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BypraHoBa Mapusa AnekcaHapoBHa

JOKTOp Mnejarornuyeckmx Hayk, npodeccop LLkonbl gnsariHa dakynbTeTta
KpeaTuBHbIX HAYCTPMI HaLMoHaibHOro Nccaes0BaTeNbCekoro
yHUBepcuTeTa «BbICLLasn WKONa SKOHOMUKM»

JOKTOp Hayk, npodeccop YHusepcuteta HOxHon KanndopHun,
co3gatesib U AVpeKTop VIHCTUTYTa COBPEMEHHOW PYCCKOW KyNbTypbl
JOKTOP UCKYCCTBOBEAEHUS, akaZieMUK Poccuiickol akageMmnm Xys0xecTs,
npodeccop Poccuiickoro rocyAapcTBeHHOrO XyAOXECTBEHHO-
npombliwneHHoro yHueepcuteta um. C.I. CtporaHoBa

JOKTOP MCKYCCTBOBEAEHWS, akageMuk PoccMinckon akageMum XyAoxecTs,
npodeccop Poccninckoro rocyAapcTBeHHOrO XyAOXECTBEHHO-
npomslwneHHoro yHuepcuteta um. C.I. CtporaHoBa

JOKTOP Hayk, npodeccop AkageMuu nssLHbIX NCKyccTB MyaHuxoy

[OKTOP HayK, Hay4HblA COTPYAHVK VccnenoBaTenbckoro LeHTpa
BoctouHon EBponbl BpemeHckoro yHuBepcuteta (fepmanus),
npodeccop Kapnosa YHnsepcuteTa (Hexus)

AOKTOP MeAarormyeckux Hayk, npodeccop MockoBCKOro ropoackoro
nejarorm4eckoro YH1BepcuTeTa, MHCTUTYTa KyAbTypbl U NCKYCCTB
[OKTOpP MeAarornyeckux Hayk, npodeccop kadespbl M306pa3nTeNbHOro
nckycctea PakysbTeTa MCKYCCTB, pekaambl 1 AusaliHa MNegarornyeckoro
MHCTUTYTa TNXOOKEaHCKOro rocyjapCTBEHHOMO YHVBEpCUTETa

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

npogeccop YHneepcuteta My3bikun Toxo akyaH

npodeccop, AOKTOP UCKYCCTBOBEAEHUS, MPOPEKTOP MO Hay4YHOW

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

npodeccop kadeapbl UCTOPUN 1 TEOPUN UCKYCCTBA KOANeAXa M3aLHbIX
nckyccts LLlaHxaiickoro YHuBepcunTeTa, uneH AkaeM1Myeckoro KommreTta
LLlaHxalckoro YHusepcuteta

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

JOKTOP NCKYCCTBOBEAEHWS, Bcepoccninckunii rocyapCcTBEHHbIA UHCTUTYT
knHematorpadumn num. C.A. lrepacnmoBa

KaHAMAAT GUNONOTMUECKUX HayK, HayUHbIV COTPYAHMK IHCTMTYTa
pycckoro f3blka Poccuiickor akagemumn Hayk

AOKTOP PUAOCOPCKUX HayK, Npodeccop, rMaBHbIN pesakTop XXypHana
«Bonpocsl dpunocodpmmn»

JOKTOP MCKYCCTBOBEAEHMS, Npodeccop, 3aBeaytoLmin otaenom HayuHo-
nccnes0BaTeNbCkoro MHCTUTYTa TEOPUMN U UCTOPUMN M306pasUTENbHBIX
nckyccTB Poccrinckom akaseMum XyaoxecTs, npodeccop MockoBckoro
APXUTEKTYPHOTO MHCTUTYTa (focyaapCcTBeHHan akajemums)

JOKTOp Hayk, npodeccop Poccuiickoin akagemmmn My3bikn M. THECUHbIX

ApokTop dunonoruu, npodeccop Poccuinckoro yHnBepcumteTa

[Jpyx6bl HapoaoBs

KaHAWAAT NCKYCCTBOBeAEeHMA, npodeccop Poccuiickoro
roCcyAapCTBEHHOTO XyA0XEeCTBEHHO-MPOMBILAEHHOIO YHMBEPCHUTETa
um. C.I. CTporaHoBa, akageMuk POCCMINCKON akaseMUn Xy[0XKeCTBM
KaHAWAAT UCKYCCTBOBEAEHMS, AOLIeHT Poccuiickoro rocyAapCTBEHHOrO
XYA0>XXeCTBEHHO-MPOMbILWIEHHOro yHnBepcuteta um. C.I. CtporaHoBa,
UYNeH-KOPPECNOHAEHT POCCUCKOW akaeMun XyJoXKecTs

JOKTOP Hayk, npodeccop, 3aBeAyroLmnin kapepbl ICTETUKM N TEOPUN
nckycctea TOKUIACKOTO YHUBEpCUTETa

[OKTOP Hayk, npodeccop Ymkarckoro YHuBepcuteTa Kapeapbl KUHO

1 Meguna uccnefoBaHnin n kadeapbl CIaBAHCKUX A3bIKOB W MTepaTypbl
[LOKTOP nejarormyeckmnx Hayk, MpopekTop no yyebHon pabore,
npodeccop AHO BO «Poccnitckuii HOBbIN yHUBEPCUTET»

JOKTOP MCKycCTBOBeAeHMs, npodeccop, pekTop MockoBcKkoro
APXUTEKTYPHOTO MHCTUTYTA, BULLe-NPe3naeHT PoccnMinckon akagemum
XYZ0XeCTB

CmoneHkoBa HOans AHaTtonbeBHa (Poccums)

COAEP>XAHUE

HAYYHO-AHAJINTUYECKNIA
)KYPHA «1OM BYPTAHOBA. No. 5 2025
MPOCTPAHCTBO KY/IbTYPbl»

C/10BO
PEAAKTOPA

NETP NETPOBNY KO3OPE3EHKO

MPEATEYN PYCCKOIO ABAHTAPAA. UCTOPUKO-
KYNbTYPHBIE ACMEKTbI PA3BATWNA OBLLLEEEBPOMENCKOTO
XYAOXECTBEHHOIO MPOCTPAHCTBA XIX-XX BEKOB

BUTAZINI GEAOPOBUY MO3HWH,

POMAH AJIEKCAHAPOBMY KAPNOB

OBPA3 POCCUM NMEPEXOAHOIO NEPUOAA

B COLMAJIbHbIX KOMEAMAX B. BOPTKO W HO. MAMHA

TATbAHA BACUJIbEBHA MOPTHOBA
TAHEL, 3MOXW METPA: XOPEOTPA®UA N STUKET
B NCTOPNOTPAGNYECKOM OMNCAHNN

LLAW XYHTY
NCTOKW 3ANALHOrO CTUIA
B CYUXXKOYCKOW IPABHOPE XVIII BEKA

AHHA ANNEKCAHAPOBHA ®ULLEP
POMAHTUYECKNI N CUMBOJINCTCKNIA NOAXOAbI
TPAKTOBKW/ OBPA30OB 1 MOTUBOB «bOXECTBEHHOW
KOMEAWWN» NAHTE ATIVTBEPU B N3OBPA3UNTE/IBHOM
NCKYCCTBE ®PAHLINI XIX BEKA

ANNASAYAPLOBHA PYAAKOBA

CTAHOBJTEHVE MEAATOTNYECKUX MPUHLIMMOB HEMELLKOW
BOKA/IbHOW LLKOJbl B KOHTEKCTE AEATENBHOCTU
OPNAPUNXA WUMNTTA N FOTNYCA TEA

MAPUHA BAAANMWUPOBHA TANIKUHA
B3AUMOBANAHWNE KOCTIOMA 1 TAHLA
B TBOPYECTBE AMUTPUNA YNTIAPYCA

HA OBNOXKE Bacuauii KangmHckuid. Im Blau. 1925. XoncTt, macno. ®parmeHt
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Dear friends,

We are pleased to present to you Issue 5, 2025,
of the scientific and analytical journal Burganov
House. The Space of Culture.

Upon the recommendation of the Expert Coun-
cil of the Higher Attestation Commission, the jour-
nal is included in the List of Leading Peer-Reviewed
Scientific Journals and Publications, in which the
main scientific results of theses for the academ-
ic degrees of doctor and candidate of science
must be published. The journal was assigned cat-
egory K2.

The journal publishes scientific articles by lead-
ing specialists in various humanitarian fields, doctor-
al students, and graduate students. Research areas
concern topical problems in multiple areas of cul-
ture, art, philology, and linguistics. This versatili-
ty of the review reveals the main specificity of the
journal, which represents the current state of the
cultural space.

The issue begins with P.P. Kozorezenko's article
titled “Precursors of the Russian Avant-Garde: His-
torical and Cultural Aspects of the Pan-European
Artistic Space Development of the 19% and 20* Cen-
turies”. The author posits that the artistic move-
ments of the Soviet avant-garde were rooted in
the philosophy of European modernism. This per-
spective, which featured aggressive revolutionary
elements within the revolutionary avant-garde, was
subsequently “tempered” by an adherence to the
traditions of 19™-century Russian realism (the Itin-
erants) in the realm of Socialist realism painting.

In their article, “The Image of Russia in Transition
in the Social Comedies of V. Bortko and Y. Mamin”,
V.F. Poznin and R.A. Karpov elucidate the concep-
tual and artistic features of these works, empha-
sising the distinctions in the creative approaches
of the two artists.

T.V. Portnova explores the moral values and
standards of the 18™ century within the framework
of choreography in her article, “Dance in the Era
of Peter the Great: Choreography and Etiquette in
a Historiographical Description”. The author con-
siders dance and etiquette as significant compo-
nents of state cultural policy. The objective of the
article is to analyse the emergence and impact of
dance on the culture of secular society during Pe-
ter the Great's reign, approached from a histori-
ographical standpoint. The article references and

scrutinises bibliographies of Peter the Great's con-
temporaries, alongside modern literature.

In his article, “The Origins of Western Style in 18t"-
Century Suzhou Prints”, Chinese scholar Cai Hongtu
examines the roots of Western style in 18"-centu-
ry Suzhou prints, pinpointing three primary path-
ways through which Western art permeated China.
Through a visual examination of works such as Virgin
Mary with a Basket of Flowers and Western Theatre,
the article illustrates how Chinese artists assimilat-
ed and reinterpreted European artistic conventions.

In her article titled "Romantic and Symbolist Ap-
proaches to Interpreting the Images and Motifs of
Dante Alighieri's Divine Comedy in 19%-Century
French Fine Art", A.A. Fischer explores the impact
of Dante’s artistic imagery on the thematic choic-
es of 19™-century French painters such as E. Dela-
croix, W.-A. Bouguereau, J. A.D. Ingres, A. Cabanel,
as well as the sculptures created by A. Rodin and
J.-B. Carpeaux. The author highlights various meth-
ods of interpreting Dante’s literary imagery within
the context of French art, specifically through Ro-
mantic and Symbolist lenses.

In her article “The Formation of the Pedagogical
Principles of the German Vocal School in the Context
of the Works of Friedrich Schmitt and Julius Hey",
A.E. Rudyakova seeks to uncover the pedagogical
foundations that characterise the unique German
vocal school. The author examines the contributions
of pioneering educators, Friedrich Schmitt and his
pupil Julius Hey, who incorporated Italian traditions
while also considering the phonetic traits and cul-
tural mindset of the German language.

M.V. Galkina's article “The Interaction of Cos-
tume and Dance in the Works of Demétre Chiparus”
investigates the plasticity of miniature sculpture as
a reflection of dance choreography and the embodi-
ment of costume elements. By utilising the renowned
works of Romanian Art Deco sculptor D. Chiparus as
case studies, the author delineates the evolution of
Art Deco sculpture during the Art Nouveau period.

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

[MPOCTPAHCTBO Ky/bTYPbI
#5/2025

Aoporue [py3bsa!

Mbl pagbl npeactaButb Bam N2 5/2025 Hay4Ho-
aHanuTnueckoro XypHana «/lom bypraHosa. 1po-
CTPaHCTBO KY/NbTypbli».

Mo pexomeHpaumu kcnepTHoro coseta BAK
YKypHan Bk/toueH B [NepeueHb BeAywmnx peLeH-
3MpyembIX Hay4HbIX )XyPHaJIOB U U3aHNW, B KO-
TOPbIX AO/DKHbI 6bITb ONY6/1MKOBaHbl OCHOBHbIE
HayuHble pe3ynbTaTbl AUCCepTaL MM Ha COUCKaHne
yUY€eHbIX CTeneHen AOKTOpa U KaHAMuAaTa Hayk.
XypHany npucBoeHa kateropua K2.

B >xypHane nybanKkyroTCs HayuHble CTaTbyl Beay-
WX CMELMANMNCTOB pa3HbIX 'YMaHWUTapHbIX obaacTew,
AOKTOPaHTOB M acnnpaHToB. HanpasaeHna nccie-
[OBaHUI KacatoTca akTyanabHbIX NpobaemM B pas-
NNYHBIX 061aCTAX KYNbTYpPbI, UCKYCCTBA, duaonornm
M Negarorvkn. B atToll MHororpaHHocT# 06o3peHuns
NposBMUIaCcb OCHOBHaA cneunduka XxypHana, npea-
CTaBAAIOLLEroO COBPEMEHHOE COCTOAHME NPOCTPaH-
CTBa Ky/bTypbl.

Homep oTkpbiBaeT ctatba [1.11. Ko3opeseH-
Ko «[MpeaTeun pycckoro asaHrapga. ictopuko-
KYNbTypHble acneKTbl pa3B1TLs 0bLLeeBpOonerickoro
XYAO0XeCTBeHHOro npocrpaHcTBa XIX-XX BekoB». AB-
TOP MOAaraeT, YTO XyAOXXeCTBEHHbIE HanpaBaeHNA
COBETCKOro aBaHrapfa B3pociv Ha noyse ¢puioco-
b1 eBponenckoro MoAepHM3Ma. ITOT NMOAXOA, CO-
Aep>kaBLni B cebe arpeccrBHblE PEBOIOLIMOHHBIE
UepThbl B PEBOJIOLIMOHHOM aBaHrapge, nosgHee 6bin
«CMSAIFYeH» OMOPON Ha TPaAMLMK PYyCCKOrO peanmns-
Ma XIX cTonetmsa (nepeaBv>XHUYECTBA) B XXMBOMMK-
CN COLMANNCTUYECKOro peaamsma.

B.®. Mo3HuH n P.A. Kapnos B cTatbe «Ob6pa3s
Poccnn nepexogHoro nepmoga B COUManbHbIX KO-
meguax B. boptko n FO. MaMuHa» BbISBAAIOT KOH-
LenTyaabHOCTb U XyAOXeCTBEHHble 0COBeHHOCTH
3TUX NPOU3BEAEHNI N NOAUYEPKMBAIOT pasnnyms
TBOPYECKMX METOAOB BYyX MacTepPOB.

HpaBcTBEHHbIE MPUHLNMNBI U MOPaibHble HOP-
mbl XVIII B. B KOHTEKCTe xopeorpapuu aHaansnpy-
eT T.B. NopTHOBa B cTaTbe «TaHey 3noxu lMeTpa:
xopeorpadus 1 3TUKeT B nctopmorpadmnyeckom
onuncaHnn». ABTOp paccmaTpuBaeT TaHel, U 3Tu-
KeT Kak BaXkHble $pakTopbl roCyAapCTBEHHOW Ky b-
TYpHOW noantuku. Llenb ctatbm — paccmoTpeThb
NoABJEHME N BAVAHWE TaHLa Ha KyJAbTypy CBeT-
ckoro obuwecTsa 3noxu MeTtpa |, paccmatpusas
ero B uctopmorpadunueckom acnekre. B cratbe nc-
nosib30BaHa W NpoaHaansnposaHa bubanorpadums

coBpemMeHHMKOB [NeTpa |, a Takxe AntepaTtypa Ha-
LUMX MOKONEHWNNA.

Kutarickmii nccnegosatens Llani XyHTy B cTaTbe
«cTokM 3anaZHOroO CTUAA B CyUYXKOYCKOW rpaBto-
pe XVIIl Beka» aHann3npyeT NpoOnUCXOXAeHMe «3a-
naZHOro cTuas» B cyuxoyckow rpastope XVIII Beka,
BblAeNss B HEN TPU OCHOBHbIX NyTW MNOCTYyNAeHus
3anagHoro uckycctea B Kutaii. Yepes BM3yasbHbIl
aHan3 Taknux NpounsBeaeHni, kak «esa Mapwus
C KOP3MHOM LBETOB» U «3anajHblii TeaTp», CTaTbs
packpbIBaeT, KakvuM 06pa3oM KUTaNCKMe XyAOXKHM-
KW 3aMMCTBOBaAN 1 NepPeoCMbICANBaNN €BPONEN-
cKue XyA0XKeCTBEHHble TPaguLmm.

A.A. Duwep B cTaTbe «<POMaHTUYECKUI U CUMBO-
NNCTCKUIA NOAXOAbI TPaKTOBKM 06pa3oB M MOTMBOB
«boxectBeHHOW KoMeAnn» [aHTe Annrbepu B 130-
6pa3nTtenbHOM nckyccTBe OpaHumm XIX Beka» obHa-
PY>XVBaeT BANAHMNE XyL0XECTBEHHbIX 0bpa3oB [aHTe
B TEeMaTMyeckoM oTbope dpaHLy3CKOM XMBONUCH
XIX Beka: 3. Jenakpya, B.A. byrpo, X.0.[. IHrpa,
A. KabaHens, ckynbntypax O. PogeHa, X.b. Kapno.
ABTOp NoAYEpPKUBAET HECKOJIbKO MyTen TONKOBa-
HUe nuTepaTypHbix obpa3os [aHTe BO dpaHLy3-
CKOM 1306pa3nTeslbHOM UCKYCCTBE: POMaHTUYECKOe
N CUMBOJINCTCKOE.

A.3. PyaakoBa B ctaTtbe «CTaHOB/IEHME nejaro-
FMYECKUX NMPUHLMMNOB HEMELLKOM BOKaJIbHOM LIKO-
Nbl B KOHTeKCTe geAtenbHoctn Ppuapuxa Wmntta
n KOnnyca lea» genaet NONbITKY ONpeAennTb ne-
Jarornyeckme NPUHLMMbI, Aexaline B OCHOBE ca-
MOGBITHOM HEMELKOW BOKaNbHOM LWKOAbI. ABTOP
aHaNn3MpyeT feATeNbHOCTb NeAaroroB-HOBaTOPOB:
®pugpwuxa Wmntta n ero yueHnka KOanyca leq,
OMMPaloLLNXCA Ha UTaNbAHCKNE TPaamMLmn C yye-
TOM GOHETUYECKNX OCOBEHHOCTEN HEMELLKOTO f3bl-
Ka U MeHTanuTeTa.

AHanu3 naacTMkn MUHUATIOPHOM CKYyAbNTYPbI Kak
OTpaXkeHue TaHLeBasbHOM xopeorpadumn 1 Bonio-
LLeHWe 2N1eMEHTOB KOCTHOMa Npe/CTaB/ieH B CTaTbe
M. B. FanknHol «B3anmMoBansiHME KOCTIOMA M TaHLa
B TBOpuYecTBe Amutpus Yunapyca». ABTop Ha npume-
pe BCEMUPHO M3BECTHbIX PaboT PyMbIHCKOrO CKybM-
Topa 3noxu ap-geko [.Yvnapyca xapaktepusyeT
3Tanbl Pa3BUTNSA CKYAbNTYPbl 3NOXN MOAEPHA, Bbl-
nosHeHHon B ctuie Ap [eko.

3paHve agpecoBaHo npodeccmoHanawm, crne-
Luanusmpyrowmnmcs B 061actv Teopun 1 NpakTnku
n306pasnTeNbHOro UckyccTea 1 dbuaonoruy, a Tak-
>Ke BCeM, KTO MHTepecyeTcA BOMPOCaMu NCKYCCTBa
N KyNbTypbl.
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PRECURSORS OF THE RUSSIAN AVANT-GARDE.
HISTORICAL AND CULTURAL ASPECTS OF
THE PAN-EUROPEAN ART SPACE DEVELOPMENT OF
THE 19™ AND 20™ CENTURIES

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.

Keywords: modernism, capitalism, romanticism, posi-
tivism, realism, impressionism, symbolism, Russian avant-
garde

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 19t-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 19t and early 20t 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

13



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
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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 paccMmaTpuvBa-
eT npobseMy COBpeEMEHHOM MHTeprpeTaumm NCTopm-
KO-KY/IbTYPHbIX aCrekToB pa3B1TMs 0bLLeeBpONENCKOro
XyAO0>XeCTBEHHOro npocrpaHcTBa XIX—XX BeKOB B KOHTEK-
CTe BO3HWKHOBEHUS PYCCKOro PEBOJIIOLIMOHHOIO aBaH-
rapga nepmoga 1917-1920-x rogos. ABTOp AOKa3blBaerT,
UYTO XYAO>XXeCTBEHHble HanpaB/JeHWs COBETCKOro aBaH-
rapza B3pocaun Ha noyse ¢pnaocodun eBponenckoro Mo-
AepHW3Ma OTBEpratoLero eBpornenckyto XpUcTaHckyro
Ky/NbTYpY W UCKYCCTBO, Kak Yy>AYH UAe0A0rnm Kanuta-
NN3Ma. ITOT NOAXOZ, COAep>KaBLUMI B cebe arpeccuBHble
PeBO/IIOLMOHHbIE YepTbl B PEBOJIOLIIOHHOM aBaHrapge,

XapaKkTepHOW 4epTon NCKYCCTBa U KyNbTypbl BO-
obLe BTOpOl NonoBKHbI XIX 1 NepBOit MOAOBUHBI
XX BEKa MOXHO CMeNI0 CYMTaTb COCYLLeCTBOBaHME
XYA0XXECTBEHHbIX HanpasaeHWA. Ha npoTsaxeHun
Bcero XIX Beka npoceseTuTenbckas n knaccuye-
CKas eBponernckme TpaamLmMn poMaHTU3Ma, a No34-
Hee N peann3mMa B3aMMHO BAVAAN APYT Ha APYra,
npeojosieBas CBOK OAHOCTOPOHHOCTb. Tak, OAnH
T™MN pomaHmu3ma 6bin xapakTepeH Ana nepeso-
BbIX CTPaH 1 Obla CBA3aH C OTTOPXKEHWEM MPOTU-
BOpEUUn MoAepHU3aLmMmM, TO POMAHTM3M BTOPOro
TUNa ObI XxapakTepeH A/A CTPaH C 3aMefeHHbIM
6yp>xya3Ho-nbepanbHbiM pa3sutuem. Ecam B po-
MaHTM3Me NepPBOro TMMa LLeHTPOM XyA0XeCTBEHHO-
3CTETUYECKOM CUCTEMBI ABAIOCH HOBOE MOHVMMaHWe
JINYHOCTW, HOBaA CTPYKTypHasa COCTaBAAOLLAsA BHY-

nosgHee 6blN «CMArYeH» ONOPOK Ha TPaAUL MK PYCCKO-
ro peaansma XIX cronetunsa (nepesBUXKHNYECTBA) B XXMBO-
MMCK COLMANNCTNYECKOTo peannsma. ABTOp AOKa3blBaeT,
4TO Xyf0XeCTBeHHO-obpa3Hasa cMcTema B UCKyCcCTBE —
370 ocobas KaTeropus MUPOMNpPeACTaBaeHNsA, KOTOpas Xa-
pakTepwv3yeT CaMOro TBOPYeCKOro Yesnoseka 1 obLwecTso
B Hanbosiee BbICOKOM HPaBCTBEHHON TOUKe, B acrnekTe
YYBCTBEHHO-MHTENIEKTYalbHOTO BbITNS 3MOXK.

Knrouessbie co8a: ModepHU3M, KANUMAAU3M, POMAH-
Mu3M, NO3UMUBU3M, peasau3M, UMNPEcCUOHU3M, CUMBO-
AU3M, pycckuli asaHeapo

TPEeHHero Mmpa WHAMBKAA, a FNaBHas 3ajada co-
CTOfNA B U3yUYEHUM B3aMMOOTHOLLEHWNA TUYHOCTH
C 06LWeCcTBOM, C eANHBIM UCTOPUYECKM NPOLLECCOM
NN Jaxke ¢ KOCMOCOM, TO B POMaHTM3Me BTOpPO-
ro TMna LeHTP CMeCTU/ICA B CTOPOHY B3aMMOOTHO-
LWEHWUN MYHOCTU C HALUMOHANbHOM OBLHOCTLIO.
34echb Ha nepeaHUiA NaaH BblABMIanacb Haums ¢ ee
0COBObIM XapaKTepoMm, KOTopas TpakToBafach Kak
HauMoHanbHasa AMYHOCTL [2, ¢. 326]. Hauano po-
MaHTM3Ma B XMBOMUCK Kak ocobol nsobpasu-
TEeNbHOW cMcTeMe BblI0 NOAOXKEHO, Kak MPUHATO
cyMTaTh, TBOPYECTBOM PPAHLY3CKOrO XyAOXKHUKa
Teopopa Xepuko (1791-1824). XoTa nepBble Npu-
3HakM POMaHTUUECKOW XYAOXECTBEHHOMN CUCTEMBI
noasaaroTca ewe B KoHLe XVIII Beka B TBOpUecTBe
W.T. ®rocan, Y. bnelika n no3aHux pabotax ®. MNonn,

17



Bacunuti KanouHckud. Im Blau. 1925. Xoacm, macno. @paemeHm

nMeHHO T. XXepwnko 6bia TEM MEePBbIM XYJO0XHUKOM,
KOTOPbIV Bblpa3ni POMaHTMUYECKOEe YYBCTBO KOH-
GANKTHOCTM MUpa Yepes nsobpaxeHune gpamaTu-
YeCcKMnx COBBbITUI U Hakana YenoBeYEeCKMX CTpacTen.
Mo3gHee, yxxe B 20-e roabl XIX ctonetns, npu3sHaH-
HbIM rn1aBov GpaHLy3CKOW POMaHTUYECKOW LUKObI
ctan IxeH fenakpya (1798-1863).

PoMaHTM3M Kak XyA0>KeCTBEHHOe HanpaBJieHue,
Mo CyTW, Pa3pyLLUMB «KJaCCUUECKYHO epapXmnio», BHEC
B CyLLLECTBEHHbIE U3MEHEHWSA B CTPYKTYPY XyAOXe-
CTBEHHbIX 1 INTepaTypPHbIX XXaHPOB 1N POAOB, OTAa-
Bas ABHOE MpeAnoYTeHME XMBOMUCH N INPUYECKON
no33mun. CTpemscb K AMTepaTypHOM UAN XMUBOMNC-
HOW Monynspu3aunmn cpesHEBEKOBbIX NPOuN3Bese-
HWW, CHOXKETOB HApPOAHOro TBOpYecTBa 1 GobKAOPa
POMaHTU3M He TO/IbKO 06HOBAAN, HO CNocobCTBOBAN
CMELLEHWNIO Pa3/INYHbIX XXaHPOB U CTUANCTUYECKMNX
HanpasaeHnA. OCHOBHbIE MOAOXEHWSA POMaHTU3Ma
CbIrpany Ba>KHyH KOHCTPYKTUBHYHO poJib B GopMu-
POBaHWM TEOPUN KPUTUYECKOTO pedsiu3mMa n B Xu-
BOMUCK, W B nnTepaType. Mpn 3TOM C NpUXoa0m
Ha NCTOPUNYECKYHO CLIEHY HOBOTO XY0XXeCTBEHHOIO
HanpaBJ/ieHVa peaan3Ma caM POMaHTM3M He ncyes
MOJIHOCTLIO [2, €. 326]. OaHW eBponenckme Xneo-
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nucLbl COBMeLLanu npuemMbl poMaHTu3ma ¢ 6aso-
BbIMW MPUHLMNAMK akademMu3ma, Kak 6bl NpocTo
OTfaBas AaHb POMaHTMYECKON MOJE B UCKYCCTBE,
a Apyrve aKTMBHO pa3BMBanu peanncrmyeckume
Tpaguuunm, Hanpumep, K. Kopo n mactepa «bap-
H6M30HCKOM LKO/bI», TakXKe Byayuine peasucmel
I Kypbe n X.®. Munne. MHTepecHO, UTO MMEHHO
13 Heap POMaHTM3Ma BMOCAEACTBUN BbipacTatoT
Tak>XXe TBOPYECTBO XYAOXHWNKOB-CUMBOJIMCTOB, Ha-
npumMep . Mopo, a Takxe npeacrtaBuTesen nocr-
UMMpeccnoHn3ma n BoobLle MogepHM3Ma KOHLA
XIX ctonetus [2, c. 332].

[JanbHelwee pa3sutne peanmsma B XIX ctone-
TN BbINO BaXKHENLLNM 3CTETUUYECKUM COBBITUEM
BCEMUPHO-NCTOPMYECKOro 3HaveHua. KpynHein-
WKM npeactasutenemMm dpaHLy3CKOro peaansma
cepeauHbl XIX ctonetuns 6bin MNocras Kypbe (1819—
1877), KOTOPbIN, Kak cYMTatoT, 1 BBEN B 0OOPOT Tep-
MUH «peanm3m» (1855), Ha3BaB CBOKO 3KCMO3MLUIO
B JepeBAHHOM bapake «[1aBUAbOHOM peannsma»
W COCTaBMB KaTalor BbICTaBKW C U3NOXEHVNEM OC-
HOBHbIX MPUHLNNOB «HOBOrO MCKyccTBa». KctaTy,
Bnocneacteum . Kypbe ctan akTMBHbIM YNEHOM
Mapuxxckort KommyHbl 1871 roga, noaTBEpAVB TEM

CaMbIM Ha Jefe CBOI Moc/efoBaTe/bHYO Mpu-
BEP>XKEHHOCTb MAeanam CcoLnanbHOM cnpaBesv-
BOCTM [2, c. 333]. MNockonbky Hanbonee pas3BuTble
KanutanucTuyeckme OTHOLIEHMA B 3TOT Nepuog
yTBEPAUANCE B AHrAMK 1 ®paHuMK, NOCTONbKY
MMEHHO B 3TUX CTpaHax U GOpPMUPOBaANCL Hau-
6osee BbIJatOLLMECA XXMBOMUCHBIE MPON3BEAEHNA
peanu3ma. Kak 1 npeactaButeny poMaHTM3Ima, Xy-
LOXHUKN peanncTbl BUAENN CBOK OCHOBHYHO 3a-
fadvy B bopbbe ¢ 3acmabem KanuTaamcTmyeckoro
«TOPraleckoro» Ayxa B AyXOBHOW U COLMaNbHOWN
chepax, uto, cobCcTBEHHO, U 0becneymBano Becb Na-
dOC X XyAOXKECTBEHHbIX NPOU3BEAEHWNIA. Peaiu3m
Kak Xy0XeCTBEHHOE TeueHue, byAyym TeCHO «re-
HEeTMUYEeCKU» CBA3aH C POMaHTU3MOM, 3HaMeHOBa
co60t0 HOBYIO CTYMEeHb KPUTUYECKOTO OTHOLIEHUA
K CyLLLeCTBYIOLWEN AENCTBUTENBHOCTU, MPU TOM, UTO
peanncTuyeckas KpUTUKa U XXMBOMMWCH CyLLLECTBEH-
HO OT/IMYaNUCh U OT POMAHTUYECKOM, N OT Npo-
CBETUTE/IbCKOW, MOCKONbKY Onupanncek Ha 6osee
KOHKpeTHOe Hay4yHoe 3HaHue n 6onee rnybokoe
NoHMMaHMe Xun3Hu Boobule. OTcloaa, KCTaTh, BO3-
HUKHOBEHWE TEPMUHA «KpuMuUYeckull peaausm»,
KOTOPbIN MOABU/ICA MPUMEHUTENBHO K peaansmy
XIX Beka.

MosBneHWe peannsma, No CyTv, O3Ha4anNo cMme-
HY 6a30BOro 3CTETUUECKOrO MPUHLIMMNA OTHOLLEHUS
K MVpY, NPOBO3riaLlano paspyLleHre poMaHTUYe-
CKOTrO «ZBOEMUPUA» U NPeBOCXULLAN0 COCPEAOTO-
YeHVe XyL0XEeCTBEHHOrO MHTepeca Ha peasbHOCTU
BO BCEX ee NPoABAeHUAX. XyAOXKHUKN U NucaTe-
NN peanunucTbl OTANYaNNCh OT POMaHTUKOB CMO-
COBHOCTbLIO MCKaTb OMOPY CBOEMY TBOPYECTBY
B MOBCEAHEBHOCTN OObIAEHHOW XWU3HW, CTPEMU-
JNCb pacno3HaBaTb A0HPO U 310 C TOUKM 3pEHUs
WHTEPECOB BCEro YesioBeYecTBa B 1t060M dakTe Aei-
CTBUTENBHOCTU. be3ycNoBHO, CamMO NMOHUMaHMeE 3TUX
WNHTEPECOB Yy peasncToB HbIN0 BECbMa Pa3/iNUHbIM,
HO 6onee Nan MeHee NPUBANXKEHHBIM K YaaHUAM
NpoCTOro Hapoga. ViIMeHHO No3ToMy BcA peanu-
CTMYecKas X1BOMUCb, BBUAY CTPaCTHOro Xena-
HUS XyJO0XHUKOB OCBOBOAUTL YesloBEKA U XUN3Hb
OT BCEro HecrnpaeeAaMBOro, MOLIOro, YPOAANBO-
ro 1 yTBEPAWTb abCONOTHYIO KPacoTy U AyLLIEBHYHO
N COLMaNbHYH rapMOHMNIO, O6BEKTMBHO OTpaXkaeT
HeobX0ANMOCTb PeBOIIOLMOHHOIO Npeobpa3osa-
HWs Byp>kya3HOro obLecTBa, akTMBHO BOJIbHO AN
HEeBOJIbHO yYacTBYs B MCTOPUYECKOM MpoLecce Kak
peBoIOLMOHU3MpPYOLWas cuna [2, c. 327]. B xygo-
XECTBEHHOM peanusmMe bblna co3gaHa OCHOBa Afis
6osee 06BEKTUBHOTIO, YEM Yy POMaHTUKOB, PaCcCMO-

TpeHWsA BONpoca O MecTe YesioBeka BO BCEMUPHOM
Ky/IbTYPHO-UCTOPUYECKOM MpoLiecce, O B3aMMOOT-
HOLLEHUAX IMYHOCTM U CcoLlmyMa, 06 OCO3HaHHOM
YyesnoBeyeckol Bose 1 Heoby3haHHOW NPUPOAHOW
cTnxmnn. Tak po>XKaancs HOBbI XYAOXECTBEHHbIN
peanv3m, NO3BOAMBLLMIA XYA0XKHMKAM WU NUCaTENs M
NpMBAN3NTLCA K rnyboyanlemMy NOCTUXKEHUIO pe-
ANbHbIX ABUXKYLLUX CUA KYJbTYPHO-UCTOPUYECKOTO
npouecca pasBUTUA 4YenoBeyeckoro obLecTsa.
WNHTepecHo 0TMeTUTL TOT dakT, YTo Napannens-
HO CO CTaHOB/IEHUEM W Pa3BUTUEM XY[0XKECTBEHHO-
ro peanncTM4eckoro HanpaeJeHNs B €BPOMENCKOoM
¢dunocoduun Bos3HMKaeT n opopmaseTca puaocod-
CKOe yUYeHue no3umueusmd, CBA3aHHOe C INYHO-
cTbto Orrocta KoHTa (1798-1857). ba3oBbiM NyHKTOM
3T0ro dmnocodCckoro HanpasaeHMA, OKa3aBLUEro
[OBOJIbHO CYLLIeCTBEHHOE BAUSAHME Ha CNOXEHWe
NAENHO-XYL0XECTBEHHBIX MPOrpamMm eBponencKoro
MCKYCCTBA, CNY>KWUI0 CTPEMJIEHME NONYUYNTb JOCTO-
BepHOe (MO3UTUBHOE) 3HaHME OKpPYXKatoLLen Aer-
CTBUTE/IbHOCTW B OMOPE Ha SMANPUYECKUI ONbIT
N cTporoe HayyHoe HabatogeHne. O. KoHT u ero
nocneAoBaTeny NCXOAUAN U3 NPeACcTaBAeHNA O Ha-
NNUYNN TECHOM B3aMMOCBA3M 1 B3aMMO3aBMCMMO-
CTW BCEX NPUPOAHBIX U COLMaNbHbIX SBAEHUIA ApYT
OT Apyra v npegnarann pacnpoCcTpaHnTb ecTeCTBeH-
HO-Hay4YHble METOZbl Ha peLleHne BCeX CoLab-
HO-KYNbTYpPHbIX Npobaem coBpeMeHHOro obLecTsa.
Mo3ntmemnam O. KoHTa 1 ero akTMBHbIX NOCnea0Ba-
Tenen ctan puaocodCkon OTNPaBHON TOUKOM TaKoro
OPWrMHaNBHOTO XYAOXECTBEHHOTO TeYeHMs, Kak Ha-
Typanusm [2, c. 328]. B xygoxxectBeHHOM Hanpasie-
HWUW HaGMYypaau3Ma bbln CO3HATENbHO N HAMEPEHHO
rmnepTpodmpoBaHbl HekoTopkle Hanbonee «cna-
Hble» CTOPOHbI B TBOPYECTBE 3aMajHOEBPONENCKMX
XYAOXHUKOB W nucatenen peanncros XIX ctonetus.
Jeknapvipys Ha c10Bax CBOIO NMPUBEPXKEHHOCTb Ha-
YUYHON 0O6BEKTMBHOCTN M peanbHOCTH, KOTopas Onu-
panacb B OCHOBHOM Ha MO3UTUBUCTCKUIA MPUHLMN
onuncaHusa n knaccuoukaLmm aBAeHUIA, HaTypanmsm
Ha Aene OTXOAWT OT TMNM3aLmm 1 oTbopa MHOro06-
pa3ua GakTM4eckoro cogep>kaHusa. TeM cambiM Ha-
Typann3m okasblBaeTCd HECMOCOOHbIM MPOHUKHYTb
B CYLLHOCTb M306paXkaeMoro 1 xyA0>XKeCTBEHHO-
3CTETUYECKM OCMbIC/IUTb HEKOTOPbIE CyLLLECTBEHHbIE
3aKOHOMEPHOCTM OO6BEKTUBHOWN AEeNCTBUTENBHO-
CTN. B Xxyao>KecTBEHHOM TBOpYeCTBE HaTypanu-
CTOB Hay4HbI NPUHLNN AeTEPMUHUPOBAHHOCTM
OTAENbHOW IMYHOCTU HOCUT, Npex e Bcero, du-
310I0TUYECKUIA XapaKTep, NMOCKOJIbKY HEeNpPeoAoan-
MO€ «BJISHME CPefbl» Hak/ablBaeTCA Ha CTONb Xe
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HenpeoAoIMMOe «BANAHWE HAaCNeCTBEHHOCTN .
OTcrosa BbITeKaeT TO, UTO MU3AULLHE AeTalbHoe
n3obpaxkeHre NaTonornyeckoro n 6e3obpasHoro
y HaTypasnCcToB npespatlaeTcs B camoLenb. CTas-
Ka Ha GaKTNYecKyto «40CTOBEPHOCTb», TakuM 06-
pa3om, NprobpeTaeT CaMOLOBACIOLMIA XapaKTep
B TBOPYECTBE XYAOXHUKOB-HaTypPaauUCToB, NOCKO/b-
Ky durKcaumns aBaeHU BMeCTO co3haHuns obpasa
yenoBeka u obLlecTBa CTaHOBUTCA OAHMM M3 OC-
HOBHbIX AOrMaTU4YeCKMX NPUHLMNMNOB HaTypanms-
Ma. [pun 3ToM pennrnosHo-dbunocodbckmne CMbICab
Ky/IbTYPHO-NUCTOPUYECKOM XM3HWN HapOAO0B YacTo
NCKaXkanca U3NWHUM «Hay4YHbIM» GU3N0N0TN3-
MOM B OMpeaeNeHnn OCHOBHbIX MPUUYNH AeACTBUI
1 O6BEKTUBHOW CYLLHOCTU ABNEHMWIA. TeM He MeHee,
HaTypann3M Kak MEeTOZ Cbirpan CBOK POb B Xy-
[AO>XeCTBEeHHbIX npoueccax XX crtonetus, kotopas
3aK/tovanack, Ha Haw B3raa4, B MPOHUKHOBEHUN
HaTypannCTUYeckmX TeHAEHLMIM B peannsmM 1 B pas-
NVYHbIEe MOAEPHUCTCKME HanpasaeHua [2, c. 328].

B nocneaHen Tpetn XIX cTonetvs B eBPONEnCcKom
13006pa3nTeNbHOM UCKYCCTBE CIOXMIOCH HOBOE XY-
A0XeCTBEHHOEe HanpaBJ/ieHe — UMNpeccuoHu3M. Vim-
MPeCcCMOHN3M XOTS 1 MPOCYLLECTBOBAN B MCKYCCTBE
BCEro kakmx-To 12 nert, c nepBov BbicTaBkn 1874 roga
n Jo nocneaHen B 1886 rogy, HO okasan OrpoMHoe
B/AVAHME Ha NOCNeAytoLLee pa3BIUTUE BCEV MUPOBOM
>KMBOMUCK Y XYAOXECTBEHHOW Ky/bTypbl. ICTOKM 3TO-
ro HanpaBAeHUA MOXHO OTbICKaTb ¥ B POMaHTV3Me
C €ero novckamMmu MHAMBKAYanbHOro, NOYTU He3aMeT-
HOrO rnasy, CaMOBbIpaXXeHUa U B peannsme, KOTo-
PbIA CTPEMUIICA K XYA0XKECTBEHHO-3CTETUUYECKOMY
BOMJIOLLEHNIO 06bEeKTUBHOIO 1 goctoBepHoro. C ca-
MOro Havasa nporpamma «CanoHa OTBEP>KEHHbIX»
3. Mare, K. Muccappo, N. CezaHHa, K. MoHe, O. Perya-
pa, 3. [lera n gpyrux, Bkato4yana nociesoBaTtesibHoe
oTpuLaHmne NtobbIX YCIOBHOCTEN 1 JOrMaTUYECKMX
OrpaHNYeHnli B UCKYCCTBE, BYyAb TO KAacCULU3M,
aKaZemMusM Uan poMaHTu3M. [naBHbIM KpUTEpreM
XYS,0XECTBEHHO-3CTETUYECKUX LIeHHOCTE, onpege-
JIIBLLUNM NAENHO-XYAOXKECTBEHHbIE MPOrPaMMbl XKM-
BOMWUCK MMMPECCUOHWCTOB, BbICTyMNana NOAANHHaS,
ecTecTBeHHas peafbHOCTb, AOCTOBEPHO CXBaUYeHHas
YyesioBeYECKMM BOCMpuATHEM XuBonucua. CBA3bto
MeXXy YeNOBEKOM W OKPYXKAOLLMM MUPOM CIY>KNT
«BreyYaT/eHNe», KOTOPOe akKyMyanpyeT B cebe 06b-
€KTMBHYIO AyLLEBHYHO OCHOBY A8 paboTbl UyBCTB
aBTOpa. BneuatneHue, cornacHO MHeHWO MMNpec-
CUOHWCTOB, CTO/b XXe CYy6bEeKTUBHO, CKONb U 06b-
€KTUBHO, N OHO He MOXET BbITb MOCTOAHHbIM Aaxe
Y OZLHOTO YeNoBeKa, MOCKObKY M 06beKT 1 cybbekT
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NprbbIBaOT B MOCTOSHHOM U3MEHUMBOM COCTOSIHUW.
VImeHHO nostomy Hanbonee LieHHbIM 1 NpeacTaBas-
€TCA NepBoOe HeMNpeAB3ATOe ClyYalHOe BrevaTieHue,
KOTOpPOE, Kak MPaBu/IOo, N PacKkpblBaeT B 06bekTe He-
UTO HEOXMAAHHOE N HoBOe [2, C. 336].

B paboTax MMMNPeCcCMOHNCTOB MOXHO BbIAEANTb
0COObIV XMBOMMWCHBINA A3bIK, MOb3YHLLMIACA CO3HA-
TeNIbHbIM NPUEMOM Pa3/IOXKEHUSA CIOXHOMO TOHA
Ha HeCcKoJIbko Bosee «NPOCTbIX» YNCTBIX LIBETOB, KO-
TOpOEe CoeAnHAETCA BOEANHO NNLLb B /1a3ax 3puTens,
«CcobuparoLLEero» BOeAMHO OTAENbHbIE MHOXECTBEH-
Hble KONOPUCTUYECKME N KOMMO3ULMOHHbIE «Bre-
yaTaeHuns». Takaa XXMBOMWCb, MOCTPOEHHasA Ha urpe
pa3HoO6pa3HbiX Ma3KOB, AeaeT KPaCOUHbI CI0M
KapTWHbI XXMBbIM U TPEMETHbIM, OCTaB/IAA OLLyLLe-
HMe He3aKOHUEeHHOWN HEMOAHOTbLI BOoCnpuaTus. Janb-
Helllee Nornyeckoe 3aBepLieHne Nojo6HbIN MeTOZ
Hallen B TBOPYECTBE XyA0XHUKOB HEOUMNPECCUOHU-
cmos (LUBM3NOHNCTOB MW nyaHTuancTos) X. Cepa
1 M. CnHbsKa, KOTOpble Aaxke MNbiTasnCb BbICTPOUTb
HayuHyto Teoputo cBeTa. [lanbHenlee NpoAoixe-
HWe 3TON NNHUW XMBOMUCKU CTaNno HanpaB/ieHne
nocmumnpeccuoHuU3Mad, Hanbonee ApKUMK Npes-
cTaBuTeNsMMU KoToporo 6bian M. Ce3aHH, B. BaH lNor
n I. ToreH. HecMoTpsa Ha TOT dakT, YTO 3TN XyAOXKHM-
KW He 6b11 06beaMHEHbI HM 06LLLEeN NporpaMMoNn,
HW eJMHOM METOAMKOW, OHWN, NOCTENEHHO NPEoS0-
nieBas SMANPU3M MMIMPECCUOHMN3MA, CTPEMUANCH
K nepegave bonee JANTENbHbLIX COCTOAHUI U 60-
Nee yCTONUMBBIX NAENHO-XYAOXECTBEHHbIX LieNen.
B NyyLInx XXMBOMUCHBIX MPOU3BEAEHUAX 3TUX Ma-
CTEPOB aKTUBHO NpeAcTaBAeHa KOHKPETHOCTb U Ma-
TepmnanbHOCTb Yenoeueckoro Tena (M. CezaHH),
MOBbILLEHHAas 3KCNPeccus n 060CTpeHHas BOCHpU-
mmumBocTb (B. BaH lNor) ¢ LenbHOCTBIO M OTUYETAMBO-
CTbO XyAOXecTBeHHbIX 06pa3os (1. ForeH). iImeHHO
3TW XYAOXHUKN OKOHUATENbHO CBA3aAN XMBOMUCH
yxogdauwero XIX Beka ¢ HaCcTynaroLmm HOBbIM UC-
kycctBoM XX ctonetus [2, c. 337].

OTkpoBeHHas pa3o4apOBaHHOCTb XyAOXHUKOB
W NucaTenen B HaTypaauCTUYeCKomn 1 «No3UTUBUCT-
CKOM» OLEHKe YeNoBeKa N OKpY>KatoLLen AenNCTBY-
TeNbHOCTU B KOHLe XIX — Havane XX Beka npuBoanT
€BPOMNENCKOe 1N PyCcckoe UCKYCCTBO K BO3HUKHO-
BEHWIO HOBbIX HEPEANIMCTUUECKMX HaNpaBAeHWN,
CBAI3aHHbIX C MOHATUEM «AeKafaHca» (0T PpaHy.
decadence — ynagok) nam nckyccTBo «KOHLLA Beka».
MockonbKy yXe B Hegpax HaTypaan3Ma TBOPUECKM
OfapeHHble NpeAcTaBUTENN UCKYCCTBa BUAENN AB-
CTBEHHO NPOABAAIOLLMECH CUMNTOMbI KpU3KMca To-
raallHen KannTaancTMUYeckom «MOAEPHNCTCKOM»

Ky/bTYpbl B Lle/IOM, MOCTOJ/IbKY BO3HMKAET peakuus
O0ekaddHca Ha TO TYNMWKOBOE MOJIOXEHWE, B KOTO-
poe «MO3UTUBUCTCKOE» HamnpaBaeHWNe ABUXEHUS
HaTypa/sn3mMa 3aBesio KyNbTypPHO-XYAOXECTBEHHYHO
KM3Hb €BPOMENCKOro NCKYCCTBa. 3TO 6bINO CBA3AHO,
npexzae Bcero, C TeM OLLyLLeHVEM KOHLA MOLWAO-
ro M NPO3amM4HOro, HO BCE Xe CTabUbHOro nopsaa-
Ka BeLLeRn, KoTopoe ByKBasibHO NMPOHM3bIBANO BCHO
eBpOnencKkyo KynbTypy KoHua XIX ctonetuns, uto
BbI3blBa/I0 BECbMa Pa3/INUHble U MOPON NOASPHO
MPOTUBOMOJIOXHbIE NAENHO-XYAOXKECTBEHHbIE ABE-
HWA B uckyccte. C OfHOW CTOPOHbI, Takas CUTyaums
npvBoAmMaa K TpaHChOpMaL MM XyA0XKECTBEHHOIO
peasn3ma, KOTopbIl B KOHLe XIX — Hauane XX Beka
CMOT NpeosoaeTb MO3UTUBUCTCKOE BANSIHWNE U HaTY-
pPannCTMYecKyto orpaHNMYeHHOCTb C MOMOLLbIO CO-
umanbHoro nadboca KOMMYHUCTUYECKON UAEONOTUN,
C ApYrov CTOPOHbI, 3TO NPUBENO K BOSHUKHOBEHMIO
HOBbIX MHOTOUMCAEHHbIX TEHAEHL NN «AeKafaHca»,
CBSI3aHHbIX C OLLYLLEeHNEeM HajBuratoLerics obLue-
eBponenckon katactpodsol [2, c. 329].

KoHey, XIX — Havano XX Beka — nepwuog focTa-
TOYHO C/IOXHbIV B Pa3BUTMM 3amajHOEBPONENCKOro
1 pPyCccKoro n3o6pasmTesbHOro NCKYCCTBa, MOCKObKY
B 3TO Bpems OAHOBPEMEHHO 1 NapasiefibHO Cylle-
CTBOBAJIO HECKOJ/IbKO CTUANCTUYECKUX Harnpasie-
HWI Nog o6 MM Ha3BaHMEM «zeKagaHc». Mpu aTom
BHYTPM 3TOrO HamnpaBAeHWsA MOI/W COCYLLEeCTBOBaTb
pa3Hble CTUINCTUYECKN OKpaLLleHHble Pa3HOBUAHO-
ctn. Cpeam BeCbMa NecTpbix ¥ pa3HOO6pa3HbIX Ha-
NpaBAeHNA 3TOr0 MHTEPECHOrO BPEMEHU BO BCeM
CBOEW CIOXHOCTV U MHOFOFPaHHOCTUN BblAenseTcs
cumeos1u3M. BO3HMKHYB NepBOHa4asbHO Kak 0CO-
60e NMTepaTypHO-XyA0XECTBEHHOE HanpaB/ieHne
B JIMLLE CBOMX APKUX MpeacTaBuTenen Pembo, Bep-
neHa, Mannapme n MetepanHka, CMMBOJIM3M Bblpa-
60Tan CBOW OpUTrMHabHbIE 3CTETUYECKME MPUHLMMbI
N yTBEPAWACSA, MOMUMO INTepaTypsbl, B n306pasu-
Te/IbHOM WCKYCCTBe, TeaTpe U My3bike. CumMB0/IU3M,
Kak OTpa)XKeHue Ayxa BpeMeHW, BO3HUK Kak peak-
L¥s Ha OrPaHMUYEeHHOCTb NO3UTUBUCTCKOM 3CTETUKY,
HaTypasv3ma v No34Hero U3Mesib4aBLIEero XyAoxe-
CTBEHHOrO peann3ma. 3apoameLunce Bo PpaHumm,
Kak OTBeTHas peakumsa Ha npobaembl HaTypanms-
Ma 1 ABAASCb OTYACTU JIOTUYECKUM 3aBepLUEHNEM
Mo34HEero poMaHT1M3mMa, CMMBO/IM3M He 0QOPMUIICH
Kak 0CObbIli CTWU/Ib, @ CKOpee CTai HanpaBaeHVEM
B UCKYCCTBE, OOBEANHUBLLMM Pa3anYHbIe ero BUAbI
0bLLHOCTHIO CBOETO OPUTMHANBHOTO MUPOBO33pe-
HuA. [aTolh TeopeTnyeckoro 060CHOBaHMA CUMBO-
NnM3Ma, Kak cnocoba xy0XKeCcTBEHHOro NO3HaHMA

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

Be3ycnoBHO, BO MHOrOM MMEHHO 3TOT MaHudecT
1 onpeAenns HoBble CPeACTBa BbIPaXeHUA B UCKYC-
CTBE CMMBOJIUCTOB, OA4Hako H6onee rnybokyto v He-
NOCPEACTBEHHYHO CBA3b CMMBOJIM3M B XXMBOMUCU
MMes He CTOJIbKO C IMTepaTypon, CKOAbKO ¢ dpuo-
coduen, KOTopas UMEHHO B 3TOT NEPUOL BPEMEHN
CTasa KaTeropnyHO OTPULLATL CYXYHO JIOTUKY NO3K-
TnBM3Ma. ®pugpux Huuwe [3, c. 17], AHpu bepr-
COH, IpHCT Kaccupep ¢ nx «punocopuert XxmsHm»
YTBEPXKAAIT «BOJIbHbIN AyX» MHTYUTUBU3MaA, pa3-
pewas ¢unocopckne Npobaembl He NOrMYECKm-
paunoHaNbHbIMK CXeMaMU Y YMOMOCTPOEHUAMM,
a UHTYUTMBHBIM NyTeM («NyTeM O3apeHus»). Tak,
A. beprcoH [4, c. 17], paccmaTtpuBan Xn3Hb KaK eaun-
Hbli MeTabn3NYeCcKN-KOCMUYECKUI NpoLLece, Kak
NOA/IMHHYHO U NepBOHaYa/IbHY CBEPXPEanbHOCTb,
a CTPyKTypa 3TOW peasbHOCTN eCTb A/INTENbHOCTb,
nocTuraemas TOJbKO NNLLb NOCPEACTBOM BHYTPEH-
Hel MHTYWULK, NPSMO NPOTUBOMONOXHOW UHTENNEK-
Ty. ACnekTamm 3ToM MeTapU3nUECKM-KOCMMYECKON
LEeATEeNbHOCTY ABAAIOTCA, MPEXJAe BCero, Matepus,
CO3HaHWe, NamMaTb, Ayx. NockoabKy BCA NoaHOTa
>KW3HW A0 KOHLL@ He MO3HaBaema, NoCTOJbKY NNLlb
WHTYMUMA cnocobHa cnerka Npuban3nTbCsa K MOHM-
MaHWIO XXW3HEHHOW NOAHOTbI. IMEHHO NO3TOMY
NHTYNLMA OTKPbIBaeT Nepes UCKYCCTBOM HOBbIE,
Hen3BecTHble paHee, CNOCObbl MOCTUXEHUA Tay-
OUHHbIX XXM3HEHHbIX OCHOB. [Nepes HaMu Kak 6bl
«BO3POXJaeTCA» Ha HOBOM UCTOPUYECKOM YypOB-
He ApeBHee HeonaaToHMYeckoe yyeHune MNaoTunHa,
C ero Cy>AeHMEeM O TOM, UYTO «Mbl MPUBSA3bIBAEMCS
K BHELUHEN CTOPOHE BeLLe, He 3Has, YTO Hac BOJI-
HYeT TO, YTO CKPbITO BHYTPU HUX». B ocHOBe 3cTe-
TUKM CUMBOAIN3MA NEXUT APEBHSAS, THOCTUYeCKas
KOHLIeNLMS «BOEMUPUS», COracHO KOTOPOM BECh
peanbHbIi MUp GEHOMEHOB BTOPUYEH, OH ABASETCA
NN TEHbIO, OTPAXKEHNEM UCTUHHOIO MAeabHO-
ro Mupa — mupa maen. Cylectsyowmii BHe Npo-
CTPaHCTBa M BPEMEHU MUP YUCTbIX NAEW (UNCTbIX
JIOroCoB) ABAAETCA NEPBMYHBIM, MOAJNHHBIM U BEY-
HbIM, @ MOTOMY W BHEBPEMEHHbIM. ECn BbigennTb
Hanbosiee xapakTepHble 4epTbl NOAOOHOrO B3rNsAa
Ha MUWP, TO MOXHO CKa3aTb, UTO B LLENIOM AN CUM-
BO/IM3Ma Hanbonee xapakTepHbl:

— MeTadusnyeckoe N MUCTUYECKOE cOo3epLa-
HVMe KOCMOocCa 1 YenoBeka;

— CTpeMJIeHNe Yepe3 CMBOJ MOCTUTHYTb «BeuY-
Hble YMCTble naen»;
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— KpalHWIi NHAMBUAYANN3M «NPOCBETAEHHO-
ro» CUMBOJINCTA B OTCTaMBaHUWN CBOEro cObCTBEH-
HOrO «fi»;

— CTpEMJIeHMe K CMHTEe3Y Bcero BoobLLe, v K Lie-
JOCTHOCTU MUCKYCCTBA B YaCTHOCTW, YeM COBCTBEHHO
1 obycnoBaeHbl MHOTME TeXHNYeCcKne 0cobeHHO-
CTV MO33UN N XXMBOMUCU CUMBONCTOB;

— KPalHss YTOHYEHHOCTb (faXke N30 PEHHOCTD)
B MVMPOBOCMPUATUN N COOTBETCTBEHHO 3TOMY B CpeA-
CTBaX XyAO>eCTBEHHOro BOCNPOU3BeAeHNA Npu ne-
peAaye OTTEHKOB W NOJYTOHOB;

— >KafHoe TAroTeHne K My3blke 1 pUTMUKE, No-
3TOMy NPOBO3rAalleHne My3blkajbHOCTU KaK rnaB-
HOro rapMOHMYECKOro NpuHLMNa B Boibope cpeacTB
1 NPUEMOB MCKYCCTBa, a B CBA3M C 3TMM CO34aHune
HOBOTO MO3TUYECKOrO U XYA0XECTBEHHOTO A3bl-
Ka 1 CTuAA.

C Teopuen cMMBOAA TECHO CBA3aHa TaK Hasbl-
BaeMas «Teopusi COOTBETCTBMIA», COFaCHO KOTOPOW
BCe ABJEHNA NpUpOoabl (LBeTa, 3BYKM, 3anaxm) — 370
cBOeobpasHble CUMBOJIbI, OTFOJIOCKN MAEaNbHOrO
MMpa «JIOFOCOB», KOTOPblE MOABUINCH B pe3ybTa-
Te ero amMaHauumm (NpoeKLun) N3 Mmpa UAen B M1p
dbeHomMeHOB. B npoun3BeseHMAX CUMBOIMCTOB 3TU
ABNeHUN U PeHOMEHbl CTaHOBATCS MHOFO3HAYHbI-
MK obpazamu, oTpaxkatowmmMmn cBon nepeoobpassbl
(norocsl), C MOMOLLH KOTOPbIX «MPOCBETAEHHbI»
MO3T U XYAOXHUK UHTYUTUBHO M aCCOLMATUBHO MO-
3HAIOT M OTPa>KaroT BbICLLYHO JyXOBHYH peasibHOCTb.
C TOYKM 3pEeHUA CUMBOJIN3MA, MUP — 3TO HEKUIA
Wnop (4YXOBHbIM NaBUPUHT), KOTOPbIM TakXe 3a-
WndpoBaHbl 1 BCE HALIM MbICAW, U HaW A3bIK. [7].
CvMBOA — 3TO Hekuii 06pas, COCTOALMN M3 pa3iny-
HbIX 3/1IeMEHTOB, KOTOPbIN, OAHaKO, ABASET COOOW
HeuTo BosblUee, YeM MPOCTO CyMMa COCTaBAAKO-
LLMX ero oTaenbHbIX YacTel. He cnyyanHo oguH
13 Beanyamwmx Guaocopckmx yMoB MUHYBLLETO
ctonetns A.®. JloceB oTcTanBan ciaegytouiee no-
noxenue: «Cnmeoansm ectb anodatnsm, n anoda-
TU3M eCcTb cMMBOAM3M. Pa3opBaB 3T ABe cdepb,
Mbl MOAYYUM UAN d2HOCMUYU3M C NPECNOBYTbIMU
«Belwamn B cebe», KOTOPbIX HE MOXET KOCHYTbCA
HW OAMH NMO3HaBaTe/IbHbIN XeCT YeIOBEYECKOro yMa,
TakK YTO BCe peanbHO AB/AOLLEeCs NpeBpaLlaeTcs
nnn B 6eCnpocBeTHOE MAapPeBO WIO3UIA, UAN B NO-
POXAEHNE YeNOBEYECKOrO CYOBEKTUBHOMO pasyma,
VAW NONYYNM YPOIJIVBBIA NO3UMUBU3M, ANS KOTO-
pOro BCAKOE siIBNeHWEe N ecTb camo no cebe cyu-
HOCTb...» [8, c. 110].

