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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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MockBa, Poccus

CZTOXEHWE XUBOTMNCN «COUNATTMCTUYECKOTO
PEAJINIMA»: ANCKYCCUI BOKPYT MPUHLUWIMOB
COBETCKOIO NCKYCCTBA 1920 - 1930-X TO40B

AnHomayus: B daHHol cmamee asmopom paccmampu-
eaemcs npobaema popmuposaHus udeliHo-xydoxecmeeH-
HbIX NPO2PaMM XUsonucu «coypeanusma» e nepuod 1920
— 1930-x 20008 u dokassisaemcs, Ymo xydoxecmeeHHole
HanpaegsieHUs C08eMcko20 asaHeapda U3Ha4a/eHo 803pac-
manu Ha noyse pesosIrOYUOHHOU udeosoeuu u unocogpuu
HU2U/AU3Ma, aKmusHO omeepzarowjeli 8Cto meicsdesnem-
HI00 MpaduyuoHHYH pyccKyro U esponelicKyro XpucmuaH-
CKYHO Ky/lbmypy U UCKYCcCMB0, KAk 8pax0ebHyr u YyxoOyro
udeos102uUU COBEMCKO20 KOMMYHU3MA. 5mMa npeemMcmeeH-
HOCMb He 02paHu4u8aemcs Ullb pesosItoyUOHHbIM Me-
modom u MemodosioeudeckUMu hooxo0amu, a seasaemcs,

MouTn cpasy nocne nobeabl OKTABPLCKON PeBo-
noumm 1917 roaa, B nepuog ¢ 15 no 20 ceHTabps
1918 rosa B Mockse 6bia co3BaHa NepBas Bce-
poccuinckas koHdepeHumns MponeTkyabTa, Ha KO-
TOPOW BblN NPUHAT YCTaB OpraHn3aLmnmn 1 co3gaHbl
OTAeNbl: TeaTpabHbIM, IUTEPATYPHbIN, n3gatenb-
CKUIN, BUBANOTEYUHDIN, LUKOAbHbINY, KAYOHbI, My3bl-
Ka/lbHO-BOKaJIbHbIN, OPraHN3aLMOHHbIN, HayYHbIN
N XO35MCTBEHHBbIN. Llenbto opraHunsauunm obbasas-
NOCb pPa3BUTUE NPONETAPCKOM KyAbTypbl, KOTOpPOE
6yaeT ocyLlecTBAATLCA yCUAMAMU pabounx, noa-
JINHHbIX HOCKTE/IEN U Bblpa3uTenel NpoaeTapckon
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npexde scezo, oHmMosoau4eckol (cyuyHocmuod). Imom
npuopumemHsili Memod, codepxasuwiuli 8 cebe azpec-
CUBHble pesosIoYUOHHbIE Yepmbl 8 paHHeM CO8emckoM
asaHzapde, no30Hee b6bla1 «CMsA24YeH» onopoll Ha mMpadu-
yuu pycckozo peasauzma emopoli nososuHel XIX cmose-
mus (nepedsuxxHU4Yecmaa) u cmasi MeHee azpeccuseH 8
Kugonucu coypeanusmad.

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

nageonorun. A. borgaHoB B cBoeit paboTe «O npose-
TapCKOW Ky/bType» yTBEPKAa, UTo 3aZayamm Ho-
BOW KyNbTypbl, ABASETC GOPMUPOBAHME «...HOBOFO
Ye/I0BEYECKOrO TUMNa, CTPONHO-LENOCTHOTO, CBO-
604HOro OT NPEXHEeN Yy30CTH, MOPOXKAEHHOWN APO-
6neHnem yenoBeka B cneumanmsaumnm, cBoboAHOro
OT UHANBUAYaNbHOW 3aMKHYTOCTW BOAW 1 YyBCTBA,
NOPOXAEHHON 3KOHOMUYECKOMN Pa3pPO3HEHHOCTHHO
1 6opbboii»". ITa TeMa, MO CyTU, ABAANACH YaCTHbIM
OTBETBJIEHVEM BOMpPOCa O «HOBOW MPOJIETAPCKON

