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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].

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
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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 &
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LLIKOJTbl ®UHCKOTO AN3ANHA

AHHomauyus: Wkony ¢uHckoeo dusaliHa koHya XIX
cmosiemus ¢popmuposana OoKMpUHA NPOMbiLIeHHOU
3CMemuku, CJI0XKUBWASACA pyce pedhopM, 0Xeamusuiux
cepy xydoxecmseHHoU UHOycmpuu u pemecnd. Bax-
Heliwum Kamaausamopom pecopm 8bicmynuau npoekm-
Hele cmyouu u 6ropo, a makxe Hezasucumele ousatiHepsl
C UX NpoeKMHbIM NoMmeHyuasom u 0aseHeliwas peaiu-
3ayusA npoekmMHo-xyodoxecmeaeHHbIx udeli c0600HbIMU
npoussodcmeeHHbIMU opaaHuzayusamu. lNepeas 8osHa
duHckux npoekmuposuukos buiia chopmuposaHa ap-
Xumekmopamu, Ymo onpedesuio Scmemuyeckue umne-
pamusel 0u3aliHa 8 COBOKYNHOCMU Yucmomel oopmesl U
@dyHKYUOHAN6HOCMU, omcymcmaeus usuwHel dekopa-

B koHue XIX ctonetus Wkony duHckoro gusainHa
dopmmpoBana JOKTPUHA NHAYCTPWUANBHON 3CTETU-
ku. [poekTnpoBaHmne camocToaTeNbHas ANCLUNAN-
Ha B 061aCTN apXUTEKTYpbl 1 An3aiiHa pa3BMBaOCh
B pycne pedpopM, OXBaTVBLUMX MPOU3BOACTBA XYA0-
>XXECTBEHHOW MHAYCTPUM.

OaHoW 13 NpuYmH BbICTPBIX pedopM B chepe
XyH0XeCTBeHHOW UHAYCTPMM Bblia KOOPANHALMA 1
peanu3auma GopManbHbIX XyAOXECTBEHHbIX Njew
CBO6OAHBIMUN NMPOU3BOACTBEHHBIMU OPraHN3aLMAMU.
3T1 KOMMaHWK, HapAAy C NepPBbIMU O6LLECTBEHHbLIMM
XYAOXEeCTBEHHbIMU accoLMaumnamm, Noaaepxmea-
JNCb BNACTbIO U ObIAN HaLeNeHbl Ha BO3MOXHOCTb
MPVBUTb BKYC HaCeNEHWNIO, Ha NMOOLLPeHME UK, Ha-
060pOT, KPUTHKY NPOU3BOANUTENEN, HaNaXKMBaHWeE
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 modenu
¢uHckozo dusaliHa om HAYUOHANbHO-POMAHMUYeckuX
ycmpemaeHul 0o payuoHa bHeiXx OOKMPUH, ycmpemMieH-
Hbix 8 duzaliH XX cmosemus.

Knrouegele cnosa: dusaliH, puHCkas wkoaa npomelu-
JleHHo20 du3aliHa, ap-Hy8o, HAUUOHANbHbIU pOMaHMU3M,
payuoOHaAU3IM, CMUJb.

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

- O6acmu dekopamueHO-npUKAAOHO20 UCKY/C-
€mMmea oxBaTWJ/ NPOLEeCcC NPUHYANTENBHOrO OTTEC-
HEeHWs ApEeBHEro CKaHAMHABCKOTO pemMecsa Mnoj
JaBJieHVeM HapacTaroLen NHAYCTpUanm3aLmmn. 3to
BbI3BaJI0 K XXM3HW AENCTBUS MO COXPaHEHWMIO U KO-
NMMPOBaHUIO TPAAULMOHHOIO NCKycCTBa. My3eliHble
KOAeKL N cobpanv U cucTeMaT3npoBaimn pemec-
NeHHble TEXHOIOTMUN 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 NpeaMeTam
PYy4YHON peMecsieHHON paboTbl yBeMYMBAETCH.