Ncxopsa n3 atux cneyndunyeckmx B3rnagos, oc-
HOBHYO 3ajjauy MCKyCCTBa CMMBOJINCTbI BUAEAWN,
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€CTeCTBEHHO, He B M306paxKeHUn AeCTBUTE/bHO-
CTW, @ B IYOUHHOW (4YXOBHOM) MOCTUXEHUN U OTO-
BpaxkeHUn MuUpa naen, B BblpaXKeHnM BbiCLLErO
AYXOBHOTO CMbIC/a, CyTU MUpa. [103T-CMMBOANCT,
Kak cumtan A. Pambo, f0XKeH «...nccnegoBatb He-
3pMMOe, CAbllaTb HecabixaHHoe» [6, ¢. 5]. OgHown
n3 dyHAaMeHTaNbHbIX 6a30BbIX OCHOB TaKOW 3CTe-
TUKM CUMBOAN3MA, KakK penmrnosHo-dunocodbckoro
obpasza Mbicnelr, HECOMHEHHO, IBASIETCSA Teopusa
cumBoa. CMbICA 3TON TEOPUM 3aK/HOYAETCs B TOM,
YTO «MOAJ/IMHHOE» NO3HaHWe 1N oTobpaxkeHne Mupa
naen BO3MOXHO TOJIbKO JINLLb C MOMOLLbIO CUM-
BOJ1a (MHOFO3Ha4YHOroO XyA0XeCTBEeHHOro obpasa),
KOTOpbI 061a8aeT CNOCOBHOCTLIO YCIOBHO 060-
3Ha4aTb CYLLHOCTb ABJEHUSA BMECTO €ro KOHKPETHO-
06pa3HOro BblpaxeHus. pyrumm cioBamu, Cay>xuT
NyTeBOAHbIM MOCTOM B MUP MHOObITUA. C MOMOLLIbIO
CUMBOJIa NMO3T MU XYAOXHWK NbITaeTca nepeaatb
OTroOIOCKM BbICLUETO AYXOBHOIO Mupa (Mmpa yu-
CTbIX I0rocoB). B n3obpasntenbHOM UCKycCTBE 3TO-
ro BpEMEHW CMMBOJIN3M HE UMeN OMNpeenstoLLero
3HaYeHwusl, 1 HEBO3MOXHO 06bEANHUTDL B O4HY Fpyn-
ny BCEX CBA3AHHbIX C 3TUM HanpaB/JeHNEM XyAOX-
HWKOB. XKMBOMNUCLbI HarNAAHO AEMOHCTPUPOBaNU
¢dpa3y nosta BepseHa: «...cKOIbKO CUMBOJINCTOB,
CTONBbKO e 1 cMmBonoB». [4, p. 110]. EanHcTBEH-
HOE, UTO POAHUIO BCEX CUMBONCTOB, 3TO CTPEM-
NeHune goctnub naeana KpacoTbl, npeBpaTuBLLENCS
B NpeAMeT ero 060>XKeCTBAEHMUSA, MOCKObKY XY/A0X-
HWK, Kak TBopeL, KpacoTbl, cnocobeH «nepecossaTb»
>W3Hb, @ He TOJIbKO co3aaTb 0bpas-cumeon. Ecam
npegreveli CMMBOAU3MA B MO33UKM ABUIACL Gurypa
Wapns Bognepa, TO0 B XnBonmcu nojobHyo posb
Ha cebs Bo3noxuau MNeep Mioeun ge LWasaHH v lto-
ctaB Mopo, a B cdepe niacTmyeckmx NCKYCCTB 3Ha-
ynTeNbHLIMY TeopeTUkamu Hblin Anbbep Opbe, Mosb
Cepto3be 1 Mopuc [leHn, 060cHOBaBLINE MOUCKN
N yCTpeMAeHNs XyA0XXHUKOB-CMMBOJINCTOB. Tak,
B cTaTbe «[1onb [OreH: CMMBOIM3M B XXUBOMUCU»,
ony6ankoBaHHoW B «Mepktop ae PpaHc» B MapTe
1891 roaa, A. Opbe chopmyampoBan NATb OCHOB-
HbIX NPUHLMMNOB CMMBO/IM3Ma B UcKyccTBe: «[Tpo-
n3BeAeHME JOKHO ObITb, BO-MEPBbIX, NAENHbIM,
nbO e MHCTBEHHBIW €ro naean — BblpaxKeHue naeu;
BO-BTOpPbIX, CUMBOJIMYECKUM, MOCKOJIbKY 3Ta naes
noay4yaet BblpaxkeHue B GopmMax; B-TPETbUX, CUH-
TETUYHbBIM, MOCKOJIbKY PUCYHOK ero ¢opm, Havep-
TaHVe ero 3HakoB COOTBETCTBYeT 0606 eHHOMY
CNocoby NOHUMaHUS; B-UeTBEPTbIX, CyObEKTUBHbBIM,
NMOCKOJ/IbKY ero 06beKT A0/IKEH pacCMaTpuBaTh-
€Al He Kak 0H6BEKT, HO Kak 3HaK, BOCMPUHMMAEMbIN

CcyH6beKTOM; B-MATbIX, BCIEACTBME CKa3aHHOrO, OHO
JAOJIKHO BbIThb AeKopaTUBHbIM, MO0 AekopaTBHas
>KNBOMUCb, Kak TakoBas, B NPeACTaBAEHNM ErUMTSH,
a Tak>Xe, BeCbMa BEPOATHO, U FTPEKOB, N MPUMUTK-
BOB,— He YTO MHOE, KaK BUJ, UCKYCCTBA, CyObekTnB-
HbI, CUHTETUYECKNIA, CUMBOINUECKUI N UAENHbIN
ogHoBpemeHHo» [10, c. 36-40].

Apyrnmmn cnoBamu, Ans TOro 4tobbl CTaTh «Bbl-
pa3utenem abCoNtOTHBIX CYLLHOCTEN», XYLOXHUNKY
cneayeT «ynpoCTUTb HavyepTaHWe 3HakoB». B ncro-
pumn nckycctea A. Opbe pasnmyaeTt aBe TeHAEHLUUN:
«OfiHa 13 HUX — MPOM3BOAHOE OCTPOThI F1asa, Apy-
rasg — MNaoj TOro BHYTPEHHEro 3peHuns, O KOTOPOM
rosoput CBegeHb0pr; NepBas TeHAeHLMA — pea-
nmcTnyeckasn, BTopas — geunctndeckasn». OTeep-
ras Hay4Hyto kputuky M. TaHa, A. Opbe ccbinaeTcs
Ha aBTopuTeThl L. Bognepa, CBegeHbopra u kak
pe3toMe CBOer MbICan NpuBoanuT ¢pasy MNaoTuHa:
«Mbl NpuBs3bIBaEMCS K BHELLHEN CTOPOHE BELLEN,
He 3Has, YTO Hac BOJIHYyeT KakK pa3 TO, YTO CKPbITO
BHYTPW HMX». VIMeHHO A. Opbe nposo3raacwn [1. To-
reHa NpoOBO3BECTHNKOM «...BO3BpaLLeHns K co3ja-
TeNSAM acCUPUNCKUX N ermneTckmx MmdoBs», BUAS
B CMMBOJINCTaX AOCTOMHbIX CONMEPHMKOB AMOHLLAM
[10, c. 38]. XyAOXHMKN-CUMBOAUCTbI YTBEPXAANN,
4YTO 06BEKTMBHOE NO3HaHMe MOoXeT ObITb Noay-
YeHOo afenToM TO/NbKO Yepes CBOe, CyObekTMBHOE
noctumxeHue NctuHbl. OBbIYHO NPW 3TOM OHU NPU-
BOAWAM M3BecTHble cnoBa CokpaTa: «[Mo3Hal cebs,
M TOrAa Tbl MO3Haelb MUP U Horos».

BHyTpeHHe corfiawasncb € 3TUM T€3UCOM, OHMU
CTPEMWINCh UCCNE0BaTh B3aMMOCBA3b MeXay >Ke-
NaHUAMU N HaWMMW NPeACTaBAEHUAMUN, HO UCKIHO-
Yanum Npu 3Tom Nrobble JOrMaTUUECKMEe NONOXKEHMS,
JaXxe Te, KOTOpble OCHOBaHbI Ha CTPOTMX JJIOTMYECKMNX
foka3zatenbcrBax. OTpaxeHue Nogo6HOro MMpPoOBO3-
3peHuns ABHO npocnexunsaercs B pabotax MNoctasa
Mopo, KOTOpPbIW, KOMBUHNPYSA Pa3NNUHbIE TEXHM-
KW XXMBOMUCH, NMbITaNACA NPOAOXUTb HEKUI «TPETUIA»
NyTb B MCKYCCTBE, CJIOBHO Obl BOCKpeELLas 4aBHO 3a-
ObITHIN AYX ApPeBHEro naHTemsMma. MNepegaBas Tan-
Hbl, BOJIHYOLLME ero BoobpaxkeHue, I'. Mopo BoNbHO
3KCMepPUMEHTUPYET C KOJIOPUCTUYECKMMW CcOoYeTa-
HUAMM, C KOMOMHALMAMN Pa3ANYHBIX TEXHUK, ANS
yero OH HarpomoXJaeT U Kak Obl HarHeTaeT MHO-
KEeCTBO M306pa3nTenbHbIx geTanei. Takon opurn-
Ha/bHbIV MOAXOZ K M300pa3nTeNbHOCT BO MHOTOM
n onpegensan ero sanaHue Ha A. Matucca, X. Pyo,
A. Mapke n gaxe paHHero B. KaHanHckoro. Kctaty,
y nocnefHero eLie BO BpemMs ero npeboiBaHua B MNa-
pvke ¢ 1904 rosa CNOXMANCH AOBONBHO MHTEPECHbIE

B3aVMMOOTHOLLEHNA C XYAOXHMKOM Anekcucom Mepo-
Jakom->XaHHo (Alexis Merodack-Jeanneau), Bo3rnas-
NABLUMM €XXeMeCAYHbIN XypHan «HoBble TeHAEeHUMM».
Cam Mepogak->XaHHo, B CBOIO ouepesp, bbln BecbMa
61130K K GOBUCTCKOMY ABUXKEHMIO N BMECTE C CUM-
Bosnctamm Martuccom, Pyo, Mapkecom, MaHreHom
[AOBOJIBHO YacTo nocelwan ctyamio Noctasa Mopo.
Kcratn, nmenHo Mepogak-XanHo un [toctaB Mopo
opraHu3oBsanu nepsyto BbicTaBky B. KaHanHckoro
B [Mapuxe B 1904 rogy [11, c. 375]. TecHble KOHTaK-
Tbl B. KaHAMHCKOrO € XXypHanoM «HoBble TeHAEeHLn»
W C KPYroMm BbllLenepeYncaeHHbIX 1L, yCTaHOBUANCH
ewe ¢ 1904 roga, MMeHHO TOrAa, Korja OH CTa y4acT-
HUKOM BToporo MexayHapogHoro canoHa (Union
Internationale), opraHN30BaHHOTO MOA 3rMA0M XypHa-
na «Les Tendances Nouvelles». [o3aHee, y>xe B Mae-
nioHe 1907 roga, Ha BbicTaBke HapogHoro myses»
(Musee du Peuple) B Anxxe (Hotel de Chemellier) npep-
MONOXUTENbHO 6b110 BbicTaBNeHO 109 npoun3BeseHNI
KaHaunHckoro, 3Tn ¢BA3n cTanu ele 6osee TeCHbIMM
n NpuBean K Nyéankaumm oTaesbHOro Lukna rpa-
Btop B. KaHgunHckoro B exxeMecA4HOM XypHane «Les
Tendances Nouvelles». [peanonoxmTensHo B 310 Xe
Bpema KaHaMHCKuMiA cTan uneHoM MexayHapoaHo-
ro CO3a XyA0>XXHWKOB, CO34aHHOrO Npw XypHasne
N HaCYMTbIBAKOLLEro OKONO ABYX ThiCAY yneHoB [11,
c. 376]. Cnycta ewe HekoTopoe Bpema B 1908 roay
nsgatenbcteom «Les Tendances Nouvelles» 6bin Bbl-
MyLieH cneumanbHbI anbbom rpastop Bacuamsa Kax-
AVNHCKOTO TMPaXoM NopszKa ThiCAYN 3K3EMMAAPOB
C f,OBOJIbHO BOCTOPXXEHHbIM NPEeAVCIOBNEM N3BECT-
HOro GpaHLy3CKOro Xyao>XeCcTBeHHOro kputmka Xe-
poma Mecca [11, c. 375].

B o6nacTv TeOpeTUUECKNX KOHLEMNLMI cogepka-
HWe nybavkauuii nsganms «Les Tendances Nouvelles»
cnocobcToBano 6onee rnybokoMy NpoHUKHOBE-
HWIO B UAEN CMMBOAU3MA Y MOHUMaHUIKO CUMBOJIN-
YecKkol HamnpaB/IeHHOCTN HEOMMMPECCUOHUCTOB.
Kctati, MMeHHO noatomy obn0xka XypHana bblna
odopmneHa MepogakoM->XXaHHO B cTuae Ap-HyBO.
Kak oTmeuaet nccnegosatenb H. ABTOHOMOBA, UHTe-
pec K AMBU3NOHM3MY Bbl1 OCHOBaH Ha UCMO/Ib30BaHU
B XXVMBOMWCW HEOMMMPECCMOHNCTOB OMNpeAeeHHOro
CMMBOJINYECKOrO KOAQ, BOTMJIOLLEHNE KOTOPOro Mpo-
NCXOAMAO C MOMOLLIbIO Hay4YHoro metoaa [11, ¢. 377].
Ho Bepa B 06beKTUBHbIE MPOLLECCHI, TPOUCXOASALLME
B MCKYCCTBE, BO3MOXHOCTb TEOpPeTnYeckoro oboc-
HOBaHWA B3aMMOCBA3M HayKW 1 MCKYCCTBa, MOMbITKa
Hay4yHOro nogxoja K paclimdpoBKe XyA0>XKeCTBEH-
HOW NPaKTUKM He MOTAIN He 3auHTepecoBaTb B. KaH-
AVNHCKOTO, NPOW3BEAEHNSA KOTOPOTrO CTUANCTUYECKU
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pa3BMBaAMCb B CUMBOJINYECKYHO MHTEPMPETaLIMIO TeX-
HUKN AUBU3NOHM3Ma, cumTaeT Hatanba ABTOHOMOBA
[11, c. 377]. 3BECTHO, YTO UMEHHO MNOA BAUAHUEM
CBOEr0 Napuxckoro nepuoga KaHANHCKNN B CBOMX
AaNbHENLIMX TEOPETUUECKUX paboTax yaensn cepb-
€3HOe BHMMaHWe Hay4YHOMY NMOAXOAY K MPUMEHEHWIO
Bblpa3uTesibHbIX CPeACTB B uckyccTtae [9]. Bugmmo,
He 6e3 BANAHNA CMMBOAUCTOB B. KaHAMHCKMI akueH-
TUPOBaa CBOE BHMMaHWE Ha NEPBUYHbIX 31eMeHTax
XXNBOMNWUCK, AeTaNbHO Uccaeays rpapuyeckyto v Le-
TOBYH $opMbI B CBOEN paboTte «OCHOBHbIE 3/1EMEHTbI
Xunonucu. MIx cyLHOCTb U LeHHOCTb» KaHANHCKNR
ocoboe 3HauYeHne, TakKe Kak U MHOTME CUMBOJIUCTDI,
npuaasan «To4ke» (O4HOMY M3 OCHOBHbIX 31€MEHTOB
>KMBOMMWCH), KOTOPas, MO ero MHEHWIO, ABASAETCA UCTOU-
HWKOM BCex Apyrmx Gopm, MOCKONbKY ee KOANYECTBO
Hencumcammo [11, c. 377]. Beab BCe B Mupe B3anMo-
CBSI3aHO M HAXOAMTCA B HEKOEM «COOTBETCTBUM», Ye-
pe3 AyasbHble CBA3M «fja N HET», «CBET U TbMa» U Np.
Kak cumtann XyaoXXHUKN-AeKageHTbl, 3TO MPONCXOo-
AWT VLB B TeX Cyyasx, ecivi CMMBOANYECKoe Mo-
HUMaHWe 6bITUs byaeT obecneyeHo OAMHAKOBbIM
BHMMaHMEM K KaXXOMYy 13 3/IeMEHTOB 3TOr0 bbITuA,
W ecv Npuy 3TOM UCTMHA He ByaeT yTepsHa B AorMa-
TUYECKUX «npeapaccyakax». [1py 3TOM CUMBOAN3M,
KOHEUYHO, He 3aCTpaxoBaH OT CMOA3aHMA K OKKY/b-
TU3MY, KOTOPbIV BECbMa 4acTO CONMPOBOXAAET 330-

TepuUecKme NCCNeA0BaHNA 34ELIHErO U HE3JELLUHEro
MUpPOB. Haxoasack SBHO B pyciie 3TON TpaauLmn, Xy-
JOXHUKN-CUMBOJINCTBI B CBOEM TBOPYECTBE C/I0B-
HO MCCNefloBaN PasvyHble CION CUMBOA, Kak Dbl
BbINOAHASA 33434y, cGopmMyanposaHHyto ewe CnvHo-
30M: «Bbl roBOpuTE, UTO BbI BbIOPaNU MAEH, MOTOMY
YTO OHa MNpaBWabHa. Tak 3HailTe, UTO Bbl CUMTaETE
€e NpaBWIbHON UMEHHO MOTOMY, YTO ee Bblbpanu
BbI» [10, c. 39].

MoaBoAsA MUTOr, CTOUT OTMETUTb, YTO XyZAOXe-
CcTBeHHO-0b6pa3Has cncremMa B UCKYyCCTBE — 3TO
ocobas kaTeropma MMpoNpeAcTaBAeHNs, KoTopas
XapakTepu3yeT U camoro TBOPUYECKOro UeaoBeka,
n 06LLeCcTBO B Hanbosiee BbICOKON HPABCTBEHHOM
TOUKe, B acnekTe YyBCTBEHHO-MHTENNEKTYabHOMO
6bITMA 3n0xK. Naes BbicLLero npesHa3HauYeHuUs OT-
KpblBaeTCs Ham Kak cuctema pakTopoB aHTPOMO-
reHesa M KOCMOreHesa, eAMHCTBa BOMJIOLLAEMbIX
06pa30oB, 3aKOHOB XyJ,0XXeCTBEHHOro opopme-
HUS. TN GaKTOpPbI CAY>KaT OCHOBO pEHOMEHOI0-
rMv o6pasHoro NpouTeHns, GopMmUpys ero XecTkyto
nparmatmyeckyro GyHKLUUIO A8 YyenoBeka U 06-
LectBa. B aTom cMbicne 06beKT MCKYCCTBa Kak Xy-
JLOXEeCTBEHHas Lieslb, Kak 0COObIN HPaBCTBEHHbIM
MapKep B pa3Hble BPEMEHA BbIMNOJHAET TONbKO OAHY
OYHKLUMIO — XyJ0>XXeCTBEHHO-3CTeTUYECKOe oTpa-
>XEHWe 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 studies
has not yet investigated how the theme of the disintegra-
tion of one social order in our nation and the rise of a new
one has been represented in popular genres such as so-
cial 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 distin-
guished Lenfilm directors, Vladimir Bortko and Yuri Mamin,
who created several social comedies during this era. The
authors strive to uncover the conceptual and artistic fea-

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.

tures of these films and to ascertain 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 char-
acterised by realistic cinematic techniques, Mamin's com-
edies 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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through various comedic forms that resonate with
the audience, while on the other side, such a com-
edy addresses significant social issues, prompting
discerning viewers to contemplate the themes pre-
sented on screen.

A thorough analysis of social comedies must take
into account the historical and sociocultural context
in which a particular film was produced. This notion
aligns with V. Propp’s assertion that “we laugh dif-
ferently than we once did. Therefore, it is probably
impossible to give a general philosophical defini-
tion of comedy and laughter. Such a definition can
only be historical” [3, p. 26].

Vladimir Bortko and Yuri Mamin's comedies are
particularly noteworthy as they were made during
a distinctive historical phase, characterised by the
decline of the Soviet era and the emergence of
a new, albeit uncertain, social order.

Vladimir Bortko's exploration of the comedy gen-
re commenced with the film My Father Is an Ideal-
ist (1980), which already introduced a theme that
would be further developed in his later films from
the late 1980s and early 1990s: the conflict between
the ideal and the real. The screenplay for this film
was penned by Alla Sokolova, a prominent play-
wright of the time, who gained significant recog-
nition after the play Faryatyev’s Fantasies. While in
Fantasies, the conflict between the ideal and the
real culminated in the total disintegration of the
ideal, in My Father Is an Idealist, Sokolova endeav-
oured to reconcile these two concepts.

In Bortko's subsequent comedy, The Blonde Around
the Corner, which was directed on the cusp of Pere-
stroika, the theme of the conflict between the ideal and
the materialistic is presented with greater complexity.
This film bears some resemblance to Faryatyev’s Fan-
tasies, directed by llya Averbakh, as both feature An-
drei Mironov in the lead role, and the protagonists in
both narratives grapple with issues of cosmos. How-
ever, while Alexandra (Marina Neyolova), the hero-
ine of Fantasies, ultimately opts for a bird in the hand
over two in the bush, in The Blonde, the dynamics of
the main characters are fundamentally reversed: the
successful heroine Nadya (Tatiana Dogileva) is drawn
to Nikolai (Andrei Mironov) precisely because of his
idealism, which is starkly absent in the materialistic,
consumer-driven environment that surrounds her.

The film opens with Nadya, the supermarket man-
ager, encountering Nikolai Poryvaev, who is found
asleep amidst a heap of onions. At forty years of age,
he has yet to achieve recognition as a prominent
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scientist. Although he once appeared on television
discussing space, he soon became disenchanted with
his career and abandoned it. Completely ill-equipped
for contemporary life, Nikolai could only secure em-
ployment as a loader. In stark contrast, the film's
protagonist, Nadezhda (Tatiana Dogileva), possess-
es connections, wealth, and scarce items; everything
comes effortlessly to her, or as she claims, she faces
no challenges whatsoever. Nadezhda becomes en-
amoured with the notion of a poetry-reciting intel-
lectual, as he embodies a form of 'scarcity’ in an era
lacking dreamers, while Nikolai is infatuated with the
idealised image of a beautiful woman he has envi-
sioned. However, the disparity between Nikolai's per-
spective and that of the ‘blonde around the corner’
gradually becomes apparent, culminating at Nadezh-
da’s hastily arranged wedding. Guests are invited as
‘functionaries’ — each capable of procuring, creat-
ing, repairing, bringing, or ‘acquiring’ something —
an arrangement that horrifies Nikolai and his parents
(Mark Prudkin and Evgenia Khanayeva). The pivotal
moment occurs when Nikolai's former research su-
pervisor (Pavel Kadochnikov) makes an appearance
at the wedding. He declares that the research Nikolai
initiated will soon be in demand, and to pursue his
work, the retired scientist must urgently travel to the
Arctic. This declaration is followed by Nadya's gran-
diose comment regarding the inhabitants of other
planets: ‘There are people like us out there, people
of the future,” which incites Nikolai's fury, prompting
him to discard his meagre suit and exit the restau-
rant only in a shirt, joining a group of running ath-
letes along the way. Nadezhda calls for a taxi and
pursues her estranged husband.

The long shot of the blonde in a wedding dress
chasing her husband in a taxi, who is running to an
unknown destination, pantsless, was supposed to
be the final shot; however, this ultimately did not
happen for several reasons, which will be elaborat-
ed upon below.

The humour in this film, similar to that in My Fa-
ther Is an Idealist, arises from the juxtaposition of
two contrasting worlds — the idealistic and naive
versus the materialistic. In this narrative, these two
realms are at odds, yet the characters endeavour
to bridge the gap between these extremes. Their
efforts to adapt to one another give rise to a vari-
ety of comedic situations.

The journey to bring this film, completed in 1982,
to the screen was fraught with challenges. The film's
exploration of the sensitive subject concerning the

transition from ideals of justice and equal oppor-
tunity to the mindset of consumerism and nepo-
tism inevitably raised concerns among the party
and government officials who approved it.

The situation became even more complex fol-
lowing Brezhnev's death in 1982, leaving cautious
officials uncertain about how the new General Sec-
retary would respond to the film. The approval pro-
cess with various authorities extended for nearly
a year, culminating in a directive to eliminate scenes
that overtly illustrated the power wielded by those
who control material resources. Additionally, it was
mandated to incorporate musical interludes featur-
ing A. Mironov singing couplets in lieu of the ex-
cised scenes so that the film could be interpreted
as a sort of fantasy from the perspective of the pro-
tagonist. Regrettably, these interludes, presented
as "comic couplets”, detracted from the comedic
style and, despite Andrei Mironov’s charisma, ap-
peared disjointed and insincere. Furthermore, the
film’s conclusion required modification: in the orig-
inal version, Nikolai and Nadya separated, where-
as in the revised edition, the protagonist returned
to his research, with Nadya following him to the
Far North. Nevertheless, even in this diluted form,
The Blonde Around the Corner, which premiered in
1984, achieved remarkable success with audiences,
attracting nearly 25 million viewers. It is important
to note that the film continues to hold relevance in
contemporary society, as the issue concerning the
relationship between the ideal and the real has in-
tensified significantly over the last three decades.

Bortko would produce his next comedy merely
four years later. This was the late 1980s, when, on
cue from above, criticism of everything Soviet began.
The saying attributed to Karl Marx, which suggests
that humanity parts with its past while laughing, did
not manifest in practice in this instance. During Pe-
restroika, irony and subtle humour nearly vanished
from Russian cinema, supplanted by the predom-
inantly serious tone of most films released in this
era, which the populace, not without justification,
referred to as “chernukha”. In contrast to this grim
environment, Bortko's comedy Heart of a Dog was
enthusiastically embraced by audiences from di-
verse backgrounds and preferences.

The film, inspired by Mikhail Bulgakov's narrative
concerning the artificial transformation of a stray dog
into a human, essentially represents a form of magical
realism, or more accurately, a fantastical exploration
of the concept of “If Only...", akin to Bulgakov's play

Ivan Vasilievich or his novel, The Fatal Eggs. Further-
more, the theme itself — the artificial creation of
a new type of human, which originated with the novel
about Frankenstein and was further explored in films
such as Monroe Island — proves to be quite resilient;
a contemporary interpretation of it can be observed
in Yorgos Lanthimos’s recent film, Poor Things.

The director’s precise casting, his artistically con-
vincing portrayal of the 1920s ambiance on screen,
and his meticulous yet imaginative interpretation
of Bulgakov's text all played a significant role in the
development of a genuine cinematic masterpiece.

In the early 1990s, many viewed the film as
a sharp satire on the revolutionary transforma-
tions that occurred in the country post-1917, as
well as a parody of the idealism held by supporters
of the renowned slogan “liberty, equality, fraterni-
ty". Nevertheless, the film’s artistic message is far
from simplistic, and the characters are certainly not
one-dimensional or merely functional. Charismat-
ic Yevstigneyev, portraying Professor Preobrazhen-
sky, captures the audience'’s affection from the very
first moments of his appearance with his aristo-
cratic demeanour, dignity, boldness in his remarks,
and complete autonomy from Shvonder. Howev-
er, upon closer inspection, he is not as ideal or ra-
tional in his decisions, starting with his assumption
that the organs of a deceased alcoholic and crim-
inal, when transplanted into a stray dog, will yield
a commendable specimen.

The film's comedic aspect is consistently gen-
erated through the interaction of disparate social
realms that fail to comprehend one another, lead-
ing to a collision of elevated and base styles. For
instance, in one scene, Sharikov begins to pathet-
ically chastise Preobrazhensky for forcibly “trans-
forming” him, even launching into a tirade about the
immorality of wealth in a destitute nation. Howev-
er, this is followed by an abrupt change in stylistic
tone: Sharikov is bitten by a flea and frantically at-
tempts to catch it with his teeth, to which the pro-
fessor, with utmost seriousness, advises him: “Catch
them with your hands, your hands!”.

Bortko's fourth comedy, Good Luck, Gentlemen,
which was released in 1992, is not as widely rec-
ognised by audiences. While in Heart of a Dog, the
director skillfully portrayed the tumultuous atmos-
phere of the shift from capitalism to socialism, this
film humorously illustrates life in the country dur-
ing a different transitional phase — from social-
ism to capitalism.
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The title of the film carries an ironic tone regard-
ing the effort to substitute the term “comrade” with
the address “sir”, and it serves as an extensive illus-
tration of the thesis put forth by the once-promi-
nent propagandist of the new life, Irina Khokamada:
“No need to complain! Just get a move on!".

In terms of the film’s narrative, Oleg (Andre-
js Zagars), an officer from a group of our troops
who were hastily expelled from the GDR, arrives in
St. Petersburg to visit his old war friend, Vladimir
(Nikolay Karachentsov), under the impression that
he has secured a good job and accommodation. To
his astonishment, he discovers him living in the for-
est, where officers and soldiers reside in tanks, as
the new government has simply overlooked their
motorised column, which the putschists had dis-
patched to St. Petersburg, rendering it unnecessary.

Former officers endeavour to navigate the mar-
ket economy by any means necessary: they appear
in an Afghan-themed action film, earn extra income
in a gipsy choir, sell balloons, work in a shoe fac-
tory, and one day, donning women’s dresses and
makeup, they even participate in a beauty contest
and unexpectedly win a million. At the film's con-
clusion, while escaping from bandits, the friends ar-
rive at an airfield, where their suitcase containing
the million unexpectedly disintegrates, scattering
the money across the runway. However, as a com-
edy is expected to conclude on a positive note, by
the film's end, one character becomes a successful
entrepreneur, while the other establishes a stock ex-
change — thus, both are assimilated into the market
economy. In this film, the conflict between the aspi-
ration for an ideal and the mercantile-consumerist
perspective that prevailed in the early 1990s is re-
solved in favour of the latter. The film effectively,
with a significant amount of humour, depicts the
reality of the transition to a market economy: new
taxi drivers are unfamiliar with the routes; individ-
uals who have lost their jobs are eager to explore
any new opportunities; characters attempting to de-
ceive others for wealth are ubiquitous, and so forth.

In contrast to numerous Russian films from that
era, which predominantly feature functional charac-
ters, Bortko's film presents characters that undergo
development. Initially, Oleg is depicted as a pros-
perous individual and a chivalrous gentleman, while
his friend Vladimir is solely focused on finding fi-
nancial means for survival and on how to rid himself
of Olga, who diverts his attention from his respon-
sibilities. However, when the harsh realities of the
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new Russia confront him with numerous challeng-
es, Oleg resorts to drinking, becomes anxious, and
experiences emotional breakdowns. Vladimir, who
at first seems to be a businessman attempting to
adapt to the market, ultimately reveals himself, in
the latter part of the film, as a Soviet man, embod-
ying values such as mutual support, respect for la-
bour, and a genuine desire to overcome adversity,
which are not mere platitudes.

Consequently, Bortko's quartet of social com-
edies illustrates how the skepticism towards ide-
als that emerged in the 1970s and 1980s evolves
into a profound disbelief in them, highlighting the
painful nature of the transition to a new social par-
adigm. A recurring theme throughout these come-
dies is the notion that any alterations in the social
structure do not resolve the numerous contradic-
tions between the interests and mindsets of the
elite and the general populace.

Regarding the works of Yuri Mamin, who pro-
duced four comedies during the late 1980s and early
1990s, his films are markedly distinct from those of
Bortko in terms of themes and stylistic approach —
they are characterised by an eccentric presentation
of the subject matter, grotesque elements, hyperbo-
le, and a pronounced satirical emphasis. The short
film Neptune’s Festival (1986), created at the onset
of Perestroika, was the first comedy that swiftly gar-
nered Mamin widespread recognition. It narrates
a humorous tale of how the director of a small vil-
lage’s community centre becomes a victim of his
own fabrications. The storyline is straightforward:
in an effort to entertain a delegation of Swedish ice
swimmers visiting the area, high-ranking officials,
upon discovering a village club’s proposal to host
a Neptune Festival on January 1%t featuring 150 ice
swimmers, direct the foreign delegation to attend.
With no option for retreat, the village embarks on
extensive preparations for a mass swim in =35 °C
(-95°F) conditions.

The festivities commence with a brass band, at-
tired in boxer shorts, felt boots, and earflaps, mak-
ing their way to the ice hole. After performing their
designated set, they hastily rush into the bathhouse,
instruments still in hand, followed by a series of co-
medic scenes infused with a degree of parody. In
a particular scene where the Swedes await, local
men, clad in theatrical Russian warrior attire and
wielding spears, stand at the base of the remnants
of an ancient fortress. Women in kokoshniks gather
around them, all while the foreboding music of Ser-

gei Prokofiev from the film Alexander Nevsky plays
over the loudspeaker. The concluding scene, where
the entire inebriated crowd, united by a shared thrill,
rushes uncontrollably towards the ice hole for a dip,
is set to Glinka's “Patriotic Song”.

Yury Mamin'’s forthcoming film, The Fountain,
which received acclaim during the Perestroika era,
is now regarded as a dark phantasmagoria. Each
of its seven chapters, titled with musical terminol-
ogy, illustrates yet another decline of the high-rise
building and its inhabitants. It is difficult to fathom
that at the Odessa Duke festival, which took place
in the same year the film premiered, the audience
burst into laughter during its showing.

The Fountain evolved into a social satire char-
acterised by the hyperbole, metaphor, and parody
that are hallmarks of this comedic genre. The di-
rector’s intentionally crafted stylistic variety, intro-
duced through scenes depicting daily life, seeks to
highlight the squalor of ordinary existence and the
intelligentsia’s endeavour to seek national great-
ness in the past for purposes of self-affirmation
and self-identification. This is exemplified by epi-
sodes featuring a society of admirers of a poet who
once resided in the building, a group dedicated to
preserving historical memory, and the singing of
Russian folk songs around campfires at the film's
conclusion. The film’s visual and auditory leitmotif
centres around the image of an eccentric compos-
er who, despite all odds, persistently creates mu-
sic and, for inspiration, occasionally ‘flies’ over the
courtyard, gliding along a taut rope with wings af-
fixed to his back.

Notably, even the film's seemingly ordinary
scenes are not merely hyperbolic but also gro-
tesque, which ‘permits the distortion and altera-
tion of objects that are familiar and commonplace
to the viewer'. [4, p. 5]

The narrative commences with the cessation of
the water supply to the residence, enacted by the
father-in-law of the senior engineer at the Lagutin
site, Satybalda Kerbabayev (Asankul Kuttubayev).
Kerbabayev, a native of the desert, has revered water
since his youth, and he cannot remain indifferent to
the fountain of invaluable moisture that perpetually
erupts from the ground due to the degradation of
the water pipes. The site manager reports the en-
suing water shortages to the housing office man-
agement as an economic experiment instigated by
one of the staff members. Subsequently, the heating
fails, and the roof begins to collapse, temporarily

supported by workers resembling Atlanteans, along
with props fashioned in the style of Soviet-era slo-
gans. By the conclusion of the film, the electricity
also fails. Nevertheless, the resilient Russian popu-
lace does not succumb to despair at that moment.
The residents venture into the winter courtyard, ig-
nite fires, and sing traditional songs. The absurdi-
ty of existence reaches its zenith.

Overall, the film The Fountain serves as an exten-
sive apocryphal retelling of a well-known joke from
the 1980s regarding a plumber who, after evaluat-
ing the utilities in an aged house, concludes: “It is
not the pipes; the entire system requires replace-
ment”. This very notion is explicitly articulated at
the film's conclusion by the corrupt housing office
technician, Pal Palych, who admonishes the diligent
and honest site engineer Lagutin for the fact that
individuals like him, through their labour and zeal,
have aided in the preservation of a Soviet system
that ought to have been reformed long ago.

Furthermore, the film critiques the initial out-
comes of Perestroika. It is apparent that the new
government is mainly focused on dismantling the
old structures and mending the gaps in the de-
teriorating old world: due to a lack of materials,
a leaking roof must be covered with iron to shield
against children’s fungi; ordinary inhabitants of the
building, seemingly carrying out the task of some
cooperative, are peeling onions in the basement;
a family, also battling for survival, cultivates tulips
in their home and attempts, without success, to
sell them — the unfortunate woman is promptly
arrested by the police for selling in an unauthor-
ised location, etc.

Mamin’s subsequent film, Sideburns (1990), pre-
sents a more coherent and energetic comedy com-
pared to The Fountain. The film is skilfully executed
and artistically crafted, adopting a cohesive pam-
phlet style infused with elements of the grotesque.
The segments, which showcase performances and
informal displays, are filmed and edited with such
vibrancy and creativity that one can only lament
that Mamin did not pursue a career as a director
of Russian musicals.

It is possible that the concept of utilising A. Push-
kin's image as a cornerstone of national identity for
the nationalist movement originated in the thoughts
of screenwriter V. Leykin following the 1989 re-
lease of an extensive excerpt from Abram Tertz's
book, Walks with Pushkin, in the October magazine,
where the author endeavoured to remove the poet'’s
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conventional gloss. Regardless, the film's unique in-
corporation of the esteemed Russian poet and his
verses by the elevated provocateur Viktor, master-
fully depicted by V. Sukhorukov, became the focal
point of the narrative. The plot of the comedy, which
is fluid (as is characteristic of Mamin's screenplays),
unfolds swiftly. Alexander (Alexander Medvedev)
and his companion Viktor (Viktor Sukhorukov) re-
turn to Alexander’s native town, the provincial Za-
borsk, with the intention of establishing a Pushkin
society. Viktor is both charismatic and dynamic. In
a brief period, he successfully attracts the primary
youth factions into his organisation through vari-
ous strategies or neutralises those who oppose his
vision through provocation. The local party lead-
ership exhibits a degree of caution regarding Vik-
tor’'s radical ideologies and tactics; nevertheless,
they are inclined to overlook his actions, consider-
ing him to be "a necessary comrade for the current
situation”. However, once Viktor and his associates
exhibit blatant extremism and aggression, the au-
thorities mandate the dissolution of the movement.

Regrettably, the extensive efforts of the film crew
were predominantly focused on instilling fear in the
audience regarding the potential rise of “Russian
fascism”. In contrast to The Fountain, which seeks
to provide a comprehensive artistic interpretation
of events related to our recent history and uncer-
tain future, Sideburns is firmly anchored in the brief
timeframe of its production, the late 1980s. The
satirical essence of this film-pamphlet is solely di-
rected at making the audience acutely aware of
the threats posed by extremist nationalist factions
that surfaced following the dissolution of commu-
nist ideology, which left a void that various move-
ments and groups began to occupy.

The film makes clear references to the events
depicted on screen, particularly the ascent of Ger-
man fascism: Viktor's invocation of a "night of long
canes”; the procession of uniformly attired youths,
reminiscent of Nazi stormtroopers, marching rhyth-
mically through the city streets; children positioned
along the roadside, welcoming a visitor from the
capital, who humorously refers to them as “Push-
kin Jugend”; an article in the local publication titled
“The Fuhrer in Sideburns”, among others.

The only aspect of the film that retains its relevance
today is the theme concerning the authorities’ readi-
ness to exploit various radicals for their own agendas,
manipulating public perception. It is also significant
that the main character, following the dissolution of
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his movement, swiftly and effortlessly alters his po-
litical stance from right to left — ultimately, his fol-
lowers, clean-shaven and devoid of their sideburns,
march to the verses of Vladimir Mayakovsky.

Yuri Mamin'’s subsequent film, Window to Paris,
premiered in 1993, a time when the living stand-
ards for the majority of the population in the coun-
try had significantly declined, and the uncertainty
among recent Soviet citizens had reached its zenith.
During this era, Europe regarded the Russian popu-
lace with a mix of pity and compassion, with France
even providing financial support for the production
of several Russian films, including Window to Paris.

Critics have characterised this film in numerous
ways — as a tragicomedy, a phantasmagoria, or
a variant of magical realism. Nevertheless, it might
be more fitting to categorise the film's genre as “so-
cial satire infused with elements of conventionality”.

Let us briefly summarise the film's narrative. The
protagonist of the comedy, Nikolai Chizhov (Sergei
Dreiden), imparts aesthetic education to elementa-
ry school pupils at the Savva Morozov Economics
Lyceum, which was established in the spirit of re-
form. The director’s ironic perspective on the new
realities is highlighted by the presence of financial-
themed slogans adorning the walls of the lyceum:
"A penny saved is a ruble”, “Time is money”, and
similar phrases.

The narrative commences when a magical win-
dow is uncovered in the teacher’s quarters, which
the lyceum had allocated for him within a communal
apartment in St. Petersburg, enabling him to journey
between St. Petersburg and Paris. This phenomenon
is attributed to the fact that the previous owner of
this spacious apartment, now shared communally,
was a woman who vanished without a trace.

Initially, the inhabitants of a communal apart-
ment, having arrived in Paris through a newly dis-
covered portal, are bewildered by their surroundings.
However, once they acclimate, they start utilising
the magical window, this portal to another realm,
for mercenary activities, smuggling various treas-
ures to St. Petersburg that the Parisians discard as
superfluous. Romantic Chizhov becomes enamoured
with Nicole (Agnés Soral), whose studio (she is a tax-
idermist) is audaciously invaded by the St. Peters-
burgers after she cuts down the ladder they were
ascending. Two narrative threads unfold concurrently.
The first revolves around the perspective of Russia
as seen by an émigré friend whom Gorokhov en-
counters. He yearns for his homeland while in Paris

but swiftly relinquishes his dream upon reaching
the Finland Station. The second subplot focuses on
Nicole's journey and her view of Russia’s northern
capital, where she finds herself due to the magical
window and witnesses firsthand the tumultuous Rus-
sia of Perestroika. At the film’s conclusion, Chizhov
takes his students on a tour of the enchanting Par-
is. Overcome by the splendour of the French cap-
ital and the wealth that flourishes there, Chizhov's
students refuse to return to their homeland. To per-
suade them to go back, the teacher delivers a poign-
ant monologue: “You were born at an unfortunate
time, in an unhappy and devastated country... But
this is your homeland. Can't you truly improve it?
After all, so much relies on you. Trust me, you have
not even attempted...”. And, while playing the flute,
reminiscent of the fairy tale about the Pied Piper,
he enchants the children.

In terms of artistic style, this film by Yuri Mamin
is fundamentally grotesque; however, in contrast to
the director’s earlier works, it incorporates a signif-
icantly more conventional and imaginative aspect.
In his juxtaposition of French life with the Russian
reality of the 1990s, Mamin, akin to his characters,
exhibits a clear admiration for Paris, which, in all re-
spects, surpasses the grim and unstable domestic
life of the 1990s (despite the fact that none of the
inhabitants of the communal apartment portrayed
wish to leave their homeland).

Had the film tackled the theme of the clash be-
tween different national cultures and mentalities in
a more vivid, engaging, and humourous manner, it
would still hold relevance today. Nevertheless, the
film primarily reduced itself to contrasting a destitute,
protest-ridden Russia with a serene, well-maintained
Paris, where there is something for every taste, and
to expressing a tentative hope that a new, emerging
generation would rejuvenate a great Russia.

Two decades later, Yuri Mamin aspired to cre-
ate a sequel titled Window to Paris: 20 Years Later;
however, he was denied state support. After some
time, in his quest to find a niche in television, Mamin
emigrated. Yet, he did not move to France but rath-
er to America...

The films discussed in this article were selected
for examination because they embody a distinctive
phenomenon within Russian cinema. As the coun-
try transitioned from a state-controlled system to
a market economy, Russian cinema became increas-
ingly characterised by films that conveyed a nihil-
istic and somber perspective on Russia’s history

and current state, or by films that aimed for para-
ble and symbolism, lacking humour, lyricism, or the
endorsement of any ideals. In contrast, the come-
dies produced during this era were explicitly enter-
taining, often leaning towards vulgarity. The works
of Bortko and Mamin, created during this time, fall
under the category of social comedies — a genre
that saw no practitioners at the time and has since
disappeared since the 2000s.

Furthermore, an analysis of the comedies from
the two Lenfilm directors indicated that the shift
from a socialist, state-controlled economy to a mar-
ket economy resulted in entirely different thematic
and stylistic approaches in their films. While Bort-
ko's works are marked by gentle irony, ambiguous
story interpretations, and everyday humour, Yuri
Mamin’s approach is defined by a predominantly
accusatory and satirical perspective on both the so-
cialist past and the shift to a new social order. Unlike
the realist Bortko, Mamin employs overtly conven-
tional, exaggerated, and absurd scenarios, actively
integrating fantastical elements into the narrative.

This also pertains to the characters portrayed in
his films. While Bortko dedicates significant focus
to the psychological aspects of the characters, and
social conflict is primarily expressed through the in-
teractions of vibrant, fully realised characters, the
protagonists in Mamin's satirical films tend to be
either peculiar, eccentric individuals obsessed with
a singular notion or narrow-minded philistines, av-
aricious individuals, and alcoholics.

In the 2000s, intelligent comedy fell out of fa-
vour, leading Mamin, after producing two addition-
al now-obscure comedies, to exit the film industry.
Conversely, Bortko, as a multifaceted director, tran-
sitioned to creating popular television series and
large-scale films.

Both directors not only captured a distinctive
portrayal of a challenging era marked by significant
shifts in the nation’s economic and social landscape
but also played a role in the evolution of the so-
cial comedy genre. As D. Zhurkova and V. Evallier
aptly observe, “considering the substantial demand
for comedy in modern screen media, a retrospec-
tive examination of the comedic and humorous el-
ements in Soviet cinema, which was rich in comedic
masterpieces, is extremely beneficial” [5, p. 288]. In
our opinion, the experience of making social com-
edy, a genre that requires further development to-
day if Russian cinema is to rekindle the affection of
domestic audiences, warrants particular attention.
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OBPA3 POCCUWU MEPEXOAHOTO MNMEPNOAA
B COUMNAJIbHbIX KOMEANAX B. BOPTKO
A HO. MAMUHA

AHHOmMayus. B oTeyeCcTBEHHOM KMHOBEAEHWN, K CO-
>KaneHu1to, A0 CUX MOpP He MOABWIOCh UCCef0BaHUA, NO-
CBAILLEHHOrO TOMY, Kak TeMa CloMa OAHOM COLMabHOM
dopmaLMm B Halleit CTpaHe U NOABAEHWUS HOBOW, Hallna
CBOe OTpaXeHue B Takix BOCTpebOoBaHHbIX 3puTtesemM
XaHpax, Kak coljmanbHas jpama v coLmanbHas KOMeauns.
3agava faHHOM CTaTb — B KakOW-TO Mepe 3amnoNHUTb
3Ty NakyHy, UccaesoBaB onpegeneHHbIr nepuog (1980-
1990-e rr.) TBOPYECTBa ABYX U3BECTHbIX IEHGUIbMOBCKMX
pexuccepos Bragnmunpa boptko n KOpmua MamunHbim,
CHABLUMX B 3TOT MepPMnOJ HECKObKO COLMaNbHbIX KOMe-
AWIA. ABTOpaMK CTaTby NpeArnpuHATa NOMbITKa BbIABUTb

MNepwuog nepexosa CCCP k HOBOMY 06LLeCTBEH-
HOMY CTPOHO, KOrfa «Becb KuHemaTorpad paccraBan-
CSl C pOMaHTM3aumMen repos, oTpesaBLlnM OT cebs
npownoe» [1, C. 226], oTpa>keH BO MHOTMX Guib-
MaX POCCUMINCKNX pexxmccepoB. Mpu 3ToM nojasns-
tollee 6O/IbLUIMHCTBO KapPTUH, CO34aHHbIX B KOHLLE
1980-x — Havane 1990-x, npeacTaBAstOT CO60M MO0
KamepHble ApaMbl, MO0 KPUMUHANBHBIE UCTOPUN.
370, MO MHEHUIO UCCNeAOoBaTeNs JaHHOTO Nepuo-
aa J1. MantokoBoli, bbinn cBoero poga «PpuabMbli—
ncropun bonesHn, nepexogaiine B punocopckme
anutadum» [1, C. 227], nbiTarolwmneca npeactaBuTb
Ha 3KpaHe aHamMHe3 HejaBHero NPOoLAOro.

WckntoueHne, noxanyi, COCTaBAAHOT AWLLb KapTy-
Hbl, CO3/laHHbIe B 3TOT NMepPUOZ pexmnccepamu «JleH-

KOHLLENTYaIbHOCTb U XYAOXECTBEHHbIE OCOBEHHOCTH 3TUX
KapTWH 1 ONpeaeanTb, YeM TeMaTUKa U CTUINCTUKA KO-
MeAnI 3TUX ABYX MacTepPOB OTANYAKOTCA APYT OT Apy-
ra. B uactHocTu, 3TO pasanumne 3aKAOUaeTCs B TOM, UTO
ecnv B kKomeaumax B. bopTko, gaxe Tex, UTo MerT Aeno
C paHTACTMUYECKUM CHOXETOM, AOMUHUPYHOT NPUEMbI pea-
JINCTMYECKOTO KMHO, TO BCe KoMeaun tO. MamuHa otau-
YaeT TAroTeHne K runepbose, Wapxy, rpPOTeCKy U Aaxe
K 271eMeHTaM $aHTe3N.

Knrouesole cnosa. KuHokomedus, camupa, coyuans-
Has komeous, epomeck, ome4yecmeeHHoe KUHO nepuo-
da «nepecmpoliku», Baadumup Bopmko, FOpuli MamuH.

¢dunbma» Baagnmupom boptko 1 FOprem MamuHbiMm,
KOTOpble MOXHO ONnpeAenvTb Kak «ColuanbHble
KoMeaun», garoline npeacraBieHme o AeUCTBU-
TenbHocTn KoHua 1980-x — Hauana 1990-x uepes
NpPU3My KOMUYECKOTO.

CMEeXOoBYIO KyNbTypy B LLeNIOM NPUHATO onpe-
AenaTb Kak «Ccnocob Npou3BOACTBa, TPAHCAALUN
1 NOTpebaeHns CMELHOro Kak SMOLMOHaNbHOM
peakumnn Ha pasobiaveHne HenenocTen, cTepeoTu-
NoB, WINHO3UN, XXU3HEHHbIX ABAEHUI U CUTyaLnii»
[2, c. 136]. OaHako He cneayeT Npw 3TOM ynycKkaTb
13 BMAY, YTO B KayecTBe 06beKTa, CO3atoLLEero Ko-
MUYeckuii 3pdekT, MOryT BbICTynaTb caMble pas-
JINYHbIE ABNEHUA U CUTYaLUWN.
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Yto kacaeTcs co3gateneil coumanbHbIX KOMe-
AV, TO UX MHTEPEeCyOT, MpeXx/Ae BCero, pasiny-
Hble 0bLLecTBEHHbIE NPobembl. OgHako, B OTANYME
OT COLManbLHOM ApaMbl, rae boneBble coLmanbHble
BOMPOCHI OTPaXeHbI XECTKO 1 Aaxke TparmyHo, aB-
TOPbI COLUMANbHbIX KOMEAUN, TPakTya npobaembl
obLecTBa B KOMMUYECKOM KtOYe, CO34at0T Ha 3K-
paHe MVpP BO MHOFOM YC/OBHbIW, e AOMUHUPYOT
napagoKcaabHble CUTYaLUn U AeACTBYHOT CTPaH-
Hble repou.

TanaHTAIMBO cAenaHHaa coumanbHas Komeams
KaK 6bl COAEPXKUT 4BONHOE KOANPOBAHMWE: C O4HOM
CTOPOHBI, 3TO pa3BieYveHne B BUAe NpuBaeKaTeb-
HbIX ANA 3pUTENs Pas3INUHbIX POPM KOMUYECKOTO,
a C Apyron — Takas KOMeAwWsa 3aTparMBaeT 3Hauu-
Mble Ans obwectBa Npobaembl, 3acTaBASET YMHO-
ro 3puTens 3agymMatbCs Haj TeM, UTO OH yBUAen
Ha 3KpaHe.

AHanuns coumanbHbIX KOMEAUI He MOXET BbITb
NONHOLEHHbIM 6e3 yyeTa NCTOPUYECKOro 1 Co-
LMOKYAbTYPHOrO KOHTEKCTa, B paMKax KOTOpOoro
co3faBancs TOT AU MHOM GunbM. IMeHHO 3TO 06-
CTOATENLCTBO UMen B BMAy B. Mponn, rosops o Tom,
YTO «Mbl CMEEMCS He TaK, Kak CMesInCb Korga-To.
Mo3ToMy, BEpPOSATHO, HEBO3MOXHO AaTb obLero ¢pu-
NOCOPCKOro onpeseneHns KOMUYECKoro 1 cMexa.
Takoe onpegeneHve MOXeT ObITb TONIbKO NCTOPU-
yeckum» [3, c. 26].

Komeaunn Baagnmupa boptko n KOpua Mamu-
Ha MHTepeCHbl Kak pa3 TeM, YTO OHW CO34aBanunChb
B YHMKaNbHbIA UCTOPUYECKMIA MEPUOA, KOTAa YXO-
AMNa B NPOLU/IOe COBETCKas 3Moxa W 3apoxKaancs
HOBbIW, B Ty MOpPY ellle He OYeHb NMOHATHbIN ObLe-
CTBEHHbIW CTPOA.

Bnragnmunp BopTko Hauan ocBoeHwme XaHpa Ko-
Meaun ¢ dunbma «Mown nana — nageannct» (1980),
W y>Xe B 3TON KapTuHe 060o3Hauunacb Tema, KoTo-
pas Nosy4mT CBOE pa3BuUTME B ero duabMax KOHLa
1980-Hauvane 1990-x,— CTONKHOBEHWE MAEaNbHOTO
1 peanbHoro. CLeHapncToM KapTuHbl Hblna MogHas
B Ty nopy apamatypr Anna Cokonosa, Noay4mBLLAA
LLIMPOKYHO M3BECTHOCTb Nocae nbeckbl «PaHTasmm Pa-
paTbeBa». Ho ecau B «PaHTa3nax» CTOJKHOBEHME
nieanbHOro 1 peanbHOro 3akaH4nBaNOCh MOAHBIM
KpaxoM maeanbHoro, 1o B «lane-ngeanncre» A. Co-
KOJIOBa nonbiTasack NPUMUPUTL 3TU ABa Havana.

B cnegytowen komeann «baoHaMHKa 3a yraom»,
cHATOW B. BOPTKO HakaHyHe NepecTporiku, TeMa
CTOJIKHOBEHUS UAeaNbHOro U MepKaHTUAbHOIO Npes-
CTaB/IeHa y>Ke He CTO/b OfHO3Ha4YHo. B yem-T0 3TOT
dunbM nepeknnkaetca ¢ «PaHTasmamm PapaTbe-
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Ba» B NocTaHoBKe Vibm ABepbaxa: rnaBHyo posb
B 06enx KapTUHax ncnosHseTt AHapelri MUpoHoB,
K TOMY e 1 B NepBOM, 1 BTOPOM buabMe repos
BOJIHYHOT NpobaemMbl kocMoca. Ho eciv repounHs
«®aHTasmin» AnekcaHapa (MapvHa Heenoga) B uto-
re NpeanounTaeT XXypas/to B Hebe CUHULY B pyke,
TO B «BbNOHANHKE» GYHKLMM TNaBHbIX NePCOHaXe
pagnKanbHO NMOMEHANNCH: YCNeELWHasa B XXN3HN re-
povHa Hags (TatbsiHa Jorunesa) ntobut Hukonas
(AHApen M1pPOHOB) Kak pa3 3a ero ngeannsm, KoTo-
pbli HaNpPoYb OTCYTCTBYET B OKPY>XKatoLel ee Mep-
KaHTWUJbHOM, NOTPebUTENLCKON Cpese.

®unabM HauMHaeTCs CO 3HAKOMCTBa AMPEKTOPA
yHUBepcama Haaum ¢ 3acHyBLUMM B Kyuye nyka Huko-
naem lNopbiBaeBbIM. EMy y>Ke COpPOK /1eT, HO OH TakK
W He CTajl U3BECTHbIM YueHbIM. Korga-To BbiCTynan
Ha Te/seBUAEHNN, paccKasblBas O KOCMOCE, HO BCKOpe
pa3oyapoBascs B CBOeN Npodeccmm v yLien us Hee.
Byayum coBeplueHHO He NpucnocobaeH K coBpe-
MEHHOW XW3HW, HuKonal cMor HaiTn paboTy AnLb
B KauecTBe rpysunka. lepounHa dunoma Hagexaa
(TatbaAHa [Jorvnesa) — NoJIHas NPOTMBOMONOX-
HOCTb Hukonaro. Y Hee ecTb CBA3W, AeHbrn, gedun-
LMTHblE NPOAYKTbI, BCE €l AaeTCA Nerko Uau, Kak
OHa roBOpPMUT, Y Hee HeT HMKakux npobaem. Hage-
XAa BobaseTcs B 06pa3 umMTaroLLero CTUXm NHTen-
JNreHTa, NOTOMY YTO OH TOXe npeacTaBaseT cobow
CBOEro poja «aeduumnt» B CKynoe Ha MeutaTesiei
Bpems, Hukonali xe BAHO6IEH B NpUAYMaHHbIA UM
obpa3 npekpacHou gambl. Ho pa3Huua MMpoBoC-
npuatna Hukonas n «6NOHANHKM 3a YrAOM» MO-
cTeneHHo gaet o cebe 3HaTb M AOCTUraeT anores
Ha HbICTPO opraHn3oBaHHOW Hagexaon cBagbbe,
KyZa npuraalleHbl rocTu-QyHKLMM (KaXabli U3 HUX
MOXET YTO-TO A0CTaTb, CAeNaTb, MOYMHUTL, NPU-
BEe3TW, «HaAbIObITb»), OT BMAA KOTOpPbIX Hukonam
n ero pogutean (Mapk MpyakunH n EBreHna XaHae-
Ba) NPUXOAAT B y>Kac. PeluaroimM MOMEHTOM CTa-
HOBWTCS NOsABAEHNE Ha CBafbbe ObIBLIEro Hay4YHOro
pykosoautens Hukonas (Masen KagouHMKoB), KOTO-
pblin coobLaeT, uTo HayaTble Hukonaem mnccneno-
BaHWS CKOPO MOHaA006ATCA, N UYTOObI NPOAOAXKNTDL
paboTy B 3TOM HanpaB/JieHUW, OTCTaBHOMY YUYEHO-
MY HY>XHO ByAeT CPOYHO OTNpPaBMTbCA B 3anos-
pbe. MNocne 3T0ro coobuweHuns cneayet napocHas
penaunka Haaun o xutensx apyrmx niaHet: «Tam ecTb
Takue Xe, Kak Mbl, togun byayliero», otyero Huko-
Nai BnajaeT B APOCTb, cbpacbiBaeT C ceba gedpunumT-
Hbll KOCTIOM W MOKMAAET pecTopaH B OAHOWN NMLLb
pyballke, Mo NyTW NPUCOEANHAACH K rpynne bery-

Wmx cnopTcmeHoB. MNomaB Takeu, Hagexaa cne-
AyeT 3a cbexaBLUMM MY>KEM.

Jonrvin kagp, B KOTOPOM BAOHAMHKA B CBajeb-
HOM Mn/iaTbe NpecnesyeT Ha Takcu BeryLlero Hems-
BECTHO KyZa, 6e3 LWTaHoB, MyXa, 40/XXeH bbln CTaTh
bUHaNbHBIM, HO He CTan MM MO PAJY MPUYUKH, O YeM
byseT ckazaHO HUXe.

FOMop B 3TOW KapTUHE, Kak U B duabme «Mow
nana — wAeanncT», CO34aeTcs 3a CYET NPOTUBO-
NOCTaBAEHUN ABYX MUPOB — UAEANNCTUYECKN-
HanBHOrO N MEPKaHTUABHOTO. 34€eCb 3TV ABa MMpPa
HeCOBMECTUMbI, HO TepOM CTaparoTCs N30 BCEX CUN
NPUMUPUTL ABE KPaHOCTK. TO, Kak OHW MbITatoTCA
npuTepeTbCa APYr K APYTY, N NOPOXAaeT pa3imy-
Hble KOMUYecKme cuTyaLmm.

MyTb K 3KpaHy y 3T0ro dpuabMa, paboTa Hag KOTO-
pbim 3aBepwmnnace B 1982 r., okazanca HeNpoCTbIM.
Yxe TO, YTO B KapTWHe 3aTparveanacb 60ne3HeH-
Hasi TeMa CMeHbl MAEN CNpaBeaIMBOCTM U PaBHbIX
BO3MOXHOCTEI Ha NCMXONOTUIO NOTPEOMTENbCTBA
N KYMOBCTBA, HE MOT/JI0 HE HAaCTOPOXMWTb MPUHMN-
MaBLUee KapTUHY MNapTUMHOE U roCyAapCTBEHHOE
PYyKOBOZACTBO.

CuTyauns ocnoxXHWAACh elle Tem, 4to B 1982 r.
CKOHYasncs bpexHes, 1 OCTOPOXHbIM YNHOBHMKAM
OCTaBaNOCh TO/NbKO ragatb, Kak byaeT pearnpoBaTb
Ha GWAbM 3aHABLUMI €ro MecTo HOBbI reHcek. Co-
rNacoBaHUs PasHbIX MHCTAHLMIA AUAUCE MOYTH TOZ,
N B KOHEYHOM uTOre BeaeHo 6b110 ybpaTb anun3o-
Abl, CIVLLIKOM HarasAHo nokasbiBatowme Morylie-
CTBO TeX, KTO pacnpesenser matepuanbHble 6aara,
1 BKAHOUUTb B GUABM BMECTO KYMMPOBAHHBIX 3MK-
30/10B My3blKa/bHble BCTaBKM C MEHUEM KYyMN/1eTOB
A. MMpPOHOBbIM, YTODbI KapTUHa BOCMPUHUMAaNach
Kak Hekas daHTa3ns reposa duabma. K coxaneHuto,
BCTaBKM B BMAE <KOMUYECKUX KYMNIETOB» paspy-
WNAW CTUANCTUKY KOMEeAUUN U, HECMOTPS Ha obasi-
HVe AHgpes MnpoHoBa, BbIrNAAAT HEOPraHNYHO
n danblumeo. PrHaN KapTUHbI TOXKE NPULLAOCH MOA-
npaBuTb — eCcan B opurnHane Hukonam n Haas
paccTtaBaanCh, TO B HOBOM BapuWaHTe repoil BO3-
BpaLLanca K CBOMM nccnesoBaHuaM, a Hags yesxa-
na 3a HUM Ha KpainHuii Ceep. Ho gaxe B TakoMm,
OCKOMJIEHHOM BUAe «bnoHanHKa 3a yrnom», Bbl-
nyLweHHas Ha 3kpaHbl B 1984-Mm r., nmena 60nb-
LLOW 3pUTENBbCKUIN YCex — ee MOCMOTPENO NOYTH
25 msH 3puTteneii. Hago ckasatb, GuAbM 1 CerogHs
aKTyaneH, MOCKoJbKy Npobiema COOTHOLLEHNA nae-
aNbHOro 1 peanbHoro 3a MuHysLwue 30 net obocT-
punack elwe 6onbLue.

