TAJIEPEA KNACCUYECKOTO M COBPEMEHHOTO NCKYCCTBA
«BYPTAHOB-LIEHTP»

HAYYHO-AHA INTUHECKIIA XYPHA N

OM BYPTAHOBA
[TPOCTPARCTBO KYJIbTYPb

SCIENTIFIC AND ANALYTICAL JOURNAL

BURGANOV HOUSE
THE SPACE OF CULTURE

Mo pekoMeHAaL MM 3KCNEPTHOTO coBeTa Bhiclien aTTecTalMoOHHOM
KoMuccum MuHuctepctea obpasoBaHus 1 Hayku Poccuiickol ®egepauun
KypHan BXOAUT B «llepeyeHb BeAyLLMX PeLeH3NPYeMbIX HayUHbIX XYPHaI0B
W U3ZaHWUI, B KOTOPbIX AOMKHbI 6bITb ONY6MKOBaHbl OCHOBHbIE
HayuHble pe3ynbTaTbl AUCCEPTALMN Ha COUCKAHWNE HAYYHOW CTemneHn
JOKTOpa M KaHAuaaTa Hayk»

ISSN 2071-6818 (print)
ISSN 2618-7965 (online) . 5

MockBa/Moscow
2025



Chief editor

The Editorial Board:
Aristova Ulyana V.
(Russia)

Bowlt John Ellis
(USA)

Burganov Alexander N.
(Russia)

Burganova Maria A.
(Russia)

Gao Meng (China)

Glanc Tomas
(Germany)

Ignatiev Sergey E.
(Russia)

Ikonnikov Alexander I.
(Russia)

Kravetsky Alexander G.
(Russia)

Kojo Sano (Japan)

Lavrentiev Alexander N.
(Russia)

Misler Nicoletta Italy)

Pan Yaochang
(China)

Pavlova Irina B.
(Russia)

Perelshtein Roman M.
(Russia)

Pletneva Alexandra A.
(Russia)

Pruzhinin Boris I.
(Russia)

Revzina Yulia E.
(Russia)

Ryzhinsky Alexander S.
(Russia)

Sahno Irina M. (Russia)

Shabanov Grigory A.
(Russia)

Shvidkovsky Dmitry O.
(Russia)

Smolenkov Anatoly P.
(Russia)

Smolenkova Julia A.
(Russia)

Tanehisa Otabe
(Japan)

Tsivian Yuri G.
(USA)

Editor

Burganova Maria A.

Doctor of Pedagogical Sciences, Professor at the School of Design Faculty
of Creative Industries, National Research University Higher School of Economics

Doctor of Science, Professor of the University of Southern California;
Founder and head of the Institute of Modern Russian Culture

Doctor of Science, Professor of the Stroganov Russian State University
of Design and Applied Art, Academician of the Russian Academy of Arts

Doctor of Science, Professor of the Stroganov Russian State University
of Design and Applied Art, Academician of the Russian Academy of Arts

Doctor of Science, Professor of Guangzhou Academy of fine arts

Doctor of Science of The Research Institute of East European University of Bremen
(Germany), and assistant professor of The Charles University (Czech Republic)

Doctor of Pedagogical Sciences, Professor of the Moscow City Pedagogical
University, Institute of Culture and Arts

Doctor of Pedagogical Sciences, Professor of the Department of Fine Arts,
the Faculty of Arts of the Pedagogical Institute, Pacific National University

Candidate of Sciences, research associate of Russian Language Institute
of the Russian Academy of Sciences

Professor of Toho Gakuyen University of Music

Doctor of Art History, professor, vice-rector for scientific and international work
of the Stroganov Russian State University of Design and Applied Art

Professor of Modern East European Art at the Instituto Universitario Orientale

Professor of the Department of Art History and Art Theory of College of Fine Arts in
Shanghai University; member of the Academic Committee of the Shanghai University

Doctor of Philology, Senior Researcher of Institute of World Literature
of the Russian Academy of Sciences

Doctor of Arts, All-Russia State Institute of Cinematography named
after S.A. Gerasimov

Candidate of Sciences, research associate of Russian Language Institute
of the Russian Academy of Sciences

Doctor of Philosophy, Professor, editor-in-chief of the Journal Problems
of Philosophy

Doctor in Art History, Professor of the Moscow Architectural Institute
(State Academy)

Doctor of Science, Professor of Gnesins Russian Academy of Music

Doctor of Sciences, Professor of Peoples’ Friendship University of Russia

Doctor of Pedagogical Sciences, Vice-Rector for Academic Affairs,
Professor of the Russian New University

Doctor in Art History, professor, rector Moscow Institute of Architecture,
vice-president of the Russian Academy of Arts

Candidate of Sciences, Professor of the Stroganov Russian State University
of Design and Applied Art, Academician of the Russian Academy of Arts

Candidate of Sciences, associate professor of the Stroganov Russian State University
of Design and Applied Art, corresponding member of the Russia Academy of Arts.

Doctor of Science, Professor, Head of Department of Aesthetics and Theories of Art,
The University of Tokyo

Doctor of Science, Professor, University of Chicago, Departments:
Cinema and Media Studies, Art History, Slavic Languages and Literatures

Smolenkova Julia A. (Russia)

SCIENTIFIC AND ANALYTICAL
JOURNAL «BURGANOV HOUSE. No. 3

THE SPACE OF CULTURE»

LETTER FROM
THE EDITOR

MARIA A. BURGANOVA
SCULPTOR ALEXANDER BURGANOV.
TO THE 90TH ANNIVERSARY OF THE ARTIST

ALEXANDER N. LAVRENTIEV, GE XIAOFANG
FROM PHOTOGRAPHICS TO PHOTO DESIGN

NINA N. GANTSEVA, ALEXANDER A. KIRINUK
FURNITURE ART IN THE CONTEXT OF THE SOCIAL HISTORY
OF ART: «<GRAND STYLE» OF LOUIS XIV

XUE BINGYUAN
HISTORY OF CHINESE THERAPEUTIC GARDENS

DARIA A. RUBAKHINA

M. DOBUZHINSKY'S GRAPHIC DESIGN OF G. SEREBRYAKOVA'S
BOOK, NINE WOMEN: DRAWN FROM THE EPOCH OF THE
FRENCH REVOLUTION

ALENA D. CHULANKINA

READING: AN ELEMENT OF THE STRUCTURE OF THE URAL
MERCHANTS' EVERYDAY LIFE IN THE SECOND HALF OF THE
19TH CENTURY

WU HAOKUN, SVETLANA I. KHVATOVA
A PERFORMATIVE IMAGE DEVELOPMENT IN MUSICAL
PERFORMANCE: THE STAGE STRATEGY OF HENRY LAU

MARINA V. GALKINA
EFFICIENCY OF THE RUSSIAN SILHOUETTE COMPETITION IN
THE DEVELOPMENT OF THE FASHION INDUSTRY

SVETLANA A. PAVLOVA

THE CHRISTIAN CONCEPT OF M. MUSSORGSKY'S CREATIVITY
AND THE GNESSIN FESTIVAL, DIALOGUE IN THE COMPOSER'S
HOMELAND, 2025

SVETLANA L. VEREMEEVA, ZHANG JIAHE
BATTLE GENRE OF OIL PAINTING IN CHINA IN THE 20TH
CENTURY: HISTORY AND HEROISM OF MILITARY EVENTS

PETR P. KOZOREZENKO JR.
EDUARD STEINBERG — ICON PAINTER OF THE SOVIET
AVANT-GARDE

ON THE COVER A.N. Burganov. Gorgon Medusa, mahogany

R

|

i

TABLE OF CONTENTS

L e T R




[naBHbIN pesakTop

PeaakuUWOHHbIN coBeT:

ApwucroBa YnbaHa BuktoposHa
(Poccus)

Boynt [lXxoH dnnunc

(CLUA)

BypraHos AnekcaHgap Hukonaesnu
(Poccums)

BbypraHosa Mapua AnekcaHapoBHa
(Poccums)

Fao MaH (Kvtain)

FnaHy, Tomaw
(FepmaHwua)

UrnatbeB Cepreii EBreHbeBuu
(FepmaHnun)

NkoHHukoB AnekcaHap MiBaHoBuY
(Poccums)

KpaBeukuit Anekcanap leHHagneBuu
(Poccmsn)

Kowo CaHo (AnoHus)

JlaBpeHTbeB AnekcaHap Hukonaesnu
(Poccums)

Mwucnep Hukonertra (Vtanmn)

MaH Aouanr
(Kntan)

MaBnoBa NpwuHa bopucosHa
(Poccmsn)

MNepenblteitH PomaH MakcoBuy
(Poccmsn)

MnetHeBa AnekcaHapa AHapeeBHa
(Poccumsn)

Mpy>xuHunH Bopuc UcaeBnu
(Poccmsn)

PeB3uHa FOnusa EBreHbeBHa
(Poccmsn)

PbpkuHckuit Anekcanap CepreeBuu (Poccus)

CaxHo UpuHa MuxaiinoBHa
(Poceuns)

CmoneHkoB AHatonuii MeTpoBuu
(Pocewns)

CmoneHkoBa HOnama AHaTtonbeBHa
(Poccmsn)

TaHexuca Otabe

(AnoHwna)

Lunsban HOpuii FfaBpunosuy

(CLUA)

LLla6aHoB Mpuropuii AnekcaHapoBuu
(Poccus)

WeunakoBcknii Amutpuii Onerosuu
(Poccus)

PepakTop
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BypraHoBa Mapusa AnekcaHapoBHa

JOKTOp Mnejarornuyeckmx Hayk, npodeccop LLkonbl gnsariHa dakynbTeTa
KpeaTuBHbIX HAYCTPMIA HaLMoHaibHOro Nccaes0BaTeNbCkoro
yHUBepcuTeTa «BbICLLasn WKONa SIKOHOMUKM»

JOKTOp Hayk, npodeccop YHusepcuteta HOxHon KanndopHun,
co3gatesib U AVpeKTop VIHCTUTYTa COBPEMEHHOM PYCCKOW KyNbTypbl
JOKTOP UCKYCCTBOBEAEHUS, akaZieMUK Poccuiickoli akafieMmnm xy0xecTs,
npodeccop Poccuiickoro rocyAapcTBeHHOrO XyAOXECTBEHHO-
npombILlwneHHoro yHusepcuteta um. C.I. CtporaHoBsa

JOKTOP MCKYCCTBOBEAEHWS, akageMuk PoccMinckon akageMum XyAoXecTs,
npodeccop Poccuinckoro rocyAapcTBeHHOrO XyAOXECTBEHHO-
npomslwneHHoro yHusepcuteta um. C.I. CtporaHoBa

JOKTOpP Hayk, npodeccop AkageMuu nssLHbIX NCKYCccTB MyaHuxoy

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

AOKTOP MeAarormyeckux Hayk, npodeccop MockoBCcKOro ropoackoro
nejarorm4eckoro YH1BepCuTeTa, MHCTUTYTa KyAbTypbl U NCKYCCTB
[OKTOpP MeAarornveckux Hayk, npodeccop kadespbl M306pa3nTeNbHOro
nckycctsa PakysbTeTa UCKYCCTB, pekaambl 1 AusaliHa MNegarornyeckoro
MHCTUTYTa TNXOOKEaHCKOro rocyjapCTBEHHOIO YHVBEpCUTETa

KaHAMAAT GUIONOTUYECKUX HaYK, BEAYLLINIA HayUHbIA COTPYAHMK
WHctnTyTa pycckoro ssbika Poccuiicko akageMum Hayk

npodeccop YHneepcuteta My3bikun Toxo lakyaH

npodeccop, AOKTOP UCKYCCTBOBEAEHUS, MPOPEKTOP MO Hay4YHOW

N MexayHapoaHomn paboTte POCCUINCKOro rocyapcTBEHHOrO
XYAOXKeCTBEHHO-MPOMbILWAEHHOrO YHuBepcuTeta um. C.I. CTporaHoBa
npodeccop YHvBepcuteTa Boctoka (Heanonb)

npodeccop kadeapbl UCTOPUN 1 TEOPUN NCKYCCTBA KOANeAXa M3ALHbIX
nckyccts LLlaHxaiickoro YHuBepcuTeTa, uneH AkaieM1MYeckoro KommreTa
LLlaHxalckoro YHusepcuteta

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

JOKTOP UCKYCCTBOBeAEHWS, Bcepoccninckunii rocysapcTBEHHbIV UHCTUTYT
knHematorpadumn num. C.A. lrepacnmoBa

KaHAMAAT GUNONOTNUECKUX HayK, HayUHbIV COTPYAHMK VIHCTUTYTa
pycckoro f3blka Poccuiickor akagemum Hayk

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

JOKTOP MCKYCCTBOBEAEHMS, Npodeccop, 3aBeaytoLmin otaenom HayuHo-
nccnes0BaTeNbCkoro MHCTUTYTa TEOPUMN U UCTOPUMN M306Pa3UTENbHBIX
nckyccTB Poccrinckoi akaseMun xyaoxecTs, npodeccop MockoBckoro
APXMTEKTYPHOTO MHCTUTYTa (TocyaapCcTBeHHan akajemus)

JOKTOp Hayk, npodeccop Poccuiickoin akagemmn My3bikn M. THECUHbIX

AokTop dunonoruu, npodeccop Poccuinckoro yHnBepcuteTa

[Jpyx6bl HapogoBs

KaHAWAAT NCKYCCTBOBeAEeHMA, npodeccop Poccuiickoro
rocyAapCTBEHHOTO XyA0XECTBEHHO-MPOMBILAEHHOIO YHMBEPCHUTETa
um. C.I. CTporaHoBa, akageMuk POCCMINCKON akaseMUn XyL0XKeCTBM
KaHAWAAT NCKYCCTBOBEAEHMS, AOLIeHT Poccuiickoro rocyAapCTBEHHOrO
XYA,0>XXeCTBEHHO-MPOMbILWIEHHOro yHnBepcuteta um. C.I. CtporaHoBa,
UYNeH-KOPPECNOHAEHT POCCUCKOW akadeMun XyaoXKecTs

JOKTOP Hayk, npodeccop, 3aBeAyoLmnin kapespbl ICTETUKM N TEOPUN
nckycctea TOKUIACKOTO yHUBEpCUTETa

JOKTOP Hayk, npodeccop Ymkarckoro YHuBepcuteTa Kapeapbl KUHO

1 Mejuna uccnefoBaHnin n kadeapbl CIaBAHCKUX A3bIKOB U MTepaTypbl
JLOKTOP Nnejarormyeckmnx Hayk, MpopekTop no yyebHon pabore,
npodeccop AHO BO «Poccmitckuii HOBbIN YHUBEPCUTET»

JOKTOP MCKycCTBOBeAeHMs, npodeccop, pekTop MockoBcKoro
APXUTEKTYPHOTO MHCTUTYTA, BULLe-NPe3naeHT PoccMinckon akagemum
XYZ0XeCTB

CmoneHkoBa HOansa AHaTtonbeBHa (Poccums)

COAEP>XXAHUE

HAYYHO-AHAJINTUYECKNIA
)KYPHA «1OM BYPTAHOBA. No. 3 2025
MPOCTPAHCTBO KY/IbTYPbl»

C/10BO
PEAAKTOPA

MAPUA ANEKCAHAPOBHA BYPTAHOBA
CKYNbMNTOP ANEKCAH/AP BYPTAHOB.
K90-NETUKO MACTEPA

ANEKCAHAP HUKOJIAEBUY JIABPEHTBEB, '3 CAO®AH
OT ®OTOIPAGUKN — K DOTOAN3ANHY

HWUHA HECTEPOBHA TAHLIEBA,

ANEKCAHAP AHAPEEBNY KUPUHIOK

MEBEJIbHOE NCKYCCTBO B KOHTEKCTE COLIMANBHON
NCTOPUWN NCKYCCTBA: «<6OJIbLUON CTUNb» NHOLOBUKA XIV

. CHOE BUHbIOAHDb
NCTOPUA KNTANCKNX TEPATIEBTUYECKMX CAAOB

J0APbSl AHATO/IbEBHA PYBAXVHA
FPAGUYECKOE O®OPMJIEHWE KHITU T. CEPEEPIKOBOWA
KEHLLMHBI SMOXW ®PAHLLY3CKOW PEBOIOLIUN> B
NCMOAHEHUN M.B. JOBYXXUHCKOTO

ANEHA AMUTPUEBHA YY/IAHKVHA
YTEHWE: S/IEMEHT CTPYKTYPbl MOBCEAHEBHOCTW
YPATbCKOTO KYTMUA BTOPOW NMOJIOBNHbI XIX BEKA

Y XAOKYHb, CBETIAHA NBAHOBHA XBATOBA
MEP®OPMATVBHbIN OBPA3 B MY3bIKAJIbBHOM
NCNONMHNTENBCTBE: CLLEHUYECKAA CTPATEINA TEHPU NAY

MAPUHA BNAANMUPOBHA FAJIKMHA
SOPEKTMBHOCTb KOHKYPCA «PYCCKUWN CUNYIT» B
PA3BUTUWN MHAYCTPUWN MO/bI

CBET/IAHA AHATOJIbEBHA NMABJIOBA

XPNCTUAHCKAA KOHLLEMLIMA TBOPYECTBA M. .
MYCOPICKOIO N «THECUHCKNIM ®ECTUBAJIL "ANANIOT HA
POAVNHE KOMMO3NTOPA" 2025

CBET/IAHA NEOHU/JOBHA BEPEMEEBA, Y)XAH L34X3
BATA/IbHBIV XXKAHP MACTAHOW XKBOMNCKU KUTAR XX
BEKA: NCTOPNA N TEPONKA BOEHHbBIX COBbITUN

METP METPOBUNY KO3OPE3EHKO (MJ1.)
SAYAPA WUTENHBEPT — NKOHOMMCEL,
COBETCKOIO ABAHTAPAA

HA OBNTOXKE A.H. Bypranos. Meay3a, kpacHoe gepeBo
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Dear friends,

We are pleased to present to you Issue 3, 2025,
of the scientific and analytical journal

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 an article by M. Burganova,
"Sculptor Alexander Burganov. To the 90th Anniver-
sary of the Artist”, in which the author introduc-
es the work of the incredible modern sculptor. His
long creative path in art is marked by outstanding
achievements. These are remarkable monuments in
Russia and abroad, personal exhibitions that have
become events in the cultural space, artist’s publi-
cations, creative actions. Burganov's work has had
a huge influence on the modern artistic process,
inspiring a whole generation of sculptors with its
plastic innovations.

The development of technical types of art such
as photography, cinema, television, media art, in
the 20th century is analysed in A. Lavrentyev and
Ge Xiaofang's article “From Photographics to Pho-
to Design”. The authors consider the emergence
of photo design on the examples of the creative
work of Russian design pioneers: Alexander Rod-
chenko, El Lissitzky, Gustav Klutsis, and masters of
the world avant-garde, among whom the name of a
Hungarian artist, photographer, designer and teach-
er, Laszlo Moholy-Nagy, occupies one of the cen-
tral places precisely because of his interdisciplinary
studies. The authors emphasise that the process-
es of integration of artistic and expressive means
in contemporary art also affect the nature of aca-
demic disciplines in modern design and art schools.

Phenomena of artistic culture in connection with
the broad context of historical events are considered
by N. Gantseva and A. Kirinyuk in the article “Furni-
ture Art in the Context of the Social History of Art:

the Grand Style of Louis XIV". The authors believe
that furniture art development was largely influ-
enced not only by new artistic trends and technol-
ogies in furniture production, but also responded
to the changing lifestyle, traditions, and behaviour
norms of people of that time. The researchers’ fo-
cus is on the artistic style known as Le Grand.

In the article “History of Chinese Therapeutic
Gardens”, Xue Bingyuan explores a unique phe-
nomenon dating back to ancient China, which com-
bined garden art, medicine, and philosophy. In the
context of modern scientifically based design, they
acquire new meaning as a multidisciplinary form
uniting scientific approaches and methods in in-
teraction with national cultural heritage.

D. Rubakhina studies book graphics. In the ar-
ticle "M. Dobuzhinsky’'s Graphic Design of G. Ser-
ebryakova's Book, Nine Women: Drawn From The
Epoch Of The French Revolution”, the author anal-
yses the stylistic features of the illustrations, noting
that when designing the book ensemble, the artist
resorted to associative interpretation of the text, re-
ferring to recognisable symbols of the depicted era.

The main goal of A. Chulankina's work, “Reading:
an Element of the Structure of the Ural Merchants’
Everyday Life in the Second Half of the 19th Cen-
tury”, is to reconstruct the evolution of the reading
practices of the Ural merchants. The work presents
an analysis of the surviving fragments of merchant
libraries. The author notes the expansion of the mer-
chants’ reading range from religious literature to
modern fiction, scientific, and philosophical litera-
ture, and emphasises the role of periodicals in the
formation of the merchants’ new reading culture.

In the article “A Performative Image Develop-
ment in Musical Performance: the Stage Strategy of
Henry Lau”, Wu Haokun and S. Khvatova consider
the figure of Lau as the initiator of a visual-sound
event in which the artist's image becomes the se-
mantic core of the stage action. The performative
image, in this understanding, appears as a mean-
ing-forming core formed in the process of complex
interaction of sound, gesture, scenography, and au-
dience perception.

The emergence and development of clothing
designer competitions in the historical and social
context is examined by M. Galkina in the article
"Efficiency of the Russian Silhouette Competition
in the Development of the Fashion Industry”. The
author emphasises that the main mission of the
competition is to give a strong impetus to young

talents and introduce promising designers to lead-
ing brands. This idea is directly related to the forma-
tion of interaction between educational institutions
and business representatives in terms of finding tal-
ents and creating conditions for creative competi-
tion among young designers.

The article by S. Pavlova, “The Christian Concept
of M. Mussorgsky's Creativity and the Gnessin Fes-
tival, Dialogue in the Composer’'s Homeland, 2025"
is a study of the operatic creativity of M. Mussorg-
sky in the context of the semantic features of the
Christian concept of creativity. In connection with
the composer’s creativity, a more precise spiritual
perspective is also indicated - correlation with bib-
lical texts up to citation.

The creativity of famous Chinese artists who cre-
ated paintings on military themes is studied by S.
Veremeeva and Zhang Jiahe in the article "Battle
Genre of Qil Painting in China in the 20th Century:
History and Heroism of Military Events”. The arti-
cle examines in detail the influence of the Soviet
art teaching system on the art school of China. The
relationship between the battle genre and the his-
torical genre is studied.

In the article "Eduard Steinberg — Icon Painter
of the Soviet Avant-garde”, P. Kozorezenko (Jr.) ex-
amines the work of the artist, who combined the
ideas of minimalism with the traditions of Supre-
matism, Symbolism, and Russian icon painting in
his nonconformist work. The author believes that
Steinberg’s stylistic device of pictorial signs and
symbols is associated with the Russian artistic tra-
dition of the 15th century, dating back to Theoph-
anes the Greek and Andrei Rublev.

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

[MPOCTPAHCTBO Ky/bTYPbI
#3/2025

Aoporue [py3bsa!

MbI pagpel npegctasmTb Bam N2 3/2025 Hay4yHo-a-
Ha/NTUYeCcKoro XxypHana «JJom bypraHosa. lNpo-
CTPAHCTBO KY/bTypblI».

Mo pekomeHpaunm SkcnepTHoro coBeta BAK
>XypHan BKAOUeH B [epeueHb BedyLMX peLeH3n-
PYeMbIX Hay4YHbIX XYPHaN0B 1 U3AaHWI, B KOTOPbIX
JOMKHBI ObITb ONY6/1MKOBaHbl OCHOBHbIE HayuYHble
pe3yabTaThl AUCCePTaLMM Ha COMCKaHWE YYeHbIX CTe-
neHew fOKTOpa U KaHAnAaTa HayK. XXypHany npw-
cBOeHa karteropus K2.

B >xypHane nybankyroTcs Hay4YHble CTaTby Be-
AyLMX CNEeLNanncToB pasHbiX 'yMaHUTapHbIX 06-
nacren, JOKTOPaHTOB M acnmpaHToB. HanpaBaeHus
NCCNesoBaHNIN KacaroTcs akTyasbHbIX NpobiemM B
pa3nuHbIX 06NacTAX KyAbTypbl, UCKYCCTBaA, GUN0-
Nlorvv 1 negarorviku. B aTot MHOrorpaHHocTn o6o-
3peHnsa NposBMaack OCHOBHas cneumduka >XXypHana,
NpeACTaBAAOLLErO COBPEMEHHOE COCTOAHMNE NpPo-
CTPaHCTBa KYAbTypbl.

Homep oTkpbiBaeT cTathsa M.A. BypraHosow
«Ckynbntop AnekcaHap bypranos. K 90-netnto Ma-
cTepa», B KOTOPOW aBTOP 3HAaKOMUT C TBOPYECTBOM
BblAArOLLEroca CKy/abntopa coBpeMeHHocTn. Ero
JONrVIA TBOPYECKNI MYTb B MCKYCCTBE OTMEYEH Bbl-
JaroLLMMNCA AOCTUXKEHNAMMW. DTO 3aMedaTesibHble
namAaTHWKK B Poccnm v 3a pybexkom, nepcoHasbHble
BbICTaBKW, KOTOPble CTann COBbITUAMM B MPOCTPaH-
CTBE KyNbTypbl, aBTOPCKME N34aHNSA, TBOPUECKME aK-
umun. Teopuectso A. H. BypraHoB oka3ano orpomHoe
BAVAHME Ha COBPEMEHHbIN XyAOXECTBEHHbIN NPO-
L,ecc, BAOXHOBMB CBOVMUW NMAaCTUYECKMMMN HOBALM-
AMW Lenoe nokoNeHme CKy/bMTOPOB.

Pa3Butune TexHnyeckunx BnaoB nuckyccrea B XX Beke,
Takux kak potorpadus, KuHematorpad, TenesmaeHue,
MeAManCKyCcCTBO aHaNN3MPYHOT B CBOe cTaTbe «OT
doTorpadukm — k potoansaniHy» A.H.JflaBpeHTbe-
Bu 3 CaodaH. ABTOpbI aHaIM3MpPYHT NpoLecc 3a-
poxaeHus GoToamnsaliHa Ha NprYMepax TBOpYecTBa
NMMOHEPOB OTEUECTBEHHOTO Au3aiHa: AnekcaHapa
PogueHko, 3b Jlncuukoro, Nyctasa Knyumca n ma-
CTepOB MUPOBOTO aBaHrapaa, Cpeam KoTopbiX UM
BEHIrepCcKoro XyAoXxHuka, poTtorpada, gnsaiHepa
v neaarora Jlacho Moxoli-Haga 3aHMMaeT ogHo 13
LleHTPaabHbIX MECT MIMEHHO B CUJY €70 MeXANCLN-
NAVHAPHbIX 3aHATUA. ABTOPbI NOAYEPKMBAOT, UTO
NpoLLecChbl MHTErpaLnmn XyAoXXecTBEHHO-BbIpa3n-
TeNbHbIX CPEACTB B COBPEMEHHOM NCKYCCTBE CKa-
3bIBAOTCA W Ha XapakTepe yu4ebHbIX AUCLMMANH B

COBPEMEHHbIX AN3aNHEPCKUX U XYLO0XKECTBEHHbIX
LUKONaX.

fBNeHMA Xy40XXeCTBEHHOW KyNbTypbl BO B3a-
MMOCBS3M C LUMPOKMM KOHTEKCTOM MCTOPUUYECKMX
cobbiTnii paccmatpmeatoT H. H. TaHuesa n A. A. Ku-
pYHIOK B CcTaTbe «MebenbHoe NCKYCCTBO B KOHTEKCTE
coumManbHON NCTOPUK UCKyccTBa: «boabLIoln cTuab»
Jrogosurka XIV». ABTOpbI NosararoT, UTO pasBuTUe
MebenbHOro NCKyccTBa BO MHOFOM UCMbITbIBAO BAN-
SHUE HEe TONbKO HOBbIX XyA0XXECTBEHHbIX TEHAEHLMN
1 TEXHOIOTWIA B NPOW3BOACTBE Mebenn, Ho 1 pearu-
pOBa/io Ha MEHANLLNNCA 06pPa3s XN3HW, TPagULUN
1 HOPMbI MOBEAEHNs NHOAEN TOro BpeMeHu. B LeH-
Tpe BHUMaHWA UccaefoBaTenein — Xy[0XKeCTBEH-
HbI CTWU/Ib, U3BECTHbIV NOJ, Ha3BaHMEM «bo/ibLLOM
ctunb» — «Le Grand style».

Croe buHbloaHb B cTatbe «McTopus KUTanckmx
TepaneBTUYECKMX CafloB» UCCAeAyeT YHUKaNbHOe
ABNEHMe, BOCXogdalme K gpeBHemy Kutato 1 06b-
eAVHAOLWee Ca0BOe UCKYCCTBO, MEANLINHY U
durnocoduto. B ycnoBmax coBpeMeHHOro Hay4YHO-0-
60CHOBaHHOrO NPOEKTMPOBaHWA OHW NprobpeTa-
FOT HOBOE 3HauyeHne Kak MyJbTUANCLUNANHAPHaR
dopma, coyeTatoLas HayyYHble NOAXOAbl N METO-
Abl BO B3aUMOZEUCTBAM C HAaLLMOHabHbIM KyAbTyp-
HbIM Hacneamnem.

[A.A. PybaxunHa nccnesyet Npov3BeeHNs KHNX-
Hol rpaduku. B ctatbe «Ipadumueckoe odpopmaeHme
KHUrKn I. CepebpsakoBol «KeHLMHbI 3NMoXun GpaH-
Ly3CKOW peBo/oLMM» B UCnosHeHnn M.B. oby-
SKMHCKOro». ABTOP aHann3npyeT cTuancTmyeckme
0COBEHHOCTU MAIKOCTPALNIA 1 OTMEYAET, UTo NpwU
MOCTPOEHUM aHCaMbAA KHUTM XyAOXHWK npuberaet
K accouMaTMBHOW MHTeprpeTaLMm TekcTa, obpalla-
ACb K Y3HaBaeEMbIM CMMBOJIaM M306paXxaeMo 3roXM.

OcHoBHas uenb pabotbl A[. YynaHknHou «Yte-
HUWe: 3/1IeMeHT CTPYKTYpPbl MOBCEAHEBHOCTY YPaabCKoro
KyrLa BTOPOM Noa0BUHbBI XIX Beka» PEKOHCTPYUPO-
BaTb 3BOJIOLIMIO YNTATENBCKMX MPAKTUK YPanbCKOro
KyneuectBa. B paboTe npejcraBaeH aHann3 coxpa-
HUBLUMXCA GparmMeHTOB Kyneuvecknx 6ubanotek. ABTop
OTMeYaeT pacluMpeHvie penepTtyapa UTeHNs Kynede-
CTBa OT Pe/IMrMO3HOW NnTepaTypbl K COBPEMEHHOMN
Xy[OXKECTBEHHOW, Hay4YHOW 1 GUI0CcoPCKoi, noavep-
KMBAET POJIb NEPUOAMNYECKNX N3AaHNI B POPMUPO-
BaHUM HOBOW UMTATENbCKOW KYbTypbl KyneyecTsa.

Y XaokyHb 1 C./. XBatoBa B ctaTbe «[lepdopma-
TUBHbIA 06pa3 B My3blKalbHOM UCMNOAHUTENbCTBE:
cueHnveckas ctpaterns leHpu Jlay» paccmatpumBatoT
ourypy I. Jlay Kak nHMLmnaTopa Bn3yanbHO-3BYKOBO-
ro cobbiTvsA, B KOTOPOM 0bpa3 apTncTa CTaHOBUTCS

CMbIC/IOBbIM SIAPOM CLieHUYeckoro aelncteus. MNep-
dopmaTUBHBbIV 06pa3, B TakOM NOHUMaHWW, NPeACTaeT
Kak cMblcio06pasytolee s4po, bopmupyroLleecs B
npouecce KOMMAEKCHOrO B3aUMOAENCTBNSA 3BYKa,
XecTa, cLeHorpadum 1 3puTeIbCKOro BOCMPUATUS.

MosBneHWe 1 pa3BUTME KOHKYPCOB AM3aiHEPOB
OAEXAbl B UCTOPUYECKOM U COLMANTBHOM KOHTEKCTe
nccneayet M.B. TankmHa B ctatbe «3pdekTMBHOCTL
KOHKypca «Pycckuii cunyat» B pasBUTUN MHAYCTPUM
MOZbI». ABTOP NOAYEpPKMBAET, YUTO OCHOBHasA MUC-
CWA KOHKYpCa - AaTb CUbHbIA UMMYALC MOJOAbBIM
TanaHTaM ¥ NpeACTaBUTb BeayLnm bpeHaam nep-
CMEeKTUBHbIX AU3aiHEPOB. JTa UAes HanpsaMyr CBs-
3aHa ¢ GopMMpOBaHMEM B3aUMOAENCTBUS YUEOHbIX
yUpexaeHnn n npeacraBmTenein bmusHeca B niaHe
rowvcKa TaNaHToOB U CO3JaHuns YCI0BUIA Ans TBOpYe-
CKOW KOHKYPEHLMW MONOABIX AN3ANHEPOB.

Cratba C. A. MaBnoBoOW B «XpUCTUAHCKAsA KOH-
uenuuna TBopyectea M. . Mycoprckoro u «[HecuH-
ckuii dectmsanb “nanor Ha poarHe Komno3utopa”
2025» - nccnepoBaHve onepHoro TBopyecTsa M.
M. Mycoprckoro B KOHTEKCTE CMbIC/TIOBbLIX OCOHEH-
HOCTEN XPUCTMAHCKOM KOHLLeNUMn TBopyecTBa. B
CBA3M C TBOPYECTBOM KOMMO3UTOpPa 0603HaueH 1
601ee TOUHBINA JYXOBHbIN PaKypc — COOTHEeCeHue
C BMBNENCKMMM TEKCTaMM BMIOTb A0 LMTUPOBAHMS.

TBOPUYECTBO N3BECTHbIX XYAOXKHUKOB KnTas, cos-
JaBLUNX KaPTUHbI Ha BOEHHYHO TEMAaTUKY UCCAeayoT
C.J1. BepemeeBa 1 YxaH Li3sx> B cTaTbe «batanbHbIn
XaHp MacasaHom xunsonucn Kutas XX Beka: uctopums
1 repouka BOeHHbIX CObbITUIA». B cTaTbe MOAPO6HO
paccMaTpVBaETCA BANAHNE COBETCKOMN XyA0XKECTBEH-
HOW CMCTeMbl MpenojaBaHna Ha XyA0XECTBEHHYHO
wkony Kntasa. Myuaetcs npobrema B3aumMocBs3n
6aTanbHOro XaHpa C UCTOPUYECKUM.

MN.MN. KozopezeHko (MA.) B cTaTbe «3ayaps LLtenH-
6epr — NKOHOMNKCeL, COBETCKOrO aBaHrapAa» paccMa-
TpVIBaeT TBOPYECTBO XYAOXKHMKa, 06beAVHUBLLETO B
CBOEM HOHKOH(OPMMUCTCKOM TBOPYECTBE UAEN MUHK-
MasiM3Ma C TpaauLMaMM CynpemaTnama, CMMBOM3Ma
N PyCCKOW MKOHOMMUCK. ABTOP Mos1araeT, Yto CTUAn-
CTUYECKUIA NPUEM XMBOMUCHbIX 3HAKOB U CUMBOJIOB
LLiteiHGepra conpsi>keH C PyCCKOM XyAO0XeCTBEHHOM
Tpaamumen XV Beka, Bocxogaulen k Peodany MNpe-
Ky v AHgpeto Pybnesy.

W3paHre agpecoBaHo npodeccroHanam, cnewma-
nnsunpyrowmmcs B 061actu Teopum 1 NPakTUKM U30-
6pasnTenbHOro nckyccrtea U GUAoONOrMK, a Takxe
BCEM, KTO MHTepecyeTca BONpPOCaMmn UCKyCCTBa U
KyNbTYpbl.
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SCULPTOR ALEXANDER BURGANOV. TO THE 90TH
ANNIVERSARY OF THE ARTIST

Summary: Sculptor Alexander Burganov is celebrating
his 90th anniversary. His long artistic career is character-
ised by notable accomplishments. These include remarkable
monuments both in Russia and abroad, personal exhibi-
tions that have evolved into cultural events, literary pub-
lications, creative endeavours. Burganov's work has had
a huge influence on the modern artistic process, inspir-
ing a whole generation of sculptors with his plastic inno-
vations. His works are marked by a unique technique of
form-building. He has been able to express the themes of
life and death, love and suffering in a very poignant way
owing to his creative imagery and unique plastic lan-

Alexander Burganov belongs to a galaxy of art-
ists who have shown themselves in various fields of
art. Like Kandinsky, Picasso, Arp, Lehmbruck, and
many other prominent figures of art and culture, he
has created works in sculpture, architecture, graph-
ics, painting, and in addition, an unusual theater
in which statue-actors and people-actors are unit-
ed in one action. Burganov is the author of literary
works and scientific research in the field of the his-
tory of fine art, the author of the concepts of exhi-
bitions and stunning spatial expositions, exquisite
tapestries, and intellectual book layouts.

In fact, this universalism is a manifestation of
that special existence in the world of art when an
artist does not just create a work of art but builds
a special universe that is completely invented by
him starting from the architectonics of volumes
in space to the characters inhabiting it. The art-
ist's world is multifaceted, complex, abundant in
its many voices, and harmonious as an excellent
orchestra, in which each “voice”, each image, mon-
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guage. Numerous notable monuments erected in differ-
ent countries around the world serve as examples of the
artist’s contribution to monumental sculpture. The Moscow
State Burganov House Museum is the artist’s personal mu-
seum devoted to his art. Given his unique style of plastic
expression and personal artistic creativity, Alexander Bur-
ganov can be considered one of the most significant and
exceptional sculptors of the mid-20th to early 217st century.

Keywords: sculptor A. Burganov, original method of
shaping, monuments, exhibitions, modern sculpture, the
Burganov House Museum.

umental and chamber, is subordinated to one me-
lodic theme.

As an outstanding original master with a recog-
nizable artistic style, Burganov started in the early
1960s. For him, the world of the severe style of the
sixties was absolutely natural. This was the time of
experiments in sculpture, a search for a pure form
that prevails over the plot, an awareness of the
beauty of rhythms, proportions, space structures.
From now on, volumes, abstracted and transformed
into a logical formula, have become the basis of
the concept of shaping and influenced the creation
of artistic images in the sculptor’s creative work.

The creation of a special genre in the sculptural
composition is among Burganov's achievements.
He is the author of such a unique phenomenon as
“sculpture - gesture” present in almost all symbol-
ic images of this outstanding master.

The sculptor’s plastic vocabulary was formed
at the very beginning of his career and has al-
most not changed for more than half a century.

In Burganov's creative work, a number of imag-
es-symbols, which can be seen in almost all of his
compositions, appeared immediately. A column,
a frame, a hand, a muse, a horse, a flying dynam-
ic drapery, a special outline of a face, a line of a
hand, a silhouette of a figure are recognized in all
forms, succeeding each other during the develop-
ment of the artistic process.

In various works, monumental and easel com-
positions, a key symbolic image of a hand is pre-
sented as a symbol of creativity (A Big Hand, 1999),
pride and resistance (A Gesture, 1982), the voice
of God (An Angel, 1983) and an embrace of open
arms (Greeting, 2000), a request (A Beggar Wom-
an, 2015). Burganov often unites a hand with a face
in one composition, emphasizing the theme of the
hand, which is the best and most expressive por-
trait, or he unites together many hands (resisting
ones - Shooting, 1987; indicating ones - A Proph-
et, 2002). In each case, it is a gesture.

A cage is another important topic. It is expressed
in several sculptural roles acting as a border - a
shell of an anthropomorphic image (Soul, 1995), as
a lattice structure, the purpose of which is to ar-
range the time, form, phenomenon (The Alphabet
of the Deaf, 1995, Sunday Evening, 1982), and as a
topic of prohibition (A Flying Bird in a Cage, 1988).

In Burganov's art, an image of an animal most
often expresses the elements. These are giant dogs
in cages, placed under the ceiling of one of the
halls of the museum, or bulldogs, which figures
are doubled vertically to emphasize the concen-
tration of rage. The theme of elements and mascu-
linity is also expressed by images of horses. (War,
1979 - fighting horses; Ecology, 1987; Muse, 1979
- a lyrical touch of a girl's head to a horse's head;
The Future, 1987 - a boy on a foal). Freedom, aspi-
ration, inspiration are expressed by an image of a
flying bird or a single wing symbolizing these im-
ages even more concentratedly and vividly.

Dynamically developing folded structures, pres-
ent in many compositions, are a particularly expres-
sive element of the master’s unique artistic style.
These metaphors of the change of time, the conju-
gation of this world and of heaven, the images of
the movement of memory make Burganov’s mag-
ical realism especially vivid.

Nowadays, when sculptural monuments have
become the embodiment of history in the space of
cities, Alexander Burganov's sculptures-gestures fill

Il 1. A. Burganov. Daughter’s Portrait. 1987. Marble, bronze.

squares, parks, museums, and exhibition halls with
new sensual poetic and artistic images.

Occasionally, it seems that his statues, existing
as monoliths, disintegrate into fragments. Some-
times generalized to the ideal of Greek archaic, the
head shape of Alexander Burganov’'s Muse crowns
a slender body comparable to an ionic column. Her
outstretched arms are a comprehensive symbolic
gesture of Orant and a powerful horizontal beam,
overlapping the vertical supports. Each of the ele-
ments of the sculptor’s vocabulary is self-sufficient,
able to vary many times, and at the same time be
inextricably linked with the whole. Combining into
new compositional combinations and immediate-
ly breaking up into “fragments”, they are endless
in their process of constructing a building of art
marked by the Burganov code.

Since the 70s, Alexander Burganov has been a
part of the Western European art world. A num-
ber of his monumental sculptures were installed in
various cities in Belgium, Germany, Yugoslavia, and
the name of Alexander Burganov became recog-
nizable and familiar to European specialists in the
field of culture and art.

In 1984, an outstanding German collector, the
founder of several major museums in Europe, Peter
Ludwig, acquired Burganov's grandiose composi-
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Il 2. A. Burganov. Monument to Alexander Pushkin at George
Washington University in Washington D.C. 2000. Bronze

tion War and Peace. The composition was a sym-
bolic image of the eternal confrontation of Life and
Death. A huge group of horses fighting in a fierce
mortal battle, imprisoned in the confined space of
a powerful iron cage embodied the theme of death,
war, violence. A group of female figures - Youth,
Beloved, Pregnant, Grieving, Praying, and horses,
frozen in columns over a deadly battle, became a
symbol of peace, life, creation.

Peter Ludwig wrote in a letter to the sculp-
tor: “This sculpture has now found its homeland
in Aachen, in Eurogress, where a myriad of peo-
ple view it and admire it at various events that are
constantly held there”.

The opening of War and Peace and Ludwig'’s
acquisition of a number of Burganov’'s works for
the museum collection continued the German Pe-
riod in the sculptor’s creative career, which began
in the 70s with the installation of a sculpture, com-
missioned by an oil refinery, in the large industri-
al city of Schwedt. During the 1980-90s, personal
exhibitions were held in various cities of Germany,
and literary readings of Burganov's works were ar-
ranged. Nowadays his sculpture and graphics are
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presented not only in museums but also in large
German private collections of R. Stockham, H. Van
Aken, D. Sieger. The German Period of Burganov
has remarkably developed in the 21st century.

In 1999, Alexander Burganov won the American
competition for a monument to Alexander Push-
kin in Washington. This monument, installed near
the White House, became the first Russian monu-
ment on the American continent.

The "Washington” Pushkin became one of a num-
ber of monuments erected by Alexander Burganov
in honor of figures of Russian culture. Among them
are a monument to Bunin in Voronezh, Pushkin
in 1zhevsk, Pushkin and Goncharova in Moscow,
Gnesina in Moscow, and others. In 2010, a monu-
ment to poet Zhukovsky was unveiled in the city of
Baden-Baden at the initiative of the local city hall.

In 2018, the city of Miinster (Germany) hosted
the grand opening of the Science Against Chaos
monument. Created by Alexander Burganova, it is
dedicated to the 1939 Nobel Prize winner in Physi-
ology or Medicine, Gerhard Johannes Paul Domagk.
The monument is installed in front of the build-
ing of the Westphalian Wilhelm University, where
G. Domagk worked.

In 1986, Burganov decorated the world-wide ex-
hibition EXPO-86 with his grandiose sculpture in
the Canadian city of Vancouver. The organizers of
the exhibition had a difficult task - to individualize
the space composed of dozens of standard pavil-
ions. To solve such a demanding task, Alexander
Burganov, who had already gained prominence for
his innovative plastic language and artistic imag-
es, was invited. A 12-meter figure of the first cos-
monaut, Gagarin, surrounded by dynamic winged
and folded structures developing in space, unfold-
ing along undulating lines, “soared” over the en-
tire territory of EXPO-86.

During the same period, Burganov created a
number of monuments for the Belgian cities of
Liege, Marchienne-au-Pont, Leuven. Not only this
“entry” into European space turned out to be sym-
bolic for the sculptor but it also became a kind of
powerful energy stream for European viewers who
were tired of conceptual performances and actu-
al epatages. Sculpture as high art began to return
to the world stage again. However, if once high
traditions of plasticity were brought to Russia by
Russian students whose teachers were the great
European masters - Rodin, Bourdelle, Despiau, to-
day this process can be recognized as a mirror. Bur-

ganov returned powerful plasticity, the perfection
of form, dialogue with the classical heritage, har-
mony of images to European space.

2004 was an important year for Alexander Bur-
ganov's creative biography. For Brussels, he cre-
ated monuments to Russian Emperor Alexander |
and Belgian King Leopold I. In addition, the gran-
diose exhibition of his works presented at one of
the central squares of Brussels was the culmina-
tion of Burganov's “entry” to Europe.

It should be noted that there had already been
such exhibition projects before. In 1956, Hirschhorn,
a major collector and founder of the Sculpture Mu-
seum in Washington, conducted a several month
touring exhibition of more than 200 sculptures of
the 19th-20th centuries in American cities, present-
ing part of the exhibition in open spaces. Botero
exhibited his sculptures in Madrid Square, Moore in
Florence, Strebelle in Paris. When, in continuation
of the series of these distinguished names, Brus-
sels proposed the organization of such an exhibi-
tion to Burganov, it became clear that this was not
only a high assessment of creative achievements
but also a kind of challenge and expectation of a
new, significant exhibition that would effectively
transform the urban space, which, apart from the
modern life, is loaded with its own history and the
inviolability of tradition.

Mont des Arts, proposed for the exposition by
the Mayor's Office in Brussels, is located on the
main axis of the movement of numerous flows of
people who are moving from the town hall to the
complex of buildings of the Royal Museum of Bel-
gium and the Royal Palace. The difficulty was in the
fact that the historical ensemble of the square is
crowned with an equestrian statue of King Albert,
which denotes its center as well as the main axis
of movement. This historically established square
as if “froze” in its development. Therefore, the “en-
try” to this constituted space seemed practical-
ly not possible.

For this exhibition, Alexander Burganov present-
ed more than twenty monumental sculptures; stat-
ues, brought from Moscow, were placed in a way as
if a grand army was following the royal horseman.
The army, created from symbolic images of Life and
Death, Strength and Weakness, Power, Love, Lone-
liness by means of monumental plasticity, raised
the emotional tension of all historical layers of this
space. The created exposition made the strong-
est impression. The sculptures "walked” onto the

viewer, “lined up” in a row, blocked the flows of
the movement formed by the marking of the area.
Alexander Burganov placed some compositions
along the main axes of the square, thereby main-
taining a dialogue with the architectural ensemble,
others arranged at the intersection of the alleys.

The square acquired a new artistic image, a new
compositional, and semantic meaning. Sculptur-
al works became the vanishing points of the main
axes, along which the spiritual and intellectual space,
made alive by the sculptures and so vital for the
urban environment, flows and unfolds.

In addition to the transformed artistic image of
the square, Alexander Burganov created a special
myth of space with his sculptures. The myth had
its own coordinate system, scales, internal connec-
tions, hierarchical structure. Burganov's sculpture

Il 3. A. Burganov. Seated in an Armchair. 1979. Bronze.
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Il 4. A. Burganov. 1988. Pieta. Bronze

created a special cosmos of space, building its own
universe inside the real dimension, which became
a kind of sacred treasure of Brussels.

The exhibition of Alexander Burganov on the
Champs Elysees in Paris, held with the support of
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famous Pierre Cardin, was another remarkable ex-
position in open city space. The personal exhibition
"Alexander Burganov: Antike Traumbilder” (2013),
held in front of the Archaeological Museum of the
University of Westphalia in Minster, is among the
latest open-air exhibitions.

Il 5. A. Burganov. Muse. Relief on the facade of the Palace of
Culture of Metallurgists. 1973. Forged copper. Izhevsk.

Burganov has created iconic images in military
monuments erected in many cities of our country
and abroad. Among them, there is a monument to
Soviet soldiers who died in World War Il in Buchen-
bach (Belgium), a memorial to Russian citizens who
died in World War Il in Liege (Belgium), the Victory
sculptural composition, the Defenders of Moscow
memorial, the Raising the Banner sculptural com-
position in Moscow, and many others.

These sculptures are distinguished by their spe-
cial spirituality and lyricism. The artist managed
to convey the greatest tragedy that the war be-
came for all countries and peoples through per-
sonal experiences.

An intellectual game with space, the ability to
transform it by, sometimes, the smallest means is
the hallmark of the creative method of this extraor-
dinary artist. Burganov-architect intrigues no less
than Burganov-sculptor. He always works master-
fully with the composition and plasticity of architec-
ture, landscapes, squares, for which his sculptural
works are intended. An extraordinary approach to
the problem of the synthesis of architecture and
sculpture was especially evident in his design of
the Burganov House Museum, which received state
status in 2001.

Alexander Burganov, the author of the architec-
ture of the museum building and the idea of the
exposition, created an unusual sharp artistic image
based on the displacement of the real and virtual
fields, a play with metaphor, a quote, and the “joy
of recognition” of which leads to an intellectual
dialogue with the audience. This dialogue begins
with a park ensemble and urban areas adjacent to
the complex of museum buildings. Already here,
around the museum, monumental works created
by Alexander Burganov are installed.

Adjacent to the main entrance, an arcade, called
People-Legends, contains portraits of prominent
cultural figures - A. Tarkovsky, I. Bunin, R. Nuriev,
I. Brodsky and others. The arcade is crowned with
symbolic images of muses. Their names are unu-
sual for a diligent reader of the legends and myths
of ancient Greece. The muses of The Midday Sun,
Expectations, The Blossoming Tree, The Unexpect-
ed Joy, The Evening Star are clearly the characters
of some other legend. The sculptor, creating a new
universe inside the city space, puts these majestic
images in his wall like cornerstones. This wall, con-
sisting of spandrel arches, is of course ephemeral
as a barrier but strong, stable, and indestructible
by the talent and spirit of these wonderful peo-
ple. In such a way the new universe found its he-
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roes, its myths and legends. The creation of such
an ideal space, as well as the creation of myths by
means of architectural and sculptural plastics, is a
phenomenon absolutely necessary for harmoniz-
ing and inspiring the urban environment.

Decorated with the sculptural ensemble of Alex-
ander Burganov, a park, called Ecology and locat-
ed in the territory adjacent to the museum in the
Sivtsev Vrazhek lane, is another remarkable sight
in Moscow. Bronze monumental compositions or-
ganically exist in the landscape, becoming the emo-
tional and artistic centers of space.

A huge hand, crowned with an openwork butter-
fly, personifies the ease of contiguity between man
and nature as a guarantee of harmonious coexist-
ence. This work, entitled Ecology, gave the name
of the entire ensemble.

Alexander Buranov has a happy artistic career,
reflecting the epochs and artistic styles that have
been replacing each other since the mid-20th centu-
ry to the present. In each of these periods, Burganov

has occupied an important place. He is deserved-
ly considered both an artist of the severe style for
the laconicism and monumentality of forms, and a
master of realistic portraiture, the school of which
is based on the best traditions of Russian plastic
arts. Burganov is a postmodernist who creates ex-
pressive metaphorical images in the synthesis of
modernity and ancient classics. Undoubtedly, Bur-
ganov is one of the most remarkable surrealists
of our time, easily transforming forms in order to
sharply and artistically express new realities.

Absolute creative freedom is seen in this versa-
tility due to the fact that, in all cases, the artist is
not just in the artistic stream of time but is distin-
guished by a vivid personal artistic style and a cre-
ative method. Not without reason the phrase “the
Burganov school of composition” has become a
fixed term in art history practice as well as in high-
er art educational institutions of the country where
the art of sculpture is studied and taught.
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CKYNIbINTOP ANNEKCAHAP BYPTAHOB.
K 90-IETMKO MACTEPA

AHHOomayus: Ckynenmop AnekcaHop Hukonaesuu
bypaa+Hos omueuyaem 90- nemnuli KObuned. E2o doneuti
meopueckuli nyme 8 Uckyccmee ommedeH 8bl0arouuMu-
ca docmuxkeHUAMU. 3mMo 3aMeyamesibHble NAMSMHUKU 8
Poccuu u 3a pybexom, nepcoHaIbHble 8bICMABKU, KOMO-
pele cmanu cobbimusmMuU 8 NpocmMpaHcmee KyJibmypel,
asmopckue u3daHus, meopyeckue akyuu. Teopyecmso
A. H. BypaaHoe okazasio o2pomHoe eausHUe Ha cospe-
MeHHbIU xydoxecmeeHHsIl npoyecc, 800XHO8UB C8OUMU
naacmuyeckuMu Ho8ayuaMU yesioe NoKoJIeHUe CKylbnmo-
pos. E2o npousgedeHus ommeyeHsl yHUKA/IbHbIM a8mop-
ckuM npuemom hopmoobpasosaHus. E2o xydoxecmeeHHsle
06passl U yHUKAALHbIU naacmuyeckuli 36K NO380AUMU
0C0OEHHO NPoYy8CMB08AHO OMPA3UMb MeMbl XU3HU U
cmepmu, ir0bsu u cmpadaHus. Bknad macmepa 8 MOHy-
MeHMAanbHyto cky/ishmypy npedcmasJseH yesbiM psoom
8610aOLYUXCH MOHYMEHMO8, YCMAHOB/eHHbIX 8 PA3HbIX
cmpaHax mupa. Teopuyecmay Macmepa nocesujeH nep-
COHaNbHbI My3eli — Mockoeckuli 2ocydapcmeeHHbIl My-
3eli «[Jom bypaaHosa». /lu4HOCMHbIU XydoxecmeeHHbIl
noyepk U asmopckuli cMuJ/ie NIACMUYECKO20 8bICKA3bI-
8aHUS, NpU3HAHUe e20 meopyeckux docmuxeHuli darom
ocHosaHue npuduciume A.H. bypaaHosa k Haubosiee e/u-
AMesibHbIM 8bI0arOWUMCA CKylbnmopam cepeduHs! XX -
nepsoli yemaepmu XX 8.

Knrouegeole cnosa: ckynenmop A.H. bypaaHos, asmop-
ckuli npuem opmMoobpa3oeaHus, NAMAMHUKU, 8bICMas-
KU, cogpeMeHHas ckynenmypa, myseli [lom bypeaHoea.e.

AnekcaHap bypraHos npuHagnexuT K nieaje xy-
JOXHWKOB, KOTOPbIE NPOABUAM Ceba B caMbIX pas-
HbIXx obnacTtax nckycctea. MogobHO KaHAMHCKOMY,
Mukacco, Apny, JlembpyKy n MHOTMM APYr1M Bbl-

JaroLLNMCS AesTeIsIM UCKYCCTBA U Ky/bTypbl, OH
CO34an NPOU3BEAEHMS B CKYIbMTYPE, apXUTEKTYPE,
rpaduke, XXMBOMUCHK, a KPOME TOrO HEOObIKHOBEH-
HbI TeaTp, rae CcTaTyn-akTepbl U TH0AU-aKTEPbI CO-
eAVHUANCB B OAHOM fAeicTBe. bypraHoB — aBToOp
NNTepaTypHbIX MPOU3BEAEHWI U HayUHbIX UCCae-
AOBaHM B 06/1aCTN UCTOPUM N300pa3nTeNbHOrO
MCKYCCTBA, KOHLUEMLMA BbICTAaBOK 1 NMOTPSACAOLLMX
MPOCTPaHCTBEHHbIX 3KCMO3ULNIA, U3bICKaHHbIX FO-
6e/1eHOB U UHTENEKTYaNbHbIX KHUXHbIX MaKeTOB.

3TOT YHMBEPCAAN3M, Ha CaMOM JeJie, ecTb Npo-
ABJeHNe TOro 0coboro cylwecTBOBaHUA B MUpe
MCKYCCTBA, KOTAa XYZOXHUK He MPOCTO CO34aeT Npo-
n3BefeHNe, HO BbiCTpauBaeT ocoboe MMpo3gaHme,
KOTOpOE LeANKOM 1 MOJHOCTbIO, HaumHas oT ap-
XUTEKTOHMKN 06BEMOB B MPOCTPAHCTBE 10 Nepco-
HaXkel ero Hacenstowmx, NpuayMaHHbIx M. Mup
XYBOXKHWUKA, MHOFOTPaHHbIM, CI0XHbIV, N3OLITOYHbIN
B CBOEM MHOTOr0JI0Cbe W CTPOMHBIN KakK OTJANYHBbIN
OPKECTP, B KOTOPOM KaXAbl «rON0C», KaXAblA 06-
pa3, MOHYMEHTa/IbHbI U KaMepPHbIW, MOAYMHEHbI
OJIHOM MeNoANYECKON TeME.

Kak Apkuii caMOoBbITHBIA MacTep C y3HaBaeMbIM
XyAOXeCTBeHHbIM noyepkoM A. bypraHos ctapToBan
B Havane 1960-x rogos. Jns Hero Mmp «CypoBoro
CTUAS>» LIECTUAECATHMKOB Obll abCONOTHO ecTe-
CTBEHEH. ITO BPEMS 3KCMEPUMEHTOB B CKYNbMNTYpPE,
MOWUCKM YNCTON GOPMbI, MPEBAANPYIOLLLEN Hag, Cto-
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KETOM, 0CO3HaHMe KpPacoTbl PUTMOB, NPONOPLIUNA,
CTPYKTyp npoctpaHcTBa. OTHbIHE abcTparnpoBaH-
Hble 1 Npeobpa3oBaHHble A0 NOrMYecKon Gopmybl
06BbeMbl CTann OCHOBOM KoHLenuun popmoobpa-
30BaHUA W NOBANAAN Ha CO3JaHMe XYAOXeCTBEH-
HblX 06pa3oB B TBOPUECTBE CKY/IbMTOPA.

Cpeau goctmxeHunin bypraHoBa co3gaHune oco-
6oro xaHpa B naactuyeckon komnosununm. OH aB-
TOP TaKoOro YHWKaNbHOTO ABAEHWNA KaK «CKybMTypa
— XeCT», MPOXOAALLEro NpakTMYecKkn Yepes BCe CUM-
BO/IMYeckne obpasbl BbIJAOLLErOCA 3TOro MacTtepa.

MnacTnyecknini 1eKCUKOH ckyabnTopa chopmu-
poBa/ica B CAMOM HauaJsie ero TBOpYeCcKoro nyTu u
npakTuyeckn He MeHanca 3a bonee uem NosyBeko-
BOM nepuog. B tBopuectBe A.H. BypraHoBa cpasy
MOsIBUACA LieNbli psj 06pa3oB-CUMBOIOB, KOTOPbIE
NPOCMaTPMBAatOTCA MPaKTUUYECKM BO BCEX €r0 KOM-
nosnumax. KonoHHa, pama, pyka, My3a, KOHb, sie-
TALWas AMHAMWYHasA ApanmMpoBKa, 0Ccobbin abpuc
NNLA, TMHNS PYKW, OCOBbIN CUAY3T GUTypbl Y3Ha-
FOTCA BO BCEX MMOCTACAX, CMEHAIOLLNX APYT Apyra
B TeUEHMe pa3BUTUA XYAOXKECTBEHHOro npouecca.

B pa3Hbix paboTax, MOHyMEHTa/IbHbIX U CTaHKO-
BbIX KOMMO3ULMAX NPesCTaBieH KIH0UYEBOWN 3HAKO-
BbIli 06pa3 pyku Kak CMMBOJIa TBOPYECKOro Havana
(Bonbwas pyka. 1999 r.), ropabiHn 1 conpoTmnBae-
Hus (KecT. 1982 r.), rnaca boxxbero (AHren. 1983 r.)
1 06BATUA packmnHyTbIX pyK (MpuseTcTeume. 2000 r.),
npocbbbl (Huwas. 2015 r.). bypraHos yacto coe-
AVHAET PyKY C IMLLOM B OAHOW KOMMO3ULNN, NOA-
yepKkmBas TeMy PyKW Kak Jydliero n Hanbonee
BbIPa3nTENbHOrO NOPTPETa, UAN OCTPO KOMMOHY-
€T BMeCTe MHOXECTBO PYyK (COMPOTUBAAIOLLNXCA —
Pacctpen. 1987 r., ykasyrowwnx — MNMpopok. 2002 r. ).
W BO BCex cnyyasax aTo — XecCT.

Ewe oaHa BaxkHas TeMa — kneTka, KoTopas Bbl-
pa>keHa B HECKOJIbKMX MAaCTUYECKMX MMOCTacaX Kak
rpaHnua — obosiouka aHTponomopdHoro obpa-
3a (dywa. 1995 r.) n kak pelweTyaTtaa CTPyKTypa,
Lesb KOTOPOW ynopsao4mnTb Bpems, Gopmy, siBse-
Hue (A3byk rayxoHemsbix. 1995 r., BockpecHsblin Be-
uep. 1982 r.), kak Tema 3anperta — (JleTawas nTmua
B kneTke. 1988 r.).

BbipaxxeHunem ctuxumm y bypraHosa Hanbonee
YyacTo ABAseTCA 06pa3 XMBOTHOMO. ITO TMraHTCKne
cobaku B KneTkax, pasMeLleHHble Noj NoToAKOM
OAHOTO U3 3a10B My3es, uan bynbaoru, Ybm Gury-
pbl YABOEHbI MO BEPTUKaAM ANA NOAYEPKMBAHNA
KOHLLeHTpaLmn ApoCTn. Tema CTUXMU N MY>KCKOTO
Hayasia Tak>Xe BblpaxxeHa obpa3amu KoHeW. (Bon-
Ha. 1979 r— gepywmeca KoHw, dkonorua. 1987 r.,
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Mysa. 1979 r. — anpuryeckoe NpUKOCHOBEHWE Je-
BMYEW roN0Bbl K FOI0BE KOHS, byayuiee — manb-
unk Ha xepebeHrke. 1987 r.). CBoboga, CTpemsieHue,
BA,OXHOBEHME BblpaxkaeT 0b6pa3 AeTsaen NTuub
VAN OANHOYHOTO KpPblfa, CUMBOJIM3NPYHIOLLErO 3TW
obpa3sbl ele 6onee KOHLEHTPUPOBAHHO U APKO.

OcobeHHO Bblipa3nTebHbIM 3IEMEHTOM YHMKab-
HOrO XyAO0XeCTBEHHOro noyepka Macrepa cTanm Au-
HaMMWUHO pa3BMBatOLLMECA CKNajuaTble CTPYKTYpbl,
NPUCYTCTBYHOLWMNE BO MHOTUX KOMMO3ULUAX. DTU
meTadopbl Nepexosa BpeMeH, COMpAXeHUs Mupa
roOpHero 1 Mmpa AoJsbHero, o6pasbl ABMXEHMA Na-
MATW AenaroT Marmyecknin peanmsm A. bypraHosa
ocobeHHO ApknM. CerogHs, Korga B MpoOCTpaHCTBe
ropoAOoB CKY/bMNTYPbl-NaMATHWKM CTaAu OAULLETBO-
peHNEM UCTOPUK, CKYNbNTYPbl — XecTbl AfekcaHapa
BypraHoBa HamoAHAIOT niowWwaan, Nnapkun, Myseun u
BbICTaBOYHbIE 3a/1bl HOBbIMW YYBCTBEHHbIM MO3TW-
YECKMMM 1 XYAOXKeCTBEHHbIM obpasamu.

Mopoli co3paeTcs OLyLLEeHWe, UTO ero cTaTyu,
CyLLLecTBYA Kak MOHOANTBI, pacnajatotca Ha dpar-
MeHTbI. Y My3bl AnekcaHapa bypraHosa ¢dopma ro-
NOBbI, UHOW pa3 060bLLEHHas 40 Maeana rPeyYeckon
apxavikv, BEHYaeT CTPOMHOE, CPaBHUMOE C KOJIOH-
HOM Teno. B ee packuHyTbIX pykax — Bceobbem-
NOWMIA CUMBOANYECKUIA XKECT OPaHTbI U MOLLHaS
ropuaoHTanb 6askn, mepekpbiBatOLLEN BEPTUKANN
onop. Kaxablh U3 31eMeHTOB IEKCUKOHA CKYJlb-
nTopa caMoAOoCTaTo4eH, cnocobeH MHOrokpaTHO
“ pa3Hoobpa3HO BapbUpOBaTbCA U OAHOBPEMEH-
HO BbITb Hepa3pbIBHO CBA3aHHbIM C LenbiM. Coe-
AVHAACH B HOBble KOMMO3WULMOHHbIE KOMBUHAL MK
W TYT Xe pacnafascb Ha «bparMeHTbl», OHN bec-
KOHeUHbl B CBOEM MpoLiecce CTPOUTENbCTBA 3/a-
HWA NCKYCCTBa, OTMEYeHHOro KogoMm bypraHosa.

Hauwnnaa c 70-x rogos, AnekcaHap bypraHos
BXOAMT B 3anaZHOEBPONENCKUI XYAOXKECTBEHHbIM
Mup. Llenbili psag ero MOHYMeHTaNbHbIX CKYAbNTYP
6blN YyCTaHOBAEH B Pa3/inyHbIX ropogax benbrum,
lepmanun, KOrocnasum, uma AnekcaHgpa bypra-
HOBa CTaNo y3HaBaeMbIM W MPUBbIYHBIM ANSA €B-
PONENCKNX CNeLNanncToB B 061actu KyabTypbl 1
nckyccrea. B 1984 r. rpaHANO3HYO KOMNO3MLINIO
BypraHoBa «BoWHa 1 Mup» nprobpeTaeT Bbigaro-
LLIMCA HEMELLKUI KOANEKLIMOHEpP, OCHOBaTEeb He-
CKONbKMX KPYMHbIX My3eeB B EBpone MNMutep Jlroasur.
Komno3unumns Beirnsgena kak CMMBOANYECKUA 06-
pa3 BEYHOro NpoTMBOCTOAHNA XunsHu n CmepTu.
B >xenesHoW knetke ABa OrpoOMHbIX HOpHOLLUXCA B
APOCTHOW CMepPTE/IbHOWN CXBaTKe KOHs ONMLETBO-
pAAN TEMY CMepPTK, BOWMHBI, Hacuaus. Fpynna xeH-

ckmx duryp Hag knetkoin — KOHocTb, Bo3ntobneHHas,
bepemeHHas, Ckopbsan, Monswasca- 3acTbiBLUMX
Haj, CMepTe/IbHOM CXBATKOW KOHEW, cTasa CMMBO-
NOM MUPa, XU3HK, co3nganus. I. Jliogeur B cBO-
€M MrCbMe K CKy/IbNTOPY Nnucan: «3Ta CKyAbnTypa
obpena ceryac poaunHy B AaxeHe, nepes 3gaHnem
EBpoKOHrpecca, rae Ha pasvyHbIX MeponpuaTn-
AX, KOTOPbl€ TaM NOCTOAHHO NPOBOAATCS, bbiBaeT
HecMeTHOe KONIMYECTBO /I0AeN, KOTOpble paccma-
TPUBAOT €€ 1N BOCXMLLLAOTCA eto».

OTKpbITME «BOWHBI 1 MUpa» 1 npnobpeterne M.
JoaBurom ele psaga npousBeseHunii bypraHosa s
MY3elHOW KoANeKLMN NPOACIXINAO «HeMeLKnii ne-
pvog» B TBOpYeckoi buorpadumm ckynbntopa, Ha-
yaBLwwiica B 70-x rogax ¢ yCTaHOBKM CKYAbMNTypbl B
KpPYNHOM MpoMmbllLneHHOM ropoge Leeat Ha Oge-
pe, No 3aka3y HepTenepepabaTbiBatoLLero 3aBoja.
B TeueHnmn 80-90 rr. B pa3nnuHbix ropogax ep-
MaHWUW NPOLLUAN MepPCOHaNbHble BbICTaBKK, yCTpa-
MBaANCb INTEPATYPHbIE UTEHWS MPOU3BEAEHNN A.
bypraHosa. Ero ckynbntypa u rpadvka npeacras-
NeHbl He TONbKO B MYy3elHbIX, HO U KPYMHbIX He-
MeLLKMX YacTHbIX cobpaHusax P. LUTokema, X. BaH
AkeHa, [. 3urepa. 3ameuaTtenbHoe pa3BUTME He-
MeLKkui nepuog bypranosa nonyumn B XXI Beke.

B 1999 r. AnekcaHap bypraHoB Bbivrpan ame-
PUKAHCKNI KOHKYPC Ha NamaTHUK A. MNyLWKnHy ans
BalMHITOHa. 9TOT MOHYMEHT, YCTaHOB/EHHBIN He-
fAaneko ot benoro goma, ctan nepsBbIM PyCCKUM Ma-
MATHUKOM Ha aMepVKaHCKOM KOHTUHeHTe. [TaMATHMK
OTMeYeH yHMWKabHbIM KOMMAO3ULMOHHbLIM npue-
MOM. [103T CTOWT Yy KONIOHHbI, YBEHUYAHHOWN NO3TN-
yecknM 30a0TbIM lNMeracom. OgHaKo , 3TO TONBKO
YyacTb KOMMO3ULNW, ABAAIOLLENCA CBOEODOpa3HbIM
NO3TNYECKUM MOCTOM, MPOTAHYTbIM MEXAY KOH-
TUHEeHTamWu, cTpaHamu, Hapogamu. Ha apyromn cro-
pOHe 3TOro BUPTYasibHOTO MOCTa, BO3/1e Takon Xe
KOJIOHHBI C 30/10TbIM leracoMm cTouT amMmeprKaHcKunii
nosT Yont Yntmen.

«BaLWmMHITOHCKMI» MyLKMH CTan Of4HUM W3 Lieno-
ro paga MOHYMEHTOB, BO3ABUTHYTbIX AlleKCaHAPOM
BypraHoBbIM B UeCTb gesTeseil pycCckom KyabTypbl.
Cpegau Hux namatHkn byHnHy B Mockee v B Bopo-
Hexe, MywkunHy B MxeBcke, MylwkuHy 1 FoHYapoBow
B Mockse, lNyLwkunHy B asponopTy LLlepemeTbeBo,
HecnHon B Mockee 1 ap. B 2010 rogy B ropoge
baseH-baseH no nHMLMaTMBE MECTHOW M3pUK Bbin
OTKPbIT NaMATHUK NO3Ty XKyKOBCKOMY.

B 2018 roaa B ropoge MioHcTep (TepmaHus)
COCTOANIOCH TOPXKECTBEHHOE OTKPbITUE NaMATHUKA
«Hayka npoTuB Xaoca». Co3aaHHbIn AnekcaHApoMm

BypraHoBa naMATHWMK noceaweH Hobenesckomy na-
ypeaty no ¢wmsnonorum n meamumnHe 3a 1939 rog
Fepxapay VioxanHecy Maynto Jomarky. MamaTHMK
yCTaHOBJIeH nepej 3gaHnem Bectdpanbckoro yHu-
BepcuTeTa nMeHu Buabrenoma, B kotopom I.Jo-
mark pabotas.

B 1986 r. bypraHoB ykpacui CBOei rpaHAMO3HOM
CKYNbATYPON BCceMUpHYHO BbicTaBky DKCIMO-86 B ka-
HajckoM ropoge BaHkysep. lMepes yctpoutenamm
BbICTaBKM CTOANA CNOXKHaA 3agava — UHAVBUAYaAn3a-
LMW NPOCTPaHCTBA, CJIOXKEHHOTO 13 AeCATKOB TUMO-
BbIX MaBW/IbOHOB. [1/1f peLleHns 3TON HeopAMHaPHOM
3agaum 661 npurnaweH AnekcaHap bypraHos, yxe
3aBOEBAaBLUNI M3BECTHOCTb CBOMM HOBATOPCKUM
NAacTUYECKNM A3bIKOM U XyZLOXeCTBEHHbIM 0bpasa-
mu. Hag Bceit Tepputopuein SKCrNO-86 «B3netena»
12-meTpoB durypa nepBoro kKocMoHasTa l[arapuHa,
OKpPY>KeHHas AMHAMUYHbIMUN Pa3BMBaOWMMUCA B
NMPOCTPaHCTBE KPbINATbIMWN 1 CKNAAYaTbIMN CTPYK-
Typamu, pa3BopaymBaoWMMnca No BoJiHoobpas-
HbIM JIMHUAM.

B 370T >Xe nepuog bypraHoB co3gan uenbii pag
NaMsTHWKOB ANs 6eNbrMickmnx ropogo. Jbex, Map-
we-o-MoHT, JleBeH. 3TO «BTOPXEHME» B €BPOMNeN-
CKOe MPOCTPaHCTBO 0Ka3a/0Chb 3HAKOBbLIM He TOJIbKO
[J18 CaMOro CKyNbNTOPa, HO CTafio CBOEOOpa3How
MOLLHOW 3HEpPreTMYecKoln CTpyen Ana eBponen-
CKWUX 3pUTeNel, yCTaBLUMX OT KOHLEeMNTyanbHbIX nep-
bOopMaHCOB M akTyasbHbIX 3naTaxen. CkyabnTypa
KakK BbICOKO€ MCKYCCTBO BHOBb CTa/0 BO3BpaLLaTb-
€A Ha MUPOBYIO apeHy. Ho ecaun korga-To BbiCOKMe
TPaAnLMN NAacTUKK npuHecan B Poccuto pycckne
YUYEHWKM BEIMKMX €BPOMNENncKnx mactepoB PoaeHa,
bypaens, lecnuo, cerogHs 3TOT NPoLLECcC MOXHO
Npu3HaTh 3epKasbHbIM. bypraHoB BepHyn B eBpoOrnen-
CKOe MPOCTPaHCTBO MOLLHYHO MAACTUKY, COBEPLLEH-
CTBO GOPMbI, AMANOT C KNACCUYECKUM Hacaeanem,
rapmMoHuto obpasos.

2004 rog, ctan BaXHbIM A5 TBOpYeCkoin buorpa-
¢dun Anekcangpa bypraHosa. paHAno3Has BbicTaB-
Ka ero Npov3BeAeHWI, NpesCTaBAeHHas Ha O4HOM
M3 LeHTpasbHON naowagern bproccens.

HeobxogMMo 0TMeTUTb, UYTO NOAOGHbIe BbICTa-
BOYHble NPOeKThI yXe 6blan onpoboBaHbl. B 1956
rogy KpymnHbl KOANEKLMOHEP N OCHOBaTeNb MY-
3ef cKy/AbNTypbl B BawmHrroHe XnpLwxopH npo-
BeJl MO aMepUKaHCKUM roposamM MHOroMecsayHoe
BbiCTaBO4YHOe TypHe 6onee 200 ckynbnTyp XIX-XX
BEKOB, MPeACTaBAAsf YacTb 3KCMO3MLNN Ha OTKPbI-
ThIX NOLWaAAX. BOTTEPO BbICTaBAAN CBOM CKYNbNTY-
pbl Ha niowaan Magpuga, Myp Bo ®aopeHumny,
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Ctpebensb B Mapuxe. Korga, B npogosixeHue pasa
3TUX BblAaroLWMXCA UMeH, bproccenb npegnoxun
opraHu3saumio Takow BbicTaBki A. bypraHoBy, ctano
MOHATHO, UTO 3TO He TOJIbKO BbICOKas OLeHKa TBOp-
YeCKUX JOCTUXKEHWUI, HO 1 CBOEOBPa3HbI BbI3OB U
OXWZaHWe HOBOW, 3HaUMMO 3KCNo3unumm, sdpdek-
THO Npeobpa3ytoLen roposckoe NPOCTPaHCTBO,
KOTOpOe KpOMe COBPEMEHHOIO TeUYeHMA XU3HWU,
Harpy>eHo CO6CTBEHHOMU NCTOpUEN, U He3bibne-
MOCTbIO TPauLINN.

MpeanoxeHHas Aas 3KCNo3uLmm mapuein bproc-
cens naowasb MoH ge3 ApT HaxoAMTCs Ha r1aBHOM
OCU ABUXEHUS MHOFOUYUC/IEHHbIX MOTOKOB NHOAEN,
CTPEMALLUXCA OT paTyLum K KOMaekcy 3gaHunii Kopo-
NneBckoro myses benbrum n Koposesckomy ABopLyy.
CNOXHOCTb CcOCTOsNa U B TOM, YTO UCTOPUYECKUIA
aHcambab niowaan, yBeHYaH KOHHOW cTaTyei Ko-
pons AnbbepTa, KoTopas 060o3HauvmMIa ero LeHTp
W TNaBHYO OCb ABUXXEHWUA. OTa UCTOPUYECKN C/1O-
XKMBLUIAsACA NaoLlwaab Kak 6bl «3amepna» B CBOEM
pa3BUTUN. NO3TOMY BTOP>KEHME B 3TO KOHCTUTY-
MPOBaHHOE MPOCTPaHCTBO MpPaKTUYeckn He Nnpea-
CTaBAANOCb BO3MOXHbIM.

AnekcaHap bypraHoB npeactaBma Ana 3TOM Bbl-
cTaBku 6onee aBasALATV MOHYMEHTaIbHbIX CKY/b-
NTyp. 3Ta 3KCMO3ULMA, CO3aHHaA cpeacTBaMm
MOHYMEHTa/IbHOM MAacTVKM U3 CMMBOANYECKMX 06-
pa30B XKusHu n Cmepty, Cunbl n Cnabocty, Bracty,
JlobBK, OgMHOUECTBa NOAHANA SMOLMOHaNbHOE
Hanps>eHne BCeX NCTOPUYECKMX NAACTOB 3TOro
npoctpaHcTBa. CKyAbMNTypbl «LWAW» Ha 3pUTeNs,
«BbICTPaNBaNCh» LLIEPEHTON, NepekpbiBaan, chop-
MWPOBaHHbIe pa3MeTKOM NAOLLaAN, MOTOKMN ABUXKE-
HWA. HekoTopble kKomno3nuun Anekcanap bypraHos
Pa3MecTu/l Mo OCHOBHBLIM OCAM MAOLWAaAN, Nnoaaep-
XMBas TeM CaMbIM AMaNOr C aPXUTEKTYPHbIM aHCaM-
6aeM, Apyrve paccTaBua Ha NepeceYveHnn annen.
Mnowaab nprobpena HOBbIN XyAOXECTBEHHBIN 06-
pa3, HOBOE KOMMO3WLIMOHHOE M CMbIC/IOBOE 3BYYa-
Hue. [n1acTnyeckne Npov3BeaeHMa CTaan ToUKamMu
CXOJa rN1aBHbIX OCeR, NO KOTOPbIM TeueT 1N pa3Bo-
paunBaeTC OXUBAEHHOE UMW JyXOBHOE N UHTEN-
NleKTyanbHOE NPOCTPAHCTBO CTO/Ib HeobxoAnUMOe
rOPOACKOW cpege.

Kpome npeobpa3oBaHHOI0O Xys0>XKeCTBEHHOTO
obpa3za naowaam, AnekcaHap bypraHos cBovMu
CKYNbNTYpamMu co3aan 0COBEHHbIN MU NPoCTpaH-
cTBa. B 3TOM MUde cobcTBeHHas cncteMa KOopau-
HaT, MacLwTabbl, BHYTPEHHME CBA3W, nepapxmyeckas
cTpykTypa. Ckynbntypa bypraHoBa co3zana ocobbiin
KOCMOC MPOCTPaHCTBa, BbICTPanBas BHYTPU peasbHO-
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ro n3MepeHus cobCTBEHHOE MUPO34aHue, CTaBLlee
cBO€0bpa3HON cakpasbHOM LLEeHHOCTbIO bptroccens.

Eule ogHoM 3amMeyaTenbHOM 3KCMO3nNLMEN B OT-
KPbITOM FOpOACKOM MPOCTPaHCTBE CTaja BblCTaB-
ka AnekcaHgpa bypraHoBa Ha Ennceickmnx nonsx B
Mapwxe, NnpoxoaaLias Npu NoAAEeP>XKKe 3HAMEH M-
Toro lMbepa KapgeHa, a Tak>ke BbiCTaBka Mog oT-
KpblTbiM Hebom — «Alexander Burganov: Antike
Traumbilder» B MtoHcTepe (2013 r.), paamecTus-
wasnca nepes Mysesa apxeonormmn Bectdanbckoro
yHMBepcuTeTa.

3HakoBble 06pa3bl co3gan A. bypraHoB B BOeH-
HbIX MaMATHMKAX, YCTAHOBAEHHbIX BO MHOIUX FO-
pogax Hallel cTpaHbl 1 3a pybexxoM. Cpeaun Hux:
NamATHUK COBETCKMM congaTam, nornbwmm Bo Bro-
poi MupoBsoli BoiiHe B I. byyeHbax (benbrus), me-
Mopwuan rpaxgaHam Poccum, normbwmm o Bropoii
MwupoBoi BoiHe B Jlbexxe (benbrus), ckynbnTypHas
komno3sunumsa «Mobega», Memopuman «3anTHNKaM
MockBbi», CKyNbNTYpHasa komnosnuma «fogHrma-
HoLWnin 3Hams» B MockBe 1 MHOTMe gpyrue.

3TU CKYNbNTYPHbIE NPON3BEAEHNS OTINYAIOTCA
0CObO0I OAYXOTBOPEHHOCTLIO U IMPU3MOM. ABTOPY
yfanocb nepesatb Yepes JMUYHOCTHbIE NepexmnBa-
HVA BEAWYaNLLYIO Tparejuto, KOTOPOW CTana BOW-
Ha A/1A BCeX CTPaH M HapOZAOB.

WHTennektyanbHas nrpa ¢ NpocTpaHCTBOM, yMe-
HVe Npeobpa3oBbIBaTb €r0 CaMbIMU, MOPONR, Mabl-
MW CPeACTBaMM, OTANYUMTEIbHAA YepTa TBOPUYECKOTrO
MeTOoZa 3TOro HeobbIKHOBEHHOTO Xy,0XXHMKa. Byp-
raHOB — apXUTEKTOP UHTPUTyeT He MeHee Yem byp-
raHoB —cky/abnTop. OH Bcerga BUPTyO3HO paboTaeT ¢
KOMMO3MLMEN N NNaCTUKOW apXMTEKTYpbI, NaHawad-
Tamu, NIoWaaaMu, Aas KOTOPbIX NpeAHa3HayeHbl
€ro CKy/IbNTypHble NpounsBeseHuns. HeopanHapHbIl
noaxog, Kk npobieme cMHTE3a apXUTEKTYPbI U CKYJ/1b-
NTypbl 0OCO6EHHO NPOABWACA B €ro NpoekTe 34aHuns
my3ses «/lom bypraHosa», nonyumsuero B 2001 .
rocyZiapCTBEHHbIN CTaTycC.

AnekcaHap bypraHoB — aBTOp apXUTEKTYpPbl My-
3eHOrO 3aHuUs 1 UAen 3KCMOo3MLMK, CO34aN He-
OBbIKHOBEHHbIV OCTPbIV Xy,0XECTBEHHbIN 0b6pas,
OCHOBaHHbI Ha CMeLLleHNM NoJiel peanbHOro U
BUPTYasbHOTO, Urpbl ¢ MeTahOpPOW, LMTaTON, «pa-
[AOCTb Y3HaBaHWA» KOTOPbIX NOABOAMUT K UHTEN-
NeKTyanbHOMY AManory co 3putenem. IToT guanor
HauMHaeTCA C NapKOBOro aHcaMbasa 1 ropoaCkmx
TEPPUTOPUIA, NPUAEratOLLMX K KOMMAEKCY MY3€eW-
HbIX 34aHUWI. Y>Ke 34eCb, BOKPYr My3es ycTaHOB/Ie-
Hbl MOHYMEHTa/lbHble MPON3BEAEHNSA, CO3aHHble
AnekcaHapom bypraHoBbIM.

B apkase, Ha3BaHHOW «JTroAW-NereHabl» U Npu-
MbIKatoLWen K rnaBHOMY BXOAY, NPeAcCTaBAeHbI
NopTpeThl BblAAOWMXCA AeATeNen KyAbTypbl — A.
Tapkosckoro, V. bynuHa, P. Hypuesa, V. Bpoacko-
ro n ap. Cama apkaga, yBeH4aHa CMBOIMYECKUMU
obpazamu My3. VIx MMeHa HenpuBbIYHbI A5 NPU-
NEXHOro umtatens nerens u mmdos [pesHein pe-
umn. Mysbl «[lonygeHHOro conHuya», «OxunaaHns»,
«LIBeTywiero agepeBa», «<HeuasHHOM pagocTu», «Be-
yepHel 3Be3bl» — ABHO NEPCOHaXN HEKOW MHOM
nereHgbl. CKynbnTop, CO34aBas BHYTPU rOPOACKO-
ro NPoCTpaHCTBa HOBOE MMUPO3JaHune, CTaBuT 3TU
Be/IMYECTBEHHble 0Opa3bl B €ro CTEHY Kak kpaey-
rofibHble kamHu. CTeHa 3Ta, COCTOALLAA N3 CKBO3HbIX
apokK, KoHe4YHo 3demepHa Kak nperpaja, Ho Kpen-
Ka, yCTOMUMBa U HEPYLUMMOW CUION TafaHTa 1 Ayxa
3TWX 3aMeuyaTesibHbIX Ntogen. Tak HoBOe MMpOo3a-
Hue obpeno cBoux repoes, CBOU MUDbI N NereH-
Abl. Co3vaaHmne Takoro naeanbHOro NPoCTPaHCTBa,
Kak 1 cotBOpeHne MMHOB CPpesCTBaMMN apXUTEKTYP-
HO-CKYNbNTYPHOW NAACTUKM SBNAEHMNE COBEPLUEHHO
HeobxoauMOoe AN rapMOHM3aLUUn U OA4yXOTBOpe-
HWA TOPOACKON Cpeabl.

Ewie osgHa MOCKOBCKas AOCTONPUMEYATENbHOCTb
— napk, yKpaLleHHbI CKyJbNTYPHbIM aHcambaem
AnekcaHapa bypraHoBa, Ha3BaHHbIN «DKOAOTUs»
N PacnoJsIOXKEHHbIV Ha TEPPUTOPUN, NPUAETatOLLEN
K My3eto B nepeysnke CueLes Bpaxek. BpoH30Bble
MOHYMeHTa/lbHble KOMMO3WULUN OPraHNYHO BOLLIM
B NlaHAWadT, CTaB 3MOLMOHANbHbIMU U XyJ0XKe-
CTBEHHbBIMW LLeHTpaMu npoctpaHcTBa. OrpomHas
pyKa, yBeHUaHHas axxypHoi 6aboukom, onnLeTBO-
pAeT 1erkoCTb CONPUKOCHOBEHUS YesioBeKa U Npu-
pOAbl, KaK 3a/0T FAPMOHUYHOIO COCYLLLECTBOBaHMS.
OTa paboTa, HazBaHHas «DKONOTUA», faaN UMSA BCe-

My aHcamb6s1t0. HoBoe npouTteHne n3BeyHbIX TeM
MOHYMEHTabHOM MAACTMKW, UHble YEM B TPaAMLU-
OHHOW ANf ropoja MEMOPUAbHOM CKyAbNType 06-
pa3bl, HOBble akL,eHTbl MPOCTPAHCTBEHHbIX CBA3EW,
XapakTepHble ans TBopyectBa AnekcaHapa bypraHo-
Ba, HeOHbIKHOBEHHO 0BOoraTuaM ropoackyto cpesy,
npvAas e 0cobyto acTeTnyeckyto 1 Gpunocodekyro
aypy 1 Xy[0XeCcTBEHHbIV 06pas.

Y AnekcaHppa bypaHoBa cyactanBsas TBopuUe-
ckas bruorpadus, B Hel OTpaxKeHbl 3MOXU U XyA0-
>KeCTBEHHbIE CTUAWN, KOTOPble CMEHAA ApYyr Apyra
NPOLWAn C cepeanHbl XX BeKa A0 HacTosLero spe-
MeHW. B kaxxaom 13 aTnx nepmogos bypraHos 3a-
HWMan 3HaunMmoe mecTo. Ero 3acnyxxeHHo cumTatoT
N XYAOXHUKOM «CYpPOBOrO CTMAS» 3@ TaKOHU3M U
MOHYMEHTaIbHOCTb GOPM, 1 MacTepPoOM peanncTu-
4Yeckoro NoOpTpeTa, WKoia KoToporo basunpyerca
Ha Ny4YLnX TPaANLMAX OTEHECTBEHHOW NAACTUKW.

BypraHoB — MOCTMOZAEPHUCT, CO3AatOLLNIA BblI-
pa3nTenbHble MeTadopuyeckne obpasbl B CUHTE3E
COBPEMEHHOCTM M aHTUYHON Knaccukun. bypraHos,
HECOMHEHHO, Of1H 13 Hanbonee APKNX Ccroppeanu-
CTOB COBPEMEHHOCTH, 1erko TPaHCHOPMUPYHOLLMIA
bopMbl pagn OCTPOro XyA0>XKeCTBEHHOIO Bblpae-
HWA HOBbLIX peanaunii. B 3To MHOrorpaHHocT ab-
CONIOTHaA TBOpYeckas cBoboAa, Tak Kak BO BCEX
CNyYanx XyAOXKHUK He MPOCTO HAaXOAWICA B XyJ0XKe-
CTBEHHOM NOTOKE BPEMEHW, HO BbIAENANCA APKUM
JINYHOCTAM XYJ,0XKeCTBEHHbIM NMOYEPKOM 1 TBOpYe-
CKUM MeToAoM. HesapoMm cnoBocouyeTaHmne «bypra-
HOBCKas LUKO/a KOMMO3ULUM» CTano yCTOMUYNBBLIM
TEPMVHOM B UCKYCCTBOBEAYECKON MpakTUKe 1 BbIC-
LUMX XYAOXECTBEHHbIX Y4eOHbIX 3aBeEeHNAX CTPaHbI,
rfe U3y4aroT U NPenoAatoT UCKYCCTBO CKYbMTYpbI.
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FROM PHOTOGRAPHICS TO PHOTO DESIGN

Summary: The development of technical forms of art
in the twentieth century, such as photography, cinematog-
raphy, television, and media art, influences the tradi-
tionally established classification of types and genres of
art, and independent areas of design and artistic activi-
ty arise at the junction of several directions. Similar pro-
cesses occur at the junctions of photography and design.
Photodesign is one of these areas. The authors analyze
the process of the origin of photodesign using the exam-
ples of the work of pioneers of Russian design: Alexan-
der Rodchenko, El Lisitsky, Gustav Klutsis and masters of
the international avant-garde, among whom the name of
the Hungarian artist, photographer, designer and teach-
er Laszlo Moholy-Nada occupies one of the central plac-
es precisely because of his interdisciplinary studies. The
processes of integration of artistic and expressive means
in modern art also affects the nature of academic disci-
plines in modern design and art schools. Photography,

For almost two centuries, there has been a dis-
pute between photography and painting about
belonging to the true types of art and artistry in
displaying the outer visual world and inner emotion-
al state of a person. Moreover, in the age of digital
technology, it is taking on new turns, as works of
modern art in painting, graphics and photography
often rely on the similar digital technologies. Both
painting and photography equally become objects
of replication and copying in the WEB, becoming
objects of visual information.
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or its design version, photographics, is one of the new
universal subjects. Photographics was originally under-
stood as a method of working with photographic materials
based on obtaining high-contrast images that resembled
graphic images. Further, photography developed into a
system of planned construction of photographic images
with specified properties, for posters, photo installations,
transformations, etc. Photodesign is currently understood
as the field of activity of a graphic designer, exhibition
designer, and installation designer who uses photogra-
phy and its modifications as their main expressive tool.
One of the relevant areas of photo design is the release
of compositions into space and the creation of installa-
tions, which is considered by the example of the instal-
lation by Chinese artist Zhang Jiang “"When the Night
Watch arrives in China.”

Keywords: photography, photo design, photo instal-
lation, photo objects, graphic design.

Integration processes in the field of art in the
twentieth century lead to the emergence of hybrid
synthetic genres and branches, variations depend-
ing on the tasks that artists set themselves: applied
or fine art, documentation or advertising, research,
etc. Thus, on the basis of photographic technolo-
gy in the twentieth century, we have: photographic
paintings, photographics, photo-sculpture, pho-
to-objects, photo-design. Additions to the word
“photo” denote the interpretation of a photographic
image for purely artistic or design purposes and the

use of author's techniques that bring the final result
to the field of easel painting or graphics, poster or
book illustration, three-dimensional environment.

Photography and photodesign are neighbour-
ing fields of design and artistic creativity that were
formed in the early twentieth century due to the de-
velopment of printing technologies, photographic
equipment and the widespread use of photographic
images in the media and communication. By pho-
tography, we mean the direction of working with
photographic materials, which leads to the creation
of high-contrast images, based initially on optical
and chemical processes until about the early 1980s,
and then mainly on digital processing of raster im-
ages. The arsenal of photography can also include
installation techniques, the introduction of manual
graphic and painting technologies. One of the first
publications to use the term “photography” in our
modern understanding was the book “Fotografika”
by Polish photographer Edward Hartwig, published
in 1960 [11]. Further, photography, as an academic
discipline, is transformed into a complex of artistic
and expressive techniques of project photography.

Already in the first half of the twentieth centu-
ry, working with photographic images in publishing
houses, agitation and propaganda, exhibitions, and
later in the electronic and digital media system re-
quired the formation of new skills based on the prin-
ciples of editing, image transformation, toning and
coloring, processing to monochrome high-contrast
images, working with bitmaps and the inclusion of
elements of typographics. In fact, the photograph-
ic image became more and more an element of the
visual alphabet, a kind of unified sign. A prominent
representative of European modernism, photogra-
pher, painter and Bauhaus professor Laszlo Moho-
ly-Nagy, in his book “Painting, Photography, Film"’
(1926), prophesied the birth of a new communica-
tion media — the "typo-photo”, which assumed the
use of photographic images as words and concepts
for composing visual montage phrases [13]. The
nature of the use of photographic images by such
masters of art and design of the twentieth century
as Laszlo Moholy-Nagy, Man Ray, Gustav Klutsis, El
Lisitsky, Alexander Rodchenko in their graphic de-
sign activities, exhibition planning, and advertising
works suggests a special direction, an offshoot of
graphic and environmental design — photo design.

1. In 1929, the book was republished in Russian by the Ogonyok
shareholder’s publishing house [4].

Il 1. M. Baboshina. «Stained Glass». Course «Photographic
Art», Stroganov Russian State University of Design and Applied
Arts. 2024

Thus, the widespread use of photographic im-
ages not only in publishing business, but also in
exhibition and urban design leads to the fact that
at the junction of design disciplines at the begin-
ning of the twentieth century, a new direction was
born — photodesign, in which the photographic im-
age became a material for creating a new product
— communicative image. Graphic design theorist
E.V.Chernevich saw the specifics of the photo de-
signer’s work precisely in the design approach to
the photo image, planning the shooting process
itself, or multi-stage processing of the photo im-
age and its integration into the final product — cov-
er, poster, advertisement, website page, animation
video, installation, etc?.

2. E\V.Chernevich, historian of graphic design, author of books
on the history of Russian graphic design, author of the original
photography course at the Moscow Polygraphic Institute,
which she taught in the 1970s and 1980s. In her course
assignments, she emphasized the need to create not single
images, but rather series visually connected by composition
techniques and objects. As a member of the editorial board
of the journal «Technical Aesthetics», she held round tables,
one of such round tables devoted to the problem of the
relationship between design and photography was the round
table «Photography Possibilities». Based on the exhibition
and performances, a special issue of the magazine «Technical
Aesthetics» was prepared [8].
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Il 2. A. Artemyev. «<Op Art». Shooting of raster field projections.
Course «Photographic Art», Stroganov Russian State University of
Design and Applied Arts. 2024

Artificial Intelligence technologies make it pos-
sible to create photorealistic images that are in
demand in the communication system, based on
verbally formulated tasks. On the other hand, in the
works of artists and designers, at various times dur-
ing the almost two hundred-year history of pho-
tography as a media, the original personal techniques
image processing with hand coloration returned
from time to time, and manifested itself in such ar-
eas as pictorialism, photographic painting, photo
installations, photo objects, and photogram. Such
experiments laid the foundation for commercial,
educational and informational projects based on
optical photographic images.

This trend has become particularly relevant for
China, where at the beginning of the 21st centu-
ry a number of sites for the exhibition of works of
photographic art appeared, in which attempts were
made to integrate the centuries-old, millennial ex-
perience of traditional art, the experience of tra-
ditional guo-hua painting into photographic art.
Museums and art academies are becoming centers
for studying the synthesis of photography and var-
ious types of art, where this issue is of interest to
the scientific and creative community precisely in
the context of design and its design approach. The
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Chinese Academy of Arts in Hangzhou is becoming
one of the centers of creative research of the world
and Russian photomontage experience, due to the
presence of the Design Museum and the Museum
of Photography here.

The development of graphic design and pho-
to design required the inclusion in the training of
modern design artists of a special creative discipline
related to the development of photographic tech-
nologies, both traditional analog and digital. For
more than a quarter of a century, there has been
an author's photography course at the Stroganov
Russian State University of Design and Applied Art
as part of the training of graphic designers. A sep-
arate field related to advertising photography has
been opened at the Kosygin Russian State Univer-
sity as part of the training of designers for the tex-
tile industry.

During the development of the international pro-
ject "Russian creative education in the field of digi-
tal art” in 2012-2016 [5] partner universities of the
Stroganov Russian State University of Design and
Applied Art (RGGU — University of Humanities, Ural
State University of Architecture and Art named by
N.S. Alferov, Gagarin State Technical University, and
others) included textbooks and materials on teach-
ing theoretical and practical disciplines related to

. 3. S. Grigoryeva. «Photo Ornament». Course
«Photographics», Stroganov Russian State University of Design
and Applied Arts. 2024

photography and photography?3. Similar courses
are conducted in many universities in China (for
example, at the Xiaoming University of Technolo-
gy at the Faculty of Design and Art).

In the photography program at the Stroganov
Russian State Pedagogical University, assignments
are based on the principle of mastering technolog-
ical operations to create expressive images. That
is, each technique is mastered as an experiment to
create a new visual. From shooting with a cropping
frame to the meaningful construction of a compo-
sition; from the "high” and “low” keys of an image
to the choice of a mode for creating a high—con-
trast image; from mastering picturesque, “pictorial”
effects with blurring filters to radical constructivist
foreshortening photography. Each type of assign-
ment involves the development of a project-based
approach to photography.*

3. In total, the project has produced more than 15 different
textbooks. One third of them in one way or another related
to the teaching methods of photography, photography or
the use of photographic technologies.

Two textbooks can be cited as an example of textbooks
prepared under this program [2, 9]. In these textbooks, a
significant block of tasks is devoted to obtaining high-contrast
photographic images and their further use in compositions.

4. For more information about the system of teaching

photography at the Stroganov School, see [3].

Il 4. A. Redko. «Op-art». Shooting of projections of raster
fields. Course «Photographics», Stroganov Russian State University
of Design and Applied Arts. 2024

Professor V.F.Sidorenko, who developed a pho-
tography course for graphic designers at the A.N.Ko-
sygin Russian State University, in an article on the
development of photographic technologies in de-
sign, suggested that photographics is a modern
stage in the development of photography, which
is characterized by the integration of various types
of modern art and the use of computer graphics
tools [10].

One more important area can be added to this:
rethinking the centuries-old experience of paint-
ing and working with color and light. The centu-
ries-old experience in the development of easel
painting, the experience of working with color and
modeling volume and space has not disappeared
and continues to influence both modern painting
and photography, increasingly becoming closer to
the field of media design.

