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NNACTUHECKOIO NNEKCMKOHA

KYH U3UWHbCUHb, AAPbA HUKOJIAEBHA BOPOBbEBA
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MOHYMEHTANTBHOW XWBOMNCA
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Nno MATEPUANAM TBOPYECTBA A. CMMPHOBA
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OJIbr'A AJIbBEPTOBHA KPACHOITOPOBA
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HOBEMLIEN ®OPTEMMAHHOW MY3bIKW
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NCNOJIHUTEJIbCKOE NCKYCCTBO /I tOHbAW B ACTEKTE
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UXKAO NEN

BNVAHWE BYAAU3MA HA SCTETVIKY 1 CUMBOJIUKY
OPHAMEHTANBHOTO AEKOPA KUTANCKMX BPOH30BbIX
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LETTER
FROM
THE EDITOR

Dear Friends!

We are pleased to present Issue No. 2/2026 of
the scholarly and analytical journal Burganov House.
Space of Culture.

On the recommendation of the Expert Council
of the Higher Attestation Commission (VAK), the
journal has been included in the List of Leading
Peer-Reviewed Scientific Journals and Publications in
which the principal scientific results of dissertations
for the degrees of Doctor of Sciences and Candidate
of Sciences must be published. The journal has been
assigned Category K2.

The journal publishes scholarly articles by leading
specialists in various fields of the humanities, as
well as doctoral and postgraduate researchers. The
research topics address current problems in various
areas of culture, art, philology, and pedagogy. This
multifaceted scope reflects the distinctive character
of the journal, which represents the contemporary
state of the space of culture.

The article by Maria A. Burganova, “Architecture
as Sculpture: Formation of a Common Formal
Vocabulary,” examines the latest trends in museum
and civic construction from the late twentieth to
the early twenty-first century. Special attention is
given to the plastic nature of architectural form
that transcends the utilitarian "box” approach and
becomes an art object of intrinsic value within the
urban environment. Drawing on landmark buildings,
the article traces how architecture borrows and
develops the methods of monumental sculpture —
the handling of volume, silhouette, light, and the
cinematic sequence of spaces. It is shown that in
these examples the building functions as a sculptural
sign, shaping an emotionally resonant environmental
space and establishing new models for the perception
of architecture.

The article by Kun Jinxin, “Typological Study of
Bodhisattva Attire in the Sculpture of the Longxing
Monastery, Qingzhou, China, during the Northern
Dynasties Period," addresses issues of form-making,
symbolism, and tradition in Chinese art. The objects of
study are the garments of bodhisattvas in sculptures
from the Longxing Monastery. The typological study

conducted provides tangible material for examining
the processes of localization of Buddhist sculpture
and the transformation of artistic style.

The article by Fan Wenxi and Petr P. Kozorezenko,
“Historical Development and Evolution of Colour
in Song and Yuan Landscape Painting,” traces the
artistic and technical transformations of Chinese
landscape painting during the period 960-1368. The
authors analyze the transition from monochrome
ink to multilayered mineral and plant pigments,
examining the stylistic evolution from the grand
manner of the Northern Song through the elegance
of the Southern Song to the economy of the Yuan
period. Through the works of Fan Kuan, Guo Xi, Ma
Yuan, Huang Gongwang, and other masters, the
inseparable connection between colouring technique
and the aesthetic ideals and spiritual aspirations of
the era is demonstrated — an approach that laid
the foundations for the development of landscape
painting in subsequent centuries.

The article by Xie Zhihui and Viktor D. Uvarov,
“Historical Stages of Development of Chinese
Monumental Painting,” traces the key achievements
of traditional Chinese monumental pictorial art —
from the functional evolution of the cave paintings at
Mogao in Dunhuang and the technical system of the
Yongle Palace murals to the revolutionary-historical
painting of the twentieth century. The study shows
that the contemporary transformation of Chinese
monumental painting was the result of a creative
reinterpretation of traditional resources combined
with the localized assimilation of Soviet experience.

The research by Tatiana V. Kozlova, "A.T. Matveev's
Farticipation in the Implementation of Lenin’s Plan for
Monumental Propaganda,” is devoted to an analysis
of the implementation of the plan as exemplified by
the work of the celebrated sculptor A.T. Matveev.
His participation in this process is presented by the
author as a successful instance of the development
of a new plastic language that synthesized the most
significant of the stylistic tendencies existing at the
time. The study relates artistic practice to the field
of memory studies, situating the sculptural image
within the context of collective memory and historical
reconstruction.

In the article by Olga A. Rakova, “"Conception as a
Form-Shaping Function of Artistic Dialogue: A Visual
Study Based on the Works of Alexander Smirnov,” the
distinctive features of the creative interpretation
of religious subjects in works by A.M. Smirnov,
produced across different years, are analyzed. The

methodological basis of the analysis is the concept
of H. Wolfflin, developed on the material of Italian
Renaissance art and correlated with the artist's
orientation toward the Renaissance tradition. The
article traces a movement from an impressionistic-
painterly manner toward linearity and further toward
a "vibrating” synthesis of style, as well as the use of
the Byzantine heritage to unite the corporeal and
spiritual dimensions of the image.

The article by Irina V. Portnova, “The Pictorial
Concept of Flora and Fauna in 17th-Century European
Painting,” investigates the artistic images of living
nature in European art of the seventeenth century —
in the genres of still life, landscape, and animal
painting. The origins of the heightened interest in
flora and fauna are analyzed, along with the symbolic
significance of natural imagery and the natural-
philosophical perception of the world conditioned
by the development of geographical and biological
research of the era. The conclusion is drawn that
the aesthetic perception of living nature became a
significant and independent feature of seventeenth-
century fine art.

The interpretation of comic categories in
philosophy and artistic culture of the nineteenth
century is addressed in the article by Anna A. Fischer,
“Categories of the Comic in Philosophy and Art of the
Nineteenth Century: English Caricature of the Victorian
Era,” devoted to English caricature of the Victorian
period and the journal Punch. The study draws
on theories of laughter (superiority, incongruity,
and relief) in G.W.F. Hegel, A. Schopenhauer,
H. Bergson, and other authors, comparing them
with the visual practice of the nineteenth century.
Punch is considered as a space in which abstract
philosophical categories — irony, grotesque,
satire — acquire practical significance and become
instruments of social criticism and the formation of
public opinion. The connection between aesthetic
treatises, art criticism, and the development of mass
visual communication is traced.

The article by Olga A. Krasnogorova, “Analytical
Approaches to the Theory of Interpretation of
Contemporary Piano Music,” presents the use of meta-
analysis as a tool for understanding the interpretive
process. Interpretation is proposed as a universal
system with a pronounced communicative function,
in which numerous artistic contexts intersect and the
"hermeneutic circle” of the contemporary musical
work is formed. The article identifies a broad body
of research significant for understanding changes in

the relationship between composer and performer,
and underscores the importance of the concept of
the individual compositional project as an object
of analysis. The integration of various scholarly
fields is shown as a foundation for developing new
approaches to interpretation and to the theory of
the performing arts of the twentieth and twenty-
first centuries.

The article by Chen Yiheng, “The Performing
Art of Li Yundi in the Context of Studying Stylistic
Tendencies,” is devoted to the performing art of Li
Yundi and examines the specifics of his Romantic
repertoire in the context of the theory of performing
styles. The analysis draws on methods of holistic
work analysis developed by Russian musicologists
and correlates them with the practice of Chinese
pianists, whose work has long remained outside
the field of scholarly attention. It is noted that the
existing literature is dominated by biographical and
repertoire surveys alone. The article focuses on the
distinctive features of Li Yundi’s artistic language,
his path from the Chopin Competition in Warsaw
to an international career, and the place of his
interpretations in the contemporary concert world.

The article by Zhao Lei, “The Influence of Buddhism
on the Aesthetics and Symbolism of Ornamental
Decoration of Chinese Bronze Mirrors of the Tang
Dynasty (618-907)," analyzes the impact of Buddhist
aesthetics and symbolism on the ornamentation
of bronze mirrors during the Tang dynasty. New
types of ornamental motifs that arose as a result of
the integration of Buddhist imagery into decorative
compositions are examined. It is shown how imperial
patronage of Buddhism by the Tang emperors
contributed to the formation of a distinctive variant
of Chinese Buddhist art and its influence on the
decorative arts.

The publication is addressed to professionals
specializing in the theory and practice of the fine
arts and philology, as well as to all those interested
in questions of art and culture.
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CJ/1I0BO
PEOAKTOPA

Joporuve apy3bs!

Mbl paabl npeactasutb Bam N2 2/2026 HayuHO-
aHanuTnyeckoro XxypHana «flom bypraHosa. [1po-
CTPaHCTBO KY/bTypbI».

Mo pexkomeHaaumm kcnepTHoro coseta BAK
)XypHan BkatoueH B lNepeueHb Begywmnx peweH-
3MpyeMbIX HayUHbIX )XyPHaJiOB U U3JaHUNA, B KO-
TOPbIX A0/1HKHbI 6bITb ONY6/1MKOBaHbI OCHOBHbIE
HayuHble pe3y/ibTaTbl AUCCEPTALLMM Ha COUCKaHNEe
yueHbIX CTeneHeil AOKTOpa U KaHAMAaTa Hayk.
XXypHany npucsoeHa kateropusa K2.

B >xypHane nyb6ankytoTca HayuHble CTaTbh Beay-
LLMX CNEeLMANNCTOB Pa3HblX r'yMaHWUTapHbIX obaacTei,
AOKTOPaHTOB W acnvpaHToB. HanpaeneHnsa nccneno-
BaHWM KacaroTCA akTyanbHbIX NPobaem B pasNnyHbIX
obacTAx KyAbTypbl, UCKycCTBa, GUAONOTUN U Neaa-
rorvku. B aToi MHOrorpaHHocTM 0603peHuns npo-
ABAfeTca cneumdurka XypHana, NpeacTaBaAfoWwero
COBPEMEHHOE COCTOAHME NPOCTPaAHCTBa KYAbTYpbl.

B ctatbe M. A. bypraHoBon «ApxuTekTypa Kak
CKyNbMTYpa: popMMpoBaHMe 06LLero NAacTMYecKoro
JleKCMKOHa» paccMaTpmUBaoTCs HOBEWLLINE TEHAEH-
LW My3eAHOro 1 0bLLEeCTBEHHOrO CTPOUTE/IbCTBA
KoHUa XX — Hauana XX| Beka. Ocoboe BHUMaHMe
yAeNeHO NAacTUUYECKON NPUPOAE apXUTEKTYPHO
bopMmbl, BbIXOAALLEH 38 PaMKW YTUANTAPHOTO «KO-
pPO6HOYHOro» NOAXOAA N CTAHOBSALLENCH CAMOLLEHHbIM
XyZOXeCTBEHHbIM 06BbEKTOM B FOPOACKON cpese. Ha
MaTepuane 3HakoBbIX COOPYXXEHWI NPOCAEXMNBAET-
€A, KakK apxXvTeKTypa 3aMMCTBYeT 1 pa3BMBaeT MeTO-
Abl MOHYMEHTaNbHOW NiacTukun: paboTy ¢ 06BEMOM,
CWY3TOM, CBETOM W KMHEMaTorpaduyHom nocneno-
BaTe/IbHOCTbIO NMPOCTPAHCTB. [oKka3aHo, UTo B 3TUX
npumMepax 3gaHne QyHKUMOHUPYET Kak CKYAbMTy-
pa-3Hak, popMMpytoLLas IMOLIMOHabHOE CPpeaoBoe
NPOCTPAHCTBO ¥ 3ajatoLLias HOBble MOAENN BOCMpU-
ATUA apPXUTEKTYPBbI.

Cratba KyH L3anHbcnHb «Trnonormnyeckoe nccne-
AOBaHue ogesHu 6oaxmcatTe nepuosa CeBepHbIX
AMHACTUI B CKYNbNType MOHAcTbIips JIYHCUH-CbI B
LmHuxoy, Kutaii» paccmaTprBaeT npobiemsl Gop-
MOObpa3oBaHms, CUMBOJIMKN U TPAAULUWN B KATaN-
CKoM unckycctee. OBbEKTOM MCCeA0BaHMS CTaHOBATCS
oAexabl 6oAXMCaTTB Ha CKYAbMTYypax U3 MOHACTbIPS
JlyHCUH-cbl. [1poBeaéHHOE TUNoNOrnYeckoe nccneso-

BaHWe JaéT BELEeCTBEHHbIN MaTepuan Aas n3yyeHus
MPOLLECCOB JIOKaM3aL MM BYAAUIACKON CKYAbMTYpPbI
N TpaHCHOpMaLMM XyAOXKECTBEHHOTO CTUAA.

Cratbs ®aHb Banbeu 1 T1. 1. KozopeseHko «/cTo-
pyYecKoe pa3BMTUE 1 SBOHOLMSA LiBETA B MEN3aXHON
»uneonucy 3nox CyH n KDaHb» NpociexmBaeT Xy0-
XeCTBEHHble 1 TeXHUYeckne TpaHcdopMaLmm nen-
3aXKHOM xumBonuck Kutas B nepunog 960-1368 rogos.
ABTOpPbI aHaAN3NPYHOT NEPEXOL OT MOHOXPOMHOW
TYLUM K MHOTOC/IOViHBbIM MUHEPabHbIM U PacTUTEb-
HbIM MUTMeHTaM, paccMaTpmBasa CTUANCTUYECKYHO
3BOJIOLMIO OT BeINYECTBEHHON MaHepbl CeBepHON
CyH uepe3 aneraHTHoCTb KOXxHOM CyH K 1aKOHN3MY
anoxu KoaHb. Ha npumepe npowvsseseHnin ®aHb Kya-
HA, Fo Cn, Ma KOaHs, XyaH l'yHBaHa u gpyrux macre-
POB NokKasaHa Hepa3pblBHasA CBA3b TEXHWMKM OKpPacku
C 3CTETUYECKUMUN Ugeanammn 1 AyXoBHbIMM NOUCKa-
MW 3MOXW, 3a10XMBLUasA GYHAAMEHT A1A pa3BuTUA
new3axKHOM XMBOMUCK B NOCAeAYHOLLME CTONETHA.

B ctatbe Ce Yxuxysii n B. [. YBaposa «/cTtopu-
yeckue 3Tanbl Pa3BUTUA KMUTANCKON MOHYMEHTaNbHOM
XKMBOMUCK>» MPOCNEXMUBAIOTCA KAOUEBble JOCTUXE-
HWSA TPaAULMOHHOIO KMTAaNCKOrO MOHYMEHTa/IbHO-
O XXMBOMWUCHOTO UCKYCCTBa — OT GYHKLMOHaNbHOW
3BositoLMmM pocnuceli newep Morao B [lyHbxyaHe v
TEXHWYECKOW CUCTEMBI pocnucelt asopua HKOHA3 go
PEBOJIOLIMOHHO-UCTOPUUECKON XMBONUCKU XX Beka.
WccnepoBaHme nokasbiBaeT, YTO COBPEMEHHas TPaHC-
bopmaLmsa KUTaNCKON MOHYMEHTaNbHOW XNBOMUCK
CTana pe3ynbTaToM TBOPYECKOro NepeoCcMbICAEHS
TPaAVLMOHHBIX PECYPCOB B COYETaHWM C IOKaNN30-
BaHHbIM YCBOEHWEM COBETCKOTro OnbiTa.

NccnepoBaHue E.H. Ko3noeon "Yuactue
A.T. MaTBeeBa B peanusaunm JIEHNHCKOro naaHa
MOHYMEHTaNbHOW NponaraHabl" NOCBALLEHO aHAAN-
3y peanv3auum NiaHa Ha NpyMepe TBOpYeCTBa M3-
BecTHoro ckynbntopa A.T. Matseesa. Ero yuactune B
3TOM MpoLiecce NpeACTaBAeHO aBTOPOM Kak yCnelLl-
HbIA NPYMep BbIPabOTKM HOBOFO MAACTUUYECKOro A3bl-
Ka, CMHTe3upoBasLuero B cebe Hanbonee 3HaUMMBble
3 CyLL,eCTBOBABLUMX Ha TOT MOMEHT CTUANCTNYECKMX
HanpaBieHW. ViccnegoBaHne COOTHOCUT Xy oxe-
CTBEHHYIO MpaKTKKy ¢ nonem memory studies, BBo-
AR CKYJbNTYPHbIN 06pa3 B KOHTEKCT KONEKTUBHOMN
NamATU U UCTOPUUECKON PEKOHCTPYKLNN.

B ctratbe O. A. PakoBoi «3ambicen kak ¢opmo-
obpa3syroLan GyHKLMA Xy[0XKECTBEHHOrO Ananora.
BusyanbHoe uccnesoBaHue no matepuanam TBOp-
yectBa A. CM1pPHOBa» aHaNM3MPYOTCA OCOBEHHOCTH
TBOPUECKOW MHTeprpeTaLmm Peanrmo3Hbix Croxe-
TOB B npowmnssegeHunsax A. M. CMMpHOBa, CO3aaHHbIX

B pa3Hble rogbl. MeToA010rMyeckolt OCHOBOM aHaNu-
3a cy>uT KoHuenumsa I.BénbdanHa, paspaboTtaHHas
Ha MaTepuane MCKyccTBa UTanbsHckoro PeHeccaH-
Ca W COOTHECEHHasa C OpueHTaLMen XyaoXKHMKa Ha
peHeccaHCHy Tpaanuumio. NokasaHo ABUXeHne
OT UMMPECCUOHUCTNUYECKN-XKMBOMUCHOW MaHepbl
K IMHEAHOCTU 1 Janee K «<BUBpUpYLoLLLeMy» CUHTe-
3y CTUAS, @ TakXKe UCNOoJIb30BaHWe BU3aHTUINCKOro
Hacneausa AN COeAVHEHUS TeNECHOTo U AyXOBHO-
ro ypoBHel obpasa.

B ctatbe V. B. MopTHOBOW «M306pasntenbHas
KoHLenuus Gaopbl 1 dhayHbl B €BPOMENCKON XMBO-
nuecn XVII Beka» nccneaytoTcs XyAoXecTBeHHble 06-
pasbl XXMBOW NMPUPOZAbI B EBPONENCKOM nckyccTee XVII
CTONIeTUA — B XKaHpax HaTIOPMOPTa, Nei3axa 1 aHu-
MaanNCTUKK. AHaAN3NPYHOTCA MCTOKW MOBBILLIEHHOTO
nHTepeca K dnope n dayHe, CMMBOANYECKOE 3HaYe-
HVe NpMpPOAHbIX 0Bpa3oB, a Takxe HaTypduaocod-
CKoe BOCnpuATME MUpPa, 0ByCNOBAEHHOE Pa3BUTNEM
reorpaduyeckmnx 1 BUOOrMYECKNX NCCaes0BaHN
anoxu. [JJenaetca BbIBOA O TOM, UYTO 3CTETUYECKOoe
BOCMPUATUE XUBOW NPUPOAbLI CTaNO 3HAUNUMOW U
CaMOCTOSITe/IbHOM YepTol N306pasnTenbLHOro uc-
kycctBa XVII Beka.

