, a honey tree,” turns out to be the
guardian of the child and adults, “and here we
can remember that in folklore beliefs, the linden
tree is a sacred tree associated with love, with the
celebration of spring and rebirth”’. At the same
time, an oak tree struck by lightning symbolises
the struggle of the forces of chaos with the forces
of order. Despite the riot of the elements, harmo-
ny is restored, the thunderbolt has no catastroph-
ic consequences.

The writer-thinker was attracted to the spiritual
and moral sphere; in his ethical system, the idea
of non-violence is a concrete and practical path
of life and the internal improvement and growth
of the individual. The development of the artist’s
philosophical and moralistic views, his ideas about
the relationship of man with the earthly sphere
and the Universe, the individual with society, con-
firmed Tolstoy in the idea that human existence
should be consistent with natural laws, with the
need to maintain a connection with their origins.
The greatness of nature, including the basis of
the plant world — the tree, is in the infinity of its
manifestations, in the ineffable mystery contained
in it. It connects man with eternity, with the Uni-
verse, spiritually and ethically influences them, en-
courages them to seek the meaning of existence
and their destiny. For the writer, freedom and the
fullness of being are contained in unity with the
universe. The symbolic image of the tree is poly-
semantic; its deep meanings are practically inex-
haustible. Tolstoy's creative interpretation of this
symbolic image is associated with ordering, har-
mony, with the wisdom of the “divine-universal”
attitudes.

7. Lonnqvist B. Journey into the Depths of the Novel: Leo Tolstoy's
Anna Karenina. 2010. Moscow: Languages of Slavic Culture,
p. 109.
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AEPEBO CBOBO/bI B NMOATOTOBUTEJ/IbHbBIX
MATEPVAJIAX K POMAHY JI1.H. TOJICTOTIO
O AEKABPUCTAX 1 BOCITPUNATNE
NMNCATEJIEM OBPA3A AIPEBA

AHHOmayus: Cmames nocesawjeHa obpasy opesa 8
nodzomosumesibHbIX Mamepuanax kK poMaHy o oeka-
6pucmax J1.H. Toncmozo, omHocauwjuxca k 1878-1879 ee.
Muposo33peHue, deasmesbHOCMb Oekabpucmos umenu
€ MoYKU 3peHuUs nucamesa obwecmeaeHHo—ucmopuye-
cKoe, Ky/JlemypHoe 3Ha4yeHue, Ux XU3HeHHble KOJIu3uu
dasanu 6o2amelli Mamepuasa 018 Xy0oxecmgeeHHO20 OC-
80€HUSA, XomsA OmHouwleHue K HUM npemepnegaso ¢ me-
YeHueM gpemeHuU u3mMeHeHUs, 66110 HEOOHO3HAYHbIM.
0O60ymelsas pomaH o dekabpucmax, oH MHO20 pasmbli-
JIA/1 0 8AIUSHUU HA UX 832/180b1 YpOKO8 MUpPO8oU Ucmopuu.
bypHas snoxa koHya XVIll-Ha4yana XIX es. kak Hukoz20a
ocmpo nopodusia 80nNpoc 0 noaumMuYeckol, 2paxoaH-
ckoli ceobole u ee yeHe. CeedeHus, npedcmasassuiue
uHmMepec 0118 6ydyuwjezo pomaHa Toscmoli 3aHocu 8 3a-
NUCHbIE KHUXKU, yC/108HO 0603Ha4YeHHble ucciedosame-
N9MU «A», «b», «B», u Ha omodenbHbie ucmel. OOHa U3
3anucell 8 KHUXKe «A», KOmOopas 3an0JIHAACL 8 meye-
Hue 1878 e., enacum: «/epeso c8o600bI y0obpumes Kpo-
8bto». ObbIyali caxxame 8 mopxxecmeseHHol obcmaHoske
Ha 2opodckux ynuyax u niowadsax Jepeso caob600bi no-
Asuscs 8 AMepuke 8 nepuod 6opsbel 3a He3asucumMocme
(npumepHo koHey XVIII 8.), nonyyun 6onewoe pacnpo-
cmpaHeHue 8o ®paHyuu 8o spems Beaukol @paHyy3ckol
pesosroyuu. ObpasHoe soipaxeHue o /lpese cao600bl,

B Hauane 1860-x rogos J1.H. Tosncton Hanwcan
TPW rNaBbl pOMaHa, MOCBALLEHHOrO gekabpucrtam
(dparmeHT 6611 ONYbANKOBaH B 1884 rogy B cbop-
HUKe «XXV», NOCBALWEHHOM ABaALATUNATUNETUIO
JNintepatypHoro dpoHga). B ganbHeliwem oH BO3-

npouspacmarowjem Ha no4yee, HaNUMAaHHOU Kposeto, 8
pa3/IuYHbIX 8APUAHMAX PACNPOCMPAHUIOCL 8 egponeli-
ckol kynemype. lNoaumuyeckuli oneim Amepuku u @paH-
yuu XVIII — Hayana XIX 8. cOenan smom obpaz—cumeon
U pumyanel, C8A3AHHbLIE C HUM, XOpOWO U38CMHbIMU U
nonynspHeIMU 8 Kpyaax npedcmasumeseli maliHeix No-
Aumuyeckux obwjecms 8 Poccuu. B ceeme smux gpakmos
Hecsy4daliHeIM npedcmassigemcs sHUMAaHue To/cmo2o
k obpa3y—cumeosny opeso. [as xyOoxHUKA—-MbICAUMe-
/15, 6bl1 04esuOeH MOWHbIU 3cmemuyeckuti U CMbIC/10-
soli nomeHyuas, cokpeimelli 8 Hem. Ho unocmace 3mozo
0bpasa, c8A3aHHAA C HAcU/UeM, Kpo8bto, pe8oIHOYUOH-
Hocmeto, mupaHobopyecmaom, bbiana Yyyxoa Oyxo8HO-
My ckaady, Mmuposocnpuamuro nucamens. Obpa3 dpesa
8 e20 npoussedeHUsxX conpsxeH co cghepoli smuyeckod,
oHmMousozu4eckol. Takoasl b6e3biMsaHHOe Jepeso 8 paccka-
3e «Tpu cmepmu», Oy 8 anonee «BoliHa u mup», auna
u dy6 8 pomaHe «AHHa KapeHuHa». Toacmoeckas UH-
mepnpemayus 3mozo cuM80/1u4ecko20 06pasa ceAa3aHa
¢ ynopsadoyusaHuem, eapmoHuel. lMucamena—moiciume-
15 8n1eksa 0bacme Oyx08HO—HPABCMBEHHASA, U 8 e20
CO3HAHUU nocmeneHHo ¢popmuposanace caoeobpasHas
amudyeckas cucmema, omeeparowyas 8cskoe Hacusaue.

Knrouesslie cnosa: dpeso, ceaoboda, dekabpucmel,
meopyecmeo /1.H. Tosacmozo

BpaTWACA K 3TON TemMe nocie 3aBepLueHus paboTbl
Hag «AHHOWN KapeHuHoli». CobpaHHble maTepua-
Nibl, 3aMnCK, CAenaHHble XyA0XKHWKOM B npoLec-
ce 06ayMbiBaHMA npounssesenma B 1878-1879 rr.,
CBUAETENbCTBYIOT O €ro NPUCTasbHOM BHUMaHUN K

15



ncropuyeckomy nyt Poccuu, K cyabbam ABOpsSHCTBa
N Hapoga, AatoT NpeacTaB/ieHne O MaclTabHOCTM
3amblcna nucatens. MnpoBo33peHue, AesTeNbHOCTb
f,ekabpmncToB UMENN C TOUKM 3peHns ToacToro ob-
LLeCTBEHHO—NCTOPUYECKOE, KYAbTypHOE 3HaueHue,
NX XXM3HEHHbIE KONV3MK faBanu boraTbli MaTe-
puan Ans XyA0XeCTBEHHOIO OCBOEHWSA, XOTS OTHO-
LeHMe K HUM npeTepreBano C TeYeHneM BpemMeHm
n3MeHeHus, 6bI10 HEOAHO3HAUHBIM.

CezieHVsl, NpeACTaBASIOLLNE MHTEPEC ANs Byay-
Lero poMaHa o fekabpucrax, nucatenb 3aHOCUN B
3anucHble KHWXKW, YCIOBHO 0603Hauaemble ncce-
foBatensaMu bykBamu «Ax», «b». «B», umetoTcs Takxke
3anncKn Ha OTAENbHbIX INCTax. B KHMXKY «A» BOLAN
MaTepuasbl, Kacatolmecs obLecTBeHHO-NoANTUYe-
ckon obcTtaHoBkM B Poccun v B EBpone 1810-1820-x
rr., CBeAleHNA O roCyAapCTBEHHbIX AEATENAX, O XKN3-
HEHHOM NyTW psAja A4eKabpuctoB 1 BAN3KMX K HUM
Anuy,. TonctTor onnpancs Ha MHOXECTBO UCTOUHM-
KOB, CPeAW HUX UCCNeA0BaHNS EBPOMERCKMX U OT-
€UEeCTBEHHbIX NCTOPUKOB, MEPUOAMYECKME U3aHNA
XIX B., MEMyapHble CBUAETENbCTBA, HanevaTaHHble
B TaKMX XYypHanax, kak «Pycckunin apxmp», «Pycckas
CTapuHa», B anbMaHaxe «[lonspHas 3Be3ga» v ap.
OH uyepnan cBefeHNA M3 MepPenmnckn C BEPHYBLLM-
MWCS U3 CCbINKM AekabpuctaMn 1 ArabMU, 3HaB-
WUMKN NX.

O6aymMbiBas pomaH o0 aekabpucTax, nncaTenb
MHOTO Pa3MbILLAAN O BAUAHUM Ha UX B3TNALbI YPOKOB
MWPOBOW UCTOpUK, Bennkoin dpaHLy3ckoin peBoto-
uun, peatenbHocT HanoneoHa u OTeuecTBEHHOM
BOVHbI 1812 roga, kpu3unca abcontotnsma, paspa-
3MBLUEroCs B page eBponenckmx ctpaH B 1820-e
rogbl. bypHas anoxa koHua XVlll-Hauana XIX BB.
KaK HMKOrAa ocTpo MopoAusia BONpocC O NOAUTU-
YeCKOW, rpaxkaaHCckom csobose 1 ee LieHe.

OpHa v3 3anuceli B KHUXKe «A», KOTopas 3anos-
Hanacb B TeyeHue 1878 r., rnacut: «lepeBo cBoboabl
yAobpuTb KpoBbO»'. ObpallaeT Ha cebs BHUMaHMe
KOHTEKCT, B KOTOPOM OHa HaxoAuTCs: en npeglue-
cTBYeT dppasa: «3aHg youn Koueby» (youiicTeo, co-
BepLeHHoe B 1819 r. HemeLknM cTyAeHTOM Kapaom
3aHgoMm apamaTtypra Koueby, BbiCTynaBLUero npo-
TVB KOHCTUTYLIMOHHOIO CTPOSA, IMbepanbHbIX yBIe-
YeHWI MONOAEXM), @ Nocne Hee cnepyeT: «JIEHUHT
nokyLlancsa Ha >Xu3Hb Vbens» (nokyweHwe yBre-
UeHHOro npumepoM 3aHaa antekaps JIéHMHra B

1. Toncton J1.H. MonHoe cobp. cou.: B 90 T. (O6unenHoe). T. 17.
M., TXN, 1936. — C. 446. B gasbHeNLweM CCbIIKM Ha 3TO M3-
JaHVe Jat0TCA B TEKCTE C yKazaHMeM B CKobkax ToMa 1 CTpa-
HULLbI.
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1819 r. Ha XXW3Hb KPYNMHOro caHOBHMKa Haccayc-
ckoro repuorcTsa V6ens).

Ob6pa3 gpeBa B MMPOBOW Ky/bType NMEET OYeHb
rnyb6okue kopHu. [o onpegeneHnto SHUUKAONEANN
«Mundbl HapozoB Mupa»: «IpeBo mmnposoe (arbor
mundi, "KocMnyeckoe ApeBO”), XapaKTepHbIN Aas
MUPOMOITMYECKOTO CO3HaHMA 0b6pas, BOMNJIoLLato-
LM YHUBepPCaIbHYH KOHLenuuio Mupa. Obpas .M.
3aCBUAETENbCTBOBAH MpPakKTU4ecky NoBCEMECTHO
WAM B YNCTOM BUAe, AN B BapuaHTax (Hepeako ¢
nogyepknMBaHNUEM TOW WM MHOW YaCTHON QYHKLUN)

nou

— "apeBo xun3HW", “apeBo naogopoans”, "aApeBo

"non "non

LeHTpa”, "ApeBo BoCxoxaeHns", "HebecHoe ape-
BO", “lLaMaHcKoe ApeBo”, “MucTnyeckoe gpeso”,
"APEBO NO3HaHWA" 1 T.M.; bonee peakne BapuaHTbl:

"o "o

“apeBo cmepTn”, “apeBo 313", “ApeBO NoA3eMHOro
LapcTBa (HUXKHEro MUpa)”, “APEBO HUCXOXAEHNSA " »2,

Kak ykasbiBaeT aBTOp 3HLMKIONEAMUYECKON CTa-
Tbu: «CamMo [l.M. B M3BECTHOM CMbIC/IE U B Onpeje-
NEHHbIX KOHTEKCTaX CTaHOBUTCA MOAENbIO KyNbTypbl
B LL&JIOM, CBOErO poZa "ApeBOM LMBUAN3aLMN" cpe-
AV NPUPOAHOro xaoca. <...> Ocobas ponb .M. ans
MUGOMNOITNYECKON IMOXN ONPesenseTcs, B YacTHO-
CT, TeM, uTo /.M. BbICTyMaeT Kak nocpeacTytoLlee
3BEHO MeXJy BCeeHHOM (MakpoKOCMOCOM) U Ye-
JIOBEKOM (MMKPOKOCMOCOM) W IBAAETCA MECTOM UX
nepeceyeHusa. Obpas /.M. rapaHTMpoOBan LenocT-
HbI B3I/ Ha MUp, OMNpezeseHne YesIOBEKOM CBO-
€ro MecTa BO BCEJIEHHOW»3,

B KynbTypHOM pa3BuTMM YenoBeyecTBa KOHLie-
umns MupoBoro [lpesa octaBuaa rno cebe cnefbl B
MHOTOYMCEHHbIX KOCMONOTUYECKUX, PENUTMO3HbIX
N MUPONOTNYECKNX NPEeSCTaBAEHMAX, OTPaKEHHbIX
B A3blKe, B C/IOBECHbIX TEKCTax Pa3HOro poaa, B UC-
KyccTBe, B Apyrux chbepax.

AHTANNCKUIA pennrvoseg 1 3tHoaor [. .
®pe3ep B cBOeM PyHAAMEHTaAbHOM MCCaef0Ba-
HUK «30/10Tas BeTBb» NOAPO6HO onucan B IX 1 X
rnaBax MOKJIOHEHWe AepeBbsiM, KOTOPOE Urpano
BaXHY0 pOJib B UCTOPUN PENUTUN apUIALLEB, NPO-
cnepun Hacnezme TOTEMU3Ma B HAPOAHOM XXMU3HU.
BnaroTBOpHbIe CBONCTBA, MPMMNMCbIBaeMble AyXaM
JlepeBbeB, CNOCOOHbLIM NepesaBaTh CBOK Marunde-
CKYHO CUy I0AAM, OBYCIOBUAN Takol obpsag Kak
nocazka Marickoro gepeBa Ha CeNbCKUX NPa3fHU-
Kax B 3anagHon EBpone ny cnaBaH.

2. Tonopos B.H. lpeso muposoe // Mudbl HapoAoB Mupa. H-
umknoneauns: B 2 1. T. 1. M., CoB. aHuwmknoneauns, 1980. C. 398.

3. Tonopos B.H. JpeBo mnposoe // Mundbl Hapoaos Mupa. JH-
umknoneans T. 1. C. 404-405.

4. Opezep [.0x. 3on0Tas BetBb. M.: 134-BO NOAMTUYECKOW In-
Tepatypsl, 1983. - C.110-134.

Ob6blyall caxkaTb B TOP>XKECTBEHHOM 0BCTaHOBKe
Ha ropogckmx yanuax n niowaaax Jepeso csobo-
Jbl Kak CUMBOJ1 OCBOBOXAEHWs OT JecnoTn3ma 3apo-
Anncs B nepurog 60pbbbl aMeprKaHCKMX KONOHWUCTOB
3a He3aBMcMMOoCTb (NpumepHo KoHel, XVIII B.).Tomac
OxeddepcoH (1743-1826), amepurkaHCKuiA NpocBe-
TUTEeNb, aBTOP NpoekTa [eknapaumv He3aBUCUMO-
ctn CLUA, Tpetnin npesnaeHT AMepuky, B MUCbMe K
Y. CmuTy oT 13 HOA6pA 1787 r. BbicKazan cnepyto-
L0 MbIC/b: <M1 Kakas cTpaHa MOXET COXpPaHUTb CBOM
cBO6OAbI, €CV ee MPaBUTENN He MOoJyYatoT BpeMa
OT BPEMEHM NpesynpexzaeHns 0 TOM, YTO ee HapoZ,
XPaHWUT CBOM Ayx conpoTueaeHuns? MNyctb aroau be-
pyTcs 3a opyxue. CpescTBO NOMpaBuTb Ae10 — 3TO
£8,06UTbCA, UTOObLI OHW NPaBU/IBHO NMOHANN BCe dak-
Tbl, 3aTEM — MOMW/IOBaTb U YMUPOTBOPUTb UX. YUTO
3HAUNUT NOTEPATb HECKOJIbKO XXM3HEN 3a cToleTne
nnv aga? lepeBo cBo60Abl HEOBXOAMMO NOANBATD
BpPEMs OT BPEMEHW KPOBbHO TMPAHOB 1 MAaTPUOTOB.
DTO ero ecTecTBeHHoe ya0bpeHmne»>.

B nepuog Benvikoit GpaHLLy3CKkoin peBoatoLMn CTa-
No Tpagmument caxkaTb BO MHOTMX FroOpoZax CTpaHbl
JepeBbsa, CUMBONN3MPYHOLLIYE CBOBOAY, NPOAUTYIO
pazAv Hee KPOBb, XXepTBEHHOCTb. Hanpumep, Takoe
[peBo 6b1710 NocaxeHo caHkronoTamMu B CeHT-AHTY-
aHCKOM npeamecTbe Mapmka B rof0BLLMHY KNATBbI
B 3asie ANf Urpbl B MY, NPOM3HECEHHOW 06bean-
HUBLLUVMMUWCS NPeACcTaBUTENAMU TPETLETO COCNOBMS
20 ntoHaA 1789 r., TpeboBaBLUNMMN KOHCTUTYLIUW. DTa
KNS TBa O3HaMeHOBana NepBOe OTKPbITOE BbICTYMJiEe-
HWe TPETbEro COC/IOBUS MPOTUB KOPOIS.

O6pa3Hoe BbipaxeHue o [pese cBO6OAbI, NPOW3-
pacTatolleM Ha No4Be, HafMUTaHHOW KPOBbIO, B
PasNNUHbIX BapuaHTax PacnpoCcTpaHsaioCh B eBPO-
nenckow kynbType Ha pybexxe XVIII-XIX BB. 1 B fasb-
Heliwem. OHO NepeKNNKaeTCa No CMbICY CO CIOBaMM
«Mapcenbesbl», cozgaHHom 25 anpens 1792 roga Kno-
oM Xozedpom Pyxe ae Jinnem, o KpOBK, MPOUTON
3a cBoboay B 60pbbe NpOTMB BparoB POAWHbBI 1 TH-
paHoB; pedpeH rmMmMHa 3By4umnT Tak: «[1ycTb KPOBM He-
yectmBol / HanbroTcs Hawwm HMBbIN» («Qu'un sang
impur / Abreuve nos sillons!»). ¥ woTtnaHackoro no-
3Ta PobepTta BépHca ecTb cTMxoTBOpEHME «/lepeBo
cBoboabl» («The Tree of Liberty», 1792), HanncaHHoe
nog, BavsHneM Benvkon dpaHLy3ckon peBotoLmn.

CobbITNS KOPEHHOTO COLMANbHOMO U MNOAUTH-
YecKoro nepeBOpOTa, coBepLUMBLLErocs Bo PpaH-
uum XVIII B., caenanmn 3TotT 06pa3—CMMBON 1 pUTyasbl,
CBfI3aHHbIE C HUM, XOPOLLIO U3BECTHLIMM 1 NOMyAsp-

5. Tomac IxxepdepcoH o gemokpatmn. Coct. Magosep C.K. CI16.,
Pec l'ymaHa: Jlenunsgat, 1992. - C. 40.

HbIMW B Kpyrax npesctaBuTenelt TalHbIX NoauTuYe-
ckmnx obuects B Poccun. Cnesyet Takxke yunTbiBaTh
BANsAHWeE [eknapaumn HE3aBUCUMOCTU 1 NMOAUTUN-
yeckoro onbiTa CoegnHeHHbIx LLTaToB. Kak n3Bsecrt-
HO, HuknTta MypaBbeB B CBOEM KOHCTUTYLIMOHHOM
NpoeKTe OPUEHTUPOBAICA Ha aMepuKaHckyto [e-
knapauuto (Cm.: H.M. dpy>xknHuH. [ekabpuct Hu-
kmuTa MypaBsbeB. M., V134, Bcecoto3Horo obuyectsa
NOANTKATOPXaH 1 ccbinbHonoceneHues, 1933; H.H.
BonxosutnHoB. ekabpuctbl n AMepuka // Bonpo-
cbl uctopun, N2 4, 1974. C. 91-104).

Obpas—cnmBon gpesa bbii BOCTpeboBaH 0bLe-
CTBEHHbIM CO3HaHWEM 1 BO BPeMSs PEBOJIOLMIA BO
®paHumm B utone 1830 r., B pepane 1848 r., B ceH-
T6pe 1870 r. npn npoBo3riaweHnm TpeTbeln pe-
cnybavku, a Takke MNMapuxxckorn kKommyHon B 1871
r. Peub BukTopa lMoro, npon3sHeceHHas npu nocaa-
ke [lepeBa cBoboabl Ha niowaan Boresos 2 mapTa
1848 ropa, 3ByuunT Kak rumH: «/lepeBo — npekpac-
HbI N UCTUHHBIN cmBOa cBoboabl! CBOBOAA YXO-
AWT KOPHAMUY B CepALa Ntosen, Nogo6Ho gepesy B
cepzaLie 3eMau; NoA06HO AepeBy, OHO MOAHUMAET U
NpoCTMpPaeT CBOM BETBU B HEOO; NOZ06HO AepeBy,
OHO pacTeT HemnpepbIBHO 1 NMOKPbIBAET NOKOEHNA
CBOeW TeHblo. [epBoe AepeBo cBO6OAbI HbI0 NoCca-
>KEHO BOCEMHa/LaTb CTONETUI Ha3ag caMum borom
Ha Fonrode. MNepBoe gepeBo cBOOOALI — 3TO KPECT,
Ha koTopoM Muncyc Xpuctoc npuHec cebs B kepTay
3a cBOHOJY, paBeHCTBO 1 6PaTCTBO YesioBeYecTBa»®.

OHO 6bI10 BOCNETO PYCCKUM pasnKanomM—Lue-
ctngecatHnkom VLN, Tonbu—Munnepom B CTUXOT-
BopeHun «[1o npouteHnmn kHurmn boknsa “Victopusa
umBuam3saunm”» (1869).

B cBeTe 311X HaKTOB HeCyYalriHbIM NpeACTaBAs-
eTca BHMMaHwue Tonctoro Kk obpasy—c1MmMBoy ape-
BO. [Ans XyAO>XHUKa—MbICAUTeNd, HBbln oueBMAEH
MOLLHbI 3CTETUYECKUI N CMbICIOBOM MOTeHLMan,
COKpbITbIA B HeM. Ho nnocTack 31oro obpasa, css-
3aHHasA C HaCUAMEM, KPOBbHO, PEBOJTFOLMOHHOCTBIO,
TUpaHobopuecTBOM, bblaa Uyxzaa AyXOBHOMY CKia-
4y, MrpoBocnpuatunio nucatens. Obpas gpesa B ero
NPOW3BeAEHMAX COMPAXKEH CO CHEPON STUUECKON, OH-
TOoNOrnyeckon. TakoBbl 6e3bIMAHHOE AepeBO B pac-
ckaze «Tpu cmepTu», Ay6 B anonee «BoliHa n Mup»,
avna v ay6 B pomaHe «AHHa KapeHuHa».

B mepBom npowv3BeaeHnn poLa 370 naeanbHoe
MECTO, rae AeNcTBYrT ocobble 3akoHbl. Hapuco-
BaHHas Kak 6yATO B Ha3ujaHve YenoBeKy KapTu-
Ha MNPOUCXOASLLErO C AepeBOM, KOTOpoe pybsT Ans

6. Ttoro B. Cobp. cou.:B 15 1. T. 15. M., TVXJ1, 1956. C. 41.
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M3roTOB/IEHMA KPecCTa, packpbiBaeT MyApOCTb, Be-
Nnyve, KPacoTy eCTECTBEHHOM XW3HW U CMepPTH,
BO3HOCUT pacckas Ha ypoBeHb GUI0CODCKUIA, Ha-
npaeaseT yuTaTena no nyTu AyxoBHOroO NpPocBeTe-
Hus. Mo MbiCAK aBTOpa, B NPUpPOAe HeT Tpareamu,
BCE MOAYMHEHO BbICLIMM 3akoHaM, «boxeckn—Bce-
MUpHBIM». B nucbme k A.A. ToncTol nucatens KpaTko
1 anonoreTMyeckn N3N0XMA MPUHLMM XKU3HN «une
brute», KOTOPbI MOXHO TPaKTOBaTb HE B NMPU3EM-
NeHHO—HaTypPanNCTUUYECKOM 3HaYeHUK, a Kak Heo-
CO3HaHHOE, MHCTUHKTUBHOE: «...la YEM Xe JyPHO
une brute? Une brute ecTb cuactbe 1 KpacoTa, rap-
MOHMA CO BCEM MUPOM, a He TakoW pasnag, Kaky
6apblHN. [lepeBo yMMpaeT CrOKOWHO, YECTHO 1 Kpa-
cnBo. KpacvBo — NOTOMY UTO He JIKeT, He 1oMa-
eTcs, He bounTcs, He XaneeT. — BOT Mo MbICAb, C
KOTOPOW Bbl, pa3yMeeTcs, HECOr/IaCHbl, HO KOTOPYHO
ocnapuvBaTbh Hesb3s, — 3TO eCTb Y B MOEeN AyLue u
B Bawwem» (Tonctomn, T. 60, c. 265-266).

[y6 B 3nonee «BoliHa 1 Mup», 3TOT NaTpuapx
Neca, npaLlyp, KOTOPbIl Ka3aics BHayane KHA3t0 AH-
APe0 CUMBOIOM CMOKOMHOTO OTPEYEHUS OT XU3-
HW, Ha obpaTHOM nyTK repos 13 OTpagHOro YyAHo
npeobpaxkaeTcs, OH «PaCKUHYACA LWATPOM COYHOM,
TEMHOU 3eNeHN», MAeJ, KONbIXadcChb B ydax Beyep-
Hero conHua. B necy uaput eaAnMHCTBO, COrnacoBaH-
HOCTb MOJIOZOrO 1 CTapOro, MPOUCXOAUT NEPexos,
OfHUX NPUPOAHbBIX COCTOSIHUIA B ApYrue; Kak U B
«Tpex cmepTax», BCE MNOAUYMHEHO 3aKOHaM «boxe-
CKW—BCEMUPHbIM». BcTpeua ¢ gybom, BonsoLlato-
WM 1Aero YHMBepCcanm3mMa, Hesbl61eMoCTb 3aKOHOB
6bITWS, C 4PEBOM, CBA3YHOLLMM MUP 3€MHOM 1 KOC-
MOC, MOMOTaeT repoto NPeosoeTb PasobLLeHHOCTb
C OKpY>KatoLLel AeNCTBUTENbHOCTBIO Y BAUKHUMMU.

B pomaHe «AHHa KapeHnHa» BO BpemsA rpo3sbl
cnaceHune Kutn, pebeHka, HAHW UCXOANT OT CTapoW
nmnbl. OHW OKa3bIBatOTCA MOZ ee NOKPOBOM. PyHK-
LMA MMNbl MUAYIOLLAS, 3aLMLLaroLLas. 3TO OTMEYEHO

B. JTéHHKBUCT B KHUre «[lyTellecTBue Braybb poMaHa:
JleB Toncton “AHHa KapeHuHa"»: XpaHUTebHULLEN
pebeHka 1 B3pOC/bIX «OKa3blBAeTCs CTapas Juna,
MeZOHOCHOe AepeBo. M TyT MOXHO BCMOMHUTb, YTO
nmna B GONbKIOPHBIX NOBEPbAX — CBALLEHHOE Je-
peBo, CBsiZ3aHHOe C IF06O0BbIO, C NMpPa3gHOBaHUEM
BECHbI 1 BO3pOXAeHus»". B To xe Bpems ay6, pas-
BUTBLIN MOJIHUEN, CUMBOAM3UPYET BOpbBY CKa xaoca
C cMnamm ynopsgoveHHoctn. Hecmotps Ha byiicTBo
CTUXMW, TAPMOHMA BOCCTaHaB/MBAETCS, KaTacTpo-
bryeckmx NocaeACTBUN FIPOMOBSIN yaap He MeeT.

Mucatens—mbicanTeNs Baekaa 061acTb JyXOBHO-
HpaBCTBEHHas, B €ro 3TUYECKOW CUCTEME UAes He-
HaCcUANSA 3TO KOHKPETHO—TMPAKTUUYECKNIA NMYTb XMU3HN
1 BHYTPEHHEe COBEPLLEHCTBOBAHWE 1 BO3pacTaHue
NnyHocTu. Pazeutune dunocodckmx, Mopannctnye-
CKWUX B3rNSA0B XYAOXHUKA, ero npescraBaeHnin ob
OTHOLLEHWMAX YenoBeka C 3eMHol chepon 1 Beeneh-
HOW, IMYHOCTLN C OBLLECTBOM yTBEpP>KAano TonCTo-
ro B MbIC/IM, YTO CYLLLECTBOBaAHME JIHOAEN AO/XKHO
COT/IacoOBbIBATLCS C €CTECTBEHHbIMU 3aKOHaMM, C
HEeOobXOAMMOCTbHO XPaHUTb CBSA3b CO CBOMMM UCTO-
Kamu. Bennuve npmpogbl B TOM YncC/ie OCHOBBI pac-
TUTENIBHOTO MVpa — ApPeBa, B 6e3rpaHNYHOCTL ee
NPOsIBNEHWNN, B 3aK/JHOUEHHON B HEN HEU3PEYEH-
Holi TallHe. OHa cBA3bIBaeT YesoBeka C BEYHO-
CTblO, C YHMBEPCYMOM, AyXOBHO, 3TUUECKN BAUSET
Ha Hero, Noby>JaeT UckaTb CMbIC/ CyLLLECTBOBAHUS
1 cBoe npegHasHayeHne. CBoboza 1 noaHoTa bbl-
TUS 3aKFOUEHbI ANS MUCATeNs B eAUHEHUN C MU-
po3gaHnemM. Obpa3—CcMMBON ApeBa MHOTO3HaYEH,
ero rnybuHHbIe CMbIC/Ibl MPakTUYeCckn Hencyep-
naembl. TONCTOBCKas TBOpYeCKas MHTeprpeTaLus
3TOro CMMBOAMYECKOro obpasa cBsizaHa C ynops-
[0UVBaHVEM, FTAPMOHMEN, C MyAPOCTbIO YCTaHOBOK
«BOXKEeCKM—BCEMUPHbIX>.

7. Nénnksuct b. MyTelwectBue Braybb pomaHa: Jles Toncton
«AHHa KapeHuHa». M., A3bikn cnaBsHckol KyabTypsbl, 2010.
C. 109.
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SOME FEATURES OF REALISTIC SCULPTURE
IN CHINA IN THE 20TH CENTURY

Summary: The development of Chinese realistic sculp-
ture has always been strongly influenced by political fac-
tors, and its creative methods and social functions have
manifested distinctively at different historical stages. This
article examines how political programs, class conscious-
ness, and social changes dominated the morphologi-
cal evolution of realistic sculpture at various stages of
its development in the 20th century — during the May
4 movement, according to the "Yan’an model” during

The end of the 19th century saw Chinese socie-
ty undergo radical changes. Realistic sculpture, as
an art form that reflects social reality and resonates
with the grassroots of society, and awakens civic
consciousness and serves the political demands of
both capitalism and communism, has always been
linked to the fate of China. At all stages of its de-
velopment, from the New Culture movement and
the May the 4th movement, through revolution-
ary literature and art from the Yan'an period to
the adoption of the Soviet model as a part of the
construction of a socialist system, Chinese realis-
tic sculpture was deeply influenced by political fac-

the war, and already within the framework of the Sovi-
et school after the founding of the PRC. Analyzing rep-
resentative works and theoretical models from different
stages, this article reveals the role of political move-
ments in determining the direction of artistic creation,
and considers the problems and significance of realis-
tic sculpture nowadays.

Keywords: modern China; political factors; realistic
sculpture; classes; Yan‘an model; Soviet model.

tors in terms of creative methods, choice of themes,
and forms of expression. The purpose of this article
is to analyze the three stages of the development
of realistic sculpture in modern China, to analyze
the political and historical factors that underlie this
development, and to provide a context for under-
standing the characteristics of contemporary Chi-
nese sculpture.

After the Opium Wars, China found itself in a
deep national crisis, and as the country was seek-
ing ways to transform its society and culture, the in-
tellectuals of the May the 4th Movement proposed
slogans like "democracy” and “science” to guide the
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IlL 1. Collective creation by teachers of Lu Xun Academy of
Fine Arts «Harvest Celebration», october 1959, stone, China
Agricultural Exhibition Hall Square.
country’s development. Realistic art, inspired by the
European Industrial Revolution, became a power-
ful tool for challenging feudal thinking and inspir-
ing people. This art form allowed artists to portray
the truth of society through their work, helping to
mobilize people and promote change.

In the field of sculpture, a group of students
who were educated abroad became the main driv-
ing force behind promoting realistic creativity. Such
works as Zhang Chongren’s «The Fisherwoman»

Il 2. Zhao Shutong, Wang Guangyi, students Li Shaorui,
Long Xuli, Liao Dehu, Zhang Shaoxi, Fan Degao, as well as non-
academic sculptors Li Qisheng, Zhang Fulun, Ren Yibo, Tang
Shunan and people’s artist Jiang Quangui «The House of the Tax
Collector», 1965, cast copper, the exhibition hall of a landowner's
Villa in Dai County, Sichuan Province.
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(1931), Li Jinfa's «Deng Zhongyuan» (1934), and
Liu Kaiqu's «Memorial to the Heroes of the War
of Resistance to Japanese Aggression at Wusong
and Shanghai» (1935), expressed national suffer-
ing. All of the sculptures in question were created
using Western realistic techniques, which stands
in stark contrast to the symbolic style of tradition-
al Chinese sculpture. Although the Chinese indus-
try at the time was imitating European techniques,
it was still underdeveloped, materials were expen-
sive, and there were not many skilled artists. As a
result, few sculptures from this period have sur-
vived, and they do not fully reflect the full range
of Chinese realistic sculpture of that time. Mean-
while, the emergence of these works marked the
beginning of experimentation with the fusion of
Chinese and Western sculptural techniques and
laid the technical groundwork for the widespread
adoption of realism in Chinese art.

The fall of the Manchu Qing dynasty and the
national crisis caused by foreign invasion led to
a call for the «salvation» of China by intellectuals
and cultural figures. Realistic sculpture, influenced
by the West, was seen as a bearer of «progressive,
scientific, and democratic» ideas. It was entrust-
ed with a political mission to educate people and
criticize feudalism and social decline.

In 1942, at a meeting on literature and art in
Yan'an, Mao Zedong delivered a speech in which
he stated very clearly that literature and art should
serve workers, peasants, and soldiers. He empha-
sized the importance of political criteria in art
over artistic ones, asserting that the creation of
art should be based on the needs of the revo-
lutionary struggle. This speech had a significant
impact on Chinese culture and led to the devel-
opment of a new style in sculpture, which focused
on creating “typical images” that represented the
interests of the proletariat. This approach elevated
the status of realism in Chinese art and became the
dominant trend in official Chinese art since then.

The Yan'an period, which lasted from 1937 to
1949, was a time of intense war in China, both with
external enemies and internal conflicts. Due to the
lack of suitable conditions for artistic creation, only
a small number of sculptures were produced dur-
ing this period, mostly in the form of woodcuts that
were easy to produce and distribute. However, the
Luxun Institute in Yan'an (the predecessor of the
Chinese Central Academy of Fine Arts and the Lux-
un Academy of Fine Arts) was already established at

that time, and a team of sculptors was assembled.
They mostly produced a series of badges with Mao
Zedong, as well as relief portraits of Marx, Engels
and Mao. The surviving mentions of the sculptural
works indicate the existence of a singular theme.
Liu Kaiqu's relief “Worker-Peasant Family” (1945),
and "Militia” (1947), "Mao Zedong" of the 1940s
and “Liu Hulan” (1951) by Wang Chaowen create
a great image of workers and revolutionaries in a
simple and realistic way, strengthening the politi-
cal and educational function of art.

Sculptors of the New Fourth Army, who fought
against Japan, working under artillery fire during
the battle. created two memorials for the soldiers
and officers who fell at Yanba and Huaibei. These
memorials are pillars with images of the soldiers
cast in bronze and iron. The images are power-
ful, expressive, the modeling is accurate, the au-
thor of the project was Lu Man. In 1965, a group
of teachers, including Zhao Shutong and Wu Min-
gwan, from the Sichuan Academy of Fine Arts, led
a group of students and folk artists in creating a
group sculpture called «The House of the Tax Col-
lector», in accordance with their ideals of «class edu-
cation». Despite being created in a later period, this
work is a logical continuation of the Yan'an mod-
el. The Yan'an model centered on the idea of mo-
bilizing the masses through dramatic narratives of
class struggle and a realistic approach. Therefore,
this sculpture is considered the most representa-
tive work on the theme of the revolutionary strug-
gle of the Chinese proletariat.

The CCP consolidates ideology through art and
literature. Realistic art and politics achieve a high
degree of unity, and sculpture becomes a means
of class struggle.

After the founding of the People’s Republic of
China, socialist realism became the official artistic
program. The main characteristics of realistic works
from this period were their reflection of the times
and their service to society. Public urban sculpture
was actively developed. The need for stronger so-
cial unity led to new demands for the quantity and
quality of talent in the field of realistic sculpture.
As part of the «Plan for the Assistance of Soviet
Specialists in China», the Soviet sculpting school,
based on courses in anatomy and clay sculpting,
began to be systematically introduced in China.
Sculptors, such as Nikolai Klindukhov, taught at the
Central Academy of Fine Arts, while Chinese stu-
dents studied at the llya Repin Academy and other

Il 3. Wang Chaowen «Mao Zedong», 1942, plaster, unknown
location.

prominent Soviet art universities with programs in
sculpture. These students, who went through the
«Soviet school» in one form or another, subsequent-
ly had a profound influence on realistic sculptural
creativity in China. The trend of the 1950s was col-
lective creativity. One of the most notable examples
is the «Monument to People’s Heroes» (1958), cre-
ated by Liu Kaiqu, Ceng Zhushao, Wang Bingzhao,
Fu Tianqgiu, Tian Tianyu, Wang Linyi, Xiao Chuan-
ju, and Zhang Songhe. It uses grandiose histori-
cal plots and strict Western realistic techniques to
create images of revolutionary heroes. The collab-
orative work of a team of authors from the Lu Xun
Academy of Fine Arts, «Harvest Celebration» (1959),
clearly has the hallmarks of Soviet realistic mon-
umental sculpture. Sculptors such as Qian Shaou
and Cao Chunsheng, who returned to China after
studying in the USSR, helped to further strength-
en the «Soviet school» of sculpture in China and
contributed to the convergence of themes in cre-
ativity and political propaganda.

The construction of socialism required art to
serve as a tool for shaping the image of the coun-
try. The Soviet school provided technical stand-
ards for artistic creativity and teaching, as well as
the export of ideology.

Despite the fact that realistic sculpture dominates
contemporary Chinese art, its repetitive themes and
forms have long been criticized by artists. Nowa-
days artists critique realistic sculpture, arguing that
excessive political influence leads to strict limita-
tions on artistic expression and hinders diversity.
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Nevertheless, realism remains the primary focus of
sculpture due to several reasons:

- deep connection between realism and the his-
torical narrative of national salvation and revolu-
tionary struggle;

- intuitive narrative approach allows to easily
convey core values. At the same time, the sculp-
tures conform to the popular aesthetic preferenc-
es of their time.

- Soviet-style teaching system dominates the
Chinese education system. It has changed the tradi-
tional approach to sculptural modelling and shaped
the thinking of Chinese sculptors, who have passed
on this approach from generation to generation.

The evolution of realistic sculpture in modern
China has, in fact, been a process of regulation of

this art form by political forces. Realism, which at
various stages was an instrument of enlightenment
during the May Fourth Movement and a political
tool within the «Yan'an Model» and a normative
system since the formation of the Soviet school
in the PRC, has always served the will of the state
and the demands of society. Under the influence
of globalization and multiculturalism, Chinese re-
alistic sculpture has inevitably transformed, but its
historical and political value still ensure its contin-
uation. In the future, a significant challenge for the
development of Chinese sculpture will be to use
the language of contemporary art while maintain-
ing the essence of realism.
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HEKOTOPbIE OCOBEHHOCTW PEAJIMCTUYECKOW
CKYNbIMTYPbl B KMTAE B XX B.

AHHOmayusa: Pa3BuTre KUTaCKOW peanncTmyeckomn
CKYy/NIbNTYpPbI BCErAa HaXOAUAOCh NOJ CUbHbBIM BAVAHM-
eM noamntTnyeckmx GakTopoB, a ee TBOPYECKMEe METOAbI U
coumanbHble YHKLMUK NPOABAAAN CBOM OCOBEHHOCTM Ha
pa3HbIX NCTOPUYECKMX 3Tanax. B gaHHOWM cTaTbe paccMa-
TPMBaETCA, Kak Kak MOAUTUYEeCKMe NporpamMmMbl, KNacco-
BOE CO3HaHWe 1 CoLanbHble N3MEHeHW JOMUHUPOBaNn
B MOP®OI0rMyeckon 3BoNOLIMM PeaNnCcTUUECKO CKyNb-
NTypbl Ha pa3HbiX 3Tanax ee pa3sButua B XX Beke - BO
Bpems ABWXKeHUA 4 Mas, N0 "AHbaHbCKOW MoAenn"” B BO-
eHHOe BpeMms, 1 y>Ke B paMKax COBETCKOW LWKObl nocae

KoHey, XIX B. cTan BpemeHeM, KOraa Kutanckoe
00LLEeCcTBO Nepexmnno pagnkasbHble U3MEHEHNS.
Kak BUA MCKyCCTBa, OTpaXkaroLLmMii COLManbHyro pe-
aNbHOCTb, HAXOAALWMM OTKAUK B HU3axX 0b6LecTBa,
NPo6y>XAatoLLMIA rpaXKAaHCKOe CO3HaHWe 1 Cy>Ka-
WM NOUTUYECKUM TPeOOBaHWAM KanuTaam3mMa u
KOMMYHM3Ma, peanncrmyeckas cKynbnTypa Bceraa

ocHoBaHwua KHP. AHanusmpys penpeseHTatnBHble pabo-
Tbl ¥ TeOpeTUYeCKe MOAEeN Pa3HbIX 3TanoB, 3Ta CTaTbs
pacKkpbIBaeT POJb MOJUTUYECKMX ABUXKEHWNIA B onpese-
NeHUN HamnpaBaeHUsA XyA0XEeCTBEHHOro TBOPYECTBa, a
Tak>XXe OCMbICAfEeT NpobaeMbl 1 3HaYeHne peanncTmye-
CKOWN CKYNbMNTYpPbl B COBPEMEHHOCTW.

Knrouesele cnoea: peasucmuyeckas ckynienmypa;
knaccogocme,; fIHbaHbLCKAA MOOe/Ib, cogemckas Mooess,
e3aumodelicmeue op2aHu3ayuli 8eiclie2o obpasosaHus
maeop4eckoli HanpasaeHHoOCMu ¢ NPogeccuoHabHbIM
coobuwecmsom.

6blna TECHO CBA3aHa C CybbOM KMTANCKON HaLmm.
Ha Bcex 3Tanax cBoOero pa3BuTus, OT ABUXKEHUIA 3a
HOBYH KyAbTypy 1 4 mast 1919 r., peBONOLMOHHOM
NNTepaTypbl M UCKYCCTBA AHbAaHbCKOrO Nepuoaa, u
[0 3aMMCTBOBaHMWS COBETCKOM MOAENM B paMKax
CTPOUTENBCTBA COLIMANNCTUYECKOM CUCTEMbI, TBOP-
yeckme MeToZbl, BbIOOP TeMaTUKM 1 GOpPMbI Bblpa-
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Il 4. Liu Kaiqu «Memorial to the Heroes of the War of

Resistance to Japanese Aggression at Wusong and Shanghai»,
1942, unknown material, Xihu Lake, Hangzhou. The original work
was destroyed during the Cultural Revolution. It was restored in
2003 by Shen Wenxiang, a student of Liu Kaiqu, and still stands on
the bank of Lake Xihu in Hangzhou.
XKEHMWS KUTAaNCKOWN PeanncTuyeckon CKyabnTypbl
6b1n ry60oKO 06yCcnoBAEHbI NOANTUYECKUMI daK-
Topamu. Llenb gaHHOM cTaTby — pa3obpaTb Tpu 3Ta-
Ma pa3BUTUA PeanncTUUeckon ckynbntypbl B Kutae
B HOBelLLee Bpems, NpoaHaan3mpoBaTb NoMTMYe-
CKYIO IOTUKY U UCTOPUYECKME MOTUBBI, eXallne B
€e OCHOBe, U AaTb KOHTEKCT ANA MOHVMaHNA 0Co-
H6eHHOCTEel COBPEMEHHOTO KUTAMCKOro CKyAbMTYp-
HOro MCKyCCTBa.

Haxoasacb B COCTOAHMM ry6OKOro HaluMoHaabHO-
ro kpu3uca B nepuog nocae OnmymHbIx BoH, Kutai
ULWeT NyTh K Npeobpa3oBaHuto cebs 1 cBoero 0b-
LecTBa Yepes KynbTypy. Tak, UHTeNNEKTyanbl ABW-
>KEeHWA 3a 4 Mas BbIABUrarOT NO3YHIM «AeMOKpPaTIN»
N «Hayka». PeanncTnyeckoe nckyccTBo, MOPOXKAEH-
HOe eBPOMenCcKON NPOMbILLJIEHHON PeBOOLIMEN,
CTaNo BaXXHbIM MHCTPYMEHTOM KpUTUKK deosasb-
HOrO MbILUJEHUS U MOBMAN3ALMK NOAEN, KaK LNC-
KyCCTBO, KOTOpPOe Moka3blBaeT nNpasay obluecTsa.

B o6nactn ckynbnTypbl rpymnna CTyAeHTOB, Noay-
UMBLUMX 0Bpa3oBaHMe 3a pybexKoM, cTana rnaBHOWM
ABVKYLLLEV CMION B NMPOABUXEHUM PEATNCTUYHO-
ro TBopuectBa. «Pbibauka» YxaH YyHxaHa (1931),
«[13H YxyHbroaHb» Jln LsunHbda (1934), «Memopu-
an naBWuM nog YcyHem n LLlaHxaem reposim BOMHbI
COMpPOTUBIEHNS AMOHCKOM arpeccum» Jlro Karutos
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(1935) 1 apyrue paboTbl BbipaXatoT HaLMOHaNbHble
CTpajaHua. Bce oHWM BbIMONHEHBI B 3anaAHblx pea-
JNINCTUYECKMUX TEXHMKAX, UTO PEe3KO KOHTpacTupyet
C CUMBOJIMYECKUM CTUNEM TPAAULNOHHOM KUTal-
CKOW cKynbMTypbl. HecMOTps Ha nogpaxaHue EBpo-
ne Ha JaHHOM 3Tane, KMTailckas MPOMbILLIEHHOCTb
B 3TO BpeMs Hblia Mano pa3BuTa, Matepuasbl 6biau
[0porue, a MOAroTOBJIEHHbIX Ntoen — Mano. o3-
TOMY COXPaHMBLUNXCA MPOU3BEAEHNIN CKYNbNTYpPbI,
OTHOCALLUXCS K STOMY Nepuosy, Maio, 1 OHU He OT-
paxkatoT B MOJIHON Mepe BCH KapTUHY KUTANCKOM
peanncTyeckor CKynbnTypbl TOro BpeMeHu. Mex-
Ay TeM, NosiBJeHne 3TUX paboT NONOXUAO HaYano
3KCMepVIMEHTaM MO CUHTE3Y KUTANCKOM 1 3anagHon
CKY/IbMTYPbI ¥ 3a7105KUI0 TEXHNYECKYH OCHOBY AN
LUIMPOKOrO pacnpocTpaHeHuns peannsma B Kutae.

Kpax MaHbuxypckon anHactum LiH n Hauwmo-
Ha/IbHbIN 3K3UCTEHLMANbHBIN KPU3NC, BbI3BAHHbIN
MHOCTPaHHbIM BTOPXEHWEM, CNPOBOLUPOBaM
Npu3bIB NepeaoBbIX UHTENNEKTYaNOB U AesaTenel
Ky/bTypbl K «cnaceHnto» Kutasa. Peanncrnueckas
CKy/NbMTYpa, 3anmcTByemas ¢ 3anaga, paccmaTpu-
BaflaCb Kak HOCUTENb «MepeAoBOro, Hay4yHoro, je-
MoKpaTuyeckoro» gyxa. Ha Hero 6bina Bo3noxeHa
nosMTUYecKas MUCCUs NPOCBELLATb HAPOA U KPU-
TnkoBaTb deosganmam 1 ynagok obuiecrsa.

B 1942 roay Ha coBellaH1 No BOMpOcam anTe-
paTypbl 1 UckyccTBa B AHbaHW Mao Li33ayH B cBOE#
peun ouyeHb NPAMO chopMyamMpoBasn, 4YTo 1uTepa-
Typa 1 UCKYCCTBO Cy>aT pabounm, KpecTbsiHaM v
conzartam, NpPoBO3raacMB NPUOPUTET NOAUTUYE-
CKUX KPUTEPUEB NCKYCCTBA Hag XyA0XKEeCTBEHHbIMMU.
Co3pgaHune ckynbnTypbl 6bIN0 BKAKOUYEHO B CUCTEMY
PeBOJIOLIMOHHON NponaraHsbl, Tpe6oBaBLLYHO CO3-
JAHUA «TUMUYHBIX 06Pa30oB» C TOUKM 3peHns npose-
Tapwuarta, KoTopble cyxuaun bl knaccoBon bopbbe.
JTa peyb OKasasa rnybokoe BAUSHUE Ha MUP KK-
TalCKOW Ky/bTypbl U UCKYCCTBA U NMOAHSAA CTaTyC
PeannCTMYecKon CKybNTypbl Ha B6ONbLLIYIO BbICO-
Ty. MO Cel feHb 3TO rNaBHOE Hanpas/eHne KuTan-
ckoro oduLManbHOro NCKycCTBa.

AHbaHbCKWIA Nepunos, orpaHuyeHHbIn 1937-1949
IT., OTHOCUTCA INLLb K YacTu Tepputopuii Kutas, u
ABNSETCA BPEMEHEM U3HYPUTENbHON BOWHbI Kak
C BHELUHWMW, TaK U C BHYTPEHHUMK Bparamu. OT-
CYTCTBME AOCTAaTOUYHbIX YCNOBUI A8 TBOpYECTBa
NpWBeao K NOSBJEHNO HEOONbLLOro KONYeCcTBa
CKy/ZIbMNTYp Ha JaHHOM 3Tare, B OCHOBHOM 3TO rpa-
BIOPbI Ha fepeBe, KOTopble HBbI10 NErko NpoaBu-
ratb n nevatatb. OgHako yxe Torga 6bl1 OCHOBaH
NYCHOHEBCKUM MHCTUTYT B AAHbaHW (NpejLLecTBeH-

HUK Kntalickol LeHTpanbHOM akaseMumn nssiHbix
nekyccte n Akagemum xygoxects UMm. Jly CroHa), n
6blna opraHn3oBaHHa rpynna no Co3jaHuto CKyJb-
nTypbl. Mo 6onbluein YacTu co3zaBanncCb 3HAYKK C
Mao L33gyHom n penbedHble nopTpeTbl Mao Li33-
ayHa, Mapkca, Hrenbca. CoxpaHuBLLMECA YNOMU-
HaHWs CKYNbMNTYPHbIX NMPOW3BEAEHWNI YKa3blBAOT Ha
Haauune eAnHOM OYeBUAHON TeMbl. Penbed Jlto Kaid-
utos “Paboue-kpectbsiHckas cembs” (1945), “Ononve-
Hue" (1947), "“Mao U3aayH"” 1940-x rr n “Jlto XynaHb"
(1951) BaH YaoB3Hs co3gatoT Bennkuin obpas pabo-
YMX U PEBOJIHOLMOHEPOB NMPOCTLIM U PEANNCTUYHBIM
cnocobom, yKpenasas noAuTUUYeckyro 1 BocnumTa-
TeNbHYH QYHKLMIO NCKYCCTBA.

Ckynbntopbl HoBOM 4-01 apMuK, CpaxkaBLUENCS
nNpoTuB ANOHUK, MO apTUANEPUNCKUM OBCTPENIOM
co3ganv "Memopman naswum nog AHbOY conpa-
TaM 1 oduuepam HoBow 4-oi apMun ConpoTmB-
nNeHuns AnoHmn” n "Memopwuan naswvmM B Xyaibse
congatam 1 odpuepam HoBow 4-o apMum conpo-
TUBAEHMA ANOHUK". 3TO MeMOpUabHbIe CTebl, Ha
KOTOPbIX M3 BPOH3bI 1 XXese3a OTUTbl M306paxe-
Hus congat Hosoli 4-o apmMun. O6pasbl MOLLHbIE,
Bblpa3uTeNbHble, MOAENNPOBaHNE TOYHOE, aBTOPOM
npoekta 6611 Jly MaH. B 1965 rogy rpynna npeno-
faBatenei, Takux Kak Yxao LUyTyH n Y MuHBaHb
13 CblYyaHbCKOW akaseMum U3ALWHbIX UCKYCCTB, B
COOTBETCTBMM C Ujeanamm “knaccoBoro obpaso.a-
HWA" BO3rnaBuAN rpynny CTyAEeHTOB N HapPOAHbIX
MacTepoB A/A CO34aHWA TPYNMNOBOW CKYAbNTYpbl
“"[om cboplumka nogatel”. HecMoTps Ha TO, UTO
3TO Npou3sBeseHMe HbIIO CO34aHO B Honee NO3LHUN
nepuoj, OHO ABNAETCA JIOTMYECKUM MPOAOIXKEHW -
€M SIHbaHbCKOW MOZEe/N, B LIeHTpe KOTOPOM Haxo-
Annach naea Mobuamsaumm HapoAHbIX Macc Yepes
ApamMaTtmyeckre HappaTuBbl O KN1accoBOW bopbbe
N peannctmyeckuii Metoa. Mo3tomy oHa ctana ca-
MOV TUMMYHOWN CKYJIbNTYPOW Ha TEMY PEBOJIOLM-
OHHOW 60pbbbI NposieTapurata B Kutae.

KIMK koHconnanpyet naeonornto Yepes nckyc-
CTBO W nnTepatypy. Peaancrtmyeckoe MCKyccTBo m
NOJIUTMKA AOCTUratoT BbICOKOW CTENEeHU e4MNHCTBA,
a CKy/IbMTypa CTaHOBUTCA CPeACTBOM KJIacCOBOW
60pb6bI.

[locne ocHoBaHus HoBoro Kutas coymanmctmue-
CKWIN peannsm cTan opuLManbHOM XyA0XKeCTBEHHOM
nporpammoin. OCHOBHbIMUW YepTamu peannctuye-
CKMX NMPOU3BEAEHNI 3TOro nepmuoga ctaam otpa-
KEHVe BPEMEHU U CyXeHMe obLLecTBy. AKTUBHOE
pa3BuTUE MOJIyUMaa roposckas CKyabnTypa B 06-
LLLeCTBEHHbIX MecTax. HeobxoamMmMocTb ykpenaeHus

06LLEeCTBEHHOrO eANHCTBA BblABUrana HoBble Tpebo-
BaHMA K KOJIMYECTBY M KayecTBy TanaHTOB B 0bna-
CTU peannucTnyeckon ckyabnTypbl. B pamkax "MnaHa
MOMOLLIM COBeTCKMX cneunanmctoB Kutaro”, B Kutae
Hayasna BHeAPATbCA COBETCKas LKOMa NpenojaBaHms
CKy/NbMTYpPbl, B OCHOBE KOTOPOW iexkaT aHaToMMsA U
pucoBaHWe MVHAHBIX CKyAbNTYp. Takne cKyabnTo-
pbl, Kak Hukonam KnuHayxos, npuesxann BeCTu
3aHATMA B LleHTpanbHyto akageMuio N3ALLHbIX UC-
KyCCTB /15 NPEenojaBaHuns, a KUTanckme CTyeHTbl
e34UIn YUnTbCa B akagemuto nmenu Mnbm PennHa
N Apyrne n3BecTHble COBETCKME XYJ0XECTBEHHbIE
BY3bl, e BesIoCb 0ByueHme CKybMTYPHOMY UCKYC-
CTBY. DTV CTYAEHTbI, NPOLUeALllNe B TOM UAN MHOM
BUAE «COBETCKYHO LUKOY», BMOCAEACTBUN OKa3anu
rnybokoe BAUSIHNE Ha peanncTmyeckoe CKynbnTyp-
Hoe TBOpuYecTBO B Kntae.

TeHnaeHumsa 1950-x rr. — 370 KONNEKTMBHOE TBOP-
yecTBO. Hanbonee TUNNUYHBIM NPUMEPOM ABASETCS
“MaMATHUK HapogHbIM repoam” (1958), co3gaHHbIN
Jto Karutoem, LisH Yxkywao, BaH brHuxao, Oy TaHb-
uto, TaHb TaHbto, BaH JInHbK, Cao YyaHbuato 1 YxaH
CyHx3. B HemM ncnonb3yrotca rpaHAMO3HbIE NCTO-
puyeckme CHOXKeTbl U CTPOrune 3anagHble peanun-
CTUYeckue npuembl ans GopmMmpoBaHus 0bpa3os
PEBONOLMOHHBIX repoeB. KonnekTmeHoe npous-
BeZeHMe TPynmbl aBTOPOB M3 AKaZeMUN U3ALLHBIX
nckyccts umenn Jly CroHs “lMpasgHoBaHue cbopa
ypoxas” (1959) sasHo obnasaeT MoAeNbHbIMU Yep-
Tamu COBETCKOW peanncTmyeckon MOHYMEHTaAbHOM
CKyNbNTYpbl. Takmne ckybnTopsbl, Kak LiaHb LLaoy n
Llao YyHbLI3H, BepHyBLnecs B Kutain nocne oby-
yeHusa B CCCP, eLue 6oAblue YKPENuIn «COBETCKYHO
LKOAy» NpenoAaBaHna ckynbnTypbl B Knutae, n Tak-
e cnocobcTBoBanM CONMXKEHUIO TEM TBOPYECTBa
M NONUTUYECKOWN NponaraHsbl.

CTpouTtenbcTBO coumanmama Tpebosano, YTto-
Obl MCKYCCTBO CNY>XKMA0 GopMMpoBaHUto obpasa
CTpaHbl, a COBETCKas LKona obecneymBana OfHO-
BPEMEHHO TeXHMYeckne cTaHAapTbl TBOpPYECTBA U
npenoAaBaHna 1 3KCNOPT UAEONOTUN.

XoTs peanncTmyeckas ckyabnTypa 3aHUMaeT f0-
MUHMpPYOLLEee NOJIoXKeHWe B coBpeMeHHOM KuTae,
ee ogHoobpasne TeM 1 GOpM yxe foaroe Bpemsa
nozsepratotcs Kputnke. COBPEMEHHbIE XYAOXKHU-
KW KPUTUKYHOT peanncTmyeckyro CKyabnTypy, yKka-
3bIBaf, YTO Upe3MepHas MoAUTU3aLMA MPUBOAUT
K XXECTKOMY OrpaHUYeHNIO XyA0XKEeCTBEHHOrO Ca-
MOBbIPaXeHWs 1 nojasaseT MHOroobpasue. Tem
He MeHee, OodULMaNbHO peann3mM No-npexHemy
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OCTaeTCsl r1aBHbIM HanpaBAeHUEM CKY/bMATYpPbl MO
pagy NPUYKH:

- rybokas CBA3b peasn3ma C UCTOPUUYECKUM Mo-
BECTBOBAHWEM O HALMOHaNbHOM CraceHumn 1 peBo-
NOLMOHHON 6opbbeE;

- 6aarogaps UHTYUTMBHO NMOHATHOMY NMOBECTBOBA-
Te/IbHOMY METOZY JIErkO PacnpoCTPaHsTh OCHOBHbIE
LLleHHOCTW; B TO Xe BPeMs CKy/bMTypa COOTBETCTBY-
€T NonyAspPHON 3CTETUKE CBOEro BPeMeHM;

- cMCTeMa NpenojaBaHus No COBETCKOMY 0bpasLyy
3aHVMMAaET JOMUHMPYHOLLEE MONOXKEHNE B KNTANCKON
cvcteme o6paszoBaHus. OHa M3MeHUNa TPaAULMOH-
HYHO KOHLLEMLMIO CKY/IbMTYPHOrO MOAENNPOBAHUSA 1
chopmrpoBana TBOPUECKOE MbILLIEHWE KUTANCKMX
CKYJIbMTOPOB, KOTOPOE CTaNo NnepesaBaTbcs U3 Mno-
KONIeHUs B MOKOJIEHME.

SBO/IFOLMSA PeaNnCTUYECKORN CKyIbNTYpbl B COBPE-
MeHHOM KuTae — 370, MO CyTW, NPOLLecC peryampo-
BaHWA GOPMbl UCKYCCTBA MOAUTUYECKUMU CUNAMMU.
Peanunsm, saBAAACh Ha Pa3HbIX 3Tanax UHCTPYMEHTOM
NPOCBELLEHNA B 3MOXY ABUXEHWA 4 Mas, NoAUTUYe-
CKMM CPeACTBOM B paMKax "sHbaHbCKOM Mogenn” u
HOPMaTVBHOM CUCTEMOM B MEPUOZ CTaHOBJIEHNS CO-
BETCKOW LKobl B K1uTae, Bcerga cny>ku Bose rocy-
JapcTtea 1 TpeboBaHMAM obLecTsa. [Nog BaAnaHMEM
rnobanuzaumm u MyabTUKYyAbTypanm3ama Kmutanckas
peanncTnyeckas ckynbntypa HensbexxHo TpaHchop-
MUPYETCsA, HO ee UCTOPUYECKUI BKAAZ N NOANTU-
yeckne GyHKLMN No-NpexHeMy obecneymnBaroT el
NpeeMCcTBEHHOCTb. B ByayLilemM Ba>KHbIM BOMPOCOM
B Pa3BUTUM KNTANCKOW CKyNbNTYpPbl CTaHET UCMOb-
30BaHMe A3blka COBPEMEHHOIO NCKYCCTBa MpW CO-
XpaHeHUn aapa peanvsma.
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ZHANG LIPING. MASTER OF FREEHAND BRUSH
WORK

Summary: Zhang Liping's creative work represents
the newest Chinese painting, which favours magnificent
landscapes and natural imagery created while travelling.
It is important to note that the artist’s creative work, a
continuation of the great masters of Chinese painting
and European modernism, fills it with discoveries, ex-
panding the boundaries of modern landscape painting.

The painting school formed at the intersection of
traditional ink painting and the latest Western and
Russian influences has become one of the most in-
dicative and at the same time difficult to understand
phenomena of modern Chinese art. Zhang Liping,
the Rector of the Art Institute of Xiamen University,
is its outstanding representative. His personal ex-
hibition, The Art of Sunlight, dedicated to the 75th
anniversary of the establishment of diplomatic re-
lations between China and Russia, was held in the
halls of the Russian Academy of Arts in 2024, un-
der the curatorship of Guo Xiaobin, the honorary
foreign member of the Russian Academy of Arts.

Zhang Liping is a distinctive example of a na-
tional artist. His individual style, as a result of tire-
less professional searches, diverse experiments with
plastic form and openness to new creative trends,
has acquired a universal character. It reveals the cur-
rent trends in the development of Chinese paint-

We can see the profound national roots of his talent in
his vibrant colour sense and the uniqueness of his live-
ly, quick drawing.

Keywords: Zhang Liping, Xiamen University, Russian
Academy of Arts, modern Chinese painting, freehand brush
work.

ing to a wide audience as well as a narrow circle
of specialists.

Even the first acquaintance with Zhang Liping's
paintings gives a clear understanding of his powerful
colouristic gift. Preferring to work in the landscape
genre, the artist seems to pass the centuries-old
history of landscape painting through his sensi-
tive brush, encyclopedically covering almost all of
its significant manifestations — from the Chinese
Mountains and Waters genre to parallels with Peter
Doig, from impressionism to the tachisme of the late
Nicolas de Staél and André Lanskoy. In the Russian
perspective of painting perception, we could easily
imagine Zhang Liping as an interlocutor and even a
co-exhibitor with a number of artists from different
eras — Konstantin Korovin with his programmat-
ic etudism, strict and lapidary Georgy Nissky, the
masters of the Vladimir school of landscape with
their extreme chromatic tension and even explo-

27



Ill. 7. Zhang Liping. Boats and Nets, 2016. Oil on canvas {fE5M) (400 cm x 150 cm) 20T6FF£ D1

sive nonconformist Anatoly Zverev, who does not
recognise clear stylistic boundaries. At the same
time, it should be noted that Zhang Liping is by no
means an eclectic, he is not a combiner of random
heterogeneous stylistic elements. He is a complete,
deep, and serious artist. Each time, he approach-
es the canvas fully armed with world painting ex-
perience, using it to create innovative examples of
modern landscape art.

Today, Zhang Liping'’s creative work is seen as
one of the most striking breakthroughs of pure pic-
torial element, liberated by a bold gesture of a vir-
tuoso brush. At the same time, he is also an artist
of a synthetic type, following the example of one
of the founders of modern Chinese art, Xu Beihong,
in bringing together the tradition of Chinese ink
painting with the landscape vision of the Russian
school and the formal discoveries of Western art.

The material fabric of his paintings is like a seeth-
ing colourful stream, transformed by the pow-
erful energy of a brushstroke — viscous, dense,
colour-bearing. At times, it seems uncontrollable,
even chaotic, somewhat reminiscent of the ges-
tural plasticity of De Kooning's or early Diebenko-
rn’'s paintings. In some works, it achieves an almost
self-valuable improvisational arbitrariness, and at
times, it acquires an impeccable, almost calligraph-
ic precision of touch. The surface of Zhang Liping’s
canvases claims self-sufficient artistic value — a
viewer, looking at them from a close distance, can
forget for a moment that a landscape painted from
life is before them, and not an example of action
painting or a tachisme opus.

Professor Liping is indeed a landscape painter,
and, remaining faithful to his favourite genre, he
subordinates his entire life to it. Here, the ability to
create works of art is associated with a voluntary
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choice of a painter-traveller's fate. Striving to com-
prehend the sublime embodied in nature at risk to
himself, the romantic image of a wandering artist,
who disappeared from the world art scene as if long
ago, is resurrected in his person. The long years of
Zhang Liping's creative life are also literally “years
of wandering”. During that time, he explored many
cities and villages of China, the mountainous re-
gions of the country, and its coastal territories with
a sketchbox easel on his back. In the end, he be-
gan to create works that go far beyond the sketch
form — both in terms of format (some pieces are
more than three meters on the long side) and in
terms of general spatial direction, owing to which
the plein air motif acquires a strict rhythm and ex-
pressive completeness of composition each time.
Here, for example, is Gulangyu Island and Te-
gan Terraces (both 2022), striking the eye with the
intense contrast of cadmium and carmine tones
with vast plains of Turkish blue and emerald green.
What a decisive, almost Fauvist in its audacity, col-
our opposition... And how can one not recall here
Matisse's famous call to look for a solution to all
problems in a box of paints? However, the experience
of European colourism is interpreted here through
a special culture of brushwork, the boldness, and
confidence of which is visible in every plan, every
form, every touch. It is difficult not to admire this
inspired dance of the brush — it repeatedly chang-
es direction and pressure in the same stroke, the
elegant ease of movement meets the brutal force
of a large spot. And — no, not the artist’'s random
successes, not sudden happy finds are before us,
but a plastic framework of the composition care-
fully organised in a sequence of gestures. We find
a similar structure-forming role of gesture in the
large-format canvases Boats and Nets (2016) and

Dazuo Bay (2023), where the chosen motif is so
subordinated to the intrinsic plastic expressiveness
of the brush rhythm that it acquires an abstract-hi-
eroglyphic character. In other works, such as the
wide panoramic view of Jagan or Peach Blossoms
on the Outskirts of Shangian Village (both — 2022),
the objective character of the image, on the con-
trary, increases due to its graphic sharpening and
intense highlighting of spatial plans. The careful at-
titude to brushwork and the fundamental value of
the brushstroke are invariably preserved.

It is worth emphasising that the pictorial tenden-
cy, within the framework of which realistic elements
are combined with technical methods borrowed
from the arsenal of non-objective art, is quite no-
ticeable today and is represented by major artists,
including Scottish artist Jenny Saville, Frenchman
Georges Rouault, Russians Vitaly Pushnitsky and
Vladimir Migachev. In professional terminology, the
term "abstract realism” has even become estab-
lished, which is difficult to reconcile with, being in
the territory of scientific discussion, but which is a
striking example of artistic slang, promptly record-
ing the phenomenon in the form of an oxymoron.

In essence, we are talking about gestural realistic
painting, which, however, differs from the pictorial
realism of the early 20th century in the spirit of J.
Sorolla or V. Serov, with their characteristic breadth
of execution. Abstract realism is a trend within re-
alism, emerging at the junction of its traditional
and later (for example, photorealism and hyperre-
alism) forms and some tendencies of non-objective
art (primarily action painting and its formal discov-
eries). Based on the external similarity of individual
techniques of applying paint (the gestural nature
of painting, the gravitation towards a large format),
there is reason to classify Zhang Liping as belong-
ing to this influential international trend. Howev-
er, it would be a serious mistake. No matter how
close the Chinese artist is to the work of his foreign
colleagues in certain aspects of his work, his think-
ing and his creative method, reflected in the very
structure of each individual painting, regardless of
size, time of creation, and formal merits, are funda-
mentally different. To understand them correctly, it
makes sense to turn to the theoretical foundations
of Chinese painting.

Speaking about the uniqueness of the profes-
sional thinking of a Chinese painter, it is necessary
to emphasise the special influence exerted on him
by the traditional art of ink painting, gué hua. Its

Ill. 2. Zhang Liping. Boats and Nets, 2016. Oil on canvas
{AEEM) (400 cm x 150 cm) 20165 #£ 1

Il 3. Zhang Liping. Early Morning, 2019. Oil on canvas
¢2dh) (700 cm x 80 cm) 20194 #£

theory has developed and become more complex
over many centuries, gradually taking shape in a
number of treatises. It is worth mentioning the six
principles of Chinese painting, Notes on the Cate-
gories of Ancient Painting by Xie He (4797-5027?),
Notes on the Methods of the Brush by Jing Hao (c.
855-915), On Painting with a Fly Swatter in Hand
(1650) by Shen Hao (1586-1661), which gained par-
ticular fame for its high literary form, Manual of the
Mustard Seed Garden (1689) by Wang Gai and She
Xin Yu, as well as the generalising Brief Notes on Na-
tional Painting (1750) by Zhang Geng (1685-1760).

When faced with the theoretical provisions of
Chinese painting, one cannot help but notice the
extensive use of anatomical terms in the profession-
al language of artists. Of course, we are not talk-
ing about the area of specialised knowledge that
has become established as “"plastic anatomy” as an
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Ill. 4. Zhang Liping. Gulangyu Island, 2022. Oil on canvas {FERU5Y (360 cm x 120 cm) 20224

auxiliary discipline. Chinese painters have remained
indifferent to this issue for centuries. It would be
more correct to speak of a kind of anatomy of pic-
torial space, built, however, by analogy with the hu-
man body. And the traditional Chinese artist clearly
understands the role of their main tool, the brush,
and their main, and sometimes only material, ink,
in the formation of each of the “organs”. Ink and
brush work in an inseparable unity; however, their
areas of responsibility are separated.

The brush outlines the “veins” and shapes the
"bones”, while ink is understood as a kind of life-giv-
ing substance that gives the image "blood” and
“muscles”. In this case, the level of "veins” is asso-
ciated with the plastic rhythm of the brush move-
ment, “bones” — with the external manifestation
of internal strength (a kind of architectonics of the
image if we try to translate this into European ter-
minology); “muscles” are perceived as an external
plastic form; “blood” directs the internal vital force.
In addition, in one or another artist's work, individual
levels can be expressed to a greater extent — rea-
soning about artists who hide bones in muscles, or,
on the contrary, allow bones to be outlined under
muscles, distantly recalls the opposition of “drafts-
men” to “colourists” in European schools of paint-
ing. Here, the link between the tectonic structure
of the image and its gestural structure is of funda-
mental interest. The wrist gesture was understood
as a basic element of pictorial space in European
painting rather late, only from the second half of
the 19th century; whereas for the Chinese artist, it
has been an organic part of the integral image for
many centuries.

Having chosen the technique of oil painting,
Zhang Liping masters it, comprehending all the
diverse wealth accumulated by the French impres-
sionists and postimpressionists, masters of Russian
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landscape, painters of action and tachisme. How-
ever, this matter, seemingly alien to the Chinese
visual space, lies on a foundation that strictly cor-
responds to the traditional anatomy of the paint-
ing. Professor Zhang Liping literally infuses fresh
blood and gives a fully developed musculature to
the body, the skeleton and interweaving veins of
which are pictured in full agreement with the clas-
sical painting theory dating back to Xie He and Jing
Hao. Hence, the rare sense of harmony for a mod-
ern artist, the unity of space, the elastic rhythm of
the brush gestures (the level of “veins”), devoid of
any chance. The fundamental pictorial structures
created by generations of gu6 hua masters were
inherited, carefully preserved, and developed by
Zhang Liping at a new stage in the historical de-
velopment of art.

Understanding the structure of the space of Chi-
nese pictorial images, as we see, is directly related
to issues of technical execution. It is no coincidence
that already at the basic level, we speak of the spe-
cial role of gesture. The role of the movement of
the brush, its trajectory, the force of contact, the
tilt, and the nature of the splitting are conceptual-
ised here. The expressed interest in the nuances of
performance skills is determined to a large extent
by the method of studying painting on scrolls that
has taken root in Chinese culture. In it, in contrast
to the European examination from the general to
the particular in motion from a distance, the work
was assessed from a close distance — to exam-
ine all the features of the artist’s individual manner
in detail. This concerned both the scrolls painted
with a “careful brush” in the gongbi technique (pre-
dominant until the 12th century), and the works of
the "rough brush” or “freehand brush” technique
of shenbi, which entered into competition with it.
The latter is of particular interest to us as a prac-

tice that embodies the principle of xie yi (“paint-
ing an idea”) as opposed to the gongbi principle of
xie sheng ("painting nature”). An artist who strives
to implement the xie yi principle in their work sets
the unusually complex technical task of combining
“ten thousand strokes” in one stroke, which requires
tireless self-improvement and inner spiritual work.

Continuing the legacy of the great xie masters of
the 20th century, Qi Baishi and Xu Beihong, Zhang
Liping fills it with discoveries in the field of modern

landscape painting. With a few precise strokes, he
establishes an entire mountain range on the plane of
the canvas; with a quick scattering of black strokes,
he brings to life a fishing village, and in the glow-
ing clots of paint, he conveys to the viewer the aro-
ma of freshly cut grass caressed by the setting sun.
Here, technical virtuosity serves a deep poetic feel-
ing, and the traditional shenbi principles receive a
new life, transferred by Zhang Liping to the modern
artistic process, becoming a full-fledged part of it.
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YXXAH JINNWH, MACTEP CBOBOHOW KNCTWU

AHHomayus: TeopyectBo YxaH JlunuHa npescrasan-
€T HoBelLWyto XunBonuco Knutas, npegnounTaroLLyto Be-
NINYECTBEHHBIN Nen3ax, 0bpasbl MPUPOAbI, POXKAEHHbIE B
nyTewwecTBusx. BaXkHo oTMeTUTb, UTO TBOPUECTBO XYA0XK-
HWKa, MPOAOAXKANA MHMIO BENNKNX MacTEPOB KUTakCKOM
>KMBOMWUCK 1 EBPOMENCKOrO MOAEPHM3MA, HarOHsAET eé
OTKPbITUAMM, PaCLUNPAS FPaHULLbI COBPEMEHHOW Mer3ax-
HOW KapTUHbI. MOLLHbIV KONOPUCTUYECKUI fap U CBO-
eobpasne 3HeprnyHoro, BbICTPOro pMcyHka — BblgatoT

OgH1M 13 Hanbonee NokasaTesibHbIX Y BMeCTe C
TeM CNOXHbIX AN8 MOHWUMaHWSA ABAEHNA COBPEMEH-
HOro KMTaMCKOro MCKyccTBa cTana chopmMmnpoBaB-
LasAca Ha NepeceyeHnn TPagnLMOHHON TYLLEBOM
>KMBOMWCK Y HOBENLLNX 3amnaZHblX, a TakKe PoCCuin-
CKWX BANSHUI XXWBOMUCHAas LLIKOAA, BblAANOLLMMCA
npeAcTaBUTENEM KOTOPOU BbICTYMaeT pekTop Xy-
[,0XXEeCTBEHHOTO MHCTUTYTa CAMBIHBCKOTO YHUBEP-
cuteta YxxaH JinnuH. Ero nepcoHanbHasa BbiCTaBKa
«ckyccTBO CONHEYHOrO CBETa», MPUypPOYeHHas K
75-neTnto yCTaHOBAEHNA AUMNJIOMaTUYECKNX OTHO-
weHnn mexay Kutaem n Poccueld, bbina passep-
HyTa B 3anax Poccuinckon akageMum XyLoXecTs B
2024 roay, nog KypaTopCcTBOM NMOYETHOrO 3apybex-
Horo uneHa PAX o Cao6uHs.

YkaH JIMNWH — ApKUIA NpUMep HauMoHaNbHO-
ro XyZLOXHWKa, aBTOPCKNIM A3bIK KOTOPOTO B pe-
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Ham rybokue HauMoHaNbHble KOPHM ero MacTepcTBa.
OtgaBas flaHb COBPEMEHHOM Xy0XKECTBEHHOW Ky/bTy-
pe, MacTep HepexxHO XPaHUT TPaANLMM KMTANCKOW TyLle-
BOW xwuBonucy. CBOMCTBEHHAs roxya cBobojaa KUCTEBOTO
XecTa HaXOAUT HEeOXMAAHHYO MHTeprpeTaLmnio B Mac-
NTHON TeXHUKe.

Knroyeseie cnosa: YxaH /lunuH, CameiHeckull yHUBEP-
cumem, Poccutickas akademus xydoxecms, cospemMeHHas
kumatickas xueonuce, c8060OHAA KUCMb

3y/bTaTe HeyCTaHHbIX MPOPEeCCMOHaNbHbIX MONCKOB,
MHOF000pa3sHbIX 3KCNEPUMEHTOB C MAACTNUYECKOM
bOpPMOW 1 OTKPBLITOCTU K HOBbIM TBOPYECKMM Besi-
HVAM, Nprobpen yHUBepPCaNbHbIV XapakTep, OTKpPbI-
Bas Kak LUMPOKOMY 3pUTeNto, Tak 1 Y3KOMY Kpyry
CneumnanmcToB akTyalbHble TEHAEHLMW Pa3BUTKA
xxmponucy Kutas.