Cnepgytrowyto komeguro bopTko cHUMET AunLwb
yepes yeTblpe roga. 370 yxe koHel, 1980-x, korga
Mo CUrHaNy CBEPXY HaUMHAeTCA KPUTMKA BCEro Co-
BeTckoro. [punucsiBaemoe K. Mapkcy Bbicka3biBa-
HWMe O TOM, YTO YeI0BeYECTBO PaCcCTaeTcs CO CBOUM
NPOLWIbIM CMeACh, B JAHHOM C/ly4Yae Ha NpakTuke
He NoATBEPAUNOCh. Bo BpeMsi «nepecTporikn» npo-
HWSA U TOHKWIA FOMOP NPaKTUYECKN NCUE3IN U3 OTe-
YyeCTBeHHbIX GUABMOB, X CMEHWUAA YHbIIO-Cepbe3Han
WMHTOHaL s 6O/bLUMHCTBA BbIMYLLEHHbIX B 3TO Bpe-
M$S KapTWH, KOTOpble B Hapoge He 6e3 0CHOBaHWS
OKPeCTUIN «YepHYxoin». Ha 3TOM HeBeCesIoM KMHO-
¢doHe komeansa bopTko «Cobaube cepaue» C yao-
BOJIbCTBMEM Dblna BOCMPUHATA 3pUTENAMU CaMbIX
pa3HbIX B3r1A40B 1 BKYCOB.

®unnbM, B OCHOBY KOTOPOrO MOJIOXKEHa NOBECTb
Muxauna bynrakoBa 06 nckyccTBeHHOM NpeBpalLe-
HUK 6e340MHOro Nca B YesoBeka, NpeacTaBaseT
coboW, No CyTW, BapuaHT T.H. Marmyeckoro peasnms-
Ma, a TOYHee — CBOero poga dbaHTasnHyo urpy
B «Ecnn 6bl...», Tak Xe, Kak U nbeca M. byarako-
Ba «/IBaH BacunbeBnu» nau ero pomaH «Pokosble
Aarua». [la n cama TeMa — UCKYCCTBEHHOE CO3/a-
HWe YenoBeKa HOBOTO TWMa, Hayano KOTOPOM No-
Noxun pomaH o ®paHkKeHLITeliHEe U KOTopas 6bin
pa3suTta B puabmax, Tmna «OctpoB MoHpo», gocTa-
TOYHO XMBYYa — OYEpPeSHON ee BapuaHT MOXHO
6bI10 BUAETL B HeflaBHeM punbMe Moproca JlaH-
TMMoca «beaHble HecHacTHbIe».

CHalinepckoe nonagaHune pexwunccepa npu Bolbo-
pe aKTepOB, Xy0XeCTBEHHO ybeanTebHOe BOCCO-
3/aHune Ha skpaHe atmocdepbl 1920-x rr., 6epexxHoe,
HO TBOpYeCKOe OTHOLLEHWeE K TekcTy byarakosa cno-
COBCTBOBaNM CO3/aHMIO HACTOALLLErO KMHOLeAeBpa.

B Hauane 1990-x dnabM 6blN BOCMPUHAT MHOTMMM
KaK efjkas caTmpa Ha PeBOJIFOLMOHHbIE N3MEHEHWS,
npousollesluve B ctpaHe nocae 1917 r., n napogms
Ha ngeannsm afenToB U3BECTHOIO NIO3YHra «CBO-
604a, paBeHCTBO, 6paTcTBO». Mexay Tem, Xyao0-
>XXecTBeHHaa naes ¢uabmMa He CTO/Ib O4HO3HAUHa,
a obpasbl NepcoHaXkei OTHIAb HE OL4HOMEPHbI UK
cyry6o dyHkumMoHanbHbl. ObasTenbHbl EBCTUTHE-
eB B posiv npodeccopa NpeobpaxkeHCKoro, ¢ nep-
BbIX XK€ MUHYT 3KPaHHOrO BPEMEHM 3aBOEBbIBAFOLLMI
cuMnaTMn 3puTens CBOMM apuCTOKPaTU3MOM, A0-
CTOVHCTBOM, CME/I0CTbIO B BbICKa3blBaHUAX U MOA-
HOW HEe3aBMCUMOCTb MO OTHOLWEHMIO K LLIBOHAEPY,
npu 6aM>XKanleM pacCMOTPEHUMN He TaK YX naea-
JleH 1 1IOTMYeH B CBOMX MOCTYMKax, HauMHas oT ero
0XWAaHWA, YTO nepecaxkeHHble 6e3g40MHOMY ncy
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KNETKM CKOHYaBLUErocs NbsHULbI U YTONOBHMKA CO-
34a4yT 3K3eMMAsp AOCTOMHOTO YenoBeka.

Komunueckoe B dpnibme NOCTOAHHO CO3zaeTcs
MyTeM CTOJNKHOBEHUS pa3HblX COLMaNbHbBIX MUPOB,
He CNoCOBHbIX MOHATL APYr Apyra 1 B pe3y/bTa-
Te CTONKHOBEHMWA BbICOKOTO M HWU3KOro cTuas. Ha-
npumep, LLlapnkoB B 04HOM M3 3NU3040B HauMHaeT
¢ napocom ynpekatb [Npeobpa>keHCKOro ToM, 4To
TOT HaCUbHO «NpeobpaszoBan» ero n gaxe Hauu-
HaeT pa3rnaro/sbCcTBoBaTh 06 aMopanabHOCTU 1 6e3-
HPaBCTBEHHOCTUN BbITb BOraThbiM bl HULLEN CTPaHe.
Ho panee cnepyet npvem pe3koro nepexkaroyeHms
cTuancTndeckmx permctpos: LLapukosa kycaet 610-
Xa, N OH OTYaAHHO MbITAETCA OTJNOBUTL ee 3ybamu,
Ha 4To nNpodeccop Ha NOJAHOM Ccepbe3e AaeT emy
coBeT: «Pykamu, pykamm ux xeatante!»

MeHee 13BeCTHa 3puTeNtO YeTBepTas KoMeans
B. BopTko «Yaaum Bam, rocnoga!», nosBmeLlaACa
B 1992 rogy. Ecan B «Cobaubem cepgaue» pexuc-
cepoM bbina becTalle nepegaHa cymbypHas aTmo-
chepa nepexoga OT KanutanmMama K coumanmsmy,
TO 3Z€Cb B KOMWUYECKOM KJIHOU€e NMoKa3laHa XW3Hb
CTpaHbl B APYror NepexoHbli nepnog — oT co-
LuuanmsmMa K Kanvtanamsmy.

Ye B caMOM Ha3BaHuM GUbMa UNTAETCA MPO-
HWA OTHOCUTENBHO MOMbITKA 3aMEeHUTb CI0BO «TO-
BapvL» Ha obpallieHne «roCcnoanH», a cam GuabMm
ABNSETCS Kak Obl pa3BEpPHYTON MANtOCTPaLMEN Te3bl
HeKorga W3BeCTHOW NponaraHANCTKA HOBOW XXM3HM
WpurHbl Xokamagabl: «<He Hago xxanosatbca! [Mpocto
HaZo NnoALWycTpUTb!»

Mo ctoxxety punbma Oner (AHgpelic Xarapc) —
obuuep cnewwHo BblABOpeHHOW 13 [P rpynnbl Ha-
LUMX BOMCK, npuesxaeT B MNeTepbypr k cTapomy
6oeBoMy apyry Baagmumupy (Hukonan KapaueH-
LOB), NoJjaras, Yto TOT obecrneyeH xopoLuen pabo-
TOW W XWJbEM, HO, K CBOEMY YAVBAEHUIO, HAXOANT
€ero B siecy, rae oduuepbl 1 CONJaTbl XUBYT B TaH-
Kax, MOTOMY 4TO MPO MX MOTOPU3NPOBAHHYHO KO-
NOHHY, KOTOPbIe NYTUNCTbI Hanpasuaun B Metepbypr,
HOBas BNaCTb 338 HEHaZ0H6HOCTbIO NPOCTO-HANPOCTO
no3sabsbina.

BbiBlWME OdULEpbl BCEMU BO3MOXHbIMUK CMO-
cobamu MbITatOTCS BbIKNTb B YCIOBUAX PbIHOYHOWM
3KOHOMMKM: YUYaCTBYIOT B CbeMKax 6oeBuka Ha ad-
FaHCKYHO TEMY, «XaATypsaT» B LibIFAHCKOM XOpe, Npo-
Jat0T BO34YLUHbIe Wapbl, paboTaroT Ha 06yBHOM
babpuke, a ogHaxXAbl, NepPeOAEBLUNCE B XXEHCKME
naaTbs U COOTBETCTBEHHO 3arpMMUPOBAaBLUMKC,
HW Aaxke MPUHMMaLOT y4YacTMe B KOHKYpCe Kpaco-
Tbl 1 HEOXMAAHHO BbIMTPbIBAOT MUJIMOH. B KOHUe
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dunbMa, yxoas ot 6aHANTCKON MNOroHW, ApYy3bsi OKa-
3bIBAlOTCA Ha aapoApoMe, TAe UX YeMogaH C MU-
JINOHOM HEOXWMAAHHO Pa3BanMBaeTCs, U AeHblU
pas3seTaroTcs No B3NeTHOMY nosto. Ho nockosb-
Ky KOMeZM o NONOXEHO 3aBepLuaTb ONTUMMUCTUNY-
HO, TO B GMHane KapTUHbI OAMH M3 repoeB BCe Xe
CTaHOBMTCA YCMeELLHbIM NPeAnpUHUMaTENeM, a Apy-
rori — OTKpbIBaeT 6MpXKy, T.€. 06a BNMCbIBArOTCA
B PbIHOUHYHO 3KOHOMMUKY.

B 3TOoM dunbMe cToNKHOBEHME MeuTbl 06 naeasnb-
HOM C AOMUHMpPYOWNMM B Hauane 1990-x mepkaH-
TWbHO-NOTPEBUTENBCKUM B3MS40M Ha pPeanbHOCT,
pelwaeTcs B NoJsb3y nocaegHero. ®uabm ToUHO,
¢ bosbLION fosiel oMOopa NepesaeT peasbHOCTb
nepexoHOro nepnoja K pbIHOYHOW 3KOHOMMKE:
HOBbI€ TaKCKCTbl He 3HAKOT AOPOrK; NoTepsBLINE
paboTy ntoam rotoBbl nonpoboBatb cebs Ha Nto-
60M HOBOM MOMNpULLE; BCHOAY MOXHO BCTPETUTb
nepcoHaxem, CTpemMsLLmecs Koro-Hmbyab obma-
HYTb, C Liesbto pasborarteTb v T.1.

Ho npu 3TOM, B OTIMUME OT MHOTUX OTEYECTBEH-
HblX GUABMOB TOrO BPEMEHW, B KOTOPbIX Npeoba-
AaroT nepcoHaxu-oyHkumn, B dunbme B. bopTko
XapakTepbl NepcoHaXen NokasaHbl B pa3BuTMn. Tak,
Oner BHayane BbIMAANT YAaUMBbIM Ye/I0BEKOM
W ranaHTHbIM KaBasepoM, B TO BPeMS Kak ero npus-
Tenb Bnagumup o3aboueH anwb Tem, rae pasgoobbith
CpPeACTBa Ha XW3Hb N Kak nsbasutbcs oT Onbry,
KOTOpas oTBAeKaeT ero ot ges. Ho kak Tonbko pe-
aNbHOCTb HOBOW Poccuu CTaBuT nepes, HUM Kyudy
npensTcTBui, Oner HaunMHaeT NUTb, HEPBHUYATD,
CpbIBaTbCA. BragnmMump xe, KOTOpbIV BHavane npea-
CTaeT Ae/bLIOM, NbITatoLWLMMCA BNNCATbCA B PbIHOK,
B cepeavHe dunbMa npossaseT cebs, No cytu, Kak
COBETCKMI YesloBEK, /15 KOTOPOro B3anMOMOMOLLLb,
yBaXkeHue K Tpyay, CTPeMAeHne NpeosoneTb Bce
TPYAHOCTU — He MyCTble C/I0Ba.

Taknm obpa3om, B YeTblpex CoLManbHbIX KOMe-
AnAx bopTko nokasaHo, kak Bo3Hukee B 1970-80-e
IT. COMHEHWe B uaeanax, Nepexo4nT B HEBEPUE B HUX
N Kak 60Ne3HEeHHO MPOUCXOAUT Nepexos K HOBO-
My coLmanbHOMYy BekTopy. KpacHOM HUTbIO B 3TUX
KOMEeAMAX MPOXOAUT TaKXKe MbIC/b O TOM, YTO Jit0-
6ble M3MEHEHMA COLMANBHOrO CTPOA He YCTPaHAT
MHOT1e NPOTUBOPEUUNS MEXAY NHTEepecaMu N MeH-
Ta/IMTETOM 3AUTbI U MPOCTOrO Hapoaa...

Yto Kacaetca TBOopuyecTBa HOpua MamuHa, Tak-
e CHsBLUero B KoHue 80-x — Hauvane 90-x ueTbl-
pe KoMeauu, To ero GuabMbl MO CBOEW TeMaTUKeE
N CTUANCTUKE PagrKasbHO OTANYAKOTCA OT KapTUH
B. BOPTKO — B HUX AOMUHNPYET 3KCLEHTPUYHAA

nogava Matepuana, rpoteck, rmnepbosa n oTkpo-
BEHHO caTMpuyeckas HarnpaBAeHHOCTb.

MepBoW KOMeaunn, cpasy e npuHecwen Mamu-
HY LUMPOKYHO M3BECTHOCTb, CTafa CHATas UM Ha 3ape
«MepecTporikn» KopoTkoMeTpaxka «lMpasgHuk
HenTtyHa» (1986), cMewHasa ncropma npo 10, Kak
pyKkoBoAMTENb ABOpPLIA KYAbTypbl HE6OLLWOro no-
ceJsika CTaHOBMTCA XXePTBOW COBCTBEHHbIX MPUMHN-
cok. CroxeT duabma NpocCT: AyMas, YeM pasBiedb
npuexaBLLyto B 061acTb feneraumio WBeACKUX Mop-
eM, BbICOKOe HayabCTBO, YBUAEB B MNiaHe Mepo-
NPUATWIA OAHOrO U3 CeNbCKMX KNY6OB NpoBeAeHne
1 aHBaps npa3gHuka HentyHa ¢ yuyactnem 150 «Mop-
Xel», HanpaBaseT Tya 3apybeXxHyto generaluio.
OTcTynaTth HeKyZa, v B AepeBHe pa3BepTbiBaeTcs
MOLLHasA NOAroTOBKa K OpraHunsaumm MaccoBoro
3ansbiBa B 35-rpagycHblii MOpO3.

Mpa3gHUK HaYMHaeTcsa € TOro, YTo K Mpopy-
61 HanpaBaAeTca AyXOBOW OPKECTP, OAeThbIN B ce-
MeMlHble TPYChl, BaZleHKN U C yLaHKaMun Ha ronose
W, OTbITPaB MOJIOXEHHOE, CTPEMI/1aB BlaMblBaETCH
B HaHI0 NPAMO C MHCTPYMEHTaMu, MOCAe Yero ce-
ayeT dperlepBepk KOMUYECKMX CLIeH C onpejeneH-
HOW fosielt NapoAnIMHOCTU. B annsosae oxunaaHus
LBEAOB AepeBEeHCKMe MYXMKW, OAeTble B TeaTpaib-
Hble KOCTFOMbI PYCCKUX BOMHOB, C KOMbAMMW B pyKaXx,
CTOSIT Yy NMOZHOXbSA OCTaTKOB APEBHEW KPEnocTu.
PAJOM C HUMU TECHATCA XEHLLMHbI B KOKOLUHMKAX,
1 BCe 3TO CONPOBOXAAeTCA 3ByYallel U3 JUHaMu-
Ka TpeBOXHOM My3bikol C. MpokodbeBa n3 duab-
Ma «AnekcaHap Hesckuii» ®uHanbHasa Xe cLeHa,
KorAa BCs MOXMeNbHas To/na, oxBaveHHas obLwmMm
a3apToM, HeyAEep>XXMMO pBeTCA K Npopybu, 4TobbI
TOXE OKYHYTbCA, conpoBoXxgaetca «[laTpuotnye-
ckoW necHew» M. TAnHKw.

Cnepytowmin dunbm 0. MammHa «PoHTaH», KOTO-
PbIV BblA NOAHAT Ha WWT BO BPeMSA «NepecTponKmn»,
CerofiHs BOCMPUHMMaETCs Kak MpayHas PpaHTacma-
ropus, rae B KaXZAoV 13 CEMU I1aB, Ha3BaHHbIX My-
3blKaIbHbIMW TEPMUHAMW, MPOUCXOAUT OUepesHoe
YXYALIEHNE COCTOAHNA MHOTO3TaXKKM 1 ee XuTenen.
TpyAHO NpeAcTaBnTb, UTO Ha OA4ecckom decTnBane
«fltoK», NPOBOAMMOM B rof BbixoAa GuibMa Ha K-
paHbl, BO BPEMA ero Nokasa 3a/1 B3pbIBasCA XOXOTOM.

«POHTaH» CTan coumanbHOM CaTUPON CO CBOM-
CTBEHHbIMW 3TOW Pa3HOBUAHOCTU KOMUYECKOTO T~
nepbonunzauueit, MeTapoprU3IMOM M MAPOANAHOCTBLO.
CneunanbHO e 3ayMaHHbIA PEXMNCCEPOM CTUAN-
CTUYECKNA Pa3HOOOW, KOTOPbI BHOCAT B GU/IbM
CLieHbl HbITOBOrO Xapaktepa, MMeeT Lie/bto Nnoka-
3aTb y6OrocTb 6bITa U MOMBITKY MHTEAIUTEHLMN ANS

CaMOYTBEPXKAEHUS U CaMOUAEHTUDUKALIMN HAUTH
Be/NMUME CTPaHbl B NPOLLAOM (3TO UANKOCTPUPYIOT
3NM30/4bl, NOKa3blBatoLme 06LLeCcTBO NOKNOHHMKOB
Mo3Ta, XMBLUEro HeKorAa B 3TOM AoMe; 06LLecTBO
COXPaHEHMA UCTOPUUYECKOW NaMATH; pacrneBaHune
PYCCKMX HAaPOAHbIX MeCeH y KOCTPULL B GuHane Kap-
TWHBI). V1306pa3nTenbHbIR 1 3ByKOBO 1€MTMOTUB
dnnbma — obpas uygakoBaTOro KOMNO3nUTOPA,
KOTOPbIN, HECMOTPA HWU Ha YTO, YNOPHO COYMHAET
My3bIKY, @ A8 BAOXHOBEHUSA, MPULENMB Ha CMUHY
KpblNbs, «NpoAeTaeT» MHOTr4a Haj ABOPOM, CKOJb-
351 NO HaTAHYTOMY TPOCY.

XapaKTepHo, UTo Aaxe cueHbl puabMa, Kasa-
Nnocb 6bl, GEITOBOro XxapakTepa, NPeACTaBAAT CO-
601 He To/IbKO rmnepboy, HO 1 FPOTECK, KOTOPbI
«MO3BOJSAET UCKaXaTb, MogMbULMPOBaTL NpeaMe-
Tbl, IPUBbIYHbIE U 3HAKOMble peLnnueHTy» [4, c. 5].

3aBA3Ka CroXXeTa — OTK/OUEeHUe B AOMe BOAbI
TecTeMm CTapLuero uHxeHepa y4vactka JlarytnHa Ca-
Toibangon Kepbabaesnuem Kepbabaesbim (AcaH-
kyn Kytrybaes). KepbabaeB — >XXutesnb NyCcTbiHK,
419 KOTOPOro BoJa C AeTCTBa NPeACTaBAfeT Ben-
KYHO LLeHHOCTb, M OH He CMOT CMOTPETb PaBHOAYLLI-
HO Ha MOCTOAHHO HbHOLWMIN M3-NOo4 3emMan GOHTaH
6ecLeHHOW Baarn nNo nNpuYmnHe M3HoOca BOAOMNPO-
BOAHbIX Tpy6. Ha Bo3HMKILME nepebon ¢ BOAOW Ha-
YasbHWK y4acTka npenogHocnT pykosogcTey XK3Ka
KakK 3KOHOMWUYECKMI 3KCNEPUMEHT, MPOBOAMMbIN
no MHULmMaTMBe ogHoro 3 pabotHukos X3Ka. 3a-
TeM B ZJIOMe OTKIHOUAEeTCs TeMNA0 U HaUMHAET OCcesaTb
KpblLLa, KOTOPYHO, KaK aTJaHTbl, MOAAEPXKMBAKOT Ka-
Koe-To BpeMs paboune, a Takxe NognNopku B BUAE
JIO3YHrOB COBETCKOM Mopbl. B kKoHUe dunbMma B sJome
OTK/IHOYAEeTCs U 3N1eKTprYecTBO. Ho TepnenuBbliii pyc-
CKWUW HapOZ 1 TyT He NpeaaeTcs YHbIHWI0. XuabLbl
BbIXOAAT B 3IMHWIA ABOP, XXIYT KOCTPbI, MOKOT HAPOA-
Hble necHW. Abcypa 6bITUA foBeseH A0 anodeosa.

B uenom dpunbm «doHTaH» npeacraBaseT co-
6011 pa3BepHyTbI anoKpUd LLIMPOKO U3BECTHOrO
B 1980-e rr. aHeK0Ta O CaHTEXHUKE, KOTOPbIN, OCMO-
TPeB B CTapOM JOME XO3ANCTBEHHbIE KOMMYHMKa-
uuun, pestomupyert: «TyT He Tpybbl, TYT BCIO cuctemy
MEHATb HaZo». VIMEHHO 3Ty nAero OTKPbLITO BblCKa-
3blBaeT B KOHLLe puibMa BOpoBaThii TexHuK XIKa
Man Manbly, ynpekas 4eCcTHOro 1 TpyaoatobmuBoro
WHXeHepa y4vacTka JlaryTuHa B TOM, YTO Takue, Kak
OH, CBOVM TPYAOM U1 3HTY31a3MOM CnocobCTBOBaNM
COXPaHEeHWUIO COBETCKOM CUCTEMbI, KOTOPYHO Hajo
6bI10 JaBHO MEHATb.

B dmnbme KpuTrKke noaBepraroTcsa U nepeble
pe3ynbTaTbl «nepecTporkm». OLyLiaeTcs, YTo HO-
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BaA BJaCTb B OCHOBHOM 3aHATa pa3pyLUeHNeM CTa-
POro v nataHneMm Jblp B pa3pyLUatoLLemMca CTapoM
Mupe: n3-3a gedrumTa MaTepPUasoB NPOTEKAOLLYHO
KpbILY NPUXOANTCA NPUKPBIBATb XENE30M OT AeT-
CKMX TPMOKOB; MPOCTble XUTENN AOMA, BbIMOIHAS,
O4YEBUAHO, 3ajaHne Kakoro-Hnbyab koonepaTuea,
UNCTAT B NOABaNE NYK; CEMbS, TOXE MblTaroLascs
Kak-TO BbIXMWTb, BblpallMBaeT B JOMe THO/bMaHbl
n 6e3ycneLwHo NbiTaeTcs UX peannsoBaTb — He-
CYACTHYHO XXEHLLMHY TYT XXe apecTOBbIBAeT MU/N-
LMA 3a TOProB/tO B HEMOJIOXEHHOM MecTe 1 T.1.

Cnegytowas kaptmHa FO. MamuHa «bakeHbapabi»
(1990) — 6onee UenbHas U AMHaAMUUHasA KOMeauns,
yeMm «DoHTaH». DuabM cAenaH TanaHTANBO, MacTep-
CKW, B €MHOWN CTUANCTUKE NaMdaeTa C IneMeHTamu
rpoTecka. dnmn3oabl Xe, NpeAcTaBastowme cobom
nepbopmaHc 1 woy HepopmanoBs, CHATbI U CMOH-
TUPOBaHbI HACTOIbKO APKO M M306peTaTesibHO, YTO
OCTaeTcs MLWb NoXanetb, YTo MaMuH He cTan pe-
XKNCCEPOM OTeYEeCTBEHHbIX MIO3UKJIOB.

Bo3MoOXHO, naes npeAcTtaBUTb HaLNMOHAANCTU-
yeckoe ABUXeHMe, ncnosblys obpas A.C. MNywikuHa
KaK OCHOBY HaLlMOHaNbHOrO CaMOCO3HaHWs, BO3-
HWKNa y cueHapwcTa B. JlerkuHa nocne ny6avkaumm
B 1989 r. B XypHane «OkTa6pb» 601bLIOro GparMeHT
13 kHurn Abpama Tepua «[Mporyaku ¢ MNywKrnHbIM>,
rae aBTOP NOMbITANCA CHATb C MO3Ta XpPecTomMaTuii-
HbI nock. Kak 6bl Tam HW BblNO, NMEHHO CBOEOD-
pa3Hoe ncnosib3oBaHne obpasa BEANKOro pyccKoro
Mo3Ta W ero CTUXOB 3K3a/bTUPOBaHHbIM MPOBOKa-
TOPOM BUKTOpPOM B 6aMCTaTENBHOM UCMOAHEHUN
B. CyxopyKkoBa CTano OCHOBHOW TeMOW dpuibmMa.

BapuraTtuBHbIM (4TO XapaKTEPHO ANS CLEeHapueB
MaMWHCKUX GUIBMOB) CHOXET KOMEAMUN pa3BUBaETCA
cTpemutenbHo. AnekcaHap (AnekcaHap Megseges)
n ero apyr Bukrtop (Bnktop CyxopykoB) npuesa-
tOT Ha POANHY AnekcaHapa — B NPOBUHLMANbHbIN
roposok 3abopck, utobbl co3zaTb TaM 06LWEeCcTBO
MYLWKUHWUCTOB. BUKTOP Xapu3maTuyeH 1 SHeprudeH.
B kopoTkoe Bpems eMy yAaeTcs pa3ivyHbIMU METO-
AaMy nepemMaHunTb B CBOe COOOLLeCTBO OCHOBHbIE
MONOAEXHbIE FPYNnMPOBKY, MO0 C MOMOLLLBIO NPO-
BOKaLMWN HENTPannM30BaTh Te, UTO He Noajep Kanu
ero naeto. NapTpyKkoBOACTBO roposa HECKObKO
HacTopaXkMBaloT pasmrKaabHble B3rnfabl U METOAbI
BukTopa, HO OHU rOTOBbI MHOFO€ eMy MpoLaTh,
CUMTasn, UTO 3TO «HYXKHbIV TOBapULL, ANS TEKYLLEro
MOMeHTa». Ho Kak Tonbko BukTop n ero komaHaa
NPOABAAOT OTKPOBEHHbIN 3KCTPEMU3M U HacKne,
BJIaCTHble CTPYKTYpPbI OTAAKOT KOMaHAy MMKBUANPO-
BaTb 3TO ABMXEHME.
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K coxaneHuto, orpoMHbie YCUANSA CbEMOUHOM
rpynnbl 661A HanpaBaeHbl B OCHOBHOM Ha TO, YTO-
6bl 3pnTENb UCMbITAN CTPax nepes BO3MOXHbIM
nosiBieHneM «pycckoro ¢awmima». B otamune
oT «PoHTaHa», NpeTeHAYOLWEro Ha HeKoe LLINPOKOe
XyAoXecTBeHHoe 0606LeHre NpoLeccos, Kacaro-
LLMXCA Hallero HejaBHEro NPOLIOro U Heomnpe-
AeneHHoro 6yayuiero, «bakeHbapabl» NOAHOCTbIO
npvBs3aHbl K TOMY HEGO/IbLLIOMY BPEMEHHOMY OT-
pesKy, Korga oH cosgasancs, T.e. K KoHuy 1980-x,
N catmpunyecknin nadoc atoro puabMa-namoera
MONHOCTbIO HaMpaBJ/ieH Ha TO, UTOHbI 3pUTENb OLLLY-
TWUA ONACHOCTb, UCXOASLLYH CO CTOPOHbI IKCTpe-
MUCTCKN HaCTPOEHHbBIX HaLMOHAAMCTUYECKMX rpynm,
KOTOpble MOABUAUCE MOC/E TOTO, Kak bblila OTMEHeHa
KOMMYHWCTMYECKas UAE0N0MMN U BO3HUKLLNIA Baky-
YM Hayanu 3anosiHATb PasnyHble TeUeHUs 1 rpyn-
NMUPOBKMW.

ANNO3UN NPOUCXOAALLNX Ha SKpaHe cObbITUIA
C BO3HWKHOBEHMEM HeMeLKoro palumsma npocne-
XuBaroTcs B duibme Hosee yem ABHO: 3TO NPU3bIB
BrkTOpa K «<HOUM ANMHHBIX TPOCTEN»; MapLUMPOBa-
HWe, NoJ06HO HeEMELKMM LITYPMOBMKAM, OAMNHa-
KOBO OZeTbIX MOJIOAbIX NtoAen nog 6apabaHHbIN
6011 No yavLam roposa; BbICTPOEHHbIE BAO/b A0-
poru JeTu, BCTpeyatoLwme CTONMYHOrO rocTs, KOTO-
pbiv B WWYTKY Ha3Baa MX «MyLIKUH-FOTeHA»; CTaTba
B MecCTHOM rasete «®Propep B bakeHbapaax» v T.M.

EanHCTBEHHOE, UTO OCTaeTcs ceroaHs B duabme
aKTyaNbHbIM — 3TO TeEMa rOTOBHOCTM BAacTen nc-
NnoJ/ib30BaTb Pa3/IMYHOrO PoJa PajMKanoB B CBOUX
Lensx Ansa MaHunynaums Co3HaHneMm aogen. Xa-
PaKTEPHO W TO, YTO F/1aBHbI Frepou Nocae NNKBU-
JaLmm ero ABUXeEHNS BbICTPO U IEFKO MEHSET CBOU
B3r/1A4bl C MPaBbIX Ha NeBble — B G1Hane ero 6pu-
Tble W INLLIEHHbIE Takoro aTpnbyTa, kak HakeHbap-
Abl, aZlenTbl LWarakoT y>ke nog ctuxu B. Maskosckoro.

Cnegyrowmin dpunpm HO. MammHa «OkHo B MNa-
pwx» Bblwen B 1993 r., korga B cTpaHe pe3Kko ynan
YPOBEHb XW3HWN DONbLUMHCTBA NHOAEN, a CymATULa
B MO3rax HegaBHux rpaxaaH CCCP gocturna cBo-
ero nvka. B atot nepunog EBpona cMOTpUT Ha XuTe-
nein Poccum ¢ XKanocTbio 1 couyBCcTBMEM, @ PpaHLms
[aXe BblenseT CPeACTBa Ha CO3jaHne psajga pocCui-
CKMX GUAbMOB, B TOM umncie Ha «OkHo B [Napwx».

Kputukin onpesenstot 3ToT GuibM No-pasHOMy —
KaK Tparnkomegunto, GaHTacMaropuo nan BapuaHT
mMarudeckoro peaavsma. Ho, gymaetcs, TouHee 6y-
JEeT OnpeAennTb XXaHp AaHHON KapTUHbI KaK «COLU-
a/lbHYHO CaTUPY C INEMEHTAMMN YCAOBHOCTU».

HanomHuM KpaTko cogepxkaHue ¢unbma. Inas-
HbIA repo komeanmn Hukonan Hukonaesuy Yn-
>xoB (Cepren [lpeiseH) 3aHMMaETCsH 3CTETUUECKNM
obpazoBaHMEM MAAALIEKNACCHUKOB B CO34aHHOM
B Ayxe pedOopM 3KOHOMNUYECKOM INLLEEM UMEHU
CaBBbl Mopo30Ba. VIpoHnueckoe Bocnpusatue pe-
KMCCEPOM HOBbIX peasnii OLLYLLAETCs yXe B TOM,
UTO BCe CTEeHbI INLEeA yKPaLLatoT NO3YHIN, MMEero-
LWMMK OTHOLWeHUe K dnHaHcaMm: «Konelika py6ab
bepexeT», «Bpems — aeHbrn» n T.1.

Cob6CTBEHHO MCTOPMA HauYMHAETCA NOcC/e TOro,
Kak B KOMHaTe yunTens, KOTOpYo INLEen npeao-
CTaBWUA eMy B NMUTEPCKOA KOMMYHasKe, O6HapyxXu-
BaeTCA Bo/LWebHOe OKHO, Yepe3 KOTOPOe MOXHO
nepemewatbcs n3 Cankr-lNetepbypra B Mapux u Ha-
060poT. CBA3aHO 3TO C TEM, UTO HEKOTAa XO35IMKOW
BCEN 3TON 6ONbLION KBAPTUPbI, CTaBLUEN KOMMY-
HaNbHOW, HekorAa bblia fama, KOTopas OAHaXAbl
beccnegHo ncyesna.

CHayana >Xuablbl KOMMYHaNKW, MPOHUK-
Wwre yepes obHapyxuBLWIMACA nopTan B MNapux,
He MOHMMalOT, KyZa OHW Momnanan, Ho 3aTeM, COPUEH-
TVPOBABLUMCb, HAYMHAIOT UCMOJb30BaTh BO/LWEOHOE
OKHO, 3TOT NopTas, BeAyLmii B MHOE NPOCTPaHCTBO,
B MepKaHTU/IbHbIX Liensx, nepetackuaas B MNeTtep-
6ypr pas/ivyHble LieHHble BeLW, KOTOpble napu-
>KaHe 3a HeHaJo0bHOCTbIO OTNPaBAAKT Ha CBasIKY.
PoMaHTMuHbIN YnxoBs Barobasietcss B Hukonb (AHb-
ec Copanb), Uepes MacTepckyto KOTOPOW (OHa Xy-
LOXHUK-TaKCUAEPMUICT) Harao LWacTaktoT NUTepLbl,
nocJse TOro, Kak Ta cnuanaa AecTHUUy, no KoTo-
poi oHW nasanu. MNapannensHo pas3BMBatoTCA ABe
CtoXeTHble nnHuK. NepBas — Bocnpuatue Poccum
BCTpeYeHHbIM [OpOXOBbLIM NPUATENEM-IMUTPAHTOM,
KOTOpbIN TOCKyeT B MNapvxe No posanHe, HO OKa3aB-
Wwncb y PuHAAHACKOrO BOK3ana, bbicTpo 3abbiBaeTt
0 cBOel MeuTe. BTopas nobouHas AMHUS — KcTo-
pus HUKOAb 1 BOCMPUATUE €10 PYCCKOMN CEBEPHOM
CTONMLbI, TAEe OHa Okaszanacb baarogaps BoaLeb-
HOMY OKHY 1 CBOUMMU Fa3aMu yBUAENA CyMBYpHYLO
nepectpoeyHyto Poccumro.

B KoHue ¢dmnbma Ymxos ycTpanBaeT And CBO-
NX YYEHMKOB 3KCKYpPCUIO Mo npekpacHoMmy [Napu-
Xy. OwaneB OT KpacoT GppaHLy3CKON CTOANLbI
M LapALero Tam 13obuausa, yueHnkn Yumxosa oT-
Ka3blBatOTCS BO3BPALLATLCSA Ha POAUHY. YUTOObI y6e-
ANTb NX BEPHYTLCS, YUUTENb MPON3HOCUT MOHOOT:
«Bbl poaMANCh B HeyaauYHOE BpeMs, B HECHACTHOW
W pa3opeHHOM cTpaHe... Ho 3To e Balua cTpaHa.
Hey>enu e Bbl He MOXeTe caenaTb ee nydue?
Beab MHOroe 3aBncut ot Bac. [loBepbTe, Bbl Bedb

faxe He nbiTannce...». W, 3anrpas Ha dneliTe, Kak
B CKa3ke MpOo KPbICOJIOBa, YBAEKAET 3a COBON AeTEN.

C TOYKM 3pEHUNA XYAOXKECTBEHHOW CTUANCTUKM
3Ta kapTuHa FO. MamuHa no cyTn Toxe npeacTas-
NAeT rpoTeck, HO, B OTAMYME OT Npeablaywmnx pabot
pexwuccepa, B HeM y>ke HaMHOro 60/1bLe YCNOBHO-
CTU 1 GaHTa3nIMHOTO 3NeMeHTa.

B conocraBneHum dppaHLy3sckoro 6biTa n poc-
cniickmx peanmin 1990-x MaMuH, Kak 1 ero repou,
ABHO BOCXMLUEH [Mapuxem, KOTOPbIV NO BCEM CTaTb-
fIM BbIMIPbIBAET MO CPAaBHEHWIO C yOOrnM, HEYCTOM-
UMBbIM OTeuecTBeHHbIM H6bITOM 90-x (NpK TOM, UTO
BCE XXWTEe/M MOKa3aHHON KOMMYHa/IKN He XOTAT yes-
XaTb U3 CBOEN CTPaHbl).

Ecan 6b1 B dnnbMe 6osee ApKo, MHTEPECHO,
B KOMMYECKOM K/touYe 3By4Yana TemMa CTONKHOBEHUA
pa3HblX HaLMOHaNbHbIX KYAbTYp M pa3HbIX MeHTa-
JINTETOB, TO OH W CErOAHA COXpaHWU Hbl CBOKO aKTy-
aNbHOCTb. Ho B KapTWHe BCe CBeOCh B OCHOBHOM
K MPOTUBOMOCTaBAEHNIO OBHMLLABLIEN, MUTUHTYHO-
Wwen Poccumn cnokonHoMy, yxoxeHHOMY [Mapuxy,
rae ecTb BCe Ha Nt060M BKYC, U K AeK1apupoBaHUIo
PO6KOW HaZeXAbl Ha TO, UTO HOBOE, NojpacTatoLLiee
NMoKoJIeHNe BO3pOoAUT Beaukyto Poccuto.

Yepes aBa gecatunetuna y FOpua MamunHa no-
ABUTCA XeNaHne CHATb NpogoaxeHne dunbma
nog Ha3sBaHneMm «OkHo B Mapwx. 20 net cnycTa»,
HO B rocyapCTBeHHOM Noajepxke emy byaeT oT-
KazaHo. Yepe3 HekOTOpOe BpeMs, MOMbITaBLINCh
HalTh cebs Ha TeneBMaeHUM, MaMUH 3MUTPUpPYET.
Ho He Bo ®paHumio, a B AMepuKy...

YnomsaHyTble B cTaTbe duabme Hblan BbibpaHsbl
ANA aHanv3a no ToM NpuYMHe, YTO NPeACcTaBAAIOT
cobol yHMKanbHOe fiBNeHNEe B POCCMINCKOM KUHe-
matorpade. B nepunog nepexoga ot cuctemMbl rocy-
[AapCTBEHHOrO YNpaBaeHWs K PbIHOYHOW 3KOHOMUKE
B OTEYEeCTBEHHOM KMHO HauMHaloT NpeBaavpoBaTh
bunbMbl, rae BcAYeckn NejannpoBanca HUTMAn-
CTUYECKU, MPAYHOBaTbIM B3rAsS40M Ha NpoLwsioe
n HacToAawee Poccum, anbo cosgaBannce KapTum-
Hbl, MpeTeHAyoLWMe Ha NPUTYEBOCTb U CUMBOAN3M,
B KOTOpPbIX He HBbIN0 MecTa HX FOMOPY, HU NPU3-
MY, HW YTBEpPXAEHUIO Kaknx-1mbo naeanos. Ko-
MeAun Xe, BbIXOAMBLUME B 3TO BPEMS, HOCUAM
OTKPOBEHHO pa3BJiekaTe/bHbIN, HEPEAKO MOLIO-
BaTbIl xapakTep. Puabmbl B. BopTko n FO. MamuHa,
CO3faHHble B yKa3aHHbIA Nepuoj, NpeAcTaBasoT
cob0oW coumanbHble KOMeAM — XaHpP, B KOTOPOM
TOrAa HUKTO He paboTan un koTopeblli ¢ 2000-x BO-
oblLLe npekpaTua CBOE CyLLeCTBOBaHMeE.
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CpaBHeHVe KOMeANA ABYX NEHOUIBMOBCKX pe-
XKNCCepOB NoKasasno TakXe, YTO Nepuoj nepexoaa
OT COLManNCTNYECKON, roCcyapCTBEHHON S3KOHOMMUKM
K PbIHOYHOW Hallen B paboTax 3TUX PeXnccepos Co-
BEpPLUEHHOe pa3Hoe TeMaTUyeckoe 1 CTUANCTUYEeCKoe
pelweHue. Ecan B duabmax B. BopTko npeobnagarot
MsrkKasi MUPOHUS, HEOAHO3HaYHas TPAKTOBKa UCTOPUIA
1 BbITOBOW FOMOp, TO cTUANCTUKe KO. MaMuHa npumcyLy,
NPenMyLLECTBEHHO 06MUNTENbHbIN, CAaTUPUYECKUI
B34 U Ha COLMANNCTUYECKOE NPOLLIOE, U Ha nepe-
XOZHOE Bpems K HOBOW O6LLECTBEHHOM dopmaumnu.
B otnnume ot bopTko-peanncra, MaMuH ncnosb3yet
OTKPOBEHHO YC/IOBHbIE, rMNepboan3npoBaHHble, J0-
BeAeHHble J0 abcypaa cMTyaLmmn C aKTUBHbBIM BKJIHO-
yeHueMm B CtoXXeT GaHTa3MMHOro 31eMeHTa.

3TO e KacaeTca n nepcoHaxein ¢uabmos. Ecam
y bopTKko 3HauuTeNbHOE BHUMaHWe yaenseTcs ncvxono-
TN AeMACTBYIOLLMX UL, M COLMaNbHbIA KOHGAUKT Npo-
ABASETCA NPEX/AE BCETO Yepes3 B3aUMOZENCTBIE XMBbIX,
MONHOKPOBHbIX NMEPCOHAXEN, TO repon CaTUPUUECcKUX
KapTMHax MamuHa — 310 AnMbo cTpaHHble, YyaaKo-
BaTble TUMbI, 3aLLMKNEHHbIE Ha KaKOM-TO OAHOW uaee,
Nnbo y3konobble 0bbiBaTENM, CTAXKATENMN U MBAHNLLbI.

B 2000-e rr. ymHas koMezmMsa OKa3anacb He B Ye-
C™1, 1 MaMuH, CHAB elle /Ba 3abblTbIX CErOAHSA KO-
MeaUIiHbIX GUAbMa, BbIHYXAEH Obla YUTU N3 KMHO.
BopTko e Kak KOTOpbIA pexxmccep WMPOKOro npo-
buns Havan cHMMaTb NOMY/AAPHbIE Ceprabl U Mac-
wrabHoe KMHO.

Oba pexxunccepa He TOIbKO OCTaBUAN CBOEOD-
pa3Hbl MOPTPET HEMPOCTOro NepUosa TEKTOHNYe-
CKWX CABUTOB B 3KOHOMWYECKON N 06LL,eCTBEHHOMN
>XW3HW CTPaHbl, HO N BHECAN CBOLO IENTY B pas-
BMTUWE XaHpa coumnanbHol koMeamnmn. Kak cnpa-
BeasnmBo otMmevatoT [. XKypkosa n B. 3Bannbé,
«BBUAY BbICOKOM BOCTPebOBAaHHOCTU pa3HOBUA-
HOCTEN KOMEAUMHOTO B COBPEMEHHbIX IKPaHHbIX
MeAuna BECbMa MoJie3eH PeTPOCMEeKTUBHbIV B3rAS
Ha KOMWYecKoe U CMexoBOe B KMHO COBETCKOro
BPEMEHM, U306MNOBaBLIEM KOMEANAHBIMU LeEeB-
pamm» [5, c. 288]. Ocoboro >xe BHUMaHWNSA, Ha HaLy
B3rNf4, 3acNy>uBaeT ONbIT CO3A4aHNA coLmanb-
HO KOMeAMW, XaHpa, KOTOPbI AOKEH CEFOAHS
pa3BMBaTbLCA, €CAN POCCUNCKMIA KMHemaTorpad
XOYeT BEPHYTb yTpayeHHy Nt060Bb OTeUECTBEH-
HOro 3puTens.
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DANCE IN THE ERA OF PETER THE GREAT:
CHOREOGRAPHY AND ETIQUETTE IN
A HISTORIOGRAPHICAL DESCRIPTION

Summary: The article explores dance and etiquette,
which have evolved concurrently and along similar trajec-
tories since the era of Peter the Great. The moral values
and standards of the 18t century necessitated the ca-
pacity to convey thoughts elegantly, even in the absence
of words, through choreography, as well as to demon-
strate gestures of regard and affection. Dance emerged
as a crucial element in the cultural policy of the state. In
the first half of the century, it was regarded as a means
of educating the Russian populace and became an es-
sential component of court etiquette. During Peter the
Great's reign, a variety of dance styles and forms were
developed; in contemporary times, these have taken on

With the ascension of Peter the Great and his
subsequent reforms, ballroom dancing began to
flourish in Russia. It started to hold a significant po-
sition within Russian culture, becoming a highlight
of social life and an essential means of “showcasing
one's worth, importance, and beauty in this life” [3,
p. 266]. In the realm of secular communication, an
individual adept in choreography, as noted by Yu.
Lotman, “felt assured and liberated, akin to an ac-
tor on stage” [15; p. 92]. Dance served as a lesson
in good manners. The etiquette ' of the 18" century
was shaped by European influences and was asso-
ciated with the reforms initiated by Peter the Great,
who in 1717 released the book The Honest Mirror
of Youth, or Indications for Worldly Manners — the
first guide in Russia to feature a section dedicat-
ed to dancing. This manual offers guidance on the

' Etiquette (French: étiquette — "label”, "inscription”) — rules
of conduct for people in society.

new, sophisticated forms, transforming into ballroom
dance. The article investigates the rise and impact of
dance on the culture of the elite during Peter the Great's
reign, analysing it from a historiographical viewpoint. Ad-
ditionally, it references and examines the bibliographies
of Peter the Great's contemporaries, along with modern
literature. The author concludes that the reforms of the
Petrine period were both forward-thinking and ground-
breaking, resulting in the eventual incorporation of West-
ern European dance into Russian culture.

Keywords: dance, etiquette, Peter the Great era, 18"
century, historiography, assemblies, balls, ceremonies, cho-
reographic features, high society culture, Bergholz’s diary.

correct performance of various choreographic fig-
ures and movements, highlighting the significance
of dance for a secular individual, asserting that it
is a vital aspect of proper upbringing. It states that
“a young nobleman or gentry” should be skilled in
“languages, horseback riding, dancing, and sword-
play” [19]. Peter | regarded the art of choreogra-
phy with admiration and curiosity. During his initial
journey to Europe, he engaged in dance gatherings
[8, p. 116]. By his own conduct, Peter | exemplified
good manners, respect for others, and the impor-
tance of each individual's personal priorities. He
invited foreign dance instructors to Russia so that
members of the royal family and prominent nobles
could receive dance instruction from them.

In the historiography of 18"-century dance, nu-
merous assertions can be found regarding the ne-
cessity to cultivate choreographic culture and to
engage foreign masters who could provide quality
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education. For instance, V. Vsevolodsky, in support
of a newspaper advertisement calling for a dance
master’s services for the Cadet Corps, stated: “Clearly,
while there was a lack of ‘dance masters’ at that time,
the very notion of seeking them through a news-
paper in St. Petersburg indicates that they were not
so scarce as to necessitate importing them from
abroad” [4, p. 209].

L. Blok observed that at the dawn of the 18" cen-
tury, ballroom dancing represented the pinnacle of
social life, serving as an essential means of show-
casing one's worth, status, and suitability for soci-
ety, as well as reflecting one’s ideology and ability
to resonate with widely accepted norms [6]. Dance
functioned as a medium of representation and com-
munication, transcending mere artistic expression.
This reality compelled to closely examine the tra-
ditions of performance and choreography educa-
tion, as they illuminate significant aspects of life,
worldviews, and the unique modes of communica-
tion among people of that era. During the first half
of the 18™ century, the advancement of European
dance culture in Russia began to accelerate rapid-
ly. An analysis of Bergholz's diary indicates that by
1721, dancing had already become an integral com-
ponent of Russian culture, accompanying the high
society at various events, including celebrations,
masquerades, fireworks displays, and assemblies.

In spite of the objections raised by representa-
tives of the traditional families and the older gen-
eration, who found the societal changes intolerable,
dancing was simply an obligation; they were none-
theless compelled to dance alongside the emper-
or. "Peter Alexeevich, not only through decrees but
also by setting a personal example, endeavoured
to persuade the nobles to embrace the new mode
of communication. The tsar pursued this with his
characteristic determination and vigour; he partic-
ipated in nearly every gathering, at times person-
ally overseeing the dancing, executing, as noted by
a gentleman of the bedchamber in the entourage
of the Duke of Holstein, such ‘caprioles’ that would
have been worthy of the finest European ballet mas-
ters of the era” [12, p. 28]. Yu. Bakhrushin observes:
“Peter created his own dance, a variant of the Ger-
man Grossvatertanz (a German interpretation of
a contra dance — author’s note). At the climax of
this dance, the ‘tsar’ or ‘'marshal’ of the ball would
issue a predetermined signal to the musicians, af-
ter which they would accelerate the tempo of the
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dance multiple times, transforming it into a sort of
gallop” [2, p. 18].

During the reign of Peter the Great, dance took on
the role of an official ceremony, serving as a means
to present oneself to society and a method for so-
ciety to react to significant occurrences, thus estab-
lishing a tradition. Even at state functions, such as
the celebration of peace with Sweden, dances were
meticulously planned and executed. Their distinctive-
ness lay in the emphasis on the hierarchical struc-
ture of power: dancers formed pairs that reflected
their social status. The arrangement and execution
of dance numbers were also governed by this char-
acteristic. Some descriptions of Peter the Great's fes-
tivities have survived. For example, S. Khudekov, in
his account, described some details of a dance he
witnessed at the Assembly ? of G. Golovkin in 1721:
“Ten or twelve couples tied themselves with handker-
chiefs, and each of the dancers, taking turns, walk-
ing in front, had to invent new figures. The ladies, in
particular, danced with great pleasure. When it was
their turn, they performed their figures not only in
the hall, but also moved to other rooms, some took
them to the garden, to another floor of the house,
and even to the attic” [5, p. 52]. The dancing was a dif-
ficult test for the participants of the assemblies. The
costumes were uncomfortable, and their movements
were constrained. F. Vigel noted that, upon seeing
this dance, one got the impression that “everything
was bristling and boasting” [11].

Furthermore, dances were conducted at wed-
dings, symbolising unrestrained happiness. The
traditional and etiquette-rich commencement of
a wedding was evident not only at the outset but
also in the conclusion, which took the shape of
a torchlight procession, reminiscent of mediaeval
German dances. As noted by M. Pylyaev, "during
the dance, a man would scarcely touch his partner’s
fingers, and upon completion, he would kiss the la-
dy’s hand, while both the lady and the man were
prohibited from conversing and the lady could not
dance twice in one evening with the same gentle-
man” [17, p. 127]. The expressive movement of the
Polish dance, the elongated stance, and the deco-
rative design of the minuets set apart the excep-
tional dancers of Peter the Great's era.

Numerous publications focused on the celebra-
tions of Peter the Great generally enumerate the

2 Assemblies were a new form of leisure for high society, the
establishment of which was decreed by Peter | on November
25,1718.

names of well-known dances and offer descriptions,
indicating that the initial segment of the evening
was calm and ceremonial, showcasing minuets and
polonaises, whereas the latter segment was ani-
mated and joyful, featuring anglaises, allemandes,
and contra dances. Nevertheless, comprehensive
descriptions of the dances are often absent. Fre-
quently, references are made to works from the
late 19* and early 20*" centuries, authored by in-
dividuals who did not possess an extensive under-
standing of dance history and portrayed Peter the
Great's era through the lens of their observations
in contemporary dance venues.

The aim of this article is to investigate the dis-
tinctive characteristics of the dance genre system
that emerged during Peter the Great's reign within
the cultural context of the 18" century.

A cultural studies perspective, which integrates
historiographical and historical-cultural methodol-
ogies, serves as the foundation for this study. Addi-
tionally, an interdisciplinary approach that includes
elements of art historical analysis is utilised. The re-
search materials were gathered from diaries and lit-
erary sources to examine and describe dance events
that occurred at assemblies, weddings, and balls
throughout Peter the Great's reign. In E. Eremina-
Solenikova’s thesis, "Ballroom Dance in Russia in
the First Half of the 18% Century: Formation of Per-
formance and Teaching Traditions” (St. Petersburg:
Federal State Budgetary Educational Institution of
Higher Education, Vaganova Academy of Russian
Ballet, 2022 [14]), one chapter is dedicated to ball-
room dancing in Russia during the first half of the
18t century. However, the diaries of the chamberlain
Friedrich Wilhelm Bergholtz, who arrived in Russia
in the retinue of the Holstein Duke Karl-Friedrich,
who became the fiancé and later the husband of
Anna Petrovna, are the main source of knowledge
about Peter the Great's balls and assemblies. The
Duke and his retinue lived in Russia from 1721 to
1725. Bergholz, who accompanied the Duke, kept
detailed records of everything he saw. He recorded
dances from Peter the Great's time at assemblies
and weddings. At weddings, dances were divid-
ed into ceremonial and general; at assemblies, ac-
cording to his notes, there was no such division.
The assemblies, officially approved by the Emper-
or in 1718, but held earlier, were entirely consistent
in their format with 18®-century European tradi-
tions: similar gatherings under different names and
in various societies were held in England, France,

and Germany. Their distinctive features were the
absence of excessive ceremony, social interaction
among participants, and various entertainments,
which included dancing [1].

In 1717, Peter | visited France and met with Lou-
is XV. Naturally, such an event as the visit of the
Russian Emperor could not go unnoticed. The cer-
emony for this occasion included a ball, for which
the court dancing master and young king's dance
teacher, Claude Ballon, composed a special dance in
honour of the arrival of the Russian Tsar [24, p. 323].

In accordance with the customs of the 17" and
18t centuries, the ball preserved the characteris-
tics of a theatrical performance. It commenced with
a branle and a gavotte (chain dances, initially marked
by a straightforward structure, yet occasionally fea-
turing complex techniques), which all participants
mirrored after the king or the highest-ranking cava-
lier and the queen or the highest-ranking lady. The
ball then progressed to a minuet, initiated by the
king alongside the queen. Following this, the king
took a seat, allowing his lady to dance with the next
most senior prince. Subsequently, the queen also
took her seat, and the next lady approached the
prince. This sequence continued until all designat-
ed performers of the minuet had completed their
dance [10, p. 40]. The event then transitioned to the
general dances as per the ceremonial guidelines
(branles and contra dances), during which special
demonstration dances could be showcased.

The tradition of demonstration dancing ideo-
logically traces back to the era of Louis XIV, who
was an accomplished dancer and popularised this
trend among the courtiers. The custom of paired
dancing emerged in France during the 1690s [18,
p. 39]. Frequently, such dances were specifically
crafted for a particular occasion or ball; they were
learnt to facilitate introductions among attendees.
The most renowned of these dances is La Bretagne,
which was created as a tribute for the birth of Lou-
is, Duke of Burgundy, the son of Louis, Duke of Brit-
tany [22, p. 19].

Numerous similar dances emerged: in the ear-
ly 18t century, approximately 400 compositions
were documented. However, there is substantial ev-
idence to suggest that the majority of these were
considered 'disposable’: they appear in only a sin-
gle manuscript or printed collection and are not
found elsewhere. La Czarienne became one such
dance. Like many dances from that era, it is a brief
composition, lasting just over a minute, consisting
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of two sections. The first dance is labelled “lente-
ment” (slow), while the second is a lively rigaudon.
This dance has been preserved for us in the man-
uscript XVI Erecuel de Danses pour l/Année 1718,
which was created by Jacques Desaix, a choreogra-
pher and dance publisher, who was a student and
follower of the renowned choreographer Raoul Feu-
illet. From a technical standpoint, this dance is char-
acterised by typical steps and aesthetically pleasing
yet straightforward movements. It is likely that it
was composed to facilitate relatively quick learn-
ing. It is probable that La Czarienne was performed
only once, similar to many other ceremonial piec-
es. The second dance, dedicated to Peter |, is like-
ly a historical curiosity. In 1701, the play Czar of
Muscovy, which focused on False Dmitry and Mari-
na Mnishek, was staged in England [25, p. 3]. Like
nearly all productions of that era, it concluded with
a country dance, featuring all the actors from the
play presenting themselves to the audience. This
country dance, or a simplified version of it set to
the same music, was incorporated into Playford's
collection in 1701.

Contra dances are a genre of dance that origi-
nated in England during the late 16t century and
continue to be practised today. Dancers arrange
themselves in a long line of pairs and dance from
one pair to the next, subsequently switching part-
ners and progressing to new pairs, repeating the
same sequence of movements until everyone returns
to their original positions. Contra dances were first
published in 1651 by John Playford, a music pub-
lisher based in London; his collection continued to
be released until 1728 [13, p. 24]. These were the
first mass-produced dance collections in the world.
Numerous other dance collections, inspired by Play-
ford’s works, were published both in England and
across the Continent.

The country dance we referred to was featured
in Playford's collections from 1701 to 1728, and it
is also included in Walsh’s comprehensive collec-
tions, which encompassed hundreds of charts and
were evidently compiled based on the principle of
“all the dances that could be found”, in the years
1718, 1745, and 1755 [23, p. 2].

It seems improbable that the Czar of Muscovy
enjoyed popularity in the 18" century: numerous
dances emerged, and new choreographic charts
became fashionable each year. Consequently, it is
plausible that after the 1720s, it was no longer em-
braced by English society. Nevertheless, at the dawn
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of the 215t century, the dance experienced a revival,
becoming part of the repertoire for contemporary
English balls. Presently, nearly all modern chore-
ographers are firmly convinced that the dance is
dedicated to Peter the Great and that no alterna-
tive versions can exist.

Bergholz frequently references Polish dances in
his notes. However, these are not regarded as an
exclusively Russian phenomenon: originating from
Poland (their homeland), they disseminated not only
to the northeast but also to Germany. The most char-
acteristic performance of the Polish dance is “in a
column” behind a leader, where all couples replicate
the figures following the lead. This variant, which
still persists in Russia, is also recognised, albeit only
from a later period. Bergholz, in his description of
the Polish dance for couples, notes a limited num-
ber of participants — typically three performers.

In the early 18% century, dances executed at var-
ying tempos (the forerunners of the mazurka and
polonaise, which gained popularity in the 19" centu-
ry) were categorised alongside Polish dances. Steps
were chosen to correspond with the rhythm of their
rapid or leisurely execution. This ambiguity is pre-
cisely the reason for Peter the Great's fondness for
them, considering later accounts describe the pol-
onaise as a slow, solemn, and monotonous proces-
sion. Berchholz states that the Polish dances during
Peter the Great's era included leaps. They were not
only performed in various rhythms but also in di-
verse forms. He observes, for instance, that cere-
monial Polish dances at weddings were executed by
three and five couples; these were the very pieces
that commenced and concluded the wedding ball,
and it was predetermined who would dance them
and with whom. In this context, it is pertinent to ex-
amine not only the forms of Polish dances in Peter
the Great's time but also their significance as cer-
emonial dances.

In Russia, the polonaise enjoyed popularity in
the first half of the 18t century; its definition per-
tains to the late 19%"-century interpretation; in the
18% century, it was referred to as the Polish dance
or simply Polish. In Russia, the majority of referenc-
es to polonaises originate from memoirs, and from
these accounts, certain characteristics can be dis-
cerned. Ceremonial polonaises at weddings during
Peter the Great's reign were performed by three or
five couples, with the arrangement of these cou-
ples strictly regulated, and a master of ceremonies
leading them. This indicates that these dances fea-

tured simple figures, as they were meant to be ex-
ecuted by the parents of the bride and groom at
weddings, implying individuals who had not under-
gone professional dance training. In Bergholz's de-
piction of this dance, there are numerous mentions
of the polonaise as a wedding dance and fewer as
a dance performed at gatherings and celebrations.

In Russia, polonaises frequently incorporated
figures; however, when performed by twelve cou-
ples in a processional manner, these figures might
be omitted. Bergholz's choreography of the dance
preserves elements of a jumping technique. Limit-
ed information from foreign sources hampers the
reconstruction of the Russian variant of the pol-
onaise. In Poland, the dance’s origin, no descrip-
tions have been preserved, but references in the
Kurier Polski newspaper, published in Warsaw, in-
dicate that it was a ceremonial dance characterised
by a slow tempo, setting it apart from the ‘leaping’
polonaise of Peter the Great, which was a proces-
sion led by the most esteemed couple present —
the royal couple.

The minuet subsequently became the next dance
form to gain popularity in Russia. In Europe, all
balls commenced with this dance. Descriptions of
the standard minuet pattern are available in dance
manuals: Gottfried Taubert included it in his 1717
publication, Pierre Rameau in 1725, and Kellom Tom-
linson in 1735. All descriptions are quite similar: the
dancing couple would advance to the centre, move
to various corners, and then exchange places mul-
tiple times, following a Z-shape or S-shape pat-
tern. Approximately halfway through the dance, they
would alternate circling while holding each other’s
right and left hands, and perform several additional
Z-shapes. Finally, twirling both hands, they would
return to their original position. The host couple, or
the most distinguished couples present, would in-
itiate the dance, after which the gentleman would
take a seat, allowing the lady to invite another gen-
tleman to dance with her. The process would then
reverse: the lady would sit down, and the gentle-
man would invite another lady, continuing until all
guests had participated in the minuet.

According to various sources, the minuet from
the era of Peter the Great was recognised even pri-
or to the initial assemblies: in 1710, during the wed-
ding of Anna loannovna, it was performed by two
dwarfs [7, p. 74]. It is conceivable that the minuet
served as the opening dance of the ball, or it may
have alternated with other forms of dance [5, p. 354].