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

KynbType» BOObLLE U O HEOBXOAMMOCTMN «NepPeBOC-
MUTaHNA Macc» MO HOBOMY KOMMYHUCTNYECKOMY 06-
pa3suy, a rnaBHOe, O Poan HO/bLLEBNKOB, MPUYEM
1 Kak napTuiHbIX GYHKLUNOHEPOB, N NpeAcTaBUTe-
Neli peBOFOLMOHHOIO UCKYCCTBa, B PYKOBOACTBE
BCEM 3TUM npoueccomM?. MNo3unuymsa JibBa TpoLKOro
Mo BOMNPOCY NOJUTUKN NAPTUMN B OTHOLLEHUUN KYNb-
Typbl 1 UCKyccTBa Oblia BbiCKa3aHa B Lie/IoM paje
pa3nnyHbix paboT, NnepBOHaYaAbHO BbIXOAMBLLMX
KakK cepus oyepkoB B rasete «[1paBga», a no3gHee
ony6/IMKOBaHHbIX B CreLmasbHON paboTe «Bonpocsl
6biTa»3. Tak J1.[. TpOLKWIA, B 4YaCTHOCTK, OTMeYan,
UTO «KOMMYHUCTUYECKas NapTms celyac OCHOB-
HOW pblyar BCAKOrO CO3HaTENbHOrO JBUXEHWS Brie-
pea. <...> MNMoantuka rnbka, a 6bIT HENOABUXKEH W
ynpam. <...> Hu xyaoxecTBeHHas autepatypa, Hu
Aaxe nybanMLMCTMKa UX He OTpaxkaroT. <...> A ana
HOBbIX XyAOXECTBEHHbIX LUKOJ, MbITAOLWMNXCA UATU
B HOTY C peBo/toLmel, HbIT BOObLLE He CyLLecTByeT.
OHwW, BUANTE NN, COBMParOTCs CO3nAaTh XXMN3Hb, a He
n3obpaxkatb ee. Ho U3 nanbLia HOBbLIV ObIT HeNb3s
BblCOCaTb. Er0 MOXHO CTPOUTb 13 31€MEHTOB, UMe-
FOLLIMXCA HAIMLLO M CNOCOBHBIX K pa3BuTumto. [103T0-
My Mpexze YeM CTPOUTb, HYXXHO 3HaTb, UTO €CTb»*.
3aecb cTouT 06paTUTL NPUCTabHOE BHUMaHME Ha
npuHuMnmanbHyto nosunuuto J1.A. Tpoukoro B OTHO-
LUIeHVW MPONETAPCKOro UCKYCCTBA: XYAOXHMK 0bs3aH
OMUCbIBATb XM3Hb TakK, «Kak OHa eCTb», U NPU 3TOM
oXWNaaTb PYKOBOAALLMX Y HaMpaBASHOLLMX YKa3aHW
oT naptum BKI (6). Camoe «iyyliee», 4To napTma
1 NpoaeTapuar AOKHbI OXNAATh OT UCKYCCTBA, MO
MHeHuto Tpoukoro, 3T0 NpodeccnoHanbHblie Cor3bl
feaTenen NckyccTs, NPOM3BeaeHNa KuHemaTorpada,
a TakXKe HOBble pUTyasbHble (KBa3UPENUTNO3HbIE)
0bpAaabl, pa3vyHble BapuaHTbl KOTOPbIX NPesCTaB-
NseT «bblTOBas TeaTpasbHOCTb» U HOBas «0bpsaa-
HocTb». OCOBYH0 BaXHOCTb, MO MHEHMIO TPOLKOTO,
MOTYT UrpaTb «HOBble NMOXOPOHHbIe 06pPAAbI», rae
OPKEeCTpP BbIMNONHAET POJ/ib COHO3HMKA HOBOW KOM-
MYHUCTUYecKOl BaacTn®. Tak, B pasgene «CemMbs 1
06pAAHOCTb» M3 KHUIN «[pobaembl KynbTypbl. Kynb-
Typa NepexoHoro neproa» NpsMo ykasblBaeTCs:
«Pabouee rocysapcTBoO y>xe UMeeT CBOM Npa3AHu-
KW, CBOW NMPOLLECCUN, CBOW CMOTPbI U Napagbl, CBOM
CUMBOJIMYECKME 3PENnLLA, CBOKO HOBYHO rocyaap-
CTBEHHYHO TeaTpasbHOCTb... TeOpeTMUECKMEe AOBOAbI
[eVCTBYIOT TOIbKO Ha YM. A TeaTpasbHas 0b6psgHOCTb

