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Summary: In this article, the author explores the is-
sue of modern interpretations of the historical and cul-
tural aspects of the evolution of the pan-European art
scene during the 19" and 20 centuries in the context of
the emergence of the Russian revolutionary avant-garde
of the period 1917-1920. The author illustrates that the
artistic movements of the Soviet avant-garde were influ-
enced by the philosophy of European modernism, which
dismissed European Christian culture and art as incompat-
ible with capitalist ideology. This perspective, which em-
bodied aggressive revolutionary characteristics within the
revolutionary avant-garde, was subsequently ‘tempered’

The coexistence of artistic movements can be
regarded as a defining characteristic of art and cul-
ture during the latter half of the 19* century and
the early half of the 20 century. Throughout the
19%" century, the Enlightenment and classical Euro-
pean traditions of Romanticism, along with Realism
later, influenced one another, thereby overcoming
their inherent limitations. Consequently, one form
of Romanticism was typical of advanced nations
and was linked to a rejection of the contradictions
brought about by modernisation, whereas anoth-
er form of Romanticism was typical of nations ex-
periencing slower bourgeois-liberal development.
In the first type of Romanticism, the core of the ar-
tistic and aesthetic framework was a novel under-
standing of individuality, a new structural element
of the inner world of the individual, with the pri-
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by drawing upon the traditions of 19®"-century Russian
realism (the Itinerants) in Socialist Realism painting. The
author contends that the artistic-figurative system in art
represents a distinct category of worldview that defines
the creative individual and society at their pinnacle of
moral development, reflecting the sensory-intellectual
experience of the time.
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mary objective being to explore the relationship
between the individual and society, the unified his-
torical process, or even the cosmos. In contrast, the
second type of Romanticism shifted its focus to the
individual's relationship with the national commu-
nity. In this context, the nation, characterised by its
unique traits and interpreted as a national person-
ality, took precedence [2, p. 326]. The inception of
Romanticism in painting as a distinct pictorial sys-
tem is commonly attributed to the works of French
artist Théodore Géricault (1791-1824). Although the
initial indications of the Romantic artistic system
emerged at the close of the 18™ century in the cre-
ations of H. Fuseli, W. Blake, and the later works of
F. Goya, it was Théodore Géricault who first articu-
lated the Romantic perception of the world’s con-
flicts through the portrayal of dramatic events and

the fervour of human emotions. Subsequently, in
the 1820s, Eugene Delacroix (1798-1863) emerged
as the acknowledged leader of the French Roman-
tic school.

Romanticism, as an artistic movement, funda-
mentally dismantled the “classical hierarchy”, leading
to substantial alterations in the structure of artistic
and literary genres, with a distinct preference for
painting and lyric poetry. In its pursuit of literary or
pictorial popularisation of mediaeval works, folk-
lore, and folk traditions, Romanticism not only re-
vitalised but also encouraged the fusion of diverse
genres and stylistic movements. The core princi-
ples of Romanticism significantly contributed to the
evolution of critical realism theory in both painting
and literature. Concurrently, with the emergence of
the new artistic movement of realism on the histor-
ical scene, Romanticism did not entirely fade away
[2, p. 326]. Certain European painters merged Ro-
mantic techniques with the foundational principles
of Academicism, seemingly paying mere homage
to the Romantic trend in art, while others active-
ly advanced realistic traditions, including C. Corot
and the masters of the Barbizon school, along with
future realists such as Gustave Courbet and Jean-
Francois Millet. Notably, it was from the depths of
Romanticism that the works of Symbolist artists,
like Gustave Moreau, as well as figures from Post-
Impressionism and, broadly, Modernism of the late
19t century, also originated [2, p. 332].

The advancement of Realism during the 19t cen-
tury represented a significant aesthetic milestone
of global historical importance. The foremost fig-
ure of French realism in the mid-19%" century was
Gustave Courbet (1819-1877), who is recognised
for introducing the term “realism” in 1855, when
he named his exhibition in a wooden barracks the
“Pavilion of Realism” and created a catalogue that
detailed the essential principles of this “new art”.
Notably, Gustave Courbet later became an active
participant in the Paris Commune of 1871, illustrat-
ing his unwavering dedication to the principles of
social justice [2, p. 333]. Given that the most ad-
vanced capitalist relations during this era were es-
tablished in England and France, it was in these
nations that the most remarkable works of real-
ist painting emerged. Similar to the proponents of
romanticism, realist artists perceived their primary
mission as opposing the prevalence of the capital-
ist "“mercantile” spirit within the spiritual and social
realms, which fundamentally fuelled the emotion-

al intensity of their artistic creations. Realism, as an
artistic movement, is intricately “genetically” con-
nected to Romanticism and signified a new phase
in the critical examination of the prevailing reality.
The criticism and painting associated with realism
were markedly distinct from both Romantic and En-
lightenment critiques, as they were based on more
concrete scientific knowledge and a profound com-
prehension of life in general. This, interestingly, is
the source of the term “critical realism”, which was
used to describe 19™-century realism.

The rise of realism fundamentally represented
a transformation in the core aesthetic principle of
perceiving the world, signalling the end of the Ro-
mantic “dual world” and foreshadowing a shift in
artistic focus towards reality in all its forms. Realist
artists and writers distinguished themselves from
Romantics by drawing inspiration from the mun-
dane aspects of everyday life, striving to identify
good and evil through the lens of the collective in-
terests of humanity in any given reality. Naturally,
the realists’ interpretations of these interests var-
ied significantly, yet they generally aligned more
closely with the aspirations of the common popu-
lace. This is precisely why all realistic art, driven by
the artists’ fervent wish to free humanity and ex-
istence from all that is unjust, base, and unsightly,
while promoting absolute beauty and social and
spiritual harmony, objectively mirrors the necessi-
ty for a revolutionary overhaul of bourgeois soci-
ety, actively engaging, whether willingly or not, in
the historical process as a catalyst for revolution
[2, p. 327]. In artistic realism, the basis was creat-
ed for a more objective consideration than that of
the Romantics of the question of man’s place in the
global cultural-historical process, of the relationship
between the individual and society, of conscious
human will and the unbridled elements of nature.
Thus emerged a new artistic realism, enabling art-
ists and writers to attain a deeper comprehension
of the genuine driving forces behind the cultural-
historical evolution of human progress.

It is noteworthy that, concurrently with the emer-
gence and evolution of the artistic realistic move-
ment within European philosophy, the philosophical
doctrine of positivism, linked to the figure of Auguste
Comte (1798-1857), emerged and developed. The
core principle of this philosophical movement, which
had a considerable impact on shaping the ideolog-
ical and artistic agendas of European art, was the
aspiration to acquire reliable (positive) knowledge
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of the surrounding reality through empirical expe-
rience and meticulous scientific observation. Comte
and his adherents operated from the premise of the
close interrelation and interdependence of all nat-
ural and social phenomena, advocating for the ap-
plication of natural science methods to address all
socio-cultural issues of contemporary society. The
positivism espoused by Comte and his dedicated
followers served as the philosophical foundation for
the distinctive artistic movement known as natu-
ralism [2, p. 328]. The naturalism artistic movement
intentionally amplified certain vulnerable elements
found in the works of 19t*-century Western Euro-
pean realist artists and writers. While it purports to
maintain scientific objectivity and reality, primarily
grounded in the positivist principle of describing
and categorising phenomena, naturalism actual-
ly strays from the typification and selection of the
rich diversity of factual content. Consequently, nat-
uralism does not penetrate the essence of what is
depicted and fails to artistically and aesthetically
comprehend certain fundamental patterns of ob-
jective reality. In the artistic pursuits of naturalists,
the scientific principle of individual determinism is
largely physiological, as the inevitable “influence of
the environment” is superimposed upon the equal-
ly unavoidable “influence of heredity”. Thus, the ex-
cessively detailed portrayal of the pathological and
the grotesque becomes an end in itself for natural-
ists. The emphasis on factual ‘authenticity’ therefore
takes on a self-sufficient character in the works of
naturalist artists, as the documentation of phenom-
ena rather than the creation of an image of human-
ity and society emerges as one of the fundamental
dogmatic principles of naturalism. Simultaneously,
the religious and philosophical significances of the
cultural and historical experiences of peoples were
often misrepresented by an excessive ‘scientific’
physiology in identifying the fundamental causes
of actions and the objective essence of phenom-
ena. Nonetheless, naturalism as a method played
a role in the artistic advancements of the 20*" cen-
tury, which, in our perspective, involved the infil-
tration of naturalistic tendencies into realism and
various modernist movements [2, p. 328].

In the final third of the 19t century, a novel ar-
tistic movement arose within European fine art: Im-
pressionism. Despite its brief duration of merely
12 years, spanning from its inaugural exhibition in
1874 to its concluding one in 1886, Impressionism
had a significant impact on the future evolution of
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global painting and artistic culture. The roots of this
movement can be traced back to both Romanti-
cism, which sought individual, nearly imperceptible
self-expression, and Realism, which aimed for the
artistic and aesthetic representation of the objec-
tive and authentic. From the outset, the agenda of
the Salon of the Refusés — organised by E. Manet,
C. Pissarro, P. Cézanne, C. Monet, A. Renoir, E. De-
gas, and others — entailed a steadfast rejection
of any artistic conventions and dogmatic restric-
tions, whether they be classicism, academicism, or
romanticism. The fundamental criterion for artistic
and aesthetic values, which shaped the ideological
and artistic frameworks of Impressionist painting,
was the authentic, natural reality, accurately cap-
tured through the artist's human perception. The
relationship between humanity and the surround-
ing environment is encapsulated in the term “im-
pression”, which embodies the objective, spiritual
foundation for the artist’s sensory experiences. Ac-
cording to the Impressionists, impression is both
subjective and objective, and it cannot remain con-
stant even within a single individual, as both the
object and the subject exist in a state of perpetu-
al change. This is precisely why the initial, unpreju-
diced, spontaneous impression is deemed the most
valuable, as it often uncovers something unexpect-
ed and novel about the object [2, p. 336].

The works of the Impressionists are character-
ised by a unique pictorial style, utilising the inten-
tional technique of deconstructing complex tones
into several "simpler” pure colours, which are then
unified by the viewer, who “assembles” the indi-
vidual, multiple colouristic and compositional “im-
pressions”. This style of painting, founded on the
interaction of diverse brushstrokes, renders the
paint layer of the artwork vibrant and lively, im-
parting a sense of unfinished, incomplete percep-
tion. This approach reached its logical culmination
in the creations of the Neo-Impressionist (Division-
ist or Pointillist) artists, J. Seurat and P. Signac, who
even endeavoured to formulate a scientific theory
of light. A further evolution of this painting style
was the Post-Impressionism movement, whose most
notable figures included P. Cézanne, V. van Gogh,
and P. Gauguin. Although these artists were not
bound by a shared programme or methodology,
they progressively transcended the empiricism of
Impressionism and aimed to express more endur-
ing states and more stable ideological and artistic
objectives. The finest works of these masters viv-

idly showcase the concreteness and materiality of
the human form (P. Cézanne), intensified expres-
sion and heightened sensitivity (Van Gogh), and the
coherence and clarity of artistic representations (P.
Gauguin). It was these artists who firmly connect-
ed the painting of the declining 19* century with
the nascent new art of the 20* century [2, p. 337].