Evidence suggests that the minuet was not regard-
ed as a ladies’ choice dance; partners would invite
one another in succession. Furthermore, while it
could initiate dances at assemblies, this was viewed
more as a tradition than a formal ceremony. Con-
sequently, in the account of Count Pushkin’s wed-
ding, it is mentioned that minuets were executed
in the latter part of the event, among free dances,
whereas polonaises were deemed ceremonial. At as-
semblies, minuets were also performed both at the
commencement of the dance segment and along-
side other dances [4, p. 337]. Julia Sutton deline-
ated the primary theories regarding the origins of
the minuet in her 1985 article [26], where she scru-
tinised the rationale behind each theory. She indi-
cates that the minuet is a dance that evolved from
either the galliard of the 16™ and 17t centuries or
the courante — court dances for couples charac-
terised by specific step combinations. The minuet
originated as a French folk dance that transitioned
into the ballrooms of the aristocracy; it is plausible
that the minuet’s structural forms derive from the
branle — a dance suitable for any number of par-
ticipants. The dance pattern features a wavy or ser-
pentine line, which subsequently developed into the
figure Z. The minuet was composed by Jean-Baptiste
Lully as a social dance, initially showcased for Lou-
is XIV, or as a theatrical dance, first performed in
the Ballet of the Night in 1653 and the Ballet of the
Times in 1654, from which it rapidly disseminated,
populating ballrooms. Although J. Sutton herself
does not favour any particular version, she observes
that it is presently impossible to conclusively vali-
date or invalidate any of the proposed hypotheses.

The complexities surrounding English dances are
quite intricate. The term “Anglaise” ® was utilised in
Russia only briefly during the early 19% century. Pri-
or to this, the phrase “contra dances” (derived from
French) was more prevalent in literary references.
Nevertheless, the term “contra dances” could de-
note both the English-origin “column” dances and
the French "square” dances. In his diary, Bergholtz
discusses “column” dances, labeling them as Eng-
lish, and he employs the term “contra dances” only
once. Regarding English dances, Bergholtz does not
provide an extensive description; he merely notes
that they were cherished and enjoyed by dancers.

3 Anglaise (French: anglaise — "English”) is a collective name
for dances that were widespread in Europe in the 17t — 19t
centuries (French dance, hornpipe, contra dance, etc.) and
originated mainly from England.
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However, during the era of Peter the Great, these
dances formed a significant category. The evolu-
tion of these dances took place in England dur-
ing the latter half of the 17t century, and by the
end of the century, they had made their way to
France, where they gained immense popularity as
early as the 1700s, leading to the establishment of
rules for their execution. Gavottes and demi-con-
tratones, which were specifically based on leaps,
were among the most commonly employed move-
ments, aligning with Bergholz's account. From Eng-
land and France, these dance forms disseminated
globally. Their choreographic framework was char-
acterised by a “column” formation, where each cou-
ple would take turns dancing with all others while
adhering to a predetermined set of figures. Fur-
thermore, the couple that danced first often per-
formed a solo, with the remaining couples providing
support. The interaction among dancers, coupled
with the display of skill in executing intricate fig-
ures and steps, is a notable aspect of English danc-
es. The Anglaise is distinguished by its rapidity and
vivacity of movement. The structural composition
of this dance resembles that of the Ecossaise, spe-
cifically arranged in two columns, where gentle-
men face the ladies, indicating that the couples
are positioned opposite each other rather than in
a linear formation. There is almost no distinction
between the Ecossaise and the Anglaise, apart from
the fact that the latter tends to be more extend-
ed and less vigorous in its movements and musi-
cality. In contrast, the Ecossaise features a notably
quicker tempo and more fluid movements. Anglaises
may consist of four, eight, or six movements. “The
jumping Anglaise bears a closer resemblance to the
Ecossaise, as both share a rapid tempo and similar
movements; it is also an Anglo-Scottish dance, re-
flecting a blend of the Anglaise and the Ecossaise,
much like the cultural fusion of England and Scot-
land within Great Britain. A formation of four to
a maximum of twelve couples is arranged in a col-
umn, with a line of gentlemen facing a line of la-
dies, allowing the first couple to navigate down the
column within it.” [21, c. 113]

Peter | was introduced to contra dances dur-
ing his initial visit to England, where they were re-
garded as dances from his homeland, enjoyed by
all social classes. It is possible that he encountered
contra dances again during his second trip. Accord-
ing to Bergholz's diary, English dances were notably
popular, with up to twelve couples able to partici-
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pate simultaneously; the first couple would initiate
the dance, which then 'waved’ through all the cou-
ples in succession. The Russian affinity for country
dances aligns seamlessly with the broader trends
of European dance culture. Minuets, polka dances,
and country dances were predominant at the balls
hosted by Peter the Great. Nevertheless, the rep-
ertoire extended beyond these, although referenc-
es to other dances are considerably less frequent.

Among them, one can mention the allemande.
The allemande is a court dance that originated in
England. Anna, Peter’'s daughter, performed this
fashionable court dance at one of the court balls,
attended by her fiancé, the Prince of Holstein. Her
performance captivated all those present and served
not only as an illustration of exquisite coquetry but
also as evidence that the Russian court embraced
European customs. According to contemporaries,
this dance was marked by passion; despite its slow
tempo, it allowed women to showcase their inher-
ent coquetry and provided them with a wide range
of expressions. The allemande was characterised
by “constant spinning, which causes the head to
spin and the mind to become clouded” — a de-
scription by Gerhard Fieth, the author of the work
titled An Essay on an Encyclopedia of Physical Ex-
ercises, published in 1794. Concurrently, the dance
technique of the allemande incorporated elements
such as precise footwork and gentle lifts. A proud
posture, fluidity, and a certain degree of rigour in
movement were deemed essential for its execution.
The additional interaction between partners, which
contributed to harmony and rhythmic stability, can
be regarded as a distinctive feature of this dance.

Dances that were based on improvisation consti-
tuted another favoured group. For instance, “on July
25, 1721, ten to twelve couples bound themselves
with handkerchiefs, and each dancer at the fore-
front of the group was tasked with creating new
figures. On November 8, 1721, the Emperor estab-
lished a dance for nine couples, where all partici-
pants were required to replicate Peter’s caprioles”
[18, p. 251]. Evidently, all these dances fell under the
category of chain dances, where the initial couple
determined the figures. When Peter's ball is refer-
enced in modern literature, two types of dance are
frequently depicted: the Grossvatertanz and a cere-
monial dance that consisted solely of bows.

Now, let us focus on the so-called ceremonial
dance, which was characterised by bows. A. Push-
kin portrayed it in this manner: "Along the entire

length of the dance hall, to the sound of the most
mournful music, ladies and gentlemen stood in two
rows facing each other; the gentlemen bowed low,
while the ladies curtsied even lower, first directly
ahead, then turning to the right, then to the left,
and then straight ahead again, repeating the pro-
cess to the right, and so forth. The curtsies and bows
persisted for approximately half an hour; ultimately,
they ceased, and a portly gentleman with a bouquet
declared that the ceremonial dancing had conclud-
ed, instructing the musicians to play a minuet” [16,
p. 23]. Bergholz offers a different description of this
dance: "The ladies, similar to English dances, stand
on one side, while the gentlemen are positioned on
the opposite side; the musicians initially perform
a type of funeral march, during which the gentle-
man and the lady of the first couple bow to their
neighbours and to one another, then join hands, cir-
cle to the left, and return to their original positions.
They do not follow any specific rhythm; instead, as
mentioned, they merely walk and bow to the audi-
ence. The other couples sequentially replicate this
action” [5, p. 236]. The bows are executed not by
all attendees, but solely by the three selected cou-
ples who participate in the ceremonial polonaise.
Consequently, this dance could not be prolonged.
Furthermore, it is not the dance itself that is depict-
ed but rather the bows that precede it. At the wed-
dings during Peter the Great's reign, bows were also
an integral part of the official dance. Over time, it
is probable that the trend for European composi-
tions gradually overshadowed Russian dances within
the court of Peter |, and if they were performed at
all, it was merely for demonstration purposes. For
instance, in 1710, during the wedding of Tsarevna
Anna loannovna, “the dwarfs danced a little min-
uet”. A similar account of a dance was recorded in
the same year at the wedding of dwarf Ekim Volk-
ov: “...only the dwarfs began to dance, but Rus-
sian dances. This continued until about 11 o'clock,
and they were enjoying themselves in their unique
manner. One can easily envision the remarkable
jumps, grimaces, and figures that occurred, both
during the dances and at the tables” [7, p. 78]. In
1722, Bergholz noted, "It is unimaginable to what
extent they cherish dancing, as do the young mer-
chants here, many of whom dance exceptionally
well. This time, some performed in solos and char-
acter dances” [5, p. 328]. Thus, Russian society grad-
ually became familiar with the culture of European
theatrical dance. Naturally, unlike their European

counterparts, our aristocrats were not always capa-
ble of executing beautiful solo performances with
grace. This art form thrived under the reign of Pe-
ter I's niece, Anna loannovna [9].

One of the most prevalent beliefs regarding
18™-century Russian ballroom dancing is that the
Grossvatertanz is associated with the dances from
the reign of Peter the Great. Nevertheless, no ac-
counts of this dance have been discovered in Russian
literature from that era. Upon examining German
sources, it becomes evident that mentions of the
Grossvatertanz only emerge from the mid-18® cen-
tury, and in certain texts, it is referred to as the Ker-
haus. A clear trend is observed: during the mid- and
latter part of the 18™ century, the Grossvatertanz
was regarded by contemporaries as an essential
component of the end of a wedding ceremony. It
was only during the late 18" and early 19* centu-
ries that this dance evolved into a popular ball-
room style, with its wedding connotation fading
away by this period.

The earliest three documented accounts of this
dance originate from the timeframe of 1780 to 1820.
The first account comes from Bigatti, an Italian musi-
cian associated with the Dresden court in the 1780s.
The second account is attributed to a German dance
master, Katfuss, who released a comprehensive work
on dance descriptions in 1802. The third account
is from France, published by dance master de Col-
igne in 1824. In Bigatti's publication, it is noted, "The
dance is proposed to be performed to alternating
rhythms” [20, p. 19]. This dance accommodates up
to 12 couples, who engage in promenades and fig-
ures for two or three couples, derived from contra
dances, arranged in various sequences. It utilised
two distinct types of musical accompaniment —
slow and fast — along with a diverse array of fig-
ures that connect individual couples. Additionally,
it is marked by alternating musical accompaniment
(fast — slow).

In his diary, Bergholz recounts a variety of danc-
es: ceremonial, minuets, Anglaises, Polish, and oth-
ers; yet, none of these bore resemblance to the
Grossvatertanz. The kerab dance, referenced in Got-
tfried Taubert's extensive work published in Leipzig
in 1717, which serves as a comprehensive encyclo-
pedia of the dances of that era, shares a similar es-
sence [27]. The kerab is a dance that traditionally
concluded weddings and other festivities, where
dancers would form a chain and execute various fig-
ures. It is noteworthy that this dance is recognised
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Imperial Ball. Minuet. Saint Petersburg. Winter Palace

as the final wedding dance, thus being the precur-
sor to the Grossvatertanz, known as the Kerhaus.

The Grossvatertanz was not featured at the
balls hosted by Peter the Great. The dance by
this name has only been documented since the
mid-18t™ century, and in Russia, it became known
around the turn of the 19t century, exhibiting
forms typical of the later period. During the reign
of Peter the Great, a chain dance akin to the ker-
ab — a traditional German wedding dance — was
performed, from which the later ‘classical’ Gross-
vatertanz evolved.

Based on the descriptions and references to the
Grossvatertanz found in memoirs and other writ-
ten documents, it can be concluded that it was
a paired ballroom dance, with some of its figures
influenced by contra dances — a style of dance
that was gaining popularity in Europe during the
1700s and 1710s. In the notes accompanying his
book, which details various assemblies and wed-
dings that Bergholz observed in St. Petersburg,
there is a remark regarding his observations of the
dances at the wedding of Guards Major Matyush-
kin: “Meanwhile, the Emperor arrived and, in high
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spirits, initiated another dance, reminiscent of the
so-called chain dance (Kettentanz) in Germany, in
which, at his command, all the elderly men pres-
ent were to participate. Naturally, they could not
decline and took all the young ladies for them-
selves” [5, p. 253]. The kerab dance, referenced
in the extensive work of Gottfried Taubert, which
was published in Leipzig in 1717 and serves as
a comprehensive encyclopedia of the dances of
that era, exhibits a comparable nature. The kerab
is a dance that traditionally marks the conclusion
of weddings and other festivities, where partici-
pants form a chain by holding onto kerchiefs and
executing a variety of figures. It represents the fi-
nal dance at weddings and is therefore considered
the precursor to the Grossvatertanz or the Kerhaus.

Additionally, literary sources indicate that Sty-
rian dances were also performed in Russia. Upon
reviewing these sources, we can identify two pri-
mary pieces of evidence. The first is a mention of
a dance introduced by General Yaguzhinsky dur-
ing an assembly in 1722: "Immediately following
the Polish dance, a new dance (the name of which
| am unaware) was created, somewhat akin to the

Styrian; in this dance, they again leaped vigorously
and executed several very entertaining figures” [5,
p. 359]. The group of German dances, which fea-
tured the Styrian dance, consists of column danc-
es that employ a variety of steps, including jumps,
and allow for numerous figures, such as spins, as
well as the dancers’ positioning "“in a closed pair”.
It is important to highlight that Bergholz pointed
out in his writings that the dance was "akin to the
Styrian dance” but was not Styrian in nature. Con-
sequently, it cannot be asserted that Styrian danc-
es were particularly prevalent in Russia during the
18 century. Nevertheless, Bergholz's observations
may suggest that German dance traditions enjoyed
popularity during the era of Peter the Great. It is es-
sential to consider that the first emperor deemed it

acceptable to deviate from tradition and was quite
capable of disregarding strict dance regulations. It
is plausible that the dances performed in his court
were created at the Russian court. The terms “Styr-
jan” and “German” dances might have represented
local interpretations that merely integrated elements
of typical German dances, while Bergholz, in his
effort to categorise them, selected parallels from
forms recognised in their homeland.

Therefore, by utilising dance descriptions pro-
duced in the early 18" century in France, Germa-
ny, and England, and by meticulously examining
the brief notes that have survived from that peri-
od, we can effectively reconstruct nearly all varie-
ties of dances that were performed at the court of
Peter the Great (Table 1).

Table 1. Types of dances and their characteristic features during the reign of Peter the Great

Type of dance

Characteristic features

A.W. Winterschmidt, a German publisher and artist, the reconstruction of the
dance is as follows. The step proposed here is a pas de bourrée, in the “classical”
version, without the plié before the second step. The number of bars is not
specified, as it depends on the number of couples.

1t figure. At the beginning, all dancers stand in pairs in a circle. The first
couple go around the circle, and the others join and follow, forming a column.

2 figure. Upon reaching the wall of the hall, they dance the “fountain” —
the gentlemen go around the circle to the right, and the ladies to the left. At
the opposite wall, where the column began, the couples meet again and move

upward in a column.

3rd figure. Upon reaching the wall of the hall, they dance the “fountain”;
however, the gentlemen circle to the left, and the ladies to the right, passing
in front of their gentlemen. At the opposite wall, where the column began, the
couples form a column — the gentleman opposite his lady. Upon reaching their
place, everyone turns on the spot, facing outward. The first couple to begin the

1. Polonaise

dance is the first from the given wall.

4t figure. The first couple begins to circle, gradually moving downwards —
circling with their partner by the right hand, then with a partner of the opposite
sex from the second couple by the left hand, then again with their own partner
by the right hand, then with a partner of the opposite sex from the third couple
by the left hand, and so on until they reach the end of the column. All the
remaining couples dance a similar part.

5t figure. The first couple, once again at the beginning of the column, comes
together, joins hands in a “boat”, and slides down the column to the place of
the last couple. The rest of the couples repeat the figure in turn.

6t figure. The first couple joins in a promenade position, spins in place,
turning inside the column, passes the second couple, and moves in a circle. All

the others repeat this figure.

7t figure. The column is reorganised into a chain; the first lady offers her
hand to the second gentleman, and so on.
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Type of dance

Characteristic features

8t figure. The first gentleman stands still, and the entire chain wraps around
him, facing the leader.

9t figure. Everyone raises their hands, and the first gentleman exits through
the arches, pulling the others along with him. The chain moves in a circle and
forms a new column — the first couple opposite the last, the second opposite
the second-to-last, and so on.

10t figure. The couples dance a chaine with their vis-a-vis. After this, the
couples dance an Allemande.

2. Minuet

(French: menuet) is an ancient French graceful folk dance (16" century),
so named because of its small steps on low half-toes. A detailed description
of the minuet was given by dancing master P. Rameau in his book, Le Maitre
a Danser (1725); however, it is written in a vague manner so that only specialist
choreographers can understand it. L. Pécourt invented a new, less complex form
of the minuet; it was adopted and transferred to the court and all the Parisian
bourgeois salons, from where it quickly spread throughout Europe. It was a dance
of a single couple, where the gentleman and the lady danced towards each other
or away from each other. This was done not in a straight line, but in the main
curves, initially resembling a reverse “S”, then a “2" and finally a “Z". Thus, the
figure from curvilinear became increasingly rectilinear. Curved lines obviously lent
grace to the movements. The gentleman stood at one end of the “S” or “Z", and
the lady at the other. They performed two minuet steps, first sideways, then two
or three forward. As they danced, they passed each other or met, curtsying tour
de deux main to the right. They danced further, again performing a tour de deux
main,; however, this time, in a bow; at the third meeting, a tour de deux main, which
concluded the dance. All these meetings and bows were at the discretion of the
dancers, and they offered ample opportunity to display graceful movement. The
minuet completely transformed the old, ponderous form of the Renaissance curtsy.
The curtsy became more varied and lively. Minuet tempos featured a threefold
play of gracefully doffing the hat, as well as a slight bending and straightening
of the torso. The entire dance was stylised with graceful positions, crossings,
shoulder turns, and so on. The hat was a great asset: it was put on and taken
off as the hand was extended. Not only the legs but also the arms contributed
to the grace of the performance. They were lowered and then slowly raised,
moving all the way to the bend of the wrist, which in turn produced its own
movements. All the combined movements of the arms and legs achieved a high
degree of flexibility, which was evident in every bow, every transitional position,
every lift of the heel and the movement of the toe as it glided across the floor.

3. Anglaise

(French: anglaise — "English”), a dance common in Europe in the 17"-19t%
centuries.

Anglaise No. 1

1-4 Couple 1 crosses and casts off: the lady moves into the line of gentlemen,
and the gentleman into the line of ladies, between Couples 3 and 4.

5-8 Couple 1 makes a 4-beat turn with their right hands.

9-16 Three couples in lines, holding hands, walk in a circle. The Gentleman 2
and Lady 2 lead the lines in a semicircle, arriving at opposite places (demi-moon).

17-24 The dancing couple makes a small ronde, and Couples 2 and 3 dance
a half English chaine around the dancing couple.

25-32 Three couples dance a waltz around a common centre.
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3. Anglaise

Anglaise No. 2

1-8 Couple 1 makes a promenade down to Couple 3.

9-12 Cross and Cast Off: Lady 1 dances around Lady 3, Lady 1 dances around
Lady 3.

13-16 Couple 1 dances a half English chaine with Couple 2: demi chaine.

17-20 Couple 1 dances a gallop around Lady 2 (chassirt); Lady 1 dances
around Lady 2.

21-24 Couples 1 and 2 dance a half ronde. This results in a progression.

25-32 Three couples dance a waltz around a common centre.

4. Allemande

(French: allemande — "German”; danse allemande) is originally an ancient
dance of German origin. As a household and court dance, it appeared in England,
France, and the Netherlands in the mid-16%" century. The meter is duple, the
tempo is moderate, the melody is smooth. Usually consisted of two, sometimes
three or four, parts. In the 17 century, the Allemande was included in solo (lute,
harpsichord, etc.) and orchestral suites as the first part, becoming a ceremonial
introductory piece. The composition of the Allemande can include two, four or eight
performers. Moreover, all the figures danced by the gentleman are then repeated
by the lady with a change of roles. Of the advancements, there is an advancement
in a straight line and a promenade. If the figure is danced by eight people, then an
advancement in a straight line means an exit to the centre (further all passes are
done in the centre). A full promenade involves walking in a circle and returning to
the starting position. In the second half of the 18% century, a new German dance,
called the Allemande, with a fast tempo and triple meter, became popular.

5. The Grossvatertanz

(German: Grossvater), a paired ballroom dance, some of whose figures were
influenced by country dances. It consisted of two parts: a slow, waltz-like part
(in 3/4 time signature) and a fast part (like the Ecossaise). It was accompanied
by singing (the dance’s name comes from the original words of the song).

It is characterised by alternating musical accompaniment (fast — slow);

the dance, like many other dances of the turn of the 19* century, was created
for a column of couples and implied their interaction;

this dance uses figures typical of country dances.

Furthermore, the Grossvatertanz is an improvisational dance, and the first
couple is free to invent their own figures while maintaining its general style.

6. A contra dance

(French: contredanse — "country-dance”) is an old English dance. It was
first mentioned in literature in 1579. Performers line up in pairs and dance
pair to pair, then change and move on to new pairs, repeating the same set
of movements until everyone returns to their places. Musical meters are 2/4
and 6/8. In the 17t century, the contra dance appeared in the Netherlands
and France, becoming widespread in the middle of that century, displacing the
minuet. The accessibility, liveliness, and versatility of the contra dance made it
popular in Europe in the following centuries. Numerous varieties of the contra
dance were the quadrille, Grossvatertanz, Ecossaise, Anglaise, Tempete, Lancers,
cotillion, matradur, and other dances.

In conclusion, we note that the chronicle of
secular life in the era of Peter, confirmed by doc-
uments and eyewitness accounts, reflects the pro-
gressive and innovative significance of his reforms.
The Emperor made a significant impact on the ad-

vancement of spirituality and civilisation within his
country. During his second journey to Europe, he
observed Western European dances at receptions
and balls, which were already prevalent in France,
Germany, and England, and later assimilated into
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Russian culture. The choreography and manners
introduced by Peter the Great influenced behav-
ioural norms, transformed Russia into a cultured
nation, and aided in the establishment of stand-
ards for politeness, etiquette, and spirituality. Over
time, Russia cultivated its own dance instructors,
and the elegance and choreographic abilities of
the upper class became comparable to those found

in Europe. Following Peter’s era, ballroom dancing
continued to evolve, and what initially appeared
as a novelty became a common practice among
the Russian populace. Today, as we study history,
we can affirm that due to Peter the Great, balls,
where etiquette serves as the primary manifesta-
tion of an individual’s dignity, have persisted in
Russia to the present day.
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TAHEL, 2TTOXW METPA: XOPEOTPA®UA N STUKET
B NICTOPUNOTPAOUNYHECKOM OMNMNCAHN

AHHOmMayus: B ctaTbe paccMaTtpmuBaeTca TaHew, U 3Tu-
KeT, KoTopble co BpemeH [leTpa | passuBanncb ogHoBpe-
MEHHO, AN napanienbHbiMU NyTAMU. HpaBCTBEHHbIE
NPUHLMNBLI U MOpanbHble HopMbl XVIII B. npeagnonaranmv
YMeHMe KpacuBO BblpaxkaTb MbICIM Aaxe H6e3 cnos, no-
cpefcTBoM xopeorpadum, NPoaBAATb 3HAKM BHUMaHUA
n cumnaTtun. TaHewl, cTan BaXKHbIM GakTOpOM rocysap-
CTBEHHOW KYNbTYyPHOW MOANTUKW. B nepBoli nonoBuHe
BeKa OH BOCMPUHUMAaACA KaK MeToJ BOCMUTaHUA PyC-
CKOro YenoBeka, 1 CTas 3Ha4YMMOW YacTbio NMPUABOPHOTO
3TMKeTa. Bo Bpemsa npaeneHus lMNetpa | cdopmmpoBannce
pasnn4yHble BUAbI U CTUANCTMKA TaHLa, @ B COBPEMEHHOM
Mype NpuobpeTa HOBble, yCOBEPLLEHCTBOBaHHbIE GOPMbI,
OHW NpeobpasoBannck B basbHbIN TaHel,. Lleab cTatbn —

C npuxogom k Bnactu etpa |, c ero pedopma-
Mn B Poccnm noasuncsa 6anbHbii TaHel,. OH Hayvan
3aHMMaTb BaXKHOE MEeCTO B OTeUYECTBEHHOMN Ky/b-
Type, CTaB KyJbMWHaLnen ¢opmM obLLEeCTBEHHOM
>KW3HW, HE3aMEHVMbIM CPEACTBOM «MOKa3aTb CBOKO
LLEHHOCTb, 3HAUMMOCTb M KPaCoTy A/1s 3TON KUIHW»
[3, c. 266]. B cBeTckOM Mupe 0bLLEeHNS, YEeNOBEK,
yMerLnii BnageTb xopeorpaduer, no BbickasbiBa-
Huto FO. M. JloTMaHa, «4yBcTBOBaN cebs yBepeHHO
n cBoboAHO, Kak akTep Ha cueHe» [15; c. 92]. Ta-
HeL, obyuan xopowunm maHepam. Ituket ' XVIII B.
dopmupoBanca nog BANAHVEM eBPOMNENCKOro 06-
pa3ua 1 bbin cBsizaH ¢ pedopmamu lNetpa |, koTo-
pbii B 1717 roay nsgan kHury «HOHOCTM YecTHoe
3epuano, nam MokasaHne K XXUTENCKOMY 06xoxze-
HWto» — nepsoe B Poccnmn nocobure, B KOTOPOM
nmMeeTca pasges, NOCBALEHHbIA TaHUaM. B Hem
JaroTCA yKasaHWs Mo NpaBUAbHOMY UCMONHEHUIO
pa3nnyHbIX xopeorpaduuecknx puryp v geuxe-
HWI, NOAYEPKNBAETCA BaXXHOCTb YMEHMWA TaHLe-
BaTb A/ CBETCKOrO YesioBeKa, ykasbiBas, YTo 3TO

1. ITmké T (oT dp. étiquette — 3TVKeETKA, HAANWCb) — MpaBuAa
nosejeHus Ntoaen B obuiectse

paccMOTpeTh MOsBAEHWE U BAUSHUE TaHLA Ha KYAbTypy
cBeTckoro obuectsa anoxu Metpa |, paccmaTtpusas ero
B UCTOpuorpaduyeckom acnekre. B ctatbe ncnosb3o-
BaHa v NpoaHannsnpoBaHa bubanorpadus coBpemeH-
HuKoB lMeTpa |, a Takxe AnTepaTypa HaluUxX NOKOJAEHUNA.
ABTOP NPUXOAUT K BbIBOAY O NMPOTrPeccMBHON 1 MHHOBA-
LIMOHHOW 3HaUMMOCTU pedopM NETPOBCKON 3MOXH, B pe-
3yNbTaTe KOTOPbIX 3anasHoeBponerickas xopeorpadpus
BMOCAEACTBUW UHTErPUPOBanach B POCCUACKYH KyAbTypy.

Knrouesseie cnoga: maHey, amukem, anoxa Mempa |,
XVl 8., ucmopuoepadgbus, accambreu, 6abl, yepeMoHua-
JIbl, Xopeoepaguyeckue 0CobeHHOCMU, C8eMckas Ky/1emy-
pa, OHesHUK bepaxosbya.

OAHa 13 HeOHBXOAMMbIX COCTABAAIOLLMX XOpOoLLero
BOCMUTaHMA. B HEM MOXHO Npo4nTaTh: <MONOAOM
LWAAXTUY AN ABOPSHUH» AOJKEH BblTh coBEpLUE-
HeH B «sA3blkax, KOHHOW e3/e, TaHLLOBaHWUW, B LUMNaXx-
How BuTte» [19]. [NeTp ¢ yBaXkeHNEM U MHTEPECOM
OTHOCWJICA K XOpeorpapuuyeckomMy UCKyCCTBY. Yxe
BO Bpems nepBoW noesakun B EBpony oH npuHu-
MaJs yyacTue B TaHLeBabHbIX cobpaHmsx [8, c.116].
CobcTBEHHbIM NpuMepom lMeTp | geMoHCcTpupo-
BaJl XOPOLUME MaHepbl MOBEAEHNS, yBaXUTeNbHOE
OTHOLLEHME K APYIUM, U LLEHHOCTb JTMYHOCTHOTO
npuopuTeTa Kaxaoro vyenoseka. OH npuraawan
B Poccuio MHOCTpaHHbIX TaHLMENCTEPOB A5 TOTO,
4TOObI Y HUX 0BYYanuChb TaHLEBATb YlEeHbl LLAPCKOW
CEMbW U KPYMHble BENBMOXM.

B nctopuorpadum o taHuax XVIII B. MOXHO Hait-
TV MHOTO BbICKa3bIBaHUN O HEOHXOAUMOCTU pPa3BK-
TS Xopeorpadmnyeckon KyabTypbl ¥ NpUBAEYEHNS
3apybexkHbIX MacTepoB, CMOCOOHbIX AaTb XopoLuee
obpasoBaHue. Tak B. BceBonoackumii, apryMeHTm-
pys 06bsiBAEHME B razeTe 0 HEOBXOAUMOCTM yCayr
TaHUMelcTepa ans Kagetckoro kopryca nucan:
«OyeBNAHO, C OAHOWN CTOPOHbLI, B ,TaHLLOBa/b-
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HbIX MacTepax” He YyBCTBOBa/IOCb TOrAa U36bITKa,
HO C APYroW, camas MbIC/lb OTbICKMBATb UX B Npeje-
nax Metepbypra yepes raseTy ACHO CBUAETENLCTBY-
€T, YTO OHW He COCTaB/AAM TOTAa Y HaC U CAULLKOM
60/1bLIOW PEAKOCTU, KOTOPYHD HY>XHO BbI10 Obl BbI-
NMMCbIBaTb HE MHaYe, KaK 13-3a rpaHuubl» [4, c. 209].
N. 4. baok otmeuana, uto B Hauane XVIII Beka
6anbHbIV TaHey, — KyAbMWUHauus ¢opm obLye-
CTBEHHOM >XM3HW, HE3aMeHUMOe CPeaCcTBO noka-
3aTb CBOO LEHHOCTb, CBOW BEC, CBOKO NPUrOAHOCTb
A9 3TOW XKMN3HW, HaKOHeL, MOMpPOCTYy CBO NAeo-
JIOT1to, CBOE YMeHMe 3BYyYaTb B YHUCOH CO BCEMMU
obLenpusHaHHbIMK ycToamu [6]. TaHel, 661 cpes-
CTBOM pernpe3seHTaumm, obLeHns, a He TONbKO UC-
KyCCTBOM. 3TO 3aCTaB/AaN0 06paTnTb NpUcCTaibHoe
BHVMMaHWe Ha TpaguLnmn NCNOJHEHMA N Npenoja-
BaHWA xopeorpadum, nbo oHM NOMOratoT packpbiTb
Ba>KHble acneKTbl XXM3HW, MUPOBO33PEHMA U OCO-
H6EHHOCTU KOMMYHMKaLUK Nt0Ael TOro BpeMeHU.
B nepsoii nonosuHe XVIII Beka ypoBeHb npo-
rpecca eBponenckon TaHLeBalbHOW KYAbTypbl
B Poccuum Havan akTMBHO pactu. N3yums aHeB-
HUK BeprxosibLa MOXHO MOHATb, UTO TaHL bl yXe
K 1721 rogy cTann 3HauUNTENbHOM YacCTbO PYCCKOM
KynbTypbl. OHM conpoBoXaanu Beiclwee obuectBo
Mo pasHbIM NOBOZaM, NPV NPOBEAEHNN NMpPa3s-
HWKOB, MackapazoB, penepBepKkoB, accambnei.
He cMoTps Ha npoTecTbl NpeacTaBuTeneli cTapbix da-
MWAWNIA, CTapLLIEro NOKOAEHUS, ANS KOTOPbIX HOBble
n3MeHeHus B 0bLLecTBe Ka3aancb He NPUEMIEMBI,
TaHLbl ABAAANCH ANLWb MPUHYXAEHHOCTbIO, BCE paB-
HO OHW BbIHY>XAeHbl 6blM TaHLEeBaTb NOKa TaHLyeT
nMmnepartop. «[1eTp AnekceeBnY He TONbKO yKazamu,
HO M JIMYHBIM NPYMEPOM CTPEMWIICA 3aCTaBUTb JBO-
PAH NPUHATL HOBbIN cNocob obuieHns. [enan 310
Lapb C NPUCYLLMMM eMy YNTOPCTBOM U SHEPTUER, OH
nocewan NouTK Kaxxayto accambsiero, MHOrAa cam
pacnopsaxanca TaHLuamu, BbifesbiBas, No C1I0BaM Ka-
Mep-roHKepa B cBUTe repuora lNoawTtnHckoro bepx-
rofblia, Takne ,Kanpuoamn”, KoTopble COCTaBMUAN Obl
YecTb JYULLUM eBpOMenckum baneTmencTepam Toro
BpemeHun» [12, c. 28]. FO.A. baxpywwmH nuwerT: «MeTp
n3obpen CBOW TaHew, TMNa HeEMeLIKOro rpoccdartepa
(HemeLKMA BapuaHT KOHTpAaHca — M. A)). B pas-
rap UCMOJHEHMA 3TOro TaHua ,Lapb” nam ,Mapwan”
6ana nosgaBan YCNOBHbIN 3HAK My3blKaHTaM, No-
C/le KOTOPOro Te YCKOPAIN B HECKO/IbKO pa3 Temn
TaHUa, NpeBpallas ero B HeKuit ranon» [2, c. 18].
B snoxy [lMeTpa | TaHey, noay4nn 3HauyeHne odun-
LManbHOro LiepeMoHmana, Cnocobom npescTaBuTb
cebsa obuiecTBy, cnocobom ana 3Toro camoro ob6-
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LecTBa oTpearnpoBaTb Ha 3HaUMMble COObITUS,
W ctan Tpaaunument. [laxe Ha rocyfapCTBEHHbIX
MeponpuAaTUAX, HanpuMep, Npa3gHoBaHWe Mupa
co lWBeumeir, nnaHMpoBaNnCh M UCMOAHAANCH TaH-
Ubl. ix ocobeHHOCTBHO BbINO BblAENEHWE NepapXM-
YecKoW BEPTMKANW BAACTU: TaHLYyHOLME CTAaHOBWNCH
B Napbl, COOTBETCTBYIOLLME UX COLIMANbHOM 3HaUn-
MOCTW. ITa >ke 0cobeHHOCTM Bbla MOAYMHEH NOPS-
JOK pacnpeseneHnsa  UCNOAHEHUA TaHLLeBalbHbIX
HOMepoB. /1o Hac AOLAN HEKOTOPbIE ONMCaHUs Me-
TpOBCKMX npa3sgHecTs, Tak C.H. Xyaekos B cBOeM
pacckase OnucbiBaa HEKOTOPblE NOAPOBHOCTU TaH-
ua yBmaeHHoro Ha Accambnee 2 y V. TonoBknHa
B 1721 r.: «aecaTb Au ABeHajuaTb Nap cesa3anu
cebs HOCOBbIMW MAATKaMU, U KaXXAbl U3 TaHLe-
BaBLUUX, MONEPEMEHHO, NAs BNepeam, AONXKeH Obin
BblAyMbIBaTb HOBble Gurypbl. OCO6eHHO fambl TaH-
uesann ¢ 6onblimm yaoBonbctBnemM. Korga ove-
peab fOXOAMNA JO HUX, OHU Aenann cBou Gurypsl
He TONIbKO B CAMOW 3a/1e, HO 1 NMepPexoanaun B pyrme
KOMHaTbl, HEKOTOPblE BOAUAN B Caj, B APYrom 3Tax
AOMa u gaxe Ha yepgak» [5, ¢.52]. TaHubl ABAAANCD
TPYAHBIM UCMbITAaHWEM ANSA YY4aCTHUKOB accamb-
new. B kocTtoMax 66110 HEKOMGMOPTHO, ABUXKEHWS
M3-3a 3TOro ckoBbIBaAnUCh. . ®. Burenb otmetna, uto
npv BUAe AaHHOTO TaHLa, CA0XWUIO0Ch Bnevatie-
HMe, YTO «BCe TonopLmaock n dandaporHuno» [11].
Tak>ke TaHUbl MCMONHANNC Ha cBaAbbax 1 NpeAcTas-
nanv cobol 6esyaepxxHoe Becesbe. TpagnumnoHHo-
MY W 3TUKETHOMY Hayany cBajbbbl COOTBETCTBOBAO
He TOJ/IbKO Ha4ano, Ho 1 ¢uHan, nMmetowmii obpas
dakenbHOro wecTBms, HaNMOMMHAKOLWEro cpes-
HeBeKOBble HemMeLKMe TaHubl. 1o cBMAeTeNbCTBY
M.W. MbinseBa, «BO BpeMs TaHLEB My>X4MHa eABa
Kacanca nanbLeB MapTHePLUW, a KorAaa okaH4yuBa,
TO Lle/IoBaN pyKy Aame, a AeByLuKa C My>XUYMHO
He Moria BCTynaTb B Pa3roBOp ¥ He MOrJ/1a TaHLLeBaTb
[iBa pas3a 3a Beuep C O4HUM KaBanepom» [17, c.127].
BbipasuTenbHas NocTynb B MOAbCKOM, BbITAHYTas OCaH-
Ka 1 OpHaMEHTaNbHbI PUCYHOK Ma B MeHy3Tax Bblge-
NANN NpPeKpPacHbIX TAHLLOPOB NETPOBCKOro BPEMEHW.
Bo MHormx ny6amnkaumsx, NOCBALLEHHbIX NETPOB-
CKWUM npa3gHecTBaM, OBbIUHO YNOMUHAETCA Nepe-
YeHb Ha3BaHWI NONYAAPHbIX TAHLEB, NPUBOAATCSA
XapaKTepPUCTMKHK, coobLiatoLme, 4To nepBas Yactb
Beuepa Oblna CTENEHHOW U LepPeMOHMaNbHON U co-
Aep>kana MeHy3Tbl U MOJIOHEe3bl, BTOPas >e XNBOWN
1 BECE/IOW, TOrAa UCMOHANNCD aHre3bl, anieMaHabl

2. Accambnen — HOBbIN BUA AOCyra Ans BbiCLUEro obLiecTsa,
yka3 06 yupexaeHun kotopsbix Metp | nsgan 25 Hoabpsa
1718 roga.

N KOHTpAaHCbI. MNpw 3TOM, Kak NpaBuio, nogpobHoe
onucaHue TaHuUeB OTCyTCTBYeT. HacTo B KayecTee
NCTOYHMKA MCNoAb3ytoTcA paboTel koHua XIX —
Hayana XX BB., aBTOPbl KOTOPbIX He 0baaganu mc-
yepnbiBaOWMMKN 3HAHUAMW NO NCTOPUN TaHLA
1 OMMCbIBaNN METPOBCKOE BPEMSA Yepes Npu3my yBU-
[AEHHOTO UMW B COBPEMEHHbIX TaHLLeBaIbHbIX 3aaaXx.
Llenb cTtatbu: nccnegoBatb XxapakTepHble 0CObeH-
HOCTWN BWAOBOM CUCTEMbBI TaHLA, CJIOXKMBLUENCSA NPW
[MeTpe | B kKynbTypHOM npocTtpaHcTee XVIII B.
MeTogonormnyeckme OCHOBY MCCNEfOBaHNA CO-
CTaBAAET Ky/NIbTYPOJAOrMYECKNiA NOAXOS,; OH BKAOUAET
B cebs nctopuorpaduyeckmne, ICTOPUKO-KYAbTypHbIE
MeToAbl. MIcnonb3oBaHa Takxe MexXancumnanHap-
Haf MeTOA0/10TMA C MPUBJEYEHNEM INEMEHTOB UC-
KyCCTBOBeAUeCKoro aHannsa. Matepwuanbl, cobpaHsbl
13 AHEBHMKOB, a TaKXe JInTepaTypHbIX MaTepmnanos
C LeNIbio MCCef0BaHNSA Y ONMCAHUIA NPOUCXOAALLNX
AENCTBMI TaHLa Ha accambnesx, cBagbbax, banax
B anoxy MNetpa . VimeeTca auc. EpemunHon — Cone-
HukoBoM, E. B. banbHbIl TaHey, B Poccnn B nepBoti
nonoeuHe XVIIl Beka: PopmrpoBaHue Tpaguumm nc-
noaHexus n npenogasaxus. C-MN: ®reOY BO «Akage-
mus Pycckoro 6aneta nmenun A.fl. BaraHosoit», 2022 1
[14], B kOoTOpOI OAHa rnaBa NoceslleHa banbHbIM
TaHuam B Poccun B nepeon nonosuHe XVIII Beka.
TeM He MeHee, rnaBHbIM UCTOYHUKOM 3HaHWUI O ne-
TPOBCKMUX Hanax u accambienx ABASIOTCA AHEBHUKM
kamep-toHkepa ®puapunxa Bunbrenbma bepxrosb-
ua, NnpnbbiBLEro B POCCUIO B CBMTE FONbLUITENHCKO-
ro repuora Kapna-®pungpuxa, CTaBLLIErO XEHNXOM,
a no3xe My>xem AHHbI [leTpoBHbI. epuor co cBu-
TOM NpoXxun B Poccnm ¢ 1721 no 1725 r. bepxronbu,
COMPOBOXAABLUNIA repLora, Ben NogpobHble 3anu-
CW BCEro, UTo BUAE. TaHLbl METPOBCKOrO BPEMEHM
3anmncaHbl UM Ha accambiesix U cBaabbax. Ha cBagb-
6ax TaHLbl AeNNANCh Ha LepeMOHMasbHble 1 obLve,
Ha accambnesx Takoro AeneHus, Cyasa no ero 3anu-
csaM, He 6b1no. Camu xe accambnen oduumansHo
yTBEpPXAeHHbIe nmnepatopom B 1718 r., HO npo-
BOAMBLUMECA U paHee, No cBoeMy dopmarty non-
HOCTbIO YKNablBaANCh B €BPONENCKNe TpagnLmm
XVIIl Beka: nogo6Hble BCTpeUn nog pasHbiIMX Ha3Ba-
HUAMU N B pa3HbIx 0bLLecTBax NPOBOANANCH B AH-
ravn, ®parHuymm, FepmaHnn. OTANYNTENBHBIMU MX
yepTamu H6bIAN OTCYTCTBME USNULLHEN LEPEMOHM-
aNbHOCTK, obLleHMe yYacTHUKOB, pa3NnyHble yBe-
CeNeHUns, B UNCNO KOTOPbIX BXOAUAN U TaHubl [1].
B 1717 r. Metp | nocetnn ®paHuuto n BCTpeyan-
ca ¢ JopoBukom XV. EcTecTBeHHO, Takoe cobbl-
TVe, KakK BU3NT PYCCKOrO MMnepartopa, He MOro

NPOWTW He3aMeYeHHbIM. B LLepeMoHman no noeoay
3TOro cobbITMA BXOAUA Ban, K KOTOPOMY NPUABOP-
HbI TaHLMEeNCTep 1 yunTeNb TaHLEB MaNoNEeTHErO
kopons Knoa bannoH Hanmncan cneumnanbHbIN Ta-
HeLl, B YecTb NpubbITUA pycckoro uaps [24, ¢.323].
Mo Tpaanumm XVII-XVIII BB., 6an coxpaHsan 4yepTbl
TeaTpanu3oBaHHOro Aelictea. HaunHancs oH 6paH-
JleM ¥ raBoTOM (TaHLbI-LeMOYKM, OTIMYaBLUNECH TO-
rfa HECNIOXHOWM CXeMOW, HO MOPON UCMOJIb30BaBLUNE
3aMbIC/IOBATYHO TEXHUKY), KOTOPbIE BCE TaHLytoLLMe
MOBTOPSA/IM 3@ KOPOJEM VAN FNaBHbIM MO CTapLUMH-
CTBY KaBajiepoM U KOPOJIEBOW WA FNaBHORN No cTap-
LUIMHCTBY AaMoid. 3aTeM 6an NPOAOAXKANCA MEHYITOM,
KOTOPbI KOPOb Ha4MHaA ¢ KopoaeBon. NoTom Ko-
po/b CaAWACSA, a ero AamMa TaHLeBana Cco Caeyto-
LWMM MO CTapLUMHCTBY NpuHUeM. [lanee cagmnacb
KOpOJEeBa, M K MPUHLLY BbIXOAWNA CeaytoLias jama.
W Tak nposoaxkanoch, noka AuLa, HasHayeHHble A4S
NCNONHEHWA MeHY3Ta, He 3akaHuuBanunce [10, c.40].
[anee wan obuimne TaHLbl COrnacHoO LilepemMoHma-
Ny (bpaHan 1 KOHTPAAHCHI), Cpeamn KOTOPbIX MOFAU
NCMOJHATBCA CneLmabHble NoKasaTtesibHble TaHLbl.
KynbTypa nokasatenbHOro TaHua naeonornyeckm
BOCXOANT K BpeMeHaM JltogoBuka XIV, koTopblii
XOpPOLIO TaHUeBaa W BB 3Ty MOAY Cpeaun npu-
ABOpHbIX. CaMa e Tpaguums napHbIX TaHLEB CNo-
xwunacb Bo ®paHumm B 1690-x rr. [18, c.39]. OueHb
4yacTo NoAobHbIe TaHLbl CO34aBaANCh CNeLnanbHO
K TOMY WUAWN MHOMY CODbITUIO WU AN KOHKPETHO-
ro 6ana, nx pasy4mBanu, 4Tobbl NpeACTaBUTb Cebs
npucyTcTByoWw M. Hanbonee N3BECTHbIN U3 TakmX
TaHueB — «La Bretagne», co3saHHbIN Kak noga-
poK Mo cny4vato poxaeHusa y JllogoBurKa, repuora
byproHckoro, cbiHa JlrogoBuka, repuora bpetaH-
ckoro [22, c.19].

Moao6HbIX TaHLEB NOABASNOCH MHOTO: 33 MEPBYHO
yetBepTb XVIII B. 66110 3anuncaHo okono 400 kommo-
3numii. OfHaKo ecTb BCE OCHOBaHMWA nosaratb, YTo
60/1bLUNHCTBO M3 HUX OCTaNNCh «O4HOPA30BbIMM»:
OHW 3adUKCUPOBaHbI BCErO B OA4HOM MaHyCKpuW-
Te WV OLHOM MeyaTHOM cbopHuMKe 1 BonbLle HU-
rae He BOCNPOM3BOAATCA. TakMM TaHLEeM U cTana
«La Czarienne». Kak 1 MHOTu1e TaHLLbl TOrO BPEMEHY,
3TO KOPOTKasA KOMMNO3MLUMA — YyTb JOJbLUIE MUHYTBI,
KOTOpas COCTOMUT U3 ABYX YacTei. Ha nepBoW ecTb
nomeTtka: lentement (MegneHHo), BTOpas — Bece-
NbIA pUroAoH. TaHeL, COXpaHWCa ANs Hac B MaHy-
ckpunTe «XVI erecuel de danses pour I'annee 1718»,
cosfaHHOM Xakom [le3e, xopeorpadom u nsgate-
JleM TaHLEeB, YYEHUKOM W NocieAoBaTeseM BeIMKOro
xopeorpada Payns ®élie. TexHM4eckn 3TOT TaHel,
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HanNONHEHHbIA TUMUYHBIMW LWIaraMu, KPacuBbIMMU,
HO HEC/IOXHbIMUN ABUXEHNAMUW. BO3IMOXHO, OH 6bin
HanucaH Tak, YTobbl ero MOXHO HbI10 Bbly4YNTb A0-
cTaTouHo 6bicTpo. Ckopee Bcero, «La Czarienne»
OCTaNCs OfHOPA3OBbIM, Kak U MHOTWe gpyrue na-
pajHble KOMMNO3uMLnK. BTopoli TaHel, B yecTb Me-
Tpa |, ckopee, aBAAETCA NCTOPUYECKUM KYPbE3OM.
B 1701 r. B AHrAmmM yBugena cueHy noeca «Czar of
Muscovy», nocesLeHHas Jixeamutpuio n MapuHe
Muuwek [25, c.3]. Kak 1 npakTnyeckun Bce nocra-
HOBKM 3TOrO BPEMEHW, OHa 3aKaH4yMBanacb KOHTp-
[,aHCOM, B KOTOPOM Mepes, 3puTensimMmmn npeactaBanm
BCe aKTepbl, 3aHATble B CnekTakae. DTOT KOHTP-
[aHC WM Xe ero yrnpoLLEHHbIV BapuaHT Ha Ty Xe
My3biky Bowen B 1701 r. B cbopHuk MNneridopaa.
KoHmpOaHcsl — 370 TMN TaHLEB, NOSBMBLLWIACA B AH-
rmm B KoHue XVI B. U CyLLECTBYHOLLUA J0 CUX NMOP.
WcnonHnTtenn B napax BbICTPanMBakOTCA B AJIMHHYLO
KOJIOHHY 1 TaHUYHT Napa ¢ napoin, 3aTeM MeHsHoT-
€S M NOMapHO NepexoanT K HOBbIM Mapam, NoBTO-
pAs TOT XXe Habop ABUXKEHW, MOKa BCe He BEPHYTCA
Ha cBOW MecTa. BnepBble KOHTpAAHCHI Hblan ony6-
nnkoBaHbl B 1651 r. xxoHom Maelridopaom, NoH-
AOHCKMM MYy3blKaibHbIM M3aaTeneM, ero cOopHuK
n3gaeancsa notom BnaoTtb go 1728 r. [13, c.24].
370 6bIAK NMepBble MaccoBble Ny6AMKauMKN TaH-
ues B mupe. Mo o6pasuy cbopHukos Maerdopaa
6bIN10 N34aHO MHOXECTBO APYrnX TaHLEeBalbHbIX
noabopok Kak B AHMINK, TaK M Ha KOHTUHEHTE.
YNOMSAHYTbIN HaMW KOHTPAAHC BOCNPON3BOAMACA
B cbopHukax Mnendopaa c 1701 no 1728 r., Tak-
>Ke OH NOoABAAETCA B IHUMKAONeANYECKMX cObop-
HuKax Yonla, cofep>kaBLUMX COTHU CXEM U ABHO
COCTaB/IEHHbIX MO MPUHLMMY «BCE TaHLbl, KOTOPble
yaanock Hantu», B 1718, 1745 n 1755 rr. [23, c.2].
Bbin v «Czar of Muscovy» nonynspHbeim B XVIII B.
ceilyac He yCTaHOBWUTb MaJIOBEPOSATHO: TaHLEB HbIIO
MHOTO, KaXXAbl roZ, B MOAY BXOAWIN HOBbIE XO-
peorpaduyeckme cxembl. Tak UTO, CKOpee BCEro,
nocne 1720-x rr. OH y>e He 6bln NPUHAT B aHTNNR-
ckom obutecTBe. Ho Ha pybexxe XX-XXI BB. TaHeL,
obpen HOBYHO XXM3Hb, OH MOMNan B penepTtyap co-
BPEMEHHbIX aHrAnickmx banos. CerogHsa npak-
TUYECKN BCe COBpeMeHHble xopeorpadbl TBEpPAO0
yBepeHbl, 4To TaHew nocesaweH lMNeTtpy | 1 Huka-
KWUX APYrMX BapMaHTOB CyLLeCTBOBATb HE MOXKET.
BepxronbL, B cCBOMX 3amMeTKax HEOAHOKPATHO YNOMM-
HaeT nosbckme TaHubl. OZHAKO OHW He cYMTaloTCA
NCKIFOUUTENIBHO PYCCKUM SIBJIEHUEM: C TepPUTOPUU
MonbLin (cBOEn POAUHbI), OHW pPacnpoCTpPaHUINCh
He TOJIbKO Ha CeBEPO-BOCTOK, HO U MPOHWKAY B l'ep-
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MaHwuto. Hanbonee TUNMYHoe UCNONHEHWE NOJbCKO-
ro TaHua — «B KOJIOHHY» 3a BeAyLLUNM, B KOTOPOM
BCe napbl NOBTOPAOT GUrypbl BCies 3a NepBom
napo. 3TOT BapuWaHT, CyLLeCTBYIOLNI A0 Halle-
ro BpemeHu B Poccum Toxe n3BeCTeH, HO TOJb-
Ko B 6bosiee nosgHee Bpems. bepxrosbl, onuceiBas
napHbI NOAbCKMIA TaHeL, rOBOPUT 06 nx HebOob-
LIOM KonnyectBe — 0BbIYHO O TPEX NCMONHUTENAX.
B Hauane XVIII Beka B enHyI0 rpynmny ¢ NOAbCKU-
MU BXOAWAN TaHLbl, UCMONHABLUNECS B Pa3HbIX TEM-
nax,— npejLecTBEHHMKN Ma3ypKn 1 NONOHE3],
cTaswue nonynasapHbiMu B XIX Beke. Nog Ux put™
6bICTPOro AN MeANEHHOTO UCNONHEHWS NoAbupa-
ek warn. IMeHHO B 3TOM M Kpblaacb He O4YeHb
NMOHATHas NPUYMHA JOHBM K HUM NETPOBCKOrO 06-
LLLleCTBa, eC/IN OPUEHTUPOBATLCA Ha NO34HUE OMNK-
CaHWA NoNOHe3a Kak MeAJ/IEHHOTO, TOPXXECTBEHHOTO
M CKy4HOro wwectsus. [onbckme TaHupbl 3noxm letpa,
no cBnaetenbcTBy bepTxronbLla, cogepxanu Npbix-
Ku. OHW CyLLeCTBOBaIM He TOIbKO B Pa3HbIX PUTMaXx,
HO U B pa3Hbix GdopmMax. Tak OH OTMeuaeT, uTo Le-
peEMOHMaNbHbIE MNONbCKME TaHLbl Ha CBasbbax Uc-
NONHAOTCA TPEMSA U MATLHO Napamu, MMEHHO 3TUMMU
KOMMO3MLMAMMN OTKPbIBaAN U 3aKpblBanu CBaZebHbIN
6as, Tak Xe MJ1aHMPOBaNOCh, KTO U C KEM UX TaHLLyeT.
B cBA3M C 3TMM LlenecoobpasHo NoCTaBMTb BOMPOC
He TO/IbKO 0 dopMax NONbCKMX TaHLLeB anoxu MeTpa,
HO M 06 MX cTaTyce Kak LlepeMOHMaNbHbIX TaHLEB.
B Poccum B nepeoit nonosuHe XVIII Beka 6bia no-
NynspeH NoJsioHe3, ero onpejeneHne oTHOCUTCA
K no3gHeMy BapuaHTy XIX Beka, B XVIII Beke ero
Ha3blBaAW TaHeL, [oAbCKUIA UK NPocTo MonbCKui.
BonblIMHCTBO yNOMMHaHWI O NoaoHe3ax B Poccum
JAatoT Memyapsbl, MO 3TUM UCTOYHMKAM MOXHO Bbl-
JAeNVTb OTAeNbHble ero vepThbl. LlepeMoHmanbHble
nosioHe3bl Ha cBaZbbax B MeTPOBCKOE BPEMSA TaH-
LeBaanCb B TPW UAN NATb Nap, NpUYeM CocTaB 3TUX
nap 6bin CTPOro pernameHTMPOBaH, a nepeja HUMH
BbICTYNaN LlepPeEMOHMIMENCTEpP. 3TO NO3BOAAET Npes-
MONIOXWTb, YTO AaHHbIE TaHLbl COAEPXKann He COXK-
Hble GUrypbl, Tak Kak UX Npegnonaranocb UCNONHATb
pOoAMTENAM XEHNXOB M HEBECT Ha CBagbbax, TO ecTb
NroaaM, NpodeccnoHanbHO He 0byYaBLUMMCS TaHLLaM.
Y bepxrosibua B ONMCaHWM 3TOro TaHLa, eCTb MHOrO
YNOMWHaHWIA O NOJIOHE3e Kak O CBaZebHOM TaHue
M MeHbLLUe Kak O TaHLe Ha accambiesx 1 NpasgHmKax.
B Poccuun B noaoHe3bl 4acTo BKAKOYann Gurypel,
HO eCcAun UX UCNONHANM ABeHaAuaTb nap, Kak Ta-
HeL, wecTBune, Torga Gurypbl MOrAM OTCYyTCTBOBATb.
Y bepxronbua B xopeorpadun TaHLa COXPaHNAOCb
YNOMWHaHWE MPbIXKKOBON TEXHWUKW. 3apybexHble nc-

TOUHWKWN COAEP>KaT Maso CBEAEHWIM, MOMOraroLLmX
B BOCCTAHOBJ/IEHUW GOPMbI PYCCKOrO BapuaHTa nosio-
He3a. B MNosbLue, Ha POAMHE TaHLA, ONMUCAHWIA He Co-
XpaHWAOCh, a yroMunHaHus B rasete «Kurier Polski»,
n3zaBaBluencs B BapLuaBe, MO3BOAAIOT YCTaHOBUTD,
YTO 3TO ObIN LLEPEMOHMANbHBIV TaHeL, MeANEHHbIN,
YTO OT/IMYAJIO ero OT «MpbIratoLLLEero» NoJAoHe3a Npu
MeTpe |, npeacTaBasBWEro coboM LWeCTBNE, BO rNa-
BE KOTOPOTO LA caMas CTaTyCcHas U3 NpuCyTCTBy-
FOLWMX Nap — KOopoJieBcKas.