- B uncne npeanocbinok dopmnposaHus npo-
MBbILLJIEHHOTO UCKYCCTBA BbICTYNUAA AEATENbHOCTD

OTAENbHbIX KpeamueaHbIx XyO0XHUKO8 U meopye-
CKUX KOJLIeKmugos Macmepckux u cmyoudl, obbe-
OVNHUBLUNX CBOBOAHBIX XYJOXHUKOB 1 AM3aiHEPOB,
OTKPbITbIX NpoueccaM pedopM XyAO>KECTBEHHbIX
NPOWU3BOACTB.

- XydoxecmeeHHasa uHOycmpus 6blna Hanbo-
Nee BaXHOW, MOMUMO AepeBoobpaboTkn 1 MeTan-
Na, oTpacab B XxapaktepHom ana CkaHAWHaBUW He
MacCOBOM Mpomn3BoAacTBe. [1penmyLLecTBOM MasbIX
06BEMOB KOMMEPYECKNX MPOoAaXx U HejoCTaTou-
HO KPYMHbIX NPON3BOACTB cTana 6oblias Bapu-
aTUBHOCTb U pa3Hoobpa3ne BUAOB AeATENbHOCTY,
LIMPOTa aCCOPTUMEHTA, KOHKYpUpYHoLLne C opu-
TMHaNbHOCTbIO UHAMBUAYANbHOIO PYYHOrO TPyAa.
NMoMUMO MeXaHM3MPOBAHHOIO MPOMbILUAEHHOTO
NpPou3BOACTBa, papPOopOoBbIe N CTEKO/IbHbIE 3aBO-
Abl, TEKCTU/IbHBIE KOMMaHWW NOAAEP>XKMBaNN CTYAUM
Av3aliHa - MecTa pa3paboTKn naen n sKkcnepuMeH-
TOB C HUMM.

«MopanbHas Bepa B COLMabHblE MMMepaTHBbI
cTana Ton Gnnocodpckon 0OCHOBOM, Ha KOTOPOW pas-
BMBANCA 1 NPOLBETaN CKaHANHABCKUI An3aiiH» [3; C.
8]. TanaHT AoKeH 6bln BbITh CBA3AH C UECTHOCTBIO U
TPYZAOBOW 3TUKOW, C 06 BEKTUBHOCTBIO MOCTaBAEHHbIX
3afay 1 LeneHanpaeneHHbIM MblwneHnem. CkaHAW-
HaBCKOe AeKOpaTUBHO-MNPUKALHOE UCKYCCTBO MO
CBOEW NPUPOAEe NpeacTaBaseT cobol coBpeMeHHoe
HapoOHoe NCKYCCTBO, A1 KOTOPOTO NpeyBeanyeH-
Has UCKAHOYUTENBHOCTb MNOApPasyMeBaeT NPAMYHO
0OnacHOCTb. Bce anemMeHTbI, cOCTaBaAOLLIME NPOU3-
BOACTBO KOHEYHOro NPOAYyKTa, 06BbeAMHAOTCA Ha
cnyxbe «xopoluero ToBapa». Peub nger o B3avmo-
AeNCTBMM MaTepurana u Beca, pasmepa 1 ob6bema,
byHKUMN 1 opMbI; HE O JOCTUXKEHUMN 3 deKTOB,
a O pelleHnn 3aja4 C OAHOBPEMEHHBIM NPUAAHN-
€M TOBapam NpuBAEKaTENbHON, COAepKaTeNbHOM
1 NPaBUAbHON (C TOUKM 3peHuns dyHKLMM) GOPMBI,
KOTOpaa AO/KHA CTUMY/IMPOBaTb MHTEpPeC MOKy-
natesnein. K 1930-M rogam BblpaxkeHue «CKaHAuU-
HaBCKWUI AM3aliH» O3HauyafNo COBEPLUEHHO HOBBIM
06pa3 Xn3HW BHYTPU AOMa, LUIMPOKO pacnpocTpa-
HEHHbI BO BCEM 3anajHOM mupe [4; c. 248].