Y>xe nepBoe 3HaKOMCTBO C KapTUHaMu Y>kaH
JlunvHa paet AcHOe NOHWMaHWe O ero MOLLHOM
KonopucTnyeckom gape. MNpegnounTarowniin pabo-
TaTb B Ner3aXKHOM XaHpe, MacTep byATo nponycka-
€T CKBO3b YYTKYH KMCTb MHOFOBEKOBYH UCTOPULIO
Nen3aXKHoM XXMBOMUCK, SHLMKNOMNEANUYECKM OXBATbI-
Bas e/Ba M He BCe ee 3HaYMMble NPOsABIEHNsA — OT
KWTaCKOro >KaHpa «ropbl 1 BOAbI» A0 napanienei
Mutepy [oMnry, oT MMNpPeccMoHn3ma 4o Talmnsma
nosaHero Hukonsa ge Crana n AHgpe JlaHckoro. B

Ill. 5. Zhang Liping. Tianquan Lake, 2023. Oil on canvas (ihiE

POCCUINCKOW NepCcrnekTMBe BOCMPUATAS XXUBOMUCHOMO
MCKYCCTBA Mbl MOT/IN Obl C JIEFKOCTBHO MPeACTaBUTb
UskaH JlunnHa cobeceaHMKOM U faxke CO3KCMOHEH-
TOM LLeIOro psifia XyAOXHUKOB pa3HbIxX 3rox — KoH-
cTaHTUHa KopoBWHa ¢ ero NporpaMMHbIM 3THOAU3MOM,
cTpororo v nanugapHoro leoprua Hucckoro, ma-
CTEPOB BAAANMMPCKON LLIKOAbI Mer3axa C ux npe-
JEe/IbHBIM XPOMATUUYECKMM HaMpPsi>KEHVEM U Jaxke
B3PbIBHOIO 1 HE MPU3HAOLWEro YeTKMUX CTUNEBbIX
rpaHuL, HoOHKOHGopMUCcTa AHaTonuns 3Bepesa. Mpu
3TOM, HY>KHO 3aMeTuTb, Y>xaH JIMNnH — OTHIOAb He
3KNEKTUK, HE KOMBUHATOP CIyYaHbIX Pa3HOPOAHbIX
CTUEBbIX 3/IEMEHTOB, HO LIe/IbHbIN, T1yOOKUI U ce-
PbE3HbIN XYJOXHUK, BCAKUM pa3 MOAXOAALLMIN K XO1-
CTy BO BCEOPY>KMN MUPOBOTO XNBOMUCHOTO OMbITa
1N MOBUNN3YIOLLNIA €ro ANif CO3aHUsA HOBAaTOPCKMUX
06pa3sLLOB COBPEMEHHOIO Me3aXXHOro NCKycCTBa.

CerogHs TBOpUECTBO Y>kaH JSInnnHa BUANTCA Of-
HUM 13 Hanbosiee APKMX NPOPbLIBOB UNCTOM XUBO-
MUCHOM CTUXUU, OCBOBOXJEHHOW CMEJIbIM XXECTOM
BUPTYO3HOW KMCTW. BMecTe ¢ TeM, OH TakKe 1 Xy0X-
HMK CUHTETUYECKOTrO TUMa, CeAYHOLLA NPUMEPY OA-
HOrO U3 PO OHAYaIbHUKOB HOBEWLLIErO KUTANCKOrO
nckyccrsa Croi baixyHa B 06besHEHUN TpaanLmnm
KWUTaMCKOM TYLLEBOW XMBOMUCK C MeN3axKHbIM BU-
AEHVEM PYCCKOM LWKOAbI U GOpMabHbIMUN OTKPbI-
TUAMW NCKYCCTBa 3anaga.

KEY (180 cm x 120 cm) 20231 # 1

MaTtepuranbHas TkaHb ero KapTuH nogobHa byp-
NALLEeMy Kpaco4YHOMY MOTOKY, Npeobpasyroemy-
€Sl MOTYYel 3Hepruer Maska — Taryyero, njioTHOro,
LBETOHOCHOTO. [Togyac oH KaXeTcs Heynpasase-
MbIM, ZlaXkKe XaoTUUYeCkUM, YeM-TO HaNnoMUHas >e-
CTOBYHO n1acTuky nonoteH [le KyHuHra nam paHHero
AnbeHKopHa, N B OTAENbHbIX MOAOTHAX JOCTUras
efiBa N He CaMOLLeHHOro MMMNPOBU3aLMOHHOTO
npown3Boa, nogyac xe obpertaet 6€3yKOpuU3HeEH-
HYIO, MOYTK Kananrpaduyeckyto TOYHOCTb KaCaHWs.
[ToBepxHOCTb Xx0ACTOB YxXaH JInnnHa npeteHayet
Ha CaMOJOCTaTOUHYH XYZOXECTBEHHYH LLleHHOCTb
— TaK YTo, paccMaTpvBatoLLMIA UX C BAN3KOro pac-
CTOSIHWSA 3pUTENb MOXET Ha MUT 3abblITb, UTO Mepes,
HUM nen3ax, HanncaHHbIA C HaTypbl, @ He obpa-
3eL, XUBOMUCKU AeNCTBUA U XKe TaLIMCTCKUIA OnyC.

Mpodeccop JINNVH, AeACTBUTENLHO, NMEN3aXKUCT,
W, XpaHs BEPHOCTb M3NHOHAEHHOMY >XKaHPY, OH MOA-
YMHAET eMy 1 BCHO OpraHmn3aLmio CBOen Xun3Hu. Bos-
MOXHOCTb CO3/iaBaTb NPOV3BEAEHNsA NCKYCCTBA 34€eCh
conpsxeHa ¢ 406pOBOJ/IbHbIM BbIGOPOM CysbbbI
XMUBOMUCL@-NyTellecTBeHHMKa. B ero avue Bockpe-
caet byaTo 6bl JABHO YXKe cowealmnii C MUPOBON
XY[,0>XKeCTBEHHOW CLieHbl pOMaHTUYecknii obpas
CTPaHCTBYIOLLErO XyAOXHMKA, C PUCKOM AN cebs,
B MPeOAO/IEHNM HEB3IOZ 1N UCMbITaHWI CTpemsLLe-
rocsi K MOCTUXKEHUWIO BOTJIOLLEHHOrO B Npupoje

33



llL 6.. Zhang Liping. Noon, 2020. Oil on canvas {BE4F) (120 cm x 80 cm) 20204F $£ I

BO3BbILWEHHOrO. [lonrne rofbl TBOPYECKON XMU3HN
YxaH JInmHa — 370 TakXke 1 B 6yKBaJIbHOM CMbIC-
Jle <roAbl CTPAHCTBWI», 33 BPEMS KOTOPbIX C 3THOA-
HWKOM 3a CMUHOW MM ObINN NCCNef0BaHbl MHOTHE
ropoga v ceneHuns Kutas, ropHble panoHbl CTpaHbl
1 ee NpubpexHble TeppuTopUN. Mpn 3TOM B UTO-
re OH NpuLlen K Co3AaHuio NPOU3BeEHWI, BbIXO-
AALLMX JaneKo 3a paMKu 3THOAHON GOopMbl — Kak B
nnaHe dopmata (HekoTopble BeLn bonee Tpex me-
TPOB Mo 60/bLUEN CTOPOHE), TaK U C TOUKN 3peHuUs
obLLe NpocTpaHCTBEHHOW pexxuccypbl, 6aarogaps
KOTOPOW MAEH3PHbIA MOTUB BCAKMIA pa3 obpeTaeTt
CTPOTNIN PUTM M Bblpa3nTENbHYHO 3aBEPLUEHHOCTb
KOMMO3MLMN.

Bort, k npumepy, «Octpos ynaHbon» 1 «Teppac-
cbl TeraH» (06e 2022), nopaxkaroLnin rna3 Hanps-
>KEHHbIM KOHTPACTOM KaZMWEBbIX N KAPMUHOBbIX
TOHOB C OBLWMPHBIMW MNONAMU TYPELKOWN ronybor n
n3ympygHoi 3eneHon. Kakoe pelmTenbHoe, moytu
doBMCTKOE MO AEeP30CTN CBOEN LiBETOBOE NPOTH-
BOTMOCTaB/EHMeE... VI KaKk He BCMOMHUTb 3eChb 3Ha-
MEHUTBI MaTUCCOBCKUIM MPU3bIB UCKaTb PeLleHne
BCex NpobseM B ALimKe ¢ Kpackamn? OgHaKo onbIT
€BPOMenNCcKoro KoJopm3mMa TpakTyeTca 34echb ve-
pe3 0cobyto KyabTypy KMCTEBOW paboTbl, CMeNOCTb
Y YyBEPEHHOCTb KOTOPOW BUAHA B KaXKAOM raaHe,
Kaxxzon dopme, KaXKaoM KacaHUnU. TUM BAOXHO-
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BEHHbIM TaHLEM KUCTU CNOXHO He 3antoboBaTtbea
— OHa MHOTOKpaTHO MeHSET HamnpasieHNe U Cuay
HaXkuMa B pakax OHOro Ma3ka, 3/leraHTHas sier-
KOCTb ABUXEHWS BCTPeYaeTcs C bpyTanbHOMN cUioi
KPYMHO MOJOXEHHOrO NATHa. U — HeT, nepes Hamu
He c/lydaliHble yAaun, He BHe3arnHble cYacTinBble
HaxOAKM XXMBOMUCLA, HO TLLATe/IbHO OpPraHn30BaH-
HbIA B MOCAe0BaTeIbHOCTM XKECTOB NAacTUYeCcknin
Kapkac komnosunumn. NMogo6Hyo xe CTPyKTYpoo6-
pa3ytoLLyr POk XecTa Mbl 0bHapy>XvBaeM B Kpyn-
HodopMmaTHbIX NonoTHax «Jlogku n cetn» (2016) 1
«byxTa [Jauzo» (2023), rae n3bpaHHbIA MOTUB Ha-
CTO/IbKO MOAUYMHAETCA CaMOLIEHHOM NAacTUYecKol
BbIPa3NTENbHOCTM KMCTEBOTO PUTMa, YTO Npmnob-
peTaeT abcTpakTHO-NEPOTrANPUUECKNI XapaKTep.
B apyrux Belax — Takux, Kak LUMPOKUA NaHOpam-
Hblli BUA «/[>KaraHa» unu «LBeTywmii nepcurk Ha
okpaunHe pepeBHu LWaHbuaHb» (06e — 2022 T1.) -
npeAMeTHbIN xapakTep n3obpaxkxeHus, HanNpoTmB,
BO3pacTaeT 3a CYeT ero rpadunyeckoro 3aoCTpeHus
N PE3KOro BbieNeHNs NMPOCTPaHCTBEHHbIX MIaHOB.
BHMMaTenbHOE XXe OTHOLLEHME K KMCTEBOW pabo-
Te U NPUHLUMMNMaAbHas LLEeHHOCTb Ma3ka HEM3MEH-
HO coxpaHseTcs.

CTOUT NOAYEPKHYTb, YTO XMBOMUCHAN TEHAEH-
Lus, B pamkax KOTOPOU peanncTmyeckme 31emMeHTbl
06BEeANHAIOTCA C TEXHUYECKMMMI MprYeMamu, nosa-

MMCTBOBAHHbLIMM 13 apceHana 6ecnpesmMeTHOro mc-
KyCCTBa, Ha CErofHALIHNIA feHb BeCbMa 3aMeTHa 1
npescTaBieHa KpynHbIMU MacTepamu, cpesm Ko-
TOPbIX LWOTAAHACKAA XyAOXKHMUa [>xxeHHn Casuan,
dpaHLy3 Xopx Pyo, pycckue Butannii MywHMuKnn
n Bnagumunp Muraues. B npodeccrnoHanbHoOm Tep-
MWHONOTUW faxke 3aKpenuaca TepMUH «abcTpakT-
HbI peann3mM», C KOTOPbIM CNOXHO NMPUMUPUTLCS,
HaXoAACb Ha TePPUTOPUM HayUHOW AMCKYCCUK, HO
KOTOpbIV fiBASET COOOM ApKMA obpaseL, XyLoxe-
CTBEHHOrO CJIeHra, CBOeBPEMEHHO QUKCUpYOLLe-
ro seneHvie B opme OKCHOMOPOHa.

B cyLlHOCTM peub ngeT 0 XXecToBON peannctu-
YeCKOW XMBOMUCHK, OAHAKO e, OTNNYHOW OT XNn-
BOMUCHOTO peaam3ma Havana XX Beka B gyxe X.
Coposbn nnn B. CepoBa, ¢ xapakTepHON And HUX
LUIMPOTOW NCMONHEHNA. «ABCTPaKTHbIN peannsm» -
3TO HanpaB/AeHWe BHYTPW peannsmMa, BO3HMKaroLee
Ha CTbiKe ero TPaAWLMOHHBIX 1 NO3aHeNLWmX (Ha-
npumep, dotopeanmsma n runeppeannma) Gopm
N HEKOTOPbIX TEHAEHLUNA HecnpesMeTHOro NcKyc-
cTBa (Mpexzae BCero «>KMBOMUCK AeCTBUA» N ee
dopManbHbIX HaxoA0K). Ha OCHOBaHWM BHeLLHe-
ro CXOACTBa OTZAE/IbHbIX MPUEMOB HaHECEHUA Kpa-
CKM — XKeCTOBOTO XapaKkTepa >XMBOMUCK, TATOTEHWSA
K KpynHoMy dopmaTy — eCTb OCHOBaHUA OTHECTU
YxaH JSlununHa K 3TOMy BAVATENbHOMY UHTEPHAaLLMO-
HasbHOMY TpeHay. Ho 3To ByzeT cepbe3HOn owmb-
Koi. Kak 6bl HM cbamxkanca B OTAENbHbIX acrekTax
cBOel paboTbl KUTACKMIA XMBOMMCEL, C TBOpYE-
CTBOM 3apybe>XKHbIX KOANEr, ero MbIWAeHWEe N ero
TBOPYECKNI METOJ, OTPaXKeHHbI B CaMOM CTPyK-
Type KaXJol OTAeNbHOW KapTUHbI — HE3aBUCUMO
OT BE/IVYMNHBI, BPEMEHW HanmncaHna 1 GpopmManbHbIX
AOCTOVHCTB — GyHAAMeHTaNbHO oTanyaroTca. Ana
NX BEPHOTO NOHWMaHWSA MMEET CMbIC 06paTUTLCA K
TEOPETNYECKMM OCHOBAHMAM KUTANCKOW XXMBOMMUCH.

FfoBops o0 cBoeobpasnm npodeccnoHasbHOro
MbILLIEHUSA KNTaNCKOrO XXMBOMUCLLA, HY>XKHO MoJ-
YepKHYTb 0cOb0e BANAHME, OKa3biBaeMOE Ha Hero
TPaAULMOHHBIM UCKYCCTBOM TYLLEBOW >KMBOMUCH
roxya. Eé Teopua pasBmBanacb 1 yCnoXxHsaAacb Ha
MPOTSXKEHUM MHOTUX CTONETUI, NOCTENEHHO odop-
MWBLLNCb B PAeE TPAKTaTOB, N3 KOTOPbIX CTOUT YMoO-
MAHYTb COZep>Kalline LecTb OCHOBHbIX 3aKOHOB
KUTaNCKOM XXMBOMUCK «3aMeTKM O KaTeropmax cra-
PUHHON xunsonucn» Ce X3 (479?-5027), «3anucku
0 meTogax knctm» LiamH Xao (ok. 855-915), «O >xu-
BOMMWCK C MyXOroHKOM B pykax» (1650) LLsHb Xao
(1586-1661), NprobpeTLIee 0COBEHHYO ClaBy CBO-
el BbICOKON nuTepaTypHor dopmoit «CnoBo 0O Xu-

Ill. 7. Zhang Liping. Evening, 2015. Oil on canvas
CNEY (190 cm x 180 cm) 20154

BOMMWCK 13 cafda C ropunyHoe 3epHo» (1689) BaH
las n W> CuHb HO, a Takxe obobuatowme «Kpar-
Kre 3aMeTKW O HalMoHanbHOW xuBonuncu» (1750)
UskaH Ha (1685-1760).

CTONIKHYBLUWUCb C TEOPETUYECKUMU MOSNOXKEHM-
AMU KUTACKOM XXMBOMUCK, HeNb3s He 06paTuThb
BHMMaHWe Ha obWNpHOEe NpUMeHeHMe B Npodec-
CMOHa/IbHOM fA3bIKE XYAOXXHWKOB aHAaTOMMUYECKUNX
TEPMUHOB. Peub, KOHEYHO, He nAeT O Tol obaactu
CneLmanbHOro 3HaHWs, KOTOPOe 3akpennaoch Kak
«MNacTnyeckas aHaToMus» B KauecTBe BCMOMOra-
TeAbHON AncuMnAnHbL. K 3TO npobiemaTmke Xu-
BonucLbl Kutas BekaMu COXpaHstOT paBHOAYLUME.
MpaBunibHee ByAeT roOBOPUTb O CBOErO PoZa aHaTo-
MWW KMBOMUCHOTFO NMPOCTPAHCTBA, BbICTPOEHHOTO,
OfiHaKo, MO aHaNorMK C YeN0BeYECKUM OpraHms-
MOM. VI TpagULMOHHbIN KUTANCKUIA XYAOXHUK ICHO

¥ TEgcee =, e oSy
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Ill. 8. Zhang Liping. Gathering Nets, 2021. Oil on canvas
(I (100 cm x 80 cm) 20214 1
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Ill. 9. Zhang Liping. Guide, 2022. Oil on canvas {x1E) (150 cm x 90 cm) 20224 #01

NMOHWUMaeT POJib €r0 OCHOBHOIO MHCTPYMEHTA, KM-
CTW, N €r0 OCHOBHOTO, U MHOTAA U eMHCTBEHHO-
ro mMatepuana, Ty, B 06pa3oBaHNN Kaxka0ro us
«opraHoB». Tylb U KUCTb paboTaroT B Hepa3pbIB-
HOM eAMHCTBE, OAHaKO 30Hbl MX OTBETCTBEHHOCTU
OKa3blBaOTCS Pa3BeAEHbI.

Knctb HameuaeT «kunbl» 1 0GOpPMAAET «KOCTU»,
TOrja Kak Tyllb OCMbICNIMBAETCA Kak CBOero poga
XU3HETBOPHas cybcTaHuma, fatolas n3obpaxkeHunto
«KPOBb» N «MblILWULbl» [pKY 3TOM YPOBEHb «XKWUA» ac-
COLMMPYEeTCA C CBA3aHbl C MNAACTUYECKUM PUTMOM
KWNCTEBOTO ABMXKEHUS, «KOCTEN» — C BHELUHUM NPO-
SIBJIEHVEM BHYTPEHHeW Cubl (CBOEro posa apXuTek-
TOHWKa N306pakeHWs, ecan NonbITaTbCsA NepeBecTu
3TO B €BPOMNENCKYH0 TEPMUHONOTUIO); «MblLULLbI»
BOCMPUHUMAOTCS B Ka4ecTBe BHELUHeN naactuye-
cKoVi GOpPMbI; «KPOBb» HanpaB/seT BHYTPEHHIOO
KN3HEHHYHO cuay». Kpome Toro, y TOro nam MHoro
MacTepa oTAeNbHble YPOBHM MOTYT ObITb Bblpaxe-
Hbl B BO/bLLIEN Mepe — OTAANIEHHO PacCy>KAeHUs O
XYZAOXHUKaX, KOTOPblE CKPbIBAIOT KOCTW B MbILLLLAX,
WA XKe, HAaNpPOTMB, Jat0T KOCTAM 0603HaUUTLCA NOZ
MbILILLAMY, HaNOMWHAKT MPOTMBOMOCTaBAEHNE «PU-
COBA/IbLLMKOB» «KOJIOPUCTaM» B €BPOMENCKNX LLIKO-
nax >kveonucu. MpUHUMNUanbHbIN MHTEpeC 34echb
NpeACTaB/seT yBA3Ka TEKTOHUYECKOW CTPYKTYpbl
N306paxKeHNs C ee XXeCTOBOW CTPYKTYpoi. Kuctesoi
>KECT OCMbICNMBAETCs Kak 6a30Bbli 3/1eMEHT XMBO-
MUCHOTO MPOCTPAHCTBA B €BPOMENCKON XMNBOMN-
CW AOBOJIbHO MO3ZHO, INLLb CO BTOPOM MONOBUHbI
XIX Beka, TOraa Kak Ans KNTaCckoro XyA0oXHMKa Ha
NPOTAXEHUN MHOTVX BEKOB Obll OPraHNUUYHOWN Ya-
CTbHO LLeJIOCTHOTO N306paXkeHns.

N36paBlumnii ana ceba TeXHUKY MacasHOW Xu-
Bonucy YxxaH JinnvH, ocBanBaert ee, NoCTUras Bce
MHOroobpasHoe 60raTcTBo, HakonjaeHHoe GpaHLy3-
CKMMMW UMIMPECCUOHMCTaMM U MOCTUMMNPECCUOHUCTa-
MU, MacTepaMu PyccKoro nersaxa, Xnsonmcuamm
JencTema 1 Tawmctamu. Ho 31a, ka3anoch 6bl, vyxzas
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KNTaCKOMY BU3yabHOMY NPOCTPaHCTBY MaTepus,
NOXMTCS Ha OCHOBaHWE, CTPOro COOTBETCTBYHOLLEE
TPaAWLMOHHOW aHaToOMUK KapTuHbl. [podeccop
YskaH JIunnH 6ykBanbHO BAMBAET CBEXYH KPOBb
W flaeT COBEPLUEHHO Pa3BUTYHD MyCKyaaTypy Teny,
OCTOB U CMJIETEHUS XXWJI KOTOPOTO BbICTPOEHbI B
MOJIHOM COrAacuM C KNacCUUYeCKON XKMBOMUCHOM
Teopuen, Bocxogsauen kK Ce X3 u LIsnH Xao. Otcto-
[la peZKoe ANsi COBPEMEHHOTO Xy 0XHMKa YyBCTBO
rapMOHWK, eANHCTBO NPOCTPAHCTBA, YNPYruii puT™M
KMCTEBbIX XECTOB (YPOBEHb «XKWJ»), INLIEHHbIX Ka-
KOV 6bl TO HY Bbl10 cyyaiHOCTU. yHAaMeHTaNbHbIE
>KMBOMWCHbIE CTPYKTYPbl, CO3aBaBLUMECS NMOKO/Ie-
HMUAMW MacTepoB roxya, bbiiv yHacneg0BaHbl, be-
PEeXHO COXpaHeHbl U pa3BuTbl YxkaH JIMNMHOM Ha
HOBOM BUTKE MCTOPUYECKOTrO Pa3BUTUS UCKYCCTBA.

MoHVMMaHWe CTPYKTYpbl MPOCTPaHCTBA KUTANCKOro
>XVBOMWUCHOTO N306pakeHus, Kak Mbl BUAWM, Hanpsi-
MYHO CBfi3aHa C BOMpOCaMu TeXHWUYECKOro UCMo-
HeHus. He cayyaiiHO yxe Ha 6a30BOM ypOBHE Mbl
roBopuM 06 0coboi posu xecta. Posib ABMXKEHNS
KUCTK, ee TPaeKTOPUK, CUbl KaCaHWs, Hak/loHa 1 xa-
paKTepa pacLieneHns 34ecb KOHLENTyann3mpyeTcs.
BbipaskeHHbI MHTEPEC K HI0@HCaM UCMONHUTENbCKO-
ro MacTepcTBa OnpeAenseTcs B 3HaunTeNbHOW Mepe
YKOPEHUBLUMMCS B KUTANCKOW KyNbType Cnocobom
N3YYEeHWS XMBOMUCU Ha CBUTKAX, MPU KOTOPOM, B
NPOTUBOMONOXHOCTb EBPOMENCKOMY OCMOTPY OT
06LLero K YaCTHOMY B ABUXXEHWUW C AasbHEro pac-
CTOSIHUS, MPOV3BEAEHMNE OLLEHNBANOCh C BaMXKHE-
ro pPaccTosiHMUA — Tak, YTobbl eTaNbHO PacCMOTPETb
BCE OCOBEHHOCTU MHAMBKAYANBHON MaHepbl aBTo-
pa. 370 Kacanocb Kak CBUTKOB, HAaMMCaHHbIX «TLia-
Te/IbHOWM KNCTbIO» B TEXHWKA IyHbOWU (Npeobnasana
ao Xl Beka), Tak U NPOM3BEAEHUNA BCTYMUBLLEN C
Hel B KOHKYPEHLMIO TeXHUKE «Tpyboi KNCTU» UK
«CBOBOAHOM KUCTU» CeHbbU. MNocneaHsaa ocobeH-
HO MHTEpeCyeT Hac Kak npakTvKa, Born/oLatoLias
NPUHLNM ce N («AncaTb UAEH») B MPOTUBOMOI0X-

HOCTb YCTaHOBKE ryHbbW ce LW3H («nucaTb HaTypy»).
XYAOXKHUK, CTPEMALLNNCS peann3oBaTb B CBOEM
TBOPYECTBE MPUHLMM CE 1, CTaBUT Nepes cobon He-
06bI4alHO CNOXHYHO TeXHWYeCKyHo 3agady obbesm-
HEeHWs B OJHOM LUTPUXE «AECATU ThICAY LUITPUXOB>,
yTO TPEbyeT HEeYCTaHHOTO CaMOCOBEPLLIEHCTBOBA-
HWA Y BHYTPEHHeN AyXOBHOM paboThl.
[Mpogonxasa NMHUIO BEANKUX MacTepoB ce n XX
Beka, Lin baniwmn n Cron balixyHa, YxxaH JIunuH Ha-
NONHAET ee OTKPbITUAMU B 061aCTN COBPEMEHHOW
nen3a>kHOM KapTuHbl. HeCKObKMMU TOUHBIMU Ma3-

KamMu OH yTBep>KZaeT Ha MJOCKOCTU XOCTa Lebli
FOPHbIN MaccuB, HEroM POCChINbH YEPHbIX WTPU-
XOB BbI3bIBaET K XM3HW PbIOaLIKYO AepeBYLIKY, a B
PAEHOLWMNX CrycTKax KPacku 4OHOCUT 3pUTeNto apo-
MaT CBEXXECKOLLEHHOW TPaBbl, JaCKaeMOM 3aKaTHbIM
conHueM. TexHnyeckas BUPTYO3HOCTb 34eChb CTYXMWT
rNy6oKOMY MO3TUYECKOMY UYBCTBY, @ TPAAULMOH-
Hble YCTaHOBKM CEHbOW MOyYatoT HOBYHO XXM3Hb,
nepeHeceHHble Y>xaH JIMMMHOM B COBPEMEHHbIN
XYZAOXECTBEHHbIN MPOLLeCC M CTaBLUME MOJHOLEH-
HOW ero 4yacTbto.
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SCHOOLS AND INNOVATIONS: MONUMENTAL
PAINTING OF CHINA DURING THE PERIOD OF
REFORM AND OPENNESS

Summary: The paper presents notable projects of mon-
umental painting and their authors. Special attention is
given to the history of the creation of the monumental
painting cycle for the Beijing International Airport. The
novelty and significance of the innovative pursuits of
monumental artists are analyzed in the context of artis-
tic and social processes.

The development of monumental painting in
modern China and education in this field gained
significant momentum due to the stable social con-
ditions that emerged in New China. The successful
advancement of monumental painting in contem-
porary China was also facilitated by the spread of
education in this area, as well as by the love and
devotion to this art, passed down from generation
to generation among monumental artists. The old-
er generation of artists preserved a deep emotion-
al connection with monumental painting, and their
years-long careful preservation of the monumen-
tal painting heritage began to reveal their vitality
after the founding of New China.

After the founding of New China, modern Chi-
nese visual art was primarily shaped by two major
artistic directions. "At a general level, in the struc-
ture of modern Chinese art education, two leading
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Keywords: Monumental painting, Reform and Open-
ing, Xu Beihong School, Zhang Guangyu School, Central
Academy of Fine Arts, Central Academy of Applied Arts,
Artistic innovation, Beijing International Airport, Cultural
identity, Globalization of art.

schools—or rather, two systems of painting—have
always existed, which influenced the development
of contemporary Chinese visual art: one was based
on the Xu Beihong School (#435318), including the
Yan‘an Art School and the traditions of Soviet and
Russian fine arts taught at the Central Academy of
Fine Arts (FF R3ERZ£T); the other was the sys-
tem of decorative painting at the Central Academy
of Applied Arts (fr st T2 £ K 2px), developed by
Zhang Guangyu (5K ¢5) and Zhang Ding (5K{T7).""
These two directions introduced bold innovations
and experiments in artistic concepts, creative meth-

1. Liu Xin. The System of Decorative Painting in the History of 20"
Century Chinese Art — The Artistic Context and Traditions of
Study at the Central Academy of Applied Arts [J]. Decoration,
2014, (Issue 9), pp. 44-46. XIHr. 20142 REISE A = R A2
LEER—PRTIZERFROZAIBRMEF L5 )] %
iffi, 2014, (5594A), 44-46T1.

Ill. 1. Zhang Ding (3%17), «Nezha Conquers the Sea» (WL [F3), 1979, acrylic, 1500 x 340 cm. Beijing Capital International Airport.

ods, and educational models. They had a signifi-
cant impact on monumental art after the period
of Reform and Opening, defining new paths of de-
velopment for Chinese monumental painting. This
development reflects both the cultural and artistic
diversity of China and its capacity for adaptation
and innovation, which is essential for the further
growth and globalization of Chinese art.

The Xu Beihong School at the Central Acade-
my of Fine Arts had a profound influence on the
Chinese painting sphere, thanks to its unique re-
alistic painting style. This school placed great em-
phasis on drawing, considering it the foundation
and starting point of mastery in painting, as well
as the lifeline of realism in painting. “In the autumn
of 1958, in a small courtyard in Modelkou(#&=, A),
in western Beijing, young students of the Central
Academy of Fine Arts sat around one of the profes-
sors, passing to each other his manuscripts made
in the Dunhuang caves—thus began an extraor-
dinary lesson in monumental painting... This pro-
fessor was Dong Xiwen (Z# ), and the students
around him included Zhong Han (5#;%), Li Huaji
(271£ %), Dong Fuzhang (Z#&), Xing Lian (7ij3%),
Chen Canxing (FRtI&), Zhang Li (5KFF), and oth-
ers.”? In the same year, Dong Xiwen and Jin Zhilin
(87 = #K) began working in the Department of QOil
Painting at the Central Academy of Fine Arts, spe-
cializing in depicting figures. Through their work,
they combined the traditions of Soviet realism with
the decorative spirit of traditional Chinese paint-
ing, including the vivid colors of Dunhuang mon-
umental painting. Reflecting on the students who
studied in Dong Xiwen's workshop between 1958
and 1964, we can see that figures such as Li Huaji,
Liang Yunging (3iz7&), Yuan Yunsheng (FRiz4),
Liu Bingjiang (X|5&3T), and Zhang Songnan (54

2. Li Huaji. «The Revival of Monumental Painting Thanks to
Dunhuang,» Chinese National Gallery, 2008, No. 1, p. 23. Z&
HE (BENEFANTRE) (FEZRAIE), 2008551
#1, 231

) not only became outstanding educators, teach-
ing at the monumental painting department of the
Central Academy of Fine Arts, but also made sig-
nificant contributions to the development of mon-
umental painting in China in the following years.
Zhang Guangyu (3K J£5F) is known as the “found-
er of modern Chinese decorative art.” He conducted
extensive research on Chinese art and mythology
from different eras and successfully adapted fresh
ideas from modern Western art. “The Bauhaus School
in Germany, Soviet Constructivism, modern-style
Mexican monumental painting, and German Ex-
pressionism had a significant influence on him.”?
When Zhang Ding (3(1{7) was at the beginning of
his creative journey, Zhang Guangyu, with his keen
eye, discovered his talent and became his artistic
mentor. The painting school of the Central Acade-
my of Applied Arts was oriented towards the aes-
thetics of decorative art, striving in its works to
inherit and revive the spirit of the institute’s deco-
rative art tradition.The artist-educators were able
to express the new spirit of the time in their works
by incorporating elements of graphic art. In addi-
tion, the techniques of traditional and folk paint-
ing were harmoniously combined with methods of
decorative art, complemented by an understanding
of the expressiveness and beauty of stylized ele-
ments.If Zhang Guangyu sowed the seeds of deco-
rative art and founded the school of decorative art,
then Zhang Ding became his successor, continuing
to spread and develop new ideas in art. “In 1957,
a workshop for monumental painting was estab-
lished in the Decoration Department of the Central
Academy of Applied Arts. Zhang Guangyu, Zhang
Ding, Zhu Danian (#1.X£E), Yuan Yunpu (:RizH),
Yan Shangde (7 &1&), Zhang Guofan (3K [E%), and

3. Zhen Mingshu, He Jie. “Encounter and Understanding,
Mentor and Friend — Zhang Ding and Zhang Guangyu"” [J].
Decoration, 2017(10): 4, pp. 40-43. TLEAEY, T34, (ARIBARAN,
INBIRA——K{TS5KEF) 1. 14, 2017(10): 4, 40-43T1.
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Il 2. Hou Yimin (f=—R) and Deng Shu (3}3&), «A Hundred
Flowers Bloom» (B #5710, 1980, ceramic, 800 x 500 cm. People’s
Daily Editorial Office, Beijing.

Il 3. Zhang Shiyan GkitE), «The Clear Waters of the Li
River» ((BKi&#8), 1979, lacquer painting, 90 x 180 cm.

others taught there.”* The significance of this school
became evident 20 years later in the famous pro-
ject of monumental painting at Beijing Internation-
al Airport. The Central Academy of Applied Arts is
open and tolerant, capable of transcending tempo-
ral boundaries, synthesizing Chinese and Western
art by integrating Chinese traditional folk art, ce-
ramic art, Chinese and Western monumental paint-
ing, as well as easel painting into a comprehensive
educational process, which defines the path for the
development of modern art.

The most notable event in the field of monu-
mental painting in China in 1979 was, undoubtedly,
the completion of a cycle of monumental paintings
for the waiting hall of Beijing International Airport.
The project began with a proposal from the Civ-
il Aviation Administration of China, which was ap-
proved by the leadership of the State Council of
China. Under the leadership of Zhang Ding (517),
dean of the Central Academy of Applied Arts, art-
ists created monumental paintings for the airport,
laying the foundation for modern Chinese monu-
mental painting. Zhang Ding himself also complet-
ed a work in the glue painting technique, “Nezha

4. Zhang Shiyan. Chronicle of Contemporary Monumental
Painting in China. <A Hundred Years of Monumental Painting
in China» [M]. China Architecture and Building Press, 2004, p.
598. skttt Z. (PENRLZSMAZEER). (FELSEK
LEBF) M. FEERI W kit 2004, 5981.
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Conquers the Dragon” ( {BBFERE)Y ) (ill.1). As the
chief director of the monumental painting project
at the airport, Zhang Ding was an art historian with
extensive knowledge and skills. His creative expe-
rience spanned comics, wood carvings, New Year
paintings, propaganda posters, Chinese painting,
monumental painting, dry brush techniques in Chi-
nese landscape painting, state image design, post-
age stamp design, decorative signage, exhibition
design, calligraphy, and more. "During the Great
Production Movement in Yan'an, Zhang Ding and
others organized an exhibition in the military hall,
which was visited by American military observers
and foreign journalists. They highly praised the ex-
hibition, stating that they had not seen anything
like it in Chongqging. Later, Mao Zedong gave the
exhibition the slogan ‘Be better, progress.” Thanks
to his artistic taste, Zhang Ding eventually gained
recognition and support in Yan'an."® During the war
years, he was the chief designer of exhibition events
in Yan'an, promoted the idea of ‘street art,” and par-
ticipated in designing the decoration of the city for
the main parade at Tiananmen Square. Thus, with
his extensive knowledge and practical experience
in the fields of art and design, as well as being the
dean of the Central Academy of Applied Arts, Zhang
Ding possessed management and coordination tal-
ent. Thanks to his vast experience, he was able to
complete the grand monumental painting project
in just nine months, achieving outstanding results.

The profound social impact of the monumental
paintings at Beijing International Airport is largely
explained by the fact that their artistic form tran-
scended the traditional boundaries of the time, of-
fering people a completely new visual experience.
This innovative approach not only demonstrated
the value and place of monumental painting but
also embodied in artistic form the ideals and per-
ceptions of Chinese authors about national identity.
They skillfully combined traditional Chinese culture
and folk art with other artistic forms, presenting the
monumental paintings of the airport to the world,
which created an opportunity to promote Chinese
culture globally. The creation of the painting cycle
for Beijing International Airport became a symbol
of the “"revival” of monumental painting. Their influ-
ence also stems from the progressiveness of artis-

5. Zhu Qianfu. «Zhang Ding: The Recovery of Lost Territories»
[J1. Chinese People’s Political Consultative Conference, 2005,
(Issue 8), pp. 54-55. sk F K. (kAT B k) ). HEEH,
2005, (5581), 54-55T1.

tic concepts and the encouragement of innovations
in other forms of painting, both conceptually and
formally. The leading creators of the monumental
paintings at the airport, such as Zhang Ding (5&1T),
Zhu Danian (i X4E), Yuan Yunpu (GRi=H), Yuan
Yunsheng (Riz4), and others, possess profound
academic knowledge and practical experience in
creating projects in both thematic and expressive
aspects. It is especially worth noting that since its
founding in 1956, the Central Academy of Applied
Arts has attached great importance to the study of
decorative art. Due to its emphasis on decorative-
ness, special attention was given to the compo-
nents of form and beauty, as well as to the pursuit
of understanding the laws of art.

At the end of the 1970s, another significant event
occurred in the field of monumental painting. In
1978, Hou Yimin (fE—R) from the Central Acad-
emy of Fine Arts, with the support of the Ministry
of Culture and the academy itself, formed a group
of seven people in the Oil Painting Department to
work in the field of monumental painting. The group
was led by Hou Yimin, and its members included
Zhou Lingzhao (4 4!), Deng Shu (X3&), Li Huaji
(ZF{£E), Liang Yunging (iz75), Su Gaoli (7&4%L),
and Zhang Shiyan (5k/Z). Later, they were joined
by Zhang Shicun (5K t#%), Yuan Yunsheng (Riz
), Wang Ximin (EEER), Wang Wenbin (E3X#),
Qin Ling (2&1%), Gao Zongyin (552 2&), and others.
In 1980, Zhang Songnan (5k%iRg), Lou Jiaben (%
% AK), Sun Jingbo (F§3K), and Hua Qimin (f£H
#7) joined the teaching staff. In the following years,
other students such as Dai Shihe (1), Cao Li (& 1),
Ma Lu (§&), Li Linzhuo (Z2#£3), Han Jinbao (4%
=), Chen Renyu (B A %£E), Tang Mingyue (FENS &),
Zhao Songgqing (&%), and others studied there.
They completed monumental projects for the ed-
itorial office of Dingmin Ribao ( {(REHR) ), the
Cancer Institute of the Chinese Academy of Medi-
cal Sciences, the Huadu Hotel, and others, including
works such as “A Hundred Flowers Bloom” ( { & %&£
FFY ) (il1.2) by Hou Yimin and Deng Shu (1979),
“The Clear Waters of the Li River” ( GE/KZFHE) )
(il.3) by Zhang Shiyan (1979), “Song of Mountains
and Rivers” ( {W3F4) ) (ill.4) by Wang Wenbin
(1980), “The Rivalry of Magnificent Peaks of Huang-
shan” ( {ELLZFIESFE) ) (ll.5) by Liang Yunging
(1979), and "Flower Mountain” ( {F£R1) ) (ill.6)
by Qin Ling and Gao Zongyin (1980). These works
were created based on observations and sketches
made on location, providing a solid foundation and

Ill. 4. Wang Wenbin (E3X#), «Song of Mountains and Rivers»
(LA, 1982, acrylic, 2400 x 560 cm. Huadu Hotel, Beijing.

IL5. Li Hongyin (Z=3BEf), «The Rivalry of the Magnificent
Peaks of Huangshan» (& LI &71&4%3), 1980, mosaic, 362 x 1960
cm. Chinese Academy of Medical Sciences, Beijing.

confidence in the execution process, giving the im-
ages in the paintings authenticity and depth. This
underscores the strict adherence to the traditions
of realism upheld by the Central Academy of Fine
Arts and the serious attitude towards art. Hou Yimin,
who at that time headed the Department of Mon-
umental Painting at the Central Academy of Fine
Arts, was also a versatile artist embodying a wide
range of artistic skills and knowledge.

Hou Yimin (f&—E), born in 1930 in Hebei Prov-
ince, began his artistic journey by studying Chinese
painting under Chen Xiaoxi ([/]\;&), a disciple of
Qi Baishi (383 7). In 1946, he entered the National
Academy of Arts in Beiping (B4t % %), where
he studied under such masters as Xu Beihong (&
AR318) and Wu Zuoren (24£.A), turning his focus to
Western painting. This period of study enabled him
to deeply understand and master Western painting
techniques. From 1954 to 1957, Hou Yimin studied
oil painting at the Central Academy of Fine Arts un-
der the guidance of Maksimov, which further re-
fined his skills in oil painting. In 1958, he became
the deputy director of the Oil Painting Department
at the Central Academy of Fine Arts. Hou Yimin
worked in many areas of art and was a master of oil
painting, monumental painting, Chinese painting,
ceramics, sculpture, and archaeological expertise.
He strove to synthesize Chinese and Western art,
and his works are extraordinarily realistic. He was
also one of the designers of the third and fourth
series of Chinese yuan banknotes. In recent dec-
ades, Hou Yimin actively engaged in ceramics, pos-
sessing deep knowledge in this field and the ability
to select glazes independently. He was one of the
first to apply high-temperature colored glaze in
sculpture and painting, which allowed him to easily
complete his first glazed work, “A Hundred Flowers
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L 6. Qin Lin and Gao Zongyin (&% SR%), «Flower
Mountain» (#81l), 1980, mosaic, 500 x 3000 cm. Huadu
Hotel,Beijing.

IlL.7. Hou Yimin (f&—[&), «The Great Wall of Flesh and Blood»
(M A, 71989, ceramic, 1900 x 450 cm. National Museum of
China.

Bloom” ( {E#FFHY ) (ill.2), in 1979. His work is
characterized by rich and vibrant colors, demonstrat-
ing the excellent prospects of using colored glaze
in monumental painting. The painting "Blood and
Flesh — Our Great Wall” ( {1fn &A%Y ) (ill.7), cre-
ated by him for the Museum of the Revolution, has
a contemporary theme and exerts a positive influ-
ence on the public, reflecting the artist's social re-
sponsibility. His wife, Deng Shu (XB3&), who came
to Beijing from the old liberated areas, became fa-
mous throughout the country thanks to her New
Year painting "Defending Peace” ( {(f£REFIF) ). In
1955, she studied oil painting at the I. E. Repin Len-
ingrad Institute of Painting, Sculpture, and Archi-
tecture. After completing her studies in 1961, she
returned to China and continued working at the
Central Academy of Fine Arts as a teacher, leading
courses in oil painting and artistic ceramics. Her cre-
ative work was dedicated to serving the state and
the people, reflecting the spirit of the era through
realism. Deng Shu'’s collaborative works with Hou
Yimin, such as the monumental paintings "A Hun-
dred Flowers Bloom"” and “Song of the Great Chi-
na" ( {#£E>3) ), showcase her mastery in the
“art of color management.”

In fact, it has always been rare to find artists ex-
clusively engaged in monumental painting without
being involved in other forms of art. Even masters
such as Wu Daozi (Ri&F), revered by monumental
painters as the founder of the genre, possessed skills
in figure painting, landscapes, and scrolls. Michelan-
gelo gained fame not only as a sculptor and archi-
tect but also as a master of monumental painting.
Some Western European masters, such as Matisse,
Picasso, and Miro, created individual works in the
genre of monumental painting, although they are
not considered classical monumentalists. “Among
contemporary Chinese monumental painters, a sim-
ilar trend is observed. From the older generation,
Zhang Ding (5&1T) was a master of Chinese painting
and applied arts; Wu Zuoren (£4£.A) was known as
a master of oil painting and Chinese painting; Zhu
Danian (¥ K4E) was a master of ceramics; Zhou
Lingzhao (J&44l)) excelled as a decorative artist.
Among middle-aged and younger artists, many have
achieved significant success in oil painting, Chinese
painting, sculpture, and applied arts. The diversi-
ty in monumental painting, like ‘a hundred flowers
blooming simultaneously,” is inseparable from this
phenomenon of integration and synthesis, which is
an important driving factor.”® In the 1980s, many
influential monumental artists emerged in China.
Their creativity in monumental painting was full of
inspiration and continued without interruption. At
the same time, they actively contributed to the de-
velopment of monumental painting by engaging
in the planning and organization of work at vari-
ous levels and stages. Thus, they became true ac-
tivists in the field of monumental painting of their
generation.

6. Committee on Modern Chinese Art. “The Complete Collection
of Modern Chinese Art. Monumental Painting” [M]. Liaoning
Fine Arts Press, 1997, p. 20. FEIIREAREEZRE. (F
ERRERELE LSBALE) M] I TEAL AR, 1997,
20T1.
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LLIKOJ1bl N UHHOBALUW: MOHYMEHTAJIBHAA
XKMBOTMNCb KNTAA NMEPNOAA
PEOOPM 1 OTKPBITOCTW

AHHomayus: MpepcTaBaeHbl U3BECTHbIE MPOEKTbI MO-
HYMEHTabHOW XMBOMUCK 1 UX aBTopbl. Ocoboe BHU-
MaHue yeseHO UCTOPUN CO34aHNsA MOHYMEHTaIbHOMO
LUMKNa KapTUH 415 TeKMHCKOro MeXAyHapOAHOro aspo-
nopta. AHaNN3MpPYOTCS HOBM3HA Y 3HAUNMOCTb HOBaTOP-
CKWUX MOWCKOB Xy,0XXHUKOB MOHYMEHTaNbHOrO NCKYCCTBa
B KOHTEKCTE XYAOXECTBEHHbIX U COLMaNbHbIX MPOLECCOoB.

Pa3BuTME MOHYMEHTaNbHOM XXUBOMUCK B CO-
BpemeHHoM KunTae n obpasoBaHue B 37O obna-
CTU MOAYYMAN 3HAUNUTENbHBIA UMNY/IbC Baarogaps
CTabuNbHbIM OBLLECTBEHHbBIM YCNOBUAM, CNOXMNB-
wumcsa B Hoeom Kntae. CoBpeMeHHOe pa3Butme
MOHYMeHTaIbHOW XurBonucK B Kntae Takxe ycnewu-
HO Bnarozaps pacnpocTpaHeHUto obpa3oBaHms
B 06/1aCTV MOHYMEHTaIbHOWM XMBOMUCK, @ TakXKe
oT Nto6BU 1M NPeAaHHOCTN 3TOMY UCKYCCTBY, Mne-
pesaBaemMol U3 MOKONEHWUS B MOKONEHNE MOHY-
MEeHTaNbHbIX XyA0XHWKOB. CTapluee nokoneHue
XYAOXHUKOB COXpPaHMAo rnybokme sMoLnoHanb-
Hble CBA3N C MOHYMEHTAbHOM XWUBOMUCHIO, U 3TW

Knroqeseie cnosa: MoHymeHmaneHas xusonuce, Peghop-
mbl U Omkpsimocme, Llkona Cro balixyHa, Lkona YxaH
Tyaretoll, LleHmpaneHas akademus U3AWHbIX UCKYccms,
LleHmpaneHsIli uHCMumym npukaadHo20 UCKyccmaa,
WHHosayuu e uckyccmeae, [NekUuHckul Mex0yHapooHsIl
asponopm, KynemypHas udeHmu4Hocme, [nobanuzayus
uckyccmea.

rozibl 6epeXKHoro OTHOLEHUs K Hacieanto B cde-
pe MOHYMEHTaNbHOM XUBOMUCK Havaan NPoOsiB-
NIATb CBOO XM3HEHHYHO CUJYy NOC/Ae OCHOBaAHMA
Hosoro Kuras.

[Mocne ocHoBaHuA HoBoro Kutas coBpemeH-
HOe KuTaickoe n306pasnTenbHOe UCKYCCTBO B OC-
HOBHOM 6b1210 CGOPMUPOBAHO ABYMS BaXKHbIMU
XyZ,0XKeCTBEHHbIMW HanpasaeHuamMu. "Ha obuem
YPOBHE, B CTPYKTYpPe COBPEMEHHOIO KUTaMCKO-
ro XyZo>KeCcTBeHHOro obpasoBaHua Bcerga cy-
LLlecTBOBaAM ABe BeAyLiMe LWKOAbl NN, TOUHEE,
[Be CUCTeMbI XXMBOMUCK, OKa3asLlUMe BAMAHME Ha
pa3BMTME COBPEMEHHOIO KMTAMCKOro n3obpasu-
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Te/IbHOrO UCKYCCTBA: OZHa OCHOBaHa Ha wkose Cro
BanxyHa (1R3E8), BkArOUas Xy40KECTBEHHYH) LWIKO-
Ny fiHbaHb U TPAAULMM COBETCKOM N POCCUIACKOWN
LWKONbl n306pa3nTenbHOro uckyccrea LieHTpanb-
HOW aKaZeMum U3ALLHbIX nckyccTs (F 35 R ZF5);
Apyras — 370 cMcTeMa AeKopPaTUBHOW XMUBOMUCK
LleHTpanbHOro MHCTUTYTa MNPUKNAZHOTO UCKYCCTBA
(R TZ EARFBR), paspabotaHHas YxaH MyaHbto
(5K FE=F) v YxaH AuH (5K1T)."" 21 gBa Hanpasae-
HWUS COBEPLUNAN CMENble MHHOBALMW U MOMbITKN B
XyHA0XKECTBEHHbIX KOHLEMNLMAX, METOAaX TBOpYECTBa
1 obpazoBaTesibHbIX MoZensx. OHW OKasanu 3Ha-
unTesbHOE BAUSHUE HAa MOHYMEHTa/lbHOE UCKYC-
cTBO nocne nepunoga Pedopm n OTkpbiTocTM KnTas,
onpezesvav HOBble MyTW Pa3BUTUS A5 KATANCKO-
ro0 MOHYMEHTa/bHOIO MCKYCCTBa. ITO pPa3BUTME
noka3sblBaeT, Kak KyJbTYPHOE M XyJL0XeCTBEHHOE
pa3sHoobpa3une Kutas, Tak n ero cnocobHoOCTb K
afjanTaummn 1 MHHOBALMAM, YTO BaXXHO ANS Aab-
HEeWLWero pa3BuTUa U rnobanmsaunm KUTamcko-
ro UCKycCTBa.

lWkona Cro balixyHa LleHTpanbHOW akageMuu
M3SLLHbIX NCKYCCTB OKa3sana rnybokoe BAUsHME Ha
KWUTaMCKYyHo XXMBOMUCHYO chepy, Baarogaps yHU-
KaJlbHOW peanucTUUYHOM XMBOMUCKU. DTa LWIKO/a
npuAasana OrpOMHOE 3HaueHre PUCYHKY, paccMa-
TpWBas ero Kak OCHOBY M Hayajso MacTepcTBa B
KMBOMUCK, a TakXKe CUUTast ero XXM3HEHHOMU un-
HWen xmBonucn peannsma. “OceHbto 1958 roza
B MasieHbkoM gBope B Mogankoy(# 83 ), Ha 3a-
nage lMeknHa, Monogble cTyaeHTbl LleHTpanbHO
aKaZemmmn N3sALLHbIX NCKYCCTB CUAEAN BOKPYT Of-
Horo 13 npoheccopos, nepesasas Apyr APYry ero
pyKOMuCK, caenaHHble B nelepax AyHbxyaHa, 1
TakK Hayaacs HeobbIYHbIN YPOK MOHYMEHTaNbHOWN
XNBOMUCK... ITUM npodeccopom 6bin lyH CnB3Hb
(E# ), a CTYAeHTbl BOKPYT Hero BkAYann YxyH
XaHb ($0), Jn Xyausm (F{LF), QyH OyuxaH (B
18E), Cun Nadb (IPBE), Ysanb UanbcuH (fRALE)
n YxaH Jln (5KFF) v gpyrve.”? B Tom e rogy Ha
OTAENEHUN MACASHOW XuBonucu LieHTpanbHon
aKajeMum U3SLLHbIX UCKYCCTB Hauyaau paboTatb
AyH CuBaHb 1 L3nHb YxunnmHe (8F Z#K), koTo-

1. Jlto CuHb . Cuctema feKopaTUBHON XKMBOMUCU B UCTOPUN UC-
kycctBa Kntas XX Beka — XyZ0)KeCTBEHHBbIN KOHTEKCT 1 Tpa-
AvLnm yuebsbl LieHTpasbHOM akageMum NpukaagHoro nekyc-
crBa[J]. «[exkopauwnsa», 2014, (Bbinyck 9), cTp.44-46. 00.2000
HEEALFNRBLEFR—PRTZERFERNZAX
BRFnZe 2% 55 ()] 4215,2014, (5 9HA) 44-46 T1.

2. Jln Xyausu . «Bo3poxkaeHne MOHYMeHTaNbHOW >KMBOMUCK
6narogapsa [lyHbxyaHy», «Kutalickas HauMoHanbHas rane-
pes», 2008, N21, cTp. 23. L H (BEMEHENTHE),

(FREZEATE) 2008£F 5 15, 23TT.
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pble cneunann3npoBainch Ha n3obpaxeHun ou-
rTyp n cBOMMM paboTamu o6befUHUAN TpaNLLIUN
peannsma B nckyccrese Coetckoro Cotosa c feko-
pPaTUBHbLIM AyXOM KNTaNCKOW TPaAULLMOHHOM XW-
BOMWUCHK, BKItOUAs ApKMe LBETa MOHYMEHTANbHOM
>Kusonucn [lyHbxyaHa. BcmomuHas y4eHnKoB, KOTo-
pble yunauce B Mactepckort [lyH CuaHa ¢ 1958 no
1964 rog, MOXHO yBUAETb, UTO Takme GUrypbl, Kak
v Xyaugaw, J1aH FOHbUMH (Ri57E), FOaHb FOHbLSH
(FRIz4), Jlto BuHuzaH (X)5E3T) v Yxan CyHHaHb
(5KMFg), He TONIbKO CTanu 3aMevaTesibHbIMUN Me-
Jaroramu, npenozaBatensiMn OTAeNEeHUS MOHY-
MEeHTaNbHOW Xusonucn LleHTpanbHON akagemumm
N3ALLHBIX NCKYCCTB, HO WU BHEC/IN 3HAUNTE/IbHbIN
BKJ1aZ, B Pa3BUTNE MOHYMEHTalbHOM XUBOMUCK
Kutas B nocneaytoLine rogbl.

UskaH lyaHbtol (5K JE5F) M3BeCTeH Kak "ocHOBa-
Te/Nlb COBPEMEHHOIO KMTANCKOro AEeKOPaTUBHOIO
nckycctea”. OH NpoBén obLwMNpHbIE NCCneoBa-
HNS KMTAWCKOTO UCKYCCTBA U MUGONOTUN Pa3HbIX
3MOX M YCMeLWHOo ajanTnpoBaa CBEXnNe naeun uns
COBPEMEeHHOro 3anasHoro nckyccrea. “Lkona ba-
yxayca B [epMaH1KN, COBETCKUIA KOHCTPYKTUBM3M,
MeKCUKaHCKas MOHYMeHTalbHas >XXMBOMUCb B CO-
BPEMEHHOM CTUEe U HEMELKNI 3KCMPEeCCMOHM3M
OKasaan Ha Hero 3HauuTenbHoe BanaHue" > Korga
UkaH AunH (5K17T) 6bIn B Hauane cBoero TBopue-
ckoro nyTu, YxkaH l'yaHbtoi, obnagatoLmii NPOHMU-
LaTeNbHbIM B3rN840M, OTKPbIA €ro TafaHT 1 cTan
€ro XyJ0>XecTBeHHbIM HacTaBHUKOM. LLikona xwu-
BONUCK LleHTpanbHOro MHCTUTYTa NPUKNALHOIO
nckyccTBa bblna OprMeHTUPOBaHa Ha 3CTETUKY Je-
KOPaTMBHOIO MCKYCCTBA, CTPEMSACh B CBOMX pabo-
Tax Hac/seZo0BaTb M OXUBAATb AyX AEKOPATUBHOIO
NCKyCCTBa MHCTUTYTa. Neaarorn Xyf0XXKHUKN CMOTAK
BbIPa3nTb B CBOEM TBOPYECTBE HOBbIN AyX Bpeme-
HW, obpaLlaschk K aneMmeHTam rpadukmn. Kpome toro,
npuemMbl TPagULIMOHHON M HAPOAHOM XUBOMUCK
OpraHWYHO COYEeTaANINCh C METOZAMM AEeKOPATUBHO-
ro MCKYCCTBA, ONOJIHEHHbIE MOHUMaHWEM Bblpasu-
TENbHOCTN N KPacoTbl CTUN30BaHHbIX 3/1IEMEHTOB.
Ecnm YkaH MyaHbroW nocean ceMeHa aekopaTumB-
HOTO MCKYCCTBA M OCHOBAJ LUKOY AeKOPaTUBHOIO
ncKyccTBa, To YUxaH [JnH ctan ero HacheaHMKOM,
nocaejoBaTesieM B PacipOCTPaHEHUN N Pa3BUTUM
HOBbIX MAel B uckyccrtae. “B 1957 roay B otaene-
HUW gekopaunin LleHTpasibHOro MHCTUTYTa Npu-

3. YxaH MuHwy, X3 Li3e . BcTpeya n no3HaHMe, HacTaBHUK
n apyr — YxaH [luH n Yxan lNyaHbron[J]. «[lekopaums»,
2017(10): 4, cTp.40-43. T ARET & AR IBARAN, IR B IR A ——
AT 55K IEF].4515,2017(10):4, 40-43T1.

KnafHoOro uckycctea 6bia co3saHa MacTepckas
MOHYMEHTaNbHON XKMBOMWCK. B Hell npenogaBa-
nn YxaH MyaHbtol, YUxaH AuH, Yy JaHbaHb (17
AE), FoaHb HOHbNOY (FRIZH), AHb WaHas (=&
&), YxaH FodaHb (GKEE) n apyrve”.* 3HaueHne
3TOW WKOJbl NPOABMAOCE Yepe3 20 fieT B 3HAMEHN-
TOM MpPOeKTe MOHYMEHTaNbHOM XUBONUCK [eKnH-
CKOro MeXAyHapoAHOro aspornopTa. LieHTpanbHbiii
MHCTUTYT NPUKNAZHOIO UCKYCCTBA OTKPbIT U TONe-
paHTeH, cnocobeH nepecekaTb rpaHNLLbl BPEMEHMY,
CUHTEe3MpOBaTb KUTaCKoe 1 3arnafHoe UCKYCCTBO,
00beaUHAA KUTANCKOE TPAAULMOHHOE HapOAHOe
NCKYCCTBO, FOHYapPHOE UCKYCCTBO, KUTAMCKYH ©
3anazHyr0 MOHYMEHTAbHYIO XMWBOMWCh, a TakXe
CTaHKOBYO XMBOMMWCb B NpoLecce KOMMIekCHO-
ro oby4yeHus, 4to onpesensier nyTb Pa3BUTUSA CO-
BPEeMeHHOro 1CKyccTBa.

CaMbIM 3aMeTHbIM cobbITMeM B chepe MOHY-
MeHTanbHON xusonucu Knutas B 1979 roay, Heco-
MHEHHO, CTaso 3aBeplleHne paboT Haj LMKAOM
MOHYMEHTa/IbHbIX KapTUH AN5 3an1a oxugaHus MNe-
KMHCKOro MeXJaAyHapoZHoro asponopTta. [poekT
Hayancsa ¢ npeaaoxeHus paxkaaHcKom aBraumum
Kutas, koTopoe 6b110 0f06peHo pykoBoACTBOM [0-
cysapcTBeHHoro coseta Kutas. Mog pykoBoACTBOM
UskaH JuvHa (3K1T7), aekaHa LleHTpanbHOro nHCTMTyTa
NPUKAAZHOrO UCKYCCTBA, XyAOXHUKM CO34anu MO-
HYMEHTa/IbHble KapTUHbI AN a3pOnopTa, 3a/7105K1B
OCHOBY COBPEMEHHOW KNTANCKOW MOHYMEHTa/IbHOWM
sxmBonucn. Cam YxkaH AunH Takxke ncnoaHua pabo-
Ty B TEXHUKE KJIeNKOBON XmBonucy “Hauxa 6opet-
ca ¢ gpakoHoM” ( {BRAEME)Y ) (nan.1). B kauectBe
rNaBHOrO PYKOBOAWUTENSA NPOEKTa MOHYMEHTabHOW
KMBOMUCK B a3ponopTy, YxaH [AunH 6bin nctopu-
KOM WMCKYCCTBA C LWWMPOKNUMU 3HAHUAMWU N YMEHW-
AMK. Ero TBOpUECKMiA OMbIT OXBaTbIBal KOMUKCbI,
fepeBsiHHblE pe3Hble paboTbl, HOBOrOAHWE KapTu-
Hbl, MpOMaraHANCTCKME NaakaTbl, KUTANCKYH KUBO-
MNCb, MOHYMEHTaIbHYO KMBOMWCh, CyXOW LUTPUX B
KMTaNCKOW Men3aXKHOM XXMBOMUCK, TOCYAapCTBEH-
HbIN UMWUIXK-AM3alH, AM3aliH MOYTOBbLIX Mapok, je-
KOpaTWBHble 3HaKW, A13alH BbICTaBOK, Kanaurpadpumto
1 Tak fanee. "Bo Bpems Bennmkoro npom3BoaCTBEH-
HOro ABuXeHunsa B AHbaHe YxaH [vH v gpyrue op-
raHM30Ba/W BbICTaBKYy B BOEHHOM 3a/e, KOTOPYH
MOCeTUNN aMmepuKaHCKMe BOEHHbIe HabaoaaTenu un

4. YxaH LWnsaH. XpoHnka coBpeMeHHOW MOHYMEHTaNbHOM XU~
Bonuncy Kutas. «CTo n1eT MOHyMeHTabHOM xumBonucu B Ku-
Tae»[M]. 3gatenbctBo Kntanckowm apxutekTypHOU 1 CTpou-
TeNIbHOW NpoMmbIWIeHHOCTH, 2004, cTp.598. Sk it . R E KK
geuisEfRk PELSERSETEMLPERAT
H hR#t,2004.598T71.

MHOCTPaHHble XypHanncTbl. OHW BbICOKO OLLEHUN
BbICTaBKY, 3asiBMB, YTO He BMAEAN HUYEro nofobHo-
ro B YyHuuHe. lMo3gHee Mao LI33ayH fan BbicTaBke
no3yHr ‘byabTe nyulle, nporpeccupyinte’. braroga-
psA CBOEMY XyAO>eCTBEHHOMY BKycy Y>xaH [uH B
nTore 3aBoeBas NpPU3HaHWe U Noaaep>XKy AHba-
HA."> B roabl BOVHbI OH 6bla FMaBHbIM AM3alHEPOM
BbICTaBOYHbIX MEPOMPUATUI B fAHbaHe, NpoABUras
naero "yanyHoro ncKyccrea” v yyactBoBas B AN-
3allHe yKpalleHuWs roposa A5 r1aBHOro napazja Ha
naowaan TaHbaHbM3Hb. TakM obpa3om, obrasas
OBLWMPHBLIMM 3HAHUAMW Y MPAKTUYECKNM OMbITOM B
06,1aCTN NCKyCCTBa U An3aiiHa, a Takxke byayun ae-
KaHOM LleHTpanbHOro MHCTUTYTa NPUKNAZHOTO UC-
KyccTBa, YxaH [uH obnazan TanaHTOM yrnpaBieHus
N KOopAnHaLuuun. baarogaps 60bLLIOMY OMbITY, OH
CMOT 3aBEPLUNTb FPaHAMO3HbIV NPOEKT MOHYMEH-
TaJlbHOW >XXMBOMWCK BCETO 3a AEBATb MECALEB, AO-
OUBLUNCH BbIAAMOLLMXCA PE3Y/IbTATOB.

Inybokoe coumanbHOe BO3AENCTBUE MOHYMEH-
TaNbHbIX KapTUH MNMeKMHCKOro MeXayHapoaHOro
a’pornopTta BO MHOTOM OOBACHAETCA TeM, UTO MX
XyAoXecTBeHHas ¢opMa npeogonena TpagnLmMoH-
Hble paMKW TOro BPEMEHMW, NPEefOCTaBAAA NHOAAM
COBEPLUEHHO HOBbIV BU3YyaibHbl OMbIT. 9TOT HOBa-
TOPCKMIA MOAXOZA He TOJIbKO MoKa3a LLeHHOCTb U Me-
CTO MOHYMEHTa/NIbHOW XXMBOMWUCK, HO U BOMJIOTWA B
XYZOXECTBEHHOW dopMe naeanbl N NpescTaBAeHs
KWTaMCKMX aBTOPOB O HaLMOHaNbHOM UAEHTUUYHOCTH.
OHW TanaHTAMBO COYeTanun TPagNLMOHHYIO KUTal-
CKYHO KYJbTYPY Y HapOAHOE UCKYCCTBO C APYrUMU
XYA0XXECTBEHHbIMU POpMamMK, MPeacTaBAsAs MOHY-
MEHTa/IbHYH0 XWBOMWCb a3ponopTa MUpy, 4YTo OT-
KPblJI0 BO3MOXHOCTb A5 MPOABUXKEHUS KYNbTYpPbl
KuTanckoro Hapoga. Co3gaHune uukaa KapTuH Ass
MeXayHapoAHoro asponopTa [ekrHa cTano cnmBo-
JIOM «BO3POXAEHWUS» MOHYMEHTaIbHOW XXMBOMUCK.
VX BAnsIHME TakKe NpomncTekaeT 13 MPOrpeccuBHO-
CTW B XyZ,05KECTBEHHbIX KOHLLEMLMAX 1 CTUMYANPO-
BaHWA MHHOBALMIA B Apyrux GopMax >XMBOMUCK Kak
B KOHLLeNTyasbHOM, Tak 1 B pOpMasibHOM OTHOLLE-
HuK. Begyline cossateny MOHYMeHTabHbIX Kap-
TUH a3ponopTa, Takme kKak YxaH AuH (5K17), YUxy
JanbaHb (1K), FOaHb FOHbNoy (FRI=H), HOaHb
FOHbLWAH (FRIZA) 1 Apyrue umetoT rnybokve aka-
AemMuyeckme 3HaHUs 1 0bnajatoT NpakTUUYeCcKnm
OMbITOM CO3/aHWNs MPOEKTOB Kak B TEMaTUYeCkoM,

5. Yxy UsaHbdy . YxaH [uH: Bo3spallieHre NoTepsaHHbIX 3e-
menb[J]. «<Kutalicknii MOAUTKOHCYNbTaTUBHbIN coBeT», 2005,
(Bbinyck 8), cTp.54-55. KFKIK(T: WE K] FEIK
17,2005, (55 84f).54-55T1.
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Tak 1 B Bblpa3nTenbHOM acrekTax. OcobeHHo cTo-
UT OTMETUTb, UTO C MOMEHTa CBOEro OCHOBAHUSA B
1956 roay LleHTpanbHbIA UHCTUTYT NPUKAALHOTO
NCKyCCTBa NpuaaBan 60/bLIOe 3HaYeHme UCCneso-
BaHWIO AEKOPATMBHOIO MUCKyCcCTBa. 13-3a akueHTa
Ha AeKopaTMBHOCTM 0coboe BHYMaHWe yaensnoch
COCTaBAAOLWMM GOPMbI KPacoTbl U CTPEMAEHUIO K
MOHUMAaHUIO Xy0XXECTBEHHbIX 3aKOHOB.

B koHue 1970-x rogoB B 061aCTV MOHYMEHTab-
HOW XKMBOMMCY NMPON3OLLIO ELLE OAHO 3HAUNTENb-
Hoe cobbiTve. B 1978 rogy Xoy NmuHb (Ff—R) 13
LleHTpasbHOM akafeMum U3SILLHBIX UCKYCCTB C MOA-
Aep>XKoi MUHUCTEPCTBA KyAbTypbl U CAaMOW aka-
AeMUU co3jan B OTAENEHUN MACASAHOM XUBOMNCK
rpynny n3 cemMu YesioBek A/ paboTbl B chepe Mo-
HYMeHTabHOW XuBonucu. Fpynnoi pykosoaun Xoy
NMu1Hb, a eé uneHamu 6biam Yoy JinHuxao (&4
1)), O3n LWy (RB3E), Jn Xyausn (4L ), NlaH FOHb-
unH (F1z75), Cy Taonm (FHe%L), YxaH WnbsaHb
Bk Z). 3aTeM K HUM npucoeanHmancs Yxan LWn-
LyHb (5K 14%), FOaHb HOHbWAH (RIE4), Ban Cu-
MuHb (FEER), BaH BaHbbuHb (F3XHMS), UnHb JInH
(&%), Tao 3yHbUH (5 5R%) n apyrve. B 1980 roay
B npenojaBaHue Bkatoumamch Ysxxan CyHHaHb (5i
MiFg), Jloy L3a63Hb (125 A), CyHb L3nHb0 (Fhe
JK), Xya Linbmunb (F£E&). B nocneaytowime roabl
3aech yunauck Jan Wwxa (B +F0), Lao /v (B 1),
Ma Ny (B§&), Jn NIuHbuxyo (Z=#REK), XaHb LI3nHb-
6ao (F54 =), YsaHb Panbiont (FRA%EE), TaH MuHbBIO3
(BB &), Yxao CyHumH (X & F) v apyrue. cnon-
HWa MOHYMEHTaNbHble NPOEKTbl A8 pefakLuu
“OnHMUHBL Xnbao”, MHctutyTa oHkonorumn Kntan-
CKOW aKkaeMumn MeuLMHCKIX HayK, oTens Xyady 1
Apyrux, Bkaroyas npounssegerus “Cto LBeTOB pac-
usetatot” ( { EHFFIY ) Man.2) Xoy MuHs n [3H
LLly (1979), “UncTbie Boabl pekn Jn" ( GEKEE)Y )
(nnn.3) Yxan Wubana (1979), “TecHb o ropax u
pekax” ( {STHY ) (unn.4) BaH BaHbbuHa (1980),
“ConepHNYecTBO BEIMKONEMHBIX MMKOB XyaHLlaHa"
((ELFIESEE)Y ) Man5) Nad FOHbumHa (1979),
“LiseTouHas ropa” ( {fEER WY ) Man.6) UnHb Nlnns
1 Fao 3yHburHa (1980). 3T paboTbl HbiAK CO34aHbI
Ha OCHOBe HabAtoAEeHWI 1 3CKM30B Ha MEeCTHOCTH,
yTo 0becneumnsio LOCTaTOUHYH OCHOBY U YBEPEH-
HOCTb B NMpOLLecce X UCMOJHEHWS, MPUAaB M306pa-
KEHWSAM B KapTUHE AOCTOBEPHOCTb U IyOMHY. 310
noAYEpKMBaeT cTporoe cobaroserue LieHTpanbHo
aKafeMuii U3SILLHBIX NCKYCCTB TPAAULMIA XXMBOMU-
W1 peannsmMa 1 cepbE3Hoe OTHOLLEHME K NCKYCCTBY.
Xoy VIMunHb, BO3rnaBsBLLMI B TO BpeMs Kadeapy
MOHYMeHTaNbHOW XunBonucn LleHTpanbHoM akaze-
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MWW U3SLLHBIX UCKYCCTB, TakoKe Obl1 YHUBEPCaNbHbIM
XYZOXHMKOM, ONNLLETBOPSHOLLMM LUMPOKMIA CNEKTP
XYAO0XXECTBEHHbIX HAaBbIKOB W 3HaHWN.

Xoy imnHb (fE—R), poavswiics B 1930 rogy
B NMPOBUHLMIN X363/, OH Hayan CBOW Xy0XKeCTBEH-
HbIV NYyTb, N3y4as KUTANCKYHO XMBOMUCL Yy Y3Hb Cso-
an (BR/INVE), yueHnka Uu Banwm (5FE ). B 1946
rogy oH noctynua B HaumoHanbHYH akagemMuio
nckyccts MNekvHa (EzJEF 2 %), rae obyvanca y
Takux MacTepos, kak Cto BarxyH (fRIKIE) n Y Lizy-
op3Hb (R{EAN), 06paTUBLLNCL K M3yUeHUtO 3anaj-
HOW >XMBOMUCK. ITOT Nepuno 0byyeHns NO3BOAN
emMy rnyboKo MOHATb U OBAaZEeTb 3aMaZHOM XU-
Bonucbro. C 1954 no 1957 rog Xoy IMuHb yunn-
CA B KJlacCce MacasiHOM xuBonucu LleHTpanbHOM
aKaZeMuu U3ALLHBIX UCKYCCTB MO PYKOBOACTBOM
MakcnmoBa, uTo yraybuno ero HaBbikv B o6i1actu
mMacnsHou xueonucun. B 1958 roagy oH ctan 3ame-
cTUTENem aupekTopa kadeapbl MacasHOM XMBO-
nucm LleHTpanbHOM akageMunm n3sLLHbIX NCKYCCTB.
Xoy NMuHb paboTan BO MHOrmMx obaactsax Uckyc-
CTBa U 6blN MacTepPOM MacCASHON XMBOMUCK, MO-
HYMEHTa/IbHOM XXUBOMUCK, KUTANCKOM XKMBOMUCH,
KepaMmKK, CKyAbNTypbl N apXeONOrn4eckom 3KC-
neptnsbl. OH CTPEMUACS K CUHTE3Yy KUTalCKOro U
3amnajHoro UCKyccTBa, U ero paboTbl HeobbIYaHO
peanncTnyHbl. OH Takxe 6bla OAHVM U3 AM3alHepPOB
TPeTbero 1 YeTBEPTOro KOMIM/IEKTOB KMTANCKKMX toa-
Hei. B nocnegnve gecatunetus Xoy VIMWHb akTUBHO
3aHMMancs Kkepamukon, obnagas rnybokumm 3Ha-
HUAMM B 3TOK 06NaCTV U YMEHUEM CaMOCTOATENb-
Ho noabupaTtb rnasypb. OH OblN OAHUM 13 NEPBBIX,
KTO MPUMEHWA BbICOKOTEMMEPATYPHYHO LBETHYHO
rnasypb B CKY/IbATYPE U XXMBOMUCK, UTO MO3BOJINIIO
emMy B 1979 rogy nerko 3aBepLunTb CBOKO MEPBYHO
rnasypoBaHHyto paboty “Cto uBeToB pacLBeTatoT”
( (BT ) Man.2). Ero pabota otanvaertcs 60-
raTbIMV 1 APKUMU LiBETaMW, eMOHCTPUPYA npe-
KpacHble NepcrnekTBbl MCNOb30BaHWA LBETHOM
rnasypu B MOHYMeHTanbHOW xunsonucu. CospaH-
Haa um ans Mysesa peBoatoumm kapTrHa “KpoBb u
naoTh - Hawa Benvkas ctena” ( {MEHEHE) ) man7)
MMeeT COBPEMEHHYHO TEMATWKY U OKa3blBaeT MoJo-
XUNTeNbHOe BANAHME Ha ObLLEeCTBEHHOCTb, YTO OT-
paxkaeT coLManbHyt0 OTBETCTBEHHOCTb XYAOXHMKa.
Ero xxeHa [aH LWy (XB3&), npuexaBwas B MNeknH 13
CTapbIX OCBOHOXAEHHbIX PaOHOB, CTasla NU3BeCT-
HOW BO BCel CTpaHe, 6aarofapst HOBOrOAHEW Kap-
TvHe “3awmTa mupa” ( (RIEFIFE)Y ). B 1955 roay
OHa yumnacb B JIEHUHTPaACKOM XyJ0XXECTBEHHOM
nHctnutyte umenn . E. PennHa no cneumnanbHOCTH

MacasiHOM XuBonucu. Nocae oKoHYaHUs y4ébbl B
1961 rosy oHa BepHysiacb B Kutad n npogoaxuna
paboTatb B LleHTpasbHOM akaZeMmnmn n3siHbIX NC-
KyCCTB, Kak negaror — Hanucatb [3H Ly Bena kypc
MaC/ISIHOM >XXMBOMUCK U XYAOXKECTBEHHOW KepaMu-
kun. E€ TBOpUecTBO HbINO HanpaBAeHO Ha Cayxe-
HWe rocyfapcTBYy M HapoAy, OTpaxkas >KM3Hb 3MOXM
B Ayxe peann3ma. CoBMecTHble paboTbl [3H Ly ¢
Xoy VIMmnHeM, Takne Kak MOHYMeHTa bHble KapTu-
Hbl “CTo LBeTOB pacuyBeTatoT” 1 “MecHb 0 Besmkom
Kvutae” ( {{LE = k) ), ABNAIOTCA NPOABAEHNEM €&
MacTepcTBa B «yMpaBJeHNN» LIBETOM.
dakTnyecku, Bcerga 6u110 PeAKOCTbH MOXKHO
BCTPETUTb XYOXHUKOB, 3aHVMarOLLNXCA NCKAHO-
YNTENbHO MOHYMEHTaNIbHOW >KMBOMUCHIO, HE BOB-
Nlekanacb B Apyrue BuAabl nckycctea. [axe Takme
macTtepa, kak Y laoussl (Ri&¥), koToporo pabo-
yme MOHYMEHTaIbHOM XMBOMMUCK MOYNUTAOT KakK po-
JOHayanbHKKa, BAajenn HaBblkamMmun XXMBOMUCK MO
nepcoHaxam, nensaxam n ceutkam. Mukenanaxxeno
MPOCNABUAICA HE TONbKO KaK CKY/IbMTOP, apXUTEKTOP,
HO 1 KaK MacTep MOHYMeHTalbHOW XunBonucu. He-
KOTOpble 3anaZHOEBPONENCcKMe MacTepa, Takme Kak
Martucc, Nukacco n Mupo, co3gaBanu oTaesbHble
Npoun3BeseHNs B XXaHpe MOHYMeHTaIbHOWN XM1BO-
MNCK, XOTA OHW HE CUMTAOTCA KIacCMUYeckuMm Mo-
HyMeHTanncTamu. “Cpeamn KUTahckmx COBPEeMEHHbIX
aBTOPOB MOHYMEHTa/lbHOM XUBOMWCU TOXKe TakKas
TeHAeHUmMA. M3 cTtapliero nokoneHnsa Yxan AunH (

ZK{T) 6611 MacTepOM KUTACKOMN XXMBOMUCK U MpU-
KnagHoro nckycctea; Y Lisyopatb (R{EAN) nssecreH
Kak XyAOXXHWUK Mac/lIiHOW W KUTaCKOM XXNBOMU-
cn; Yy JaHbsaHb (LK E) - Kak MacTep Kepamuky;
Uskoy JTnHuxao (4 £l) - kak Xyg0XKHWK Aekopa-
TUBHOTO MckyccTBa. Cpean XyZOXKHUKOB CPeAHEero
” MAajLiero Bo3pacta MHOrMe AoCTUran 3Hauun-
Te/IbHbIX YCMEXOB B 06/1aCTV MaCASHON XXUBOMUCH,
KWUTaMCKOM XXMBOMUCK, CKYAbMATYpPbl, MPUKIALHO-
ro nckyccrsa. PasHoobpasne B MOHyMeHTaNbHOM
>KMBOMWCK, KaK 'CTO LIBETOB, pacLBeTatoLLMX O4HO-
BPEMEHHO', HEOTAEANMO OT 3TOr0 PeHOMEHA NH-
Terpaumm 1 CUHTE3a, KOTOPbIA ABAAETCA BaXKHbIM
cTUMyAnpyrowmnm daktopom.” ¢ B 1980-e roabl B
CTpaHe MNosIBUINCH MHOTVE BIVATE/IbHBIE MOHYMEH-
Ta/lbHble XYAOXHMKMW. VX TBOpUECTBO B MOHYMEH-
TaJIbHOW XXMBOMUCK BbINO MOSHO BAOXHOBEHMWSA U
NPOA0/KANOCh HEMPEPLIBHO, B TO XK€ BPEMS OHU
aKTMBHO CMOCOBCTBOBANN PA3BUTUIO MOHYMEHTa/Ib-
HOW >XXMBOMWUCK, 3aHUMAsACh NJaHNUPOBaHKEM, Opra-
HW3aumen paboT Ha Pas3/IMYHbIX YPOBHAX U 3Tanax.
Taknm 06pa3om, OHW CTaaW HaCcTOAWMUMMN aKTUBK-
cTaMu B chpepe MOHYMeHTabHOW XKMBOMMCK CBO-
€ro rnoKoJseHus.