The candid disillusionment experienced by art-
ists and writers regarding the naturalistic and “pos-
itivistic” evaluation of humanity and reality during
the late 19" and early 20t centuries prompted the
emergence of new non-realistic movements in Euro-
pean and Russian art, linked to the notion of “dec-
adence” (French: decadence — “decline”) or the art
of the “fin de siécle”. As creatively talented artists
discerned the unmistakable signs of a crisis with-
in the depths of naturalism, reflecting the broader
issues of the capitalist “modernist” culture of that
era, a reaction of decadence emerged in response
to the deadlock that the “positivist” approach of the
naturalist movement had imposed on the cultur-
al and artistic landscape of European art. This re-
action was primarily tied to the perception of the
conclusion of a crude and mundane, yet still sta-
ble, order of existence, which thoroughly infused
the entirety of European culture in the late 19t cen-
tury, resulting in a variety of distinct and at times
diametrically opposed ideological and artistic ex-
pressions in art. On one hand, this context facilitat-
ed the evolution of artistic realism, which, during
the late 19* and early 20t centuries, managed to
transcend the positivist influence and naturalistic
constraints through the social pathos inherent in
communist ideology. On the other hand, it also gave
rise to a multitude of new “decadent” tendencies,
stemming from the anticipation of an impending
pan-European catastrophe [2, p. 329].

The late 19 and early 20" centuries represent-
ed a multifaceted era in the evolution of fine art in
Western Europe and Russia, characterised by the si-
multaneous and parallel existence of several stylistic
movements collectively referred to as decadence.
Within this movement, a variety of stylistically nu-
anced variations were able to coexist. Among the
numerous and diverse movements of this vibrant
period, Symbolism is particularly notable for its com-
plexity and multifaceted nature. Initially arising as
a distinct literary and artistic movement, with nota-
ble figures such as Rimbaud, Verlaine, Mallarmé, and
Maeterlinck, Symbolism cultivated its own unique
aesthetic principles and made its mark not only in

literature but also in the visual arts, theatre, and
music. Symbolism, embodying the spirit of its time,
emerged as a response to the constraints of pos-
itivist aesthetics, naturalism, and the increasingly
superficial artistic realism that followed. Originat-
ing in France as a reaction to the challenges posed
by naturalism and, in part, as a logical extension
of late Romanticism, Symbolism did not manifest
as a singular style but rather as a movement in art
that unified various forms under a common, origi-
nal worldview. The theoretical basis of Symbolism
as a means of artistically interpreting the world is
widely regarded to have been established in Sep-
tember 1886, with the publication of Jean Moréas’s
renowned Manifesto of Symbolism in Le Figaro Lit-
téraire.

Undoubtedly, this manifesto significantly shaped
the new modes of expression within Symbolist art.
However, the connection between Symbolism in
painting and literature is not as profound as its
link with philosophy, which, during this era, be-
gan to firmly reject the rigid logic of positivism.
Thinkers such as Friedrich Nietzsche [3, p. 17], Henri
Bergson, and Ernst Cassirer, with their ‘philosophy
of life’, champion the 'free spirit’ of intuitionism,
addressing philosophical dilemmas not through
logical-rational frameworks and mental constructs,
but via an intuitive approach (the path of illumina-
tion). Consequently, Bergson [4, p. 17] perceived life
as a singular metaphysical-cosmic process, a true
and original superreality, where the essence of this
reality is duration, understood solely through inner
intuition, which stands in stark contrast to intellect.
The facets of this metaphysical-cosmic activity pri-
marily encompass matter, consciousness, memo-
ry, and spirit. Given that the entirety of life cannot
be fully grasped, only intuition can approximate its
understanding. This is precisely why intuition un-
veils new, previously uncharted avenues for art to
engage with the fundamental truths of existence.
We observe the ancient Neoplatonic doctrine of
Plotinus, which asserts that ‘we become attached
to the external appearance of things, not realising
that we are concerned with what is hidden within
them’, being ‘reborn’ at a new historical juncture.
The aesthetics of Symbolism is rooted in the an-
cient Gnostic notion of dual worlds, which posits
that the entire real world of phenomena is second-
ary, merely a shadow, a reflection of the true ideal
world — the realm of ideas. The realm of pure ide-
as (pure logoi), existing beyond space and time, is
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primary, authentic, and eternal, thus transcending
time. If we were to identify the most defining char-
acteristics of this worldview, we could assert that,
in general, Symbolism is marked by:

— a metaphysical and mystical reflection on the
cosmos and humanity;

— a yearning to understand “eternal pure ide-
as” via symbols;

— the profound individualism of the “enlight-
ened” Symbolist in advocating for their own identity;

— a quest for synthesis in general, and for the
wholeness of art specifically, which indeed influ-
ences many of the technical aspects of Symbolist
poetry and painting;

— extreme refinement (even sophistication) in
perspective and, consequently, in the methods of
artistic reproduction to convey nuances and gra-
dations;

— a strong affinity for music and rhythm, thus
declaring musicality as the fundamental harmonic
principle in the selection of artistic means and tech-
niques, and, in relation to this, the development of
a new poetic and artistic language and style.

Closely associated with the theory of symbol-
ism is the so-called correspondence theory, which
posits that all natural phenomena (colours, sounds,
scents) serve as unique symbols, echoes of the ide-
al realm of "logoi”, which arose from its emanation
(projection) from the world of ideas into the realm
of phenomena. In the works of the Symbolists, these
phenomena transform into polysemantic images,
mirroring their prototypes (logoi), through which
the "enlightened” poet and artist intuitively and as-
sociatively perceive and reflect the highest spiritual
reality. From the viewpoint of Symbolism, the uni-
verse can be seen as a type of cypher (a spiritual
maze), wherein all our thoughts and language are
similarly encoded. [7] A symbol is a specific image,
made up of various components, which nonetheless
signifies something more profound than the mere
aggregation of its individual elements. It is not by
chance that one of the most significant philosophical
thinkers of the previous century, A. Losev, advocated
the following stance: “Symbolism is apophaticism,
and apophaticism is symbolism. By distinguishing
these two realms, we arrive at either agnosticism
with its infamous ‘things in themselves’, which no
cognitive effort of the human intellect can influ-
ence, resulting in everything that truly manifests
being either converted into an impenetrable fog
of illusions or into a creation of the human subjec-
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tive mind; or we encounter a grotesque positivism,
which regards every phenomenon as an essence in
itself...” [8, p. 110].

According to these particular perspectives, the
Symbolists perceived the primary objective of art,
of course, not as the representation of reality, but
rather as the deep (spiritual) understanding and
portrayal of the realm of ideas, aiming to express
the utmost spiritual significance, the essence of ex-
istence. A symbolist poet, as articulated by A. Rim-
baud, is required to “...explore the unseen, listen to
the unheard” [6, p. 5]. One of the essential pillars of
the aesthetics of symbolism, which embodies a re-
ligious and philosophical mindset, is undoubted-
ly the theory of the symbol. This theory posits that
“true” knowledge and representation of the realm
of ideas can only be achieved through a symbol
(a multi-faceted artistic image), which possesses
the capacity to conventionally signify the essence
of a phenomenon rather than its specific figurative
representation. In other words, it acts as a guiding
bridge to the realm of another existence. Through
the use of a symbol, a poet or artist endeavours
to communicate the resonances of the elevated
spiritual realm (the domain of pure logos). During
this period in the visual arts, symbolism did not hold
a predominant role, and it is impossible to catego-
rise all artists linked to this movement into a singu-
lar group. Painters distinctly illustrated the saying
of poet Verlaine: “...as numerous as there are sym-
bolists, so many symbols” [4, p. 110]. The sole as-
pect that brought together all symbolists was their
aspiration to attain the ideal of Beauty, which be-
came an object of its veneration, as the artist, be-
ing the creator of Beauty, possesses the ability to
“recreate” life rather than merely produce a sym-
bolic representation. If Charles Baudelaire served as
the precursor of symbolism in poetry, then Pierre
Puvis de Chavannes and Gustave Moreau assumed
a similar role in painting, while in the realm of plas-
tic arts, notable theorists such as Albert Aurier, Paul
Sérusier, and Maurice Denis provided the theoreti-
cal foundation for the explorations and ambitions of
symbolist artists. Consequently, in the article “Paul
Gauguin: Symbolism in Painting”, published in the
Mercure de France in March 1891, A. Aurier artic-
ulated five fundamental principles of symbolism in
art: "Firstly, the work must be ideological, as its sole
ideal is the expression of an idea; secondly, it must
be symbolic, since this idea is conveyed through
forms; thirdly, it must be synthetic, as the design

of its forms and the outline of its signs correspond
to a generalised understanding; fourthly, it must be
subjective, as its object should be regarded not as
an object, but as a sign perceived by the subject;
and fifthly, as a consequence of the aforementioned
points, it must be decorative, for decorative paint-
ing, in the perspective of the Egyptians, and likely
also the Greeks and primitives, is merely a form of
art that is subjective, synthetic, symbolic, and ide-
ological simultaneously” [10, pp. 36-40].

In other words, to become “an exponent of abso-
lute essences”, the artist must “simplify the outline
of signs”. Aurier identifies two trends in the histo-
ry of art: “one is a result of keen observation, while
the other stems from the inner vision described
by Swedenborg; the first trend is realistic, and the
second is deistic”. Disregarding the scientific cri-
tique of I. Taine, Aurier appeals to the authorities
of Charles Baudelaire, Swedenborg, and encapsu-
lates his perspective with the quote from Plotinus:
“We become attached to the external side of things,
not realising that we are actually concerned with
what lies hidden within them”. It was Aurier who
declared P. Gauguin as the herald of “... a return to
the creators of Assyrian and Egyptian myths”, view-
ing the Symbolists as worthy competitors to the
Japanese [10, p. 38]. Symbolist artists contended
that objective knowledge can only be attained by
an adept through his own subjective understand-
ing of the Truth. Typically, they referenced the well-
known words of Socrates: "Know thyself and you
shall know the universe and the Gods".

Internally aligning with this thesis, they aimed
to investigate the connection between desires and
our concepts, while deliberately avoiding any dog-
matic stances, including those founded on rigorous
logical evidence. The reflection of such a perspec-
tive is distinctly evident in the works of Gustave
Moreau, who, by integrating various painting tech-
niques, endeavoured to forge a unique "third” path
in art, as if reviving the long-lost essence of an-
cient pantheism. By expressing the mysteries that
inspire his creativity, Moreau engages in free ex-
perimentation with colour pairings and the amalga-
mation of different techniques, accumulating and,
in a sense, amplifying numerous visual elements.
This innovative method of representation signifi-
cantly shaped his impact on A. Matisse, J. Rouault,
A. Marquet, and even the early W. Kandinsky. No-
tably, during his time in Paris in 1904, the latter de-
veloped a rather intriguing relationship with artist

Alexis Merodack-Jeanneau, who led the monthly
publication, The New Trends. Merodack-Jeanneau
was closely associated with the Fauvist movement
and, along with the symbolists Matisse, Rouault,
Marquet, and Manguin, frequently visited Gustave
Moreau'’s studio. Furthermore, it was Merodack-
Jeanneau and Gustave Moreau who facilitated the
inaugural exhibition of Kandinsky in Paris in 1904
[11, p. 375]. Kandinsky's close associations with the
New Trends journal and the aforementioned cir-
cle were established back in 1904, precisely when
he participated in the Second International Salon
(Union Internationale), organised under the aus-
pices of the Les Tendances Nouvelles journal. In
May-June 1907, during the exhibition at the Peo-
ple’'s Museum (Musée du Peuple) in Angers (Hotel
de Chemellier), it was reported that 109 works by
Kandinsky were displayed; these associations deep-
ened further, resulting in the release of a distinct
series of engravings by Kandinsky in the Les Tend-
ances Nouvelles monthly publication. It is believed
that around the same period, Kandinsky joined the
International Union of Artists, which was established
alongside the journal and comprised approximately
two thousand members [11, p. 376]. Subsequent-
ly, in 1908, the Les Tendances Nouvelles publishing
house produced a special album featuring engrav-
ings by Wassily Kandinsky, with a print run of about
a thousand copies, accompanied by a rather enthu-
siastic preface from the renowned French art critic,
Jerome Mass [11, p. 375].