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
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JelncTBYyeT Ha YyBCTBO U Ha BOObpaxeHue. BavsaHune
ee, C/leloBaTe/IbHO, FOPasfo Wupe... Y>ke 1 ceinvac
OPKEeCTp, BbIMOJAHAOLWMIA MOXOPOHHbIA MapLy, Cro-
cobeH, Kak OKa3blBaeTCs, HepeaKo KOHKYPUPOBaTb
C LLlepKOBHbIM OTrNeBaHuneM. V1 Mbl O/IXKHbBI, KOHEY-
HO, cAenaTb OPKeCTp HalMM COO3HUKOM B Hopb-
6e NpoTMB LLepKOBHOM OOPAAHOCTN, OCHOBAHHOW
Ha pabbei Bepe B MHOW MUP, F4e BO34aAyT CTOPU-
LLen 3a 3/10 1 NOANOCTM 3eMHOro Mupa. Ewe bonee
MOTYLLEeCTBEHHbIM HaLLIMM COM3HUKOM ByaeT Ku-
HemaTtorpad»°. CnpaBegAnBOCTN pagun CTOUT CKa-
3aTb, YTO MOJO6HbIV YTUAUTAPHbBIV B3rNA4 Ha PO/b
WCKYCCTBa He BCTPETUA NOHMMaHUsA B cpeje «Jje-
BbIX» apTUCTOB, O6BEANHMBLLMNXCA BOKPYT XXypHana
«JleBbli GPOHT nckycct» JIE® B koHue 1922 roga
B MockBe. B nepBoM HOMepe XypHana, HauasLue-
ro nsgasatbcsa B 1923 rogy, 6bi1a onybamnkoBaHa
JeKknapauus, B KOTOPOM C/bIWAACA Npu3biB K 06b-
€VHEHWIO BCEX PEBOJIFOLMOHHbBIX IEBbLIX CUJ BO-
kpyr JIE®a. [lna Toro utobsbl «...cobpaTb BOEANHO
nesble cunbl, JIE® ponxkeH ocMOTpeTb CBOU PAAbI,
oTbpocKB nNpuanniiee npotnoe. JIEP ponxeH 06b-
efVHNTb GPOHT 414 B3PbIBa CTapbs, ANA ApaKy 33
oxBaT HOBOW Ky/AbTypbl. Mbl 6ysem peluaTts BONpo-
Cbl UCKYCCTBA HE HONBbLUMHCTBOM FOI0COB MUdUYe-
CKOTO, IO CUX NOP TOJIbKO B MAee CYLLLeCTBYIOLLEro,
neBoro GPoOHTa, a AeNOM, 3Heprven Halen NHK-
LMaTUBHOM rpynnbl, roj 3a rogoM Beayluein pabo-
Ty NIEBbIX U UAENHO BCerja pyKOBOAMBLLMX €rO»’.
(Cm. Nnnroctpaymsa 1.)

Cpeav NOANNCAHTOB 3TOM AekaapaLmu, Hapaay
C «MposeTapckmM xyamraHom» B. Maskosckum u O.
Bpuk, 6611 1 nncatens bopuc NruatbeBny ApeaTtoB
(1896-1940), yuactHuk MponeTkyabTa, aBTOP KHUTM
«WckycctBo m knaccol» (1923), ngeonor JIE®a. B no-
cnepyrolime rogel 6opbba ynbTpanesbix «1edoBLEB»
MPOTUB «MPOCTO NEeBbIX» KOHUenunin J1.A. Tpouko-
ro npoxognaa B OCHOBHOM MOCPeACTBOM nybsmka-
LW, B KOTOPbIX posb b. ApBatoBa 6bina, noxanymn,
OAHOV M3 cambIx BaXKHbIX. bopnc ApBatos B CBO-
el pabote «/ckyccTBO 1 NPOM3BOACTBO» Nncan no
NoBOJAY HELOBOJ/IbCTBA IEBbIX XYA0XHUKOB MO OT-
HOLLEHMIO K BO3HUMKLUIEN nocie OKTabps cutyaumm
B UCKYCCTBE Ceaytolee: «PeBonoums, pa3BepHys
nepes HOBbIM UCKYCCTBOM BCe HEOBXOoANMbIe ANs
Hero BO3MOXHOCTW, HEMEANEHHO Xe Nocie yrapa
nepBbIX MeCALIEB, NPeAbABMIA K CBOVM CMYTHUKaM
COobBCTBEHHBIE BAACTHble TpeboBaHus. MNoantnyeckme
paboTHMKK OKTAGPA roBopuan: “Mbl fanu BaMm, Xy-