6. KomwuteT no coBpemeHHoMy uckycctsy Kutas. «onHoe co-
6paHune coBpemeHHoro nuckyccrsa Kutas. MoHymeHTanbHas
xveonucb»[M]. V3gatensctBo JIAOHUHCKOrO XyA0XeCcTBEeH-
Horo, 1997, c1p.20. FEMNREAREEZR L FERRERS
K 25HA%E ML TEARE AR, 1997.20TT.
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ARTISTIC AND SEMANTIC FEATURES
OF ZHU DA'S ANIMALISTIC PAINTINGS

Summary: The article examines the distinctive fea-
tures of animalistic compositions by the outstanding
Chinese artist, Zhu Da (Bada Shanren, 1626-1705). The
characteristic plots and painting techniques of the art-
ist, who belonged to the wenren, independent literati
of China, are revealed. The semantics and hidden sym-
bolism of the images and characters are analysed in Zhu
Da’s paintings; moreover, the originality of his painting
techniques in depicting animals and birds is revealed.
Zhu Da's works in the Huaniaohua genre, as well as his
animalistic plots, are quite mysterious and have various
interpretations. He depicted objects and living creatures
of the real world; however, he did this with great ex-

Zhu Da, also known by his pen name Bada Shan-
ren (1626—-1705), was one of the most outstanding
individualist artists of Qing Dynasty China. In his
animalistic paintings, he was particularly success-
ful in telling the tragic circumstances of his life in
a symbolic form and expressive manner. It can be
said that his work reflected the “aesthetic resist-
ance” to the Qing regime.

Zhu Da was born in Nanchang (Jiangxi Province)
to an aristocratic family that belonged to a sepa-
rate branch of the Ming Dynasty. His parents had
lived in Nanchang for several generations, and un-
der the new foreign rulers, they lost everything. In
his youth, Zhu Da studied with his father, who was
a highly educated man and calligrapher. The boy
was exceptionally gifted — at the age of eight he was
already writing poetry, and at eleven, painting. He
received a classical education; however, he did not
have the chance to pass keju, the state examina-
tions, as there was a change of power in the coun-
try; the Ming dynasty fell and the Manchus came
to power. Tragic events in the state and person-
al drama (the death of close relatives) had a fatal
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pression, striving to capture and convey rather the “im-
age” of a bird, a fish, or an animal. At the same time,
plants, stones, flowers, and birds depicted by Zhu Da,
with all their fantastic nature, are the result of his ob-
servations of living nature, which he transformed ac-
cording to his subjective artist’'s will. Zhu Da's impact
on subsequent painting differs from the influence of his
predecessors, since he managed to create his own, live-
ly and unique style of animalism, which does not lose
its relevance in our time.

Keywords: Chinese classical painting, Chinese art, an-
imalistic genre, depiction of animals, animalistic paint-
ing, Zhu Da, Bada Shanren.

effect on the psyche of the young aristocrat-art-
ist. He was forced to hide and became withdrawn
and eccentric. Sometimes, Zhu Da pretended to be
deaf, he even “forgot” his name to avoid persecu-
tion. In his early twenties, he became a monk in a
Buddhist monastery, where he found shelter and
had the opportunity to engage in art. In painting,
he was a follower of the artistic tradition founded
by the Yuan artists, Ni Zan and Mugi. The simplic-
ity of the composition, free style of drawing, and
exaggerated forms make his painting related to Xu
Wei and Liang Kai [5, pp. 34-35].

Zhu Da'’s biographical details are quite scarce. Es-
tablishing the facts of his biography is difficult due
to the fact that he had several names and signed
his paintings differently. In his later years, he was
known as Bada Shanren (Mountain Man of the Eight
Greats or Crazy Hermit from the Mountains). Dis-
cussions about this, his second name, continue to
this day (some believe that he came up with it in
1685; others believe that it is the name he was
called in childhood) [2, pp. 51-52; 4, pp. 590]. The
artist explained it this way: "Ba is the eight direc-

tions of the world, Da is great; Shanren is a hermit.
Therefore, | am a great hermit, known to the whole
world” [3, p. 100].

Zhu Da's works in the Huaniaohua genre, like
his animalistic plots, are rather mysterious and have
various interpretations. He depicted objects and liv-
ing creatures of the real world; however, he did it
with great expression, trying to capture and con-
vey rather the “image” of a bird, a fish, or an an-
imal. His characters are endowed with emotions,
they have different personality traits, and at the
same time, they have much in common. His shape-
less birds balance uncertainly on one leg, fish rush
to the bottom or questioningly, with bulging eyes,
look from the depths at the sky; stones, and plants
seem to hang over everything "from the sky”, and
fruits look like round stone boulders. In Zhu Da's
paintings, there is a lot of questioning emptiness
and many riddles. It is believed that the artist con-
tained hidden political subtexts in them, expressed
his "aesthetic resistance” and oppositional views. All
his paintings are distinguished by a deeply individ-
ual brush style, and his main style of work, sei, with
splashes of ink, calligraphic strokes, and seeming
carelessness, further enhances the emotional com-
ponent of his painting.

Zhu Da's characteristic play on the image of a
lonely little bird or a defenseless chicken, which
seem to be “drowning” in the emptiness of a huge
unfriendly space, invariably evokes sympathy and
an emotional response from the viewer. His birds
often sit, ruffled, or stand uncertainly (balancing)
on one crooked leg, with arrogantly half-closed or
bulging with horror pupils turned to the sky. Such
are his paintings, Quails, Chicken, from the album
Mountains and Waters, Flowers and Birds, dating
back to 1679 (National Shanghai Museum); a sheet
“untitled” from the album Flowers and Birds, Fish
and Insects, as well as individual compositions: Lone-
ly Bird (National Museum of China, Beijing), Ruf-
fled Bird (National Chinese Museum, Nanjing), etc.

Zhu Da’s works not only have a unique artistic
charm, but also a sense of loneliness and alienation.
A large amount of empty space has a strong visual
impact and carries a huge semantic load. Zhu Da'’s
works are paradoxical: what did he want to empha-
sise more, his melancholy from loneliness or his en-
joyment of solitude? After all, the latter is not only
isolation from the crowd, but also spiritual freedom.
This, of course, reflects Zhu Da’s commitment to the
Chan teachings, which assert that the mind is not
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Il 1. Zhu Da. Fish Swimming Down. A spread from the
album, Flowers and Birds, Fish and Insects. Freer Gallery of Art,
Washington.

limited by anything and is detached from everything.
The artist uses this “freedom” to involve the viewer
in his art, immersing them in his thoughts, causing
a response in the soul and sympathy.

Zhu Da's art was focused on simplifying the tra-
ditional Huaniaohua composition. We can notice
one of his main artistic techniques — the expression
of a complex and large idea in a small and simple
plot. Regardless of whether he painted flowers and
grass, fish and insects, the artist conveyed their im-
ages with just a few lines and spots, invested deep
meanings in them. This simplicity has its own beau-
ty and aesthetics.

Many of Zhu Da'’s paintings with images of birds
do not have exact names. It can be sometimes dif-
ficult to determine the ornithological affiliation of
the birds, since this was not so important for the
artist — he thought in “images”. When looking at
his compositions, many analogies from early Chi-
nese painting come to mind. For example, when
comparing a “without a title” sheet with a bird from
the album Flowers and Birds, Fish and Insects (Fre-
er Gallery of Art, Washington) with Mugqi’s painting
Mynah Bird on an Old Pine. The images of birds,
compositional techniques for creating paintings are
very similar, nevertheless, at the same time, they are
completely different. Zhu Da almost completely re-
fuses the entourage and additional details, all his
birds almost always “live” in emptiness. Here we
again encounter hidden symbolism, inaccessible
to the understanding of the uninitiated, which was
quite consistent with the aesthetic theory of litera-
ti, formulated back in the 11th century. It consisted
in the fact that painting should express the inner
world, ideas, and experiences of the creator, and
not just skilfully reproduce the superficial “shell” of
the depicted object.

Zhu Da was never interested in ornithological ac-
curacy, he depicted very strange and unusual birds
that do not exist in reality. It is noted that in his
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Il 2. Zhu Da. Cat and Stone. National Palace Museum of
China, Beijing.

works, the birds are located in the most danger-
ous places — dry branches, cliffs, rocks — as in the
painting Two Birds (Kanichi Sumitomo Collection,
Kyoto), or on a white background, in “emptiness”.
Every detail in his works, the expression of the eyes,
the poses of his characters convey a feeling of de-
pression, grief, and despair. It is the artist’s silent
“cry” about his lost Homeland.

Throughout his life, Zhu Da painted a lot of birds.
In terms of his animalistic heritage, they might be the
largest group. As we have already noted above, the
artist used images of birds to depict himself or to
express dissatisfaction with the Qing government in
a sarcastic form. His Huaniaohua painting is charac-
terised by an individual style, unusual composition,
and expressive manner of execution. As the Qing
rule became more and more stable, the artist's hope
for the overthrow of the government and a return
to the old times faded, and his mood became in-
creasingly calm and gloomy. His late works include
the composition Two Eagles (1698, National Palace
Museum of China). It is very similar to Lin Liang's
painting Two Hawks (1485, Metropolitan Museum,
New York). However, instead of the thick branches
of a tall tree, as in Lin Liang’s work, Zhu Da "low-
ers” majestic birds of prey down to the ground, de-
picting them on roadside stones, which definitely
carries its own symbolism; it can be expressed by
the well-known idiom: “to descend from heaven to
earth”. It is noticeable that Zhu Da’'s painting style
became more restrained during this period. In his
later compositions, such as Song of the Deer (sec-
ond half of the 17th century, Hunan Provincial Mu-
seum), some "“pretty” features sometimes appear.
They seem to express the artist’'s desire to adhere
to the usual principles of Huaniaohua.

Images of fish are very characteristic of Zhu
Da’s animalistic art. Their images go back to Tao-
ist, Confucian, and Buddhist imagery; moreover,
their popularity is associated with the peculiarities
of pronunciation of the word “fish” in Chinese. The
hieroglyph yu is a homophone of the concept of
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“excess, surplus” and in traditional Chinese culture
is a wish for prosperity, well-being “in abundance”.
Among the Taoist metaphorical images, a fish, or
a school of small fish frolicking in the water, sym-
bolises the naturalness of nature and the hermit-
ic solitude of a person who has chosen the path
of spiritual perfection. In Taoist literature, fishing
is directly associated with the process of compre-
hending the Tao, and the fisherman is the embod-
iment of a Taoist sage. However, in Zhu Da’s works,
the images of fish acquire independent and diverse
symbolism. As with birds, the artist places great em-
phasis on their eyes, which, in Zhu Da's interpre-
tation, symbolise endless unrealisable dreams of
real life and the insignificance of human efforts to
achieve happiness. The artist was attracted by the
tranquil and free existence of fish; however, judging
by the dissatisfied expression of their eyes, looking
angrily upwards, the master expressed his dissat-
isfaction with reality, resentment, and unfair treat-
ment of himself in the language of their images. In
the manner and expressiveness of the brushstrokes,
his Fish Swimming Down on the spread of the al-
bum Flowers and Birds, Fish and Insects (Freer Gal-
lery of Art, Washington. Ill. 1) is very reminiscent of
Xu Wei's sheet Fish.

However, Zhu Da does not have detachment, and
often does not have admiration for nature, which
we feel in Xu Wei's works (his fish even “smiles”
while swimming down). Zhu Da uses fish as a met-
aphor to express his patriotic feelings, his hatred,
and powerlessness in the face of the impossibility
of changing the political situation. He could do this
only by means of art, for example, in his paintings
Ruff, Fish, Fish and Stone (1689, National Museum
of China, Beijing). On the last sheet, it is especial-
ly noticeable that the lonely fish and the isolated
stone symbolise unbearable melancholy and the
impossibility of changing anything.

Zhu Da enjoyed painting pets, as in his paintings
Cat and Stone (National Palace Museum, Beijing. IIl.
2), Drowsy Cat, Cat, which are very reminiscent of
the sheet Cat from Shen Zhou's album. It is noticea-
ble how much Zhu Da simplifies the image and the
composition as a whole, reducing the filling of the
sheet to a minimum, which, however, further enhanc-
es the expressiveness of his drawing. Nevertheless,
the two artists have much in common: their favour-
ite formats were not large scrolls, but small chamber
albums. Shen Zhou has an album called Observa-
tions on the Vital Force of Things (National Palace

Museum, Taipei), while Zhu Da has albums called
Flowers and Birds, Fishes and Insects (Freer Gallery
of Art, Washington), Mountains and Waters, Flowers
and Birds (Shanghai National Museum). Both art-
ists fill the sheets not only with drawings, but also
with calligraphic inscriptions and stamps. Their al-
bums are books of stunning beauty and meaning
that have a completely modern look.

Depicted in Zhu Da’s works of the Huaniaohua
genre, plants, stones, flowers, and birds with all their
fantastic nature are the result of his observations

of living nature, which he transformed according
to his subjective artist’s will.

Zhu Da's impact on subsequent painting differs
from his predecessors’ influence, since he managed
to create his own, lively and unique style of animal-
ism, which does not lose its relevance in our time.
Sometimes, it is difficult to believe that his paintings
were created in the 17th century. His works of art
are very reminiscent of modern art. His techniques
and work on the artistic image were far ahead of
their time.
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XYIOXECTBEHHbIE 1 CEMAHTUYECKUE
OCOBEHHOCTU AHUMAJIMCTUYECKMX KAPTUH
UXy A

AHHOmayus: B ctaTbe paccMaTpuBaroTca cneyuduye-
CKWe 0COBEHHOCTU aHUMaNUCTUYECKUX KOMMO3WLMIA Bblja-
FOLLLerocs KMTamckoro xyaosxkHuka Yy Ja (baga LLlaHbX3Hb;
1626-1705). BoiaBnaroTca xapakTepHble CHOXXETbI 1 TEXHN-
Yyeckume nNpuemMbl X1BOMUCU MacTepa, NpyHaAaexaBLULero
K BIHBbX3HAM — HE3aBUCUMbIM XyAOXHMKaM-nTepaTopam
KnTas. AHanmsmpyrotcs ceMaHTuKa U CKpbiTas CUMBOMKA
06pa30B 1 NepcoHaxelt kapTH Yxxy [la, BbIABASETCA CBO-
eobpasvie ero XX1BOMUCHbIX MPUEMOB B M306PaXKeEHNM XU~
BOTHbIX 1 NTUL. [TpounsseseHuna Yxy [la B xaHpe xyaHso,
KaK ¥ ero aHMMaancTmyeckme CroXeTbl, JOBOJIbHO 3arafou-
Hbl U UMEIOT pa3NnyHble nHTepnpeTauuu. OH n3obpaxan
npesMeTbl U XX1BbIX CYLLLECTB peaibHOro Mmnpa, Ho Jenan
3TO C HONBLUOW IKCMPECCUEN, CTPEMSACH YIOBUTL U Nepe-

Uxy [a, no npo3suity baga LLaHb>xaHb (1626—
1705) — oaAnH 13 caMbiX BblAAOLLMXCA XY[0XK-
HUKOB-nHaMBMAyannctos Kutas sanoxu LnH. B
aHVMaNNCTUYECKUX KapTUHaxX eMy B OCOBEeHHOCTH
yAanocb B CUMBOANYECKON HOpPMe 1 3KCNpeccuB-
HOW MaHepe pacckasblBaTb O TParm4eckmnx obcTos-
Te/IbCTBAX CBOEN XM3HN. MOXHO cKasaTb, UTO B €ro
TBOPYECTBE OTPa3mIOCh «3CTETUYECKOE COMPOTUB-
NIeHnE» LIMHCKOMY Pexunmy.

Yxxy lla poannca HaHb4aHe (Npos. Li3aHcu) B
apuCToKpaTMUecKon ceMbe, KOTopas NMpUHaaaexana
nobouHol BeTBM MUHCKON gnHacTmu. Ero poante-
IV XKnAM B HaHbYaHe Ha NPOTAXKEHWM HECKOIbKMX
MOKOJIEHWUIA, Y MPY HOBbIX MHO3EMHbIX MPaBUTeNsX
OHW BCe noTepanun. B toHble rogpl Yxxy [a yumnca y
CBOEro 0TLa, KOTOPbIA Obl BICOKOOOPA30BaHHbLIM
YyesioBeKOM U Kanaurpadom. Manbumk 6bia NCKILO-
UNTENBHO OZlapeH — B BOCEMb JIET YXKe NMucan CTUxK,
a B OAMHHagLaTb KapTuHbl. OH MoAyYMa Knaccuye-
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AaTb cKkopee «0bpas» NTULLbI, PbIObl MW XUBOTHOrO. B TO
e BpeMs, pacTeHus, KaMHW, LiBETbI 1 NTHLbI, M306pakeH-
Hble Yxxy [la, npu Bceli cBoel paHTaCTUUHOCTH, ABAAIOT-
€5 pe3ynbTaToM ero HabAtoAEHWUI 3a XMBOW NPUPOAON,
KOTOPYHO OH NpeobpakaeT CorfacHo CBOeW CybbeKTMB-
HO BoJle XyA0XHMKa. BanaHue Yy [a Ha nocneaytoLyto
XVMBOMWUCb OTAMYAETCA OT BAUAHWUA €ro npejLlecTBeHHU-
KOB, MOCKO/IbKY €My YAan0Ch CO34aTb CBOW, XVBOW U He-
MOBTOPUMBbIN CTWU/Ib @HUMANUCTUKK, KOTOPbLIN He TepseT
CBOeW akTyaNbHOCTM B Hallle Bpems.

Kntouessle cosa: kumatickas Kaaccu4eckas Xusonuce,
uckyccmeo Kumas, aHuMaaucmuyeckuti XaHp, uzobpaxe-
HUe XUB0MHbIX, GHUMAAUCMUYecKas xusonuce, Yxy Ja,
bada LllaHex3HS.

ckoe obpasoBaHue, HO CAaTb rOCYAaPCTBEHHbIE K-
3aMeHbl K3L3t0 eMy He J0BeNO0Ch, TaK KaK B CTpaHe
npowu3soluna CMeHa BAacTu, AnHactua MuH nana v
BOLLAPWAMCb MaHbUXypbl. Tparnyeckne cobbiTus
B rocyzapctBe U nYyHas gpama (CMepTb 6aU3KMX
POACTBEHHMKOB) OKa3ann dGatajibHOe BO3AeNCTBME
Ha MCUXMKY MOJOAO0r0 apucTokpaTa-xyAoxHuka. OH
6blN BbIHYXAEH CKPbIBATbCSA, @ €ro XapakTep cTana
3aMKHYTbIM W 3KCLEHTPUYHbIM. Yy [la mor npu-
TBOPATLCA FNYXOHEMbIM, OH Aaxe «no3abbli» cBOe
nms, UTobbI N36EeXaTb NpeciesoBaHus. B ABaguaTb
C HeBObLUMM NET OH CTaj/l MOHaXoOM BYyAAUACKOrO
MOHACTbIPA, TAe HaLlen MPUKT U MMeN BO3MOXHOCTb
3aHMMAaTbCs UCKYCCTBOM. B XxmBonmcu oH 6bia no-
cnepoBaTesieM Xy40XKeCTBEHHON TpaAWLIMK, OCHO-
BaHHOW F0aHbCKMMM XyZOXHMKamn Hu LizaHem n My
Lin. YnpoLeHHOCTb KOMMO3MLMK, CBOBOAHbIN CTUb
pUCOBaHMA 1 NpeyBeanyveHHble GOPMbl POAHAT €ro
»xuBonuck ¢ Ctor Baem n JlaH Kaewm [5, c. 34-35].

Bruorpadpuueckue ceegerHma o Uy [la 40BOb-
HO CKYAHbIl, ycTaHOBAeHWe $akToB ero buorpadpum
BbI3bIBAET 3aTPYAHEHMA B CBA3M C TEM, YTO OH HO-
CUJ1 HECKOJ/IbKO MMEH, MO-pa3HOMY MOAMMUChIBa
CBOW KapTuHbI. Ha cknoHe nieT oH 6bln 13BecTeH
kak baga lLlaHbX3Hb («HenoBek BOCbMU BEAUKUX
rop» uan «besymMHbI oTwensHUK ¢ rop»). Jlo ce-
FOAHALIHEro AHA He YTUXatT JMNCKYCCUMM 06 3TOM,
€ro BTOPOM UMEHM (O4HWN CUMTAtOT, UTO OH NpUAY-
Man ero cebe B 1685 rogy, Apyrve — 4to 370 UM4,
KOTOpPbIM €ro Ha3blBanwn B AeTctee) [2, ¢. 51-52; 4,
c. 590]. CaM xyfOXHUK 06BACHAN ero Tak: «ba — 310
BOCEMb CTOPOH Mupa, [la — Beankunid, LaHbX3Hb —
OTLUENbHUK, MO3TOMY i — BEIKUIA OTLLIENbHUK, U3-
BECTHbI Bcemy mupy» [3, c. 100].

MpownsseseHuns Yxxy [la B XxaHpe XyaHA0, KaK 1
€ro aHVMannCTUYecKme CrHoXeTbl, JOBOJIbHO 3ara-
JAOYHbI U UMEIT pasfinyHble nHTepnpetaumnn. OH
n3obpaxkan NpeamMeTbl U XUBbIX CyLLIECTB peab-
HOro MMpa, HO Zesian 3TO C BOAbLLON 3KCNpPeccu-
eli, CTPeMACh YNOBUTb U NepesaTb ckopee «obpas»
NTULbI, PbIObI UAN XXMBOTHOTO. Ero nepcoHaxm Ha-
AeNeHbl SMOLMAMMW, Y HUX pa3Hble xapakTepbl, 1 B
TO Xe BpeMs MexXAy HUMK MHoro obuero. Ero 6ec-
bOopMeHHble NTULbI HeyBEPEHHO banaHCUPYHOT Ha
OZHOU HOTe, PbIbbl YCTPEMASAIOTCA KO AHY UAN BO-
NPOCUTENbHO, BbIKaTWB r1a3a, CMOTPAT U3 ryOuH
Ha Hebo, KaMHW 1 pacTeHNsa Kak bbl HaBUCAOT Haj0
BCEM «C Hebec», a PyKTbl MOXOXWN Ha Kpyrible Ka-
MeHHble BasyHbl. B kapTnHax Yy [la MHoro sonpo-
LIaroLLei NycToTbl U MHOTO 3aragok. CunTaeTcs, uto
B HUX XYAO0XHWK 3aKAr04an CKpbITble MOAUTUYECKME
MOATEKCTbI, BblpaXkan CBOe «3CTETUYEeCKoe COnpo-
TUBJEHME» 1 OMMNO3MLMOHHbIe B3rnaabl. Bce ero
KapTWHbI OTAnYaeT rnyboko MHAMBKAYanbHasa Ma-
Hepa KUCTK, @ ero OCHOBHOW CTU/Ib paboTbl — cew, C
6pbi3ramu TyLW, Kaaamrpadbuueckumm WTpmUxamu un
KaXkyLLencs HeBPeXXHOCTbIO elle boiee ycuamBaeT
3MOLMOHA/IbHYHO COCTaBASIOLLYIO €ro XUBOMUCK.

XapakTepHoe obbirpbiBaHne Yxxy [la obpasa
OAVHOKOM MaNeHbKOW MUYyrn nam 6e3salntHo-
ro LblMaeHka, KoTopble Kak 6bl «TOHYT» B MyCTO-
Te OrPOMHOrO HeApPY>KetoHbHOro NPOCTPaHCTBa,
BbI3bIBatOT HEM3MEHHOE COYYBCTBME N 3MOLNO-
HaNbHbIA OTKAVK Y 3puTens. Ero nTnuukm Hepenko
CUAAT, HAXOXIMBLUUCH WU HeyBepPEeHHO cToAT (ba-
NaHCMPYHOT) Ha OAHOW KPWBOW flankKe, C HAAMEHHO
NOy3aKpPbITBIMU MW BbIMyYeHHbIMMW OT y>Kaca, 06-
palleHHbIMU K Heby 3payukamu. TakoBbl ero KapTu-
Hbl 13 anbboma «lopbl 1 BOAbI, LBETbI U NTULLbI»,
oTHocAwmeca K 1679 rogy — «lMepenenkun», «Lipi-

naeHok» (focyaapctBeHHbIn LLlanxalickmuii mysen);
JINCT «be3 Ha3BaHMA» U3 anbboMma «LiBeTbl n NTnLbI,
pblbbl M HAaCEKOMbIe», a TakxXe OTAeNbHble KOMMO-
3npmmn «OamHokas ntmua» (HaumoHanbHbIN My3ei
Kutas, MNeknH), «Haxoxnmewasnaca ntmua» (focysap-
CTBEHHbIV KMTAWCKWIA My3el, HaHKWH) 1 ap.

Pabotbl Yy [la o6nasatoT He TONbKO HEMOBTO-
PUMbBIM XYZ,0XKECTBEHHbIM LLIAPMOM, HO U OlLLyLle-
HMWEM OAMHOYECTBa U OTUYXAEHHOCTU. boablioe
KONIMYeCTBO MyCTOro NPOCTPaHCTBa OKa3blBaeT CUJIb-
HOe BM3yaslbHOe BO3ZEeNCTBME U HECET OTPOMHYH
CMbICNOBYIO Harpysky. [NponssegerHnsa Yxxy [la na-
pajoKcasbHbl: UTO B HOJIbLLEN CTEMEHN OH XOTes
NoAYepPKHYTb, CBOKO TOCKY OT OfMHOYecTBa Uau
CBO€ HacnaxzeHune yeanHeHnem? Begb nocnea-
Hee, 3TO He TOJIbKO M30/1ALMA OT TOMbI, HO U Ay-
XOBHas cBoboga. B 3Tom, 6e3ycnoBHO, oTpaxkaeTcs
npuBepxXeHHoCTb Yy [a yyeHnto HaHb, B KOTO-
POM yTBEpPXAaeTcs, YTO YM HUYEM He OrpaHuyeH
N OTCTPaHEH OT BCero. XyA0XXHWK UCMOb3yeT 3Ty
«cBO6OAY» AN BOBNEYEHUS B CBOE UCKYCCTBO 3pW-
Tensa, norpyxas ero B CBOV pa3gymbs, Bbi3biBas OT-
KJVIK B AyLle 1 COYyBCTBME.

VckycctBo YUy [la 66110 OpreHTUPOBaHO Ha
ynpoLeHve TpaguLMOHHOM KOMMO3ULUN XyaHS0-
xya. MOXHO 3aMeTUTb OANH U3 OCHOBHBIX €ro Xy-
[0XXECTBEHHbIX MPUEMOB — BblpaXKeHWe CIOXKHOW U
60/1bLLION Naen B MaloM 1 NPOCTOM ctoxeTe. Hesa-
BMCMMO OT TOrO, MMCaN NN OH LiBETbI U TPaBbl, Pbib
N HaCeKOMbIX, XyAOXHWK nepegaBan nx obpasbl ¢
MOMOLLbIO BCEFO HECKONbKNX IMHUIA U NATEH, BKAa-
AblBaN B HUX rNy6OKMe CMbIC/bI, U B 3TOW €ro npo-
CTOTe CBOA KpacoTa M 3CTeTunka.

Y MHormx kapTrH Yy [a ¢ nsobpaxeHmamu ntu,
HeT TOYHbIX Ha3BaHWI, ObiBaeT HEMPOCTO onpege-
JINTb N OPHUTONOTMYECKYHO MPUHAANEXHOCTb NepHa-
ThIX, BeAb A5 XyA0XKHMKa 3TO HbIIO He r1aBHbIM, OH
MbICAuUA «obpa3amu». [pu B3rnage Ha ero KoMmmno-
311N HanNpaLMBaETCAa MHOMO aHaNOrUIA U3 paHHEN
KUTaCKOM XMBOMUCK, K MPUMEPY, MPU CPaBHEHUM
JIUCTa € NTULen «be3 Ha3BaHna» U3 anbboma «LlBe-
Tbl U NTULbI, PbiObl 1 HaCEKOMbIE» (XyA0XKeCTBEeH-
Has ranepes ®pupa, BawmnHrroH) co cenutkom My
Ln «Mtmua 6ar3 Ha ctaport cocHe». Obpa3sbl nepHa-
TbIX, KOMMO3WLIMOHHbIE MPUEMbI PELLEHNS KapTUH
OYeHb CXOXMW, U B TO XK€ BPeMSs, OHN COBEpLUEH-
HO pa3Hble. Yxy [la nouTn coBCeM OTKa3lblBaeTCA
OT aHTypaxka 1 AOMNONHUTENbHBIX AeTael, BCe ero
nepHaTble MOYTK BCErga «>KMBYT» B NMycToTe. 34eCh
Mbl BHOBb BCTPEYAEMCS CO CKPbITON CUMBOJINKOM,
HeZOCTYMHOM NOHNUMAaHWIO HEMOCBALLEHHbIX, KOTO-
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pas BroJiHe COOTBETCTBOBAaA 3CTETUYECKOM TeEOPUH
XYAOXKHUKOB-NHTENNEKTYaN0B, CHOPMYIMPOBAHHO
euwe B Xl Beke. OHa 3akato4anacb B TOM, UTO XWU-
BOMWUCH JO/IKHA BblpaxkaTb BHYTPEHHUI MUP, UAEN
N NepexvBaHna TBOPLA, @ He NPOCTO YMesno BOC-
NPOV3BOANTb MOBEPXHOCTHYH «0B0I0UKY» N30-
Hpaxkaemoro obbekTa.

Yy [la HMKoraa He MHTepecoBana OPHUTONOTU-
yeckas TOYHOCTb, OH M306paXkan OUeHb CTPaHHbIX
N HEOObIUHbIX, HE CYLLEeCTBYIOLLNX B pealbHOCTU
nepHaTbIX. 3aMeYeHo, 4YTo B ero pabotax NTULbI
pacrnofararoTCs Ha CaMblX OMacHbIX MeCTax — CyXmx
BeTKax, 0bpbIBax, cKasax, — Kak Ha KapTuHe «/le
nTuub» (Koanekuma KaHnwn Cymmutomo, Knoto),
nmbo Ha 6enom GoHe, B «nyctoTe». Kaxxgas getanb
B ero pabortax, BblpaxeHue rnas, nosbl ero nepco-
HaXel nepeaaroT YyBCTBO MOAABAEHHOCTM, TOps U
OTUasHWA, 3T0 6E€3MOIBHbIN «KPUK» XYJ0XHMUKa 06
ero ytpavyeHHo PoguHe.

UY>xy [la 3a BCtO CBOKO XKM3Hb HaMMcan MHOXEeCTBO
KapTWH C NTMuamun. B ero aHMManncTmyeckom Ha-
CNei OHU COCTaBASAOT, MOXKayM, Camyro 60NbLLYHO
rpynny. Kak Mbl y>ke oTMeuanu Bbllle, XyAOXHNK
ncnonb3osan 0bpasbl NepHaTblX, YTO6bI M306pa-
3UTb Cebs UAW BbIPa3nTb HELOBOJILCTBO LIMHCKOW
BJIaCTbHO B CapKacTuyeckon popme. Ero xxmeonmcb
XyaHs0Xya XapakTepu3yeTca MHAVBUAYa bHbIM CTU-
NeM, HeobbIYHOM KOMMO3ULIMEN N 3KCMPECCMBHOWN
MaHepoW ncrnosHeHus. Mo Mepe Toro, Kak npasJe-
Hve LlnH cTaHoBMAOCH BCe Bonee yCTONUMBBIM, Ha-
AeX/a Ha CBepxKeHue npaBuTesbCTBa M BO3BpPAT K
NpeXHUM BpeMeHaM Yy XyZAO>XHWKa yracana, a ero
HacTpoeHMe CTaHOBWIOCh BCe 6osiee CMOKOMHbIM
n MpadHbiM. K ero no3gHum paboTtam oTHOCUTCS
komno3nuna «/sa opna» (1698 r. locypapcTBeH-
HbI KUTaUckniA my3en yryH). OHa oueHb Moxo-
a Ha KapTuHy JInHb flaHa «/[Ba Actpeba» (1485 .
Myszeit MeTtponoauteH, Hbto-Mopk). OgHako Bme-
CTO ryCTbIX BETBEWM BbICOKOro AepeBa, KakK y JInHb
Nana, Yxxy [la «cnyckaeT» BENMUYECTBEHHbIX XMLLL-
HbIX MTUL, BHWU3, K 3eMe, n3obpakasa Ux Ha npu-
LOPOXHbIX KAMHSX, UTO ONpeAeNeHHO HeceT CBOHO
CUMBOJINKY, KOTOPYH MOXHO Bblpa3uTb N3BECTHOM
MANOMOW «CNyCTUTBCA C HebeC Ha 3emMto». 3ameT-
HO, UTO MaHepa xusonucn Yxxy [a B 3TOT Nepu-
o4 CcTaHOBUTCS Bonee caepxkaHHoON. VIHoraa B ero
MO34HNX KOMMO3NLMAX, Takux Kak «[TecHA oneHa»
(Btop. nos. XVII B. My3ein npoBUHLMN XyHaHb), NO-
ABASIOTCSA HEKME «MUNOBUAHbBIE» YEpPTbl, OHW CNOB-
HO BbIpaXkatoT CTPEMJIEHNE XYAOXKHMKA COBAOCTM
NPUBbIYHbIE CXEMbI XyaHAOXya.
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O6pa3bl pblb 04YeHb XapaKTepHbl ANS aHUMa-
anctnkn Yxxy [a. Vix nsobpaxeHns BoCxoasT K
[la0CCKOW, KOHbYLIMAHCKON 1 Byaaninckon obpas-
HOCTW, a TakXe UX MOMNyAfPHOCTb CBA3aHa C 0COo-
H6EHHOCTAMM MPOM3HOLLEHNA Ha KMTalCKOM C/l0Ba
«pblba». Nleporand ton asnsetcs oModoOHOM no-
HATUSA «M30bITOK, OCTATOK, U3ULIEK» U B TPaAULLU-
OHHOW KMUTaWCKOM Ky/NbType ABASETCA MOXeNaHNeM
npoLeTaHus, 6baarononyumns «B n3bbitke». B unc-
Ne paocckunx obpaszos-meTadop pbiba nan cTaika
pe3BALLMXCA B BOAE MeKMX PblIOOK CMBOAN3MPYET
€CTeCTBEHHOCTb NMPUPOAbI N OTLWEeNbHMYECKOe ye-
AVHEHWe YenoBeka, BbibpaBLIero nyTb AyXOBHOIO
coBepLueHcTBa. JIoBnsa pbibbl NPAMO accoumnmnpy-
eTca B a0CCKON inTepaType € NpoL,eccoM nocTu-
XeHus [lao, a caM pbibak ABASETCA BOMIOLLEHVEM
Jaocckoro myapeua. Ho B pabotax Yxy [a obpa-
3bl pbIb6 NPMOBpPETAOT CaMOCTOATENbHYIO U pas3-
HOOGpa3Hyto CUMBOAMKY. Kak 1y ATUL, XyAOXKHUK
fenaet 60bLION akLEeHT Ha X rnasax, KoTopble B
nHTepnpeTaunn Yxy [la cMMBOAN3NPYOT Becko-
HeYHble HeCObITOUHbIE MEYTbl O PeanbHOMN XXU3HU
N HUYTOXKHOCTb YEN0BEYECKUX YCUANIA B AOCTUXKE-
HUW cyacTbs. XyJ0XKHUKa npuBaekano 6e33abot-
Hoe 1 cBoboAHOe cyLlecTBOBaHMe pbIb, HO cyas
MO HeJOBOJbHOMY BbIPaXKEHWUKO WX r1a3, CMOTPA-
LLMX 37100HO BBEPX, MacTep Bblpasw f3bIKOM 1UX 06-
pa3oB CBOO HEYOBAETBOPEHHOCTb PeanbHOCTbIO,
obuay v HecnpaBeAMBOe OTHOLLEHMe K cebe. Ero
«PbIba, N/ibIBYLL@sA BHU3» Ha pa3BopoTe asbboma
«LlBeTbl M NTULbI, PbIObl N HacekoMble» (Xyaoxe-
cTBeHHas ranepes ®pupa, BawwnHrroH. Puc. 1) no
MaHepe 1 3KCMpeccnn Maska ouYeHb HarnoMuHaeT
nunct Croi Bas «Pbiba».

Ho y Yy [la HeT OTCTpaHeHHOCTK, a 3a4aTyto U
NtoboBaHMA, BOCXULLEHWSA NPUPOAOW, KOTOPYHO Mbl
yysctByeM y Cioli Bas (ero peiba gaxe «ynbibaert-
cs», Hblpss BHM3). Yxxy [a ncnonb3yet pblb Kak me-
Tadopy, UTobbI BbIPa3nTb CBOW NaTpuoTuyeckme
YyBCTBa, CBOIO HEHABWCTb M Beccunve nepes HeBo3-
MOXHOCTbIO M3MEHWUTb MOJANTUYECKYO OBCTaHOBKY.
OH mor czenatb 3TO TONbKO CPesCTBaMu XXMBOMMU-
W, B CBOWX KapTUHaX, Takmx Kak: «Epuu», «Pbibka»,
«Pblba 1 kaMeHb» (1689 r. HaumoHanbHbIN My3ei
KuTasn, MNekunH). Ha nochegHem nncre ocobeHHo 3a-
METHO, UTO OAMHOKAas pblba 1 CTOALLUN OTAENBHO
KaMeHb CMMBOJIN3NPYIOT HEBLIHOCUMYHO TOCKY U
HEBO3MOXHOCTb HNYErOo U3MEHWUTD.

Uxy [la ¢ yA0BONbCTBMEM MUCA/ AOMALLHUX NK-
TOMLEB, KaK Ha ero kapTnHax «KoT n kameHb» ([o-
CYBapCTBEHHbIW KUTAUCKNI My3ei TyryH, MNekunH.

Puc. 2), «Apemntownin kot», «KoT», KOTOpble OYEHb
HanomuHarT Aanct «Kot» 13 anbboma LLsHb Yxkoy.
3amMeTHO, Hackoabko Yxxy [la ynpolaeT pelleHne
obpasa 1 KOMMNO3ULMM B LLeJIOM, CBOAS 3anoHe-
HWe McTa K MUHUMYMY, 4TO OZHaKo elle 6onbLue
YCMAMBAET BbIPa3nTENbHOCTb €ro pUCYHKa. Tem He
MEHee, y BYX Xy OXHUKOB MHOTO OBLLEro: nx to-
61UMbIMU PopMaTamm BblIN He KPYMHble CBUTKW, a
KamepHble Hebonblne anbbomebl. Y LWaHb Yxoy
— 3TO anbboM «HabaogeHnsa 3a XMU3HEHHOWN CU-
non Bewer» (HaunoHanbHbIN fBOPEL,-My3el, Tan-
631), y YUxy [a — anbbombl «LiBeTbl 1 NTULbI, PbibbI
N Hacekomble» (XyaoxecTBeHHas ranepes Opupa,
BawunHrToH), «fopbl 1 BOAbI, LBeTbl U ANTULbI» ([O-
cysapctBeHHblIr LaHxancknin mysei). Oba xyAox-
HWMKa 3anOJIHAT INCTbl HE TONIbKO PUCYHKaMK, HO
N KanaurpaduuyeckMMm HaanncsamK, CTaBaTt neva-
V. NIx anbboMbl — 3TO NOTPSCAtOLLEN KPACOTbI W

CMbIC/1a KHUTU, KOTOPbIE MMEKT COBEPLUEHHO CO-
BPEMEHHbIN BUA,

PacteHus, KamHW, LiBeTbl 1 NTULLbI, N300pa>KeH-
Hble B paboTax >XaHpa xyaHsio YUxy [a, npw Bcel
cBoel GaHTaCTUUHOCTM, ABAAOTCSA pPe3ylbTaToM
ero HabtoAeHWI 3a XXNMBOW NPUPOAON, KOTOPYHD
OH NpeobpaxkaeT CornacHo CBOen CybbeKTUBHOM
BOJIE XYAOXHMKa.

Bananne Yxxy [la Ha nocneayroLLyto XXUBOMUCH
OT/IMYAEeTCS OT BUSIHWSA ero npeaLecTBeHHNKOB, Mo-
CKO/IbKY eMy YAanocb Co3aTb CBOM, XXMBOW U Hermo-
BTOPVIMbIN CTUAb @aHUMANNCTUKK, KOTOPbIV He TepseT
CBOE aKTyaNbHOCTUW B Halle Bpems. VIHoraa bbiBaet
TPYAHO MOBEPUTb, UTO €ro KapTuHbl Hbln Co3AaHbl
B XVII ctonetnn. Ero xygoxecTtseHHble Npounsseje-
HWUS OYeHb HaNMOMMWHAOT COBPEMEHHOE UCKYCCTBO,
ero npuembl N paboTa Haj XyA0XKeCTBEHHbIM 06-
pa3oM HaMHOrO onepesuan CBOe BPEMS.
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SOCIAL AND POLITICAL CARTOON BY CHARLES
BRITON BASED ON THE DESIGNS FOR THE
CARNIVAL COSTUMES «LOST LINKS» OF THE 1873
MARDI GRAS MASQUERADE IN NEW ORLEANS

Summary: n the article, the author turns to graphic
material - a series of sketches of carnival costumes by
the American artist of Swiss origin C. Briton. The sketches
were caricatures, on the example of which the intention
of criticism of the political state of New Orleans society,
social problems of the population of the second half of
the XIXth century was traced. The author examines the
history itself, traditions and customs of its holding, the

The caricature genre of the second half of the
19th century reveals a curious combination of repre-
senting criticism of both political and scientific-his-
torical institutions of the state. The Swedish artist,
graphic master and lithographer Charles Briton (c.
1840-1884) gave us a vibrant example of such an
intention in a series of watercolor drawings. Our
study was attracted by the series of sketches “Lost
Links” (1873), painted in connection with the Mar-
di Gras carnival in New Orleans (Louisiana). The pa-
rade’s official name was “Charles Darwin’s Missing
Link." Its organizers were inspired by a published
work on the origin of species by the celebrated
English naturalist.

In total, Briton’s “Lost Links” series consists of
101 sketches. It was a satire on the theory of evo-
lution, which is clear from the title of the series. The
works also criticize acute social problems: populism
of public figures, venality of the authorities, inter-
racial problems.
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difference between the costumes of the masquerade of
1873 and a number of others held in New Orleans. The
article emphasizes the problem of the multidimension-
ality of the semantic component of the caricature imag-
es created by the artist.

Keywords: caricature of the XIX th century, carnival cul-
ture, XVIlIth century art, political satire, social satire, an-
ti-Darwinian caricature, graphic cycles, costume designs

Briton's series of caricature sketches for papi-
er-maché costumes is unusually interesting for our
study, as the designers relied on the mixomorphic
types developed by the graphic artist. And the ob-
jects of irony in this case were their own social
and political realities of everyday life. The carica-
tures reproduced the appearance of popular mod-
ern personalities: politicians and public figures. The
figurative vocabulary inherent in “Darwin’s carica-
ture” was vividly perceived and applied. In a num-
ber of images presented by the artist one can trace
portrait caricature similarities with real personali-
ties - it is Ulysses S. Grant (1822-1885), Benjamin F.
Butler (1818-1893), Henry C. Warmoth (1842-1931),
Algernon S. Badger (1839-1905), and Charles Dar-
win (1809-1882) himself in the form of a donkey.
Mardi Gras 1873 was an occasion for a bold dis-
play of political commentary and artistic costumes.

Briton's series of papers has attracted the at-
tention of researchers such as Leanna Keith, Patrick
Young, and Henri Schindler. Also material for the

study served as information from the website of the
Tulane University of Louisiana Research Collection,
reports by Suzanne Powers [Mistick Krewe of Co-
mus], Eira Tansey [LaRC's Carnival collection in the
news]. The Tulane Manuscript Collection holds, an
impressive collection of paper memorabilia, docu-
ments about the New Orleans Masquerade. These
include invitations, dance cards, printed posters, and
bulletins. The collection contains over five thousand
original designs for parade floats and costumes. A
significant portion represents the “golden age” of
carnival (1870-1930), as written about by critic An-
dree Schindler, who himself was the designer of
a number of carnival costumes [Schindler, 2001].
The collection includes designs by past artists be-
sides Charles Briton himself, Jenny W. White (1865-
1913), Bror A. Wikstrom (1854-1909), and Carlotta
M. Bonnekaz (1887-1930). All were closely associ-
ated with the creative artistic life of New Orleans.
In addition, the collection contains materials from a
younger generation of masters like Andree Schindler,
Patricia Hardin, and Olga Peters. The Manuscripts
Department is one of the most comprehensive ar-
chives in New Orleans, housing documents from
the colonial period to the present day. Among oth-
er things, the department’'s materials reflect topics
in Civil War studies, Louisiana politics, Judaic stud-
ies, women's studies, southern literature, medicine,
and Mardi Gras.

Very little is known about the creator of the car-
toons of interest to us. Briton was an astonishing
artist (lithographer, engraver), a well-known New
Orleans architect and civil engineer who created a
number of projects during his generation. He worked
as a lithographer with John E. Boehler and as an
engraver with Adolph Zenneck. With the former in
1870, and with the latter in 1879. In addition to the
carnival of interest to us, he worked on the design
for Mardi Gras 1870-1871 on the theme of “Twelfth
Night” by W. Shakespeare, the design of the cere-
monial parade in 1882 on the plot of Proteus. He
carried out works not only for New Orleans, also
worked on the design of parades of Cincinnati, Bal-
timore. At the same time about his personality, un-
fortunately, little can be said reliably. The master was
a native of Gothenburg (Sweden). Originally, Briton
came to New York, and then settled in New Orleans.
Partly to shed light on some aspects of his life can
be preserved uniform, which he wore as part of a
military regiment in Mexico under the command
of Maximilian | (1832-1867). There is no other ev-

I 1. Ulysses S. Grant

idence of the artist’s private life. At the time of his
death the late master was forty-three years of age.
His death on July 3, 1884, was mentioned by The
New York Times, The Daily Picayune. They stated
that the remains of the artist were committed to
the ground in Greenwood Cemetery on Wednes-
day morning.

The thematic coverage of the subjects of the pa-
rades of different years in Louisiana is wide: “Phases
of Nature”, "Rubaiyat”, “A Look at the Modern World
of Art”, "“Myths and Cults of the Chinese”, “Tenny-
son”, "Aeneid”, “Language of Flowers”. One of the
prime examples of the carnival theme was the story
of Proteus, a mythological character from ancient
Greece. (There are several versions of the origin of
the myth character, sometimes he appears as the
son of Poseidon and Hera, according to other ver-
sions - his mother is considered a nymph). Possess-
ing the ability to metamorphose the character was
able to take a different appearance, which served
as a reason for the embodiment of many impres-
sive artistic images in the thematic design of the
next carnival Briton. This is evidenced by the artist's
drawing of a ship floating on the waves with an-
cient oriental elements of decoration (protomes of
a bull, a ram, a stylized image of a scarab), lotuses
and ibises among the landscape. The drawing was
obviously intended as a sketch for the design of a
platform for a masquerade. It confirms Briton's in-
herent attention to detail, his rich color palette, the
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Ill. 2. Algernon Badger

introduction of a variety of animal and plant image-
ry, and the national flavor of each carnival design.

The artists-decorators in a respectful manner ap-
pealed, as one can judge, to the cultures of many
nations, to mythology and literature. Each masquer-
ade was dedicated to a certain theme, in accord-
ance with which the decoration necessary for the
occasion was created. It is traditionally accepted to
consider carnival from the historical-cultural, an-
thropological, theological, folkloristic, theatrical,
philological, semiotic sides of the study [Kitashova,
2012, p.13.]. Carnival culture is not a phenomenon
inherent in any particular nation. The formation of
carnival culture falls on the period from the early
Middle Ages of the XIllI century to the time of its
blossoming in the XVI-XVII centuries.

Currently, in addition to New Orleans carnivals,
there are carefully organized carnivals in Venice (Ita-
ly), Rio de Janeiro (Brazil), Nice (France), Goa (India)
and many others. Masquerade is a syncretic phe-
nomenon, combines a number of pagan and Chris-
tian manifestations of ritual: liturgical processions of
Christianity and traditions of Roman saturnalia, Lu-
percalia, borrowed by the Germans [Kolyazin, 2002,
p. 88-118]. The parade was supposed to be a sol-
emn procession of participants dressed in carnival
costumes. Processions, demonstrations from ancient
times were an integral part of folk festivals. They
simultaneously realized the religious and theatri-
cal function of the celebration often with famous
characters, masks, elements of buffoonery. Since
a particular procession is usually given a certain
symbolic meaning, the involvement of the people
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in the parade celebration testifies to their spiritual
ideological unity.

Some features of Carnival in New Orleans were
individualized. For example, papier-maché costumes
were first created in New Orleans itself, not in Par-
is. But it is necessary to mention the features and
traits that make this masquerade akin to other sim-
ilar celebrations. Both in its structure, in its tradi-
tion of holding it, and, of course, in a number of its
functions. For example, the motif of festive deco-
ration with flowers and garlands is deeply symbol-
ic, known since antiquity. Carnivals contain certain
formed ceremonies, processions. They are often
accompanied by music, dance, symbolism of the
fire element (fireworks, torches, flambeaux, burn-
ing effigies, etc.), throwing coins or food, wearing
a specific costume and masks. Carnivals are brand-
ed by the inversion of socio-cultural symbols. The
very order of the masquerade, with the frequent
announcement of its own appointed “king” of the
holiday, levels the materiality of the real ruler, any
real hierarchy, socially accepted norms and cere-
monies, and recognized significant values. The mas-
querade literally turns the world upside down, as
if taking the participants out of the ordinary world
into their own, over which the rules of the ordinary
world have no power. Carnival participants can build
different relationships, games with others, some-
times incredible in real life in agreement with the
rules of hierarchy. Carnival is relatively democrat-
ic, in many ways equalizing people of different so-
cial status, and sometimes faith and race. Men and
women also feel more at ease with each other. Like
performance, masquerade is a living and evolving
art form in the space-time continuum, the course
of which sometimes threatens to go beyond the
control of the people who carry it out [Kitashova,
2012. P.13]. Carnival whimsically includes features
of the sacred, seriousness with a playful compo-
nent, a parody of seriousness.

The history and customs of the Mardi Gras Car-
nival in New Orleans deserve special attention. The
national holidays of any country appeal to the cul-
tural meanings and values accepted in that commu-
nity. There are more than forty names on the U.S.
holiday calendar. Celebrated with a grand proces-
sion, balls and feasts, the New Orleans holiday was
formed on the basis of old French traditions, be-
cause Louisiana was once part of the French pos-
sessions in the New World [Zakirova, Kotlova, 2014].

The very name of the masquerade organiza-
tion already requires some deciphering - the Mys-
tic Krewe of Comus Society. Founded in 1856, the
“Mystic Krewe of Comus” (English abbr. "MKC") is
the oldest continuously operating organization, es-
tablished for the most part by Anglo-Americans in
New Orleans. The MKC was famous for its annual
Mardi Gras (French for “Fat Tuesday”) celebration,
celebrated usually before the beginning of Lent for
Catholics. Prior to the founding of the MKS, carni-
val celebrations in New Orleans were largely con-
fined to the Roman Catholic community. Parades
were irregular and mostly informal in nature. Regu-
lar parades were held from 1857 through 1991, ex-
cept during the Civil War period (1861-1865). This
colorful event was accompanied by a costumed per-
formance and music.

The term "krewe"” includes the very public organ-
ization that organizes the parades and balls during
the carnival period, financing the necessary costs of
the festivities and decorations. In addition to Mardi
Gras in New Orleans, the term is used in reference
to other Louisiana festivals (Lafayette, Shreveport,
Baton Rouge), as well as the Gasparilla Pirate Festi-
val (Florida), the La Crosse Carnival (Wisconsin), and
the St. Paul Winter Carnival (Minnesota). Accord-
ing to the Encyclopedia Britannica [Cultural Life].
The word "krewe"” was applied in 1857 by a New
Orleans-based organization calling itself “Ye Mis-
tick Krewe of Comus” and is now used as an archaic
affectation. The very tradition of the Mystic Krewe
of Comus charity was inspired by Alabama'’s mys-
tic society, the Cowbellion de Rakin Society, from
which the krewe membership system spread to a
number of French and Catholic-dominated cities
like New Orleans. And the reference to the image of
Comus is also multivalent. There are analogies with
the ancient deity Komus, as well as kinship with the
character of the same name libretto for the mas-
querade of J. Milton (1608-1674). In Greek mythol-
ogy, Comus (Komus/Komos) is the god of feasting
and merriment, of nighttime idleness, the son and
cupbearer of Dionysus. Comus is also the name of
the ritual of the procession itself, associated with
chants, dances and music: flutes and kyphars.

In the Latins, Comus was present in the same
hypostasis as a minor deity, largely identified with
Dionysus. His attributes include wine, a torch, flow-
er garlands, and wreaths. And the image itself was
usually reproduced against a background of festiv-
ities in the bosom of nature. In Milton's interpre-

Ill. 3 General Ben Butler

tation of the image, Comus is given the function
of the tempter of the human soul. Pagan motives
of the mystical creature are embodied by the au-
thor in a negative interpretation. Such dualism of
the image gives a vast field for interpretation and
creative thought when addressing directly to the
culture of carnival. “Mystic Krewe of Comus” is the
first and oldest krewe in New Orleans, founded in
1856 by 21 members of the philanthropic com-
munity. According to R. Mitchell, “Americans have
‘Americanized’ New Orleans and its creoles in no
small measure. In doing so, New Orleans “creolized”
Americans. Leadership in organized carnival passed
from Creoles to Americans, just as it did to political
and economic power during the nineteenth cen-
tury. The spectacle of Mardi Gras, in all its forms:
in ballrooms and in the streets, represents a syn-
thetic culture of New Orleans, neither wholly Cre-
ole nor wholly American [Mitchell,1995. P. 25-26].

Indeed, the masquerade of 1873, which inter-
ests us, also had an influential semantic justifica-
tion. The natural-science theme gave rise to the
use of zoomorphic symbolism to criticize a num-
ber of innovations. The costumes of Briton’s de-
signs were envisioned to mock the Republicans,
whom the New Orleans elite blamed for efforts to
establish civil equality among the races during Re-
construction (1865-1877). New Orleans society was
multi-ethnic, with locals absorbing French (primar-
ily), Spanish culture from as early as the seven-
teenth and eighteenth centuries. After mixing with
the culture of settlers of Irish and Scottish origin
who settled in the XIX century, by the period de-
scribed by us, the city had formed its own cultur-
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Il 4. Krewe of Proteus 1882 float

al environment with a high position in the light of
Creoles and French-speaking part of the popula-
tion. After the events of the American Civil War, New
Orleans faced severe consequences of social and
political reorganization. The society was gradual-
ly Anglicized, French was removed from the list of
languages taught in schools, and the Creoles them-
selves, in their opinion, were relegated to the level
of ordinary black Americans, leveled in civil rights.

The 1873 parade is also a sad testament to con-
temporary scholars that there were still racist ves-
tiges in society. Although the Slavery Abolition Act
had already been signed into law for a decade on
June 19, 1862, by A. Lincoln (1809-1865), there was
skepticism in the public mind about equality with
former slaves. Part of the acceptance of change
was aided by the fact that several black men served
in responsible public positions during Reconstruc-
tion, such as Louisiana’s Lieutenant Governor from
1868-1871, O. J. Dunn (1822-1871), and politician
Caesar A. Carpetier (1836-1921). Integration was
underway in the public sector, but it had not even
begun in the philistines. The racist stereotypes of
his time guided Briton's sketches. The image em-
bodying the "missing link in Darwin’s chain” was
presented in the form of a humanoid ape. The au-
thor refers to the association between the image of
the ape and a recently enfranchised African Amer-
ican. The rights given to former slaves were re-
jected by American civil society, especially in the
southern states. Recognizing the equality between
dark-skinned and light-skinned people was akin to
accepting the kinship of man and ape. Unable to
argue with hard facts and ordinary humanistic jus-
tice, society was left to resort to caricature as a le-
gitimate form of criticism.
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The inimitable feature of the satire of Briton's
costume design was the blatant declaration of the
superiority of the traditional elites of New Orleans
society. And this cycle of the master’s works is dis-
tinguished by the fact that he was one of the first
to use zoomorphic images associated with Darwin's
theory as an argumentation for the supporters of
white supremacy. In this connection, it is worth men-
tioning the visibly racist caricature of a monkey in a
hat with a peacock feather playing a banjo. As one
of the sketches for the carnival action, this carica-
ture mocked not so much the specific personality
of Carpetier, but the contented life of a liberated
African. The character’s pose is relaxed, conveying
his carefree and triumphant attitude.

As if to counterbalance this image, Briton created
a sketch of a costume of an elderly man, combin-
ing human features in the figure with the guise of
a moth of the revolting moth, a species of which is
also called “Dead Head". The artist’s choice of this
moth is based on the peculiarity of the drawing on
the chest in the form of a human skull characteris-
tic of this species, which, combined with the rath-
er impressive size of the moth (wingspan about 13
c¢m) and the ability to make sounds, gave rise to su-
perstitions and myths associated with bad omens.
This vivid image is embodied in the sketch by an
elderly European man with his back turned to the
viewer in brightly colored clothes with wings and
a skull mask. The character’s gray head with a gray
beard, as well as the striking scythe in his left hand,
evoke associations with Chronos (personification
of time). There is a possibility that the master em-
bodied in this sad image the symbolic death of cul-
ture through the eyes of the European Old World.

Another feature of the cartoon series was the
obvious political focus of the satire, directed at the
leaders of their own state, the state. It was the first
parade that dared to depart from the political neu-
trality that had previously been applied to the de-
sign themes of Mardi Gras Louisiana. The previously
established tradition of carnival did not reflect so
keenly the socio-political mood of the day. Usual-
ly, the themes of the presentations complicated the
interpretation of mythological and literary subjects.
The artists were inspired by fantasy, even some ex-
oticism of the imagery, orientalism in the details of
costumes and decorations. Before the carnival we
are studying, the humorous component of the per-
formances had not yet embodied the social chal-
lenge, acute social satire.

Willym wrote about the Comus [Willym] parade,
indicating that the period after Reconstruction was
accompanied by a wave of political upheaval in Lou-
isiana. Thus the theme of the parade “Charles Dar-
win’'s missing link” was only an occasion for the artist
to realize his creative potential in a vivid satirical
criticism of real people and those historical events,
which he witnessed. The appeal to natural-scien-
tific themes made it possible to expose the criti-
cized party with the help of zoomorphic symbolism.
Such a technique was already used by cartoonists
in Western Europe, criticizing various social insti-
tutions, as exemplified by the images of C.G. Ben-
nett (1828-1867) and E.L. Sambourn (1844-1910),
who embodied Darwinism.

Briton's masks bore a resemblance to famous
personalities from the capital city of Baton Rouge to
the White House of Washington, which it has now
become difficult to ascertain without resorting to a
search for external resemblances, the habits of once
famous personages. Through the torchlight parade,
conducted without platforms, President Grant (a to-
bacco maggot), General Butler (a hyena) were easily
recognized. Other notable images included foxes,
snakes, cats, and other, already fantasy, grotesque
figures. The political overtones of the images were
identified with the images of government officials,
Yankee entrepreneurs from the northern part of the
United States (also called "sackbuilders”), and po-
litical renegades. The Comus parade was held up
on Canal Street by a mob of men, forcing the pro-
cession to turn back.

Let’s turn in more detail to a few recogniza-
ble characters in Briton’s cartoons, who have been
identified and provided images on his blog by U.S.
Reconstruction-era history attorney Patrick Young
[Young]. These are the influential figures we men-
tioned above, Benjamin Butler, Henry C. Warmoth,
Algernon S. Badger, and Ulysses S. Grant. Many of
the images are difficult to label for certain; the au-
thor gave no written designations on the obverse.
This was probably not necessary in his time due to
the easy recognizability of the images. Sometimes
there are captions on the drawings that refer to the
idea of a particular animal: salamander, alligator.
Other sketches are not captioned but are also quite
illustrative: lion, fly, elephant, leopard, bat, beetle,
whale, walrus, crayfish, monkey, grasshopper, spi-
der, snail, donkey, coral polyp, and others. There
are sketches of costumes of flowers and plants, they
are not so caricatured, rather perform a decorative

function, demonstrating the diversity of nature and
serving as a true decoration of the carnival.

The image of Union General Ben Butler was iden-
tified with the hyena. So unflattering to the politi-
cian was the image of a carrion-eating beast that
preys on sick, weak, and straggling victims, as well
as the hyena's habit of settling for the leftovers
of stronger predators. In addition to the appropri-
ate coloring, the artist reinforced Butler's demean-
ing attitude by drawing the animal’s tail hanging
down. In addition, Briton introduced telling details.
In the hands of the character is a skull, and on his
belt hangs a saber. These attributes were a refer-
ence to the military career of the depicted, his par-
ticipation in the occupation of New Orleans. In the
management of this city, he showed political firm-
ness and persistence, which caused the residents a
sense of rejection. On September 27, 1862, Butler
formed the first African-American regiment in the
U.S. Army, which was unusual in those days when
most regiments were commanded by white officers.
However, a number of his decisions were received
by the citizens in the bayonet: The Cotton Confis-
cation Act of 1862, the censorship of newspapers,
the execution of William Mumford (sentenced to
hang for treason for removing the U.S. flag from the
New Orleans Mint). Most notorious was Butler’s Ex-
ecutive Order No. 28 of May 15, 1862, which stat-
ed that if any woman showed open contempt for
any United States soldier, she could be treated as
a prostitute. In consequence of such unpopular or-
ders, the general acquired the negative nicknames
“Butler the Monster”, “Spoon Butler.” In connec-
tion with the latter, mention should be made of
the symbolism of the image of the spoon on But-
ler's shoulder. Notorious was the incident in which
Butler discovered a woman from New Orleans at-
tempting to cross the Union border with a 38-piece
silverware set who was using a pass that allowed
only clothing. Butler's persistence in pursuing any-
one helping the Confederacy generated fierce ridi-
cule from the white residents of New Orleans.

Former Republican Governor of Louisiana Henry
Warmoth was showed as a rattlesnake with a Native
American headdress of feathers like those used by a
number of Native American populations - Apache,
Cheyenne, Sioux, Lakota. Warmoth was elected large-
ly with the support of the African American commu-
nity. It is likely that the motifs of traditional Native
American dress recreated by the cartoonist were
a satirical allusion to Warmoth's pseudo-respect-

61



ful stance toward the people who elected him. But
his subsequent actions in his newfound position
in relation to the interests of the white elite led to
charges that he had betrayed his black constituents.
The main problem facing Warmoth's party was that
their Democratic rivals rejected the legitimacy of a
government based on black votes.

Another popular figure to create a caricature
was Algernon Badger, who was the chief of the New
Orleans Metropolitan Police Department. Badger
was particularly hated because of his efforts to sup-
press terrorist groups of white supremacy support-
ers in the region. He was even assassinated in 1874
during the Liberty Place uprising led by the White
League paramilitary organization. Badger led the
Mardi Gras procession in New Orleans more than
once as superintendent of police [Nystrom, 2010,
p. 134]. And the caricature of him presents an obvi-
ously endowed with zoomorphic features. The artist
relied in his work on the characteristic external sim-
ilarities of the depicted with a dog, additionally ex-
aggerating them. In the sketch, the elongated face,
hanging whiskers and thickly protruding eyebrows
are noticeably emphasized. Thus the author wanted
to achieve the realization of the semantic analogy.
Badger's official zeal was given to a comparison with
a dog serving his master. The story testifies to his
really established career as a clerk in various capaci-
ties (official in the district court, tax and customs or-
ganization, postmaster). This circumstance gave the
cartoonist a reason to ironize the character’s per-
formance. In addition, this example demonstrates
a negative symbolic interpretation, as opposed to
the usual image of the dog as the embodiment of
loyalty. Briton depicts the dog in a police uniform,
emphasizing the idea that by being loyal to serving
the government and laws that were frowned upon
by the citizens of New Orleans, the character rep-
resented does not find a moral response from his
fellow citizens. This idea lay on the surface. It was
not just readable by modern audiences, but it em-
bodied their feelings of disagreement with U.S. pol-
icy. We would not want to overlook the fact that by
choosing a dog as an animal for the image-analo-
gy, Briton refused to compare Badger with a badg-
er, which was the first obvious comparison. Based
on the spelling of the cartoon character’s surname,
this was the simplest and most obvious solution.

Known as an avid smoker, Ulysses S. Grant was
depicted by Briton as a caterpillar with limbs shaped
like green tobacco leaves. The head, like the other
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images in Briton’s series, is decidedly portrait-like.
Grant is represented in full-face, with a hat on his
head, with a cigar in his mouth. In an 1865 por-
trait of the Norwegian painter O.P. Hansen Balling
(1823-1906), Grant also appears before the viewer
with a cigar, which is, as we see, not a caricatured
exaggeration. Thus, Balling, in a succession of por-
traits of Union Army generals, singled out the cigar
as a distinctive element that reveals Grant's image.
It is interesting to note that both artists chose a
three-quarter portrait with the face to the right. It
can be assumed that this angle was the more ex-
pressive for perception. Briton's later caricature is
a reminiscence of a famous pictorial portrait.

As president, toward the end of his administra-
tion, Grant was losing his former popularity due
to the economic collapse of 1873. In the southern
United States, his personality was understandably
unattractive due to his role in the North-South War.
In the caricature, in addition to the broad hat, Bre-
ton endowed Grant with the distinctive patches of a
military man, once again stating the defining sym-
bolism of the hated image. To the people of New
Orleans, Grant is first and foremost a Union Army
general, not a president. His management of mili-
tary operations in the army caused rejection among
the citizens, as well as his civic position and the fact
that he once accepted the surrender of the South
to R.E. Lee (1807-1870). The very face of the presi-
dent in Briton's sketch is not caricatured, but is em-
bodied quite traditionally, with a thoughtful gaze
directed away through the viewer. The serious na-
ture of Grant is evidenced by facial expressions: re-
duced to the bridge of his eyebrows, compressed
lips. The artist did not hyperbolize the facial fea-
tures in search of crude mockery. This approach is
inherent in other portrait sketches by the master.

The artist's creative heritage, in addition to the
series of works we have discussed above, deserves
a separate study. The samples of Britons artistic iro-
ny presented to our attention lead to several con-
clusions. One of which manifests itself in a further
confirmation of the existence of political and social
caricature as a single type. It is no accident that re-
searchers in sociology, political science, and history
have turned to the material of caricature, drawing
on them in the course of their works (M. Dorothy
George, J. Paston, G.M. Atherton) [Sherry, 1987]. An-
other essential feature of the works under consid-
eration is the multilevel approach of the figurative
structure of caricatures. In addition to the portrait

caricature level, Briton's satire properly drew on
themes of anti-evolutionary rhetoric. The fact that
the cartoons served to express the anti-democrat-
ic, racialized society of the U.S. South in the second
half of the nineteenth century should be recognized
for them. The very theme of the parade was stat-
ed and embodied as a parody of Darwin's teach-
ing on the origin of man, referring to the concept
of the so-called “missing link”. Formally, the criti-
cism of the cycle of cartoons was directed against

the evolutionary theory of the English researcher.
In fact, the images projected the satire, translat-
ing it into a different context, leading it directly at
the officials of New Orleans. In this way, the car-
toons of the sketch series combined several layers
of depictions of criticism while being highly artis-
tic works. The semantic range of images of fine art
was enriched thanks to the capacity of metaphori-
cal language inherent in Briton's cartoons and the
variety of ways of representation.
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COUNANBHAA N TTOJIMTUHECKAA KAPUKATYPA
YAPJIb3A BPUTOHA HA NMPMEPE 3CKN30B
«[MOTEPAHHbIE 3BEHbA» A1 KAPHABAJIbHbBIX
KOCTHOMOB MACKAPALA MAPAW TPA
1873 TO4A B HOBOM OPJIEAHE

AHHOmayusA: B ctaTbe aBTOp Obpalyaetcs K rpadu-
YecKoMy MaTepuany — cCepmu 3CKM30B KapHaBalbHbIX
KOCTHOMOB aMepPUKaHCKOTrO XYAOXHMKaA LIBENLLapPCKOro
npoucxoxaenuns Y. bputoHa. IcKM3bl HOCUAM XapaKTep
KapukaTyp, Ha npuMepe KOTOpbIX MPOCaeXMBanacb NH-
TEHLMA KPUTUKN MNOAUTNYECKOTO COCTOAHMA obLecTBa
HoBoro OpsieaHa, coumnanbHbie NPobaeMbl HaceneHus
BTOPOW NonoBuHbI XIX Beka. ABTOp paccmaTpuBaeT camy
NCTOPUIO, TPAAULMUN 1 OBblUan ero NPoOBeEeHNs, OTAN-

KapukaTypHbIi >kaHp BTOPOW NonoBuHbI XIX
cTonetns obHapy>xmBaeT AHOHOMbITHLIA CUHTES
AEMOHCTPaLNM KPUTUKWN KakK MOJUTUYECKUX, TaK U
Hay4YHO-UCTOPUYECKNX MHCTUTYTOB rocyAapcTrBa.
LLIBeacKnn Xy[0XKHWK, rpaduk, TBOPUBLLIUIA B 06-
nactv antorpadum Yapabs bputoH (ok. 1840-1884)
SBWA HaM HarAsAHbIN NpuMep NOLOOHON UHTEH-
LMK B pAje akBapesbHbIX PUCYHKOB. Halue nccae-
fOBaHVe NpuBaekaa cepus 3ckn3os «[loTepsaHHble
3BeHbsA» (1873), HanncaHHas B CBA3W C NpoBeje-
HVYeM TOp>KeCTBEHHOro kapHasana Mapgau pa B
Hosom OpinieaHe (wrat Jlynsumana). OdvunanbHoe
Ha3BaHuWe napaga — «Hepocratowee 3BeHO Yapb-
3a [lapsuHa». Ero yctpouTtenn 6biam BLOXHOB/EHbI
BbILLEeALNM TPYAOM O MPOUCXOXAEHNN BUAOB NPO-
CNlaBJIEHHOr0 aHMIMNCKOro HaTypanucTa.

Bcero cepus pabot bpuTtoHa «lloTepsiHHbIe 3Be-
Hbsi» coctonT U3 101 ackm3a. OHa npepcTaBasana
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yme KOCTIOMOB Mackapaga 1873 roga oT paga Apyrux
nposoaumbix B HoBom OpneaHe. B ctaTtbe noguepku-
BaeTca npobsema MHOroniaHOBOCTU CEMaHTUYECKOWN
COCTaBAAIOLLEN KapyKaTypPHbIX 06Pa3oB, CO34aHHbIX Xy-
LOXKHUKOM.

Knrouesere cnosa: kapukamypa XIX eexa, kapHasaie-
Hasa kynemypa, uckyccmso XVIII eeka, noaumuyeckas
camupa, coyuaneHas camupd, aHmMudapeuHo8cKas Ka-
pukamypa, epagudeckue Yukbl, 3CKU3bl KOCMHOMO8

o601 caTMpy Ha TEOPUIO IBOJIFOLMM, UTO AICHO U3
camoro Ha3BaHus cepun. Takxke paboTbl KPUTUKYHOT
oCTpble coLmabHble Npobaembl: NonyamM3m obue-
CTBEHHbIX AeATenew, NPOoAaXKHOCTb OPraHoB BAACTW,
MeXpacoBble Npobaembl.

Cepusi KapuKaTypHbIX 3CKM30B A5 KOCTFHOMOB
13 nanbe-matle bpnToHa HeobbIYaliHO HTepecHa
AN5 Halllero nccnefoBaHus, Tak kak obopmMmuTenu
onupannch Ha paspaboTaHHble rpadrKoM MUKCO-
Mop®Hble Trnaxu. A ob6bekTaMn MPOHUN B ;aHHOM
cnyyae ABUIMCb COBCTBEHHbIE COLMANbHbIE, MON-
TUYeckme peannu noescegHeBHOCTU. KapukaTtypbl
BOCMPOU3BOAUAN OBANK NOMNYAAPHBLIX COBPEMEH-
HbIX JIMYHOCTEW: MOSIUTUKOB N OOLLLECTBEHHBIX Aes-
Tenei. Mpw 3ToM BbI/1 XKMBO BOCMPUHAT U MPUMEHEH
06pazHbIi C1oBapb NPUCYLWNIA «AapPBUHOBCKOWN Ka-
pukaType». B psagy npeactaBieHHbIX XyAOXHUKOM
06pa30oB MOXHO MPOCNEANTb MOPTPETHbIE KapyKa-

TypHble CXOACTBA C peanbHbIMN JUYHOCTAMMN — 3TO
Ynucc C. TpaHT (1822-1885), beHpxamuH ®. baT-
nep (1818-1893), l'eHpu K. YopmoT (1842-1931),
AngxxepHoH C. bagxxep (1839-1905) n cam Yapabs
[Japsun (1809-1882) B Buae ocna. Mapan Npa 1873
roga ctan noBOAOM As CMENOW AeMOHCTPaLMmM No-
NVTNYECKNX KOMMEHTaPUEB N apTUCTUYECKUX KO-
CTIOMOB.

Cepwus pabot bpuToHa npuBaeksa BHUMaHWe
Takux nccnegosatenel, kak JinanHa Kut, Matpuk
Anr, AHpn WuHpnep. Takxke maTepranom gns nsy-
yeHus nocayxunna nHbopmaums cainta Konnekumm
nccnesoBaHnin TynenHcKoro yHusepcuteta Jlynusm-
aHbl, coobueHuns CrozaHHbI Mayapc [Mistick Krewe
of Comus], Sripbl TaHcu [LaRC's Carnival collection
in the news]. B TyneliHckoM cobpaHumn pykonucer
XPaHWTCA, BHYLUMTENbHAA KOMNEKLMA ByMaXkHbIX Na-
MATHWKOB, JOKYMEHTOB O Mackapage B Hosom Op-
NeaHe. OTO NpuWraalleHns, TaHLeBalbHble OTKPbITKY,
nevaTHble niakaTbl U 6tonneTeHn. Konnekuma co-
Aep>XxuT 6onee NATU ThiCAY OPUTUHABHBIX MPOEKTOB
odopmMaeHnsa nnatGopm 1 KOCTIOMOB A4 Napaja.
3HaumnTenbHas YacTb NPeACTaBAAET «30/10TON Bek»
kapHaBana (1870-1930), o kKOTOpOM Nuncan KPUTUK
AHapu WnHanep, cam BbIBLIMIA An3aliHEPOM psja
KapHaBanbHbIx kocTtomoB [Schindler, 2001]. B co-
6paHuve BXOAAT MPOEKTbI XyA0XKHUKOB MPOLLAbIX
neT Kpome camoro Yapnb3a bputoHa, [>xeHHn Y.
Yawt (1865-1913), Bpopa A. Bukctpema (1854-1909),
Kapnottel M. boHHekas (1887-1930). Bce oHu Bbinn
TECHO CBfi3aHbl C TBOPYECKOW XYAOXKECTBEHHOM Xn3-
Hbto HoBoro OpneaHa. Kpome Toro, B cobpaHum
cosep>atca Matepuanbl 6osee MOAOAOro Nokose-
HWA macTepos Bpoze Angpu LLnHanepa, Matpucun
XapavH v Onbru Metepc. OTaen pykonucen sBs-
eTc OZHUM U3 Hanbosee NOAHbIX apxnBoB HoBoro
OpneaHa, B KOTOPbIX XPaHATCA AOKYMEHTbI OT KO-
NIOHWaNbHOro Nnepuoga 1 Ao Hawwux gHer. Cpean
npoYero marepuanbl OTAena OTpaXkatoT TeMbIl UC-
CNelOBaHUI rpaXAaHCKON BOVHbI, NOAUTUKY Jlyn-
3MaHbl, NyAanKy, XXeHCKNe NCCNefoBaHmA, FOXKHYHO
nvtepatypy, meguumnHy, Mapan [pa.

O caMOM co3gaTene NHTePEeCYHOLLMX Hac KapuvKa-
TYP M3BECTHO OYeHb Mano. BpuToH 6bi HeopanHap-
HbIM XYLOXHUKOM (uTorpad, rpasep), U3BECTHbIM
NPV >XXM3HW HOBOOPJIEaHCKNM apXUTEKTOPOM, MH-
SKEHepOM-CTponuTeNem, Co3gaBLuemM pas NPOEKTOB.
Pabotan kak autorpad ¢ [xxoHoMm 3. bénepom, kak
rpasep ¢ Agonbdpom LienHekom. C nepsbim B 1870,
a co BTopbIM — B 1879 roay. Kpome nHtepecytowiero
Hac KapHaBaia oH paboTtan Hag An3ariHoMm K Map-

av Fpa 1870-1871 rogoB Ha TeMy «/lBeHaALaTON
Houm» Y. LLlekcnnpa, opopmaeHnem Top>KeCTBEHHO-
ro napaga 1882 roga Ha ctoxet o lNpotee. OH ocy-
WwecTBAsAN paboThl He ToAbKO A HoBoro OpreaHa,
TaKXe Tpyauncs Hag odopmaeHnem napagos LinH-
uMHHaTK, bantumopa. lMpu 3TOM O ero IMYHOCTH, K
COXXaNeHM, Mallo YTO MOXHO CKa3aTb JOCTOBEp-
Ho. MacTep 6bin ypoxeHueMm [étebopra (LUBeuus).
W3HauanbHo bputoH npuexan B Heto-Mopk, a yxe
3aTem obocHoBanca B HoBom OpnieaHe. OTyactu
NPO/INTb CBET Ha HEKOTOPbIE CTOPOHbI €r0 XMU3HU
MOXET COXpaHMBLUaACA yHUDOPMa, KOTOPYHO OH HO-
cun, Byayum B cocTaBe BOEHHOTrO rnoJka B Mekcuke
noj kKomaHgoBaHnem Makcummnnmnana | (1832-1867).
VIHbIX CBUAETENBCTB O YaCTHOW XKU3HU XYL0XKHUKA
HeT. Ha MOMEHT CMepTN MOKONHOMY MacTepy uc-
NONHUANOCL COPOK Tpu roga. O ero cMepTu 3 ntona
1884 rosa 66110 YNOMAHYTO n3gatenbctBaMu «The
New York Times», «The Daily Picayune». B Hux ro-
BOPWJ/IOCh, YTO OCTaHKM XyZ0XHMKa Oblan npesaHsl
3emMe Ha [puHBYyACKOM Knazbuie B cpesy yTPOM.
LLInpok TemaTMyeckunin 0xBaT CHOXKETOB NapasoB
pa3Hbix neT B Jlynsnane: «Pazbl npnposbl», «Py-
6anaT», «B3rnag Ha COBpeMEeHHbI MUP UCKYC-
ctBa», «Mudbl 1 KyNbTbl KUTAALEB», «T€HHUCOH»,
«IHeunpa», «A3bik uBeToB». OAHUM 13 APKUX MPU-
MepoB TeMbl KapHaBana 6bis croxet o MpoTee —
Mudonornyeckom nepcoHaxe [pesHel Mpeunn.
(CyLiecTByeT HECKOIbKO BEPCUN MPOUCXOXKAEHNUS
nepcoHaxka Mvda, NOPON OH NpesCcTaeT KakK CbiH
MocengoHa v Mepbl, MO APYrUM BEPCUSAM €ro Ma-
Tepbto cumnTaroT HUMY). ObnagatoLmnin CnocobHoO-
CTbtO K MeTaMopdo3e NepcoHax ymen npuHMmMaTb
pa3Hbli 061K, UTO MOCAYXXUAO NOBOALOM BOMIO-
LLEeHNA MHOTMUX BMeYaTAAroLLMNX XyA0XKECTBEHHbIX
o6pas3oB B TeMaTMyeckoM obopMIeHNIN ouepes-
Horo kapHaBasna bputoHom. CBUAETENBCTBOM TOMY
ABNSETCA PUCYHOK XYLOXHWKa, MPesCTaBASOLLNIA-
cs coboli NabIBYyLLEee MO BOJAHAM CYJHO C JpeBHe-
BOCTOUHbIMU 3/IeMeHTaMu Zekopa (MPoToMbl HbIka,
b6apaHa, CTUn30BaHHOE n3o0bpaxeHne ckapabes),
noTocamu 1 nbucamm cpean nemnsaxa. OueBnaHo,
PYCYHOK MpefHa3Hayancsa B KauecTBe 3ckun3a odopm-
neHva naathopmbl Ans mackapaga. OH noaTeepxaa-
eT npucylee bpntoHy npu pabote Hag An3aliHOM
KaXKZoro KapHaBa/jia BHUMaTe/lbHOe OTHOLLEHME K
AeTanam, boraTyro LBETOBYHO NanuUTPy, BHEAPEHNE
pPa3HOOBpPa3sHbIX XXMBOTHbIX U PacTUTENbHbIX 0bpa-
30B, HaLMOHaNbHbIA KONOPUT.
XyAOXKHNKN-AeKOopaToOpbl B YBaXKUTENbHON Ma-
Hepe obpaLLanunck, Kak MOXHO CYANUTb, K KybTypam
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MHOTMMX HapoAoB, K Mudoaornu, nutepatype. Kax-
AblN Mackapag 6b11 MOCBALLEH OMNPeAENEHHON TEME,
B COOTBETCTBUM C KOTOPOM HbLNO CO34aHO HEOBXOAM-
Moe ciyyato opopmieHme. TpagnLNOHHO NPUHATO
paccmaTpuBaTb KapHaBas C MCTOPUKO-KYbTYPHOW,
aHTPOMOIOTNYECKOW, C TeoA0rnyeckon, Gonbkaopu-
CTUYeCKOMW, TeaTpaibHOW, GUN0NOrMUYECcKOl, CeMUOo-
TUYECKOW CTOPOH nccnegoBaHus [Kutawosa, 2012,
¢.13.]. KynbTypa KapHaBana He ABageTCA ABNEHNEM
MPUCYLLMM KaKOMY-TO KOHKpPeTHOMY Hapogay. dop-
MUPOBaHWe KapHaBaJbHOMN Ky/bTypbl MPUXOANUTCS
Ha nepuog c paHHero CpeaHesekoBbs Xl Beka go
BpeMeHu ee pacupeta B XVI—XVII Bekax.