In the realm of theoretical concepts, the publi-
cations of the Les Tendances Nouvelles periodical
played a significant role in deepening the under-
standing of symbolism and the symbolic direction of
the Neo-Impressionists. Notably, this is the reason
why the journal’s cover was designed by Merodack-
Jeanneau in the Art Nouveau style. As researcher
N. Avtonomova points out, the interest in Division-
ism stemmed from the application of a specific sym-
bolic code in Neo-Impressionist painting, which was
realised through the scientific method [11, p. 377].
However, the conviction in the objective process-
es occurring within art, the potential for a theoreti-
cal foundation of the relationship between science
and art, and the endeavour for a scientific approach
to interpreting artistic practice undoubtedly cap-
tured the interest of Kandinsky. According to Na-
talia Avtonomova, Kandinsky’'s works stylistically
evolved into a symbolic interpretation of the Divi-
sionist technique [11, p. 377]. It is known that during

15



his Parisian period, Kandinsky devoted considera-
ble attention to the scientific approach in his later
theoretical works regarding the use of expressive
means in art [9]. Clearly influenced by the Symbol-
ists, Kandinsky concentrated on the fundamental el-
ements of painting, meticulously analysing graphic
and colour forms in his work, The Basic Elements of
Painting. Their Essence and Value. Like many Sym-
bolists, Kandinsky attributed particular importance
to the “dot” (one of the fundamental elements of
painting), which he believed to be the origin of all
other forms, given its infinite quantity [11, p. 377].
Ultimately, all things in the universe are intercon-
nected and exist in a specific “correspondence”, fa-
cilitated by the dualities of “yes and no”, “light and
darkness”, among others. As decadent artists pos-
ited, this phenomenon arises only when a symbolic
comprehension of existence is maintained through
equal consideration of each of its components, while
simultaneously ensuring that truth is not obscured
by dogmatic “prejudices”. Furthermore, symbol-
ism is not exempt from the risk of descending into
occultism, which frequently accompanies esoter-
ic explorations of both this world and the next. In

alignment with this tradition, Symbolist artists ap-
peared to delve into various layers of symbolism in
their creations, seemingly addressing a task articu-
lated by Spinoza: "You assert that you have selected
an idea because it is correct. Therefore, understand
that you deem it correct precisely because you have
chosen it” [10, p. 39].

In conclusion, it is important to emphasise that
the artistic-figurative system within art represents
a distinct category of worldview that defines both
the creative individual and society at their pinnacle
of moral development, particularly regarding the
sensory-intellectual existence of an era. The concept
of a higher purpose manifests itself to us as a sys-
tem of factors related to anthropogenesis and cos-
mogenesis, the unity of embodied images, and the
principles of artistic design. These elements form
the basis for the phenomenology of figurative in-
terpretation, establishing its rigorous pragmatic role
for individuals and society. In this context, the ar-
tistic object, as an artistic aim and a unique moral
indicator, serves a singular function across differ-
ent periods: the artistic and aesthetic reflection of
an ideal state of mind.
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NPEATEYN PYCCKOIO ABAHTAPAA.
NCTOPUKO-KYJIbTYPHbIE ACTIEKTbI PA3BUATIA
OBLLEEBPOMENCKOIO XYAOXECTBEHHOIO
[MPOCTPAHCTBA XIX-XX BEKOB

AHHOomayus: B faHHON cTaTbe aBTOP paccMaTpuvBa-
eT NnpobseMy COBpPeEMEHHOM MHTeprnpeTaumm NCTopm-
KO-KY/IbTYPHbIX aCrekToB pa3B1TMs 0OLLeeBPONENCKOro
XYA0>XeCTBEHHOro npoctpaHcTBa XIX—XX BeKOB B KOHTEK-
CTe BO3HWKHOBEHWA PYCCKOro PEBOJIOLIMOHHOIO aBaH-
rapga nepmoga 1917-1920-x rogoB. ABTOp AOKa3bIBaeT,
UYTO XYAO>XXeCTBEHHble HanpaB/eHNsA COBETCKOro aBaH-
rapza B3pocaun Ha noyse ¢puaocodun eBponenckoro Mo-
AepH13Ma OTBEpratoLero eBponenckyto XpUCcTaHcKyro
Ky/NbTYyPY W UCKYCCTBO, Kak Yy>AYH UAe0A0rnm KanuTa-
NN3Ma. ITOT NOAXOZ, COAep>KaBLUMI B cebe arpeccrBHble
PEeBO/IIOLMOHHbIE YepTbl B PEBOJIOLIVIOHHOM aBaHrapge,

XapaKkTepHOW YepTon NCKYyCCTBa M KyNbTypbl BO-
obLe BTOpor NonoBMHbI XIX 1 NepBOit MOAOBUHBI
XX BEKa MOXHO CMENI0 cYMTaTb COCYyLLeCTBOBaHME
XYA,0XXECTBEHHbIX HanpasaeHWA. Ha npoTsxeHnn
Bcero XIX Beka npoceeTuTenbckas U knaccuye-
CKas eBponernckme TpaamLmMn poMaHTU3Ma, a No34-
Hee N peann3Ma B3aMMHO BAVAAM APYT Ha APYra,
npeojosieBas CBOK OAHOCTOPOHHOCTb. Tak, OAnH
T™MN pomaHmu3ma 6bin xapakTepeH Ana nepeso-
BbIX CTPaH 1 Obla CBA3aH C OTTOPXKEHWEM MPOTU-
BOpPeUUn MOoAepHU3aLMKM, TO POMAHTU3M BTOPOro
TMNa Obl XxapakTepeH A/A CTPaH C 3aMefeHHbIM
6yp>kya3Ho-mbepanbHbiM pa3sutnem. Ecam B po-
MaHTM3Me NepPBOro TMMa LLEeHTPOM XyA0XXeCTBEHHO-
3CTETNYECKOM CUCTEMBI SBAAIOCH HOBOE MOHVMMaHWe
JNINYHOCTY, HOBadA CTPYKTypHasa COCTaBAAOLLAsA BHY-

nosgHee 6bla «CMArYeH» ONOpPOK Ha TPaAULMN PYCCKO-
ro peannsma XIX cronetuna (nepesBUXKHNYECTBA) B XXMBO-
MCKU COLMANNCTMYECKOro peaansma. ABTOp AoOKa3blBaeT,
4YTO Xy 0XeCTBeHHO-obpa3Hasa cMcTemMa B UCKYCCTBE —
370 ocobas KaTeropus MUPOMNPeACTaBaeHNsA, KOTOpas Xa-
pakTepwv3yeT CaMOro TBOPYECKOro Yesnoseka 1 obLwecTBo
B HanboJiee BbICOKOM HPaBCTBEHHON TOUKe, B acrekTe
YyBCTBEHHO-MHTENIEKTYalbHOTO BbITNS 3MOXM.

Knrouessbie cnosa: ModepHU3M, KANUMAAU3M, POMAH-
Mu3mM, NO3UMUBU3M, peasau3m, UMNPecCUOHU3M, CUMBO-
2U3M, pycckuli asaHeapo

TPEeHHero Mvpa WHAMBKAA, a rNaBHas 3ajada co-
CTOfNa B U3yUYeHUM B3aMMOOTHOLLUEHWNA TIUYHOCTH
C 06LWecTBOM, C eANHbIM UCTOPUYECKM NPOLLECCOM
NN Jaxke C KOCMOCOM, TO B POMaHTM3Me BTOPO-
ro TMna LeHTP CMeCTU/ICA B CTOPOHY B3aMOOTHO-
LEHUN IMYHOCTU C HALMOHANbHOM OBLHOCTLIO.
3zecb Ha NepeAHNI NiaH BbigBUranacb Hauus c ee
0COObIM XapaKTepoMm, KOTopas TpakToBanacb Kak
HauMoOHanbHasa AMYHOCTL [2, ¢. 326]. Hauano po-
MaHTM3Ma B XMBOMUCK Kak 0cobol nsobpasu-
TENbHOW cMCTeMe BblI0 MOOXKEHO, Kak MPUHATO
cuMTaTh, TBOPYECTBOM PPaHLY3CKOrO XyAOXKHMKa
Teopopa Xepwuko (1791-1824). XoTa nepsble Npu-
3HakM POMaHTUUYECKOW XYAOXKECTBEHHOMN CUCTEMBI
nosasaaroTca ewe B KoHLe XVIII Beka B TBOpyecTBe
W.T. ®rocan, Y. bnelika n no3gHux pabotax ®. MNownn,
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Bacunuti KanHouHckud. Im Blau. 1925. Xoacm, macno. ®paemeHm

UMeHHO T. XXepwnko 6bia TEM MePBbIM XYA0XKHUKOM,
KOTOPbIV Bblpa3ni POMaHTMUYECKOe YyBCTBO KOH-
bANKTHOCTM MUpa vepe3 nsobpaxkeHne gpamaTu-
YeCKMnX COBBbITUI U Hakana YenoBeYeCcknx CTpacTen.
Mo3gHee, yxxe B 20-e roabl XIX ctonetns, npu3aHaH-
HbIM r1aBoV GpaHLy3CKOM POMaHTNUYECKON LIKObI
ctan IxeH fenakpya (1798-1863).

PoMaHTV3M Kak XyA0>KeCTBEHHOe HanpaBJieHue,
MO CyTW, Pa3pyLLUMB «KJIaCCUYECKYHO epapxmnio», BHEC
B CYLLECTBEHHbIE U3MEHEHUS B CTPYKTYPY XyJ0XKe-
CTBEHHbIX 1 INTepaTypPHbIX XXaHPOB 1 POAOB, OTAa-
Bas ABHOE MpeAnoYTeHrEe XMBOMUCH N INPUYECKON
no33umun. CTpeMsach K INTePaTyPHOM UK XUBOMKC-
HOW nonynspusaunm cpeHeBEKOBbIX MpoM3Bese-
HWI, CHOXKETOB HAapPOAHOro TBOpYecTBa 1 GobKAOPa
POMaHTN3M He TO/IbKO 06HOBASAN, HO CNOCOBCTBOBA
CMELUEHWNIO Pa3/INYHbIX XXaHPOB U CTUANCTUYECKMNX
HanpasaeHunn. OCHOBHbIE MOAOXEHWSA POMaHTU3Ma
CbIrpanv Ba>KHyH KOHCTPYKTUBHYHO poJib B GopMu-
POBaHWM TEOPUN KPUTUYECKOTO peanusma v B XKu-
BOMWUCK, 1 B nnuTepaType. Mpn 3TOM C NpUXoa0Mm
Ha NCTOPMYECKYHO CLIEHY HOBOTO XY0XXeCTBEHHOIO
HanpaBaeHVA peasn3Ma CaM POMaHTU3M He ncyes
MOJIHOCTLIO [2, €. 326]. OaHW eBponenckme Xnso-
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nucLbl COBMeLLanu npremMbl poMaHTuama ¢ 6aso-
BbIMW NMPUHLMNAaMN akademMu3md, Kak 6bl MpoCTo
oTfaBas faHb POMaHTMYECKON MOJe B UCKYCCTBE,
a Apyrve aKTMBHO pa3BMBaAu peanncrmyeckme
Tpaguuunm, Hanpumep, K. Kopo n mactepa «bap-
H6130HCKOM LIKO/bI», TakXKe Byayuine peasucmel
I Kypbe n X.®. Munne. HTepecHO, UTO MMEHHO
N3 Heap POMaHTM3Ma BMOCAEACTBUN BbipacTatoT
Tak>Xe TBOPYECTBO XYAOXHWNKOB-CUMBOJIMCTOB, Ha-
npumep . Mopo, a Takxe npeacrtaBuTesen nocr-
NMMpPeccnoHn3ma n BoobLe MogepHM3Ma KOHLa
XIX ctronetus [2, c. 332].