MpoMmblWNeHHY0 Mogdenb GUHCKOTo Au3ai-
Ha NMOMWMO MPOU3BOACTB XyAOXECTBEHHOW UHAY-
cTpuY, GOPMUPOBANN apPXUTEKTYPHbBIE U MPOEKTHbIE
6t0po, a TakXke HOBOEe MOKOJIeHNEe apXMTEKTOPOB
- HaUMOHaNbHbIX POMaHTUKOB, NPUAABLUNX MOLL,-
HbIA UMMNYAbC AM3aiHy. VX YnCio KOTOPbIX 0CO-
6eHHO BOo3pocno nocie 1902 roga, ¢ 3aKpbITVEM
babpwikn 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 . Necennnycom
(H. Gesellius), A. luHarpeHom (A. Lindgren) n 3. Ca-
apuHeHoM (E. Saarinen), npeAcTaBMAO MHHOBALM-
OHHbIN AN OUHAAHAMM BEHOMEH apXUTEKTYPHOTO
npoekTHoro 6topo. CMHTE3 pa3/IMYHbIX TalaHTOB
€ro cosgatesieil: n3obperatesbHoe BOObOpaxeHue
BblAatolleroca apxmrekrtopa 3. CaapuHeHa, crneum-
anucta B 061actn uctopuyecknx ctuneit A. JINHA-
rpeHa, NPeBOCXOAHOro NAaHUPOBLLMKA U NPaKTMKa
[. Tesennnyca, NO3BONA BbINOJHEHNE 3HAKOBbIX
HaLMOHasbHbIX NPoekToB. COBMECTHblE apXMTeK-
TYPHble N NPOEKTHbIe HaBblKW B MJaHUPOBKE U AN-
3aiHe MHTepbepoB obecneunan 6ropo nobesbl B
KOHKypcax. CoBpeMeHHOe NPOEeKTHO-CTUANCTUYE-
cKoe HanpassieHne, cGoOpMUPOBAHHOE TBOPYECKNM
COOOLLLEeCTBOM, CbIrpano BeAyLLyto pPo/ib B CTaHOBJe-
HMMW HaLMOHaNbHOW NPOEKTHOM WKObl PUHASHAMMY,
YHUKaNbHOro peHomeHa GyHKUNOHaNbHOTO «buH-
CKOro Au3aiHa» cyrybo HaLMoHanbHOro xapakrepa.

Crtuauctnyeckme nomcku n otkpbitna G-L & S
OTpPa3nAM OCHOBHbIE 3Tanbl Pa3BUTUA GUHCKOM
apXMTEKTYpPbl U AN3aiiHa OT HaYaabHOW HaLWO-
Ha/lbHO-POMaHTMYEeCKOro HamnpaBJeHUs J0 CO-
BPEMEHHOro paunoOHa bHOrO MOHYMEHTaAN3Ma,
onpezennslLero ctuaesyto npupoay XX seka.

HaupomaHTM3M, Ha3BaHHbIA KPUTUKAMU «PUH-
CKM HaTypanan3MoM», npeacTaBua B pabotax bropo
G-L & S actetuky Karelianism >XVBbIM MOHATUEM.
KoHKkypcHbI npoekT 3aaHns Cmpaxosoli komna-
Huu Pohjola (1898-1899) BonaoTtna mudonorunye-
ckyto Temy «Pohjola» («CeBep») B sekope dacasa
B CKYJIbNTYPHbIX pesbedax ¢ HaLMOHaNbHBIMN CUM-
Bonamu 13 Kalevala, BbINONHEHHBIMW U3 MECTHO-
ro Matepuana 6pyckOBOro rpaHunTa u TaibKoBOro
KaMHs cTeatuta, MacCMBHbIMUK ABepsiMu U3 ayba ¢
KOBaHbIM XeNe3oM 1 T.A.