B HacTosLlee BpemMs MOMVMO HOBOOP/IEAHCKOTO
[EeVCTBYIOT TLLATENbHO OPraHM30BaHHble KapHaBa-
Nbl B BeHeuun (Mtanum), Pro-ae-Xanenpo (bpasu-
nns), Hugue (PpaHums), Noa (MHANA) 1 MHOXECTBO
apyrvx. Mackapaz faBnseTcs ABJeHWEM CUHKpeTMYe-
CKUM, OObEANHAET PAS A3bIYECKUX N XPUCTUAHCKNX
NpOosiBAEHWI OBPAAHOCTU: INTYPruYeckme WecTBus
XPUCTUAHCTBA W TPaAMLIMN PUMCKUX CaTypHanuK,
Nynepkanuni, 3aMMcTBoBaHHble repMaHuamu [Ko-
na3mH, 2002, c. 88-118]. Mapag npeanonaran cBoen
YaCTbO TOPXKECTBEHHYHO NPOoLeccuto 06aayeHHbIX
B KapHaBaJ/ibHble KOCTHOMbI y4acTHUKOB. LLlecTBus,
AEMOHCTPaLMK U3ApeBie ABASINCL COCTaBHON Ya-
CTbO OTMPaBAEHUSA HAPOAHbIX NMPa3AHUKOB. B HMX
OZHOBPEMEHHO OCYLLEeCTBAANACh PENUTMO3HAs U Te-
aTpasbHas QYHKLWA TOPXKECTBa YacTo C M3BECTHbIMU
nepcoHaXxamu, MackaMu, 31eMeHTamu LLYTOBCTBA.
Tak Kak KOHKPETHOMY LLIECTBUO OObIKHOBEHHO MpU-
[AeTcs onpeaeneHHbIi CUMBOIMYECKUIA CMbICA, TO
BOBJIEYEHHOCTb B NMapajHOe TOPXKECTBO HapoAa CBU-
[EeTeNbCTBYET 06 MX YXOBHOM UAENHOM €UHEHUN.

HekoTopeble uepTbl kapHaBana B Hosom OpneaHe
6b1IM MHAMBUAYaNbHbI. TakK, KOCTFOMbI U3 Manbe-Ma-
LWe BrepBble 6blM co3zaHbl B camom HoBom Opne-
aHe, a He B lNapwxe. Ho HeEOBXOAMMO YNOMSAHYTb O
CBOWCTBaX ¥ YepTax, AeNatoLLmx 3TOT Mackapas, poa-
CTBEHHbIM C APYrMMU aHaNOrMYHbBIMU TOPXKECTBAMMU.
W no cBoew cTpykType, Mo TpasMumum npoBeseHus,
1, KOHEYHO, Mo psaay CBOMX GyHKLMIA. Hanpumep,
MOTUB MPa3AHUYHOIro 0OGOPMAEHUSA LIBETAMUN U TUP-
NAHAAMK rN1y60KO CUMBOAMYEH, N3BECTEH CO BPEMEH
ApeBHOCTU. KapHaBanbl BKAKOUAIOT OonpeseseHHble
chopmMmupoBaBLUMECs LiepeMoHUN, LecTBus. OHM He-
PeAKO COMPOBOXAAOTCH MY3bIKOW, TaHLLEM, CUM-
BOJINKOW OTHEHHOW cTuxun (henepsepku, dakenbl,
bnambo, coxckeHme uyyen 1 T.n.), pasbpacbiBaHnem
MOHET WUAW eAbl, HoLeHeM creundurnyeckoro Ko-
CTHOMa 1 Macok. [1na KapHaBasoB CBOWCTBEHHA WH-
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BEPCUA COLMOKYABTYPHbIX CMMBOIOB. CaM MopAazoK
Mackapaga, ¢ 4acTbiM 06bsABIeHEeM COBCTBEHHOTO
Ha3Ha4YaeMoro «Kopo/s» Mpa3gHNKa HUBepyeT
CyLeCTBEHHOCTb peasibHOro NpaBUTENs, KaKoW-/n-
60 AeNCTBUTENBHOWN Mepapxuu, coumasbHO npu-
HATbIX HOPM U LLePEMOHUIA, MPU3HABAEMO BaXKHbIX
LeHHocTen. Mackapag 6ykBanbHO nepeBopayvBa-
€T MUP BBEPX AHOM, C/IOBHO 3abupas y4acTHUKOB
13 MMpa 06bIYHOTO B COBCTBEHHbIN, Haj KOTOPbIM
He BNIaCTHbI NMpaBuaa 06bIYHOrO MMpPa. YUYacTHUKK
KapHaBaJiOB MOTYT BbICTPanBaTb pasinyHble OTHO-
WEHWS, UTPbl C APYTUMU, MOPOI HEBO3MOXHbIE B
peanbHOW XW3HW B COr1acum C npasuiaMu nepap-
xnun. KapHaBas OTHOCUTENBHO AEMOKPATUYEH, BO
MHOFOM ypaBHMWBAET JIF0Ae Pa3HOro coLmanbHO-
ro MONIOXeHMA, a MOPOoi Bepbl U packl. My>4UunHbI
N KEHLLMHbI TakXke YyBCTBYHOT cebs bosee Henpu-
HY>KZIEHHO APYT C APYrOM, pasinums Mexay ntoib-
MU cTupatoTcs. NogobHo nepdopMaHcy, Mackapas
>KMBOW N pa3BUBaOLLMINCA B MPOCTPAHCTBEHHO-BpeE-
MEHHOM KOHTUHYYME BUJ, UCKYCCTBA, XOZ, KOTOPOro
MOPOW rPO3UT BINTY 3a NpeAeNbl KOHTPOAA NHOAEN,
ero ocyuiecteasaowmx [Knutawosa, 2012. C.13]. Kap-
HaBai MPUUYA/IMBO BKJIFOUAET UepThbl CBALLEHHOTO,
Cepbe3HOCTb C UTPOBbLIM 3EMEHTOM, MapoAneit Ha
JAEeVCTBUTENIbHOCTb/PeanbHOCTb.

OTzenbHOr0O BHUMaHWS 3aC/y>KMBaeT UCTOPUS 1
obblyan kapHaBana Mapgu 'pa Hoeoro OpneaHa.
HauwvoHanbHble npasgHuKKM 10060 CcTpaHbl obpalla-
FOTCA K KYJIbTYPHBIM CMbIC/IaM Y LLEHHOCTSAM, NMPWHS-
TbIM B flaHHOM coobLecTBe. KaneHaapb Npa3gHUKOB
CLUA BkntouaeT bosiee copoka HavMeHoBaHUi. OT-
Meuarollleecs rpaHAMO3HbIM LWecTBMeM, banamu,
3aCTONbeM HOBOOpP/IeaHCKOE TOPXKeCTBO chopMu-
poBanoCb Ha OCHOBE CTapbiX GPaHLLYy3CKUX Tpaau-
LMK, nockonbky JlynsmaHa korga-To 6biia yacTbto
dpaHuy3ckmx BrageHni B Hosom Ceete [3akumpo-
Ba, KotnoBa, 2014].

Camo Ha3BaHMe opraHusaunm, 3aH1MMatoLLencs
opraHusaumen Mackapaga yxe TpebyeT HeKoTo-
pon pacwmndpoBkm — obwectBo «Muctuka Kpese
n3 Komyca». OcHoBaHHbIn B 1856 rogy «Muctuk
Kpese 13 Komyca» (aHrn. ab6p. «MKC») — aTo cTa-
peliwas NoCTOSHHO AeNCTBYOLLas OpraHnsaums,
yupexaeHHaa no 6onbluer YacTn aHrNo-aMepu-
kaHuamun B Hoeom OpneaHe. MKC cnaBuacsa exe-
rofgHbIM yCcTpoeHnem npasgHectsa Mapawn Npa (dp.
«KMPHBIV BTOPHWK»), MPa3ZHOBaHWE KOTOPOro npu-
XOAMNO 06bIYHO Nepes Hayanom Benvkoro nocra
y kaToankos. [lo ocHoBaHna MKC kapHaBasibHble
Top>xectBa B HoBom OpieaHe B OCHOBHOM oOrpa-

HUYMBANNCb PUMCKO-KaTONNUECKOW 06LLmMHO. MNa-
pasbl HOCUV HeperyaspHbIN 1 NPenMyLLEeCTBEHHO
HedopManbHbI xapakTep. PerynspHoe ycTpoeHune
TOP>KECTB OCYLLEeCTBAANOCh B nepuog ¢ 1857 no
1991 roga, 3a UCKNHOYEHVEM MEPUOAA TPaXKAaHCKOM
BOWHbI (1861—1865). 310 ApKOe cobbITe conpo-
BO>X/,a/10Cb KOCTFOMUPOBaHHbIM NMpPeACTaBAeHNEM,
MY3bIKOM.

B noHATMe «kpeBe» BXOAWUT cama OOLLEeCTBEH-
Haa opraHu3aums, KoTopaa 3aHMMaeTCs OpraHu-
3auuel napasoB 1 basoB B Nepuog KapHaBana,
burHaHCcMpysa HeobxoaMMble 3aTpaTbl Ha NpoBese-
HVe n opopMeHne TopxKecTBa. ITOT TEPMUH MO-
mumo Mapaw 'pa B HoBom OpieaHe nprmMeHsaeTca
npv yNOMUHaHWW UHbIX decTrnBanen JSlynsmanol (Jla-
daiiet, Wpusnopt, batoH-Pyx), a Takxe MNMuparcko-
ro dectnsans Macnapunbs (Gaopuga), kapHaBane
B Jla-Kpocce (BUCKOHCWH) 1 Ha 3MMHeM KapHaBane
Cestoro Masna (MuHHecorta). CornacHo 6putaHckoin
aHumknoneamn [KynbTypHas XX13Hb]IOBO «KpeBe»
6b1710 NprMeHeHo B 1857 rosy OCHOBbIBatOLLLENCA B
Hosom OpneaHe opraHu3aLmeli, HasbiBaBLUen cebs
«Ye Mistick Krewe of Comus», a HblHe MCnoNb3yeT-
€A B KayecTBe apxanyHol abdekraymmn. Cama Tpa-
avumsa 6narotBopuTenbHOCTU «MucTrka Kpese m3
Komyca» 6bina BLOXHOBAEHA MUCTUYECKMM ObLLe-
ctBoM Anabambl «Cowbellion de Rakin Society», oT-
KyZia CcTeMa UYNeHCTBa «KpeBe» pacnpocTpaHnaach
4,0 psja ropoAos ¢ npeobnagaHnem GpaHLy3CKmx
M KaToNMyecknx Tpaamumii Bpoge Hosoro Opnea-
Ha. A oTcblika K 0bpasy Komyca Tak>ke MHOrosHau-
Ha. BcTpeuatoTcs aHanormm ¢ aHTUYHbIM 60XKECTBOM
Komycom, Tak 1 poACTBO C NepCcoHaXxeM OfHOW-
MEHHOro AnMbpeTTo Ana Mackapaga Jx. MuabToHa
(1608-1674). B apeBHerpeveckoin mndponorun Ko-
myc (Kom/Komoc) — 60or nmMpLuecTB 1 Becesbs, HOY-
HOro npasgHoro BpeMAnpenpoBOXAEHMUA, CbiH U
BMHOYepnuin JnoHunca. Takke KOMYCOM UMEHYHOT
M caM pUTyan LIeCTBUSA, COMPAXKEHHbIV C MecHone-
HUAMM, TaHLAMWU 1 MY3bIKOW: GaerTbl 1 Kndapsbl.

Y natvHsaH Komyc npucytcTBoBan B TOM Xe UMo-
CTacu Kak BTOpocTeneHHoe 60XKecTBO, BO MHOTOM
oTtoxzaecTBasAcs ¢ JuoHucom. K ero atpubyrtam ot-
HOCATCA BUHO, daken, LiBEeTOYHbIE TMPASHAbI, BEHKM.
A camo n3ob6paxkeHre NpuHATO BbII0 BOCMPOU3BO-
AWTb Ha GOHe npa3gHecTBa Ha JIOHe NpuUpoabl. B
MuAbTOHOBCKOW TpakToBKe obpasa Komycy npu-
faetcs GyHKLMA UCKYCUTENS YeNOBEUECKON AyLLN.
fI3blueckre MOTUBbI MUCTUYECKOTO CO34aHMA BO-
NAOLLEHbl aBTOPOM B HEraTUBHOW UHTeprpeTaLuu.
MopobHbIN fyannsam obpasa gaet obwmpHoe none

ANS1 UCTONIKOBAHWS 1 TBOPYECKOMN MbICAU Npu 06-
paLLeHNN HEMOCPEeACTBEHHO K Ky/bType KapHaBaa.
«Mwnctnk Kpeee n3 Komyca» — nepBbii 1 ctapem-
wuii kpese Hosoro OpneaHa, ocHOBaHHbIV B 1856
rogy 21 uneHamum 61aroTBOPUTENBHOINO COObLLIECTBA.
CornacHo cnoBaM P. Mutuenna, «<AMepuKaHLbl B
HeManol CTeneHn «amMmeprKaHnsnpoBaan» HoBbIl
OpneaH n ero kpeonos. [MNpun 3Tom HoBsbit Opne-
aH «KpeoansnpoBan» aMepukaHLes. JIngepcteo B
OpraHnM30BaHHOM KapHaBaJjie NnepeLuso oT Kpeo-
OB K aMepurKaHL,aM, Tak Xe, Kak 3TO Mpon30La0
C NOANTUYECKOM Y SKOHOMUYECKOW BNACTLIO B Te-
yeHune AeBATHaALATOro Beka. 3penviie Mapau 'pa,
BO BCex cBoux Gopmax: B GanbHbIX 3anax U Ha yau-
Lax npescTaBaser cobon CMHTETUYECKYHO KyNbTypy
HoBoro OpneaHa, He NOAHOCTBHO KPEeOoJIbCKYH N He
nosHocTbio aMepukaHckyto [Mitchell, 1995. P. 25-26].

B camom fene, MHTepecyoLWmnin HaC Mackapaz
1873 ropa Toxxe nmen nog cobor MoLLLHOe CMbICNO-
Boe obocHoBaHwWe. EcTecTBEHHO-HayuYHaa TemaTuka
Jana noBoJ NprvMeHeHWs 300MOPPHON CUMBOAN-
KU AN KPUTUKK psifja HoBOBBeAeHUN. KocTroMbl
Am3aiiHa bprToHa 6b1aK NpK3BaHbl BbICMENBATL pe-
cnybavkaHLEeB, KOTOpbIX 311Ta HoBoro OpneaHa 06-
BWHSANA B YCU/IMAX MO YCTAaHOBAEHWUIO FPaXAaHCKOro
paBeHCTBa MeXAy pacaMu B xoAe PeKOHCTpyKL MK
(1865-1877). Obwectso Hosoro OpsieaHa 6bi10
MOAN3THUYHbBIM, MeCTHble Xutean ewe ¢ XVII-XVIII
BEKOB BNuTanu GpaHLy3CcKyro (Npexae BCero), uc-
naHcKyto KyabTypy. Mocne cMelleHns ¢ KyabTypou
obocHoBaBLUMXCsA B XIX Beke NoceseHUEeB pAaHA-
CKOrO, WOT/NIaHACKOrO MPONCXOXAEHNA K ONUCbIBa-
€MOMY Hamu nepuoay B ropoze chopmmpoBanach
CcOBCTBEHHas KyNbTypHas cpefa C BbICOKUM MOJO-
>KEHNEM B CBETE KPeoJsioB 1 dpaHKoroBopsLiem
yactn HaceneHus. MNocne cobbiTni MpaXkaaHCKOM
BoViHbl B CLUA HoBbith OpneaH CTONKHYACA C TA-
>KEeNbIMWU NOCNeACTBUAMMN COLMANBHOTO W NOAUTH-
yeckoro nepeycrporictea. ObLecTBO NOCTENEHHO
AHMNNLMPOBanoch, GpaHLy3CKUI A3bIK BbIBENN U3
nepeyvHs NpenojasBaembix B LLKOAAX, @ CAMUX Kpe-
0JIOB, MO VX MHEHWO, HU3BEPT/IN A0 YPOBHA OObIK-
HOBEHHbIX TEMHOKOXWX aMepPUKaHLEB, YPOBHSB B
rpaXkAaHCKMX rnpasax.

Mapag 1873 ropa saBnseTca AN COBPEMEHHbIX UC-
cnesoBaTenel TakxKe nevanbHbIM CBUAETENbCTBOM
TOro, YTo B OOLLEeCTBe elle OCTaBaAUCb PACUCTCKNE
nepexxnTkn. XoTs 3akoH 06 oTMeHe pabcTBa Hbin
yXXe gecatunetne kak nognucaH 19 nronHa 1862 roaa
A. lnHkonbHoM (1809-1865), B 06LLECTBEHHOM CO-
3HaHWW NPUCYTCTBOBAJI CKEMCKC B OTHOLLEHWUW paB-
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HomMpaBws ¢ ObIBWUMYK pabamu. OTUACTU NPUHATUIO
nepemeH nocnocobcTeoBan $GakT TOro, UTo HECKOJb-
KO YEPHOKOXMX MY>KUMH CY>KUAN Ha OTBETCTBEHHbIX
rocyZapCTBEHHbIX NOCTax BO BpeMs PekoHCTpykLuy,
Hanpumep, BuLe-rybepHatop Jlynsmnarol B 1868-
1871 rogax O. x. AaHH (1822-1871), noanTuk Lle-
3apb A. Kapnetbe (1836-1921). iHTerpaumsa wna 8
rocyapCcTBEHHOM CeKTOpe, HO B 0ObIBaTe/IbCKOW
cpezie OHa jaxke He Havanacb. Pacuctcknmm cre-
peoTMMnamun CBOEro BPeMeHu PyKOBOACTBOBAJICA U
BpuToH npwu cozpanHunm acknzos. Ob6pas, BonsoLwa-
rownn «Hegoctatowee 38eHO uenu [lapeuHa» Obin
npeAcTaBAeH B BUAe YenoBeKonosobHon obesbs-
Hbl. ABTOp obpallaeTcs K accoumanmm mexay ob-
pa3zamun o6e3bsHbl U HeAaBHO MOAYYMBLLMM NpPaBa
adpoamepukaHLeMm. MNMpaBa, AaHHble ObIBLUMM pa-
6am, Bbi3biBa/N Y rpaxkgaHckoro obuwecrsa Ame-
PUKW, NPEX/e BCEro FXHbIX LLUTaTOB, OTTOPXKEHME.
Mpu3HaHWe paBeHCTBa MeXAY JHOAbMU C TEMHOM
N CBET/ION KOXel BblIO0 CPOAHM MPUHATUIO daKTa
pOZCTBa YenoBeka 1 obe3bsHbl. He nMes nog co-
60 CUNbI CNOPUTb C HEOMPOBEPXKMMOCTbIO (HakToB
N OB6bIKHOBEHHOM rYMaHUCTUYECKOM CrpaBeAanNBO-
CTbtO, 06LLLeCTBY OCTaBanoCh NpmberaTb K Kapuka-
Type, B KauecTBe 3aKOHHOW GOPMbl KPUTUKMU.
Be3ycsioBHOM 0COBEHHOCTbIO CaTUPbI AM3aiiHa
KOCTIOMOB bpuTOHa 6bI10 HENPUKPBITOE YTBEPXKAE-
HWe NPEeBOCXO/ACTBA TPAANLMOHHbBIX 3UT HOBOOP-
NeaHckoro obulectsa. Ml BbienseTcs AaHHbIA LK
paboT MacTepa GakTOM OLHOro 13 NepBbIX Cayya-
€B MPUMEHEHWNS CTOPOHHMKaMW NPeBOCXOACTBa be-
JIOV pacbl B KayecTBe aprymMeHTaL M 300MOPOHbIX
06pa3oB., CBA3AHHbLIX C JAaPBUHOBCKOW Teopuei. B
CBA3U C YeM C/leslyeT YNOMSHYTb OYEeBUAHO PacuUCT-
CKOe MO HarnpaB/JeHHOCTN KapukaTypHoe n3obpa-
>KeHne 0b6e3bsAHbl B WAANE C NaBAWHbUM NEPOM,
urparollent Ha 6aHaXKo. ABAAACL OAHUM U3 ICKUN-
30B K KapHaBa/lbHOMY JleiCTBY, AaHHas KapukaTy-
pa BblCMeVBasa He CTO/IbKO KOHKPETHYH IMYHOCTb
KapneTbe, a OBONBHOIO XM3HbK OCBOOOXAEHHO-
ro appwukaHua. lNo3a nepcoHaxa paccnabneHa, oHa
nepezaet ero 6€33ab60THOCTb U TOPXKECTBO.
CnoBHoO B NpoTMBOBEC 3TOMY 06pa3y bputoH co-
341201 3CKN3 KOCTHOMA MOXWUIOTO MY>XUUWHbI, coYeTa-
roLero B purype yesioBeyeckme YepTbl C 061MUYbeM
MOTblbKa BpakHKKa, BUA KOTOPOro MMEHYEeTCs Tak-
e «MépTBas rosioBa». Boibop XyA0XKHUKOM 3TOro
MOTbl/Ibka OCHOBaH Ha cBOeobpa3nm xapakTepHo-
ro A8 3TOro BUAa PUCyHKa Ha rpyAu B BUAE Yeno-
BEYEeCKOro yepena, Yto B COYETaHUM C JOBOJIbLHO
BHYLUMTE/NIbHbIM pa3MepoM 6aboukm (pa3max Kpbl-
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NbeB 0k010 13 cM) M CNOCOBHOCTBIO U3saBaTb 3BY-
KW MOCAY>KMaa NOBOAOM ANS CBA3AHHBIX C AYPHbBIMMU
npeA3HaMeHOBaHUAMMN CyeBepuid, MMHOB. ITOT Ap-
Knii 0bpas BOMIOLLAET Ha 3CKM3E MOXKMUION MYy>K-
UMHa-eBponeeL, NOBEPHYTbIN K 3pUTEH0 CMMHOW
B APKMX OAeXAaX C KPbIAbAMM 1 MacKOK-4Yepernom.
Cepas ronosa nepcoHaxa ¢ cefoin 6opoaon, Takxe,
KaK 1 BHYLUUTENbHAA KOCa B IEBOW pyKe, Bbl3blBa-
tOT accoumaumnm ¢ XpoHocoMm (nepcoHndukaLmen
BpeMeHu). MpucyTcTByeT BEPOATHOCTb TOFO, UYTO
MacTep BOMJIOTWA B 3TOM MneYasbHOM obpasze cuM-
BOJIMYECKYO CMEPTb Ky/bTypbl ra3amun npeacrta-
BuTenel esponenckoro Craporo Ceerta.

[ pyroi ocobeHHOCTbIO Cepumn KapuKaTyp cTana
OoYeBWAHas NOANTMYECKas HanpaBAEeHHOCTb caTu-
pbl, HaNpaB/JeHHas Ha NNAEPOB CBOEro Xe rocy-
JapcTBa, WraTa. 10 ObiN NepBbI Napaj, KOTOPbIN
OCMEJINACS OTOWTM OT MOSIUTUYECKOTO HENTPANNTETA,
KOTOPbIN paHee NPUMEHSICA B TeMax 0hopMIeHUs
Mapgw 'pa Jlynsnanbl. [pexae yctaHoBAEHHasA Tpa-
AVILMA NPOBEeAEHMA KapHaBaia He oTpakana CToNb
OCTPO COLMaNbHO-MONNTUYECKNE HACTPOEHWUS CO-
BpemeHHOCTU. OBbIKHOBEHHO TeMaTunka npeAcras-
NeHnI Kacanacb MHTepnpeTaunm Mndoaornyeckmnx
N NNTepaTypHbIX CHOXKETOB. XyA0XHUKOB BAOXHOB-
nann baHTacTrKa, faxke HeKoTopas 3K30TUUYHOCTb
obpasHoro psga, opueHTann3M B AeTanAax KOCTHO-
MOB, Zekopauuid. o ncciesyeMoro HaMu KapHasa-
Nla FoMOpUCTMYEeCKas COCTaBAAOLLANA NpesCcTaBaeHWi
He BomMJoLLana ewe obLeCcTBEHHbIV BbI30B, OCTPYHO
coLManbHyto catupy.

Buanmum nucan o napage Komyc [Willym], o6o-
3Hayas uTo Nepunoz nocie PeKOHCTPYKLMN COMpPo-
BO>XZa/1Cs1 BOJIHOW MONNTUYECKNX NOTPSACEHNI B
Jlynzmane. Takmum obpaszom Tema napaga «Hepgo-
cTarouee 3BeHO Yapab3a [lapBrHa» fBMAaChk AULb
NMOBOZOM XYZOXHWKY A5 BOMJIOLLLEHWS CBOErO TBOP-
YeCcKOoro rnoTeHLMana B APKYH CaTUPUUECKyro KpUTu-
Ky peasnbHbIX NOAEN 1 TeX UCTOPUNYECKMX COBBITUI,
cBMAeTeNeM KOTOpbIX OH cTasn. ObpalleHune Kk ecte-
CTBEHHO-Hay4YHOl TeMaThke NO3BOANIO N306/1M4aTh
KPUTLKYEMYHO CTOPOHY MPW MOMOLLY 300MOPOHOW
CUMBOAUKW. MoA0BHbBIN NpUEM yxe NPUMEHSCS Ka-
pukaTypucTaMu B CTpaHax 3anagHol EBponbl, Kpu-
TUKYHOLLMX Pa3/iyHble ObLeCcTBEHHbIE NHCTUTYTHI,
Ha NpVYMepe BOMJIOLLABLUNX JapBUHU3M 0bpa3oB
Y.I. beHHet (1828-1867), 3.J1. CambopH (1844-1910).

Macku BpuTOHa nMenn cxoacTBO C U3BECTHbI-
MU IMYHOCTAMMW OT cTonuLbl batoH-Pyx fo benoro
foMa BalLnHITOHa, KOTopble cenyac ctano TPYAHO
YCTaHOBUTb, He Npuberas K U3bICKaHUAM BHeLLHe-

ro CXOACTBa, MPUBbIYEK HEKOTAa U3BECTHbIX Nep-
COH. Bo Bpems dakenbHoOro napaga, npoBoAMMOro
6e3 nnatdopM, Oblan Nerko yaHaBaembl Npe3naeHT
lpaHT (TabauHas AnumnHka), reHepana batnep (rneHa).
Cpean Apyrux nprumMedaTesibHbix 06pa3oB MOXHO
6b1210 YBUAETb NNC, 3MEN, KOTOB U UHbIX, YXe daH-
Ta3nHbIX, FPOTECKHbIX ¢uryp. MonnTtuueckas no-
JAonneka obpa3oB oToxaecTBaAsAacb ¢ obpazamu
npeacTaBUTeNel BAACTLW, MPUEXABLUMX U3 CEBEPHOM
yactn CLUA npegnpuHumaTenein-aHKn (MMeHyeMbix
Tak>Xe B HapoZe «CaKBOAXKHUKaMM»), MOAnUTNYe-
ckux peHeraToB. MNMapag Komyc 6bin 3agep>xaH Ha
KaHan-ctpuT TONMOM My>UMH, UTO 3aCTaBUIO Le-
CTBVE MOBEpPHYTb Ha3aj,.

MoapobHee obpaTMMCA K HECKObKMM Y3HaBa-
eMbIM MepcoHaxaMm kapukaTyp bputoHa, koTopble
cymen naeHtTMomMumpoBaTtb 1 NPesoCcTaBUTb N30-
b6paxkeHuns B cBOeM bsiore afBoOKaT, 3aHMMaKOLLNIA-
ca uctopveli BpemeH PekoHctpykummn CLUA MaTpuk
Anr [Young]. 270 BAMATENbHbIE AeATENN, KOTOPbIX
Mbl yIOMUHanu Bbiwe, beHaxamuH batnep, l'eHpn
K. Yopmort, AngxepHoH C. bagxep n Yauncc C. IpaHT.
MHoruve n3obpaxeHue TpyaHO 0603HaYMTL HaBep-
HfAKa, C IMLLEBOM CTOPOHbI aBTOP He AaBai MUCbMeH-
HblX 0603HaYeHNn. BeposTHO, B €ro Bpems B 3TOM
MPOCTO He 6bIN0 HYX/Abl B CBA3M C JIETKON y3HaBa-
eMocTn 0bpa3zoB. [Topol Ha pUCyHKax BCTpeYatroT-
€A NOAMWCHK, KacaroLwmecs 3aMbicla KOHKPETHOro
>KMBOTHOrO: canamaHapa, anavrartop. [pyrvue acku-
3bl HE UMEIOT MOAMMUCHY, HO TaKXKe BMOJIHE Harnaa-
Hbl: IEB, MyXa, C/IOH, Ieonapy, eTydas Mbillb, XYK,
KWT, MOP>K, paK, o6e3bsfHa, Ky3Heuunk, nayk, yamr-
Ka, ocen, KOpaanoBbl Noavn n agpyrue. Bctpeya-
FOTCS1 HAOPOCKM KOCTHOMOB LiBETOB W PACTEHWI, OHYU
ABNAKOTCA HEe CTO/b KapWUKaTyPHbIMW, CKOpee Bbl-
NONHAIT AEKOPaTUBHYO GYHKLMIO, AEMOHCTPU-
pysi MHOroobpasue Npupoabl U Ciy>a NOAJNHHbBIM
yKpalleHneM KapHaBasna.

N306paxkeHne reHepana Coro3a beHa batne-
pa OTOXAECTBAANOCH C TMeHOW. CTONb HENECTHbIM
4NA noanTuka ctan obpas 3Beps, NMTaBLUEroca na-
JlaNbto, OXOTALLErocs Ha 60/bHbIX, CN1abbix, OTOUB-
LUMXCA OT CTaja XepTB, PaBHO KakK M 0ObIKHOBEHMWE
rveHbl JOBONLCTBOBATLCA OCTaTKaMu Aobblun bonee
CUAIbHBIX XULLHMKOB. [TOMMMO COOTBETCTBYHOLLEFO
MacT OKpaca, XyZAOXHWK YCUANA YHUUNKUTENbHOE
OTHOLeHVe K batnepy, HaprcoBaB NoaXaTbIM XBOCT
XWNBOTHOro. Kpome 1010, BpnTOH BBEN roBOpALLME
AeTanun. B pykax nepcoHaxa HaxoauTcs yepen, a
Ha nosce BUCUT cabnda. Yka3aHHble aTpubyThl AB-
NANNCH OTCHINIKON K BOEHHOW Kapbepe n3obpaae-

MOTO, ero yyactmum B okkynauumn Hosoro OpnieaHa.
B ynpaBnaeHun 3TMM ropoaomM OH NPOABUA MOAN-
TUYECKYH TBEPAOCTb M YNOPCTBO, YTO BbI3bIBaNO Y
XKUTeNen UyBCTBO OTTOPXKEHUS. 27 ceHTAbps 1862
roga batnep chpopmupoBan nepsbin appoamepn-
KaHCckui noak B apmum CLUA, yto 66110 HEOBBIYHO
B Te BPeMeHa, Korga 601bLIMHCTBOM MOJIKOB KO-
MaHzoBann 6enble odumuepbl. OgHaKo psg ero pe-
LWEeHW Bbln NPUHAT rpaXkZaHaMy B LUTbIKW: 3aKOH
o KoHdwuckaumm xnonka 1862 roga, LeH3ypa raser,
Ka3Hb Yunbama Mamdopaa (MpuroBopeH K noeetue-
HWFO 3@ rOCYapCTBEHHYHO M3MEHY, 3@ TO, UTO CHAN
C MOHeTHoro gBopa Hosoro OpnaeaHa ¢aar CLLUA).
Hanbonee neyanbHO M3BECTHBIM CTaNo pacnops-
>xeHune batnepa N2 28 ot 15 mas 1862 roga, cornac-
HO KOTOPOMY, eC/I Kakas-NnMbo XeHLMHa NposBuT
OTKPbITOE NMpe3peHune K kakomy-n1mbo congaty Co-
efnHeHHbIX LLTaToB, K HEel BO3MOXHO OTHOCUTbCA
Kak K npocTutyTKe. B cneacteme Takmx Henonynsp-
HbIX MPVKa30B reHepasn npuobpen HeraTMBHbIE NPO-
3BuLLa «batnep-YyzoBuie», «JloxeuHbln batnep».
B cBf3M ¢ nocnesHUM, CiesyeT YNOMSHYTb O CUM-
BOJI3ME N306pakeHNs NIOXKKN Ha naeye batne-
pa. VI3BeCcTHOCTb NpOn3BEN MHLNAEHT, B KOTOPOM
batnep obHapyxumn y xeHwWwmHbl 3 Hosoro Op-
NeaHa, NblTaBLUencs nepeceyb rpaHunuy Cotosa ¢
Habopom cTonoBoro cepebpa 13 38 NnpeamMeToB,
KOTOpas, NCnoab3oBaa NPOnyckK, NO3BOABLUNA
NPOHOCUTbL TOIbKO oeXxay. YnopctBo batnepa B
npecnegoBaHnM AHO60ro YesoBeka, MoOMoraroLLe-
ro KoHbeaepauymnmn, nopoamna SspoCcTHble HacMelLw-
KW CO CTOPOHbI Benbix xuTenen Hosoro OpneaHa.

bbiBLIMIA pecnybankaHckmin rybepHatop Jlymnsn-
aHbl [eHpn YopMOT 6b11 M306pakeH B BUAE rpemy-
yen 3Men C yKpalLatowmm ero MHAEeNCcKMM yoopom
13 NepbeB Ha rofioBe BPOZE NCMOb3yeMblX Y PAja
KOPEHHOro aMepMKaHCKOro HaceseHus — anayen,
LaNeHHOB, CWy, 1aKoTa. YOPMOT 6bl1 n3bpaH npeun-
MYLLLeCTBEHHO Mpwu Noaaepkke adbpoamMeprKaHCcKoro
cooblecTBa. BeposaTHO, MOTVBbI TPAANLMOHHON WH-
[EVICKON 0AeXabl, BOCCO3aHHblE KapuKaTypUCTOM,
ABNAANCE CaTUPUUYECKMM HaMeKOM Ha MCeBAO-Y-
BaXUTE/IbHYHO NMO3ULMUIO YOPMOTa MO OTHOLLIEHWUIO
K n3bpasLLemy ero HacesneHuto. Ho ero ganbHei-
Lwne JelCTBUS Ha OBPETEHHON AONXKHOCTM NpuMe-
HUTENbHO K MHTepecaM H6enon 31UTbl NPUBENU K
06BMHEHNAM B TOM, UTO OH Mpejan CBOMX YepHO-
KOXux nsbupatenen. OcHoBHas npobaema, C KOTO-
pOW CTONKHYAaCh NapTus YopmoTa, 3ak/royanach B
TOM, UTO VX COMEPHUKN-AEMOKPaTbl OTBEPranu ne-
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TMTUMHOCTb MPaBUTENbCTBA, OCHOBAHHOIO Ha roo-
Cax YepPHOKOXMX.

[Apyroi nonynsapHon Gurypon ana cosgaHus
KapukaTtypbl cTan AngxepHoH bagxep, KOTOpPbIN
6bl1 HaYaNbHMKOM CTONNYHOM noanumm Hosoro
OpneaHa. bagxxepa ocobeHHO HeHaBMAeNW N3-3a
€ro yCuanin no nogaBaeHnto TepPOPUCTUHECKINX
rPynnNMpPOBOK CTOPOHHMKOB NMPEBOCXOACTBa benow
pacel B pernoHe. B 1874 rogy Bo Bpemsa BOCCTa-
HYA Ha JInbepTn-neiic, BO3rnaBnsemMoro BOeHu-
3UpPOBaAHHON opraHun3aumen «benas anra», Ha Hero
faxe 6bINO opraHM3oBaHO NokylleHne. bagxep
He pa3 Bo3r/iasasan npoueccnto Mapan 'pa 8 Ho-
Bom OpJieaHe B KayecTBe CyrnepuHTeHAaHTa no-
aviumm [Nystrom, 2010, p. 134]. U kapukaTtypa Ha
Hero npeAcTaBAseT OYEBUAHO HaZeNeHHbI 300-
MOPOHBIMKU YepTaMmn 06anK. XyAOXKHUK onnpan-
cs B paboTe Ha xapaKTepHble BHELUHWE CXOACTBA
n306paxaemMoro ¢ cobakom, ZONONHUTEIbHO YTPU-
pya nx. Ha acknse 3aMeTHO BblAeNAETCS BbITAHYTOE
MU0, NOBUCLLIME YCbl, TYCTO TOpYallme 6posu. Ta-
KM 0b6pa3oM aBTop Xenan fobutbca peanvsaunm
CMbIC/I0BOW aHanorun. CnyxxkebHoe pBeHune bagxe-
pa NpuAaBanoCb CPaBHEHMIO C BbICIYXXMBaKOLLMMCS
nepea xo3anHOM ncom. ictopusa cenieTenscTeyet
0 ero AeCTBUTENBHO C/IOXKMBLLENCSA Kapbepe B Ka-
yecTBe C/y>XKaLlero Ha pasHbIX NonpuLax (YUNHOB-
HWUK B OKPY>KHOM CyZie, HaJlOTOBOW UM TaMOXXEHHOM
opraHu3auum, NnoYTMelcTep). ITo 06CTOATENLCTBO
[,apoBasio MOBOJ, KapuKaTypuCTy MPOHM3MPOBaTb
HaZ, MCMONHUTENILHOCTBIO MepcoHaxa. Kpome Toro,
AaHHbIV NpYMep AeMOHCTPUPYET HEraTUBHOE CUM-
BOJIMYECKOE UCTONIKOBaHWe, B MPOTUBOBEC 0ObIYHO
npucyLemy obpasy cobaku — BOMNOLLEHNIO BEPHO-
CTW. BpUTOH M306paxkaeT cobaky B NONULLENCKON
bopme, noguepkmBas MblC/ib, YTO BEPHbIN CyKb6e
NpaBWTENbLCTBY U 3aKOHaM, KOTOpble He 0J00panncs
xutensmu Hosoro OpneaHa, NpeacTaBAeHHbIN re-
POV He HaxOAWT MOPaNbHOIO OTK/MKA Y COrpaXKAaH.
OTa naea nexana Ha nosepxHoctn. OHa He Npo-
CTO CYUTbIBANACb COBPEMEHHbBIMU 3PUTENAMMU, HO
1 BOMJOLL@NA UX YyBCTBA HECOTNACKA C MONNTUKOM
CLUA. He xoTenocb 6bl ynyckatb U3 BHUMaHWs, 4To,
n3bpas ana obpasa-aHanormm B KayecTBe XMBOT-
Horo cobaky, bpUTOH OTka3sanca oT HanpalmBaro-
Lerocs B MeEPBYLO ovepeab OYeBUAHbIM CPaBHEHNA
bag>xepa ¢ bapcykom. Vicxoaa n3 HanucaHma da-
MWANN NepCcoHaXa, NoJBepraBLIeroca kapukaTtype,
37O 6bIN0 Hanbonee NPoOCToe U ABHOE pelleHune (B
nep. ¢ aHra. «badger» — 6apcyk).
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M3BecTHbIN Kak 3aaanblii KypuabLimnk Yaunce C.
lpaHT 6bIn M306paxeH bpnToHOM B BUAE ryceHu-
Lbl C KOHEYHOCTAMM B hOpMe 3eneHblx TabauHbix
nuncTbeB. FonoBa, NOAOGHO APYrMm 13obpaxeHnam
cepumn bputoHa, peweHa nopTpeTHO. [paHT npea-
cTaBsieH B aHdac, Co WAAMONM Ha roioBe, C CUrapon
BO pTy. Ha noptpete 1865 roga HOPBEXCKOTO XMn-
Bonucua O.I. XaHceH bannvHra (1823-1906) paHT
TakKe MpeacTaeT nepes 3puTeNem C CUrapom, Uto
ABAETCSH, Kak Mbl BUAUM He KapukaTypHbIM npey-
BeAnyeHuem. Tak, banavHr B upese nopTpeTos re-
HepanoB apmumn Coto3a, BbIAENNA CUrapy B KauecTse
OT/IMYNTENILHOTO 3/IeMeHTa, packpbiBatoLLLero obpas
lpaHTa. IHTepecHO OTMEeTUTb, UTO 0ba XyA0XKHU-
Ka n3bpanu NOpTPeT B TpW YETBEPTU C n3obpae-
HWeM anua BnpaBo. MOXHO NpeanonoXuTb, UTO
3TOT pakypc ABnanca 6bonee Bblpas3nTeNbHbIM A4
Bocnpuatna. bonee nosgHas Kapukartypa bputoHa
BbICTYMaeT CBOEro pofa peMHUCLLeHLNeR N3BecT-
HOTO XXMBOMWUCHOrO NopTpeTa.

Byayumn npesnaeHToM, K KOHLYY BPEMEHUN CBOE-
ro npaenenHuns paHT Tepsn GbIYHO NONYASAPHOCTb
B CBA3M C 9KOHOMMUeckmnm kpaxom 1873 roga. Ha
tore CLLIA ero AiMYHOCTb B CBSI3M C PONIbIO B BOWHE
ceBepa U tora rno NoHATHbIM NpuYmMHam Bblia au-
LeHa npueekaTenbHOCTU. Ha kapukatype bpuTtoH
MOMMMO LUMPOKOW LWAAMNbI Hagenun [paHTa oTamn-
UNTENbHBIMW HaLIMBKaMU BOEHHOTO, INLLHWIA pa3
KOHCTaTUPyA onpesenatoLyro CUMBONKY HEHa-
BUCTHOTO obpasza. Ans xutenen Hosoro OpneaHa
lpaHT — npexae Bcero reHepan Coo3HON apMumu,
a He npe3ungeHT. Ero ynpasneHne BOEHHbIMY Ael-
CTBMSMUW B apMUV BbI3blBaNO OTTOPXKEHMWE Cpeaun
ropo><aH, paBHO Kak ero rpaxsgaHckas nosuums u
TOT aKT, UTO OH HeKorAa NPUHMManN KanuTyaaLmo
toxkaH y P.3. Jln (1807-1870). Camo anuo npesu-
JleHTa Ha 3ckm3e bpuToHa He KapukaTypHO, a BO-
NIOLLEHO BMOAHE TPAANLMOHHO, C YCTPEMIEHHbIM
BAa/b CKBO3b 3pMTeNs BAyMUMBbIM B3rasgom. O ce-
pbe3HOM xapakTepe paHTa CBUAETENLCTBYET MUMM-
Ka mua: cBefleHHble K nepeHocuLe 6poBy, cxaTble
ry6bl. XyAOXHWUK He CTan runepboav3npoBaTb YepThbl
nMua B nomckax rpybort Hacmelukn. Takow NOAXOA
npUcyLL, 1 ApYrMM NOPTPETHBLIM 3CKM3aM MacTepa.

OTAenbHOro Nccies0BaHNA 3aCny>KMBaeT TBOP-
yeckoe Hacnejme XyJ0XHVKa, MOMUMO paccMaTpu-
BaeMOW HamMK Bblile cepun paboT. MNpeactaBneHHble
HalleMy BHMMaHM0 06pa3ubl XyA0XKeCTBEHHON ca-
TUPbI BpUTOHA NPUBOAAT K HECKONBbKMM 3aKatoue-
HUAM. OZHO 13 KOTOPbIX NPOABASETCA B OUEPEAHOM
NOATBEPXKAEHUM CYLLLECTBOBAHUWN MOAUTNYECKON

M coumanbHON KapuKaTypbl Kak eanHoro tuna. He
CNyyaHO 1ccaesoBaTeN CoLMONOrnK, NONNTONO-
rmmn, nCTopmmn obpallanncb K Matepuany Kkapuka-
Typbl, ONMPAACb Ha HWUX B MpoLecce CBOUX TPYA0B
(M. Jopotun xoppx, Ax. MNMactoH, .M. ATepToH)
[Sherry, 1987]. Apyron cyLiecTBEHHOW 0COBEHHO-
CTbO paccMaTpuBaeMbIx paboT ABASETCS MHOrOY-
POBHEBbIN MOAX0A 06pa3HOro CTpos KapukaTyp.
[TOMMMO NOPTPETHOrO LLAP>KEBOrO YPOBHA caTnpa
bpuToHa dopmManbHO onvpanack Ha TeMaTUKy aH-
TW-3BONFOLIMOHHON puTopmkn. CiesyeT NpusHaTh 3a
HUMMW GaKT TOro, YTO KapuKaTypbl MOCAYXXWUAN Bbl-
paXKeHWHO0 aHTUAEMOKPaTUUYEeCKOro, PacUCTCKM Ha-
cTpoeHHoro obulecta KOra CLUA BTOpOI NONIOBWHBI
XIX ctonetns. Cama Tema napaga 6bina 3asBaeHa

1 BOMJOLLEHa KaK Napoaus Ha yyeHune [lapBuHa
O MPOUCXOXKAEHUN YeNOBEKa, OTCbINana K NMOHS-
TWIO T.H. «HeZOCTatoLLero 3BeHa». PopmanbHO Kpu-
TUKa UMKaa KapukaTyp 6blna HanpaBaeHa NpoTune
3BOJIFOLIMOHHOW TEOPUM aHTIIACKOrO yyeHoro. Ha
fene obpasbl NPoELMpPOBaNM caTupy, NepeBoss B
MHOM KOHTEKCT, HanpaB/isis ee HeMOCPeACTBEHHO
Ha unHoBHMKOB HoBoro OpsieaHa. Takum obpasom
KapukaTypbl CEpUM ICKM30B COBMECTUIN HECKOJIb-
KO MNacToB OTOBPaXKeHUs KPUTUKK, ABASACH MPU
3TOM BbICOKOXYZAOXECTBEHHbIMU NMPOU3BEAEHNUAMMU.
CemaHTUYecknii psg o6pa3oB M306pa3nTenbHOro
nckyccTBa oboratmacs baarogaps emMKOCTU MeTa-
dopnyeckoro A3bika NpUCyLLLero Kapukatypam bpu-
TOHa, pazHoobpa3uno cnocoboB penpeseHTaLmu.
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CHINESE MILITARY BANDS AS PART
OF THE POLITICAL LIFE OF THE COUNTRY

Summary: European-style military bands in China are
a fairly recent phenomenon. The adoption of Western
brass band instrumentation and model in the 20th cen-
tury led to its rapid spread throughout the country. The
article is devoted to the military orchestral music in the
modern political life of China. Particular attention is paid
to the repertoire of creative groups, as well as attempts
to give the band’s sound a local flavour by introducing

During the Ming Dynasty in 1601, Italian mission-
ary Matteo Ricci presented Emperor Shenzong with
an antique piano with strings, marking the first ap-
pearance of European musical instruments in China.
This was followed by a number of other antique pi-
anos brought from Europe. According to Chen Yi-
gang, western instruments appeared at court and
a Western orchestra was created during the Qing
Dynasty (from 1636), when Emperor Kangxi became
interested in Western music [see: 1]. In the Chinese
city of Tianjin at the end of the 19th century, a love
for music and interest in it led to the emergence of
brass bands organised by foreign emigrants. Their
appearance marked the further spread and pene-
tration of Western musical culture into China. As
early as 1881, a brass band consisting of students
was created at the Tianjin Naval Academy. However,
the purely military brass band was formed by Yuan
Shikai in 1896; it clearly served the military and pro-
moted the further development of brass bands in
China. At first, the band consisted of 20 members
and played for the Empress Dowager Cixi. It is con-
sidered to be the beginning of the establishment
of modern military brass bands in China.
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traditional instrumentation. The focus is on intercultural
ties with similar Russian bands, the culmination of which
can be considered the annual Spasskaya Tower Interna-
tional Military Music Festival, a permanent participant of
which is the Chinese People’s Military Band of the Hon-
our Guard Brigade of the Liberation Army.

Keywords: military band, parade, patriotic songs, Spass-
kaya Tower music festival, wind and percussion instruments.

At present, the Military Band of the People's Lib-
eration Army of China is the national profession-
al brass band. Together with the Military Band of
the People’s Liberation Army Navy and the Military
Band of the Chinese Armed Police Force, they form
the three main military bands in China. In addition,
there is the Military Band of the People’s Libera-
tion Army Air Force, as well as the bands and en-
sembles of the cultural and labour collectives of
the military regions. Moreover, in addition to these
professional marching bands, campus brass bands
have emerged due to the popularisation of mu-
sic education in colleges and universities, prima-
ry and secondary schools; these also include local
cultural centre bands, corporate bands, and bands
organised by individuals on their own initiative. Pro-
fessional military bands, bands in the educational
system, and bands in public and commercial organ-
isations are the three groups that together make
up the huge brass band system that exists in Chi-
na. Furthermore, the market size and political sup-
port have contributed to the continuous growth
of brass bands.

The military parade was one of the most gran-
diose and solemn celebrations ever held by the
Chinese military. It was an important element of
the founding ceremony in 1949, when the libera-
tion war was to be won on all fronts across China.
In late July, to welcome the founding of the new
China, the central government decided to form a
combined military band of more than 200 members
on the basis of the military band of the North Chi-
na Military Region to accompany the military pa-
rade. At the ceremony, the military band included
the North China Military Region Military Band, the
People’'s Art Theatre Military Band, the Police De-
partment Military Band, the 196th Division Military
Band, the 20th Corps Military Band, and the Tsing-
hua University Military Band. At 3 p.m. on October
1, the military band played “The East is Red”, and
the crowd'’s cheers mingled with the sounds of mil-
itary music. During the flag-raising ceremony, the
military band played more than 20 pieces, includ-
ing "March of the Volunteer Army”, “Three Rules
of Discipline and Eight Points for Attention”, "The
People’'s Army”, “Defending the Fruits of Victory”,
“March of the Eighth Army”, and “Without the Com-
munist Party, There Would Be No New China”. Un-
der the personal instruction of Chairman Mao, the
music of the founding ceremony of the People’s Re-
public of China should be “centred on me and our
country”, which not only became the general tone
of all the rituals and music of the National Day of
New China, but also became the general guiding
ideology for the creation of the military music of
New China. The military band that participated in
the performance at the founding ceremony of the
People’s Republic of China left a significant mark
on the history of military music in China.

By the time of the first anniversary of the found-
ing of China in 1950, the number of military bands
participating in the National Day ceremonies had
increased to 500, and on July 10, 1952, the Military
Band of the People’s Liberation Army was estab-
lished. The North China Military Band, which is the
main group, as well as a gathering of profession-
al musicians from all major military regions of the
country, numbered 1,500 people, which was a great
event in the history of the military band.

The Joint Military Band of the People’s Libera-
tion Army, consisting of more than 1,300 officers
and soldiers, was the largest military band in the
history of Chinese military parades. It was estab-
lished on October 1, 2019, at the celebration of the

Il 1. The 1949 Parade with the participation of the Military
Band of the 196th Military Division.

70th anniversary of the National Day. Unlike pre-
vious years, it was the first time that a joint mili-
tary band with officers and soldiers from the navy,
army, and air force performed together.

The Joint Military Band has always stood under
the flagpole of the national flag, directly in front
of Tiananmen Tower, under the direct gaze of par-
ty and state leaders, Chinese and foreign guests.
Yu Hai, who was once the chief conductor of the
50th anniversary National Day performance, said
in an interview: “It requires all musicians with mil-
itary bearing to continuously stand up straight for
at least three hours and continuously play for more
than two hours”. To achieve this, the musicians train
hard, devoting more than 10 hours a day to train-
ing. Some trumpeters even blew their lips until they
cracked and continued to practice. During training,
the band members were given the following re-
quirements: "Stand for four hours without falling,
sit for four hours without moving, blow for four
hours without getting tired, and hold on for four
hours without urinating”. Yu Hai said: "After rigor-
ous training, the Joint Military Band has reached
its best level”.

Continuing the fine traditions, reflecting the
characteristics of military service, emphasising the
sense of time and the sense of ceremony are the
principles of selecting music for military parades.
Throughout the parade and mass procession, the
combined military band of 1,300 members and the
mass choir of 2,500 people performed 19 parade
items and 24 mass procession items. A magnifi-
cent symphony concert was presented to the pub-
lic under Tiananmen Square in Beijing. During the
military parade and mass procession, music trium-
phantly glorified the great motherland.

These works in the concert reflect the glorious
history of the Chinese nation and the great dream
of strengthening the country and the army. Except
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Il 2. Joint Military Band of the People’s Liberation Army of
China.

for the National Anthem of the People’'s Repub-
lic of China, which is usually used as a ceremo-
nial song on holidays, the other songs have their
own features. For example, the “Song of the Mili-
tary and Political University of Resistance Against
Japan”, written by Mao Zedong for the China Peo-
ple’s Military and Political University of Resistance
Against Japan in 1937; Mao Zedong asked Kaifeng,
the director of the Propaganda Department of the
Communist Party of China Central Committee, to
encourage the cadets to study hard and take re-
sponsibility for resisting the Japanese and saving
the country. The song has the characteristics of a
general youth song, which is lively and energetic;
moreover, it has a marching character with a pow-
erful rhythm and forward momentum. The song
helps to create a solemn festive atmosphere, sings
of the noble revolutionary feelings of China’s out-
standing sons and daughters in the pursuit of na-
tional liberation and heroic struggle. The melody
is solemn, calm, majestic, powerful, encouraging
to move forward, invincible, expressing that Chi-
na's sons and daughters are shouldering the im-
portant task of saving the country and the people,
and devoting themselves to the highest ideals of
revolutionary greatness.

"Defending the Yellow River” is a masterpiece
among the classic war songs, a song written by
Guang Weiran and Xian Xinghai in 1939. As the most
inspiring seventh part of the Yellow River Cantata,
this song, with its short, jumpy melodic intonations
and booming rhythm, depicts the scene of the val-
iant struggle of the anti-Japanese soldiers and ci-
vilians. The song uses the folk percussion rhythms
and the melodies of the Guangdong Lion Dance as
its basis; thus, the song appears bright and bold.
The music has a national character, a mood of ex-
citement, and a desire to defeat the enemy.
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“On the Taihang Mountains” is a classic anti-war
song full of revolutionary romanticism. Xian Xing-
hai seamlessly combined the energetic lyrical mel-
ody with the firm and powerful marching melody,
giving the song a martial and realistic character,
as well as magnificent colours of revolutionary ro-
manticism, depicting the fighting life of the guer-
rillas in the Taihang Mountains, their courageous,
persistent, optimistic and cheerful character. The
melody, filled with the revolutionary passion of the
anti-Japanese soldiers and civilians, sounded at the
celebration ceremony, making every Chinese trem-
ble, giving rise to patriotism and grandeur, and fill-
ing the square with the solemnity and romanticism
of the national soul.

“The Battle Hymn of the Strong Army” is a song
written by Xi Jinping in March 2013. He put for-
ward the goal of a strong army in the new period:
to build a people’s army that “obeys the Party’s or-
ders, is able to win battles, and has excellent per-
formance in work”. The lyrics are by Wang Xiaoling
and the music is by Yin Qing, who composed the
“Battle Hymn of the Strong Army".

"The People’s Army is Loyal to the Party” is a song
written by Zhang Yongmei, composed by Xiao Ming,
and performed by the People’s Liberation Army in
1960. It was inspired by the Red Army’s tenacity in
fighting with an unbending will and conviction of
victory under difficult conditions. The catchy melo-
dy is fast-paced, has a range spanning only a dec-
ade, and is a mass song that sings of the glorious
combat history of the People’s Army and its unpar-
alleled loyalty to the Party.

Every year since 2009, the Spasskaya Tower In-
ternational Military Music Festival has been held on
Moscow'’s Red Square in early September, featur-
ing the Honour Guard of the Head of State and the
best Russian and foreign military bands perform-
ing at the military parade. The Spasskaya Tower is
a major project ever implemented on Moscow'’s
Red Square and one of the most striking events in
Russia’s cultural life. The event embodies the crea-
tivity of all the peoples of the world and their cul-
tural cooperation. Under the majestic walls of the
Kremlin, military bands from different countries per-
formed an unprecedented "battle” for the love and
admiration of the audience. An organic combina-
tion of military, classical, ethnic, and popular mu-
sic, marching and dance performances of military
bands, demonstration of weapons and fireworks
make this International Military Music Festival one

of the brightest and most unforgettable spectacles
of the year. The XVI Spasskaya Tower Internation-
al Military Music Festival was held in Moscow from
August 23 to September 1, 2024.

At the invitation of the organising committee,
the Chinese People’s Military Band of the Honour
Guard Brigade of the Liberation Army took part in
the festival for the third time after 2015 and 2019
to mark the 75th anniversary of the establishment
of diplomatic relations between China and Russia.

Being the first foreign delegation to perform at
this Military Music Festival, they performed “March
of Steel Torrent”, “Kalinka”, “Military and Civilian.
Let's Walk Side by Side”, "Singing”, “Motherland”,
and other works. During the first performance at the
opening ceremony, the Military Band of the Hon-
our Guard and Ceremonial Brigade of the People’s
Liberation Army of China also brought a large red
drum, suona, and allegro to the stage.

At the opening ceremony, 76 musicians of the
military band shocked the audience with their ap-
pearance to the energetic melody of the “March of
Steel Torrent”. The players moved carefully, strode
confidently and powerfully. During the performance,
they constantly changed their formations and lined
up in the Arabic numeral “75", marking the 75th an-
niversary of the establishment of diplomatic rela-
tions between China and Russia this year.

At the annual military music festival or at large
holiday parades, the military band is sure to play
the Soviet song “Katyusha”, which almost all Chi-
nese people know and love. This song was born
in the Soviet Union during the Patriotic War, tak-
en from the melody of a Russian folk song; it has
simple structure, smooth melodies, sincere emo-
tions, a memorable melody. We now hear "Katyu-
sha” performed by military bands [see: 2].

The Soviet rocket launcher was nicknamed “Katy-
usha” since it was very powerful in combat during
the Patriotic War and was very popular with Sovi-
et soldiers. Therefore, when composing “March of
the Kintetsu Rocketeers”, the composer skilfully in-
cluded the song “Katyusha”, which was also popular
among Soviet soldiers, producing a very good ef-
fect. After the song was adapted into military music,
it combines the spirit of courage and tenderness.
Undoubtedly, this new development of the fighting
spirit of military music caused a great resonance in
China and Russia.

Another song, “Farewell of Slavyanka”, is a march
written by Vasily Agapkin in 1912 under the impres-

Ill. 3. The opening parade of the Spasskaya Tower festival in
2024.

sion of the events of the First Balkan War (1912-
1913). In essence, it is a national march, symbolising
farewell to war, to military service. Outside Russia,
it is one of the most recognisable “musical sym-
bols” of the Russian Empire, the Soviet Union, and
the Russian Federation. The melody of the march is
distinguished by its melodiousness. It is built on a
smooth movement along the triads of the main har-
monic functions, with the use of auxiliary and pass-
ing sounds. It is distinguished by a clear and distinct
functional definition. Owing to the easy-to-remem-
ber melody, it quickly became popular in Russia.
During the Great Patriotic War, the march inspired
millions of Soviet soldiers who went to the front to
fight fascism. This military music sounds at almost
all car shows and venues where the parade march
takes place. It is called the "musical symbol” of the
Russian Empire, the Soviet Union, and the Russian
Federation. In 2005, the march “Farewell of Slavy-
anka” was performed as the first piece of military
music at the ceremonial events of the military pa-
rade on the Red Square in honour of the 60th anni-
versary of Victory in the Great Patriotic War, which
is a vivid testimony of the memory in the hearts of
Russians. It contains a deep and majestic vitality that
was, is, and will never become obsolete.

At the same time, the educational significance of
military bands in the Russian army is growing; they
often perform at various ceremonies and civil hol-
idays, which reflects their strong social and organ-
isational function. As a special category of musical
art, its cultural and educational role has general-
ly increased. Owing to the high level of perform-
ing skills and creative potential, the military band
has played an important role in the development
of musical art in the country.

The Military Band of the People's Liberation
Army of China adheres to the principle of serv-

75



ing the troops, serving the people, and serving so-
cialism. It mainly plays at major ceremonies of the
state and the army, major conferences, receptions
of state guests, sports games, and other ceremo-
nial events. In addition, it frequently holds concerts
for military personnel, workers and villagers, per-
forming symphonic works, brass music, overtures,
combined concerts of military songs, marches, and
vocal works written by composers or adapted for
the orchestra. In recent years, the band has also
regularly recorded hundreds of songs and musical
pieces for CCTV, Beijing Television, and the Cen-
tral People’s Broadcasting Station. They have been
well received by a wide audience and have earned

high praise from many foreign heads of state and
foreign guests.

At present, the military band, as the bearer of
China’s musical culture, preserves and promotes the
glorious traditions of Chinese and Russian military
music. The military compositions of the two mili-
tary bands have become a unique phenomenon in
the musical culture of both countries. Members of
the Chinese and Russian military bands used gold-
en trumpets and silver drums as “weapons” to show
the world the image of their countries and armies,
and to convey the Chinese people’s aspiration for
friendship and peace.
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BOEHHbBIE OPKECTPblI KMTAA KAK YHACTb
NONNTUNYECKOW XWN3HW CTPAHDI

AHHOMayus: BoeHHble OpKecTpbl EBPONENCcKoro ob-
pa3ua B Kutae — iBfieHNe AOBOAbHO NO3jHee. 3auMCTBO-
BaHVe MHCTPYMeHTapuA 1 3anagHoM MOAENN AyXoBOro
opkecTpa B XX cToneTum npueesno K bbIcCTpoMy ero pac-
npocTpaHeHunto B cTpaHe. CTaTbsd NOCBALLEHa ObITOBaHNIO
BOEHHOW OPKEeCTPOBOWN My3bIK/ B COBPEMEHHOW NMONNTU-
yeckor xun3Hm Kntas. Ocoboe BHUMaHWe yaensercs pe-
nepTyapy TBOPYECKMX KOJANEKTUBOB, a Tak>Ke NomnbITKaM
NpuAaTh 3ByYaHWIO OpKecTpa IoKabHbI KOJOPUT 3a cyeT
BBeAEeHWNA TPaANLIMOHHOTO MHCTPYMeHTapua. AKLeHTH-

EBponerickne My3blkasbHble MHCTPYMEHTbI MO-
Asmance B Kutae npu gnHactum Mun B 1601 rogy,
Korza UTanbsHCKUN MUCcCMoHep MaTTeo Puyum no-
fapwvn nmneparopy LLsHbu3yHY cTapuHHOe dopTe-
MMaHO CO CTPyHaMW, a 3aTeM MNocsiesoBana Lenas
yepeza CTapUHHbIX posiaiel, NPUBE3EHHbIX 13 EB-
ponbl. B rogbl npasaeHnsa gnHactum LmH (c 1636
roga), o gaHHbiM YaHb VraH, korga nmnepartop
KaHcu 3amHTepecoBancsa 3anafHoOM My3bIKOW, Npu
ABOpE MOABMANCH 3anajHble MHCTPYMEHTbI 1 Obin
CO3aH 3anagHbiin opkecTp [O6 3TOM nogpobHee
— 1]. B kutalickom ropoge TaHbLU3WUHb B KOHLLe XIX
Beka Nt00OBb K My3blke U MHTepeC K Hell npuBse-
2N K MOABNEHMIO AYXOBbIX OPKECTPOB, CO34aHHbIX
MHOCTPaHHbLIMUN 3MUFPaAHTaMK, a UX MOSBEHNE 03-
HaMeHOBaO Ja/bHeliLlee pacnpocTpaHeHre 1 npo-
HUKHOBEHWe 3anaZiHON My3blKaJlbHOW KyAbTypbl B
Kutait. ¥Yxe B 1881 rogy npv TAHbL3UHBLCKOW MOp-
CKOW akageMuu Bbln CO34aH AyXOBOW OPKecTp, Co-
cToAwmm n3 ctygeHtoB. OgHako cyrybo BOEHHbI
AyxoBOW opkecTp 6bin chopmuposaH HaHb LLn-
kaem B 1896 rogy, KOTOpbI ABHO 06C/yXKMBan BO-
€HHbIX 1 CNOCOHCTBOBAN faNbHEWLIEMY Pa3BUTUIO

pyeTcs BHUMaHVE Ha MeXKY/IbTYPHbIX CBA3sAX ¢ Poccuii-
CKMMW aHaOTUYHbIMW OPKECTPamm, Ky bMUHALMOHHbBIM
COOBITMEM KOTOPbIX MOXHO CYMTaTb eXerogHblin Mex-
AYyHapOAHbIVi BOEHHO-MY3blKabHbIV dpectuanb «Cnac-
cKkas HallHsA», MOCTOSHHbBIM YYaCTHUKOM KOTOPOro CTan
HapogaHbln Kutancknin BoeHHbI opkecTp 6puragbl no-
yeTHoro kapayna OcBoboauTeNIbHOW apMuUK.

Knrouesgbie cosa: soeHHeIli opkecmp, napad, nampu-
omudyeckue necHu, My3bikaasHbll ghecmusane «Cnacckas
6awHsA», Oyxosele U yoapHele UHCMpPYyMeHMebl.

ZAyxoBbIx opkecTpoB B Kutae. CHavana opkectp co-
ctosn n3 20 yenoBek W Urpan aaa BAOBCTBYHOLLEN
nmnepatpuubl Libicn. 3Ta cumMTaeTca Hayaaom Co3-
JaHWA COBPEMEHHbIX BOEHHbIX JyXOBbIX OPKECTPOB
B Kutae.

B HacToswee Bpemsa BoeHHbIN opkecTp Ha-
posaHO-ocBOBOAUTENBHON apMuK KuTas sBaseTcs
HaLMOHaNbHbIM NPOPECCMOHANBHBIM AYXOBbIM Op-
KecTpoMm, 1 BmecTe ¢ BoeHHbIM opkectpom BMC Ha-
poaHo-ocBOboAMTENBHOM apMun KnTas 1 BoeHHbIM
OPKECTPOM BOOPY>XEeHHOW noanummn Kutas oHm ob-
pa3ytoT TPM OCHOBHbIX BOEHHbIX OpkecTpa B Kutae.
Kpome TOro, ectb BoeHHbI opkectp BBC Hapog-
HO-0CBOHOAUTENBHOM apMUK, a TaKXKe OPKECTPbI 1
aHcamMbn KyNbTYpPHO-TPYAOBbIX KONJEKTUBOB BO-
€HHbIX OKpYyroB. [ToMnmMo 3Tnx npodeccmoHanb-
HbIX MapLLeBbIX OPKeCTPOB, C NonyaspusaLmnen
My3blKaJbHOro 06pa3oBaHUs B KOANEXKaX N YHU-
BepCMTeTax, HavalbHbIX U CPEAHMX LLUKONAX TakXKe
NOABMINCH JyXOBble OPKECTPbI Ha Kammycax, BKJIO-
Yyas MeCTHble JoMa KyNbTypbl, KOPNOpPaTMBHbIE Op-
KeCTpbl 1 OPKeCTPbl, OPraHn30BaHHbIE YAaCTHbIMM
Anuamum no cobcTBeHHOM nHuumatuee. Mpodeccro-
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Ill. 5. Chinese drum — a symbol of Chinese musical culture.

Ha/lbHble BOEHHbIe OPKECTPbI, OPKECTPbI B CUCTEME
0bpazoBaHNs N OPKECTPbI B OOLLECTBEHHBIX U KOM-
Mepuecknx OpraHmn3aLmnsax — BOT TpW TPynnbl, KOTO-
pble BMECTe COCTaBASAOT CylecTByroLyto B Kutae
OTPOMHYHO CUCTEMY JyXOBbIX OPKECTPOB, a MacLuTa-
6bl pblHKa 1 MoAMTUYecKas NoAsepskka cnocob-
CTBYHOT MOCTOSAHHOMY POCTY JyXOBbIX OPKECTPOB.
OZHUM 13 CaMbIX FPaHAMO3HBIX U TOPXKECTBEHHbIX
Npa34HMKOB, KOrAa-1Mbo NpoBOAUMbIX KUTANCKU-
MW BOEHHbIMM, BbI1 BOEHHBIN Napaj — BaXKHbIW dne-
MEHT LiepeMOHnn ocHoBaHuA B 1949 roay, koraa
ocBoboanTENbHAA BOMHA J0KHA Bblaa 6bITb BbIW-
rpaHa Ha Bcex dpoHTax no Bcemy Kutaro. B koHue
nrons, YTobbl MOMPMBETCTBOBATb OCHOBaHME HO-
Boro Kutas, LieHTpanbHOe NpaBUTeIbCTBO PELLIMIO
chopmmrpoBaTb 06BEAMHEHHBIN BOEHHbIV OPKECTP
n3 6onee yem 200 yenosek Ha base BOEHHOro op-
kecTpa CeBepo-Kurtalickoro BoeHHOro okpyra ans
COMPOBOXAEHNS BOEHHOro napaja. B cocras 37o-
ro 06beIMHEHHOTO BOEHHOTO OPKECTpa Ha Top>Ke-
CTBEHHOW LepeMOHMY BOLLAW BOEHHbIN OPKeCTp
CeBepo-KunTalickoro BOEHHOTO OKpYyra, BOEHHbI
opkecTp HapoAHOro xyZoXecTBEHHOro TeaTpa, BO-
€HHbIN OpKecTp YnpaBaeHus NMOJULLUN, BOEHHbIN
opkectp 196-1 AnNBU3MM, BOEHHBIN opkecTp 20-ro
KOprmyca 1 BOEHHbI OpKecTp YHuBepcuTeTta LInH-
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xya. B 3 vaca gHs 1 okTa6ps BOEHHbIA OpKecTp 3a-
nrpan My3sblky «BoCTOK KpacHbIVi», U pajoCTHble
BO3r/1aCbl TO/IMbI CMELUAANCh CO 3BYKamn BOEHHOW
My3blkW. Bo Bpems LepeMoHun noaHaTus dnara,
BOEHHbIV opKecTp ncrnoaHun 6onee 20 npomnsse-
LEeHUR, Takux Kak «Mapw gobpoBonbyeckor ap-
MUKN», «TpU BEVKME JANCUUMNANHBI U BOCEMb TOUEK
BHUMaHMA», «ApMUA Hapoga», «3almias naosbl
nobeabl», «MapLu BOCbMORN apMum» n «bes kommy-
HUCTUYECKON NapTum He 6blo Bbl HOBOTO Kutas».
Mo anuHomy ykasaHuto npeacegatens Mao, My3bika
LLepeMoHnn ocHoBaHuaA Kutalickon HapogHoin Pe-
Cny6AnKKN JOKHA ObITb «COCPEAOTOYEHA Ha MHE 1
Halleln cTpaHe», KOTopas He TONbKO CTasa O6LWMM
TOHOM BCEX PUTYaNoB U My3blki HalMoHanbHOTO
AHsA HoBoro Kntas, Ho Takxke cTan obLuei pykoBo-
AfLLer AeoNorven Ans CO34aHNsA BOEHHOM My3bIKW
HoBoro Kutas. BoeHHbI opKecTp, y4acTBOBaBLUWIN
B BbICTYMJ/IEHUN Ha LLePEMOHUN OCHOBaHWs Kutai-
ckor HapogHoti Pecny6vkun, ocTaBua 3Ha4UTe b-
HbI Cies B UCTOPUN BOEHHOM My3biku KnTas.

K MOMeHTy npa3zHOBaHUA NepBOW rOA0BLLNHbI
ocHoBaHuA Kutas B 1950 rogy uncio BOEHHbIX Op-
KeCTPOB, y4aCTBYOLLMX B LLEPEMOHMAX NPa3jHOBa-
HUA HaumoHanbHoOro aHs, 6bi1o goseaeHo go 500,
a 10 urons 1952 rosa nossuacs BoeHHbI opkecTp
HapogHo-ocBoboauTeIbHON apMun. BoeHHbIn op-
kectp CeBepHoro Kutas, sBASOLLMIACS F1aBHbIM KO-
NEKTUBOM, a Takxe cobpaHune npodeccroHanbHbIX
MY3bIKaHTOB 13 BCEX OCHOBHbIX BOEHHbIX PErMOHOB
CTpaHbl, HacunTbiBan 1500 yenoBek, UTo CTano 60/b-
WM COBbITUEM B NCTOPUM BOEHHOTO OpKecTpa.

CambIM 60/1bLLIMM BOEHHbIM OPKECTPOM B MUCTO-
pun BoeHHbIX Napasos Kutas ctan O6beAnHEHHbIN
BOEHHbI opkecTp HapoaHo-ocBoboANTEIbHON ap-
MuK, coctoawmn ns bonee yem 1300 oduuepos 1
conzart, koTopbli nossuiacs 1 oktabps 2019 roaa
Ha npasgHoBaHuK 70-1 rofoBLLUHbI HaunoHanb-
HOro AHA. B oTanumne oT npeabiayLwimx net, Brnep-
Bble BbICTYNUA 06beAMHEHHbIV BOEHHbIN OpKecTp
oT ®/1I0Ta, apPMUM N BOEHHO-BO3AYLLIHbIX CUA Odu-
LepoB 1 conaart.

Ob6besaMHEHHbIV BOEHHbIN OPKeCTp Bcerga Cro-
A0 noA GaarToKoM rocysapcrTseHHoro daara nps-
MO HanpoTuB 6alHN TAHbaHbM3Hb, MO NPAMbIMY
B3r/s4amMn NapTUNHbIX U FTOCYAapPCTBEHHbIX nge-
POB, KUTAMCKMX M MHOCTPaHHbIX roctei. KO Xai, ko-
TOPbIA B CBOE BPeEMS Obla FMaBHbIM AUPUXKEPOM
npeacraBaeHns B Yectb 50-netns HaumoHanbHO-
ro fHA, CKasan B MHTePBbO: «ITO TpebyeT OT BCex
MYy3bIKaHTOB, UMEHOLLMX BOEHHYIO BbINpPaBKy, He-

NPepbIBHO CTOATb NPSMO B TeUEHME KaK MUHUMYM
Tpex 4acoB U HeMnmpepbIBHO UrpaTb B Te4yeHne 6o-
Nee ByxX 4acoB». 111 3TOro My3blKaHTbl YCUAEHHO
TPEHUPYIOTCA, YAensas TpeHnposkam 6onee 10 va-
COB B AeHb. HekoTopble ropHUCTbI faxke HasyBanu
rybbl 0 TPELMH U NPOAOIKAAMN TPEHNPOBATHCS.
Bo Bpemsa 0byueHus nepep opkecTpaHTaMu Bbl-
ABVHYAn TpeboBaHma: «CTOATb YeTblpe Yaca, He
nazas, CMAeTb YeTblpe Yaca, He ABUrasch, AyTb ye-
Tblpe Yaca, He ycTaBas, U ZepxaTbCs YeTblpe Yaca,
He Mouyacb». KO Xali ckasan: «[locsie ynopHbIx Tpe-
HMpoBOK O6BbeMHEHHbIA BOEHHbI OPKEeCTp A0-
CTUT CBOErO JyYLLIero ypoBHs».

MpogonxkeHne NpekpacHbIX TPAAMLMIA, OTpaxe-
HWe 0cobeHHOCTeNn BOEHHOM Cay>Kbbl, MOAYEPKM-
BaHMe YyBCTBa BPEMEHU U OLLyLeHME LLepeMOHMUM
— BOT MpVHLMM nogbopa My3bikK AN BOEHHbIX Na-
pazoB. Ha npoTaxeHWn Bcero napasa 1 MaccoBoro
LWecTBUA 06beANHEHHbIN BOEHHbIV OPKECTP YMC-
NeHHocTbo 1300 YenoBEK M MACCOBbLIN XOpP UnUC-
neHHocTbro 2500 yenosek ncnonHuan 19 napagHbix
HOMepPOB ¥ 24 HOMepa MaccoBOro LWecTBusA. Benu-
KONEMHbI CUMPOHUYECKMI KOHLEPT Bbla Nnpes-
cTaB/eH nybanke nog naowaabto TAHbaHbM3Hb B
[MeknHe. Bo Bpemsa BOeHHOro napaga v MaccoBoro
LIecTBMA My3bika TpuymbanbHO NpocaasBasna Be-
NVkyto PoguHy.

DTV NpOu3BeAEHNS B KOHLEPTE HECyT 1 OTO-
Hpa>katoT CABHYH UCTOPUIO KMTAMCKOM Haunm u
BENIVKYIO MeuTy 06 yKpenaeHun CTpaHbl U apMun.
3a vcktoueHvemM FocysapcTBeHHOro rumHa Kutai-
ckov HapogHolt Pecriy6i11km, KOTOpbIA 06bIYHO UC-
NoJib3yeTcs B Ka4ecTBe TOPXXECTBEHHOW MeCHW Ha
npasgHuKax, octaibHble NeCcHN MMeKT CBOU 0CO-
6eHHocTU. Hanpumep, «LkonbHaa necHs AHTUA-
MOHCKOr0 BOEHHO-MONNTMYECKOTO YHUBEPCUTETA,
HanuncaHHas ana Kutalickoro HapoAHOro aHTUs -
MOHCKOro BOEHHO-MOINTUYECKOTO YHMBEPCUTETA
B 1937 roay Mao LI33ayHOM, KOTOPBIN NONpocu
KandaHa, 3aBesyrollero otaesoMm nponaraHasl LIK
KommyHmncTueckon naptum Kutas, nobyants Kyp-
CaHTOB K ycepAHOW yuebe 1 OTBETCTBEHHOCTH 3a CO-
NPOTUBJIEHNE AMOHLLAM U CnaceHne cTpaHsbl. [ecHs
NMEET XapakTePUCTUKM OOLLLeR MONOAEXHOW NeCHM,
KOTOpas SBASETCH XXUBOW U SHEPTUUHOM, a TakKe
MMeeT MapLUeBbIN XapakTep C MOLLHbIM PUTMOM U
NMMYNbCOM ABUXEHWA BNepes. 3Ta NecHs NomMo-
raeTt co3zaTb TOPXKECTBEHHYO aTMochepy npass-
HWKa, BocrneBaeT 61aroposHble PeBOIFOLMOHHbIE
YyBCTBa BblAaOLWMXCA CbIHOBEW U fodepel Knutas
B CTPEMJIEHUUN K HALMOHaNbHOMY OCBOBOXAEHWNIO

1 reponyeckor bopbbe. Menoans TopKeCcTBeHHas,
CMOKOIiHas, BEIMYECTBEHHAs, MOLLHAas, C My>KECTBOM
UATVM Briepes, Henobearmas, BblpakaroLlas, uto Ku-
Talickme CblHOBbS U godepu Kutas 6epyT Ha cebs
Ba>kHYHO 3aZlauy CnaceHus cTpaHbl U Hapoga 1 rno-
cBAWatoT cebsl BbICOKNM MZeanaM peBOJHOLNOH-
HOro BeNnuus.

«3almTa XKenton pekn» — LWeJEBP CPeAn Knac-
CUYECKUX MeceH BOWHbI, NMeCHs, HanuncaHHas yaH
Baih PaHom 1 CaHb CuHb Xaem B 1939 rogy. byay-
UM CaMOW BAOXHOB/AOLLEN CeAbMOM YacTbto KaH-
TaTbl «)Kentaa peka», 3Ta necHsA ¢ eé KOPOTKNUMMU,
CKaYyKoobpasHbIMY MENOANYECKUMU UHTOHAL NS -
MW U TYAKUM PUTMOM JEMOHCTPUPYET CLEHyY A0-
61eCcTHON B6OPLOLI AHTUAMOHCKMX CONAAT Y MUPHBIX
xuTenel. B necHe ncnosb3oBaHbl HAPOAHbIE yAap-
Hble PUTMbl ¥ MEIOAMM TaHLLa FyaHAYyHCKOTO JibBa B
KauecTBe OCHOBbI, Tak UTO MECHS MPeACTaBAfETCs
ApKOM 1 cmenoi. My3sblkanbHOMy 06pa3sy npucyLy,
HaLMOHaNbHbIN CTU/b, HACTPOEHME BO3OYXAEHWS,
XenaHune ogepxatb nobesy Haz Bparom.