[JanbHelwee pa3sutre peanmsma B XIX ctone-
TN BbINO BaXKHENLLNM 3CTETUUYECKUM COBBITUEM
BCEMUPHO-NCTOPMYECKOTO 3HaveHusa. KpynHein-
WKM npeactaButenemM dpaHLy3CKOro peaansma
cepeanHbl XIX ctonetns 6bin MNocras Kypbe (1819—
1877), KOTOPBbIN, Kak cYMTatoT, 1 BBEN B 0BOPOT Tep-
MUH «peanmsm» (1855), Ha3BaB CBOKO 3KCMO3MLUIO
B AepeBAHHOM Hapake «[TaBMAbOHOM peannsma»
N COCTaBMB KaTaNor BbICTaBKW C U3NOXEHMEM OC-
HOBHbIX MPUHLNMNOB «HOBOIO MCKyCcCTBa». KctaTy,
Bnocaeacteum . Kypbe ctan akTMBHbIM YUNEHOM
Mapuxxckort KommyHbl 1871 roga, noATBEPAVB TEM

CaMbIM Ha Jene CBOK Moc/efoBaTesbHYO Mpu-
BEP>XKEHHOCTb MAeasaM CcoumanbHOM cnpaBeav-
BOoCTM [2, ¢. 333]. MNockonbky Hanbosnee pa3BuTble
KanutTanncTuyeckme OTHOLIEHMA B 3TOT Nepuos
yTBEPAUANCE B AHMAUK 1 PpaHumMK, NOCTONbKY
MMEHHO B 3TUX CTpaHax 1 GOPMMPOBaANCh Hau-
6osiee BbIJaOLLMECA XKMBOMUCHBIE MPOU3BEAEHNA
peanu3ma. Kak 1 npeactaButeny poMaHTM3ama, Xy-
LOXHUKN peanncTbl BUAENN CBOK OCHOBHYHO 3a-
fadvy B bopbbe ¢ 3acmabem KanuTaamcTmyeckoro
«TOpPraleckoro» Ayxa B AyXOBHOW U COLMaNbHOWN
cdepax, uto, cObCTBEHHO, N 0becneyrBano BeCb Na-
dOoC X XyAOXKECTBEHHbIX NPOU3BeAEHWNA. Peanu3m
Kak XyZ0XeCcTBEHHOE TeyeHue, byAyum TeCHO «re-
HETMYEeCKU» CBA3aH C POMaHTU3MOM, 3HaMeHOBa
co60t0 HOBYIO CTYMEeHb KPUTUYECKOTO OTHOLIEHUA
K CYLLLeCTBYHOLLEN AENCTBUTENBHOCTU, MPU TOM, UTO
peanncTuyeckasl KpUTUKA U XXMBOMMWCH CyLLLECTBEH-
HO OT/IMYaNNCh U OT POMaHTUYECKOM, N OT Npo-
CBETUTE/IbCKOW, MOCKObKY Onupanncek Ha 6osee
KOHKpEeTHOe Hay4yHoe 3HaHue 1 6onee rnybokoe
NoHMMaHMe Xun3Hu sBoobule. OTcloaa, KCTaTh, BO3-
HUKHOBEHWE TEPMUHA «KpumMuYeckull peaausm»,
KOTOPbIN MOABUICA MPUMEHUTENBHO K peaansmy
XIX Beka.

MosBneHWe peannsma, No CyTv, O3Ha4ano cMme-
HY 6a30BOro 3CTETUUECKOrO MPUHLIMMNA OTHOLLEHUS
K MVpY, NPOBO3riaLlano paspyLleHre poMaHTUYe-
CKOTO «ZBOEMUPUA» U NPeBOCXULLAN0 COCPEAOTO-
YeHVe XyL0XXeCTBEHHOrO MHTepeca Ha peasibHOCTH
BO BCEX ee NPosABAeHUAX. XyAOXKHUKN U NucaTe-
NV peannucTbl OTANYaNNCb OT POMaHTUKOB CMoO-
COBHOCTbLIO MCKaTb OMOpPY CBOEMY TBOPYECTBY
B MOBCEAHEBHOCTN OObIAEHHOW XWU3HW, CTPEMU-
JNCb pacno3HaBaTb A0HPO U 310 C TOUKM 3PEHUS
MHTEPEeCOB BCEro YesioBeyecTBa B 1t060M dakTe Aei-
CTBUTENbHOCTU. be3ycNoBHO, CaMO NMOHUMaHKeE 3TUX
WNHTEPECOB Yy peasncToB 6bIN10 BECbMa Pa3/iyHbIM,
HO 6onee nan MeHee NPUBANXKEHHBIM K YaaHUAM
NpPOoCTOro Hapoga. VIMeHHO No3ToMy BcA peanu-
CTMYecKas X1BOMUCb, BBUAY CTPaCTHOro Xena-
HUS XyJO0XHUKOB OCBOBOAUTL YesloBEKA U XU3Hb
OT BCEro HecrnpaeeAaNBOro, MOLAOro, YPOAANBO-
ro 1 yTBEPAWTb abCONOTHYIO KPacoTy U AyLLIEBHYHO
N COLMaNbHYH rapMOHMNI, 06 BEKTMBHO OTpaXkaeT
HeobXoAMMOCTb PeBOJIIOLMOHHOIO Npeobpaszosa-
HWs Byp>kya3HOro obLecTBa, akTMBHO BOJIbHO AN
HEeBOJIbHO yYacTBYs B MCTOPUYECKOM MpoLiecce Kak
peBoIOLMOHU3MpPYOLWas cuna [2, c. 327]. B xygo-
KECTBEHHOM peanunsmMe bblna co3saHa OCHOBa AJis
6osee 06BEKTUBHOTO, YEM Yy POMaHTUKOB, PaCcCMO-

TpeHWsA BONpoca O MecTe YesioBeka BO BCEMUPHOM
Ky/IbTYPHO-UCTOPUYECKOM MpoLiecce, O B3aMMOOT-
HOLLEHWNAX IMYHOCTU U CoLlMyMa, 06 OCO3HAHHOM
YyenoBeyeckol Boae 1 Heoby3aaHHOW NPUPOAHOWA
cTUXMK. Tak po>XKAancs HOBbIV XYAOXECTBEHHbIN
peanv3m, NO3BOAMBLLMI XYA0XKHUKAM W NUCaTeNsM
NpuBAN3NTLCA K rnyboyanlemMy NOCTUXKEHUIO pe-
ANbHbIX ABUXKYLLUX CUA KYSbTYPHO-UCTOPUYECKOTO
npouecca pasBuTUA YenoBeyeckoro obuecTsa.
WNHTepecHo oTMeTUTb TOT dakT, YTo Napannens-
HO CO CTAaHOB/NIEHNEM W Pa3BUTUEM XY[0XKECTBEHHO-
ro peanncTM4eckoro HamnpaB/JeHNs B €BPOMenNcKoM
dunnocodum BosHnKaeT n opopmaseTca puaocod-
CKO€ y4YeHue no3umueusma, CBA3aHHoe C IMYHO-
cteto Orrocta KoHTa (1798-1857). ba3oBbiM NyHKTOM
3T0ro dmaocodCckoro HanpasaeHMA, OKa3aBLLEro
[ OBOJIbHO CyLLIECTBEHHOE BANSAHME Ha CAOXEHMe
NAENHO-XYL0XECTBEHHBIX MPOrpamMm eBponencKoro
MCKYCCTBA, CNY>KWUI0 CTPEMJIEHME NMONYUYNTb JOCTO-
BepHOe (MO3UTUBHOE) 3HaHME OKpPY>KatoLLen Ael-
CTBUTE/IbHOCTW B OMOpPE Ha 3MAUPUNYECKUI ONbIT
N cTporoe HayyHoe HabntogeHne. O. KoHT u ero
nocneAoBaTeN NCXOAUAN U3 NPeACcTaBAEHNA O Ha-
NNUYNN TECHOM B3aMMOCBA3M 1 B3aMMO3aBMCMMO-
CTW BCEX NMPUPOAHBIX U COLMaNbHbIX ABAEHNIA ApYT
OT Apyra v npeanarann pacnpoCcTPaHnTb ecTeCTBeH-
HO-Hay4YHble METOZbl Ha peLleHne BCeX CoLnab-
HO-KYNbTYpPHbIX Npobem CoBpeMeHHOro obLecTsa.
Mo3utmemnam O. KoHTa 1 ero akTMBHbIX NOCnea0Ba-
Tenen ctan praocodCkon OTNPaBHON TOUKOM TaKoro
OPUrMHaNBHOTO XYAOXECTBEHHOTO TeYeHUs, Kak Ha-
Typanusm [2, c. 328]. B xygoxxecTtBeHHOM Hanpasie-
HWUW HaGMYypaau3ma bbin CO3HATENbHO N HAMEPEHHO
rmnepTpodmpoBaHbl HekoTopble Hanbonee «cna-
Hble» CTOPOHbI B TBOPYECTBE 3aMajHOEBPONENCKMX
XYAOXHUKOB M nucatenen peanncros XIX ctonetus.
[Jeknapvipys Ha c1oBax CBOIO NMPVBEPXKEHHOCTb Ha-
YUYHON 06BEKTMBHOCTN M peanbHOCTM, KOTOpas Onu-
panacb B OCHOBHOM Ha MO3UTUBUCTCKUIA MPUHLMIN
onuncaHuna 1 knaccudukaumm SBAEHWIM, HaTypanmnsm
Ha Jene OTXOAWT OT TMNM3aLmm 1 oTbopa MHOTo06-
pasua GakTMYeckoro cogep>kaHmsa. TeM cambiM Ha-
Typann3m okasblBaeTCA HECMOCOOHbIM MPOHUKHYTb
B CYLLHOCTb M306pa>kaeMoro 1 XyA0>KeCTBEHHO-
3CTETUYECKM OCMbIC/IUTb HEKOTOpPbIE CyLLLECTBEHHbIE
3aKOHOMEPHOCTN 06BLEKTUBHOM AEeACTBUTENBHO-
CTWN. B Xxyao>XKecTBEHHOM TBOPYeCTBE HaTypanu-
CTOB Hay4HbI NPUHLUN AeTEPMUHUPOBAHHOCTM
OTAENbHOW IMYHOCTN HOCUT, Npex e Bcero, eu-
3107I0TUYECKUIA XapaKTep, MOCKOJIbKY HeMpPeoAoan-
MO€ «BJIMSHNE CPefbl» Hak/ablBaeTCa Ha CTOb Xe
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HenpeoAoIMMOe «BANAHWE HaCNeCTBEHHOCTN».
OTcrosa BbITEKaeT TO, UYTO M3NULLHE AeTalbHoe
n3obpaxkeHre NaTonornyeckoro n 6e3obpasHoro
y HaTypa/snCToB npespaLlaeTcs B camouenb. CTaB-
Ka Ha paKTNYecKyto «40CTOBEPHOCTb», TakuM 06-
pa3om, NprobpeTaeT CaMOLOBAEIOLLMIA XapaKTep
B TBOPYECTBE XYAOXHUKOB-HaTypPaaNCTOB, MOCKO/Ib-
Ky drKcaumns aBaeHU BMeCTO co3haHuns obpasa
yenoBeka 1 obLecTBa CTaHOBUTCA OAHMM 13 OC-
HOBHbIX AOrMaTU4YeCkMX NPUHLMNMNOB HaTypanms-
Ma. [1pun 3ToM pennrnosHo-dbunocodbckmne CMbICabl
Ky/IbTYPHO-UCTOPUYECKOM KM3HWN HapOAO0B YacTo
MCKaXanca U3NWHUM «Hay4YHbIM» GU3N0I0TN3-
MOM B OMpeAeNeHnn OCHOBHbIX MPUUYNH AeACTBUI
N O6BEKTUBHOW CYLLHOCTU ABNEHMIA. TeM He MeHee,
HaTypann3M Kak MEeTOZ Cbirpan CBOK POJb B Xy-
[AO>XeCTBEeHHbIX npoueccax XX crtonetns, kotopas
3aK/toYanack, Ha Hall B3raa4, B MPOHUKHOBEHUN
HaTypannCTUYeCckmX TeHAEHLWIM B peannsmM 1 B pas-
NIVYHbIe MOAEPHUCTCKME HanpasaeHua [2, c. 328].