Cneayrowm BUAOM TaHLA, pacnpoCcTpaHmBLUNM-
ca B Poccun, ctan meHysm. B EBpone ¢ Hero Hauun-
Haancb Bce H6anbl. OnncaHne CTaHAapPTHOM CXeMb
MeHy3Ta BCTpPeYaeTca B TaHLleBaNbHbIX yYebHMKax:
B 1717 r. ero nomeluaeT B cBoen kHure Ffotdpug Tay-
6ept, B 1725 r.— lMNbep Pamo, B 1735 r.— Kennom
TOMANHCOH. Bce OHM CXOXXM Mexay cobol: TaHLyo-
LLas napa BbIXOAWAA B LIEHTP, PacXoAnaach B pa3Hble
YrAbl M NapTHEpPbl HECKOJ/IBKO pa3 MeHAANCh MecTa-
MU Mo TpaekTopumn 6ykBbl Z uan obpaTHo S. Janee
(OpVeHTNPOBOYHO B CepeAnHe TaHLa) KPY>XXUanch
nooyepeAHO 3a MPaByto 1 JIEBYIO PYKY 1 BHOBb TaH-
LeBaNn HECKOJIbKO PUCYHKOB Z, U, Kpy>Xacb 3a ABe
PyKW, BO3BpaLLanncb K MecTy Hadana TaHua. Mpu-
YyeM CHauasa TaHLeBaja Nnapa xo3seB UM Hanbonee
3HaTHbIX NPUCYTCTBYIOLLMX, 3aTeM KaBanep cajnics,
AaMa npurnawana cebe Apyroro kaBasnepa As TaH-
ua. MNoToM BCe MeHs10Cb HA0bOPOT, Aama caamaach,
a kaBasiep npurnawan cebe Apyryto Aamy, 1 TaK npo-
[,0J1>Kas0Ch MOKa BCE TOCTU He CTaHLOT MEeHyaT.
MeHy3T anoxu MeTpa |, NCXOAA U3 NCTOUHMKOB, Obln
N3BECTEH elle 40 nepBbix accambaeii: B 1710 rogy
Ha cBaZbbe AHHbI I0aHHOBHBI, €ro TaHLEeBaAn Ase
Kapavupl [7, ¢. 74]. BO3MOXHO, UMEHHO MEeHY3T Ha-
ymHan 6an, a Mor YepesOBaTLCA C APYrMMU TaHLLAMM
[5, c.354]. EcTb cBMAETENbCTBA, YTO MEHY3T He CUun-
Tancs «benbiM» TaHUEM, NapTHeEpPbI NpuraaLlaim
ApYyr Apyra no oyepegun. Kpome Toro, XoTa OH 1 Mor
OTKPbIBaTb TaHLbl Ha accambiesix, 3TO BOCMPUHU-
MafnoCb Kak Tpajgmuma, a He Kak LepemoHuan. Tak,
B onuncaHmu ceaabbbl rpada lMywkmHa, oTMeYeHo,
YTO MEHY3Tbl UCMONHAINCH BO BTOPOW YacTu, cpe-
AV CBOBOAHbIX TaHLEB, @ LEPEMOHMNAbHbIMU SB-
NAANCb NOAOHe3bl. Ha accambnesx MeHyaTbl Takxe
MCNONHANNCDE KakK B Hayase TaHLUEBalbHOM YacTy,
Tak u cpean apyrux TaHues [4, c. 337]. OcHOBHble
BEPCUMN NPOUCXOXKAEHNA MeHY3Ta nsnoxuaa xy-
nva CaTToH B cBoel cTtatbe 1985 [26] roga v Tam xe
npoaHanM3npoBana apryMeHTbl Kaxa0ln Bepcum.
OHa yka3biBaeT, YTO MEHy3T — 3TO TaHeLl, BbIpOC-
wnii anbo mn3 ranbapabl XVI n XVIl Bekos, anbo

N3 KypaHTbl — MapHbIX TaHLEB C NCMOJIb30BaHNEM
KOMBMHaLM Wwaros. MeHyaT aBasaca ¢ppaHLy3-
CKUM HapOAHbIM TaHLEeM, NepeLlesLlvmM B TaHL3a-
Nibl 3HaTX, BO3MOXHO, UICTOYHMKOM GOPM MeHy3Ta
ABnseTcs 6paHAn — TaHeu ana Aroboro koanye-
CTBa ucnosHuTenen. B pucyHke TaHua cnonb3yeT-
€A BOJIHWCTaA WaM 3MENHas INHNA, KOTopas Mno3xe
nepewna B durypy Z. MeHyaT 6bin coumHeH XaH-
batuctom Jltonnm Kak coumanbHbIv TaHew, BNepBble
npeacTaBaeHHbIn ans Jlrogosuka XIV, nam kak cue-
HUYeCKWI TaHel, BrepBble NCMOHEHHbIV B «bane-
Te Houn» 1653 ropa n «banete BpemeH» 1654 roaa,
OTKyAa OH ObICTPO PacnpoCTpaHWACA, HaNONHUB
BanbHble 3abl. XoTa cama [. CaTToOH He CKoHAeT-
CSl K KAKOW-TO OZHOW BEPCMM, OHa OTMEYaeT, YTo
HW J0Ka3aTb, HN OMPOBEPIrHYTb HW OAHY M3 TMNoTe3
Ha JaHHbI MOMEHT He NPeACTaBAAETCA BO3MOXHbIM.
CnoxHee BONpoc 06CTOUT C aHIMACKUMUM TaHLa-
Mu. HazBaHwue «aHene3» 3 6blIToBano B Poccmm ToNb-
KO HebosblON Nepuog nepeoi yetseptn XIX B.
[lo 3TOro B anTepaType yalle UCnoib30BanoCh Ha-
3BaHMe «KoTpagaHchl» (oT ¢ppaHL. Contradance).
BmecTe C TeM KOHTpAaHCaMu MOTAM Ha3biBaTb Kak
aHIINACKME MO NMPOUCXOXAEHNIO TaHLbl «B KOJOH-
Hy», Tak 1 ppaHLy3ckue «B kape». bepxrosbL, B AHEB-
HWKe MULLET O TaHLax «B KONOHHY», Ha3blBas MX
aHIIMACKMMU, U BCErO OAMH pa3 ynoTpebaser cno-
BO «KOHTPZAAHChI». YTO KacaeTcs aHIMIMACKUX TaH-
ue., To y bepxrosbLa oHV NOAPO6HO He onmncaHbI:
Mo CyTW, TONbKO TO, UTO MX NOBUAN U C YAOBOb-
cTBmem npbiraan. OfHako B NeTPOBCKME Bpeme-
Ha 3To 6blna 6osblias rpynna TaHueB. 3TV TaHLbl
cbopmumpoBanncb B AHFAIMM BO BTOPOW MOJIOBU-
He XVII Beka, n B KOHLe Beka nonaan Bo PpaH-
LMo, rae CTann oyeHb nonynspHbl yxe B 1700-x rr.
" rae copMmMpoBaNnCh NPaBmia UCMONHEHWNS La-
ro. Of4HMMM U3 CaMbIX YaCcTO UCMONb3YyEMbIX HblIM
ABVXKEHMSA raBoTa U eMN-KOHTPATOHbI, MOCTPOEH-
Hble Kak pa3 Ha MpbI>XKax, YTO COraacyeTcs ¢ onu-
caHunem bepxronbua. N3 AHranm n ®paHumm 3tn
KOMMO3MLMKN pasowance No Bcemy Mupy. o xo-
peorpaduyeckon CTPYKType OHWN NPeACTaBAAAMN «KO-
NOHHY», TAe KaxAas napa no oyepeam TaHLeBana
CO BCEMW APYTMMUN U UMena 3aAaHHbIA Habop du-
ryp. MNpuuem, Yyacto napa, TaHLUyoLWas NePBOW, CO-
NMpoBana, a oCcTajsbHble el TONbKO acCUCTMPOBaNN.
Ocob6eHHOCTb aHMMICKNX TaHLLeB — 3TO U B3au-

3. AHMé 3 nam AHrna3 (op. anglaise — «aHraniickmine) — co-
6vpaTenbHOe Ha3BaHWe TaHLEeB, PacnpocTpaHéHHbIX B EBpo-
ne B XVII-XIX Bekax (ppaHLie3, XOpHain, KOHTpAAHC 1 4p.)
1 NPOUCXOAMBLLVNX FNaBHbIM 06pa3om M3 AHMIUN.
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MOJAENCTBUE C APYTMMUN TaHLYHOLWMUMU, U AEMOH-
CTpaumns CBOMX YMEHWI B UCMOAHEHUM CNOXKHbIX
buryp 1 waros. Ans aHrnesa xapakTepHa bbicTpo-
Ta U XMUBOCTb ABUXEHNA. KOMNO3MLMOHHas CTPYK-
Typa 3TOro TaHLa CXoXa € MOCTPOeHMEM 3KOCe3a,
a UMEHHO B /1B€ KOJIOHHBI, T.€. KaBaiepbl CTOAT Ha-
NPOTUB AaM, T.€e. PacnoJsIoXeHue nap Apyr NpoTne
Apyra, a He apyr 3a gpyrom. HeT nouTn Hukakom
pa3HULbl MeXAY 3KOCE30M W aHr/1e30M, N1Lb Ta,
4TO NOC/NEeAHUI B Typax 1 My3bike Honee NpoTsaxK-
HbI U HE AMHAMWUYHBIN. B 3KoCe3e Temn 3HaunTeNb-
HO ObIcTpee v Typbl Hosee 3akpyraeHsbl. B aHrnesbl
MOFYT BXOAWUTb YeTbipe, BOCEMb, W LLECTb TYPOB.
«[pbirarowwmin aHrne3 60blue CKIOHAETCA K 3KOCe-
3y, NOCKOJIbKY CKOPbIN TEMM U TypPbl MOYTUN OfMHa-
KOBbIE; 3TO TaKXXe aHrNO—LUOTAaHACKMIA TaHel, U Mbl
BMAWM B HEM COEJMHEHME aHrne3a 1 3kocesa kKak
B BennkobputaHum coeanHernme Anranm n Wot-
NaHANN. B KONOHHY CTPOUTCS OT YeTblpex 40 Mak-
CUMYM ZBEHaALaTV nap, paj KaBasepoB HanpoTuB
pAaga AaM, Tak UTo nepeas napa MOXeT Laccupo-
BaTb BHW3 MO KOJOHHE BHYTpMW Hee» [21, c. 113].
MeTp | NO3HaKOMWACA € KOHTpAaHCaMU B AHrAUNK
elle BO BPeMs CBOEro NepBoOro nyTewwecTBus, rae
OHU BOCMPUHMMAANCh KaK TaHLbl POAHOM CTpaHb,
M X TaHUeBann Bce cocnoBma obwectBa. KOHTp-
[,aHCbl OH MOT BUAETb Y BO BPEMSA CBOEr0 BTOPOTO
nytewecteus. Cyaa no aHeBHUKY bepxroabua, aH-
FAMACKMNE TaHLbl OblIM 4OCTaTOYHO JHOOUMBI, UX
MOTF10 CMONHATb A0 ABEHaALaTb Nap O4HOBPEMEH-
HO, HauMHaNa nepeas napa, 1 3aTeM TaHeL, «BO-
HOW» JOXOAWA A0 BCEX Map no ouvepean. Poccuiickas
Nto60Bb K KOHTPAAHCaM MOJHOCTBIO YKaZblBaeTCA
B 0OLLYHO KaHBY eBPOMenCcKoN TaHLEeBaNbHOW MOZbI.
MeHy3Tbl, NONbCKNE N KOHTPAAHCHI Ha METPOBCKMX
H6anax BCTpeyaroTca Yalie Bcero. Ho Tonbko nmm
pernepTyap He orpaHUYMBaNCs, XOTS NpoUne TaH-
Libl YNIOMUWHAKOTCA ropa3go pexe. Cpean HUX MOX-
HO Ha3BaTb annemaHay. AiemaHoa — NPUABOPHbIN
TaHeL, aHrANNCKoro npoucxoxaerus. Joub MNeTpa,
AHHa, Ha O4HOM 13 NPUABOPHbLIX 6anoB., rae nNpu-
CyTCTBOBaA €€ XeHUX, NPuHL, FONWTUHCKWIA, TaHLe-
BaJla 3TOT BXOAMBLUNIA B MOAY NPUABOPHbIV TaHeLl,
E€ ncnonHeHne npunBesno B BOCTOPr BCEX MPUCYT-
CTBOBaBLUMX W BblNO HE TONBKO NMPMMEPOM W3bl-
CKaHHOrO KOKETCTBA, HO M 0Ka3aTeNbCTBOM TOrO,
UTO PYCCKOMY ABOPY He Uy>XK/bl eBponenckme Hpa-
Bbl. 3TOT TaHel, NO OT3blBaM COBPEMEHHMKOB, OT-
JINYancs CTPaCcTHOCTbIO, XOTA Obl MeAIEHHbIM, OH
MO3BOIAN XXEHCKOMY MOY NPOABUTbL BCHO NMPUCYLLYHO
eMy KOKEeT/IMBOCTb M NpuAaBan Anuam Aam camble
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pa3Hoob6pa3Hble BbipaxeHus. AaneMaHaa coctosna
N3 «MOCTOSAHHbIX BEPYEHWNIA, OT KOTOPbIX KPY>XKMUTbCA
rosioBa M TYMaHUTCA paccyfok» — Tak oxapakTe-
pusosan ero . ®ut — asTop Tpysa «OnbIT 3HUM-
Knoneaun GrUsnyecknx yrnpaxkHeHu», U3jaHHoro
B 1794 rogy. BmecTe ¢ Tem, TaHUEeBabHasA TEXHU-
Ka anneMaH/bl BKAtOYana B cebs Takme 3NeMeH-
Thbl, KaK YeTkune Wwarn n nerkne noaaep>kkn. OueHb
Ba>XXHbIM B UCMOJIHEHWWN CYMTaNacb ropAas ocaHka,
NAaBHOCTb 1 B TO Xe BpeMs onpegeneHHas cTpo-
roCTb ABUXKEHWI. XapaKTepPHOW YepPTON 3TOro TaHLa
MOXHO CYMTaTb JOMNOAHUTENIBHOE B3aUMOAENCTBME
MeXay napTHepamu, YTo npugasBano eMy rapmo-
HUIO U PUTMUYECKYHO CTabUNBbHOCTb.

Elie ogHOM nonynsapHOWM rpynnon 6blan TaH-
Lbl, OCHOBaHHbIe Ha UMMpoBM3aLmn. Hanpumep,
«25 nona 1721 r. gecatb-gBeHaguaTb Nap CBA3anm
cebs HOCOBbLIMW NAATKAMU U KaXKAbI TaHLLOP, OKa-
3blBaBLUMACA Brepean rpynnbl, AOAXEH Obla Npu-
AyMbIBaTb HOBble Gurypbl. 8 HoAbps 1721 roaa
umnepaTop 3aBen TaHew, Ha AeBATb Nap, B KOTOPOM
BCe JO/KHbI Oblav MOBTOPATL Kanpuoawu Metpa» [18,
¢. 251]. No-BnanmMomy, BCe 3TV TaHLbl OTHOCUANCH
K rpynne LenHblX TaHLEB, rae nepsas napa 3aga-
Bafa Gpurypbl. Korga neTpoBckuin 6an ynoMmHaeTcs
B COBPEMEHHOWN HaM AnTepaType, Yallie BCEro onu-
CbIBatOTCA ZBa BUAa TaHua: rpocdartep v Lepemo-
HWa/IbHbIN TaHeL, COCTOALLMI U3 OAHUX MOKIOHOB.

ObpaTnMCcs K Tak Ha3blBaEMOMY LiepeMOHMaNb-
HOMY TaHLy, cocTosBweMy 13 NOkAOHOB. A.C. MNyLwu-
KWH onucan ero Tak: «Bo BCtO ANNHY TaHLeBa bHOW
3aJ1bl, NPW 3BYKE CaMOM NAa4YeBHOM My3bIKM, AaMbl
W KaBajiepbl CTOSIV B ABa psaja ApYr NPOTUB ApYra;
KaBafnepbl HN3KO KNAHANNCh, AaMbl eLle HUXe Npu-
cefanwv, cnepsa NPAMO NpPoTMB cebs, NOTOM NOBO-
pOTACh HanpaBo, MOTOM Ha/seBo, TaM ONATb NPSAMO,
onATb Hanpaeo W Tak ganee. MNpucegaHua u no-
KJIOHbI MPOAOJ/IKANNCL OKOJIO MONyYaca; HakoHel|,
OHW MPEKPaTUINCh, U TONCTBIN FOCNOANH C ByKeTOM
NPOBO3r1acu, YTO LLepeMOHMA/bHbIE TaHLbl KOH-
YMNCb, N NPUKa3aa My3blKaHTaMm UrpaTb MeHy3T»
[16, c.23]. Y BepxronbLia 3TOT TaHeL, ONUCbIBaeTcA
no-apyromy: «/lambl, Kak 1 B aHIIMACKMUX TaHLLaX,
CTaHOBATCA MO OfHY, a KaBanepy Nog Apyryro CTo-
POHY; My3blKaHTbl UFParOT CHa4ana poA norpebab-
HOro MaplLua, B NPOAOJI)XEHME KOTOPOro KaBajep
1 AamMa nepBoW Napbl CNepBa KAaHATCA CBOMM CO-
ceasam v apyr apyry, notom 6epyTcsa 3a pyku, gena-
FOT KPYr BAEBO W CTAHOBATCA ONSATb Ha CBOE MeCTO.
TakTa OHM He cOBAOAAIOT NPY TOM HUKAKOTO, @ TO/b-
KO, KaK CKa3aHo, XOAAT 1 OTBELUVBAIOT 3pUTENAM

Nok/oHbI. MNpoure Napsbl, 04Ha 3a Apyryto, Aena-
FOT TO Xe camoe» [5, c. 236]. NoknoHbI 3aecb nC-
MOJIHAIOT He BCe MPUCYTCTBYHOLLME, @ TO/IbKO Te TpU
Ha3HayeHHble Napbl, KTO BbIXOAWNA Ha LiepeMOHMaNb-
Hbl1 NosioHe3. TakM 06pa3omM, 3TOT TaHew, He Mor
AnvTbca goaro. bonee Toro, onuceiBaeTca 6onblue
He cam TaHel, a NpeALlecTBYrOLNE eMY NOKIOHbI.
Ha neTpoBckux cBasbbax MOKAOHbI TOXE BXOAMAM
B opuumManbHyro TaHLeBasbHYtO YacTb. Co Bpeme-
HeM, BEpOSITHO MOJa Ha eBponeickme KOMMo3nLum
NMOCTEMNEHHO BbITECHWAA PYCCKME TaHLbl U3 OKpY>Ke-
HuA MNeTpa |, n OHW, ecan 1 UCMOAHAANCD, TO TObKO
Kak rnokasatesbHble. Tak B 1710 r. Ha cBagbbe ua-
peBHbl AHHbI VIoaHHOBHbI «KapauLbl CTaHLLeBann
MasieHbKUN MeHy3T». ECTb CxoXee onmcaHune TaH-
ua, 3apuUKCMpPOBaHHOE B TOM e rodly Ha cBazbbe
kapsavka Eknma BosikoBa: «... TaHLEeBaTb CTaAn OAHW
TOJIbKO Kap/nKW, HO PycCcKune TaHLbl. 9TO NpoAo-
>Xanocb npumMmepHo go 11 yacos, n OHM MO-CBO-
eMy OYeHb Becenmance. JSlerko BoobpasnTtb, kakune
TYT ObIIV YANBUTENBHbBIE MPBIKKK, YXXUMKN 1 GU-
rypbl, Kak BO BpeMs TaHLUEB, Tak 1 y CTONOB» [7,
c.78]. B 1722 r. bepxronbL, Hanucan: «Henb3s cebe
BOODOpa3nTb, 40 KaKOW CTEMEHN OHU NHOOAT TaH-
Lbl, KaK 1 34eLlHNe MOoAble KyMLbl, U3 KOTOPbIX
MHOTVe TaHLYHT O4YeHb XOpoLwo. B 3ToT pas Heko-
TOpble ABAAANCL B CONO U B XapaKTEPHbIX TaHLLax»
[5, ¢.328]. Takum obpa3om, pycckoe obLLeCcTBO MNO-
CTEMEHHO 3HAKOMMWJIOCh C KYAbTypOW EBPOMENCKOrO
TeaTpanbHoro TaHua. KoHeuHo, B oTanuune ot EB-
ponbl, HalWW apuUCTOKpaThbl eLle He BCerga Moram
AOCTOMHO UCMOJIHATL KpacuBble COJIbHble KOMMO-
31LMK. ITO NCKYCCTBO pacLiBeso y>ke Npu niemMsaH-
Huue lMeTpa | — AHHe NoaHHOBHe [9].

OAHVM 13 CaMbIX PacnpoCTPaHEHHbIX yOeXaeHM,
CBAI3aHHbIX C 6anbHbIMY TaHUamu Poccum XVIII Beka,
ABAAETCA TO, UTO TaHel, epocghamep NPUHASNEXUT
K TaHuam 3snoxu lNetpa |. OgHako B pyccKMx NCTOU-
HMKax COOTBETCTBYHOLLIErO BPEMEHWN OMMCaHNA 3TOro
TaHLa He HalWAOCh, HO NpW 0bpaLLeHUN K HeMeL -
KWM MCTOUYHUKAMUN MOXHO 3aMeTUTb, YTO YyNOMMHa-
HuA rpocdaTepa BCTPeYaroTCa TOIbKO C CEPeANHBI
XVIII Beka, npyyemM B HEKOTOPbIX MaTepuanax oH
HOCWT Ha3BaHue «kepayc». MOXHO npocneamnTb cne-
AYIOLLYO0 3aKOHOMEPHOCTb: B CepeinHe 1 BTOPOW
nonosuHe XVIII B. rpocdatep BOCNpUHMMaETCA CO-
BPeMeHHMKaMn Kak obs3aTenbHas 4acTb OKOHYa-
HWA cBaAbbbl. Snwb B koHUe XVIII — Hauane XIX BB.
OH CTaHOBMTCA PacNPOCTPaHEHHbIM 6abHbIM TaH-
uem, ero «ceagebHasa» CTOpoHa K 3TOMYy MOMEH-
Ty ncyesaer.

V3BeCTHbIe TPU OMMCaHNA 3TOrO TaHL@ OTHOCATCA
K nepuoay mexay 1780-1820 rr. NepBoe caenaHo
BuratTu, nTanbAHCKMM My3blKaHTOM Npw [Jpe3aeH-
ckom asope B 1780-x rr. Bropoe npuHaanexnT
HemeLKoMy TaHuMelcTepy KaTtdyccy, onybamko-
BaBLemy B 1802 r. 6oabLuyto paboTy, NOCBALLEHHYHO
onuncaHWaM TaHLeB. TpeTbe — dpaHLy3ckoe, ony6-
JIMKOBAHHOE TaHLMencTepom ge KonvHbe B 1824 .
B kHure buratti HanncaHo: «TaHel, npeasiaraeTca uc-
NOJIHATL NOZ cMeHAtowwmecs putmbl» [20, ¢.19]. B Hem
NPUMHUMatOT yyactne go 12 nap, KOTopble AeMOH-
CTPUPYIOT B Pa3HOM NOC/AeL0BaTENIbHOCTU NpoMe-
Hazbl 1 GUrypbl Ha 4Be-TpW Napbl, 3aMMCTBOBaHHbIE
13 KOHTPAAHCOB. /11 3TOro TaHua NPUMeHAN0Ch ABa
TUNa MY3bIKaJIbHOTO COMPOBOXAEHNA — MeAJ/IeH-
Hblli 1 BbICTPBIN, a TakxXe pa3HO0bpa3HbIi Habop
buryp, obbeanHatoWmx otTaenbHble napbl. Kpo-
Me TOro A5 Hero xapakTepHa CMeHa My3blKaslb-
HOro COnpoBOXAeHUs (bbICTpOe — MeANeHHOe).
BepxrosbL, B CBOeM AHEBHMKE OMUCbIBaeT Pa3any-
Hble TaHLbl: LLepeMOHMaNbHble, MEHY3Tbl, aHr1e3bl,
NONbCKME U AP., HO HA OAWH N3 HUX He OblN MOXOX
Ha rpocdatep. Takol e xapakTep y TaHua kepab,
ynomMuHatoLerocs B o6beMHoM Tpyae Fotdpuga Tay-
6epTa, 3gaHHom B JSlernumre B 1717 1. n, no cyTy,
ABAAOLLMMCA SHUMKIONEANEN TaHLLeB CBOEro Bpe-
MeHu [27]. Kepab — 370 TaHew, KOTOPbIM 3aKaHuu-
Ba/MCb CBaAbObl M MHble TOPXKECTBa, TaHLyoLLne
06pa3oBbIBaNN LLEeNOYKY, MOKa3biBas pas3inyHble
durypbl. BaxkHO TO, UTO 3TO PUHANBHBIN CBafeOHbIN
TaHeL, T.e. pOAOHauYanbHKK rpocdatepa — Kepayca.
Ha 6anax leTpa rpocdatep He MCNOAHAN-
cA. TaHel, C TaKMM Ha3BaHMEM W3BECTEH TOJb-
KO ¢ cepeguHbl XVIII B, a B Poccun — HaumHasn
c pybexa XVIII-XIX BB., npuyem TaHLEBaNN ero
B PopMax, xapakTepHbIX A4 NO3AHEr0 BPeEMEHMU.
Mpwu MeTpe | cywecTtBoBan Leno4veyHbll TaHel,
npuHagaexaLnii K TOMy Xe TNy, UTo U Kkepab, —
TPAAVLMOHHBIN HEMELKNIN cBageOHbIV TaHeL, U3 KO-
TOPOro MO3Xe BbIPOC «KAaCCUUECKnin» rpocdaTtep.
OcHOBbIBaACh Ha AOCTYMHbIX ONMUCAHUAX U YTOMW-
HaHuAX rpocdhatepa B MeMyapax v ApPYrmx Nncb-
MEHHbIX MCTOYHMKAX, MOXXHO Pe3toMUPOBaThb, YTO
3TO MapHbIN BanbHbIN TaHew, YacTb GUryp KoTo-
poro chopmMmpoBanachb NoA BANAHNEM KOHTPAAH-
COB — TUMa TaHueB, kotopble B 1700-1710-x rr. eLue
TOJIbKO BXOAW/W B eBPOMeNnckyto Mmoay. B 3amet-
Kax CBOEN KHWUIM, B KOTOPOWM OMUCbIBAOTCS HEKO-
TOpble accambaen 1 cBasbbbl, KOTOpble bepxrobl,
Buaen B [NeTtepbypre ectb 3anncb NO HabAOAEHUAM
3a TaHUaMW Ha cBasbbe reapamm Manopa MaTroLu-
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KWHa: «Mexay TeM npuLien nMnepaTtop u, byayum
OuYeHb Beces, Hayan NoTOM ApPYror TaHeLl, Noxo-
XMW Ha T.H. uenHown TaHey, (Kettentanz) B Nepma-
HWW, B KOTOPOM, MO €ro NpuKasaHuo, LOXKHbI Oblan
NPUHATb y4acTne BCe HaAUYHble CTapuKkn. Te, KO-
HEYHO, He MOr/N 0TKa3aTbCA W B3sM cebe Bce MO-
noabix aam» [5, ¢.253]. Takoi xe xapaktep y TaHLa
Kepab, ynomuHarouierocsa B 06beMHOM Tpyge [oT-
bpugpa TaybepTta, n3gaHHom B flernuure B 1717 r.
W, MO CyTW, ABASKOLMNMCS SHUUKAOMNEANEN TaHLEeB
cBoero BpemMeHu. Kepab — 3T10 TaHeL, KOTOpbIM 3a-
KaHuYMBannCb CBaAbbbl N MHbIe TOPXKECTBA, TaHLY-
oL Me COCTaBaAAAN LienouKy (Aep>acb 3a naaTku),
NCMONHASA pa3nnyHble Urypbl. 310 GUHaNbHBIV CBa-
Aeb6HbIN TaHeL, T.e. NpeAoK rpocdaTtepa — Kepayca.
B antepatypHbIX UCTOUHUKAX YOMUHAETCS TaK Xe,
yto B Poccum ucnonHsam wimupudlickue maHysi. Ecan
K HUM 06paTUTbCH, TO MOXHO HaNTU iBa OCHOBHbIX
ceuaetenbctBa. OfHMM K3 HUX ABASETCA YNIOMUHaHWe
TaHLa, KOTOpbIV 3aBen Ha accambiee reHepan Ary-
XUHCKMA B 1722 roay: «ToTyac no OKOHYaHWW NOJb-
CKOrO COCTaBWJICS HOBBIN TaHeLl, (KOTOPbIW He 3Hato,
Kak Ha3BaTb), MOXOXMI HECKObKO Ha LUTUPUNCKUIA;
B HEM OMATb CTPALUHO MpPbIraan U Aenanu pasHbole
BecbMa 3abaBHble urypbi» [5, ¢.359]. Fpynna He-
MELIKMX TaHLEB, B KOTOPOW OKa3bIBaACA LUTUPUIA-
CKWI — 3TO TaHUbl B KOJIOHHY, C UCNOJIb30BaHNEM

pa3HbIX Na, B TOM YNCE U NMPLIXXKOB, FAe BO3MOXHbI
pa3sHble GUrypbl, B TOM YMCaAe N KPYXKEHMUA, a TaK-
e MOo3nLMA TaHLYHOLWMX «B 3aKpbITO nape». CTout
OroBopwuTbCA, UTO bepxrosby, B cBoeM Tpyae NOA-
YepKMBa, UTO TaHel, B6blN «MOJ06EH WTUPUACKO-
My», @ He fIBAAACA CAMUM LUTUPUNCKUM. [1o3TOMY,
Henb3s yTBepKAaThb, UTo B Poccun B XVIII Beke Hb1an
pacrnpocTpaHeHbl UMEHHO LUTUPUNCKME TaHLbl, Of-
HaKo, 3ameTkn bepxroabLa MOryT CBUAETENbCTBO-
BaTb, UTo npwu MeTpe | Bbna pacnpocTpaHeHa Moja
Ha HemMeLKMe TaHueBasbHble Tpaguumn. OgHako
Hajo y4MTbIBaTb, YTO MEPBbLIA MMMNEPATOP CUUTanN
415 cebs BO3MOXHbIM HapyLLaTb TPaAWLUK U BNOJIHE
MOT He C/leloBaTh XXECTKMM MnpasuiaM 1 B TaHLax.
He ncknroueHo, 4to Te KOMNOo3nLMK, KOTOpble TaH-
LLeBaNNCh B €70 OKPY>XXEeHUW, Bblav NpuayMaHbl Npu
poccuitickom aeope. «LLTUpUncknin» n «HemeLKnii»
TaHUbl MOFAW 6bITb MECTHBIMU ABAEHUAMM U TO/b-
KO MCMOAb30BaAN 31€MEHTbI TUMNYHBIX FrepPMaHCKUX
TaHuUeB, a bepxrosbL, NbITasgCb UX ONPeAennTb, No-
Aobpan aHanorn u3 N3BECTHbIX B UX CTpaHe opm.

WNtak, npuBnekas TaHUeBaAbHble OMWCaHNUSA, CO-
3aHHble B Havane XVIII B. Bo ®paHuunm, FepmanHunm
1 AHIIMKN Y NOAPOBHO aHann3npys KpaTkmMe 3ameT-
KU, OCTaBLUMECA HaM OT TOr0 BPEMEHM, Mbl MOXeEM
PEKOHCTPYMpPOBaTb MPaKTUYECKN BCE TUMbI TAHLEB,
NCNOAHABLUMXCA Npw gBope MeTpa I. (Tabaunua 1).

Tabaunua 1. Buabl TaHUEB U X XapaKTepHble 0CO6eHHOCTM B 3noxy MNeTpa 1

Bupa TaHUa XapakTtepHbie uepThbl

Tabavua 1. MpogonxeHne

Bup TaHua

XapakTtepHble uepThbl

3a NpaByo PyKY KPY>XMTCA CO CBOMM NapTHEPOM, 3a IEBYHO — C NMapTHEPOM
NPOTMBOMONOXHOrO MNoJia U3 BTOPOW Napbl, CHOBA 3a NpPaByo CO CBOUM,
3a IEBYIO C YYXXMM W3 TPETbEN Napbl U Tak Aasee, NOKa He OKaXeTCs B KOH-
Le KONOHHbI. AHaNOrMYHYH MNapTUIO TaHLYHOT BCE OCTasibHble Napbl.

5-a ¢urypa. Nepsas Napa, BHOBb OKa3aBLUAACA B Hauase KOJOHHbI, CXO-
autca, bepeTcs 3a ABe PYKM B "10J0UKY" N CKONb3UT BHU3 MO KONOHHE 40 Me-
CTa nocnegHer napbl. OCTanbHble MO OYepean NOBTOPAIT GuUrypy.

6-a ¢urypa. lNepsas napa coeanHAeTCA B NPOMeHaAHYHO MO3ULMIO, KPY-
XKNTCH Ha MeCTe, MOBOPaYMBaACh BHYTPb KOJOHHbI, MPOXOAUT Yepe3 BTOPYHO
napy v ABuraetcs no Kpyry. Bce octanbHble NOBTOPAIOT 3Ty GUrypy.

7-7 purypa. KonoHHa nepectpanBaeTca B LLeNOYKy, Nepsas gama nogaet

pyKy BTOPOMY KaBajepy v Tak Aajee.

8- durypa. MNepBbl KaBanep BCTaeT Ha MeCTe, 1 BCA LenoYka 3aMartbl-
BaeTCs BOKPYr Hero nLOM K BegyLiemy.

9-7 durypa. Bce nogHMMaOT pyKW, N NepBbIA KaBanep BbIXOAUT vepes
apku, BbITArMBas 3a cobow octanbHbIX. Lienouka naert no kpyry 1 BCTaeT B HO-
Bbll BapUaHT KOJIOHHbI — NepBas napa HanpoTMB NocieAHeN, BTopas — Ha-
NPOTWB NPeANOCaeHEN W TaK anee.

10-a ¢wurypa. MNMapbl TaHLYOT WeH ¢ BU3aBw. [Tocne 3Toro B napax TaHuUy-
eTca annemaHa.

1. MonoHe3

(non. polonez, dp. polonaise, oT dp. polonais — NOAbCKNIN) — TOPXKECTBEH-
HbI TaHeL-LLeCcTBME B yMEPEHHOM TEMIE, UMEOLUNIA NObCKOE NPOUCXOXKAE-
Hue. Mo onucaHuio A.B. BuHTepwMnaTa HEMELIKOTO M3gaTtensa U XyAOXKHMKa
PEKOHCTPYKLMSA TaHUa BbIrNAAMT caeayowmnmM obpasom. B kauecTse wara
3/eCb NPeANoXeHO Na-ae-byppe, B “knaccmyeckoM” BapuaHTe, 6e3 nave ne-
peA BTOPbIM waroM. KonnmyecTBo TakTOB He yKa3aHo, Tak Kak 3aBMCUT OT KO-
Nnyectsa nap.

1-5 purypa. BHauane Bce TaHUytOLLMe CTOAT NapaMu B Kpyry, nepsas napa
06X0AMNT KPYr, BCe OCTabHble NPUCOEANHSAIOTCA U CNEAYHOT 3a Hel, dbopmu-
pysi KOJNOHHY.

2-7 durypa. [loriaa Ao CTeHbl 3ana, TaHLYHOT "GOoHTaH” — KaBasepbl yXOAAT
Mo Kpyry Hanpaeo, AaMbl HaNEBO. Y MPOTUBOMONOXKHOMN CTEHBbI, OTKYAa HauuHa-
NOCb ABUWXKEHME KOJIOHHbI, Mapbl CHOBa BCTPEYAOTCA U UAYT KONOHHOW BBEPX.

3-a ¢urypa. lonaa Ao cTeHbl 3a1a, TaHUYHOT “GOHTaH", HO NpPW 3TOM Ka-
Bajsiepbl YXOAAT NO KPYry HaneBo, JaMbl HanpaBo, MPOXOoAs nepej CBO-
UMK KaBanepamMu. Y NPOTMBOMONOXHOW CTEHbI, OTKYAa HauYMHaNOChb
ABUXEHME KOJIOHHbI, Mapbl BCTAtOT B KOJIOHHY — KaBaJjiep HanpoTuB CBO-
e pambl. Mpuas Ha cBoe MecTo, BCe AenatoT 0bopoT Ha MecTe HapyXKy.
MepBas napa, HauMHaBLLasA TaHeL, OKa3blBAaeTCs MEePBOW OT JaHHOW CTEHbI.
4-51 durypa. MNepBas Napa HaUMHAET KPY>KEHWE, MOCTENEHHO NPOABUrasch BHU3, —
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2. MeHnyaT

(dp. menuet) — cTapuHHBIN HapOAHbIA GpPaHLYy3CKUIA rpaLMO3HbIA TaHel,
(XVI Bek), Ha3BaHHbIN Tak BCIEACTBUE CBONX MEJIKMX LLArOB Ha HU3KMWX MoJy-
nanbuax. MogpobHoe onvcaHve MeHy3Ta cAenaHo TaHuMencTepom [. Pamo
B ero kHure “Le maitre a danser” (1725), HO OHO cAileflaHO He OTUET/IMBO, UYTO
NMOHATb MOTYT TO/IbKO CleunanncTol-xopeorpadsl. J1. MNMekyp n3obpen Ho-
BYIO, MEHEEe CNOXHYH0 GOPMY MEHY3Ta; ero NPUHAAN U NEPEHeCN KO ABOPY
1 BO BCe Napuxckue BypikyasHble caNoHbl, OTKYAa OH BbICTPO pacnpocTpa-
HWUACs No Bcel EBpone. 3To BbiN TaHew, OTAENbHOM Napbl, r4e KaBanep C ja-
MOW TaHLLeBaNM HaBCTpeYy ApYr APYry Wan Apyr OT gpyra. 3To Aenanocb
He Mo NPSMON IMHUK, @ B FNaBHbIX KPUBbIX, MEPBOHaYaNbHO MOXOXMX Ha 06-
paTHoe “S”, NoToM Ha “2" 1 B 3ak/toueHne Ha “Z". Takum obpazom, durypa
N3 KPVBOJIMHENHOM CTaHOBWIACh BCE MPAMOANHENHee. VI30rHyTble AnHWK,
OYeBUAHO, NpUAaBaav rpaunto AsmxeHnam. KaBanep ctosn Ha O4HOM KOHLe
"S" wan “Z", pama Ha gpyromMm. OHW fenann fBa MeHy3THbIX Na, CHavana BOOK,
a NoToM ABa-Tpw Bnepes. TaHLys, NPOXOAUAN MUMO APYT ApYyra Uan BCTpe-
Yanunch, Aenas npu 3ToMm pesepaHchl, “tour de deux main”, cnpasa, TaHLeBanu
hanee, fenas cHoea “tour de deux main”, HO y>e efieBa; Npu TPeTbeW BCTpe-
ye — "tour de | deux mains”, yem 1 3akaH4MBanCs TaHeLl. Bce 3Tn BCTpeun
M NMOKJIOHbI 3aBMCENN OT IMYHOIO YCMOTPEHMA TaHLYHOLWMNX, MPUYEeM MPOAB-
NAnack NoJHasi BO3MOXHOCTb MPOSBUTL M3ALLECTBO ABUXEHUIA. B MeHy3Te co-
BEPLUEHHO BUAOW3MEHWAACh CTapas TAXenoBecHas Gopma peBepaHca 3noxu
PeHeccaHca. PeBepaHc caenancs pa3HoobpasHee U 0XuBJeHHee. B MeHy3T-
HbIX TEMMax NPOXOANAA TPOeKkpaTHas Urpa rpaLmMo3HO CHUMAEMOW LUASAMOMN,
a Takxe cnerka narnbasLLErocs n CHoBa BbINPAMASBLUErocs TyaoBuLLa. Becb
TaHel, CTUIN30BaACA FPaLMO3HBIMWU NO3NLMAMM, CKPeLLLeHAMM, NOBOpPOTa-
MU naed u np. Waana cayxuna 6oablwor NOMOLWHULEN: ee TO HaZeBau,
TO CHMManu, Npu NogaBaHuM Pyku. He TOIbKO HOMW, HO M PyKK CNOCOBCTBO-
BaJ/IM U3ALWECTBY UCNOAHeHMA. X TO onyckanw, TO MegneHHO NogHManu;
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Tabaunua 1. NMpoponxkeHne

Bup TaHua

XapakTepHble uepTbl

npw 3TOM OHW ABUTAANCL BAIOTb A0 Crnba y KUCTK, KOTOpas B CBOKO ovepesb
NPON3BOANAA COBCTBEHHbIE ABMXEHWSA. Bce CKOMBUHMpPOBaHHbIE ABUXEHMUS
PYK ¥ HOT 4OCTUrann BbICLLEN CTEMEHN MAAaCTUYHOCTU, KOTOpas cKa3blBajach
B KaXK0M pacllapkmBaHuK, B KaXKAOM NEPEXOAHOM NO3MLMK, B KaXK40M Npu-
NogHUMaHUKN Kabyka v ABUXKEHUN CKOJIb3ALLETO MO MOy HOCKa.

3. AHrnes

(bpaHu. anglaise — "aHrAnnckuin”), TaHel, pacnpocTpaHéHHbI B EBpone
B XVII-XIX Bekax.

Anrnes N2 1

1-4 1 napa cross u cast: [lama nepexoAnT B NINHNIO KaBaiepoB, KaBaiep
B IMHMIO AaM, Mexay 2 n 3 napamm.

5-8 1 napa aenaet 060poT 3a 4 TakTa 3a NpaBble PyKu.

9-16 Tpum Napbl B IMHUAX B3ABLUMCD 3@ PYKWU, UAYT MO KPyry. 2-i KaBanep
1 2 gama BeayT IVMHWUW MO NOAYKPYTY, U NPUXOAAT Ha NPOTUBOMOIOXHbIE Me-
cta (durypa nonymecsay, — demi moon)

17-24 TaHuytowWwan napa AenaeT MaaeHbKU POHA, a napa 2 1 3 TaHuytoT
NOJIOBUHY aHIIMACKOrO LUeHa BOKPYT TaHLyoWel napsbl.

25-32 Tpw napbl TaHUYHT BaabC BOKPYr obuwero ueHTpa.
AHrnes N2 2

1-8 MNepBas napa AgenaeTt NpoMeHaz BHU3 A0 3-1 napbl.

9-12 Cross u Cast off: gama 1 TaHuyeT Bokpyr 3 kaBanepa, kaBasep 1 Bo-
Kpyr 3-1 gambl.

13-16 lMepBas napa co BTOPOW AeNaroT NOJOBUHY aHIIMNCKOrO LWeHa:
demi chaine.

17-20 MepBbIli KaBanep TaHLyeT raaonom obxoauT BTOPOro KaBasepa
(chassirt), lama 1 BoKpyr gamsbl 2.

21-24 MNepBaa 1 BTOpaa Napbl TaHLYHOT NONOBUHY pOHAA. B pe3yabTaTe
NPONCXOANT NPOrpeccus.

25-32 Tpu napbl TaHLYyOT BaAbC BOKPYr ObLLero LueHTpa.

4. AnnemaHaa

(dpaHu. allemande, 6ykB.— HemeLkas; danse allemande) — nepBoHauyasb-
HO CTapWHHBIN TaHel, HemeLKoro npoucxoxaerHus. Kak 6eiToBon u npum-
ABOPHbIV TaHel, noaBuaca B AHranm, ®paHumm n HnaepnaHgax B cepesmnHe
XVI Beka. Paamep ABYAO/bHbIN, TEMM YMEPEHHbIV, MeNoAMKa naaBHas. Obblu-
HO CoCTOs1a U3 ABYX, MHOTAA Tpex-ueTblipex yacTtein. B XVII Beke annemaHga
BOLU/A B CO/bHYIO (HOTHEBYHO, KNAaBECUHHYIO U Ap.) U OPKECTPOBYHO CHOM-
Ty B Ka4ecTBe NepBOW YacTu, CTaB TOPXXECTBEHHOM BCTYMUTENbHON NbECO.
Komnosunumsa anneMaHabl MOXET BKAKOYATb ABOWX, YETBEPBIX U BOCbMEpPbIX
ncnonHutenei. MNpun atom Bce GUrypsbl, NPoTaHLOBaHHbIE KaBasepPoM, 3aTeM
NOBTOPSIOTCA AaMOI CO CMeHON poseit. VI3 npogBuMXKeHW eCTb NPOoABUKe-
HWe No NPSMON ANHUM 1 NPOoMeHad. Ecnm durypa TaHUyeTcs BBOCbMEPOM,
TO NOA NPOABMXKEHMEM MO NPAMOM JIMHWUMU NOAPa3yMEBAETCA BbIXOZA B LIEHTP
(Aanblue BCe Nacchl genaetca B LieHTpe). [1og noHbIM NpoMeHasoM nogpa-
3ymMeBaeTca NPOXoAKa Mo KPyry Tak, YTobbl BEPHYTbCA B UCXOAHYHO MO3ULIMIO.
Bo BTOpo nososuHe XVIII B. nog Ha3BaHMeM “annemaHza” pacnpocTpaHu-
CSl HOBbIN HEMELKMIA TaHeL, B BbICTPOM TeMre, TPEXAONbHOrO pasMmepa.

5. F'pocdatep

(Grossvater — HeM.), NapHbI BabHbIY TaHeL, YacTb GUryp KOTOpPOro chopmu-
poBanacb Nog BANAHNEM KOHTpAAHCOB. COCTOAN M3 ABYX YacTel: MeAJ/IeHHON,
Ba/IbcoobpasHon (My3. pasmep 3/4 n 6bicTpol (Tvna akoce3a). ConpoBoXaanca

62

Tabavua 1. MpogonxeHne

Bup TaHua

XapakTtepHble uepThbl

neHnem (Ha3BaHve TaHLua OT NepBOHaYaNbHbIX C/IOB MECHW).

— ANA Hero xapakTepHa CMeHa My3blKaJlbHOro CONPOBOXAEHUS (Obl-
CTpoe — MejNieHHoe);

— TaHewU, Kak U MHorve apyrue TaHubl pybexa XVII-XIX BB., 6b11 co3aaH
418 KOJIOHHBI U3 Map W npejnonaran ux B3auMoAencTBUeE;

— B 3TOM TaHLe UCNob3yoTCA GUTrypbl, XapakTepHble 419 KOHTPAAHCOB.

Kpome TOro, rpocdaTtep — MMMNPOBM3ALMOHHbBIV TaHeL, W Nepsas napa
BOJIbHa NpMAyMbIBaTb CBOU GuUrypbl cobatosas ero obLLyro CTUANCTUKY.

6. KoHTpgaHc

(bpaHu,. contredanse, ot aHra. country-dance, 6ykB.— fepeBeHCKMI TaHel,) —
CTapUHHbBIV aHIMNCKWIA TaHew, BniepBble ynoMuHaeTcs B antepatype B 1579 r.
VicnonHuTenn B napax BbICTPavBaoTCs B AJIMHHYHO KOJOHHY WM TaHLyHOT napa
C NapoW, 3aTeM MEHSAIOTCA M MOMapHO NepPexXoaAT K HOBbIM Napam, NOBTOPAS
TOT >Xe Habop ABUXKEHWI, MOKa BCe HE BEPHYTCA Ha CBOWM MecTa. My3bikab-
Hble pa3mepbl — 2/4 1 6/8. B XVII Beke KOHTpAaHC noasuaca B HuaepnaH-
Aax v PpaHummM, NoAyYMB HanbobLLee pacnpoCTpaHeHNe B CepesuHe 3TOro
BeKa U OTTECHUB MeHY3T. O6LLeA0CTYNMHOCTb, XXMBOCTb Y YHUBEPCANbHOCTb
KOHTpAaHCa cAenanu ero B NOCAEAYIOLWNX CTONETUAX NonyaspHbIM B EBpone.
MHOrouncaeHHbIMW Pa3HOBUAHOCTAMM KOHTPAAHCA CTanu Kaapuib, rpocda-
Tep, 3KOCEe3, aHr/1e3, TaMMeT, NaHCbe, KOTUAbOH, MaTpeayp 1 ApYyrue TaHLUbl.

B 3aKk1r0UeHMN OTMETUM, XPOHUKA CBETCKOW XXU3HM
anoxw MNeTpa, nogTBEPXXAEHHAA AOKYMEHTaMU U CBU-
JeTenbCTBaM OYEBUALLEB OTPAXKaeT MPOrpPeccMBHYHO
1 MHHOBALMOHHYIO 3HAaUYMMOCTb ero pedopM. Vimne-
paTop BHEC OrPOMHbIV BK/1aj B Pa3BUTHE AyXOBHO-
CTW W LMBWAN30BAHHOCTM CBOel cTpaHbl. OH BUAeN
3anajgHoeBpomnerckMe TaHubl Ha NpremMax 1 banax
BO Bpems BTOPOro nyTellecTsusa no EBpone, kotopble
y>e 6bin pacnpocTpaHeHbl BO PpaHLumu, B FepmaHmm
“ B AHIAUK, BNOCAEACTBUN MHTErPUPOBAAUCE B POC-
CUCKYHO KyNbTypy. Xopeorpadus 1 3TUKET, BBEAEH-
Hble [eTpom |, cpopmmpoBanm Mogenb noBegeHns,

caenanv Poccuio KynbTypHOW CTPaHOM, CnocobcTBo-
BaJ/IN CIOXKEHWIO NPaBWA BEXINBOCTW, STUKETa U Ay-
xoBHocTW. Co BpemeHeM B Poccumn nosasmance ceom
MacTepa TaHLEB, a U3ALLLECTBO 1 Xopeorpadunyeckme
HaBbIKW1 B BbICLLEM CBETE HE YCTyNnaaun eBpOnenckum.
Mocne 3noxwu lMeTpa, 6anbHbIe TaHLbl MPOAOIKANN
CBOe pasBUTME 1 TO, UTO Ka3aoCb HOBOBBEJEHMEM,
0Ka3as10Cb OBbIYHOCTBIO A1 PYCCKOro Hapoga. Cei-
yac, U3y4an UCTOPUIO, Mbl MOXEM YTBEPXAaTb, UTO
6naropaps Metpy | B Poccmm fo cnx nop coxpaHu-
nnck Banbl, rae 3TUKET ABAAETCA NaBHbIM BblpaXxe-
HMeM JOCTOMHCTBA YenoBeka.
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THE ORIGINS OF WESTERN STYLE
IN 18™-CENTURY SUZHOU PRINTS

Summary: The article explores the beginnings of West-
ern style as depicted in 18"-century Suzhou prints. It out-
lines three primary pathways through which Western art
made its way into China. By conducting a visual analysis
of pieces like Virgin Mary with a Basket of Flowers and
Western Theatre, the article demonstrates how Chinese

In the 18™ century, Suzhou prints developed dis-
tinctly Western traits, leading to their designation
as Western-style Gusu prints GEMX % 75hR). Pres-
ently, there are two predominant scholarly per-
spectives concerning the origins of this Western
influence: the first associates it with the endeav-
ours of the Jesuits during the late Ming dynasty,
while the second attributes it to the court artists
of the Qing dynasty.

In the early 17* century, the Jiangnan region
emerged as a significant stronghold for the Jesuit
mission in inland China. As missionary efforts esca-
lated, the number of Christian converts in the area
surged, surpassing 100,000, which represented ap-
proximately two-thirds of the total Catholic popu-
lation in China at that time.

Under Matteo Ricci's leadership, the Jesuits prior-
itised establishing connections with Chinese scholars
and officials, enhancing these relationships through
the provision of Western cultural artefacts, includ-
ing artistic works. In his research, Wang Qingyu
highlights, "During his journey to Beijing, Ricci en-
countered Liu Dongxing (XIZ=£), the Governor-
General of the Grand Canal, in Linging. The latter
requested the artist to produce a replica of an im-
age of the Virgin Mary. Ricci was concerned that
the replica would be inaccurate and ultimately of-
fered him a reproduction created by a young pa-

artists adopted and reinterpreted European artistic con-
ventions. This research enhances our comprehension of
the intricate dynamics and complexities involved in the
artistic exchange between China and the West during
the 18™ century.

Keywords: Western art, 18%-century Suzhou prints.

rishioner from a Nanjing church, likely made under
Ricci's supervision” . [1]

Additionally, there is further evidence indicating
that the Jesuits engaged with artists from the Jiang-
nan region, who were acquiring European painting
techniques. Some accounts even suggest amicable
relationships between them, which aligned perfect-
ly with the aesthetic of “seeking the unusual” that
was prevalent among the intelligentsia and urban
dwellers of the late Ming era.

Some Jesuits discovered that illustrated books
enjoyed greater popularity in China. On October
18, 1598, Niccold Longobardo communicated with
Claudio Acquaviva, the Superior General of the or-
der, stating, “If books could be accompanied by il-
lustrations of doctrines, commandments, original
sin, and the mysteries, it would have a significant
impact... These images would be regarded by the
Chinese as works of skill and high artistic value, and
they would be embraced” 2. [2]

Matteo Ricci also noted the profound interest
of the Chinese in illustrated books. In a letter to Fa-
ther Acquaviva dated 1608, he remarked, “We are

1. Wang Qingyu. "A Study of Objects Brought by Matteo Ricci".
1985. Collection on Sino-Western Relations, issue 1, p. 153.
FRRABDEHEME[A]PIRRICMAE—1E.1985:153.

2. Michael Sullivan. The Encounter of Eastern and Western Art.
Shanghai People’s Publishing House, 2014:51. 3552 /R- 7575/
X AREAFZARARAM]. EBAR T RE.2014:51.
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Il 1. “Annunciation,” from Song nianzhu guicheng & 23K
(Rules for Reciting the Rosary, 1619), Jodo da Rocha (1565-1623).
Courtesy of Getty Research Institute, Los Angeles (2928-787).

being invited from all directions: some engrave our
works, others reprint our books, others write about
European customs, and others reference our opin-
ions in their writings” 3. [3]

To address the needs of the Chinese and sup-
port missionary efforts, the Jesuits engaged local
workshops to create "biblical stories” and "memo-
rial sheets” (£2725K) for the faithful to use in prayer,
including Rules for Reciting the Rosary (1B &IxAIIE,
1619) (ill. 1) and The Record of the Words and Deeds
of the Nativity of God (RERESTTIERE, 1637) (ill. 2).
All of these Jesuit publications in China were pro-
duced using woodblock printing rather than cop-
perplate, as the latter technology had not yet been
introduced to China at that time.

The church schools established by the Jesuits
across China also offered painting courses, specifi-
cally aimed at training Chinese novices in the creation

3. Matteo Ricci. Collection of Letters of Matteo Ricci. 1986.
Guangji Publishing House. Taiwan, p. 369. F|I3% F|IB$H
BE[M].BBHE HAR$t.1986: 369.
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Ill. 2 The Annunciation, plate from Giulio Aleni’s Tianzhu
Jjiangsheng zhuxiang jingjie (An lllustrated History of the Lord
of Heaven Who Became Incarnate in the Flesh), Jinjiang Church,
Fujian Province, China, 1637.

of works on religious themes, such as icon painting,
engraving, and fresco. As previously mentioned, the
reproduction of the icon of Liu Dongxing (XIZ<£) was
executed by a Chinese monk, Yu Wenhui (5732 #%).

Some Jesuits also authored treatises on fine art
theory. In his publication, Answers and Questions
on Painting (B2, 1629), Francisco Sambiasi elab-
orated on the history of European art and painting
methods. He is recognised as the first individual to
release a treatise on Western artistic theory in China.

Up until the onset of the Qing dynasty, the Jes-
uits maintained considerable influence in the Jiang-
nan area. Jesuit Francois de Rougemont engaged
in missionary activities in Suzhou. His surviving ac-
count books from 1674 to 1676 indicate that a sub-
stantial part of his expenditures was allocated to
the creation and printing of icons, which were gen-
erally commissioned by artists named Qian and Li;
these icons were meant as gifts for fellow believers.
Besides icons, Rougemont also refers to presenting
perspective paintings to officials and literary figures.

Ill. 3. “The Palace with the Lotus Pond” (Teif = 3EE). Ding Yuntai (T 532%). Monochrome woodcut, ink on paper, 36.4x58.3 cm.
China, Qing Dynasty, Kangxi Era. Staatliche Kunstsammlungen, Dresden.

AT CTe R T e

Il 4. “Garden Idyll” (BAERE). Ding Yuntai (T 7t38). Monochrome woodcut, ink on paper, 36.4x58.3 cm. China, Qing Dynasty,

Kangxi Era. Staatliche Kunstsammlungen, Dresden.

Consequently, the Western style observable in
Xiuzhu prints can be largely attributed to the en-
deavours of the Jesuits. Certain artists and pro-
prietors of printmaking studios, including Ding
Yongtai (J 78%%), Ding Liangxian (T 7t%g), and
Guan Xinde (T 78%%), were adherents of Catholi-
cism. Ding Yongtai (T 78%%) was active during the
reign of the Kangxi Emperor and oversaw the Din-
glaixuan (T 3E¥T) printmaking workshop. He was
also a prominent figure within Jesuit circles. His
creations reflect a deep understanding of West-
ern artistic techniques. The Dresden State Art Col-
lections (Staatliche Kunstsammlungen Dresden)
possess his works, Palace with a Lotus Pond (11
E5eE) (ill. 3) and Garden Idyll (HERE) (ill. 4).
The former features the Latin signature: "Che Ham
Cien Tam Liu ngan Tim Xi Pi" (i EELZ T K
%), which is also present on Foreign Merchants
(7B AE) (ill. 5) and Foreigner Leading a Horse
(BAZESE) (ill. 6). The latter is signed "by Yong-
tai Albatross Tim Paulo” (fE X% 3R 2% Tim Pau-
lo), along with the publisher’s signature: “Printed

plate from the Dinglaixuan collection in Gusu” (%
75 ] REFFHR). The name “Tim Paulo” is the name
given at his baptism.

Another artist sharing the surname Ding, Ding
Liangxian (T 525%), was active within the Jesuit com-
munity in Suzhou during the 1740s and 1750s. After
the Chinese Rites controversy, he became involved
in the cases of Antdénio José Henriques (1747) and
Joseph de Araujo (1754), leading to his arrest in
1754. In his testimony, Ding Liangxian (T 525%) de-
clared, “I am a native of Changzhou County (£)),
approximately 69 years old, and an old defendant
in the Antonio José Henriques case. | engage in the
trade of Western paintings” *. [4]

The testimony suggests that he was involved in
the sale of “Western paintings” (%EI), which may
have included either imported European prints or
local imitations styled after European art. However,

4. Tang Kaijian. Collection of archival documents on Macau
issues during the Ming and Qing periods (Part 1). 1999. Beijing
People’s Publishing House, p. 294. 777132 FRE i HAR| 0] &
HEXBUCHR(—)[CLAERAR LR - 1999: 294.
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Il 5. “Foreign Merchants” (71378 AB), Ding Yuntai (T 582%). Monochrome woodcut, ink on paper, 30x30 cm. China, Qing Dynasty,

Kangxi Era. Collection of Christer von der Burg.

considering that the majority of his works are tra-
ditional floral and bird paintings ({653 @), it is pre-
sumed that by "Western paintings”, he was referring
to imported prints.

The Antdnio José Henriques case of 1747 also in-
cluded Guan Xinde (E151E), who noted in his testi-
mony that he owned a Western painting workshop
(EEJE) in Suzhou: "I am a native of Changzhou
County (), 30 years old, and | own a Western
painting workshop (GEE|JE)" . [5] His Western Paint-
ing Workshop (%BIJE) was actually named the Xinde
Firm (f57&5), and the print titled Visit to the Mission-
ary FEIEZE L) (ill. 7) produced by his workshop
further illustrates his association with the Jesuits.

A similarly pronounced religious theme is pres-
ent in the Suzhou print, Holy Family with a Basket
of Flowers (ZBF155E) (ill. 8). This print portrays
Catholic saints, with the faces of the characters de-
liberately shaded, akin to Western paintings. Howev-

5. Wu Min, Han Qi. Collection of Catholic documents from
the Yongzheng and Qianlong eras stored in Europe. 2008.
Shanghai People's Publishing House, p. 219. R 2. &35 KM
PRl gE I8z PR AR E B SR[C). LB AR H ik 1t.2008:219.
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er, during that period, such images were interpreted
by the Chinese as "yin-yang faces” (BBFER). The
term "yin-yang face” literally refers to "the con-
trast of light and shadow on the face”; however, it
also connotes hypocrisy. The figures depicted in the
print are easily linked to the Virgin Mary and Christ,
with Saint Dorothy regarded as their prototype. In
Europe, Saint Dorothy was frequently portrayed,
similar to the Holy Family with a Basket of Flow-
ers, holding a basket of flowers in her hands while
grasping a boy's hand — a representation of mercy.
The religious connections of these three men
enabled them to easily engage with Western paint-
ing (¥H)). Furthermore, as each of them possessed
their own printmaking workshop, they were able to
distribute the prints created there to Europe, lever-
aging their status as members of the Jesuit order.
This illustrates that religious and commercial ave-
nues are not inherently contradictory. In fact, it was
their collaborative efforts that promoted the exten-
sive spread of Western art in China and allowed the
Suzhou printmaking workshops to gain from glob-
al trade, which was largely dominated by Europe.
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Il 6. “Foreigner Leading a Horse” (R AZ5E), Ding Yuntai (T 782). Monochrome woodcut, ink on paper, 30x30 cm. China, Qing

Dynasty, Kangxi Era. Collection of Christer von der Burg.

At the onset of the 18™ century, a considera-
ble number of missionary painters were present
at the imperial court. Under the leadership of Gi-
useppe Castiglione, these artists brought Western
artistic styles into court painting during the peak of
the Qing dynasty. In this context, it has been pro-
posed that the Western characteristics observable
in Suzhou prints during their prime may have been
shaped by court art. This perspective is supported
by two arguments.

Firstly, there was a profound admiration for court
art among the general populace, particularly in the
Jiangnan (JL®) region. Court art was disseminat-
ed to this area through the Imperial Court (N5 )
and its subordinate departments. The Imperial Court
(RZ5HF) managed official printing operations in Ji-
angnan (7LF9) and sent court engravers to the re-
gion to engage in book production.

Court engraver Zhu Gui (A=), who originated
from Suzhou (F3M), played a crucial role in this en-
deavour. He possessed experience in working with
Western court art. In 1696, Zhu Gui (R =), in part-
nership with Mei Yufen (1844 X), created engraved

plates for The Gengzhi Tu (F43&, Illustrations of
Tilling and Weaving).

Moreover, he returned to Jiangnan during his
tenure at the Imperial Court. In 1705, he was dis-
patched to Yangzhou (#M) to engage in the en-
graving of the imperial poetry collection, Gaominsii
Shi (O000), which was organised by the Nanjing
Weaving Manufactory (BARZR3E]):

“Also honoured with the publication of the Po-
ems of the Gaomin Temple (8 2351%5), Zhu Gui (K=E)
is currently engraving and will present the work to
the court upon completion. October 22, 44t year
of the reign of Emperor Kangxi (1705).” ¢ [6]

The presence of court artisans in the Jiangnan
region facilitated the imitation of court style. The
incorporation of Western elements in the gardens
of Suzhou and Yangzhou further reflects the inter-
est of local affluent individuals in court aesthetics.

6. Ming and Qing Archives Department of the Imperial Palace.
Historical materials about the archive of the Cao family —
weavers from Jiangning. 1975. Zhonghua Publishing House,
p.35. HEBYIRIABEHEB AT ITREEREELR[M].
th{EH/E.1975:35.
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Il 7. "Visit to the Missionary” (FEDL&¥(X). Monochrome woodcut, ink on paper, 27x27 cm. China, Qing Dynasty. Collection of

Christer von der Burg.

Moreover, the return of former court artists from
the Jiangnan region to their native areas was sig-
nificant. The print Footprints on a Snowy Mountain
Road (#%3&3 ) (ill. 10) features a seal inscribed
with “former court painter” (BINIEH#Z), indicat-
ing that the artist Yunru (=%) had served at the
court. Likewise, in the Complete Illustrated Edition
of the Play Xixiangzi (ZZAFaEICE) (ill. 11), creat-
ed by Molanzi (Z£)RF), there is a seal that reads
“poet from the imperial palace” (KNIEE).

It is important to note that Qing dynasty laws
strictly forbade the forgery or unauthorised use of
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official seals. The Code of Laws of the Great Qing
(RBEREH) states:

“Whoever creates a fake official seal will face
a punishment of 100 lashes and three years of exile;
for reporting such an act, a reward of 30 liang of sil-
ver will be given; accomplices and users will receive
a one-grade reduction in their punishment.” 7 [7]

Consequently, it is improbable that Yunzhu (=#0)
and Molanzi (Z2)RF) engaged in seal counterfeiting.

7. "The Criminal Code of the Great Qing"” — a section on fraud —

falsification. { XBEHI) FIE-VELR.

Ill. 8. "Holy Family with a Basket of Flowers” (ZF{E¥%R).
Colored woodcut, ink and paint on paper, 82,8x50,2 cm. Ching,
Qing Dynasty. Collection of the Department of Graphic Arts,
Staatliche Kunstsammlungen, Dresden.

These artists excelled in both the court academ-
ic style and the southern Chinese literati painting
(XA B) tradition, navigating seamlessly between
the two styles, although distinguishing between
them could sometimes be challenging. Nonetheless,
scholars have typically noted stylistic links between
court painting and Suzhou printmaking.

The introduction of perspective in Suzhou prints
may be associated with Nian Xiyao's (% 5%) trea-
tise, The Study of Vision (f1=). This publication,
released in 1735, comprises 132 pages filled with
numerous illustrations created using linear perspec-
tive. One of the prints, illustrating a “view from be-
low of a roof” (IFLETN) (ill. 12), displays vertically
intersecting hatching lines. This suggests that tech-
niques such as crosshatching, parallel hatching, and
chiaroscuro had already emerged in Chinese print-
making by the 1730s.

During his tenure at the Ministry of Public Works
in Beijing, Nian Xiyao encountered Giuseppe Castigli-
one and studied geometry, perspective, and Western
painting under his guidance. In the preface to his

Il 9. "Saint Dorothy”, Germany, 1440-60. Hand-colored
woodcut. National Gallery of Art, Washington, DC.

treatise, The Study of Vision (f15), he states, “Since
my youth, | have been fascinated by the doctrine
of vision and have made numerous attempts and
reflections, yet | have struggled to comprehend its
essence. It was only through my fortunate conver-
sations with Western scholar Lang that | could ap-
ply Western techniques to Chinese painting” 8. [8]

He became familiar with Andrea Pozzo's Rules
and Examples of Perspective Proper for Painters and
Architects, Etc through Giuseppe Castiglione. Per-
sonally intrigued by the concept of perspective, he
dedicated a significant amount of time to study-
ing it, ultimately compiling his insights into The Es-
sence of the Study of Vision (flZ#5%8), which was
initially published in 1727. In 1734, he returned to
Beijing with a revised manuscript, and the subse-
quent year, 1735, saw the publication of the final
edition of The Study of Vision (f1%).