VHTepnpeTauus kaTeropuii KOMUYecKoro B ¢ou-
Nocodum 1 xyaoxKecTBEHHOW KynbType XIX Beka pac-
cmaTpuBaetca B ctatbe A. A. OQuep «Kateropum
Kommnyeckoro B punocopum n nckyccree XIX seka:
aHTIncKas KapukaTypa BUKTOPWaHCKOro Bpeme-
HW», MOCBALLEHHOW aHIIMNCKOW KapuKaType BUKTO-
pvaHckon anoxum 1 xxypHany Punch. MiccnegoBanue
onupaeTca Ha Teopun cmexa (MPeBOCXOACTBa, HECO-
oTBeTCTBMA U pa3pagkn) y I'. B. ®. lerena, A. LLoneH-
rayspa, A. beprcoHa v gpyrmx aBTopos, CONOCTaBAAs
UX C BM3yasnbHOW npaktukon XIX Beka. Punch pac-
CMaTpMBaeTCA KaK NPOCTPAHCTBO, rae abcTpakTHble
dunocodckme KaTeropmm — MPoHMA, rpoTeck, catu-
pa — Noay4atoT NPUKNAZHOE 3HaYeHVe U CTaHOBATCA
WMHCTPYMEHTOM COLMaNBbHOW KPUTUKN U GOpMUpO-
BaHWA 0OLLeCcTBEHHOro MHeHwuA. MpocnexmrBaeTcs
CBA3b MEXAY 3CTETUUECKUMUN TpaKTaTaMu, XyAoxe-
CTBEHHOW KPUTUKOWM W pa3BUTUEM MacCOBOW BU3Y-
aNbHON KOMMYHMKALUW.

CraTba O. A. KpacHoropoBoli «AHanutndeckme
NoAXOAbl K TEOPUW UHTepRpeTaLmm HoBelwen dop-
TenuaHHOW My3blku» NpeACTaBAfseT NCNOAb30BaHNe
MeTa-aHam3a Kak MHCTPYMEHTa OCMbICIeHWS NCNOA-
HWTeNbCKOro npoLiecca. VIHTepnpeTauma npeanara-
eTcA KakK YHVBepcalbHasa cMcTemMa C BblpaXKeHHOM
KOMMYHMKaTUBHOM QYHKLMEN, B KOTOPOW nepece-
KaroTCA MHOTOUMNC/IEHHbIE XY 0XECTBEHHbIE KOH-

TEKCTbl U GOPMUPYETCH «TePMEHEBTUYECKMIA KPYT»
MY3bIKa/IbHOTO MPOW3BEAEHUS HOBEMLLETO BPEMEHMW.
CraTbf BblAeNfeT WNPOKNIA KOPMYC NCCAe0BaHNN,
3HaUUMBIX A1 MOHUMaHWUA U3MEHEHWI BO B3aUMO-
OTHOLLEHMAX KOMMO3MTOPa U UCMONHUTENS, U MOA-
YEpPKMBaeT BaXXHOCTb KOHLEMNUUWU UHANBUAYANBHOIO
KOMMO3MTOPCKOro NpoekTa kak obbekTa aHaium3a.
WHTerpaums pasnnyHbIiX HayyHblx obnactelt noka-
3aHa Kak OCHOBaHWe /11 BbIpaboTk1 HOBbIX MOAXO-
[0B K MHTeprpeTaLmm 1 Teopum UCMOTHUTENBCKOTO
nekyccrea XX-XXI Bekos.

Cratba YsHb MxaHa «/cnonHntensckoe nckyc-
cTBO JIn FOHbAM B acnekTe U3yyeHns CTUANCTUYECKUX
TeHAEHUMI» NOCBSALLEHA UCMONHUTENBCKOMY MCKYC-
ctBy JIn HOHbAYM 1 paccmaTtpurBaeT cneumdurky ero
POMaHTUYeCKOro penepTyapa B KOHTEKCTE TeopUM
WCMONHWUTENBCKUX CTUNEW. AHaNM3 ONupaeTcs Ha pas-
paboTaHHble POCCUNCKMMUN MY3bIKOBEAAMU METOAN-
KV LLleNOCTHOrO aHan3a Npou3BeAeHNs 1 COOTHOCUT
UX C MPAKTUKOM KUTANCKMNX MUAHWUCTOB, Ybé TBOpYE-
CTBO J0/Ir0Oe BpeMs OCTaBaloCb BHE MO BHMMa-
Hua. OTMeYaeTcs, YTo B CYLLEeCTBYIOLLEN anTepaType
AOMUHMPYIOT Anwb Brorpaduryeckre n peneptyap-
Hble 0630pbl. B dokyc nccnesosaHma nomeLLatotca
0COBEHHOCTU XyAO0XeCTBEHHOTO A3bika J1n FOHbAW,
ero nyTb ot LloneHoBckoro koHkypca B Bapwase a0
MeXAYHapOAHON Kapbepbl 1 MeCTO ero UHTepnpe-
TaumMii B COBPEMEHHOM KOHLLePTHOM MPOCTPaHCTBE.

CraTtbs Yxao JIant «BansHue byaamsma Ha acTe-
TUKY ¥ CUMBOJINKY OPHAaMEHTa/IbHOTO AeKopa KUTai-
CK1x BpOH30BbIX 3epkan anoxu TaH (618-907 rr.)»
aHaAM3MpyeT BO3AENCTBUE BYAANNCKON 3CTETUKN U
CMMBOJIKM Ha OpHaMeHT HPOH30BbIX 3epKa B 3MOXy
AnHacTum TaH. PaccmaTpurBaroTCs HOBblE BUJAbI Op-
HaMeHTa/IbHbIX MOTUBOB, BO3HUKLLNX B pe3y/bTaTe
nHTEerpaumm byaaniickmx obpasos B AeKOPaTUBHbIE
KoMno3uumu. MNokasaHo, Kak MOKPOBUTENLCTBO OyA-
AM3MY CO CTOPOHbI TAHCKMX MMMNEPaTopoB CNocob-
cTBOBaso GOPMMPOBaHMIO CaMOBBLITHOrO BapmaHTa
KuUTaCcKoro 6yAaMRCKOro NCKycCTBa 1 ero BANAHWIO
Ha XyZ0)XeCTBeHHble pemécna.

W3paHne agpecoBaHo npodeccmoHanam, cneuma-
NN3MpyroLWLMMCa B 061aCTU TEOPUM U MPaKTUKKN U30-
6pasnTenbHOro NCKyccTBa U QUAONOTUK, a TakKe
BCEM, KTO MHTEpecyeTcs BONpocamMu NUCKYCCTBa U
KyNbTYpbl.

Hay4yHO-aHannTM4Yecknin xypHan
[om bypraHosa.

[pOCTPaHCTBO KyALTYPSI
#2/2026



Maria A. Burganova
Full Member of the Russian Academy of Arts,
Doctor of Arts, Professor,

Head of the Department of Monumental and Decorative Sculpture

at the Stroganov Russian State University of Design and Applied Arts,

Deputy Director of the Moscow State Burganov House Museum

DOI: 10.36340/2071-6818-2026-22-2-10-19

e-mail: dom.text@gmail.com
Moscow, Russia

ORCID: 0000-0002-8695-9743
ResearcherID: C-9437-201

ARCHITECTURE AS SCULPTURE: FORMATION
OF A COMMON FORMAL VOCABULARY

Summary: In the article, the phenomenon of forma-
tion of a common formal vocabulary of architecture and
sculpture is considered in the context of the latest trends
in museum and public construction at the end of the
20th — beginning of the 21st century. Special attention
is paid to the plastic nature of architectural form, going
beyond the utilitarian "box-like” approach and becoming
a self-sufficient artistic body in the urban environment.
Based on the material of landmark structures by Frank
Gehry (Guggenheim Museum Bilbao, Walt Disney Con-
cert Hall in Los Angeles) and the newest objects of the
UAE (Museum of the Future in Dubai, Louvre Abu Dhabi,

Architecture is increasingly asserting itself as
sculpture, moving beyond the utilitarian under-
standing of a building as a "box” for living and
working. The volumes of structures become self-suf-
ficient forms akin to monumental sculpture, rather
than merely containers for human activity. Through-
out the twentieth and twenty-first centuries, archi-
tectural form has gradually freed itself from rigid
structural systems and the traditional tripartite di-
vision of the facade, evolving into a complex plastic
composition in which every mass, curve, or rup-
ture of volume carries meaning and emotional
charge. The architecture of iconic buildings gravi-
tates toward the language of monumental sculp-
ture, shaping light, shadow, and the movement
of the gaze through the plasticity of form — not
through an assembly of walls and floor plates.

The convergence of architecture and sculp-
ture is bound up with the revival of volume as
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Abrahamic Family House complex), it is traced how ar-
chitecture borrows and develops the methods of monu-
mental plasticity: work with volume, silhouette, light, and
cinematic sequencing of spaces. It is shown that in these
examples the building functions as a sculpture-sign,
forming an emotional spatial environment and setting
new models of perception of architecture.

Keywords: architecture as sculpture, plastic form, muse-
um architecture, architectural lexicon, sculptural lexicon,
Frank Gehry, Guggenheim Museum Bilbao, Walt Disney
Concert Hall Museum of the Future Dubai, Louvre Abu
Dhabi, Abrahamic Family House.

an active, organising principle. A building ceas-
es to conceal its spatial structure behind a flat
envelope, instead exposing load-bearing ele-
ments, projecting individual walls and cantile-
vers, and transforming details into autonomous
forms. This plastic “centrifugality” breaks the
monolithic block apart and creates an ensemble
of interacting volumes comparable to a sculp-
tural group. The contemporary landmark build-
ing is conceived as an artistic gesture within the
urban fabric — an expressive sign that enters
into dialogue with historic facades, topogra-
phy, and the everyday routes of its inhabitants.

The convergence of architecture and sculpture
manifests not only at the level of form but also at the
level of the professional language used to describe
spatial objects. Terms such as volumetric plasticity,
silhouette, tectonics, gestural form, and interior and
exterior space have become common to both disci-

plines. The vocabulary of architecture borrows from
the terminology of monumental sculpture, while
sculpture absorbs the lexicon of architecture. This
creates an interdisciplinary conceptual layer in which
a building is conceived as a three-dimensional sculp-
tural environment, and sculpture as architecture.

Architecture that becomes sculpture also trans-
forms the mode of reception. The visitor no longer
“reads” a facade as a text, but instead moves through
a sequence of plastic situations: the approach, pass-
ing beneath a cantilevered overhang, arriving unex-
pectedly on an open terrace, confronting a looming
volume. In this “cinematic” experience, space operates
like sculpture — compelling a response to form —
while the building’s functionality is preserved but
enriched by a strongly expressed artistic dimension.

One of the outstanding architects for whom the
idea of architecture as sculpture acquires a pro-
grammatic character is Frank Gehry, who conceives
architecture as a sculptural gesture. In his practice,
a building is understood as a three-dimensional
plastic artwork. He develops the composition in
the process of working with scale models, evaluat-
ing silhouettes, the rhythms of volumes, and curved
surfaces from multiple viewpoints. To realise such
forms, Gehry employs digital modelling (CATIA and
other systems), which allows plastic intuitions to be
translated into precise constructions and cladding.

In 1992 he created the sculpture Peix (Fish) on
the Barcelona waterfront, transforming the image
of a marine creature into a lightweight metal “pavil-
jon.” Here Gehry demonstrated how sculpture can
employ the methods and practice of architecture.
This experience was developed in the creation of
the Guggenheim Museum Bilbao (1997), which be-
came one of the most influential examples of archi-
tecture as sculpture. Its composition is an ensemble
of intersecting and flowing volumes clad in titani-
um, glass, and limestone, creating the impression
of a giant metallic “ship-sculpture” unfolding along
the Nervion River. The building — devoid of right
angles and any semblance of conservative archi-
tecture — resembles a colossal abstract sculpture
offering multiple vantage points. The curved wall
surfaces respond to light and the reflections of wa-
ter, continuously shifting the building’s visual image.

The urban La Salve Bridge is incorporated into
the museum’s architectural composition: the build-
ing "wraps around” the bridge's piers, drawing it into
its own ensemble. In the vast, open exhibition spac-
es, Richard Serra’s installation The Matter of Time

Alexander Archipenko. King Solomon. 1963. Saarland
Museum

Barbara Hepworth. Oval Sculpture. 1943

(1994-2005) is on permanent display, intensifying
the sensation of inhabiting the interior of a sculpture.

Walt Disney Concert Hall in Los Angeles
(2003) continues this trajectory. The hall’s exteri-
or is an asymmetrical composition of curved stain-
less-steel planes perceived as frozen movement.
The decision to abandon the originally planned
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M. A. Burgannova. Abstract #3. 2025. Redwood

stone cladding in favour of metal allowed Gehry
to achieve greater plastic freedom, enhance the
effect of fluid form, and emphasise the sculp-
tural nature of the object. The gleaming metallic
shell, assembled from individually curved panels,
transforms the building into a dynamic sculpture.

Both works demonstrate that in Gehry's practice
the architectural programme — a museum, a con-
cert hall — is realised through a sculptural reading
of composition and formal treatment. The Bilbao
museum effectively raised the question of whether
a building can be the “primary exhibit” of a muse-
um, while Walt Disney Concert Hall was received as a
monument to music, materialised in metal and space.

The transformation of architecture into sculpture
is nowhere more clearly evident than in the most re-
cent landmark projects of the UAE, where buildings
are conceived from the outset as a plastic sign with-
in the urban environment. Volume functions here as

12

a monumental form, and the building’s programme
is inscribed within an already-established sculptur-
al silhouette. A vivid embodiment of this synthesis
is the Opus complex (2020) in Dubai — one of the
last works of Zaha Hadid. At first glance the Opus
does not appear to be a building — rather, it is a
monolithic volume bisected by a void. Externally it
resembles an enormous cube from which a fluid, ir-
regularly shaped “cave” has been excised. This cav-
ity is not merely an aesthetic device; it is the central
image of the structure. Hadid literally “carved” a void
out of the architectural block, endowing the build-
ing’s mass with the meaning and image of sculpture.
Interior and exterior surface work together as positive
and negative in relief, demonstrating a new mode of
plastic thinking in twenty-first-century architecture.

The theme of void and the visualisation of inte-
rior space is taken up and developed by Shaun Kil-
la, who created, precisely at the boundary between
architecture and sculpture, the unique form of the
Museum of the Future (2022) in Dubai. Its toroidal
volume with a void at the centre — recalling the
abstract sculptures of Barbara Hepworth — is con-
ceived as an autonomous abstract sculpture to be
circumnavigated, its continuous curved surface read-
ing as an uninterrupted plane inscribed with Arabic
calligraphy. The ring form is interpreted as a sym-
bol of humanity and knowledge; the green hill as the
Earth; and the empty core as the unknown future.
It is difficult to imagine a more resonant image for
that which is unknown, undescribed, and unspoken.

Louvre Abu Dhabi (2017), designed by Jean Nou-
vel, presents itself as a spatial sculptural compo-
sition: a vast dome approximately 180 metres in
diameter, woven from a multi-layered geometric
“star” pattern, covers an entire “city” of white cu-
bic volumes. Light filters through thousands of ap-
ertures in the latticed dome structure, flooding
the entire space beneath it with the dappled re-
flections of a "rain of light” — reinforcing the per-
ception of the ensemble as a unified artistic body.

The architectural image of the Abrahamic Fam-
ily House (2023) in Abu Dhabi explores the trans-
formation of architecture into minimalist sculpture
through rigorously clear cubic forms and a pro-
nounced, poetic spatiality. Architect David Adjaye
designed three powerful cubes. Their monolithic vol-
umes are set on a shared stylobate and equalised
in scale and mass, underscoring the equal stand-
ing of the mosque, the church, and the synagogue.
The strict geometry, stripped of superfluous orna-
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Museum of the Future in Dubai. Architect: Killa Design

ment, transforms architecture into a plastic formula
of faith. The unique interior space of each struc-
ture — the arcades and lattices of the mosque, the
columns of the synagogue, the “grove” of columns
and the vast Bethlehem Star radiating wooden ribs
within the church’s dome — allows the distinctive-
ness of each tradition to be sensorially experienced.

14

In all the examples examined — from Frank
Gehry's museums to the museum and religious
complexes of the UAE — architecture deploys the
devices of monumental sculpture: the articulation
of silhouette, the plasticity of surface, the handling
of light, and the sequencing of spaces. A build-
ing is conceived as a plastic artwork existing in the

round, actively engaging with landscape, sky, and
urban environment. The visitor inhabits architecture
as a series of plastic episodes in which movement,
shifts in scale, and the appearance and disappear-
ance of light compose a kind of spatial “poetry.”

Contemporary architecture, by acquiring a shared
lexicon with sculpture, not only transforms the ur-

ban landscape but forms a new mode of aesthet-
ic experience. The architectural object functions as
a visual and symbolic accent capable of changing
the identity of a place and generating new scenari-
os for the human engagement with environment —
from the "Bilbao effect” in a Spanish city to the
symbolic images of unity and the future in the UAE.
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APXNTEKTYPA KAK CKYJIbIMTYPA: ®OPMWNPOBAHWE
OBLLETO MNAACTUYHECKOIO JIEKCMKOHA

AHHOTaumA: B ctatbe paccmaTtpuBaetca GpeHOMeH
dbopmMmpoBaHMs 06LLErO NAACTUYECKOTO IEKCMKOHA ap-
XUTEKTYPbI U CKYAbMTYPbl B KOHTEKCTE HOBEWLLINX TEHAEH-
LA My3eHOTO M OBLLLeCTBEHHOIO CTPOUTE/IbCTBA KOHLLA
XX — Hauana XX| Beka. Ocoboe BHVMaHWe yAeneHo naa-
CTUYECKOM NPUPOAE apXUTEKTYPHOMN GOPMBI, BbIXOAALLEN
3a paMKu1 yTUANTaPHOIO «KOPOBOYHOrO» NOAXOAa U CTa-
HOBALLENCA CAMOLEHHbBIM XYAOXECTBEHHbBIM TEJIOM B TO-
poackol cpese. Ha maTepurane 3HaKOBbIX COOPYXXEHWNI
®psHka lepu (Mysen l'yrreHxaima B bunbbao, KoHuept-
HbI 3an Yonta AncHes B Jloc-AHAXenece) U HOBENLLMX
obbekToB OAI (My3eit byayuiero B [lybae, Jlysp Aby-[a-
61, komnnekc Abrahamic Family House) npocnexwBaetcs,

ApxunTeKkTypa BCe HacToMuMBee 3asBAseT o cebe
Kak O CKy/NbNType, BbIXOAS 32 Mpeienbl yTuantap-
HOrO MOHMMaHWsA 34aHNSA Kak «<KOPOBKM» AN XKN3-
HU 1 paboTbl. O6beMbl COOPYXXEHUA CTAHOBATCS
caMoLLeHHbIMY GopMamMu NOAOBHBIMY MOHYMEH-
TaJlbHOW NAacTuKe, a He NPOCTO MPOCTPAHCTBOM
ANA yenoBeyeckow akTuBHocTU. B XX—XXI Bekax
apxuTekTypHas GbopMa NoCTENEHHO OCBO6OXAAET-
CSl OT XKEeCTKOM OpAEepPHON CUCTEMbI U TPAAULMOH-
HOro Tpex4yacTHOro aeneHus Gacaga, npespaLya-
fICb B C/IOXHYHO MIaCTUUECKYH KOMMO3ULUIO, TAe
Kaxzas macca, n3rnb uam paspbiB ob6bema HeceT
CMbICN Y 3MOLMOHAbHbIN HAaCTPOW. APXUTEKTY-
pa YHUKaNbHbIX 34aHUIN TaroTeeT kK obpazam Mo-
HYMEeHTaNIbHOW CKYAbMTYypPbl, MOAENMNPYS NAACTN-
Ko GOpM CBET, TEHb N ABMXKEHWE B3rA4a, a He
Kak Habop CTeH 1 NepeKkpbITUN.
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KaK apXuTeKTypa 3aMMCTBYeT V1 pa3BMBaeT MeToAbl MO-
HYMeHTaNbHOW NAaCcTUKN: paboTy C 06BEMOM, CUNYITOM,
CBETOM ¥ KMHeMaTorpapuyHon nocnes0BaTelbHOCTbIO
NpOoCTpaHCTB. [okasaHo, YTo B 3TUX NMprMepax 3AaHve
bYHKLMOHMPYET Kak CKy/IbNTypa-3Hak, popmMupytoLias
3MOLMOHa/IbHOE CPejoBOe NMPOCTPaHCTBO 1 3ajatoLias
HOBble MOZENN BOCMPUATUAS apXUTEKTYPbI.