B nocnegHein Tpetn XIX cTonetvs B eBPONENCcKom
13006pasnTeNbHOM MCKYCCTBE CIOXMIOCh HOBOE XY-
A0XeCTBEHHOe HanpaBJ/ieHVe — UMNPeccuoHu3M. Vim-
MPeCcCMOHN3M XOTS 1 MPOCYLLECTBOBAN B MCKYCCTBE
BCero kakmx-To 12 nert, c nepBov BbicTaBku 1874 roga
n Jo nocnesHe B 1886 rogy, Ho okasas OrpoMHoe
B/IMSAIHWE Ha NOCNeAytoLLee pa3BUTUE BCEV MUPOBOM
>KMBOMUCK U XYLOXECTBEHHOW Ky/bTypbl. IcTOKM 3TO-
ro HanpaBAeHUA MOXHO OTbICKaTb ¥ B POMaHTV3Me
C €ro novckamu HAMBKAYanbHOro, MOYTU He3aMeT-
HOrO rnasy, caMOBbIpaXeHUa U B peannsme, KOTo-
PbIA CTPEMUIICA K XYJ0XKECTBEHHO-3CTETMYECKOMY
BOMJIOLLEHNIO 06bEKTUBHOIO 1 gocTtoBepHoro. C ca-
MOro Havasa nporpamma «CanoHa OTBEP>KEHHbIX»
3. Mare, K. Muccappo, M. CezaHHa, K. MoHe, O. Perya-
pa, 3. [lera v gpyruvx, Bkato4yana nociesoBaTtesibHoe
oTpuLaHmne NtobbIX YCIOBHOCTEN W AOrMaTUYECKMX
OrpaHnYeHunli B UCKYCCTBE, BYyAb TO KAacCULM3M,
aKaZemMusM Uan PoMaHTU3M. [aBHbIM KpUTEprEM
XYS,0XKECTBEHHO-3CTETUYECKUX LIeHHOCTE, onpese-
JIIBLLUVM NAENHO-XYAOXKECTBEHHbIE MPOrPaMMbl K-
BOMWUCK MMMPECCUOHWCTOB, BbICTyMNana NOAANHHaS,
ecTecTBeHHas peanbHOCTb, 4OCTOBEPHO CXBaUYeHHas
YyesioBeYECKMM BOCMpUATHEM XMBonucLa. CBA3bto
MeXy YeNOBEKOM W OKPY>XKAOLLMM MUPOM CIY>KNT
«BreyYaT/eHNe», KOTOPOe akkyMyanpyeT B cebe 06b-
€KTVBHYIO AyLLEeBHYHO OCHOBY A8 paboTbl YyBCTB
aBTOpa. BneuatneHuve, cornacHO MHeHWIO MMMpec-
CUOHWCTOB, CTO/b XXe CYyObEeKTUBHO, CKONb U 06b-
€KTUBHO, N OHO He MOXeT BbITb MOCTOAHHbIM Aaxe
Y OZLHOTO YeNoBeKa, MOCKONbKY M 06beKT 1 cybbekT
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npwbbIBaOT B MOCTOSHHOM U3MEHUMBOM COCTOSIHUW.
VIMeHHO noaTomy Hanbonee LieHHbIM 1 NpeacTaBas-
€TCA NepBoOe HenpeAB3ATOe ClyYalHOoe BrevaTieHue,
KOTOpPOE, Kak MpaBu/IOo, N PackpbliBaeT B 06bekTe He-
UTO HEOXMAAHHOE N HOBOE [2, C. 336].

B paboTax MMMNPeccMoOHNCTOB MOXHO BbIAEANTb
0COObIV XMBOMMWCHBINA A3bIK, MOJb3YHLLMIACA CO3HA-
Te/NIbHbIM MPUEMOM Pa3/IOXKEHNSA CIOXHOrO TOHA
Ha HeCcKoJIbko Bosiee «MPOCTLIX» YNCTBIX LIBETOB, KO-
TOpOe CoeanHAETCA BOEANHO NNLLb B /1a3ax 3puTens,
«CcobuparoLLEro» BOEAMHO OTAeNbHbIE MHOXECTBEH-
Hble KONOPUCTUYECKME N KOMMO3ULMOHHbIE «Bre-
yaTaeHuns». Takaa XXMBOMWCb, MOCTPOEHHas Ha urpe
pa3HoO6pa3HbIX Ma3KOB, AeNaeT KPaCOUHbI CI0M
KapTWHbI XXMBbIM 1 TPEMETHbIM, OCTaB/IAA OLLyLLe-
HMe He3aKOHUEeHHOM HEMOAHOTbLI BoCcnpuaTus. [Janb-
Helllee Nornyeckoe 3aBepLUieHne Noj06HbI METOZ
Hallen B TBOPYECTBE XyZ0XXHUKOB HEOUMNPECCUOHU-
cmos (4BM3NOHNCTOB UK nyaHTuancTos) X. Cepa
1 M. CnHbsKa, KOTOPble Aaxe MbiTasnCb BbICTPOUTb
HayuHyto Teoputo cBeTa. [lanbHenlee NpoAoixe-
HWe 3TON NNHUW XMBOMUCKU CTano HarnpaBieHne
nocmumnpeccuoHuU3Mad, Hanbonee ApKUMU Npes-
cTaBuTeNsMMU Kotoporo 6bian M. Ce3aHH, B. BaH lNor
n I. ToreH. HecmoTpsa Ha TOT $aKT, YTO 3TN XyAOXKHM-
KN He 6blIM 06beMHEHBI HY 06LLLEeN NporpamMMoNn,
HW eJNHOM METOAMKOW, OHW, MOCTENEHHO NPeoso-
neBas SMANPU3M MMIMPECCUOHM3MA, CTPEMUANCH
K nepegave bonee AANTENbHbBIX COCTOSAHUI U 60-
Nlee yCTONUMBBIX NAENHO-XYAOXKECTBEHHbIX Liesein.
B NyyLInx XXMBOMUCHBIX MPOU3BEAEHUAX ITUX Ma-
CTEPOB aKTMBHO NpeAcTaBAeHa KOHKPETHOCTb U Ma-
TepmnanbHOCTb Yenoeudeckoro Tena (M. CezaHH),
MoBbILLEHHAas 3KCNPeccus n 060CTpeHHas BOCHpU-
MmumBocTb (B. BaH lNor) ¢ LenbHOCTbIO M OTUYETAMBO-
CTbO XyZOXecTBeHHbIX 06pa3os (. ForeH). ImeHHO
3TU XYAOXHUKN OKOHYATENbHO CBA3aIN XMBOMUCH
yxogduwero XIX Beka ¢ HaCTynaroLmMmM HOBbIM UC-
kycctBoM XX ctonetus [2, c. 337].

OTkpoBeHHas pa3o4apOBaHHOCTb XyAOXHUKOB
W nucaTenen B HaTypaanuCTUYeckom n «no3nTUBUCT-
CKOM» OLEHKe YeNoBeKa N OKpY>KatoLLen AeNCTBY-
Te/IbHOCTU B KOHLe XIX — Havane XX Beka NpuBOAUT
€BPOMNENCKOe 1N PyCcckoe UCKYCCTBO K BO3HUKHO-
BEHWIO HOBbIX HEPEAIMCTUUECKMX HaNpaBAeHWN,
CBAI3aHHbIX C MOHATUEM «AeKafaHca» (0T PpaHy.
decadence — ynafok) nam nckyccTBo «KOHLLa Beka».
MockobKy yXe B Hepax HaTypaan3Ma TBOPUECKM
OfapeHHble NpeAcTaBUTENN UCKYCCTBA BUAENN AB-
CTBEHHO NPOABAAIOLLMECH CUMMNTOMbI KpU3KMca To-
raalHen KannTaancTMUYeckom «MOLEPHNCTCKOM»

Ky/bTYpbl B LLeNIOM, MOCTOJ/IbKY BO3HMKAET peakuus
O0ekaddHca Ha TO TYNMWKOBOE MOJIOXEHWE, B KOTO-
poe «MO3UTUBUCTCKOE» HamnpaBiAeHNe ABUXEHUS
HaTypasn3ma 3aBesio KyNbTypPHO-XYAOXEeCTBEHHYHO
KM3Hb €BPOMENCKOro NCKYCCcTBa. TO BbINO CBA3AHO,
npexzae Bcero, C TeM OLLyLeHVeM KOHLA MOLWAOo-
ro 1 NPO3an4HOro, HO BCE Xe CTabUbHOro nopsaa-
Ka BeLLen, KoTopoe ByKBasbHO NMPOHM3bIBANO BCHO
eBponenckyo KynbTypy KoHua XIX ctonetuns, uto
BbI3blBaJI0 BECbMa Pa3/INUHble U MOPON NOASPHO
MPOTUBOMOJIOXHbIE NAENHO-XYAOXKECTBEHHbIE ABE-
HWA B uckycctBe. C OfHOW CTOPOHbI, Takas CUTyaLms
npuBoAMaa K TpaHCPOpPMaL MM XyA0XKECTBEHHOIO
peasn3ma, KOTopbIl B KOHLe XIX — Hauane XX Beka
CMOT NPeosoaeTb MO3UTUBUCTCKOE BANSHWNE U HaTy-
PannCTMYecKyto orpaHNMYeHHOCTb C MOMOLLbIO CO-
LmanbHoro nadboca KOMMYHUCTUYECKON MAEONOTUN,
C ApYrov CTOPOHbI, 3TO NPUBENO K BO3SHUKHOBEHMIO
HOBbIX MHOTOUMCAEHHbIX TEHAEHL NN «AeKaZaHca»,
CBSI3aHHbIX C OLLyLLEeHNeM HajBuratoLerics obLue-
eBponenckon katactpodsbl [2, c. 329].