MaHundecToM HauMoHaNbHOrO CTUAA, NPOorpam-
MOWN GUHCKOro AM3aiHa B CUCTEME KOOpAMHAT
Gesamtkunstwerk ctana ctyansa Hvittrésk (1901-
1903), npepcTaBmBLUaA «0OM Kak npousgedeHue
uckyccmea». CTUAM3oBaHHas CpesHeBeKoBas ap-
xuTekTypa Hvittrdsk ctana 3aKkOHOMEpPHbIM Pa3Bu-
TMEM KOHLENLMN GUHCKOW AePEeBAHHOM «XUXKUHbI»,
B €MHOM MpOeKTe NpeacTaBuB 34aHune, Mebenb 1
obopyaoBaHue. BansHne aHrIMMCKON LWKOAbI AW-
3aliHa B pabortax Y. Boricu (Ch. Voysey), M. belian
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CkoTT (M.H. Baillie Scott) n Y.-P. MakuHtow (Ch.R.
Mackintosh) paclwumpwnao npoekTHble rpaHULbl MecT-
HbIX CTPOUTENbHbIX MaTePUaNOB AOMNOAHUTENbHbBIMMU
npvemamu. B opraHnyHoe Lenoe 6bi1n 06besNHE-
Hbl: KOHCTPYKLMW TPAaHNTHBIX CTEH 1 GyHAameHTa 1
AEepPeBAHHbIV Cpyb; xenobuyaTas yepenuua KpoBan
N 6enblli LBET Nerknx MHTEPbEPOB, FMMNCOBbLIN Je-
KOP Y MacCMBHbIE ABEPU C KOBAHbIMM XeNe3HbIMM
netnamu. Hvittrédsk 66101 co3aaH BO B3aUMOCBS3U C
MECTOM MO MPUHLMMY FrapMOHWK C MPUPOAHON cpe-
non - Genius Loci. CunyaT 34aHNs BTOPUJ KOHTYPY
NIeCHOro nersaxa B ero BM3yalbHOW UAEHTUYHO-
CTW. IXO POMaHTM3Ma OTPaXKEHO B ApaMaTUUECKOM
CLeHapun KpyToro cKaamcrtoro 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 pyyHOI paboTbl, aBTOPCKON KOHCTPYKLIMM
N AM3aiiHa; NOTONIOYHBIMUN OCBETUTENBHBIMU NPU-
6opamu B BUAeE CpeHEBEKOBOIO NaHWKaanaa; Ka-
MWHaMW; TEKCTUAEM PYUYHOW paboTbl C KOBPUKaMW
ryijy B passiM4HbIX KONOPUCTUYECKMX CXEMaAX, Apa-
MUPYIOLLMX CTEHBI, CUAEHbSA U MOAbI, KaK nieanb-
HbI 06pa3eL, «NpocTopeyuns» n T.4.

Mogenb Hvittrdsk, obpalyeHHas K HApOAHOW Tpa-
ANLMW, B AafbHENLLEM NPOHMKAET B MHTEPbEPHbIE
npoekTbl CaapuHeHa, BbiNOAHEHHble ana G-L & S
B TEXHMKE akBapeau: spkas nojmxpomMmsa pocnmcu
OKOHHbIX CTEKOJ, MHOTOYPOBHEBbIA NOJ, CBOAYA-
Tble MOTOKW, 30HMPOBaHME NPOCTPAHCTBA C MOMO-
Wbto Mebenn y KaMUHOB, BUTPAXKHbIX OKOH 1 T.4.