8. Nian Xiyao. The Study of Vision. 1995. Shanghai Ancient
Literature Publishing House, p. 1. £E#& 52 ME[M]. L85
HAR#E.1995:1.
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ill. 10. Footprints on a Snowy Mountain Road (txB8ILE), Il 11. “Complete Illustrated Edition of the Play Xixiangzi"
Yunru (=#0), China, 1748. Monochrome woodcut, ink on paper,  (EZAEIRICE]), Molanzi (258 F), China, Qing Dynasty. Hand-
colored woodcut, ink and paint on paper, 912x527 cm. Umi-Mori

93,1x47,4 cm. Umi-Mori Art Museum, Hiroshima
Art Museum, Hiroshima.

Il 12. lllustrations from the book “The Study of Vision” (M%), p. 130, Nian Xiyao, China, 1735. Monochrome woodcut, ink on paper,

32x21 cm. Bodleian Library, University of Oxford.

72

IlL13 “Beauty Playing Chess” (N3 AE). China, late 17th
century. Colored woodcut, ink and paint on paper, 27.1x45 cm.
Private collection, Japan.

Giuseppe Castiglione worked alongside Nian
Xiyao (£ 5€) mainly for educational purposes: in
addition to his role at the imperial court, he was
tasked with instructing Chinese court artists in the
principles of perspective. From 1727 onwards, Cas-
tiglione likely utilised The Essence of the Study of
Vision ({15 1528) as a textbook on perspective. It
is highly probable that court artists systematically
acquired Western perspective techniques from this
text. Some of these artists may have later conveyed
these acquired visual methods to Suzhou, thus im-
pacting the style of Suzhou prints.

In addition to the influence of the Jesuits and
court artists, the presence of Western elements in
Suzhou prints was also associated with international
trade. By the late Ming period, Western art had al-
ready permeated the populace of Suzhou, and inter-
actions with foreign merchants further contributed
to the diversification of Suzhou printmaking styles.

Xu Wenging (R X Z) observes that certain Su-
zhou "Noble Ladies” (% &) prints exhibit a clear
influence from French fashion plates. These French

Il 14. "French Noblewoman Playing the Game of Solitaire”,
1698. She sits at a table on a terrace in front of a garden with a
fountain. After an engraving published by Antoine Trouvain “Dame
de Qualite jouant au Solitaire, costume de ville". Lithograph from
Henry Rene dAllemagne’s Recreations et Passe-Temps, Games and
Pastimes, Hachette, Paris, 1906.

fashion plates were brought to China in the late
17t century °. [9] As a result of this influence, Su-
zhou “Noble Ladies” prints generally portray more
robust figures in a Baroque style, contrasting with
the sloping-shouldered, slender-waisted women
that were favoured in Chinese painting during that
period. The engraving titled Beauty Playing Chess
= A THEE) (ill. 13) is recognised as being derived
from Antoine Trouvain's etching, French Noblewom-
an Playing the Game of Solitaire (1698) (ill. 14).

Recent studies have indicated that the Qian-
long-era painting, View of a Western Theatre (F5%
R E) (ill. 15), incorporated elements from Cana-
letto's Piazza San Marco, Looking toward San Gem-
iniano (1737) (ill. 16).

It is important to highlight that, in contrast to
Western painting that was introduced to China by
the Jesuits for religious purposes and predominant-

9. Xu Wengqin. “A study of the dating of engravings ‘Noble
Ladies’ and large floral and bird images in Suzhou in the 18t
century” // 2018. Journal of Culture, No. 102, pp. 130-156. {&
XE A N\HELHMRBE L ZE A RARTESBRIN[].XE
Z+75.2018(102):130-156.
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Il 15. «View of a Western Theatre» (Fa;¥RI7E). China, Qing
Dynasty. Colored woodcut, ink and paint on paper, 92,8x56 cm.
Liaoning Provincial Museum, Shenyang.

ly featured religious themes, the arrival of secular
paintings in China was a purely commercial endeav-
our. Their distribution was likely facilitated by the
East India Companies (Westindische Compagnie)
from various European nations.

Several Bogu Tu (& E, paintings with antiques)
(ill. 17) produced in Suzhou have survived in Eu-
rope. These Bogu Tu (855 El) were created with
Western aesthetic preferences in mind and did not
follow the traditional flat composition (as, for ex-
ample, the Bogu Tu in the Chinese Cabinet of the
Menshikov Palace in St. Petersburg). Instead, the
still lifes were placed in bookcases designed using
perspective, giving the images volume and resem-
bling European trompe-Ioeil paintings.

At the 2016 Bukowski auction, three such prints
from the Skenas Manor in Vingakers were on offer.
The original owners were likely Johan Gyllenborg
or his son Jacob Johan Gyllenborg. Their relative
Fredrik Gyllenborg was a shareholder in the Swed-
ish East India Company (SEIC) at the time, through
which these prints most likely came to Sweden.
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Il 17. Bogu Tu (85 E). China, Qing Dynasty. Colored wood-
cut, ink and paint on paper, 91x47 cm. Bukowski 2016.

Based on this, it can be assumed that by the
early Qianlong (8zF&) reign, Suzhou artists had di-
rect access to European oil paintings, engravings,
and watercolours and possibly even received im-
age samples from European clients for use in their
work. Influenced by commercial interests, Suzhou
artists independently mastered European techniques
to meet market demand.

Consequently, the development of the West-
ern style in 18™-century Suzhou prints transpired
through various channels of influence entering Su-
zhou — at the convergence of Jesuit endeavours,
the imperial court, and global commerce. Shaped
by the spread of religious ideas, a fascination with
courtly aesthetics, and economic motivations, West-
ern art slowly integrated into the creations of Su-
zhou printmakers. Notably, Suzhou artists did not
merely replicate Western visuals; instead, they ab-
sorbed and innovatively transformed them within
the local framework, resulting in unique region-
al prints.
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Il 76. "Piazza San Marco, Looking toward San Geminiano”, Canaletto, ca. 1735. Oil on canvas, 93,5x68,5 cm. National Gallery of

Ancient Art, Palazzo Corsini, Rome.
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NCTOKW 3AMAAHOIO CTUNA B CYYXOYCKOW
[[PABHOPE XVIII BEKA

AHHOomayus: Hactoswas ctatba NocBALLeHa nccneso-
BaHWHO MPOUCXOXAEHNS «3aMaZHOro CTUA» B CYUYXKOYCKOM
rpasrope XVIII Beka. B Heli BbIAeNAOTCA TPU OCHOBHbIX
nyT1 NOCTyNaeHuUs 3anagHoro nckycctea B Kutai. Yepes
BW3yaNbHbI/ aHaN3 Takmx NPOU3BeaeHNI, Kak «/[leBa Ma-
pusi C KOP3MHOW LBETOB» N «3anajHblii TeaTp», CTaTbs
packpbIBaeT, KaKMM 06pa3oM KUTaCKMe XyAOXHUKN 3a-

B XVIII Beke cya)xoyckas rpastopa npunobpena
APKO BbIpa>XeHHble 3anajHble YepTbl U MOTOMY MO-
Nyumnna obo3HaueHwme «rpastopbl [ycy B 3anagHoMm
ctmne» (GEMEEFRAR). B HacToAwee BpeMa B Hayu-
HOW cpeje CyLLeCTBYHOT AiBE OCHOBHbIE TOYKM 3pe-
HWA OTHOCUTEIbHO UCTOYHWMKOB 3anaAHOro BAVNAHUA:
nepBsas CBA3bIBAET €ro C AeATeNbHOCTbIO ME3YNTOB
B KOHLe 3noxu MuH, BTopas — C MPUABOPHbIMU
XyAOXHMKaMU AnHactum LmH.

B Hauane XVII Beka pernoH Li3aHHaHb cTtan oa-
HWMM M3 BaXKHEMNLUNX OMOPHbIX MYHKTOB Me3YUTCKOMN
MUnccmmM BO BHyTpeHHeM Kutae. C poCTOM MHTEHCUB-
HOCTU MUCCMOHEPCKOM AeATeNIbHOCTU Yncao obpa-
LWEHHbIX XPUCTMAH B 3TOM palioHe CTPEMUTENBHO
yBEJIMUNBANOCh, MPEBLICUB CTO ThICAY YEI0BEK, YTO
COCTaBASIO OKOJIO ABYX TPeTeN OT 06LLEero KO-
yecTBa KaTtoamkoB B Kntae Toro BpemeHw.

MNog pykosoactBoM Matteo Puuun (Matteo Ricci)
ne3ymnTbl NpeanoYnTany BCTynaTb B KOHTaKTbl C KA~
TallCKUMM YYEHBIMW M YUNHOBHWKAMW, YKPENAAS OTHO-
LUEHWs MOCPEACTBOM apeHus NpesMeToB 3amnajHown
Ky/AbTypbl, BKJAOYaa NPOV3BEAEHMNSA NCKYCCTBaA.
BaH LiMHbIOM B CBOMX MCCNEf0BaHUAX YKa3bIBaET:
«Bo Bpems nyTewectsua B [NeknH Pnyum nosHako-
muacs B JIMHbLMHe C reHepan-rybepHaTtopom Be-
avkoro kaHana /o AyHcuHom (XZRE). NMocneaHuin
roxenan, UTobbl XyA0XHMK CO34an KONuto n3obpa-
>XeHuna boromatepun. Puuum onacancs, 4to konusa
byAeT HETOUHON, N B UTOTe NOAAPWA eMy pPenpo-
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MMCTBOBaAW U NePeOoCMbICANBaNV eBponenckune Xyaoxe-
CTBeHHble TpaauLuw. [laHHoe nccnegoBaHme cnocobereyet
60nee rnyb6okoMy MOHMMaHWIO AUHAMUKNA N COXKHOCTH
Xyf0>XecTBeHHOro obmeHa mexay Kutaem n 3anagom
B XVIII ctonetum.

Kntoyessie cnosa: 3anadHelli cmuse Uckyccmea, cy-
uxoyckas epasropa XVIII geka.

AYKUMIO, HAaNMCaHHY MOJIOAbLIM NMPUXOXKaHUHOM
M3 HAHKMHCKOW LLepKBW, CO3/aHHYH0, BEPOSTHO, NOJ,
PYyKOBOACTBOM camoro Puyum» '.[1]

NmetoTcs Takxke apyrue cBUAETENBCTBA TOTO, UTO
Me3ynTbl B3aMMOZENCTBOBAN C XYLOXHUKaMM pe-
rmoHa Li3sHHaHb, OcBavBaBLUUMW EBPOMENCKMNE XN-
BOMUCHbIE TEXHMKM. HEKOTOpbIE NCTOUHNKN Jadke
YKa3bIBalOT Ha HaMune MeXAy HUMU APY>KEeCKUxX
CBfI3el, UTO BMOJIHE COOTBETCTBOBAJIO CTETUKE «MO-
ncka HeobbIUHOrO», MOMYAAPHOW CPEAN UHTENIN-
reHLMUN 1 ropoxaH nosgHero MuHckoro nepuoga.

HekoTopblie nesyutbl 06Hapy>Xunau, YTo UANKCTPU-
POBaHHble KHWIM No/b30Bannch B Kutae 6osbLuei
nonynspHocTbio. B nucbMe Hukkono JloHrobapam
(Niccolo Longobardi) ot 18 oktsabps 1598 roga Kk reHe-
pany opaeHa Knasamo Aksasuse (Claudio Acquaviva)
roBopuTcst: «<Ecim Bbl yaanocb Npuciate KHUATK C U30-
BpakeHNsAMUN JOKTPUH, 3arnoBeseil, NepBOPOLHOro
rpexa 1 TaiH, 3T0 0ka3ano 6bl 3HaUNTeNbHOE BAUS-
HUe... 9T n306paxKeHns KUTalLbl BOCAPUHAAN Obl
Kak MCKYCHO BbIMNOJIHEHHbIE U 0bnajaroLLme BbICO-
KOM XyAOXXEeCTBEHHOWN LIeHHOCTbH NPOU3BEAEHNS,
N OHW BblAn Bbl UMW NPUBETCTBYEMbI» %.[2]
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MaTTeo Puuum Takxe yNnOMWHaJ, YTO KUTalLbI
rNy6OoKO UHTEPECYHOTCA KHUTaMM C UANKCTPaLmS -
mu. B nuceme 1608 roga k otuy AkBaBMBeE OH Nucan:
«Hac npuraalaroT Co BCEX CTOPOH: OAHM FPaBUPYHOT
HallM COUMHEHMS, ApYrve NepeneyaTbiBatoT HalLK
KHWTW, TPETbU NULYT O HpaBax EBponbl, ueTBEpThIe
CCbIIArOTCA Ha HalW MHEHUs B CBOUX Tpyaax» 3.[3]

C uenbto YAOBNETBOPEHMWS HYX/ KUTaNLLEB U ANs
oberuyeHns MUCCMOHEPCKON AeATENbHOCTU Me3yun-
Tbl MOPYYanu MECTHbIM MacTePCKUM U3roTaBMBaTh
«BUbnenckne NCTOPUM» N «MaMATHbIE INCTbI» (40
=5K) A8 MOAWTB Bepytowmx, Takme Kak «Mpasu-
na ytenus Posapusa» (IBRIKAIE, 1619) (Puc. 1)
1 «3anuck cnoB u aen Poxaenus bora» (KEFESE
S1T1ICH, 1637) (Puc. 2). Bce 311 n3gaHHble B Kutae
Ne3yNTCKME KHUTU Bblan OTneYaTaHbl C 4ePeBSHHbIX
Kcunorpaprmyeckux 4OCoK, a He Ha Meau, NOCKOb-
Ky B TO BPEMS TEXHOJIOTUS TPaBIOPbI Ha Meau eLLé
He 6blna BBegeHa B Kutae.

B LLepKOBHbIX LWKOJ/IaX, OCHOBAHHbIX Ne3ynTa-
MK no Bcemy Kutaro, Takxxe npenogaBanmch Kyp-
Cbl XXMBOMKWCK, CNeuunanbHO NpeaHasHavyeHHble ans
06yYEeHMNN KATACKUX NMOCTYLLUHUKOB CO34aHMI0 NPO-
N3BEAEHWI Ha PENNTMO3HbIE TEMbl — TaKMX Kak UKO-
HoMucb, rpaBropa v dpecka. Kak y>xxe ynoMmmHanocb
BbllLE, PENPOAYKLMIO UKOHbI JTto yHcnHa (XA E)
BbIMOHWA KnTaickuin MoHax KO BaHbxysit (5 3THE).

HekoTopble nesyuntbl Takxxe NMcann Tpaktatbl
no Teopuu n3obpasuntensHoro mnckyccrea. PpaHum-
cko Cambbscu (Francisco Sambiasi) B cBoéM Tpygae
«OT1BeTbI 0 XuBonucw» (B, 1629) NoapobHO n3-
JIOXWA UCTOPUIO eBPOMENCKONO UCKYCCTBA U XXMUBO-
MUCHble TeXHUKWU. OH CUNTAETCS NepPBbIM aBTOPOM,
onybavkosaswunM B Knutae Tpaktat no 3anajgHow
XYAOXECTBEHHOWN TEOPUN.

[o Havana gnHactum LInH nesymntebl coxpaHanm
3HaunTeNIbHOE BAUSIHWE B pernoHe Li3sHHaHb. Vesy-
nt ®paHcya ae PyxxmoH (Frangois de Rougemont)
BE/1 MUCCMOHepPCKYHo geAtenbHocTb B Cyuxoy. Co-
FNacHO ero COXpPaHUBLLMMCA ByXraaTepckMm KHUram
3a 1674-1676 rr., 3HaUMTENbHYIO YaCTb €ro pacxo-
[,0B COCTaB/IAN 3aTpaThl HA U3rOTOBJIEHME U NeYaTb
MKOH, KOTOPble, Kak NpaBu/Io, M1caan No ero 3aka-
3y XyA0XHWKM no damuamm UaHb n Jln; 3T nko-
Hbl NpeAHa3HaYaNnCh ANA JaPEHNs eANHOBEPLIAM.
MoMMMO UKOH, Py>XKMOH Takxe ynoMuHaeT o npe-
NMOAHECEHWN YNHOBHMKAM U anTepaTopam nepcrek-
TUBHbIX M300paxeHW.

3. Martreo Puyumn. C6opHuk nucem Matteo Pruuun.— TaiBaHb:
W3aatenbcTso NyaHaxu, 1986.— C. 369. FIIBE FIBEBRE
£[M].BBHE HRR$t.1986: 369.

Takmum obpa3om, 3anagHblil CTUAb, 3aMETHbI
B CHOXKOYCKOW rpaBlOpe, B 3HAUUTEIbHOW CTerne-
HY 0BYC/IOBJIEH MMEHHO JeATENbHOCTLIO NE3YNTOB.
HekoTopble XyA0XXHUKN U BAajeNblibl MacTepPCKMX
rpaBlopHbI, Takue kak AuH FOHbTait (J /83R), AvH
Nancanb (T 782%) n Nyanb CuHbas (T 2E), 6bim
katonmkamu.[vn KOHTal (J 532) 6bin akTVBEH B ne-
pvog npasneHns umnepatopa KaHcu n ynpasasn
MacTepcKoii rpastop «/uHnarictoanb» (J REF). OH
Takxxe 6bl1 BAMATENbHON GUIYPOI B KPYTY ME3yUTOB.
Ero pabotbl cBMAETENLCTBYIOT O r1yHOKOM M3yye-
HWK 3aMagHbIX XyA0XECTBEHHbIX TeXHWK. B Tocyaap-
CTBEHHOW Xy OXeCTBeHHOM Koanekummn [lpe3geHa
(Staatliche Kunstsammlungen Dresden) xpaHsaTca ero
npounssefeHusa «/[lsopey € 1OTOCOBLIM MPYAOM» (
=B E%E) (Puc. 3) n «Cagosas nguaana» (AE K
&) (Puc. 4). Ha nepBoM CTOUT NOANUCL Ha AATbIHK:
«Che Ham Cien Tam Liu ngan Tim Xi Pi» (i i & & &
%] EG5E), Takas e nognuchk BCTpeyaeTcs Ha «Top-
roeubl-uHo3semMub» (FIFHE AE) (Puc. 5) n «MHo-
CTpaHeL, Begywmii nowaas» (RAZEZE) (Puc. 6).
Ha BTOpOM cTOWT noanuce «npounseegeHue HOH-
Tas AnbbaTpoc Tim Paulo» (IR RS ANZTEZE Tim
Paulo), a Takxxe noanuncek nsgatens — «neyatHas
dopma 3 cobpanus [AnHnaiictoars B Nycy» (Sh7H
TRE#ER). Wma «Tim Paulo» ansetcs ero kpe-
LLEHCKUM UMEHEM.

Apyron xyaoxHuk ¢ pamuvaven AuH — v Nax-
caHb (J 525E) — 6bin akTmBeH B 1740-1750-x roaax
B Kpyry nesyutos B Cyuxoy. Mocie cnopoB BoKpyr
«Kutarickux obpsagos» (Chinese Rites controversy)
OH Obln BOBNEUEH B genia AHTOHMO XKo3e DHpu-
kewa (Antonio José Henriques, 1747) n [xo3ed
ne Apayxo (Joseph de Araujo, 1754), n B 1754 roay
6bln apectoBaH. B nokasanusax AuH flaHcaub (1 5
4%) ykazan: « — ypoxeHel, yezaa HYanuxoy (FM),
MHe oKoJ0 69 neT, cTapblii 06BUHAEMbIV MO Aeny
AHTOHMO XKo3e SHpukewa. A Topryro 3anagHbiMu
KapTuHamu.» 4[4]

M3 nokasaHuii BUAHO, YTO OH 3aHMMaCA Npo-
Aaxei «3anagHbiMu kapTuHamu» (GEE), koTopble
MOT/N BbITb Kak MMMNOPTHBLIMW €BPOMNENCKUMMN
rpaBrOpamu, Tak U MeCTHbIMU NoApaXKaHUAaAMU
B eBponenckom ctune. OgHaKko, yunTbiBas, Yto 60b-
LUMHCTBO €ro paboT — TPajuLMOHHbIE LBETOUHbIE
¥ NTMUbM n3obpaxeHns (TS HE), npeanonaraercs,
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UTO NOJ «3anajHbIMU KapTUHaMU» OH UMeN B BUJY
MMEHHO MMMOPTHbIE FPaBHOPBI.

B nesno AHToHMO Xo3e JHpukewwa (Antonio José
Henriques) 1747 roga Takxe 6bln BoBAeYEH lNyaHb
CvHbad (B1S1E), koTopblii B CBOEM NOKa3aHUmM yro-
MSIHYJ1, UTO OH Baagen B Cyuxoy «MacTepckon 3a-
naAHbix KapTvH» (GEEIE): « — ypoxeHel ye3aa
Yanuxoy (£M), mHe 30 neTt, Bnageto mactepckoi
3anagHbix KapTvH (GEEE).» 5[5] Ero «mactepckas
3anagHbix KapTvH» (FEIJE) Ha camoMm Aene Hasbl-
Bancs «pupma CuHbgs» (f51E5), a BbinyLieHHan
B €ro MacTepckoi rpaetopa «Busnt Kk MuccnoHepy»
FERIEH L) (Puc. 7) ewé 6onee HarnAgHO AEMOH-
CTPVPYET €ro CBA3b C Me3ynTamu.

Mopo6HOW SBHOW PefnrMo3HON TeMaTuKe nNpu-
HaJNeXUT CyaxKoyckas rpaBtopa «CBAToe ceMencTBo
c Kop3uHoi usetos» (XEFIEHEE) (Puc. 8). ITa
rpaBtopa U3o6paxaeT KaToMUECKUX CBATBIX, HA LA
nepcoHaxen nepcoHaxa HaMepeHHO COo3/aHa TeHb,
Kak v B 3anaZHON XMBOMUCK, HO B TO BPeMs BOC-
MPUHYMANOCh B BOCMIPUATUMN KUTANLLEB Takune 130-
BpaxeHns CUNTAINC KaK «11LO MHb-sH» (FAPEAL).
BbipaxkeHue «ML0 UHb-IH» ByKBasbHO O3HayaeT
«KOHTPACT CBETA U TEHW Ha IMLE», HO TakXe MOoA-
pasymeBaeT anuemepue. O6pasbl Ha rpaBtope Jer-
Ko accouumnpytotcs ¢ esori Mapuein n Xpuctom,
NX NPOTOTUMNOM cumTaeTtcs cesaTaa Jlopotum (Saint
Dorothy). B EBpone caATyto [lopoTn Yacto nsobpa-
Xanu, kak n «CBATOM ceMeicTBe C KOP3UHON LiBe-
TOB», C KOP3VHOW LIBETOB B pyKax U C Malb4yMKOM
3a pyKy — CMMBOJIOM MUJIOCEPAUA.

PennrnosHas npuHagnexXHoCTb 3TUX TPEX ye-
JIOBeK MO3BOJIANA UM C NErKOCTbIO COMPUKacaTbes
C «3anagHoi kapTuHoi» (¥El). bonee Toro, no-
CKONbKY Y KaXA0oro 13 Hux bbina cobcTBeHHas rpa-
BHOPHas MacTepcKas, 3TO 03HaYaso, YTO OHWU MOFM
PacnpoCTpaHATb NPOU3BEAEHHbIE B HEN rpaBopbI
B EBpony, nonb3yscb CBOVMM MOJIOXEHWEM UYNEHOB
OpAeHa Me3ynToB. ITO A0Ka3bIBaET, UTO PEAUrn-
O3Hble M KOMMepUeckre KaHasbl He 06A3aTeNbHO
npoTuBOpeyart Apyr Apyry. Ha camom gene nMeHHo
MX COBMECTHbIE YCUAUS CNOCOBCTBOBANN LLINPOKO-
MY pacnpocTpaHeHUIo 3anagHoro nckyccrea B Kn-
Tae 1 No3BOUIM MacTepcknm rpastop B Cyuxkoy
MONYUNTb BbIrO4Y OT MUPOBOWN TOPrOBAW, AOMUHN-
pyemoi B EBpone.

5. Y MuHb, XaHb Lin. COOpHUK KaTONMUECKMX JOKYMEHTOB 3MOX
FOHWX3H m LisHbayH, xpaHswmxcs B EBpone.— LLanxaiickoe
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B Hauane XVIIl Beka npu nmnepaTopckom ABo-
pe HaxoA4MN0Ch 3HaUNTENbHOE KOJIMYECTBO KMNBO-
nucLieB-MNUCcCMoHepoB. Bosrnaesnsemsble [xxysenne
KactunboHe (Giuseppe Castiglione), 3T1 xyf0XHK-
KW BHEAPWAN 3anagHbli XyA0XKECTBEHHbIV CTUIb
B MPUABOPHYH XMBOMWCL 3MOXW pacLiBeTa nmMmne-
pun LiMH. B cBA3M C 3TMM BbICKa3blBaeTCA TOUKA
3peHus, CornacHoO KOTOPOM 3anazHble YepTbl, NPo-
ABASIIOLLMECS B CY4YXXOYCKOW rpaBrope nepuoga eé
pacuBeTa, MOMM MPOUCXOAUTb OT BAUSHUA MPU-
JBOPHOIrO NCKYCCTBa. JTa TOUKa 3PEHUA OCHOBbI-
BAETCs Ha JBYX apryMeHTax:

Bo-nepBbIx, CyLLeCTBOBAAO CUAbHOE MPeKIoHe-
Hue nepes NPUABOPHbLIM UCKYCCTBOM CO CTOPOHBI
LUIMPOKOM Ny6mKK, 0cobeHHOo B paoHax Li3aHHaHK
("Lm). MpuasopHOE UCKYCCTBO PacnpoCTpaHsAIoCh
B PervoH nocpeactsomM Vimnepatopckoro asopa (
M HT) v noaBeAOMCTBEHHbIX eMY Be4oMCTB. VM-
nepatopckuii asop (R3S ) Began oduumansHomn
nonvrpadmyeckon AesTeNbHOCTbIO Ha TEPPUTO-
puun LizsaHHanw (1) v Hanpaeasa NpuABOPHbIX
rpaBepoB B 3TOT PErMOH A/ y4acTus B NPOU3BOA-
CTBE KHW.

3Hau4MMyto pPOJib B 3TOM MpOLLecCce Cbirpan npu-
ABOPHbIN rpasep Yxy lNyit (R ZE), pogom n3 Cyuxoy
(F3M). OH uMen onbIT paboTbl € 3aNaAHLIMU NPOUN3-
BeAeHVAMM NPUABOPHOro nckyccrea. B 1696 rogy
Uxy My (AR=E) B coTpyaHUUecTBe ¢ Mait FOdpaHem
(1818 X)) n3rotoBmn rpaBMpOBaHHbIE AOCKM ANs «[3H-
wkn Ty» (FHRE, Nnnoctpaumn 3emneaenvs v wen-
KOBOACTBA).

Kpowme TOro, Bo Bpemsa cay>6bl npu VMimnepa-
TOopckoM aBope () oH Bo3Bpawanca B LisaHHaHW.
B 1705 roay oH 6bia HanpasseH B AHuxoy (M)
A/17 y4acTus B rpaBypPOBKe MMMNepaTopckoro cbop-
HUKa cTMX0B «[aOMUHbCHI Wn» (B2 F1F), opra-
HW30BaHHOW TKaLKOW MaHydakTypol B HaHKkMHe
(FARERE):

«Takxe yAoCTOeH YecTn usgasatb «CTmxm xpa-
Ma FaoMuHb» (BE3F1), Yy Ny (5RZE) B AaHHbIN
MOMEHT BbIMOHAET rPaBMPOBKY, Noc/e 3aBepLue-
HWA NpeacTaBuT paboTy Ko ABOpY. 22 oKTA6PA 44-1
roz npasneHus nmnepatopa Kancum (1705 r.).» 6[6]

MpucyTcTBME NPUABOPHBIX PEMECIEHHNKOB
B palioHax Li3sHHaHM cnocobCcTBOBaNO Nojpaka-
HUIO NPUABOPHOMY CTUAKD. PacnpocTpaHeHue 3a-
najHblX 3/IEMEHTOB B CaZlOBO-MapKOBOM UCKYCCTBE

6. Ortgen apxvBoB MuH v LinK Mimnepatopckoro gsopua. Ac-
Topuyeckme Matepuasbl 06 apxuse cembun Llao — Tkauel
3 LizaHHuHa. — V3gatenbctBo YxyHxya, 1975.— C. 35. i
EBRYRHEERB AT ITREERMERR[M].PES
[5§.1975:35.

Cyuxoy 1 AHUXKOY Takxke CBUAETENbCTBYET O BHU-
MaHUM MECTHbIX borayen K NpuABOPHOM 3CTETHKE.

Bo-BTOpLIX, BaXHYH POJib Cbirpas BO3BpaT B poj-
Hble Kpas BbIBLUNX MPUABOPHbIX XYAOXHUKOB U3 pe-
rmoHa LizaHHaHw. Ipastopa «Cnefbl Ha 3aCHEXEHHOM
ropHom nyTu» (t£EIME) (Puc. 10) coaepxmT oOT-
TUCK C HAAMWCbIO «ObIBLUNM NPUABOPHbLIA XUBO-
nuceuy» (BINEHZE), uto cBnaeTenbcTByeT 0 TOM,
uto aBTOp HOHbXY (W) cryxmn npwm gsope. Mo-
[06HBIM 0bpa3om, B «[ToNHOe UANOCTPUPOBaAH-
Hoe n3gaHue nbecbl «CUcaHL3M»» (ERFFEICE)
(Puc. 11), cozaaHHoM MonaHuzbl (28R F), BcTpe-
YaeTca nevatb C HaAMUCbIO «MO3T U3 UMMepaTop-
ckoro asopua» (ANIEE).

YuuTbiBad, 4To 3aKOHbI gnHacTum LimH ctporo
3anpeLanv noaaenky Uin He3akoHHOe NCMOoJb30-
BaHve opuLmManbHbIX NeyaTen. B «CBoge 3aKOHOB
Beaukon Umn» (KBEEH) ckasano:

«KT0 n3rotoBut dpanblumeyro oduLManbHyo ne-
yaTb — HakasbiBaetca 100 yaapamu n Tpems roga-
MW CCblAKK; 32 JOHOC — Harpaga B 30 nsH cepebpa;
COYYaCTHUKM 1 NOAb30BaTeNIN — C ObaeryeHnem
Ha OAHY CTyneHb» ".[7]

CnepoBatesibHO, ManoBEPOSTHO, uTo HOHBXY (=
4n) n MonaHussl (22)RF) noagaenbiBanu neyatu.

DTU XYAOXHUKMN BRajenn Kak npuaBopHbIM
aKaZeMnyeckuM CTUNEM, TakK U HOXXHOKMUTANCKOM
XMBOMUCb XYAOXHUKOB-AUTepaTopos ( SXAHE )
Tpaguumen, n cBO6OAHO Nepexoanan oT O4HOro
CTUAA K APYTrOMY, XOTA NOPON HbIIO TPYAHO YETKO
pa3rpaHvunTb 3TW ABa CTUAS. TeM He MeHee, y4éHble
B LileSIOM NPOCAEANAN CTUANCTUYECKME B3aUMOCBS-
31 MeXay NPUABOPHOMN XMBOMUCHHO U CYUYKOYCKOM
rpaBrOpOM.

MosBieHNe NepCneKkTUBbI B CyUXKOYCKUX rpaBHo-
pax, BO3MOXHO, CBsA3aHO ¢ TpakTtaTtoM HsHb Cusio
(FFF5%) «YueHue o 3peHumn» (FI5). Ita kHura Gbina
n3gaHa B 1735 roay n coctomt u3 132 ctpaHuu, co-
AepXKallmx MHOXECTBO WIFOCTPALUIA, BbIMOJHEH-
HbIX C MCMOJIb30BaHNEM JIMHENHOW NepPCneKkTUBbI.
Ha oaHoOW 13 rpaBtop, M30bpaxkaroLent «Bug CH3Y
Ha kpbiwy» (MFLETR) (Puc. 12), MOXHO 3amMeTUTb
BEPTMKAIbHO NepecekaroLInecs LWTPUXOBbIE NNHUW.
JTO CBMAETENbCTBYET O TOM, UTO y>Xe B 1730-x rogax
B KWTaMCKOW rpaBtope NOsBMUANCH Takne 31eMEH-
Tbl, KaK NEPEKPECTHbIE N NapasfefbHble LUTPUXN,
a TaKk>Xe NPUEMbI CBETOTEHW.

Bo Bpems cBoen cnyx6bl B MUHMCTEpCTBE 0bLLe-
CTBEHHbIX paboT B MeknHe HaHb C1sio NO3HaKOMWA-

7. «YronoBHbI kogekc Bennkor LUnH» — pazgen o MowweHHK-

uectse — danscudukaumn. (KBEB) FIRE-TER.

ca ¢ xysenne KactunboHe (Giuseppe Castiglione)
1 0byyancs y Hero reoMeTpun, NepcrnekTuBe 1 3a-
nasHow >XxuBonucu. B npegncnoBum K TpaktaTty
«YueHue o 3peHun» (1F) o nuwert: «C OHOCTH
A MHTEPECOBAJICS YUYEHNEM O 3PEHUM, HE pa3 Npu-
naran ycuims U pasmMblLLs, HO He MOT MOCTUYb ero
cyTun. JIMwb Korga MHe NocYacTIMBUIOCh HEOAHO-
KpaTHO 6ecefioBaTh C 3anaAHbIM YYEHbIM JlaHOM,
5 CMOT MPUMEHATb 3anajHble MeTOAbl B KUTANCKOW
XUBOMNUCK.» 8[8]

OH no3Hakomunaca yepes [xxysenne Kactnabo-
He (Giuseppe Castiglione) c Tpyaom AHgpea MNou-
uo (Andrea Pozzo) «[MepcnekTuBa A5 XMBOMUCLEB
W apXMUTEKTOPOB», BYAyYMN INYHO YBAEUEH Nepcrek-
TUBOW, MNOC/Ee Nepuosa UHTEHCUBHOIO U3y4YeHUs
cobpan cBou HapaboTkun B counHeHunn «CyTb yye-
HUS O 3peHnn» (FIFHEZR), KoTopoe 6bIN0 BrepBble
onyb6ankoBaHo B 1727 roay. B 1734 rony oH Bep-
Hyncs B [eKUH ¢ AONONHEHHOW PYKOMMUCBIO, U yXe
B cneayrowem, 1735 rogy, ysuaen cset okoH4aTeb-
HbIl BapyaHT TpakTaTa «YueHue o 3peHnmn» (F13).

Jxy3enne KactunsoHe (Giuseppe Castiglione) co-
TpyaHWYan ¢ Havb Cuso (FF75%) npenmyLyecTeeH-
HO B 06pa3oBaTesbHbIX LIefX: HapsAy CO Cny>Kbol
npv UMNEepPaTopcKoM ABOPE, OH Takxe bbln 06s3aH
0byyaTb KMTANCKUX MPUABOPHBIX XYAOXKHUKOB 3a-
koHam nepcrnektusbl. C 1727 roaa, «CyTb yyeHus
0 3peHun» (FIFIEZ8), BEepOATHO, NCMNONb30BAICS
KactunboHe B KayecTBe yyebHMKa MO NepcnekTu-
Be. Bbicoka BEPOSATHOCTb TOrO, YTO MPUABOPHbIE
XYZOXHUKUN CUCTEMATUUECKN OCBamBaW 3anagHyHo
nepcrnekTyBy UMEHHO MO 3TOMY TpyAy. HekoTopble
13 HUX MOF/IV BMOC/IEACTBMMN MEPEHECTU YCBOEHHbIE
BM3yasbHble NpuémMbl B Cyuskoy, TeM caMbIM MOBJ/N-
fIB Ha CTWJIb CYUY>KOYCKOW rpaBropbl.

MoMUMO BANSHUA NE3YNTOB N MPUABOPHBIX XY-
[OXHWKOB, 3anajHble YepTbl B CyUXKOYCKON rpaBrope
TakXKe 6blM CBA3aHbI C MEXAYHAPOAHON TOProBae.
Eweé B no3gHuii nepmog MuH 3anagHoe UcKyccTBo
y>e pacnpocTpaHunock cpeamn Hapoga B Cyuxoy,
a KOHTaKTbl C MIHOCTPaHHbIMU TOProBLE@MK CMoCcob-
CTBOBaAV janbHenleMy pa3HoOObpa3nko Xysoxe-
CTBEHHbIX CTUIEN CyUdKOYCKOWM FpaBopbl.

Croli BaHbumH (FRXZ) oTMeuaeT, UTo HekoTo-
pble Cyuxoyckue rpastopbl «bnaropogHbie ambl»
(£ % &) aBHO HaxoaUAWCh NOA BAUAHMEM (paH-
Ly3CKMX «MogHbIx rpastop» (French fashion plates).
«MogHble rpaBtopbi» (French fashion plates) 6bian

8. HsHb Cuso. YueHue o 3peHnn.— LLlaHxaiickoe n3aatenbcTso
apesHel autepatypsl, 1995.— C. 1. EFZMFE[M]. LB
$EHAR$L.1995:1.
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3aBe3eHbl B KuTali B koHLe XVII Beka °.[9] MNog BO3-
AENCTBUEM 3TOTO BAUAHUA CYyUYXKOYCKME rpaBopbl
«bnaropogHble gambl», Kak NPaBMUAO, AEMOHCTPU-
pytoT 60/1ee MacCUBHbIe U Kperkne obpasbl B ayxe
6apOoKKO, B OTANUME OT 06pa3a XeHLLNH C Noka-
TbIMUW NAeYaMn U TOHKOW Tanneln, NonyaapHOro
TOrfa B KMTaMCKOW xusonumcu. M3secTHo, 4to rpa-
Blopa «Kpacaswua, urparowas B waxmatbl» (EAT
) (Puc. 13) BocxoamnT K 0dopTy AHTyaHa Tpyse-
Ha (Antoine Trouvain) «®paHLy3ckas 3HaTHaa gama
urpaet B nacbaHCc» (French noblewoman playing the
game of solitaire, 1698) (Puc. 14).

HezaBHee nccnesoBaHne nokasano, YTo KapTuHa
anoxu LisHbayHa «Bua 3anagHoeBponenckoro Tea-
Tpa» (A FEIIAE) (Puc. 15) 3aMmcTBOBaNa MOTUBSI
¢ npouwsBeaeHus KaHanetto (Canaletto) — «Mnowaap
CaH-Mapko ¢ B1aom Ha uepkoBb CaH-[XeMUHbAHO»
(Piazza San Marco, Looking toward San Geminiano;
1737) (Puc. 16) °. [10]

CTOMT OTMETUTb, UTO B OTANYME OT 3aMagHOMN Xun-
BOMNWUCK, BBEAEHHOW nesyntamm B Kutae no peaunru-
03HbIM MOTMBAM W NPEUMYLLECTBEHHO PENUTMO3HON
TEMATWKM, MOTOK CBETCKOM XXMBOMMUCH, NOCTyMNaBLUEN
B Knutaw, ABASICA UNCTO KOMMEPUYECKUM ABJAEHNEM.
Wx pacnpoctpaHeHue, ckopee BCErO, OCYLLECTBAS-
nock yepes Oct-NHackmne komnaHum (Westindische
Compagnie) pa3siyHbIX €BPOMENCKUX CTPaH.

B EBpone coxpaHuaock Heckonbko «bory Ty» (18
5B, kapT1Ha ¢ aHTUKBapHbIMK Bewwamu) (Puc. 17),
npowv3sseaéHHbix B Cyuxoy. ITn «Bory Ty» (B E)
6bINN cO34aHbl C YYETOM 3aMnafHblX 3CTETUUECKUX
NPeANOYTEHNI U He CNefoBann TPaAMLLMOHHOM
NNOCKOCTHOM KOMNO3unLmm (Kak, Hanpumep, «bory
Ty» B Kutaricko kabuHeTe MeHLwwmkoBa ABopLa

9. Cio¥i BaHbLWHb. ViccnepoBaHue gatuposku rpastop «baaro-
pPOAHble AaMbl» U KPYMHbIX LIBETOYHBIX U NTUL, M306paxe-
Hun B Cyuxoy XVIII Beka // XypHan kynbtypbl.— 2018.—
N2 102.— C. 130-156. HRZ.+ N\ ELTINRE T 2 B
RARBICEEHRIN[].XE%+7.2018(102):130-156.

10. ®aH lNyaHHaHb. HanoxeHune obpazos: «Bua 3anagHoespo-
nerickoro Teatpa» anoxu KaHcn // Teatp.— 2023.— N2 2. —
C1M-121. FEBBAGEEREZNAHN (FFRIHE) [
YE.2023(2):111-121.
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B CaHkT-lNeTepbypre). BMecTo 3TOro HaTHOPMOPTbI
6b111 NOMeLLeHbl B KHUXXHbIE LWKadbl, BbINOJHEH-
Hble C UICNONb30BaHNEM MePCrneKTUBbI, YTO Npu-
AaBano n3obpaxeHuto 06BEM 1 Npnbamnxano ero
K EBPOMENCKMM TPOMMAEAM KapTuHaM (trompe-I'ceil).

Ha aykuunoHe bykosckn (Bukowski) 2016 roaa
OblAM BbICTaB/AeHbl TPW Takue rpaBropbl, NpPo-
nexoasume n3 nmenmsa Ckensac (Skenas Manor)
B BuHrakepce (Vingakers). NepBoHayaabHbIMW BAia-
Aenblamu, BepoaTHO, 6biin Moxan TaneH6opr
(Johan Gyllenborg) nan ero cbiH Akob WMoxaH Tvn-
nenbopr (Jacob Johan Gyllenborg). Vix poactBeHHMK
®peapuk M'manenbopr (Fredrik Gyllenborg) B T0 Bpe-
M5 6bla akumoHepoM LUeeackon OcT-UHACKOM KOM-
naHuu (SEIC), yepe3 KoTOpyO 3T rpaBLopsbl, CKopee
Bcero, nonaau B LLseyuto.

Mcxoasa u3 3Toro, MoOXHO NpeanoaoXuTb, YTo
y>e K paHHeMy nepviogy npasneHus LiaHbayHa (82
FZ) cyuskoyckme xyAOXKHUKN UMeNn NpsiMoii 4OCTyr
K eBPOMNENCKON MacisiHOM XXMBOMUCH, FpaBopam
1 aKkBapesn, a BO3MOXHO, U Nojydanu obpasLibl n3o-
BpaxkeHnii OT EBPOMNENCKUX 3aKa3UmnKOB A1 UCMONb-
30BaHuA B paborte. [og BAMAHMEM KOMMepPYeCKnX
WNHTEPECOB CY4YXKOYCKME XYAOXHUKM CaMOCTOATENb-
HO OCBamBau €BPONeENCKNE TEXHNKM, YTOBbI COOT-
BETCTBOBATb PbIHOYHOMY CMpOCY.

TakvuM obpa3oM, popmMmpoBaHme 3anagHOro CTu-
Na B cyuwxoyckux rpasropax XVl Beka npounsoLno
yepes MHOXEeCTBEHHbIe MyTW NPOHWKHOBeHMS B Cy-
UXKOY — Ha CTbIKe AeATENbHOCTN Me3ynTOoB, Npu-
JABOPHOW CUCTEMbBI U MEXAYHapPOAHOW TOProBan.
Moy BO3AENCTBMEM PENUTMO3HOMO pacnpocTpaHe-
HWS, BOCXMLLEHWSA NPUABOPHON MOAOW Y KOMMEP-
YeCcKMX CTUMYOB 3anajHoe UCKYCCTBO MOCTENEHHO
NPOHMKaN0 B TBOPYECTBO CYU>KOYCKMX rPaBépoB.
YTO eLLé BaxKHee, CyUXKOYCKMe XyJOXKHUKN He Npo-
CTO MexaHWYeckn KonMpoBaau 3anajHble obpa-
3bl, @ yCBavBanAu 1 TBOpYeCcKn nepepabaTtbiBanu nx
B MECTHOM KOHTeKcTe, GopMUpys TeM CaMblM OpH-
rMHasbHble PerMoHasbHble rpaBlopbl.
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ROMANTIC AND SYMBOLIST APPROACHES TO

INTERPRETING THE IMAG

ES AND MOTIFS OF DANTE

ALIGHIERI'S DIVINE COMEDY IN 19™-CENTURY

FRENCH

Summary: The author of the article addresses the prob-
lem of the influence of Dante Alighieri's Divine Comedy
as a source of artistic images on the fine art of France in
the 19 century. The influence of Dante’s artistic images
is revealed in the thematic selection of French painting
in the 19" century: E. Delacroix, V.A. Bouguereau, J.A.D.
Ingres, A. Cabanel. It is also vividly manifested in French
sculpture of the period under consideration in the works
of A. Rodin, J.B. Carpeaux. We have discovered several
ways of interpreting Dante’s literary images in French

“The Divine Comedy” by Dante Alighieri is an in-
tegral part of the literary, philosophical, religious
and, in general, cultural thought of the 14t centu-
ry, which reflected the multi-level thinking of the
developed Middle Ages. The work was created be-
tween 1307 and 1321 during the poet’s exile from
Florence. It served as a significant source of seman-
tic content for European verbal culture, which has
not faded over the centuries. Thus, its meaning is
not lost over time, remaining a semantic, spiritual
and symbol-forming reference point. This monu-
mental work is a journey into another world, some-
times considered as a mystical path of the soul to
God, similar to the spiritual experience of the out-
standing theologian, scholastic of the 13™ century
Bonaventure. “The Divine Comedy” paradoxical-
ly combines a host of religious ideas and contains
judgments about gallant, courtly love. In a letter to
Can Grande della Scala, the poet shared the mul-
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FINE ART

fine art: their romantic and symbolist understanding. The
presented examples of sculpture and painting demon-
strate the representation in the language of fine art of
the multidimensional images of the work of the 14™ cen-
tury Italian poet as refractioned by the interpretations of
the plots by 19* century artists.

Keywords: 19 century French painting, 19 century
French sculpture, Dante Alighieri’s images in fine art, Ro-
manticism, Symbolism.

tifaceted nature of the idea of the work, he spoke
about the goals of the poem and the four mean-
ings hidden in it: literal, allegorical, anagogical and
moral. Dante defined the practical purpose of the
work as educational, consisting in showing human-
ity the path to salvation, teaching contemporaries.
A feature of the work was the intersection of real
historical characters, biblical and mythological crea-
tures in a single poetic space. The central figure of
the narrative was the author himself, the real per-
son from whom it is conducted. In a sense, Dante
likened his work to Revelation, giving the entire nar-
rative features of autobiography, subjectivity and
sincerity, which attract readers to this day.

In its depiction of the created world, the author’s
work becomes a treasure trove of medieval natural
philosophy for researchers, touching upon the con-
tradictory images of eschatology (the doctrine of
the ultimate destinies of man and humanity in gen-

Eugene Delacroix. The Barque of Dante (Dante and Virgil in Hell). 1822. Oil on canvas, 189 x 241 cm. The Louvre, Paris.

eral). The poem contains an intricate combination
of traditional theology and popular views on the
afterlife of medieval man. Its corpus is composed
of three parts and, in accordance with church tra-
dition, is entitled: Hell. Purgatory, Paradise (Infer-
no, Purgatorio, Paradiso). The images of Hell tell
of inanimate nature, in which natural matter is lo-
cated and elemental forces struggle. The events of
Purgatory reveal a wealth of knowledge from the
field of biology, botany, and touch upon the world
of people — psychology, history. Alighieri's Para-
dise reveals the greatness of divine nature, touching
upon the higher spheres. The poet applies astron-
omy and metaphysical principles to its description.

The study of the influence of the Divine Com-
edy is an experiment in applying an interdiscipli-
nary approach and demonstrating how immersion in
context can breathe new life into traditional meth-
ods of analysis. In addition to medieval views on
the afterlife, we also see the concept of person-
al identity that the author proposes. The concepts
of torment and pain are extrapolated to the es-
chatological ideas of that time, especially in their

paradoxical desire to emphasize the physical expe-
rience of the separated soul and the ultimate ne-
cessity of bodily resurrection. We consider Dante's
Divine Comedy as a medieval monument that con-
tains a significant layer of the culture of that era
that entered it. The poem demonstrates the clash
of absolute faith in divine justice and human rea-
son, while the role of the individual, personal at-
titude comes to the fore. Dante's character is not
an insensitive, detached spectator and a dry mor-
alizer. As rightly noted in the article by Yu.S. Ac-
cording to Obidina, the text of the poem already
contains a medieval component of “psychoanaly-
sis” [Obidina Yu.S., 2016, p.40]. The hero often ex-
presses sympathy for the sinners suffering in hell.
This work is filled with biblical stories, the theolo-
gy of Thomas Aquinas, Greek and Roman classical
myths, history and Dante’s clashes with the politi-
cal elites of Italy and some Vatican leaders.

The influence of Dante’s Divine Comedy on the
works of many outstanding French masters was re-
flected in 19* century painting: E. Delacroix (1798-
1863), V.A. Bouguereau (1825-1905), J.A.D. Ingres
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Jean-Auguste-Dominique Ingres. Paolo and Francesca. 1819. Oil on canvas. Musée des Beaux-Arts, Angers

(1780-1867), A. Cabanel (1823-1889). In the peri-
od 1814-1819, J.A.D. Ingres created several ver-
sions of the painting “Paolo and Francesca” (seven
versions), inspired by the images of Alighieri. The
plot was borrowed by the Florentine author from
real life. At the end of the 13t century, Guido | da
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Polenta was the ruler of Ravenna. In 1275, he gave
his daughter, who was distinguished by her extraor-
dinary beauty, to the powerful ruler of the city of
Rimini, Giancioto Malatesta. However, the young
beauty fell in love with her husband's brother, who
caught them together and killed them.

These works by Ingres are referred to as the so-
called troubadour style (from the French “Stile trou-
badour”). This mockingly ironic term is usually applied
to historical French painting of the early 19" century
with an idealized depiction of the Middle Ages and
the Renaissance. Often, along with historical figures
of the past, famous old masters such as Raphael and
Dante were chosen as images. Common features of
the artist's compositions are noted, they are charac-
terized by frontality, as well as attention to the details
of the interior and costume inherent in the North-
ern Renaissance. Thus, we can note a special pas-
sion for Dante’s work as a powerful thematic source
for French masters of the 19" century. In the context
of the genesis and development of the characteris-
tics of the romanticism trend with its gravitation to-
wards old literature, historicism.

In his works, Ingres illustrated the romantic scene
of Paolo and Francesca da Rimini reading, which led
to a sinful kiss, for which both heroes are ultimately
executed. A comparison of the kiss of Dante's char-
acters and a similar one between Lady Guinevere
and the knight Lancelot as an application of the mo-
tif of the forbidden kiss of lovers was carried out in
art history earlier in the 1968 study of M. Musa and
A. Hatcher [Andersen V.V., 2016 p.295]. The first,
likening her to Eve who tempted Adam, Dante de-
picts a girl reading about a kiss, and Paolo is already
kissing her, responding to the feeling she showed.
The popularity of depicting images and themes of
forbidden love in literature and fine art was great,
it is worth recalling a series of sometimes courtly,
sometimes dramatic narratives. In addition to Pao-
lo and Francesca, we should mention the images of
Romeo and Juliet, Leila and Meijnun, Vis and Ramin
and others that correspond to the general typology.

Alighieri himself, when conceiving the episode
of “Hell” with Paolo and Francesca, relied not only
on the real story but also on the well-known story
of Abelard and Heloise, a parallel with which can
be traced in the fact that love overtakes the loving
couples in both cases while reading a book. This
motive, quite courteous, obviously motivated Ingres
to create his compositions. V.V. Andersen writes
about the artistic parallel of the two dramatic love
stories, relying on the arguments of the research-
er P. Dronke [Andersen V.V., 2016 p.294]. One of
the most famous for viewers is the work stored in
the Museum of Fine Arts in the city of Angers. The
construction of Paolo’s figure resembles Jupiter in
the painting “Jupiter and Thetis” by Ingres himself.

The artist’s paintings are executed in a character-
istic authorial manner, characterized by clear con-
tours of figures, rounded lines. Later, Ingres earned
an unflattering opinion of his own work from a num-
ber of critics. A. Chegodaev writes about the art-
ist: "He was accused of dryness and primitiveness;
his passion for early Italians was considered absurd
bad taste, and some critics, poorly versed in the
history of art, considered his simple and clear form
to be nothing more or less than ‘Gothic’” [Chego-
daev A.D., 1969, p. 235]. The Soviet critic himself
acknowledged the coldness and dryness of the im-
ages, but it seemed to be precisely salon painting,
canvases on religious and historical themes, where
Ingres shows deliberateness. A similar thought was
expressed about the artist's artistic style by the Ital-
ian art historian L. Venturi, when he wrote: “Thus, In-
gres's romanticism was a frozen romanticism, which
received the name of art for art’s sake" [Venturi L.,
2007, p. 140].

In addition to Ingres, Alexandre Cabanel chose
this subject, which led to the creation of the paint-
ing “The Death of Francesca da Rimini and Paolo
Malatesta”, created in 1870. He was attracted by
the prospect of capturing a dramatic episode in
the story of two young lovers killed as a result of
the jealousy of Francesca’s husband. Only Cabanel
captured the very denouement of the dramatic con-
flict. The author's canvas, like others in his work, is
quite decorative in terms of composition, devoid
of the genuine expression of the reality of the de-
picted, which was sought by the representatives of
romanticism. Cabanel’s drama is illusory, as if the
scene he depicted does not intend to convince the
viewer of the reality of the plot. The artist likens
the action of the heroes of the picture to a stage
play, when the viewer is directly aware of the con-
ventionality of the tragic narrative. The artist adds
credibility to the details of the interior, he careful-
ly executed the draperies of the costumes, curtains.

The work of another famous French artist Eugene
Delacroix (1798-1863) “"Dante’s Boat” ("Dante and
Virgil in Hell") of 1822 depicts the main characters
of the “Divine Comedy" crossing the mythical riv-
er Styx in a boat. The dynamism and drama of the
composition, the solution of space with the help of
color accents could have influenced the formation
of the technique of the impressionists in the future.
A small vessel is surrounded by the rushing souls
of sinners who are trying to climb up to Dante and
Virgil, to cling to the stern. From the back, one can
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see the powerful figure of the boat's helmsman Phl-
egyas, whose name in Greek means “blazing”, “set-
ting on fire”. The meaning contained in his name
echoes the background of the canvas itself with
the flaming walls of the city in the background, an
abundance of clouds of smoke. The painting, cur-
rently in the Louvre, was Delacroix’s first large-scale
work, comparable in drama and epic significance to
a contemporary work, the well-known to the author
canvas by Theodore Gericault (1791-1824) "The Raft
of the Medusa” of 1819. It has become common-
place among researchers to regard Delacroix’s can-
vas as proclaiming the transition from classicism to
romanticism. At the same time, the landscape im-
age occupied a significant place in the concept of
the images of his works, including "Dante’s Boat”,
where the gloomy appearance of the hellish current
is a factor of powerful emotional influence. “Thus,
the romantic landscape expressed the feeling of dis-
appointment of people of the first quarter of the
19t century, the sense of the meaninglessness of
what was happening and even the hostility of the
surrounding world” [lvasyutina M.A., 2015, p. 82].

In 1850, Adolphe William Bouguereau (1825-
1905) painted Dante and Virgil in Hell. On the can-
vas, the artist depicted Dante and his guide watching
from the sidelines, fascinated, the fierce scene of
the struggle between the usurper Gianni Schicchi
and the alchemist Capocchio, which broke out in
the tenth ditch of the eighth circle of Hell. Here,
according to Dante, forgers, heretics and counter-
feiters of all stripes found refuge. Gianni Schicchi,
who was guilty of posing as a dead man in order to
draw up a will in his name in his favor, is depicted
attacking the alchemist Capocchio. He grabs him
by the neck, tormenting him. In his work, the au-
thor relied on the scene of Canto XXX of the “Hell”
of the “Divine Comedy”, his idea was to depict the
horrors of the underworld.

Although the "Divine Comedy” describes the state
of souls after death, its subject remains earthly life
in its many manifestations. Of course, the work em-
phasizes the theme of the path, similar to the wan-
derings of the ancients, such as the wanderings of
Odysseus in Homer, the search for Aeneas in Vir-
gil, the visions of medieval monks and theologi-
ans. The main thing in our understanding remains
the meaning of the path itself, its final goal, which
is outlined by the constant search for oneself, the
meaning of life, the hopes of humanity for a differ-
ent existence. The drama of any great monument of
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art lies in the combination of images of ideal and
harsh prosaic realities, paradoxes that hinder the
happy beginnings of the main character. As we can
see, the influence of the Divine Comedy on world
fine art can be traced in one way or another and
extends to the present day.

Artists were often interested in illustrating Dante'’s
text. The interest in romantic and historical aspects
expressed in the poet's work, the moral pathos em-
bedded in it, is demonstrated using the example of
French art of the 19" century. Dante was in many
ways similar to the creator of the universe, and per-
haps his best interpreters were the titan masters,
such as the sculptors Buonarroti (“The Last Judg-
ment”) and Rodin (“The Gates of Hell"), illustrators
William Blake and Gustave Doré. Geniuses of dif-
ferent times and countries are related to Dante by
monumentality, subtle elaboration of images and
details, a bright subjective component, and origi-
nality of artistic means. The two masters developed
a deeply individual embodiment of the plots and
scenes of the "Divine Comedy”. And, as M. Yu. Le-
vakhina rightly noted, both approaches, being ex-
traordinary, arose from different principles. Blake
certainly acts as a visionary, embodying a purely
personal vision of the themes of the Italian poet
[Levakhina M.Yu., 2012, pp. 46-51]. Doré, on the
other hand, embodied a deeply classical, monu-
mental style of illustration. It can be said that the
artist's illustrations themselves became a canon for
subsequent depictions of Dante’s images.

Among the most extraordinary embodiments of
the late period, we will cite the special Italian cul-
tural context of the early 20* century [Emelyano-
va |.B., 2020, pp. 17-26], when the figure of Dante
and his legacy were politically engaged, which can
be observed thanks to the illustrations of A. Nattini,
where a tendency towards expressive glorification of
the national history of Italy can be traced. Utopian
architectural projects are also expressive, although
ideologically ambiguous. These are the models of
the Danteum sculpture dedicated to Alighieri, grav-
itating towards monumentalism and pretentious-
ness: “Crystal Image”, “Stone Image”, “Iron Image”
by M. Zampini, G. Terragni, “Hall of Paradise”, “Hall
of Purgatory” by P. Liggeri.

The art of sculpture did not remain indifferent
to Dante’s work. In 1880, Auguste Rodin received
an order to create bronze doors for the Museum
of Decorative Arts similar to the composition of the
"Gates of Paradise” (the eastern gates of the Floren-

Jean-Baptiste Carpeaux. Ugolino and His Sons. 1865-1867. Marble

tine Baptistery) by the Italian sculptor and jeweler
Lorenzo Ghiberti (1378-1455). The construction of
the composition was planned to be carried out in
Paris, and the official proposal to create the deco-

rative design was decided to be entrusted to Rodin
as an outstanding master of our time. Rodin ac-
cepted the task, which literally captured him for his
entire life, rejecting any possible fear of the gran-
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deur of the idea. His development of images was
embodied in individual sculptures, now known as
“The Thinker” (1880-1882), “Eve” (1881), “Ugolino”
(1880), “Three Shades” (1886). The master’s creative
method was influenced not only by his acquaint-
ance with the monument of Ghiberti's art, but also
by the images of Michelangelo’s “Last Judgment”
and the decor of Gothic churches. Rodin sought to
embody the scale of the tragedy presented in all
the diversity of human images, woven into the uni-
ty of plastic masses, in the creation of “The Gates
of Hell”. His work is distinguished by a skillful com-
bination of relief and round sculpture, convincingly
expressing the spontaneity, the chaos of the vorti-
ces of the universe. Fear of torment, human poses
filled with despair are replaced by images of peo-
ple in confusion or passive bewilderment. But still,
Rodin’s genius embodied neither a hymn nor a tri-
umph of death — in the relief plane of the gates
a living principle is traced, the female characters
radiate grace and eroticism.

As it happens with many great artists, the image
they embody goes beyond the literal illustration of
the work that inspired it: "A striking example of this
is Rodin’s “The Gates of Hell” (1880-1917), origi-
nally conceived as a work on a literary plot, but in-
cluding sculptural images inspired by the poetry of
F. Villon and C. Baudelaire, reflecting, first of all, the
sculptor’s dramatic experience of the problems of
modernity and reflections on human life in the flow
of historical time, on the spiritual strength of man,
on his destiny” [Fedotova E.D., 2018, p. 175]. The
expression and self-absorption of Rodin's heroes
recreates no longer Renaissance questions about
existence and retribution for the sins of earthly life;
the sculptures embody the new existential prob-
lems of man in the New Age.

The side pillars of the portal, contrary to the
depicted chaos on the gate leaves, unfolding over
their entire surface, are directed upward. The dra-
matic movements of the characters add dynamism
to the composition. The semantic load of the part of
the portal that forms the ceiling above the gate is
strong. The sculptor resorts to creating a perspec-
tive in the center, forming a space reminiscent of
cave vaults. The male figure, later called the "Think-
er”, stands out. This impressive, monumental image,
associated with Rodin himself, is actually symbolic.
In fact, it represents an impersonal archetype. The
starting point for the creation of the sculpture was
the image of the “Poet”. In the process of work, it
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acquired a deeper philosophical sound, embodying
the concepts of “Creator”, “Dreamer”. It is known
that the model was the famous Parisian athlete Jean
Beau, who was engaged in boxing and earned mon-
ey from his own performances.

The image of Count Ugolino, borrowed for the
gates by Rodin from the Divine Comedy, leaves
a deep impression on the viewer. Dante meets him
in the ninth circle of Hell, where criminals who have
betrayed their homeland are subjected to terrible
torments:

“Lifting his lips from the vile food,

He wiped his bloody mouth

O the hair in which he had so terribly gnawed,...”
[Alighieri D., 2005, p.167].