«Ha ropax TalixaH» — Knaccuyeckas aHTUBOEHHas
MEeCHs, NOIHas PEBOJIFOLMOHHOIO poMaHTM3Ma. CsHb
CviHXall OpraHNMYHO COEAMHW SHEPTUYHYIO JINPU-
YeCcKyr MeNoAuIo C TBEPAOM 1 MOLLHOM MapLUEBOW
MesoAnen, Npuaas necHe 6OEBOW U peasnCTUYHbIN
XapakTep, a Takxke BeJMKONENHbIe KPacku PeBOJIHO-
LMOHHOIO pOMaHTU3Ma, n306pasme 6OEBYHO KMN3Hb
napTu3aH B ropax TalxaHb, X MY>KECTBEHHbIN, Ha-
CTONUMBLIN, ONTUMUCTUUYHBIN U XXU3HEPAZOCTHbIN
xapakTtep. 3Ta MesoAus, HarnoJHEHHas PEBOJOLLN-
OHHOW CTPaCcTb aHTUAMOHCKMX CONAAT Y MUPHbIX
XUTENeN, 3ByYasna Ha LlepeMOHUN NpasgHOBaHWs,
3acTaBAss KaXAoro KuTaila TpeneTtaTb, MOpoxaas
naTpUOTM3M U BENNYME, a NOLaAb HanoHANACh
TOP>KECTBEHHOCTHHO M POMaHTU3MOM HaLMOHa b-
HOW AyLu.

«BoeBOV T’MMH CUIBHOM apMUK» — MeCHs, Ha-
nucaHHasa Cu LisnHbnnHom B mapte 2013 roaa, Ko-
TOPbIV BbIABUHYA LieNb CUbHOW apMUN B HOBbI
MeproA: CO34aTbh HAPOAHYH apMUto, KOTopas «Chy-
LIaeT npuKas napt1um, cnocobHa nobexzatb B cpa-
KEHUSAX U MEeeT OT/IMYHbIe MoKa3aTenn B paboTe.
CnoBa necHu npuHagnexat Ban CaonnHy, a My3bl-
ka — ViHb LinHy, KOoTOpbIN COUnMHUA «boeBon rmMmMH
CUNBHOWN apMUM».

«[MpegaHHOCTb HapoaHol apMum napTum» — nec-
HfA, HanncaHHaa YxxaH FOHM3aeM, coumHeHHasa Cao
MWHOM 1 ncnosHeHHas HapoaHO-0CBOGOANTENb-
Hol apmuelt B 1960 rogy, BAOXHOBJEHHAs ynop-
ctBoM KpacHon apmuin B 6opbbe ¢ Hecrmbaemorn
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BOJIEN N yHexAeHHOCTbIo B nobese B TPYAHbIX YC-
nosusXx. Jlerko 3anoMrHaroLWanca Meaoans 3ByUnT
B ObICTPOM Temne, MUMeeT Anana3oH, OXBaTblBato-
LA BCETO AeLnmMy, NPeaCcTaBastoT COOON MaccoBble
MecHto, B KOTOPOW BOCNeBaeTcs cnaBHas boesas
nctopus HapogHo apmum n eé 6ecnpumepHas
npeAaHHOCTb NapTun.

ExxerogHo, HaumHas ¢ 2009 roaa, B Havane CeH-
T6pa Ha KpacHol naowaan MockBbl NpoxXoauT
MexayHapoaHbIli decTuBanb BOEHHOW MY3bIKU
«Cnacckan balHa», B pamKkax KOTOPOro Ha BOEH-
HOM napage BbicTynaet MNoueTHbI kapayn [naBbl
rocyfapcrsa 1 ayylime poccuinckme n 3apybeskHble
BOEHHble opkecTpbl. «Cnacckas 6allHa» — KPYMHbIN
NpoekT, Korga-ambo peanvsoBaHHbIN Ha KpacHol
naowazan MOCKBbI, U OAHO U3 CaMbIX SPKUX COObI-
TWUI B KYJIbTYPHOW >XXUW3HW Poccun. 310 cobbITUE 0/n-
LeTBOPSET TBOPUECTBO BCEX HAPOAOB MUpPa U UX
Ky/JIbTYpHOE COTPYAHMYECTBO.

Moa BennyecTtBeHHbIMK cTeHaMn Kpemasa BO-
€HHble OPKEeCTPbl Pa3HbIX CTPaH UCMOAHUAN bec-
npeLeseHTHYHO «bUTBY» 3a t060Bb 1 BOCXULLEHWE
3puTtenein. OpraHMyHoe coyeTaHne BOEHHOMW, Kaac-
CUYECKOW, STHUYECKOW U NOMNYAAPHON My3bIKW, Map-
LUeBble U TaHLeBasbHble BbICTYNAEHNSA BOEHHbIX
OpPKecTpOB, AeMOHCTpaL s opyxus 1 denepeep-
KOB fenatoT 3ToT MexXayHapoaHbIi BOEHHO-MY-
3blKa/IbHbI GecTnBasb OAHUM U3 CaMbIX APKUX U
He3abbiBaembIx 3penni roga. XVI MexayHapos-
Hbl1 BOEHHO-MY3blKanbHbI decTnBanb «Cnacckas
6alHa» npowen B Mockse ¢ 23 aBrycta no 1 ceH-
T36pAa 2024 roaa.

K 75-netuio yctaHOBAEHUA AUMAOMATUYECKUX OT-
HoweHun Mexxay Kntaem n Poccreit no npurnatue-
HUO oprkomuTeta HapoaHbin Kutalickinin BoeHHbIM
opkecTtp bpuragbl noyeTHoro kapayna Ocsobozam-
TENbHOM apMUK NPUHSAN ydacTue B dectmBane B
TpeTuii pas nocae 2015 n 2019 rozos..

Byayun nepBoii MHOCTPAHHOW Aeneraunen, Bbl-
CTynuBLLEN Ha 3TOM BoeHHO-My3blkaabHOM decTu-
Ba/le, OHM NCNONHMAN «MapLu CTaNbHOro NOTOKa»,
«KanunHky», «<BoeHHble 1 rpaxaaHckume. aém 6ok o
60k», «[eHne», «<PoanHa» 1 gpyrne Npon3BeAeHus.
Bo Bpems nepBOro BbICTyN/IeHUA Ha LepeMOHUM
OTKPbITUS BOEHHbIA OPKECTP MOYETHOro Kapaysa
n uepeMoHuansHoW bpuragsl HapogHo-ocsobo-
AvTenbHou apMun KnuTas Takxke npuHec Ha cue-
Hy 60o/bLLIOW KpacHbI BapabaH, CyoHy v annerpo.

Ha uepeMoHumn oTkpbITUS 76 My3blKaHTOB BO-
€HHOro OpKecTpa LWOKUPOBaAU 3puTeeli CBOUM
NoABAEHMEM MOZ SHEPTUUYHYHO Menoanto «Maplua
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CTaJIbHOTO MOTOKa». MIrpoKkun ABUranncb akkypaTHo,
Larann yBepeHHo 1 MolHo. Bo Bpemsa BbicTyne-
HWSA OHW MOCTOSHHO MEHSNN CBOW MOCTPOEHUS 1
BbICTpanBanunCh B apabckyto Lnppy «75», oTmeya-
FOLLYHO B 3TOM rogy 75-netune yctaHoBAEHMA AMMNO-
MaTUYeCKUX OTHOLWeEHWA Mexay Knutaem n Poccumeit.

Ha exerogHom decTtviBane BOEHHON My3bIKN UK
Ha H6ONbLUMX NPa3AHUYHBIX Napagax BOEHHbIN Op-
KecTp 0653aTesIbHO NCMOAHAET COBETCKYHO MEeCHH
«KaTrowwa», KOTOpPYHo 3HatOT 1 NOBAT NOYUTH BCE KM-
Talubl. OTa necHsa poaunacek B CoBetckoM Corose
BO BpeMs OTeueCTBEHHON BOWMHbI, B3ATa U3 MeNO-
AN PYCCKON HapOAHOM MECHW, MPOoCTan CTPYKTYpPa,
nnaBHble MENOANN, UCKPEHHWE 3MOLMK, 3aNOMUHa-
toLanca Menoans. «KaTrowa», KOTOpyH Mbl cenyac
C/IbILUMM B UCMOJIHEHWN BOEHHbIX opkecTpoB [O6
3TOM nogpobHee — 2].

CoBeTckas pakeTHas yCcTaHOBKa NnoJsy4ymaa npo-
3BuLe «KaTrowa», MOTOMY YTO OHa bblna OYeHb
MOLLHOM B 6010 BO BpemMs OTeuecTBEHHOW BOM-
Hbl W MOAb30Bafacb 6ONbLIOM NONYAAPHOCTbIO Y
coBeTckux congart. [Nostomy, counHasa «Mapu pa-
KeTumkoB KnHTeLy», KOMNO3MTOP YMENOo Bnucan
B NpousBeseHne necHto «KaTrowa», Kotopas Tak-
e bblia NonynsapHa cpesmn COBETCKMX CONAart, Yto
Nnpoun3Beno oyeHb xopowui a3¢podekT. MNocne agan-
TaLMW NecHN B BOEHHYHO My3blKy, OHa coYeTaeT B
cebe fyx XxpabpocTn N HEXXHOCTU. HECOMHEHHO, 3TO
HOBOE pa3BuTMEe HOEBOro Ayxa BOEHHOW My3bIKHY,
BbI3Baso 60/bLLION pe3oHaHc B Kutae n Poccun.

[Jpyras necHa, «[powaHne cnaBsaHKU» — 3TO
MapL, HanuncaHHbI B 1912 roay Bacuanem Aran-
KVHbIM NOJ BrieyatsieHnem cobbiTnia [MepBoii 6an-
KaHCKoM BOMHbI (1912-1913). Mo cywecTBy, OH
ABNAETCA HaLMOHaNbHbIM MapLlem, CUMBOAN3M-
PYHOLLMM NPOBOAbI Ha BOMHY, Ha BOEHHYO CNy>KOy.
3a rpaHuuamMu Poccum ABAAeTCA OAHWUM U3 CaMbIX
y3HaBaeMbIX «My3blKa/bHbIX CUMBOJOB» Poccuii-
ckon umnepum, Coetckoro Coto3a 1 Poccuiickom
degepaunn. Menogmsa Maplua oTM4YaeTca Hamnes-
HOCTbIO, OHa CTPOWTCA Ha NJIaBHOM JBWXEHUM MO
TPEe3BYUMAM raBHbIX TAPMOHUYECKNX GYHKLMNI C
npUMeHeHneM BCMOMOraTesbHbIX U MPOXOAALLMX
3BYKOB, €€ OT/InyvaeT 4étkaa n acHag GyHKLMOHa b-
Haa onpesenéHHocTb. brarogapa nerko 3anomuHa-
toLLleMycs HaneBy OHa BbICTPO pacnpocTpaHuaach
B Poccuun. B roabl Benvkot OTeuecTBeHHOM BOWHDI
MapLl BAOXHOBASA MUAJIMOHbBI COBETCKUX CONAAT,
YXOAMBLLUX Ha GPOHT A1 6OPbOLI C dalumn3mMom. ITa
BOEHHaA My3blka 3BYYUT NMOYTU Ha BCEX aBTOLLIOY
W NAoLazKax, rae NpoxoamnT napasHblii MapLu. Ero

Ha3bIBaOT «My3blKalbHbIM CMBOJIOM» POCCUIACKOW
nmnepun, Cosetckoro Cotoza n Poccuiickon Pepe-
pauwnn. B 2005 roay mapuw «[TpoltaHne cnaBsaHKn»
6bl1 UCMOHEH B KaYeCcTBe NePBOro NPon3BeseHus
BOEHHOM My3bIKV Ha TOPXKECTBEHHbIX MEPOMPUATU-
X BOEHHOTO napaza Ha KpacHol nioLasam B 4ecTb
60-netus Mobeabl B Benvkon OTeuecTBEHHOM BO-
MHe, UTO ABAAETCA APKUM CBUAETENbCTBOM NaMs-
" B cepAuax poccusiH. OH cofep>XunT rnybokyto v
BE/IMUYECTBEHHYHO XU3HEHHYHO CUY, KOTopas bbisa,
eCTb M HUKOTJa He ycTapeer.

B ToXke Bpems pacTeT BOCMMTaTeNbHOE 3Haue-
HMEe BOEHHbIX OPKECTPOB B POCCUICKON apMmrK, OHU
4acTo BbICTYMakOT Ha Pa3NUHbIX TOPXKECTBEHHbIX
LEePEMOHMSAX N TPaxkAaHCKUX Mpa3AHMKax, 4YTo OT-
pakaeT UX CUAbHYH COLManbHO-0PraHN3aLMOHHYO
dyHkumro. Kak ocobas kateropms My3bikaabHOrO 1UC-
KyCCTBa, ero KyJbTypHO-NPOCBETUTENbCKAs POJb B
LeaoM ycunumaacbk. brarogaps BbICOKOMY YPOBHHO
MCNONHWUTENBCKOTO MacTepPCTBa 1 TBOPYECKOMY MO-
TeHLMany, BOEHHbIN OPKECTP Chirpa BaxKHYH POJib
B Pa3BUTUM My3bIKaJibHOrO UCKYCCTBA B CTPaHe.

BoeHHbIN opkecTp HapoaHo-ocBo6oANTENBHON
apmumn Kutas npuaepknBaeTcs NpUHLIMNG Cy>KeHUst
BOWCKaM, CJTy>KEHUS1 HAPOAY W CIyXKeHWs coLmanns-
MY, 1 B OCHOBHOM WIpaeT Ha rMaBHbIX LiepPeMOHMNAX
rOCyZapcTBa U apMuu, KPYrHbIX KOHbEPeHLMsX, Npu-
éMe rocyiapCTBEHHbIX FOCTeN, CMOPTUBHbBIX Urpax

N APYrux TOP>XKeCTBEHHbIX Meponpuatuax. Kpome
TOro, OH 4acTO MPOBOANT KOHLLEPTbI 419 BOEHHOC-
Ny>KaLWMX, pabounx N CeNbCKUX XXUTENEN, NCMONHASA
CUMPOHNYECKNE NMPOU3BELEHNS, LYXOBYHO MY3bIKY,
YBEPTIOPbI, CBOAHble KOHLIEPTbI 3 BOEHHbIX MeCeH,
MapLUein 1 BOKaJbHbIX MPOU3BEAEHWN, HAaNNCaHHbIX
KOMMO3UTOpaMun WY afanTUPOBaHHbIX AN OpKe-
cTpa. B mocnesHune rogbl 3TOT KONNEKTUB TakxKe pe-
rYNSPHO 3anmncbiBaeT COTHWN MeCeH U My3blKaibHbIX
npowussegenHnin ans CCTV, MNeknHckoro Tenesunze-
HUs ¥ LleHTpanbHOM HapoaHOW TenepagnoBeLLla-
TEIbHOW CTaHLUMW, KOTOPble HbIIN XOPOLLO MPUHATHI
LUMPOKOW ayAUTOPUEN U MONYUYNAN BbICOKYH OLLEH-
Ky MHOMMX r1aB MHOCTPaHHbIX rOCYyAapCTB Y UHO-
CTPaHHbIX FOCTEN.

B HacTosLee BpeMs BOEHHbI OpPKECTp, ABAASACH
HocuTeneM My3blkasbHOM KynbTypbl Kutas, coxpa-
HAET 1 NponaraHAMpPYeT CaBHble TPAAULMUW KNTal-
CKOW 1 POCCUICKON BOEHHOM My3blku. KOMMNo3mumm
419 BOEHHBIX ABYX BOEHHbIX OPKECTPOB CTaW YHU-
KaNbHbIM fBJIEHNEM B My3bIKaJbHON Ky/bType 06enx
CTpaH. YUYacTHUKMN KUTANCKUX U POCCUNCKUX BOEH-
HbIX aHCamb.eli NCMOb30BaAN 30/10Tble TPYObI U
cepebpsHble HapabaHbl B Ka4ecTBe «OpYy>Kuns», YTO-
6bl NOKasaTb MUpPY 0bpa3 CBOWX CTPaH 1 apMui4, a
Takxe nepesaTtb CTpeMIeHNE KMTancKoro Haposaa
K Apy>K6e n mupy.
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By the force of its impact on people

and by the role it is called upon to play in

the design of the city, a monument is one of the significant
types of fine art.

G. Motovilov

A MONUMENT AS A MIRROR OF AN ARTIST.
TO THE 80TH ANNIVERSARY OF VICTORY IN
THE GREAT PATRIOTIC WAR AND TO THE 200TH
ANNIVERSARY OF STROGANOVKA

Summary: Based on the continuity of the older Stro-
ganov school artists and their contemporary students, the
article explores the synthesis of plastic arts, the environ-
ment, architecture, and sculpture. It is made clear how
important it was for sculptors and architects to collabo-
rate when designing memorial complexes, monuments,

Russia has always defended its territory for cen-
turies. However, the Great Patriotic War, which im-
pacted every household, turned out to be the most
damaging for our nation ever. The fatherland united
during this difficult time to form a powerful com-
bat camp. Its main slogan and call was: “Everything
for the front, everything for victory!”. Owing to the
feat of Russian soldiers, defenders of our Father-
land, today we celebrate the 80th anniversary of
Victory in the Great Patriotic War with pride, grati-
tude, and great respect for Soviet soldiers!

People of different professions, ordinary workers
and engineers, teachers and doctors fought shoul-
der to shoulder in the ranks of the Soviet Red Army;
people of creative professions, architects, sculptors,
and artists fought as well. In the post-war years, all
of them, the heroes, restored villages and cities. In
places of military glory, they erected monuments
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and memorials, created by teachers and graduates of the
Stroganov School of different times, honouring the Rus-
sian Liberator Soldier’s feat during the Great Patriotic War.

Keywords: sculptor, architect, Stroganov School, me-
morial complex, monument, Great Patriotic War, conti-
nuity, connection of times.

and grandiose memorial complexes to the fallen
defenders in memory of the feat, fortitude, and
strength of spirit of the Russian people.

Teachers and graduates from Stroganovka ac-
tively participated in this strategic program for the
restoration of our country. The architects and art-
ists had an extremely difficult assignment. They had
to not only rebuild everything anew, but create a
cultural paradigm for a new era that would glori-
fy the triumph of the victorious People. There was
not a single settlement in the Soviet Union that did
not have a monument, an obelisk, or a memorial
erected in memory of the defenders of the Moth-
erland. These are holy places for us today, a silent
reminder of the great tragedy of a global scale. The
Stroganovka artists-frontline soldiers became the
leading avant-garde of modern times, immortalis-
ing and glorifying their fellow soldiers in the image

of the Russian soldier in stone, bronze, and con-
crete: “Nobody is forgotten! Nothing is forgotten!”.

The staff of the library of the Stroganov Univer-
sity is working on the creation of an information
and exhibition project, the Faces of Victory scientific
regiment of the Stroganov University. It is dedicat-
ed to the 80th anniversary of the Victory in memory
of the veterans of the Great Patriotic War, teach-
ers and students of the Stroganov University, and
to the 200th anniversary of the Stroganov School.
It is presented by images of its graduates — out-
standing artists, painters, and sculptors of different
times, who dedicated the theme of their works to
the Great Patriotic War.

The Stroganov School of modern time resumed
its work in 1945, when the order of the Commit-
tee for Architecture under the Council of People’s
Commissars of the USSR was issued on February
23, 1945, on the rebirth of the Stroganov School:
“In order to train highly qualified personnel for the
art industry, decorative and applied arts and to per-
form artistic and finishing work in new construction
and the restoration of cities and art monuments
destroyed by the German invaders, on November
5, 1945 in Resolution No. 256, the Council of Peo-
ple’'s Commissars of the USSR decided to recreate
the Moscow Central Art and Industrial School (for-
mer Stroganov) with educational and production
workshops, subordinating it to the Committee for
Architecture under the Council of People’s Commis-
sars of the USSR, in the second half of the year in
Moscow. In Leningrad — the Leningrad School of
Art and Industry (former Stieglitz School) with edu-
cational and production workshops, subordinating
it to the Department of Architectural Affairs under
the Council of People’s Commissars of the RSFSR”
[6, 12 p. 4]. Responsibility for the implementation
of the resolution was assigned to the Main Direc-
torate for Art Industry and to Zakhar Bykov [7, 4]. S.
Markelov (1885-1964) was appointed the first direc-
tor of the recreated Stroganovka, Moscow Central
School of Art and Industry, on the basis of the or-
der of the USSR Ministry of Higher Education dated
July 6, 1945 [5, 13, p. 9]. Recruitment for training was
carried out in four areas: Decorative Painting and
Alfresco Work, Decorative and Architectural Mould-
ing and Artistic Stone Processing, Woodwork and
Wood Carving, Artistic Metalworking and Chasing.

The Department of Architectural and Decorative
Sculpture, re-established in 1945, had a method-
ological basis and experimental and creative ap-

Il 1. Order of the Committee for Architecture under the
Council of People’s Commissars of the USSR dated February 23,
1945 on the re-establishment of the Moscow Central School of
Industrial Art (former Stroganov School).

proaches to sculpture that had developed in the
Stroganov School of the early 20th century. These
fundamental plastic principles were laid by such
outstanding sculptors and architects, teachers of
VKHUTEMAS and then VKHUTEIN, as: V. Mukhina, S.
Konenkov, A. Golubkina, N. Ladovsky, V. Krinsky, B.
Korolev, I. Zholtovsky, A. Shchusev, A. Vesnin, I. Go-
losov, K. Melnikov. The head of the revived depart-
ment was a graduate of VKHUTEMAS, a student of
S. Konenkov, the most talented sculptor, G. Moto-
vilov (1892-1963) [9]. His extraordinary approach to
the preparation of educational and methodological
materials made it possible to achieve systematicity
and consistency of assignments. Georgy Motovilov
built the educational process on the basis of pro-
grams that develop volumetric-spatial thinking for
the creation of new plastic connections of form, tied
to the construction of the entire volume. Since stu-
dents were trained in most types and directions of
sculpture, from easel to monumental, the most im-
portant task was to master the synthesis of artistic
and plastic interpretation of form, with simultane-
ous subordination to the space in which the sculp-
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L. 2. Announcement of admission of students to the Moscow
Central School of Industrial Art (former Stroganov School) for the
1945-1946 academic year.

ture should be located. This training method had a
high professional result; thus, students equally re-
ceived instructions from two teachers — a sculp-
tor and an architect.

The card of the scientific regiment of the Stro-
ganov University provides a short reference to some
of the completed projects of Motovilov, where a spe-
cial place is occupied by a narrative relief: “During
the Great Patriotic War, Motovilov created a sculp-
ture for the decorative design of the new Mos-
cow metro stations, Elektrozavodskaya (1944) and
Novokuznetskaya (1943). For this purpose, he first
turned to narrative relief, which would later become
a guideline for other artists — monumentalists. In the
post-war period, the sculptor decorated the stations
Oktyabrskaya (the Koltsevaya line, 1950), Park Kultu-
ry (the Koltsevaya line, 1950), Komsomolskaya (the
Koltsevaya line, 1951), Prospekt Mira (1952), Smo-
lenskaya (1953). In the bas-relief, The People-Cre-
ator and Friendship of Peoples, above the main
entrance of the high-rise building of Moscow State
University, the sculptor demonstrates the jubilant
optimism and post-war pathos of Soviet people
ready to work for the good of their country” [11].
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About the place and significance of relief as an
artistic and plastic system of sculpture and archi-
tecture, as a language of decoration, it is worth cit-
ing Motovilov's words: “For expressing the thought
and content of a sculptural story, a wall is the most
convenient place. A sculpture on a wall does not
overload the space, gives scale to the building, cre-
ates a contrast with the smooth surface of the wall
with its shadows, and thus, serves the beauty of the
architectural structure.

In Ancient Greece, the story of events was im-
printed on the wall in the same way as in India and
Egypt. Individual figures and groups were placed
inside the building, and round monumental stat-
ues in the squares were dedicated to the main he-
roes of the events.

However, it must be remembered that not every
building, not every wall should be decorated, but
only those that have great social significance and the
corresponding architecture. Otherwise, the mean-
ing of the depicted will not correspond to the place.

Where there is no large surface of the wall or
where it is dotted with windows, sculpture is inap-
propriate. Constructivist, abstract architecture does
not accept sculpture, and if it does, then only ab-
stract.” [10]

In fact, Georgy Motovilov postulates the key tech-
niques for creating a composition as a methodolog-
ical basis, which is a universal means of expression
in working on a plot: “When placing a relief on the
wall of a building, we must remember that it should
not visually destroy the walls. It follows from this
that a perspective relief should not be placed on a
wall. In order to maintain the integrity of the wall,
multi-plane reliefs placed in the appropriate recess
must contain clear plans parallel to each other and
to the wall. The grouping of figures within the relief,
the decorative silhouette, the rhythm, direction of
the figures and, finally, a certain ratio of large and
small values within the relief will allow the viewer
to easily understand it. Moreover, it is necessary to
take into account the degree of saturation of the
relief with figures, depending on how it is associ-
ated with a given architecture. In the case when
the architecture does not allow the relief to have
geometric boundaries, and it is located directly on
the surface of the wall, it is appropriate to make
the so-called superimposed relief. In this case, it is
especially important that the plans run parallel to
the wall, and there are not many of them. It is also
necessary to clearly express the ornamental prin-

ciple in the relief, that is, so that it looks like a kind
of trellis on the surface of the wall.

With the correct use of relief, we achieve the
semantic and artistic enrichment of the building,
in other words, the synthesis of architecture and
sculpture.” [10]

Motovilov had a clear understanding of the or-
ganic, appropriate, and at the same time solemn
interaction of the architectural complex of metro
stations and the concept of each of its compo-
sitions. In the process of artistic design of metro
stations, the artist was the first to call them “under-
ground palaces”. It was fully and justifiably reflect-
ed by the artist in the found creative alternation
of the rhythm of human plasticity and ornamental
motifs, thereby creating an individual and recog-
nisable “metro style” [4].

Throughout the 200-year history of the Stro-
ganov School, the connection between the artist
and the architect is inseparable. The outstanding
architect, Head of the Fundamentals of Composi-
tion Department, teacher of the Architectural and
Decorative Plastics Department of the Stroganov
School, Nikolai Kovalchuk (1920-2019), was one of
the striking examples of long and fruitful work, which
started in 1961. He worked on the construction of
monuments and memorials with a whole galaxy of
sculptors such as: V. Tsigal, A. Burganov, L. Kerbel,
Yu. Pommer, A. Kovalchuk, and many others [8].

Nikolai Kovalchuk was one of those who defend-
ed our Motherland throughout the Great Patriot-
ic War. Thus, a significant part of the monuments
and memorial complexes in which he participated
as an architect were dedicated to the feat of the
Soviet Soldier. Unity of thinking in the process of
implementing the idea of the sculptor and the ar-
chitect is of great importance. In this architectural
and plastic synthesis of creators, the interaction of
the memorial complex or monument with nature
or the urban environment occurs, which ultimately
leads to the formation of a holistic and emotion-
al, and sometimes existential image of the entire
monument.

The joint work, To the Road Soldiers (2002), erect-
ed at the seventieth kilometre of the Minsk highway,
is an example of such a creative union, confirming the
fruitful continuity of generations [20]. Andrei Koval-
chuk was the author of the multi-figure composition
of the monument dedicated to the feat of soldiers
in the Great Patriotic War; his father, Nikolai Koval-
chuk, acted as the architect. The monument depicts

Il 3. G.I. Motovilov. Relief at the Elektrozavodskaya metro
station in Moscow. 1987. Marble. “Moscow Metro”. Photo: V.
Solomatin.

Ill. 4. G.I. Motovilov. Bas-relief (paired composition) on the
facade of the Oktyabrskaya metro station lobby (Koltsevaya line)
in Moscow. 1950s. Photo: Unknown photographer.

the restoration of an important defensive hub dam-
aged by bombing — with the help of road soldiers,
at the cost of their lives, the tasks were completed,
and the enemy was driven back. Professor, Doctor of
Art History, V. Manin gives a description of the mon-
ument, filled with the sacrifice of the soldiers and the
sharpness of the plot composition: “...The complex
structure of multidirectional movements, combined
with impeccably executed figures of soldiers restor-
ing the interrupted road, radiates the pathos of co-
ordinated and dangerous work. Moreover, the entire
multi-figure group hangs over the destroyed bridge,
highlighting the dangerous instability determined by
the combat situation. The sculptor overcomes mon-
umental staticity, translating it into a plan of a spe-
cific plot action. Furthermore, Kovalchuk’s innovation
is seen in the fact that he overcame the usual solu-
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Il 5. AN. Burganov. Monument ‘Angel of Peace” of the
memorial complex "Poklonnaya Height 269" 2015.

tion for such cases in the form of a memorial sign
or an obelisk and embodied the idea in a complex
composition arranged in the form of a story, which
is quite difficult to do in sculpture without losing the
monumentality of the monument.” [15]

For the residents of Moscow and especially for
the heritage of the Stroganov University, the memo-
rial to the Soviet soldiers who defended Moscow,
created by the teachers of the Stroganov School,
sculptors A. Burganov, G. Zhilkin, and architect I.
Kadina, is of great importance today. The memorial
is located in Grachevsky Park, in the Khovrino district
of Moscow, at the burial site of unknown soldiers
(more than three hundred people) who defend-
ed the northwestern directions of Moscow. Iraida
Kadina took part in the defence of the capital and
worked as a nurse at the Moscow Central Evacua-
tion Centre at the Sklifosovsky Institute.

In the early 1970s, Alexander Burganov came up
with a sketch and made a scale model of the fu-
ture monument, creating a complete, dynamic com-
position. The prepared project with the bas-relief
Battle, created by Burganov and Zhilkin, was ap-
proved. Afterwards, working in the creative group,
Kadina arranged the designed sculptural compo-
sition in the landscape, and the monumental me-
morial project was erected.

The stele is 16 meters long, 4.5 meters high, and
1.08 meters thick. Such massiveness personifies the
strength, steadfastness of the people, and the inac-
cessibility of the city for the enemy. The lower part
of the memorial is faced with black granite, which
visually lifts it off the ground, creating a hovering
effect in space.

The opening of the memorial took place on May
7, 1975, on the eve of the 30th anniversary of the
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Great Victory. The text of the inscriptions on the
stele was composed by Kadina: “To the Soviet sol-
diers — defenders of Moscow” and “1941" on the
facade; "To the fallen heroes in the great battle, who
stood to the death in the snows of the Moscow re-
gion — eternal glory and eternal memory” on the
north side; "Here, in the harsh days of the defence
of Moscow, soldiers of the units and formations
that participated in the battles on the northwest-
ern approaches to the capital were buried” at the
western end [5].

At the dawn of experiments and the search for
new approaches in sculptural plastic art in the sec-
ond half of the 20th century, it is especially worth
noting talented sculptor Alexander Burganov, a stu-
dent of Motovilov and G. Schulz, a graduate of the
Moscow Higher Art and Industrial University (for-
mer Stroganov University), former Head of the Mon-
umental and Decorative Sculpture Department of
the modern Stroganov School. Each work of the
artist, especially dedicated to the memory of the
most difficult events in the history of the Mother-
land, becomes a reflection of the artist’s inner expe-
rience. Alexander Burganov notes that the theme of
the Mother of God, a female figure with her hands
raised to the sky, Oranta, who meets and blesses,
is often traced in his work, creating a whole series
of reliefs, sculptures, and monuments connected
by a single idea [3].

The memorial complex, Northern Face of the
Kursk Bulge, located in the Fatezhsky District of the
Kursk Region, is among the sculptor’s latest works,
related to military themes. Its dominant feature is
the stele, Angel of Peace [21]. Angel of Peace was
opened at Poklonnaya Height 269 on May 7, 2015,
to celebrate the 70th anniversary of Victory in the
Great Patriotic War. It was installed at the point
where Soviet soldiers repelled the attack of the fas-
cists and went on the counteroffensive. It is in mem-
ory of the bloody battles, of the feat, at the cost of
the lives of more than twenty thousand Soviet sol-
diers and officers, who turned the tide of the war.
At the foot of the stele, there are words: “Turned to
the West from the Russian people to stop the new
fascism. Standing at the site of the death of more
than 70 thousand Soviet and German soldiers, the
Angel of Peace reminds all of humanity of how it
all ends” [18].
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8U008 U306pa3uUMesIbHO20 UCKYCCmaa».

1. Momosusnos

MOHYMEHT KAK 3EPKAIO XYAOXHUKA. K
80-TETVIHO MOBEAbI B BEJIMKOW OTEYECTBEHHOW
BOWVIHE W K 200-N1ETUHO CTPOTAHOBKW

AHHOI’TIGL{Uﬂ.’ B cTaTbe paccMaTpmBaeTCa CUHTE3 MJa-
CTUYECKUX NCKYCCTB, Cpeabl, apXUTEKTYPbl N CKYAbNTY-
Pbl Ha OCHOBE I'IpeeMCTBeHHOI‘/JI CBA3M CTapbIX MacTepoB
CTpOFaHOBCKOVI LWKOJIbl U X YHYEHUKOB HOBOIo BpemMe-
HW. BbiaBAAETCA BaXXHOCTb BBaI/IMOAeI\/‘ICTBVIﬂ CKynbnTopa
N apXUTeKTopa B CO34aHNN MEMOPKMaIbHbIX KOMMNIEKCOB,
MOHYMEHTOB N MaMATHNKOB, NOCBALLEHHbIX MOABUTY pPyC-

Victopruecku cnoxnnoch, uto Poccua 3awwmia-
eT CBOMO 3eMJIto, U3 Beka B BeK. OA4HaKo, Mepunoz
Benvkon OTeuecTBEeHHON BOVHbI CTaf CaMbIM pas-
PYLUMTENbHbIM A/ Hallel CTpaHbl 3a BCe BpeMe-
Ha, COBbITUSA KOTOPOro KOCHYINCH KaXA0M CEMbM.
B 3TOT TAXKenenwmii nepmos oTumn3Ha CnaoTuaach
M CTana MOLLHbIM 6OEBbIM flarepem, r4e riaBHbIN
NIO3YHT 1 MpU3bIB 3ByYan Tak: «Bce ans dpoHTa, BCe
s nobeabl!». brarogaps NoABury pyccknx conaar,
3alWUTHMKAM Hawero OTeyecTBa, CEro4Hs Mbl C rop-
[0CTbH, 61arofapHOCTLIO Y BEANKUM YBaXXeHNEM
K coBeTCKMM BovHaM npa3aHyem 80-netue Mobe-
Abl B Benankon OTeuecTBeHHON BOMHE!

B psaax coeetckor KpacHon ApMun naevyom K
naevy cpaxanucb AN pasHbix npodeccui, 0bbI1u-
Hble paboune 1 MHXEeHepPbI, YUNTENS 1 Bpauu, BOe-
BaJ/IN U JIFOAMN TBOPYECKMX NMPObECCUlA, apXUTEKTOPSI,
CKYNIbNTOPbI U XYAOXHUKW. B mocneBoeHHble rogbl
BCE OHW — repow, BOCCTaHaBANBAAN CeNa 1 ropoaa,
a B MecTax 60eBOW C/laBbl BO3BEAN MNAMATHUKA U
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ckoro BounHa-ocBoboantensa B Benvkon OtevecTBeHHON
BOiHe, KOTopble BN BbINONHEHBI NpenojaBaTenaMm 1
BbIMyCKHUKaMy CTPOraHOBKU pa3HbIX BPEMEH.

Knroyesele cnosa: ckynenmop, apxumekmop, Cmpoea-
HOBCKAs WKOJ/1d, MeMOPUAIbHbIU KOMNJIeKC, NAMSIMHUK,
Besnukas OmeyecmeeHHas 8oliHA, hpeeMcmeeHHOCMb,
ces3b 8peMeH.

rPaHANO3HblE MeMopuanbHble KOMMAEKChbl MOrm6b-
WM 3aLLMTHUKAM B NaMATb O NOABUre, CTOMKOCTH
N cune Ayxa pycckoro yenoBseka.

370 HblNa cTpaTernyeckas nporpaMmma no BocC-
CTAHOBJIEHMIO HALLEWN CTPaHbl, B KOTOPOW Npu-
HUManM akTMBHOE yyacTue npenojaBaTenv u
BbINyCKHUKM CTporaHoBku. [epes apxuTekTopa-
MU 1 XYAOXHMKaMK CTOANa CBepx3ajada, He npo-
CTO BCE OTCTPOUTb 3aHOBO, @ CO3AaTb KYAbTYPHYHO
napagurMy HOBOV 3MOXM, B KOTOPOM BOCMNET TPU-
ymd Hapopga-nobeautens. B Cosetckom Cotose
He BbII0 HW OJHOTO HaCeNIEHHOrO NyHKTa, B KOTO-
poM Obl He 6bI10 NaMATHWKA, obenncka nan me-
Mopwuana, BO3BEAEHHOro B NaMATb O 3alUTHUKAX
PoauHbI. TO CBALLEHHbIE MeCTa AN1A HaC CEroAHs,
6e3M0/BHOE HanoMrHaHve O BEANKON Tpareann
MUPOBOro MacwTtaba. Xys0XKHUKN-GPOHTOBUKMN
CTporaHoBKM CTa/v NepesoBbIM aBaHrapAoM HO-
BOrO BPEMEHU, KOTOPbIN YBEKOBEUWU 1N BOCMEN
CBOWX OZHOMOAYaH B obpase pycckoro conjgara:

B KaMHe, bpoH3e n 6eToHe — «HUKTO He 3abbIT!
HuuTo He 3abbiTO»!

CotpyaHukm 6ubanotekn PIXMY nm. C.I. Ctpo-
raHoBa paboTatoT Hag co3jaHneM MHPOPMaLMOH-
HO-BbICTAaBOYHOrO MpoekTa HayuHbI noak PIXMY
nm. C.I'. CtporaHoBa «Jlnua MNobesbl», NOCBALLEH-
Horo 80-neTuto Mobeabl B NnamATb O BeTepaHax
BOB — npenogasatensax n ctygeHtax CTporaHOBKM
n 200-netmto CTPOraHOBCKOW LIKOJbI, B MLLaX Bbl-
MYCKHWKOB — BbIAAFOLLIMXCA XYAOXKHWNKOB, XXMBOMUC-
LLeB M CKy/IbMTOPOB Pa3HbIX BPEMeH, MOCBATUBLLNX
TeMaTuky cBoux pabot Bennkorn OTeuecTBeHHON
BOWHe.

CTporaHoBcKas LLKOAa HOBOrO BPEMeEHU BO306-
HoBMAa cBoto paboTy B 1945 roay, korga 6bin n3-
JaH npukas KomuTeTa Mo AeslaM apXUTEKTYpPbl Npu
Cosete HapogHbix Komuccapos CCCP ot 23 deB-
pans 1945 rosa o Bocco3gaHmm CTPOraHOBCKOro
yumamiia: «B uenax nogrotoBkn BbICOKOKBaAMGULM-
POBaHHbIX KaZPOB ANs XYAOXKECTBEHHOW NPOMBILL-
NEHHOCTH, AeKOPaTUBHO-MPUKNAZHOIO NCKYCCTBA U
[N9 BbIMONHEHNA XY,0XXEeCTBEHHO-OTAEN0UHbIX pa-
60T NPV HOBOM CTPOUTENLCTBE N BOCCTAHOBNEHWUA
pa3pyLUeHHbIX HEMEeLKMMU 3axXBaTunKamMm roposos
1 NaMATHMKOB nckyccTBa - CoBeT HapogHbix Komuc-
capos Coto3a CCP 5.11-1945 r. B nocTaHOBAEHUM
N2256 nmoctaHOBWA BOCCO34aTb BO BTOPOM MOJy-
roann B Mockee - MOCKOBCKOE LieHTpasbHOe Xy-
[0>XKeCTBEHHO-NPOMbILWIEHHOe yunauLle (6bIBLL.
CtporaHoBckoe) ¢ y4ebHO-NPON3BOACTBEHHbLIMY
MacTepCcKUMK, NogumHmB ero KomuTeTy no gesnam
apxutektypbl npn CHK CCCP u B rop. JleHnHrpage
- JleHVHrpagckoe XyA0XKeCTBEHHO-NPOMbILLIEeH-
Hoe yunnuwe (bbiBw. LWkona LTmravua) c yueb-
HO-MPOW3BOACTBEHHbBIMW MacTEPCKUMU, MOAYNHUNB
ero YnpasseHuto no [enam Apxutektypbl npn CHK
PCOCP» [6, 12 5. 4]. OTBETCTBEHHOCTb 3a UCMOIHEHWE
nocTaHOB/IEHNA OblNa BO3/10XKEHa Ha [1laBHOe ynpas-
JleHne No Xy[0XKeCTBEHHOW NMPOMBbILLIEHHOCTN U Ha
3axapa Hukonaesunua bbikoBa [7, 4]. lepBbiM gnpek-
TOpPOM BOCCO3zaHHON CTporaHoBKM — «MOCKOBCKO-
ro LleHTpanbHOro xyA0XecTBeHHO-MPOMbILLIIEHHOTO
yunauia» Ha OCHOBaHMM NprKasa MUHUCTEPCTBA
Bbiclwero obpasosaHua CCCP ot 6 utons 1945 roaa
6bin1 HasHaueH C.I1. Mapkenos (1885-1964) [5, 13,
n. 9]. Habop Ha obyueHne Npoun3BOAUACS MO Ye-
TbIpEM HanpaBaeHUaM: «[lekopaTMBHas POCNUCh U
anbdpeiiHble paboTbl»; «[lekopaTMBHO-apXUTEKTYP-
Has fenka v XyAoXecTBeHHasa obpaboTka KaMH:»;
«KpacHozepeBHble paboThl, pe3bba No aepeBy»;
«XypoxecTBeHHas obpaboTka MeTanna, YekaHka».

BoccozgaHHas B 1945 rogy kadeapa apxuTekTyp-
HO-ZeKOPaTUBHON MAACTUKK, MeNa MeTOLONOMM-
YeCKyH OCHOBY M 3KCNEPUMEHTaNbHO-TBOPYECKME
MOAXOAbI B CKYNbMType, cnoxweLunecs B CTporaHoB-
CKOW WKoJIe Havana XX Beka. 3T QyHAaMEHTaNbHbIe
naacTnyeckme NPUHLMUMbI 6611V 3aN10XKeHbl TaKUMU
BbIZAFOLLMMMNCA CKYNBbNTOPAMUN 1 apXUTeKTopamMm —
npenogasatenamu BXYTEMACa, a 3atem 1 BXYTEUW-
Ha kak: B. MyxuHa, C. KoHeHkoB, A. Tony6kuHa, H.
Naposckuin, B. Kpmnckuia, b. Kopones, V. Xontos-
ckuin, A. LLyces, A. BecHuH, W. Tonocos, K. MenbHu-
KoB. PykoBoanTenem BO3poxAeHHOM kabeapbl CTan
BbINyckHUK BXYTEMACa, yueruk C. KoHeHKOBa, Ta-
nantTamsenwnin ckynbntop .M. Motosuios (1892-
1963) [9]. Ero He3aypazAHbIN NOAXOA K MOATOTOBKE
yuebHO-MeTOANYECKUX MaTepPManoB NO3BOANA JO-
CTWYb CUCTEMHOCTU W MOCNe0BaTENbHOCTY 3aZaHNIA.
leopruin IBaHOBWY BbICTPOMA YUYebHBIA NpoLiecc Ha
OCHOBe NMporpamm, pa3BrBatoLLMX 06beMHO-NPO-
CTPaHCTBEHHOE MbILUEHWE A5 CO3A4aHNA HOBbIX
naacTnyecknx ceazert Gopmbl, 3aBA3aHHbIX Ha KOH-
CTPyMpoBaHUM Bcero obbema. [MockonbKy CTyAeH-
Tbl 06yYanncb 6ONbLIMHCTBY BUAOB U HanpaBAeHWUI
CKYNbMTYpPbl, OT CTAHKOBOW A0 MOHYMEHTaIbHOM,
TO BakHelLel 3asauein Hbl10 OCBOUTb CUHTES XY-
[0XKeCTBEHHO-MIACTUYECKOWN TPaKTOBKM GOPMBI, C
OAHOBPEMEHHbIM NMOAYMHEHNEM MPOCTPAHCTBY, B
KOTOPOM J0/IKHa Haxo4MTbCA CKYNbNTypa. Takow
MeToJ B 0ByYeHMN MMen cepbesHbil npodeccuno-
Ha/IbHbIM pe3ynbTaT, MO3TOMY CTYZAEHTbl B PaBHOM
CTemneHun Nosyyann HacTaBneHUa OT ABYX Npenoja-
BaTesiell — CKy/IbMTOPa W apxmTeKkTopa.

B kapTouke Hay4yHoro nosaka PTXTTY wnwm. C.I.
CrporaHoBa faetcs Hebonbluas cnpaBka HEKOTO-
pbIX peannsoBaHHbIX NpoekTos .M. MoToBuMnoBa,
rae ocoboe MecTto 3aHUMAeT UMEHHO CHOXKETHbIN
penbed: «B rogbl Bennkor OTeuecTBEHHOW BOMHBI
MoToBMAOB CO3zaeT CKyAbNTYpPYy ANA AeKOopaTuB-
HOro 0POpPMAEHUS HOBbIX CTAHLMIA MOCKOBCKOrO
MeTpononTeHa «INekTpo3aBoackon» (1944) n «Ho-
BOKY3HeLKon» (1943). [lns 3TOM Lenn oH Bnepsble
obpaluaeTca K CoXXeTHOMY pesbedy, UTO B Jab-
HellleM CTaHeT OPUEHTUPOM ANS APYrMX MacTe-
pOB — MOHYMEHTaANCTOB. B mocneBoeHHOe Bpems
CKyNbMTOPOM 6blAM 0dOopMAEHbI CTaHLMKN «OKTAGPb-
ckas» (konbuesasn, 1950), «Mapk KyaAbTypbI» (KO/b-
uesasn, 1950), «KKomcomonbckas» (konbueBas, 1951),
«Mpocnekt Mupa» (1952), «CmoneHckas» (1953). B
bapenbede «Hapoa-cosmaatenp» n «pyxba Ha-
POAOB» Haj rMaBHbIM BXOAOM BbICOTHOTO 3AaHWNA
MTY ckynbnTOp A4EMOHCTPUPYET ANKYHOLWLNIA ONTU-
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REA'— BARBHEEREANIEDRE/RES
MU3N Y PBOCILBQEHbIV NaGOC COBETCKUX NIIOAEH,

rOTOBbIX TPYAUTLCSA Ha Baro cBoer ctpanbl» [11].

O mecTe 1 3HauUMMOCTH penbeda Kak xygoxe-
CTBEHHO-MNACTUYECKOWN cMcTEME CKYbMATYPbI U ap-
XWTEKTYpbl, Kak A3blka JeKopaTUBHOro ybpaHcTBa,
cTouT NpuBectu cnosa . MoTosuioBa: «/lns Bbipa-
SKEHWSA MbIC/IN N COAEP>XKaHMUA CKYNbMTYPHOro pac-
CKa3a CTeHa aABadeTcs Hanbonee ya0O6HbIM MECTOM.
CkynbnTypa Ha CTeHe He 3arpy>aeT NPOCTPaHCTBa,
faeT MacwTab 31aHMO, COCTaBAsIET CBOMMMU TEHS-
MW KOHTPACT rasn CTeHbI, CIYXUT 3TUM KpacoTe
APXUTEKTYPHOTO COOPY>KEHMS.

B apeBHel Mpeuunn pacckas o cobbITMAX 3ane-
yaT/eBanca Ha CTeHe Tak Xe, Kak U B VIHaum v Ervn-
Te. BHYTpM 38aHUA cTaBUAUCh OTAEeNbHbIE GUTypbl 1
rPynMbl, @ KPYr/ible MOHYMEHTaNbHble CTaTyu Ha Mnao-
WaAsaX NOCBALLAANCE OCHOBHbIM reposiM COObITUN.

Ho npu 3TOM Haz0 NOMHUTb, UTO He BCAKOE 3/a-
HWe, He BCAKYH CTEHY Hajo yKpallaTb, a Iullb Te,
KOTOpble MMetoT 60/1bLIOe 0bLLLeCTBEHHOE 3HaueHne
N COOTBETCTBYHIOLLYIO apXMTekTypy. B npoTnBHOM
clyyae cMbICn n3obpaxkaeMoro He byZeT COOTBeT-
CTBOBATb MeECTY.

Tawm, rae HeT 6ONbLIONW FNaan CTEHbI UV TAe OHA
ncnewpeHa okHamu, CKybnTypa HeymecTHa. KoH-
CTPYKTMBWCTCKanA, abCTpakTHas apxmMTekTypa He npu-
emMaeT CKYyNbNTypbl, @ €CAnN NpUemMaeT, To TOAbKO
abcTpakTHyto» [10].

B pelictButenbHoctu, Meopruin MiBaHoBMY no-
CTY/IMPYET KAtoUeBble MpMeMbl CO34aHnA KOMMO3Nn-
UMM KaK MEeTOZONOTMYECKOW OCHOBbI, ABASOLLENCS
YHMBEpPCaibHbIM CPEACTBOM BbIPa3nTeNbHOCTY B
paboTe Haz croxkeToM: «CTaBsa penbed Ha CTeHy 3za-
HWS, Mbl JOJIXKHBI MOMHUWTb, YTO OH HEe A0/IKEH pas-
pyLllaTb 3pUTENBHO CTeHbI. VI3 3TOro cnegyert, uto
nepcnekTUBHbIM penbed He cnesyeT NoMeLlaTb Ha
cTeHy. [lns TOoro uTobbl AepXKaTh LENOCTHOCTb CTe-
Hbl, pefbedbl MHOTOMIAHOBbIN, MOCTaBAEHHbIV B
COOTBETCTBYHOLLEM 3arnybieHnm, JOKEH codep-
XaTb YETKME MAaHbl, MapannenbHble Apyr Apyry v
cTeHe. pynnupoBka duryp BHyTpu penbeda, se-
KOPaTUBHBIN CUNY3T, PUTM U HanpasaeHue buryp
1, HakoHeL, ornpejeneHHoe COOTHOLEeHNe 60b-
LWNX U ManbIX BEAINUYNH BHYTPY pesbeda No3BoNAT
Nerko 4mTaTb ero 3putento. Heobxoanmo yunThbl-
BaTb M CTENEHb HACbILLLEHHOCTW Pa3psXXeHHOCTH pe-
noeda durypamu, B 3aBUCUMOCTM OT TOFO, KaK 3TO
CBf3bIBAETCH C AAaHHOW apXUTeKTypon. B cayuae,
KOrZia apxmTekTypa He No3BOJsET penbedy MMeTb
reoMeTpUYEeCcKnX rpaHnL, 1 OH PacrnosioXeH Nps-
MO Ha rnaju CTeHbl, yMeCTHO AenaTb Tak Ha3blBae-
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MbI1 HaknagHon penbed. B 3Tom cnyyae ocobeHHO
Ba>XHO, UTOBbI MAaHbI LAWK NapaniesbHO CTEHE U UX
6bII0O HEMHOTO; TakXXe HeOHXOANMO UETKO Bblpa-
3UTb OpHaMeHTaNbHOe Hayaso B pesbede, To ecTb
4YTOObI OH CMOTpPENCs Kak cBoeobpasHas wnanepa
Ha rnagu CTeHbl.

Mpun NpaBUIbHOM MCNOb30BaHUN penbeda Mbl
L061BaeMCsi CMbICNIOBOIO 1 XyA0XeCTBEHHOro 060-
ralileHuns 34aHuns, Haye roBops, CUHTE3a apXmUTeK-
Typbl 1 cKyabATypbI» [10].

V. MoToBMNOB MMen YETKOe NOHWMaHne opra-
HWYHOrO, YMECTHOTO N OAHOBPEMEHHO TOPXKECTBEH-
HOro B3aMMOJENCTBUSA apXUTEKTYPHOIO KOMMeKca
CTaHLMIA METPO M 3aMbliC1a KaXKAO0M ero KOMMO3ULMN.
B npouecce xysoxecTBeHHOro opopMAEHNS CTaH-
LW MeTPOo, aBTOP MePBbIM CTaf Ha3biBaTb MX Kak
«MOoZ3eMHble BOpPLibI», YTO MOJHOMPABHO W OMpas-
JlaHO ObIJI0 OTPaXKEHO aBTOPOM B HaMAEHHOM TBOp-
YeCKOM YepesoBaHUM PUTMa NAACTUKN YenoBeka U
OpHaMeHTaNbHbIX MOTVBOB, CO3/aB TEM CaMbIM WH-
AVIBUZYaNbHBIA 1 y3HaBaeMblli «CTUAb MeTpo» [4].

Ha npotaxeHun Bceli 200-netHeli nctopum Ctpo-
raHOBCKOW LIKOJIbI CBA3b XYAOXHMKa U apXmMTeKTopa
Hepa3pbiBHa. OfHMM U3 APKUX NPUMEPOB AOATOM
1 NAOA0TBOPHOM paboThl, HaumHas ¢ 1961 roaa,
CTan BbIAAMOLWMACA apXMUTEKTOP, 3aBEAYOLLNIA Ka-
bespoint «OCHOBbLI KOMMO3MLUN», MPenojaBaTesb
Kadenpbl «<APXUTEKTYPHO-AeKOpaTUBHas NaacTuka»
CrporaHoBckoro yumauila, Hukona Agamosuy Ko-
Banbuyk (1920-2019). OH paboTan Haz BO3BesEHM-
€M NaMATHMKOB M MOHYMEHTOB C LieIol naessomn
ckynbnTopos kak: B.E. Lluranb, A.H. bypraxos, J1.E.
Kepbenb, HO.MN. Mommep, A.H. KoBanbuyk 1 MHOTU-
MU Apyrimm [8].

Hukona KoBasnbuyk 66171 O4HUM U3 TEX, KTO 3a-
Wwman Hawy PoanHy Ha npoTaxeHun Bcen Benu-
ko OTeuecTBeHHOM BOWHbI, MO3TOMY 3Hau4MTE/IbHas
YacTb NaMATHWKOB 1 MEMOpPUaNbHbIX KOMTMJIEKCOB,
B KOTOPbIX OH NMPUHUMaN y4acTue Kak apxmTekTop,
6bln1a nocesLweHa noasury Cosetckoro BounHa. EanH-
CTBO MbILL/IEHWA B MpOLLecce peannsaumm 3agymMKkm
CKy/IbMTOPA W apXMTEeKTOpa MMeEeT OYeHb bosbluoe
3HayeHve. B 3TOM apxuTeKTypHO-MIaCcTUYECKOM CUH-
Te3e TBOPLLOB MPOUCXOAUT B3aUMOAENCTBNE MEMO-
pYanbHOro KOMIMJIeKca Uav NamaTHUKA C NPUPOAOWA
WAW C TOPOACKOM CPeson, YTo B pe3yabTate npu-
BOAMT K OPMMPOBAHMIO LLeIOCTHOTO Y 3MOLMO-
Ha/NIbHOTO, @ MHOTAa, 3K3UCTEeHLMOHaNbHOro obpasa
BCEro namsTHMKa.

MprMepoM Takoro TBOPYECKOro Coo3a BaX-
HO OTMEeTUTb COBMECTHYIO paboTy, MoATBEpPXKAato-

LY+ MAOLOTBOPHYH NPEeeMCTBEHHOCTb MOKOEHMI
Ha Npumepe NamATHUKa «BonHam-Ao0poXXKHMKam»
(2002 r.), yCTaHOB/IEHHOrO Ha CEMUAECATOM KUI0-
meTpe MuHckoro wocce [20]. ABTopomM MHOrodu-
rYPHOW KOMMO3WLMM MOHYMEHTa, MOCBALLEHHOTO
noasury congat B Beankor OteuecTBeHHOWM BOW-
He, ctan AHapeli KoBasbuyk, a apXnMTeKTOPOM Bbl-
cTynua ero otel, Hukonan Kosanbuyk. MaMaTHUK
n3obpa>kaeT BOCCTAaHOB/EHNE BaXKHOrO 060pPOHM-
TeNbHOrOo y3na, NocTpasasLuero ot bombapampo-
BOK. Torga cunamu confat-A0pPOXKHUKOB, LLeHOWN
NX XXU3HW, 3aa4n OblAn BbIMOJHEHbBI, @ Bpar oT-
6polLueH. NMpodeccop, AOKTOP NCKYCCTBOBEAEHUSA
B. MaHWH NnprBOAWT ONMCaHMe MOHYMEHTa, Hanon-
HEHHOEe >XXepPTBEHHOCTbLIO BOMLOB M OCTPOTON CHo-
SKETHOM KOMMO3ULUMK: «...CNOXHasa KOHCTPYKLUSA
pa3HOHarnpaBAeHHbIX ABUXEHUN, cOYeTaeMblX C He3-
YKOPU3HEHHO UCMONHEHHBbIMWU buUrypamu congar,
BOCCTaHaB/AMBAIOLNX NMPepPBaHHYIO JOPOTY, N3/y-
yaeT nadocC CaKEeHHON 1 onacHoW paboThbl eLe U1
NMoTOMY, UTO BCA MHOrodurypHas rpynna 3aBucaet
HaZ, pa3pyLUeHHbIM MOCTOM, AOMOJIHSAS BrieyaTieHve
OMacHOM HEeYCTONYMBOCTY, ONPESENSIEMON CIOXKMB-
werica 6oeBoi cutyaumen. CkynbnTop npeogone-
BaeT MOHYMeHTaJ/IbHytO CTaTUYHOCTb, MepeBOA ee
B MJ1aH KOHKPETHOTO CHOXKETHOrO AeicTBus. Hosa-
uma KoBanbuyka BUAMTCA eLLe 1 B TOM, YTO OH npe-
ozonen obbluHOE AN NOJ0OHBIX ClydaeB peLueHne
B BWAE MamMATHOro 3Haka nam obesnvcka n BOMNAO-
T UAED B CNOXKHOW KOMMO3ULMK, MOCTPOEHHOWN
B PopMe pacckasa, UTo B CKyNbMType caenatb A0-
CTaTOYHO TPYAHO, HE YyTPaTUB MOHYMEHTaNbHOCTYU
namaTHuka [15].

[Ans xuteneit MockBbl U B 0COBEHHOCTH, A/ist Ha-
cneams PTXTTY mm. C.I'. CtporaHoBa cerogHs 60b-
Loe 3HaueHne nmeet Memopuan B XOBPUHCKOM
napke COBETCKMM BOMHaM — 3aLlUUTHUKaM MOCKBbI,
aBTOpaMu KOTOpOro ctanun npenogasatenn Crpora-
HoBKW, cKynbnTopbl A.H. Bypranos, I[. XKuakuH n
apxutektop W.I'. Kagnna. Memopuan pacrnonoxeH B
[paueBCcKOM Mapke, B painoHe XoBpUHO ropoga Mo-
CKBbI, Ha MeCTe 3aXOPOHEHWNS HEWM3BECTHbIX CONAAT
(bonee TpexcoT YenoBek), 3aLLyLLIaBLIMX CEBEPO-3a-
nagHble HanpaeaeHua Mocksebl. Vipavga Meoprues-
Ha KagnHa cama npuHMMana yyactve B 060poHe
cTonvLbl 1 paboTana MescecTpoit Ha MOCKOBCKOM
LeHTPasbHOM 3BakomnyHKTe npu NHCTUTYTe nMeHu
Ckandocodckoro.

B Hauane 1970-x rogos AnekcaHap Hvukonaesmy
bypraHoB npvayman acku3 v caenan macwtabHyro
MoZzenb ByayLlero MOHyMeHTa, CO34aB LIeNIOCTHYHO,

AVNHAMUYHYHO KOMNO3MLMEO. MoAroTOBAEHHbIN Npo-
eKkT ¢ bapenbedpom «boli», co3gaHHbIi A.H. bypra-
HoBbIM 1 .. XXUAKnHbIM BblN yTBEPXKAEH. 3aTeMm,
paboTtasa B TBOpYeckon rpynne, V.I. KaguHa Bpu-
CoBa/ia Co3/aHHY CKYNbMTYPHYH KOMMO3ULMIO B
naHawadT U MOHYMEHTaNbHbIA NaMATHbINA NPOEKT
OblN1 BO3BEAEH.

Crena nmeet ganHy 16 meTpoB, BbIiCOTY 4,5 1
TonwmnHy — 1,08 meTtpa. Takaa MacCMBHOCTb OJn-
LeTBOPSAET CMAY, HEMPEKIOHHOCTb Hapoa 1 He-
NPUCTYNHOCTb ropoga Ans Bpara. HuxHaa vactb
Memopuana ob6amMLoBaHa YEPHbIM TPaHNTOM, UTO
BM3ya/bHO OTPbIBAET €ro OT 3eMJ/n, CO34aBas Na-
pPALWMIA B NpOCTpaHCcTBe 3ddeKT.

OTkpbITME MemMopuana coctoanock 7 maa 1975
roga, B KaHyH npasgHoBaHus 30-netusa Benvkol
Mobeabl. TEKCT HaANMCEN Ha cTene bbla cocTaBeH
W.I'. KagnHoi: «COBETCKMM BOMHAM — 3alUTHUKAM
Mockebl» 1 «1941» Ha pacagHoOW YacTy; «MNaBWwmmM
reposiMm B 6MTBE BENNKOW, HACMEPTb CTOSABLUMM B
cHerax [MogMOCKOBbA — BeYHas C/iaBa 1 BeYyHas na-
MSATb» C CEBEPHOWN CTOPOHbI; «3/€Ch, B CYpOBble AHU
060pOHbI MOCKBBI, ObIIV 3aXOPOHEHbI BOWHbI COe-
OVHEHWI 1 YacTer, y4acTBOBaBLUMX B 60X Ha ceBe-
po-3anaAHbiX NOACTYNax K CTOANLE» Ha 3anagHoM
Topue [5].

Ha 3ape akcnepnMeHTOB 1 MOMCKa HOBbIX NMOA-
XOZ,0B B CKY/IbMTYPHOW NAACTUKe BTOPOW NMONOBUHbI
XX Beka 0cO060 CTOUT OTMETUTb TaNaHTANBENLLErO
ckynbnropa AnekcaHgpa Hvukonaesuua bypraHosa,
ydeHuka . MoTosunoBsa u I'. LLynbLa, BbINyCKHMKA
MBXIY (6. CtporaHoBckoro), 6biBLLEro 3aBeayto-
wero kadpeapont «MoHyMeHTaNbHO-AEKOPaTUBHOM
CKyNbMTYpbI» coBpeMeHHoM CTporaHosku. Kaxaoe
npousBeaeHne XyA0XHNKa, OCOBEHHO NOCBALLEHHOE
NamMATL TAXEeNeNWmX COBbITUN B NCTOPUN POaMUHDI,
CTaHOBUTCA OTPaXKeHWeM BHYTPEHHEro nepexusa-
HWA aBTOpa. AnekcaHap bypraHos oTmeuaeT, uTo B
€ro TBOpYECTBE YacTo npocaexunsBaeTca Tema bo-
romaTtepu, XXeHCKol GuUrypbl ¢ BO3LETbIMU K HEDY
pykamu — OpaHTbl, KOTOpas BCTpeyaeT 1 6aarocios-
NAeT, BbICTPanBasACh B Leyt0 CEPUIO CBA3AHHbIX
€ MHOM HUTbIO penbedoB, CKYAbNTYP Y MOHYMEH-
T0B [3]. Cpean nocnesHnx paboT ckybNTopa, CBA-
3aHHbIX B BOEHHOW TEMATUKOWN - MEMOpPUabHbIN
komnnekc «CeepHblin dac Kypckoi ayru», pacno-
NOXeHHbIV B PaTexxcTkoM paioHe Kypckoit obna-
CTW, LOMWHAHTOW KOTOPOro ABASETCA cTena «AHren
Mupa» [21]. «<AHren mupa» 6611 oTKpbIT 7 Mas 2015
roga Ha «lokNOHHON BbicOoTe 269», K Npa3gHOBa-
Huo 70-netusa Mobeabl B Bennkon OTeuecTBeHHOM
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BOVHE W1 YCTaHOBJEH B TOUKe, I4e COBETCKNE BOU-
Hbl OTOMAM aTaKy GaLIMCTOB U MePEeLLIN B KOHTP-
HacTyrnJeHve. B namsaTb 0 KPOBOMPONUTHBIX 605X, O
NnoABUre, LLEHOWN XWN3HN 6onee ABajLaTV ThiCAY CO-
BETCKUX CONZAT M OPULEPOB, MEPENOMUBLINX XOZ,
BOWHbI. Y NOAHOXMNS cTenbl cnoBa: «ObpalyeH Ha

3anag oT poCCUNCKOro HapoAa OCTaHOBUTb HOBbIN
dawmsm. CToawmnin Ha mecTe rnbenn 6onee 70 Tbi-
CSY COBETCKMX M HEMELIKUX conaart, «AHren mmpa»
HamomMunHaeT BCEMY YeNOBEYeCTBy O TOM, YEM BCe
3TO 3aKaHumBaeTcsa» [18].
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THE ROLE OF THE AKADEMICHESKAYA DACHA
IN THE CREATIVE DESTINY OF ARTIST
VALENTIN SIDOROQV (1928-2021)

Summary: The article is devoted to the role of the
Akademicheskaya Dacha House of Creativity in Valentin
Sidorov's destiny. Particular attention is paid to the his-
tory of the Akademicheskaya Dacha from its foundation
in 1884 to the present day. From 1960 to 1966, when
the Akademicheskaya Dacha was headed by Sidorov,

"There was communication with senior com-
rades, there were meetings with great artists; the
main thing in art, the desire for the truth of life,
the truth without embellishment, was affirmed by
joint efforts here.""

For the People’s Artist of the SSSZ, academi-
cian of the USSR Academy of Arts, Valentin Sidor-
ov, the Akademicheskaya Dacha became not just
a place of work but the soil on which his paint-
ing skills strengthened. He devoted many years
to the development of this unique creative base,
inviting famous contemporary artists who were
happy to share their experience and knowledge.
Here, Valentin Sidorov finally formed as a land-
scape painter, absorbing the atmosphere and spir-
it of the place.

One of Valentin Sidorov's first visits to the
Akademicheskaya Dacha dates back to 1956, when
the artist had already begun his independent cre-
ative path. He spent the entire summer and ear-
ly autumn at the Akademicheskaya Dacha in the
Tver Region: studying, absorbing, searching. That

1. Valentin Sidorov. “Burn, Burn Clearly...". 2008. Moscow: Galart,
p. 75.

it became a real creative laboratory for many famous
painters.
The article examines Sidorov's creative method, using
the painting Beginning of Spring (1968) as an example.
Keywords: landscape, painting, Valentin Sidorov,
Akademicheskaya Dacha.

year, he created the work Autumn. Boats Covered
with Leaves (1956) (ill. 1). The painting is distin-
guished by a strictly balanced composition with
a detailed elaboration of the foreground, a soft
transition into perspective, and a high horizon line.
The boats, pulled ashore, seem to have forgotten
about the coming winter and are sadly leaning
against a birch tree. A lonely dog is sniffing with-
out any hope, bending its muzzle to the ground.
It is depicted moving away from the viewer. How-
ever, the foliage makes a special impression. Its
painted texture creates a feeling of a barely au-
dible rustle. The clash of warm and cold shades,
soft tonal transitions add a lyrical mood and mel-
ancholy to the painting.

Another famous painting by Valentin Sidorov,
May Rain (1957), was also created during his stay
at the Akademicheskaya Dacha House of Creativ-
ity. This work is full of philosophical and poetic
content — purity, freshness, renewal.

“The Akademicheskaya Dacha, created as a ref-
uge for poor students of the Imperial Academy of
Arts, played the same role in our time for us, re-
cent graduates of institutes who were penniless.
Everyone found shelter here and had the opportu-
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Il 1. V. Sidorov. Autumn. Boats Covered with Leaves, 1956.
Oil on canvas.

“‘b o
o e
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Ill. 2. V. Sidorov, Beginning of Spring, 1965. Oil on canvas.

nity to work on their plans,”2 Valentin Sidorov lat-
er recalled.

The Akademicheskaya Dacha was a unique envi-
ronment that accumulated creative forces and was
a source of inspiration for many landscape artists.
It is located near the town of Vyshny Volochyok in
Tver Province. The Akademicheskaya Dacha was
founded as the Vladimir-Mariinsky shelter for poor
students of the Imperial Academy of Arts in 1884
owing to the activities of the famous entrepreneur,
philanthropist, and collector, Vasily Kokorev. From
the first years of its existence, the dacha became a
frequent destination for famous artists and teachers
of the Academy. A year after its foundation, Kokorev
financed the construction of an octagonal pavilion
on the territory of the creative base (project by V.
Kenel, the architecture academician of the Imperi-

2. Valentin Sidorov. "Burn, Burn Clearly...". 2008. Moscow: Galart,
p. 75.
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al Academy of Arts). This pavilion became a symbol
of the Akademicheskaya Dacha and its artistic cen-
tre; and the “shelter for artists” was a unique place
for the preservation and development of the tradi-
tions of realistic art, primarily landscape.

At different times, classics of Russian art, great
artists such as I. Repin, N. Roerich, A. Rylov, K. Bo-
gaevsky, A. Kuindzhi and his students, A. Yakovlev,
P. Shukhiin, P. Miturich, V. Baksheeva, S. Gerasi-
mova, N. Chernysheva, and many others worked
at the dacha. This place revealed Russian nature,
its grandeur and breadth to each artist; it allowed
them to learn and appreciate the beauty of their
native land. The unrivalled master of landscape, I.
Levitan, also loved to visit these places; not far from
the Akademicheskaya dacha in the area of Ostro-
vno and Udomlya lakes, he painted his program-
matic works, Above Eternal Peace (1894), The Lake
(1899-1900), At the Pool (1892).

The fate of the creative base was not easy: dur-
ing its entire existence, the dacha’s work was sus-
pended several times due to turbulent events in the
country and political conjecture. On the eve of the
events of the first Russian Revolution, the residence
was closed. And only in 1907, on the insistent rec-
ommendation of |. Repin, who enjoyed untouchable
authority in the Council of the Imperial Academy
of Arts and the support of the rector of the Acad-
emy of Arts, V. Beklemeshev, the Akademicheskaya
Dacha was reopened.

In the post-revolutionary period, the “shelter for
artists” was given over to a children’s pioneer camp.
The Akademicheskaya Dacha was reopened only in
1948. It again became a kind of House of Artists’
Creativity. On the recommendation and vouchers
of the Union of Artists, artists from different cor-
ners of the large country came to the Akademich-
eskaya Dacha. This period truly became the second
birth of this place, since new modern bright work-
shops were built, as well as additional administra-
tive buildings.

To organise creative activities, each group of
visitors was assigned mentors and leaders. Among
them, we can recall such artists as P. Krylov, F. Re-
shetnikov, A. Bubnov. Students and graduates of the
Moscow Surikov State Academic Art Institute prac-
ticed and improved their skills at the Akademich-
eskaya Dacha. Many of them subsequently became
famous artists. B. Nemensky, Yu. Kugach, N. Solo-
min, and others were among them. It is important
to note that the “shelter for artists” was not only

available to Muscovites. Many Leningrad painters,
B. Fedorov, A. Levitin, B. Ugarov, found it attrac-
tive for enriching their creative methods. Conver-
sations about art by V. Baksheev, S. Gerasimova, N.
Chernyshev contributed to the creation of a spe-
cial creative atmosphere. Many of Nikolai Cherny-
shev's landscapes were painted in the nature of
these picturesque places; Sergei Gerasimov often
came to the dacha.

The Akademichskaya Dacha became a creative
school of life, a place of familiarisation with the
great traditions of Russian art. It played a major
role in the history of Russian artistic culture. And
in recent decades, this role has become even more
significant. Currently, the Akademichskaya Dacha
hosts artists not only from Russia, but also from Eu-
rope and China. In 1964, the Akademichskaya Da-
cha House of Creativity was named after the great
artist, classic of Russian art — llya Repin. In 1974, a
monument to |. Repin by famous sculptor O. Komov
was solemnly unveiled. For the 100th anniversary,
an art gallery of classics of Russian art was opened
on the territory of the creative base.

From 1960 to 1966, the Repin Akademichskaya
Dacha House of Creativity was led by Valentin Sidor-
ov, who organised meetings with famous artists,
held joint plein airs, and later exhibitions. This pic-
turesque place became so consonant with all the
artist's landscape work that now his name is inex-
tricably linked with the atmosphere and history of
this creative base. Valentin Sidorov's memoirs ded-
icated to the history of the Akademicheskaya Da-
cha, his stories about meetings and communication
with artists, his perception of the nature of his be-
loved homeland were published in the book The
Edge of Inspiration in 1985; its release was timed
to coincide with the 100th anniversary of the Repin
Akademicheskaya Dacha. In 2019, the book was re-
issued and supplemented with information about
the artists who lived and worked in the Tver region.
Painters A. Venitsianov and G. Soroka, so beloved
by Valentin Sidorov, were among them. In 2006,
Valentin Sidorov took part in the Day of Remem-
brance of Grigory Soroka in connection with the
installation of a tombstone in the village of Pod-
dubye. Valentin Sidorov was acquainted with the
great-granddaughter of the artist, Varvara Novo-
seltseva, who helped in collecting historical mate-
rial and correcting inaccuracies in the biography.
Sidorov studied the history of the Akademicheskaya

Ill. 3. V. Sidorov, Generous Autumn, 1970. Oil on canvas.
State Vladimir and Suzdal Historical, Architectural and Art
Museum-Reserve.

dacha, archival documents, tried to find places rem-
iniscent of A. Venetsianov, G. Soroka, |. Levitan.

It was the Akademicheskaya Dacha that helped
Valentin Sidorov find himself as an artist, to es-
tablish his thoughts regarding the chosen creative
path, and also to outline the thematic and figura-
tive range of his works. Here, ideas for future paint-
ings were born, many studies and sketches, which
later served as material for large paintings, were
created. Thus, Sidorov, a poet of lyrical landscape,
was finally formed.

The period of management of the Akademich-
eskaya Dacha includes the creation of a number of
remarkable works, owing to which Valentin Sidor-
ov firmly entered the galaxy of artists — masters
of the “spiritual landscape” of the second half of
the 20th century, such as A. Gritsai, V. Stozharov,
the Tkachev brothers, E. Zverkov, and others. Fore-
most, it is necessary to note his spring landscapes,
such as Beginning of Spring (1965) (ill. 2) and The
Last Snow (1969).

The first painting was created in a village not far
from the Akademicheskaya Dacha, Kisharine, locat-
ed on the shore of Lake Mstino. The artist created
a poetic image, rare in its strength and purity, as
well as in the refinement of the composition. The
painting depicts the time of early spring, its very
birth, when the ground is still covered with snow,
the shadows are not dark blue, the clouds are al-
ready signalling the distant summer, and the sun
is shining in a special way. On a hillock, there is a
translucent ridge of birches, organically merging
with the sunny, sparkling day. In the bright clear sky,
clouds are floating high and the tops of the birches
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Il 4. V. Sidorov, On the Warm Land, 1962. Oil on canvas.

are reaching out to them, into the bottomless az-
ure heights. Birches reaching out to the sun are the
main accent of the landscape. In this painting, every
detail is thought out — a round dance of trees, the
rhythm of their arrangement, the intervals between
them resemble musical pauses, even the bend of
their trunks serves to harmonise the general struc-
ture of the painting. The birches look spiritual; they
seem to be living, feeling creatures that personify
Russia, its revival. Blue shadows, similar to the sil-
houettes of birches, create compositional stabili-
ty, giving the harmony of the landscape additional
stability. In a single rhythm, the clouds are melt-
ing in the sky and the slender bodies of the birch-
es are bending. The impeccable combination of a
verified form, light, graceful, but at the same time
strong drawing with a subtle colour transfer of the
radiance of a spring day, mobility, and lightness of
shadows, transparent purity of air and bottomless
blue sky speak of the artist's true mastery. There are
no unnecessary details in this painting; the emotion-
al structure of the landscape and the forms that fill
it are in perfect balance with each other.

Several sketches were painted for this painting.
The artist endlessly made sketches of birches, looked
for the right direction, and selected the rhythm of
branches, trunks, and the perfect state of nature. In
order to more clearly feel the process of this work,
in particular the process of honing the composition,
let us compare one of the sketches with the final
version. It is noticeable that the sketch is more spe-
cific and, at the same time, more random. It has a
general idea and a pure impulse; however, it lacks
those refined elements that brought the painting
to absolute harmony. Compared to the sketch, the
sky in the painting has become higher, the birch-
es are placed more freely, their translucent tops
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are striving upward, and the clouds are floating in
an expressive formation across the sky. The snowy
plain has become wider, a strip of forest on the ho-
rizon has become visible, the total area of the sky
has become much wider.

Valentin Sidorov’s winter landscapes are no less
expressive. The artist demonstrates virtuoso mastery
of tonal painting in his works Versts, Snow is Fall-
ing, Alder (all 1964), Early Snow (1965). They con-
vey a subtle musical harmony, a lyrical beginning,
and admiration for the beauty of the Russian win-
ter. As People’s Artist of the USSR, V. Ivanov?3, ac-
curately described Sidorov's creative work: “Almost
all landscapes contain images of people: children,
women, old people... For Sidorov, landscape is not
an artist's escape from life to nature. No. Nature and
man are inseparable for him; without man, there is
no complete harmony in nature. Health, kindness,
radiance, and national spirit are a grand gift for an
artist. Sidorov is fully endowed with them."*

Autumn motifs were no less attractive to Sidorov.
The artist was amazed by the multicoloured natural
palette. He conveyed his feelings when creating the
painting Generous Autumn (1970) (ill. 3). In this land-
scape, there is no direct image of a person; howev-
er, their presence is felt. Left apples in baskets, an
open barn door make you involuntarily wait for an
old woman coming out, collecting the harvest. The
painting is created with planes and large volumes,
a clash of colour contrasts and textures. The artist
manages to convey this autumn ringing clean air
and a feeling of slight sadness with amazing ease.

In each of his works, Valentin Sidorov proves his
talent as an observer; he is extremely attentive to
details that bring the right shade to the emotional
structure of the painting. These are the boats cov-
ered with leaves in the painting Autumn. Boats Cov-
ered with Leaves or the orange pattern on the dark
gray roof in Generous Autumn — melancholic and
minor images of the earth falling asleep for the win-
ter; long blue shadows, thawed patches, a timidly
standing tree, and little birds perched on the ridge
of the roof, basking in the first warm rays of the

3. Viktor Ivanov (born 1924) — People’s Artist of the USSR, full
member of the Russian Academy of Arts, full member of the
Petrovskaya Academy of Sciences and Arts, laureate of the
USSR State Prize, laureate of the Repin State Prize of the RSFSR
and the State Prize of the Russian Federation, laureate of the
Sholokhov International Prize. Author of the works: Family.
1945 (1958-1964), Haymaking. In a Hut (1961), Afternoon
Snack (1964-1966), Funeral in Isady (1962-1983), Ice Drift
(1987).

4. Valentin Sidorov. “Burn, Burn Clearly...". 2008. Moscow: Galart.

spring sun in Evening. Quiet. The Snow is Melting
(1969). With such nuances, precisely observed de-
tails and strokes, the artist not only demonstrates
his individuality as a landscape artist, but creates a
recognisable image of the Motherland.

Nature in its various manifestations reveals its
special beauty to the artist, and he comprehends
its poetic soul in each of his paintings. Sometimes,
Valentin Sidorov includes a genre motif in the land-
scape; however, this does not violate but rather en-
hances the significance of the found theme in its
development.

The artist's lyrical landscapes have deep mean-
ings about the harmonious coexistence of man with
nature.

A few kilometres from the creative base Akade-
micheskaya Dacha, there is the village of Podol, which
has long attracted the artist’s attention with the nat-
uralness of rural life. It was here that he constantly
went to paint sketches. Later, for many years, the
artist returned, lived, and worked in the old school
that was empty in the summer. Podol determined
all of Sidorov's subsequent work.

Thus, the Repin Akademicheskaya Dacha played
an important role in Valentin Sidorov's creative des-

tiny. Having officially completed his management of
it, he continued to patronise, develop, and partici-
pate in the life of this unique place for many years.

Interesting events in his life and work, vivid im-
pressions, and discoveries accompanied his path in
great art. Valentin Sidorov’s spiritual landscape was
formed under the influence of the traditions of the
Moscow school of lyrical landscape of the late 19th
— early 20th centuries.