6. Tpoukwui N1.4., 2005. - C. 291
7. WTaiin K.3., 2006, c. 393
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AOXHMKAM, TO, YEro Bbl XOTeNM, JailTe Xe Tenepb
HaMm TO, Yero XoTum Mbl. [late naakatbl, UASOCTPA-
LMW, KAPTUHKK, JaliTe Takme Npoun3BeseHms, KOTo-
pble H6blAn G6bl MONE3HbI, MOHATHBI ceiyac, Tenepb
>Ke HaM Hekoraa xaaTtb» 8. VI ganee no tekcry: «..A
KOrja neBble OTBEYaAN, YTO UX JEe/10 — PEBONOLUS,
CO3HaHWe, UTO HaZo Maccy noabiMaTth 40 cebs, a He
anennnpoBaTb K 6eckyabTypHON Poccun, um cnpa-
BEANVBO BO3paXanu: “PeBonroLma He MOXET XAaTb
TOro MOMEHTa, KOT4a HapoZ nepeco3aactcs; peBo-
JNIOUMS XOUeT MMEeTb NMOMOLLHMKOB CEroAHs, Tem 60o-
Nlee, 4TO HMKOMY He M3BECTHO, HAaCKOJIbKO flyYLue
BalUW, NeBble, HEMOHATHblE GOPMbI, POPM Npex-
HWX, MPUBbLIYHbBIX N NOHATHBIX..." Yem onpegeneH-
Hee 1 TBepXXe CTAHOBWJICA HaXMM NMOANTUYECKUN,
TEeM OCTpee CTaja YyBCTBOBATbCA HEAOCTaTOUHasA
npucnocobieHHOCTb NeBbix. OTKa3biBasCb N1caTb
n306pasmnTenbHble BeLW, 1EBbIe XYAOXHWKMN, BbILLIEA-
Lne 13 pAAOB CTaporo NCKYCCTBa U BOCMUTABLUMECS
Ha caMoL,e/IbHOM CTaHKe, yBUAEeAN B PEBOJOLMOH-
HOM Ha>XMMe yrpo3y nx UCKyccTBy»9 .

B Hawel cTaTbe HET BO3MOXHOCTU NOAPOBHO
OCTaHaB/ANBATbLCA Ha XOZ4e BYPHbIX AUCKYCCUIA O
nyTAX Pa3BUTMA HOBOTO PEBOJIFOLIMOHHOIO COBET-
CKOFO WMCKYCCTBa, AOCTaTOYHO OTMETUTb, YTO Haya-
NOCb NepemelleHne KagpoB B a4MUHUCTPATUBHbBIX
LeHTpax, NMPOn30LLIN CMEHbI KaZpOB 1 NPOrpamMm
B y4ebHbIX 3aBefeHMNsX, roc3akasbl CTaau JaBaTb-
CA XYAOXHWKaM «peannctam». [1o3ToMy MMEHHO
C 3TOro BPEMEeHU B psajax seBbix 1 obpa3oBanach
rpynna «npou3BOACTBEHHUKOB» (TEOPETUKOB BY-
Ayuiero gusariHa). Jlroan, Kotopble «...Npojosxa-
JIN UCKaTb CTblKa MEXAY NCKYCCTBOM M COLMaNbHOM
NpPaKkTUKOW», BMeCTO «npobiembl pOpMbl» BblABU-
HYAN «NpobaeMy METOAO0B» XyAOXECTBEHHOrO TPY-
4,3, NPOBO3r/1acMB CMHTE3 UCKYCCTBA C UHAYCTPUEN.
Tak, 4To nMeHHo npeacraBuTenn JIEQa «...BblABU-
HY/W FPaHANO3HY0 Nporpammy pebopmbl Xygoxe-
CTBEHHOrO 06pa3oBaHMA». Kak 0TMeYanoch Bbille,
no3sumumsa J1. Tpoukoro 6bl1a YETKO O3BYUY€EHa B €ro
peun Ha naenyme LIK BKIT (6) B mae 1924 roaa: «Te,
KTO rOBOPSAT O NPONETapCkOn KynbType BCepbe3
M HajOANTO, KOTOPble U3 NPOETapPCKOM KyAbTypbl
AenaroT naatdopmMy, MbICAAT B 3TOM BOMpoce no
dbopmManbHoW aHanormm ¢ 6yp>kyasHou KyAbTypOM.
byp>kya3unsa B3ana BAacTb WU cO34ana CBOKO KyabTy-
py; nposeTtapuat, OBAajeB BAACTbIO, CO34aCT Npo-
NeTapckyro KyabTypy. <...> OBiageB BAacCTbtO, 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 OTCTanoCcTW. UTOBbI NO6EeAUTL €€, eMy HYXXHO
YHUUTOXMUTb Te YCNOBMWA, KOTOPblE COXPaHAIT ero
Kak knacc. Yem 60sbLe MOXHO ByseT roBopuTb 0
HOBOW Ky/bType, TeM MeHbllue OHa byaeT HoCUTb
KJlaccoBbIV xapakTep. B 3Tom ocHoBa Bonpoca u
rnaBHoe pasHornacue, Nockonbky peyb UAeT o nep-
cnekTtnee» 10. N panee Tpouknin BbiCKa3biBaeTCs
B ewe 6onee kateropmyHom Gopme: «... B 3Moxy
AMKTaTYpbl O CO34aHUU HOBOW KyAbTypbl, TO €CTb O
CTPOUTE/IbCTBE BEMYaWLLIEro MCTOPUYECKOro Mac-
wraba, He NPUXOANTCA TOBOPUTDL; @ TO HU C YeM
NPOLWIbIM HECPABHUMOE KYNbTYpHOE CTPONTENb-
CTBO, KOTOPOE HaCTynuT, Koraa otnageT Heobxo-
AVMOCTb B Xese3HbIX TUCKaX AUKTaTypbl, He byaeT
y>XXe nMeTb kflaccoBoro xapaktepa. OTctoga Haane-
XUT caenatb TOT OBLWMIA BbIBOA, UTO MPOJETAPCKONM
Ky/bTYpbl He TONbKO HeT, HO U He ByaeT; 1 XaneTb
06 3TOM NOWCTUHE HET OCHOBaHWA: NposieTapu-
aT B34/ BJ1ACTb MMEHHO A/ TOro, 4Tobbl HaBcerja
MOKOHUYUTb C KJ1aCCOBOM KYNbTYPOMN 1N MPONOXUTb
nyTM AN KyabTypbl yenoeueckoi» 11. MogobHble
ANCKYCCUW, COTpACaBLUME NOC/NEePEeBONIOLMOHHbIE
OCKOJIKM KYJIbTYPHOTO MPOCTPAHCTBa HEKOrAa efu-
HOW BEe/IMKOW PYCCKOW KyNbTypbl, 4acTO AaroT NOBOJ,
nccnegoBaTensM CANWKOM NPUMUTUBHO U IMHENR-
HO TpaKTOBaTb COXHYH MHOroobpa3HOCTb Noce-
PEBOJIIOLMOHHBIX COBBITUIA B 061aCTW MCKYCCTBA.
Mbl y>xe oTMevann paHee, YTO COrNacHO aBTOpW-
TeTHOMy m3gaHuto «The Concise Oxford Dictionary
of Art and Artists» nog peaakuuven AHa Yunsep-
ca (l. Chilvers) noa TepMVHOM «COLMANNCTUYECKUIA
peanunsm» cnepyeT NOHNMATb «...XYAOXECTBEHHbIN
CTWAb, N306pETEHHBIV B COBETCKOW Poccum u apyrux
KOMMYHUCTUYECKMX CTpaHax. <...> B Teopuu cTpe-
MWCA K BEPHOMY, 06 bEKTMBHOMY OTOBpaXkeHuto
peanbHOCTM, Ha NpaKTUKe CBOAUTCSH K OTKPOBEH-
HOMY BOCXBaJIEHWIO FOCYAapcTBa COOTBETCTBEHHO
ykaszam Biactn» 12. Mbl MOXeM HabatoaaTk, UTO aB-
TOP B MNOJIHOM COOTBETCTBUM C YMPOLLEHHOM U MO-
NNTNYECKN aHFaXXMPOBaHHOW aHI/10-CakKCOHCKOM
Tpaauumnen otmeyaeT, yto «CoLpeannsm BO3HNK
Kak nobouHbln adpdekT agnkTatypbl CTannHa (rnaea
Cosetckoro Coro3a nocne cmeptu JleHnHa B 1924
rogy u go cobcrseHHon cmeptn B 1953)» 13. (Cm.
Wnntoctpaums 2).