Ugolino della Gherardesca (c. 1220-1289) was
a real person, a deposed ruler of Pisan who was im-
prisoned with his sons and grandsons, where they
died of starvation. Despite the lack of evidence of
cannibalism, a legend has been circulating that Count
Ugolino, like many desperate people going mad
from hunger, was destined to feed on the flesh of
his sons. This hint of cannibalism of the character
in literature is not clearly resolved by Dante. This
circumstance makes the image of the Count even
more contradictory and tragic, demonstrating the
limits of human despair. The dramatic image at-
tracted not only Rodin to embody; similar com-
positions in concept can be found in the works of
another French sculptor J.B. Carpeaux (1827-1875)
“Ugolino and His Sons”. The expression and pathos
of the canvas are similar to the painting by F. Goya
(1746-1828) "Saturn Devouring His Son"” created in
1819-1823. The interpretation of the character by
Carpo has an incomparable psychologism, his fa-
cial expressions and gestures multiply the trans-
mission of Ugolino's reflection. The torment of the
soul, realizing the horror of what was done, is per-
ceived as a clash of the rationality of the charac-
ter's act with the sensualistic rejection of the fact.
If a medieval person had to be tormented by the
thought that he should have acted in a specific way,
but acted differently, then the embodiment by the
sculptor della Gherardesca is perceived with gen-
uine drama, thanks to the idea he emphasized that
the hero acted exactly as he had to act. The viewer
has a hard time realizing the fact that a necessary
act is far from always virtuous. And the choice fac-
ing a person is not a preference between the tradi-
tional categories of good and evil, but sometimes
lies between several evils.

Rodin also designed the symbolic group Three
Shadows for the ensemble The Gates of Hell. It ris-
es above the scenes depicting swept away sinners
on the surface of the gates. The sculptural group
is designed symmetrically, it is static, and is distin-
guished by its balance. Rodin composed it from
three similar figures in mutually supporting poses,
but still, as if under the weight of despair, drawn
to the ground, as if under a weight unbearable for
a person, their legs are buckling.

Rodin intended to create another female figure,
which was named “Eve”. According to his plan, it
was to flank the doors together with the supposed
figure of “Adam”, located on the opposite side. The
image created by the master turned out to be trem-
ulous and lifelike. As a result, the sculptural image
of "Eve”, translated into marble, was purchased by
the Russian industrialist and collector M. A. Moro-
zov (1870-1903). It is noteworthy that many of the
models developed by the sculptor for “The Gates
of Hell” became independent, completely self-suf-
ficient monuments. The sculptural group “The Kiss”,
which was originally supposed to embody Paolo
and Francesca, became a symbol of all lovers and
love in general, and a bronze copy of “The Think-
er” now rises above the grave of its creator, as if
protecting his eternal peace.

In the context of representing experience, Ro-
manticism appeals to the singularity of experience.
Artistic artifacts of the era serve as transcriptions of
intimate narratives, reflecting the unique perspective
of the creator and his emotional map of the world.
This is clearly demonstrated in Delacroix's "Dante’s
Boat", where the tragedy of Dante’s plot is refract-
ed through the prism of the artist’s stormy, subjec-
tive experiences, as well as in Carpeaux’s sculpture
“Ugolino”, which captured the despair and torment
of a specific person, and not an abstract idea of suf-
fering. Rodin’s sculpture definitely embodied capa-
cious philosophical concepts in syncretic symbols
of love, human dignity and other higher manifes-
tations of spiritual culture.

Symbolism cultivates the desire to generate uni-
versal codes. These codes are designed to transcend
individual understanding. Its goal is to construct
images that resonate with the archetypes that in-
habit the collective unconscious. Rodin’s “The Gates
of Hell", despite its multi-figured and detailed na-
ture, strives to embody a universal concept of sin
and punishment that goes beyond personal expe-
rience. Ingres’s and Cabanel’s paintings of Paolo

and Francesca strive to create an archetypal im-
age of tragic love rather than convey the specific
emotions of individuals. This allows them to tran-
scend the horizons of personal interpretation and
ultimately achieve universal resonance.

In conclusion, it should be noted that the ob-
served manifestations of romanticism and symbol-
ism represent dichotomous strategies of escapism,
opposing themselves to the dominant discourses of
the period under study. Appeals to the Divine Com-
edy in Western European art each time actualize the
themes of sin, personal guilt, retribution and means
of salvation. Going beyond the times of Dante, the
poem does not lose its significance among repre-
sentatives of different cultures and generations. The
study of the diverse heritage of Alighieri still occu-
pies many scientists, literary scholars, art historians,
philosophers. Due to the versatility inherent in the
Divine Comedy, it touched upon different areas of
human culture. In the presented work, only a small
aspect of it is considered, concerning the use of im-
agery in French art of the 19* century.

This century is famous for the work of roman-
tic artists, works of painting, graphics and sculp-
ture, equally inspired by the immortal creation of
the great poet and thinker. While romantic art is
focused on finding refuge in the sphere of intense
emotional experiences and individual narratives,
symbolism is characterized by the desire to find
transcendence through the universalization of sym-
bolic systems and an appeal to spiritual ideals. The
work of artists determined the course of develop-
ment of art, finding a new metaphysical ideal of
a person in an immanent internal existential con-
flict, which is hidden not in the images of sacred
texts, but in such iconic literary monuments of hu-
manistic thought as Alighieri's Divine Comedy. All
this is clearly demonstrated by the above analysis
of French painting and sculpture of the XIX century,
where both trends harmoniously articulate a com-
mon intention of emphasizing the subjective as
a determining factor in the process of perceiving
the surrounding world.
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POMAHTUYECKN N CUMBOJNCTCKNN
MNoAXO4bl TPAKTOBKW OBPA30OB 1 MOTVBOB
«BOXECTBEHHOW KOMEAWW» AAHTE
ANVTBEPU B M3OBPA3UTE/IbBHOM NCKYCCTBE
OPAHLLNW XIX BEKA

AHHomayus: ABTop cTaTb obpallaeTcsa K npobaema-
TVKe BANAHMA «BoxecTBeHHON KoMeaum» [laHTe Anurbepu
KakK MCTOYHMKa XyAOXeCTBEHHbIX 06pa3oB Ha n3obpa-
3uTenbHoe mnckycctso ®paruymn XIX Beka. BanaHue
Xyf0XeCcTBeHHbIx 06pa3oB [laHTe obHapy>1BaeTcs B Te-
MaTu4eckom oTbope dpaHLy3ckol xmeonucu XIX Beka:
3. Aenakpya, B.A. byrpo, X.O.[. 3urp, A. KabaHenb. OHO
>KMBO MPOAB/IEHO Takxe BO GppaHLy3CKOl CKybMnType
paccmaTpuBaemoro nepuoga B TBopyectse O. PogeHa,
X.B. Kapno. Hamu o6Hapy>KeHO HecKoNbKO MyTen To-
KoBaHWe nuTepaTypHbix 0bpa3os JaHTe Bo dpaHLy3CKOM

«boxectBeHHasa komegua» [laHte Anurbepn —
HeoTbem/ieMas YacTb MTepPaTypHOU, Gnnocodckon,
PENNTMO3HOM U B LLeJIOM — KYJIbTYPHOW MbICAU
XIV Beka, B KOTOPOM OTPasnaoCb MHOroypoBHe-
BOe MbllaeHne pa3suTtoro CpegHeBekoBba. Co3ga-
BaNocb NpouseegeHune B nepmog ¢ 1307 no 1321 rog,
BO BpemMs M3rHaHus noata us ®nopeHuymm. OHO no-
CNYXKMNO 3HAUMMBIM UCTOYHUKOM CMbICJIOBOTO Ha-
NOJIHEHUS eBpOnenckon BepbasbHOM KyAbTypbl,
He yracliero c Te4eHmem BeKOB. Takum obpa3om
ee 3HaueHue C TeueHNneM BPeMEHU He yTpaunBaeT-
€A, OCTaBasfACb CMbIC/IOBbIM, lYXOBHbLIM 1 CUMBOJIO-
06pasytoLLM OPUEHTUPOM. ITO MOHYMEHTaNbHOE
npov3BeAeHNe — MyTeLlecTBUE B MHON MUP, NOPOW
paccMaTpuBaeMblil Kak MUCTUYECKUIA MyTb AyLIN
k 60ry, Nof06HO AYXOBHOMY OMbITY BblJatOLLErOCs

n306pasnTeNbHOM UCKYCCTBE: POMaHTUYECKOe N CUM-
BOJINCTCKOE MX OCMblcaeHune. [puBeaeHHble obpasLbl
CKYNBATYPbI Y XNBOMUCK AEMOHCTPUPYIOT penpeseH-
Tauuto A3bIKOM N306pa3nTesbHOro NCKyccTBa MHOMO-
MepHbIX 06pa3oB Npon3BeAeHNA UTaNbAHCKOro NoaTa
XIV Beka B NpeNoMAEHUN MHTEPMPEeTaLUiA CHOXKETOB Xy-
AoxHMKamm XIX ctonetma.

Knrouesele cnosa: xusonuce @paryuu XIX eeka, ckybn-
mypa @parHyuu XIX eexa, o6pasel [JaHme Anuzbepu 8 u30-
6pasumesnibHOM UCKyccmee, pPOMaHmMuU3M, CUMBO/IU3M

Teonora, cxonacrta Xlll cronetua boHaBeHTypbl. «bo-
XeCTBEHHas KoMeaus» NnapagokcanbHbiM 06pa3om
coyetaeT B cebe COHM PeNUTMO3HbIX NpeacTaBe-
HUM 1 BMeLLaeT Cy>XAEeHMA O ranaHTHON, KypTyas-
Hoi no6BM. B nucbMe k KaH MpaHae genna Ckana
No3T AeNACA MHOTOTPaHHOCTbIO 3aMblC1a MPOKN3-
BeJ,eHWNA, OH BeN peyb O Lies1aX MO3Mbl U COKPbITbIX
B HeW YeTblipex cMbicnax: bykBaibHOM, anneropu-
YeckOM, aHarormyeckom 1 MopanbHoM. MpakTm-
Yeckyto Lieslb COunHeHna [laHTe onpegenasn, Kak
NPOCBETUTENBCKYHO, 3aKNH0UaBLUYHOCA B yKa3aHUK
4yenoBeuecTBy NyTV K CMAaCeHUIo, MOy4YeHne cospe-
MeHHMKaM. OcobeHHOCTbIO NPOV3BeeHNa CTano
nepecevyeHve B eAMHOM MO3TMYECKOM MPOCTPaH-
CTBE peasibHbIX UCTOPUYECKUX MepCoHaXxen, bnb-
nenckmx n Mudonornyeckmnx cyliects. LieHtpanbHol
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durypoit noBecTBOBaHWA CTaHOBWJ/ICS CaM aBTop, pe-
aNbHOe L0, OT KOTOPOro OHO BegeTca. B HekoTo-
pom cmblicne [aHTe ynosobaan cBoe npovsseieHve
OTKpoBeHuto, NpuaaBas BCEMY HappaTUBY UepTbl
aBTOBMOrpaPUUHOCTH, CYOBEKTUBHOCTN U NCKPEH-
HOCTW, NPUBAEKAKOLLNX JOHbIHE YMTaTeNEeN.

B n306paXkeHnn COTBOPEHHOrO MUpa Npoms-
BeJieHWe aBToOpa CTaHOBUTCA A/18 UccaefoBaTeneit
Knazesem Hatypdunocodckmx npeacrasneHmin Cpea-
HeBeKOBbS, 3aTparneas NpPoTMBOpeUnBble 06pa3bl
3CXaToNornMKM (yYeHne o KOHeuUHbIX cyabbax yeno-
Beka W yesoBeyectBa Boobue). Mosma conepxunt
3aMbIC/IOBaTOE coYeTaHune TpajguLMOHHOro boro-
CIOBWSA, HAPOAHbIX B3r840B O 3arpoBHOM XN3HU
cpesHeBekoBOro yenoseka. Ee kopnyc cocrtaBneH
N3 Tpex YacTelr n COOTBETCTBEHHO LLepKOBHOM Tpa-
anumn osarnasned: Aa. Ynctuanuwe, Pan (Inferno,
Purgatorio, Paradiso). l3o6paxeHus Aga nosecT-
BYIOT O HEXXMBOW Npupoae, B KOTOPOW pacnonara-
FOTCS MPUPOAHBbIE MaTePUM U BOPHOTCA CTUXUIAHBIE
cmabl. CobblTnsa Ynctuamila packpbiBatoT boraT-
CTBO 3HaHWM U3 obaactn buonornuy, 6oTaHUKK, 3a-
Tparveas u MUp NHOAEN — NCUXOJIOTUIO, UCTOPUIO.
Pain Anvrbepu packpbiBaeT Beanumne npupogsl 60-
>KeCTBEHHOM, kacaeTcs Bbicwmnx cdep. Mo3T npu-
MeHSeT A/ ero onMcaHnsa NO3HaHMA acCTPOHOMMUM
1 NONOXEHUA MeTapU3NKW.

NccnepoBaHme BAnAHUA «boXXeCcTBEHHOW KO-
MeAnM» ABNAETCA OMNbITOM NPUMEHEHNA MEXANC-
LMMNJMHAPHOrO NoAxoAa W AeMOHCTPaLumM TOoro,
HaCKO/IbKO MOFPY>XeHME B KOHTEKCT MOXET BLOXHYTb
HOBYIO XW3Hb B TPAANLMOHHbIE METOAbI aHan3a.
MomMMMO cpesHEBEKOBbIX BO33PEHMN Ha 3arpob-
HbI MUP Mbl BUAUM M KOHLEMLMIO IMYHOW UAEH-
TUYHOCTW, KOTOPYIO npegnaraeT aBTop. [MoHATUA
My4YeHMNI 1 60NN IKCTPANOANPYHOTCA Ha 3CXaToNO-
rMyeckue npeacTaBAeHUs TOro BpeMeHu, 0COH6eHHOo
B VX NapajoKCasbHOM CTPEMAEHNN NOAYEPKHYTb
br3nYeckmin onbIT OTAENEHHOW AYLWIM N OKOHYa-
Te/IbHY0 HEOBXOANMOCTb TENECHOTO BOCKPECEHUSI.
«boxecTtBeHHas komeans» [laHTe paccmaTpuBaeTca
Hamu B KayecTBe CpeHeBEKOBOrO NaMATHMKaA, BMe-
LatoLLEero CyLwecTBEHHbIA NAACT BOLeALLIEN B Hee
KyNbTypbl 37OV Nopsbl. [T03Ma AEMOHCTPMPYET CTONK-
HOBeHWe abCcoNtoTHOM Bepbl B 6OXECTBEHHYHO Crpa-
BEJJ/IMBOCTb U UeNI0OBEYECKUI pa3yM, NPU 3TOM poJb
WNHAMBWUAA, IMYHOTO OTHOLLEHWA BBIXOAWT Ha nep-
BbIM NnaH. MepcoHax [aHTe — He 6ecUyBCTBEHHBIW,
OTpeLLEeHHbI 3puTesib U Cyxoin Mopanuzatop. Kak
cnpaBeAnnBO oTMe4eHo B ctaTbe HO.C. ObuanHon,
B TEKCTE NMO3MbI YK€ NPUCYTCTBYET CPeHEBEKOBbIN
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KOMMOHEHT «MNchxoaHanamsa» [ObuauHa HO.C., 2016,
c. 40]. Tepolt YacTo BbipaXkaeT COUYBCTBME K MyYa-
HOLWMMCS B ay rpeLuHmkaM. 31a paboTa HanonHeHa
61bnenckmmMm nctopuamm, teonorvein Pomol Ax-
BMHCKOTO, rpe4eCcKMMmn 1 pUMCKMMU KNacCu4eckun-
MU MUdamMu, UCTOPUENA N CTONKHOBEHUAMM [aHTe
C NONTUYECKMMU 3anTamun VITanmm n HeKoTopbl-
MU angepamu BatmkaHa.

B »xunBonucm XIX Beka Hawno oTpaxkeHue BAns-
Hue «boxxecTBeHHOM KOMeann» [laHTe Ha TBOpue-
CTBO MHOTVX BblAaroLmxcsa dbpaHLy3CcKMx MacTepoB:
2. lenakpya (1798-1863), B. A. byrpo (1825-1905),
X.0.4. 3Hrp (1780-1867), A. KabaHenb (1823-1889).
B nepvoga 1814-1819 rogos X.O. [l. SHrp co3aaet
HeCKOoNbKO BEPCUIA KapTuHbl «[aono n ®paHuecka»
(cemb Bepcuit), B4LOXHOBMBLUNCE o6pazamu Anu-
reepu. CroxXeT Obln 3aMMCTBOBaH GJIOPEHTUINCKMM
aBTOPOM M3 peanbHoOM xun3Hu. B koHue Xl Beka
npasutenemMm PaBeHHbl 6bln [BUAO | ga MoneHTa.
B 1275 roay OH Bblgan A04Yb, OTANYAIOLLYOCA He-
06blualiHOW KPacoTOW, 3a MOTYLLLECTBEHHOTO NpaBu-
Tens ropoga PumunHn JpkaHuoto Manatecta. OgHako
tOHas KpacaBuua noatobuna bparta cBOEro Myxa,
KOTOPbIN 3acTan WX BABOEM W you.

311 paboTbl DHrpa OTHOCAT K TaK Ha3blBaEMOMY
ctunto Tpybagypos (oT ¢p. «Stile troubadour»). 1ot
HaCMELLNNBO-UPOHNYHBIA TEPMUH OObIYHO NpUMe-
HAETCS K UCTOpUYeCcKolr GppaHLLy3CKON XXMBOMUCH
Hauana XIX Beka c ngeann3npoBaHHbIM N30b6paxe-
Huem CpegHux BekoB 1 PeHeccaHca. Yacto Hapaay
C NCTOPUYECKMMU AeATeNAMN MPOLLIOro B Kauve-
cTBe 06pa3oB M3bMpanncb NpocnaBaeHHbIE CTapble
MacTepa, Takme kak Padasnb u [lante. OTmeyatoT-
€5 06LMe YepTbl BAPUAHTOB KOMMO3ULMIA XYAOXK-
HWKa, UM CBOMCTBEHHbI GPOHTANBHOCTb, @ TakxXe
BHVMMaHWe K JeTansiM MHTepbepa 1 KOCTIoOMa, Npu-
cywmnx CeBepHomy BospoxaeHuto. Taknum obpa-
30M, Mbl MOX€eM OTMeTUTb 0COBYIO yBAEYEHHOCTb
npowv3ssegeHvemM [laHTe B ka4ecTBe MOLLHOrO TeMa-
TUYECKOro NCTOYHMKa AN dpaHLy3CKUX MacTepoB
XIX ctonetuns. B ycnoBuax reHesnca n passutus xa-
pPaKTepPUCTMK HanpaBieHUa POMaHTM3Ma C ero TA-
roTeHMeM K CTapUHHON nTepaType, NCTOPU3MY.

DHIP B CBOWX NPOM3BEAEHNAX MPONANFOCTPUPO-
Ba/l POMaHTUYeCKyto cueHy YTeHuns MNaono n ®pat-
yecku fa PUMMHK, NoBAeKLLYHo 3a COBOIA rPEeXOBHbIN
nouenyi, 3a KOTOPbIN B UTOre Ka3HATCA oba repos.
CpaBHeHuve nouenysa nepcoHaxen [laHte 1 aHano-
rMYyHoro neaw IBuHeBepsbl € pbitapeM JlaHceno-
TOM KaK NpUMeHeHne MOTMBa 3aMnpeTHOro nouenys
BAOBNEHHBIX MPOBOAMIOCH B UCKYCCTBO3HAHMM pa-

Hee B nccnegoBaHum 1968 roga M. Myca n A. Xatuep
[AHzepceH B.B., 2016 c. 295]. MNepBoM, ynozobme ee
nckycvswen Asama Ese, [laHTe n3obpaxaet geByLu-
Ky, UMTatoLLyto O nouesnye, a MNaono yxe Lenyer ee,
oTBeYan Ha NPosBJEHHOe et YyBCTBO. [Monynap-
HOCTb OTODOpaXkeHns 0bpPa3oB M TEMbI 3aMpPeTHOM
nobBKM B InTepaTtype U n30b6pasnTenbHOM UCKYC-
cTBe 6bl1a BeNnKa, CTOUT BCMOMHUTb Ypesy Nopon
KYpPTya3HbIX, NOPOW ApamaTnyecKkmx NOBECTBOBaHWIN.
Momumo Maono n PpaHuecky, ciesyeTt yrnomsaHyTb
06pa3bl Pomeo n [xynbettsl, Jlernbl u MengxHy-
Ha, Buc n PamuHa n apyrve, cooTBeTcTBYtOLME O6-
e TMnoaornu.

Cam Anurbepw, 3agymbiBas ann3og «Aga» ¢ [ao-
N0 1 GpaHyeckon onnpanca NOMMMO peasbHO Mpo-
n3oLLeALLIen UCTOPMM Ha N3BECTHOE NOBECTBOBaHMWE
06 Abenspe v dnouze, napannenb C KOTOPbIMU MPO-
CNEeXMBAETCA U B TOM, YTO t0O0OBb HacTUraeT BAHOO-
NleHHble Napbl B 060MX Cyyanx 3a UTEHUEM KHUTU.
3TOT MOTMB, OBOJIbHO KYPTYya3Hbl, O4EBUAHO U MO-
TUBMPOBA JHrPa Ha Co3JaHne CBOUX KOMMO3MNLMNA.
O XyZ0>XeCTBEHHOW Napanfenn AByx gpamMaTtiye-
CKUX UcTopuii o nroben nuwet B.B. AHaepceH,
onupasacb Ha gosoabl uccnegosatens . ApoHke
[AHpepceH B.B., 2016 c. 294]. OgHoli 13 Hanbonee
N3BECTHbIX AN1S 3pUTeen ABaseTcs paboTa, XxpaHs-
Lancs B My3ee M3ALLHbIX UCKYCCTB ropoga AHXe.
MoctpoeHune ourypbl MNaono HanomuHaet KOnuTe-
pa Ha kapTuHe «tOnutep n ®etnga» camoro SHrpa.

KapTuHbI XyA0XHWKa UCNOAHEHbI B XapaKTepHOM
aBTOPCKON MaHepe, XxapaKTepu3yroLLEeNCs YeTKUMU
KOHTypamu duryp, okKpyriabiMu anHnAMU. Mo3xe
DHrp 3aCNyXWUN HeNeCTHOE MHEHWE O COBCTBEHHOM
TBOpYECTBe y psja KpuTukos. A. Yerogaes nuwet
0 Xyf0XHUKe: «<Ero 06BMHANN B CyXOCTU Y NPUMU-
TUBHOCTW; €ro yBJeYeHe PaHHUMW UTaNbsHLLAMM
CUMTaANOCh Henenow 6e3BKyCuLLelr, a HEKOTopble
KPUTUKK, NNOXO pa3bupasLunecs B UCTOPUM UCKYC-
CTBa, COUNIM €ro NPOCTYHO U ACHYO popMy He 6o-
Nee He MeHee Kak «roTuyeckol»» [Yerogaes A. /L.,
1969, c. 235]. CoBeTCkMIA KPUTUK CaM NpU3HaBan
XO/NIOAHOCTb, CyXOCTb 06pa3oB, HO Ka3aBLUyrOCA
MMEHHO CaJlOHHOM XMBOMUCK, MONOTEH Ha penun-
FMO3Hble U NCTOPUYECKME TeMBI, TAEe Y DHrpa Ha-
6at0aeTC HAPOUMTOCTb. CXOXYHO MbIC/Ib Bblpaas
O XYZAOXECTBEHHOW MaHepe XMBOMUCLLA UTaNbsH-
CKUI nctopuk nckycctea J1. BeHTypu, korga nucan:
«TakmuM 06pa3oM, pOMaHTM3M SHrpa bbla, 3acmels-
WUM pOMAHMU3MOM, KOTOPbIA NOAYYMA HauMe-
HOBaHue uckyccmea 018 uckyccmea» [Bentypwm J1.,
2007, c. 140].

MoMMMO SHrpa gaHHbIV cloxeT Bbibpan Anek-
caHap KabaHenb, 4TO MpUBENO K CO3AaHNIO KapTUHBI
«CmepTb ®paHuecku ga Pumunm u MNaono ManaTte-
cTa», co3gaHHol B 1870 roay. Ero npusnekna nep-
cnekTMBa 3aneyaT/ieTb gpaMaTUUECcKUii aNn3os
NMOBECTBOBAHMA O ABYX FOHbIX HOBOBHMKAX, YO -
TbIX B pe3ysibTaTe PeBHOCTU cynpyra ®paHyecku.
Tonbko KabaHenb 3aneyatsnien camy pas3BasKy apa-
MaTtunyeckoro KoHdmkTa. lMonoTHO aBTOpa, NOAO6HO
APYrMM B ero TBOpYeCTBe, AOCTaTOUHO AekopaTuB-
HO MO 3aMbIC/ly KOMMO3MLMK, TNLLEHO NOAJNHHOW
3KCnpeccun peanbHOCT M3obpaxaemMoro, Yero Ao-
6vBanncb NpeAcTaBUTENN POMaHTMU3Ma. JJpamatiam
KabaHens nnnro3opeH, C10BHO n3obpaxkeHHas nm
CuEeHa He HeceT HaMepeHUs YA0CTOBEPUTb 3puTe-
N B peanbHOCTM ctoxeTa. XyAOXKHUK ynogobaset
[EeNCTBUE repoeB KapTUHbI CLIEHe CreKTaks, Koraa
3puTeNb HEMOCPEACTBEHHO OCO3HAET YCIOBHOCTb
Tparn4eckoro nNoBecTsoBaHMs. [JOCTOBEPHOCTb XU-
BOMnuceL, NpuAaeT AeTansiM MHTepbepa, TWaTesbHO
NCMNOJIHEHbI UM APANUPOBKN KOCTIOMOB, 3aHaBECKM.

MNpousseseHne fpyroro 3HameHUToro ¢paH-
Ly3CKOro xmsonucua IxeHa [Jenakpya (1798-
1863) «Jlagba [aHTte» («[aHTe 1 Bepruanii B Agy»)
1822 roga npeactaBaseT nsobpaxeHue rnaBHbIX
repoes «boxecTBEHHOWN KOMeAnM», Nepecekato-
WX Ha nogke Mnduyeckyro peky Ctukc. JuHammam
W ApamaT3m KOMMO3WLMK, peLleHns MpoCcTpaHCTBa
NPV MOMOLLN KONOPUCTUYECKMX aKLLEHTOB MOTAM
NoBAUATb B JafbHenlleM Ha GOPMUPOBaHME TeX-
HWKM UMMNpeccMoHncToB. HebonbLuoe cyaHO oKpy-
>KEHO MeTYLLMMMNCA AyLaMu TPeLLHUKOB, KOTOpble
cTpemaTcs B3obpaTbcs Kk JaHTe 1 Bepruauto, yue-
nMTbCA 3a KopMy. Co CNUHbI BUAHA MOLLHas durypa
ynpasastoLero nagbeii Pnerns, ybe UM B nepe-
BOJE C rpeyeckoro o3HayvaeT «MblAatoWwmnin», «nog-
Xurarowmniny. CMbICA 3aKNHOYEHHBIA B €10 UMEHM,
BTOPUT caMOMy GOHY NONOTHA C MblIAOWMMM CTe-
HamMu ropoja Ha 3aHeM nsiaHe, obuanem obna-
KoB gbiMa. Haxoaawasca HeiHe B JlyBpe kapTuHa
ABMAACb MepBbIM MacWTabHbIM Npou3BegeHnem
[Jenakpya, no gpamMatuaMy 1 3NNYECKOW 3HaYun-
MOCTW CpaBHMMasn C COBPEMEHHbIM, — U3BECTHbIM
aBTopy nonotHom Teogopa Xepuko (1791-1824)
«[Mnot «Meay3bl» 1819 roga. O6LWMM MecTOM cpe-
AW nccnepoBaTtenein Ctano OTHOLWEHME K NOOTHY
[Jenakpya, CNOBHO MpoOBO3raallatoLLemMy nepexos
OT K/accuumamMa K poMaHTusmy. Mpu 3ToM nersax-
HOe n306paxkeHne 3aHNManNo CyLecTBeHHOe MeCcTo
B KOHLenuun obpasoB ero npov3BeseHunl, B TOM
uncne «flagbe JaHTte», rae MpadHbii 06AMK aAcKo-
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ro TeveHusa aBaAsOTCA GakKTOPOM MOLLHOIO 3MO-
LMOHaNbHOIO BANAHUA. «TaK, B POMaHTUYECKOM
nensaxe Nosyuno BblpaxeHne YyBCTBO pa3oyapo-
BaHHOCTW Ntoael nepBoin yetBepTn XIX Beka, oLuy-
weHne 6eCCMbICIEHHOCT MPOUCXOAALLErO U faxe
BpaxxaebHOCTM okpy>atoLero mupa» [MBactotum-
Ha M. A, 2015, c. 82].

B 1850 rogy Agonbd Bunbam byrpo (1825-1905)
nuwert kapTuHy «[aHTe 1 Bepruamii B Agy». Ha xon-
CTe MacTep npegcrtasua [laHTe 1 ero NPoBOAHMKA
3a4apoBaHHO HabatoAaOLWMMYM CO CTOPOHBI 3a OXe-
CTOYEHHON CcLeHOoN 60pbbbl Mexay y3ypnaTopom
[>xanHu Cknkky ¢ anxummkom Kanayyo paspasms-
welncs B A4eCATOM pBY BOCbMOTO Kpyra Aga. 34ech,
cornacHo [laHTe, Hawau cBoe npubexuile danbcu-
¢durkaTopbl, epeTvkn 1 GanbLUIMBOMOHETUNKM BCEX
macTei. [kaHHW CKUKKW, MPOBUHMBLUMIACA TEM, YTO
BblJaBas cebs 3a yMepLUero pajm cocTaBieHNs 3a-
BeLLaHNA OT ero MMeHU B CBOKO MOJIb3Y, M306paeH
Hanaaarowmm Ha anxmmmka Kanokkno. OH BUenas-
eTcA TOMY B LLEtO, Tep3as ero. B pabote aBTop onu-
panca Ha cueHy necHn XXX «Aga» «boxectBeHHON
KOMeZAunn», ero 3aMblCen 3akao4anca B n3obpaxe-
HWUW y>KacoB NPenCrnogHen.

Xota «boxecTBeHHas KOMeAuMsA» OnunCbIBaeT Co-
CTOAHME Ayl NOoC/ae CMepTH, NpejMeToM ee ocTa-
eTCsA 3eMHas XXM3Hb BO MHOXECTBE MPOSABAEHUN.
Be3ycnoBHO, B Npoun3BeaeHUN akLeHTMpyeTCs TeMa
nyTW, NOA06HO eLle CTPAHCTBUAM APEBHUX, TakmX,
Kak cTpaHcTBme Oguccesa y fomepa, nomnckn JHes
y Beprunwus, BuaeHnsa cpesHeBeKoBbIX MOHaX0B 1 60-
rocnoBoB. [1aBHbIM B HalLeM MOHMMaHUM OCTaeTCs
CaM CMbICA MyTW, €ero KOHeYHas Liesb, KoTopas Bbl-
PV COBBIBAETCA MNOCTOAHHBLIM MONCKOM Cebf, CMbIC-
Na XW3HW, HageXs YenoBeyvecTBa Ha MHoe bbiTre.
ApamaTtnam nt060ro BENMKOro naMmaTHMKa UCKYC-
CTBa 3aK/I0YaeTCA B COYETaHNM 06pa30oB ngeanbHbIX
1 CYypOBbIX NPO3anyecknx peanunii, napasokcos, npe-
NATCTBYIOLUMX CHACT/IMBBIM HAYMHAHMAM T1aBHOTO
repos. Kak Mbl MOXeM OTMeTUTb, BANAHNE «boxe-
CTBEHHOW KOMeaUW» Ha MUPOBOE M306pa3uTeNbHoE
MNCKYCCTBO MPOCAEXMNBAETCA B TOM, MU MHOM Kauye-
CTBE W PacnpoCTPaHAETCA BMAOTb A0 HALUUX AHEN.

Hepeako XyA0XHUKOB 3aHVMaNo 1 UANOCTPU-
poBaHue TekcTa [laHTte. Ha npumepe dpaHLy3ckoro
nckyccrsa XIX Beka npofemMoHCTpMpOBaHa 3amHTe-
PeCcoBaHHOCTb POMAHTNYECKUMU N NCTOPUYECKUMM
acrnekTamMu, Bblpa>XeHHbIMU B MPOU3BEAEHNM MO3-
Ta, 3a/10)KEHHBIN UM HPaBCTBEHHbIN nadoc. aHTe
BO MHOTOM 6bl/1 TOAO6EH TBOPLLY BCENEHHOW, 1 BO3-
MOXHO Hauay4lWMK ero nHTeprnpeTaTtopamMm cTa-
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N MacTepa-TUTaHbl, KAKOBbIMU ObINN CKYbATOPSI
ByoHapoTtu («CTpalwHbin cya») n PogeH («Bpata
Agza»), unntoctpatopsl Yuabam bneik n Moctas [Jope.
FeHVeB pa3HbIX BPEMEH U CTpaH poaHUT ¢ [JaHTe
MOHYMEHTa/IbHOCTb, TOHKas NpopaboTaHHOCTb 06-
pa3oB 1 aeTanen, apkasa Cy6bbeKkTMBHaA COCTaBAA-
toLLLas, OPUTMHANBHOCTb XyA0XECTBEHHbIX CPEACTB.
[Boe MacTepoB pa3pabatbiBanu rnyboko MHAMBK-
JyanbHOE BOMJOLLEHME CHOXKETOB U cLeH «boxe-
CTBEHHOW KOMeaumn». W, kak cnpaBeAavBO 3aMeyana
M. 0. JleBaxunHa, oba noaxopna byayun HeopanHap-
HbIMW BOCXOAWAN K Pa3IYHbIM NpUHLMNam. baeik,
6e3yCc/0BHO, BbICTYMaeT B KauecTBe BU3NOHEPa, BO-
niollasLlero cyrybo AnyHoe BugeHne TeM mUtab-
AHcKoro noata [J/leBaxuHa M.HO., 2012, c. 46-51].
[Jope e BONAOTUA rNy6OKO KAacCuyeckuii, Mo-
HYMEHTaIbHbIN CTUAb MANKOCTPUPOBaHMA. MOXHO
CKazaTb, YTO WOCTPALIMN XYAOXHMKA CaMu CTa-
IV KAHOHOM A/151 NOC/EAYOLLNX N306paxKeHUIA JaH-
TOBCKUX 06pa3oB.

Cpeau Hanbosiee HeOPANHAPHbIX BOMIOLLEHNI
MO3/Hero BpeMeHu npuBesemM ocobblii UTaNbAHCKNN
Ky/IbTYPHbI KOHTEKCT Havana XX Beka [EMesbsHoO-
Ba /.b., 2020, c. 17-26], korga ¢wurypa [aHte n ero
Hacnesme Obln NOAUTUYECKM aHFaXXMPOBaHbI, YTO
HabatogaTbca baarogapsa nanroctpauuam A. Hattu-
HW, rae NPOCNeXMBaAETC TEHAEHLMA IKCNPEeCCMB-
HOW repousauunm HaumoHanabHOW nctopumn Ntanum.
Tak>ke Bblpa3nTesbHbI, XOTS NAEONOTMYECKM HEOS-
HO3HauHbl YyTONMUYeCKMe apXMTEKTYPHbIE MPOEKTLI.
3T0 NOCBsALLEHHbIe AnUrbepy, TAroTeroLWwme K Mo-
HYMEHTaAN3MYy W BblYYPHOCTU MOJAENN N3BasHMA
«[laHTeyMa»: «XpycTanbHbln 06pa3», «KaMeHHbIN
obpas», «XKenezHblih 06pa3z» M. [zamnuHu, x. Tep-
paHbK, «3an Pas», «3an Ynctmamwa» . fingxepw.

MckyccTBO cKynbnTypbl HE OCTaN0Ch PaBHO-
AyLIHBIM MO OTHOLUEHWUIO K Npou3BeseHuto [laHTe.
B 1880 rogy Ortoct PogeH nonyumn 3akas Ha co-
34aHve BpOH30BbIX ABepen My3es AeKkopaTUBHOTO
MCKYyCCTBa NOAOOHbIX KOMNO3MLMK «Paiickmx BpaT»
(BOCTOUHbIX BpaT GAOPEHTUICKOTO banTmucTepus)
NTaNbAHCKOro cKy/nbnTopa v toBeanpa JlopeHuo
FmbepTn (1378-1455). CTpouTenbCTBO KOMMAO3ULUN
NnaaHMpPOBaNOCh OCyLLecTBUTb B [Mapuxe, a odnuyn-
aNbHOe NpejaoXeHMe Mo COo34aHNI0 AeKopaTus-
HOro opopMIEHNs PeLLIAN BO3NOXNUTL Ha PoseHa
KaK BblAaroLLerocs Mactepa coBpeMeHHOCTU. PoaeH
npuHMMaeT 3asauy, byKBanbHO 3axBaTMBLLYIO €ro
Ha BCHO XXM3Hb, OTPUHYB BO3MOXHbIN CTpax nepes
rpPaHAMO3HOCTBIO 3ambicna. Ero paspabotkm obpa-
30B BOMJIOTUANCE B OTAENbHbIX CKY/bNTYpax, 13-

BECTHbIX cenyac Kak «Mbicantenb» (1880-1882),
«EBa» (1881), «YronnHo» (1880), «Tpu TeHn» (1886).
Ha TBOpYecknin metoa MacTepa Okasano BAUSAHMWE
He TOJIbKO 3HaKOMCTBO C NMaMATHUKOM UckyccTBa n-
6epTyn, HO Takxe obpa3bl «CTpallHoro cysa» Mu-
KenaHAXeNo 1 AeKop roTMyYeckmnx xpamos. Macwtab
npeACTaBAeHHOW Tpare4Anu BO BCEM MHOro06pasum
yenoBeyecknx o6pasoB, CNNeTEHHbIX B €4MHCTBO
naactnyecknx macc, PogeH ctpemuncs Bonaotutb
B co3faHun «Bpat Aga». Ero paboty otamyaet yme-
Nloe coueTaHue pesbeda v KpYrIoi ckyabnTypbl, yoe-
AVTENBbHO BbipaXkatolLiee CTUXMIHOCTb, XaOTUUYHOCTb
BUXpeW BceneHHol. CTpax nepes Mykamu, UCMo-
HEeHHble OTYaAHbA YesoBeYeCcKne No3bl CMEHANT-
cs obpazamu Noaen, HaxoAALLNXCA B CMATEHUN,
NMB0o NaccMBHOM HeZoyMeHUU. Ho Bce Xe reHuin
PosieHa BOMAOTWA HE TMMH W1 He TOPXXeCTBO CMep-
™" — B pesibedHOMN NAOCKOCTH BpaT NpOCaeXMBaeT-
CS1 XKMBOE Havaslo, XXeHCKMe NepcoHaXxu nsayyaroT
M3ALWECTBO M 3POTM3M.

Kak 3T0 nponcxoanT y MHOMMX BEAMKNX XYAOXKHU-
KOB, BOMJ/IOLLLEHHbI MU 06pa3 BbIXOAWT 32 paMKm
6yKBasIbHOrO MANKOCTPMPOBAHNA TOrO Npou3Bese-
HWS, KOTOPbIM BbIJIO BAOXHOBAEHO: «ApKNiA NpuMep
Tomy «Bparta Aga» (1880-1917) PoaeHa, 3agyman-
Hble MepBOHaYasbHO KakK Mpov3BeAeHNe Ha anTe-
paTypHbIV CHOXET, HO BKKOUatOLLee CKYbMNTYPHble
ob6pasbl, HaBesHHble No33ven ®. BuiioHa n L. boa-
Nepa, OTpasvBLLee Nnpexje BCero gpamaTmyeckoe
nepexuBaHmne ckynbnTopom npobaem coBpeMeHHO-
CTU W pa3MbILLIEHNS O YENOBEYECKOW XMN3HWN B MO-
TOKE NCTOPUYECKOro BPEMEHU, O AYXOBHbIX CUAax
yesoBeka, O ero npegHasHaveHun» [Gepotoea E. [,
2018, c. 175]. 3kcnpeccus 1 NOrpy>XeHHOCTb B cebs
repoeB PosieHa BOCCO3aeT y>ke He peHecCaHCHble
BOMPOCHI O ObITUN 1N BO34AAHUMN 3@ TPEXN 3EMHOM
SKU3HW, CKY/IbNTYPbl BOMJIOLLAIOT HOBYH) 3K3UCTEHLMW-
anbHyto NpobaemaTtuky Yenoseka HoBOro BpemeHu.

BokoBble CTONKKM NopTana, BONPeEKM N30bpaxeH-
HOMY XaoCy Ha CTBOpKax BpaT, pa3BopaymBatoLLe-
MYCSi MO BCeW UX NOBEPXHOCTH, YCTPEMEHbI BBbICh.
[pamaTtnueckne ABUXKEHNA NepCOHaXXen npuaarot
KOMNo3unuum auHaMmmsm. CuabHa CMbICNIOBas Harpys-
Ka YactTu noptasa, obpasytoLLein nepekpbITUe Hak
Bpatamu. CkynbnTop npuberaeT K CO3aHuIo nep-
CMeKTUBbI MO LEeHTPY, CGOpPMUPOBaAB MNPOCTPAHCTBO,
HanoMuMHatoLLee neliepHble CBOAbI. Bbigensertca
My>ckaa durypa, Ha3BaHHas BNOCAeACTBUM «MbIC-
nutenem». 3TOT BeYaTAsoWMi, MOHYMEHTaNbHbIN
obpas, accounmnpoBaBLLNICA C caMUM PogeHoMm,
B J€MCTBUTENILHOCTV CUMBOJIMYEH. B AecTBUTENBHO-

CTW OH NpeACTaBAasieT OO0 BHEANYHOCTHBIN apxe-
Tn. OTNPaBHON TOUKOWN ANS CO3AaHNA CKYAbMNTYPbI
nocayxwun obpas «MNosta». B npouecce paboTtbl oH
0bpen 6onee rnybokoe punocodpckoe 3ByyaHue,
BONNOTUB B cebe noHaTuA: «Cosaatens», «Meuy-
Tatens». VI3BeCTHO, UTO B KauyecTBe MOZENN Bbl-
CTynan u3BecTHbIV B Mapwuxe cnoptcmeH XXaH bo,
3aHMMaBLUMICA BOKCOM U 3apabaTbiBatoLLMNA COB-
CTBEHHbIMMW BbICTYMAEHUAMMW.

Fnybokoe Brne4yaT/ieHne oCTaBAsET Yy 3puTe-
na obpas rpada YrosmHo, 3aMMCTBOBAHHbLIN A5
Bpat PoseHoM 13 «boxecTBeHHON Komeaumn». [laH-
Te BCTpeYaeTca C HMM B AeBATOM Kpyre Aaa, rae
Y>KaCHbIM My4YeHWAM MOABEPratoTCs NPecTynHu-
KW, NpesaBLUnie POANHY:

«[MoAHsB yCTa OT MepP30CTHOro BpallHa,

OH BbITEP CBOW OKPOBABNEHHbIA POT

O BO/IOChI, B KOTOPbIX IPbI3 TaK CTPALLHO,...» [Aan-
reepu ., 2005, c. 167].

YronnHo genna lNepapgecka (ok. 1220-1289)
6blN peanbHO CyLLECTBYHOLLEN NNUYHOCTbIO, CBEPT-
HYTbIM MM3aHCKMM NpaBuTeNeM, KOTOPOroO 3aKoun-
2N B TEMHULY BMECTE C CbIHOBbAMMW U BHYKaMW, rae
OHW NPUHAAM CMepTb OT rosoga. HecmMoTps Ha OT-
CYTCTBME fOKa3aTesIbCTBa akTa KaHHWbann3ma cra-
No 6bITOBaTL NpegaHne o ToM, YTo rpady YroamHo,
Noj06HO MHOMMM OTYAABLUMMCA FOAAM, CXOAALLMM
OT rosioga ¢ yma, bbl10 Cy>XAeHO NUTaTbCs NAOTbHO
CBOWX CbIHOBEW. 3TOT HaMeK Ha KaHHMbann3M nep-
COHaxa B nnTepatype y [laHTe 0f4HO3HaUHO He pe-
LUeH. ITO 0b6CTOATENLCTBO AenaeT obpas rpada ele
6onee NPOTMBOPEUMBBLIM W TParMyHbIM, AEeMOHCTPU-
pysa npezenbl YeNoBeYeckoro otyasHus. Jpamatny-
Hbl1 06pa3 NPUTArMBaN K BOMJIOLLEHUIO HE TONbKO
PogeHa, cxoxune no 3aMbICy KOMMO3ULUN MOXHO
06Hapy>xuTb y apyroro dpaHLy3Cckoro cky/abnTo-
pa X.b. Kapno (1827-1875) «YronnHo n ero cbl-
HOBbSf». JKCnpeccma n nadoc NOAOTHA KOTOPOro
CXofHbI € kapTuHoun . Fonn (1746-1828) «CaTypH,
no>XuparoLwmin ceoero coiHa» 1819-1823 rogos co-
3gaHus. NpouteHne obpasza nepcoHaxa y Kapno
obnasaeT HeCcpaBHEHHbBIM NCUXONOTU3MOM, EF0 MU-
MUKa W XXECTUKYAALMA NPUYMHOXALIOT nepegavy pe-
bnekcmm YronmHo. Tep3aHus aylum, oCo3HatoLwemn
y>Xac CoAeAHHOro, BOCMPVHNMALOTCA CTONIKHOBEHMEM
pPaLMOHaANCTUUYHOCTN NOCTyMNKa MepCcoHaxa C CeH-
CyanmcTnueckmm Henpuatnem dakra. Ecam cpeaHe-
BEKOBbIN YeN0BeK AOMKEH Hbl TEP3aTbCA MbIC/bIO,
O TOM, YTO OH A0JIXKEH OblN MOCTYNNTb KOHKpPET-
HbIM 06pa3om, a MOCTyNWA NHaYe, TO BOMJIOLLEHNE
CKy/nbNTOPOM genna lepapgecka BOCIPUHUMAETCA
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C HenoAAeNbHbIM ApaMaTM3MOM, baarogaps noa-
YEPKHYTOW MM MBbIC/M, YTO repoi MOCTYNUA UMEH-
HO TaK, Kak eMy MpuLA0Ch NOCTYNUTb. 3puTento
TSAXEN B OCO3HaHUM TOT $aKT, UTO HEOOXOAMMBI
MOCTYNOK — Aiasieko He Bcerga AobpoaeTesibHbIN.
A BbIOOP, CTOALWMI Nepes YeNOBEKOM, 3aKIHOHEH
He B MPeAnoYTeEHUN MeXAY TPaAULMOHHbBIMMY Ka-
Teropusmu fobpa v 31a, a NOPON HaXOAUTCA Me-
XAY HECKONbKMMM M3 301

Takxe ans aHcamb6na «Bpata Aga» PoseH pas-
paboTan cMMBOANYECKYHO rpynny «Tpu TeHn». OHa
BO3BbILIAETCA Haj CLeHaMu C n3obpaxeHnem cme-
TEHHbIX rPELUHMKOB Ha NOBEPXHOCTW BpaT. CKybn-
TypHas rpynna pelueHa CMMMETPUYHO, OHa CTaTUYHa,
OT/IMYaeTca ypaBHoBeLleHHOCTbIO. Ee PogeH cocra-
BWJI U3 TPEX CXOXMX Mexay coboit duryp B noaaep-
XMBaKOLWMX APYr Apyra no3sax, HO BCe Xe, C/IOBHO
noj rHeTOM OT4asHWSA, BJEKOMbIX K 3emJie, Kak bya-
TO MOJ HENOCU/IBHOW YENOBEKY TAXECTbHO UX HOTU
noarnbatoTcs.

PoseH HamepeBancs co3zaTb eLle XXEHCKYHo
¢burypy, nonyumsluyto HassaHue «Esa». CornacHo
€ro nnaHy, oHa goxHa bblna praHkMpoBsaThb ABe-
pu B Nape c npegnonaraemon Gurypon «Agama»,
PacrnoNoOXeHHOW C NPOTUBOMOAOXHOM CTOPOHBI.
O6pa3, co3gaHHbI MacTepoM, OKa3sancs Tpenet-
HbIM M XXW3HEHHbIM. B nTOre ckynbntypHoe n3o-
6paxeHune «EBbl», NnepeBeseHHOE B Mpamop, 6bi10
KyMNJeHO PyCCKUM NMPOMBILLAEHHWUKOM U KOANeKLMO-
HepoM M. A. Mopo3zoBbim (1870-1903). MNMpumeva-
Te/IbHO, UTO MHOTVe pa3pabaTbiBaeMble CKYIbMTOPOM
mogenu ans «Bpat Aga» cTanm camoCToATeNbHbI-
MU, COBEPLUEHHO CaMOAOCTaTOYHbIMW NaMATHU-
kamu. CkynbnTypHas rpynna «louenyi», kKoTopas
M3HavanbHO NpeAnonaranace BonaoweHvem MNao-
no n ®paHyecky, cTana CUMBONOM BCeX H0HALLNX
n ntobBu BoobLLe, a 6poH3oBas konua «MeicanTe-
Nsi» HblHE BO3BbIWAETCA Haj MOMMAON CBOEro Co-
3patens, 6yaTo obeperas ero BeYHbI MOKOW.

B KOHTEKCTe penpeseHTaLmm onbiTa, POMaHTU3M
anennmpyeT K CUHTYAAPHOCTU NepexmBaHna. Xyao-
XeCTBEHHble apTedaKkTbl 3MOXM CAy>KaT TPaHCKPUI-
LMen MHTUMHBIX HappPaTMBOB, OTpaXas YHUKaNbHYHO
nepcrneKkTVBY TBOPL,A U €ro 3MOLIMOHANbHYHO KapTy
MUpa. ITO HarasgHo npossasetcs B «flagbe [JaH-
Te» [lenakpya, rae Tparm3m LaHTOBCKOrO CroXeTa
NpenoMAAETCs CKBO3b NPU3MY BYpHbIX, CyObeKTUB-
HbIX NEPEXMBAHUI XYJOXKHMNKA, KakK U B CKYNbNTY-
pe «YronmHo» Kapno, 3anevatneBLlInx oTyasHue
N MYKWN KOHKPETHOro 4YenoBeka, a He abcTpakT-
Hyto naero ctpagaHus. Ckynbntypa PogeHa onpe-
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JeNeHHo BOMNNoTUAa eMkue puaocodckme NoHATUS
B CMHKpeTn4eckre CUMBObI 1H06BK, YesloBeYecKo-
ro JOCTOMHCTBA W APYTUX BbICLLINX MPOABAEHUN Ay-
XOBHOW Ky/bTypbl.

CVMMBOANN3M Xe KyNbTUBMPYET CTPEM/IEHNE K Te-
HEPUPOBAHWIO YHUBEPCANbHbIX KOAOB. T KOAbI
paccunTaHbl Ha TPaHCLEHANPOBaHME UHANBUAYab-
HOro NoHWUMaHwusA. Ero uenb — KOHCTpynpoBaHue
06pa3oB, pe3oHMNPYIOLLMX C apxeTunamu, oburato-
LWMMWN B KONJEKTUBHOM Hbecco3HaTenbHoM. «Bpa-
Ta aga» PoaeHa, HeCMOTpPA Ha MHOrObUrypHOCTb
W feTannsaumio, CTPEMATCSA K BOMJIOLLEHUIO YHU-
BepCaNbHOW KOHLUEMNLUWM Fpexa 1N HakasaHus, Bbl-
XOAsALWEeN 3a pamMKu IMYHOTO onbiTa. XXMBOMUCHbIE
nosoTHa 3Hrpa n KabaHens, NocBALLEHHbIE NCTOPUK
Maono n ®paHyeckn, ckopee CTPEMATCA K CO34a-
HUIO apXeTUNMUYHOro obpasza Tparmueckom arob6su,
HeXenun K nepesave KOHKPETHbIX SMOLIMIA OTAENb-
HbIX IMYHOCTEN. DTO NO3BO/SET NPEOAONETH O-
PW30OHTbI IMYHON MHTEepNpeTaLn 1 B KOHEYHOM
uTore JOCTMYb BCeobLLero pesoHaHca.

B 3akstoueHue, cnesyet OTMETUTb, UTO Habto-
JaeMble NpoABJEHNS POMaHTM3Ma U CUMBOIM3MA
npeAcTaBAArOT COHBOM ANXOTOMMUUHbBIE CTPATENMM
3cKanusMa, NPoTMBONOCTaBAsOWME cebs AOMM-
HVPYHOLLMM B UCCNEAYEMBIA NepUoS BPeMeEHN AnC-
KypcaMm. Ob6palleHmns Kk «boxecTBeHHON KoMeanmn»
B 3aMaZHOEeBPOMNENCKOM NCKYCCTBE KaxAbll pas
aKTyann3npyroT TeMbl Fpexa, IMYHON BUHbI, BO3-
JasHuA 1 cnocobos cnaceHus. Boeixoasa 3a pamkm
BpeMeH [laHTe, No3Ma He TepseT 3HaYMMOCTK Cpeau
npeacTaBUTENEN Pa3HbIX KYJbTyp 1 NokoaeHun. Ac-
cnesfoBaHWe pa3sHoobpasHoro Hacneamsa Anmrbepm
3aHWUMaeT No cel AeHb MHOTUX YYEHbIX, IMTepaTy-
poBefoB, UCKyccTBOBeA0B, dunocodos. baarogaps
npucyien «boxxecTBeHHON KOMEANN» MHOTOrpaH-
HOCTW, eto Bbln 3aTPOHYThI pa3Hble 0baacTn ye-
NoBeyveckol KyabTypbl. B npeacrtaBneHHon paboTe
PacCMOTPEH NMLb HeDObLION ee acneKT, Kacaro-
LMIACA MCNONb30BaHWsA 0bpa3Horo psaa Bo dpaH-
Ly3ckoM nckyccree XIX Beka.

DTOT BEK NPOC/AaBAeH TBOPUECTBOM XYL0XHU-
KOB-POMaHTMKOB, NMPOU3BEAEHUAMU XMBOMUCHK,
rpaduky 1 CKybMNTYpPbl, PAaBHO BAOXHOBAABLUMMUCA
6eccMepTHbIM TBOPEHMEM BEINKOTO MO3Ta U MbIC-
nuTtens. B 1o BpeMs Kak pOMaHTUYeCcKoe UCKYC-
CTBO OPMEHTMPOBAHO Ha Nouck ybexuia B chepe
WHTEHCUBHbIX 3MOLMOHAabHbIX NepexXnBaHnin
N UHAMBUAYaANbHbIX HAPPATUBOB, CUMBOJIN3M Xa-
pakTepusyeTca cTpemeHneM K obpeTeHno TpaHC-
LeHAEeHTHOCTM NOCPeaCcTBOM YHUBEPCanM3aumm

CUMBOJIMYECKUX CUCTEM W aneaniumm K JyXOBHbIM
naeanam. TBOPUYECTBOM XY OXHUKOB OnpegeneH
KypC pa3BUTUA UCKYCCTBA, HAXOAALLNN HOBbIN Me-
TadU3NUeCKNn ngean vyenoBeka, HaxoaALWErocs
B MMMaHEHTHOM BHYTPEHHEM 3K3MCTeHLMalbHOM
KOHPANKTE, KOTOPbIN KpoeTca He B obpasax ca-
KpaibHbIX TEKCTOB, HO B TakUX 3HAKOBbIX INTepa-
TYPHBbIX NaMATHMKAX T'yMaHUCTUYECKOW MbICAN, Kak

«boxecTBeHHaa komegua» Annrbepun. Bcé 31o Ha-
rNAAHO NPOAEMOHCTPUPOBAHO BbILIENPUBEAEHHbIM
aHann3oM GpPaHLy3CKOW XXUBOMUCK N CKYNbMTY-
pbl XIX Beka, rae oba HanpaBAeHUA rapMOHNYHO
apTUKYAMPYHOT OBLLYHO MHTEHLMIO NOAYepKMBa-
HMA CybbeKTUBHOrO Kak onpegenaroLiero pakro-
pa B MpoLecce BOCMPUATUA OKPYXKatoLLero Mmpa.
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SCHMITT AND JULIUS HEY

Summary: The article attempts to identify the peda-
gogical principles underlying the distinctive German vocal
school. To achieve this, it analyzes the work of innova-
tive teachers such as Friedrich Schmitt and his student
Julius Gay. It reveals that Friedrich Schmitt, in response to
Wagner's demands, developed his own teaching method-
ology for opera singers, known as the “Primordial Tone
School,” which primarily draws on Italian traditions but
also takes into account the phonetic characteristics of
the German language and culture. The school is based

German vocal art has gone through a long de-
velopment process. It has evolved from the depths
of the Middle Ages in several areas, including folk
music, church music, and secular music. The or-
igins of the German national singing school can
be traced back to the works of composers such as
George Frideric Handel, Wolfgang Amadeus Mozart,
Johann Sebastian Bach, Ludwig van Beethoven, and
Carl Maria von Weber. Their compositions laid the
foundation for the instrumental treatment of voice.
The further development of the views of the Ger-
man vocal school teachers was influenced by the
chamber-vocal music of the Romantic composers:
F. Schubert, R. Schumann, F. Mendelssohn, I. Brahms,
G. Wolf. Thanks to their work, the unique culture
of chamber singing, which has made the German
vocal school famous, was formed, which is charac-
terized by “the true transmission of the intonation
and phonetic features of speech, a careful attitude
to the poetic text, a combination of the truth and
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on finding the most convenient notes in the middle reg-
ister of the singer’s voice, which must be constructed tak-
ing into account their maximum resonance in the head
resonator, and then expanding this sound up and down
the range. Julius Gay develops and improves the teach-
er's methodology, which allows him to train renowned
German singers.

Keywords: German vocal school, Friedrich Schmitt, Ju-
lius Gay, primary tone, features of German phonetics.

simplicity of thoughts, strong but restrained emo-
tions” [40, p. 22].

The Italian vocal school, which is based on cen-
turies-old traditions and holds a leading position
in the training of opera singers, has had a signif-
icant impact on the development of all European
vocal schools, including the German school. Many
German educators borrowed the basic principles
of their work from the Italian method, occasionally
making some changes to it, such as Johann Krliger
(1598-1662), Johann Andreas Gerbst (1588-1666),
Peter Winter (1754-1825), and others. These chang-
es were primarily related to phonetics, which dif-
fered significantly from Italian phonetics: German
singers were forced to find ways to vocalize open
vowels that were not present in their language [2, p.
110]. However, Richard Wagner, who implemented
innovative principles of opera symphonicism and
the synthesis of drama and music in his work, de-
manded that singers find new vocal techniques that

differed from lItalian techniques when performing
roles in German operas.

Friedrich Schmitt (1812-1884), who is considered
the founder of the national German vocal school
known as the “school of the primary tone”, became
a follower and promoter of Wagner's views. This
school emphasized the importance of incorporat-
ing the phonetics of the German language and the
characteristics of German national music into the
training of singers. Schmitt was the first to propose
the idea of a close connection between the princi-
ples of vocal training and the operatic performance

)

style that emerged from Wagner's “musical drama”.

The primary (or primary) tone, according to
F. Schmitt, is in the middle, the most convenient
part of the singer’s voice range for vocalization.
The main task of the singer and teacher in this tes-
situra is to create a sound that is maximally color-
ed by a high singing formant. To achieve this result,
R. Schmitt recommended: open your mouth wide,
freeing your throat at the same time, and take your
breath deep into your chest. Next, you should ac-
tively form the syllable “la” with your voice, direct-
ing its sound wave into the "head”, into the area
the location of the head resonators. According to
the teacher, vocalization on the vowel "i", as well as
on syllables or words ending in “nann” and “mann”,
will help you clearly feel the vibration sensation in
the upper part of your face.

According to F. Schmitt, after finding the correct
coloration of the sound on the “primordial” tone,
it is necessary to build the entire range in its like-
ness, which will logically lead to the uniformity of
the timbre [6, p. 23] and the formation of a flighty
voice, allowing the singer to overpower the pow-
erful Wagnerian orchestra [1, p. 78].

Julius Hey (1832-1909) is considered an out-
standing student of F. Schmitt. He made a huge
contribution to the development of the German
vocal school, publishing in 1886 the work “"German
School of Singing” (“Deutscher Gesangsunterricht”).
This work is a collection of exercises written on
a verbal, poetic text, where each exercise is aimed
at practicing a certain sound combination and has
the author’s instructions for performance.

Continuing the tradition of his teacher F. Schmitt,
J. Gey suggests starting work on the voice with the
central, most natural-sounding and comfortable
notes of the range for the student (but F. Schmitt
calls them “primary”, and J. Gey — "natural”), and it

is on these notes to master the necessary elements
of the vocalist's technical equipment. Then exercis-
es are introduced to learn how to build various in-
tervals (from a third to a sixth), using not only the
range of chest sound, but also the falsetto register.
Gradually, by logically complicating the tasks, the
student is led to the assimilation of a mixed (chest
with falsetto) sound. The author suggests learning to
perform various strokes on such a sound — abrupt
(staccato), sing-song (legato), firmly attacked (sim-
ilar to martellato), etc. [3, p. 6].

The main methodological views of Y. Gey.

1. Diaphragmatic type of breathing. Recommend-
ed by Y. Gey, since with this type of breathing the
diaphragm is actively involved in the vocalization
process, which allows for the formation of a dense
support and enhancement of the dynamics of the
voice. The student should pay attention to the na-
ture of the inhalation: as the lower part of the lungs
fills, the soft palate should rise higher and higher
(which creates conditions for constructing a sound
with maximum involvement of the head resonators).
Before starting phonation, a slight breath hold is
required.

2. Stable low position of the larynx. Y. Gey was
a supporter of the low position of the larynx when
singing, since it provides the best conditions for
free and organic sound production. But he empha-
sized that changing the position of the larynx from
neutral to low should not be artificial. For a natu-
ral lowering of the larynx, the teacher recommends
using the dark vowels “0” and “u” (phonetic meth-
od) [6, p. 74].

3. Development of vibration sensations. The
teacher attached special importance to the devel-
opment of vibration sensations in the upper part
of the face (nasal cavity, bridge of the nose, max-
illary and frontal sinuses) in singers. He explained
that resonance in this area leads to an organic con-
nection of the chest and head sounds, giving the
voice a metallic quality and brightness, which is so
necessary for singers to perform operas by Ger-
man composers. J. Gey recommends that a mix of
active voicing of the chest and head resonators be
carried out using the nasal resonator, the so-called
“golden bridge”.