KnioueBble cnoBa: apxumekmypa Kak CKylbhmypa,
naacmuyeckas ¢opma, myseliHas apxumekmypa, ekcu-
KOH apxumeKkmypebl, 1eKCUKOH cKyaenmypel, ®paHK lepu,
Myseli ['y2eeHxalima e bunsbao, KoHyepmHeili 3a1 Yonma
JucHes, myseli 6ydywezo e Aybae, /lysp Aby-Aabu, kom-
nnekc Abrahamic Family House.

CoNMKEHME apPXMTEKTYPbI U CKY/IbNTYPbI CBA3aHO
C BO3POX/AEHMEM 3HaueHUs obbema Kak akTUBHO-
ro opraHu3yoLLero Havana. 3jaHune nepecraer ma-
CKMPOBAaTb NMPOCTPAHCTBEHHYIO CTPYKTYpPY 3a MNjio-
CKOCTHOM 0H60/N10UKOW, BbICTaBAAS HaPYXy HecyLume
3/1€MEHTbI, BBIHOCA OTAE/bHbIE CTEHbI Y KOHCONN U
npeBpallas feTann B caMmocToaTeNbHble GOPMbI.
MopobHas niacTmyeckas «LeHTPOBEXHOCTb» pas-
pyLlaeT MOHOJNNTHOCTb 610Ka 1 co3aaeT aHCcambib
B3aUMOZENCTBYHOLLMX 06BEMOB, CONOCTaBUMbIX CO
CKY/JIbNTYPHbIM aHcambaem. COBpeMEHHOE YHUKab-
HOe 3f,aHNe MbICANTCA KaK XyJ0XKECTBEHHBbIV XeCT B
FOPOACKOW TKaHW, KaK Bblpa3uTeNbHbIV 3HaK, BCTY-
naroLLMiA B AManor ¢ uctopuyecknmm dacagamu, pe-
NbedoM M NOBCEAHEBHBIMW MapLUpyTaMu NtOAeN.

CbmKeHMe apXUTEKTYPbI U CKYAbNTYPbl NPOSAB-
NIIETCS He TOJIbKO Ha YPOBHE GOpMbI, HO ¥ Ha yPOB-

He NpodeccnoHanbHOro A3blka, ONUCbIBatOLLErO
NPOCTPaHCTBEHHble 06bekTbl. OBLWNMM CTaHOBAT-
€S TakMe MOHATUSA, KaK niacTvka obbema, CuayaT,
TEKTOHWKA, XeCT GOopMbl, BHYTPEHHEE N BHELLHEee
NpoCTpaHCTBa. JIEKCMKOH apXUTEKTYPbI NepeHm-
MaeT TEPMUHbI MOHYMEHTaJIbHOW MAacTUKK, TOTAa
KaK CKy/lbNTypa OCBaMBaeT C/I0Bapb apXUTEKTYpPbI.
310 GopMUPYET MEXANCLMUMNAMHAPHbBIA NOHATUN-
HbIW CNOM, B KOTOPOM 34aHMNE MbICAUTCS Kak Tpex-
MepHas CKyJbNTypa-cpesa, a CKyabnTypa — Kak
apxuTekTypa.

ApXWTeKTypa, CTAHOBALLAACSA CKYAbNTYPON, Me-
HSeT U TUN 3pUTENbCKOro BoCnpuaTMs. Yenosek
6osblue He «ynTaeT» dacas Kak TEKCT, a NPOXU-
BaeT NOC/NeA0BATENbHOCTb MAACTUUECKMX CUTYaLINIA:
NpUGANKEHNE, NPOXOA NOJ KOHCONbIO, BbIXOA Ha
HEOXMIAaHHO PacKpbITYO Teppacy, CTONKHOBEHMeE
C HaBucarowmm obbeMoM. B 3Tom "knMHemaTorpa-
bMUHOM" OMbITe MPOCTPAHCTBO AeUCTBYET NOA0O-
HO CKyNbNType, 3acTaBAsAsf pearnposaTb Ha Gopmy,
Npwv 3ToM GYHKLMOHAIBHOCTb 3JjaHWNs COXpaHseTcs,
HO OMOJIHAETCA APKO BblPaXeHHOM XyA0XKECTBEH-
HOW COCTaBAAOLLEN.

OZHVM 13 BbIAAOLLUXCS apXUTEKTOPOB, Y KO-
TOPbIX UAEN apXUTEKTYpPbl Kak CKYAbMNTypbl NProb-
peTaeT NporpaMMHbIl XxapakTep sBasetcs PpaHk
Fepu, NPeACTaBAAIOWNA apXUTEKTYPY KakK CKy/b-
MTYPHbIN XecT. B ero npakTuke 3saHne OCMbICASeTCs
KaK TpPeXMepHbI MAacTUUECKUI XYAOXKECTBEHHbIN
06bekT. ApxuTekTop GOpMUPYET KOMMO3MLMIO 34a-
HWA B Npouecce paboTbl C MaKeTOM, OLLeHUBas Cu-
NY3Thbl, PUTMbl OOBEMOB Y KPVMBOJIMHENHBIX MOBEPX-
HOCTeN C pasHbIX Touek 3peHus. ns peannsauunm
noAo6HbIX GopM lepu akTUBHO MCMOAb3yeT Lund-
posoe mogennpoaHue (CATIA v apyrue cncremel),
YTO MO3BOJ/IAET NEPEBOAUTL NMiacTuyeckme daHTa-
3UKN B TOUHbIE KOHCTPYKLMN N 060S0UKN.

B 1992 oH co3pan ckynbnTypy «Pbiba» Ha bapce-
NIOHCKOW HabepexxHOoW, npeBpaTB 06pa3 MOPCKOro
>KMBOTHOTO B IEFKMIA METaNIMUECKUIN «MaBUIbOH».
3aecb epy NnpoaeMOHCTpMpPOBaN, Kak CKyabnTypa
MOXET NCMOJIb30BaTb METO/b! U NMPaKTUKY apXuTek-
Typbl. DTOT ONbIT 6blA PA3BUT NPU CO3LaHNN My3es
l'yrreHxarima B bunbbao (1997), koTopblin cTan og-
HMM U3 CaMbIX BAVATENbHbIX MPUMEPOB apXUTEKTYPbI
Kak CKynbnTypbl. Er0 KOMNo3umLma npeacTaBaseT co-
601 aHcamMbb NepecekaroLLMXcs 1 NepeTekaowmnx
06beEMOB, OOLINTBLIX TUTAHOM, CTEKIOM U N3BECTHSA-
KOM, CO3atoLLMX BreYvaTaeHne rmraHTCKom MeTan-
JINYECKOW «CKyNbNTypbl-kopabas», pasBopaunBsa-
toLLEeliCs BAOb pekn HepBbOH. 3aaHne, inLeHHoe

NPAMBIX YTN0B U Kakux n1Mbo nogobuin KoHcepsa-
TUBHOW apXUTEKTYpPbl, HANMOMMWHAET TMraHTCKyro ab-
CTPaKTHYH CKYJbMNTYPY C MHOXECTBOM TO4YeK 0630-
pa. KpuBOANHeNHbIE NMOBEPXHOCTU CTEH pearnpyet
Ha CBeT 1 OTpPaXKeHWA BOAbl, MOCTOAHHO MEHAN BU-
3yanbHbIli 06pa3 3gaHus. B apxutekTypHyto komno-
3ULMIO My3es BKJIKOYEH ropoackoi MmocT Jla-CanbBe.
3paHne My3esn Kak 6bl «0H6BMBarOT» OMNOPbI MOCTA,
npeBpallas ero B 4actb COGCTBEHHOIO aHCaMbs.
B orpoMHbIX cBOHOAHBIX 3KCMO3ULMOHHBIX MPO-
CTPaHCTBaX 3KCMOHMpPYeTCA NHCTaanaumna Pruuapaa
Ceppa The Matter of Time (1994-2005), uto ycuau-
BaeT oLLyLeHWe NpebbiBaHWSA BHYTPU CKYbMTYPbI.

KoHuepTHbIM 3an YonTta AncHes B Jloc-AHaXe-
nece (2003) npogonxaet 3Ty AMHUIO. BHewHWiA 06-
NNK 3ana — 3TO aCMMMeTPUYHas KOMMNO3MLUA 13
WN3OrHYTbIX CTaJlbHbIX MAOCKOCTEN, KOTOpPble BOC-
NPUVHUMaOTCA KaK 3acTbiBllee aBuxeHne. OTkas
OT NepBOHaYabHO 3ayMaHHbIX KaAMEeHHbIX 06/11-
LLOBOK B MOJIb3y MeTanna nossoaun lepu gobutb-
ca bosblueln naacTmyeckon ceoboabl, ycnanTb 3¢-
bekT TekyuecTr GopM 1 NOAUEPKHYTb CKY/IBNTYPHYHO
npupoay obbekTa. baectawas metannnyeckas obo-
Noyka, cobpaHHas U3 MHOXeCTBa MHANBUAYANbHO
M3OrHYTbIX NaHenewn, npeepaLlaeT 34aHme B AUHa-
MUYECKYH CKYAbNTYypY.

Oba nponsBeAeHNs JeMOHCTPUPYIOT, UTO B pa-
6oTax l'epu apxuTekTypHas nporpaMmma — My3ew,
KOHLIEPTHbIN 3an — peanv3yeTcs yepes CKy/bnTyp-
HOe NPoYTEHME KOMMO3NLUN 1 TPaKTOBKN GOpMbI
3paHusA. My3sei B bunbbao paktuyecku nocrasun
BOMPOC O TOM, MOXeT A1 3AaHne HblTb «rNaBHbIM
3KCMOHATOM» My3es, TOr4a Kak KOHLLepTHbIV 3aa Yo-
nta [lncHes 6bln1 BOCNPUHSAT KaK MOHYMEHT My3biKe,
MaTeprann3oBaHHbIA B MeTaale 1 MPOCTPaHCTBE.

OcobeHHO ACHO NpeBpalleHNe apXUTEKTYPbI B
CKYNbMATYPY NPOSBASETCA B HOBENLIMX 0OBbeKTax
OAD3, rae 3aaHMNA N3HAYaNbHO 3aMbILUNAKOTCA KakK
NAacTMYeckuUin 3Hak B ropoackoin cpege. Obbem
3eCb GYHKLMOHMPYET Kak MOHYMeHTabHas Gopma,
a QYHKLMOHaN apxmTeKTypbl BNNCbIBAETCA BHYTPb
y>Ke CO34aHHOro CKY/AbMNTYPHOro cuayaTa. Apkum
BOMJIOLLEHNEM 3TOrO CMHTEe3a cTan komnaekc Opus
(2020) B lybae — osHO M3 NOCNeAHMX NPOU3Bese-
HWI 3axn Xagma. C nepsoro B3rasga Opus He Ka-
KETCA 3jaHNeM — CKOPee, 3TO MOHOUTHbIN 06BbEM,
pacCceyéHHbI MycToToN. BHelwHe OH HanmoMuHaeT
OTPOMHbIN Kyb, B KOTOPOM Bblpe3aHa Teky4as «ne-
Wepa» HeNpaBUAbHON GOPMbI. DTa NONOCTb CTAHO-
BUTCA He TOJIbKO 3CTETUYECKUM MPUEMOM, HO 1 LieH-
TpaibHbIM 06pa3om coopyxeHus. Xaang bykBanbHO
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«BbICEKNa» MYCTOTY U3 apXMTEKTYPHOro 610Ka, Npu-
faB KOpPOOKe 34aHMA CMbICA 1 06pa3 CKyAbNTypbl.
BHYTpPEHHOCTb 1 BHELUHAS NOBEPXHOCTb paboTatoT
BMeCTe, Kak MOJIOXMTENbHOE U OTpuLaTelbHOE B
penbede, AEMOHCTPUPYSA HOBBIN CNocob niactuye-
CKOTro MbllNeHnsa B apxutekType XXI Beka.

Tema NycTOThI, BU3yanu3aLum BHyTPEHHEro npo-
cTpaHcTBa bykBanbHO BUTaeT B Bo3ayxe. Ee noaxea-
TbiBaeT v pa3suBaeT LLoH Knan, cozgas 6ykBanbHO
Ha rpaHuLLe COeAMHEHWS apXUTEKTYpPbl U CKYAbMTY-
pbl YHWKaNbHbIA 006pa3 3gaHua My3ses byayuiero
(2022) B [lyb6ae Ero TopomaanbHbln 06BEM € NycTO-
TON B LLEHTPe, HaNOMUHaIOLLMIA abCTpakTHbIe CKYb-
nTypbl bBapbapbl XenyopT,MbICANTCA Kak camOCTOA-
TeNbHasA abCTpakTHasA CKyAbNTypa, KOTOPYHO MOXHO
06X0ANTb MO KPYry, CYMTbIBAS HEMPEPbLIBHYHO KPW-
BOJIMHEVHYHO NMOBEPXHOCTb C NPOPE3sMU apabCkol
kanaurpadum; konbLesasa Gopma NHTEPNpeTMpyeT-
€Sl KaKk CMMBOJ1 YeNOBeYeCTBa W 3HaHWs, 3eNeHbIN
XONM — Kak 3emns, a nycroe aApo — KakK Hens-
BeCcTHoe byayuiee. bonee Apknin No coaep>kaHnto
06pas, BOMAOTUBLUNIA HEN3BECTHOE, HEOMNCAHHOE,
Heun3peyéHHoe byayLiee, TpyAHO cebe NpesCTaBUTD.

Nysp Aby-labwn (2017), cnpoekTnpoBaHHbIv Xa-
HOM HyBesnem, NpesAcTaBAseTCs NPOCTPAaHCTBEHHOM
CKY/NIbNTYPHOM KOMMO3MLNER: TMTAHTCKUIA Kymno
AvameTpoM okoo 180 M, CNOXEHHbIN U3 MHOrO-
CNNONHOTO «3BE3/JHOr0» OPHAaMEHTa, HaKpbIBaET Lie-
NbIV «ropog» U3 6enbix Kybuueckmnx obbemos. CBeT
NMPOXOANT YePE3 ThICAYM OTBEPCTUI peLLeTyaTon
CTPYKTYpbI Kynona. Bce npoctpaHcTBO nog HUM npo-
HW3aHO BANKaMWN «CONHEYHOTO AOXAA», YTO YCU-
/InBaeT BOCNpUATME aHCaMbas Kak eauHOro XyAo-
XEeCTBEHHOro Tena.

ApXUTEKTYpPHbIN 0bpa3 koMniekca Abrahamic
Family House (2023) B Aby-[labu packpbiBaeT Temy
NpeBpaLLeEHUs apXUTEKTYPbl B MUHUMAAUCTUYECKYHO
CKYNbNTYPY Yepes3 npeaenbHO AcCHble Kybunueckue

dopMbI € MOAUEPKHYTON MO3TUUHOM NPOCTPaH-
CTBEHHOCTbIO. ApxutekTop J3Bug Agxkaie cnpoek-
TUPOBaJ TPW MOLLHbIX Ky6a. IXx MOHONUTHbIE 06b-
€Mbl MOCTaBAEHbI Ha OOLLMIA CTUNO6AT U ypaBHEHbI
no Macwtaby 1 obbemMy, YTO NoJUYEPKMBAET PaBHbI
CTaTyC MeyeTw, LiepkBu u cnHarorun. Ctporas reome-
TPV, IMLLEHHAn N36bITOYHOTO OPHAMEHTa, NpeBpa-
LLE@eT apXMTEKTYPY B Naactuyeckyto Gopmyy Bepbl.
YHVKanbHOe BHYTPEHHee NPOCTPaHCTBO KaXaoM no-
CTPOMNKM — apKajbl U PELLETKN MEYETH, ONOPbI CUHa-
roru, «poLLa» KOJIOHH 1 OrpOMHas, paccbinatoLlancs
Nydamu 13 aepeBsaHHbIX peek Budpneemckas 3se3ga
B MOAKYMNOAbHOM NPOCTPaHCTBE LiepkBM — MO3BO-
NAOT YYBCTBEHHO NEPEXMTb pasnnyme TpaguLmii.

Bo Bcex paccMOTpeHHbIX NpuMepax — OT My-
3eeB OpaHka Mepn 40 My3elHbIX U PeNNTMO3HbIX
koMmnnekcoB OAD — apxutekTypa bepeT Ha BOO-
py>KeHne npuemMbl MOHYMEHTaIbHOWN CKYAbNTYpPbI:
paboTy C CMAYy3ITOM, MNAACTUKONM NOBEPXHOCTH, CBE-
TOM 1 MOC/e0BaTeIbHOCTbIO MPOCTPAHCTB. 34aHNe
MbICINTCA Kak MaacTU4eckoe Npou3BeseHme Nckyc-
CTBa, CyLLeCTBytOLLLee B KPYroBoM 0603peHUM 1 aK-
TMBHO B3aMMOJENCTBYIOLLEE C NaHAWadTOM, He-
6oM 1 ropoackon cpesoii. MoceTutens NpoXxneaeT
apXMTEKTYPY Kak CEPUIO NIaCTUUYECKMX 3MM30408,
B KOTOPbIX ABWXEHWE, N3MeHeHne MaclTaba, no-
fIBNIEHNE N ncYe3HOBeHMWe cBeTa 06pasytoT CBOEro
poza NPOCTPAHCTBEHHYHO «MO33UH0».