KoHKypcHbIN npoekT ®uHCkoro nasuasoHa (1898)
NS MeXayHapoaHoi BeicTaBki B Mapwmke (1900),
BbINONHeHHbIV 6topo Gesellius-Lindgren & Saarinen,
«CAY>XKWA NOAUTUYECKON Liesn 06ocHOBaHUA GUH-
CKOW CaMOCTOSATEIbHOCTM U HaLMOHaNbHbIX NpaB»
[5; c. 191]. Ana GMHHOB NaBMJIbOH OANLETBOPAN
611M30CTb K TPAAVLMOHHOM KyNbTYpe, U Ans 3anaza,
He 3HaKOMOTO C GUHCKOM KyAbTYPOW, CTasl CUHOHM-
MOM MOHATUA «COBPEMEHHOW GUHCKON apXUTEKTY-
pbl», MaHU}ECTOM HOBOTO HaLMOHAIbHOMO CTUAS,
TAXENO0ro 1 NadpocHOro, MopaxkaroLero CBOMM nna-
HWPOBOYHbLIM PELLUEHMEM U MPOCTOTON AM3alNHa.
«[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'. bunnuura
(H. Billing), a Takxke Cc amepuKaHCKMMWN MOAENAMU
I.T. PuuapacoHa (H.H. Richardson) n 1.I. Cannuea-
Ha (L.H. Sullivan), koTopble Bbirnsgenn abconroT-
HOW 3K30TUKOWN.

®uHCKas cekumsa BnepBble BblpaXkanacb B Tep-
MMWHaxX COBPEMEHHOIO MEXAYHAaPOAHOrO AM3aliHa.
MpoekT, obnagaroLmii HaLMoHaNbHbIM Npoduiem,
Jlokaszas cnocobHOCTb CTPaHbl K CO3aHuI0 cO6-
CTBEHHOW KYJ/IbTYpbl, CTa/l 3asiBJE€HUEM HaLMOHaIb-
HOro caMoco3HaHus. PeueH3eHT Deutsche Kunst
und Dekoration Haxoaun B COOPY>XXEHUN «HEYTO
CUNIbHOE, MPOH3UTENbHOE, 340P0OBOE, pasytoLLle-
€Cs XXMU3HU ... XapaKTep Haposa NposBASeTCa U B
MaioM U1 B 60/IbLLIOM, Be3je 1 NOBCHOAY: NPOCTO-
Ta, CBEXECTb, TEMMEPAMEHT N HE3aBUCMMas Cuna»
[7; c. 13], cxoxm ¢ cakpaibHbIM 4yBCTBOM. [1aBu-
NIbOH 03HaMeHoBan nobesy HOBOro HanpaB/eH s,
OUHCKOTO CTUAA, CMEHMBLUEro 3knekTmky. CtaTtyc
«peKSaMHOro CTEHAA», JEMOHCTPUPYHOLLEro Ha-
LMOHaNbHYO MAEHTUYHOCTb, BbIPa3uiCsA B HaLMO-
HaJIMCTUYECKUX NPUCTPACTMAX K CYypOBOI apxaunke
LEePKOBHOIO CPeAHEBEKOBbLS C KapPeNbCKUMU reo-
MeTpUYecKM y3opyaTbiMu BaLLHAMY; pErMOHaNbHbIM
MaTtepuanam rpaHuTa u sepesa; MOTMBaM pe3bbbl
c benamu, MeaBeasAMN, COCHOBLIMW LLNLLIKAMW, N15i-
rywkamu u 1.4. Matepuan chopmumpoBan y 3pute-
e yCTOMUMBYHO accoumaunto, co3gaB «PUHCKN
CTWAb B TpaHuTe».

B An3aliH 3KCNo3nLmMn NOMMMO Mebenu, KapTuH 1
CKY/IbNTYP BOLUAW BUTPUHBI C ANAAKTUUECKUMU SKC-
noHaTaMu, 3HaKOMMBLUMMW 3pUTeselt C OCHOBaMMU
bUHCKOM KyNbTYpbI: 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 NOTONIOUYHbIX GPECoK CO CLueHaMu 13
KaneBana, n3pasuoBas neyvb 1 HaCTEHHbIE MOKPbI-
™Ma an3ariHa A. Tannen-Kannena (A. Gallen-Kallela),
kepamuka Y. ®uHua (A.W. Finch), Tekctnab Suomen
Kasityon Ystavat n gp.