10. Tpouxui J1. fiutepatypa n pesontouus. 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

ApyrnMmun cnoBamu, 3anafHbli CKYCCTBOBES,
Ynnsepc BMNoOJIHE CEPbE3HO CUMTAET, UTO «3/10M
reHnn» .B. CtanmHa Mor cam eAuHOJNUYHO UAN C
HECKONbKUMUN CTOPOHHUKAMWN NOAaBUTb PEBOO-
LIMOHHbBIE ANCKYCCMN 1 CBOVMM BONIEBbIM PeLleHneM
CO3/aTb Le/bl XyAOXECTBEHHbIV CTUAb B MUPOBOW
KynbType. 3By4nT AOBOJIBHO HeybeanTenbHO. Bnpo-
yeM, A/f HEKOTOPbIX 3aMnafHblX UCCaefoBaTeNewn
PYCCKOro 1 COBETCKOrO MCKYCCTBa 3TO CUUTANOCh, K
COXaNeHUIo, N JO CUX MOP CYMTAETCS BMOJIHE HOP-
ManbHbIM. CTOUT KOHCTaTUpOBaTb TOT akT, UToO B
TeyeHue 4UTeNbHOTO Nepunoaa nocae Tparnyecko-
ro pacnaga CCCP B 1991 roay nofobHble «Hayu-
Hble» UCCNeAOBaHUSA NePeBOANANCD, CreLManbHO
nponaraHAMPOBaANCh N TUPAXMPOBAANCh B OTPOM-
HOM KoJsin4yecTBe 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, bonee 06BEKTUBHOM UHTEP-
npeTaumn GeHoMeHa CoLMaNNCTUYECKoro peaansma
B OTEYECTBEHHOM KYAbTYpHOM npocTpaHcTee. (Cm.
Wnntoctpauma 3).