This concerns the culture of working with color
and light, the principle of color rendering of shapes,
volumes and space, and chiaroscuro modeling. The
study of the interaction of easel painting and pho-
tography allows us to understand a lot about the
evolution of both photographic art and easel paint-
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Il 5. E. Lapshina. «Self-collage». Rearrangement of image
elements. Course «Photographics», Stroganov Russian State
University of Design and Applied Arts. 2024

ing®. This applies, for example, to oil painting tech-
nologies based on lessening, mechanical mixing
of paints or pointillism. Similar physical process-
es of subractive color mixing occur in multilayer
analog photographic materials. Enlarging fragments
of color bitmaps gives other effects based on ad-
ditive mixing, which increases the overall bright-
ness of the picture.

In this regard, we can recall another form of us-
ing photographic images as elements of a three-di-
mensional composition.

The illusory play with volumes and the virtu-
al perspective of the photographic image was al-
ready embedded in the nature of the organization
of the studio space, where the visitor was tradition-
ally photographed on a two-dimensional oil-paint-

5. This topic is discussed in more detail in Ge Xiaofang's article
on the technological parallels of easel oil painting and
photography [1].
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ed backdrop. The interaction of the real foreground
space, where the person being portrayed was lo-
cated, and the illusory two-dimensional image of
the background created a complete illusion of the
characters’ existence in a certain romantic space of
the seashore, a path in the depths of the forest, or a
more exotic situation of flying on a painted airplane.

For the first time, Aleksander Rodchenko applied
the principle of three-dimensional photomontage
in 1924 to create versions of cover design for a col-
lection of constructivist poets. The photographs of
the poet Alexei Checherin have been printed in var-
ious scales and sizes: from a chest portrait to full-
length figures and then included in the final still
life, in which the constructivist symbolism was de-
termined by a giant wooden compass and the very
system of placing images on transparent glass planes
arranged in space. The layering of a photographic
image creates a special quasi-realistic virtual space,
since the photographic images themselves are cut
along the contour and transferred from their own
space of the image to a completely different, con-
structed situation.

The photomontage technique, which is famil-
iar to graphic design, began to be widely used in
exhibition design and interior design back in the
1920s. It is worth recalling the projects of El Liszky
and his colleagues on the organization of the ex-
hibition “The Press” in Cologne in 1928, which in-
cluded a photomontage frieze and free-standing
spatial propaganda installations from photographs
[10]. Based on her photographs of radio engineering
details, American photojournalist Margaret Bourke-
White used extra enlargements of her photographs
of microphones and various radio technical details
as "monumental paintings” to decorate the NBC
radio studio, inviting studio employees and visi-
tors to literally enter the radio broadcasting world.

Lisitsky's colleague, Sergey Senkin, who partici-
pated in the preparation of the Press exhibition, had
an even more ambitious project. He planned to cre-
ate photofresques. In his program “Photofresques”®
he described all the main stages: First, the photo-
graphic images were projected at night onto the
walls of buildings with a pre-applied photosensi-
tive layer, and then the image was processed by ap-
plying developing and fixing solutions with a spray

6. Senkin S.Ya. Explanatory note to the program of work on
photofresque. Typescript, circa 1928-1930. Archive of the
artist. The text was first published in the catalog of the
exhibition «From Painting to Design» in 1981 [14].

Il 6. S. Samoilenko. «Decorate Your Neighbor.» Portrait in an
unusual environment. Course «Photographics», Stroganov Russian
State University of Design and Applied Arts stry. 2024

gun. Photography, therefore, was already reaching
the level of the architectural scale of an entire city.

In Soviet Russia, Gustav Klutsis' experiments of
designing giant photomontages brought photogra-
phy to the urban scale environment [7]. Giant full-
length photographs of Lenin and Stalin, installed on
Teatralnaya Square in Moscow in 1932, are compa-
rable in size to large-scale video projections. When
creating these giants, a combination of photochem-
ical and optical projection technologies was used in
combination with pictorial retouching. At the same
time, the very fine work with graphics, image den-
sity alignment, and defect elimination really resem-
bled painting and graphic techniques.

Later, the use of photography in the design of
television shows and set design in the 1970s laid
the foundation for modern video mapping.

Photographic images are also used in the de-
sign of industrial products. Phototechnology is used
in the design of surfaces in textiles, filling structur-
al bearing planes in furniture design. In this case,
we can talk about a “photo object” as one of the
formats of the existence of photography in space
in the role of an expositional art object or a func-
tional object.”

As we can see, the experiments of Alexander
Rodchenko’s still lifes in 1924, El Lissitsky’s spatial
photomontages for international exhibitions in the
late 1920s, and Gutav Klutsis' giant photographic
paintings on Theater Square in 1932 demonstrated
the spatial and environmental potential of photo-
graphic images, which could not but influence the
further experiments of artists and designers. The

7. Examples of such a photo cable are given in an article by
A.N.Lavrentiev in the Leonardo magazine [12].

Il 7. Zhang Jiang. «When the Night Watch Comes to China.»
2023. Elements of a pictorial installation

manipulation of two-dimensional images in space
is still one of the most relevant areas of creative ex-
periment at the intersection of photography, paint-
ing, design and installations.

In 2023, a painting installation created by Zhang
Jiang, director of the Gongbi Institute of Painting
at the Chinese Academy of Arts, was exhibited in
galleries and museums in Shanghai, Nanjing and
Beijing. He called his work based on the famous
Rembrandt painting “When the Night Watch Comes
to China.” Visitors to the exhibition hall were sur-
prised to discover that the installation, with its vi-
brant colors, innovative concepts and structure that
can be freely combined according to the layout of
the exhibition hall, was created using traditional

Il 8. Zhang Jiang. «When the Night Watch Comes to China».
2023. Installation variant for the exhibition. Beijing
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L 9. A. Lavrentiev. Moscow Architecture through the Fish-Eye
Lens. 1986-1995

Chinese painting techniques based on the Gong-
bi method. 8

The oil painting “Night Watch”, one of Rem-
brandt’'s masterpieces and a classic in the history
of Western art, was taken by Zhang Jiang as a ba-
sis. Under his leadership, nine young artists, using
the technique of Gongbi painting and traditional
Chinese frescoes, created a work called “When the
Night Patrol Comes to China,” which completes the

8. The «style» of Gongbi (T £ — Gongbr ) thorough brush) is
a unique technique of traditional Chinese realistic painting,
based on centuries of experience and the principle of
layered application of mineral dyes, practically it is a washing
technique that creates a feeling of volume and lightness. The
task of conveying Rembrandt's dense, saturated painting by
such means is all the more unusual.
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fusion and clash of cultures of East and West, from
concept to technical realization.

Zhang Zian invited several young artists from
his studio to participate in the creation of the work.
However, when trying to translate classical West-
ern oil paintings into traditional Chinese painting
techniques, they faced one difficulty after another.
Over the course of the year, Zhang and his crea-
tive team conducted more than thirty online dis-
cussions, researching and analyzing original work,
planning future works, and honing their own cre-
ations. At the beginning of the work, the project
manager asked that everyone preserve the features
of their own painting styles as much as possible and
not influence each other.

The backdrop for the giant installation “When
the Night Watch Comes to China” (4x7 meters) uses

traditional Chinese fresco painting techniques (color,
backgrounds, composition). The main characters and
important parts of the original painting are paint-
ed in the manner of multi-layered painting, which
allows you to preserve the depth of tone of Rem-
brandt’s painting and at the same time conveys the
atmosphere of Chinese fine art with the character
of the brushstroke. The decorative, embroidery-like
texture of Chinese painting stands out here.

A special feature of Rembrandt's paintings is that
he masterfully conveyed the light and brilliance of
objects, especially the texture of metal. The 2023
version of his painting uses the traditional Chinese
wall painting method of leaching powder and ap-
plying gold. First, a heavy powder is poured to give
the surface a three-dimensional texture, and then
gold leaf is applied to give this area a particular-
ly bright shine.

In European oil painting, colored surfaces and
brushstroke are used to model image details, while
in traditional Chinese painting, line often serves as
the leading means of artistic expression. How to
achieve harmony between these two painting lan-
guages?

In the course of repeated discussions and search-
es, using the example of a one-square-meter plot,
various types of contour brushes were tried. As a
result of a dozen attempts, the option was final-
ly chosen, which made it possible to implement
this project.

A special feature of this project is not only the
unusual nature of working with color and paint-
ing technology, but also the spatial construction of
the object itself, which brings the painting into the
format of a spatial geometric structure. And, as it
turned out, the graphic works of the masters of the
Russian avant-garde, the photomontages of Alexan-
der Rodchenko and Gustav Klutsis became sources
of inspiration in the organization of the final com-
posite compositions for Chinese artists.

Easel painting once had a decisive influence on
the development of artistic photographic princi-
ples of working with light, color, form and space.
We move from photography to photographics and
photo design and return to painting at the next
stage of development, when the usual flat format
becomes a spatial and environmental installation,
as in the case of the project “When the Night Watch
Comes to China.”
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OT ®OTOTPAGUKU — K DOTOAN3ANHY

AHHOmMayus: Pazeumue mexHu4yeckux 8U0o8 UcKyc-
cmea e XX seke, makux kak pomozpagbus, kuHemamozpad,
mesegudeHue, Meduauckyccmeo okasvieaem 8ausHUe Ha
MpaduyuoHHO CA0XUBLWIYIOCA KAdccugpukayuro sudos u
JKAHPOB UCKYCCMea, Ha CMbike HeckobKux HanpasieHud
B03HUKAKM caMocmosimesibHele HANPABAeHUS Npoek-
mHo-xydoxecmeeHHol desmensHocmu. [10006Hble npo-
yeccel npoucxodsam u Ha cmeikax goomoepacpuu u dusadiHa.
K qucny makux HanpaeneHuli omHocumcs u pomodusadiH.
Asmopsl aHanusupyrom npoyecc 3apoxoeHus pomodu-
3aliHa Ha NpuMepax Meopyecmea NUOHePo8s omeyecmaeH-
Hozo dusaliHa: AnekcaHopa PodueHko, A6 Jlucuykozo,
lycmaea Knyyuca u macmepog Mupogozo asaHeapdad, cpe-
Ou Komopbix UMs 8eHeepckoz0 XydoxHuUKkd, pomozpadha,
dusaliHepa u nedazoeza Jlacno Moxoli-Hada 3aHumaem
00HO U3 YeHMpasbHbiX Mecm UMeHHO 8 CUJY e20 MeX-
ducyunauHapHsix 3aHamud. Mpoyeccsl uHMezpayuu xy-
doxecmeeHHO-8bIpa3uMesIbHbIX cpedcme 8 cospeMeHHOM
UcKyccmee ckasel8arMcs U Ha xapakmepe y4ebHsix ouc-
YUNJIUH 8 cogpeMeHHbIx Ou3aliHepckux u xydoxecmeeH-
Hblx wkoaax. K qucy Hogbix yHUBEpCabHbIX npedmMemos

Y>e nouTtn ABa Beka BeAeTCs Crop Mexay ¢poTo-
rpaduen 1 XMBONUCHEO MO NOBOAY NMPUHAANEXHOCTU
K UCTUHHBIM BMAAM MCKYCCTBA W XYJ0XECTBEHHO-
CTU B OTOBPAKEHNUN OKPY>KAOLLETO U BHYTPEHHETO
3MOLMOHaNbHOTO MUpa Yenoseka. bonee Toro, B
BEK LiMbPOBbIX TEXHONOMMIN OH 0bpeTaeT HoBble MO-
BOPOTHI, MOCKOJ/IbKY MPOV3BEAEHNs COBPEMEHHOTO
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omHocumcs u gpomoepaghus, unu ee NPoekMHaAs sepcus
— goomoepacgpuka. Mod pomozpagukoli nepsoHa4vaib-
HO noHuUMascs memod pabomesl ¢ homomamepuanom,
OCHOBAHHBIU HA NOJyYeHUU 8bICOKOKOHMPACMHbIX U30-
6paxeHuti, HANOMUHABWUX CMaHko8ble paguyeckuli u30-
bpaxeHrus. [anee pomozpaguka nepepocia 8 cucmemy
npoekmHo20 MoOeaUpoBaHUS, KOOHCMPYUPOBAHUS ¢o-
mou3sobpaxeHull ¢ 3a0aHHbIMU ceolicmeamu 0415 naa-
kamos, pomouHcmannayudl, ogpomaeHus npocmpaHcme
u m.n. [Mod pomoduszaliHom 8 Hacmosujee spemMs NOHU-
maemcs obaacme desmensHocmu dusaliHepa-epaguka,
dusaliHepa 8biIcMasok U UHCMAnAayul, Ucnob3yruux
8 kadyecmae 0CHOBHO20 8bIpA3UMebHO20 UHCMpPYMeHma
¢omouzobpaxeHue u e2o Mmodugukayuu. OOHo U3 akmy-
asbHeIX HanpasaeHuli omodusaliHa — 8bixo0 KOMNO3u-
yuti 8 npocmpaHcmeso u cosdaHue uHcmanaayudl, 4mo
paccMampusdemcsi HaG npumMepe UHCMAaaayuu Kumad-
ck020 XyQoxHuka YxaH Li3aHa «Kozada "Hoy4Holi do3op”
npuedem 8 Kumadii».

Knrouessie cnosa: pomoepagbuxa, gomodusaliiH, go-
mouHcmannayus, gomoobvekmel, epaguyeckuli Ou3adliH..

NCKYCCTBa B XXMBOMUcK, rpadmke n GpoTonckyccrese
4YacToO OMMPAtOTCA Ha OAHU U Te Xe TeXHOAOTUN —
umbposeble. I xunsonuce, n dotorpadus B ognHaKko-
BOW Mepe CTaHOBATCA 0ObeKTaMm TMPaXXMpOoBaHUS,
KonuposaHus B MHGOPMaLMOHHOM MPOCTPaHCTBE,
CTaHOBACb 06bEKTaMM BU3YyanbHON MHGOpMaLUK.

WHTerpaumnoHHble npouecckl B cdepe UCKyccTBa
NpuBoAAT B XX Beke K MOABAEHWIO TMOPUAHBIX CUHTE-
TUYECKMX XXaHPOB 1 OTBETBAEHNN, BapuaLuuii B 3aBU-
CMMOCTU OT 3aflay, KOTOpbIe CTaBAT cebe XYAOXKHUKM:
NpVIKNagHble NN CTaHKOBble, NHGOPMaLIMOHHO-MY-
6mMumMCTMUeCKNE, pekNaMHble, HayYHO-KUCCNe0Ba-
TenAbckue u T.N. Tak Ha ocHoBe doTorpaduueckor
TexHosnornm B XX Beke BO3HMKAIOT: GOTOXMBO-
nuce, dotorpaduka, potockynbntypa, GoToobHb-
eKkTbl, poToam3aliH. lonosHeHna K cnoBy «HOTO»
0603HayaroT TpakToBKY GOTOM30OPaKEHNSA B UN-
CTO XYAOXECTBEHHbIX UV NPOEKTHbIX LIeNsX U Npu-
MEHEHME aBTOPCKMX TEXHUK, BbIBOASALLNX NTOTOBbIN
pe3ynbTat B 061aCTb CTAHKOBOW XXUBOMMUCK WV Fpa-
burKKM, NnakaTa UM KHUXKHOW nantocTpauuu, oob-
€MHOW KOMMO3nL K.

doTorpadpurka n ¢potoamsanH — POACTBEHHbIE
06/1aCcTN NPOEKTHO-XYA0XECTBEHHOIO TBOPYECTBA,
chopmmpoBaBLUMeca B Havae XX BeKa B CBA3M C
pa3BuTUEM MoanrpaduUeckmx TEXHONOTUH, GOTO-
TEXHUKM U MaCCOBbIM UCMOAb30BaHNEM GOTOMN30-
bpa>keHW B cpescTBax MacCoBOM MHOpMaLMK 1
KoMMYyHUKaumu. Mog ¢oTorpadrkoi Mbl MOHUMa-
€M HanpasaeHve paboTbl ¢ GoToMaTEpPManom, Ko-
TOpOE NPUBOAMNT K CO3aHUI0 BbICOKOKOHTPACTHBbIX
N306paxxeHN, OCHOBABLLUWXCA MePBOHaYaNbHO Ha
ONTUKO-XMMUYECKMX NpoLeccax NPUMeEPHO A0 Ha-
yana 1980-x rofoB., a ganee NpenmMyLLLEecTBEHHO Ha
unppoBor 06paboTke PacTPOBbLIX M30OPaAXKEHWIA.
B apceHan doTorpadukm MOXXHO BKAKOUNTb U TEX-
HWUKY MOHTaxa, NPUBHECEHME PYUHbIX rpadpuue-
CKMX Y XMBOMMWCHbIX TEXHONOTNA. OAHO U3 NepBbIX
N3jaHnI, B KOTOPOM MCMOAb30BaACA TEPMUH «dO-
Torpaduka» B HalleM COBPEMEHHOM MOHUMaHUN
6blna KHWra noabckoro dotorpada SaBapsa XapT-
Bura «dotorpadpuka», ngaHHaa s 1960 r. [11]. Ja-
nee dpoTorpaduka, yxxe Kkak yyebHas gucumunimHa
TpaHcHOPMMPYeTCH B KOMMIEKC XyA0XKECTBEHHO-BbI-
pa3nTenbHbIX MPUEMOB NPOoeKTHOW poTorpaduu.

Ye B nepBoi nonosuHe XX Beka pabota ¢ ¢po-
TOM306paxeHnAMM B U3AaTENbCTBAX, aruTaumm un
nponaraHze, BbICTaBOYHbIX 3KCMO3MLMAX, @ B Aab-
HeWLLIeM U B CUCTEME IEKTPOHHBIX Y LNdPOBbIX Me-
ana notpeboBana GoOpMUPOBAHUA HOBbIX HaBbIKOB,
OCHOBaHHbIX Ha MPUHLUMNAxX MOHTaxa, TpaHcdop-
MaLmm n306paxeHns, TOHUPOBAHMUSA U NMOALBETKY,
npuBeAeHNA K MOHOXPOMHOMY BbICOKOKOHTPACT-
HOMY M306paxkeHunto, paboTbl C PaCcTPOBLIMU U30-
BpaKeHUAMY 1 BKIHOYEHUN LLUPUGTOBBIX 31EMEHTOB.
Mo cytn, poTtomsobpaxeHune sce bonbLue U HosbLle
npeBpaLLanoch B 3N1EMEHT BMU3yasbHOro andaBuTa,

CTaHOBACb HEKUM YHUPULIMPOBAHHBIM 3HaKoM. fp-
KW NpeacTaBuTelb €BPONENCKOTO MOAEPHU3MA,
doTorpad, xmeonucey n negaror bayxaysa flacno
Moxon-Hagb B cBOen kHure «XXneonuck, poTorpa-
dus, duabm»' (1926) NpopoUecTBOBaN O POXKAEHUM
HOBOrO CpeAcTBa KOMMYHUKaLMN — «TUNO-HOTO»,
TO eCTb NPUMeHeHMA PoTonM306paKeHN B Kaye-
CTBE C/IOB M MOHATUI ANS COCTaBNEHUSA BU3YaNbHbIX
MOHTaXxHbIX ppa3 [13]. XapakTep ncnonb3oBaHmA
doTonzobpaxkeHns TakMMu MacTepaMmn UCKycCTBa
n ansariHa XX Beka kak Jlacno Moxon-Hagb, MaH
Pew, N'ycta Knyumc, nb Jincnukmia, Anekcangp Poa-
YEHKO B CBOWUX U3AaTeNbCKNX, BbICTaBOYHbIX, pe-
KJIaMHbIX NPON3BeAEHMAX NO3BONAET FOBOPUTL 06
0coboM HanpaB/ieHWUW, OTBETBAEHUM rpadmyecko-
ro v cpesoBoro AusariHa — GpoToan3aliHe.

Takum obpasom, WwrpokomacwtabHoe NCnoab30-
BaHue GoTOM300paxeHMn He TONbKO B noaurpadumm,
HO 1 B BbICTAaBOYHOM U FOPOACKOM OPOPMAEHNN
NPVBOAMWT K TOMY, UTO Ha CTbIKe MPOEKTHbIX ANCLM-
NAnH B Havane XX Beka poxjaeTcsa HOBOe Harnpas-
NeHune — doToaMn3alH, B KOTOpoM hoTomn3obpaxeHne
CTaHOBWTCA MaTepuanoM ANA CO34aHNA NPOEKTHO-
ro KOMMYyHMKaTMBHOro obpasa. Cneumduky paboTbl
doToamnsaliHepa TeopeTuK rpadunueckoro amsa-
Ha E.B.YepHeBnY Bnaena MMeHHO B NPOEKTHOCTH
noaxoga Kk ¢oTomM3006paXkKeHnto, NNaHMPOBaHUIO Ca-
MOrO CbeMOYHOro NpoLiecca Uan MHOroCTyrneHYa-
TON 06paboTke GoTonzobpaxeHNs U UHTerpaLun
B GMHaNbHbIA NPOAYKT — 0610KKY, NaakaT, pekna-
My, CTPaHUWLYy caiTa, aHMMaLMOHHBIN POANK, UH-
CTaANAUMIO U T.4.°

TexHonorum VckyccteeHHoro ViHTennekra no-
3BONIAOT CO3/aBaTb BOCTpeboBaHHbIe B CUCTEME
KOMMYHMKaLumm GoTopeanncTmyeckme nsobpaxe-
HWA, OCHOBaHHble Ha BepbanbHO GopMyAnpyeMbIX
3agaHuAx. C Apyron CTOPOHBI, B TBOPYECTBE Xy0XK-
HWKOB 1 AM3aliHEPOB B Pa3/iMyHble Nepuoabl Bpe-
MEeHUW B TeYeHMe NoYTU ABYXCOTNETHEN NCTOPUM

1. B 1929 rogy kHura bbina nepensgaHa Ha pPycckoMm s3bike B
aKUMOHepHOM n3gatenbcTBe «OroHek» [4].

2. E.B.YepHeBuy, nctopmk rpaduyeckoro gusaiHa, aBTop KHUT
MO UCTOPUM OTeYeCTBEHHOro rpaduyYeckoro An3saiHa, aBTop
opuvrMHanbHoro kypca dotorpadpumm B MOCKOBCKOM NOAM-
rpadpuyeckoM MHCTUTYTe, KOTOPbIA OHa Bena 1970-e n 1980-
e rofbl. B cBOUX KypcoBbIX 3aaHunAx noguepkrsana Heobxo-
AVIMOCTb CO3JaHNA HE eNHNYHbIX CHUMKOB, @ IMEHHO CepPU,
BW3yasIbHO CBA3@HHbIX MPUeMamy KOMMO3MLmMn 1 obbekTa-
Mu. Kak uneH pegkonnerum xxypHana «TexHnyeckas 3cTeTv-
Ka» NPOBOAWAA KPYr/ble CTO/bl, OAHUM U3 TakKnX KPYrabix
CTO/IOB, MOCBSALLEHHbIX MPobiemMe COOTHOLIEHUs An3aitHa v
doTorpaduun, 6611 KpyrabIA cTon «BoamoxkHocTn doTorpa-
¢umn». Ha ocHoBe BbICTaBKM W BbICTYMAEHWIA 1 Bbl1 NoAro-
TOBJIEH CreLabHbIli HOMep XypHana «TexHuyeckas acTe-
TuKa» [8].
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doTorpadum kak Mejma nepruoamyeckn Bosspatla-
JINCb aBTOPCKME TEXHUKM N TEXHONOTMK paboTbl €
LBETOM 1 M306pakeHreM, YTO NPOABUIOCH B TaKMUX
HanpaBAeHMAX KaK MMKTopunanm3m, GOTOXMBOMMCH,
doTomHcTanaumm n GoToobBEKTLI, PoTorpamma.
MoaobHble OMbITbI Y 3KCMEPUMEHTbI 3aKnajblBanu
OCHOBY AN KOMMepYeckux, obpasoBaTesibHbIX U1
NHPOPMALMOHHBIX MPOEKTOB Ha OCHOBE OMTUYe-
cknx doTom306paKeHUN.

Ocobyto akTyaNbHOCTb 3TO HanpasaeHune no-
nyunno ans Kutas, rae B Havane XX| Beka BO3HUK
Lenblin pag naowasok Ans SKCNOHUPOBAHMA Npo-
n3BeaeHuin GOTOUCKYCCTBA, B KOTOPbIX BblAN cAe-
NaHbl NOMbITKN MHTETPUPOBaTb MHOTOBEKOBOM,
TbICAYENETHMIA OMbIT TPAANLIMOHHOIO UCKYCCTBa,
OMbIT TPAAULMOHHOM XUBOMUCK ro-Xya B GOTOUC-
KyccTBO. LleHTpamu n3yueHmsa cnHtesa dotorpadunm
1 Pas3IMUHbIX BUAOB UCKYCCTBA CTAHOBATCSH MYy3€en U1
XYAOXECTBEHHbIE akajemMuu, rae gaHHas npobne-
MaThKa MHTePeCyoT HayuYHYH 1 TBOPYECKyH 06-
LLLeCTBEHHOCTb MMEHHO B KOHTEKCTE AM3aiHa, ero
npoekTHoro noaxoga. O4HUM 13 LLeHTPOB TBOP-
YeCcKoro UCCNesoBaHNA MUPOBOFO U POCCUCKOTO
onbiTa POTOMOHTaxa ctaHoBATCA Kutanckas aka-
AeMMA NCKYCCTB B XaHUYXOY, YTO CBA3aHO C Ha/lu-
uneMm 34ecb My3es auzalriHa n myses ¢oTorpadum.

Pa3BwuTure rpadunueckoro amsaiHa n GoToamsariHa
noTpeboBano BKAOYEHUSA B NOArOTOBKY COBPEMEH-
HbIX Xy0>XXHNKOB-NPOEKTUPOBLLMKOB CrieLmabHOM
TBOPYECKOM ANCLMUMANHBI, CBA3AHHOW C OCBOEHWEM
bOTOTEXHONOTUI, KakK TPaAULMOHHbBIX aHa0roBbIX,
Tak U LMPPOBBLIX. YKe bonee yeTBEpTM BEKa B paM-
Kax MOAroToBkW Au3aniHepoB-rpadmkos B PIXMY
nm. C.I.CTporaHoBa CyLLecTByeT aBTOPCKUI KypcC
doTorpadmkm. B PI'Y nm. A.H.KocbirmHa oTkpbITO
OTAEe/NbHOE HanpaB/ieHWe, CBA3aHHOW C pekaaMHOM
doTorpadumen B pamkax NOAroTOBKM An3aiHEPOB
A7 TEKCTUABHON NPOMBILLIEHHOCTU.

Mpw pa3pabotke B 2012-2016 rr. MexxayHapOAHO-
ro npoekTa «Poccuiickoe KkpeaTmBHoe obpasoBaHne
B obnactn ymdpoBoro nckyccrea» [5] By3bl-nap-
THepbl PITXMY wvm. C.I.CtporaHoBa (PITY, YPTAXY
nm. H.C.Andeposa, CI'TY um. HO.larapuHa n apy-
rne) BkAKOYanM B nporpamMmmy yuyebHble nocobus
“ MaTepuanbl MO NpenojaBaHNM TEOPETUYHECKMX
N NPaKTUYeCKUX ANCLMUMIINH, CBA3aHHbIX C GOTO-
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TeXHUKOMN n poTomnckycctBoM.? MogobHbIe Kypchbl
BeAyTCs U BO MHOrux By3ax Kutas (Hanpumep, B
CAOMBIHCKOM TEXHONOTMYECKOM YHMUBEPCUTETE Ha
bakynbTeTe AM3aliHa U UCKYCCTBA).

B nporpamme dotorpadukm B PIXTY mm.
C.ICtporaHoBa 3agaHua CTPOATCA NO NPUHLUMNY
OCBOEHMA TEXHONIOTNYECKMX onepauunii 4Ns COo3-
JaHuns BblpasnTenbHblx 06pa3oB. To ecTb, Kaxabl
npuem ocCBavBaeTCA Kak 3KCMePUMEHT MO co3ja-
HWIO HOBOW BM3yanbHOCTU. OT CbemMKU C Kajpupy-
tOLLEN PaMKOM — K OCMbICIEHHOMY MOCTPOEHUO
KOMMO3MLNK; OT «CBETNOrO» N «TEMHOTO» KJ/t0uYa
B n306paxkeHnn — K BbIbopy pexuma Aasa cosga-
HWSA BBICOKOHTPACTHOTO n306paxkeHns; oT 0CBO-
€HUSA XMBOMMUCHBIX, «NMUKTOPUaNbHbIX» 3ddeKToB
C paccevBalOWNMU GUABTPaAMK — K pajmnKaibHOM
KOHCTPYKTMBUCTKON pakypcHon ¢poTorpadpum. Kax-
AbIV TUN 3af,@aHnA NpeanoiaraeT pa3BuTme MMeHHO
NPoeKTHOro nogxoga kK ¢otorpadum.*

Mpodeccopom B.O.CnaopeHko, pazpaboTaBLumm
Kypc doTtorpadukm ans ansanHepo-rpadukos B PIY
nm. A.H.KocbirnHa, B cTaTbe 0 NyTax pa3sutus ¢o-
TOTEXHO/IOTWI B An3aiiHe BbiCKa3aHa MbIC/lb O TOM,
yto doTorpadurka — 3TO COBPEMEHHbBIN 3Tan pas-
BUTUA GOTOrpadum, KOTOPLIA OTAMYAETCA NHTerpa-
Lnen pasnnyHbIX BUAOB COBPEMEHHOMO MCKYCCTBa
W UCMOJIb30BaHMEM WUHCTPYMEHTapUA KOMMbIOTEP-
HoW rpadwkm [10].

K aToMy MOXHO A06aBWTb eLle 1 O4HO BaXKHOe
HanpaB/ieHue: NepeoCcMbICIeHIe MHOTOBEKOBOIO
OnbITa XXMBOMUCK 1 paboThbl C LLIBETOM U CBETOM.
MHOroBekoOBOW OMbIT Pa3BUTUSA CTAHKOBOW XMBO-
nucK, onbIT paboTbl C LLBETOM Y MOAENNPOBaHNEM
ob6beMa 1 NPOCTPaHCTBa He NCYe3 U NpPodoKaeT
OKa3blBaTb BANAHNE KaK Ha COBPEMEHHYHO XWUBO-
nucb, Tak 1 Ha doTorpaduto, Bce 6onee cMbIKaachb
co chepoit MeanagmnsanHa.

ITO KacaeTcs KynbTypbl paboTbl C LBETOM U CBe-
TOM, NpuHUMNa uBeTonepesaun ¢opmM, 06beMOB U
NpOCTpaHCTBa, CBeTOTEHEBOWN Mogennposku. ccne-
JloBaHMe 0CObeHHOCTEN B3aUMOAENCTBUSA CTAHKO-
BOM >XmBONUcK n dotorpaduim NO3BONSET NOHATb

3. Bcero B pamkax npoekTa 6b110 noarotosseHo bosiee 15 pas-

JINYHBIX y4ebHbIX NOCOBMI. TPETb N3 HUX TaK UM MHaYe Ka-
canocb MeToanTkn obyueHuns dotorpadumn, potorpadrkm
WM NCNONB30BaHNNA GOTOTEXHONOTUIA.
Kak npvmep yyebHbIX NOcobMit, MOArOTOBAEHHbIX B paMKax
3TOV NPOrpamMmbl MOXHO NPVBECTUN fiBa y4ebHbIX Nocobus
[2, 9]. B 371X yuebHbIX NOCO6UAX 3HaUNTENbHBIA 610K 3aja-
HWI NOCBALLEH Kak pa3 MolyYeHWHO BbICOKOKOHTPACTHbIX GO-
Torpaduryecknx n3obpaxxeHn n nx ganbHenLLIEMY UCMOb-
30BaHMWIO B KOMMO3WLMAX.

4. TlloapobHee o cucteme npenogasaHunsa ¢otorpadukm B CTpo-
raHOBCKOW WwKone cM. [3].

MHOrOe B 3BO/IHOLMM Kak GOTOUCKYCCTBA, Tak 1 CTaH-
KOBOW XMBOMUCK.> ITO KacaeTcs, HanpumMep, Tex-
HONOMMIN MacAAHOW XMBOMWUCK, OCHOBaHHbIX Ha
NeccnpoBkax, MexaHMUYeCckoM CMeLLEeHUM Kpacok
WAN NyaHTUAN3ME. B MHOTrocn0lHbIX aHanoroBbIx
doTomaTepmanax NPOUNCXOAAT aHaNOrNYHbIe U3N-
yeckmne NpoLecchbl Cy6pakTMBHOIO CMeLLEeHNS LiBe-
TOB. YBennueHvne dbparMeHTOB LIBETHbIX PaCTPOBbIX
n3obpaxeHui gaet gpyrue adpdexTbl, OCHOBaHHbIE
Ha agANTUBHOM CMeLLEeHWK, NOBbILLAOWEM 06LLYHO
APKOCTb KaPTUHBI.

B 3TOW CBA3M MOXHO BCMOMHUTH ellle 06 ogHOM
bopmMe ncnonb3oBaHUs GOTON30OPaAKEHUN yxKe B
KauecTBe 3/1eMeHTOB 06 bEMHO-NPOCTPaHCTBEH-
HOW KOMMO3NLLNW.

Nnnto3opHas urpa c obbemMamu U BUPTYanbHOM
nepcrnekTnBon GboTon3obpaxkeHns 3aknajbliBanach
y>XXe B XxapaKkTepe opraHu3aLum npocTpaHcTea GpoTo-
aTesibe, rae noceTuTeNb TPaaULMOHHO doTorpadu-
POBa/CA Ha ABYXMEPHOM HanMCaHHOM MacasiHbIMU
Kpackamu doHe 3agHvKa. BlavnmogencTBue peanb-
HOro MNPOCTPAHCTBA NepesHero niaHa, rae HaxoAw-
€S NOPTPETUPYEMBIV, U NAIFO30PHOTO ABYXMEPHOTrO
n3obpaxkeHns GoHa co3gaBano NMOSHYO UANO3NIO
CyLLLeCTBOBaHMWSA MepPCOHaXen B HEKOEM POMaHTM-
4YeckOM NpPOCTpaHCTBe Hepera Mops, TPONUHKK B
rnybuHe neca uam 6onee 3K30TMYECKOM CUTyaL MK
nojieta Ha HapUCOBaHHOM a3porniaHe.

Bnepsble npuHUun TpexmepHoro GOToMOHTaXxa
AnekcaHap PogueHko npumenun B 1924 roay ana
CO3/,aHNs BaOpPMaHTOB 0610KeK Ans cOopHUKa no-
3TOB-KOHCTPYKTMBMCTOB. PoTOrpadus nosta Anek-
cest YeuepurHa 611 HaneyaTaH B pa3HbIX MacLiTabax
1 pa3mMepax: OT NOrpyAHOro nopTtpeta Ao Gpuryp Bo
BECb POCT 1 3aTeM BKJ/IOYEHA B UTOFOBbIM HaTOP-
MOPT, KOHCTPYKTUBUCTCKYO CUMBOJINKY B KOTOPOM
onpeaensn MMraHTCKUM AepeBsiHHbIX LIMPKY/b 1 cama
cucTeMa pasMelLeHns n3obpaxkeHunii Ha paccTaBs-
JIEHHbIX B MPOCTPAHCTBE NPO3PaYHbIX MNAOCKOCTAX
cTeko. PaccnoeHune potonsobpaxeHus cosgaet
ocoboe KBa3n-peanncTnyeckoe BUPTyasbHOe Npo-
CTPaHCTBO, NOCKOJ/IbKY CaMy GOTOM306paxKeHNs Bbl-
pe3aHbl MO KOHTYPY 1 U3 CBOEro NPOCTPaHCTBa Ha
CHVMKe NnepeHeceHbl B COBEPLUEHHO MHYHO, CKOH-
CTPYMPOBaHHYIO CUTYaLMIO.

MpwvBbIYHasA Ans rpadUUecKoro am3alriHa TexHuKa
bOoTOMOHTaXa CTana WMPOKO MCNONb30BaTbCA TaK-
K€ N B BbICTABOUYHOM AM3aiHe, AN3alHE NHTEPbe-

5. MopgpobHee 31a TeMa packpsbiTa B cTaThe 3 CsiodaH 0 TexHOo-
NIorMyecKkux napannensx CTaHKOBOW MaCAsAHOM XXUBOMUCK 1
dotorpadum [1].

poB eue B 1920-e rogbl. 34eCb CTOUT BCMOMHUTb
npoekTbl I1b JINCLLKOro 1 ero Koajaer no opraHu-
3aumm akcnosnumm BoictaBkn «lpecca» B KesbHe
B 1928 roay, BkitouvaBLLelt POTOMOHTaXHbIA Gpu3
N OTAENbHO CTOALLME NPOCTPAHCTBEHHbIE arnTycra-
HoBkM u3 dpoTorpaduin [10]. Ha ocHoBe cBowmx poTO-
rpaduin pagmoTexHuyeckmx getaneit ameprkaHckas
doToxypHanmctka Maprapet bypk-Yait BmecTo
MOHYMEHTaNbHOW XNBOMUCK AN OPOPMAEHUA pa-
anoctyamn NBC ncnonb3oBana cBepxyBeinyeHums
CBOWX CHYMKOB MUKPOGDOHOB 1 BCEBO3MOXHbIX pa-
AVOTEXHUYECKMX AeTanel, npuraawas paboTHMKOB
CTYyAMM 1 noceTuTener bykBanbHO BOWTU BHYTPb
paAnoBeLLaHus.

Y konnern Jincmnukoro, Ceprea CeHbkuHa, y4a-
CTBOBAaBLUEro B MOAroTOBKe BbiCTaBku «[1pecca»
BO3HMK ellie bosiee rpaHANO3HbIN NpoekT. OH nia-
HupoBan co3gasatb poTodppeckn. B ero nporpam-
Me «PoToPpeckn»® onNmCbIBasNCL OCHOBHbIE 3Tanbl:
CHayana poTomsobpaxkeHnsa NpoeLnpoBanncb B
HOYHOE BPEeMs Ha CTeHbl 3aHWNI C NpejBapUTENb-
HO HaHeCeHHbIM CBETOUYBCTBUTE/IbHbIM C/I0EM, a
3aTeM CKpbITOoe nsobpaxkeHre NPosBAAANCE NpH
NMOMOLLM NMOMOLLIO HaHECEHMA NMPOABAAIOLLNX U
3aKpen/ArLLmMX PacTBOPOB NyabBepunsaTtopoM. Po-
Torpadums, Takum 06pasom, BbIXOAWa yXxe Ha ypo-
BEHb apXUTEKTYypHOro Macwrtaba Lenoro ropoga.

B CoBetckoi Poccum akcnepumeHTsl MNycrasa Kny-
LMca no co3gaHmio rmraHTckux GoTonaHHo BbiBEM
HGOTOMOHTaX B rOPOACKYHO Cpeay, YTO MO3BOANIO
peLuaTtb KpynHble NPOCTPaHCTBEHHO-CPEAO0Bble KOM-
NO3nLMOHHBbIe 3agaun [7]. Turantckme doTorpadunm
JlenvHa n CtanunHa B pOCT, YCTaHOBJ/IEHHbIE Ha Te-
aTpanbHoW niowaamn B Mockee B 1932 rogy, cpas-
HWMbI NO pa3Mepam n3obpaxkeHns C MacLTabHbIMK
BuAeonpoekumamu. MNpun cosgaHnm 3TMx rMraHTos
MCNONb30BaNOCh cOHeTaHMe GPOTOXUMUYUECKNX U
ONTMKO-MPOEKUNOHHBIX TEXHONOMUIA B COYETaHMM
C XXMBOMWUCHOM peTyLwbto. [pn 3TOM cama ToHKas
paboTa ¢ rpadurKoi, BipaBHUBaHMEM U30bpaxe-
HWMA NO NJIOTHOCTK, yCTPaHeHMto AedeKToB peab-
HO HamoMMWHana XXMBOMUCHO-Tpadryeckme TEXHWKN.

B panbHenwem ncnonb3osaHune dpotorpadpum
B OQOPMJIEHNN TENEBU3NOHHbIX LLOY W CLieHOorpa-
dvn B 1970-e rogbl 3a710XXKMNI0 OCHOBY COBPEMEH-
HOro BMAEOM3MMMHra.

6. CeHbkuH C.A. ObbACHUTENbHAA 3aMnucka K NporpaMme pa-
60T no poTtodpecke. MawmHonuck, okono 1928-1930 r. Ap-
XUB XyAOXHMKa. TeKCT BriepBble 6bln onybnkoBaH B KaTa-
nore BbicTaBky «OT XMBONUCK — K Agn3ariHy» B 1981 r. [14].
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doTonzobpaxkeHNa NPUXOAAT U B AN3aliH Npo-
MbILLIEHHON Npoaykumnn. PoToTeEXHONOMMNA Npu-
MeHseTCa B AM3aliHe NOBEPXHOCTEN B TEKCTUAE,
3aNOJHEHNN KOHCTPYKTUBHbIX HECYLLMX MAOCKO-
CTel B AM3anHe Mebenun. B aTom ciyyae MOXHO
roBOpuTb 0 «POTO-06bEKTE», KaK OAHOM 13 dop-
MaToB CyllecTBOBaHuA poTorpadun B NpoCTpaH-
CTBE B PO/ IKCMO3NLMOHHOIO apT-o6bekTa nan
dyHKUMOHaNbHOrO Npeamera.’

Kak Buamm, onbitel GoTOHaTIOPMOPTOB ANeKcaH-
Aapa Popguenko 1924 roga, npocTpaHCTBEHHbIE GO-
TOMOHTaXu b JINCULKOTO AN MEXAYHaPOAHbIX
BbICTaBOK koHUa 1920-x rogos, ruraHTckne GoTo-
naHHo lNytaBa Knyuuca Ha TeaTpanbHOM naowasm
B 1932 roga — NnpoAeMOHCTPMPOBanM NPOCTPaH-
CTBEHHO-CPe0BOI NoTeHUMan GoTonsobpaxkeHn,
UTO HE MOFJI0 He NMOBAUATL Ha JafibHelLmne Onbl-
Tbl XyZLOXXHWKOB 1 AM3aiHepoB. MaHUNyanpoBaHune
ABYXMEPHbIMUN N306paXkeHUsMU B MPOCTPaHCTBE U
CerofHA ABAAETCA OAHUM U3 aKTyaNbHbIX Hanpas-
NIEHNI TBOPYECKOTO 3KCMepMMeHTa Ha CTbike GOTOo-
rpadum, XMBOMNUCK, AM3aliHa U UHCTaNNALMIA.

B 2023 rogy >xnmBonucHaa MHCTanNALMA, CO3-
AaHHaa anpektopoM WHcTuTyTa >muBonucy MNyH6m
Kurarickor akagemum nckyccts YxaH Li3sHoMm Bbl-
CTaBnanacb B ranepesax n mysesx LWaHxasa, HaHku-
Ha 1 MNeknHa. CBOO paboTy MO MOTUBAM U3BECTHOM
KapTUHbI PembpaHaTa oH Ha3Ban «Korga ,HouHoW
no30p” npuesxaet B Kutan». MNocetntenn BbicTa-
BOYHOrO 3ana C yaMBAeHNEM OBHapyXunBanu, UTo
NHCTaAALMNSA C ee APKMMU LiBETaMW, NHHOBALMOH-
HbIMW KOHLIEMLMAMUN U CTPYKTYPOW, KOTOPYH MOX-
HO cBOBOAHO KOMBUHMPOBATL B COOTBETCTBUU C
NNaHWMPOBKOM BbICTaBOYHOTO 3ana, bblia co3gaHa
C UCNO/Ib30BaHMEM TPAAULIMOHHOM KUTANCKON Tex-
HWKW XXMBOMUCK, OCHOBAHHON Ha MeToge yH6u.8

KaptuHa macnom «HouHoM f030p» — OAMH 13
weneBpoB PembpaHATa 1 Knaccvka B MCTOPUM 3a-
nagHoro nckycctea — 6bina B3ATa YxxaH LizsHom
3a ocHoBYy. oA ero pykoBOACTBOM f€BATb MOJIO-
AbIX XYAOXHNKOB, MPUMEHUB TEXHNKY XNBOMUCK
F'YHOW 1 TPaAMLIMOHHbBIX KMTANCKNX dpecok, co3aa-
M npousBeseHve Noj HasaHnem «Korga HoUHoW

7. TMpwumMepbl NogobHoN poTomebenn npvBeAeHbl B CTaTbe
A.H.NlaBpeHTbeBa B XypHane Leonardo [12].

8. «Ctunb» ryH6m ((T& — gonghbl ) TwaTenbHas KUCTb) — YHW-
KasbHas TexHMKa TPaAULMOHHOW KUTaMCKON peannctuye-
CKOWM XWBOMWCKU, OCHOBaHHasi Ha MHOTOBEKOBOM OfbITe U
NPWHLMNE NOCAOWHOIrO HaHeCeHUs MUHepasbHbIX KpacuTe-
Nein, NPaKTUYECKn 3TO TEXHWKA OTMbIBKW, CO3AatoLLas OLLy-
LeHne obbema 1 Bo3gywHocTU. Tem 6osee HeobblvHa 3aja-
Ya nepeaatb NAOTHYHO, HAChILLEHHYH XMBOMNWUCL PembpaHa-
Ta TakUMu CpeAcTBaMMm.
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naTpynab npuxoaut B Kntali», KoTopas 3aBepLuaet
CNVAHME N CTONIKHOBEHMe KyabTyp Boctoka n 3a-
naga, OT TEXHWUKM A0 KOHLenuun.

[nsa yyactua B co3gaHum paboTtbl YxkaH L3sHb
NPUIAacUA HECKONBKNX MONOABIX XYAOXHWKOB M3
coel ctyann. OfHako, NbiTasCb NePEBECTU KAaccu-
yeckue 3anafHble KapTWHbI MacJ0OM B TPAANULIMOHHYHO
KUTaNCKYH TEXHMKY XXMBOMUCU, OHW CTaNIKMBaNNCh
C OHOW TPYAHOCTbIO 3a Apyrow. B TeyeHue roga
UskaH v ero TBopuUeckas koMaHza nposenun 6onee
TPUALATU OHNANH-ANCKYCCURA, UCCAEAYS U aHaan-
31pys OpUrMHanbHYyto paboTy, nnaHmpys byayuwime
paboTbl U OTTaumMBas CBOW COBCTBEHHbIE TBOPEHMS.
B Hauane paboTbl pykoBoaMTENb MPOEKTa MPOCKA,
YTOObI BCE MaKCUMaNbHO COXPAHS/IN OCOBEHHOCTM
CBOWX COBCTBEHHbIX CTU/IEN XXMBOMUCK U HE BAUS-
NV ApYT Ha Apyra.

B kauectBe PpoHa AN rMraHTCKOM MHCTaANALUN
«Korga "HouHoli fo3op” npuesxaet B Kutan» (4x7
METPOB) UCNOJ/b30BaHbl TPAANLIMOHHbIE KUTalCKmne
npuemMbl GpeckoBOl XMNBONUCHK (LBET, POHbI, KOM-
nosunums). FnaBHble NePCOHaXXM N BaXHble YacTu
OPUrMHaNIbHOWM KapTWHbI HanucaHbl B MaHepe MHO-
FOC/IOMHOM XMBOMUCK, YUTO NMO3BOJIAET COXPAHUTb
rNyOuHY TOHa KapTUHbI PembpaHaTa 1 B TO Xe Bpems
XapakTepoM Maska nepegaet atMocdepy KuTalicko-
ro n306pasnTesnbHOro NckyccTea. 34ecb 0Co6eHHO
BbIENAETCA JeKopaTUBHas, NMOXoXas Ha BbILLUBKY,
bakTypa KATaNCKOM XUBOMMUCK.

OcobeHHOCTbIO KapTUH PembpaHaTa ABaseTcs 1o,
UTO OH BMPTYO3HO NepefaBan CBeT 1 baeck npes-
MeTOB, B 0CO6EHHOCTW TeKCTYpY MeTanna. B Bepcum
ero kapTuHbl 2023 roga ncnoab3oBaH TPaANLMOH-
HbI ANA KUTAWCKON HAaCTEHHOM XUBOMNCK METOZ,
BblLLle/1auBaHMA MOPOLLKA N HaHeCeHMs 30010Ta.
CHa4yana HacbIMaeTcs TAXeNbI NOPOLLOK, YTOObI
npuaaTtb NOBEPXHOCTU TPEXMEPHYHO TEKCTYPY, a 3a-
TeM HaHOCUTCA CycanbHOe 30/10TO, YTODbI NpUAaTh
3TOMY y4acTky 0CObeHHO ApKun baeck.

B eBponenckoin MacasHOW XNBONWUCK ANsi MO-
AeNpoBaHuna feTaneil N306paxeHns NCNONb3YHOT-
CA UBETHblE MOBEPXHOCTUN 1 Ma3ok, B TO BpeMsA Kak
B TPaAMLIMOHHOW KUTaNCKOWN XXMBOMUCK JIMHUSA Ya-
CTO C/IYXWT BeAyLUMM CPeACTBOM XYA0XKECTBEHHOM
BbIpa3nTenbHOCTU. Kak AOCTUYb rapMOHUK MeXAy
3TUMM ABYMS A3bIKaMW XXMBOMUCU?

B xo4e HeoAHOKpPaTHbIX OBCY>KAEHWI U MONCKOB
Ha NpuMepe y4yacTka NnioLlasblo OANH KBapaTHbIN
MeTp 6blan ncnpoboBaHbl PasAnNUHbIe BUAbI KOH-
TYPHbIX KUCTel. B pe3ynbTate gecaTka NonbIToK Obis,

HakoHeLl, BbIbpaH BapWaHT, KOTOPbIA 1 NO3BOAUA
BOMJIOTUTb JAHHbIN NMPOEKT.

OcobeHHOCTbIO 3TOTO NPOEKTa ABAAETCA He TOJb-
KO HeOObIYHbIN xapakTep paboTbl C LLBETOM U TeX-
HOJI0TMSA MUCbMa, HO U CaMO MPOCTPAHCTBEHHOE
MOCTpOeHVe 06beKTa, BbIBOASILLLEE XXMBOMUCH B Gop-
MaT MPOCTPaAHCTBEHHOW reOMETPUYECKON KOHCTPYK-
LK. W, Kak okasanocb, UICTOYHMKAMW BAOXHOBEHMS
B OpraHu3aum UTOroBbIX COCTaBHbIX KOMMO3ML M
AN KUTaMCKUX XYA0XHUKOB CTann rpapumyeckme
paboTbl MacTeEPOB PYCCKOro aBaHrapsa, oToMOH-
Taxxun AnekcaHgpa PoayveHko u lNyctaea Knyuuca.

CraHKoBas >XXMBOMUCb KOrga-To okasana pe-
LIatoLLee BANAHNE Ha CIOXKEHME XY0XXEeCTBEHHbIX
doTorpadpuueckmnx NpUHLMNOB paboTbl CO CBETOM,
uBetToM, dopmoit 1 npoctpaHcTBoM. OT dpoTorpa-
bun Mbl Nepexoanm kK doTorpaduke n GoToam3anHy
1 BO3BPALLLAEMCH K XXMBOMUCHK YXKe Ha CnesytoLiem
BUTKE Pa3BUTUsl, KOrAa NMPUBbIYHBINA MAOCKUIA dopmMaT
CTaHOBMWTCA NPOCTPAHCTBEHHO-CPESOBON UHCTaNNSA-
umen, Kak B ciydvae ¢ npoektoM «Korga ,HouHou
fo3op” npuesxaet B Knutaii».
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FURNITURE ART IN THE CONTEXT OF THE SOCIAL
HISTORY OF ART: «<GRAND STYLE» OF LOUIS XIV

Summary: The article continues the research on the
development of furniture art in France. The authors ana-
lyze the phenomena of artistic culture in relation to a
wide context of historical events, consider the influence
not only of political events and the economics of the so-
ciety, but also the changed ideological and aesthetic atti-
tudes in France at that time. The development of furniture
art was largely influenced not only by new artistic trends
and technologies in furniture production, but also reacted
to the changing lifestyle, traditions and norms of behav-
ior of people of that time. The focus is on the artistic style
known as “Grand Style” — “Le Grand style”. This style was
formed during the reign of Louis XIV (1643-1715), there-
fore its full name is French: “Grand Maniere”, “Le style Lou-
is Quatorze". The addition and evolution of the “Big Style”
also reflects changes in terminology. Until the 17th century,
the term “maniera” was used in aesthetics to denote dif-
ferent time stages and trends, introduced by Giogio Vasa-

The art style in question is called “Grand Style”
— “Le Grand style”. It was formed during the reign
of Louis XIV (1643-1715), so its full name is French:
“Grand Maniére”, “Le style Louis Quatorze”. The sig-
nificance of this artistic phenomenon in European
culture is evidenced by the fact that until the 17th
century, the concept of “maniera” was used in aes-
thetics, introduced by Giorgio Vasari. In France it-
self, this term was used for some time, but later the
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ri. In France itself, this term has been used for some time,
but it was during this period that the term “Le style” was
formed, which became international and is still used to-
day. The formation of the context of the development of
decorative art and furniture art was greatly influenced by
the processes of the formation of the system of power, the
relationship of estates. French absolutism was an objective
phenomenon that served the interests of the nobility, pri-
marily the interests of the ordinary nobility. French furni-
ture of the XVII-XVIIl centuries, in the sense of “furniture
of the royal court’, created by such outstanding craftsmen
of the second half of the XVII century as Andre-Charles
Boule (1642-1732), Domenico Cussy (1635-1704), Pierre
Gaulle (1620-1684), Antoine Goudreau (1680-1746), A.-J.
Oppenord (1639-1715), is the brightest page in the history
of not only French, but also of all European art.
Keywords: furniture art of France, the era of Louis XIV.

term “Le style” appeared, which became interna-
tional and is still used today.

One of the important factors that influenced the
emergence of a new artistic style was the formation
of a new form of government, called “absolutism.”
The question arises: how are these phenomena of
social life, so far apart from each other, connect-
ed — the new form of government and the artis-

tic style that emerged in this era? In this article,
we offer our vision of the answer to this question.

Historians have a somewhat negative connota-
tion towards absolutism as a form of government,
which is associated with our modern ideas of de-
mocracy and people's power, and is an echo of the
political struggle between the aristocracy and the
bourgeoisie in the 17th and 19th centuries. In fact,
this form of government arose quite naturally and
solved a number of pressing problems that were
being formed in Western Europe at the turn of the
XV-XVII centuries in the new historical conditions.

In the XII-XIV centuries. In Europe, there was a
system of estate representation bodies (in France,
these were the general and provincial states, in Eng-
land — the parliament, in Spain and Portugal — the
cortes, in Russia — the Boyar Duma and Zemstvo
Councils, etc.). This form of government was called
the estate-representative monarchy, which corre-
sponded to the ideas of medieval society about
power and how to solve the problems facing it.

In medieval society, the monarch’s power was
based on two basic principles: 1 — the monarch
was the first among many representatives of other
noble families; 2 — the monarch is a sacred figure,
his power is sanctified by the church.

Based on these principles and the state-legal idea
of Medieval society, the monarch has all the power
to govern the entire state, but since he transferred
part of his power, firstly, to his vassals to manage
the lands and estates belonging to them, and, sec-
ondly, to the cities that received self-government
(the so-called “Magdeburg law”), then in order to
solve the most important issues of government,
the monarch must gather all the bearers of private
power and work out a common solution together.

The case was very difficult from the very begin-
ning. The nobles (especially in Hungary and Po-
land), coming to such meetings in large numbers,
committed such outrages and made it so difficult
to resolve issues that they had to switch to a rep-
resentative form of presence — deputies from one
community or another. But even this did not solve
the problem, since with the development of social
life, the social structure became more complicat-
ed, which led to an increase in social differences.
In France, the highest nobility did not take into ac-
count the interests of the petty nobility, the nobil-
ity of the sword and the nobility of the mantle had
different interests and actively opposed each oth-

Il 1. A.-J. Oppenord. Sarcophagus chest of drawers, Paris, c.
1695. Marquetry with a set of red turtles. London, Richard Wallace
Museum Collection

er, and the large and small bourgeoisie of the cit-
ies constantly confronted each other.

Medieval public administration was largely based
on contractual principles, which were expressed in
the need for the consent of the estate-representa-
tive assembly in solving certain issues of state ad-
ministration.

By the 15th and early 16th centuries, the tasks
facing the European states were becoming much
more complicated. During this period, the kings of
England, Spain, and France completed the "gath-
ering” of the lands that make up the emerging na-
tion-states, and integration processes intensified.
Under these conditions, the kings needed to: stop
the attempts of the old feudal nobility to preserve
their independence, strengthen the borders of newly
formed states, continue the annexation of marginal
semi-independent territories, destroy the autono-
my of cities, establish full control over all provinc-
es and promote social and cultural transformations
of the era of the genesis of capitalism in European
countries. This was possible only with the creation
of a new system of government, which, in turn, re-
quired the strengthening of royal power.

In the second half of the XV century a decisive
increase in royal power is beginning in Europe. In
France, Francis | of Valois (1515-1547) began to
make all the most important decisions on his own.
On his decrees, he wrote: "Because it pleases us.”
Henry IV did not convene the States-General at all,
after him they were assembled only once. In 1614,
during the minority of Louis XIll, the States-Gen-
eral were convened to stop the unrest in the ad-
ministration. However, they were dissolved and did
not reconvene for 175 years after that. The objec-
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Il 2. Domenico Cussi. Cabinet, Paris, 1678. Ebony wood,
semi-precious stone marquetry. Collection of the Earl of
Northumberland, Northumberland County, Alnwick Castle, United
Kingdom

tive need to strengthen royal power is evidenced
by the fact that similar processes took place in oth-
er countries: in England, Henry VIII (1491-1547), in
Russia, Ivan IV the Terrible (1530-1584) fought with
representative authorities to strengthen their power.

In France, it took more than 150 years of the
king's stubborn struggle against the feudal nobili-
ty, the urban bourgeoisie and the peasantry to es-
tablish absolute royal power. The authors discussed
this period in more detail in previous articles [1, 2].
Here we note that even under Louis XIlI, this pro-
cess has not yet been fully completed. Although his
prime minister, Cardinal Richelieu, vowed to “make
the royal power supreme in France [7, p. 90]. And,
indeed, he did a lot for this, but after the death of
Louis XIII, his son Louis XIV still had to suppress pop-
ular uprisings in the provinces of Guienne-et-Gas-
cony, Saintonge, Angoumois and Poitou; the urban
plebeians in Villefranche, Issoir, Tours, Angers, Mar-
seille and many other cities also opposed the king.
From 1648 to 1655, the royal power struggled with
the Fronde (the Parliamentary Fronde from 1648 to
1649, the Prince’s Fronde from 1650 to 1653, led by
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the Prince de Conde). The protests were finally sup-
pressed, thanks to Prime Minister Cardinal Mazarin,
and only after his death, in 1661, Louis XIV became
the sovereign ruler of France.

But there is a perfectly fair question: why did it
take so long for a new form of state power to be es-
tablished, if absolutism solved objectively emerging
problems in the development of European states?
The answer is quite simple: the new form of gov-
ernment, on the one hand, was beneficial to all
classes, and on the other, it not only affected, but
in many ways infringed on the interests of all class-
es of France.

The peasantry — the most numerous and de-
pendent part of the French population, was objec-
tively interested in strengthening the royal power,
which sought to limit the liberties of the feudal lords
and establish a general order. Absolutism increased
the centralization of state power, which sidelined
the old administration — the bailiffs, seneschals,
provosts and governors, who, because of their ex-
tremely vague administrative, judicial and military
administrative powers, often greatly abused pow-
er. In addition, the peasant population, tired of civ-
il wars and internal instability in the country, which
led to endless looting by the warring parties, at-
tacks by gangs of soldiers and noble gangs, needed
a strong government capable of protecting them.

But the new form of government required a con-
stant increase in taxes on the maintenance of a
mercenary army, on the growing bureaucratic ap-
paratus, and on the royal court. This led to a con-
stant increase in direct (talia and capitalization) and
indirect (similar to gabeli) taxes. Such a policy of
the government provoked resistance and led to
frequent demonstrations and riots of the peasants.

The attitude of the authorities towards the
emerging bourgeoisie class in France was also not
simple. The bourgeoisie was interested in uniting
the country, in the existence of a strong centralized
government, which led to the creation of a single
market, the destruction of internal customs borders
— a legacy of former feudal fragmentation — and
the possibility of pursuing a mercantile state poli-
cy. The royal power was ready to do all this.

State power in the XVI-XVIII centuries was in
great need of the bourgeoisie, or rather, of its fi-
nances. We must not forget that the bourgeoisie
is part of the third estate, and consequently, taxes
were levied not only on the peasantry, but also on
representatives of trade and industry. In addition,

one of the basic principles in the French economic
system of that time was that almost all indirect taxes
were handed over to bourgeois companies, direct
taxes, if necessary — and the deficit was a constant
condition of the French state — were mortgaged at
interest for several years in advance, again to their
own bourgeois financiers. Another source of state
income for absolutist France was the sale of vari-
ous positions and titles by the royal authorities to
representatives of the bourgeoisie. This gave their
owners the right to enter the so-called “nobility of
the mantle.” These positions were bought for large
sums of up to 100 thousand livres [4, p.287]. How-
ever, the granting of a noble title, even for mon-
ey, was not a guarantee for the owner, but was a
source of income for the authorities. The financial
Department of the King has repeatedly returned to
this source. In 1696, when the Treasury was in need
of money, the government of Louis XIV sold the
patents of 500 bourgeois nobility for 6,000 thou-
sand livres each. Then in 1715, the government an-
nulled all noble patents issued later than 1689 and
put them back on sale [5]. Such operations were
quite frequent.

The medieval urban class in the 16th century,
which began to develop into a bourgeois class with-
in the national borders of the united French state,
was a long—term process, which affected the be-
havior of the still very diverse third estate of cit-
izens. In the 16th and 17th centuries, these were
the urban plebeians, the wealthy urban elite, the
tax-paying financiers, and the rapidly growing “no-
bility of the mantle” — they were all an emerging
new class. But their interests were different and
intertwined in the most unexpected ways, which
affected the political unity of this class and its ef-
fectiveness in its political struggle. The emerging
bourgeoisie class sought political power to protect
its wealth and multiply the opportunity to acquire
new ones. Such an aspiration did not suit the feu-
dal class and the absolute monarch, who was the
authorized representative of this class.

By the 16th century, there was a significant defor-
mation of the medieval estates and their former or-
ganizations. This is especially true of the nobility.

In the previous period, knighthood was the ba-
sis of the armed forces of any country in Medie-
val Europe and the mainstay of royal power. Since
the 16th century, firearms have been increasingly
used on the battlefield, combat tactics have been
changing, the role and importance of infantry has

been increasing, and so on. At the same time, the
role of chivalry has been decreasing. It is being re-
placed by a regular mercenary army. The nobility
is losing its political importance in the eyes of the
royal power. And most importantly, his income is
decreasing. The noble class is beginning to become
impoverished. “I must say,” wrote K. de Seisel back
in the XVI century, "that a permanent army was es-
tablished as much to protect the kingdom as to ...
support the nobles; and the positions there are so
distributed that quite a large number of nobles of
different states can live in peace, even if there was
no war.” in the kingdom. Because noble people oc-
cupy military positions... others occupy secondary
positions: some are lieutenants, others are stand-
ard bearers, others are spearmen and archers, and
finally, young nobles are assigned there as pages””.
As a source of income, you can add robbery dur-
ing the war, which brought a considerable share of
income. As an example, we can mention the Italian
wars, which lasted for more than 50 years (1494-
1559) and turned into an unheard-of robbery of Italy.

Changing economic relations are reducing the
importance of land as the main wealth of the no-
bility. In this situation, it became less and less di-
rectly involved in economic activities. The nobles
stopped tending their farmlands, left their villages
and castles and moved to Paris to the court of the
king or even to the court of the great lords. They
gradually turned into freeloaders who lived on feu-
dal rents from the peasants, or on pensions and the
mercy of the king.

French absolutism was an objective phenom-
enon that served the interests of the nobility, pri-
marily the interests of the ordinary nobility. Despite
the fact that from time to time there was discon-
tent among the upper stratum of the nobility, the
nobility was the main pillar of royal power. For its
part, the royal power, moving towards absolutism,
always respected the interests of the nobility and
acted on its side.

Absolutism in France, using a centralized tax col-
lection apparatus, was the main lever that guaran-
teed the nobility some compensation for the losses
it suffered as a result of changing living conditions.
The second political task of the government was to
maneuver between the old nobility, who retained
significant political weight, and the bourgeois ele-
ments, who possessed large financial resources and

1. C. de Seyssel. La grande monarchie de France. Paris. 1541,
f.17. Quoted by: [3, p. 158].
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Il 3. Pierre Gaulle. Bureau with a floral set, Paris, c. 1680.
Paris, Galerie Gismondi (Gismondi)

wanted to gain a considerable amount of power.
Cardinal Richelieu, a persistent builder of the ab-
solute monarchy in France, noted in his “Political
Testament” that his main task was to ensure the
dominant position of the nobility in front of the
rising bourgeoisie [6, p. 90].

The Reformation of the Catholic Church began
around 1500 and ended between 1680-1690. Dur-
ing this period, many events happened in France:
civil wars, St. Bartholomew's Night, monastic reform,
including an increase in female monasticism — Ur-
sulines, Carmelites (for example, the entire French
high society from 1604 to the 1620s took the path
of the Carmelite Order), Agnostics, endless theolog-
ical discussions and various religious movements.
We will not delve into the complex vicissitudes of
the struggle and spiritual quest of this time, we only
note that all these events could not but affect the
faith, which underwent significant changes and no-
ticeably weakened. According to Descartes’ friend
Mersin, in 1623 there were at least 50,000 non-be-
lievers in Paris alone?. This is more than a quarter
of the population of this city.

The authorities are beginning to actively use other
mechanisms of ideological influence. First of all, this
is art and science. Absolute monarchs encouraged
the development of culture and science and at the
same time sought to control them. The state insti-
tutionalization of culture and science (the creation
of royal academies and scientific societies) dates
back to the era of absolutism. Cardinal Richelieu or-
ganized the French Academy of Fine Arts. Cardinal
Mazarin continued this activity. In 1648, the Royal

2. See: Porshnev B.F. Absolutism in France, Moscow, 2010, p.
216.[6, p. 216].
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Academy of Painting was established, followed by
the Royal Academy of Sculpture “I'’Académie de pein-
ture et de sculpture”, to which the Royal Academy
of Architecture “I’Académie d'architecture” joined
in 1671. Independently of them, there was a Roy-
al Academy of Inscriptions, created to glorify the
deeds of King Louis XIV.

Gradually, the Grand Style of Louis XIV was cre-
ated, which is associated with the ideology and aes-
thetics of French absolutism. This style combined
elements of classicism and Baroque. The Baroque
gives classical forms a special splendor and expres-
sion, and classical forms exalted the king, made
it possible to compare him with the emperors of
Rome. "Le Grand" — this style expressed the ide-
as of the triumph of strong absolute royal power,
prosperity and wealth of the country. He had a sig-
nificant influence not only on architecture, paint-
ing, sculpture, but also applied art, interior design
and furniture.

The end of the XVII — XVIII century. They were
a heyday for France in the fields of politics, eco-
nomics, culture and art. The beginning of this peri-
od coincides with the reign of King Louis XIV. Many
types of decorative and applied art, such as furni-
ture, tapestry, porcelain, and others, were devel-
oped during this period. The search for new forms,
technical and technological techniques and materi-
als is becoming the main idea for creating magnif-
icent examples of interior decoration of the Great
Century. Their stylistic solutions will later become
role models, right up to the present.

The phenomenon of the heyday of decorative
and applied arts in France at the end of the XVII-
XVIII centuries had its own prehistory. In the era
of Louis XIV in Paris at the end of the XVIl — be-
ginning of the XVIII century. The two professions
were combined into one, that is, furniture makers
were divided into carpenters and cabinetmakers [1]:
mahogany carpenters or cabinetmakers, often for-
eigners, separated from carpenters, mainly French,
who produce seating furniture and wholesale fur-
niture. The distinction that we make between fur-
niture manufacturers was established in the 18th
century in the word "cabinetmaker” between cabi-
netmakers in the literal sense of the word and car-
penters, on the other hand, and led at the end of
the 18th century to the reorganization of the entire
Community of Carpenters (Decree of 1776).

The foundation for this division was laid under
Henry IV, who left an image of himself as a sym-

pathetic and close to the people monarch, but he
was also an enlightened patron of the arts. Hen-
ry IV patronized the arts and manufactures, as op-
posed to the country’s dependence on foreigners
in this matter. The production of art furniture was
among them: it was Henry IV who invited foreign
craftsmen and the first “ebeyniers” to Paris — cabi-
netmakers Michel Camp, Pierre Boulle, Jean Masay,
Laurent Stabre, setting up workshops on the ground
floor of the Louvre, initiating a policy of artistic na-
tionalism, which Colbert would later promote. It is
known that the name “Louvre workshops” refers to
the ground floor and courtyard of the Grand Gal-
lery of the Louvre.

Since the beginning of the 17th century, wealth
in France came from Spain. When Anne of Austria
became the wife of Louis XIll and Queen of France in
1615, she brought with her a taste for luxury, a sense
of etiquette and some gold from the New World.
Few women had more influence on the fashion of
their era than this Spanish princess who ascended
the French royal throne. Spanish ideas crossed the
Pyrenees with her. Everything that was of interest
to women of her level—jewelry, clothing, and fur-
nishings-was influenced by this queen, who liked
everything that reminded her of Spain.

When Louis XIV became King of France in 1643,
he was five years old. His mother, Anne of Austria,
was appointed regent for the king. The post of first
minister was given to the Queen’s favorite Cardinal
Mazarini, who was the de facto ruler of France un-
til his death in 1661. Mazarini, like Richelieu before
him, saw the main task of consolidating the French
nobility around the royal throne, that is, he further
strengthened absolutism.

Since 1661, after the death of Mazarini, the peri-
od of the sole rule of Louis XIV begins. In 1659, the
war with Spain ended with the Peace of the Pyre-
nees. When Mazarini, who had become one of the
richest men in France during the years of his dic-
tatorship, died in March 1661, saying at the mo-
ment of his last breath: “And they say that it will be
necessary to leave all this!”, the twenty-two-year-
old King Louis XIV announced that from now on
he himself would be his prime minister. Louis XIV
loved governing the state: he reformed not only the
army, but also the entire state machine, the justice
system, and commerce. For 54 years, he personally
dealt with issues of foreign and domestic policy of
the state, relying on the Secretaries of State and es-

pecially on the Comptroller General of Finance (for
a long time he was Jean Baptiste Colbert).

From the point of view of extreme centraliza-
tion, the power of the 17th century in France can
indeed be called the “century of Louis XIV,” whom
court historiography called the “Sun King.” His reign,
characterized by unprecedented splendor and lux-
ury, resounding military victories in the initial peri-
od and catastrophic defeats in the end, patronage
of the sciences and arts, was carried out at the ex-
pense of extreme financial strain and repeatedly
brought the kingdom into an extremely danger-
ous situation.

The royal court became the center of the no-
ble state under Louis XIV. To add luster to the "fa-
cade” of the absolute monarchy, the French king
decided to build a palace that would be a symbol
of the power of royal France. In addition, accord-
ing to the king, the palace was supposed to pro-
tect the monarch from any attempts. The palace in
Versailles, near Paris, became such an example of
architectural art, and the luxury of its apartments
was to be given by masters of decorative and ap-
plied arts, a significant proportion of whom be-
longed to furniture makers.

Il 4. A.-S. Bull. Cabinet with a bas-relief of Louis XIV in the
image of the Roman Emperor. Marquetry: brass, tin, tortoiseshell,
various types of wood, gilded bronze, marble. Paris, Louvre
Museum
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Il 5. A.-S. Bull. Sarcophagus chest of drawers, Paris, c. 1708.
Marquetry: tortoiseshell, copper. It was made for the Louis XIV
room in the Grand Trianon. National Museum of Versailles Castle

Louis XIV, pursuing the same policy as Henry IV,
in which reason had to put economics and art on
a par, was naturally interested in the workshops of
the lower gallery of the Louvre. For the artists and
even more so for the masters of that time, gain-
ing the right to live in the Louvre was not only an
opportunity to receive a kind of official dedication
and approval along with the calm serenity of life
in the workshops, but at the same time to be ap-
proved by the King and receive royal support as
opposed to the Paris corporations. Among the fur-
niture makers who worked for the Royal Court of
Louis X1V, such masters as Domenico Cussy (1635-
1704), Pierre Gaulle (1620-1684), Antoine Goudreau
(1680-1746), AJ. Oppenord (1639-1715) and oth-
ers were known. Louis XIV's favorite furniture mak-
er was Andre-Charles Boule (1642-1732). The two
outstanding personalities, the master and the mon-
arch, were united by a spiritual kinship: the same
love for splendor, a little heavy abundance, luxuri-
ous materials, and stunning symmetry. Boule's art
characterizes the era of Louis XIV to the same ex-
tent that Boule himself was able to reveal his talent
only under the patronage of the Sun King.

42

In 1672, based on the results of his works, A.-
Ch. Boule was awarded the title of the first cabinet
maker of the royal court, also qualified as an archi-
tect, engraver and sculptor. Buhl was such: he was
at the same time an architect, an artist, a sculptor,
a cabinetmaker, and an engraver of the royal seal.
Buhl was an artist in the full sense of the word, and
no branch of art was alien to him.

Most of the works of his furniture art, which are
quite numerous today, were subsequently restored,
reconstructed or repeated.

At the beginning of his career, A.-Ch. Boule
used marquetry made of wood, as evidenced by
the wooden inlaid panels decorating some of the
master’'s most beautiful objects. In the second peri-
od of his work, A.-Ch. Boule was mostly influenced
by the compositions of Charles Lebrun. This period
of A.-Ch. Boule's work can be attributed to the most
brilliant period of his artistic career, the produc-
tion of beautiful pieces of furniture art with gilded
bronze figures that serve as frames for floral com-
positions using the inlay technique located on the
turtle field. A little later, he became imbued with
the most fantastic style of J. Beren arranged his gro-
tesques and mythological figures on a tortoiseshell
background. Jeanne Beren — the draughtsman of
the king's rooms and study, also lived in the galler-

ies of the Louvre, in the rooms adjacent to A.-Ch.
Boule. J. Beren was formed as an artist in the stu-
dio of Charles Lebrun, from where a large number
of artists of various genres came, and he greatly in-
fluenced, after the death of his teacher, the devel-
opment of decorative art traditions. His drawings
and engravings were distinguished by their fertility,
noble style and graceful execution. J. Beren's influ-
ence was predominant in the field of decorative art
and interior design. In his arabesques and whim-
sical drawings, A.-Ch. Boule drew the ideas of his
excellent sets in marquetry and inlay techniques.

Besides J. Beren, A.-Ch. Boule borrowed draw-
ings from numerous artists. Domenico Cussi, the
creator of A.-Ch. Boule figures and bas-reliefs, of-
ten helped him.

A.-Ch. Boule also worked in accordance with his
own compositions. His composition was always so
skillfully balanced that the grace of the details nev-
er detracted from the harmony of the general lines.
The ornaments stood out against the background
of inlaid tortoiseshell with copper ornaments in the
form of arabesques, the originality of which was
admired. All works of furniture art by Boule have
an architectonic form, each part of which corre-
sponds to the idea.

Masters such as Andre-Charles Boule not only
actually executed the furniture, but also were the
authors of the projects of those works that came
out of their workshop (Andre-Charles Boule's fur-
niture designs are carefully preserved in the funds
of the Museum of Decorative art in Paris). Being an
excellent draughtsman and sculptor, A.-Ch. Boule
himself created models of bronze decorations and
beautiful bas-reliefs that decorated his works. More-
over, he cast these models in his workshop, which
caused him a lot of problems in his relations with
the bronze casting corporation.

Andre-Charles Boule is one of the most remark-
able masters of furniture art of the late 17th —
early 18th centuries. His name became, in fact, a
household name, giving a name not only to a cer-
tain technique of furniture objects — “in the boule
technique”, but also to an artistic style in the field of
furniture art — "boule style”. Andre-Charles Boule

Il 6. A.-S. Bull Cabinet with bas-relief «Socrates and
Aspasia», Paris, c. 1710. Marquetry: tortoiseshell, copper, gilded
bronze. Paris, Louvre Museum

was a great master of his century, worthy of his
great ruler.

French furniture of the XVII-XVIII centuries, in
the sense of “furniture of the royal court”, which was
the result of the activities of royal furniture mak-
ers, represents the brightest page in the history of
not only French, but also of all European art. In-
terest in French furniture from this period has not
waned. Many specialists, restorers, collectors and
lovers of historical furniture still discover previous-
ly unattributed pieces of furniture, the splendor of
which surprises and amazes, at the same time tes-
tifying to their origin from the apartments of the
French kings. The world’s most famous state muse-
ums, such as the Hermitage, the Louvre, Versailles,
the Metropolitan Museum of Art, and the Victo-
ria and Albert Museum, always reverently present
objects of the "Grand Style” of the Louis XIV era in
their furniture collections.
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MEBE/IbHOE NCKYCCTBO B KOHTEKCTE
COUMANBHOWN NCTOPUIN NCKYCCTBA: «bOIbLLUON
CTUNb» NKOAO0BUKA XIV

AHHomayusa: Cmames npodo/kaem ucciedo8aHus, no-
ceAweHHble pazsumuro MebeslbHo20 uckyccmea ®paHyuu.
Asmopsl aHanusupyrom aeaeHus xy0oxecmeeHHOU Ky/b-
mypel 80 83AUMOCBA3U C WUPOKUM KOHMEKCMOM UCMO-
pudeckux cobbimuti, paccMampusarom eaUsHUE Ha Hee He
MoJIbKO nosumMu4eckux cobsimuti U MamepuansbHeix 803-
MoXHocmeli obujecmea, HO U U3MeHUBLWUXCA udeosoau-
YecKux U 3cmemuyeckux ycmaHosok 8o @paHyuu mozo
epemeHu. Pazsumue mMebesbHO20 UCKYycCcmsa 80 MHO20M
UCNLIMbIBA/IO BIUSHUE HE MOJIbKO HOBbIX XyO00XecmeeH-
Hbix meHOeHUuli u mexHoa02uli 8 npouzgodcmee mebesu,
HO U peazupoeasio Ha MeHaowulica 06pas xusHu, mpa-
duyuu u Hopmbl nogedeHus atodeli Mo2o epemeHu. B yeH-
mpe 8HUMAHUSA — Xy00XecmeeHHbIl CMuJlb, U38eCMHbiL
nod HaszsaHuem «bosbwoli cmune» — «Le Grand style».
JaHHell cmuns cghopmuposancs 8 2006l npasneHus Jo-
dosuka XIV (16431715 22.), nosmomMy e2o0 nosiHoe Ha-
38aHue — ¢pp.: Grand Maniere, Le style Louis Quatorze.
Cnoxerue u 38oaoyusa «bonbwozo cmuna» ompaxaem
u usmeHeHus 8 mepmuHoaoauu. flo XVIl 8. 8 scmemuke
018 0603HAYeHUA OMAUYAIOUUXCA BPEMEHHbIX 3Manoe u
meHdeHyuli ynompebsisnoce noHAMuUe «maniera», egedeH-

Hoe ewje [x. Basapu. B camoli @paHyuu 3mom mepmuH
euje Hekomopoe spems ynompeb1aemcs, 00HaKO UMeH-
Ho paccmampusaemMsili nepuod ckaadblsaemcs mepMuH
«Le style», komopelili cman mexoyHapoOH6IM U UCNO/b-
3yemca noHeiHe. Ha gpopmuposaHue koHmekcma paseu-
musa dekopamugHoO20 UCKyccmea u uckyccmea mebesu
02pOMHOe 8/1UAHUE 0KA3bI8AJIU U NPOUECChbl CI0XKEeHUS CuU-
cmemMbl 81aCMU, 83AUMOOMHOWEHUA coca08ul. Ppar-
uy3ckutli abconromusm 6ui1 06EKMUBHLIM A8eHUEeM,
Komopoe omee4aso uHmepecam 080pAHCKO20 COC/I08US,
8 nepsyto o4epeds, UHMepecam psad08020 08OpAHCMEA.
®paHyysckas mebeno XVII-XVIII se., 8 noHUMaHuu «me-
6es16 Koposieackoz2o 08opa», cO30GHHAA MAKUMU 8610a-
rowyumucs macmepaamu emopoli nosoguHel XVII eeka
kak AHOpe-Lllapne byne (1642-1732), JomeHuko Kroccu
(1635-1704), NMbep loane (1620-1684), AHmyaH yopo
(1680-1746), A.-)K. OnneHopd (1639-1715), npedcmas-
sigem coboli apyatiwyro CmpaHuyy 8 ucmopuu He moJib-
KO PpaHyy3cko2o, HO U 8Ce20 eaponelickozo UCKyccmaa.

Knrodessie cnosa: mebenbHoe uckyccmeo @paHyuu,
anoxa /lrodosuka XIV.
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XyA0>XKeCTBEHHbIA CTUANb, O KOTOPOM NoiaeT
peyb, NONY4YMA Ha3BaHWe «bosbLON CTUAb» — «lLe
Grand style». OH cdopmunpoBancs B rogbl npasne-
Hua Jlrogosumka XIV (1643-1715 rr.), no3TomMy non-
Hoe ero Ha3BaHue — ¢p.: Grand Maniére, Le style
Louis Quatorze. O 3Ha4eHWM 3TOTO XYAOXECTBEHHOTO
SIBIEHWNS B €BPONENCKON KybType CBUAETENbCTBYET
TOT dakT, uto o XVII B. B 3cTeTMKe ynoTpebasnoch
NMoHATUE «maniera», BBegeHHoe ele [x. Basapw.
B camoit ®paHumMKM 3TOT TEPMUH eLle HeKkoTopoe
Bpems ynotpebnaercs, HO NO3Xe BO3HWUKaEeT Tep-
MWH «Le style», KOTOpPBbIN CTan MeXAYHapOAHbIM 1
MCNO/b3yeTCA U MOHbIHE.

OpHMM 13 BaxKHbIX GaKTOPOB, MOBAMABLUMX HA
BO3HUKHOBEHME HOBOTO XYAOXECTBEHHOrO CTUASA,
6bI10 CTaHOBNEHWE HOBOW GOPMbI FOCYAaPCTBEH-
HOro NpaBJ/ieHNs, MNOyUMBLLEN Ha3BaHWe «abconto-
T3M». BO3HMKaeT BOMPOC: Kak CBA3aHbl 3TN CTO/b
fanekve Apyr oT apyra siBleHuUs obLecTBEHHOMN
>XW3HN — HOBas opma rocyapCcTBEHHOro npae-
NIEHWNS N XYAOXKECTBEHHbIV CTWU/b, BO3HUKLUWUIA B 3TY
3noxy? B gaHHOW cTaTbe Mbl Npeaiaraem CBOe BU-
AEeHVe OTBeTa Ha 3TOT BOMPOC.

OtHoLweHwue K abcontoTnamy kak dopme rocygap-
CTBEHHOTO YCTPOWCTBA Y NCTOPUKOB HOCUT HECKOJIb-
KO HeraTMBHbI/ OTTEHOK, YTO CBA3aHO C HaLLUMMW
COBPEMEHHbIMW NPEeACTaBAEHUAMU O AeMOKpPaTUK,
HapOAOBMaCTUM N ABAAETCA OTFOJNOCKOM MOJANTM-
yeckolr 6opbbbl MEXAY apuUCToKpaThen n Bypxxy-
asven B XVII-XIX BB. Ha camom gene 3ta dopma
npaBAeHMA BO3HMKana JOCTaTOYHO 3aKOHOMEpPHO
W pellana Lenbli pag HacyLWwHbIX Npobiem, KOTo-
pble B HOBbIX MCTOPUUYECKUX YCNOBUAX GOPMUPO-
Baaucb B 3anasgHol EBpone Ha pybexxe XV-XVII BB.

B XII-XIV BB. B EBpOne cnoxwmnace cncrema op-
raHOB COC/NIOBHOrO npeacTaBuTenbcTea (Bo ®paH-
LMK 3TO OblIM reHepanbHble U MPOBMHLMWANbHbIE
wTaTbl, B AHrAnMN — napaameHt, B Vicnanum v MNop-
Tyraamm — KopTechl, B Poccun — bosapckas gyma
¥ 3emckune cobopsl U T. 4.). ITa popma npasieHUs
nofyymnna HasBaHWe COCNOBHO-MPeACTaBUTENbHOWM
MOHapXuK, KOTOpas COOTBETCTBOBasa NpeacTaBae-
HUAM CpeaHeBeKOBOro obLiecTBa O BAaCcTu U CMo-
cobax pelleHUs 3asay, CTOALLMX Nepes Hel.

B npeacTtaBneHuax cpegHeBekoBOro obuie-
CTBa B/J1aCTb MOHapXxa 3uXAunacb Ha ABYX OCHOB-
HbIX MPUHUMNax: 1 — MoHapx 6bin NepBbIM cpeam
MHOXeCTBa NpeACTaBUTENEN APYTMX 3HATHbIX Ce-
MEeNCTB; 2 — MOHapx — ¢urypa cakpanbHas, ero
BJ1aCTb OCBALLEHA LlepPKOBbHO.
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Vcxoas 13 3TUX NPUHLMNOB U rOCYAapCTBEH-
HO-npaBoBon naen CpesHEBEKOBOrO O6LLECTBa,
MOHapXy NPUHAANEXWT BCA BAACTb ANA YNPaBieHUsA
BCEM roCyapcTBOM, HO, TaK Kak YacCTb CBOEN BAa-
CTV OH nepejasn, BO-NepBbIX, CBOMM Baccanam Ans
ynpaBAeHUs 3eMAAMUN U MOMECTbAMU, NPUHaa/e-
XallMMK UM, a, BO-BTOPbIX, FOPOAaM, NOAYyUMBLUUM
camoynpasieHus (Tak HasbiBaemMoe «Margebyprckoe
npaBo»), TO AA5 TOro, YTOObI pelaTb BaxHenwme
BOMPOCHI yrpaB/eHNs rocyAapcTBOM, MOHapX 40/1-
XeH cobupaTb BCEX HOCUTENEN YaCTHON BAACTU U
BblpabaTbiBaTb coobLLa 0bLLee pelueHme.

[Jeno c camoro Hayana 6b110 BeCbMa Henpo-
cTbiM. [lBOpsiHe (0cobeHHO B BeHrpuu u MNonblue),
ABAAACh Ha Takne cobpaHMsA B OTPOMHOM 4unChe,
NPOWU3BOAMAN Takne HeCUMHCTBA 1 Tak 3aTPYAHAAN
peLLeHne BOMPOCOB, YTO NPULLIOCH MEPEXOANTb Ha
npeacTaBuTenbckyto GopMy NpUCyTCTBUA — Aeny-
TaTbl OT TOrO WM MHOrO coobulecTBa. Ho 1 310 He
pelano npobaemsl, Tak Kak C pa3BuTnem obuie-
CTBEHHOW XXW3HW YCNOXHANACh COLManbHas CTPyK-
Typa, KOTopas Bena K poCTy COLMabHbIX Pasnymnii.
Bo ®paHumm BbIClLaA 3HaTb He Y4nTbIBaAa UHTe-
pecbl MeIKONMOMECTHOrO ABOPAHCTBA, BOPAHCTBO
lwnarv 1 ABOPSHCTBO MaHTUM UMENN pPasinyHblie
WNHTEpeChbl N aKTUBHO NMPOTUBOCTOANN APYT APYTY,
a KpynHas u menkas 6yp>yasuns ropofoB NocTo-
SHHO BCTyNaan B KOHQPOHTALMIO APYF C APYrOM.

CpesaHeBeKkOBOe roCcylapCTBEHHOE yrpaBaeHne
BO MHOIOM OCHOBbIBAJI0Cb Ha JOrOBOPHbIX Haya-
Nax, KoTopble BblpaXkaincb B HEOHXOAMMOCTUN CO-
rnacus COCNOBHO-MNPeACTaBUTENbHOTO cobpaHus
NpwW peLleHumn Tex UM UHbIX BONPOCOB rocyaap-
CTBEHHOTO yrpaB/eHus.

K XV — Hauany XVI B. 3agauun, ctoawuve nepes
rocysapcrsamu EBponbl, 3HaUNTENbHO YCIOXKHAOTCA.
B 3T0T nepwuog 3aBepluaeTcs «cobupaHme» KoOpons-
MU AHranm, Nicnanum, ®paHumm 3eMenb, BXOAALLMX
B cOoCcTaB GOPMUPYHOLLNXCA HaLMOHa bHbIX FOCY-
[apCTB, YCUAMBAKOTCA MHTErpaLmMoHHble NpoLeccs!. B
3TUX YCNOBUAX KOPOJIAM HEOBXOAMMO: Npeceyb Mno-
NbITKW cTapoi GeosanbHOMN 3HATU COXPaHUTb CBOKD
He3aBUCUMOCTb, YKPEnuTb FpaHuLLbl BHOBb GOpMU-
pyeMbIX rocyapcTB, NPOAOIKUTL MPUCOefNHEHNE
OKpaVHHbIX NOJNYHE3aBUCUMbIX TEPPUTOPUIA, YHWNY-
TOXMWTb aBTOHOMUIO FOPOAOB, YCTaHOBUTb MOJIHbIN
KOHTPO/b Hag, BCEMUW NMPOBUHLIMAMYK N CNOCOBCTBO-
BaTb COLMaNbHbIM U KYAbTYPHbIM TpaHchopMaLm-
SIM 3MOXW reHe3unca Kanutaanmsma B eBpOnemnckmx
CTpaHax. 310 66110 BO3MOXHO TOJIbKO NP CO34a-
HWW HOBOW CUCTEMbI YNpPaBAEeHUS rOCyAapCTBOM,

KOTOpas, B CBOK o4vepesb, TpeboBana ycuaeHus
KOPOJEBCKOW BIACTU.

Bo BTOpon nonosuHe XV B. B EBpone HaunHa-
eTCs pe3Koe ycuieHne KopoaeBckoln Baactu. Bo
®paHumm yxxe ®paHuunck | Banya (1515-1547 rr.) Ha-
Yan eMHONNYHO NPUHUMATb BCE BaXKHeNLLMe pe-
WweHus. Ha cBoux ykasax oH nucan: «<M6o Ham Tak
yroaHo». [eHpux IV coBcem He co3biBan eHepanb-
Hble LWTaTbl, NOC/AEe HEro OHM 6bIAN cobpaHbl BCEro
Anwb oguH pas. B 1614 r., BO Bpema manonetcrea
JNroposuka Xlll, ans npekpaiieHns becnopaskos B
ynpasaeHun 6bn co3BaHbl leHepanbHble LWTaTbI.
OzHako, OHM BblAM pacnyLLeHbl U NOCae 3TOro He
co3blBaiCh B TeyeHne 175 net. O6 06beKTUBHON
HEeOHXOAMMOCTU YCUNEHUSA KOPOSIEBCKOW BAaCTU
CBUAETENbCTBYET TOT GaKT, UTO NOA06HbIE NpoLiec-
Cbl WAK 1 B Apyrux ctpaHax: B AHramn lenpumx VI
(1491-1547 rr.), B Poccmum MBaH IV Mpo3Hbin (1530-
1584 rr.) 650poAnCh C OpraHamu NpesCcTaBUTENbHOM
BJIaCTW 3a YKpernseHvne CBOEN BAACTY.

Bo ®paHummn ansa ytBepxXAeHNA abCONOTHOW KO-
poaeBcKon BaacTu notpebosanock 6osbLie 150 net
YyNOpHON 60pbbbl KOPOIsA C peoanbHOM 3HATLHO,
ropoackon bypxkyasuen n KpecTbiHCTBOM. bonee
nogpobHo 06 3TOM nepuoje aBTOPbI FOBOPUAMN B
npeablaywmx cratbax [1, 2]. 34ecb e oTMeTnM, UTo
aaxe npwu Jlrogosuke Xl 3aToT npouecc ewwe He 3a-
BEPLUM/ICSA NMOJHOCTbIO. XOTS €ro npemMbep-MUHUCTP
KapavHan Puwenbe 1 knancs «cgenatb KOPONeB-
CKyto BNacThb Bbicwen Bo OpaHumn [7, c. 90]. U, pen-
CTBUTENIbHO, OH CAenan A 3TOro MHOTo, HO nocae
cmepTtu Slrogosumka Xl ero ceiny JTrogosuky XIV ewwe
NPULWAOCL NOAABAATb HAPOAHbIE BYHTbI B MPOBUH-
umax MmeHb-m-FackoHb, CeHTOX, AHryMya v yaty;
ropoackoe nnebericteo B BunbdppaHue, Vccyape,
Type, Anxepe, Mapcene n MHOTUX Apyrux ropogax
TaK>ke BbICTynuao npotus kopoad. C 1648 no 1655
r. KopoJseBckas BaacTb 6boponocs ¢ PpoHaon (Map-
nameHTckaa ®poHga — ¢ 1648 no 1649 r., ®poHpa
npuHues — ¢ 1650 no 1653 r., koTopyto BO3rNa-
BuA NpuHL, ae KoHae). OKOHYaTeNbHO BbICTYMN/EeHNA
6b111 NogaBaeHbl, 6aarogapsa NpeMbep-MUHUCTPY
KapAauHany MasapuHu, 1 TOAbKO NOC/e ero cMep-
™, B 1661 r., JlogoBuk XIV cTan NnoONHOBAACTHbIM
npasutenem OpaHuymn.

Ho coBeplueHHO cnpaBeaanBbii BONPOC: NO-
yeMy Tak JOAro yTBepXAanacb HoBas ¢opma ro-
CyAapCTBEHHOM BaacTu, eciv abcontoTusm petuan
06bEeKTMBHO BO3HMKAOLLME 3aja4LM B Pa3BUTUN €B-
ponencknx rocysapcts? OTBET JOBOJILHO MPOCT:
HoBas GopMa rocysapCTBEHHOTO YNpPaBAeHUs, C O4-

HOW CTOPOHbI, 6bl/1a BbIrOAHa BCEM COCNOBMSAM, a C
ApYyrovi — OoHa He NPOoCTO 3aTparneana, HO BO MHO-
rOM yLemsna MHTepeckl Bcex cocnoBuii paHumm.

KpecTbsiHCTBO — Hanbonee MHOro4YMCAeHHas
1 3aBMCMMasn YacTb HaceneHma PpaHuumn — b0
06BbEKTUBHO 3aMHTEPECOBAHO B YCUIEHWNN KOPO-
NeBCKOW BNacTW, KOTOpas CTpeEMUAACh OFPaHNUNTb
BOJIbHOCTW GeoAanoB 1 yCTaHOBUTL OBLLMIA Nops-
AOK. ABCONKOTU3M YCUANBAA LEHTPanM3aLunto ro-
CYZapCTBEHHOW BAACTUW, YTO OTTECHANO Ha BTOPOW
MAaH CTapyro agMUHUCTPaLmio — Basby, ceHellanew,
npeBo 1 rybepHaTOpPOB, KOTOPbIE 13-3a UX YPE3BbI-
YaHO HeomnpeaeNeHHbIX aAMUHUCTPATUBHO-CYe0-
HbIX N BOEHHO-aAMWHUCTPATUBHbIX NMOJIHOMOYUIA
3a4acTyto Ype3BblYaliHO 3/10yNoTPebAANN BAACTbIO.
Kpome Toro, KpecTbsiHCKOe HaceneHue, ycraBluee
OT rPaXXAaHCKMX BONH 1N BHYTPEHHEN HecTabuabHO-
CTW B CTpaHe, KOTopble Ben K HeckoOHeuYHbIM rpa-
6e>kam BOOHOLLIMX CTOPOH, HanageHWi CoNaaTckmx
6aHa 1 ABOPAHCKUX LIaeK, — HY>XAanoCb B CUb-
HOW BAACTX, CNOCOBHOW UX 3aLLNTUTD.

Ho HoBoW dopMe rocyaapcTBeHHOro ynpase-
Hua TpeboBanoCb NOCTOAHHOE YBENYEHNE Hano-
roB Ha CoZep>aHne HaeMHOW apMUK, Ha PacTyLLmi
6ropokpaTUYecKkuii annapart, Ha KOPONEBCKUIA 4BOP.
OTO BeNO K MOCTOAHHOMY POCTY NpAMbIX (Tanbs W
Kanutaumsa) n KoCBeHHbIX (NogobHomy rabenm) Ha-
noros.. Takas NOANTMKa BAACTW Bbi3blBana coOmpo-
TUBNEHWE U NPUBOAMAA K YaCTbIM BbICTYMNEHNAM
1 ByHTaM KpecTbsH.

OTHOLLEHMe BNACTM K HapOXKAatoLLLeMycs Knaccy
6yp>kya3mm Bo OpaHumm 66110 TakKe He MPOCTbIM.
Byp>kyasus 6bina 3avHTepecoBaHa B ob6besanHe-
HWUW CTPaHbI, B CYLLLECTBOBAHWUMN CUIbHOM LieHTpanm-
30BaHHON BNACTW, YTO BEJIO K CO3JaHMIO eANHOro
PbIHKA, YHUUYTOXEHWIO BHYTPEHHUX TaMOXEHHbIX
rpaHuL, — Hacneans 6bl10M deosanbHOM pasapo-
6/1€HHOCTM — 1 BO3MOXXHOCTM MPOBeAEeHNs Mep-
KaHTWUbHOWM rocysapCcTBEHHOW NoAnTMKKU. Ha Bce
3TO roToBa 6blia MONTU KOPOAEBCKas BAACTb.

locypapctBeHHas Baactb B XVI-XVIII BB. oueHb
Hy>Janacb B byp>kyasuu, BepHee, B ee GUHaHCax.
Henb3s 3abbiBaTh, UTO Byp>Kya3ms — 3TO 4YacTb
TPeTbero COCNOBUSA, a Cef0BaTe/IbHO, Haaoramm
obnarannce He TONbKO KPECTbSHCTBO, HO U Npes-
CTaBUTENN TOPTrOBAM M MPOMBbILLAEHHOCTU. Kpome
TOro, OHVMM U3 OCHOBHbIX NMPUHLMIMOB B CUCTEME
(bpaHLYy3CKOro xo3saMCcTBOBaHWS TOrO BpeMeHu 6b110
TO, UTO MOYTN BCE KOCBEHHbIE HA/IOMU CAABaANCh
Ha OTKyn KoMnaHuaMm Byp>Kya, NpsMble Hanoru B
cnyyae HeobxoaAMMOCTU — a fedunumnT 6611 NOCTO-
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AHHbIM COCTOSAHMEM PpPaHLly3CKOro rocysapcrea —
3aKnagblBasnCb NOJ NPOLEHTbI Ha HECKONbKO NeT
Bnepes, onatb e cobCTBEHHbIM Byp>Kya-PpuHaHCK-
ctam. Elle ofHUM MCTOYHMKOM rocyAapCTBEHHOrO
poxoga abcontotnuctckon PpaHumm 6biia npogaxa
KOPONIEBCKMMMU BAACTAMU NpeacTaBuTensam 6ypxy-
asnun pasMyYHbIX JOMKHOCTEN N TUTYNO0B. ITO AaBa-
/10 NPaBo VX BAajenbLam BOWTH B Tak Ha3blBaeMoe
«ABOPAHCTBO MaHTUW». TV AOKHOCTM MOKYMNanunchb
3a KpynHble cymmbl 4o 100 Teic. avBpos [4, ¢.287].
OaHako AapoBaHMe ABOPAHCKOro 3BaHUA Aaxe 3a
AeHbrv He HbI10 rapaHTMeRn Ans BRagenbLa, HO ABASA-
JINCb UCTOYHUKOM A0X04a ANa BAacTn. PuHaHcoBoe
BE,OMCTBO KOPOAA HEOAHOKPATHO BO3BpaLLaioch
K 3TOMY UCTOYHMKY. B 1696 1., korga kasHa4yencTeo
HY>Aanocb B AeHbrax, npaBuTenbCcTBO JItoA0BMKa
XIV npogano nateHTbl 500 6yp>kya Ha ABOpPAHCKOE
3BaHMe no 6 000 TbiC. IMBPOB C KaXxAoro. 3aTem B
1715 r. npaBUTENILCTBO aHHY/IMPOBAO BCE ABOPAH-
CKMe naTeHThl, BblAaHHble rMo3xe 1689 r., u cHoBa
nycTuao ux B npogaxy [5]. Takve onepauuu 6bian
[OBOILHO YaCTbIMU.