MpocToTa 1 TaKOHWYHOCTb An3aliHa NPOBO3raa-
LWEeHHOro GuHCKOro cTmAag, Bbisean G-L&S B ingepsl
HOBOrO MOKOJ/IEHUS MPOEKTUPOBLLNKOB. KOHKYypC-
HbI NpoekT Suomen kansallismuseo (HauvoHanb-
HbI My3elt OuHaaHanm, 1901), cTaBWKA CUMBOIOM
bUHCKOM KyAbTypbl, afanTMpoBa TeMy HaLMOHa b-
HOrO CTU/A K PELUEHNIO NPaKTUUYECKUX 3ajaY 3KC-
NMOHMPOBAHWNSA apXeoSIOTMYECKNX, UICTOPUNUECKUX U

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

Hanaakun Ha 3MOLMOHaNbHYO NaTeTMKy 1 apxa-
n3vpoBaHHble GOPMbl HaLPOMaHTU3Ma MOBAEKAN
3a coboin apmkeHne Kk HoBomMy. OTBETOM Ha Kpu-
TWUKY CTan nNpoekT [naBHOro ycagebHoro goma
Suur-Merijoki (nomecTbe Mepuioku, Kapenus,
1901-1904), npoTMBOMNOCTaBMBLUErO 3CTETUKY PY-
KOTBOPHOM, apXanyuHOW BbICOKOW KybTypbl JIECOB
Karelian HacTynatowemMy «>Kene3HoOMy U CTEKNSAH-
HOMY OYHKLMOHAAN3My>» C €ro LieNeBbIMM OCTPO
coumanbHbIMK ycTaHOBKamu. XXunasa cpeaa, cnpo-
ekTMpoBaHHaa G - L & S B cooTBETCTBMN C MHAMBW-
AyanbHOCTbIO W MHTepecamm 3aka3uumka, BOMnaoTunna
naeanol Gesamtkunstwerk. B akBapenbHbIx 3ckusax
3. CaapuHeHa ycasebHbIl 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, HACTEHHBIMWU POCMMNCS-
MU, 4eKOPATUBHOW MANTKOM NeYer, BUTpaxamu,
nopTbepaMu U3 MycamHa 1 robeneHoB, KOBpamm
ryijy, BbINOJIHEHHbIMM MO 3ckm3am A. TanneH-Kan-
nena, 1 MaCCMBHOW BXOAHOM ABEPbIO C TOPrOBOMA
mMapko# G - L & S Ha megHol dypHUTYpe.

OnbIT ap-HYBO, Kak OTNPaBHOM TOYKM NOMCKa
NyTW HOBOFO CTUINCTUYECKOTO METOAA, OTKPbI
pPEeBO/IFOLIMOHHbBIE BO3MOXHOCTM COBPEMEHHOTO
nckyccrea. Nonntnueckne pebatbl BOKPYr MexXay-
HapoZHOro BbicTaBo4YHOro npoekta (1900) n cyned
NPOMBbILUNEHHOIO NUCKYCCTBA MPUBEAN K MbICAN O
TOM, YTO NOWUCK «HALLMOHANbHOTO CTUAA» He 0b6s3a-
TeJIbHO NPUBEAET K «<HOBOMY CTUIO». [10 MHEHWIO
duHckoro apxutektopa . CTpeHrenna, anonoreta
paunoHanuimMa, obunne gekopaTUBHbIX CPeACTB
CeBEPHOro ap-HYBO He MMeNOo HMKAKOro 3Haue-
HUA ANA BbINONHEHUs QYHKUMM 0BbekTa; Ha 3TOM
6blla ocHOBaHa ero kputka KoHKypcHoro npo-
ekTa XXenesHog0poXxHOro Bok3ana 3. CaapuHeHa
(XenbcuHky, 1904)

MNepeBOpOT, cOBEPLUEHHbIN MaHudecTom pa-
unoHanmnsma . CtpeHrenna n C. ®pocrepyca
(S. Frosterus) 1904 roza, 6b1n1 He NOpaXeHNEM KHO-
YeBOro HanpaBsJ/eHNs, a epeopueHTaLLei BO rnaee
¢ npoektuposwamm G. L. & S. KoHuenums csoboa-
HOW POMaHTMKKN YCTYNuaa Mecto YNCTbIM JUHUAM
n npegHamepeHHO cbanaHCMpOBaHHbBIM MPOMNOP-

umnsam. Noa BAUSHUEM paLMOHaNIbHOW JOKTPUHBI B
npoekTax 6topo GopMrpyeTCs HOBbIN paLMoHab-
HbIA MOHYMEHTaIbHbIN CTWJ/b, KOTOPbI €T B OCHO-
By 60/1ee NpoCTOro U GyHKLMOHaNBLHOrO An3aiHa.