O6LWenpuHATO cunTaTb, UTO Ba3oBble MPUHLM-
nbl 6yAyLiero coupeanmsma CTaam akTMBHO GOpMU-
poBaTbca B KOHUe 1920-x rogos. CerogHa B cpese
NCTOPUKOB U Ky/IbTYPOJOrOB CUMTAETCS, UTO pybex
1930-1940-x rof0B B OTEUYECTBEHHOW UCTOPUN NpPK-
HATO MMEHOBAaTb 3MOXOM «BENNKOrO MepesiomMa».
B 3TOT Neprog B cTpaHe NPOUCXOAUT aKTUBHOE CBO-
paunBaHue H3MMa, npoBoanTCcA MaclTabHas nHAy-
CTpuanmsauus (nepBas NATUNETKA), MOBCEMECTHO
NPOUCXOANT packynaymBaHne 1 KoNeKTUBM3aL A
KpPecTbAHCTBa W HaUYMHAETCA rPaHANO3HAsA «Ky/b-
TypHas peBoatoLns». Kak cneacteme 3TUx TekTo-
HUYECKNX MepeMeH, MPOUCXOAUT Y>KeCToueHne
penpeccuin, Kak peanmsanma napTUNHOro Te3un-
ca «0b 060CTpeHunn knaccoBon 6opbbbl» MO Mepe
asmxxenma CCCP k coumanmnimy. B Takmx ycnoBumax
npexxHee cBO6OAHOE PEBOJIOLMOHHOE pa3BUTUE
COBETCKOr0 MCKYCCTBa CTAaHOBUI0OCh HEBO3MOXK-
HbIM. VIMEHHO NO3TOMY OTHbIHE BCA TBOpYecKas
[eATeNbHOCTb XYA0XXHWUKOB, N1caTenein, KoMnosu-
TOPOB, KMHEMATOrpapuUCTOB AONXKHA HEN3OEXHO
NOAYMHMUTLCA reHepanbHOn AnHum BKIT (6) n non-
HOCTbIO KOHTPOAMPOBATLCA PYKOBOACTBOM NapTUM.

CBoboga MHeHWI 1 TBopyecTBa 1920-x rogoB cMe-
HseTCs AOBOJIbHO XeCTKOM LieHTpaamnsaLmen ynpas-
NIeHNsA COBETCKMM MCKYCCTBOM, 0COBEHHO noce
Bbixoaa B 1932 roay MNoctaHoBneHune Moantbropo
LLK BKI (6). I3BecTHO, uTO 23 anpensa 1932 ropa B
XypHane «MapTuiiHoe ctpounTenbctBo» N2 9 6bino
onyb6ankoBaHo NoctaHoBneHne Moantbropo LK
BKIM (6) «O nepectpoiike AnTepaTypHO-Xya0>xe-
CTBEHHbIX OpraHn3aLnii», rae ocyXaanocb geneHne
XYZAOXHWKOB U Nt0Ael TBOpUECKMX npodeccuii no
KN1aCCOBOMY MpPW3HaKy, BCIEACTBME YEro pacnycka-
JNCb BCE XYAOXECTBEHHbIe TPynnMpoBku. BaameH
CO3JaBanncCb eAnHble TBOPYECKNE COHO3bl, B TOM
uncne Coro3 XyA0XHMKOB. VIHTepecHO, YTo 40 Bbl-
X0A4a B CBET 3TOro nocraHosaeHus MNoantbropo LK
BKI (6) B coBeTCKOM MCKYCCTBOBEAYECKOM Cpeje
4acTo MCMOAb30BaAN MOXOXMI TEPMUH «reponye-
Ckuin peannam» 14. B 6ypHbii neprog koHua 1920-
X — Hauana 1930-x ro4oB, KOrga HOBbIN CTU/b eLe
TONIbKO GOpMMpOBanNCs, niessa TanaHTANBBIX CO-
BETCKMX XXMBOMUCLIEB y>Ke Nojapwuia BCEMY MUpPY
LeNbl paj BblAAOLLNXCA XYAOXKECTBEHHbIX MNPO-
n3BeAeHnn, koTopble Bbigenun . Yuneepc 15. (Cm.
Wnantoctpaumsa 4).

