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BypraHoBa Mapusa AnekcaHapoBHa

JOKTOp Mefarornyeckux Hayk, npodeccop LLkosbl gnsaliHa dpakynbteTa
KpeaTMBHbIX MHAYCTPUA HaLmMoHanbHOro nccnesoBaTeibckoro
yHuUBepcuTeTa «BbiClLan WKONa SIKOHOMUKN»

JOKTOp Hayk, npodeccop YHusepcuteta HOxHon KanndopHun,
cosgatenb v gupektop VIHCTUTyTa cCoBPeMEHHOW PYCCKON KyabTypbl
[OKTOP UCKYCCTBOBEZAEHVS, akaZieMnK POCCUIICKOW akagemMui Xy0XKecTs,
npodeccop Poccuitckoro rocysapcTBeHHOrO XyA0XeCTBEHHO-
npombliwneHHoro yHueepcuteta um. C.I. CtporaHoBa

JOKTOP UCKYCCTBOBEAEHUS, akafeMnk PoCcniickol akageMmnm XyoxecTs,
npodeccop Poccniickoro rocyAapcTBeHHOrO XyA0XKeCTBEHHO-
npomblwneHHoro yHmsepcuteta nm. C.I. CtporaHosa

JOKTOP Hayk, npodeccop AkageMuu nsaLHbIX NCKyccTB MyaHuxoy
[OKTOP HayK, Hay4HblA COTPYAHVK VccnenoBaTenbckoro LeHTpa
BoctouHon EBponbl BpemeHckoro yHuBepcuteta (fepmanus),
npodeccop Kapnosa YHnsepcuteTa (Hexus)

AOKTOP MeAarormyeckux Hayk, npodeccop MockoBCKOro ropoackoro
nejarorm4yeckoro YHnBepcuTeTa, MHCTUTYTa KyAbTypbl U UCKYCCTB
[OKTOpP MeAarornyeckux Hayk, npodeccop kadespbl M306pa3nTeNbHOro
nckycctea PakysbTeTa MCKYCCTB, pekaambl 1 AusaliHa MNegarornyeckoro
MHCTUTYTa TNXOOKEaHCKOro rocyjapCTBEHHOMO YHVBEpCUTETa

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

npogeccop YHneepcuteta My3bikun Toxo akyaH

npodeccop, AOKTOP UCKYCCTBOBEAEHUS, MPOPEKTOP MO Hay4YHOW

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

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

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

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

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

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

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

JOKTOp Hayk, npodeccop Poccuiickoin akagemmn My3bikn M. THECUHbIX

AokTop dunonoruv, npodeccop Poccuinckoro yHnBsepcumteTa

[Jpyx6bl HapoaoBs

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

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

JOKTOP Hayk, npodeccop Ymkarckoro YHneepcuteTa Kapeapbl KUHO

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

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

CmoneHkoBa HOansa AHaTtonbeBHa (Poccums)

COAEP>XXAHUE

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

CNnoBo
PEAAKTOPA

ANEKCAHAP HUKOJIAEBMY BYPTAHOB
PO/1b 3YPABA LIEPETE/IN B OBBEAVNHEHN 1 PA3BUTUN
POCCNNCKOIo XyaOXECTBEHHOTO MNMPOLLECCA

MAPUA ANEKCAHAPOBHA BYPFTAHOBA
MOHYMEHTAJIbHbBIE PEJIbE®bLI 3YPABA LIEPETE/IN

AHTOHUWUHA WIBUHWUYHA MOPABUHOBA
O COCTABE MACTEPOB LIEPKOBHOTIO NCKYCCTBA B
YEBOKCAPAX (MKOHOMUCLLbI XVIII-XIX BB.)

MAPUAHHA FOPbEBHA LWWEBYEHKO
MPOBJEMA AYTEHTUYHOCTW MNPV BOCCO34AHNIN
YTPAYEHHbLIX MAMATHNKOB B KUTAE

UYXKAO LLAMB3Hb,

MAPUA TEPEHTBEBHA MANCTPOBCKAS

3BOIIOLMA APXNTEKTYPHBIX ®OPM XEJE3HOZOPOXHbIX
BOK3A/IOB B [/1IOBAJIbHOW MEPCMEKTWBE: OT EBPOIb

N AMEPWKW O POCCUM N KNTANCKO-BOCTOYHO
XEJIE3HOW OPOT U

E/IEHA AHATONbEBHA 3AEBA-BYPJOHCKAS
APXUTEKTYPHOE BKOPO GESELLIUS-LINDGREN & SAARINEN
B ®OPMVIPOBAHMI MPOMBbILLIJEHHOM KONl ®UHCKOTO

NU3AVHA

ANEKCAHAPA HUKOJIAEBHA CAHbKOBA,
ANEKCAHAP HAKOJIAEBNY JIABPEHTbEB
AVN3AVNH-LEEHTPbLI B MTOC/IEBOEHHOW EBPOTIE U
MPO®ECCNOHAIbHAA NHOPACTPYKTYPA AN3ANHA
BTOPOW MOJIOBNHbI XX BEKA

5 3 CAODAH

UCCNEAOBAHUE CTPATEMVIA SKCMOHNPOBAHMS
®OTOMCKYCCTBA 1 B3AUMOZEMCTBIMA C NYBANKOW B
®OTOMY3ESAX POCCUN U KUTAS

NETP NETPOBNY KO3OPE3EHKO

CNOXEHWE XNBOMNCU «COLLIMATMCTUYECKOTO
PEANTN3MA»: ANCKYCCUW BOKPYT MPUHLINMOB
COBETCKOTIO MCKYCCTBA 1920 - 1930-X TO40B

KUPUNAN HAKOJNTAEBUY TABPUJINH, Y)KAH BY
TBOPYECTBO J1O YXYHAUN N POXAEHWNE
TMMEPPEANN3MA B XMBOTMNCN HOBOTO KUTAA

M3H XY3NUYXIHb, Y MUHA

XEHCKWE OBPA3bl B MY3bIKAJIbHOM NCKYCCTBE KNTAA
MEPBOW MONOBUHbI XX BEKA: )XAHPOBbLIE 1 CTUEBLIE
TEHAEHLWN NX BONNOLWLEHNA

Li3AH B3NLWAHb
CTWb B TBOPYECTBE COBPEMEHHbIX KUTANCKWX
KOMMO3UTOPOB

HA OBTOXKE 3ypab Llepetenn. be3 HazBaHusA. PparmeHT. XoaCT, Macio
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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

The Space of Culture

#4/2025

Dear friends,

We are pleased to present to you Issue 4. 2025, of
the scientific and analytical journal Burganov House.
The Space of Culture.

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

The journal publishes scientific articles by leading
specialists in various humanitarian fields, doctoral stu-
dents, and graduate students. Research areas concern
topical problems in multiple areas of culture, art, philol-
ogy, and linguistics. This versatility of the review reveals
the main specificity of the journal, which represents the
current state of the cultural space.

The issue opens with articles dedicated to the mem-
ory of the outstanding artist and public figure, Zurab K.
Tsereteli, the President of the Russian Academy of Arts.

In the article “The Role of Zurab Tsereteli in the Uni-
fication and Development of the Russian Artistic Pro-
cess”, A. N. Burganov analyses current trends in the
artistic life development in Russia associated with the
initiative and strategy of the President of the Russian
Academy of Arts, Z. Tsereteli. The author highlights his
key role in the process of consolidation of various ar-
tistic trends, focusing on Tsereteli's ability to combine
the traditions of academic art with avant-garde trends.

The article by M. A. Burganova, "Monumental Re-
liefs of Zurab Tsereteli”, is dedicated to the work of an
outstanding artist, the President of the Russian Acad-
emy of Arts, Zurab Tsereteli. The author notes the ex-
ceptional role of relief in the work of Tsereteli, who
consistently and innovatively addressed this complex
type of plastic art, overcoming its historical conserva-
tism and revealing the individuality of a modern mas-
ter. In conclusion, the author emphasises Tsereteli's role
as a major cultural person of international recognition,
actively advancing humanistic ideas, in addition to his
artistic career.

Features of the church art of the Chuvash, Mari,
Mordvins, and other peoples of the Russian state are
explored by A. I. Mordvinova in the article “On the Com-
position of Church Art Masters in Cheboksary (Icon
Painters of the 18th-19th Centuries)”. The majority of
the research material comes from archival sources, most
of which are from the 18th and 19th centuries.

In the article “The Issue of Authenticity in
the Reconstruction of Lost Heritage Sites in China”, M.
Yu. Shevchenko examines the practice of recreating lost
architectural heritage in China in the 21st century, pos-
ing important questions about their value. Moreover,
he challenges traditional ideas about heritage: should it
be limited only to material form, or, under certain con-
ditions, can it be understood more broadly?

The features of the development of railway station
architecture in world practice are analysed by Zhao Cai-
wen and M. T. Maistrovskaya in the article “Evolution of
Architectural Forms of Railway Stations from a Global
Perspective: From Europe and America to Russia and the
Chinese Eastern Railway”. The authors emphasise the
commonality of the architectural and typological para-
digm in the design of railway stations on a global scale
through intercultural communication and economics.

The development of the national model of Finnish
design from national romantic aspirations to rational
doctrines aimed at 20th-century design is analysed by
E. A. Zaeva-Burdonskaya in the article “The Gesellius,
Lindgren, Saarinen Architectural Firm in the Formation
of the Industrial School of Finnish Design”. The author
believes that architectural firms, as well as independ-
ent designers with their design potential, openness to
innovative solutions and experiments, were the most
important catalyst for reforms in the field of design and
artistic ideas implementation.

The topic is continued by A. N. Sankova and A. N.
Lavrentiev's article, “Design Centres in Post-War Europe
and the Professional Infrastructure of Design in the
Second Half of the 20th Century”. The authors consid-
er the revival and evolution of professional institutions
of designers in Germany, France, Italy, Britain, and the
USA; they played a key role in the formation of quali-
ty standards and aesthetics of industrial products. The
authors emphasise their influence on the development
of design national identity and the economic competi-
tiveness of the country.

In the article “Research on the Strategies of Exhibit-
ing Photo Art and Interacting with the Public in Photo
Museums in Russia and China”, Ge Xiaofang analyses
the development of photography museums in different
cultural contexts, as well as design methods employed
in these projects. The author argues that by balancing
technological innovation and cultural heritage, muse-
ums are evolving into creative clusters, attracting the
public with their creatively engaging programmes.

The formation of the ideological and artistic pro-
grammes of Socialist Realism painting in the period of
the 1920s-1930s is considered by Petr P. Kozorezenko

in the article “The Formation of Socialist Realism Paint-
ing: Discussions on the Principles of Soviet Art of the
1920s-1930s". The author believes that revolutionary
ideology and philosophy of nihilism served as the foun-
dation for the early development of Soviet avant-gar-
de artistic trends, which were subsequently “softened”
by concentrating on the traditions of Russian realism
of the second half of the 19th century (the Itinerants).

The unique aspects of hyperrealism development in
Chinese art are explored by K. N. Gavrilin and Zhang Bu
in the article “The Works of Luo Zhongli and the Birth
of Hyperrealism in Painting in New China”. Taking artist
Luo Zhongli's creative work as an example, the authors
examine the key characteristics of Chinese hyperreal-
ism, distinguished by extreme naturalism and meticu-
lous execution, combined with national motifs.

In the article “Female Images in the Musical Art of
China in the First Half of the 20th Century: Genre and
Stylistic Trends of Their Embodiment”, Peng Huizhen
and Wu Ming studied the interpretation of female im-
ages in different genres of opera and chamber-vocal
musical art in China in the first half of the 20th centu-
ry, including in a historiographical vein; moreover, they
analysed the specifics of their development in compar-
ison with analogues in Western European musical art.

Jiang Weishan presents a study of the leading forms
of stylistic synthesis in the work of Chinese composers
of the second half of the 20th and first quarter of the
21st centuries using the flute performance repertoire
as an example in the article “Style in the Work of Con-
temporary Chinese Composers”. Experiments with up-
dated artistic themes and images, differentiation and
mixing of various timbre, modal, and harmonic pal-
ettes in music offer a wealth of resources for contem-
porary musicians-performers looking to explore fresh
approaches to interpretation. They blend national tra-
ditions with modernity — instrumental theatre and the
use of multimedia technologies.

The publication is addressed to professionals spe-
cialising 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-aHanMTnmyeckmii XypHan
[owm BypraHosa.

[MPOCTPAHCTBO Ky/bTYPbI
#4/2025

Aoporne [lpy3bs!

MbI pagbl npeactaBuTb Bam N2 4/2025 HayuHo-a-
HanuTnyeckoro xypHana «[om bypraHosa. MNpocTtpaH-
CTBO Ky/NbTypbl».

Mo pekomeHaaunn dkcnepTHoro coseta BAK xyp-
Han BktoYeH B [epeyeHb BeAylnX peLieH3NpyeMbIX
HayU4HbIX )XYPHa/JIOB U U3JaHWNIA, B KOTOPbIX AOJDKHbI
6bITb ONYy6/1MKOBaHbl OCHOBHbIE HayuHble pe3ybTaTbl
AnccepTaLnmM Ha COMCKaHMe YUeHbIX CTeneHern JoKTopa
1 KaHamAaaTa Hayk. XKypHany npucsoeHa Kateropus K2.

B >xypHane nybankyroTca HayuHble CTaTbh BeAyLLUMX
CMeumnanmncToB pasHbiX ryMaHuUTapHbIX obnacten, AoK-
TOPaHTOB M acnMpaHToB. HanpaeaeHna nccnefoBaHnn
KacatoTca akTyaslbHbIX NpobaeM B pasnyHbIx 061acTax
Ky/bTYpbl, UCKYCCTBa, GWUI0NOTUM U Negarorvkun. B ston
MHOrorpaHHOCT1 0603peHna NposBIack OCHOBHas CrieLl-
nduka XXypHana, NpejCTaBAAtOLLIErO COBPEMEHHOe CO-
CTOSIHME MPOCTPaHCTBA KYJ/IbTypbl.

Homep oTKpbIBatOT CTaTbM, NOCBALLEHHbIE MaMATH
BbIZatOLLLErocs XyAOXHMKa U O6LLLECTBEHHOTO AesTens,
Mpe3naeHTa Poccuiicko akagemun xygoxects 3ypaba
KoHcTaHTnHOBMYa Llepetenun.

A. H. bypraHos B cTatbe «Ponb 3ypaba Liepetenn B
06beAVHEHNN N Pa3BUTUN POCCUINCKOTO XYAOXKECTBEH-
HOro npoLecca» aHaAM3NpPyeT COBPEMEHHbIE TeHAEHLNN
B Pa3BUTUM XyL0XECTBEHHOM XM3HW POCCUW, CBA3aHHbIE
C UHULUMATMBOW 1 cTpaTernen MpesunaeHta Poccuiickoin
akagemum xygoxects 3.K. Llepetenn. ABTop Bblgenser
€ro KJFOYEBYHO POJb B MPOLLECCe KOHCONNAALMN Pa3any-
HbIX HanpaBAeHWIN NCKYCCTBA, aKLEHTUPYA BHUMaHWe Ha
cnocobHoctu 3.K. Liepeteny o6beanHATb TpagMumm aka-
JAEMNYECKOro NCKYCCTBa C aBaHrapAHbIMN TEHYEHUAMMN.

Cratbd M.A. BypraHoBoi «MoHyMeHTanbHble pesibe-
¢bl 3ypaba Llepetenn» nocesLeHa TBOPYECTBY Bblgato-
Lerocs xyaoxHuka MpesngeHta Poccuinckon akagemum
xypoxectB 3ypaba Liepetenn. ABTop oTMeyaeT Uckto-
ynTesbHOE MecTo pesbeda B TBopUecTBe LiepeTtenn, ko-
TOpPbIV NOCNEAOBATENBHO M HOBAaTOPCKMU obpallaeTcs K
3TOMY CIOXXHOMY BUAY MNACTVKK, NPeojoneBas eé ncro-
pUYecKyro KOHCEePBATUBHOCTb M PackpbiBas MHANBUAY-
aNbHOCTb COBPEMEHHOrO MacTepa. B 3akntoueHve AsTop
noguépkmeaet posb Liepetenn kak He TONBKO XYAOXKHW-
Ka, HO 1 KPYMHOTO KyAbTypHOTO AeATens MMpOBOro ypoB-
H$l, aKTMBHO NPOABUraBLUEro ryMaHUCTUYeCcKne naeun.

OcobeHHOCTU LIepKOBHOIO NCKYCCTBA YyBaLLiein, Mapw,
MOPABbI 1 APYrix HapoAoB Pycckoro rocysapcrea nc-
cnegyet AN. MopgsuHoBsa B ctaTtbe «O cocTaBe macTe-
POB LiepKOBHOrO MCKyccTBa B Yebokcapax (MKOHOMUCLbI
XVIII-XIX BB.)». MaTepunasom nccnesoBaHua cay><ar rnas-

HbIM 06pa3oM apxMBHblE UCTOYHMKM, camas 6osbLuas
rpynna kotopbix npuHagnexut XVIII-XIX es.

LLleBueHko M. tO. B cTaTbe «[Tpobaema ayTeHTUYHO-
CTV NpPW BOCCO3JaHNMN YyTPaYeHHbIX NaMATHUKOB B Ku-
Tae» paccmaTpvBaeT NpakTUKy BOCCO3JaHUA YTPaYeHHOro
apxuTekTypHoro Hacneausa B Kutae B XXI| Beke, ctaBut
Ba>Hble BOMPOChI O LIeHHOCTM NOAOOHbIX O6BEKTOB, a
TaKke BpocaeT BbI30B TPAAULIMOHHBIM NPeACTaBAEHNAM
0 HaceAnn — AOJIXKHO I OHO OrPaHNUMBATLCA TONbKO
MaTepvasnbHol GOPMON WK, MpW onpeAeNeHHbIX YC1o-
BUAX, MOXET NMOHUMaTbCs Honee LWMPOKO.

OcobeHHOCTW 3BOMIOLNN apXUTEKTYPHOW GOpMbI
>KENEe3HOAOPOXKHBIX BOK3aJI0OB B MUPOBOV MpPaKTuKe
aHanmsupytot YUxkao LlaneaHb n M.T. MalicTpoBckas B
CTaTbe «JBOJIOLMA apXUTEKTYPHBIX GOPM >ene3HoA0-
POXHbIX BOK3a/710B B r/106asbHOM nepcrekTtuee: OT E.-
ponbl 1 AMepukun fo Poccnn n Knutancko-BoctouHom
Xene3Hon goporu». ABTOpbl MOAYEPKNBAOT OBLLHOCTb
apXMTEKTYPHO-TUMONIOTMYECKOW NapagnrMbl B MPOEKTU-
POBaHWW >XeNe3HOA0POXHbIX BOK3a/10B B r106a1bHOM
MacLuTabe uepes KaHa/bl MEXKY/IbTYPHON KOMMYHMKa-
LM 1 SIKOHOMUKMN.

Mpoueccbl GopMMpOBaHMS HaLMOHaNbHON MoAenn
dUHCKOro AmsaliHa OT HaLMOHabHO-POMaHTUYECKMNX
YCTPEMIEHW 10 PaLMOHaNbHbIX AOKTPUH, YCTPEMAEHHbIX
B An3ariH XX ctoneTtus aHanmsupyet E.A. 3aeBa-bypaoH-
cKas B cTaTbe «ApxutekTypHoe btopo Gesellius-Lindgren
& Saarinen B GOpPM1POBaHUM MPOMBILLIEHHOW WKOJIbI
dUHCKOro AnsainHa». ABTOp noaaraeT, YTo BaXKHENLLNM
KaTanvsaTopoM pedpopM B 061aCTU peanmnsaLmn npoek-
THO-XYZAOXECTBEHHbIX UAEN AM3aliHa BbICTYMUAN apXu-
TeKTypHble 6r0po, a TakxXe He3aBUCKIMble An3ailHepbl C
MX NPOEKTHBIM MOTEHLIMANOM, OTKPBLITOCTbIO K MHHOBA-
LMOHHbBIM PeLIEHNAM U SKCNEPUMEHTaM.

Temy npogonxaert ctatba A.H. CaHbkoBoli 1 A.H. Jlas-
peHTbeBa «/ln3aiH-LieHTPbI B NOCeBOeHHOW EBpone 1
npodeccrmoHanbHas MHGPACTPyKTypa An3aliHa BTOPOW
nonoBuHbl XX Beka», B KOTOPOW aBTOPbI paccMaTpu-
BatOT BO3POXAEHWNE W IBOMOLMIO NPOPECCUOHaNbHbIX
WHCTUTYUWI aun3aiiHepos lepmanum, OpanHumm, Utanmn,
Bpwutanuy, CLUA, cbirpaBLLMX KAHOUEBYHO POJb B GOPMU-
POBaHMWN CTaHAAPTOB Ka4yecTBa U 3CTETUKM MPOMbILLIEH-
HOM NPOAYKUMN. ABTOPbI MOAYEPKMBAIOT VX BAVSIHWE Ha
bopmMrpoBaHMe HaLMOHaNbHOW UAEHTUYHOCTY An3ait-
Ha 1 5KOHOMUYECKYH KOHKYPEHTOCMOCOBHOCTb CTPaHbI.

3 CaodaH B cTatbe «MccnegoBaHme cTpaTermin akc-
MOHNPOBaHNA GOTOMNCKYCCTBA M B3aMMOAENCTBUA C My-
61mKon B poTomyseax Poccun n Kutas» aHanusmpyet
nyTV pa3BuTna Mysees poTorpadum B pasHbIX KyabTyp-
HbIX KOHTEKCTaX, a TakoKe UCMoJib3yemble B 3TUX MpoekTax
MeTOoZbl AV3aiiHa. ABTOP nosaraeT, UTo My3eun banaHcmpys

MeX Ay TEXHONOrNYECKNMMN MHHOBALMAMM U KYIbTYPHBIM
HaciejmeM NpespaLLatoTca B CBOEro poja KpeaTuBHble
KnacTepbl, MpyBaeKatoLLye nybamky CBOMMU OTKPbITbIMU
415 TBOPYECTBa NPOrpaMMamMi B3aMMOAencTBuS.

Bonpockl popmmnpoBaHms NAENHO-Xy[0XKeCTBEHHbIX
Nporpamm >XXMBOMUCK «coLpeanm3ama» B nepuog 1920 —
1930-x rogos ocewatotca MN.M1. KosopeseHko B cTaTbe
«CNoXeHne XMBOMUCK «COLMaNNCTMYECKOro peannsman:
AMCKYCCUM BOKPYT MPUHLIMINOB COBETCKOTO mckyccTea 1920
- 1930-x rogoB». ABTOp MoOAaraer, YTo Xy0XeCTBEHHbIe
HampaBJ/ieHNsA COBETCKOro aBaHrapga vM3Ha4anbHO BO3-
pacTanv Ha Nnoyse PeBOJIOLMOHHOW UAeoaorun n ou-
N0CODUN HUTMAN3MA, MO3XKE «CMATYEHHbIE» OMOPOW Ha
TPaANLMN PYCCKOrO peannsma BTOpOK NosoBuHbI XIX
cTonetns (NepesBuxXHNYECTBa).

YHuWKaNbHble acnekTbl CTaHOBAEHWS rMneppeanns-
Ma B KMTackoM mckycctee nccnegyrot KH. FaBpuanH
YUxkaH by B cTtatbe «TBOpUYecTBO J1o YXXYyHAM N poxae-
Hue rmneppeanmsmMa B xunsonncn Hosoro Kutaa». He
npvMepe TBOpYeCcTBa XyJ0XHMKa Jlo YUXyHAW, aBTOpPbI
paccMaTpuBatoT KAHOUEBbIE XapaKTepUCTUKN KUTaNCKO-
ro runeppeanvsama, OTANYakoLWErocs KpamHum HaTypa-
NN3MOM W TLaTebHbIM UCMONHEHMEM, B COYETaHUM C
HaLWOHaAbHbIMU MOTVUBaMMU.

MsH XyanuxaHb 1 Y MuHa B cTatbe «KeHckne 06-
pasbl B My3blKajbHOM nckyccTBe KvTtas nepeoi noso-
BMHbI XX Beka: >XaHpOBble 1 CTUAEBblE TEHAEHLMMN UX
BOMJIOLLIEHNA» UCCNE[0BANN TONKOBAHME XEHCKNX 06-
pa30B B Pa3HbIX XaHpPax onepHOro 1 KaMepHoO-BOKaslb-
HOro My3blkaJlbHOro nckyccTsa Kutas nepsori NoaoBUHbI
XX Beka, B TOM umcie 1 B uctopmorpapuyeckom Kiatoye,
npoaHann3nMpoBanun cneunduKy Ux passuTus, B cpaBHe-
HWM C aHaforamMmu B 3aMajHOEBPOMNeNCcKOM My3blKab-
HOM MCKyCCTBe.

Wccneposanne Begylimx Gopm CTUNEBOro CUMHTE3a B
TBOPYECTBe KWTaCKUX KOMMO3MTOPOB BTOPOW MOOBUHBI
XX — nepsowi uetBeptr XX| Beka Ha npumepe daeirToBo-
ro UCNONHUTENIbCKOTO penepTyapa npeacrasaseT Li3aH
BaiwaHb B cTaTbe «CTW/b B TBOPYECTBE COBPEMEHHbIX
KUTaCKMX KOMMO3MUTOPOB». IKCMEPUMEHTbI B 061aCTL
OBHOBEHHBIX Xy0XEeCTBEHHbIX TeM 1 06pa3oB, Andde-
PeHLMaLmM U CMeLLeHNA pasHbIX TEMBPOBBIX, 1af0BbIX
M TapMOHMYECKUX MananTp B My3blKe CTajl OCHOBOM AN
noucka HOBbIX MyTeN COBPeMEHHbIMU My3blKaHTaMM-UC-
NONHWUTENAMM, KOTOPbIE COYETAtOT HaLVOHaAbHble TPaau-
LMW C COBPEMEHHOCTbIO — MHCTPYMEHTa/IbHbIM TeaTpoM
¥ NPYMEHEHNeM My/ibTUMejna TEXHONOTUA.

W3paHne agpecosaHo npodeccmoHanam, cnewmanm-
3upyrommMca B 0b1act Teopum 1 NpakTukn n3obpa-
3UTE/ILHOMO UCKYCCTBa U GUA0AOTUN, a TakXKe BCeM, KTO
MHTepecyeTca BOMPOCaMu UCKYCCTBa U KyAbTypbl.
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Joporve [1pysbs, yBaxaemble untatesn XypHana «/lom bypraHosa»!

TOT HOMep MOCBALWEH BbIAAOLLEMYCA MacTEPy COBPEMEHHOTO MCKYCCTBa —
3ypaby KoHcTaHTMHOBMYY Llepetenn.

Ero vmMs Npo4YHO BNMCAHO B NCTOPUIO OTEYECTBEHHOTO U MUPOBOTO MCKYCCTBA.
B kauecTtBe npe3ngeHTa Poccuiickon akagemum xygoxects 3ypab Liepetenn Ha
NPOTAXEHNN MHOTUX JIeT CNOcObCTBOBaN Pa3BUTUIO TPAAWLMIA akadeMn4eckoro
06pa3oBaHus, NoAAepPXKKe XYAOXKHUKOB, COXPAHEHWIO 1 MOMNYAAPU3aLUN B MU-
POBOM Ky/lbTYPHOM NpPOCTpaHcTBe POCCUMINCKON akagemMumn XyAoXecTB U yKpe-
naeHUto aBTopuTeTa AKageMnn Kak OJHOMO 13 BeAyLLMX KyAbTYPHbIX LLEeHTPOB
Poccun. Ero nogBukHWYeckas AesTeNbHOCTb bblia HanpaBiaeHa Ha obbeguHe-
HMe Xy[0XeCTBEHHOro coobLecTBa, 3aluTy HaLMOHaNbHOW KyAbTypbl 1 €€ Npo-
ABUXKEHNE B MEXAYHapPOAHOM KOHTEKCTe.

Hacnegune 3ypaba KoHCTaHTMHOBMYA MOXHO Ha3BaTb Ky/JbTYPHbIM JOCTOS-
HVMeM Hallel CTpaHbl: er0 MOHYMeHTasIbHble Npon3BeeHns GopMMPYHOT 061K
ropooB, Co34atoT 06pasbl HALMOHANBLHON NaMATY, CTAHOBATCA CUMBOJIAMU Jy-
XOBHOWM 1 MCTOPUYECKON NPeeMCcTBEHHOCTU. [py 3TOM ero TBOpUYECTBO NOJYUYUN0
LUINPOKOE NPpU3HaHWe 1 3a npegenamm Poccmm, UTo yKpenuio cTaTyC OTevecTBeH-
HOFO MCKYCCTBa B MMPOBOM KYJIbTYPHOM MPOCTPaHCTBE.

Mybankaunw, npejcTaBieHHble B 3TOM BbINyCKe, - AaHb yBaXXeHNA Koaner
3ypaby KoHctaHTuHOBMYY Llepetenn - Mpe3ngeHty Akagemun n Jpyry. OHu
MO3BOAAOT OCMBICANTL MacliTab ero IMYHOCTU N HacNeauns, YBUAETb 3a MOHY-
MeHTaNbHOCTbIO PaboT rNyOnHY XyA0XKECTBEHHOW MbICAW, YCTPEMAEHHON K Beu-
HbIM LLEeHHOCTAIM KPacoTbl M FapMOHUN.

YBepeH, uto nybankaLmMmn HbIHELLHErO BbIMycka MOMOTYT elle pa3 B3rfHyTb
Ha Xy0>XecTBeHHoe Hacneaue 3ypaba KOHCTaHTMHOBMYA, LiEHS ero He TObKO
KaK XyAOXHWKa, HO U KaK KYJbTYPHOrO AeaTens, 4bs AesTe/IbHOCTb OKa3ana 3a-
METHOE B/INSHUE Ha NCTOPUHD COBPEMEHHOM XY0XXECTBEHHOM XMU3HM.

AnekcaHap Hukonaesuy bypraHos,

AOKTOP UCKYCCTBOBEAEHMS, Npodeccop, AeNCTBUTENbHBIN UneH Poccuiickoi
aKaZemun xyaoxectsa, AMpekTop MOCKOBCKOTO rocyapCTBEHHOro My3es «/om
bypraHosa»
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THE ROLE OF ZURAB TSERETELI
IN THE UNIFICATION AND DEVELOPMENT
OF THE RUSSIAN ARTISTIC PROCESS

Summary: The article analyses current trends in the ar-
tistic life development in Russia, associated with the initi-
ative and strategy of Zurab Tsereteli, the President of the
Russian Academy of Arts. The author highlights Tsereteli’s
key role in the process of consolidation of various artistic
trends, focusing on his ability to combine the traditions
of academic art with avant-garde trends. It is emphasised
that the policy of the Academy under Tsereteli contributed
to the dialogue between generations and the integration
of contemporary art masters into the academic communi-

The most striking events in the European artis-
tic life of the autumn-winter season of 2008-2009
were two exhibitions: the Picasso et les Maitres ex-
hibition at the Galeries Nationales du Grand Palais
from October 8, 2008 to February 2, 2009, where
the paintings of the 20th-century artists were com-
pared with the paintings of their predecessors and
teachers, and the From Study to Art Object exhi-
bition at the Moscow Museum of Modern Art on
Petrovka Street.

Both exhibitions were incisive and impressed
with a new approach to traditions and innovation
in creativity.

The Picasso exhibition began with the most com-
plete collection of academic studios from the period
of the great artist’s studies. In Moscow, it opened
with a display of the best examples of academic
drawing and painting from the Imperial Academy
of Arts. Then, the exhibition seamlessly transitioned
into modern life and contemporary art, fusing in-
novations and traditions under one roof.
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ty. Moreover, the author notes the importance of support-
ing art education and creating an environment for young
artists. In general, the article presents Tsereteli’s strategy
as a significant step towards the unity and development
of the Russian artistic process.

Keywords: President of the Russian Academy of Arts
Zurab Konstantinovich Tsereteli, the Picasso et les Maitres
exhibition, the From Study to Art Object exhibition, tradi-
tions, contemporary art.

| believe it was a symptom of the times, indicat-
ing the profound changes taking place in artistic
life. | see this as a positive process of consolida-
tion of all artistic trends, which has become the
strategy of the Russian Academy of Arts under Zu-
rab Tsereteli.

Up until now, the academic tradition and con-
temporary art were antagonists. It was convenient.
Both sides needed the “image of the enemy” in or-
der to earn political dividends from the confronta-
tion of ambitions. However, in fact, many stars of
contemporary art received a classical education.
Picasso is a striking example, and among Russian
artists, these are Kandinsky, Chagall, and later Ka-
bakov, Prigov, Sokov, Rabin, Sooster, Nemukhin,
Steinberg, Shakhovskoy. Some thought that it was
politically advantageous to come out with sharp crit-
icism of their school education, or to forget about
it altogether. Yet, in the work of truly great mas-
ters, tradition has never interfered with innovation.

B R T E

Il 1. Zurab Tsereteli. Untitled, 2018. Oil on canvas. 100 x 120 cm.

The new history of Russia was marked by a clear
division of artists into the Reds and the Whites
with their galleries, sponsors and grants, fighting
with each other. It was interesting for the yellow
press. The Academy, always distinguished by con-
servatism, was practically outside the artistic space
of youth contemporary art for many years. Nev-
ertheless, the Academy never supported the divi-
sion with contemporary art, it did not enter into

conflicts with it; on the contrary, it made attempts
to bring it closer. Thus, at the Surikovka (Moscow
Surikov State Academic Institute of Fine Arts), a di-
ploma thesis on abstract painting was successful-
ly defended in the class of Professor P. Nikonov,
and at the Stroganovka (the Russian State Univer-
sity of Design and Applied Arts), under my super-
vision, a diploma thesis on abstract sculpture was
successfully defended in the presence of repre-
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sentatives of the Tretyakov Gallery. In the context
of academic education, it was challenging. How-
ever, with this gesture, it was the academics who
were able to pave the way for the young despite
all the obstacles. The young and the old genera-
tions are always in conflict. We are, so to speak, in
an offended position, and they are on the offen-
sive. Throughout history, this has been the case.
Nevertheless, the Academy, which was the founda-
tion of art, turned out to be wiser, having managed
to overcome this hostility, this confrontation. The
initiator of this dialogue was Zurab, who accepted
the diversity of art, managed to preserve the tra-
dition, and extended a hand to the new genera-
tion. We know that in both figurative and abstract
art such deep categories as harmony, dissonance,
rhythm, dynamics, statics exist as general creative
patterns, regardless of the artistic language of their
implementation.

The President of the Academy found the strength
to change the strategy of the Academy of Arts,
thereby making a breakthrough in the relationship
between contemporary and traditional art. He ini-
tiated the opening of three new museums of con-

temporary art, which have become a place of active
creative work for masters of modern art and young
artists. He brought prominent figures in “contempo-
rary art” from the West to the Academy by organ-
ising their exhibitions. Forgetting about the recent
confrontation, llya Kabakov, Oscar Rabin, Vladimir
Nemukhin, Eduard Steinberg, and many others be-
came members of the Academy, and the Presidium
of the Academy applauded their artistic achieve-
ments. Cooperation began. And what is contem-
porary art in principle, what is classical art, the art
of each of us? There is one unity. It is created with-
in us. However, these are different sign systems
of depiction and communication with the viewer.
Yes, each phenomenon is closed within itself. Nev-
ertheless, there are common artistic processes at
the basis of them. And each has the right to exist.

Personally, | supported Zurab Tsereteli's initia-
tive and strategy in consolidating the forces of the
contemporary artistic process in Russia. | share his
understanding of the role of tradition in innova-
tion and welcome the president’s concern for the
future of art education in Russia.
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POJIb 3YPABA LIEPETE/IN B OB bEAVHEHUN U
PA3BUTUM POCCUINCKOTO XYAOXECTBEHHOIO
MPOLLECCA

AHHOmayuA: B cmamee aHanusupyromcsa cogpemeH-
Hble meHOeHYUU 8 passumuu xydoxxecmeeHHOU Xu3-
HU Poccuu, ces3zaHHele ¢ uHuyuamusol u cmpamezueli
npe3zudeHma PAX 3.K. Llepemenu. Aemop seidensem ezo
K/1r04esyro poJsle 8 npoyecce KOHCoAUdayuu pasaudHelx
HanpasaeHuUl UCKyccmea, akyeHmupys eHUMAHuUe Ha
cnocobHocmu 3.K. Llepemenu o6veduHame mpaduyuu
akademMuy4ecko20 UCKyccmea ¢ asaHeapOHbIMu meyeHu-
amu. MNoduepkusaemcs, ymo nosumuka Akademuu npu
Llepemenu cnocobcmeosasa duasno2y mMexoy nokoseHus -
MU U UHMe2payuu Macmepos coepemeHHo20 UCKyccmea 8

CaMbIMU APKMMUN COBBLITUAMM B €BPOMNENCKOM
NPOCTPaHCTBE XyA0>XXECTBEHHOWN XWU3HWU CE30Ha
oceHb-31Ma 2008-2009 rogoB MOXHO 6b1J10 Ha3BaTb
JlBEe BbICTAaBKU: BbicTaBKa «Picasso et les maitres»
(«[Mnkacco n M3TpbI») B BbICTABOYHOM KOMTIIEKCe
Grand Palais ¢ 8 okts6ps no 2008 roga no 2 des-
pans 2009 roga, Ha KOTOPOWN XMBOMUCH XYAOXKHM-
kKa XX Beka bblna conoctaB/ieHa C KapTMHaMn ero
npeaLecTBEHHUKOB 1 yunTenen, n BbicTaBka «OT
WTyANKN K apT-06bekTy» B MOCKOBCKOM rocysap-
CTBEHHOM My3ee COBPEMEHHOTIO MCKYCCTBa Ha [le-
TpoBke, 25.

Ob6e 3Kkcno3mLmmM HbIIM OCTPBI ¥ NPON3BENN Bre-
yaT/NleHNne HOBOM MOCTaHOBKOM BOMpOCa O Tpaau-
LMsAX 1 HOBAaTOPCTBE B TBOPUYECTBE.

BbicTaBka lMNnkacco Hauyanacb ¢ nokasa Hanbo-
Jlee NOJHOW KOoANeKUMn akagemmueckux studio ne-

akademudyeckoe coobuyecmao. Aemop makxe ommedaem
3Ha4yuMocme noddepxku xydoxecmeeHHo20 obpa3osa-
Hus U hopmuposaHus cpedsl 0151 MOI00bIX XyOOXKHUKOB.
B yenom, cmames npedcmasnsem cmpameauro 3.K. Lle-
pemesiu kak 8axHsll waz kK eAUHCMa8y U pa3sumuro poc-
culickoeo xydoxecmeeHH020 npoyecca.

Knrouesswle cnosa: MpesudeHm Pocculickol akademuu
xydoxecms 3ypab KoHcmaHmuHosuy Llepemesu, geicmas-
ka «Picasso et les maitres», ssicmaska «Om wmyouu K
apm-obvekmy», mpaduyuu, cospeMmeHHoe UCKyccmeo.

puoga y4yebbl BENMKOTO XyAOXHWKa. BbicTaBka B
MockBe OTKpblaiacb MOKa3oM Jy4ylinx obpasuos
aKaZeMUYeCcKoro pucyHKa 1 XXUBOMUCK UMMepa-
TOpcKon AkazemMun XyaoxecTs. 3aTeM 3KCMO3MLMS
niaBHO 6€3 BCAKUX 3aropofoK nepeLusia B COBpe-
MEHHY0 XW3Hb, B COBPEMEHHOE NCKYCCTBO, COeAn-
HWB NOJ O4HON KpbIleln TpaanLLIMK N HOBAaTOPCTBO.

fl Aymaro, UTO 3TO HbI CUMMATOM BPEMEHMU, YKa-
3bIBalOLLMIA Ha TNYBUHHbIE U3MEHEH WS, MPOUCXO-
AALNE B XYAOXKECTBEHHOM XU3HWU. fl BUXKY B 3TOM
MO3UTUBHbIV MPOLLECC KOHCOMMAALIMM BCEX XYAO-
>KEeCTBEHHbIX HamnpaB/ieHWI, CTaBLUNN CTpaTervemn
Poccuiickon Akagemumm XyLoXecTB Nog pyKoBOA-
ctBom 3ypaba Llepetenn.

AkazeMmuyeckas Tpagmums 1 akTyaabHOe UCKyC-
CTBO A0 CUX NOP BbICTYyMajM Kak aHTaroHWCTbl. 370
6b1210 ya06HO. «Ob6pa3s Bpara» Hbl1 HY>XEH Kak Of-
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Il 2. Zurab Tsereteli. Untitled. Oil on canvas.

HOM, TaK U APYrov CTOPOHeE, YTOObI Ha NMPOTUBO-
CTOSIHUM aMbuunii 3apabaTbiBaTb NOAUTUYECKME
AnBUAEeHAbL. HO Ha camoM fene MHOorve 3Be3jbl ak-
TyasbHOrO MCKYCCTBa NONYYUAN Knaccuyeckoe o6-
pa3oBaHue. ApkMm npumepom asaseTtca Nrkacco,
a cpeau pycckux xypoxHukos — KanauHckui, La-
ran, a Bnocneactemm Kabakos, MNpuros, Cokos, Pa-
6uH, Cooctep, HemyxuH, LWTenHb6epr, LLaxoBckol.
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HekoTopble cunTanu, 4To NOAUTUYECKM BbITOLHO
BbICTYMUTb C PE3KOM KPUTUKOWN CBOErO LIKOJAbHO-
ro obpasoBaHua nan coeceM O HeM 3abbiTb. Ho B
TBOpPYeCTBe No-HacToALeMy HONbLIMX MacTepoB
TPaAuLMM HAKOTAA He MeLIaan HOBaTOPCTBY.
HoBas nctopus Poccnm 3HameHoBanach YeTKUM
pasgfeneHneM XyLAOXHMKOB Ha «KPaCHbIX» U «besblx»
CO CBOWMMMW ranepesmMu, COHCOPaMu ¥ rpaHTamy,

AEePYLLMMUCA APYT C APYrOM. 3TO HbII0 UHTEPEeCHO
AN1A XKeNTon npeccol. Akajemus, KoTopas Bcerga oT-
Nnyanacb KOHCEPBATU3MOM, NPaKTUYeCKM JoArme
rogbl 6bl1a 3a UEPTON XyAOXKECTBEHHOTO MPOCTPaH-
CTBa MOJIOAEXHOr0 COBPEMEHHOIO NCKYCCTBA. Tem
He MeHee, AkaZleMns HUKOTAa He Noajep>KmBana
pa3geneHuns ¢ akTyaabHbIM UCKYCCTBOM, He BCTynana
C HUM B KOHGAMKTbI, @, HaNPOTWB, NpeanpvHUMana
nonbITkK coamxeHmns. Tak, B «CypnkoBKe» ycrnewHo
npoLusa 3almTa AUNAOMHOM paboTbl NO abcTpakT-
HOW XuBonucK B knacce npodeccopa MN.P. Huko-
HOBa, a B «CTporaHoBke» MoA MOUM PYKOBOACTBOM
6blN1 yCNELIHO 3allLMLLEeH AMNIOM NO abCcTpakTHOW
CKYNbMTYpeE, B NPUCYTCTBUM NpeacTaButenelt Tpe-
TbAKOBKM. ITO 6bINIO HE MPOCTO cAenaTb B KOHTEK-
CTe akagemuyeckoro obpasoBaHus. Ho ckBo3b Bce
NPEenaTcTBUA CMOMIN NPOBUTL 3TUM XXEeCTOM Jopory
MONOAbIM UMEHHO akageMukn. Monogoe u ctapoe
nokoneHue Bcerga B KoHAnKTe. Mbl Haxoanmcs,
Tak ckasaTb B 0buje, 1 OHM B HacTynaeHun. U ato
661210 BO BCe 3noxu. Ho Akagemus, KoTopas fBAs-
nacb pyHAaAMEHTOM MCKYCCTBA, OKasanacb Myapee,
CyMeB MpeojoneTb 3Ty HENPUA3Hb, 3Ty KOHPPOH-
Taumto. MIHmymatopom atoro amanora cran 3ypab,
NPVHABLUNIA MHOroo6pasne NCKyCccTBa, CyMeBLUNIA
COXPaHWTb TPAANLIMIO U MPOTAHYBLUWUIA PYKY HOBOMY
NoKoNeHnto. Mbl 3HaeM, YTO 1 B GUTypaTUBHOM, 1
B abCTPaKTHOM MCKyCCTBe Takue rnybuHHble KaTe-
ropun Kak rapMoHwus, ANCCOHAHC, PUTMKKA, ANHA-
MVKa, CTaThKa, CyLLecTBYIOT, Kak 0bLue TBOpYeckne
3aKOHOMEPHOCTU, He 3aBUCUMO OT XYA0XKeCTBEeH-
HOrO A3blKa UX peanunsaumm.

Mpe3naeHT AkageMunn Hawen B cebe cubl U3-
MEeHUTb cTpaTermio Akagemmm XyL0XecTB, TeM ca-
MbIM OCYLLLECTBMB MPOPbIB BO B3aVIMOOTHOLLEHMAX
MeXay akTyalbHbIM U TPaANLMOHHbBIM NCKYCCTBOM.
OH 6bI1 MHMLMATOPOM OTKPbITUA TPEX HOBbIX MYy-
3eeB COBPEMEHHOrO MCKYCCTBA, CTaBLUNX MECTOM
aKTUBHOW TBOPYECKOM AeATeNbHOCTU MacTepPOB aK-
Tya/lbHOrO UCKYCCTBa U MOJIOAbIX XYAOXHUKOB. OH
OpraHun3oBas BbICTaBKM M3BECTHbIX Ha 3anage nu-
AepoB «contemporary art» n npueaek ux B Akage-
Muto. [Mo3abbiB 0 HegaBHEM NPOTUBOCTOSAHUK, Vnbs
Kabakos, Okap PabuH, Bragnmunp HemyxumH, 3ay-
ap4 WTenHbepr n MHOMMe apyrve ctaau yaeHamu
Akagemum, n MNMpesngmym Akagemunn annogmposan
NX XyAOXECTBEHHbIM JOCTMXEHMAM. Havanocb co-
TpyAHW4YecTBO. [10TOMY UTO, YTO Takoe B NpuHLUMMe
COBPEMEHHOE UCKYCCTBO, UTO Takoe Kjaccmyeckoe
NCKYCCTBO, MCKYCCTBO KaXAoro 3 Hac? EgnHCTBO
ogHo. OHo co3gaeTca BHYTpY Hac. Ho aTo pasHble
3HAKOBbIE CUCTEMbI M306pPa>KEHNS N OBLLEHMS CO
3putenem. Ja, Kaxgoe aBAeHME 3aMKHYTO BHYTPH
cebs. Ho B ocHoBe Kaxaoro obLyme xyAoXKecTBeH-
Hble npoueccbl. M Kaxxaoe nMmeeT NpaBo Ha cyle-
CTBOBaHMe.

JInuHo 57 nogaep>xan MHULMATUBY U CTpaTermio
3ypaba LlepeTtenun B gene koHcoanaaLmm cun co-
BPEMEHHOTO Xy0XXeCTBEHHOro npouecca B Poccmm.
fl pa3gensto ero NOHMMaHWe poan TpaguLmm B HO-
BaTOPCTBE M NPUBETCTBYHO 3a60Ty Npe3ugeHTa o by-
AyLieM XyAoXecTBeHHOro obpasoBaHusa B Poccuu.
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MONUMENTAL RELIEFS BY ZURAB TSERETELI

Summary: The article focuses on the work of Zurab
Tsereteli, an outstanding artist, President of the Russian
Academy of Arts. The author highlights the exception-
al role of relief in the work of Tsereteli, who consistently
and innovatively addresses this complex type of plastici-
ty, overcoming its historical conservatism and revealing
the individuality of a modern master.

Tsereteli’s sculptures are distinguished by the scale of
the concept, expressiveness of forms, and bold use of col-
our and materials. The fact that his reliefs and large com-
positions are installed in Russia, France, Italy, Spain, the
USA, Serbia, Greece, illustrates Tsereteli’s international
significance. Particular attention is paid to the synthesis
of artistic traditions and modern trends, expressive inte-
gration of relief with the architectural environment and

Zurab Tsereteli is an outstanding artist and public
figure who left an indelible mark on world art with
his extensive and diverse activities. His works are
distinguished by large scale, innovative forms, and
expressive emotionality, owing to which Tserete-
li came to represent a new era of monumental art.

Tsereteli became famous for creating monumen-
tal sculptures in different countries of the world. His
works adorn Russia, France, Italy, Spain, the USA,
Serbia, Greece, and other places.

Reliefs and large-scale compositions, in which he
used bright colours, rich forms, and innovative ma-
terials, occupy a special place in the master's work.
Many reliefs are an example of the synthesis of tra-
dition and modernity, where the expression of col-
our enhances the drama and symbolism of images.

18

landscape. The author emphasises Tsereteli’s unique abil-
ity to create an artistically meaningful space, where re-
lief becomes not an entity separated from architecture,
but an organic part of the overall artistic image.

The author concludes by stressing Tsereteli’s role as a
major cultural person of international recognition in ad-
dition to his artistic career, actively advancing humanis-
tic concepts, supporting young talents, and implementing
large international projects. Tsereteli’s work becomes a syn-
thesis of tradition, individuality, and social service, signif-
icantly influencing the development of contemporary art.

Keywords: President of the Russian Academy of Arts
Zurab Tsereteli, sculptural reliefs, monumental mosaic
relief, Gospel subjects in the work of Tsereteli.

In the work of Russian sculptor Zurab Tserete-
li, relief holds a unique position. It can be said that
among modern sculptors, rarely does anyone turn
to this type of sculpture with such consistency.

¥ B

Il 1. Zurab Tsereteli. Relief frieze. 1980. Izmailovo Hotel
Complex in Moscow, cinema and concert hall.

Il 2. Zurab Tsereteli.

Despite the fact that the specific rules for con-
structing relief sculpture have been defined for a
long time and have become so stable that art his-
torians have already placed them in the Procruste-
an bed of types and kinds, artists invent new forms
every time. However, the concepts and rules for
constructing reliefs are mainly of interest to pro-
fessionals. For most viewers, the issues of connect-
ing volume and plane are not interesting. Indeed,
relief is a type of sculpture that is quite difficult to
perceive and study. As a rule, the description of re-
liefs is mostly devoted to explanations of the plot,
rather than to an analysis of plastic forms. The spe-
cifics of spatial connections, the peculiarity of the
mutual influence of volumes and planes are often
not discussed at all. Nevertheless, relief is a special
type of plastic art, historically developing in paral-
lel with round sculpture; it has established itself as
an independent plastic phenomenon.

By our time, the art of relief has come with a
number of constants, formed in the ancient period.
Even then, the logic of its application in certain sit-
uations, in the interior or exterior of buildings, on
objects of decorative and applied art, in glyptics,
influenced the consolidation of various types of re-
lief in practice. The established stable types of sin-
gle-plane and multi-plane reliefs, bas-relief, relief,
high relief in unchanged forms, protected by cen-
turies-old practice, have reached the present time.
Basically, these are the forms that were associat-

ed with the inclusion of reliefs in architecture. Be-
ing in the system of architectural space, relief has
adopted, as a guarantee of harmonious existence
in synthesis with architecture, the need not only to
reveal the idea of the building in plots and images,
but to continue the theme of the dialogue of the
supporting and supported parts, the relationship of
heights and depths, the alternation of rhythms of
architecture in its own structural and plastic model.

During the Renaissance, another type of relief was
included in the short and, it would seem, unshaka-
ble list of types. Although its acquisition is associ-
ated with the name of Lorenzo Ghiberti, it can be
assumed that several sculptors came to this result
in one detail or another and in one form or anoth-
er. Bound by the rules of the perspective reduction
created for a two-dimensional picture plane, per-
spective relief, as a three-dimensional object with its
own plastic space, was never able to exist organical-

cREasdlunl

Il 3. Zurab Tsereteli. Relief frieze. 1980. Izmailovo Hotel
Complex in Moscow, cinema and concert hall.
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Il 4. Reliefs in the Zurab Tsereteli Art Gallery, Moscow.

ly in an artificially created system. Perspective relief
remained within the framework of door and furni-
ture inserts, in small plastics of medal art. In mon-
umental forms, this type is used extremely rarely.
This brief review has presented the historically
established system, according to the rules of which
works made in relief exist to this day. However, how
can it be integrated with the modern development
of art? Individual style was declared when the 20th
century entered art history. Characteristics, person-
al style, stably existing in time and recognisable in
any context as an original brand, have become a
necessary condition for successful existence in the
world of art. Nevertheless, the very conservative art
of relief practically does not accept individual pro-
grams. Therefore, the analysis of this type of sculp-
ture on the example of a modern artist's works is
interesting and relevant. A great impression is made
by the grandiose monumental mosaic relief created
by Tsereteli for a public building on Plekhanov Av-
enue in Thilisi (1980). The sculptor found not only
an active rhythmic and plastic way, but also a form

Il 5. The Zurab Tsereteli House-Museum in Peredelkino,
Moscow Region.
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of existence of a relief composition in architecture,
having created a monolithic relief wall that deter-
mined the artistic image of the building.

The composition of the children’s resort town in
Adler (1973) is among the works executed in this
technique. It is especially attractive for its plastic mo-
bility of abstracted vital forms, organically included
in the natural landscape. Different-sized planes de-
veloping in space, textured relief decorated surfac-
es of red shades, are placed at different angles to
each other and grow out of the water surface like
rocks. Here Tsereteli demonstrated a unique abil-
ity to create an artistically transformed landscape.
Owing to this, the entire space of the surrounding
environment received not only an expressive artis-
tic image, but also an emotional accent.

The combination of monumental architectural
forms and relief became a characteristic feature of
Tsereteli's individual creative style. He demonstrat-
ed this in a number of works, including the sculp-
tural decoration of the Cinema and Concert Hall of
the Izmailovo Hotel Complex, the relief friezes of
the Yalta Hotel (1978), the Monument to the Chil-
dren of the World in Brockport, USA (1979), where
relief figures are located over the entire surface of
symbolic brutal forms. The sculptor used the same
technique, filling the stele of the Victory Monu-
ment on Poklonnaya Hill in Moscow with reliefs.
The architectural and sculptural ensemble on Pok-
lonnaya Hill is an interesting example of the synthe-
sis of arts and deserves a separate topic of study;
however, in the context of this work, some details
are of interest. These are relief inserts of the large
doors of the museum.

The theme of decorating the gates of a cathe-
dral or significant public building has always excit-

Il 6. Zurab Tsereteli. The Monument «History of Georgia», 1985. Tbilisi, Georgia.

ed artists. Historical examples include the famous
competition of 1401 to create the Florence Bap-
tistery doors and the rivalry between Brunelleschi
and Ghiberti, the doors of the Old Sacristy of San
Lorenzo by Donatello. Moreover, there are Rodin’s
The Gates of Hell for the Museum of Decorative
Arts in Paris, which turned into a myth of his life
and work and were never completed. It is interest-
ing to consider Tsereteli’s reliefs in the context of
this tradition. Undoubtedly, taking into account the
experience of great predecessors, he, like every art-
ist, sought to find his own form of expression. Each
composition has a large central group surrounded
by smaller rhythmically organised plastic elements.
Diverse in subjects, but consistent in form, the re-
liefs of the doors of the museum on Poklonnaya Hill
are intended to support the logical connections of
sculpture and architecture in the synthesis of arts.

Works on Gospel subjects are a large theme in
Tsereteli's creative work. Many modern artists face
a certain difficulty in solving problems associated
with combining individual creative style with strict
canonical frameworks.

The centuries-old tradition of executing sculptur-
al works on religious themes by outstanding mas-
ters also imposes a huge responsibility. We see that
here Tsereteli strives to maintain a dialogue with
tradition, adhering to canonical images and cre-
ating works that combine round and relief forms.

The complex composition, Knowledge of Good
and Evil, is among Tsereteli’s most iconic works. It
is a sculpture that you can enter, finding yourself in
the centre of endless allusions, philosophical para-
bles, mythological contexts. The sculptor presents

Il 7. Reliefs in the Zurab Tsereteli Art Gallery, Moscow.
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a naked man in such a way as myths creators in-
terpreted. Nudity here is as a sign of the epic, it is
free from physiology. The creation of feeling un-
folds as the creation of the world.

The possibility to see the reverse side of the re-
liefs, which the artist presented as an independent
work of art, is a special touch of this multifaceted
work. This gesture of emphasising the plastic idea
of the relief as a three-dimensional object, as a spa-
tial form that prevails over the narrative of the plot
is one of the great successes of the artist.

Zurab Tsereteli is not only an outstanding art-
ist. He especially vividly demonstrated his talent in
the international cultural space, carrying out ac-
tive creative, educational, and social activities. He
was a UNESCO Goodwill Ambassador, a member
of foreign academies, actively promoted the ideas
of culture and humanism, opened new museums
and supported young artists around the world. His
entire career is proof of a unique combination of
talent, energy, and scale of thinking that changed
the idea of contemporary art.
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MOHYMEHTAJIbHbIE PEJ/IBE®BI 3YPABA LIEPETESIA

AHHomayusa: Cmames noceswjeHa meop4yecmsy 8bi-
darowjezocs xydoxHuka, hpesudeHma Pocculickoli akade-
muu xydoxecms 3ypaba Liepemenu. Aemop ommedaem
UCK/IIOYUMesbHyo posib pesibecba 8 meopyecmse Liepeme-
/U, kKomopeili nocredosamesibHO U HOBAMOPCKU obpauwja-
emcsl K 3momy C/I0XHOMY 8udy naacmuku, npeodosieeas
€20 ucmopuyeckuli KOHCep8amu3M U packpelgas uUHOU-
8UdyaIbHOCMb COB8pPeMeHH020 Macmepa.

Ckynenmypel Llepemenu omaudaromes macuwmad-
HOCMBbIO 3aMbIC/A, 8bIpA3UMeNbHOCMbIO POPM, CMeso-
CMbIO UCN0/1308AHUSA Ysema u mamepuanos. Hanrudue
e20 pesibegho8 U kpynHsix komnosuyuli e Poccuu, ®par-
yuu, Umanauu, Ycnaruu, CLUA, Cepbuu, Mpeyuu csude-
mesibcmayem o0 Mex0yHapoOHOM 3Ha4YeHUU meop4yecmea
Liepemenu. Ocoboe sHUMaHue ydensemcsa cUHmMesy Xy-
doxecmeeHHbIX mpaduyuli U cospemMeHHbiX meHOeHYuU,
gbipasumensHol UHMezpayuu pesseda 8 apxumekmyp-
Hyto cpedy u aaHowagdmel. Aemop noduépkusaem yHuU-

3ypab Llepetenn — BblAAKOLLNNCA XYAOXKHUK U
06l eCcTBEHHbIN AeAaTesb, OCTaBUBLLUIA HEU3TNaAN-
MbI C/les, B MMPOBOM WCKYCCTBE CBOEW MacLLUTabHOM
M pa3HOMNaHOBOW AenaTeNbHOCTbIO. Ero npomsse-
JEHNA OTANYAKOT KPYMHbIM MacwTab, HoBaTopckme
bopMbI 1 BbipasuTesbHas 3MOLMOHAAbHOCTb, UTO
nossoauno Liepetenn ctaTb CUMBOJIOM HOBOM 3M0-
XU MOHYMEHTa/IbHOFO MCKYCCTBa.

Llepetenn npocnaBuics co3faHMeM MOHYMEH-
TaJlbHbIX CKYAbMATYP B pa3HbIX CTpaHax mupa. Ero
pabortbl ykpatatoT Poccuto, ®panumto, Utannro, Uc-
naHuto, CLUA, Cepbuto, Mpeuuto 1 gpyrue cTpaHsbi.

kaneHoe ymeHue Liepemenu co30asame xydoxecmeeHHoe
npocmpaHcmeo, e0e pesbegh cmaHo8UMCs He OMOPBaH-
HbIM OM apxumexkmypel 06pazoeaHuemM, a op2aHu4Hol
yacmetro obuje2o xydoxecmeeHHo20 obpasa. B 3akto-
YeHue asmop noduépkusaem pose 3.K. Lilepemenu kak
KpynHo2o Oessimeis Ky/ibmypel, NOAy4HUBWEe20 MexdyHa-
pOOHOe NpU3HaHUe, akmugHo20 NPodeu2asLwie20 2yMaHu-
cmudyeckue udeu, noddepxasuiezo Mo00ble ManaaHmMei.
Teopuecmeso Llepemenu cmasno cuHmesom mpaduyuu,
UHOUBUOYANLHOCMU U 06WeCMBeHHO20 C/yXeHUs U 0Kd-
3010 cyujecmeeHHoe 8/UsIHUe HA passumue cospemeH-
HO20 uckyccmea.

Knrouesvole cnosa: Mpe3udeHm Pocculickoli akademuu
xydoxecme 3ypab Llepemenu, ckyienmypHele pesbedbl,
MOHYyMeHmMasbHell Mo3auyHsIl pesved, esaHzesbckue
croxxemsl 8 meopyecmee Liepemenu.

Ocoboe MecTo B TBOpPYECTBE MacTepa 3aHVMa-
tOT pesnibedbl 1 KpynHOMacLITabHble KOMNO3ULUK,
B KOTOPbIX OH MCNOJ/Ib30BaA APKNIN KONOPUT, HaCbl-
LeHHble GOpPMbl U MHHOBALMOHHbBIE MaTepuansbl.
MHorune penbedbl — NpuMep CMHTE3a TPAAULIUA U1
COBPEMEHHOCTM, FAe 3KCNpeccus LpeTta ycuameaet
ApamMaTtv3M U CMMBOMYECKOe 3ByYaHne 06pa3os.

B TBOpUecTBE poccuinckoro ckynbntopa 3.K. Lle-

petenu penbed 3aHMMaeT ocoboe MecTo. MOXHO
CKa3aTb, UTO CPean COBPEMEHHbIX CKYNbMTOPOB pes-
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KO KTO C Takoi nocnesoBaTebHOCTbIO obpallaeT-
€Sl K 3TOMY BUAY CKY/NbMNTYPbI.

HecmoTps Ha TO, uTO cneymnduryeckne npasm-
Na nocTpoeHns pesbeHOW CKyAbNTYpbl ONpeseny-
NINCb M3aBHa U CTaiu HaCTOJIbKO YCTOMUMBBIMU, UTO
y>e NoMeLLeHbl UCTOPMKaMW UCKYCCTBa B MPOKPY-
CTOBO JIOXE TUMOB W BUAOB, XYAOXHUKN KaXKabll
pa3 nsobpetatoT HoBble popmbl. OfHaKO, KOHLEeMN-
LWW 1 NpaBuaa NOCTPOeHNA penbedoB B OCHOBHOM
WHTepecytoT NpodpeccnoHanoB. s 6oNbLIMHCTBA
3puTene BONPOChl COeAMHEHNs obbema U NA0CKO-
CTV He MHTepecHbI. JelcTB1UTeNbHO, penbed - TOT
BWA CKYJbMTYPbl, KOTOPbIA JOBOJABHO CAOXEH AN1f
BOCMPUATUA 1 n3ydeHua. Kak npaeuio, B onuca-
HUW penbedoB 6O/bLIYHO YacTb 3aHUMatOT 06bsAC-
HEeHWA CroXeTa, a He aHaau3 naacTu4ecknx Gopm.
Tema cneundrKn NPOCTPAHCTBEHHbIX CBS3EM, OCO-
H6eHHOCTb B3aMMOBANAHNA 06 bEMOB M NIOCKOCTEN
3a4acTyto He NoAHMMaeTca coBCeM. TeM HU MeHee
penbed 370 0COObIN BMA NAACTUKU, UCTOPUYECKHU
Pa3BMBaBLUMIACA NapaNieNbHO C KPYraon CKyAbnTy-
POV 1 yTBEPAUBLLENCA KaK CaMOCTOATe/IbHOE NAa-
CTUYeCKoe fBNEHME.

K Hawemy BpemeHU ncKyccTBO penbeda noso-
LWNO C HEKOTOPLIM PAAOM KOHCTaHT, KOTOpble CNo-
XWANCh eLLe B aHTUYHBIN NEPUOA. YKe Toraa noruka
NPUMEHEHWA €ro B TEX UM UHbIX CUTyaLMsX, B UH-
Tepbepe WAn 3KCTepbepe 34aHWi, Ha NpegmMmeTax
AEKOPaTUBHO-NPUKNAAHOIO UCKYCCTBA, B MNMTU-
Ke, MOBAMANA Ha 3aKpenjeHne B NpakTuke pasHbix
BMAOB penbeda. CNOXMBLUMECA YCTOWUMNBBIE TUMbI
OAHOMaHOBOrO U MHOroMn/1aHoBOro pesnbedos, ba-
penbeda, cobcTBEHHO penbeda, ropenbeda B Hens-
MeHHbIX GopMaX, 3aLLMLLEHHbIX BEKOBOM NPaKTUKOM,
AOLAN O HACTOALLEero BpemeHu. B oCHOBHOM 3T0
Te GopMbl, KOTOpble ObI CBA3AHbI C BKAHOUYEHN-
eM penbedoB B apxuTekTypy. Haxogsack B cnucteme
apPXUTEKTYPHOro NPOCTPAHCTBA, peabed ycBowu,
KaK 3a/710r rapMOHMUYHOTO CyLLEeCTBOBAHMA B CUH-
Te3e C apxXMTeKTypor, HeoHXOAMMOCTb He NPOCTO
B CrOXKeTax W obpa3zax packpbiTb UAEH 34aHNA, HO
NPOAO/IKUTL TEMY AManora HecyLUmMX U HECOMBbIX
yacTell, OTHOLIEHWI BbICOT U FyBuH, YepesoBa-
HWe PUTMOB apXUTEKTYPbl B COBCTBEHHON CTPYK-
TYPHO-MNNaCTUYECKON MOAENN.

B nepvog Bo3poxgeHus B He60bLLION U, Ka3a-
NoCb Obl, He3bIBAEeMbIV MepeyeHb TUNOB peabeda
BOLIEN elle OAMH. Ml xoTa obpeTeHne ero cBa3sbl-
BalOT C MMeHeM JlopeHuo MmbepTn, MOXHO npea-
MONOXWTb, UTO K ITOMY pe3y/bTaTy B TeX AN UHBIX
aetanax n dopmax NpuLLAM cpasy HECKONbKO CKYb-
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nTopoB. CBA3aHHbIN NpaBMaaMU CUCTEMbI NepCrek-
TUBHOIO COKPALLEHWS, CO34AHHON ANS ABYXMEPHOM
KapTUHHOW NAOCKOCTW, NEPCMNEKTUBHbIN penbed, kak
06BEKT TpexMepHbIA, 0b6asaroLWmii COBCTBEHHBIM
NAacTMYeCKUM NPOCTPAHCTBOM, Tak U He CMOT Op-
raHM4YHO CyLLEeCTBOBaTb B UCKYCCTBEHHO CO3JaH-
HOM cucTeme. MepcnekTuBHbLIN penbed ocTancs B
pamkax 3aMKHYTbIX K1eiM ABEPHbIX N MebesbHbIX
BCTaBOK, B MeNKOW NaacTuke B MeAabepHOM NC-
KyccTBe. B MOHyMeHTanbHbIX GOpMax 3TOT BUA UC-
nosib3yeTcs KpaniHe peako.

S10T HebGoNbLLOW 0630p NpeacTaBuU Ty UCTO-
pUYeCKN CNOXMBLLYHOCA CUCTEMY, MO NpaBuaam
KOTOPOWN M A0 HacCTOSLLLEro BPeMEHM CyLLLeCTBYHOT
npow3BefeHus, BbINOJHEHHbIE B penbede. Ho kak
coueTaTb ee C COBPEMEHHbIM Pa3BUTUEM UCKYCCTBA?
XX BeK npuLLen B UCTOPUIO UCKYCCTB C Aeknapaum-
el 06 HAMBUAYaNbHOM Noyepke. XapakTepHOCTb,
JNINYHOCTHBIM CTUb, YCTOMUMBO CYLLECTBYOLLME BO
BPeMeHW 1 y3HaBaeMble B JI06OM KOHTeKCTe Kak
aBTOPCKMI BpeHs, cTann HeobXoAMMbIM YCI0BU-
€M YCrMeLlIHOro CyL,ecTBOBaHUA B MMPe NCKYCCTBa.
Ho Becbma KOHcepBaTMBHOE UCKYCCTBO penbeda
NpakTU4eckn He NpUemMaeT MHANBUAYaNbHbIX MPO-
rpaMm. Mo3TomMy aHanM3 3Toro BUAa CKY/AbNTYpPbl
Ha nNpumepe NPon3BeAEHNN COBPEMEHHOIO aBTo-
pa vHTepeceH v akTyaneH. bonblioe BneyatneHne
NPOV3BOAMUT rPaHANO3HbIA MOHYMEHTaNbHbIN MO3a-
WYUHbIN pesnbed, co3aaHHbir 3.K. Lepetenn ans ob-
LLLeCTBEHHOrO 3aHna Ha npocnekTe [nexaHoBa B
Téunmcm (1980). CkynbnNTOP Hallen He TOAbKO aK-
TUBHBIN PUTMUYECKUIA U NAACTUYECKUA XOA, HO U
bopmy cyLLecTBOBaHUA pesibePHOW KOMMO3NLNN B
apXUTEKType, CO3aB MOHOIUTHYIO penbedHyto cTe-
HY, ONpeaenBLLYHO XyA0XKECTBEHHbIV 06pa3 3aaHus.

Cpeaun paboT, MCNONHEHHbIX B 3TOW TEXHWKE
— KOMMO3ULMS AeTCKOro KypOpPTHOrO ropoaka B
Apnepe ( 1973). B Helt ocobeHHO npuBaeKaTeib-
Ha niacTuyeckas NOABUXHOCTb abcTparmpoBaH-
HbIX BUTasIbHbIX GOPM, OPraHMUHO BK/IHOUYEHHbIX B
€CTeCTBEHHbIV aHawadT. PasHoBENNKME pa3BUBaA-
HoLLMecs B MPOCTPaHCTBE NAOCKOCTM, C GaKTypHbI-
MU penbedHO AEKOPUPOBAHHbIMU NOBEPXHOCTAMM
KpacHbIX OTTEHKOB, NOCTaBAEHbI MOA Pa3HbIMU yria-
MU APYT APYTY W BblpacTatoT U3 BOAHOW FNaAn Kak
ckanbl. 3aech Llepetenv nposeMoHCTprpoBan yHu-
KaslbHY0 CMOCOBHOCTb K CO3MAAHMIO XYAOXECTBEH-
HO npeTBOpeHHOoro faHgwadTa. Bce npocrpaHcTeo
OKpY>KarolLlen cpeabl Noay4mao 6aarogaps 3Tomy
He TO/IbKO BblPa3nTe/IbHbIN XyAOXKECTBEHHbIN 06-
pa3, HO M 3MOLIMOHAbHbIN aKLLEHT.

CoefnHeHne MOHYMEHTaNbHbIX apPXUTEKTYPHbIX
dopMm n penbeda cTano xapakrepHbIM NPU3HAKOM
WHAMBWAYaNbHOrO TBOPYecKoro novepka Liepetenn.
OH NposeMOHCTpMpOoBan 3TO B LieJIOM psaje Npouns-
BEAEHWIA, Cpean KOTOPbIX CKY/bMNTYpHOE yKpaLleHne
KMHOKOHLEPTHOro 3ana roCTUHUYHOrO KOMMaeKca
WN3maiinoBo, penbedHble Gpursbl FOCTUHMLBI «AnTa»
(1978). MoHymeHT CuyacTbe AeTsM BCEro Mupa B
bpoknopte, CLUA (1979), rae penbedbHble durypsi
pacrnonoXeHbl N0 BCEM NOBEPXHOCTN CUMBOANYE-
CKMX 6pyTanbHbIX GOPMbI. ITOT XKe NPUeM CKYbNTop
ncnosb3yer, HacbiWwas penbedamu cteny MoHyMeH-
Ta MNob6eapbl Ha MoknoHHOW rope B MockBe. Apxu-
TEKTYPHO-CKYIbATYPHbIN aHcambb Ha MOKJIOHHOM
rope siBAseT COOON MHTEPECHbIN NPUMeEpP CUHTE3a
NCKYCCTB W 3acNy>KMBaeT OTAENbHOMN TeMbl nccae-
[0BaHWs, HO B KOHTEKCTE AaHHOM paboTbl MHTepec
npeacTaBaseT HeboAbWOW 06beEKT. ITO penbedHble
BCTaBKM OObLUMX ABepel My3es.

Tema AekopupoBaHua BpaT cobopa nam 3Haum-
MOro o6LLeCTBEHHOrO 3aHnA BCerja BOAHOBaNa
XYAOXHUKOB. VIcTOpryeckumMu npumepamMmm ctanm
3HaMeHUTbIA KOHKYpC 1401 roga Ha co3gaHve Bpat
dnopeHTUIICKOrO BanTUCTEPUS U COMEPHUYECTBO
mexay bpyHeneckn n f'mbeptu, asepu Ctapou Ca-
kpuctum CaH JlopeHuo [JoHaTteno. B atom xe pagy
«BpaTa aga» PoseHa gna Myses gekopatuBHbIX UC-
KyccTe B Napwvxe, KOTOpble NpeBpaTUANCL B MU ero
>KVU3HW 1 TBOPYECTBA M TaK U He BblIM 3aKOHYEHbI.
VHTepecHO B KOHTEKCTE 3TOM TpajuLMM paccMo-
TpeTb penbednl 3.K. Liepetenn. HecomHeHHO, yuun-
TbiBasi OMbIT BENNKMX MPeALLECTBEHHUKOB, OH Kak
KaXkAbll XyJOXHUK CTPEMUICA HANTU COBCTBEHHYO
dopMy BbipaxkeHMA. B KaXAo KOMNO3nLmmM npu-
CyTCTBYET LieHTpasbHaa KpymnHaa rpynna B okpy-
XeHun bosee MenkMx No MacwTaby puTMUUecKm
OpraHn30BaHHbIX MJaCTUYECKNX d1eMeHTOB. Pas-
Hoobpa3Hble Mo CIOXeTY, HO eAnHble MO dopme,
penbedbl aBepel My3es Ha [TOKNOHHOM rope Npu-
3BaHbl NOAJEP>KaTb NOTMYECKNe CBA3M CKYAbMTYpbI
N apXUTEKTYpPbl B CUHTE3€ UCKYCCTB.

Bosbwon Temolt B TBOpUecTBe 3. LiepeTenu cta-
N1 Npov3BeAeHs, BbINONHEHHbIe Ha EBaHrenbckme
ctoxeTbl. [Tepes MHOTMMU COBpPeMEHHbIMM aBTOpa-

MW CTOUT OnpeAeneHHas CN0XHOCTb B PELLEeHMM 3a-
fay, CBA3aHHbIX C COeJMHEHMNEM NHANBUAYANIbHOTO
TBOPYECKOro noyepka ¢ XXeCTKMMMN KaHOHUYECKHN-
MW pamkamu. MHOroBekoBasi TpaguL s UCMOHe-
HWS CKYNbNTYPHbBIX NPOW3BEAEHWNIA Ha PEUTUNO3HbIE
TeMbI BblAaOWMMUCA MacTepaMu TakxKe Haknadbl-
BaeT OFPOMHY0 OTBETCTBEHHOCTb. VI Mbl BUAMM,
uTo 3gechb 3.K. Lpetenn ctpemuTbCca nogaepxatb
Ananor ¢ Tpagvunen, NpuaepXmnBascb KaHOHUYe-
CkMx 06pa3oB M co3zaBas NPOU3BEAEHUS, COEAM-
HAKOLWMWe Kpyrabie n penbedHbie Gopmbl.

Cpean Hanbonee 3HakoBbIX Npou3segeHnii 3.K.
Llepetenn — cnoxHococTaBHasa komno3snyma «lo-
3HaHWe fobpa U 3n1a» - CKyNbMTYpPa, BHYTPb KOTOPOW
MO>HO BOWTW, OKa3aBLUMNCb B LEHTpe HeCKOHeUHbIX
annto3nin, Gunocodckmx NPUYIT, MUEGOAOrNYECKmX
KoHTekcToB. CKy/bNTOP NpeAcTaBaseT obHaXeH-
HOro yenoBeka Tak, Kak TPakToBan ero cosgartenu
MundoB. HaroTa 3aech Kak 3HaK 3rmoca, cBobogHa oT
dusnonornyHoctn. CoTBOpEHME UYyBCTBa pa3Bep-
TbIBA€TCA Kak COTBOPEHME MUpa.

OcobbIli WTPUX 3TOrO MHOTOrPaHHOro Npouns-
BeJeHNA B BO3MOXHOCTN yBUAETb 0H6paTHYHO CTO-
pOHY penbedoB, KOTOpas Npe3eHTOBaHa aBTOPOM,
Kak caMoCToATeNbHOE XyA0XXeCTBEHHOe Npon3Be-
AeHne. ITOT XeCT NoAYepKMNBaHNA NAacTUYeCcKom
naev penbeda kak TpexMepHoro obbekTa, kak npo-
CTPaHCTBEHHOM GOpPMBbI, KOTOpas NpPeBaanpPyeT Haz
NMOBECTBOBATE/NbHOCTbIO CHOXKETa - OfHa 13 60/b-
LMX yaay aBTopa.

3ypab KOHCTaHTMHOBMY He TO/IbKO BblAaoLW M-
€ XyAoXHUK. Ocobo ApKO OH NPOABMA CBOM Ta-
NaHT B KyNbTYPHOM MeXAYHapOAHOM MPOCTPaHCTBE,
OCYyLLLeCTBAAA aKTUBHYIO TBOPYECKYHO, MPOCBEeTU-
Te/IbCKYIO N 0BLECTBEHHYO AeATeIbHOCTb. OH Bbin
nocnom gobpoin soan KOHECKO, uneHom 3apybex-
HbIX akageMWUi, akTVBHO NPOABWIan UAen KyabTypbl
W rymaHu3mMa, OTKpbiBaj HOBble My3eun U Noajep-
XNBaN MONOAbIX XYAOXKHNKOB BO BCEM Mupe. Bes
ero Kapbepa — A0Ka3aTenbCTBO YHUKabHOrO Co-
eAVHeHNA TanaHTa, SHeprum 1 MacwTtaba mbiLine-
HWS, N3MEHMBLLEro NpeAcTaBJeHNe O COBPEMEHHOM
nckyccTae.
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ON THE COMPOSITION OF CHURCH ART MASTERS
IN CHEBOKSARY
(ICON PAINTERS OF THE 18TH-19TH CENTURIES)

Summary: The majority of the peoples in the Middle
Volga region were only Christianised by the end of the 18th
century, having started with Ivan IV's conquest of the Ka-
zan Khanate. This determined the character and composi-
tion of the church art of the Chuvash, Mari, Mordvins, and
other “foreigners” of the Russian state. The article analy-
ses the composition of the masters of icon painting who
worked in the churches of the city of Cheboksary and the
surrounding villages. The research material mainly comes
from archival sources, most of which are from the 18th
and 19th centuries, giving an idea of the circle of icon

The ancient city of Cheboksary on the Volga,
which celebrated its 555th anniversary, was distin-
guished by its “picturesqueness” and abundance of
churches in the past. “It is surprising that in such a
small town as Cheboksary, in addition to the Trinity
Monastery, two destroyed remote monasteries, one
country church, and seven parish churches, there
are two more cathedrals: the first is Vvedensky and
the other is Nikolaevsky,” wrote priest Andrei Kro-
kovsky in 1846 [1, pp. 9-12]. In the 20th century,
not only did the majority of churches disappear, but
also the historical part of the city — tradesman and
merchant districts, which went underwater with the
construction of the Cheboksary hydroelectric power
station. Nowadays, new churches have been built;
several old ones, which had irretrievably lost their
interior decoration, have been restored in the city,
the capital of the Chuvash Republic. The only excep-
tion is the intact complex of the Cathedral Church
of the Entry of the Virgin Mary into the Temple. Its
interior bears the memory of several centuries: it
was built in the mid-17th century and includes the

painters who worked in the churches of the Chuvash re-
gion. Moreover, icons preserved in churches and museum
collections helped to identify the masters and icon paint-
ing schools. A large geographic area included in the de-
velopment of recently baptised peoples and new artistic
concepts of that time are what gave rise to their artistic
characteristics and stylistic diversity.

Keywords: Church art of the 18th-19th centuries, Che-
boksary churches, icon painters, icons.

Vladimir Icon of the Mother of God, donated to
the Cheboksary residents by the Kazan Saint Arch-
bishop Gury in 1555, a baroque iconostasis, and
18th-century murals of the cathedral.

With its advantageous location on the Volga be-
tween ancient Nizhny Novgorod and Kazan, which
became the centre of Orthodox life in the Middle
Volga region starting from the 16th century, Che-
boksary was able to establish a full-fledged Ortho-
dox life. It gave the city the importance of both a
trading pier and a place of contact between differ-
ent cultures and confessions. Therefore, the history
of its development has its peculiarities, consisting in
the emergence of a Russian fortress among the Chu-
vash population living here since ancient times. lvan
IV's active resettlement of people from the central
provinces and regions of the upper Volga, includ-
ing Novgorod, Moscow, Ryazan, Vladimir, Kostro-
ma, determined their preferential position among
the Cheboksary residents [2, p. 355]. It marked the
beginning of Orthodox life in the Chuvash lands,
naturally turning the city into an Orthodox centre. In
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Ill. 1. Mikhail Yudin. Council of Saints. 1904. Chuvash State Art Museum.

addition to the Vvedensky Cathedral, the Holy Trin-
ity Monastery for men was founded by Saint Her-
man, Archbishop of Kazan, and soon the Nikolaevsky
Convent for women (1560s). A large number of Rus-
sian settlers, who became the main part of the city's
population, assimilated the inhabitants of the sur-
rounding villages, who accepted Orthodoxy in the
18th century — they all became parishioners of the
Cheboksary churches, most of which were built in
stone after big fires. This time marks the beginning
of the rich decoration of churches and the attrac-
tion of masters of church art from different cities
and villages to the city. The construction of church-
es contributed to the development of new crafts in
Cheboksary and the emergence of the city’s own
icon painters and carvers.

The previously known and identified by us mon-
uments of church art from the early, before the
18th century, period of Christianisation of the Mid-
dle Volga region are few in number and come from
the centres of ancient Russian art [3, 4]. Church
documents do not reveal to us the names of the
masters of the early history of Orthodoxy in the
Chuvash land; nevertheless, judging by the high
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quality, all the icons were imported.” However, in
general, they did not determine the qualitative
composition of the entire iconographic heritage
and the geography of their origin. The problem of
the origin of the first church interiors with iconos-
tases and icons lies within the 18th—19th centuries.

The archival documents that revealed the names
of icon painters and iconostasis masters include,
first of all, the income and expenditure books and
the chronicles of the churches. It is obvious from
them that there were no icon painters of their own
until the middle of the 18th century; apparently,
there was no great need for them before the active
stone construction of churches. However, opening
the documents of that time, we find information
about the geography of trade of Cheboksary mer-
chants in various regions of the state. For exam-
ple, in 1704, a “merchant man” of the Cheboksary
Gostinaya Sotnya, Mikhail Igumnov, named the cit-
ies of Arkhangelsk, Sinbirsk (now Simbirsk), Ufa, Ka-

1. In the territory that is today part of Chuvashia, Alatyrsky
district, the names of famous icon painters in the Volga region
are noted: “"Murom city iconographer” Alexander Kazantsev
(mentioned in 1717), Nizhny Novgorod icon painters Stepan
Chirkov and his “comrade” Andrey Ordintsov (mentioned in
1738).

zan, and Astrakhan, where he traded. The famous
Makaryevskaya Fair near Nizhny Novgorod is of-
ten mentioned. The churches were largely provid-
ed with the necessary utensils by merchants. “Most
of the merchants and townspeople leave for the
Makaryevskaya and Karsunskaya fairs to purchase
various goods..." [25, p. 503]. Moreover, economic
ties were established with Moscow.

In addition, the income and expenditure books
of the churches contain a large number of entries
about donations of icons and entire iconostases,
their repair, gilding, the purchase of utensils, the
decoration of icons with silver gilded plating, carved
icon cases, the replacement of stone floors with cast
iron slabs, etc. In them, starting with Gury of Kazan,
we find the names of famous contributors of icons —
the Georgian Tsarevich Archil Vakhtangievich (1685),
Metropolitan Tikhon of Kazan (1701), Moscow and
St. Petersburg nobles who owned the Volga lands,
many Kazan and Cheboksary merchants, people of
the bourgeois and peasant classes. The lack of doc-
uments on the early history of the city does not al-
low us to create a complete picture of the church
art of the 17th and early 18th centuries. Howev-
er, given that almost all Cheboksary stone church-
es were built in the 18th century, this period can
be considered the initial stage of church art forma-
tion in Cheboksary. In archival documents, we find a
full-fledged decoration of churches with high icon-
ostases and icons in “other places” of the church.

Starting from the second half of the 18th centu-
ry, the names of icon painters from the Upper Vol-
ga cities begin to appear in documents. One of the
earliest mentions is of an icon painter, Hierodeacon
Aristarchus of the Kostroma Diocese, who painted
a two-sided icon of the Feodorovskaya Mother of
God for the Assumption Church of Cheboksary, on
the back of which was an image of Saint Peraskeva
Pyatnitsa. In the document, there is an important
note that this was a signed icon: there was an in-
scription on its gilded copper part: “The Holy im-
age was painted in 1772 for the house of His Grace
of the Kostroma Diocese by krestoviy Hierodeacon
Aristarchus” [20].