Valentin Sidorov died suddenly on January 9,
2021. In 2023, the Sidorov Museum of Painting, called
On the Warm Land (ill. 4), was created in Tver. The
main exposition of the museum consisted of paint-
ings donated to the Tver region by Valentin Sidorov's
family. The museum was opened on May 5, 2023,
on the 95th anniversary of the artist’s birth. The
museum’s collection contains 92 paintings donat-
ed by the artist’s family and philanthropist Vladimir
Nekrasov. The exhibition includes paintings creat-
ed in different years of the artist's creative career,
as well as village utensils (spinning wheels, dishes,
toys) that he collected while travelling to different
parts of Russia.
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PO/Ib «<AKAJEMWYECKOW 1AYN» B TBOPYECKOW
CYAbBE XYAOXHWKA BAJIEHTUHA CUAOPOBA

(1928 -

AHHomayusa: CTaTba nocedAweHa poan [loma TBOpYe-
cTBa «AKajemuyeckas faua» B cyabbe BaneHTnHa Muxaii-
nosuua Cugoposa. Ocoboe BHUMaHMe yaenseTcs ctopum
«AKageMnyeckon gaum» c MOMeHTa ee OCHoBaHusA B 1884
rogy 8o Hawwmx gHer. C 1960 no 1966 rogbl, korga «Aka-
AeMuyeckon gaveli» pykoBoawa B.M.Cugopos, oHa cTa-
Na HacTosLeln TBopyeckon nabopatopuelt Ans MHOMUX
N3BECTHbIX XNBOMMNCLLEB.

«3pecb 6blN10 ObLLEeHWe CO CTapLMMKN TOBapU-
LamMu, 34ecb Bblan BCTPeUM C BONbLLIMMU XY[0XK-
HUKamK, 34eCb OBLLUMU YCUAUAMU YTBEPXKAANOCh
rNaBHOE B UCKYCCTBE — CTPEMJIEHME K MPaBAe XWn3-
HW, NpaBae 6e3 npukpac»’.

[ns HapogHoro xygoxHuka CCC3, akagemmka AX
CCCP BaneHTHa Muxarinoenya CugopoBsa «Akage-
MUYeckas gadya» ctaja He NPOCTO MeCcToOM paboThl,
OHa CTaja ToM MOYBOM, Ha KOTOPOW OKPEernJIo ero
>KVMBOMUCHOE MacTepcTBO. MHOrMe rofbl OH NocBsA-
TWA Pa3BUTMIO 3TON YHUKANbHOW TBOpUecKor Ha3bl,
npuraallas U3BeCTHbIX COBPEMEHHbIX XYAOXHUNKOB,
KOTOpble C pasoCTbio AENUANCE CBOUM OMbITOM U
3HaHUAMU. 31ecb BaneHTH MunxannoeBuy okoHYa-
TeNbHO GOPMUPYETCA KakK Nern3axmncT, BuTbiBas at-
Mocdepy n ayx mecTa.

OAHO M3 NepBbIX NOCELLEHNN MacTepoM «Aka-
AemMmnyeckor aaum» otHocutcs K 1956 roay, koraa
BaneHTMH MuxaiinoBuny CnaopoB y>ke Hayaa caMo-
CTOATENbHbIA TBOPYECKMI NyTb. BCé neTo n Hava-
/10 OCEHW OH MPOBOAMUT Ha «AKaZleMNUeCcKon faye»

1. Cupopos BaneHTuH. «[opu, ropu sicHo...», M., «[anapt», 2008
r. cTp.75
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2021)

B ctatbe paccmatpuBaeTcs TBOpUYECkuin MeTos B.M.
CugopoBa Ha npumepe paboTbl Hag KapTuHol «Haua-
N0 BecHbI» (1968 r.).

Knrouesele cnoea: Melizax, xusonuce, BaneHmuH Cu-
dopos, «Akademuyeckas 0aya».

B TBepcKor 0b6aacTu: n3yyaet, BNUTbIBaET, ULeT. B
3TOT rof OH co3aaet npoussegerHne «OceHb. Jlogkm
ocbInaHbl amcTeamu» (1956) (nnn.1). KaptuHy otanua-
€T CTporas KOMMO3uULus ¢ AeTaNbHON NpopaboTKoin
nepesHero naaHa, MArkMm yxoZom B nepcrnekTun-
BY M 3aBbILLEHHOW NHWNEN rOpU30HTa. JTogKK, Bbi-
TaleHHble Ha Heper, CN0BHO N03abblan O CKOPOW
31Me M TOCKAMBO NPUCIOHUANCH K Bepése. OguHo-
Kas cobaka, 6e3 BCAKON HaZexX bl MPUHIOXMBAETCH,
CKNOHMB Mopay K 3emae. OHa nsobpaxkeHa yaa-
nsawouencs ot 3putens. Ho ocoboe BneyvaTneHune
npoussoaunT anctea. dakTypa ee XMBOMUCK CO3-
JaeT olylleHne efBa CabllmMoro wopoxa. Cton-
KHOBEHME TEM/bIX U XONOAHbIX OTTEHKOB, MSArkme
TOHOBbIE Nepexoabl 40OaBAAKT KapTMHE Anpuye-
CKOTO HaCTPOEHWNS U MeNaHXONNUYHOCTL.

[pyras n3BecTHas KapTuHa BaneHTvHa Muxai-
noBnya - «Mancknin goxank» (1957 r.) - Takxe co-
3/aHa B nepunoz npebbiBaHus B JJome TBOpUYecTBa
«AKazemMnyeckas gada». Ota paboTa noaHa ¢pmno-
CcodCKO-MO3TNYECKOro COAEPXKaHNA — YNCTOTbI, CBE-
XecTn, ObHOBAGHUA.

«AKkafemMnyeckas gada», co3aHHasa Kak npucTa-
HULLe AA HEMMYLLMX CTyAeHTOB ViMnepaTopckoi

aKajemMun XyA0XeCTB, U B Halle Bpems urpana Ty
e poJib ANA HAC, HelaBHWUX BbIMYCKHUKOB MHCTUTY-
TOB, HE UMEBLLVX «HW KO/a, HW ABOpa». Bce Haxoau-
N TYT NPUIOT 1 0BpeTann BO3MOXHOCTb paboTaTtb
HaZ CBOMMM 3aMbIClaMW»2, - BCMOMMWHa Mo3jHee
BaneHTnH Muxannosuy Cuopos.

«Akasemnyeckasa gaya» - yHUKajabHas cpe-
fa, KoTopas akkymynmpoBana TBOPYECKMe CUJbl
N cama fABAANaCb MCTOYHUKOM BAOXHOBEHWUS ANS
MHOTMX MacTepoB ner3axa. Ee MecToHaxoxzaeHne
- BoilwHeBOMIOLKMI pailoH TBEPCKOW rybepHUn.
«AKasemmyeckasa gava» Bo3Hukna B 1884 rogy kak
BnazvmMumpo-MapumnHcKn NpuIoT 4151 MaAoUMYLLNX
CTYAEHTOB VIMnepaTopckor AKageMunn Xy40XKecTB
6narozapsa AeaTenbHOCTU U3BECTHOTO Npeanpu-
HMMaTenNs, MeLeHaTa 1 KoanekumoHepa Bacuans
AnekcaHgposuya Kokopea. C nepBbIX €T CBOe-
ro CyLLecTBOBaHMWA fada U CTasa MecToOM 4acToro
noceLeHma N3BeCTHbIMWN XyAOXHUKaMn 1 neja-
roramu Akagemunu. Yepes rog nocne oCHOBaHMUA
KokopeB duHaHCMpOBan CTPOUTENBCTBO BOCbMU-
rPaHHOro NaBW/bOHa Ha TEPPUTOPUN TBOPYECKOM
6a3bl (NPOeKT akaZemMunKa apxmuTekTypbl ViMnepa-
Topckon Akagemun xygoxects B.A. KeHens). 1ot
MaBWIbOH CTan CUMBOJIOM «AKaZleMNUeCcKo faumn»,
€€ Xy/J0>KECTBEHHbIM LIEHTPOM, @ CaM «MPUIOT ANs
XYAOXHMKOB» - CBOEODOpPasHbIM MECTOM CoXpaHe-
HUS 1 Pa3BUTUA TPAAULIMA PeaNncTM4eckoro nuc-
KyCCTBa, NpexJe BCero rnensaxa.

B pa3Hoe BpemA Ha gaye paboTanu Knaccukm
PYCCKOrO MCKYCCTBa, BENIMKNE XYLOXHUWKN, Takme
kak W.E. PenuH. H.K. Pepux, A.A. Pbinos, K.®. bora-
eBckui, A.V. KynHaxm v ero yuenmkn, A.E. fikos-
nes, MN.M. WyxuuH, M.B. Mutypuny, B.H. bakweesa,
C.B. T'epacumoBa, H.M. YepHebiweBa n MHorme apy-
rne. Kaxxgomy XyJ0XXHMUKY 3TO MECTO OTKPbIJIO PyC-
CKYI0 MpUpoAy, €€ Bennume 1 WupoTy, MO3BONIO
y3HaTb 1 OCO3HaTb KPAcoTy POAHOro Kpas. Henpe-
B3OWAEHHbIN MacTep nensaxa V.M. JleButaH Tak-
e Nrobun 6biBaTh B 3TMX MecTax, Henoganeky ot
AKasemMnyeckon gaun B panoHe 03ép OCTPOBHO U
YpoMAs OH Hanmcan CBOW NpPOrpaMMHblie Mpous-
BegeHua «Hag BeuHbiM nokoem» (1894), «O3epo»
(1899-1900), <Y omyTa» (1892).

Cyabba TBOpuUeckon b6asbl cknajbiBanacb He-
MPOCTO: 32 BCE BPeMA CyLLLeCTBOBaHWSA, HECKO/IbKO
pa3 paboTta gaum bblna NPUOCTaHOB/IEHA B CBA3N
¢ 6YpHbIMUK COBBITUAMMN B CTPAHE N MOANTUYECKOW
KOHBEKTYPOW. HakaHyHe cobbITUiA NepBOR pycckoi

2. Cupopos BaneHTuH. «fopu, ropun acHo...», M., «[anapt»,
2008r. ctp.75

Il 5. V. Sidorov, Evening. Quiet. The Snow is Melting, 1972. Oil
on canvas. Tver Regional Art Gallery.

peBoAOLMNN pe3naeHLma bbina 3akpbiTa. U anwb
Tonbko B 1907 rogy no HacToATebHOW peKOMEH-
fauvn V.E. PennHa, nonb3oBaBLLIeMCA Henpuka-
caembiM aBTOpuTeToM B CoBeTe VIMnepaTopckown
AKaZeMnn XyL0oXKecCTB 1 nogaepxxke pektopa Aka-
aemumn xypoxects B.A. beknemelueBa «Akagemu-
yeckas gava» CHOBa OTKpbI1ach.

B nocnepeBONOLMOHHBIN Nepros «nNpuroT Aas
XYAOXHUKOB» 6blN OTAAH MOJ AETCKUA NMUOHep-
ckni narepb v anwb B 1948 rogy «Akagemumyeckas
fava» 6blna oTkpbiTa cHoBa. OHa BHOBb CTafa CBO-
eobpasHbIM [JoMOM TBOpYECTBa XyAOXHWKOB. 1o
pekomeHgaumm n nyteBkam Coro3a Xy0XXHUKOB
Ha «AKajgeMun4yeckyto gady» npuesxaam macrepa
13 pa3HbIX YroaKoB O0/bLION CTPaHbl. 3TO BPeMS
CTasio MOVCTUHE BTOPbIM POXAEHVEM 3TOrO MecCTa,
MOCKOJIbKY 6blIM BO3BEAEHbI HOBblE COBPEMEHHbIE
CBEeT/Ible MacTepcKune, a Takxke AOMNONHUTE bHbIE aj-
MUHWCTPATUBHbIE COOPY>KEHUS.

[lns opraH13aLMmn 3aHATWIA TBOPYECTBOM KaxXkoW
rpynne npuesxatrowmx onpeaenaiamcb HaCTaBHUKY,
pykosoauTenn. Cpeamn HUX MOXXHO BCMOMHWTb Takmnx
XyfoXHWKoB, kKak 1.H. Kpbiios, @.M1. PelueTHMKOB,
A.N. by6HoB. CTyaeHTbl 1 BbiNyCKHUKKM MTAX nm.
B.N. CypunkoBa npakTMKoBaan 1 COBEPLIEHCTBOBA-
NN CBOE MacTepCTBO MMEHHO Ha AKkaaemMunyeckomn
Jadve. Bocnecrsmm MHOTMe U3 HUX CTaan NU3BecT-
HbIMW Xyz0xxHMKaMu. Cpean Hux - B.M. HemeHckuni,
FO.M. Kyrau, H.K. ConomuH n apyrune. BaxxHo oT-
METWUTb, YTO He TOJIbKO MOCKBMYaM Obln AOCTyMNeEH
«APUIOT AN XYLOXHUKOB». MHOTe NeHnHrpag-
CKMe XXMBOMMUCLbl HAXOANAW ero NpuBeKaTe/b-
HbIM A5 oboralLeHna CBONX TBOPYECKMX MeTOA0B
- b.M. ®espopos, A.l. leButunH, b.C. Yrapos. bece-
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Il 6. V. Sidorov, Snow is Falling, 1964. Oil on canvas.

'_J-'
)
.‘T
\
.‘r i
|
)
z . Il
[T | | AP TR RS

Il 7. V. Sidorov, Alder, 1964. Oil on canvas. Perm State Art
Gallery.

Abl 06 nckycctee B.H. bakweesa, C.B. lepacnmoBa,
H.M. YepHbiweBa cnocobcTBOBaNM CO3aHNIO OCO-
6oi TBOpUeckorn atTMochepbl. MHorne nensaxu Hu-
konas MuxarinoBunya YepHsblleBa 6b1v HanucaHbl
MMEHHO Ha MPUPOZAE 3TUX XXMBOMUCHBIX MECT, YacTo
Ha psauy npuesxan Cepre Bacunbesumy lepacvmos.

«Akafemunyeckas gada» ctana TBOPUYECKON LLIKO-
N0V XXM3HW, MECTOM MPUOBLLEHNS K BEANKUM TPasu-
umam pycckoro mnckyccrtsa. OHa cbirpana 60bLuyto
poib B UcTOpmm OTeYeCTBEHHOM XYA0XKECTBEHHOM
KynbTypbl. A B MOCNefHNe AecATUAETUS 3Ta PO/b CTa-
HOBUTCS ellle Bbosiee 3HaUMUTENbHOW. B HacToswee
BpeMs «AkagemMuueckas gaya» NpUHUMAaET XyL0XK-
HWKOB He TOAbKO 13 Poccum, HO 1 13 EBponbl n Kn-
Tan. B 1964 rogy [lomy TBOpUecTBa «AKagemmnyeckas
faya» 6bI10 MPUCBOEHO UMS BEJIMKOTO XYL0XKHMKA,
Knaccmka pycckoro nckyccrea - Mabn EbvmoBunua
PenuvHa. B 1974 rosy 6bin TOPXXECTBEHHO OTKPbIT
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namaTHuK W.E. PennHy paboTbl M3BECTHOTO CKy/b-
ntopa O.K. Komosa. K 100-netuto Ha Tepputopum
TBOpUeckon H6a3bl Oblia OTKPbLITa KAPTUHHas rane-
pesa KNacCMKOB OTEeYEeCTBEHHOTO MNCKYCCTBa.

C 1960 no 1966 roapl pabotoit loma TBOpUecTBa
«Akagemnyeckas gava» um. V.E. PennHa pykoso-
ann BaneHTnH Muxaiinosuy CuaopoB, opraHusys
BCTPEUN C M3BECTHbIMUN XYAOXHMKaMM, NPOBOASA CO-
BMECTHbIE MJEH3PbI, @ BNOCAEACTBUN U BbICTaBKM.
OTO XMBOMNCHOE MECTO HaCTOJ/IbKO CTasio CO3BYY-
HO BCeMy Nen3axHOMY TBOPUECTBY XYAOXHMKa, YTO
Tenepb ero UMs Hepa3pbIBHO CBA3aHO C aTMoche-
POV 1 NCTopUen 3To TBopUYeCckon H6asbl. Bocno-
MUHaHWa BaneHTHa MuxainoBunya, NocBALLEeHHbIe
ncropum «AkaseMmnyeckon gaum», ero pacckasbl o
BCTpeYax 1 0BLLEHNI C XYJ0XKHUKAMK, €r0 BOCMPU-
ATNE NPUPOAbI NHOOMMOWN POAUHBI OMYy6MKOBAHbI
B 1985 rogy B kHure «Kpai BLOXHOBEHMSA», BbIXOJ,
KoTOopon 6bin NpuypoyeH Kk 100-neTuto Akagemu-
yeckor gaun nmeHun U. E. Penuna. B 2019 roay 3Ta
KHura 6bina nepenszgaHa U JONONHEHA CBEAEHUAMU
0 XYA0>XKHMKaX, XXMBLUUX 1 paboTaBLLMX B TBEPCKOM
Kpato. Ml cpeam HUx ctonb ntobrmble BaneHTMHOM
Muxainosnuem CngoposbiM xmeonucybl A. T. Be-
HuumaHoB un . B. Copoka. B 2006 roay BaneHTuH
Mwuxannosuy CMgopoB NpUHMMAA ydacTie B NpoBe-
AeHun Ha namaty Mpuropusa Bacunbesnua Copokn
B CBSI3M C YCTAHOBKOM Haarpobus B cene Moaaybbe.
BaneHTVH MuxannoBuny 6bin 3HAKOM C MPABHYYKOM
xmBonucua Bapsapoii NpuropbesHoi Hosocesnb-
LLeBOW, KOTOpas nomorana B cbope NCToOpnUeckoro
MaTepuana u ucnpaBieHns HeTOYHOCTeN B 61o-
rpadun. B. M. Cngopos n3yyan ncroputo «Axkage-
MUNUECKOM Aaun», apXUBHblIe LOKYMEHTbI, CTapacs
HaNTU MecTa, HanomuHarowue o A.l. BeHeumnaHo-
Be, I.B. Copoke, N.W. NleBuTaHe.

ViImeHHO «Akasemuyeckasa gadya» nomorna Ba-
NeHTUHY MuxainoBuuy obpectn cebs Kak Xys0xXK-
HWKa, YTBEPANTLCA B CBOUX MbIC/IAX OTHOCUTENBHO
BbIOpPaHHOro TBOPUECKOro MyTH, a Tak)Ke 04YepTUTb
TEMaTUUYECKUA N 0Bpa3HbI KPYr CBOUX Npoun3Be-
AeHWI. 34eCb POANANCE naen ByayLINX KapTUH,
CO3/1aHO MHOTO 3THA0B M HabpOCKOB, KOTOPbIe B
JaNbHenLWweM NoCay>XUam MatepranomM K KpyrnHbIM
>KMBOMWUCHBIM NPOou3BeAeHNsM. TakMM o06pa3om
KoHuYaTesbHO chopmmpoBanca CnaopoB - MO3T AN-
puyeckoro nensaxa.

K nepvogy pykoBoacTBa «AKaseMnyeckoin ga-
yel» OTHOCUTCA CO3JaHMe LLenoro psja npumMe-
yaTenbHbIX paboT, 6baarogaps KOTOpbIM BaneHTuH
MuxalinoBMY NPOYHO BOLLEN B NMAEALY XYLOXKHMN-

KOB MacCTepoB «OAYyXOTBOPEHHOrO Mei3axa» BTO-
poi nonoBuHbl XX Beka, Takix kak A. M. Mpuuai,
B. ®. Croxapos, 6patbs Tkauésel, E. V1. 3BepbkoB 1
apyruve. Mpexze Bcero He0H6X0AMMO OTMETUTL ero
BeCEHHMe Mnensaxwu, Takme Kak «Hayano BecHbI»
(1965) (nnn.2) n «MocneaHnii cHer» (1969).
MepBOe NOJIOTHO BbIIO HAaNMCaHO B AEePEBHE, Ha-
XOAsLLeNCsH Henoganeky oT «AKaeMNYeckomn faun»
KvwapuHe, pacnonoxeHHol Ha bepery o3epa Mctu-
HO. ABTOp CO3zan No3TMYecknii obpas, peakuii no
CWJIE ¥ YNCTOTE, @ TakXKe MO OTTOUYEHHOCTV KOMTMO3M-
unn. Ha nonotHe n3obpaxkeHa nopa paHHEeW BECHbI,
camoe ee 3apox/eHune, Korja 3ems eLle 3aBajeHa
CHEroM, TEHW He CUHWE, HO obnaka yxKe HecyT BeCTb
O JaNeKkoM NIeTe U COJIHLE CUSIET MO-0COHEHHOMY.
Ha npuropke ctout noaynpospavHas rpsaa bepes,
OpPraHNYHO CNMBasACh C COJIHEUHbIM, CBEPKAOLWUM
AHeM. B cBeTALEMCH UNCTOM Hebe BbICOKO MIbIBYT
obs1aka 1 K HUM, B 6E30HHYHO Na3ypHYHO BbICb, T-
HYTCS BepXyLKn bepe3. bepesbl, TAHYLLMECS K COMH-
Ly— rnaBHbIV akLeHT nensaxa. Kaxgas getanb B
JaHHOM MOJIOTHE NPOAyMaHa— XOPOBOZ AepPeBbEB,
PUTM UX PACMONOXKEHUSs, UHTePBabl MeXAY HUMU
HamoOMMHAIOT My3blKasibHble May3bl, Jaxe U3rnb mx
CTBOJIOB CNY>KMT rapMOHM3aLunm obLero cTpos Kap-
TUHbI. Bepe3bl BbIFNAAAT O4yXOTBOPEHHbLIMU; OHM
Ka>kyTCsl XKMBbIMM, UyBCTBYHOLLMMU CyLLLeCTBaMMU,
KOTOpble onnueTBOpsAoT Poccuto, ee Bo3poxae-
Hue. Tonybble TeHW, MOXOXME Ha CUNY3Tbl bepe3
CO3Zat0T KOMMO3WLMOHHYH YCTONYMBOCTb, NpUaa-
Basi rapMOHUWU Neli3axka AONONHUTE/bHYIO YCTONUM-
BOCTb. B eanHOM puTMe TatoT obaaka B BbILUNHE U
n3rnbatoTca CTpoiHble cTaHbl bepes. besynpeyHoe
coyeTaHue BbiBepeHHOW GOpPMbl, IEFKOrO, N3sLLHO-
ro, Ho, O4HOBPEMEHHO, KPEMKOro pUCyHKa C TOH-
KOV LIBETOBOW nepefader CUSHUSA BECEHHETO AHH,
NMOABUXHOCTbIO U NEFKOCTbIO TEHEN, NPO3paYvHOoi
UYMCTOTOM BO3ayXxa U H6e340HHbIM roNybbiM HEGOM
rOBOPUT O MOAJIMHHOM MacTepCTBe XyJ0XHMKa. B
[AHHOM MOJIOTHE HET INLLIHNX AeTanel, SMOLMOHab-
HbI1 CTPON MNer3axka n GOopPMbl, €ro HamoNHAoWMe
HaxoAATCA B MAeanbHOM HanaHce mexay coboi.
K saHHOMY NONIOTHY ObINIO HaNMCaHO HeCKOb-
KO 3TH0A0B. XYAOXHMK BECKOHEYHO Aenan 3apncoB-
K1 6epes, nckan BepHOe HamnpaB/eHne 1 nogbvpan
PWUTM BETBEW, CTBOIOB U HY>XHOE COCTOsIHME NPUPO-
Abl. Ans TOro 4tobbI ACHEE OLLYTUTHL NPOLLECC 3TOM
paboThbl, B YaCTHOCTU MPOLLECC OTTauMBaHWs KOM-
No31LMKN, CPaBHUM OAMNH W3 3THOLOB C OKOHYaTeb-
HbIM BapuaHTOM. 3aMeTHO, UTO 3THOZ KOHKPETHEE W,
OZHOBPEMEHHO, CilyyaiHee. B HeM ecTb 06Las 3a-

AyMKa W UACTbIN NOPbIB, O4HAKO, HET Tex fopabo-
TaHHbIX 3/IEMEHTOB, KOTOPbIE Y MPUBENN KaPTUHY K
abCcoNtOTHOM rapMoHUK. o CpaBHEHUIO C 3THOAOM,
B KapTuHe Hebo cTano Bbille, 6epesbl paccTaBie-
Hbl 6o1ee cBOHOAHO, UX MONYMPO3payUHble BepLUN-
Hbl CTPEMATCSA BBbICb, @ 06/1aka Bblpa3nTeNbHbIM
CTpoem nonablan no Heby. CHexHas paBHMHa CTa-
Na Wwupe, CTano BUAHO MONOCY sieca Ha FTOPU30HTE,
obuwas naowaab Heba cTana 3HaAUMTENBHO LWIKPeE.

3uMHMe nerizaxun BaneHTnHa Muxannosuua Cu-
[lOpOBa He MeHee Bblpa3nTesibHbl. XyA0XHUK Ae-
MOHCTPMPYET BUPTYO3HOE BAaJEeHME TOHaNbHO
XMBOMUCHIO B paboTax «BépcTbl», «CHer naét»,
«Onbxa» (Bce 1964), «PaHHumM cHer» (1965). B HuX
YYBCTBYETCS TOHKaA My3blKasbHas rapMOHWUSA, K-
puyyeckoe Hayano 1 NtboBaHME KPaCcoTON PyCCKOM
3UMbl. Kak TOYHO BbIpasnacs HapOAHbIV XyAOXHUK
CCCP B.WN. NBaHoB? 0 TBOpUecTBe B.M. Cngoposa:
«[MouTn BO BCex Mei3axkax NpuCyTCTBYHOT M306pa-
KEHUNS NOAEN: fETEN, XEHLLMH, CTapUKOB... MNen3ax
ana CnaopoBa — He 6ErcTBO Xy0XKHMKa OT XKMU3HU
K npupoge. Het. Mpuposa v Yenosek A5 HEFO He-
pacTop>KnMbl, 6e3 UesioBeka HET MOJIHOW FaPMOHUY
B Npupoae. 340poBbe, J0OPOTa, lyye3apHOCTb, Ha-
POAHOCTb — BbICOKUIN Aap ANs XyAoXHMKa. Cuao-
pPOB UM HaZenéH crosHa»*.

OceHHune MoTMBbI bbIn ans B.M. CngopoBsa He
MeHee npuB/ekaTesibHbl. MacTtep Obia nopaxeH MHO-
rouBeTnemM NpupoaHoOn naantpbl. CBOM YyBCTBa OH
nepesan npu co3gaHnm KaptuHel «LLleapas oceHb»
(1970 r.) (nnn.3). B 3TOM neizaxe HeT HeMocpes-
CTBEHHOTO 1M306paXkeHns YyenoBeka, HO YyBCTBYETCA
ero npucytcreme. OcTtaBneHHble 1610KM B KOP3U-
HaX, OTKpbITas ABepb capas 3acTaB/stOT HEBOJIbHO
XKAaTb BbIXOAALLYH U3 HUX CTapyLLKy, COBMpaBLLyHO
ypoxai. KapTnHa peLueHa naoCcKOCTAMU U KPYMHb-
MW 06bEMaMK, CTOJIKHOBEHMEM LIBETOBbIX KOHTpPa-
CTOB 1 pakTyp. ABTOPY C YANBUTENLHON NErKOCTbIO
yAaéTtcA nepeaatb 3TOT OCEHHWIN 3BEHALLMNA YNCTbIN
BO3ZYyX W OLyLlleHne NErkow rpycTu.

BaneHTMH MuxannoBuy CUAOPOB B KaXKA0M CBO-
e paboTe foKa3biBaeT CBOW TasaHT HabatogaTens,

3. BukTop MBaHoBuuY VBaHoB (poa. 1924r.) - HapoaHblli xy-
noxHuk CCCP, aencTBUTENbHBIN YneH Poccninckon Akage-
MU XyA0XKeCTB, feCTBUTEbHBIVA uneH MeTpoBckon Aka-
AEMUM HayK M UCKYCCTB, naypeaT [ocyaapcTBeHHOW npeMun
CCCP, naypeat l'ocygapcteeHHol npemun PCOCP nm. U. Pe-
nuHa n MocyaapcTBeHHoM npemumn Poccuiickon ®egepaumu,
naypeat MexzyHapoaHon npemumn um. M.A. LLlonoxosa. As-
Top pabot «Cemba. 1945 r.» (1958-1964), «<Ha nokoce. B wa-
nawe» (1961), «MongHnk» (1964-1966), «MoxopoHsb! B Vca-
fax» (1962-1983), «Jlegoxon» (1987)

4. Cwupopos B.M. «[opwu, ropu acHo...», M., «[anapT», 2008 r.
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OH Ype3BblUaHO BHMMATE/IEH K AeTasiM, KOTopble
BHOCAT B 3MOLMOHAJ/IbHbIA CTPOWN KapTUHbI HY>XKHbI
OTTEHOK. ITO - NMPUMOPOLLEHHbIE IMCTBOW OAKN B
KapTnHe «OceHb. JToakn ocbinaHbl ANCTbAMU» UK
OpaH>XeBbIV Y30p Ha TEMHO-CepO Kpbiwe B «LLe-
LPOWN OCEHN» - MENTaHXOIMYHbIE N MUHOPHbIE 06-
pasbl 3acbinaroLLLei Ha 3UMy 3eMV; ANNHHbIE CUHUE
TEHW, NPOTa/IMHbI, POBKO CTOsLLEeEe AepeBLe U M-
Uyru, yceBLUMecs Ha rpebHe KpblLlu, rpetoLLmnecs B
nepBbIX TEM/bIX NyYax BECEHHEro conHua B «Be-
yep. Tuxo. TaeT cHer» (1969). Taknmn HroaHcamwy,
TOYHO MOAMEYEHHBIMY AETaAsIMU U LUTPUXaMU Xy-
JLOXHUK He MPOCTO AeMOHCTPUPYET CBOK MHANBU-
AyanbHOCTb Men3aXncTa, HO CO3aéT y3HaBaeMbIi
obpa3 PoguHbl.

Mpuposa B pasHbIX ee NPOSBAEHUAX OTKPbI-
BaeT XyAOXHMKY CBOKO OCOBEHHYH KpacoTy, a OH
NMoCTUTaeT ee MNO3TUYECKYHO AyLly B KaXZA0W CBOEM
kapTuHe. NHoraa BaneHTnH Muxaiinosny Cngopos
BK/IFOYAET B MNeli3ax >XaHPOBbIN MOTUB, HO 3TO He
HapyLluaeT, a yCUaMBaeT 3HaYMMOCTb HalLeHHOM
TEMbl B €e pa3BUTUN.

Jinpnyeckne nernsaxum xygoxHuka obnagarot
rNYyGUHHBIMW CMbICIAMY O FAPMOHUYHOM COCYLLe-
CTBOBaHWMW YeNoBeKa C MPUPOAOWN.

B Hecko/bkMX KMOMeTpax oT TBOpYeckol Ha3bl
«Akagemmyeckasn fada» HaxoamTca aepesHa NMogon,
KOTOpas JaBHO NPUTArMBana BHUMaHWe XyAO0XHMKa
€CTECTBEHHOCTbIO CENbCKOM XM3HW. IMEHHO croaa
OH MOCTOSIHHO XOAWN OH MucaTh 3TroAbl. [o3aHee,
B TeUeHMNe MHOTUX IeT XyA0XHUK BO3BpaLlacs,
XU 1 paboTan B NyCTOBaBLUER JIETOM CTapOl LUKO-

ne lMopon onpeaennn BCE nocaegytollee TBopye-
ctBo Cngoposa.

Takmm obpaszom, «Akasemmyeckas faya» UM.
N.E. PennHa cbirpana BaxkHyto posib B TBOPYECKOIA
cysabbe BaneHTHa Muxannosmya Cugoposa. Odpu-
LManbHO 3aBepLUNB PYKOBOJACTBO €H0, OH AOATMe
rogbl NPOAOKaN onekaTb, pa3BMBaTh K y4acTBO-
BaTb B XKM3HW 3TOrO YHMKaAbHOro mMecTta.

NHTepecHble cobbITUSA XM3HN 1 TBOPYECTBA, Ap-
Kne BMeyaT/ieHNsa 1 OTKPbITUA COMPOBOXAaAN ero
nyTb B 60/1bLIOM UCKyccTBE. OfyXOTBOPEHHBIN Mel-
3ax BaneHTnHa Muxainosumua Cugopoa chopmu-
poBasCs Noj BO3AENCTBUEM TPAANLNINA MOCKOBCKOWM
LUKOJIbl IMPUYECKOro nensaxka koHua XIX - Haua-
na XX Beka.

BaneHTnH Muxaiinosuy CuaopoB CKOPOMOCTUX-
HO ckoHuyanca 9 aHeapa 2021 roga. B 2023 roay B
TBepu 6bin co3gaH myseit xunsonucn B.M. Cngo-
poBa Ha3BaHHbIN «Ha Ténnoli 3emne» (nn.4). Oc-
HOBHYIO 3KCMO3NLMIO My3ea COCTaBUAN KapTUHBbI,
nepeaaHHble B fap TBepckon obiactn ceMbélr Ba-
NeHTHa Muxainnosunya. My3sein oTkpbiica 5 mas
2023 roga, kK 95-n1eTnro Co AHA POXAEHMA XYAOX-
Huka. B doHgax mysesa HaxoaaTca 92 XXMBOMMUCHbIX
NOJ0THa, NepeslaHHbIX CEMbEN XYAOXHUKA U Me-
ueHaToM Bragmumupom HekpacoBbiM. B 3kcnosu-
L0 BOLUM XXMBOMUCHbIE paboThbl, CO34aHHbIE B
pa3Hble rofbl TBOPYECKOrO MyTU XYAOXKHMKA, a Tak-
e AepeBeHcKas yTBapb (MpAsKW, nocyaa, UrpyLu-
K1), KOTOPYHO OH cobupan, myTelecTBys NO pasHbIM
yronkam Poccum.
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FORMATION OF THE ORGAN CULTURE
OF CHINA: PAGES OF HISTORY

Summary: The article explores the origins and spread
of the organ in China, the predecessor of which is the tra-
ditional wind instrument sheng. The earliest instruments
introduced by Christian missionaries, the preservation of
the organ’s practical use of accompanying chants dur-
ing church services, and the organ’s eventual transition
from church to concert halls and music salons are taken
into account as part of the nation’s organ culture. Each
brought and installed instrument’s uniqueness is empha-
sised; moreover, the gradual improvement of its design is
noted. Attention is focused on the fact that the dynam-
ics of phenomena initially brought into the musical cul-
ture of the country from outside is often associated with
changes in the socio-political and, as a consequence, cul-

According to European sources, the organ is one
of the first keyboard instruments that appeared in
world history. Its origin dates back to the third cen-
tury BC, after continuous development and innova-
tion — from the hydraulic organ, portable organ,
land organ, table organ to the modern electron-
ic organ. It became the largest in volume and the
most complex instrument in design. Its sound was
rich and bright, and it was considered by Mozart as
the "king of instruments”.

However, long before the appearance of the Eu-
ropean organ, its predecessor, the sheng, was wide-
spread in China. The sheng had its prototype in the
Shang Dynasty more than three thousand years ago
and reached its greatest popularity during the Spring
and Autumn Period and the Warring States Period
(770 AD-221 BC), whereas the organ was not invent-
ed until the 3rd century BC (285-222 BC). Accord-
ing to C. Lin, the first organ found by archaeologists
“was built in natural form with hydraulic pipes found

tural situation. For this reason, the path of development
of the organ culture of China was uneven, undergoing
periods of both ups and downs. However, it is hypothet-
ically assumed that organ performance and the devel-
opment of composing works for the organ have a great
future, predetermined by the rich artistic possibilities of
the instrument. Today, the development of Chinese or-
gan culture is on the path of gradual professionalisa-
tion, domestic performers and the first composers have
appeared; moreover, an organ class is available in many
music educational institutions.

Keywords: organ in China, traditional wind musical in-
strument sheng, Christian missionaries, cultural exchange,
East and West.

in the ancient Roman city of Aquincum in the third
century AD" [1, p. 39].

In his book of 1972, The Roman Organ of Aquin-
cum, Werner Walcker-Mayer recounted how his
grandfather, Oskar Walcker, had participated in the
archaeological excavations of the Aquincum water
pipe organ in 1931. In the preface to the first chap-
ter of his dissertation, he wrote: “The organ is clos-
er to the Chinese national instrument, the sheng,
than to the reed pipe or bagpipes. The organ and
the sheng play the harmony in music in the same
way" [cited from: 2, p. 40].

The connection between the organ and the sheng
has been emphasised by many scholars. The organ
was officially introduced to China in 1260, when the
Mongols of the Yuan Dynasty passed through the
Arabian region and their emissaries presented the
organ to the emperor as a gift. In 1777, a French
missionary, Father Joseph Marie Amiot, sent the
sheng back to Paris. It led to the Western world
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Il 7-2. The hydraulic pipe organ found by archaeologists during excavations in the ancient city of Aquincum (left), copy (right)’

learning about the free spring for the first time
and to the beginning of experiments on spring vi-
bration. These not only improved the sound of the
organ, making it an important standard, but also
gave birth to the European free spring instruments.

According to Tang Xiaobo, an organ-like instru-
ment, called the xinlong sheng, was introduced to
China around 1260-1264, which was the first West-
ern keyboard instrument to appear in China. The
author points out that "according to the earliest Chi-
nese record of the xinlong sheng in Yuan Shi (The
History of Yuan), volume 71, and the preface to the
Ode to Xinlong Sheng by Wang Yi (1321-1373), re-
flection and study of the contents of the instrument
showed that the organ was the first Western key-
board instrument to appear in China” [3, p. 108].

Tang Xiaobo testifies that the xinglong sheng
is a barometric pipe organ made of nanmu. The
upper end is strong, the surface is flat, the height
is about 1.66 meters, the width is about 1 meter.
There are 15 rows, 90 sound pipes. Air is supplied by
two blower bags, which require the cooperation of
two people when playing: one plays music, and the
other is engaged in providing blowing. This type of
organ has only one keyboard so far, 15 stops; the
principle of sound production is the same as that
of the organ created later [3, p. 108].

Thus, we can see that the xinglong sheng is con-
trolled by the keyboard of the pipe sound, start-
ing the ventilation device; several people work and
play at the same time. There are other characteris-
tics which demonstrate the features of the organ.

1. Photo source: Shen Yuan: the Present and the Future of the
Chinese Organ https://mp.weixin.qg.com/s?__biz=MjM5NzM
0MzQ4MQ==8&mid=2654727814&idx=3&sn= af271240420
al4d2ac2f3563c445e35a8chksm=bd1437108a63be06468f8
eael1cb53f54025f862d0733ff1a923¢318878c3e7cc59477deb
déb#rd). (Accessed on: 02.02.25)
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However, in size, it is not a large organ in our or-
dinary church or a concert hall; it is more chamber,
equivalent to a cabinet harmonium.

Although there are no images of the xinglong
sheng in the historical materials available at present,
we can see the basic production size and playing
method of the xinglong sheng from the example of
the organ pipe below. The organ in the picture con-
sists of a sound pipe, an air chamber, a sliding rod,
a ventilation device, a connecting device. We can
get a general idea of the size of the organ at that
time, clearly see the layout of the pipes, see the use
of wooden sliding rods to control the correspond-
ing pipes, and see the operation of the ventilation
equipment. One person is playing the instruments,
and another is controlling the bellows.

Ill 4. The left image is from the Peterborough Psalter (1300—
1325); the right — from the Luttrell Psalter (1325-1340).

After its appearance in China, the reconstruc-
tion of the xinglong sheng was carried out and
the production technology was mastered. In the
Yuan years (1314-1320), the number of the xin-
glong shengs increased to ten, which indicates that
the xinglong sheng has been used for a long time
in the court feast of the Yuan Dynasty and played
the role of the main instrument (the music lasts as
long as the sheng plays; the sheng stops, the mu-
sic stops). It follows that the xinglong sheng was
used for no more than 100 years: from the period
of Chinese unification to the end of the Yuan Dy-
nasty in 1368. After the end of the Yuan Dynasty,
the xinglong sheng as well as the notes, production
methods, etc. were lost. No one can play or imitate
the xinglong sheng anymore. [3, p. 109]

It was only towards the end of the Ming Dynas-
ty, after the end of the century-long maritime ban
(1567) and the gradual resumption of internation-
al trade, that a large number of Christian mission-
aries arrived in China. They introduced the country
to the achievements of Western civilization, such as
astronomy, geography, mathematics, and music. At
this time, the organ reappeared in China, and, un-
like the previous xinlong sheng, this time it was a
European organ.

Since the mid-16th century, Macau has played an
important role in the exchange and fusion of Chi-
nese and Western cultures. This exchange and in-
tegration took place mainly in the religious sphere:
many missionaries came to China from Macau. Many
Western-style churches appeared in Macau, and
since the organ was an important means of con-
ducting religious ceremonies, it can be assumed that
many churches had organs at that time. In addition,
in 1594, the Catholic Jesuits founded St. Paul’s Col-
lege in Macau, the first institution of higher learn-
ing in the Far East to teach music and to promote
and popularise Western music.

The pipe organ in the Samba Temple in Macau is
enormous, and Liang Di of the Qing Dynasty gave
an important description of the pipe organ in the
Samba Temple in his work, The Western Organ: “The
Western organ is like the sheng, but large, wood
is used instead of lagenaria, green gold is used for
its pipes, and a leather bag beats in the wind; the
sound it produces can be heard for hundreds of
miles. Friends also saw Fu returning from Macau
and imitated it". Liang Di used beautiful language
to vividly depict the ever-changing scene, as well
as the impressive effect of the organ’s grandeur.

Moreover, he mentions that other friends of the
border guard general also imitated and improved
this organ, which is another significant evidence that
the Chinese modified the pipe organ after Zheng
Xiwu, the magistrate of Yucheng in the Yuan Dy-
nasty, modified the Xinglong Sheng. Unfortunately,
there are no further records of this imitator organ.

In 1639, Italian missionary P. Francesco Sambiasi
(1582-1649) presented a pipe organ to the Zhong-
zhen Emperor, and in 1640, German missionary Jo-
hann Adam Schall von Bell (1592-1666) presented
a water-powered instrument with a very beautiful
sound. It is assumed that this instrument was a wa-
ter-powered organ.

According to Zhang Qian, the South Church in
Beijing (known as Xuanwumen Catholic Church, one
of the oldest surviving churches in China, built as
the first church in Beijing during the Ming and Qing
Dynasties in 1605) played an important role in the
development of organ culture in China? during the
Qing Dynasty. After several reconstructions, repairs,
earthquakes, and fires, it has experienced many vi-
cissitudes of life. The organ in the South Church has
also undergone several reconstructions and destruc-
tions; its appearance became a significant event in
the city of Beijing. Moreover, the organ in the South
Church became one of the oldest and richest or-
gans in all the churches in Beijing with a glorious
and magnificent history.

In 1673, Portuguese missionary Tomas Pereira
(1645-1708) arrived in Beijing. He expanded the
South Church again in 1679-1680, building a Europe-
an-style bell tower and installing a large pipe organ.
In 1655, Italian missionary Ludovico Buglio (1606-
1682) and Portuguese missionary Gabriel Magal-
haes (1609-1677) founded the Second Church in
Beijing. In 1677, they founded a second church,
St. Joseph’s Church or the East Church, in Beijing.

The organ in the Sanshan Church in Fujian is de-
scribed in the book, On Tuning the Heart as if Tun-
ing an Organ, in the second volume of the Koudou
Daily Transcriptions in 1631. In Zhang Qian'’s article,
it is pointed out that the organ development feature
in the middle and late Ming Dynasty (1572-1644)

2. In our study, we will use the definition of the concept of
"organ culture” given by A. Pronina, as “a composite and
at the same time relatively independent, multifunctional
subsystem of musical culture, covering all aspects related to
the organ — traditions of material production, compositional,
performing, educational activities in their development; study,
consumption of the products of this activity in the secular and
sacred areas of the spiritual life of society” [4, p. 4].
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Ill. 5. The organ installed in the Church of the Holy Trinity in
1925. Photo from: [6, p.121].

was that it was no longer limited to court use. In
some churches, organs were installed, making them
part of ordinary people’s lives [more on this: 5].
The early Qing Dynasty (1616), with a large num-
ber of missionaries who came to China, promot-
ed the spread of organ music among the people

Ill. 6. Arthur Young at the organ console. Photo from: [6, p.
121].
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through the construction of church organs and the
promotion of religious musical activities. This time
coincided with the Baroque period in the West, the
organ was in the golden age of development, pro-
duction became more and more large-scale, and
the technology of making stops and pipes became
more and more perfect.

During the Kangxi Dynasty (1662—1722), Italian
missionary Ma Guoxian (Matteo Ripa, 1692-1745)
recorded: “De Ligue made a small organ that au-
tomatically plays music by touching a spring, and
an organ with a clock mechanism”. Another entry
about the organ was made in 1714: "De presented
several musical instruments, on the Emperor’s six-
tieth birthday, as well as a small organ with a me-
chanical system capable of playing automatically”
[quoted from: 5, p. 156].

At that time, the church organ was mainly used
for religious music, since the main distributor was
not a first-class organist and did not bring the main
European music of the same period to China. While
Western music experienced an important develop-
ment in the golden age of the organ during the
Baroque period, organ composers such as D. Bux-
tehude, J. Sweelinck, J. S. Bach, G. F. Handel ap-
peared. The main Western musical trends did not
have much influence and impact on Chinese musi-
cal culture. In addition, the national conditions of
China are of great importance. Many factors such
as politics, economics, culture, and the preferences
of the rulers limit the spread of the organ in China.
Thus, the development path of the organ as an el-
ement of foreign musical culture in China was also
doomed to proceed with considerable difficulties.

After the Opium War (1840), with the opening
of five trading ports in Shanghai, Guangzhou, Xia-
men, Ningbo, and Fuzhou, Western culture again
poured into China, and it was its second culmina-
tion. The development of organ music in China, on
the one hand, continued mainly as an instrument ac-
companying the liturgical singing of Christians and
“tied” to the church. On the other hand, the organ
had already separated from the church and entered
schools and other places of cultural life of citizens,
such as the Concord Hall of the Beijing Hospital and
the University of Kieren, which created more favour-
able conditions for the spread of the organ in China.

Tang Xiaobo writes in detail about the organ in
the church, in particular the following: “From 1840
to 1949, it was the church that remained the main
place of distribution of the organ, in Beijing, Shang-

hai, Fujian, Tianjin, and other places. More than 40
organs of various sizes were built and installed. In
accordance with the chronological order of instal-
lation, typical organs were studied” [6, p. 119]. The
first organ used in the Holy Trinity Church was a
small organ with 13 stops, two layers of keyboard
for hands and feet. In 1883, this organ was moved
to a concert hall. The second organ was made in
1883 by the British company, Walker, with the fac-
tory number 1158. It had three layers of hand and
foot keyboards and 32 stops, which was the larg-
est organ built in China at that time. The organist at
the church was Fentum (G. B. Fentum, 1843-1914)
at that time. The third organ was opened on Octo-
ber 14, 1925, with three layers of hand and foot key-
boards, 45 stops, and 2630 pipes [6, p. 120].

Given the sacred significance of bamboo as one of
the main materials used to make wind instruments,
it would be surprising if attempts were not made
to create an instrument from this more accessible
to the Chinese material. A homemade bamboo or-
gan was created in the Dongjiadu Catholic Cathe-
dral in Shanghai by craftsman Lan Tingyou, who,
given the costs of importing organs from Europe,
decided that “together with the monk Lu Liangcai
and several Chinese carpenters, he would create a
bamboo pipe himself instead of a metal pipe”. This
bamboo organ has a layer of five eight-octave key-
boards and a foot keyboard, all the pipes are made
of bamboo, and the sound of the bamboo pipe is
matte and pleasant. The opening ceremony of the
organ took place on August 15, 1857, and the Bei-
hua Jie newspaper reported that “first the organ
was opened, then the mass began, and in front of
the altar where the choir was, the pastor sang, and
the organ responded. Then followed the sermon,
and the first part of the mass ended with the song
of the Virgin Mary sung by the choir and organ”. In
1879, Lang Tingyou carried out further restoration
of the bamboo organ, increasing it to three levels
of keyboard and 24 stops. The organ in the Dongji-
adu Catholic Cathedral is the only self-made organ
in a Chinese church, and all the pipes are bamboo
and very distinctive. [Cited in: 6, p. 121.]

The construction of the Shanghai Internation-
al Chapel was completed in 1925. On December 2,
1934, a pipe organ under the brand Austin Organs,
serial number 1860, with three levels of keyboard
for hands and feet and 34 stops was installed in the
church. The following photograph shows Arthur N.
Young at this organ console.

Ill. 7. Organ niche in the international chapel. Photo from: [6,
p. 121].

In the photo above, it is seen that there are two
separate brown organ boxes on the walls of the chan-
cel. The organ was damaged during the Anti-Japa-
nese War and the Cultural Revolution; the concert
console disappeared, however, the organ box sur-
vived. It was the second of three organs that Chi-
na left in place.

An organ outside the church. The theatre or-
gan at the Shanghai Victoria Theatre. According to
the Shanghai Film Weekend Programme published
in The Times, there was already a "theatre” organ
in China as early as 1918. The organ was made by
Waurlitzer. The organ at the Victoria Theatre is the
first to be installed in China. When the theatre or-
gan was first introduced into cinemas, its purpose
was to provide an accompaniment to silent films
and to help create an atmosphere that supported
the movements shown on the screen. The pipes of
the theatre organ were placed in the room and hid-
den by a magnificent plaster grille. It was a complex
orchestra owing to its ability to imitate the various
tones of the entire orchestra (strings, woodwinds,
brass, percussion, etc.). In 1920, American John Rock-
efeller financed the installation of a theatre organ
in the Concorde 1 Hall in Beijing. Its manufacturer
was the American company Kimball.

From this precious photo, we can clearly see the
main image of the organ pulpit, which has two key-
boards: with 61 keys and with two pedals, Swell and
Crescendo. This organ marked a new era in Beijing's
cultural life. Later, in the war and unrest, the organ’s
music table and blower were lost; however, for-
tunately, the sound pipes, stops, boxes, etc. have
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Ill. 8. Concord Hospital physician Zhang Guangbi is playing
the organ in 1939. Photo from: 6, p.121.

been preserved to this day, becoming the third of
the three organs left in place by China.

In 2021, the Beijing Union Medical Education
Foundation began work on restoring the organ.
On April 7, 2023, Concord Medical College held
the Repeat Noise, Centennial Organ Concert, which
was finally performed again in Concord Hall [more
about this: 6, p. 123].

Today, organ music in China has experienced un-
precedented development, the means and meth-
ods of dissemination have undergone significant
changes, promoting the cultural exchange of Chi-
nese and Western music. Specifically, it is reflected
in the following features:

Firstly, the role of the organ in Chinese musical
culture has changed. The pipe organ has evolved
from an original instrument for accompanying church

ceremonies into an important instrument in the am-
ateur cultural life of the masses, gradually separating
from liturgical practices and turning into a secular
concert instrument, demonstrating an important
transition from a subordinate to a major status.
Secondly, the ways in which the organ is being
spread have changed. Missionaries, foreign teach-
ers, politicians, financiers, foreign students, etc. are
among those who help to popularise. Their musical
quality and passion for organ music directly affect
the quality of the organ’s use, which also indicates
that the spread of the Chinese organ has moved
from the court and the church to the people.
Thirdly, the features of the organ repertoire have
changed. A large number of solo organ concert rep-
ertoires have been taken out of the religious context.
The style of the works covers the era of Baroque,
Classicism, Romanticism, etc. With the development
of time, beautiful works of many famous composers
have appeared in China [more about this: 7, p. 232].
Fourthly, revolutions, wars, and the suppression
of religion damaged the organ. Due to the pecu-
liarities of the instrument, in the early period, the
pipe organ was designed and built for placement in
churches, auditoriums, and concert halls. Its enor-
mous size and immobility led to the impossibility of
moving or sheltering it in emergency cases in time.
Since the Opium War (1840), based on the needs
of China’s cultural development, an originally for-
eign instrument, the pipe organ, brought new life
into China’'s musical culture. Today, the develop-
ment of the Chinese pipe organ is on the path of
gradual professionalisation. Chinese performers and
composers have appeared; for them, the organ is
becoming the most important means of artistic ex-
pression. Signs of the formation of a tradition and
its localisation have come into view. The organ be-
gan to be included in the educational programs of
musical educational institutions [more about this:
8]. The richest expressive possibilities, the timbre
beauty of the organ turned out to be consonant
with the establishments of Chinese musical aesthet-
ics and, in our opinion, the emerging organ culture
of China has great prospects.
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®OPMWPOBAHWE OPTAHHOW KYNbTYPbl KUTAS:
CTPAHNLUbBI NCTOPUNU

AHHOmMayusA: B ctaTbe paccMaTpuBaeTcs UCTOPUA No-
ABNEHNA N pacnpocTpaHeHus opraHa B Kutae, npeglue-
CTBEHHMKOM KOTOPOrO ABAAETCA TPAZVNLMOHHBIV AyXOBOM
WHCTPYMEHT W3H. [pocnexunBaetca GopMmmnpoBaHme op-
raHHOW Ky/NbTypbl B CTPaHe OT NePBbIX NHCTPYMEHTOB,
3aBe3eHHbIX XPUCTUAHCKMMU MUCCUOHEPaMK 1 CoXpa-
HEeHVs OpraHoM CBOEW NMPUKNaZAHON GYHKL MW CONPOBO-
XKZAEHWSA NecCHOMNEeHN 3a 6Orocay>XeHnsMu B xpamax, A0
MOCTEMEHHOTO BbIXOAA M3 LIePKBM B KOHLEPTHbIE 3abl
My3blKa/ibHble CaNoHbl. MNoguepkrBaeTCca YHUKaNbHOCTb
Ka>kZ,0ro NpBe3eHHOro N YCTaHOBAEHHOrO MHCTPYMEH-
Ta, MOMYTHO OTMEeYaeTCcs NOCTeNeHHOe COBEPLUEHCTBO-
BaHVe ero KOHCTPYKUMW. AKLLeHTMPYeTCA BHMMaHMe Ha
TOM, YTO AWHaMMKa U3HaYaNbHO NMPUBHECEHHbIX B MY-
3blKabHYO Ky/NbTypy CTPaHbl U3BHE ABAEHWI YacToO CO-
nps>XeHa ¢ M3MEHEHUAMW COLIMO-MONNTNYECKON 1, Kak

OpraH sBASieTCs OAHMM M3 NepPBbIX KAABULLHbIX
WNHCTPYMEHTOB, MOSABMBLUMXCA B MUPOBOW UCTOPUM.
Ero nctopus BOCXOANT K TPeTbEMY BEKY 0 Hallen
3pbl, NOC/Ie HEMPEPBLIBHOTO Pa3BUTUA U MHHOBA-
L1, OT rMApPaBANYECKOro opraHa, MopTaTMBHOIO
opraHa, NpM3eMAeHHOro opraHa, HacToJbHOTo Op-
raHa 0 COBPEMEHHOIO 3N1eKTPOHHOro opraHa. OH
CTan cambiM 60AbLWIVM NO 06bEMY M CAMbIM CNOX-
HbIM MO KOHCTPYKLMU NHCTPYMEHTOM, €ro rosoc
6bln BoratbiM 1 APKUM, U OH Bbln BOCNPUHAT Mo-
LLAapPTOM KaK « KOPOJb NMHCTPYMEHTOB>.

Ho 3agonro fo nosBneHWs eBpONeinckoro opra-
Ha ero NpeaLecTBEHHNK — W3H — NOAYYM LUMPOKOE
pacnpocTtpaHeHue B Kutae. LLIsH nmen npototmn B
anHactum LLaH 6onee Tpex TbiCAY NIE€T Ha3ag 1 ZOCTUr
CBOEro pacLiBeTa B BECEHHUI U OCEHHUIN Nepuoabl
n nepuog Bororowmx uapcts (770 r. H.3. - 221 1. go
H.3.), @ opraH 6bin n306peTeH Tonbko B Il Beke g0
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CNeACTBUe, KyAbTypHOM cuTyauumm. Mo 3Tor npuymHe nyTb
pa3BUTUA OpraHHOW Ky abTypbl Kutas npotekan HepoB-
HO, MpeTepneBas Nepuoabl Kak B31€TOB, TakK 1 NaZeHWN.
TeM He MeHee, rMNOTETUYECKN NMpesnoaaraeTcs, Yto y
OPraHHOro MCMOJIHUTENbCTBA U Pa3BUTUM KOMMO3UTOP-
CKOro TBOpYecTBa A/1a opraHa ecTb 6o/bluoe byayliee,
npesonpejeneHHoe 6oraternMm XyL0>XKeCTBEHHbIMU
BO3MOXXHOCTAMYW UHCTPyMeHTa. CerogHs pasButme Ku-
TalCKOM OpraHHOWM KyAbTypbl UAET MO NyTWU NMOCTEMNeH-
HOW npodeccnoHannsaumm, NOABUANCL OTeYeCTBEHHbIE
NCMONHUTENN W NepBble KOMMO3UTOPbI, @ KNacc opraHa
OTKPbIT BO MHOTUX y4YebHbIX 3aBeAeHNAX My3blKalbHO-
ro npoduns.

Knrouesole cnosa: opeaH 8 Kumae, mpaduyuoHHsIl
dyxo80U My3bIKa/NbHbIU UHCMPYMeHM W3H, XpUCmuaH-
cKUe MUCCUOHepbl, KysibmypHsili 0bmeH, Bocmok u 3anad.

H.3. (285 - 222 rr. o H.3.). [NepBbIi OpraH, Mo AaH-
HbiM L. JInH, HaliaeHHbIA apxeonoraMmu, «bbla no-
CTPOEH B HaTypasbHON GOpME C rMApPaBINUYECcKMM
Tpy6amu, HanAeHHbIMW B APEBHEM PUMCKOM ropo-
4e AKBVHKYM B TpeTbeM Beke Haweln apbl [1, ¢. 39].

B cBoew kHure 1972 roga «Pumckmnin opraH B Ak-
BMHKyMe» («The Roman organ of Aquincum») Bep-
Hep Bankep-Maliep pacckasan o Tom, kak B 1931
rogy ero ses Ockap Maiep yyacTBoBan B apxeo-
NOTUYECKMX pacKorKax BOJOHANOPHOro opraHa B
AKVHKYMe. B npeancioBumn K nepBoit rnaBe CBOeN
ancceptaumm oH nuwet: «OpraH 6amXe K KUTan-
CKOMY HaLUMOHaNbHOMY UHCTPYMEHTY LU3H, YeM K
TPOCTHUKOBOW TPy6€e UAN BONbIHKE, U LLI3H 1 OpraH
B PaBHOW CTeMeHW MOTYT UCMOJIHATL FAPMOHUYHYHO
my3biky [LunT. no: 2, C. 40].

CBfi3b MeXAy OpraHoMm U LW3H NoAyepKmBaim
MHorune yyerble. OpraH 6bi1 oduLManbHO Npes-

ctaBneH B Kutae B 1260 roay, Korga MOHrobl An-
HacTum FOaHb NpoLwan yepes APaBUNCKUIA PETUOH,
1 UX 3MUCCapbl NPenoAHeCaN opraH B NoAapoK UM-
nepatopy. B 1777 roay ¢paHLy3CKnin MuccmoHep,
oTel, XaH Xo3ed Mapu AmeHo (dp. Jean Joseph
Marie Amiot, k1. 000, nuHbMHL Qidn Déming; 8
deBpans 1718, TynoH, OpaHumsa — 8 okTabps 1793,
MeknH), oTNpaBuA W3H obpaTtHo B MNapux, 4To Npu-
BeJ1I0 K TOMY, UTO 3anajHblil MUP BrepBble y3Ha
0 CBOOOAHOW MPY>XXMHE N Hayan Ceputo 3Kcnepu-
MEHTOB MO BMOpaLMn NPY>KUHbI, KOTOPbIE Yayu-
LUINAW 3BYK OpraHa.

Mo cBegeHunam TaH CA060, npuMepHo B 1260-
1264 ropax B Kutali 6611 3aBe3eH opraHonozo6-
HbI MHCTPYMEHT NoZ Ha3zBaHMeM «CUHBAYHLUIH»,
CTaBLUMI NePBbIM 3anajHbiM KNAaBULLHbIM MHCTPY-
MeHTOM, noasmewMMca B Knutae. ABTOp yka3biBaer,
YTO «COT/JIaCHO CaMOM paHHEeW KNTaCKOM 3anmcm o
“CuHayHwsHe” B “KOaHb wn” (ictopusa anHactum
FOaHb), Tom 71, n npeancnosuro Kk “Ope CUHAYH-
waHy"” Ban W (1321-1373), pa3mbiwnenns n nsyde-
HMe CoAep>KaHUs MHCTPYMEHTa Nokasau, YTo opraH
6b11 NePBbIM 3aNajHbIM KAaBULWHbBIM MHCTPYMEH-
ToM, nosBuBLunmcs B Kutae» [3, C. 108].

TsaH Ca060 cBUAETEeNbCTBYET O TOM, UTO «CUH-
JIYHL3H» — 3TO OpraH bapomeTpuyeckon Tpybsbl, 13-
FOTOBJ/IEHHbIN 13 HaHbMY, BEPXHWIA KOHEL, KPenKWHM,
niockasa NOBEPXHOCTb, BbicOTa 0koo 1,66 meTpa,
LWprHa okoso 1 MeTpa, ecTb 15 pagos, 90 3ByKOBbIX
Tpy6. Bo3gyx nosaroTb ABa BO34yXOAYBHbIX MeLL-
Ka, KOTOopble TPebyHT COTPYAHMUECTBA ABYX Y€N0-
BEK BO BPEMS UTPbl, OAMH MYy3ULMPYeT, a APYyrow
3aHMMaeTca obecneveHnemM nogaysa. Y 3ToM pas-
HOBMAHOCTW OpraHa noka ToJIbKO OZHa KaaBuaTy-
pa, 15 perncTpos, NpUHLMM 3BYKOW3BAEYEeHUA TOT
>Ke, YTO 1y CO3A4aHHOro no3xe opraHa [3, ¢. 108].

3 3TOro MOXHO BUAETb, YTO «CUHYHLUIH>
yrpaBAseTca KaaBmaTypon 3Byka TpyObl, 3anycka-
toLLLEN BEHTUAALMOHHOE YCTPOMCTBO, HECKO/IBKO Ye-
NoBeK OAHOBpPeMeHHO paboTatoT 1 urparot. Ho no
pa3mepy — 37O He HOJ/IbLION OpraH B Hallel 06bIY-
HOW LLepKBW NN KOHLLEPTHOM 3ase, a 6bonee kamep-
HblIl 3KBUBaNIEHTHbIA KabMHETHOW PpucrapMoHum
(positive organ).

XOTs B UCTOPUYECKMX MaTepuranax, CobpaHHbIX B
HacTosALee BPeMs, HET n306paxkeHnn «CUHAYHLLIH»,
Mbl MOXeM yBW/EeTb OCHOBHble pa3mMepbl NPOun3-
BOACTBa ¥ cNocob urpbl «CUHAYHLL3H» Ha NpUmepe
opraHHou Tpybbl HUXe. OpraH Ha pUCyHKe COCTOUT
13 3BYKOBOW TPYyHKM, BO3AYLLIHOM KaMepbl, CKONb35-
LLEero CTep>KHA, BEHTUAALMOHHOrO 060opys0BaHMs,

COEAVHUTENBHOIO YCTPOMCTBa. Mbl MOXeEM NoJy-
unTb obLLee NpeAcTaBAeHMEe O pa3Mepax opraHa B
TO BpPeM#, Mbl MOXeM SICHO BUAETb PacroNoXeHne
Tpyb, BUAETb MCNOJIb30BaHME AePEBAHHbIX CKOJb-
3ALLMX CTEPXKHEN ANA yNpaBAeHUs COOTBETCTBYHO-
Wwmmm Tpybamu, a Takke paboTy BEHTUAALNOHHOIO
obopyaoBaHMs. Ha MHCTpYMeHTax UrpaeT OAuH ve-
JIOBEK, @ APYron ynpasaseT cuibGOHOM.

«CUHNYHW3H» nocsie noseaeHns B Kutae noa-
BEPrcs PEKOHCTPYKLUMN U Bblla OCBOEHA TEXHO-
Nlornsa Npoun3sBoACTBa MHCTPyMeHTa. B roabl HOaHb
(1314 — 1320) konmyectBO «CUHAYHLUIH» YBEANYMN-
NOCb 10 AeCATH, YTO CBUAETENIbCTBYET O TOM, UTO
«CUHNYHLI3H» NONYYUA AOATOCPOYHOE NMpUMeHe-
HWe B NPUABOPHOM NupLlecTBe gnHactum HoaHb
W UrpaeT pob rNaBHOTO MHCTPyMeHTa ([oka WwaH
urpaet — My3sblka gamtca. LUsH octaHaBavBaeTca —
My3blKka OocTaHaBauBaeTcs). VI3 aToro cnegyert, uto
« CUHANYHLW3H» ncnosib3oBanca He 6onee 100 ner,
OT Nepunoja KUTanckom yHudmKaumm 4o KOHYMHbI
avHactum FOaHb B 1368 roay. [Mocie KOHYMHBI An-
HacTun KOaHb, «CUHAYHLU3H», a TakXe HOTbl, Me-
TOZbl MPOW3BOACTBA U T. 4. ObINN NOTEPSAHbBI, HUKTO
60sbLLe He MOXeT Urpatb, UMUTMPOBaTb «CUHAYH-
WwaH». [3, c. 109]

TonbKo B KOHLLe NpaBaeHna AnHacTum MuH, no-
C/1e OKOHYaHMA CTONEeTHero Mopckoro 3anperta (1567)
1 MOCTEMNEHHOro BO30OHOB/IEHNSA MeXAyHapOAHOM
Toprosu, B Kutaii npnbbiio 60/1bLI0e KONMYecTBO
XPUCTUAHCKMX MUCCOHEPOB, KOTOPble MO3HaKOMMWAN
CTpaHy C AOCTUXKEHUAMM 3anajHoN LMBUAN3ALMY,
TaKMMW KakK acTPOHOMMUS, reorpadus, MatemaTmka un
My3bika. B 370 Bpems B Kutae BHOBb NoABUACA Op-
raH, Npuyem, B OTMUMe OT NpesbiayLiero «CUHAYH-
LU3Ha», Ha 3TOT pa3 3TO Dbl eBPONENCKUA OpraH.

C cepeanHbl XVI Beka Makao nrpaeT BaXkHyto
pOJib B OOMEHE U CIVAHUW KUTANCKOM 1 3anasHoM
KyNbTyp. OTOT OOMEH 1 MHTerpaums Nponcxoanam B
OCHOBHOM B pennrnosHon coepe: 13 Makao B Ku-
Tai NpubbINO HONbLIOE KOAMYECTBO MUCCUOHEPOB.
B Makao nosiBUaocb MHOXECTBO LiepKBEV B 3anaj-
HOM CTW/e, @ MOCKOJIbKY OpraH 6bla1 BaXKHbIM cpes-
CTBOM /151 NPOBEZAEHNS PE/IUTUO3HbIX LLepeEMOHWI,
MOXHO NPeAnoNIOXNUTb, YTO B TO BPEMSA BO MHOTUX
LepKBsxX bblan ycTaHOBAEHbI opraHbl. Kpome Toro,
B 1594 roay kaTtonnmyeckne nesymtbl OCHOBaAU B
Makao Konneax Ceatoro [1aBna — nepBoe BbIC-
Wwee yuebHoe 3aBeseHne Ha [anbHem BocToke, B
KOTOPOM MpenosaBaancb My3blkaibHble AUCLUMAN-
Hbl 1 KOTOPOe CNOCOBCTBOBANO PaCMPOCTPAHEHMIO
1 nonyaspu3aLmnm 3anazHom My3biku.
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TpybHbI opraH B xpame Camba B Makao orpo-
MeH, 1 flan An n3 anHactum LlmH aan BaxkHoe onu-
caHwue TpybHoro opraHa B xpame Camba B cBoeit
paboTe «3anagHbli opraH»: «3anajHblil opraH MOXoX
Ha LW3H, HO 6O/IbLIOW, NCMO/b3YET JEPEBO BMECTO
nareHapumu, UCNoJb3yeT 3eeHoe 30/10TO B KauecTBe
Tpy6, 1 6apabaHWT NO BETPY KOXKaHbIM MELLKOM, U
3BYK, KOTOPbI OH BOCMPOU3BOAMT, C/IbILLEH 3a COT-
HU Muab. py3bsa Takke Bugenn Oy, BepHyBLIEro-
ca n3 Makao, n nogpaxanu» Jlad [ln ncnonb3osan
KpacuBbI A3bIK, YTOObI SPKO M306Pa3nTb MOCTOSH-
HO MEHSAIOLLYHOCA CLEHY, a TakXKe BreyaTastowmni
3¢ dekT oT Besimuna opraHa. bosee Toro, oH yno-
MUWHaeT, UTO Apyrne Apy3ba reHepana norpaHny-
HOM CTpaXkn Takxke nogpakaau v yaydiianm 31oT
OpraH, YTo ABASETCA elle OAHUM BaXKHbIM CBUAE-
TENIbCTBOM TOFO, YTO KUTaMLbl U3MEHUAN TPYOHbI
opraH nocne Toro, kak YxaH Cny, cyapsa FOusHa npwm
AnHactum KOaHb, namenmn CuHayH LLsH. K coxane-
HUWIO, MOC/IeAYyHOLLMX 3anmnceit 06 3TOM opraHe-noz-
paxkaTene He COXPaHWUIOCh.

B 1639 roay ntanbaHckmii muccnorep M. ®paH-
yecko Cambuasm (1582, KozeHua, Kanabpus, Vitanus
— siHBapb 1649, KaHToH, KuTali, U3BeCTHbIN NO-Ku-
Tanckm kak by ®aHL3M) nogapun UKyHUKIHbCKOMY
nMnepaTopy TPy6HbIN opraH, a B 1640 rogy Hemel-
Knin MmuccmoHep MoranH banep (1592-1666) npenoa-
HeC MHCTPYMEHT C BOASHbIM ABUraTeNleM U OYeHb
KpacuBbIM 3ByYaHueM. [Mpeagnonaraercs, 4To 3T0T
WHCTPYMEHT Obl OPraHOM C BOZAAHbIM BUraTenem.

Mo pgaHHbIM YxaH LaHb BO BpeMeHa AnHacTum
LivH FOxxHaa uepkoBb B eknHe, n3BectHasa Kak
KaTonmnuyeckas LepkoBb CtoaHbBYM3Hb — OZHa U3
CTapenLLnx COXpaHmBLLMXCA LepkBel B Kutae, no-
cTpoeHHas B 1605 rogy kak nepsas LepkoBb B [1e-
KWHEe BO BpeMeHa AnHAcTUin MuH 1 LuH, coirpana
HeMafNoBaXKHYHO POJib B Pa3BUTUN OPraHHOM Kyb-
Typbl B Kntae. Mocae HeCKObKNX PEKOHCTPYKLINNA,
PEMOHTOB, 3eM/IETPSACEHWI 1 MOXAPOB OHa nepe-
WA MHOXECTBO MPeBPaTHOCTEN XU3HW, U OpraH
B FOXKHOW LlepKBY Tak>Ke MoABeprcs HeCKONbKMM
PEKOHCTPYKLMAM U paspyLUEHUAM, @ ero nosse-
HWe CTaNo BaXkHbIM COObITUEM B ropoge MNekuH, 1
opraH B KO>XXHON LepKBY TakXKe CTan OAHWM U3 ca-
MbIX CTapblX 1 60oraTbix OpraHoOB BO BCEX LLePKBAX
MeknHa, Co CaBHOM W BEJIMKONEMNMHOW UCTOPUEN.

B 1673 rogy B MNeknH npmbbia NOPTyraabCckuia
mMunccnoHep Tomac lMepelipa (1645-1708), koTopbIN
B 1679-1680 rogax cHoBa pacwmpua KOxHyto Lep-
KOBb, MOCTPOUB KOJIOKOJIbHIO B EBPOMENCKOM CTU-
Nle N yCTaHOBUB B Hel 60/1bLLOM TPYOHbIV OpraH,
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a B 1655 rogy UtanbsaHCKni MnccmoHep JItoA0BUK
Byran (1606-1682) 1 nopTyraabCKnin MMCCUOHEP
Fabpunanb Maranxasw (1609-1677) ocHoBanu B [Me-
KnHe BTopyto uepkoBb. B 1677 roay oHu ocHoBanu
BTOpYtO LiepkoBb (CBATOro Nocnda) B BOCTOUHOM
yactu ropoga lNekuH.

OpraH B uepkBu CaHblwaHb B PyuzaHm B 1631
rogy onvcaH B kHure «O HacTpolike cepALa, cnoB-
HO O HacTpoWKe opraHa» BO BTOPOM ToMme «Exxe-
AHeBHbIX TpaHckpunumii Koygo». B ctatbe YxxaH
LiaHb yka3biBaeTca, YUTO OCOBEHHOCTbIO Pa3BUTUA
opraHa B cepefyvHe 1 KoHue anHactum Mun (1572-
1644 rr.) 66110 TO, UTO OH HOAbLLE He OrpaHuYmBanN-
CA NPUABOPHBIM UCMNOb30BAHNEM, @ B HEKOTOPbIX
LepKBsX OblIM YCTAaHOBAEHbI OpPraHbl, KOTOpPbIe Ha-
Yasv BXOAUTb B XXM3Hb NPOCTbIX Atosen [[Moapob-
Hee 06 3TOM - 5].

PaHHAs anHactua LUunH (1616 rog) ¢ 6oabinm
KOJIMYECTBOM MUCCUOHEPOB, NpnbbIBLLMX B KnTal,
cnocobcTBOBaNa PacnpoCTpPaHeHWo OpPraHHON My-
3bIKM B HapoZAe MocpeaCcTBOM CTPOUTENbCTBA Liep-
KOBHOrO OpraHa v nNpoABUXeHUs Peanrmno3Hom
MY3blKa/bHOW AefTeNbHOCTN. DTO BPeMs COBMao
C nepunozoM 6apoKKo Ha 3anaze, opraH HaxoAmMTca
B 30/I0TOM BeKe Pa3BUTUSA, MPON3BOACTBO CTaHO-
BUTCA BCe Hosiee MaclUTabHbIM, TEXHONOTUS U3rO-
TOBJIEHWA PErNCTPOB M TPyb CTaHOBMTCA BCe Honee
COBEepLUEHHOW.

Bo Bpems KaHcu (1662 - 1722) ntanbsaHCKui Muc-
cnoHep Ma lFocsaHb (MatTeo Puna, 1692 - 1745)
3anucan: « [le Jiur caenan HeboAbLIOW OpraH, KOTo-
pbI aBTOMaTUYECKW UrpaeT My3biKy, MpuKacascb K
NPY>KMHe, 1 OpraH ¢ 4acoBbIM YCTPOKCTBOM». [py-
ras 3anucb O nojave opraxHa obina caenaHa B 1714
rogy: «/le NnpeanoXXuna HeCKONbLKO My3blKalbHbIX
WHCTPYMEHTOB, B LUECTUAECATBIN AeHb POXAEHMA
nMmnepaTopa, a Takxke HeboNbLIOW opraH ¢ Mexa-
HWUYECKOW CUCTEMOM, CMOCOBHONM UrpaTb aBTOMa-
Tnyeckn» [LUnT. no: 5, c. 156].

B TO Bpems LLepKOBHbI OpraH MCnosib30BaiCs
B OCHOBHOM /151 PE/IUTMO3HON MY3bIKW, MOCKONbKY
OCHOBHOW pacnpocTpaHuTesb He Obli NnepBoKIacc-
HbIM OPraHMCTOM W He NpKBO3uUA B Knutain OCHOBHbIE
eBponelckme My3blka/bHble MPOV3BEAEHUS TOTO e
nepvoga. B 7o Bpems kak 3anagHas My3bika B nepu-
o4 6apoKKO rnepexuaa BaxHoe pa3BuTME 3010TOrO
BeKa opraHa, NosBWINCb Takme opraHHble KOMMo-
3uTopsl, kak [. bykctexyae, A. CeennHk, N. C. bax,
. ®.FeHpenb. OCHOBHbIe 3anagHble My3biKajbHble
TeYeHMs He okasanu H6O/bLIOrO BANAHUA U BANA-
HWSA Ha KUTaNCKyro My3blKanbHY KyabTypy. Ewie

OZMH BaXHbI MOMEHT onpejensaeTca HaunoHalb-
HbiMU ycnoBuammn Kntasa. MHorve daktopsbl, Takue
Kak MoimnTnKa, 3KOHOMMKA, KyAbTypa 1 npegnoyte-
HWSA NpaBuTeNei, OrpaHNYMBatOT pacnpocTpaHeHmne
opraHa B Kntae, mo3Tomy nyTb pa3BUTMA OpraHa kak
3/1eMeHTa MHOCTPAHHOWM My3bIKaJlbHOW KYNbTypbl B
KuTae Takxe 6611 0bpeyeH NpoTekaTb CO 3HaUU-
TeNbHbIMU CIOXHOCTAMM.

Mocne OnnymHon BoriHbl (1840 roza), ¢ OTKpbI-
TVeM NATM Topro.bix NopTos B LLaHxae, MN'yaHuxoy,
CsMbIHe, HMH60 1 ®yuxoy, 3anajHas KyabTypa CHO-
Ba Bblnaack B Kutai, v 310 6611 ee BTOPOU KyAbMu-
HaLMOHHbBIN MOMEHT. Pa3BuTME OpraHHON My3biKU B
KvTtae, c 0oHOM CTOPOHBI, MPOAONXKANOCH B OCHOB-
HOM B KauecTBe MHCTPYMEHTa, CONMPOBOXAAtOLLErO
6orocny>kebHoe neHne XpUcTmaH n «NpuBA3aHHO-
ro» K Lepksu. C 4pyroli CTOPOHbI, OpraH y>e oTze-
JNNCA OT LEepPKBYM 1 BOLLEN B LUKOAbI U Apyrie mecTa
KyNbTYPHOM XXW3HW rpaxkaaH, Takune kak 3an «KoH-
Kopa» MeknHckon 6oabHULbI 1 YHUBepCUTET «Kbe-
peH», uTo co3zgano 6onee GraronpuATHbIE YCNOBUA
419 pacnpocTpaHeHuns opraHa B Kutae.

O6 opraHe B LepkBK NogpobHo nuwet TaH Ca-
060, B yactHocTH, cnegyroutee: «C 1840 no 1949
rof, MeHHO LiepKOBb OCTaBafaCb OCHOBHbIM Me-
CTOM pacnpocTpaHeHuns opraHa, B lNeknHe, LLaH-
xae, Oyu3zaHe, TAHbLU3NHE N APYTMX MecTax bblio
NMOCTPOEHO U CMOHTUPOBaHO 6osiee 40 opraHos
Pa3AnNyYHbIX pa3MepoB. B cOOTBETCTBUMN C XPOHO-
NOrnyeckMM NOpPALKOM YCTaHOBKU BbIAN N3yYeHbl
TUNNYHbIE OpraHbl» [6, ¢. 119]. MNMepBbiM opraHom,
MCNob30BaBLUMMCA B LiepkBu CBATON TpowLbl, Obi
HeboAbLLON opraH ¢ 13 perncrtpamu, AByMs CNosi-
MU KnaBmaTypbl Ana pyK n Hor. B 1883 rogy atot
opraH nepeexan B KOHLEPTHbIN 3a1. Bropon opraH
6b1n nsrotosaeH B 1883 rogy 6puTaHckoin komna-
Huen Walker c 3aBoackum Homepom 1158 n umen
TPW €109 KNaBmaTypbl ANA PYK 1 HOT 1 32 perncrpa,
KOTOpble HBblan KPYMHENLW MM OpraHoM, MOCTPOEH-
HbiM B Kutae B To Bpems. B To Bpems opraHncTom
B LepkBu 6bi1 eHTeMm (G. B. Fentum, 1843 - 1914).
Tpetuii opraH 6bia oTKpbIT 14 okTA6ps 1925 roza
C TPEMA YPOBHAMMW KAaBMUaTypbl AN PyK 1 Hor, 45
pernctpamm n 2630 Tpybamum [6, C. 120].