CpepHeBekoBoOe cocnosume ropoxat B XVI B, Ha-
UMHaBLUee CKNaAblBaTbCs B BypiKya3uto — Knacc B
HaLWOHaNbHbIX rPaHULax 06besMHEeHHOTro dpaH-
Lly3CKOro rocysapcrtsa, 66110 JONTOBPEMEHHbIM
NpoLLeCcCcoM, YTO OTPa3nIOCh Ha NOBEAEHUN eLue
OYeHb Pa3HOLLIEPCTHOro TPeTbero COCN0BMSA ropo-
XaH. B XVI-XVII BB. 310 1 ropogckoe naebencrso,
1 boraTas ropogckas BepxyLuka, u oTKynwmkm-ou-
HaHCKCTbI, U BYpHO pacTyliee «4BOPAHCTBO MaH-
TUN» — BCE OHWN BbIIN HAPOXAAKOLWMMCA HOBbIM
knaccoM. Ho mx nHtepech! 6bian pasanyHbIMU U
nepenneTanncb cambiM HEOXWAAHHBIM 06pa3oMm,
YTO CKa3blBas0OCh Ha NOJNTUYECKOM € MHCTBE 3TO-
ro knacca v 3dPeKTMBHOCTA B €ro NOANTUYECKOMN
6opbbe. Hapoxaatowmiics knacc 6ypcyasum cTpe-
MWACA K MONNTUYECKOW BAACTW, MO3BO/AOLLEN 3a-
WMTNUTb CBOW HOraTtcTBa M MHOrOKPaTHO YBEINYNTb
BO3MOXHOCTb B MOJlyYeHNM HOBbIX. Takoe CcTpem-
NleHWe COBCEM He ycTpanBano knacc ¢eoaanos v
abCcoNtOTHOro MOHapxa, ABASBLUErOCA NOJHOMOY-
HbIM MpejCcTaBMTeNeM 3TOro Kaacca.

K XVI B. nponcxoaunt 3HaumTenbHas gedopma-
LUMA CpefHEBEKOBBIX COCIOBUN N UX NMPEXHUX Op-
raHu3aumi. OcobeHHO 3TO KacaeTca ABOPAHCTBA.

B npeablayLuii neproA pbiLapcTBO ABAANIOCH OC-
HOBOW BOOPY>XXEHHbIX CUA Ntobor cTpaHbl CpeaHe-
BEKOBOW EBpoOMbI 1 ONMopol KOPOEBCKOWN BAACTM.
HauunHas ¢ XVI B., Ha nosie 604 BCe WwWnpe NpuMeHs-
€TCA OrHeCTpeNbHOe OpyXKe, MeHAeTCA TakTvKa Be-
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AeHns 605, yCUANBAETCS POJib U 3HAUYEHME NEXOThI
1 1. 4. OJHOBPEMEHHO CHMXAETCs PoJib PblLapcTBa.
Ha cMeHy eMy NpuxoAuT peryasipHas HaemHas ap-
MUsi. [IBOPAHCTBO TepsieT NOANTUYECKOE 3HaUEeHNe
B r1a3ax KOPOJIEBCKOM BAacTU. A caMoe rnaBHoe —
YMeHbLUIarTCs ero goxoabl. braropogHoe cocno-
BMe HaumHaeT Huwatb. «Haao ckasatb, — nucan K.
Ae Celicens eue B XVI B.,, — 4TO NOCTOAHHOE BOW-
CKO 3aBeZleHO OHO CTOJIbKO Xe AN 3alUThbl KOPO-
NEeBCTBa, CKONbKO W ANS TOFO, YTOObI ...coAep>KaTb
ABOPSH; U OKHOCTM TaM TaK pacrnpegeneHsbl, Uto
[l0BOJIbHO 60JIbLLIOE YMC0 ABOPSIH Pa3HbIX COCTO-
AHUIN MOXET XUTb CMOKOMHO, XOTS Bbl U He Bblo
HWKaKOV BOMHbI B KOpoJeBcTBe. [10OTOMY UTO 3HaT-
Hble JIF0AM 3aHVMatOT BOEHHbIE JOJKHOCTU... APY-
rme 3aHMUMatoT BTOPOCTEMNEHHbIE AOIKHOCTN: OAHM
— JIeNTEHaHTbI, ApYyrne — 3HaMeHOCLbl, TPeTbU —
KOMENLLMKIN U CTPEKN, U HAaKOHEeL, MOJIoble ABO-
psiHe NpucTaBaeHbl Tyaa naxamu»'. Kak MCTOYHUK
0X04a MOXHO A06aBUTb rpabexxk BO BPEMS BON-
Hbl, KOTOPbIV MPUHOCK HEMANYHO JOJIHO JOXOAOB.
Kak npumep MOXHO Ha3BaTb TanbaHCKMEe BOMHBI,
koTopble ganance 6onee 50 net (1494-1559 rr.) u
NpeBpaTUANCL B HEC/IbIXaHHbIA rpabex Vtanuw.

MeHstoLmecs 3KOHOMUYECKME OTHOLLEHUS CHU-
XatoT 3HaueHme 3eMn Kak OCHOBHOro boratctsa
COC/IOBWs ABOPSIH. B 3TOM cMTyaLmm oHO BCe MeHb-
e NPUHMMaN0 HEeNOCPeaCTBEHHOE yYacTue B XO-
3NCTBEHHOW AeaTeNbHOCTU. [lBOpsHe nepecrtaBanm
3aHUMaTbCS CBOVMIMU CEbXO3YTrOAbAMM, MOKMAAM
CBOM JiepeBHM 1 3aMKM 1 NepemeLLanuncs B MNapux Ko
ABOPY KOPOASA UKW axe KO ABOPY KPYMHbIX CEHbO-
poB. OHM NOCTeNeHHO NpeBpaLLaNNCh B HaxnebHM-
KOB, XXMBLUWX Ha GeosanbHyO PEHTY C KPECTbsH,
VAN Ha NEHCUU U MUIOCTM KOPOS.

®paHLy3cknin abcontoTam 6bln1 06BEKTUBHBIM
SIBEHMEM, KOTOPOE OTBEYa/IO UHTEPECaM JBOPSIH-
CKOrO COC/0BUSA, B NEPBYIO OYepesb, MHTepecam
PAZOBOrO ABOPSAHCTBa. HecMoTps Ha To, uTO Bpe-
M$ OT BpEeMEHU BO3HUKANO HEL0BOALCTBO BbICLLErO
CN0f 3HATK, ABOPSAHCTBO ABASIOCh OCHOBHOM OMO-
PO KOPONEBCKOW BAACTU.

Co cBOEl CTOPOHbI, KOPOAEBCKast BAACTb, ABUra-
ACb K abcontoTnmy, Bcerga cobarogana HTeEpPeChI
[BOPSIHCTBA U BbICTyMasa Ha ero CTOPOHe.

Abcontotnam Bo PpaHumm, NCNONb3YS LieHTpa-
NIM30BaHHbIN annapaTt B3VMaHWsA Hajoros, Obis
OCHOBHbIM PbIYaroM, rapaHTMpPOBaBLUMM ABOPSH-
CTBY HEKOTOPOE BOCMOJIHEHME TEX NOTePb, KOTOPOE

1. C. de Seyssel. La grande monarchie de France. Paris. 1541,
£.17. Uut. no: [3, c.158].

OHO HEC/I0 BCIEACTBME MEHSHOLLMXCSA YCAOBUI XKU3-
HW. BTopoli noanTnyeckol 3agaderi Baactu bbiio
NaBMpOBaHMeE MeXAy CTapbiM ABOPAHCTBOM, CO-
XPaHWBLUMM 3HaUNTeNbHbIA NOANTUYECKNIA BEC, U
6yp>Kya3HbIMW 31eMeHTamMu, 061agaBLlLIMMKN KPY-
HbIMW GUMHAHCOBLIMU CPEACTBAMU U XKeNaBLINMU
NosyYnTb HeManyto Toaunky Baactu. KapanHan Pu-
Lesbe, YNOPHLIN CTPOUTENb aBCONOTHOM MOHAPXUK
Bo ®paHumm, B cBoem «[Monntmyeckom 3aBelua-
HWM» OTMeYas, YTO CBOeN OCHOBHOM 3aja4el OH
BUAMT obecneveHne rnaBeHCTBYIOLLLErO NoJIoXe-
HWA ABOPAHCTBA Nepes NoAHUMatoLencs bypxy-
asven [7, c. 90].

Pedopmaums kaTonmueckon LepkBu HauYMHaeT-
cs okoso 1500 r. v 3aBepluaetca mexay 1680-1690
rr. B 3ToT nepuog Bo ®paHummn cayumnocb MHO-
ro cobbITUIA: rpaXxaaHckme BOVHbI, Bapdoniomees-
CKas HO4Yb, MOHacTblpckaa pedopma, B TOM uncie
YBEJIMYNIOCh XXEHCKOE MOHALLIECTBO — YPCYANHKY,
KapmenuTkn (Hanpumep, Bce GpaHLy3CKoe BbiCLlee
obuectBo ¢ 1604 no 1620-e rr. BCTano Ha NyTb Op-
AeHa Kapmenuntok), arHOCTUKKM, 6ECKOHEYHble Teo-
nornyeckme ANCKYCCUM N pasnyHble Peanrmo3Hble
TeueHus. He 6yaem norpy>atbcs B CNOXHbIe ne-
puneTum 60pbObI 1 AYXOBHbIX MOUCKOB 3TOFO Bpe-
MEeHW, OTMETUM TOJIbKO, YTO BCE 3TU COBbITUA He
MOTN He CKa3aTbCA Ha Bepe, KoTopas npetepne-
Na 3HauuTesIbHble U3MEHEHUS U 3aMeTHO ocnabe-
na. Ecam Beputb cnosam agpyra [ekapta MepceHa,
B 1623 r. B ogHOM [Mapuxxe npoxmBano He MeHee
50 TbIC. HEBEPYHOLUMX?. DTO HBO/bLUE YUETBEPTU Ha-
ceneHns 3TOro ropoga.

Bnactb HauMHaeT akTUBHO MCMOAb30BaTb APY-
rme MexaHu3Mmbl UAEONOTMYECKOTO BO3AENCTBUS.
B nepByto ouepesb, 3TO NCKYCCTBO M Hayka. Abco-
NHOTHbIE MOHAPXM MOOLLPAAN Pa3BUTME KYAbTYpPbl
N HayKW 1 OAHOBPEMEHHO CTPEMUANCH K KOHTPO-
o Hag HuMK. K anoxe abcontoTmama BOCXOAMNT ro-
CyAapCTBEHHAA MHCTUTYLMOHAAM3ALMA KYAbTypbl U
HayKku (Co3aaHne KOPOEeBCKMX akaeMuI, HayuUHbIX
obuwects). KapanHan Puwense opraHnsosan ®paH-
Lly3CKyto akagemuio xygoxects. KapauHan Masapu-
HW NPOAO/IXMA 3TY AeaTeNbHOCTb. B 1648 r. 6bina
co3faHa koposieBckasa AKkajeMus XXNBOMUCK, 3aTeM
KoponeBckas akagemus ckynbnTypbl «I'’Académie
de peinture et de sculpture», k koTopon B 1671 .
npucoeanHnan KoponeBckyro akaseMmnto apxmrTek-
Typbl «I'’Académie d'architecture». HezaBucrumo ot
HWX cylwecTBoBasa KoponeBckas akageMus Haanm-

2. Cwm: MopwHes b.®. Abcontotnam Bo Pparumn. — M., 2010.
— C. 216. [6, c. 216].

Celi, co3faHHas ANs NpocaaBAeHUs AesIHUIN KOpo-
na lroposuka XIV.

[MocTeneHHo co3aaBancs bonbwon ctuab Jltogo-
BuKa XIV, KOTOpPbIV CBA3aH C MAEONOTNeNn 1 3CTe-
TUKOWM PpaHLy3ckoro abcontotTmsma. DTOT CTUb
coeanHAN B cebe aneMeHTbl Kaaccuumsma un ba-
pokko. bapokko npugaeT knaccmyeckum dopmam
0COBEHHYHO MbILHOCTb M 3KCMPEeCCUIo, a Knaccmye-
ckme GopMbl BO3BENYNBAIN KOPOIA, MO3BOAANM
CpaBHWTb ero ¢ umnepatopamu Puma. «Le Grand»
— 3TOT CTW/b BbIpaXan niev TOpXKecTBa CUAbHOWM
abCcoNOTHOWN KOPOJIEBCKOW BAACTH, MPOLBETAHNUA U
6oratctBa cTpaHbl. OH OKa3an 3aMeTHOe BUsIHUE
He TOJIbKO Ha apXUTEKTYpPY, XMBOMUCH, CKYNbNTYPY,
HO 1 NpWKNaZHOE NCKYCCTBO, MHTEPbEP U Mebenb.

KoHey, XVII — XVIII B. aBuanck ans ®paHumm ne-
puozoM pacueTta B 061acT MOANTNKM, 3KOHOMU-
KW, Ky/JbTypbl M UCKyCCTBa. Hayano 3Toro nepmoga
Nno BpeMeHu coBrnajaeT C MepnoaoM npas/ieHuns
kopons Jlrogosuka XIV. MHorve Buapl jekopatus-
HO-MPUKNaAHOIO UCKYCCTBA, Takue, kak mebesb, ro-
6eneH, dapdop 1 apyrue, B 3TOT NEPUOL NOYyYaOT
cBoe pa3zsutue. lNonck HoBbIX GOPM, TEXHUKO-TEX-
HOJIOTMYECKNX MPUEMOB N MaTePUanoB CTaHOBUT-
CSl OCHOBHOW MAeen AN CO34aHNA BEMKONEMHbIX
0b6pasLoB yKpalleHns NHTepbepoB Bennkoro Beka.
VIx ctnanctnyeckue pelieHvsa BnocaeCcTBmm Cra-
HyT obpa3Lamu Ans NojpaxkaHus, BNOTb A0 Ha-
CTOALLErO BPEMEHWN.

deHoMeH pacLBeTa 4eKOPaTUBHO-MPUKIAAHOTO
nckyccrsa Bo ®paHuum koHua XVII-XVIII BB. nmen
CBOO npegbictoputo. B anoxy J/lrogosumka XIV B Ma-
pwxe B KOHUY XVII — Hauane XVIII B. gBe npodec-
CUWN COBMeELLLAINCL B OHOM, TO eCTb MebenbLLmKn
AeNNANCb Ha CTONAPOB W KpacHoaepesLunkos [1]:
CTONAPbI MO KPAaCHOMY AepeBY UM KPaCHOA4EPEB-
LKW, YaCTO MHOCTPaHLbl, OTAENNANCH OT CTONAPOB,
B OCHOBHOM, $paHLy30B, NPON3BOAALLNX Mebenb
ANa cnaeHna n ontoByto Mebenb. Pasnnune, KoTo-
poe Mbl MPOBOAMM MEXAY U3rotoButensimm mebenu,
yctaHoBunoch B XVIII B. B C10Be «KpacHOAepeBLLMK»
MeXAy KpacHOAepeBLLMKaMMK B MPAMOM CMbIC/e
C/I0Ba W CTO/IsipaMK, C APYron CTOPOHbI, U NpuBe-
no B koHue XVIII B. k peopraHuzaumm scein Obwu-
Hbl cTonapoB (Yka3 1776 r.).

OcHoBa 3TOMy pa3zeneHunto bbiia 3aa0XeHa npu
l'eHpuxe IV, KOTOpbIV OCTaBUA O cebe NpescTaBaeHVe
Kak O CUMMNaTUYHOM 1 BAN3KOM K HapOAy MOHapXe,
HO OH TakXXe AB/ANCA NPOCBELLEHHbIM MeL,eHaTOM.
leHpux IV nokpoBuTENLCTBOBAA MCKYCCTBAM W Ma-
HydakTypaMm, B MPOTMBOBEC 3aBUCUMOCTMN CTPaHbI
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B 3TOM BOMpOCe OT MHOCTpaHLeB. [1pon3BOACTBO
XYAOXECTBEHHOW Mebesin HaXxoaMI0Ch CPEAN HUX:
nmeHHo leHpux IV npussan B Napu> MHOCTpaH-
HbIX MacTEpPOB U NepBbIX «ebeynier» — KpacHoge-
pesueB Muwensa Kamna, Meepa byns, XXaHa Maca,
JNopaHa Crabpe, ycTponB MacTepckme Ha NepBoM
aTaxe JlyBpa, NONIOXUB Hayano NOANTMKE XyAoOXKe-
CTBEHHOTO HaLMOHanM3Ma, KOTOPYHo No3xe byaeT
nponaraHanposaTb Konbbep. VI3BecTHO, UTto nog,
Ha3BaHMeM «MacTepckue JlyBpa» nmeetca B BUAY
nepBbIn 3Tax 1 ABop bonbliol ranepen Jlyspa.

C Hauana XVII B. 6boratctBo BO ®PpaHumto npuxo-
anno u3 Ncnanumu. Ctas B 1615 r. cynpyroii Jlrogo-
Buka Xl n koponeson ®paHumm, AHHa ABCTpuiickas
npuHecna ¢ cobor BKyC K POCKOLLW, YYBCTBO 3TU-
KeTa n HeMHoro 3on0Ta u3 Hosoro Ceeta. Mano
XEHLMH MMenio Bosblue BANSHUS Ha MOJAY CBOeW
3MOXM, YeM 3Ta UCMaHCKaa NpuHLecca, B3olwesLias
Ha dpaHLy3CKnii KOPOoAeBCKUIA NpecTos. VicnaHckume
naev npeogonenv BMecte ¢ Heln MupeHeun. Bee, uto
COCTaBAANO NpPesMeT MHTepeca XEHLMH ee ypOoB-
HA, — YKpaLleHuWs, oaexaa n 06CTaHOBKa, UCMbITa-
JI0 BAVISIHWE 3TOM KOPOJIEBbI, KOTOPOW HPaBUIOCh
BCE, UTO HanoMmHano o6 VMicnaHum.

Koraa Jlrogosuk XIV B 1643 r. cTan Kopoaem
®paHumm, emy 6bl10 NATb NET. PereHTwen Npu Ko-
pone Oblna HazHauyeHa ero matb, AHHa ABCTpUIA-
ckas. MNoct nepBoro MUHUCTpa noayumn haBoput
KoposeBbl KapanHan MasapyHu, KOTOpbIV ABAANCS
dakTmyecknm npasutenem PpaHLmmM BNAOTb JO CBO-
et cmepTn B 1661 r. OcHOBHYtO 3aga4y MasapuHu
Tak Xe, Kak 40 Hero Pulienbe, BUAEN B KOHCONMAA-
umn GpaHLy3CKoro ABOPAHCTBA BOKPYr KOPONEB-
CKOrO TPOHa, TO eCTb B Aa/ibHEWLLEM YKPEnaeHUn
abcontoTmama.

C 1661 r., nocne cmeptn MasapuHu, HaunHa-
eTca Nepuoj eAUHONINYHOrO npasaeHus Jltogosu-
ka XIV. B 1659 r. BoiHa ¢ VcnaHunen 3akoHuYmnach
MupeHerickum mupom. Korga B mapte 1661 r. ymep
MazapwuHu, CTaBLINIA 3a FOAbl CBOEN AMKTATYypPbl Of-
HUM M3 Boratenwmx atogenn PpaHumm, B MOMEHT
CBOEro nociesHero B3goxa npovsHecs: «/ roso-
PAT, UTO HY>KHO OYJEeT BCe 3TO OCTaBUTb!», ABajLa-
TUABYXNETHUI Kopoab Jlrogosuk XIV ob6bsBuA, UTO
OTHbIHE OH Cam ByZAeT CBOVMM NpeMbeP-MUHUCTPOM.
Moposuk XIV ntobun ynpaeaaTe rocyapcTBoM: OH
pedbopMnpPOBaN He TONIbKO apMUIO, HO TakXe BCHO
rocyapCTBEHHYH MalUMHY, CUCTEMY NPaBOCYAUSA,
Toprosaun. B TeyeHune 54 neT OH AMYHO 3aHUManN-
€Sl BONPOCaMW BHELLHEN Y BHYTPEHHEW MOJUTUKK
rocyZapcTBa, Onupasch Ha rocyfapCTBEHHbIX Ce-
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KpeTapen 1 0cO6eHHO Ha reHepasbHOro KOHTPO-
nepa dmHaHcoB (gonroe Bpema nm aaaaca Xa
BaTtnct Konbbep).

C TOUKM 3peHus KpaHen LieHTpanmn3saLmm, BAactm
XVII B. BO PpaHLMM MOXHO AEACTBUTENBHO Ha3bl-
BaTb «BekoM Jlrogosuka XIV», KoToporo npuasop-
Has nctopuorpadums Hapekia «KkopPONEM-CONHLEM>.
Ero npaBneHve, xapakTepun3oBaBLleecs HeBUAAH-
HbIM 61€CKOM 1 POCKOLLbIO, TPOMKMMW BOEHHBIMU
nobesaMun B HayanbHbI Nepuog n katactpodu-
YECKMMMW NOPaXeHUAMU B KOHLIE, MOKPOBUTEb-
CTBOM HayKaM M MCKyCCTBaM, OCYLLLECTBAANOCH 3a
CYeT KpaHero HanpsxeHus GMHAHCOB N HEOAHO-
KpaTHO NPUBOAMAO KOPOJEBCTBO B KpaliHe onac-
HOE MOoJIoXeHMe.

LleHTpoM ABOpSIHCKOro rocyaapcTea npu Jlrogo-
Buke XIV cTan koponesckuii gBop. YTo6bl Npuaath
6neck «pacagy» abcontoTHOM MOHapxuu, dbpaH-
Lly3CKMIA KOPOAb peLLnA NOCTPOUTb TaKoW ABOpPeEL,
KOTOpbIN ABAAACA Bbl CUMBOJIOM MOTYLLECTBA KO-
ponesckor PpaHumn. K ToMy Xe, N0 MHEHUIO KO-
poJis, ABOpPeL, AO/IKEH Bbla OrpajnMTb MOHapxa oT
Kakux 6bl TO HM BblJI0 NOKYLLEHWNA. TakmM 0bpasLom
apXUTeKTYPHOrO MCKycCTBa CTan ABopel, B Bepca-
ne, 6aun3 Mapuxka, a pockoLb ero anapTaMeHTam
A0KHBI BbILM NPUAATE MacTepa AeKopaTUBHO-MNPU-
KN1aZHOrO UCKYCCTBA, 3HaYnTeNbHas A0S CPeam Ko-
TOPbIX MPUHaANexana mactepaM MebesbHOro aena.

Jrogosuk XIV, npoBoas Ty Xe MNOANTUKY, UYTO U
F'eHpux IV, npu KOTOpPOW pasym fosKeH bbla nocTa-
BUTb B OAWH Psif, SKOHOMUKY 1 UCKYCCTBO, ECTECTBEH-
HO MHTEpPEeCcoBaNCs MacTEPCKUMU HUXKHEW ranepeu
JlyBpa. lobuTbca npaBa npoxuvBaHus B JlyBpe 6blno
ANs XY[OXKHUKOB 1 eLle bosibLUe A5 MacTepoB TOro
BPEMEHU He TONbKO BO3MOXHOCTbIO NMOJYUUTb POZ,
odnuManbHOro NOCBALWEHUA N of06peHns BMe-
CTe CO CMOKOMHOW 6e3MATEXHOCTHHO XU3HM B Ma-
CTEPCKUX, HO B TO XKe BpeMs 6biTb 0406 pEHHbIMM
Koposnem 1 nonyumtb KOPONEBCKYHO NOAAEPXKKY B
NPOTMBOBEC MaPUXKCKMM KOPNopaLmsam.

Cpean mebenblymkos, paboTtaBLimx Ha Kopo-
nesckuin asop Jlrogosuka X1V, 6b1a1 U3BECTHbI Ta-
Kne Mactepa, kak JJomeHuko Kroccum (1635-1704),
Meep MNoanb (1620-1684), AHTtyaH lN'yapo (1680-
1746), A.-)X. OnneHopg (1639-1715) n ap. Jltobu-
MbIM MacTepoM-mMebenblinkom Jlrogosuka XIV
6610 AHape-Lapnb bynb (1642-1732). Byx Bblaa-
FOLLUXCSA IMYHOCTEN — MacTepa U MOHapxa — 06b-
efMHANO AYXOBHOE POACTBO: OAHA M Ta Xe Ntob0Bb
K BENINKONEeNNtO0, HEMHOTO TAXENOoMY 13obunumio,
POCKOLUHbIM MaTepuanam, NoTpsAcatoLLen cumme-

Tpun. Vickyccteo byna xapaktepusyet anoxy Jlro-
nosuka XIV B TOl e Mepe, B Kakon caM byab cmor
pacKpbITb CBOW TaNaHT TO/NbKO MOJ NMOKPOBUTENb-
ctBoM Kopons-ConHua.

B 1672 r. no pesynbTatam CBOUX NPON3BEAEHWI
A.-LL. Bynb nonyumn 3saHne nepBoro KpacHoAepes-
LL|MKa KOPONEBCKOrO ABOPa, KBaANPULIMPOBAHHOrO
TakXe B KauecTBe apxMTeKTopa, rpaBepa u CKy/b-
ntopa. bynb u ABnsACA TakoBbIM: OH Hbl1 OfHOBpE-
MEHHO apXMUTEKTOPOM, XyAOXHNKOM, CKYJbNTOPOM,
KpaCHOAEPEBLLMKOM, FPaBepOM KOPOJIEBCKOM Meya-
TW. Bynb 6bIN XYA0XXHUKOM B MOJHOM CMbIC/IE 3TO-
ro cNoBa, U HW OfAHa OTPaC/b UCKYCCTBaA He bblna
emMy 4vyxaa.

Bosiblias yacTb Npoun3BeseHnin ero MebenbHoro
MCKYCCTBa, AOBONbLHO MHOIOUYMNC/IEHHasA Ha ceroj-
HALWHWIA AeHb, Oblna BNOCNEACTBUM pecTaBpupoBa-
Ha, PEKOHCTPYMpPOBaHa AN NOBTOPEHaA.

B Hauane ceoelt kapbepbl A.-LL.Byab ncnonb-
30Ba/ MapKeTpu U3 AepeBa, CBUAETENbCTBOM Yero
ABNAOTCA AePEBAHHbIE NHKPYCTUPOBaHHbIE MaHHO,
yKpaLllatoLme HeKoTopble 13 Hanboee NpekpacHbIX
npeameToB Mactepa. Bo BTopom nepuoge ceoero
TBOpYectBa A.-LL.bynb B HosbluEN CTENEHN HaXo-
AWACA noj BANsIHWEM KoMno3uuumi L. JlebpeHa. K
3TomMy nepuogy Teopuyectea A.-LL. byas MoxHo oT-
HecTn Hanbonee BanCTaTeNIbHbIA NEPUOZL €ro XyA0-
XEeCTBEHHOWN Kapbepbl, MPON3BOACTBO MPEKPACHbIX
npesmMetos mebesbHOro MCKYCCTBa C MO30104Y€EH-
HbIMK duUrypamm n3 6poH3bl, cay>awmmMmm obpam-
NeHveMm ans GaopanbHbIX KOMMNO3ULMIA B TEXHUKE
WHKPYCTaLMW, HaxoAsLLEeNCs Ha YepenaxoBOM MoJie.
HemHoro nosxe oH NpoHuKca Hanbonee daHTa-
cTnyeckmm ctunem X. bepena n pacnonoxwun ero
rpoteckn n mmbonornyeckme dburypbl Ha Yyepena-
xoBoM ¢oHe. XXaHH bepeH — pucoBanbLnK KOM-
HaT 1 KabuHeTa KOPOAs — TakXKe XMW B ranepesx
Jlyepa, B coceaHunx c A.-LL. bynem nokosx. X. be-
peH chopMMpOoBaNCcs Kak XyAOXKHMK B MacTePCKOM
Lapns JlebpeHa, oTkyaa BbILLIO 60/bLIOE KONNYeE-
CTBO XYAOXHWKOB Pa3fNYHbIX XXaHPOB, Y OH BO MHO-
roM MOBAWSA, MOC/AE CMEPTU CBOErO YUUTeNs, Ha
pa3BuTME TPaAULNIA JeKOPaTMBHOTO NcKyccTBa. Ero
PUCYHKW W TpaBrOpbl OTIMYaANCh NAOAOBUTOCTbIO,
61aropoAHbIM CTUAEM U TPALMO3HOCTBIO MCNOJHE-
HuA. BanaHne X. bepeHa 66110 npeobiagarownm B
obnacTn AeKopaTUBHOrO NCKYCCTBA W MHTepbepa.
B ero apabeckax v npuuyanmBbix pucyHkax A.-LL.
Bynb uepnan naeun cBOMX NPEBOCXOAHbIX HABOPOB
B TEXHWKE MapKeTPW N MHKPYCTaLUW.

Momumo XK. bepena, A.-LLl. Byab 3anmcTBOBan pu-
CYHKM Y MHOTOUYUCAEHHbIX XyAOXHWUKOB. [l0BONBHO
yacto nomoran emy [lomeHunko Kroccu, co3gatenb
duryp n bapensedos mebenn A.-LL. byns.

A.-LLl. Bynb Takxe paboTan B COOTBETCTBMU CO
CBOMMMW COBCTBEHHBIMU KOMMO3ULMAMU. Ero kom-
no3mumsa Bcerga 6bi1a Tak yMeNo ypaBHOBELLEHA,
YTO rpaLMO3HOCTb AeTasel HUKOrAa He oTB/ekana
OT rapMOHWYHOCTM reHepasbHbIX MMHWIA. OpHaMeH-
Tbl BbIAENANNCL HA GOHe MHKPYCTaLum u3 vepe-
NaxoBOro NaHuMpa ¢ MeAHbIMU OPHaMeHTaMu B
BMAe apabecok, OpUrMHaNbHOCTb KOTOPbIX Bbl3bl-
Basia BOCxuLeHue. Bce npounssegeHmns mebensHoro
nckyccrea byna nMeroT apxmTekToOHUYHY dopmy,
KaXKas 4aCTb KOTOPOM COOTBETCTBYET 3aMbIC/y.

Takne mactepa, kak AHgpe-LLapab bynb, asas-
JICb HE TONBbKO UCMOAHUTENAMM, HO N aBTOPaMu
NPOEKTOB TeX MPOU3BEAEHWNI, KOTOPbIE BbIXOANAM
13 nx mactepckoln (rpadpumyeckune npoektsbl A.-LL.
bynsa xpaHatca B doHaax My3es aekopaTMBHOIO Uc-
KyccTBa, Mapux). ABnaack npekpacHbIM pUcoBasb-
LWMKOM U ckyabntopom, A.-LLU.bynb cam co3gasan
MoJzenn 6poH30BOro Aekopa W npekpacHble Ha-
penbedbl, ykpallasLume ero npounssegeHuns. bonee
TOro, OH OT/IMBAA 3TV MOAENN B CBOEN MacTEPCKOM,
YTO AOCTaBUAO eMy HeMano Npobaem B OTHOLLIEHM-
fIX C Kopropaumen ANTenmnkoB-6pOH30BLLNKOB.

Angpe-LLapnb bynb sBnsetca ogHUM U3 CaMbIX
3aMeuyaTenbHbIX MacTepoB MebenbHOro NcKyccTea
koHua XVIl — nayvana XVIII B. Ero nms crano, no cy-
LLLeCTBY, HapuLaTeNbHbIM, aB Ha3BaHWe He TO/IbKO
onpeaeneHHoON TeXHMKe UCMONHEHNA MebebHbIX
NpPeaMeToB — «B TEXHUKE BYNb», HO U XyAO0XECTBEH-
HOMYy cTuUAt0 B 061acTn MebenbHOro UckyccTea —
«CTUNb Bynb». AHgpe-Lapab Byab 6611 BEANKUM
MacTepoM CBOEro Beka, JOCTOMHbIM CBOEro BeNu-
KOro npaeutens.

®paHuy3sckasa mebenb XVII-XVIII BB., B NOHU-
MaHUKN «mebenb KOpPOAEBCKOro ABOpa», KOTopas
ABAANACh UTOTOM AeATeIbHOCTN KOPOEBCKMX Ma-
CTepoB-MebenbLMKOB, MPeAcTaBAseT cobon spyain-
LUYHO CTPaHWLLy B UICTOPUU He TO/IbKO $paHLy3CKOro,
HO 1 BCero eBponenckoro uckyccrea. MHtepec k
dpaHLy3ckol Mebenn 3Toro nepuoga He yracaer.
MHorve cneumannctbl, pectaBpaTopsbl, KOAEKLN-
OHEpPbI 1 HBUTENN NCTOPUYECKON Mebenn A0 cux
Mop OTKPbIBAKOT paHee HeaTpnbyTMpPOBaHHbIE Npes-
MeTbl Mebenn, Beankoaenue KOTopbiX YAUBASET U
nopaxaeT, BMecTe C TeM CBUAETENLCTBYS O CBOEM
NPONCXOXAEHUM N3 anapTamMeHTOB PppaHLLy3CKMX
koponen. CaMble N3BECTHble B MMPOBOM MacLUTa-
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6e rocysapCcTBeHHble My3eu, Takme Kak JpMuUTax,
JNlyBp, Bepcanb, MetponoaunteH mysen, Mysein Buk-
Topun 1 AnbbepTa, B cBOel MebesibHON Koaek-

LK BCerga c rnybokMM NouYTeHneM npeAcTaBastoT
npeamMetbl «bonbloro ctuna» anoxu Jlrogosuka XIV.
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HISTORY OF CHINESE THERAPEUTIC GARDENS

Summary: Therapeutic gardens in China, emerging from
the interplay of garden art and medicine, have deep roots
that extend back to ancient times. Their historical evolu-
tion is closely tied to the philosophical and medical theo-
ries of those periods. Traditional medicine and horticulture
developed over a long span, forming complex systems that
merged to create therapeutic gardens. These gardens not
only reflect the traditional notion of health as a harmo-
ny between humans and nature but also demonstrate the
evolution of China’s approach to healing through natural
environments—from early temple hospital courtyards to

The emergence of therapeutic gardens is inex-
tricably linked to the formation of the first hospi-
tals. Under the influence of ancient Chinese religion,
the theory of traditional Chinese medicine contains
many philosophical ideas. In ancient Chinese soci-
ety, the main activity was agriculture. People per-
ceived themselves as living between heaven and
earth, believing that survival depended on adapt-
ing to environmental changes throughout the year
to maintain comfort and health. This gave rise to
the philosophical concept of “Unity of Heaven and
humanity” ("X A&—" - "Harmony and unity of
man with nature, man’s moral actions should cor-
respond to the laws of nature in order to achieve
harmonious coexistence of the individual and the
universe”), which deeply penetrated people’s con-
sciousness [15, p. 10]. Traditional Chinese medicine
believes that any disease arises from a disharmony
between a person’s mental state and the external
environment. External factors such as wind, mois-
ture, cold, and heat are causes of diseases, while
internal emotions such as joy, anger, sadness, and
fear disrupt health. Only when the body is in a state
of disharmony can the external environment cause

modern medical institutions. The development of thera-
peutic gardens encompasses the shift from the philosoph-
ical foundations of Daoism and Buddhism to the practical
incorporation of natural elements into healing architec-
ture, adapting to social, cultural, and technological chang-
es. In the context of contemporary evidence-based design
(EBD), they have acquired new significance as a multidis-
ciplinary form of spatial therapy, combining scientific ap-
proaches with cultural heritage.

Keywords: China, therapeutic garden, history, philos-
ophy, medicine, design

disease [1, pp. 6-8]. The "Huangdi Neijing" ("#& &
A £"), one of the most important classic texts of
Chinese medicine, also emphasizes the connection
between the environment and human health. The
“Huangdi Neijing” states: “Nourishing Yang in spring
and summer, nourishing Yin in autumn and winter.”
("HE 7. ZFBA" - In spring and summer, in-
crease yang energy for activity; in autumn and win-
ter, support yin energy for rest and recovery. Yang
symbolizes warmth, activity, and external energy,
while yin symbolizes cold, tranquility, and internal
energy) [12, p. 3]. And the ancient Chinese philos-
opher Lao-tzu (founder of Daoism) in his work “Tao
Te Ching” ("&1E£") writes: "Humans model them-
selves on the earth; the earth patterns itself on the
operation of heaven; heaven patterns itself on the
operation of Dao; Dao patterns itself on what is
nature” (" AJEHL MER KILiE EEBR") (3, pp.
223-226]. This phrase emphasizes the interconnect-
edness and internal order between different levels
of the Universe and expresses the philosophy of
“conform to the nature” ("l BK") and “control
by doing nothing” (“ZcAMiR" - “Do not interfere
unnecessarily, do not forcibly accelerate the devel-
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Fig. 1. An example of a «dry garden»

opment of events, allow things to develop natural-
ly, according to their internal laws"). These ideas,
which show that human health requires harmony
with nature, laid the theoretical foundation for Chi-
nese classical gardens.

The Formation Process of Therapeutic Horticul-
ture in China

The history of therapeutic gardens in China can
be traced back to the Western Zhou Dynasty (1046
BC - 771 BC), when the idea of “Unity of Heaven
and humanity” originated. These ideas were devel-
oped and refined by philosophers over the centuries
and became an important component of ancient
Chinese ideology. During this period, people re-
spected nature, followed its laws, and strove for
harmony with it. It was believed that natural phe-
nomena portended events in human society and
that the environment influenced future destiny. This
idea deeply influenced Chinese “Feng Shui” culture
("K7K" - “A traditional Chinese concept of archi-
tecture and environmental design, which believes
that optimizing the layout and orientation in the
natural environment can promote the harmonious
coexistence of man and nature, thereby attracting
good luck, health, and prosperity”), shaping unique
perceptions of the spatial environment and its sig-
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nificance. Therefore, people of that time sought
harmony with nature, considering the surround-
ing environment when designing and construct-
ing buildings, which subsequently influenced the
concept of therapeutic gardens.

In the middle of the Han Dynasty (202 BC - 220
AD), there were two types of medical institutions in
China: government medical institutions and private
practicing clinics. This was related to the introduc-
tion of Buddhism into China. At this time, monks in
Buddhist monasteries used Buddhist medical meth-
ods and local herbs to treat believers. Monasteries
began to take in the homeless and sick, distribute
food during religious holidays, and medicines dur-
ing epidemics. Monasteries became charitable hos-
pitals. Thus, the first official hospitals appeared in
China. These hospitals became significant vehicles
for religious, philosophical, and cultural ideas, as
well as universal values. In addition, since monas-
teries were often located in the mountains, far from
noisy cities, their quiet and green environment was
conducive to the recovery and rehabilitation of pa-
tients. The comfortable environment of the mon-
asteries can be considered a prototype of Chinese
therapeutic gardens.

During the Wei and Jin period (220-420 AD),
due to constant wars, negative and pessimistic sen-
timents prevailed in society. Intellectuals and her-

mits began to retreat from the wars and settled in
more remote and peaceful places. The idea of “fo-
cus on improving oneself and not interfering in
others' affairs” ("JZEH 5" - "When it is impossi-
ble to change the external environment, first take
care of yourself, do not interfere in the affairs of the
world, improve yourself and cultivate your charac-
ter") gradually spread, and natural ecosystems be-
came an ideal place for the seclusion of intellectuals.
They believed that life among mountains and riv-
ers contributed to the improvement of character
and spiritual elevation. This idea deeply influenced
cultural values and significantly contributed to the
development of therapeutic gardens. Hermit schol-
ars lived surrounded by natural landscapes, where
mountains, water, flowers, and grass were present.
The natural landscape became an important part
of their daily life and spiritual support. This idea,
closely linking natural landscapes with the human
spirit, influenced the design direction of Chinese
therapeutic gardens.

During the Southern and Northern Dynasties
(420-589 AD), the Chinese authorities, seeking to
pay special attention to public health and increase
the population, began to create medical institutions
and medical facilities for the public, calling these
places “Six Diseases Clinic” ("75&{E" - "An institu-
tion specializing in the reception and treatment of
people suffering from six types of diseases. These six
diseases usually refer to the six causes of diseases:
wind, cold, heat, humidity, dryness, and fire, which
in traditional Chinese medicine are considered the
main causes of various diseases”) [14, pp. 46-48].
During the Tang Dynasty (618-907 AD), Buddhist
monasteries emerged and established specialized
institutions for treating the sick, called “Beitianfang”
("FE@5"). There were also government medical in-
stitutions called "Yangbingfang” ("#xJ%5"), which
not only provided assistance to poor patients but
also cared for the elderly and orphans. At this time,
people began to pay more attention to their health
and methods of maintaining health, integrating med-
ical knowledge about disease prevention and ideas
of natural healing into therapeutic gardens.

During the Song Dynasty (960-1279 AD), thanks
to rapid economic development, many state and
private medical and charitable organizations ap-
peared. These included 'Anjifang’ ("Z235%35") and
‘Guanghuifang’ ("J"E3$5"), which were hospitals for
ordinary people, and significantly surpassed the in-
stitutions of previous dynasties in size [6, pp. 15-

16]. At this time, Chan (Zen) philosophy began to
spread and develop rapidly in China. Chan, which
arose from the combination of Buddhism and Chi-
nese philosophy, had a profound impact on East
Asian culture. Chan Buddhism particularly empha-
sized practice methods such as "Not based on the
written word; A special transmission outside the
teaching; Directly pointing to the human mind;
Achieving Buddhahood by seeing one's nature” ("
R XF BN AE BIEAD WML - "The Zen
tradition does not rely on teaching through tradi-
tional written texts, but prefers more direct meth-
ods, such as the direct transmission of knowledge
from teacher to student, from heart to heart, as well
as through practice in daily life. Zen is convinced
that every person has the potential to become a
Buddha and that achieving an enlightened state of
consciousness is possible through direct cognition
of one’s true essence”), which meant the need for
direct awareness of one’s own nature to achieve
enlightenment and liberation. Chan Buddhism be-
lieved that everyone's nature is pure but obscured
by ignorance and anxiety [13, pp. 26-31]. Through
Chan practice, these obscurations can be eliminat-
ed and original purity restored. Chan practice is
diverse, and people can choose methods that cor-
respond to their inner worldview. Chan Buddhism
had a profound impact on Chinese culture, not only
within Buddhism but also in literature, art, philos-
ophy, and other fields. Poets of the Northern Song
Dynasty (960-1279 AD) preferred to spend time in
a quiet and refined environment, composing po-
ems, painting, enjoying tea and flowers, which also
contributed to their spiritual development. Many
ideas and methods of Chan practice also had a
positive impact on people’s physical and psycho-
logical health, attracting worldwide attention and
study. At this time, Japan, being under the strong
influence of Chinese culture, began to develop its
own Chan gardens, such as “dry gardens” (“# L 7K
") (Fig. 1) and “roji” ("EEH#iEE"). These gardens
are distinguished by an aesthetic that emphasizes
the spiritual world, and their influence has spread
far beyond Asia. In the Western world, meditative
therapeutic gardens also employ healing meth-
ods such as Zen Buddhism (Chan), enjoying flow-
ers, plants, and trees, listening to the sounds of
insects and birdsong, gardening, and tea drinking.
These actions are aimed not only at physical recov-
ery but also at achieving peace of mind and resto-
ration, reflecting the concept of a holistic approach
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to treatment. Through these practices, people can
establish a deeper connection with the natural en-
vironment, which contributes to the improvement
of physical and mental health. This treatment meth-
od emphasizes achieving inner peace and clarity of
mind through the forces of nature and simple life
practices [8, pp. 15-16].

During the Ming and Qing Dynasties (1368-1912
AD), many famous doctors appeared in China, such
as "Li Shizhen” ("Z=8+1%2"), known for his extensive
work in pharmacology. In his work “Bencao Gangmu”
("ARENE" - One of the great works on pharmacol-
ogy, which became famous as the “encyclopedia of
Eastern pharmacology,” had a profound impact on
the development of traditional Chinese medicine),
he described many medicinal plants and their me-
dicinal value. Li Shizhen classified natural springs
by temperature and chemical composition, dividing
them into cold, warm, hot, sweet, and bitter, and
described how each of them could be used to treat
various diseases [4, p. 33]. Using natural elements
in the spatial environment, he developed methods
for diagnosing and treating diseases.

Throughout the long period of monarchical rule
(from the Xia Dynasty, c. 2070 BC - c. 1600 BC, to the
Qing Dynasty, 1644-1912 AD), the development of
medical institutions in China was slow. In the minds
of ancient Chinese, it was not considered necessary
to isolate patients from the rest of society. Tradi-
tional Chinese medicine believed that illness was
the result of disharmony in a holistic system that
included not only the human body but also vari-
ous levels of society, family, and the environment.
Treatment was to be aimed at “regulating” the en-
tire system, so patients were not to be isolated from
the social environment. People, also influenced by
culture, religion, and philosophy, had a deep re-
spect for nature, sought to integrate with it, and
expressed this idea in all aspects of their lives. Thus,
the medical space for diagnosis and treatment was
designed in the same style as private living spac-
es. The gardens of hospitals and pharmacies were
designed similarly to private gardens, with design
elements such as flowers, trees, and shrubs [7, pp.
19-20]. Therefore, during this historical period, there
were no specific records that the garden environ-
ment could promote the recovery of patients. Nev-
ertheless, traditional Chinese gardens of that time
can be considered traditional therapeutic gardens,
which in the future influenced the design of modern
Chinese therapeutic gardens [2, pp. 16-18].
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The Development Process of Therapeutic Gar-
dens in Modern China

From the end of the Qing Dynasty to the period
of the Republic of China (1840-1949), China's con-
tacts with the Western world gradually increased,
and Western medicine penetrated China through
missionaries. Missionaries, in addition to preach-
ing, treated people using Western medical meth-
ods, combining hospitals and churches. At this time,
thanks to the persistent promotion of medical aid
knowledge by missionaries and the rapid therapeu-
tic effect of Western medicine compared to Chi-
nese medicine, Western medicine gradually gained
recognition and development among the general
public. The development of hospitals in China be-
gan to follow the Western model of medical care.
In addition to missionary hospitals, the government
and private individuals also built medical institu-
tions. For example, in 1865, a medical faculty was
opened at the “Tongwen Guan” ("R fEX{E" - The
first official specialized educational institution for
studying foreign languages in the late Qing Dy-
nasty, now the English Department of Peking Uni-
versity), and in 1903, a medical practical research
institute was established at the “Imperial Universi-
ty of Peking” ("JRITAZFEE" - Now Peking Univer-
sity), etc. Subsequently, to attract more Chinese to
Western medicine, missionaries used various meth-
ods, including the architectural design of hospitals
in the style of traditional Chinese buildings, which
facilitated acceptance and reduced resistance from
conservative people, contributing to the further de-
velopment of Western medicine in China. Medical
building projects combining Western and Chinese
elements began to spread in China. In the process of
transforming traditional hospitals to improve med-
ical care for the population, many classic buildings
were created that combined Western and Chinese
architectural elements. For example, the "Nanjing
Central Hospital” ("B R EE "), built in 1933;
the “Shanghai Honggiao Sanatorium” ("_Ei&HT#%
Jr#=Be"), built in 1935; the "Shanghai Zhongshan
Hospital” ("_L A L ERe"), built in 1936, and so on.
One striking example is the “Peking Union Medical
College Hospital” ("t =iAFIERR") (Fig. 2), found-
ed in 1921. The hospital’s design used the “de-
centralized (pavilion) hospital” (“pavilion principle”)
popular in the West at the time, and the appear-
ance of the buildings combined classical elements
of Chinese architecture and the Western "Beaux-Arts
style” (from Fr. beaux-arts, fine arts) [9, pp. 102-115].

Fig. 2. Peking Union Medical College Hospital. Beijing, China

The hospital used the “Nightingale ward” concept
(Fig. 3), which provided good natural lighting and
ventilation, and was also surrounded by a pleas-
ant garden and park environment [16, pp. 7-9]. The
“Nightingale Ward"” principle was named after the
English nurse Florence Nightingale, who proposed
and implemented the modern design of hospital
wards. This design included long wards with beds
arranged along the walls, leaving a central space
for medical staff. This design contributed to better
patient care and hygiene in the wards. Thanks to
improved sanitary conditions and living standards
in hospital wards, patient mortality significantly de-
creased. Florence Nightingale is considered a pi-
oneer of modern nursing. She promoted ideas for
improving sanitary conditions and medical education
programs, which contributed to the development
of public health and the construction of medical
institutions. Influenced by her ideas, the architec-
ture of the Peking Union Medical College Hospital
included garden areas, creating therapeutic spaces
that met sanitary requirements and enhanced the
quality of the treatment space, promoting patient
recovery. These gardens formed several therapeu-
tic zones that met the needs of hygienic isolation
and improved the quality of the treatment space,
creating a relaxing atmosphere for patients, which
contributed to their recovery [5, p. 27]. During this

period, modern therapeutic gardens in their true
sense began to appear.

At the beginning of the establishment of the Peo-
ple’s Republic of China (1949), the level of econom-
ic development was low, and decline was observed
in many spheres of society. The new government
faced a complex international situation and hostil-
ity from the Western world. China began to study
and adopt the Soviet social system. In the economic
sphere, the creation of a centralized planned econ-
omy began. In the field of science and technolo-
gy, China also began to receive assistance from the
Soviet Union, inviting Soviet scientific consultants,
sending its specialists to the Soviet Union for ex-
change of experience and training, and also send-
ing students to study in the USSR. However, due
to limited socio-economic conditions, many hos-
pitals, in order to save on design and construction,
directly copied Soviet blueprints and did not make
significant innovations in landscape design. There
were cases where several institutions used the same
blueprints for construction, resulting in very simi-
lar architecture and landscape design of hospitals
and institutions. Moreover, many rural clinics sim-
ply converted existing temples or estates to per-
form medical functions, and these places usually
did not have professional landscape design [14, pp.
85-87]. Overall, due to economic constraints dur-
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ing that period, therapeutic gardens did not receive
sufficient development.

In the 1980s, after the start of the reform and
opening-up policy, China began to integrate with
the international medical community, which contrib-
uted to the rapid development of the construction
of comprehensive hospitals in the country. Medi-
cal institutions began to expand, following the ar-
chitectural form of early modernism in developed
countries, including the expansion of the scale of
construction of medical institutions, the functions
of medical institutions becoming more complex
(with the addition of a greater variety of medical
departments), and the rapid development of diag-
nostic and treatment technologies. For example, the
“China-Japan Friendship Hospital” (It R & B & ¥ &
f5) in Beijing was founded in 1984. These medical
institutions had compact functional connections,
high medical efficiency, and saved urban land, which
to a certain extent helped solve the problem of a
shortage of land resources for hospital expansion.
However, the excessive concentration of buildings
created great burdens on the circulation system of
hospitals and did not provide proper sanitary con-
ditions. With the growing need for medical servic-
es in large cities, many hospitals began to expand
their scale and build new medical buildings, which
led to a reduction in green areas in hospitals. This
meant that patients had fewer opportunities to re-
lax in the green areas of hospitals, and the space
for therapeutic gardens gradually shrank. The de-
velopment of rehabilitation gardens in hospitals
was limited, and sufficient attention was not paid
to the special design of green areas in hospitals. At
that time, the construction of urban parks was ex-
periencing a significant upswing; China borrowed
many advanced ideas and technologies from abroad,
which made the construction of public parks more
advanced [10, pp. 30-31]. Urban parks, accessible to
all residents, began to develop in cities. Although
these parks mainly focused on practical use and
did not pay sufficient attention to therapeutic de-
sign, they provided many examples for the future
development of therapeutic gardens.

In the 1990s, Deng Xiaoping (one of the impor-
tant leaders of the People’s Republic of China) pro-
posed that the goal of economic reforms in China
was to create a "socialist market economy.” With
the establishment and development of a market
economy, reforms in the healthcare system began
to be market-oriented. In this political context, large
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urban hospitals received significant state support
and began to pay attention to improving the lev-
el of medical care and the medical environment [9,
p. 144]. During this period, medical institutions fo-
cused on the surrounding landscape environment,
and many expanded, reconstructed, and new hos-
pitals began to consider the selection of vegetation
and the use of natural elements such as mountains,
water, stones, and trees from traditional Chinese
garden art in their planning and design. However,
in the later stages of development, traditional Chi-
nese gardens became too focused on spiritual as-
pects, such as state of mind and atmosphere, which
led to a monotony in the design of these gardens
and insufficient expression of their atmosphere in
the medical environment. Chinese designers be-
gan to study Western gardens and started to in-
tegrate Chinese and Western garden culture into
their projects, exploring new directions for the de-
velopment of garden art.

At the beginning of the 21st century, with the
rapid development of China’'s economy and the rise
of its international status, therapeutic gardens re-
ceived an important impetus for development. At
this time, the theory of therapeutic landscapes, de-
veloped in Western countries, gradually began to
be introduced in China. Chinese landscape design-
ers and specialists from various disciplines began
to pay attention to the positive impact of the en-
vironment on people’s psychological and physical
health. Some scholars proposed combining tradi-
tional Chinese medicine with landscape culture, try-
ing to develop scientific solutions for therapeutic
gardens. Some traditional ideas of Chinese medicine
were rethought, such as the Daoist concept of nat-
ural healing. Scholars in the field of Chinese medi-
cine believe that the scope of Chinese medicine is
much broader than modern preventive and well-
ness medicine, emphasizing the need to promote
harmony between man and nature, as well as with
society. Compliance with natural conditions is the
most important aspect of design. Some landscape
design specialists proposed applying the “Wuxing
(F%7)" theory of Chinese medicine in the design
of therapeutic landscapes, but the specific results
of this approach have yet to be studied [11, p. 16].
Currently, China pays great attention to the sus-
tainable development of the ecological environ-
ment and continuously improves urban space and
green spaces. Therapeutic gardens are becoming
increasingly popular and attracting the attention of

Fig. 3. Nightingale ward.

Chinese designers. At this time, many internation-
al design companies and teams participated in the
design and construction of Chinese hospitals and
their surroundings, bringing new ideas and tech-
nologies to the design of therapeutic gardens in
China. Among them were the medical architecture
research group of KU Leuven (Belgium), the Japan
Institute of Healthcare Architecture (HZ& EEiGAL
B ER{H<), the British Health Construction Agen-
cy, the American company NBBJ, companies JMER,
Zimmerman, and OJB from the USA, etc. [14, p. 87].
These companies and teams brought different cul-
tural and design approaches from different coun-
tries of the world, which, combined with Chinese
traditions, created multicultural and multidiscipli-
nary therapeutic gardens. International coopera-
tion not only raised the level of design of Chinese
therapeutic gardens but also contributed to Chi-
nese designers paying more attention to the eco-
logical environment and sustainable development,
improving the urban environment and green spac-
es. At this time, people began to pay attention not
only to physical health but also to psychological
well-being and mental comfort. Therapeutic gar-
dens provided patients with space for relaxation and
healing. In addition, the construction of such gar-

dens contributed to increasing public attention to
environmental protection and ecological sustaina-
bility. Therapeutic gardens gradually received wide
recognition and approval, attracting the attention of
an increasing number of domestic and foreign de-
signers to the study and development of this field.

Conclusions

The history and development of therapeutic gar-
dens in China are closely linked to traditional Chi-
nese gardens, as well as to the unique fusion of
garden art, traditional medicine, religion, and phi-
losophy. Traditional Chinese gardens particularly
emphasize the harmonious coexistence of man and
nature. This core idea in the development process
of therapeutic gardens reflects the Chinese peo-
ple’s aspiration for health and a good life.

From temple gardens to modern hospital gar-
dens, therapeutic gardens have undergone a path
of evolution and development. The idea of “Unity
of Heaven and humanity” which originated in the
Western Zhou period, gradually became an impor-
tant part of ancient Chinese philosophy, influenc-
ing Feng Shui culture and garden design concepts.
From the Han period to the Tang Dynasty, the in-
troduction of Buddhism contributed to the forma-
tion of charitable hospitals; monasteries became
prototypes of therapeutic gardens, providing a
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quiet and green environment conducive to the re-
covery of patients. During the Wei-Jin period, the
philosophy of eremitism among scholars contrib-
uted to the development of therapeutic gardens.
From the Southern and Northern Dynasties to the
Tang Dynasty, the government and Buddhist tem-
ples established many medical institutions, and ide-
as of preventive medicine began to be integrated
into garden design. During the Song Dynasty, the
spread of Chan Buddhism enhanced the spiritual
content of gardens, making them places for psy-
chological and physical recovery. During the Ming
and Qing Dynasties, the book “Bencao Gangmu”
by the famous physician Li Shizhen provided a sci-
entific basis for therapeutic gardens, and the de-
sign of medical buildings combining Western and
Chinese elements became widespread at the end
of the Qing Dynasty, as exemplified by the Peking
Union Medical College Hospital, which integrated
Western “Nightingale Ward” design principles with
Chinese classical elements, creating modern ther-
apeutic gardens.

At the beginning of the establishment of the
People’s Republic of China, due to limited econom-
ic and technical means, therapeutic gardens did
not receive sufficient development. After the re-
forms and opening up in the 1980s, medical in-
stitutions began to expand adopting international
modernist architectural forms, but the excessive
concentration of buildings limited the construction
of green areas. Since the 1990s, with the develop-
ment of the market economy, medical institutions
began to pay more attention to the design of the
surrounding landscape environment, integrating
Chinese and Western garden design concepts and
exploring new directions. At the beginning of the
21st century, Western therapeutic landscape the-

ory was introduced to China and combined with
traditional Chinese culture, which allowed for the
development of more effective solutions for ther-
apeutic gardens.

With the strengthening of China’s economic pow-
er and the rise of national cultural identity, thera-
peutic gardens will continue to receive attention and
development. Combining modern medical technol-
ogies and traditional Chinese medical theories and
practices, future therapeutic gardens will pay more
attention to the holistic impact of the environment
on human physical and psychological health. With
the deepening of international exchange, China will
adopt and integrate more foreign design concepts,
creating unique therapeutic gardens with Chinese
characteristics, providing comfortable and healthy
spaces for people.

Final Remarks

China’s therapeutic gardens, as a unique com-
bination of garden art and medicine, have gone
through a path filled with cultural, philosophical,
and medical interaction. Starting from ancient times,
China's therapeutic gardens have been closely linked
with religious and philosophical ideas, as well as
with the theories of traditional medicine, gradually
forming a comprehensive system. Today, therapeu-
tic gardens in China not only provide people with
places for rest and recovery but also become im-
portant carriers of Chinese garden culture. With the
growing attention to sustainable development and
the humanities, therapeutic gardens are becoming
an integral part of people’s lives. The development
of therapeutic gardens reflects humanity's pursuit
of health in harmony with nature and offers spe-
cialists opportunities for the construction and de-
sign of modern medical environments.
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NCTOPUNA KNTANCKX TEPANEBTUYECKX CAAOB

AHHomayus: Tepanesmuyeckue cadel 8 Kumae, s58/155Co
pe3ynemamom e3aumodelicmeusi cadosozo UcKyccmea
U MeduyuHsl, umerom 2yb6okue KopHu, socxodsaujue K
dpesHemy Kumato. Vx ucmopudeckoe pasgumue mecHo
C8A3aHO C PUNOCOPCKUMU U MEOUYUHCKUMU MeopusMU.
TpaduyuoHHas meduyuHa u cadosodcmeo passusasuce
Ha npomsixeHuu 0012020 8pemMeHU, 06pasys KoMnaeKc-
Hble cucmemMsl mepanesmuyeckux cados. Imu cadel He
moJibko ompaxarom mpaduyuoHHble npedcmasseHus
0 300posbe Kak 2apMOHUU Mex3Oy Yes08eKoM U NpUpo-
0oli, Ho U deMOHCMPUPYM 380/1HOLUK OMHOWEHUS K
JleqeHUro Yepes NpupoOHyro cpedy, HauUHAas ¢ Xpamoabix
60/16HUYHBIX NPOCMPAHCME d0 Co8peMeHHbIX MeOUYUH-

BsedeHue

Bo3HWKHOBEHME TepaneBTUUYECKUX CafoB He-
pa3pbIBHO cBAiZ3aHO C GOPMUPOBAHMEM NEPBbIX
60abHUL,. MO BANSHMEM APEBHEKUTANCKON penn-
TN B TEOPUN TPAAULMOHHOM KUTaNCKON MeaunLm-
Hbl COAEPXKMNTCA MHOXeCTBO ¢unocodckmx naei. B
APEBHEM KMTANCKOM O6LLECTBE OCHOBHbBIM BUAOM
AesTeNbHOCTU BbIN0 3emMaesenme. YenoBek Haxo-
AUACA MexXay HEOOM Y 3eMel U cumTas, uto Ans
BbIXXMBaHMA HeOHXOAMMO nosiaratbCs Ha HE6O U
3eMJIH0, aZanTupysach K M3MEHEHUAM OKpYy>KatoLLein
Ccpeabl B TeYEHME roga, YTobbl XXnTb KOMGOPTHO U
6bITb 340pOBbIM. Tak poannacs Guaocopckan KoH-
uenuus «4YenoBek v Nnpuposa — eAnHoe Lenoe»
(«RAE—>» «[apMOHMA 1 eANHCTBO YeNoBeKa C
NPUPOAON, MOpasibHble AENCTBMA YeSOBEKA JONX-
Hbl COOTBETCTBOBATH 3aKOHaM MPUPOAbI, YTOObI A0-
CTMYb FAPMOHNYHOIO COCYLLECTBOBaHMA MHAMBMUAA
N BCENEHHOW»), KOTopas rnyboko NpoHuKAa B CO-
3HaHwue aogert [15 c. 10]. TpagnumoHHas KuTal-
cKas MeauLMHa cuMTaeT, uYto ntoboe 3aboneBaHne
BO3HMKAeT M3-3a ANCrapMOHUN MeXAY Nncuxmye-
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ckux yupexdeHul. Passumue mepanesmuyeckux cados
€843aHO € nepexodom om puaocogpckux ocHos8 0aocusma
u 6y0dusma k NpakmMu4eckoMy KIF0HeHUH NPUPOOHLIX
3/leMeHmMo8 8 le4ebHy apxumekmypy, adanmupysce K
COYUANbHbIM, KyIbMYPHBIM U MexHOo/102U4ecKUM U3mMeHe-
HUSM. B yc108Usx coBpeMeHH020 Hay4HO-060CHOBAHHO20
npoekmuposaHus (EBD) oHu npuobpemarom Hoeoe 3Ha-
yeHue kak MyemuouCyuUNIUHApHas gopma npocmpax-
cmeeHHOU mepanuu, codemarowyas Hay4Hele Nooxo0de! u
MemoOdel 80 83aumodelicmauu ¢ HAYUOHA/IbHBIM Ky/lb-
mypHbIM Hacaeduem.

Knroueseie cnosa: Kumatd, mepanesmudeckuli cad, ucmo-
pus, punocopus, meduyuHa, dusaliH

CKUM COCTOSIHMEM YesiOBEeKa W BHELLHEN Cpesoi.
BHelwHMe dakTopbl, TakMe Kak BeTep, Bara, X004
N Xapa, ABAAFTCA NpUUYMHaMmn 3aboseBaHui, a
BHYTPEHHWE 3MOLMK, TakK1e Kak pPajoCTb, FHEB, Me-
Yasib U CTpax, HapyLwatoT 340poBbe. TONbKO Koraa
OpraHn3M HaxoAMTCA B COCTOSAHUM ANCTaPMOHUN,
BHELHAS cpeja MOXeT Bbi3BaTb 3aboseBaHue [1
C. 6-8]. «XyaH-aun H3 U3WH» («FE 75 [N 2 »), OAVH U3
CaMbIX BaXHbIX KaCCMUYECKMX TEKCTOB KUTANCKOM
MEeANLMHBI, TakXKe MoAUepPKMBaAET CBA3b MEXAY
oKpy>Katolei cpeson 1 340poBbeM YenoBeka. B
«XyaH-AW H31 U3nH» roBopuTcs: «BecHon n netom
NoAnNUTbIBaEM fiH, OCEHbIO 1 3MMOW NOANUTbIBA-
eM UHb». («HE 7 fH FZ #H» - BecHoi 1 neToM
MOBbILLIAEM IHEPTUIO IH A/ aKTUBHOCTU, OCEHbHO
N 3MMOI NOAAEPXNBAEM SHEPTUIO MHb ANA OTAbI-
Xa ¥ BOCCTAHOBJ/IEHUS. IH CUMBOIN3MPYET TEMo,
aKTMBHOCTb W BHELUHIOI IHEPTUID, @ UHb CUMBO-
NIN3NPYET X004, MOKOW U BHYTPEHHHIOK 3HEPTUIO)
[12 c. 3]. A gpeBHekuTarickmii dpunocod Jlao-u3bl
(ocHoBaTenb gaocmsmMa) B CBOEM NPOUn3BeAeHUN
«[lao [13 U3nh» («IEELZ») nuwert: «Yenosek cne-

ayet 3emne, 3emns cnepyet Heby, He6o cnepyet
Jao, a lao cneayet ectecTBeHHOCTU» (« A SEiHh Hh
ERRIFEEEBA») [3 ¢ 223-226]. 31a dpasa
nozuvepkrBaeT B3aMMOCBA3b W BHYTPEHHWI Nopsi-
8OK MEXAY Pa3INUHbIMU YPOBHAMU BceneHHom n
BbipaxaeT dnnocodputo «cnegoBaHma npupoge» («
IRz B $8») n «HepeaHusa» («Fc A mia» «<He Bme-
LINBATbCA U3NULLHE, HE HACUJIbHO YCKOPATb pas-
BUTME COOLITUI, MO3BO/INTL BELLLAM Pa3BNBaTbLCA
€CTEeCTBEHHO, COMNAaCHO MX BHYTPEHHWUM 3aKOHaM»).
3TN MAen NokasbiBatoT, YTO 340POBbE YesOBeEKa
TpebyeT rapMOHUM C NPUPOJOM N 3aN0XUAN Te-
OpeTUYECKYH OCHOBY AN KUTAaMCKUX Kaaccmue-
CKUX CajoB.

lMpoyecc popmuposaHus mepanesmuyecko2o
cadosodcmea 8 Kumae

VcTtopua TepaneBTnyeckmx cagos B Knutae mo-
XeT 6bITb NpocaeXxeHa OT 3noxu 3anagHol Yxoy
(1046 r. o H. 3. - 771 1. 8O H. 3.), KOrja 3apogmnnacb
naes «4enosek 1 Npupoaa — eAnHoe Lenoe». 3Tn
naeun pasBMBaaNCb N COBEPLUEHCTBOBAANCE GUNO-
codamMm Ha NPOTAXKEHUN BEKOB M CTaaN BaXKHOMN
COCTaBAsANOLWEN APEBHEKMTANCKOM naeonornn. B
3TOT NEPUOA AN YBaXKann Npupoay, cnesoBa-
NN ee 3aKOHaM W CTPEMMUJINCH K TaPMOHUN C HEN.
CumnTanoch, UTO NPUPOAHbIE ABNEHMA NPeABELLALOT
COb6bITUS B YesI0BEYECKOM ObOLLECTBE U UTO OKpPY-
Xarowas cpesa BavseT Ha byayyro cyabby. 3Ta
naes rnyboko NoBAMANA Ha KUTANCKYHO KYAbTy-
py «®aHWyn» («X7K» «TpaguumoHHas KuTarckas
KOHLLeNLMNSA apXUTEKTYpPbl U An3aiHa OKpy>Kato-
Len cpeabl, KOTOpPas CYMTAET, YTO ONTUMM3aALUS
pacnosioXXeHUs N OpUEHTaLMW B MPUPOLHON Cpe-
fe MOXeT crnocobcTBOBaTb raPMOHUYHOMY COCY-
LLLeCTBOBaHWIO YesioBeKa M NPUPOAbI, TEM CaMbIM
npuBeKas yzady, 340pOBbe U MpoLBETaHME»),
bopMnpya yHMKanbHble NpeAcTaBieHNs O NpPo-
CTPaHCTBEHHOW cpeje 1 ee 3HauyeHuu. [osTomy
NOAN TOrO BPEMEHU CTPEMUANCH K TaPMOHUN C
NPUPOAON, yunTbiBas OKPY>KaroLLyto cpedy npu
NPOEKTUPOBAHUM N CTPOUTENBLCTBE 34aHUI, UTO
BMNOCNEACTBUMN MOBANANO Ha KOHLIENLUMIO Tepa-
neBTUYECKNX CajOB.

B cepeanHe gnHactum XaHb (202 r. g0 H. 3. -
220 r. H. 3.) B Kntae cywectBoBanun gBa Tuna me-
AVUMHCKMX YUPEXAEHWI: NPpaBUTENbCTBEHHbIE
MeANLWHCKME YUpeXeHNa N YacTHble NpakTu-
KytoLme KAMHUKKN. 3TO OblIO CBA3aHO C MPOHMUK-
HoBeHMeM 6yaan3ma B Kutaii. B 310 Bpems MoHaxm
6yAANACKNX MOHACTbIPEN MCNoab3oBanun byaami-

CKMe MeAULIMHCKME METOAbI U MECTHble TpaBbl A5
NeyveHuns Bepyrowmx. MoHacTblpy HauYnHaAWn nNpum-
HUMaTb 6e340MHbIX U 6ONbHbIX, pa3gaBanv NuLLy
BO BPEMS PENUTNO3HbIX NPa3gHNKOB 1 NekapCcTBa
BO Bpems anugemuii. MoHacTbipy ctanun 6aaroTeo-
puTenbHbIMKU 6obHULaMK. Taknm obpasom, B Ku-
Tae NosBUNCHL NepBble opuLMaibHble BONbHULbI.
DT BONBHULbI CTANN NYYLLIMMW HOCUTENAMU K-
NOCOPCKMX N KYNbTYPHbIX naern peanrnn. Kpome
TOr0, MOCKOJ/IbKY MOHACTbIPW 4acTO HaXOA4NANCH B
ropax, BAaau OT LWYMHbIX TOPOAOB, NUX TUXas 1 3e-
NeHas cpesa 6aaronpuATCTBOBana Bbi3J0poOBAe-
HUIO 1 peabuantaymm nauneHtTos. KoMpopTHyto
06CTaHOBKY MOHaCTbIpeli MOXHO paccMaTpuBaTb
Kak Npoobpas KUTanckmx TepaneBTUUYECKmX CajoB.

B nepvog Bai u LisnHb (220-420 rr. H. 3.) U3-3a
MOCTOSIHHbIX BOVH B 06LecTBe npeobnaganm Hera-
TUBHbIE Y NECCUMUCTMYECKME HacTpoeHns. NHTen-
NeKTyasbl Y OTWENbHUKN Hayaan YXO4UTb OT BOMH
W cennance B bonee oTaaneHHbIX M CMOKOMHbIX Me-
ctax. igen «yeanHeHma n camocoBepLUEHCTBOBA-
Hus» («JiZE H 5» «Korga HEBO3MOXHO U3MEHMUTb
BHELLUHIOI Cpejy, CHavana 3aboTbTech O cebe, He
BMeLLMBaNTeCh B e/la M1pa, COBEPLUEHCTBYMTE
cebs 1 BOCMUTbIBaTE CBOW XapakTep») NOCTeneH-
HO pacnpocTpaHanach, U NPUPOAHbIE IKOCUCTEMBI
CTaHOBUANCH UAeaNbHbIM MECTOM AN YeAUHEHUA
nHTennektyanoB. OHW CUYUTaNN, UTO XU3Hb Cpe-
AV TOp 1 pek cnocobCTByeT yayULLeHNIO Xapak-
Tepa 1 AyXOBHOMY nogbemy. ITa nges rnyboko
NoBAMANA Ha KYNbTypy W TepaneBTUYECKUE calbl,
3HauMTeNbHO CMOCOHBCTBYA MX PA3BUTUIO. YUeHbl-
€-0TLIENIbHUKM XWUAW, OKPY>KEHHbIE MPUPOAHBIMU
nanawadTtamu, rae NpMCyTCTBOBaAAM FOpPbI, BOAQ,
LBeTbl 1 TpaBa. [PUPOAHbLIV NaHAWAdT CTan Bax-
HOW YacTbtO UX MOBCEAHEBHOW XXMU3HU N fYXOBHOM
ONOpPOW. 3Ta nAes, TECHO CBA3bIBaKOLLAsA NPUPOL-
Hble Mer3aXxkn C YesloBeYeCKMM AyXOM, okaszana
BAMSAHWE Ha HanpaBAeHWe AM3ailHa KNTAUCKNX Te-
paneBTUYECKNX CaZOB.

B nepuog KOxxHbIX 1 CeBepHbIX AnHacTWiA (420-
589 rr. H. 3.), KUTalickme BAaCTH, CTPEMACH YAENNTb
0cob0e BHVMMaHWe 340pOBbI0 HaCceIeHNs 1 YBen-
YEHMIO ero YNCNEHHOCTM, Hauyano cosgaBaTb Neveb-
Hble yYpexaeHNs N MeANLUHCKNE 3aBefeHNa ANs
06LLeCTBEHHOCTM, Ha3biBas 3TW MecTa «[1aBuabo-
HamK WecTn bonesHen» («;NIEIE» «YupexaeHue,
cneumanusnpyrolleecs Ha NpuemMe 1 aeYeHunm to-
AeWn, cTpajatolWwmx OT WeCTn BUAOB 3ab0neBaHUN.
DK wecTb 6one3Hen 06bIYHO OTHOCATCS K LUECTU
npuvYnHam 6ONe3HEN: BETEP, X004, Xapa, BAax-
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HOCTb, CYXOCTb U OFOHb, KOTOPbIE B TPAAULIMOHHOM
KUTaNCKOW MeAULMHE CUMTAOTCS OCHOBHbBIMU MpW-
YMHaMMU pas3INYHbIX 3aboneBaHuii») [14 c. 46-48].
B nepwuog anHactum TaH (618-907 rr. H. 3.) nosBU-
nnch Byaaniickme MOHaCTbIpy, KOTOpble co34aBanu
cneunanns3npoBaHHble yUupexaeHusa AN nedYeHuns
60/bHbIX, Ha3biBaeMble «BanTaAHbGaH» («3E H h»).
Tak>e cyLecTBOBa M NPaBUTENLCTBEHHbIE MEAM-
LUUHCKME yUpexaeHuns, HasbiBaeMble «AHOUHbaH»
(«F5¥&/ A »), KOTOpble He TONbKO NpPesoCTaBAAAN
nomMolulb 6eaHbIM 60/IbHLIM, HO 1 3a60TUANCE O
NOXWAbIX NHOAAX U cMpoTax. B 310 Bpems aroan
Hauanun yaenatb 60/blle BHUMaHUSA CBOEMY 340-
POBbIO N MeTOAaM MoAAepP>XKaHUSA 3L0POBbSA, UH-
TEerpupys MeauLmMHCKne 3HaHmna o npodunakTmke
3aboneBaHNn N naen ecTeCTBEHHOIO 0340poBe-
HWS B TepaneBTUYECKUE Cajbl.

B nepwog anHactum CyH (960-1279 rr. H. 3.),
6narosaps 6bICTPOMY 3KOHOMUYECKOMY Pa3BUTUIO,
NOSBMAOCh MHOXECTBO rOCYyAapCTBEHHbIX N YacT-
HbIX MEAULMHCKMX U 61aroTBOPUTENIbHBIX OpraHn-
3auunii. OHKM BblIN CO34aHbl 415 NeveHns 6eaHbiX,
Takne Kak «AHbU3ndaH» («Z23FEh») n «TyaHxyai-
daH» («] EH»), KoTopble 6blan 6oNbHULAMK ANA
O6bIUHBIX JIHOAEN N 3HAUUTESIBHO NPEBOCXOAMAN NO
pa3Mepy yupexxaeHus npeablaywmx AuHactmin [6
¢. 15-16]. B 310 Bpemsa dmnocodmna yaHb (433H) Ha-
Yana 6bICTPO PacnpPOCTPaHATLCA U Pa3BMBaATLCS B
Kutae. YaHb, BO3HUKLLWI M3 coueTaHna byaamama
n kntarickon punocodumm, okasan rnybokoe Bans-
HWe Ha BOCTOYHOA3MaTCKyto KyAbTypy. YaHb-6ya-
AV3M 0COBEeHHO NoAYepKMBan METOAbI MPaKTUKW,
Takune kak «He oCcHOBbIBasicb Ha TekCTax, nepegja-
eTcs BHe Tpaauumia, NMpamo ykasbiBas Ha MbICAU
yesioBeKa, YBUAEB CBOK NMPUPOAY, CTAaHOBULLLCS
Byapon» (« Rz 3F HoMplfe, B A O, T 3>
«Tpaanums A33H He onupaeTcs Ha obyyeHue ¢ no-
MOLLbIO TPAAMLMOHHbBIX MMCbMEHHbIX TEKCTOB, a
npeanoymnTaeTt bosiee NpsiMble METOAbI, TaKne Kak
nepesava 3HaHWUI OT yUUTENs K YUYEHWKY Hanps-
MY, OT cepALia K CepaLy, a Takxe yepes npak-
TUKY B MOBCEAHEBHOW XU3HW. [133H yb6exaeH, uTo
KaXkAbl yenoBek obsajaet NoTeHLMANOM CTaTb
Byazaol n uTo JOCTUXKEHME MPOCBETNEHHOMO COCTO-
SAHWSA CO3HaHMA BO3MOXHO Yepes NpsMoe no3Ha-
HWe CBOEM UCTUHHOW CYLLHOCTM»), UTO O3Ha4ano
HeobXoAMMOCTb NPSMOro 0CO3HaHWA COBCTBEHHON
nNpUPOAbl AN AOCTUXEHUS NPOCBETIEHNSA U OCBO-
6oxaeHns. YaHb-byaam3m cumTan, 4Yto Nnpuposa
KaXA,0ro yesoBeKka 4YnMcTa, HO OMpayeHa HeBeje-
Huem 1 TpeBoramum [13 c. 26-31]. Yepe3 npakTuky

64

YaHb MOXHO YyCTPaHUTb 3TV OMpaYeHuns 1 BOCCTa-
HOBWUTb NMepPBOHaYanbHytO YncToTy. MNpakTnka YaHb
pa3HoobpasHa, 1 AN MOryT BbibMpaTth CNocobbl,
COOTBETCTBYIOLLME UX BHYTPEHHEMY MUPOOLLYLLe-
HUto. YaHb-6yaam3m okasan rnybokoe BAVAHUE Ha
KWUTaNCKYH KyNbTypy, He TONbKO BHYTpY Byaans-
Ma, HO 1 B uTepaTtype, Nckycctee, dpnnocodum un
apyrux obnactsax. Moatel neproga CeBepHoOM AnHa-
ctrm CyH (960-1279 rr. H. 3.) Nnpegno4YnTany nNpo-
BOAMUTb BPEMS B TUXOWN U M3blCKaHHOM 0BCTaHOBKE,
COUMHAA CTUXU, PUCYA, HaCNaXAaACb YaeM U LiBe-
TaMu, YTO Tak>XXe CNocobCTBOBaNO UX AYXOBHO-
My pa3BuTUO. MHOIMMe naen N MeToAbl NPaKTUKK
YaHb Tak>Ke OKa3blBaau MOJIOXNTENbHOE BANSA-
HWe Ha dM3MYecKoe 1 NCMXoNornyeckoe 340po-
Bbe JIF0AEN, NpMBeKas BHUMAHUE K UX U3YUEHUIO
nogen no BceMy Mupy. B 3to Bpems AnoHus, Ha-
XOAACh MOJ, CUAbHBIM BAUAHNEM KUTANCKON Ky/b-
Typbl, Ha4ana pa3pabaTbiBaTb CBOM COHBCTBEHHbIE
YaHbCKME Cadbl, TakMe Kak «cyxue cagbl» («ff Ll 7K
TEE») (WA, 1) n «po-a3u» («FEHIFE»). DT cagbl oT-
NINYAKOTCA 3CTETUKOM, NOAYEPKMBAOLLENA AYXOBHbI
MUP, Y UX BAVAHWE PacnpoCTPaHUAOCh Janeko 3a
npegensl A3vn. B 3anagHom Mmupe meanTaumoH-
Hble TepaneBTUYECKME cadbl TakXXe ABHO UCMO/b-
3yHOT MeTOAbl IeveHuns, Takne Kak A33H-6yaansm
(4aHb), HachaxaeHue uBeTaMu, pacTeHUAMN U de-
peBbAMU, MPOCAYLUMBaHWNE 3BYKOB HACEKOMbIX U Me-
HWMA NTUL, 3aHATUA CafOBOACTBOM W Yaenutune. ITu
JEeNCTBMNA HanpaBaeHbl He TOAbKO Ha dusnyeckoe
BOCCTaHOBJ/IEHWE, HO U Ha AOCTUXEHME AYLLIEBHO-
ro CMOKOWCTBUSA 1 BOCCTAHOBJIEHWSs, OTpaXkas KOH-
Lenumnto LenoCcTHOro noaxoda kK aeveHuto. Yepes
3TV NPaKTUKM JHOAN MOTYT YCTaHOBUTb Hosee ry-
H6OKYH CBSi3b C MPUPOAHOWN CPEAON, UYTO CNOCob-
CTBYET YAyULLEHUNIO GUINYECKOTO U NMCUXMYECKOTO
30pOBbS. ITOT METOZ JieUeHUs NojyYepkMBaeT A0-
CTVMXKEHME BHYTPEHHEro CMOKOWCTBUA U ACHOCTU
yMa C MOMOLLbIO CMA NPUPOALI U MPOCTbIX XN3-
HeHHbIX NpakTuk [8 c. 15-16].

B nepuog anHactnin MuH n LlnH (1368-1912
rr. H. 3.) B Kutae noaBmaocb MHOXeCTBO 3HamMme-
HWUTbIX Bpayew, Takmnx Kak «Jln LnuxaHb» («Z=Hf
¥2»), U3BECTHBbIN CBOEN 0BLWMpHOWK paboTon B 06-
nactn papmakonornun. B ceoem Tpyse «baHbuao
FaHMy» («REZNE» - Og4HO U3 BeNMKUX Npon3Be-
A€eHWN no dapMaKosormm, KoTopoe NPoCaaBMIOCh
KaK «3HUMKAOMeANs BOCTOUHOM hapMaKkoaornm»,
okasano rnybokoe BANSIHUE Ha pa3BUTUE TpaaULU-
OHHOW KMUTaNCKOM MeANLNHbBI) OH Onucan MHOXe-
CTBO JIeKapPCTBEHHbIX PACTEHUI N UX MEANLNHCKYHO

LeHHoCTb. Jln WnuxaHb knaccupumumposan npu-
POAHbIE POAHUKM MO TEMMEpPaType U XMMUUYECKOMY
COCTaBY, AeNA UX Ha XON0AHble, TeMble, ropaune,
CNaZikue 1 ropbkue, 1 onucbiBa, Kak Kaxzabli ns
HWX MOXHO MCMNOAb30BaTb A5 NEeYEHNsA pa3nu-
HbIx 3aboneBaHui [4 c. 33]. Vicnonb3ys npupogHble
3/1eMeHTbl B MPOCTPaHCTBEHHOW Ccpejse, OH pa3pa-
60Tan MeToAbl ANArHOCTUKMN U NedeHns bonesHen.

Ha npoTsxeHun f0Aroro nepnosa MoHapxu-
yeckon ankTaTypbl (OT AnHactum Csa, ok. 2070 r.
A0 H.3. - oK. 1600 r. go H.3., go aAnHactnn LinH,
1644-1912 rr.) pa3BuTne MeANLMHCKNX yupexae-
HWA B Kntae nponcxoamno MeaneHHo. B cozHaHum
APEBHUX KMTAMLLEB He CyLL,eCTBOBaNO HEOBX0AMMO-
CTW n3oampoBaTb DOJIbHbIX OT BCEro ObLLEeCTBEH-
HOr0 XXM3HEHHOrO NPOCTPaHCTBa. TpaAuLMOHHas
KMUTanckaa MeanumHa cumTana, uYto 6osiesHb aB-
naeTca pesyAbTaToOM AMCTapMOHUW B LLEJIOCTHOW
CUCTEME, BK/IHOYAIOLLEN HE TOJIbKO YesoBeYeckoe
TeNo, HO 1 pa3InyHble YPOBHM 0bLLEeCTBa, CEMbU U
oKpy>KatoLen cpepbl. JledeHne f0XKHO 6bi10 6bITb
HanpasfeHO Ha “peryanpoBaHue” BCel CUCTEMBI,
No3ToMy BOJ/IbHbIX HE CIe40BaN0 M30AMPOBaTb OT
coumanbHOM cpeabl. JlroamW, Tak>Ke NMoj BAUAHU-
€M KyNbTypbl, peaurumn n ¢uaocopun, oTHOCUANCH
¢ rnyboknm yBaxkeHMeM K Npupose, CTPEMUANCH
WMHTErpnpoBaTbCa C HEW U Bblpaxkaaun 3Ty MbIC/b
BO BCEX aCMeKTax CBOEW XMU3HWU. TakuMm obpasom,
MeANLNHCKOE NPOCTPAHCTBO A5 ANArHOCTUKM W
NeyeHunsa 6b110 0GOPMAEHO B TOM Xe CTUAE, UTO
M YacTHble Xuable NpocTpaHcTea. Cagbl 60bHUL,
1 antek 6bl I 0QOPMIEHbI aHANIOTUYHO YaCTHbIM
cajawm, C 3IeMeHTaMun An3aliHa, TakuMK Kak uBe-
Tbl, AepeBbs N KycTapHukm [7 c. 19-20]. MNoatomy
B 3TOT MCTOPUYUECKUI MEPUOS He CyLLeCcTBOBaNO
KOHKPETHbIX 3anMcen 0 TOM, YTO CafoBas cpesa
MOXeT cnocobCTBOBATb BbI3A0POBAEHUIO 6O/b-
HbIX. TEM He MeHee, TPaAULMOHHbIE KUTANCKNE
casbl TOrO BPEMEHN MOXHO paccMaTpuBaThb Kak
TpPajVLMOHHbIe TepaneBTUYECKME Calbl, KOTOPble
B OyaylieM OkKasanun BAUSHWE Ha NPoOeKTMpOoBa-
HVe COBPEMEHHbIX KUTANCKNUX TepaneBTUYEeCKNX
cagos [2 c. 16-18].

lMpoyecc pazsumus mepanesmuyeckux cados
8 cospemeHHom Kumae

B koHue gnHactum LnH go nepuoga Kutaii-
ckon Pecny6anku (1840-1949 rr.) koHTakTbl Kutas
C 3anagHbIM MUPOM MOCTEMEHHO YBEINUNBANUCD,
W 3anagHas MegunumMHa npoHukana B Kutan yepes
MUCCMOHepOoB. MUCCUOHEpPSLI, KPOME MPOoMnoBeaMn,

3aHMMaAUCh IeYeHNEM Nt0Ae MeToAaMM 3anaj-
HOM MeAWLMHbI, COBMeLLas BONbHULbI U LLepKBU.
B aTo Bpems, 6aarogaps HaCTOMYMBON NponaraH-
Ae MeANLMHCKOW NOMOLLM 1 BbICTpOMY nevebHo-
My 3ddeKTy 3anagHoON MeaNLMHbI MO CPaBHEHUIO C
KUTaNCKOM, 3anagHas MeanLmnHa NoCcTeneHHo no-
Nlyyana npusHaHue 1 pasBuUTUE CPeaun LUMPOKOW
obuecTtBeHHOCTU. Pa3BuTtre 60abHUL, B KnTae Ha-
yano cneAoBaTh 3aMajgHoOM MOAENAN MEANLIMHCKOM
nomMoLy. MoMMMOo MUCCUoHepCKUX 6obHUL, Npa-
BMTENbCTBO M YaCTHbIE IMLA TakKe CTPOUAUN Meau-
LMHCKMe yupexgaeHunda. Hanpumep, B 1865 roay B
«TyHB3HbryaHb» («IR i8] X 1E» - Mepsom oduum-
aNbHOM creunann3npoBaHHOM yuyebHOM 3aBeje-
HUW /15 U3YUEHUNS MHOCTPaHHbIX A3bIKOB B KOHLLE
AnHacTum LinH, HelHe kadeapa aHTIMIACKOrO A3bl-
ka [NeknHckoro yHnsepcumTeTa) 6bi1 OTKPBIT MeAn-
unHckmi dakynbtet, a B 1903 rogy B «CTOANYUHbIE
yumTesnbckue nanatbl» («RIHAZFEE> - HolHe MNe-
KWHCKUI yHUBEPCUTET) BbI CO34aH MeANLMHCKI
NpPaKTUYeCKMIi UCCef0BaTeNbCKUIA UHCTUTYT U T.4.
B sganbHenwem, 4Tobbl NpuBneyb 6obLUe KUTakLieB
K 3aMagHolM MeaNLMHE, MUCCUOHEPBI UCMOJIb30Ba-
JIN pa3iMuHble METOZAbI, BKIOYAs apXUTEKTYpHOE
opopmMaeHune 60/bHUL, B CTUIE TPAAULMOHHbBIX KU-
TaCKUX 34aHWI, YTO obaeryano NPUHATME U yMEHb-
LIas0 COMPOTUBJIEHNE CO CTOPOHbLI KOHCEPBATMBHO
HaCTPOEHHbIX toAeN, CNoCo6CTBYS AasbHeNLLeMYy
pa3BUTUIO 3anagHon MeauumHbl B Kutae. Mpoek-
Tbl MEAVLIMHCKUX 34aHWI, coUeTatolw e 3anagHble
N KATANCKMe 31eEMEHTbI, Hauau PacnpoCTpaHaThb-
cs B Kutae. B npouecce npeobpa3oBaHus Tpaan-
LUOHHBIX BOIbHULL, AN YAYYLLEHWS MEAULIMHCKON
MOMOLLM HaceNeHnto Bblan Co34aHbl MHOMME Kaac-
cuyeckue 34aHus, coyeTarolime 3anagHble U Ku-
TaliCKue apxXuUTeKTYpHble 3eMeHTbl. Hanpumep,
«HaHknHcKas LeHTpanbHas 6obHMLa» («FF R
S EERE»), noctpoeHHasn B 1933 roay; «LaHxan-
CKWit caHaTopuii XyHUAO» («_t 3G H #5577 FBr»), no-
cTpoeHHbI B 1935 rogy; «lanxalickas 60abHMULA
UskyHWwaHb» (« g L EEfE»), noctpoeHHas B 1936
rogy, v Tak ganee. OgHUM U3 SPKMX NPUMEPOB
ABaseTca «bosbHMLA MeANLMHCKOTO Koeaxa
MeKknHcKoro cotoza» («JLEHFIERE») (Un. 2), oc-
HoBaHHasa B 1921 roay. B gn3aiiHe 60abHMLbI UC-
Mo/b30BaACs NMONyAAPHbIA B TO Bpems Ha 3anage
NPUHLMM «AeLLeHTPaIN30BaHHOM (MaBUAbOHHOM)
6onbHULBI» («pavilion principle»), a BHeWHUA BUA,
34aHul coyeTan B cebe Knaccmyeckme 31eMeHThbl
KUTaMCKOW apXUTEKTYPbl U 3amnagHblin «603ap CTub»
(oT dp. beaux-arts, n3sawHele nckyccrea) [9 c. 102-
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115]. B 60/1bHMLE NPUMEHsANACh KOHLLeNumMs nanat
«HanTtnHrenn Yopga» («Nightingale ward») (Un. 3),
KoTopble obecneynmBanm XopoLlee ecTeCTBEHHOE
OCBELLEHNE N BEHTUAALMIO, @ TakKe Bblin OKpy-
>KEeHbl MPUATHOM Caf0BO-MapKOBOM cpesoit [16 c.
7-9]. NpuHumn oTaeneHus «HantuHrenn Yopsa»
6bl1 Ha3BaH B YeCTb aHIIMACKOWK MeacecTpbl ®ro-
peHc HanituHrenn (Florence Nightingale), npea-
NOXMBLUEN U BHEAPUBLLEN COBPEMEHHbIV AM3alH
60/IbHMYHbIX NanaTt. 3TOT AN3alH BKAOUAN B cebs
A/MHHbIE NanaTbl C KPOBATAMM, PACNONOXKEHHbIMM
BAOJIb CTEH, OCTaB/AS LIeHTPasbHOE MPOCTPAHCTBO
ANs MeAnepcoHana. IToT Au3aiiH cnocobcTBoBan
Nyduwiemy yxoay 3a 60bHbIMU U NoAAEP>XKaHNIO
rMrueHbl B Nnanatax. baarogapsa ynydlieHuto caHm-
TapHbIX YCAOBUI U YPOBHSA XU3HU B HONBHUUHbBIX
nasnartax, CMEPTHOCTb MaLMEHTOB 3HAUNTENBHO CHU-
3ui1achk, U HanTUHIrenn ctana OCHOBOMOJIOXHULLEN
coBpeMeHHOW MeaunumHbl. OHa npoJBurana naeun
YAY4LIEHNS CAHUTAPHbIX YCIOBUI 1 06pa3oBaTeNb-
HbIX MPOrpaMm No MeauLnHe, UTo cnocobcTBoBa-
J10 pPa3BUTUIO OBOLLECTBEHHOrO 31paBOOXPaHEHNS
N CTPOUTENBLCTBY MEANLMHCKMX yupexaeHunii. Mog,
BAVAHWEM €€ naen apxutektypa bonbHULUbI Meam-
LMHCKOro Kosneaxa MekKMHCKOro coroza BKtO-
Yafa cafoBble 30HbI, CO34aBas TepaneBTUYECKNE
NPOCTPaHCTBA, YAOBNETBOPAIOLWMNE CAHUTAPHBIM
TpeboBaHMAM 1 NOBbILAOLWME KayecTBO seyeb-
HOro NPOCTPaHCTBA, CNOCO6CTBYA BbI3ZOPOBAEHMIO
nauneHToB. ITU cajbl POPMMPOBAAN HECKOIbKO
TepaneBTUYECKMX 30H, KOTOPbIE YA0OBAETBOPSAAM
NOTPEBHOCTN B TMIMEHNYECKON U30ALUN U MOBbI-
LaaM KayecTBo Jie4ebHOro NPOCTPAHCTBA, CO3Aa-
Bas pacciabasrolyro aTMochepy ANs NaLUeHTOB,
4YTO CNOCOBCTBOBANO WX Bbi3gopoBaeHuto [5 c. 27].
B 3TOT Nepuog Havanu NosBAATLCS COBPEMEHHbIE
TepaneBTMYeckMe cajbl B UX UCTUHHOM CMbICJIE.
B Hauane cTaHoBNeHMA KuTacko HapogHot
Pecny6aunkm (1949 ros) ypoBeHb 3KOHOMMYECKOTO
pa3BuTUA BbIN HU3KMUM, N BO MHOTMX cHepax XXn3HU
obuiecTtBa Habarogancsa ynagok. Hosoe npasutens-
CTBO CTOJIKHY/IOCb CO CNOXHOW MeXAYHapOoAHOWN
06CTaHOBKOM M BPaXAebHOCTbHO CO CTOPOHbI 3a-
nagHoro Mupa. Kntai Hauan nsydatb 1 nepeHnMaThb
COBETCKYIO COLManbHY cucteMy. B akoHomuye-
ckolt chepe Havanoch Co3AaHne LLeHTPaan30BaHHON
MJ1aHOBOW 3KOHOMMKW. B chepe Haykm 1 TexHU-
kn Kutan Takke Hayan noayyatb nomollb ot Co-
BeTckoro Coro3a, Npuraallas COBETCKUX HayUHbIX
KOHCY/IbTaHTOB, OTNPaBAAs CBOUX CMELNaNnCTOB
B CoBeTckuin Coto3 ans obMeHa onbIToM 1 obyye-
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HUS, a TakXke Hanpaeass CTYAEHTOB Ha 0byueHue
B CCCP. OgHako n3-3a OrpaHNYeHHOCTM colmanb-
HO-3KOHOMWYECKNX YCIOBUA MHOTME BONbHULbI,
YTO6bI CIKOHOMUTb Ha NPOEKTUPOBAHUN U CTPOU-
TeNbCTBE, HAaMPAMYHO KOMMPOBaAM COBETCKUE Yep-
TEXW U HE BHOCWUN CYLLEeCTBEHHbIX HOBLLECTB B
NaHAWapTHbIN An3aliH. [osaBMAKCH Cayyau, Kor-
[ia HECKOIbKO YUPEXAEHUI NCNOb30BaV O4HU U
Te Xe UepTexu A CTPOUTENbCTBA, B pe3ybTaTte
yero apxuTekTypa u naHAwadTHbIA J1M3aiH 60b-
HUL, 1 YYPEXAEHUN Bblin 0UYeHb NMoxoxun. bosee
TOro, MHOTME CeNbCkue KJANHUKM NMPOCTO nepeo-
bopyaoBanyM CyLLecTBYHOLWME XpaMbl UK YCalb-
Obl AN BbINOJAHEHUA MEAULUHCKUX QYHKLUUA, U
3TV MecTa 0bblYHO He nmenn npodeccuoHanbHoO-
ro naHawadTHoro amsanHa [14 c. 85-87]. B uenowm,
N3-3a 3KOHOMMYECKMX OFPaHNYEHWNI B TOT Nepu-
0f, TepaneBTUYECKME Cafbl HEe MOAYUUAN JOCTa-
TOYHOTrO Pa3BUTUS.

B 1980-x rogax, nocne Hayana NoOANTUKMK pe-
dopm 1 oTKpbITOCTH, KNTan Hayan MHTerpMpoBaThca
C MEXAYHAPOAHBIM MEAULIMHCKUM COOBLLECTBOM,
4YTO CNoco6bcTBOBaNO BbICTPOMY Pa3BUTUIO CTPO-
NTENbCTBA MHOTOPYHKLMOHaAbHbIX 6ONbHUL, B
CTpaHe. MeAnUMHCKME yUupexaeHns Hayaau pac-
WnpATbCA, cneays GopMe apxXMTekTypbl paHHero
MOZEepPHM3Ma Pa3BUTbIX CTPaH, BKAOYas paclin-
peHne MaclTaboB CTPOUTENBCTBA MEAULNHCKNX
yupexaeHuni, QyHKUNN MEAULMHCKUX yUpexae-
HUI cTaHOBATCA Bosiee KOMMNIEKCHbIMK (C J06aB-
NeHnem Bosbluero pasHoobpasms MegULIMHCKMX
OTAENEHN) N BbICTPLIM Pa3BUTUEM AMATHOCTMYE-
CKUX 1 NnevebHbIx TexHonormi. Hanpumep, «Kutain-
CKO-ANOHCKasn 6oabHMLa apyx6bi»(dE T B & 47
&) B MNeknHe, 6bina ocHoBaHa B 1984 rogy. 31n
MeANLIMHCKME YUPEeXAEHNS UMEeAN KOMMNAaKTHble
bYHKUMOHaNbHbIE CBA3M, BbICOKYH MEANLMHCKYHO
30 deKTMBHOCTb N 3KOHOMUIO FTOPOACKUX 3EeMENDb,
UYTO B ONMpeseNeHHON CTeNeHN NOMOI/IO PELLNTb
npobaemy HexBaTK1 3eMeNbHbIX PECYpPCOB A5 pac-
WwrpeHus 6onbHUL,. OgHakKo upeaMepHas KOHLLEH-
Tpauma 3gaHni co3saBana HosbluMe Harpy3kn Ha
BHYTPEHHIOI TPAHCMOPTHYHO CUCTEMY BONbHULL U
He obecrneuvBaia JOMKHbIX CAHUTAPHbIX YCIOBU.
C pocTtoM NoTpebHOCTN B MEAULMHCKNX YCayrax
B KPYMHbIX ropojax MHorve 60abHWLbI Hayanu
pacwmnpATb CBOW MacwTabbl U CTPOUTb HOBbIE Me-
AVLIMHCKWE KOpMyca, YTO NPUBOAMAO K COKpaLLe-
HUIO 3€e/1eHbIX 30H B B0O/IbHMLLAX. DTO O3HAYano,
4TO y NaLMEHTOB CTAHOBUIOCh MEHbLUIE BO3MOX-
HOCTEN ANS OTAbIXa B 3e/IeHbIX 30HaX BOAbHUL, U

NPOCTPaHCTBO ANS TepaneBTUYECKUX CaZ 0B MO-
CTeneHHO cokpaljanocb. Pa3BuTne peabunnrtaum-
OHHBbIX Caf0B B HONbHULLAX ObINO OrpaHNYEHO, U
He 6bIJI0 YAeNeHO AOXKHOIO BHUMAHWA Crieun-
aNbHOMY AM3aiHy 3e/eHblX 30H B 6oabHMLax. B
TO BpeMs CTPOUTENbCTBO FOPOACKMX NapKOB ne-
pexunBano 3HaunTeNbHbIA NogbeM, Kntan sanm-
CTBOBa/ MHOTWe nepejoBble UAenN N TEXHONOTUN
n3-3a pybexa, 4Yto caenano CTPOUTENbCTBO 06-
LeCcTBEHHbIX MapkoB 6onee coBepLleHHbIM [10 c.
30-31]. Topoackme napku, AOCTYMNHbIE BCEM XN-
TeNsiM, Hayanu pasBMBaTbCA B ropogax. XoTa 3Tu
napkv B OCHOBHOM OPUEHTUPOBANNCh Ha MPaKTU-
yeckoe MCMo/Ib30BaHNeE N He YAeNann AoCTaTtou-
HOro BHMMaHWUs TepaneBTUYECKOMY AN3aiHY, OHM
npeAoCTaBUAN MHOXECTBO NPUMeEPOB ANs byay-
LLero pasB1TmA TepaneBTNYECKUX CafoB.