Probably, masters from villages of Vladimir prov-
ince played a major role in decorating churches with
icons and murals. In addition to references to the
purchase of church utensils from pedlars, the names
of specific artists have been preserved —icon paint-
ers from Mstera, Palekh, and other villages. Despite
the fact that this information dates back to the be-

ginning of the 19th century, it is obvious that they
worked here before. In asserting this, we are talking
about the entries in the expense books about the
receipt of sums for work and the list of works they
performed. They contain many facts about the ren-
ovation of icons and entire iconostases; the quali-
ty of execution (“painted with high workmanship”
is especially noted) allows us to assume that, most
likely, the artists corrected the icons that they or
their colleagues had painted earlier [21]. Thus, in
1805, the artel of Mstera icon painter Boris Yakov-
lev carried out a huge job to restore the iconostases
in the Pokrovskaya Church and its two chapels, and
all the icons were painted anew [21]. The artel of
Fyodor Yakovlev from the same village of Mstera
worked in the Vvedensky Cathedral, having com-
pleted work in 1820-1822 on painting new icons,
both in the main church and in the chapel of the
holy martyr Harlampy [14, p. 213, 214]. The icon
painters of Mstera worked in artels of several peo-
ple; however, we have not found specific mention
of the number of icon painters in them: the re-
cord of the work being done by “church painters”,
when one person signed for the money, does not
shed light on this issue. In addition, Vladimir mas-
ters worked individually: Fyodor Bogdanov from
Mstera and lvan Eliseev from the village of Vesek-
honskoye also worked in the Vvedensky Cathedral
[15, p. 59, 60, etc.].

Moreover, the list of masters includes Palekh
residents. The name of Dementiy (Demyan) Kruglov
is found in the documents of the Ascension and
Pokrovskaya churches and the Vvedensky Cathedral
during 1828-1834. Most often, he took on large-
scale work on the restoration of holy images, some-
times entire iconostases [16, p. 49]. The information
about their “decrepit state” indicates that there were
icons most likely painted in the second half of the
18th century. At the end of the 19th century, icons
by Palekh masters were already brought from Mos-
cow and St. Petersburg. A large workshop, the Bel-
ousov Brothers, supplied them to the cities of the
Volga region in big quantities. The icon by famous
master Mikhail Yudin, who worked in the St. Pe-
tersburg workshop of M. Peshekhonov and later
opened his own workshop, was probably a special
order. The collection of the Chuvash State Art Mu-
seum contains his signed icon, Selected Saints2. The
influence of academic painting, examples of which

2. lcon Selected Saints. Wood, gesso, tempera, gilding. 26.3 x
35.4. Department of Old Russian Art, DRZh-152.
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Ill. 2. Alexander Rukavishnikov. Icon of the Mother of God of Tolga. 1855. Chuvash State Art Museum.

we find in all the churches of Chuvashia, was also
undoubted. They were often represented by fine
examples, such as, for instance, the icons of the
academician of Byzantine painting, Vasiliev (possi-
bly Vasily Vasilyevich Vasiliev), and the graduate of
the Academy of Arts, Savva Postemsky, who were
sent from St. Petersburg [11, p. 40, 18].

The list of non-local carvers, iconostasis gilders,
masons, plasterers, and carpenters who worked in
Cheboksary churches is even more extensive. Their
listing defines the circle of the nearby territories of
the Middle and Upper Volga. These are the Nizhny
Novgorod, Kostroma, Yaroslavl, Vyatka, and Vladimir
provinces. The list of icon painters is not so large;
however, there are names that were mentioned
throughout the 19th century. For example, several
generations of Myagchilov peasants from the Vyat-
ka province are found in the archival documents of
Cheboksary churches over sixty years. By profession,
they were masons, plasterers, carpenters, wood-
workers, stove-makers, coppersmiths, painters, and
iconostasis masters. Sons followed in their fathers’
footsteps, sometimes staying here permanently.

The most complete and preserved documents
are from the second half of the 19th century. At that
time, the masters from the cities of Kazan and Koz-
modemyansk, closest to Cheboksary, became pre-
dominant in creative circles. Among the Kazan ones,
there are the widely known Alexey Feopemtov and
Pyotr Kovalinsky, whose names are found in doc-
uments of newly built rural stone churches in the
vicinity of Cheboksary [8, p. 5-6]. Icons came from
the Kazan Mother of God Monastery [12].

During its economic heyday in the 18th century,
Cheboksary managed to build and decorate all the
churches that were in the city. In the 19th century,
not a single church was built here, except for the
house church in the Cheboksary Theological School
constructed in 1891 [7, p. 285]. Therefore, there was
no longer a need for a large number of icon paint-
ers. However, work on the renewal of iconostases,
murals, and icon images in churches was ongoing.

Moreover, we have identified a circle of mas-
ters who are designated in documents only by their
names without the name of their place of origin.
Among them, there is Paraskeva Serebryakova [13,
p. 54]. It should be said that icon painting work-
shops existed in many women'’s monasteries. Icons
painted in the Kazan Bogoroditsky, Nizhny Novgo-
rod Seraphim-Ponetaevsky, Kurmyshsky Medyansky

Pokrovsky, and Alexandrinsky Chuvash monaster-
ies are mentioned.

As for Cheboksary masters, reading the reports
on the Cheboksary craft workshops of the 18th cen-
tury, we do not find icon painters among them. The
first documentary evidence of them dates back to
1822. "In this city, the craftsmen consist of citizens:
icon painters — 2 ...", this is how, without indicating
the names of the artists, it is written in the Report
of the Cheboksary City Duma to the Kazan Provin-
cial Government [26, p. 147]. However, in church
documents, we still find several names of the bour-
geoisie and peasant classes who worked both in
neighbouring rural churches, in Cheboksary, and the
nearby town of Tsivilsk. Several names come from
the 18th century: Ivan Petrov is mentioned in 1769,
Dmitry Astrakhantsev in 1768, Efim Astrakhantsev in
1773, Filipp Novoselov in 1795, Andrey Dmitriev in
1824, etc. [9, 10, 22, 23]. The Rukavishnikov family
occupies a special place in the church life of Che-
boksary. The first evidence of them as icon paint-
ers dates back to 1822, and the last to 1904 [5]. In
addition to icon painters, this family included mas-
ters of other specialities — masons, plasterers, paint-
ers, gilders. Alexander Rukavishnikov was the most
famous and sought-after icon painter of them. His
name is found in the records of the income and ex-
penditure books of almost all the churches of Che-
boksary, as well as neighbouring villages and the
city of Mariinsky Posad, from 1846 to 1897. Judg-
ing by his surviving signed icons and the icons of
his son Evlampy, one can speak of the high quality
of their painting. The evolutionary stylistic process
can be traced from traditional icon painting to aca-
demic, evident in the works of the late 19th century.

Despite the long and fruitful work of the Ruka-
vishnikov icon painters, in the documents, there is
no mention that they could have had an icon paint-
ing workshop with an accepted way of life and stu-
dents. Their activities developed within the family
circle; the craft was passed on from father to son or
nephew. In Cheboksary, their activities turned out
to be an exceptional phenomenon: the trading city
had the opportunity to attract creative forces from
outside. In the southern territories of modern Chu-
vashia, more distant from the Volga, for example,
in the city of Alatyr, there were already several icon
painting workshops and many individual painters by
the end of the 19th century. Though, the proximi-
ty of the territories to the Nizhny Novgorod lands
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with a Russian Orthodox population also had an
effect here.

Indications about training in icon painting have
been found so far only in relation to a few people:
all of them concern the workshops in Kazan. Church
orders for painting were also carried out by teachers
— Zinovy lvanov of the Cheboksary People's School
(mentioned in 1838) [19] and Petr Rubtsov of the
Cheboksary District School (1874) [17]. Lessons at
the missionary school of the Brotherhood of St. Gu-
ria in the village of Ishaki were the first attempt to
introduce icon painting into education [6]. Starting
from 1895, the only “foreign class” of icon painting
existed in the Kazan diocese under the guidance
of drawing teacher Miron Timofeev, who mastered

this craft in Kazan, in the workshop of Skorokhodov,
and had a certificate of this [24, p. 60].

Having studied archival church documents and
analysed the surviving icon-painting fund, as well
as keeping in mind our previous research, we have
attempted to summarise the composition of the
masters who worked in the churches of Cheboksary
and its environs in this article. Considering only the
territory adjacent to the Volga, we are convinced of
the specificity of the icon-painting heritage, con-
sisting in its stylistic and qualitative diversity, the
reason for which we see in the presence of numer-
ous visiting masters. The 18th century became the
initial stage of the church art development in Che-
boksary, where church art formed as a legacy of
Russian artistic culture.
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O COCTABE MACTEPOB LUEPKOBHOIO NCKYCCTBA
B HEBOKCAPAX
(MKOHOMMCLbI XVIII-XIX BB.)

AHHomayua: XpucmuaHusayus Hapodos CpedHezo
lMosos1xbs, Hayaswaaca ¢ 3asoesaHus VearHom 1V Ka-
3aHCK020 XxaHcmea, oxeamusa 606Uy Yacme HaceJse-
Hus auwe k KoHYy XVIII cmonemus. 3mo u onpedenuno
Xxapakmep U cocmas yepkosHo2o uckyccmea dysauied,
mapu, Mopdsel u Opyaux «uHopodyes» Pycckozo 20cy-
dapcmea. B cmamee aHanusupyemca cocmas macmepos
UKOHONUcHoz20 Oesa, pabomaswiux 8 xpamax 2opoda Ye-
bokcapel u okpecmHeix cenax. Mamepuanom uccredosa-
HUA cayXam 21a8H6IiM 06pa3omM apxueHele UCMOYHUKU,
camas 6osbwias epynna komopeix npuHadaexum XVII-XIX
88. VimeHHO oHU darom npedcmassieHue O Kpy2e UKOHO-

CrapviHHbIN ropog Ha Boare Yebokcapbl, oTme-
TUBLIMI cBOe 555-1eTne, oTaMYanca B NPOLL/IOM
CBOEN «KapTUHHOCTbLIO» N 0bunrem uepkeen. «[Jo-
CTOMHO YAUBAEHUA, YTO B CTONb MaNeHbKOM FOPOZKE,
kakoB Yebokcapbl, KpoMe My>eckaro Tpowuukaro
MOHAaCTbIPS, ABYX YHUUTOXEHHbIX MYCTbIHENW, OAHOM
3aropofHON LLepkKBM N CEMU MPUXOACKUX LiepKBeN
— HaxoAWTCA ele ABa cobopa: nepsblli BBeaeH-
CKWW, a gpyron Hukonaesckunii», — nucan 1846 r.
cBsWweHHMK AHapen Kpokosckuia [1, ¢. 9-12]. B XX
BEKE MCYE3NN He TONbKO 6ONblLas YacCTb XPaMoB, HO
M ncTopuyeckas — nocagckas v Kynedyeckas pano-
Hbl TOPOAa, yLleALune NoA BOAY CO CTPOUTENbCTBOM
Yebokcapckon 3C. CeroaHs B ropoge — ctoaunue
YyBalickon Pecnybankm — NOCTPOEHbl HOBbIE LiepK-
BW 1 BOCCTAHOBJIEHO HECKONbKO CTapblX, 6€3B03-
BPaTHO YTPaTUBLLUWX CBOE BHYTpPeHHee y6paHCTBO.
VicknroueHnem ctana eAMHCTBEHHbIN Hepa3pyLUEeH-

nucyes, pabomasuwiux 8 Xpamax 4ysawickozo kpas. Vko-
Hbl, COXpaHuswuecs 8 yepkeax u My3eliHbIX KONNeKYUSX,
makxe noMoa/u 0603HA4YUMb Kpy2 Macmepos U UKOHO-
NUCHbIX Wko/. VIx xydoxecmeeHHsle kayecmed u cmu-
Jiucmuyeckoe pasHoobpasue npoucxodam u3 Wupokol
meppumopuanbHOU 30Hbl, 8BKJIHOYEHHOU 8 Npoyecc 0ceo-
eHUs HOBOKpelWjeHHbIX Hapod0s, U KOHMeKCMa HOB8bIX Xy-
doxecmeeHHbIx udeli 3mo20 8pemMeHU.

Knrodessie cnosa: LiepkosHoe uckyccmeo XVIII-XIX ee.,
xpamsl 20poda Yebokcapel, UKOHONUCYbI, UKOH®bI.

HbI KOMMEeKC COBOPHOW LiepKBM BO MMA BBeaeHua
boromatepu BO xpaMm, MHTEpbep KOTOPOro HeceT B
cebe NamMATb HECKO/IbKUX BEKOB: B MOCTPOEHHOM B
cepeanHe XVIl Beka HaxoanTca nkoHa Baagnmmp-
CKOW MKOHbI boxunern MaTepw, nogapeHHas 4ebok-
capuam KasaHCKknM cBATUTENIEM apXMENUCKOMOM
l'ypuem B 1555 rogy, a Takxxe 6apoyHbIN MKOHOCTAC
N cTeHHble pocnucy cobopa XVIII Beka.
dopMMpoBaHNIO MONHOLLEHHOW NPaBOCAABHOM
Xn3HM B Yebokcapax cnocobcTBoBao ero ygauHoe
pacnosioxeHue Ha 6epery Boarn mexay gpeBHUM
HuxHM Hoeropogom mn KasaHbto, cTaBluen, Ha-
ymHasa ¢ XVI Beka, LLleHTPOM MpaBOCAaBHOM XU3HM
CpegaHero NoBoaxba. 9TO NpnaaBano ropoay 3Ha-
yeHne 1 TOProBoW NPUCTaHW, U MecTa CONnpuUKoC-
HOBEHMA Pa3HbIX KYAbTYp U KoHdeccnin. MNosaTomy
NCTOPUA ero pasBuTMA MMeeT CBOM OCOBeHHOCTH,
3aktoyatolmecs B BO3HUKHOBEHWIN PYCCKON Kpe-
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MOCTM CpeAmn YyBaLLCKOro HaceNeHWs, XUBYLLEro
34eCb C AaBHWUX BpeMeH. AKTMBHOe nepecesieHne
ViBaHOM IV BbIXOALEB M3 LIEHTPasIbHbIX TyHepHUiA 1
palloHOB BepxHeW Bonarw, B Tom uncie Hosropoaa,
Mocksebl, PazaHn, Bnagnumumpa, Koctpomel onpeae-
NN MX NPEVMYLLLECTBEHHOE NOJIOXEHWE B COCTaBe
Yebokcapckmx xutenei [2, c. 355]. 310 nonoxu-
JIO Hayano Ha YyBaLLUCKMX 3eMJISX NPaBOCAaBHOM
>KW3HW, eCTeCTBEHHbIM 06pa3oM NpPeBpPaTUIO ropos
B NpaBocaaBHbIl LeHTp. Kpome BBeaeHckoro co-
6opa B Hem 6bin ocHoBaH KasaHckmm CBATUTENEM
FepmaHoM CBATO-TPOULIKMIA MY>KCKOW MOHACTbIPb,
a Bckope 1 HuKonaeBCKUA XXEHCKUIA MOHACTbIpb
(1560-€e). bonbLIOe UNCNO pyCCKNX NepeceneHLes,
CTaBLUMX OCHOBHOW 4acTbio rOpOACKOro Hacene-
HWS, aCCUMUANPOBANMN XXUTENEN OKPECTHBIX Aepe-
BeHb, NpuHasBwunx B XVIII Beke npaBocnasme — Bce
OHM CTanAn nNpuxoxaHamu 4eboKcapcKnx Xpamos,
OCHOBHas YacTb KOTOPbIX Gbl1a BO3BeAEHA B KaM-
He nocne 6onbLMx Noxapos. K 3ToMy BpeMeHu oT-
HocMTCA Hayano 6oratoro obopMaeHNs LiepKBen 1
npuBJEUYEHUSA B FOPOJ MacTepoB LLepKOBHOIO MC-
KyCCTBa 13 pa3HbIX ropogoBs u cen. CTponTenbCcTeo
XpamMoB cnocobcTBoBaNO pasBuTUIO B Yebokcapax
HOBbIX pemMeces U NOSBAEHU COBCTBEHHbIX UKO-
HOMWUCLLEB N PE3UYNKOB.

M3BecTHble paHee 1 BbIiBIEHHbIE HAMW NaMAT-
HWKM LePKOBHOIoO UCKyCcCTBa paHHero, o XVIII B.,
nepunoga xpuctnanmsauymmn CpegHero NoBosxba
— HEMHOTOUMNCAEHHbI U MPOUCXOAAT U3 LLIEHTPOB
ApeBHepycckoro nckycctea [3, 4]. LlepkosHble go-
KYMEHTbl He OTKPbIBatOT HaM VIMeHa MacTepOB paH-
Helr MCTOPUWN NPaBOC/NaBUA Ha YyBaLLCKOW 3emie,
O HaKO cyAs NO BbICOKOMY KauyecTBY, BCE UKOHbI
6b1IM NPUBO3HBLIMK ™. HO B LIeNOM He OHM onpege-
NAAN KaYeCTBEHHbIA COCTaB BCEro MKOHOMUCHOTO
Hacneams v reorpapuio Nx NPomncxoxaeHus. Mpo-
Hnema NPoONCXOXAEHNA NepPBbIX XPaMOBbIX MHTepbe-
POB C MKOHOCTAacaMu 1 MKOHaMW NEXNT B npeaenax
XVIII- XIX BB.

K apXx1BHBIM JOKyMeHTaM, KOTOpble OTKPbIAN
MMeHa WKOHOMMWCLEB MU MacTepoB MKOHOCTACHO-
ro fena, OTHOCATCS B MEPBYH ouepesb NPUXOL-
HO-pacxoAHble KHUTM U NeTonncK XpaMoB. M3 Hux
o4eBMAHO oTcyTCTBME 0 cepeanHbl XVIII B. cob-
CTBEHHbIX MKOHONUCLLEB, HONbLLON HEOBXOAMMOCTU

1. Ha Tepputopuu, BxoasLen cerogHs B cocta Yysawmm —
ANaTblpCcKOM ye3je — OTMeYeHbl MMeHa 13BeCTHbIX B [oBon-
Xbe nkoHonwucues — «Mypoma rpaga nsyrpada» KasaHuesa
AnekcaHgpa VBaHoBnua (ynoMuHaHme 1717 r.), HUXeropoa-
ckmx nkoHonwucues Ynpkosa CtenaHa iBaHOBMYa 1 €ro «To-
Bapvwa» OpanHuosa AHapes (ynomuHaHve 1738 r.).
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B KOTOPbIX A0 aKTUBHOrO KaMEHHOrO CTPOUTE/IbCTBA
LepKkBeW, BUAMMO, He 6b110. 3aTo, OTKpbIBas JOKY-
MEHTbI 3TOr0 BPEMEHMW, Mbl HAXOANM CBEAEHNA O re-
orpadum Toproean 4eboKCcapCkmx KyrnLoB B CaMbIX
pa3nnyHbIX 0bnactax rocyaapcrtaa. Tak, Hanpumep,
«TOPrOBbIA YesI0BEK» FOCTUHOM COTHM T. Yebokca-
pbl Muxaun VirymHos B 1704 rogy Ha3biBaeT ropoga
ApxaHrenbck, CnHbupck (HbiHe — CMnbupck), Yoy,
KazaHb, AcTpaxaHb, B KOTOPbIX OH ToproBan. OueHb
YyacTo ynoMuHaeTca 3HaMeHuTas MakapbeBckas fp-
Mapka nog HwxHum Hosropogom. Heobxogunmoni
yTBapbto LepkBM 0becneyunBanvcb BO MHOrOM Kyn-
Luamu. «bosbllas 4yacTb KyrnuoB U MelllaH OTbes-
>XaroT Ha MakapbeBckyto 1 KapCyHCKYH apMaHKu
ANSA 3aKyMNKW pa3HbIX TOBapoB...» [25, ¢. 503]. Sko-
HOMMYecKkme CBA3M BblaN HanaxeHbl 1 ¢ MockBOM.

Kpome TOro, B NpMxoAHO-pacxoAHbIX KHUrax
LuepkBen — 6oNbLLIOE KOJMYECTBO 3aMnUCeEN O NO-
>KePTBOBAHMAX MKOH W Lie/IbIX MKOHOCTAcoB, X
nonpaske, N03040Te, NpuobpeTeHmne yTBapw, yKkpa-
LIeHNe UKOH cepebpsaHbIMU MO30N0UEHHBIMW pU3a-
MU, PE3HBIMUN KMOTaMW, O 3aMeHe KaMeHHbIX MOJI0B
Ha YyryHHble NanTbl 1 T.N. B HWMX, HaunHasA ¢ KasaH-
cKoro ceATUTeNns ypus, HaXoAUM MMeHa NMEHUTbIX
BK/1IaJ4YMKOB UKOH — FPY3NHCKOrO LlapeBnya Apun-
na BaxtaHrneswnua (1685), mutpononaunta KasaHckoro
TuxoHa (1701), MOCKOBCKMX 1 NeTepbyprckmx ABo-
PSIH, BNaZeBLUNX NMOBOJIKCKUMU 3EMASMU, MHOTUX
Ka3aHCKMX N 4ebOoKCcapCKmX KyrLLOB, JHOAeiR MeLLaH-
CKOrO W KPeCcTbAHCKOro cocnosunin. OTcyTCTBME A0-
KYMEHTOB paHHen NCTOpUKN roposa He No3BoNsAT
€034aTb Le/IOCTHYH KapTUHY LLlePKOBHOMO MCKYC-
ctBa XVII n Hauwana XVIII ctonetuin. OgHako, yum-
TbIBas, UTO NMOYTK BCe YebBOKCapCKkMe KaMeHHble
Xpambl noctpoeHbl B XVIII, TO MMeHHO 3To Bpems
MOXHO CUMTaTb HayabHbIM 3TanoOM CTaHOBJIEHUSA
LLlepKOBHOTO MCKycCTBa B Yebokcapax. B apxmBHbIx
JOKyMeHTax 0bHapy>KrBaem nosHoLeHHoe 0dopM-
NleHVe XpaMOB BbICOKMMU MKOHOCTacaMu U UKOHa-
MU B «MPOYNX MECTax» LEePKBU.

HauunHas co BTopoi nososuHbl XVIII B. B AOKY-
MEHTaX HauMHatoT NOABAATLCA UMEHA MKOHOMWCLEB
N3 BEPXHEBOJKCKNX rOpoAoB. K paHHUM oTHOCUTCA
YyNoMWHaHWe NKOHOoMncLa — nepoamnakoH Apucrap-
xa KocTpomckown enapxmm, HanucaBLUEro 4ByXCTO-
poHHI00 MKoHy PesopoBckoli boxxmen Matepu ana
YcneHckow Lepkeu Yebokcap, Ha 060poTe KOTOPOi
6b110 M306paxkeHne cBaTon MepackeBbl MATHULbI.
Ba>kHO ynomuHaHve B JOKyMeHTe O TOM, YTO 3TO
noAnncHas NKOHa: Ha ee MeHOW BbI30JIOUEHHOWN
OblI0 BblYeKaHeHa Haanuck: «lMncaH cent CBATLIN

obpaz B 1772 roay, a nnucan Koctpomckoi Enapxumm
aomy Ero MpeocBsleHCcTBa, KpecToBbIl Viepoana-
kKoH ApucTapx» [20].

BeposATHO, 60AbLUYIO POJb B YKPALLEHUN XPaMOB
MKOHaMM M CTEHHbIMUW POCMNCAMM Cbirpaan Mactepa
cen Bnagumupckoii rybepHun. Kpome ynomuHaHmi
O MOKYMKe LLepKOBHOM yTBapu y opeHel, CoXpaHu-
JINCb MeHa KOHKPETHbIX UCMOAHUTENEN — UKOHO-
nucues McTepel, [Nanexa n gpyrux cen. Hecmotpsa
Ha TO, UTO CBeAEHMA 3TN OTHOCATCA K Havany XIX
B., OYEBWAHO, YTO paboTann OHW 34eCb N Npexae.
YTBEp>xAasa 370, Mbl MMEEM BBUAY 3anncu B pac-
XOAHbIX KHMFax o0 NOoJy4eHun 3a paboTy cymMm n
nepeyeHb BbIMONHEHHBIX UMW PaboT. B HUX MHOrO
bakTOB O MOHOBIEHNN MKOH 1 Lie/bIX MKOHOCTAacoB,
npuYYemM KauyecTBO UCMOJIHEHWUs («MMCaHbl paboToro
BbICOKOIO» OTMe4YeHHoe 0cob0, Mo3BoNAeT Npes-
nosiaraTb, YTO, CKOpee BCEro, Macrepa nonpasasnm
MKOHBI, HaNncaHHbIe UMW XKe UAW UX KOJJIeramu pa-
Hee [21]. Tak, apTenb McTepckoro nkoHonucua bo-
puca fikoenesa B 1805 r. BbinosHWAa B [OKPOBCKOM
LEPKBU 1 ABYX ee Npuaenax orpomMHyto paboty no
BO30OHOBNEHMIO NKOHOCTACOB, MPUYEM BCE NKO-
Hbl 6bIAM HanmcaHbl 3aHoBO [21]. Aptenb Pepopa
fikoBnesa TOro xe cena Mcrepsl nogsusanacb BO
BeeseHckom cobope, BbINOAHMB B TeyeHue 1820-
1822 rr. paboTbl MO HaNMCaHMIO HOBbIX MKOH, Kak
B JaBHOM Xpame, Tak 1 B nNpugene CBAWEHHOMY-
yeHuka Xapaamnus [14, n. 213 (06.) — 214]. VikoHo-
nucupbl Mctepbl paboTtanu apTensamm B HECKONbKO
yenoBeK, HO KOHKPETHOro YNOMWHaHWA Koanye-
CTBa B HMX MKOHOMWUCLLEB Mbl HE HaLLAW: 3aMncb
O BbIMOJIHEHUWN PabOT «LLEePKOBHbLIMWN >XMBOMMUC-
Lamu», Korga 3a nojyyeHuve AeHer pacnucbiBancs
OAMH, He MpoAMBaeT CBeTa Ha 3TOT Bonpoc. Pabo-
Tann BAAaANMUPCKME MacTepa 1 noognHouke: de-
aop borgaHos 13 Mctepbl 1 MBaH Enncees u3 cena
BecexoHckoe Takxe paboTanv Bo BBegeHckom co-
6ope [15, 1. 59, 60 n ap.].

B cnucke mactepos ectb 1 nanewaHe. Vimsa [e-
MeHTnA (JembsaHa) AHgpeesnya Kpyrnosa Haxoamm
B TeyeHne 1828-1834 rr. B gokymeHTax Bo3HeceH-
ckoW, MokpoBcKoW LiepkBel 1 BeegeHckoro cobo-
pa. Yale Bcero oH 6pasncs 3a 06veEMHYO paboTy no
MOHOBJ/IEHMIO CBATbIX 0O6Pa30B, MHOTAa LeblX KO-
HocTacoB [16, n1. 49 (06.)]. akTbl 06 UX «BETXOCTU»
CBUAETENbCTBYHOT O Ha/IMUUWN UKOH, HanmcaHHbIX
ckopee Bcero Bo BTopoi nosiosuHe XVIII B. B KOH-
ue XIX B. MKOHbI Nanexcknx MacTepos NpmBO3UAN
y>e n3 Mocksebl v [MeTepbypra. KpynHas mactepckas
«bpatbsa besoycoBbl» NocTaBasna nx B 60abLLIOM KO-

Nnyectse v B ropoga lNMoeomxkba. CheymnanbHbiM 3a-
Ka30M, BepPOATHO, bblna MKOHa N3BECTHOrO MacTepa
Muxaunna KOgnHa, paboTaBLlero B netepbyprckon
MmacTepckor M. MNellexoHoBa, 3aTeM OTKPbIBLLErO
cobcTBEeHHYO MacTepckyto. B cobpaHmmn Yysalu-
CKOTO rocy,apCTBEHHOIO XyAOXECTBEHHOIO My3es
€CTb ero NoAnNucHas UkoHa «/36paHHble CcBATbIE»?,
HecoMHeHHbIM 6bI10 BANSIHWE U aKadeMUYeCKOW
Xneonucu, obpasubl KOTOPOM HAaxXo4MM BO BCEX
xpamax YyBawin. Hepeako oHU Bblan NpeacTaBieH-
HbIMM BbICOKMMMW O0bBpasuamu, TakuMu, Hanpumep,
KaK MKOHbI akajemunka BU3aHTUNCKOM XuBonucu Ba-
cunbeBa (BO3MOXHO, Bacunbesa Bacununsa Bacunbe-
BuYa — A.M.) n BbiNycKHMKa AKaseMnmn XyaoxecTB
CaBBbl [MocTemMckoro, npucnaHHbix 13 MNetepbypra
[11, n. 40 (06.), 18].

Ewe 60onee 06LWIMpPEH CMNCOK MHOTOPOALLEB Pe3-
YMKOB, MO30JOTYMKOB MKOHOCTACOB, KAMEHLLMKOB,
LUTYKaTypOB, CTONAPOB, paboTaBLunx B yebokcap-
CKMX XpaMax. VIx nepeuncneHve onpegenser Kpyr
6AnxKHUX TeppuTopuin CpesHen n BepxHen Boaru.
310 Hxeropoackas, Koctpomckas, Apocnasckas,
BaTtckas v Bnagnmmpckas rybepHumn. Cnmcok nko-
HOMWUCLLEB He CTO/b OBLIMpPEH, HO ecTb damuanmy,
KOTOpble yNOMUHaNUCb B TedeHune Bcero XIX cro-
netus. Hanpumep, HECKObKO NMOKONIEHNI KPECTbsH
MsarumnoBbix 13 BaTckow rybepHun B apXMBHBIX A0-
KyMeHTax 4eboKcapCcKux LiepkBer BCTpeyaroTcs B
TeyeHue wectnaecatu aet. [1o cneumanbHOCTM 3TO
6bINN KaMEHLLMKM, LUTYKATYpPbl, CTONAPbI, MAOTHM-
KW, MEYHWKN, MEAHWNKMN, Manapbl U MKOHOCTaCHbIe
macTepa. o NpoTOpeHHON oTUamMKn gopore npwu-
XOAWAN CbIHOBbA, MHOTAA OCTaBasACh 3/eCb Ha MNo-
CTOAHHOE XUTENbCTBO.

Hanbonee NoAHbIMU N COXPaHMBLUMMUCA ABAA-
tOTCA AOKYMEHTbI BTOPOW NoAoBUHbI XIX cTonetus.
B 370 BpeMmsi npeobnasaroMMm B TBOPUECKUX KOH-
TakKTax cTajan mactepa bamxanwmx K Yebokcapam
ropogoB KazaHu 1 KosbmogembsaHcka. Cpeau kasaH-
CKUX — LUMPOKO M3BeCTHble Anekcelt PeonemToB u
MNeTtp AHapeeBnY KOBaNNHCKNIA, YbM MMEHa BCTpe-
YaroTCA B JOKYMEHTax BHOBb MOCTPOEHHbIX Ceb-
CKMX KaMeHHbIX XpaMoB okpecT Yebokcap [8, c. 5-6].
Mpuxoamnm nkoHbl n3 KasaHckoro boropoguuko-
ro MmoHactbipa [12].

B XVIII ctonetnn — B Nopy cBoero sKoHoMu4e-
ckoro pacuseTa — Yebokcapsbl ycrnenn nocTpouTb u
YKpacuTb BCe XpaMbl, kakune 6bian B ropoge. B XIX
B. 34€Cb He HblI0 NOCTPOEHO Y>Ke HU OAHOW LiepK-

2. VikoHa «/136paHHble cBATbIe». [lepeBo, neBKkac, Temnepa, no-
30/0Ta. 26,3 x 35,4. APX-152.
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BUW, KPOMe AOMOBOV — B YeboKcapKoM AyXOBHOM
yunamwe B 1891 r. [7, c. 285]. NMo3tomy HagobHo-
CTV B B6ONBbLLIOM KONIMYECTBE MKOHOMMUCLIEB YXe He
6b1210. Ho paboTbl N0 OOHOBNIEHWIO NKOHOCTACOB,
CTEHHOTO MMCbMa M MKOHHbIX 06pa3oB B Xxpamax
NPOUCXOANAN MOCTOAHHO.

Hamu BbIsiBNEH TakXKe KPYr MacTepoB, KOTOpble
B JOKyMeHTax 0603HaueHbl AnLb MMeHaMu 6e3 Ha-
3BaHMA MecTa Ux npoucxoxaeHus. Cpeam HUX ecTb
n MapackeBa Cepebpskosa [13, a. /1. 54 (06.)]. Hago
CKa3aTb, YTO MKOHOMMWCHbIE MacTePCKMe CyLLeCcTBOBa-
JIN BO MHOTUX XXEHCKNX MOHACTbIPAX. YNOMUHAIOTCA
MKOHBI, HanucaHHble B KazaHckoM boropoaunukom,
Hwuxeropogckom Cepadpumo-loHeTaeBckom, Kyp-
MbllwckoM MegsaHckom NokpoBckom, AnekcaHApuH-
CKOM YyBaLLICKOM MOHAaCTbIPAX.

Yto kacaeTca cCOBCTBEHHbIX MacTepoB, TO, Y-
Tasn BEJOMOCTM O 4UeHOKCAPCKUX PEMEC/IEHHBIX Lie-
xax 18 Beka, He HaXOAUM CPeAn HUX MKOHOMMUCLEB.
MNepBoe fOKyMeEHTaNbHOE CBUAETENILCTBO O HUX OT-
HocuTCcs K 1822 r. «<PeMecneHHNKOB B 3/1ELLIHEM FO-
poJe COCTOUT U3 rpaXkAaH: MKOHOMUCLEB — 2...» — TaK,
6e3 0603HaUYEHNA UMEHN MaCTEPOB, HaNMCaHo B
Panopte Yebokcapckon ropoackom aymbl KasaH-
cKoMy rybepHcKoMy npaeneHuto [26, c. 147]. Ho B
LLlePKOBHbIX JOKYMEHTaX BCe Xe HaXO4MM HEeCKOb-
KO MMEH MeLLaHCKOro U KPecTbsIHCKOro COCN0BUS,
paboTaBLUMX KaK B COCEHMNX CENbCKMX XpamMax, Tak
n B Yebokcapax, n banxariwem ropoge Limeunab-
cke. Heckonbko nmeH npuxogut us XVIIl ctonetma:
WeaH MeTpoB ynomuHaetca B 1769 rogy, AmMutpuii
ActpaxaHues — B 1768, Ebnm ActpaxaHues — B 1773,
®uamnn Hosocenos — B 1795, AHgpen AMutpu-
eB—B 1824 v ap. [9, 10, 22, 23]. Ocoboe mecTo B
LLlePKOBHOM XM3HN Yebokcap 3aHMMaeT CEMENCTBO
PyKkaBUWLUHWKOBbIX, MepBOEe CBUAETENbCTBO O HUX
Kak mKoHonucuyax otHocuTca K 1822 roay, a no-
cnegHee — k 1904 [5]. Kpome vkoHoMKMCLLEB B 3TOWM
cembe 6blNN MacTepa ApPYrux cneumnanbHoOCTen —
KaMeHLLMKHN, WTYKaTypbl, Manspbl, MO30J0TYUKN.
AnekcaHap Hukntny PykaBuLWHWKOB 6bln Hanbo-
Nlee N3BECTHbIM U BOCTPeBOBaHHbBIM U3 HUX MKO-
HonucueM. Ero nMa Haxoaum, HaumHas ¢ 1846 no
1897 r., B 3anuncsax NpuxogHO-PacxoAHblX KHUF NOY-
T BCcex XxpamoB Yebokcap, a Takxke cocesHuX cen
n ropoga MapuuHckuii Mocaa. Cyasa no ero co-
XPaHVBLUMMCA NOAMUCHBIM MKOHaM Y MKOHaM €ero
cbiHa EBnamMnus, MOXHO roBOpPUTb O BbICOKOM Ka-
YeCTBE UX XXMBOMUCU. DBOMOLMOHHBIN CTUANCTAYE-
CKWIA MPOLLECC NPOCNEXMBAETCA OT TPAAULMOHHOIO
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MKOHOMUCaHMSA K akaZeMnyeckomMy, OYEBUAHOMY B
paboTax koHua XIX cTtonetuns.

HecMoTps Ha fonryto v naofoTBOpHYtO paboty
MKOHOMNUCLEB PyKaBULLIHUKOBBIX, B JOKYMEHTax HY
pa3y He YNOMWHAeTCs O TOM, YTO Y HUX Mornia 6biTb
MKOHOMMWCHasA MacTepckas C MPUHATBIM YKAaA0M U
yuyeHunkamm. [lesTeNbHOCTb UX pa3BmMBanach B Kpy-
ry ceMbW, peMec/io nepesaBanocb OT OTLA K CbIHY
WAV NNeMAHHUKY. B Yebokcapax nx feAatenbHoCTb
oKas3asnacb UCKIHOYUTENbHBIM SIBJEHWEM: TOProOBbIiA
ropog “Men BO3MOXHOCTb NpuBAeKaTb TBOpYe-
CKMe CUAbl CO CTOPOHbI. Ha FOXKHbIX TEPPUTOPUAX
coBpemeHHoON YyBalunu, 6onee oTaaneHHbIx oT Bos-
rv, Hanpumep, B ropoge Anatbipe, K kKoHuy XIX B.
CyLLLEeCTBOBAO YXe HeCKOAbKO MKOHOMMUCHbIX Ma-
CTEPCKUX N MHOXECTBO OANHOYHbIX XUBOMMUCLLEB.
MpaBaa, 34eckb ckasbiBanacb U 6AM30CTb TEPPUTO-
PUI K HUXKEroOpPOACKUM 3eMAM C PYCCKMM MpPaBo-
CNlaBHbIM HacesieHneM.

YkazaHuin 06 06yYeHNN MKOHOMMCHOMY MacTep-
CTBY HaWJEeHO NOKa TOJIbKO MO OTHOLUEHMHO HECKOb-
KUX YeNoBeK: BCe OHM KacaroTcs MacTepckux KazaHu.
BbinonHANM LiepKOBHbIe 3aKa3bl Ha XXMBOMWCHbIE pa-
60Tbl M NpenogaBaTean — Yebokcapckoro Hapoa-
HOro yumauwa 3uHoBuin MIBaHOB (ynoMuHaeTcs B
1838 r.) [19] n Yebokcapckoro yesagHoro yunauiia
—Metp Py6uo08B (1874) [17]. MNepBOli NONbITKOW BBE-
JeHns B 06yUeHne NKOHOMMWUCHOrO Aena CTaian ypo-
KW B MUCCMOHEpPCKON wkose bpatctsa CBATUTENS
l'ypusa B cene Nwakn [6]. MNoa pykoBOACTBOM yun-
Tens pucoaHua MupoHa TumodeeBa, HaumHas ¢
1895 r., cywecTBOBaN €4MHCTBEHHbIV B KazaHckown
enapxmm «<MHOPOAYECKUI KNacc» NMKOHOMUCAHUS.
M.T. Tumodees obyuancs atomy pemecny B Kasa-
HY, B MacTepckoin CKOpOXoz0Ba, 1 MMes 06 3ToM
cBunaeTenbcTBo [24, c. 60].

W3yuas apxvBHbIe LLEePKOBHbIE JOKYMEHTbI U aHa-
NN3NPYS COXPAHMBLUMUIACA MKOHOMMUCHBLIN GOHA, a Tak-
Xe vMes B BUAY Halum NpeablayLine n3blCKaHWs, Mbl
nonbiTanncs 0606LWMTb B HACTOALLEN CTaTbe COCTaB
MacTepoB, paboTaBLinx B xpamax Yebokcap u ero
okpecTHocTel. OrpaHunymBasch Tepputopuen, 6ams-
nexatuein kK Boare, mbl ybexaaemcs B cneumduke
MKOHOMWCHOrO Hacneamns, 3aKro4atoWwemca B ero
CTUANCTUYECKOM M KaueCcTBEHHOM pa3Hoobpasuy,
NPUUYNHON KOTOPOro BUAMM B MPUCYTCTBUM 34eChb
MHOro4YncneHHbIX Npuwabix mactepos. XVIII Bek
CTaN Haya/bHbIM 3TarNoOM CTaHOBJEHUSA LLePKOBHO-
ro nckyccrea B Yebokcapax, rae oHo pa3BuBasoCh
KaK Hacneame pycckom XyA0XKeCTBEHHON KyAbTypbl.

BUBNNOTPADKA

1. Kpokosckuin A.N. // KasaHckue rybepHckme Be-
aomoctu. - 1849. - N22, aHBape. - C. 9-12.

2. MatBees I'.b. Pycckue // KpaTkas uyBalickas 3H-
uukaoneams.

3. MopgsuHoBa A.. MoHorpadus «BeegeHckuii
cobop ropoga Yebokcapbl». - Yebokcapsbl: Yys.
KH. n3a-Bo, 2009. - 128 c.

4. MopgsuHosa A.V. MoHorpagusa «LlepkosHoe
nckyccteo Yysawmn. MikoHsl. Ckynbntypa. Vko-
HocTtacbl (XVI — Hauano XX B.)». - Yebokcapsl,
2012.-192 c.

5. MopgasuHoBa A.N. Yebokcapckune mactepa uep-
KOBHOro nckyccrsa PykaBuiiHmkosbl // Yysalu-
CKWU TyMaHWTapHbIV BECTHUK. - 2021. - N216. -
C. 118-126.

6. MopgsnHoBa A.W. VikoHonucHoe geno B Wwa-
KOBCKOW LIeHTpa/IbHOW UyBaLLICKOM Wwkose bpat-
ctBa ceAtuTena Nypus // HW. UabMuHCKMIA 1 3T-
HOKYNbTypHOE pa3BuTUEe HapoaoB MoBOXKbA.
Martepwuanbl Bcepoccuiickol HayuHO-NpakTuye-
ckon koHbepeHuun (r. Yebokcapsl, 16 ceHTABPSA
2022 r.). - Yebokcapsl, 2022. - C. 132-135.

7. W3Bectna no KasaHckon enapxun. - 1891.

8. W3Bectnsa no KasaHckon enapxumu. - 1898.

9. TocyaapCTBEHHbIV UCTOPUYECKMNIA apxnB YyBall-
ckon Pecny6avkm (TMA YP). ®. 2. On. 1. Eg. xp.
135.

10.TWA YP. ®. 290. On. 1. Eg. xp. 10.

11.TUA YP. @. 293. On 1. Ea. xp. 6.

12.TVA YP. ®. 294. On. 1. Eg. xp. 26.
13.TUA YP.®. 294. On. 1. Eg. xp. 23.

14.TNA YP. ®. 295. On. 1. Ea. xp. 3.
15.TVIA YP. ®. 295. On. 1. Ea. xp. 3.
16.TVIA YP. @. 296. On. 1. Ea. xp. 5.
17.TNA YP. ®. 298. On. 1. Ea. xp. 89.
18.TVIA YP. ®. 318. On. 1. Ea. xp. 6.
19.TUIA YP. @. 324. On. 1. Ea. xp. 8.
20.TVIA YP. ®. 369. On. 1. Eg. xp. 68.

21.HayuHbIn apxuB YyBallcKOro rocyAapcTBeHHoO-
ro MHCTUTYTa ryMmaHutapHbix Hayk (HA YTUTH).
Ota. I. Ep. xp. 550.

22.HA YTUTH. OTga. I. Ea. xp. 550.

23.HA YTUTH. Ora. I. Ea. xp. 636.

24.0t1yeT 0 geatenbHocTn bpatcrea Ce.lypusa 3a 1914
r. - Kazanb: LleHTpanbHas Tunorpadwus, 1915.

25.Yebokcapbl Bo BTopow nonosuHe XVI-XX Beke:
JLOKYMEHTbI U MaTepuanbl 13 poHA0B Poccuiicko-
ro rocyjapCTBeHHOro apxumBea JpeBHNX akToB B 4
7. T.1. Bropasa nonosuHa XVI-XVIII B. / [cocT., aBT.
npeauca., KoMMmeHT. u npumed. [1.B. bacmaHues;
Hayu. KoHcynbTaHT B.l. KoueTtkos]. - Yebokcapbl,
2019. - 676 c.

26.Yebokcapbl BO BTOpoi nonosuHe XVI-XX Beke.
JlokyMeHTbI 13 poHA0B [OCYyAapCTBEHHOrO UCTO-
puueckoro apxusa Yysalickonn Pecnybavku /
[cocT. HO.B. Tycapos, A.A. Ynbuc, T.A. ConoBbeBa
nap.]. - T. 2, vactb 1. - 1801-1871. - 504 c.

37



DOI: 10.36340/2071-6818-2025-21-4-38-50

Marianna Yu. Shevchenko

Doctor of Architecture, Leading Research Fellow
Scientific Research Institute of Theory and History

of Architecture and Urban Planning,

Branch of the Central Institute for Research and

Design of the Ministry of Construction and Housing and
Communal Services of the Russian Federation

e-mail: china-arch@yandex.ru

Moscow, Russia

ORCID 0000-0001-5129-2689

THE ISSUE OF AUTHENTICITY IN THE
RECONSTRUCTION OF LOST HERITAGE SITES IN
CHINA

Summary: The article examines the practice of recon-
structing lost architectural heritage in China in the 21st
century. Today, the issue of authenticity in reconstructed
buildings, which have been increasingly erected across Chi-
na on the sites of lost monuments, has become particularly
pressing. Reconstruction is typically based on hypothetical
restorations, often with insufficient material about their
original appearance prior to destruction. Moreover, in all
cases, traditional construction techniques are disregarded:
modern materials and structural systems are used, while
historical facades serve merely as decorative elements,
disconnected from the load-bearing structure of the re-
constructed buildings. These buildings house new func-
tions unrelated to their historical purpose, usually serving
as exhibition spaces or facilities for research activities. It
should be noted that all such projects are built over the
archaeological remains of specific lost monuments, func-
tioning as protective shells for the authentic ruins. In es-
sence, these reconstructions function as large-scale models
of the original buildings.

The issues raised in the article are explored through
three specific examples: the Leifeng Pagoda in Hangzhou,
built in 2002; the Mingtang Temple in Datong, reconstruct-

By the beginning of the 21st century, China had
amassed a significant body of archaeological mate-
rial pertaining to 6th—12th-century palace and reli-
gious structures in its major cities. Local authorities
faced the challenge of preserving and museumify-
ing these ruins.
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ed in 2009; and the Danfengmen Gate in Xi‘an, erected
in 2010. All three cases demonstrate slightly different ap-
proaches to reconstructing lost heritage: the first example
emphasizes innovative structural solutions to maximize the
preservation of the original ruins; the second case stands
out due to the scarcest available data on the original ap-
pearance of architecture from that period, making it the
most speculative and controversial; the third reconstruc-
tion followed strict international standards, as the site was
built over the ruins of a gate intended for inclusion in the
UNESCO World Heritage List.

The described practice of reconstructing lost heritage
raises important questions about the value of such objects
and challenges traditional notions of heritage: should it
be limited solely to material form, or can it, under certain
conditions, be understood more broadly? The article also
explores the reasons behind the popularity of such ap-
proaches in contemporary China.

Keywords: Contemporary Chinese architecture, archi-
tectural reconstruction, cultural value, authenticity, her-
itage conservation.

Large-scale archaeological research in China en-
tered an active phase in the early 1980s. It was dur-
ing this period that the first graphical reconstructions
emerged, produced by the country’s leading ar-
chitectural historians. These visualizations of lost
heritage sparked growing public interest in Chi-

Il 1. The Lifeng Pagoda in Hangzhou, project by Guo Daiheng, 2002.

na's cultural legacy. By the 1990s, a wave of major
projects in traditional styles had been undertak-
en by prominent Chinese architects such as Zhang
Jingiu and Wu Liangyong. However, at this stage,
the focus was on exploring new forms and meth-
ods, creatively blending traditional Chinese archi-
tectural features with modern functions, materials,
and technologies, rather than direct replication of
historical models.

However, the 21st century has seen the emer-
gence of numerous buildings across China that me-
ticulously recreate the appearance of historically
significant structures now lost to time. In most cas-
es, these are new constructions erected directly over
the original ruins, serving a dual purpose: protect-
ing the archaeological remains and transforming
them into museum exhibits.

Municipal authorities advocating for these initia-
tives maintain that precise architectural recreations
serve dual objectives: stimulating cultural tourism
to secure funding streams, thereby ensuring sus-
tainable conservation of the archaeological sites.

Despite their shared conceptual approach, each
reconstruction project carries distinct characteris-
tics. Before undertaking a critical analysis of these
initiatives, it is essential to outline the most iconic
and large-scale examples.

Characteristic specimens of rebuilt structures

1) The Lifeng Pagoda in Hangzhou (2002)

Leifeng Pagoda in Hangzhou was reconstructed
atop its original ruins in 2002 under the direction
of renowned architectural historian Guo Daiheng
[2]. The original pagoda, first erected in 977 CE and
later rebuilt as an octagonal five-story tower after a
fire in 1171 CE, crowned one of the hills overlook-
ing the famed West Lake.

Its strategic hilltop location and silhouette against
sunset skies transformed the pagoda into an endur-
ing civic symbol, celebrated in classical poetry and
repeatedly depicted by eminent Chinese painters
like Xia Gui of the Southern Song Dynasty.

The pagoda’s structure was of mixed construc-
tion: the central load-bearing part was made of
dark-red brick, while wooden balconies and eaves
were attached to its exterior. In the 17th century,
the pagoda burned down again, leaving only its
brick core, which nevertheless continued to adorn
the landscapes of West Lake and inspire artists and
poets. The brick framework of the pagoda, having
stood for several centuries without repair or rein-
forcement, collapsed on September 25, 1924, af-
ter which the city lost its main symbol. As early as
1935, at the initiative of Chinese architecture scholar
Liang Sicheng, a proposal was put forward to rec-
reate Leifeng Pagoda, restoring its original forms
with precision. Later, in 1983, the restoration of the
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Ill. 2. The Mingtang temple in Datong, project by Wang Shiren, 20009.

pagoda was included in the master plan of Hang-
zhou City approved by the City Council. The final
decision to begin work on recreating the pagoda
was made in 1999 [3].

Work on the project began in 2000. The archi-
tects faced the task of preserving the historical ru-
ins of the pagoda while constructing a new building
above them in traditional Song Dynasty forms. To
preserve the ruins, a special structure consisting of
eight massive steel columns had to be developed.
The lower parts of these columns were installed at
an angle to ensure maximum preservation of the
ruins, for which advanced computer technologies
were already employed at that time (lll. 1).

For the same purpose, a tall stone stylobate was
added to the lower part of the new structure, which
had not originally existed. Inside the new pagoda,
an elevator was installed, and all structures were
made of modern fire-resistant materials, meeting
the requirements applied to contemporary pub-
lic buildings.

Despite the project’s stated goal of recreating
the pagoda in its original forms, this was ultimately
impossible to achieve, as no detailed records (blue-
prints or descriptions) of the structure's individual
architectural details had survived. As a result, the
reconstruction was inherently hypothetical, large-
ly based on contemporaneous examples of similar
typology as well as the building treatise Yingzao
Fashi [2].

As a result, what essentially appeared on the
shore of West Lake was a model of a historical struc-
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ture, conventionally demonstrating how this pago-
da might have approximately looked at the time of
its original construction. The primary function of the
new structure became the preservation and muse-
umification of the authentic ruins. This marked Chi-
na's first example of reconstructing a lost historical
building in traditional forms directly above its ruins.

At the time, this approach provoked mixed reac-
tions in Chinese society. While city residents largely
supported the initiative, as they regained a lost ur-
ban symbol, reconnected with history, and acquired
a new city landmark, the architectural community
responded more critically. Questions were raised
about how appropriate it was to call this a “recon-
struction”, given that the building used modern ma-
terials, had different functional purposes, employed
a different structural system, differed in height, in-
corporated new elements at its base.

Nevertheless, the positive response from city
residents and the influx of capital resulting from
tourism development following the pagoda’s con-
struction ultimately convinced Hangzhou's admin-
istration of the correctness of their decision. After
this first experiment, similar projects reconstruct-
ing historical buildings began appearing through-
out China.

2) The Mingtang temple in Datong (2009)

The Mingtang Temple is located in the city of
Datong, which was originally called Pingcheng and
served as the capital of the Northern Wei Empire
(386-535 AD). The ruins of this temple were discov-
ered by archaeologists in 1995. By that time, sever-

al similar temples had already been found in China,
particularly the Han Dynasty Mingtang in the sub-
urbs of Chang'an, discovered by archaeologists in
the 1950s, and the Tang Dynasty Mingtang in the
city of Luoyang, found in 1986. During the 1980s,
a series of graphic reconstructions of ancient Min-
gtang temples were created [6], and this topic be-
came very popular in academic circles.

The uniqueness of the Mingtang Temple lay in
the fact that it was a temple where the emperor per-
sonally conducted the most important rituals, sym-
bolically communicating with his father - Heaven.
Therefore, only one such temple could exist simul-
taneously in the empire, and the presence of this
temple in a state indicated its regional dominance.

The Northern Wei era was a time of internal
conflicts and the simultaneous existence of sever-
al states, yet only Northern Wei constructed a Min-
gtang, which indirectly was meant to demonstrate
the greatest legitimacy of Wei rulers’ power.

When the ruins of the Wei Mingtang were dis-
covered, it became a landmark event for the city of
Datong, which began positioning itself as the heir to
the imperial capital. Initially, leading Chinese archi-
tectural historian Wang Shiren conducted a scientific
survey of the ruins and, based on archaeological ex-
cavation data and detailed descriptions in historical
texts, created his own hypothetical reconstruction
of this complex [1], which became part of a series
of similar Mingtang reconstructions.

However, the city administration, specifically the
Old City Protection and Preservation Department of
Datong in the early 21st century, initiated the rec-
reation of this temple above the archaeological ru-
ins, following the precedent previously established
in Hangzhou. Wang Shiren’s scholarly hypothetical
reconstruction served as the basis for developing
the recreation project (lll. 2).

The problem lay in the fact that there is extreme-
ly little material available regarding Northern Wei
architecture. To this day, there is no definitive an-
swer even to such fundamental questions about
architectural appearance as whether Northern Wei
buildings had curved roofs with upturned corners
or not. Even less is known about architectural de-
tails and painting characteristics. Therefore, Wang
Shiren's reconstruction inevitably contains many gaps
in knowledge, which are generally understandable
and excusable in academic research, but raise nu-
merous questions when physically realized.

Functionally, Wang Shiren’s structure, just like
Leifeng Pagoda, is a protective construction over
authentic ruins that facilitates their museumifica-
tion. On the lower level above the foundations of
the ancient Mingtang, a metal frame structure with-
out intermediate supports has been installed, upon
which the building in historical forms is anchored.
Here too, traditional forms are primarily simulated
using modern construction materials.

The construction of this building sparked even
more controversy within China’s professional com-
munity, igniting a new wave of discussion about
the issues of authenticity and the imitation of tra-
ditional forms using modern materials and struc-
tural systems. Moreover, it was not unequivocally
welcomed by city residents either, as the project re-
quired the demolition of several residential neigh-
borhoods and subsequent relocation of inhabitants
to other urban districts.

3) The Danfeng Gate in Xian (2010)

The Danfeng Gate is located within the territory
of modern Xi‘an city, which formerly served as the
capital of the Tang Empire under the name Chang'an.
Originally built in 662 AD during Emperor Gaozong's
reign, the gate functioned as the main entrance to
the new imperial palace — Daming Palace. For 200
years, these gates served as the primary ceremo-
nial entrance for emperors, the site of coronation
ceremonies, the platform for announcing amnesty
decrees, the venue for state rituals.

Initial excavations of Daming Palace began in
1957, when researchers preliminarily identified lo-
cations of the palace’'s main structures and deter-
mined their original dimensions. Comprehensive
excavations were hindered by existing urban devel-
opment — notably, a single-story hospital building
stood directly atop Danfeng Gate's elevated foun-
dation for decades. Large-scale excavations of Dan-
feng Gate were conducted between 2005-2009 after
site clearance. Only then could the structure’s orig-
inal size and form be determined.

During the same period, a decision was made
to initiate the transnational “Silk Roads: the Routes
Network of Chang'an-Tianshan Corridor” joint ap-
plication. On March 28, 2008, China submitted a
tentative list of 48 Silk Road sites to UNESCO [4],
which included Daming Palace with all its constit-
uent structures, including Danfeng Gate.

The submission of the application to the UNE-
SCO list required the Chinese side to adhere more
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Ill. 3. The Danfeng Gate in Xian, project by Zhang Jingiu, 2070.

strictly to international standards regarding heritage
conservation and authenticity. For the development
of the architectural project for the conservation and
museumification of the Danfeng Gate ruins, Zhang
Jingiu — academician of the Chinese Academy of En-
gineering, leading architect of Xi'an, expert in tra-
ditional architecture, and creator of the Neo-Tang
style — was invited.

One of the most important criteria of the new
project was preserving the authenticity and integ-
rity of the archaeological site while creating con-
ditions to demonstrate the historical significance
and cultural value of the gate ruins [5]. The protec-
tive structure incorporates modern constructions,
technologies, and materials, with engineering solu-
tions allowing for equipment replacement without
damaging the preserved ruins. Inside the protec-
tive structure, new spaces house educational and
scientific functions (lll. 3).

The external protective structure was designed
with consideration for the gate’s key role in the
overall palace complex and the structure of the an-
cient city of Chang'an. In her project, Zhang Jingiu

42

sought to create a symbolic representation of the
structure that would serve as a bridge between past
and present, evoke historical associations, and vis-
ually approximate the Tang prototype.

It is evident that in this project too, the archi-
tect lacked sufficient data for a detailed and accu-
rate reconstruction of the gate’s architectural forms,
with much being hypothetically recreated through
analogy or indirect evidence. Acknowledging this,
Zhang Jingiu chose to make the entire building
monochromatic, painting it in an ochre hue simi-
lar to the natural color of compacted loess used in
the original foundations of Danfeng Gate. This solu-
tion renders the building as a contemporary mod-
el intended to signify historical connection rather
than imitate the past.

The structures of the new building were made
as lightweight as possible to reduce the load on
the foundations. All exterior details, stylized to re-
semble wooden constructions, were made of metal
and mounted on a steel frame. The interior features
entirely modern finishes without any historical styl-
ization, and this deliberate distancing from the his-

torical prototype was intended to emphasize the
structure’s new function.

This approach received full endorsement from the
UNESCO commission, and in 2014, Daming Palace,
including Danfeng Gate, was inscribed on the UN-
ESCO World Heritage List as part of the Silk Roads:
the Routes Network of Chang'an-Tianshan Corri-
dor nomination [4].

The Issue of Authenticity, Value, and Heritage
Preservation

Consequently, debates about authenticity issues
in China remain quite active to this day, with no con-
sensus or standardized methodology yet established
on this matter. Projects of this kind are currently
being constructed in considerable numbers across
China. Here, one might also mention the main gates
of Luoyang'’s imperial palace, Yingtian Gate, which
were likewise originally built during the Tang Dy-
nasty and reconstructed above their ruins between
2015-2019 [8]. However, in this particular case, the
desire to make the building’s appearance as close
as possible to historical prototypes, as described in
the first two examples, is even more pronounced.

The projects examined above reveal an ambiv-
alent attitude toward reconstructing lost heritage.
This raises the fundamental question: what exactly
constitutes the value of such reconstructions? The
desire to recreate an object in its original form,
even if only approximately similar, demonstrates
an attempt to restore broken connections with the
past [10]. This reverential, even idealized relation-
ship with history is deeply characteristic of Chinese
culture. It finds expression in both ancient myths
about legendary rulers and Confucian classics [7],
which laid the foundation for traditional Chinese
worldview. During the Qing Dynasty, presenting
new ideas as commentaries on ancient texts was
actively encouraged.

This love and respect for the past manifested
in China's cultural tradition of reinterpreting great
achievements. For instance, descriptions of mag-
nificent palaces from bygone eras, such as the Han
Dynasty's Jianzhang Palace or Tang Dynasty's Bishu
Palace, along with imperial parks like the Song Dy-
nasty’s Jinming Pool, became favorite subjects for
artists of later periods. These painters never sought
to depict the palaces with archaeological accuracy;
they frequently exaggerated proportions and incor-
porated contemporary architectural styles. Yet the

majestic essence persisted from painting to paint-
ing, perpetuating memory of past achievements.

The contemporary internationally accepted ap-
proach to heritage and its value is fundamentally
tied to material artifacts, their preservation status,
conservation technologies, and essentially aims at
effective management of tangible heritage while cre-
ating a sort of heritage industry [10] closely linked
to tourism development. “The current concept of
heritage emerged in Europe, particularly Britain,
France and Germany, within the context of nine-
teenth-century modernity” [7].

Under these circumstances, any departure from
authenticity toward romanticizing or exaggerating
the past is strictly condemned as falsehood, forcing
architects to operate within strictly defined bound-
aries, as demonstrated by Zhang Jingiu's structure.
At the same time, "non-Western conceptualizations
of heritage have begun to question the hegemon-
ic dominance of the idea of the materiality of her-
itage, and have come to play an important role in
questioning received ideas about it." [11] There now
exists active debate suggesting heritage value may
reside in cultural processes; Bella Dicks, for instance,
has proposed understanding heritage as a cultur-
ally-defined communicative practice [9].

CONCLUSION

The practice of reconstructing lost buildings in
their hypothetical forms may be critically perceived
in the West. However, understanding how deep-
ly rooted this approach is in Chinese culture, one
should avoid taking an unequivocally critical stance
or denying the validity of such methods. The West-
ern countries’ tendency to impose their own vision
of heritage management worldwide speaks more
to their desire for dominance than to the indisput-
ability of Western approaches.

It is no coincidence that an increasing number of
books now question the absolute truth of Western
methodologies while demonstrating greater open-
ness to alternative perspectives from other cultures.

The reconstruction practices examined in con-
temporary China reveal a complex interplay between
cultural tradition and modern heritage manage-
ment. While Western standards prioritize material
authenticity, China's approach demonstrates how
heritage value can also reside in symbolic conti-
nuity and cultural reinvention. Projects like Leif-
eng Pagoda, Mingtang Temple, and Danfeng Gate,
though architecturally hypothetical, serve as pow-
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erful mediators between past and present, fulfilling
dual roles as protective structures and cultural cata-
lysts. These interventions challenge rigid definitions
of authenticity, suggesting that heritage may be as
much about sustaining living traditions as preserv-
ing physical artifacts.

The ongoing debates surrounding these recon-
structions underscore a broader tension between
global heritage norms and local cultural paradigms.
China's practices, rooted in millennia of reinterpre-

tative traditions, compel the international commu-
nity to reconsider the hegemony of material-centric
conservation. As non-Western perspectives gain trac-
tion, heritage discourse must evolve to accommo-
date diverse valuations—whether tied to physical
integrity, communal identity, or symbolic resonance.
The Chinese case exemplifies how heritage, when
viewed as a dynamic process rather than a static
relic, can bridge historical reverence with contem-
porary relevance.
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Hay‘-lHO-MCCﬂe,ﬂ,OBaTeanKOFO MHCTUTYTa TEOPUN U
NCTOPUN apPXUTEKTYPbI N TPaaOCTPOUTENbCTBA,
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NPOEKTHOIo UHCTUTYTa MI/IHVICTepCTBa CTpOUTENbCTBA U
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[MPOBJIEMA AYTEHTUYHOCTW T1PU
BOCCO34AHNWN YTPAHEHHBLIX NMAMATHKOB B
KNTAE

AHHOMayus: B cmamee paccmampusaemca npakmuka
80CC030aHUA ympa4yeHHO20 apXumeKmypHo20 Hacneous
8 Kumae 8 XX| sexe. Ce200Hs ocmpo cmoum 8onpoc ay-
meHmu4Hocmu g8occo3dasaemsix 06bekmos, Komopbie 80
MHOXecmeae cmasu 803800UMbCA no ecell meppumopuu
Kumas Ha mecme ympayeHHbIx namsmHukos. Boccoz0aHue
sedemcsi Ha OCHOB8e 2uNomMemu4eckux peKoHCmMpyKkyud,
Kak npasusio npu HeAOCMAmMoYHOM KoJudecmee mame-
puana 06 ux nepgoHayanbHoMm obsuke 00 paspyuieHus.
bonee mozo, 80 gcex Cay4asx opucUHAIbHbIe CMpoumens-
Hble mexHOI02UU U2HOPUPYHOMCA: UCNOAb3YHOMCSA cospe-
MeHHble Mamepuassl U KOHCMpyKmueHele cucmemsil, a
ucmopuyeckue gpacadel cyxam auuis 0ekopamusHsIMU
3/1eMeHmamu, He c8sI3aHHbIMU C Hecywell cmpykmypoul
80cc030aHHbIx 30aHUl. B 30aHusx pa3mewaromcsi Hosble
@dyHKYuU, He C8A3AHHbIE C UCMOPUYECKUM HA3HA4YeHU-
em nocmpoek. ObbI4HO 3MO — pas/IuUYHbIe 8bICMABOYHbIE
npocmpaHcmea u nomeujeHus 018 Hay4yHo-uccaedosa-
mesnbckoli OesmessHocmu. Ciedyem ommemums, 4mo
ece nodobHble npoekmeol 8038005Mcs HaO apxeosiozuye-
CKUMU 0OCMamkamu KOHKpemHbIxX ympadeHHslX NamMsam-
HUKO8, 8bINOJIHASA PYHKYUI 3auumHsbix obos04yek 05
nodnuHHeIx pyuH. Mo ceoeli cymu, smu pekoHCMpyKyuu
npedcmasssom coboli macuwmabHsie MoOesu Opu2UHab-
Hbix 30aHud.

lMocmaeneHHble 8 cmamee npobiemMel pacCMompeHs! Ha
mpex KoHKpemHsix npumepax: [azoda J/13ligpaHma e XaH-
uxoy, sozsedeHHas 8 2002 200y, Xpam MuHmat e Jamy-

K Hauany XXI| Beka KuTait Hakonun 3HaumTeNb-
HbI 06bEM apXeonorMyeckoro matepmana, OTHoCA-
Lerocs K ABOPLOBbIM W KYJ1bTOBbIM COOPYXEHNAM

He, socco30aHHbIl 8 2009 200y u Bopoma /JlaHbg3HM3Hb
8 CuaHe, coopy>keHHble 8 2010 200y. Bce mpu ob6vekma
OeMOoHCMPpUpPyHM HeCcKo/Ibko pasiudHele Nodxodsl 8 80-
npoce 80Cc030aHUs ympayeHHo20 Hacedus: 8 Nnepeom
npumepe ynop c0endH Ha UHHOB8AYUOHHbIX KOHCMPYKYUSX
30aHUA C Yeslblo MAKCUMA/IbHO20 COXPAaHEHUS NOOUHHbIX
PYUH, 80 8MOpPOM C/ly4ae 0C0beHHOCMbH PeKOHCMPYKYUU
€mMasno HaumeHeuee KoUu4ecmeo 0aHHbIX 06 U3HA4Yalb-
Hom ob/1uke apxumekmypsl 0aHHO20 nepuoda, a NOMOoMy
3amom 8apuaHm Kaxemcs Haubosiee CNOpHLIM U 2unome-
puYeckuM, 8 mpemeeM cJydde 80CCO30aHUe WiJI0 8 CMPO-
20M coomeemcmauu ¢ Mex0yHapooHoU npakmukol, mak
kak o6bekm pasmewjasncs Had pyuHamu 8opom, komopesie
NJIGHUPOBAIOCH BHECMU 8 CNUCOK 06bEKMo8 Ky/ibmypHO-
20 Hacnedusa FOHECKO.

OnucaHHas 8 cmamee NPakmMuKa 80CCo30aHUS ympayeH-
HO20 Hacsnedus cmasum 8axHele 80NPOCkI O YeHHOCMuU
nodobHeix 06bekmos, a makxe 6pocaem 8bi308 mpadou-
YUOHHbIM npedcmas/ieHUsM 0 Hac1eouu — O0JIXKHO /iU
OHO 02PAHUYUBAMbLCA MOJILKO MamepuaisHol gopmoli
Unu, npu onpedesieHHbIX yC08USX, MOXem NOHUMAmasCs
6os1ee wiupoko. B cmamee makxxe ucciedyromcs NpuduHs!
nonynspHocmu makux nooxodos 8 cospemeHHoMm Kumae.

Knroyessie cnosa: CospemeHHas kumatickas apxumekmy-
pa, apxumekmypHas pekoHCMpyKyus, KyJemypHas yeH-
HOCMb, GymeHMUY4YHOCMb, COXpaHeHue Hacaeous.

VI-XII BekoB B cBOMX KpyrnHbIX ropogax. MNepes
MECTHbIMW BJACTAMM BCTasa 3ajava COXpaHeHus
n myseedurkalumm 3TUX PYMH.
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KpynHomacwtabHble apxeonormyeckue nccaeso-
BaHWA B Kntae aktmemamposanmcb B Havane 1980-x
rogos. VIMEHHO B 3TOT Nepuog NoABUANCE Nep-
Bble rpaduyeckme peKoHCTPYKLMKM, CO34aHHbIe Be-
AYLWMMUN NCTOPUKAMU apXUTEKTYpPbl CTPaHbl. ITn
BM3yanm3aumm yTpauyeHHOro HacieAuns Bbl3Baau
pacTyWwmnit HTepec obLLecTBa K KyNbTYPHOMY Ha-
cneanio Kutas. K 1990-m rogam 6bina ocyuiectsie-
Ha BOJIHA MaclUTabHbIX MPOEKTOB B TPaAULNOHHOM
CTUNE, BbINOJHEHHbIX U3BECTHBIMU KUTANCKUMN
apxuTekTopamu, TakmMmm kak YxaH U3snHbuto n Y
NaHbloH. OgHaKko Ha 3TOM 3Tane OCHOBHOE BHU-
MaHVe yAenanocCb NoNcky HoBbIX GOPM 1 METOAOB,
TBOPYECKOMY COYETAHUI TPAAULMOHHbBIX KMTal-
CKMX apXUTEKTYPHbIX 31EMEHTOB C COBPEMEHHbI-
MU QYHKUMAMUK, MaTepmranamm n TEXHONOTUAMU,
a He TOYHOMY BOCMPOUN3BEAEHNIO NCTOPUYECKNX
obpazuos.

Tem He MeHee, B XXI Beke no BceMy Kutato no-
ABUANCb MHOTOYMCAEHHbIE 3aHWNS, CKPYNyNe3HO
BOCcO3atolme 06AnK NCTOPUYECKM 3HAUNMBIX
COOPY>XEHWI, yTpaueHHbIX C TEYEHNEM BPEMEHMU.
B 601bLUMHCTBE C/yyYaeB 3TO — HOBble MOCTPOM-
KW, BO3BEAEHHblE HEMOCPEACTBEHHO Haj OpUrun-
Ha/lbHbIMW PYWMHaMW, BbINOJNHAIOLWME ABONHYHO
OYHKLMIO: 3aMTy apXeosormyeckmx ocTaTkos u
nx Myseedukauuto.

MyHuUMnanbHble BAAcCTy, BbiCTynaroLine 3a Ta-
Kne NHULMATUBbI, yTBEPXKAAOT, UTO TOYHbIE apXu-
TEKTYPHble PEKOHCTPYKLMU CAY>KaT ABYM LLeAsAM:
CTUMYANPOBaHUIO KYNbTYPHOrO TypusmMa ans obe-
crnevyeHna GUHaAHCMPOBAHUA U, KaK CleiCTBUE,
YCTOMUMBOrO COXPaHEHUN apXxeonornyecknx obnb-
€KTOB.

HecmoTpsa Ha obLyro KOHLEeNTyanbHYH OCHO-
BY, KaXZAbIA NPOEKT PEKOHCTPYKLMM obnagaeT yHu-
KasbHbIMW 0cOBeHHOCTAMU. [pexae yeM nepenTtu
K KpUTMYECKOMY aHaamn3y 3TMX MHMLMaTMB, Heobxo-
ANMO BblAeNnUTb Hanbonee 3HaKOBble U MacLUTab-
Hble NpUMepbl.

XapakTepHble NpYMepbl BOCCO3AaHHbIX CO-
OpY>XeHUI

1) Naroga JaidpaHTa B XaHuxxoy (2002)

Maroaa J1arid3aHTa B XaHUKOY 6blna pekoHCTpy-
MpoBaHa Haj ee OpuUrnHanbHbIMK pynHamm B 2002
rogy nog, pykoBOACTBOM M3BECTHOrO UCTOPMKA ap-
xuTekTypbl o [arixaH [2]. MepBoHayanbHas naro-
Aa, Bo3BejeHHas B 977 rogy H.3. U nepecTpoeHHas
B BMAE BOCbMUYTOJIbHOM NATUAPYCHOW NOCTPO-
K nocne noxapa B 1171 rogy, BeH4Yana oguH u3
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XOJIMOB, BO3BbILAOLWMXCA Haj 3HAMEHUTbIM O3e-
pom Cuxy.

Ee yHWKanbHOE pacnonoxeHne Ha BepLUnHe
X0JIMa 1 CUY3T Ha $poHe 3akaTHOro Heba npespa-
TWAW NaroAy B 3HaUMMbI/ CUMBOJ FOPOAa — ee BOC-
neBaiun B KNacCMYeCKon No33nm n HeOZHOKPaTHO
n3obpakanu BblAaroWwMecs KUTanckme XyAoxHN-
KK, Takne kak Cs Iy anoxu KOxxHown CyH.

KoHcTpykumsa narogbl 6bi1a cMeLaHHOM: LeH-
TpanbHas Hecylwas YacTb Oblia BbINOJHEHA U3 TEM-
HO-KPacHOTo KMpnuya, a gepeBaHHble 6anKoHbI U
KapHM3bl KPENUANCh K CTEHaM KMPMUYHOrO A4pa.
B XVII Beke naroga cHoBa cropena, nocne 4yero
OCTaNCs NNLWb KUPMUYHBIA OCTOB, KOTOPbIW, TEM
He MeHee, NPOAO0KaN YKpallaTb Nemn3axm o3epa
CuXy 1 BAOXHOBAATb XYA0XHUKOB 1 No3TOB. Knp-
NMYHOE TeNo MaroAbl, NPOCTOABLUEE HECKO/bKO Be-
KoB H6e3 peMOHTa 1 yKpenaeHus, obpywimnocs 25
ceHTbpsa 1924 roaa, mocie Yero ropos AUWunacs
CBOEro rnaBHoro cumeona. Yxxe 8 1935 rogy no
WHMLMATMBE KUTANCKOro UCccneAoBaTens apxmTeKTy-
pbl JlaH CblusHa 6611 NpeanoXeH NPOeKT BOCCO3Aa-
HWA narogbl J13Wd3HTa C TOUHbIM BOCCTAHOB/IEHWEM
ee nepBoHayvanbHbIx dopM. MNo3xe, B 1983 roay,
BOCCTaHOBJIEHME NaroAbl 661710 BKIKOUYEHO B reHe-
panbHbIN NAaH ropoaa XaHuxoy, YTBEPXKAEHHbIN
ropoackum copetoM. OkoHYaTeNlbHOE peLleHne
0 Havasie paboT No BOCCO3AaHUI0 Naroabl 66110
npuHato B8 1999 roay [3].

PaboTbl Hag npoekToM Havanunce B 2000 rogy.
Mepen apxuTeKkTopamm CTosNa 3ajaua CoOXpaHUTb
NCTOpUYECKME PYUHbI MaroApl, MOCTPOMB Haj HUMU
HOBOeE 3jaHuVe B TPajMLMOHHbIX POopmMax 3Moxu
CyH. [lns coxpaHeHWs pynH npuwaock paspaboTtaTb
cneunanbHyr0 KOHCTPYKLIMIO U3 BOCbMW MacCUB-
HbIX CTaJbHbIX KOJIOHH. HUXXHME YacTu 3TUX KONOHH
6blIM yCTaHOBJ/IEHbI MOJ YTAOM, UTOHbI MakCUMasb-
HO COXPaHWUTb PYWHbI, A1A YEero y>e Torga Ucnosb-
30Ba/INCb NepesoBble KOMMbIOTEPHbIE TEXHONOTUN
(puc. 1).

C TOW Xe LeNbto K HUXHEN YacTy HOBOW KOH-
CTPYyKLMK 6bin 06aBEH BbICOKNI KAMEHHBIN CTU-
nobaT, KOTOPOro M3Ha4yaNbHO He CyLLeCcTBOBAO.
BHyTpK HOBOM naroAbl 6bia1 ycTaHOBAEH ANGT, a
BCE KOHCTPYKLMW BbIMOJHEHbI N3 COBPEMEHHbIX
OTHECTOMKMX MaTepranos, COOTBETCTBYHOLLMX Tpe-
60BaHMAM, NpPeAbABAAEMbIM K COBPEMEHHbBIM 06-
LLLeCTBEHHbIM 34aHMAM.

HecMoTps Ha 3asBAEHHYHO Liesib MpoeKTa — BOC-
CO3jaHue narojbl B ee nepBoHayvasbHbIX Popmax,
JOCTUYb 3TOrO B NMOJIHON Mepe 0Ka3anoCb HEBO3-

MOXHO, TaK KakK He COXPaHWNOCh JeTabHblX Yep-
TeXeN NN ONUCaHWUW OTAENbHbIX apPXUTEKTYPHbIX
3NEMEHTOB COOPY>KEHUS. B pe3ynbTate pekoHCTpyK-
LS HOCKAa TMMOTeTUYECKUIN XapaKTep, OCHOBbI-
BasCb B OCHOBHOM Ha COXPaHMBLUUXCA MpUMepax
aHa/NOrMUHbIX TUMOB 34aHUN, a TakXXe Ha CTPOU-
TenbHOM TpakTaTte «MMHu3ao ¢awn» [2].

Takvm obpazom, Ha bepery o3epa Cuxy nossu-
Nlack, MO CYTU, MOZE/b UCTOPUYECKOTO COOPYXKEHMUS,
YC/IOBHO A€MOHCTpUpYtoLLias, kKak MPUMepHO Mor-
Na BbIMNAAETb 3Ta Naroja B MOMEHT CBOEro MepBo-
HayanbHOro ctpouTenbctBa. OCHOBHON QyHKLMeN
HOBOrO 3/laHWNA CTaNo CoXpaHeHue N Myseeduka-
LS NOANMHHbBIX PYWMH. OTO Obin NepBbit B Kntae
NpUYMep PEKOHCTPYKLUM YTPaUYeHHOro UCTopu-
YecKoro 3jaHna B TPaANLMOHHBIX dopMax Hemno-
CPeACTBEHHO Haj ero pymHamu.

B TO BpeMms TakoW NoAxoJ, Bbi3Bas HEOLHO3HaU-
HYIO peakLmto B KuTanckom obuectee. Ecan xunte-
/I ropojia B OCHOBHOM MOAAep>Kaau MHULMATUBY,
Tak KakK OHW BEPHYAN YTPaYeHHbI TOPOACKON CUM-
BOJI, BOCCTaHOBWUAM CBA3b C UCTOPWEN 1 NONYUUIN
HOBYIO JOCTOMpPMMeEYaTeNbHOCTb, TO apXUTEKTYP-
Hoe coobLLecTBO OTpearnpoBano 6osee KPUTUYHO.
MoAHVManNCb BONPOCh O TOM, HAaCKOJIbKO YMeCT-
HO Ha3blBaTb 3TO «BOCCO3AaHUEM», YUNTbIBAS, YTO
3/jaH1e BbIMOJJHEHO M3 COBPEMEHHbIX MaTepUanos,
nmeeT MHoe PYHKLMOHaNbHOE Ha3HaueHune, Apy-
Iyt KOHCTPYKTUBHYHO CUCTEMY, OT/IMYAETCA MO Bbl-
COTE M BKJIFOYAET HOBbIE 3/IEMEHTbI B OCHOBaHUMN.

TeMm He MeHee, NONIOXUTENbHAA peakLuus ropo-
XaH 1N MPUTOK KanuTana B pesy/bTaTe pa3BUTUs
Typu3ma nocie CTPpOUTENbCTBA Marojbl B KOHeY-
HOM nTOre ybeanan agMuUHUCTPaLMIO XaHUXKoy
B MPaBWbHOCTU CBOErO pelueHuns. MNocne atoro
NMepBOro 3KCMNEepPMMEHTA aHaIOTUUYHbIE MPOEKThI
BOCCO3/aHNA UCTOPUYECKUX 34aHNIN Havaau no-
ABAATLCA NO BCemy Kutato.

2) Xpam MuHTaH B [latyHe (2009)

Xpam MuHTaH pacnonoxeH B ropoge [latyH,
KOTOPbIA M3HaYanbHO Ha3biBanca MUHU3IH 1 cay-
Xun ctonnuein nmnepum CesepHas Bain (386-535
. H.3.). PynHbl 3TOro xpama b1 0bHapyxKeHbl ap-
xeonoramm B 1995 rogy. K Tomy Bpemenun B Kutae
ye 6bl10 HaAEHO HECKOJIbKO NOA0OHbIX XPaMoB,
B YacTHOCTW, MUMHTaH 3noxmn XaHb B Npuropoje
YaHbaHsa, oObHapyxeHHbI apxeonoramu B 1950-x
rogax, 1 MunHtaH anoxu TaH B ropoge J10sH, Hali-
AeHHbIn B 1986 rogy. B 1980-x rogax bbiia co3ga-
Ha cepua rpapuyecknux PeKoHCTPYKLNIA JpeBHUX

XpaMoB MuHTaH [6], 1 3Ta TeMa cTafia O4YeHb Mo-
NYyASPHOM B akaseMUUecknx Kpyrax.

YHuKanbHOCTb Xpama MUHTaH 3akato4anach B
TOM, UTO 3TO BbIN XpaM, r4e UMNepaTop ANUYHO
NPOBOAMA BaxHelLWNe puTyanbl, CUMBOSMYECKU
obuwasncb co cBomM oTuom — Hebom. MNoatomy B
NMNepuUn O4HOBPEMEHHO MOT CYLLLECTBOBATb TOJIb-
KO OZMH TaKoW XpaM, U ero Hajnune B rocyiapciee
CBUAETENbCTBOBANO O €ro PerMoHalbHOM AOMU-
HUPOBaHMUW.

Onoxa CeBepHoli B3 6blia BpeMeHeEM BHY-
TPEHHUX KOHPSIMKTOB 1 OJHOBPEMEHHOTO Cylle-
CTBOBaHWA HECKOJIbKNX FOCYAapCTB, OAHAKO TOJIbKO
CeBepHas Bant noctpomna MuHTaH, YTO KOCBEHHO
BOJIKHO BblNI0 4EMOHCTPUPOBAThL HanbobLUytO Ne-
TMTUMHOCTb BAaCTW npaButesen Baii.

Koraa 66111 06HapyeHbl pyWHbI BaCKOro MuH-
TaHa, 3TO CTaN0 3HAaKOBbIM COBbITMEM ANA TOPOAa
[aTyH, KOTOpPbIN Ha4an NO3NLMOHMPOBATL Cebs
Kak HacieAHVK CTONnLbl MMnepun. MIsHavyanbHO
BeAyLMA KNTaNCKNIN MCTOPUK apXMTeKTypbl BaH
LLIn>3Hb NpoBeNn HayyHoe UCCNefOBaHUE PYUH U
Ha OCHOBE AaHHbIX apPXe0OrMYECKNX PACKOMOK U
NoAPOOHbLIX ONMCAHWUIA B UCTOPUYECKMX TEKCTAX CO-
3.a1 COBCTBEHHYHO TMNOTETUYECKYH PEKOHCTPYK-
LMo 3TOro Komnnekca [1], koTopas ctana 4acTbro
CEPUN aHaNOTUYHBIX PEKOHCTPYKLIMIA APYrUX Xpa-
MOB MWHTaH.

OpHako ropogckas agMUHUCTpaLma, B YaCTHO-
cTn, lenaptameHT oxpaHbl HacNeAns NCTOPUYECKOTro
ropoga [atyH B Hauane XXI| Beka, MHMLMMPOBana
BOCCO34aHMe 3TOro Xxpama Haj, apxeonornyeckm-
MU pyMHaMW, cieays yCcrnewHoMy OonbITy ropoja
XaHuxoy. HayuyHas runoteTnyeckas pekoHCTPyK-
umsa Ban LLnx3HA nocayxmna oCHOBOM Ans pas-
paboTkn NpoekTa BOCCO3aaHunsA (puc. 2).

Mpobnema 3akaroyanacb B TOM, YTO COXPaHu-
NOCb KpaWHe Mano MaTepuasna, OTHOCALErocs K
apxutektype CeBepHon Bali. lo cux nop HeT oa-
HO3HaYyHOro oTBeTa JaXke Ha Takne PpyHAaMeH-
Ta/lbHble BONPOChI 06 apxUTeKTypHOM 0b6/mKe, Kak
HanumMe M3OTHYTbIX KPbILL C 3arHYTbIMW yraamu y
3gaHunii CeBepHoli Bal. Ewle MeHbLe n3BecTHO 06
APXUTEKTYPHbIX AeTanfx n ocobeHHOCTAX pocnu-
cen. MosTomy pekoHcTpyKkuma BaH LWLnxxaHs He-
N36eXHO COAEPXKMUT MHOXECTBO Npobesnos, uto B
LLeJIOM MOHATHO N MPOCTUTENbHO B akKaZeMnyecKux
nccnesoBaHUAX, HO Bbi3biBa€T MHOXECTBO BOMPO-
coB npu pakTNUUeCcKon peannsaymnm.

®yHKUMOHanbHO coopyxeHune BaH LLnxaHs, kak
n naroga J1aidaHTa, NpeacTaBaset cobou 3awmnT-
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HYH KOHCTPYKUMIO Had NOAAMHHbBIMU PyVWHaMMU,
cnocobceTByOLLYyHO UX My3eedukaumm. Ha HuxXHeM
ypoBHe Hag dyHaaMeHTaMu gpeBHero MuHTaHa
yCTaHOBJIeHa MeTaaanyeckas KapkacHasa KOHCTPYK-
Luns 6e3 NPOMEeXYTOUYHbIX OMNOp, Ha KOTOPOU 3a-
KpenJeHo 3jaHune B nctopmnyeckmx Gopmax. 3gecob
TaKxe TpagnumnoHHble GOpMbl B OCHOBHOM UMU-
TUPYHOTCA C NCMOAb30BaHNEM COBPEMEHHbIX CTPO-
UTENbHbIX MaTePUANOB.