OTgenbHO CTOUT OTMETUTL BENMKONEMHbIE Kap-
TUHBI «FeponYecKoro cTuas» AnekcaHapa JenHekm
(1899-1969), Hanpumep, «O6opoHa lMeTporpaga»,
r4e HoBaTOpPCKOe aBTOPCKOE BUAEHME OKPYXKatoLLLEro
MUPa, XMBOMNCHOTO XYAOXEeCTBEHHOrO NPOCTPaH-
CTBa M OpPUTMHaNbHOE XYJ0XECTBEHHO-0bpa3Hoe
NnpouYTeHNEe NCTOPUYHOCTN B COBPEMEHHOM UCKYC-
CTBE BO MHOIrOM NpPeAonpesennio B AasbHelLlem
nosiBAEHME N Pa3BUTME TBOPUYECTBA COBETCKUX XYy-
[OXHMKOB BOOOLLLE U XKMBOMUCLIEB «CYpPOBOTrO CTUAS»
B YaCTHOCTW. VIMeHHO no3aToMy cneayeT BblAenunTb
TOT GaKT, UTO CIOXKEHME XMBOMUCK «COLMaNUCTMYe-
CKOro peannsma» NponCXoAMI0 He CTONb NOCAes0-
BaTe/NbHO W NPSAMOJMHENHO, Kak 06 3TOM NPUHATO
6b110 TOBOPUTD ELLE COBCEM HEAABHO.

lMoaBoas UTOT 4aHHOMY MCCNef0BaHWIO, aBTOP
CTaTby yTBEPXAAET TE€3MC O HEOHXOANMOCTU Bbl-
CTpanBaHuWA LLeNOCTHOM KapTWHbI PYCCKOW LMBUAN-
3aLMOHHOM U KyNbTYPHO-XYAOXECTBEHHOW Tpareamu

14. O nepecTpoiike NUTepaTypHO-XYAOXKECTBEHHbIX OpraHu3a-
uui. [MpuHaTo Moantéropo LIK BKIM (6) 23.1V.1932 r.]. Mpu-
noxeHmne N2 3 k n. 21 np. MNMBb 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 NPEEeMCTBEHHOCTb B XXMBOMUCU 1
PYCCKOro aBaHrapAa, u coupeannsma, u gaxe He-
odunLManbHOM COBETCKOM XMBOMUCU HOHKOHDOP-
MWCTOB.

MepBas oTIMuKTEeNbHAA YepTa GOPMUPYEMOro
COBETCKOro UCKYCCTBa 3aKk/toyanach B MOJIHOM Npw-
opwuTeTe MeToAa W MeToA0N0rMN Hag GOPMOW, co-
AEepP>XaHVWEM M CMbICIOM MNCKYCCTBA M TBOPYECTBA.
OTOT NPUOPUTETHBI METOS, COAepXaBLUMI B cebe
arpeccuBHble PEBOJIFOLMOHHbIE YepTbl B PaHHEM
COBETCKOM aBaHrapge, nosgHee 6bl HECKO/bKO
«CMArYeH» OMopoWi Ha TPaANLIMM PYCCKOro peannsma
BTOpOW nonoBuHbI XIX cTonetuns (nepeaBukHnYe-
CTBA) W CTa/ MEHEee arpeccyBeH B XXMBOMUCK COLL-
peannsmMa. CnpaBesMBOCTY PaAm, CTOUT OTMETUTD,
YTO MPVHLMM PEBOJIOLMMN B UCKYCCTBE W NMPUHLMM
Pa3BUTUA XXMBOMWUCHON KyNbTYPbl M3HAYa bHO bbi
B3AT U3 PEBOJ/IFOLMOHHOrO OMbiTa UMMPECCUOHUN3-
Ma U GyTypONOrnyeckmnx NporHo30B Hay4YHO-Tex-
HWYyeckon pesostoLmn. VIMeHHO Ha 3ToM Baznce u
6611 0OCHOBaH My3eli XXMBOMUCHOW KynbTypbl B Mo-
CKBe, MepBble UAen O CO3AaHNM KOTOPOro BbiCKa-
3bIBaAuNCh elle B rpo3HoM 1919 roay.