B 1990-x rogax A3H CaonuH (0O4NH 13 BaX-
HbIX Ingepos Kutarickon HapoaHow Pecnybankn)
NPeaaoXni, YTo LeNbio 3KOHOMUYecknx pedopm
B Kutae aBndetcs co3gaHune "coumnannucTmyeckon
PbIHOYHOW 3KOHOMUKK". C yCTaHOBAEHUEM N pa3-
BUTMEM PbIHOYHON 3KOHOMUKN pedOopMbl B CUCTE-
Me 3paBOOXPaHEHUs Havyann OpPMEHTUPOBATLCA
Ha PbIHOUHbIE NPMHLUUMbL. B 3TOM noantnyeckom
KOHTEeKCTe KPYMnHble ropoAckne 60abHULbI NOAY-
YMAW 3HAUMTENBHYHO FOCYAAPCTBEHHYHO NOAAEPXKKY
W Hayanun yaensTb BHUMaHME NOBbILIEHUIO YPOBHS
MEeAVNLIMHCKOro 06CNYXXUBAHUA N YYYLLEHWNIO Me-
AVILMHCKOM cpegbl [9 c. 144]. B 3TOT nepuog mean-
LMHCKME YUpexXAeHUs COCPeLOTOUNN BHUMaHNE
Ha OKpy>atowen naHawadTHON cpese, U MHOTue
pacwmpeHHble, PeKOHCTPYMPOBAHHbIE U HOBblE
60/bHULbBI CTAaNN YYUTbIBATL NPU NAAHUPOBAHUN
1 NPOEKTMPOBaHMW BbIBOP PacTUTENbHOCTU U UC-
No/ab30BaHWE NPUPOAHbIX 31EMEHTOB, TakKUX Kak
ropbl, BOAa, KAMHWU 1 AepeBbs, U3 TPaJNLMOHHOIO
KUTaliCcKoro cafiloBo-napkoBoro nuckyccrea. OgHa-
KO Ha MO3AHWX 3Tanax pasBuTUA TPagULMOHHbIE
KUTaMckme cafbl CTaau CANLIKOM cocpeaoTode-
Hbl Ha AYXOBHbIX acrnekTax, Takmx Kak gylieBHoe
coctoAaHue n atmocdepa, YTO NPUBENO K OAHO-
obpa3uto au3aiHa 3TUX Caf,oB U HeA0CTaTOUYHO-
MY BblIpaXKeHMO UX aTMoCcdepbl B MeANLMHCKOW
cpeae. Kutackue ansamHepbl Havanu nsydatb 3a-
nagHble caZbl U CTaiu UHTErPUPOBaTb KUTANCKYHO
M 3anaZHyto0 Caf0BO-NapKOBYH KyAbTypy B CBOU
NpoeKTbl, NCCNeaya HOBble HanpaBAeHWsA pa3Bu-
TWS Ca,0OBO-MapKOBOro NUCKYCCTBa.

B Hauane XXI Beka, € 6bICTPbIM Pa3BUTMEM KO-
HOMUKM KnTas 1 NoBbILLEHMEM €ro MeXAYyHapos-

HOro cTaTyca, TepaneBTUYECKUE Cafbl MNONYUYMNAM
Ba>HbIV UMMNYAbC K pa3BuTUto. B 310 Bpems Teo-
pus TepaneBTUUYECKUX NaHAWATOB, pa3BuTas B
3anafHbIX CTpaHax, MOCTENEeHHO Havana BHEAPATb-
cs B Kutae. Kutanckue naHawadtHblie gn3anHepbl
W CrMeumanncTbl U3 pasinyHbIX AUCLUMINH CTa-
NV yAensiTb BHUMaHUE NONOXUTENbHOMY BAUSA-
HUHO OKpPY>KatoLLen cpedbl Ha NCMxonormyeckoe
n dr3nyeckoe 340poBbeE Ntogel. HekoTopble yue-
Hble NPeANOXUAN OOBEANHUTL TPAAULMOHHYHO K-
TaWCKyt0 MeaULUUHY C NaHAWapTHON KyAbTypOW,
MblTassCb pa3paboTaTb HayuHble peLleHns ans Te-
paneBTUYECKMNX CaZloB. HekoTopble TPaAMLMOHHbIE
NAEN KUTANCKOM MeAULMHbBI BblIV MepeocMbicae-
Hbl, TakMe KakK Jaocckas KOHLEenLums ecTeCTBeH-
HOrO 03,0POBJIEHNUs. YUeHble B 06/1aCTV KUTaNCKOM
MEeAMLIMHbBI CUMTAOT, YTO COAepKaHMNe KUTANCKOM
MeAMLMHbI TOPasio LWMpe, YeM COBPEMEHHAs Mpo-
dunakTnyeckas 1 0340pPOBUTENbHAA MEANLMHA,
noAyepknBas HeEOHXOANMMOCTb COAENCTBUNSA rap-
MOHWW MEXAY YENOBEKOM U NMPUPOLON, a TakXe C
ob6uwectBoM. COOTBETCTBUE NPUPOAHBLIM YCAOBUSAM
ABSAETCA BaXKHEWLUUM acnekToM NPOeKTUPOBaHMS.
HekoTopble cneunanmcTbl No AaHgwapTHOMY An-
3alHy NPeasioXnAN NPUMEHATb TEOPUIO “NATH 3/1e-
MeHTOB (FL1T)" KNTaNCKOW MeauLMHbI B AU3aliHe
TepaneBTMUECKMX NaHAWabTOB, OLHAKO KOHKPET-
Hble pe3yabTaTbl 3TOrO MNOAXOAa eLle NpeacTount
n3yumntb [11 c. 16]. B HacToswee Bpems KuTai yae-
nset 60nbLIOE BHMMaHWE YCTONUMBOMY Pa3BUTUIO
3KO/IOFMYECKON Cpesbl U HEMPEPBLIBHO yayyllaeT
ropoAckoe NpoCTPaHCTBO W o3esieHeHMne. Tepa-
neBTMYECKMNE cajbl CTAHOBATCA BCe bonee nony-
NAPHBIMU U NPUBAEKAIOT BHUMAHUE KUTANCKUX
Av3aliHepoB. B 370 BpeMs B npoekTnpoBaHumK u
CTPOUTENBCTBE KUTANCKMX BOABHWNL, N NX OKPYXe-
HWA y4aCTBOBaV MHOTME MEXAYHapPOAHble An3ali-
HepcKkMe KOMMaHUN M KOMaHZbl, KOTOpPble BHECAU
HOBbIE UZAEN 1 TEXHONOTUMN B MPOEKTUPOBaHMeE Te-
paneBTMyeckunx cagoB B Kutae. Cpegmn HUX 6biam
nccaepoBaTesbckas rpynna no MeAuLMHCKOW ap-
xuTekType JIEBEHCKNIN KaTONNYECKUA YHUBEPCUTET
(Benbrusa), AnoHckasa accoumaunsa 3gpaBooxpaHe-
HMA 1 counanbHoro obecneverus (H AR EEIgULE
SR17<), BpyTaHCKoe areHTCTBO MO CTPOUTENbCTBY
3/ipaBoOXpaHeHna, amepukaHckas komnaHma NBBJ,
komnaHun JMER, Zimmerman n OJB ns CLUA, v T.4.
[14 c. 87]. 2T KOMNaHWUM 1 KOMaHAbl MPUBHECIN
pa3/nyHble KyNbTYypPHbIE N MPOEKTHbIE MOAXOAbI U3
pa3HbIX CTPaH MKpa, KOTOpble B COYETaHUU C KU-
TANCKUMUW TPAAULMNSAMU CO3LaNWN MYJbTUKYAbTYpP-
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Hble U MEXAUCLUNANHAPHbIe TepaneBTUYeckne
cagbl. MexayHapoAHOe COTPYAHNYECTBO He TOb-
KO MOBbICMIO YPOBEHb AM3aliHa KUTaNCKMX Tepa-
MeBTUYECKNX Cafi0B, HO U CNOCOHCTBOBANO TOMY,
yTO KMTaMCKNeE An3alHepbl Hauyau yaensite 60/b-
e BHMMaHMWA 3KONIOTMYECKON cpese 1 YyCTOMYMBO-
MY Pa3BUTUIO, COBEPLUEHCTBYS FOPOACKYHO Cpeay U1
o3e/ieHeHue. B aTo Bpems ntoam Hayanw yaenstb
BHUMaHWe He TOJIbKO GU3NYECKOMY 340POBbLHO, HO
MCUXONOTrMYECcKOoMYy 61aronoayumnio u AyLieBHOMY
kombopTy. TepaneBTnyeckune cagbl NnpesocTaBis-
2N NaumMeHTam NpPOCTPaHCTBO ANs paccnabneHus
n ncueneHus. Kpome Toro, CTpomTENLCTBO TakuMX
CaZloB CNOCOOCTBOBANO NOBbILEHWNIO OOLLECTBEH-
HOrO BHMMaHMWs K OXpaHe OKpYy>XatoLen cpeabl v
3KOJIOTMYECKON YCTOMYMBOCTU. TepaneBTuyeckme
CaZibl NOCTENEHHO MOJYYUAN WNPOKOE NPU3HaHNe
n ofobpeHne, Npusaekas BHMMaHWe Bce bosbLue-
O UMC/la OTEeUYECTBEHHbIX U 3apyBeXHbIX An3aiHe-
POB K M3YUYEHMIO N Pa3BUTUIO 3TON obaacTu.

Bobigo0b!

Vctopusa n pa3Butue TepaneBTMUYECKUX Caj 0B
B Kutae TecHO cBA3aHbl C TPAANLMNOHHBIMW KUTaN-
CKMMW CaZlaMK, a TakXKe C YHUKaNbHbIM CAUSIHNEM
Cafl0BO-MapKOBOr0O UCKYCCTBA, TPAAULMOHHOM Me-
AVLUWHBL, peaurnn u dunocodun. TpagmUnOHHbIE
KUTalckue casibl 0CO6GEHHO NOAYEPKUBAIOT FrapMO-
HWYHOE COCyLLeCTBOBaHMe YesoBeka U NpUposbl.
JTO OCHOBHas MbICAb B NpoLecce pa3BuTUA Tepa-
NeBTUYECKUX CafoB, KOTOpas OTpaXkaeT CTpPeM-
JIeHVe KUTAMLLEB K 340POBbI0 U XOPOLLIEN XMU3BHMW.

OT cafoB Npu xpamax A0 COBPEMEHHbIX 60/b-
HWYHBIX Cafi0B TepaneBTUYECKUE CaZbl NMPOLLM NyTb
aBoaounn u passutua. Naea «4enosek 1 npupo-
fa — eAunHOoe Lenoe», 3apoauBLIAACA B Mepunog
3anasHol Yoy, nocTeneHHO CTasa BaXKHOW ya-
CTbHO ApEeBHeKMTaNCKom punocodun, NOBANAB Ha
KynbTypy «D3HLWYN» N KOHLENLUN Caf0BO-NapKo-
BOro agusaiiHa. C nepuoga XaHb A0 AgnHacTMm TaH
NPOHWKHOBEHWe Byaan3ma cnocobcTBoBaso CO3-
AaHuto 61aroTBopuUTENbHbIX 601bHNUL, MOHACTLIPK
CTaAn NpoTOTUNaMU TepaneBTUYECKMX CajoB, npe-
AOCTaBAAA TUXYIO W 3e1eHYH0 cpeay, 61aronpuaTHyO
ANS BbI3ZOPOBAEHMA 60bHbIX. B nepuog Bani-LL-
3UHb dmnocodPus oTWweNbHNYECTBA YUEHbIX CNO-
cobCcTBOBaNa pasBUTUIO TepaneBTUYECKMX CajoB.
C nepuoga HOxHbIx 1 CeBePHbIX AMHACTUIA JO AM-
HacTMm TaH NpaBUTENbCTBO U ByaanicKne XpaMmbl
OCHOBaNN MHOTUe fleyebHble yupexaeHus, n ngen
NPobUNAKTNUYECKON MEAULNHBI HaYaan UHTErpu-
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poBaTbCs B CaZl0BO-NapKOBbIN An3aiiH. B nepuog,
avHactum CyH pacnpocTpaHeHune YyaHb-byaansma
YyCUANAO AYXOBHOE COAep>KaHue CcajoB, fenas nx
MEeCTOM A/ NCUXONOrMYeckoro n Gusnyeckoro
BOCCTaHOBAEHMWA. B nepuog anHactnii MuH 1 LinH
KHuUra «baHbuao NaHMy» 3HameHuTOro Bpaya Jfin
LWLnuxaHa npegocTaBuaa HayyHoe 060CHOBaHMe
ANS TepaneBTUYECKUX Caf0B, @ MPOEKTMPOBaHNe
MeANLMHCKNX 34aHWNIA, coYeTaBLLee 3anasHble U Kn-
TaliCkmMe 31eMeHTbl, NOJYUNN0 pacnpocTpaHeHume
B KOHUe gnHactum LnH, kak, Hanpumep, B bonb-
HULEe MeanLMHCKOro Koaneaxa lMeknHckoro co-
t03a, KoTopas obbeanHWAa 3anaZHble NPUHLUMbI
Av3aliHa «HaliTuHrenn Yopa» ¢ KUTaickuMum Knac-
CMYECKMMW dN1eMEHTAMK, CO3aBasi COBPEMEHHbIe
TepaneBTMYeckme cajbl.

B Hauane ctaHoBneHus Kutanckori HapoaHon
Pecny6aunkn, n3-3a orpaHMYeHHbIX 3KOHOMUYE-
CKUX U TEXHUUECKUX CPEACTB, TepaneBTuyeckne
cafibl He MONY4YNaM AOCTaTOYHOro pa3BuTus. MNocne
pedopm n otkpbeiTocTn B 1980-Xx rogax meanumH-
CKMe yupexaeHns Havyaan paclumpaTbCcs B COOT-
BETCTBMM C MEXAYHapPOAHbIMU MOAEPHNCTCKUMMU
apXMTEeKTYpHbIMU dOpMamK, HO Upe3MepHas KOH-
LeHTpaLmsa 34aHu1li orpaHuyYmMBana CTpoUTeNbCTBO
3eneHbix 30H. C 1990-x rofoB., € pa3BUTUEM Pbl-
HOUYHOW 3KOHOMUKMW, MEAUNLIMHCKME YUpeXeHUS
CTanu yaensatb 60/blie BHUMaHUA AnU3aiiHY OKpY-
XaroLlen naHaWwadTHOM Cpesbl, MHTErpUpPYs KUTan-
cKMe v 3anajHble KOHLenumu casoBo-nNapkoBoro
AW3aiiHa u uccneays HOBble HanpasaeHus. B Ha-
yane 21 Beka 3anagHas Teopusa TepaneBTUYECKMX
naHgwadToB 6blna BHegpeHa B Kutae n o6beau-
HeHa C TPaANLMOHHOW KUTaNCKOW KYAbTYpPOK, UTO
no3BoaAnao0 pa3pabaTtbiBaTb 60see 3dPeKkTUBHbIE
peleHna Ana TepaneBTUYECKUX CaZoB.

C ycuneHveM 3KOHOMMYECKor Molm Kntas 1
NOBbILUEHWEM YPOBHSA HaLMOHaNbHOW KyAbTyp-
HOM MAEHTUYHOCTM TepaneBTUYECKNE Cajbl MPO-
AoKaT nosyyaTtb BHMMaHue 1 passutme. Coyetas
COBpPEeMEeHHble MeNLMHCKNE TEXHONOTM 1 Tpa-
AVUMOHHbBIE KUTAWCKME MEAULMHCKME TEOPUN U
npakTuku, byayuine TepaneBTnyeckme casabl 6y-
AYT yaenaTtb 6oablle BHUMaHNA KOMMIEKCHOMY
BO3ZENCTBUIO OKpY>Katolen cpeabl Ha dusnye-
CKOe 1 Ncuxonormyeckoe 3a0poBbe yenoseka. C
yraybneHmem MexayHapoAHOro obmeHa Kurtam
6yaeT nony4vatb 6osblie 3apybexHbIX fn3aliHep-
CKMX KOHLEMNUUMA U MHTErpupoBaTh UX, CO34aBas
YHUKaJbHble TepaneBTUYeckme cagbl C KUTAUCKON

cneundurkon, npesoctaBnss KOMGOPTHbIE U 340-
pOBble NPOCTPaHCTBA A/ NOAEN.

3akaoyeHue

TepanesTnueckme cagbl Kntas, Kak yHukanbHoe
coyeTaHue CaZiloBO-NapkOBOro UCKYCCTBA U MeAu-
LMHbI, NPOLUAM NYTb, HAMOJNHEHHbIN KYAbTYPHbIM,
d1NocodcknmM N MeANLMHCKAM B3aMMOAENCTBU-
eM. HaunHas ¢ ApeBHMNX BpeMeH, TepaneBTuyeckme
cagbl Kutas 6biam TeCHO CBfA3aHbl C PEAUTNO3HbI-
MU 1 GMNOCOPCKMMU NaeAMU, a TakKe C TEOPUAMMU
TPaAVLMOHHOW MeANLMHBI, MOCTENEHHO dopMuU-
pys coBepleHHyto cuctemy. CerogHa TepaneBTu-

yeckue cagbl B Kutae He TONbKO NpeaocTaBastoT
NOAAM MeCTa ANS OTAbIXa U BOCCTAHOBAEHUS, HO U
CTAaHOBATCSA BaXXHbIMW HOCUTENSMUW KNTANCKOM ca-
[O0BO-NMapKoBON KybTypbl. C pOCTOM BHUMaHUS K
YCTOMYMBOMY Pa3BUTUIO U F'YMaHUTapPHbIM HayKam,
TepaneBTUYeckMe Cagbl CTAHOBATCA HEOTHEMAEMO
YaCTbH XM3HU NtoAen. Pa3Butune TepaneBTUYECKmX
CaZloB OTpaXkaeT CTPEMAEHME YesloBEYECTBA K 340-
POBbIO B FAPMOHUN C MPUPOAON U NpeaocTaBaseT
cneumnanncTamMm BO3MOXHOCTU AN CTPOUTENLCTBA
N An3aliH NPOEKTUPOBAHNA COBPEMEHHON Mean-
LMHCKOW Ccpesbl.
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M. DOBUZHINSKY'S GRAPHIC DESIGN OF
G. SEREBRYAKOVA'S BOOK, NINE WOMEN: DRAWN
FROM THE EPOCH OF THE FRENCH REVOLUTION

Summary: The article considers the little-known work
by Mstislav Dobuzhinsky — the design of Galina Serebry-
akova’s book, Nine Women: Drawn From The Epoch Of
The French Revolution. It is noted that the artist used the
associative interpretation of the written story when de-
signing the book, making reference to identifiable symbols
of the time period portrayed, with the image of a woman

Il 1. Book cover
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serving as the main motif. The article analyses the sty-
listic features of the illustrations and the development of
the artist’s graphic style, expressed in the search for new
techniques and forms when designing the book’s cover.
Keywords: Mstislav Dobuzhinsky, book graphics, the
image of a woman, the French Revolutionary Epoch.

Mstislav Dobuzhinsky's work in book design was
one of the most significant areas of his creativity. At
present, the artist's so-called foreign work period
(1925-1957) remains insufficiently studied. Mean-
while, Dobuzhinsky's works completed during these
years are undoubtedly of interest for detailed con-
sideration and analysis, both as independent works
of art and in the context of the artist's graphic work.

The graphic design of the book, Nine Women:
Drawn From The Epoch Of The French Revolution,
written by Galina Serebryakova, a Soviet writer and
journalist, is an example of Mstislav Dobuzhinsky’s
mature, but at the same time little-known work.
The artist completed it for the Gosizdat publishing
house in 1928, while being abroad after leaving Pe-
trograd four years earlier [4, p. 216]. The book was
published in 1929, the circulation was 2000 cop-
ies. The work, along with a series of illustrations
for The Three Fat Men by Y. Olesha (ZIF, 1928) and
the cover for Gargantua and Pantagruel by F. Rab-
elais (ZIF, 1928), became one of the last created by
Dobuzhinsky on order of Soviet publishing hous-
es, after which the connection with them was final-
ly broken [9, pp. 60-61].

Serebryakova's work is a series of historical and
literary biographies. The book consists of eight chap-
ters, each of which is dedicated to a new heroine —

a real historical figure and participant in the events
of the Great French Revolution, namely Theroigne
de Méricourt, Simonne Evrard, “"Manon” Roland,
Claire Lacombe, Lucile Desmoulins, Elisabeth Le Bas,
Therese Tallien, and Josephine de Beauharnais. The
biographies are arranged in historical and chron-
ological order, allowing the reader to follow the
development of events in the described period in
dynamics and through the prism of the fates of Ser-
ebryakova's heroines, representing different polit-
ical movements.

Dobuzhinsky's graphic design of the book con-
sists of the cover, the title page, as well as elements
of the internal design of the text: the headpiece, the
initial letter, and the ending. All the drawings are
closely related to each other and represent a sin-
gle figurative system. lllustrations in their traditional
sense are absent, Dobuzhinsky refuses pictorial fac-
tology; the artist turns to recognisable symbols of
the Great French Revolution in order to reflect the
meaning of the book most capaciously. Following
the theme of the book, a female image becomes
the central motif of the graphic design.

On the front side of the cover, there is an image
of a shield, in the centre of which, there is a por-
trait of a woman in antique clothes and an unusual
headdress, a Phrygian cap, a well-known symbol of
the struggle for freedom. The woman is Marianne,
a collective image that represents France in the era
of change. The origin of the symbol is usually as-
sociated with the song, “La Guérison de Marianne”,
written in October 1792, in which a girl named Mar-
ianne personified the Republic for the first time. The
image of Marianne on the cover of the book as a
half-naked antique goddess makes Dobuzhinsky's
interpretation akin to Antoine Jean Gros's painting,
Allegory of the Republic (1794), and Eugene Delac-
roix's famous painting, Liberty Leading the People
(1830). Behind the shield with Marianne’s portrait,
Dobuzhinsky depicts a fasces, bundles of rods bound
together by straps, and an axe protruding from
the centre. In Ancient Rome, they symbolised the
power and strength of Roman law, and during the
Great French Revolution — the new revolutionary
order. The composition of the cover is very stat-
ic and restrained, while the drawing is permeated
with an atmosphere of anxiety. It is reflected on
the woman'’s face and shines through in the back-
ground space, filled with trembling lines of vary-
ing thickness. Dobuzhinsky deliberately creates a
contrast between apparent calm and internal ten-

Ill. 2. Book ending

sion. The artist subtly captured and depicted the
contradictory state of unstable equilibrium of rev-
olutionary times.

The plastic language of the cover design is of
particular interest. The emphasised geometricity in
the stylisation of the female portrait, the hard line,
and the closed contour are not typical of Dobu-
zhinsky's graphics. On the contrary, such artist’s
famous works as, for example, the illustrative cycle
for “The Swineherd” by H. Ch. Andersen (1917), the
drawings for “Poor Liza" by N. Karamzin (1921), the
covers for the poetry collections “Podorozhnik” by
A. Akhmatova (1921) and "Gardens” by G. Ivanov
(1921), the covers of the Green Bird theatre journal
(1922) and the Perezvony, the Riga literary and art
journal (1925), are executed in a completely differ-
ent manner — with a light, lively, picturesque line
breaking up into separate strokes, reminiscent of
a pen stroke. It is this manner, formed by the be-
ginning of the 1920s, that becomes a recognisable
calling card of most of the artist’s post-revolution-
ary works [7, p. 326]. At the same time, one cannot
fail to note Dobuzhinsky’s constant interest in mod-
ern artistic trends, which largely determined the de-
velopment of his creativity. In the graphic design
for the cover of the Nine Women: Drawn From The
Epoch Of The French Revolution, there are features
characteristic of Art Deco illustrations of the late
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L 3. Title and initial

1920s — early 1930s. Namely, it is the geometrisa-
tion of lines and forms, the identification of elemen-
tary volumes by “cubing” parts of the image [5, p.
11]. It can be assumed that the graphic aesthetics
of Art Deco turned out to be close to Dobuzhin-
sky. Thus, in the mid-1910s, the artist occasionally
turned to Cubism and Futurism in his creative work
[10, p. 140], and in the early 1920s, to the Russian
avant-garde [10, p. 173]. It is important to note that
Dobuzhinsky continued to explore a new style for
himself; the influence of Art Deco can be traced
in other artist's works, namely, in the cover of the
guidebook, “Paris. Fiihrer fur die Weltstadt” (Paris,
1928), in the design of the album “Chiberta” (Par-
is, 1929), and, almost a decade later, in the cover
of S. Lifar's book, Diaghilev. With Diaghilev (Paris,
1939), which proves the artist's not a random, but
a deep interest in this direction.

The inside design of the book continues the im-
agery outlined by Dobuzhinsky on the cover. The
artist creates a complex, multi-level image in terms
of meaning, filled with many details. Each of the
eight chapters of the book has a similar design and
begins with a decorative title stating the name of
the heroine. The text is preceded by a capital let-
ter decorated with a symbolic design. The artist
once again turns to the image of the ancient god-
dess personifying the French Republic; in her hand,
she is holding a spear, the end of which is crowned
with a “cap of liberty”. The woman is leaning on a
stone slab with rounded corners, having a recog-
nisable form of a tablet. Beginning with the paint-
ing by J.-J.-F. Le Barbier, it was this form that was
used in the first images of the French Declaration
of the Rights of Man and the Citizen of 1789, which
is still an integral part of the Constitution of France;
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the form has been subsequently repeatedly repli-
cated by artists to depict this document [1, p. 10].
The drawing is made in the silhouette technique;
to indicate the details, Dobuzhinsky resorts to gratt-
age — the artist scratches thin white lines, thereby,
on the one hand, complicating the detailing of the
drawing, and, on the other hand, visually lightening
it. The rhythm of thin white lines against the back-
ground of a black spot of the silhouette echoes the
headpiece, where the elegant drawing of the font
letters of the reversing type contrasts with the fill-
ing of the decorative strip. In terms of plasticity and
mood, the illustration noticeably differs from the
graphic composition of the front side of the cover
and, to a certain extent, dissonates with it. Instead
of the intended severity and geometricity, Dobu-
zhinsky turns to smooth, graceful, and picturesque
lines. The drawing, made in such a manner, rather
continues the style of the artist’s works of previ-
ous years, than develops the new graphic princi-
ples outlined by Dobuzhinsky on the cover. Thus,
one can recall the artist’s illustrations made in the
silhouette technique for The Young Lady-Peasant by
A. Pushkin (1919) or The Wonderful Life of Joseph
Balsamo, Count Cagliostro by M. Kuzmin (1918).
The active graphic accent at the beginning of
each chapter is balanced by the ending. It is anoth-
er image with which Dobuzhinsky again turns to the
symbols of the Great French Revolution. The artist
depicts a fasces, in which he replaces the punish-
ing element, the axe, signifying the right of power
to execute or pardon, with a Phrygian cap. The de-
liberate replacement of the symbol of power with
the symbol of freedom carries a change in seman-
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Ill. 4. Chapter ending

tic accents. It can be assumed that Dobuzhinsky
thereby illustrates the famous revolutionary slo-
gan: "Liberty, Equality, Fraternity”. Once again, in a
slightly different graphic stylisation, the artist re-
peats the image of a disarmed fasces on the spine
of the book cover, gracefully inscribing the author's
name and the title of the work on its shaft.

The book ends with a drawing located on the
back side of the cover. The artist creates a final im-
age of an emblematic nature, in which he sums up
his thoughts about the Great French Revolution.
At first glance, the image is similar to the drawing
decorating the initial letter. In the centre of the
composition, there is again the image of Marianne,
the French Republic, which proclaimed its ideals of
a new life; however, this time, Dobuzhinsky com-
plements the drawing with another very important
detail — he encloses the composition in the ring of
ouroboros, a snake eating its tail. Thereby, he indi-
cated the cyclical nature of history and emphasised
the drama of the events of the described period.

Mstislav Dobuzhinsky's graphic design does not
contain illustrations in their traditional sense. De-
spite this, exclusively with the help of elements of
design graphics, the artist creates a collective im-
age of the era of the Great French Revolution, con-
sistently developing and filling it from the cover

through the interior design to the final drawing-em-
blem. Following the text of the work, Dobuzhinsky
places the image of a woman in the centre of his
pictorial interpretation. At the same time, the artist
does not strive to create a portrait of each of Gali-
na Serebryakova’s heroines; nevertheless, he cre-
ates a portrait of the time in which they lived and
made history. However, despite the semantic integ-
rity of the graphic design and its connection with
the content of the book, Dobuzhinsky did not fully
succeed in combining the illustrations into a single
artistic ensemble. The reason for this was the lack
of stylistic commonality between the cover drawing
and the interior design, including the ending of the
book. The book cover design first reveals Dobuzhin-
sky's interest in Art Deco, which was developed in
the artist’s other graphic works from 1928 to 1939.
Interest in this style once again proves Dobuzhin-
sky's sensitivity to modern artistic trends and his
desire for experimentation. It is important to note
that the artist does not completely immerse himself
in the new graphic aesthetics and does not seek to
copy it. While exploring new directions, Dobuzhin-
sky does not abandon his previous artistic principles;
however, at the same time, he constantly enriches
them, transforms them from the inside.
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[PAONHECKOE OOOPMJIEHNE KHUT W
I CEPEBPAKOBOW «KEHLLHbI 3MOXW
®PAHLLY3CKOW PEBOIHOLINW» B MICMONHEHNW
M.B. JOBY XNHCKOIO

AHHomayus: B cmamee paccmampusaemcs manous-
gecmHasa paboma Mcmucnasa [lobyxuHcko2o — oghopm-
neHue kHueu lanuHel Cepebpsakosoli «KeHuwjuHe! 3noxu
¢dpaHyy3sckoli pegosroyuu». OmmeyeHo, 4YmMo npu no-
cmpoeHuu aHcambas KHuau XydoxHuk npubezaem k ac-
coyuamusHol UHMepnpemayuu mekcmad, 06pawyasce K
y3HasaembiM CUMBOJIaM U30bpaxaemoli 3noxu, YeHmpaie-

OZHUM 13 BaXKHENLLMX HanpaBieHW TBopYe-
CcKOM gesatenbHocTM Mctmncnaea [o6y>XXMHCKOro
fBUNacb ero pabota B kHure. B HacTosALee Bpems
HeAOCTaTOYHO M3y4YeHHbIM OCTaeTCs Tak Ha3biBae-
MbIi 3apyBEXHbIA NEPUOL TBOPUECTBA XYAO0XKHM-
Ka (1925-1957). Mex Tem, paboTbl, BbINONHEHHbIE
[oBY>XMHCKMM B 3TV TOAbl, HECOMHEHHO, NpeacTaB-
NAOT MHTEpec Ana NogPOBHOro pacCMOTPeHUSA U
aHanM3a, Kak CaMoCTOATe/IbHbIE XYAOXECTBEHHbIE
Npoun3BeAEeHNs, Tak U B KOHTEKCTE BCEN rpaduye-
CKOW AeATesIbHOCTU MacTepa.

MprMepom 3penoi, Ho NPy 3TOM Maaon3BeCT-
HoW paboTbl McTucnaea JobyxxnHckoro aaseTcs
rpaduueckoe opopmaeHME KHUIM COBETCKOM Muca-
TeNbHWULbBI W XXypHanncTkm FannHbl CepebpskoBoin
«KeHLWMHbI 3noxu hpaHLy3CKOW peBooLnm»,. Xy-
AOXHWK BbINOJHWA ee ANA n3jatenbcTea «focmsgar»
B 1928 rogy, HaxoAACb 3a rpaHuLEen nocae oTbes-
na n3 MNeTtporpaga yeTblpbMs rogamu paHee [4, c.
216]. Knura 6bina onybankosaHa B 1929 rogy, T1-
pax coctasma 2000 ak3emnaspos. ITa paboTa Ha-
paBHe C cepuei MANCTpaunii K «Tpem TONCTAKaM»
HO. Onewn (3MP, 1928) n obnoxkow K «[apraHTioa
n MaHTarptoanb» ®. Pabne (3ND, 1928) ctrana oa-
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HbIM MOMUBOM CMAHo8UMCS 06pas XeHWUHbI. AHAIU3U-
pyromcs cmuaucmuyeckue ocobeHHocmu uanrocmpayudl,
npocaexusaemcs pasgumue 2pagpuyecko20 cmuJs Xyoox-
HUKG, 8bIpaxkeHHOe 8 noucke HOBbIX NpuemMos U popm npu
ogpopmeHUU 0610KKU.

Knrouessie cnosa: M.B. [lobyxuHckul; KHUXHAA epa-
duka; xeHckuli 0bpa3s; Benukas ppaHyy3sckas pesomoyus.

HOW M3 NOCAeAHNX, CO3AaHHbIX [OBY>XNHCKMM MO
3aKa3y COBETCKUX M3AaTeNbCTB NOCae Yero CBA3b
C HMMW OKOHYaTesibHO obopBsanacek [9, c. 60-61].

MpownsBeseHne CepebpsakoBOW npeacTaBaseT
coboW cepuo UCTOPUKO-NUTEPATYPHbIX BLorpa-
dwnin. KHura coctouT M3 BOCbMM TNaB, KaXaas u3
KOTOPbIX NMOCBALLEHA HOBOM reponHe — peasbHOMY
NCTOPUYECKOMY INLY W yYacTHULEe cobbITUIA Benn-
KON GpaHLy3CKOM PEBONOLNN, @ UMEHHO TepyaHb
ae Mepukyp, CumoHHe 3Bpap, MaHoH PonaH, Knep
Jlakomb, JTrocunb emyneH, Ennzasete Jleba, Tepe-
3e TanbeH n XosedunHe ge borapHe. buorpadum
pa3MeLLieHbl B UICTOPUKO-XPOHOI0rMYeckon nocne-
[,0BaTENbHOCTW, UTO MO3BOASET UMTaTENHO NPOCe-
AWTb pa3BUTME COOLITUI B ONUCLIBAEMbIA NEPUOL,
B AUMHaMUVKe 1 yepes nNpusmy cysaeb repomHb Ce-
pebpsAKOBOM, NPeACTaBAAOLLNX Pa3Hble NOANTM-
yeckme ABUKEHUS.

Mpadumuecknin aHcaMbab KHUTU CO3AaHHbIN [o-
BY>XMHCKMM COCTaBAAOT 06105KKa, TUTY/IbHas CTpa-
HWLLA, @ TaK>Ke 31eMEHTbI BHYTPEHHEro 0hopMaeHNs
TeKCTa: 3acTaBKa, bykBuLLa N KOHLIOBKA. Bce pucyHkm
TECHO CBA3aHbl MeXAY COBOW U NPeACTaBAAOT eAn-
Hyto 0bpasHyto cuctemy. B otcytcTBum nantoctpa-

LWl B UX TPAAULMOHHOM NOHUMaHUW, [1oBy>KMHCKUIA
OTKa3blBaeTCs OT N30b6pasnTenbHol dakTonornu,
4TObbI OTPA3UTL CMbICA KHUTW Hanbosee eMKo, Xy-
BOXHMK obpallaeTcs K y3HaBaeMbIM CMMBO1aM Be-
NMKOW dpaHLy3ckon peBoatoumnn. LieHTpanbHbIM
MOTMBOM rpadunyeckoro opopmaeHus, Bcies 3a
TEMOW KHWUW, CTAHOBUTCS XEHCKMIA 0bpas.

Ha nnueBoi cTopoHe 0610KKM N306PadKeH LUT,
B LLEHTP KOTOPOro NoMeLLeH NOPTPET XEHLUUHbI B
aHTUUHbIX OAeXAax U HeobbIYHOM roNoBHOM ybope,
bpurniickom Koamnake, M3BeCTHOM CUMBOJIE 6OpLOY
3a cBo60ay. 3Ta XeHlWwnHa — MapunaHHa, cobupa-
TeNbHbIN 0bpa3s, KoTopbl NpeacTaBaseT PpaHLmto
3MOXM NepemMeH. 3apoXeHne CMMBOAA MPUHATO
CBA3bIBaTb C NosiBJeHMEM necHU «La guérison de
Marianne», HanncaHHon B okTabpe 1792 roaa, B
KOTOPOW feByLlUKa No MMeHW MapuaHHa BriepBble
onvueTsopsna Pecnybauky. M3obpaxkeHne Mapu-
aHHbl Ha 0H610XKe KHWUMM B BUAE NONYOBHaXXeHHON
AHTUYHOM BOTUHK, POAHUT MHTepnpeTauno Joby-
KMHCKOrO, C pUcyHKOM AHTyaHa po «Anneropus
Pecny6avkmn» (1794) 1 3HaMeHUTOM KapTUHOW Ixe-
Ha Jenakpya «CBoboga Ha bappukagax» (1830). No-
3a4m WmTa ¢ noptpetoM MapuaHHbl, Joby>XnHcKnn
n300paxkaeT IMKTOPCKME CBA3KM — NYUKMN NPYTHEB,
repeBs3aHHble PEMHEM C BbICTyNatoLLLe U3 LieHTpa
ceknpon. B lpesHemM Prme oHM cumBOAM3NpOBanm
BJ1IaCTb U CUY PUMCKOFO NpaBa, BO BpeMeHa Benu-
KOV GpaHLLy3CKON PeBOAOLMN — HOBbIA PEBOJIOLMU-
OHHbIN nopsagok. Komnozunums 0b6a0xKu npesesbHO
CTaTU4YHa U cAep>KaHa, MPW 3TOM PUCYHOK MPOHU-
3bIBaeT aTMoCchepa TPEBOXHOCTU. BecnokoncTeo
OTOBOpPaXKeHO Ha ANLE XEHLNHbI, OHO Xe CKBO3UT
B NPOCTPaHCcTBe POHa, 3aMOJIHEHHOIO APOXalLMMKU
JNMHUSMU Pa3HOW TOAWMHbI. JOBYXXUHCKNA Hame-
PEHHO BbICTPaMBaAET KOHTPACT MeXAY KaXyLLnMm-
CSl CMOKOWUCTBUEM U BHYTPEHHUM HanpsiKeHWeM.
Xy O>XKHMK TOHKO YN0BWUA 1 0Tobpa3na NpoTnBo-
peuyrBoOe COCTOAHNE HEYCTOMYMBOrO paBHOBECUS
PEBOJIFOLNOHHOIO BPEMEHMU.

OTAeNbHbIN UHTEPEC NpeACTaBAsET NaacTnye-
CKWIM A3bIK pUCyHKa 0610XKN. MNogyepkHyTas reo-
METPUYHOCTb B CTUAN3ALMM XKEHCKOrO NOPTPETA,
KeCTKas NANHUA N 3aMKHYTbIA KOHTYP He TUnuu-
Hbl ana rpadukm JobyxuHckoro. HanpoTus, Ta-
Kne n3BecTHble paboTbl MacTepa, Kak, Hanpumep,
WANOCTPATUBHbBIA LMK K «CBUHONacy» IN.-X. AH-
aepceHa (1917), pucyHkun Kk «<begHol Jinze» H. M.
KapamauHa (1921), 06105KkM K cOOpHMKaM CTUXOB
«MogopoxHuk» A. AxmatoBoi (1921) n «Cagpi» .
ViBaHoBa (1921), 0610>KM TeaTpasbHOIO XypHa-

na «3eneHan ntmuka» (1922) n puxckoro antepa-
TYPHO-XY0XECTBEHHOTrO XypHana «[lepe3BOHbI»
(1925) BbINONHEHbLI B COBCEM UHOWM MaHepe -- jier-
KOW >XXMBOW pacrnajarolLLeincs Ha OTAeNbHbIe WTPU-
XU KMBOMUCHOWN NNHWEN, HaNMOMMHAIOLWMNIA pocyepk
nepa. IMeHHO 3Ta MaHepa, chopMMpoBaBLIAACS K
Hauyany 1920-x rosoB, CTaHOBUTCSA Y3HAaBaeMOM BU-
3UTHOW KapTOYKOMN BONLLINMHCTBA NOC/IEPEBOIO-
LMOHHBIX paboT XyAoxHwuKa [7, c. 326]. Mpwn 3ToM
HeNb3sl He OTMETUTb MOCTOSHHBIN MHTepec [oby-
>KMHCKOTO K COBPEMEHHbIM Xy 0XXeCTBEHHbIMU Te-
YeHWSAMU, BO MHOTOM OMpPeAENstoLLMIA pa3BUTUE ero
TBOPYECKOW 3BooUNN. B rpaduueckom pelteHmm
06710XKKN K «XKeHLmMHam 3noxmn GppaHLy3CcKon pe-
BOJIIOLMM» MPOCNEXMBAKOTCA YepTbl XapaKTepHble
ANS UANKOCTPaUUn ap-aeko koHua 1920-x — Hava-
na 1930-x rogos. A MMEHHO, reomMeTpu3aLna an-
HUA 1 GOpPM, BbiABAEHME 3/1eMEHTapHbIX 06bEMOB
3a cyeT «KybupoBaHusa» Yactel nsobpaxeHus [5, c.
11]. MOXHO NpesnonoXuTh, UTO rpaduyeckas cre-
TUKa ap-AeKko okasanacb 6amska JobyxuHckomy.
Tak, B cepeanHe 1910-x rogoB B CBOEM TBOpYeCTBe
XYAOXHUWK 3nmM3oanyeckn obpatiancs K kybmsmy m
byTtypusmy [10, c. 140], B Hauane 1920-x, K pyccko-
My aBaHrapay [10, c. 173]. BaxxHo oTMeTuTb, uTo [lo-
BY>KMHCKNI NPOAONXKUT NCCAef0BaHNE HOBOMO A
cebs cTunA, BAMAHWE ap-AeKO NPOCAEXMBAETCS U
B ApYyrux paboTtax MacTepa, a UMeHHO, B 0610X-
ke nyteBoanTtens «Paris. Fihrer fur die Weltstadt»
(Mapwx, 1928) n odopmaeHun anbboma «Chiberta»
(Mapwx, 1929), n nouTn aecAaTUaeTUE CNYCT, B 06-
noxke K knure C. lindapa «Jarnnes. C Aarnnesbim»
(Mapwx, 1939), uto fOKa3bIBaET He CAyYaliHbIN, a
rNy6OKMIA MHTEPEC CO CTOPOHbI XYAOXHMKA K 3TO-
MY HarnpaBsaeHWto.

BHyTpeHHe odopmMaeHme KHUIM NpojoaxaeT
o0b6pazHbIi psag, 0603HaUYeHHbIN JOBY>XNHCKUM Ha
0b6n105%Ke. XyJOXHWK CO34aeT CNOXKHbIA MHOMOYpOB-
HEBbIA B CMbIC/IOBOM OTHOLLEHUW 0bBpas, Hano.-
HEHHbI MHOXeCTBOM geTanel. Kaxzas n3 BocbMu
rnaB Npou3BefeHNa MMeeT cxoxee odopMAeHME U
HauUMHaEeTCA C AeKOPaTUBHOM 3acTaBKW, Ha KOTOPOA
yKa3aHo UMs reponHn. TekcToBow Habop npeaBsa-
pseT 6ykBMLA, yKpalleHHas CUMBOINYECKUM pU-
CYHKOM. XyAO>XHWK BHOBb Ob6pallaeTca K obpasy
aHTWMYHOW 6OTNHK, oanLEeTBOPAtOLWEN dpaHLy3-
CKyto pecnybaunky, B ee pyke KOMnbe, OKOHYaHune
KOTOPOro BeHYaeT «Koanak cBoboabl». XXeHwmHa
ONMpaeTcs Ha KaMEHHYHO MAUTY C 3aKPYTAeHHbIMU
yrnamu, UMeroLLyo y3HaBaemyro Gopmy CKpuKanu.
VimeHHo 3Ta dopma, HaumHas ¢ KapTuHbl X.-XK.-O.
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Jle bapbbe, bblna ncnosb3oBaHa B NepBbIX U306pa-
XeHunsax GpaHLy3ckon [eknapalmm npas yenoBeka
N rpaxgarnvHa 1789 roga, 40 CuX NOpP ABAAIOLLENCS
coctaBHoOWM YacTbto KoHcTutyuumn ®paHumm, n Bno-
CNeACTBUN MHOFOKPaTHO TUpPaXmnpoBanach XyAOXKHN-
Kamu ans n3obpaxkeHms 3toro gokymeHTa. [1, c. 10].

PUCyHOK BbINO/IHEH B TEXHMKE CWUAY3Ta, A5 060-
3HaueHus getanel JobyXnHCKMI npuberaet K rpart-
TaXy — XyJOXHVK MpoLiaparnbiBaeT TOHKMe besble
JNVHUK, TEM CaMbIM C O4HOW CTOPOHbI YCAOXHS-
eT JeTanunsaumnio pUCcyHka, a c pyron — obaervaet
€ro BU3yanbHo. PUTMMKa TOHKUX BenbiX IMHWIA Ha
¢bOoHe yepHOro NATHa CUayaTa NepekanKaeTcs ¢ 3a-
CTaBKOW, rAe N3sALWHbIA PUCYHOK BYKB WpundTa, Ha-
H6paHHOro BbIBOPOTKOW, KOHTPACTUPYIOT C 3a/IMBKOW
AekopaTtuBHOM noaocel. Mo naactuke u HacTpoe-
HUIO UAKOCTPaLMS 3aMeTHO OT/IMYAETCs OT rpadu-
YECKOWN KOMMO3ULMU NINLLEBOI CTOPOHbI 06I0XKKM
1 B ONpejeneHHon cTeneHn ANCCOHMPYET C HeM.
BMecTo HameueHHOWM CTPOrocTu 1 reOMeTPUUYHOCTH,
[obyxnHcknii obpalaeTca K NAaBHbIM U3ALLHbBIM
N XXMBOMUCHBIM JIMHUAM. PUCYHOK, BbINMOJIHEHHbI
B NOZOOHON MaHepe, CKopee NPOAOAXKAET CTUAN-
CTUKY paboT XyAOXKHMKA NPeAbIAYLNX NET, HEXENN
pa3BMBaeT HOBble rpaduyeckme NpUHLUMLI, 060-
3HaueHHble Joby>XMHCKUM Ha 0ba03KKe. Tak MOXHO
BCMOMHWTb WJIFOCTPALIMM MacTepa, BbIMOJHEHHbIE
B TEXHWUKe cuayaTa K «bapblwHe-kpecTbsHke» A.C.
MywkurHa (1919) nam «YyaecHon xusnn Nocmda
banb3amo, rpada Kannoctpo» M.A. KyzemuHa (1918).

AKTUBHBI rpadmyecknii akLLeHT B Hayane Ka-
XAOW 13 rNaB ypaBHOBELUNBAETCS KOHLOBKOW. OTO
elle oAnH obpas, B KOTOpoM [oby>KMHCKUIN BHOBb
obpalyaetca K cMMBosiiaMm Bennkon dppaHLy3cKol
peBoatOLMN. XYA0XKHMK M306paxkaeT ANKTOPCKYHO
CBA3KY, B KOTOPOM 3aMeHsAEeT KapatoLLni SNEeMEHT,
CEKMpPY, O3HaualoLLy0 NPaBoO BAACTM Ka3HWUTb MU
MUA0OBaTh Ha QPUTMIACKUI KoanaK. HamepeHHoe
3amellleHne CMMBOJIA BAACTW Ha CUMBOJ CBO6OAbI
HeceT B cebe CMeHY CMbIC/IOBbIX akLeHToB. MoX-
HO NPEAMNONOXMNTb, UTO TEM CaMbIM [JOBY>XKMHCKNIA
NNNKOCTPUPYET 3HAMEHUTbIV PEBOJTOLNOHHBIN N10-
3yHr: «CBoboga, paBeHCTBO, HpaTcTBO>. Ellle pas, B
HEeCKONbKO UHOM rpadryeckon cTmamsaumm, n3o-
HpaxkeHne pa3opy>KEHHOW JNKTOPCKOMN CBA3KU Xy-
AOXHUWK MOBTOPSET Ha KOpeLLKe 0B610XKN KHUTH,
M3SLLHO BNUCaB B ee APEeBKO NUMs aBTOpa U Ha3Ba-
HVe NpOoV3BeAEHMS.

3aBepLUaeT KHUFY PUCYHOK, PaCrONOXEHHbIW Ha
3afiHeW CTOPOHE 06N0XKKN. Xy[OXKHMK CO34a€eT 3a-
KJOUUTENbHBIA 06pa3 aMbaeMaTnyeckoro xapakre-
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pa, B KOTOPOM MOABOAMWT UTOT CBOUX Pa3MbILLIEHMI
0 Benukon ¢ppaHuy3ckor peontoumn. Ha nepsbii
B34, M306paxkeHne cxoxe C PUCYHKOM, yKpallato-
WM 6yksuLy. B LLleHTpe KOMMNO3nLMK BHOBL 06pa3
MapuaHHsbI, ¢ppaHLy3cKoln pecnybamkn, NpoBoO3-
rnacviBLUEN CBOW UAeabl HOBOW XXM3HU, HO B 3TOT
pa3 [loBy>XMHCKMIN JOMOAHAET PUCYHOK eLLle OAHOM
OUeHb BaXKHOW JeTanblo — OH 3aK/H0YaeT KOMMO3M-
LU0 B KOAIbLLO YPObopoca, 3mMeu, noesatoLLeri CBow
XBOCT, TEM CaMbIM yKa3blBas Ha LUKJANYHOCTb UCTO-
pUn 1 NogyepkmBas gpamMaTtnuaM cobbITUIA ONUCHI-
BaeMoro nepuoga.

lpadunueckoe odopmieHne, NpescraBieHHoe
McTucnaBomM [JOBYXXNUHCKMM, HE COAEPXUT UANLO-
CTpaLmWi B X TPaAULMOHHOM NOHUMaHuK. HecmoTps
Ha 3TO, NCKJIFOUMTENIbHO MPY MOMOLUU SNEMEHTOB
0bOopMUTENbCKOM TPadUKM, XYJOXKHNK CO34aeT CO-
6upaTtenbHbll 06pa3 anoxm Benvkon dpaHLy3sckoin
peBoO/ItOLMM, MOCNeA0BaTENbHO Pa3BMBas U Hano-
HAR ero ot 06N10XKN Yepes BHyTpeHHee odopmae-
HMe K 3aK04YNTENBHOMY PUCYHKY-3Mbneme. Cneays
3a TeKCTOM npowusBeaeHuns, Joby>XXnHCKMIA nome-
LLLAeT B LIEHTP CBOEN N306pa3nTenbHON nHTepnpe-
TaumMm obpas XeHwmnHbl. [1pn 3TOM XYAOXHUK He
CTPeMUTCA co3AaTb NMOPTPET KaxXKAoM U3 repouHb
FannHbl CepebpsikoBON, a CO34aeT MOPTPET Bpe-
MEHW, B KOTOPOM OHU XWJU 1N TBOPUIU NUCTOPUIO.
OfHaKo, HeCMOTPA Ha CMbIC/IOBYHO LIeNIbHOCTb Fpa-
dnueckoro obopmaeHms N ero CBA3b C CoaepKa-
HUEM KHUTW, O6bEANHUTD UANKOCTPALLIUW B €AMHbIN
XYAOXECTBEHHbIV aHcaMbab JobyXXnHCcKoMy yaa-
NOCb He B NoAHOM Mepe. [puumnHom 3ToMy nocay-
XXWUNO OTCYTCTBME CTUANCTUYECKON OBLLHOCTM MexXay
PUCYHKOM OBNOXKM N BHYTPEHHUM ODOPMIEHUEM,
BK/IFOYAA KOHLOBKY KHUTW.

B pucyHke 06/10XKKM KHUMM BNepBble HameYa-
eTcs nHTepec [JobyXXMHCKOro K ap-AeKo, KOTOPbIA
nonyyaet pa3BuTMe B ApYrux rpadunyeckmx paborax
Xyfo>xHuka nepuoga ¢ 1928 no 1939 roga. NHte-
pec K 3TOMy CTUIO B O4epeaHOW pa3 Joka3biBaeT
BOCMPUMMUMNBOCTb [JOB6Y>XKMHCKOrO K COBPEMEHHbIM
XYAOXECTBEHHbIM TEYUEHUAM U €0 TATY K 3KCnepwu-
MeHTY. [Tpy 3TOM BaXXHO OTMETUTb, UTO XYAOXKHUK
He MOorpy>kaeTcs NONHOCTbIO B HOBYHO rpaduryeckyto
3CTETUKY, HE CTPEMUTCA CKOMMpoBaThb ee. Mccneays
HoBble HanpasieHus, [Jo6y>XMHCKWIA He OTKa3blBa-
€TCA OT CBOMX MPEXHNX XYAOXKECTBEHHbIX MPUHLIM-
MOB, HO B TO X€ BPeMs, NOCTOSHHO oboraluas ux,
TpaHchopMUMpPyeT U3HYTPW.
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READING: AN ELEMENT OF THE STRUCTURE OF THE
URAL MERCHANTS" EVERYDAY LIFE IN THE SECOND
HALF OF THE 19TH CENTURY

Summary: The study analyses the Urals merchants’
reading practices in the second half of the 19th century.
The work’s primary objective is to reconstruct the devel-
opment of the Urals merchants’ reading habits as a com-
ponent of their cultural transformation, revealing their
impact on the class’s social placement. The work includes
analyses of the surviving fragments of merchants’ librar-
ies and other research on the topic of this paper.

The expansion of merchants’ choice from religious lit-
erature to modern artistic, scientific, and philosophical lit-
erature is revealed. Special attention is paid to the role of
periodicals in the formation of the merchants’ new reading
culture. It is established that the development of reading
practices had a significant impact on the charitable activ-
ities of merchants (on the example of the Southern Urals).
The formation of extensive personal libraries became the

The study of the Ural merchants’ reading prac-
tices in the second half of the 19th century is an
important area of study that allows us to reveal the
mechanisms of the cultural transformation of the
class during the modernisation era in post-reform
Russia. The relevance of addressing this topic is
due to several factors. Firstly, the Ural merchants,
the key players in the economic transformation of
the region, played an important role in the forma-
tion of a new socio-cultural reality; however, their
everyday practices, including reading, remain insuf-
ficiently studied. Secondly, the analysis of reading
interests allows us to identify the contradictions
between the public demonstration of “traditional-
ity” and the hidden processes of intellectualisation,
which expands our understanding of the class’ adap-
tation strategies in the context of capitalist modern-
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basis of cultural growth. Reading was used for profession-
al and personal development.

The study reveals the contradictory nature of the mer-
chants’ cultural transformation, when the public mani-
festation of education could be deliberately concealed for
fear of losing the trust of conservative partners. The evo-
lution of reading interests reflects the deep cultural trans-
formation of the class.

The primary conclusion is that reading practices became
both an instrument of the merchants’ cultural transforma-
tion and a source of social tension, requiring the devel-
opment of complex adaptation strategies to maintain a
balance between modernisation and tradition in the con-
ditions of post-reform Russia.

Keywords: reading practices, Ural merchants, self-ed-
ucation, libraries, cultural transformation, everyday life,
philosophy.

isation. Thirdly, the study of reading as an element
of everyday life contributes to the discussion of the
democratisation of culture in Russia in the 19th
century, showing how the merchants, contrary to
stereotypes, became a conduit for new ideas, inte-
grating the region into the all-Russian intellectual
space. The main method was the “history of read-
ing” (R. Chartier), making it possible to recover not
only the range of reading, but also the methods of
interpreting texts.

Thus, the article contributes to the study of the
cultural history of the Ural merchants, revealing how
reading became a mechanism for integrating the
class into the intellectual elite of Russia, despite the
remaining class barriers and strategies for dissim-
ulating education.

In his work, Rodnov notes that after the Great
Reforms, the merchants became key players in the
market economy formation and actively participated
in cultural transformation of Russian society [Rod-
nov, 2024]. During this period, there was a significant
change in the role of reading among the merchants.
Before, the merchants’ reading range was limited
mainly to religious literature and business documen-
tation, whereas afterwards, it expanded to a vari-
ety of texts - from specialised economic literature
to philosophical treatises and works of art. Funda-
mental studies of B. Mironov [2003] and G. Ulyano-
va [2014] laid the foundation for understanding the
socio-cultural status of the merchant class. The re-
gional aspect is revealed in the works of O. Pash-
kova [2002], Yu. Borovik [2019], and E. Bannikova
[2011], in which the characteristics of the Ural mer-
chant class, including its educational strategies, are
analysed. The role of periodicals was studied by
I. Surnina [2019], who noted the influence of the
Russkiy Vestnik and Otechestvennye Zapiski mag-
azines on the formation of reading culture. Howev-
er, a significant part of the research is focused on
the merchants’ economic and religious activities.

An analysis of V. Koltsova and I. Fedorkova's re-
search allows us to conclude that the change in the
value orientations of the merchant class in the sec-
ond half of the 19th century (and, accordingly, the
change in the role of reading in this environment)
is associated with social conflicts that took place
among the merchant class, namely, conflicts with
the nobility [Koltsova, Fedorkova, 2018]. In their es-
says, Kuzmichev and Shapkin noted that while this
rivalry was predominantly constructive in the eco-
nomic sphere, antagonism developed between the
classes in the socio-cultural sphere, which persisted
until the abolition of the class system in 1917 [Kuz-
michev, Shapkin, 1995]. The inter-class confronta-
tion indirectly stimulated the educational ambitions
of the merchant class. In an effort to overcome the
cultural gap with the nobility and legitimise their sta-
tus, the merchants invested in education, expanding
their reading practices. Interest shifted from nar-
rowly professional literature to philosophical trea-
tises, works of art, and scientific works, previously
considered a "noble privilege”. Thus, the destruc-
tive social conflict became a catalyst for cultural
evolution, allowing the merchant class not only to
strengthen its economic position, but also to re-
consider its own socio-cultural identity.

Ill. 7. Gavriil Fomich Kazantsev

A. Kuzevanova argues that a conservative posi-
tion dominated among the merchants until the mid-
dle of the 19th century. According to it, theoretical
training was perceived as an obstacle to master-
ing the practical skills of the trade craft [Kuzevano-
va, 2010]. However, in Baryshnikov's work, we can
find that by the 1870s, the emphasis had shifted:
the desire for education became a marker of pro-
gressive views, expressed in the active involvement
of young people in applied disciplines in commer-
cial schools and real schools [Baryshnikov, 1994].

The Ural merchant class is of particular interest
in this context, since a unique type of entrepreneur,
who combined traditional merchant traits with in-
novative approaches to running a business and or-
ganising everyday life, was formed. Reading became
an important tool for such a transformation, allow-
ing merchants not only to broaden their horizons
and business skills, but also to form a new cultural
identity that corresponded to their increased role in
society. Mukhacheva notes that, unlike the nobility,
where the tradition of documenting book collec-
tions was well developed and included the compila-
tion of detailed catalogs, inventories of inheritance,
and other documents, merchant libraries left sig-
nificantly less documentary evidence [Mukhache-
va, 2005]. Nevertheless, the surviving fragments of
merchants’ book collections, which are now in the
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Rare Books department of the Belinsky Library, are
invaluable material for research.

The Kazantsev family's evolution of reading prac-
tices, which are particularly evident in Gavriil Fom-
ich’s personality, provide a compelling illustration
of the cultural transformation of the Ural merchant
class in the 19th century. The transition from tra-
ditional religious and applied reading to secular
intellectual reading was the essence of this trans-
formation. In just a few decades, there was a qual-
itative leap in literary preferences: initially, church
books (Psalter, Book of Hours) and business docu-
mentation predominated in the Kazantsevs’ home
library, whereas by the middle of the 19th century,
judging by the surviving inventories of Gavriil Fo-
mich’s personal library (State Archives of the Sverd-
lovsk Region, fund 108, inv 1, f. 3, pp. 12-15), works
of Russian and foreign classics, popular science pub-
lications, and periodicals appeared in it. Moreover,
Gavriil Fomich’s intellectual interests are evidenced
by his personal diaries and correspondence (State
Archives of the Sverdlovsk Region, fund 108, inv.
1, f. 5, pp. 23-25), where he discusses the books
he has read and contains reflections on contem-
porary literature.

G. Kazantsev's library demonstrates the breadth
and sophistication of his literary tastes. It is espe-
cially important to note that Gavriil Fomich’s literary
interests were not limited to his youthful passion,
but persisted throughout his life. His library con-
tained lifetime editions of such outstanding poets as
K. Batyushkov, E. Baratynsky, V. Zhukovsky, N. Kar-
amzin, and others, whose works were published in
the 1820s-1840s. This testifies to Kazantsev's deep
and lasting interest in contemporary literature and
his desire to keep abreast of the cultural trends of
his time. His fascination with the ideas of utopian
socialism, in particular the teachings of Saint-Si-
mon, is noteworthy. In the early 1850s, when these
concepts were just beginning to be mastered in the
capital’s intellectual circles of Russia, Kazantsev al-
ready demonstrated a deep interest in them. At his
personal request, the chief of the Ural mining plants,
V. Glinka, provided him with a detailed description
of Saint-Simon’s teachings, including the philoso-
pher's biography, the main provisions of his theo-
ry, information about his followers, and even their
appearance. This fact not only testifies to Kazant-
sev's extraordinary intellectual curiosity, but also
demonstrates his desire to be at the forefront of
philosophical and social thought of his time, even
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if these ideas did not entirely correspond to the
traditional views of the Old Believers. Such open-
ness to progressive ideas was not typical for most
representatives of the merchant class of that era,
especially those from Old Believer circles. It was
explained by the fact that Old Believer merchants
traditionally held conservative views, conditioned
by both religious beliefs and the isolation of the
community. The system of education in Old Believ-
er families, which emphasised religious education
and adherence to established rules, as well as the
fear of losing cultural and religious identity, creat-
ed natural barriers to the acceptance of new philo-
sophical and social ideas. In this context, Kazantsev's
intellectual courage seems especially remarkable.

Reading played a key role in the merchants’ lives,
having a profound impact on their personal and pro-
fessional development. The story of Gavriil Kazant-
sev’'s family vividly illustrates how a love of books
and a desire for self-education could harmonious-
ly combine with successful entrepreneurial activity
and active participation in public life.

Merchant libraries were distinguished by diver-
sity and richness of their content. In addition to
business literature, they included works of fiction,
scientific works, religious texts, and periodicals. A
special place was occupied by books on history,
geography, and natural sciences, which testifies to
the breadth of the merchants’ interests.

Practical publications, such as letter writing man-
uals, played an important role in the development
of the merchants’ business and social skills. These
books contained samples of letters, contracts, and
other documents, as well as advice on etiquette
and small talk. Such knowledge was indispensable
for the successful conduct of business and the es-
tablishment of useful connections.

Interest in reading often led to the formation of
extensive home libraries. Some merchants collect-
ed rare and valuable publications, which speaks not
only of their love for books, but also of their un-
derstanding of the cultural and historical value of
literature. These collections often became the ba-
sis for public libraries and museums. Reading had
a profound influence on the development of char-
ity among the Ural merchants in the second half of
the 19th century. Familiarity with the ideas of edu-
cation and social responsibility through literature
significantly changed the worldview of many rep-
resentatives of this class, encouraging them to ac-
tively participate in public life. For merchants, books

opened up new horizons in understanding social
problems and needs, forming in them a sense of
civic duty and a desire to contribute to the devel-
opment of society. It was demonstrated by their en-
thusiastic support of educational institutions and
cultural initiatives, which became a characteristic
feature of the activities of the enlightened mer-
chants of that time.

This transformation of thinking was especial-
ly evident in the activities of such Ural merchants
and philanthropists as Aleksey Gubkin (Kungur). His
personal library, which included not only business
literature, but also works by classics and scientif-
ic works on various fields of knowledge, became
the basis for the formation of a broad outlook and
deep understanding of social problems. Golikova
noted that it was owing to constant self-educa-
tion through reading that Gubkin was able to real-
ise the importance of developing education in the
region and decide to create a technical school in
Kungur [Golikova, 2015]. The influence of reading
practices on charity was not limited to funding pro-
jects. Enriched with knowledge from the books they
read, merchants often took an active part in the de-
velopment and implementation of their charitable
initiatives. They used the knowledge they gained
to create effective educational programs, organise
cultural events, and even introduce innovative ap-
proaches in the social sphere. The patronage of the
Ural merchants in the field of library affairs clearly
demonstrates not only their interest in literature,
but also the relationship between reading habits
and charitable initiatives. Merchants' participation
in the creation of educational institutions for eth-
nic groups was of particular importance. After the
adoption of the “Rules on Measures for the Educa-
tion of Foreigners Inhabiting Russia” in 1870, librar-
ies with literature in Russian and national languages
began to be formed at schools for Tatars, Bashkirs,
and other nationalities. With the merchants’ direct
support, specialised libraries were also created, such
as the Nyazhat (“salvation”) Trinity Mohammed-
an Library and Reading Room, opened in 1889. Its
foundation became a symbol of the merchants’ de-
sire for cultural dialogue and education of the mul-
tinational population. By investing in libraries and
educational projects, they not only strengthened
their social status, but also formed a cultural envi-
ronment that reflected their own intellectual needs.
The institutionalisation of the periodical press as an
element of the Ural merchants’ everyday practic-

Il 2. Aleksey Semenovich Gubkin

es of information consumption should be consid-
ered an important marker of the transformation of
their reading culture in the second half of the 19th
century. An analysis of historical sources allows us
to state that newspapers and magazines occupied
a key position in the structure of media consump-
tion of progressive representatives of the merchant
class. This phenomenon reflects not only the evo-
lution of reading preferences, but also the forma-
tion of periodicals as a tool for social positioning,
which was due to their efficiency, thematic variabil-
ity, and connection with urbanisation processes. It
is noteworthy that, unlike book collections, which
were often representative in nature, systematic use
of periodicals demonstrates the pragmatisation of
the cultural strategies of merchants, who sought
to adapt to the challenges of capitalist modernisa-
tion through the development of relevant discursive
practices. As Surnina notes, “the Russkiy Vestnik and
Otechestvennye Zapiski magazines played an im-
portant role in shaping the merchant class’s read-
ing culture, introducing them to new literature and
current public discussions” [Surnina, 2019].
Subscription to periodicals became a kind of
marker of a merchant’s cultural level and social sta-
tus. Many representatives of the merchant class did
not limit themselves to reading the press; they also
became authors of articles and notes, especially on
trade and industry issues. This contributed to the
formation of an active civic position and the involve-
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ment of merchants in public life. It is interesting to
note that some merchants not only subscribed to
central publications, but also supported the local
press. For example, in Yekaterinburg, merchants ac-
tively participated in the publication of the Yekater-
inburg Week, which covered local news and issues.
This demonstrates the growing awareness of the
merchant class of its role in the development of the
region and the desire to influence public opinion.

However, despite these cultural and intellectual
achievements, public displays of education were not
always perceived unambiguously among the mer-
chants. Paradoxically, some merchants deliberately
hid their education. As historian Bokhanov notes,
“merchants often demonstrated ostentatious igno-
rance, deliberately distorted their speech, and ad-
hered to the traditional image of a simple trader,
fearing to lose the trust of conservatively minded
clients and partners” [Bokhanov, 1984]. For exam-
ple, researcher Mikityuk notes that Yekaterinburg
merchant P. Zlokazov, who received a good educa-
tion, often "pretended to be illiterate” at business
meetings, which helped him in trade negotiations
[Mikityuk, 2014]. This behavior was due to the pe-
culiarities of the socio-economic environment of
that time: among the merchants, there was still a
distrust of “excessive education”, which was per-
ceived as a departure from traditional values and
could damage business reputation.

An analysis of surviving library parts demon-
strates the qualitative evolution of book collections.
In the mid-19th century, utilitarian texts predomi-
nated: religious literature (Psalters, Books of Hours),
business reference books (Trade Charter), and ac-
counting manuals. By the 1870s, the library collec-
tions had expanded to include scientific works (D.
Mendeleyev's works on economics), philosophi-
cal treatises (I. Kant, A. Schopenhauer), and Rus-
sian classics (N. Gogol, I. Turgenev), reflecting the
transition from functional collections to “symbolic
libraries” that emphasised the owner’s status as an
enlightened entrepreneur. By the mid-19th centu-
ry, reading had become a tool for integrating into
the elite, as evidenced by the interest in works on
history and law (for example, Karamzin's History of
the Russian State in the Zlokazovs' library).

The Ural merchants’ reading practices of the sec-
ond half of the 19th century had a significant impact
on the development of charity and patronage, on
the formation of a new cultural identity of the class.

Thus, reading practices became both an instru-
ment of the merchants’ cultural transformation and
a source of social tension, requiring the develop-
ment of complex adaptation strategies to maintain
a balance between modernisation and tradition in
the conditions of post-reform Russia.
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BTOPOW MOJIOBUHbI XIX BEKA

AHHomayus: VicchegoBaHue noceawjeHo aHau3sy Yu-
mamesieCKUX NPaKkmMukK ypaisCcko2o Kyne4ecmaa 8mopol

nosaosuHsl XIX seka. OcHosHasA yeas pabomel - pe-
KOHCMpyupo8ame 380/1I04U0 YUMAMeNbCKUX NPaKmMuK
YpaabCckoz20 Kyneuyecmea KAk 3/1leMeHma e2o Ky/saemyp-
Hol mpaHcgopmayuu, 8biA8UB UX 8AUAHUE HA COYUAb-
HOe no3uyuoHUpo8aHue cociosus. Paboma ekaouyaem 8
cebs aHanU3 CoOXpaHUBWUXCA opazmMeHmo8 Kyneyeckux
6ubnuomek, aHanus uccaedosaHuli dpyeux asmopos no
meme Hacmosuweli pabomel.

BeisigieHo pacwupeHue penepmyapa Kynedyecmea
om pesiuzuo3Hol umepamypel kK cospemeHHoU xydoxe-
cmeeHHol, Hay4yHol u ¢unocogpckoli. Ocoboe sBHUMAHUe
yOesnieHo posau hepuoduyeckux uzdaHuli 8 popmuposaHuu
Hoeoli Yumamesbckol Kysiemypel Kynedyecmsa. Ycma-
HOBJIeHO, YMO pacwupeHue YumamesabCkux Npakmuk
0Ka3a/10 3Ha4YumesibHoe 8/usHuUe Ha 61azomeopumers-
Hyto desmesibHOCMb Kynyos. PopmuposaHue oW uUpHbIX
JUYHbIX Bubuomek cmaso ocHosoU Ky/1bmypHO20 po-

N3yueHne umTtaTenbCkmx NpakT1K ypaabCkoro
KyrneuecTBa BTOpPOI NonoBuHbI XIX Beka npeacTas-
nAeT cobon 3HaUMMbIN NCCAeA0BaTEeNbCKNIA CHOXKET,
MO3BOJ/IAIOLLMIA PACKPbITb MEXaHU3MbI Ky/IbTYPHOM
TpaHchopMaL MM COCOBKA B 3MOXY MOZePHM3aLMm
nopedopmeHHoM Poccnn. AkTyanbHOCTb ObpaLleHus
K faHHOM TeMe 0ByC/oBNeHa HECKONbKUMMN PaKTo-
pamu. Bo-nepB.bix, ypanbckoe Kynevectso, Hyayun
KJOYEeBbIM aKTOPOM 3KOHOMMUYECKUX npeobpaso-
BaHWI PErnoHa, Cbirpano BaxkHyo posb B Gopmu-
pPOBaHWM HOBOW COLMOKYNbTYPHOW peanbHOCTH,
O/AHaKO ero rnoBceAHeBHble NPaKTUKN, B TOM YnC-
fle YTeHune, OCTatoTCA HEeA0CTaTOYHO M3YUYEHHBIMM.
Bo-BTOpbIX, @aHann3 unTaTeNbCKNX MHTEpPecoB Mo-
3BOJISIET BbISBUTb NPOTUBOPEUNS MEXAY NY6ANYHON
AEMOHCTpaLMEN «TPajNLIMOHHOCTA» U CKPbITbIMU
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cma. YmeHue ucnose308as10ce 018 NpogheccuoHAbHO-
20 U IUYHOCMHO20 pd38uUMUus.

UccnedosaHue packpeisaem npomusope4ussili Xa-
pakmep KysnemypHoU mpaHcgopMayuu Kyne4eckozo co-
cno8us, koeda nybau4Hoe nposeaeHue 06pa3zo8aHHoOCMU
MO2/10 HAMepeHHO CKpbl8ambCs U3-3a ondceHuli nomepu
dosepus KOHCep8aMUBHbLIX NAPMHepos. 380U Hu-
mamesibCKux UHmMepecos ompaxaem 2y6UHHY0 Ky/lb-
MypHY mpaHcghopmMayuro cocao8us.

OcHogHoli 861800: Yumamesbckue Npakmuku cmanu
00HOBpEeMeHHO U UHCMPYMeHMOoM Ky/ibmypHoU MpaHc-
dopmayuu Kynedyecmed, U UCMOYHUKOM COYUATbHO20
HanpsxeHus, mpebosasuwiezo 8bipabomku C/10XHbIx adan-
mayuoHHbIx cmpamezuli 015 coxpaHeHUs 6aaaHca mexoy
modepHu3ayueli u mpaduyuel 8 ycaosusax nopegpop-
MeHHoU Poccuu.

Knrouessie cnosa: yumameseckue npakmuku, ypane-
cKkoe Kyneyecmao, camoobpaszosaHue, bubiuomeku, Ky/o-
mypHas mpaHcgopmayus, noscedHe8HOCMsb, huaocogpusi.

npoLeccammn MHTeAeKTyaan3aumnm, 4to pacmpaeTt
NOHWMaHWe ajanTaLMOHHbIX CTpaTeruii COCI0BMs
B YCJOBMAX KanuTainCcTUYecKon MogepHu3aLmm.
B-TpeTbux, nccnepgoBaHve YTeHMA Kak d1eMeHTa
NOBCEAHEBHOCTN BHOCUT BKAAZ B AUCKYCCUIO O Ae-
MOKpaTu3laumn kynbtypbl B Poccum XIX Beka, no-
Ka3blBas, Kak KyrneyecTBo, BOMpeKM cTepeoTunam,
CTafo NPOBOAHUKOM HOBbIX UAEW, UHTErpupys pe-
TMOH B OBLLEPOCCUIACKOE UHTENNEKTYaIbHOE NPO-
CTpaHCTBO. KNtoueBbIM METOAOM CTaja «UCTOPUA
uteHus» (P. WapTbe), Nno3BoAMBLIAA PEKOHCTPYN-
poBaTb HEe TONbKO KPYF YTEHWA, HO 1 CNOCO6bbI UH-
TeprnpeTaumn TEKCTOB.

Takum 0bpa3oM, cTaTbsl BHOCUT BKAAZ B U3yye-
HWe KyNbTyPHOW NCTOPUM YPasibCKOTO KYNeYyecTBa,
packpbiBas, Kak YTeHNe CTaa0 MeXaHU3MOM MHTerpa-

LW COC/IOBUSA B MHTENNEKTYaNbHYO 31MTy Poccun,
HeCMOTps Ha COXpaHsABLUMECA COCNOBHbIe Hbapbe-
pbl U CTpaTErMn AUCCUMYAALMN 06Pa3OBaHHOCTY.

PosHoB B cBOel paboTe OTMeUaeT, YTo nocse
Bennknx pedopm KyneuectBo CTano KJHOUEBbLIM
aKTOPOM GOPMUPOBAHUNSA PEIHOYHOM IKOHOMUKM,
aKTUBHO BKJIHOUMIOCh B MPOLECCHl KyJbTYPHOWN
TpaHcpopmaLmm poccuiickoro obuiectsa [PoaHOB,
2024]. B 3T0T nepros NpOUCXOANT CyLLeCTBEHHOE
N3MEHEHME POAN UTEHUNSA B Kyneueckon cpege. Ecm
paHbLLe unTaTenbCckme NPakTMKM KynLoB OrpaHnym-
Ba/NCb MPEUMYLLECTBEHHO PESIUTMO3HOM NnTepa-
TYPOWN N AeN0BOI AOKYMEHTaLMER, TO TeNepb OHU
PacLLMpPSOTCS 40 OCBOEHUS Pa3HOODPa3HbIX TEKCTOB
— OT CrneuynanbHOM 3KOHOMUYECKON nTepaTypbl 40
dnnocobcknx TpakTaToB U XyAOXKECTBEHHbIX MPO-
n3BegeHnn. PyHaameHTaNbHble nccnegoBaHmns b.H.
MwupoHosa [2003], I'H. ¥absHosoi [2014] 3an0xmam
OCHOBY ANl MOHWMaHMWA COLNOKYNbTYPHOrO CTaTy-
ca KyneuecTBa. PervoHanbHbI acnekT packpbiBaeT-
ca B Tpygax O.H. Nawkosoti [2002], HO.B. boposuk
[2019] v E.B. bBaHHukoBo [2011], rae aHannsmpyoT-
€1 0COBEHHOCTM YPanbCKOro KyrneyecTsa, BKato4as
ero obpasoBatesibHble cTpaTernn. Posb NepuoanKu
nccnegosara M.A. CypHnHown [2019], oTmMeTMBLIEN
BANAHWNE XYPHaNoB «Pycckunii BeCTHUK» n «OTeye-
CTBEHHbIe 3anmcku» Ha GOpPMUPOBaHME UnTaTeb-
CKOW KynbTypbl. OfHAKO 3HAYMTENbHAA YacTb paboT
COCpesoToYeHa Ha 3KOHOMMYECKON N PENUTNO3HOM
LeATeNbHOCTM KyneyecTBa.

AHanu3 nccnegosaxuii B.A. Konbuosown n U.P. Ge-
JOPKOBOM NMO3BOASET CAeaTb BbIBOA O TOM, YTO
N3MeHeHMe LLeHHOCTHbIX OPUEHTaL M KyrneyecTBa
BTOpPOW NosoBUHbI XIX (1, COOTBETCTBEHHO, U3Me-
HEHWEe PO UTEHWS B 3TOWN Cpese) CBA3aHO C CO-
uManbHbIMU KOHGANKTAMU, UMEBLUMMWU MECTO B
Kyrne4yeckon cpejse, a UMeHHO — KOHGANKTaMU C
aBopsHcTBoM [KonbuoBa, Pegopkosa, 2018]. Ky3b-
MunyeB u LLlanknH B cBOMX ouyepKax OTMETUAN, UTO
€C/IN B 3KOHOMMUYECKOW MJOCKOCTU 3TO COMEPHU-
4YeCTBO HOCWJ/IO MPEUMYLLECTBEHHO CO3MAaTesb-
HbI xapakTep, TO B COLMaNbHO-KYAbTYPHOW chepe
MeX Ay COCNOBMAMMU CNOXMUACH aHTaroHN3M, coxpa-
HABLUMICA BNAOTb A0 NMKBUAALMN COCOBHOM CU-
ctembl B 1917 roay [Ky3bmuues, WankuH, 1995].
MexcocNoBHOE NPOTUBOCTOAHME KOCBEHHO CTUMY-
NnpoBano obpasoBaTenbHble aMbULMK KyrneyecTBa.
CTpeMscb NPeosoneTb KybTYpPHbIA pa3pbIB C 4BO-
PSHCTBOM U NETMTMMUPOBATL CBOWM CTATYC, KYMLbl
WHBECTUPOBAAN B MPOCBELLEHME, UTO PacLINPSAN0

UX YnTaTeNbCKUE NPakTMKKM. VIHTepec cmecTuacs ot
y3KkonpodeccnoHasibHOW anTepaTtypbl K Guaocod-
CKUM TpaKTaTaMm, XyL0XeCTBEHHbIM NPOMN3BEAEHUAM
W Hay4HbIM TPpyZAaM, paHee CUUTaBLUUMCS «4BOPSIH-
CKOW npuBuaerven». Takum obpasom, AeCTpyKTMB-
HbI coumanbHbl KOHGANKT TpaHcGOPMUPOBaNCS
B KaTa/sM3aTop KyAbTypPHOWN 3BOMOLUN, MO3BONB-
LUeln KyneyecTBy He TOJIbKO YKPENUTb 3KOHOMUYE-
CKMe NOo3uLUUK, HO N NePecMOTPeTb COBCTBEHHYIO
COLMOKYNbTYPHYH UAEHTUUYHOCTb.

Kak ytBepxgaet A.Jl. KyzeBaHOBa, BN/OTb A0 Ce-
peauHbl XIX Beka B Kyneyeckon cpese JOMUHNPO-
BaJla KOHCEPBATUBHAs NO3MLMSA, CONacHO KOTOPOW
TeopeTnyeckoe obyyeHne BOCMPUHUMANOCh Kak
npenATCcTBUE A1 OCBOEHMA NPaKTUYECKNX HAaBbIKOB
Toprosoro pemecna [KyseaHoBa, 2010]. OgHako y
BapbIWHUKOBA Mbl MOXeM HalTh, 4To K 1870-M ro-
AaM aKkLeHTbl CMeCTUINCE: CTpeMaeHne K obpaso-
BaHWIO CTa/I0 MapkepOoM NPOrpPeccuMBHbIX B3rNSA0B,
BbIpaXasCb B aKTUBHOM MPUOBLLIEHNN MONOAEXN K
NPUKAAAHBIM ANCLUUNANHAM Yepe3 KOMMepyeckmne
yunamiLa n peasbHble WKOAbI [bapbiwHMKoB, 1994].

Ypanbckoe KyrneyecTBO B 3TOM KOHTEKCTe Mpes-
cTaBsAeT 0cobbll MHTepecC, NOCKOJbKY ChOpPMU-
poBafca yHVKalbHbIN TUMN NpeAnpuUHMMaTENs,
coyeTaBWUN B cebe TPaANLMNOHHbIE Kyrneyeckne
YepTbl C HOBAaTOPCKMMM NMOAXOAAMU K BEAEHWIO
Aena v opraHM3aumnm NOBCeAHEBHON XU3HW. YTe-
HWe CTaNo BaXKHbIM MHCTPYMEHTOM TaKoW TpaHC-
bopmaumm, No3BoAAA KyMNL.aM He TOAbKO PacLLnpATb
CBOW KpYro3op v AefoBble HaBblKW, HO U GOpMM-
poBaTb HOBYHO Ky/JIbTYPHYH MAEHTUYHOCTb, COOT-
BETCTBYHOLLYIO X BO3POCLUEN poaun B obLuecTBe.
MyxaueBa OTMeUaeT, UTo B OTAMUME OT ABOPSH-
CKOro COCNOBUS, TAe TPAAMLMA AOKYMEHTUPOBAHUA
KHWUXHbIX COBpaHnin Bblna XOPOLLO pasBuTa U BKHO-
Yasia CoCTaB/ieHMe NoAPOOHbIX KaTasoroBs, onucen
Npw HacNefOBaHNN U APYTMX JOKYMEHTOB, Kyneye-
ckne 6ubaMoTEKN OCTaBUAN 3HAUMNTENBHO MEHbLLE
AOKYMeHTanbHbIX cBuAeTenscTB [MyxaueBa, 2005].
Tem He MeHee, coxpaHuBLlumeca bparmMeHTbl Kyne-
YECKNX KHVXXHbIX KONEKLNIA, HAXOAALLNECSH CErOAHS
B OTAe/Ie PeAKUX KHUT BrnbanoTtekn um. B.I. beanH-
CKOTO, NpeaCTaBAsOT COBON LieHHeNWnI MaTepu-
an Ans NccnefoBaHus.

DBO/IOLMSA YMTaTENbCKUX NPaKTUK B ceMbe Ka-
3aHLeBbIX, 0COHEHHO APKO NPOABMBLIAACA B ANY-
HocTu FaBpumna ®omuua, npeacraBaseT cobol
nokasaTesibHbI NpUMep KYAbTypHON TpaHcdop-
MaLmK ypasibckoro kyrnedectsa B XIX Beke. CyTb 3TOM
TpaHcpopmaL MM 3aKntoyanach B nepexoge ot Tpa-
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AVLMOHHOMO PENUTUO3HO-MPUKAALHOIO YTEHMUS K
CBETCKOMY WHTeNeKTyanbHOMY. Bcero 3a Heckoabko
[ECATUNETNIA MPOUN3OLLEN KaUueCTBEHHbI CKayokK B
NNTepaTypHbIX NPeANOYTEHUSX: eCIN NePBOHaYab-
HO B AOMalUHel bnbanoTteke KasaHueBbIx Npeob-
Naganu uepkoBHble kKHUMK (McanTeipb, Yacocnos) n
AenoBan foKyMeHTauus, To K cepegmnHe XIX Beka,
CYASl MO COXPaHMBLIMMCS OMUCAM NNUYHON B1ban-
oteku lNaBpunna ®omumua (FACO. ®©. 108. On. 1. 4.
3. /1. 12-15), B Heln NOABUANCE NPOU3BEAEHNA PYC-
CKOW 1 3apybexXHOM KAacCUKK, Hay4YHO-Monyasp-
Hble nsgaHusa, nepnoauka. O6 MHTeNNeKTyaNbHbIX
nHTepecax MaBpunna GomMunua CcBUAETENBCTBYHOT TaK-
e ero nyHble AHeBHUKM 1 nepenucka (FTACO. O.
108. On. 1. A. 5. /1. 23-25), rae obcyxaaroTca npo-
UMTaHHbIE KHUTW U COAEP>KaTCsA Pa3MbILLNEHNS O
COBPEMEHHOW fnTepaType.

Bubnnoteka .®. KasaHueBa 4eMOHCTPUPYET LUK-
POTY N N3bICKAHHOCTb €ro NTEPATYPHbIX BKYCOB.
Ocob6eHHO BaXKHO OTMETUTb, YTO INTepaTypHble
nHtepecol MaBpunaa dommya He orpaHmumBa-
JINCb FOHOLLECKMM YBIEUEHNEM, @ COXPaHUANCH Ha
MPOTAXEHWM BCEWN €ro XU3HWU. B ero bubanoteke
NPUCYTCTBOBAAN MPUXMNIHEHHbIE NU3JaHNA TaKMX
Bbljarowmxca noatos, kak K.H. baTtowkos, E.A. ba-
paTtbiHCckmi, B.A. XKykoBckuii, H.M. KapamsuH v gpy-
rvx, UM npounseeseHns Boixogmunum B 1820-1840-x
rogax. 3To CBMAETENbCTBYET O Fy6OKOM U YCTOM-
UMBOM MHTepece KaszaHLieBa K COBPEMEHHOM eMy
AnTepatype 1 ero ctpeMaeHun 6biTb B Kypce Ky/b-
TYPHBIX TEHAEHLMIN cBOEro BpeMeHu. MNpumevatens-
HbIM ABSETCA €ro YBAEUYEHWNE NAESAMU YTOMUUYECKOrO
coumanunsma, B YactHoctn ydyeHmnem CeH-CumoHa.
B Hauane 1850-x rofoB, Korga Aaxe B CTOJANYHBIX
NHTEeNNeKTyaNbHbIX Kpyrax Poccmm TonbKo Hauum-
Has0Cb OCBOEHME 3TUX KOHLenLmi, KasaHueBs yxe
AEMOHCTpUpOBan rnybokuin nHtepec K Hum. Mo ero
JINYHOM Npocbbe raBHbIN HavyalbHUK YpPanbCKMX
ropHbIx 3aBoAoB B.A. [n1HKa npefocTtaBua eMy noj-
pobHoe onncaHune yuyeHus CeH-CMOHa, BKAOUato-
wee 6uorpaduio dunocoda, OCHOBHbIE NMONOXKEHWS
ero Teopuu, CBeAeHNs 0 NociesoBaTensix n gaxe
NX BHeLIHeM 06/MKe. 3TOT GpakT He TO/IbKO CBUAe-
Te/IbCTBYET O HE3aYPALHOM MHTENNEKTYaNbHOM JIH0-
6onbiTcTBe KazaHueBa, HO U JeMOHCTPUPYET ero
cTpemneHwue 6bITb B aBaHrapae dpunocopckon n co-
LUMaNbHOW MbICAN CBOErO BPEMEHM, JaXe eC/Iv 3TU
NZEN He BMOJIHE COOTBETCTBOBAIN TPALANULMOHHBIM
B3rAs4am CTapoobpsaveckol cpesbl. Takas OTKpbl-
TOCTb K NPOrPeccrBHbIM naeam bblna HexapakTepHa
A7 BONbLUMHCTBA NPeACTaBUTENEN KyneyecTBa TON
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3MOXM, OCOBEHHO BbIXOALLEB U3 CTapoobpsaaUeckmx
KPYroB. 3T0 06bACHANOCH TEM, UTO CTapoobpsgue-
CKOe KyrneyecTBO TPajMLMOHHO NPUAEP>KMBaNOCh
KOHCEPBATMBHbIX B3I/S40B, 0OYC/NOBAEHHBIX Kak pe-
NINTUO3HBIMWN YOEeXAEHUAMM, TaK U 3aMKHYTOCTbHO
obwmHbl. CnctemMa BOCNUTaHMA B CTapoobpsaaue-
CKMX CEMbSIX, AeNaBLias akLeHT Ha pennrnosHoe
obpa3oBaHve v Cej0BaHNe yCTaHOBAEHHBIM Mpa-
BMJIaM, a TakxKe CTpax yTpaTbl Ky/JIbTYpHOW U penu-
FMO3HOW NAEHTUYHOCTM CO34aBasv eCTECTBEHHbIE
6apbepbl 4NS BOCAPUATASA HOBbIX GUNOCODCKUX 1
couManbHbIX MAen. B 3TOM KOHTEKCTe MHTeNNEeKTY-
anbHas cmenoctb KasaHueBa BbIrSANT OCOBEHHO
npumMeYyaTenbHOM.

UTeHne urpano KAHUeBY POJb B XXM3HU Kyre-
yecTBa, OKa3blBas r1ybokoe BAWSHME Ha UX IMUYHOCT-
Hoe n npodeccnoHanbHoe passutue. Victopumsa cembm
laBpumnna Pomnya KasaHuesa ApKO MATOCTPUPY-
€T, KaK 1t060Bb K KHUFaM U CTPeMJIeHMe K camo-
06pa3oBaHMO FAPMOHUYHO COYETaINCh C YCMELLIHOM
npeanpuHUMaTEeNbCKON AeATENbHOCTbIO U aKTUB-
HbIM Y4acTUEM B OBLLECTBEHHOW XM3HMW.

Kyneueckne 6mbanotekn oTamyanmcb pasHo-
obpazmem n boratcTBOM cogepkaHus. Nommumo
[e/10BOV IMTEpaTypbl, OHU BKAKOUANN XY[OXKECTBEH-
Hble NPOW3BeAEeHMNSA, HayUHble TPYAbl, PENUTNO3HbIE
TeKCTbl U nepuogunyeckmne nganma. Ocoboe mecto
3aHMMaau KHUTU MO UCTOpUK, reorpadum n ecte-
CTBEHHbIM HayKaM, YTO CBUAETENbCTBYET O LUMPO-
Te MHTEepecoB Kymne4yecTsa.

MpakTnyeckne n3gaHus, Takme Kak «cekpetapu»
N «MUCbMOBHUKW», UTPasn BaXHY pPOfb B Pa3Bu-
TUW JEN0BbIX U COLMANbHbIX HaBbIKOB KyMLOB. 3TU
KHUTW cofep>kanu obpasLbl NMCEM, JOrOBOPOB U
APYrvX JOKYMEHTOB, @ TakXXe COBETbI MO ITUKETY U
BeJEHUNIO CBETCKUX becea. Takue 3HaHUSA Bblan He-
3aMeHUMbl AN5 YCNELWHOro BeAEeHUs AeNl 1 Hana-
XMBaAHWS NONE3HbIX CBA3EN.

WNHTepec K uteHuto 4acTo npmneogua K Gopmmpo-
BaHMWIO OBLIMPHbIX JOMaLLIHMX BrubanoTek. HekoTo-
pble Kynupbl cobupann peakne v LieHHble n3gaHus,
4YTO rOBOPUT HE TONbKO 06 UX NH06BU K KHUTaM, HO
M O MOHUMaHUM KyJbTYPHOW N NCTOPUYECKON LieH-
HOCTW AnTepaTypbl. 3T KONNEKLMN HepeaKo CTa-
HOBMANCb OCHOBOW A Ny6ANUHbBIX 6MBANOTEK U
My3eeB. YTeHune oka3zano rnybokoe BAUsHUE Ha pas-
BUTME BNaroTBOPUTENBHOCTU Cpean YpPaibCKOro
KynedecTBa BO BTOpPOW nonosuHe XIX Beka. 3Ha-
KOMCTBO C UAEAMM NPOCBELLEHNS U COLMANbHON
OTBETCTBEHHOCTW Yepes nuTepaTypy CyLlecTBeH-
HO M3MEHMNO MUPOBO33PEHME MHOTMX NpeacTa-

BUTENIel 3TOro CoCN0BUSA, NOBYXAas X akTUBHO
yyacTBOBaTb B OOLECTBEHHOW XM3HW. KHKMM OT-
KpblBasn Kynuam HOBble FOPU3OHTblI MOHUMaHWNA
06LLecTBEHHbIX NpobaeM 1 noTpebHocTeln, popmu-
Pys Y HUX YyBCTBO rpaXAaHCKOro Joara n CTpem-
NleHne BHEeCTM CBOW BKJ1aj B pa3BuTMe obLuecTBa.
3TO NPOABAANOCH B UX aKTUBHON noaaepxke obpa-
30BaTeNbHbIX YUPEXAEHWNIN U KYJbTYPHbIX NHMLMA-
TUB, YTO CTaJIO XapakTepHOM YePTON AeATeNIbHOCTM
NPOCBELLEHHOrO KyrneyecTBa TOro BPEMEHM.

JTa TpaHchopMaLma MbILLIEHNA OCOBEHHO APKO
NPoABMAaCh B AeATENbHOCTU TakuX YPanbCKnx Kyr-
LoB-MeLleHaToB, Kak Anekcet CeMéHoBumY y6KUH
(KyHryp). Ero nmyHas 6nbanoteka, BkatoUaBLIas He
TOJ/IbKO AENOBYIO NNTepaTypy, HO U NPOU3BEAEHNA
KJIaCCMKOB, HayuHble TPYAbl MO Pa3NNUYHBIM OTpac-
NIM 3HaHWI, CTafa OCHOBOM A5 GOPMUPOBAHUS
LUIMPOKOTO Kpyrosopa v rnybokoro NoHMMaHus co-
UManbHbIX Npobaem. ViMeHHO Baarosaps NOCTOSAH-
HOMYy camo0bpa3oBaHuNto Yepes uTeHne [oarMkoBa
oTMeuyana, uto N'y6KMH CMOT 0CO3HaTb BaXKHOCTb pas-
BUTUA 0Opa3oBaHWsA B PervMoHe U NPUHATb peLle-
HWe O CO3aaHUN TexHmnueckoro yumamia B KyHrype
[FTonnkosa, 2015]. BansaHue umMtatenbCckux npak-
TUK Ha 61aroTBOPUTENBHOCTb HE OFPaHNUNBANOCh
Amwb GUHaHCcMpoBaHWemM npoekTos. Kynubl, 06o-
ralieHHble 3HaHMAMU U3 MPOYUTaHHBIX KHUT, 4acTo
NPUHMManM akTMBHOE y4yacTue B paspaboTtke u pe-
anmsaumm ceonx 61aroTBOPUTENbHbBIX MHULIMATUB.
OHM ncnonb3oBaan NOAyYeHHble 3HaHWA ANA CO3-
AaHuns 30 deKTUBHbIX 0Opa3oBaTe/IbHbIX MPOrpamm,
opraHv3aLmnm KyabTyPHbIX MEPONPUATUNA U Jaxe A/1S
BHEAPEHUA MHHOBALMOHHbBIX MOAXOA0B B COLMaNb-
HoW chepe. MeueHaTcKas JefaTeNIbHOCTb YPaibCKO-
ro kyneuyecrsa B chpepe 6ubanMoTeyHoro gena Apko
LEMOHCTPUPYET He TONbKO UX MHTepeC K nTepa-
Type, HO 1 B3aMMOCBS3b YMTaTENbCKUX NPUBbIYEK
¢ 6naroTBOpPUTENbHBIMY MHULIMATMBAMMU.

Ocoboe 3HaueHVe NMeNo yyacTue KyrneyecTsa B
co3zaHun 06pa3oBaTesIbHbIX YUPEXAEHWIA AN STHU-
yeckunx rpynn. Nocne npuHatna B 1870 r. «[pasun o
Mepax Kk obpa3zoBaHuIO Hacenstowmx Poccmio nHo-
POZLIEB» MpPU LLKOAAX A/is TaTap, ballkup u Apyrux
HapoOAHOCTEN CTasn GOpPMUMpPOBaTLCA BUBAMOTEKM
C IMTepaTypon Ha PYCCKOM U HaLMOHabHbIX A3bl-
kax. Mpw HenocpeACTBEHHON Noaaep>KKe KyrnLuoB
BO3HMWKaNN 1 CrneunannsnpoBaHHble 6ubanotekn,
Takue kak Tpouukas maromeTaHckas 6bubanore-
Ka-umTanbHa «Haxart» («CnaceHue»), oTKpbITas B
1889 r. Eé ocHOBaHWe cTano CMMBOIOM CTPEMAEHMA
Kyne4ecTBa K Ky/JbTYPHOMY AWanory v npoceeLle-

HWIO MHOTOHaLMOHaNbHOTO HaceneHus. Bknagbl-
Bas cpeacTBa B bubanoTtekn n obpazoBaTtesibHble
NPOeKTbl, OHW He TOAbKO YKPENAsAN CBOW COLM-
aNbHbIA CTATYC, HO Y GOPMUPOBANUN KYNbTYPHYHO
cpefy, OTpaXkaroLLyro UX COBCTBEHHbIe UHTeNNeK-
Tya/ibHble 3anpochl.