KoHey, XIX — Havano XX Beka — nepwuog focta-
TOYHO C/IOXHbIV B Pa3BUTUM 3amMagHOEBPOMNENCKOro
1 PyCcCcKOro n3o06pasmTesbHOroO MCKYCCTBa, MOCKObKY
B 3TO Bpems OAHOBPEMEHHO 1 NapasyieibHO Cylle-
CTBOBAJIO HECKOJ/IbKO CTUANCTUYECKUX Hanpase-
HWUI Nog 0B MM Ha3BaHMEM «ZeKagaHc». [pu aTom
BHYTPW 3TOrO HanpaBAeHWsa MOI/W COCYLLEeCTBOBaTb
pasHble CTUNCTUYECKN OKpaLLleHHble Pa3HOBUAHO-
ctn. Cpeam BeCbMa NecTpbix 1 pa3HOO6pa3HbIX Ha-
NpaBAEeHUA 3TOr0 MHTEPECHOrO BPEMEHN BO BCel
CBOEW CNIOXHOCTV N MHOTOFPaHHOCTUN BblAenseTcs
cumeos1u3M. BO3HMKHYB nepBOHa4asbHO Kak 0CO-
60e NuTepaTypHO-XyA0XKECTBEHHOE HanpaBieHne
B JIMLLE CBOMX APKUX NpeacTaBuTenen Pembo, Bep-
neHa, Mannapme n MetepanHka, CMUMBOJIM3M Bblpa-
60Tan CBOW OpUTrMHabHbIE 3CTETUYECKNE MPUHLMMbI
N yTBEPAUACH, MOMUMO UTepaTypsbl, B n306pasu-
Te/IbHOM WCKYCCTBe, TeaTpe U My3bike. CuMB0/IU3M,
Kak OTpa)KeHue Ayxa BPeMeHW, BO3HUK Kak peak-
LMA Ha OrPaHMUYEeHHOCTb NO3UTUBUCTCKOW 3CTETUKY,
HaTypa/sn3ma 1 No34Hero U3Mesib4aBLIEero XyAoxe-
CTBEHHOrO peann3ma. 3apoameLunce BO PpaHumy,
Kak OTBeTHas peakumsa Ha npobaembl HaTypanms-
Ma 1 ABAASCb OTYACTU JIOTUYECKUM 3aBepLUEHNEM
No34HEero poOMaHT13mMa, CMMBOIM3M He 0QOPMUIICH
Kak 0CObbIl CTWU/b, @ CKOpee CTan HanpaBaeHeM
B MCKYCCTBE, OOBEANHUBLLMM Pa3NNYHbIe ero BUAbI
0bLLHOCTHIO CBOErO OPUTMHANBHOTO MUPOBO33pe-
HuA. [aTol TeopeTnyeckoro 060CHOBaHMsA CUMBO-
NM3ma, Kak cnocoba Xy[0XKeCTBEHHOro NO3HaHWA

MUpa, MPUHATO cumTaTh CeHTAbpb 1886 roaa, Ko-
raa B «Figaro litteraire» 6611 onybankoBaH 3Hame-
HUTBIM «MaHundecT cumBoansma» XXaHa Mopeaca.

Be3ycn0BHO, BO MHOrOM MMEHHO 3TOT MaHudecT
1 onpeAenn HoBble CPeACTBa BbIPaXeHUA B UCKYC-
CTBE CMMBOJIUCTOB, OAHaKko Hbonee rnybokyto v He-
NOCPEACTBEHHYHO CBA3b CMMBOJIM3M B XXMBOMUCU
MMes He CTOJIbKO C IMTepaTypoi, CKOAbKO ¢ dpuo-
coduenr, KoTopas MMEHHO B 3TOT NEPUOL BPEMEHN
CTasla KaTeropnyHO OTPULLATL CYXYHD JIOTUKY NO3K-
TmBM3Ma. ®pugpux Huuwe [3, c. 17], AHpu Bepr-
COH, IpHCT Kaccupep ¢ nx «bunocopmnert xmsHm»
YTBEPXKAAHT «BOJIbHbIN AyX» MHTYUTUBU3MA, pa3-
pewas dunocopckme Npobaembl He NOrMYECKM-
paunoHaNbHbIMK CXeMaMU Y YMOMOCTPOEHNAMM,
a UHTYUTMBHBIM NyTeM («NyTeM o3apeHus»). Tak,
A. beprcoH [4, c. 17], paccmaTtpuBan Xn3Hb KaK eam-
Hbli MeTabn3NYeCcKn-KOCMUYECKUIN NpoLLece, Kak
NOA/IMHHYHO N MepBOHaYa/IbHY CBEPXPEanbHOCTb,
a CTPyKTypa 3TOW peasbHOCTN eCTb A/INTENbHOCTb,
nocTuraemas TOAbKO NNLLb MOCPEACTBOM BHYTPEH-
HeM MHTYWULK, NPSMO NPOTUBOMOIOXHOW UHTENEK-
Ty. ACnekTamm 3ToM MeTapUnUYeCckm-KOCMUYECKON
LeATeNbHOCTY ABAAIOTCA, MPEXAe BCero, Matepus,
CO3HaHWe, NamMaTb, Ayx. [oCcKoabKy BCA MOAHOTA
>KWN3HW A0 KOHLLA He MO3HaBaema, NoCTOJbKY NNLb
WHTYMLUMA cnocobHa cnerka NnpubansnTbCs K MOHMU-
MaHWIO XXW3HEHHOW NMOAHOTbI. IMEHHO MO3TOMY
NHTYNLMA OTKPbIBaeT Nepes UCKYCCTBOM HOBbIE,
Hen3BeCTHble paHee, CNOoCObbl MOCTUXKEHUA Tay-
OUHHbIX XW3HEHHbIX OCHOB. [Nepes HaMu Kak 6bl
«BO3POXJaeTCA» Ha HOBOM UCTOPUYECKOM YypOB-
He ApeBHee HeonaaToHMYeckoe yyeHune MNaoTuHa,
C ero Cy>ieHMEeM O TOM, UTO «Mbl MPUBS3bIBAEMCS
K BHELLHEN CTOPOHE BeLLEe, He 3Has, YTO Hac BOJI-
HyeT TO, YTO CKPbITO BHYTPU HUX». B ocHOBe 3cTe-
TUKM CMMBOAIN3MA NEXUT APEBHSAS, THOCTUYeCKas
KOHLIeNLMS «BOEMUPUS», COrIacHO KOTOPOM BECh
peanbHbIi MUP GEHOMEHOB BTOPUYEH, OH ABASETCA
NN TEHbIO, OTPAXKEHNEM UCTUHHOIO MAeasbHO-
ro Mmpa — mupa naen. CyLectsyowmii BHe Npo-
CTPaHCTBa M BPEMEHU MUP YUCTbIX NAEW (YNCTbIX
JIOroCoB) ABAAETCA NEPBUYHBIM, MOAJNHHBIM U BEY-
HbIM, @ MOTOMY W BHEBPEMEHHbIM. ECv Bbigenntb
Hanbosiee xapakTepHble YepTbl NOAOOHOrO B3rnsAa
Ha MUP, TO MOXHO CKa3aTb, UTO B LLeNIOM AN CUM-
BO/IM3Ma Hanbonee xapakTepHbl:

— MeTadusnyeckoe N MUCTUYECKOE cOo3epLia-
HVWe KOCMOcCa 1 YenoBeka;

— CTpeMJIeHNe Yepe3 CMBOJ MOCTUTHYTb «BeY-
Hble YMCTble naemn»;
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— KpalHW MHAMBUAYANN3M «[POCBETAEHHO-
ro» CUMBOJINCTA B OTCTaMBaHUN CBOEro cObCTBEH-
HOro «i»;

— CTpeMJIeHne K CMHTEe3y BCero BoobLLe, U K Lie-
NOCTHOCTM MCKYCCTBA B YaCTHOCTH, YeM COBCTBEHHO
1 obycnoBaeHbl MHOTME TEXHNYEeCKNne 0COBeHHO-
CTV MO33UN N XXMBOMUCU CUMBONCTOB;

— KpalHsAs YTOHYEHHOCTb (4aXke N30LPEHHOCTD)
B MMPOBOCMPUATUN N COOTBETCTBEHHO 3TOMY B Cpe-
CTBaX XyAO>KeCTBEHHOro BOCNPOU3BeAeHNA Npu ne-
peAaye OTTEHKOB W NMOJYTOHOB;

— >KajHoe TAroTeHne K My3blke 1 pUTMUKe, No-
3TOMY NPOBO3rAalleHne My3blkaJbHOCTU KaK rnaB-
HOro rapMOHMYECKOro NpuHLKMNa B Bbibope cpeacTs
“ NPUEMOB MCKYCCTBa, a B CBA3M C 3TVM CO34aHune
HOBOTO MO3TNYECKOrO U XYA0XXECTBEHHOTO A3bl-
Ka 1 CTuAA.

C Teopuven cMMBOAA TECHO CBA3aHa TaK Ha3bl-
BaeMas «Teopusi COOTBETCTBMUIA», COFIaCHO KOTOPOW
BCe ABJEHNA NpUpOoabl (LBETa, 3BYKM, 3anaxm) — 370
cBOeobpa3sHble CUMBOJIbI, OTFTOJIOCKN MAEaNbHOrO
MMpa «JIOrOCOB», KOTOPblE MNOABUINCH B pe3yibTa-
Te ero amMaHaumm (NPoeKkLUnn) N3 Mmpa Uaen B M1p
dbeHomMeHOB. B npoun3BeseHMAX CUMBOIMCTOB 3TU
ABNeHUN U GeHOMEHbl CTAaHOBATCS MHOFO3HAYHbI-
MK 0b6pazamu, oTpaxkatoLwmmMmn cBou nepBoobpassbl
(norocskl), C MOMOLLbH KOTOPbIX «MPOCBETAEHHbI»
MO3T U XYAOXHUK UHTYUTUBHO M aCCOLMATUBHO MO-
3HAIOT M OTPa>KaroT BbICLLUYHO JYXOBHYH peasibHOCTb.
C TOYKM 3pEeHUA CUMBOJIN3MA, MUP — 3TO HEKUIA
Wnp (AYXOBHbIM NaBUPUHT), KOTOPbIM TakXe 3a-
WndpoBaHbl 1 BCE HALIM MbICAW, N HaW A3bIK. [7].
CvMBOA — 3TO Hekuii 06pas, COCTOALMIN 13 pa3iny-
HbIX 3/1IEMEHTOB, KOTOPbIN, OAHAaKO, ABASET COOOM
HeuTo BoJblUee, YEM MPOCTO CyMMa COCTaB/AKO-
LLMX ero oTAeNbHbIX YacTel. He cnyyanHo oguH
13 Beanyamwmx Guaocopckmx yMoB MUHYBLLETO
ctonetnsa A.®. JloceB oTcTanBan caegyrouiee no-
noxenwue: «CMMBOAN3M ecTb anodatnam, n anoda-
TNU3M eCcTb cMMBOAM3M. Pa3opBaB 3T ABe cdepb,
Mbl MONYYUM UAN d2HOCMUYU3M C MPECNOBYTbIMU
«Belamn B cebe», KOTOPbIX HE MOXET KOCHYTbCA
HW OZMH NMO3HaBaTe/IbHbIN XeCT Ye0BeYeckoro yma,
TakK YTO BCe peasnbHO AB/AOLLEeCs NpeBpaLlaeTcs
nnn B 6eCNpoCBETHOE MAPEBO WIO3UIA, NN B NO-
POXAEHNE YeNOBEYECKOro CyOBbEKTUBHOMO pasyma,
VAW MONYYNM YPOA/UBBIA NO3UMUBU3M, ANS KOTO-
pOro BCAKOE fIBNEHNE N eCTb caMo no cebe cyu-
HOCTb...» [8, c. 110].