Takum o6pa3oM, COBpeMeHHas apxmTekTypa, 06-
peTas o6LNIA NEKCUKOH CO CKY/NbMTYPOMN, HE TONb-
KO TpaHCchOPMUpPYeET ropoACKON NaHALWadT, HO 1
bopMUpPYET HOBBIN TUM 3CTETUYECKOTO OnbiTa. Ap-
XUTEKTYPHbIN 06BEKT GYHKLMOHMPYET Kak BU3yasb-
HbIN 1 CUMBOJIMYECKUIA aKLLEHT, CMOCOOHbIV MEHATb
WAEHTMYHOCTb MeCTa M 3aZlaBaTb HOBbIe CLLeHapum
B3aMMOJENCTBMA YeNoBeKa CO CPeson — OT «3dh-
¢dekTa bunbbao» B MCNaHCKOM ropoje A0 CMMBO-
Nmyecknx obpa3os egnHcTBa 1 Hyaywero B OAD.
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TYPOLOGICAL STUDY OF BODHISATTVA ATTIRE IN
THE SCULPTURE OF THE LONGXING MONASTERY,
QINGZHOU, CHINA, DURING THE NORTHERN
DYNASTIES PERIOD

Summary: In this article the garments of bodhisattvas
depicted on the sculptures from the Longxing-si in Qing-
zhou are taken as the research object. Using a typological
method, the forms and evolution of the lower garments
(skirts) and the péibo shawls (1% &) are analysed. The re-
sults show that the skirt-type garments can be classified
into four types: ordinary long skirt, pleated skirt, strapped
skirt, and fitted skirt. The peibo shawls, depending on
structural differences, fall into two main groups — inter-
secting and non-intersecting.

The discovery of a cache of Buddhist sculptures on
the premises of the Longxing Temple (Longxing-si)
in Qingzhou (Shandong Province, People’s Republic
of China) is rightly regarded as an important mile-
stone in the archaeology of Chinese Buddhism. The
large number of highly artistic bodhisattva sculp-
tures uncovered during the excavations constitutes
key material evidence for the localisation processes
of Buddhist art during the Northern Dynasties period.
Clothing, being a crucial component of the sculptural
image, simultaneously inherits the artistic traditions
of Indian Buddhist iconography and becomes deep-
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The conducted typological study clearly reveals the for-
mal characteristics and developmental trajectory of bo-
dhisattva attire from the Longxing monastery, providing
important material evidence for investigating the local-
isation processes of Buddhist sculpture and the trans-
formation of artistic style during the Northern Dynasties
period.

Keywords: Longxing monastery in Qingzhou; bodhisattva
sculptures; garments; typology; Northern Dynasties; cul-
tural integration.

ly integrated into the system of secular customs and
aesthetics of the Central Plains. The evolution of its
forms and stylistic characteristics directly reflects the
dynamics of cultural interaction in this specific his-
torical period. On this basis, in the present study the
objects of analysis are the skirt garments and péibo
shawls on bodhisattva sculptures dating from the
Northern Wei to the Northern Qi dynasties, originat-
ing from the Longxing Temple. By means of a typo-
logical method, the types of forms, stylistic features,
and evolutionary tendencies of these sculptures are
systematically examined, which makes it possible to

Il 1. Ordinary long skirts. Northern Wei (529). 55x51x10 cm.
Qingzhou Museum. (The drawing is based on: Wang Qinghua.
1999. The Art of Buddhist Sculpture at Longxing Monastery in
Qingzhou, Shandong Provincial Art Publishing House, Jinan,
China, p. 3)
propose new research perspectives for studying re-
gional characteristics and the dissemination routes
of Buddhist sculpture of the Northern Dynasties.

The clothing in which the bodhisattvas depicted
on the sculptures discovered in the Longxing Tem-
ple in Qingzhou are dressed exhibits various features
depending on the time of their creation. Bodhisattva
attire can be divided into two categories: skirts and
shawls. A detailed analysis of each category follows.

Skirts

Generally, all Chinese bodhisattva sculptures are
clothed in skirts — a tradition that originated in In-
dia. According to their cut, the skirts of bodhisat-
tvas can be divided into four types.

Type I. Ordinary long skirt, reaching the floor

The hem is wide, flaring outward and fluttering,
resembling a flared cut. The skirt has a high waist with
a belt tied around it. Folds are rare; the cut is loose
and simple. At the Longxing Temple, a large number
of bodhisattva sculptures wear this type of skirt; these
are mainly bodhisattva images with a mandorla on
stelae from the Northern and Eastern Wei periods.
A classic example is the skirt of the bodhisattvas on
the stele of Buddha Maitreya (529 AD) (lll. 1).

Type II. Skirt with numerous pleats

This type derives from the ordinary long skirt of
Type . The pleated skirt also reaches the floor, with
a belt tied at the waist. The pleats are very fine and
frequent, executed as shallow, carefully engraved
lines. The hem does not flare; it consists of decora-
tive curves. Skirts with many pleats do not appear
in the Northern Wei period; they are characteristic
of the Eastern Wei and Northern Qi periods. For ex-

Ill. 2. Drawing of a bodhisattva sculpture. Skirts with numer-
ous pleats. Eastern Wei (534-550). Height: 39 cm. Qingzhou
Museum. (The drawing is based on: Wang Qinghua. 1999. The
Art of Buddhist Sculpture at Longxing Monastery in Qingzhou,
Shandong Provincial Art Publishing House, Jinan, China, p. 142.)

ample, on a poorly preserved bodhisattva sculpture
39 cm high from the Eastern Wei period, the head is
missing and there is no shawl, but the lower part of
the body clearly shows a skirt with numerous pleats
(I, 2). A skirt with numerous pleats is a unique form
found in China; it does not occur in India.

Type III. Skirt with straps

On skirts of this type, two narrow straps are lo-
cated at the front and back of the waist. Such skirts
are put on over the head. The skirt is double-layered
with a high waist. On the outer layer at the waist-
line there is a turn-down with a frill; centred at the
front the skirt is decorated with a fabric belt. Skirts
with straps are not found in the Northern and East-
ern Wei periods; this is a new form that appeared in
the Northern Qi period. For example, a bodhisattva
sculpture 165 cm high from the Northern Qi peri-
od shows a skirt with straps (lll. 3). One can notice
that in the abdominal area the skirt has two layers.
Apart from the downward turn-down at the waist-
line on the outer skirt and light pleats with orna-
ment on the hem, the skirt has almost no pleats.
The cylindrical shape of the skirt gives the sculp-
ture volume. Such skirts on bodhisattva sculptures
likely appeared because they were widespread at
that time in everyday life. For instance, a North-
ern Qi porcelain funerary figurine 19.5 cm high,
found in the Loujuy tomb, has the hair gathered in
a half-moon bun, wears a bright-red long-sleeved
shirt and a long skirt with straps (lll. 4).

Type IV. Fitted skirt

A skirt that tightly encloses the legs is shorter
and ends at the upper part of the ankle; the pleats
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Ill. 3. Drawing of a Ill. 4. Ceramic funerary figu-

Ill. 5. A drawing of a bod- lll. 6. Bodhisattva. Fitted

bodhisattva sculpture. Skirt
with straps. Northern Qi
(550-577). 165x45%30 cm.
Qingzhou Museum. (The
drawing is based on:
Wang Qinghua. 1999. The
Art of Buddhist Sculpture

rine. Skirt with straps. Northern
Qi (550-577). Ceramic. Height:
19.5 cm. Shanxi Museum. (Shanxi
Provincial Institute of Archaeology,
Taiyuan Institute of Cultural Relics
and Archaeology. 2006. Lourui
Tomb in the Northern Qi Period,

hisattva sculpture. Fitted skirt.
Northern Qi (550-577). Lime-
stone, gold paint, mineral pig-
ments. Height: 110 cm, width:
28 c¢m, thickness: 20 cm. Qing-
zhou Museum. (The drawing
is based on: Wang Jianqgi and

skirt. Northern Qi (550-577).
Stone, mineral pigments. Height:
30 cm. Shanwan Linqu Fossil
Museum, Shandong Province.
(Source: Shanwan Linqu Fossil
Museum, Shandong Province.
2010. The Art of Linqu Buddhist

at Longxing Monastery in  Cultural Relics Publishing House,
Qingzhou, Shandong Pro-  Beijing, China, p. 304.)

vincial Art Publishing Ho-

use, Jinan, China, p. 143.)

on the skirt are executed as horizontal arcs. Fitted
skirts, as a new style in clothing, appeared only in the
Northern Qi period. Such skirts can be found both
on bodhisattva sculptures with a mandorla on ste-
lae and on solitary round sculptures of this period.
For example, a bodhisattva sculpture 110 cm high
from the Northern Qi period has a light fitted skirt
with a belt tied around the waist (lll. 5). A fitted skirt
can also be seen on another bodhisattva sculpture
whose preserved fragment is 30 cm high (lll. 6). In
1995 it was placed in the Linqu County (Ifif@) Mu-
seum. However, in this case the skirt has a lowered
waist and exposes the lower abdomen, indicating
that such skirts were widespread in the Qingzhou
area during the Northern Qi period. In form they
resemble the skirts of Buddhist sculptures from the
Gupta period in India (c. 320-550 AD). For exam-
ple, a bodhisattva Avalokite$vara sculpture 136 cm
high (lll. 7), found in Sarnath — a suburb of Varanasi
in the Indian state of Uttar Pradesh — displays an el-
egant pose, a slim waist and natural bodily propor-
tions, and wears a long fitted skirt with arc-shaped
pleats. Thus, fitted skirts entered China together with
the spread of Buddhism during the Gupta dynasty.
Stylistic features of skirts on bodhisattva sculp-
tures from the Longxing Temple, Qingzhou
During the late Northern Wei period (c. 477-
534 AD) bodhisattva sculptures were depicted with
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Wang Huagqing. 2002. Buddhist ~ Sculpture, Science Publishing
sculptures of the Northern House, Beijing, China, p. 123)
Dynasties in Qingzhou, Beijing

Publishing ~ House,  Beijing,

China, p. 173.)

long, floor-length skirts that had an expanding
waistline but only a few folds and a simple cut. In
the Eastern Wei period (534-550 AD) the skirt hem
began to cling to the legs of the sculpture, and
the form of the skirt reaching the plinth gradually
disappeared. Regarding the skirt hem, a tenden-
cy toward simplification can be observed: a fall-
ing fabric belt appears at the front centre. If in the
Northern and Eastern Wei periods skirts had a belt
that was tied around the waist in a knot, then in
the Northern Qi period (550-577 AD) changes oc-
curred in the skirt cut. Skirts with frills appeared, as
well as two-layered skirts with straps whose out-
er layer was turned outward; subsequently, fitted
skirts also emerged.

Shawls peibo (1% %)

A peibo shawl is a long silk scarf that in antiqg-
uity was draped over the shoulders and wrapped
around the arms. Shawls of this type appeared in
China only after Buddhism began to penetrate the
country, although in India they were already depict-
ed on sculptures before the advent of Buddhism.
Chinese sculpture largely inherited the artistic tra-
ditions of ancient India, and together with Buddhist
sculptures the peibo shawls entered China as well.
Their widespread use dates to the first half of the
3rd century CE. In the early period they are found
on bodhisattvas, dancers and strongmen depicted

in the Kizil cave murals in Xinjiang, which are char-
acteristic figures of Buddhist painting. In the earli-
est Buddhist images most figures are naked, and it
is evident that the shawl was their main garment,
making it especially conspicuous.

During the Northern Dynasties the peibo shawl
became a common attribute of the clothing of
sculptural bodhisattvas, and the sculptures from
the Longxing Temple in Qingzhou are no excep-
tion. According to their form, the peibo shawls on
the bodhisattva sculptures from the Longxing Tem-
ple can be divided into two types: intersecting and
non-intersecting.

Type I. Intersecting péibo shawls

These are shawls that cross on the front of the
body. According to the position of the crossing they
can be subdivided into two varieties.

Variety A: Crossing in the knee area. The shawl
covers the shoulders and extends downward to
the level of the knees or lower, where it cross-
es, then goes upward, is wrapped around the el-
bows and falls down on both sides of the body.
Such a shawl can be seen on the left bodhisatt-
va sculpture on the stele "“Buddha Maitreya, com-
missioned by Han Xiaochua in the second year of
the Yéng'an reign (529 AD) of the Northern Wei"
(Il. 8). The shawl constitutes the larger part of the
bodhisattva’s attire and appears quite massive. On
the shoulders the shawl projects outward, form-
ing wide angles; at the crossing point it covers the
thighs and extends down to the very feet and be-
low, where it flutters outward.

Variety B: X-shaped form of the shawl. Falling from
the shoulders, two parts of such a shawl cross in the
abdominal region or just below the breast, then di-
vide into left and right halves and continue down to
the level of the shins, after which they are wrapped
around the elbows and fall on both sides of the body.
According to the way of crossing, X-shaped shawls
can be further divided into two subtypes.

— Shawls crossing in the abdominal region. Some-
times the shawl is passed through a ring, as, for ex-
ample, on the right bodhisattva sculpture on the
stele "Buddha Maitreya, commissioned by Han Xiao-
hua in the second year of the Yong'an reign (529 AD)
of the Northern Wei"” (lll. 9). In other cases the shawl
is joined with pendants, as can be seen on a soli-
tary bodhisattva sculpture of the Eastern Wei pe-
riod whose preserved fragment is 113 cm high. At
the crossing point the shawl is attached to a large
ring on the pendant (lll. 10).

Il 7. Bodhisattva. Gupta IlL 8. Intersecting shawl. Nor-

dynasty (5th century). Sand-
stone. 136x38.5x20 cm. Natio-
nal Museum, New Delhi, India.
(Source: Xingyun Fashi. 2013.
Album of World Buddhist
Art, Fo Guang Shan Religious

thern Wei (529). 55x51x10 cm.
Qingzhou Museum. (The drawing
is based on: Wang Qinghua. 71999.
The Art of Buddhist Sculpture at
Longxing Monastery in Qingzhou,
Shandong Provincial Art Publi-

Affairs Committee, Taiwan, vol. shing House, Jinan, China, p. 3.)
12, p. 1474)

— Shawls with a knot at the crossing point. An ex-
ample is the bodhisattva sculpture with a mandor-
la on a stele from the Eastern Wei period, located
to the right of the Buddha (Ill. 11). Here the shawl
crosses at the abdominal level and in this place is
tied into a knot. Moreover, during a study of the
Shandong Provincial Museum (Shandong Bowu-
guan, LIZREMIE) it was discovered that on a pre-

Il 9. X-shaped shawl. Nor-
thern Wei (529). 55x57x10 cm.
Qingzhou Museum. (The draw-
ing is based on: Wang Qinghua.
1999. The Art of Buddhist
Sculpture at Longxing Monastery
in Qingzhou, Shandong Provin-
cial Art Publishing House, Jinan,
China, p. 3.)

sattva sculpture. X-shaped shawl.
Eastern Wei (534-550). Height:
113cm. Qingzhou Museum. (The
drawing is based on: Wang
Qinghua. 1999. The Art of Bud-
dhist Sculpture at Longxing
Monastery in Qingzhou, Shan-
dong Provincial Art Publishing
House, Jinan, China, p. 135.)
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I 11. A drawing of a
sculpture of the right bodhisat-
tva of the Buddhist triad.
X-shaped shawl. Northern Qi
(550-577). 76 cm. Qingzhou
Museum. (The drawing is based
on: Wang Qinghua. 1999.
The Art of Buddhist Sculpture
at Longxing Monastery in

Il 72. Bodhisattva. X-shaped
shawl. Northern Qi (550-577).
Jinan Institute of Archaeological
Research. Shandong Museum.
Photo: the author, 2018.

Il 13. Drawing of a bod-
hisattva sculpture. Two-tiered
U-shaped shawls. Northern Qi
(550-577). Height: 59 cm. Qing-
zhou Museum. (The drawing s
based on: Wang Qinghua. 1999.
The Art of Buddhist Sculpture
at Longxing Monastery in
Qingzhou, Shandong Provincial

Ill. 74. Bodhisattva. Two-le-
vel U-shaped shawl. Northern
Qi (550-577). Stone. Height:
80 cm. Shanwan Linqu Fossil
Museum, Shandong Province.
(Source: Shanwan Linqu Fossil
Museum, Shandong Province.
2010. The Art of Linqu Buddhist
Sculpture, Science Publishing

Qingzhou, Shandong  Pro-

vincial, Jinan, China, p. 42.)

served fragment of a bodhisattva sculpture found
in Xianxi Lane, Jinan GFRam B M), the shawl also
has a knot at the crossing point (lll. 12). Thus, this
form is not unique to the Longxing Temple; it was
also widespread in other districts of Qingzhou.

Type Il. Non-intersecting peibo shawls

These are shawls that simply fall from the shoul-
ders without crossing. They can also be divided into
two categories.

Variety A: Two-level U-shaped shawls. In this case
the shawl covers the shoulders and extends down-
ward on both sides of the body; then, in the lower
abdominal region it widens and splits into two parts
that assume a U-shape, after which they rise to the
elbows and hang down along the sides. An example
is a bodhisattva sculpture of the Northern Qi period
whose preserved fragment is 59 cm high: the head
and limbs are missing, so only the torso remains, yet
the two parts of the shawl in front clearly display a
U-shape (lll. 13). Furthermore, shawls of this type
can be found on bodhisattva sculptures discovered
in Linqu and Zhucheng counties. For instance, on
a bodhisattva sculpture of the Northern Qi period
80 cm high, unearthed in the Mindaosi Temple (FH
#E35) in Linqu County, a two-level U-shaped shawl
reaching the thigh level is depicted (Ill. 14). Hence
we may assume that two-level U-shaped shawls
were popular in the Qingzhou region during the
Northern Qi period.
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Art Publishing House, Jinan,  House, Beijing, China, p. 117.)
China, p. 157.)

Variety B: Shawls hanging from the arms on
both sides. The shawl covers the shoulders and
descends directly to the elbow level, where it is
wrapped around the arms and falls on both sides
of the body like a mantle. Such a shawl can be seen
on a bodhisattva sculpture of the Eastern Wei period
39 cm high (lll. 2). Another example is a bodhisattva
sculpture of the same period 200 cm high (lll. 15).

Besides the most common forms mentioned
above, several other individual shawl varieties oc-
cur on bodhisattva sculptures from the Longxing
Temple.

Stylistic features of peibo shawls depicted on
bodhisattva sculptures from the Longxing Temple,
Qingzhou

In the late Northern Wei period (477-534 AD)
the shawls were generally broad and heavy, cover-
ing the shoulders and forming outward-projecting
angles resembling wings; in most cases they were
twisted and fluttering, creating a sense of lightness.
The lower edge of the shawl, hanging down on both
sides of the body, also fluttered outward in an arc. In
this period the shawl was the chief adornment of the
image. During the Eastern Wei period (534-550 AD)
the péibo shawl began to fall from the shoulders
onto the front of the body and to narrow in the hip
region, after which it crossed again and widened;
its forms became more diverse, and the shawl itself
grew lighter. The area of the shoulders covered by

the shawl gradually diminished, twists and flutter-
ing ends disappeared, and the lines became softer
and more delicate. In the Northern Qi period (550—
577 AD) the shawl became even narrower and fitted
closely to the shoulders. Throughout this period a
tendency toward simplification can be observed: the
parts of the shawl that hang at the sides no longer
flutter outward, so no curved lines appear there. At
this time the péibo shawl ceased to be the main dec-
orative element of the image; its place was gradual-
ly taken by luxurious in-lay pendants (yingluo, 3#1&).