CTpouTenbCTBO 3TOrO 34aHNA BbI3BaJO elle
6onblle cnopoB B NnpodeccnoHasbHOM coobuye-
cTBe Kntas, pasxuras HOBYIO BOJIHY ANCKYCCUI O
npobieMax ayTEHTUUYHOCTU U UMUTALLUWN TPaAUN-
LMOHHbIX POPM C MCNONBb30BAHNEM COBPEMEH-
HbIX MaTepunanoB U KOHCTPYKTMBHBIX cucTem. bonee
TOr0, OHO He ObII0 OAHO3HAUYHO MPUHATO U XUTe-
NAMK ropoga, Tak Kak NpoekT notpebosan cHoca
HECKOJ/IbKUX XWbIX KBapTasoB Y NOCAeAYOLLEro
rnepeceneHus XuTeneln B Apyrne pamoHbl ropoaa.

3) Bopota [aHbdaHM3Hb B Cnane (2010)

Bopota [laHb$3HM3Hb pacnonoXeHbl Ha Tep-
pUTOPUUN COBpeMeHHOro ropoga CraHb, KOTOpPbI
B MPOLWAOM 6bin cToAMLEN nmnepun TaH 1 Ha3bl-
BaJ/icA YaHbaHb. VI3HayaNbHO NOCTPOEHHbIe B 662
rogy BO BpeMs npas/ieHns nmnepartopa laowzyHa,
BOPOTa C/YXXWMN rNaBHbIM BXOAOM B HOBbIV UMMe-
paTtopckunin gsopel, laMmuHryH. B teuerne 200 net
3TN BOpOTa OblIN OCHOBHBIM LlepeMOHMaNbHbIM
BXOJOM A/ MMMNepaTopoB, MECTOM NPOBEAEHNSA
KOPOHaLMOHHbIX LiepeMOHUIA, 0OBbABNEHUS yKa-
30B 06 aMHUCTUM N TOCYAAPCTBEHHbIX PUTYaNoB.

[MepBble packonkun asopua JamMnHIyH Hava-
nvcek B 1957 rogy, Korga nccnegoBaTenu npegsa-
PUTENBHO OMpeAennan PacrnoNoXeHne OCHOBHbIX
COOPY>XXEHWI 1 UX NepBOHaYabHble pasMepbl. Kom-
MJieKCHble packomMKKn 3aTpyAHaAna CyLLeCcTBYoLLan
ropoAckas 3acTpoika, B YaCTHOCTM, Ha BbICOKOM
byHaameHTe BopoT JaHbPaHMIHb gecATnaeTnamm
CTOANO0 OAHO3TaXHOe 3AaHne 6oabHULBI. KpynHO-
MaclwTabHble packonkn BopoT JaHbd3aHM3Hb npo-
BoAuanch B nepuog ¢ 2005 no 2009 rog nocne
PacynCTKM yyacTka. Toabko Torga yAaanocb onpe-
AENNTb NepBOHaYaNbHbIA pa3mep n Gopmy coo-
PY>XEHUS.

B TOT >Xe nepurog 66110 NPUHATO peLleHne O
Haua/jie MoAroTOBKMN TPaHCHALMOHAaAbHOW cepuin-
HOM HOMMHauWKN «LLIEnKoBbIN NyTb: CETb MapLU-
pyToB YaHbaHb — TaHb-LLlaHbcKOro Kopungopa».
28 mapTa 2008 roga Kutan npeacrasua npegBa-
puUTENbHbIN cnmncok 13 48 obbekToB LenkoBoro
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nytv B FOHECKO [4], B KOTOpbLIN BOLWeEN U ABOpeL,
[aMWHIYH CO BCEMU €ro COOPY>XXEHUAMMU, BKIHO-
yaa BopoTa [JaHb3HM3Hb.

Mogaya 3asBku B cnmcok FOHECKO noTpebosa-
Na OT KUTAMCKOM CTOPOHBI Bonee cTpororo cobato-
AEHVA MeXAYHapOaHbIX CTaHAAPTOB B OTHOLIEHWN
COXpaHeHWAa Hacneansa U ayTeHTUYHOCTW. s pas-
paboTKN apXMTEKTYPHOrO NpoeKTa MO COXPaHEHUIO
n myseedurkaumm pynH BopoT JaHbdaHMIHb Hbiia
npuraaweHa YxaH LisnHbuto — akagemunk Kutaii-
CKOV UHXEHEPHOW akaZeMnu, BeAyLL MM apXUTeKTop
ropoga CuaHb, 3KCNepT MO TPagULNOHHOW apXxu-
TeKType 1 co3jaTesib HeO-TaHCKOro CTUS.

OfHUM 13 BaXKHeNLWNX KpUTepreB HOBOTO MpPo-
eKTa CTaNo CoXpaHeHWe ayTeHTUYHOCTU U LLeNoCT-
HOCTW apXeoJsIorMyeckoro obbekTa Npu co3gaHum
YCNOBUI A5 fEMOHCTPALLIMN UCTOPMYECKON 3Ha-
UMMOCTM U KYNbTYPHOW LLEHHOCTW PYWH BOPOT [5].
3aWwmTHaa KOHCTPYKLMA BKAKOYAET COBPEMEHHbIE
CTpouTEeNbHbIE PeLLeHNs, TEXHONOTUN N MaTepua-
Nbl, NPU 3TOM UHXEHEPHbIe peLleHNs NO3BOAAIOT
3aMeHATb 060pysoBaHMNe 6e3 NoBpeXAeHWs coxpa-
HUBLLMXCS PYWH. BHYTpW 3aWMTHOM KOHCTPYKLUN
HOBblE MOMeLLEeHUA NpeAHa3HayeHbl 4ns obpaso-
BaTe/IbHbIX U HayuHbIX QYHKLMI (puc. 3).

BHelwHAA 3awMTHaA KOHCTpYKLMA Bblia paspa-
6oTaHa C y4eToM K/toHeBOM PoanN BOPOT B 0bLLeM
KoMMaeKkce ABOpLa U CTPYKType ApeBHEro ropoja
YaHbaHb. B cBoem npoekTe YxaH L3mHbLto cTpe-
MUAacb CO34aTb CUMBOJIMYECKOE NpeacTaBieHne
COOPY>KEHWA, KOTOPOE CNYXMAO0 Bbl MOCTOM MeX-
Ay NPOLUALIM M HAaCTOALLMM, BbI3bIBaAO UCTOPUYE-
cKMe accoumaumm n BM3yanbHO NprbanXKanock K
TaHCKOMY MpoTOTUMY.

OueBUAHO, YTO 1 B 3TOM MpPOEKTE Y apxXMTeKkTopa
He XBaTaNo AOCTAaTOYHbIX AaHHbIX ANA AeTaNbHOWN
N TOUHOM PEKOHCTPYKLIMN apXUTEKTYPHbIX GOopM
BOPOT, 1 MHOTO€e 6bII0 TMNOTETUYECKN BOCCO3-
ZlaHO MO aHaNormn AN KOCBEHHbIM CBUAETENb-
ctBaM. MNpu3HaBas 310, YxaH Li3nHbLo BbIOpana
MOHOXPOMHOE€ peLleHre, OKpacKB BCe 3AaHne B
OXPUCTbIW LBET, 6M3KNI K €CTECTBEHHOMY OTTEH-
Ky yTpamboBaHHOro nNécca, MCNoNb30BaBLIErocs B
OpUrMHaNbHbIX PyHAaMeHTax BOPOT JaHbdIHMIHb.
JTO pelleHne fenaeT 3jaHne COBPEMEHHOM MO-
Aenbto, NpM3BaHHOM CUMBOAN3MPOBATL UCTOPUYE-
CKYIO CBAi3b, @ HE UMUTUPOBATb NPOLUAOE.

KoHcTpyKkLUMM HOBOroO 3aaHNA BblAn BbINOA-
HEHbl MakCMMalbHO NErkKMMK, UTOObI YMEHbLUNTb
Harpysky Ha ¢yHaameHTbl. Bce BHewHme getanuy,
CTUAN30BaHHbIE NOA AepPeBAHHbIE KOHCTPYKLNY,

6bINM N3roTOBAEHBI U3 MeTanna N CMOHTMPOBA-
Hbl Ha CTaAbHOM Kapkace. IHTepbep BbINOJHEH B
MOJIHOCTbIO COBPEMEHHOW OTAeNKe 6e3 KaKon-1mn-
60 MCTOPUYECKOW CTUAN3ALUN, K 3TO HaMepPEHHOoe
AVCTaHUMpPOBaHMeE OT CTOPUYECKOro NpoToTMna
AO/IKHO 66110 NOAYEPKHYTb HOBYHO GYHKLMIO CO-
Opy>XeHus.

Takoli NOAX0Z4 NOAYUYUA MNOAHYHO NOAAEPXKKY KO-
muccun FOHECKO, v B 2014 rogy asopel, JaMunH-
ryH, BKAtoYas BopoTa [aHbd3HM3Hb, 6bli BKIOUEH
B cnncok BcemumpHoro Hacnegua FOHECKO B pam-
Kax HOMWHaUun «LLIénkoBbIA NyTb: CETb MapLUpPy-
TOB YaHbaHb — TaHb-LLlaHbckoro kopugopa» [4].

Mpo6naema ayTEHTUUHOCTMW, LLEHHOCTU U CO-
XpaHeHWs Hacneaus

Taknum obpasom, gebatbl 0 Npobaemax ayTeH-
TUYHOCTM B Knutae octatoTca akTMBHbIMUW U NO Cel
JeHb, N MO 3TOMYy BOMPOCY NoKa He JOCTUTHYTO
KOHCeHCyca uan eguHon metogonorun. Mogob-
Hble NPOEKTbI B HACTOsALLEE BPEMA CTPOATCA B 3Ha-
UMTeNbHOM KoMyecTBe No Bcemy Kutaro. 3gech
B KauecTBe Npumepa MOXHO YNOMSHYTb FNaBHble
BOpOTa mmMmnepartopckoro agsopua B JlosHe — VH-
TAHbM3Hb, KOTOPbIE TakXe OblIM M3HauaibHO NOo-
CTPOEHbI B 3MOXy TaH N PeKOHCTPYMPOBaHbl Haf
pyvHamu B nepuog ¢ 2015 no 2019 rog [8]. OaHa-
KO B 3TOM C/lyvae CTpeMJieHne caenatb BHELHWA
BUJ 34aHWA Kak MOXHO 6amxe K MCTopnyeckmm
NpoTOTMMNaM, Kak OMMCaHO B NEPBbLIX ABYX Npume-
pax, BblpaxeHo ele Honee ApKo.

PaccMOTpeHHble Bbllle NPOEKTbl AEeMOHCTPUPY-
tOT HEOHO3HAYHOE OTHOLIEHWE K PEKOHCTPYKLIUK
yTpayeHHOro Hacieauna. 370 nogHumaeT pyHaa-
MeHTa/IbHbIN BOMPOC: B YEM UMEHHO 3aK/rOYaeTCs
LEHHOCTb TakMX PEKOHCTPYKLMIA? XKenaHne Bocco-
34aTb OOBbEKT B ero nepBoHaYvasbHOM BMAE, NYCTb
Aaxke NpubaAN3NTENbHO, AEeMOHCTPUPYET NOMbITKY
BOCCTAHOBUWTb Pa3opBaHHble CBA3K ¢ npowabiM [10].
JTO NouTUTeNbHOE, JdaXe naeanm3npoBaHHOe OT-
HOLLEeHWe K NCTopum rnyboKo xapakTepHO ANs Ku-
Tanckom KyabTypbl. OHO HaXOAMT BblpaXKeHWe Kak B
ApeBHUX MUdax O fereHAapHbIX NPaBUTeNsx, TakK 1
B KOHbYLUMaHCKNX TpakTaTax [7], KOTOpble 3a10XN-
2N OCHOBY TPaAMLIMOHHOIO KMTakCKOro MUPOBO3-
3peHusa. Bo BpemeHa gnHactuun LuH, Kk npumepy,
NooLpPANOCH NPeACTaBAEHME HOBbIX NAeN B BUAE
KOMMEHTapueB K APeBHUM TeKCTaM.

OTa Nt06OBb M yBaXeHWe K NPOLAOMY NpPOsiB-
NAOTCA B KUTANCKOW KY/IbTYPHOW TPaauLLMK B BUAE
NnepeoCcMbICIEHUA BEANKUX JOCTUXEHMI. Hanpw-

Mep, ONnCaHMA BENMKOAEMHbIX ABOPLIOB MPOLUIbIX
3N0X, Takmx Kak gsopey, L3aHbuxxaHryH anoxu XaHb
nnn asopey buwyryH snoxu TaH, a TakxKe nmne-
paTopckue napku, Takme Kak LI3MHbMnHuYmM anoxu
CyH, cTann n3nrobaeHHbIMY TEMaMU ANS XY[0XK-
HWKOB 60Jiee NO34HUX NEPMOAOB. DTN XMBOMUC-
Lbl HAKOTAA He CTPEMUANCH M306paxkaTb ABOPLbI
C Hay4YHOW TOYHOCTLHO; OHM YaCToO NpeyBeanymnBaIm
NPONOPLUN U BKIKOHYAAN COBPEMEHHBIE UM apXn-
TEeKTYpPHble CTUAN. TeM He MeHee, BEeINYeCTBEH-
Has CYLHOCTb COXpPaHAAacb OT KapPTUHbI K KapTUHE,
yBEKOBEYMBaA NamMATb O MPOLbIX JOCTUXKEHUAX.

CoBpEeMeHHbIN MPU3HaHHbIV NOAXOA K Haceanto
M ero LLeHHOCTM, MO CYTK, CBA3aH C MaTepuanbHbIMU
apTedakTaMu, NX COCTOSHNEM COXPaHHOCTM, TEXHO-
NOTMAMMN KOHCEepBaLWW, U HanpaBJ/eH Ha 3pdeKkTnB-
HOe ynpaB/ieHne MaTepuanbHbIM Hacaeamnem npu
CO34aHuNN CBOEro poaa nHayctTpum Hacnegma [10],
TECHO CBAI3aHHOW C pa3BuTMeM Typuama. «CoBpe-
MeHHaa KOHuenuua Hacneama Bo3HukAa B EBpone,
ocobeHHo B Bennkobputanun, OpaHumm n lepma-
HUW, B KOHTeKCTe MogepHu3aummn XIX seka» [7].

B 311X ycnoBuax nto60e OTKJIOHEHME OT ayTeH-
TUYHOCTM B CTOPOHY POMaHTU3aLMn NN npeyse-
JNIMYEHNA NPOLLIOrO CTPOro OCYXAAeTCA Kak JI0Xb,
3acTaBAssf apxMTeKTOpoB paboTaTb B onpeseneH-
HbIX paMKax, Kak MpOAeMOHCTPUPOBAIO COOPYXKe-
Hue YxaH L3anHbuto. B To Xe BpeMa «He3anagHble
KOHUEenuMn Hacneamsa Hadyaau nogsepratb COMHe-
HWHO rereMOHNCTCKOe JOMUHUPOBaHME uaen MaTe-
pPVanbHOCTN HaCcNeANa N UFPaoT BaXKHYH poJib B
NepeoCcMbICIEHUIN YCTOSBLUMXCA NPEACTAaBAEHUN O
Hewm» [11]. B HacToALWee BpemMa BeAyTCA aKTUBHbIE
aebaTbl, Npegnonararoline, YTo LLEHHOCTb Hace-
AMA MOXET 3aKNo4aTbCa B KY/AbTYPHbIX NpoL,eccax.
benna ukc, Hanpumep, Npeanoxuaa noHMmaTb
Hacneane Kak KyJAbTypHO OnpeAeneHHY KOMMY-
HUKaTMBHYI NMpakTuky [9].

3AKNHOYEHNE

MpakTnka BOCCO3AaHNA YTpaueHHbIX 34aHNIA B
NX rMnoTeTnyeckmnx GopmMax MOXeT KPUTUYECKH
BOCMpWHUMaTbLCA Ha 3anage. OAgHako, NoOHMMas,
HackoNbKO ry6OKO YKOPEHEH TaKol MOAXOZ B Ku-
TalNcKouM KynbType, cnepyeT nsberatb 0O4HO3HAYHO
KPUTUYECKOM MO3MLUN UK oTpuLLaHna obocHO-
BaHHOCTW NOJ06HbIX MeTOAOB. TeHAeHLMA 3anaj-
HbIX CTPaH HaBA3bIBaTb CBOE BUAEHWE yrpaBaeHUs
HacneAnem No BCEMY MUPY rOBOPUT ckopee 06 nx
CTPEM/IEHNM K JOMUHUPOBaHMIO, YeM O Hbeccrop-
HOCTMW 3anagHbIX NMOAXOAOB.
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HecnyualiHo Bce 60/blle KHUF CTaBAT MNOZ CO-
MHEeHMe abCONOTHYO NCTUHHOCTb 3anajHblX Me-
TOZONOTMIA, AEMOHCTPUPYSA BONbLIYIO OTKPLITOCTb
aNbTepHaTMBHbIM B3rAsam ApYrux KyabTtyp.

PaccMoTpeHHble NPaKTUKKM PEKOHCTPYKLMUN B CO-
BpemeHHOM Kutae packpbiBatoT CI0XHOE B3avMO-
AencTBME KYNbTYPHOW TPAAULUN N COBPEMEHHOTO
ynpasneHusa Hacneavem. Ecav 3anagHble ctaHAapThl
[enatoT akLEeHT Ha MaTepuasbHON ayTEHTUUYHOCTH,
TO noaxos Knutas AeMOHCTpUpYeT, UTO LLeHHOCTb
HacseAna MOXeT TakXXe 3aKNto4aTbCA B CUMBOAN-
4YeckoM NPeeMCTBEHHOCTU U Ky/IbTYPHOM Mepeoc-
MblCeHUN. Takne NpoekTbl, Kak naroga J1andaHTa,
Xpam MuHTaH 1 Bopota JaHbP3IHMIHb, XOTA U TN-
noTeTuYecKme C apxXmMTekKTYPHOW TOYKWN 3peHuns,
cAy>aT MOLWWHbIMU NOCPeAHUKaMK MeXay Mpo-
W/bIM WU HaCTOALLMM, BbINOJAHAA ABONHY POb
3aLUUTHBIX KOHCTPYKLUMIA U KYAbTYPHbIX KaTanu3a-
TOPOB. 3TV NOCTPONKM BPOCAKOT BbIZOB XECTKUM
onpegeneHnam ayTeHTUUYHOCTK, Npejnonaaras, 4to
Hacnegme MoXeT HbiTb CTO/Ib Xe CBA3aHO C NOA-

AepXaHUEM XUBbIX TPaAULMIA, KaK U C cOXpaHe-
Huem dunsmyeckmx aptedakros.
Mpogonxarowmecs gebaTbl BOKPYr 3TUX PEKOH-
CTPYyKLMI NoAYepKkMBaroT 6osiee WUpPoKyro Hanps-
KEHHOCTb MeXAy rnobanbHbIMWU HOPMaMK OXpaHbl
Hacneaus v N10KaabHbIMU KYAbTYPHbIMU NapajnrMa-
Mu. Mpaktukn Knutas, yxoasLime KOPHAMM B TbiCs-
yeseTns TpaguLmMii NEPEOCMbICTEHNS, BbIHYXAAOT
MeXAyHapoaHoe coobLLecTBO NepecMoTpeTh rere-
MOHWIO MaTepuaibHO-OPUEHTUPOBAHHOW KOHCEp-
Bauuu. 1o Mepe TOro, Kak HesanagHble TEHAEHL MM
HabupatoT cuay, AUCKYPC OXpaHbl Hacaeansa A0-
XEH pa3BMBaTHCA, YTOObI yUMTbIBaTh pa3zHoObpa3-
Hble CUCTEMbI LieHHOCTEN, Byab TO NPMBA3aHHOCTb
K GU3NYECKOWN LLeNOCTHOCTU, OBLLMHHOW NAEHTNY-
HOCTM MU CUMBOANUYECKOMY pe30oHaHcy. Mpumep
KuTas HarnsagHo nokasbiBaeT, Kak Hacneane, pac-
CMaTpuBaeMoe Kak AMHAMUUHbIM NpoLLecc, a He
CTaTMYHas PeVKBUS, MOXKET COEANHATL UCTOPUYE-
CKO€ MoYUTaHNE C COBPEMEHHON aKTyalbHOCTbHO.
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EVOLUTION OF ARCHITECTURAL FORMS OF
RAILWAY STATIONS FROM A GLOBAL PERSPECTIVE:
FROM EUROPE AND AMERICA TO RUSSIA AND THE

CHINESE EASTERN RAILWAY

Chinese-Russian Government Project for Financing Scholarships

Summary: Against the backdrop of railway devel-
opment in Europe and the United States, station build-
ings became central hubs of the railway system in the
1820s, forming unique typological features characteris-
tic of their time.

An analysis of the architectural forms of railway sta-
tions in Europe and the United States from the 1820s to
the 1890s reveals three main types of architecture: sta-
tions with classical layouts, stations with towers, and sta-
tions with large arched windows.

It is important to note that this architectural-typolog-
ical paradigm impacted railway station design globally
through intercultural communication channels.

The Chinese Eastern Railway (CER) was built in the
late 19th and early 20th centuries as an extension of the
Trans-Siberian Railway into China, spanning approximate-
ly 2,500 kilometers. In 2017, the auxiliary structures in
the areas adjacent to the CER were recognised as archi-
tectural and cultural heritage of China. The topic of the
CER is highly relevant now especially in the context of
active cultural cooperation between Russia and China.

As a new architectural type, the station buildings' of
the Chinese Eastern Railway (CER) reflected the trends

1. In this article, station buildings specifically refer to the
buildings of railway stations and do not include technical
structures such as bridges, water towers, or tunnels.

and stylistic features of European and Russian architec-
ture of the period.

It has been confirmed that elements such as towers,
large arched windows, and pediments with columns from
European and American architectural archetypes were as-
similated into the Russian architectural system, becoming
important identifying symbols of its station architecture.

This phenomenon also extended to the CER, station
buildings of which underwent functional adaptation while
also being impacted by regional cultural traditions, ar-
chitecture, technological conditions, and the era.

Therefore, a systematic review of the development, de-
sign concepts, and construction characteristics of station
architecture in Europe and Russia, as well as a compar-
ison of architectural forms and an analysis of standard-
ised designs, will not only help trace the prototypes of
CER station buildings but also provide important refer-
ences for the contemporary interpretation of architec-
tural heritage.

Keywords: railway station, architectural form, evolu-
tion, the cross-cultural.
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Il 1. The world’s first railway station.

The Rise and Development of Railway Station
Architecture in Europe and America

The 1820s and 1840s were the early years of de-
velopment for railway station architecture. The first
recorded railway station in the world, with trains
pulled by horses rather than engines, began serv-
ing passengers in 1807. It was the Mount in Swan-
sea, Wales, on the Oystermouth Railway (later the
Swansea and Mumbles).

Heighington on the Stockton and Darlington Rail-
way in north-east England (ill. 1), built by George
Stephenson? in the early 19th century, is the oldest
motor train station in the world. The station opened
in 1827 and remained in operation until the 1970s.

Built in 1844, London Bridge Station (ill. 2) is
an Italian palazzo style railway station. It is unusu-
al that a clock tower was added to one side of the
building, breaking the symmetry of previous sta-
tion designs.

In the early stages of station construction, the
design of architectural forms was based primarily
on functionality. Subsequently, the architecture of
railway stations gradually developed, acquiring a
more expressive language of forms.

The period from the 1840s to the 1960s was a
time of standardisation in the construction of rail-

2. George Stephenson (9 June 1781-12 August 1848) was
an English civil engineer and mechanical engineer of the
Industrial Revolution. Stephenson is known as the «father of
rail transport».
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way stations. In 1851, Joseph Paxton designed the
Crystal Palace, where the Great Exhibition was held,
in the same style as the greenhouses of the bo-
tanical gardens and station sheds of the time. The
Crystal Palace’s innovation in using large-scale pre-
fabricated cast iron elements and glass canopy sys-
tems directly inspired the vaulting of such stations
as King's Cross in London (1852) and Montparnas-
se in Paris (1852). The typology of railway station
architecture of this period can be broadly reduced
to four main categories. The first type is the antique
columned type. These stations are characterised by
a triangular pediment in the Greek style, support-
ed by columns that give the architecture an over-
all monumental and solemn character. The second
one is the traditional symmetrical type, continuing
the compositional principles of classical architecture
through strict control of the axes and symmetrical
layout. The third type is the towered type, where the
tall towers are the visual focal point of the building
and give it a unique symbolic meaning and mon-
umental character. Finally, the fourth type is char-
acterised by large arched windows, which are the
main element of the building's facade and a means
of organising its space. Moreover, this category re-
flects the balance between functional needs, tech-
nical conditions, and aesthetic concepts and the
search for new forms of railway station architecture.

The necessity for monumentality and recogni-
tion in transport architecture during the industrial
age, in addition to the architects' personal prefer-

Table 1: Pedimented stations with columns’

Wilemspoort in Amsterdam
(Netherlands), 1843, Cornelis
Oudtshoorn

Huddersfield Station (UK), 1847,
James Pigott Pritchett

Wuppertal Central Station (Germany),
1848, Hauptner and Ebeling

Table 2: Stations with a layout based on classical composition

Potsdam Railway Station in Berlin
(Germany), 1868, Weise, Dobner and
Sillich

Grand Central Terminal in New York
(USA). 1869, John B. Snook and Isaac
Buckhout

Naples Central Railway Station (Italy),
1867, Enrico Alvino

Table 3: Stations with a tower

Leipzig-Thuringia Railway Station | Vienna  North

(Germany), 1856, Francis Thompson | (Austria), 1865, Theodor Hoffmann Solon Spencer Beman

Railway  Station | Chicago Central Station (USA), 1890,

1. The table shows the dates of construction of the station buildings.

ences, had a significant impact on the development
of these features.

It is worth noting that this architectural typolog-
ical paradigm has influenced the design of railway
stations on a global scale through intercultural com-
munication channels. As the theory of architectural
typology shows, these types of stations are reinter-
preted in the contexts of other cultures and coun-
tries, often forming interesting intertextual links
with local architectural traditions.

Architecture of Russian Railway Stations from
the 1830s to the 1890s

The first railway station in Russia, Tsarskoye Selo
(Arkhangelsky Station), was opened in 1837. It was
the predecessor of Vitebsk Station in St. Petersburg,
an experimental railway line connecting St. Peters-
burg and Tsarskoye Selo, the royal residence. This
typical example of early Russian railway architec-
ture, a wooden one-story structure originally used
at Tsarskoye Selo Railway Station, has not retained
its appearance to this day.

The stone station building, rebuilt in 1852 (ill. 3),
demonstrates the characteristic tendencies of clas-
sicism, that is, a strict layout in the form of a single
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Table 4: Stations with arched windows

Jacques Hittorff

Erfurt Main Station (Germany), 1846, | Gare du Nord (North Station) Paris | Porta Nova in Turin (ltaly), 1868,
unknown (France), 1865

(reconstruction), | Alessandro Mazzucchetti

plane and a symmetrical layout. The building as a
whole has a solemn and serious appearance. When
the Tsarskoye Selo Railway Station was rebuilt in
1904 (ill. 4), the architectural form underwent sig-
nificant changes. The new station building over-
came the rigid symmetry of classicism and adopted
a more flexible layout. The architectural language
was significantly expanded, incorporating typical el-
ements of European and American railway station
architecture — towers, arched windows, and clocks
also became distinctive elements of Russian rail-
way station architecture.

After Tsarskoye Selo Railway Station, the two ear-
liest railway stations in Russia were Leningradsky

Station? (1851) (ill. 5) and Moskovsky Station* (1855)
(ill. 6), designed by Konstantin Ton.

At the early stage of its development, railway sta-
tion architecture mainly followed the principles of
classical composition: stations had a strict symmet-
rical layout along the central axis, and the decora-
tive design of the facades was, as a rule, restrained
and simple. From the late 1850s to the 1860s, Rus-
sia experienced its first railway construction boom
in its history. During this period, attention began
to be paid to the formation of memorable architec-
tural images especially in large cities and terminal

3. Leningradsky Railway Station, Saint Petersburg Railway Station
until 1855, Nikolaevsky Railway Station from 1855 to 1923,
Oktyabrsky Railway Station from 1923 to 1924, Leningradsky
Railway Station from 1924 to the present, located on
Moskovsky Komsomol Square.

4. Moskovsky Railway Station, known from 1855 to 1924 as
Nikolaevsky Station, and from 1924 to 1930 as Oktyabrsky
Station, is the passenger terminal of the main railway station
in Saint Petersburg.

Il 2. London Bridge Station.
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Il 3. Tsarskoye Selo Railway Station, built in 1849-1852.

stations; great achievements were made in design
concepts and artistic expression.

Novy Peterhof Station was built in 1857. To cre-
ate an innovative architectural and artistic image,
architect Nikolai Benois did not use the main en-
trance or platform of the station as a visual focus,
but instead used a pediment at the side facade. Ow-

ing to unique compositional techniques, tradition-
al design logic was broken and a very recognisable
architectural image was formed. For its time, this
was a very innovative solution in the field of railway
architecture. Moreover, this project influenced the
architecture of Manchuria Railway Station, which is
part of the architectural heritage of the CER.

IlL. 4. Tsarskoye Selo Railway Station, built in 1904.
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Ill. 5. Leningradsky Railway Station (Russia), built in 1851.

Baltic Railway Station was built in 1858. Its archi-
tectural design reflects the process of cross-cultural
interaction and adaptation to local conditions in the
development of Russian railway architecture in the
mid-19th century. Baltic Railway Station was mod-
eled after the Gare de I'Est in Paris (ill. 7), demon-
strating the assimilation of European and American
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Il 6. Moscow Railway Station (Russia), built in 1847.
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design concepts by the Russian architectural com-
munity of the time. In his design, Alexander Krakau
used an iconic element of European and American
railway station architecture of the time - a huge
central arched window. This element was both a
symbol of station architecture and an important
architectural form.

Table 5: Architecture of railway stations in Russia

Station (time of | Author  of | lllustration
construction) the project

The influence of architectural form on
the CER station

New Peterhof | N. L. Benoit
Station (1857)

The improved design of the pediment
of New Peterhof Station was
reproduced in the passenger buildings
at Manchuria, Pogranichnaya, and
Gongzhulin stations.

Baltic Station | A. I. Krakau
(1858)

The arched windows with side towers
of Baltic Station appeared under the
influence of the Art Nouveau style.
Subsequently, this form was widely
used in the design of entrances,
pediments, and parapets of station
buildings.

Kursk Station | A. A. Bertels
(1866)
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The E-shaped layout of Kursk Station
and the shape of the triangular
pediments influenced the layout and
design style of such railway stations as
Xiangfang and Zhuhe.

Kursk Railway Station was built in 1866. The de-
sign style was inherited from a classic columned rail-
way station typical of Europe and the United States
in the 1840s-1860s. The railway station building
has a classic E-shaped layout; the logic of its spa-
tial organisation is based on the principle of axi-
al symmetry with a clear relationship between the
primary and the secondary. Columns, pilasters, and
pediments give the station building a monumen-
tal character.

All the examples discussed above are large rail-
way stations. The construction of the Trans-Siberian
Railway in May 1891 meant that the railway station
was no longer tied to the central region around the
capital and began to spread to remote and sparsely

populated areas, becoming an important factor in
urban development. In 1897, the construction of the
Chinese Eastern Railway, a branch of the Trans-Si-
berian Railway in China, began.

Architecture of Railway Stations Along the CER

The railway stations of the CER were designed
in the same way as those of the Trans-Siberian Rail-
way, according to the principle of hierarchy. They
were divided into five levels according to strate-
gic status, volume of passenger, and freight traf-
fic, etc.; moreover, there were crossings. There was
one first-class station (Harbin Station), 9 stations of
the second class, 8 stations of the third class, 34
stations of the fourth class, 40 stations of the fifth

Table 6: The influence of Russian railway architecture on the architecture of Harbin Station

Baltic railway station

Belorussky railway station

Harbin railway station

57



Ill. 7. Gare de lEst (East Station) in Paris.

class, and several crossings. At the design and im-
plementation level, the terminal station of each sec-
tion of the route had its own architectural design,
while other stations used standard design drawings.

First-class Railway Stations
At the beginning of the design of the CER, in
the Construction Album of Chinese Eastern Railway

(1897-1903), there were only two first-class stations,
namely Harbin Railway Station (ill. 8) and Dalniy
(modern Dalian) Station. Of the completed projects,
only Harbin Railway Station belongs to the first class.

Harbin Railway Station was built in the Art Nou-
veau style in 1902. The strict geometry of the shape
of the main building and the main entrance facing
the city attract the eye. Its shape resembles an en-
larged version of a curved pediment consisting of

Il 8. Harbin Railway Station.
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Table 7: Comparison of the facade compositions of Harbin, Manchuria, and Pogranichnaya railway stations.

exit of Harbin Railway Station

The facade shape of the main entrance and | The facade shape of Manchuria | The facade shape of
Railway Station

Pogranichnaya Railway Station

three connected arcs. The entrance and exit were
probably inspired by the buildings of Baltic and Be-
lorussky (see Table 6) railway stations, with towers
on either side of large arched windows. The shape
of the arched windows in the form of a curved oval,
in the manner characteristic of Art Nouveau, differs
from the semicircle typical of European, American,
and Russian railway stations. In order to further
soften the lines of the entire building, the design-
er deliberately reduced the height and angles of
the towers on both sides. This technique not only
preserves the metaphorical function of the towers
as a symbol of power, but also provides a dynam-
ic balance to the overall composition by reducing
the volume.

The distinctive large arched windows at the main
entrance and exit of Harbin Railway Station are de-
signed in the Art Nouveau style of the time. As a
very recognisable decorative element, it was not only
scaled down and reused on the building facade on
the railway line side of Harbin Railway Station, but
also became a classic architectural element. It of-
ten appeared in other projects, gradually becom-
ing an important decorative element and a symbol
of the urban architecture of the era.

Table 8: Station window decoration

Second-Class Railway Station Buildings

Manchuria and Pogranichnaya (modern Suifenhe)
stations were the initial and final stations of the CER,
as well as the starting and ending points of the West-
ern and Eastern Lines. Comparable in their strate-
gic importance, they are both second-class stations;
however, their architectural forms go far beyond
the standard station designs given in the Construc-
tion Album of Chinese Eastern Railway (1897-1903).
A similar design approach was used to emphasise
the status and modernity of twin buildings, as in
the case of Russian Leningradsky (ill. 5) and Mosk-
ovsky (ill. 6) railway stations.

The passenger buildings at Manchuria and Po-
granichnaya stations are stone buildings in the Art
Nouveau style. The lower part of the sill is made
of ready-made stone blocks, and the upper part is
a brick structure. The layout is carried out along a
single line, and the architectural form is solemn and
orderly. In the design of the facade, as in the case
of New Peterhof in Russia (see Table 5), the aes-
thetics of the pediment are emphasised.

Comparing the pediments of the passenger build-
ings at Manchuria and Pogranichnaya stations, one

Window decoration of Harbin Railway Station

Window decoration of the passenger building at Dalniy
Station
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Window decoration of the passenger building at
Manchuria Station

Window decoration of the passenger building at
Pogranichnaya Station
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IlL. 9. Passenger building at Buhedu Station (now Boketu).

can note a great deal of similarity. They use abso-
lutely the same modeling language in the facade
composition: the outer contour of the wall consists
of three successive arcs, forming a strict composi-
tion symmetrical relative to the centre. The curved
arcs of the large arched windows and the arcs in
the upper part of the wall echo each other. The ar-
chitectural technique with double towers framing
the arched windows, used at Gardu Nord Station in
Paris in France (see Table 4), Baltic and Belorussky
stations (see Table 6) in Russia, was implemented
in the facade design of the first-class Harbin Sta-
tion, and then the pediments of the second-class
stations, Manchuria and Pogranichnaya.

Although Manchuria and Pogranichnaya stations
both used the form of large arched windows, they
are clearly different from Harbin Station in terms of
detail. The arched windows of both stations are de-
signed with two straight ribs dividing the window
surface into three equal parts, a detail that clearly
reflects the fusion of organic lines and geometric
divisions in the Art Nouveau style.

The passenger buildings at Manchuria and Po-
granichnaya stations, as second-class stations, largely
resemble first-class Harbin Station in form. A com-
parison of the arched windows of the four stations
shows that they are all tall arched windows super-
imposed on rectangular windows. This combination
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not only effectively solves the problem of lighting
the space of great depth, but also enhances the
sense of architectural volume due to the vertical
elongated form. It is a European eclectic approach
to the reconstruction of historical styles.

In terms of scale, Buhedu Station (now Boke-
tu) (ill. 9) is smaller than the passenger buildings
at Manchuria and Pogranichnaya stations; howev-
er, its architectural and artistic features are very
characteristic: the stucco on the side walls and the
wall decoration demonstrate typical features of Art
Nouveau. The design of the side walls uses three
successive arcs that form a symmetry - a technique
directly inherited from the facade design of Man-
churia and Pogranichnaya stations, which, in turn,
goes back to the arch motif on the main facade of
Harbin Station.

The first-class station building has impressive di-
mensions and is beautifully decorated to emphasise
functionality and symbolic meaning. Continuing the
general style of railway architecture, second-class
stations had simpler decor and were built quite com-
pactly. The architectural design of stations of sub-
sequent classes was successively simplified. Such
details as the platform canopy and the design of
the station building facade were reduced in size
depending on the class of the station.

Conclusion

Based on the theory of architectural typology,
this section examined the historical evolution of
architectural forms of railway stations in three ge-
ographical spaces — Europe and America, Russia,
and the CER. First of all, four main types were iden-
tified in the morphology of railway station archi-
tecture in Europe and America in the 19th century.
Then, after a systematic analysis of the architec-
ture of Russian stations, it was confirmed that the

elements of tower, large-scale arched window, and
pediment with columns from European and Ameri-
can architecture were adopted in Russia and became
important identification symbols of its station archi-
tecture. Moreover, this phenomenon spread to the
CER, where station buildings underwent function-
al adaptation, but were also influenced by region-
al cultural tradition and architecture, technological
conditions, and the era.
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SBONIIOLNA APXUTEKTYPHbBIX ®OPM
XENE3HOZLOPOXHbIX BOK3AJIOB B IMTOBAJIbHOW
MEPCMEKTUBE: OT EBPOMMbI 1 AMEPUKI 10
POCCUU N KNTANCKO-BOCTOYHOW XENE3HOW
[NOPOT W

KuTaiicko-poccninckuii npaBuTeIbCTBEHHDbIN NMPOEKT NO PUHAHCMPOBaHUIO CTUNEHAUN

AHHomayus: B 1820-x 2odax e Espone u CLLA, Ha poHe
paszsumus xesne3Ho00pOXHO20 MpAaHCNOpMa, YeHmpasie-
HbIMU y31aMU Xene3HodopoxHOU cucmemel cmanu 30aHus
80K30/108, KOMOpPbIe CHOPMUPOBAAU yHUKATbHbIE 015 C80-
€20 8peMeHU munosioeuyeckue ocobeHHocmu.

AHanu3 apxumekmypHoUl ¢popMbl Xkesne3Ho0O0POXKHbIX
eok3asos 8 Espone u CoeduHeHHbIx LLimamax ¢ 1820-x
no 1890-e 200kl no38ossiem 8b10eUMb MPU OCHOBHbIX
muna apxumekmypbl: 80K3a/lbl C KAaccu4eckoli NAaHUpos-
KoU, 80k3a/1bl € 6AWHAMU, U 80K3aJ1bl C 60/LLWIUMU apOY-
HbIMU OKHAMU.

Cmoum ommemume, Ymo 3ma apxumekmypHO-mu-
nosiozudeckas napaduama okalasna eausHuUe Ha Npoex-
muposaHue xene3Ho00pPOXHbIX 80K3A/108 8 2/100a/16HOM
mMacuimabe depes KaHATbl MEXKY/1emypHOU KOMMYHUKAYUU.

Kumaticko-BocmouHas xene3Has dopoealKBX 4O6eina
nocmpoeHa 8 koHye desamHadyamozo — Ha4yase 08adya-
mox sekoe kak npodosmkeHue TpaHccubupckol xene3Hol
dopoeu 8 KumaeOu umeem 0auHy okosao 2500 kusome-
mpoe.B dse meica4u cemHadyamom 200y 8cnomMozamelo-
Hble coopyxeHus Ha npunezaroweli k KBX/ meppumopuu
661U NPU3HAHbI APXUMEKMYPHbLIM U Ky/TeMypHbIM Hac/e-
ouem Kumas. Celiyac, ocobeHHO 8 KOHmMeKcme akmusHo20
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compydHu4yecmea mexody Poccueli u Kumaem 8 obnacmu
Kynemypei, mema KBX/] o4eHo akmyasibHa.

3daHus sok3anos’ KBX/, 6ydy4yu Ho8bIM MUnom apxu-
mekmypbl, ompaxaau meHoeHyuuU u cmuaucmuyeckue oco-
beHHocmu apxumekmypesi Egponel u Poccuu mozo epemeru.

lodmeep>xdaemcs, 4mo makue 371emeHMbl KaK «bawi-
HS», «60/IbUIUE GPOYHbIE OKHA» U «OPOHMOHbI C KOJIOH-
Hamu» 8 esponelickux U aMepuKkaHCKUX apxumekmypHeix
apxemunax 6el1u ycgoeHsl pocculickol apxumekmypHou
cucmemoli U CMaau 8axHsIMU 0NO3HABAMENbHBIMU CUM-
80/1aMU ee 80K3a/IbHOU apxumeKkmypei.

Smom ¢eHomeH pacnpocmparunca u Ha KBXX/J, 30a-
HUS 80K3a/108 KOMOpPOU Npowau PyHKYUOHANLHY adan-
mayuro, Ho Makxe u N008ep2/IUCL BUSHUI pe2UuoHaIbHOL
Ky/lemypHoU mpaduyuu u apxumekmypsl, mexHoso2uye-
CKuUX ycno8uli U 3Noxu.

Moamomy cucmemamudeckuli 0630p passumus, KoHyen-
yuli npoekmuposaHus u ocobeHHocmel cmpoumesscmsa
80k3asbHOU apxumekmypesi 8 Egpone u Poccuu, a makxe
cpasHeHue apxumexkmypHsix pOpM U AHAAU3 MUNOBbIX

1. HOA 3aHNAMN BOK3a/i0OB B AaHHOVI CTaTbe NOHUMAaKTCA
MMEHHO 34aHNA XXeNe3HOL0POXHbIX CTaHLl,VIVI, N K HUM He
OTHOCATCA TakKne TeXHUYeCckne COopy>KeHna, Kak MOCTbI, BO-
AOHaNopHble 6alHn n TYHHeANn.

npoeKmos He MoJibko NoMo2ym npocaedums npoobpassi
30aHull eoksanoe Ha KBX/, Ho u nocayxam 8axHeIMu
opueHmMuUpamu 0151 COXPaHeHUSs, peHo8ayuu U Ucnosb30-
8aHUA apXUMeKmypHo20 Hac1edus.

1. BO3HUKHOBEHUE U pa3BUTUE apXUTEKTYpPbI
>Xeie3HOAOPOXKHbIX Bok3anoB B EBpone n Awe-
puke 1820-e 1 1840-e rogbl 66111 HauyaNbHbIM 3Ta-
NoM pa3BUTUA ANA apXMTEKTYPbl BOK3ai0B.

lMepBas 3aperncTtpmpoBaHHasn >Kese3HOA0POX-
Has CTaHUMsA B MMpe Hadana obcayxmBaTb Nacca-
xumpos B 1807 roay, noessaa Ha Hel 3anparaance
nowagbMu, a He agguratensamMu. OTo bblaa cTaHLmA
MayHT (The Mount) B CyoHcw, ¥3/1bC, Ha Xene3How
popore OnctepmyT (nosgHee CyoHcn n Mam6ac).

Crapeiiwas B Mype CTaHLUSA MOTOPHbIX Noe3-
A,0B — XalirMHITOH Ha »enesHon gopore CTOKTOH
n JapAvHITOH Ha ceBepo-BOCTOKe AHraum (uan. 1),
noctpoeHHas xopaxem CtepeHcOHOM? B Hauane
XIX Beka. CtaHuwms otkpblnacb B 1827 roay v octa-
BaJsiacb B 3kcryataumm go 1970-x rogos.

MocTpoeHHbIl B 1844 rogy >kenesHoA0pPOXHbIN
Bok3an JIoHaoH-bpuax (nan. 2) BbINOAHEH B CTU-
Jle UTaZibSHCKOrO najauLo U HeOObIUEH TeM, UTO K
OZAHOW 13 CTOPOH 3AaHus Oblna NPUCTPOEHa Yaco-
Bas HallHA, HapyLIMBLUAs CUMMETPUIO Npeablay-
LLMX NPOEKTOB BOK3aJ10B.

Ha paHHWX 3Tanax CTpoWTebCTBa BOK3a10B MPo-
EKTUPOBaHMWE apXUTEKTYPHbIX GOPM OCHOBbLIBANOCh,
npexge Bcero, Ha GyHKLMOHanbHOCTW. Bnocnes-
CTBUM apXMTeKTypa >XeNe3HOAOPOXHbIX BOK3a/10B
nocTeneHHO pa3BuBanack, Nnpnobpetas bonee BbI-
pa3nTenbHbI A3bIK GOPM.

Mepwuog c 1840-x no 1960-e rogbl 6611 Bpeme-
HeM CTaHZapTU3aLUumM B CTPOUTENLCTBE XKeNe3HO-
JAOPOXHbIX cTaHUM. B 1851 roay [>ko3ed MakcToH
cnpoekTnpoBan XpycTanbHbl BOpPEL, F4e NpoXo-
Avna BcemumpHas BbiCTaBKa, B TOM XK€ CTU/E, UYTO U
opaHxepen 6oTaHUUECKMX Caf0B W BOK3aJibHble
HaBecbl TOro BpeMeHu. HoBaTopcTBO XpycTanbHO-
ro 4BopLa B UCMOAb30BaHUN KPYMHOMacCLITabHbIX
CHOPHbBIX YYTYHHbIX 3/IEMEHTOB N CTEKAAHHbIX Ha-
BECHbIX CUCTEM HEMOCPEACTBEHHO BAOXHOBWIO Ha
CO3JaHne CBOAOB Takmx BOK3anoB, kak KuHrc-Kpocc
B JToHgoHe (1852) n MoHnapHac B Mapwuxe (1852).

Tunosornto apxmTekTypbl XeNe3HO40POXHbIX
BOK3a/10B 3TOr0 Nepmoja MOXHO B LLeJIOM CBECTU

2. [xoppx CrepeHcoH (9 noHa 1781 — 12 aerycra 1848) —
AHMIMINCKNIA MHKEeHEeP-CTPOUTEb M MEXaHVIK 3MOXMU NPOMBbILL-
NeHHol pesostoLmn. CTedpeHCOH N3BECTEH Kak «OTeL, Xe/es-
HOZOPOXHOrO TpaHCnopTax».

Knrouessie cnosa: Boksas, apxumekmypHas ¢popma;
380/1I0YUS; MEXKY/IbMYpPHOE.

K UeTblpeM OCHOBHbIM KaTeropusam. [epBbliid TMN
— B @aHTUYHOM CTuUe ¢ KoNoHHamun. OcobeHHOCTb
TaKux BOK3aJ10B COCTOUT B Ha/IMUYNW TPEYrOJIbHOrO
bpOHTOHa B rpeyeckoM CTue, NOAAEPXKNBAEMOTO
KONOHHaMW, 3aat0LLUMN 06LLMIA MOHYMEHTaIbHbIN
N TOPXKECTBEHHbI XapakTep apxuTekTypbl. Bropol
— TPAAVLMOHHbIA CUMMETPUYHBIN TUM, NPOAOJIXKA-
FOLLMI KOMMO3ULIMOHHbIE MPUHLMIbBI KNacCUyeckom
apxuTeKTypbl, bnarogaps CTPOromMy KOHTPOJIHO OCel
N CUMMETPUYHOM NaaHupoBKe. TpeTnii TN — BOK-
3a/bl € balWHAMM, KOTAa BO3BbILatOLLMECs BallHK
ABAAOTCA BU3yalbHOW GOKYCHON TOUKOM 34aHuA
Y MpUAAIOT EMY YHWMKaNbHOE CUMBOJIMYECKOE 3Ha-
YeHue 1 MOHYMEeHTa/IbHbIN xapakTep. HakoHeLl, oT-
JNNYNTENBHON OCOBEHHOCTb BOK3aN0B YETBEPTOrO
TVNa — H60JIbLLIME apOYHbIE OKHA, KOTOpPbIE ABAAOTCS
rNaBHbIM 371eMeHTOM dacasa 34aHns N CPeACTBOM
opraHusaumn ero NPoCTpaHCTBa. JTa KaTeropwms
TaKkxXe oTpaxkaeT HanaHC Mexay GyHKLMOHaNbHbI-
MW NOTPeBHOCTAMMU, TEXHUYECKUMU YCNOBUAMA U
3CTETUYECKMMU KOHLEMLUAMM U MOMCKOM HOBbIX
bopm BOK3asbHOW apXUTEKTYPbI.

Ha dopmurpoBaHme 3TUX xapakTepucTrk bonbluoe
B/IMSIHWE OKa3a/IN He TOJIbKO JINYHbIE NMPEANOYUTEHMS
APXMTEKTOPOB, HO M NMOTPEBHOCTL TPAHCMOPTHOM
aPXUTEKTYPbI MHAYCTPUANLHON 3MOXM B MOHYMEH-
TaJIbHOCTU N Y3HaBaeMOCTW.

CTOWNT OTMETUTb, UTO 3Ta apPXUTEKTYPHO-TUMO-
nornyeckas napagurma okasana BAMsHME Ha Npo-
eKTUpPOBaHME XeNe3HOLOPOXKHbIX BOK3a/lOB B
rnobanbHOM MaclwTabe yepes KaHaNbl MEXKY/b-
TYPHOW KOMMYyHUKaLmun. Kak nokasbliBaeT Teopus
APXUTEKTYPHOM TpaHCMAaHTaumMm, 3T TUMbl BOK-
3a/10B NEPEOCMBIC/IIMBAOTCA B KOHTEKCTaX APYrux
Ky/bTyp M CTpaH, 4acto 0bpasys UHTepecHble UH-
TepTeKCTyaNbHble CBA3M C MECTHBIMU apXUTEKTYpP-
HBIMW TPAANLUAMMU.

2. ApxnteKkTypa pOCCUINCKUX XeNe3HOAOPOXK-
Hbix Bok3anoB ¢ 1830-x no 1890-e roabl

MepBbIA B POCCMM XKeNe3HO[0POXKHbIA BOK3an
— Llapckoe ceno (ApxaHrenbckuii Bok3asn) — 6bin
BBeAeH B akcnayaTaumnto B 1837 r. OH 6bin npes-
lWecTBeHHUKOM Butebckoro Bok3ana B CaHkT-le-
Tepbypre, 3KCNePYMEHTaNbHOW XXeNe3HOL0POXKHOM
NnHWW, coeanHaBLien CaHkT-Metepbypr n Lapckoe
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Ceno, Lapckyr pesnaeHLmo. ITOT TUMUYHBIA Npu-
Mep paHHEel PyCcCKOMN XeNe3HOLOPOXHOM apXu-
TEKTYpbl, AePEBAHHOE OAHO3TAXXHOE COOPYXKEHME,
nepBOHaya bHO MCMOJ/b30BaBLUEECA Ha Xe/le3HO-
AOPO>XHON cTaHUuu Llapckoe ceno, He coxpaHuio
CBOEro 06/1Ka A0 HalluxX AHeN.

KameHHOe 3aaHMe BOK3asna, NepecTpoeHHoe B
1852 roay (wnn. 3), AEMOHCTPUPYET XapakTepHble
TEHAEHLMMN KNaccuMLm3Ma, TO eCTb CTPOTYH NiaHu-
POBKY B BUAE «OAHOW» NAOCKOCTU U CUMMETPUUHYHO
NNaHVWPOBKY. 34aHNe B LIeSIOM MMeeT TOPXKEeCTBEH-
HbI U CEepbe3HbIA BUA,

Koraa B 1904 rosy 6611 nepecTpoeH xene3Hoao-
poXHbIV Bok3an Llapckoro cena (unn. 4), apxutekTyp-
Haa dopma npetepnena 3HaunTENbHbIE U3MEHEHUS.
HoBoe 3aaHne Bok3ana NpeoAoieNno XeCcTKyr CUM-
METPUIO KNaccuumama n npuHsano bonee rnbkyto
NAaHMPOBKY. 3HAYMNTENIbHO PaCLUMPUACA A3bIK ap-
XUTEKTYpPbl, B KOTOPbI/ BOLAN TUMNYHbIE 3/IEMEH-
Tbl BOK3aJIbHOW apXunTekTypbl cTpaH EBponbl n CLUA
— 6alHKN, apoyHble OKHa 1 Yacbl TakXe CTaau oT-
JINYNTENbHBIMW 3IeMEHTAMMN aPXUTEKTYPbl PYCCKMX
XeNne3HoAOPOXHbIX BOK3a/10B.

Mocne xenesHoZO0POXHOro Bok3ana B Llapckom
cene ABYMS CaMbiMU PaHHUMM XXeNe3HOAOPOXHbI-
MU CTaHUMsMM B Poccum 6biamn JIEHUHIpaackmiA BOK-
3an3 (1851 r.) (unn. 5) n MockoBckuit Bok3an* (1855
r) (unn. 6), cnpoekTMpoBaHHble KOHCTaHTUHOM AH-
Apeesnyem TOHOM.

Bok3anbHas apxuTekTypa Ha paHHeM 3Tarne CBO-
€ro pa3BuTMA B OCHOBHOM C/ieg0Baja NpuHLmnnam
KNaccMyeckolr KOMMO3nLLMW: BOK3abl MMENn CTpo-
ryt0 CMUMMETPUYHYHO NAaHWPOBKY MO LEHTPanbHOM
oK, a fekopatneHoe opopmieHme dacasos 66110,
Kak npaBuWao, caep>XaHHbIM 1 NpocTbiM. C KOHLLa
1850-x no 1860-e roabl Poccus nepexxumna nepsbii
B CBOEW UCTOPUN BYM XXese3HOA0POXHOro CTpOo-
nTenbcTBa. B 3TOT Nnepmog Ha cTaHumax, ocobeHHo
B KPYMHbIX FOPOAaX N KOHEYHbIX CTaHLMAX, CTanu
yAenaTb BHMMaHne GOpPMUPOBaAHUIO MaMATHBIX ap-
XMTEKTYPHbIX 06pa30B, 1 bblAn caenaHbl 6osbLume

3. JIeHVHrpaACKni Xene3HoA40POXHbIN Bok3as, CaHkT-MeTep-
By pPrckuii XxenesHoa0poXKHbIN Bok3an Ao 1855 roga, Hukona-
€BCKUI XeNe3Ho[0POXHbIN Bok3an ¢ 1855 no 1923 rog, Ok-
TABPLCKNIA XeNe3HOZ0POXKHbIN Bok3an ¢ 1923 no 1924 rog,
JIeHNHIPaACKMIA XeNe3HOA0POXKHbIN Bok3an ¢ 1924 roga no
HacTosLLee Bpems, PacrosioXeHHbI Ha naowaan Mockos-
CKOrO KOMCOMOJa.

4.  MOCKOBCKUIA XeNe3HOA0POXHbIV BOK3as, M3BECTHbIV ¢ 1855
no 1924 roa kak Hukonaesckuii Bok3an, a ¢ 1924 no 1930 rog,
- Kak OKTABpbCKUNA BOK3as, ABAAETCA MNacCakMpPCKUM TEPMUI-
HaNoOM r1aBHOTO Xene3HOA0POXKHOro Bok3ana CaHkT-lNeTep-
6ypra.
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JOCTUMXKEHWSA B MPOEKTHBIX KOHLIEMLMAX U XyJ0XKe-
CTBEHHOM BbIpPaXeHUW.

CraHuma Hosbii MNeTteprod 6bina nocTpoeHa B
1857 r. Ana co3gaHnsA MHHOBALIMOHHOIO apXxuTeK-
TYPHO-XYA0>XeCTBEHHOro obpasa apxutektop Hu-
konan JleoHTbeBMY beHya He cTan ncnosib3oBatb
rNaBHbIA BXOA MW NAAaTGOPMY CTaHLMMN B KauecTBe
BM3yaNbHOro Gokyca, KOTOPbIM BMECTO 3TOrO CTas
bpoHTOH y bokoBoro dacaga. brarogaps yHukanb-
HbIM KOMMO3WLIMOHHBIM NpUeEMaM JIOMaeTcs Tpaaun-
LIMOHHas Nornka npoekTMpoBaHna n dopmmpyetcs
O4eHb y3HaBaeMbI apXUTEKTYPHbIN 0bpa3. [ns cBo-
€ro BpemMeHU 370 bbl10 O4eHb HOBAaTOPCKOE pelle-
HVe B 061aCTW XEeNe3HOL0POXHON apXMTEKTYpbI.
DTOT NPOEKT TakXe MOBAUAN Ha apXUTEKTYPY Xe-
NIe3HOA0POXKHOTO BOk3ana MaHbuXypus, BXOAA-
Lero B apxutektypHoe Hacneaune KBX/.

BanTninckmii >xenesHof0pPOXKHbIN BOk3an Obla no-
cTpoeH B 1858 r. Ero apxvTekTypHbIli NpoeKT oTpa-
XaeT MpoLecc MexKyNbTyPHOTO B3aMOAENCTBUSA U
afanTauum K MeCTHbIM YC/I0BUAM B Pa3BUTUMN POC-
CUNCKOW XeNe3HO[0POXHOW apXMTEKTypbl B cepe-
AnHe XIX Beka. banTuiicknii >xene3HoAOPOXKHbIN
BOK3an 6bla co3saH no obpasy Bok3ana lap ge n'Sct
B Mapwxe (M. 7), UTO AEMOHCTPUPYIOT YCBOEHME
€BPONeNCKNX N aMepPUKaHCKUX NMPOEKTHbIX KOHLLEM-
LM POCCUIACKUM apXMTEKTYPHbIM COOBLLECTBOM
TOro BpemeHu. B ceoem npoekte AnekcaHap Wea-
HoBMY Kpakay MCnosb3oBan Ky/bTOBbIN 31eMeHT
apXMUTEKTYpPbl EBPOMNENCKMX M aMePUKAHCKNX Xenes-
HOZOPOXHbIX BOK3a/10B TOrO BPEMEHN — OFPOMHOEe
LeHTpasbHOEe apOYHOEe OKHO. ITOT 3/1eMeHT 6bin 1
CMMBOJIOM BOK3a/lbHOW apXUTEKTYypPbl, N BaXKHOW
apxuTeKkTypHOU GopMOoin.

Kypckuii >xene3Ho40pOXHbIN BOK3aa Obli no-
cTpoeH B 1866 r. CTnab odpopmaeHna yHaciea0BaH
OT KJ1aCCUYECKOTOo Xele3HOAOPOXHOro BoK3ana
C KONIOHHamMu, TunmnyHoro ana Eeponel n Coean-
HeHHbIX LLITatoB B 1840-1860-e rogoB. 3aaHune Xxe-
NIe3HOA0PO>XKHOrO BOK3ajaa MMeEeT KAacCUUeCKyHo
naaHMpoBky B Gopme bykBbl «E», a nornka ero npo-
CTPaHCTBEHHOW OpraHun3aLmm OCHOBaHa Ha NPWH-
Lmne oceBo CUMMETPUM C YETKON B3aUMOCBA3bIO
MeXAy OCHOBHbIM 1 BTOpPOCTeneHHbIM. KOMIOHHbI,
NUAACTPbI U GPOHTOHBI NpUAatOT 06ANKY 38aHNA
BOK3a/a MOHYMEHTa/IbHOCTb.

Bce paccmMoTpeHHble Bbille NpUMepbl ABAAKOT-
cs 6onbwmmm Bok3anamu. CtpomTtenbctBo TpaHc-
cnbupckon maructpanv B Mae 1891 roga o3Havano,
UTO XENe3HOLOPOXKHasA cTaHUMA 6onblie He bblna
npuBA3aHa TO/bKO K LEeHTPaNbHOMY PErnmoHy BO-

KpYr CTOIMLbI M Hayafna pacnpoCTPaHATLCA Ha OT-
JaneHHble U MasioHacesleHHble PalioHbl, CTaHOBACH
Ba>XHbIM PaKTOPOM ropoAckoro passutma. B 1897
rogy Hayana ctpoutbcs Kutaiicko-BocTouHas xe-
Ne3Has Aopora, ABAAIOLLAACA OTBETBeHMEM TpaHC-
cnbupckon marnctpanu B Kutae.

3.ApxuTeKTypa XXene3HoA0pPOXHbIX BOK3a/10B
Baonb KBXX/],

XKenezHopopoxxHble ctaHuum KBX/, 66111 cnpo-
EKTUPOBaHbI Tak e, Kak 1 TpaHccnbupckon Ma-
rmcTpanu, No NpuHumny nepapxmn. OHn geamance
Ha NATb YPOBHEN B COOTBETCTBUN CO CTpaTernye-
CKWM CTaTycoM, 06BeMOM NaccaXXMpCKnx 1 rpyso-
BbIX MEPEBO30K W T.A., TakKXXe MMeNncb pasbesgbl.
bblna ogHa cTaHUMA NepBOro kaacca — Bok3an Xap-
6u1H. Ectb 9 cTaHumi ll-oro knacca, 8 cTaHUMN OTHO-
cunocs K llI-emy knaccy, 6bin10 34 ctaHumn IV-oro
knacca, 40 cTaHuuMi V-kiacca U HeCKOAbKO pasb-
e3/10B. Ha ypoBHe NpoeKTUpOBaHMA N peannsa-
LMK KOHEYHas CTaHLMA KaX0ro yvacTka MapLupyTa
MMena CBOM COBCTBEHHbIM apXMUTEKTYPHbIN MPOEeKT,
B TO BpeMs Kak Ha APYrux CTaHLMAX MCMO/Ib30Ba-
JINCb CTaHAAPTHbIE MPOEKTHbIE YEPTEXM.

>XKenesHogopoXKHbIE CTaHL MW NEPBOro KJacca

B Hauane npoekTtnposaHusa KBX/ B «Anbb60-
Me COOPY>KEHWI N TUMOBbLIX YepTexen Kutanckown
BoctouHow xenesHol goporu (1897-1903)» 6bi10
TONbKO ABe CTaHLMW NepBOro Kaacca, a UMeHHO
KeNe3HOAOPOXHbIe BOK3aabl XapbuH (una. 8) un
JanbHunin (coBp. Ha3e. JansHb). N3 peannsoBaH-
HbIX MPOEKTOB K NMEPBOMY K/acCy OTHOCUTCA TONb-
Ko XapbuHCcKnin BOK3a.

XenesHog0poXHbIN BOk3an XapbuHa bbii no-
ctpoeH B 1902 rogy B cTune ap-HyBo. CTporas reo-
MeTpus GopMbl INaBHOTO 3/jaHWs U TNaBHbIV BXOA,
obpalLeHHBbIA K FOpoAy, NpuBaekatoT rias. Ero ¢pop-
Ma HanmoMWHaeT YBEINYEHHYO BEPCUIO M3OMHYTOrO
bPOHTOHA, COCTOALLENO M3 TPEX COEANHEHHbIX AYT.
Bxog v BbIxog, BEpPOATHO, 6bIAN BAOXHOBAEHbI 34a-
Huamu bantuiickoro n benopycckoro (cm. Taba. 6)
BOK3a/10B, C HalHAMM MO 06e CTOPOHbI OT 6ONbLUNX
APOUYHbIX OKOH. POpMa apOUHbIX OKOH B BUAE KPWU-
BOrO OBaJla, B XapaKTEPHOW ANs ap-HYBO MaHepe,
OT/IMYAETCA OT TUMNYHOIO A1 eBPONencKux, ame-
PUKAHCKNX U PYCCKUX BOK3an0B Moaykpyra. Ytobel
ele 60blle CMATYUTD TUHUW BCETO 3AaHUS, AN3ali-
Hep HaMepeHHO YMeHbLUWA BbICOTY U yribl balleH
¢ 06enx CTOPOH. ITOT MPMEM He TOJIbKO COXPaHAeT
meTadopuyeckyro dyHkUMIO HalleH Kak cMMBOAa

BNACTW, HO U 0becneunBaeT ANHAMNYECKNN BanaHc
obLLel KOMNO3MLMM 3a CUET YMEHbLUEHMS 0bbeMa.

MprMeyaTesnbHble 6O/bLINE apOUYHble OKHA Ha
FNaBHOM BXOJ€E W BbIXOZE XeNe3HOL0POXHOIO BOK-
3ana XapbuHa BbIMOJHEHO B CTWUJe ap-HYBO TOrO
BpeMeHU. M Kak oueHb y3HaBaeMblli JeKOPaTUBHbIN
3/1EMEHT, OH 6blN1 HE TOJIbKO YMEeHbLUEH B pa3sme-
pax v MOBTOPHO MCMOAb30BaH Ha dacase 34aHUS
CO CTOPOHbI XeNe3HOA0POXHOM JNHUN XKeNe3HO-
JOPOXHOTrO BOk3asaa XapbuHa, HO 1 cTan khaccmye-
CKUM 3/1IEMEHTOM apXUTeKTYpbl. OH YacTo nosBAs/CS
B APYrUX MPOeKTax v MOCTeNeHHO NpPeBpaTuICs B
BaXXHbI 3/1eMeHT AeKopa 1 CUMBOJ FOPOACKOW ap-
XWUTEKTYpPbl 3MOXM.

3paHuA XXeNne3HO40POXKHbIX cTaHumi ll-oro
KfnlaccoB

CraHuum MaHbwkypua n NorpaHnyHas (cosp.
Ha3B. CyWPaHbX3) 6bINN HauyaNbHOM N KOHEYHOW
ctaHumamm KBX/, a Takxke OTNpaBHOM 1 KOHEUHOW
Touykamu 3anaaHon n BoctouHom amHuii. Conocra-
BUMble MO CBOEMY CTpaTermyeckoMy 3HaueHmHo, OHU
oba ABNAIOTCA CTaHLUMAMM BTOPOTO KAacca, HO UX
apXuTeKTypHble GOPMbI BbIXOAAT AaNeKO 3a PaMKu
06pa3L 0B CTaHAaPTHbIX MPOEKTOB BOK3aN0B, Npu-
BeAeHHbIX B «A/lbOOME COOpPYXXEHUI N TUMOBbIX
yepTexer Kutarckon BoctouHom xenesHom gopo-
rn. 1897-1903». AHaNOrMYHbIV NPOEKTHBIA MOAXOA,
MCNONb30BaANCA ANA NOAYEPKMBAHMA CTaTyca U CO-
BPEMEHHOCTU 34aHNN-6113HEL0B, KaK B Clyyae C
POCCUNCKMMU BOK3anamu JIeHMHrpaackuin (nnn. 5)
n MockoBckun (nnn. 6).

[Maccaxunpckme 3gaHna Ha cTaHumax MaHbuxy-
pus v MNorpaHnyHas NpeAcTaBAstoT cO60M KaMeHHble
34aHNA B CTUNE MOAEePH. HUXXHASR YacTb MOAOKOH-
HWKa CNOXeHa M3 roTOBbIX KaMeHHbIX 6J10KO0B, a
BEPXHAA YacTb NpeacTaBAseT CO60M KUPAUUHYHO
KOHCTpyKUUO. [1aHMpOBKa BbINOJIHEHA NO eAn-
HOW NNHUK, @ apXMTeKTypHaa Gopma TOPXKECTBEH-
Ha 1 ynopsigodyeHa. B obopmaeHnn pacasa, kak u
B cnyyae ¢ HosbiM [Neteprodom B Poccum (cm. 5),
noz4yepkHyTa 3cTeTka GPOHTOHa.

CpaBHUBas GPOHTOHbI NACCAKUPCKUX 3LaHWNI
Ha cTaHumax MaHbuxypusa un [NorpaHmyHas, Mox-
HO OTMeTUTb BosbLluoe cxoaCcTBO. OHM UCMONBb3YIOT
COBEpLUEHHO OAMHAKOBbIN A3blIK MOAENNPOBaHMUSA
B $pacagHON KOMMO3MLMMN: BHELLUHWNI KOHTYP CTEHbI
COCTOUWT M3 Tpex Noc/iefoBaTeNbHbIX Ayr, 0bpasyto-
LLMX CTPOTYH CUMMETPUUHYH OTHOCKTE/IbHO LIEH-
Tpa KOMMO3ULMIO; KPUBOAUHENHbIE Ay 60AbLINX
APOUYHbIX OKOH U Ayrn B BEPXHEW YacTW CTeHbl ne-
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peKAnKaroTCa Mexkay cobol. APXUTEKTYPHBIA Npuem
C ABOVHBbIMU BalWHAMM, 0BPaMASIOLLMMU aPOYHbIe
OKHa, NCNOo/Ib30BaHHbIN Ha Bok3ane Mapato Hop B
MNapuxxe Bo PpaHumm (cm. Taba. 4), bantninckom
n benopycckom Bok3anax (cM. Taba. 6) B Poccum,
6b11 ncnonb3oBaH Npu odopmaeHnn Gacaga Xap-
6uHckoro Bok3ana |-oro knacca, a 3aTemMm U GpoH-
TOHOB BOK3an0B |l-oro knacca — MaHbuXypusa u
MorpaHnyHas.

Xota craHuyn MaHbuxypus n NorpaHnyHas uc-
nosnb3oBanu GopmMy HONbLLNX aPOUHBIX OKOH, OHU
fIBHO OT/AMYatoTCA OT XapbmHCKoro Bok3ana B nia-
He AeTaneil. ApoUHble OKHa 0BOMX BOK3aN0B Bbl-
MOJIHEHbBI C ABYMA NPAMbIMU pebpamu, fenawmnmm
MOBEPXHOCTb OKHa Ha TPV paBHble YacTu, — feTasb,
KOTOpas 4eTKO oTpa)kaeT CANAHME OpraHnYeckmx
JNVHWIA Y TEOMETPUYECKUX AENIEHWNI B CTU/IE MOZEPH.

Maccaxunpckme 3gaHma Ha cTaHumax MaHbuXy-
pus n NorpaHnuHasn, kak ctaHumn ll-oro knacca, B
3HaYMTe/IbHOM CTENEHN HanmoMUHaT No dopme
BOK3a/ibl I-0ro knacca — XapbuH. ConocraBieHve
apOYHbIX OKOH YeTblpex CTaHLMI Noka3blBaeT, YTo
BCE OHW NPeACTaBAAOT COOOM BbICOKME apOUYHble
OKHa, HaJ0XKEHHbIe Ha MPAMOYro/ibHble OKHa. Takoe
coueTaHue He TO/IbKO 3P dEKTUBHO peluaeT npobe-
Mbl OCBELLEHWNS NPOCTPaHCTBA 6ObLLON T1yOUHBI,
HO W yCUAMBAET OLyLLeHNE apXUTEKTYPHOro 06b-
€Ma 3a CYeT BepTUKaAbHOMN BbITAHYTOM pOpMbIl. 3TO
€BPONENCKNA SKNEKTUYHBIN MOAXOA K MepecTpom-
K& UCTOPUYECKUX CTUNEN.

Mo macwTtabam Bok3an byxeay (coBp. Ha3B.
Bokaty) (Man. 9) MeHbLIe NaccaXXMpPCKUX 3aaHni Ha
CTaHumAx MaHbuxypua u lNorpaHnyHas, Ho ero ap-
XUTEKTYPHO-XYAOXECTBEHHbIE OCOHEHHOCTN OYEHb
XapaKTepHbI: NenHnHa Ha 6OKOBbIX CTeHax 1 oTaen-
Ka CTEeH AEeMOHCTPUPYHOT TUMWYHbIE YepTbl MOAep-
Ha. B odopmaeHnn 6OKOBbIX CTEH MCMONBL3YHOTCA
TP nocnesoBaTesbHble Ayrv, obpasytoLlme CMMm-
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METpUIO, - MPMeM, HanpPAMYH YHaCe[0BaHHbIN OT
odbopmneHnsa dacagos Bok3anoB MaHbuxypusa u
MorpaHnyHas, KOTopoe, B CBOK oYepesb, BOCXO-
AWT K MOTUBY apKu Ha rnaBHom dacage XapbuH-
CKOro Bok3ana.

3paHve Bok3ana |-oro knacca MMeeT BHYLUUTENb-
Hble pa3Mepbl U KpacMBO OPOpPMAEHO, UTOOLI MoA-
YepKHYTb QYHKLMOHaNLHOCTb U CUMBOJNYECKOe
3HaueHue. Mpogoskas obLWMiA CTUb XKene3Ho40-
PO>KHOW apXUTeKTypsbl, CTaHUmK |I-oro knacca ume-
v 6osee NPOCTOM AEKOP W CTPOUINCE JOCTaTOYHO
KOMMaKTHO. ApXuTeKTypHOoe opopmMaeHne CTaHLmnRi
nocneayroLWwmnin KnaccoB nocaeAoBaTeNbHO ynpo-
LLLanoCh, 1 Takne Aetany, Kak HaBec NaatGopmsbl U
odopmeHve dacaga 34aHma BOK3asia, yMeHbLUa-
NINCb B 3aBMCUMOCTM OT Kjlacca CTaHLun.

BbiBOAbI

OcHOBbIBasfiCb Ha TEOPUU apPXUTEKTYPHOMN TH-
nosaornu, B AaHHOM pasgene bblna paccMOTpeHa
ncropuryeckas 3BOMOLNSA apXUTEKTYPHbIX Gopm
XeNe3HOAO0POXHbIX BOK3a/0B B Tpex reorpaduye-
CKMX NpocTpaHcTBax — EBpone n Amepuke, Poccum
KBXZ. MNpexae Bcero, B MOPPOIOrMm apxuTekTypsl
>XKeNe3HOA0POXHbIX BOK3anoB B EBpone n Amepu-
ke B XIX Beke, 6bI10 BblAENEHO YETblpe OCHOBHbIX
TMna. 3aTeM, NOC/e CUCTEMATMYECKOTrO aHaam3a ap-
XUTEKTYPbI POCCUACKMX BOK3aNO0B Obl1I0 NOATBEPXK-
[EHO, UTO 3/1IEMEHTbI «BaLlHA», «<KpynHoMaclTabHoe
apo4YHOe OKHO» U «DPOHTOH C KONOHHaMM» U3 eB-
ponerckon n aMepuKaHCKOM apXmnTekTypbl Hblau
yCBOeHbl B Poccuun 1 cTanm BaXXHbIMW OMo3HaBa-
Te/IbHbIMU CUMBO/IAMW €€ BOK3a/IbHOW apXUTEKTY-
pbl. OTOT peHoMeH pacnpocTpaHuaca n Ha KBX/,
3/,aHUsA BOK3a/10B KOTOPOW NpoLwwan GyHKLMOHa b-
HYI0 aZlanTaLMio, HO TakKe 1 MOABEPTANC BANAHUIO
pPervoHanbHOW Ky/bTYPHOW TPaanLMK N apXmTek-
TYPbl, TEXHONOTUYECKUX YCAOBUI N IMOXN.
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THE GESELLIUS, LINDGREN, SAARINEN
ARCHITECTURAL FIRM IN THE FORMATION OF THE
INDUSTRIAL SCHOOL OF FINNISH DESIGN

Summary: The Finnish design school of the late 19th
century was shaped by the doctrine of industrial aesthetics,
which arose in the aftermath of reforms that swept across
the arts and crafts industries. Design studios and firms, as
well as independent designers with their design potential
and the subsequent implementation of design and artistic
ideas by independent production organisations, were the
most important catalysts for these reforms. The first wave
of Finnish designers was formed by architects, defining the
aesthetic imperatives of design as a combination of purity

At the end of the 19th century, the Finnish
School of Design was shaped by the doctrine of
industrial aesthetics. As the art industry underwent
reforms, design emerged as a separate field within
architecture and design.

The coordination and implementation of
formal artistic ideas by independent production
organisations was one of the reasons for the
rapid reforms in the art industry. Along with the
first public art associations, these companies were
supported by the authorities and aimed to instill
taste in the population, encourage or, conversely,
criticise producers, establish connections between
designers and producers, publish journals and
books, organise exhibitions, lectures, and courses
[1; p. 14]. Researcher U. Segerstad identifies three
leading directions in the production programme
development [2; p. 15]:

» The field of decorative and applied arts was
engulfed by the forced displacement of ancient
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of form and functionality, a lack of excessive decorative-
ness, a commitment to national traditions, and an open-
ness to innovative design and experimentation. The work
of the Gesellius, Lindgren, Saarinen architectural firm re-
flected the formation of a national model of Finnish de-
sign, from national romantic aspirations to the rational
doctrines directed at 20th-century design.

Keywords: design, Finnish School of Industrial Design,
Art Nouveau, national romanticism, rationalism, style.

Scandinavian crafts under the pressure of
increasing industrialisation. This gave rise to
efforts to preserve and replicate traditional
art. Museums collected and systematised craft
technologies and models in order to integrate
items made of textiles, horn, bone, wood, birch
bark, iron, brass, and other materials into
modern production. As living standards rose,
interest in handmade items increased.

« Individual creative artists and artistic workshops
and studios, which brought together
independent artists and designers open to
reform artistic production, also influenced the
industrial art development.

« Besides woodworking and metalworking, the
art industry was the most important sector
in Scandinavia's characteristically non-mass
production. Great variability, diversity of
activities, and broad selection of products,
rivaling the originality of individual handcraft,
were the advantage of small commercial sales

L. 1. Suur-Merijoki project (Merijoki estate, Karelia, 1901-
1904). Gesellius-Lingdren-Saarinen architectural buro.

volumes and relatively modest production
facilities. In addition to mechanised industrial
production, porcelain and glass factories, as
well as textile companies, supported design
studios, which were places for developing and
experimenting with ideas.

“Moral faith in social imperatives has formed
the philosophical basis that has allowed for the
growth and prosperity of Scandinavian design” [3;
p. 8]. Talent was expected to be linked to honesty
and a work ethic, an objective approach to tasks,
and a goal-oriented mindset. By their very nature,
Scandinavian decorative arts are a modern folk
art, for which exaggerated exclusivity is downright
dangerous. All the elements that make up the
production of the final product are united in the
service of a “good product”. It is about the interaction
of material and weight, size and volume, function
and form; not about producing an effect, but about
designing while simultaneously giving goods an
attractive, meaningful, and functionally correct
form that should stimulate consumers’ interest. By
the 1930s, the expression “Scandinavian design”
signified an entirely new way of living within the
home, widespread throughout the Western world
[4; p. 248].

By

L

In addition to artistic industries, the industrial
model of Finnish design was shaped by architectural
and design firms, as well as a new generation of
architects, National Romantics, who gave design
a powerful impetus. After 1902, their numbers
increased significantly due to the closure of the
Iris factory, a flagship for the promotion of the new
modern style and experimental design.

The Gesellius, Lindgren, Saarinen architectural
firm (GLS) (1896-1905), founded by the leaders
of Finnish National Romanticism - H. Gesellius,
A. Lindgren, and E. Saarinen, introduced the
innovative phenomenon of an architectural design
firm to Finland. The synthesis of the diverse talents
of its creators — the inventive imagination of
outstanding architect E. Saarinen, A. Lindgren’s
expertise in historical styles, and G. Gesellius's
exceptional planning and practice skills — led to
the implementation of iconic national projects. Their
combined architectural and design skills in interior
planning and design ensured the firm's success in
competitions. The contemporary design and stylistic
direction shaped by the creative community played a
leading role in the development of Finland's rational
design school, a unique phenomenon of functional
Finnish design with a distinctly national character.

The stylistic searches and discoveries of GLS
reflect the key stages in the development of
Finnish architecture and design, from the initial
national romantic movement to the modern rational
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monumentalism that defined the stylistic nature of
the 20th century.

In the works of GLS, National Romanticism,
called Finnish naturalism by critics, presented the
aesthetics of Karelianism as a living concept. The
Pohjola Insurance Company building (1898-1899),
a competition entry, embodied the mythological
theme of Pohjola (“north”) in the facade's sculptural
reliefs featuring national symbols from Kalevala,
crafted from local materials such as granite blocks
and soapstone, massive oak doors with wrought
iron, and so on.

The Hvittrask studio home (1901-1903),
presenting “a house as a work of art”, became a
manifesto of national style and a programme for
Finnish design within the Gesamtkunstwerk concept.
Hvittrask’s stylised medieval architecture was a
logical development of the Finnish wooden “hut”
concept, presenting the building, furniture, and
equipment in a single design. The influence of the
English school of design in the works of Ch. Voysey,
M. H. Baillie Scott, and Ch. R. Mackintosh expanded
the design boundaries of local building materials with
additional techniques. The following were combined
into an organic whole: granite wall and foundation
structures and timber frame; grooved roof tiles
and the white colour of the light interiors; plaster
decor and massive doors with wrought iron hinges.
According to the Genius Loci notion of harmony
with the natural environment, Hvittrask was built in
respect to the location. In terms of its visual identity,
the building's silhouette mirrored the outlines of
the woodland. The dramatic scene of a steep rocky
slope from the lake to the building reflects Romantic
echoes. Saarinen applied a systematic approach to
the space design, where the smallest detail of the
furnishings becomes an integral part of the whole. He
filled the log interiors of Hvittrask with the dynamics
of different-level floors, hand-made furniture, own
construction and design; ceiling lighting fixtures
in the form of a medieval chandelier; fireplaces;
hand-woven textiles with ryijy rugs in various colour
schemes draping walls, seats, and floors, as a perfect
example of “vernacular”, etc.

The Hvittrdsk model, evoking folk tradition, later
permeated Saarinen’s interior designs made for
GLS in watercolour techniques: vibrant polychrome
painting of window panes, multi-level floors, vaulted
ceilings, and zoning the space using furniture near
fireplaces, stained glass windows, etc.
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The Finnish Pavilion (1898), a competition
entry for the 1900 Paris Exposition, designed by
Gesellius, Lindgren, Saarinen, “served the political
goal of substantiating Finnish independence and
national rights” [5; p. 191]. For Finns, the pavilion
embodied a closeness to traditional culture, and for
the West, unfamiliar with Finnish culture, it became
synonymous with the concept of “modern Finnish
architecture”, a manifesto for a new national style,
heavy and pompous, striking in its layout and
simple design. “The pavilion caused a sensation
with its whimsical mixture of styles, originating from
Finnish rural vernacular and international avant-
garde movements” [6; p. 125]. The designers freely
mixed traditional motifs with energetic Art Nouveau
references. The interior elements evoked the works
of J. M. Olbrich, P. Behrens, and H. Billing, as well as
the American designs of H. H. Richardson and L. H.
Sullivan, which appeared utterly exotic.

For the first time, the Finnish section was
expressed in terms of contemporary international
design. The project, with its national profile,
demonstrated the country’s ability to create its
own culture and became a statement of national
identity. In the structure, a reviewer for Deutsche
Kunst und Dekoration found “something strong,
piercing, healthy, joyful of life... The character of the
people is evident in both small and large things,
everywhere: simplicity, freshness, temperament, and
independent strength” [7; p. 13], similar to a sacred
feeling. The pavilion marked the victory of a new
trend, the Finnish style, which replaced eclecticism.
Its status as an "advertising stand” demonstrating
national identity was expressed in nationalist
predilections for the severe archaism of medieval
church architecture with its Karelian geometrically
patterned towers, regional materials such as granite
and wood, and carving motifs featuring squirrels,
bears, pine cones, frogs, etc. The material formed
a lasting association in viewers, creating a "Finnish
style in granite”.

In addition to furniture, paintings, and sculptures,
the exhibition design included display cases
with didactic exhibits introducing viewers to the
fundamentals of Finnish culture: from fishing to
furniture design, the structure of the state system
as designed by L. Sparre, the Bjurbdle meteorite [§;
p. 378], and products of the Iris porcelain factory.
The interior was complemented by floral and animal
ornaments on the ceiling frescoes depicting scenes
from Kalevala, a tiled stove and wall coverings

Il 2. Ceramics from the Iris factory, designed by E. Saarinen.
Iris Hall in the Finnish pavilion at the Paris World's Fair, 1900.

designed by A. Gallen-Kallela, ceramics by A. W.
Finch, textiles by Suomen Kasityon Ystavat, and
others.

The simplicity and laconicism of the design of the
proclaimed Finnish style made GLS a leader among
a new generation of designers. The competition
entry for the Suomen kansallismuseo (National
Museum of Finland, 1901), which became a symbol of
Finnish culture, adapted the theme of national style
to the practical needs of exhibiting the museum'’s
archaeological, historical, and ethnographic
collections. A national vocabulary of forms, combined
with Art Nouveau design principles, defined the
visual image of a “medieval church” with the texture
and colour of granite and soapstone squares as well
as a palette of ornamental patterns.

Attacks on the emotional pathos and archaic
forms of national romanticism led to a movement
toward the new. The design for the Suur-Merijoki
Main Estate (Merijoki Estate, Karelia, 1901-1904)
responded to this criticism. It contrasted the

a1

aesthetics of the man-made, archaic, high culture
of Karelian forests with the advancing "iron and
glass functionalism” with its highly socially focused
objectives. The residential environment, designed by
GLS in accordance with the client’s individuality and
interests, embodied the ideals of Gesamtkunstwerk.
In Saarinen'’s watercolour sketches, the manor house
was presented in contrasting stone and snow-white
plaster facades, luxurious white interiors (a tribute
to Ch. R. Mackintosh) with freestanding and built-
in furniture, lamps, wall paintings, decorative stove
tiles, stained glass, muslin and tapestry curtains,
ryijy carpets designed by A. Gallen-Kallela, and a
massive entrance door with the GLS trademark on
brass hardware.