BaxkHbIM MapkepoMm TpaHchopMaLMn ymTaTeb-
CKOM KyNbTYpbl YPanbCKOro Kyneyectsa BO BTOPOW
nonosuHe XIX ctonetna cnepyer cumuTaTb UHCTUTYLN-
OHaNM3aLuo NepUoAMYECKOM NevaTh Kak 31eMeHTa
NX NOBCEAHEBHbIX MNPaKTMK MHPOPMALMOHHOIO No-
TpebaeHns. AHann3 NCTOPUYECKMNX MCTOUYHMKOB MO-
3BOJIAET KOHCTATUPOBATb, YTO Fa3eTHO-KyPHabHble
N3JaHNA 3aHAAN KNHOYEBYHO MO3ULMIO B CTPYKTypeE
MezamanoTpebaeHns NPorpeccnBHbIX NPeAcTaBu-
Tenen Kyneyeckoro cocnosus. laHHbli peHomeH
OTpaXkaeT He TONbKO 3BO/IIOLIMIO UMTATeNbCKNX NPes-
MOYUTEHWI, HO N CTAHOB/IEHWE NEPUOAUKM KaK UH-
CTPYMEHTa COLManbHOro No3NLIMOHNPOBaHWS, UTO
6b110 06YCNIOBNEHO €€ ONEPaTUBHOCTLIO, TEMATU-
YecKo BapmaTMBHOCTBIO M CBA3bIO C MpoLeccamm
ypbaHun3auun. NMpumeyaTensHo, YTo B OTANYME OT
KHWXHbIX COBpaHuiA, HOCMBLUMX 3a4acTyto pernpe-
3eHTaTUBHbIV XapakTep, cuctemaTnyeckoe obpate-
HVe K Nepuognyeckum U3gaHnam gemMoHCTpupyeT
nparmMaTm3aunio KyabTypHbIX CTpaTernin Kyneye-
CTBa, CTPEMUBLLErOCs afanTMpPoBaThCA K BbI30BaM
KanuTaancTmyeckon MoAepHm3aumm yepes ocBo-
eHVe aKTyaNbHbIX ANCKYPCUBHbBIX NPaKTUK. Kak oT-
meuaeT CypHUMHa, «KypHabl "Pyccknin BECTHUK' 1
"OTeuecTBEeHHbIE 3aMNCKN» UTPaaun BaxHYHO poJb
B GOPMMUPOBaHUW UYNTaTENbCKOW KYyAbTYpbl Kyre-
yecTBa, 3HaKOMS UX C HOBMHKaMW NTepaTypbl 1
aKTyasbHbIMU 06LEeCTBEHHbBIMY Anckyccnamm [Cyp-
HuHa, 2019].

MNMopnucka Ha neprvoanYeckne nsjaHuns ctana
CBOEro poja MapKepoM KyNbTypHOTO YPOBHA 1 06-
LLecTBeHHOrOo cTaTyca Kynua. MHorve npegcrasuten
Kyrne4yecTBa He OrpaHuM41BannNCh YTEHMEM NPECChI,
HO W camu CTaHOBWANCH aBTOpaMu cTaTell 1 3ame-
TOK, 0CO6€HHO Mo BONpOCam TOProBAN M NMPOMBbILL-
NEeHHOCTU. 3TO cnocobcTBoBano GoOpMMPOBaHUIO
aKTUBHOW rpaXkAaHCKON NO3NLUN 1N BOBJEYEHWNIO
KyneyecTBa B OOLLECTBEHHYHO XM3Hb. VIHTepecHO
OTMETUTb, YTO HEKOTOPbIE KYMLibl HE TO/IbKO BbIMW-
CbIBa/I LieHTPpabHbIe U3JaHNA, HO 1 NOoAAepPKUBa-
NN MecTHyro npeccy. Hanpumep, B EkatepmHbypre
KyrLbl akTMBHO y4YacTBOBanu B u3gaHum «Ekate-
PUHOYpPrckon Hedenn», KOTopasa ocBellana MecT-
Hble HOBOCTM U Npobaembl. ITO AeMOHCTpMpYyeT
pacTyliee 0CO3HaHWe KyrneyecTBOM CBOEN poau B
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Pa3BUTMM PErMoOHa U CTPEMIEHME BAUATb Ha 06-
LLeCTBEHHOE MHEHMe.

OgzHako, HECMOTPA Ha 3TW KYAbTyPHbIE U MHTEN-
NekTyanbHble AOCTUXEHUs, Ny6ANUHOE NposiBieHWe
06pa3oBaHHOCTM He BCerga BOCNPUHNUMANOCh OA-
HO3Ha4yHO B Kyneyeckon cpeae. MapagokcanbHbIM
06pa3oM HekoTopble KymnLbl HAMEPEHHO CKPbIBaAN
cBOK 0HpaszoBaHHOCTL. Kak oTMeuaeT nctopumk bo-
XaHOB, «KyTLibl YaCTO AEeMOHCTPUPOBANN MOKa3HYyHo
Heobpa30BaHHOCTb, HAMEPEHHO UCKaXKanu peyb U1
NpVAEePXUBANNCE TPAAULIMOHHOTO 06/11Ka NPOCTOro
TOProBLa, onacasacb NOTEPATb JOBEPUE KOHCEPBa-
TUBHO HACTPOEHHbIX KNMEHTOB 1 NapTHepoB» [bo-
xaHoB, 1984]. Hanpumep, nccnegosatens MnkmTok
OoTMeuaeT, YTo ekaTepuHbyprcknia kynew, M.M. 3no-
Ka3oB, MONYUMBLUMI XOpolluee obpa3oBaHue, Ha
AEeN0BbIX BCTPeYax 4acTo «NpuUTBOPSAACA Manorpa-
MOTHbIM», YTO MOMOrano eMy B TOProBbIX Nepero-
Bopax [Mukutiok, 2014]. Takoe nosegeHue 6b110
06ycnoBseHO 0CO6EHHOCTAMM COLManbHO-3KOHOMMU-
YeCKOW cpesbl TOrO BPEMEHM: B KYMeuecKon cpese
BCE €Ll COXPaHAIOCh HeJOBEPME K «4PE3MEPHO
06pa3oBaHHOCTM», KOTOpPas BOCMPUHMMaNach Kak
OTXOJ, OT TPAAMLMOHHbBIX LEHHOCTEN U MOraa no-
BpPeAMTb Ae/I0BON penyTaLumu.

AHanu3 coxpaHuBLUMXCA pparMeHToB 6nbanoTek
AEMOHCTPUPYET KaYeCTBEHHYH 3BOJIFOLMIO KHUX-
HbIX cobpaHuii. B cepeamHe XIX Beka npeobnaga-

IV yTUANTapPHbIE TEKCTbI: PeANTMo3Hasa AntepaTypa
(Mcantbipn, Yacocnosbl), 4enoBble CNPaBOYHUKN
(«ToproBeblin ycTaB»), y4ebHble nocobus no byxran-
Tepun. K 1870-m rr. coctaB bubanoTek pacumpuncs
3a cYeT Hay4HbIX TpyAoB (paboTbl .M. MeHaeneesa
no 3koHomuke), dnnocodckmx TpakTaTos (M. KaHr,
A. WLloneHrayap) u pycckoin knaccmkm (H.B. Torob,
W.C. TypreHes), uTo oTpaxano nepexos ot GyHKLUMN-
OHaNbHbIX COBpaHMI K «BMbANOTEKAM-CMMBOIAM»,
nojyepKkMBaBLLMM CTaTyC Baageblia Kak npocse-
LLLeHHOro nNpeanpuHMMarens;

K cepeanHe XIX Beka uteHume cTano MHCTPYMEH-
TOM MHTErpauum B 3A1Ty, O YEM CBUAETENLCTBYET
WHTepec K TpyAam no uctopuu 1 npaey (Hanpumep,
«WcTopwma rocysapcrea Poccuiickoro» H.M. Kapam-
31Ha B bubanoTeke 3/10Ka30BbIX).

YuTaTenbckmne nNpakTMkmM ypaabCckoro Kyrneyecrsa
BTOPOW nonoBuHbl XIX Beka okazann CyLiecTBeH-
HOe BAWSIHWE Ha pa3BUTME 61aroTBOPUTEbHOCTM
n MeueHaTCcTBa, Ha GopMUPOBaHNE HOBO KyJlb-
TYPHOW NAEHTUYHOCTN COCNOBUS.

Takvm obpazom, untatenbckme NPaKkTUKK CTa-
N OAHOBPEMEHHO N UHCTPYMEHTOM KYAbTYPHOW
TpaHchopMaLmm KyneyecTsa, 1 ICTOYHMKOM COLMU-
aNbHOro HanpsxeHus, TpeboBaBLLEro BeIpaboTku
CNOXHbIX afanTaLOHHbIX CTpaTernii 41 CoxpaHe-
Hua BanaHca Mexay MojepHu3aL el u Tpaguumen
B yCn10BUAX nopedopmeHHon Poccun.
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A PERFORMATIVE IMAGE DEVELOPMENT IN
MUSICAL PERFORMANCE: THE STAGE STRATEGY OF
HENRY LAU

Summary: The article examines the principles of a per-
formative image development in modern musical perfor-
mance using the stage strategy of multi-instrumentalist
and performer Henry Lau as an example. The author views
Lau as the creator of a visual-auditory event where the
artist's image becomes the semantic centre of the stage
action, given the setting of performing thinking change,
the loss of strict genre determination, and the growth of
expressive means. In this sense, the performative image
acts as a meaning-forming core developed in the process
of complex interplay of sound, gesture, scenography, and
spectator perception.

The scientific novelty of the study lies in the introduc-
tion of a categorical apparatus related to the concept of a

As traditional approaches for comprehending
and performing a musical piece have been revised,
musicology has seen a discernible methodological
shift in recent decades. Musicologists have increas-
ingly expressed the opinion about a gradual depar-
ture from traditional ideas about musical meaning,
musical-linguistic parallels, and semiotic analysis of
music. In particular, in his work Feeling the Sound,
researcher N. Eidehem argues that: “...confining mu-
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performative image into the analytical field of musicology
as well as in a detailed analysis of Henry Lau’s performing
practice based on an audiovisual analysis of the cover ver-
sion of the composition “Believer” (Imagine Dragons). The
selected material allows us to trace how the interplay of
acoustic, plastic, and facial-gestural expressiveness forms
a new type of performing statement that goes beyond the
traditional piano discourse.

The work is aimed at developing a theoretical base,
reflecting the specificity of syncretic performance forms
and actualising the significance of performative thinking
in scientific discourse.

Keywords: performativity, image, strategy, scenogra-
phy, interpretation, gesture, performance.

sic within the narrow framework of semiotic analy-
sis is an unethical attitude to its nature...” and “...a
truly ethical approach requires the awareness that
music consists not only of sound materials, but also
of the materiality of the human body” [1, p. 32]. In
turn, researcher V. Yankelevich asserts that “...the
meaning of music is born not in some initially em-

bedded codes, but in a living, changing dialogue

between the sound and the perceiving conscious-
ness” [2, p. 516].

In Russian science, ideas about reconsidering
the nature of musical meaning and the performing
role are reflected in the works of V. Frolkin, L. Leip-
son, A. Kozhevnikova, V. Petrov, D. Demekhina, S.
Zhavoronkova, and others. Thus, in the article "Ex-
pansion of the Concept of Performance in Modern
Conditions: an Interdisciplinary Aspect”, Frolkin car-
ries out a comprehensive analysis of the perform-
ing practices transformation within the framework
of current ideas about performance. Moreover, he
identifies trends towards their expansion beyond
traditional ideas about musical performance. The
author draws attention to the traditional triad "com-
poser—performer-listener” becoming less distinct,
traces the shift from the theory of affects to the dy-
namics of the meaning formation in the performing
act, and analyses convergent tendencies that bring
musical performance closer to theatre, dance, and
other stage forms [3]. At the same time, Leipson
studies the transition from phonetic composition
to performativity in the Western European musical
avant-garde, recording changes in the understand-
ing of musical material. In the author’s studies, the
emphasis shifts from textual and structural organi-
sation to corporeality, gesture, the moment of pres-
entation, and theatrical nature of auditory action
[4]. In turn, examining composer V. Ekimovsky's in-
strumental works (which unite musical and theatri-
cal series and demonstrate the synthesis of arts as
a form of performative utterance), Petrov identifies
a typology of works based on the degree of event
saturation and demonstrates how theatricalisation
transforms instrumental presentation into a perfor-
mance that combines sound, gesture, movement,
speech, light, and scenography [5, p. 92].

It should be noted that the designated trends in
the scientific idea were preceded by shifts in perfor-
mance practice in the second half of the 20th cen-
tury. It was a time when instrumental theatre, one
of the most expressive forms of performance prac-
tice, emerged, marking a qualitatively new stage in
the evolution of performance: sound structuring
began to lose its autonomy, becoming part of a
complex stage action, which included speech, plas-
ticity, object manipulation, and spatial movements,
recorded in the score along with the musical ma-
terial [6, p. 3].

Such expansion of performative expressiveness
acquired special significance in the art of piano,

where the theatricalisation of stage action collided
with a stable tradition of concentration on sound
material and the strictness of the performing ges-
ture. Due to its constructive immobility and histori-
cally fixed idea of an “invisible” performer, the piano
remained on the sidelines of performative experi-
ments for a long time. However, in the context of
a general change in artistic thinking and the blur-
ring of the boundaries between genres, the instru-
ment was gradually drawn into the sphere of stage
practices, where the performer is no longer under-
stood as a mediator of the score concept, but as
the author of the visual and sound action.

In this coordinate system, the concept of the per-
formative image is affirmed as the meaning-forming
core of a musical event. This phenomenon surpass-
es traditional ideas about the illustrative function
of stage elements, radically altering the nature of
the musical statement. Here, the performer ceas-
es to be the "bearer” of technique and becomes a
“semantic reagent”, transforming the musical text
into living dramaturgy. Visuality (from microges-
tures to scenography) acquires the status of a full-
fledged element of musical semantics.

In this context, the stage strategy of Henry Lau,
an artist who forms a typologically new perform-
ing image in his work, is of particular interest. The
image is developed as a synthetic artistic structure
in which musical and theatrical expressiveness are
combined in a single performing act. It is notewor-
thy that here, the traditional boundaries of genres
and roles are subject to purposeful deconstruction:
the artist’s bodily-plastic behaviour, medial scenog-
raphy, and acoustic expression enter into a mobile
interaction, forming a new performing whole. In this
vein, Lau’s performative image is not a “part” of the
performance, but the essence of the composition,
where the gap between the sign and the body is
overcome through the artist’s radical involvement
in the process of meaning generation. His image is
not composed of elements — it is born in their in-
separable tension, where the materiality of sound,
corporeality, and spatial dynamics are fused into a
single act of statement.

The scientific significance of the presented study
is determined by the absence of a holistic and meth-
odologically verified theoretical base capable of re-
vealing the artistic nature of the phenomenon of
syncretic artists who possess both instrumental vir-
tuosity and pronounced stage plasticity, active work
with space, and audience perception. At the same
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time, modern musicology lacks a holistic paradigm
capable of systematically comprehending both the
specifics of the performative thinking of virtuoso
pianists and the genesis of their stage strategy. The
gap in scientific studies is especially noticeable in
relation to those forms of stage action where mu-
sical material is transmitted through visual-kinesic
means, facial expressions, gestural expressiveness,
spatial movement, and theatricalisation principles.
The purpose of this article is to study the mech-
anisms of a performative image formation using
the stage strategy of pianist and performer Henry
Lau as an example, as well as to analyse the com-
plex of artistic, physical, and visual means by which
the performer is transformed into the subject of a
stage statement. The implementation of this goal
involves solving the following research tasks:

* to clarify the methodological foundations and
terminological apparatus associated with the concept
of a performative image in musical performance;

* to analyse Henry Lau’s stage strategy from the
standpoint of the performativity theory, as well as
to examine the acoustic, kinesic, and visual com-
ponents of his performance practice;

* to identify the performance mechanisms of a
performative image formation based on an audio-
visual analysis of the cover version of the composi-
tion "Believer” (Imagine Dragons) performed by Lau.

The analytical strategy of the study was based
on the application of the following methods:

* the method of theoretical and terminological
analysis used to clarify the conceptual apparatus
associated with the phenomenon of performativity
in musical performance and stage practice (D. De-
mekhina, S. Zhavoronkova, A. Kozhevnikova, etc.);

* the musical-analytical method aimed at iden-
tifying the structural and expressive characteristics
of the sound embodiment of Lau’s performing in-
terpretation;

« the method of structural modeling of perfor-
mance used to analyse the interaction of acous-
tic and visual-motor parameters of the performing
strategy (in order to identify the logic of the per-
formative image formation);

« audiovisual analysis, which provided a com-
prehensive examination of video materials of stage
performances, with a focus on the composition “Be-
liever” (the cover version performed by Henry Lau)
in order to identify the specifics of bodily plastici-
ty, facial expression, and visual dramaturgy as ele-
ments of the stage statement.
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The substantive transition to the analytical part
dictates the need for a categorical definition of the
main concept of our study - “performative image”.
In accordance with the data presented in J. Aus-
tin's works devoted to the theory of performative
acts and works expanding the boundaries of this
concept within the framework of theatre studies,
linguistics, and musicology, it should be said that
the performative image is an integral category re-
flecting the unity of artistic design, individual in-
terpretation, and stage embodiment. It is formed
through a combination of sound, visual, and kine-
sic elements, which together create a unique per-
forming style [1, p. 110].

In general, the performative image can be per-
ceived as a network of interconnected components,
which include:

 musical interpretation: analysis of stylistic and
technical aspects of performance, including work
with tempo, dynamics, articulation, and phrasing;

* non-verbal expressiveness: stage facial ex-
pressions and gestures that complement the mu-
sical interpretation and enhance the emotional and
dramatic effect;

« visual means: the influence of scenography,
costumes, and lighting design on the perception
of the performer’s image, etc.

Based on the above, it follows that the perform-
ative image is the result of a conscious choice of
interpretative and expressive means by which the
artist builds communication with the audience, turn-
ing the performance into a multi-layered artistic act.

Thus, having established the theoretical coor-
dinates of the concept of "performative image”,
we will consider its specific embodiment in Henry
Lau’s artistic practice by referring to his stage strat-
egy. Having become famous as a pianist, compos-
er, producer, and multifaceted artist, today Henry
Lau is one of the most prominent figures at the in-
tersection of academic and popular musical tradi-
tions. Possessing an academic education in the field
of piano performance, Lau is not afraid to demon-
strate the versatility of artistic thinking and the de-
sire for stage expression. Already in the early creative
period, participating in the activities of Super Jun-
ior-M, a South Korean band, the musician mastered
the specifics of the functioning of the pop industry,
which allowed him to develop professional skills in
the conditions of commercial music production [7].
This experience became an important stage in the
formation of Lau as a performance artist, in whose

Il 1. Henry Lau

work, instrumental skill is combined with theatri-
cal stage representation, and performances have a
synthetic form of performing art.

A preliminary analysis of the artist's work reveals
the characteristic features of his performative image,
including: organic interaction of musical and plas-
tic principles, as well as a paradoxical combination
of the performing function with a stable demon-
stration of individual artistic style. It is noteworthy
that these two key features are formed owing to his
unique stage strategy aimed at overcoming genre
and acoustic-visual boundaries. It should be not-
ed that such an approach to performances brings
his performing practice closer to current trends in
the field of other performative forms of stage rep-
resentation, where the performer acts simultaneous-
ly as a musician, performer, and author of a visual
image, combining elements of directorial and sce-
nographic thinking.

In particular, the artist’s creative method demon-
strates obvious continuity with respect to media art
(N. Paik’s TV Buddha, B. Viola's The Crossing, etc.),
in which the synthesis of sound and visual compo-
nents creates an immersive environment of percep-
tion. As in the case of advanced media installations,
Lau’s performative works suggest a holistic percep-
tion of a multisensory artistic space, where acoustic
and visual elements are in a state of constant inter-

action. Here, it is worth noting a special similarity
with experimental practices in electroacoustic mu-
sic (K. Stockhausen'’s Kontakte, 1. Xenakis's Bohor),
where, as with Lau, the traditional understanding
of musical performance is rethought. It is interest-
ing that, in both cases, there is a deconstruction
of the usual parameters of the musical text, an ac-
tive use of technological means, as well as the cre-
ation of new relationships between the performer,
sound, and space. At the same time, Lau’s artistic
strategy goes beyond purely technological exper-
iments, demonstrating a meaningful kinship with
such trends as sound performance (L. Anderson'’s
“O Superman”, M. Abramovic’'s Rhythm 0O, The Art-
ist is Present), immersive theatre, and intermedial
projects based on the interaction of various artistic
languages (R. Lepage’s 887, etc.) [8, p. 58].

Moreover, Henry Lau’s stage strategy is char-
acterised by a unique musical mixture of cultural
and stylistic codes, which is especially noticeable in
his solo projects ("Nice Things”, “Fantastic”, “Unti-
tled Love Song"”, etc.). Combining Western academic
musical tradition and Eastern aesthetics, synthesis-
ing musical and theatrical expressiveness, and in-
troducing new technologies into performance, Lau
creates a unique hybrid style in which academic rig-
or is combined with elements of K-pop, electronic
music, and contemporary performance art.

The wealth of audiovisual material presented in
Lau’s performance practice allowed us to conduct
a detailed observation of the mechanisms of his
performative image formation. As a starting point
for the analysis, a cover version of the song “Be-
liever” by Imagine Dragons in Lau's interpretation
was chosen. The choice of the work is due to its
compositional flexibility, genre plasticity, and pro-
nounced potential for stage rethinking.

The analysis is based on the principles of an
integrated approach to the study of musical per-
formance, which involves the consideration of the
sound, visual, and physical levels of the stage state-
ment, and includes:

« study of the original musical material (musi-
cal-theoretical analysis, style, and genre analysis of
the original work);

« identification of the features of interpretation
and arrangement (transformation of the original
material by structural, metro-rhythmic, and textur-
al changes, implemented using a loop station and
mixed instrumental resources);
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« consideration of the spatial model of perfor-
mance, which involves the artist’s interaction with a
specific environment (a city street, industrial space,
off-stage areas) and its acoustic and visual char-
acteristics;

« analysis of the artist's bodily-plastic expres-
siveness;

« study of the theatricalisation of stage action
and identification of the structural principles of stage
dramaturgy, intended to form the expression and
artistic integrity of the performance;

« synthetic conclusion, aimed at recording the
artist’s artistic strategy and identifying the charac-
teristics of his performative image as an integral
artistic phenomenon of the study.

It is important to note that the composition “Be-
liever” (authors: D. Reynolds, W. Sermon, B. Mack-
ie, D. Platzman, D. Grant) was originally released as
part of the album Evolve (2017) by the American
group Imagine Dragons. The song is a typical ex-
ample of the alternative rock style, which organi-
cally combines features of industrial pop, electronic
rock, and rhythmic elements that go back to the
hip-hop genre. The extension of the artistic palette,
which is characteristic of contemporary mass gen-

IlL. 2. Lau performs the composition «Believer».
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res, and the rejection of strict genre determinism
are shaped by such syntheticity. [9].

The composition is presented in the key of B-flat
minor, and the harmonic structure of the song is
built on the cyclical alternation of | - VI - lll - VII
degrees, within which the dominant function in its
classical form is absent. This sequence demonstrates
a distinct modal direction: the absence of the dom-
inant destroys the traditional tonal gravity, bringing
the language of the work closer to modal tech-
niques in rock music (Led Zeppelin's “Kashmir”, Ra-
diohead'’s "Pyramid Song”) and, to a certain extent,
to the methods of minimalist compositional tech-
nique (due to the ostinato repetition of chords).

The musical form of the composition gravitates
towards the verse-chorus (with the inclusion of a
contrasting section and a coda), built on the prin-
ciple of alternating thematic contrasts: intro - verse
(A) - chorus (B) - verse (A) - chorus (B) - contrast-
ing section (C) - chorus (B) - coda. Each section is
strictly maintained in duration and is accompanied
by a small dynamic build-up to the contrasting sec-
tion (C). In this case, section C performs the func-
tion of a culminating element, temporarily taking
the musical development beyond the main ostinato
cycle and enriching the form with contrasting relief.

The metro-rhythmic organisation of the compo-
sition is of particular interest: despite the recording
in 4/4, the combination of triplets in the vocal part
and the syncopated rhythm, created by means of
drum programming (digital rhythm programming),
create the illusion of a 12/8 meter, typical of blues-
rock and soul music. This technique is implemented
within the framework of an electronic arrangement,
in which the rhythmic pulsation is formed by shift-
ing the emphasis to weak beats, bringing the com-
position closer to the experimental genres of IDM
(Intelligent Dance Music), in particular the Aphex
Twin group, etc. It should be added that the con-
tinuous ostinato rhythmic pattern that permeates
the entire composition serves as the basis for the
formation of “rhythmic tension”, creating a feeling
of obsession, a manifestation of internal tension
and struggle, consonant with the textual content
of the composition. In the original, Dan Reynolds’
vocal line unfolds primarily in a recitative manner,
with the active use of small intervallic leaps, into-
nations of appeal and imperative, frequent repeti-
tions of sounds and rhythmic figures that bring the
vocal delivery closer to the form of a speech utter-
ance and give the melody the character of a pro-
test gesture [9].

Regarding the cover version of the composition
"Believer” performed by Henry Lau, it is important to
note that it is a deeply reworked artistic interpreta-
tion of the original material, in which semantic ac-
cents are shifted from protest-industrial expression
towards expressive-plastic, theatrical, and stylisti-
cally hybrid performance. The original (by Imagine
Dragons) exists in the paradigm of protest-industri-
al expression with its aggressive rhythm and harsh
timbre palette, whereas Lau’s version transforms
the material into a multi-layered performative act,
combining expressive-plastic theatricality (gesture,
facial expressions, scenography), stylistic hybridity
(pop instrumentalism, academic techniques, elec-
tronic improvisation), and the dramaturgy of bod-
ily presence [10].

At the same time, it can be noted that Henry
Lau’'s interpretation is a unique example of genre
synthesis, in which the original material (charac-
terised by the signs of post-grunge stylistics with
elements of electronic rock) is processed through
the prism of pop instrumentalism, elements of aca-
demic instrumental music, electronic improvisation,
and performance dramaturgy. Such genre hybridity
makes it impossible to unambiguously determine

the cover's affiliation with any direction, which sug-
gests the conclusion that it is rather formed as a
performative cross-genre artifact focused on per-
sonal expressiveness and contact with the audience.

First of all, considering Henry Lau’s performa-
tive image through the prism of his stage strategy,
it seems appropriate to turn to the spatial model
of performance as a significant element in the for-
mation of the artistic integrity of the performance
and note that the spatial organisation of the per-
formance in “Believer” is extremely saturated with
semantic and expressive connotations. The cho-
sen location is an industrial facility — a production
facility, visually filled with heavy structures, con-
crete walls, metal elements, and the textured pati-
na of time. From a musicological point of view, such
a spatial solution functions as a complex acous-
tic-semiotic complex, where the architectonics of
the space determines the features of the sound
field. It is appropriate to assume that by choos-
ing this space, Lau, to some extent, implements
the principles of site-specific performance, within
which the architectural features of the location be-
come an organic part of the musical fabric: pipes,
tanks, and concrete surfaces create a specific re-
verberation, colouring the sound in cold industrial
timbres (consonant with the character of the com-
position), while metal structures function as natural
resonators, adding additional overtones and noise
components to the musical field. The image of the
performer, dressed in neutral clothes, organically
fits into this system, as if erasing the boundary be-
tween the musician and the environment. Lau ap-
pears as a "sound space technician” manipulating
the acoustic properties of the location.

In turn, theatricalisation in Henry Lau's perform-
ing practice is based not on the embodiment of a
ready-made stage image, but on the consistent con-
struction of artistic identity directly in the process
of performance. The artist builds a complex system
of stage behaviour, within which there is a constant
switching between various performing roles: instru-
mentalist, vocalist, sound engineer, and media per-
former (without breaking the integrity of the stage
persona). Such polyfunctionality forms the mode
of the performative subject, in which the perform-
er "plays” himself in an enhanced, artistically con-
centrated form. Thus, theatricalisation acquires a
“meta-level” - it does not reproduce conventional
reality, but constructs an artistic situation in which
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Ill 3. Loop station

each element of the action is understood as an ex-
pressive act.

As for the instruments in this composition, Lau
uses a specially selected set of instruments, fun-
damentally different from the original version. Un-
like the original, where the electronic-guitar texture
dominates, in Lau’s interpretation, the central place
is occupied by the loop station, which acts as a key
element of sound transformation, determining the
specifics of the entire arrangement. It implements
the principle of “acoustic accumulation”, when each
new sound layer is added to the previous ones and
enters into a complex interaction with them. This ef-
fect allows the performer to act as a kind of “sound
architect”, reproducing a predetermined structure
and constructing it in real time while maintaining
dramatic integrity. Due to the use of the loop sta-
tion, Lau’s vocal and instrumental improvisations
acquire the quality of “sound objects” that exist si-
multaneously in two dimensions - as a moment of
spontaneous creative act and as an element of a
cyclic structure. By using the loop station, Lau cre-
ates a unique time continuum in which the actu-
al performance constantly dialogues with its own
“casts” recorded in the loops [11, p. 21].

Analysing the technical characteristics of the de-
vice and seeing how Lau interacts with it, a logical
conclusion suggests that the device in the perform-
er's hands becomes a full-fledged participant in the
musical action; moreover, the delay time, the num-
ber of layers of musical fabric, and the nature of the
overlay determine the textural features and emo-
tional atmosphere of the work. The specific “me-
chanical” character of the sound of the melodic
loops after processing and their precise rhythmic
grid create an expressive contrast with the living,
“breathing” nature of the vocal and the piano, turn-
ing Lau’s performance into a striking example of
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HL 4. Lau’s toolkit

the modern synthesis of technological and artistic
principles in musical performance.

A kick drum and a white canister (metal and plas-
tic industrial tanks), used in the performance along
with the loop station, which the performer rhyth-
mically hits with drumsticks, function as industri-
al percussion objects that add a rough, resonant
noise timbre. It can be said that the sound of the
kick drum captured by the loop station, together
with the alternate strikes on the canister, combined
with the expressive movement of Lau’s hands and
body, represent a plastically sounded action that
sets the tone for the entire composition and forms
a rhythmic support.

Among other things, the performer’s arsenal in-
cludes a drill, which is an expressive means of sound
destruction. Its sound — rotating, distorted, some-
times close to a gliding noise — acts as an element
of performative provocation and as part of musi-
cal and theatrical dramaturgy. The integration of
the drill into the performance actualises the idea
of technological intervention in the musical struc-
ture; moreover, it creates tension between organic
and mechanical sound, between the instrumental
tradition and sound experiment.

In turn, in this performance, the piano has a
dominant and unique meditative function, acting
as a link between the acoustic nature of traditional
instrumentation and the digital reality of electron-
ic processing. Here, the instrument exists in a par-
adoxical triple state: on the one hand, it retains all
the attributes of classical piano sound production;
on the other hand, it is subjected to a radical re-
thinking through the prism of modern technology.
In the performance, at the moment when the artist
actualises its percussion potential through rhythmic
strikes on the its body, the piano also acquires the
status of a hybrid instrumental-percussion object.

In essence, Henry Lau uses the piano as a kind
of "acoustic converter”, combining virtuoso piano
technique and experimental sound production tech-
niques.

In this regard, the interaction dialectic between
the "authentic” piano sound and its digital transfor-
mations acquires special artistic value. In Henry Lau’s
interpretation, the piano solo at 2:08 becomes the
central event of the entire composition — a kind of
compositional and dramatic culmination, in which
the performer demonstrates technical mastery and
reveals the depth of the artistic rethinking of the
original. The solo arises as a powerful emotional
surge, absorbing all the preceding thematic and
rhythmic elements and bringing them to a new level
of dramatic tension. This episode accumulates the
energy of the entire piece and serves as a demon-
stration of Lau's individual style of piano playing:
when the nature of the instrument, with its rich
acoustic properties and natural dynamics, enters
into a complex dialogue with the “sterile” preci-
sion of fragments processed by the loop station,
the effect of “double exposure” is created, where
the same musical material appears simultaneously
in two guises — as a direct performance and as its
technological reflection.

It is noteworthy that Lau’s vocal part is also far
from the original: its basis is the alternation of chant,
recitative intonations, vocal effects, and subtonal
intrusions. The voice here serves as an expressive
instrument, entering into an active dialogue with
the acoustic and noise environment of the sound.
It is fundamentally important that Lau rejects tra-
ditional vocal articulation in favour of a free pop
manner: his vocal utterance is plastic, flexible, and
intonationally changeable. In places, the voice comes
close to the intonation models of the original song,
in other episodes — with instinctive vocal improv-
isation. Such a manner, as well as the entire per-
formance, demonstrates the desire to blur genre
and stylistic boundaries, to move from singing as
a representation of melody - to singing as an ac-
tion, process, event. Of particular interest is the use
of the live looping technique at 00:56, when Hen-
ry Lau records a vocal fragment in real time and
creates a multi-layered texture by superimposing
an additional voice, sounding a third higher. This
method of harmonisation in real time allows for
the creation of an effect of expanded vocal space
and gives the performance the character of cham-
ber polyphony [11].

It should also be added here that Lau’s entire
vocal technique demonstrates a large-scale layer
of various expressive approaches: from timbre con-
trast (through the opposition of quiet singing and
shouting) to spatial articulation of sound due to
movements around the stage.

To summarise the above, it can also be add-
ed that Henry Lau’s entire arrangement is the re-
sult of a deep textural and dramatic transformation
of the original material. Only the intonational-me-
lodic and harmonic contours are preserved from
the original, performing the function of semantic
landmarks, ensuring recognition during a radical
rethinking of the musical image. The linear struc-
ture of the composition is replaced by an expanded
sound space, organised according to the principle
of superposition and rhythmic variation of repeat-
ing fragments. During the performance, a complex,
dynamically mobile sound fabric emerges, in which
acoustic, electronic, and vocal components interact
as equal sound parts.

Having analysed Lau’s stage strategy and sum-
marising the above, it is important to conclude that
the artist’s performative image in the interpretation
of "Believer” appears as a holistic artistic phenom-
enon that synthesises musical performance, bodily
plasticity, and technological innovations. The con-
ducted research allows us to assert that Lau’s stage
strategy is based on a fundamentally new under-
standing of the relationship between sound, body,
and space; the traditional boundaries between these
elements are consistently blurred. At the same time,
the analysis of the stage strategy allows us to assert
that the key feature of Lau's performative image
is its processual nature. It is not a predetermined
model, it is constructed directly at the moment of
performance through a set of interconnected ac-
tions: the use of a loop station and non-standard
percussion objects, a radical rethinking of instru-
mental technique (transformation of the piano into
a percussion and noise instrument), innovative use
of vocal capabilities (from a whisper to electronic
processing), and a conscious inclusion of corporal-
ity in the musical fabric of the work.

The most important result of the study was the
identification of Lau’s stage strategy mechanisms,
through which the performer is transformed into
the subject of a stage statement:

- integration of various artistic languages (ac-
ademic, popular, electroacoustic);
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« recoding of traditional performance tech-
niques;

« creation of a stable system of interaction be-
tween sound, visual, and plastic components.

In addition, the conducted analysis allows us to
consider Lau's performance practice as a performa-
tive cross-genre artifact, within which a musical per-
formance is transformed into a complex stage act.
The system of interaction between various artistic
languages developed by the artist is of particular
importance here - from academic instrumentalism
to electronic sound design, from traditional vocals
to experimental sound production techniques.

In conclusion, we can state with confidence that
Henry Lau’s stage strategy serves as a strong foun-
dation for creating a unique performative image.
At the same time, a review of Lau’'s stage strat-
egy allows us to see that Lau’s performative im-
age in the interpretation of “Believer” is a skillful
demonstration of the transition from the classical
understanding of musical performance to a more
complex, multi-layered form of artistic expression.
The artist’s activity on stage transcends the typi-
cal performing role and becomes an act of artistic
construction, where meaning is created by the dy-
namics of what is happening on stage rather than
by a predefined structure.
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NEPO®OPMATUBHBIV OBEPA3 B MY3bIKA/TbHOM
NCTIOJIHUTEJIBCTBE: CLLEHVNYECKAA CTPATEIMNA
FEHPU NTAY

AHHOMayus: 8 cMamee paccmMampuearomca NPUHYU-
nel popmuposarus nepghopmamueHo20 obpasa e cospe-
MEeHHOM MY3bIKA/IbHOM UCNOJIHUMeIbCmae Ha npumepe
cyeHuyveckoli cmpameauu hepghopmepa u MylmuuHcmpy-
meHmanucma leHpu Jlay. B ycnosusx mpaHcgopmayuu
UCNOIHUMEBCKO20 MbILWIEHUS, YMPamel XecmkoU XaH-
posoli demepMUHUPOBAHHOCMU U pacllupeHus 86ipasu-
mesieHbIX cpedcme, asmop paccmampusaem guaypy I
Jlay kak uHuyuamopa eusyasasHo-38Yk08020 cOObIMUS,
8 komopom 06pa3z apmucma CmaHo8UMCH CMbIC/08bIM
A0pom cyeHuYeckozo delicmaus. [MepgopmamusHeili 06-
pas, 8 makoM NOHUMAHUU, npedcmaem Kak cMbic1006pa-
3yrowyee A0po, hopmupyroujeecs 8 npoyecce KOMNIEKCHO20
e3zaumodelicmeaus 38yka, xecmad, cyeHozpaguu u 3pu-
mesibcko20 8oCnpuUAMUS.

HayuyHas Hosu3Ha uccnedosaHus 3akaro4aemcs 8
geedeHuU 8 aHaAUMuU4eckoe noJje My3blKO3HAHUA Ka-
meaopuansHO20 annapama, c8sA3aHHO20 C NOHAMUeM

B nocneaHve pecatnnetns MysbikoBegeHve ne-
pexXvBaeT 3aMeTHbIN MeTOA0/I0TMUYECKUIA CABUT, CBS-
3aHHbIM C NEPEeCMOTPOM TPaAULMOHHBIX MOAXOA0B
K OCMbICNEHUIO Y UCMIONIHEHWIO MY3bIKaJIbHOTO NPO-
n3BeLeHus. Bce valle B cpese vccnegoBateneli-My-
3bIKOBE,0B 3BYUUT MHEHME O NMOCTENEHHOM OTXOZe
OT TPAAWNLMOHHbIX NMPEACTaBAEHUI O My3blKaJbHOM
CMbIC/IE, My3bIKa/bHO-A3bIKOBbIX Mapasiensx u ce-

nepgopmamusHozo obpasa, u 8 demansHom pazbope
ucnosHumesnsckoli npakmuku leHpu Jlay Ha ocHoge ay-
0u08U3yabHO20 AHAIU3d Kasep-8epcuu KOMNO3Uuyuu
«Believer» (Imagine Dragons). BeibpaHHsili mamepuan
noseosisiem npociedume, Kakum obpasom esaumoodeli-
cmaue akycmu4eckou, ni1acmu4eckoli U MUMUKO-Xecmoaoli
8bipasumesibHoCMuU opmupyem Hosbili mun ucnoaHuU-
MeJibCKo20 BbICKA3bIBAHUS, 8bIXO0AWE20 3 PAMKU Mpa-
duyuoHHo20 ghopmenuaHHo20 Auckypca.

Paboma opueHmuposeaHa Ha pazsumue meopemude-
ck020 NoJisi, CNOCObHO20 OMpPaAzume cneyuguky cuHKpe-
mu4eckux ¢hopm UcnosHUMeALCMEd U aKkmyaau3uposame
8AXKHOCMb NepPHOPMAMUBHO20 MbIWIEHUS 8 HAYYHOM
duckypce.

Knroueseie cnosa: nepghopmamueHocms, 06pas, cmpa-
meeaus, cyeHoepagus, uHmMepnpemayus, xecm, ucno-
HeHue.

MMOTUYECKOM aHanunse My3biku. B yacTHocTn, uccne-
poBaTesnb H. Dlinexem B cBoel paboTe «HyBcTBYS
3BYK» YTBEPXKAAET, UTO: «...3aK/t0UEeHMEe MY3bIKMA B
y3KMe pamkin CEMUOTUYECKOrO aHan3a npeacras-
nset cobon He3ITUUYHOE OTHOLLEHWE K ee NpUpo-
f€...» N UTO: «...MOAMHHO 3TUYHbIV NoAxog TpebyeT
OCO3HaHWA TOro, YTO My3blKa COCTOUT He TOJIbKO U3
3BYKOBbIX MaTepuanoB, HO 1 U3 MaTepPManbHOCTM
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yenoBeyeckoro Tena» [1, c. 32]. B cBoto ouepeab
nccnepoBatenb B. AHkeneBnu yTBEpXKAaeT, UTo «...
CMbIC/1 MY3bIKW POXAAETCA He B HEKMX M3HaYab-
HO 3a/I0XKEHHbIX KOAAX, @ B XXMBOM, U3MEHUNBOM
Avanore mMexay 3ByYaHWeM U BOCMPUHUMAOLWLMM
CO3HaHuem» [2, c. 516].

B poccuiickoli Hayke naeun o nepeocmbicae-
HUW NPUPOALI MY3bIKaJbHOIO CMbIC/A N UCMONHN-
Te/IbCKOM POIN HaxoaAT oTpaxeHue B paboTax B.A.
®ponkuHa, J1.B. Neincon, A.P. KoxxeBHukosoi, B.O.
Metposa, 4.0. AemexnHol, C.B. XXaBOopoHKOBOI 1
ap. Tak, B.A. ®ponkuH B cTaTbe «PaclimpeHune no-
HATUA <UCMOJIHEHNE» B COBPEMEHHbIX YCOBUAX:
MEXANCUUMANHAPHbIV aCneKT» OCYLLEeCTBASET KOM-
NAEKCHbIN aHanun3 TpaHcGopmMaLMK NCNOAHUTENb-
CKMX MPaKTWK B PaMKax akTyasbHbIX MPeACcTaBAEHNA
06 MCMONHUTENBCTBE, @ Tak>Ke BbISBAAET TEHAEH-
LMK K UX pacLUMPEHNIO 3a Npesesbl TPAANLNOHHbIX
npeacTaBAeHnin O My3blKaJbHOM UCMOAHEeHWW. ABTOP
obpalLaeT BHUMaHMe Ha pa3MblBaHWE TPaAULMOH-
HOM TpUaabl «KOMMO3UTOP-UCMOAHUTENb-CAYLLA-
Te/lb», MPOCAEXMBAET CABUT OT Teopun apdekToB K
AHaMyKe GOPMUPOBAHMA CMbICA B UCMONHNUTENb-
CKOM aKTe W aHan3npyeT KOHBEPTreHTHbIE TeHAEH-
uum, cbamxatoLime My3blkaabHOE UCMONHUTENBCTBO
C TeaTpoM, TaHLLEM U APpYTMMUK cueHnYecknMn Gop-
mamu [3]. BmecTe ¢ Tem, J1.B. JlerincoH nccnepyet
nepexof ot GOHEeTUYECKON KOMMNOo3nLmMmM K nepdop-
MaTUBHOCTM B 3aMaZHOEBPONENCKOM My3blKajbHOM
aBaHrapge, GMKcMpys n3MeHeHUs B MOHMMaHUN
My3blKa/bHOro MaTepuana. B nccnepgoBanusx aB-
TOpa aKLEHT CMeLLaeTcs C TEKCTOBOM U CTPYKTYp-
HOW OpraHu3auMmn Ha TeNeCHOCTb, XXeCT, MOMEHT
NpeAbsABAEHUA U CLEHNYECKY NMPUPoayY 3BYKO-
Boro gencteus [4]. B ceoto ouepeab B.O. MeTpos,
paccmaTpuBas MHCTPYMEHTa/IbHble COYMHEHWSA KOM-
nosumTopa B. EkuMoBckoro (06beanHsoWMe My3bl-
KaNbHbIV 1 TeaTpanbHbIl PAAbl U AEMOHCTPUpYHOLLME
CUHTE3 NcKyCccTB Kak dopmy nepdbopMaTMBHOTO Bbi-
CKa3blBaHWS), BbiAENSET TUMOAOTUIO MPOU3BEAEHUI
Nno cTeneHn COBbITUNHOM HACbILLLEHHOCTN N JEMOH-
CTpUpYeT, Kak TeaTpanumsaunsa TpaHchopMmpyeT UH-
CTPYMeHTaNbHOe UCMOHeHME B NeppopMaHC vepes
CWHTE3 3BYKa, XecCTa, ABUXEHWSA, peun, cBeTa 1 cue-
Horpadwum [5, c. 92].

Hago 3amMetuTth, UTo 0603HaYEHHbIe TEHAEHL NN
B HAy4HOW MbIC/IM BblIV NpesBapeHbl CABMIaMn B
NCMONHUTEIbCKOM NPaKTUKe BTOPOW MONOBUHBLI XX
BEKa B TO BpeMSs, KOrAa BO3HMK/Ia OfjHa 13 Hanbonee
Bblpa3nTeNbHbIX GOPM UCMONHUTENBCKOM MPaKTUKN —
WHCTPYMEHTaNbHbIN TeaTp. VIMeHHO nosBaeHWe UH-
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CTPYMEHTaNbHOro TeaTpa 0603HaUMI0 KauecTBEHHO
HOBbIV 3Tan B 3BOJIOLUM UCTMIONHUTENBCTBA, KOTAa
3BYKOBas opraHu3auus Havana yTpaymBaTb aBTO-
HOMWIO, CTAHOBACh YaCTbO KOMTMIEKCHOTO CLieHN-
YeCKOro AeWCTBUS, BKAOUAOLLLErO peyb, NAacTuKy,
npeaMeTHble MaHUMNYAALMU U NPOCTPAHCTBEHHbIE
nepemMeLleHns, 3adUKCMpPOBaHHbIE B MapTUTYype Ha-
pAay € My3blkaibHbIM MaTepuanom [6, c. 3].

MopobHoe paclumpeHmne NCMONHUTENbCKOM Bbl-
pasuTensHoCTV Nprobpeno ocobyto 3HaUMMOCTb B
dopTenmaHHOM NCKYCCTBE, FAe TeaTpanmsauma cLe-
HWYECKOTO AEeNCTBUA CTONKHYAACh C YCTONYMBOM
TpaguLmel CocpesoTOYEHHOCTH Ha 3BYKOBOM Ma-
Tepuane n CTPOroCTbrO MCMONHUTENbCKOTO XecTa.
dopTtenunaHo, B cnay CBOeW KOHCTPYKTUBHOM HEMOA-
BMOXKHOCTU M UCTOPUYECKW 3aKpernaeHHOro npes-
CTaB/IeHUA O «HEBUAVMOM>» UCMONHUTENE, AOTOE
BpeMS OCTaBafoCb B CTOPOHe OT nepdopmaTtme-
HbIX 3KcnepumeHToB. OfHaKo B yCA0BUAX 0bLLero
N3MEHEHMNA XYAOXECTBEHHOIO MbILUNEHNS U pa3-
MbIBaHWA rpaHUL, MeXAy >XaHpamu, MHCTPYMEHT Mno-
CTeneHHO BOBJ/EKCA B chepy CLLeHNYECKNX NPaKTUK,
rAe NCMOJIHUTENIb OCMbICAAETCA YXKe He Kak Meau-
aTop NapTUTYPHOro 3aMbIC/a, HO Kak aBTOpP BU3Y-
aNbHO-3BYKOBOTO JelCTBUA.

B 31O cncTeMe KoopamMHaT KoHLenuus nepdop-
MaTuBHOro obpasa yTBepxaaercsa Kak cMbicnoobpa-
3ytoLee AP0 My3blKalbHOToO CObbITUA — GEHOMEH,
NPEBOCXOAALLMN TPaANLMOHHbIE NpeacTaBaeHns 0b
WANOCTPATUBHOM QYHKLNN CLLEHNYECKMX NEMEH-
TOB U paAnKasbHO TPAHCPOPMUPYIOLWNIA NPUpoAY
€CaMoro My3blKaJlbHOrO BbiCKa3blBaHUA. 34eCb UC-
NoJIHUTENb NepecTaeT HbITb «<HOCUTENEM» TEXHUKM
N CTaHOBUTCA «CMbIC/IOBbIM peareHToOM», KOTOPbIi
npeobpasyeTt HOTHbIV TEKCT B XMBYHO ApamaTypruo;
BM3YaNbHOCTb Xe (OT MUKPOXECTOB A0 CLieHOorpa-
dunun) obpeTaeT cTaTyC NOAHOMNPABHOrO 31€MeHTa
MY3bIKaJlbHON CEMaHTUKMN.

Ha 3Tom ¢poHe ocobbili nHTEpec npeacTaBa-
eT cueHnYeckas ctpaterns FeHpw Jlay — apTucTa,
dopmmpyroLLLero B cBoemM TBOpYECTBE TUMOAOT M-
Yecku HOBbIA UCNONHUTENbCKNI 0baunK. Mepdop-
MaTMBHbIA 0bpa3 faHHOro apTncTa GopmmpyeTcs
KaK CMHTeTMYecKas Xyfo>XXeCTBeHHas CTPYKTypa, B
KOTOPOW My3blKa/bHas 1 TeaTpasibHas Bblpa3uTesb-
HOCTb COMPATaloTCA B €ANHOM UCMONHNTENBCKOM
akre. [pnmeyaTenbHO, UTO 34eCh TPAANLMOHHbIE
rpaHunLbl XXaHPOB 1 poJiei NoABepratoTCs LieneHa-
npaBAeHHOW JeKOHCTPYKLMMN: TeNeCHO-NAacTUYeckoe
noBefeHne apTncTa, MeananbHas cueHorpaduma un
aKyCcTM4yeckas 3KCnpeccmsa BCTyNatoT B MOABUXKHOE

B3avMOZeNncTBre, 0bpasys HOBOE UCMOAHUTENBLCKOE
uenoe. B atom kitoue neppopmatusHbIN obpas .
Jlay — He «4acTb» UCMONHEHMS, @ CyTb KOMMO3MLMW,
rae pa3pbiB MeXAy 3HaKOM U TENOM MpeosoneBa-
eTcs yepes pajrkanbHYH BOBAEYEHHOCTb apTu-
CTa B MpoLecc cMbicnonopoxaeHus. Ero obpas He
CKN1afblBaeTCs U3 3/IEMEHTOB — OH POXAAETCA B UX
Hepa3zeNMMOM HanpsaXXeHUW, rae MaTepuanbHOCTb
3BYKa, TeJIeCHOCTb 1 MPOCTPaHCTBEHHAA AMHAMMKKa
Cn/aB/ieHbl B eANHbIN aKT BbiCKa3blBaHWA.

HayuyHas 3HauMMOCTb NpeACTaBAEHHOro nccae-
JOBaHNA onpeaenseTcs OTCYTCTBUEM LLEIOCTHOWN
N METOZLONOTMYECKM BbIBEPEHHOW TEOPETUYECKO
6a3bl, CMOCOBHOM PACKPbITb XyAOXECTBEHHYHO NPWU-
poay deHOMeHa apTUCTOB CUHKPETUYECKOTrO TUNa,
ob61asatoLLNX KaK UHCTPYMEHTabHON BUPTYO3HO-
CTblO, TaK W BbIPa>KE€HHOW CLLEeHNYECKOW naacTmy-
HOCTbIO, aKTMBHOM PaboTOM C NPOCTPAHCTBOM W
3pUTENbCKUM BOCHpUusaTuMeM. Bmecrte ¢ Tem, B co-
BPEMEHHOM MY3bIKO3HaHWUWN OTCYTCTBYET LLeN0CT-
Has mapaAnrma, cnocobHas CMCTEMHO OCMbICAUTb
Kak cneunduky nepdopmMaTMBHOIO MblLUAEHWUS NK-
aHUCTOB-BMPTYO30B, TakK 1 FEHE3UC UX CLEEHNYECKON
ctpatermn. OcobeHHO oulyTMM npoben B Hay4HOW
pedaekcnn No OTHOLWEHUIO K TeM GopMaM cLe-
HUYECKOTO AeNCTBISA, r4e My3blKasbHbI MaTepuan
TpaHCMpyeTCA NOCPEACTBOM BU3YyaabHO-KMHeECMYe-
CKWX CPeAcTB, MMMMUKO-XXECTOBOMN Bblpa3nTebHO-
CTW, NPOCTPAHCTBEHHOTO ABUXEHUS N NPUHLMNOB
TeaTpanusauum.

Llenb HacTosLen cTaTby COCTOUT B UCCes0Ba-
HUM MexaHn3MoB dopmMupoBaHmsa nepbopmaTns-
Horo obpasa Ha NpumMepe CLLEeHNYECKON CTpaTermm
nuaHucta n nepdopmepa leHpm Jlay, a Takxke B
aHann3e KOMMAEKCa XYAOXKEeCTBEHHbIX, TeNeCHbIX
N BU3yasbHbIX CPEACTB, MOCPEACTBOM KOTOPbIX
OCyLLecTBAsETCA TpaHcPopMaLUs UCMONHUTENS B
Cy6BEKT CLeHNYEeCKoro BbickasbiBaHUA. Peanun3a-
LS NOCTaBAEHHOW Lenn npeanonaraeT pelleHune
CnesyoLWmx nccnesoBaTeNbCckmx 3adau:

* YTOUHEHWe MeTOA00TMUYECKNX OCHOBaHWI 1
TEPMMHOIOrMYECKOro annapara, CBf3aHHOro ¢ no-
HATUeM NepdopMaTMBHOro obpasa B My3bikajibHOM
NCMONHNTENbCTBE;

* aHanu3 cueHun4veckon ctpatermm leHpu Jlay c
no3uuuii Teopuu nepdbopMaTMBHOCTY, a TakxKe pac-
CMOTPEHME aKyCTUYeCKNX, KNHeCMYeCcknX 1 B13yanb-
HbIX KOMMOHEHTOB €r0 UCMOAHUTENbCKOW NPaKTUKK;

* BbISIBAEHNE UCMOJNHNTENbCKMX MEXAHN3MOB
dbopmupoBaHmsa nepdopmaTnBHOro obpasa Ha oc-
HOBe ayAnOBW3yaNbHOrO aHaan3a KaBep-Bepcum

komnosuumnmn «Believer» (Imagine Dragons) B nc-
nonHenum I. flay.

AHanuTnyeckas ctpaTerna nccaesoBaHus onu-
panacb Ha NpMMeHeHWe CnefyoWwmnx MeToA0B:

* MeTOoZ TEOPETUKO-TEPMMNHONOTMYECKOrO aHa-
N33, NICMONb30BaHHbIN A1 YTOYHEHWA NOHATUAHOIO
annaparta, CBfi3aHHOro ¢ peHoMeHOM nepdopmaTme-
HOCTW B My3blKalbHOM WUCMOAHUTENBCTBE U CLEEHNYE-
ckon npaktuke (4.0. AemexuHa, C.B. X)KaBopoHKoBa,
A.P. KoxeBHuKkoBa 1 Ap.);

* My3blKaJIbHO-aHaUTUYECKNIA METOZ, HarpaB-
NIeHHbIN Ha BbIIBAEHWE CTPYKTYPHbIX U Bbipa3u-
Te/IbHbIX XapaKTepUCTMK 3BYKOBOro BOMJIOLLEHNA
NCMONHNTENbCKOW MHTepnpeTaumu I Jlay;

* METOJ CTPYKTYPHOro MOZeAnpoBaHuA nep-
dopmaHca, NPUMEHABLUNIACA ANA aHaM3a B3auMO-
[eNCTBMA aKyCTUUYECKNX U BU3YyasibHO-ABUraTeNbHbIX
napamMeTpoB UCMONHNTENbCKOWN CTpaTerum (c ue-
NblO BbIAABAEHUA NOTVKN GopMMpoBaHUs nepdop-
MaTUBHOro obpasa);

* ayANOBU3yaNbHbI aHann3, obecneymBLINR
KOMM/eKCHOe pacCMOTpeHre BugeomMaTepmranos
CLEHNYECKMX BbICTYMIEHUN, C GOKYCOM Ha KOM-
nosuuyuio «Believer» (kaBep-Bepcua B ncnosHe-
Huu FeHpwu Jlay), B Llenax BbiABAEHNA cneundunkm
TeNeCHOW NAacTUKM, MUMUYECKOM 3KCNPeccumn u
BM3yaJibHOM ApamaTyprm Kak 31€MeHTOB CLLEHW-
4YeCcKOoro BblCKa3blBaHUS.

Coaep>kaTesibHbI Nepexod K aHaAUTUUYECKOM
4yacTu AMKTyeT He0HBXOAMMOCTb KaTeropmanbHOro
onpegjeneHns OCHOBHOIO NMOHATWA HaLLEro Nccaeso-
BaHWs — «neppopMaTUBHLIA 06pa3». B cooTBeTCTBUM
C AAHHBIMM, U3IOXKEHHBIMW B TpyAax, MOCBALLEH-
HbIX Teopun nepdopmaTnsHbIX akToB /1. OcTuHa 1
paboTax, pacLUMpPAIOLMX rPaHULLbl AAHHOTO MOHS-
TNA B pamKax TeaTpoBeAEeHMS, IMHIBUCTUKM, MYy3bl-
KOBejeHMA creayeT ckasaTb, YTo NepPopMaTUBHBIiA
obpas npeacTaBaseT coboi MHTErpaabHyto KaTe-
roputo, OTpaXkaroLLyto eAMHCTBO XYAOXECTBEHHO-
ro 3ambiCna, MHAMBUAYaNbHOW MHTEpNpeTaumm u
cueHunyeckoro sonaoueHus. OH dopmmpyeTca no-
CPeACTBOM COYETaHMA 3BYKOBbIX, BU3yanbHbIX U KK-
Hecnyecknx a31eMeHTOB, KOTOPble B COBOKYMHOCTU
CO3Jat0T YHUKaNbHbINA MCMOJHUTENBCKUIN MOYepK
[1, c. 110].

B uenom, neppopmatuBHbI 06pa3 MOXHO BOC-
NPUHUMAaTb KakK CeTb B3aMMOCBA3aHHbIX COCTaBASA-
FOLLIMX, B YMNCIO KOTOPbIX BXOAAT:

* My3blKasbHasa MHTeprpeTaLmnsa: aHanus cTuan-
CTUYECKNX N TEXHNYECKMX aCneKTOB UCMOIHEH WS,
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BKAtOYas paboTy C TEMMOM, AMHAMUKOM, apTUKy-
naumen n ppasnpoBKown;

* HeBepbanbHas BblPa3nUTEIbHOCTb: CLEHNYEe-
CKasi MUMMIKa W XKECTbl, JOMOJHAIOLLME MY3blKalbHYHO
NHTepnpeTauuio 1 ycuamBaroLme 3MoLNOHaNb-
HO-ApamaTypruyecknin 3o pexr;

* BU3yasibHble CPeACTBa: BAUAHMNE CLEeHOorpa-
dun, KOCTFOMOB 1 CBETOBOro obopMaeHns Ha BOC-
npuatue obpasa NCNONHUTENA U T.A.

Wcxoas n3 BbieonMcaHHOro cieayet BbiBOJ, UTO
nepdopmMaTuBHbIA 06pa3 NpescTaBaseT cobon pe-
3yNbTaT OCO3HAHHOrO BbIOOpa MHTEPMPEeTaLMOHHbIX
W Bblpa3uTENbHbIX CPEACTB, MOCPEACTBOM KOTOPbIX
apTUCT BbICTPanBaeT KOMMYHMUKALIMIO C ayanTopu-
e, NpeBpalLLasn NCNONHEHVE B MHOTOCIOMHbIN Xy-
JlO>XKEeCTBEHHbIN aKT.

Taknm o6pasom, yCTaHOBMB TeopeTnyeckme Ko-
OpAMHaTBI NOHATUA «nNepdopMaTUBHbIA 06pa3»,
pPacCcCMOTPUM ero KOHKpeTHOe BOMOLLEHUE B XYy-
BO>XeCTBEHHOW npakTuke leHpu Jlay nocpescTBOM
obpalleHuns K ero cLeHmnyeckon ctpatermu. Mpo-
CNaBUBLLMCL KaK MMAHUCT, KOMMO3UTOP, MPOAHO-
Cep M MHOTOMJ/IAaHOBbLIW apPTUCT, HA CErOAHALLIHNN
aeHb FeHpw Jlay aBaseTca ogHou 13 Hanbonee 3a-
METHbIX GUTYyp Ha NepeceyeHUn akagemMmnyeckor
N NONyAsAPHONA My3blkanbHOM Tpagnuun. Obnagas
akagemunyecknm obpazoBaHmnem B obnactm dop-
TEeNMaHHOroO UCNONHUTENbCTB], . Jlay He BouTca
NPOABAATb MHOTOCTOPOHHOCTb XY 0XEeCTBEHHOro
MBbILLIEHWS W CTPEMAEHUE K CLIEHNYECKOW 3KCMpec-
CUK. YKe B paHHUI TBOPUECKMNI Nepuoj, yyacTBys
B AEATENbHOCTU FOXXHOKOPENCKOn rpynnsl Super
Junior-M, my3bikaHT ocBoua cneumduky dyHKLN-
OHMPOBAHWSA NOM-UHAYCTPUN, MO3BOMBLLYIO EMY
cbopmmpoBaTb NpodeccmoHanbHble HaBbIKK B YCIO-
BMAX KOMMEPYECKOro My3blKasbHOTO NPOWN3BOACTBA
[7]. 2TOT ONbIT CTan BaXHbIM 3TaNOM CTaHOBAEHMUSA
I. lay B kauecTBe nepdopmaHc-apTUCTa, B TBOP-
YecTBe KOTOPOTrO MHCTPYMEHTalbHOE MacTepCTBO
coueTaeTca C TeaTpaM30BaHHOM CLIEHNYEeCKOW pe-
npe3eHTaLMel, a BbICTYMIEHUS UMEIOT CUHTETUYe-
ckyto GopMy CLEHMYECKOTO NUCKYCCTBa.

MpeaBapuUTENbHBIA aHaAM3 TBOPUYECTBa JaHHOMO
apTuCTa BbIBAAET XapaKTepHble YepTbl ero nepdop-
MaTMBHOro o6pasa, B Unc/ie KOTOPbIX BblAENAOT-
CS: OpraHNYHOe B3aUMOAENCTBUE MY3bIKaJlbHOrO
M MAacTMYeckoro Havan, a Takxke napajokcaibHoe
COBMeLLEeHME NCMONHUTENbCKON QYHKLIMK C YCTOW-
UMBOW AEMOHCTPaLMEN MHANBUAYAIbHOIO Xy 0XKe-
CTBEHHOTO noyepka. MprmeyaTenbHO, UTO 3TK ABe
KNtoueBble 0cOBeHHOCTU GopMUpytoTCa baarogaps
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€ro YHNKaNbHOW CLIeHNYECKOW CcTpaTernuu, Hamnpas-
NNeHHOW Ha NPeoONEHNME XXaHPOBbLIX U aKyCTUKO-BU-
3yasbHbIX rpaHunL,. Hago 3ametutb, 4TO NOAOOHbIN
NOAXOJ, K BbICTYMNEHUAM CONMXKAET €ro UCNONHM-
Te/IbCKYHO NMPAaKTUKY C aKTyalbHbIMW TEHAEHLMAMN
B 061aCTN MHbIX NepdopmMaTnBHbIX GOPM CLieHNYe-
CKOW penpe3eHTauuu, rae UCNOAHUTENb BbICTyNaeT
OAHOBPEMEHHO Kak My3bIKaHT, neppopmep 1 aB-
TOp BM3yanbHOro 0b6pasa, COBMELLAIOLLMNIA SNEMEHTbI
PeXXnCccepcKoro 1 cLeHorpadpuyeckoro MbiLLEHUS.

B uacTHOCTW, TBOPUECKMIN METOA JaHHOrO apTuCTa
AEMOHCTPUPYET OUEBUAHYHO NPEEeMCTBEHHOCTb MO
OTHOLLEHWMIO K Meana-apTy (H.A. Mark «TV Buddha»;
b. Bnona «The Crossing» v T.M.), B KOTOPbIX CMHTE3
3BYKOBbIX W BM3YyabHbIX KOMMOHEHTOB CO34a€eT UM-
MEPCUBHYIO cpeay Bocnpuatua. Kak u B ciydae ¢
nepesoBbIMU MeAna-nHCTaAALNAMM, nepdopma-
TMBHble paboThbl . Jlay npegnonaratoT LenocTHoe
BOCNPUATUE MY/IbTUCEHCOPHOTO XYAOXECTBEHHO-
ro NPOCTPaHCTBa, rAe akyCcTuyeckme v Bu3lyasbHble
3/1€MEeHTbl HaXxoAATCA B COCTOSHUWN MOCTOAHHOrO
B3aMMOZAENCTBNA. 34eCh Xe cefyeT 3aMeTUTb 0Co-
60e CxOACTBO C IKCMEPUMEHTaNbHbIMU NpPaKTUKa-
MW B 31eKTpoaKycTnyeckor my3bike (K. LLTokxay3eH
«Kontakte»; . KceHakuc «Bohor»), rae, kak n y I'. Nay,
TPaAVLIMOHHOE MOHMMaHWe My3blKalbHOro NUCMon-
HeHWs nepeocmbicafeTca. VIHTepecHo, UTo B 060MX
cnyyasx HabatogaeTcs AeKOHCTPYKLUMA NPUBbIYHBIX
napamMeTpOB My3blKa/lbHOIoO TEKCTa, aKTUBHOE UC-
NoJ/ib30BaHMe TEXHOIOTMUECKMX CPEACTB, a Takxke
CO3/laHNe HOBbIX OTHOLUEHWNA MEXAY NUCMONHUTE-
NeM, 3ByKOM M NPOCTPaHCTBOM. [1pn 3TOM Xyg0xe-
cTBeHHas ctpaterua I. Jlay BbIXOAMT 3@ paMKn YMCTO
TEXHO/IOTMYECKMX IKCMEPUMEHTOB, AEMOHCTPUPYS
copepxaTtenbHOe POACTBO W C TaKMMW Hanpasie-
HUAMMN, Kak cayHa-nepdopmanc (J1. AHgepcoH «O
Superman»; M. Abpamosuy «Rhythm 0», «The Artist
is Present»), UMMepPCMBHbIN TeaTp U MHTepMeam-
aNbHbIMW NPOEKTaMW, OCHOBaHHbIMW Ha B3anuMO-
AENCTBUN Pa3INUHbIX XYA0XXECTBEHHbIX A3bIKOB (P.
Jlenax «887» n 1.n.) [8, c. 58].

NMoMMMO NpoYero Ansa CLLeHNYeCKor cTpaTerum
FeHpw Jlay XapakTepHO cBoeobpasHoe My3blkabHOe
CMeLLeHne KYbTYPHbBIX N CTUANCTUYECKMX KOJOB, YTO
0COBEHHO 3aMEeTHO B ero cosibHbIX NpoekTax («Nice
Things»; «Fantastic»; «Untitled Love Song»u 1.1.).
CoeaunHaa 3anagHyro akajeMuUyeckyro My3blkaab-
HYHO TPaAULMIO N BOCTOYHYHO 3CTETUKY, CUHTE3NPYSA
My3blKaJlbHYH W TeaTpasibHYH BbIPa3nUTEIbHOCTb U
BHeApPAA HOBble TEXHONOTMN B UCMOAHEHWMe, . Jlay
CO34aeT YHWNKaNbHbIN TMOPUAHBIV CTUAb, B KOTOPOM

akajemmyeckas CTPOroCTb COYeTaeTCs C INeMeHTa-
MU K-pop, 3/1€KTPOHHOM MY3bIK/ 1 COBPEMEHHOTO
neppopmaHc-mcKyccTBa.

BoraTtcTBO ayAMOBM3yanbLHOro MaTepumana, npes-
CTaBNEHHOIO B UCMONHUTENbCKON NpakTuKe I. flay,
NMO3BOAWN/IO NPOBECTM AeTalbHOe HabatogeHme 3a
MexaHu3mMamMu GopMrpoBaHUus ero nepbopmaTus-
Horo obpasa. B kauectBe MCXOAHOM 6a3bl ANS aHa-
Nn3a 6blia BbibpaHa KkaBep-Bepcus necHu «Believer»
rpynnel Imagine Dragons B nHtepnpetauun I'. Jlay.
Bbibop npownsBeseHns obycnoBaeH ero KOMMNo3u-
LMOHHOW rMBKOCTbHO, XXAHPOBOW MAACTUUYHOCTLIO
N APKO BblpaXeHHbIM MOTEHLMANOM ANSA CLEHWN-
YeCKOro NepeocMbICAEHNS.

AHanus cTpomnTCca B COOTBETCTBUM C NPUHLMNAMM
KOMM/IEKCHOTO NMOAXOAA K U3YYEeHUIO My3blKaibHO-
ro nepdopmaHca, NpeanonararoLLero paccMoTpe-
HWe 3BYKOBOTO, BU3ya/IbHOTO 1 TENECHOTO YPOBHEN
CLEHMYECKOrO BbICKa3blBaHWsl, U BKIOYAET B Ccebs:

* NccnefoBaHMe NCXOAHOIO My3blKalbHOMO
MaTepunana (My3blkajbHO-TeOpeTUYECKNA pa3bop,
CTWEBOW U XXaHPOBbIV aHa M3 OPUrMHANBHOIO MpPOo-
n3BeaeHunn);

* BbIIBIEHNE OCOHEHHOCTEN MHTEpPNpPeTaLLnm
N apaHXMpPOBKM (TpaHCPOpMaLLMSA NCXOLHOTO Ma-
Tepuana 3a cyeT CTPYKTYPHbIX, METPOPUTMUYECKNX
1 GakTypHbIX Npeobpa3oBaHWI, peann3oBaHHbIX C
NCMONb30BaHNEM NYN-CTAHLMN U CMELUAHHbIX UH-
CTPYMEHTa/IbHbIX PECYPCOB);

* paccMOTpeHMe NPOCTPaHCTBEHHON MoAenu
MCMNONIHEHUS, NpeanoaratolLein B3auMoaencTeune
apTUCTa C KOHKPETHOW cpesoi (ropoAckas yauua,
WMHAYCTpUaabHOE NPOCTPaAHCTBO, MNOLWAAKM BHE
CLLEHbI) N ee aKyCTUKO-BM3YasIbHbIX XapakKTePUCTUK;

* aHa/W3 TesIeCHO-NNacTMUECKOW Bblpa3uTesb-
HOCTW apTnCTa;

* M3y4YeHue NpoLeccoB TeaTpanmsaumm cue-
HUYECKOro AeNCTBUSA W BbIIBAEHNE CTPYKTYPHbIX
NPUHLMMNOB CLLEeHNYECKOW ApamMaTyprum, Hanpas-
NeHHbIX Ha GOPMUPOBaAHME IKCIIPECCUM N XYL 0XKe-
CTBEHHOW LLeN0CTHOCTM nepbopmMaHCa;

* CMHTETUYECKWUA BbIBOJ, OPUEHTMPOBAHHbIN Ha
burKcaLmio XyA0XKeCTBEHHON cTpaTerMm aptTucta u
naeHTMdnKaLno xapaktepmuctmk ero nepdopma-
TUBHOTO 0bpasa Kak MHTErpasbHOro XyA0oXeCTBEH-
HOro SIBAEHUSA NUCCAe0BaHMS.

I3HauyanbHO Ba>KHO OTMETUTb, YTO KOMMO3M-
ums «Believer» (aBTopsbl: 4. PeriHonbac, Y. CepMoH,
b. Makn, A. MNnauyman, . N'paHT) nepBoHavanbHO
6blna BbiMyLeHa B cocTaBe anbboma Evolve (2017)
amepukaHckou rpynnon Imagine Dragons. lNMecHs

npegcraBnseT cobol xapakTepHblil 0bpasew, CTUAA
anemepHamueBHs.lIl pok, B KOTOPOM OPraHUYHO CO-
yeTaroTCA YepTbl UHOACMPUAA-NON, 31eKMPOHHOU
pPOK N 31EMEHTbI PUTMUKMN, BOCXOAALLEN K XKaHPY
xmn xon. Nogo6bHaa CMHTETUYHOCTL 06yCcnoBAM-
BaeT xapakTepHoe A/ COBPEMEHHbIX MaCCOBbIX
>XaHPOB paclinpeHne CTUAEBOM NaanTpbl U OTKas
OT XXeCTKOW >KaHPOBOW AETEPMUHNPOBAHHOCTK [9].

Komno3nuyus nsnoxeHa B TOHaNbHOCTK cu-be-
MOJIb MUHOP, @ rapMOHMYecKkas CTPYKTypa necHu
CTPOUTCA Ha LUKAMYECKOM YepegoBaHun | — VI —
Il = VII ctyneHel, B paMKax KOTOPOro OTCYTCTBY-
eT JOMUHaHTOBaA QYHKLNA B ee KNacCuyeckom
Buge. [laHHaa nocnesoBaTeNbHOCTb AEMOHCTPU-
pyeT OTYETAMBYIO MOAANbHYH HanpPaBAEHHOCTb:
OTCYTCTBME AOMMHAHTbI pa3pyLiaeT TpajuLMOHHOe
TOHa/bHOE TAroTeHue, cbamxan A3blk Npon3sese-
HWA C MOAaNbHBIMUN NPUeMamMu B PoK-My3bike (Led
Zeppelin «Kashmir», Radiohead «Pyramid Song») u,
B ONpefeNeHHON CTeneHw, C npMemMamMm MMHMMa-
NINCTCKOM KOMMO3UTOPCKOM TEXHUKM (3a CUET OCTU-
HaTHOro MOBTOPEHUA aKKOPAOB).

My3bikanbHas popmMa KOMNO3ULMKN TArOTeeT K
KyMNJeTHO-NPUMNEBHOWM (C BKIHOYEHNEM KOHTPACTHO-
ro pasgena v Kofbl), BbICTPOEHHOW MO MPUHLMUNY
yepeaoBaHMA TeMaTUYECKMX KOHTPACTOB: BCTyMe-
Hune — kynieT (A) — npunes (B) — kynaet (A) — npunes
(B) — koHTpacTHbIM pa3gen (C) — npunes (B) — kogaa.
Kaxxablin pa3zen BblAep>kaH CTPOro no AJnTeNbHO-
CTW 1 CONpPOBOXAaeTcA HeboNbLIM AMHaMUYe-
CKMM HapacTaHueM K KoHTpacTHomy pa3geny (C).
Pazpen C B saHHOM cnyyae BbINOAHAET GYHKLMIO
Ky/NbMUHALMOHHOTO 3/1eMEHTa, BPEMEHHO BbIBOASA-
Lero My3blkasbHOe pa3BuUTHe 3a Npesebl OCHOB-
HOro OCTMHATHOrO Lkia 1 oborawatoLero Gopmy
KOHTPAcTHOW penbedHOCTbHO.

Ocobblii nHTepec NpeacTaBasgeT METPOPUTMU-
yeckas opraHumsauma KOMNO3nLUN: HECMOTPA Ha
3anucb B pasmepe 4/4, coueTaHne Tpuosel B BO-
KasbHOM MapTUmM U CUHKOMWPOBAHHOIO PUTMa,
co3faHHoe nocpeactsoM drum programming (Lnd-
pOBOro NpPorpamMMMpoOBaHnA pUTMa), Co3aaeT un-
ntosmto MeTpa 12/8, xapakTepHoro ans 6ar03-poka
N COyN-My3bIKW. ITOT MPUEM peasnn30BaH B paMKax
3/IEKTPOHHOW apaH>XMPOBKK, MPU KOTOPON pUTMUYE-
cKas nynbcaums GopMupyeTcs 3a CYeT CMELLLEHNA aK-
LLEHTOB Ha cnabble 40K, CONMXKaIOLLEN KOMMO3ULNIO
C 3KCnepuMeHTanbHbIMK XaHpamu IDM (Intelligent
Dance Music), B yacTHocTU rpynnoi «Aphex Twin»
n 1.n. Cneayet 06aBUTb, YUTO CKBO3HOW OCTUHAT-
HbIA PUTMUYECKUIA PUCYHOK, MPOHM3bIBAIOLWMNIA BCIO

103



KOMMO3ULMIO, CYXXUT OCHOBOM Ans GopMUpoBa-
HUS <PUTMUNYECKON HAMPAXKEHHOCTU», CO3AatoLLel
olyLleHMe HaBA3UYMBOCTY, MaHUbeCTaLumMm BHYTPEH-
Hero HanpsxeHus 1 6opbObl, CO3BYYHOMN TEKCTOBO-
MYy COAEP>KaHWI0 KOMMO3nLUmn. BokanbHas AnHUS
[3Ha PeliHosbaca B opurnHane passopaynBaeT-
€Sl NPEUMYLLLECTBEHHO B PeYMTaTUBHON MaHepe, C
aKTVBHbBIM UCMOb30BaHNEM MaiblX MHTePBabHbIX
CKa4yKoB, MHTOHaL M Npu3biBa U MMMepaTMBa, Ya-
CTbIMW MOBTOPEHMAMMU 3BYKOB U PUTMUYECKMX GU-
ryp, coamxarowmx BokanbHyo nogavy ¢ bopmoim
peyeBOro BblCKa3blBaHWA 1 NPUAAIOLLETO MeNoam-
Ke XxapakTep npoTecTHoro xecta [9].

Kacaemo kaBep-Bepcun KOMMO3nULUMK
«Believer» B ucnonHernunn MeHpu Jlay, BaxxHO 3a-
MeTUTb, YTO OHa NpeAcTaBaseT cobor rnyboko ne-
pepaboTaHHYH XyA0XXECTBEHHYH MHTepnpeTaLmto
OpVWIMHaNbHOrO MaTepurana, B KOTOPOWN OCyLLLecT-
BASIETCS CMELLEeHME CMbICIOBbIX akLLEHTOB C NpPo-
TECTHO-UHAYCTPUAbHOM 3KCMPECCMU B CTOPOHY
3KCNPECCUBHO-MAACTMYECKOTO, TeaTpaam3oBaHHO-
ro U CTUANCTUYECKN TMbpuaHoro nepdopmanrca. A
ecav opurnHan (Imagine Dragons) cywecTsyeT B na-
paAurMe NPoTECTHO-UHAYCTPUANbHON SKCMPeCccum
C ee arpeccMBHOW PUTMUKOM 1 XECTKON TeMbpasb-
HOW nannTpown, To Bepcus I. Jlay TpaHchopmupy-
eT MaTepuan B MHOFOC/AOMHbIN nepdopMaTnBHbIN
aKT, COYeTaroLLMI SKCNPECCMBHO-MAACTUYECKYHO Te-
aTpanbHOCTb (XKecT, MMMUKa, cueHorpadms), CTMAmn-
CTUYECKYHO TMBPUAHOCTb (MON-UHCTPYMEHTaNN3M,
akaZemmuueckue npueMbl, 31eKTPOHHas UMMpPOBM3a-
uma) 1 gpamatypruto TenecHoro npucytcremns [10].

BmecTe ¢ TeM MOXHO OTMETUTb, UTO UHTEpMpe-
Tauus FeHpw Jlay sBASETCS YHUKAbHBIM NPUMEPOM
>KaHPOBOIrO CMHTE3a, B KOTOPOM OPUTrMHa/bHbIN
MaTepuan (xapakTepusyrLwWnnca npruaHakamm
MOCT-rPaHXeBOMN CTUANCTMKM C 31eMEHTaMU 3/1ek-
TPOHMK-pOKa) nepepabaTbiBaeTca Yepes Npusmy
NOMN-MHCTPYMEHTAIN3MA, 31EMEHTOB aKkajemMuue-
CKOW MHCTPYMEHTaNbHOM MY3bIKUW, 31E€KTPOHHOW
nMnpoBmsaumn n gpamatyprum nepdopmarca. Ta-
Kas >XKaHpoBas rMbpUAHOCTb AesaeT HEBO3MOXHbIM
OAHO3Ha4YyHOe onpeseseHne NPUHaANEXHOCTU Ka-
Bepa K Kakomy-mbo HanpaBAeHWIO, N3-3a Yero Ha-
npaLunBaeTca BbIBOJ, UTO ckopee OH dopmupyeTcs
Kak nepdopMaTUBHbIN KPOCC-XXaHPOBbIN apTedakT,
OPVEHTUPOBAHHbIW Ha JIMYHOCTHYHO Bblpa3nTenb-
HOCTb W KOHTaKT C ayAUTOpUEN.

B nepByto ouepesab, paccmatpusas nepdop-
MaTUBHbIV 0bpa3 eHpu Jlay CkBO3b MPU3MY ero
CLEHNYeCKOoM cTpaTernn, NpeacTaBaseTcs Lenecoo-
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6pa3HbIM 06PaTUTLCA K NPOCTPaHCTBEHHOW MOAeNH
NCNONHEeHMA KaK 3HaYMMOMy 31eMeHTy dopMupoBa-
HWA XyJ0XECTBEHHOW LLeNIOCTHOCTM nepdopmaHca
W OTMETUTb, YTO NPOCTPAHCTBEHHAA OpraHmn3aLms
neppopmaHca B «Believer» npegenbHo HacblweHa
CMbICNIOBbIMW U BblPa3nTeNbHbIMW KOHHOTaLUAMM.
MecTom felicTBrA BbIbpaH MHAYCTPUaNbHbIN 00b-
€KT — NPOU3BOACTBEHHBIN LiEX, BU3yanbHO Hamnos-
HEHHBIN TAXENbIMU KOHCTPYKLMUAMMK, HETOHHBIMU
CTeHaMW, MeTalANYeCcKUMM 3neMeHTaMu 1 GakTyp-
HOM nNaTMHOW BpemMeHun. C My3bIKOBEAUECKOM TOU-
KW 3peHns, NogobHoe NPOCTPaHCTBEHHOE peLleHne
bYHKUMOHMPYET Kak CIOXHBIA aKyCTUKO-CEMUOTU-
YeCKUN KOMTIEKC, TAe apXMTEKTOHMKA NPOCTPaH-
CTBa onpeaensier 0CO6eHHOCTN 3ByKOBOTO NoAs.
YMeCTHO NpesnonoxXumTb, YTO NOCPEACTBOM BbI6O-
pa AaHHoro npocTpaxcTea . Jlay B Kakoli-To Mepe
peanvsyeT NpuHUMNbI site-specific nepdopmaH-
ca', B pamMkax KOTOPOro apxmTekTypHble 0CobeH-
HOCTW JIOKaLMW CTaHOBATCA OPraHMYHOM YacTbto
My3blKaNbHOW TKaHW: TPYObl, LUCTEPHBI U BETOHHbIE
NMOBEPXHOCTW CO3AatoT cneumdpunyeckyro pesepbe-
pauuio, okpaLumBas 3ByK B XONOAHblE NHAYCTPUa/b-
Hble TeMBpPbI (CO3BYYHbIE XapaKTepy KOMMO3MLMK),
B TO BpeMs Kak MeTaannyeckme KOHCTPYKUUMN GyHK-
LIMOHMPYIOT KaK eCTeCTBEHHble pe3oHaTopbl, Aobas-
NAoWwme K My3blkasbHOMY MO AOMONHUTEbHbIE
06epTOoHbI U LYyMOBble KOMMOHeHTbI. Ob6pa3s ca-
MOTO MCNOHNTENs, 061a4YEHHOIO B HEMTPabHYHO
0ofeXy, OPraHNYHO BMNUCHIBAETCA B 3Ty CUCTEMY,
Kak 6bl CTUpaa rpaHuLy MeXay My3blKaHTOM U
oKpy>katowen cpegoi. I'. Jlay npeactaet B obpa-
3e «TexXHWKa 3BYKOBOrO NMPOCTPaHCTBa», MaHUMy-
NNpPYIOLLLEro akyCTM4yeckMmm CBOMCTBAMM OKaLMK.

B cBOlO Ouepesb TeaTpanmnsaums B UCNONHU-
TEeNbCKOW npakTuke eHpwu Jlay ocHOBaHa He Ha
BOM/IOLLEHUN TOTOBOrO CLeHMYeckoro obpasa, a
Ha nocnefoBaTeNbHOM KOHCTPYMPOBaHUN XyAoKe-
CTBEHHOW MAEHTUYHOCTM HEMOCPEACTBEHHO B NPO-
Lecce NCNOAHEHWA. APTUCT BbICTPanBaeT CNOXKHYHO
CUCTeMy CLLEHNYECKOro NOBeseHs, B NpeAenax Ko-
TOPOro NPOMCXOAUT NOCTOAHHOE NepekatoYeHme
MeXAy PasNYHbIMU UCMONHUTENBCKUMUN POASMU:
WHCTPYMEHTaNNCTa, BOKAAUCTa, 3ByKOopexuccepa
n meana-nepdopmepa (6e3 paspbiBa LLEJOCTHOCTM
CLeHNYeCcKoW NepcoHbl). MogobHas NoAMGYHKLM-
OHanbHOCTb bopmumpyeT mogyc nepbopmMaTMBHOroO
cybbekTa, B KOTOPOM UCMOIHUTENb <UFPaeT» camo-

1. Site-specific neppopmaHc — xyaoxecTBeHHOe CobbITHE, CO-
3jaHHOe Ha 6a3e Kakoro-anbo obbekTa 1 NCMOoNb3ytoLLee
NPOCTPAHCTBO B Ka4ecTBe aKTUBHOM YacTu nepdopmaHca.

ro ce6s B yCUNEHHOW, XYA0XXECTBEHHO CKOHLIEH-
TpUpoBaHHON dpopme. TeM cambiM TeaTpanmsauus
obpeTaeT «MeTaypoOBEHb» — OHa HE BOCMPOV3BOANT
YC/NIOBHYO peanbHOCTb, @ KOHCTPYMUPYeET Xyaoxe-
CTBEHHYH CUTYaLIMIO, B KOTOPOU KaXAblA 31eMeHT
LEeNCTBMA OCMbICNEH KakK BblPa3uTeNbHbIW akT.

UTo KacaeTcs MCNOAb3YEeMOro MHCTPYMeEHTa-
pus, TO B UCMOJHEHUWN faHHOM Komno3uuuu I, Jlay
NpUMeHseT creLmanbHo Nogo0bpaHHbIA Habop MH-
CTPYMEHTOB, MPUHLUUMNMNANBHO OTANYAOLWMACA OT
OpPWIMHaNAbHOro BapuaHTa. B oTanume ot opurmHa-
na, rae AOMUHUPYET 31eKTPOHHO-TUTapHasa dakTy-
pa, B uHTepnpetauun l. Jlay LeHTpasbHOe MecTo
3aHMMaeT ayn-ctaHums (loop station)?, BeicTynato-
Las B KayecTBe KJAOUEBOro 3/1eMeHTa 3ByKOBOrO
npeobpasoBaHuns 1 onpegensatoLiero cneynom-
Ky BCel apaH>XupoBkun. OHa peannsyet NpUHLAM
«aKyCTUUECKOro HaKOMAEHWA», KOrAa KaxX bl HO-
BblA 3BYKOBOW C/10M A0BaBaseTcs K npeablayLum
M BCTYMaeT C HUMMK B CJIOXKHOE B3aUMOAENCTBME.
VIMeHHO 3T1O0T 3 dekT No3BOAAET UCMONHUTENIO BbI-
CTYNUTb B POJAU CBOEOOPA3HOro «3BYKOBOIO apXu-
TeKkTopa», BOCNPOU3BOAALLLErO 3apaHee 3afaHHyH
CTPYKTYPY Y KOHCTPYMPYIOLLETO ee B pealbHOM
BPEMEHU C COXpaHeHWeM ApamMaTypruyeckon Le-
NOCTHOCTW. 3a CYeT NCMONb30BaHMA NYN-CTaHLUN
BOKaJ/IbHblE€ Y MHCTPYMEHTaJlbHble MMMPOBM3aLMK
I. Jlay obpeTatoT KauecTBO «3BYKOBbIX OOBEKTOB»,
CYLLEeCTBYHOLLNX OAHOBPEMEHHO B /IBYX U3MEPEHM-
AX — Kak MOMEHT CMOHTaHHOrO TBOPYECKOrO aKTa v
KaK 3N1eMeHT LIMKANYECKOW CTPYKTYpbl. [ocpeacTBOM
ncnonb3oBaHua ayn-ctaHuuu . Jlay dopmumpyet
YHWUKaNbHbIA BPEMEHHOW KOHTUHYYM, B KOTOPOM
HacTosLLee UCMOJHEHWE NOCTOSHHO AMaNorn3npy-
€T CO CBOVMMM COBCTBEHHbIMU «CienKamMm», 3aduk-
cMpoBaHHbIMK B neTasax [11, c. 21].

AHanunsnpys TexHuveckme xapakTepucTuku
YCTPOWCTBA M BUASA, Kak C HUM B3aUMOZAENCTBYeT
I. Nlay, HanpaLwwWBaeTCA JIOTMYHbIN BbIBOJ, UTO faH-
Hoe NpucnocobiieHne B pykax NCMONHUTENS CTaHO-
BMTCA NOJHOLEHHbIM YYaCTHUKOM My3bIKaJlbHOrO
[eNCTBa, a BpeMs 3aZep>KKu, KONMYECTBO CI0EB MY-
3blKaJIbHOW TKaHW M XapakTep HaloXeHus onpeje-
NA0T GaKTypHble 0COBEHHOCTN 1 IMOLMOHANbHYHO
aTMocdepy npovssegeHus. Cneunduuecknii «mexa-
HUCTUUECKNI» XapaKTep 3ByYaHUs MesoAMUYECKMX
netenb nocae o6paboTkM N NX TOUHAs PUTMUYECKas
CeTKa CO34atoT BbIPa3nTENbHbIA KOHTPACT C XXMBOW,

2. Loop station — undpoBoe ycTpONCTBO A1 3aNncK, Hanoxe-
HMA Y LUKINYECKOro BOCMPOU3BeeHUs 3ByKOBbIX GparmeH-
TOB B peanbHOM BpemeHum (live looping).

«AblllaLllen» NPUPOAON BOKabHOTO 1 dopTennaH-
HOrO UCMOJIHEHWS, U NpeBpaLLatoT BbicTynaeHune I.
Nay B ApKWIA NpUMep COBPEMEHHOTO CMHTE3a TeX-
HOJIOTMYECKOro N XyA0XXECTBEHHOIO Hauaa B My-
3blKaJIbHOM UCMNOJIHUTENbCTBE.

Bouka 1 6enas kaHucTpa (MeTaNANUYECKNA 1
MNacTMacCoBbIV NPOMbILLIIEHHbIE pe3epBYyapsbl) UC-
nonb3yrolmecs B nepdopMaHce HapaBHe C ayn-CTaH-
LMen, 1 NO KOTOPbIM UCHOJHUTENb PUTMUUYECKHN
yaapseT bapabaHHbIMY Nanoukamu, GyHKLMOHN-
PYHOT KakK UHAYCTPUasbHblE MEePKYCCUOHHblE 06b-
eKTbl, fobaBasAloLWmMe rpyboBaTbi, PE30HAHCHbIN
LWymMoBOM TeMbp. MOXHO cKa3aTb, UTO 3aneyar-
JIEHHbIV NIyn-CTaHLMeln 3ByK HOUKM BKyMe C nooye-
PeAHbIMW YAapaMu Mo KaHUCTPe, COBMELLEHHbIMM
C 3KCMNPEeCCUBHbBIM ABUXEHUEM PyK 1 Kopnyca I
Nay, npeacTaBastoT CO60M NAACTNUECKN O3BYYEH-
Hoe AeNCTBO, KOTOPOEe 3asaeT TOH BCEW KOMMO3U-
unmn 1 GopMUpyeT PUTMUYECKYHO OMOPY.

MomuMo npoyero, B apceHase UCnosHuTe-
N NPUCYTCTBYET Apenb, NpeicTaBasAtoLLas cobon
Bblpa3nTesibHOE CPEeACTBO 3BYKOBOW AECTPYKLUN.
Ee 3ByK — BpalLlatoLMIACs, UCKAXKEHHbIM, MecTaMu
6M3KMIA K TANCCaHAMPYOLLEMY LUYMY — BbICTyNa-
€T KaK 3neMeHT nepdopmMaTUBHOM NPOBOKaLMMK U
Kak YacTb My3blKaNbHO-TeaTpasbHOW ApamMaTypruu.
WHTerpauus gpenv B nepbopMaHC akTyanmsnpyet
NAEH TEXHONOrMYECKOro BMeLlaTeIbcTBa B My3bl-
KaJIbHYH CTPYKTYPY, a Tak)Ke CO3/aeT HanpsxeHue
MeXJy OpraHUYecKnM Y MexaHU4YeckuM 3ByUaHu-
eM, MeXJay UHCTPYMEHTaNbHOM TpaguLmen n 3sy-
KOBbIM 3KCMEPUMEHTOM.

B cBoto ouepegb, popTenmaHo B JaHHOM nep-
dbopmaHce BbINOHAET FNaBEHCTBYHOLLYHO W YHUKab-
HYH MeAMaTUBHYH OYHKLMIO, BbICTYMNas CBA3YOLLMM
3BEHOM MeXAy aKyCTUYeCKOl NpUpoaon TpaanLm-
OHHOTO MHCTPYMEHTapus 1 LUPPOBOI peanbHOCTLHO
3NIEKTPOHHOMN 06PaboTKM. IHCTPYMEHT 34eCh Cylle-
CTBYET B MapajoKcaibHOM TPOWCTBEHHOM COCTOS-
HWM: C OAHOM CTOPOHBI, OH COXPaHSIET BCe aTpubyThI
knaccmyeckoro GopTenmaHHOro 3ByKOU3BIEUEHMS, C
ApYro — nogepraeTcs pagvkasbHOMY NePeoCMbIC-
NEHUIO Yepes NPU3My COBPEMEHHbIX TEXHOIOTUA.
B nepdopmaHce popTennaHo Takxe npnobpertaer
cTaTyc rMbpUAHOro MHCTPYMEHTabHO-MePKYCCUOH-
HOro 06bekTa, B MOMEHT, KOrAa apTUCT aKTyaansm-
pyeT ero yAapHblli NOTeHUMan Yepes puTMmMyeckne
yAapbl No Kopnycy.

Mo cytn, TeHpm Jlay ncnonbsyet popTenmaHo Kak
CBOEOBPA3HbINA «aKyCTMUECKNA Npeobpa3oBaTesib»,
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coyeTaroLnii BUPTYO3HYH GopTenmnaHHy TEXHUKY
W 3KCMEPUMEHTa/IbHbIE NPUEMbI 3BYKOU3BAEUEHWS.

B 3TOM CBA3M 0COBYHO XYyAOXECTBEHHYHO LiEH-
HOCTb NpuobpeTaeT AManekTnka B3auMoaencTBuS
MeXay «ayTeHTUUYHbIM» GopTenuaHHbIM 3ByYaHu-
eM n ero umdposbiMu TpaHchopmaumamm. B nH-
TepnpeTtauum leHpu Jlay popTennaHHoe cono Ha
2:08 MUHYTe CTaHOBUTCA LeHTPafbHbIM COBbITMEM
BCEM KOMMO3UL MM — CBOEOOPa3HON KOMMNO3NLNOH-
HO-ApamMaTyprmyeckon KyabMUHaLMen, B KOTOPOW
WCMOJIHUTE/Ib IEMOHCTPUPYET TEXHUYECKOE MacTep-
CTBO W pacKpbIBaEeT ryBbUHY XyA0XEeCTBEHHOrO ne-
peocMbicneHuns opurmHana. Cono BO3HUKaeT Kak
MOLLHbIV 3MOLMOHaNbHbIV BCNIECK, BOBUpatoLLmii B
cebs Bce MpeLUecTByOLLME TeMaTUUECKNE U PUT-
MUUECKMNE 31EMEHTbI U BbIBOAALLMMN UX Ha HOBBI
YPOBEHb ApamaTypruyeckor HanpsXXeHHOCTH. TOT
3MNM304 akKyMy/MpyeT IHEPruo BCErO Npou3sese-
HWUA U CAYXUT AEMOHCTPaLMen MHANBMAYaNbHOIO
ctmns dopTtenunaHHom urpsl . Slay: korga npupo-
[la MHCTPYMEHTa, C ee boratbiMmn akyCTUUECKMMU
CBOMCTBAMW 1 €CTECTBEHHON AMHAMUKOMW, BCTynaeT
B CJIOXKHBIN ANANOT C «CTEPUNBHON» TOYHOCTBIO 06-
paboTaHHbIX Nyn-cTaHumen dbparMeHTOB, CO3aeTCs
3QPeKT «ABOMHOM 3KCMO3ULUU», TAE OAMH U TOT Xe
My3blKaNbHbl MaTepran NpescTaeT O4HOBPEMEH-
HO B ABYX MMOCTaCsAX — Kak HEMoCpeACTBEHHOE UC-
MOJIHEHWE U KaK ero TEXHONOMMYECKOe OTPaXKeHMe.

MpumeuaTenbHO, UTO BOKanbHaa naptua . Jlay
Tak Xe faneka OT OpuUrvMHaa: ee OCHOBa — Yepe-
[ OBaHWe pacreBa, PeUnTaTUBHbIX MHTOHaLUWUN, BO-
KaNbHbIX 3PHEKTOB U CYyBTOHANbHbLIX BTOPXKEHUNA.
F'on10C 34€eCb CYXUT BbIpasuTe/bHbIM UHCTPYMEH-
TOM, BCTYNarOLUM B akKTUBHbIN AMaor C akycTude-
CKOW 1 LYMOBOW Cpesoi 3BydaHms. MpuHLMnmanbHo
BaXKHO, uto [. Jlay oTka3biBaeTca OoT TpaANLMOH-
HOW BOKaNbHOW apTUKYAALMM B NMOAb3Y CBOBOAHOW
3CTPafHOl MaHepbl: ero BOKasibHOE BblCKa3blBaHWe
MAaCcTUUHO, TMBKO U MHTOHALLMOHHO NMepPeMEHUMBO.
MecTtamu ronioc cbamxaercs ¢ MHTOHALWOHHbIMU
MOZAENAMUN aBTOPCKOW NECHW, B MHbIX 3MM304aX — C
WHCTMHKTWMBHOM BOKa/ibHOM MMNpoBM3aLmen. Mo-
fo6Hasa MaHepa, TakXe, Kak 1 Becb nepdopMaHc,
AEMOHCTPUPYET CTPEMAEHNE K Pa3MbIBaHUIO XKaH-
POBbIX Y CTUAIUCTUYECKUX FPaHUL, K nepexoay ot
NEHUs Kak pernpeseHTaLmm Menoamm — K NeHUro
KaK AeNCcTBUO, npoLieccy, cobbiTnio. OCobbIN UH-
Tepec NpeacTaBAseT UCnosb3oBaHMe npuema live
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looping?® Ha 00:56 mMuH., korga MeHpu Jlay 3anucel-
BaeT BOKabHbl GparMeHT B peasibHOM BPEMEHW
W cO3jaeT MHOTrOC/I0VHYO bakTypy nyTeM Hanoxe-
HWA AOMONHUTENBHOIO rOA0Ca, 3ByYaLlero Ha Tep-
L0 BblLLe. ITOT CNOCob rapMoHM3aLMm B peaibHOM
BPeMeHW no3BoasAeT co3aatb 3pdekT paclumpeH-
HOro BOKa/IbHOrO NPOCTPaHCTBa W NpuUAaeT UCNo-
HEHWIO XapakTep KaMepHoro MHororonocusa [11].
3peck xe cnegyeT 406aBUTb, UTO BCA BOKalbHas
TexHuka . Jlay AeMOHCTpupyeT WinpokomacluTab-
HbIM MAACT Pa3/IYHbIX BblPa3nTe/IbHbIX NMOAXOAOB:
OT TeMBPOBON KOHTPACTHOCTU (Yepe3 NPOTMBOMO-
CTaB/ieHMEe TUXOTo NeHUs U KpWKa) 4O NPOCTpaH-
CTBEHHOM apTUKYSALIMM 3BYKa 33 CYET MEPEMELLEHMN
no njiowajke.
O606ulas BbilleckazaHHOE, MOXHO TaK-
e fobaBUTb, UTO BCA apaHXupoBska leHpwu Jlay
npeacraBaset cobow pesyabtat rnybokon dakTyp-
HO-ZpaMaTyprmyeckon TpaHchopmaL M NCXOLHO-
ro matepmana. OT opurMHana COXpaHAOTCA ANLLb
WHTOHALMOHHO-MeNoanyeckme n rapMoHmnyeckue
KOHTYpbI, BbINOAHAOLLME GYHKLNIO CEMaHTUYECKUX
OpUWeHTMPOB, obecneunBaoLLMX Y3HABAEMOCTb NpU
pasuvKasbHOM NepeoCcMbICIEHNN My3blKaabHOro 06-
pa3sa. J/InHeliHas CTpPyKTypa KOMMO3ULIMK 3ameLlaeTcs
pa3BepHYTbIM 3BYKOBbIM NMPOCTPAHCTBOM, OpPraHun3o0-
BaHHbIM MO MPUHLMMY HaNOXEHWA U PUTMUYECKO-
ro BapbMpOBaHUs NOBTOpPAOLWMXCA dparMeHTOB. B
npouecce NCNONHEHUA BO3HMKAET CIOXHasA, AVHa-
MWUECKMN NOABMXKHaA 3ByKOBas TKaHb, B KOTOPOM
aKyCTUYecKme, SNEKTPOHHbIE U BOKaJIbHble KOMMO-
HEeHTbl B3aMMOZEWCTBYHOT Kak paBHOMpPaBHble 3BY-
KOBble YacTu.