To sum up, it can be stated that the skirt gar-
ments and péibo shawls (1% &) on the sculptural
images of bodhisattvas from the Longxing Tem-
ple in Qingzhou, spanning the period from the
Northern Wei to the Northern Qi, underwent a
transformation from a stage of “borrowing and ab-
sorbing” to a stage of “innovation and integration”.
The skirts, which in the Northern Wei period were
free and restrained, developed in the Eastern Wei
period into pleated skirts, and in the Northern Qi
period into fitted skirts and strap-skirts, the latter
showing a clear influence of secular clothing. The
peibo shawls evolved from the massive forms of
the Northern Wei period through the lighter and
more mobile solutions of the Eastern Wei period
to the laconic and restrained compositions of the
Northern Qi period, whereby their decorative func-
tion gradually yielded to in-lay pendants (32I%).

Ill. 15. Drawing of a bodhisattva sculpture. Shawl hanging
from the arms on both sides. Eastern Wei (534-550). Limestone,
gold paint, mineral pigments. 200x60x35 cm. Qingzhou Museum.
(The drawing is based on: Wang Jianqi and Wang Huagqing. 2002.
Buddhist sculptures of the Northern Dynasties in Qingzhou,
Beijing Publishing House, Beijing, China, p. 156.)

This evolution reflects not only the refinement of
sculptural technique but also serves as vivid evi-
dence of the deep integration of Buddhist and Han
cultures during the Northern Dynasties. The typo-
logical study of these costume elements provides
important material data for clarifying the locali-
sation processes of Buddhist art of the Northern
Dynasties and lays the groundwork for analysing
regional differences in the artistic styles of ancient
Chinese Buddhist sculpture.

REFERENCES:

1. Boronoev, A.O. 2009. Buddijskaya kultura: istoriya,
istochnikovedenie, yazykoznanie i iskusstvo: Treti
Dorzhievskie chteniya [Buddhist Culture: History, Source
Study, Linguistics and Art: Third Dordzhievskie Readings],
Nestor-Istoriya, St. Petersburg, Russia.

2. Bai, W. 2008. “Costumes of Shawls and Clothing of
Ancient Indian Religious Civilization”, Art Work, no. 2,
p. 67. B3, HE BRI R RN ZARIE
2008 . 55 2 #A. 55 67 TL.

3. Bai, HW. 2015. Sinicised Buddhist Instruments and
Costumes, Zhonghua Book Company, Beijing, China.
B{EX. X E#H# AR SR 53R« PERB. 2015
.U 252 TL

4. Vorobyeva, D.N. 2009. “Musical Iconography in Early
Medieval Indian Art (based on the sculpture of Ellora,
Ajanta and Aurangabad)” [Muzykalnaya ikonografiya
v indijskom iskusstve rannego srednevekovya (na
materiale skulptury Ellory, Adzhanty i Aurangabada)],
Theatre. Fine Arts. Cinema. Music [Teatr. Zhivopis. Kino.
Muzyka], no. 4, pp. 89-101.

5. Wang, QH. 1999. The Art of Creating Buddhist
Sculptures at Monastery 199 Longxing-si, Qingzhou,

Shandong Provincial Fine Arts Publishing House, Jinan,
China. ZR1E. EMBNFHIEBRZAR 8 LWEE
ARHERRFL. 1999 & T1# : 193 1.

6. Hong Kong Museum Of Art. 2001. Exhibition of

Buddhist Sculptures Unearthed from the Longxing-si
Monastery, Qingzhou, Shandong Province, Hong Kong,
China. B ZAME. WABSMEXFTHLIHBIEERE. &
B &EZAIE. 2001 £F. TUEL : 343 TL.

7. Du, ZZ. and Han, G. 1994. “Buddhist Stone Sculpture

of Shandong Zhucheng”, Archaeological Journal, no. 2,
p. 250. #7ER, #. WARENHHAEE. BHFIR.
1994 4. 55 2 HA. 58 251 TL.

8. Ding, M.Y. 2000. “Attaining the Highest Truth by

Expressing it in the Multifaceted Beauty of Buddha
Statues, Thoughts on Buddhist Sculptures of
Qingzhou”, Cultural Monuments, no. 6. J BAZ. &%)
AT AR i 3R O 175 = IMNE & 48, 324, 2000 .
56 H.

9. Liu, FJ. 1993. “The Art of Buddhist Sculptures in

Shandong Province during the Northern Dynasties
Period”, Archaeological Bulletin, no. 3. XIRE. LLIZR1
XAEFABEEEGZ AR, EEHFR. 1993 F. 5 3 #.

25



KyH LI3MHbCUHb

AcnupaHt

Poccuiicknii rocyapcTBeHHbI
Xy[,0XKEeCTBEHHO-MPOMBILLNEHHbIN YHUBEPCUTET
nm. C. T. CtporaHoBa
e-mail:jinxinkong@foxmail.com

BaHbuoy, Kutam

[apbsa HukonaeBHa BopobbeBa
KaHAI/I/J,aT NCKYyCCTBOBEAEHUA,
AOLEHT POCCHINCKOro rocyapCcTBEHHOTO

XyH0XKeCTBEHHO-MPOMbILLIeHHOro yHuBepcuteTa um. C. . CTporaHosa,

DOI: 10.36340/2071-6818-2026-22-2-20-30

CT.H.C. CEeKTOopa nckyccrBa cTpaH Asum n Adpukm
[ocysapCTBEHHOrO MHCTUTYTa MCKYCCTBO3HAHMA
e-mail:darya_vorobyeva@mail.ru

Mocksa, Poccua

TUMNMONOMMYECKOE NUCCNEAOBAHWE OAEAHWIA
BOAXNCATTB MEPMOAA CEBEPHbBIX AVHACTUW
B CKY/IbMNTYPE MOHACTbIPA NYHCWH B LLUHYXXOY,
KNTAW

AHHOTauumsa: B faHHOW cTaTbe B KauecTBe obbekTa
NccnesoBaHUN paccMaTpUBarOTCA ogexabl 6oaxmcaTts
Ha CKyAbNTypax U3 MoHacTblps JIyHCUMHbI B LIHUXOY.
C npMMeHeHMeM TUMONOTMYECKOro MeToAa aHaan3mpy-
toTCst GOPMbI 1 3BONOLMSA FOBOUHBIX OAESHWIA N Lanen
n3i6o (M%), PesynbTaThl UCCNEAOBAHWSA NMOKA3bIBAKOT,
UTO HOHOUHbIE OAEeAHMA MOTYT BbITb KnaccudumLmpoBsa-
Hbl UeTbIpbMs TUNaMu: 06blUHas AANHHas t6Ka, tobka
CO cK/lagkamu, tobka ¢ 1amkamum 1 obnerarowas robka.
LWanun naibo B 3aBUCMMOCTM OT KOHCTPYKTUBHbIX Pa3au-
unii NOAPAa3AENsOTCA Ha ABa OCHOBHbIX TMMa — nepe-
KpeLLvBatoLLMecs 1 HenepekpeLLMBatoLLInecs.

O6HapyxeHue TalHuKa ¢ ByAANACKUMU CKYb-
NTypaMu Ha TepputTopui MoHacTbipsa JIYHCUH B LinH-
uwxoy (nposuHLUmAa LaHbayH, KHP) no npasy cuntaet-
€51 BaXKHOWN BeXOW B 061aCTV apXeoornn KMTanckoro
byaav3Ma. 3HauMTeIbHOE KONMYECTBO BbICOKOXY-
BOXKECTBEHHbIX CKY/bNTYp 60AXMCATTB, BbIABAEH-
HbIX B XOZle PacKkomnok, npeacraBaset cobon kto-
yeBble BeLLEeCTBEHHbIe CBMAETENbCTBA MPOLLECCOB
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MpoBeséHHOE TUNOAOrMYECKOe nccaesoBaHme Ha-
rNA4HO BbiABAAET 0COBEHHOCTV GOPM 1 TPAEKTOPUHO
pa3BuTUA ogesHNA 6oaxmncatts U3 JIYHCUH-CbI, NpeAo-
CTaB/AA BaXKHbI BeLLECTBEHHbIN MaTepuan AN Ulyde-
HWA MPOLLECCOB NoKann3aLmmn 6yaanncko CkynbnTypsbl
1 TpaHCPOpMaLMN XyAOXECTBEHHOrO CTUAS B Nepuos,
CeBepHbIX AMHACTUIA.

KnroueBble cnoBa: /lyHCUH-Cbl 8 LJUHYXKOY, cKylenmyp-
Hel 6o0xucamme; odesiHUs; munosoaus; CesepHble OUHA-
cmuu; KylbmypHas uHmezpayusi.

nokanuzauun byaamnmincKkoro NCKyccTBa B NepPUOA
CeBepHbIX AnHacTUIi. OfeaHns, ABNAACL BaXKHeN-
LM KOMIMOHEHTOM CKY/bNTYpHOro obpasa, oAHO-
BPEeMEHHO HacneayeT XyL0XeCTBeHHble TpaanLmm
WHAWACKOWN Byaaniickon nkoHorpadum un rnyboko
WHTErpupyeTcs B CUCTEMY MUPCKMX OBblYaeB u 3cTe-
™KK LleHTpanbHbIX paBHUH. IBOAOLMA UX GOPM ©
CTUANCTNYECKMX XapaKTEPUCTUK HanpsaMyro oTpaxa-

€T AMHaMUKY KYNbTYPHbIX B3aUMOAENCTBUI B KOH-
KPETHbIN UCTOPUYECKUIA Nepuog. Micxoas ns atoro,
B HaCTOSILLEM MUCCIeJ0BaHNMN B KAYECTBE OCHOBHbIX
06BEKTOB aHanM3a M3bpaHbl HOUHbIE OAeAHUA U
Lanam N3rMbo Ha ckybnTypax 6oaxmcaTTB nepmosa
o1 CeBepHowt Bain fo CeBepHoi Lin, nponcxoaawmx
13 MoHacTblps JIYHCUH-cbI. [TocpeAcTBOM TUMONO-
rMYecKkoro MeToja cmcteMaTMyeckn paccmaTpuBa-
toTCA TUMbI GOPM, CTUANCTMUYECKME OCOBEHHOCTU
1 3BOJIFOLMOHHbIE TEHAEHLMM 3TUX CKYAbNTYP, YTO
NO3BOASET NPEAJIOXNTL HOBblE UCC/IeA0BaTE b-
CKWe MepCcrnekTUBbI A5 U3YUEHUS PermoHaabHbIX
ocobeHHOCTEN W NyTel pacnpoCcTpaHeHns UCKycC-
CTBa ByaANACKON cKyAbNTYypbl CeBEPHbBIX ANHACTUN.

Ogzexaa, B KOTOpyto obnayeHbl 604x1caTTBbl Ha
CKyNbNTypax, 0bHapy>XeHHbIX B MOHacTblpe JIyH-
CUH-cbl B LmHuxoy, obnagaet pasanyHbIMu oco-
H6EHHOCTAMU B 3aBUCMMOCTU OT BPEMEHU UX CO3/a-
Hus. Ogexxay 60AXMCaTTB MOXHO pa3fenunTtb Ha ABe
KaTeropuu: 06ku v wanu. Janee byaet nposeseH
NOAPOOHLIN aHaNN3 KaXA0M KaTeropuu.

HO6ku

O6bIYHO Ha BCEX KUTANCKMX CKY/IbATYpax 60axm-
caTTBbl 06/1a4eHbl B OOKM — 3Ta TpaguLma npuwaa
13 NIHamwn. Mo pacoHy robkm 604xXmMcaTTB U3 MOHa-
CTblps JIYHCMH-Cbl MOXHO Pa3fenuntb Ha TpU Tuna.

Tun |. ObbluHaa AnvHHasA bKa, JoxoaALlas 40
nosa

Moaon WNPOKNIA, paclUMPSAIOLLMIACA KHU3Y U pas3-
BEBAMOLLMIACA Hapy>Ky, MO dopMe HanmoMUHAET KieLl.
HO6Ka c BbICOKON Tanunel 1 3aBA3aHHbIM Ha Hell No-
Acom. Cknagku peakue, Kpo cBO6oAHbIM U Npo-
cTon. B MoHacTbipe JlyHCUH-Cbl BCTpeyvaeTcs 60/1b-
LLIOe KONMYECTBO CKYAbNTyp 60AXMCaTTB, UMEHOLLUNX
tOOKY Takoro Tmna, B OCHOBHOM 3TO CKY/bMATYpbI
604XM1CcaTTB C MaHAOPAON Ha cTese anox CeBepHOM
n BoctouHown Baii. Knaccnueckum npumepom cay-
Xart bkn boaxmcaTte Ha cTese byaaa Mantpeis
(529 r.) (nan. 1).

Tun Il. O6ka CO MHOXECTBOM CKNaf0K

[JaHHbIM TMN BblN CO3JaH Ha OCHOBE 0BbIUHOMN
ANVHHOM 0bkuM Tvna |. KOBKa co cknagkamum Takxe
AOXOAWNT A0 MOJa, Ha TaNuW 3aBs3blBAeTCsA NOSAC.
CKknazKku Ha Takmx robkax ouyeHb TOHKME U YacTble,
BbIMOJIHEHbI OYeHb TLLATEIbHO HernyboKMMY rpa-
BMPOBaHHbIMW WTpUXxamMu. [Mogon He paclimpseT-
€I, @ COCTOUT U3 fekopaTUBHbIX n3rnbos. KO6kM co
MHOXEeCTBOM CK/1aZ0K He BCTPEYaroTCs B NMepUos,
CeBepHoi B3, 310 cTnAb 3nox BoctouHo B3l n
CeBepHoii Lin. Hanpumep, y naoxo coxpaHuBLueics
CKyNbNTYpbl 60AXMCaTTBbI BbICOTON 39 CM nepuo-

fa BoctouHol Bali oTcyTCTBYET roioBa M HeT LWwanw,
HO Ha HW>XXHeN YacTu Tesla XOpOoLIO BMAHa tobka co
MHOXeCTBOM ckflagok (nan. 2). K0bka co MHOXe-
CTBOM CKNaA0K — YHUKaAbHas ¢opma, npucyLias
Kutato, B IHaAnM OHa He BCTpeuaeTcs.

Tun 1. FO6ka ¢ namkamm

Y 060K faHHOro Tna crepeau 1 caau B pani-
OHe TaNun MEeLDTCA ABe y3Kne Namku. Hagesarotcs
Takme 0b6ku yepes ronosy. KO6ka gByxcnorHas, ¢
BbICOKOW Tanunen. Ha AMHWM Tanum Hapy>KHOToO C/10S
MMeeTCs OTBOPOT C 0HOPKOW, Crepean MO LLeHTpY
tobka yKpalleHa TKaHeBbIM NOACOM. Takme bku ¢
NAMKaMK He BCTpeuatoTcs B nepuogbl CeBepHOW
n BoctouHown Ban. 910 HoBas ¢dopma, NosBUBLIA-
Acs B anoxy CeepHort Lin. KO6ka ¢ namkamu nso-
6paxkeHa, HanpuMmep, Ha CKyAbNType 6oAXMCaTTBbI
nepuoga CesepHoli Ll Bbicoton 165 cM. MoxHO
3aMeTUTb, YTO CMepesu, B palioHe XNBOTa, obka
nMmeet ABa cnos. [NoMMMoO OTBOpPOTa BHM3 Ha n-
HUW TaauW Ha Hapy>XHOW tobKe N Nerknx cknagok
C OPHaMEHTOM Ha MogoJe, Ha bKe NpakTUYeckm
HeT cknagok. UnanHapuueckas popma robkm npu-
JaeT ckynbntype o6bem (. 3). BeposaTHo, Takme
FOBKM Y CKYIbATYP HoAXMCATTB MNOSBUANCE MOTOMY,
41O BB LIMPOKO PaCNPOCTPaHEHbI B TO BPEMS U
B MOBCEAHEBHOM XU3HW. Hanpumep, y dapdopo-
BOM norpebanbHON cTaTyaTkn nepmoga CeBepHOM
Ll BbicoTol 19,5 cM, HallaeHHOM B rpobHuLe Jlo-
YY1, BOIOCbI Ha roJloBe CobpaHbl My4ok B dhop-
Me nosymMecsaua, Ha Hel pybalika ¢ ANMHHBbIMY pYy-
KaBaMW SIPKO-KPacHOro LBeTa U AnnMHHas tobka ¢
namMkamm (man. 4).

Tun IV. Obneratoulas 0bka

FO6bka, KoTopas NAOTHO obseraeT HOrK, CTaHo-
BUTCS KOPOUYE N 3aKaHUYMBAETCs B paioHe BEPXHEN
YacTu NIOAbIXKY, CKIaZKN Ha tobKe BbIMOJIHEHbI B
BUAE ropu3oHTaNbHbix ayr. Oberatowime 0bKM Kak
HOBBbIV CTW/Ib B OAEXAE, MOABUINCH TO/IbKO B Nepu-
oa CeepHoin Lin. Takme 06K MOXHO OBHapyXuTb
W Ha CKyAbNTypax 60AXMcaTTB ¢ MaHAOPAON Ha CTe-
e, M Ha OAMHOUYHBIX KPYFAbIX CKYAbMTYpax 3TOro re-
pvoga. Hanpumep, ckynbntypa 60axncaTTBbl nepu-
osna CeepHoi L BbicoTol 110 cM UMeeT nerkyto
obneratoLyto 6Ky € NOSCOM BOKPYT TaauK, 3aBs-
3aHHbIM y310M (Uan. 5). ObneraroLyto 06Ky Takxe
MOXET BCTPETUTb Ha APYron ckyabnType boaxmcat-
TBbl, BbICOTa COXpaHuWBLUerocs pparMeHTa KOTOPOWA
coctasngeT 30 cm (unna. 6). B 1995 r. oHa 6bina no-
MelleHa B My3ein yesga Jlunbutoi (IIfBF). OaHako
B J@HHOM c/lyyae obKa MMeeT 3aHMXKEHHYHO Ta-
JINFO Y OTONIAIET HMXKHIOK YacTb XMUBOTA. DTO rOBO-
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PUT O TOM, UTO Takmhe rbKKM BblIM pacnpocTpaHe-
Hbl B parioHe LimHuxoy B anoxy CeeepHoli Lin. Mo
bopme OHM cxoxXM C tobkamMu ByAANACKMX CKYb-
nTyp epemMeHu l'yntoe B iHgmmn (320-550 rr.). Ha-
npumep, ckyabnTypa 60axmncaTTBbl ABasOKMTELLBA-
pbl BbicoTOM 136 M (Man. 7), HangeHHas B CapHaTxe
(REEF%8) — npuropoge BapaHacv B MHAWIACKOM LUTa-
Te Yrrap-Npagew (E1E LS FBEAIHBFE), obnagaer
N3ALLHOM MO30W, TOHKOW Tanen N eCcTeCcTBEHHbIMU
nponopumsamMun Tena, U Ha Hel HageTa A/IMHHas 06-
Nerarolasn tobka ¢ gyroobpasHbiMu cknagkamu. Ta-
Knum obpazom, obaeratowme 0b6ku npuwan B Kntai
13 VIHAMM BMeCTe ¢ pacnpocTpaHeHrem byaamsma
B nepuog uapcTea Nyntos (B T &)

CruneBble 0co6eHHOCTU 060K Yy CKYNbNTYP
6oaxuncartTB, HaliAeHHbIX B MOHacTbipe JIyH-
CUH-cbl B LluHuwxoy

B no3gHuin nepmog CeeepHoli Bain (477-534 rr.)
Ha cKy/abMnTypax 604xmcaTTB n3obpaxanu ANNHHbIE
FOO6KM B MOJ C PaCLLUMPAIOLLENCA NMHWEN Tanum, HO
C HEBONBLUMM KOANUYECTBOM CKIAZOK W MPOCTbIM
Kpoem.