The Art Nouveau experience created revolutionary
opportunities for modern art by serving as a starting
point for the search for a new stylistic method.
Political debates surrounding the International
Exhibition Project (1900) and the fate of industrial
art led to the idea that the search for a “national
style” would not necessarily lead to a “new style”.
According to Finnish architect G. Strengell, a
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proponent of rationalism, the abundance of
decorative elements in Northern Art Nouveau was
irrelevant to the building’s function; it was the basis
for his criticism of Saarinen’s competition design
for the Helsinki Railway Station (1904).

The change brought about by G. Strengell
and S. Frosterus’s 1904 Manifesto of Rationalism
was not the defeat of the key movement, but a
reorientation led by the GLS designers. The concept
of free romanticism gave way to clean lines and
deliberately balanced proportions. Influenced by
rational doctrine, the firm's projects developed a
new, rational, monumental style, which formed the
basis for a simpler and more functional design.

Interest in European rationalism in the designs
of O. Wagner and Viennese Art Nouveau arose in G.
Gesellius, A. Lindgren, and E. Saarinen against the
backdrop of national romanticism from the mid-
1890s. The simplest geometry of abstract decor
permeated the early national romantic idiom of
the white interiors of the Hvittrask villa (1903); it
defined the interior design of Dr. P. Remer’s mansion
(Germany, 1905) in rectilinear furniture models
decorated with abstract patterns of perforation
and inlay; furniture for the interior of the National
Railway Board (Helsinki, 1907), etc.

Saarinen’s growing rationalism prompted radical
changes in design. Rational, strictly articulated
architecture with symmetrical mass ratio, a strict
vertical wall structure, and an emphasis on structure
formed Saarinen’s “"monumental constructivism” [9;
p. 49] (Helsinki Main Railway Station, 1919). Forms
striving for monumental impact acquired a verticalist
pathos, which later evolved into a skyscraper design
(Chicago, 1922). The pathos of structural buildings
brought Saarinen worldwide fame, and his planning
design of Helsinki and its numerous satellite towns
became the first consistent plan for decentralisation
based on the systemic principle of connecting the
part to the whole, a concept still in demand today.

The firm’s members collaborated with studios
and design workshops of the domestic art industry.
Saarinen was among the invited designers at the Iris
ceramics firm. He created a series of furniture pieces
for the complex interior design of the Iris Room for
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the Finnish pavilion at the 1900 Paris Exposition. The
design of the sensational exhibition, with its calm,
inexpensive, intimate character, which included, in
addition to Saarinen’s designs, wallpaper, fabrics,
and frescoes by Gallen-Kallela, ceramics by Finch,
etc., contrasted with the luxury of the surroundings.

For the mass-market porcelain and earthenware
company Arabia, Saarinen collaborated with designer
A. Lindgren on a series of ceramic bowls, vases,
coffee sets, jugs, and dishes called Fennia (1902). The
series represented an attempt to introduce elements
of Finnish national design into ceramics. The design
was initially inspired by Karelian decorative ideas.
The hand-painted decoration, with abstract, jet-
black geometric outlines of vibrant patterns based
on Karelian textile designs, represented an ahead-
of-its-time example of Art Deco style. The designs
and objects of the series remained in production
for ten years.

The ideas for reforming applied arts were
realised through the entry of a large number of
artists and architects into applied arts. In the first
decade of the 20th century, architects reinvigorated
the design of everyday objects with new ideas of
good contemporary design, which were gradually
adopted by commercial art firms such as Iris, Arabia,
Nuutajarvi, and others. (Finnish industrial design
was distinguished by its narrow range of genres,
which were influenced by the nation'’s historically
established industrial and craft foundations and
focused on woodworking, furniture, textiles,
and ceramics.) Designers acted as catalysts and
implementers of reforms in the Finnish art industry.
Collaboration with design firms and independent
designers made a significant contribution to
innovative design and experimental development
in production. The expansion of professional contacts
and government interest in developing design and
production activities led to the formation of an
authentic national School of Finnish Design at the
turn of the 20th century, which laid the foundations
for a socio-aesthetic and artistic programme for the
development of the profession that remain relevant
and effective to this day.
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APXUNTEKTYPHOE BHOPO GESELLIUS-LINDGREN &
SAARINEN B ®OPMUPOBAHWIK NMPOMbILLJIEHHOW
LLIKOJTbl ®UHCKOTO AN3ANHA

AHHomauyus: Wkony ¢uHckoeo dusaliHa koHya XIX
cmosiemus ¢popmuposana OoKMpPUHA NPOMblLUIeHHOU
3CMemuku, CI0XKUBWAACA pyce pedhopM, 0Xeamusuiux
cepy xydoxecmeseHHoU UHOycmpuu u pemecad. Bax-
Heliwum Kamaausamopom pecopm 8bicmynuau npoekm-
Hele cmyouu u 6ropo, a makxe Hezasucumele ousaliHeps!
C UX NpoeKMHbIM NoMmeHyuasom u 0aseHeliwas peaiu-
3ayusA npoekmMHo-xyodoxecmeaeHHbIx udeli c0600HbIMU
npoussodcmeeHHbIMU opaaHuzayusamu. lNepeas 8osHa
duHckux npoekmuposuukos buiia chopmuposaHa ap-
Xumekmopamu, Ymo onpedesusio Scmemuyeckue umne-
pamusel 0u3aliHa 8 COBOKYNHOCMU Yucmomel ¢oopmesl U
@dyHKYUOHAN6HOCMU, omcymcmaeus usiuwHel dekopa-

B koHue XIX ctonetus Wkony duHckoro gusainHa
dopmmpoBana JOKTPUHA NHAYCTPUANBHON 3CTETU-
ku. [poeKkTnpoBaHmne camocToaTeNbHas ANCLUNAN-
Ha B 061aCTN apXUTEKTYpbl 1 AM3aiiHa pa3BMBaOCh
B pycne pedpopM, OXBaTVBLUMX MPOU3BOACTBA XY0-
>XKECTBEHHOW MHAYCTPUM.

OaHoW 13 NpuYmH BbICTPBIX pedopM B chepe
Xy[0XeCTBeHHOW UHAYCTPMK Bblia KOOPANHALMA 1
peann3auma GopManbHbIX XyAOXECTBEHHbIX NjeW
CBO6OAHBIMUN NMPOU3BOACTBEHHLIMU OPraHMN3aLMAMU.
3T1 KOMNaHWK, HapAAy C NepPBbIMU O6LLECTBEHHbLIMM
XYAOXEeCTBEHHbIMU accoLMaunamm, NogaepxmBea-
JINCb BNACTbIO U ObIAN HaLeNeHbl Ha BO3MOXHOCTb
MPVBUTb BKYC HaCeNeHWNIO, Ha NMOOLLPeHMe UK, Ha-
060pOT, KPUTHKY NPOU3BOANUTENEN, HaNaXKMBaHMNe
CBA3eN MexXAy An3aiiHepamu 1 NPOU3BOAUTENAMMY,
n3gaHune XypHaaoB U KHUT, OpraHu3aLmio BbiCTa-
BOK, Nekumn n kypcol [1; ¢. 14]. NccnepgoBatens Y.
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mugHocmu npedmMema, npusepXeHHOCMU HaAYUOHAIbHbIM
mpaduyusamM, omkpelmocmu UHHOBAYUOHHbLIM peuleHu-
AM U 3KChepuMeHmMam. JlesmasHoCMe apxumekmypHo20
6ropo Gesellius-Lindgren & Saarinen cmaso ompaxeHu-
eM npoyeccos hopMupos8aHus HayuoHa bHol modeau
¢uHckozo dusaliHa om HAYUOHANbHO-POMAHMUYeCckuX
ycmpemaeHul 0o payuoHa bHeiXx OOKMPUH, ycmpemMeH-
Hbix 8 duzaliH XX cmosemus.

Knrouegele cnosa: dusaliH, ouHCKas wkoaa npomelu-
JleHHo20 du3aliHa, ap-Hy8o, HAYUOHANbHbIU pOMAHMU3M,
payuoOHaAU3IM, CMUuJb.

Cerepcrag (Segerstad U.) BbigensieT Tpu BeayLLmx
HamnpaB/JeHUs Pa3BUTUSA NPOU3BOACTBEHHBIX MPO-
rpamm [2; c. 15]:

- O6s1acmu OekopamueHO-npUKAAOHO20 UCKY/C-
€mMea oxBaTW/ NPOLEeCcC NPUHYANTENBHOrO OTTEC-
HEeHWs ApeBHEro CKaHAMHABCKOTO pemMecia Mnoj
JaBJieHVeM HapacTaroLen NHAYCTpUanm3aLmmn. 3to
BbI3BaJI0 K XXM3HWN AENCTBUS MO COXPaHEHWMIO U KO-
NMMPOBaHUIO TPAAULMOHHOIO NCKyccTBa. My3eliHble
KoANeKL N cobpanv U cucTeMaTn3npoBain pemec-
NeHHble TEXHOOTMUN U MOJENN B LIeNSX UHTErpUpO-
BaHWS B COBPEMEHHOE NMPOU3BOACTBO NPeaMETOB
U3 TEKCTWASA, POra, KOCTel, AepeBa, bepecTbl, Xene-
3a, NaTyHW 1 Apyrux matepmanos. Ha poHe pocTa
YPOBHS XUN3HW YCUAMBANCA UHTEPEC K NpeaMeTamM
PYy4YHON peMecsieHHON paboTbl yBeMYMBAETCH.

- B uncne npeanocbinok dopmnposaHus npo-
MbILLJIEHHOTO UCKYCCTBA BbICTYNUAA AEATENbHOCTb

OTAENbHBIX KpeamueHbIXx XyO0XHUKO8 U meopye-
CKUX KOJLIleKkmugos Macmepckux u cmyoudl, obbe-
OVHMBLUNX CBOBOAHBIX XYJOXHUKOB W AM3aiHEPOB,
OTKPbITbIX NpoueccaM pedopM XyAO>XKECTBEHHbIX
NPOWN3BOACTB.

- XydoxecmeeHHas uHOycmpus 6blna Hanbo-
Nee BaXKHOW, MOMUMO AepeBoobpaboTkn 1 MeTan-
Na, oTpacab B XxapaktepHom ana CkaHAWHaBUW He
MacCOBOM Mpomn3BoAcTBe. [1penmyLLecTBOM MasbIX
06BEMOB KOMMEPYECKNX MPOojaXx U HejoCTaTou-
HO KPYMHbIX NPON3BOACTB cTana 6oablias Bapu-
aTUBHOCTb U pa3Hoobpa3ne BUAOB AeATENbHOCTY,
LIMPOTa aCCOPTUMEHTA, KOHKYpUpYoLLne ¢ opu-
FMHaNbHOCTbIO UHANBUAYANbHOIO PYYHOrO TPyAa.
NMoMUMO MeXaHM3MPOBAHHOIO MPOMbILLAEHHOTO
NPou3BOACTBa, papPOopOoBbIe N CTEKO/IbHbIE 3aBO-
Abl, TEKCTU/IbHbIE KOMMaHWW NOAAEP>XKMBaNN CTYANM
Av3aliHa - MecCTa pa3paboTKn naen n skcnepuMeH-
TOB C HUMMW.

«MopanbHas Bepa B COLMabHblE MMMepaTHBbI
cTana Toi Gnnocodpckon 0OCHOBOW, Ha KOTOPOW pas-
BMBANCA 1 NPOLBETaN CKaHANHABCKUI An3aiiH» [3; C.
8]. TanaHT AoKeH 6bln BbITh CBA3AH C UECTHOCTBIO U
TPYAOBOW 3TUKOW, C 06 BEKTUBHOCTBHO MOCTaBAEHHbIX
3af,ay 1 LeneHanpaeneHHbIM MblwaeHnem. CkaHAW-
HaBCKOe AeKOpaTUBHO-MPUKALHOE UCKYCCTBO MO
CBOEW NPUPOAe NpeacTaBiseT cobol coBpeMeHHoe
HapoOHoe NCKYCCTBO, A1 KOTOPOTO NpeyBeanyeH-
Hasf UCKNOYUTENBHOCTb MOApPasyMeBaeT NPAMYHO
0OnacHOCTb. Bce anemMeHTbI, cOCTaBaAOLLIME NPOU3-
BOACTBO KOHEYHOro NPOAYyKTa, 06BbeAVHAOTCA Ha
cnyxbe «xopoluero ToBapa». Peub nger o B3avmo-
AeNCTBMM MaTepuana u Beca, pasMepa 1 ob6bema,
byHKUMN 1 opMbI; HE O JOCTUXKEHUMN 3 deKTOB,
a O pelleHnn 3aja4 C OAHOBPEMEHHBIM NPUAAHW-
€M TOBapam NpuBAEKaTENbHON, COAepPKaTENbHOM
1 NPaBUAbHOWN (C TOUKM 3peHuns dyHKLMM) GOPMBI,
KOTOpas AO/KHA CTUMY/IMPOBaTb MHTEpPeC MOKy-
natesnei. K 1930-M rogam BbipaxkeHne «CKaHAuU-
HaBCKWI AM3aliH» O3Hauyaflo COBEPLUEHHO HOBBIM
06pa3 Xn3HW BHYTPU AOMa, LUIMPOKO pacnpocTpa-
HEHHbI BO BCEM 3anajHOM mupe [4; c. 248].

MpoMmbllNeHHY0 Mogenb GUHCKOro An3ai-
Ha NMOMWMO MPOU3BOACTB XYAOXECTBEHHOW UHAY-
CTpuY, GOPMUPOBANN apPXUTEKTYPHbBIE U MPOEKTHbIE
6t0po, a TakXke HOBOEe NMOKOJeHNE apXMTEKTOPOB
- HaUMOHaNbHbIX POMaHTMKOB, NPUAABLUNX MOLL-
HbIA UMNYAbC AM3aiHy. VX YnCio KOTOPbIX 0CO-
6eHHO Bo3pocno nocie 1902 roga, ¢ 3aKpbITVEM
babpukn Iris, 6biBLIEN PparMaHOM NMPOABUXKEHUS

HOBOTO COBPEMEHHOrO CTWUAS U 3KCMepUMeHTaslb-
HOro An3anHa.

ApxutektypHoe b6ropo Gesellius-Lindgren &
Saarinen (G-L & S) (1896-1905), ocHoBaHHOE AU-
Aepamun GUHCKOro HaupomaHnTmama I Necennnycom
(H. Gesellius), A. lunarpeHom (A. Lindgren) u 3. Ca-
apuHeHoM (E. Saarinen), npeAcTaBMAO MHHOBALM-
OHHbIN AN OUHAAHAMM DEHOMEH apXUTEKTYPHOTO
npoekTHoro 6t0po. CMHTE3 pa3/IMYHbIX TalaHTOB
€ro cosgatesieil: n3obperatesbHoe BOObOpaxeHue
BblAatolleroca apxmrekrtopa 3. CaapuHeHa, crneum-
anucta B 061actn uctopudecknx ctunet A. JInHa-
rpeHa, NPeBOCXOAHOro MNAaHUPOBLLMKA U NPaKTMKa
[. Tesennnyca, NO3BONA BbINOJHEHWNE 3HAKOBbIX
HaLMOHasbHbIX NPoeKkToB. COBMECTHblE apXMTeK-
TYPHblE N NPOEKTHbIe HaBblKW B MJaHUPOBKE U AN-
3aiHe MHTepbepoB obecneunan 6ropo nobesbl B
KOoHKypcax. CoBpeMeHHOe NPOEeKTHO-CTUANCTUYE-
cKoe HanpassieHne, cGoOpMUPOBAHHOE TBOPYECKNM
COOOLLLECTBOM, CbIrpao BeAyLLyto POJ/b B CTaHOBJe-
HMMW HaLMOHaNbHOW NPOEKTHOM WKObl PUHASHAMMY,
YHUKanbHOro peHomeHa QyHKUNOHaNbHOTO «buH-
CKOro Au3aiHa» cyrybo HaLMoHanbHOro xapakrepa.

Crtuanctnyeckme nomcku n otkpbitna G-L & S
OTpPa3naM OCHOBHbIE 3Tanbl Pa3BUTUA GUHCKOM
apXMTEKTYpPbl U AM3aiiHa OT HayaabHOW HaLWO-
Ha/lbHO-POMaHTMYECKOro HamnpaBJeHUs J0 CO-
BPEMEHHOro paunoHa bHOrO MOHYMEHTaAN3Ma,
onpezennelLero ctuaesyto npupogy XX seka.

HaupomaHTM3M, Ha3BaHHbIA KPUTUKAMU «PUH-
CKM HaTypanan3MoM», npeactaBua B pabotax 6ropo
G-L & S actetuky Karelianism >XVBbIM MOHATUEM.
KoHKkypcHbIV npoekT 3aaHns Cmpaxosoli komna-
Huu Pohjola (1898-1899) BonaoTtua mudonornye-
ckyto Temy «Pohjola» («CeBep») B slekope dacasa
B CKYJIbNTYPHbIX pesbedax ¢ HaLMOHaNbHbIMN CUM-
Bonamu 13 Kalevala, BbINONHEHHBIMWU U3 MECTHO-
ro Matepuana 6pyckOBOro rpaHnTa n TaibkoBOro
KaMHs cTeatuta, MacCMBHbIMUK ABepsiMu U3 ayba ¢
KOBaHbIM XeNe3oMm 1 T.A.

MaHundecToM HauMoHaNbHOrO CTUAA, NPOorpam-
MO GUHCKOro AM3aiHa B CUCTEME KOOpAMHAT
Gesamtkunstwerk ctana ctyansa Hvittrésk (1901-
1903), npepcTaBmBLUaA «0OM Kak npouszgedeHue
uckyccmea». CTUaM3oBaHHas CpesHeBeKoBas ap-
xuTekTypa Hvittrdsk ctana 3aKkOHOMEpPHbIM Pa3Bu-
TVEM KOHLENLMN GUHCKOW AePEeBAHHOM «XUXKUHbI»,
B €MHOM MpOeKTe NpeacTaBuB 34aHune, Mebenb 1
obopyaoBaHue. BansHne aHrIMMCKON LWKOAbI AW-
3aliHa B pabortax Y. Boricu (Ch. Voysey), M. beiian
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CkoTT (M.H. Baillie Scott) n Y.-P. MakuHtow (Ch.R.
Mackintosh) paclumpwnao npoekTHble rpaHULbl MecT-
HbIX CTPOUTENbHbIX MaTePUaNOB AOMNOAHUTENbHbBIMU
npvemamu. B opraHnyHoe Lenoe 6bi1v 06besNHE-
Hbl: KOHCTPYKLWW TPAHNTHBIX CTEH 1 GyHAamMeHTa U1
AEepPeBAHHbIV Cpyb; xenobuyaTas yepenuua KpoBan
N 6enblili LBET Nerknx MHTEPbEPOB, TMMNCOBbLIN Je-
KOP Y MacCMBHbIE ABEPW C KOBAHbIMMW XeNe3HbIMM
netnamu. Hvittrédsk 6bin co3aaH BO B3aUMOCBS3U C
MeCTOM MO MPUHLMMY FrapMOHWK C MPUPOAHON cpe-
nov - Genius Loci. CunyaT 34aHNs BTOPUJ KOHTYPY
JIeCHOro nersaxa B ero BM3yalbHOW UAEHTUYHO-
CTW. X0 POMaHTN3Ma OTPaXKEHO B ApaMaTUUECKOM
CLeHapun KpyToro cKaamcroro nogbema ot o3epa K
3gaHuto. 3. CaapuHeH NPUMEHU CUCTEMHbIV NOA-
XOJ, K peLlleHnto NPOCTPaHCTBa, r4e HauMeHbLuas
AeTanb 0BCTaHOBKM CTAHOBUTCA HEOTHEM/IEMOM Ya-
CTbto Uenoro. OH HanosHUA BpeBeHuYaTble MHTEPbe-
pbl Hvittrask gnHamukol pa3HOypOBHEBOrO NoOa,
Mebesibto pyUHOM paboTbl, aBTOPCKON KOHCTPYKLIMM
N An3aiiHa; NOTONIOYHBIMUW OCBETUTENBHBIMW NPU-
6opamu B BUAe CpeAHEBEKOBOIO NaHWKaanaa; Ka-
MWHaMW; TEKCTUAEM PYUYHOW PaboTbl C KOBPUKaMW
ryijy B passiMyHbIX KONOPUCTUYECKMX CXEMaAX, Apa-
MUPYIOLLMX CTEHBI, CUAEHbSA U MOAbI, KaK nieanb-
HbI 06pa3eL, «npocTopeyuns» n T.4.

Mogenb Hvittrésk, obpalyeHHas K HApOAHOW Tpa-
ANLMW, B Aa/lbHENLLEM NPOHMKAET B MHTEPbEPHbIE
npoekTbl CaapuHeHa, BbiNOAHEHHble ana G-L & S
B TEXHMKE akBapeau: spKas nojmxpomMms pocnmcu
OKOHHbIX CTEKOJ, MHOTOYPOBHEBbIWA NOJ, CBOAYA-
Tble MOTOIKW, 30HMPOBAHME NPOCTPAHCTBA C MOMO-
Wbto Mebenn y KaMUHOB, BUTPAXKHbIX OKOH 1 T.4.

KoHKypcHbIN npoekT ®uHCKoro nasuasoHa (1898)
NS MeXayHapoaHoi BeicTaBki B Mapwme (1900),
BbINONHeHHbIV 6ropo Gesellius-Lindgren & Saarinen,
«CAY>XKWA NOAUTUYECKON Lienn 06ocHOBaHUA GUH-
CKOW CaMOCTOSATEIbHOCTM U HaLMOHaNbHbIX NpaB»
[5; c. 191]. Ana GMHHOB NaBMJIbOH OANLETBOPAN
611M30CTb K TPAAVLMOHHOM KyNbTYpe, U Ans 3anaza,
He 3HaKOMOT0 C GUHCKOM KyAbTYPOW, CTasl CUHOHM-
MOM MOHATUA «COBPEMEHHOW GUHCKON apXMUTEKTY-
pbl», MaHU}ECTOM HOBOTO HaLMOHaIbHOMO CTUAS,
TAXENO0ro 1 NadpocHOro, MopaxkaroLero CBOMM nna-
HWPOBOUYHbLIM PELLUEHMEM U MPOCTOTON AN3alNHa.
«[MaBMAbOH BbI3BaN CEHCALMIO C €ero NPUYya/IMBONA
CMeCbHO CTU/IEN, BOCXOAALLMX K PUHCKOMY Cefb-
CKOMY XaproHy v MexayHapoaHbIM aBaHrapAHbIM
ABUXKEHUAM» [6; c. 125]. ABTOpbI NpoekTa cBO6OA-
HO CMeLlVBaNn TPAANLMOHHbIE MOTUBBI U IHEP-
TMYHble LMTaTbl ap-HYBO. B anemeHTax nHTepbepa
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BO3HMKaM accoumaumm ¢ pabotamu .M. Onbbpuixa
(.M. Olbrich), N. bepeHca (P. Behrens) u I'. bunnnura
(H. Billing), a Takxke C amMepUKaHCKMMWN MOAENAMU
I.T. PuuapacoHa (H.H. Richardson) n 1.I. Cannuea-
Ha (L.H. Sullivan), koTopble Bbirnsgenn abconroT-
HOW 3K30TUKOW.

®uHCckas cekums BnepBble BblpaXkanacb B Tep-
MMWHaxX COBPEMEHHOIO MEXAYHAaPOAHOIO AM3aliHa.
MpoekT, obnagatoLLmii HaLMoHaNbHbIM Npoduiem,
Jlokaszas cnocobHOCTb CTPaHbl K CO3aHuI0 cO6-
CTBEHHOW KY/IbTYpbl, CTa/l 3asiBJEHUEM HaLMOHa b-
HOro caMoco3HaHus. PeueH3eHT Deutsche Kunst
und Dekoration Haxoaun B COOPY>XXEHUN «HEUTO
CUNIbHOE, MPOH3UTENbHOE, 340P0OBOE, pajytoLe-
€Cs XXMU3HW ... XapaKTep Haposa NposBASeTCa U B
MasioM 1 B 60/IbLLIOM, Be3je 1 NOBCHOAY: MPOCTO-
Ta, CBEXECTb, TEMMEPaMEHT U HE3aBUCMMas Cuna»
[7; c. 13], cxoxwm ¢ cakpaibHbIM 4yBCTBOM. [1aBu-
NIbOH 03HaMeHoBan nobesy HOBOro HanpaB/eH s,
OUHCKOrO CTUAA, CMEHMBLUEro 3knekTmky. Ctatyc
«peKSaMHOro CTeHAA», 4EMOHCTPUPYHOLLEro Ha-
LMOHaNbHYHO MAEHTUYHOCTb, BbIPa3uiCsA B HaLMO-
HaJIMCTUYECKUX NPUCTPACTMAX K CYypOBOI apxaunke
LEePKOBHOrO CPeAHEBEKOBbLS C KapeNbCKUMU reo-
METpUYEcKM y3opyaTbiMu BaLLHAMY; pErMOHaNbHbIM
MaTtepuanam rpaHuTa u gepesa; MOTMBaM pe3bbbl
¢ benamun, MeaBeasAMUN, COCHOBLIMW LLNLLIKAMW, N15i-
rywkamu u 7.4. Matepuan chopmumpoBan y 3pute-
e yCTOMUMBYHO accoumaunto, co3gaB «PUHCKIN
CTWAb B TpaHuTe».

B AM3aliH 3KCNo3nLmMmn NOMMMO Mebenu, KapTuH 1
CKY/IbNTYP BOLUAW BUTPUHBI C ANAAKTUUECKUMU SKC-
noHaTaMu, 3HaKOMMBLUMMW 3pUTeseli C OCHOBaMMU
bUHCKOM KyNbTYpbl: OT pbibanku A0 An3aliHa mebe-
NN, CTPYKTYPbl FOCYAapCTBEHHOM CUCTEMBI B MPO-
ekte J1. Cnappa (L. Sparre), «<meTeopuTa Bjurbdle»
[8; c. 378] n npogykunmn Papdoposoit pabpuku Iris.
JononHann nHTepbep pacTUTesibHbIe U 3BEPUHbIE
OpHaMeHTbl NOTONOUYHbIX GPECoK CO CLueHaMu 13
KaneBana, n3pasLoBas neyvb 1 HaCTEHHbIE MOKPbI-
TMa agn3ariHa A. Fannen-Kannena (A. Gallen-Kallela),
kepamuka Y. ®uHua (A.W. Finch), Tekctnab Suomen
Kasityon Ystavat n gp.

MpocToTa 1 TaKOHWYHOCTb AU3aliHa NPOBO3raa-
LWEHHOTO GMHCKOro cTuAag, BoiBean G-L&S B ingepsl
HOBOrO MOKOJ/IEHUS MPOEKTUPOBLLNKOB. KOHKYypC-
Hbl NpoekT Suomen kansallismuseo (HaumoHanb-
HbI My3elrt OuHaaHanm, 1901), cTaBWKA CUMBOIOM
bUHCKOM KyAbTypbl, afanTMpoBa TeMy HaLMOHas b-
HOro CTU/A K PELLEHNIO NPaKTUUYECKUX 3ajaY 3KC-
NMOHMPOBAHWNSA apXeONOTMYECKNX, UICTOPUNUYECKUX U

3THOrpaduuecknx Konnekunin myses. HaumoHanb-
HbI c/l0Bapb GOPM B COEAMHEHNMN C MPOEKTHLIMM
nNpVHUMNamMn ap-HyBO ONpeAenman B1U3yanbHbli
obpa3 «CpesHEeBEKOBON LIepKBU» C TEKCTYPOW U KO-
NOPUTOM KaMeHHbIX KBaJpaToB rpaHuTa u cteatu-
Ta, MANUTPOW OpHaMEHTaIbHbIX PUCYHKOB.

Hanagkun Ha aMOLMOHaNbHYO NaTeTMKy 1 apxa-
n3vpoBaHHble GOPMbl HaLPOMaHTU3Ma MOBAEKAN
3a cobon apmkeHne Kk HoBomMy. OTBETOM Ha Kpu-
TWUKY CTan nNpoekT [naBHOro ycagebHoro goma
Suur-Merijoki (nomecTbe Mepuioku, Kapenus,
1901-1904), npoTMBOMNOCTaBMBLUErO 3CTETUKY PY-
KOTBOPHOM, apXanuHOW BbICOKOW KybTypbl JIECOB
Karelian HacTynatowemMy «>kene3HoMy U CTEKNSAH-
HOMY OYHKLMOHAAN3My>» C €ro LieleBbIMM OCTPO
coumanbHbIMK ycTaHOBKamu. XXunas cpesa, cnpo-
ekTMpoBaHHaa G - L & S B cooTBeTCTBMN C MHAMBW-
AyanbHOCTbIO U MHTepecamum 3aka3uumka, BOMnaoTunna
naeanbl Gesamtkunstwerk. B akBapenbHbIx 3ckusax
3. CaapuHeHa ycasebHbI 4OM NpeacTan B KOHTpac-
Te KaMeHHbIX 1 6eI0CHEXHbIX OLUTYKaTypeHHbIX da-
CafioB, POCKOLLHbIX 6enblX MHTepbepoB (AaHb Y.-P.
MakunHTOLY) C OTAENBbHO CTOSALLEN U BCTPOEHHOM
mMebenbto, CBETUAbHMUKAMMW, HACTEHHBIMW POCMMNCS-
MU, 4eKOPATUBHOW MANTKOM NeYer, BUTpaxamu,
nopTbepaMu U3 MycamHa 1 robeneHoB, KOBpamm
ryijy, BbINOJHEHHbIMM MO 3ckm3am A. FanneH-Kan-
Nnena, 1 MaCCMBHOW BXOAHOM ABEPbLIO C TOPrOBOMA
mMapko# G - L & S Ha megHol dypHUTYpe.

OnbIT ap-HYBO, Kak OTNPaBHOW TOYKM NOMCKa
NyTW HOBOFO CTUANCTUYECKOTO METOAA, OTKPbI
pPEeBO/IFOLIMOHHbBIE BO3MOXHOCTM COBPEMEHHOTO
nckyccraa. Nonntnueckne pebatbl BOKPYr MexXay-
HapoZHOro BbicTaBo4YHOro npoekta (1900) n cyned
NPOMBbILLUNEHHOIO NUCKYCCTBA MPUBEAN K MbICAN O
TOM, YTO NOWUCK «HALMOHANbHOTO CTUAA» He 0b6s3a-
Te/IbHO NPUBEAET K «<HOBOMY CTUO». [10 MHEHWUIO
duHckoro apxutektopa . CTpeHrenna, anonoreta
paunoHanuimMa, obunne gekopaTUBHbIX CPeACTB
CEeBEPHOro ap-HYBO He MMeNOo HMKAKOro 3Have-
HWA ANA BbINONHEHUS QYHKUMM 0BbekTa; Ha 3TOM
6blla OcHOBaHa ero kputka KoHKypcHoro npo-
ekTa XXenesHog0poXxHOro Bok3ana 3. CaapuHeHa
(XenbcuHky, 1904)

MNepeBOpOT, cOBEPLUEHHbIN MaHudecToMm pa-
unoHanmnsma . CtpeHrenna n C. ®pocrepyca
(S. Frosterus) 1904 roga, 6611 He NOpaXeHNEM KHO-
YeBOro HanpasJ/eHNs, a epeopueHTaLLei BO rnaee
¢ npoektuposwamm G. L. & S. KoHuenums csoboa-
HOW POMaHTMKKN YCTyNuaa Mecto YNCTbIM JUHUAM
n npegHamepeHHO cbanaHCMpOBaHHbBIM MPOMNOP-

umnsam. Noa BAUSHUEM pPaLMOHaNIbHOW JOKTPUHbI B
npoekTax 6topo GopMmpyeTCs HOBbIN paLMoHab-
HbIA MOHYMEHTaIbHbIN CTWJ/Ib, KOTOPbIV NE€r B OCHO-
By 60/1€ee NPOCTOro U GyHKLMOHaNLHOrO AN3aiHa.

WNHTepec k eBponenckomy paLmoHann3my B npo-
ektax O. BarHepa 1 BeHckoro ap-HyBO BO3HUK y I.
lecennnyca, A. Jinnarpera n 3. CaapuHeHa Ha poHe
HaLpoMaHTM3Ma ¢ cepeanHbl 1890-bix. MpocTe-
was reomeTpus abCcTpakTHOro Aekopa npoHukKana
B PaHHIOKO HALlMOHA/IbHO-POMaHTUYECKYH UAN-
oMy 6enbix MHTepbepoB BuAAbl Hvittrédsk (1903);
onpegensna AnsaliH MHTEPbEPOB OCOOHsKa JOK-
Topa P. Remer (1905, FlepmaHus) B NIpsAMOANHENHbIX
MOAeNsX Mebenn, LeKOPUPOBaHHOM abCTPaKTHbIM
y3opoM nepdopauunmn n nHKpycTauum; mebenn ans
WHTepbepa HaunoHanbHOro coBeTa Xene3HblX 40-
por (1907, XenbCuHKn) u T.4.

Ycunnmsarowmiica paunoHannsm CaapuHeHa
BbI3Ba/ pajuKajbHble U3MEHEHUs B An3aiHe. Pa-
LMOHaNbHaA CTPOro apTUKYAMPOBaHHAA apxuTek-
Typa € CUMMETPUYHbBIM OTHOLLEHWEM Macc, CTPOroM
BEPTMKaNbIO CTEHOBOM CTPYKTYPbl U aKLEHTOM Ha
KOHCTPYKLMW CO34anN «MOHYMEHTasbHbIA KOHCTPYK-
TMBM3M» CaapuHeHa [9; c. 49] (ThaBHbI BOK3an
XenbcnHky, 1919). dopmebl, cTpemaLmecs K Mo-
HYMeHTa/IbHOMY BO3ZeNCTBUIO, OBpenn naTeTuky
BEPTMKaNN3Ma, BbIPOCLUYO NO3AHEe A0 NpoeKTa He-
6ockpeba (Ymkaro, 1922). Mapoc KOHCTPYKTUBHbBIX
COOPY>KEHUIN NpUHeC BCeMUpPHYto cnasy 3. Caapu-
HeHy, a ero NJ1aHNPOBOYHOE peLleHne XeNbCUHKM
C MHOTOYUC/IEHHbIMY FOPOAaMU-CNYTHUKAMU CTa-
J10 NepBbIM MNOCNeA0BaTe/IbHbIM MAaHOM JeLeHTpa-
N3aumm No CUCTEMHOMY NMPUHLMMNY CBA3WN YacTu 1
Lenoro, BOCTPeOOBaHHbIM U CETOAHS.

YneHbl 6HOPO COTPYAHMYANN CO CTYAUAMU U
NPOEeKTHbIMW MacTepPCKMMW MPOU3BOACTB OTeue-
CTBEHHOM XYAOXECTBEHHOW NHAYCTpUK. 3. Caapu-
HeH 6bla B YMC/e NPUrNaLLEHHbIX M3aliHepPOB Ha
kepamuyeckor dupme Iris. OH co3gan psag npes-
MeTOB Mebenu A5 KOMMAEKCHOrO NpPoeKTa UHTe-
pbepoB KomHamel Iris naBunboHa OUHAAHANN Ha
BbictaBke B Mapwxe (1900). AnzaliH ceHCaLNOH-
HOW 3KCMO3MLMM CNOKOMHOIO, HEAOPOroro Kamep-
HOrO XapaKkTepa, BK/toYaBLler NOMUMO NPOEKTOB
CaapuviHeHa obow, TkaHu n dpeckm FanneH-Kanne-
na, kepamuky ®nHY 1 ap., KOHTpaCcTUpoBan C po-
CKOLLbIO OKPY>XXEHMS.

[ns komnaHum no npoussoacTey papdopa w
¢dasHca Arabia, opneHTMpOBaHHOM Ha MacCOBbI
pblHOK, 3. CaapVHEH COBMECTHO C An3aliHepoM A.
JNnHgrperom (A. Lindgren) paspaboTtan ceputo ke-
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paMmMyeckmx yall, Ba3, KOpenHbIX CEPBU3OB, KYB-
WKWHOB 1 6a1tog Fennia (1902), cTaBLUyO NOMbLITKOM
BBECTU B KepaMUKy 3/1eMeHTbl GUHCKOTO HaLMOHab-
Horo AusaiiHa. NepBoHayanbHO An3aiiH Gbla BAOX-
HOBAIEH AekopaTusBHbiMU naeammn Karelian. ekop
PYy4YHOWM poCnucK C abCTPaKTHbIMWU YroNbHO-Yep-
HbIMW reOMEeTPUYECKMMU KOHTYPaMU APKUX Yy30pOB
Ha OCHOBE KapenbCKUX TEKCTUIbHbIX OPHAMEHTOB,
npeacTaBua onepexarolwmini cBoe Bpems npumep
CTUAs ap-Aeko. MNpoekTbl U NpesMETHbIN psj cepun
OCTaBaNNCb B MPOW3BOACTBE B TEYEHWE AECATU NeT.

OcyuwectBneHvem naen no pedopmMmpoBaHunto
NPUKIAZHOIO UCKYCCTBa CTan MPUXos B NpuKnaj-
HOe TBOPYECTBO BONBLLIOIO YMCaa XyAOXKHUKOB 1
apXMTEKTOPOB. APXMTEKTOPbI, NEPBOro AecaTuie-
s XX BEKa OXMBUAN An3aliH BbITOBbIX NPesMETOB
HOBBIMW MAEAMW XOPOLLIErO COBPEMEHHOTO AM3ail-
Ha, K KOTOPbIM MOCTENEHHO 06paTUANCE KOMMeEp-
yeckune XyAoxecTBeHHble GupMbl, Kak Iris, Arabia,
Nuutajarvi u ap. (PUHCKUA NPOMBILLAEHHbIN A13alH

OT/IMYana XaHpoBas OrpaHNUYEHHOCTb, 3aaHHas
TPaANLNOHHO Pa3BUTbIMU NMPOU3BOACTBEHHBIMU U
pemecieHHbIMW 6a3amMu CTPaHbl, COCPeAOTOUYEH-
HbIMU B chepe KepaMuKu, TEKCTUASA, Mebenn 1 ge-
peBoobpaboTke.) [NPOEKTUPOBLUNKIN BbICTYNNAN
KaTann3aTopoMm 1 UCMOAHUTENSMUN pedOPM Xya0-
XeCTBEHHON MHAYCTpUN PuHAAHAMKU. OrPOMHbIN
BKNaj B 061aCTU MHHOBALMOHHOTO MPOEKTUPOBA-
HUA 1 3KCNepPUMeEHTa/IbHbIX Pa3paboToK Ha NPous-
BO/ACTBE BHECO COTPYAHNYECTBO C MPOEKTHbLIMM
6HOPO N HE3aBUCUMBIMU An3aiHepamu. PaclumpeHne
npodeccroHanbHbIX KOHTAKTOB, TOCYapCTBEHHas
3aMHTEePeCcoOBaHHOCTb B Pa3BUTUM 061aCTN NPOEK-
THO-MPON3BOACTBEHHOM AEATENbHOCTM NPUBEN Ha
pybexe XIX — XX ctonetvs k GopMmMpoBaHUsA ayTeH-
TUYHOW HauMoHanbHOM LLIKobl GUHCKOro AM3aiiHa,
3a/1I0XKMBLLEN OCHOBbI COLMANbHO-3CTETUYECKOM U
XYAOXECTBEHHON MporpamMmbl pas3Butus npodec-
CUK, He yCTapeBLUME N AeNCTBEHHbIE MO CeN JAeHb.
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DESIGN CENTRES IN POST-WAR EUROPE AND THE
PROFESSIONAL INFRASTRUCTURE OF DESIGN IN
THE SECOND HALF OF THE 20TH CENTURY

Summary: The formation and development of profes-
sional design infrastructure in the second half of the 20th
century with an emphasis on the activities of design cen-
tres in Western Europe and the United States are analysed
in the article. The focus is on the historical context of post-
war reconstruction, when there was an urgent need for
affordable housing, household items and clothing, and a
shift in social values towards simplicity and functionality.

The revival and evolution of such institutions as the
Deutscher Werkbund and the German Design Council,
which played a key role in shaping the standards of qual-
ity and aesthetics of industrial products, are examined in
detail. The establishment of design centres and their con-
tribution to fostering international competitions and ex-
hibitions, as well as the development of a national design
identity, are described.

Particular attention is paid to the experience of the
United States, where the formation of professional organ-

All aspects of the economy and social struc-
ture were impacted by the post-World War Il era of
change, which also marked the start of the recovery
period. People required inexpensive housing, interi-
or and household items, clothing. Despite common-
place issues, everyone was inspired by the hope for
peace and prosperity. The war years brought forth
their own adaptations, teaching society to value the
simple things and quickly adjust to changing sit-

isations such as the Industrial Designers Society of Amer-
ica was accompanied by a realisation of designers’ social
responsibility and their impact on the country’s economic
competitiveness. The activities of the British Design Coun-
cil and the Design Centre in London, which have made a
significant contribution to the popularisation and educa-
tion in the field of design, are analysed.

Moreover, the article covers the development of design
institutes in France and Italy, highlighting their unique ap-
proaches to supporting and promoting national design. In
conclusion, it is emphasised that design centres became
a link between industry, education, and culture, promot-
ing innovation and shaping the modern image of design
in the post-war era.

Keywords: history of design, design institutes, design
centre, design propaganda, creative industries, scientif-
ic-methodological and information-technological support.

uations. Expensive items that previously indicated
the status of the owner became a relic of the past.

While working for the defence industry, certain
production areas saw substantial development:
heavy engineering, aircraft and automobile manu-
facturing, and the energy industry. Electronics and
complex computing and radio equipment rapidly
improved. Mass manufacturing of goods was es-
tablished, costs were decreased, and new aesthet-
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IlL. 1. The opening of the British Design exhibition. Moscow, 1977.
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The exhibition was organised by the British Design Council and VNIITE.
The photograph is from the archive of the Moscow Design Museum.

ic standards were set by the better quality of new
materials and technology, many of which had been
created for the military. There was a need for sys-
tematic support for manufacturers and promotion
of national products.’

In this article, we will consider the development
of design institutes, especially design centres, which
appeared in Western Europe and the United States
after the war.

In a complex production system, design centres
played primarily the role of platforms for exchang-
ing experience and promoting design. Before soci-
ety, design appeared as an independent industry,
which attracted not only engineers, architects, art-
ists, but also philosophers, sociologists, and even
politicians. In essence, design centres were engaged
in multidirectional scientific-methodological and in-
formation-technological support of design and ar-
tistic activities focusing on society and economics,
education and culture, design and consumption.

The beginning of mass production design as a
special type of activity is associated with the rapid

1. Goss, Jared. "Design, 1950-1975. In Heilbrunn Timeline of Art
History”. 2000. New York: The Metropolitan Museum of Art.
http://www.metmuseum.org/toah/hd/dsgn3/hd_dsgn3.htm
(October, 2004) (date of access: 30.04.2025).
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pace of industrialisation after the First World War,
when the idea-to-sample production process evolved
into an organised production cycle.?

After the Second World War, the issue of re-
suming production and reconversion, the reorienta-
tion of many industrial lines to peaceful production,
became acute throughout the world. Concerned
about restoring their economies, state and corpo-
rate structures of economically developed coun-
tries realised the role of design in the competitive
struggle and promotion of national products. They
assisted companies in the implementation and de-
velopment of design, as well as the promotion of
national design ideas in the domestic and interna-
tional markets. Each country took measures to sup-
port industry and design in stages, depending on
the state strategy and priorities.

2. Voronov N. V. "Russian Design”. 2001. Essays on the history of
domestic design. Volume 1. Moscow: the Designers of Russia
Union, p. 424, ill. p.66.

Thus, in Germany, the Deutscher Werkbund,? cre-
ated through the efforts of enthusiasts of industrial
art and design development back in 1907 (among
them, it is worth highlighting Hermann Muthesius,
a theorist of industrial art, and Henri Van de Velde,
an architect, designer and teacher), resumed its ac-
tivities. In essence, the pre-war Werkbund served
as a design centre. Through its exhibitions, it intro-
duced high-quality industrial products and projects,
establishing contacts between designers and man-
ufacturers in the field of industrial art. In 1947, af-
ter a more than 10-year break due to World War I,
this organisation again became a professional ar-
biter of industrial product quality and good taste.

The German Design Council also provided sup-
port to outstanding designers. It was founded in
1953. By that time, design in Germany, based on
national traditions, was developing its own identi-
ty. The Council was considered one of the world's
leading centres of expertise. At its instigation, in-
ternational communications, knowledge transfer in
the field of design, branding, and innovation were
intensified. In an effort to improve the reputation
of everything German and with the support of the
state, the Council became the leading design cen-
tre in the country.

In 1957, through the efforts of Wilhelm Wagen-
feld, a designer, Bauhaus® graduate, and his part-
ners, the Die Form magazine began to be published
in Germany. It was published in two languages, Ger-
man and English, and had international status.

In addition to design materials, the magazine
published reviews of theatre productions and con-
certs, photographs and poetry, expanding the cul-
tural space of design. Over time, the publishing
house’'s activities became more diverse. In addition
to publishing the magazine, its staff held exhibi-
tions, festivals, conferences, lectures, fairs, compe-
titions, and master classes. Moreover, the content

3. German Werkbund (Deutscher Werkbund) is an association of
architects, artists, decorative arts masters, and industrialists,
founded in Munich in 1907. Its goal is the integration of
art and industry, improving the quality of mass production
through standardisation, functionality, and modern design.
Werkbund had a huge influence on the development of
European design and architecture of the 20*" century.

4. German Design Council. URL: https://www.german-design-
council.de/en/about-us/german-design-council#c2377 (date
of access: 10.04.2024).

5. Bauhaus is a German school of art, design, and architecture
that existed from 1919 to 1933. It brought together artists,
architects, and artisans to create functional, aesthetic, and
affordable objects. The principles of Bauhaus: minimalism,
functionality, rejection of excessive decoration, synthesis of
arts, and industry.

of the magazine expanded. In-depth analytical re-
views of design, information about events and new
products® appeared.

The first major event in which the German De-
sign Council participated was held in Milan in 1954.
Germany presented its achievements to the world at
the 10th Triennial, dedicated to the design of facto-
ry products. The exhibition section was designed by
architect Egon Eiermann’. Competitions and exhi-
bitions by industry were organised in the centre of
the German Design Council. For example, in 1965,
the International Transport Exhibition was held in
Munich. In 1959, a cutlery competition was organ-
ised, at which the oldest German tableware manu-
facturer, WMV, presented its products.

In 1969, the centre initiated the establishment
of the state Die Gute Form award. The term “good
form” was introduced by artist and architect Max
Bill in his book of the same name. He defined Gute
Form as a design that is timeless and fashionable.
The award was presented until 2001; it was renamed
the Design Award?® of the Federal Republic of Ger-
many in 2002.

In the 1960s-1980s, design centres were created
in several cities: Berlin, Stuttgart, Munich, Hamburg,
Frankfurt am Main, etc. They were opened where
production facilities, educational institutions, and
other institutes related to design activities were lo-
cated. A unique infrastructure was formed, and in-
terest in design from the general public increased.

In the United States, measures were also taken
to develop design and the professional communi-
ty. In 1944, the Industrial Designers Society of New
York published a code of professional ethics (au-
thors: Henry Dreyfuss, Walter Dorwin Teague, and
Raymond Loewy). The members of the organisa-
tion were united by a sense of social responsibili-
ty to society; they understood that they influenced
the formation of tastes and views on what a prod-
uct should be. The Industrial Designers Society was
not the first professional organisation of designers
in the country; since the 1930s, there have been
many societies, associations, and even exchanges
supporting the design development.

6. "“The World's Best Design Magazine?” by Steven Heller https://
www.theatlantic.com/entertainment/archive/2011/07/the-
worlds-best-design-magazine/242692/ (date of access:
10.04.2024).

7. Museum archive: https://triennale.org/archivi-triennale/10
(date of access: 10.04.2024).

8. Library. German Design Council. URL: https://www.german-
design-council.de/en/about-us/library (date of access:
13.04.2025).
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Ill. 2. The opening of the British Design exhibition. Moscow, 1977.
The exhibition was organised by the British Design Council and VNIITE.
The photograph is from the archive of the Moscow Design Museum.

By raising the standard of production, the Unit-
ed States hoped to improve the status of the global
economy in the 1950s. A programme, known as the
Marshall Plan?, to restore the devastated economies
of European countries was launched in 1948. Owing
to this, American business had a significant influ-
ence on the European market by the beginning of
the 1960s. Manufacturers owed much of their suc-
cess to designers, whose services they actively used.

In 1965, the Society of Industrial Designers (1944)
and the American Designers Institute (1938) merged.
The new organisation was called the Industrial De-
signers Society of America (IDSA)." The IDSA had
about 600 members and 10 branches across the
country as well as various councils and commit-
tees™. In 1980, the IDSA established annual na-
tional design awards and made significant changes
to its charter. By the 1970s, more than 1,500 de-
sign firms were operating in the United States, not
counting design services and departments at large
industrial companies.

After World War Il, design in Great Britain re-
ceived a new impetus. In 1944, a government struc-

9. The Marshall Plan is a program of assistance to Europe after
World War II. It came into effect in April 1948. It was developed
by Secretary of State, George C. Marshall.

10. https://www.idsa.org/history-idsa (date of access: 13.05.2025).

11. The first chairman of the board was John Vassos (1898-1985),
the founder of ADI, and the first president was Henry Dreyfuss
(1904-1972).
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ture, " the British Design Council, was created. The
main goal of the Council was to help manufacturers
in conditions of limited resources and the restruc-
turing of the economy from a military to a civilian
one. Designers were offered new production ideas
taking into account the shortage of raw materials.
Moreover, the Council carried out design propagan-
da, educational, consultative, and training activities
in cooperation with educational institutions; it pub-
lished the Design magazine™ from 1949.

In London, the British Design Council opened a
design centre in 1956. For the next four decades,
it became an important part of the promotion of
design at the national level and influenced the im-
age of centres in many other countries. It even had
its own logo, designed by Hans Schlager (Zéro Stu-
dio), — a black and white triangle.

The permanent exhibition featured more than
1,000 items from 433 companies. The design centre
kept a photographic and informational register of
selected British products. Anyone could consult and
receive recommendations from the best designers.

Temporary exhibitions often caused a stir. For ex-
ample, in 1963, the exhibition titled The New Face of
British Railway was visited by almost 30,000 people
every week. Major economic breakthroughs were

12. Under the Ministry of Commerce.

13. Runge W. F. “History of Design, Science, and Technology”.
2007. Textbook. Edition in two books. Book two. Moscow:
Architecture-S, p. 432, ill. p.39.

Ill. 3. The opening of The Role of the Industrial Designer in Britain exhibition. Moscow, VDNKh, 1964.
The exhibition was organised by the British Design Council and VNIITE.

sparked by the exhibitions. For instance, the exhi-
bition of 1981, Designed in Britain — Made Abroad,
revealed that many creative British designers were
employed by companies abroad.

In the mid-1960s, the design centre was expand-
ed to include more exhibition space, gift shops,
and, later, a bookshop. It quickly became famous
for its catalogue of the latest literature on design.

The British Design Council and the design cen-
tre held a number of international exhibitions, in-
cluding in the USSR™,

The examination programme had an equally sig-
nificant impact on the popularisation of design. In
1948, the council published a list of 28 most suc-
cessful items in terms of form and quality and which
were manufactured in the country. The list gradu-
ally expanded and eventually became the basis of
a database to which retailers turned. Shop owners
and wholesale markets actively used the informa-
tion that flowed into the design centre. Therefore,
manufacturers were interested in getting into the
register. The design centre brand became a sign of
quality. In 1957, the centre established an award.
Companies that were recognised by it received the

14. Myerson, J. “Gordon Russell: The Dilemma of Modernism.”
1993. RSA Journal, vol. 141, no. 5437, pp. 222-35, http://www.
jstor.org/stable/41376124 (date of access: 17.05.2025).

right to attach the centre’s label to their products
for advertising purposes™.

In the post-war period, french design developed
largely owing to Jacques Vienot, who initiated the
creation of the Institute of Design in Paris. The tasks
of the institute, which opened in 1951, included the
promotion of achievements in the field of design.
The institute awarded prizes to the best examples
of French items, held exhibitions, and published a
specialised magazine, Design Industry.

At the turn of the 1970s, design in France re-
ceived support at the state level. As a result, the
Centre for Industrial Creativity was founded in 1970
as part of the Georges Pompidou National Centre
for Culture and Art under the Ministry of Culture.
Among other things, the centre’s tasks included
organising exhibitions and competitions, publish-
ing catalogues of the best industrial products. In
1971, the Higher Council for Industrial Design was
organised under the Ministry of Industrial and Sci-
entific Development.

Italian designers were among the last in Europe
to unite. In 1956, Associazione per il Disegno In-
dustriale (ADI, Association for Industrial Design) was
founded. Relying on financial assistance from in-
dustrialists, the association developed principles

15. Pavlovskaya E. E., Klimenko V. A. “Design and the State:
Spaces of Interaction” // 2018. Bulletin of the Tomsk State
University, No. 428. URL: https://cyberleninka.ru/article/n/
dizayn-i-gosudarstvo-prostranstva-vzaimodeystviya (date of
access: 17.04.2025).
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Ill. 4. The opening of The Role of the Industrial Designer in Britain exhibition. Moscow, VDNKh, 1964.
The exhibition was organised by the British Design Council and VNIITE.
The photograph is from the archive of the Moscow Design Museum.

and methods for the development and popular-
isation of design, organised exhibitions and con-
ferences, conducted planning. The creation of the
Higher School of Design is among its achievements.

A special form of design centre, industry-specific
and local, developed in Italy. These are art galleries
and showrooms of industrial companies — demon-
stration areas for manufacturers of furniture, lamps,
and other home accessories, cars, textiles, etc.

Thus, we see that the governments of Western
countries highly valued and actively promoted the
activities of organisations in the field of design.

Recurring conditions, socio-political context, stag-
es of design centres formation in Western European
countries allow us to identify a number of funda-
mental points in the development of these organ-
isations, determining their functionality, role in the
economy, production, and culture.

Firstly, the connection with professional com-
munities, studios, and bureaus. The heads of or-
ganisations were chosen from among authoritative
professionals; the communities themselves formu-
lated the goals and objectives of their work. With
the participation of professional communities, com-
petitions were held and criteria for “good design”
were established (the Die Gute Form, the Compasso
d’'Oro, the Duke of Edinburgh’s Award, etc.)

The types of professional design organisations
varied by country. In Germany — Werkbund; in the
USA — the Art Directors Club; in France — a system

84

of museums and exhibition salons, fashion hous-
es; in Italy — ADI, Milan Salon.

Secondly, exhibition activities with a focus on
international projects and representation of na-
tional design abroad. The exhibitions’ themes are
always aimed at the mass consumer: these are issues
of rational mass housing, opportunities to create
and manufacture new home goods (electrification
of everyday life), creating items that make house-
keeping easier, new types of transport, radio elec-
tronics, etc.

Thirdly, popularisation of design. Publishing
books and professional multi-page periodicals,
broadcasting TV programmes (design turns out to
be a rich topic for the mass media), attracting the
attention of politicians to the problems of society
that can be solved by design (competent develop-
ment and formation of the urban environment and
competitiveness of industrial products, in the crea-
tion of which designers also participated).

Fourthly, contacts with industry. The design cen-
tre is a form of providing consulting services and
connections between manufacturers and creative
agencies.

Finally, a separate direction and form of activity
was presented by professional education and pop-
ularisation of design (lectures, round tables, discus-
sions). Design centres acted as intermediaries not
only between designers and production but also
between the design education system, the profes-

sional community, and potential customers. Sim-
ilar to contemporary creative clusters, students at
design universities were given access to the field

of professional activity even while they were still in
the study stage.
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AVN3ANH-LIEHTPbI B MOCNEBOEHHOW EBPOIME
N MPO®ECCUOHAIbBHAS MHOPACTPYKTYPA
NV3AVNHA BTOPOW MONOBWHbBI XX BEKA

AHHomayusa: Cmames noceawjeHa aHaau3y cmaHos-
JIeHUs u pazsumus npogbeccuoHabHol uHgpacmpykmy-
pul duzaliHa 8o smopoli nonosuHe XX seka, ¢ akyeHmom
Ha desmenbHOCMb Ou3aliH-yeHMpos 8 cmpaHax 3anaod-
Hol Esponesi u CLUIA. B yeHmpe sHUMaHus — ucmopudye-
cKuli KOHMeKCM NOC/IeB0EHHO20 BOCCMAHOB/IEHUS, K020a
B03HUK/1G ocmpasi nompebHocmMb 8 0CMYNHOM XUJlbe,
npedmemax 6bima u o0exode, a makxe npousowén cosue
obwecmseHHbIx yeHHocmel 8 CMOPOHY npocmomei U
dyHKYUOHAbHOCMU.

lModpobHo paccmampusaromcsi 803poxdeHue U 380-
JYUs makux uHcmumymos, kak Hemeuykuli Bepk6yHo u
Cosem no du3aliHy lepmaHuu, cel2pasuiux Kro4esyr posib
8 oopmuposaHuu cmaHdapmos Kadecmea u 3cmemuku
npomsiwneHHol npodykyuu. Onuceleaemcs co3oaHue ou-
3aliH-yeHmpos u ux 8k/a1ad 8 pasgumue Mex0yHapOOHbIX
KOHKYpCO8 U 8bICMAsoK, a makxe gpopmuposaHue Hayu-
OHAbHOU udeHmMuYHocmu Ou3adlHa.

Ocoboe sHumaHue ydeneHo oneimy CLLIA, 20e ¢pop-
MuposaHue npogeccuoHaNbHbIX Op2aHU3ayuli, Makux Kaxk
O6uwecmso uHdycmpuasnsHsix dusaliHepos AMepuku, co-

F'oabl nocne BTopoit MMPOBOI BOMHBI CTanu Bpe-
MeHeM nepeMeH, KOTopble 3aTPOHY/N Bce chepbl
3KOHOMWKM ¥ COLManbHOrO YCTPOMCTBA, Hayaacs
nepuog BocCcTaHoBAEHUA. JTIOAN HYXAANNCh B He-
AOPOroM Xw/be, NpeAmMeTax MHTepbepa 1 06uxosa,
opexae. HecMoTpsa Ha 6bITOBble Npobaembl, BCex
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npogoxdanoce 0CO3HaHUeM coyuanLHolU omaemcmeeH-
Hocmu du3aliHepos U Ux 8/IUSHUS HQ 3KOHOMUYeCKyro
KOHKYpeHmocnocobHocmes cmpaHsl. AHaausupyemcs Oe-
AmenvbHocms bpumarckozo cosema no du3aliHy u ou-
3aliH-yeHmpa 8 JToHOoHe, 8HecwUX 3Ha4UMe bHblIl 8K/1a0
8 nonyaspu3layuro u obpasosamensHyro 0esmesbHOCMb
e obaacmu dusaliHa.

Cmames makxe ocsewyaem paszsumue Ou3aliH-UH-
cmumymos 8o ®PpaHyuu u Mimanauu, noduépkusas ux
YHUKa/IbHble N00x00bl K noddepxkke U NPOOBUXEHUH HA-
YyUoHabHo20 dusaliHa. B 3akiroueHue nodyepkusaemcs,
umo Ou3aliH-yeHMpsl CManu Ces3yrWuM 386eHOM MexOy
npomeiwiieHHocmeoo, 0b6pasosaHuem U Kysibmypod, cno-
cobcmeys UHHOBAYUAM U (hOPMUPOBAHUH COBPEMEHHO-
20 obsiuka du3aliHa 8 NOC/1eBOEHHYH 3NOXY.

Knroyesole cnosa: ucmopus ousaliHa, UHCMmumymel
ousaliHa, dusaliH-yeHmp, nponazaHoa du3aliHa, Kpea-
musHble UHOYCMpuU, Hay4HO-Memooduyeckoe UHPopma-
YUOHHO-MexHOoJ102u4eckoe conposoxxoeHue.

BOOJYLUEBAsANA HaAeXa Ha MMpP 1 Baarornonyune.
BoeHHble rofbl BHEC/IM CBOWU KOPPEKTUBbLI: 0bLLe-
CTBO Hay4M/IOChb LIEeHWUTb MPOCTbIE BELLM U BbICTPO
npucnocabamBaTbCs K MEHSOLLMMCA ycnoBmam. Jo-
porve nNpeAmMeThl, KOTOpble paHblle 0H603Hayanu
cTaTyC BAaZenbla, CTaaun nepexxutkoMm npoLuioro.

PaboTas Ha 0BOPOHHYHO NPOMbILINEHHOCTb, He-
KoTopble cdhepbl NPOU3BOACTBA NONYUNIN 3HAUN-
TeNbHOE Pa3BUTKE: TAXEN0E MaLLIMHOCTPOEHME,
aBua- 1 aBTOMOBUNECTPOEHME, SHepreTnyeckas oT-
pacb. bbICTpo coBepLUeHCTBOBaNACh 3NEKTPOHMKA
N CJIOXKHOE BbIYNCANTENBHOE U pagmoobopyaosa-
HuWe. HoBble MaTepurabl U TEXHONOTNKN, MHOTME U3
KOoTOpbIX 6bIM pa3paboTaHbl AN BOEHHOIO CEKTO-
pa, MO3BO/IN/IV MOBbLICUTL KAUYECTBO, 33/jaBasi HOBble
3CTETMYECKUE KPUTEPUU, CHU3NUTB CEBECTOMMOCTb U
HafaAuTb MacCoBbIV BbINycK TOBapoB. MNosBuaach
NoTPebHOCTb B CUCTEMHOWN NOAAEPXKKE MPOM3BOAN-
Tenel 1 NPOABUXKEHUN HAaLMOHaNbHOW NpoayKLmK.

B 37Ol cTaTbe Mbl PacCMOTPUM pPa3BUTME WH-
CTUTYTOB AMn3aliHa, B 0COBEHHOCTU AN3aliH-LEeH-
TPOB, NOSBUBLUMNXCA B CTpaHax 3anagHol EBponbl
n CLLUA nocne BOWHbI.

An3anH-ueHTPbl B CIOXKHOOPraHN30BaHHOM CU-
cTeMe NPOM3BOACTBA Urpaau B MEPBYLO oyepesb
POJ/Ib MIOWAAO0K AN OBMeHa OMbITOM ¥ NpornaraHapl
Av3aliHa. [Ju3alii npeacTtan nepes o6LLeCcTBOM Kak
camMocCTosATe/IbHas OTpac/b, Ha KOTOPYH paboTatoT He
TOJIbKO UHXEHEPbI, aPXUTEKTOPBI, XYAOXHUKWN, HO 1
bunocodel, coumonorn n gaxke noanTnku. Mo cytn,
AN3aiH-LLeHTPbl 3aHUMaNCh Pa3HOHaNpPaBAeHHbIM
Hay4YHO-MeToANYECKUM N MHDOPMAaLLMOHHO-TEXHO-
JIOTVYECKUM COMPOBOXAEHNEM MPOEKTHO-XY0-
KECTBEHHOW AeATeNbHOCTU: B CTOPOHY CoLMyMa U
3KOHOMUKMW, 06pa3oBaHUA U KyAbTypbl, MPOEKTU-
poBaHuA 1 NoTpebaeHus.

Hauano ausaliHa MaccoBoW NpoAyKUuUK Kak 0co-
60ro BMAa AeATeNbHOCTN CBA3bIBAOT C ObICTPLIMM
TeMMamMu MHAycTpuanausaumm nocne Nepson Mu-
POBOV BOVHbI, KOTA4a NpoLecc OT UAeun A0 BbiNycka
obpasua TpaHchopMMpPOBaNCa B OpraHNM30BaHHbIN
NMPOW3BOACTBEHHbIN LMKAZ,

Mocne Bropoli MMpPOBOI BOWHbLI BO BCEM MUpe
OCTPO BCTaj BOMPOC BO30GHOBAEHMSA NPON3BOA-
CTBa, a TakXXe PEeKOHBEPCUM — MepeopueHTaumm
MHOXeCTBa MPOMbILUJEHHbIX MHUA Ha MUPHYHO
npogaykumnto. FlocysapcTBeHHble 1 KOPNOpaTUBHbIE
CTPYKTYpPbl 3KOHOMUWYECKM Pa3BUTbIX CTPaH, 03abo-
YeHHble NPobaeMoi BOCCTAHOBIEHUS CBOMX 3KO-
HOMWK, OCO3HaBa/In POJIb AM3aliHa B KOHKYPEHTHOM
6opbbe 1 NPOABMKEHNN HALLMOHANBHON NPOAYKLN.

1. Goss, Jared. Design, 1950-75. In Heilbrunn Timeline of Art
History. New York: The Metropolitan Museum of Art, 2000-.
http://www.metmuseum.org/toah/hd/dsgn3/hd_dsgn3.htm
(October 2004) (aata obpateHms: 30.04.2025).

2. BopoHoB.H.B. Poccuiickunii grsaiH. Ouepkun nctopum ote-
YecTBEHHOrO An3aliHa. Tom 1. — M: «Coto3 gu3sainHepos Poc-
cum», 2001. — 424 c., nan. c.66.

OHK cosencTBOBaAN KOMMNAHUAM BO BHEAPEHUN U
pa3BUTUM AM3aiHa, a TakKe nponaraHae naen Ha-
LMOHaNbHOrO AM3aiiHa Ha BHYTPEHHEM U MeXAyHa-
POAHOM pblHKe. Kaxaas cTpaHa npuvHMMana Mepbl
A8 NOAAEPXKKM NPOMBILLIEHHOCTU U AM3aliHa No-
3TanHo, B 3aBUCMMOCTW OT roCyAapCTBEHHOW CTpa-
TErMm U NPUOPUTETOB.

Tak, B lepmaHun Bo306HOBWA eATenbHOCTb He-
Meukunii BepkbyHa?, co3gaHHbIn ewe B 1907 rogy
CTapaHUsIMW 3HTY31aCTOB Pa3BUTUS MPOMbILLNEH-
HOrO UCKYCCTBa W An3aliHa (Cpeamn HUX CTOMUT Bbl-
AennTb TeopeTnka NPOMbILLIEHHOrO UCKYCCTBA
lepmaHa MyTe3nyca 1 apxutekTopa, Au3aliHepa U
neaarora AHpu BaH ge Benbgae). Mo cytn, npeaso-
€HHbIV BepkbyHA BbINOAHAN QYHKLIMM AN3aNH-LIEH-
Tpa, NOCKOJIbKY CBOVMMW BblCTaBKaMU 3HAaKOMMA C
KayeCTBEHHbIMW NPOMBbILUNEHHBIMU U34ENUAMUN U
npoeKkTaMu, HaflaxXnBas KOHTaKTbl MPOEKTUPOBLLM-
KOB M Npoun3BoauTeneli B 061acT NPOMbILLIEHHOTO
nckyccrea. B 1947 rogy, nocne 6onee yem 10-net-
Hero nepepsiBa 13-3a BTopoi MMpOBOI BOMHSI, 3Ta
opraHu3saums cHoBa cTafa NpodeccnoHanbHbIM ap-
6UTPOM KayecTBa MNPOMBbILINEHHOW NPOAYKLAN U
XOpoLlero BKyca.

Moaaep>KKy BblAaOWLMMCA An3aliHepPaM OKa3bl-
Bas 1 Hemeukunin coBeT no aunsariHy. OH 6bla yu-
pexaeH B 1953 roay. K Tomy BpemeHu ansaiiH B
lepMaHMK, OCHOBbIBAsACb Ha HaLMOHaNbHbIX Tpa-
AMLMAX, BblpabaTbiBan CBOK UAeHTUYHOCTb. CoBeT
CUMTaNCA OLHUM U3 BeAyLLNX MUPOBbIX LLEHTPOB 3KC-
neptu3sbl. C ero nogayn akTMBU3NPOBANUCh MEX-
AyHapoZHble KOMMYHWKaLWUW, nepegaya 3HaHWN B
chepe gm3aiHa, bpeHaMHra, MHHOBaLWIA. B cTpem-
NEHUN yNy4YlWwInTb penyTaLMio BCEro HEMELKOro U
npv Noaaep>kkKe rocysapcrea COBET CTan BeAyL MM
AV3ANH-LLEeHTPOM CTpaHbl.

3. Hemeukuii BepkbyHg (Deutscher Werkbund) — o6beguHe-
HVE apXMTEKTOPOB, XYA0XHUKOB, MacTepoB AeKOPaTUBHOTO
WNCKYCCTBa M NMPOMBILLIEHHNKOB, OCHOBaHHoe B 1907 roay B
MtoHxeHe. Ero Lenb — MHTerpaums UckyccTsa U npombiL-
JIeHHOCTW, MOBbILWEHWE KaYecTBa MacCoOBOMN NPOAYKLIMK Ye-
pe3 cTaHAapTU3aLmto, GYHKLMOHANBHOCT Y COBPEMEHHBIN
AM3aliH. BepkbyHS OKasan orpoMHOe BAWSIHWE Ha Pa3BuTHe
€BPONeNCKoro AnsaiHa u apxmtekTypbl XX Bek.

4. German Design Council. URL: https://www.german-design-
council.de/en/about-us/german-design-council#c2377 (gata
obpateHmns 10.04.2024).
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B 1957 roay B lepmMaHuu ycunmammn gusaiiHepa,
BbiNyckHMKa bayxay3a®, Bunbrensma BareHdenbsa
M ero NapTHepOB, Havan n3gaBaTtbCs XypHan «Die
Form». [Meuatanca oH Ha ABYyX fA3blKax, HEMELKOM
W aHFNACKOM, Y UMEeN CTaTyC MeXAYHapOAHOro.

B >xypHane NnoMUMO NPOeKTHbIX MaTepuanoB ny-
6vKoBanncb 0630pbl TeaTpasibHbIX MOCTaHOBOK U
KOHL,epTOB, nomeLannce ¢otorpadmmn n nostnye-
cKne Npoun3BeseHuns, paclumpas KyabTypHOe npo-
CTpaHCTBO Amn3aliHa. Co BpeMeHeM AesfTebHOCTb
n3gaTenbCTBa CTana pasHoobpasHee. [TOMMMO Bbl-
nycka >XypHana COTPYAHWUKM XypHana NpoBOAUAN
BbICTaBkM, ecTmBany, KoHbepeHLNN, nekuun, ap-
MapKu, KOHKYPCbl U MacTep-knaccel. Cogep>kaHne
XypHana Toxe pacwmpunock. MNoseuance raybo-
Kue aHanuTuyeckme o630pbl An3aiHa, MHGOpMa-
Lus O MepOonpUATUAX, HOBbIX NPoAyKTax®.

MepBoe KpynHoe MeponpuaTne, B KOTOPOM
NPUHAN yyacTne HemMeukuin COBET NO Aun3aliHy,
npowusowno B 1954 rogy B Munare. l'epmaHusa npeg-
CTaBUaa MUpPY CBOW JOCTMXKEHUA Ha X TpueHanne,
MOCBALLEHHOM AMn3aiiHy 3aBOACKUX n3gennid. Otaen
419 IKCNO3MLIMM CNPOEKTUPOBaN apXMTEKTOP IroH
AliepmaH’. B ueHTpe Hemeukoro coseTta no Aunsam-
HY NMPOBOANNCH KOHKYPCbI U BbICTaBKM MO OTpac-
nam. Hanpumep, B 1965 rogy B MroHxeHe npowna
MexayHapogHaa TpaHcnopTHas BbicTaBka. B 1959
rofly — KOHKYpPC CTOIOBbIX NPUHOPOB, Ha KOTOPbIN
CBOW U3AeNnns NpeacTaBul CTapeilnin HemMeLKun
npowussoantens nocyasl WMV.

B 1969 rogy LeHTp UHULMMpPOBan yupexaeHue
rocysapcrBeHHon npemun Gute Form — tepmuH
«xopowas dopma» BBeN B CBOEN OAHOUMEHHOW
KHUTe XyAOXXKHUK 1 apxutekTop Makc buan. Gute
Form oH onpeaennn Kkak An3aniH, KOTOPbIA HEMOA-
BAacTeH BpemeHu n moge. lNMpemus Bpyyanacb A0
2001 roga, B 2002-m ee nepenmeHosann B lpe-
muto OPI B oba1acTn An3anHasd.

5. bayxays — HemeLKas LWKONA UCKYCCTBA, AM3aliHa U apXmTeK-
Typbl, cywectBoBaBLuas ¢ 1919 no 1933 roa. OHa 06beanHU-
Na Xy0KHVKOB, apXUTEKTOPOB Y PEMECTIEHHUKOB AS CO34a-
HWSA QYHKLMOHAbHBIX, 3CTETUUHbIX U AOCTYMHbIX MPeAMETOB.
MpwvHumnel bayxay3a: MUHUMan3Mm, GyHKLMOHaAbHOCTb, OT-
Ka3 OT U3/IMLIHErO AeKOopa, CUHTE3 UCKYCCTB U NPOMbILLIEH-
HOCTW.

6. The World's Best Design Magazine by Steven Heller https://
www.theatlantic.com/entertainment/archive/2011/07/the-
worlds-best-design-magazine/242692/ (pata obpalueHus
10.04.2024).

7. ApxuB Mmy3es https://triennale.org/archivi-triennale/10 (gaTa
obpalueHuns 10.04.2024).

8. Library. German Design Council. URL: https://www.german-
design-council.de/en/about-us/library (gata obpalieHus:
13.04.2025).
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B 1960-1980-€ rr. AM3alH-LEeHTPbl H6blAK CO3-
JAaHbl B HECKONbKMX ropogax: bepaune, WryTtrap-
Te, MioHxeHe, Fambypre, OpaHkdypTe-Ha-MaliHe
n ap. Nx oTkpbiBanun Tam, rae pacnosioxXeHbl Npo-
N3BOACTBA, yuebHble 3aBefjleHNs 1 Apyrne NHCTU-
TYTbl, Tak MAN MHaYe CBf3aHHblE C AN3aNHEPCKON
aeatenbHocTbro. CknagpiBanacb cBoeobpasHas UH-
bpacTpyKkTypa v NoBbILIANCA MHTEPEC K AW3alHY CO
CTOPOHbI LUNPOKOW MyBAnKN.

B CLUA TaKkxe npyvHMManu Mepbl 418 pa3BuTua
Aun3aiiHa u npodeccmoHaabHoro coobulecrea. B 1944
rogly B Hbto-Mopke O611ecTBO NPOMBILLAEHHbIX Au-
3aiiHepOoB U34ano Kogekc NpodeccnoHanbHON 3TN-
ku (aBTopbl: MeHpu Opendyc, Yontep JopsuH Tur
n PaimoHg Jloywm). YneHoB opraHusauumn obbeam-
HSJ10 YYBCTBO COLMAbHOM OTBETCTBEHHOCTU Me-
pes o6LLeCcTBOM, OHN MOHUMaNK, YTO BANAIOT Ha
dbopmmpoBaHMe BKYCOB 1 B3rS40B Ha TO, KakuMm
[OKHO 6bITb n3genne. OBLLECTBO NPOMbILLIEHHbIX
Av3aliHepoB bblN0 He NepBOoV NPOPECCUOHANBHOM
opraHu3aumven amM3anHepos B cTpaHe — ¢ 1930-x
roZl0B CyLLECTBOBalO MHOXECTBO OKa3blBatOLLMX
NnoAAepP>KKY pasBUTUIO An3aliHa obLwecTB, accouu-
aunim n gaxe bupx.

B 1950-e CLUA Bo3naranu 6onbluve Hagexabl
Ha y/Jy4lleHNe COCTOSHUA MUPOBOM 3KOHOMMKM 3a
CYeT NOoBbILEHNA KavyecTBa Npon3BoAcTBa. B 1948
rogy 6bina 3anylieHa B AeNcTBME NporpamMmma Boc-
CTaHOBJIEHWA Pa3pyLUEHHON 3KOHOMUKHM CTpaH EB-
ponbl, n3BecTHas Kak niaH Mapwanna®. brarogaps
3TOMY aMepUKaHCKM busHec Kk Havany 1960-x nmen
3HaUNTENIbHOE BVAHME Ha eBPOMENCKOM PbIHKE.
Bo MHOrom cBouM ycnexam npoussoauTtenu bbiam
06s3aHbl AM3aliHepaM, yCiyraMu KOTOPbIX akTUBHO
Nno/Ib30BaNCb NMPON3BOANTENN TOBAPOB.

B 1965 rogy npowusowno cavaHne AMepukaH-
ckoro obuectsa ansanHepos (1944) n NHctutyta
amn3aliHepos (1938). HoBas opraHusaumsa noayun-
Na Ha3BaHWe «ObLwecTBO NPOMBbILLAEHHbIX AM3ali-
HepoB Amepukm» (Industrial Designers Society of
America, IDSA) . Y IDSA 6b1710 okos0 600 uneHoB
n 10 duaranoB no Bcen cTpaHe. B cTpykTypy no-
MUMO GUINAN0B BXOAWIN Pa3NNUHbIE COBETbI U KO-
muTeTbl . B 1980 rogy IDSA yupeanno exerogHoie

9. MnaH Mépwanna nporpamma nomolum EBpone nocne Bropon
MWPOBOW BOMHbI. Bctynun B geiicteue B anpene 1948 roga.
Pa3spabotaH [ocysapctBeHHbIM cekpeTapém xopaxem K.
Mapwannom.

10. https://www.idsa.org/history-idsa (gata obpauweHus:
13.05.2025).

11. MepBbIM Npepcesatenem npasaeHuns 6buin JxxoH Baccoc
(1898-1985), ocHoBaTtenb ADI, a nepBbIM Npe3naeHTOM —
TeHpu Apendyc (1904-1972).

HaLMoHabHble MpeMun B 061acTv f13aliHa 1 BHeC-
Nla 3HauYMTENbHbIE N3MEHEHUS B CBOW yCTaB. YXe K
1970-m rogam B CLLUA pabotano 6onee 1500 gum3ain-
Hepckux GUpM, He cunTas AU3aiHEPCKUX CYXK6 U
OTAENOB MPU KPYMHbIX MPOMbILLUNEHHbIX KOMMaHUAX.

Mocne BTopoi MMPOBOI BOWHbI HOBbIN MMMY/IbC
nony4vaet gu3aiiH B Beankobputanun. B 1944 roay
6blNa co34aHa rocysapcTBeHHas cTpykTypa'> — bpu-
TaHCKMI COBET MO Au3aliHy. [naBHOW Lenbio coBeTa
6bl/1a MOMOLLb NPOV3BOAUTENSAM B YCAOBUSAX Orpa-
HWYEHHBIX PECYPCOB M NepeHacTPONKn IKOHOMUKN
C BOEHHOW Ha rpaxgaHckyto. [lnsaiHepam npegna-
raaum HoBble UAen NPON3BOACTBA C yYeToM Aeduriin-
Ta cblpbsi. COBET TakXke Besl mponaraHay Av3aliHa,
NPOCBETUTENbCKYH), KOHCY/bTaTUBHYIO 1 06pa3o-
BaTeNbHYIO AeATENbHOCTb COBMECTHO C YYebHbI-
MU yupexxaeHmnamn, ¢ 1949 roga n3gasan xypHan
«Design» 3.

B JlongoHe B 1956 roay npw bputaHckom co-
BeTe Mo An3aiiHy 6bln OTKPLIT AM3aNH-LeHTP. Ha
cnegytolme veTbipe AecATUNETUS OH CTajl BaXXHOW
4acTbio NPOABMXEHNA AM3aliHaA Ha rOCYAAaPCTBEH-
HOM YPOBHE 1 MOBAUAI Ha 06pa3 LIeHTPOB BO MHO-
TUX APYTUX CTpaHax. Y Hero gaxe 6bi1 COOCTBEHHbIN
dUpMeHHbIN 3HaK, pa3paboTaHHbIv MaHcom LLnere-
poM (CTyans Zéro), — YepHO-6e/blil TPEYrONbHUK.

Ha nocTtosiHHOW BbICTaBKe MOXHO 6b1710 YBUAETD
6onee 1000 n3gennin 433 dpupm. [lnzaiH-LeHTp BEn
$oTO- 1 MHGOPMALMOHHBIV peecTp N3bpaHHbIX Bpu-
TaHCKUX NPOoAYKTOB. JII0H60M XenaroLmin Mor nNpo-
KOHCYNbTMPOBATLCA M NMONYUUTb PEKOMEHAALIUM OT
NyyLnx An3aiHepoB.

BpemeHHble BbICTaBKM HEPEAKO BbI3blBaIN aXW-
otax. Tak, B 1963 rogy BbicTaBky «HOBble NpoekThl
4NA BpUTaHCKMX XKenesHbiX A0pOr» KaXAyto HeAento
nocewanu noutn 30 000 yuenosek. BbicTaBkM cMoram
CTUMYANPOBATL BaXHble 3KOHOMUYECKUE MPOPbIBbI.
Hanpwumep, B 1981 rogy BbicTaBka «Pa3paboTtaHo
B bputaHum — caenaHo 3a rpaHuLeri» obHaxuna
TOT aKT, UTO MHOTME KpeaTnBHble BpUTaHckne au-
3allHepbl HAHWUMaNMCb B KOMMaHWKM 3a pyHexKoM.

B cepeanHe 1960-x aM3aliH-LEHTP paclwinpuan,
YTOObI BKAHOUMTb 6O/bLUE BbICTABOYHbIX NIOLLAAEN,
CYBEHMPHbIe KMOCKM, @ MO3Xe U KHUXKHbIN MarasuH.
OH 6bICTPO NPOCAABMACA CBOMM KaTaaOroM Camol
cBeXel MTepaTypbl NO AM3alHYy.

12. npn MuHucTepcTBe TOProBau

13. PyHre B.®. Victopus gu3aliHa, Hayku 1 TEXHUKWU. YuebHoe no-
cobue. N3paHune B aBYyx kHurax. Knura sropas. — M.: Apxu-
Tektypa-C, 2007. - 432 c,, c un. — c.39).

BpuTaHckuiA coBeT No AW3aiiHy 1 AN3alH-LIEeHTP
npoBenn paj MexXAyHapoaHbIX BbICTaBOK, B TOM
ymncne B CCCP™.

He MeHee BaxHyt0 po/ib B Monyaapusaumnm au-
3aMHa cbirpana nporpamMma akcnepTussl. B 1948
rogy coBet onyb6amkoBan cnvcok u3 28 Hanbonee
yAauHbIX C TOUKM 3peHnsa GOpMbl U KayecTBa n3je-
NV, BbiNycKaeMblx B cTpaHe. CMMCOK NocTerneHHo
pacwmpanca n B pesysnbtate CTaj] OCHOBOW BaH-
Ka AaHHbIX, Kyja obpalannce putennepsl. Bna-
AeNbLbl MarasnHoB 1 OMTOBbIX PbIHKOB aKTUBHO
NoJb30BaMCb MHPOPMaLMel, KoTopaa ctekanach
B AM3alH-LeHTp. [Mo3ToMy npounsBoanTenn 6uiam
3auHTepecoBaHbl B TOM, YTObbI MONacTb B peectp.
Mapka ansaliH-LeHTpa cTasa 3HakKoM Ka4ecTsa. B
1957 rogy ueHTp yupeann npemumto. Komnanuy, ot-
MeUeHHbIe eto, NoJyYanun NpaBo NPUKPENATb Nenbn
LEeHTpa K CBOEN NPOAYKLUN B PEKAAMHbIX Liensx .

®paHLUy3CKnin An3aliH NOCIEBOEHHOrO Nepuo-
Jla pa3BuMBasca BO MHOrom bnarogapsa Xaky Boe-
HO, KOTOPBIN BbICTYNMUA UHULMATOPOM CO3JaHuA B
Mapwxxe NHcTUTYTa An3aliHa. B 3agaum MHCTUTY-
Ta, oTkpbiBWweroca B 1951 roay, Bxogmna npona-
raHga JoCTuxXeHu B obnactu amsanHa. NHcTmuTyT
npucyxgaan npemMum ayynm obpasuam ppaHLys-
CKOV MPOAYKLMW, NPOBOAWA BbICTaBKM, BbIMycKa
cneumanm3npoBaHHbIN XXypHan «Design industry».

Ha rocysapcTBeHHOM ypoOBHe Aun3alii Bo PpaH-
LMK Noayunn noaaep>kky Ha pybexe 1960-1970-
X. OfHUM U3 pe3y/bTaTOB 3TOrO CTalo CO3AaHune B
1970 rogy LleHTpa npoMblilwieHHOro TBOpYecTBa B
coctaBe HaLMOHaNbHOTO LieHTpa KyabTypbl U 1C-
kycctea um. Xopxxa MNomnugy npn MuHucrepcree
KynbTypbl. B 3agaun LieHTpa He B NOCNeAHIO0 OYe-
pefb BXOAMAA OpraHM3aLma BbICTaBOK N KOHKYPCOB,
M3gaHune KaTasoros Ay4LLNX N3NNI NPOMBILLIEH-
Hoctu. B 1971 roay npu MuHucTepcTBe NPOMbILL-
JIEHHOTO U Hay4YHOro pasBuTnA 6bla opraHn3oBaH
BbiCLINI COBET NO MNPOMBILLAEHHOMY AM3alHY.

OgHuMK 13 nocnegHux B EBpone ctann obbe-
AVHATbCA AnsaliHepbl Utanun. B 1956 rogy 6bina
OocHoBaHa Accoumauna NPOMbILLIAEHHOrO An3aliHa
(ADI). Onupascb Ha $pUHaAHCOBYHO MOMOLLb MPOMBILL-
JIleHHMKOB, accoumaLma BbipabaTbiBana MPUHLMMbI,

14. MYERSON, JEREMY. “Gordon Russell: The Dilemma of
Modernism.” RSA Journal, vol. 141, no. 5437, 1993, pp. 222—
35, http://www jstor.org/stable/41376124 (aata obpalueHus:
17.05.2025).