4. Sound attack. J. Gey was an adherent of a firm
sound attack in singing, but due to the peculiarities
of German pronunciation of consonants requiring
aspiration, he allowed the possibility of using an as-
pirated attack [3, p. 210]. In addition, the teacher
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introduces the concept of “nasal attack” (at the ex-
treme upper section of the range of high baritone
and high bass), meaning an active, instantaneous
onset of sound in the upper resonators.

5. Registers of the singer’s voice. In his work, Ju-
lius Gay speaks only of male voices and their reg-
ister classification. In tenors, he distinguishes three
registers: chest, mixed and falsetto. For voices such
as bass and baritone, J. Gay gives the following
classification: guttural-bass register (only for low
bass), low chest register, dark covered sound mix-
ing, nasal-covered register (voix mixte — mixed
voice) [3, p. 116].

6. On the different colors of sound and the use
of the “covering” technique. The teacher describes
in detail the different colors of sound in sound pro-
duction (light, dark timbre); to achieve uniformity of
sound of light (e, i) and dark (o, u) vowels, he recom-
mends using the “covering” technique in phonation.

7. Fluency technique. Yu. Gey recommends de-
veloping the fluency technique and trill for all types
of voices, including male ones, since they develop
flexibility of the voice, contribute to the develop-
ment of uniformity of timbre and improve sound
production skills.

8. Correct pronunciation of the text in singing
and convincing disclosure of the content of the
performed work. In his work, Yu. Gey examines
the features of German phonetics, primarily re-
lated to the pronunciation of consonants. Com-
pared to other languages, German consonants
are more active and require more air. The peculi-
arities of the German language also include: the
presence of diphthongs, accommodation of the
final "e”, aspirated attack — aspiration, pharyn-
geal blow (hard attack of initial vowels), etc. In
addition, the melody of the German language is
characterized by a significant increase in tone in
interrogative intonation and a decrease in affirm-
ative intonation, which is not always reflected in
musical intonation. Also in the German language
there are concepts of short and long vowels, which
are not always embodied in the corresponding
musical durations, which also does not contrib-
ute to the semantic clarity of the articulation of
the text. However, despite all the difficulties, the
singer must strive to fully disclose the content of
the performed work and convincingly convey it
to the listeners.

9. Exercises. The exercises offered by J. Gay (con-
sisting of exercises, short vocalises) are distinguished
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by the fact that they are performed not on a vow-
el or syllable, but on a verbal, poetic text, aimed at
mastering various poetic meters — iambic, trochee,
dactyl, as well as practicing various word combina-
tions and syllables characteristic of German pho-
netics [3, p. 6].

These are the main provisions of the work of
J. Gay, aimed at the comprehensive education of
the singer — in the combination of technical and
artistic development. The methodology developed
by the teacher turned out to be very effective and
allowed him to prepare famous singers: Georg Un-
ger, Karl Till, Franz Betz; Amalia Materna, Teresa
Malten and others.

Having examined the methodological views
of Friedrich Schmitt and Julius Gay, we identified
the following principles characterizing the Ger-
man vocal school: classes should begin with the
search for the "primary (primary, natural) tone” in
the central part of the range, as well as exercis-
es within it; according to the principle of sound
formation of the “primary tone”, the entire range
should be built; It is necessary to cultivate the di-
aphragmatic type of breathing, a low position of
the larynx and its achievement based on the use
of dark vowels (using the phonetic method), me-
tallicity of the sound with the help of the nasal
resonator — the “golden bridge” (J. Gay), equali-
zation of the sound between light and dark vow-
els; it is possible to use hard, aspirated, “nasal”
(J. Gay) attacks of sound; develop in singers the
ability to perform various strokes (staccato, lega-
to, martellato); the following are mandatory: de-
veloped active diction and articulation, work on
the technique of fluency for all types of voices,
lessons in singing exercises (exercise) on a poetic
text as preparation for singers to perform German
music with text, as well as cultivating the ability to
work on revealing the content of the poetic text
in the performed work.

F. Schmitt and J. Gay made a significant contri-
bution to the development of the principles of the
German vocal school. Thanks to their work, a spe-
cial system of singer training (“primary tone school”)
was developed in Germany, which raised German
vocal art and established the German vocal school
as one of the leading vocal schools in Europe. At
present, many provisions characterizing the meth-
ods of F. Schmitt and J. Gay have not lost their rel-
evance and are used by practicing vocal teachers
in class work with students.

1.

2.
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CTAHOBJIEHUE MEAATOTVMYECKUX MPUHLLLMOB
HEMELLKOW BOKAJIbHOW LLKOJIbI
B KOHTEKCTE AEATE/IBHOCTU ®PUAPUXA
LLIMNTTA U FONTINYCA TES

AHHOmayus. B ctatbe fenaetcsa nonbiTka onpeaesnTb
nejarornyeckme NPUHLMMbI, Jexalline B 0CHOBE CaMo-
6bITHON HEeMeLIKON BOKaNbHOM LLKOAbI. 115 3TOro aHanu-
3MpyeTcs feaTesbHOCTb Nejaroros-Hoeatopos: Ppuapuxa
LLmnutTa 1 ero yyerwnka HOanyca lNes. Boiasnsetca, 4to
®pugpux WMKTT, nas HacTpeuy TpeboBaHuaM BarHepa,
CO34aéT CBOKO METOAMKY 0OyUeHMsa OnepHbIX NeBLOB —
«LWKOJy MPUMapPHOro TOHa», B LeJIOM ONUpPatoLLLytoca
Ha UTanbAHCKME TPaAWULIUY, HO YUMTbIBAIOLLYHO POHETMN-
Yyeckme 0cO6eHHOCTU HEMELIKOTO A3blka U MeHTanuTeTa.

HemeLkoe BoKasbHOe MCKYCCTBO B CBOEM CTaHOB-
NEeHNV NPOLLNO ANTENBHBIN NyTb. OHO pa3BMBaNOCh
¢ rnybokoro CpegHeBEKOBbA MO HECKONbKUM Ha-
npaBaeHNAM — HapoAHOro GpOAbKAOPa, LLEPKOBHOTO
1 CBETCKOrO neHus. VIcTokM HeMeLIKOW HaLMoHas b-
HOMW LUKOJIbl MEHNA NIeXaT B TBOPYECTBE TakUX KOM-
no3nTopos, kak . leHgenb, B.A. Mouaprt, W.C. bax
n J1.B. betxoBeH, K. Bebep. B nx counHeHunsx n no-
Nyynnia Hayano TeHAEHLUMA MHCTPYMEHTaAbHOro
ohopMaeHuns 3BydaHus ronoca. Ha ganbHeiwee cra-
HOBJIEHWE B3rN40B NejaroroB HeMeLKoW BoKaslb-
HOMW LIKOJIbl OKa3asa BAVAHNE KaMepHO-BOKanbHas
My3blka KOMMNO3UTOPOB-pomMaHTuKoB: ®. LLlybepTa,
P. lWymaHa, ®. MeHgenbcoHa, U. bpamca, . Bosbda.
bnaropaps vnx TBopuecTBy cbopmMmpoBanacb npocna-
BMBLUAA HEMELLKYO BOKa/IbHYHO LUKOY YHUKaNbHas
Ky/AbTypa KaMepHOro neHusa, KoTopaa xapakTepu-
3yeTcs «MpaBANBON Nepesaver MHTOHALNMOHHO-
doHeTnuecknx ocobeHHOoCTel peun, bepexkHbIM
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B oCHOBE LLUKObI NEXUT HaXOXAEHWE B CPEAHEM perun-
CTpe roJioca nesLa Hanbosiee yA06HbIX HOT, KOTOPbIE
Heob6X0AMMO NMOCTPOUTL C YUETOM UX MaKCUMaNbHOMO
PEe30HMPOBaHWA B FONOBHOM pPe30HaToOpe, paclunpss 3a-
TEM Takoe 3ByuYaHuie BBEpPX U BHW3 MO AnanasoHy. Hoanyc
e/l pa3BrBaeT 1 COBEPLUEHCTBYET METOAMKY Mejarora,
UTO NO3BOJISIET BOCMNTATb M3BECTHBIX HEMELIKMX NEBLIOB.

Kntouessie cosa. Hemeykas eokaneHas wikona, @pud-
pux LLimumm, KOnuyc leli, npumapHsIli moH, ocobeHHocmu
oHemuKku HeMeyko20 A3bIKA.

OTHOLLEHMEM K MO3TUYECKOMY TEKCTY, COUYeTaHMEM
WCTUHHOCTU 1 MPOCTOTbI MbICAER, CUAbHBIX, HO CAep-
>KaHHbIX aMoLmn» [40, c. 22].

NTanbaHckas BokanbHas LLKOAA, ONUPatOLLANACS
Ha MHOTOBEKOBblE TPaAWLIMM U 3aHUMatoLLas nan-
pytoLLMe MO3NLUN B MOArOTOBKE OMepPHbIX MNEBLOB,
OKa3blBasa CUNbHeNLLee BANAHME Ha Pa3BUTME BCEX
BOKaJIbHbIX LLIKOA EBpOMbI, B TOM UMCAe 1 Ha HeMeL-
Kyto. Tak, MHOTve HemeLlKve nesaroru 3anMCcTBoBaau
OCHOBHbIE MPUHLNUMbI CBOEN paboTbl U3 UTasbsAH-
CKOM MeTOAMKM, 3pesKa BHOCA B HEE HEKOTOPbIE
n3mMeHeHua, Hanpumep — MoranH Kptrorep (1598-
1662), loranH AHgpeac lepbct (1588-1666), MeTep
BuHTep (1754-1825) n ap. 3T1 n3MeHeHMs B NepBYIO
ouyepesb bblav CBA3aHbl C POHETUKON, KOTOpast Cy-
LLLeCTBEHHO OT/IMYanach OT UTaNbAHCKOMW: HEMELIKME
nesLbl BblAN BbIHYXAEHbI UCKaTb CNOCO6bI BOKaAN-
3aLM1 Ha OTKPbITbIE FacHble, OTCYTCTBYIOLWME B UX
a3bike [2, ¢. 110]. OaHako P. BarHep, npeTBOpsB-

LN B CBOEM TBOPUECTBE HOBATOPCKME MPUHLMIMbI
pa3BUTMA ONEPHOro CMMPOHM3Ma, a TakKe CMHTE3a
NCKYCCTB — Apambl U My3blkK, B CBOeW Hpolutope
«O6 aKkTepax v nesLax» TpebyeT NeBLLaM HaXoOANTb
HOBble BOKaJ/IbHble CPeACTBa, OTJAUYHbIE OT UTasb-
AHCKWX, NPV UCMONHEHWW NapTUIA B Onepax HeMeLL-
KMX KOMMO3UTOPOB.

MocnegoBaTtenemM 1 NponaraHANCTOM B3r4408B
BarHepa ctaHoBuTCA Opugpux LmntT (1812-1884),
CYMTAIOLLMICA POAOHAYaNbHNKOM HaLMOHaNbHOM
HeMEeLLKOM BOKaIbHOW LUKOJIbl, MOY4YMBLIEN Ha3Ba-
HWe «LIKOMa NPVMMaPHOro TOHa». [laHHas LKoaa npu
MOCTaHOBKe rofoca neBLa yumntoiBana GoHeTUKY He-
MeLKOro s13blka 1 0COBEHHOCTU HaLMOHaNbHOW He-
MeLKon My3biku. ®. LLIMUTT nepBbIM BbiCcKazan Uaero
O TeCHOW B3aMMOCBA3M NPUHLMMNOB BOKaJbHOTO
06yYeHMs 1 ONEPHOrO UCMOAHUTENBCKOTO CTUS,
KOTOpPbI BO3HUK Baarogaps «My3blkaibHOW Apa-
me» P. BarHepa.

MpuMapHbIA (AN NEPBUYHBIA) TOH, MO MHEHWIO
®. LMWTTa, HAaXOAMTCA Ha cpeAHeM, Hanbonee ya06-
HOM A/1f BOKanu3aumm yyacTtke guanasoHa rosoca
nesua. OcHOBHas 3ajjaya NeBLa 1 Nejarora B AaH-
HOW TeccuType — 0bOPMUTL 3BYK, MaKCUMasbHO
OKpaLLEHHbI BbICOKOM NeByeckon GopmaHTow. [
AOCTUXKEHMA Takoro pesyabtarta P. LUMuTT peko-
MEHZOBaJI: LWWMPOKO OTKPbITb POT, 0CBOGOAMB Npw
3TOM [I0TKY, @ AblXaHWe B3ATb HWU3KO B rpyab. [a-
Nlee cnegyeT akTMBHO cGOPMUPOBATh FOJI0COM CAOT
«J1a», HaMnpaBJisis €ro 3ByKOBYHO BOJIHY B «TOJIOBY>,
B 06.1aCTb PaCNON0XEHNA rONI0OBHBIX PE30HATOPOB.
AIBCTBEHHO OLWYTUTb BUOPALIMOHHbIE OLLYLLIEeHWNS
B BEPXHEW YacTu nLa, MO MHEHWIO nejarora, noMo-
XeT BOKaNM3aLusa Ha racHyto «M», a Takxke Ha C1orv
WAW CNOBa, OKaHUMBAKOLLMECH Ha «HAHH» U «MaHH>.

Mo MHeHuto @. LLUMNTTa, Nocne HaxoXAeHUs
NPaBWAbHO OKPAaLLEHHOTO rOJ0BHbIM PE30HMPO-
BaHMEM 3BYKa Ha «MpPUMapHOM» TOHe, HeOHXoAN-
MO BbICTPanBaTh MO ero NojobmMio BeCh AManasoH,
YTO JIOTMYHO NPUBEAET K OJ4HOPOAHOCTM TeMbpa
[6, c. 23] n dopmuMpoOBaHMNIO MONETHOCTM rON0Ca,
6narogaps kotopoli neesew, byaet cnocobeH nepe-
KPbITb MOLLHbIA BarHepoBckuin opkectp [1, c. 78].

Beigarowmmca yueHnkom @. Limntra cumrtaerca
FOnunyc et (1832-1909). OH BHEC OFPOMHbIN BKAAZ,
B CTAHOBJIEHME HEMELKOW BOKa/JbHOM LUKObI, U3-
AaB B 1886 r. counHeHne «Hemelkas WKona neHma»
(«Deutscher Gesangsunterricht»). laHHas pa6oTa
npeactaBaset cobon cOOPHUK ynpaxxHEHUR, Ha-
MUWCaHHbIX Ha CIOBECHbIN, MO3TUUECKUIA TEKCT, rae

KaXjoe yrnpaxHeHne HanpaBaeHO Ha OTpaboTky
onpeseneHHOro 3ByKOCoYeTaHna 1 nMeeT aBTop-
CKME YKasaHMsA K UCMOJTHEHUIO.

Mpogosxkas Tpaguumto ceoero yuntensa O. LLmu-
Ta, FO. e npeanaraet HaunHaTtb PaboTy Hag ro-
JIOCOM C LleHTpanbHbIX, Hanbosee ecTeCTBEHHO
3BYYaLLMX M YAOOHbIX ANS yUEHMKa HOT AManasoHa
(Hoy @. LLIM1TTa OHW Ha3bIBAOTCA «MPUMAPHBIMU»,
ay 0. Nea — «HaTypanbHbIMW»), U UMEHHO Ha 3TUX
HOTax ocBaMBaTb HEOOXOAUMbIE INEMEHTbI TEXHU-
4eCckoW OCHaLLEHHOCTU BOKaaucTa. 3aTeM BBOAATCA
yNpaXKHEHWA Ha YMEHNE CTPOUTb Pa3INYHbIE UH-
TepBasbl (OT TepUUN A0 CEKCTbI), MPU 3TOM UCNOb-
3yeTCsA He TONbKO AMana3oH rpyAHOro 3By4YaHus,
HO 1 danbLEeTHbIA pernctp. MNocTeneHHo, NyTéM 0-
TMYEeCKOro YCNOXHEHWA 3a4ay, y4eHUK NoABOANTCA
K YCBOEHMIO CMeLLaHHOro (rpygHoro ¢ danbLeTHbIM)
3ByYaHus. ABTOPOM npeasiaraeTca Ha TakoM 3ByYa-
HUW YUNTLCA UCNOAHATb Pa3/InyHbIe WTPUXM — OT-
pbIBUCTBIN (staccato), pacneBHbIR (legato), TBepaO
aTakoBaHHbIN (cxoaHbIn ¢ martellato) u ap. [3, c. 6].

OcHoBHble MeTogmyeckme B3raagpl HO. les.

1. AnadpparmaTmyeckuii Tun goixaHns. PekoMeH-
ayetca FO. FeeM, NOCKO/IbKY NPU TakoM AblXaHWUN
Avadparma akTMBHO BKJIKOYaeTCA B NpoLLecc Boka-
nsaumnm, 4To Nno3eonseT cGopMmnpPoBaThb NIOTHYHO
ornopy v ycuamBaTtb AMHAMWUKY 3BYYaHWUs rosoca.
YueHuky cnesyet obpallaTb BHUMaHWe Ha Xapak-
Tep BAOXa: MO Mepe HaMONHEHNA HUXHEWN YacTh
NErkux, Markoe Hébo A0IXKHO MOoAHMMATbLCS BCE
BblLLe (Y4TO CO34aET YyCA0BMA ANA MOCTPOEHUNSA 3BY-
Ka C MaKCUMasibHbIM 3a/eiCTBOBAHNEM FOJIOBHbIX
pe3oHaTopos). [Nepes Havanom GoHauum Tpedyet-
cs Hebonbluas 3asepxKKa AblXxaHWUS.

2. CTabunbHOE HM3KOEe MOJIOXEHME TOPTaHM.
FO. F'ei 6bIN1 CTOPOHHUKOM HU3KOTO MOJIOXEHUS
ropTaHu Npu NeHum, NOCKobKy OHO obecneymBa-
eT Hauay4lne ycnoBusa ana cBo6oAHOro u opra-
HWYHOrO 3BYKOM3B/AeYeHuA. Ho oH noguepkuBan,
YTO M3MEHEHWE MOJIOXKEHNSA FTOPTaHN OT HEMUTPab-
HOTO K HM3KOMY HE JOIXHO HOCWUTb UCKYCCTBEHHBI
xapakTtep. [ns eCcTeCTBEHHOrO NMOHWXEHUA ropTa-
HW Nejaror pekoMeHAyeT MCMO0/1b30BaTb TEMHbIE
rNacHble «O» U «y» (Tak Ha3blBaeMbl GpOHeTUYE-
cKuii meTopa) [6, c. 74].

3. Pa3Butune BnbpaLMoHHbIX owylieHui. MNeaa-
ror npugasan ocoboe 3HaueHve Pa3BUTUIO Y MeB-
LOB BMOPaLMOHHbIX OLLYLLEHUI B BEPXHEN YacTu
nnua (HocoBas NoOCTb, MepeHoCuLLa, FalMOpPOBSI
1 nobHble nasyxu). OH 06BACHAN, UTO PE3OHMPO-
BaHWe B faHHOM 061acTV NPUBOAUT K OpPraHUYHO-
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MYy COeAMHEHUIO TPYAHOrO U rOJIOBHOIO 3ByYaHUs,
npuaasas roaocy MeTaalnyHoCTb, APKOCTb, CTONb
HeobXxoAMMYIO NeBLAM AN UCMONHEHMA ONep He-
MeLKMX KOMMO3MTOPOB. MUKCT aKTUBHOIO 03BYYM-
BaHWS rPYAHOrO ¥ rofIoBHOrO pe3oHaTopos tO. el
peKoMeHyeT OCyLLEeCTBAATL MPU MOMOLLM HOCOBOTO
pe3oHaTopa — Tak Ha3blBaEMOro «30/10TOFO MOCTa».

4. Ataka 3ByKa. tO. ['ein 6611 NprBepXXeHLLEM TBEP-
[OW aTaku 3ByKa B NMEHMM, HO 1N3-3a OCOBeHHOCTel
HEeMEeLLKOro MPOU3HOLLEHUS COMNACHbBIX, TPEDYHOLLMX
acnvpaumm, Aonyckan BO3MOXHOCTb UCMOb30Ba-
HMeM npuabixatesbHol ataku [3, c. 210]. Kpome
TOro, Nejaror BBOAMT MNOHATUE — «Ha3aNbHas aTta-
Ka» (Ha KpaliHeM BEpPXHEM y4yacTke Avana3oHa Bbl-
coKoro 6apuToHa 1 BbICOKOro Haca), 03HauaroLLee
aKTUBHOE, OAHOMOMEHTHOE Ha4ano 3ByKa B Bepx-
HWX pe3oHaTopax.

5. Peructpbl ronoca nesua. B ceoert pabote Konau-
yc el roBOPUT TOSbKO O MY>XKCKMX FOJ10Cax 1 UX pe-
TMCTPOBOM KnaccudumKkaLmn. Y TEHOPOB OH passivyaet
TPW perncTpa: rpyAHOwW, CMeLlaHHbIv 1 danbLeT. s
TaKuMx ronocoB, kak 6ac n 6aputoH, 0. et gaét cne-
AyroLLyro knaccubukaLmio: roptTaHHO-6acoBbIN pe-
rmcTp (TONbKO AN HU3KOro 6aca), HU3KUI TpyAHOM
PerucTp, TEMHOE MPUKPLITOE CMeLUMBaHMNE 3BYKa,
Ha3aNbHO-MPUKPbITbIN PErncTp (Voix mixte — cme-
LWaHHbIN ronoc) [3, c. 116].

6. O pa3/sMyHOW OKpacke 3ByKa M NPUMEHEHUM
npvéma «npukpbITUa». MNegaror Nogpo6HO onuchbI-
BaeT pa3/InyHble OKpPackun 3ByKa Npu 3Bykoobpazo-
BaHUM (CBET/bIW, TEMHbIV TeMBP); AN AOCTUXKEHMS
OfHOPOAHOCTUN 3ByYaHUs CBETAbIX (&, i) U TEMHbIX
(0, U) rnacHbIX pekomeHayeT Npu GoHauun npume-
HeHWe NPUéma «MPUKPLITUS».

7. TexHuka 6ernoctu. tO. el pekoMeHayeT pas-
BMBaTb TEXHUKY BErnoCTn 1 Tpesb AN BCEX TUMOB
FOI0COB, BKJIKOYas MY>XCKME, MOCKOJ/IbKY OHUW pas-
BMBaeT rmbKOCTb ros0ca, cnocobcTByeT BbipaboTke
OAHOPOAHOCTUN TeMbBPa 1N COBEPLLEHCTBYHOT HaBbI-
KW 3BYKOBeAEHMUS.

8. MpaBunbHOE Npoun3HeceHne TeKcTa B NeHUN
1 ybeamnTesbHOe PacKkpbITUe COAEePXKaHWsA UCMONHsAe-
MoOro npousseaeHus. B csoém tpyae HO. lelt paccma-
TpuBaeT 0OCOBEHHOCTU MMEHHO HeMeLKOV GOHETUKY,
B MepBYI0 ouepesb OHW KacatoTCs MPOU3HeCEHUA
COrnacHbIx. B cpaBHeHWUM C APYrMU A3bIKaMU He-
MeLLKMe cornacHble 6oaee akTUBHbI, TPEOYHOT 60/b-
e 3aTpaThbl BO3ayxa. K 0ocobeHHOCTAM HeMeLKOoro
A3blKa TakXXe OTHOCATCA: Hafnume ANPTOHIOB, ak-
KOMOAAaLMA KOHEYHOrO «e», NpuAblxaTesbHas ata-
Ka — acnupaums, roToYHbIN yaap (TBepaas ataka
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HayanbHbIX racHbiX) U T.4. Kpome TOro, Menoau-
Ke HEMeLKOro f3blka CBOMCTBEHHO 3HaUYMTENbHOE
NOBbILLEHNE TOHA B BOMNPOCUTENbHOW MHTOHALMUN
N MOHWXEHWNE B YTBEPAUTENBHOM, UTO He Bceraa
HaXoAMT OTpaXKeHne B MHTOHaLUWN My3blKalbHOMN.
Takxe B HEMELLKOM Ai3blKe €CTb MOHATUSA KOPOTKMX
W AONTUX FNACHbIX, KOTOPbIE He BCEerja BOM/I0LWaoTCs
COOTBETCTBYHOLLMMMN MY3bIKaNbHbIMWU ANNTENBHOCTA-
MW, YTO TakXe He CnocobCTBYeT CMbICIOBOWN YETKO-
CTN apTukynsaLmm tekcta. OfHako, HeCMOTPS Ha BCe
CNIOXHOCTW, MeBeL, A0/XKEH CTPEMUTLCSA K MOAHOMY
PacKpbITMIO COAEPXKaHWA UCMOIHAEMOTO Npon3Be-
AeHus 1 ybeanTenbHOMY JOHECEHUIO Ero A0 CAy-
LaTenen.

6. dx3epcucel. MNpeanaraemble HO. F'eemM 3Kk3epcuchl
(cocTosiLMe 13 yNpaXKHEeHWH, HE6ONbLIMX BOKANN30B)
OT/IMYAIOTCH TEM, YTO UCMOJTHAIOTCA HE Ha FNacHYHo
WAN CNOT, @ Ha CIOBECHbIW, MO3TUYECKMIA TEKCT, Ha-
NpaBAeHHbIA Ha OCBOEHWE Pa3/INYHbIX CTUXOTBOP-
HbIX pa3mepoB — aMba, xopes, AaKTLAA, a Takxe
Ha oTpaboTKy pa3/IMYHbIX CIOBOCOYETAHWUIA U CO-
ros [3, c. 6].

TakoBbl OCHOBHbI€ MONOXEHUNA COUYNHEHUNA
tO. Tes, HanpaBaeHHble Ha KOMMJIEKCHOE BOCMUTA-
HWe rneBLa — B COEANHEHNUN TEXHUYECKOTO U XyA0-
XeCTBEHHOro pa3BuTMA. MeToauka, paspaboTaHHas
neAarorom, okasasacb O4YeHb pe3synbTaTMBHa U MNo-
3BO/IN/IA EMY MOArOTOBUTb M3BECTHbIX NeBLOB: [e-
opra YHrepa, Kapna Tunnsa, ®paHua beua; AManmio
MartepHa, Tepesy ManbTeH n ap.

PaccmoTpes metogunueckne B3rnagbl Ppuapum-
xa Wmuntta n KOanyca lNea mbl BbIABUAK Cheayro-
Wne NPUHLMMbI, XapaKTepusytoLne HeMeLKyo
BOKaJIbHYHO LWIKOAY: 3aHATUA CaelyeT HauuHaTb
C MonckKa «NPUMapHoOro (MepBMYHOro, HaTypab-
HOro) TOHa» Ha LeHTPasbHOM y4yacTke Ananas3oHa,
a TakXe ynpaxHeHWn B ero npezenax; no npuHLm-
ny 3ByKOOBpa3oBaHWsA «NPUMapHOro ToHa» cneayet
BbICTPanBaThb BECb ANana3oH; He06XoAMMO BOCMM-
TbiBaTb AvadparMaTMUecKnin TN AplxaHUs, HU3Koe
NOJIOXKEHME ropTaHu 1 ero JOCTUXEHME Ha OCHO-
BE MPUMEHEHMA TEMHbIX F1acHbIX (MCNOAb30OBaHMe
dboHeTMYeckoro MeToaa), MeTa/lIMYHOCTb 3BYyKa
npy NOMOLLIY HOCOBOTO pe30oHaTopa — «30/10TOro
mocta» (K. l'elt), BbipaBHMBaHMeE 3ByYaHUA MeXAy
CBET/IbIMU U TEMHbIMUW F1aCHbIMUW; MOXHO WUCMOJb-
30BaTb TBEPAYIO, MPUAbIXaTeNbHYIO, «Ha3aNbHYO»
(KO. l'ent) aTakm 3ByKa; pa3BMBaThb Yy NEBLIOB yMeEHMWE
WCNONHATL pasnunuHble WTpuxu (staccato, legato,
martellato); o6a3aTenbHbl: BbipaboTaHHas akTUBHas
ANKUMA N apTUKyAaLmm, paboTa Hag TeXHUKOW ber-

NOCTW A4N19 BCeX TUMOB rOJI0COB, 3aHATUA MO MEHUIO
yrnpaXKHeHW (3K3epCUCOB) Ha MO3TUYECKUI TEKCT
B KayecTBe MOAroTOBKMN MEBLIOB K MCMONHEHMIO He-
MeLKOWN MY3bIKM C TEKCTOM, a TakxXe BOCNUTaHue
yMeHuns paboTaTb Hafj packpbiTeM CMbICaa MO3-
TWUYECKOTO TEKCTa B MCMONHAEMOM NPON3BEAEHMUM.

O©. LUMnTT 1 KO. Tell BHECIM 3HAUNTENbHBIN BKAAJ,
B CTaHOBJIEHVE MPUHLMNOB HEMELKOM BOKalb-
HOW wkobl. bharogaps nx geatenbHocTtn B ep-

MaHWUn cioXunaacb ocobasa cnctema NoAroToBKM
nesua («WwWKoaa NPUMapHOro TOHa»), NoAHABLIanA
HeMeLlKoe BOKaJbHOe NCKYCCTBO W yTBEPAMBLUAS
HeMeLKyH BOKaNbHYHO LLIKOJY KakK OAHY 13 BEAYLLNX
BOKa/IbHbIX EBPOMNeNnCKMX LWKOA. B HacToswee Bpems
MHOTUE NMOJIOXKEHWS, XapaKTepuM3yloLLne MeToanKy
®. WmutTta 1 KO. M'es He NoTepsamn cBOen akTyasb-
HOCTW M MCMOb3YHOTCA NPaKTUKYHOLWMMK Nejarora-
MU-BOKaJNCTaMM B KNACCHOMW paboTe C yueHnKamm.
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THE INTERACTION OF COSTUME AND DANCE IN
THE WORKS OF DEMETRE CHIPARUS

Summary: In the article, the author examines the cre-
ativity of modernist sculptor Dmitry Chiparus from the
viewpoint of the highly creative realization in miniature
sculpture as a reflection of dance choreography and the
embodiment of costume elements. Using the example
of individual works by D.Chiparus, the author shows the
stages of development of Art Nouveau sculpture de-
signed in the Art Deco style. The author draws parallels
between the folk costumes from all over the world like
creative images in sculpture, and also describes the major
problems when embodying costumes in classical materi-
als: bronze, ivory, glass, etc. The combination of classical
materials for sculpture and the use of innovative com-
positions for the early twentieth century in the work of

Mutual influence of style art deco in sculp-
ture, costume, dance

The Art Nouveau style has created an abundance
of unforgettable images that have become classics
for generations of twentieth-century artists. Art Nou-
veau has gathered together almost all outstanding
elements of classical styles — from the creativity of
Ancient Egypt to neoclassicism, like a self-contained
part of world art. Dmitry Chiparus (Dumitru Haralamb
Chiparus (room)) was one of the outstanding crea-
tors of the Art Deco style in sculpture, who worked
in the direction of complex miniature sculpture and
combined classical materials and techniques: bronze
casting, gilding, patination, cold coloring, ivory and
stone carving. His artworks have been widely exhibit-
ed in many galleries, world museums and always call
to the connoisseurs of art unforgettable feeling of
surprise and delight from the beauty of artistic im-
ages of dancers, ballerinas, odalisques and allegor-
ical figures of goddesses embodied in bronze. The
genre of miniature sculpture has existed through-
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D.Chiparus created a unique ensemble of works of art,
united by series and time stages. The author states that
the integration of plastic dance idioms and expression
of traditional costume in the Art Deco style allowed us
to see the new potential of sculpture in the field of art.
The author suggests a relationship between the classical
plots of dance compositions and ensembles of tradition-
al costume, as initially mutually integrated systems. The
author draws a conclusion about the important role of
D.Chiparus's creativity in the world art of fashion, dance
and sculpture.

Keywords: sculpture, Art Nouveau, Art Deco, tradition-
al costume, plastic composition, dance, art, bharatanatya,
tauromachia, tango.

out the history of human civilization, starting from
ancient times, when cult images made in stone or
metal had primarily a sacred meaning, and retained
this factor until the beginning of artistic and creative
rethinking of the connection between religion and
art. “The plastic of ancient Greek art conveys the har-
mony of universal existence and is an inexhaustible
source of beauty, creating harmony of life” [6]. All
the peoples of the Mediterranean civilizations used
miniature sculpture at first as a variation of the clas-
sical round sculpture, bearing religious significance,
where there was strict attribution and regulation of
the artistic image, the departure from which some-
times entailed severe condemnation from society,
apart from the periods of the “dark Ages”. “Mean-
while, the artistic image, which includes the vocab-
ulary of the plastic language of sculpture and the
dialectic of form, is a poorly studied area, but ex-
tremely important.[2] In addition, the use of rather
labor-intensive technologies and expensive materi-
als (metals, semi-precious stones, ivory, glass, etc.)

did not allow sculptors until the Renaissance to cre-
ate independent images without religious overtones.
“Renaissance sculptors began to learn their craft by
copying antique statues. The techniques of ancient
sculptors that disappeared in the Middle Ages —
chiasm and counterpoint — were resurrected by Re-
naissance masters” [5]. It was only from the end of
the XIX-th century to the beginning of the XX — th
century, due to the development of technology and
the general reduction in the cost of almost all ma-
terials used in sculpture, that it became possible for
sculptors to work not only with unique products, but
also to produce models for serial and mass produc-
tion. "There has been intense competition between
the production of custom-made pieces of decora-
tive and applied art and the harsh practice of replac-
ing it with mass-produced items” [4].

Dmitry Chiparus’'s work is characterized by ob-
serving the basic features of the style and also by
independent strict adherence to a personal artistic
vision of images in sculpture. The images of ancient
Egyptian dancers, photographs of dancers from the
early twentieth century and Diaghilev’'s “Russian Sea-
sons” served as the basis for creating images of D.
Chiparus. "A significant number of craftsmen, artists,
and designers are happy to turn to original objects
of traditional Russian art in their artistic and crea-
tive search, and to perceive them through the prism
of Russian Baroque and Art Nouveau” [3]. The opti-
mal solution of plastic dance compositions based on
ballet was embodied in a series of sculptures, each
of which is still admired for the accuracy of the cho-
reography and the matching of costume and im-
age. The complexity and variety of plastic solutions
in D.Chiparus’s miniatures shows the difference be-
tween the artistic and creative approach to image
formation. "Thus, thanks to numerous borrowings,
conscious transformation, stylization and aesthetici-
zation of forms and elements of Egyptian art, in ac-
cordance with their creative vision, the masters of
the style were able to enrich modernity, push the
boundaries of generally accepted norms and open
the way to free creativity and self-expression” [7].
The sculptor shows that any element of a dance or
choreographic composition can become an embodi-
ment for a miniature. The sculptor was able not only
to reflect the dancer’s plasticity, but also to realis-
tically reproduce the costume as an important ele-
ment of the image.

Traditional costume and traditional dances of any
nation in the world were created and developed di-

rectly under the influence of each other. Since the
Minoan civilization, the culture of dance has direct-
ly depended on the complexity of the costume en-
semble — so dancing “Kurety” or “Crane” because of
the complexity of the ensemble of women's clothing
was practically a slow round dance. At the same time,
men'’s dances — "Tavromachia” or “Pirrikhos” — were
complex acrobatic compositions with weapons and
dynamically performed. The choreography of Ancient
Egypt, widely represented on the frescoes, shows that
traditional ancient Egyptian clothing shaped the dance
as a kind of demonstration of plastic poses, smoothly
alternating to each other to music with fixing of every
element. Moreover, the dances were sacred in nature
and had strict religious significance. The most strik-
ing example of the combination of the complexity
of the costume ensemble and dance choreography,
and their mutual integration, are the dance compo-
sitions of India and Indochina. The plastic complex-
es “Bharanatya”, “Punan”, “Nata”, and many others,
which have come down to us in almost original look,
as they were part of religious and psychological prac-
tices, have a complex structure and a deep history.
“The color of the costume, makeup and jewelry in
traditional Indian choreography are not only an ad-
ditional external means of denoting a particular im-
age, character of the hero, they are a kind of symbols
that help the dancer convey the truly deep meaning
inherent in his act” [1]. Until the middle of the 14th
century, the choreography of all nations had common
features: division into ritual dances; gender division;
professional performance; severity of choreography.
D.Chiparus saw an opportunity to combine decorative
traditional costumes and a combination of classical
and avant-garde choreography in the Art Deco style.
Ballet costume is a self-made piece of art — created
for an individual performer that meets strict require-
ments: lightness, convenience, theatricality, visual ap-
pearance, expressiveness of the image. Outstanding
artists created costumes for Diaghilev's ballets, and
many of these works were reflected in miniatures.
D.Chiparus was a contemporary and an eyewitness
to the formation of a new style, he participated in
the creation of a new cultural space, changeable and
plastic. The artist's creativity was influenced integrally
by ballet choreography. The miniatures made by the
sculptor promptly reflected the influence of fashion
on the artists’ work. We understand how the evolution
of plastic arts and costume happened. “The transfor-
mation of artistic imagery from Art Nouveau with its
desire for floral ornaments, asymmetry, flowing lines
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to Art Deco manifested itself in the completeness
of the line, its graphic, symmetry, geometry, rigor of
form, density of color” [9]. The images of outstand-
ing dancers and ballerinas of the early twentieth cen-
tury in his works acquire the importance of historical
imprints in culture and art. Ida Rubinstein, Rudolfo
Valentino and Alla Nazimova, Natasha Rambova and
many others presented their plastic compositions for
miniatures. Sculpture’s potential for fashion and de-
sign has opened up for art lovers from a complete-
ly new perspective. Active change of historical stage
promotes the grace and organic combination of suit,
in which the visualization of choreography and mu-
sic took place. Active introduction of photography
and cinematography, also helped to see the grace
and organic combination of costume, dance and the
talent of dance and ballet performers. The combina-
tion of classical sculpture materials in modernity im-
posed certain requirements on the author. Bronze,
ivory, gilding, and semiprecious stones have their own
limitations during the demanding project. Their com-
bination gives a stunning realistic effect.

Dmitry Chiparus's creativity is of great importance
for the Art Deco style, and also for the entire world
culture. He convinced connoisseurs of art that mass
art can and should be aesthetic, highly artistic, and
accessible by creating flawless images in a sculptural
composition.”... Chiparus's artworks are distinguished
by the precise transmission of the feeling of fine and
graceful movement in dance, and exhibit poses of
complexity variations in technique, embodied due to
a non-standard plastic, artistic creative solutions of
body movement, and emotionally intense love scenes”
[10].The chrysoelephantine technique, which originat-
ed in ancient Greece and was reborn in the Art Nou-
veau era, is still one of the most difficult for sculptors.
Art Nouveau artists who created unique, technologi-
cally and creatively complex products integrated into
unique interiors and spaces, or who are now in pri-
vate and museum collections, unwittingly emphasized
the elitism of the Art Deco style and the relevance of
the vision of their work as part of world culture and
art. Dmitry Chiparus’ artworks are exclusive sculptur-
al creativity in the Art Deco style.
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B3AVIMOBJIMAHWE KOCTHOMA 1 TAHLUA
B TBOPYECTBE AMUTPNA HATTAPYCA

AHHOMayuA: B ctatbe aBTOp paccMaTpmuBaeT TBOpYe-
CTBO CKyJ/IbNTOPa MoAepHucta Mutpua Yunapyca ¢ nosu-
LM aHanm3a cTeneHy TBOpYECKOl peanmn3aLmm naacTmkm
MWHMNATIOPHOWM CKYAbMTYPbl Kak OTPaXXeHUs TaHLeBaslb-
HoW xopeorpadum 1 BONAOLLEHNS 3IN1€MEHTOB KOCTIOMA.
ABTOp Ha Npumepe BCEMUPHO M3BECTHbIX paboT [.4u-
napyca oxapakTepu3oBbIBaeT 3Tanbl Pa3BUTUA CKYJ/bM-
Typbl 3MOXW MOZEPHa, BbINOAHEHHON B cTuie Ap [leko.
ABTOp NMPOBOAUT Napasienn Mexay TpaanuuMOHHbIMU
KOCTIOMaMW HapoAoB MMpa U TBOpUYeCcKMMM obpasamu
B CKyJ/IbMNTYpe, a TakXe NPUBOANT ONNCaHME OCHOBHbIX
npobaemM Mpu BOMAOLEHUM KOCTIOMA B KNAaCCUYECKUX
MaTepuanax: 6poH3e, CNIOHOBOW KOCTW, CTeKNe U T.J.
CoueTaHue Ka1accuyecknx Ans CKy/bnTypbl MaTepranos
M UCNOIb30BaHNE HOBATOPCKMUX ANA Havana XX-ro Beka

BsanmoBanaHne ctuns ap Aeko B CKyAbNTy-
pe, KocTiome, TaHue

Ctunb MogepH co3gan obuane HesabbiBaeMbix
06paz0B, CTaBLWINX KAaCCUUYECKMMMU NSt MOKoNe-
HUI XyZAOXHUKOB XX-ro Beka. BAfACh, No cyTu,
CaMOCTOSITENIbHOM YaCTbtO MUPOBOIO UCKYCCTBa,
MogaepH cobpan B cebe npakTMyeckn BCe BblAato-
LLMecs 3/1eMEeHTbI K1acCMUeckux CTUae — oT TBOp-
yectBa [pesHero Ermnta Ao Heoksiaccmumsma.
OpHvMm 13 Bblgarowmxcs Tsopuos ctuna Ap [eko
B ckyabnType ctan Amutpui Ynnapyc (QymuTpy
Xapanamb Yunapyw (pym.)), paboTaBlUunii B Ha-
NpaBAeHUN CIOXKHOW MUHNATHOPHOM CKYAbMTYpPbI,
coueTaBlUel B cebe knaccnyeckme matepmasnbl U Tex-
HUKW: INTbe U3 BPOH3bI, 30/10UeHME, MaTUHUPOBAHWE,
XOJIO4HOE OKpallMBaHue, pesbba No CIOHOBON KO-
CTWU 1 KamHHo. Ero paboTbl, LUIMPOKO NpeACTaBAeHHbIe
B MUPOBbIX My3esiX, BCErAa BbI3bIBAOT Y LieHUTeNEN
nckyccTBa HesabblBaeMOe oLyl eHME YAMBAEHUS
N BOCTOpPra OT KpacoTbl BOMIOLLEHHbIX B BpOH3e

komno3sunumii B TBOpYecTBe [l.4nnapyca co3gano yHu-
KaJbHbIA aHCaMbB/1b XyA0XeCcTBEeHHbIX paboT, 06beam-
HEeHHbIX MO CepuaM 1 BpeMeHHbIM 3Tanam. [1o MHeHWIo
aBTOpa, coYeTaHMe NIacTMYecKoro TaHLEeBabHOrO A3bl-
Ka 1 3KCNpeccun TpagnLMoHHOro KOCTIoMa B CcTuae Ap
Jleko No3BOAWAO YBUAETb HOBbIV NOTEHLMAN CKY/bNTY-
pbl B UCKycCTBE. APryMeHTUpYeTCa B3anMOCBA3b MeXAy
KNaccMyeckUmMum croxkeTaMu TaHLeBaNbHbIX KOMMNO3MLUIA
1 aHcambielt TPaANLIMOHHOIO KOCTIOMA, Kak U3HayanbHO
B3aMMOWHTErpnpoOBaHHbIX CUCTeM. ABTOp AesiaeT BbliBOA,
0 BaxKHoUl posn TBopyecTBa [l.4Yvnapyca B MMPOBOM uC-
KyCcCTBe MOZbI, TaHLa M CKy/AbNTypbl.

Knrouesele coga: ckynenmypa, modepH, Ap Jeko, mpa-
OUYUOHHbIU KOCMIOM, nacmu4yeckas KOMNo3uyus, ma-
Hey, Uckyccmeo, bxapamaHames, maspomMaxus, maHzo.

Xy[,O0>XKeCTBEHHbIX 06pa30oB TaHLOBLUNL, BanepuH,
0AanncoK 1 anneropnyeckmx euryp 6oruHb. XaHp
MWUHNATIOPHON CKYyNbMATYpPbl CYLLECTBOBAA Ha BCEM
NPOTAXEHUN NCTOPUN YEOBEUECKON LMBUAN3A-
LUK, HaUNHasA C APEeBHENLLNX BPEMEH, KOrAa Kyb-
TOBble N306paXxeHusi, BbIMOJHEHHbIE B KAMHE UK
MeTanne, UMenn B NeEPBYHO ouepesb, cakpasbHOe
3HaueHwue, 1 COXpaHANM 3TOT dakTop A0 Hayana Xy-
[OXECTBEHHO-TBOPYECKOrO NePeOCMbICIEHNs CBA3M
peavrin n uckycctea. «flnactrka jpeBHerpeyeckoro
NCKYCCTBa NepesaeT rapMOHMIO BCENEHCKOTO BbITUS
1 ABASETCA HeMCcUYepraemMbiM UCTOYHMKOM Mpekpac-
HOro, co3saBas rapMOHWIO XM3HWU» [6]. He cumTas
NepuoAOB «TEMHbIX BEKOB» Y MKOHODOPYECTBa, BCe
HapoAbl CPesM3eMHOMOPCKUX LIUBUAU3ALMIA UC-
NoNb30BaN MUHUATIOPHYH CKYAbMNTYPY CHavana
Kak Bapuaumio K1acCMYeckom Kpyrio poCcToBOM
CKY/NbNTYpPbl, HECYLLEN PESIUTMO3HOE 3HaYeHWe, rae
MMena MecTo CTporas aTpmbyTnsaums U pernameHTa-
LM XyA0XKeCTBEHHOro 0bpasa, OTXOXZAEHWe OT KO-
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TOPbIX BAEKAO 3a COBON MNOPOI CTPOroe ocyXaeHune
CO CTOPOHbI 0bLecTBa. «Mexay TeM XyA0oXKeCTBeH-
HbI 0B6pa3, BKAOYAIOLWMI NEKCMKY NAACTUYECKOTO
A3blka CKYAbATYPbl U gnanektuky ¢opmbl — 06-
NacTb Majio U3y4yeHHas, HO Ype3BblYaliHO BaXKHas.
[2]. K TOMy >Xe, ncnosb3oBaHme AOCTAaTOUYHO TPY-
[OEMKUX TEXHOIOTUI U AOPOroCTOALLUX MaTepua-
NoB (MeTannbl, NoAyAparoLeHHble KaMHWY, CIOHOBaS
KOCTb, CTEKNIO U T.[.) HE MO3BOANO XYAOXKHNKAM-
CKyNbATOpaM BMJIOTb A0 3MOxu Bo3poxaeHus co-
3aBaTb caMocTonaTesbHble 06pa3sbl. «CKyAbNTOPbI
anoxu PeHeccaHca cTanu yumTbCs MacTepcTBy ny-
TEM KOMUPOBaHUSA aHTUYHbIX CTaTyi. VicuesHyBLune
B anoxy CpefHMX BEKOB NpUeMbl aHTUYHbIX CKY/1bM-
TOPOB — XMa3M W KOHTpanocT — Hblnn Bockpe-
LWeHbl MmacTepamu PeHeccaHca» [5]. /lnwweb ¢ KoHUa
XIX-ro — Hauana XX-ro Beka, B CBAA3M C pa3BUTUEM
TEXHONOTNI 1 OBLWNM yaelleBeHNEM MpakTuye-
CKW BCEX MaTepunanos, ynoTpebaseMbix B CKYAbMTY-
pe, ANA CKY/bNTOPOB CTaNo BO3MOXHbIM paboTaTb
He TOJIbKO C YHUKaNbHbIMU U34EANAMM, HO U U3ro-
TaBAMBaTb MOAENN ANs CEPUAHOMO 1 MacCOBOIO NPo-
n3BOACTBA. «BO3HMKNA OCTpas KOHKYpPeHLMA Mexay
N3roTOBNEHNEM LUTYUYHbIX 3aKa3HbIX NPOU3BEAEHN
AEKOPaTUBHO-MPUKAALHOTO UCKYCCTBA U XXECTKOM
NPakTUKOW 3aMeHbl ero CeEpUMHbIMU Belammu» [4].

Teopuectso AMunTtpua Ymunapyca, B otanumne
OT MHOTUX APYTUX XYAOXHUKOB-CKY/bMNTOPOB CTU-
ns Ap [leko, xapaktepHo cob/104eHNEM HE TObKO
OCHOBHbIX YepT CTUASA, HO U CAMOCTOATE/IbHBIM CTPO-
TMM cnefoBaHNEM JIMYHOMY XYOXECTBEHHOMY BU-
AeHunto obpazo. B ckybnType. NckyccTBo [JpeBHero
ErunTta, Boctoka 1 A3nn okasano BansaHMe npaxktun-
Yeckn Ha BCeX XYAOXHUKOB cTuna MogepH. [naa .
Yunapyca ocHOBamu Ans co3faHna obpa3os nociny-
XUAn n3obpaxkeHna ApeBHEernneTckmx TaHuoB-
wuy, doTorpadumm TaHLOPOB Hayana XX-ro seka
n «Pycckne ces3oHbl» CAarnnesa. «3HaunTenbHOe
UYNCNO MaCTEPOB, XYAOXHMWKOB, AMU3alHEPOB C YA0-
BOJ/IbCTBMEM 06PaLLAtOTCA B CBOEM XYZAOXECTBEHHO-
TBOPYECKOM MOWCKE K OPUrMHaNbHBIM NpeaMeTam
TPaANLMNOHHOTO PYCCKOrO MCKYCCTBA, NX BOCMPUS-
TUIO Yepes NPU3My PyCccKoro 6apokko U MoAepHa»
[3]. XapakTepHoOe peleHne naacTnyeckmx TaHue-
Ba/IbHbIX KOMMO3MLMI NO MOTMBam BaseTta BON/Io-
LLasoCh B CepMAxX CKYAbMNTYp, KaXAaa 13 KOTOPbIX
W celiyac BbI3blBaeT BOCXMULLEHNE OT TOYHOCTU Me-
pesayun xopeorpadum n COOTBETCTBMUA KOCTHOMA
n obpasza. CNOXHOCTb U MHOroobpasune nnactu-
yeckuMx peleHnin B mmHuatiopax [.Yvnapyca no-
Ka3blBaeT OTANYMNE XYAOXKECTBEHHO-TBOPYECKOro
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noaxoga Kk dopmunpoBaHuto obpasa. «Takmm 06-
pa3om, 6iarogaps MHOrOYMCAIEeHHbIM 3aMMCTBOBa-
HWMAM, CO3HaTeNbHOW TpaHchopMaLmK, CTUAM3aLUN
1 3cTeTm3auum GopM 1 31EMEHTOB ermneTcKoro nc-
KyCCTBa, B COOTBETCTBMM CO CBOMM TBOPYECKUM BU-
JAEeHVeM, MacTepa CTUAA CMOTAN 060raTuTb MOZEPH,
pa3ABUHYTb rpaHuLLbl OOLLENPUHATBIX HOPM 1 OT-
KPbITb NYTb K CBOHOAHOMY TBOPUYECTBY M CAMOBbI-
paxeHunto» [7]. PakTnyeckmn cKyabnNTOP NOKa3bIBaET,
yTO NHOOON INEMEHT TaHLLEBaNbHON NAKN XOpeorpa-
bryeckon KOMMNO3NLMM MOXET CTaTb BOMIOLEHNEM
AN MUHMaTIOpBI. Micnonb3ys B cBOeM TBOpYeCTBe
peanucTnyeckune nobpaxenus (potorpaduu, Ka-
Apbl KNHOMAEHKW), CKybMTOP NOJYyYan BO3MOXHOCTb
He TONbKO OTPa3uTb NAACTUKY TaHL0pa, HO U pea-
JNINCTUYECKM BOCMPOUN3BECTU KOCTHOMA KaK BaXHO-
ro anemMeHTa obpasa.

TpasnUMOHHBIA KOCTIOM 1 TPAAULMOHHbIE TaHLbI
Ntoboro Hapoga M1pa Cco3zaBaancb U Pa3BUBaAINCD
HenocpesCTBEHHO NOJ BANSHWEM ApYr apyra. Ha-
UMHas C MUMHOWCKOW LUUBMAN3ALMK, KyNbTypa TaH-
La HanpsiMyro 3aBMcesna OT CNOXHOCTU aHcambas
KOCTOMa — TaK TaHubl «KypeTbl» nan «Kypasab»
N3-3a CIOXKHOCTN aHCaMbJ1sl X)KEHCKOM oaexabl Npes-
CTaBAsAN COBOM NPaKTUYECKMN, MEANEHHbIN XOPOBOA.
B 1O e Bpemsa My>Xckue TaHubl — «TaBpomMaxmsa»
nnm «Mnpprxoc», ABAANNCE CNOXHBIMK akpobaTu-
YeCKMMWN KOMMO3ULMAMU C OPY>KUEM U UCMOHS-
NNCb AMHaMnuHo. Xopeorpadwusa [pesHero ErunTa,
LIMPOKO NpeacTaBieHHas Ha dpeckax, NokasblBa-
€T, UTO TpajMLMOHHas ApeBHeermneTckas ogexaa
chopmmpoBana TaHeL, Kak CBOero poa eMOHCTpa-
LMIO MAaCTMYECKMX NO3, NAaBHO CMEHAOLWMX APYT
Apyra noj My3sblky ¢ GuKcaLMen Kaxa0oro 31emMeH-
Ta. Mpnuem, TaHLbl HOCUAN CakpasibHbIV XapakTep,
UMenu CTporoe peanrnosHoe 3HaveHve. Hanbonee
SAPKUM NPUMEPOM COYETAHUS CIOXKHOCTU aHCambs
KOCTIOMa U xopeorpaduu TaHLa, X B3anMouHTerpa-
LMK, Ha Hal B3rAsg, ABAAIOTCA TaHLeBabHblE KOM-
nosnunu Nuamm n NMuagokutasa. Jowealine ao Hac
B MPaKTWYeCKN NepBO3JaHHOM BUJe, TaK KakK AB-
NANNCH YACTbHO PENUTMO3HbIX U NMCUXONOTNUYECKMX
npakTuK, NaacTmyeckne Komnaekcbl «bxapaHatbs»,
«lMyHaH» «HaTa», 1 MHOrMe apyrue, MMerT CNOX-
HEWLLYO CTPYKTYPY 1 raybokyto ncroputo. «Liset
KOCTHOMa, FpUM U YKpalleHUs B TPaAULNOHHOM UH-
AVNCKOM xopeorpadmm — 3TO He TO/IbKO JOMOo-
HUTENbHOE BHELLHee CpesCcTBO 0H03HaUeHUs Toro
WAM MHOrO 0bpasa, xapakTepa repos U repouHy,
3TO CBOEro poAa CMMBOJIbI, MOMOratoLLme TaHLopYy
nepesartb UCTUHHO ry6OKMIA CMbICA, 3a10XKEHHbI

B ero gencree» [1]. MoxHO ckasaTb, UTO A0 cepeau-
Hbl XIV-ro Beka, xopeorpadus Bcex HapoAOB MMena
obLme yepTbl: pasgeneHne Ha obpsALOBbIE TaHLbI
1 BbITOBbIE; pa3sgeneHne No reHaepHOMY NpusHa-
Ky; npodeccroHasbHOe NCMOJIHEHME; CTPOroCTb
xopeorpadwun. B ctune Ap [eko [.Yvnapyc ysu-
JAeN BO3MOXHOCTb COeAUHUTb AEeKOPaTUBHO Bbl-
paXkeHHble TPaANLMOHHbIE KOCTHOMbI U COYeTaHne
KNlaCcCMYecKom 1 aBaHrapgHow xopeorpaduw. banet-
HbIi KOCTFOM — CaMOCTOATENIbHOE XYA0XEeCTBEHHOE
npov3BejAeHVe, co3jarolleeca Ana KaXKa0oro KoH-
KPEeTHOro MCNOAHUTENS N OTBeYaroLee CTPOrnM
TpeboBaHWAM: NerkocTb, yA06CTBO, TeaTpaibHOCTb,
BM3YaNbHOCTb, Bblpa3nTesbHOCTb 06pa3a. Boigato-
LMecs XyAOXHUKN CO34aBann KOCTIOMbI ans 6a-
netoB [lsrnnesa, n MHOTME N3 3TUX NPOU3BEAEHUN
6bI1M OTpaXkeHbl B MUHMaTIOpax. BavaHne xopeo-
rpadumn 6aneta Ha TBopUecTBo [. Ynnapyca cnox-
HO MepeoLEeHUTb, Tak Kak, ABASACb COBPEMEHHNKOM
n ovesnauem GoOpMUPOBAHUA HOBOTO CTUAS, OH
y4acTBOBaA B CO34aHUN HOBOTO KyAbTYPHOrO Npo-
CTPaHCTBa, N3MEHUYMBOTO 1N MNAaCTUYHOro. MmHma-
THOPbI, BbINMOJIHEHHbIE CKY/IbMTOPOM, ONepaTuBHO
OTpaXkanu BANSIHWE MOAbI Ha TBOPUYECTBO XYAOXHM-
koB. PaccmaTpuBas paboTbl CKy/bNTOPa, Mbl BUAWM,
Kak NPOVCXOAMAA 3BONIOLMA NAACTUYECKMX NCKYCCTB
1 KocTroma. «TpaHchopmaLumsa Xys0XKeCTBEHHOM 00-
pa3HOCTM OT MOJEpPHa C ero CTpemseHneM K pa-
CTUTEIbHOMY OPHaMeHTY, aCUMMETPUEN, TEKyUMMU
AvHUAMU K Ap [Jeko npoasuaacb B 3aKOHYEHHOCTH
NHWN, ee TPadUUYHOCTH, CUMMETPUN, FeEOMeTpU3-
Me, CTPOrocT GopMbl, MAOTHOCTK LBeTa» [9]. B oT-
nnuve oT GaHTa3MMHOCTM NPOU3BEAEHUI APYTUX
npeactasutenen ctuns Ap feko, pabotel A.Yuna-
pyca nojuac XyA0XeCTBeHHO J0CToBepHbl. Obpasbl
BblAAOLLMXCA TAHLOPOB M HanepunH Havana XX-ro
BeKa B ero pabortax npuobperatoT 3HaueHMe UCTo-
puyYeckmx OTNeYaTKoB B KyNbType 1 nckycctee. Viga
PybuHwrTenH, Pysonbdo BaneHTnHo 1 Anna Hazu-
moBa, HaTawa PamboBa 1 MHOrve gpyrue nogapu-
2 CBOW NNacTUYecKne KOMMNO3NLMW AN MUHNATHOP.
C coBepLUEHHO HOBOW CTOPOHbI ANSl LLEHUTENIEN UC-

KyCCTBa OTKPbIICSA MOTEHLMaN CKYbNTYPbl AN MOAbI
N An3aiiHa. YBMAETb rpauumio 1 opraHMyHoe cove-
TaHWe KOCTIOMa, TaHLa 1 TasaHTa UCMOoNHUTENEN
TaHUa 1 H6aneta, MOMOI/IO U aKTUBHOE U3MEHEHWE
NCTOPMYECKOro 3Tana, B KOTOPOM BM3yanm3sauus
xopeorpadum n My3blkn Nponcxogmia Ha GoHe ak-
TMBHOrO BHeAPeHUa GpoTorpadum n knHematorpada.
HecoMHeHHO, coueTaHmne KiaccMyeckmnx Matepma-
JIOB CKYNbNTYpPbl B MOZEPHE NPesbABAAI0 onpese-
NeHHble TpeboBaHWA K aBTopy. bpoH3a, choHoBas
KOCTb, 30/104EHUNE, MONYAParoLleHHble KaMHW, UMErOT
COBCTBEHHbIE OrpaHMYEHNS B TEXHONOMMN 06paboT-
KW, HO UX CcoYeTaHWe AaeT NoTpAcaroLmi No pea-
amctnyHocTm b dexT.

Teopuectso AmMunTpua Yunapyca nmeet orpoMHoe
3HauyeHwue He ToNbKO Ana ctmna Ap [leko, Ho v ans
BCEV MUPOBOI KynbTypbl. Co3saBas be3ynpeuHblie
06pasbl B CKy/IbNTYPHOM KOMMO3MLMKM, OH NOKa3a,
YTO MacCcoOBOE MCKYCCTBO MOXET U JOJKHO BbITb
3CTETUYHBIM, BbICOKOXYAOXECTBEHHbIM, AOCTYMHbIM.
«...NMpoun3BeseHNa Ynnapyca oTaM4aroTcs Makcm-
MaJIbHO TOYHOW Nnepegayeli OLyLLEeHNA N3ALLHOTO
1 rPaLMO3HOro ABMXXEHWS B TaHLLe, MOKa3bIBatOT He-
OrpaHMYEeHHbIE MO CNOXHOCTU TEXHUKM NCMONHEHUA
no3bl, BOMJIOWEHHbIe baarogapsa HecTaHAapPTHOMY
NAaCTUYECKOMY, apTUCTUUYHOMY PELLEHUIO ABUNXKEe-
HWA Te, CUAbHbIE NO 3MOLMOHANBHON OKpacke /to-
60oBHble cueHbl» [10]. TexHuKa xpn3oanedaHTNHa,
BO3HMKLWas ewe B [peBHeln Mpeunn, 1 obpeTilas
BTOpOe poxAeHue B anoxy MogepHa 1 cenyac aB-
NAeTCA OJHOM M3 CaMbIX CIOXHBIX 415 CKYIbNTOPOB.
XYZOXHWKM 3NOXM MOJEpPHa, CO3jaBaBLune yHu-
KaNbHble, C/IOXKHbIE TEXHONOTMYECKN U TBOPYECKM
N3AeNNs, NHTErPUPOBaHHbIE B HEMOBTOPUMbIE UH-
Tepbepbl M MPOCTPAHCTBA, AN HaxoAALLMECs CEl-
4ac B YaCTHbIX U My3€eWHbIX KOANEKLUAX, HEBOJIBHO
nogyepkmBanu aanTapHocTb ctuna Ap Jeko coot-
BETCTBME BUAEHMA UX TBOPYECTBA Kak 4acTu Mu-
pOBOW KyAbTypbl U UcKyccTBa. PaboTel AMuntpus
Yunapyca ABAAOTCA 3KCKAHO3MBHBIMUW CKYNBMATYP-
HbIMU Npowu3BeaeHnammn B ctune Ap [leko.
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