B snoxy BoctouHown Ban (534-550 rr.) nogon
r0bKM CTan nNpwaeratb K HOram CKyJbMATypbl, a pop-
Ma tobKK, nayllen 4O camoro NocTameHTa, cTana
NoCTeneHHo ucyesatb. B oTHoWeHWKN nogona tobkum
TaKXKe NPOCIEXNBAETCA TEHAEHLMSA K YPOLLEHWHO.
Cnepeau B LeHTpe NOSABASETCA HUCMAAAOLWNIA TKa-
HeBbIV MOSC.

Ecan B nepunogbl CeBepHoil n BoctouHo Bai
FOOKM MMeNN Nosic, KOTOPbIN 3aBA3bIBAACSA BOKPYT
Tanuu B y3es, To B anoxy CesepHoii Lu (550-577
rr.) B Mokpoe r6OoK CTasu NPOUCXOANTb U3MEHE-
HuA. MoAaBMANCE FOHKK ¢ 060OPKOMN, a TakXKe ABYX-
C/IOViHbIE FOBKM C NIMKaMK, HAapPY>KHbIM COM KOTO-
PbIX BbIBOpPauMBancs Hapyxy. Bnocneacteum Takxe
nosBMANCh obJieratolime bKN.

Wann nanbo (1K)

Wanb n3ibo — 3TO ANVHHbBIV WWENKOBbIA Wapd,
KOTOPbIN B ApeBHME BPeMeHa HakuAbiBaau Ha nae-
umn 1 obBMBaNM BOKpyr pyk. LLann nanbo nossm-
nnck B Kutae T0/1bKO NOC/E TOTO, Kak B CTPaHy Ha-
Yyan NpoHuKaTb Byaan3M, ogHaKo B VIHAUK Wwanu
n306paxkannch Ha CKyJbMTypax eLle 40 NOsBAEHNs
6yaan3mMa. Kutarickme ckynbntypbl B 3HaUNTENBHOM
CTENEeHW YHacNeAoBaNN XyAOXKECTBEHHbIE TPAAMLIMN
[peBHel VIHanW, 1 BMecTe ¢ ByAAUACKMMU CKYb-
ntypamu B Kutali Ha4anm NnpoHukaTh 1 Wwanm nanbo.
LLinpokoe mx pacnpocTpaHeHe OTHOCUTCS K Mnep-
Bol nosoeuHe lll B. B paHHW nepuog oHn 0bHa-
pPY>XMBaancb y 60a4xmcaTTB, TaHLLOBLLMKOB U CUa-
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yen, n3obpaxkeHHbIX Ha Pppeckax newtep Kbi3bi B
CuHbuzsHe (FTEE R AURAE), KoTopble ABAAIOTCA
XapakTepHbIMU NepcoHaXxaMu byaANNCKON XKMBO-
nuecy. Ha cambix paHHUX BYAANIACKMX M30OpaXKeHUsX
6O/IbLUMHCTBO NEPCOHaXxel 06HaXeHb!, U OUEBUA-
HO, UTO LWaJjb Bbl1a X OCHOBHOW OAEXA0M, MO3TO-
My OHa eLle 6osee 3ameTHa. B anoxy CeBepHbIX Au-
HaCTWI Wasb CTana pacnpocTpaHeHHbIM aTPUOyTOM
OAeXAbl CKYNbNTYPHbIX 60AXMCATTB, U CKYAbNTYpPbI
13 MoHacTbIpsa JIYHCUH-CbI B LInHUYXKOY He aBastoT-
cs UckatodeHmem. Mo ¢opme wanm nanbo ckynb-
nTyp 60axncaTTB M3 MOHaCTbIPA JIYHCUH-Cbl MOX-
HO pa3fAennTb Ha ABa TUNa: NepekpeLLnBatoLnecs
N HernepekpeLyMBatoLwmecs.

Tun |. NMepekpelymBatoLmecs Wwanm nanbo

3TO Wanu, KoTopble NePEKPEeLLMBatOTCA Ha Tene
cnepean. No pacnonoxXXeHno nepekpeLnBaHns nx
MOXHO pa3fenuTb Ha ABa BMAA.

Bua A: nepekpelumBaHue B paitoHe koneH. Lanb
MOKpPbIBaET MAeYn 1 TAHETCA BHU3 40 YPOBHA KO-
NEH WAW HUXKE, TAe NepekpeLLBaeTcs, a 3aTeM naet
BBEpX, 0bMaTbIBaeTCA BOKPYT JOKTEN U HUCMaja-
eT no o6e CcTOpoHbI Tena. Takyto Wanb MOXHO YBU-
JeTb Ha neBon ckynbnType HoaxmcaTtebl Ha «bya-
Aa MaWTpeiis, 3aka3aHHbI XaHb CAoxya Ha BTOPOiA
roa npasneHua nog gesnsom KOHBbaHb (529 1.) B Ce-
BepHoM Baii». Ha gonto wanu npuxoantca 66bLuas
YyacTb BCero ogeaHna 6o4xncaTTBbl, U OHa KaxeT-
€S JOBO/ILHO MaCCMBHOW. Ha nsieyax Wwanb BbICTY-
naeT Hapy>y, 0bpasys WNPOKMe yribl; B MecTe ne-
pekpeLlnBaHmnA OHa NpUKpbIBaeT beapa 1 TAHeTCA
BHM3 [0 CaMbIX MAT U HWUXeE, rAe pa3BeBaeTcs Ha-
pyxy (nan. 8).

Bug B: X-obpasHaa dpopma wann. Hucnagas ¢
nney, ABe YacTy TakoW LWaan NepekpeLLBatoTCs B
palioHe XuBoTa M60 Nog rpyAbto, a 3aTem pasge-
NAKOTCA Ha NEBYIO 1 NPaBYHO U TAHYTCA JO YPOBHSA
roNleHen, Noc/ie Yero 06MaTbiBatOTCA BOKPYT JIOKTEW
“ HUCnagarT No obenm cTopoHam Tena. Mo cno-
coby nepekpelinBaHmns Takne wann X-obpasHomn
bOpMbl MOXHO pa3AennTb Ha ABa BMAA.

LWanwn, nepekpelumBatoLmeca B panoHe XnBO-
Ta. lHoraa wanb npogeBaeTcs Yepes KoAbLO, Kak,
HanpuMep, Ha NpaBoW CKy/bNType 604XNCaTTBbI
Ha «byana ManTpens, 3akasaHHbIi XaHb Csoxya
Ha BTOpPOW roj npaBiaeHuns noa gesn3omM FOHbaHb
(529 1.) B CeBepHoli Bari» (nan. 9). B gpyrux cayyasx
Wajb COEANHAETCA C MOABECKAaMM, KaK Mbl MOXEM
BUAETb Ha OAMHOYHOW CKyAbNType 60AX1CaTTBbI
nepvoga BoctouHol Bal, BbicoTa coxpaHuMBLIErO-
cs dparmeHTa KoTtopol coctasaset 113 cm. B me-

CTe nepekpeLymBaHuns Wab CoeauHsaeTcs ¢ 60b-
LWKWM KONbLOM Ha noasecke (nan. 10).

Llanwn c ysnom B MecTe nepekpeLnsaHus. MNMpu-
MEPOM CYXMWT CKyNbNTypa 60AXMCATTBbI C MaHAOP-
JIOV Ha cTene nepuoga BoctouHol Bal, Haxoaswan-
cs cnpaBa oT byaabl. 34eck Wanb nepekpeLLBaeTcs
Ha YPOBHE XMBOTa W B 3TOM MeCTe 3aBsA3bIBaETCA B
y3en (nan. 11). Kpome T0ro, BO Bpems UsyyeHunsa My-
3eq nposuHumK LWanbayH (LLIZRTBHTE) Hamm 6bin0
0BHapy>XeHO, UTO Ha CcoxpaHuBLUEMCS pparMeHTe
CKyNbNTypbl 60AXMCATTBbI, HANAEHHOW B Nepey-
ke CaHbcK ropoga LznHane CHEMERE), wans
TakXKe UMEET y3en B MecTe nepeKkpeLLmBaHus (M.
12). Taknum obpasom, gaHHas popma He ABAAeTCS
YHVKabHOW MPUHAA/IEXHOCTbHO MOHACTbIPA JTyH-
CWMH-Cbl, OHa TakXe bHblia pacnpocTpaHeHa v B Apy-
rmx panoHax LinHuxoy.

Tun |l. HenepekpelmBarowmecs wanm na3nbo

37O Wanu, KoTopble NPOCTO HUCNAAAMOT C Naey
6e3 nepekpeLymBaHma. Nx Takxke MOXHO pasge-
JINTb Ha JBE KaTeropuw.

Bua A: aByxypoBHeBble Wwanu U-obpasHon dpop-
Mbl. B 3TOM cnyyae wanb NokpbiBaeT naeymn n Ta-
HeTCs BHW3 Mo 06erM CTOpOHaM Tena, 3aTeEM B HUX-
Hel YacTu XMBOTa PacLUMPSAETCs U AeNNTCA Ha ABe
yacTu, KoTopble NpuHUMaroT U-obpasHyto popmy,
nocne 4yero NOAHUMAOTCS K JIOKTAM U CBUCAIOT C
HWUX BAOb 6OKOB. MNprUMepoM ABASETCSH CKYAbMTY-
pa 6oaxuncattebl nepnoga CesepHol Lin, BbicoTa
coxpaHuBLlerocs ¢parMeHTa KOTOpPOW coCTaBAs-
eT 59 cM. Y Hee OTCyTCTBYIOT roN0Ba U KOHEYHO-
CTW, TaK YTO COXPaHUNOCh AnLb Teno. OgHako Bce
PaBHO MOXHO OTUET/IMBO BUAETb, YTO Criepein obe
yactu wanu nmetot U-o6pasHyto dopmy (nan. 13).
Kpome TOro, wanu Takoro Tvna MoXHO BCTPETUTH
Ha CKy/nbnTypax 604AXMcaTTB, HAWAEHHbIX B ye3aax
NuHbuton n Ysxyusn (&) Hanpumep, Ha ckynb-
nType 6oaxuncatrebl 3noxu CeBepHoi Lin BbicoTOM
80 cm, obHapy>KeHHOM B MOHacTbipe M1UHAA0-Chbl
(BB%EF) B ye3ae J/IMHbLION, M306paxkeHa ABYXY-
poBHeBas U-obpa3Has wasb, TAHYLLAACA 40 YPOB-
Hs 6egep (nan. 14). Takum 06pa3om, MOXKHO Mpea-
MONOXMNTb, UTO ABYXYpPOBHeBbIe Wwanun U-obpasHoi
dopMbl 6bIAN NONYAAPHbI B pernoHe LinHuxoy B
anoxy CeepHow L.

Bua B: wann, HUCnagatowme ¢ pyk no obenm
ctopoHam. Lanb nokpbiBaeT naeun u TAHeTCA He-
NOCPeACTBEHHO A0 YPOBHSA JIOKTEW, rae obBuBaeT-
Csl BOKPYT PYK U HUCNajaeT no ob6enm CTopoHam
Tesna, Kak MaHTuA. Takyro Waib MOXHO BCTPETUTb
Ha ckynbnType 6oaxmncatTBbl 3noxm BoctouHol Bai

BbicoTor 39 cm (Man. 2). Ewe npumep — ckyabnTy-
pa 6oaxmcaTTBbl TOro Xe neproga Boicoton 200 cMm
(vnn. 15).

NMomMnMo Hanbonee pacnpocTpaHeHHbIX GopM,
YMOMSIHYTbIX BbILUE, Ha CKY/IbMNTYpax 60AXMcaTTB 13
MOHacTbIpst JTYHCUH-Cbl BCTPEUAETCS HECKOJIbKO ApPY-
TUX, UHAUBUAYaNbHbBIX GOPM LLIANEN.

CruneBble 0co6eHHOCTU Wanen naiib6o, uso-
6parkeHHbIX Ha cKy/lbNTypax 60axncaTrTs us Mo-
HacTbipA JIYHCUMH-CbI

B no3gHuii nepnog CeBepHoli Bali wanm B Le-
JIOM 6LV LUMPOKUE U TSXKEblE, MOKPbIBAAN MAEUN,
06pa3ys yribl, BbICTyNaroLme Hapy>y C JOBONbHO
601bLUMM pa3MaxoM, CIOBHO KPblibs. B 60/1bLWNH-
CTBE C/ly4yaeB LWajb 3aKpyumMBasacb U pa3BeBanach,
co3zaBas oLLyLleHue nerkoctu. MNogon wanwu, Hucna-
Jatouiein no obenm CTopoHam Tena, Takxxe passe-
Ba/ics HapyXy B dopMe ayru. B 3ToT nepuog wanb
ABAANACh NaBHbIM yKpalleHem obpasa.

B anoxy BocTtouHon B3l wanb n3nbo ctana Hu-
crnajaTb C MnJey B NMepeAHIOr YacTb Tea 1 CyXaTb-
cA B palioHe befep, Nocie Yero nepekpeLymBanach
1 cHoBa pacwupsanace. Popmbl ee ctaHOBATCA 60-
Nee pa3HoobpasHbIMY, a cama wanb — 6osee ner-
koi. O6nacTb NOKPbITUS LWaAbLO NJjeY NOCTeNeHHO
YMeHbLUAeTCs, 3aBUTKN U pa3BeBatOLLMECS KOHLbI
MCYEe3atoT, @ IMHUN CTAaHOBATCA MATUE U HEXHee.

B nepuoa CeBepHoli Lin wanb ctaHOBMTCA eLle
y>e 1 NOJIHOCTbIO Mpuaeraet K nievam. Bo Bcem
HauMHaeT NPOCNEXUBATLCA TEHAEHLMSA K yNpoLLe-
HWHO, @ Ta YacCTu LWaaK, UTO CBUCAET No HokaMm, yxe
He pa3BeBaeTCs HapyXy, ¥ NO3TOMy TaM He obpa-
3YHOTCA U3OTHYThIE INMHMM. B 3TO Bpems Wwanb nam-
60 6o/bLUe He ABASETCS OCHOBHbIM YKpalleHNneM
obpasa, Ha ee MeCTO MOCTEMNEHHO NPUXOAAT PO-
CKOLUHbIE MOABECKM.

MoABOAS UTOT, MOXHO KOHCTaTUPOBaTb, UTO
t060UHbIe OAeAHNA U HaKAKK N3ii60 (T8 &B) B ckynb-
NTYPHbIX N306paxkeHnax 604XNCaTTB N3 MOHACTbI-
ps JlyHcuH-cbl B LiMHuxoy B nepuog ot CeBepHOM
Ban po CesepHont Liu npownn TpaHchopmaLmio
OT 3Tana «3avMCTBOBAHWS U BMUTbIBaHWSA» K 3Tany
«HOBATOPCTBA U MHTerpauun». KK6ouUHbIe oaesHus,
oTanyaBlmecs B nepuog CeBepHoin Ban ceobos-
HbIM W CAep>KaHHbIM XapakTepoM, B anoxy Boctou-
Holi Ban pasBumBatoTca B dopmMy 060K cO cknaj-
kKamu, a B nepuog CeBepHoi Lin — B BapuaHThl
obnerarowmnx 060K 1 OHOK C NTMKaAMK, NPU STOM
nocneiHne AEMOHCTPUPYIOT 3aMeTHOe BAUSHUE
MUPCKOW ogexabl. Haknaku naibo 3BONOLNOHM-
pytoT OT MaccuBHbIX dopm CeBepHol Ban uepes
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6onee nérkne n NOABUXHbIE pelleHuns BocTtouHom
B3l K N1aKOHWYHBIM 1 CAepPIXKaHHbIM KOMMO3ULUAM
CeBepHoW Lin, B pe3ynbTaTte Uero nx gekopaTtus-
Has QYHKLUSA NOCTeNeHHO YCTyrnaeT MecTo Noj-
BeckaM uHno (FI8). JaHHasa 3BoatoLmna asaaeT-
CSl He TO/IbKO OTPaXKeHVEM COBEPLUEHCTBOBAHUS
CKYJbNTYPHOW TEXHUKW, HO U HarAsAHbIM CBUAE-
TENbCTBOM NyOOKOM NHTerpaunm 6yaaninckomn un

XaHbCKOMN KyNbTyp B nepunogd CeBepHbIX AUHACTUA.
Tunonornyeckoe nccaefoBaHne 3TMX 3N1EMEHTOB
KOCTIOMa MpPesoCTaBaAseT BaXKHble BELLLECTBEHHbIE
JaHHble ANA YTOUHEHWA NPOLECCOB AoKanun3auum
byaaniickoro nckycctea CeBepHbIX AMHACTUN, a Tak-
Xe 3aKaajblBaeT OCHOBY A/l aHa/M3a permoHanb-
HbIX Pa3NNYUUI B XYJOXKECTBEHHbIX CTUNAX OYA[NIA-
CKOW CKyNbNTypbl gpeBHero Kutas.
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HISTORICAL DEVELOPMENT AND EVOLUTION
OF COLOUR IN SONG AND YUAN LANDSCAPE
PAINTING

Summary: As a glorious chapter in the history of Chi-
nese landscape painting, the Song and Yuan dynasties
(960-1368) witnessed a remarkable journey of landscape
painting techniques from youthfulness to maturity. Dur-
ing this period, landscape painting not only achieved
a profound transformation from Sui and Tang Dynasty
green landscape to ink and colour in terms of technique,
but also mapped out the changes in the spiritual pursuit
and aesthetic taste of the literati and elegant people in
terms of aesthetics. Against this historical background,
painters' exploration and innovation of colouring tech-
niques is not only an inheritance and development of
traditional techniques, but also a reflection of the deep
excavation of the beauty of nature and mood.