15. Masnosckas EneHa SmmanynnosHa, Knnmerko Bukrop Anek-
caHapoBmY [lM3aliH 1 rocyAapcTBO: NPOCTPaHCTBa B3auMo-
aevicteus // BectH. Tom. roc. yH-Ta. 2018. N2428. URL: https://
cyberleninka.ru/article/n/dizayn-i-gosudarstvo-prostranstva-
vzaimodeystviya (gaTa obpatlenuns 17.04.2025).
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MeTO/bl Pa3BUTUA U NONYAAPU3aLUN AM3aliHa, Op-
raHV30BbIBasia BbICTaBKW, KOHbEpeHUUN, Bena na-
HupoBaHue. Cpeawn ee 3acnyr — co3gaHue Boicwei
LKONbI AM3aNHA'™®,

B Ntanun cnoxwunace ocobasa dopma au-
3aliH-LleHTpa — OTpac/ieBoro, JokaabHoro. Peub
NAET O XYAOXECTBEHHbIX rafepesx u LWoy-pymax
NPOMBILLAEHHbIX GYPM — JEMOHCTPALMOHHBIX M10-
WaLoK npounssoauTenein mebenn, CBETUIbHNKOB U
ApYrvux akceccyapoB A AOMa, IEFKOBbIX aBTOMO-
bunen, TeKCcTuaa v T.4.

WNTak, Mbl BUAUM, UYTO NPaBUTENLCTBA 3aMagHbIX
CTpaH BbICOKO OLIeHMBaAN 1N aKTUBHO CTUMYANPOBa-
NN feATeNIbHOCTb OpraHm3aLmin B obaactv AnzaliHa.

MoBToOpstoLMecs YCAOBUSA, COLMANbHO-MO-
NNTUUYECKMIN KOHTEKCT, 3Tanbl GpOopMUpOBaHUsA
AV3aiH-LEeHTPOB B CTpaHax 3anagHown EBponbl no-
3BOJISIOT BbIYNEHWUTb PSS, MPUHLMNMUAIbHBIX MOMEH-
TOB B CTAHOBJIEHWW 3TUX OpraHn3aLuii, onpeaeneHmm
nx GYHKUMOHaNa, POV B IKOHOMMKE, MPOU3BOA-
CTBE U KyJbType.

Bo-nepBblx, CBsA3b C NpodeccroHaibHbIMU CO-
obuwectBamMu, ctyanamu, bropo. Pykosoantenen
OopraHusaunn BbIGBUpPann U3 Yncaa aBTOPUTETHbBIX
npodeccnoHanos, coobuiectsa camu GopmMyan-
poBanun Leau 1 3agaun csoein paborbl. Mpn yua-
CTMM NpodeccnoHanbHbIXx COobLLECTB 06BABAAAN
KOHKYPCbl U YCTaHaBANBaAMN KPUTEPUM «XOpOLLEe-
ro agmsanHa» (Gute Form, Compasso D'oro, npe-
Mus repuora 34nHOYPrckoro n Npou.)

B pazHbix cTpaHax Mozenn NpodecCcuoHabHbIX
OopraHusauunii g1M3aiHepoB oTan4Yanmcb. B Fepma-

16. MepsuHa JlroboBb ViBaHOBHA, Punnuesa Hagexaa Bukro-
poBHa OcobeHHOCTV HOPMMPOBaHUA KOHLENLUMM npodec-
CMOHaNbHOW MOAENN B UCTOPUW Pa3BUTUA AM3aitH-06pa3o-
BaHMA: UTa/lbaHCKana Mogenb // BeCTHUK YAMYpPTCKOro yHu-
Bepcuteta. Cepua «®unocodusa. MNenxonorusa. MNegarormka».
2018. N21. URL: https://cyberleninka.ru/article/n/osobennosti-
formirovaniya-kontseptsii-professionalnoy-modeli-v-istorii-
razvitiya-dizayn-obrazovaniya-italyanskaya-model (gaTa 06-
patenms: 13.05.2025).

HUn — BepkbyHa, B CLUA — Art-director’s Club Bo
®paHuMn — cuctema My3eeB W BbICTaBOYHbIX Cano-
HOB, loma Mog, B Vtannu — ADI, MunaHckuin canoH.

Bo-BTOpbIX, BbICTAaBOUHAsA AeATENIbHOCTb C OKY-
COM Ha MeXayHapOAHble MPOeKTbl, penpeseHTaLmIo
HaLMOHaNbHOIO AM3aiiHa 3a pybexxom. TemaTuka
BbICTaBOK Bcerga obpalleHa K MacCOBOMY MoTpe-
6uTento: 3To NpobaemMbl paLMoHaNbHOTO MacCOBOrO
XUANLLA, NepPCrekTUBbI MPOEKTMPOBaHMA U BbiMycka
HOBbIX U3aennii ans 6biTa (3nekTpudmrkKaums bbita),
co3faHve NpeAMeToB, obiervaroLLmx BejeHne f0-
MaLLHEero X03ancTBa, HOBble BMAbl TPAHCMOPTa, pa-
AMO31eKTPOHMKA U T. 4.

B-TpeTbux, nonynspusauns ansanHa. Mizgaxuve
KHUT 1 NpodeCccMoHanbHOM MHOMOCTPaHUYHOM nepu-
OAWKM, BbINYCK Tesenepesay (An3aliH okasblBaeTcs
boraTon TEMOW 415 MacC-Meama), NpUBJIeYEHNE BHU-
MaHus NONNTUKOB K NpobiieMam O6LLECTBA, KOTOPbIE
MOXHO peLlunTb An3aiHOM (rpamMoTHas 3acTpolika
1 GopMMpoBaHNE FOPOACKOM CPedbl, KOHKYPEHTO-
CNoCcoHbHOCTb MPOMBILLAEHHBIX U34EeNNI, B CO34a-
HUW KOTOPbIX y4acTBOBaAN W An3aliHepPbl).

B-ueTBepTbIX, KOHTaKTbl C MPOMbILLIEHHOCTbHO.
[AwvzariH-ueHTp — PopmMa npesocTaBAeHNS KOHCYb-
TaTMBHbIX YCAYT, CBA3M MeXAY NPOU3BOACTBEHHMN-
KaMu 1 KpeaTUBHbIMW areHTCTBamu.

HakoHel, oTaenbHoe HanpasieHne n Gopmy
AeaTeNIbHOCTU NpeacTaBasao npodeccrmoHanbHoe
obpasoBaHuve 1 nonyaspusauns AnsanHa (nekumu,
KpYr/ible CTONbI, ANCKYCCUM). [An3aiH-LeHTPbI BbINOA-
HAIM POJIb MOCPEAHUKOB HE TOJIbKO MeXAy An3aii-
HepamMu 1 NPOW3BOACTBOM, HO U MEXAY CUCTEMOW
An3aliHepckoro obpasoBaHus, NnpodeccnoHanb-
HbIM COOHLLECTBOM W NOTEHLMA/IbHBIMUW 3aKa3umKa-
Mu. CTyeHTbI AN3aHEepPCKMX BY30B ellle Ha CTagnu
0byueHua nonyvanun goctyn k chbepe npodeccmo-
Ha/IbHOW AeATeNbHOCTY, NO aHaJorMn C COBPEMEH-
HbIMW KpeaTUBHbIMW KiacTepamu.
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RESEARCH ON THE STRATEGIES OF EXHIBITING
PHOTO ART AND INTERACTING WITH THE PUBLIC
IN PHOTO MUSEUMS IN RUSSIA AND CHINA

Summary: Using the example of the Multimedia Art
Museum, Moscow (MAMM,), the Chinese Center for Pho-
tographic Culture in Lishui, and the Museum of Vintage
Cameras in Shanghai, this article compares the practices
of these three institutions in terms of exhibition formats
and public engagement mechanisms. It analyzes the de-
velopment of photography museums in different cultural
contexts and the design methods used in these projects.
The research shows that MAMM focuses on interdiscipli-
nary storytelling, creates immersive exhibitions using digi-
tal technologies, and enhances public engagement through
international biennials and global educational programs.
China’s photo museums combine two approaches: explor-

Photography is not only a tool for visual docu-
mentation, but also a means of artistic expression
and has cultural value that is constantly being re-
interpreted in the museum context. With the de-
velopment of digital technologies and the growing
cultural needs of the public, the format of exhibi-
tions in photography museums is shifting from static
displays to dynamic and interactive forms. How to
maintain the academic nature of exhibitions while
increasing public engagement has become a cen-
tral topic of discussion in the global industry. Russia
and China have each developed their own unique
paths in the field of photographic art. The Multi-
media Art Museum, Moscow (MAMM), as the first
institution in Russia specializing in photography
and media art, represents innovative practices that
differ from the search of photo museums in China.

In this study, the examples chosen are the Mul-
timedia Art Museum, Moscow, the Chinese Center
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ing traditional culture, art, and crafts while incorporating
contemporary themes and cutting-edge technologies. This
approach aims to promote local culture and foster local-
ized interactions, fostering differentiated public engage-
ment models. In general, museums are turning into creative
clusters that attract the public with their open-ended in-
teraction programs.

Keywords: photography museum, photo exhibitions,
public interaction, visual culture of photography, Multi-
media Art Museum (MAMM), centers of attraction for cre-
ative industries.

for Photographic Culture in Lishui, and the Shang-
hai Museum of Vintage Cameras. By analyzing the
practical experience of these museums in organiz-
ing exhibitions and engaging with the public, the
study reveals the logic of the development of pho-
tography museums in various cultural contexts. The
materials for comparing strategies include publica-
tions about museums in Chinese sources.

1. National, cultural, geographical, and spatial
context of photography museums

Positioning and features of MAMM. MAMM s
located on Ostozhenka Street in the center of Mos-
cow, where a large number of historical buildings
from the 18th and 19th centuries are concentrat-
ed. The surrounding area is home to cultural land-
marks such as the Tretyakov Gallery and the Pushkin
Museum of Fine Arts, which create a concentrated
artistic community. This geographical advantage al-
lows for a natural integration into the city's artistic

L 1. Museum of Multimedia Art in Moscow.

landscape. This geographical advantage allows for
a natural integration into the city's cultural center,
providing both everyday access for local audienc-
es and convenient routes for international tour-
ists. At the same time, the historical atmosphere
of the street engages in a temporal and spatial di-
alogue with the museum’s contemporary artistic
positioning [10].

The interior space of the museum building, after
its reconstruction, features a modular design that
allows for flexible changes in the layout of the ex-
hibition halls, depending on the needs of the exhi-
bitions. The main exhibition hall is equipped with
mobile partitions and lifting exhibition walls, which
allows for the presentation of both large photo-
graphic exhibitions and the division of the space
into independent areas for the display of small me-
dia installations [8]. The transition area between the
public spaces and the exhibition areas is equipped
with an outdoor seating area, where large screens
embedded in the walls cyclically display museum
videos.

The collection strategy and the international
exhibition brand. The MAMM collection strategy is
based on covering the full chronological range from
the early stages of photography in the early 19th
century to contemporary digital art. The collection,
which includes 174,000 items, features both classic
techniques such as daguerreotypes and wet-collo-

dion prints, as well as new media formats such as
digital computer graphics and interactive media
installations. The strategy of building a collection
based not only on historical photographs, but also
on examples of contemporary art (as well as digi-
tal art), including photography, painting, graphics,
objects, video, and film, was established by Director
O.L. Sviblova from the very beginning of the muse-
um'’s establishment in 1995 (originally the Moscow
House of Photography). Among the museum objects,
more than half are works by Russian photographers
that reflect the evolution of photographic art, from
19th-century Russia to the collapse of the Soviet Un-
jon and the Russian photography and media art of
the early 21st century. Special attention is given to
social documentary photography and avant-garde
artistic experiments, creating a unique narrative of
the country's visual history [5]. This material is re-
flected in numerous publications by MAMM: a se-
ries of catalogues of the photo festivals “Fashion
and Style in Photography” (since 1995), a photo
biennale (since 1996), catalogues of personal and
thematic exhibitions [11], and a series of photo al-
bums “Russia. The 20th Century in Photographs”.
In the field of international exhibitions, MAMM
has gained global influence through the organiza-
tion of the photographic biennale. This biennial,
held every two years, focuses on various themes of
transnational photographic practices. Past exhibi-
tions have addressed relevant issues such as bor-
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Ill. 2. Center for Photographic Culture, Lishui.

ders, movement technologies, and early experiments
with color, bringing together works by photogra-
phers from five continents. During the exhibition
period, academic forums and artist residencies are
organized, attracting the collaborative participation
of curators, critics, and creators [14].

A typical case study of the China Photo Museum.

Lishui Photography Cultural Center, Lishui
(Lishui Photography Cultural Center). The construc-
tion of the Lishui Photography Cultural Center build-
ing in Lishui (Zhejiang Province) was completed in
2024". The giant complex, which resembles rolled-
up film reels from a bird’s-eye view, is located on
a plot south of Lishui Central Hospital, with a total
area of 15,785 square meters and a total built-up
area of 34,305.80 square meters. The Photograph-
ic Culture Center consists of 3 above-ground floors
and 2 underground floors, with a height of 21.75
meters. The first floor houses an exhibition area,
auxiliary facilities, etc.; the second floor houses an
international photo exhibition area, etc.; the third
floor houses a cultural and creative industries de-
velopment and exhibition area, a cultural and cre-
ative industries best works exhibition area, etc.

1. Information about the building and the first exhibitions of
the Lishui Photography Cultural Center. URL: http://www.
inzhejiang.com/Culture/art/202505/t20250521_27473190.
shtml (accessed on June 14, 2025)
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The center’s natural connection with the local nat-
ural resources of mountains and waters is reflected
in the exhibition concept, which focuses on region-
al landscapes and folk activities, integrating photo-
graphic art into the regional cultural narrative (Mr.
Weixin Fu, Director of the Center). The architectural
appearance of the site combines the style of South-
ern China (Jiangnan) housing with a modern steel
structure: white walls and gray tiled roofs harmo-
niously blend into the surrounding villages, while
the high exhibition halls inside meet the needs of
displaying large-format photographic works.

As the main carrier of China’s first “photographic
homeland”, the Li Shui Photographic Culture Center
has created a multi-level exhibition system. The per-
manent exhibition focuses on the history of Lishui
photography, presenting the creative journey of
local photographers from the 1970s to the pres-
ent day, with a particular emphasis on rural docu-
mentary photography that captures changes in folk
customs. The temporary exhibitions are focused on
international resources, with the annual Lishui Pho-
tography Festival attracting photographers from
dozens of countries [4]. The very nature of the ex-
hibited photographs is often in tune with the works
of traditional Chinese painting, where landscape
motifs dominate, a combination of soft watercolor
drawing and sharp linear graphic form.

Museum of Vintage Cameras in Shanghai. The
Shanghai Vintage Camera Museum is located in a

pedestrian area on Nanjing-Dong Street in Huang-
pu District, surrounded by busy shopping malls with
a large flow of people. This location allows the mu-
seum to focus more on popularization among the
general public. The museum occupies three floors
of a century-old building. At the entrance, the fa-
cade of a Kuomintang-era photo studio has been
recreated. Vintage counters, wooden photo studi-
os, and other interior elements recreate the setting.
The exhibition restores the industry environment
of the early period of photography in China, help-
ing visitors to understand the development of pho-
tography through historical scenes [6].

The museum’s main exhibition focuses on vin-
tage cameras. The museum'’s collection includes ap-
proximately two thousand cameras, ranging from
the late 19th century to the late 20th century, in-
cluding classic brands such as Leica and Zeiss, as
well as Chinese-made models such as the Great
Wall and Seagull. The exhibition hall is organized
according to the history of technological develop-
ment, from early wooden cameras to leather-case
folding cameras and electronic automatic camer-
as. Each category of exhibits is accompanied by de-
tailed technical descriptions and recreated scenes
of use. In addition to the static exhibition, the mu-
seum has a special area where camera repair tech-
niques are demonstrated. Technicians on site show
the process of disassembling and servicing lenses,
allowing visitors to see firsthand how precise me-
chanics and optical technologies are combined [15].

Retro technology requires its surroundings on
the walls of the museum and works of photo art that
correspond to a particular era. Wooden large-format
cameras are exhibited surrounded by works of stu-
dio pictorial photography in the bromoil technique,
either with tinted or vired prints in various tones.

2. Comparison of exhibition models and cura-
torial strategies.

MAMM is a transmedia narrative. The construc-
tion of MAMM's exhibition content is based on pho-
tography as the primary conceptual axis, with the
expansion of multimedia formats as additional lay-
ers of structure. In a special exhibition dedicated
to the visual memory of the digital era, the cura-
torial team has arranged 19th-century daguerreo-
types and modern digital montage images side by
side. A video installation in the adjacent exhibition
hall demonstrates the evolution of the same char-
acter prototype in different media. This installation
disrupts the traditional linear narrative of photo-

graphic exhibitions, allowing the viewer to see the
influence of media technologies on the composi-
tion of visual images through the contrast of jux-
tapositions [1].

The curatorial strategy of MAMM emphasizes
the multidimensionality of the theme's interpre-
tation. The exhibition of historical photographs of
Moscow focused on the changes in the urban land-
scape. It featured photographs of streets from dif-
ferent eras, as well as an interactive projection of
a city map where viewers could see historical pho-
tographs and videos in real-time by touching the
screen [7].

The Chinese Museum of Photography com-
bines traditional techniques with contemporary
themes. The exhibition at the China Photo Muse-
um demonstrates the parallel development of tradi-
tional crafts and contemporary themes, preserving
the historical continuity of photographic techniques
and rooting them in the local cultural context to
broaden the scope of interests. The series of exhibi-
tions “Intangible Cultural Heritage in Photographs”
at the Li Shui Photographic Culture Center is a typ-
ical example of this model’'s implementation. In the
left part of the exhibition hall, classic 19th-centu-
ry techniques such as cyanotype and wet-collodi-
on photography are used to subtly depict the work
processes of woodcarvers, blue porcelain makers,
and other practitioners of intangible cultural her-
itage, with the texture of the images echoing the
warmth of their handiwork. Meanwhile, in the right
part of the exhibition, drone-assisted photographs
of the surrounding areas are presented by young
photographers.

Exploring the technology at the Shanghai Cam-
era Museum. The permanent exhibition “Light, Shad-
ow, and the Era” at the Shanghai Camera Museum
explores the history of technology and the deep
connection between the evolution of photography
and social change. The exhibition hall features more
than a hundred exhibits, ranging from wooden cam-
eras from the end of the Qianlong Dynasty to do-
mestic SLR cameras produced after the reform and
opening-up. Along with the demonstration of the
precise mechanical design of the Chaika cameras
from the 1950s, there are also photographs taken
by photographers of the time using the same cam-
eras, capturing scenes of the construction of irriga-
tion systems in agricultural areas and the production
processes in factories. Thus, the interpretation of
technical parameters naturally leads to contempo-
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rary reflections on how photographic images partic-
ipate in the narrative of the country’s construction.

In this dual system of curatorship (combining
technical and artistic-documentary contexts), spe-
cial attention is given to reflecting regional folklore
traditions and current social issues.

As a teacher at the School of Design and Arts
at Xiamen University's Institute of Technology, the
author often goes on naeHapsl during summer va-
cations. In 2023, in the territory of Xinjiang, it was
possible to capture on a camera static moments
of the dynamic traditional Tajik equestrian com-
petition Kokpar (interception of a ram). The sub-
tle gradation of tones, the contrasts of sharp and
front and blurred background, allowed to convey
the physical tension of the riders and the dynam-
ic plasticity of the horses, continuing the classical
traditions of documentary photography in the fix-
ation of folklore events.

3. Technical means and forms of demonstration

MAMM: an immersive experience. MAMM fo-
cuses on immersive experience as the basis for its
technological applications, and its innovative prac-
tices often combine a modern understanding of
classic photographic works. In one of the projects
for the virtual darkroom, experimental works by
Hungarian photographer André Kertész from the
1920s were specially selected as a reference point.
Visitors use motion capture technology to simulate
Kertész's developing operations: as they gesture to
control the proportions of the developing solution,
fragments of his handwritten notes are displayed
on the screen in sync, explaining how changing the
developing time enhances the volume of the image.
This technology not only recreates traditional tech-
niques but also allows the viewer to understand the
photographer’s individual control over the artistic
quality of the image. Another dynamic image wall,
consisting of hundreds of small screens, was previ-
ously used to display the “Diagonal Compositions”
series by the Russian avant-garde. Another dynam-
ic wall of images, consisting of hundreds of small
screens, was previously used to showcase the series
“Diagonal Compositions” by Russian avant-garde
photographer Alexander Rodchenko. As the audi-
ence moves around the exhibition hall, the screens
reorganize fragments of works according to their
trajectory, recreating Rodchenko’s creative concept
of "breaking rectangular frames” and allowing static
works to conduct a dynamic visual dialogue.
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Andre Kertesz, as an innovator in the history
of 20th century photography, has always pursued
a philosophical exploration of light, shadow, and
space in his work. Kertész was born in Hungary. In
his early years, he was influenced by Cubism and
Dadaism, and in 1925, he moved to Paris, where
he quickly became part of the avant-garde artistic
community. His experiments in the darkroom dur-
ing his time in Paris can be seen as a precursor to
the democratization of photographic technology.
By printing photographs on postcard-sized photo
paper, he achieved a low cost of distribution for his
art. This "miniature” form of art not only reflected
his keen awareness of the materiality of media, but
also foreshadowed the trend of modern photogra-
phy moving from elite collections to mass culture.
His famous work “Chez Mondrian” (1926) recre-
ates the artist Mondrian’s studio through geomet-
ric composition, transforming everyday space into
a visual poetry filled with formal tension. This con-
cept of “composition-discovery” had a profound
impact on subsequent generations of photogra-
phers, including Henri Cartier-Bresson and others.

Alexander Rodchenko represented a different,
radical revolution in photography. As a key figure
in the Constructivist movement, he viewed pho-
tography as a tool for reconstructing social per-
ception and advocated for “the analysis of reality
by the lens.” His series of diagonal photographs,
such as "Balconies” (1925), featured architectural
structures shot from a low-angle perspective, where
vertical and horizontal lines created a dynamic ten-
sion, challenging the static aesthetics of tradition-
al photography. This geometrized visual language
not only served to promote the industrialization
of the Soviet Union, but also anticipated the visual
grammar of modern advertising photography in
its formal aspect.

The Li Shui Center for Photographic Culture: A
Local Approach. The Center for Photography fo-
cuses on practicality and engagement in its tech-
nological applications, deeply integrating with the
creative practices of local photographers. In the
central exhibition hall of the Lishui Photographic
Culture Center, the "Fairyland” series by local pho-
tographer Wu Pinhe is presented using 3D tech-
nology without glasses. This work, which focuses
on the landscapes of Lishui, uses 3D modeling to
recreate the movement of clouds and sails in the
painting, and in combination with the natural sound
effects of the Oujiang River basin, it fully recreates

Il 3. Museum of Vintage Cameras in Shanghai.

the moment of shooting when Wu Pinhe, according
to him, waited for the perfect combination of light
and fog. Standing in the designated area, viewers
can not only experience the visual impact of the
work, but also understand the photographer’s po-
etic interpretation of regional landscapes.

The Shanghai Museum of Old Cameras and
Photography focuses on the transmission of tradi-
tional techniques in its craft laboratory. Under the
guidance of the masters, visitors can use a wood-
en stationary camera, identical to the one used by
the photographer of the Republic of China era, Lan
Jingshan, to photograph objects, and then manu-
ally process the silver-gelatin print in baths filled
with developer and fixer solutions.

3.3 International Cooperation and Cultural Ex-
change

The exhibition “Silver Salts and Pixels,” co-curated
by the MAMM and the Musée de la Photographie
de Paris, showcased a carefully selected selection
of 19th-century French realistic photographs from
the two museums’ collections and contemporary
Russian digital artworks. The exhibition is organ-
ized in the format of a dialogue comparison: next
to each French work, there is a response by a Rus-
sian artist. The cultural exchange program focuses
on deep interaction. The annual international resi-

dency for young photographers invites artists from
different countries to MAMM, where they create
works on a given theme for three months. During
their stay, participants hold public workshops that
demonstrate the process of creating art. The re-
sults of the residency are presented in the form of
a collaborative exhibition, accompanied by a mul-
tilingual catalog, which extends the impact of the
collaboration beyond the exhibition.

The exhibition “Landscapes and Cities”, organ-
ized by the Lishui Photographic Culture Center in
collaboration with the International Center for Pho-
tography in New York, compares photographs of the
Ou River taken by photographers from Lishui with
photographs of Manhattan streets taken by pho-
tographers from New York. Through a contrasting
presentation, the exhibition demonstrates the dif-
ferences in the visual expression of living space be-
tween East and West. After its premiere in Lishui, the
exhibition moved to New York, where a workshop
on traditional Chinese printing techniques was or-
ganized as part of the accompanying events at the
photo lab, allowing international audiences to gain
a practical understanding of the technical heritage
of Chinese photography.

The Vintage Camera Museum in Shanghai fo-
cuses on intercultural dialogue on the history of
technology. The exhibition “The Path to Optical Pre-
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Ill. 4. Ge Xiaofang. Kokpar (a Tajik traditional horse game called «Intercepting a Ram»), 2023.

cision Manufacturing”, organized in collaboration
with the German Camera Museum, systematical-
ly demonstrates the history of the development of
European lens design in the 19th century and the
process of copying and innovation in the Chinese
camera industry in the 20th century. By disassem-
bling the components of cameras from different
countries during the same period, the exhibition
shows the improvements and mergers in the pro-
cess of technology dissemination. During the ex-
hibition, demonstrations of the restoration work
of German masters were presented, who on-site
taught the audience how to restore vintage cam-
eras. This exchange of technical knowledge deep-
ened the professional aspect of the collaboration.

4. Public engagement mechanism.

Development of educational programs and
events.

MAMM's educational programs cover all age
groups and focus on integrating art and technol-
ogy into the learning process. Digital storytelling
workshops are organized for teenagers. Every Satur-
day, media artists invite participants aged 12 to 16
to create short video stories using mobile phones
and editing software. At the end of the course, the
works are displayed in the museum’s small cinema
room. The introductory curatorial course for adults
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lasts six weeks and includes practical sessions on
exploring collections and organizing exhibitions. At
the end of the course, participants can organize a
small exhibition in the museum'’s public hall, which
attracts many photography enthusiasts.

The Chinese Photography Museum'’s education-
al activities focus on local context and a practical
approach. Every summer, the Lishui Photographic
Culture Center organizes a summer photography
camp in the countryside, where urban students are
guided by photographers to visit nearby villages and
use film cameras to capture the process of making
traditional handicrafts. The finished works are col-
lected in an album, which is presented to the vil-
lagers. The Shanghai Museum of Vintage Cameras
holds monthly courses on repairing vintage camer-
as, where experienced technicians explain the prin-
ciples of mechanical structures, and participants
can disassemble and assemble vintage film camer-
as with their own hands. At the end of the course,
participants receive a certificate from the museum
confirming their completion of the repair course.
Such events often attract retirees and families with
children.

Social media and online interaction. MAMM’s
online interactive activities are based on the mu-
seum's resources, and the #MAMMcollection inter-

active campaign on social media (initially with the
participation of Beeline and later on VKontakte) is
ongoing. Every week, the museum chooses one of
the classic works from its collection, publishes de-
tailed information about it and the history of its cre-
ation, and invites users to take a photo of a modern
image with the same composition or theme and up-
load it with the corresponding hashtag. The best
user works will be reposted on the museum'’s offi-
cial account, and some of them will be included in
the annual online album.

The Chinese Photography Museum’s social me-
dia engagement is tailored to the local audience’s
habits, and the official WeChat account “Memories
in Images” (Yingxiang Jiyi) of the Lishui Center for
Photographic Culture stands out for its unique con-
cept. This section features a monthly theme, such
as "Wujiang in Old Photographs,” encouraging us-
ers to upload old photographs from their person-
al archives taken in the Lishui region and attach a
short text explaining the story behind the photo.
The editorial team selects materials with historical
value and presents them in the form of illustrated
publications. Participants whose works are select-
ed receive individually designed electronic copies
of scanned photographs from the museum.

The official WeChat account of the Lishui Center
for Photographic Culture features a section called
“Photo Stories,” which encourages users to upload
old photographs from their personal archives and
accompany them with short text memories. Every
month, the best materials are selected to be pre-
sented in the form of an electronic album, and their
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Il 5. Wu Pinhe. «Fairyland».

authors receive a individually designed set of print-
ed photographs from the museum. The Shanghai
Museum of Vintage Cameras is holding a camera
knowledge contest on the Douyin platform, post-
ing small quizzes on the functions of cameras from
different eras, and viewers can participate in the
contest by answering questions in the comments.

An interactive experience in physical space.

The creative programs of interactive physical in-
teraction with photographs and photo collections
used at MAMM create a situation of audience par-
ticipation in the creation of collective projects. In
the central exhibition hall, there is a stand with a
field divided into hundreds of squares. Visitors can
take photos of themselves or the exhibits using in-
stant-print cameras provided by the museum, and
then place the photos in any of the squares. After
three months, a large collage will be formed, and
the artist, the author of the project, will create a
secondary work based on it.

In the audiovisual room, viewers can record a
30-second commentary on a selected photo, which
the system will link to the image. Subsequent visi-
tors can listen to the comments of different people
by scanning the QR code next to the photo, allow-
ing for a multifaceted interpretation of the artwork.
Such projects are based on the principle of a kind of
artistic and sociological study of the preferences of
viewers with different cultural, professional, and age
backgrounds, as well as the study of the audience.

The Chinese Photography Museum uses a differ-
ent strategy to create an immersive experience for
its visitors. The physical interaction between view-
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ers and the photographic art allows for an empha-
sis on immersion and emotional connection. The
outdoor exhibition area of the Li Shui Center for
Photographic Culture features photography equip-
ment that captures different seasons. Both tradi-
tional film cameras and the latest digital cameras
are used. Depending on the nature of the lighting
at different times of the year, changes in the angle
of light incidence, and changes in light tempera-
ture throughout the day, fixed shooting points have
been selected. Viewers can take photos of the same
landscape and compare the results of shooting with
different cameras at different times of the year or
even at different times of the day. The photos tak-
en can be printed on site and placed on the time
wall with the photographer’s name and the date of
the photo shoot.

The photo lab area of the Shanghai Museum of
Old Cameras has complete equipment for tradi-
tional photo printing. Under the guidance of tech-
nical experts, visitors can create their own photos
on 1980s photo paper from the museum's collec-
tion, going through the entire process from expo-
sure to development. The finished works can be
taken as a souvenir.

Conclusion.

MAMM forms its concept of exhibition and inter-
action with the public through multimedia storytell-
ing and technologically oriented exhibition formats.
The use of international biennials and digital inter-
active installations positions the museum as an im-
portant hub in the global exchange of photographic

art. Projects such as “Art Laboratory” and “Photo
Mosaic” disrupt the one-way knowledge transfer of
traditional museums, engaging the public in deep
participation in artistic creation and exchange. Pro-
jects such as the Art Lab and Photo Mosaic chal-
lenge the one-way knowledge transfer of traditional
museums by engaging the public in deep participa-
tion in artistic creation and dissemination.

The Chinese Photography Museum, drawing on
the local context, has developed an exhibition logic
that coexists with traditional craftsmanship and con-
temporary themes. The Li Shui Photographic Cul-
ture Center, through landscape photography and
the localization of the narrative of intangible cul-
tural heritage, and the Shanghai Vintage Camera
Museum, based on the history of equipment devel-
opment and restoration experience, closely link the
art of photography with regional culture and tech-
nical memory, demonstrating the social function of
the photography museum as a carrier of culture.

Such collective actions by Russian and Chinese
museums are based on the principles of creating
complex works of art developed by artists, design-
ers, and photographers, which are formed as if by
chance, but at the same time in accordance with
a well-structured scenario and project concept. An
individual artist or a group creates a kind of de-
sign-curatorial project, which defines the objec-
tives, the sequence of actions, and the result, which
is disseminated in the media space, becoming avail-
able to the public and fulfilling its cultural mission.
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NCCNEAOBAHWE CTPATETI SKCMOHNPOBAHWA
®OTONCKYCCTBA W B3AMOAENCTBUA C
NYBANKOW B ®OTOMY3EAX POCCUN N KNTAA

AHHomayus: Ha npumepe Mynemumedua Apm My3es,
Mockea (MAMM,), Kumalickozo yeHmpa gpomozpagpuye-
ckoli Kynemypei 8 J/luwye u My3ses cmapuHHeix homoan-
napamoe e LllaHxae, nymem cpasHuUmMeibHO20 aHA/IU3a
npakmuk smux mpex y4pexadeHuli 8 ob1acmu 8eicma-
B04YHbIX hOpMamMo8 u MexaHu3mMos 8zaumodelicmeus ¢
ny6aukol, aHanusupyromecs nymu pazsumus my3sees ¢o-
moapagbuu e pazHbix Ky/ibmMypHbIX KOHMeEKCMax, a makxe
ucnosib3yemsie 8 aMux npoekmax Memoos! dusaliHa. Vc-
cnedosaHus nokaseiearom, ymo MAMM cokycupyemcs Ha
MexMeduliHOM nogecmeoeaHuu, co30aem uMMepcusHsie
8bICMABKU C NOMOW{bIO YUpossix mexHoa02ull U ycuau-
gaem sossie4eHHOCMb Ny6AUKU Yepe3 MexXOyHapoOHble
bueHHase u 2106a/1bHbIe 06pazosamesioHble NPO2PAMMSI.
Ana pomomyseee Kumas xapakmepHo codemaHue 08yx
HanpasesaeHul: uccnedosaHue mpaduyuoHHOU Kylemypel,
ucKyccmea u pemecesi ¢ UCN0/Ib308aHUEM CO8peMeHHOU
memamuku u Hoeeliwiux mexHosnozuli. [10006HeIl Nodxod
OpUeHMUpPOBAH HA NONY/IAPU3AYU MeCMHOU Ky/lbmypsi

®oTtorpaduma ABNAETCA HE TONBKO MHCTPYMEH-
TOM BUW3YyasibHOW JOKYMEHTaLMK, HO U CPEACTBOM
XYZAO>XEeCTBEHHOTO BblpaXkeHwus, obnagaeT KyabTyp-
HOW LLleHHOCTbLO, KOTOPbIE MOCTOSAHHO NEePeoCMbIC-
NNBatOTCS B My3elHOM KoHTekcTe. C pa3BuTneM
LUMPPOBBIX TEXHONOTUIA U POCTOM KYJ/IbTYPHbIX MO-
TpebHocTeln 0bLecTBeHHOCTH, GOpPMAT BbICTaBOK B
My3eax doTorpadumm nepexoanT OT CTaTUUHbIX IKC-
NO3MLUMIA K AMHAMUYHBIM MHTEPAKTUBHBIM GOpMaM.
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U J10Ka1u308aHHOe 83aumodelicmaue, 4mo no3gosisiem
¢opmuposame dugppepeHyuposaHHsle Mooeau c8sa3u ¢
obwjecmseHHocmeto. MccnedosaHue nokaseieaem, 4mo
0214 obecneyeHus ycmoliyugozo passumus gpomomysees
Heobxodumo 6asaHcuposame Mex0y mexHoI02u4ecKuMu
UHHOBAYUAMU U Ky/lbMypHbIM Hacneduem, cnocobcmays
NOBbLIWEHUIO YPOBHS OCO3HAHUS U 808/1e4eHHOCMU Ny-
6s1uKU 8 homouCKyccmeo yepes UHMe2payuro uHmep-
HAYUOHAMbHbIX meHOeHYul ¢ 8u3yaasHol cneyugukoli
JI0KanA6HOU Kysemypsl. B yesnom, My3eu npespaujaromcs
8 c80e20 podad KpeamusHble Kacmepel, Npusiekaroujue
ny6uky ceoumMu omkpeimeimMu 01 meop4yecmsa npo-
epammamu g3aumodelicmeus.

Knrouesele coga: myseli pomozpagpuu, homossicmas-
Kku, e3aumodelicmaue ¢ nybaukol, 8U3yanbHas Kynemypa
¢domouckyccmea, Mynemumedua Apm Myseli (MAMM),
YeHmpbl NnpUMsAXeHUs kpeamueHblx UHOycmpud.

Kak coxpaHuTb akaeM1UYecKnin xapakTep BbICTaBOK 1
NpW 3TOM MOBbLICUTL CTeMeHb BOBAEYEHHOCTM Myb.au-
KW — CTano LLeHTPanbHOM TeMON Ans obCyXaeHus
B MUPOBOW MHAYcTpun. Poccnsa n Kutain cdopmu-
poBanu CBOW YHMKabHble NyTW pa3BuTua B obna-
¢t doTtorpadumyeckoro nckyccrsa. Mynbstnmeana
ApT Myseli, MockBa (MAMM), kak nepeoe B Poc-
UK yupexxgeHuve, cneunannsmpyrowieecs Ha ¢po-
Torpadun 1 MesmanckyccTBe, NpeacTaBaseT cobon

WMHHOBALMOHHbIE MPaKTUKM, KOTOPbIe OTINYAKOTCS
oT nonckoB poTomysees Kutas.

B gaHHOM mccnesoBaHMM B KayecTBe NPUMEpPOB
BblOpaHbl MynbTMeana ApT Mysein, Mocksa, Kntai-
CKUI UeHTp doTorpaduueckon KyabTypbl B Jinwwye
n LWaHxarcknin My3en cTapuHHbIX GoToanmnapaTos.
MyTem aHanmn3a NpakTMUYeCcKoro onbiTa 3TUX My3eeB
B 0621aCTV OpraHn3auun BbICTaBOK M MEXaHU3MOB
B3anMOJEeNCTBMA C NyBANKON pacKpbiBaeTCa N0rmKa
pa3BuTMs My3eeB poTorpadun B pasnnuHbIX Kyab-
TYPHbIX KOHTEKCTax. B maTepunanax agna cpaBHeHuA
cTpaTernin ncnonb3oBaHbl Nybankaumm o My3sesx B
KWUTaMCKUX MCTOYHMKAX.

1. HaumoHanbHbIN, KyNIbTYPHbIN U reorpagpurye-
CKMA M NPOCTPaAHCTBEHHbIN KOHTEKCT PpoTOMY3eeB

Mo3nuymoHnpoBaHne n ocobeHHoctn MAMM.
MAMM pacnonoxeH Ha yanue OCToXeHKa B LeHTpe
MockBbl, rae cocpefoToueHo 60/bLIOe KOANYECTBO
ncropuueckmx 3ganmii XVII-XIX Bekos. B okpecT-
HOCTAX HaXOAATCA TaKume KyNbTypHble JOCTONPUME-
YyaTenbHOCTY, Kak TpeTbAKOBCKas rasepes n Mysel
n306paznTenbHbIX UCKYcCcTB MMeHU A, C. MNyLuKkunHa,
yTO 06pasyeT KOHLEHTPUPOBAHHOE XY/0XEeCTBEH-
Hoe coobLecTBO. 3T0 reorpadpuyeckoe npenmyLle-
CTBO MO3BONAET €CTECTBEHHO UHTErpMpoOBaThCA B
ropoACKOM Ky/NbTYPHbIA LIeHTP, obecneumnBas Kak
NOBCEAHEBHbIV AOCTYN MECTHOW ayAUTOPUN, TaK U
yAOOHbIe MapLUPYTbl Af MEXAYHAPOAHbIX TYpu-
cToB. [pn 3TOM ncTopmnueckas atmocdepa yanubi
BCTYNaeT B BPEMEHHOW N NPOCTPaHCTBEHHbIN M-
aNor c COBPEeMEHHbIM XYA0XECTBEHHbIM NO3MLM-
OoHunpoBaHunem my3es [10].

BHyTpeHHee NpoCTPaHCTBO 34aHMA My3es Mo-
C/le PEKOHCTPYKLUUN UMEET MOAYbHYH KOHCTPYK-
LM, YTO NO3BOAAET FTMOKO M3MEHATb NMIaHUPOBKY
BbICTaBOYHbIX 3a/10B B 3aBUCUMOCTU OT NOTPeBbHO-
CTel BbICTaBOK. [NlaBHbIV BbICTaBOYHbIWA 3a/1 OCHa-
LeH MOBWIbHBIMN NeperopoAKaMu 1 NOAbEMHbIMM
BbICTABOYHbIMMW CTEHAaMW, YTO NO3BONAET NPesCTaB-
NATb Kak KPynHble poTorpaduryeckne BbiCTaBKM, Tak
N pa3aenatb NPOCTPaHCTBO Ha HE3aBMCMMble 30HbI
N AEMOHCTPaLMM HEHONbLUNX MeAMaNHCTaNNALMNRA
[8]. MepexoaHas 30Ha Mexay 0bLLeCTBEHHbIMU MPO-
CTPaHCTBaMW 1 BbICTaBOYHBIMYW NJOLaAaMN 060py-
[l0BaHa OTKPbLITOM 30HOM OTAbIXA, I4e BCTPOEHHbIE B
CTeHbl HonblUMe 3KPaHbl LIUKJAUYHO BOCMPON3BOAAT
My3eiHble BUAeonpomn3BeseHms. Takas KOMNO3un-
LS NO3BOAAET 3PUTENHO HAXOAUTHCA B COCTOSHUM
HenpepbIBHOIO XyA0XECTBEHHOIO NOrPY>XeHUs BO
BpPeMs ABWXKEHWA, Pa3MblBas rpaHuLibl Mexay oc-
MOTPOM 3KCMO3NLMIA N OTAbIXOM, TEM CaMbIM MO-

BblLLaA NpuBAeKaTeNbHOCTb NpocTpaHcTBa [9]. B
KONOPUCTUYECKOM peLLeHMM NPOCTPaHCTBa Npeob-
Najaet NPUHLMN 3KCNOHMPOBaHUA no Tuny 6eno-
ro HeMTpasbHOro MNPOCTPaHCTBA raseper u Mysees
COBPEMEHHOro nckycctsa — «benbi ky6» [12], uto
CBf3aHO C OZHOWN CTOPOHbI, C UCTOPUEN MOLEPHMU3-
Ma 1 NPUHLMNaMKN ero 3KCMNOHMPOBaHMA (ouuLe-
HWe NPOCTPaHCTBa OT BCErO, YTO MOXET NoMeLlaTb
NAeHTUOUKALIMM NPOU3BEAEHNA C UCKYCCTBOM), @ C
ApYro — c TpaHCchopMaLmenn CTaHKOBOM KapTUHBI,
419 AeMOHCTpaLum KoTopol 6enas cTeHa CTaHOBUT-
€Sl CaMOCTOATENIbHOM 3CTETUYECKMM CUMBOJOM. [1o-
AOOHbBIA MUHUMaNM3M LBeTa BAUSET U LIBETOBYHO
nananTpy Kak GOTOUCKYCCTBA, Tak U GpoToAMN3aiHa.

Cucrtema KoanekUnii 1 MeXXayHapoaHbIi Bbl-
CTaBOUHbIN 6peHs. Cuctema konnekumii MAMM ox-
BaTbIBAET NMOJIHbIV XPOHOJIOTMYECKUIA Anana3oH oT
paHHero stana 3apoxgeHuna potorpadum B Hauane
XIX Beka A0 COBPEMEHHOIO LIMPPOBOro NCKYCCTBa.
B konnekunun, HacumTtbiBaowen 174 Toicaum eam-
HWL, XpaHeHWs, NpeacTaBaeHbl Kak NPon3BeAeHus
KJaCcCMYecknx TeEXHWK — JareppoTmnus, oTneyar-
KW, BbINMOJIHEHHbIE MO MOKPO-KONOANOHHOMY MPO-
Leccy, Tak 1 HoBble MeguMadopmaTbl — LmdpoBsas
KOMMbloTepHasa rpadurka, MHTEPaKTUBHbIE MENANH-
ctannaymm. Ctpaterna opMmpoBaHuna Koanekumum
Ha OCHOBE He TONbKO UcTopuyeckon dotorpadum,
HO 1 MPYMepOB COBPEMEHHOIO MCKYCCTBa (a Tak-
e undpoBoro nckyccrea), Bkarovas noMmmo do-
Torpaduu, XnMBonuck, rpaduxy, 06B-eKTbI, BUAEO U
KWHO — Obla 3an0xeHa anpektopom O.J1.CBn6-
NIOBOV caMOro Hadyasa co3gaHus Mysesa B 1995 r.
(nepBoHavansHo MockoBckuin Jom doTtorpadum).
Cpeamn My3eliHbix 06beKTOB 60s1ee NONOBUHbBI CO-
CTaBAAOT paboTbl poccuiickmx potorpados, oTpa-
aroLwmx asoaroLmo GoTorpadmyeckoro NckyccTsa,
HaumHas ¢ Poccum XIX Beka, fo pacnaga CoBeTckoro
Coto3a n Poccuinckon poTorpadumn n Meamanckyc-
cTBa Hauvana XXI Beka. Ocoboe BHUMaHWe yaenserca
coumanbHO-AO0KYMEHTaNbHOM GoTorpadun 1 aBaH-
rapAHbIM Xy0>XXeCTBeHHbIM 3KCnepumeHTam, dop-
MUPY# YHWKaNbHbIA HappaTUB BU3YyaslbHON NCTOPUA
CTpaHbl [5]. 3TOT MaTepman oTpaxeH B MHOIOUMNC-
NeHHbIX n3gaHnax MAMM: cepuun katanoros ¢o-
TodectmBanen «Moga n ctunb B potorpadumm» (c
1995 r.), potobueHHane (c. 1996 r.), katanoros nep-
COHa/bHbIX M TeMaTnyecknx BbictaBok [11], cepus
doToanbbomoB «Poccus. XX Bek B hoTorpadumsax».

B chepe mexayHapoaHbix BbicTaBok MAMM npu-
obpen rnobanbHOE BAVAHWE Baarogaps opraHusa-
unn dotorpadmyeckon bueHHane. 3ta breHHane,

103



npoBognMas pa3 B jBa roga, cocpefotaymBaeTcs
Ha pas/INYHbIX TeMax TPaHCHaLMOHaNbHbIX GOTOrpa-
burueckmx npakTmkK. B paMmkax npoLubix BbICTaBOK
6bIIN PacCMOTPEHbI TakMe akTyasbHble BOMPOCHI,
KaK rpaHuLbl, TEXHOIOTMU ABUXXEHWNS, PaHHME 3KC-
MepUMeHTbI C LiBETOM, YTO NMO3BOAUAO CObpaTb Nog,
OAHOW KpbiLlei npounsseseHus ¢oTtorpados ¢ NaTu
KOHTWHEHTOB. B nepunog npoBeAeHns BbICTaBOK Op-
raHn3yroTCA akagemmyeckve GOpymbl U pe3ngeH-
LUK ANA XYAOXHWKOB, NPUBAEKaroLLe COBMECTHOE
yyacTne KypaTopoB, KpUTUKOB 1 TBOPLOB [14].

TunuuHbIf Kelic-aHanu3 Kutaickoro myses ¢o-
Torpagum.

LleHTp doTtorpaduueckoin Kyabtypsbl, Jinwyn
(Lishui Photography Cultural Center). CtpouTenb-
CTBO 3aaHusA LieHTpa dpoTorpaduueckort KyabTypsbl
B Jlnwye (MpoBuHLUMA YxaL35H)" Obl10 3aBepLLEHO
B 2024 r. TMraHTCKUIA KOMMIEKC, HanoOMUHaOLW M
no ¢opme ¢ BbICOTbI MTUYbErO MoJsieTa CBEPHYTbIE
PYNOHbI NMJIEHKKN, PAaCNOIOXEH Ha yyacTke K ory oT
LLeHTpasbHOW 601bHULBI Fopoga Jlnwys, ero obuas
naowaab coctaBasaet 15 785 kBagpaTHbIX METPOB, a
obLwas naowaab 3actponkn — 34 305,80 kBagpaT-
HblX MeTpoB. LieHTp doTorpadurueckon KynbTypsl
COCTOMT U3 3 HaZA3EMHbIX U 2 MOA3EMHbIX 3Taxew,
BblCOTa 34aHunA coctasaset 21,75 meTpa. Ha nep-
BOM 3Ta)ke pacnoioXXeHbl BbICTABOYHAsA 30Ha, BCMO-
MoraTe/ibHble MOMELLEHNA U T. 4.; Ha BTOPOM 3Taxe
— 30Ha MeXAyHapoAHbIX GOTOBbLICTaBOK U T. A.; Ha
TPeTbeM 3Taxe — 30Ha Pa3BUTUA U AEMOHCTpa-
LMW KYJAbTYPHbBIX U TBOPUYECKUX UHAYCTPUN, 30Ha
AEMOHCTPaLMN NYYLINX NPOU3BEAEHUI KYNbTYpP-
HbIX 1 TBOPYECKUX UHAYCTPUIA U T. A.

EcTecTBeHHas cBA3b LEHTPa C MECTHbIMUW NpU-
POAHbIMM pecypcamu rop 1 BoJ, Hallia oTpaxeHune
B BbICTABOYHOW KOHLEMLNN, OPNEHTUPOBAHHON Ha
pernoHanbHble nensaxu n GoNbKIOPHbIE MEPO-
npuaTtuns, nHterpmpys dotorpadurueckoe NCKyCccTBo
B pPErMoHaNbHbI Ky/bTYPHbIA HappaTus (Anpek-
TOp ueHTpa -H Weixin Fu). ApxuTeKkTypHbIN 061K
obbekTa coueTaeT cTuab Xxuanw, KOxxHoro Kutas
(LI3siHHaHb) C COBPEMEHHOW CTaNbHOW KOHCTPYK-
Lumeli: 6enble CTeHbl U cepble YepernnuHble Kpbl-
LN raPMOHWNYHO BMMCbIBAIOTCA B OBANK OKPECTHbIX
fepeBeHb, B TO BPeMS KaK BbICOKME BbICTaBOYHbIE
3a/1bl BHYTPU OTBEYAOT NOTPEOHOCTAM AeMOHCTPa-

1. WNHdopmaums o 3paHnm 1 nepsbIx BbicTaBkax LieHTpa dpoTo-
rpadpuueckon kynbtypbl Jinwys. URL: http://www.inzhejiang.
com/Culture/art/202505/t20250521_27473190.shtml (gata
obpaleHuns 14.06.2025)
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Lnn KpynHopopmMaTHbIX poTorpapuueckmx npo-
n3BeaeHuNn.

Kak ocHoBHOM HocuTenb nepBoin B Kntae «pogm-
Hbl oTorpadum», LieHTp doTorpadumueckon Kynb-
Typbl JInwys co3gan MHOTOYPOBHEBYHO CUCTEMY
BbICTaBOK. [1OCTOAHHAs 3KCMO3ULMA COCPeAOTOYEHA
Ha nctopun dpotorpadpum JlnLys, npeactaBass TBOP-
YeCckUn NyTb MecTHbIX poTorpacdos ¢ 1970-x rogos
[0 HalLMX AHel, C 0CObbIM aKLEHTOM Ha fepeBEH-
CKYIO JOKYMeHTaNbHY0 dpoTorpaduto, pukcnpyro-
LLYHO M3MEHEHNA B HAPOAHbIX 0bblvasx. BpeMeHHble
BbICTaBKM OPUEHTUPOBaHbI Ha MeXAYyHapOAHble pe-
CYPCbI: @KEerofHO NPOBOANMBIN JINLLYACKUA decTn-
Bafb PpoTorpadun npmenekaet pabotbl poTorpados
13 fecaTkoB cTpaH Mupa [4]. Cam xapakTep BbICTaB-
nsembix GoTopaboT HepeaKo CO3ByYeH Npoun3Bee-
AEHVAM TPaAULNOHHOWN KNTANCKOWN XXMBOMUCK, TAe
AOMUHUPYHOT Nen3axHble MOTUBbI, COYeTaHNE MSAT-
KOro akBapesbHOro pPUCyHKa U OCTPOWN INHENHOM
rpagmyeckont Gopmbl.

My3ei ctapuHHbIX ¢poToannapatos B LLlaHxae.
My3elt cTapuHHbIX doToannapaTos LLlaHxas pacno-
NIOXEH B MeLLeXOAHOM 30He Ha yanue HankmH-AyH
B parioHe XyaHny, B OKPY>XeHUW OXMUBIEHHbIX TOP-
rOBbIX LLEeHTPOB C 60/bLUMM NMOTOKOM NtoAen. Takoe
pacnonoxeHve NO3BOAAET My3eto yAenaTb 601b-
e BHMMaHWA Nonyasapusaumm cpeamn WUpoKon
ny6avkn. My3sei 3aHMMaeT Tpu 3Taxa CToNeTHe-
ro 3gaHuvsa. Y Bxoga BoccosgaH dacag dotoatenne
BpemMeH foMuHbAaHa. CTapuHHble NPUAaBKKY, aepe-
BHHble QOTOCTYAUN N APYTME SNEMEHTbI UHTEPbEPa
BOCMpPOM3BOAAT 06CTaHOBKY. DKCMO3MLMA BOCCTA-
HaB/IMBaeT OTPaCNeBYIO Cpedy paHHero nepunoaa
pacnpoctpaHeHus ¢otorpadum B Kutae, nomoras
3puTeNAM Yepes NCTOPUYECKME CLieHbl MOHATbL pas-
BUTME POTOTEXHMKM [6].

OcHoBHas 3KCNO3nLMA My3es MOCBALLEHa CTa-
pVHHbIM doToannapartam. B konnekuymm myses Ha-
CUMTBIBAETCA OKOJIO ABYX ThbicAY poTOannapaTos,
HaumHas ¢ koHua XIX Beka n 3akaH4YMBas KOHLOM
XX Beka, BKArOYas Knaccnuyeckme bpeHsbl, Takme Kak
Leica 1 Zeiss, a Takxxe MOZeN KUTaNCKOro npouns-
BOACTBa, Takune kak Great Wall n Seagull. BeictaBou-
Hbll1 321 OpPraHM30BaH B COOTBETCTBUUN C UCTOpUEN
pa3BUTUA TEXHONOTMIA: OT PaHHWX AEPEBSAHHbIX Ka-
Mep L0 CKAafHbIX KaMep C KOXaHbIM KOPMyCcoM U
3NIeKTPOHHbIX aBTOMaTU4ecKknx kamep. Kaxaas ka-
TEropus 3KCNoHaToOB COMPOBOXAAETCA NOAPOOHbI-
MU TEXHUUYECKMMUN OMUCAHMAMU U BOCCO3aHHbIMU
CLeHaMM ncrnonb3oBaHus. NMoMMMO cTaTyecko
3KCMO3MLMK, B My3ee BblgeNieHa crneLmanbHas 30Ha,

rae AEMOHCTPUPYHOTCA TEXHONOMMK peMoHTa GOTO-
annapaTtoB. TeXHWUKM Ha MecCTe NoKasblBatOT NPO-
uecc pasbopku 1 06cayxmBaHNa 06bEKTUBOB, UTO
NO3BO/SIET NOCETUTENSAM HarAsa4HO YBUAETb, Kak
COYETarTCA TOYHAA MexaHunKa 1 onTuyeckme Tex-
Honorum [15].

PeTpo-TexHuKa TpebyeT AN CBOErO OKpY>XeHUs
Ha CTEHaxX My3esl U COOTBETCTBYHOLMUX TON UAWN MHOW
anoxe npousseaeHnin ¢otonckyccraa. JepeBsH-
Hble KpynHodopMaTHble Kamepbl 3KCMOHUPYHOTCS
B OKPY>XEHUW MPOUN3BEAEHNIN CTYANNHON MUKTOPU-
anbHoun dotorpaduu B TeXHUKE BPOMOLAb, IMbO ¢
NoAKpPaLUEHHbIMW, AN BUPUPOBAHHbIE B Pa3iny-
Hble TOHa doTOOTNEeYaTKaMM.

2. CpaBHeHMe Mojesiell BbICTaBOK U KypaTop-
CKUX CTpaTerni.

MAMM — TpaHcmeauitHoe noBecTBoBaHMe. [10-
CTPOEHMe 3KCNO3MLMOHHOro cogepxaHma MAMM
OCHOBaHO Ha $poTorpadumn kak OCHOBHOM KOHLLeM-
TyaJlbHOM OCK, C paclUMPEHNEM MYAbTUMELNIAHBIX
dbopmaToB B KauecTBe AOMOJHUTENbHbIX C/0EB
CTPYKTYpbl. B cneymanbHOM BbICTaBke, NOCBALLEH-
HOW BM3yanbHOW NamMATn LMdPOBOM 3MOXK, Kypa-
TOpCcKas KOMaHZa oCyLlecTBuaAa napananenbHoe
pa3mMelleHue gareppoTtunos XIX Beka 1 coBpemen-
HbIX LUPPOBBLIX MOHTaXHbIX N306paxkeHUn. Yepes
BWAEOMHCTAMIALMIO B CMEXHOM BbICTaBOYHOM 3asie
NPOAEMOHCTPMPOBaHa 3BoAtOLMA GOPM OLHOIO U
TOro Xe NPoTOoTMNa MepCcoHaXxa B PasHbIX Meaua.
Takas nocTtaHOBKa HapyLlaeT Tpajg1LMOHHOe Bpe-
MEHHOEe JIMHeltHoe noBecTBoBaHMe doTorpadpurye-
CKWX BbICTaBOK, MO3BOAA 3pUTE/HO Yepe3 KOHTPaCT
COMOCTaB/NIeHN YBUAETb BANSHNE MeAMa-TEXHOO-
TMN Ha CIOXKeHWe BM3yabHbIX 06pazos [1].

KypaTtopckas ctpaterna MAMM noguepkusaet
MHOTrOMepPHOCTb UHTepNpeTaL M TeMbl. BbicTaBka
ncropuyeckmx potorpadpuin Mocksbl Hbl1a Noces-
LEeHa N3MEHEHWAM FOPOACKOro NaHawadTa. Ha Hel
npegcrtasneHbl dotorpadumm yamy, pasHbix 3Mox, a
TakXXe MHTepakTUBHas NpoeKums KapTbl FOposa,
Ha KOTOPOW 3pUTeNN MOTYT YBUAETb NCTOPUYECKME
doTorpadun n Bnaeo B peasbHOM BpEMEHM, Kaca-
ACb 3KpaHa [7].

Kutaiickun mysen potorpacdumn: couetaHume
TPagMLMNOHHbBIX TEXHONOTMIA U COBPEMEHHbIX TEM.
BoicTaBka B Kutaiickom my3ee dpotorpadum seMoH-
CTPUPYET NapannenbHoOe pa3BnTme TPAANLMOHHbIX
pemecen N COBPEMEHHbIX TEM, COXPaHAA Uctopuye-
CKYHO NPeeMCTBEHHOCTb GOTOrpadunUecKkon TeXHNKN
N YKOPEHAACh B MECTHOM KY/JIbTYPHOM KOHTEKCTE,
yTObbI pacWwmpuTb KPyr nHTepecos. Cepus BbiCTa-

BOK «HemaTepwmanbHoe KyabTypHOe Hacnegue B Go-
Torpadusx» B LleHTpe poTorpadumueckon KyabTypsl
Jlnwysa aBaseTca TUNWYHBIM NPUMEPOM peann3aLmm
3TOW MOJAEeNUN: B NEBOM YacTU BbICTaBOYHOrO 3a/a
C MOMOLLbIO KAaccuyecknx TexHnk XIX Beka, Takmx
Kak LMaHOTUMNSA N MOKPOKONNOANOHHBIA GOTO-
rpadpuuecknin npoLece, TOHKO nepegaHbl paboune
npoLLeccbl MacTepoB, 3aHVMaroLLMXCA Pe3bboi No
AepeBy, nsrotoBaeHnem cmHero dapdopa n gpy-
TMMUW BUAAaMW HeMaTepPMaabHOrO Ky/bTYPHOro Ha-
cneams, a TekcTypa n3obpaxkeHnn nepekankaeTcs
C Tena0Tol pyyHon paboTbl. 34ech e, B NpaBow
YacTW 3KCMO3MLUMM NPeACcTaB/eHbl CHAMKMW NMpue-
XKallMx TepPUTOPUIA, CAeNaHHble MoaoabIMN GOTO-
rpadamMu C NOMOLL IO APOHOB.

3HakoMCTBO ¢ TexHuKkon B My3see ¢poToanna-
patoB B LLlaHxae. lMocTtoaHHas akcno3umumna «Ceer,
TeHb ¥ 3Mnoxa» B My3ee cTapuHHbIX poTOannapaToB
B LLlaHxae nocBALLeHa NCTOPUM pa3BUTUA TEXHONO-
TMA 1 NoKa3biBaeT rNyboKyto CBA3b MEXAY 3BOJIHO-
umen GOTOTEXHUKMN U COLMANbHBIMU U3MEHEHUAMM.
B BbICTaBOYHOM 3ase NpejcTaBaeHo 6onee CTa aKC-
NMOHaToB, OT AepeBAHHbIX GOTOoanMnapaToB KOHLLA
AnHacTum LisHbnal 10 oTeYeCcTBEHHbIX 3epKasibHbIX
doToannapaToB, BbIMYyLEHHbIX NOCAe Havana pe-
bopM 1 OTKPLITOCTU. Hapagy ¢ AeMOHCTpaLmen Tou-
HOWM MexaHW4YeCKOW KOHCTPYKLMK doToannapaTos
Mapkm «Yaika» 1950-x rosoB, OAHOBPEMEHHO Mpea-
cTaBneHbl dotorpadun, caenaHHole dotorpadamm
TOro BPEMEHM C NMOMOLLbIO Takunx Xe dhoToannapa-
TOB, Ha KOTOPbIX 3arneyaT/ieHbl CLEeHbl CTPONTENbCTBA
VPPUraLMOHHBIX CUCTEM Ha CE/IbCKOXO3NCTBEHHbIX
YrofbAx N MPOU3BOACTBEHHbIE MPOLLECChI Ha 3aBO-
nax. TaknMm 06pa3om, HTeprpeTaumns TeXHNYECKnxX
napamMeTpoB eCTecTBEHHbIM 06pa3oM nepexoamuT K
COBPEMEHHbIM Pa3MbILLIEHNAM O TOM, kKak hboToun-
306paxeHns y4acTBytOT B MOBECTBOBAHWM O CTPO-
NTENbCTBE CTPaHbI.

B nogobHo ABOWHOW cMcTeMe KypaTopcTBa (coe-
AVNHEHME TEXHUYECKOTO U XYAO0XKECTBEHHO-A0KYMEH-
TaNbHOrO KOHTEKCTOB) 0COboe BHUMaHWe yaenserca
OTPa>KeHUHo pernoHanbHbix GONbKAOPHbIX TPaam-
LW 1 aKTyasbHbIX COLMabHbIX Npobaem.

Kak npenoaasatens LLkosbl An3aiiHa 1 UCKYCCTB
WHcTnTyTa TexHonormm CAMbIHBCKOTO YHUBEPCU-
TeTa, aBTOP CTaTbM YaCTO Bbl€3>XKaeT Ha MJeH3pPbI
BO BpeMsA NeTHMX kaHukyn. B 2023 roay Ha Tep-
putopun CrHbL3AHa yAanocCk 3anevatneTtb Ha $o-
Toanmnapar cTaTMyeckne MOMEHTbl AMHAMUYHOrO
TPaAVLIMOHHOTO TafKMKCKOrO KOHHOTO COCTA3aHMA
«Koknap» (nepexsat 6apaHa). TOHkas rpagaLus 10-
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HOB, KOHTPaCTbl Pe3KOro 1 NepeaHero 1 pa3MbITOro
3a/iHero naaHa no3Boanau nepegatb dusnyeckoe
HanpsAXXeHWe BCafHNKOB N AMHAMUYECKYHO NAACTN-
Ky Noliaseit, NpoAoaxas Knaccmyeckme Tpaanumm
[OKYMeHTaNbHoM ¢poTorpadum B dpukcauum Gosb-
KJOPHbIX COBBLITUN.

3. TexHnueckme cpegcrea n GopMbl eMOH-
cTpauum

MAMM: nmmepcuBHbIn onbiT. MAMM B cBO-
NX TEXHONOTNYECKMX MPUAOXKEHNAX OPUEHTUPYETCS
Ha UMMEPCMBHbIA OMbIT KAK OCHOBY, €ro MHHOBa-
LMOHHbIE MPAKTMKN YacTO COYEeTaroT COBPEMEH-
HOe oCMbICNeHMe Knaccuyeckux otorpapuyeckmx
npov3BeseHnin. B o4HOM 13 NPOeKTOB ANs BUPTY-
anbHon poTtonabopaTopuu Bbian CneLmanbHO Bbl-
H6paHbl 3KCneprMeHTabHble PaboTbl BEHIEPCKOro
¢doTorpada AHape KepTewwa (André Kertész) 1920-x
rofoB B KayecTBe opueHTMpa. MNocetntenm c nomo-
Wb TEXHONOTMI 3axBaTa ABUMXXEHUI MOAENNPYIOT
nposBOYHble onepaunmn KepTewa: npu KOHTpoOAe
XecTaMy NpPonopuUmnin NPOABOYHOIo pacTBopa Ha
3KpaHe CUHXPOHHO OTObpaXxatoTcA pparmMeHTbl ero
PYKOMMUCHbIX 3aMeTOK, OB bACHAOLWMNE, KaK N3MeHe-
HWe BPEMEHW NPOoSABAEHUA YCUAMBaeT 06bEMHOCTb
n306paxeHns. ITa TEXHONOTUA He TOJIbKO BOCCO3-
[AET TPaAMLIMOHHbIE TEXHONOTMM, HO U MO3BOASET
3pUTENtO MOHATb MHAMBUAYaNbHbIA KOHTPOAb $O-
Torpada Hag XyAoXeCcTBeHHbIM KauecTBOM n3obpa-
XeHus. [pyras AvHamuyeckas CTeHa M306paxKeHN,
cocToALLan U3 coTeH HebobLLMX 3KPAHOB, paHee
MCNoJsib30Basiach A1 4eMOHCTpaunn cepun «fina-
roHa/ibHble KOMMO3ULMWN» PYCCKOro aBaHrapAHOro
dotorpada AnekcaHapa PogueHko. Korga 3putenm
nepemeLLaroTCa Mo BbICTABOYHOMY 37y, 3KpaHbl pe-
OpraHu3yoT dparMeHTbl NPOM3BEAEHUI B COOTBET-
CTBMM C UX TPaeKTOpUEN, BOCCO3aBas TBOPUECKYHO
KoHUenuuno PogueHKO Mo «HapyLUeHWo MPAMOY-
FOJIbHbIX PaMOK» 1 MO3BO/IAA CTAaTUYHBIM NPOU3BeE-
AEHNAM BECTU AMHAMUYECKUI BU3YaNbHbIM AVaNor.

Angpe Keptew (André Kertész) kak HoBaTop B
ncropumn dotorpadpmm XX Beka, B cBoux paboTax
BCerga nposogua dpunocodpckoe nccnegoBaHmne cee-
Ta, TEHW 1 NpocTpaHcTBa. KepTtew poguncs B BeH-
rpvun. B paHHWe rogbl OH HaxoAMACA NOA BANAHUEM
Kybuama u gagaunsma, a B 1925 rogy nepeexan B NMa-
pUX, rae BbICTPO BAMACA B KPYr aBaHrapAHbIX Xy-
AOXHWKOB. Ero akcnepuMeHTbl B TEMHOWN KOMHaTe
BO BpeMs npebbiBaHMa B MNapmke MOXHO Ha3BaTb
npegBecTHMKamMun geMokpaTusauumn potorpadurye-
ckol TexHuku. MeyvaTtas doTorpadumm Ha oTobymare
pa3MepoM C NMOYTOBYHO OTKPbITKY, OH A0BUACA HU3-
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KOW CTOMMOCTM pacnpoCTpaHeHnsa nckyccrea. Takoe
«MWHWATIOPHOE» TBOPYECTBO HE TOJbKO OTpaxa-
/10 ero ocTpoe BOCNpuUATUE MaTepnanbHOCTN Me-
AMa, HO 1 NpejBeLLanc TeHAEHLMIO NPOHNKHOBEHMS
COBPEMEHHON poTorpadumm ns 3NMTapHbIX KOANEK-
LM B MaccoByto KyabTypy. Ero 3HameHunTas pabota
«Chez Mondrian» (1926) Bocco3gaeT MacTepckyto
XyZOXHUKa MoHApMaHa ¢ MOMOLLbIO reomMeTpu-
YeckoW KOMMO3nLuK, NpeBpaLlas NoBcegHeBHOE
NPOCTPaHCTBO B BM3YyaNbHYO MO33MIO, HAMOAHEH-
HYyt0 dOpManbHbIM HaNpsXKeHeM. 3Ta KOHLUenums
«KOMMO3NLNN-OTKPbITUA» OKa3ana rnybokoe BauA-
HWe Ha Takmx poTorpados NocaesyroLmx nokone-
HWUR, kKak AHpy KapTbe-bpeccoH 1 agpyrue.

AnekcaHap PoaueHko npegcraBasn cobon apy-
ryto, pajukanbHyto pesoatoumnto B poTorpadpmu.
Byayun knroueBbIM geaTenem ABUXKEHNA KOHCTPYK-
TMBM3MA, OH paccmaTpusan poTorpadputo Kak MH-
CTPYMEHT PEKOHCTPYKLMK COLManbHOro BOCAPUATUA
1 BbICTYNan 3a «aHa/ln3 peanbHOCTN 06 bEKTVBOMY.
Ero cepwsa anaroHanbHbix poTorpaduin (Hanpumep,
«bankoHbI», 1925) npeacTaBaseT cOOON CHATbIE CHY-
3y BEpPX B OCTPOM pakypce dbparMeHTbl apxmTek-
TYPHbIX COOPY>XKEHWUN, B KOTOPbIX BEPTUKAJbHbIE U
rOp130HTa/IbHble JTUHUWN CO3Aat0T AMHaMMYecKoe
NPOTMBOCTOSHME, MOJNHOCTbIO pa3pyLuas cratnye-
CKYIO 3CTETUKY TpaauumnoHHou dotorpadun. IToT
reoMeTpU3MpPOBaHHbIN BU3yabHbIN A3bIK HE TOBKO
CNY>XUN nponaraHge nHayctpuranmsaumm CoBeTckoro
Coto3a, HO 1 B GOpMabHOM acnekTe MNPesBOCXUTUI
BM3yasIbHYI0 rpaMMaTKy COBPEMEHHOWN peknaM-
Hol doTorpadun.

LeHTp doTorpadpuueckon kynabtypsbl B Jlnwiye:
nokanbHbIA noaxog. LleHtp doTtorpadum B cBo-
NX TEXHONIOTNYECKMX NMPUNOXEHNAX OPUEHTUPY-
€TCA Ha NPaKTUYHOCTb N BOBJIEYEHHOCTb, rNy6oKOo
WHTErpupysacb C TBOPYECKOW NPaKTUKON MECTHbIX
¢doTorpacdos. B LeHTpanbHOM BbICTaBOUYHOM 3ane
JNnwynckoro ueHTpa doTtorpaduryeckomn KyabTypbl C
nomoLupbto TexHonorum 3D 6e3 oukoB NpegcTaBe-
Ha cepua «Cka3ouHas cTpaHa» MecTHoro dotorpa-
da Y MuHx3. 31a paboTa, NOCBALLEHHAsA Nei3axam
JNinwys, 6narogapa 3D-MogenpoBaHmo BOCNPOU3-
BOAMT ABMXKEeHMe 06/1aKoB M NapycoB Ha KapTuHe,
a B COYeTaHUN C ecTeCTBEHHbIMW 3BYKOBbIMU 3¢-
dekTamm bacceliHa pekn Oyu3aH NOJHOCTbLIO BOC-
CO34,aET MOMEHT CbEéMKMW, Korga ¥ MNMnHbx3, no ero
CNI0BaM, XJan nAeanbHOro coveTaHns cBeTa u Ty-
MaHa. CTosl B yKa3aHHOW 30He, 3pUTeNn MOryT He
TOJIbKO OLLYTUTb BU3YyasibHOE BO3JENCTBME NPOU3-

BEJEHMNA, HO M NOHATb MO3TUYECKYIO UHTepnpeTa-
L0 pernoHasbHbix nersaxen ¢otorpadpom.

LaHxaickuii My3eii ctapbix ¢poToannapaToB U
doTtorpaduu B cBOEN pemecneHHoN nabopatopun
cocpefoTaunmBaeTca Ha nepegade TPaANLMOHHBIX
TexHuk. [MNoceTntenn nog pykoBoACTBOM MacTepOB
MOTYT UCMOAb30BaTh AePEBAHHBIA CTaLMOHapPHbIV
doToannapat, MAEHTUYHBIA TOMY, YTO NPUMEHSAN
dotorpad anoxum Kutarckon Pecnybavku Nla LI3nH-
WaHb, 418 CbEMKMN NPeaMETOB, a 3aTeM BPYYHYIO,
B BaHHOUKax C pacTBoOpaMu NposasBuTena n pukca-
>Ka 3aBepWwnTb 06paboTky cepebpsaHO-KenaTUHO-
BOro oTrneyatka.

3.3 MexxayHapoaHOe COTPYAHNUYECTBO U KY/b-
TYPHbIN 06MeH

BbictaBka «CepebpsHble COMM U NMUKCENN», CO-
BMecTHO Kypupyemas MAMM wu MNapuxcknm Myseem
doTorpadun, npeacraBnsna TwaTenbHo nogobpaH-
Hble 13 KOMEeKL M ABYX My3eeB ppaHLy3ckue pea-
nnctnyeckme potorpadmm XIX Beka n COBpeMeHHbIe
poccuiickue NponsBeseHns LMGpPoBOro NCKycCTBa.
3KCno3muma opraHn3oBaHa B popmaTe Ananoroso-
ro COMOCTaB/IeHMA: PAAOM C KaXAbIM GPaHLy3CKUM
npov3BeseHeM pa3MeLlaeTcs oTBeTHas paboTa
POCCUICKOTO XYA0XHMKA.

KynbTypHas obMeHHas nporpamma akueHTu-
pyeT BHMMaHWe Ha rnybokomM B3aMMofencTBuu.
ExxerogHas mexayHapoaHas pesvjeHLmns 4N Mo-
noabix ¢otorpadoB npurnallaeT TBOPLOB M3 pas-
HbiX cTpaH B MAMM, rae B TeueHue Tpex MecaueB
OHW co3gatoT paboTbl Ha 3agaHHyto Temy. B nepuog
npebbiBaHMA Y4aCTHUKN NPOBOAAT OTKPbITbIE A5
ny6AnKy MacTepckune, AeMOHCTPUPYOLLME NpoLecc
co3faHuna npouseedeHunii. PesynbtaTel NpebbiBa-
HWA NpeacTaBieHbl B GOpPMe COBMECTHON BbICTaB-
KW, COMPOBOXAAEMOWN N3JaHNEM MHOTOA3bIYHOrO
KaTafora, YTo NO3BO/IAET PACNPUTL BANSHUE CO-
TPYAHWYECTBa 3a NpeAesbl BbICTaBKM.

BbicTaBka «[len3axun n roposa», OpraHM3oBaH-
Hasa LleHTpom doTorpaduryeckoi KyabTypbl Jinwys
B COTpyAHM4YecTBe C MeXayHapOoaHbIM LLEeHTPOM
doTorpaduu B Heto-Mopke, conocraenset dpoTo-
rpadpum pekn Oyu3saH, caenaHHble oTorpadamu u3
Jnwys, ¢ dotorpaduamm yamu, MaHxaTTeHa, caenaH-
HbIMU poTorpadamu u3 Heto-Mopka. Yepes koH-
TpacTHOe npeAcTaBieHVe BbiCTaBKa AeMOHCTPUpYeT
pa3nnuuna B BU3yasbHOM BbIpa>KeHWM NPOCTpaH-
CTBa A/1A XU3HW Mexay Boctokom n 3anagom. No-
cne npembepbl B Jlnllye BbICTaBka nepemectuiach
B Hbto-Mopk, rae B pamkax conyTCTByHOLMX MepO-
npuatTnii B dotonabopatopunm 6bln opraHM3oBaH

MacTep-Kaacc No TPaguLMOHHbIM KUTakCKUM Tex-
HWKaM neyaTu, 4Tobbl MeXAyHapoAHaa ayanTopus
MOT/1a Ha NPaKTUKe NOHATb TEXHWUECKOE Hacneame
kutanicko potorpadum.

My3zel ctapuHHbIX ¢oToannapaTos B LLaHxae
bokycmpyeTcsa Ha MeXXHaLMOHabHOM Ananore no
NCTOPUMN TeXHMKM. BbicTaBka «[TyTb K onTnueckomy
npeL3vioOHHOMY NPOWN3BOACTBY», OPraHM30BaHHasA
coBmecTHO ¢ My3seem doToannapaToB lepmaHun,
cMcTemMaTnyeckn eMOoHCTPUpPYeT UCTOPUID pas-
BUTUS €BPOMNENCKOro gn3aliHa 06bekTnBoB B XIX
BEKe U NpoL,ecc KONMPOBaHWUA Y MHHOBALWIA B K-
Taiickon GoToannapaTHOM NPOMbILWAEHHOCTU B XX
Beke. MNyTeM pas3bopku getanen potoannapaToB
pa3HbIX CTPaH TOro e nepuoja BbiCTaBKa MNokKa-
3bIBaeT YCOBEPLUEHCTBOBAHWA U CAUAHUA B NPO-
Lecce pacnpocTpaHeHus TexHoNornin. Bo Bpems
BbICTaBkW HbIM NpeAcTaBAeHbl AEMOHCTPALMK pe-
CTaBpaLMOHHbIX paboT HeMeLKMX MacTepoB, KO-
TOpble Ha MecTe 0byyanu 3puTenei pectaBpaLunm
CTapWHHbIX poToannapaToB. Takon 06MeH TexXHW-
YeCKMMW 3HaHUAMY Yraybun npodeccuoHanbHbI
acrnekT COTpyAHNYeCTBa.

4. MexaHU3M B3auMoAenCcTBUSA C 0bLecTBeH-
HOCTb}O.

Paspabotka obpa3soBaTesibHbIX NpoOrpamMm 1
MeponpuUATUNA.

O6pazoBaTenbHble nporpaMmmbl MAMM oxBarbl-
BarOT BCe BO3pacTHble Tpynmnbl U yaenatoT ocoboe
BHMMaHWe MHTerpaLmm NCcKyccTBa U TEXHONOTUN B
npouecce obyyeHuns. s NOAPOCTKOB OPraHn3ytoT-
€A MacTep-Knacchl No LMdpPoBOMY NOBECTBOBAHMIO.
Kaxxayto cybb0Ty Meana-xyA0>XKHVKW NpuUraaluaroTt
y4acTHMKOB B Bo3pacTe oT 12 go 16 neT co3gaBaTb
KOPOTKME BUAEONCTOPUM C MOMOLLbIO MOBUABHBIX
TenepoHOB 1 NPOrpaMmMHOro obecreyeHuns Ans MOH-
Taxka. 1o okoHYaHWK Kypca paboTbl 4EMOHCTPU-
pyroTCs B HeH6ONbLIOM KMHO3ane My3es. BBoaHbIV
KypC No KypaTOpCTBY A/1A B3POCAbIX AJUTCA LIECTb
HeZenb 1 BKAtOYaeT B cebs NpakTuyeckme 3aHATUA
MO U3YYEeHWIO KOANEKLUIA N OpraHM3aLmm BbiCTa-
BOK. [0 OKOHYaHMW Kypca y4aCTHUKM MOTYT opra-
HM30BaTb HEOOAbLUYIO BbICTaBKY B O6LLECTBEHHOM
3ase My3es, KoTopas npuBaeKkaeT MHOTMX NrobuTe-
nen ¢otorpadum.

Obpa3oBaTtenbHble MeponpuaTua Kutaickoro
My3ea doTtorpadumm cocpesoToUeHbl Ha MECTHOM
KOHTEKCTE 1 NpakTuyeckom nogxoge. Kaxzgoe neto
LleHTp doTorpadpuueckoi kynbTypsbl Jlvwysa opra-
HWU3yeT NeTHWI narepb No Gotorpadurm B CebCKOM
MECTHOCTK, B paMKax KOTOPOro ropoAcCKMe LUKOb-
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HWKW Nog pyKOBOACTBOM poTorpadoB noceLatot
6am3nexaline gepeBHN 1 C MOMOLLbIO NIEHOUHbIX
doToannapaTtoB 3aneyatneBatoT NPOLECC N3roTOB-
NeHNs TPaAMLMOHHbBIX PEMECTEHHBIX U3Aenunii. foTo-
Bble paboTbl cOBMpatoTCsA B anbboM, KOTOPbIV JapsT
xutensam gepesHu. LLlaHxalckmii My3en cTapuHHbIX
doToannapaToB exXeMecA4YHO NPOBOAMUT KypChbl MO
PEMOHTY CTapWHHbIX GOTOanNNapaToBs, Ha KOTOPbIX
OMbITHbIE TEXHUKN OBBACHAIOT NPUHLMMBLI PaboThbl
MEeXaHMNYeCKMNX KOHCTPYKLMIA, @ y4aCTHUKU MOTYT
COBCTBEHHbIMK pykamun pa3obpaTb 1 cobpathb cTa-
PUHHbIE NAeHOYHble doToannapaTsl. o OKoHYa-
HMM Kypca y4YaCTHMKM Noay4daroT ceptudmkaT Myses
O MPOXOXAEHUM Kypca No peMoHTy. Takne mepo-
NPUATUA YacTO NPUBAEKAIOT MEHCMOHEPOB N Ce-
MbW C AETbMM.

CoumanbHblie CETU N OHJIaH-B3auMOAENCTBUE.
NHTepakTnBHasa geatensHoctb MAMM B cetu ocy-
LWEeCTBNAETCA Ha OCHOBE PecypCcoB My3es, NPOBO-
AMMas B COUManbHbIX CeTAX (CHayana ¢ ydyactmem
koMnaHun Beeline, 3aTem BKoHTakTe) MHTEpakTMB-
Hasa akumsa #MAMMcollection HOCUT NOCTOSHHBIN
xapakTep. Kaxayto Hegento My3ei BbIbMpaeT 04HO
13 KNaCCUYECKNX NMPOU3BEAEHWNI N3 CBOEN KOJIEK-
LMK, Ny6AnKyeT NogpobHyro MHGOPMaLMIO O HEM U
NCTOPWM ero Co3faHus, a TakxKe npuraallaer noib-
3oBaTesieil choTorpadmpoBaTh COBPEMEHHbIE N30-
HpaxkeHWs C Takow e KOMMOo3MLMen UAn TeMaTUKOM
1 3arpy3nTb MX C COOTBETCTBYIOLLMM X3LTerom. Jlyu-
Wwune paboTbl Nonb3oBaTenen 6yayT nepenoLLeHbl
Ha opuLIManbHOM akkayHTe My3es, a HeKoTopble 13
HVX BYAYT BKJKOYEHbI B €XKEroAHbIV OHNaNH-anbboM.

B3anmopgeiicteme Kutanckoro myses dpotorpadum
B COLMabHbIX CETAX OPUEHTUPOBAHO Ha NPUBbIY-
KW MECTHOM ayauTopun, a oduLManbHbIA akKayHT
WeChat «BocnomuHaHuma B obpasax» (Yingxiang
Jiyi) Nlnwyrickoro LeHTpa poTorpadpuyeckon Kynb-
TYPbl BblAENAETCH CBOEN YHUKaNbHOW KOHLeNLM-
en. laHHas pybpurka exxeMecAaUYHO 3ajaeT TeMy,
Hanpumep, «OyuU3aH Ha cTapbix ¢oTorpapumax»,
npwv3biBas Nosib3oBaTesiel 3arpyxatb ctapble do-
TOrpadumn 13 NNYHbIX apXMBOB, CAeNaHHble B pe-
rmoHe Jlnwys, n NpUKpPennaTb KOPOTKUN TEKCT C
pacckasom O UCTOPUK, CKPbITOM 3a poTorpaduein.
PepakumoHHaa KkomaHaa oTbupaeT MaTepuanbl €
NCTOPUYECKOWN LIEHHOCTBIO N 0QOPMASET UX B BUAE
WANOCTPUPOBAHHbIX My6AMKaLMIA. YUacTHUKK, Ubk
paboTbl NpoxoAaT oTbop, MoAy4aoT NHANBUAYaNb-
HO 0OpPM/IEHHbIE 3/1EKTPOHHbIE KOMUN OTCKaHW-
pOBaHHbIX poTorpaduin ot myses.
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OduumanbHbiin akkayHT WeChat Jlnwyiickoro
LeHTpa doTorpaduyeckom KyabTypbl COAEPXKUT py-
6purKy «POTOMCTOPUIN», MPU3bIBAIOLLYIO NONb30Ba-
Tenei 3arpyxaTtb cTapble GoTorpadun 13 ANYHbIX
apXMBOB W COMPOBOXAATb MX KOPOTKNM TEKCTOM C
BOCMOMUHaHMAMU. ExxemecauHo nyylune matepuans
oTbupatoTcs Ana oGOPMAEHUA B BUAE INEKTPOHHO-
ro anbboma, a ux aBTOpPbI NOAYYaOT MHAMBUAYab-
HO odopMeHHbIK Habop ans nedvaTtn doTorpaduii
oT Mmy3es. LLlaHxaicknin My3elt cTapuHHbIX GoToan-
napaTtoB NPOBOAUT Ha NaaTthopme Douyin KOHKYpC
no 3HaHWto poToannapaTos, Nybankys HebonbLlLMe
TecTbl No GyHKLMAM PoToannapaToB PasHbIX 3MOX,
a 3puTesn y4acTBYIOT B KOHKypCe, OTBeYas Ha BO-
Npockbl B KOMMEHTapUsX.

MHTepaKTUBHBIN ONbIT B $U3NYECKOM MPO-
CTpaHcTBe.

Ncnonbsyembie B MAMM TBOpUeckne npo-
rpaMMbl MHTEPaKTUBHOrO $G13nNUYecKoro B3anMo-
AencTeus ¢ poTorpadpusamMm n GOTOKOANEKLMAMM
dOPMUPYIOT CUTYaLMIO YUHacTuA 3puTenen B co3ja-
HWUW KONNEKTUBHbBIX MPOEKTOB. Tak B LieHTPaabHOM
BbICTABOYHOM 3ajie pa3MellaeTcs CTeHs, nosae Ko-
TOPOro pasjeneHo Ha COTHM KBaApaToB. 3puTenu
MoryT cdoTorpapupoBatb ceba AN 3KCNOHATbI C
MOMOLLbIO MPeAOCTaBAEHHbIX My3eem poToannapa-
TOB C MFTHOBEHHOW MneuvaTbto, a 3aTeM pa3MecTuTb
doTo B Nt06OM M3 KBagpaToOB. Yepes Tpu MecAua
chopMMpyeTCcs MOSHOLEHHBIA BONBLLON KOMNAX, Ha
OCHOBE KOTOPOTro XyA0XHWK, aBTOp NpoeKTa, CO3-
[acCT y>Ke CBOE, Kak bbl BTOPMYHOE Npoun3BeseHme.