MpoaHann3npoBas cLeHnYeckyto ctpaterumio I
Jlay v pe3tomypys BblLeCKa3aHHOE, BaXKHO NOABECTM
UTOT O TOM, YTO NepdopMaTUBHbIA 06pa3 AaHHOro
apTucTa B MHTepnpeTaummn «Believer» npeacraet kak
Lie/IOCTHOE XyA0XXECTBEHHOE AB/IEHWE, CUHTE3NPYIO-
Lee My3blKaabHOE UCMOAHUTENBCTBO, TENECHYHO Ma-
CTUKY U TEXHONOTUYecKkne HoBauwmu. MpoBeseHHoe
nccnesoBaHme No3BOAAET YTBEPXKAATb, UTO CLieHUYe-
ckas cTpaTterus . Jlay ocHoBaHa Ha NpuHUMNnanb-
HO HOBOM MOHVMaHUWN B3aMMOOTHOLLEHWI MeXay
3BYKOM, T€JIOM W MPOCTPAHCTBOM, @ TPaZMLIMOH-
Hble TPaHULbl MeXay 3TUMW 31eMeHTaMu nocse-
JoBaTeNbHO pa3mblBatoTCA. BmecTe ¢ Tem, aHanus
CLIeHNYECKOo cTpaTernn No3BoAsSET YTBEPXKAATb,
YTO K/IH0UYEBOW 0COBEHHOCTbIO NepdopMaTUBHOrO

3. Live looping — npouiecc 3anucy 1 MHOrokpaTHOro BOCMpPO-
n3BeAeHWN 3BYKOBbLIX GParMeHTOB B peasibHOM BpemMeHM, C
MCNONb30BAHNEM NYN-CTaHLUW.

obpaza . Jlay ABnseTcA ero npoweccyanbHas npu-
poga — OH He AB/AeTCA 3apaHee 3ajaHHOM Moge-
NIbO, @ KOHCTPYMPYETCA HENOCPEACTBEHHO B MOMEHT
NCNOJHEHNS Yepe3 KOMMAEKC B3aMMOCBsA3aHHbIX
AEVCTBUN: MCMONb30BaHMeE Nyn-CTaHLMN U HeCTaH-
JAPTHBIX MEePKYCCUOHHBIX 06BEKTOB, pagnKanibHOe
nepeoCcMbIC/IeHUE UHCTPYMEHTaIbHOW TEXHUKM (Npe-
BpalleHne popTenmaHo B NEPKYCCUOHHbIN U LWYy-
MOBOM UHCTPYMEHT), HOBAaTOPCKOE MCMOb30BaHWe
BOKa/lbHbIX BO3MOXHOCTeN (0T WenoTa A0 3eK-
TPOHHOWN 06paboTKM) N OCO3HAHHOE BKAOUEHUE
TENECHOCTU B My3blKa/bHYHO TKaHb MPOU3BEAEHUS.

BaxxHelLnM pe3ynbTaToM UCCAe0BaHuWs CTa-
N0 BbisiBJIEHME MEeXaHM3MOB CLLeHUYEeCKOM CcTpa-
Teruu I. Jlay, nocpescTBOM KOTOPbIX UCMOJNHUTENb
TpaHchopMupyeTcs B CyObeKT CLLEHNYECKOrO Bbl-
CKa3blBaHWS:

e VHTErpauma pasinyHbIX XyA4OXEeCTBEHHbIX
A3bIKOB (aKaZeMMYeCcKoro, NonyaspHoOro, ek-
TPOaKyCTU4eCcKoro);

* NepekoaVpOBKa TPAAMLNOHHbBIX UCMONHW-
TENbCKUX TEXHUK;

* CO3JaHWe YCTOMYMBOWN CUCTEMbI B3aUMO-
AENCTBUA MeXAY 3BYKOBbIMW, BU3YanbHbIMU U
NAaCTUYECKMMUN KOMMAOHEHTaMMW.

MomM1MO npoyero, NPoBeAEHHbI aHaan3 No3Bo-
NAeT paccMaTpmBaTh UCMONHUTENbCKYHO NPaKTUKY I

Jay kak neppopmaTuBHbIV KPOCC-XXaHPOBLIN apTe-
baKT, B npesenax KOTOPOro My3blkaabHOE NpeacTaB-
NeHve TpaHCHOPMUPYETCA B CNOXKHBIN CLLEHNYECKMI
akT. Ocoboe 3HayeHWe 34ecb NpuobpeTaeT pas-
paboTaHHas apTUCTOM CMCTEMa B3aMMOAENCTBUA
Pa3INYHbIX XyAOXXECTBEHHbIX A3bIKOB — OT aKkaje-
MWUUYECKOrO MHCTPYMEHTaAN3Ma 0 3/1eKTPOHHOrO
cayHA-Amn3aliHa, OT TPaAULMOHHOrO BOKasa A0 3KC-
nepuMeHTaNbHbIX TEXHUK 3BYKOU3BAEYEHWA.
MoapbiTOXMBas BblleckazaHHOE, MOXHO C yBe-
PEHHOCTbIO CKa3aTb, YTO CLieHMYecKas cTpaTeruns
FeHpu Slay cay>xuT TBEpAOM NAaTGoOpMON ANs CO3-
JaHWsA yHMKanbHOro neppopmatmBHOro obpasa.
BmecTe ¢ Tem, 0630p cueHnueckow ctpateruum . Nlay
No3BO/IAET YBUAETb, UTO NeppopMaTmBHbI 0bpa3 I.
Jay B nHTepnpetauun «Believer» — 310 ymenas se-
MOHCTpauua nepexoga OT K1acCMYeCcKoro noHMma-
HWA My3blKaAbHOrO MCMONHEHUSA K BONee CNOXHOMN,
MHOFOC/NONHOM POPMeE XyA0XKECTBEHHOIO BbICKa3bl-
BaHuA. CueHMYeckoe NoBeAeHMe AaHHOTo apTmCTa
BbIXOAMWT 3a Npejenbl UCMOAHNTENbCKON GYHKLMM
B ee TPaAMLMOHHOM CMbIC/Ie N MpPeBpaLLaeTcs B
aKT XyAOXEeCTBEHHOIrO KOHCTPYMPOBaHUSA, B KOTO-
POM CMbICA POXAaeTca He 13 3apaHee 3ajaHHOM
bopMbI, @ U3 AUHAMUKIN NMPOUCXOAALLEFO Ha CLIEHE.
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THE EFFICIENCY OF THE RUSSIAN SILHOUETTE
COMPETITION IN THE FASHION INDUSTRY
DEVELOPMENT

Summary: The article is devoted to the influence of
competitions for young fashion designers on the promo-
tion of the domestic fashion industry as an innovative pro-
Ject. The emergence and development of clothing designer
competitions in a historical and social context is funda-
mentally different from fashion shows, festivals, and pres-
entations. To give a strong impetus to young talents and
introduce promising designers to leading brands is the pur-
pose and the main mission of the Russian Silhouette com-
petition. Promotion of Russian culture and art, which is
the conceptual idea of Tatyana Mikhalkova, Correspond-
ing Member of the Russian Academy of Arts, President
of the Russian Silhouette Charity Foundation, Honoured
Artist of the Russian Federation, is directly related to the
formation of interaction between educational institutions
and business representatives in terms of finding talents
and creating conditions for creative competition among
young designers. Young design specialists’ career paths

The fashion industry plays a big role in glob-
al business and influences practically every sector,
from the arts to high technology and energy. The
evolution of clothing design as a whole is a crucial
component of world culture and art in the modern
era. When we think of fashion as a reaction to so-
cietal needs, we see a reciprocal process: fashion's
impact on how society is formed.

Competition in the fashion industry has always
been distinguished by a tough and principled strug-
gle for the buyer. Clothing designers began pro-
moting the concepts of elitism and luxury in the late
19th century, when the first couturiers appeared.
They focused on affluent clients who could finance
the development and creation of numerous proto-
types, samples, and trial search work. As a result,

need to be planned to create a new, productive class of
fashion industry professionals. The role and influence of
competitions directly depend on the degree of populari-
ty and significance of competition, the organisers’ strate-
gy, and the support of interested companies. Participants
from various regions are becoming more interested as a
result of the organisers’ effective communication with the
media and dissemination of the competition’s aims and
objectives. The development of micro and macro-business
shows that many new world brands are born from small
home studios. A qualitatively new information policy forms
a demand for original, but customer-oriented creativity.
Awareness of the initial request from manufacturers, based
on the results of competitions, motivates clothing design-
ers to work more purposefully.

Keywords: competition, design, fashion, business, pro-
duction, creative education, art, brand, competition, me-
dia space.

the emergence of world fashion houses and indi-
vidual outstanding representatives of the fashion
industry directly depended on the ability to follow
general global trends and did not leave the oppor-
tunity for experiments and promotion of young in-
dependent specialists. In the first half of the 20th
century, a new approach to training future cloth-
ing designers began to form. Bauhaus and VKHUTE-
MAS were the first higher education institutions to
train specialists with the focus on mass production
of clothing; however, they had certain freedom of
creativity within the limits of the market saturation
with goods. In general, the practice of selling ready-
made clothes had a serious impact on the work of
world fashion houses, and, as a result, the emer-
gence of not only haute couture lines, but also prét-
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Il 1. T. Mikhalkova. President of the Charitable Foundation
“Russian Silhouette”

a-porter. Of course, almost every collection from
Dior, Chanel, Balenciaga, and other leading couturi-
ers became an event in the fashion world. Howev-
er, starting in the 50s and 60s of the 20th century,
more and more small independent manufacturers
appeared. Their access to the world market was
significantly limited, nevertheless, they were capa-
ble of competing at an average, close to the buy-
er level; moreover, they responded much faster to
the variability of trends.

Unlike the complex, theatrical shows of world
couturiers, designers could easily make a name for
themselves using various visual and graphic tech-
niques — cinema, music, magazines, and pho-
tographs. "Viewers' attention was drawn to the
characters’ fashionable attire through cinematic fash-
ion shows, which also highlighted the film's main
stars.” [6, 85]. As Hollywood's Golden Age comes to
an end, the format of movies changes, new trends
in visual creativity emerge, and social relationships
shift. It becomes clear that new, promising design-
ers are just as important to the fashion industry’s
continued success as a well-known name. “Fash-
ion trends do not limit the 21st century fashion de-
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signer with rigid frameworks. The modern creator
has their own individual, recognisable style.” [4, 55].

Ballet competitions anticipated the competitive
movement in all areas of art associated with the cre-
ation of unique, creative samples of clothing. Danc-
ers’ complex, theatrical, but functional costumes
create a unique synthesis of arts, they are the most
important component of the performance. Divided
into competitions of classical and modern ballet,
these complexes, which connect music, plasticity,
skill of the performer and the creative concept of
the artist-designer, allow implementing the most
daring decisions. In fact, having a deeper history,
ballet competitions laid the foundation for a sys-
tem of values, in which the classical embodiment of
the performers’ image, on the one hand, forms the
artist-designer’s creative vision, and on the other
hand, provides an opportunity to see new subtleties
in widely known works. “The goal of any creative
competition is the discovery of new names. Prac-
tice shows that the winners of the first awards, as
a rule, become widely known in their countries and
abroad, since the competition is one of the most
important stages of the professional and creative
growth of a young artist.” [3, 185]. Many design-
ers work with the world’'s major theatres, creating
unique designer costumes for leading opera and
ballet performers.

Owing to one of the first design competitions
in Paris, Yves Saint Laurent and Karl Lagerfeld, who
were both 19 years old, became famous. The his-
tory of the Russian Silhouette international com-
petition for young designers, a leading instrument
for promoting modern Russian fashion, has always
been filled with attention to aspiring artist-design-
ers. The international competition for young de-
signers was created with the aim of developing the
domestic fashion industry and preserving nation-
al cultural traditions, discovering and supporting
new names, as well as promoting Russian design-
ers abroad [7]. The outstanding competition was
included in the state program of 2000, which obvi-
ously became a powerful impetus for development
and made it possible for the promising concept to
spread throughout the nation and its neighbour-
ing countries. Over the many years of the compe-
tition, a large number of graduates of specialised
educational institutions have had the opportuni-
ty to create experimental collections and present
them to an international jury of professionals and
representatives of manufacturing companies, in the

context of a celebration of creativity, to gain an
understanding of all stages of creative activity —
from creating conceptual sketches to a presenta-
tion in the style of a fashion show. The winners of
the competition are still successfully developing
their brands today. The most famous of them are:
Alena Akhmadullina, Alexander Terekhov, Vika Gaz-
inskaya, Kirill Gasilin, Bessarion, Alexey Vlasov, An-
ton Galetsky, and many others.

The Russian Silhouette international competi-
tion has become a kind of school for aspiring de-
signers, providing an opportunity to get acquainted
with the collections of colleagues and competitors,
exchange ideas, healthy criticism, analytical com-
ments. Each of the preparation stages is of decisive
importance for the recognition of the future collec-
tion. A well-thought-out idea of an artistic image,
a phenomenal composition, amazing combinations
of fabrics and textures, innovative designs, exclu-
sive decors, progressive technologies!

A deep understanding of the essence and pur-
pose of the competition event allows the designer
to fully immerse themself in the implementation of
the creative idea. The organisation of the stages of
the collection creation process shows which pro-
fessional competencies are of decisive importance.

The beginning of work on a collection is charac-
terised by a surge of emotions — the appearance
of an opportunity to demonstrate your original col-
lection, to present it to a professional jury with the
hope of promotion. Then, a meeting with colleagues
from other universities, peers or young designers,
an opportunity to see OTHER ideas, perhaps alter-
native and incomprehensible, contradictory, but —
different. Discuss, find arguments in defence of your
ideas. Psychological preparation and stress resist-
ance are extremely necessary. Excitement and un-
derstanding of the level of reaction of the selection
committee, since only winners of regional stages
reach the final of the competition, where no less
strict assessment of all the results of the designer’s
work takes place. Rehearsal and fitting on profes-
sional models can reveal a fundamentally different
view of your original collection. During the fitting,
correct, highly professional, and incredibly impor-
tant comments about the features of the compe-
tition collection from the foundation’s consultants
play perhaps the most effective role in realising the
aesthetic value of the creator’s artistic thought. Re-
hearsal of the final pass for the show is a joint cre-
ativity of the designer, the stylist, and the director.

How? In what order? Why exactly these hairstyles
and makeup, what models?

And then - the competition, causing stunning
excitement, the process of gathering guests, under-
standing the special importance of a unique Event.
The gala show at Gostiny Dvor is a real breakthrough
in the world of fashion. The final of the competition
brings together 70 young designers, 150 models,
2000 guests. Freedom of creativity, the embodiment
of the boldest ideas, fiery music — all this makes
the event truly bright and unforgettable. Reports
on the competition final are broadcast by the cen-
tral TV channels of Russia, showing the scope and
grandeur of the unique event. The presentation of
the collection is always a sensation, a moment of
truth in the life of any designer, whether a begin-
ner or a professional couturier; it is grandiose, at-
mospheric, with a large number of photographers,
representatives of the press, television, the Inter-
net community. The jury consists of famous media
personalities, eminent designers, artists, represent-
atives of domestic and foreign fashion brands. The
world-famous French couturier, Jean-Charles de
Castelbajac, invited by the jury chairman, was de-
lighted by the diversity of ideas of our young de-
signers and the grandeur of the event. And for a
long time, all participants will have a feeling of be-
ing involved in a great Event — a breakthrough in
the fashion industry development.

The state program to support young designers
and create conditions for creativity with the partic-
ipation of Russian companies is due, among other
things, to the reorientation of the clothing market
towards domestic manufacturers [8]. Moreover, nu-
merous funds and commercial organizations are
interested in creating conditions for small and me-
dium businesses both in Moscow and in the regions.
The desire to motivate teachers of the Costume De-
sign and Construction speciality is the driving force
behind any competition. Students’ further devel-
opment and their participation in competitions de-
pend on the teacher's role. The best design schools
in our country exist owing to enthusiastic teachers
from Moscow, St. Petersburg, Omsk, Yekaterinburg,
and lvanovo. The development of clothing design
in our country often depends on competitions for
young designers. Thus, in Belarus, where the Mel-
nitsa Mody festival received support at the state
level, a strong galaxy of professional fashion art-
ists has grown up. In specialised educational insti-
tutions, the relevant decisions are the prerogative
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of teachers and the management of the institution,
who, if necessary, help to draw up a competent ap-
plication for a grant to participate in the competi-
tion. And there is no doubt that a designer who has
experience of participation in a famous competition
in their professional portfolio, marked by a diplo-
ma or professional internship, has a great chance
of advancement in the fashion industry. Consider-
ing that designers from many regions of Russia and
the near abroad are usually represented at compe-
titions, the competition takes place not only at the
professional, but also at the cultural level, since al-
most every participant includes fashionable ethnic
or national motifs in their collection. “Many regions
host fashion festivals and clothing designer com-
petitions annually, the most famous of which are:
the Russian Silhouette, a clothing designer com-
petition, the Volga fashion in the Volga region, the
Baikal Fashion Week in the capital of Buryatia, Eth-
noDar in Kazan. Most fashion festivals organised
in the regions have a multicultural focus, integrat-
ing ethnic and national cultural codes in the festi-
val space.” [1, 185].

The formation of career trajectories of young de-
signers begins from the moment of admission to
the specialised program. From the very first stage,
it is already possible to practically determine what
style of work a particular student gravitates towards.
The general training program, including numerous
professionally oriented subjects and courses, shows
which competencies are developing more active-
ly, and which require additional efforts. Regardless
of the chosen further direction of professional ac-
tivity in all areas of fashion design, students need
experience in presenting a collection at all stag-
es of work. Considering that at the initial stages of
the competition, the number of participants can be
several hundred or even thousands, a limited num-
ber of participants motivated to achieve the best
result will be admitted to the final stages. The role
of the competition in the formation of design and
its significance for the participants varies depend-
ing on the results achieved, which are presented to
the contestants. The most famous Russian compe-
titions of fashion designers — the Russian Silhou-
ette, the Admiralty Needle, and some others, show
the most stable high results of the participants. It
is directly related to both the authority of the or-
ganisers and the attention of the sponsors and the
jury. One of the most important factors in the suc-
cess of the competition as an event is its response
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in the media space. The interest of representatives
of manufacturing companies in employing and sup-
porting young designers plays a major role in this
process. In this regard, the principle of openness
and accessibility of information on the competition
is of great importance in order to reach the max-
imum audience and specialists. It is the policy of
accessibility of the competition that turns it into a
widely discussed event, which is learned about in
Russia and neighbouring countries. “"High-quality
training of professional personnel for the fashion
industry depends on the correct understanding that
the modern fashion industry currently includes not
only designers, industrialists, buyers, but also those
who help promote the product — shopping cen-
tres, mass media.” [2, 124].

Nowadays, children’s art schools and other edu-
cational institutions have a large presence of fash-
ion design as a dynamic creative activity. Children’s
and youth collection competitions, participation in
them, therefore, encourages students to continue
their study in the field and fosters a high degree of
internal competitiveness. “Quality education is based
not only on a clearly defined educational program
and highly qualified teaching staff, but also on an
understanding of how important it is for young pro-
fessionals to have the opportunity to prove them-
selves beyond the walls of an educational institution.”
[5, 17]. For some young designers, the very fact of
reaching the final of a well-known competition is
already a success, demonstrating their competi-
tiveness and high level of professional competen-
cies. However, the ability to reformat competition
entries and projects into functional, commercially
successful products is a real indicator.

Conclusion

The evolution of contemporary fashion, includ-
ing domestic fashion, can be seen as a worldwide
cultural discourse in which the semantic signs of
clothing and the images they contain are passed
down at each stage. International competitions for
young designers aimed at supporting young talents
are intended to create a limitless creative space.
It is difficult to overestimate the enormous influ-
ence of competitions on the modern creative life
of Russia and the prospects for the fashion indus-
try development.
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SODEKTUBHOCTb KOHKYPCA «PYCCKU CNNYIT»
B PASBUTUN NHAYCTPUI MO/ABbI

AnHomayus. Cmames nocesaweHa e1usHUK KOHKYpcoa
Mo100bix Ou3aliHepos o00exdbl Ha npodsuxeHue
omeyecmeeHHoU UHOycmpuu MoObl, KAK UHHO8AUUOHHO20
npoekma. lNoseneHue u pasgumue KOHKypcoa dusaliHepos
00exdbl 8 UCMOPUYECKOM U COUUAIbHOM KOHmMeKkcme
NPUHYUNUAGI6HO oMau4aemcs om MOOHbIX NOKA308,
decmusanel u npezedmayuti. Llene koHkypca «Pycckuli
CU/My3m» — e20 OCHOB8HAA MUCCUA - 0amb CUJIbHbIU
UMny/sIeC Mo100bIM MaaaHmam u npedcmasume gedyuwjum
6peHOam nepcnekmusHbix dusaliHepos. KoHyenmyasnobHas
udes TamesaHel Muxankosol, YyieH-koppecnoHdeHmMa
Pocculickoli akademuu xydoxecms, [Mpe3udeHma
6s1a20meopumeneHo20 oHIa «Pycckuli cumysm»,
3acnyxxeHHo20 desmesis uckyccma Pocculickoli @edepayuu
- npodsuxeHue pycckol Ky/lemypsel U UCKyccmea -
Hanpsamyto c8sa3aHo ¢ popmuposaHuem 83aumodelicmaus
yyebHbix yupexdeHull u npedcmasumesneli 6usHeca
8 nJIGHe noucka MasnaHmos u co30aHus ycaosuli 018
meopueckoli KOHKypeHYuu Mo100b6ix Ou3aliHepos.
KapeepHele mpaekmopuu mMoa00bIX cneyuanucmos

VHAycTpua Moabl — 3TO 3HaYUTeNbHasA YacTb
MupoBoro 6usHeca, okasbiBatowaa BAMAHUE
npakTUYeckn Ha BCe OTpac/au NMpoun3BOACTBaA —
OT UCKYyCCTBa A0 chepbl IHEPreTUKN U BbICOKUX
TEXHONOrNI. B coBpeMeHHOM UCTOPMUYECKOM
nepvoje pasButue amsariHa ofeXJabl B LLeJOM
SBJISETCA HEOTbEMIEMOM YaCTbiO MUPOBOW KYJbTYpbI
N nckyccTea. PaccmatpuBas Moy Kak peakumio Ha
3anpockl 0bLecTBa, Mbl OTMeYaeM 1 Habarozaem
B3aMMOOBOpa3HbIN NpoLecc — BAUSHNE MOZAbI Ha
dopmMupoBaHume coumyma.

KoHkypeHUMA B MOAHOM MNpPOCTpPaHCTBE
BCErfa OT/myanach XeCTKUM U NPUHLMANANbHBIM
npoueccom 60pbbbI 3a Nokynatens. HaumHas ¢
KOHUa 19-ro Beka, BpeMeHW NepBbiX KyTHOpbe,
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8 cgpepe duzaliHa HeobxodumMo npoekmuposamse
0n15 opmupoeaHus Hoso20 3ghgpekmusHO20 Kaacca
npogeccuoHanos uHdycmpuu mModsl. Poab u enusHue
KOHKYPCO8 HaNpAMYH 3ds8ucam om cmeneHu nNonyispHocmu
U 3HGYUMOCMU KOHKYPeHYuU, cmpameauu 0p2aHu3amopos
u noddepxKu 3aUHMepeco8aHHsIx KomnaHul. MowHoe
e83aumodelicmsue ¢ npeccoll, UHGoOpmMuUposaHue o
yesisx u 3a0a4yax KOHKypcos8 co CmopoHbl 0p2aHU3amopos
npusodum Kk eo3pacmaroujemMy UuHmepecy y4acmHukos
U3 pasHelx pe2uoHos8. Passumue MUKpO - U MAkpo-
6u3Heca, Nokassigaem, Ymo MHOXECMBO HOBbIX MUPOBbIX
bpeHdos poxdaromcs u3 HebobWUX «OOMAWHUX
amesbe». OCO3HAHUe nep8oHA4YasbHO20 3anNpoca co
CmopoHsbl npousgodumesel, N0 pe3ys1bmamam KOHKYpcos,
mMomusupyem 0Ou3saliHepos o0exdel pabomame 6osee
yesnieHanpasaeHHo.

Knrouyessle cnosa: koHKYpc, dusaliH, moda, busHec,
npoussodcmeo, meopyeckoe 06pa308aHuUs, UCKYcCmMao,
6peHO, KOHKypeHyus, MeduanpocmpaHcmeso..

Mbl MOXEM BUAETb, KakK AN3aiHepaMn OAeXXAbl
NPOABUranucCb Uaen 3ANTapHOCTUN U POCKOLLN,
OPVEHTUPOBAHHbIE Ha NCKIKOUNTENbHBIX 3aKa34MKOB,
roToBbIX GUHAHCMPOBATbL MPOLLECC, CBA3AHHbIN
C pa3paboTkoOlM W cO3AaHMEM Lenoro psaja
NpPoOTOTUNOB, 06pPa3LLOB U MPOBHbLIX MONCKOBLIX
paboT. B pe3ynbTaTe, BO3HMKHOBEHME MUPOBbIX
AOMOB MOAbl U OTAE/bHbIX BblAatoLWMXCA
npeacTaBuTeNEN MOAHOW UHAYCTPUM HaNpPAMYHO
3aBWCENO OT YMEHUs cefoBaTh O6LWUM MUPOBBIM
TEHAEHLUMWNAM U He OCTaBJ/IfAJI0 BO3MOXHOCTHU
ANA SKCMEPUMEHTOB N NMPOABUXEHNA MONOAbIX
He3aBUCUMbIX CrieLmanncToB. B nepsoit nonosuHe XX
Beka Hauanocb GOpMMpOBaHMe HOBOTrO Noaxoga K
obyueHwuto ByayLimx Av3ariHepoB ogexapbl. bayxayc n

BXYTEMAC nepBbIMUK 13 BbICLUNX 0Bpa3oBaTeNbHbIX
YUpPEXAEHWN CTanu roToBUTb CNeLnanncTos,
OPWMEHTMPOBAHHbBIX HA MacCOBOE MPOU3BOACTBO
O4EeX/bl, HO UMEILLMX ONpeseneHHyo ceoboay
TBOpUeCcTBa B npegenax pblHKa HacbllWeHNA
ToBapamu. B Lienom, npaktnka npoga>xk roToBown
OAex/bl OKasana cepbesHoe BAMsHME U Ha paboTy
MWPOBbIX JOMOB MOZbI, W, KaK CNesCTBUe, NOABAEHNE
He TONbKO NMHWUIA OT-KYTIOP, HO U NpeT-a-nopTe.
KoHeuHO >e, npakTuyeckn Kaxzas Koanekums ot
Awvop, WaHenb, baneHcmara v apyrmx BegyLimx
KyTHOpbe CTaHOBMAACh cOBbITUEM B MUpPE MOJbI,
HO, HaunHasa ¢ 50-x, 60-x ropoe 20-ro Beka
noasnsetcs Bce 60nblue HebObLLNX HE3ABUCUMBIX
npounsBoAnTenemn, 4OCTYN KOTOPbIX HA MUPOBOM
PbIHOK Bbl/ CYLLLECTBEHHO OrpaHMYeH, HO CMOCOBHBIX
KOHKYpPUpPOBaTb Ha CpeAHeM, MPUBAMKEHHOM K
MOKynaTesito YPOBHE, a TakKe 3HaunTeNbHo bbicTpee
pearmpoBaTb Ha U3MEHUNBOCTb TPEHAOB.

B oTAnumMe OT CNOXHbIX, TeaTpann3oBaHHbIX
NMoKa3oB MUPOBLIX KYTHOPbe, AM3aiHePbl BMOJAHE
MOF/M 3asBUTb O cebe NpU NOMOLLN Pas3AUYUYHbIX
BM3Yya/sbHbIX W rpadnyecknx npmemoB -
knHematorpada, My3blku, XXypHanoB u dotorpaduii.
«KnHemaTtorpapuueckme GswH-WOy NpuBaEKan
BHMMaHWe 3puTenein K CTUAbHbIM KOCTHOMaM
NepCoHaXKen KMHO-KapTWHbI, @ TakXe co3faBanu
AOMONHNTENbHbIV aKLLEHT Ha KAHUEBbIX 3Be3ax
dunbma». [6, 85]. C oKkOHUaHMeM «30/10TOro Beka»
lonnvBygaa, nsmeHeHnem popmata knHematorpada,
NosIBNEHUM HOBbIX HanpaB/JeHUN B BU3YyalbHOM
TBOPYECTBE, M3MEHEHWEM COLLMA/bHbIX OTHOLLEHW,
NPUXOAUT MOHWUMaHMWE, YTO ANA AaNbHelLwen
YCMeLwwHON KOMMepPUECKON AesTeNbHOCTU HAYCTPUM
MOZbl HY>XHO He TOJIbKO Be/IMKOe UMS, HO 1 HOBbIE,
nepcrneKkTUBHbIE An3alriHepbl. «TeHAEHLUM MOAbI He
orpaHuumMBaloT AnsaHepa-mogenbepa XX Beka
XecTkMMU pamkamu. CoBpeMeHHbIV KpeaTop nMeeT
COBCTBEHHBIV CTU/b, aBTOPCKUIA Noyepk». [4, 55].

KoHkypcbl 6aneta NpeABOCXUTUAN KOHKYPCHOE
ABVXKEHMe BO BCcex 061acTAX MCKYCCTBaA, CBA3AHHbIX
C CO3aHNEM YHMKaNbHbIX TBOPYECKNX 06pasLoB
ogexabl. CnoxXHble, TeaTpain3oBaHHbIe, HO,
OYHKLUMOHaNbHble KOCTHOMbl TaHLOBLMKOB
CO3/at0T CBOe0bpa3HbIVi CMHTE3 UCKYCCTB, ABAAIOTCA
BaXkKHellen COCTaBAALWEN BbICTYNNEHUS.
Pa3fnenascb Ha KOHKYPCbl KNacCUMYeCKOro u
coBpeMeHHOro b6aneta, AaHHble KOMMNAEKChI, B
KOTOPbIX CBA3aHbl My3blKa, NJacTMka, MacTepCcTBO
NCMONIHWUTENS N TBOPUECKUIA 3aMblCeN XyJ0XKHMKa-
An3anHepa, NO3BONSAIOT peanmsoBaTtb Hanbonee

cMmenble peleHus. KoHkypcbl baneta, nmes 6onee
rnyboKyto UCTOPUIO, MO CYTK, 3aI0KUAN CUCTEMY
LEHHOCTEN, B KOTOPOW KJAcCMUECKOEe BOMJIOLLEHNE
obpaza ncnonHuTene ¢ OAHOW CTOPoHbI GopmMupyeT
TBOPUYECKOE BUAEHME XYAOXHUKa-AN3aliHepa, C
ApYrovi NnpeAocTaBAsieT BO3MOXHOCTb YBUAETb HOBblE
HIOAHCbl B LUIMPOKO M3BECTHbIX NMPOU3BEAEHMUSAX.
«3agava nNtoboro TBOPUYECKOro COCTA3aHMA — 3TO
OTKpPbITUE HOBbIX MMeH. [pakTiKa NokasblBaeT, YTo
Naypeatbl NepBbIX Harpag, kak npaBunao, CTaHOBATCS
LUIMPOKO M3BECTHbIMM B CBOMX CTPaHax 1 3a pybexom,
Tak KakK KOHKYPC — 3TO OAWH W3 BaXXHeWLnx
3Tanoe NpodeccMoHaNbHOro 1 TBOPYECKOro pocTa
MoJI040r0 apTucTa». [3, 185]. MHoruve auzaliHepsl
paboTatoT C BeAyLLMMK TeaTpaMn M1pa, Co3aBas
YHVKaJbHble An3aiHEPCKME KOCTHOMbI A5 BEAYLUNX
ncrnosHuTenel onepsl 1 baneta.

Bnarogapa og4HOMY M3 NMepBbIX KOHKYPCOB
Av3aliHepoB B lMapuxe cTann M3BECTHbIMMU
B CeH JlopaH n Kapn Jlarepdenba, KoTopbiM
6b1n10 No 19 net. Nctopua mMeXayHapoaHOro
KOHKYpCa MonoablX An3alriHepoB «Pycckuii
CUNY3T», BeAyLero NHCTPYMEHTa NMPOoABUXKEHUS
COBPEMEHHOW POCCUNCKON MOAbI, BCcerpa bbina
Hano/HeHa BHUMaHWEM UMEHHO K HauMHaroLLUM
XYyAOXHUKaM-an3anHepaM. MexayHapoaHbIn
KOHKYPC MOJIOZbIX AN3aiHEPOB, KOTOPbIV CO34aH C
LieNbto Pa3BUTUS OTEUECTBEHHOW MOAHON MHAYCTPUM
N COXpPaHEHMWS HaUMOHaNbHbIX KYAbTYypPHbIX
TPaAVLMNA, OTKPBITUA U MNOAAEPXKKN HOBbIX UMEH,
a TakxXe NPOABUXEHNSA POCCUNCKMX AN3allHEPOB
3a pybexxom» [7]. Boigarowmiica KOHKYpC BoLen
B rocygapcrtBeHHyto nporpammy 2000r., uto
OYEBUAHO CTANO MOLLHBIM UMMY/AbCOM Pa3BUTUS
M MO3BOAMAO OXBaTUTb NEPCrekKTUBHON uaeel
BCHO CTpaHy n 6amxHee 3apybexxkbe. 3a MHOrmne
roZbl NpoBeAeHMs KOHKYpCca 60/bLLIOe KONNUEeCTBO
BbIMYCKHWKOB Creunann3npoBaHHbIX yuebHbIx
yupexaeHnin Noayymam BO3MOXHOCTb CO34aThb
3KCNepUMEHTaIbHbIE KOMNEKLMN 1 NPEACTaBUTb UX
Ha Cys, MeXAyHapOAHOro Xpu NpodeccmoHanos
MW npeactaBuTenel NPOM3BOACTBEHHBIX
KOMMaHWi, B YCAOBUAX Npa3jHMKa TBOPYECTBa,
NoJyuYnTb NOHMMaHWE BCEX 3TanoB TBOPYECKOW
eATeNbHOCTN — OT CO3JaHNA KOHLENTyanbHbIX
3CKM30B A0 Mpe3eHTaumMm B CTUANCTUKE MOAHOIO
nokasa. lpun3epbl KOHKYpPCa N CErOAHA YCNeLwHo
pa3BMBatoT CBON BpeHAbl, Hanbonee N3BECTHbLIE:
AneHa AxmagynnvHa, AnekcaHap Tepexos, Buka
lasunHckasn, Knpwan Facunntx, beccapnoH, Anekcer
Bnacos, AHTOH laneuknii n MHOTMe apyrue.
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MexayHapoAHbIA KOHKYPC «Pyccknin cnnyat»
CTan CBOeOOpa3HOM LWKOOM ANA HaUMHAOLLUX
AV3aiHepoOB, NMPeAOCTAaBUA BO3MOXHOCTb
O3HAaKOMJ/IEHUA C KOANEKLUUAMU Konner u
KOHKYPEHTOB, 0OMeHa UAesaMu, 340POBOMN KPUTUKM,
aHaINUTNUECKUX 3aMedaHnin. Kaxkabli n3 atanos
NOAroTOBKM MMeEEeT peluatolliee 3HaUeHue ans
npu3HaHusa 6yayuen koanekumn. NMpoaymaHHas
naes xysoXecTBeHHOro obpasa, peHomeHanbHas
KOMMO3ULM1A, YAUBUTE/IbHbIE COYEeTaHWsA TKaHel
n dakTyp, MHHOBALWOHHbIE KOHCTPYKLUWN,
3KCKNHO3MBHbIE AEKOPbI, MPOrPeccuBHbIE TEXHOAOTUM!

Fny6okoe MOHUMaHME CYLHOCTU U LLeau
KOHKYPCHOFO MepornpuaTus No3BOASET AM3aliHepy
MOIHOCTLHO MOrPY3UTHCS B BbINONHEHWE TBOPYECKOTO
3ambicna. OpraHusaums No3TanHoOCTM npoLecca
CO3ZaHnNa KOANEKLUN Moka3lbiBaeT, Kakue
npodeccroHasbHble KOMMETEHLUN OKa3biBatOT
pelwatolwee 3HadeHne. Hauano paboTbl Hazg
KOANeKLneln xapakTtepmsyeT BCMIECK IMOLUNA -
NnosiBJieHMEe BO3MOXHOCTU NMPOAEMOHCTPUPOBATb
CBOO aBTOPCKYH KOANEKLMIO, NPeACTaBUTb
npodpeccroHasbHOMY XHOPU C HajgeXAOoN Ha
npoaBuxxeHue. [lanee - BCTpeya C Koaaeramm
N3 APYrux By30B, POBECHUKAMU UAN MOJOALIMU
AV3aiHepaMu, BO3MOXHOCTb yBuaets APYTUE
naen, BO3MOXHO asibTePHATUBHbIE N HEMOHATHbIE,
npoTuBOpeunBble, HO - Apyrue. O6cyanTsb,
HalTX apryMeHTbl B 3alLnUTy cBOUX naen. KpaiHe
HeobxoAMMa NMcuxonornyeckas NoAroToBka u
CTPeccoyCcToumMBOCTb. BosiHEHME 1 NoHMMaHKe
YPOBHS peakLmm oTOOPOYHOM KOMUCCKM, BEAb A0
brHana KoHKypca AOXOAAT TONbKO nobeautenm
pernoHanbHbIX 3TamnoB, r4e NPOUCXOAUT He MeHee
CTporasi oueHKa BCeX BbIMOJHEHHbIX Pe3y/bTaToB
paboTbl An3anHepa. Penetnuma n npumepka Ha
Npo¢deccnoHanbHbIX MOAENAX — MOXET BbIBUTb
MPVHUMAMAALHO APYron B3rAs Ha CBOK aBTOPCKYHO
Kosnekumto. KoppekTHble, BbICOKONPOdECMOHaNbHbIE
M HEBEPOATHO BaXHble KOMMeHTapuu ob
0COBEHHOCTAX KOHKYPCHOMW KOAAeKuuMn
KOHCY/1bTaHTOB GOHAa B NMpoLLecce NpuMepKu
UrpatoT eZBa Nn He camyto 3QEeKTUBHYHO POJib B
OCO3HaHWM 3CTETUYECKON LLEHHOCTN TBOPYECKON
MbICM aBTOopa. Penetnuus durHanbHOro npoxosa
419 MOKas3a — COBMECTHOe TBOPYECTBO AM3aliHepa,
cTmauncTa, pexmnccepa. Kak? B kakom nopsake?
MouyeMy MMEHHO Takue MPUYECKN 1 MakusX, Kakune
mMozenn?

N yxe cam KOHKYpC, Bbi3blBatoLWui
owenomMuTeNbHOE BOJIHEHME, NMpouecc cbopa
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rocTel, NoHMMaHne 0CobOoN BaXKHOCTW YHUKANbHOTO
Cobbitns. MNana-woy B MoctrHom [lBope — HacToALMIA
npopbiB B Mupe moabl. drHan KoHkypca cobupaet
70 monogbix amsanHepos, 150 mogenei, 2000
rocterni. CBoboga TBOpUECTBa, BOMAOLWEHNE
caMblX CMenbIX UAEW, 3aXuratesbHas My3bika —
BCE 3TO AenaeT cobbITME NO-HACTOALLEMY APKUM U
He3abbiBaeMbIM. PenopTaxu o dmnHane KOHKypca
TPaHCAMPYIOTCA LLeHTPaAbHbIMW TeaekaHaniaMm
Poccuun, nokasbiBas pa3mMax U rpaHAMO3HOCTb
YHVKaNbHOro cobbiTua. MNokas konnekumn — Bceraa
ceHcauuna, MOMEHT UCTUHbI B XW3HWU atoboro
Au3aiiHepa — 1 HauMHatoLWero 1 NpodpeccroHanbHOro
KyTIOpbe, rpaHAno3Has, aTMmochepHas, C 60abLINM
konnyectsoMm ¢doTtorpados, npeacTaBUTENAMMN
npeccol, TenesnaeHus, ViHtepHet coobuiectsa, B
XIOpPW NpeAcTaBieHbl U3BECTHENLLME MEAUNHbIE
JINYHOCTN, UMEHUTbIE AN3alHEpPbl, XYA0XHUKMW,
npeacTaBUTEIN OTEUECTBEHHbBIX U 3apybeXHbIX
MOZHbIX 6peHA0B. MNpurialeHHbIN NpeacesaTenem
XKIOPW BCEMUPHO U3BECTHbIN GpaHLy3CKUIA KyTHOpbe
XKaH Knog ae Kactenbbadkak ¢ BOCTOProM BOCMPUHSAA
pa3Hoobpasne WAen Hawmx MONOALIX AN3aiHEPOB
W TPaHAMO3HOCTb MPOBOAMMOro MeponpusaTus. U Ha
[0/Ir0e Bpems BCEX YUYaCTHUKOB He byZAeT nokuaaTb
oLLyLeHMe NPMYacTHOCTK K Bennkomy CobbiTuo —
npopbIBY B Aefne GOPMUPOBAHNA MHAYCTPUN MOAbI.

focypapcTBeHHas nporpamMmMa noaaep>ku
MONOAbIX AN3aNHEPOB U CO3aHME YCAOBUIA ANs
TBOPYECTBA C y4YaCTMeM POCCUMACKMX KOMMaHU
0bycnoBneHa, B TOM YnC/Ie U NepeopueHTMpoBaHNEM
PblHKa OfeXAbl B CTOPOHY OTeYeCTBEHHbIX
npowussoauteneit [8]. MHorouncaeHHbole GOHAbI 1
KOMMEepUEeCKMe OpraHn3aLmm TakKe 3anHTepPecoBaHb!
B CO34aHWM YCNOBUWA AN Manoro U cpejHero
6u3Heca, kak B MockBe, Tak U B pervoHax. [BuxyLuein
cuMNon Ntoboro KOHKypca sABAAETCA CTPEMIEHNe
K MOTMBaLMW NnpenogasaTesnel cneunanbHoOCTU
«[ln3ainH KOCTIOMa» 1 KOHCTPYMpoBaHusA. VIMeHHO oT
po/au NpenojasaTtens 3aBUCUT JasbHeliLlee pa3BuUTHe
CTYZLEeHTOB, X y4yacTue B KOHKypcax. Jlydywune
AM3aiHepCKMe LWKOAbI B HaLLEel CTpaHe CyLLecTBytOT
6narofaps npenojaBaTensiM-3HTy3MacTam 13
Mocksbl, CaHkT NeTepbypra, Omcka, EkatepuHbypra,
ViBaHOBO. OT KOHKYPCOB MONOAbIX AMN3aNHEPOB
4YacTo 3aBUCUT M pa3BUTUE AM3aliHa oAeXabl B
Hawel cTpaHe. Tak, B benapycu, rae dectusanto
«MenbHULa MOAbl» OKasbiBanacb Noasep>kka
Ha rocyAapCcTBEHHOM YPOBHE, BblpOC/aa CUabHas
nnessa NpodeccnoHaNbHbIX XyAOXHUKOB MOJbI.
B npodunnbHbIX 06pa3oBaTenbHbIX YUpexXaeHUsAX

COOTBETCTBYIOLLME peLleHNs ABAAIOTCA NPeporaTMBoN
npenojasaTenen N PyKOBOACTBA YUpeXAeHWNs,
npu HeobXoAMMOCTM MOMOTatoLWMX COCTaBUTb
rpaMoOTHYIO 3adABKY Ha MoJyyeHWe rpaHTa And
yyactus B KOHKypce. W HeT COMHeHus, UTo au3aliHep,
nMetoLwMiA B cBoeM NpodeccmoHanbHoOM nopThoano
OMbIT YYacTWA B U3BECTHOM KOHKYPCE, OTMEYEHHbIN
AMNIOMOM WK NPodeccroHaibHOM CTaXXNPOBKOW,
nmMeeT 6oNbLUME LWaHCbl NPoABUXeHNA B chepe
MOZbl. YUMnTbIBasA, YTO Ha KOHKypcax, Kak npasuo,
npeacraB/eHbl An3aiHepPbl U3 MHOTMX PETMOHOB
Poccun n banxHero 3apybexbs, KOHKypeHLms
MPOUCXOAUT He TOIbKO Ha NPOpeCccMoHaabHOM, HO 1
Ha Ky/NbTYPHOM YPOBHe, Befib MPakTNUeckn Kaxabli
YYaCTHMK BKJ/OYAET B CBOHO KOMNEKLMNIO MOAHbIE
3THUYECKNE AN HauMOHalbHble MOTUBBLI. «Bo
MHOTNX PermoHax exerogHo npoxoaar Gectmeanu
MOZbl N KOHKYPCbl AM3alHEPOB oexabl, Hanbonee
N3BECTHbIE N3 HUX: «PYCCKUI CUAYIT», KOHKYPC
Av3aliHepoB ogexabl: B MNoBosxbe — “Volga fash-
ion”, B ctonnue bypatun —"Baikal Fashion Week”,
B KazaHun — «3THolap». bonbWwMHCTBO decTnBaneit
MOJbl, OPraHM30BaHHbIX B PermoHax, MmerT
NONVKYNbTYPHYH HanpaBAeHHOCTb, MHTErpupys
B ¢pecTMBasbHOM MPOCTPAHCTBE 3THUUYECKNE U
HaLUWOHaNbHble KYAbTypHble Kogbl». [1, 185].
dopmMupoBaHMeE KapbepHbIX TPaeKTOpPUM
MONOAbIX AN3aAHEPOB HauYMHaETCA C MOMEHTa
NocTynneHna Ha npoduabHoe HanpasaeHue. C
CaMoro nepBoro 3Tana y>e MOXHO NpakTUyecku
onpeaennTb, K KaKkoMy CTuato paboTbl TAroteet
TOT WAW MHOW cTyaeHT. Obwasa nporpamMmma
NOAroTOBKM, BKAKOUaOLWasn 60abLloe KOMYeCcTBO
nNpodeccnoHasbHO OPUEHTUPOBAHHbIX NPeAMETOB
N KypCOB, MOKa3blBaeT, Kakme KOMMNeTeHUuM
pa3BuBatoTCA Bosiee akTUBHO, a Kakune TpebytoTt
[OMONHUTENBHBIX YyCUANKA. BHe 3aBucMMocCTum
OT BbIbBpaHHOro AajsbHENLIEro HanpasieHuUs
npodeccroHanbHOW AeATeNbHOCTM BO BCex chepax
AV3aliHa ogdeXbl, CTyAeHTaM TpebyeTtca onbIT
npeseHTaunmn KOANEKUUN Ha BCeX 3Tanax paboTbl.
YumnTbiBas, UTO Ha HaYaNbHbIX 3Tanax NPoBeAeHMs
KOHKypCa YMCI0 YHaCTHUKOB MOXET COCTaBAATb
HeCKOJIbKO COTEH UM Aaxe TbiCAY, K QUHaNbHbIM
3Tanam byzeT AonyLweHo orpaHNYEHHOE KOANYECTBO
YyYaCTHUKOB, MOTMBMPOBAHHbIX Ha MaKCUMasbHbI
pe3yabTat. Ponb KOHKypca B pOpMUPOBaHIK AM3aiiHa
N ero 3HauveHue AN y4acTHMKOB BapbupyeTcs B
3aBUCMMOCTUN OT TeX BbIMOJIHEHHbIX Pe3y/bTaToB,
KOTOpble NPeAbABAATCA K KOHKypcaHTam. Hanbonee
N3BECTHble POCCUNCKME KOHKYPCbl AN3aNHEPOB

oaexabl — «Pycckuii cnnyat», «<AgmMupanTterickas
nrna» n HeKOTopble Apyrve, NokasbiBatoT Hanbonee
CcTabunbHble BbICOKME pe3ybTaTbl y4aCTHUKOB.
DTO HanpsAMYyl CBf3aHO Kak C aBTOPUTETOM
OpraHv3aTopoB, Tak W BHMMaHWEM CMOHCOPOB
n xopn. OgHMM 13 BaxHenwmnx GakTopoB
YCNELLHOCTM KOHKYpCa Kak MePONpUATUSA ABASETCA
ero oTKAMK B MeAnanpocTpaHcTee. bosblyto posb
B 3TOM MnpoLecce Urpaet 3anHTepPecoBaHHOCTb
npeacTaBuTeNelt NPON3BOACTBEHHbBIX KOMMaHWNI
B TPYAOYCTPOMCTBE M NOAAEP>KKE HaUMHAaKOLLNX
AV3anHepoB. B cBA3M ¢ 3TUM, BoabLIOE 3HaYeHne
MMeeT MPUHLUMN OTKPBITOCTU U JOCTYNMHOCTU
nHbOPMaLMM NO KOHKYPCY, C Lie/Ibl0 MaKCUMaabHOTO
oxBaTa ayaAuTopuM N cneunanmuctoB. IMeHHO
NOAUTMKA AOCTYMHOCTU KOHKypCa npeBpalaet
€ro B LUMPOKO 0bcyKaaeMoe cobbITue, O KOTOPOM
y3HatoT B Poccum n ctpaHax 6amxHero 3apybexbs.
«KauectBeHHas noarotoBka NpodeccroHanbHbIX
KagpoB ANA UHAYCTPUU MOAbI 3aBUCUT OT
NPaBWAbHOTO MOHVWMaHWA TOro, YTO COBPEMEHHas
WHAYCTPUSA MOZbI B HACTOSLWMIA MOMEHT BKAtOYaeT
B cebs He TONbKO AM3aNnHepOB, NPOMbILLIIEHHWKOB,
nokynaTesen, HO 1 Tex, KTO NoMOoraeT NpoABuraTb
TOBap — TOProBble LIeHTPbl, Macc-meauna». [2, 124].

AvzaiH ozexabl, Kak spkas TBOpuYeckas
AeATeNbHOCTb, CeEMYAC WMPOKO NpeacTaB/eH
B AETCKUX LWKOJMAaX UCKYCCTBa W LEeHTpax
AonosHnTenbHoro obpasoBaHus. COOTBETCTBEHHO,
KOHKYPCbl KOMNEKLUNI ANA feTel 1N FOHOLWECTBa,
yyacTue B HUX NOJIOXMTEbHO MOTUBMPYET Y4YaLLmXCs
Ha AanbHeWwee obyyeHne NO cneumanbHOCTH,
npunobpertas 3HaUYNMbI YPOBEHb BHYTPEHHEN
KOHKYpeHUnn. «B ocHoBe KayecTBEHHOTrO
06pa3oBaHNA NEXUT He TOIbKO YeTKO BbiBEPEHHasA
obpa3zoBaTtesibHas NporpaMma 1 BbICOKOKIACCHbIM
npenojaBaTe/ibCKMiA COCTaB, HO MOHMMaHMe Toro,
HaCKOJIbKO BaXXHO MOJIOZbIM CrieluanncTam nmeTb
BO3MOXHOCTb NPOABUTL cebs 3a CTeHamM y4ebHoro
3aBegeHua». [5, 17]. Ana HeKOTOPbIX MOAOAbIX
An3aiHepoB caM ¢akT Bbixoga B GUHaN N3BECTHOTO
KOHKypCa y>e ABAAETCs YyCNexoM, NoKasblBatoLL MM
€ro KOHKYPeHTOCNOCOOHOCTb U BbICOKUN
ypOBeHb NpodeCccMOoHaNbHbIX KOMMAETEeHUMI. Ho
AEVCTBUTENBHBIMY NOKa3aTeNAMU ABAAIOTCA TakxKe
CnocobHOCTH K NepedopMaTUPOBaHUIO KOHKYPCHbIX
paboT 1 NPOeKTOB B GYHKLMOHaNbHbIE KOMMEPYECKM
ycreLuHble nsgenus.

3akntoueHme.

WNcToputo pa3BuTUS COBPEMEHHOW MOAbI, B TOM
ynucae oTeYeCcTBEHHOM, MOXHO paccMaTpuBaTh Kak
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rnobanbHbIN AManor KyabTyp, Ha KaXAoM 3Tane
KOTOPOro MPONCXOANT TPaHCAALUSA CMbICAOBbIX
3HAKOB OZEX/bl 1 3a/I0KEHHbIX B HUX 06pa3oB.
HanpaBneHHble Ha NoaAep XKy MONOAbIX TalaHTOB
MeXXayHapOAHble KOHKYPCbl MONOAbIX AVN3aiHEPOB

npeAHa3HauyeHbl AN CO34aHNA 6e3rpaHUUYHOro
TBOPYECKOro NpocTpaHcTBa. TPYAHO NepeoLeHUTb
OTPOMHOE BMAHNE KOHKYPCOB Ha COBPEMEHHYHO
TBOPYECKYH XM3Hb Poccvm 1 nepcnekTvB pa3Butus
WHAYCTPUUN MOABI.
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CHRISTIAN CONCEPT OF M. MUSSORGSKY'S
CREATIVITY AND THE GNESSIN FESTIVAL: DIALOGUE
IN THE COMPOSER'S HOMELAND, 2025

Summary: An educational youth project, the Gnessin
Festival: Dialogue in the Composer’s Homeland, debuted
in Moscow and Velikiye Luki in March 2025 to commemo-
rate the 130th anniversary of the Gnessin system of music
education. The festival became a creative continuation of
the scientific work that the author of the annotated article
has been conducting for many years. The work is aimed at
studying the monuments of musical art, in particular, Rus-
sian opera, from the point of view of spirituality.

By spirituality we mean Christocentrism. The article
specifies the meaning of this concept in connection with
M. Mussorgsky's operatic works and tells about the concert
program of the Festival Opening in its relation to the com-
poser’s personality and vocation. At the suggestion of the
author of the project, fragments of the operas, Boris Go-

dunov and Khovanshchina, were performed as the open-
ing of the concert in order to show in practice the semantic
features of the Christian concept of creativity.

The article is accompanied by an open letter from Ve-
likiye Luki musicians to the Rector of the Gnessin Russian
Academy of Music, laureate of the Russian Government
Prize, artistic director and conductor of the Altro Coro Gnes-
sin Ensemble of Contemporary Choral Music, A. Ryzhinsky,
with gratitude for the concerts, master classes, excursions
at the Festival, and an assessment of the experimental
concert program of the project opening.

Keywords: M. Mussorgsky, Christianity, the Gnessin Fes-
tival: Dialogue in the Composer’s Homeland, Altro Coro,
Kant, Svetoch, opera, Boris Godunov, Khovanshchina

The Artist’s Calling

The life of M. Mussorgsky is connected with the
opera genre by strong bonds of “truth, no matter
how salty it is”, which he wanted to reveal “to man
and humanity”. As is known, Modest Mussorgsky
is the author of four operas: two tragedies — Bo-
ris Godunov and Khovanshchina, and two come-
dies — The Marriage and Sorochintsy Fair. If there

The artistic depiction of beauty alone, in its
material meaning, is crude childishness, the
childhood of art. The subtlest features of human
nature and the human masses, the persistent
poking around in these little-known countries,
conquering them — this is the

true calling of an artist.

Modest Mussorgsky

had been enough time to implement the idea of
Pugachevshchina, the number of tragedies would
have increased to three, and the composer “could
have been compared with ancient Greek authors”
[11], for whom exactly such amount of works was
a pass to the big stage in order to influence a large
number of people with their creativity.
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It seems that the composer’'s operatic legacy's
broad relevance is connected with Mussorgsky’s
research of the “subtle features of human nature”,
leading him to the universal issue of spiritual exist-
ence, which he then revealed from a Christian per-
spective. We have discussed the Christocentricity of
Mussorgsky’s work in detail in a series of scientific
articles [16, 18, 19, 20, etc.]. The concert program
allowed us to discover this content in the compos-
er's music. However, before we consider the prac-
tical part of the project, let us highlight the main
point, in our opinion, in determining the spiritual-
ity of the composer’s work.

When the topic of “subtle matters” comes up in
research, attention is primarily drawn to the duality
of dramatic plans, which in turn reflect the duality
of the universe. Scientists draw conclusions about
the relationship between the visible “plot” world and
the invisible “supraplot” or about the “paradoxical
harmony” of the good and the evil in the charac-
ters’ images. Note that such manifestations of the
metaphysical are characteristic not only of Christian
culture, but also of all its branches and even pagan-
ism. In connection with Mussorgsky's creative work,
a more precise spiritual perspective is also indicat-
ed — correlation with biblical texts up to citation.

However, to determine Christocentrism, in our
opinion, the listed evidence is not enough. “You be-
lieve that there is one God. Good! Even the demons
believe that — and shudder,” says the Epistle of the
Apostle James, "But do you want to know <...> that
faith without good deeds is useless?” (James 2:20).
The “deed” performed by a Christian is Salvation.
“There is nothing that would be as important for us
as salvation — a word that is familiar to all Ortho-
dox Christians and desired by all of us. Salvation is
the central meaning and main task of our faith.” It
is also seen as the key definition of the spirituality
of art, including Mussorgsky's operatic work — in
the focus on the salvation of people.

So, what kind of salvation can we talk about
when in the tragedies Boris Godunov and Khovan-
shchina, an infinite number of people, heading for
death and dying before the eyes of the audience,
are brought onto the stage? Indeed, Modest Mus-
sorgsky, like no one else, responds to the suffer-
ing of “man and humanity” and broadcasts them
“live” in the opera plot. However, he would not be
an Orthodox Christian if he focused only on this
terrible side of life and did not point out the com-
mon path of salvation for everyone — the Christian
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one. This path runs through the spiritual, internal
sphere, and not at all the social, external, as was
customary to interpret in the previous revolution-
ary century of our history.

Do Mussorgsky's opera heroes know about this
spiritual component of life, or are they so busy with
the arrangement of the earthly kingdom that they
completely forget about the Kingdom of Heaven?
“They have not rejected you. They have rejected
me from being their king” (1 Samuel 7:8) — these
words could be an epigraph to the composer’s op-
eratic work. They are true for most of the charac-
ters shown, “individual” and “collective”, according
to modern classification. The composer proposed
a different classification, connected precisely with
the idea of Salvation: “gossipers” who are sure that
they are "Orthodox”, but in fact violate the Gospel
commandments, even to the point of killing their
close ones, even the Tsar himself.

There are two truly Orthodox among the partici-
pants in the action in both tragic operas by Mussorg-
sky. The operas Boris Godunov and Khovanshchina
can be called tragedies since only the “little flock”
embarks on the path of Salvation: Boris in the first
opera and the Streltsy in the second. And they are
transformed in the process of action, responding to
Divine grace with humility and prayer. It is precisely
these saving stages of spiritual life, in accordance
with the teaching of the Church [5, 15], that Mus-
sorgsky points out. Moreover, Modest Mussorg-
sky carefully “measured” his life and work, as well
as the fate of his opera heroes, historical compa-
triots, and the fate of the country that depends on
them, in spiritual categories.

“I' am a man, and all sides of human nastiness
are accessible to me, as well as some good human
sides,” writes Modest Mussorgsky, “just give free
rein to passions, as they say. | have not given in
this regard and will not give, as long as | have the
strength.” The composer’s strength was enough
for four operas and a little more than four decades
of life. In terms of his heartfelt attention to “man
and humanity” and the effective saving help that
is embedded in his work, Mussorgsky can be com-
pared, no more and no less, to Christ Himself. Ac-
cording to Saint Demetrius of Rostov, this is what
the life of every person consists of — becoming like
God: “the image of God is even in the soul of an
unfaithful person, but the likeness is only in a vir-
tuous Christian” [3].

To Grab the Heart

The concert program included liturgical hymnog-
raphy familiar to Modest Mussorgsky to reflect on
the composer’s spiritual life. The Altro Coro Gnes-
sin Ensemble of Contemporary Choral Music, the
artistic director and conductor of which is the lau-
reate of the Russian Government Prize, Rector of
the Gnessin Russian Academy of Music, A. Ryzhin-
sky, presented a concert program, “Masterpieces of
Russian Sacred Music of the 19th-20th Centuries”,
with which the ensemble is touring in Russia and
abroad. The liturgical hymns were interpreted by
composers of generations following M. Mussorg-
sky: P. Tchaikovsky, S. Rachmaninoff, P. Chesnok-
ov, V. Kalinnikov, N. Golovanov. The quotation of
Mussorgsky's letters, preceding the musical num-
bers, was also aimed at creating a hagiographic at-
mosphere.

The ensemble’s performance opened and closed
with the performance of chants accompanying the
preparation of the Holy Gifts at the Divine Liturgy.
At the beginning, "We sing to Thee” and "It is tru-
ly worthy” were performed in the interpretation of
Tchaikovsky; at the end — “Glory to the Father and
to the Son”, "Only Begotten Son”, and “We sing to
Thee” in the interpretation of Rachmaninoff. The
chants of the Liturgy opened up to the listeners the
spiritual space that accompanied the life of Modest
Mussorgsky from an early age. "Handwritten doc-
uments found in the Velikiye Luki archive indicate
that the composer's paternal and maternal ancestors
were exemplary parishioners of the Odigitrievskaya
Church in Poshivkino. From an early age, Modest
and his brother Filaret went to church with their
parents and, as recorded in confessional records,
“attended confession and Holy Communion” [13].

The chants, "Rejoice, Virgin Mary” and "Our Fa-
ther”, prompted us to silently sing along with the
choir, repeating word for word the most important
prayers in the life of every Christian. The interpre-
tations by Rachmaninoff and Golovanov, despite
the apparent simplicity of the sound, are intended
for professionals; they were performed immateri-

In the ladder of nature’s creativity, Man

(s the highest organism (at least on Earth), and this
highest organism has the gift of speech and voice...
If it is possible, strictly obeying the artistic

instinct in catching human vocal intonations,

to grab the heart, then shouldn’t we do this?

M. Mussorgsky

ally subtle and at the same time filled with the har-
monies of a musical ladder that leads both authors,
performers, and listeners to spiritual abodes. The
chants of Golovanov are a recent discovery of the
Gnessin Ensemble. Golovanov's music is restrained
and at the same time so piercing that one wants
to "talk” about it, quietly recalling the singing that
goes “from heart to heart”: “...and forgive us our
debts, as we forgive our debtors; and lead us not
into temptation, but deliver us from the evil one”.

The kontakion of the Akathist to the Sweetest
Jesus, "O most sweet and all-generous Jesus”, and
the hymn of the Midnight Office, "Your invincible
wall... O Virgin Mary”, were interpreted in music
by P. Chesnokov. The composer collected liturgical
texts in the choral cycle “In the Days of Battle”. Pav-
el Chesnokov knew about “battle” (struggle) from
his own experience, including external, quite ma-
terial. Let us recall that the composer was the last
choirmaster of the Cathedral of Christ the Savior,
survived the destruction of the Cathedral, which
stopped the possibility of musical address to God in
it - he stopped writing sacred music. Somewhat na-
ive in light of the folk genre, the choirs of Chesnok-
ov sound like an instruction to us: having Christian
faith, culture, state — let us preserve it. Mussorgsky
spoke about such unity: “Life is a struggle; strug-
gle is strength, and strength is unity, i.e. communi-
ty of vital interests, delights, sufferings, and curses
of primordial evil".

In the most ancient Christian texts, “unity and
community” are felt especially clearly, as if they are
heard from the invincible Paradise. The Altro Coro
ensemble performed the chants “Quiet Light”, “Now
lettest thou me depart” by V. Kalinnikov, and, per-
haps, the less common text of the Psalm, “Where
shall I go from thy Spirit". These are the earliest texts
in the history of Christian culture, they touching-
ly convey our childish age in relation to Christ — to
Love. In this music, there is extraordinary tender-
ness, comparable to motherly affection or love, in
fear of offending or wounding the purity of feel-
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ing. Mussorgsky was close to both of these states.
His attitude towards his mother, Yulia Chirikova,
was most tender (the festival participants visited
her parents’ estate on a tour) and his attitude to-
wards his “distant” beloved, Nadezhda Opochini-
na, was most quiet.

Mussorgsky communicated with the Opochin-
ins while working on Boris Godunov and discussed
his plans with Nadezhda when he was conceiving
Khovanshchina [21]. Opochinina was one of the
composer’'s most truthful interlocutors and a real
connoisseur of the "novelty” of his work. “This nov-
elty is as old as the original sin,” Modest Mussorg-
sky told his colleagues when they initially admired
the unusual sound of his music. He himself strove
for a different kind of novelty, and called it “prom-
ised”. Mussorgsky's call “to new shores!” is unfor-
gettable in the memory of descendants. However,
not everyone knows the full statement: “to seek
these shores, to seek tirelessly, without fear or em-

barrassment,” to seek in order to “stand firmly on
the promised land” [11]. So, what is this “promised
land” of art?

“If | take the wings of the morning and settle at
the farthest limits of the sea, even there your hand
shall lead me, and your right hand shall hold me
fast” — the answer sounds clear in the chorus by V.
Kalinnikov, written to the verses of Psalm 138. In
the works of Mussorgsky, one must listen to the an-
swer to the question about the “promised novelty”.
This was the theme of the festival’s operatic intro-
duction, consisting of fragments from the operas
Boris Godunov and Khovanshchina. To perform the
opera fragments, we involved the Svetoch Folk-
lore Ensemble of 3rd-year students of the Choral
and Solo Folk Singing Department of the Gnessin
Russian Academy of Music, under the direction of
senior lecturer S. Belova, and the Kant Velikiye Luki
Chamber Choir, under the direction of Yu. Shtonda.

And Ever Delight

Three complete numbers were chosen from Mus-
sorgsky's operatic masterpieces to present the Chris-
tocentric concept of the composer’'s work. The first
is Marfa's Song, “The young one walked through
all the forests and swamps”, from the third act of
the folk drama Khovanshchina. The second one is
the Lament of the People, "How are you leaving us,
our father”, from the Prologue of the opera Boris
Godunov. This choir can be called a lament due to
the penitential text and the character of the melo-
dy [9]. The third one is the Streltsy Prayer, “Lord, do
not let anyone offend”, from the third act of Kho-
vanshchina. We will tell you about the combination
of these fragments and the artistic tasks that were
set for the performers.

Marfa's song was performed by a third-year stu-
dent of the Choral and Solo Folk Singing Depart-
ment, soloist of the Svetoch Folklore Ensemble,
Arina Dyanova, accompanied by a guslar, a gradu-
ate of the Gnessin Russian Academy of Music, Daniil
Fedorkov. Another number belonging to another
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...There are the most subtle features that escape

the grasp, features that no one has touched: to notice

and study them..., to study them with all one’s being
and feed them to humanity, like a healthy dish that
has not yet been tasted. That is the task!

Delight and ever delight!

Modest Mussorgsky

character from Boris Godunov and Khovanshchina
could have been in place of this song. The main
thing was the performer’s interpretation, which al-
lowed us to discern the internal problem of spirit-
uality behind the lofty statements involving religious
associations. In Marfa's part, the associations form
an obsessive idea, "Like God's candles, you and |
will light up...”, the melody set to these words is
repeated many times in the opera Khovanshchina,
attracting special attention. Let us concretise the
concept of spirituality.

“Having entered with attention” into the life of
modern society, Mussorgsky saw that people had
stopped fighting the evil within themselves, that is,
they had stopped living a spiritual life. Instead, they
fight with their close ones, whom they are com-
manded to love. In other words, all the characters
violate the Gospel. The deceit of the observed sit-
uation is that no one sees their fall. On the contra-
ry, the fight against one’s close ones is perceived
as a fight against evil, and people consider them-

selves almost righteous [18]. The Holy Fathers call
such a spiritual state “delusion”, Mussorgsky, in the
popular language, aptly called it “gossip”. It is the
state of “man and humanity”, plunged into decep-
tion about themselves as the best and, therefore,
destroying others. And it was shown at the begin-
ning of the concert introduction using the exam-
ple of Marfa's Song.

We divided the six verses according to their con-
tent. In the first part (verses 1-3), which tells the
story of the unfortunate “young one” who lost her
lover, one cannot help but feel sympathy for the
heroine. Marfa's narration does not tear one’s soul,
but rather gives the impression of calm reflection,
which can be explained by her outward “"good na-
ture” and readiness to suffer for the sake of love
— "she pricked all her little feet”. The singer’s voice
sounded appropriately in these verses — like a spring
warmed by the sun’s rays. When planning the ar-
rangement of the orchestral accompaniment for
performance on the gusli, we tried to preserve the
principles of the texture organisation as conceived
by the composer. In the transparent verse-variation
form, the texture traditionally has great expressive
significance.

In the first verse, “The young one went through
/ all the meadows and swamps; / All the meadows
and swamps, / and all the hayfields”, the gusli play-
er echoed the melody of the song with the addition
of harmonic notes on the strong beat of the bar.
In the second verse, "My little feet were trampled
/ were pricked / all the time looking for my belov-
ed”, the gusli, due to technical characteristics, could
not follow the author’'s chromatic backing vocals;
however, the idea of syncopation corresponding to
"pricked feet” was preserved with an amendment
for expansion. In the orchestra, syncopation is given
within the beat (on “i”), in the arrangement it was
necessary to put syncopation on the weak beats of
the bar (on 2 and 4) in order to eliminate the fuss
of movements and taking into account resonance,
that is, to slow down the accompaniment. In the
third verse, “As the little one crept up / to that tow-
er, / | knocked on the window, / | clanged the ring-
ing ring”, the gusli sang along, easily duplicating
the melody, creating a feeling of a cautious, quiet
“crept up... stomp... stomp”.

In the second part of the Song (verses 4-6), the
image of Marfa changes, becomes, frankly speak-
ing, scary, even evil. From the very first word of the
fourth verse, "Remember, remember, my dear, / ah,

don't forget how you swore; / | suffered many nights,
/ all the while enjoying your oath”, as if another per-
son was singing. Not “stomp, knock, crept up”, not
a confused, tender seeker of a “lost” groom, but a
cold-blooded accuser! The soloist, who performed
Marfa’s part, responded precisely with a concen-
trated restraint of voice to the heroine’s different
character! The dark excitement of the sound of this
verse was given by the tremolo as the main accom-
paniment technique in the gusli part.

“In the margins”, it can be noted that Marfa's
Song has as its precursor Natasha's last scenes
from the First Act of the opera Rusalka by A. Dar-
gomyzhsky. For example, the reminder in Marfa’s
part, “don’t forget how you swore”, follows Nata-
sha’s, "and probably they are free to cry and swear
to us in love!”, etc. The parallel is exact not only in
individual scenes, but in the structure of the image
with the final intention to take revenge on the of-
fender, which happens in both operas [17]. Nata-
sha, transformed into Rusalka, deceives the culprit
of her troubles into the river. “Deceived by passion”
Marfa, as Musorgsky said about his heroine, burns
Prince Andrei in the prayer house. Unlike the un-
ambiguity of Natasha, who loves, and Rusalka, who
hates, Marfa (like Mussorgsky's other characters) is
terrible in her confidence in her love for her close
one, against whom she is at enmity.

The fifth verse, “You have fallen out of love with
the young one, / you have ruined her in freedom,
/ so you will sense in evil captivity / the hateful,
evil schismatic”, was supported by the gusli with a
hymn-like strumming, the singer’s voice sounded
majestic. However, “the golden strings did not jin-
gle about the daring glory”, as in M. Glinka and A.
Pushkin’s Ruslan and Lyudmila, they jingled about
the destructive power of Marfa, who is confident
in her own rightness. Why she is “evil” is explained
in the sixth verse: "6. Like God's candles, / we will
light up with you. / Around the brothers in flame,
/ and in smoke, and in fire / souls rush”. This final
verse is usually performed very lightly, even rev-
erently, as a kind of revelation. It is amazing how
one can confuse Marfa's dreams, which go beyond
the limits of reason and are deadly dangerous for
her close ones, with her supposedly prophetic gift!

1. The last verse, filled with “candle” halluci-
nations, borders on obsession, despite the words:
"God ... let us warm ourselves ... brothers ... souls
..". Its performance at the opening concert did not
take place, it was postponed until a time when the
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terrible image of the heroine, which is required to
be created in this verse, will not be dangerous for
the young performer of the part, “living” every state.
The owner of an amazing voice, Arina Dyanova, in
Marfa's Song presented the listener with “man and
humanity” in all “truth, no matter how salty”, boldly
revealing the inner lack of spirituality from which
it is necessary to seek salvation. The establishment

of the saving Christian path was shown in the next
two numbers of the opera’s opening sequence: in
the Lament of the People, “To whom are you aban-
doning us, our father!”, from the Prologue of the
opera Boris Godunov and in the Prayer of the Strelt-
sy, “Lord, do not let us be offended”, from the Third
Act of the opera Khovanshchina.

Dressed in a Risque...

In Mussorgsky’s operatic dramaturgy, the need
to pray can be called the culmination. Each char-
acter, regardless of their position in society, the
amount of musical time that their part takes up,
etc, is placed by the composer before it. The first
stage of spiritual life, humility [5, 15], is shown as
leading to prayer. Prayer is an appeal to God, the
restoration of spiritual communication, for which
man was created. Humility is the vision of one's
own deplorable state, which prompts a person to
turn to the Savior for help. Hand in hand, humili-
ty and prayer are ready to pass through the parts
of all the heroes. However, not all of them are rec-
ognised, not all of the heroes respond to them. In
the opening of the concert, we considered the im-
ages of the Muscovite townspeople from the op-
era Boris Godunov and the Streltsy warriors from
Khovanshchina.

The prayer of the Streltsy could have been shown
in the context in which it was given by the compos-
er - in the Third Act of the opera, where the two
sought-after states are succinctly and vividly desig-
nated. The Third Act ends with a prayer. It sounds
after Prince Khovansky's appeal to the Streltsy; he
refuses to “lead” his subordinates “into battle” and
sends them "home” to await “the decision of fate".
For the Streltsy, Khovansky is a god who obscures
the True God with his imaginary greatness. Aban-
doned by their earthly “Father”, only the Streltsy
are able to turn to the Heavenly Father. Thus, Mus-
sorgsky shows the spiritualisation of the Streltsy in
the Prayer. Here, in the finale of the Third Act, the
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Who feels man in the timid whisper of nature or in

its formidable militia; Who sees and seems in the warm

sunset, through the misty haze, in a rebellious run,

the last cloud dressed in a pink risque: fleeting youth,

a moment of fleeting happiness, and then a reckless
impenetrable night, and sorrow, and confusion....
M. Mussorgsky

preceding state, humility, is also shown. It is desig-
nated in the “Song of the Streltsy about Gossip” [20].

The "baba-gossip”, as has already been noted, is
a popular, apt image of universal human deception:
“Fear, fear, young men, the gossip of an evil-wicked
woman, who threatens with evil troubles that pun-
ish the entire human race.” The Streltsy call all the
participants in the action in turn gossipers, and be-
fore that, they themselves are exposed — by their
own wives. In general, the vision of sin ("gossip”)
shown by Mussorgsky and the determination to
fight, “gossipers, gossipers — to court!”, are signs
of humility. True, as it happens in life, determina-
tion first leads to the erroneous appeal, “Father, fa-
ther, come out to us... lead us into battle”. However,
when Khovansky refuses to help, a natural redirec-
tion occurs: “Lord, with Your mercy, do not let the
enemies harm us and protect us and our homes”.

Thus, in the finale of the Third Act of Khovan-
shchina, the Streltsy part shows both initial stages
of spiritual life — humility and prayer. With the ef-
forts of the Festival participants, we could not stage
this scene in its entirety, so only the Prayer from
Khovanshchina was performed. Humility was evi-
denced by other music, namely the Lament of the
People, “To whom are you abandoning us, our fa-
ther!”, from the Prologue of the opera Boris Godu-
nov. Such a substitution of numbers is surprisingly
possible due to the single Christological concept of
both operas. True, the wailing people in Boris do not
rise to prayer. Let us recall that in the same Prologue,
when Shchelkalov appeals “let us kneel before God,
Orthodox people!”, the people are dumbfounded-

ly silent, not understanding what the Duma Clerk
wants from them.

Performed by the choir, “To whom are you aban-
doning us, our father!”, the main thing for us was to
discover the genre basis — lamentation, since this is
what testifies to the humble state of the soul. Accord-
ing to the source studies of researchers, the choir
is written in the likeness of a penitential spiritual
verse [9], that is, it is really a lamentation about one’s
sins before the Savior who is walking to suffer. “In
the terrible scarcity of our time in teachers of true
prayer,” wrote Saint Ignatius Brianchaninov, “let us
choose lamentation as our teachers and guides. It
will teach prayer and save us from self-delusion”
[4]. Sincere lamentation — this is how we wanted
to show the choir, “To whom are you abandoning
us, our father!”. In this, the most difficult thing for
the performers was to break away from the gen-
erally accepted sound that had sunk into memory.

As is known, the people, that is, the Moscow
townspeople, sing in the Prologue "under the stick”
of the Bailiff. They pronounce the text with an em-
phatic indifference, not even trying to put syllables
into words, and words into thoughtful sentences.
Moreover, the continuous syllabic fragmentation of
the text (“who are you leaving us for, o-our father!”,
Ha K0-20 Ml HAC No-Ku-0ae-ewsb, 0-mey HAWi) re-
fers not only to the recklessness of the singers, but
also creates a comic affect. In the history of the op-
era genre, the inability to formulate thoughts ho-
listically is characteristic of comic characters. At the
concert, we abandoned such a "lowered” sound and
forced kneeling. Our singers sang standing up, Svet-
lana Belova lined up the performers, members of
the Svetoch ensemble, in several lines. The choris-
ters came out on stage as if for a battle...

To “clean up” the genre, we paid attention to the
wave-like structure of the melodic phrases, charac-
teristic of crying: a movement that rises and lingers
at the top and then freely falls. For greater persua-
siveness, we compared the author's text with an
authentic lament, focusing on a fairy tale with lam-
entations, "The Grandfather and the Fox", record-
ed in a village close to Mussorgsky's native places
(Lugovino village, Usvyatsky district, Pskov region).
| was introduced to the tale during the preparation
of the Gnessin Festival by M. Amirkhanyan, the head
of the Zaryanitsa Folklore Ensemble of the Mus-
sorgsky Children’s Music School from Velikiye Luki.
At the Moscow concert of the Festival in the Musi-
cal Drawing Room of the Shuvalova House of the

Gnessin Russian Academy of Music on March 15,
the “Fairy Tale with Lamentations” was performed
by the soloist of this ensemble, as well as another
one specially prepared by Pskov singers, “Golosh-
enie na kukukushki”. The lamentable accent of the
Moscow performance created a genre base for our
searches in the choir, “To whom are you leaving us,
our father!”.

Let us briefly outline how the task was solved.
In the choir, we identified six lamentable waves.
In relation to each other, they represent variants.
Some of them are associated with the “capture” of
a new peak, which has the function of a culmina-
tion, a special semantic accent. In the first line of
the choir, among the words sounding at the peak,
the pronoun “us” was emphasised: “1. To whom
are you leaving US, our father!”. Let us note that
in the generally accepted performance, the inter-
rogative phrase “to whom” was emphasised. The
singers’ attention to themselves, “us”, is charac-
teristic of repentance; in this state, a person looks
deep into themself, freezing from what they saw...
We emphasised “us” with a fermata, which we ap-
proached without the accents accepted on each
syllable, which have already been discussed. Thus,
we “collected” the melodic-textual line into a wave
of lamentation. It sounded expressive and under-
standable.

With the variant repetition of the melody in the
second line, “2. Ah, who are YOU leaving it to, my
DEar!!" (Ax, Ha koeo-0a Thl ocmaessews, POOumsiti!),
a new peak is captured in comparison with the first
line. We paid special attention to this so that the lis-
tener would also understand the address, “you”, as
a higher semantic level. Following the composer, we
highlighted both the new peak "you” and the one
that was already there by slowing down — here it
fell at the beginning of the word “dear” (podumsidi).
The variant singing was also expressed in the fact
that both peaks are marked by intonation “sobs”
(descending second). In the word “podumeiii”, be-
cause of this, the literary stress was unexpectedly
violated, and the musical bar was transferred to the
weak beat. This gave the performance truthfulness:
how do you know on what syllable or beat of the
bar the tearful sob will happen?

In the third line, “3. We, ORphans, beg you, with
tears, with grief” (Mo me6s CHipomsi npocum, moaum,
Co cne3amu, co 2o-pro-4u-mu), we highlighted the
beginning of the word “orphans” (Cpomei), and
then strengthened "with grief” (co 2o-pro-uu-mu)
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with syllabic accents. Moreover, in the fourth line, “4.
Have mercy, have mercy, BO-yar fa-ther” (Cmusytics,
cmunytica, bO-a-puH 6a-mrow-ka), we highlighted
the word “boyar” and sang “fa-ther” with empha-
sis. Here begins the repetition of words, breaking
up the wave of crying. They resemble an echo — a
far-fetched cry and its reflection: "Have mercy, have
mercy”. In the fifth line, the breaking up continues:
“5. Our father, our father. Breadwinner, breadwin-
ner" (Omey Haw, omey Haw. Kopmusey, kopmusey).
The first word in the pair was performed vividly by
the children; when arranging for a folk ensemble,
Svetlana Belova suggested giving the initial words
to female voices, and the repeated word was picked
up more quietly in the lower register by male voic-
es. In general, there were three fractional waves:
“Have mercy ...", "Our father ...", “Breadwinner ...".
Finally, in the sixth line, Mussorgsky further reduc-
es the waves of crying and excludes words, leaving
a cry on the sound “a”. We combined the marked
sounds into two waves, three quartoli in each, and
finished by gathering the voices at a point that, in
relation to all the other peaks of the melodic lines,
can be designated as the culmination: “6. A-a-a-a
/ a-a-a-a/ a-a-a-a// A-a-a-a/ a-a-a-a/a-a-a-a//
A", At this peak, in the sound of tense minor har-
mony, the quotation of the choir, “To whom are you
leaving us, our father!”, stopped. The fear of aban-
donment by God (“leaving us”) was saved by the
Prayer, "Lord, with Your mercy, do not let the en-
emies offend us, protect us and our homes”. The
Kant Chamber Choir, which was on stage during
the performance of the previous two numbers, en-
tered with the Prayer without delay - attaca subito.
For the Kant Choir, the performance of the Strelt-
sy Prayer is a special event. For the Gnessin Festival
program, the musicians restored a fragment of the
folk drama by Mussorgsky, which several decades

ago was a symbol of the spiritual direction of the
group’s work; at that time, the choir was led by its
founder and conductor, T. Dudko. In the Kant per-
formance program, the Prayer has always testified
to the understanding by its participants of the Chris-
tocentric nature of Mussorgsky’s work, which was
testified to, in the composer’'s homeland in Velikiye
Luki, by the writer, member of the Writers’ Union
of the USSR, and participant of the first Kant choir,
N. Novikov. In the current concert, the Prayer was
conducted by Yu. Shtonda.

In the book Mussorgsky’s Prayer, Nikolai Novik-
ov cites an amazing fact that was told to him by
the unforgettable performer of the part of Boris,
soloist of the Bolshoi Theatre, People’s Artist of
the USSR, E. Nesterenko. We are talking about the
tradition of encores of the Prayer from the Third
Act of Khovanshchina, which has developed among
foreign opera audiences. It would seem that what
kind of “chorus” is this, whose volume corresponds
to the task of harmony? However, what is its sav-
ing content, if listeners of different countries and
generations cannot stop joining the Prayer: “Lord,
do not let the enemies offend us, protect us and
our homes with Your mercy!”. No other Prayer can
be compared with this, except for Boris Godunov's
appeal to God from the composer’s first operat-
ic tragedy [18].

The opening of the festival concert ended with
the Saving Prayer, and then each of the participants
in the opera experiment presented their own short
program in dialogue with the work of Mussorgsky
and with each other, logically leading up to the per-
formance of the Altro Coro Gnessin ensemble of
contemporary choral music, which was discussed
at the beginning of the article.

What | Do is Understood

In the performance of the Kant choir, special
attention was paid to the work of G. Sviridov. The
performance of Georgy Sviridov's works next to the
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...Further, even further on the good path; what | do is

understood; with great zeal for the new shores of
the still boundless art! To seek these shores, to seek
tirelessly, without fear and embarrassment and to
stand firmly on the promised land — this is

the great exciting task!

M. Mussorgsky

music of Mussorgsky impressed me even when |
first became acquainted with the Kant choir — at
the musical festival of the International Conference

for the 185th anniversary of M. Mussorgsky (Velik-
iye Luki, 2024). At our concert, the Kant's program
was presented in an abbreviated version, supported
by quotations from Mussorgsky's letters and Svir-
idov's diaries, which reveal "unity, i.e., a communi-
ty of vital interests, delights, sufferings, and curses
on primordial evil” [11] at a distance of a century.
The composers’ views on the purpose of art also
coincide: "The Russian soul,” Sviridov wrote in the
20th century, "does not know where to go. Art can
show the way!”

The prayer from the folk drama Khovanshchina
by Mussorgsky was “continued” in the music by
Sviridov to the text of a kontakion, “Having seen
a strange Nativity”, from the Akathist to the Most
Holy Theotokos. Looking through the pages of Sviri-
dov's repertoire, the Kant Chamber Choir performed
“Three Poems by A. Pushkin”: "Where is our rose,
my friends?”, “There is a city in Russia called Luga”,
“If life deceives you". It is impossible not to hear the
last poem in relation to the events of the last years
of Mussorgsky's life. When his contemporaries and
colleagues in the composer’s workshop, who had
previously bestowed upon him the title of “brilliant”
(which, by his own admission, made Mussorgsky
feel hot and cold), subjected the composer to such
harsh discussions that they forced him to test his
creative discoveries “until he was sweating blood”
— "it cannot be that | am wrong in everything, it
cannot be” [11].

It was difficult for the creator, for whom “art is
not a goal, but a means of communication” [11], to
lose the understanding of those whom the com-
poser considered his close ones. With music to the
words of Pushkin, Sviridov seems to console Mod-
est Mussorgsky: “If life deceives you, / do not be
sad, do not be angry! / On the day of despond-
ency, humble yourself: / The day of joy, believe,
will come. / The heart lives in the future ... “. In the
preface to the release of the Complete Academic
Works of Mussorgsky, Sviridov wrote, testifying to
the understanding of the composer’s “life purpose”
by future generations: “Mussorgsky was, in the full
sense of the word, a singer of Russia. Its destinies,
its pain and joys fill his work, his whole life, and his
entire artistic imagination... Through music, he told
us his view of the fate of our people, his view of
human nature and the meaning of his life...” [22].

The Kant choir ended their performance with an
arrangement for choir and piano of the piece “The
Old Castle” from the cycle “Pictures at an Exhibi-

tion” by Mussorgsky. The idea of “The Old Castle”
as a repetitive and sound, owing to the dynam-
ics, closer and closer “coming” to the listener were
replicated by Maurice Ravel, the author of the or-
chestral version of “Pictures at an Exhibition”, in his
creative work. He spoke of the hypnotic growth of
“Bolero” as "madness”: “Be careful, you will end up
writing Bolero!” Mussorgsky treated his music dif-
ferently. His “Old Castle” is a symbol of an endless
(immortal) path, which may seem strange only to
those who find the path of Christ strange. “I have
taken the cross upon myself,” writes Mussorgsky,
“and with my head held high I will go... to a bright,
righteous goal, to true art that loves man, living for
their joy, their grief, and suffering.”

“Joy, grief, and suffering” in the sound of the
folk voices of the Svetoch Folklore Ensemble was
consciously initiated by us in the concert program.
In his scores, Modest Mussorgsky did not note the
authentic manner of singing; in his time, it was not
widespread in professional music. Tradition was cer-
tainly kept in mind in the choral and solo parts of
the characters. The participation of the folk group
in the performance of fragments of the operas, in
our opinion, allowed fruitfully to stir up the per-
forming tradition that had taken hold on the ac-
ademic stage. It seems that the future of Russian
opera lies in such creative experiments. In general,
folk singing gave truthfulness and organicity to the
concert program dedicated to Musorgsky.

The Svetoch folklore ensemble under the di-
rection and with the participation of S. Belova per-
formed the spiritual verse, “The good shepherd is
looking for a poor sheep: without Him, it will per-
ish, He feels sorry for it”, the long drawn-out song,
“Our youth is passing, our old age has come, like a
cold winter”, the dance, "I noticed a cheerful look,
really noticed”. A solo performance was performed
by a 3rd year student of the Department of Cho-
ral and Solo Folk Singing, Roman Arzhaev, who ac-
companied himself on the gusli. He performed a
composition by modern folk composer S. Staros-
tin, which we will call "spiritual reality”. It is related
to the work of Mussorgsky in the vision of his own
fall — "Deep, deep is the water in the well. / Deeper
than that is my melancholy ...", which heals a per-
son, opening the way to heaven — “"High above the
clouds, the falcon flew. Higher than that is my joy.
My love is higher than that".

Let us also rejoice at how our experimental con-
cert program with the presentation of fragments
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from the operas Boris Godunov and Khovanshchi-
na was born from the idea of a researcher and re-
hearsals of performers passionate about their work.
This miracle of creativity and human trust will re-
main with each of us — participants in the dialogue
with the composer through his music, letters, com-
positions of like-minded people of the past and fu-
ture generations. Having challenged the “gossip”
following Modest Mussorgsky, our musicians re-
peated his creative feat — they inspired with art,
“showed the way”. The soloist of the Svetoch folk-
lore ensemble, Roman Arzhaev, writes about how
accurate this was: "The concert was like a challenge.
We were catching the elusive thread between the
past and the present. Mussorgsky — he is not just
a composer, he is an echo, a resonant echo of the
Russian soul <...> A trip, yes... More like a pilgrim-
age. To the roots, to myself, to the Russian idea that
does not want to die. Thank God".

APPENDIX

An open letter-feedback on the educational youth
project, the Gnessin Festival: Dialogue in the Home-
land of Composer Modest Mussorgsky, Velikiye Luki,
Moscow, 2025.

Dear Alexander Sergeevich, dear Gnessinites,

Thank you so much for the project, the Gnes-
sin Festival: Dialogue in the Composer’'s Homeland,
which was not accidentally started on the Veliki-
ye Luki land - the birthplace of Modest Petrovich
Mussorgsky.

The staff of our institution has been waiting for
such a project to appear for many years. Starting
with the creation of the Kant Chamber Choir from
music lovers on the foundation of the Centre for
Aesthetic Education, now the Centre Children’s Art
School; through the competitions of young artists,
“Pictures at an Exhibition”, and as a continuation
of the plein air, Creative Dachas, in the homeland
of Mussorgsky, which we hold; finishing with an in-
ternational conference for the anniversary of Mus-
sorgsky, first organised in Velikiye Luki to the 175th
anniversary of the composer and inspired by the
archival research of N. Novikov, the opening of the
Memorial Museum-Estate of M. Mussorgsky in the
village of Naumovo, which at that time belonged to
the Velikolukskaya region (now the Kunyinsky dis-
trict of the Pskov region).
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In 2024, a modern researcher of the composer’s
work, PhD in Art History, Associate Professor of the
Music History Department of the Gnessin Russian
Academy of Music, Svetlana Anatolyevna Pavlova,
visited the anniversary conference to the 185th an-
niversary of M. Mussorgsky in our city. According to
Svetlana Anatolyevna, she was moved by what she
saw and heard in Mussorgsky’s homeland: deep ser-
vice to music in a deep city. The musicologist came
up with the idea of a creative dialogue between the
Gnessinians and Velikiye Luki groups, teachers, and
students of musical institutions, which grew into an
educational youth project the Gnessin Festival: Dia-
logue in the Homeland of Composer Modest Mus-
sorgsky, 2025. When asked how this professional
and public Event was realised, the author of the
project invariably answers: “only together”.

The educational youth project, the Gnessin Fes-
tival: Dialogue in the Homeland of Composer Mod-
est Mussorgsky, 2025, was supported by the Rector
of the Gnessin Russian Academy of Music, Doctor
of Arts, Professor, laureate of the Russian Govern-
ment Prize, Alexander Sergeevich Ryzhinsky. We
thank you, dear Alexander Sergeevich, for your ef-
fective support of the author’s initiative and for
your creative participation in the project, which is
aimed at uniting our joint efforts to preserve and
develop domestic musical culture!

The scale of the project is amazing — not only
concerts of Muscovites, but also a return visit to
Moscow of soloists and groups from Mussorgsky's
homeland. Not only concerts, but also master class-
es of wonderful teachers — historians, pianists, the-
orists. Moreover, excursions to museums: the estate
of Mussorgsky and the apartment of E. Gnesina. The
festival events were held during four March days
on the eve of the composer’s birthday; they were
organised at the highest professional level, which
is very important to us. It was the attitude to their
specialty, the dedication with which the teachers and
students worked. The Gnessin students showed an
example of serving their craft, music, and art. Bravo!!!

The opening concert of the Festival and a mas-
ter class, "Mussorgsky — a musical artist”, in the
Musical Literature specialty held by Associate Pro-
fessor of the Music History Department of the Gnes-
sin Russian Academy of Music, Candidate of Art
History, Yuri Vyacheslavovich Vasiliev, took place
at our Centre Children’s Music School in Velikiye
Luki. Other master classes were held at the Mu-
sorgsky Children’s Music School, Velikiye Luki; they

were conducted by Associate Professor of the De-
partment of Chamber Ensemble and Quartet of the
Gnessin Russian Academy of Music, laureate of in-
ternational competitions, Irina Vitalievna Silivanova
(Piano and Piano Ensemble) and Associate Professor
of the Department of Analytical Musicology, PhD
in Art History, composer Anna Viktorovna Klepova
(Solfeggio and Composition).

The meeting with Yuri Vyacheslavovich took place
on March 12. The broadcast to the Concert Hall of
the Centre Children’s Art School was conducted
from the very heart of the Gnessin Russian Acade-
my of Music — the Memorial Museum-Apartment
of the founder of the music factory, Elena Fabiano-
vna Gnesina, which we, participants and honored
guests of the festival, visited with an excursion lat-
er, on the day of the Moscow return concert. We
thank Yuri Vyacheslavovich for a fascinating online
lesson that united students and teachers of two
departments, Music and Art, of the Velikiye Luki
Children’s Art Schools. For all participants and lis-
teners of the master class, the creator of the Fes-
tival prepared certificates signed by the Rector of
the Gnessin Russian Academy of Music, Alexander
Sergeevich Ryzhinsky.

I would like to dwell on the concert that took
place in Velikiye Luki on March 13. First of all, | would
like to say about the Altro Coro Gnessin ensemble
of contemporary choral music, which performed on
the Velikiye Luki land with the program “Masterpiec-
es of Russian sacred music of the 19th-20th cen-
turies”. The audience left the hall in tears, not only
because few academic groups visit us, but because
they touched the soul with their singing, discovered
such depths in sacred music, sang so prayerfully,
reverently, with such an unearthly sound, so heart-
felt... The listeners were endlessly grateful: “How
many positive emotions! Music is given by God, for
the consolation of the human soul”. These are the
words of a primary school teacher, Tatyana Zaleso-
va. Not a single person remained indifferent. The
concert was a consolation of the human Soul. Enor-
mous gratitude to the creator, artistic director and
conductor of Altro Coro, the Rector of the Gnessin
Russian Academy of Music, Alexander Sergeyevich
Ryzhinsky! Gratitude to his assistants, Denis Moro-
zov and Maximilian Chikhachev, and gratitude to
his comrades, his co-creators. This concert will re-
main in the memory of Velikie Luki residents for a
long time and will help them live on.

There was not a single indifferent singer, and
these are people who comprehend the secret of
choral music. How | would like to imagine that these
wonderful young conductors will “go” all around
Mother Rus’, creating their own choral groups, and
our Motherland will sing, as it once did. Help, Lord,
to understand that they are needed not only in the
capitals, but also in the Province, which has always
been Russia's strong point.

The Svetoch Folklore Ensemble of 3rd-year stu-
dents of the Choral and Solo Folk Singing Depart-
ment of the Gnessin Russian Academy of Music, led
by senior lecturer, laureate of international competi-
tions, Svetlana Yuryevna Belova, was another shock
of the Velikiye Luki concert. This is the sound of our
Russian folk, a genuine, true, deep essence that lives
in every Russian person. In the depths of centu-
ries, tunes, words, harmonies matured... Here they
are before us — as they once sounded in villages,
at festivities, at get-togethers... Now we can touch
this Russian musical, centuries-old history only on
stage. In life, it disappeared, like the city of Kitezh
did. The guardians of ancient Russian culture are
professional musicians — teachers and students, as
well as amateur groups, like our Zaryanitsa folklore
ensemble (which participated in the Moscow con-
cert of the festival). | liked the unusual light, flying
sound, subtle nuances of Svetoch. Spiritual verse,
Drawn-out song... The other side is Dance, but again
no forcing of the sound...

And what about the choirs and songs from Mus-
sorgsky’s operas?

The performance of fragments of the folk dra-
mas Boris Godunov and Khovanshchina, written, as
is known, for academic singing, by the Svetoch folk
ensemble is the fruit of the creative collaboration
of the ensemble with the creator of the festival
project, Svetlana Anatolyevna Pavlova, who pro-
posed to interpret the composer’'s music in a new
way. We have a special love for the operatic tradi-
tion of performing Mussorgsky, because in the last
century, the leading soloists of the Bolshoi Thea-
tre, admirers of the composer’'s work, were frequent
guests of his Museum and our guests. The perfor-
mance of opera fragments by Svetoch surprised
with the organic sound. They sang somehow espe-
cially richly, voluminously, and, at the same time,
these were like thoughts out loud. The intonations
of lamentation from the Prologue of Boris Godunov
manifested in a folk way, with a lament, with tears.
Marfa's song from the opera Khovanshchina, per-
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formed by the ensemble’s soloist, Arina Dyanova,
sounded like a truly folk song, very fresh, not in a
big voice, heartfelt.

We sincerely thank Svetlana Anatolyevna Pavlova,
the creator and organizer of the project the Gnessin
Festival: DIALOGUE in the Composer's Homeland!
We thank all Gnessinites who responded to this
youth educational project! We heard not only new
magnificent musical groups for us, but we heard a
new Mussorgsky! Including in the annotations of
the project creator, who acted as the host of the
Festival concerts both in Velikiye Luki and in Mos-
cow. The annotations made a stunning impression.
On the one hand, very delicate, not putting on dis-
play, and on the other — deep, filled with Mussorg-
sky’s thoughts, his speech, his unique intonations.
Not a single empty phrase, not a single thoughtless
quote... "Delight and everlasting delight.”

On the way to Moscow on March 14, all the festi-
val participants, both from Velikie Luki and Gnessin-
ites, had the opportunity to pay homage to the
memory of Modest Petrovich Mussorgsky in his na-
tive places! In the village of Karevo, we literally had
to break through the rain and wind to the compos-
er's monument, rising on a high hill above Lake
Zhizhtsa. However, our happy faces in the photo-
graph (of which, according to the apt remark of Al-
exander Sergeevich Ryzhinsky, Modest Petrovich will
be the most recognizable in these conditions) for-
ever captured the moment of a joyful battle with
the elements. More than a hundred people from
the festival landing party emerged victorious from
it, the further landing point of which was the Chirik-
ov estate (the parents of the composer’'s mother) in
the village of Naumovo, where the Memorial Mu-
seum-Estate of M. Mussorgsky is located.

The museum dialogue in the estate of M. P. Mus-
sorgsky was unusually well planned and took place.
Thus, the detailed excursion, “Life and personality of
M. P. Mussorgsky”, was conducted by the director
of the museum-estate, Lidiya Nikolaevna Dmitrie-
va, and the estate staff presented a game program,
"Everyday Life of Peasants of the Pskov Province".
The director of the museum-apartment of E. F. Gne-
sina, senior lecturer of the History of Music Depart-
ment of the Gnessin Russian Academy of Music,
laureate of international competitions, Andrei Al-
eksandrovich Gaponov, gave a lecture, “"Elena Fabi-
anovna Gnesina and her Musical Environment”, in
the White Hall of the estate. An interesting story-
teller, an erudite, an excellent master of the instru-
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ment, Andrei Aleksandrovich charmed the audience
and later met us in Moscow at the Elena Fabiano-
vha museum.