Song and Yuan landscape paintings made extensive use
of variations in ink intensity and wetness, as well as the
clever mixing of mineral and vegetable pigments, to
create both layered and natural picture effects. In terms
of stylistic features, from the majesty and grandeur of
the Northern Song Dynasty to the freshness and ele-

1. Historical Background and Early Develop-
ment

During the Northern Song Dynasty (960—
1127 AD), the art of colored landscape painting
achieved new breakthroughs and development,
building upon the "blue-green" landscape paint-

gance of the Southern Song Dynasty, and then to the
elegance and simplicity of the Yuan Dynasty, the tech-
niques of colouring evolved, forming a diverse artistic
landscape.

Representative painters such as Fan Kuan and Guo Xi
of the Northern Song Dynasty, Li Tang and Ma Yuan of
the Southern Song Dynasty, and Huang Gongwang and
Wang Meng of the Yuan Dynasty, etc., whose works are
not only examples of exquisite techniques, but also a
concentrated display of the aesthetic taste of the times.
The creative practice of these art giants not only pro-
moted the innovation of landscape painting techniques,
but also laid a solid foundation for the development of
landscape painting in later generations, and profound-
ly influenced the direction of landscape painting in the
Ming and Qing dynasties and even in modern times.

Keywords: Song and Yuan landscape painting; colouring;
evolution;ink (used in Chinese painting); technique (of cre-
ation).

ing tradition of the Sui and Tang dynasties. In the
early stages, artists deeply understood the essence
of the coloring technique demonstrated in Li Sixun's
Tang Dynasty painting ‘Boats on the River amidst
Pavilions’ (Fig.1). They employed mineral pigments—
primarily blue and green—as their main colors. In the
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Fig.1. Landscape with Sailing Boats and Pavilions by Li Sixun,
Tang Dynasty. Colored landscape painting, 101.9 x 54.7 cm.
Currently housed in the National Palace Museum, Taipei.

process of artistic creation, majestic mountains and
rivers, as well as lush forests, were vividly brought
to life on paper. The colors were bold yet vibrant,
and the paintings appeared picturesque and rich,
fully demonstrating the lingering influence of Tang
Dynasty style [3].

At the beginning of the Northern Song period,
groups of artists deeply understood the essence
of Tang Dynasty coloring techniques and creatively
transformed and refined them. They continued to
use mineral pigments—blue and green, which sym-
bolize the vitality and eternity of nature—as their
primary color tones. Through skillful use of vary-
ing brushstroke intensities and degrees of pigment
saturation and moisture, they vividly recreated the
grandeur of mountains and rivers and the lushness
of forests on silk fabric. In the realm of color appli-
cation, artists, through delicate multi-layered appli-
cation and superimposition of pigments, as well as
the incorporation of auxiliary colors such as ochre
and indigo, created rich color layers on the canvas,
achieving an artistic effect that was bold yet not
devoid of brightness. This demonstrates their keen
observation of natural colors, profound understand-
ing, and high mastery in color management, as well
as their creative spirit.Furthermore, artists aimed to
create a picturesque, rich, and dynamic atmosphere
on the canvas. Through the organic combination of
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pigments and ink and brushwork, they achieved a
painting that possessed both strong visual impact
and harmonious unity. The contours of mountains
and rivers were smooth and changeable, the ar-
rangement of tree branches and leaves took into
account their sparseness and density, and colors
and forms complemented each other, creating an
ideal natural space that was realistic yet transcend-
ed reality. This not only demonstrated the linger-
ing influence of Tang Dynasty style but also laid a
solid foundation for the development of landscape
painting in subsequent periods.From an academic
perspective, the rich use of color in Buddhist art con-
tains profound religious-philosophical undertones
and aesthetic interests. Colors often have specific
symbolic meanings, and green and blue symbolize
vitality, auspiciousness, and transcendence in Bud-
dhist culture. This color concept is integrated into
the creation of Chinese painting, endowing green
landscapes with unique artistic charm and spiritual
undertones.

During the Sui and Tang dynasties, lime green
dominated landscape paintings — a tradition that
not only laid a solid foundation for the color pal-
ette of landscape paintings in subsequent gener-
ations but also reflected the high degree of social
and cultural recognition and aesthetic pursuit of
color at that time. Zhang Zigian's painting ‘Spring
Excursion’(Figure 2), as the earliest surviving land-
scape scroll, marks the initial maturity of the form
and technique of green landscapes and paves the
way for the prosperity of green landscape painting
in subsequent generations.

2. Color Characteristics of the Northern Song
Dynasty

During the Northern Song Dynasty (960—
1127 AD), landscape painting art forged new paths,
building upon the green-hued landscapes of the
Sui and Tang dynasties. [6] In the early stage of
this period, painters had a profound understand-
ing of the essence of the Tang Dynasty's color pal-
ette. They employed dark green (shiqgin) and light
green (shiging) as the primary colors, using broad
brushstrokes and splashing pigments to breathe life
into mountains, rivers, and forests. Despite using
heavy colors, they managed to retain their vividness.

During the mid-period of the Northern Song
Dynasty, the style of painting underwent a trans-
formation, and the “"landscape painting with small
scenes" emerged imperceptibly. Painters no longer
adhered to grandiose landscape panoramas; in-

Fig.2. Spring Excursion by Zhan Zigian, Sui Dynasty. Silk scroll with color painting, 43 cm. in height and 80.5 cm. in width. Currently

housed in the Palace Museum, Beijing.

Fig.3. A Thousand Li of Rivers and Mountains by Wang Ximeng, Northern Song Dynasty,. Silk scroll with color painting, 51.5 cm. in
height and 1,191.5 cm. in width. The image shows a partial view. Currently housed in the Palace Museum, Beijing.

stead, they aimed to capture the subtle changes
on the slopes of Banting Hill, small mountains and
bamboos in elegant postures, and waterfowl on
rivers and lakes in dynamic states. Regarding color
usage, they adopted a light and concise style, with
ink as the foundation and color as a supplement.

This approach created a literary ambiance of tran-
scendence and a love for landscapes, imbued with
a strong sense of literary sentiment.

In the late , Wang Ximeng's painting "A Thou-
sand Miles of Rivers and Mountains" (Fig.3) sudden-
ly emerged. With its magnificent scrolls featuring
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Fig.4. Singing and Dancing on the Field by Ma Yuan,
Southern Song. Silk scroll with color painting, 192,5 cm. in height
and 111 cm. in width. Currently housed in the Palace Museum,
Beijing.

large swathes of green and blue colors, it propelled
the art of coloring landscape paintings in the North-
ern Song Dynasty to the pinnacle of popularity. The
painting is meticulous and sumptuous, simultane-
ously showcasing the grandeur of the Tang Dynas-
ty and the delicate emotions of the Song Dynasty,
making it an unparalleled classic for future gener-
ations. [2]

3. Color Changes during the Reign of the South-
ern Song Dynasty

During the Southern Song Dynasty (1127-
1279 AD), the style of landscape painting underwent
a subtle transformation, becoming more elegant
and concise. Painters increasingly focused on the
delicate use of ink. They paid more and more at-
tention to the nuanced application of both ink and
color, with color serving merely as an embellish-
ment. Ink and color thus became the masters of the
painting, thereby creating a unique emotional space
[1]. During this period, the "Four Great Masters of
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the Southern Song Dynasty" stood out-Li Tang, Liu
Songnian, Ma Yuan, and Xia Gui. Their works not
only highlighted the original charm of the "court-
ly style" of painting in the Southern Song Dynasty
but also deeply imprinted the traces of the times.
Particularly outstanding is Ma Yuan's work "Sing-
ing and Dancing on the Field" (Fig.4), a landscape
painting with light coloring that serves as a mod-
el in this field. Based on the painting brushstrokes
that create a wet-patch effect, the artist lightly ap-
plies delicate pigments, endowing the canvas with
freshness, elegance, and uniqueness. This coloring
method skillfully combines realism and impression-
ism: it not only conveys the true beauty of nature
but also reflects the artist's emotions. As a result,
the work is imbued with a profound literary spirit
and has become a classic passed down from gen-
eration to generation.

4. Innovation in Color Usage during the Yuan
Dynasty

During the reign of the Yuan Dynasty (1271-
1368 AD), landscape painting took an innovative
leap forward in the field of color usage. By inher-
iting the essence of the techniques of their prede-
cessors, artists skillfully incorporated their profound
personal emotions and unique ink-and-brushwork
techniques into their works. This led to the emer-
gence of a new style of landscape painting that shift-
ed from realism to spontaneity. Without a doubt,
the works of the "Four Great Masters of the Yuan
Dynasty"-Huang Gongwang, Wang Meng, Ni Zan,
and Wu Zhen-represented the pinnacle of art during
this period. Their creations were not only character-
ized by high craftsmanship but also contained pro-
found philosophical reflections and insights into life.

As Mr. Niu Kecheng pointed out, "The history
of later landscape painting is the history of ‘artists
writing in their own styles." Artists after the Yuan
Dynasty rarely created new painting vocabularies;
instead, they mainly explored the prototypes of pre-
vious landscape paintings, refined and improved
them, that is, created based on preconceived ideas.
In essence, they explored the archetypes of earlier
color paintings, refined and enhanced them, thus
creating new works." [5] It is particularly noteworthy
that, based on "writing," artists of the Yuan Dynas-
ty more boldly expressed their personal emotions,
and it was in this context that the light-red land-
scape emerged[8]. In light-red landscapes, light ink
is used as the foundation, supplemented by soft and
light pigments that reflect each other. This not only

preserves the rhythm of the ink but also adds ele-
gance to the pigments, so that the overall painting
presents a state of elegant tranquility, a transcend-
ent and otherworldly mental state. Huang Gong-
wang's painting "Heavenly Pond with Stone Walls"
(Fig.5) is an outstanding representative of light-red
landscapes. In this work, the peaks of mountains
and hills are shrouded in clouds and mist, and the
contours of mountains and cliffs are outlined with
light ink, then softly rendered with ochre and other
light colors. As a result, the entire piece appears to
be created with light and elegant ink strokes and
washes, allowing viewers to sense the artist's inner
tranquility and boundless yearning for nature when
appreciating his works.

5. Reasons for the Evolution of Coloring Tech-
niques

The evolution of color in landscape painting dur-
ing the Song and Yuan dynasties was not acciden-
tal; it was deeply rooted in the social soil of the
respective eras and complemented the progress
in painting techniques.

During the Song Dynasty, the rulers revered lit-
erature and art. The establishment of the Hanlin
Academy of Painting and Calligraphy not only el-
evated the social status of artists but also provid-
ed a broad scope for the development of the art
of painting. In such an environment, Song Dynasty
landscape painting aspired to “truth" and "reality."
The realistic style became a trend, with artists striv-
ing to convey the essence of nature. They employed
delicate brushstrokes and rich colors to showcase
the beauty of mountains and rivers.During the pe-
riod of social turmoil in the Yuan Dynasty, litera-
ti-painters were enamored with landscapes and used
ink and brushes to express the pent-up emotions
in their hearts, giving rise to a "writing" style. They
no longer adhered strictly to likeness but paid more
attention to the charm of ink and brushwork and
the creation of mood. With concise brushstrokes
and light colors, they conveyed profound artistic
connotations. [4]

In addition, changes in the materials used for
painting also had a significant impact on coloring
techniques. From the silk and cooked paper of the
Song Dynasty to the semi-raw and cooked paper of
the Yuan Dynasty, the differences in materials made
the blending of the brush, ink, and pigment more
natural, providing artists with greater creative pos-
sibilities. These material innovations resonated with
the social and cultural changes of the Song and Yuan

Fig.5. Rocky Cliffs by Tianchi Lake by Huang Gongwang,
Yuan Dynasty. Silk scroll with color painting, measuring 139.4 cm
in height and 57.3 cm in width. Currently housed in the Palace
Museum, Beijing.

dynasties and jointly contributed to the evolution
and development of the art of landscape painting.

Conclusion

The historical transformation of color in land-
scape paintings during the Song and Yuan dynasties
allows us to trace the evolution of Chinese painting
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and the profound shift in aesthetic concepts. Start-
ing from the resplendent green landscapes of the
Sui and Tang dynasties, through the Song Dynasty's
extreme pursuit of a light and elegant mood, and
culminating in the Yuan Dynasty's sublimation to
the pinnacle of personalized expression, this pro-
cess is not only an accumulation of techniques and
breakthroughs but also a visual manifestation of
cultural spirit and philosophical thinking.
Landscape paintings of the Song Dynasty, set
against the backdrop of a flourishing cultural gov-
ernance, generally featured light and elegant colors.
They emphasized the creation of mood and the
rhythm of ink and brushwork. Simple yet far-reaching
colors reflected the artist's profound understanding
of the beauty of nature and a subtle expression of
the inner world. In the Yuan Dynasty, sharp social
changes prompted literati-painters to turn inward

and explore their inner selves. The color palette be-
came more free and unrestrained, with distinct in-
dividual characteristics. Each brushstroke contained
the unique emotional and philosophical thoughts
of the painters.

The coloring technique gradually shifted from
the heavy richness of the Sui and Tang dynasties to
the light elegance and simplicity of the Song and
Yuan dynasties. This not only enriched the artistic
language of Chinese landscape painting but also
laid down the fundamental paradigm of its colora-
tion. It also provided inexhaustible artistic treasures
and creative inspiration for subsequent generations
of artists. The art of coloration in landscape paint-
ings of the Song and Yuan dynasties stands as a
monument in the history of Chinese painting, and
its influence across time and space continues to in-
spire artistic creation in later generations.
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NCTOPUYECKOE PA3BUTUE W 3BOIHOLLMA LUBETA
B MEM3AXHOW XMNBOMNCK 3MNOX CYH U KOAHb

AHHoTauma: CnhaBHas rnaBa B UICTOPUM KUTaNCKOW Neli-
3aXkHOW xwuBonucy, anHactum CyH n FOaHb (960-1368 rr.)
CTann CBUAETENAMMU YAUBUTENBHOTO MYTWN OT FOHOCTU K
3pEeNocTy TEXHWUKN Nen3axKHON XnBonucu. B atot nepu-
0J, Nern3axHasn >XMBOMNCb He TONIbKO AoCTUria rnybokomn
TpaHchopMaL MM OT 3eseHOoro nersaxa AnHactuii Cyi u
TaH K Tyl 1 LBETY C TOYKW 3PEHNA TEXHUKM, HO N OT-
pasunia n3MeHeHus B AyXOBHbIX MOWCKaX N 3CTETUYECKOM
BKYyCE NMTEPaTOPOB W 3NEraHTHbIX N0AeN C TOUKM 3pe-
HWA 3CTeTnKN. Ha aTom uctopmyeckom doHe ocBOeHMe 1
HOBaTOPCTBO >XMBOMUCLIEB B TEXHMKE pacKpallMBaHUA —
3TO He TONIbKO Hac/ef0BaHNe 1 pa3BUTME TPAAULIMOHHBIX
TEXHWUK, HO 1 OTpaXKeHue rnyboKmx MOMCKOB NPUPOAHOM
KPacoTbl U KPacOTbl HACTPOEHMSA.

B newnsaxHou xmonucy 3noxm CyH n K0aHb wn-
POKO MCMO/b30BaNVCh BapuaLmnn LiBeTa Ty, a TakxKe
NCKYCHOE CMeLleHVe MUHepaabHbIX N pacTUTeNbHbIX
NMUIMEHTOB ANA co3faHnsa 3GdeKToOB MHOTOCNONHO-
CTW W ecTecTBEHHOCTU n3obpaxeHuna. C TOUKM 3peHns
CTUANCTUYECKMX OCOBEHHOCTEN, OT BEANYUNA U TPaHAM-
o3HocTn CeBepHOM aAnHAcTUN CyH K CBEXECTU U 31eraHT-

1. NcTtopunueckue npeanocbi/IKM U paHHee
pa3BuTne

B nepwuog CesepHoti CyH (960-1127 rr.) nckycctso
LBETHOTO NMNCaHWs Nen3axen 4OCTUINO HOBbIX MPO-
PbIBOB 1 PA3BUTUSI HA OCHOBE Me3aXKHOM XNBOMU-

HocTu FOXHOW aAnHacTum CyH, a 3aTeM K 31eraHTHOCTH
n npoctoTe gnHactum KoaHb, TEXHMKA OKPaCcKn pa3Bu-
Basacb, popmMumpys pasHoobpasHoe XyJ0XKeCTBEHHOE
MUPOBO33pEHUE.

Takue Bblgaromecs XynoxXHuKN, kak ®aHb KyaHb
(BE) n To Cu ( ZBBR ) wm3 guHactum CesepHas CyH, Jln
Tan ( ZEE ) nMatOaub ( B3 ) us gunactum KOxHas
CyH, Xyar TynBan ( EAE ) nBan Man ( £E ) u3 au-
HacTuwn KOaHb 1 T.4., UbW PaboTbl HE TONbKO ABAAOTCA
NPVUMEPOM M3bICKAHHOW TEXHUKM, HO N KOHLEHTPUPO-
BaHHO AEMOHCTPUPYHOT 3CTETUYECKME UHTEPECHI Bpe-
MeHW. TBOpYeckas npakTnka 3TMX MacTepOB He TOJbKO
CcnocobcTBOBaNa HOBATOPCTBY B TEXHMKE NEN3aXKHON XU-
BOTMWCK, HO 1 3a710XKMNa NPOYHBIA GyHAAMEHT ANS pa3Bu-
TUA Nen3aXXHOM XNBOMUCU NOCAEAYIOLLMX MOKONEHNUN, a
TakXe okasasna rnybokoe BANSHWE Ha HanpaBiieHne pas-
BUTUSA NeN3a>KHOW XNUBOMUCK B ANHACTUN MUH 1 LInH 1
Jaxe B COBPEMEHHYHO 3MOXy.

KnioueBble cnoBa: nelizaxHas xusonuce CyH-FOaHb,
ysem; 380/IIOYUS, My, MEXHUKA.

CW B CTUNE «rONy60-3eNéHOro» agnHactuii Cyii n TaH.
Ha HauyanbHOM 3Tane XyA0XHVKN ray6oKOo NMoHUManu
CYTb TEXHWKM LIBETHOMO MMUCaHUS, MPOAEMOHCTPUPO-
BaHHOW B KapTuHe JIn CuctoHs «J1oakm Ha peke cpe-
Av nasmnboHos» (LI EEIE) (puc. 1) amHactum Ta.