WNHTepec Kk 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-
Las reomeTpus abCcTpakTHOro Aekopa npoHnkKana
B PaHHIOI HaALlMOHA/IbHO-POMaHTUYECKYH NAN-
oMy 6esbix MHTepbepoB BuAAbl Hvittrésk (1903);
onpegensna An3aliH MHTEPbEPOB OCOOHsKa JOK-
Topa P. Remer (1905, FlepmaHus) B NpsAMOANHERHbIX
MOAeNsX Mebenn, LeKOPUPOBaHHOM abCTPaKTHbIM
y3o0poM nepdopauumn n nHKpyctauum; mebenn ans
NHTepbepa HaunoHabHOro coBeTa Xene3HblX 40-
por (1907, XenbCuHKn) u T.4.

Ycnnmsarowmiica paunoHannsm CaapuHeHa
BbI3Ba/ pajuKajibHble U3MEHEHUs B Au3aiHe. Pa-
LMOHaNbHaA CTPOro apTUKYAMPOBaHHAA apxmTek-
Typa € CUMMETPUYHbBIM OTHOLLEHWEM Macc, CTPOroM
BEPTMKaNbIO CTEHOBOM CTPYKTYPbl U aKLEHTOM Ha
KOHCTPYKLMW CO34aN «MOHYMEHTasbHbIA KOHCTPYK-
TMBM3M» CaapuHeHa [9; c. 49] (TnaBHbI BOK3an
XenbcnHky, 1919). dopmebl, cTpemaLmecs K Mo-
HYMeHTa/IbHOMY BO3ZeNCTBUIO, OBpenn naTeTuky
BEPTMKaNN3Ma, BbIPOCLUYO NO34HEe A0 NpoeKTa He-
6ockpeba (Ymkaro, 1922). Madpoc KOHCTPYKTUBHBIX
COOPY>KEHUIN NpUHeC BCeMUpPHYto cnasy 3. Caapu-
HeHy, a ero NJ1aHNPOBOYHOE peLleHne XeNbCUHKM
C MHOTOYUC/IEHHbIMW FOPOLaMU-CNYTHUKAMW CTa-
J10 NepBbIM MNOCNeA0BaTe/IbHbIM MAaHOM JeLeHTpa-
N3aumm No CUCTEMHOMY NMPUHLMMNY CBA3WN YacTu 1
Lenoro, BOCTPeOOBaHHbIM U CErOAHS.

YneHbl 6HOpO COTPYAHMUYANN CO CTYAUAMU W
NPOEeKTHbIMW MacTepPCKMMW MPOU3BOACTB OTeue-
CTBEHHOM XYAOXECTBEHHOW NHAYCTpUK. 3. Caapu-
HeH 6bla B YMCe NPUrNaLLeHHbIX M3alHePOB Ha
kepamuyeckor Gupme Iris. OH co3gan psag npes-
MeTOB Mebenu A5 KOMMAEKCHOrO NPOoeKTa UHTe-
pbepoB KomHamel Iris naBunboHa OUHAAHANMN Ha
BbictaBke B Mapwxe (1900). AnzaliH ceHCaLNOH-
HOW 3KCMO3MLMN CNOKOMHOrO, HEAOPOroro Kamep-
HOro XapaKkTepa, BK/toYaBLler NOMUMO NPOEKTOB
CaapuviHeHa obow, TkaHu n dpeckm FanneH-Kanne-
na, kepamuky ®nHY 1 ap., KOHTpaCTMpoBan C po-
CKOLLbIO OKPY>XXEHMS.