The return concert in the capital took place on
March 15 in the Musical Drawing Room of the Shu-
valova House. How the Moscow audience received
us! Such creative communication took place with
the musicians of the Gnesinka! Up to the exchange
of arrangements of Rachmaninov’s music, which in-
terested the capital’s performers (by the way, the
arrangements were made for our musicians by a
graduate of the Gnessin School)! Soloists and groups
from Velikiye Luki — artists of the Philharmonic of
the Centre Children’s Art School, the Kant Honored
Folk Art Group Chamber Choir (artistic director and
conductor — Yulia Shtonda), the Zaryanitsa Peo-
ple’'s Folklore Ensemble of the Mussorgsky Chil-
dren’s Music School (artistic director — Honored
Worker of Culture of the Pskov Region, holder of
the honorary title “Soul of the Pskov Land”, Marga-
rita Amirkhanyan), sounded worthy on the Gnessin
stage. For us, this is a great inspiration and joy of
the movement “Forward! To New Shores of Art!".

At the Moscow concert, the Head of the Music
History Department, Doctor of Art History, Doctor
of Psychology, professor, and well-known public
figure, Dina Konstantinovna Kirnarskaya, addressed
the festival participants with a welcoming speech.
Together with the creator of the project, Svetlana
Anatolyevna Pavlova, she presented us with Grati-
tude from the Rector of the Gnessin Russian Acad-
emy of Music, Alexander Sergeevich Ryzhinsky. It is
especially pleasant that the gratitude to the lecturer
and art critic, Olga Nikolaevna Novikova, who is the
editor of the unique archival work by N. S. Novik-
ov, a resident of Velikie Luki and a member of the
Union of Writers of Russia, “Musorgsky’s Prayer”,
was expressed in a dialogue with gratitude to the
writer, candidate of philological sciences, associ-
ate professor of the Gorky Literary Institute, the au-
thor of the monograph “Musorgsky” from the series
“The Life of Remarkable People” of the Molodaya
Gvardiya publishing house, member of the Union
of Writers of Russia, Sergei Romanovich Fedyakin.
Both of them were presented as Honorary Guests
of the Gnessin Festival.

Again and again we thank dear Gnessinians for
the festival of music, creative communication! Our
impressions of the printed materials prepared by
the creator of the Gnessin Festival project could not
remain unexpressed! These are memorable posters

with a “flying” logo and gratitude letters to the fes-
tival participants, programs with the written texts
of each piece performed at the concert, and finally,
this is the Booklet (only with a capital letter), which
you do not want to let go of, but look at, read, be
surprised by the photographs, texts, be amazed
that we got here and look very worthy next to such
Masters... The Booklet, like the Project, is thought
out in detail, there are no trifles in it, everything is
written either in “oil” or “watercolour”, depending
on the tasks.

"Our festival is aimed at uniting the Big and Small
Shores of the Motherland — Russia...”, the creator
writes in the introductory part of the Booklet. How
necessary it is for us in our small towns to feel the
breath of modern life of musical art, and for Gnessin-
ians to hear our heartbeat and understand that we
are alive and waiting for such projects, to feel again

the strength to continue to fight for genuine art in
our small homeland.

How good that the project is “multi-series”, since
we have many brilliant, great, and simply excellent
composers. | would like to wish Gnessinians new in-
spirations, new readings, new compositions, and, of
course, talented youth. Svetlana Anatolyevna Pavlo-
va, we love you, wish you mighty health, a good rest
in the summer and inspiration for a new Dialogue.”

March 17, 2025

Founder, first Artistic Director and conductor of
the Kant Honored Folk Art Collective Chamber Choir,
founder of the Centre for Aesthetic Education, now
a teacher at the Centre Children’s Art School in Ve-
likiye Luki, Tatyana Mikhailovna Dudko.

Director of the Centre Children’s Art School, so-
loist of the Centre Philharmonic, Natalia Anatoly-
evna Plekhanova.
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AHHomauyus: B mapme 2025 200a k 130-nemuto He-
CUHCKOU cucmembl My3bikaaeHo20 0bpazosaHus 8 Mockee
u Benukux flykax debromuposan npocgemumesisckuti Mo-
N100éxHbIl npoekm «[HecuHckul gpecmusans “fuanoe Ha
poduHe komno3umopa”». Pecmusasib cMas meopyeckum
npodosikeHuUeM Hay4HoU pabomel, KOMopyr asmop aH-
HomupyemoUli cmameu 8edém yxe mHozo sem. Paboma
Hanpas/ieHa Ha usy4eHue NAMAMHUKO8 MYy3bIKa/lbHO20
uckyccmeda, 8 4acmHocmu — pycckoli onepsl, ¢ moyku
3peHus dyxosHocmu.

o0 dyxo8HOCMbBIO Mbl NOHUMAEM XpUcmoyeHmpuy-
HOCMb. B cmamee ymouHAemcs 3Ha4eHue 3mozo NOHA-
mus 8 ce8f3u ¢ onepHeiM meopyecmeom M. 1. Mycopackozo
U pacckaseigaemcs o KoHyepmHoti npoepamme Omkpoi-
mus gpecmueans 8 ee omHoWeHUU K IUYHOCMU U NpuU36a-
Huto komno3zumopa. 1o npedioxeHUr0 asmopa npoekma

8 Kayecmee 3acmasku KoHyepma blau ucnosiHeHs! hpae-
MeHmel onep «bopuc ModyHos» u «Xo8aHWUHaA» ¢ mem,
4mobbl HG NPAaKmMuke NoKazame CMblC/108ble 0COOEHHO-
CMu XpucmuaHckoli KoHYyenyuu meop4ecmea.

K cmamee npunazaemca Omkpeimoe nuceMo 8esu-
KOJyKCKUX My3bikaHmoa pekmopy PAM umeHu [HecuHelx,
naypeamy lNpemuu MNMpasumenscmea PP, xydoxecmeeH-
Homy pykosodumesto u dupuxepy [HecuHckozo aHcambas
cospemeHHoU xoposol mMy3biku «Altro coro» A. C. PbIXXUH-
ckomy ¢ 621a200apHOCMbI0 O KOHYepmax, Macmep-kaaccax,
aKkckypcuax Pecmusans u oyeHKol 3kcnepumMeHmMaasHol
KoHYyepmHou npozpammel Omkpeimus npoekma.

Knrouesele cnosa: M. I. Mycopackuli, XpucmuaHcmeo,
onepesl «bopuc [00yHo8» u «XosaHWuHa», MHecuHckul
¢ecmusane «Juanoz Ha poduHe komnosumopa», «Altro
coro», «KaHm», «Ceemou.

«[pu3BaHme Xyg0xKHNKa»

«XyOdoxecmeeHHoe U306paxkeHue 00HOU Kpacomei,

8 MamepuasibHOM eé 3HavyeHuUu, — 2pyboe pebsyecmao —

demckuli sBo3pacm uckyccmeaa. ToHualiwue yepmeol

npupoOsl Yesoeeka u Yesnogeyeckux Macc, Hasoliiusoe

Ko8bIpAHUE 8 smux Masnou3ee0aHHbIxX cCmpaHax u

3dasoesdaHue Uux — 80m Hacmoswee npussaHue XyaOXHUKG».

Modecm Mycopackudi

1. M3 nucema B. B. Cracosy (110). Metepbypr 18 oktabps 1872 r. [11]

C onepHbIM >kaHpPOM Xxu3Hb M. . Mycoprckoro
CBfi3aHa KPenKMMU y3aMu «npaBgbl, Kak 6bl HW Bblna
COJIOHa», KOTOPYH OH XOTeN OTKPbITb «4YeNoBeKy U

yenoseyecTBy». Kak nssectHo, Mogecrt NeTposuu
— aBTOp YeTbIpéx onep: ABYX Tpareaunii — «bopmc
FoayHOB» U «XOBaHLMHA», U ABYX KOMeAUN —
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«XeHuntbba» n «CopounHckas apmapka»'. Ecam
6bl XBaTN10 BPEMEHM Ha BOMJOLLEHWE 3aMbICaa
«[lyrayeBLmnHbI», TO KOANYECTBO Tpareguni
yBeNNUMNoCh 6bl A0 TPEX, N KOMMO3UTOPA «MOXHO
6b110 Bbl CPAaBHUTL C APEBHErPeYecKMMM aBTopaMm»
[11], AnA KOTOPbIX UMEHHO TaKkoe KOJNYeCTBO
npousBeAeHnl ObI10 NPOMNYCKOM Ha 60abLUyHO
CLieHy, UTODbl BO3/eiCTBOBaTbL CBOVM TBOPUECTBOM
Ha 60/IbLLIOE KONNYECTBO NHOAEN.

MpeacTaBaseTcsa, YTo MaclwTabHoOe 3HaYeHne
OMepHOro Hac/ieMa KOMMNO3UTOPa CBA3AaHO C TeM,
UYTO B pe3y/bTaTe U3YyUYeHUs «TOHYaNLKX YepT
npupogbl yenoseka» M. M. Mycoprckuia BbiLien
Ha oblieyesoBeYeckyto NpPobiemMy AYXOBHOM
KM3HU 1N packpbli ee C NO3ULMN XPUCTUAHMHA.
MoapobHO O XPUCTOLEHTPUUYHOCTM? TBOPYECTBa
M. T. Mycoprckoro Mbl roBOPUAN B CEPUM HaYUHbIX
ctater [16, 18, 19, 20 n ap.]. KoHuepTHas nporpammMa
no3sosinna obHapyXuTb 3TO CoAepkaHue nepes
cnywaTtensiMu B camoi My3blke Komro3suTopa. Ho
npexJae 4Yem pacckasaTb O NPakTUUYECKOW YacTu
npoekTa, BblAe/MM [1aBHOE, Ha Halw B3r/aaj, B
onpeaeneHnn AyXOBHOCTU UAN XPUCTOLLEHTPUYHOCTY.

Koraa B nccnesoBaHUAX 3aX0ANT peUb O «TOHKMX
MaTepusix» TBopyectsa M. . Mycoprckoro, BHUMaHue
npuBaeKaeT npexgje BCEro ABONCTBEHHOCTb
CMbIC/IOBOTO COAepXKaHWA, OTpaxkatoLlas B CBOLO
oyepeb ABONCTBEHHOCTb MUPO3AaHUA. YUeHbIMU
AenatoTca BbIBOAbl O B3aMMOCBA3M BUAMMOTO
«CHOXKETHOTO» MUPa U HEBUAUMOTO «HAJCHOXKETHOTO»
UAN O «NapajokKcanbHOW rapmMoHum» gobpa u
371a 1 T. N. 3aMeTnM, YTO NoA06HbIe NPOosABAEHUA
MeTabn3nN4YeCcKkoro CBOMCTBEHHbI HE TOJbKO
XPWCTUAHCKOW KYNbTYpeE, HO 1 BCEM ee OTBEeTBAEHUAM
n paxe Asblvectsy. B cea3n c TBopuectsom M. I
Mycoprckoro o603HaueH 1 601ee TOUHbIN AYXOBHbIN
pakypc — COOTHeceHue ¢ GUbNencKMMMN TekcTamm
BMJOTb A0 LMTUPOBaHMA.

Ho pans onpeseneHna XpUCTOLLEHTPUUYHOCTMY,
Ha Haw B3rAA4, NepevYncieHHbIX CBUAETENbCTB
HeaOCTaTOUHO. «Tbl Bepyelwsb, 4YTO bor eaunH:

1. ToBopuTb 06 aBTopcTBe M. . Mycoprckoro B cBfi3u ¢ one-
pow «Canambo», Kak 310 bblaI0 caenaHo Ha dectuBane «Haw
Mycoprckumin. U3 raybuHsl...» (2024), He KoppekTHo. Komro-
3MTOP OCO3HAHHO He CTan 3aBepluaTb 3aMbicen «Canambo»,
OCTaHOBMBLUMCb Ha Habpockax OTAeNbHbIX 3MM30408. MNpea-
CTaBfAeTCA, 3TO pelleHne 6bino 06yCcNOBAEHO OTCYTCTBMEM
B ctoxxeTe «Canambo» AyxOBHOro COAep>KaHus, BblpaXxkeHne
KOTOPOTO ABAAETCA «HACMOAWUM NPU3BAHUEM XYOOXKHUKA».
MoapobHee 0 AyxOBHOCTV TBOPYECTBA KOMMO3MTOPA CM. ja-
Nlee B OCHOBHOM TeKCTe CTaTbM.

2. TepMuWH U3 CTaTby XyAOXKHVKA, aBTOPa My3blKabHO-MO3TW-
yeckmx nepGopPMaHCoB, MMOHepa MyAbTUMEANINHOTO UCKYC-
ctBa B Poccun. I'. P. Yaxana [25]
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XOpOLUO Aenaellb; U 6ecbl BEPYHOT, U TpeneLyT, —
rosoputca B NocnaHnm anocrona Nakosa, — Ho
X04ellb X 3HaTb <...>, YTO Bepa be3 gen mepTBa?»
(Nak. 2:20). CoBepluaeMoe XpUCTUAHNHOM «/e/io»
— CnaceHue. «HeT HuYero, uto 6bI10 6bI ANA Hac
CTONb XK€ BaXXHO, Kak cnaceHue — C10BO, KOTOpoe
BCEM MPaBOCNaBHbIM XPUCTMAHAM 3HaKOMO U BCEMU
Hamu xenaHHo. CnaceHne ABNAETCA LLeHTPaibHbIM
CMbIC/IOM W T/1aBHOM 3aja4venl Halleln Bepbi»>. B
3TOM, NpeACcTaBAseTCs HaM, COCTOUT U rNaBHoe
onpegeneHve JyxoBHOCTU UCKYCCTBA, B TOM Ymncae
onepHoro Teopyectsa M. l. Mycoprckoro, — B
HaLeNeHHOCTW Ha cnaceHue atogen.

Ka3zanocb 6bl, 0 KakOM CnaceHnn MOXeT UATH
peub, Korga B Tparegmnax «bopuc flogyHoB» n
«XoBaHLUMHa» Ha CLEeHY BbiBeZeHO HeckoHeUyHoe
KOJIMYECTBO UAYLLNX K Tmbean n normbatowmx
Ha rnasax 3putens awogen? [JelcTBUTENbHO,
Mogect MNeTpoBMY Kak HUKTO ApPYro OTKAMKaeTCs
Ha CTpajaHunA «4yesoBeKa W YesoBe4yecTBa» U
TpaHCAMpPYeT UX «B NPAMOM 3dupe» onepHoro
ctoxxeta. Ho oH He 6bin 66l NpaBOCNaBHbLIM
XPUCTMAHNHOM, ecn Hbl COCPEfOTOUNICA TONBKO
Ha 3TOW CTPaLUHOWN CTOPOHE XM3HWU U He yKasan
6bl OOWMA ANa BCEX CMACUTE/bHbLIA NyTb —
XpUCTMaHCKMiA. MyTb 3TOT NposieraeT yepes chepy
[LYXOBHYHO, BHYTPEHHIOHO, @ BOBCE HE COLMa/bHY!HO,
BHELUHIOK, KakK OblNO0 MPUHATO TpakToBaTb B
npeAblayLlemM CToneTun, onpaBAbiBas CoOBepLUeHne
peBoOLUN.

3HatoT 1M 06 3TOM AYXOBHOW COCTaBAAOLLEN
onepHble repoun M. . Mycoprckoro, nam oHu
HaCTOJ/IbKO 3aHATbI YCTPOMCTBOM LLapCTBa 3€MHOTO,
YTO COBepLUEHHO 3abbiBatoT o Llapcteum HebecHom?
«He Tebs OHW OTBEpPranN, HO oTBEpPrAn MeHA Kak
cBoero Laps» (1Llap 7:8) — 3T cnoea morau 6bl 6bITb
anurpapomM ornepHOro TBOpYECTBa KOMMO3MTOpa.
OHM BepHbl B OTHOWEHUUN BONbLWMHCTBA
NMoKa3aHHbIX NePCOHaXeN — «MHANBUAYANbHbIX» U
«KOINIEKTUBHbIX», MO COBPEMEHHON Knaccndukaumm.
Cam KOMMo3nTOp NPeANOXXUA UHYHO Knaccubukaumio,
CBfi3aHHYIO MMEHHO ¢ naeen CnaceHnsa. OH nokasasn,
UTO BCE NOAMN, HE3ABMCUMO OT UX MOJOXKEHMS,
ABNAIOTCA «CNAETHWKaMW» B TOM CMbIC/e, YTO
«MpeacTaBaAstoT cebs ctpaHon Xpucta, CeATOM
Pycbto, a XUMBYT Kak nocnesHue deoganbl n pabbl».
To ecTb BCe MepCOHaXxmM Ha C0Bax cumTatoT cebs

3. Wuwkos, Anekcvia, vepeii. O rnaBHOM Aene XPUCTUAHCKOM XU3-
Hu. URL: https://lavravcheremushkah.ru/stati-i-publikatsii/
propovedi/o-glavnom-dele-khristianskoy-zhizni/ (JaTa 06-
paLeruns 27.04.2025)

«MpPaBOC/aBHbIMW», @ Ha CAMOM Je/le HapyLaroT
eBaHresbCckne 3anoBean BMAOTb A0 yb6uicTBa
B6ANXKHErO, ZaXxe — caMoro uaps.

Ha UCTUHHBIA NyTb CpeAn YYaCTHUKOB AeNncTBUS
B Tparunyeckmx onepax M. . Mycoprckoro
BCTalOT TOJIbKO ABO€, onepbl «bopuc [ogyHOB» K
«X0BaHLLMHa» MOTOMY 1 MOXHO Ha3BaTb Tpareanamu,
4YTO CcrnacaeTtcsa TONAbKO «Manoe ctago»: bopuc —
B NepBOM ornepe u cTpeblbl — BO BTOPON. OHU
npeobpaxatoTcs B npoLiecce AeUCTBUSs, OTKANKAsACh
Ha boxecTBeHHytO Hnarosatb CMUpPEHNEM U
MOJINTBOW, — MMEHHO TaKue CrnacuTeNbHble CTyMeHu
JLYXOBHOW XW3HW, B COracum ¢ ydyeHnem Llepken?,
ykasbiBaeT M. IM. Mycoprckui. [18]

CBOO XM3Hb U TBOPYECTBO, Kak U cyabby
CBOWX OMEPHbIX repoeB — UCTOPUYECKUX
COOTEeYEeCTBEHHMKOB W 3aBUCALLYIO OT HUX CyAbOy
cTpaHbl, Mogect lNeTpoBMY TakxKe BHUMATENbHO

4. O cTyneHsx AyxOBHOW XMW3HW NOAPOOHO pacckasbiBaeTcs B
KHure npen. loaHHa «JlectBuLa v CKpvXKanu AyxosHble» [5].

«3MepsAI» AYXOBHbIMW KaTeropusamMu. «f uenosek, u
MHe ZOCTYrMHbl BCE CTOPOHbI YUENOBEUYECKOM rajocTy,
KaK 1 HEeKOTOpble XOPOLLMEe CTOPOHbI YeoBeYeckme,
— nuuwet MogecT lMNeTpoBUY, — TONbKO AaW
BOJIKO CTPACTAM, Kak roBoputca. He gaBan B 3ToM
OTHOLLUEHUN W He AaM, NokKa CUA XBatuUT»>, Cun
KOMMO3UTOpPa XBaTWUIO Ha YeTbipe onepbl U YyTb
6onee yeTbipex AeCATKOB JIET XM3HMU.

Mo cepge4YHOMY BHUMAHWIO K «4el0BEKY W
yesoBeYECTBY» U AENCTBEHHOW CnacuTeNbHOM
NOMOLLW, KOTOPas 3a/10XeHa B €ro TBOpYeCTBe,
M. Tl. Mycoprckoro MOo>XxHo, HW MHOTFO HU Ma”no,
ynogobute Camomy Xpucty. Mo cioBam cBaTuTens
Anmuntpua Poctosckoro, B 3tom un coctont CnaceHume
— B ynogobaeHunn bory: «obpa3 boxumin ectb 1 B
HeBEpPHOro yenoBeka Aylle, Nnojobve — TOKMO B
XpUCTnaHnHe gobpogaetesbHoM» [3].

5. M. M. Mycoprckumin. I3 nucema B. B. Hukonbckomy (69) LLn-
noso, 15 aBrycta 1868 r.

«XBaTtaTb 3a cepaue»

«YHesosek 8 iecmasuye msopyecmaa npupoos!
cocmasasiem gelcluuli opeaHusm (no kpatiHel mepe
Ha 3emsie), u 3mom 8bicliuli op2aHu3M obiadaem
dapowm c108a U 20/10¢a... Eciu 803MOXHO cmpozo

NOOYUHSAACL XyaoxecmeeHHOMy UHCMUHKMY 8 JjiosJjie

yesio8e4eckUx 20/10C08bIX UHMOHAYuUl, xeamame 3a
cepoye, mo He cedyem iU 3aHAMbLCA SMUM?»
M. 1. Mycopackudi’

1. W3 nucema M. A. banaknpesy (29). Mocksa, 13 aHBapsa 1861 r. [11]

Ha pa3mbiwineHne O JYXOBHOW >XWU3HMU
KOMMO3UTOpa B NPOrpaMmMe KOHLepTa HacTpavBana
3Hakomaa Mogecty lNMeTpoBuuy 6orocnyxebHas
rMMHorpadus. FTHecMHCKUiA aHcambab COBpeMEHHOM
XOPOBOW My3bIKM «Altro coro», Xyf0XKeCTBEHHbIN
pykoBoauTenb U anpuxep — naypeat MNpemun
Mpaeutenbctea PO, pektop PAM nMeHn MHecnHbIx
A. C. PbIXXMHCKMI NpeacTaBUAM KOHLLEPTHYHO
nporpammy «LleaeBpbl pycckomn fyXOBHON My3bIKM
XIX = XX BekoB», C KOTOPOW aHCaMbAb racTpoanpyet
B Poccunm v 3a pybexom. borocnyxebHas
rMMHorpadmsa nposBydana B MHTepnpeTaymm
KOMNo3uTopoB, nociegyrowmx 3a M. IN. Mycoprcknm
nokonenui: N. N. Yalikosckoro, C. B. PaxmaHWHOBa,
M. r. Yecnokosa, B. C. KaanHHunkosa, H. C.
lonoaHoBa. Ha co3gaHue XuTninHo atmochepb!
Obl10 HanpaB/ieHO U UnTUpoBaHune nmucem M. 1.
Mycoprckoro, npeABapsBLLee My3blka/bHble HOMepa.

OTKpbINOCh M 3aBEPLUMAOCH BbICTYNNEeHMNe
aHcamMbna MCNONHEHWEM MNecHOMNEeHWN,
conposoxjaroLmx npurotosneHune Ceatbix [Japos
Ha boxectBeHHON JluTyprun. B Hayane npo3syyano
«Tebe Noém» 1 «[loCTOMHO ecTb» B MHTepRpeTauum
M. N. Yarikosckoro; B 3aBeplieHnn — «Cnasa OTuy
n CblHy», «<EgnHOpoaHbIA ChiHe» 1 «Tebe Noém»
B npouTteHnun C. B. PaxmaHunHoBa. lNMecHoneHuns
Jintyprumn oTkpbiBanu caywatenam AyxOoBHOE
MPOCTPaHCTBO, KOTOPOE C MasibiX JIET CONPOBOXAan0
Xn3Hb Mogecta leTtpoBnua Mycoprckoro.
«PykonuncHble foKyMeHTbl, obHapy>XKeHHble B
Benvikonykckom apxuBe, CBUAETENLCTBYIOT O TOM, UTO
npeaKy KOMMOo3MTopa Mo OTLLOBCKOW U MaTEPUHCKOWM
NVHNAM BBl MPUMEPHBIMU NMPUXOXaHaMU
OANTNTPUEBCKON LiepKBM norocta MowmnBK1HO.
C paHHero Bo3pacTa, BMecTe C poauTenamu,
XOAMAW B LiepkoBb MogecT u ero 6pat ®unapet u,
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KaK 3amnmcaHo B UCMOBEAHbIX POCNNCAX, "Oblin y
ncnosean n Cearoro lMpuuactma”» [13].

MecHoneHus «boropoanue [eBo, pagynca» n
«OT4ye Haw», Nobyanan cnywartenein 6e33ByyHo
noAneBatb Xopy, NOBTOPASA C/I0BO B CIOBO rMaBHble B
XKM3HW KaXA0ro XpUCTmaHHa MoauTBbl. MpouteHuns
C. B. PaxmaHuHoBa 1 H. C. FlonoBaHoBa npw Bcel
KaXkyLLencs NpocToTe 3ByUYaHUs paccumTaHbl Ha
npodeccmoHanoBs, kak 3To U OblIO UCMONHEHO, —
HeBeLLeCTBEHHO TOHKO U B TO XXe BPpeMs HanoJHEHO
rapMOHUAMMN My3blKalbHON NIeCTBULbI, KOTOpas v
aBTOPOB, W UCMOJIHUTENEN, U CayLlaTenen BejeT B
obutenn gyxosHble. NecHoneHus H. C. FlonoBaHoBa
— HeflaBHee OTKpbITMe THeCUMHCKOro aHcambs.
My3sbika Hukonas CeMeHOBMYa caep>kaHHa U BMecTe
C TeM HaCTO/IbKO NMPOH3UTE/IbHA, YTO «TOBOPUTE» O
HeW XoueTcs, B TULIMHE BCMOMMWHas NeHWe, uayliee
«OT CepALLa K CepPALY»: «...1 OCTaBU HaM JOAMM HaLla,
AKOXe W Mbl OCTaBAAEM AO/KHUKOM HaLIUM; U
He BBeAMW Hac BO MCKyLUeHue, HO n3baBn Hac oT
JlyKaBaro».

Konpak akadpucra Nncycy Cnaguanwemy «O
npecnagkuin n Bceweapsin Nncyce» n necHonexme
MonyHowHMLbl «Tebe HEOBOPUMYID CTEHY...
Boropoavue [leBo» Npo3Byyanu B My3biKajbHOW
nHtepnpetauun I. I'. YecHokoBa. Komno3utop
cobpan 6orocnyxebHble TeKCTbl B XOPOBOW
umkn «Bo agHW 6paHun». MNasen MpuropbeBuY Ha
cobcTBEHHOM OMbITe 3HaN O «bpaHu» (bopbbe),
B TOM UuMC/ie BHELUHEN, BNOJHE MaTepuasbHON.
HanomMHuM, 4TO KOMNO3UTOP 6bIN1 MOCAEAHUM
pereHtoM Xpama Xpucta Cnacmutens, nepexmun
yHunutoxeHne Cobopa, UTO OCTAaHOBUJIO B HEM
BO3MOXHOCTb My3blKasbHOro obpalleHus K bory, —
OH MepecTan nN1catb JyXOBHYH My3blKy. Heckoabko
HauBHble B CBETE HAPOAHOW XXaHPOBOCTM XOpbl I1.
I YecHokoOBa 3ByYaT HacTaB/JeHMEM HaM: MMes
XPUCTUAHCKYIO BEPY, KyNbTypy, rocyapcTBo, — Aa
xpaHuM. O nogobHOM eguHeHun rosopua M. IM.
Mycoprckunin: «XXun3sHb ectb 6opbba; 6opbba — cuna,
a cuna — eAnHCTBO, T. €. OBWHOCTb XXNU3HEHHbIX
NHTEPECOB, BOCTOPTrOB, CTPajaHUN N MPOKAATAN
WNCKOHHOMY 3/1y>».

B ApeBHeMWUNX XPUCTUAHCKUX TeKcTax
«eNHCTBO N OBLLHOCTb>» OLyLLATCA 0COBEeHHO
ACHO, KaK ByATO cablwaTcs U3 Heobopumoro
Pas. B ncnonHeHnn aHcambnsa «Altro coro»
npo3By4dann necHoneHuns «CeeTte TUXUIN», «HblHe
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oTtnywaewmn» B. C. KanMHHMKOBa W, MOXET BbITb,
MeHee pacnpocTpaHeHHbIn TekcT Mcanama «Kamo
nonay ot [lyxa TBoero». 3T0 caMble paHHWE B
NCTOPUM XPUCTUAHCKOW KYAbTYypbl TEKCTbI, OHU
nepesaroT TporaTesbHO AETCKMIN Hall BO3pacT
Nno oTHOWeHU kKo Xpucty — K Jlto6Bu. B 3101
My3blke — HeobbIKHOBEHHast HEXHOCTb, CPaBHMMas!
C MaTePUHCKOM Nackomr nam ntoboBbto, B 6OA3HM
obuaeTb MAM paHUTb YncTtoTy vyBcTBa. M. .
Mycoprckomy 6bian 6113kM 06a 3TV COCTOAHMA.
HexxHelwmnm 6bi10 ero oTHoLeHWe K MaTepy KOmm
ViBaHoBHe YunpurkoBon (B ycaabbe eé pogutenei
yuyacTHUKN decTnBans NobbiBann C IKCKypCHen)
M TUWANWUM — OTHOLWEHMNE K «JaNeKon»
BO3/1061eHHOM, Hazexae IBaHoBHE OMOUNHUHOWN.

C OnounHuHbiMKM M. 1. Mycoprckuii oblanca Bo
BpeMsa paboTbl Hag «bopucom» n obcyxaan ceou
naaHbl ¢ Hagexaol ViBaHOBHOW, KOraa 3ayMbiBas
«XoBaHLWmHYy» [21]. H. .. OnounHmnHa 6blna ogHUM
13 camblx NpaBAVBbIX CObeceHNKOB KOMMNO3MTOPa
W UCTVHHBIM LieHWUTENEeM «HOBW3HbI» ero TBOpYecTBa.
«3Ta HOBMW3Ha CTapa, Kak NpapoANTeNbCKUIA rpex»
— rosopua Mogect MNeTpoBuy Mycoprckui
KO/ineram, Korga oHW rnoHavany BOCXMLLANUCh
HeobblUHbIM 3ByYaHMeM ero My3bikn. Cam OH
CTPEMMACA K MHON HOBMW3HE, TakK 1 Ha3blBan eé —
«obeToBaHHas». Mpun3biB Mycoprckoro «k HOBbIM
6eperam!» He3abBeHeH B MaMsaTK NOTOMKOB. Ho
He BCEM M3BECTHO MOJHOE BbICKa3blBaHWE: «MCKaTb
3Tux 6eperos, nckatb 6e3 yctanum, 6e3 cTpaxa u
CMYLLLEHUS», UCKaTb ANA TOro, UTOObI «TBEPAOHD
HOro cTaTb Ha 3emJsie obetoBaHHOM» [11]. Kakas
e OHa — «0beToBaHHasA 3eMAA» UCKYCCTBA?

«Alle BO3MY Kpuie MOU paHO U BCENOCS B
nocieaHnx mopsa, 1 Tamo 60 pyka TBos HacTaBut
M, U YAepXUT Ma gecHuua Teosa» — B xope B. H.
KannHHukoBa, HanncaHHoOM Ha ctuxm 138 lMNcanma
OTBET 3BYyuUuT ACHO. B TBOpUecTBe M. . Mycoprckoro
K OTBeTYy Ha Bonpoc 06 «06eToBaHHOW HOBU3HE»
Hajo NpuUCayLIMBaTbLCA. ITOMY Hblia NOCBsLLEHa
onepHas 3acTaBka PectmBana n3 GparmMeHTOB onep
«bopuc logyHoB» N «XoBaHLWMHa». K ncnoaHeHunto
Mbl NpuUBAEKAN aHCcaMbab «CBETOU» CTyAEeHTOB
Kadespbl XOPOBOrO ¥ CONIbHOIO HAaPOAHOrO NeHUs
PAM nmeHn THeCUHbIX Mo pyKOBOACTBOM CTapLUero
npenogasatens C. HO. benoBoi 1 BeMKONYKCKUIA
KamepHbin xop «KaHT» nog ynpasnaeHunem HO. C.
LLUToHAbl.

«W npucHo BocTtopr»

«...Ecmb moHyaliwiue yepmel, yckoae3arowjue om x8amku,
uepmel, HUKEM He MPoHymsle: NnodMeyams U U3y4ame UX...,
8ceM HympoM U3y4yame U KOpMUMb UMU Yesl08e4ecmeo,

kak 30oposbiM 611000M, KOMOPo20 ewé He npobosasu.

Bom 3adava-mo! Bocmope u npucHo socmopa!»
Modecm Mycopeckuli

1. W3 nucbma B. B. Cracosy (110). Metepbypr, 18 oktabps 1872 1. [11]

V3 onepHbix weaespos M. . Mycoprckoro gas
npeAcTaBAEHUA XPUCTOLLEHTPUYHON KOHLLENLUM
TBOpYeCTBa KOMMNO3uTOpa 6biav BbiGpaHb
TPW 3aKOHYEHHbIX HOMepa. MepBbit — [lecHs
Mapodbl «Mcxoanna mnagelweHbka Bce neca u
60s10Ta» U3 TpeTbero AencTBMA HapPOAHOW Apambl
«XoBaHLWWHa». Bropoin — MNnau Hapoga «Kak koro
Tbl HaC NOKMAaeLb, oTeL, Haw» 13 MNMponora onepsl
«bopuc [ogyHOB», MaayeM 3TOT XOpP MOXHO Ha3BaTb
6narofaps NoKasHHOMY TEKCTY U XapaKTepy Mesonm
[9]. TpeTnin — MoaunTea cTpenbuoB «focnoam, He
fan B 06uay» 13 Tpetbero AencTemns «XoBaHLWMHbI».
Pacckaxem 06 obbeagMHEHUN MMEHHO 3TUX
bparMeHTOB ¥ O Xy0XECTBEHHbIX 3aa4ax, KoTopble
ObIIM NOCTaBAEHbI Nepes UCMOJAHUTENSAMMU.

[MecHto Mapdbl ucnonHmna cTygeHTka TpeTbero
Kypca kadeapbl XOPOBOrO 1 CONbHOIO HapPOAHOrO
neHus, conuncrka aHcambas «Ceetou» ApuHa JbsHoBa
noA akkOMMnaHeMeHT rycasapa, BbinyckHuka PAM
nmeHn MHecnHbix JaHunna PepopkoBa. Ha mecte
3TOW NecHW Mor Obl OKa3aTbCa U APYron Homep,
NpvHaanexaluii Apyromy nepcoHaxy un3 «bopuca
[oayHOBa» N «XOBaHLLMHbI». [NaBHOE 3aK1H0YaNochb
B MCMOJHUTENbCKOM UHTEepRpeTaLmn, KkoTopas
Mo3BO/IN/IA 3@ BO3BbIWWEHHbIMW BblCKa3blBaHNAMM
C NPUBJIEYEHNEM PENUTMO3HBIX accolmaumin,
pa3rasgeTb BHYTPEHHIOK NpobiemMy 6e3ayXOBHOCTH.
B naptum Mapdbl accoumaumn cknagbiBaroTcs B
HaBA3uMBYyo naeto «CnoBHO cBeun boxxnm Mel ¢
TOHOH 3aTENIMMCA...», MOJIOXKEHHAs Ha 3TN CNoBa
Menoansa NoBTopseTcs B onepe «XOBaHLWMHa»
MHOTaX/bl, npuBekas k cebe ocobeHHOe BHUMaHMe.
KoHkpeTunsmpyem noHATHe 6e34yXOBHOCTU.

«Bolas BHUMaHMEM» B XXM3Hb COBPEMEHHOTO
obuwecta, M. IN. Mycoprckuin yBugen, uto atoam
nepectann 6opoTbCs CO 3/10M BHYTPY Cebs, TO ecTb
nepecTtanu XuTb AyXOBHOM XMW3HbIO. BMecTo 3TOr0
OHM BOPHOTCA C BANXKHUMMW, KOTOPbIX 3aNOBEeAaHO
No6utb. IHbBIMKM cnoBamu, Bce MepCcoHaxwu
HapywaroT EBaHrenne. JlykaBcTBO NOgMeYeHHOM
CUTyaL MM 3aK/1OYaeTCs B TOM, YTO HUKTO HE BUAUT

cBoero nagexHusa. Haobopot, 6opbba npoTus
6JNXKHErO BOCNPUHMMAETCS Kak 6opbba co 3/10M,
W AN cunTatoT cebsa UuyTb M He NpaBeHMKaMU
— BCe «npaBocaaBHble» [18]. Takoe 6e3ayxoBHOE
COCTOSIHME CBATbIE OTLbl Ha3bIBAKOT «MPENECTbIO»,
M. M. Mycoprckuii no-HapoAHOMY METKO Ha3Ba
«cnnetHen». CoCTOsHME «YesioBeKa W Yel0BeYEeCTBa»,
BBEPrHyTOro B o6mMaH o cebe nyywem 1 notomy
rybsiliero 61MXXHUX, 1 Obl1I0 NOKa3aHo B Hayane
KOHLLEePTHOM 3acTaBku Ha npumMepe MNecHn Maposi.

LWecTb KynneToB Mbl pasfennam COranacHo
cozepxaHuto. B nepeoi yactu (1-3 kynnetsbl), rae
MOBECTBYETCA O NOTEPSABLUEN CBOETO BO3/H0OAEHHOIO
Hec4acTHOM «MaaélleHbKe», HeBOIbHO BO3HMKAeT
Cco4yBCTBME K repouHe. lNoBecTtBoBaHne Mapodbl
He HajpbIBatOT AyLly, @ MPOU3BOAUT BreyvatieHne
CMOKOWHOTO Pa3MbILLIEHUS, UTO MOXHO OOBACHUTb
ee BHellHel «He3106UMBOCTbIO» U TOTOBHOCTbIO
npetepnesBaTb paawn Nt06BM — «MCKON0NA BCE
HOXeHbkn». COOTBETCTBYIOLLE 3By4Yaa B 3TUX
KynjieTtax W rofoc neBuLbl — KakK COrpeTbli
COJIHEYHbIMM Jly4aMK KIHOUYEBOM UCTOYHMK. Hameyast
nepesoXeHne OpKeCTPOBOro akkoMnaHeMeHTa A/1s
MCMONHEHWA Ha FYCAAaX Mbl MOCTapainNCh COXPaHUTb
NPUHLUMNBI OpraHM3aumn GakTypbl, Kak OHMW
3afyMaHbl KOMNO3UTOPOM. B npo3payHoi kynaeTHO-
BapwvaLoHHol dopMe dakTypa TPaAULUOHHO UMeET
60/1bLLOE Bblpa3nTe/ibHOE 3HaYeHMe.

B nepsom kynnete «/lcxoanna mnagélieHbka /
BCe siyra u 6on10T1a; / BCe nyra u 6onota; / Bce nyra
1 6051073, / a N BCe CEHHble NMOKOChI» TYCAAP BTOPUA
Menoaumn necHu ¢ gobaBieHnemM rapMOHUYECKMX
Kpacok Ha CUAbHYIO JOAt0 TakTa. Bo BTopom
Kynnete «/lctontana MnagelleHbka, / nckoaona
A HOXEHbKW, / BCE 3a MUABLIM pbiCKaroun, / aa un
JINX ero He MMaroum» rycam B CUNY TEXHUYECKMNX
XapaKTePUCTUK He CMOTAN CnesoBaTb aBTOPCKOMY
XpoOMaTMUeCcKOMY MOAr0A0CKY, HO Uaes CMHKOM,
COOTBETCTBYHOLLAA «MCKONOTbIM HOXEHbKaM»,
Oblia coxpaHeHa C NONpaBKOW Ha paclwupeHve. B
OpKecTpe CMHKOMa faHa BHYTPU J0aN (Ha «u»), B
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nepenoXeHnn NPULLNOCL ANA UCKAHOYEHWNA CyeTbl
ABVXXEHWUIA 1 C YY4ETOM PE30HUPOBAHMNSA NOCTaBUTb
CUHKONY Ha cnabble fonn TakTa (Ha 2 n 4), To ecTb
3amMea/InTb akkoMnaHeMeHT. B TpeTbem kynaete.
«YX Kak nogkpanacb MnajelleHbka / KO TOMY
NN KO TepeMy, / yX A CTYK NoJ OKOHUe, / yX A
B6psK BO 3BEHsLLE KONIEYKO:» FYCAU MOoANeBaun,
nerko aybampya MenoAuto, co3aaBas oLllylleHne
OCTOPO>XHOIO HEFPOMKOFO «MOAKapanachk... CTyK
... BPAK».

Bo BTOpow yactn MecHn (4-6 kynaeTbl) obpas
Mapdbl M3MeHseTcsa, CTAaHOBUTCA NPAMO CKaXeM
CTpaLUHbIM, Aaxe 31biM. C camMoro nepsoro caoBa
yeTBEPTOro KynsieTta «BcrnoMHuW, MpMNoMHW, MUION
MoWn, / ax, He 3abyab, kak 6oxuaca; / MHOTO 1
HOueK Npomasfacbk, / BC& TBoel an 6boxbomn
ycnaxgarouncb» — ByATO APYron yenoBek Noér.
He «6psk, cTyk, nogkpanacb», He pacTepsAHHbIN
HEeXHbIN nckaTenb «3abayamBLIErocs» XXeHuxa, a
XNaZAHOKPOBHbIN 06BMHUTENL! TOUHO OTBETMAA
COCPesOTOYEHHOM CAEPXKAaHHOCTLIO FO0Ca Ha UHOM
XapaKkTep repovHN CONNCTKa — UCMOAHUTeNbHMLA
naptun Mapodbl! TEMHOe BOIHEHME 3ByYaHWIO 3TOro
Kyrnieta npuaano TPeMoa0 Kak OCHOBHON npuem
aKKOMMaHeMeHTa B MapTum rycien.

«Ha nonax» MOXHO 3amMeTUTb, 4YTO [lecHsA
Mapdbl npeatevelt nmeet cueHbl HaTtawwm
n3 onepsbl «Pycanka» A. C. [JaprombI>XXCKOrO.
Hanpumep, HanomuHaHne Mapdbl «He3abyap, kak
6oxxunca» Hacnegyet HaTtawmHoMy «a HeboCb UM
BOJIbHO M/akaTb U 6OXUTbCA Ham B t06BU!» 1 ap.
Mapannenb TOUYHa He TO/IbKO B OTAE/bHbIX CLIeHaX,
HO B CTpoeHMM obpasza ¢ PUHaNbHbIM HaMePEHNEM
OTOMCTUTb OBUAUNKY, YTO U MPOUCXOAUT B 0benx
onepax [17]. MNMpeBpaTtneBwanca B Pycanky Hatawa
obMaHOM 3aBaeKkaeT BUHOBHMKA CBOMX beg, B peky.
«ObMmaHyTas cTpacTbio» Mapda, kak roBopu o CBOW
repovHe M. . Mycoprckunin, cxuraet kHa3a AHApes
B MOJIeIbHOM AoMe. B oTanume oT 0g4HO3HaYHOCTM
HaTaww, kotopas nrobut, n Pycanku, kotopas
HeHaBmanT, Mapda (kak n gpyrmne nepcoHaxu M.
M. Mycoprckoro) cTpallHa yBepeHHOCTbIO B 1H06BM
K 6AMXKHEMY, NMPOTMB KOTOPOFrO OHa BPaXcayerT.
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MAaTbI KynaeT «Pa3ntobun Tol MAajELLeHbKY, /
3arybun Tbl Ha BOAKOLLKE, / Tak Mouyellb B HEBOJE
37101 / ONOCTbINYHO, 3Ny PACKONBHULY>» TYCAn
noaAep>kanm rMMHUYeCcKUM bpsaLlaHbeM, rosoc
NCNONHUTENbHNULbI 3ByYan BennyectseHHo. Ho
«He O CnaBe yaanon bpauann CTpyHbl 30/10Tble»,
kak y M. V. Tannkm n A. C. TywknHa B «PycnaHe
n Jltoagmune», a 0 rybuUTENbHON cuae yBEPEHHON
B cBoel npaBoTe Mapdbl. [loueMy oHa — «3n1aa»
obbacHsAeTca B LLlectoM kynneTe «6. CNOBHO cBEUM
Boxue, / Mbl ¢ Toboto 3aTenanmcs. / OkpecT bpatbs
BO MAameHw, / 1 B AbIMY, 1 B OTHe / AyLUN HOCATCA».
OTOT OUHANBHBIA KYyNAeT NPUHATO UCAONHATb
O4eHb CBeT/O, Aaxe 61aroroBeHo, Kak HeKkoe
OTKPOBEHWE. YAMBUTENIBHO, KaK MOXHO nepenyTaTb
BbIXOAALLME 3a Npejenbl pa3yMa U CMepTenbHO
onacHble ansa 6anxkHero MmeutaHna Mapobl c eé
AKOObI MPOPOYECKMM AapomMm!

MocneaHNN, HaMONHEHHbIN «CBEYHbIMWU>
raaatounHaumamMmm KynaeT, rpaHnyunT ¢
OZepP>XXMMOCTbIO, HECMOTPSA Ha cioBa: «boxwe...
3aTenanmcs... bpatbs... gywu...». Ero ncnonHeHune
Ha KOHLepTe-OTKPbITUN HEe COCTOANOCH, HblN0
OT/IOXEHO Ha TO BpPeMs, Korga CTpalHbli obpas
repovHun, KoTopbin TpebyeTcsa co3gaTb B 3TOM
KynieTe, He ByeT onaceH FOHOM NCMONHUTE/IbHULLE
napTun, «NPOXMBaBLUEN» KaXA0e COCTOAHMUE.
ObnagaTenbHULA YANBUTENBHOTO rosioca ApuHa
[baHoBa B NecHe Mapdbl npeacTaBmna caywaTento
«4YesloBeKa U YesloBeYeCTBO» BO BCEW «NpaBfe, Kak
6bl HY BblNa CONOHa», CMEeNIO OTKPbIB H6€34yXOBHOCT,
OT KOTOPOW HEOBXOAMMO MCKaTb CraceHus.

CraHoBAEHME Ha CNACUTENbHBIN XPUCTUAHCKUIA
nyTb HbII0 NOKa3aHO B fBYX CEAYHOLLIMX HOMEpPaX
onepHou 3actaBkn — B MNnaue Hapoga «Ha koro
Tbl HaC NOKWAaelws, otew, Haw!» n3 lNMponora onepeol
«bopuc NogyHoB» 1 B MoauTBe cTpenbLoB «focnoau,
He Aan B obuay» 13 TpeTbero gencTems onepsl
XoBaHLWMHa».

«Puskon ogeroe...»

«Kmo 8 wénome pobkom npupodsi Ub 8 2pO3HOM eé
onosi4eHsU Yenogeka Yyem, Kmo e ménsiom 3akame,
CK803b ObIMKY MYMAHHYH0, 8 cmponmueoli nobexke
nocnedHee 06s1a4ko po3osoli pu3koli odemoe 3pum u

Mepewjumca: mo OHOCMb Jlemy4as, Mu2 CHCmMos
nposnémHozo, a mam beclabawHas Ho4Yb
HenpoesaoHas, u ckopbe, U CMAMeHUe...».

M. I. Mycopeckudi

1. W3 nucema A. A. ToneHnwesy-Kytysosy (122). Metepbypr, Houb ¢ 28 Ha 29 utoHa 1873 [11]

B onepHon gpamatyprum M. M. Mycoprckoro
KY/IbMWUHaLMOHHOM MOXHO Ha3BaTb HEOHXOAMMOCTb
MOJIUTbCS, Mepes KOTOPOM NOCTaBAEH KOMMO3UTOPOM
KaXkAbI NepcoHax, He3aBMCMMO OT MOJIOXKEHUSA B
obLlecTBe, KOANYECTBA My3blKaJlbHOTO BPEMEHMU,
KOTOpOe 3aHMMaeT ero naptua u Ap. Noasoaawmm
K MOAMTBE MOKa3aHa, B CBOKO oyepesb, NepBas
CTYNeHb AYXOBHOW XMU3HU — cMupeHme [5, 15].
MonuTBa — 310 ObpaLleHue k bory, BocctaHoBAEHME
JAYXOBHOrO 06LeHMs, ANs1 KOTOPOro YenoBek 1 Obin
co3paH. CM1peHve — BMAEHWE CBOErO N1avyeBHOro
COCTOfIHUA, KOTOpOoe nobyxpaaeT yYenoBeka
0bpaTnTbhca 3a nomouwbio K Cnacutento. Pyka o6
PYKY CMUPEHUE 1 MOAWUTBA FOTOBbI NMPOWTH CKBO3b
napTuu Bcex repoes. Ho He BCeMM OHM OKa3blBatoTCA
y3HaHbl, He BCe repoun Ha HUX OTKAuKatoTcA. B
3acCTaBke KOHLepTa Mbl OCTaHOBMANCL Ha obpa3ax
ropoxaH MockBuuyein 13 onepbl «bopuc NogyHos»
N BOMHOB CTPE/bLOB 13 «XOBaHLLMHbI».

MoanTBy CTPENbLLOB MOXHO OblIO NOKa3aTb B
KOHTEKCTe, B KOTOPOM OHa AaHa KOMMO3UTOPOM
— B TpeTbeM AeNCTBMM ONeEpPbI, r4e eMKO U APKO
0603HaueHbl Ba UCKOMbIX COCTOsIHUA. MoanTBON
3akaHuumBaeTcs TpeTbe gernictBne. OHa 3BYyUUT
nocse obpalleHns K CTpesibLiaM KH351 XOBaHCKOro,
OTKa3bIBaOLLLErocs «BeCTn» CBOUX MOAYMHEHHbIX
«B BOM» N OTChINIAKOLLETO UX «B JOMbI» XJaTb
«CyAbObl pelleHbe». XOBaHCKUI ANA CTPe/bLOB
— 60r, KOTOpbIi CBOUM MHUMbIM BeINYNEM
3actunaet bora VIcTMHHOro. To/IbKO OCTaBAEHHble
CBOWM 3eMHbIM «HaTel» CTpesbLbl OKa3biBatOTCA
cnocobHbl obpatutbecsa k OTuy HebecHomy. Tak
M. T. Mycoprckuii nokasbiBaeT O4yxOTBOpPeHME
cTpenbUoB B MoanTe. 3gech e B PuHane TpeTbero
[eNCTBMS MOKa3aHo U NpeJLUecTBYOLLEee COCTOsIHME
— cMupeHne. OHo 0603HaueHo B «llecHe cTpesbLoB
o cnneTtHe» [20].

baba-cnieTtHs, kak y>xe 6b1710 3aMeUeHo, 3TO No-
HapoAHOMY MeTKunin obpa3 obLieyenoBeyeckoro

obMaHa: «boinTech, 60TECh, MONOALLbI, CIAETHU
6abbl 3/10A-NPE3/I0W, UTO FPO3UT TO NX BEAON, UTO
Ka3HWUT BeCb pog ntoackor». CTpenblbl Ha3biBaroT
CnaeTHMKaMM noo4vyepesHO BCEX YUYaCTHUKOB
AencTBUA, a nepes TeM obanyeHbl camMn —
cob6CTBEHHbBIMM XeHaMn. B LenomM nokasaHHoe
M. 1. Mycoprckum BugeHue rpexa («CnaeTHu») n
peLrMocTb 6OPOTLCA: «CMAETHUL, CNIETHUKOB —
Ha cya!» cyTb NpU3HaKyM cMUpeHnus. Npasaa, Kak 3To
ObIBaeT 1 B XXM3HW, PELUMMOCTb MPUBOAUT CHavana
K owmnboyHomy obpatlueHunto «bats, 6aTts, BbIigM
K HaM... Bean Hac B 6oi». Ho koraa XoBaHCKUM
OTKa3bIBaeTCA MOMOraTh, MPONCXOANT eCTECTBEHHOE
nepeHanpasaeHue: «Focnoan, He Aali Bparam B
0buay 1 coxpaHun Hac 1 JOMbI HaLLW MUAOCEPAMEM
TeonM»,

Takum obpazom B puHane TpeTbero fencrems
«XOBaHLWMWHbI» B NapTUM CTPE/bLIOB NOKa3aHbl 06e
HayafbHble CTYMNEHN JYXOBHOW XM3HU — CMUpPEHWE
1 MonnTBa. M3 H1X B ONepHON 3acTaBke KOHLLepTa-
oTKpbITMA PecTmBana Npo3ByYana T01bko MoauTea.
O cMupeHun CcBUAETENBCTBOBAA ApYyras My3blka, a
nMeHHo Nnay Hapoaa «Ha Koro Tbl Hac NokMAaeLlb,
oTel Haw!» n3 Mposiora onepsl «<bopuc NogyHoB».
Takoe 3ameLLeHNe HOMEPOB YAMBUTENBHO BO3MOXHO
6narofaps e4MHOM XPUCTOLEHTPUYHOM KOHLLeNLnm
obeunx onep. MNpaBaa, cTeHaroWmii Hapog, B «<bopuce»
He NoAHMMaeTca A0 MOAUTBbI. BCMOMHMUM, UTO Ha
obpatyeHue LLenkanosa «ko locnogy cun npunagem,
npaBocaaBHble!» BCe olapalleHHO MoaYaT, He
MOHMMas, Yero Xxouet OT HUX JyMHbIA Absik. A xoueT
OH MOAIUTBBI, OT KOTOPOW HapOJ, OTOLLEN HAaCTONbKO,
YTO He MOHMMaeT NPOCLObI; BCE Ha YTO cobpaBLUmecs
crnocobHbl 310 naav [15].

B ncnonHeHnmn xopa «Ha Koro Tbl HaC NOKMAaeLlb,
oTeu, Haw!» rnaBHOe ANA HAC 3aKNHOYaNoChb B TOM,
YTOObI OTKPbITh XXaHPOBYH OCHOBY — MJ1ay, MOTOMY
UYTO UMEHHO 3TO CBUAETE/NbCTBYET O CMUPEHHOM
coctosiHum aywn. CornacHO UCTOYHUKOBEAYECKUM
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pa3sblCKaHWsAM UccaeoBaTeNiell Xop HanmcaH no
nofobuto NokasHHOro AyxoBHOro ctuxa [9], 1o
eCTb 3TO AENCTBUTENBHO MJayd O CBOWUX Fpexax
npeg naywmm Ha ctpagaHma Cnacmutenem. «[pwn
CTPALLIHOW CKYAOCTW HALLEro BPEMEHW B HAaCTaBHMKaX
NCTUHHOW MOMINTBbLI, — NNCan cBATUTENb VrHatuin
BpsHuyaHWHOB, — n3bepemM cebe B HaCTaBHUKN U
pykoBoautenn naad. OH Hay4nT MOAUTBE 1 COXPaHUT
OT caMmoobosbLeHua» [4]. Mnay NCKPEHHUN —
TakMM Mbl XOTeAn nokasaTb Xop «Ha Koro Tbl Hac
nokmnaaellb, otel Haw!». B 3ToM caMbIM CNOXHbIM
A5 UICNONHUTENIEN BbINO OTPELUNTLCA OT 3amnaBLUero
B NamMsATb OOLLENPUHATOrO 3ByYaHus.

Kak 1n3BecTHO, Hapo4, TO ecTb MOCKOBCKME
ropoxaHe B [lposiore nNorT «W3-Noj naakun»
MpuctaBa. OHM NofYepKHYTO 6e3pasIMUYHO
MPOU3HOCAT TEKCT, JaXKe He MbiTasgCb CNOXMUTb
Cnorn B CNOBa, a c10Ba — B 0b6AyMaHHbIe
npeanoxeHus. bosee Toro, ckBo3Haa caorosas
pa3apobaeHHOCTb TekcTa («Ha KO-ro Tbl Hac no-
Kn-aae-ellb, O-Tel, Haw!») OTCbIIaeT He TONbKO K
6e3paccyACTBY MOOLLMX — OHM 3abblIN O AYXOBHOM
NMPOUCXOXAEHUN UCMONHAEMOrO, HO U co3jaeT
KomMmnueckmit addekT, B UCTOPUMN ONEPHOro XaHpa
HeCcnocobHOCTb LIeSIOCTHO GOPMYINPOBaTb MbICAN
CBOWCTBEHHA MMEHHO KOMMWYECKUM NepcoHaxam. Ha
KOHLLepTEe Mbl OTKa3aiMCb OT TAKOrO «3aHWUXXEHHOro»
3BYyYaHWsA U MPUHYANTENBHOIO CTOSIHUS Ha KOJIEHSX.
Haww pebsTa neau ctos, CeetnaHa FOpbeBHa benosa
BbICTPOWAA UCMOAHUTENEN — YYaCTHUKOB aHCaMbs
«CBeTOY» B HECKOJIbKO JIMHWNIA®. XOPpUCThI BbILLIM Ha
CLLleHy Kak Ha 6uTBy...

[ns «pacumcTkm» xaHpa Mbl 06paTUAN BHUMaHWe
Ha BONIHOO6pa3Hoe CTpPoeHme Menoanyveckmx dpas,
XapakKTepHbIX UMEHHO AAf MNJada: B3jeTatolee
N 3ajepXuBatrolleecs Ha BeplwuHe U janee
cB0b60AHO cnajaroulee AsmxeHue. na 6onblien
ybeaAnTenbHOCTU, COOTHECIN aBTOPCKMA TEKCT C
ayTeHTUYHbIM Naavem, opneHTUpyacb Ha «Ckasky C
npuunTaHnaMmn «Jes v ancax, 3anmcaHHyro B 6113Kon
poaHbIM MectaM M. I1. Mycoprckoro aepesHe (aep.
JNlyroBuHo, YcBaTcknin paoH, MNMckoBckas ob6aacTb).
Co Cka3koi nosHakoMuia MeHs Mpu NOAroToBKe
MHecnHckoro ¢dectmeana M. M. AMupxaHaH —
pykoBoguTens onbkaopHoro aHcambas «3apsHuua»
AMLL nm. M. T1. Mycoprckoro us ropoga Beaunkue

6. C.HO.BbenoBa noceATUAa OMbITY y4acTna B NpoekTe «[HecnH-
ckoro ¢pectnBans “[nanor Ha poguHe komnosuTopa” Mogect
Mycoprckmin 2025» HayuHyto cTaTbto «OTpaXkeHne aBTOPCKOM
MY3bIKM B UCMONHUTENBCKON NPaKTUKE HaPOAHO-NeBYeCKOo-
ro KoaNeKTMBa: Ha npumepe ¢pparmeHToB onepsl M. 1. My-
coprckoro», pykonucb 2025.
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Jlykn. Ha mockoBckoMm koHuepTte ®ectmans 15
MapTa B My3blkanbHOW rocTuHol goma LLlyBanosoi
PAM nmeHn THecnHbIx «CkasKy C MpUYnTaHNAMM»
MCMONHWAA CONNCTKA 3TOro aHcambas, Kak u eLyé
O HO CreLmanbHO MOArOTOBEHHOE NCKOBCKMMM
neceHHUUamu «fonoLeHne Ha KyKyLLKy». [naveBbli
aKLEeHT MOCKOBCKOFO BbICTyMNNeHUs co3gan
>XaHpoByto H6a3y HawmM nomckam B xope «Ha koro
Tbl HAaC NOKMAAELb, OTel, Hal!».

KpaTko 0603HaumM, Kak peLianacb NocTaBaeHHas
3asava. B xope Mbl Bbigenmau WecTb nNaaveBbIX
BOMH'. O OTHOLWEHWUIO APYT K APYry OHMW
npeACTaBAAOT BapuaHTbl. HekoTopble 13 HUX
CBSi3aHbl C «3aXBaTOM»® HOBOW BEPLUMHBI, UMEIOLLEN
bYHKUMIO KybMUHaLMKN, 0COBOro CMbICIOBOTO
aKkueHTa. B nepBoit cTpoke xopa — 13 3By4allyx Ha
BEPLUMHE CN10B 6bl10 aKLLEHTUPOBaHO MeCTOVMeHWe
«Hac»: «1. Ha koro Tl HAC nokupaelub, otel,
Halw!». B 06LWenpuHATOM UCMONHEHWM, HAMOMHUM,
BbIAE/IAN0Ch BOMPOCUTENBHOE CIOBOCOYETaHMe
«Ha Koro». BHnmMaHue notowmx Kk cebe — «Hac»
— XapaKTepHO A/ NOKasiHUA, B 3TOT COCTOAHWUM
yenoBeK CMOTPUT rnyboko B cebs, 3aMumpas oT
YBUAEHHOTO... «<Hac» Mbl akLeHTMpoBanu dbepmaton,
K KOTOpON nogownn 6e3 NpuHATbIX Ha KaXA0oM
cnore akLEHTOB, O KOTOPbIX Y>Ke LWwaa peyb. Tak
«cobpanv» MeNoANKO-TEKCTOBYHO CTPOKY B BOJIHY
nnava. Mpo3Byyano BbIpas3nMTesbHO Y MOHATHO.

Mpwn BapMaHTHOM MOBTOpPE MEeNOAUU BO
BTOPOM CTPOKe «2. AX, Ha koro-ga Tbl octaBaseLb,
POpuMbIin!» 3axBaTbiBaeTCs HOBas B CPaBHEHWM C
MepBOM CTPOKOM BepLluMHa. Mbl 06paTvamn Ha 3To
0CobeHHOe BHMMaHWe, YTobbl 1 CyLlaTesib OCO3HanN
obpalLeHne — «Tbl», Kak 60s1ee BbICOKUI CMbIC/IOBOM
ypoBeHb. Bcneg 3a KOMNO3MTOPOM BblgeNUAN
3aMefNIeHNEM UM HOBYIO BEPLUMHY «Tbl» U Ty, YTO
y>e bblna, — 3jeCb OHa NpuULLAack Ha Hayano cloBa
«PO-AMMBbIA». BapnaHTHOe NponeBaHne BbIPa3nmaoch
ewe n B TOM, YTO 0be BepLlWMHbI OTMEUEHHbI
WHTOHALUMOHHbBIMU «BCXAMMNAMU» (HUCXOAALL A
cekyHgaa). B cnoee «po-agnMMbIA» 13-3a 3TOrO
HEeoXMNAaHHO HapyLIWMIOCh AnTepaTypHOe yAapeHue,
fa v My3blKaibHOe TakTOBOE — MepeHOC0Ch
Ha cnabyto foat0. OTO NPUAAN0 UCMONHEHUIO
NpaBAMBOCTb: OTKYZAa W3BECTHO, Ha KakoM C/iore nau
Jone TakTa «pa3bepéTt» CNé3Hoe BCXIMMbIBaHME?

7. [na HapoaHoro coctaBa bbina nepenoxeHa TONbKO YacTb
XOpa, a UMeHHo, penpu3a.

8. B TpaaVLMOHHON HEBMEHHO 3aMnCU PyCcCKOro LLePKOBHOTO
MHOrOroIoCus BEPLUNHY pacneBa NPUHATO obo3HauaThb «3a-
XBaT».

B TpeTtbelt cTpoke «3. Mbl Teba CUpoOTHI
NPOCUM, MOAUM, CO CAe3amMu, CO FrO-pPro-Yn-Mun»
BblAENNAN Hayano C/A0Ba «CU-POTbI», a fanee
YCUAUAW CNOTOBbIMU aKLLeHTaMW npuaaraTesibHoe
«CO FrO-pro-umn-Mu». Tak e B YeTBEPTOM CTPOKe
«4. CMmunyics, cmunyiica, BO-a-puH 6a-Trow-ka»
BbIAENNAN CNOBO «BO-SPUH» U C PacCTaHOBKOM
nponenn «b6a-Trow-Ka». 34eCb >XXe HauMHarTCA
NOBTOPbI C/N0B, Apobsalwme BoAHY naadva. OHU
HaMOMMHalOT 3X0 — AaNeKo NeTAWMIA Bo3raac u
ero oTpaxenue: «<CMUAyics, cMUAyica». B natoi
cTpoke apobneHne npogonxkaercs: «5. Otew, HaLy,
oTey, Haw. Kopmunel, kopmunel». MNepsoe cioBo
B Nape pebATa CMONHAAW APKO, MPY NepeNoXeHNm
ANS HapoAHOro aHcambsa CeetnaHa HOpbeBHa
npeanoxuna otTaaTb HavasbHble C/10Ba XXEHCKUM
rosiocam, a NOBTOPAOLLEECs CNOBO MOAXBaTbIBaAM
TWLLIE B HUXXHEM PErmcTpe My>ckue ronoca. B uenom
NoAy4YnaoCh TpY APOOHbIE BOAHBI — «CMUAYICS...»,
«Ortey, HawW...», «<KopmMuneL...».

HakoHeu, B wecrtor ctpoke M. . Mycoprckuit
elle 60nee N3MebYaeT BOHbI Maaya U UCKNOYaeT
CNoBa, OCTaBAAA BOMJb Ha 3ByKe «a». Mbl
06BbeAVHMAN MapKMPOBaHHbIe 3BYKW B iBE BOJIHbI, MO
TPW KBapTO/IM B KaXA0M 1 3aKOHUMAN COBUpaHneM
rOJIOCOB B TOUKE, KOTOPYHO MO OTHOLLEHWUHO KO BCEM
OCTa/IbHbIM BEPLUMHAM MENOANYECKUX CTPOK, MOXKHO
0603HauUNTb KyIbMUHALMOHHOMN: «6. A-a-a-a / a-a-
a-a/a-a-a-a// A-a-a-a/a-a-a-a/a-a-a-a// A». Ha
3TOV BepPLUMHE B 3BYyYaHWMW HaNpPAXEHHON MUHOPHON
rapMOHWM OCTAaHOBUNOCH LLIUTUPOBaHME XOpa
«Ha koro Tbl Hac nokmaaews, otel, Haw!». CTpax
B60OrooCTaB/NEHHOCTU («MOKMUAAELLb») CMNACUTENBHO
cmeHunacs Moanteol «focnoan, He Aall Bparam B
06unAy v 3amUTN HAC U JOMbI HalLW MUaoCeEpANEM
Teoum». C Moanteoii 6e3 npomeaneHmnin — at-
tacca subito — Bctynua KamepHsii xop «KaHT»,
KOTOPbIN HaXOAWACA Ha CLIeHE BO BPEMS UCTO/IHEHUS
npeaplayLwmx 4Byx HOMepPOB.

[na «KaHTa» ncnonHenve MoanTebl CTpeNbLOB
— cobbiTne ocobeHHoe. [Ana nporpammbl

IHecnHckoro dectnBans My3blkaHTbl BOCCTAHOBUAN
dparmeHT HapogHol gpambl M. . Mycoprckoro,
KOTOPbIA HECKOAbKO AeCATUAETUA Ha3ag 6bin
CUMBOJIOM ZyXOBHOW HanpaBAeHHOCTU TBOPYECTBa
KONNIeKTUBa, B TO BPEMA XOPOM PyKOBOAMAA ero
ocHoBaTenb n anpwxep T. M. llyako. Moauntsa
B MporpamMmme BbICTynieHn «KaHTa» BO Bce
BpeMeHa CBMUAeTeNbCTBOBaNa O MOHUMaHWK ero
y4aCTHMKaMM XPUCTOLEHTPUYHOCTM TBOPUYECTBa
M. . Mycoprckoro, o KOTOpPO Ha POAUHE
komno3uTtopa B Beankmx Jlykax cBngetenbCcTBoBan
nucatenb, YneH cotosa nucatenen CCCP, yuacTHuK
nepBoro xopoBoro coctaBa «KaHTta» H. C. HoBunkoB.
B HbIHewHeM KoHUepTe MoanTea ncnoaHanack «no
pyke» tO. C. LUToHABI.

B kHure «Moantea Mycoprckoro» Hukonati
CTenaHoOBWY MPUBOAUT YAUBUTENbHbIN akT,
KOTOpPbIV COOBLLMA eMy He3aBBEHHbI NCNONHUTENb
naptum bopwca, conmct bonbluoro Teatpa, HapoaHbli
aptnct CCCP E. E. HectepeHko. Peub naet o Tpagunuum
6bucmpoBaTtb Moantey 13 TpeTbero AencrTeus
«XOBaHLWMWHbI», CAOXMBLUENCA Yy 3apybexxHomn
nybavkn onepHbix TeaTpoB. Kazanocb 6bl, 4TO 3a
«Xop», 06bEMOM CBOMM COOTBETCTBYHOLLMI 3ajauke
no rapMoHun? Ho KakoBO ero cnacutenbHoe
cofepXaHue, ecim OCTaHOBUTLCA B NPUOBLLEHNN
K MonnTBe He MOryT cayLlaTenn pasHbIX CTPaH U
nokosieHwi: «focnogu, He Aain Bparam B obugy u
3alMTM HacC 1 AOMbl HaWW MunocepamemMm TBonm»!
B cpaBHeHMe ¢ 31O MOANTBOM He UAET HU OfHa
apyras, kKpome obpatieHus k bory bopuca logyHoBa
13 NepBOW OMepHOM Tpareanmn komnosutopa [18].

CnacutensHoli Moanteor 3aBepLumnaach 3actaBka
KOHLepTa-oTKpbITUa PecTBans, U fanee Kaxabli 13
YYaCTHUKOB OMEPHOro 3KCnepumMeHTa NpeAcTaBm
CBOI Hebosblyl Nporpammy B Aunanore c
TBOpYecTBoM M. 1. Mycoprckoro v gpyr ¢ 4pyrom,
NOTNYHO NoaBeasa K BbICTYMN/IEHUIO THECUHCKOro
aHcamb15 COBpeEMEHHOM XOPOBOW My3biku «Altro
COro», 0 KOTOPOM LA peyb B Havane cTaTby.

141



«[lenaemoe MHOIO NMOHATO»

«...0anbue, ewe danvlie 8 nymos 0obpesil; denaemoe
MHO NOHAMO; ¢ 60/IbLIUM pBeHUeM K HogbiM bepe2am
noka 6e3bpexHozo uckyccmsa! Vickame smux 6epez0s,

uckame 6e3 ycmasnu, 6e3 cmpaxa u cMyujeHuUs u
meepdoro HO20H cmame Ha 3emse 06emosaHHoU —
80mM 8esIuKas yenekamesbHAs 3adaqal»

M. 1. Mycopackudi’

1. W3 nucbma J1.U. Wectakoson (251). AnTa, 9 ceHtabpsa 1879 r. [11]

B BbicTynneHnn xopa «KaHT» ocobeHHoe
BHMUMaHue 6blno yaeneHo TBopuecTtBy . B.
CeupugoBa. VicnonHeHue coumHeHuin Feoprus
BacuibeBuua psgom ¢ Myssikoit M. . Mycoprckoro
NPOM3Be/IO Ha MEeHSA BrevaTaeHne eLe npu nepsom
3HakomcTBe ¢ «KaHTOM» — Ha My3bIKaabHOM
npasgHuke MexayHapoAHOW KOHbepeHLMM
kK 185-netnro M. . Mycoprckoro (Bennkune
Nlykun, 2024). Ha Hawem KOHLUepTe nporpamma
«KaHTa» npejcrana B COKpalleHHOM BapuaHTe
n 6bina noaaep>kaHa ymtatamu 13 nucem M. M.
Mycoprckoro n gHesHukos . B. CBupugosa,
KOTOpble Ha PacCTOAHUW CTONETUA OBHapyXuBaroT
«@[MHCTBO, T. €. OBLHOCTb XXM3HEHHbIX MHTEPECOB,
BOCTOPrOB, CTPaZaHWi N NPOKAATUI UCKOHHOMY 3/1y»
[11]. B3rnag KOMNO3MTOPOB Ha NpejHa3HayeHne
NCKyCCTBa Takxxe coBnagaeT: «Pycckaa aywa, —
nucan I'. B. CBupungos B XX Beke, — OHa He 3HaeT
KyAa natn. ICKycCcTBO MOXET yKasbiBaTb NyTu!».

MonuTtea 13 HapogHown apambl M. . Mycoprckoro
«X0BaHLLMHa» bblna «npogoskeHa» B My3bike I. B.
CBupuaoBa Ha TekcT koHaaka «CTpaHHoe PoxaecTtso
BuaeBLe» 13 Akaducta MpeceaTon boropoamubl.
MepenncrtbeiBas CcTpaHWLbl CBUPUAOBCKOTO
peneptyapa, KamepHbl xop «KaHT» ncnonHun
«Tpwn ctnxotsopeHunsa A. C. MNywkunHa»: «lge
Halla po3a, Apy3ba Mon?», «EcTb B Poccum ropog
JNlyra», «Ecnn xun3Hb 1€65 06MmaHeT». [NocnegHee
CTUXOTBOPEHMNE HEBO3MOXHO He yC/bilaTth B
COOTHECEHMUU C COBLITUAMY NOCNEAHUX NET XM3HM M.
M. Mycoprckoro. Korga coBpeMeHHWKW 1 Koanern no
KOMMO3UTOPCKOMY Liexy, Npexze OfapuBaBLLMeE ero
onpeAeneHeM «reHnabHbIn» (oT4ero Mycoprckoro,
no ero co6CcTBEHHOMY MpPU3HaHWIO, bpocano To B
>ap, TO B XON04), MOABEPrAM KOMMO3MTopa TakuMm
CYypOBbIM 06CYXAEHMAM, KOTOPbIE 3aCTaBUN ero
«[10 KPOBaABOro NoTa» NPOBEPATb CBOW TBOPYECKME
OTKPbITUS — «HE MOXET ObITb, UTODLI 51 Bbl BO BCEM
He npa., He MOXeT bbITb» [11].

TeoOpLy, 4N8 KOTOPOTO «NCKYCCTBO — HE Lieb,
a cpeactBo obweHus» [11], TpyAHO 6610 MNLWLNTBCA

142

MOHMMaHWMA TeX, KOro OH cumntan bamxxHnmn. . B.
CerpugoB My3bikol Ha cnosa A. C. MNyLiknHa cnoBHO
yTewaeT Mogecta MNeTposuya: «Ecim Xxun3sHb Tebs
obmaHeT, / He nevyanbcs, He cepaunck! / B aeHb
YHbIHUA cMUpUch: / [leHb Becenbs, Bepb, HacTaHer.
/ Cepale B byayuiem XuBeT...». B npeancnosum
K BbINycky MosHOro akagemmyeckoro cobpaHums
counHeHumn M. M. Mycoprckoro I. B. CBupungos
nuncas, CBUAETENbCTBYA O MOHUMaHUK ByayLwnMm
NMOKONEHNAMMN «KM3HEHHOrO MnpesfHa3HauyeHna»
koMmno3ntopa: «Mycoprckuii 6bia1 B MOAHOM
CcMblcie cnoBa neBLoM Poccuun. E€ cyabbamu, eé
601610 M PafOCTAMMN HAMOJNHEHbI TBOPYECTBO, BCA
>XKW3Hb, N BCE ero XyAoXeCcTBeHHOe BoobpaxeHue...
MocpeacTBOM My3bIK/ OH NOBEAaN HaM CBOW B3rasz
Ha cyAbOy HapoZa Hallero, CBOW B3r/sj Ha Npupoay
yesioBeKa N CMbIC/ ero XUsHu...» [22].

3akoHunn «KaHT» BbICTyMNEeHVE NepenoXeHnem
Ans xopa u ¢opTennaHo nbecbl «CTapbiin
3aMOK» U3 UMKAa «KapTUHKK € BbiCTaBkn» M.
M. Mycoprckoro. Naeto «CTaporo 3amka» Kak
ANHaMNYeCKN MOBTOPAIOLLLEroCa U TeEM CaMbIM
6aMKe N BAMXKE «NOAXOASLLEero» K caywartento
3ByYaHUWs TMpPaXXMpoBaa B CBOEM TBOPYECTBE aBTOP
OpPKecTpoBOro BapmnaHTa «KapTMHOK C BbICTaBKM»
Mopwc PaBenb. O rmnHOTMYECKOM pa3pacTaHum
«bosepo» OH roBOpUA Kak O «CyMacLleCTBUM»:
«ByaibTe OCTOPOXHbI, Bbl KOHUMTE TEM, UTO HanuLeTe
Bonepo!». M. . Mycoprckuii OTHOCKMACS K CBOEM
My3bike nHaue. Ero «Crapblil 3aMOK» — CMMBOA
6eckoHeuHoro (beccmepTHoro) nytn. OH MoxeT
MoKasaTbCsA CTPaHHbIM TONbKO TEM, KOMY CTPaHHbIM
KaxkeTcs MyTb Xpu1cTa, 3a KOTopbIM cnefoBan B XXM3HM
n TBOpYUecTBe M. M. Mycoprckuii: «KpecT Ha cebs
Hanoxwun 5 — nuwet M. . Mycoprckuii, — u ¢
NOZHSATOW rO/0BOMN NOWAY... K CBETNOW, NpaBeAHOM
Lenn, K HacToAleMy MCKYCCTBY, At0bswemy
4YeNoBeKa, XMBYLLEMY €ro OTPaLOW, ero ropem u
CTpagown».

«OTpaga, rope v cTpaga» B 3By4aHUN HaPOAHbIX
rosI0coB aHcambis «CBeTou» HbII0 MHULMMPOBAHO

HamMu B MporpamMMe KOHLiepTa CO3HaTeNbHO. B
cBouX Naptutypax Mogect NeTpoBmY He oTMeuvan
ayTEHTUUHYIO MaHepy MeHus, B ero Bpems OHa
He Oblna pacnpocTpaHeHa B NpodeccnoHanbHOM
My3bike. Tpaguuums xe 6e3ycnoBHO MMenacb BBUAY
B XOPOBbIX M COJIbHbIX MApPTUAX MEepPCOHaxen.
YuacTne HapoAHOro KOMNEKTNBA B UCMOJHEHUN
bparmMeHTOB onep, Ha Hall B3ris4, NO3BOAMNO
NA0AOTBOPHO BCKOJbIXHYTb UCMOJHUTENBCKYHO
TPaANLMIO, 3aKPEMUBLLYHOCSA Ha akaZeMn4eckomn
cueHe. MpeacTaBaseTcs, YTO 3a NOAOOHbLIMM
TBOPYECKMMU 3KCNepuMeHTaMn — Byaylilee pycckon
onepsbl. B Lesom xxe HapogHOe NeHWe Npuaano
nocBsiléHHOM M. . Mycoprckomy KOHLEPTHOM
nporpaMme opraHM4HOCTU.

AHcambnb «CBeToY» MoJj ynpaBieHUeM u C
yuyactmem C. HO. benoBon NCNONHWA AYXOBHbIN CTUX
«[MacTbipb A06pbIA NLLeT 6eaHyto oBLY: 6e3 Hero
norvbHert, xanb ee EMy», NpoTaXHY necHs «Ha
Npoxoze Halla MAaAoCTb, HacTaBasa Halla CTapoCTb,
Kak XOJoZHas 3uMa», MASCOBYHO «fl Becenbln B3op
3aMeTu, TOYHO 3anpuUMeTUa». AKKOMMNaHMpys
cebe Ha rycasx, BbICTyNnua COANCT aHcambas PomaH
Ap>kaeB. OH UCMONHNA COUMHEHNE COBPEMEHHOTO
HapogHoro komnosumtopa C. H. CTapocTuHa, kotopoe

Ha30BeM «JyxO0BHOW Hbinbto». C TBOpUecTBOM M. 1.
Mycoprckoro 3To CoOUMHEHMe, Kak 1 BCHO Mporpammy
KOHLUepTa, pOAHUT AYXOBHOE cogepXaHue —
ycTpeMaeHHocTb K CnaceHuto: «nyboka, rnyboka
B Kosozge3n Boga. / Fnybxe Toro — mosd Tocka...
Bbicoko 3a obnaka yneten cokos. Boilwe Toro mos
pasfocTb. Bbiwe TOro mos t060Bb».

KoHuepT-oTkpbIiTHe MHecnHckoro dectmeans
COCTOSIICA B AManore y4acTHMKOB W cayluatenem
C KOMMO3MTOPOM Yepes ero My3biKy, MMCbMa,
COYMHEHNA eANHOMBbIWNEHHNKOB MPOLWAOTro
n byaylwero nokoneHun. Bcnesg 3a Mogectom
MeTpoBMYEeM HPOCUB BbIZOB «CMJETHE» HaLIU
MY3bIKaHTbl MPUBAN3NANCE KTBOPYECKOMY NOABUTY
— BAOXHOBJIAIN NCKYCCTBOM, «yKa3biBaan NMyTu».
O TOM, HackONbKO 3TO HbII0 TOYHO MULIET CONUCT
donbknopHoro aHcambaa «Cesetou» PomaH
Ap>aeB: «KoHLepT 6bin Kak BbI30B. Mbl 1OBUAN
YCKOb3aHOLLYHO HUTb MEXAY MPOLLIbIM U HbIHELLHUM.
Mycoprckmin — OH Befib He NPOCTO KOMMO3WUTOP, OH
— 3XO0, IyJIKOe 3X0 PYyCcCKOW Ay <...> [oe3aka,
aa... Ckopee nanomHunyectso. K ncrokam, kK cebe, K
pYyccKol naee, KoTopas HMKakK He XO4YeT ymupartb.
W cnasa bory»

MPNITOXEHWE

OTKpbITOE MMCbMO-0T3bIB O MPOCBETUTENBCKOM
MONIOAEXHOM npoekTe «HecuHcknin dectneanb
“Ananor Ha poanHe koMmno3utopa” Mogect My-
coprckuin» Beaunkume Jlykn — Mockea 2025

YBaxkaembli AnekcaHap Cepreesuny, goporue
HecnHubI!

OrpomHoe cnacnbo 3a npoekT M’HecnHckuin de-
cTmBanb «flnanor Ha pogmHe KOMNO3NUTOpa», KO-
TOPbIN HEe CNyYaHO HayanCsA Ha BEMKONYKCKOW
3eMne — poanHe Mogecra lNetposuya Mycoprckoro.

KonnekTne Halwero yypexxgeHuns yasaa nossne-
HWMA NnogobHoro npoekTa goarve rogbl. HaumHasa ¢
opraHusauun KamepHoro xopa «KaHT» 13 ntobute-
nein My3blki Ha dyHaameHTe LleHTpa acTeTmyeckoro
BoCnuTaHus, HeiHe MBY 1O [leTckas wkona nckyccrs
«LleHTp». Yepe3 KOHKYPCbI OHbIX XYAOXHUKOB «Kap-
TUHKM C BbICTaBKW», U KaK NPOAOKEHWE NAEH3PbI
«TBopyeckne faumn» Ha pognHe Mycoprckoro, Ko-
TOpble Mbl MPOBOAMM. 3aKaHuMBas MeXAyHapOAHOM
KOHdpepeHLmel k tobuneto M. M. Mycoprckoro, Bnep-
Bble OpraHun3oBaHHOM B Benankux Jlykax Kk 175-ne-

TUIO KOMMO3MTOpPa W BAOXHOBJEHHOW apXVBHbLIMU
pa3bickaHmamu H. C. HoBukoBa, oTkpbiTnem Me-
MopuanbHoro Myses-ycagbbbl M. M. Mycoprckoro
B 4. HaymoBo, npuHagiexasLien B To Bpems Be-
NMKoNyKckon obnactu (HeiHe KyHbMHCKMI panoH
MckoBckon obnactu).

B 2024 ropy Ha robuneliHol KOHpepeHLMn K
185-netnro M. I. Mycoprckoro B HalleM ropoge
nobbiBasa COBPEMEHHbIV UCCef0BaTe b TBOPYE-
CTBa KOMMO3UTOPa, KaHANAAT UCKYCCTBOBEAEHWS,
foueHT kabeapbl nctopun My3bikn PAM nmenn He-
cuHbix CeemnaHa AHamoeesHa llasosa. Mo cno-
Bam CBeTaaHbl AHaTONbEBHbI, €€ B3BONHOBANO TO,
4TO OHa yBUAENa, YCAbILWana Ha poguHe Mycoprcko-
ro: B rybuHHOM ropose — rnybuHHoe ciayxeHune
My3blke. Y My3blkOoBeAa poamnaach naea TBOPUECKO-
ro Ananora rHecMHLEB C BEANKONYKCKUMU KONEK-
TMBaMW, NegaroraMy 1 y4yawmmMmcsa My3blKaabHbIX
YUpEeXAeHWI, BbIPOCLIas B MPOCBETUTENLCKNI MO-
NOAEXHbBIN NpoekT «[HecnHckui decTmBanb “Ana-
JIor Ha poaunHe komno3utopa” Mogect Mycoprckuii
2025». Ha Bonpoc o ToM, KaK y4anocb peannsosatb
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3T0 NpodeccnoHansHo-obwecTBeHHoe CobbiTue, aB-
TOp NPOEeKTa HEM3MEHHO OTBEYAET: «TO/IbKO BMECTe».

MpOCBETUTENBCKNIN MOJIOAEXHBIN NPOeKT «[He-
CUHCKMI decTmBanb "[imanor Ha poanHe KOMMNO3W-
Topa” Mogect Mycopcrkuii 2025» 6611 nogaepskaH
pekTopoM Poccuiickon akasemMunm My3blKU MeEHU
lHecuHbIX, JOKTOPOM NCKYCCTBOBEAEeHMA, npodec-
copom, naypeatom lNpemun MNpasutensctea Poc-
curickon Gepepaumn AnekcaHopom Cepeeesuyem
PeixuHckum. Bnaropapum Bac, yBaxxaeMbln Anek-
caHap CepreeBuy, 3a eNCTBEHHYH NOAAEPXKKY aB-
TOPCKOW MHULMATMUBBI 1 3@ TBOPUECKOE yYacTue B
npoekTe, KOTOPbIN HanpaBiaeH Ha 06bejnHEHNE,
HaLIMX COBMECTHbIX YCUAWI COXPaHATb 1 pa3BMBaTh
OTEUYECTBEHHYIO MY3bIKalbHYH KyabTypy!

B npoekTe BoCxMLWaeT Macwutab 3agyMaHHOro
— He TOJ/IbKO KOHLepTbl MOCKBMWYEN, HO U OTBET-
Hbl BM3UT B MOCKBY COIMCTOB U KOAEKTUBOB C
poanHbl Mycoprckoro. He To/IbKO KOHLIepTbI, HO
N MacTep-KaaccChbl 3aMeydaTeNbHbIX Npenojasare-
Nell — NUCTOPUKOB, MMAHUCTOB, TEOPETUKOB. Takxe
3KCKypcum B My3esx: ycaabbe M. M. Mycoprckoro
n kBapTtupe E. ®. THecnHon. MeponpusaTusa dectu-
Ba/siA OXBATW/IM YeTblpe MapTOBCKUX AHA B Npea-
ABEPUN AHA POXAEHWA KOMMNO3MTOpa 1 MPoLan
Ha BblCOYalLLEM NPOPECCMOHaIbHOM YPOBHE, UTO
419 Hac oYeHb BaXHO. /IMEHHO OTHOLLEHMe K CBO-
el cneumnanbHOCTK, OTAauda, C KOTOpoK paboTtanu
npenogasaTteny n CTyAeHTbl. THeCMHLbI NOKa3anu
npuMep CAy>XeHua CBOEMY Aeny, My3bIKe N UCKYC-
cTBYy. bpasol!!!

Ha 6a3e Hawen [eTCKOWM LWKOAbI NCKYCCTB
«LleHTp» B 1. Benunkue Jlykn coctoancsa KOHLepT-oT-
KpbITne PecTmBans n Mactep-kaacc «Mycoprckuia
— MYy3blKa/IbHbI XYAOXHWK» MO CheLManbHOCTH
«My3blKa/bHaa AnTepaTtypa» AgoLeHTa kabeapbl ncto-
pun My3bikin PAM nMeHn M'HecnHblx, KaHanaata nc-
KyccTBoBeaeHua FOpus Bayecnasosuya Bacuasesa.
[Jpyrue mactep-knaccol npoxoaman Ha 6ase AMLL
nm. M. T1. Mycoprckoro r. Beavkue Jlyku, ux nposesu
AoueHT Kabeapbl KaMepHOro aHcambas 1 kBapTeTa
PAM nmeHn MHecKHbIX, naypeat MexXxayHapoaHbIX
KOHKypcoB MpuHa BumaneesHa CunusaHosa («pop-
TenmnaHo» 1 «popTenmaHHbIn aHCaMbb») 1 AOLEHT
kadeapbl aHANTUYECKOTO MY3bIKO3HaHWA, KaHAN-
AaT NCKYCCTBOBeAEeHUSA, KOMMNO3uTop AHHa Bukmo-
posHa Knenoea («conbdesxmno» n «KOMNo3nLnsa»).

Bctpeua c FOpuem BsauecnaBoBuuem cocrosnacb
12 mapTa, TpaHcaauma B KoHuepTHbIR 3aa ALUN
«LleHTp» Benacb n3 camoro cepaua PAM nmenun
[HecnHbIX — MeMopuranbHOro Myses-KBapTupsbl
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OCHOBAaTEeNbHWL bl MYy3blKaNbHOro KombuHaTta Ene-
Hbl ®abnaHOBHbI (HECMHOW, rAe Mbl — YUYaCTHUKMU
N NOYETHbIE rocTn decTnBans — NobbiBaan C 3KC-
Kypcuen no3xe — B fleHb OTBETHOIO MOCKOBCKO-
ro koHuepta. baarogapum HOpusa Bauecnasosuua
3a yB/iekaTe/ibHOe OHNalH-3aHATHe, KOTOpoe 00b-
€VHWO0 yYallmxca 1 nejaroros ABYX OTAENEHUN
BENNKONYKCKMX [eTCKMX LIKO NCKYCCTB — MY3bl-
KaNbHOTO W XyA0XeCTBEHHOrO. [ BCEX yUYaCTHUKOB
W cnylwaTenel mactep-kaacca asBTopom decrtmsana
6b1nn NpurotosieHbl CepTndurkaTbl 3a NOANNCHIO
pektopa PAM nmenun MHecnHbix AnekcaHgpa Cep-
reesnya PbIXMHCKOrO.

Xouy OCTaHOBUTLCA Ha KOHLEPTE, KOTOPbIN CO-
croanca B Benvknx Jlykax 13 mapta. lNMpexae Bcero
— cKaszaTb 0 [HecuHckoM aHcambe cogpemeHHOU
xopoeoli My3biku «Altro coro», BbICTYNvBLUEM Ha Be-
JINKONYKCKOW 3emiie ¢ nporpammoli «LeaeBpbl pyc-
CKOM AyxOoBHOM My3blkin XIX-XX BekoB». Mybaunka
BbIXOAWAA 13 3a1a B C/1e3aX, He TO/IbKO NMOTOMY, YTO
K HaM Masio NpuesxaeT akafeMUYeCcKnX KoANeKTu-
BOB, @ MOTOMY, UTO AyLlUY 3aTPOHYAN CBOUM MEHMEM,
OTKPbIIN Takue rNybuHbl B AYXOBHOW My3bIKe, Nesu
TaK MO/NIMTBEHHO, 61aroroBenHo, TakM He3eMHbIM
3BYKOM, HaCTO/NbKO MPOHUKHOBEHHO... Cayliatenu
6eckoHeuHo baarogapuan: «CKoAbKO 3MOLUIA MO-
noxuntenbHbix! My3bika — borom gaHHas, agna yrte-
WeHWA YeNoBEYECKOM AyLn». ITO CN0Ba yUnUTeNs
HayanbHbIX kKnaccoB TaTbsiHbl MuxalioBHbI 3ane-
coBon. HM oauH yenoBek He OCTa/NCA paBHOAYLLU-
HbIM. 3TO 6bl1 KOHLLEPT — YTELIEHNE YesloBEYECKON
Aywn. Cnacmbo rpoMagHoe co3gatento, XyAoxe-
CTBEHHOMY PYKOBOAMTENIO U ANPUXKEPY «Altro coro»,
pektopy PAM umeHun MHecnHbix Anekcangpy Cep-
reesmyy PbiknHckomy! Cnacnbo ero noMoLHmKam
— fenuncy Uropeesnuy Mopososy n Makcmmuana-
Hy CTaHucnaBoBu4y Yumxauesy, cnacmbo ero copart-
HWKaM, ero cogenatensiMm. OTOT KOHLepT OCTaHeTCA
B NaMATV BEIMKOAYYaH Hagoaro n byaet nomoraTb
XWTb Aanblue.

Hu oaHoro paBHogylWwHOro nesLa He 6b1s10, a
Belb 3TO pebATa, KOTOPble MOCTUrakoT TallHy XO-
poBoWi My3biku. Kak Bbl XoTenocb NpeAcTaBuTb, UTO
3TV NpeKpacHble MOIOAble AVPUKEPBI «MONAYT» MO
Bcel Pycn-maTylike, co3gaBas CBOU XOPOBble KOJI-
NeKTUBBI, 1 3aN0&T Halla PoarHa, Kak bbli1o Koraa-To.
Momorn, Nocnoamn, BpasyMnTb, UTO OHWU HYXXHbI He
TO/IbKO B CTOAMLAX, HO U B [1POBUHLMIM, KOTOPOW
Bcerga bbina cunbHa Poccums.

ELé oaHO noTpAceHne BeANKONYKCKOTrO KOH-
uepta — Posbka0pHbIl aHcambab «Caemoy» CTy-

AeHTOB 3 Kypca kadeapbl XOPOBOrO M COJNBHOrO
HapogHoro neHma PAM nmeHn MHecuHbIX Nog py-
KOBOZCTBOM CTapLUero npenogasartens, naypearta
MeXAyHapOoAHbIX KOHKypcoB CaemsiaHel FOpbesHb!
besosoll. 3T 3ByUaHWe Hallen PycCKON HapOAHOW,
NOANMHHOW, UCTUHHOM, rNy6OKOM CyLHOCTU, KOTO-
pas XMBET B KaXKIOM PYCCKOM uenoBeke. B Hegpax
BEKOB CO3peBa/v HamneBsbl, C10Ba, CO3BYYMA... BoT
OHV nepes HaMW — Kak Korga-To 3By4Yanu B je-
PEBHSAX, Ha Iy/AsHbAX, Ha NocuAaenkax... Mbl Tenepb
MOXEM MPUKOCHYTbCA K 3TOM PYCCKOW My3blKaib-
HOW, BEKOBOW UCTOPUN TONBKO Ha CLEeHe. B XKn3HK
3TO MUCYe3No, Kak ncyes rpag Kutex. XpaHumtenamum
APEBHEN PYCCKOW KyAbTypbl ABAAOTCA Npodeccmo-
Ha/ibHble MYy3blKaHTbl — MpPenojaBaTenu n CTyeH-
Thl, @ TaKXe NHOUTeNbCKME KONNEKTUBBI, KakK HaLl
$ONbKIOPHBIN aHCaMbBb «3apaHKLa» (KOTOpbIN
y4acTBOBa/ B MOCKOBCKOM KOHUepTe decTtnBans).
MoHpaBmacs HeOObIKHOBEHHbIN NErKUIA, NETALLNIA
3BYK, TOHKas HrOaHcMpoBka «CBeToua». [JlyxOBHbIN
ctux, MNMpoTtaxHasa necHs... ipyras ctopoHa — na-
coBas, HO OnATb HMKAKOro GopcnpoBaHMs 3BYKa...

A xopbl 1 necHn 13 onep Mycoprckoro?

VcnonHeHne HapoaHbIM cocTaBoM «CBeToua»
bparMeHTOB HapoaHbIX ApaM «bopuc MoayHoB» ©
«XOBaHLLMHa», HaMMCcaHHbIX, Kak U3BECTHO, ANA aKa-
AEMUYECKOTO NEHWNSA, — MJ0J TBOPYECKOrO COTPYA-
HW4ecTBa aHCaMb1sl C aBTOPOM NpoekTa dpecTmBans
— CBeTnaHol AHaToabeBHOW NaBioBon, Npeano-
>KMBLUEW NO-HOBOMY MPOYUTaTb My3blKy KOMMO-
3uTopa. Mbl nuTaem ocobyto Nto60Bb K ONEPHON
Tpaguumn ncnonHerHuns M. M. Mycoprckoro, notomy
YTO B MPOLLJIOM CTONETUMN BeayLLMe CONUCTbI bonb-
LIOro TeaTpa — NoYUTaTeNN TBOPYECTBA KOMMO3M-
TOpa bblAN YacTbiMK rocTAMK ero Myses 1 Halnmm
roctamu. VicnonHeHme «Cetouem» onepHbIxX dpar-
MEHTOB YAMBWIO OPraHUYHOCTbO 3ByYaHus. Meaun
KakK-TO 0COBEeHHO COYHO, OOBEMHO 1, BMeCTe C TeMm,
KaK Mbican Bcayx. MIHToHauun naava ms lNpono-
ra «bopuca NogyHoBa» nposBuan cebs No-Hapos-
HOMY, C Npu4YeToM, co cnesamu. [MecHa Mapdbl 13
onepbl «XOBaHLLMHa» B UCMOJHEHNN CONNCTKN aH-
cambns ApuHbl [lbsiHOBOW 3By4Yana Kak NOAJVHHO
HapoZHas MecHs, o4YeHb CBEXO, He HObLLIMM ro-
NOCOM, MPOHNKHOBEHHO.

CepaeuHo bnarogapvm CeetnaHy AHaToIbeBHY
[MaBnoBy — aBTOpa v opraHmsaTopa «[HecmHcKo-
ro pectmsansa JNAJIOT Ha pogmHe koMno3nTopa»!
Bnaropapvm Bcex MHecMHLEB, OTKANKHYBLUUXCS Ha
3TOT MOJIOAEXHBIN MPOCBETUTENLCKUIA MPOeKT! Mbl
yCAbIWann He TONbKO HOBbIE A1 HaC BeAnKosen-

Hble My3blKabHble KOJNEKTMBBI, HO YCAbILLAAWN HO-
Boro Mycoprckoro! B Tom uncne — B aHHOTaumax
aBTOpa NPOeKTa, KOTopas BbICTYMNWAa BeayLLen KOH-
ueptos ®Pectusana — u B Beaunkunx Jlykax, n 8 Mo-
ckBe. AHHOTMPOBaHMe NPON3BeO NoTpscatoLLee
BrneyataeHne. C O4HOW CTOPOHbI, OYEHb AeNnKaT-
HOe, He BbiCTaBaAOLee ceba Hamokas, a C Apyrow
— rnybokoe, HanosiHeHHoe Mbicaamn Mycoprcko-
ro, ero peybto, ero HeEMOBTOPUMbIMY UHTOHALMAMM.
Hwn ogHoW nycTon ¢pasbl, HU OJHOW HEMPOAYMaH-
HOW UMTaTbl... «<BOCTOPr 1 NPUCHO BOCTOPI>.

Mo gopore B MockBy 14 mapTa BCe y4acTHU-
K pectmBana — v BeANKONyYaHe, N THECUHLIbI —
MMenn BO3MOXHOCTb MOKNOHWTLCA NamaTn Mogecra
[MeTpoBnua Mycoprckoro B ero pogHbeix mectax! B
cene KapeBo HaM NpuLLNOCL ByKBaAbHO MPOpbI-
BaTbCA CKBO3b AOX/Ab C BETPOM K NaMATHUKY KOM-
no3nTopa, B3AbIMaloLLEMYCA Ha BbICOKOM XOJIMe
Hag o3epoM Xuxua. Ho Hawwm cyactameble anua
Ha doTorpadmm (M3 KOTOPbIX, MO METKOMY 3aMeya-
Huo AnekcaHppa CepreeBnua PbIXXMHCKOrO, Hau-
6osee y3HaBaeMbIM B HaCTOALLMX YCNOBUAX ByaeT
Mogecrt lNeTpoBuny) HaBceraa 3aneyaTneny MOMeHT
PafOCTHOrO cpaxkeHus co ctuxmen. Mobeagutens-
MW 13 Hero BbILIN 6osee cTa YenoBek hecTmBab-
HOrO JlecaHTa, AasbHenLlwelk TOUKON NpU3emMaeHuns
KOTOpOro ctana ycagbba Ynpukosbix (poautenei
MaTepu KoMno3uTopa) B gepeBHe HaymoBo, rae
pacnosoxeH MemMopuanbHbIl My3ein-ycagbbbl M.
1. Mycoprckoro.

Heo6bIKHOBEHHO ya4HO Obla 3aniaHMpPoBaH U
COCTOSICA My3€eMHbI gnanor B ycagbbe M. M. My-
coprckoro. Tak, NoApobHY0 3KCKypcnto «>Kn3Hb 1
Nnynoctb M. T1. Mycoprckoro» nposena fMpekTop
My3es-ycagbbbl Jinansa HukonaesHa mutpureBa, a
COTPYAHWKN ycasbbbl NpeACcTaBUAN UTPOBYIO NPO-
rpammy «bbIT kKpecTbsaH MNckoBckor rybepHum». C
nekumen «EneHa ®abunaHoBHa MHecKHa 1 eé mMy3bl-
KanbHOE OKpYy>XeHune» B besiom 3ane ycaabbbl Bbl-
CTYyMUA AUPEKTOP My3ed-KBapTupbl Ea. @. FTHecHOW,
cTapwwii npenogasatenb kadbeapbl UCTOPUN My3bl-
kv PAM nmMeHn [HecuHbIX, naypeaT MeXayHapos-
HbIX KOHKypcoB AHOpeli AnekcaHOposu4 [anoHos.
VHTepecHbIN pacckasunk — 3pyauT, BeIMKONEenN-
HO BAaAEOLWMIA NHCTPYMEHTOM AHAper AnekcaH-
4pOBMY 0HasN ayaUTOPUIO U MO3Xe BCTpeYan Hac
¢ Mockse B my3ee EneHbl ®abraHOBHbI.