Vcxopa n3 atux cneundunyeckmx B3rnagos, oc-
HOBHYO 3ajjauy MCKyCCTBa CMMBOJIUCTbI BUAEAN,
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€CTeCTBEHHO, He B M306paKeHUn AeCTBUTE/IbHO-
CTW, @ B IlYyBUHHOW (4YXOBHOM) MOCTUXEHUN U OTO-
BpaxkeHUn Mupa naen, B BblpaXKeHnM BbICLLETO
[AYXOBHOTO CMbIC/A, CYyTU MUpa. [103T-CMMBOANCT,
Kak cumtan A. Pamb0o, f0IKeH «...nccnemoBaTh He-
3pMMOe, CAbllaTh HeclbixaHHoe» [6, ¢. 5]. OgHown
13 dyHAaMeHTaNbHbIX 6a30BbIX OCHOB TakOW 3CTe-
TUKW CUMBON3MA, KakK penrnosHo-bunocodckoro
obpasza Mbicnelr, HECOMHEHHO, SIBASIETCSA Teopus
cumBoa. CMbICA 3TON TEOPUM 3aK/IHOYAETCS B TOM,
YTO «MOAJ/IMHHOE» NO3HaHWe 1 oTobpaxkeHne Mupa
nzaen BO3IMOXHO TOJIbKO JINLLb C MOMOLLbI CUM-
BOJ1a (MHOrO3Ha4YHOrO XyA0XeCTBEHHOro obpasa),
KOTOpbI 061a8aeT CNOCOBHOCTLIO YCIOBHO 060-
3HayaTb CYLLHOCTb AIBJEHUSA BMECTO €ro KOHKPETHO-
06pa3HOro BblpaxeHus. Jpyrumm cioBamu, Ayt
NyTeBOAHbIM MOCTOM B MUP MHOObITUA. C MOMOLLIbIO
CUMBOJIa MO3T MU XYAOXHMK NbITaeTca nepeaatb
OTroOIOCKM BbICLUETO AYXOBHOrO Mupa (Mmpa uu-
CTbIX 10rocoB). B n3obpasntenbHOM McKyccTBe 3TO-
ro BpEMEHW CMMBOJIN3M HE MMe OMNpesenstoLero
3HaYeHusl, 1 HEBO3MOXHO 06bEANHUTbL B OAHY rpyn-
ny BCEX CBA3AHHbIX C 3TUM HamnpaB/ieHNEM XyAO0X-
HWKOB. XXMBOMNUCLbI HarNAAHO AEMOHCTPUPOBaNu
dpa3y nosta BepseHa: «...cKOIbKO CUMBOJINCTOB,
CTONBbKO e 1 cMmBonoB». [4, p. 110]. EanHcTBEH-
HOE, UTO POAHUIO BCEX CUMBOJINCTOB, 3TO CTPEM-
NeHve goctnub naeana KpacoTbl, npeBpaTuBLLENCS
B NpeAMeT ero 060XKeCTBNEHMNSA, MOCKOIbKY Xy0X-
HWK, Kak TBopeL, KpacoTbl, cnocobeH «nepeco3satb»
>KW3Hb, @ He TONIbKO co34aTbh 0bpa3-cumBoA. Ecam
npegreyel CMMBOAN3MA B MO33UKM ABUIACh Gurypa
LWapns Bognepa, TO B XnBONMCK NOJ06HYO poib
Ha cebs Bo3noxuau MNeep Mioeun ge LWasaHH v lto-
ctaB Mopo, a B cdhepe niactmyeckmx NCKYCCTB 3Ha-
ynTeNbHBIMY TeopeTUKamu Hblin Anbbep Opbe, Monb
Ceptozbe 1 Mopuc [leHn, 060cHOBaBLINE MOUCKN
N yCTpeMAeHNs XyA0XXHUKOB-CMMBOINCTOB. Tak,
B cTaTbe «[1onb [OreH: CMMBOIM3M B XUBOMUCU»,
ony6ankoBaHHoW B «Mepktop ae PpaHc» B MapTe
1891 roga, A. Opbe chopmynmpoBan NATb OCHOB-
HbIX MPUHLMMNOB CMMBO/IM3Ma B UCKyccTBe: «[Tpo-
n3BeAeHMEe JOKHO ObITb, BO-MEpPBbIX, NAENHbIM,
nbO eMHCTBEHHBIW ero naean — BblpaxkeHue naeu;
BO-BTOpPbIX, CUMBOJIMYECKUM, MOCKOJIbKY 3Ta Uaes
noayyaet BblpaxkeHue B GopmMax; B-TPETbUX, CUH-
TETUYHbBIM, MOCKOJIbKY PUCYHOK ero ¢opm, Havep-
TaHVe ero 3HakoB COOTBETCTBYeT 0606l eHHOMY
CNocoby NOHUMaHUS; B-UeTBePTbIX, CYyObEKTUBHbBIM,
NMOCKOJ/IbKY ero 06bekT A0/IKEH pacCMaTpuBaTh-
€Sl He Kak 0H6BEKT, HO KaK 3HaK, BOCMPUHMMaeMbIiA

Ccy6beKTOM; B-MATbIX, BCIEACTBME CKa3aHHOrO, OHO
JLOJIKHO BbITb AeKopaTUBHbLIM, MO0 AekopaTBHas
>KMBOMUCb, Kak TakoBas, B NPeACTaBAEHNM erUnTsH,
a Tak>Ke, BeCbMa BEPOATHO, Y FPEKOB, N MPUMUTK-
BOB, — He YTO MHOe, KaK BUJ, UCKYCCTBA, CyObeKTMB-
HbI, CUHTETUYECKNIA, CUMBOINUYECKUM N UAENHbIN
ogHoBpemeHHo» [10, c. 36-40].

Apyrummn cnoBamu, Ans TOro 4Tobbl CTaTh «Bbl-
pa3utenem abCoNtOTHBIX CYLLHOCTEN», XYLOXHUNKY
cnepyeT «ynpoCTUTb HavyepTaHWe 3HakoB». B ncro-
puun nckycctea A. Opbe pasnnyaeTt ABe TeHAEHLUUN:
«OfiHa 13 HUX — MPOM3BOZAHOE OCTPOThI F1a3sa, Apy-
rasg — Maoj TOro BHYTPEHHErO 3peHMs, O KOTOPOM
rosoput CBegeHb0pPTr; NepBas TeHAeHLUMA — pea-
NvcTnyeckasn, BTopas — geunctnyeckas». Oteep-
ras HayuHyto kputuky M. TaHa, A. Opbe ccbinaeTcs
Ha aBTopuTeThl L. Boanepa, CBegeHbopra u kak
pe3toMe CBOeNr MbICaU NpuBoanT ¢pasy MNaoTuHa:
«Mbl NpuBsA3bIBaEMCS K BHELLUHEN CTOPOHE BELLEN,
He 3Has, YTO Hac BOJIHYeT Kak pa3 TO, YTO CKPbITO
BHYTPW HMX». VIMeHHO A. Opbe nposo3raacun [1. To-
reHa NpoOBO3BECTHNKOM «...BO3BpPaLLeHns K co3ja-
TeNAM acCUPUNCKUX N ermneTckmx MmdoBs», BUAS
B CMMBOJINCTaX AOCTOMHbIX CONMEPHMKOB AMOHLLAM
[10, c. 38]. XyAOXHMKN-CUMBOANCTbI YTBEPXKAANN,
4YTO 06BEKTMBHOE NMO3HaHWe MOXeT ObITb NOay-
YeHOo afenToM TO/IbKO Yepes CBOe, CyObekTMBHOE
noctuxkeHue NctrHbl. OBbIYHO NPW 3TOM OHU NpU-
BOAWAM M3BeCTHble cnoBa CokpaTa: «[Mo3Hal cebs,
W TOrAa Tbl MO3Haelb MUP 1 Horos».

BHyTpeHHe corfiawasncb C 3TUM Te31UCOM, OHMU
CTPEMWINCb NCCNe0BaTh B3aMMOCBA3b MeXay >Ke-
NaHUAMU N HAWMMW NPeACTaBAEHNAMM, HO UCKIHO-
Yanum Npu 3Tom Nrobble JOrMaTUUECKME MONOXKEHMS,
JaXe Te, KOTOpble OCHOBaHbI Ha CTPOTMX J1OTNYECKMNX
foka3zaTenbcrax. OTpaxeHve Nogo6HOro MMpPoOBO3-
3peHuns ABHO npocaexunsaetcs B pabotax MNoctasa
Mopo, KOTOpPbIW, KOMBUHUPYSA Pa3NNUHbIE TEXHU-
KW XXMBOMUCH, NMbITaNCH NPONOXUTb HEKUI «TPETUIA»
NyTb B MCKYCCTBE, CJIOBHO Obl BOCKpELLas AaBHO 3a-
ObITbIN AYX APEeBHEro nNaHTemsMa. MNepegaBas Tan-
Hbl, BOJIHYtOLLME ero BoobpaxkeHue, I'. Mopo BoNbHO
3KCMEepPUMEHTUPYET C KOJIOPUCTUYECKMMW CcoYeTa-
HUAMM, C KOMOMHALMAMN Pa3ANYHBIX TEXHUK, ANS
Yyero OH HarpomoXJaeT U Kak Obl HarHeTaeT MHO-
KEeCTBO M306pa3nTenbHbIx geTanei. Takon opurn-
Ha/bHbIV MOAXOZ K M3006pa3nTenbHOCTY BO MHOTOM
n onpegenan ero sanaHue Ha A. Matucca, X. Pyo,
A. Mapke n gaxe paHHero B. KaHanHckoro. Kctaty,
y nocnefHero eLle BO BpeMs ero npebbiBaHus B MNa-
pvke ¢ 1904 rosa CNOXMANCH AOBONBHO MHTEPECHbIE