YumnTblBas cakpasbHoOe 3HauveHne bambyka Kak
OZJHOTO 13 OCHOBHbIX MaTepPUanoB, U3 KOTOPOro W3-
roTaBANBaANChb AyXOBble WHCTPYMEHTbI, Obl1O Obl
YANBUTENbHbBIM, €CK Obl HE NpeanpPUHMMaNnChb
NonbITKM CO3AaHNA MHCTPYMeHTa 13 3Toro bonee
[JOCTYMHOrO ANs K1Tanues Matepunana. Camosens-
Hbl1 6aMOyKOBbIV opraH 6bii co3zaH B Katonnye-

ckoM cobope AyHuzsaay B LLlaHxae mactepom JlaH
TWHBIO, KOTOPbIW, YUNUTbIBAs TPYAHOCTN C MMMOP-
TOM OPraHoB W JOCTaTOYHO BbICOKOW CTOMMOCTU
WMHCTPYMEHTOB 13 EBPOMbI, peLwns, Uto «BMecTe C
MOHaxoM Jly JIsHL@eM 1 HeCKOJIbKUMU KUTANCKM-
MW NJOTHWKaMW OH cam co3zacT 6ambykoByto Tpyby
BMECTO MeTalnyeckon Tpy6bl». ITOT 6aMbyKOBbIi
opraH UMeeT C/NOWN U3 MATY BOCbMUOKTaBHbIX Kna-
BMATyp W KJaBuaTypbl A1 HOT, BCe TPyObl caenaHbl
13 6ambyka, a 3Byk 6ambyKoBOM TPYyObl MaTOBbIN 1
NPUATHBIA. LiepeMoHNs OoTKpbITUS opraHa cocTos-
nacb 15 aBrycta 1857 roga, v raseta Beihua Jie co-
obLwmna, 4To «CHavana bblN OTKPbIT OpraH, 3aTem
Hauyanacb Mecca, n nepeg antapem, rae 6bin xop,
nen nacTop, v opraH oTBeyas. 3aTeM nocaesoBa-
Nla npornoBsesp, U NepBas YacTb MecChl 3aKOHYMNACh
necHel boropoanubl, NCMOJIHEHHON XOPOM U Op-
raHom». B 1879 rogy J/laH TnHbto NpoBen fanbHen-
Lyto pecTaBpaumto opraHa n3 6ambyka, yBenmums
€ro 210 TPex YpOBHEW KaaBMaTypbl U 24 pernctpos.
OpraH B KaTonnueckom cobope AyHu3saay aBaseT-
€Sl @IMHCTBEHHbIM CaMOZe/IbHbIM OPraHOM B KUTai-
CKOW LIepKBU, 1 BCe TPYObl ABAAHOTCS HamMByKOBbIMU»
[UnT no:6, C. 121].

CrpoutenbcTBo LLaHxalickon mexayHapoaHown
YacoBHM BbI10 3aBeplieHo B 1925 roay. 2 aekabps
1934 ropa B LepKBM Hbla YCTAHOBEH AyXOBOW Op-
raH nog mapkoi Austin Organs, 3aBOACKON HOMep
1860, c TpeMs ypOBHAMMU KnaBmaTtypbl 418 PyK U
Hor 1 34 pernctpamu. Ha cnepytowen dotorpadum
n3obpaxeH Aptyp H. IHr Ha 3TOM opraHHOM cToJe.

Ha npuBegeHHOM Bbiwe GOTO BUAHO, YTO Ha
CTeHax anTaps ecTb ABe OTAe/bHble KOPUYHEBbIE
opraHHble kKopobkun. OpraH 6611 NOBPEXAEH BO Bpe-
M$S @HTUSATIOHCKOM BOWHBI, McUe3na ero kapegpa c
MaHyafamu, HO LMK A8 OpraHa COXpaHWICA U
CTan BTOPbIM U3 TPEeX OpPraHoB, OCTaBAeHHbIX Ku-
TaeM Ha mecTe.

OpraH BHe LiepkBu. TeaTpanbHbI opraH B LLlaH-
xarickoMm Teatpe Buktopuun. CornacHo onybamko-
BaHHOW B «TanMmc» «lllaHxalckon nporpamme
KMHOYMK3HAa», B Kntae yxe cyliecTBoBan «Tea-
TpanbHbIN» opraH He no3aHee 1918 roga, a npo-
n3BoauTenem atoro opraHa 6ein Wurlitzer. Opran
B KMHOTeaTpe BukTtopun siBaseTcs nepsbiM, yCTa-
HoB/eHHbIM B KuTae. Korga TeatpafbHblii opraH
(Theatre Organ) 6bin1 BNepBble BBeAEH B KMHOTEa-
TPbI, UX Lieab 3akiroyanacb B TOM, 4Tobbl obecne-
UYNTb COMPOBOXAEHME HEMbIX GUABMOB 1 MOMOYb
co3aaTtb aTMochepy, MOALEPXKMBAOLLYHO ABUXKEHNS,
MoKa3saHHble Ha 3kpaHe. Tpybbl TeaTpasbHOro opra-
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Ha 6blIM MOMeLLEHbl B KOMHATY W CrpsATaHbl BEJNKO-
NEMHOM FMMNCOBON PELLETKON, 3TO Bbl1 KOMMIEKCHbIN
opkecTp, biarogaps ero cnocobHOCTM UMUTUPOBATbL
pa3/InyHble TOHa BCero opkecTpa (CTPYHHbIe, gepe-
BSHHbIE AyXOBble, MeZHble, YAapHble 1 T.A4.).

B 1920 rogy amepwkaHeL, [)xoH Pokdennep du-
HaHCMpPOBan yCTaHOBKY TeaTpasibHOro opraHa B 3ase
« KoHkopg, - 1» B lNeknHe, nponssBojuTenem KoTo-
poro 6blna amepurkaHckas koMmnaHus Kimball.

3 31Ol gparoueHHol poTorpadum Mbl MOXKEM
ACHO BMAETb OCHOBHYIO KapTUHY Kadeapbl opraHa,
KOTOPbIV UMeET ZBe KNaBumaTypbl € 61 KnaBuwamm 1
knaBmatypa ¢ AByma neganamu Swell n Crescendo.
DTOT OpraH OTKpPbIJ HOBYH 3pY B KY/IbTYPHOW XM3-
HW MeknHa. MNo3xe B xo4e BOWHbI U Hecnopsakos
6blM yTEPsHbI My3blKaJbHbIA CTO/1 U BO3A4YyXOAYBKa
OpraHa, Ho, K C4YacTbtO, 3ByKOBbIe TPYObl, perncTpso,
ALLMKN W T. f. COXPAHUANCh 4O CKX NMOP, CTaB TPETbUM
13 Tpex opraHoB, ocTaBNeHHbIX Kutaem Ha mecTe.

B 2021 rogy ®oHg MeamLumHCKOro obpasoBaHus
MeKknHCKOro coto3a Hayan paboTy No BOCCTaHOBAE-
HWtO opraHa. 7 anpensa 2023 roga B MeanLMHCKOM
konneaxxe KoHkopaa coctosancs «CTONETHUI OpraH-
HbI KOHLLEPT», KOTOPbIY, HAKOHELL, CHOBa MPO3BYyYas
B 3ane KoHkopgaa [O6 3ToMm nogpobHee — 6, . 123].

CerozHs opraHHas My3bika B Kutae nonyumna bec-
npeLeseHTHoe pa3BuTre, Byab TO CKOPOCTb Pacnpo-
CTpaHeHUs, CpesCTBa U Cnocobbl pacnpocTpaHeHus,
npeTtepnenn 3HaynTebHble N3MEHEHNS, CNOCO6-
CTBYS Ky/IbTYPHOMY OBMeHy KUTaCKOM 1 3anasHoMn
My3bikn. KOHKPETHO 3TO NPOSABASETCS B CAEAYHOLLNX
ocobeHHoCTAX:

Bo-nepBblIx, M3MeHWAach PO/b OpraHa B My3blKaslb-
Hol KynbType Kutas. TpyOHbI opraH U3 nepBoHa-
YaNbHOrO UHCTPYMEHTA COMPOBOXAEHWSA LIEPKOBHbIX
LEePEMOHNN NPeBPaTUICA B BaXKHbI MHCTPYMEHT
B CaMOAEATENIbHON KYNbTYPHOW XXM3HW Macc, No-
CTEMNEeHHO OTAENAACh OT HOrocNy>KebHbIX NPaKTUK U
NpeBpaLLasch B CBETCKUIA KOHLLEPTHBIA HCTPYMEHT,
AEMOHCTPUPYS BaXKHbIN NEPEXOZ OT MOAUMHEHHOTO
K rnaBHOMY CTaTyCy.

Bo-BTOpPbIX, UI3MEHUAUCH NYTU pacnpocTpaHe-
HWA opraHa. Cpean cybbekToB pacnpocTpaHeHus

— MUWUCCUMOHEpPbI, MIHOCTPaHHble yunTens, NoaAuTu-
KW, GUHAHCKCTbI, MHOCTPaHHbIE CTYAEHTbI U T. 4. Vx
My3blKaJIbHOE KauecTBO M YB/IEYEHHOCTb OPraHHOM
MY3bIKOW HampsMYH BAUSIOT Ha Ka4yecTBO pacnpo-
CTpaHEeHWs opraHa, YTo TakKe CBUAETENbCTBYET O
TOM, UTO pPacnpoCTpaHeHNe KUTACKOro opraHa ne-
peLuio OT BOpPa U LLepKBU K Hapoay.

B-TpeTbux, M3MEHUANCL OCOBEHHOCTU OpraHHo-
ro penepTtyapa. bonbLuoe KOAMYECTBO COLHOTO Op-
raHHOro KOHLIEPTHOro penepTyapa Obl10 BbIpBaHO
N3 PesIrMo3HOro koHTtekcTa. CTiab Npon3BeseHin
OXBaTbIBaEeT 3Moxy 6apoKKo, KNaccmLm3Ma, pOMaH-
TM3Ma 1 T. 4. C pa3Butnem BpemeHn B Knutae nosisns-
FOTCS MPeKpacHble NPOU3BEAEHNS MHOTUX N3BECTHbIX
komno3uTopos [O6 3ToM nogpobHee — 7, ¢. 232].

B-ueTBepTbIX, PEBONIOLIUN, BOWHbI U NoAaBe-
HVe pennrny HaHecamn yuepb oprany. B cuny oco-
H6eHHOCTeNn caMoro MHCTPYMEeHTa B paHHUI Nepuos,
TPYOHbI OpraH NPOeKTUPOBAaCA U CTPOUACS ANs
pa3MeLLEeHNs B LLepKBAX, ayAUTOPUAX M KOHLLEPTHbIX
3a/1ax, U ero OrpOMHbIe pPa3Mepbl U HEMOABUKHOCTb
npuBeAnN K HEBO3MOXHOCTN BOBPEMS NEPEHECTU 1
YKPbITb €r0 B 3KCTPEHHBIX CyYasX.

Co BpemeH OnunymHow BoliHbl (1840), ncxoas ns
noTpebHOCTeN KyNbTypHOro pa3suTmsa Kutas, nsHa-
YaNbHO MHOCTPAHHbIN MHCTPYMEHT — TPYOHbIN OpraH
— BJIVJ CBEXYH KPOBb B My3bIKabHYH KyabTypy Kn-
Tas. Pa3BuTune KnTackoro TpyOHOro opraHa cerogHs
WAET MO NyTU NOCTeNeHHON NpodeccmoHanmn3aLuu,
MOSIBWINCH KUTANCKME UCTOJHUTENN U MEPBbIE KOM-
NO3MTOPbI, 4151 KOTOPbIX UMEHHO OpraH CTaHOBUTCS
BaXKHENLLIMM CPeACTBOM XyAOXECTBEHHOW Bblpa3u-
TesibHOCTW. [MosABUANCE NpU3HakK GopMUpPOBaHUs
TpaanLummn 1 ee nokanmsauum. OpraH Hayaau BKIKO-
yaTb B 0bpa3oBaTesibHble MPOrpamMmbl y4ebHbIX 3aBe-
AeHWI My3blkanbHoro npoouns [O6 3Tom nogpobHee
— 8]. borateiiLwe Bblpa3nTesibHble BO3MOXHOCTH,
TeMBpOoBble KpacoTbl OpraHa okasaamncb CO3BYYHbI-
MW YCTaHOB/IEHWAM KUTANCKOW My3blKalbHOW 3CTe-
TUKM U, Ha Hall B3rnsz, GopMupytoLLLascs opraHHas
kynbTypa Kutas nmeeT 6osbLuMe NEPCNeKTUBSI.
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OF TRADITIONAL CHINESE CALLIGRAPHY
IN THE CREATIVE WORK OF ZAO WOU-KI

Summary. The article analyses the influence of tradi-
tional Chinese calligraphy and painting on the creative
work of the world-famous Chinese artist, Zao Wou-Ki
(1921-2013), a prominent representative of the new Par-
is School. Zao Wou-Ki's works represent the practical
application of the theory of the ancient art of calligra-
phy and painting, the expression of deep feelings and

Zao Wou-Ki (13 February 1921 — 9 April 2013)
was born in Beijing. In 1935, he entered the Hang-
zhou Art School, and in 1948, he went to study paint-
ing in France, where he spent most of his life. In his
paintings, he used the forms of modern Western
painting, interpreting them in the context of tradi-
tional Chinese culture and art. Zao Wou-Ki created
a new pictorial space with changing colours, power-
ful brushstrokes, and a special sense of rhythm and
light [7]. In the context of modern Western lyrical
abstraction, his art made him a prominent repre-
sentative of the new Paris School [3, pp. 64-65]. Hav-
ing worked as an artist in the French gallery all his
life, Zao Wou-Ki became a professor at the Nation-
al School of Decorative Arts in Paris; he was elected
a member of the French Académie des Beaux-Arts
and a Knight of the Legion of Honour. He had more
than 160 solo exhibitions around the world.

Zao Wou-Ki's works are the practical applica-
tion of the theory of the ancient art of calligraphy
and painting, expressing inner feelings through cal-
ligraphy [4]. His works deliberately include ancient

116

emotions using techniques characteristic of calligraphy.
His abstract works deliberately include ancient Chinese
artists’ philosophical ideas about the Universe and all
that exists, distinguishing his paintings from Western
abstract painting.

Keywords: Zao Wou-Ki, Chinese calligraphy, Chinese
traditional painting, “oil as water”, new Paris school.

Chinese artists’ philosophical ideas about the uni-
verse and all things.

The writing of a regular person who writes accu-
rately and flawlessly is not calligraphy. Characters
written by regular people are not kept in collec-
tions by libraries or museums; what they want to
preserve is the treasures passed down from gener-
ation to generation. The art of calligraphy is what
is written by a famous calligrapher and has a crea-
tive and unique writing technique. Calligraphic art
can only be given to libraries and museums if it is
of high value.

Calligraphy refers to a method of writing with a
brush that focuses on the movement of the brush,
dot writing, structure, arrangement (of lines, com-
position). For example, brushwork involves hold-
ing the brush with five fingers with “tightly closed
fingers and empty palm” (a manner of holding the
brush in which the thumb, index finger, and mid-
dle finger tightly grasp the handle of the brush; the
ring finger presses the brush from behind, and the
little finger supports the ring finger). Brush guid-
ance involves using a “centred tip” (directing the

brush strictly vertically to the paper); the dots and
strokes should be perfect and thoughtful; the struc-
ture should be horizontal and straight and coor-
dinated in meaning. The arrangement should be
intricate and varied, and the whole work should be
spiritual. The main focus here is on the method of
writing Chinese characters with a brush, which is
described in more detail in Li Shenyang's (813-853)
book, Introduction to Calligraphy: “It is a method
of using a brush to write articles and poems in Chi-
nese characters, turning them into works of art” [6].

As an art form, calligraphy is not only a means
of recording events; it also has rich figurative char-
acteristics. The art of calligraphy and painting both
use line as a means of expression, and there is a
saying that “calligraphy and painting have the same
origin”. Calligraphers make full use of writing tools
such as brushes; they can write works in various
styles, bringing people artistic pleasure and achiev-
ing good artistic effects.

The term “calligraphy” refers to works that have
a certain level of calligraphic artistic skill; they be-
come relics of painting. Often, calligraphic works
are written in the style of KaiShu (regular script),
XingShu (semiregular script), CaoShu (cursive script),
LiShu (official script), and ZhuanShu (small and large
seals). These five styles can be called masterpieces
of calligraphy. They have high artistic and cultural
value, and can be studied and copied by genera-
tions of calligraphers.

The art of calligraphy reached its peak during
the Eastern Jin Dynasty (317-420 AD). Modern cal-
ligraphy art is inherited from the art of ancient cal-
ligraphy; however, many excellent techniques of
ancient calligraphy have been lost. A lot of callig-
raphers strive to inherit the beautiful traditions of
ancient calligraphy. To appreciate the art of callig-
raphy, it is necessary to have an understanding of
its styles and origins.

The traditional types of calligraphy include LiShu,
ZhuanShu, KaiShu, XingShu, and CaoShu. They are
unique in the world and represent the highest lev-
el of oriental art.

LiShu is also known as Han Li (Han LiShu), a for-
mal style commonly found in Chinese writing. It
has a slightly wide and flattened shape, with long
horizontal and short straight strokes, with a “silk-
worm head and goose tail” and “three turns on each
stroke (fancy calligraphy style)” (ill. 1). LiShu origi-
nated in the Qin Dynasty, created by Cheng Miao,
and reached its peak in the Eastern Han Dynasty,

Il 7. LiShu: A fragment of the Cao Quan Stele in the Stele
Forest. Xian, Shaanxi. Eastern Han, 185 A.D.

Ill. 2. CaoShu: «Huaisu chishui». 1Tth or 12th year of the Tang
Dynasty period. Ink on paper. 28.3 x 775. The Palace Museum,
Beijing.

where it greatly influenced subsequent calligraphy.
In calligraphy circles, it is known as “Han LiShu, a
model for the Tang Dynasty”. The steles of the Tem-
ple of Confucius in Qufu, Shandong Province, can
serve as an example. They were engraved in the
LiShu style in the second year of the Han Dynasty
(156). They are 227.2 cm long and 102.4 cm wide.
The “forest” of steles serves as both a remarkable
historical picture and an exhibition of calligraph-
ic and carving art.

KaiShu is also known as zhengkang, zhenshu,
and zhengshu. It developed from LiShu, which was
compiled by Cheng Miao, and became more sim-
plified, with horizontal and vertical lines. KaiShu
means "model, example”, which was first discussed
in Zhang Huaiguan's Shuduan. It was used in the
Six Dynasties, such as in Yang Xin's Cai, and also in
Wang Senggian’s Discourse on Calligraphy — Bi-
ography of Wei Tang, which says, “Zhonghuang, a
native of Jingzhao, was proficient in KaiShu".

XingShu originates from LiShu, a style created
to compensate for the slow writing speed of Kai-
Shu and the illegibility of CaoShu. The word “xing”
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Il 3. XingShu: «Manuscript For Sacrifice To My Nephew» by Yan Zhenqing, Tang Dynasty, 758 A.D. First year of the Qian Yuan period.
28,5 x 75,5. National Palace Museum, Taipei.

means “to walk”; thus, it is not as careless as Ca-
oShu, and not as straight as KaiShu. It is essential-
ly a cursiveisation of KaiShu or a regularisation of
CaoShu. XingShu scripts (ill. 3) that lean more to-
ward KaiShu than CaoShu are called xingcai, and
those that lean more toward CaoShu than KaiShu
are called xingcao.

CaoShu is a style of Chinese writing character-
ised by a simple structure and continuous strokes.
It was formed during the Han Dynasty and devel-
oped from LiShu for the convenience of writing.
There is a distinction between Zhangcao (the for-
mal cursive of the Han Dynasty), Jingcao (the cursive
introduced since the Jin and Tang Dynasties), and
Kuangcao (free cursive), which is beautiful in its cha-
os. In Shuowen Jiezi, it is said that “in Han, CaoShu
is used”. CaoShu originated in the early Han Dynas-
ty and is characterised by preserving the outline of
the character, as well as loss of the rules of LiShu,
leniency in writing quickly; due to the meaning of
“cao chuang” (rough draft, initial version; literally,
"making grass”), it is called CaoShu (cursive) (ill. 1).

Chinese painting and calligraphy express the art-
ist's inner emotions through highly abstract brush-
strokes and ink strokes. The use of a calligraphy
brush is also appropriate when creating paintings
[1]. Calligraphy has a deep history in China. The
spirit of Chinese calligraphy is reflected in cursive
script, statuary script, large and small seals, and
the theory that “Chinese calligraphy and painting
have the same origin”, which is a unique expres-
sion of traditional oriental painting. In Zao Wou-
Ki's paintings, we can see the calligraphic use of the
brush: lifting, hooking, pressing, etc. The brushwork
is beautifully reflected in the detailed parts of his
paintings, turning the traditional line technique su-
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perimposed on the fine brushstrokes of oil paint-
ing into thought-provoking strokes.

In Europe, there is a distance between image
and symbol, between reading and viewing, between
abstraction and corporeality, whereas in the tradi-
tional origins of Chinese art, such a division does
not exist. Chinese characters are pictograms, which
means that Chinese characters themselves are im-
ages. These abstract symbols and forms have be-
come a way for literati to express their emotions
and thoughts, an artistic expression of poetry, cal-
ligraphy, and painting with a single basis [2]. Ac-
cording to ancient Chinese theory, what is important
is not the pictorial image itself, but how the artist
uses lines to achieve expressiveness.

Zao Wou-Ki began to study calligraphy at the
age of six. The way he uses his brush, the char-
acteristics of his brushstrokes have qualities char-
acteristic of Eastern calligraphy, they are different
from the brushstroke methods of Western artists.
As Zao Wou-Ki claimed, calligraphy created for him
the foundations of brushwork that are unique to
Eastern artists. The experience of using a brush in
calligraphic practice made his hand more flexible,
and his understanding of calligraphy influenced his
artistic concept. His skilful use of the calligraphic
brush is the main reason why his abstract painting
is different from Western painting [5], and his crea-
tive style is characterised by artistic integrity (ill. 6).

He uses symbolic elements such as oracle bones
and painted stone tiles, combines them with cal-
ligraphic strokes to form a line full of dynamics, and
then, finally, combines the expressive lines into his
own visual elements.

The work 06.05.78 (ill. 4) is a contrast of dark and
light, reminiscent of yin and yang, the confronta-
tion of dense black clots of energy and light, full of

symbolic power and dramatic effects. In 24.10.68
(ill. 9) from 1968, one can trace the artist’s evolu-
tion from the LiShu style to “cursive writing”: the
rough and energetic drawing breaks down into de-
tails, imparting airiness and mobility to the surface
of the canvas. The image seems to come to life, gen-
erating forms filled with tension, dynamics, freely
wandering in space, turning a relatively static two-di-
mensional image into a three-dimensional organ-
ic artistic phenomenon. There is no specific image
here; the viewer is given the opportunity to inter-
pret the artist’s intentions. His paintings are pure
improvisation, based on spontaneity and chance.
This approach testifies to the influence of the an-
cient tradition of the inseparable unity of calligra-
phy and painting on his work.

In addition, the artist uses a variety of tradition-
al Chinese ink painting techniques: lifting, press-
ing, pressing with horizontal stroke, broken stroke,
stretching stroke, straight stroke, crossing stroke,
and sweep; “counting white as black”, black where
there is ink, white where there is no ink, black and
white complement each other and serve as yin and
yang, “five-step ink tone scale” and an ordered struc-
ture of the painting (ill. 7).

Zao Wou-Ki's use of the brush is rich in varia-
tions and power. His use and control of oil (“oil as
water” — dripping ink) is another important charac-
teristic. In his early works, he also experimented with
imitating Chinese ink painting with a lot of water.
In later works, the fluidity of the oil paint and the
blurring of the contours are expressed even more
fully, giving the painting a special poetic character,
reminiscent of the gohua tradition.

In traditional Chinese ink painting, “water man-
agement” is one of its main features, as ink is mixed
with different proportions of water to produce dif-
ferent effects on xuancheng paper, sometimes show-
ing a thickened line, sometimes a blurred line. 1974,
when he returned to ink painting, was an important
turning point in Zao Wou-Ki's creative biography.
Large white areas of paper, not filled with ink, cre-
ate space for free improvisation.

In Zao Wou-Ki's painting, Landscape Painting
(ill. 8), we do not see specific recognisable objects;
it is a tribute to subjective imagination. With the
flexible movement of the brush in calligraphy, the
master uses gradation of tone to nuance the com-
position and abstract motifs, organising a rhyth-
mically ordered space filled with movement. The
embodiment of the national spirit in the painting

Il 4. Zao Wou-Ki. «06.05.78». 1978. Oil on canvas.
130 x 195 cm.

Il 5. XingShu: «Manuscript For Sacrifice To My Nephew» by
Yan Zhenging, Tang Dynasty, 758 A.D. First year of the Qian Yuan
period. 28,5 x 75,5. National Palace Museum, Taipei.

is conveyed by the sparing colouring and power-
ful expression of the drawing and brush strokes.

In the painting 10.01.91 (ill. 5), the artist explores
the texture of oil paint, its expressive possibilities.
On the one hand, the artist overcomes the limits
of oil painting, diluting the viscous matter, which
turns into a transparent, fluid texture before our
eyes. On the other hand, changing the pressure of
the brush, controlling the intensity of the tone cre-
ate the illusion of clouds against the background
of an orange sunset sky.

Zao Wou-Ki's works fully utilise the “oil as wa-
ter” method (ill. 6), reflecting the deep influence of
traditional Chinese ink painting on his work. This
feature ultimately gives his images a full-fledged
feeling of ink and blur. This characterises his ori-
ental style, giving his abstract vision a sense of im-
pressive power. In a foggy and illusory space, the
final embodiment of the accidental and intention-
al is achieved, an effect different from Western ab-
straction.
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O XYIOXECTBEHHOM CBOEOBPA3I
TPAANLIMOHHOW KUTANCKOW KANNUTPASUN
N XXNBOMWC B TBOPYECTBE Y>XKAO YLI3U

AHHomayus. CTaTbsl MOCBALLEHa aHaNW3y BANAHUSA
TPaAVLMOHHOW KNTaNCcKON Kananrpadmm n Xnsonmcum
Ha TBOPYECTBO M3BECTHOrO BO BCEM MMpPE KMTANCKOro
XyAoxHuka Yxao Yusm (1921-2013), apkoro npeacraBu-
Tens HoBow MNapuxckoi wkonbl. MNponssegeHns Yxao
Yu3m npeactaBastoT cObo NpakTuyeckoe npumMeHeHmne
Teopuu ApeBHEro UCKYCcCcTBa Kaaaurpapum n XmBonucu,
BbIpaXkeHue rnyboKMx YyBCTB M IMOLMIA C MOMOLLbIO MPK-

Yxao Yusu (13 ¢pespana 1921-9 anpens 2013)
poguncs B NekuHe. B 1935 rogy oH noctynua B xy-
[OXEeCTBEHHYHO KOy XaHuxoy, a B 1948 roay ye-
Xan yumnTbCs XXmBonucy Bo ®paHuuu, rae n nposen
60/bLUYIO YaCTb XM3HW. B cBOMX KapTWHax OH mc-
nosab3oBas GOpPMbl COBPEMEHHOW 3anajHOM Xu-
BOMMUCK, OCMbICASAS UX B KOHTEKCTE TPaAULIMOHHOM
KUTAMCKON KyNbTypbl 1 UCKyCCTBa. Y>kao Yu3m co3gan
HOBOE >KMBOMWCHOE NMPOCTPAHCTBO C MEHAIOLLMMU-
€S LBeTamMu, MOLLHbIMW Ma3kaMun U 0CObbIM UyB-
CTBOM puTMa 1 cBeTa [7]. Ero nckyccTBo B KOHTEKCTe
COBPEMEHHOW 3aMaZHoN IMpUYecKon abcTpakymm
cAienano ero ApK1M npeacTaButesieM HoBow MNapux-
CKOM WKoAbl [3, ¢. 64-65]. Bcto xun3Hb paboTtas xy-
8OXHUKOM BO PpaHLy3ckor ranepee, Yxao Yu3u
ctan npodeccopom HauMoHaNbHOW LWKOAbI AEKO-
paTUBHbIX UCKycCTB B MNapuxe, 6bin M3bpaH UneHoM
AKaZeMunn n3sALHbIX NckyccTs PpaHumm 1 pbila-
pem OpgeHa MNMoyeTHoro JlernoHa. OH nposen 60-
nee 160 nepcoHanbHbIX BbICTABOK MO BCEMY MUPY.

TBopeHus Yxxao Yu3n npeacTaBasaoT cobom
npakTnyeckoe NpUMeHeHVe Teopumn APEBHErO UC-
KyccTBa Kanamrpaduum n XMBOMMUcK, BblpaxxeHne
BHYTPEHHWNX YyBCTB C MOMOLLbIO Kaaaurpadum [4].

€MOB, XapaKkTepHbix Ans Kaanurpaduu. B ero abctpakT-
Hble TBOPEHUSA CO3HaTeIbHO BK/OUeHbl dpunocodckme
Naev ApeBHUX KNTANCKUX AedTenel nckyccrea o Beenen-
HOWM 1 BCEM CyLLEM, YTO OT/IMYaeT ero KapTWHbI OT 3a-
nagHoOM abCTPakTHOMN XXMBOMKCH.

Knroyessle cnosa: Yxao Yy3u, kumalickas kanauzpa-
dus, kumalickas mpaduyuoHHAs XUB80NUCk, «MAcsoM
kak eodoli», Hosas Mapuxckas wkoAa.

B ero npounseeaeHus cO3HaTeNbHO BK/IOUEHbI HU-
nocodckme UAen ApeBHUX KUTAUCKUX AedTesen nc-
KyccTBa o BceneHHoM n BceMm cyLiem.

Kannurpadus — 310 He MMcbMO 0BbIYHOTO Yeno-
BEKa, KOTOPbIV NMULLET NMPaBuIbHO 1 6e30WNH0YHO.
BrnbanoTekn n Mysen He XpaHAT KOANEKLUN Nepo-
rMMOB, HaMMCaHHbIX OObIYHBIMU NHOABMU; TO, UTO
OHW XOTAT COXPaHWUTb, — 3TO COKPOBMULLIA, Nepesa-
oL Mecs 13 NokoNeHns B nokoaeHne. Mbl Hasbl-
BaeM MCKYCCTBOM Kaamvrpapuu 1o, UTo HanmcaHo
N3BECTHbIM Kananrpadom 1 nMeeT TBOPYECKYHO U
HEenoBTOPVMYIO TeXHUKY nucbma. Kannurpaduue-
CKO€ MCKYCCTBO MOXKET ObITb NepesaHo B brubamnote-
KW 1 My3eu TOIbKO B TOM CAy4yae, ecin OHO nmeet
BbICOKYHO LIEHHOCTb.

Kannurpadusa oTHOCMTCA K MeTOAY NMUCbMA Kn-
CTbHO, KOTOPbIV GOKYCMPYETCA Ha BeAeHUN KUCTH,
HanMcaHve ToYKaMu, CTPYKTYpa, pacnonoxXeHne
(nAMHWR, komMno3uumK). Hanprmep, NCNONHEHWE Kn-
CTblO MOApPa3ymMeBaeT cnocob gepXaHnsa KMCTbLO NA-
TbHO MasbLaMW «MJIOTHO NpUaeraroLLme naablbl 1
nycTas naZioHb» (CNOCob Aep>KaHUs KUCTK, MPU KO-
TOpPOM BONbLIOW, YKa3aTebHbIV U CPeAHWUIA Nab-
Lbl MJOTHO 3aXKUMatOT PyYKy KUCTW, 6€3bIMAHHbIN
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Ill. 6. Zao Wou-Ki. <Homage to my friend Henri Michaux, April
1999 - August 2000 - Triptych». 1999-2000. Oil on canvas.

200 x 750 cm.

Il 7. Zao Wou-Ki. «03.01.80». 1980. Oil on canvas.
80 x 92 cm.

nanew, Npu>XMMaeT KUCTb C3a4M, @ MU3UHEL, NOA-
Aep>kmBaeT 6e3bIMSAHHbIV nasew); BeAeHne KUCTU
noZpasymMeBaeT UCMO/Ib30BaHME «CLLEHTPUPOBaH-
HOrO KOHYMKa» (HanpaB/ieHWe KUCTU CTPOro BepTu-
KasbHO K Bymare); TOUKW W WTPUXU AOJXKHbI ObITb
COBEpLUEHHbIMY ¥ MPOAYMaHHbIMU; CTPYKTYpa LOJXK-
Ha BblTb FOPU3OHTAILHOW 1 MPAMOM 1N COYeTaThCs
MO CMbIC/Y; PacMONOXeHNe JOMKHO BblTb 3aMbiC-
NoBaTbIM ¥ pa3HOObpa3HbIM, a BCe MPOU3BeLeHNe
[OKHO BbITb 0OZYXOTBOPEHHbIM. OCHOBHOE BHMMa-
HWe 34ecCb yAeNnseTcd MeToay HanucaHna KTamckux
MepornndoB K1CTbHO, KOTOPLIN 6onee NogpobHo
onucaH B kHure Jln WaHbsHa (813 - 853) «Beeae-
Hue B Kaianrpaduio»: «3T0 MeTOZ UCMOAb30BaHNA
KUCTW ANS HanMWCaHWs CcTaTel U CTUXOB KUTaNCKUMM
neporandamu, NpespaLlaoLmii Ux B Npon3Bese-
HWA nckyccTea» [6].

Kak BuA nckycctBa kanamrpadpus saeasieTcs He
TOJIbKO CPeACTBOM 3anevyaTtieHns COObITUI, HO n
obnagaet 6oratbiMn 0H6pa3HbIMKN XapakTepUCTU-
Kamu. VickyccTBO Kanamrpadum v XXMBONnUCK npu-
6eraroT K IMHUM KakK CPeACTBY BblpaXKeHWs, N eCcTb
MOroBOpKa, UTo «Kanamrpadms n >KMBOMUCb MMe-
FOT OZHO U TO Xe NpouncxoxaeHue». Kanaurpadol B
MOJIHON Mepe NCMOJIb3YHT UHCTPYMEHTbI A/ MUCh-
Ma Takue, Kak KUCTWU, U MOTYT nucaTb paboTbl B pas-
JINYHBIX CTUASX, LOCTaBAAA NHOAAM XYAOXKECTBEHHOE
YA,O0BOABCTBUE U AOCTUTAas XOPOLLUUX XYA0XECTBEH-
HbIX 3$deKTOoB.

TepMuH «kananrpadms» oTHOCUTCS K paboTam,
NUMEIOLLMM OMNpeaeNeHHbI YpOBeHb Kaaaurpadpu-
YECKOro Xy 0XeCTBEHHOro MCKYCCTBa, KOTOpble
CTaHOBATCA PENUKBUAMM XMBOMMUCK. YacTo Kan-
nvrpaduyeckne NponsBeseHNs HanncaHbl B CTuie
Kanwy (HopmMaTUMBHOE yCTaBHOE MUCbMO), CUH-

122

wy (nonyycrtaBHoe nN1UcbMO), LaoLly (CKOPOMMCh),
avwy (oduumanbHOe NMCbMO) U YUXKyaHbLUy (Manas
1 6onbllasg neyatn). 3TN NATb CTUAEN MOXHO Ha-
3BaTb WeaeBpamMu Kananrpadum, OHU UMEOT Bbl-
COKYHO XYZLOXKECTBEHHYO U KY/bTYPHYH LLeHHOCTb
N MOTYT MU3y4aTbCs U KOMUPOBATbCSA MOKONEHNAMU
Kanarpados.

VckyccTBO Kananrpadum 4oCTUrio CBOero nuka
BO BpemeHa AnHactum BoctouHas LsuHbe (317-420 rr.
H.3.). CoBpeMeHHOe MCKyCCTBO Kananrpadum yHacne-
[l0BaHO OT UCKYCCTBA APEBHEN Kanaurpadum, ogHako
MHOr1e NPeBOCXOAHbIE TEXHUKM APEBHEN Kaaamrpa-
bun Bblan yTepsHbl. MHOrne kanaurpadbl CTpemMsaT-
€A yHacneAoBaTb NpeKpacHble TPaguLMKN APeBHEN
kannaurpadumm. YtTobbl OLEHUTL NCKYCCTBO Kanam-
rpadumuv, HeObXOANUMO MMETb NPeACTaBieHNe O ee
CTUAAX N MPONCXOXKAEHUN.

K TpagnumoHHbIM BUAaM Kanaurpadbum oTHo-
CATCA: NNLLY, YXKyaHbLUy, KanLly, CUHLLY W1 LLaoLuy,
KOTOpble TakXKe ABAAIOTCA YHUKANbHBIMU B MUPE U
npeacTaBAAtoT cO60M BblCOYaNLLIMIA YPOBEHb BOC-
TOYHOrO UCKYCCTBa.

Jlvwy Takxe mn3BecTeH Kak XaHb Jln (xaHbckoe
NNLLY), TOPXKECTBEHHbIV CTUb, OBbIYHO BCTPEYato-
LLMICA B KATAWCKOW NMUCbMEHHOCTW, OH UMEET Cier-
Ka LMPOKYH 1 ynaoLeHHY GOopMmy, C ANNHHBbIMU
FOPU30HTaNbHBbIMW U KOPOTKMMM NMPAMbIMU LUTPU-
XaMW, C «rOJIOBOW LUENKONPSAAA U XBOCTOM Tycsi» U
«TpemMsa NOBOPOTaMM Ha KaXAoM LTpuxe (Bblvyp-
HbIV CTUAb Kananrpadum)» (uan. 1). Jinwy BO3HUK
BO BpemeHa AuHactum LinHb, bbin co3gan YaH Mso
N JOCTUT CBOEro Munka B 3noxy BoctouHol XaHb,
rze okasan 3HauuTeslbHOe BAUSHME Ha NOoCaeayto-
wyto kananrpaduto. B kpyrax kanamrpadoB OH 13-
BECTEH KaK «XaHbCKWI anLy, obpaseL, 415 3noxu
TaH». B kauecTBe npumMmepa MOXXHO NPUBECTU CTe-
Nkl xpama KoHoyuums B ropoge Litondy, npoBuHLmMM
LWaHbayH. VIx rpaBupoBKka caenaHa BO BTOPOW rog,
npasaeHna gnHacTum XaHb (156 r.), B cTvne anwy,
227,2 cm B anviHy n 102,4 cm B lWivpwuHy. Jlec cten
CAY>XKUT N 3aMeYaTesIbHOM NCTOPUNUYECKOM KapTu-
HOM, 1 BbICTaBKOW Kanamrpabuyeckoro n pesHo-
ro MCKyccCTBa.

KariLy Takxe M3BECTEH MOA Ha3BaHUAMM YKIH-
KaH, YWK3HbLY W Wk3aHLWY. OH pa3BuaCsa U3 auuy,
KoTOpbI# Hbln cocTaBaeH Y3H Mso, u ctan bonee
YMPOLLEHHbIM, C TOPU3OHTAIbHLIMW W BEPTUKab-
HbIMW AnHKAMM. Kallwy nmeeT 3HaueHne «obpaseLl,
npumep», KOTOPOe BrepBble BbII0 PaCCMOTPEHO B
«LLy uxyaHb» YxxaH XyanryaHs. OH UCNosb30Ba-
ca npu LWectn anHactuax, Hanpumep, B Tekcte AH

CuHs «Llali», a Takxxe B KHure BaH CaHusHs «Pac-
CYy>XXAeHUs o Kanaurpadum — buorpadus Bar TaHa»,
rae ropoputca: «4xxyHxyaH, ypoxeHew, LIsnHuxao,
XOPOLLO BAAZEN Kanlly».

CWHLIY NPOUCXOANUT OT ALY, CTUAb BblN CO3-
JaH, UTobbl KOMMNEHCMPOBaTb MeJJ/IEHHYH CKOPOCTb
nMcbma Kanwwy n HepasbopumbocTb Laoly. Cno-
BO «CWH» O3HAYaeT «XOA4MUTb», MO3TOMY OH He Ta-
KON HeBpPEeXXHbIN, Kak LaoLly, N He TakoW NPAMON,
Kak karwly. Mo cyTu, 3T0 KypcuBu3aLms KalLly nam
perynapusauma yaowy. Hanucanusa cuHwy (uan. 3),
KOoTOpble 6onee CKAOHAIOTCA K Kallly, YeM K Lao-
LYy, Ha3blBaKOTCA «CUHKaM», a Te HanucaHus, Ko-
TOpble 6osiee CKAOHAKTCA K LaoLly, Yem K KanlLuy,
Ha3bIBatOTCA «CUHLLA0».

Llaowly — 3To CTWAb KMTAMCKOro NMcbMa, Xapak-
TEPU3YHOLLMIACA NPOCTON CTPYKTYPOW 1N HeMpepbIB-
HbIMW WTpuxamu. OH chopMMpoBanca BO BpeMeHa
AVHACTUM XaHb M pa3BUACS U3 ALY Ans ya00CTBa
nucbma. CylecTByeT pasivumne Mexay YxxaHLuao
(yctaBHasa ckoponucb Npu AMHaCcTUK XaHb), L3UH-
Lao (CKOPOMUCh, BBEAEHHAas CO BPEMEHU ANHACTUI
LI3nHb 1 TaH) 1 KyaHLao (BoJibHas CKOPOMMUCH), KO-
TOopas npekpacHa B cBoeM xaoce. B «LlloB3Hb L3eL-
3bl» FTOBOPUTCA, UTO «B XaHb MCMOJ/b3YEeTCA LLaoLLy».
Llaowy 3apogunnack B Hauyane npaBaeHNA JUHACTUN
XaHb ¥ XapakTepun3lyeTcs COXpaHeHWEeM HayepTa-
HWs neporanda, yTpaTon npaBua AnLLY, CHACXOAM-
TE/IbHOCTBHO K BbICTPOTE HaMMCaHWA, 13-3a Haanuna
CMbICNa «Ljao4vyaH» (UepHOBOW OMbIT, HaYalbHbIN
BapwWaHT; bykBaNbHO, «CO3/aHNe TPaBbl»), Ha3blBa-
eTca yaouy (ckoponucbto) (nan. 1).

Kutalickas xxmBonuch 1 Kanamrpadpus Bbipaxa-
FOT BHYTPEHHME 3MOLMN XYAOXKHMKA C MOMOLLbHO
BbICOKOAOCTPaKTHbIX Ma3KOB KUCTbIO M TYLLIbIO, MPU
CO3ZaHUN KapTWH BRageHune kananrpaduyeckom Kn-
CTbIO TOXe fBAAeTca ymecTHbIM [1]. Kanaurpadumsa
nmeet raybokyto nctopuro B Kutae, 1 gyx kutai-
ckom Kanaurpadum oTpaxeH B CKOPOMUCK, yCTaB-
HOM MMCbMe, 6O/IbLLOW U Masloi NeyaTtu, a Takxke B
TEOPUN TOTO, UTO «KUTAKMCKas Kanaurpabus n xxm-
BOMWUCb UMEIOT OAMH UCTOYHUNK», UTO ABASETCS YHU-
KaslbHbIM BblpaXKeHWeM TPagULMOHHON BOCTOYHOM
xmponucu. B kaptnHax Y>xao Yu3sum Mbl MOXeM BU-
AeTb Kannurpaduryeckoe NCnoNb3oBaHME KUCTHU:
NoAbeM, KPHOK, HaXunm 1 T.4. PaboTa K1cTbto npe-
KpacHO OTpaXkaeTcs B AeTa/lbHbIX YacTAX ero KapTuH,
npesBpaLLas TPaANLMOHHY TEXHUKY TNHWUIA, HaNOo-
SKEHHYH Ha TOHKME Ma3Ku MacasiHOM XXMBOMUCK, B
HaBOAALLME Ha Pa3MblLLUNEHUA WTPUXN.

Il 8. Zao Wou-Ki. «Landscape image». Ink on paper.

L. 9. Zao Wou-Ki. «24.10.68». 1968. Oil on canvas.
114 x 161,5 cm.

Ecnv B EBpone cywiecTtByeT ANCTaHLUA MeXAY
06pa3om 1 CUMBOIOM, MEXAY UTEHVEM U NMPOCMO-
TpOM, Mexay abcTpakuuei 1 TeNecHoCTbo, TO B Tpa-
AVNLMOHHbBIX MCTOKAaX KMTANCKOro MCKYCCTBa Takoro
pasgeneHuns He cyuecteyet. Kutainckve neporam-
bl — 3TO NUKTOrpamMMbl, TO eCTb caMu Mo cebe Ku-
Tanckme neporandsbl ABaseTcs n3obpaxkeHnem. 3T
abcTpakTHble CMMBOJBI M GOPMbI CTanW AN AnTe-
pPaTopoOB CNOCOOOM BbIpaXKeHWs CBOUX 3MOLMIA 1
MbICNEN, XyOXKECTBEHHbIM BblpaXeHeM Mo33uu,
Kanamrpadum n XXMBOMUCK C eANHOW OCHOBOM [2].
CornacHo ApeBHEeN KUTaNCKOW TeOpUK, BaKHO He
CaMo XMBOMUCHOE U30bpakeHue, a To, Kak XyL0X-
HWK MCMONb3YeT INHUN, YTODbI 4OCTUYb SKCNpec-
CUBHOCTM BblpaXKeHus.

Yxao Yu3m Havan nlyyatb kaaamrpaduio B BO3-
pacTe wwectn neT. To, Kak OH UCMONb3YeT CBOD KMUCTb,
0COBEHHOCTM ero MaskoB OTANYAIOTCA KayecTBaMy,
XapakTePHbIMUN A5 BOCTOYHOM Kaaamrpadum, oHn
OT/NYALOTCA OT METOAOB HaHEeCEHWA Ma3KOB 3anag-
HbIMU XyAo>xXHUKaMn. Kak yteepxaan Yxxao Yusu,
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Kannaurpadus coszgana Ans HEro OCHOBbI PaboTbl Kn-
CTbIO, ABNANOLLMECA YHUKANBHBIMU AN BOCTOYHbIX
XyB0XHWKOB. OMbIT MCMONb30BaHMA KUCTU B Ka-
nurpaduryeckon npakTrke caenan ero pyky bonee
rMbKoM, a MoHMMaHWe Kaaaurpadum noBanSAO Ha
€ro XyA0>XeCcTBeHHY0 KoHLenuuto. Ero nckycHoe
NCroab30BaHUe Kannurpadbruuyeckom KUCTu saBaseT-
€Sl OCHOBHOW MPUUYNHON OTANUNSA ero abCTpaKkTHOM
KMBOMWCK OT 3anazgHow [5], a Ans ero TBOpUYECKO-
ro nouyepka xapakTepHa XyA0XeCcTBeHHas LenocT-
HOCTb (M. 6).

OH ncnonb3yeT CMMBOANYECKNE 31EMEHTBI, Ta-
Kne KaK rasanbHble KOCTU 1N pacrmncHble KaMeHHble
NJANTKKN, COYeTaeT X CO WTpmxammn Kananrpadum,
4YTO6bI CGOPMUPOBATH NNHUIO, MOJTHYHO AUHAMUKM,
a 3aTeM, B NOC/IEAHION oYepesb, OObeANHAET Bbl-
pasuTeNbHble JIMHUW B CBON COBCTBEHHbIE BM3Yyallb-
Hble 3/IeMEHTbI.

Pabota «06.05.78» (unn. 4) npeactaBaset coboin
KOHTPACT TEMHOTO ¥ CBETN0r0, HaNoMWHaOLWMI VHb
1 fHb, MPOTMBOHOPCTBO MAOTHbBIX YEPHbIX CIYCTKOB
3Heprum n ceeTa, UCNOJHEHHbIE CUMBOJINYECKOWN
CUAIbl 1 ApamaTnyecknx sdpdekTos. B «24.10.68» (nan.
9) 1968 rosa MOXHO MPOCAefUTb IBOHOLINIO XY-
[AOXKHMKA OT CTWAS INLLY K «CKOPOMUCU»: Tpy6bIl 1
3HEPrMYHBIN PUCYHOK pacrnajaeTcs Ha JeTanu, coob-
LL|as MOBEPXHOCTM MOJOTHA BO3AYLUHOCTb 1 MOABUX-
HocTb. Obpa3 byATo OXMBaeT, reHepupys GopMbl,
HanoJIHEHHbIe HaMpPsXXeHNeM, AVHaMWKOW, cBOBOA-
HO 6ay>zatoLLMe B MPOCTPaHCTBe, NpeBpaLLas OTHO-
CUTENBbHO CTaTUYHOE ABYXMEPHOEe M30b6paxkeHne B
TpexMepHOe OpraHnYeckoe XyA0XeCcTBEHHOe AB/e-
Hue. KoHkpeTHbIM 06pa3 34ecb OTCYyTCTBYET, OAHAKO
3puTesb NoJlyYaeT BOSMOXHOCTb UHTEPMPETMPOBATh
3ambicen macTtepa. Ero KapTuHbI — YncTas UMNPOBM-
3aLMs, OCHOBaHHas CMOHTAHHOCTU W CIy4alHOCTK.
Takol noAxon CBUAETENbCTBYET O BAVSHUM Ha €ro
TBOPYECTBO APEBHEN TPaAULLMM HEPACTOPXKMMOTO
eVHCTBa Kaianrpadum n >KMBOMNmcK.

Kpome Toro, XyA0XKHUK Ncrnosib3yeT pasHoobpas-
Hble MPVEMbI TPAANLMOHHOW KUTANCKOW XMBOMUCK
TYLbIO: MOAHATNE, HAaXaTNe, HaXxaTne C rOPU30H-
TaJlbHbIM LUTPUXOM, JOMAHbI LUTPUX, TAHYLLUACA
WTPUX, MPAMOW LUTPUX, Nepecekarowmii WTPUX 1
pasmax; «cumTaTb 6enoe 3a YepHoe», YepHoe TaMm,
rae ectb Tylb, 6enoe Tam, r4e HeT TyLn, YepHoe 1
6enoe JOMOAHAIOT APYT ApYra U CAY>KaT MHb U fiHb,
«MATUCTYNeHYaTasa TOHOBas LWKasia TyLWm» 1 ynops-
[AOYeHHas CTPYKTypa KapTUHbl (Uan. 7).

Vicnonb3oBaHue Kncty Yskao Yu3n camo no cebe
6orato BapuaumnsamMm n cunoii. Elle ogHoOM BaxkKHOM
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€ro XapakTepuCTUKOWN SIBASETCS UCMOJIb30BaHMe U
KOHTPOJIb HaJ MacioM («Mac/oM Kak BOAOW» — Ka-
naroLLas TyLb). B cBOMX paHHUX Npon3BeseHnax oH
TakXKe 3KCNepUMEHTUPOBA, UMUTUPYS PUCYHOK KU-
TANCKOW TyLbHO C B6ObLINM KOANYECTBOM BOZAbI. B
6osiee No3aHNX paboTax TekyyecTb MaCiAHOM Kpa-
CKW, Pa3MbITOCTb KOHTYPOB BblpaXkeHbl elle bonee
MOJIHO, UTO COOBLLLAET NMOJIOTHY OCOBbLIV MO3TUYE-
CKWI XapakTep, HaNnoMuHas O TPaAULIMK roxya.

«YnpaB/ieHne BOAOV» B TPAAULIMOHHOW KuUTal-
CKOW >XKMBOMUCY TYLLIbIO ABASIETCA OLHOW W3 ee rNaB-
HblX OCOBEHHOCTEN, Tak Kak Tyllb CMeLUMBaEeTCs C
pasIMUHbIMU MPONOPLMAMU BOAbI ANS1 MONYUYEHMUS
pa3In4YHbIX 3 dEKTOB Ha CHoaHbUY3IHCKOWN bymare,
LEMOHCTPUPYSA TO CTyLLEHHY, TO Pa3MbITYO NN-
Huto. 1974 rog ctan BaXkKHbIM NOBOPOTHbIM MOMEH-
TOM B TBOpUYeCKoW buorpadpum Yxao Yusu, korga
OH BEPHYCA K XXUBOMUCK TyLbto. Bonblune 6enble
y4acTkn bymaru, He 3anojIHEHHbIe TyLblO, CO3ja-
FOT MPOCTPAHCTBO A1 CBOBOAHON MMMPOBM3aLUN.

B kapTvHe Yxxao Yu3m «/1306paxeHne nenzaxa»
(nnn. 8) Mbl He BUANM KOHKPETHbIX y3HaBaeMbIX 06b-
€KTOB, OHa IBNAETCA AaHbo CyObeKTMBHOMY BOOO-
paxxeHuto. brarogaps rmbKkomMy ABUKEHWUIO KNCTW B
Kannurpadum mMactep UCnonb3yeT rpagaumnto ToHa
N8 HIOAHCMPOBKM KOMMO3ULUMn 1 becnpeameTHbIX
MOTMBOB, OPraHn3ys pUTMUYECKN YNOopAL0YeHHOoe
NPOCTPaHCTBO, HaMONHEHHOE ABMXKEHMEM. Bonnio-
LLleHWe HaLMOHaNbHOTO Ayxa B KapTUHe nepesaHo
CKYMbIM KOJIOPUTOM W MOLLHOW 3KCNpeccuen pu-
CyHKa 1 yAapoB KMCTU.

Ha kaptunHe «10.01.91» (nan. 5) aBTop nccnepyet
TEKCTYPY MacNsiHOM Kpacku, ee Bblpa3uTeNbHble BO3-
MOXHOCTU. C OZIHOM CTOPOHBbI, XYAOXHUK Npeosoe-
BaET rpaHuLbl BO3MOXHOCTEN MaCAsiHON XMBOMUCH,
pa3baBnifsa BA3KYH MaTepPUIO, Ha rna3ax npespaLtya-
HOLLYHOCA B MPO3payHyto, Tekyuyto Tekctypy. C apy-
roli CTOPOHbI, K3MEHEHWNE HaXXMMa KICTU, KOHTPOIb
WHTEHCMBHOCTN TOHa CO3atoT U031 06/1aKoB
Ha ¢pOHe opaH>XeBOro 3akaTHOro Heba.

PaboTbl Y>ao YL3u B MOSIHON Mepe UCMOb3YHT
MeTOZ, «MacloOM Kak BOAOW» (M. 6), oTpaxkas rny-
6oKoe BAVSHNE TPaAULMOHHOM KMTaCKOW XXMBOMMU-
CW TYLUbIO Ha ero TBopYyecTBo. [laHHas 0COBeHHOCTb
B UTOre NpuAaeT ero n3obpaxkeHnsM NoaHOMepHoe
oLlyLLeHMe TYLUX 1 pa3MbITUs. DTO XapakTepusyeT
€ro BOCTOYHbIW CTWJ/Ib, MPUAAET ero abcTpakTHOMY
BUZEHWIO OLLYLLEHNE BHYLLUNTEbHON CUAbl B TymaH-
HOM 1 WAIFO30PHOM MPOCTPAHCTBE AOCTUrAeTCs KO-
HeyHOoe BOMJIOLLEHME CIYYaliHOrO U HaMEPEHHOTO,
3bdeKT, OTANYHBIN OT 3anagHOM abcTpakLmm.
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ON THE ORIGINS OF REALISM
IN PAINTING IN NEW CHINA

Summary: The article is devoted to the stages of
realistic school formation in Chinese art. The author
convincingly shows the influence of Western oil paint-
ing of the 19th and 20th centuries on Chinese painting,
the development of technical methods of European re-
alism classics, and the search for new expressiveness.
The stages of realism formation in China are associ-
ated with socio-political changes in the country dur-
ing the first half of the 20th century. The evolution of
realistic art is shown from the early theoretical con-
cepts of naturalism and realism of the revolutionary
and politician, philosopher Chen Duxiu (1879-1942),

In France, realism initially appeared in the
1830s-1870s, replacing neoclassicism and roman-
ticism. Realism became a stable and fairly well-de-
veloped movement in the artistic world. The term
was first used after the French Revolution of 1848.
The works of Gustave Courbet, Honoré Daumier,
and Jean-Francois Millet are considered examples
of this movement. According to the famous writer
and art critic, Champfleury, art should truthfully re-
flect modern life, a thought expressed in his book,
Realism, in 1857 [7]. The founder and main theorist
of the Realist school of the 1850s in French litera-
ture, Champfleury, understood realism in aesthet-
ic theory in a simplified way: not as an insight into
the essence of social processes and human charac-
ter, but as an objectivist “liberation” from an idea,
a description of everyday life without the connec-
tion of individual events and facts with social prob-
lems. Champfleury’'s main aesthetic program was
that art should be sincere and independent. He
interpreted the motto of the independence of art
as the artist's freedom from both “tendencies” and
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to the work of the painter and graphic artist, Xu Bei-
hong (1895-1953), who combined national artistic tra-
ditions with the achievements of European painting.
Without the efforts of Xu Beihong, LU Sibai, Yan Wen-
liang, and other artists, there would not have been the
development of Chinese realistic oil painting and the
current atmosphere of creative diversity, where vari-
ous schools and trends flourish.

Keywords: Chinese oil painting, traditions of realism
in Western European art, art of China in the 20th century,
the development of realism in China, Chen Duxiu, Xu
Beihong, Lii Sibai, Yan Wenliang.

model imitation: Champfleury believed that a writer
stopped being truthful as soon as they started de-
fending a position. In the book Realism, published
in 1857, Champfleury compiled all of his program-
matic pieces and novel prefaces. He began the col-
lection with a long introduction that served as the
Realist school’s manifesto.

Both romanticism and neoclassicism, which
aimed for abstract ideals, were opposed by re-
alism, which was promoted by painters like Gus-
tave Courbet. They believed that the best source
for storylines was real life, which did not require
any embellishment. Realist artists sought to depict
contemporary life, humanistic ideals, representing
people belonging to the lower classes of society
in their work. Realism as an aesthetic concept be-
came known in China in the 20th century. Its pen-
etration into China was due not only to the spread
of Western sciences, art, religion, and philosophical
concepts in the East, but also to the internal needs
of Chinese society. At different stages of its devel-
opment, Chinese realism was influenced by French

realism, Russian critical realism, and Soviet socialist
realism. Due to societal shifts and the introduction
of new concepts, realism’s internal emphases and
connotations underwent corresponding changes
in China over the 20th and 21st centuries. Realism
in China was not a stable and unchanging cultural
concept. Thus, the changes that occurred in its in-
ternal content implied the development of new so-
cial concepts and a change in aesthetic judgments.

During different periods in history, the realist
movement carried out specific tasks, such as reform-
ing and improving the outdated education system,
spreading revolutionary ideas, promoting socialist
construction, etc. In this regard, there were many
opportunities for further development of realism
in China. The form of expression implied by the
concept of realism in art was widespread in Chi-
nese art for a fairly long period of history. Gradual-
ly, under the influence of new ideas, new trends in
Chinese art emerged, such as scar painting, village
realism, new classicism, new realism, cynical real-
ism, hyperrealism, conceptual realism, and many
others, the basis of which was laid in the original
direction of realism.

Xi Jingzhi, one of the first art theorists who stud-
ied in the Soviet Union, wrote an article in which
she discussed the difference between realism and
naturalism. She distinguished these two concepts
from the point of view of the creative method and
expressive techniques. In particular, she wrote the
following: "All works of art, regardless of their sub-
ject matter, technique and style, if only they are
able to satisfy the needs of people’s spiritual life,
inspire them to struggle, arouse a healthy sense
of beauty and interest, possess the spirit of real-
ism, and all of them should be classified as real-
istic art, <...> along with the realistic approach,
there is a romantic approach, although, it seems,
the romantic approach also has the spirit of real-
ism” [4, p. 33]. Thus, Xi Jingzhi suggested outlin-
ing the framework of realism in a fairly broad key
that was not restricted in any way to the level of
realism observed in the depiction technique of art-
works. At the same time, she paid more attention
to the spirit contained in artists’ works.

The aesthetic concepts of realism first emerged
in China when the most prominent Chinese schol-
ars and art critics brought Western oil painting to
the attention of Chinese society in the first half of
the 20th century. The earliest concept of realistic
art in China was put forward by Chen Duxiu dur-

Ill. 1. Xu Beihong. Portrait of a Woman. 73 x 53 cm. Oil on
canvas. 1920. The Xu Bethong Memorial Museum, Beijing.

ing the May Fourth Movement. Chen Duxiu advo-
cated the use of naturalism, seen in foreign art, to
improve Chinese painting. He pointed out a new
path of development in Chinese culture and art,
which had previously been taken by European lit-
erature - the path from classicism and idealism to
naturalism. This concept was the first attempt to
explain the concept of naturalism in China in the
20th century. Although due to historical reasons,
the role and purpose of such an interpretation are
significantly different from the modern idea of nat-
uralism both at the conceptual level and at the level
of internal content, the initial proposal of the con-
cept of naturalism in China still had a profound ed-
ucational significance. Chen Duxiu stated: "Artists
need to use a realistic approach. Only in this way
can they fully reveal their talent, create their own
paintings, and not follow the patterns of their pre-
decessors” [9, p. 156]. In addition, the ideological
emancipation and improvement of the level of edu-
cation in China as a result of the reform and open-
ing-up policy also contributed to a more detailed
study of realism and its role in the art world. For
example, in 1980, the Fine Arts magazine published
an article by Hu Dezhi entitled “No Path Leading to
Truth Can be Ignored - Only the Spirit of Realism

127



Ill. 2. Xu Beihong. Old Woman. 40.5 x 33 cm. Oil on canvas.
1922. The Xu Beihong Memorial Museum, Beijing.

is Eternal” [6, p. 40]. In 1981, the magazine pub-
lished an article by Li Xianting, "Realism is not the
Only True Path” [2, p. 47], and in 1982, an article
by Mao Shian, “Realism and Modernism: The Let
a Hundred Flowers Bloom Approach in Creativity”
[3, p. 24], Wu Fengjia’s article “Brief Comments on
Realism and Soviet Theories in the Field of Real-
ism” [5, p. 20], and other articles that set out the
authors’ own understanding of the realist method.
When writing articles devoted to this movement in
art, researchers relied on their own creative meth-
ods and techniques. All this allowed the concept of
“realism” to become more defined in China.

Xu Beihong, a painter and graphic artist who was
among the first Chinese artists of the 20th centu-
ry to combine national creative traditions with the
accomplishments of European painting, is without
a doubt a key figure in the spread and develop-
ment of the realistic art system in China. Xu Bei-
hong (1895-1953) was one of the pioneers on the
path to realism, bringing the concepts and methods
of Western realistic painting to China. He was one
of the most important figures who influenced Chi-
nese painting in the 20th century. Xu Beihong had
a profound knowledge of both Chinese and West-
ern art. In his creative work, he combined refined
Western realistic painting techniques with Chinese
painting, which opened up new horizons for the
renewal and development of traditional Chinese
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art. After studying at the National Higher School
of Art in Paris and traveling through Europe, he re-
turned to China in 1928, where he received a po-
sition as a professor in the painting department at
the Central University in Nanjing. In 1926, Xu Bei-
hong published an article in which he emphasised
the important role of the realistic approach in art
education and painting practice at that time. For
example, he argued: “[If we] want to renew Chinese
art, want to show its achievements, we should re-ex-
amine classicism in the fine arts of our country. The
artists who lived in the Song Dynasty revered com-
plexity and took not only landscapes as subjects;
[if we] want to get rid of the current shortcomings,
we should use European realism” [1, p. 51]. In ad-
dition to the ideas of the leading representatives
of academicism of that time, the painting system
proposed by Xu Beihong also absorbed elements
of the classics of Western painting, such as Albre-
cht Durer, Gustave Courbet, Titian, Adolph Menzel,
etc. This determined the accuracy of the depiction
of the anatomical structure of the human body in
his oil painting, which was characteristic of clas-
sical European oil painting. At the same time, his
works embodied a calm, restrained, refined orien-
tal mood, which was noticeably different from the
intensity and richness of feelings characteristic of
Western oil painting. Thus, the aesthetics of re-
alism was well represented in the first half of the
20th century in China owing to the contributions
of leading scholars and art critics of that time, who
drew attention to Western oil painting.

During the revolution and the establishment
of New China, works of Chinese socialist realism,
mainly of a heroic nature, with an emphasis on
spiritual content, began to appear. The classical
European technique of realism popularised by Xu
Beihong gave way to Soviet socialist realism af-
ter the founding of the People’s Republic of Chi-
na in 1949, which is associated with a change in
the ideological and political course of the country.
Xu Beihong encouraged the introduction of real-
istic techniques into art, which, in his opinion, was
aimed at eliminating the non-objectivity and ab-
straction in Chinese painting. He believed that the
renewal of Chinese painting at that time consisted
in introducing the ideas and techniques of West-
ern realism, where the use of realistic methods to
depict people’s lives is an effective way to elimi-
nate the shortcomings of Chinese painting. After
returning to China, he began creating and teach-

ing realistic oil painting, putting into practice the
idea of improving Chinese painting with the help of
realistic painting. During his study abroad, Xu Bei-
hong's works were represented by portraits, while
the works he painted after returning to China were
more often represented by historical subjects. Thus,
the portraits he painted during his study abroad
include Portrait of a Woman (ill. 1), Old Woman
(ill. 2), Self-Portrait (ill. 3), Self-Portrait No. 3 (ill. 4),
Portrait of an Elderly Man (ill. 5), Portrait of a Man
Stroking a Cat (ill. 6), Honeymoon (ill. 7), Sound of
the Flute (ill. 8), etc. After returning to China, he
painted such portraits as Portrait of Zhang Jie (ill.
9), Portrait of Sun Duozi (ill. 10), and Portrait of
Madam Xu Beihong (ill. 11).

In Xu Beihong's early artistic conception, realism
was understood as the most advanced technique
of Western fine art. It was due to the fact that re-
alism penetrated into China during the New Cul-
ture Movement (1911-1920). However, in his later
years, Xu Beihong came to understand that real-
ism is a broader way of observing reality. Xu Bei-
hong began to argue that realism is not limited
to reproduction, but is more focused on the aes-
thetic object that it reproduces - a real object or a
plot. Changes in the artist's understanding of re-
alism occurred after he became acquainted with
the art of realistic painting in the Soviet Union af-
ter the Japanese invasion of China. After traveling
to the Soviet Union in 1834 and participating in
an art exhibition, Xu Beihong was inspired by the
emerging social system and the ideas of social-
ist realistic painting. After returning to China, Xu
Beihong began to actively promote the realism of
Soviet art. On this basis, he painted a portrait in-
spired by new ideas called Put Down Your Whip
(ill. 12). In 1948, Xu Beihong visited the Soviet Un-
ion again, where he highly appreciated the realism
of Soviet oil painting. It was under the influence
of Soviet socialist realism, which expressed beau-
tiful reality and glorified heroes, that he painted
the portrait Cavalry Hero (ill. 13). The paintings of
Xu Beihong, who represented this artistic move-
ment, were distinguished by their spiritual content,
reflections on reality, and attention to human life.
His work had a wide resonance in society and con-
tributed to the rooting of realistic oil painting in
China [8, pp. 12-14].

In the early stages of the formation of New China
in the 1950s and 1960s, Chinese oil painting began
to actively adopt the creative methods and expres-

Il 3. Xu Beihong. Self-Portrait. 70 x 49 cm. Oil on canvas.
1924. The Xu Beihong Memorial Museum, Beijing.

Ill 4. Xu Beihong. Self-Portrait No. 3. 23 x 17 cm. Oil on wood
board. 1924. The Xu Beihong Memorial Museum, Beijing.
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Ill. 5. Xu Beihong. Portrait of an Elderly Man. 34 x 25 cm. Oil on
canvas. 1924. National Art Museum of China, Beijing.

Ill. 6. Xu Beihong. Portrait of a Man Stroking a Cat. 65 x 53.5
cm. Oil on canvas. 1924. The Xu Beihong Memorial Museum,
Beijing.canvas. 1924. National Art Museum of China, Beijing.

sive techniques of the Soviet art school. The aes-
thetic concept of socialist realism was approved for
depicting historical events and everyday reality. The
spirit of the painting, the essence of which was to
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glorify heroes, praise the country, and the general
ideological course, was of particular importance.

All of the above events influenced the develop-
ment of realism techniques in China, the change
in oil painting under the influence of the ideas of
socialist realism of the Soviet Union, as well as the
search for a unique form of art suitable for Chi-
nese society. At this time, artists formulated their
own creative principles and aesthetic concepts of
realistic oil painting in China. Realism became the
main direction of painting in China for more than
70 years.

LU Sibai (1905-1973), a student of Xu Beihong,
was another famous realist artist of the period. He
was also educated in Paris, where he was brought
up in the tradition of academic painting. In 1931,
he entered the studio of André Devambez at the
Ecole des Beaux-Arts in Paris, and then continued
his studies at the National Art School of Lyon, where
he graduated in 1934, mastering the technique of
realistic oil painting. After returning to China, LU
Sibai first taught at the Central University of Nan-
jing, then moved to Northwest Normal University,
and settled back in Nanjing in the 1950s. He was
a supporter of academic art education, advocat-
ing Xu Beihong's realistic teaching system. Lu Sibai
supported the realistic method of creation, using
it to glorify ordinary workers. His works, Sichuan
Peasants (ill. 14) and Portrait of Mother (ill. 15),
were presented at the exhibition of Chinese paint-
ing in Moscow. LU Sibai's contribution to the de-
velopment of realistic oil painting in China cannot
be overestimated. His expressive style differs from
the classical technique of Xu Beihong: LU Sibai’s oil
works combine the realism of Courbet, elements
of pre-impressionism, and generalisations of the
form of Cézanne and other post-impressionists.

Another important Chinese realist artist is also
worth mentioning. Yan Wenliang (1893-1988) was
one of the few early Chinese artists who devoted
himself entirely to the study of Western painting.
He studied classical painting all his life and made a
significant contribution to the development of crea-
tive method and classical realistic painting in China
by founding the Suzhou School of Fine Arts, which
became the largest art institution in the country.
He brought back 500 plaster casts and over 10,000
books from Europe, making the school a leader in
art education in China. This laid a solid foundation
for the popularisation of realism and the study of
classical European art. He later took up a position

in the Chinese Artists’ Union. Yan Wenliang played
a key role in the development of oil painting and
modern art education in China, combining the na-
tional spirit with European techniques.

Although Xu Beihong, LU Sibai, and Yan Wenliang
had received serious training in the Western aca-
demic tradition and mastered the realistic technique
of oil painting, their art, due to time constraints and
personal characteristics, did not achieve complete
realism. In the last years of his life, Xu Beihong ad-
mitted that although he preached realism for more
than twenty years, he was still unable to get closer
to the people. They did not take into account the
historical perspective of Chinese painting: it was
necessary to create paintings that were realistic in
terms of technique, but at the same time used the
everyday life of ordinary people as a theme. Paint-
ings of this kind could meet the historical and prac-
tical requirements of Chinese society, and could be
accepted and understood by the general public. It
was an artistic mission, and they were looking for
ways to implement it. Owing to their persistence,
popularisation of realism and further work, Chinese
realistic painting achieved success in a period of
social change. Without the search of Xu Beihong

and other artists, there would not have been the
development of Chinese realistic oil painting and
the current atmosphere of creative diversity, where
various schools and trends flourish.

At the beginning of the 20th century, innovators
of realistic art in China focused on depicting reality,
introducing European painting techniques. Howev-
er, they paid little attention to the spirit of realism
and did not connect it with Chinese social reality,
since the main idea of that time was enlightenment.
The gradual transformation of traditional Chinese
art and the changing social conditions led to the
understanding that art should reflect real life and
social changes. This gave rise to a debate, the main
question of which was: is art “for the people” or
“for the sake of art"? With the emergence of "left-
ist art” and the resistance movement against Japa-
nese occupation, art in China began to be involved
in social reality. For example, reflecting the cruelty
of the anti-Japanese war became a new historical
requirement. Resistance to Japan and the revolu-
tionary ideas of the May 4th Movement were em-
bodied in practice, which gave Chinese realistic art
a national character and determined a new stage
of its development.
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Ob NCTOKAX PEAJIN3MA
B XNBOTMNCK HOBOIO KTAA

AHHomayus: CTaTba MNOCBALLEHa 3Tanam CTaHOBAEHWNSA
peanncTMyeckom LWKObl B KUTACKOM MCKYyCcCTBE. ABTOP
ybeanTeNIbHO NoKa3biBaeT BANSHME 3anaZHOW MacnsHOMN
xmBonucy XIX-XX BB. Ha KUTaMCKyr KWBOMWUCb, OCBOE-
HWe 1 pa3BUTME TEXHUYECKUX MPUEMOB KJaCCMKOB eBPO-
nerckoro peaansma v NoUCK HOBOW BbIPa3nUTEIbHOCTY.
STanbl CTaHOBAeHWA peannsma B Kutae cBfizaHbl C cCOLm-
a/IbHO-NOANTNYECKUMMN M3MEHEHWAMU B CTPaHe Ha NpOoTS-
>KEHWW NepBOol NonoBMHbI XX Beka. MNokasaHa 3BoatoLms
peanncTM4eckoro NCKyccTBa OT PaHHUX TeOpPeTUYECKMX
KOHLLeNUMin HaTypasm3ma 1 peasvsma peBoaroLMoHepa
1 nonntuka, punocoda Ysub Aycro (1879-1942) k TBOP-

KoHuenuus peannsma Bnepsble 3apogmnach BO
®paHuwum B nepunog 1830-1870-x rr., npuasa Ha cMme-
HY HEOK/aCCULM3My U pOMaHTU3My. Peannsm ctan
YCTOMYMBbLIM M AOCTaTOYHO r1yHOKOo npopaboTaH-
HbIM TeUYEHNEM B XYA0XKECTBEHHOM Mupe. [aHHbIN
TepPMUVH Obla BNEpBble UCMO/b30BaH NOC/Ae PEBOIO-
umm Bo ®paHumm 1848 roga. TBopuecTso ocTaBa
Kyp6e, OHope [ombe, XaHa-OpaHcya Munne cum-
TaeTcs 06pa3uom 31oro TeyeHms. CornacHO MHEHUIO
M3BECTHOTO nucatens n uckycctsosega Landnépn’,
BbICKa3aHHOMY B ero kHure «Peanvam» B 1857 rogy,
NCKYCCTBO A0JIKHO NPaBAMBO OTObpaXaTb CoBpe-
MEHHYH0 XW3Hb [7]. OCHOBaTeNb 1 FNaBHbIN Teope-
TUK «peannctTnyeckon wkonbl» 50-x rogos XIX Beka
BO GpaHuy3ckoi nutepatype, LLaHdnepn noHmnman

1. WaHdnépwn (Champfleury, 1821-1889) — dpaHLy3ckmin nu-
caTeslb U UCKYCCTBOBE, MPeACTaBUTeNb peannsma 1 HaTypa-
nmsma. Ha popmmrpoBaHme ero TBOPYECKOM MaHepbl 0kasasno
BAVsAHWE TBopYecTBO B. Mtoro n O. ge banb3aka. OcHoBHOM
3aziayuert aTepaTypbl cunTan N306padkeHne HU3LLINX KNaccoB
obLecTBa. 3HaTOK UCTOPUU U TEOPUM UCKYCCTBA B MPUKIAA-
HbIX OTPACAAX, OH pa3paboTan MHOrO JaHHbIX, MONE3HbIX A/1A
NCTOPUM Kybypbl. ABTOP MHOMMX paboT MO UCKYCCTBY, B TOM
yncne, kHur «Le réalisme» (1857) u «Histoire générale de la
caricature» (1865—1880, 5 T.).
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yecTBy >umBonucua u rpadpuka Croin banxyHa (1895-1953),
06beANHVMBLLETO HaLMOHa/bHbIe XYAOXKECTBEHHbIe Tpa-
AVILIN C JOCTUXKEHMAMMN EBPOMNENCKON XXMBOMUCK. JTtol
Cbibas (1905-1973) n ap. be3 nounckos Cron baiixyHa, Jlton
Cbi6as, AHb BaHbAsSHA 1 APYTUX XYJOXKHMKOB He 6b110 bl
pa3BUTUA KMTANCKOW peanncTu4eckon MacasHOM XNBO-
MNCK N HbIHELLHEW aTMochepbl TBOPYECKOro pa3Hoobpa-
31, TAe NPOLBETAT Pas/InyHble LKOJbl U HanpaBaeHuS.

Knroueswie cnosa: kumalickas MAacasaHaa xXugonuce,
mpaduyuu peaausma 3anadHoesponelickozo UCKyccmed,
uckyccmeo Kumasa XX eeka, cmaHoesneHue peaausma 8 Ku-
mae, YsHo Aycro, Croli balixyH, /lroli Ceiball, AHb BoHb/AH.

peannsM B 3CTETUYECKON TEOPUUN YNPOLLEHHO: He
Kak MPOHWKHOBEHME B CYLLHOCTb OOLLECTBEHHbIX
MPOLLECCOB ¥ YeIOBEYECKOTrO XapaKkTepa, a Kak 06b-
eKTVBUCTCKOE «OCBODOOXAEHME» OT nieun, onvcaHne
NMOBCEAHEBHOCTU BHE CBA3W OTAE/bHbIX COOLITUI U
¢dakToB ¢ coumanbHbiMK Npobaemamun. OcHoBHas
acTeTnyeckas nporpamma LaHdnepwn 3aknroyanach
B TOM, YTO WUCKYCCTBO JOMKHO OblTb UCKPEHHUM Y
He3aBUCUMbIM. JIO3YHI HE3aBUCMMOCTU UCKYCCTBA
OH MOHMMan Kak cBoboay XyAOXHMKA 1 OT Noj-
paXkaHus obpasuam, 1 OT «TeHAEHLNI»: KaK TOb-
KO nucaTesib NPUMeTCA 3alimiiaTh KaKon-HMOYab
Te3unc, oH, no ybexaeHuto Landnepwn, nepecraér
6bITb NpaBauBbIM. B 1857 rogy LWaHdnepu cobpan
BCE CBOM MPOrpaMMHble CTaTbl U NPeAnCiIoBUs K
poMaHaMm B KHure «Peanvn3m», npeanocnae 3ToMy
CcHOpPHUKY NPOCTPaHHOE BBEAEHME, KOTOPOE CTano
MaHU}ECTOM «PealnCTUUYECKON LLKObI».
Peanunsm, KOTOpbIA OTCTanBaNM Takme XyAOXK-
HukK, kak MNoctaB Kypbe, NpoTMBOCTONAN KaK HeO-
KJaccuum3My, Tak U POMaHTU3MY, CTPEMUBLLEMYCS
K abcTpakTHbIM ngeanam. OHWU cUnTanm, YTo peanb-
Has XXM3Hb caMa Mo cebe ABNAETCA Hanbonee NoA-

XOAALLUM UCTOUHNKOM CHOXKETOB W HE Hy>XJaeTcs
B MpUyKpaLwmnBaHUn. XyJ0XKHUKN-PeanncTbl cTpe-
MWINCb K OTOBPaXKEHUIO COBPEMEHHOW XXU3HMW, Ty-
MaHUCTUYECKUM naeanaM, NpeacTaBass B CBOEM
TBOPUECTBE /IOAEN, NMPUHaANEXALMX K HA3LWWM
cnosm obuecTtBa. Peannam Kak acteTmyeckas KOH-
uenuua ctan nssecreH B Kutae B XX Beke. Ero npo-
HVYKHOBeHWe B KuTali 66110 00YyCNOBAEHO HE TOJIbKO
pacnpocTpaHeHreM Ha BocToke 3anagHbIxX Hayk,
NCKYCCTBa, Peanrnn nu Guaocodckmnx NoOHATUR, HO
N BHYTPEHHEW NOTPEOHOCTbHO CaMOro KMTAMCKOro
obwecTtBa. KUTaicknin peannsm Ha pasHbIx 3Tanax
CBOEro pasBUTMA UCMbITan BAUSHNE GpaHLLy3CKO-
ro peanansma, pycckoro KpUTM4ecKoro peaansmMa v
COBETCKOrO COLManncTnyeckoro peasmsma. B xoge
3BoIOUMN peanv3mMa B Kutae Ha NpoTsaxkeHun XX 1
XX| BeKOB NpOnCXoanAnN COOTBETCTBYHOLLME M3Me-
HEeHWA B ero BHYTPEHHWX aKL,eHTax U KOHHOTaLMAX,
KOTOpble H6blan 06YCN0BAEHbI OOLLECTBEHHBIMU U3-
MEHEHUWSMM 1 NOSBJEHNEM HOBbIX naen. Peannsm
B Knutae He aBnsanca ctabuibHbIM U HEM3MEHHbBIM
Ky/NbTYPHbIM MOHATMEM. Tak, U3MEHEHMS, MPONCXO-
AVBLUVE B €70 BHYTPEHHEM COZep>KaHum, nogpasy-
MeBan BbIpabOTKy HOBbIX COLMaNbHbIX KOHLLEMLMI
N U3MEHEHME ICTETUUECKUX CYXXAEHWNI.