[ns komnaHum no npoussoactey papdopa w
¢dasHca Arabia, oprneHTMpOBaHHOM Ha MacCOBbI
pblHOK, 3. CaapVvHEH COBMECTHO C An3aiHepoM A.
JNnHgrperom (A. Lindgren) paspaboTtan ceputo Ke-
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paMmMyeckmx yall, Ba3, KOpenHbIX CEPBU30B, KYB-
WKWHOB 1 6a1to4 Fennia (1902), cTaBLUy NOMbITKOM
BBECTU B KePaMUKy 3/1eMeHTbl GUHCKOTO HaLMoHab-
HOro AusaiiHa. NepBoHayanbHO An3aiiH Obla BAOX-
HOBJIEH AekopaTuBHbIMU naeamun Karelian. [lekop
PYyUYHOWM pOCNUCK C abCTPaKTHBbIMWU YrONbHO-Yep-
HbIMW reOMeTPUYECKMMUM KOHTYPaMU APKUX Yy30PpOB
Ha OCHOBE KapenbCKUX TEKCTUIbHbIX OPHAMEHTOB,
npeacTaBua onepexarolmini cBoe BpemMs npumMmep
CcTUAs ap-Aeko. MNpoekTbl U NpeaMETHbIV psj cepun
OCTaBaNNCb B MPOW3BOACTBE B TEYEHMWE ACATU NeT.

OcyuwectBneHvem naen no pedopmMmpoBaHunto
NPUKIAZHOIO UCKYCCTBA CTan MPUXOA B NpUKNaj-
HOe TBOPYECTBO BONBLLUOIO YMcaa XyAOXKHUKOB U
apXMTEKTOPOB. APXUTEKTOPbI, MEPBOro AecaTuie-
T XX BEKa OXMBUAN AU3aliH BbITOBbIX MPesMETOB
HOBBLIMW MAEAMW XOPOLLErO COBPEMEHHOTO AM3ail-
Ha, K KOTOPbIM MOCTENEHHO 06PaTUANCL KOMMeEp-
yeckune XyAoxecTBeHHble GupMmbl, Kak Iris, Arabia,
Nuutajarvi n ap. (PUHCKNA NPOMBILLIEHHbIN A13aliH

OT/IMYana XaHpoBas OrpaHNUYEHHOCTb, 3aaHHas
TPaANLNOHHO Pa3BUTbIMU NMPOU3BOACTBEHHBIMU U
pemecieHHbIMU 6azamMu CTpaHbl, COCPeAOTOYEH-
HbIMU B chepe KepaMuku, TEKCTUASA, Mebenn 1 ge-
peBoobpaboTke.) [NPOEKTUPOBLUNKIN BbICTYNNAN
KaTaAM3aTopoM U UCMOAHUTENAMU pedopM XyZo-
KEeCTBEHHON MHAYCTPUM PuHAAHAMKU. OrPOMHbI
BK/aZ B 06/1aCTU MHHOBALMOHHOTO MPOEKTUPOBA-
HUA 1 3KCMepPUMeEHTa/IbHbIX Pa3paboToK Ha NPous-
BO/ACTBE BHECNO COTPYAHNYECTBO C MPOEKTHbLIMU
6HOPO 1 HE3aBUCUMBIMU AM3aiHepamu. PaclumpeHne
npodeccroHanbHbIX KOHTAKTOB, TOCYapCTBEHHas
3aMHTepPeCcoOBaHHOCTb B Pa3BUTUM 061aCTN NPOeK-
THO-MPON3BOACTBEHHOM AEATENbHOCTM NPUBEN Ha
pybexe XIX — XX ctonetvs k GopMmMpoBaHUs ayTeH-
TUYHOW HaLMoHanbHOM LLIKosbl GUHCKOro AM3aiiHa,
3a/10XKMBLLEN OCHOBbI COLMANIbHO-3CTETUYECKOM U
XYZAOXECTBEHHON MpOrpamMmbl pas3Butus npodec-
CUK, He yCTapeBLUME N AeNCTBEHHbIE MO CeN AeHb.
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