B3aVMMOOTHOLLEHNA C XYAOXHWKOM Anekcucom Mepo-
JAakom->XaHHo (Alexis Merodack-Jeanneau), Bo3rnas-
NABLUMM €XXeMEeCAYHBIN XypHan «HoBble TeHAEHUUM».
Cam Mepogak->XXaHHo, B CBOIO ouepesp, bbln BeCcbMa
61130K K GOBUCTCKOMY ABUXKEHWMIO U BMECTE C CUM-
Bosvctamu Matuccom, Pyo, Mapkecom, MaHreHom
[OBOJIBHO YacTo noceluan ctyamio MNoctasa Mopo.
Kcratn, nmenHo Mepogak-XXaHHo un [toctaB Mopo
opraHu3oBanu nepsyto BbicTaBky B. KaHanHckoro
B Mapwmxe B 1904 rogy [11, c. 375]. TecHble KOHTaK-
Tbl B. KaHAMHCKOrO € XXypHanoM «HoBble TeHAEeHLUM»
W C KPYroMm BbllLenepeyncaeHHbIX 1L, yCTaHOBUANCH
ewe ¢ 1904 roga, MMeHHO TOrAa, Korja OH CTan y4yacT-
HUKOM BToporo MexayHapogHoro canoHa (Union
Internationale), opraHN30BaHHOTO MOA 3rMA0M XypHa-
na «Les Tendances Nouvelles». [o3aHee, yxe B Mae-
noHe 1907 roga, Ha BbicTaBke HapogHoro myses»
(Musee du Peuple) B Anxxe (Hotel de Chemellier) npep-
MONOXUTENBHO 6b1N10 BbicTaBNeHO 109 npou3BeseHNI
KaHnaunHckoro, 3Tv ¢BA3n cTanu ele 6osee TeCHbIMM
n NpuBeau K Nyéankaumm oTAesbHOroO Lukaa rpa-
Btop B. KaHgunHckoro B exxeMecs4HoOM XypHane «Les
Tendances Nouvelles». [peanonoxmTensHo B 310 Xe
Bpema KaHaMHCKuA cTan uneHoM MexayHapoaHo-
ro COo03a XyA0>XXHUKOB, CO34aHHOrO Npu XypHasae
N HaCYMTbIBAKOLLErO OKONO ABYX ThiCAY uneHoB [11,
c. 376]. Cnycta ewe HekoTopoe Bpemsa B 1908 roay
nsgatenbcteom «Les Tendances Nouvelles» 6bin Bbl-
MnyLLeH cneumanbHbI anbbom rpastop Bacuams Kax-
AVNHCKOTO TMPaXKoM NopszKa ThiCAUYN 3K3eMMNAAPOB
C f,OBOJIbHO BOCTOPXXEHHbIM NPeAVCIOBNEM N3BECT-
HOro GpaHLy3CKOro XyaoxXeCcTBeHHOro kputmka Xe-
poma Mecca [11, c. 375].

B o6nacTv TeOpeTUUECKNX KOHLEMLMI cofepika-
HWe nybavkauuii nsganms «Les Tendances Nouvelles»
cnocobcTBoBano 6onee rnybokoMy NpoHUKHOBE-
HWIO B UAEWN CMMBOAN3MA U MOHUMaHUIO CUMBOJIN-
YecKkol HamnpaB/IeHHOCTN HEOMMMPECCUOHUCTOB.
KctaTh, MMeHHO no3tomy ob610xKa XypHana bblna
odopmneHa Mepogakom->XXaHHO B cTuae Ap-HyBO.
Kak oTmeuaet nccnesosatenb H. ABTOHOMOBA, UHTe-
pec K AMBU3NOHM3MY Bbl1 OCHOBaH Ha UCMOJ/Ib30BaHU
B >XKVMBOMWCW HEOMMMPECCMOHNCTOB OMNpeAeNeHHOro
CMMBOJINYECKOrO KOAQ, BOMJIOLLEHNE KOTOPOro Mpo-
NCXOAMAO C MOMOLLIbIO Hay4YHoro metoga [11, ¢. 377].
Ho Bepa B 06beKTUBHbIE MPOLLECCHI, TPOUCXOASALLME
B MCKYCCTBE, BO3MOXHOCTb TeOpeTn4eckoro oboc-
HOBaHWA B3aMMOCBSA3M HayKW 1 MCKYCCTBa, MOMbITKa
Hay4yHOro nogxoga K paclimdpoBKe XyA0>XKeCTBEH-
HOW MPaKTUKM HE MOTAIN He 3anMHTepecoBaThb B. KaH-
JAVNHCKOTO, NPOW3BEAEHNS KOTOPOTrO CTUANCTUYECKU
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pa3BMBaAMCb B CUMBOJIMYECKYHO MHTEPMPETaLMIO TeX-
HUKW AMBU3NOHM3Ma, cumTaeT Hatanba ABTOHOMOBA
[11, c. 377]. 3BECTHO, YTO UMEHHO MOJA BAUAHUEM
CBOEr0 Napuxckoro nepuoga KaHANHCKNA B CBOMX
AaNbHENLLIMX TEOPETUUECKUX paboTax yaensn cepb-
€3HOe BHMMaHWe Hay4YHOMY NMOAXOAY K MPYMEHEHWIO
Bblpa3unTesibHbIX CPeACTB B uckyccTae [9]. Bugmmo,
He 6e3 BANAHWA CMMBOIUCTOB B. KaHAMHCKWI akueH-
TUPOBan CBOE BHMMaHWE Ha NEPBUYHbIX 31eMeHTax
>KNBOMUCK, AeTanbHO Uccaeays rpapuyeckyto v Lse-
TOBYH $OpMbI B CBOEN paboTe «OCHOBHbIE 3/IEMEHTI
XunBonucu. MIx cyLHOCTb U LeHHOCTb» KaHANHCKNR
ocoboe 3HaueHe, TakxKe Kak 1 MHOTME CUMBOJIUCTDI,
npuaaean «To4ke» (O4HOMY U3 OCHOBHbIX 21€MEHTOB
>KMBOMMWCH), KOTOPas, MO ero MHEHWIO, ABASAETCA UCTOY-
HUKOM BCex Apyrmx Gopm, MOCKONbKY ee KOANYECTBO
Hencumcammo [11, c. 377]. Beab BCe B Mupe B3anMo-
CBSI3aHO M HAXOAMTCA B HEKOEM «COOTBETCTBMMU», Ye-
pe3 AyasbHble CBA3M «Zja U HET», «CBET U TbMa» U Np.
Kak cumtann XyaoXXHUKN-AeKageHTbl, 3TO MPONCXO-
AVT NNLWb B TEX Cyyasx, eciv CMMBOANYECKoe Mo-
HUMaHWe 6bITUs ByaeT obecneyeHO OAMHAKOBbIM
BHMMaHMEM K KaXXOMy 13 3/IeMEHTOB 3TOro ObITuA,
W eCcIv NpuY 3TOM UCTMHA He ByaeT yTepsHa B AorMa-
TUYECKUX «npeapaccyakax». [1py 3TOM CUMBOAN3M,
KOHEUHO, He 3aCTpaxoBaH OT CMOA3aHMA K OKKY/b-
TU3MY, KOTOPbIV BECbMa 4YacTO CONMPOBOXAAET 330-

Tepuyeckme NCCNefl0BaHNA 34ELLUHErO U HE3JELLUHErOo
MUpPOB. Haxoasack SBHO B pyciie 3TON TpaanuLmn, xy-
JOXHUKN-CUMBONCTBI B CBOEM TBOPYECTBE C/I0B-
HO MCCNeZloBaNN PasvyHble CION CMMBOJA, Kak Dbl
BbINOAHASA 33434y, cGopmMyanpoBaHHyto ewe CnvHo-
30M: «Bbl roBOpUTE, UTO BbI BbIOPANN MAEH, MOTOMY
YTO OHa MNpaBWabHa. Tak 3HaNTe, UTO Bbl CUMTaETE
ee NpaBWIbHON UMEHHO MOTOMY, YTO ee Bblbpanu
BbI» [10, c. 39].

MoaBoAA MUTOr, CTOUT OTMETUTb, YTO XyAOXe-
CTBeHHO-0b6pa3Haa cncremMa B MCKYyCCTBE — 3TO
ocobas kaTeropma MMpoONpeACTaBAeHNs, KoTopas
XapakTepu3yeT U camMoro TBOPYECKOro YeaoBeka,
n 06LLeCTBO B Hanbosiee BbICOKON HPABCTBEHHOM
TOUKe, B acnekTe YyBCTBEHHO-WHTENNEKTYaNbHOMO
6bITMA 3n0xu. Naes BbicLlero npesHa3HayeHus OT-
KpblBaeTCs Ham Kak cucteMa pakTopoB aHTPOMO-
reHesa M KOCMOreHesa, eZiMHCTBa BOMJ/IOLLAEMbIX
06pa30oB, 3aKOHOB XYJ0XXeCTBEHHOro opopme-
HUS. DTN GaKTOpPbI CAY>KaT OCHOBOM pEHOMEHOI0-
rMv 06pasHoro NpouTeHns, GopmMmnpys ero XecTkyro
nparmatuyeckyro GyHKLUUIO A1a YyenoBeka U 06-
uectBa. B aTom cMbicne 06beKT UCKycCTBa Kak Xy-
JLLOXKECTBEHHas Lieslb, Kak 0COObIN HPaBCTBEHHbIN
MapKep B pasHble BpEMEHA BbIMOJHSAET TONbKO OAHY
OYHKLMIO — XyA0>XXeCTBEHHO-3CTETUYEeCKOe oTpa-
>KEHWe COBEPLUEHHOrO COCTOAHMA AyXa.
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THE IMAGE OF RUSSIA IN TRANSITION IN THE
SOCIAL COMEDIES OF V. BORTKO AND Y. MAMIN

Summary: Regrettably, the field of Russian film stud-
ies has not yet investigated how the theme of the disin-
tegration of one social order in our nation and the rise of
a new one has been represented in popular genres such
as social drama and social comedy. The article seeks to
address this deficiency to a certain degree by analysing
a particular timeframe (the 1980s and 1990s) in the works
of two distinguished Lenfilm directors, Vladimir Bortko
and Yuri Mamin, who created several social comedies
during this era. The authors strive to uncover the con-
ceptual and artistic features of these films and to ascer-

The era of the USSR’s shift to a new social or-
der, during which “all cinema parted with the ro-
manticisation of the hero who had cut themself off
from the past” [1, p. 226], is evident in numerous
films produced by Russian directors. Furthermore,
the vast majority of films made in the late 1980s
and early 1990s are predominantly chamber dra-
mas or crime narratives. As noted by L. Malyukova,
a researcher of this period, these films can be de-
scribed as a form of “films as case history, turning
into philosophical epitaphs” [1, p. 227], striving to
depict the anamnestics of the recent past on screen.

The sole exception, perhaps, lies in the works of
Lenfilm directors Vladimir Bortko and Yuri Mamin
created during this timeframe. Their films can be
categorised as “social comedies” that provide in-
sight into the realities of the late 1980s and early
1990s through a humorous perspective.

tain how the themes and styles of these two directors’
comedies contrast with one another. In particular, the
distinction is that while Bortko’s comedies, even those
with fantastical narratives, are characterised by realistic
cinematic techniques, Mamin’s comedies are marked by
a propensity for hyperbole, caricature, the grotesque,

and even elements of fantasy.

Keywords: comedy, satire, social comedy, grotesque,
Russian cinema of the Perestroika period, Vladimir Bort-
ko, Yuri Mamin.

The culture of laughter is generally character-
ised as “a method of producing, transmitting, and
consuming humour as an emotional reaction to the
exposure of absurdities, stereotypes, illusions, life
phenomena, and situations” [2, p. 136]. Neverthe-
less, it is important to recognise that a wide array
of phenomena and situations can serve as the ba-
sis for comic effect.

Regarding the creators of social comedies, their
primary focus is on various social concerns. Howev-
er, in contrast to social dramas, which depict pain-
ful social issues in a stark and often tragic manner,
the authors of social comedies, by interpreting so-
cietal problems through a humorous lens, construct
a largely fictional world on screen, characterised
by paradoxical situations and eccentric characters.

A well-crafted social comedy appears to embody
a dual coding: on one side, it serves as entertainment
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