B KomHaTe ¢ ayanoBm3yanbHbIMU MaTepuanaMm
3puTenn mMoryt 3anuncatb 30-ceKyHAHbI KOMMEHTa-
puii K BbIbpaHHOW dpoTorpadum, KOTopbI cucTema
CBAXeET ¢ nsobpaxeHunem. Nocneayrowne nocetu-
TeNn MOTyT NPOCAyLIaTb KOMMEHTaPUW Pa3HbIX JH0-
Aen, otckaHupoBas QR-kog psgoM ¢ poTorpaduei,
YTO NO3BOAAET CO34aTb MHOIOrPaHHYHO UHTepnpe-
TaLMio NPOV3BeAEHNA.

B ocHOBe NOAOGHbLIX MPOEKTOB JIEXMUT MPUHLMM
€BOe06pPa3HOro XyA0XKeCTBEHHO-COLMONOrMYECKOro
nccneoBaHusa NPeAnoUYTeHNIA 3puTenels, obnagatro-
LMX Pa3ANYHBIM KYAbTYPHBIM, NPOGECCUOHabHbIM,
BO3PACTHbIM OMbITOM, NCCNeA0BaHNE ayaUTOPUN.

B Kutaiickom my3ee poTtorpadunm ans cosgaHus
CUTyaL MK NOTrpy>XeHUA B TBOPYECTBO MUCMONb3YeT-
€A UHasa cTpaTernsa. Pusmyeckoe B3aMMOAeNCTBME
3puTeneit ¢ GOTONCKYCCTBOM MO3BOAAET aKLeHTU-
poBaTb BHWUMaHWe Ha UMMEPCUBHOM MOrpPYy>XeHUn
B CLeHY W BbIABJEHUN 3MOLMOHaAbHON CBA3N. B
OTKPbITOW BbICTaBOYHOM 30He LleHTpa doTorpa-

durueckon KynbTypbl JInwya ycraHoBaeHa $poTo-
annapaTypa 418 CbeMKU B pa3Hble BPeMeHa roja.
3pecb NCNOAB3YIOTCA KaK TPajULMOHHbIE NAEHOY-
Hble, Tak U HoBeNwwue umMdpoBble GoToannapathbl.
B 3aBMCMMOCTM OT XapakTepa OCBeLLeHNA B pa3Hble
BpeMeHa roja, u3MeHeHns yrina najgeHusa ceeta u
CMeHbl CBETOBOW TeMrnepaTtypbl B Te4YeHWe AHA —
BbIbpaHbl PUKCMPOBAHHbIE TOUKN CbeMKU. 3pUTenn
moryT cdoTorpadmpoBaTb OAMH U TOT Xe Nensax,
CPaBHWTb pe3yabTaThl CbeMKW Ha pa3HbIX annapa-
Tax B pa3/iMyYHbIe C@30HbI UK faxe vackl. CaenaH-
Hble poTorpadmm MOXHO pacnevatatb Ha MecTe U
pa3MecTUTb Ha CTeHe BPEMEHM C YKa3aHneM nme-
HW doTorpada v faTbl CbeMKMN.

B 30He doTonabopatopum LaHxarickoro my-
3ed cTapbix ¢oToannapaTtosB yCTaHOBAEHO MOJHOE
obopygoBaHue AN TPaAULIMOHHON poToneyaTy.
MocetnTenn nog pykoBOACTBOM TEXHUYECKUX CeLin-
a/nCToB co3aatoT cBon poTorpadun Ha poTobymare
1980-x rog0B 13 My3enHOro poHAa, NPOXoas BECb
npoLiecc oT 3KCMOHNPOBaHNA A0 NposaBaeHua. [o-
TOBble PaboTbl MOXHO 3abpaTb C coboli B Kaue-
CTBE CyBeHupa.

3akatoueHue.

MAMM ¢opmMmpyeT CBOK KOHLENLUIO 3KCMOHK-
POBaHWA 1 B3aUMOZENCTBNA CO 3pUTENAMM Yepes
MeXMeANIHOe NOBEeCTBOBaHNE N TEXHOIOTNYECKH
OpUeHTMpOBaHHbIe opmaThl akcnosumumm. Mprme-
HeHVe MeXAyHapoaHbIX 6ueHHane n LMdpoBbIX
WHTEPaKTUBHBIX MHCTaNNALMI NO3NLNOHNPYET My-
3el KaK BaXHbIN y3en B rnobanbHoM obmeHe ¢o-
Torpaduyeckmm NcKyccTBom. Takme NpoeKThbl, Kak

«JlabopaTopusa nckyccts» n «PoTomo3amnka», Hapy-
LIAtOT OAHOCTOPOHHIOIO CXEMY Mepeayn 3HaHWM
TPaAMLIMOHHbIX My3eeB, BOBJeKas NybavKy B riy-
6okoe yyacTne B Xy 0OXXeCTBEHHOM TBOpYeCTBe U
ero pacnpocTpaHeHuu.

Kutanckmn mysein potorpadumm, onmpasncb Ha
MECTHbIA KOHTEKCT, CPOPMUPOBaN NOTNKY IKCMO-
311K, B KOTOPON TPaAULMOHHOE PeMecao Co-
CylecTByeT C COBPeMeHHbIMU Temamu. LleHTp
doTorpadpumueckon KynbTypbl JSlnwys yepes neun-
3axHyto doTorpaduto n nokanmsaumno Happatmea
0 HeMaTepuasbHOM KyJbTYPHOM Hacaeauw, a Takxke
Mys3eii cTapuHHbIX poToannapaTos LLaHxas, onupa-
ACb Ha UCTOPUIO pa3BUTMA 0BOPYAOBaHNA 1 ONbIT
pecTaBpaLun, TECHO CBA3bIBAOT NCKYCCTBO GOTO-
rpadum ¢ permoHanbHOM KyabTYPOR N TEXHUUECKOW
namATbtO, AEMOHCTPMPYA COLMaNbHYO0 GYyHKLMIO
my3ea doTorpadun Kak HocuTens KyabTypbl.

Moao6Hble KONNEKTUBHbIE aKLIMW POCCUIACKMX
W KUTaNCKMX My3eeB OCHOBaHbl Ha BbIpaboTaHHbIX
XyZAOXHWKaMu, an3aiHepamu, oTorpadamu NpuH-
Lmnax co3gaHnsa KOMMIEKCHbIX MPOn3BeAeHNIA nC-
KyccTBa, GOpMUpPYeMbIX Kak Bbl CyyaliHO, HO BMecTe
C TeM B COOTBETCTBMUN C YETKO BbICTPOEHHbIM CLie-
HapwueMm, KoHuenuuer npoekta. OTAeNbHbI aBTOP
WAN Tpynna co3gatoT CBOero poja AusanH-Kypa-
TOPCKMe NPOEeKThbl, B KOTOPbIX OnpeaeneHbl 3aja-
4K, NocnesoBaTeNIbHOCTb JENCTBUA U pe3ynbTaT,
KOTOPbIA TUPAXNPYETCH B MEAUMHOM MPOCTPaH-
CTBe, CTAHOBACb JOCTOSHMEM MYOANKN, BbIMOAHASA
CBOO KYJIbTYPHYIO MUCCUIO.
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THE FORMATION OF SOCIALIST REALISM PAINTING:
DISCUSSIONS ON THE PRINCIPLES OF SOVIET ART
OF THE 1920S-1930S

Summary: In this article, the author considers the for-
mation of ideological and artistic programmes of Social-
ist Realism painting of the 1920s and 1930s and proves
that revolutionary ideology and the philosophy of nihil-
ism, which actively rejected the entire thousand-year-old
traditional Russian and European Christian culture and
art as hostile and alien to the ideology of Soviet com-
munism, served as the foundation for the artistic trends
of the Soviet avant-garde. First and foremost, the continu-
ity is ontological (fundamental) and extends beyond the

The First All-Russian Conference of Proletkult
was held in Moscow on September 15-20, 1918, al-
most immediately following the victory of the Oc-
tober Revolution of 1917. There, the charter of the
organisation was adopted, and departments were
created: theatre, literature, publishing, library, school,
club, musical and vocal, organisational, scientific
and economic. The development of proletarian cul-
ture, which would be carried out by the efforts of
workers, the true bearers and exponents of prole-
tarian ideology, was declared to be the goal of the
organisation. In his work On Proletarian Culture, A.
Bogdanov claimed that the formation of “... a new
human type, harmonious and integral, free from
the previous narrowness generated by the frag-
mentation of man in specialisation, free from the
individual isolation of will and feeling generated by
economic disunity and struggle”’ were the tasks of

1. Bogdanov A. A. On Proletarian Culture. 1924. Leningrad,
Moscow: Kniga Publishing partnership.

revolutionary method and methodological approaches.
This priority method, which contained aggressive revolu-
tionary features in the early Soviet avant-garde, was later
“softened” by relying on the traditions of Russian realism
of the second half of the 19th century (Peredvizhniki) and
became less aggressive in the Socialist Realism painting.

Keywords: October Revolution, Soviet painting, revo-
lutionary art, Soviet avant-garde, party discussions, hero-
ic realism, socialist realism.

the new culture. This subject was essentially a pri-
vate subset of the larger issue of the “new prole-
tarian culture”, the necessity of “re-educating the
masses” in accordance with the new communist par-
adigm, and, above all, the part played by the Bol-
sheviks in leading this entire process as both party
officials and representatives of revolutionary art?.
Leon Trotsky's position on the issue of the party’s
policy in relation to culture and art was expressed
in a number of different works, initially published
as a series of essays in the Pravda newspaper and
later in a special work, Problems of Everyday Life>.
Thus, Trotsky, in particular, noted that “the Com-
munist Party at the present moment is the princi-
pal lever of every conscious forward movement.
<...> Politics is flexible, but everyday life is motion-
less and stubborn. <...> Literature and the press
do not speak of them. The new literary tendencies,

2. Trotsky L. D., 2005. Pp. 291-300.
3. Trotsky L. D., 2005. P. 291.
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IlL 1. K. Petrov-Vodkin, Trinity, 1916. The painting After the Battle (1923) is its analogy. K. Petrov-Vodkin, 1918 in Petrograd, 1920.
(Taken from: Lebedyansky M. S. Painting Born of October. Formation and Development of Socialist Realism in Russian Soviet Painting of
the 1920-1930s. 1986. Moscow: Iskusstvo, p. 250, ill.)

anxious to keep pace with the revolution, do not
concern themselves with the usages and customs
based on the existing conception of morals, for they
want to transform life, not describe it! But new mor-
als cannot be produced out of nothing; they must
be arrived at with the aid of elements already ex-
isting but capable of development. It is therefore
necessary to recognise what are these elements”“.
Here it is worth paying close attention to Trotsky's
fundamental position in relation to proletarian art:
the artist is obliged to describe life “as it is”, and,
at the same time, to expect guiding and directing
instructions from the All-Union Communist Par-
ty (Bolsheviks). According to Trotsky, trade unions
of artists, works of cinematography, as well as new
ritual (quasi-religious) ceremonies, various versions
of which are represented by “everyday theatricality”
and the new “ritualism”, are the "best” things that
the party and the proletariat should expect from
art. From Trotsky's point of view, "new funeral rites”,
where the orchestra plays the role of an ally of the
new communist power?, can be of particular impor-
tance. Thus, in the section “Family and Ritualism”
from the book Cultural Problems. Transitional Peri-
od Culture, it is directly stated: "The workers’ state
already has its festivals, processions, reviews, and
parades, symbolic spectacles — the new theatrical
ceremonies of state... Theoretical arguments act on
the mind only. Spectacular ceremony acts on the
senses and imagination. The influence of the latter,
consequently, is much more widespread... Even now
a band playing a funeral march competes success-
fully with the church funeral music. And we must,

4. Trotsky L. D., 2005. P. 299.
5. Trotsky L. D., 2005. P. 300.
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of course, make an ally of the band in the struggle
against church ritual, which is based on a slavish
belief in another world, where you will be repaid
a hundredfold for the miseries and evils of this. A
still more powerful ally is the cinema.”® In fairness,
it should be said that such a utilitarian view of the
role of art did not meet with understanding among
the “left” artists who united around LEF, the jour-
nal of the Left Front of Arts, in Moscow at the end
of 1922. The first issue of the journal, which began
to be published in 1923, released a declaration in
which there was a call for the unification of all rev-
olutionary left forces around LEF. In order for LEF
to “...unite left forces into one, LEF must survey its
ranks, tossing away anything from the past that has
stuck to it. LEF must create a united front to blow
up the old, to fight for the inclusion of the new cul-
ture. We shall solve the problems of art not with a
majority of votes of a mythical left front, existing
to date only as an idea, but by the work and ener-
gy of our action committee, which year after year
leads the work of the left, and of those who have
always led it ideologically.”” (Seeill. 1.)

Writer Boris Arvatov (1896-1940), a participant
in Proletkult, author of the book Art and Classes
(1923), and ideologist of LEF, was among the sig-
natories of this declaration along with the “prole-
tarian hooligan”, V. Mayakovsky, and O. Brik. In the
following years, the struggle of the ultra-left LEF
members against Trotsky's “simply left” concepts
took place mainly through publications, in which
Arvatov's role was, perhaps, one of the most impor-
tant. In his work Art and Production, Boris Arvatov

6. Trotsky L. D., 2005. P. 291.
7. Stein K. E., 2006. P. 393.

wrote the following about the discontent of left-
wing artists with regard to the situation in art that
arose after October: “Opening up all the possibilities
for the new art, and immediately after the intensi-
ty of the first months, the revolution made power-
ful demands upon its fellow travellers. The political
workers of the October Revolution were saying: 'We
gave you, artists, what you wanted. Now you must
give us what we want: posters, illustrations, draw-
ings — give us works that are useful, comprehensi-
ble today — now — as we cannot wait.””® And further
in the text: "And when left-wing artists respond-
ed that their task was the revolution and people’s
consciousness, that the level of the masses had to
be raised, that they could not appeal to a culture-
less Russia — they rightly received objections: ‘'The
revolution cannot wait for the nation to regenerate
itself. The revolution needs helpers today — espe-
cially when nobody knows how much better your,
leftist, incomprehensible forms are compared to
the old forms that were familiar and recognisable.’
As political pressure increased, the inability of the
left to adapt became even more apparent. Refus-
ing to paint depictive objects, leftist painters who
came from the ranks of the old art, and had been
trained on the autotelic easel, saw in the revolu-
tionary pressure a threat to their art.”®

In our article, there is no opportunity to dwell in
detail on the course of heated discussions about the
development paths of the new revolutionary Sovi-
et art. It is enough to note that the movement of
personnel in administrative centres began; in ed-
ucational institutions, there were changes in per-
sonnel and programmes, state orders began to be
given to artists of the Realist movement. There-
fore, it was from this time that a group of “pro-
duction workers” (theorists of future design) was
formed in the ranks of the leftists. People who “...
continued to look for a junction between art and
social practice” put forward “the problem of meth-
ods” of artistic labour instead of “the problem of
form”, proclaiming the synthesis of art with indus-
try. Thus, it was the representatives of LEF “... who
put forward a grandiose programme for the re-
form of art education”. As noted above, Trotsky's
position was clearly voiced in his speech at the ple-
num of the Central Committee of the All-Union
Communist Party (Bolsheviks) in May 1924: “Those
who talk about proletarian literature seriously and

8. Arvatov B. |, 1926. Pp. 83-84.
9. Arvatov B. I, 1926. P. 90.

over a long period, who make a platform of prole-
tarian culture, are thinking, where this question is
concerned, along the line of a formal analogy with
bourgeois culture. The bourgeoisie took power and
created its own culture; the proletariat, they think
having taken power, will create proletarian culture.
<...> Only after taking power does it really become
aware of its own frightful cultural backwardness. In
order to overcome this it needs to abolish those
conditions which keep it in the position of a class,
the proletariat. The more we can speak of a new
culture in being, the less this will possess a class
character. This is the fundamental problem — and
the principal difference, in so far as we are argu-
ing about the way forward.”"® And then Trotsky ex-
presses himself in an even more categorical form:
“... In other words, there can be no question of the
creation of a new culture, that is, of construction
on a large historic scale during the period of dicta-
torship The cultural reconstruction which will begin
when the need of the iron clutch of a dictatorship
unparalleled in history will have disappeared, will
not have a class character. This seems to lead to
the conclusion that there is no proletarian culture
and that there never will be any and in fact there
is no reason to regret this The proletariat acquires
power for the purpose of doing away forever with
class culture and to make way for human culture.”"
These debates, which rocked the post-revolution-
ary pieces of the once cohesive great Russian cul-
ture, often give researchers a reason to interpret
the complex diversity of post-revolutionary events
in the field of art in an overly primitive and linear
way. We have already noted earlier that according
to the authoritative edition of The Concise Oxford
Dictionary of Art and Artists edited by lan Chilvers,
the term “socialist realism” should be understood
as "...the name given to the officially approved style
in the USSR and some other Communist countries.
<...> In theory a faithful and objective reflection of
real life and in practice the compulsory and uncriti-
cal glorification of the State.”'> We can see that the
author, in full accordance with the simplified and
politically engaged Anglo-Saxon tradition, notes
that “Socialist Realism was an aspect of the dicta-
torship of Stalin, who was leader of the Soviet Un-

10. Trotsky L. Literature and Revolution. 2" ed. 1924. Moscow, p.
210.

11. Proletarian Culture and Proletarian Art // Trotsky L. Literature
and Revolution. 1924. Moscow, p. 210.

12. Chilvers I, 1996. P. 551.
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Ill. 2. B. Kustodiev, Bolshevik, 1920, and K. Yuon, New Planet, 1921 (taken from: Lebedyansky M. S. Painting Born of October.
Formation and Development of Socialist Realism in Russian Soviet Painting of the 1920-1930s. 1986. Moscow: Iskusstvo, p. 250, ill.).

ion from the death of Lenin in 1924 until his own
death in 1953.”" (See: ill. 2.)

In other words, the Western art critic Chilvers
quite seriously believes that the “evil genius” of I.
Stalin could, alone or with several supporters, sup-
press revolutionary discussions and, with his own
strong-willed decision, create an entire artistic style
in world culture. Sounds rather unconvincing. How-
ever, for some Western researchers of Russian and
Soviet art this was considered, unfortunately, and
is still considered quite normal. It is worth noting
the fact that for a long period after the tragic col-
lapse of the USSR in 1991, such “scientific” studies
were translated, specially promoted, and replicat-
ed in huge quantities throughout the former Un-
ion. This inevitably led to a decrease in the degree
of scientific competence of the authors and a de-
crease in the qualification level of scientific works
in the field of art history. Therefore, we considered
it our duty to specifically dwell on the problem of a
modern, more objective interpretation of the phe-
nomenon of Socialist Realism in the domestic cul-
tural space. (See: ill. 3.)

It is generally accepted that the basic principles
of future Socialist Realism began to actively form
in the late 1920s. Today, among historians and cul-
tural scientists, it is believed that in Russian history,
the turn of the 1940s is usually called the era of the
"great turning point”. During this period, the NEP
was being actively curtailed in the country, large-
scale industrialisation was being carried out (the
first five-year plan), dispossession and collectivisa-
tion of the peasantry took place everywhere, and a
grandiose “cultural revolution” began. These tec-

13. Chilvers ., 1996. P. 551.
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tonic shifts led to tighter repressions as the USSR
transitioned to socialism and the party’s thesis "on
the aggravation of the class struggle” became more
apparent. Under such conditions, the previous free
revolutionary development of Soviet art became
impossible. That is why from that point, all creative
activity of artists, writers, composers, and filmmak-
ers had to be inevitably submitted to the general
line of the All-Union Communist Party (Bolsheviks)
and be completely controlled by the party lead-
ership. Freedom of opinion and creativity of the
1920s was replaced by a rather rigid centralisation
of the management of Soviet art, especially after
the publication of the Resolution of the Politburo
of the Central Committee of the All-Union Com-
munist Party (Bolsheviks) in 1932. It is known that
on April 23, 1932, the Resolution of the Politburo
of the Central Committee of the All-Union Com-
munist Party (Bolsheviks), “On the Restructuring of
Literary and Artistic Organisations”, was published
in the Party Construction magazine No. 9. It con-
demned the division of artists and people of cre-
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Il 3. Artist M. Grekov, Tachanka. Machine Guns Forward
(Heroic Realism), 1925. (Taken from: Lebedyansky M. S. Painting
Born of October. Formation and Development of Socialist Realism
in Russian Soviet Painting of the 1920-1930s. 1986. Moscow:
Iskusstvo, p. 250, ill)

Ill. 4. A. Deineka, The Defence of Petrograd, 1928 (Heroic
Realism — a unique Soviet icon painting). (Taken from: Lebedyansky
M. S. Painting Born of October. Formation and Development of
Socialist Realism in Russian Soviet Painting of the 1920-1930s.
1986. Moscow: Iskusstvo, p. 250, ill)

ative professions along class lines, as a result of
which all artistic groups were dissolved. In their
place, unified creative unions were organised, in-
cluding the Union of Artists. It is interesting that
before the publication of the Resolution of the Po-
litburo of the Central Committee of the All-Union
Communist Party (Bolsheviks), a similar term, He-
roic Realism™, was often used in the Soviet art crit-
ic community. During the turbulent period of the
late 1920s — early 1930s, when the new style was
still being formed, a galaxy of talented Soviet paint-
ers had already given the world a number of out-
standing works of art, which were highlighted by I.
Chilvers™. (See: ill. 4.)

The magnificent paintings of the Heroic style
of Alexander Deineka (1899-1969) are separately
worth noting. For example, it is The Defence of Pe-
trograd, where the artist’s innovative vision of the
surrounding world, pictorial artistic space, and orig-
inal artistic and figurative understanding of historic-
ity in modern art largely predetermined the further
emergence and development of the work of Soviet
artists in general and painters of the Severe style in
particular. That is why it is necessary to highlight
the fact that the development of Socialist Realism
painting did not occur as consistently and straight-
forwardly as it was customary to talk about until
quite recently.

14. On the Restructuring of Literary and Artistic Organisations.
[Adopted by the Politburo of the Central Committee of the
All-Union Communist Party (Bolsheviks) on 23.04.1932].
Appendix No. 3. Archive copy dated December 29, 2019, on
the Wayback Machine // RGASPI. F. 17. Inv. 3. File 881. P. 22.

15. Chilvers I, 1996. P. 551.

Summing up this study, the author of the article
asserts the thesis about the need to create a holis-
tic picture of the Russian civilisational and cultur-
al-artistic tragedy of the early 20th century, which
logically explains the uninterrupted continuity in
the painting of the Russian Avant-garde, Socialist
Realism, and even the unofficial Soviet painting of
nonconformists.

The complete priority of the method and meth-
odology over the form, content, and meaning of
art and creativity was the first distinctive feature
of the emerging Soviet art. This priority method,
which contained aggressive revolutionary features
in the early Soviet avant-garde, was later some-
what “softened” by relying on the traditions of Rus-
sian realism of the second half of the 19th century
(Peredvizhniki) and became less aggressive in the
painting of Socialist Realism. In fairness, it should
be noted that the principle of revolution in art and
the principle of development of painting culture
were initially taken from the revolutionary experi-
ence of impressionism and futurological forecasts
of the scientific and technological revolution. It was
on this basis that the Museum of Painting Culture in
Moscow was founded; the first ideas for its creation
were expressed back in the terrible year of 1919.

The party spirit, which over time finally trans-
formed the cultural space of the USSR into a hier-
archically built, clearly structured pseudo-theocratic
state with its own cult, was the second distinctive
feature of Soviet painting art. What is important
here is not even that freedom of creativity was de-
stroyed in this system, as many foreign and domestic
researchers often write about, since such freedom
did not exist from the very beginning of the Bolshe-
vik state and even memories of it were erased by
the “new” revolutionary culture back in the 1920s,
but that constructivism, which proclaimed not only
functionality as the only criterion and meaning of
art and thus, as it were, destroyed the individual
as a subject of culture, involuntarily prepared the
arrival of socialist realism as an impersonal “class
culture”, since the artistic and aesthetic appeal to
the “masses” always has an element of lowering
and “averaging” the cultural space. Despite the fact
that the general content of the Soviet party ideolo-
gy changed and was adjusted over time, the polar
red-black-white consciousness served as the pseu-
do-religious basis of the pictorial art of the Soviet
cultural code depending on external circumstances.
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The Socialist Realism painting that had taken
shape by 1932 fulfilled the main part of the pro-
gramme, developed by the constructivists, on the
introduction of the "laboratory” experiments of the
Russian (Soviet) avant-garde into mass production
and mass public social construction. In full accord-
ance with socio-cultural mechanisms, the mass Soviet
art of Socialist Realism used the results of research
in the field of transformation of the traditional art
model (primarily Christian), and the Soviet propa-
ganda machine launched the process of mass rep-
lication of the artistic products of Socialist Realism.
With the external pluralism of formal trends and for-
malist disputes, avant-garde artists established a kind
of dictatorship of the new creative method, which
envisaged the unconditional acceptance of the new
Bolshevik power in combination with the pathos of
changing the entire cultural and artistic code of his-

torical Russia. That is why, in the author’s opinion,
the ideological and artistic programmes in the So-
cialist Realism painting, as well as the avant-garde
that preceded it, consisted in following the princi-
ples of Plato’s idealisation of international collectiv-
ism. Having emerged on the wave of revolutionary
denial of the cultural and historical heritage of the
old society (“let us renounce the old world...”), the
avant-garde sincerely sought to “disfigure” man and
the surrounding world, praising a new cultural and
historical community. A certain ideal of a new col-
lective community of liberated humanity (let us re-
call artist Yuon's "new” planet). Subsequently, the
avant-garde passed its revolutionary baton to So-
cialist Realism, which perceived this formalised im-
personality as one of the basic meaning-forming
factors of its further formation and development.
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CZTOXEHWE XUBOTMNCN «COUNATTMCTUYECKOTO
PEAJINIMA»: ANCKYCCUI BOKPYT MPUHLUWIMOB
COBETCKOIO NCKYCCTBA 1920 - 1930-X TO40B

AnHomayus: B daHHoli cmamee asmopom paccmampu-
eaemcs npobsema popmuposaHus udeliHo-xydoxecmeeH-
HbIX NPO2PaMM Xusonucu «coypeanusma» e nepuod 1920
— 1930-x 20008 u Jokassisaemcs, Ymo xydoxecmeeHHole
HanpaegsieHUs C08eMCcko20 asaH2apda UsHa4a/eHo 803pac-
manu Ha noyee pesosIrOYUOHHOU udeosoeuu u unocogpuu
HU2U/AU3Ma, akKmusHO omeepazarowjeli 8Cto meicsdesem-
HI00 MpaduyuoHHYH pyccKyro U esponelicKyro XpucmuaH-
CKYHO Ky/Ibmypy U UCKYCCMB0, KAk 8pax0ebHyr u YyxoOyro
udeos102uUU COBEMCKO20 KOMMYHU3MA. 5mMa npeemMcmeeH-
HOCMb He 02paHu4u8aemcs UUb pesosItoyUOHHbIM Me-
modom u MemodosioeudeckUMU hooxo0amu, a sesaemcs,

MouTwn cpasy nocne nobeabl OKTABPLCKON PeBo-
noumm 1917 roaa, B nepuog ¢ 15 no 20 ceHTabps
1918 rosa B Mockse 6bina co3BaHa NepBas Bce-
poccuinckas koHdepeHumns MponeTkyabTa, Ha KO-
TOPOW BblN NPUHAT YCTaB OpraHn3aLmnmn 1 co3gaHbl
OTAeNbl: TeaTpabHbIM, IUTEPATYPHbIN, n3gatenb-
CKUIN, BUBANOTEYUHDIN, LUKOAbHbIN, KAYOHbIN, My3bl-
Ka/lbHO-BOKaJIbHbIN, OPraHN3aLNOHHbIN, HayYHbIN
N XO35MCTBEHHbIN. Llenbto opraHunsaunm obbasas-
NOCb pa3BUTUE NPONETAPCKOM KyAbTypbl, KOTOpPOE
ByaeT oCyLlecTBAATLCA YyCUAMAMU pabounx, nos-
JINHHbIX HOCKTENIEN W Bblpa3uTenel NPoaeTapCkon
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npexde scezo, oHmMonoau4eckol (cyuHocmuod). Imom
npuopumemtsili Memod, codepxasuwiuli 8 cebe azpec-
CUBHble pesosIoYUOHHbIE Yepmbl 8 paHHeM CO8emckoM
asaHzapde, no30Hee b6bia1 «CMsA2YeH» onopoll Ha Mpadu-
yuu pycckozo peasausma emopoli nososuHel XIX cmose-
mus (nepedsuxxHU4Yecmaa) u cmas MeHee azpeccuseH 8
Kusonucu coypeanusmad.

Knrodeseie cnosa: okmsabpeckas pesosioyus, cosem-
CKas XKUBONUCk, pe8oIIOYUOHHOE UCKYCCmao, co8emckuli
asaHeapo, napmuliHele QUCKyccuu, 2epoudeckuli peasnusm,
coyuanucmudeckuli peaausm.

naeonormn. A. borgaHoB B cBoeit paboTe «O npose-
TapCKOW Ky/bType» yTBEPXKAa, UTo 3aZayamu Ho-
BOW KyNbTypbl, ABASETC GOPMUPOBAHME «...HOBOFO
Ye/I0BEYECKOrO TUMNa, CTPONHO-LENOCTHOTO, CBO-
604HOro OT NPEXHEeN Yy30CTH, MOPOXKAEHHOWN APO-
bneHnem yenoBeka B cneumanmsaunm, cBo6oAHOro
OT UHAMBUAYaNbHOW 3aMKHYTOCTM BOAW W YyBCTBA,
NOPOXAEHHOM 3KOHOMUYECKON Pa3pPO3HEHHOCTLIO
1 6opbboit»". 3Ta TeMa, MO CyTU, ABAANACH YaCTHbIM
OTBETBJIEHWEM BOMpPOCa O «HOBOW MPOJIETAPCKON

1.  bBorgaHos A. O nponetapckow kynbtype. — J1.-M.: 3gaTens-
ckoe ToBapuiectBo «KHura», 1924

KynbType» BoObLLEe U O HEOBXOAMMOCTU «NepPEBOC-
MUTaHNA Macc» MO HOBOMY KOMMYHUCTUYECKOMY 06-
pa3suy, a rnaBHOe, O poan HONbLLEBNKOB, MPUYEM
M Kak napTuiHbIX GYHKLNOHEPOB, N NpeAcTaBUTe-
neli peBOFOLMOHHOIO UCKYCCTBa, B PYKOBOACTBE
BCEM 3TWUM npoueccomM?. MNo3unumsa JibBa TpoLKOro
Mo BOMNPOCY NOJUTUKN NAPTUMN B OTHOLLEHUUN KYNb-
Typbl 1 UCKyccTBa Oblia BbiCKa3aHa B LieIoM paje
pa3nnyHbix paboT, NnepBOHaYaAbHO BbIXOAMBLUMX
Kak cepus ouepkoB B rasete «[1paBga», a no3gHee
ony6/IMKOBaHHbIX B CreLmasbHON paboTe «Bonpocsl
6biTa»3. Tak J1.[. TpOLKWIA, B 4YaCTHOCTK, OTMeYan,
UTO «KOMMYHUCTUYECKasa NapTms cenyac OCHOB-
HOW pblyar BCAKOrO CO3HaTENbHOrO JBUXXEHWS Brie-
pea. <...> Moantunka rnbka, a 6bIT HENOABUXKEH W
ynpam. <...> Hu xyZaoxecTBeHHas autepatypa, Hu
Aaxe nybanMLMCTMKa UX He OTpaxkaroT. <...> A ana
HOBbIX XyAOXECTBEHHbIX LUKOJ, MbITAOWMNXCA UATU
B HOTY C peBoAtoLmel, HbIT BOObLLE He CyLLecTByeT.
OHwW, BUANTE NN, COBMParOTCA CO3nAaTb XXM3Hb, a He
n3obpaxkatb ee. Ho U3 nanbLia HOBbLIM ObIT HeNb3s
BblCOCaTb. Er0 MOXHO CTPOUTb 13 31EMEHTOB, UMe-
FOLLIMXCA HANLLO M CNOCOBHBIX K pa3BuTumto. [103T0-
My Mpexze YeM CTPOUTb, HYXXHO 3HaTb, YTO €CTb»*.
3aecb cTonT 06paTUTh NPUCTaZbHOE BHUMaHME Ha
npuHUMnmanbHyto nosunuuto J1.A. Tpoukoro B OTHO-
LUIeHWW MPONETAPCKOro UCKYCCTBA: XYAOXHMK 0bs3aH
OMUCbIBATb XM3Hb TakK, «Kak OHa eCTb», U NMPU 3TOM
oXWNaaTb PYKOBOAALLMX Y HaMpaBASHOLLMX YKa3aHW
oT naptum BKI (6). Camoe «iyyliee», 4To napTma
W NpoaeTapuar AOMKHbI OXNAATh OT UCKYCCTBA, MO
MHeHuto Tpoukoro, 3710 NnpodeccnoHanbHblie COr3bl
feaTenen NckyccTs, NPOu3BeaeHNa KuHemaTorpada,
a TakXKe HOBble pUTyasbHble (KBa3UPENUTNO3HbIE)
0bpAaabl, pa3vyHble BapraHTbl KOTOPbIX NPesCTaB-
NseT «bblTOBas TeaTpasbHOCTb» U HOBas «0bpsaa-
HocTb». OCOBYH0 BaXXHOCTb, MO MHEHMIO TPOLKOTO,
MOTYT UrpaTb «HOBble NMOXOPOHHbIe 06PAAbI», rae
OPKEeCTpP BbIMNONHAET POJib COHO3HNKA HOBOW KOM-
MYHUCTUYecKol BaacTn®. Tak, B pasgene «CeMbs u
06pAAHOCTb» M3 KHUIN «[pobaembl KynbTypbl. Kynb-
Typa NepexoHoro neproa» NpsMo yKa3blBaeTCa:
«Pabouee rocysapcTBo y>xe UMeeT CBOM NpasAHu-
KW, CBOW NMPOLLECCUN, CBOW CMOTPbI U Napagbl, CBOM
CUMBOJIMYECKMNE 3PEeNnLLA, CBOKO HOBYHO rocyaap-
CTBEHHYHO TeaTpabHOCTb... TeOpeTMUECKMEe AOBOAbI
[eVCTBYIOT TOIbKO Ha YM. A TeaTpanbHas 0bpsgHOCTb

Tpoukui /1.4, 2005, c. 291-300
Tpoukwui J1.4., 2005, c. 291
Tpoukui /1.4, 2005, c. 299
Tpoukui /1.4, 2005, c. 300

vk wn

[eNCcTBYET Ha YyBCTBO U Ha BOObpaxeHue. BavsaHune
ee, C/leoBaTe/IbHO, rOPasfo Wupe... Y>ke 1 ceinvac
OPKEeCTp, BbINMOJHAKLLNNA MOXOPOHHbLIM MapLy, CNo-
cobeH, Kak OKa3blBaeTCs, HepeaKo KOHKYPUPOBaTb
C LLlepKOBHbIM OTrNeBaHuneM. V1 Mbl JOIKHbBI, KOHEY-
HO, cAenaTb OPKeCTp HalMM COO3HUKOM B Hopb-
6e NpoTMB LLepKOBHOM OOPAAHOCTN, OCHOBAHHOW
Ha pabbei Bepe B MHOW MUP, F4e BO3aAyT CTOPU-
Len 3a 3710 1 NOANOCTM 3eMHOro Mupa. Ewe 6onee
MOTyLLEeCTBEHHbIM HaLLIMM COM3HUKOM ByaeT Ku-
HemaTorpad»°. CnpaBegAnMBOCTN pagun CTOUT CKa-
3aTb, YTO MOJO6HbIV YTUAUTAPHbBIV B3rNA4 Ha PO/b
NCKYCCTBa He BCTPETUA NOHMMaHUsA B cpeje «je-
BbIX» apPTUCTOB, O6BEANHMBLLNXCA BOKPYT XXypHana
«JleBbIi GPOHT nckyccT» JIE® B koHue 1922 roga
B MockBe. B nepBoM HOMepe XypHana, HauasLue-
ro nsgasatbcsa B 1923 rogy, 6bi1a onybavkoBaHa
Jeknapauus, B KOTOPOM C/bIWanCsA nNpu3biB K 06b-
€MHEHWIO BCEX PEBOJIFOLMOHHbBIX IEBbLIX CUJ BO-
kpyr JIE®a. Ana Toro utobsbl «...cobpaTb BOEAUHO
nesble cunbl, JIE® fonxkeH ocMOTpPeTb CBOU PAAbI,
oTbpocKB Npuanniiee npotnoe. JIEP ponxeH 06b-
efVHNTb GPOHT 414 B3PbIBA CTapbs, ANA ApaKy 33
oxBaT HOBOW Ky/bTypbl. Mbl Bysem peluaTb BONpo-
Cbl UCKYCCTBA He 6ONbLUMHCTBOM FON0COB MUdUYe-
CKOTO, IO CUX NOP TOJILKO B MAee CYLLLeCTBYIOLLEro,
neBoro GPoOHTa, a AeNOM, 3Heprmen Halen NHN-
LMaTUBHOM rpynnbl, roj 3a rogoM Beayluein pabo-
Ty NIEBbIX U UAENHO BCerja pyKOBOAMBLLMX €ro»’.
(Cm. Nnnroctpaymsa 1.)

Cpeav NOANNCAHTOB 3TOM AekaapaLmu, Hapaay
C «MposeTapckmuM xyamraHom» B. Maskosckum u O.
Bpuk, 6611 1 Nncatens bopuc NrHatbeBny ApeaTtoB
(1896-1940), yuactHuk MponeTkyabTa, aBTOP KHUTM
«WckycctBo m knaccbl» (1923), naeonor JIE®a. B no-
cnepyrolime rogsl 6opbba ynbTpanesbix «1edoBLEB»
NPOTUB «MPOCTO NIEeBbIX» KOHLUenunin J1.A. Tpouko-
ro npoxognaa B OCHOBHOM MOCPeACTBOM nybsimka-
LW, B KOTOPbIX posab b. ApBaTtoBa 6bina, noxanymn,
OAHOV M3 cambIx BaxKHbIX. bopnc ApBatos B CBO-
el pabote «/ckyccTBO 1 NPOM3BOACTBO» NUcan No
NoBOJAY HEeLOBOJ/IbCTBA IEBbIX XYA0XHUKOB MO OT-
HOLLEHMIO K BO3HUMKLUIEN nocie OKTabps cutyaumm
B UCKYCCTBE Ceaytolee: «PeBonoums, pa3BepHyB
nepes HOBbIM UCKYCCTBOM BCe HeObXoAnMble ANs
Hero BO3MOXHOCTW, HEMEANEHHO Xe Nocie yrapa
nepBbIX MeCALIEB, NPeAbABMIA K CBOVM CMYTHUKaM
CcobBCTBEHHbIE BAACTHble TpeboBaHus. MNoantnyeckme
paboTHMKK OKTAGPA roBopuan: “Mbl fanu BaM, Xy-

6. Tpoukwuii N1.4., 2005. - C. 291
7. Wraiin K.3,, 2006, c. 393
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AOXHMKAM, TO, YEro Bbl XOTeNM, failTe Xe Tenepb
HaMm TO, Yero XoTum Mbl. [laite naakatbl, UASKOCTPA-
LKW, KAPTUHKW, JaliTe Takne Npoun3BeseHms, KOTo-
pble H6blaKn 6bl MONE3HbI, MOHATHBI ceiyac, Tenepb
>Ke HaM Hekoraa xaaTtb» 8. VI ganee no tekcry: «..A
KOrja neBble OTBEYaAU, YTO UX JEe/10 — PEBONOLUS,
CO3HaHWe, UTO HaZo Maccy noabiMaTth 40 cebs, a He
anennnpoBaTb K 6eckyabTypHo Poccun, um cnpa-
BEANVBO BO3pakann: “PeBonroLma He MOXET XAaTb
TOro MOMEHTa, KOT4a HapoZ nepeco3aactcs; peBo-
JNIOUMS XOUeT MMEeTb NMOMOLLHMKOB CEroAHs, Tem 6o-
Nlee, 4TO HMKOMY He M3BECTHO, HAaCKOJIbKO JlyYLue
BalUW, NeBble, HEMOHATHblE GOpPMbI, POPM Npex-
HWX, MPUBbIYHBIX N NOHATHBIX..." Yem onpegeneH-
Hee 1 TBepXe CTAHOBWJICA HaXMM NMOANTUYECKUN,
TEM OCTpee CTaja YyBCTBOBATbCA HEAOCTaTOUHasA
npucnocobieHHOCTb NeBbix. OTKa3biBasCb N1caTb
n306pasmnTenbHble BeLy, 1EBbIE XYAOXHWKMN, BbILLEA-
Lne 13 pAAOB CTaporo NCKYCCTBa U BOCMUTaBLUMECS
Ha caMoL,e/IbHOM CTaHKe, yBUAEeAN B PEBOOLMOH-
HOM Ha>XMMe yrpo3y nx UCKyccTBy»9 .

B Hawel cTaTbe HET BO3MOXHOCTU NOAPOBHO
OCTaHaB/NBATbLCA Ha XoZ4e BYPHbIX AUCKYCCUIA O
nyTAX Pa3BUTMA HOBOTO PEBOJIFOLIMOHHOIO COBET-
CKOFO WMCKYCCTBa, AOCTaTOYHO OTMETUTb, YTO Haya-
NOCb NepemelleHne KagpoB B a4MUHUCTPATUBHbIX
LeHTpax, MPON30LLIN CMEHbI KaZpOB 1 NPOrpamMm
B y4ebHbIX 3aBefileHMNsX, roc3akasbl CTaau jaBaTb-
CA XYAOXHWKaM «peannctam». [1o3ToMy MMEHHO
C 3TOro BPEMEeHU B psAjax JeBbix 1 obpa3oBanach
rpynna «npou3BOACTBEHHUKOB» (TEOPETUKOB BY-
Ayuiero gusariHa). Jlroan, Kotopble «...NpoJosxKa-
JIN UCKaTb CTblKa MEXAY NCKYCCTBOM M COLMaNbHOM
NpaKkTUKOW», BMeCTO «npobiembl pOpMbl» BblABM-
HYAN «NpobaeMy METOAOB» XyAOXECTBEHHOrO TPY-
£,a, NPOBO3r/1acMB CMHTE3 UCKYCCTBA C UHAYCTPUEN.
Tak, yTo uMeHHo npeacraBuTenn JIEQa «...BblABM-
HY/IW FPaHANO3HY0 Nporpammy pebopmbl Xygoxe-
CTBEHHOro 06pa3oBaHMA». Kak 0OTMeYanoch Bbille,
no3suumsa J1. Tpoukoro 6blna YETKO O3BYUY€EHa B €ro
peun Ha naenyme LIK BKIT (6) B mae 1924 roaa: «Te,
KTO rOBOPSAT O NPONETapCkOn KynbType BCepbe3
W HajOANTo, KOTOPble U3 NPOETapPCKOM KyAbTypbl
AenaroT naatdopmMy, MbICAAT B 3TOM BOMpoOce no
dbopmanbHoW aHanormm ¢ 6yp>kyasHou KyabTypOM.
byp>kya3unsa B3ana BAacTb 1 cO34ana CBOKO KyabTy-
py; nposeTtapuat, OBAajeB BAACTbIO, CO34acCT Npo-
NneTapckyro KyabTypy. <...> OBnageB BAacTbto, OH
(nposnemapuam) TONbKO BNepBble MO-HaCToALLe-

8. Apsatos b.W., 1926, c. 83-84
9. Apsaros b.1.,1926., c. 90
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My 1 ybexxgaeTca B CBOEW yXKacatowen KyabTyp-
HOW OoTCTanoCcTW. UTOBbl NO6eAUTL €€, eMy HYXHO
YHUUTOXMUTb Te YCNOBMSA, KOTOPblE COXPaHAIT ero
Kak knacc. Yem 60osbLue MOXHO ByseT roBopuTb 0
HOBOW Ky/bType, TeM MeHbllue OHa byaeT HoCUTb
KJaccoBbIV xapakTep. B 3Tom ocHoBa Bonpoca u
rnaBHoe pasHoraacue, Nockonbky peyb MAeT o nep-
cnekTtnee» 10. N panee Tpouknin BbiCKa3biBaeTCs
B ewe 6onee kateropmyHom Gopme: «... B 3Moxy
AVKTaTYpbl O CO34aHUU HOBOW KyAbTypbl, TO €CTb O
CTPOUTE/IbCTBE BeMYaWLLIEro MCTOPUYECKOro Mac-
wraba, He NPUXOANTCA TOBOPUTDL; @ TO HU C YeM
NPOLWIbIM HECPABHUMOE KYNbTYpPHOE CTPONTENb-
CTBO, KOTOPOE HaCTynuT, Koraa oTnageT Heobxo-
AVMOCTb B Xese3HbIX TUCKaX AUKTaTypbl, He byaeT
y>Xe nMeTb kflaccoBoro xapaktepa. OTctoga Hagne-
XWUT caenatb TOT OBLWMIA BbIBOA, UTO MPOJETAPCKONM
Ky/bTYpbl He TONbKO HeT, HO U He ByaeT; 1 XaneTb
06 3TOM NOWCTUHE HET OCHOBaHWA: NpoJsieTapu-
aT B34 BJ1aCTb MMEHHO A/1A TOro, 4Tobbl HaBcerja
MOKOHUUTb C KJaCCOBOM KYNbTYPOMN 1N MPONOXUTb
nyT1 AN KyabTypbl yenoeueckoi» 11. MogobHble
ANCKYCCUM, COTpACaBLUME NOC/AEePEBONIOLMOHHbIE
OCKOJIKM KYJIbTYPHOTO MPOCTPaHCTBa HEKOrAa efu-
HOW BEe/IMKOW PYCCKOW KyNbTypbl, 4acTO AaroT NOBOJ,
nccnegoBatensM CANWKOM NPUMUTUBHO U IMHENR-
HO TpaKTOBaTb CIOXHYH MHOroobpa3HOCTb Noce-
PEBOJIIOLMOHHBIX COBBITUIA B 061aCTV MCKYCCTBA.
Mbl y>xe oTMevann paHee, YTO COrNacHO aBTOpW-
TeTHoMy m3gaHuto «The Concise Oxford Dictionary
of Art and Artists» nog peaakuunein AHa Yunsep-
ca (l. Chilvers) noa TepMVHOM «COLMANNCTUYECKUIA
peanunsm» cnesyeT NOHNUMATb «...XYAOXECTBEHHbIN
CTWAb, N306pETEHHBIV B COBETCKOW Poccum u apyrunx
KOMMYHUCTUYECKMX CTpaHax. <...> B Teopuun cTpe-
MWICA K BEPHOMY, 06 bEKTMBHOMY OTOBpaXkeHunto
peanbHOCTUW, Ha NpaKTUKe CBOAUTCSH K OTKPOBEH-
HOMY BOCXBaJIeHMIO rOCYAapcTBa COOTBETCTBEHHO
ykaszam Biactn» 12. Mbl MOXeM HabntoaaTk, UTO aB-
TOp B MNOJIHOM COOTBETCTBUM C YMPOLLEHHOM U MO-
NNTNYECKN aHFaXXMPOBaHHOW aHI/10-CakKCOHCKOM
Tpaauumnen otmeyaeT, yto «CoLpeannsm BO3HNK
Kak nobouHbin adpdekT agnkTatypbl CTannHa (rnaea
Cosetckoro Coro3a nocne cmeptu JleHnHa B 1924
rogy u go cobcrseHHon cmeptn B 1953)» 13. (Cm.
Wnntoctpaums 2).

10. Tpouxwui J1. [iutepatypa 1 pesontoums. 2-e usg. — M., 1924.
-C. 210.

11. MponeTapckas KynbTypa v npoaetapckoe nckyccrso // Tpou-
kuia J1. lutepatypa v pesontouus. — M., 1924. - C. 210.

12. Chilvers I., 1996., c. 551

13. Chilvers 1., 1996., c. 551

Apyrnmun cnoBamu, 3anafHbli UCKYCCTBOBES,
Yunsepc BMNoOJIHE CEPbE3HO CUMTAET, YTO «3/10M
reHnn» .B. CtanmHa Mor cam eAuHONUYHO UAN C
HECKONbKUMUN CTOPOHHUKAMWN NOAaBUTb PEBOO-
LIMOHHbBIE ANCKYCCMN 1 CBOVM BONEBbIM PeLleHneM
CO3A4aTb Le/bl XyA0XECTBEHHbIV CTUAb B MUPOBOW
KynbType. 3By4nT AOBOJIbHO HeybeanTenbHO. Bnpo-
yeM, A/f HEKOTOPbIX 3aMnafHblX UCCaefoBaTeNnemn
PYCCKOro 1 COBETCKOrO MCKYCCTBa 3TO CYUTANOCh, K
COXaNEeHMIo, N JO CUX NMOP CYMTAETCS BMOJIHE HOP-
ManbHbIM. CTOUT KOHCTaTUpOBaTb TOT akT, UToO B
TeyeHue AUTeNbHOTO Nepmnoaa nocae Tparnyecko-
ro pacnaga CCCP B 1991 rogy nofobHble «Hayu-
Hble» NCCeAOBaHUSA NePeBOANANCD, CeLanbHO
nponaraHAMPOBaANCh N TUPAXMPOBAANCh B OTPOM-
HOM KoJsinuyecTBe Nno BceMy 6biBwemy Cotrosy. 370
Hen3beXXHO NPUBOANIO K CHUXKEHWIO CTEMEHWN Ha-
YUHOM KOMMNETEHTHOCTM aBTOPOB U MOHUXKXEHWIO
KBaANPMKALMOHHOMY YPOBHIO Hay4HbIX paboT B
obnactn nckyccteosegeHus. [103ToMy Mbl counm
CBOVIM JO/IFOM CMeLManbHO 3ajep>KaTbCs Ha Npo-
61eme coBpeMeHHOM, 6onee 06BEKTUBHOM UHTEP-
npetaumn GdeHoMeHa CoLMaNNCTUYECKoro peaansma
B OT€YECTBEHHOM KYAbTYpHOM npocTpaHcTee. (CMm.
Wnntoctpauma 3).

O6LWenpuHATO cunTaTb, UTO Ba3oBble MPUHLM-
nbl 6yAyLiero coupeanmsma CTaam akTMBHO GoOpMu-
poBaTbca B KOHUe 1920-x rogos. CerogHa B cpese
NCTOPVWKOB U Ky/IbTYPOJOrOB CUMTAETCS, UTO pybex
1930-1940-x rof0B B OTEUYECTBEHHOW UCTOPUN NpPK-
HATO MMEHOBAaTb 3MOXOM «BENNKOrO MepesiomMa».
B 3TOT Neprog B CTpaHe NPOUCXOAMT aKTUBHOE CBO-
paunBaHue H3MMa, npoBoanTCcA MacliTabHas nHAy-
CTpuanmsauus (nepBas NATUNETKA), MOBCEMECTHO
NPOUCXOANT packynaynBaHMe N KONeKTUBM3aL WA
KpPecTbAHCTBa W HauYMHAETCA rPaHANO3HAsA «Ky/b-
TypHas peBoatoUns». Kak cneacteme 3TUX TekTo-
HUYECKNX MepeMeH, MPOUCXOAUT yXKeCcToueHne
penpeccuin, Kak peanmsanma napTUNHOro Te3u-
ca «0b 060CTpeHunn knaccoBon 6opbbbl» NO Mepe
asmxxeHma CCCP k coumanmnimy. B Takmx ycnoBumax
npexxHee cBO6OAHOE PEBOJIOLMOHHOE pa3BUTUE
COBETCKOr0 MCKYCCTBa CTAHOBWI0OCh HEBO3MOXK-
HbIM. VIMEHHO NO3TOMY OTHbIHE BCA TBOpYecKas
[eATeNbHOCTb XYA0XKHWUKOB, N1caTenein, KoMnosu-
TOPOB, KMHEMATOrPapuUCTOB AONXKHA HENZOEXHO
NOAYMHMUTLCA reHepanbHoOn AnHuM BKI (6) n non-
HOCTbIO KOHTPOAMPOBATLCA PYKOBOACTBOM NapTUK.

CBoboga MHeHWI 1 TBopyecTBa 1920-x rogoB cMe-
HseTCs AOBOJIbHO XECTKOM LieHTpanmnsaLmen ynpas-
NIeHNsA COBETCKMM MCKYCCTBOM, 0COBEHHO noce
Bbixoaa B 1932 roay MNoctaHoBneHune Moantbropo
LLK BKI (6). N3BecTHO, uTo 23 anpensa 1932 ropa B
XypHane «MapTuiiHoe cTpounTenbctBo» N2 9 6bino
onybankoBaHo NoctaHoBneHne Moantbropo LK
BKIM (6) «O nepectpoiike AnTepaTypHO-Xya0>xe-
CTBEHHbIX OpraHn3aLnii», rae ocyXaanocb geneHne
XYAOXHWKOB U Nt0Ael TBOpUYECKMX npodeccuii no
KN1aCCOBOMY MpPW3HaKy, BCIEACTBME YEro pacnycka-
JNCb BCe XYAOXECTBEHHbIe rpynnMpoBku. BaameH
CO3JaBanncCb eAnHble TBOPYECKNE COHO3bI, B TOM
uncne Coro3 XyA0XHMKOB. VIHTepecHO, YTo 40 Bbl-
X0A4a B CBET 3TOro noctaHosaeHus MNoantbropo LK
BKI (6) B coBeTCKOM MCKYCCTBOBEAYECKOM Cpeje
4acTo MCMOAb30BaAN MOXOXMI TEPMUH «reponye-
CKuin peannam» 14. B 6ypHbii neprog koHua 1920-
X — Havana 1930-x rogoB., KOrjga HOBbIN CTUb eLe
TONIbKO GOpMMpOBanNCs, niessa TanaHTANBBIX CO-
BETCKMX XXMBOMUCLIEB y>Ke Nojapuia BCEMY MUpPY
LeNbl paj BblAAOLLNXCA XYL0XKECTBEHHbIX NPO-
n3BeAeHnn, koTopble Bbigenna . Yuneepc 15. (Cm.
Wnantoctpauusa 4).

OTgenbHO CTOUT OTMETUTL BENMKONEMHbIE Kap-
TUHbI «FeponYecKoro cTuas» AnekcaHapa JenHekm
(1899-1969), Hanpumep, «<O6opoHa lMeTporpaga»,
r4e HoBaTOPCKOe aBTOPCKOE BUAEHME OKPYXKatoLLLEro
MUPa, XMBOMNCHOTO XYAOXEeCTBEHHOro NPOCTPaH-
CTBa M OpPUTMHaNbHOE XYJ0XEeCTBEHHO-0bpa3Hoe
NnpouYTeHNE NCTOPUYHOCTN B COBPEMEHHOM UCKYC-
CTBE BO MHOTOM NpPeAonpesennio B AasbHelLem
nosBAEHME N Pa3BUTME TBOPUECTBA COBETCKUX XYy-
[OXHMKOB BOOOLLLE U XKMBOMUCLIEB «CYpPOBOTrO CTUAS»
B YaCTHOCTW. VIMeHHO no3aToMy cneayeT BblAenunTb
TOT GaKT, UTO CIOXKEHME XMBOMUCK «COLMaNUCTMYe-
CKOro peannsma» NpPoNCXOAMI0 He CTONb NOCAes0-
BaTe/NbHO 1 NPSAMOJMHENHO, KaK 06 3TOM NPUHATO
6b110 TOBOPWUTD ELLE COBCEM HEAABHO.

MoaBoas UTOr AaHHOMY MCCAef0BaHWIO, aBTOP
cTaTby yTBEPXAAET TE€3MC O HEOHXOANMOCTU Bbl-
CTpanBaHuWA LLeNOCTHOW KapTWHbI PYCCKOW LMBUAN-
3aLMOHHOM U KyNbTYPHO-XYAOXECTBEHHOW Tpareamu

14. O nepecTpoiike NUTepaTypHO-XYAOXECTBEHHbIX OpraHu3a-
uui. [MpuHaTo Moantéropo LIK BKIM (6) 23.1V.1932 r.]. Mpu-
noxeHne N2 3 k n. 21 np. MNMb N2 97. ApxvBHas konus oT 29
Aekabpsa 2019 Ha Wayback Machine // PTACMIN. ®. 17. On.
3.4.881. /.22

15. Chilvers 1., 1996., c. 551
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Hauana XX ctonetus, Kotopas NOrMYHO O6BACHA-
eT HernpepbIBHYIO NPEEMCTBEHHOCTb B XXMBOMUCU 1
PYCCKOro aBaHrapAa, U coupeannsma, u gaxe He-
odunLManbHOM COBETCKOM XMBOMUCU HOHKOHDOP-
MWCTOB.

MepBas oTMunTEeNbHAA YepTa GOPMMPYEMOro
COBETCKOro UCKYCCTBa 3aKk/toyanach B MOJIHOM Npw-
opwuTeTe MeToAa U MeToA0N0rMN Hag GOPMOW, co-
AEepP>XXaHVEM M CMbICIOM MCKYCCTBA M TBOPYECTBA.
DTOT NPUOPUTETHBIV METOS, COAepXaBLUMi B cebe
arpeccuBHble PEBOJIIOLMOHHbIE YepTbl B PaHHEM
COBETCKOM aBaHrapge, nosgHee 6bl HECKO/bKO
«CMArYeH» OMNopoWi Ha TPaANLIMM PYyCCKOro peannsma
BTOpOW nonoBuHbI XIX cTonetuns (nepeaBuskHnYe-
CTBA) W CTa/ MEHEee arpeccyBeH B XXMBOMUCK COLL-
peannsmMa. CnpaBesiMBOCTY PaAm, CTOUT OTMETUTD,
YTO MPVHLMM PEBOJIOLMN B UCKYCCTBE W NMPUHLMM
Pa3BUTUA XXMBOMWCHON KyNbTYPbl M3HAYa bHO Bbin
B3AT U3 PEBOJ/IFOLMOHHOIO OMbiTa UMMPECCUOHUN3-
Ma 1 GyTypONOrnYeckmnX NporHo30B Hay4YHO-Tex-
HWyeckon pesostoLmn. IMeHHO Ha 3ToM Baznce u
6611 0OCHOBaH My3eli XXMBOMUCHOW KynbTypbl B Mo-
CKBe, MepBble NAen O CO3AaHNM KOTOPOro BbiCKa-
3bIBaAnCh elle B rpo3HomM 1919 roay.

BTopolt oTAMUnTENBHOM YepTON COBETCKOTO
>XMBOMUCHOIO UCKYCCTBa CTafa NnapTUNHOCTb, KO-
TOpas CoO BpeMeHeM OKOHYaTesIbHO nMpeBpaThia
KynbTypHoe npoctpaHcteo CCCP B nepapxuyeckm
BbICTPOEHHOE YeTKO CTPYKTYpMpPOBaHHOE MceB-
A0-TeoKpaTMyeckoe rocyAapcTBo CO CBOVM CO6-
CTBEHHBIM Ky/AbTOM. [1laBHOe 34ech 66110 gaxe He
B TOM, YTO B 3TOM C1CTEME YHMUTOXaNack cBoboga
TBOPYECTBA, O YeM YaCTO MULLYT MHOFOUYUC/IEHHbIE
3apybexHble 1 OTeYeCTBEHHble NCCef0BaTENM, NO-
CKOJIbKY Takol cBO60/bI He CyLLecTBOBaJIO C CamMo-
ro Hayasna 60NbLUEBMCTCKOrO roCyAapcTBa U Aaxe
BOCMOMWHaHWA O Hel 6bIIN CTEPThI U3 NaMATU «HO-
BOW» PEBOJIFOLIMOHHOM KyabTypol ewe B 1920-e
rogpl. [N1aBHOE BbINIO B TOM, UTO KOHCTPYKTUBU3M,
NPOBO3rNacMBLUNIA He TONIbKO GYHKLIMOHANbHOCTb
KaK eAIMHCTBEHHBIA KPUTEPUIA N CMBIC] UCKYCCTBA U
TeM KaK 6bl YHUUTOXaBLUMMA IMYHOCTb Kak Cy6bekT
KyNbTypbl, HEBOJILHO MOArOTOBMA NPUXOA coLpea-
JIN3Ma Kak 06e3/IMYEHHOM «KNaCCOBOM KybTypbi»,
MOCKOJIbKY Xy0XEeCTBEHHO-3CTeTMYECKas aneais-
LMA K «<Maccam» Bcerga UMeeT 31eMeHT MOoHmXKe-
HUA W «yCPeAHEHNs» KyJIbTYPHOIO NpOCTpaHCTBa.
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HecmoTpsa Ha ToT dakT, uTo obLiee cogepkaHue
COBETCKOW NapTUAHOM NAEONOTUN MEHSIOCH U KOpP-
PEKTUPOBANOCh C TEYUEHUEM BPEMEHU, TEM HE Me-
Hee, B 3aBUCMMOCTM OT BHELUHWX 06CTOATENbCTB
nosApHOe KpacHO-4YepHo-6esioe co3HaHWe ABAA-
NOCb NCEBAOPENNTNO3HOW OCHOBOW XNBOMMUCHOTO
NCKYCCTBa COBETCKOTrO KyNbTYPHOTO KOZa.
OdopmuLiasca Kk 1932 rogy xmBonumcb coupe-
a/n3ma BbIMONHWAA OCHOBHYH YacTb NPOrpamMmbl,
pa3paboTaHHON eLe KOHCTPYKTUBUCTaMK, NO BHe-
JAPEHNIO B MacCOBOE MPOM3BOACTBO U B MacCOBOE
0bLLecTBEHHOE CcoLmaibHOe CTPOUTENLCTBO «1abo-
pPaToOpPHbIX» IKCMEPUMEHTOB PYCCKOro (COBETCKOro)
aBaHrapga. MaccoBoe COBEeTCKO€e UCKYCCTBO COLY-
peanv3Ma B NMOJIHOM COOTBETCTBUMN C COLIMOKY/b-
TYPHbIMU MEXaHW3MaMW UCMOAb30Baa pe3ynbTathl
nccnesoBaHWi B 061aCTW TpaHchopmMaLmm Tpasu-
LMOHHOW MOZENN NCKYCCTBa (Mpexae BCero XpucTu-
aHCKOro), a coBeTCcKaa NponaraHAMCTCKas MallmHa
3anycTuia NpoLLecc MacCoBOro TMPaXMPOBaHUA Xy-
[OXECTBEHHOW NPOAyKLMM coLpeanmama. Xyaox-
HUKM-aBaHrapAMCTbl MPU BHELLHEM MAKOpanan3Me
bopManbHbIX TEYEHUN 1 GOPMaNUCTCKUX CNOPOB
CaMu yCTaHOBW/IM CBOEOBpa3Hyto AMKTaTypy HOBO-
ro TBOPYECKOro MeToAa, KOTOpPbI NpesycMaTpuBan
6€30roBOPOYHOE MPUHATNE HOBOW HOJIbLLIEBUCTCKOM
BAACTV B cOYeTaHUM ¢ NadOCoOM M3MEeHeHUA BCe-
ro KyNbTyPHO-XYAO0XECTBEHHOIO Koja uctopuye-
ckolt Poccuu. VIMeHHO NO3TOMY, MO MHEHMIO aBTopa,
NAENHO-XY[0XECTBEHHbIE MPOrpaMMbl B XXMBOMUCH
coupeannsMa, Kak 1 NpeALlecTBYOLEero eMy aBaH-
rapga, 3aknro4annco B Cefl0BaHNM NPUHLMNaM nna-
TOHOBCKOW naeannsaumm MHTEepPHaLMOHaNbHOrO
KOANEKTUBM3MA. BO3HMKHYB Ha BOJIHE PEBOIOLM-
OHHOTO OTPULLAHNA KYNbTYPHO-NCTOPUYECKOTO Ha-
cnepms ctaporo obuiectsa («oTpeyemcsa OT CTaporo
MUPpa...»), aBaHrap4 UCKPEHHe CTpeMUICs «0be3o-
6pa3nTb» YenoBeka N OKPYXatoLun Munp, Bocne-
Bas HOBYHO Ky/IbTYPHO-UCTOPUYECKYH OBLLHOCTD.
Hekwnit naean HOBOro KONEKTUBHOIO coobLyecTBa
0CBOBOXAEHHOrO YenoBeyecTBa (BCMOMHUM «HO-
BYIO» MaaHeTy xygoxHuka KOoHa). 3atem aBaHrapg
nepejan CBOK PEBOJIIOLIMOHHYIO 3cTadeTy coum-
aANCTMYECKOMY peann3mMy, KOTOPbIA U BOCMPUHAN
3Ty dopManm3oBaHHyt0 6€31MYHOCTb Kak OANH U3
6a30BbIX CMbICN1006pa3ytoLwnx GpakTopoB CBOEro
JaNbHeNLero CTaHOB/IEHNSA N Pa3BUTHA.
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THE WORKS OF LUO ZHONGLI AND THE BIRTH OF
HYPERREALISM IN PAINTING IN NEW CHINA

Summary: The article examines the unique aspects
of hyperrealism development in Chinese art, with a focus
on the contribution of artist Luo Zhongli (% /1 37), who is
considered the founder of this movement. The work em-
phasises that hyperrealism in China did not only appear
as a borrowed phenomenon but developed on the basis of
traditional Chinese aesthetic principles, such as “similar-
ity of form” and “similarity of spirit”. The authors consid-
er the key features of Chinese hyperrealism, distinguished
by extreme naturalism and meticulous execution, com-

As an artistic movement, hyperrealism is based
on the theoretical research and theses of French
philosopher Jean Baudrillard (1929-2007), according
to whom “simulacra never exist in reality” [3, p. 32].
This viewpoint defines the unique aesthetic paradigm
and serves as a conceptual cornerstone of a whole
visual arts movement, defining its special aesthetic
paradigm.

The creation of a dialectic of “false reality”
through the total simulation of visual experience, due
to which the effect of generating a hyperreal space
with subsequent destabilisation of perception is
achieved, is the main artistic strategy of hyperrealism.
Thus, the boundaries between objective reality,
artistic fiction, and media representation are erased.
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bined with national motifs. Luo Zhongli’s painting Father
serves as a clear example of this. This work has become
a symbol of the Newest Time, showing the ways of inter-
action between the traditions of Western modernism and
the Chinese cultural code. Thus, the groundwork for the
development of the school of Chinese hyperrealism, dis-
tinguished by great originality, was established.

Keywords: hyperrealism, Chinese painting, artist Luo
Zhongli, New China, realistic painting.

The history of the emergence of this artistic
movement in China differs greatly from the natural
evolution of hyperrealism in Western countries. By
the Chinese cultural tradition, the phenomenon
is viewed as borrowing, lacking the philosophical
foundations that distinguish Western art. Meanwhile,
over the centuries, traditional Chinese painting has
developed its own unique artistic concepts, such as
“similarity of form”, “similarity of spirit”, “realism”,
and “free expression” [4, p. 78].

It is important to note that all these traditional
aesthetic principles determined the special
development path of hyperrealism in Chinese art,
which we propose to consider in this work.

The issues related to hyperrealism in Chinese
painting were addressed by such researchers, art

Il 1. Luo Zhongli. Father. China, 1980 (considered the
first hyperrealist painting in China), oil on canvas. 216 cm x
152 cm. Stored in the National Art Museum of China (Beijing).
T F), FE, 1980 F (WHAATFEE KESE
TIChEER) | MEMAE, 216 cm x 152 cm, Wi FHRERE
ARIE.  (JER)
historians, and art critics as Lu Peng (&%), Feng
Yihan (& —&), Zhu Qi ()kH), Yuan Min (R80),
and others. We consider it necessary to continue
the study of this artistic phenomenon and to shed

Il 2. Luo Zhongli. Fragments of the painting, Father.
Tz gElEmR (33%) BE.

more light on individual aspects of hyperrealism
in Chinese artistic culture. While working on the
topic, we carefully examined the publications of
foreign scientists.

It is well known that the term "hyperrealism”
was first introduced into artistic discourse in 1973
during the work on an exhibition in a Brussels
gallery organised by Belgian art dealer Isy Brachot.
The scandalous exhibition, entitled Hyperrealism,
displayed works by American artists representing
such a movement as photorealism. The event
served as a starting point for the terminology
formation and launched the evolution of subsequent
artistic practices, which developed in line with the
photorealistic tradition [3, p. 44].

It should be noted that the institutionalisation of
hyperrealism as an independent artistic movement
occurred much later — at the beginning of the 21st
century. In the art historical perspective, hyperrealism
is a logical development of the photorealistic
method, which has overcome the boundaries of
easel painting and included such media as sculpture,
installation, and other types of contemporary art
in its arsenal.

The creation of works with an effect of total
simulation of reality, achieved through virtuoso
sculpting of form, precise rendering of optical effects,
and the use of technological innovations in artistic
practice, is a distinctive feature of hyperrealism [3,
p. 76].

The painting technique of hyperrealism involves
systematic work with photographic sources,
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including analysis, deconstruction, and subsequent
reconstruction of the image. In addition, much
attention is paid to microscopically precise colour
correction, achieving maximum resolution, using
airbrushing techniques, specialised pigments and
binders, and projection equipment [3, p. 80].

Before we look at the origins of realistic painting
development, let us take a quick look back at how
Western oil painting made its way into China.

As is known, oil painting appeared in China at
the end of the 16th century owing to European
missionaries, among whom ltalian Jesuit Matteo
Ricci (1573-1620), a contemporary of the founder
of naturalism, Caravaggio (1571-1610), stood out.
Moreover, it is known that owing to the activities
of Italian missionaries from the Jesuit congregation,
Chinese teenage boys arrived in Naples for training,
immersing themselves in the rich atmosphere of
[talian culture, one of the recognised centres of which
was the city at the foot of Vesuvius. Owing to direct
interaction with Italy, oil painting organically entered
the national artistic tradition over four centuries.
The early period of Chinese oil painting includes
four bust portraits of aristocrats and statesmen of
the 18th century from the collection of the Pushkin
State Museum of Fine Arts in Moscow.

Later, at the turn of the 20th century, that is,
in the last decades of the Qing Dynasty, Western
oil painting, together with its pedagogical system,
was quickly adapted and developed in China.
Outstanding artists, including Feng Gangbai (05
§WA), Li Tiefu (=¥ X), and Xu Beihong (R i58),
underwent systematic training in the principles and
techniques of academic realism in European (mainly
French) art schools, thereby laying the foundations
of the Chinese school of realistic oil painting [2, p.
61]. The passion for oil painting, owing to European
and Russian influence, continued during the period
of the Republic of China (1912-1949).

However, oil painting did not gain prominence
in Chinese fine art until 1949, when the People’s
Republic of China was established. Interaction with
the Soviet Union and its art institutions was the
cause. As a result, the socialist realism method was
established. It is important to note that the Chinese
realism development was greatly influenced by the
traditions of the Itinerants of the second half of
the 19th — early 20th centuries, the Association
of Artists of Revolutionary Russia (AKhRR, 1922-
1932), and artists of the Russian emigration (1920-
1930s). Among them, a special role was played by
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Il 3. Luo Zhongli. Fragments of the painting, Father.
T gEER (X3%) BE.

the graduate of the Imperial Stroganov School, M.
Kichigin (1883-1968), as well as one of the most
prominent representatives of Soviet academicism,
K. Maksimov (1913-1994), who worked for a long
time in Beijing in the 1950s.

Il 4. Luo Zhongli, final sketch from the Father series,
graphite pencil on paper, 685 cm x 435 cm, 1980.
Courtesy of Contemporary Tang Art Centre (Beijing).
Tz (R3FE) RFIFRELER, AR, 685 cm x 435
cm, 1980%F, HKREAZAPOHE, (HER)

L2

Il 5. Luo Zhongli a sketch from the series Father,
paper, colour graphics, 275 cm x 26 cm, 1980.
Courtesy of Contemporary Tang Art Centre (Beijing).
T (R3F) RFFRE, KAF L, 275 cm x 26 cm, 1980
F, BREAZARFOHEE, (ER)

With the onset of the Reform and Opening-
up period (1978-present), the New Wave ‘85 (/\
FFR) artistic movement made a tectonic shift in
Chinese art. It transformed the monolithic system
of "revolutionary realism” into a multi-level research
platform aimed at simultaneously rethinking
traditional heritage and mastering contemporary
international artistic practices.

This turning point (1985-1990), which experienced
a particular intensification of artistic debate, was
characterised by a “cultural revolution from above”,
when official ideological barriers were removed,
and international cultural exchange received not
only state but also institutional support. All these
events were accompanied by a spontaneous creative
explosion, growth of artistic life, a free art market,
mass penetration of Western artistic theories, and
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M. 6. Luo Zhongli a sketch for the work
Father -  “Every grain is given with labour”

Fhz (R3k) Tz GuEFE) .

the formation of new intellectual centres, academic
groups, and informal associations [4, p. 50].

For Chinese artists, Western and Soviet
hyperrealism did not represent a conflict. It was
only a method of extremely detailed, naturalistic
depiction — a kind of improved realism. Although
the works of Chinese artists outwardly resembled
photographs, they strove to achieve a truth that
surpassed photographic accuracy.

It is noteworthy that, unlike Western hyperrealism,
Chinese artists showed greater respect for the
traditions of European, Russian, and Soviet realism
in fine art.

In the 1980s and 1990s, French artists Abraham
Pincas (professor of painting at the National Higher
School of Fine Arts in Paris) and Claude Yvel brought
new techniques and methods in oil painting to China.
From October to November 1987, a seminar on
the technique of painting materials was held at the
Central Academy of Fine Arts. It was attended by
more than 30 teachers from all over the country.
After it, French artists organised training courses on
oil painting technique based on the traditions of
realism and hyperrealism. Fantastic illusionism and
naturalism, as presented by French teachers, changed
the traditional practice of the “one-session” painting
technique (alla prima), significantly enriching the
creative method of Chinese oil painting [7, p. 55].

With the renewal of Chinese artists’ creative
concepts, the oil painting technique in China has
undergone a transformation, developing from
uniformity to diversity, from simple copying and
imitation of foreign samples to the search for a
unique national language. Thus, research into oil
painting materials, the production of unusual tools,
special brushes, bases and primers, vegetable oils and
paint solvents have increased significantly, forming
a large segment of the art materials market. It is
this creative search that has become the foundation
that not only strengthened the achievements of
hyperrealism after its appearance in the PRC but
also contributed to the development of innovation
and cultural identity of national fine art.

In 2005, an important art association, the Chinese
School of Realistic Painting, was founded. The event
marked the revival of classical traditions, a return to
high craftsmanship, and orientation towards a wide
audience. Following the academic realism principles,
the artists of the school creatively rethought the
European painting tradition, enriching it with deep
national meaning. Ai Xuan (¥ #f), Yang Feiyun (¥
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k=), Wang Yidong (E3F %) and, of course, Luo
Zhongli (% #137), whose creative work has occupied
a special place in the history of Chinese art, are
among the leading representatives of this movement.

Luo Zhongli (born 1948) is considered the founder
of Chinese hyperrealism, and his work Father (3 3g),
created in 1980, is recognised as the first painting
of this movement in China.

Since the 1970s, works by world-famous
hyperrealist artists, such as American Chuck Close
(1940-2021) and German Gerhard Richter (b. 1932),
began to appear in China. Their incredibly detailed
painting techniques, which created an effect of
extreme illusionism, shocked young Chinese artists
of the time. Inspired by Chuck Close’s works, Luo
Zhongli created his famous painting Father (1980),
which later won first prize at the Second National
Young Artists Exhibition in Beijing (FE$ _ @5 %
ERERE, ER).

The portrait, Father, was created by the artist in
his student years, during his studies at the Sichuan
Academy of Fine Arts. Executed in the spirit of
hyperrealism, the painting amazes not only with
the photographic accuracy of details, extreme
lifelikeness, documentary nature, verismo, and
amazing authenticity of the motif, but also with
the depth of the psychological image.

Father (ill. 1) is an image of an old man with
a withered, dark face covered with deep wrinkles.
A "birthmark of destiny” (a sign of a hard lot) is
noticeable near his nose, sunken cheeks, cracked
lips, and only one tooth remains in his mouth. The
peculiarity of the hero's image is the absence of
a shoulder girdle, which is compensated by the
expressive gesture of wounded hands, fingers
exhausted by hard work with unevenly cut nails,
carefully supporting an old porcelain bowl.
Carnations, texture, and structure of various materials
enrich the image of Father with incredible contrasts,
creating the effect of presence in the tactile sensuality
of the image, causing empathy in the viewer. The
hero's penetrating gaze, which seems to sum up
his life, makes a special impression.

The image of the peasant’s emaciated face, with
its deep wrinkles, furrows, scars and cracks in the
tanned skin, has become a symbol of an entire
era, reflecting the hard lot of the Chinese people
who have gone through the crucible of historical
trials. The image of Father embodies the spirit of
national history, the fate of the heroic generations

128

Il 7. Luo Zhongli, sketch Brigadier from the series Father.

Fhsr (R3E) Flez (£ .
who created the phenomenon of the prosperous
New China.

Thus, the painting Father has become an
exceptional artistic manifesto of modern times,
a bridge that connects tradition and modernity,
the motifs of Western modernism and national
spirituality [1, p. 23].

Ill. 8. Luo Zhongli. Herder, oil on canvas, 76.5 cm x 96.7 cm,
1992. Art Museum of the Sichuan Academy of Fine Arts (Chongging).
By, (KD A) . BEGHE, 765 cm x 96.7 cm, 19924, I
BT EARZEYIE. (BK)

Il 9. Luo Zhongli. Liangshan People, oil on canvas,
60 cm x 50 cm, 1990. Art Museum of the Sichuan Academy
of Fine Arts (Chongging). %z OgUIA) , HEME,
60cm x 50 cm, 1990%F . W TIIEARFEESIE, (EKX)

It was this painting that marked the birth of a new
direction in Chinese art, which would find further life,
become incredibly popular and undergo changes
in our days.

Of course, the master who created this work is a
true innovator, owing to the unprecedented role of
naturalistic drawing, capturing the porous skin and
cracks on the lips, swollen veins of the hands and
other details; he turned the painting into a document
that evokes a piercing experience. Moreover, we
should note the monumental composition of the
portrait. It includes an expressive gesture of the
hands, which is unthinkable for the old European
and Chinese tradition, when a portrait was rather
chamber in nature (like the Chinese portraits of the
18th century from the collection of the Pushkin State
Museum of Fine Arts). The monumental grandeur
of the image is emphasised by the huge format of
the canvas (216 cm x 152 cm), creating the effect
of a visual clash, a contrast of scales.

AA

Il 70. Luo Zhongli Yi People from Liangshan
Mountain, oil on canvas, 80 cm x 65 cm, 1989
Art Museum of the Sichuan Academy of Fine Arts (Chongqing).
FAsr ORILEA) | FESHEE, 80 cm x 65 cm, 19895,
BT IEARSEDE. (ER)

o

The painting caused a stormy social resonance
and discussions in artistic circles about the
admissibility of such an interpretation of the “image
of a typical hero”; it broke the tradition of narration
that accompanied Chinese realism for many decades.
Here, for the first time, the image of a simple peasant
is among the founders of history, creators of the
future, and is likened to a sculptural monument
[7, p. 78].

Recognised as one of the most prestigious works
of modern Chinese art, Luo Zhongli's painting was
included in dozens of exhibitions and hundreds of
publications in different parts of the world, receiving
the highest praise. The portrait has become a symbol
of the fine arts of the new era, paving the way for
hyperrealism to successfully spread in New China
painting, marking a milestone in the history of
national art.
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TBOPYECTBO JIO YXYHJIN N1 POXAEHWNE
[MIMEPPEAJTIMN3MA B XNBOTIMMNCKM HOBOTO KNTAA

AnHomayus: Cmames ucciedyem yHUKA/IbHble achek-
Mol CMAaHo8/1eHUs 2uneppeanu3ma 8 KUmatickom UcKyc-
cmee, akyeHmupys sHUMaHue Ha skaade xy0oxHuka Jlo
UxyHau (% H37), komopelli cHumaemcs 0CHO80NOMOXHU-
KoM amozo HanpasaeHus. Paboma noduyepkusaem, 4mo
2uneppeasnusm e Kumae 803HUK He MOJIbKO KaK 3aUM-
CMeo8aHHoe As/ieHuUe, HO pa3eusascsa Ha 0CHO8e mpadu-
YUOHHbIX KUMaticKux 3cmemuy4eckux NpUHyunNos, makux
Kak «cxo0cmeo hopmebi» U «cxodcmao dyxa». Aemopel
paccmMampusarom KJ/r4essie xapakmepucmuku Kumad-
CK020 2uneppeanu3md, om/au4arowe2ocs KpaiHum Hamy-
paau3MoM U mujamesioHeIM UCNOJIHEHUEM, 8 COYemaHuu ¢

'MneppeanvsM Kak XyAOXeCTBEHHOE Harnpas-
NleHne onupaeTcs Ha TeopeTUYeckme NU3blCKaHns 1
Te3unchl ppaHuysckoro punocoda XaHa bogpwnin-
Apa (1929-2007), cornacHo kotopomy «Cnumynsakp
HWKOrAa He CyllecTByeT B peaabHOCTU» [3, c. 32].
[aHHoe nonoxeHne GpopMUpyeT KOHLLENTYa bHbIN
byHAaMeHT Lenoro HanpasaeHus B n3obpasntesb-
HOM WCKYCCTBE, Onpeenss ero 0cobyro acteTuye-
CKYHO Mapaaurmy.

OcHOBHas Xy 0XeCTBeHHas cTpaTervsa runep-
peanvama 3ak/ro4aeTca B CO34aHUN AManeKTUKK
«JIOXKHOW peanbHOCTW», Yepes TOTalbHYH CUMYNS-
L0 BU3yanbHOro OnbiTa, baarogaps YyeMy JOCTU-
raetca apdeKkT reHepnpoBaHMA rmneppeanbHOro
MPOCTPAHCTBa, C NocaeaytoLel gectabunmnsagmnen
BOCnpuATUA. TakuM 06pa3omM, NPONCXOAUT CTUPa-

HAUUOHAbHBIMU MOMUBAMU, YMO HA2AA0HO UAMOCMpuU-
pyem kapmuHa Jlo YxyHau «Omey». 3mo npou3sgedeHue
cmano cumeosiom Hoeeliwezo spemeHu, nokasas nymu
e3aumodelicmeua mpaduyuli 3anadHo20 MooepHU3Ma U
kumatickoeo KynemypHozo koda. Takum obpazom bbiau
30/10)KeHbl OpU2UHA/IbHbIE OCHOBbI 01 pa3guMuUs WKO-
/bl Kumatickozo euneppeasnusma, omauyarowyelica 6016-
wum ceoeobpasuem.

Knrouesele cosa: cuneppeanusm, kumadlickas Xugo-
nuce, xydoxHuk Jlo YxyHau, Hoseili Kumad, peaaucmu-
4eckas Xueonuce.

HWe rpaHuL, Mexzay O6beKTMBHOW peanbHOCTbIO,
XYAO0XEeCTBEHHON QUKLMEN N MeanIiHOW penpe-
3eHTaumen.

VcTopus 3aposkaeHuns 3TOro XyAOXKECTBEHHOMO
Hanpas/ieHus B Knutae NpuHLMNNaAbHO OTAMYaETCS
OT eCTECTBEHHOW 3BOJ/IOLUY FMneppeanvsmMa B CTpa-
Hax 3anaga. nsa KuTackom KyabTypHOW TpaguLmm
3TO AIBJIEHNE BOCMPUHMMAETCA KakK 3anMCTBOBaHME,
JNNWEHHOE TON PUI0COPCKON OCHOBLI, KOTOPas Xa-
pakTepHa A/ 3anafHOro NcKyccTBa. Mexay Tewm,
KuTarickas TpaAnLMOHHAs XXMBOMNUCH Ha NPOTAXe-
HWW BEKOB pa3BMBaia COOCTBEHHbIE YHMKaNbHbIE
XYZ,OXKECTBEHHbIE KOHLIEMLUM, TakUe KaK: «CXOACTBO
bOpMbI», «CXOACTBO AyXa», «peanm3m» U «CBO6oA-
Hoe BblpaxkeHue» [4, c. 78].
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Ba>xHO OTMeTUTb, UTO BCE 3TW TPAAULMOHHbIE
3CTETMYECKME MPUHLMMBI 06YCI0BMAN OCOObIV NYTb
Pa3BUTWSA TUMNeppeasvaMa B KUTAaNCKOM UCKYCCTBE,
KOTOPbIN Mbl NpeaiaraemMm pacCMoTpeTb B AaHHOM
pabore.

K Bonpocam, CBsi3aHHbIM C TEMOW runeppeanms-
Ma B KMTaNCKOW XMBOMUCK, 06paLLannch Takme nc-
cnefoBaTeniv, UCTOPUKM UCKYCCTBA U apT-KPUTUKMY,
kak Jltori MaH (F7%), ®aH UxaHb (Ef— ), YUxy Limn
(2 H), FOaHb MuHb (3RE) » a4p. Cuntaem Heobxo-
AUMbBIM MPOJOIXKUTE M3YUEHUE AaHHOTO Xy 0Xe-
CTBEHHOrO fiBNeHNA 1 Bonee NogpobHO OCBETUTb
OTAe/IbHble FPaHu rMneppeanmsama B KUTaNCKOM Xy-
DOXECTBEHHOM KynbType. PaboTas Hag TeMOR, Mbl
BHUMAaTENbHO paccMoTpenu nybamkaumm 3apybex-
HbIX YUYEHbIX.