OTBETHbIV KOHLLEPT B CTOAIMLE cocTosca 15 map-
Ta B My3bikanbHOM roctmHon Jloma LLlysanosoit. Kak
NpWHMMana Hac MockoBckas nybanka! Kakoe TBop-
yeckoe obLyeHMe COCTOANOCh C My3blkaHTaMu [He-
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cnHKM! BnaoTb 0 06MeHa nepenoXeHnsaMm My3biki
PaxmaHWHOBa, 3aMHTEPECOBABLLMX CTONIMYHbIX UC-
NoAHUTENEN (NePeNoXeHUs, KCTaTw, jenan Ans Ha-
WX MY3bIKaHTOB BbINMYCKHUK MHecnHkn)! ConmncTbl
N KonnekTuBbl U3 Beanknx Jlyk — apTtuctel unap-
mMoHun LN «LeHTp», 3acny>KeHHbI KOANEKTUB
HapoAHoro TBopuecTBa KamepHbI xop «KaHT» (xy-
AOXECTBEHHbIN PYKOBOAUTENb U ANPUXEpP — HOnns
LLtoHAaa), HapoaHbln KonnekTnB GoNbKAOPHbIN aH-
cambnb «3apaHuua» AML um. M. . Mycoprckoro
(XyAOXECTBEHHbI PYKOBOAUTENb — 3aCY>KEHHbIN
paboTHMK KynbTypbl MNckoBCcKoW obnactn, obnasa-
Teslb NOYETHOrO 3BaHMA «/[ywa 3emnun MNckoBCKON»
Mapraputa AMUpXaHsaH) — JOCTOMHO NPO3BYyYaIm
Ha M'HecrHckom cueHe. [ns Hac 3TO OFPOMHOE BAOX-
HOBeHWe 1 pagocTb AsumxeHns «Bnepég! K Hoebim
6eperam nckyccteal»

Ha MOCKOBCKOM KOHLEpPTE C MPUBETCTBEHHBIM
C/IOBOM K yyacTHUKaM dpecTtmBans obpaTtmnach 3a-
BeAytoLlas kabeapon UCTOPUUN My3bIKM, LOKTOP UC-
KyCCTBOBEZAEHMA, JOKTOP MCUXONOTMYECKMX HayK,
npodeccop, N3BECTHbIV 0BLLECTBEHHbIN AesTesb
JAuHa KoHcmarHmuHosHa KupHapckas. Bmecte ¢ aB-
TOpoM npoekta — CBeTnaHoON AHaToIbeBHOW [aB-
NOBOW OHa Bpyumaa Ham baarogapHoCcTH OT pekTopa
Poccuiickoin akageMnm My3sbik UMeHU THECUHbIX
AnekcaHgpa CepreeBunya PbixknHckoro. OcobeHHo
NPUATHO, YTO BaaroAapHOCTb IEKTOPY-UCKYCCTBOBE-
ny Onbre HukonaesHe HoBMKOBOW, KOTOpas ABAs-
eTCA pPesakTOPOM YHUKAbHOTO apXMBOBEAYECKOTO
TpyZAa Besnkoay4daHuHa, yneHa Coto3a nucatenei
Poccum H. C. HoBukosa «Moauntea Mycoprckoro»,
npo3sy4asna B gnanore ¢ 6aarofapHoOCTbIO NMUca-
Tento, KaHAnAaTy GMAoNOrMYeckmx HayK, AOLLEHTY
JlntepatypHoro nHctutyTa M. A. M. Topbkoro, aBTo-
py MoHorpadum «Mycoprckuii» 13 cepum «<KnsHb
3aMeuaTeNbHbIX Ntoaen» n3gatenscrea «Monogas
rBapams», uneHy Cotosa nucatenein Poccum Cepreto
PomaHoBuuy ®easaknHy. Oba oHuM 6bian NpescTaB-
NeHbl [ToYETHBIMK rocTaMM [HeCMHCKOro dectnaans.

CHoBa v cHOBa 6narogapum foporux MHecuH-
LeB 3a Npa3AHMK My3blKW, TBOPYECKOro 0bLLeHus!
CneumanbHO XOYeTCs Cka3aTb O MOAFOTOBAEHHOMN

aBTOpPOM npoekTa [HecmHckoro dectnBans neyat-
HOW NPOAYKLMM! DTO 3aNOMUHAIOLLNECS «NETALLUM»
norotvnom aduvwm n 6aarofapHOCTU yyacTHMUKaM
dectnBans, NporpaMMKM C BbIMMCaHHbIMU TeKCTa-
MM KaXAO0ro UCMOJHEHHOTO B KOHLIepTe Npoun3Be-
JeHud, HakoHel, 3To bykneT (Tonbko ¢ 60abLION
6YKBbI), KOTOPbIN He XOUeTCs BbIMycKaTb U3 PyK, HO
pa3rnagbiBath, YMTaTh, YANBAATLCA oTOorpaduam,
TeKcTaM, NopaxkaTbCs, YTO U Mbl CtOZa NOMaau 1 Bbl-
rNs4MM OUEeHb OCTOMHO PAAOM C Takumu MacTe-
pamu... byknert, kak n lNMpoekT npoayMaH AeTanbHo,
B HEM HeT Menouel, BCé nponncaHo ambo «mac-
NoM», TMBO «aKBapesblo», B 3aBUCUMOCTM OT 3a4au.

«Haw decTBanb HanpasaeH Ha cnaoveHwe bonb-
wmnx n Manbix 6eperos PogmHbl — Poccun...» — nu-
eT BO BCTYyNuTeAbHOM YacTu bykneta aBTop. Kak
3TO HEOHXOAVMMO HaM B HaLLUWX MablX FOPOAAX, UTO-
6bl NOYYBCTBOBATb AblXaHNe COBPEMEHHOM XXM3-
HW My3bIKaJIbHOTO MCKYCCTBa, a FTHecnHLaM, 4TobbI
yCAbllaTh Halle cepauebreHne N NoHATb, YTO Mbl
XMBbI U XAEM Taknx NpOeKToB, YTOObl BHOBb MO-
UyBCTBOBATb B cebe cuibl NposoaxaTb 60poThCs
3a MOANMHHOE UCKYCCTBO Ha Hallei Majo poAVHE.

Kak xopoLlo, 4TO NPOEKT «MHOFOCEPUNHbIN»,
Tak KaK reHnasbHblX, BEJIMKUX U NPOCTO OTANYHbIX
KOMMO3MTOPOB Yy Hac MHOro. Xo4eTca noxenatb
HecuHLaM HOBbIX BAOXHOBEHWI, HOBbIX NpPOYTe-
HUIN, HOBbIX COYUHEHWNI N, KOHEUYHO, TaNaHTNNBOM
mMosioaéxun. CeetnaHe AHatonbesHe aBnoBon —
Mbl Bac ntobum, xxenaem Bam Moryuero 350poBbs,
XOpOLLEero oTAbixa JIeTOM U BLOXHOBEHUS Ha HO-
BbI Juasoe».

17 mapTta 2025 roaa

OcHoBaTesib, MepPBbIN XYAOXECTBEHHbIN PYKO-
BOAUTENb W ANPUXKEP 3aNy>XEHHOrO KONNEKTUBA
HapogzHoro TesopyectBa KamepHoro xopa «KaHT»,
OocHoBaTtesb LleHTpa 3cTeTnyeckoro BocnuTaHms,
HblHe npenogaBaTtenb MBY A0 AN «LleHTp»
r. Benukue flykn, TatbaHa MuxainosHa Aygako.

Oupektop MBY 40O «ALWWN “"LleHTp”», connct-
ka ®unapmMoHum «LleHTp» Hatanbsa AHaToNbeBHa
MNnexaHoBa.
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THE BATTLE GENRE IN OIL PAINTING IN CHINA OF
THE 20TH CENTURY: THE HISTORY AND HEROICS OF
MILITARY EVENTS

Summary: The authors of the article study the devel-
opment of Chinese military oil painting of the 20th cen-
tury, considering the creative work of famous Chinese
artists who created paintings on military themes. The
article examines the influence of the Soviet art teach-
ing system on the art school of China in detail. The re-

“There The history of the battle genre in oil
painting in China of the 20th century is focused
on the events of the Sino-Japanese War or the Re-
sistance War of 1937-1945, in which many Chinese
artists took part. In their works, they reliably and
convincingly embodied not only their military ex-
perience in the liberation war with Japan, but also
created images of the heroes of those years and
panoramic artistic images of military battles. Chi-
nese wartime graphic artists preserved the mo-
ments and days of military battles in their works,
painters depicting war determined the realistic di-
rection in understanding the military theme and
its iconography. The preference towards a real-
istic depiction of military subjects in the second
half of the 20th century predetermined the path
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lationship between the battle genre and the historical
genre is analysed.

Keywords: Chinese painting, battle genre, historical
genre, artist, painting, battle, fight, Maksimov School,
Bystrov’s master class, exhibition, museum.

of further development of the battle genre in the
21st century.

Relations in the sphere of culture and educa-
tion between the People’'s Republic of China and
the Soviet Union were of great importance. Many
Chinese artists studied in the USSR or received pro-
fessional education in China under the program
of the Soviet academic school. In 1955, Professor
Konstantin Maksimov of the Surikov Moscow Art
Institute was sent by the USSR Ministry of Cul-
ture to Beijing, where he was appointed Advisor
to the Director of the Central Academy of Arts,
Jiang Feng. At the famous Maksimov School, stu-
dents learnt the basics of oil painting, studied the
history of Russian art, and the experience of the
Soviet school of painting. The training program
was designed for 2.5 years. The final semester was

devoted to creating diploma projects. The pro-
gram included training in drawing and painting:
sketch, study, drawing from memory, colour, com-
position, perspective, plastic anatomy, general his-
tory of art, the basics of Marxism-Leninism. The
educational process was based on the unity of
studying theory and practical classes. The teacher
conducted classes not only in the classroom, but
also outdoors. Nineteen Chinese students gradu-
ated from the school. Accomplished artists were
also among the students. The head of the famous
school in China enjoyed great authority and re-
spect from his students. Graduates of Maksimov's
school later wrote kind recollections about their
beloved teacher, noting his respectful attitude to
the artistic culture of China. As a true teacher, he
sought not only to teach, but also to educate his
students. In his teaching methods, he turned to
the ideals of Pavel Chistyakov, a famous Russian
artist and teacher (1831-1919), who influenced the
art education of China. Maksimov's teaching ca-
reer ended in 1957.

The artist and teacher’s works, presented at the
Central Academy of Arts on May 19, 1957, includ-
ed paintings, watercolours, and drawings. Many of
them were created in front of students in the au-
dience or in the open air. Moreover, an exhibition
of school graduates’ diploma works was held; it
was visited by the chairman of the Standing Com-
mittee of the National People’s Congress, Zhu De,
who thanked the teacher for his contribution to
the art education of the PRC.

Many of Konstantin Maksimov's students be-
came teachers; some of them worked as teach-
ers at the Academy of Arts of the People’s Army
of China and became famous artists who created
paintings on military themes. Among them, these
are: Shang Shusheng, Dean of the Painting De-
partment of the Academy of Arts of the People’s
Army of China; Wang Liuqiu, Professor, Dean of
the Painting Department of the Central Academy
of Arts of China, Zhejiang, creator of the oil paint-
ing Evacuation; Wang De Wei, teacher, Vice-Rec-
tor of the Chinese Academy of Arts; Wu De Zhu,
Professor of the Oil Painting Department of the
Academy of Arts in Xi'an, who also studied at the
Maksimov School and was engaged in creative ac-
tivities for a long time, worked at the Publishing
House of the People’s Fine Arts, published a cata-
log of his works, among the illustrations of which
is the famous painting Wartime; Shang Shusheng,

IlL. 1. Yan Keshan, Five Heroes of Langyashan Mountain, 99x99
¢m, 1980. Oil on canvas. Storage location: Military Museum of the
Chinese People’s Revolution.

an expert in the field of oil painting, Dean of the
Painting Department of the Academy of Arts of the
People’s Army of China; Ren Mengzhang, Vice-Rec-
tor of the Lu Xun Academy of Arts, an expert in
oil painting, and the creator of battle-style works
such as Great Victory of Pingxing Pass, Capture of
Jinzhou City, Encirclement and Breakthrough on the
Bank of Qingshuang, which were awarded govern-
ment prizes; Gao Hong worked for some time as
the Secretary of the Council of the Union of Art-
ists in the Army, Director of the Fine Arts office at
the Museum of Military Culture, and was a mem-
ber of the All-China Cultural Union. He is the art-
ist of Messenger and On the Eve of the Last Battle,
which were awarded an honorary prize.

The traditions of creative dialogue between Chi-
na and the USSR in the field of culture and educa-
tion have been developing throughout the second
half of the 20th and early 21st centuries. In hon-

Il 2. Yin Rongsheng. The Hesheng Bridge battle. 175 x 329
cm. 1961. Oil on canvas. The National Museum of China.
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Il 3. Bao Jia and Zhang Fagen. A Great Victory in Huai-
Hai. 150 x 220 cm. 1959. Oil on canvas. The National Museum
of China.

our of the 60th anniversary of the founding of the
Lu Xun Academy of Arts in 1997, an exhibition of
outstanding student works of the Lu Xun Academy
of Arts and the Repin Institute was organised. The
opening of the exhibition was attended by Rec-
tor of the Repin Institute, O. Eremeev, and Dean
of the Faculty of Painting, V. Pesikov. The program
of the exhibition that opened included a master
class by the Soviet and Russian monumental art-
ist, professor, academician of the Russian Academy
of Arts, People’s Artist of the Russian Federation,
Alexander Bystrov. Young teachers from Chinese
art schools were invited to the master class of the
famous master of Soviet painting. A. Bystrov held
master classes not only at the Higher School of
Art and Industry in Beijing, at the Lu Xun Institute

Il 4. Chen Yifei and Wei Jingshan. The Taking of the
Presidential Palace. 460 x 335 c¢cm. 1977. Oil on canvas. The
Military Museum of the Chinese People’s Revolution (FE AR ZE
wERBYIE).
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in Shenyang, but also at the Union of Artists in
Harbin. Thus, the influence of Russian and Soviet
realism on Chinese art in the second half of the
20th century is manifested in the development of
art education in China.

Many Chinese realist painters of the battle gen-
re were brought up on the basis of the methods
of teaching painting in the Soviet country and in
China. The study of the battle genre in Chinese
painting, especially in the second half of the 20th
century, the time of the birth of New China, is also
relevant from the political point of view, since, first
of all, the military theme revealed the historical
significance of art in society and became an ex-
ample in the field of creating historical painting.
Over time, many events of the War of Resistance
against Japanese Aggression in the understand-
ing of Chinese artists became the history of the
country; however, the military theme acquired the
qualities of one of the main topics in the art of
New China. Revealing the historical significance of
military battles of the Chinese people in painting
brings the battle genre closer to the historical one.
After all, military campaigns and battles become
part of the history of the Chinese people. Battle
painters, creating their canvases, turn to the history
and heroism of the war years. Moreover, one can
see how some great battles in the history of our
country are important from a political and artistic
point of view in the work of Chinese artists. Thus,
A. Bystrov created a mosaic panel for Ploshchad
Alexandra Nevskogo ground station in St. Peters-
burg in 1990. In the 1990s, Alexander Bystrov had
many Chinese students at the Repin Institute: Sun
Tao, Wang Jianfeng, Wang Tenyu, and many oth-

ers. Sun Tao’s diploma work, The Battle of Tshi-pi of
1996, was dedicated to the historical events of the
battle of the early 3rd century AD in China. How-
ever, when creating the painting, Sun Tao turned
to the composition of A. Bystrov's work dedicated
to the Battle of Alexander Nevsky. Many Chinese
students of the remarkable master of monumen-
tal painting became famous teachers and artists
of the battle genre. Wang Tenyu, a graduate of
the Repin Institute in 1998, is known as an art-
ist of historical monumental painting. His paint-
ing, The Red Army Crossing the Huang He River of
2005, is in the China People's Anti-Japanese War
Museum; Daging Oil Battle of 2007 - in the Da-
ging Petroleum Memorial Museum. Wu Yunhua'’s
painting, Attack on Hutou Fortress, created in 2014,
was presented at the exhibition at the State Tret-
yakov Gallery in Moscow in 2015. Bystrov's chinese
students, Chi Hengfei and Wang Tenyu, are teach-
ers of the Lu Xun Academy of Arts; Zhao Xianx-
ing is a professor of the Tianjin Academy of Arts,
and Chen Shuzhong is a professor of the Sichuan
Academy of Arts. Zhu Guangyu is a famous artist
and teacher of Wenzhou University; in his social
activities, he influences the formation and devel-
opment of art education and the study of realistic
oil painting in the educational process.

In the second half of the 20th century, Chinese
artists of battle and historical genres create can-
vases dedicated to the historical military events of
the War of Resistance against Japanese Aggres-
sion and the civil war: Bombing of Kinmen, 1960,
by Peng Bin and Han Ke; Battle of Huaihai, 1972, by
Chen Qi; Conquering Jinzhou, 1969, by Ren Meng-
zhang, Zhang Hongzang, Li Shuji, Guang Tingbo.
Huge panoramic canvases, the creators of which
are several artists, are reliable and convincing. The
paintings not only depict warriors, but also realistic
images of landscapes, which became the embod-
iment of a specific historical environment by the
artists. This is often a manifestation of the inno-
vation of Chinese masters of battle and historical
painting. The painting, Moving to Fight in Shan-
bei, by artist Shi Lu was painted after the end of
the war. The artist, who participated in the mili-
tary events, was able to accurately recreate the
special atmosphere of the military revolutionary
time. The painting depicts Mao Zedong against
the backdrop of a majestic landscape. The plot of
this work does not involve military action; howev-
er, there is a feeling that the army is nearby in the

Il 5. Xu Baozhong. Battle of Feishui. 223 x 119 cm. 1988.
Oil on canvas. The Military Museum of the Chinese People’s
Revolution.

mighty mountains and the endless space of a spe-
cific historical scene, evoking vivid associations in
the viewer. The composition of a landscape paint-
ing combines the techniques of traditional Chinese
painting, gao yuan and shen yuan. Moreover, the
artist uses thick brushstrokes of ink, red colour,
giving the image an epic look and the impression
of the historical significance of the silence before
the decisive battle. Wang Shengle’s painting, Eight
Heroines Throwing Themselves into the River, cre-
ated in the late 1950s, tells about the death of fe-
male soldiers during the war. Owing to its clear
and strict composition, the painting convincing-
ly recreates the tragic moments of the war years.

In October 1958, the construction of the Na-
tional War Museum in Beijing began. This event
coincided with the celebration of the 10th anni-
versary of the founding of the People’s Republic
of China. The construction was completed in Au-
gust 1960. The museum was opened on China'’s
Armed Forces Day. By the decision of the Mili-
tary Commission of the Communist Party of Chi-
na, the museum was officially named the Military
Museum of the Chinese People’s Revolution, the
National Military Museum of China. The museum
houses not only a collection of military equipment
and cultural relics dedicated to the history of the
Chinese army, but also paintings by famous art-
ists of the battle and historical genres of Chinese
oil painting. On August 1, 2022, on the Day of the

Ill. 6. Ai Zhongxin, The Red Army Crosses the Snow-Capped
Mountains, 275x100 cm, 1957. Oil on canvas. Storage location:
Military Museum of the Chinese People’s Revolution.
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95th anniversary of the founding of the People’s
Liberation Army of China (PLA), an oil painting ex-
hibition, Soul of the Army, was opened, which pre-
sented works dedicated to the military theme: Cui

Kaixi's The Last Battle in Shangaling; Shang Ding's
On the Road; Zhang Qingtao’s Xiangjiang River, and
many other famous Chinese battle artists.
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BATAJIbHbIV XXAHP MACNAHOWM XUBOMNCU
KUTAS XX BEKA: UICTOPUSA V1 TEPOVKA BOEHHbIX
COBbITU

AHHOMAyus: asmopsi cmamsu U3y4arom 8onpocsl
paszsumus kumadickoli soeHHoU macasHol xusonucu XX
seka, obpawjaromcs Kk mgopuecmey U38eCmMHbIX XyO0ox-
Hukoe Kumas, co30aswiux kapmuHsel Ha 80eHHYH mema-
muky. B cmamee nodpobHo paccmampugaemcs eiusHuUe
cosemckoli xydoxecmeeHHoU cucmemsl npenodasaHus

WNcTopuns 6aTanbHOro XaHpa Mac/isHOMN XMBO-
nucn Kntas XX Beka obpalleHa K cobbITuaM ano-
HO-KMTaNCKON BOVHbI WA «BorHbl COnpoTMBAEHUS»
1937-1945 ropoB, B KOTOPO NPUHMMaNN yyacTme
MHOTMe KUTalCKmne XyA0XKHUKN, 4OCTOBEPHO 1 ybe-
AVTENIbHO BOM/IOTUBLLUME B CBOWUX NMPON3BEAEHUAX
He TOJ/IbKO CBOW BOEHHbI OMbIT B 0CBOHOANTENb-
HOW BOWMHe C fiNoHMeN, HO co3jaBluMe 0b6pasbl re-
poeB 3TUX JIET U NaHOPaMHble XyA0XEeCTBEHHbIE
06pasbl BOEHHbIX cpaxkeHni. Kutanckue rpadm-
KW BOEHHOrO BPEMEHMW COXPaHWIM B CBOUX pabo-
TaX MFHOBEHWS U JHWN BOEHHbIX CPaXXeHW, aBTOPbI
>XVUBOMUCHBIX MONOTEH O BOMHE ONpejenvan pea-
JINCTMYECKOE HarpaBaeHe B MOHVMaHUN BOEHHOW
TeMbl U ee nKoHorpadun. TarotTeHne K peanncTu-
yeckol Gpopme co3aaHMA XXNBOMUCHBIX BOEHHbIX
CHOXXETOB BO BTOPOM NMosioBuHe XX cToneTtus npe-

Ha xydoxecmeeHHyro wkoay Kumas. Visyyaemcs npobe-
Ma 83aUMOC8A3U 6amMaabHO20 XaHpa ¢ UCMOPUYECKUM.

Knroyessie cnosa: Xusonuce Kumas, 6amassHbelli Xaxp,
ucmopudeckuli XaHp, XyQoxXHUK, kKapmuHa, bumea, cpa-
>xeHue, Lllkona Makcumosa, macmep-kaacc beicmposa,
ebicmaska, My3seli

Jonpeaennno nyTb AaabHeNLero passuTms batanb-
Horo xaHpa B XXI| Beke.

Bonblioe 3HaueHWe MMenn OTHOLEHWA B
cdepe KynbTypbl M 0bpazoBaHus Kutaiicko Hapoa-
Hol Pecny6avkmn n Cosetckoro Coto3a. MHorve ku-
Tanckue xygoxHukn yunamce 8 CCCP nam noayumnam
npodeccrmoHansHoe obpasosaHme B Kutae no npo-
rpamme COBETCKOM akaZeMnyeckon Wwkobl. B 1955
rogy npogpeccop MoCKOBCKOTrO XyA0>XKeCTBEHHOrO
nHctutyta nmenun B.M.Cypunkosa KoHcTaHTMH Me-
dopbeBny MakcumoB 6bin HanpasaeH MuHuncTep-
ctBoM KynbTypbl CCCP B MNekuH, rae 6bii1 Ha3HaueH
COBETHUKOM AnpekTopa LieHTpanbHOM akagemum xy-
poxects Li3aH ®3Ha. B 3HameHuToM «lllkone Mak-
CMMOBa» CTYAEHTbI MOCTUrasM OCHOBbLI MaCAAHOWM
>KMBOMWUCH, N3yYaan NCTOPUIO PYCCKOTO MCKYCCTBa
1 OMbIT COBETCKOW LLIKOJbI XXMBONUcK. NporpammMa
0byuyeHus bbina paccumtaHa Ha 2,5 roga. 3aBepLua-
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LM cemMecTp Bbln NOCBALLEH CO34aHWIO AWM/IOM-
HbIX NpoeKkToB. [lporpamma BkAtOYana obyueHune
PUCYHKY W XXWBOMMWNCK — 3CKMK3, 3THOJ, PUCYHOK NO
namsTy, KOJOPUT, KOMMO3ULMSA, MePCrneKT1Ba, Nia-
CTUYeckas aHaToMKs, BCeobLLLasa NCTOPUSA UCKYCCTB,
OCHOBbI MapKcM3ma-ieHHu3Ma. B ocHoBe yyebHo-
ro npouecca nexano efuHCTBO U3yUYeHns Teopum
M NPaKTUYECKMX 3aHATUIA. YunTenb NpoBoAnA 3a-
HATWUA He TONbKO B ayAMTOPUK, HO MU Ha NaeH3pe.
LWkony okoHunam 19 kutanckmx ctyaeHToB. Cpeam
YYEHNKOB BblIN N COCTOABLUMECA XYAOXHUKMN. Py-
KOBOAWUTENb N3BECTHOM LWIKOAbI B KuTae nonb3o-
Bancs 60/blUMM aBTOPUTETOM U YBaXKEHMEM CBOUX
y4YeHunKoB. BoinyckHukm wkonbl K.M.MakcnmoBa B
JanbHENLLIEM Hanmncaam o CBOEM NHOBUMOM yunTene
Ten/ble C/1I0Ba BOCMOMUWHAHWI, OTMeYas ero yBaxu-
Te/lbHOE OTHOLUEHMWE K XYAOXECTBEHHOMW KY/bTy-
pe Kutas. Kak HacToALWMIN yunTenb, OH CTPEMUACS
He TOJIbKO YUNTb, HO U BOCMUTbIBaTb CBOUX YUYEHU-
koB. B npouecce obyuyeHuns oH obpallanca B cBO-
el nejarorMyeckon MeToavke K naeanam Naena
MeTpoBnya Yncrakosa — U3BECTHOIO PYCCKOro Xy-
AO>XHMKa 1 negarora (1831-1919), noBanasLwero
Ha xygoxecTBeHHoe obpasoBaHue Kutas. MNeaa-
rornyeckas gearenbHoctb K.M.MakcrnmoBa 3asep-
wwunaco B 1957 rogy. MpounsBegeHns xygoxHuKa v
nesarora, npescraBaeHHble 19 mas 1957 r. B LleH-
TpasbHOW akajeMun XyL0XKeCTB, BKAOYAAN XKK-
BOMMWCHbIE MOJIOTHA, akBapeau, pUcyHkn. MHorune
13 HUX BbIAN HaNWCaHbl B ayAUTOPUMK Nepes yue-
HUKamMun nam Ha naeHape. CocToanack M BbICTaBKa

Il 7. Bystrov AK. Mosaic panel for the ground station
«Alexander Nevsky Square» in St. Petersburg. 1990.

AVNJIOMHBIX PaboT BbIMYCKHUKOB LUKOJIbI, KOTOPYHO
noceTun npegceaartenb NOCTOAHHOIO komuTeTa Bee-
KWUTaNCKOro cobpaHmsa HapOAHbIX NpeAcTaBUTeNelN
Usky 3, nobnarogapuvBLLNI yunTeNs 3a ero Bkaaj,
B XyZ0>ecTBeHHOe obpa3oBaHme KHP.

MHorune BocnutaHHMKK KoHcTaHTMHa Me-
doabeBnya MakcrMoBa CTaan negaroraMu, HEKOTO-
pble 13 HUX paboTann npenogasatensaMmm Akagemunu
NCKYCCTBa HapoAHOW apMumn Kntas, cTanv nsBect-
HbIMWU XyA0>XHWKaMW, CO34aBLLIMMWN KapTUHbI Ha
BOeHHyto Temy. Cpeamn Hux: WaH LWywsH — gekaH
dakynbTeTa XmMBONUCK AKaZeMUN NCKYCCTBa Ha-
poaHoli Apmumn Kutas; BaH Jlrouto — npodeccop,
AekaH ¢akynbTeTa Xnsonucu LleHTpanbHon aka-
AeMunn xypoxects Kutas, [>Xsu3aH - aBTop KapTu-
Hbl MacnoM «3Bakyauwus»; Ban [ B3l — neaaror,
npopekTop KuTanckol akagemmm xygoxects, Y 13
Yxy -npodeccop dakynbTeTa MacaIHON XNBOMU-
1 akagemum xypoxects B r.CMaHuW, KOTOPbIA Tak-
Xe yumnca B «LLkone MakcmumoBa», gonroe sBpems
3aHUMaNCsA TBOPYECKOW AeATENbHOCTLIO, paboTan
B U3jaTenbcTse HapoaHOro n3obpasnTesibHOro uc-
KyCCTBa, U3zas KaTaaor CBOUX NPOW3BeAEHNI, cpean
WANOCTPALMI KOTOPOTro M3BECTHas KapTuHa «BoeH-
Hoe Bpems»; LaH LywsH — cneunannct B obaactu
MacC/ifHOM XMBOMUCK, AekaH dakynbTeTa XUBOMNU-
cn AkaZleMnmn UCKYCCTBa HapogHou apmun Kutas;

XK3Hb M3HuXaH — npopekTop AKagemMum xy-
foxectB UMeHn Jly CuHs, cneumannct B obnactu
MaC/IIHOM XWBOMUCK, aBTOP NPOV3BEAEHNI baTanb-
Horo xaHpa «MNobesga B 60t0 Nog MUHCUHIYaHOM»,
«B3datne ropoga LUznHbuxoy», «OxBaT 1 NpopbIB Ha
6epery LinHwwyaH», KOTOpble OTMEeYeHbl MpaBUTEb-
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Il 8. «The Soul of the Army». An oil painting exhibition
dedicated to the 95th anniversary of the founding of the People’s
Liberation Army of China (PLA).

CTBEHHbIMW Harpagamu; ao XyH — HekoTopoe Bpems
pabotan cekpetapem CoBeTa Coto3a XyJ0XKHUKOB B
apMuu, ANPEKTOPOM KabuHeTa n306pa3untensHoro
nckycctea npu Mysee BOEHHOM Ky/ibTypbl, bbi uUse-
HOM BceknTanckoro cotosa KynbTypbl, aBTOp paboT
«CBA3Han», «HakaHyHe nocnegHero 60s», KOTOpble
6bIIN OTMEYUEHbl MOYETHON NpeMuen.

Tpaanuun TBOpUeckoro guanora KHP n CCCP
B cdhepe KynbTypbl 1 06pa3oBaHNA pa3BMBatoTCA
Ha NPOTAXEHWM BTOPON MOAOBUHBI XX 1 B Haya-
ne XXI BekoB. B uectb 60-n1etma ocHoBaHuUsA Akage-
MUK xygoxects umenn Jly Cuns B 1997 rogy 6bina
OpraHu3oBaHa BbICTaBKa BblAAMOLNXCA CTyAeHYe-
CKUX Npoun3BeaeHn AKaseMnN Xy[0XECTB UMEHN
Jly CviHa n NHctnTtyta nm WL.E.Penunna. Ha otkpbiTum
BbICTaBKWN MPUCYTCTBOBAIN PEKTOP MHCTUTYTA UM.
W.E.PennHa O.A.EpemeeB 1 gekaH pakynbTeTa Xun-
Bonucu B.C.MNecnkoB. B nporpamme oTKpbIBLUENCS
BbICTaBKM Obl10 NpoBeAeHMe MacTep-knacca co-
BETCKOTO U POCCUMCKOTO XYAOXHMWNKa-MOHYMEHTa-
nvcta, npodeccopa, akagemuka PAX, HapogHoro
XypoxHuka PO AnekcaHapa Knposuua bbicTpoBa.
Ha macTep-knacc n3BeCTHOro Mactepa COBETCKOM
KMBOMUCK BbIAN NPUrAaLLEeHbl MOJOAbIE NeAaroru
N3 KUTaNCKMNX XyJ0XKeCTBEHHbIX By30B. A.K.bbicTpoB
NpoBeN MacTep-KaacChbl He TONbKO B Bbicluem xyao-
>KeCTBEHHO-MPOMbILWAEHHOM yunauue B [NekuHe,
B MHCTUTYTE UM.Jly CrHA B r.lLleHbaH, HO Takxe B
Coto3e xyAoxXHMKOB B XapbuHe. Takum obpazom,
B/NAHNE PYCCKOrO M COBETCKOro peannsma Ha Ku-
TaliCkoe UCKYCCTBO BO BTOPOM NoNOBUHE XX Beka
NposABAAETCA B NpoLecce pa3BMUTUA XyAOXKeCTBEH-
Horo obpa3zoBaHua Kutas. MHorve kutanckme xy-
HAOXHUKN-peanncTbl 6aTanbHOro XaHpa BOCMMUTaHbI

Ha OCHOBE MeTOAMKWN NpenojaBaHua XNBOMNCK B
COBETCKOM cTpaHe 1 B Kntae.

M3yueHne 6atanbHOro xaHpa B KMTalCKoM
XUBOMNWCK, 0OCOBEHHO BTOPOI NonoBuHe XX Beka —
BpemMeHu poxaeHuns Hosoro Kutas, akTyanbHO 1 C
TOUKW 3peHMsA NOAUTUYECKOrO acnekTa, Tak Kak npe-
X/Ae BCero BOeHHas TeMa OTKpblIa CTopuyeckoe
3HayeHue NCKycCTBa B 0bLlecTBe v cTana npume-
pom B chepe co3gaHMA NCTOPUYECKON XXNBOMUCK.
MHorve cobbiTs BoiHbl ConpoTrBAEHNA AMOHCKON
arpeccum B Te4eHVN BPeMeHW B MOHVMaHUN KUTaii-
CKNX XYJ0XHUKOB CTAHOBUANCH NCTOPUEN CTPaHbl,
HO BOEHHas TemaTika npuobpena KayecTBa OfHOMN
N3 rnaBHbIX TeM B nckycctee Hosoro Kutas. Pac-
KPbITME NCTOPNYECKOrO 3HAaUYEHNS BOEHHbIX Cpa-
KEHWIM KUTaNCKOro Hapoaa B XXMBOMUCKU cOamxaeTt
6aTaNbHbIN XaHp C UCTopuyecknm. Begb BoeHHble
MOXOZbl N CPaXXEHUA CTAHOBATCA YaCTbiO UCTOPUM
KUTaNCKOro Hapoga. XyAoXHNKN-6aTanuncTsl, co3-
faBasf CBOW MOJIOTHa, obpaluatoTca K nctopum m
repovike BOeHHbIX feT. bonee TOro, MOXHO BUAETb
N Kak HeKOTopble BeNuKne BUTBbI B UCTOPUM Ha-
el cTpaHbl BaXXHbl C MOAUTUYECKOM N Xy[0XKe-
CTBEHHOW TOYKWN 3PEHUNs B TBOPUYECTBE KMUTANCKNX
xygoxHukos. Tak, A.K. beictpos co3gaet B 1990
rofy MO3amyHoe NnaHHO ANA HAa3eMHOM CTaHLUK
«Mnowaab AnekcaHgpa Hesckoro» B CaHkT-lle-
Tepbypre. ¥ AnekcaHgpa Kuposuua bbeictpoBa B
nHctnTyTe MM.M.E.PennHa B 1990-e rogbl 66110 MHO-
ro kntamckmx yueHmkos: CyHb Tao, BaH [3saHbb3H,
BaH TeHto 1 MHOrme gpyrue. iunaomHas pabota
CyHb Tao «butea Uwn-nn»1996 r. 6bina noceswe-
Ha NCTOpUYeCcKMM COBbITUAM BUTBbI Hau.lll B. H.3. B
KvTae, Ho co3gaBas kapTuHy, CyHb Tao obpalianca
K komno3uunn npoussegeHms A.K. boictpoBa, no-
cBALeHHoro butee AnekcaHgpa Hesckoro. MHoruve
KUTaMcKMe yYeHNKn 3ameyaTebHOro mactepa mMo-
HYMEHTa/IbHOM XXMBOMWUCK CTaaN U3BECTHbIMM Me-
JaroraMmu 1 XyoxHukamu 6atanbHOro xaHpa. Ban
TeHto — BbINYCKHUK MHCTUTYTa UM.A.E.PennHa B 1998
I. M3BECTEH Kak XYAOXHWUK NCTOPUYECKON MOHYMEH-
TaAbHOW XuBonucK. Ero kaptnHa «KpacHas apmus
nepecekaeT peky XyaH X3, 2005 r. HaxoguTca B Kn-
TallCKOM HapOAHOM My3€ee aHTU-AMOHCKOW BOWHBI,
«[laymHckoe HedTAHOe cpaxeHme», 2007 r.— B [a-
LMHCKOM HedTENPOMBbILLAEHHOM MEMOPUaIbHOM
my3ee. KaptuHaY HOHbxya, HanucaHHaa B 2014
rogy, «Ataka Ha KpenocTtb XyToy» bblna npeacras-
NeHa Ha BbicTaBke B MockBe B [ocysapcTBeHHOM
TpeTtbskoBckol ranepee B 2015 rogy. Kutarickne
yueHukn A.K.BbictpoBa Yn XeHbdal, BaH TeHto —
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IlL. 9. National Art Exhibition dedicated to the 95th Anniversary
of the Founding of the People’s Liberation Army and the 15th All-
Army Art Exhibition. National Art Museum of China (NAMOC).
Beijing, China.

neparorn AkageMun xygoxects nmenun Jly CuHs;
Uxao CAHbCUH — npodeccop TAHbL3MHLCKOW aKa-
aemMun xygoxects, a Ysnb LLywkyH — npodeccop
CbluyaHbCKOM akageMuu xyaoxecTs. YUxy MyaHton
— W3BECTHbIN XYAOXHWUK W negaror BaHuxoyckoro
yHMBepcUTETa B CBOEN 0BLLECTBEHHON AeATeNbHO-
CTW OKa3bIBaeT B/MsIHWE Ha CTaHOBJIEHME U Pa3BU-
TNe XyZA0XeCTBEHHOro obpa3oBaHMa 1 n3yyeHune
peanncTMyeckor MacasiHoOM XXMBOMUCK B y4eHbHOM
npouecce.

Bo BTOpOI nonoBrHe XX BeKa B KUTaNCKNe
XYZAOXHUKN B6aTaNbHOro 1 NCTOPUYECKOTO XKaH-
POB CO3Aat0T NMONOTHA, MNOCBALLEHHbIE UCTOPUYE-
CKUM BOEHHbIM cobbITUAM BoliHbl ConpoTuBaeHms
AHTM-AMOHCKOWN arpeccun 1 rpaxKgaHckor BOMHbI:
«bombaHgmposka Li3nHbM3Hb», 1960 — aBTOpbI M3H
BuHb 1 XaHb K3; «CpaxeHue npu Xyarixan, 1972 —
aBTop YaHb Lin; «3aBoeBaHue L3nHbuxoy, 1969 —
aBTopbl XeHb MeHuxaH, Yxxan XyHbusaH, Jn LLyusw,
l'yaH TuH60. OrpoMHble MaHOPaMHble NOJIOTHA, aB-
TOpaMm KOTOPbIX ABAAIOTCA HECKONBKO XyA0XKHUKOB,
[OCTOBEpPHbI U yb6eanTenbHbl. B kapTHax He To/b-
KO n306pa>keHvie BOMHOB, HO MPUCYTCTBNE peanm-
CTMYEeCKMX MO XapaKTepy n3obpaxkeHnsa nemnsaxewn,
CTaBLUMX BOMIOLEHNEM XYAOXHUKAMU KOHKPETHOM
MCTOPUYECKOW cpeabl. B 3ToM Hepeako nposeie-
HWe HOBATOPCTBA KUTAUCKUX MacTepoB HaTasibHOM
N UCTopUYecko xmeonucun. KapTnHa xyA4oxXHUKa
LWn Ny «MepeHecTn 6oeBble Aencteus B LUsHbO31»
HanucaHa noc/ie OKOHYaHWA BOMHbI. XYA0XHUK-Y-

YaCTHMK BOEHHbIX COBBITUI CMOT TOYHO BOCCO3AaTb
0cobeHHyro aTMOCcdepy BOEHHOIO PeBOJHOLIMOHHO-
ro BpemeHu. B kaptuHe nsobpaxeH Mao LI33ayH Ha
¢doHe BenmyecTBEHHOrO nesaxa. B ctoxeTe 3toro
NPOV3BeAEHNS HET BOEHHBIX A€ACTBUI, HO BO3HMKaA-
€T OlUyLLleHWe, YTO apMUs PAAOM B MOTYUUX ropax
1 BeckpaiiHeM NPOCTPaHCTBE KOHKPETHOM UCTOpH-
YeCKOMW CLieHbI, BbI3bIBatOLLLEN Y 3pUTeNs spkme ac-
coumaumm. KomMnosmumsa KapTuHbl B M306paxeHnn
nerisaxa coyeTaeT NpuemMbl TPAAULIMOHHOM KMUTal-
CKOW >KMBOMWCHK «rao toaHb» U «LU3Hb FoaHb». ABTOP
NCMNONb3YET TakXKe ryCcTble MasKu TYLUbtO, KPaCHbIN
LBeT, NpuaatoLLme n306pa>KeHno annyeckoe 3By-
YaHWe 1 BreYvaTNeHne NCTOPUYECKOM 3HaUYMMOCTU
CaMOW TULLVMHbI Nepes, peLlatoLM CpaxKeHneMm.
KapTtuHa BaH LLsHne «BoceMb repounHb 6pocatotcs
B peKy», HanncaHHaa B koHue 1950-x rogos, pac-
CKa3bIBaET O rMben XeHLWnH-60ML0B B AHN BOWHbI.
B kapTuHe 6narogaps ACHOW 1 CTPOron KOMNO3u-
unm ybeamtenbHO BOCCO3AaHbl Tparnyeckme Mo-
MEHTbl BOEHHbIX J€eT.

B oktabpe 1958 rogy Hayanocb CTpouTeNb-
CTBO HaunoHanbHOro BoeHHoro myses B lekuHe.
710 cobbITe coBnano ¢ npasgHoBaHnem 10-n1etuns
co AHA obpaszoBaHua Kutarickoli HapogHow Pecny-
6.mkn. CTponTenbCcTBO ObIIO 3aBEPLIEHO B aBrycre
1960 roga. My3ein 6b11 OTKPbIT B [leHb BOOPY>KEH-
Hbix cun Kutas. Mo peleHnio BOEHHOW KOMUCCUMU
KommyHucTMUeckor naptum Kutas mysei opuum-
aNbHO Ha3BaH BoeHHbI My3eli KnTtaickon Hapoa-
HOW peBoatoUnn, HaumMoHanbHbIA BOEHHbIA My3ei
Kutas. B my3ee HaxoanTCa He TONIbKO KOANeKL s BO-
€HHOrO CHapAXEHWA U KYAbTYPHbIX PEANKBUIA, NO-
CBALLEHHBIX UCTOPUM KUTAUCKOM apMmMK, HO KapTUHBI
N3BECTHbIX XyAOXHMKOB 6aTanbHOro 1 nctopunye-
CKOFO XXaHPOB KUTAMCKON Mac/isHOM XmBonuncu. 1
asrycta 2022 roza B [leHb 95-11 ro0BLUNHbI OCHO-
BaHWs HapoaHo-ocBoboauTensHoln apmum Kntas
(HOAK) bbln1a oTKpbITa BbICTaBKa MaCAsIHOM XMBO-
nucn «Jyla apMun», Ha KOTopon Bbln NpeacTas-
NeHbl NPOU3BEAEHNS, NMOCBALLEHHbIE BOEHHON TEME!
Ly Kancw «MocneaHnin 6o B LLaHranmHe»; LaH
[unn «B gopore»; YxxaH LUpmHTao «Peka CAHU3AH» 1
MHOTUX APYTUX U3BECTHBIX KUTANCKMX XYAOXKHUKOB
6aTanbHOro XaHpa.
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EDUARD STEINBERG — ICON PAINTER OF THE
SOVIET AVANT-GARDE

Summary: Eduard Steinberg (1937-2012) is an artist
who combined the ideas of minimalism with the traditions
of Suprematism, symbolism, and Russian icon painting in
his nonconformist work.

He became acquainted with paintings by famous artists
— Picasso, Van Gogh, Matisse, Malevich, and the Supre-
matists, only through reproductions in albums and books.
Having trained his observation skills, Steinberg began his
career as an underground artist. To the average person, his
intricate figures, squares, and circles seemed to be a mean-
ingless abstraction; however, for the artist, they were a kind
of message from the abyss, expressed in encrypted form.

An internally religious man, Steinberg expressed deep
metaphysical meanings through iconic images, through
a cross, a circle, a line, conveying the boundaries of day
and night, mortal and eternal... The rigor, sharpness, se-
verity of his pictorial signs and symbols returns the view-
er to the Russian artistic tradition, founded even in the
15th century and going back to Theophanes the Greek

In the late 1950s and early 1960s, during the Thaw
in Moscow, various informal unions of artists began
to appear, connected not even by a single creative
stand, but rather by friendly ties and a similar way
of existing and perceiving reality. Among them, one
can single out the Kineticists (L. Nussberg), the Li-
anozovo group (O. Rabin), the union of Yu. Soost-
er (Yu. Sobolev, E. Neizvestny, etc.), the studio of E.
Belyutin, the circle of V. Yakovlev...

However, there were also “lone wolves” who main-
tained independence, freedom from creative unions
and friendly communities. These eccentrics, often
half-beggars, were only united, if even united, by
one thing — a categorical aversion to the socio-po-
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and Andrei Rublev. The artist's experiments with light can
be attributed to the traditions of the Moscow icon paint-
ing school and even to the teachings of theologians about
the nature of light.

Eduard Steinberg cannot be directly attributed to the
artists of the Severe style — a special trend in Russian
painting that gravitated towards Russian icon painting,
but expressed this in a different, hidden manner. Howev-
er, his original talent and unique view of the world were
very consonant with this phenomenon of Soviet painting.

It is interesting that Steinberg also gravitated towards
icon painting in his work, trying to intuitively discern a
special secret in it, a different philosophy and convey it
on canvas.

In the artist’s work in a harsh, spiritual time, the idea
of resurrection, temporary and eternal, was refracted in
a special way.

Keywords: Eduard Steinberg, icon, style, Thaw, Severe
style, Tarusa, artistic method, painting.

litical agenda and aesthetics of the Stalinist period.
At that time and after, such existence of creative in-
dividuals was called the underground. They could
not appear in public and openly express themselves,
including in art; however, they could not suppress
their own worldview and ideology either.

Eduard Steinberg, this unusual artist of the Soviet
era, can probably be attributed to the younger gen-
eration of individual personalists. He named Taru-
sa and the house of his father, Arkady Steinberg, a
poet, translator, and graduate of Vkhutemas, as the
origins of his work.

The elder Steinberg found himself in the midst of
terrible events — he went through the war, then end-

ed up in Stalin's camps, while maintaining the feeling
of life as a great gift, without losing the taste of each
day. Such an amazing perception of the surrounding
world was also present in his work; it became natu-
ral for his poetic language and was reflected in the
unconventional, talented translations of the works
of Van Wei and J. Milton. Having known M. Volos-
hin personally since his youth, he seemed to be from
that time, from the Silver Age; he carried this atti-
tude to life, to words, to close people. Steinberg Sr.
spent a lot of time in nature and drew strength from
there to live and create. His original poetic legacy
began to appear after his death, during the period
of Perestroika.

Due to the above-described reasons, it so hap-
pened that E. Steinberg’s mother, Valentina, who
came from a traditional Orthodox family, raised her
sons alone. In her difficult but humble life, one can
discern the character traits of real Russian women,
which fill classical Russian literature.

E. Steinberg’s childhood was fishing, evening
school, and solitude in Tarusa, where he rented a
room from Marya, the widow of a priest tortured
during the years of repression. Here he began his
painting studies, and this woman, knowing the pov-
erty of the tenant, shared a modest dinner with him.

When visiting the capital, he periodically lived
with his parents. A small room in a communal apart-
ment, which they shared between the three of them
until his father returned, became a place for creative
meetings and a living room for the younger gener-
ation of Moscow underground artists.

With its meager, even beggarly furnishings, this
room was similar to shelters in Gorky's works; how-
ever, it was distinguished by an artistic atmosphere
not only on the walls where the paintings hung, but
also by many hours of discussions of plans and art-
works, selfless work. In this room, everyone knew
about the fate of great artists, including, for exam-
ple, Van Gogh, who sold one painting during his
lifetime... Steinberg consciously chose this path of
underground existence, “non-acquisitiveness” in art,
being quite satisfied with a piece of stale bread and a
pack of dumplings brought by one of his more “well-
off” artist friends for a non-hungry dinner.

During this period, Steinberg’s palette gradual-
ly began to form and appear as monochrome, twi-
light-ochre, muted, and one-colour. He actively
painted his friends, the first famous plots appeared:
Tatar Wedding, Flower Seller, Janitor, You Will Not Re-
ceive Oblation, etc.

In the works of this time, in particular, portrait
characters, a certain similarity with Steinberg him-
self can be discerned as well as some romanticisa-
tion of the way of life that he led. The cycle of his
abstractions, painted with nitro paint and soon de-
stroyed by him, can be perceived as shocking. With-
out money for canvases, he was forced to work on
plain paper — with pencils, watercolours, ink. He of-
ten gave these works to friends.

The death of Marya in Tarusa in 1962 changed
Steinberg’s worldview and introduced a new motif
into his work. This loss gave birth to the idea of res-
urrection, unchanging, but new for everyone and
unique — the theme of the temporary and eternal.
The death of a loved one, who was an example of
kindness, beauty, and faith for the artist, as well as
active immersion in the poetic world of A. Blok re-
veal to Steinberg the meaning and high purpose of
a woman as an archetype of spiritual beauty. Dur-
ing this period, unconsciously repeating the motifs
of ancient shrouds with the Virgin Mary, he repeat-
edly painted female figures in his paintings, placed
horizontally in the landscape. The sense of a univer-
sal landscape created by the musical and rhythmic
structure of the paintings made these works some-
what consonant with the canvases of Borisov-Mu-
satov and even Vrubel.

From this time on, Steinberg’s interest in the works
of Russian religious philosophers awakened and
strengthened — P. Florensky, S. Bulgakov, N. Berdy-
aev, V. Solovyov. He even performed a secret bap-
tism and distanced himself from his comrades, with
whom he had closely communicated in previous years.

During this same period, his relationship, which
turned into friendship, began and strengthened with
E. Schiffers, a contemporary religious philosopher
who helped Steinberg understand himself at a new
stage of development and creativity and recognise
the archetypal formulas embedded in his works. In
1973, Schiffers published an essay, “The Ideograph-
ic Language of Eduard Steinberg”.

Through the concepts and philosophical catego-
ries laid down in N. Berdyaev's book, The New Mid-
dle Ages, Steinberg entered into a correspondence
dialogue with K. Malevich (who had died two years
before Steinberg was born), considering him an art-
ist of the “night”, and himself, in contrast to him, an
artist of the “day”.

Shiffers noted that “on a square canvas, elemen-
tary particles of the elements flow in the Light, which
both the Greeks and Yantra Yoga designate with ge-

159



ometric symbols. Permeated with Light vibrations, el-
ementary particles of earth, fire, air, water, and ether,
weave a new body, a figure. If Steinberg comes to
“figurative” painting, he will paint icons, since only
saints have 'images’ and already irrevocable ‘liturgical
vestments—-bodies’; they are truly and invariably alive.
The average European, of course, does not recog-
nise them, because he or she is ‘truly alive’, whereas
saints are concepts from the realm of pre-industri-
al superstitions.” [2, p. 54]

Unlike the artists of the first wave of the avant-gar-
de, Sheinberg is firmly connected with Russian tra-
ditions, his land. He is close not only to the thinkers
of the early 20th century, but also to the prominent
representatives of the Slavophiles, who raised the
question of the relationship between Russia and the
West and declared the place of our country in the
world, the peculiarities of the Russian path.

Steinberg is far from blindly believing in social
and technical progress; on the contrary, he perceives
the history and events of the 20th century tragical-
ly, seeing a breakdown in what happened, a break
with the original Russian traditions. He writes that
in the Soviet country, the God-man was replaced by
a man-god and compares Malevich's Black Square
with God-forsakenness, with night and death.

However, Steinberg’s view of art is completely
different. Like icons, his paintings do not contain ei-
ther the gloom or the cruelty of time; they convey
the quiet, bright beauty of life. Like Weisberg, for
example, he deliberately and invariably emphasises
the exceptional, leading role of light, and the light
gray and bluish tones in his paintings do not serve
as a background, but penetrate each other, symbol-
ising universal unity.

In such a meaning of light, as well as geomet-
ric shapes and numbers, in the saturation of paint-
ings with various Christian symbols, the difference
between Steinberg's work and the first wave of Rus-
sian avant-garde is formed. He turns all the features
of the avant-garde on its other side and gives them
a deep symbolic meaning.

In the article "Between Modernism and Postmod-
ernism — Eduard Steinberg”, M. Huttel noted that the
gravitation towards Suprematism gives Steinberg a
special feeling for the laws of colour, line, and form.
Some techniques of classical modernism allow Stein-
berg to move not just to well-forgotten forms, but to
Russian icon painting. Even at the beginning of the
20th century, icon painting was considered one of
the beginnings, the birth of Russian art, expressing
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the absolute. Earlier, similar thoughts and connec-
tions were shared by the constructivists, by Malevich;
however, they were distinguished by greater immer-
sion, attachment to the material. For Steinberg, such
a connection with the sacred, holy ancient Russian
art was not just another creative stage or a response
to the history of Russian art. There was also a deep
religious connection.

It should be noted that since the mid-1960s, there
has been a steady interest in metaphysics among the
intelligentsia. Such concepts as existentialism, esoteri-
cism, and religion were often discussed. Steinberg was
keenly interested in these topics and found enthusi-
astic interlocutors not only in his wife G. Manevich
and friend E. Shiffers, but also in the books of his
favourite philosophers, where he seeked answers
to complex questions and connections between art
and religion.

The philosophy of antiquity smoothly led Stein-
berg to the desire to connect modernism with icon
painting. The mysticism of numbers was important
for him; numbers reflected the principles of exist-
ence, each of them meant something, and their syn-
thesis symbolised the general world harmony. It is
precisely these categories that Steinberg was guid-
ed by when he introduced numbers into his works,
in particular, 1, 2, 3, 4. They gave certain Christian
meanings to his paintings. Along with numbers, there
were also letters: for example, A, fl (our “alpha” and
"omega”) and individual words “sky”, “cross”, "heav-
en”, "house”, etc. Similar symbolic notations are also
characteristic of icon painting. With this approach,
a certain Christological interpretation of Steinberg’s
paintings is possible, in which the triangle symbolis-
es the Trinity, the cross — the crucifixion, the square —
the church, the circle — the halo. If we talk about art,
Steinberg, rather, turns to his intuition, which selects
suitable elements from past historical eras; history
itself serves him as a reason to revive his memory.

Steinberg creates a special, close in spirit to him-
self, cycle of paintings on a village theme. These
works seem to carry us through Malevich directly to
the icon: here, there are canonical tilts of the charac-
ters’ heads, and the outline of their hands, and the
spelling of the names...

Steinberg's letter to Malevich is a verbal creative
credo, where he expresses his attitude to the tradi-
tion of the Silver Age, the artistic equivalent of which
appeared to him through the images of the Earth
and the Sky as symbols of eternity.

Even in the early 1960s, Steinberg did not strongly
separate the Earth and the Sky. For him, it was a cha-
otic unity expressed in the pictorial material. How-
ever, by the end of the decade, he crystallised the
landscape structure of his works, making them more
plastic and luminous. The subject series of his paint-
ings with stones, fish, birds forms the “Earth Zone”,
and the illuminated backgrounds and depths refer
to the celestial sphere.

Steinberg conveys the eternal dialogue and op-
position of the Heavenly and the Earthly, Darkness
and Light through tonal interactions and transfor-
mations — from earthy darkness to heavenly white-
ness. In contrast to the works of past years, in new
paintings, such as, for example, Funeral Notice, the
Earth is a habitat, and the terrain is a human home,
a dwelling, symbolising a settled way of life, home
comfort, etc.

The surface of the Earth is not only a place of rest,
it also preserves the energy of different elements.
And by thickening the colours from sandy ocher to
rich earthiness of colour, Steinberg transforms the
canvas, according to its pictorial characteristics, into
a kind of pozem of Russian icons: the surface of the
earth, where the saints on the icon remain in eter-
nity. This tendency is clearly visible, for example, in
the painting Born — Died.

The artist’s later works are marked by a very re-
strained colour scheme with non-contrasting col-
ours, where hidden emotional experiences can be
revealed through subtle tonal gradations. The col-
ours taken for the background convey intonations
of secrecy and intimacy, like iconic images and back-
grounds. In Steinberg’s concentrated plastic worlds,
colour is introduced restrainedly, moderately, ascet-
ically, reminding us of the fluidity of life and the im-
pressions experienced.

When Steinberg introduces red into his paintings,
the environment is saturated with energy, it acquires
a powerful force, and the paint material hardens into
a smooth magical mass; here a parallel can be drawn
with the techniques of red-background icon paint-
ing. In such an environment, both concealment and
revelation are present, signs and figures appear and
disappear here... Such methods and points of view
connect Steinberg's painting with ancient Russian tra-
ditions and icon cinnabar, which was used to paint
the clothes of saints (in particular, by icon painters
of the Pskov school). The same can be said about
the symbolic beginning in the construction of con-
tours and lines that permeate the planes of many

compositions of the artist’s paintings. The contour
captures the elusive images of the heroes and grows
into the plane of the painting like the icon signs in
the whiteness of the gesso.

Thus, the renewal of Steinberg's artistic language
does not speak of a change in style, but of a transfor-
mation of his personal point of view on the infinite,
the religious, and in general testifies to the devel-
opment of a special spiritual view and perspective,
using which the artist looks at the world and repro-
duces it in his paintings.

For Steinberg, the deep meaning of mystical
searches and geometric symbols is associated with
the answer to the question of the state of the body
and soul after death, where the Last Judgment and
Resurrection await.

Steinberg is deeply attached to his land. He him-
self said that “only in the village do you begin to
breathe and feel like a child of the ‘first day’. You
enter the house... Then you go for water, to the well
and shudder under the gaze of fellow villagers and
domestic animals...”. [5] And when he “speaks of his
desire to give a name to each bush in order to des-
ignate its presence in the fog of eternity, he clearly
defines the very essence of his work: to leave a trace
in the emptiness that borders on non-existence”. [5]

There is little colour in Steinberg’s works, mainly
red and brown, which were not chosen by chance and
go back to the art of icon painting and religious tra-
dition in general. Black is also present as a tribute to
the work of Malevich. However, white still predomi-
nates as a symbol of infinity and the personification
of space. “Steinberg’s circles and white rectangles
appear in two guises, signifying both the despair of
a man lost in the vastness of space and the triumph
of all-conquering life returning to normal.” [5]

The French critic and expert on Russian art, J.-C.
Marcade, noted that "Steinberg’s absolute original-
ity lies in the fact that he creates icon paintings, the
pictorial elements of which acquire an aspect of the
supersensory. In many ways, he develops the ideas
of Kazimir Malevich, who had a huge influence on
world painting”. [8]

Steinberg himself said: “For me, the icon is first
and foremost a space of worship, from which | draw
knowledge. The icon has different dimensions — reli-
gious, visual. It has a timeless artistic language that
leads to Byzantium. As an artist, | came from the Rus-
sian avant-garde, which was connected with the Rus-
sian icon. It was through the icon that | understood
Malevich and realised what | was doing. His square is
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also an icon, however, an icon of the church schism.
At that time, there were icons that were a red square,
that is, fire. The Skoptsy had them. In my opinion, the
national art that comes from the icon was discov-
ered by the Russian avant-garde, not the Itinerants.
My art is largely intuitive. Yes, | introduce numbers;
however, this is not the Jewish cult Kabbalah. On the
contrary, | was inspired by Byzantium: the number
‘3" is the trinity, ‘12" is the number of months... All
this is in Christian symbolism.” [8]

Critics and art historians view and analyse Stein-
berg’s work in different ways. Some seek a place
for him in the space of regional culture, others talk
about the affinity of his work with European meta-
physics, and others emphasise the universalism of
the philosophical and religious ideas embodied in
the artist’s paintings. However, it is certain that in his
works, Steinberg synthesises the main phenomena
of Russian art, previously in opposition to each oth-
er — symbolism, suprematism, icon painting.

His works weave together many Russian traditions
—ancient Russian icon painting and the aspirations of

the avant-garde of the early 20th century. Like icons,
Steinberg'’s paintings do not contain the gloom and
cruelty of life, they radiate a quiet, bright beauty.

In the Soviet Union as an atheistic state, a kind
of sublimation of religious feelings occurred: culture
and art became a special cult, an object of worship.
After the war, a museum of ancient Russian culture
was founded in the Spaso-Andronikov Monastery; in
the 1960s, people went to ancient Russian cities and
monasteries; the famous tourist route, the Golden
Ring, was formed; the legendary book, Black Boards,
by V. Soloukhin about icons was published; the film
Andrei Rublev by A. Tarkovsky appeared on the big
screens... All this seemed to elevate art to a pedestal,
giving the artist's activity an elevated status.

During the same time, artist Eduard Steinberg
worked, sublimating. He did not belong to the so-
called Severe style; however, in his own way, he
depicted images of the eternal, the divine in his
avant-garde paintings.
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SAYAP/, LUTEMHBEPT — MKOHOMWCEL]
COBETCKOIO ABAHTAPAA

ArHomayusa: 3dyapo LimeliHbepe (1937-2012) — xy-
0oXxHUK, 06e0uHUBWUL 8 CBOEM HOHKOHPOPMUCMCKOM
meopuecmee udeu MUHUMAU3MA C MpaduyuAaMuU cynpe-
Mamusma, CUMBOIU3MA U pycckoli UKOHONUCU.

Jluwb no penpodykyusam 8 anbbomax u KHU2aX OH
3HAKOMUJICA € KAPMUHAMU U38ECMHbIX XyOOXHUKO8 —
lMukacco, Ban lNoza, Mamucca, Manesuya, cynpemamu-
cmos. HampeHuposag HacMompeHHocme, LLimeliH6epe
Ha4yuHaem Kak xyO0oXHUK noONno/bs; e20 3aMblC/108aMeble
duzypel, kgadpamel u Kpyau kasaauce obeieameto bec-
CMbicneHHol abcmpakyueti, 00Hako 015 XyOOXHUKAG OHU
611U c80eobpasHeiM nocaaHuem u3 6e30Hel, 8bipaxeH-
HbIM 8 3awugposaHHoM sude.

LlImeliH6epe, Yenosek 8HympeHHe pesiu2uUo3HsiIl, 8blpa-
xaem anybokue Memagbusuyeckue CMbiC/1bl Yepes UKOHHbIe
o0bpasel, yepes kpecm, Kpye, JUHUI, hepedasas 2paHuybl
OHA U Ho4u, bpeHHo20 u 8e4Ho20... Cmpo2ocme, pe3kocme,
CYpOBOCMb €20 XUBONUCHBIX 3HAKO8 U CUMB0J108 8038pa-
waem 3pumens K pycckoli xydoxecmaseHHol mpaduyuu,
3an0xeHHoU ewé 8 XV seke u gocxodauweli k Peogpary
lpeky u AHOpeto Pybaesy. A akcnepumeHmMbl XyOOXHU-

B koHue 1950-x — Hauane 1960-%, B nepnog «oT-
Tenenn» B MOCKBE CTann MNOSBAATLCA Pa3/INyHble He-
dopManbHble COr3bl XYAOXKHWKOB, CBA3aHHbIE Aaxe
He e4MHOM TBOPUECKON NO3ULINEN, a CKOpee, 4pY-
KECKMMM Y3aMK1 1 MOXOXKMM CNocoboM CyLLecTBOBa-
HWA 1 BOCNPUATUSA AencTBuTenbHocTU. Cpeam Takmx
MOXHO Bblgenntb knHeTtuctos (J1. Hycbepr), anaHo-
3oBckyto rpynny (O. PabuH), cotos HO. Cooctepa (HO.
Cobones, 3. HemsBecTHbIN U ap.), cTyauto 3. bento-
TWHa, Kpyr B. Akosnesa...

OaHaKo 6bIAN N <OAMHOKNE BOJIKM», AepyKaBLume
He3aBWCUMOCTb, CBOHOAY OT TBOPUECKMX COHO30B U
APY>Keckmx coobuiecTts. Takmx YysakoB, 3a4acTyto
NONYHULLMX, €CAN YTO-TO U OB BEANHANO, TO TOIbKO

Ka co c8eMoM MOXHO omHecmu K mpaduyusm MOCKo8-
ckoli ukoHonucHoU wkosbl U daxe y4yeHusam 6o2oc/i0808
0 npupode caema.

3dyapda LLmeliHbepea Henb3a HaANPAMY omHecmu K
XyOOXHUKAM «Cypogo2o cmusisi» — 0cobo20 HanpasieHus
8 pycckol xusonucu, mszomesuiezo K pycckoli UKOHONU-
CU, HO 8bipaxasuie2o 3mo 8 uHol, ckpbimol maHepe. O0-
Hako e2o camobbimHbili manaaHm u caoeobpasHelili 832150
Ha MUp 661U 8eC6MA CO38YYHbI SMOMY ABEHUK COBeM-
ckoU xusonucu.

WHmepecHo, ymo LlimeliH6epe moxe msazomen & c8o-
éM meopyecmeae K UKOHONUCU, NbiIMAsace UHMYUMuUeHo
pa3znademe 8 Heli ocobyro maliHy, uHyro gunocoguro u
nepedame 3mo Ha xoscme.

B meopuyecmee xydoxHuka 8 cyposoe 6e30yxosHoe
spems ocobbim 06paszom npesomusace udes sockpece-
HUS, 8peMeHH020 U 8e4HO20.

Knroyessie cnosa: 30yapd LlimeliHbepe, ukoHa, cmue,
«ommenese», «Cyposblli cmusb», Mockea, Tapyca, xydo-
XecmeeHHbIl Memod, KapMUHa.

OAHO — KaTeropmnyeckoe oTBpaLleHme K coLlunab-
HO-MONNTUYECKOM MOBECTKEe W 3CTeTUKE Nnepuoja
ctannHuama. MosobHoe bbITOBaHME TBOPUECKUX INY-
HOCTeN B TO BPEMS W NOC/IE Ha3blBaAOCh «MOAMNOJb-
HbIM». [TOABUTLCA Ha BUAY W OTKPBITO BblpaXaTb cebs,
B T.U. B ICKYCCTBE OHUW He MOI/Y, HO U HacTynuTb Ha
rops1o co6CTBEHHOMY MUPOBOCMPUATAIO, MUPOBO3-
3pPEHUIO — TOXe.

Sayapaa LUTeliHbepra, 3Toro HeOb6bIYHOrO Xy-
HO>XKHMKa COBETCKOIO BPEMEHM, BEPOATHO, MOXHO
OTHeCTM K M1aLemy NMoKOJEHUIO OANHOYEK-MEePCo-
HanucToB. icTokamm cBOero TBOpYeCTBa OH Ha3blBa-
et Tapycy » agom cBoero oTtua Apkagna AKMMOBUYA
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LtenHbepra — nosTa, NepeBoOAUMKa, BbIMYCKHU-
Ka Bxytemaca.

Crapwwi LteliHbepr okasancsa B nekse cTpall-
HbIX COBBITUA — MPOLUEN BOMHY, MOTOM OKa3acs
B CTAJIMHCKMX Nlarepsax, COXpaHsaa npu 3TOM OLLy-
LLeHWe XMU3HW KaK BEJIMKOro fapa, He Tepsas BKy-
ca Kaxzoro AHs. Takoe yanMBuUTeNbHOE BOCMpUATUE
OKpY>KatoLLLero Mmpa BXOAMO U B ero TBOPYECTBO,
CTaHOBWIOCb €CTECTBEHHbIM /11 €70 MNO3TUYECKOro
A3blKa U OTKJMKANOCh B HECTAHAAPTHbIX, TaNaHTAN-
BbIX NMepeBogax npovseegeHnii Bad Bas u x. Munb-
TOHa. C tOHbIX NIEeT 3HaBLWWI AM4YHO M. BonowmHa
OH byaTO 13 TOro BpemeHu, n3 CepebpsiHOro Beka,
MPOHEC 3TO OTHOLLEHMWE K XM3HW, K CI0BY, K 6a13-
Knum ntogam. MHoro BpeMeHu LLteliH6epr-ctapLumnia
MPOBOAWA Ha NPUPOAE W Yepnan OTTyAa CUAbI XKUTb
n TBOpUTL. OpUrnHanbHOE NO3TMYECKOe Hacneane
€ro CTafno NosBAATLCA YXe Nocae CMepTy, B Nepu-
O/, «MepecTponKu».

Tak y>X CIlyunnoch B CUY BbILLEOMNMUCAHHBIX NPWU-
UnH, yto MaTb . LLiTteMHbBepra, BaneHTnHa leoprues-
Ha, MPOMCXOAMBLLAs U3 TPAAWLMOHHOW NpaBOCNaBHOWM
CEMbMW, pacTuaa CbIHOBEW ofHa. B eé TpyaHoM, HO
CMUWUPEHHON XXM3HW YraAblBaroTCa YepTbl XapakTepa
HaCTOALLMX PYCCKMUX XKEHLLUH, KOTOPbIMUN HaMoJIHe-
Ha Knaccuyeckas pycckas svTepatypa.

[Jetctso 3. LLTenHbepra — 370 pbibanka, Bevep-
HAR LWIKONa U yeauHeHWe B Tapyce, rae OH CHUMan
KOMHaTy Yy BAOBbI 3aMyUYeHHOTO B rofbl pernpeccuii
cBALleHHKa Mapbu IBaHOBHbI. 34eCb OH Ha4MHan
CBOW 3aHATMS XMBOMUCHHIO M 3Ta XeHLLWHa, 3Has bea-
HOCTb KBapTUPOCBHEMLLMKA, Aenia C HUM CKPOM-
HbIA Y>KNH.

BbiBas B cTONMLE, OH NEPUOAUNYECKM XMBET Y PO-
antenein. ManeHbkas KOMHaTa B KOMMYHaJIKe, KO-
TOPYIO OHM A0 BO3BPALLEHMA OTLLA AENAT Ha TPOMX,
CTaHOBUTCS MECTOM TBOPYECKMUX BCTPEY M FOCTUHOWM
A4NA MAajLwero NOKONEeHNA MOCKOBCKUX XYO0XHN-
KOB-«MOAMObLLNKOB».

CBoel ckyZHOW, faxKe HULLLEHCKOM 0BCTaHOBKOM
3Ta KOMHaTa HOMWHaNa FOPbKOBCKME HOUNEXKM, HO
OT/IMYanacb OHa XyAOXeCTBEHHON aTMochepor He
TONIbKO Ha CTeHax, rAe BUCeN KapTUHBbI, HO 1 MHO-
royacoBbIMU OBCY>XKAEHNAMU MIAHOB U NPOU3Be-
AeHnin, camo3abeeHHoW paboTol. B aTo komHaTe
Nto60M 3Han o cyabbe BEANKUX XYAOXHUKOB, B T.4.,
Hanpwumep, BaH 'ora, npogasLuerocs Npu XXu3Hu O4HY
KapTuHy... LLiItein6epr oco3HaHHO Bbibpan 3TOT NyTb
MOANO/NbHOIO CyLLECTBOBAHUS, «HECTAXKaTeIbCTBa»
B UCKYCCTBE, BMOJIHE YA0BAETBOPAACh KYCKOM YEp-
CTBOTrO X/7e6a 1 Naykon nejabMeHel, NPUBE3EHHbIX
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KemM-To 13 6onee «obecneyeHHbIX» Apy3en-xXyAox-
HWKOB ANS He TOI0AHOrO YXKUHa.

Manutpa WreliHbepra B 3TOT nepuog HaymHaet
nocreneHHo GopMmMpPoBaThCA 1 ABASET ceba MOHO-
XPOMHOW, CyMepeUYHO-OXPUCTON, C OAHOTOHHbIMM
npurayLwéHHbiMu uBeTamu. OH aKTMBHO NULLIET CBO-
UX ApY3er, MOABAAIOTCA NepBble N3BECTHbIE CHOXKETbI:
«TaTapckas cBagbba», «[TpogaBel, uBeToB», «/BOpP-
HUK», «Tbl He MONYUWLLb BO3AAAHbA» U Ap.

B paboTax 3TOro BpemMeHu, B 4acTHOCTH, MNOp-
TPETHbIX MepCcoHaxax, yrajblBaeTca onpeaenéHHoe
CXOACTBO C caMuM LLITeinHBeprom, n HekoTopas po-
MaHTU3aLmsa TOro obpasa XM3HWU, KOTOPbIN OH Be-
A€T. Kak anataxk MOXHO BOCMPUHUMATb LMK ero
abcTpakLmi, HanMCcaHHbIX HATPOKPACKOM 1 BCKOpe
YHUUTOXEHHbIX UM caMuM. be3 fieHer Ha XOACTbl, OH
BbIHY>X/€eH paboTaTtb Ha NpocToin bymare — KapaH-
Jallamu, akBapesbto, TyLbto. 3TK PaboTbl OH YacTo
Aapwn Apy3bam.

KoHunHa Mapbu ViBaHOBHbI B Tapyce B 1962 T.
MeHseT MMpoBO33peHue . LLiTelHbepra n BBOAUT
HOBBIA MOTUB B €ro TBOPYECTBO. JTa NoTeps poxAa-
€T Y Hero naero BOCKpeCceHs, HeM3MeHHYHo, HO AnA
KaXkZ0ro HOBYIO 1 CBOKO TEMY BPEMEHHOIO 1 BEYHO-
ro. CMepTb 6/1M3KOro YenoBeKa, KOTOPbIA Obln Ans
XYAOXHUKa NpUMepoM Jo6poThl, KpacoTbl U BEPb,
a TakKe aKTVBHOE MOrpy>KeHne B NO3TUYECKUA MUP
A. Bnoka oTkpbliBatoT LLTenHbepry cMbica 1 BbiCO-
Koe npefHa3HaueHme XeHLWMHbI Kak apxeTvna ay-
XOBHOW KpacoTbl. Heoco3HaHHO NOBTOPSAS MOTMBbI
APEeBHUX MaLaHuL, ¢ boropoguueld, oH B 3TOT Nepu-
O/, HEOAHOKPATHO MULLET B CBOMX KapTUHAX XXeHCKMe
burypsbl, pacnonoXeHHble TOPU30HTabHO B Nei3a-
xe. OuylieHre BceneHcKoro naHgwadra, co3jasa-
€MOro My3blKalbHO-PUTMNYECKUM CTPOEM KapTUH,
Jenano 3T Npou3BeseHNs B UEM-TO CO3BYUHbIMM
nonotHam bopuncosa-MycatoBa u gaxe Bpy6ens.

C 3toro BpemeHu y LLitenHbepra npocbinaetcs
YKPENAAeTca MHTepec K TpyAaM pPyCcCKUM Peanrnos-
HbiX punocopoe — . DnopeHckoro, C. byarakosa,
H. Bepasesa, B. ConoBbeBa. OH gaxe coBepLuaeT 06-
pAS, TalHOTO KpeLLeHWs 1 OTAANAeTC OT COPaTHUKOB,
C KOTOPbIMUW TECHO 06LWanca B NpejblayLine rogpi.

B 3TOT >e nepmog, 3aBA3bIBAOTCA U KPEMHYT ero
OTHOLLEHUS, Nepelueawine B a4pyx0y, ¢ E. LUnddep-
COM — COBPEMEHHbIM PEANTMO3HBIM GUAOCOPOM,
KOTOpbI nomoraeT LLTteliHbepry NoHsTb cebst Ha Ho-
BOM 3Tane pa3BuTLA U TBOPYECTBA U Pacrno3HaTh 3a-
NOXKEHHbIE B €ro NPOn3BeAeHMAX apXxeTunmyeckmne
dopmynbl. B 1973 r. Wnddepc onybankyet ouepk
«MNpeorpadpuueckmii a3bik dayapaa LTernHbepra».

Yepes noHatus n punocopckme kateropun, 3a-
noxeHHble B kHure H. bepasesa «HoBoe cpegHe-
BeKOBbe», LLTeHbepr BCTynaeT B 3a04HbIV Ananor
¢ K. Manesnuyem (TOT ymep 3a ABa roga 4o poxge-
Hus LLTenH6epra), cumtas ero Xya0XKHUKOM «HOUM»,
a cebs, B MPOTUBOMONIOXKHOCTb EMY, — XYZAOXHU-
Ka «AHA».

E. lWnddepc otmeuan, uto «Ha KBagpaTHOM Mo-
noTHe Bo CBeTe CTPYATCA NEMEHTapPHbIE YacTuLbI
CTWXMI, KOTOPbIE U rPeKkn, N AHTpa-inora obosHavatoT
reomMeTpuyeckumMm cumaonamu. NMpoHunsaHHele Cee-
TOBbIMW BUOpPALMAMMN 31eMEHTapHbIE YacTULLbl 3eM-
NN, OTHSA, BO3Ayxa, BOAbI 1 3dupa TKyT HeKoe HOoBOe
Teno, Hekyro purypy, — ecan LLTenHbepr npugér K
«bUrypaT1BHOM» XXMBOMMWCHK, OH CTAHET NNCaTb UKO-
Hbl, MO0 «IMKU» U YXKE HEOTMEHSEMbIE «PU3bl-Te-
Na» MeT NNLUb CBATbIE, MOA/IMHHO N HEU3MEHHO
>KMBblE, KOTOPbIX CPeAHNI eBponeeL, KOHEYHO, He
npusHaeT, 60 OH «MOANNHHO XMB», @ CBATbIE —
3TO MOHATMA N3 061aCTN AOUHAYCTPUANBHBIX Cye-
Bepun». [2, c. 54]

B oT/Mumne oT XyA0XKHMKOB NEpPBON BO/HbI aBaH-
rapaa, 3. LleiHb6epr Hakpenko cBsizaH C pyCcCKMMM
TpagnumamMu, ceoen 3emnén. OH 611M30K He TONIbKO
K MbICIUTENsIM Havana XX Beka, HO U pKUM npes-
CTaBUTENAM CaBAHODUNOB, CTaBUBLLMX BONPOC 06
OTHoLeHun Poccnm 1 3anaga v 3asBAABLUKX O MecTe
HaLLei CTpaHbl B MUPe, OCOBEHHOCTAX PYCCKOro NyTu.

LLITeMHBepr Aanék oT cnenon Bepbl B COLMANbHDIN
N TEXHUYECKMI MPOrpecc, HanpoTUB, OH Tparnyecku
BOCMPUHMMAET UCTOPUIO 1 cobbiTna XX Beka, BUASA
B MPOM30LUEALLNM HAaA/OM, Pa3pbiB C MCKOHHbIMM
pyccknmMu Tpaamumamu. OH MULLIET, UTO B COBETCKOM
cTpaHe borouenosek 6611 3aMeHEH YenoBeKO6Orom
N cpaBHMBaET «HépHbIn kBagpaT» K. ManeBunua ¢ 60-
rOOCTaB/IEHHOCTbIO, C HOUbIO U CMEPTBIO.

OaHako B3rasg LLtenHb6epra Ha UCKYCCTBO CO-
BEPLUEHHO MHOW. MNoA0BHO MKOHaM, ero KapTuHbI
He coAep>XaT HU MPaYHOCTU, HW XKECTOKOCTU Bpe-
MeHU, NepeAaBas TUXYH, CBET/IYIO KPaCoTy XXMU3HMW.
Kak, Hanpvmep, Belicbepr, oH HamepeHHO U Hens-
MEHHO MOAYEPKMBAET NCKAHOUNTENbHYIO, BEAYLLYHO
poJib CBETa, a CBETNO-Cepble 1 ronyboBaTble TOHa
Ha ero KapTMHax cny>xaTt He GOHOM, a NPOHMKAKT
ApYr B Apyra, CMMBOM3NPYA Bceoblee eANHCTBO.

B TakoM 3HaueHWUn cBeTa, a TaKkxxe reomeTpuye-
CKMX GOPM 1 umncen, B HaCblLLLEHUW KapTUH pa3nnu-
HbIMW XPUCTUAHCKUMU CUMBOAaMK, GopMupyeTcs
oTanune TBopUecTBa LLteliHbepra ot nepBoli BOAHI
pycckoro aBaHrapga. Bce ocobeHHoOCTM aBaHrapaa

OH pa3BOpauMBaET MHOM CTOPOHOM U NPUAAET UM
rnybokoe CMMBOINYECKOE 3HaYEHMe.

B cratbe «Mexay MoAepPHN3MOM 1 MOCTMOAEPHN3-
MoM — 3ayapga LWTelrtH6epr» M. XtoTTens otmeuvan,
YTO TArOTEHWE K CynpemaTmamy faét LUtenHbepry
0cobbIM 06pa3oM NPOUYBCTBOBATb 3aKOHbI LiBETA,
AvHUKM 1 dopmbl. HekoTopble NprEMBI Kaaccuye-
CKOro MogepHu3ama nossosnsert LUteinHbepry nepe-
MTW He NPOCTO K XOpoLo 3abbiTbiM popMaMm, a K
pycckol nkoHonucu. Ewé B Havane XX B. MKOHO-
MMCb OTHOCU/IM K HayanaMm, 3apOXKAEHUIO PYCCKOro
MCKYCCTBa, BblpaxkatoLLiee abcontoT. PaHee noxoxume
MbIC/IN U CBA3M BCTPEYAINCh Y KOHCTPYKTVMBUCTOB,
y K. ManeBnua, ogHako oTanyanmcb 6onbluen no-
rPY>XEHHOCTbIO, NPUBA3aHHOCTLIO K MaTepuany. Ans
LLITeMHGepra e NnogobHas CBA3b C CakpanbHbIM, CBfi-
LLeHHbIM APEBHEPYCCKMM UCKYCCTBOM ABAANACH He
oyepeaHbIM TBOPYECKMM 3Tarom UM OTKINKOM Ha
NCTOPUIO PYCCKOrO MCKYCCTBa. 34€echb bblia 1 raybo-
Kas penurnosHas cBs3b.

HeobxoaMMO OTMETUTB, UTO C cepeamnHbl 1960-x
IT. B Cpefe NHTEeANUreHL N HabatoaeTcs yCTOMYM-
BbIV MHTEpeC K MeTadmsmke. Hacto obcyaaemMbiMm
CTAHOBATCA TakuMe NMOHATUSA, KakK 3K3UCTEHLMANN3ZM,
330Tepwika, penurus. LLteHbepr X1BO nHTepecyeT-
CA 3TUMUN TEMaMM U YBNEUYEHHbIX cObeceHNKOB Ha-
XOAMT He TONbKO B CBOeW XeHe . MaHeBuY u apyre
E. LWnddepce, HO 1 B KHWrax NrobUMbIX prnocodos,
rfe VLWeT OTBETbI Ha C/I0XHbIE BOMPOCh! U CBA3M UC-
KyCCTBa 1 pesmnrmn.

dunocodpms aHTUYHOCTU NNaBHO NoABoAAT LLiTelt-
Hbepra K >enaHWHo CBA3aTb MOZEPHU3M C MKOHO-
MUCbro. BaxkHO 3HaueHWe Ans Hero nMena MUCTUKa
yncen, B KOTOPOM UMCAa OTpaxKaau NPUHLMNbI Cy-
LLLeCTBOBaHMS, KaXAaa U3 HMX YTO-TO 3HaUMNa, a nxX
CUHTE3 CUMBOAM3NPOBa OBLLYHO MUPOBYHO FrapMo-
HWt0. IMEHHO TaKMMK KaTeropmamm pyKoBOACTBYeT-
csa LLteliHbepr, Koraa BBOAWT B CBOW PaboThl uncia,
B yactHocTw, 1, 2, 3, 4. OHN NpuaaroT onpesenéH-
Hble XPUCTUAHCKME CMbIC/bI €ro KapTuHaM. Bmecte
C Uncnamm BCTpeyvaroTcs 1 BykBbl — Hanpumep, A,
A (Hawwn «anbda» n «omera») N oTAeNbHble CI0Ba
«HebOo», «KpecT», «<Hebo», «4oM» U Ap. [Moxoxme cum-
BOJINCTCKME 3aMnncuy XapakTepHb! U AN UKOHOMUCK.
Mpw Takom Nnoaxoae BO3MOXHa onpeaenéHHan Xpu-
cTo/lornYeckas MHTepnpeTauns KapTuH LLteinHbep-
ra, B KOTOPbIX TPEYroAbHWUK CUMBON3MPYET TpowLly,
KpecT — pacnstue, KBajpaTt — LepKBY, KPYTr — HUM-
6a. Ecam roBoputbes 06 nckycctse, To LUteliHbepr,
cKkopee, 0bpaLLaeTcs K CBOEN UHTYMLMK, KOTOPast Bbl-
6upaeT noaxoaaLLme 31eMeHTbI U3 NPOLUAbIX UCTO-
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PUYECKMX 3MOX; CaMa UCTOPUS CTY>XKMUT eMy NOBOZLOM
419 OXKUBAEHUA NaMATY.

LLteriHBepr co3aaét ocobbin ansa cebs, 6am3KniA
Mo AyXy, LKA KapTWH Ha AePeBEHCKYO TeMy. U 3Tu
npoun3BeAeHnsa NPOHOCAT Hac Kak 6yaTo ckBo3b Ma-
JleBMYa HaNPAMYHO K UKOHE: 34eCb N KaHOHWYeCKne
HaKJ/IOHbI TOJI0Bbl NEPCOHaXeN, N abpuc pyK, N Ha-
nnucaHe UMEH...

Mucbmo 3. WterH6epra K. ManeBuuy sBnsert co-
601 cnroBecHOe TBOpUECKOe KPeAo, Fae UM BbIpaXKeHO
OTHOLLEeHWe K Tpaamummn CepebpsHoro Beka, XyAo-
>KECTBEHHBbIN 3KBMBaNEHT KOTOPOW ABU/ICA eMy Ye-
pe3 obpa3bl 3emaun 1 Heba kak CMMBOJIOB BEYHOCTM.

Ewé B Hauane 1960-x rr. LUtelMHBepr cnabHO He
pasgenset 3emnto n Hebo, ans HEro 310 xaoTn4HoE
€JMHCTBO, BblpaXKeHHOE B XXMBOMWUCHOM MaTepuane,
HO K KOHLYy AeCATUAETNS OH BbIKPUCTaNNN30BbIBa-
€T MeM3axkHbI CTPoi cBoux paboT, genas ux bonee
MAACTUYHBIMUN N CBETOHOCHBIMU. MNpeaMeTHBIR paj
€ro KapTuH C KaMHAMMU, pbibamu, NTMLLaMK 0bpasy-
eT «30Hy 3eMan», a NPOCBETNEHHbIe GOHBbI U rNyHn-
Hbl OTCbINAIOT y>Ke K chepe HebeCcHOM.

BeuHbIi gnanor n npotuBonocTtaeieHne Hebec-
Horo ¢ 3eMHbIM, TbMbl 1 CBeTa nepesgaétca LUten-
H6epromM 4yepes TOHa/ibHble B3aUMOAENCTBMUA U
NnepeBONIOLLEHNA — OT 3EMANCTON TEMHOTbI A0
HebecHon 6enn3Hbl. VI B NpoTMBONOMOXHOCTL pa-
60TaM NPOLUbIX NIET, B HOBbIX KapPTUHAX, TaKM1X, Ha-
npumep, kak «[oxopoHka», 3eMns ABASETCA CPeAoM
0buTaHMsa, a MEeCTHOCTb — YeI0BEYECKUM JOMOM,
KUANLLEM, CUMBOAN3NPYS OCEANOCTb, AOMALUHWUIA
KOM®OPpPT u 4p.

MoBepXHOCTb 3eMAn ABNAETCSA HE TONbKO MECTOM
YMOKOEHWS, HO U COXPaHSIET S3HEPTUIO Pa3HbIX CTU-
XV, VI Npu CryweHnmn Kpacok oT nec4aHoml oxpbl
[0 HacbIWEeHHOW 3eMancToctn ueeta LtenHbepr
npeBpaLLaeT XoCT MO CBOUM >XMBOMMUCHBIM Xapak-
TepUCTUKaM B NoAobme «no3emm» pyccKux NKOH:
NMOBEPXHOCTW 3EMAN, TAe CBATbIE Ha NKOHe Npebbl-
BalOT B BEYHOCTU. DTa TEHAEHLMS XOPOLLO Npocie-
XWBaeTcs, HanpuMep, B kapTuHe «Poannca — ymep».

Mo3aHWe paboTbl Xy[0XKHMKa OTMEYEHBI COBCEM
cAep>KaHHbIM KOJIOPUTOM C HEKOHTPACTHbIMU LiBETa-
MW, Te Yepe3 TOHKMe TOHaNbHble rpajaLmmn cnocob-
Hbl MPOSABUTLCA CKPbITbIE AYLIEBHbIE NEPEXNBAHUSA.
B3aTble ans GoHa Kpacku nepesaroT MHTOHALMM CO-
KPOBEHHOCTN U MHTUMHOCTU, NOAOHBHO MKOHHBIM
obpasam 1 doHam. LiBeT B coCpesoTOUEHHbIX NAa-
CTuyeckmx mupax LLtelrinbepra BBOAUTCA cAep>KaH-
HO, YMEPEHHO, acKETUYHO, HAaNOMMHasA O TEKYYeCTu
KU3HM 1 NePeXmnTbIX BNevaTaeHn .
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Korga LUteH6epr BBOAUT B KapTUHBI KPACHbIM
LiBET, TO OKpY>KatoLwasa cpesa HacbILaeTcs aHepre-
TUYECKW, NPUOBPETaET BAACTHYO CUY U KPAaCOYHbIN
MaTepuan 3acTbiBaeT POBHOW Marmyeckom Maccow,
N 34eCb MOXHO NPOBECTV Napasnesb C Npuémamm
KpacHodOHHOW MKOoHONWCK. B Takol cpese npucyT-
CTBYIOT U COKPbITUE, U OTKPOBEHME, 34eCb MNPOCTY-
naroT MU NCYEe3aroT 3HaKN U durypobl... Takne MeToabl
N TOYKM 3PEHUS CBA3BLIBALOT XMBOMKWCH LLITelMHbepra
C APEBHEPYCCKUMU TPAAULMAMMN N UKOHHOWN KMHO-
Bapbto, KOTOPOW MUCaNW OAEXAbl CBATLIX (B YaCTHO-
CTW, UKOHOMMCLbI MCKOBCKOW LLIKOJIbI). TO YK€ MOXHO
CKa3aTb 1 NPO CUMBOANYECKOE Ha4ano Npu NOCTPo-
€HWUW KOHTYPOB W IMHWIA, NPOHM3bIBAOLLUX MaHbI U
MAOCKOCTA MHOTUX KOMMO3ULMIA KapTUH XYJ0XHW-
Ka. KOHTyp 3anevaTtneBaeT ycko/b3arolime 06aMKm
repoeB 1 BPacTaeT B NJIOCKOCTb KapTUHbI MOA06HO
«3HaMEHMWAM» UKOHbI B Hesn3He neBkaca.

Taknm obpa3om, 06HOBNEHME XYAOXKECTBEHHOTO
a3blka LLTeliHbepra roBopuT He 06 N3MEeHeHWM CTU-
JINCTUKM, @ O TPaHCHOPMaLIMN INYHOM TOUKU 3PEHUs
Ha 6eCKOHeYHOe, PeNNrMo3HOE 1 B LIEJIOM CBUAETENb-
CTBYET O CKNajblBaHNM 0COBOro AyXOBHOrO B3rasja
N pakypca, KOTOPbIM XYAOXHUK CMOTPUT Ha MUP U
BOCMPOW3BOAMNT Er0 B CBOMX KapTMHaX.

Fny6oKUA CMbIC MUCTUYECKMX MOWCKOB U FreoMe-
Tpu4eckmx cumBooB ans LLteliHbepra cBsa3biBaeTcs
C OTBETOM Ha BOMPOC O COCTOSHWU Tena v AyLum rno-
cne cmepTy, rae A&t CTpaluHbIv cyA n BockpeceHwe.

LteriH6epr rnyboko npmBsA3aH K CBOEN 3emJe.
CaM OH roBOpW/, UTO «TOJIbKO B AepPeBHE HauMHa-
elb AblaTbh U YyBCTBOBaTb cebsa pebeHkoM ,nep-
BOro AHA". Bxoauiib B A0M... 3aTeM uaellb 338 BOAOW,
K KONOALY M B3AparvMBaellb Noj B3rNs40M O4HO-
CenbYyaH M AOMALLHUX XMBOTHbIX...» [5] U Korga oH
«TOBOPUT O CBOEM XeNaHWW AaTb UMA KaXa0My Ky-
CTUKY, YTOObI 0603HAUNTbL €r0 MPUCYTCTBUE B TyMaHe
BEYHOCTM, OH YETKO ornpejenseT camy CyTb CBOEro
TBOPYECTBa: OCTaBUTb C/1eZ B NyCTOTe, KOTopas rpa-
HUYNT C HEBbITUEM». [5]

B pabortax LLTenH6epra Mano LBeTa, B OCHOB-
HOM 3TO KpacHbI/ N KOPUYHEBBIN, KOTOPble Bbibpa-
Hbl HE C/TyYaliHO N BOCXOASAT, K MCKYCCTBY MKOHOMMUCH
M B LEJOM PesirnosHon tpaauumm. MNpucytcreyet
M YEPHBIN LBET Kak AaHb yBaxeHusa TBopyecTBy K.
ManeBuuya. Ho npeo6nasaet Bcé-Takn Henbiii kak
CMMBON HECKOHEYHOCTN 1 ONNLIETBOPEHME NPOCTPaH-
ctBa. «Kpyru n 6enble npaMoyronbHuky LLtenHbep-
ra NpeAcTatoT B ABYX MNOCTACAX, 3HaMeHys cOboi n
OT4YasHWe YenoBeka, 3aTepsaBLLerocs B Heobo3pm-

MOM MpPOCTPaHCTBE, 1 TOPXKECTBO BCcernobexaato-
LN XXM3HW, BO3BPALLLALOLLLENCS Ha KPYTu CBOs». [5]

®paHLy3CKnA KPUTUK, SKCNEPT MO PYCCKOMY UC-
kyccTtBy X.-K. Mapkags oTMeyan, uto «abcontoTHas
opurnHanbHocTb LLTeliHbepra cocTonT B TOM, UTO
OH CO3/aeT KapTUHbI-MKOHbI, N306pa3nTe/ibHbIe 3/e-
MEHTbI KOTOPbIX MPUOBpPETarOT aCnekT CBEPXUYB-
cTBEeHHOro. Bo MHorom oH passuBaet naeu Kasmmumpa
ManeBuua, oka3aBLUEro OrpOMHOE BAVSHWE Ha MU-
POBYHO XUBOMUCH». [8]

Cawm LUTeliH6epr roBopma Tak: «MKoHa A1 MeHS
npexse BCero npocTpaHCTBO Ky/bTa, U3 KOTOPOro
A yepnato 3HaHWsA. IkoHa nMeeT pasHble n3mepe-
HWA — PeNnNTrMo3Hble, BMU3yasbHble. Y Heé BHeBpe-
MEHHOW XyA0>XXeCTBEHHbI A3blK, KOTOPbIA BeAET
K Bn3aHTum. Kak XyA0>XHUK, S BbiLLea U3 PycCKOro
aBaHrapAa, KOTopbli 6bl1 CBSI3aH C PYCCKON MKOHOW.
VIMeHHO yepe3 nkoHy A noHan Manesnua n ocos-
Han To, UTO cam Aenato. Ero kBagpat — ToXe MKOHa,
HO MKOHa LLlepKOBHOrO packona. Toraa 6biav NKOHBI,
npeacraBastole cobon KpacHbIM KBagpaT, TO eCTb
oroHb. OHM BUcenn y ckonuos. Ha Moi B3rasg, Ha-
LMOHaNbHOE, nayLliee OT MKOHbl NCKYCCTBO OTKPbI
PYCCKUI aBaHrapg, a He nepeaBuXHUKN. ckyccTBo
Y MeHsl BO MHOFOM WHTYUTUBHOE. [la, i BBOXY UMNCIIO,
HO 3TO He Ky/nbToBas eBpeinckas Kabbana. Hanpo-
B, A wen ot Busantun: yndpa «3» — 3ato Tpomnua,
«12» — uncno MecsLeB... Bcé 310 ecTb B XpUcTuaH-
CKOW CUMBOANKE. [8]

KpuTrkmM 1 nckycctBoBesbl NO-pasHOMY paccma-
TPUBALOT M aHaAM3MpytoT TBopyecTBo 3. LLTeiiHbepra.
OZHW MLLYT eMy MeCTO B NPOCTPaHCTBE PervoHasb-
HOW KyAbTypbl, BTOPble FOBOPAT O POACTBEHHOCTM
ero TBOpYeCTBa eBPOMNenckoin MeTapuanke, TpeTbU

NoAYEpKMBatOT YHUBEPCaNn3mM Gpuaocopckmx n pe-
JINTNO3HbIX WAEN, BOMIOLWEHHBIX B KAPTUHAX XYA0X-
Huka. OfHaKo HeCOMHeHHO To, YTo LLTenHb6epr B
CBOWX MNPOUN3BEAEHUAX CUHTE3NPYET rNaBHbIe sBJe-
HWS PYyCCKOro MCKYCCTBa, paHee HaxoAuBLUMeECA B
OnNno3nLmMmn ApYr K Apyry — CUMBOAW3M, CynpeMa-
TU3M MKOHOTMUCh.

B ero npowvsBeseHmAx cnaeTeHbl BOEAMHO MHO-
rve pycckve Tpaamumm —apeBHEPYCCKasn MKOHOMUC-
Hasl XXMBOMWCb M YCTPEM/IEHUS aBaHrapaa Hayana XX
Beka. KapTuHbl LLTteliHbepra, Kak U MKOHBbI, He CO-
Aep>KaT MPaUHOCTM U XECTOKOCTU XM3HW, N3Ny4yas
TUXYHO, CBET/IYHO KPacoTy.

B Coetckom Coro3e Kak aTencTnyeckom rocy-
JapcTBe NpousoLlna cBoeobpasHas cybammaums
PeANIMO3HbIX YYBCTB: KyJbTypa U UCKYCCTBO CTaau
0CObbIM Ky/bTOM, NPeAMeTOM NOKAOHeHWs. MNocne
BOWHbI B CNaco-AHAPOHNKOBOM MOHACTbIpe Obl
OCHOBaH My3el ApeBHepyCCcKoW KyabTypsbl, B 1960-
€ rofibl 04N OTNPABASOTCA B MOXOAbI MO APEBHUM
PYCCKMM ropogam 1 MOHacCTbIpaM, obpasyeTca ns-
BECTHbIV TYPUCTUUECKUIA MapLIpyT «30710TOE KOb-
LLO», BbIXOAMWT NIereHapHas KHura «4épHble 4OCKm»
B. ConoyxvHa 06 MKOHax, Ha LUIMPOKUX 3KpaHax Mno-
ABnAeTCA PuabM «AHgpen Pybnés» A. TapkoBCKOTO...
Bcé 310 kak H6bl BO3BOAUIO MCKYCCTBO Ha MNbege-
CTa/, NpUAaBano JeATeNbHOCTU XYAOXKHMKA BO3BbI-
LUEHHBbIN CTaTyC.

B 370 e BpemMsa paboTan, cybanmumpys, xynox-
HYK Sayapg LWtelriHb6epr. OH He OTHOCUACA K Tak Ha-
3bIBaEMOMY «CypPOBOMY CTUJIHO», HO CBOEOOPa3HbIM
06pa3oM BkNaApbIBas B CBOM «aBaHrapAmMCTcKme» Kap-
TUHbI 0Bpa3sbl BEYHOro, HOXKECTBEHHOTO.
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