BTopolt oTAMYnNTENbHOM YepTON COBETCKOTO
XXMBOMUCHOTO UCKYCCTBa CTafa NnapTMNHOCTb, 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 34ecb 66110 gaxe He
B TOM, YTO B 3TOW C1CTEME YHMUTOXaNack cBoboga
TBOPYECTBA, O YeM YaCTO MULLYT MHOFOUYUC/IEHHbIE
3apybexHble 1 OTeUeCcTBEHHble 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. [1aBHOE ObINIO B TOM, UTO KOHCTPYKTUBU3M,
NPOBO3rNacMBLUNIA He TONIbKO GYHKLIMOHANbHOCTb
KaK eAIMHCTBEHHBIA KPUTEPUIA N CMbIC] UCKYCCTBA U
TeM KaK 6bl YHUUTOXaBLUMMA IMYHOCTb Kak Cy6bekT
KyNbTypbl, HEBOJILHO NMOArOTOBMA NPUXOA coLpea-
JIN3Ma Kak 06e3/IMYEHHOM «KNaCCOBOM Ky/bTypbl»,
MOCKOJIbKY Xy0XEeCTBEHHO-3CTeTMYECKas aneis-
LMA K «<Maccam» Bcerga UMeeT 31eMeHT MOoHmXKe-
HUA U «yCPeAHEHNs» KyJIbTYPHOIO NpOCTpaHCTBa.
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HecmoTpsa Ha ToT dakT, uTo obLiee cogepxaHue
COBETCKOW NapTUNHOM NAEONOTUN MEHSNIOCH U KOpP-
PEKTUPOBANOCh C TEYEHNEM BPEMEHU, TEM HE Me-
Hee, B 3aBUCMMOCTM OT BHELUHWX 06CTOATENbCTB
nosApHOe KpacHO-4YepHo-6esioe co3HaHWe ABAA-
NOCb NCEBAOPENNTNO3HOW OCHOBOW XNBOMMCHOTO
NCKYCCTBa COBETCKOTrO KyNbTYPHOTO KOZa.
OdopmuBLuasca k 1932 rogy xmBonumcb coupe-
a/n3ma BbIMONHWIA OCHOBHYH YacTb MPOrpamMmbl,
pa3paboTaHHON eLye KOHCTPYKTUBUCTaMM, NO BHe-
JAPEHNIO B MacCOBOE MPOM3BOACTBO M B MacCOBOe
06LLecTBEHHOE CcoLMaibHOe CTPOUTENLCTBO «1abo-
PaToOpPHbIX» IKCMEPUMEHTOB PYCCKOro (COBETCKOro)
aBaHrapga. MaccoBoe COBeTCKO€e UCKYCCTBO COLY-
peanv3Ma B NMOJIHOM COOTBETCTBUMN C COLIMOKY/b-
TYPHbIMU MEXaHW3MaMu UCMOAb30Baa pe3ynbTathl
nccnesoBaHWi B 061aCTW TpaHchopmMaLmm Tpasu-
LMOHHOW MOZENN NCKYCCTBA (Mpexzae BCero XpucTu-
aHCKOro), a coBeTCcKaa NponaraHAMCTCKas MallnHa
3anycTuia NpoLLecc MacCoBOro TMPaXMPOBaHUA Xy-
[OXECTBEHHOW NPOAyKLMM coLpeanmama. Xyaox-
HUKM-aBaHrapAMCTbl MPU BHELLHEM MAKOpaan3Me
bopManbHbIX TEYEHUN U GOPMaNUCTCKUX CNOPOB
CaMu yCTaHOBW/IM CBOEOBpa3Hyto AMKTaTypy HOBO-
ro TBOPYECKOro MeToAa, KOTOpPbIN NpesycMaTpuBan
6€30roBOPOYHOE MPUHATNE HOBOW HOIbLLIEBUCTCKOM
BNACTV B cCOYeTaHUM ¢ NadOCOM M3MEHeHUA BCe-
ro KyNbTYPHO-XYAOXECTBEHHOIO Koja uctopuye-
ckolt Poccuu. VIMeHHO NO3TOMY, MO MHEHMIO aBTopa,
NAENHO-XY[,0XXEeCTBEHHbIE MPOrpaMMbl B XXMBOMUCH
coupeannsMa, Kak 1 npeALlecTBYOLEero eMy aBaH-
rapga, 3aknr4annco B CNefl0BaHNN NPUHUMNaM naa-
TOHOBCKOW naeannsaumm MHTEepPHaLMOHaNbHOrO
KOANEKTUBM3MA. BO3HMKHYB Ha BOJIHE PEBOIOLM-
OHHOTO OTPULLAHNA KYNbTYPHO-NCTOPUYECKOTO Ha-
cnepms ctaporo obuectsa («oTpeyemcsa OT CTaporo
MUpa...»), aBaHrap4 UCKPEHHe CTpeMUCs «0be3o-
6pa3nTb» YenoBeka N OKPyXatoLWun Mup, 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-
aANCTUYECKOMY peann3mMy, KOTOPbIA U BOCMPUHAN
3Ty dopManm3oBaHHyt0 6€31MYHOCTb Kak OANH U3
6a30BbIX CMbICN1006pa3ytoLWwx GpakToOpoB CBOEro
JaNbHeNLero CTaHOB/IEHNSA N Pa3BUTHA.
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