XOpOLLO N3BECTHO, YTO TEPMUH «rUNeppeaaM»
611 BNEPBbIE BBEAEH B XYL0XECTBEHHbIN JUCKYPC
B 1973 rogy B npouiecce paboTbl Haj BbICTaBKOW B
6proccenbCcKon rasepee, OpraHM3oBaHHOM 6enb-
TMIACKUM apT-annepom M3m bpawo. CkaHaanbHas
BbICTaBKa NoJ Ha3BaHveM «[uneppeanmam» AeMOH-
CTpUpOBasa NPOV3BEAEHNS aMePUKaHCKUX XY0XK-
HWKOB, MPeACTaBAsABLIMX TaKoe HarmpaBJeHne Kak
¢doTopeanmsm. [laHHOe CcobbITUE NOCAYXKMAO OTMNPaB-
HOW TOUKOWN A5 GOPMUPOBAHUS TEPMUHOIOTUN U
3anycTW/I0 3BOJTFOLMIO NMOCIEAYOLLMX XYAOXECTBEH-
HbIX NPaKTMK, pa3BMBaBLUMXCA B pycie doTopeanm-
CTUUEeCKOW Tpaauumm [3, c. 44].

Cnepyet OTMETUTb, UTO UHCTUTYLIMOHaNM3aLMs
rmneppeannama Kak CaMoCTOATENIbHOIO XyA0Xe-
CTBEHHOTO HanpaBJ/IEHNA MPON3OLLIA 3HAYNTENBHO
nosgHee — B Havane XXI| Beka. B nckyccrsosegue-
CKOW NepcneKkTUBe rmneppeanvsmM npeacTaBaseT co-
6oi nornyeckoe pasBuTre GOTOPEANNCTUYECKOTO
MeToZa, MPeo0NEBLIErO FPaHnLbl CTAHKOBOW XN-
BOMWUCMK U BKJIHOUMBLLErO B CBOM apCceHan Takme me-
AMa KaK CKy/bMTypa, UHCTaNAALNA U ApYyTrie BUabl
COBPEMEHHOIO MCKYCCTBa.

OTAnUNTENbHOM OCOBEHHOCTBIO TMNeppeanms-
Ma SIBASETCA CO3jaHue NpounsBeAeHunin, obnagato-
WX 3PPEeKTOM TOTaNIbHON CUMYAALUM PeanbHOCTH,
AOCTMraeMom 3a CUYET BUPTYO3HOW enkun Gopmbl,
TOYHOW Nepegaym onTmyeckmx 3ddeKToB, NCMOb-
30BaHUA TEXHOIOTMUYECKUX NHHOBALUIA B Xy 0Xe-
CTBEHHOW npakTuke [3, c. 76].

B >xMBONUCHOW TeXHMKe runeppeanvsM npesa-
nosiaraeT cuctemMaTuyeckyto paboty ¢ poTorpa-
bUUYECKMMN UCTOYHUKAMU, BKAHOUAIOLLYHO aHaaus,
AEKOHCTPYKLMIO Y NOCAEAYHOLLYIO PEKOHCTPYKLMIO
n3obpaxeHus. MomMnuMo Toro, 60abLLIOE BHUMaHMeE
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yAensieTcss MMKPOCKOMMYECKU TOYHON LIBETOKOP-
PeKLnK, JOCTUXKEHNIO MaKCMMaAbHOrO pa3pelua-
towtero spdekTa, NpuMeHeHUIo asporpaduryeckomn
TEXHUKMW, MCMONb30BaHWUIO CreLmanm3npoBaHHbIxX
MUIMEHTOB M CBA3YHOLLMX BELLECTB, @ TakxXe npo-
eKUMoHHoro obopyaosaHusa [3, c. 80].

BcnoMHMM KpaTKyr UCTOPUHO MPOHUKHOBEHWS
3anajHon MacisHOM xmBonucy B Kutan n obpatnum-
€A K UICTOKaM Pa3BUTUS PeasNCTUYECKOWN XXMBOMUCH.

Kak n3BecTHO, MacasiHas XXMBOMWCb MOsIBUIACh
B Kntae B koHLe XVI Beka 61arogaps eBponenckmm
MUCCUMOHEpPaM, Cpean KOTOpbIX 0COBEHHO BblAeNsN-
€A UTanbsIHCKMIA ne3yut Matreo Puuum (1573-1620),
COBPEMEHHWUK OCHOBOMOJIOXKHUKA HaTypaan3ma Ka-
paBagxo (1571-1610). bonee TOro, N3BECTHO, UTO
6narogapsa feATeNbHOCTU UTANbAHCKUX MUCCUOHE-
POB M3 KOHrperauun nesyntos B Heanonb ans oby-
yeHuWs NpUbbIBaNN KMTaCKNe MasbUNKN-NOAPOCTKH,
KOTOpble Morpy>xanunce B 6boratyto atmochepy uta-
NbAHCKON KY/NbTYPbl, O4HUM N3 MPU3HAHHbIX LiEeH-
TPOB KOTOPOU 6blN ropos y NogHOXMUS BesyBus.
Bnarogapsa npamomy B3ammogencteuio ¢ Ntanm-
eli MacnsiHas XMBOMUCh 3a YeTbIpe CTONIeTUs opra-
HWYHO BOLLAA B HALMOHANbHYIO XYJ0XXECTBEHHYIO
Tpaguumto. K paHHeMy nepuoay KMTanckom mac-
NAHOW XMBOMWUCK OTHOCATCS YeTbipe MOrpyAHbIX
nopTpeTa apuCcToKpPaToB U rocyAapCTBEHHbIX Aesi-
Tenen XVIII Beka n3 cobpaHus FocyaapcTBeHHOrO
My3es n3obpasntesnbHbix MckyccTB um. A.C. MNyww-
KvHa B Mockse.

Mo3xe, Ha pybexe XIX-XX BekoB, TO eCTb B MNO-
CnefHue fecaTuneTna npasaeHusa gnHactum Luh,
3anajHas MacasHas X1BOMNWUCb BMeCTe C eé negaro-
rMYeckom cnctemMoi bbina HbICTPO aganTMpoBaHa u
nonyumna passutue B Kutae. Bolgatowmnecs macrepa,
BktoUasn OaH MaHbas ((BENE), Jin Tedy (FEEK LK) n
Croli BarixyHa (#3K8), npolwin cuctemaTmyeckoe
obyueHue nNpuHUMNaM 1 TeXHUKe akajemMmnyecko-
ro peaansma B eBponenckmx (NpevmMyLL,ecTBeHHO
bpaHLy3CKMX) XyA0XKECTBEHHbIX LLIKOAAX, 3a/105K1B
TeM CaMblM OCHOBbI KMTaCKOM LLIKOJbl PeaancTm-
yeckom MacasHom xumsonucu [2, c. 61]. YBneueHune
MacasHOW XMBOMNUCLIO Baarogaps eBponenckomy un
PYCCKOMY BAVAHUIO, MPOAOIKNIOCH TakKe U B ne-
puwoga Kutarickor Pecnybanku (1912-1949).

OzHako, ToNbKO NNLWb Nocne obpaszoBaHus Kun-
Tanckon HapogHown Pecnybanku B 1949 rogy, 61a-
rogaps B3anmogenctento ¢ Cosetcknum Coro30M 1
€ro XyZ0XeCTBEHHbIMU UHCTUTYLIMAMM, MacasHas
XMBOMWCb NONyYaeT NPUOPUTET B KUTANCKOM U30-
6pa3nTesbHOM MCKYCCTBE, CMOCOBCTBYA yTBEPXKAe-

HWIO METOAa COLMaANCTUYECKOro peaansma. BaxHo
OTMETUTb, UTO Ha Pa3BUTME KUTANCKOTO peann3mMa
OFPOMHOE B/IMSHME OKa3anun TPaauLMmM PyCCKUX Xy-
DLOXHUKOB-MEPeABUKHUKOB BTOPOI NoA0BUHBI XIX
— Hauana XX Beka, Accoumanmnm XyA0XXHNKOB peBo-
noumoHHom Poccnm (AXPP, 1922-1932), Xya0XHK-
KoB pycckoin amurpaumm (1920-1930-x rr.), cpean
KOTOPbIX OCOBEHHYHO pOJib Cbirpas BbIMyCKHUK VM-
nepatopckoro CtporaHosckoro yunavwa M.A. Kn-
unruH (1883-1968), a Tak>ke OANH U3 CaMbIX APKMX
npeacTaBUTeNer COBETCKOro akagemmama K.M. Mak-
cumoB (1913-1994), ponroe BpemMs paboTaBLInii B
MeknHe B 1950-e roabi.

C Hauanom nepuroga Moantunkmn pedopm 1 oTKpbI-
ToCcTh (1978 — HacTofALLee Bpems) XyAOXKeCTBEHHOE
aBuxeHve «HoBas BonHa-85» («/\ FL#TE») coBep-
LIMNO TEKTOHUYECKUI CABUT B KUTAWUCKOM WUCKYC-
cTBe, TPaHCHOPMMPOBAB MOHOJIUTHYHO CUCTEMY
«PEeBONKOLNOHHOIO peannsma» B MHOTOYypPOBHe-
BYHO MCCNeA0BaTeNbCKYHO NAaTGOpPMy, ObpaLleHHYro
OZAHOBPEMEHHO K NepeoCMbIC/IEHNIO TPAAULIMOHHO-
ro HacneAMs N OCBOEHWNIO COBPEMEHHbIX MeXAyHa-
POAHbBIX XyAOXECTBEHHbIX MPaKTUK.

3TOT NnepesoMHbIv nepuog (1985-1990-e), nepe-
XUBaBLUNIN 0coboe 060CTpeEHME XYAOXKECTBEHHbIX
ANCKYCCUIA, XapaKTepu30BaCs «KyabTypPHOW peBo-
noumen ceepxy», korga oduLmnanbHble MAE0NOTU-
yeckune bapbepbl HbIAN CHATLI, @ MEXAYHAPOAHbIN
Ky/JIbTYPHbIA OBMEH MoAyUns He TONbKO rocyaap-
CTBEHHY}O, HO Y MHCTUTYLMOHANbHYIO NOAAEPKKY.
Bce 3T cobbITHsA CONPOBOXKAANNCH CTUXUIAHBIM TBOP-
YeCKMM B3PbIBOM, POCTOM XYA0XKECTBEHHOM XMN3HM,
CcBOHOAHOrO apT-pbiHKA, MacCOBLIM MPOHMKHOBE-
HWeM 3anaHblX XyAOXeCTBEHHbIX TeOpUiA 1 dop-
MWUPOBaHNEM HOBbIX UHTENNEKTYabHbIX LLIEHTPOB,
aKaZeMunyeckmx rpynn n HepopmanbHbIx 06beaun-
HeHu [4, c. 50].

Ans KNTanckmx xya0>XKHMKOB 3anajHblii U co-
BETCKMI rvneppeanmsmMm He NpeacTaBasnm cobon
KOHGANKTA, a ABASANCH VWb METOAOM Mpeaeb-
HO AeTa/M3NPOBAHHOrO, HaTypPaaNCTUYHOIO N30-
6paxkeHnsa — CBOero poja yCoBepLUEHCTBOBAHHbIM
peannamMom. XoTsi BHeLlHe paboTbl KUTaNCKUX Ma-
CTepoB HanomuHanu doTtorpadumm, OHN CTPEMUANCH
K SOCTUXXEHWUIO UCTUHBI, MpeBoCxoadALLel doTorpa-
duryeckyro TOUHOCTb.

MprMeyaTenbHO, YTO B OT/IMUYME OT 3anafHoro
rmneppeannama, KuTanckme XyL0oXHUKN NPoABASAN
60/bllee yBaXxeHWe K TpajanLmMaM eBPONencKkoro,
PYCCKOrO 1 COBETCKOTo peannsma B n3obpasutenb-
HOM MCKyCCTBe.

B nepuog 1980-1990-x rogos dpaHuy3ckue Xy-
AOXHWKKN ABbpaam lMnHkac (npodeccop xnsonucu
HaLoHanbHOWM BbICLLEN LUKObI U3ALLHbIX NCKYCCTB
B Mapuxe) n Knog Meenb npuHecan B Kutaii 06-
HOBJIEHVE NPUEMOB U TEXHWK B MaCIsHOM XMBOMU-
cun. B oktsibpe-Hosbpe 1987 roaa B LieHTpanbHOM
aKaeMmmM N3SLLHbIX UCKYCCTB Obl MPOBeAEH CeMu-
Hap MO TEXHWUKE XMBOMWUCHbIX MaTEPMaANOB, B KOTO-
pom npuHaAn yyactne 6onee 30 npenogasartenen
CO BCel CTpaHbl, Nocae Yero ppaHLy3ckme Xya0x-
HWUKM OpraHun3oBanu yyebHble KypCbl NO TEXHUKE
MaCASHOWN XMBOMWUCK, OCHOBAHHOM Ha Tpaauumnsax
peanusma v runeppeannsma. aHtacTmyeckuii ui-
NFO3MOHM3M, HaTypaan3m — B nogade dpaHLy3CKnx
HaCTaBHWKOB — U3MEHWAN TPAANLMNOHHYIO NPaKTm-
Ky «OJHOCEaHCOBOW» TeXHUKUN nNucbMa (alla prima),
3HauUUTENbHO 06OraTMB TBOPYECKUIN METOZ, KMTa-
CKOW MacnaHoM xusonucu [7, c. 55].

C 06HOBAEHNEM TBOPUECKMNX KOHLLENLUIA KUTal-
CKNX XYAOXHWUKOB TEXHMKA MaCASHOM >XXMBOMNCK
B KHP npetepnena tpaHchopmaunto, pa3smBanch
OT eANHOO6pa3nsa K MHOroobpasuo, OT NPOCTOro
KOMWUPOBaHUA N NOAPaXxaHWs MHO3eMHbIM 06pas3-
LaM K NOUCKY YHWKaJIbHOIO HaLMOHaNIbHOTO f3bl-
ka. Takum obpasom, nccnesoBaHus MaTepmanos
Mac/isHOM XXWBOMUCK, NPOU3BOACTBO HEOObIYHbIX
MHCTPYMEHTOB, OCOBEHHbIX KMCTEN, a Takxke OCHOB
W FPYHTOB, PacTUTENbHbIX Macen u pacTBoputenel
419 KPacoK — 3HauMTeIbHO MOBbICUANCH, CHOPMU-
poBaB 60/IbLLON CErMEHT PblHKa XY0XXEeCTBEHHbIX
MaTepuanoB. VIMEHHO 3TV TBOpUYECKMEe NOUCKN CTa-
v GyHAAMEHTOM, KOTOPbIV He TONbKO YKPenua Ao-
CTUXKEHWA rMneppeann3mMa nocse ero NosBAEHWA B
KHP, Ho 1 cnocobctBOBan pasBUTUIO MHHOBALWIA
N KyNbTYpHOro cBoeobpasmsa HaLuMOHaNbHOro N30-
6pa3nTeNnbHOro NCKycCTBa.

B 2005 rogy 6b110 OCHOBAHO BaXXHOE XyA0Xe-
CTBeHHOe 0bbeaunHeHNe — «KuTaiickas Wwkona peanu-
CTUYECKOW XMBOMUCU». ITO COBLITUE O3HAMEHOBANO
BO3POXJAEHME KNacCuueckmnx TpaagunLumi, Bo3Bpa-
LLleHWe K BbICOKOMY MacTepCTBY M OPUEHTALMIO Ha
LUIMPOKYHO 3PUTENIbCKYHO ayaUTOPULO. XYAOXKHUKM
LUKOAbI, Ceays NPUHLMMNaM akageMn4eckoro pe-
anv3ma, TBOPUYECKU NEPEOCMBICANIN EBPOMENCKYH
>KMBOMUCHYIO Tpaauumto, oboratne eé rnybokmm
HaLMOHaNbHbIM cMbicioM. Cpean BeayLnX npes-
CTaBUTesel 3TOro HanpaeneHus — Ain CtoaHb (35F),
An DaitoHb (15 % =), Ban WayH (E37%R) 1, koHeu-
HO, Jlo YxxyHan (F HI37), Ub€ TBOPUYECTBO 3aHANO
ocoboe MecTo B UCTOPUN KMTANCKOrO UCKYCCTBa.
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JTo YxxyHam (p.1948) cumtaeTca OCHOBOMOAOXK-
HWKOM KWUTaNCKOro runeppeanvsma, a ero paborta
«Oteuy ( {A3E) ), cozgaHHas B 1980 rogy, npw3sHa-
&Tcs NepBOW KapTUHOW 3TOro HanpasieHus B Kutae.

C 1970-x rofoB npousBeseHns BCEMUPHO 13-
BECTHbIX MacTepOB rMneppeannsmMa, Takmx kak ame-
pukaHel, Yak Knoys (1940-2021) n Hemew, l'epxapa
Puxtep (p.1932), Hauanm npoHukaTtb B Kutai. Nx He-
BEPOATHO AeTaNn3MpOBaHHas TEXHUKA NCMONHEHWS,
co3pgaBaBLlas 3PpdeKT KpanHero UANK3MOHN3MA,
noTpsScaa MONOABLIX KUTAUCKMX XYAOXKHUKOB TOrO
BpemeHuW. BaoxHoBmBWKNCE paboTamu Yaka Knoy-
3a, Jlo YUxxyHau co3gan CBOKO 3HAMEHUTYIO KapTUHY
«Oteuy» ( {AE)Y ) (1980 r.), koTOpas nosgHee no-
Nlyudnna nepByto NpemMuto Ha «BTopown HaumoHanb-
HOW BbICTaBKE MOJIOAbIX XyAOXHUKOB (MekuH) (H
EE_RmEEFEAERR, EXR).

MopTtpeTHoe nonoTHo «OTel» H6bIIO CO34aHO
MacTepoM B CTyAeHYecKne rofbl, B nepuog obyue-
HWsA B CbluyaHbCKOW akaZeMnm U3SILLHbIX NCKYCCTB.
KapTvHa, BbINONHEHHAs B Ayxe runeppeanvsma, no-
paxkaeT He TONbKO PpoTorpadmuueckolrt TOUHOCTbIO
AeTanen, KpanHuM Xn3Henogo06mem, JoKyMeHTaN b-
HOCTb}O, BEPU3MOM, YANBUTENBHOW JOCTOBEPHOCTbLIO
MOTMBAa, HO 1 FYBUHON NCUXONOrnYeckoro obpasa.

O6pa3 «Otua» (Un. 1) npeacraBnseT ornasoe
n3obpaxxeHne cTapmka ¢ MCCOXLUUM, TEMHBIM N-
LOM, NMOKPbITbIM F1yOOKMMU MOpLLMHaAMK. Y HOCa
3aMeTHa «POAMNHKa CyabObl» (3HaK TAXKEN 0N 40W),
BMasible LLeKu, NoTpeckaBLumecs rybol, BO pTy ocTan-
€A Wb oguH 3y6. OCOBEHHOCTBIO N306paXxeHns
obpa3sa repos ABNAETCA OTCYTCTBME NAEYEBOTO MO-
iCa, UTO KOMMEHCMPYETCA BbIPa3nTeNbHbIM XXECTOM
N3paHEHHbIX PYK, M3MOXAEHHbIX TAXENbIM TPYA0M
nanbLeB C HEPOBHO OTCTPUXXEHHbIMU HOTTAMMK, He-
PEeXHO NoaAep>XXuneBaroLmnx ctapyro dapdoposyto
yawy. KapHauus, daktypa v TeKCTypa pasinuHbIX
MaTepuanos, oboralarot obpas «OTua» yanBUTENb-
HbIMW KOHTpacTamu, co3garowmmm spbekT npu-
CyTCTBMA B OCA3aTebHOW YyBCTBEHHOCTW 06pa3a,
BbI3bIBaA conepexveaHmne 3putens. OcobeHHoe Bne-
yaT/ieHne NPOV3BOAMUT NPOHMLATENbHbIN B3NS re-
pos, KOTOPbIV BYATO 6bl MOABOANT UTOT MPOXKUTOMY.

M306paxkeHne n3MoXXAEHHOTO ML KPeCTbAHN-
Ha, € ero rnyboknMu MmopLiHamun-6opo3gamy, LWwpa-
MaMW 1 TpeLLMHaAMM UCNeNeNeHHON 3arapom Koxu,
NpeBpaTUAOCh B CUMBOJI LLEION 3MOXK, OTPa3nB Ts-
KENYHO AONH0 KMTANCKOro Hapoaa, NpoLlesLlero
yepes ropHUNO UCTOPUUECKUX NchbiTaHui. Obpas
«OTua» BOMAOLWAET AyX HaLMOHaNbHON ncTopun,
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CyAbbbl reponyeckmx NOKOAEHWH, CO34aBLINX dpe-
HOMeH npoupeTatowero Hosoro Kurtas.

Taknm obpazom, kapTuHa «OTeL» npeBpaTnaach
B UCKJHOUMUTENbHBIN XYA0XKECTBEHHbIA MaHUbecT
HOBeMLLEero BpeMeHw, CTaB MOCTOM, COEAMHUBLLUM
TPaAULMIO N COBPEMEHHOCTb, MOTMBbI 3aMaZHoro
MOZEpPHM3Ma M HaLLMOHaNbHOM AyxoBHOCTM [1, c. 23].

IMEeHHO 3TO MOAOTHO O3HAMEHOBANO POXKAEHME
HOBOrO HanpaB/eHUsA B KMTAWCKOM UCKYCCTBE, KO-
TOpoe obpeTeT AasbHENLLYIO XU3Hb U CTaHEeT He-
BEPOATHO NOMYASPHbLIM U NPETEPMNNT U3MEHEHMA
B HalUW AHW.

Be3ycn0BHO, MacTep, CO3AaBLUNIA 3TO NPOU3BE-
JleHue, BbICTynaeT UCTUHHBIM HOBaToOpoM, baaro-
Japa becrnpeueHAEHTHON POAN HAaTypPaANCTUYHOTO
PUCYHKa, GUKCUPYIOLLEFO MOPUCTYHO KOXY U Tpe-
WMWHKW Ha rybax, B3yBLUMECS BEHbl KNCTEN PYK U
npoune getanu, npespaLlatoLine KapTuHy B JOKY-
MEHT, Bbl3bIBatOLLMIA MPOH3UTEBHOE NEPEXMBaHME.
OTMeTUM Tak>Ke MOHYMEHTa/lbHYH0 KOMMO3MLUIO
OrnaBoOro NopTpeTa, BKAKOUMBLIETO BblpasnTeb-
HbIl XECT PYK, UTO HEMBICIMMO AJ/151 CTapoli eBPO-
NenCcKoOn U KMTaNCKOM TPaauLLIMK, KOTAa OraBbli
NOPTPET HOCWUA CKOpee KaMepHbI xapakTep (Kak Ku-
Tanckme noptpetbl XVIII Beka 13 konnekuymmn FTMAN
um. A.C. MNywkurHa). MoHyMeHTabHOe Bennumne 06-
pa3a Noj4YepKHYTO OrPOMHbIM GOPMaTOM MOAOT-
Ha (216x152 cm), co3aatoLero addekT BU3yanbHOro
CTONKHOBEHMA, KOHTpacTa MacluTabos.

KapTuHa Bbi3Bana 6ypHbIv coLmanbHbIN pe30HaHC
N BNCKYCCUUN B XYAOXECTBEHHbIX Kpyrax o onycTu-
MOCTW TaKoW TPaKTOBKM «0bpasa TUMUUYHOTO repos»,
OHa c/iomMana TpajuLMio NOBECTBOBAaHWS, CONpPO-
BOX/aBLUYH KUTANCKWI peann3M Ha NpOTAXEHUU
MHOTVX AeCATUNETUN. 34eCb BNepBble 06pa3 NpocTo-
ro KpecTbsiHMHA BKIKOUEH B PS4 TBOPLLOB UCTOPUM,
cosuaatenei byayuiero n ynogobneH ckynbntyp-
HOMY MOHYMeHTy [7, c. 78].

KapTtuHa Jflo YXyHan, npusHaHHaa OAHUM U3
CaMbIX CTaTyCHbIX NPOU3BEAEHNN COBPEMEHHOIO
KUTalCKOro MCKyccTBa, bblaa BKAOUEHa B COCTaB
[LeCATKOB BbICTaBOK M COTeH nybankaumin B pas-
HbIX YaCTsAX CBETa, MOJYUMNB BbICOUANLLYHO OLLEHKY.
JTOT MOPTPET CTaN CUMBOJIOM U306pa3nTeNbHOro
WCKYCCTBa HOBOM 3MOXM, OTKPbIB NMYTb YCMELWHOMY
pacrnpoCTpaHeHUIo rmneppeannsmMa B XX1MBOMUCK
Hosoro Kutas, oTMeTuB Bexy B MCTOPUU HaLMO-
HabHOIO UCKYCCTBa.
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FEMALE IMAGES IN THE MUSICAL ART OF CHINA IN
THE FIRST HALF OF THE 20TH CENTURY: GENRE AND
STYLISTIC TRENDS OF THEIR EMBODIMENT

Summary: The article considers female images, reflect-
ed in the musical art of China in the first half of the 20th
century. In order to comprehend the specifics of their de-
velopment in comparison to analogues in Western Euro-
pean musical art, the work aims to analyse how female
images were interpreted in various opera and chamber-vo-
cal musical art genres in China during the first half of
the 20th century, including in the historiographic key. For
this purpose, a comprehensive, hermeneutic, compara-
tive approach, and the method of musicological analysis
were used. The study established that the concept of sou-
brette (Hua Dan, “flower maiden’, in Chinese opera thea-
tre) generalises not only the characteristic features of the
female stage type, but also specific vocal features, which
are sonorous and flexible; its typology of qualities can be
supplemented from the position of mastery of coloratura
technique. The specificity of the Hua Dan voice in Chi-
nese opera theatre requires a separate study. In Western
European musical art, the ontology of the soubrette role
covers the genres of opera (buffa, singspiel), operetta, in-

Historical and stylistic development of female
images at various stages of musical art evolution in
China, as well as in comparison to their analogues
in Western European musical art, have not been
studied to date. At the same time, the study of se-
mantic and musical patterns of female image em-
bodiment is of interest to a number of authors in
the field of world musicology, for instance, Ameri-
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tonation features of the soubrette part penetrate into the
instrumental works of Viennese classics through the pas-
toral genre. In Chinese culture of the early 20th centu-
ry, the dominance of the Hua Dan image in traditional
operas was gradually displaced due to the May Fourth
cultural and social changes associated with the discovery
of a sovereign personality, which is especially character-
istic of the interpretation of female images in the cham-
ber-vocal lyrics of Huang Zi, Xiao Yumei, Wang Guanggqi,
Jiang Dingxiang, and others. During revolutionary chang-
es and anti-war struggle, the Hua Dan role was replaced
by the Zhengdan role — a loving and faithful woman with
a tragic fate. The dominance of individual female roles in
specific historical periods of China’s development seems
to be a promising direction of work, as well as the study
of cultural changes associated with the processes of inte-
grating elements of Western and Eastern musical theatre.

Keywords: role, female images, Chinese musical art,
opera, chamber-vocal creativity, soubrette, Hua Dan.

can musicologist litti Sanna and Serbian musicolo-
gist Ivana llic'. In Russian musical science, the works
of L. Kazantseva, P. Nevskaya, S. Smagina, in which

1. litti Sanna. The feminine in German song. 2006. New York:
Peter Lang, p. 219; lli¢ Ivana. Fatalna Zena: reprezentacije roda
na operskoj sceni. 2007. Beograd: Fakultet muzicke umetnosti:
Signature, p. 166.

Table 1. Fragment of R. Kloiber's voice classification as interpreted by E. Sergeev.

Playful and characteristic Fach

Fach Range | Characteristics

List of roles

Lyric coloratura soprano ¢ —f" | Very agile, light voice
with a wide range.

Blonde (W. A. Mozart's The Abduc-
tion from the Seraglio), Susanna (W. A.
Mozart's The Marriage of Figaro)

Playing soprano / ¢ —c" | Gentle, pliable voice. Barbarina (W. A. Mozar's The Marriage
soubrette Graceful appearance. of Figaro)

Characteristic soprano / h-c” Intermediate, refined Isabella (G. Rossini's The [talian Girl in
Coloratura mezzo-soprano voice. Algiers)

Playing Alto / g — b" [ Flexible, characteristic Mercedes (G. Bizet's Carmen), Char-
Lyric Mezzo-Soprano timbre. lotte (G. Massenet's Werther)

various strategies for studying the female image?
are developed, can serve as examples. In relation
to Chinese musical science, Xiong Yingwen notes
that the achievements of the “feminine” direction
in modern musical science are created mainly by
women?. As of right now, we can state that musicol-
ogy is just beginning to grasp this difficult subject.
Only in the future will this direction be seriously and
methodically studied in relation to the image of a
woman as a phenomenon of a musical composition.

In order to comprehend the specifics of female
images development and taking into account the
comparison to analogues in Western European mu-
sical art, the work aims to analyse how they were
interpreted in various opera and chamber-vocal mu-
sical art genres in China during the first half of the
20th century, including in the historiographic key.

One of the prominent roles is that of the sou-
brette, which is relevant for both Chinese and Eu-
ropean musical theatre. The term soubrette (from
French) refers to a secondary female role in a com-
ic opera. In the world of music, this concept is used
to describe a certain type of soprano in an opera
house. Thus, this definition refers both to the cate-
gory of a stage character and to the vocal character-
istics necessary to embody a given musical image.

In modern music science, researchers of Western
European origin separately consider character’s cer-
tain vocal and stylistic features or their social role.

2. Kazantseva L. P. Musical Portrait. 1995. Moscow: Conservatory
Scientific and Creative Centre, p. 124; Nevskaya P. V. "Portrait
in the space of semiotics: verbal and non-verbal”, 2013, thesis
for Grand PhD in Art Criticism: Saratov, p. 48; Smagina S. A.
“The Image of the 'New Woman' in the Cinema of Transitional
Historical Periods”, 2021, thesis for Grand PhD in Art History:
Moscow, p. 58.

3. Xiong Yingwen. “Liu Sanjie: The Image of Women in the
Musical Art of Guangxi in the Second Half of the 20t - Early
21t Centuries”, 2023, thesis for PhD in Art Criticism, St.
Petersburg, p. 5.

Moreover, there are Russian studies and works by
Chinese authors that contain original theoretical
developments from the point of view of the stat-
ed topic; however, all of them only indirectly anal-
yse the phenomenon of the soubrette role. Let us
consider the main ones.

First of all, it is necessary to turn to the famous
Fach system of Rudolf Kloiber#, where the concept
of soubrette occupies an appropriate place. Rus-
sian researcher E. Sergeev translated and interpret-
ed this modern voice classification in his work. In
this typology?®, soubrette occupies the following
position (Table 1).

The German Fach system is a method of clas-
sifying singers, primarily opera singers, according
to the range, weight, and timbre of their voices. It
is used mainly in German-language opera houses
in Europe. Soprano soubrettes are young, energet-
ic, self-confident women. They have light voices,
most often without a wide upper register, but flex-
ible and sonorous.

Soprano voices are usually divided into three
vocal categories: soubrette, lyric, and dramatic. In
addition, coloratura abilities or an extended vocal
range of singers allow for further classification of
these types of voices, adding colour to them, and,
therefore, complementing the typology. It is diffi-
cult to compare the term “soubrette” with a frame-
work where the criterion is exclusively the singer’s
voice, especially since the criteria for characterising
vocal voices may differ in various countries, which
requires a more in-depth study.

According to R. Bouldry, the diversity of vocal
types proves that the term soubrette primarily char-

4. Kloiber R. Handbuch der Oper. 2002. Deutscher: Taschenbuch
Verlag, p. 929.

5. Sergeev E. N. “The German Fach System - a Modern
Classification of Voices” // 2022. Art Education and Science,
vol. 1, No. 30, p. 85.
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acterises the personality of the character and, to a
greater extent, the circumstances of her behaviour,
rather than a specific voice type®. In Western Euro-
pean opera, the role of a soubrette is associated with
the image of a servant close to the mistress. Usu-
ally, she has a pleasant appearance, a lively mind,
cunning, and resourcefulness, which helps both to
bypass the difficult character of the master, as pre-
sented in Mozart's opera, The Marriage of Figaro,
in the image of Susanna. This role should be per-
formed with a light and bright voice, determined by
the character herself — a cheerful, young, and ener-
getic girl. Therefore, soubrettes are usually played
by women with a fragile physique, since the view-
er should perceive them as young.

Let us present the main roles of the Europe-
an opera theatre, which can be attributed to sou-
brettes: Zerlina (W. A. Mozart's opera Don Giovanni,
1787), Blonde (W. A. Mozart's opera The Abduc-
tion from the Seraglio, 1782), Anchen (C. M. von
Weber's opera Der Freischiitz, 1821), Adele (J. B.
Strauss IlI's operetta Die Fledermaus, 1874), Susan-
na (W. A. Mozart's opera buffa The Marriage of Fi-
garo, 1786), Despina (W. A. Mozart's opera Cosl fan
tutte, 1790), Belinda (H. Purcell’'s opera Dido and Ae-
neas, 1689), Marcellina (L. van Beethoven's opera
Fidelio, 1805), Papagena (W. A. Mozart's opera The
Magic Flute, 1791), Oscar (G. Verdi's opera Un Bal-
lo in Maschera, 1859), Nannetta (G. Verdi’'s opera
Falstaff, 1893), Sophie (R. Strauss's comic opera Der
Rosenkavalier, 1909-1910), etc. These heroines can
certainly outshine all the actors on stage, despite
the fact that (with the exception of Susanna) they
do not play the main roles. Some sources classify
Norina in Don Pasquale (1842) and Adina in Leli-
sir damore (1832) by G. Donizetti as soubrettes, as
well as Musetta in La Boheme (1896) by G. Puccini’.

Returning to the analysis of the very concept
of soubrette, we note that it is a French term and
means “a maid” or “a lady’s maid"”. Initially, it came
from the word soubreto, found in the Provencal
dialect (it was used to refer to women-pretend-
ers who were quick-witted and resourceful). Thus,
E. Osborne states that one of the first soubrette
roles in the opera genre belongs to Serpina (op-
era buffa by G. B. Pergolesi, The Servant-Mistress,

6. Translated from: Yuan Zhou. The Way to the 1930s’ Shanghai
Female Stardom from the Pioneering Actresses of the Late Qing
to the Popular Female Film Stars of the 1920s and 1930s. 2010.
University of Oslo, p. 18.

7. Larsen R. L. Opera Anthology: Arias for Soprano. 1991. NY: G.
Schimer, p. 35.
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1733). With the help of various clever tricks, dis-
guises, and machinations, the heroine successful-
ly overcame the border between a servant and a
noblewoman and, as a result, won the heart of her
master and married himé.

Moreover, S. Galkina writes about the function
of soubrette’s stage role: "<... it ...> is an acting role,
a traditional comedy character, a resourceful, wit-
ty, lively servant, ready to come to the aid of the
masters in their love affairs. It is generally accept-
ed that this role appeared owing to commedia dell’
arte or ‘'mask theatre’, in which the character of Col-
umbine existed"®.

The soubrette as a role, a conductor of social
change in society, is presented in one of the larg-
est studies by an American art historian, J. Gillis.
Her work is called “The Soubrette Character as an
Agent of Social Change in 18th-19th-century Op-
era Buffa and Singspiel” (2018)". The author sum-
marises the most common views on the functions
of this role among Western European musicolo-
gists. Among the most notable works, J. Gillis cites
the following: J. Alano, The Triumph of the Buffoons:
The Mistress’s Servant at the Paris Opera, 1752-1754,
2007; W. J. Allenbrook, The Rhythmic Gesture in Mo-
zart: Le Nozze di Figaro and Don Giovanni, 2014; R.
Bouldry and R. Caldwell, Singers’ Edition: Operatic
Arias, Soubrette, 1992; K. Brown-Montesano, Un-
derstanding the Women in Mozart's Operas, 2007;
D. Charlton, Opera in the Age of Rousseau: Music,
Confrontation, Realism, 2012; D. M. Gamut, Explor-
ing the Roles of the Soubrette in the Operas of A.
Mozart and L. da Ponte: Defining Susanna, Zerling,
and Despina, 2018; C. Troy, The Comic Intermezzo:
A Study in Eighteenth-Century Italian Opera, 1979;
J. Warrack, German Opera: From the Beginnings to
Wagner, 2001, etc.

J. Gillis analyses the evolution of the soubrette’s
role from its origins as Columbine to its presence
in the Singspiel (translated from German: “a play
with singing”). She notes that the entire period of
the role’s stage evolution (from the Renaissance to
the Enlightenment) was very progressive, since Col-

8. Osborne E. "The Clever Maid: A Lecture-Concert on the Role
of the Soubrette-Soprano in Mozart's Operas” 2020. URL:
https:// https://red.library.usd.edu/idea/103/ (date of access:
23.05.2025).

9. Galkina S. A. "The Role of a Soubrette in Mozart's Operas” //
2022. Actual problems and modern trends of science, culture,
art in creative education. Moscow: Perspektiva, p. 59.

10. Gillis J. The Soubrette Character as an Agent of Social Change
in 18"-19"-century Opera Buffa and Singspiel. 2018. Norman,
Oklahoma, p. 168.

umbine and her ltalian successors were catalysts for
social change through their actions, which included
manipulation through disguise and deception. As
the soubrette developed, she became an increas-
ingly significant element of musical theatre in terms
of her impact on society. She exposed many super-
ficial beliefs related to gender, gradually occupying
more and more influential positions among male
opponents. The soubrette challenged the laws of
society and the existing division into classes, mak-
ing the development of the plot more and more
“predictably unpredictable”, acting outside the ac-
cepted cliches and codes of conduct imposed on
the soubrette by society™.

Thus, according to J. Gillis, the role of the char-
acter in the 19th century began to fully reflect the
new social reality. On the one hand, the German
soubrette still demonstrated flirtatious behaviour
towards her male colleagues, on the other hand,
she no longer used tricks to manipulate her oppo-
nents (in some cases, on the contrary, other char-
acters deceived her).

As prospects for her further research, J. Gillis de-
fines the following: in addition to the Singspiel, the
soubrette was involved in several Viennese oper-
ettas of the 19th century (up to the first decade),
and the Theater an der Wien often hosted operetta
premieres. According to the researcher, it is neces-
sary to study the transformation of the soubrette’s
role in this genre. Viennese composers drew inspi-
ration from the successes of the Parisian operetta
style, where they had already begun to use their
own dance forms, such as the waltz and polka, as
well as other methods that corresponded to the
entertainment tastes of society. The study of this
aspect can bring a new contribution to the under-
standing of the soubrette’s role at the beginning
of the century before last.

In the works of Russian researcher A. Khokhlo-
va (2009), the phenomenon of Columbine is con-
sidered from the point of view of the embodiment
of her role in the genre model in J. Haydn'’s trio.
The author analyses the nature of the special in-
tricacy of the melody of the heroine's parts, allow-
ing to create lightness, ease, playfulness and, at the
same time, unpretentiousness of the character. The
presented role is crystallised in instrumental mu-
sic with the help of the genre of Siciliana, typical
of the pastoral topos. It is noteworthy that, in her

11. Ibid, p. 112.

opinion, the image of Columbine is dialectical, she
is both a servant and a mistress: J. Haydn thus car-
ries out a kind of transition from a folk genre to a
secular one. Khokhlova puts the image of Colum-
bine in the centre of the trio’'s communication, and
through this, “the composer defines a special ‘fo-
cus’ of relations that connects all the stage elements
into one spatio-temporal situation”.

Indirectly, the stage-role characteristics of the
soubrette are touched upon by M. Berlova in her
thesis, “Theatre of the King: Theatre and theatrical-
isation of life in Sweden during the reign of Gustav
1 (1771-1792)" (2011). The performance of Madame
de Pompadour is analysed (she plays the king's per-
sonal soubrette in the role of Dorine in Tartuffe) .
This work has theoretical value in the context of un-
derstanding the role of the French theatre in the
development of the social image of the soubrette.

In fact, this completes the list of the main sourc-
es on the research problem. Based on the works
studied, one of the promising lines of research is
emerging into the historical and stylistic aspects of
the embodiment of the soubrette role by different
composers not only in the 18th—19th centuries, but
also in the cultural context of the 20th—first quarter
of the 21st century. In modern productions, char-
acters of musical theatre of the last century unex-
pectedly show active and calculating female images
more vividly. In the nature of these images, the pro-
totype of Columbine can be discerned.

If we talk about the characters of Chinese opera,
they are clearly divided according to gender, each
of which has its own standard gestures, gait, vocal
techniques, make-up, and costumes. It is reminis-
cent of the system of fixed roles of Beijing opera,
which, beginning with the Yuan theatre (1271-1368),
divided characters into four main categories: male,
female, powerful, and comic, known as Sheng (4),
Dan (B), Jing (;8%), and Chou (H).

In Chinese opera, the analogue of the Euro-
pean soubrette is the character Hua Dan (£ 8)",
which means “a flower girl”, and its variety Hua Shan
(#£%2), which is translated as “a colourful shirt”, “a
coquette”. In character, they are the antipode of

12. Khokhlova A. L. Joseph Haydn's Piano Trios in the Context
of Game Space-Time. 2009. Moscow: Academy of Natural
Sciences, p. 120.

13. Berlova M. S."Theatre of the King: Theatre and Theatricalisation
of Life in Sweden During the Reign of Gustav Il (1771-1792)",
2011, thesis for PhD in Arts: Moscow, p. 217.

14. Wei Jie. "Typical Images of Beijing, Sichuan and Cantonese
Operas in Modern Chinese Art", 2025, thesis for PhD in
Sciences: Vladivostok, p.180.
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the images of Qingyi Dan (7<) and Zhengdan (IE
H)™, This contrast lies in the fact that against the
background of pious, serious, elderly, and married
women, often wearing a dark and long robe, a Hua
Dan usually plays an unmarried girl of the lower
classes, distinguished by cheerfulness and ease of
movement, appearing before the viewer in bright-
ly coloured clothes.

The reform of Chinese opera at the beginning of
the last century by Wang Yaoqing (1881-1954) and
Mei Lanfang (1894-1961) brought great populari-
ty to Hua Dan and Hua Shan. Although the stand-
ards of their singing have changed throughout the
evolution of traditional dramatic theatre, there are
some constant characteristics of their role: a) co-
quetry and a pronounced tendency to steal the
audience’s attention during the performance; b)
good looks and acting talent, which provide both
the commercial and ideological components of the
opera, fame, and success'®. The role of Hua Dan im-
plies that its performing abilities may recede into
the background. The focus is on appearance and
acting — original facial expressions and effective
gestures (servant Hong Niang from the Peking op-
era Red Maid, based on a 13th-century drama, Ro-
mance of the Western Chamber, written by Wang
Shifu, is an example).

A huge number of studies have been devoted
to the specifics of female roles in Chinese opera.
Yuan Zhou's thesis, "The Way to the 1930s’ Shang-
hai Female Stardom: From the Pioneering Actresses
of the Late Qing to the Popular Female Film Stars
of the 1920s and 1930s"", is among the key works.
It also analyses the work of actress Yang Naimei.
Her most impressive and attractive roles were friv-
olous, dissolute or courtesan-like modern women.
They were the closest to the Hua Dan role.

Weikun Cheng notes that in imperial China, cour-
tesans (members of traveling troupes and variety
artists who were supported financially by members
of the royal family, aristocrats, and wealthy mer-

15. lbid.

16. “Hua Dan in the Contemporary Chinese Entertainment
Industry”. URL: https://sipofteanet.wordpress.
com/2020/12/23/Hua Dan-in-the-modern-chinese-
entertainment-industry/ (date of access: 25.05.2025).

17. Yuan, Zhou. "The Way to the 1930s’ Shanghai Female
Stardom: From the Pioneering Actresses of the Late Qing to
the Popular Female Film Stars of the 1920s and 1930s". 2010.
University of Oslo, p. 147.
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chants™) were long considered a separate social
category of “female performers”. The heyday of fe-
male acting fame came during the Republican era
(1912-1949). A major reimagining of opera pro-
ductions resulted from the significant shifts from
the illegal usage of young women in female roles
in late Qing dynasty theatres to their assignment
of high star status (the first opera production with
a mixed-gender cast was produced in 1923). It was
from this time that women's performances on the
stage of Chinese theatres became legal.

Using the example of an analysis of works pop-
ular among Chinese youth in the 1920s, Russian
literary scholar V. Adzhimamudova' identifies a
new principle that speaks of serious changes oc-
curring in personal structures. These changes were
reflected in the May Fourth literary works created
from 1917 to 19272°. The scholar cites two oppos-
ing trends that characterise the development of
literature of this time and are personalised by the
names of two Chinese writers, Zhou Zuoren and
Hu Shi —ideologists of the literary revolution, who
advocated traditionalism and modernisation. “Chi-
nese literature, which for centuries professed hu-
manity (ren) in its ethics, approached the idea of a
sovereign personality only in modern times”?". In
the work of Zhou Zuoren, the discovery of person-
ality occurs: “Before, a person lived for the master,
for the Tao, for their parents. Modern man has dis-
covered that they live for themself,” this is how Yu
Dafu, his colleague and contemporary, spoke about
the writer’s creative work. The tragedy of a self-
aware and awakened personality is best expressed
by the newly revealed female character of Zhuo
Wenjun, a 24-year-old widow from a noble fami-
ly, an outstanding poetess and musician, who de-
cided to remarry and run away from home in Guo
Moruo’s novel of the same name. She confidently

18. Weikun, Cheng. "The Challenge of the Actresses: Female
Performers and Cultural Alternatives in Early 20-century
Beijing and Tianjin". 1996. Modern China (Apr.), vol. 22, no.
2, p. 200.

19. Adzhimamudova V. S. “The Principle of Personality in the
Literature of ‘May 4" // Personality in Traditional China. 1992.
Moscow: Nauka. Eastern Literature, pp. 280-302.

20. The distinctive features of the works that appeared during
these years are «... transition to the colloquial language
of Baihua, the democratisation of themes and heroes, the
exploration of 'non-aesthetic’ layers of reality through a
new creative method of ‘truth-telling’, the posing of social
problems, and a changing concept of personality». Ibid, p.
280.

21. lbid, p. 298.

proclaims: it is better to be “a broken jasper than
a whole piece of tile"?.

The dominance of particular literary, poetic, and
musical genres in China's early 20th-century artis-
tic culture was dictated by the personification and
individualisation of female figures. Thus, in rela-
tion to the national literature development, Zhou
Zuoren defined the functions of individual genres
of verbal and poetic creativity. Their essence lies
in the "coexistence and opposition of two aesthet-
ic principles — ‘literature carries the Tao' and poet-
ry ‘speaks of aspirations’. In other words, verbal
types of creativity transmit collective experience and
knowledge, poetry reveals inner feelings and indi-
vidual experience?, which is especially relevant for
the representation of female images in the theatre.

The value of personality, revealed in China ow-
ing to the harsh realism of Ibsen’s dramas, incredi-
bly popular at that time, became the basis on which
the interpretation of the meaning of women in the
theatre changed, and chamber vocal music of the
European type, its content addressed to the deeply
personal sides of the human soul, developed. It is no
coincidence that the majority of Chinese compos-
ers of the period under consideration, who worked
in the genre of vocal miniatures (Wang Guanggq;i,
Li Jinhui, Xiao Yumei, Huang Zi, Jiang Dingxiang,
Qing Zhu, etc.), emphasised the strong impression
that the vocal works of romantic composers® made
on them. N. Bragina and Wang Jie?® point to this
phenomenon in their study of the chamber vocal
works of Qing Zhu. According to V. Batanov, it was
the 1910s-1920s that "became the historical peri-
od that laid the foundations for the formation of
the genre sphere of chamber music, which received
subsequent development in China, reaching a high
professional level of fame?® today. In relation to the

22. The tragedy of a self-aware and awakened personality is
best expressed by the newly revealed female character of
Zhuo Wenjun, a 24-year-old widow from a noble family, an
outstanding poetess and musician, who decided to remarry
and run away from home in Guo Moruo’s novel of the same
name. She confidently proclaims: it is better to be «a broken
jasper than a whole piece of tile».

23. Ibid, p. 298.

24. Gong, Hong-Yu. “Music, Nationalism and the Search for
Modernity in China, 1911-1949". 2008. New Zealand Journal
of Asian Studies, No. 10-2, pp. 38-69.

25. Bragina N. N., Wang Jie. “Musical Culture of China in the First
Half of the 20 Century. Dialogue of the European and the
National” // 2021. Bulletin of Cultural Studies, No. 2 (97), pp.
63-78.

26. Batanov V. Yu. "Genre and Style Guidelines of Chamber-
instrumental Music of Chinese Composers of the 20t Century”
// 2020. European Journal of Arts. No. 3, p. 23.

theatre, the words of Hu Shi, addressed to Zhou
Zuoren, are quite justified: “... a preacher of the
Western way revealed the principle of a new per-
sonality in the anti-traditionalist concept of healthy
individualism and egocentrism”. He called the May
Fourth era the Renaissance. "However, the belated
discovery of personality in the protracted Middle
Ages of Chinese culture was not accompanied by
either the rise of a liberated spirit, ... or the exalta-
tion of reason. Individualism did not become the
self-suppressing principle of Chinese literature”?.

In the history of Chinese musical art, the first half
of the 20th century as a whole is a special, tran-
sitional period, during which the search for “own
face” of the new national academic music was car-
ried out. Gong Hu-yu (Hong-Yu) and Zhu Yuan?
point out a number of specific features of this pro-
cess in their works.

In his work, “Actresses of the New Drama”, Zhou
Yuan raises the issue of the historical practice of
performing female roles by Chinese male actors,
noting in passing that, with the exception of Mei
Lanfang, in most cases male actors behave less nat-
urally than representatives of the fair sex. It is diffi-
cult for men to embody the exquisite feelings of a
“flower girl”?° on stage. According to the research-
er, the ability to use the language of non-verbal
art, which is extremely important for the heroine
of Hua Dan, is the advantage of a woman on stage.

Individual operas that borrowed their melodies
from traditional dramas of some Chinese provinces,
Chun-Cao’s Intrusion at the Court and Water Mar-
gin, became representative plays for the establish-
ment of a new type of Hua Dan roles. Thus, actress
Liu Chanyu, who first played the heroine of Chun
Cao, a sweet, cheerful girl, in these plays, created
and developed her own style of performing char-
acters of this type.

A separate group should include studies devoted
to the change in the role of Hua Dan during the rev-
olution. This topic is deeply covered by Liao Fan®®. In
the work, it is particularly noted that in July 1938, the
Jingju Academy troupe performed a new play, The
Songhua River, to celebrate the anniversary of the

27. Adzhimadova V. S. “The Principle of Personality in the
Literature of 'May 4'" // Personality in Traditional China. 1992.
Moscow: Nauka. Eastern Literature, p. 299.

28. Gong, Hong-Yu. Ibid.

29. Ju, Yuan. «'Actresses of New Drama’ in Jubu congkan”, 2011,
vol. 2, p. 7.

30. Liao, Fan. "The paradoxical Peking opera: performing
tradition, history, and politics in 1949-1967 China". 2012.
Permalink. University of California, p. 248.
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beginning of the anti-Japanese war. The plot narrat-
ed how a fisherman, who lived on the banks of the
Songhua River, unable to endure endless bullying
and humiliation any longer, mobilised the residents
to take up arms against the Japanese invaders. This
became the first new production of jingju, created
as anti-Japanese propaganda. In the play, the origi-
nal characters and their names remained the same;
however, the traditional costumes were completely
replaced. Instead, both the old fisherman (the La-
osheng character) and his daughter Guiying (the
Hua Dan character) were dressed in modern work-
ers' costumes. The traditional jingju makeup for the
Laosheng and Hua Dan roles was also abandoned
in order to make the actors’ faces look realistic. The
rest of the performance was still accompanied by
the traditional jingju orchestra. This first xiandaixi
(from Chinese B X): "a modern play”) created
by the Academy demonstrated the basic principles
of the transformation of the opera genre postulat-
ed by the Chinese Communist Party. They consist-
ed of filling jingju with new content.

The entire period from 1949 to 1967 was a stage
of creating new plays, reflecting modern revolution-
ary themes. Officially, it began with Mao Zedong's
praise of “Bishan Liangshan” (“Ascended to Mount
Liang”);_.however, it ended with sharp attacks on Wu
Han's historical play, Hai Rui Dismissed from Office.
In order to meet the requirements of the heroic
deeds of the heroes of the new plays, composers
made certain changes to their singing. For exam-
ple, in the part of young and brave Temei, one of
the heroines of the revolutionary opera, the tradi-
tional musical format of Xiao Sheng was included
instead of using typical Hua Dan melodies. It hap-
pened due to the fact that a more powerful voice
was needed to express the heroine’s determina-
tion and passionate desire to join the revolution-
ary forces.

This is how new roles for opera actresses were
formed. Through the content of stories about lib-
erated love (for example, as in the opera Butterfly),
the involvement and priority of the role of wom-
en’s “feats of virtue” was demonstrated. Female ac-
tresses portrayed heroines ready for self-sacrifice.
The audience applauded the best Zhengdan (IE B)
— women who were loving and faithful, but often
with a tragic fate; they were exalted more than the
seductive Hua Dan, they became definitely more at-
tractive, and they were admired as ideals embod-
ying beauty and morality. It is noteworthy in this
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regard that the interpretation of the image of Liu
Sanjie, “... a talented singer ‘from the people’, in her
songs conveying the hopes and aspirations of ordi-
nary peasants, their fears, discontent and dreams,
is extremely popular in the art of Guangxi in the
20th century. In 1956, Deng Changling’s mytholog-
ical drama Liu Sanjie (Deng Changling, 1956) was
published, in which the author processed and pre-
sented the legend of the ‘singing fairy’ in literary
form. In the opera Liu Sanjie, written in the tradi-
tions of Cai Diao, the main character is presented
not as a mythological image, but as an ordinary girl.
In 1961, the first musical film, Liu Sanjie or Third
Sister Liu, (directed by Su Li, arranged by Lei Zhen-
bang) was released, in which the main character
is a representative of the Guangxi Zhuang ethnic
minority in China (Haiwang Yuan, 2019). In 2004,
an open-air ethnic show about the legendary folk
singer,_Impression Sanjie Liu, was staged by Zhang
Yimou. In it, the main character is embodied as a
‘goddess of singing’ in accordance with the ancient
myths and legends of Guangxi (Impression Sanjie
Liu, 2019)"31. Having evolved from the mythical im-
age of a fairy, through the images of a peasant girl
and a self-sufficient educated woman, the image of
Liu Sanjie found embodiment in the form of the pa-
troness of Guangxi in works of modern musical art.
Thus, the very ontology of female images in Chi-
nese art outlined a new promising line of research
into the role of Zhengdan. Understanding cultur-
al and social factors that contribute to the domi-
nance of this image at a certain historical stage in
the development of Chinese musical art seems to
be interesting in the outlined problem.

Prospects for further consideration are seen in
the analysis of Chinese operas in order to under-
stand the specifics of the embodiment of female
images, which, according to a number of stylistic
features, could be called analogues of female im-
ages in European operas. Moreover, it seems im-
portant to understand the female images of Hua
Dan in modern Chinese theatre in the context of
their evolution, taking into account the socio-cul-
tural context. Such an analysis will help to reveal
the functions of Hua Dan, on the one hand, as a
catalyst for social self-reflection, and on the other,
from the position of a dynamic factor influencing
the formation of the plot line of the work. In ad-

31. Xiong Inwen, Mozgot S. A. “Liu Sanjie: The Image of Women
in the Traditional Guangxi Folk Drama ‘Kai Diao™ // 2021.
Bulletin of Musical Science, No. 1, p. 103.

dition, it seems relevant to establish the impact of
philosophical and aesthetic factors, such as Confu-
cian ideals and Taoist aesthetic criteria in modern
Chinese opera, on the role of Hua Dan.

These elements form the basis for studying
changes in the portrayal of theatrical characters of
Hua Dan, which are an indicator of cultural chang-
es caused by the integration of Chinese opera with
elements of Western theatre.
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XEHCKWE OBPA3blI B MY3bIKAJIbBHOM NCKYCCTBE
KWTAS NMEPBOW MONOBUHbI XX BEKA:
XKAHPOBbBIE N CTUNEBBIE TEHAEHLU W NX
BOMJIOWEHWA

AHHomayus: Cmames noceawjeHa xeHckum obpaszam,
Hawedwium npesiomaeHuUe 8 My3bikaasHoM uckyccmae Ku-
mas e nepsoli nososuHe XX seka. Ljene pabomsi — npoa-
HAAU3Upo8aAMb MOJIKOBAHUE XeHCKUX 06pa3oe 8 pasHeix
XKAHpax onepHo20 U KamMepHO-80KA/IbHO20 MY3bIKA/bHO-
20 uckyccmea Kumas nepeoli nososuHs! XX eekd, 8 mom
yucse u 8 UCMOpUOPAaPUYECKOM Kt0Ye, Ymobbl NOHAMb
cneyugbuky ux pazsumus, 8 CpasHeHUU € AHAa02amu 8 3a-
nadHoesponelickoM My3biKaabHOM UcKyccmee. J1ns s3mozo
npumeHaemcs KOMNJeKcHsIl, 2epMeHesmuyYeckull, Kom-
napamugHsil no0xodbl, Memod My3bikoged4ecko2o aHda-
Jausa. B pesynemame uccnedosaHus 66110 ycmaHosieHo,
4mo noHAmMue «cybpemxa» (xya-0aHe «ygemo4Has 0eea»
8 kumatickom onepHoM meampe) 0606ujaem He MoJibko
XapakmepHsle 4epms| XeHCK020 CYeHUYeCcKk020 munaxa,
HO U KOHKpemHsble 80Ka/1bHble Xapakmepucmuku 20/10-
ca, obnadarowjue 380HKOCMbIO U 2UBKOCMbI0, MUNo102Us
Kayecme komopozo Moxem 6bime 00NOHEHA C NO3U-
yuu enadeHus konopamypHol mexHukol. OmodensHo20
uccnedosaHus mpebyem cneyuguka 20s0ca xya-o0daHe 8
kumatickom onepHoM meampe. B 3anadHoesponelickom
My3bIKG/I6HOM UCKYCCM8e OHMOJ102Usl amnJiya cybpemku
oxeamelgaem xaxpsl onepel (bydda, 3uHawnuas), one-

BOI'IpOCbI NCTOPUKO-CTUNNCTNHECKOTO Pa3Bun-
TNA XXKEHCKNX O6pa3OB Ha pPa3iM4yHbIX 3Tanax 3BO-
JNIIOUMN MY3blKalbHOIO MCKYCCTBa B KuTae, a Takxe
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pemmel, UHMOHAYUOHHbIe npuMemel napmuu cybpemxu
NpOHUKArOM 8 UHCMpYMeHMAsbHble COYUHeHUS 8eHCKUX
Kaaccukos Yepe3s xaHposyto cepy nacmopanu. B kumati-
ckoli Kynemype Ha4ana XX eeka 0oMuHuposaHue obpasa
Xya-0aHe 8 mpaduyuoHHbIX onepax 6ulJ10 NocmeneHHo
8bIMeCHeHO U3-3a Ky/lbmypHOCOYUAIbHbIX U3MeHeHUL
«4 Mas», C8A3GHHbIX C OMKPbIMUEM Cy8epeHHOU NUYHO-
cmu, Ymo ocobeHHO XxapakmepHo 0/19 MOJIKOBAHUSA XeH-
cKux 0bpazoe 8 kamepHo-80kaLHOU Aupuke XyaH L{3el,
Cso fOm3s, BaH lNyanyu, Uszan JuHcaHa u Opyaux. B ne-
pU00 pesosIroYUOHHbIX U3MeHeHUU u aHmugoeHHoU 6ope-
66l Ha cMeHy Xya-0aHe npuxooum amnjya YxsH-0dHb
— XeHWUHs! robawjeli u sepHol ¢ mpazu4dHoli cydsb0od.
JlomMuHuposaHue omoe/ibHbIX XeHCKUX aMnya 8 KOH-
KpemHsie ucmopuyeckue nepuodsi pazsumusa Kumas eu-
oumca nepcnekmusHeiM HanpasaeHueMm pabomel, makxe
Kak u uccnedosaHue Ky/bmypHbIx U3MeHeHUl, C8A3aGHHbIX
€ npoyeccamu uHmMezpayuu 31eMeHmo8 3anadHo20 U 80c-
MOYHO20 MY3bIKAbHO20 Meampa.

Knrouessie crosa: amnaya, xeHckue 06pasel, My3el-
kaseHoe uckyccmeo Kumas, onepa, KamMepHo-80KabHoe
meopyecmao, cybpemka, Xya-0aHe.

B CPaBHWTENbHO-COMOCTaBUTENIbHOM acrnekTe C UX
aHafnoramu B 3anajHoOeBpPONenckoM My3blikalbHOM
NCKYCCTBE Ha CErOAHALIHNA AeHb GaKTUYeckn He

Tabavua 1. ®parmeHT knaccudukaumm ronocos P. Knonbepa B nHtepnpertaumm E.H. Cepreesa

WrpoBsoi 1 xapaktepHsblin Fach

Fach Awnana3oH | Xapaktepucrumka

Cnuncok ponen

KoslopaTypHOe ConpaHo

Jlnpunyueckoe c—-f OueHb NOABWXHBIW,
MSITKWIA roN0C C
LWMPOKNM AnanasoHoM. | «CBagbba Ourapo»)

bnonaa (B. A. Mouapt «lToxuweHne
n3 Cepans»), CtosaHHa (B. A. Mouapt

Wrposoe conpaHo / c-c

HexHbili, nogataveblin | bapbapwuHa (B. A. MouapT «CBagbba
Cybpetka ronoc. N3swHas ®urapo»)
BHELLIHOCTb.

XapakTtepHoe conpaHo / | h—c”

MpoMeXXyTOUHbIN,

Nzabenna (Ax. PoccnHm «MtanbsaHka B

KosnopatypHoe meLLo- YTOHUEHHbI ronoc. Anmxunpe»)

conpaHo

WrpoBow anbT / g—b" MoaatnnebIi, Mepcegec (K. buze «KapmeH»),
Jlnpnueckoe meuLo- XapakTepHbI TeMop. Wapnotra (K. MaccHe «BepTep»)
conpaHo

n3yyeHbl. B To xe Bpems ncciegoBaHne CMbICIO-
BbIX ¥ My3blKa/lbHbIX 3aKOHOMEPHOCTEN BOMJOLLe-
HWA XXEHCKNX 0Bpa3oB MHTEpecyeT psj aBTOPOB B
MWUPOBOI My3blKalbHOW Hayke. TakoB amepuKaH-
ckunii my3sbikoBes Nnttn CaHHa n cepbckumii My3bl-
koBea MBaHa Many'. B poccuinckoin My3bikaabHOM
HayKe TakMMK MpYMepamMu MOTyT CIYXUTb TPYZAbl
1. M. KazaHuesow, M. B. Hesckoit, C. A. CMaruHom,
B KOTOpPbIX pa3pabaTbiBaloTCa pas3inuHble cTpaTe-
TMW U3ydeHns XXeHcKoro obpasaZ. 1o OTHOLWeHWIo K
KUTaNCKOM My3blKanbHOW Hayke, kak oTMedaeT CloH
VIHB3Hb, AOCTMXKEHUA «DEeMUHHOro» HanpasieHus
B COBPEMEHHOM My3blKa/bHOW Hayke CO3jaHbl B OC-
HOBHOM >eHLMHaMKn3. M cenyac MOXHO KOHCTa-
TUPOBATb PaHHWI 3Tan OCBOEHMUSA 3TOM CIOXXHOMN
TEMbl B MYy3bIKOBEAEHWMN U CEPbE3HOE CUCTEMHOE
nccnepoBaHue obpasa XXeHLWMHbI Kak dpeHomeHa
MY3blKaJbHOro NPON3BEAEHMA BUANTCA TOIbKO B
nepcreKkTMBax PasBUTUS 3TOTO Hamnpas/eHuUs.
Llenb faHHOWM cTaTbl — NpoOaHann3MpoBaTb pas-
JINYHbIE TONKOBaHUA XEHCKUX 06pa3oB B pa3HbIX
>XaHpax OMepHOro U KaMepHO-BOKalbHOFO My3bl-

1. litti Sanna. The feminine in German song. New York : Peter
Lang, 2006. 219 p.; lli¢ Ivana. Fatalna Zena: reprezentacije
roda na operskoj sceni. Beograd: Fakultet muzicke umetnosti
: Signature, 2007 (Beograd : Publish), 2007. 166 c.

2. KasaHuesa J1. M. My3bikanbHbili nopTpet. Mocksa: HTLL «KoH-
cepsatopusa», 1995. 124 c.; Hesckas I1. B. MNopTpet B Npo-
CTpaHCTBE CEMMUOTUKM: BepbanbHoe 1 HeBepbasibHOE: aBTo-
ped. anc. ... jokTopa uckycctsoBegeHus. Capatos, 2013. 48
c.; CmaruHa C. A. O6pa3 «HOBOW XEHLUMHbI» B KWNHEMATOrpa-
de nepexofHbIX NCTOPUYECKUX NepuoAoB: aBToped. AncC. ...
AOKTOpa nckyccteosegeHns. M., 2021. 58 c.

3. CioH VHB3Hb. JTto CaHbL3e: 06pa3 XEHLMUHbI B My3blKasb-
HOM unckyccTe yaHcu BTopol noaoBuHbl XX — Hauana XXI
BeKa: aBToped. AuC. ...kaHg. nckyccrsosegerms. CM6., 2023.
C.5.

KanbHOro mnckycctea Kntas nepoi nonoBuHbl XX
Beka, B TOM Yunc/ie U B UCTOpUorpadpunyeckom Kitoue,
4TOObI MOHATL CNeuNdUKy pPasBUTUS, B TOM YNCIE,
B CPaBHEHWU C UX aHanoramu B 3anajHoOeBpoOmnei-
CKOM My3bIKaJlbHOM WCKYCCTBe.

OZHVM 13 NpuMeYaTesibHbIX aMnya, KoTopoe
aKTyanbHO KaK ANf KUTANCKOro, Tak U eBPOMNenckoro
My3bIKabHOrO TeaTpa ABAAETCA amnaya cybpeTku.
TepmuHom «cybpeTka» (¢p. — «soubrette») 060-
3HayaeTcs BTOPOCTEMEHHAas XeHcKas poJib B KO-
MU4Yeckom onepe. B Mvpe My3bikn — 3TO NoHATHE
MCNob3yeTca A/ ONMCaHNA ONpPesen&HHoro Tuna
conpaHo B onepHoM TeaTpe. Taknm obpazom, 3T1a
AedUHNLMA OTHOCUTCA KaK K KaTeropuu cLeHnye-
CKOro NepcoHaxa, Tak v K BOKaJibHbIM XapakTepu-
CTUKaM HEOBXOAMMbIM A5l BOTIOLLLEHNS JaHHOTO
My3blkanbHOro obpasa.

B coBpeMeHHOWN My3blKalbHON HayKe yYeHbIMM
3anaZHOeBPONEeNCKOro MPOUNCXOXAEHUS NO-OTAENb-
HOCTW paccMaTpuBatoTCa onpeAesieHHble BOKaslb-
HO-CTUINCTUYECKMNE XapaKTePUCTUKIN NepcoHaxa
WY ero coumasnbHas posb. TakKe BCTpeyaroTcs
pPOCCUNCKNE NCCneaoBaHUS U PaboTbl KUTANCKMX
aBTOPOB, KOTOPbIE COAEPKAT OPUTUHANbHbIE TEO-
peTnyeckmne HapaboTKM C TOUKM 3PEHMS 3asiBJIEHHOM
TemMaTKKM, HO BCE OHW TOJIbKO KOCBEHHO aHann3m-
pytoT deHoMeH amnya cybpetkn. PaccmoTpum oc-
HOBHbIE 13 HUX.

B nepByro ouepesb HeOHX0AMMO 06PaATUTLCA K
usgecmHoli Fach-cucmeme Pydonegha Knolibepa?, rae
MOHATNE «CybpeTka» 3aHMMaeT COOTBETCTBYHOLLEE
mecto. Poceuiicknin nccneposatens E.H. Ceprees B

4. Kloiber R. Handbuch der Oper. Deutscher: Taschenbuch
Verlag. 2002. 929 p.
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cBOeN paboTe OCyLLEeCTBARET NepeBOs U UHTeprpe-
TaLMK 3TOr0 UCTOYHMKA COBPEMEHHOMN Knaccudm-
Kaumm ronocos. «CybpeTka» B faHHOM TMNoOAOrMm®
3aHMMaeT CeyroLLyo nosuuuto (Tabavua 1).

Hemeukas cuctrema Fach — 3to metoa knaccu-
dukauuy NeBLOB, B NEPBYH OYepesb OMEPHbIX, MO
AMnanasoHy, cune n TeMopy ux ronocos. OHa UCMoNb-
3yeTcsi B OCHOBHOM B HEMELKOA3bIUYHbIX ONEPHbIX
TeaTpax EBponbl. ConpaHo-cybpeTku — MONoAbIE,
3HEpPruYHble, yBEepPEHHble B cebe XeHLLMHbI. Y HUX
NErkune ronoca, yallie BCero He obnagaroLime Wn-
POKVM BEPXHWM PErUCTPOM, HO TMBKME 1 3BOHKME.

F'onoca conpaHo 06bIYHO AENATCA Ha TPU BOKaslb-
Hble KaTeropum: cybpeTHble, IMpUYECcKue 1 gpama-
TMyeckune. Kpome TOro, KosopaTtypHble CrocobHOCTH
WA PacLLUMPEHHBIA Anana3oH rosoca neBuL, No3Bo-
NS0T eLe 6obLUe KNaccMPrUmMpoBaTh JaHHbIE TUMbI
roflocoB, A06aBAAS UM KpackK, a 3HAUNUT, JOMOJI-
HAA TMNonormsauno. CA0XHO COMOCTaBUTb TEPMUH
«cybpeTka» C paMKamu, rae KpuTepuem BbiCTyna-
€T UCKJIFOUYNTENBHO FO/10C NeBuLbl, Tem Bosiee, UTo
KpUTEPUN XapaKTEPUCTUKM BOKaJIbHbIX FOJI0COB MO-
ryT OTANYaTbCA B Pa3HbIX CTpaHax, 4To Tpebyet 60-
Nee rnyboKoro nsyyeHus.

CornacHo nosuuun P. boynapu pasHoobpasue
TMNOB BOKa/ja A0Ka3blBaET, UTO TEPMUH «CybpeTka»
B MepBYO 0UYepesb XapaKTepusyeT JIMUHOCTb Nep-
COHaxa 1 B HosibLUeli cTeneHn 06CToATeNbCTBA ee
NMoBeAeHWsl, YeM KOHKPETHbIV TUM ronoca®. B 3anaa-
HOEBPOMeNCKOoN onepe amniya cybpetku cBA3aHO
€ 0bpa3omM NPUBANNKEHHOM K FOCMOXEe Cy>KaHKe.
O6bIYHO OHa obslagaeT NPUATHON BHELHOCTbIO,
>XMBOCTBH YMa, XUTPOCTBIO U HAaXOAUMBOCTbIO, MO-
MoratoLiet o6enm 06XoANTb CNOXKHbBIN XapakTep
rocrnogmHa, kak 3To npegcrasaeHo B ornepe Mo-
uapta «CBagbba Gurapo» B obpaze CrozaHHbI. [aH-
Has PoJib AONXKHA UCMOJHATLCSA IETKUM U CBET/IbIM
FONIOCOM, YTO OMpesenseTcs caMmuM NepcoHaXKem
— XW3HEPajOCTHOW, MONOZAON VN SHEPTUYHOM AEBYLL-
koM. Mo3Tomy, cybpeTky 06bIYHO MrpatoT XKEHLK-
Hbl C XPYNKWM TEJIOCNOXEHNEM, NOCKObKY 3pUTENb
[OJIKEH BOCMIPUHMMATD UX KakK MOJIOABIX.

MpeacTaBMM OCHOBHblE PO eBpPOMNericKo-
ro ONepHoOro TeaTpa, KOTOPble MOXHO OTHECTU K
cybpetkam: LiepanHa (onepa B.A. MouapTa «/loH

5. Ceprees E. H. Hemevkas Fach-cucrema — coBpemeHHas knac-
cndmkaLms ronocos // XysoxecTBeHHoe obpa3oBaHue v Ha-
yka. 2022. T. 1. N2 30. C. 85.

6. MpueegeHo no: Yuan Zhou. The Way to the 1930s’ Shanghai
Female Stardom from the Pioneering Actresses of the Late
Qing to the Popular Female Film Stars of the 1920s and 1930s.
University of Oslo, 2010. P. 18.
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XKyaH», 1787); baoHaa (onepa B.A. MouapTta «[lNoxu-
weHne n3 Cepans», 1782); AHxeH (onepa K. M. poH
Bebepa «BosibHbIN cTpenok», 1821); Agenb (onepetTa
W.B. Wtpayca Il «Jletyuan mbiwb», 1874); Cro3aHHa
(onepa-6ydda B.A. MouapTta «CBagbba ®Purapo»,
1786); lecnuHa (onepa B.A. MouapTa «Tak noctyna-
toT Bce», 1790); bennHga (onepa I'. Népcenna «n-
JAOHa 1 JHen», 1689); MapuennvHa (onepa J1. BaH
BerxoBeHa «Puaenno», 1805); ManareHa (onepa
B.A. Mouapta «BonwebHas dpnerita», 1791); Ockap
(onepa Ax. Bepan «ban-mackapag», 1859); HaH-
HeTTa (onepa [Jxx. Bepan «®anbctad», 1893); Codwn
(kommueckasn onepa P. lLUtpayca «Kasanep po3s»,
1909-1910 ) n gp. 31 reponHn, 6e3ycNoBHO, MO-
ryT 3aTMWUTb BCEX aKTEPOB Ha CLieHe, HECMOTPA Ha
TO, UTO (3a MckNtoUYeHneM Cro3aHHbI) OHU UTPatoT He
rnaBHble posn. HekoTopble UCTOUHUKK K CybpeTkam
oTHocaT HopuHy B «[loH MNackyane» (1842) n Agn-
Hy B «/Il060BHOM Hanutke» (1832) I'. JloHuLeTTH, a
Taikoke MiozeTty B «boreme» (1896) [x. MyyunHn’.

BosBpalyasnch Kk aHanM3y camMoro NOHATUS «Cy-
6peTka», OTMETUM, UTO 3TO QPaHLY3CKUIN TePMUH
1 B MPAMOM MepeBoZie O3HAYaET «CayXaHKa» Uau
«rOpHWYHas». [epBOHaYasbHO OHO MPOUCXOANIO0
OT c/10Ba «soubreto», BCTpeyaroLLleecsi B MPOBaHCKOM
AnanekTe (MM Ha3blBan XXEHLMH-NPUTBOPLLML, 06-
Najaolmx coobpasmTeslbHOCTbIO U M306peTaTesib-
HOCTbH). Tak, 3. OcOOpPH KOHCTATUPYET, YTO OZHa
13 nepBblX CyOPETOUHbIX Posiei B ONEPHOM >KaH-
pe npuHagnexuT CepnuHe (onepa-6ydda Ax. b.
Mepronesn «CnyxaHka-rocnoxa», 1733). C nomo-
LI Pa3/IYHbIX XUTPOYMHbIX YIOBOK, MepeoseBa-
HUM N MaxMHaLMWA FepounHS yCneLwwHo Nnpeojoiena
rpaHuLy MeXAay Cay>KaHKOW 1 ABOPSHKON 1 B pe-
3yNbTaTe 3aBOeBajia CepjLie CBOEro Xo3avHa 1 Bbl-
Lna 3a Hero 3amyxe.

Takoke o0 yHKkyuu cyeHu4veckol posu cybpemxu
nuwet C.A. NankmHa: «<...amo...> aKTépCcKoe amniya,
TPaANLMNOHHbBIV KOMEANNHBIA NepCcoHax, Haxoauu-
Bas, OCTpoyMHas, Holikas ciy>xaHka, rotoBas npui-
TV Ha MOMOLLLb TOCNOAaM B UX JOBOBHbBIX MHTPUTraXx.
MpPWHATO cuMTaTh, YTO JaHHOE amnaya NosBUAOCH

7. Larsen R. L. Opera Anthology: Arias for Soprano. NY: G.
Schimer, 1991. C. 35.

8. OcbopH 3. YMHasa ciyxaHKa: NeKLmMA-KOHLEPT O Poan cy-
6peTkun-conpaHo B onepax Mouapta (2020). URL: https://
https://red.library.usd.edu/idea/103/ (asata obpalieHus
23.05.2025).

6narogapsa commedia dell’ arte nan «TeaTpy Macok»,
B KOTOPOM CyLLecTBOBaA nepcoHax KonoM6uHbI»®.

Cybpemka kak amnaya — npo8oOHUK coyuasb-
HbIX nepemeH 8 obujecmae npedcmaegsieHa 8 OAHOM
13 Hanbonee KPYnHbIX UCCAEL0BaHNA aMepUKaH-
ckoro uckyccrsosega Ax. N'vmannc. Ee pabota Ha-
3biBaeTcs «[lepcoHax cybpeTkn Kak NPOBOAHMK
couManbHbIX NepeMeH B onepe-6ydda v 3UHrwnm-
ne XVII n XIX sekos» (2018)'°. ABTop 0606LLaeT B
Hem Hambosee pacnpocTpaHeHHble BO33peHus Ha
byHKUMM 3TOro amniya 3anasHOEBPOMNENCKUX My-
3blkoBegoB. Cpean Hambonee NnpumMeyaTesibHbIX pa-
6071 . Tmnanc npusoaut cnegytowme: X. AnaHo
«Tpuymd Ckomopoxos: Cnyra xo3srkn B Mapux-
ckor onepe,1752-1754», 2007; Y. Ax. AnneHbpyk
«Putmunyecknii xect B Mouapte: Cagbba Purapo
n [lon JxoBaHHu», 2014; P. boynapu n P. Kongyann
«M3paHune ans nesuoB: OnepHble apun, cybpetka,
1992; b. M. Kpuctn «[loHMMaHne poan XeHLMH B
onepax Mouaprta», 2007; [. YapabToH «Onepa B ano-
xy Pycco: my3bika, koHpoHTaumsa, peannsm», 2012;
4. M. TamyT «Mccnepyem ponn cybpetkun B onepax
A. Mouaprta - J1. ga NoHTe: onpeaeneHne Cio3aHHa,
LlepavHa n ecnnHa», 2018; Y. Tpon «Kommueckoe
MHTepMeLLo; ncciejoBaHne No NCTopum BOCEM-
HaauaToro Beka, 1979; 4. Yoppek, 3. [IxoH «He-
MeLKas onepa: oT UCTOKOB A0 BarHepa, 2001 v ap.

[x. Tunnnc aHannsnpyeT nameHeHne amnaya
cybpeTkn oT ee npouncxoxaeHns kak KonombuHel
[0 NMPUCYTCTBUA B 3UHTWINWAE (nep. ¢ HeM.: «nbeca
¢ neHuem»). OHa OTMeYaeT, UTO BeCb Nepuoy cue-
HWUYECKOM 3BOAKOLUN poaun (OT Bo3poxaeHus go
MpocBeLLeHns) Bbln OUeHb MPOrPECCUBHBLIM, TakK Kak
KonombuHa 1 ee ntanbsaHckme npeeMHukm 6oiam
KaTasm3aTopamMu coLmasbHbIX U3MEHEHWI NOCPes-
CTBOM CBOWX l@NCTBUIA, BKIHOUAOLLMX MaHUMYAsA-
LK1 C MOMOLLbIO MacKMpOBKM 1 0bMaHa. Mo mepe
pa3BuTUsA cybpeTka cTaHOBMAack Bce bosiee 3Ha-
UYMMbIM 3IEMEHTOM MY3bIKaJIbHOTO TeaTpa C TOUKM
3peHus BO3aeicTBMA Ha obuectBo. OHa pa3obna-
Yasia MHOXEeCTBO HaHOCHbIX yHexaeHUN, cBs3aH-
HbIX C reHAepPOM, NOCTENEHHO 3aHnMas Bce bonee
BAUSATEIbHbIE MO3ULUN CPEAM OMMOHEHTOB-MYX-
unH. CybpeTka 6pocana BbI30B 3aKOHaM COLMyMa
N CYLLEeCTBYIOLLIEMY pPa3feeHMIO Ha KNacchl, Aenas

9. TankuHa C. A. Amnaya cybpeTkun B onepax Mouapta // Ak-
TyanbHble NPob6aeMbl U COBPEMEHHbIE TPEeHAbI HayKW, Kyb-
Typbl, UCKyCCTBa B TBOpYeckoM obpasoBaHun. M.: Mepcnek-
TmBa, 2022. C. 59.

10. Gillis J. The soubrette character as an agent of social change
in 18t and 19-th century opera buffa and singspiel. Norman,
Oklahoma. 2018.168 p.

pa3BUTUE CIOXEeTa BCe HBoslee «NpescKasyeMo He-
npesckasyemMbiM», AeACTBYS BHE MPUHATBIX LUTaM-
MOB M KOAEKCOB NOBEAEHMS, HaBA3aHHbIX cybpeTke
obuectsom ™.

Taknm obpasom, amniya nepcoHaxka No MHe-
Huto k. Tmannc B XIX Beke Hayano NOJHOCTBIO OT-
paxkaTb HOBYHO COLManbHYH peanbHOCTb. C ofHOM
CTOPOHbI, HemeLKas cybpeTka Bce eLle JeMOHCTPH-
poBana KOKETAMBOE NOBeAeHNE MO OTHOLLEHWUIO K
CBOWM KOJIIeramMm-My>KUnHaMm, ¢ Apyron, oHa 6obLue
He MCMoab30Basa XUTPOCTH, UTOOBI MaHUMYANPO-
BaTb CBOMMM NPOTUBHWKAMU (B HEKOTOPbIX CAyya-
X HA0HOPOT Apyrve nepcoHaxun obMaHbIBanu ee).

B kauecTBe nepcnekTMB CBOUX AaNbHENLLNX UC-
cnegoBaHui Jx. Tmannc onpeaenset cneayroluee:
MOMUMO 3UHTLLNWASA, CybpeTka bblna 3ajeicTBOBaHa
B HECKObKMX BEeHCKMX onepeTTtax XIX Beka (BMAOTb
[0 NepBOro gecAtTnneTns), a B Teatpe «AH gep BuH»
4acTo NPOXoAWAM NPeMbepbl onepeTT. [1o MHeHUIO
YUYEHOro, cneayeTt U3yuntb TpaHCHoOpPMaLMIoO poan
cybpeTkn MMEeHHO B 3TOM >KaHpe. BeHckune Kom-
No3UTOpPbI Yepnann BLOXHOBEHME B yCnexax CTu-
NS NapUXCKON onepeTThl, r4e yXe Torgaa Hayanu
MCNO/b30BaTb CBOW COBCTBEHHbIE TaHLUEeBaNbHble
bopMbI, Takne Kak BasbC 1 NOJbKa, a TakXe Apy-
rme cnocobbl, COOTBETCTBYIOLLME pa3BiieKaTesb-
HbIM BKycam obLuecTBa. V3yueHune gaHHOro acnekra
MOXET NMPUHECTN HOBbIW BKAaJ B OCMbIC/IEHNE aM-
naya cybpeTky B Havane No3anpoLuioro CToneTus.

B pabotax poccuiickoro uccnegosatens AJl. Xox-
nosow (2009) paccmatpuBaeTtca peHoMeH Konom-
6MHBI C TOUKWN 3peHNsA BOMJIOLEHNS ee amrya B
xaHposoli Modesu 8 mpuo M. [alidHa. AsTop pas-
6upaet npuposy ocoboi BUTUEBATOCTU MENOANKN
NapTuii reponHM, MO3BOSAOLLMX CO3/aBaTb JIErKOCTb,
HEeNPUHY>XXAEHHOCTb, UTPUBOCTb 1, O4HOBPEMEHHO,
HenpuTa3aTeNbHOCTb NepcoHaxa. MNpeacTaBieHHOe
aMmnya KpuCTanam3yeTcs B UHCTPYMEHTaNbHOW My-
3blke NPV NOMOLLM XaHpa CULMAMaHbI, TUMUUYHOTO
Ans nactopanbHoro tonoca. MNprumMeyaTensHo, UTo
06pa3 KosnomMbuHbI, N0 ee MHEHWIO, ANaNeKTUYEH,
OHa OJHOBPEMEHHO fIBASETCA U CNY>KaHKOW, U ro-
cnoxoii: M. FaiiaH Takum 06pasom ocyuiectsaseT
CcBO€06pa3zHbIA Nepexos HapOAHO-ObITOBOIO XaH-
pa B cBeTckmid. A.J1. XoxsoBa Bbigsuraet obpas Ko-
NOMOBWHBI B LLEHTP KOMMYHMKaLUN TPKO, U Yepes
3TO «KOMMO3UTOPOM OMpeAensieTcs 0cobbiin “dpokyc”
OTHOLLEHWI, KOTOPbI CBA3bIBAET BCE CLEHMYECKME

11. lbid. P. 112.
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3/1EMEHTbI B OZHY NMPOCTPaHCTBEHHO-BPEMEHHYHO
cuTyaumio» 2,

KocBeHHO cyeHuyecko-posiesas xapakmepucmu-
ka cybpemxu 3aTparvBaetcs M.C. bepnosoi B guc-
cepTtaumm «TeaTp KOpoOAs: TeaTp 1 TeaTpanmsauma
Xn3Hu B LLBeunn BpemeH npasaeHunsa lycrasa lll
(1771-1792) (2011). AHannsmpyeTca urpa Magam
ae MNomnaayp (B poau JopuHbl B «TapTiode» oHa
nurpaeT An4UHyto cybpetky kopons)'®. laHHas pa-
60Ta UMeeT TEOPETUYUECKYHD LIEHHOCTb B KOHTEKCTE
OCMbICNEHNA pon GpaHLLYy3CKOro Teatpa B pa3Bu-
UK coumanbHOro obamka cybpeTku.

dakTMyeckn Ha 3TOM, 3aBEpPLLAETCS NepeyeHb Oc-
HOBHbIX MCTOYHMKOB MO Npobaeme Uccaef0BaHNA.
Ha ocHoBe npopaboTaHHbIX TPYAOB BbIPUCOBbIBA-
€TCs OZHa U3 NepPCrneKTUBHBIX IMHUA UCCNeA0BaHUA
NCTOPUKO-CTUNEBbLIX CTOPOH BOMJIOLLEHNA aMrya
cybpeTkn pa3HbIMM KOMMO3MTOpPamu He Toabko XVIII
— XIX BeKOB, HO 1 B Ky/IbTYPHOM KOHTeKcTe XX — nep-
Boi uetBepTn XXI Beka. MNepcoHaXmn My3bikaabHOro
TeaTpa NPOLUIOro CTONEeTUA HEOXMNAAHHO MOKa3bl-
BalOT sipUe aKTUBHbIE U pPacUYETAUBbIE XEHCKME 06-
pa3bl B COBPEMEHHbIX MOCTaHOBKax. B npupoae 3tux
obpazoB. yragbiBaeTcs NpotoTun Koaom6uHbl.