B pa3Hble ncropmyeckme nepuoabl ABM>KeHne
peann3Ma BbINONHANO OnpeseneHHble 3agaun. Ha-
npuMep, 418 Hero OblAn xapakTepHbl Takme 3azauu,
Kak pedopmMmnpoBaHmME 1 yayylleHne ycTapeBLLei
cucTeMbl 06pa3oBaHmMs, pacnpoCcTpaHeHe PeBOoIto-
LMOHHbIX UAel, NponaraHAa counanncTM4eckoro
CTpouUTenbCTBa U Ap. B 3TOW CBA3M Ha TeppuTOopUn
Kutasa peanvam nmen MHOXeCTBO BO3MOXHOCTEN
ANs panbHenwero pa3sutusa. opma BbipaxeHus,
KoTopas nogpasymMeBanach KOHLenNLUeh peaavsma
B MCKycCTBe, Oblla pacnpocTpaHeHa B KUTalNckoMm
NCKYCCTBE Ha MPOTAXKEHWNN JOBONBHO ANUTENBHO-
ro nepuoga nctopuu. NocrteneHHo nog BAVAHUEM
HOBbIX MW BO3HWKaM HOBblE HaMpaB/ieHWs B K1-
TalCKOM UCKYCCTBE, TakmMe Kak XMBOMUCH LLIPaMOB,
LEPEBEHCKU peann3M, HOBbIM KNAaCCULLM3M, HOBbIN
peann3Mm, LMHUYHBIV peann3m, rmneppeanvsm, KOH-
LenTyalbHblA peasn3M 1 MHOXECTBO APYrux, oc-
HOBa KOTOPbIX OblNa 3a/105KeHa B MepBOHaYalbHOM
HanpaB/ieHUN peannsma.

Cwv L3nHuxKM, ofHa 13 nepBbix TEOPETUKOB UC-
KyccTBa, yumsLumxca B Cosetckom Coro3e, Hanucana
CTaTbto, B KOTOPOW paccy>jana o pasHuue, cylie-
CTBYIOLLENV MeXAYy peain3mMoM U HaTypaanu3MOM.
OHa pasnunuana 3T ABa NOHATUA C TOUKWN 3peHna
TBOPYECKOro MeToAa v NPUEMOB BblpPa3nTesibHO-

Il 7. Xu Beihong. Honeymoon. 93 x 118 cm. Oil on canvas.
1925. The Xu Beihong Memorial Museum, Beijing.

Il 8. Xu Beihong. Sound of the Flute. 80 x 39 cm. 1926. Oil on
canvas. The Xu Beihong Memorial Museum, Beijing.
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Ill. 9. Xu Beihong. Portrait of Zhang Jie. 56 x 69 cm. Oil on
canvas. 1928. National Art Museum of China, Beijing.

Ill. 70. Xu Beihong. Portrait of Sun Duozi. 197 x 132 cm. Oil on
canvas. 1936. National Art Museum of China, Beijing.

ctu. B yactHoctn, oHa nucana cnepyrouee: «Bece
npov3BeAeHNa NCKYCCTBa, BHE 3aBUCUMOCTH OT UX
TEMATUKN, TEXHUKN N CTUASA, ECNN TONIbKO OHM CMO-
COBHbI Y0BNETBOPUTL NOTPEOHOCTM lyXOBHOM XM3-
HW NtoAen, BOOAYLLEBUTb UX Ha 6OpbOY, BbI3BaTb
3/,0pOBOE YyBCTBO MPEKPACHOro 1 3aMHTepeCcoBaH-
HOCTb, BCe Takune npov3sBeseHns obaasatoT LyxoM
peanv3mMa, 1 BCe OHW AOKHbI OTHOCUTLCA K KaTe-
ropun peanncTMyeckoro UckyccTBa, <...>Hapsagy
C peanncTMyeckMM MOAXOLOM CyLLEeCTBYeT 1 po-
MaHTUYECKNI MOAXOA, XOTs POMaHTUYECKUIA NOA-
XOZ, TOXe, AOKHO BbITh, UMEET AyX peannsma» [4,
¢. 33]. Takmm ob6paszom, Cu LIsnHuxm npegnoxuna
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04YepTUTb paMKu peasnsma B AOCTaTOYHO LUMPO-
KOM KNtOUE, BOBCE He OrpPaHMuMBasCh TONbKO CTe-
NMeHbIO PEANNCTNUYHOCTN PabOT C TOUKM 3PEHUSA UX
TEXHUKWN N300paxkeHns. BmecTe ¢ 3TMM OHa yaens-
na 6osblle BHUMAHWS AyXYy, 3aK/JHOUYEHHOMY B MPO-
N3BEAEHMAX XYA0XKHUKOB.

MepBoe NosiBNEHWE 3CTETUUECKUX UAEN peanns-
Ma B Kntae npocnexunsaeTtcs B NePBOW MOJOBUHE
XX Beka, Korga Hanbonee nepesoBble KUTANCKME
y4YeHble 1 UCKYCCTBOBEAbl MPUBAEKIN BHUMaHWE
K 3aMaZHon MacnsHon xusonucn. Camas paHHss
KOHLLeNnums peannctnyeckoro nckyccrea B Kutae
6blna BbIABUHYTa Y3Hb [lycto BO BpeMs «ABUXe-
HMA 4 Mas». YsHb [lycto BbiCTynan 3a 1O, 4TObbI
MCMOAb30BaTb AyX HaTypasnM3mMa MHOCTPAHHOW Xun-
BOMUWCU ANS YCOBEPLUEHCTBOBAHMS KMTACKOM XN-
Bonuncu. OH yKka3blBan Ha HOBbIN NyTb Pa3BUTUA B
KNTaMCKOW Ky/NbType U UCKYCCTBE, KOTOPbIV paHee
npolLuaa eBponerickas nmtepatypa — NyTb OT Kaac-
cvumM3Ma v naeanmsma K Hatypanmsmy. [laHHas
KOHLLenums 6biia NepBOM NOMbITKOW 0O6bACHUTD
KoHLUenuuto HaTypanansma B Knutae B XX Beke. He-
CMOTPSA Ha TO, UTO B CUNY UCTOPUYECKNX MPUUNH
pOJ/b U LieIb TakOl TPaKTOBKW 3HAUYUTENbHO OT/IN-
YatoTCA OT COBPEMEHHOrO NpeACTaBAEeHNS O HaTy-
panv3Me Kak Ha KOHLLeNTyalbHOM YPOBHE, TakK u
Ha ypOBHEe BHYTPEHHEro HamnoAHEHWS, NepBOHa-
YanbHOe NpeANoXeHMe KOHLENLMN HaTypaanusma B
Kutae BCe e nmeno rnybokoe npocBeTnTenbckoe
3HaueHue. YsHb [lycro yTBepxaan: «XyAOXKHUKaM
HeobX0AMMO MCNO/Ib30BaTb PEANUCTUUECKMI NOA-
X04. JIMLb Tak MOXHO B MOJHON Mepe pacKpbITh
CBOW TanaHT, N1caTb COBCTBEHHbIE KapTUHbI, @ He
cnegoBaTb WabsoHaM npejLlecTBeHHUKOB» [9, .
156]. NMommmo 3TOro, naeonormyeckoe packpeno-
LLeHMe ¥ NOBbILLEHNEe YPOBHA 0bpa3oBaHus B Kutae
B pe3y/ibTate «noaUTUKU pedopM 1N OTKPbLITOCTU»
Takke cnocobcTBoBann 6osnee getanbHOMY MU3yue-
HWIO peann3ma 1 ero poav B MMpe UCKyccTBa. Tak,
Hanpumep, B XypHane «306pa3ntenbHoe nckyc-
ctBo» B 1980 roay 6bina onybankoBaHa cTatba Xy
[3uxun noa HasBaHMeM «Henb3s ocTaBUTL 6€3 BHU-
MaHWs HY OAWH NYyTb, BEAYLLNA K UCTUHE — TONbKO
AyX peanusma BeuyeH» [6, c. 40]. B atom XxypHane
B 1981 rogy 6blna onybankoBaHa ctatbs JIn CaHb-
TWHa «Peann3Mm - He eAUHCTBEHHO BEPHbIA NyTb»
[2, c. 47], B 1982 roay - ctatbss Mao LnaHs «Pea-
NIN3M 1 MOZEPHU3M: MOAXOZ, «MyCTb pacLiBeTaroT CTO
LBeToB» B TBOpYecTBe» [3, c. 24], cTatbsa Y P3HL3A
«KpaTkne kommeHTapum no nosoay “peannsma’, a
Tak>Ke coBeTckue Teopum B obnactm “peannsma’»

[5, c. 20] 1 Npoume cTaTby, B KOTOPbIX M31araaoch
COBCTBEHHOE MOHUMaHWe aBTOPOB METOAa peasuns-
Ma. Mpv HanncaHWKW cTaTew, NOCBALLEHHbIX JaHHOMY
HanpaB/IeHNIO B UCKYCCTBE, NCCNef0BaTeNN OCHO-
BbIBa/INCb Ha COBCTBEHHbIX TBOPYECKMX METOAaX U
TeXHNYeCcknx npremax. Bce 3o No3BoANAO NOHATUIO
«peannsm» B Kutae ctatb 60s1ee onpeseneHHbIM.
B obnacTu pacnpocTpaHeHusa 1 pa3BuTUa cucte-
Mbl peaancTMyeckoro nckyccrea B Kutae kntoue-
BOIN GUrypow, HecCoOMHeHHO, sBnaetca Cioi balixyH,
kmBonucel, n rpaduk, OAVH U3 NEPBbIX KNTaNCKNX
XYAOXHMKOB XX Beka, KOTOPbI 06begnHUA HaLW-
OHaJIbHble XyA0XEeCTBEHHbIe TPaAULMN C JOCTU-
XKEeHUAMU eBpornenckon xmeonucu. Cro banxyH
(1895-1953) 6bI1 OAHVUM U3 MMOHEPOB Ha MyTW ABU-
KeHWs K peanvsmy, npusHeclunx B Kutain KoHLenumm
N MeTOAbl 3aMaZHON PeanncTUUYECcKOm XXMBOMUCK.
OH 6bI1 OAHOW 13 CaMblX BaXKHbIX GUTyp, NOBAM-
ABLUMX Ha KUTaMCKyro >XumBonuch B XX Beke. Croit
BanxyH nmen rnybokune nosHaHus B 06a1acTu K-
TalCKOro 1 3anajHoro uckyccrea. B ceoem tBopue-
CTBE OH COEAMHSAN OTTOUEHHbIE 3anajHble TEXHUKN
peannCcTMUYecKoro N306paxeHns 1 KUTancKyr Xu-
BOMWUCb, YTO OTKPbIIO HOBbIE TOPU30HTbI A8 06-
HOBJIEHWS W Pa3BUTUSA TPAAULMOHHOIO KMTANCKOro
nckycctsa. lNocne obyueHus B MNapuxe B Haymo-
Ha/NbHOW BbicLuel XyA0XKeCTBEHHOW LWKOe U nyTe-
LecTBMs No cTpaHaM EBponbl oH BepHyacs B Kutai
B 1928 rogy, rae nonyyumn AoaKHOCTbL npodeccopa
kabeapbl xuBonucun B LleHTpanbHOM yHMBepcuTe-
Te B HaHkunHe. B 1926 rogy Ctoin baiixyH onybanko-
Ba/l CTaTbto, B KOTOPOW NOAYEPKHYJ BaXKHYH POJib
peanncTMyeckoro noaxosa B XyA0oXeCcTBeHHOM 06-
pa3oBaHWM N NPaKTUKE XUBOMUCKU TOrO BPEMEHM.
Tak, Hanpumep, oH yTBepXxaan: «[Ecan mbl] xoTum
06HOBUTb NckyccTBO Kntas, XoTMM nokasatb ero
LOCTUXKEHUS, CesyeT 3aHOBO pPacCMOTPeETb Kaac-
CMUM3M B M306pasnTeslbHOM MCKYCCTBE Hallen
CTpaHbl. XyAOXHUKHN, XnBLme B anoxy CyH, nouu-
Ta/M CNOXHOCTb M Bpann B KaUeCTBE CHOXKETOB He
TOJIbKO Men3a)u; [ecan Mbl] XOTUM U3baBUTLCA OT
HbIHELLUHUX N3bAHOB, CeZlyeT BOCMO/1b30BaThCA €B-
ponenckor peanucTuuHocTbio» [1, c. 51]. Cuctema
XUBOMUCK, NpeanoxxeHHas Ctoi banxyHoMm, nomu-
MO nzeln BeAyLnX NpeacTaBuTenel akageMmnsma
TOro BPEMEHMW, BNuTana Takxke 31eMeHTbl Knaccu-
KOB 3aMafHOM XXMBOMUCK, Takx Kak AnbbpexT [to-
pep, MNoctas Kypbe, TuumaH, Agonbd GoH MeHuenb
N 4p. 3TO 0BYCNOBUIO B €10 MacNHOWN XXUBOMUCH
TOYHOCTb N306paXKeHNs aHaTOMUYECKOM CTPYKTY-
pbl YEOBEYECKOro Tesa, KoTopas bblna xapakTepHa

Il 77. Xu Beithong. Portrait of Madam Xu Beihong. 67 x 54
c¢m. Oil on canvas. 1947. National Art Museum of China, Beijing.

Il 12. Xu Beihong. Put Down Your Whip. 144 x 90 cm. Oil on
canvas. 1939. Private collection.
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Il 73. Xu Beihong. Cavalry Hero. Oil on canvas. 114 x 78 cm.
1950. National Museum of China, Beijing.

AN51 KNAacCUYEeCKON eBPOMNencKon MacisHOM XNBO-
nucu. OZHOBPEMEHHO C 3TMM B ero paboTax BO-
NAOLLAN0Ch CMNOKONHOE, CAep>KaHHOe, YTOHUEHHOe
BOCTOYHOE HaCTPOeHVe, KOTOPOe 3aMeTHO OT/IMYa-
NIOCb OT MHTEHCUBHOCTU U HACbILEHHOCTU UYBCTB,
XapakTepHbIX 415 3anajHOM MaCASIHOMN XXMBOMUCH.
Taknum obpa3om, acTeTnka peanmsma bbina Xxopo-
O NpescCTaB/ieHa B NepBoy nosoBmMHe XX Beka B
Kutae 6narogaps BkaaZy nepesoBbIX YUEHbIX U UC-
KyCCTBOBEZOB TOr0 BPeMeHU, MPUBAEKLINX BHUMA-
HUe K 3anaZHon MacASHOM XWUBOMWUCK.

Bo Bpems peBostouun 1 cTaHoBAeHMs HoBoro
Kutas Hauyann nosBAATbCA NPON3BEAEHMSA KUTaM-
CKOro coupeann3ma, B OCHOBHOM FreponY4eckoro
XapakTepa, C akLleHTOM Ha JyXOBHOE Ccofep KaHue.
Knaccuueckas eBponelickas TexHVKa peanvsma, no-
nynsapwuvposaHHas Cioli banxyHowm, yctynuna mecto
COBETCKOMY COLMaANCTMYecKoMy peannsmy nocne
ocHoBaHua KHP B 1949 roay, uto cBfi3aHO C n3me-
HEeHVEeM MZEO0NOrMYECKOro U MOIMTUYECKOro Kypca
cTpaHbl. Ctoli balixyH noowpsn BHeApeHWe peanu-
CTUYECKMX TEXHWK B MCKYCCTBO, HanpaBeHHbIX, MO
€ro MHEeHWIO, Ha YCTpaHeHWe B KUTANCKOW XXMBOMMU-
cv BecnpesMeTHOCTU 1 abcTpakTHocTU. OH nonaran,
YTO OBHOBJIEHME KMTANCKON XMBOMMWCH TOTO BpeEMe-
HW 3aKJ/Il0Ya0Ch B NMPUBHECEHUW e U MPYEMOB
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3anajHoro peanvsma, rae UCnosb3oBaHue peanu-
CTUYECKMX METOAOB 415 N3006paXkKeHUs XXN3HW Nto-
Jev ABNAeTCS AeCTBEHHbIM CMOCOBOM yCTpaHeHs
HeZ0CTaTKOB KMTackom xmeonucu. Mocne Bo3Bpa-
weHua B Kutail oH 3aHA/ICA CO34aHNEM U npeno-
JaBaHVeM pPeanncTMYecKon MacaAaHOM XXMBOMUCH,
BOMJIOLLLAsA B XXM3Hb UAEH COBEPLUEHCTBOBAHUS K-
TANCKOM XXMBOMUCK C MOMOLLbI PeaNNCTUYECKON
xusonucu. Pabotbl Croit baixyHa B nepunog obyue-
HWA 3a rpaHuLLen NpescTaBaeHbl NOPTPeTaMu, B TO
BpeMs Kak paboTbl, HanncaHHble UM Moc/e BO3Bpa-
weHusa B Knutai, 6blam yalle npescTaBieHbl UCTOPK-
yeckMMK croxkeTaMu. Tak, MOPTPEThI, HanMCcaHHble
UM B nepuog obyuyeHns 3a rpaHuLLen, BKAKOYaOT
«MopTpeT XeHwuHbI» (puc. 1), «Ctapyxa» (puc. 2),
«ABTonopTpeT» (puc. 3), «ABTonopTtpeT N2 3» (puc.
4), «[opTpeT NoOXnAoro My>xumnHbl» (puc.5), «Mop-
TPeT MY>XUYMHBI, M1agALero Kowky» (puc. 6), «Me-
f,0BbIN Mecau» (puc.7), «3Byk dnelitbl» (puc. 8) u
ap. Mocne Bo3BpalyeHns B Kutan oH Hanucan Ta-
Kre nopTpeThbl, Kak «[opTpeT YUxaH Lize» (puc. 9),
«MopTtpet CyHb Jousbi» (puc. 10) n «opTperT ro-
cnoxu Croli barixyH» (puc. 11).

B paHHel xypoxecTBeHHOM kKoHuenumn Croi
BaxyHa peannsm noHmmancs kak Hambonee ne-
pefoBas TexHMKa 3anagHoro n3obpasmntenbHoro
NCKyccTBa. OTO ObII0 06YCNIOBNEHO TEM, UTO pea-
NM3M NPOoHUK B KnTal BO BpeMeHa «/BUXKEHUS 3a
Hosyto kynbTypy» (1911-1920 rr.). OgHako B 6onee
no3saxue rogbl K Ctoli balixyHy npuLLio NnoHMMaHue
TOro, YUTO peannsM — 370 bosee LWMPOKNA CNoCcob
HabroAeHNs 3a AeNcTBUTEeNIbHOCTbIO. Croli BaxyH
CTan yTBepXKAaTh, YTO Peasn3M He OrpaHnYMBaEeTCs
BOCMpou3BeseHneM, a 6onblle Hanpas/eH Ha TOT
3CTETUYUECKUI 0B6BEKT, KOTOPbIN OH BOCMPOU3BOAUT
— peasibHbI NPeMET UIN CHOXKET. VI3MeHeHWs B no-
HYMaHUW peannsma XyA0XKHUKOM MPOU30LLAN Nocse
TOrO, KakK OH MO3HAaKOMWCS C MCKYCCTBOM PeanncTu-
yeckoi xwmBonucy Cosetckoro Coro3a nocsie Havana
AMNOHCKOro BTOpXeHus B Kutai. Mocne noesakn B
CoBeTckuin Coto3 B 1834 rogy v yuactus B XyAoxe-
cTBEHHOM BbicTaBke Ctoli baixyH 6bl1 BLOXHOB/IEH
3apoxjatoLlerics obLwecTBEHHOW CMCTEMOM U nae-
MU COLMANNCTUYECKOW PeanncTMYeckon XnBonm-
cun. Mocne Bo3BpaleHus B Kutait Croin barixyH ctan
aKTUBHO MponaraHAMpoBaTh peasn3M COBETCKOro
nckyccTBa. Ha 37Ol OCHOBe OH Hamnucan nopTper,
BAOXHOBJIEHHbIN HOBLIMW UAESAMM MOJ Ha3BaHW-
em «OnycTn ceoto naetky» (puc. 12). B 1948 roay
Cron balixyH cHoBa nocetun CoseTtckuin Cotos, rae
OH BbICOKO OLLEHW/1 peann3m COBETCKOM MacasiHON

xmBonucu. IMeHHO noj BAUSIHUEM COBETCKOTO CO-
LMaANCTUYECKOro peann3ma, BblpaxkaroLLero npe-
KpacHYH AeNCTBUTENBHOCTb U MPOC/AaBASAIOLLLErO
repoes, OH Hanucan noptpet «[epoi kaBanepnum»
(puc. 13). KapTtuHbl Ctoin baiixyHa, npeacTaBisBLIero
3TO Xy OXXECTBEHHOE TeYeHMe, OTANYANNCH yXOB-
HbIM COAep>KaHMEeM, Pa3MbILLIEHUNSMU O AeACTBU-
TE/IbHOCTW N BHUMAHWEM K YeN0BEYECKOM XXU3HW.
Ero TBOpUECTBO MMENO LUMPOKNA Pe30HaHC B 06-
LLLEeCTBe M CNOCOBCTBOBAJIO YKOPEHEHWIO PEANNCTU-
yeckown maciaHom xusonucu B Kutae [8, c. 12-14].

Ha paHHewm 3Tane ctaHoBneHua Hosoro Kutas B
1950-1960-€ roabl kKUTalickas MacasiHas XWBOMUCh
Hayaja akTMBHO NepeHMMaTb TBOpYECKNe MEeTOo-
Abl W Bblpa3nTeNbHble MPUEMbl COBETCKOM Xy 0Xe-
CTBEHHOW LWKOAbI. bbina yTBEpXKAeHa scTeTnyeckas
KOHLIEMLMA COLMaNNCTUYECKOro peannsmMa ANa N30-
B6paXkeHUs NCTOPUYECKNX COOLITUI N BLITOBOW Aeli-
CTBUTENBHOCTH, e 0Coboe 3HaUeHne UMen ayx
KapTWHbI, CyTb KOTOPOTO 3ak/tovanacb B BOCNeBa-
HWUW repoeB, BOCXBaJleHMM CTPaHbl 1 obLLero nae-
0JIOrMYecKoro Kypca.

Bce nepeuncneHHble Bblle cOBbITUA MOBANA-
2N Ha pa3BUTUE TEXHUKW peannsma B Kutan, nsme-
HeHVe MacNSHOW XUBOMUCU NOZ BAUSHUEM UAEN
counannctnyeckoro peannsma Coserckoro Coro-
3a, a TakXKe Ha MOUCKMN YHUKaabHOW GOpPMbI 1C-
KyCCTBa, MOAXOAALLEN ANS KMTAWCKOro obLiecTBa.
B 310 Bpemsa xysoxHUKaMu 6b1amn chopmMynmpoBa-
Hbl COBCTBEHHbIE TBOPYECKME MPUHLMMBI U 3CTe-
TUYeCcKkMe KOHLENUUN peanmncTMyeckon MacasiHoM
xmponucn B Knutae. Peaansm ctan OCHOBHbIM Ha-
npaBseHnem XunBonucu B Knutae Ha NpoTaxkeHumn
6onee uem 70 ner.

[pyrum n3BecTHbIM XYAOXHWUKOM-PeanncTom
TOro BpemeHnu 6bia Jlron Coibait (1905-1973), yue-
HUK Cron banxyHa. OH Tak>Xe noay4ymnn obpaso-
BaHWe B [Napwue, rae 6611 BOCNUTaH B TpaanLmm
XmBoOMucy akagemusma. B 1931 rogy oH moctynun
B cTyAuo AHape [leBambesa npu LLkone n3suHbIx
nckyccts B Napuke, a 3aTeM NPooKUA 0byueHne
B HaLMOHaNbHOW XyA0XXeCTBEHHOW LwKoae JINoHa,
KOTOpYo OkoHUMA B 1934 rosy, OCBOMB TEXHUKY
peanncTMUeckon MacasHOM XXNBONUCK. BepHyB-
wuckb B Knutan, /lro Coibain cHauana npenogasan B
LleHTpanbHOM yHMBepcuTeTe HaHKMHa, 3aTeM ne-
pewen B CeBepo-3anajHbiii Nefarormyecknii yHu-
BepcuTeT, a B 1950-x rogax BHOBb 060OCHOBaACS B
HaHkuHe. OH 6bl1 NprBepXKEHLEM aKaZeMUYeckoro
XyZAO>XeCTBEHHOro obpasoBaHus, 3aLmLLan peanu-
cTnyeckyto cuctemy npenogasarua Croi balixyHa.

Il 74. Lii Sibai. Sichuan Peasants. 71.5 x 52.5 cm. 1938. Oil on
canvas. National Art Museum of China, Beijing.

Jlro Cbibain noaaep>KMBan peanncTmyeckmuii MetTos
TBOPYECTBa, NCMONb3YA ero A1A NPOCaaBAeHNs Npo-
CTbix pabounx. Ero paboTbl «CblvyaHbCKMe KPecTbs-
He» (puc. 14) n «MopTpeT maTepu» (puc. 15) bbian
npeAcTaBAeHbl Ha BbICTaBKe KMTAMCKOM XXMBOMMU-
cv B MockBse. Bknag Jlton Coibas B pa3Butue pea-
JINCTUYECKOW MacnsiHOW XuBonuck B Knutae Henb3s
nepeoLeHnTb. Ero BbipasuTebHbI CTUAb OTANYaeT-
Cs OT knaccmyeckor TexHukn Croin balixyHa: B mac-
NAHbIX paboTax Jlto Cbibas coyeTatoTca peannsm
Kypbe, aneMeHTbl NpeAMMNpPeccMoHr3ma, a TakKe
0606ueHns dpopmbl Ce3aHHa 1 APYrUX NOCTUM-
MPeccMOHUCTOB.

CTouT Takxe ynoMsHyTb eLlie OAHOro BaXKHO-
ro KUTaNCcKoro XyAoxHvKa-peanuncra. AHb BaHbasH
(1893-1988) 6b11 OAHMM U3 HEMHOTUX PaHHUX K-
TalCKMX Xy[OXKHUKOB, KOTOPbIE MOJHOCTBIO MOCBS-
TMAN cebs U3yyeHnto 3anagHom xmueonucu. Becro
CBOHO XKM3Hb OH M3yyasl KNaCcCUYECKYHo XXMBOMUCh
1 BHeC 3HauWTeNbHbIN BKIaj B pa3sBuTMe TBOpUe-
CKOro MeToja W KJacCU4Yeckon peanncTmyeckom
xusonucy B Kntae, ocHoBas LLKony M3ALWHbIX 1C-
KycctB B Cyuxoy, KOTopas cTana KpynHerLwmm xy-
[OXECTBEHHbIM yupexaeHviem B cTpaHe. OH npuses
13 EBponbl 500 runcosbix cnenkos n 6onee 10 000
KHWT, YTO CAenano KoMy NAEePOM B 061aCTh Xy-
[0XecTBEHHOro obpasoBaHusa B Kntae. 310 co3ga-
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L. 15. Li Sibai. Portrait of Mother. 81 x 65 cm. QOil on canvas.
1948. Long Art Museum, Shanghai.

/10 MPOYHYHO OCHOBY AJ/1 MOMYAsApPW3aLMW peannsma
M M3yUYeHUNs KNacCMyeckoro eBponemnckoro nckyc-
cTBa. [To3xe OH 3aHan AoMKHOCTL B Cotoze Xyaox-
H1KoB Kutas. AHb BaHbAAH Cbirpan KAtoUYeByto posib
B Pa3BUTUM MaCNsIHOW XXMBOMUCU U COBPEMEHHOTO
XyZOXeCTBeHHOro obpasoBaHus B Kutae, couetas
HaLMOHaNbHbIV AyX C EBPOMENCKMMY TEXHUKAMMU.

Xots Crori bavixyH, Jlron Cbibali u AHb BaHbasH
npoLwAn cepbesHoe obyyeHne B 3anasHoOM aka-
AEMNYECKON TpajuLmMKY, MacTePCKM Blajenn pe-
aNCTUYECKON TEXHNKON MaCSHOW XMUBOMUCK, UX
MCKYCCTBO, 3-3a BPEMEHHbIX OTPaHUUYEHUI U INYHBIX
0CODBEHHOCTEN, He AOCTUI/IO MONHOro peannsmMa. B
nocneAHne rogbl Xxun3Hu Ctoin balixyH npusHaean, uto
XOTSl OH 1 MPOMOBeAOBa peannsm bonee ABajuatu
NeT, eMy TaK ¥ He yAanocb NpubanN3nTbCS K Hapo-
4y. OHM He yunTbIBasIM UCTOPUYECKYHD NMepCreKkTu-

BY KMUTaMCKOM XMBOMNMUCK: TpeboBanock co3saBaTtb
Takne KapTUHbI, KOTOPble OblAN Bbl peanncTUYHbI
C TOUKW 3PEHUS TEXHUKM, HO B TO Xe BPeMs B Ka-
yecTBe TeMbl UCMOb30BaAN BbIT MPOCTbIX AHOAEN.
KapTuHbl Takoro posa Moriv oTBeyaTb Mctopuye-
CKUM U MpakTnyeckmm TpeboBaHnsaM KUTANCKOro
obLecTBa, MOrAN BbITb MPUHATLI U MOHATLI LIMPO-
KOW OBLLLECTBEHHOCTLO. DTO Oblfa XyA0XKECTBEHHas
MUCcUs, MyTU peannsaunm oHun nckanw. brarogaps
MX YNOpCTBY, NONyaspmusaLmm peaansmMa 1 fanb-
Helweln paboTe, KUTalckas peaancTmyeckas >Xm-
BOMWUCb JOCTUI/IA yCrexa B NMEPUOZ COLManbHbIX
nepemMeH. be3 nonckos Croi baixyHa 1 gpyrux xy-
JOXHUKOB He 6b110 Bbl Pa3BUTUS KMTAUCKOM pe-
aNCTNYECKOM MaCTAHOM XMUBOMUCK U HbIHELLIHER
aTMocdhepbl TBOPYECKOro pa3Hoobpasus, rae npo-
LiBETAOT Pa3/IyHble LIKOJbl U HarnpaB/eHus.

B Hauane XX Beka HOBaToOpbl peasncTmyeckoro
nckycctea B Kutae ¢pokycmpoBanance Ha nsobpa-
KEHUW LeNCTBUTENIbHOCTA, BHEAPSAS €BPONenckmne
TEXHUKM XMBONUCK. OZHAKO OHW YAENsanv Maao BHU-
MaHus Ayxy peasnsmMa U He COeAMHSAMN ero C KUTaw-
CKOV COLMaNbHOW peanbHOCTbIO, TaK KakK F1aBHOWM
nzeen Toro BpemeHun 6bi10 npoceeleHue. MNMocte-
neHHas TpaHchopmaLmsa TPaAULMOHHOIO KUTaNCKO-
ro NCKYCCTBa Y M3MEHEHMWe CoLManbHbIX YCI0BUMA
NMpUBEAN K MOHVMAaHWIO, YTO UCKYCCTBO LOJIXKHO
OTpaxkaTb peanbHYH XWU3Hb W COoLManbHble Nepe-
MeHbl. TO BbI3BaJO AMCKYCCUIO, T1aBHbI BOMPOC
KOTOPOW 3ByYan caesyrowum obpasom: NCKYCCTBO
«ANns nogen» AN «paju nckycctea»? C nosieae-
HWEM «J1eBOrO UCKYCCTBa» U [BUXKEHNEM COMPO-
TVBNIEHUS AMOHCKOW OKKyMaLumn nckyccteo B Kutae
CTa/I0 BOBJIEKaTbCS B COLMA/IbHYHO peaibHOCTb. Tak,
HampvMep, OTpaXkKeHre XXeCTOKOCTU aHTUANOHCKOM
BOWHbI CTaJI0 HOBbIM UCTOPUYECKUM TpeboBaHMEM.
ConpoTuBaeHne ANOHUN 1 PEBOIOLNOHHBIE UAen
«ABUXeHUs 4 Mas» BOMAOTUANCH B MPaKTUKeE, YTO
NpYAano KUTanckomy peanncTmyeckomy UCKycCTBy
HaLUMOHaNbHbIM XapakTep WU onpeAenrno HoBbI
3Tan ero pasBuTus.
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STYLE AS MEANING:
M. WEINBERG'S OPERA THE PASSENGER

To the 80th anniversary of Victory
in the Great Patriotic War

Summary: The article considers the dramaturgy of mu-
sical styles in one of the little-known works of the 20th
century — The Passenger, an opera by M. Weinberg. Musi-
cal styles are examined in relation to the opera’s seman-
tic content. The musical sound of the opera embraces the
song folklore of many countries just as the cast of char-
acters — Russians, Poles, French, Jews, English, Germans,
etc. The musical sound of the opera is based on classical
music, Soviet pop music (song), or the European-Ameri-
can dance tradition, etc, just as the life of the characters
— spiritual or soulless.

Drawn from the dramaturgy of the opera, the main
idea of the article is to present each musical style in con-

Mieczystaw Weinberg considered the opera The
Passenger (1967-1968) to be his life's work, which
is especially relevant today. The plot of the opera is
based on a meeting that suddenly took place during
peacetime, a meeting between a former Auschwitz
prisoner, Marta, and the warden, Lieschen. Recol-
lections of the concentration camp form the basis
for a significant portion of the action.

For the composer and for the author of the sto-
ry on which the libretto was based, such coverage
of the terrible events of the War is autobiograph-
ical: Weinberg's family, who lived in Poland at the
beginning of the Great Patriotic War, died in con-
centration camps; the fate of the writer, Zofia Pos-
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A composition written with the heart’s blood.
G. Sviridov
on the opera The Passenger [1]

nection with the meaning of the situation it express-
es and with the moral qualities of the heroes of whom
these expression styles are characteristic. The conclu-
sions made during the course of lectures on the His-
tory of Music at the Performance Departments of the
Gnessin Russian Academy of Music are given in the ar-
ticle. The opera The Passenger has been included by the
author in the curriculum since the 2013/2014 academ-
ic year. It has interested not only students but also fel-
low musicologists.

Keywords: The Passenger, M. Weinberg, Soviet song,
waltz and jazz dance, encyclopedia of musical styles.

mysz, developed in such a way that, having survived
imprisonment in Auschwitz and Ravensbruck, she
lived to see the Victory and, already in peacetime,
on the Champs Elysees in Paris, she met the war-
den of Auschwitz walking towards her. The shock
she experienced was so strong that Zofia was able
to escape the realisation of the “truth” of life only
through creativity. The story, “The Passenger”, be-
came one of the writer's first works [5].

Our article is devoted specifically to the mu-
sic, or more precisely, to the stylistic dramaturgy
of the opera The Passenger. It is the summing up
of the leading styles and genre trends of the 20th
century for a reliable development of the plot and

characters. In other words, the opera The Passen-
ger is a kind of encyclopedia of the main styles of
the 20th century with an accurate “explanation” of
the meaning of each of them.

The definition of style in connection with the
musical culture of the 20th century is a painfully
ambiguous phenomenon: it is connected with the
idea of polystylistics. However, with all the numer-
ous variants, two leading trends are still outlined —
modern and postmodern. Both of these trends are
presented in the music of The Passenger. In this
opera, modernism operates with one of its most
indicative techniques, namely quoting or stylising
classical or modern works and styles. Thus, rather
diverse in general, but, nevertheless, subordinated
to a single artistic goal, musical sound is formed.
Let us designate each of the trends successively;
in total, we will highlight three: academic music -
modern and classical, folklore — Russian and oth-
er peoples, pop — Soviet and European-American.

First, let us consider the sound, which occupies
the largest temporal space of the opera. This style
is usually designated as expressionistic, that is, go-
ing beyond any known boundaries of expressive-
ness. It is one of the modern academic styles, which,
in our lecture usage, we call off-key. This designa-
tion makes one think about the reasons for not
hitting the notes. In special musical language, it is
called extended tonality and implies a wide use of
chromatic unstable tones and harmonies. In gen-
eral, for a musician, not hitting the notes is a sign
of unprofessionalism. However, it is hardly possi-
ble to convict expressionist composers of the 20th
century of this. It seems that the reason for such
musical sound is the failure of the life of society to
comply with the centuries-old laws of the spiritual
life of “man and humanity”, which not only could
not remain unnoticed by art, but cried out through
the subtle world of creativity. “The entire 20th cen-
tury was accompanied by a rapid complication of
the musical language. Clarity and precision of or-
ganisation of classical forms of music have faded
into the background, while the diversity of choice
and organisation of expressive means has come
to the fore in the work of modern composers. This
situation has developed since the first decades of
the last century... However, even at the turn of the
21st century, 'newest music’ often causes a shock
of perception due to the ‘chaos’ of incomprehen-
sible sounds. Modern opus music is elite, under-

standable to a relatively small part of the listening
audience...” [7].

In the opera The Passenger, the “rapidly compli-
cated musical language”, characteristic of the off-
key style by our definition, is used to express the
lack of spirituality of fascism, since this phenom-
enon is off-human, off-vital. In Weinberg's opera,
the expressionist style of the 20th century is so “in
its place”, that no aesthetic dissonance, which Yu.
Kholopov spoke about, occurs when listening to
this music. Firstly, the fascists speak in this style. It
is the former warden, and in the present — attractive
Lieschen, who, with her husband Walter, is heading
from Germany to the place of his diplomatic ser-
vice in Brazil. These as well as other characters of
the fascist type in Auschwitz emerge in the action
when “switching” time plans from the present to
the past. We will not dwell on these characters in
detail, we will only highlight the head of Auschwitz.
He does not have its own text part; however, he is
personified by music — a certain genre (style), which
we will talk about a little later. Secondly, the off-key
nature, as a soulless structure of life and music, is
reflected in the parts of the sufferers of Auschwitz,
sounds in their dialogues and in the instrumental
music accompanying the action. It is understanda-
ble — the reasons for such penetration are imprint-
ed not only in the words, but also on the faces of
the characters, for example, on the face of a Rus-
sian girl, Katya, the head of the underground or-
ganisation of resistance of prisoners. Her face is
broken, in bruises and open wounds. The off-key
expressionistic style of the opera can also be called
"wounded” by not hitting the notes.

In connection with the Saving Principle, the op-
era The Passenger contains folklore, pop Soviet, and
academic classical styles. Together, they testify to
the fact that even in the inhuman conditions of the
concentration camp, people remained people and
retained the main human qualities - compassion,
hope, and love! The folk and pop Soviet styles are
represented by songs. There are not many songs
in The Passenger. All of them stand out against the
background of the instrumental character of the off-
key style. The songs organise opera scenes, as ari-
as once did in baroque opera (unlike the baroque
form, there are fewer such scenes here; the song
does not always manage to break through the im-
penetrable thickness of the off-key style). The songs
are of two types — folk or with folk elements, and
pop Soviet hymn-like.
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Folk songs are presented by, first of all, Katya's
song "Ah Dolina, Ty Dolinushka”. This song is very
reminiscent of the song from the Smolensk region
from the repertoire of Agrafena Glinkina. From the
Russian opera tradition, in connection with this song,
we can recall Lyudmila’s aria from Act 4 of M. Glin-
ka's opera Ruslan and Lyudmila, “"Ah ty, moya do-
linushka, moya dolinushka!”. The circumstances of
the performance are similar: Lyudmila yearns for
her fiancé and father in the conventional gardens
of Chernomor, and Katya remembers her homeland
in real cruel trials. "And what is Russia like?" — Katya
does not immediately find an answer to the ques-
tion of the main character, Marta: “Can one really
explain this?”. "You can sing!” — that is what a song
is, it is about what you cannot always explain... Let
us recall that in Lyudmila’s aria, there is an appeal
to "dolya”, not “dolinushka”. However, the mean-
ing of these cognate words brings together such
important concepts for the Russian worldview as
dolya, “fate”, a person'’s life path, and “dolinushka”
—a symbol of the Motherland in certain conditions,
endless in its earthly space, turning into heaven-
ly. Katya's Russian song, "Dolinushka”, is adjacent
in the final scene of the First Act, “Barrack”, to the
Song of Marta, the main heroine, “If the Lord called
to me”". This song is written in the style of Soviet
pop music, which is perceived absolutely natural-
ly and makes a strong impression on the listener.

We have already had to write about the musi-
cal etymology of the Soviet song [4]. It seems that
this genre is collective, it captures the entire diverse
palette of Russian music - folk, academic, church.
All these basic directions of musical life were pre-
served for people by the Soviet song — both a lulla-
by, a prayer song, calling for the harvest, celebrating
a wedding, and sympathising with loss. The song
“If the Lord Called to Me”, which Weinberg gives
to Marta, can be called a spiritual hymn. Its mean-
ing is the return to man of what is main, which the
Lord created similar to Himself — Freedom. The song
ends with a threefold appeal to Freedom.

It is also necessary to mention the song scene of
Marta and her fiancé, Tadeusz, whom Marta meets
by chance in the camp warehouse: she is scrubbing
the floors, he is choosing an instrument — the vio-
lin. The culmination of the opera will be connect-
ed with the sound of the violin. Here, in the scene
“Warehouse”, which opens the second act of the
opera, the musical tuning to the vital song mode
takes place. In the case of Marta and Tadeusz, it is
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connected with the autobiographical sound of Jew-
ish folk intonations for Weinberg. The birth of the
melody is connected with the lovers’ memories of
a meeting in the town hall, where, having stopped
near the organ, Marta said to Tadeusz: “play for me,
let's imagine that it is our wedding...". The same
thing is happening now; however, the conditions of
the meeting and the sound of the music are com-
pletely different, and the duet of Marta and Tadeusz,
which stopped the camp time, is rudely interrupt-
ed by warden Lieschen.

In addition to the fleeting style, which disrupts
the barely visible song structure of the sound each
time Lieschen appears, the fascist content and im-
pact on people is expressed with the help of a differ-
ent, non-song, European-American pop beginning
in the opera The Passenger. This beginning is ex-
pressed by dance music. It seems important that the
composer turns to the entertaining context of the
sound of dance: in the story about contemporary
events — these are jazz rhythms coming from the
dance floor of the ship on which Lieschen and Wal-
ter are travelling to Brazil; in the memories of the
horrors of Auschwitz, it is a primitive waltz, which
is personified — it is associated with the camp com-
mander’s tastes. He, in turn, does not have a sep-
arate textual or musical part, except for this genre
symbol — simplified to the point of tastelessness.
These dance entertaining landmarks become real
dominants of the action. In the present, Lieschen
and Walter are eager to go out dancing; however,
each time they encounter an obstacle in the form
of a stranger who appears out of nowhere, the Pas-
senger, in whom Lieschen recognises Marta. In the
past, everything is moving towards the birthday of
the head of Auschwitz, when Tadeusz, Marta's fi-
ancé, a musician, had to play the commandant’s
favourite waltz: “What are you doing here?”, Mar-
ta asked him when they met in the warehouse. "I
was told to learn some melody,” Tadeusz answers.

It seems important to note the meaning in the
European and American 20th-century dance culture
that was emphasised by Weinberg: entertainment
as a distraction from the most important, from the
true assessment of events, entertainment as obliv-
ion of the truth! It is exactly what Lieschen and
Walter strive for. It is especially clearly reflected in
the part of Walter, who at first reacts very emo-
tionally to Lieschen’s involvement in the horrors of
Auschwitz; however, he later says: “Is the splinter
that was sucked into the whirlpool to blame?”, and

then about his compatriots: “"We are sentimental...
but this makes us purer...". Such self-justifications
are "musicalised” by the composer in the genre of
dance: dance, dance, dance in order to forget, for-
get, forget... Dance pop music is entertaining — it
is its essence, it is dangerous! Instrumental music
without words can have an unpredictable effect on
a person and can dispose to evil imperceptibly. In
the opera’s dramaturgy, the dance rhythms of “false”
freedom are contrasted with the song intonations
of life. The melodic plots of the jazz theme and
the waltz theme are very similar, since the waltz is
built on the repetition of not only the figures, but
also the dotted "auxiliaries” to the tonic (which in
no way let go of the first step — they begin with
it and return the movement of the melody to it).

At the culmination of the opera, the two des-
ignated dance themes are abolished by quoting
a work that is also based on dance; however, its
meaning is by no means entertaining. In the last
scene of the opera, “The Concert”, the action cov-
ers both the present and the past. In the present
— Lieschen and Walter, finally, having overcome all
“sentimental” experiences, go hand in hand to the
dance floor. Suddenly, music sounds, which deprives
Lieschen of her mind so much that she rushes to
the passenger, Marta, to prove her saving rightness:
Lieschen is sure that it was she who saved Mar-
ta from the death barracks, although she had just
told Walter that she had sent Marta there, “from
where there is no return”, for her offense (and de-
monstratively washed her hands in front of Walter).
Why is there such a reaction? It is because "music
from hell” has started playing on the dance floor
— the Auschwitz waltz. The very one that Tadeusz
was supposed to play at the commandant'’s birth-
day. Immediately the action switches to the past.
Finding ourselves in the conditions of Auschwitz,
seeing Tadeusz with a violin in his hands, and hear-
ing the cry of the fascist: “Play as if before the Lord
God! Soon you will meet Him!”, we become wit-
nesses of the musician's feat: instead of a vulgar
waltz, Tadeusz performs the Chaconne by J. S. Bach
and pays for his choice with his life. The Chaconne
is the main quote in the musical postmodernism
of The Passenger, testifying to the academic clas-
sical tradition, which is priceless at any time and
in any conditions, and always attests to the truth
and high spirituality of life!

Thus, the stylistic dramaturgy of the opera The
Passenger consists of three dominants, each of

which is associated with a certain spiritual/spir-
itless content.

Firstly, it is the academic style, which is divided
into the directions of classical and modern music.
Classical one testifies to the unchanging beauty of
art as the beauty of life, however, not in its mo-
mentary manifestation, but in eternity. Modern, the
fleeting one, testifies, no matter how rude it may
sound, to violence against “man and humanity”, in
the context of the opera — to fascist ideology. In
the academic style of the opera The Passenger, the
opposition of the past and the present of musical
culture, of which the past has a positive meaning,
is interesting...

Secondly, it is the pop style of the 20th century,
which, like the previous one, is divided into two di-
rections. It is a Soviet song and a jazz dance. Here,
in the sphere of danceability, we can also include
the vulgarised primitivism sound of the waltz, which
was once a ballroom dance in the past. In the pop
style of the opera The Passenger, it is interesting
how the domestic song and foreign dance culture
are contrasted; they are not at all politically but
humanly divided in the work of the contemporary
of terrible events [6].

Thirdly, it is the folklore style. Of all those pre-
sented, it is the most unambiguous — positive. The
folklore tradition is presented in its song genre
manifestation, which attests to the preservation of
the main spiritual qualities of man — love for peo-
ple and for the Motherland. Songs in The Passen-
ger are sung only by sufferers, who endured all
the horrors of imprisonment. These songs are like
timeless windows into eternity, valuable joy, peace,
and happiness.

Having outlined in the most general terms the
stylistic encyclopedic nature of the opera The Pas-
senger, we will end, as the author did, with the "Ep-
ilogue”. It is performed by Marta, she is no longer
on the ship, but at home, on land, and addresses
us, the listeners, remembering her dead friends.
The intonations and rhythms of the entire opera
run through this short speech, which stops at the
tonally affirming statement with which the com-
poser began his work: “If your voices die out, we
will perish” [1].
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K 80-netuto Mobeapl
B Bennkoit OteuectseHHOW BonHe

AHHOMayus: B HacTosLen cTaTbe NocTassieHa npobe-
Ma ApamaTyprv My3blkasbHbIX CTUAEN B O4HOM U3 Manouns-
BECTHbIX Npoun3BeseHnin XX Beka — onepe M. C. BaiHb6epra
«[Maccaxxmpka». My3blkasbHble CTUAN pacCMaTPUBAKOTCA B
CBAI3M CO CMbIC/IOBbIM COZEP>KaHNeM 3TOW onepsbl. Tak xe
KaK cOCTaB JeNCTBYIOLLMX VL, — PyCCKUe, MONAKM, GpaHLyy-
3bl, €BPen, aHrIM4aHe, HeMUbl 1 Ap., — My3blKaJbHOE 3BY-
YaHwWe ornepbl OXBaTbIBAET NeCeHHbIM GObKNOP MHOIMX
cTpaH. Tak>Ke Kak XM3Hb NepCoHaxew — AyxoBHas nav 6es-
[yXOBHasA — My3blKa/lbHOE 3By4aHWe orepbl ONUPaeTcs Ha
KIaCCMYEeCKyH My3blKy, COBETCKYHO 3CTpady (MeCHKo) Uan Ha
€BPOMencKo-aMeprKaHCKYHO TaHLIEBaNbHYHO TPAANLIMIO U Ap.

MpeAacTaBUTb KaxAbli My3blKabHbIV CTU/b BO B3au-
MOCBA3M CO CMbIC/IOM CUTyaLMK, KOTOPYHO OH BbipakaerT,

Onepy «Maccaxmpka» (1967-1968 rr.) Meuncnas
CamyunoBuy BanHbepr cuntan Aenom CBOEn Xun3-
HW, KOTOPOe B HallW AHW OKa3biBaeTcs 0COHEHHO
akTyasbHbIM. OCHOBY CHOXETa Omnepbl COCTaBASET
BCTpeuYa, BHE3anHO COCTOABLUAsACA YXe B MUPHOE
BpeMsl, - BCTpeya ObiBLUEN 3akatoueHHON OCBEHLM-
Ma MapTbl ¢ Hag3upaTenbHuueln Jlnzon. bonbLion
naacT AelCTBUS NPUXOAUTCS Ha BOCMOMUHAHWSA O
KOHLLeHTpaLMOHHOM flarepe.

[lns camoro KomMno3uTopa 1 Ans aBTopa nose-
CTW, NO KOTOPOW BbIIO HaMMcaHoO NMBPETTO, Takoe
oCBellleHNe CTpaLLHbIX CObbITMIA BoiHbl aBTOBMO-
rpaduuHo: cemba M. C. BaliHbepra, koTopas Ha Ha-

«CoYuHeHue, HaNUCaHHoe Kposbio cepoya»
I'B. Ceupudos
06 onepe «[laccaxupka» [1]

1 C HPABCTBEHHOW XapakTePUCTUKOW repoeBs, KOTOPbIM 3TU
CTWUM BbICKa3blBaHNA CBOMCTBEHHbI, - TaKOBa OCHOBHas
naen HacToALlen cTaTby, NOYEpPHyTas B ApamaTyprum
camoi onepebl. B cTaTbe NnpeAcTaBAeHbl BbIBOAbI, CAeNaH-
Hble B MpoLiecce YTeHMA Kypca Nekumi No AncUmninHe
«MCTOPUSA MY3bIKWN» Ha UCMONHUTENbCKNX Kabeapax PAM
nmeHu MecrHbix. Onepa «lMaccaxuvpka» 6biia BKAOYE-
Ha aBTOpOM B y4ebHyto nporpammy ¢ 2010/2011 yu. r.
N 3aMHTepecoBaa He TO/NbKO CTYAEHTOB, HO W Koaner
MY3bIKOBE/OB.

Knroyesele cnoea: lMaccaxupka, M. C. BaliHbepe, co-
8emcKas nNecHs, 8ajbC U MaHey 8 cmujJe 0Xas, SHYUK/10-
nedus My3bikaaeHelx cmunel

yasno Besnvkon OteyecTBeHHOW BolHbI NpoXmBana
B MosbLue, nornbaa B KOHLEHTPALMOHHBIX farepsix;
cyabba nucatenbHULbl 30dPbK MNMoCMbILW cnoxuaach
TakuM 06pa3om, 4To, nepexms 3akatoveHne B Oc-
BeHUUMe 1 PaBeHcbptoke, oHa goxwuna fo Mobeabl
N y>Xe B MUpHOe BpeMs Ha Eancelickuii Monsix B Ma-
puxKe BCTpeTUAA MAYLLYIO el Ha BCTpeYy Haa3unpa-
TesbHuLy OcBeHUMMa. VIcnbiTaHHbIW LWLOK OKa3ascs
TaKoW CWJIbl, YTO CNACTUCh OT OCO3HAHWSA «MpPaBAbl»
XKM3HW 30dbsA CMOrna ToNbKO B TBOpYecTBe. Ee no-
BecTb «[laccaxmpka» cTana OAHUM 13 NepBbIX NPO-
n3BeAeHn nucatenbHubl [5].
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Hawa ctaTba nocBsLlieHa My3bike, @ TOYHEee CTU-
neBoOl gpamatyprum onepsbl «Maccaxmpka». Peub
NAET O CYMMUPOBAHUN BEAYLLMUX CTUNEN N XKaHPO-
BbIX HamnpasaeHUn XX Beka 4151 LOCTOBEPHOrO pac-
KPbITWS CHOXKETa 1 XapakTepOB AENCTBYHOLLMX L,
MHbIMKn cnoBamu, onepa «[laccaxmnpka» - 3To CBO-
€ro poga 3HumKnoneamns sesymx ctunen XX seka
C TOYHbIM «OBBACHEHNEM» CMbIC/IA KaXA0Tro U3 HUX.

OnpegeneHne CTUAA B CBA3M C My3blKalbHOM
KynbTypoi XX Beka — fABfeHne 601e3HEHHO MHO-
rosHayHoe: OHO CBA3aHO C NpeAcTaBAeHVEeM O Mo-
avctuanctuke. Ho npu Bcex MHOTOUUCAEHHbIX
BapuWaHTax, Bce-Taku HameyatoT ABa BeAyLnX Ha-
npaBaeHVa — MOAepPH 1 nocTMogepH. Oba 3Tn Ha-
npaBieHVs NpeacTaBaeHbl B My3blke «[laccaxunpku».
MocTMoAEepPH B 3TOM onepe onepupyeT OAHUM K3
Hanbonee NokasaTeNbHbIX CBOVX MPUEMOB, @ UMEH-
HO LMTMPOBaHMEM UAWN CTUAM3ALMEN KNaCCUUYECKNX
WA COBPEMEHHbIX MPOU3BEAEHNI N COBCTBEHHO
cTunen. Taknm obpa3omM B LLeNOM CKazblBaeTcs
[OBOJIbHO Pa3HOCTOPOHHE, HO TEM He MeHee MoJ-
UMHEHHOE eNHOM XYAOXXECTBEHHOW Llean My3bl-
KanbHoOe 3ByYaHune. O603Haunm nocnesoBateNbHO
KaXkZ,0e 13 yCabllWaHHbIX HanpaB/JeHURn, BCero Bbl-
AeNnM TpU: My3blka akajeMunyeckas — COBpeMeHHas
N knaccnyeckas, GoNbkAOpHasa — Pycckas n Apyrmx
HapoZAOB, 3CTpasHas — COBETCKas 1 eBPOMencKo-
amepuKaHckas.

CHauana — 0 3By4YaHUN, KOTOpOe 3aHVMaeT Hau-
60/bLIee BpeMeHHOe NPOCTPaHCTBO OMepbl, ero Npu-
HATO 0603HauaTb Kak 3KCNPECCUOHUCTUYECKOE, TO
eCTb BbIXxoAsllee 3a Kakme 6bl TO HU OblNO N3BECT-
Hble paMKV BblPa3nTeNIbHOCTU. DTO OAMH U3 COBpe-
MEHHbIX akaZleMUYeCckux CTUEN, KOTOPbIA B CBOEM
NeKUMOHHOM 0bKmxoge Mbl Ha3blBaeM MUMOHOTHBIM.
Takoe 0603HaueHWe 3acTaBAsfEeT 3a4yMaTbCa O Npwu-
YMHax HemonagaHuAa B HOTbl. Ha cneunansHo My-
3blKaJIbHOM £3blKe 3TO Ha3bIBAETCA PaCLUMPEHHON
TOHaNbHOCTbIO (M fanee BNAOTb A0 OTKasa OT TO-
HaNbHOW OpraHun3aLmmn) 1 NoapasymMeBaeT LUIMPOKOe
MCMO/b30BaHME XPOMATUYECKMX HEYCTONYMBDBIX CTY-
MeHen/TOHOB 1 rapMOHU. B Lienom ana My3sblikaHTa
HeronagaHve B HOTbl — MPU3HaK HenpodeccroHa-
nm3Ma. Ho BpAd M MOXHO YAMUNTbL B 3TOM Bblgato-
LLNXCA KOMMNO3UTOPOB-3KCNPECCMOHNCTOB XX Beka.
MpeacTaBasfeTcs, YTO MPUYMHA TaKOro My3blKasb-
HOro 3ByYaHMWs — B HemomnagaHun caMom Xn3Hu 06-
LLeCTBa B CIOXMBLUMECH BEKaMMW 3aKOHbI JyXOBHOM
SKM3HW «YesioBeKa M YesioBeYyecTBa», KOTOpoe He
TOJIbKO HE MOF/I0 OCTaTbCA He3aMeYeHHbIM UCKYC-
CTBOM, HO BOMUAJIO Yepe3 TOHKMI MUP TBOPYECTBa.
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«Becb XX Bek conpoBoXxganca CTpeMuTeNbHbIM yC-
NOXXHEHWEM My3bIKabHOrO A3blka. ACHOCTb U YeT-
KOCTb OpraHun3aLmm Knaccmyecknx Gopm My3sbiku
YLLUAW Ha BTOPOW MAaH, Ha NepBbIli XXe B TBOPUYECTBE
COBPEMEHHbIX KOMMO3UTOPOB BbIBWHYANCH MHOTO-
obpaswne BbibOpa 1 OpraHM3aLnmn Bbipa3nTebHbIX
cpeacTB. Takasa cUTyaumns CI0XMAACh C NepBbIX je-
CATUNETUI NpoLeLlero Beka... Ho n Ha pybexxe XX
1 XXI BeKOB «HOBeWLLIas My3blka» YacTo Bbl3blBaeT
LUOK BOCTMPUATUAS OT «XaoCa» HEMOHATHbIX 3BYKOB.
CoBpemeHHas onyc-My3blka 3MTapHa, MOHATHA OT-
HOCKTENIbHO HEBO/IbLIOW YacTK CyLLaTeIbCKOM ay-
antopuu...» [7].

B onepe «[Maccaxnpka» «CTpeMUTeNbHO YCNOX-
HEHHbIM MY3blKa/JlbHbIM f3bIKOM>», CBOMCTBEHHbIM
no HaleMy onpeaeneHnto, MUMOHOTHOMY CTUIO,
OKa3blBaeTCA BblpaxkeHa 6e34yxOBHOCTb palun3ma,
MOCKOJIbKY CaMO 3TO fiBeHWEe — MUMO-YeoBeuY-
HOe, MMMO-XU3HeHHoe. B onepe M.C. BaliHbepra
3KCMPECCUOHUCTCKUIN CTUAb XX BeKa OKa3blBaeTcs
HaCTONbKO «Ha CBOEM MecCTe», YTO HMKAKOro acTe-
TUYECKOro AMCCOHaHca, o KoTopoMm rosopua HO.H.
Xononos [7], npuv caylwaHnm 3TOW My3bIK1 He Npo-
ncxoamnT. Bo-nepsbiX, B 3TOM CTU/IE BbICKa3bIBatOT-
cs pawmncTbl. 3TO ObIBLIAA Haj3MpaTeNbHULA, a B
HacToALeM — npuBiekaTenbHas J/In3xeH, koTopas
CO CBOWM cynpyrom BanbTepom HanpaBaseTcs us
lepMaHuUn K MecTy ero AnnaoMaTmyeckomr cayxosi
B bpa3suaunio. 370 1 BCe Apyrne nepcoHaxkun daium-
cTckoro Toska B OcBeHLMME, BCM/bIBAOLME B JeW-
CTBUM NPU «MepekIroUYeHnn» BPEMEHHbIX M1aHOB C
HacTosLLero Ha npolealee. He bysem nogpobHo
OCTaHaB/MBATbCA Ha 3TUX NEPCOHaXax, BblAeNNM
Avwb HavanbHuKa OcBeHumMa. OH He nMmeeT CBO-
el TEKCTOBOW MapTuK, HO OJIMLETBOPEH MY3bIKOW
— onpeseneHHbIM XaHPOM (CTUeM), O KOTOPOM CKa-
KeM UyTb Mo3Xe. Bo-BTOPbIX, MUMOHOTHOCTb, Kak
6e34yXOBHbIN CTPOW XU3HM N My3bIKW1, OTPaXKaeTcs
“ B napTusax ctpaganbLeB OCBEHLMMA, 3BYUNT B UX
Avanorax U B MHCTPYMEHTalbHOM My3blKe, COMpo-
BOXAatoLLeln feicTBME. ITO 0OBACHUMO — NPUUK-
Hbl TaKOrO MPOHUKHOBEHWA 3arneyaTieHbl He TObKO
B C/I0Bax, HO W Ha /IMLLax NepCcoHaXel, Hanpumep,
pycckon aeByLKn Katn — rnaBbl NOAMNOALHOW Op-
raHmM3aLmm COnpoTMBAEHUS 3aKNtOUeHHbIX. Ee o
pa3bunTo, B KPOBOMOATEKAX U OTKPbITbIX paHax. «Pa-
HeHbIM» He MonajaHeM B HOTbl MOXHO Ha3BaTb U
MVMOHOTHbI 3KCMPECCUMOHUCTCKNI CTUIb OMeEpbl.

B cBA3m co CnacuTenbHbIM HayasoM B onepe
«[Maccaxunpka» HaxoAaTCs GONbKAOPHBINA, 3CTPas-
HbIA COBETCKWUI U aKaJeMUUeCcKUn KnacCuueckumn

CTUAN. B COBOKYMHOCTN OHW CBUAETENLCTBYIOT O
TOM, UTO JaXe B HeYeNOBEeYeCKNX YCIOBUAX KOH-
LEeHTPaLMOHHOrO Nareps, AWM OCTaBaNNCh NOAb-
MU 1 COXPaHANM FNaBHble YesoBeyeckme KavecTBa
— cocTpagaHue, Hagexay v ntobosb! Ctnan Gonb-
KJAOPHbINA U 3CTPaZHbIA COBETCKUIA NpPeACTaBaAeHbI
necHamMmu. MNMeceH B «[laccaxxmpke» He MHoOro. Bce
OHW Ype3BblYaiHO 3aMETHO BbIAENAOTCA Ha GOHe
MHCTPYMEHTAIbHOTO XapakTepa MUMOHOTHOTO CTUIA.
[MecHW opraHM3ytoT OnepHble CLEeHbI, Kak KOrga-Tto
B 6apoyHOI onepe 310 Aenanun apum (B OTAUYUUN OT
6apouHo GOpMbl 34eCb MeHbLLE TakMX CLIEH, He
BCerja rnecHe ysaetcs npobmutbcs CKBO3b HEMpo-
rAAAHYH TOALWY MUMOHOTHOCTW). NecHn npeacTas-
NeHbl ABYX BUAOB — HapOAHbIe UAN C HAPOAHbIMU
31eMeHTaMu, N 3CTpajHble COBETCKME TMMHNYe-
CKOro cknaga.

HapogHble — 310, npexae Bcero, necHsa Katm «Ax
[O/IVIHA, Thl, AONMHYLLIKa». 3Ta MEeCHA OYeHb Hanomu-
HaeT NpoTAXHYto CMOIEHCKOro pernoHa us penep-
Tyapa ArpadeHbl [MHKMHON. V13 pycckoi onepHoM
TPaAMLMM B CBSA3M C 3TOW NeCHel BCMNOMUHaeTCs
apvis Jiogmunbl U3 4 pevicteus onepbl M. V. TanHkm
«PycnaH n JltogMmuna» «Ax Tbl, JONA MOSA JONHOLLKA,
nons Mosi ropbkas!». O6CToATeNbCTBA UCMONHEH WS
CXoXu — 1 Jlrogmuna B yCIOBHbIX cagax YepHomopa
TOCKyeT O XeHuxe u baTiowke, n Kata B peanbHbIx
>KeCTOKMX UCMbITaHNAX BCMOMUHaeT o PoguHe. «A
Kakas oHa Poccusa?» - Ha BONpPOC r1aBHOW repou-
Hbl MapTbl He cpa3y HaxoauTca oTeeT y Katu: «Pas-
Be 06 3TOM pacckaxellb?». «A Tbl CMON!» - BOT YTO
TaKoe MecHs, B Hell — O TOM, O YeM He BCerga Mox-
HO ¥ pacckasaTb... HanoMHum, uto B apumn Jlrogmn-
Nbl 3ByUMNT obpaLleHne K «0/1e», a He «J0JINHE>.
Ho 3HaueHune 3TX OfHOKOPEHHbIX CN0OB COAMKaeT
Takue BaXHble A/ PyCCKOro MUPOBO33peHMA MNo-
HATUSA, KaK «Z0N5» - XXU3HEHHbIV NyTb YeNOBeKa, U1
«[JONNHa» - CUMBON POAMHBI — 6eCKOHEeYHON B CBOEM
3eMHOM MPOCTPaHCTBE, NepexoasLlemM B HebecHoe.

Pycckas necHs Katu cocefcTByeT B 3aKNHOUNUTESb-
HoW KapTuHe MepBoro aencteus «bapak» ¢ MecHel
MapTbl — rnaBHOM repouHn «Ecim 6bl Bo33Ban Ko
MHe Focrnogb». OTa MecHA HanucaHa B CTUINCTU-
Ke COBETCKOM 3CTpajbl, UTO BOCMpPUHMMaeTcs ab-
COJIFOTHO €CTECTBEHHO W MPOU3BOAUT CUNbHENLLIee
BreyaT/ieHne Ha cayliaTens.

Ham npuxogmnock y>ke nucatb O My3blKabHOM
3TUMONOTMY COBETCKON necHu [4]. MpeacTaBaseT-
CSl, UTO 3TOT XKaHP ABAAETCA COBUpPaTE/IbHbIM, B HEM
3aneuvat/ieHa BCs pa3HoobpasHas naautpa pycckow
MY3bIKW — HAPOAHOMN, akaseMUYeCKOW, LIepKOBHOM.

Bce 371 6a30Bble HanpaBeHUs My3blKalbHOW W3-
HW COXpaHwuna ANs Al COBETCKas MeCHs — U KO-
NblbenbHan, 1 MOANTBEHHas, U NPuU3biBatoLLas K
aTBe, Y NpasAHyoLwas cBasbby, 1 CoOYyBCTBYHOLLAs
yTparte. [MecHo «Ecnm 66l BO33Ban Ko MHe [ocnozb»,
KoTopyto BkaagbiBaeT B ycta MapTbl M.C. BailH-
6epr, MOXHO Ha3BaTb AyXOBHbIM TMMHOM. CMbICA
ee — BO3BpallleHne YyenoBeky rnaBHoro, B yem o-
cnoAb co3aan ero nogobHbim Cebe, — CBo6OAbI.
TpoekpaTHbIM BO33BaHWeM K CBoboOAe 3aKaHUu-
BaeTCs 3Ta MecHs.

Takyke HeobX0AMMO CKasaTb O MECEHHOW CLeHe
MapTbl 1 ee XeHunxa Tageywa, ¢ koTopbiM MapTa
BCTpeuaeTcs ciyyanHo Ha narepHom Cknage: oHa
ApavT MoJbl, OH BbIOMPAET MHCTPYMEHT — CKPUIKY.
Co 3ByuaHueM ckpunkmn byaeTt cBa3aHa KyabMWHa-
ums onepbl. 34ech Xe, B KapTuHe «Ckiag», KOTOpoW
OTKpbIBaeTcs 2 AeNCTBNE Onepbl, MPOUCXOAUT MYy-
3blKasibHas HaCTPOMKa Ha >XW3HEHHO BaXHbIN ne-
CEeHHbIN nag. B cnyyae MapTbl n Tageylla oH cBsA3aH
c aBTobunorpadpuyeckum ana M.C. BaiHbepra 3By-
YaHWeM eBPEeNCKNX HapOAHbIX MHTOHALMA. Meno-
AVA POXKAAETCA B BOCMOMUHAHUAX BAHOOEHHbIX O
BCTpeuYe B paTyLue, rAe, OCTaHOBMBLUMCh BO3/€ Opra-
Ha, MapTa nonpocwna TageyLa: «Cbirpain ais MeHs,
NpeACTaBMM, UTO 3TO Halla cBagbba...». Takxe npo-
NCXOAUT U Tenepb, HO TOJIbKO YC/I0BUSA BCTPEUN U
3By4YaHUWs My3blkKM KaTeropuyecknuMm 1Hble, U, ocTa-
HOBMBLUWI larepHoe BpemMs Ay3T MapTbl 1 Tagey-
wa, rpybo npepbiBaeTcA Haj3npaTenbHuLLen JInsxeH.

MOMUMO MUMOHOTHOTO CTWUAS, KOTOPbIV BCAKUN
pa3 ¢ noaBaeHvem JIn3xeH HapyLlaeT YyTb NPOrAs-
HYBLUMIN NECEeHHbIV CTPOK 3By4YaHus, dalimncrckoe
cosepykaHue v BO3AENCTBME Ha NIH0AEN BblpaXkaeTcs
B onepe «[laccaxxmpka» C MOMOLLbHO NHOTO HexXe-
NN MecHsd, 3CTPaHOro Hayana. 9To Hayasio Bblpa-
>KEHO TaHL,eBa/lbHON eBPONenCcKo-aMeprKaHCKOM
My3blkoM. MpeacTaBaseTca Ba>XKHbIM, YTO KOMMO-
3nTop obpalyaeTcsa K pasBiekaTeNbHOMY KOHTEK-
CTy 3ByYaHWs TaHLA: B paccka3e O COBPEMEHHbIX
CObbITMAX — 3TO A>KA30Bble PUTMbI, JOHOCALLMNECSA C
TaHUMNoWazaKM Kopabnis, Ha KOTOPOM MyTeLIecTBy-
toT B bpasuauto JlnsxeH n BanbTep; B BOCMOMUHA-
HUAX 06 yxacax OcBeHLMMa — 3TO NMPUMUTUBHbIV
Ba/IbCOK, KOTOPbIN NEPCOHNPULIMPOBAH, - OH CBf3aH
CO BKyCaMu HayaibHWKa fareps, B CBOKO oyepesb
He UMEIOLLEro OTAEbHOM TEKCTOBOW U My3blKab-
HOM NapTnK, KPOMEe 3TOroO XXaHPOBOro CMMBO/A —
ynpoLlyeHHoro Ao 6e3BKycus. 3TO TaHLMeBalIbHOe
pa3BiekaTe/lbHOe 3ByYaHVe CTaHOBUTCA HaCTOALLMM
OpPVEHTMPOM AelcTBuA. B HacTosAweM BpeMeHn —
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Jln3xeH 1 BanbTep cTpemMATCS BbIATA TaHLEeBaTb, HO
KaxkAbll/i pa3 BCTPeYatoT Ha CBOEM MyTU MOMEeXY B
BUAE NOSBAAIOLLENCA KaK BYATO U3 HUOTKYAA He-
3HaKoMKK — [Naccaxmpku, B KOTOpPOU JIn3xeH y3Ha-
eT MapTy. B npowwiom BpeMeHu — BCé ABUXKETCA K
TOMY, UTObObI Ha AHe poXxAeHus HayanbHuka Oc-
BeHUMMa TazeyL — eHnx MapTbl, My3bIKaHT — Cbl-
rpan NtobuMbIV BanbC KOMeHAaHTa: «4To Thbl 34€eCh
Aenaelwb?» - cnpawmeaet ero MapTa npw BcTpeye
Ha cknaze. «<MHe Benenn BblyunTb Kakyro-TO MeNo-
AVrO» - oTBeYaeT TajeyLu.

MpepacTtaBnseTcs BaxkHbIM OTMETUTb TOT CMbIC/,
KoTopbl nog4vepkHyT M.C. BaitHb6eprom B TaHLe-
Ba/IbHOW eBPOMencKo-aMeprKaHCcKom KyabType XX
BeKa: pa3BJjieyeHne, Kak OTBJAeYEeHME OT r1aBHO-
ro, oT UICTUHHOW OLLEHKN COBbLITUN, pa3BieyeHne
Kak 3abBeHue npaBabl! VIMEHHO K 3TOMY CTPEMATCS
JlnzxeH n Banbtep. OCOBEHHO SPKO 3TO OTPaXKEHO
B NapTuuK BanbTepa, KOTOPbI CHayana 0YeHb IMO-
LMOHaNbHO pearvpyeTt Ha NPUYacTHOCTb JIn3xeH K
y>acam OcBeHLMMa, HO MO3Xe NPOU3HOCUT: «Bu-
HOBaTa /I LernKa, KOTOPYH 3aTSHYJ/1 BOAOBOPOT?»,
N fanee 0 CBOMX cooTeyecTBeHHMKax: «CeHTUMEH-
Ta/lbHbl Mbl... HO 3TO AenaeT Hac umLLe...». [logobHble
caMoonpaBiaHus «My3blKODULIMPOBAHbI» KOMMO-
3MTOPOM B XaHpe TaHLa: TaHLUeBaTb, TaHLLeBaTb,
TaHLLEeBaTb, YTOObI 3a0bITb, 3a06bITb, 3a6bITb... TaH-
LeBasibHas 3CTpajHas My3blka — pa3B/iekaTesibHas
— BOT €e CyLHOCTb, OHa onacHa! VMIHcTpymeHTanb-
Has My3blka 6e3 C10B MOXEeT OKa3aTb Ha YenoBeka
HenpeacKasyemMoe BrieyatieHne n MOXeT pacnosio-
>XUTb KO 311y HE3aMEeTHO A1A Hero camoro. B gpa-
MaTyprium onepbl TaHLEBa bHblE PUTMbI «JIOXKHOW»
€cBOOO/bI NPOTMBOMOCTABASAIOTCA NECEHHbIM UHTO-
Haumam Xxu3Hn. Pabynbl gxa3-TeMbl Y BaNbC-TEMbI
OYeHb MOXOXMW, MOCKObKY Ba/lbC CTPOUTCA Ha Mo-
BTOPE He TO/NbKO KO/EH, HO U MYHKTUPHbIX «BCMO-
MOTaHWU» TOHKKE (HVMKaK He OTMyCKatoLLMX NepByHo
CTyNeHb — C Hee HauyMHarLWNX 1 K Heil BO3BpalLa-
FOLLIMX ABUKEHME MENOAUN).

B kysbMyHaLMM onepbl ABe 0603HAaYEHHble TaH-
LeBafbHble TEMbl OKa3bIBatOTCA yNpasgHeHbl Lu-
TUPOBaHMEM MPOU3BEAEHNS, B OCHOBE KOTOPOrO
TakXe MOJIOXKEH TaHeL, HO 3HaYeHue ero OTHHOAb
He pa3ByiekaTeNbHOe. B nocneaHen cLeHe onepbl —
«KoHuepT» feNcTBMe OXBaTbIBAET W HacTosLLee, U
npownoe Bpemsa. B HacTtoAwem — JlInsxeH n Banb-
Tep HaKoOHeL-TO, NMPeos0neB BCE «CEHTUMEHTAb-
Hble» NepexuBaHus, HanpaBAstOTCsA pyka 06 pyKy Ha
TaHUMAoWaAKy. BHe3anHo 3By4mnT My3bika, KOTopas
nnwaet Jlnly yma HacToNbKo, YTO OHa HBpocaeTtcs K
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Maccaxxvpke MapTe goKasblBaTb CBOKO CracuUTeNb-
Hyt0 NpaBoTy: JIn3XeH yBepeHa, YTo 3TO OHa cnacsia
MapTy oT bapaka cMepTH, XOTA TONbKO YTO paccka-
3bIBana BanbTepy, 4UTO 3a MPOBMHHOCTbL OTMPaBMAa
MapTy Tysa, «0TKyAa He BO3BpaLlaroTca» (M noka-
3aTesIbHO yMmbIBana nepes Banstepom pykn). Otye-
ro Takaa peakuma? OTTOro, 4YTo Ha TaHLUMNJIOWaaKe
3a3Byyasa «My3blka 13 aga» - Baabc OcBeHumMa. ToT
CaMblii, KOTOPbIN JOAXKeH Obln cbirpaTth Tageyw Ha
AHe poxaeHuUs KoMeHzaHTa. TyT e AeicTBuMe ne-
peKkatoYaeTCa Ha NPOLLIOe BPeMsA 1, OKa3aBLUUCh B
ycnoBuax OcBeHLMMa, U yBUAeB TazgeyLua co CKpun-
KOW B pyKax, 1 yc/bllWwaBs KpuK patuncta: «Mrpait kak
nepeg locnogom borom! Ckopo Tbl BCTpETULLBCA C
Hum!», Mbl cTaHOBUMCS CBUAETENSAMM NOABUTA MY-
3blKaHTa: BMECTO MOLUIOro Baabca TajeyLl NCro-
HseT YakoHy . C. baxa 1 naatut 3a CBOW BbIGOP
XWN3HbLO. YakoHa — rnaBHas LuTaTa B My3blKalbHOM
noctMogepHe «laccaxunpkm» cBUAETENbCTBYET 06
aKaseMUYecKom KaacCMUyeckon Tpaguumm, Kotopas
becLieHHa B Nt0bble BpeMeHa 1 B Nt0HObIX YCI0BM-
X, U BCerga CBUAETENbCTBYET O NpPaBAe Y BbICOKOW
AYXOBHOCTU XM3HN!

WTak, ctunesas gpamatyprua ornepsl «[lacca-
KMpPKa» CKAafblBaeTCa U3 Tpex AOMUHAHT, KaXjas
13 KOTOPbIX CBfi3aHa C OnpesesieHHbIM AyXOBHbIM/
6e34yX0BHbIM COAep>KaHNeM.

Bo-nepBbix, 3TO akaZeMnUYecknin CTuab, KOTo-
PbI pa3gBavBaeTca Ha HanpaBAeHNUs KIaCCUYECKO
N COBPEMEHHOW My3blku. Knaccmnueckas — ceuge-
Te/IbCTBYET O HEM3MEHHOM KpacoTe UCKYCCTBa, Kak
KpacoTe >XM3HU He B CUIOMWUHYTHOM ee MNposBJe-
HWUKW, HO B BeyHOCTM. COBpeMeHHas — MMMOHOT-
Has CBUAETEeNbCTBYET, O HACUANN Haj «4eNOBEKOM
N 4eNoBeYeCTBOM», B KOHTEKCTe onepbl — 0 daLm-
CTCKOM mnaeonorum. B akagemmyeckom ctunie one-
pbl «[TaccaXxmpka MHTepecHO NPOTUBOMOCTaBAeHNE
MPOLUAOTO N HaCTOSALLLEro BPEMEHN My3blKaibHOW
Ky/bTYpPbl, U3 KOTOPOrO MOJOXKMNTENbHBIM 3HAYEHW-
emM obnagaet npoLunoe...

Bo-BTOpbIX, 3TO 3CTPagHbIN CTUb XX BeKa, KOTO-
pbIv Takxke Kak NpeablayLinin pasgenseTcs Ha ABa
Hanpas/JeHus. OTO COBETCKas MECHs N AXKa30Bbli
TaHel. Cloga e K chbepe TaHLEeBaJbHOCTU MOX-
HO OTHECTV OMOLUJIEHHOE MPYMUTUBM3MOM 3BYyYa-
HWe Ba/ibCa, KOTOPbIM KOrga-To B NPOLUAOM 6bin
6anbHbIM TaHLEeM. B acTpagHom cTune onepsbl «Mac-
CaXnpKa» MHTEPECHO MPOTMBOMNOCTaB/eHNEe OTeYe-
CTBEHHOW NeCeHHOW 1 3apybexXHON TaHL,eBaAbHOM
KyAbTYpbl, KOTOPOE OTHHOAb HE MOANTUYECKM, HO

No-4YenoBeYeCcKN passeneHo B TBOpUYeCTBe coBpe-
MEHHMKa CTPaLIHbIX COBbITURA [6].

B-TpeTbux, 310 GONbKNOPHBIN CTUAb. 3 BCex
npeAcTaB/ieHHbIX OH Hanbosiee OAHO3HAUYEH — NO-
noxumteneH. PonbkaoOpHasa TPaAVLMA NpesCTaBaeHa
B €e NMeCeHHOM >XXaHPOBOM MpPOABJEHUN, KOTO-
poe CBUAeTeNbCTBYET O COXPaHEHUN YeNOBEKOM
rNaBHbIX JYXOBHbIX KayecTB — JIt06BU K HOAAM U
K PoguHe. lNecHu B «lMaccaxxmpke» NOT TONbKO
CTpafanblibl, HA AOJHO KOTOPbLIX BbIMAN0 UCMbITATb
BCEe y>Kacbl 3aKNOYEHNA. DTN MeCHW, KaK BHeBpe-
MEHHbIE€ OKHa B BEYHOCTb, LIeHHY PajoCTbio, MU-
POM U CHaACTbEM.

O603HauMB B caMOM 0bLLEeM MiaHe CTUEeBYHO
SHUMKAOMEeAMYHOCTb onepbl «lMaccaxxnpkm», 3a-
KOHUMM KaK 3TO cenan m cam aBTop DMNUAOroMm.
Ero ncnonxsier MapTta, oHa y>e He Ha kopabne, HO
[OMa, Ha 3eM/e 1 obpalllaeTca K Ham, CayLlaTensim,
BCMOMMHasA CBOMX NOrnbLumx apysen. IHToHaumm
N PUTMbI BCEW OMepbl NPOXOAAT B 3TOM HeHO/b-
LLIOM BbICTYM/IEHNM, KOTOPOE OCTaHaBAMBaETCA Ha
TOHaNbHO YTBEPXKAAOLWEM BbICKa3blBaHWUN, C HETO
KOMMO3MTOP HayMHan cBOe coumHeHue: «Ecam 3a-
FIOXHYT BallW rofoca, TO Mbl nornbHem» [1].
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