Ecnv roBopuTb 0 nepcoHaax KuTanckon one-
Pbl, TO OHWU NPeACTaBAAOT COOON YETKO pasfesieH-
Hble B COOTBETCTBUW C MOJOBON MPUHAANEXHOCTbIO
JINYHOCTEN, Y KaXKA0N U3 KOTOPbIX €CTb CBOWN COB-
CTBEHHble CTaHAAPTHbIE XeCTbl, MOXOAKa, BOKalb-
Hble NPUEeMbI, FPUM U KOCTHOMbI. TO HanoMuHaeT
cncTeMy GUKCUMPOBaHHBIX poselt MeknHckon one-
pbl, KOTOpas, HaumHas ¢ Teatpa HOaHb (1271-1368),
Aenvna nepcoHaxken Ha YeTblpe OCHOBHbIE KaTe-
FOPUN: MYXCKIME, XXEHCKNE, BANATEbHbIE N KOMMU-
yeckme, N3BeCcTHble Kak WaH (4), aaHb (B), usuH
(%) v uxoy (A).

AHanozom esponelickoli cybpemku 8 kumadi-
ckoli onepe si8/15emcsl nepcoHax xya—0aHe (£ 8)",
UTO O3HaYaeT «JeBYLIKa—LBETOK» U ee Pa3HOBUA-
HOCTb Xya—waHs (f£#2), KoTopas NepeBoAnTCs Kak
«nécTpas pybaluka», «kokeTka». [10 xapakTepy oHU
ABAAOTCA aHTMNOAOM 06pa3zam UnMHbM—AaHb (F 1K)
N WkaHb—AaHb (1F B )™. 3TOT KOHTpacT 3akntouaet-

12. Xoxnosa AJl. KnaBupHble Tpuo Moseda laiigHa B koHTek-
CTe UrPOBOro MPOCTpaHcTBa-BpeMeHn. M.: Akagemus Ecte-
ctBo3HaHma, 2009. C. 120.

13. bepnosa M.C. TeaTp kopons: TeaTp 1 TeaTpann3aLms XXU3HN
B LLIBeunn Bpemen npasnexus lNycrasa Ill (1771-1792): gnc.
..KaHa. nck. M., 2011. C. 217.

14. Ban Lize. Tunosble 06pa3bl NEKMHCKOMN, Cbl4yaHbCKOM W KaH-
TOHCKOW onep B COBPEMEHHOM KUTaNCKOM VUCKYCCTBE: ANC. ...
KaHa. uck. Bnagmnsocrok, 2025. C. 180.

15. Ibid.
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€Sl B TOM, UTO Ha PpoHe 61aroyecTmBbIX, CEPbE3HbIX,
BO3PACTHbIX 1 3aMY>XHUNX XEHLLH, YaCTO HOCALLMX
TEMHBbIN 1 ANNHHBIA XanaT, 0bbIYHO Xya—AaHb Urpa-
€T He3aMY>XHHOH eBYLLIKY HU3LLMX COC/0BUM, OT-
NINYaLOLLYHOCA XKM3HEPAZOCTHOCTBHO U IEFKOCTbIO
ABVIXKEHWI, NPeACTatoLLyo Nepes 3puTeNemM B oge-
XAe APKUX LIBETOB.

PedopMumpoBaHme KMTalickol onepbl B Hayase
npownoro cronetns BaHom AoumHom (1881-1954)
1 Mai1 JlaHbdaHoMm (1894-1961) obecneunnm xya—
JaHb 1 Xya—LlaHb 60MbLUYH NOMYASPHOCTL. Hecmo-
TPS Ha TO, UTO CTAaHAAPTbI UX MEHUs1 MEHANNCH Ha
NPOTSXEHUN BCEW 3BONOLUN TPaJULIMOHHOIO Te-
aTpa ApaMbl, CyLLEeCTBYIOT HEKOTOPbIE HEN3MEH-
Hble XapaKTEPUCTMKM ee aMmya: a) KOKeTCTBO U
SPKO BbIpaXKeHHas CKJOHHOCTb MepeTarnBaTh Ha
cebs BHMMaHue nNy6ankn BO Bpems BbICTYMAEHUS;
6) NpUATHaA BHELHOCTb U aKTepPCKUi TanaHT, obe-
cneynBatoLLme Kak KOMMEPYECKYHo, Tak U AEON0-
TMYECKYH COCTaBAIOLLYHO OMepsbl, C1aBy v ycnex'.
Ponb xya—ZaHb NoApasyMeBaeT, YTo ee NUCMOHN-
TeNbCKMe CNoCOBHOCTN MOTYT OTCTYMNaTh Ha BTOPOWA
nnaH. Ha nepegHWin naaH BbIABMTatOTCA BHELUHME
JaHHble 1 aKTepckas Urpa — OpuUrvHaibHas MUMU-
Ka 1 3ddeKTHbIE XeCTbl (B KaUecTBe NpumMepa Mo-
XKET BbICTYNaThb Cy>XaHKa XyH-HSH U3 NEKUHCKOM
onepbl «KpacHas geBuua», NOCTaBAEHHON NO MO-
TnBam Apambl Xl Beka «3anagHblin davrenp», Ha-
nucaHHon Ban LLUn-o¢y).

Bonpocam crneundumkmn KeHCKUX poaen B Ku-
TaliCKOW onepe NOCBALLEHO OTPOMHOE KonYe-
CTBO MCCNeAoBaHWi. B kauecTBe kitoueBbix paboTt
MOXHO Ha3BaTb gucceptaymto KoaHb Yoy «MyTb K
LaHxanckom xeHckol cnase 1930-x rogos. OT ak-
TPWC-NepBONPOXOALEB NO3AHeN AnHacTum LinH ao
NONyAAPHBIX XeHLWMH-KnHo3Be34 1920-x n 1930-x
rogos»". B Hel1, B TOM Unc/ie aHanM3npyeTcs TBOP-
yecTBO akTpuchl AH Haliman. CaMmbiMK BrieyaTns-
FOLMMM U NMPUBAEKATENbHBIMY €€ poasMu Bblin
NerkoMbIC/eHHbIE, pacriyTHbIE UAU NOXOXMeE Ha Kyp-
TNU3aHOK COBPEMEHHbIE XeHLWHbI. VIMEHHO OHU
6b1an 6aMXKe BCero K amniya xXya—aHb.

BalikyH YaH oTMeyaeT, uto B Mmnepckom Kutae
K OTAENbHOM CoyuanbHol kamezopuu «keHUWUH-UC-

16. Xya-faHb B COBPEMEHHOWN KMTAWCKOW MHAYCTPUM pa3Bhe-
yeHuit. URL: https://sipofteanet.wordpress.com/2020/12/23/
hua-dan-in-the-modern-chinese-entertainment-industry/
(nata obpatueHns 25.05.2025).

17. Yuan Zhou. The Way to the 1930s’ Shanghai Female Stardom
from the Pioneering Actresses of the Late Qing to the Popular
Female Film Stars of the 1920s and 1930s. University of Oslo,
2010. 147 p.

nosHumeneli» AOATO OTHOCUAWN KyPTMU3aHOK — y4acT-
HWL, BpoafUMX TPYMNM U apTUCTOK 3CTPasbl, KOTOpble
bUHaHCOBO cozep>anncb YieHaMu KOPOAEBCKOM
cembW, apucTokpaTamu 1 boraTeiMu TOprosLammn s,
PacuBeT XeHCKOM akTepCKOW CnaBbl MPULLENCS HA
Bpemsa pecnybankaHckon anoxm (1912-1949). Apa-
MaTUYeckne N3MEHeHNs, MPOU3OLLEALINE OT MOMEH-
Ta HE3aKOHHOTO MCMOJb30BaHUs AEBYLIEK B XXEHCKNX
poisix B TeaTpax No3gHen anHactum LK go npwm-
CBOEHMWS UM BbICOKOTO 3BE3JHOrO cTaTyca, npuBe-
NN K KapAnHaibHOMY NEPEOCMbIC/IEHNIO OMEePHbIX
MOCTaHOBOK (MepBasi U3 HUX CO CMEeLUaHHbIM FeH-
AepHbIM akTepCKM COCTaBOM Oblfia OCyLLecTBeHa
B 1923 roay). IMeHHO C 3TOro BpemMeHu 1urpa XeH-
LWMH Ha CLieHe KUTaCKUX TeaTPOB CTao 3aKOHHbIM.

Poccuinckuin autepatyposeg B. C. Agpxnmamy-
A0Ba'® Ha NpuMepe aHanM3a NPOU3BEAEHUN, NO-
NYyASPHbBIX Y KNTanckon monogexun B 20-x rogax
XX Beka BblgensieT HOBbI NPUHLUM, FTOBOPALLMIA
O CEpbEe3HbIX U3MEHEHUSAX, MPOUNCXOAALLNX B INY-
HOCTHBbIX CTPYKTypax. OT! U3MEHEHWs OTpaxana an-
TepaTypa «4 mas» — NPON3BEAEHMNA, CO3aHHble C
1917 no 1927 roa? . YueHbln NpnBOAUT ABe pas-
HOHampaBJ/eHHblE TEHAEHLNY, XapaKTepu3ytoLLine
pasBWTUE NNTEPATYPbI STOFO BPEMEHW W MEPCOHANM-
3MpPOBaHHbIE UMEHaMU ABYX KUTANCKUX NucaTenen
— Yoy L3zoxsHb n Xy Wn — ngeonoros antepa-
TYPHOW peBO/IOLMK, paTOBaBLUMX 3a TPagMLMOHa-
NN3M 1 MogepHusauuto. «Kntarickas autepatypa,
BEKaMU UCMOBeAOBABLUIAs B CBOEN 3TUKE YenoBe-
KoMtobue (K3Hb), ML B HOBOE BPEMs MojoLuia
K ngee CyBEPEHHOM NYHOCTU».2!. B TBOpUEeCTBe
Yxkoy LI30XK3HA MponcxoanT OTKPbITUE ANYHOCTU:
«[Mpexae yenoBek XuUa Ans rocrnogvHa, 418 4ao,
ans poantenen. COBPEMEHHbBIN YENOBEK OTKPbIA,
UTO OH XMBET pajyn cebs camoro», Tak OT3bIBa-
nnck o TBopyecTBe nucatens tOn faody, ero kon-
Jlera v coBpeMeHHMK. Tpareamto oco3HaBlLel cebs
n NpobyanBLLIEACA TMYHOCTU NyYlle BCEro Bblpa-
3UJ1 MO-HOBOMY PacKPbIBLUNNCA XEHCKNA obpa3

18. Weikun Cheng. «The Challenge of the Actresses: Female
Performers and Cultural Alternatives in Early Twentieth
Century Beijing and Tianjin», Modern China (Apr. 1996) Vol.
22.Ne 2. P. 200.

19. Apxumamygosa B.C. MpuHUmMn amyHocTn B antepatype «4
Masa» // JinuHocTb B TpagmumoHHoMm Kutae. M: Hayka. Boc-
TouHas auTepatypa, 1992. C. 280 - 302.

20. OTANYMTENbHBIMWU YepTamu NPOU3BEAEHWU, NOABUBLLNX-
CA B 3TU TO/bl, ABNAIOTCA «...NEPEXOZ, Ha Pa3rOBOPHbIN A3bIK
6alixya, semMoKpaTU3aL s TeM U repoeB, OCBOeHMWe “"BHedCTe-
TUYeCKMX" NAacToB AeNCTBUTENbHOCTU HOBLIM TBOPYECKUM
METOZ0M «MpPaBAONUCaHNA», MOCTAaHOBKA COLMaNbHbIX MPO-
61eM, MeHsOLLAACA KOHLenuus AnyHoctu». Tam xe. C. 280.

21. Tam xe. C. 298.

Usko BaHbL3OHb, 24-1€THEeN BAOBbI U3 3HATHOIO
poga, He3aypsAAHOW NO3TECChl U My3blKaHTa, KOTO-
pas pewwnsacb Ha NOBTOPHbIN Bpak 1 6ercteo 13
AOMa B 0O4HOVMMeHHOM poMaHe o Moxo. OHa yBe-
peHHO NPOoBO3raallaeT: Ayylle H6biTb «CKOpee pas-
6UTOM AWIMOM, YeM LieNbIM KyCKOM Yepenuubi» 22,

MepcoHndurkauma n MHANBUAYaAN3aLNA XKEHCKNX
06paz3oB B XyA0XECTBEHHOW Ky/abType Knutas Hava-
na XX Beka onpegenvia n JOMUHMPOBaHMeE onpe-
JeNleHHbIX XXaHPOB B AnTepaType, M0331K, My3bIKe.
Tak No OTHOLLEHWUIO K Pa3BUTMIO HaLWOHaNbHOWM
nnTepatypbl Yxoy L3oxaHb onpeaenna GyHKUUN
OTAENbHbIX XXaHPOB C/I0BECHOTO N MO3TUYECKOro
TBOpYecTBa. VX cyTb COCTONT B «COCYLLEeCTBOBAHNM
1 MPOTUBOCTOSAHUM [BYX 3CTETUYECKMX MPUHLMMNOB
— «C/IOBECHOCTb HECET ao», a CTUXWU «TOBOPSAT 06
ycTpemMaeHusax». VIHbIM1 cnoBamu, CioBeCHbIe BUADI
TBOPUECTBA TPAHCANPYIOT KONNEKTUBHbBIA OMbIT 1
3HaHWA, N033MA packpbiBaeT BHYTPEHHME Nepexu-
BaHWA U MHAMBUAYAJbHbIA ONbIT?3, UTO 0COHBEHHO
aKTyanbHO ANS penpe3eHTaumm XeHCckx obpa3os
B TeaTpe.

LleHHOCTb IMYHOCTH, packpbiBliascs B Kntae 6na-
rogaps cypoBomy peannsmy MI6ceHOBCKMX ApaM, He-
BEPOATHO NOMNYASPHbIX B TO BPEMS, CTasia MOYBON,
Ha KOTOPOW M3MEHWU/IOCh TONKOBaHMNE 3HaYeHne
>KEHLLMHBI B TEATPE, HO U Pa3BMBaTbCA KAMEPHO-BO-
KasbHasi My3blka eBpOnenckoro Tuna, obpatleHHas
CBOWM COAep>XaHMeM K r1yboKO IMUYHBIM CTOPOHaM
yenoBeyeckon aywn. HecayyariHo 60bLWMHCTBO
KMTaMCKMX KOMMNO3NTOPOB paccMaTpuBaeMoro ne-
pvoga, TBOPUBLLMNX B XXaHpPe BOKaJlbHOW MUHMaTHO-
pbl (BaH l'yaHuw, Jin LisnHbxyai, Cao KOMal, XyaH
L3bl, U3an AuHcan, e YUy v ap.) noguepkusa-
2N TO CUNBHOE BMNeYaT/ieHne, KOTOpoe oKasaan Ha
HWX BOKaJIbHble TBOPEHMA KOMMO3UTOPOB-POMaH-
TUKOB?*. Ha 37O siBJeHMe yKa3blBatOT B CBOEM UC-
CnefoBaHNM KaMepHO-BOKalbHOro TBopyecTsa LinH
Yy H. H. BparuHa v Ban Lze?®. Mo mHeHwuto B. HO.
bataHoBa, MeHHO 1910-e—1920-e roabl «CTann Tem

22. Tpareauto ocosHaBLUel cebsa 1 NpobyanBLIENCS NMMYHOCTH
Nydllie BCEro BbIpaswn cnoBa Yo BaHbL3tOHb, 24-n1eTHei
B/IOBbI U3 3HaTHOrO POJA, He3aypPAAHON MO3TECChbl U My3bl-
KaHTa, KoTopas peluniacb Ha MOBTOPHbLIN Bpak 1 6ercTso
13 joma B ogHOUMeHHOM pomaHe [o Moxo. OHa yBepeH-
HO NPOBO3r/1aLlaeT: Ayylue BbiTb «CKOopee pa3buTon ALLMOMN,
yeM LesbiM KyCKoM Yepenuubl» Tam xe. C. 288.

23. Tamxe. C. 298.

24. Gong Hong-Yu. Music, Nationalism and the Search for
Modernity in China, 1911-1949 // New Zealand Journal of
Asian Studies. 2008. N2 10-2. P. 38-69.

25. BbparuHa H. H., Ban Lize. My3bikanbHas KyabTypa Kutas nep-
BOI NoJioBuHbI XX Beka. [lnanor eBporeinckoro 1 HaumoHanb-
Horo // BecTHuk kynbTyponorumn. 2021. N2 2 (97). C. 63-78.
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NCTOPUYECKMM NEPUOAOM, KOTOPbIM 3a10XNA OC-
HOBbI GOPMUPOBAHMS XXAaHPOBOV cdHepbl KAMEPHOM
My3blkK, nonyumsluer B Kutae nocnegytoliee pas-
BUTWE, OCTUTHYB CErofHs BbICOKOro npodeccmo-
HaNbHOMO YPOBHS 1 U3BECTHOCTU?, 10 OTHOLLEHWIO
K TeaTpy BNoJsiHe rnpasomMepHbl cnosa Xy LWn, cka-
3aHHbIV B agpec Yxxoy Li3oxaHsa «...nponoBeAHNK
3anafHoro nyTu, Packpbll MPUHLMM HOBOW IMYHOCTM
B @aHTUTPaANLMOHANINCTCKON KOHLLeNUMN 340pOBO-
ro MHAMBUAYaNn3Ma u aroueHTpmama». OH Ha3Ban
anoxy “4 maa” BospoxgeHnem. «Ho 3anosganoe
OTKPbITUE IMYHOCTU B 3aTAHYBLUEMCS CPeAHEBEKO-
Bbe KNTAMCKOW Ky/bTypbl HE CONMPOBOXAAN0Ch HU
B3/1IeTOM PaCKpPenoLLeHHOro AyXa, ...HN BO3BeANYM-
BaHMeM pa3yMa. IHanBmayanmsm He ctan caMmoja-
BJICHOLLMM MPUHLIMMOM KUTANCKOW AnTepaTypbi»?.

MepBas nonoBnHa XX Beka B UCTOPUN MY-
3blKaNbHOro nckycctea Kntas B Lienom apaserca
0COBEHHbIM, NEPEXOAHbIM MEPUOAOM, B KOTOPbIN
OCYLLLeCTBAANCA NONCK «COBCTBEHHOrO AnL@» HO-
BOW HaLMOHaNbHOWN akajemMmnyeckor My3bliku. Ha
pag cneymdunyecknx ocobeHHOCTeNn 3Toro npoLec-
ca yka3biBatoT B cBoux paboTtax l'yH Xy-to (Gong,
Hong-Yu) n Yxy HOaHb8.

B pabote «AkTpucbl HoBoli gpambl» Yxy HOaHb
NoAHMMaeT BOMPOC 06 NCTOPUYECKOW MpaKTuKe
NCNONHEHMWA XXEHCKMX PONEN KUTAUCKUMU MY>KUM-
HaMKn-aKTepaMu, OTMeuYast MONYTHO, YTO 3a UCKHO-
yeHvem Mali JlaHbdaHs, B OONbLIMHCTBE CyYaeB
aKTepbl-MYy>4MHbl BeayT cebsi MeHee ecTecTBEH-
HO MO CpaBHEHWIO C NpeacTaBuUTeNbHULAMM Npe-
KpacHoro nosia. My>xumnHam TpyAHO BOMAOTUTb Ha
CLeHe U3bICKaHHble YyBCTBa «AEeBYLUKN—-LBETKa» 2,
Kak nonaraet yuyeHbIn NpenMyLLEeCcTBO XEHLLMHbI
Ha cueHe 3ak/to4aeTcs B CNOCOBHOCTN NCMONb30-
BaTb fA3blK HeBepbHasbHOro UCKYyCCTBa, UTO KpanHe
aKTyaJbHO ANS FePOUHU Xya—AaHb.

OtgenbHble onepbl, 3aMMCTBOBaBLLME CBOW MENO-
AMN U3 TPaJNLMOHHBIX APaM HEKOTOPbIX KMTaNCKMX
NPOBUHLUMNIA — «YyHb Llao naet B cya» n «PeuHble
3aBOAM» CTanu penpe3eHTaTUBHbIMU NbecaMu AnA
YTBEPXAEHUA HOBOTO TMMNa ponen xya—aaHb. Tak,
akTpwuca Jlto YaHbtol, KOTopas BriepBble Cbirpasa B
3TUX Nbecax repounHto YyHe Llao — muayto, xun3Hepa-

26. bataHos B. FO. >KaHpoBO-CTUNEBble OPUEHTUPBI KAMEPHO-UH-
CTPYMEHTaIbHOW My3bIKW KUTaNCKMX KOMNO3UTOPOB XX Beka
// European Journal of Arts. 2020. N2 3. C. 23.

27. Apxunmamygosa B.C. MpuHUmn anyHocTn B antepatype «4
mas» // JinuHocTb B TpaagmumoHHoM Kutae. M: Hayka. Boc-
TouHas autepatypa, 1992. C. 299.

28. Gong Hong-Yu. Ibid.

29. Ju Yuan. «Actresses of New Drama» in Jubu congkan. 2011.
Vol. 2. P. 7.
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[AOCTHYHO iEBYLLKY B pe3ynbTaTe co3fana U pas3Buaa
CBOWN COBCTBEHHbIN CTWUJIb UCMOJIHEHUSA NEPCOHa-
XeW JaHHOro amnaya.

B oTaenbHyto rpynny HeobxoaMMO OTHeCH UC-
CNefoBaHMA, NOCBALLEHHbIE U3MEHEHWIO amnaya
Xya—/AaHb B Nepuos peeoatoumun. JaHHas Tema ray-
6oko packpbita J1so PaHb3. B pabote ocobo oTMme-
yaetcs, uto B ntone 1938 roaa, K Nnpa3gHOBaHUIO
rOZOBLLMHbBI HayYana aHTUANOHCKOW BOWHbI, TPYM-
na AkaZeMum L3UHLU3H0M NCNOAHWAE HOBYHO Nbecy
«LI3mHuzron CyHrya Li3aH» («Peka CyHrya»). CroxxeT
NnoBeCcTBOBa O TOM, Kak pblbak, XX1BLIWIA Ha Bepery
peku CyHrapw, He B cunax bosblue TeprneTb becko-
HeuyHble U3AeBaTenbCTBa U YHUXKEHUA, MObuansosan
XUTenen B3ATbCA 38 OpyXXUe NPOTMB AMOHCKMX 3a-
XBaTUMKOB. ITO CTa/I0 NePBOM HOBOM NMOCTaHOBKOM
U3MHL30W, CO34aHHOM B KauecTBe aHTUAMOHCKOWN
nponaraHabl. B cnektakne opurMHanbHble nepco-
HaXXW 1 X UMEHa OCTaNNCh NPEXHUMM, HO TPaau-
LMNOHHbIe KOCTHOMbI BblI MONHOCTBIO 3aMeHEHbI.
BmecTo 3TOr0 1 CTapbIi pbibak (MepcoHaXx ao—LuU3H),
n ero goub NyRuHr (amnaya xya—AaHb) OAENCh B KO-
CTHFOMbI COBPeMeHHbIX pabounx. OT TpagnLMOHHOrO
rprMa U3VHL3I0N ANA posieid nao—Li3Ha U Xya—AaHb
Tak>XXe 0TKa3afincb, YTOObI NMLLa aKTePOB BbIrAs-
aenv peannctmyHo. OctanbHoe B NpeacTaBieHnm
No-npexHeMy COMPOBOXKAAN0Ch TPAANLNOHHBIM
OpPKEeCTPOM L3MHL3I0N. ITOT NepBbI «CAHbAANCU»
(nep. ¢ kum. I — coBpemeHHas Nbeca), co3aaH-
Hasa AkazeMuen, rae 6bian NPoAEMOHCTPUPOBAHbI
OCHOBHbIE MPUHLUMbI TPaHCPOPMaLUN ONEPHOTO
>aHpa, KOTopble NOCTyAnpoBana KOMMYHNCTUYe-
ckan napTmsa Kntasa. OHM cocTofm B TOM, YTObbI Ha-
NOJIHWTL L3NHL3I0N HOBBIM COAEp XKaHNEM.

Becb nepuog 1949-1967 rogos 6611 3Tanom cos-
JlaHNA HOBbIX MbeC, OTPaXKatoLMX COBPEMEHHbIE
PEBONOLNOHHbIE TeMbl. OPULMaNbHO OH Hayancs
¢ BocxBaneHma Mao LUssgyHom «buwan J1aHwaHb»
(«Bo3HeceHHbI Ha ropy J1aH»), HO 3aKOHUMACA pe3-
KUMK HamaZkamu Ha UCcTopuyeckyto nobecy By XaHa
«Xawn Xyw baryaHb». YTo6bl COOTBETCTBOBATH TpE-
60BaHNAM repomyYeckmnx NOCTYNKOB repoeB HOBbIX
Nbec, KOMMO3MTOPbI BHEC/N ONpeAeaeHHble U3Me-
HeHWs B UX NeHWe. Hanpumep, B napTuv MOa0A0M
n cMenon Temal, O4HOW U3 repoVHb PEBONIOLM-
OHHOW Ornepbl, BMECTO UCMOAb30BaHUSA TUMNUHbIX
MeNoANI Xya—aaHb, 6bl1 BKAKOUEH TPaAWLIMOHHbIN
My3blKaabHbIN GOpPMaT CAO—LU3H, TaK Kak CTan He-

30. Liao Fan. The paradoxical Peking opera: performing tradition,
history, and politics in 1949-1967 China Permalink. University
of California, 2012. 248 p.

06xoanM H6osiee MOLLHbBIN FOI0C, BblpaXkaroLnii
PEeWNMOCTb 1 CTPACTHOE XeNaHne repovHu Npu-
COEANHUTLCA K PEBOOLIMOHHBIM CUaM.

Tak ocyLecTBAsA0Ch GOPMUMPOBAHUE HOBbIX aM-
naya onepHbIxX akTpuc. NocpeacTsom cogepxaHus
ncropuii 06 ocsoboxxaeHHoON NtobBM (Hanpumep,
Kak B onepe «baTttepdasii») AeMOHCTPUPOBANOCH
npuobLLeHe N NPUOPUTET amrya XXEHCKMX «MOog-
BMIrOB f0bpogeTenn». AKTPUCHI XeHLLNHbI n3obpa-
>anu reponHb, FOTOBbIX K CAMOMOXePTBOBaHMIO.
3putenn annoaMpoBanm AyULM YX3H — gaHb ( 1
H) - xeHwunHam nt0b65LL1M 1 BEPHbBIM, HO YacTo C
Tparn4Hom cyabboM, ux Bo3Hocuaun 6onee, 4yem co-
61a3HMTeNbHBIX Xya—AaHb, OHW CTanun onpejeneHHo
6osee npuBaekaTeslbHbIMUY, MU BOCXMULLAANCH KakK
naeanamu, BONIOLLAIOLLMMM KPACOTY U HPaBCTBEH-
HoCTb. [TpyMeyaTeslbHO B 3TOM MaHe TONKOBaHWe
obpaza Jlto CaHbLze — «...TaNaHTAMBOW NeBuLbl “13
Hapoga“, nepejaroLeli B CBOUX NECHAX HaAeX bl 1
YasHMA NPOCTbIX KPECTbAH, X CTPaxu, HeAOBO/b-
CTBa W MeYTbI, ABNAETCA YPe3BbIYaHO NONYAAPHbIM
B uckycctae l'yaHcn XX Beka. B 1956 rogy Bbixogut
B cBeT Mudonornyeckas apama [sH YarnamHa “Jlro
CaHbuge” (Deng Changling, 1956), B koTopo# aBTOp
obpaboTan v npeacTaBua B iuTepaTypHoit popme
nerexgy o “notoweit dpee”. B onepe “Jlto CaHbL3e”,
HanucaHHoW B Tpaauumsx "Kar [nao” rnaBHas repo-
WHA NpeAcTaBieHa He Kak Mudonornyeckmin obpas,
a Kak obblyHas gesywka. B 1961 rogy nossasercs
nepBblii My3blkanbHbln duabm “Jlto CaHbLu3e: Tpe-
TbA cecTpa JIto" (pexuccep Cy Jln, apaHXMpOBLLMK
J1314 YxaHbbaH), B KOTOPOM F1aBHas repouHs Bbl-
CTynaeT npeacraBUTENbHULEN HAPOAHOIO MEHb-
wuHctea lNyaHcn-YxyaH B Kutae (Haiwang Yuan,
2019). B 2004 ropy o nereHAapHON HAPOAHOMN MeBU-
Le CTaBUTCA 3THOLIOY MOJ OTKPbITbIM HE6OM “Bne-
yaTneHuve o Jlro CaHbLze”, cozgaHHoe YxxaH Vmoy.
B HEM rnaBHas repounHa BonaoLleHa Kak "6ormHs
neHua" COOTBETCTBEHHO APEBHUM M1bam v nerex-

nam lyaHen (Impression Sanjie Liu, 2019)»3'. O6pa3
JTro CaHbL3e Nponas 3BOOLUIO OT MUPUYECKOTO
obpaza dewn, yepes obpa3bl KPECTbAHCKON AEBYLL-
KW 1 CaMOA0CTaTOUHOW 06pa30BaHHOM XEHLLNHBI,
Halufia BOMJIOLLEHME B BUAE NOKPOBUTENbHULbI [y-
aHCU B MPOU3BEAEHUAX COBPEMEHHOTO MY3blKalb-
HOro McKyccTBa. TeM caMbiM CaMOW OHTOOTMEN
>XXeHckux obpasos B uckycctee Kutas 6bina Hame-
yeHa HoBas MepPCrneKTUBHAs NHUIO UCCIE[0BaHNN
aMmnaya YUxksH — AaHb. VIHTepecHbIM B HaMeUeHHO
npobaeme BUAMTCA MOHUMaHWE KYJbTYyPHO-COLM-
asbHbIX HaKTOPOB, CMOCOBCTBYHOLLMX AOMUHUPOBA-
HWIO 3TOro obpasa Ha onpeseneHHOM UCTOPUYECKOM
3Tane pa3BuTUA My3blkalbHOro nckycctsa Kutas.

MepcnekTyBbI JasbHENLLIErO OCMbICAEHWS BUAAT-
CA B aHa/M3e KUTaNCKMX onep C Lesibio NOHMMaHA
cneundrKM BONNOLLEHMNSA XKEHCKNX 06pa3oB, KOTO-
pble Mo pPAAY CTUANCTUUYECKMX YEPT MOXHO BbI10
661 Ha3BaTb aHaOramum XXeHckMx obpa3os eBponeli-
ckux onep. Takxke NpeacTaBAseTcs BaXKHbIM OCMbIC-
JIeHVE XXEHCKMNX 06pa3oB Xxya—AaHb B COBPEMEHHOM
KWUTaCKOWM TeaTpe B KOHTEKCTE MX IBONHOLUN C YUé-
TOM B COLMOKYNbTYPHOIO KOHTEKCTA. TakoW aHanun3
MOMOXEeT pPackpbiTb GYHKLMUN Xya—AaHb, C OLHOW
CTOPOHBI, B Ka4eCTBe KaTa/am3aTopa coLuanbHOwM ca-
Mopedaekcuy, ¢ 4pyrown, ¢ No3nLUM JUHaMUYECKOro
dbakTOpa, BAVAIOLWEro Ha CTAHOBEHWE CHOXXETHON
NMHWUK Npown3BeseHns. Kpome 3Toro, akTyanbHbIM
BMAMTCA YCTaHOB/IEHNE BO3JENCTBMA Ha aMmiya
Xya—AaHb punocodpcko-acreTmyeckunx $pakTopos, Ta-
KMX Kak KOHdYLIMaHCK1e naeansl 1 gaocckume scre-
TUYECKME KPUTEPUIN B COBPeMeHHO onepe Kutas.

VIMEHHO 3TV 31EMEeHTbI CTyXaT ONOPON ANis 13-
YyUEHMWA U3MEHEHWI B 306padkeHM TeaTpanbHbIX
nepcoHaXen xya—faHb, ABASIOLLMNXCA MHAMKATOPOM
KYAbTYPHbIX U3MEHEHWU 06YCNOBAEHHbIX MHTErpa-
LMel KMTarckon onepsbl C 31eMeHTaMu 3anagHo-
ro Tearpa.

31. CroH NHB3HBb, Mo3roT C. A. JTto CaHbu3e: 06pa3 XeHLLMHbI
B TPaAULMOHHON HapoaHol apame lyaHcu «Kaii Aunao» //
BecTHWK My3bikanbHoM Haykum. 2021. N21. C. 103.
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STYLE IN THE WORK OF CONTEMPORARY
CHINESE COMPOSERS

Summary: The primary focus of the article is to exam-
ine the leading forms of stylistic synthesis in the works of
Chinese composers of the second half of the 20th — first
quarter of the 21st centuries, using the flute performance
repertoire as an example. The goal of the work is to com-
prehend the dominant trends in modern composing in the
East Asian region by considering the functions of the na-
tional style in the works of modern Chinese composers.
For this purpose, a comprehensive, hermeneutic, compar-
ative approach and the method of musicological analy-
sis are used. As a result of the study, the leading forms of
stylistic synthesis used in the works of Wu Cheng-Yu, Guo
Wenjing, Zhu Shirui, Zhang Chuan Hao, Zhou Long, Yang
Qing, Shuwen Zhang, Zhou Tian, and Ma Yong were es-
tablished. Among them, the following seem to be the most
relevant: preservation of musical intonation of recognisa-
ble national tunes as a leading technique for embodying
a national image in music; inclusion of various Chinese
flutes (the xiao, the paixiao, the di, and others) in different
ensembles with Western European instruments as well as
one of the timbres of the Western European symphony or-
chestra; unification of characteristic features of academic,
national, and modern styles through the synthesis of an-

With the beginning of the Reform and Opening
Up policy in 1978, Chinese musicians began to
actively master Western European art and, in
general, world culture, introducing its characteristic
elements into their own education and civilisation.
It is natural that modern trends of globalisation
fundamentally pose the problem of preserving
individual-specific and authentic features in musical
and artistic culture. Accordingly, the development of
the ability to navigate in various styles, knowledge
of their leading characteristics, and the use of
this knowledge by musicians in China and, more
broadly, in world performing practice are currently

hemitonic scale and atonality, multimedia technologies,
instrumental theatre with classical form, artistic method
of admiring the object, and the technique of combining
various allusions as a method by which the work’s musical
material is formed. The named diffusion forms correspond
to the updated content of modern musical compositions by
Chinese musicians. They master images of virtual univers-
es and unique earthly landscapes, acoustic properties of
silence, and unusual forms of dialogue between man and
nature. Experiments with updated artistic themes and im-
ages, differentiation and mixing of various timbre, modal,
and harmonic palettes in music offer a wealth of resources
for contemporary musicians-performers looking to explore
fresh approaches to interpretation. It is mostly represented
by the interpretations of modern Chinese flutists — Chen
Tingwei, Chen Sanqing, Chen Qiling. They blend nation-
al traditions with modernity — instrumental theatre and
the use of multimedia technologies.

Keywords: Chinese national style, artistic method, com-
position techniques, traditional and modern, themes and
images, performing activities, Chinese flute, Western Eu-
ropean flute.

an indicator of serious professional training and a
pressing problem in the development of modern
musical art and education in general.

In 1979, while reflecting on the development
of contemporary composer creativity, Russian
musicologist M. Aranovsky introduced the term
“stylistic pluralism”'. He designated with it the
abundance of stylistic stratifications inherent in
the development of artistic culture of the 20th

1. Aranovsky, M. G. “Symphonic Searches. The Symphony Genre
in Soviet Music of the 1960s—-1975s". 1979. Research Essays.
Leningrad: Sovetsky Kompozitor, p.154.
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century. Studying style as a system of relations?, E.
Ruchevskaya considers two contradictory trends,
expressed by the tendencies of stylistic plurality
and the desire for convergence of styles, in the
music of the 20th century. Observed by researchers
at different levels of music creation, the diffusion
of stylistic means characterises flute compositions
of modern Chinese composers. Important features
of the majority of their creative work are 1) not
only their compositional talent but also their
performances as flutists; 2) understanding the
national style category and different techniques
of working with it in their compositions.

The purpose of the article is to consider the
functions of national style in the works of modern
Chinese composers in order to understand the
leading trends in contemporary composer creativity
in the East Asian region.

Traditions of recreating the signs of national style
as a marker of another artistic culture were presented
in the work of many composers. These include the
works Three Japanese Lyrics for soprano and chamber
orchestra and Four Russian Songs for Mezzo-Soprano,
Flute, Harp, and Guitar by |. Stravinsky, M. Ravel's
works Chansons Madécasses for soprano, flute, cello,
and piano to words by E. Parny; H. Villa-Lobos's
works Bachianas Brasileiras No. 5 for voice (flute)
and cello ensemble and P. Sarasate’s “Gypsy Airs”,
“Scottish Melodies”, “Melodia Rumana”, “Russian
Songs”.

In most miniatures, national artistic images
become the trigger that actualises the recreation
of national style features in music. Thus, in the
cycle Japanese Lyrics, the impetus for Stravinsky's
imagination was provided by images of nature: 1.
"White Flowers” — Akahito, 2. "Spring Has Come”
— Masatsumi, 3. “What is White in the Distance?”
— Tsaraiuki. In the cycle Four Russian Songs...,
the basis was provided by images from Russian
fairy tales: 1. “The Drake”, 2. "A Russian Spiritual”,
3. "Geese and Swans”, 4. “Tilli-Bom". Many of the
listed works, originally written for voice or violin,
sound no less expressive in flute transcription. For
the composer, his idea of the music of a particular
people was most important in the interpretation
of national style, while in the interpretation of the
performer, their experience and auditory memory
become significant. The latter allows the musician

2. Ruchevskaya, E. A. “Style as a System of Relations” // 2011.
Works of Different Years. Articles. Notes. Memories. Vol. 1. St.
Petersburg: Kompozitor, pp. 62-63 (57-66).
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to reproduce “intonation complexes that have taken
root in the music of a given nation ... throughout
the centuries-old history of development, securing
... the most typical, indicative intonations as the
‘core’3. Thus, musical intonation and artistic image
are often a generalised expression of national style
in the music of the flute repertoire.

This is precisely what occurs in contemporary
Chinese composers’ compositions. A play by Chinese
composer Huang Huwei, The Bright Sun Shines over
the Tian Shan, is based on a recognisable motif of the
Xinjiang folk melody. The general intonation basis
of this motif unites the variation form development.
The arrangement by Cindy Mao and Ma Baoling
presents a popular Shandong lullaby, creating the
national flavour of the play Purple Bamboo Flute.

Another form of stylistic synthesis is presented in
the work of the famous Chinese flutist and composer,
Wu Cheng-Yu. He specialised in studying modern
and baroque flute at the Amsterdam Conservatory.
In his work, he combines Western European flute
and varieties of the national flute — the xiao, the
paixiao, the di, and others. Now he is a guest soloist
of several European and Asian ensembles of early
music. At the same time, Wu Cheng-Yu participates
in the performance of electronic music concerts and
many festivals of contemporary music.

Wu Cheng-Yu is the creator of Just Flute?, a series
of flute concerts. The purpose of this composition
was to create a real performance using only one
instrument — the flute. By means of different flutes,
various stage and sound effects, the composer shows
the acoustic evolution of the flute from ancient times
to the present day. The first concert from Just Flute?
project took place in Amsterdam in 2012 and gained
wide recognition. Afterwards, concerts were held
at the Van Gogh Museum in the Netherlands, in
Shanghai, at the Taipei International Contemporary
Music Festival“.

In contemporary flute music, national style is
frequently achieved by combining uncommon timbre
combinations produced by various Chinese flute
types with instruments from contemporary Western
European symphony orchestras. Bamboo flute
concertos, The Melancholy to the Empty Mountain
and Wildfire, by Guo Wenjing are examples of such
works. In Twelve Questions by Zhu Shirui, the Chinese

3. Kazantseva, L. P. Fundamentals of the Theory of Musical
Content. 2001. Astrakhan: Fakel, Astrakhangazprom, p. 91.

4. Qin, Xin Xinghai. "Reflections after Comparison — Reflections
on the State of Flute Teaching” // 2007. Journal of the
Conservatory of Music, No. 1, p. 17.

flute is represented by six national varieties (xiao,
paixiao, di, mendi, qudi, bangdi) capturing unique
forms of dialogue in music.

A combination of academic and modern styles in
works for flute is another form of stylistic synthesis.
Ten Jue Ju by Wu Cheng-Yu is a modern musical
project written for solo flute, combining traditional
Chinese culture with Western classical music. The
literal translation of the title of the work is “ten
beautiful poems”. Wu Cheng-Yu invited composers
of different nationalities and cultures, including from
Taiwan, Hong Kong, China, the Netherlands, and Italy,
to create this musical poem. It blends modern music
and ancient Chinese poetry of the Tang Dynasty. The
work combines the sound of classical instruments
and the use of multimedia technologies®.

In Zhang Chuanhao’s composition for flute,
saxophone and voice, Bridge to Faraway, written
in 2018, the classical three-part form includes
contemporary means of expression. These
are a free tempo (ad libitum), multiphonics,
modern performance techniques: voice appears
simultaneously with playing the melody on the
flute, beating the instrument. The image of silence,
mastered in the works of Western European
composers of the 20th century, becomes relevant
in the compositions “4'33" and “"4'33 No. 2" by G.
Cage, in the symphony “l Hear ... Silence” by S.
Gubaidulina, “Lux Aeterna” by A. Knaifel, the Silent
Songs vocal cycle by V. Silvestrov, cadenzas in the
Fourth Violin Concerto by A. Schnittke. The poetics of
silence in Zhang Chuanhao's music is associated with
the symbolic meaning of a bridge, which represents
the connection between the real and the unreal, the
otherworldly, in traditional Chinese culture.

“The Deep, Deep Sea” by Zhou Long® is created
in a similar stylistic key. “To bridge the deep, deep
sea” - thus ends the English translation of “The
Hard Road” by Tang Dynasty Chinese poet Li Bai
(701-762 CE). Zhou Long uses the poem'’s closing
words as the title of the work that explores the
evocative metaphor of a sea voyage under difficult
circumstances while taking as its theme the hope
that distance can be overcome. Zhou Long's
“Deep, Deep Sea” is essentially a transcription of
his earlier work “Green” (1984) for bamboo di flute
and pipa (Chinese lute). The score also includes

5. Jin, Ya Wen. Music Education Methodology. New Course in
Primary School. 2003. Beijing: Folk Music, p. 115.

6. Zhou Long. URL: https://global.oup.com/academic/
category/arts-and-humanities/sheet-music/composers/
zhoulong/?cc=ru&lang=en& (date of access: 04.03.2025).

alto and piccolo flutes, timpani, harp, and strings.
According to the composer’, the acoustic processing
of the sound material of “The Deep, Deep Sea” in
the impressionistic style by Zhou Long, numerous
motivic interactions between the flute parts and
the ensemble, reveal a subtle, multifaceted world
of relationships between man and nature.

The combination of academic, national, and
modern styles is typical for the embodiment of
unique natural landscapes, as, for example, in the
composition “"Desert” by Yang Qing. The traditional
beginning is embodied by the melodies of Chinese
folk songs using the traditional Yu mode. At the same
time, folk melodies in augmented and diminished
consonances and dissonances create an unusual
sound entourage of the image of the desert in music.

National style in combination with modern
musical means is used by Chinese composers of the
early 21st century as an artistic method of describing
objects of reality. Modal synthesis of atonality and
anhemitonics (pentatonics) characterises a new
aspect of stylistic diffusion in Shuwen Zhang's
chamber ensemble, Jasmine Flower, for flute, two
saxophones, and piano. The aesthetics of admiring
an object as an artistic method is preserved in
“Irises”, a duet for flute and piano by Zhou Tian®. The
impressionistic ligature of the texture, the phonism
of the harmony mark the depiction of the image
of flowers as a musical picture in the first part of
“Irises”. The scherzo quality emphasised by the motor
movement in the flute part and its immersion in
rich, expressive harmonies conveys the creator’s
ironic view in the second part of “Capriccio”. The
vocal arioso intonation of the flute, given in the
rarefied texture of frozen consonant harmonies
and then atonal sounds, is perceived as a certain
standard image of the instrumental Arioso in
the third part, miraculously preserved in modern
times. The toccata vortex movement in the fourth
part connects its thematics with the constructive
searches in the reflection of modern machinery by
composers of the early 20th century. Thus, in Zhou
Tian's composition, sketches of the surrounding
reality are united by various forms of movement:
from impressionistic meditation in Part I, through
the Baroque perpetuum mobile in Part Il, a lyrical
monologue-confession in Part lll, and modelling the
movement of modern machinery in Part IV. At the

7. lbid.
8. Zhou Tian. Personal page. URL: https://zhoutianmusic.com/
about/ (date of access: 12.02.2023).
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same time, the combination of various allusions as a
compositional technique is aimed at the formation
of the musical content of the work.

Another way to portray the national style is
through instrumental theatre compositions. For
example, Sunday Concert — Music for Tea, a solo
concert for flute by Ma Yong. The flutist presents
a collection of popular solo works by Chinese
composers for flute, accompanied by commentary
from the performer and specially selected audiovisual
effects.

Spectacularity, virtuosity, and bright theatrical
effects distinguish the performances of modern
Chinese flutists: Chen Tingwei, Chen Sanging, Chen
Qiling. Chen Tingwei, one of the contemporary flute
players, won the first prize at the 47th Budapest
International Flute Competition in 2019. Recalling
the course of the competition, Chen Tingwei said
that just an hour before the start of the competition,
it was possible to find mutual understanding with
both the accompanist and the orchestra; however,
mastering the competition repertoire, ranging from
ancient music to modern pieces, was a serious
challenge for its participants. In his competition
repertoire, the musician included works by Chinese
composers, in particular, Xu Songren’s “Imagination
Competition” and Zheng Libin's characteristic work,
“You Command Jiafu”. After receiving the award at
the Budapest International Flute Competition, Chen
Tingwei returned to Taiwan for the first time and
devoted all his time to training musicians of the
Taipei Philharmonic Youth Orchestra. Chen Tingwei
has been a member of the orchestra since middle
school and believes that “...the orchestra allowed
us to gain necessary practical experience”®. Chen
Tingwei is currently preparing to participate in the
Geneva International Music Competition and the
Kobe International Flute Competition in Japan,
scheduled from August 26 to September 7, 2025.

Another famous flutist in China, Chen Sanqing,
began his studies at the Zurich Conservatory

9. Zhu, Xiumin. “Research on Flute Education Development at
the Shanghai Conservatory (1927-2007)". 2010. Shanghai:
Shanghai Conservatory Publishing House, p. 112.
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in Switzerland and continued at the Geneva
Conservatory. After returning to China, he has
been working at the Beijing Symphony Orchestra
and teaching at the China Conservatory and the
Central Conservatory. He and his sister, Chen
Qiling, organised the first Beijing International
Flute Competition in 2006. Four such international
competitions were held In 2018. They are very
important for young musicians, since the younger
generation can see new prospects in the performing
arts development™.

To summarise, we note the leading forms of
stylistic synthesis that are relevant for the flute
repertoire of modern Chinese composers of the
second half of the 20th — first quarter of the 21st
centuries:

— preservation of the musical intonation of
recognisable national tunes as a leading technique
for embodying a national image in music;

— inclusion of various Chinese flutes (the xiao, the
paixiao, the di, and others) in different ensembles
with Western European instruments and their use
as one of the timbres of the Western European
symphony orchestra;

— unification of characteristic features of
academic, national, and modern styles through the
synthesis of anhemitonics and atonality, multimedia
technologies, instrumental theatre with classical
form, artistic method of admiring the object, and
the technique of combining various allusions as
a method by which the work’s musical material is
formed.

The named forms of diffusion correspond to the
updated content of modern musical compositions
by Chinese musicians. They master the images of
virtual universes and unique earthly landscapes,
acoustic properties of silence and unusual forms of
dialogue between man and nature. Experiments with
updated artistic themes and images, differentiation
and mixing of various timbre, modal, and harmonic
palettes in music offer a wealth of resources for
contemporary musicians-performers looking to
explore fresh approaches to interpretation.

10. lbid. P. 114.
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CTWJ1b B TBOPYECTBE COBPEMEHHbIX
KWTANCKIX KOMMO3UTOPOB

AHHOMayus: lnasHeIM HanpaeieHUeM cmameu s6/5-
emca uccnedosaHue gedywjux popm cmusaegozo cuHmesa
8 meopuyecmae Kumatickux KOMno3umopog emopoli no-
n108UHbI XX — nepsoli yemeepmu XX eeka Ha npumepe
¢nelimogozo ucnosHumensckozo penepmyapa. Liess pa-
6omesl — paccMompeme yHKYUU HAYUOHA6HO20 CMUAA
8 npousgedeHUsX coBpeMeHHbIX KUmadlickux KoMno3umo-
pos, 4mobbl NOHAMb gedyujue meHOeHyUU CO8peMeHHO-
20 KOMNO3UMOPCKO20 MBOpYecmeaa 80CMOYHOA3UAMCKO20
peauoHa. s amozo npumMeHsemcs KOMniekcHblil, 2epme-
Hesmuuyeckuli, koMnapamueHsili N00xo0bl, Memod My-
3bIKO8ed4ecko20 aHanusa. B pesynemame uccnedosaHus
661U ycmaHosieHe! gedyujue hopmMbl CMusIe8o20 CUH-
me3da, npumeHsemMsle 8 mgopyecmeae Y YxsHbwro, [0 BoHb-
ysuHa, Yxy Wuxysa, Yxan YyaHe Xao, Yxoy JlyHa, AH
Huna, UlysH Yxaxa, Yxoy TaHa, Ma UoHea. Cpedu ma-
Ko8bix Haubosee akmyaabHeIMU 8UOSMCA credyrowjue:
coxpaHeHue My3blka/bHOU UHMOHAYUU y3HasaeMelx Ha-
YUOHA/IbHbIX HaNnegos 8 kadecmse sedyuwje2o npuema go-
niowjeHus HayUoHabHo20 06pa3a 8 Mysbike; 8KAHOHeHUe
pasHosudHocmeli kumadickol gaelimel cs0, naticsio, Ou
u Opyaux 8 pasnuyHble aHcambiu ¢ 3anadHoesponelicku-
MU UHCMpYyMeHmMamu u 8 mom 4ucse, 8 kadyecmae 00HO-
20 U3 membpos 3anadHoesponelickozo cUME@OHUYecKo2o
opkecmpa; 06veduHeHue xapakmepHsix NPU3HAKo8 aka-
OJeMuy4ecko20, HAYUOHA/IbHO20 U co8peMeHH020 cmusel,
nocpedcmeom cuHMe3a aH2eMUMoOHUKU U GMOHA/16HO-
cmu, Myemumedua mexHos02uli, UHCMpPYMeHManbHo-

C Hayanom pedopM 1 NPOBO3rALLEHNA NOAMN-
KM oTKpbITOCTM B 1978 rogy My3bikaHTbl Kutas
CTa/IM aKTMBHO OCBauBaTb 3anagHoOeBponenckoe nc-
KyCCTBO W, B LIeIOM, MUPOBYHO KyAbTypy, MPUBHOCA
eé xapakTepHble 371eMeHTbl B CO6CTBEHHOE 0bpa-
30BaHMe ¥ LUMBUIM3aLMIO. 3aKOHOMEPHO, YTO CO-
BpPEMeHHble TeHAEeHUNUW r1o6annsaLmm KOPeHHbIM
obpa3oM cTaBAT NpobaemMy coxpaHeHNs CBOErO UH-
AVBUAYaNbHO-CNeLMdUUECcKOoro, ayTeHTUYHOIO B
MY3bIKaJbHON 1 XyA0XXeCcTBeHHOW KyabType. CooT-

158

20 meampa ¢ ksaaccudeckoli popmod, xydoxecmeeHHo20
Memoda 10608aHUA 06BEKMOM U npuemda CoNpsKeHus
DPA3/UYHbIX aUII03Ul HG CMUb Kak hopMbl CMAaHoBIeHUs
My3bIKabHO20 co0epxaHus npouseedeHus. HazeaHHsie
dopmbl dupghysuu omeeyarom obHoseHHOMY codepxa-
HUK coBpeMeHHbIX My3bIKa/lbHbIX KOMNO3uyuli Kumatickux
asmopos. B Hux oceausaromcsi 06passi 8UPMYabHbIX 8ce-
JIEHHbIX U YHUKQA/IbHbIX 3eMHbIX 1aHOWagpmos, akycmudye-
ckue ceolicmea muiuHel U Heobbl4YHble hopMel duasoza
yesiogeka u npupodel. IkchepuMmeHmsi 8 obacmu 06-
HoBJ/IeHHbIX Xy0oxxecmeeHHbIX meM u 0bpasos, dugge-
peHyuayuu u cMeweHuUs pasHelx memMoposbix, 1a008bIx U
2apMOHUYEeCKUX naaump 8 My3elke darom 6ozamelli Ma-
mepuan 015 noucka Hogelx nymedl UCNOHUMEeNbCKOU
UHMepnpemMayuu cospemMeHHsIM My3blkaHMam-ucnoJ-
HUMenamM, Ymo 8 Haubosbwell cmeneHu npedcmassieHO
UHMepnpemayuaMu coepemeHHelx kumadickux gelimu-
cmos — YsHb TuHB3s, Y3He CaHbyuHa, YsHe LunuH. OHU
codyemarom HaAYUOHAAbHele Mpaduyuu ¢ cogpemeHHo-
CMbH — UHCMPYMEHMAIbH6IM MeampoM U NpUMeHeHU-
em Mynemumedua mexHosao2uli

Knrodessie cnoea: kumatickuli HQUUOHAALHbIU CMUJTb,
Xy0oxecmeeHHbIl Memod, npuembl KOMNO3UyuU, mpaduyu-
OHHOe U cospemMeHHOoe, membl U 06pasbl, UCNOAHUMENbCKAs
OdesmenbHocme, kumatickas gaelima, 3anadHoesponeli-
ckas aelima.

BETCTBEHHO, Pa3BUTNE YMEHNS OPUEHTUPOBATLCS
B Pa3/INYHbIX CTUAAX, 3HAHME UX BeAyLnX NPU3Ha-
KOB M MCMO/b30BaHWE 3TUX 3HaHWWA My3blKaHTamu
B KnuTtae 1, Wunpe — B MMPOBOM NMCNOAHUTENLCKOM
npakTuKe, B HacTosee BPeMs SBASETCA Noka3aTte-
NeM cepbé3Hor NpodeccroHaNbHON NOATOTOBKM U
aKTyasbHOW NpobiemMoin pa3BUTUA COBPEMEHHOIO
My3bIKaJIbHOrO UCKYCCTBA M 06pa30BaHMA B LIESOM.

OcMbicanBas NpoLecchl PasBUTUS COBPEMEHHO-
ro KOMMO3MTOPCKOro TBOpYecTBa, B 1979 roay poc-

cuncknin My3sbikoseg M.I. ApaHOBCKUiA BBEN TEPMUH
«CTUNEBON MAOpanm3m»’, 0603HauMB UM obunne
CTUNIEBbIX PACC/IOEHWI, CBOMCTBEHHOE Pa3BUTUIO Xy-
HJOXeCTBEHHOW KynbTypbl XX Beka. E.A. PyubeBckas,
nccneays CTUAb Kak CUCTeMY OTHOLLEHWIA?, paccMma-
TpvBaeT B My3bike XX BeKa JjBa NPOTUBOPEUMBLIX
HanpaB/ieHNs, BblpaXXeHHbIX TEHAEHLMAMN CTUAN-
CTMYECKOW MHOXECTBEHHOCTM M CTPeMIeHs K cbam-
XeHuto ctunen. Anddy3HOCTb CTUNEBBIX CPEACTB,
Habatogaemasn nccnesoBaTeNsiMn Ha PasHbIX YPOB-
HAX KOMMO3MLMM My3blKalbHbIX MPON3BEAEHUN, Xa-
pakTepm3yeT TBOPYECTBO COBPEMEHHbIX KUTANCKMX
KOMMO3UTOPOB A1 daerThl. BadkHbIMK 0cobeHHOo-
CTAMMW TBOPYECTBa OONbLUMHCTBA M3 HUX ABAAETCA:
1) He TONIbKO KOMMO3UTOPCKMI TafaHT, HO U BbICTY-
naeHus B kavyecTse GpAenNTUCTa; 2) OCMbICIEHME Ka-
TEropun HaLMOHaNbHOrO CTUAA W pa3Hble NPUeMbI
paboTbl C Hell B CBOUX COUMHEHUSIX.

Lienb faHHOM cTaTbl — paccMoTpeTb GYHKLMM
HaLMOHaNbHOrO CTUAA B MPON3BEAEHNAX COBpe-
MEHHbIX KUTaNCKUX KOMMO3UTOPOB, YTODObI MOHATb
BejyLUVe TeHAEeHL NN COBPEMEHHOrO KOMMO3UTOpP-
CKOro TBOpYeCcTBa BOCTOUYHOA3MATCKOro PernoHa.

TpaamLumm BOCCO34aHUA NPUMET HaLNOHaNIbHO-
ro CTUAA Kak Mapkepa WHOW XyAOXXeCTBEHHOW KyNb-
Typbl 661 NpesCTaB/ieHbl B TBOPYECTBE MHOTMX
KOMMNO3UTOPOB. TakoBbl COUMHEHUA «TpU CTUXOT-
BOPEHWS 13 AMOHCKOW NMPUKK A1 COMPAHO U Ka-
MepHOro opKkecTpa» u «YeTbipe pyccKuX NecHN ans
MeLLo-conpaHo, dneliTbl, apdbl 1 rntapbl» W. Ctpa-
BMHCKOro, counHeHns M. Pasensa «Magarackapckue
necHW» Aas conpaHo, GaenTsl, BUONOHUENN U dop-
TenuaHo Ha cnosa 3. [NapHu; nponsBegeHna 3. Bun-
na-Nloboca «bpasunnbckan baxmaHa» N2 5 ansa ronoca
(dnenTbl) M aHcamb1A BUONOHYenen u . CapacaTe
«Ubiranckune», «lloTnaHackne Hanesbl», «PyMbIH-
ckas Menogmsa», «Pycckune necHm».

B 60/1bLUNHCTBE MUHMATIOP HaLMOHaNbHbIE Xy-
[0>XXeCTBeHHble 0H6pa3bl CTAaHOBATCA TEM MYCKOBbIM
MeXaHW3MOM, KOTOpPbIV aKTyannsmpyeT BoCcO3ga-
HWe B My3blke NMPUMET HaLMOHaNbHOro cTuas. Tak
B UMkAe «Tpu NeCHN 13 AMNOHCKOW ANPUKN» TONY-
KOM Ans BoobpaxeHus CTpaBMHCKOro cTanu obpa-
3bl Npupogbl 1. benble uetbl — Akaxuto (Akahito),
2. BecHa npuwna — Macauymu (Mazatsumi), 3. Yto
3710 benoe Bpann? — Llapatoku (Tsaraiuki). B unkne

1. ApanoBckuint M.I. CumdoHnyeckme nckanus. Mpobaema xaH-
pa cumdoHuK B coBeTckol My3bike 1960-1975 rogos. Viccne-
fosatenbckue oyvepku. J1.: Cos. Komnosutop, 1979. C. 154.

2. Pyubesckas E.C. CTunib Kak cuctemMa oTHoLleHn / E.A. Pyub-
eBckas // Pabotbl pa3Hbix neT. Ctatbu. 3ameTkn. BocnomMmHa-
HusA. CN6.: Komnoswntop, 2011. T. 1. C. 62 — 63. (C. 57 - 66).

«YeTblpe pycckune NecHU...» OCHOBOW MOCAYXNAN
obpasbl pycckumx ckazok: 1. CeneseHb, 2. CeKTaHT-
ckas, 3. Tycn-nebeaw, 4. Tunamn-6om. Mi3HavanbHO
HanucaHHble A4 roaoca Uan CKPUMKM MHorve nepe-
YMCNEeHHble NPON3BEAEHNSA HEe MEHEee Bblpa3nTeNb-
HO 3ByYaT BO GperTOBOM TpaHckpunumm. Hanbonee
BaXHbIM B MHTeprpeTaLmm HaLMOHaNbHOrO CTUAS
AN KOMMNO3UTOpPa ABUIOCh ero npejcraBiaeHne o
My3blKe TOFO WAN MHOFO HapoZaa, Torga Kak B UH-
Teprnpetauumn UCNOAHUTENSA BaXHbIM CTAHOBUTCA
€ro onbIT 1 cyxoBas NamaTb. [NocnegHWe No3BOAAT
MY3bIKaHTy BOCMPOU3BECTU «MHTOHALIMOHHbIE KOM-
NAeKCbl, yKOPEHMBLUMECA B My3blKe AaHHOW Hauuu
... MPOTAXKEHMN MHOFOBEKOBOW UCTOPUW Pa3BUTUS,
3aKkpennsas B KayecTse ..."agpa” MHTOHaUWUW Haw-
60s1ee TMNWYHbIE, NOKa3aTesbHble»3, TakuMm obpa-
30M, My3blKa/ibHast MHTOHALMA U XYAOXKECTBEHHbIV
o6pa3 HepeAKO CTaHOBATCA B My3blke GaeiTOBO-
ro peneptyapa 06006LEeHHbIM Bblpa3uTenemM Halm-
OHaNbHOTO CTUAA.

VIMEHHO Tak MPONCXOANT B COYMHEHMA COBpe-
MeHHbIX KMTakCKUX KOMMO3UTOPOB. B nbece kutaii-
CKOro komno3sutopa XyaH Xyaa «ConHue CBeTUT Ha
TaHb-LLlaHb» NONOXeEH y3HaBaeMblii MOTUB CUHb-
L35IHCKOW HapoAHOW Menoammn. ObLuias MHTOHaLM-
OHHas OCHOBa 3TOro MOTMBa 0bbeANHAET pa3BuTHE
BapuaLoHHol popmbl. B o6paboTke CuHan Mao n
Ma baosvH npeAcTaBaeHa NONyAspHas LWaHbAyH-
cKas KonblbenbHas, co3jatoLias HaLMOoHaNbHbIN KO-
nopuT nbecol «MypnypHas bambykoBas dnenta».

[Apyras dopma cTMNeBOro cMHTe3a NpescTaBieHa
B TBOPYECTBE U3BECTHOMO KUTANCKOro dpaentucta u
komnosuTtopa Y YxxaHbro. OH cneunanmsmposancs
Ha M3y4YeHUN COBPEMEHHON 1N 6apoyHol GAenThbl
B AMCTepAaMcKkol KoHcepBaTopuu. B cBoem TBOp-
yecTBe OH coueTaeT 3anajgHoeBponenckyro dnen-
Ty ¥ Pa3HOBUAHOCTM HaUMOHaNbHON GAenTsl €0,
nancso, avn u apyrve. Celuac — OH NPUraWEHHbIN
COJIUCT HECKOJ/IbKUX EBPOMENCKMUX U a3MaTCKMX aH-
cambnein cTapuHHOU My3blkn. OfHOBPEMEHHO Y
Y>KIHDBIO NPUHUMAET yyacTe B UCMOJHEHUN KOH-
LEPTOB 31EKTPOHHOW MY3bIKM 1 MHOTUX GecTmBa-
NAX COBPEMEHHOWN MY3bIKU.

Y YxaHblo ABASETCS aBTOPOM Cepun GaeiToBbIX
KoHUepToB «OAMHOYHOE Woy». Llenbto aTon Kom-
no3uumm 66110 Co3AaHne HacToALWEero NpeAcTas-
NeHVA NPy NOMOLLM TONbKO OAHOrO MHCTPYMEHTa
— dnentbl. cnonb3ys pasHble GaeliTbl, pasanyHble
CLieHnYecKme 1 3ByKoBble 3QdeKTbl KOMMNO3UTOP No-

3. KasaHuea J1.M. OcHOBbI TEOPUU My3bIKaNbHOrO CogepKa-
Hua. ActpaxaHb: ®aken, ActpaxaHbrasnpom, 2001. C. 91.
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Ka3blBaeT aKyCTNYECKyHO 3BOJIIOLMIO GAeiThI C fpeB-
HUX BPEMEH A0 Halux AHel. MNepBbili KOHUEPT U3
cepumn «OaMHOYHOE LWOoY» cocToAncs B AMCTepaa-
me B 2012 rogy 1 NOAYYMA LLIMPOKYHO N3BECTHOCTD.
3atem KOHuepTbl npownun B My3see Ban [ora B Hu-
AepnaHgax, B LLlaHxae, counHeHwne bbi1o nokasa-
HO Ha Talb3nckoM MexayHapoaHOM decTuBane
COBPEMEHHOW My3bIKN 4,

HaLunoHanbHbIN CTUAb B COBPEMEHHOM dieiTo-
BOI My3blKe 3a4acTyto peasn3yeTcs Npy NOMOLLK
HeobbIUHbIX MeMbpo8bIX coyemaHul, 3ane4atTieH-
HbIX Pa3JINYHbIMM PA3HOBUAHOCTAMM KUTANCKOM
bnenTbl, BNMCaHHbIMU B HEODbIYHbIE TEMOPOBBIE CO-
yeTaHWA ¢ UHCMPYMeHMamu cospemMeHH020 3anaoHo-
esponelickoeo cuMgoHuU4ecko20 opkecmpad. TakoBbl
npousseaeHus KoHuepTsl Ans 6ambykoBon GpaenTbl
«[Meyanb B MyCTbIHHBIX Fropax» U «J/lecHol noxap»
o BaHbuU3WHa. B counHenun «/lBeHaguatb BONpPoO-
coB» Yxy LLunxys kuTalickas dpaelita npeactaBieHa
LWeCTbH HaUMOHAaNbHbIMU Pa3HOBUAHOCTAMMU — CAO,
namncso, An, M3HbAN, LUONAN, BaHAW, 3anedaTieBas
YHVKanbHble GOPMbI Ananora B My3biKe.

Ewe oaHOM GOPMOI CTUNEBOTO CUHTE3A ABSETCA
coyeTaHue akademuyeckozo U cogpemMeHHo020 Cmu-
/15 B Npou3BeAeHUaxX ansa daentol. «ecats Axyn
[xxy» («Ten Jue Ju») Y YxaHDBIO — 3TO COBpeMeH-
HbIA My3bIKaAbHbIN MPOEKT, HAaNMCaHHbIN Ana daen-
TbI-COI0, COYETAOLUMI TPAANLIMOHHYHO KNTaCKYHO
Ky/NbTYpY C 3aMafHOM K1accMueckor My3bikoi. [Jo-
CNIOBHbI NepeBO/ Ha3BaHWA NPON3BEAEHNA — «je-
CATb NPEeKpPaCcHbIX CTUXOB». Y YK3HBIO npuraacmn
KOMMO3MTOPOB Pa3HbIX HALMOHaNbHOCTEN U Ky/b-
Typ, BKAtovas TanBaHb, FoHKOHT, Kutan, Huaep-
NaHabl 1 NTanuwo ana co3gaHus 310l My3blKanbHOM
no3Mmbl. B Heli coueTatoTcs coBpeMeHHas My3blka v
APpeBHeKuUTarckas noasmns gnHactim TaH. MNpow3see-
AeHne 0bbesuHAET 3ByUaHNe KNacCuUeckmx HCTPY-
MEHTOB W MPUMEHeHWEe MyNbTUMEAMa TEXHOIOTUIA®.

B coumHeHmm YxaH YyaHb Xao ansa Gneitol 1 cak-
codoHa 1 ronoca «MocT, BeayLinii Baanb» («Bridge
to Faraway»), HanncaHHom B 2018 roay knaccmue-
cKkas Tpex4vacTHas popma BkAtoUaeT B cebs coBpe-
MeHHble CpeACTBa Bblpa3nTesbHOCTU. K TaKOBbIM
oTHeceM cBobogHbIV TeMn (aBTOpCcKas peMapka ad
libitum), MynbTUHOHNKM, COBPEMEHHbIE NMPUEMDbI
MCNONHEHUA: BKJILOUEHMWE roNoca OAHOBPEMEHHO C

4. UunHb CuHb CnHxal. Pa3mbiluneHns nocne cpaBHeHWs — pas-
MbILLIEHMA O COCTOAHUM 0ByyeHus pnelite // XKypHan KOH-
cepBatopum My3bikun. 2007. N2 1. C. 17.

5. U3uHb A BaHb. MeTogunKa My3blkasbHOro 06pa3oBaHus, Ho-
BbI KypC B HayasbHOW wWwKone. MekuH: HapoaHas my3bika,
2003. C. 115.
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Urpor Menoamu Ha dneliTe, yaapbl NO MHCTPYMEHTY.
AKTyaNbHbIM B COUMHEHWUW CTaHOBUTCSH 0bpa3s TULLK-
Hbl, OCBavBaeMbI B NPOM3BEAEHMNAX 3anaZHOEBPO-
nemnckmx KoMno3suntopos XX Beka — B «4'33» 1 «4'33
Ne 2» . Kerigxa, B cuMdoHmm «Cabiwwy ...YMOAK-
no» C. lybangynnHow, «Lux aeterna» A. KHandens,
BOKa/IbHOM Uuke «Tuxme necHu» B. CnunbBecTpo-
Ba, KaZeHUMAX B YeTBEPTOM CKPUMUYHOM KOHLEpP-
Te A. LUHuTKe. [103THKa TULLMHBI B My3blke Y>aH
YyaHb Xao cBs3aHa C CUMBOJIMKON MOCTa B Tpaam-
LMOHHOW KNTANCKON KyAbType, OCYLLECTBASIOWErO
CBA3b MEXZAY MMpPaMu — peasbHbIM U UppeanbHbIM,
NOTYCTOPOHHMUM.

B 6a13KOM CTUAIMCTMYECKOM KAKOYe peLleHo Mpo-
nssegeHue Yxoy JlyHa® «Fnybokoe mope». «[lle-
pPeKnHyTb MOCT uepes raybokoe, rnybokoe mope»
— TaK 3aKaH4YMBaeTCA aHIIMNCKNI NepeBos CTU-
xoTBOpeHua «TpyaHas fJopora» KUTaCcKoro noata
anoxu TaH JIn bo (701-762 rr. H.3.). Y>xoy JIyH nc-
No/Ib30Baj 3aKAOUMTE/IbHbIE CIOBA 3TOTO CTUXOT-
BOpPEHMA B KauecTBe Ha3BaHWA NPON3BEAEHNS, B
KOTOPOM UCCNesyeTCs Bbi3biBatoLas BOCMOMUHA-
HUA MeTadopa MOPCKOro NyTELECTBUA B TPYAHbIX
obcrtosaTenbctBax. [pu 3ToM oH BepeT B KavecTBe
TeMbl HaZeX bl Ha TO, UTO PacCTOSHNE MOXET ObITb
npeogoneHo. MNMpounsseseHme Yxoy JlyHa «nyb6o-
KOe Mope», MO CYLEeCTBY ABAAETCA TPaHCKpUNLmeWn
ero 6onee paHHero counHeHus «FpuH» (“Green”)
(1984) ans 6ambykoBon GAenTbl Av 1 Nmna (KUTam-
cKOU NtoTHM). MNapTutypa TakxKe BKAOYAET anbTo-
Byto Gnenty n Gnenty nukkono, nmtaepsl, apdy u
CTPYHHble. AkycTuyeckas obpaboTtka 3ByKOBOro Ma-
Tepuana «nybokoro Mops» B UMMNPECCUOHUCTCKOM
ctune Yxoy JSlyHOM, MHOrOUNCAEHHbIE MOTUBHbIE
B3aMMOZAENCTBMA MEXAY NapTUSMU GAEeNTbl N aH-
cambieM, OTKPbIBAET TOHKWUA, MHOTOTPaHHbIA MUP
B3aMMOOTHOLUEHWI YesioBeKa U NPUPOAbI, MO COo-
BaM Kommno3uTopa’.

CoueTaHune akaZieMn4eckoro, HauMoHaAbHOro 1
COBPEMEHHOIO CTUAS XapaKTepPHO A BOMJIOLLEHNS
YHUKaNbHbIX NMPUPOAHBIX NaHALadTOB, Kak 3TO Mpo-
NCXOANT B COUMHEeHUU AH LnHa «[lycTbiHa». Tpagun-
LWOHHOE Ha4yano BOMJIOLWAT HaneBbl KUTAUCKMX
HapOAHbIX NeceH C NPUMeEHEHNEM TPAANLIMOHHOIO
naga HOn. B 1o Xe BpeMs HapoaHble Menoaum, 0b-
NayeHHble B YBEJIMUEHHbIE, YMEHbLUEHHbIE CO3BY-

6. Zhou Long. URL: https://global.oup.com/academic/
category/arts-and-humanities/sheet-music/composers/
zhoulong/?cc=ru8lang=en& (accessed: 04.03.2025).

7.  Ibid.

UM, AUCCOHAHChI CO34at0T HEODbIUHBI 3BYKOBOW
aHTypax obpasa nyCcTbiHW B My3blKe.

HauunoHanbHbI CTUAb B COUYETaHWUM C COBPEMEH-
HbIMW MY3bIKaAbHbIMW CPEACTBAMU TOJKYETCA KU-
TalCKMMM KOMMO3UTOpaMn nepeor vetseptn XXI
BeKa B kayecTBe xydoxecmeeHH020 Memood onu-
CaHWA OOBEKTOB AENCTBUTENbHOCTU. JTaf0BbIA CUH-
Te3 aTOHa/bHOCTWN M @HTEeMUTOHUKM (MeHTaTOHWUKMN)
XapaKTepu3lyeT HOBbIV acnekT CTUaeBon andoy-
3uUn B KaMepHOM aHcambine LysH YxkaHa «Kacmu-
HOBbIN LLBETOK» AN GpNeiTbl, ABYX CaKCOPOHOB U
bopTenunaHo. cteTmka Nto6OBaHNA 06BEKTOM Kak
XYZOXECTBEHHbI METO/ COXPaHAETCA B Ay3Te Ans
dnentol n poptenunaHo «Mpucbi» Yxoy TaHsas. Vm-
npeccmoHncTnyeckas Basb GakTypbl, POHN3M rap-
MOHMM OTMEYaEeT XMBOMMUCaHWe obpa3a LIBETOB Kak
My3bIKaJlbHOM KapTuHbI B | yactn «pucbl». Ckep-
LLO3HOCTb MNOAYEPKHYTasa MOTOPHbIM ABUXEHNEM B
napTuu GAenTbl N ee NOrpy>KEHUEM B MpPsiHbIe, 3KC-
MpeccvBHble FAPMOHMW NepPeAaeT MPOHUYHbIN B3rss,
aBTopa BO Il vactn «Kanpunuyumno». BokanbHasa apu-
03Has MHTOHaLMsA GaeiThl, JaHHas B pa3pexXeHHOn
dbakType 3acTbIBLUMX KOHCOHMPYHOLLMX CO3BYYMI, @
3aTeM aTOHaJ/IbHbIX 3ByYaHWA BOCMPUHUMAETCA Kak
Hekuli 06pa3-3TaNoH MHCTPYMeHTanbHOro Apnoso
B Il yacTn, YyaOM COXpPaHMBLUMACA B COBPEMEH-
HOoCTW. TOKKaTHOe BuXpeBoe ABuxeHue B |V vactu
CBA3bIBAET €€ TEMaTU3M C KOHCTPYKTMBHbIMU MO-
MCKaMKn B OTPaXKeHUN COBPEMEHHON MaLUMHepUn
KoMno3uTopamu Hadasna XX Beka. Takum obpazowm,
3apMCOBKM OKpY>KatoLLleh peanbHOCTN OObeAUHEHDI
B COUMHEHUN Yoy TaHA pa3nnyHbiMu dopmMamu
ABVIXKEHWNSA: OT UMMNPECCUMOHNCTUYECKOW MeanTaLmMm
B | yacTtn, yepes BapouHsblin perpetum mobile so
yacTu, IMpUYECKNin MoHoor-ucrnoeeap B Il yactm
N MOZENMPOBAHNEM [ BUXKXEHWNA COBPEMEHHOMN Ma-
wuHepuu B IV yactn. OgHOBpPEMEHHO conpsaxeHue
PpasnuyHelx aairo3ull Ha CTUAb Kak NpuemM KOMMo3u-
TOPCKOWM TEXHWKM HanpaBJ/ieH Ha CTaHOBAEHWE MYy-
3bIKaJIbHOrO COoAep>XaHnA MPoun3BedeHus.

Ewé oaHOM dopmon penpeseHTauMm Hauno-
Ha/JIbHOrO CTUAA CTaHOBUTCSA COUMHEHMA B 06aacTy
UHCMpyMeHmaabHo20 meampa. Takos «Bockpec-
HbIA KOHLLepPT — My3blka 418 Yas» («Sunday Concert
— Music For Tea») — cOnbHbIV KOHLEPT ans Gaein-
Tbl Ma VloHra. ®neifTucT npeacTaBaseT KOANEKLMIO
NONYAAPHbIX CObHbBIX MPOU3BEAEHNI KUTANCKMX
KOMMO3UTOPOB ANt GpAenTbl, COMPOBOXAAOLLMNX-

8. Zhou Tian. Personal page. URL: https://zhoutianmusic.com/
about/ (accessed: 12.02.2023).

CSl KOMMEHTaPUAMU UCMONHUTENN U ChelnanbHO
noAo6paHHbIMKN ayanoBM3yanbHbIMU 3P dekTamm.
3penunLHoOCTb, BUPTYO3HOCTb M ipKUeE TeaTpab-
Hble 3¢ deKTbl OTANYAIOT BbICTYMNNEHNUS COBPEMEH-
HbIX KUTAUCKUX GpAeNnTUCTOB — Y3aHb TUHB3A, Y3Hb
CaHbumHa, YaHb UnanH. YsHb TMHB3W — 04MH 13
COBPEMEHHbIX UCMOAHUTENEW Ha daeiTe BbIUrpa
nepBbI Npu3 47-ro byganewTckoro MexxayHaposa-
HOro KoHKypca dpneritoBon My3biku B 2019 rogy.
BcnomMuHas xod KoHKypca, YaHb TUHB3WM ckasan, uTo
BCEro 3a Yac A0 Hayajna KOHKypca MOXHO HalTu
B3aMMOMOHMMaHMe, Kak C akkOMMNaHMaTopom, Tak
1 C OPKECTPOM, HO OCBOEHME KOHKYPCHOTO pernep-
Tyapa KOHKypCa, HaunHas OT CTapUHHON My3biKK
M 3aKaH4MBas COBPEMEHHbIMWU NPOU3BEAEHMAMMY,
npeacTaBaseT cCObON cepbe3Hyto Npobiemy Ans ero
yyacTHUKOB. CaM My3bIKaHT BKJIHOUYM/ B CBOW KOH-
KYPCHBbIV penepTtyap Npov3BeAeHNs KUTalCKNX KOM-
MO3UTOPOB, B YacTHOCTM, «KOHKYypC BOOBpaxeHNs»
Croli CyHX3Hs U XapaKTepHOe COUMHeHMe YxKaH Jln-
6uHb «Bbl KOMaHAyeTe Lizady». NMocne nonyyeHms
Harpagbl bysanewTckoro MexzayHapogHOro KOH-
Kypca GaenToBOon My3bikv YaHb TVHBIN BRepBble
BepHy/ca B TaiBaHb 1 MOCBATUA BCE CBOE BPeMs
06yuUeHUto My3blkaHTOB Talib3nckoro GuaapMoHu-
YeCcKOro MOJIOAEXHOTO opKecTpa. YaHb TUHB3W Obi
U/IeHOM OpKecTpa CO CPpeAHEeNn LWKO/bl U CUMTAET,
YTO: «...0pPKECTP MO3BOANA HaM MOJAYUNTb HEODXO-
AUMBIA NpakTUYecknin onbiT»°. Cetyac YaHb TUHB3M
rOTOBUTCA K y4acTuio B XKEHEBCKOM MeXAyHapos-
HOM MYy3blKaJbHOM KOHKypce 1 MexayHapoaHOM
KOHKypce ¢pnenTbl M. Kobe B iNOoHUK, 3aniaHmn-
poBaHHOM C 26 aBrycrta no 7 ceHtabpa 2025 roaa.
Elwé oamH nsBectHbi B Kutae dpaentmuct YsHb
CaHbLUWH Hayan cBoe 0byuyeHue B Liroprxckol KOH-
cepBaTtopuu B LLiBeruapun n npogonkun obyyeHve
B XKeHeBcKoO KoHcepBaTopuu. [ocne Bo3BpaLLeHNs
B Kutain oH pabotaet B [NekMHCKOM cuMbOHUYe-
CKOM OpKecTpe v npenogaet B Knutaickon KoHcep-
BaTopun 1 LleHTpanbHoW koHcepBaTopun. OH co
cBoeli cectport YsHb Lmamn B 2006 rogy opraHmso-
Ba/IM NepBbIv NEeKNHCKNN MeXAyHapOAHbIA KOHKYPC
dnevitol. B 2018 rogy 66110 NpOBEAEHO YXKe YeTbl-
pe Taknx MeXXAyHapOoAHbIX KOHKypca. OHN o4veHb
BaXHbl 4151 IOHbIX MYy3blKaHTOB, Tak Kak MOJ0A0€e
MOKOJ/IEHNE MOXET YBUAETb HOBblE NMEPCNEKTUBLI B
pa3BUTUM UCMOJNHUTENBCKOTO MCKyccTBa 'O,

9.  Yxy CioMUHb. ViccnepoBaHms No pasBuTUio obpasoBaHms
¢dnentbl B LLlanxalickon koHcepBaTopuwn (1927-2007). LWaH-
xal: usgatenbcteo LLaHxanckon koHcepsaTopuu, 2010. C.
112.

10. Ibid. P. 114.
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Ob606Las oTMeTMM BegyLume GOpMbl CTUAEBOTO
CUHTe3a, akTyasbHble ANA GAelTOBOro peneprya-
pa COBPEeMEHHbIX KUTAaNCKUX KOMMO3UTOPOB BTO-
poW nonoBuHbl XX — nepsoit yetBeptn XXI Beka:

- COXpaHeHWe My3blKaJbHOM WHTOHaLWW Y3Ha-
BaeMbIX HaLlMOHaAbHbIX HarMeBOB B Ka4yecTBe BeAy-
Lero npremMa BOMIoLWeHNs HaLMoHaibHoro obpasa
B MY3bIKe;

- BK/IKOYEHWe Pa3HOBUAHOCTEN KUTanckon paen-
Tbl CA0, MANCAO, AW N APYTMX B Pa3NNYHble aHCaMb-
AW C 3anafHOEBPONeNCcKMMN MHCTPYMEHTaMN U B
TOM 4KC/le, B KayecTBe OAHOro u3 TeMbpoB 3anag-
HOeBpOMnenckoro cMMGOHNYECKOro OPKecTpa;

- 0bbefMHeHne xapakTepHbIX MPU3HAKOB aKa-
AEeMNYeCcKoro, HaLUMOHaNbHOrO N COBPEMEHHOro
CTUNERN, NOCPEACTBOM CMHTE3a aHTeMUTOHUKN U
aTOHaNbHOCTU, My/IbTUMEANA TEXHONIOTUW, MHCTPY-
MeHTa/bHOro TeaTpa ¢ kiaccmyeckon GopMon, Xy-

JOXEeCTBEHHOro MeToZa NtoHboBaHMA 0H6BEKTOM U
npvemMa ConpsXXeHWs PasavYHbIX alko31iA Ha CTWIIb
Kak GOpPMbl CTaHOBJ/IEHWA MY3blKaJbHOMO COZLepiKa-
HUS NPOU3BEAEHMUS.

Ha3BaHHble popmbl gnddy3nn oTBeyaroT 06-
HOBJ/IEHHOMY COJZepP>XaHWUIO COBPEMEHHbIX MY3bl-
KaJbHbIX KOMMO3ULIMIA KUTAaNCKMX aBTOPOB. B HmX
OCBavBaroTCa 06pa3bl BUPTYasbHbIX BCEJIEHHbIX U
YHUKaNbHbIX 3€MHbIX NaHAWwadTOB, akycTuyeckme
CBOWCTBA TULLNHbI U HEObbIYHbIE GOPMbI Ananora
yenoBeka M NPUPOAbl. DKCNEPUMEHTbI B 0baactu
OBHOB/IEHHbIX XY,0XXECTBEHHbIX TeM 1 06pa3oB.,
anddepeHUMaLMM U CMeLLeHUs pa3HbiX TeMBpo-
BbIX, 1aZ0BbIX N FAPMOHNYECKUX NaaNTP B My3blKe
JaroT boraTbli MaTepran AN NomMcka HOBbIX NyTel
NCMONHUTENbCKOW MHTepNpeTaL MM COBPEMEHHbIM
MYy3blKaHTaM-NUCNOAHUTENAM.
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