37



OHWM ncnonb30Bany B Ka4ectBe OCHOBHbIX LIBETOB MU-
Hepa/ibHble Kpacku - CUHIOHO 1 3enéHyto. B npouecce
>KMBOMWCHOTO TBOPYECTBA BENNYECTBEHHbIE FOPbI U
PeKM, NbILWHbIE 1eca OXUBAAANCL Ha Bymare. LiseTa
6blIM MAaCCMBHBIMY, HO NPW 3TOM SPKUMM, @ MONOT-
HO BbIMNIAE10 XUBOMUCHBIM U 6oraTbiM.[3]

B Hauane nepuoga CesepHoi CyH rpynnbl Xy-
BOXKHMKOB y60KO MOHUMaNn CyTb TEXHUKW LBET-
HOro NucaHua AnHacTn TaH 1 OCyLLEeCcTBAAIN eé
TBOPUYECKYH TPaHCPOPMaLIMIO U COBEPLLIEHCTBOBA-
Hve. OHM NO-NpeXHeMy UCMO/b30BaIN B KavecTBe
OCHOBHbIX LIBETOBbIX TOHOB MUWHEpPasbHble KPacKu
- CMHIOHO 1 3eN1€HYI0, CUMBOIM3NPYHOLLIME XXU3HEH-
HYIO CUAY N BEYHOCTb Npupoabl. baarogaps macrep-
CKOMY WCMOJIb30BAHMNIO Pa3IMYHbIX MHTEHCUBHOCTEN
Ma3KOB KWUCTW W CTENEHeN HaCbILLEeHHOCTUN 1 BAaX-
HOCTM KPaCcOK OHMW XXMBOMWCHO BOCCO3AaBann Ha
LWENKOBOW TKaHW BEAUYME FTOP U peK, MbILHOCTb fe-
coB.B 06/1aCTN MCNONB30BaHNA KPACOK XYAOXKHUKMN,
6narofaps TOHKOMY MHOTOC/IOMHOMY HaHECEHMIO 1
HaNOXEHMIO KPacok, a Takxe BKJIHOYEHMIO BCOMO-
raTefbHbIX KPacok, Takmx Kak oxpa U MHAWUTO, co3Aa-
N boraTble LIBETOBbIE C/I0M Ha MOJIOTHE, JOCTUTHYB
XYZAOXKECTBEHHOrO 3ddekTa, KOTOPbIN OblN MaccmB-
HbIM, HO He JINLIEHHBIM SPKOCTU. TO AEMOHCTPU-
pyeT nx ocTpoe HabatoAeHne 3a NPUPOAHBIMU Kpa-
cKamu, rnybokoe NoHMMaHVe 1 BbICOKOE MacTepPCTBO
B yrpaBJeHnn Kpackamu, a Takxke TBOPYECKNI AyX.
Kpome Toro, XyAoXXHUKN CTPEMUANCE K CO3AaHWNIO
>XNBOMUCHOW, Horaton u gnHamMuyHon atmocdepbl
Ha nonoTHe. brarogapa opraHMYHOMY COYETaHMIO
KPaCcoK 1 TYLUW 1N KNCTW OHW A0BUANCE TOTO, YTO Kap-
TuHa obnasana oAHOBPEMEHHO CUAbHBIM BU3yasb-
HbIM BO34ENCTBMEM U FraPMOHUYHBIM €ANHCTBOM.
KoHTypbl rop v pek 66111 NAaBHbIMU U U3MEHUMN-
BbIMW, BETBU W INCTbA AEePEBbEB pPacnoaraamch C
YUYEeTOM WX Pa3pexxeHHOCTUN U NAOTHOCTH, a LiBeTa U
bopMbl B3aMMHO AOMNONHANM APYT ApYyra, CO34aBas
naeanbHoOe NPYPOAHOE NPOCTPaHCTBO, KOTOPOE 6bL10
PEeaNNCTUYHbIM, HO 1 BbIXOAMO 3a pamMKu peab-
HOCTMW. TO He TONbKO NPOAEMOHCTPMPOBAIO OCTa-
TOYHOE BAVAHME CTUAA ANHACTMM TaH, HO U 3an0-
>KWNO NPOYHYHO OCHOBY ANA Pa3BUTUA Nen3aXKHOwW
>XMBOMWCK B NocaeaytoLme nepnoabl.C akagemmye-
CKOW TOYKM 3peHus, boratoe ncnosb3oBaHue LBeTa
B BYAANNCKOM UCKYCCTBE COAEPXUT rnybokuii pe-
JNITMO3HO-PUNOCODCKUIA MOATEKCT U CTETUUECKUNE
NHTepeckl. LiBeTa 4acTo MMeHOT KOHKPETHbIe CUM-
BOJIMYECKME 3HAYEHUA, @ 3e/IeHbIV U 3e/1eHbIl LBeT
CYMBOV3VPYHOT XXM3HEHHYHO cuay, 6aaronpuaTcTBo-
BaHWe 1 TPaHCLEHAEHTHOCTb B ByAAMNCKON Kyb-
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Type. 3Ta KOHLUEenumsa LBeTa MHTerpMpoBaHa B Co-
3/laHMe KMTaCKOM XMBOMUCK, MpUaaBas 3eJ1eHOMY
nen3axy HEMOBTOPMMOE XyZLOXECTBEHHOE OUapo-
BaHWE N AyXOBHbIV NMOATEKCT.

Bo BpemeHa anHactuii Cyii 1 TaH B Nen3axKHbIX
KapTUHax npeobsiasan LBeT 3e/1eHOro farmMa - Tpa-
AMLMS, KOTOPas He TONbKO 3a103Kn1a MPOYHbIA QyH-
JAAMEHT ANs KONopwWTa Ner3axKHbIX KapTWUH nocaeay-
FOLLMX MOKOJIEHWI, HO U OTpasia BbICOKYH CTeMeHb
06LLECTBEHHOTO U KyAbTYPHOFO MPU3HaHNUSA U CTPEM-
JleHVA K 3CTeTrKe LBeTa B TO Bpemsa. KapTtuHa [7] «Be-
ceHHss akekypeuns» (IFEE) Yxanb Lisbium ( B+
£ ) (pUcC. 2), KaK caMblii paHHWIA U3 COXPaHMBLUMX-
€S NMen3aXkHbIX CBUTKOB, 3HaMeHyeT cobol Havaslb-
HYH0 3pefiocTb GOPMbI U TEXHWKM 3€/1eHOTO Melizaxa
W OTKPbIBaET NyTb A/ NPOLBETAHUSA 3e/1eHON Nnen-
3a>XKHOW XXMBOMWCU B MOCAEAYHOLLMNX NOKONEHNSAX.

2. Oco6eHHOCTU KoNopUCTUKN anHacTum Ce-
BepHas lNecHb

B nepuroa CeepHoit CyH (960-1127 rr.) nckyc-
CTBO Men3a>KHOM XMBOMUCKU OTKPbINIO HOBbIE O-
PU30OHTbI Ha OCHOBE 3eNeHbIX NeN3aXxen AMHACTUIA
Cyn 1 TaH. [6] B Hauane neproga XysoXXHUKM XO-
pOLUO MOHMMaN CyTb LIBETOBOW raMMbl AUHACTUN
TaH 1 NCNO/b30BaAN WNLMH U LIMLMH B KauecTBe
OCHOBHbIX LIBETOB, B3MaxnBas KNCTbO 1 pa3bpbi3-
rMBas Kpacku, UTobbl OXMBUTL FOPbI, PEKK 1 Jleca,
MCNONb3ys TAXeble LiBETA, HO He Tepss UX SPKOCTU.

B cepeaviHe nepuoga CTuib XMBOMUCK N3MEHW-
€S, N HE3aMETHO BO3HMKJ/IA «MeM3axHas XUBOMUCh
C HeBOMBLUNMU CcLieHaMUW». XYJOXHWUKN BObLUE He
NPVAEP>XKMBAOTCS FPaHAMO3HbIX Ner3axHbIX NaHo-
pam, a CTpeMATCs 3arneyaTneTb TOHKME N3MEHEHUS
Ha CKNoHe baHTMHUXY, ManeHbkune ropbl 1 Hambyk
B M3sALLHOWM NO3€, BOAOMN/IaBaoWwmx NTuL, Ha peke
n 03epe B AMHaMWUUYHOM COCTOsIHUK. YTO KacaeT-
CSl KONIOPUWTA, TO OHU NPUAEPXKNBANNCH IETKOTO U
NaKOHWYHOTO CTUASA, FAe TylWb ABASETCA OCHOBOW,
a UBeT — JOMOJIHEHVEM, CO34aBas IMTepaTypHoe
HacTpoeHne TpaHCLEeHAEHTHOCTU 1 NH06BU K new-
3aXy, MOJIHOe CWMBbHOrO ANTEPATYPHOrO YyBCTBa.

B no3gHwii nepuog 13 HMOTKyAa NosBMAaCh Kap-
TuHa BaH Cumara ( % & ) «Tbiciua MUAb rop u
pek» (FETWE) (puc. 3), koTopas cBoMY Be-
JIMKONEMHBIMU CBUTKAaMM C KPYMHBIMY 3€1E€HBbIMUN U
CUHVMMM LBeTaMU MOAHsNA UCKYCCTBO packpallmBa-
HWA Nen3aXHbIX KapTuH guHactum CeepHas CyH Ha
MWK NONyAspHOCTY. TwaTenbHas v nblllHasi, Kap-
TWHA AEMOHCTPUPYET OAHOBPEMEHHO Beanume TaH
1 ToHKMe amoummn CyH, UTO AenaeT ee HernpeB3oin-
JAEHHOW KNaccuMKow ana byayuimx nokoneHun [2].

3. UameHeHUA B KoJsiopuTe B Nepuopa npas-
neHma anHactum FOxxkHaa CyH

B nepwog KOxxHow CyH (1127-1279 rr.) cTuAb nen-
3a)KHOW XMBOMWCK HE3aMETHO M3MEHWCA, CTaB bosee
3NeraHTHbIM W NaKOHWYHBIM, XYAOXHWKW BCe bobLLe
BHUMaHWA yAeNAann TOHKOMY UCMOb30BaHUIO TYLLW.
XYAOXHWKM yaensanun sce 60blle BHUMAHNS TOHKO-
MY MCMO/b30BaHMIO TYLUW U LiBETa, LiBET UCMOAb30-
Ba/ICA TOJIbKO Kak yKpalleHWe, a TyLb U LiBET CTanu
X035€BaMM KapTWHbl, CO3/,aBasi TEM CaMbIM YHUKab-
HOe NpPOCTPaHCTBO HacTpoeHusa[1] . B atoT nepunog,
BbIAENAIOTCA «4eTblpe BEJUKNX AnHAcTUN HOXHOM
CyH» — JIn TaH, ( FE ) /o CyHHsaHb ( XIRREE ),
Ma HaHb ( B3 ) n Calyn ( EZE ), ubm paboTsl
He TONbKO NOAUYEPKHY/IN OPUrMHaNbHOE OYapOBa-
HMe «BOPOBOrO CTUAS» XMUBOMUCKU AnHacTUM KOX-
Holi CyH, HO 1 r1yboKO 3aneyaTsienu ciefbl Bpeme-
HW. OcobeHHO BblgatoLencs apaseTcs pabota Ma
HOaHs ( B3t ) «TaHuyrowme necHio Ha none» (B
FE) (puc. 4) B cTvne neisaxa c nerkon packpa-
CKOW, KOTOpas CNy>XWUT 0b6pa3LoM B 3TOM obnactu.
Ha ocHoBe XMBOMUCHbIX KUCTEW, CO34at0LLNX -
bexT MOKpPOro nATHa, XyAO0XHMK J1erko HAHOCUT HeX-
Hble Kpacku, 6baarogaps Yemy NoaoTHO Npruobpera-
€T CBEXECTb, M3ALLECTBO M HEMOBTOPUMOCTb. ITOT
MeTOZ packpallVBaHWA YMeNo CoYeTaeT peasnnsm u
MMMNPECCUOHN3M: OH He TONbKO NepeaaeT UCTUHHYHO
KpacoTy Npuposbl, HO U OTPaXKaeT 3MOLUM XYAO0XK-
Huka. Takum 06pa3om, NpounssegeHne HanoJHEHO
rny6oKMM AnTepaTypHbIM JyXOM 1 CTAaHOBUTCS Knac-
CUKOW, NepesaBaeMoi 13 MOKOEHWs B MOKONEHME.

4. HoBaTOpCTBO B KOJIOPUCTUKE ANHACTUMN
HaHb

B nepuog npaeneHunsa anHactum OaHb (1271-
1368 rr.) ner3axkHas XMBOMUCb caenana HoBaTop-
CKWI war Bnepes B 06,1acTy KONOPUCTUKM: YHaC-
NefoBaB CyTb TEXHUKM CBOUX MPEeALLEeCTBEHHNKOB,
XYAOXHUKW YMENO BOMJIOTUAN B HEN cBOW r1y6o-
Kne INYHble YyBCTBa W YHWKaNbHblE NPUEMbI pa-
60Tbl TYLUIbIO M KUCTbHO, YTO NMPUBENO K MOABAEHMIO
HOBOFO CTW/If Me3aXHON XNBOMUCHY, NepeLlejLLe-
ro oT peanu3ma K COHTaHHOCTU. BepLunHOM nckyc-
CTBa 3TOro Nepuoga, HECOMHEHHO, cTann paboTbl
«4yeTbipex BENNKMUX MacTepoB AnHacTum HoaHb» —
XyaH l'yHBaHa ( EAE ), Ban ManHa ( £5 ), Hu
LzaHa (23T ) nY Yxona ( REE ), ubm npows-
BeZleHMA He TONbKO OTANYaNNCh BbICOKMM MacTep-
CTBOM, HO ¥ coaep>anu rnybokue dunocodckne
pa3MbILLAEHUSA N NPO3PEHUS O XU3HW.

Kak otmeTtnn rocnogmn Huny KeusH, «nctopus
Mo34Hel Nen3axxHoM XNBOMUCK — 3TO UCTOPUA ,NMK-
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CaHWs XyAOXHUKOB CO cTUNen”. XyfOXHUKIN nocae
AnHacTum KOaHb peaKo co3gaBany HOBYHO IEKCUKY
>XMBOMUCYK, HO B OCHOBHOM OTKpPbIBaiM NPOTOTU-
Mbl NPEXHMX Nen3aXKHbIX KapTWH, 4opabaTbiBaau 1
yAy4Llanm ux, To ecTb Co34aBaan no 3ambicay. B oc-
HOBHOM OHW OTKPbIBa/N apXeTUMbl MPEXHEeN LBETO-
BOW XMBOMMCK, opabaTbiBanu 1 yaydllanum ux, To
ecTb co3gaBanu. [5] OcobeHHO CTOUT OTMETUTb, UTO
XYLOXHUKN AnHacTUm KOaHb Ha OCHOBE «MUCbMa»
60s1ee cMeso Bblpaxaan CBOM NMUHbIE YyBCTBa, U
CBETNO-KPaCHbINA Nel3ax NosBMICS UMEHHO B 3TOM
KoHTekcTe. [8] B cBeTNO-KpacHOM ner3axce B kave-
CTBE OCHOBbI UCMOJ/b3YEeTCA CBETNasn Tyllb, A4OMNOJ-
HEHHas MATKMMU CBET/IbIMUM Kpackamu, KOTopble
OTpaxkaroT APYr APYra, YTO He TO/IbKO COXpaHseT
PUTM TyLLW, HO 1 A0HaBAsSET 31eraHTHOCTb KPacok,
TakK 4YTo ObLLas KapTMHa NpeacTaBaseT cobon He-
KOe 3/1eraHTHOE U CMOKONHOE, TPaHCLEeHAEHTHOE U
He3eMHoe cocTosiHune aywun. KaptnuHa XyaH lNyHBsa-
Ha «HebecHbIi Npya ¢ KaMeHHbIMK cTeHamu» K
MABER) (pnc.5) asnseTtcs BblAaOWMMCA Npes-
CTaBUTENEM CBETNO-KPACHbIX Neli3axen, B KOTOPbIX
BEPLUMHbI TOP U XOJIMOB MOKPbITbl 061aKaMu U Ty-
MaHOM, a KOHTYpbl FOp U CKai OuepueHbl CBET/ION
TYWWbIO, @ 3aTEM MATKO nepesaHbl OXPOR U Apyru-
MW CBET/IbIMU LiBETAMU, TaK UTO BCA paboTa KaxeT-
CA NErKOM N 3/1eraHTHOW TYLIbIO U MPOMbIBKOW, YTO
MO3BO/IAET JIHOAAM MOYYBCTBOBATh BHYTPEHHEE CMo-
KOMCTBME XYAOXXHWMKA N Be3rpaHnUHyto TOCKY Mo
npupoae nNpv BOCApUATUMN ero pabor.

5. MpuunHbI 3BOIIOLUN TEXHUKMU KOJIOPUPO-
BaHusA

DBOIKOLMA LBETA B NMEN3a>XHOM XXUBOMUCK 3MOX
CyH n HOaHb He caydaiiHa, oHa r1yboKo yKopeHu-
Nacb B COLMAbHOM NOYBE COOTBETCTBYHOLLMX 3MOX,
JOMOHAS MPOTPecc XMBOMUCHOW TEXHWUKW. Bo Bpe-
MeHa AnHactum CyH npaBUTeNn NoynTanm amtepa-
TYPY M UCKYCCTBO, a CO3aHne XaHbAMHCKOW aka-
LEMUM XXMBOMUCK U PUCYHKA HE TOJIbKO MOBbLICKIO
couManbHbIM CTaTyC XyAOXHMKOB, HO 1 NpeaocTa-
BMJIO LUMPOKUI MPOCTOP A/ Pa3BUTUA UCKYCCTBA
>XXNBOMMUCU. B Takon obcTaHOBKEe Men3a)kHas Xu-
BOMMUCb AnHacTum CyH CTpeMuaach K «npasae» u
«PeaNbHOCTU», PEAIMCTUUHBIN CTWU/Ib CTasl TPEHAOM,
XYZLOXHWKN CTPEMUANCL NepesaTb CyLHOCTb Mpu-
POZbl, C MOMOLLbI TOHKUX Ma3KOB M HaCbILEHHbIX
LiBETOB MOKa3aTb KpacoTy rop v pek.B nepvog coum-
a/IbHbIX BOJIHEHUI AnHACcTUM HOaHb XyA0XKHUKU-N-
TepaTtopbl 661K BAKOGEHbI B Neli3ax, C NOMOLLbHO
TYLWIM U KNCTU Bblpaxann 610K B rpyau, NosBUACS
CTAb NucbMa. OHM Bosiblle He NPUAEPKMBAKOTCA
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CXOJACTBa, a YAeNArT bosblue BHUMaHNA UHTepe-
Cy TYWW U KMCTU W CO3AaHUI0 HaCcTPOEHMS, C NaKo-
HUYHBIMW Ma3KaMu U CBETAbIMU Kpackamu, nepe-
AaroLUMK TNYBOKNIN Xy[0XKECTBEHHBIA KoNopuT [4].

Kpome Toro, usmeHeHus B MaTepuanax, UCrnosb-
3yeMbIX A5 XMBOMMWCH, TaKXKe OKazasv 3HaunTeNb-
HOe B/IMSIHWE Ha TEXHWKY packpawwmsanus. OT Wwenka
1 BapeHol bymarun guHactmm CyH A0 NOAYCbIPOW 1
BapeHon bymarun anHactmm HOaHb - pasHuLa B Ma-
Tepuanax genana CIMsHUE KACTH, TYLUU U KPacku
Honee ecTeCTBEHHbIM, NPEAOCTABAAA XYAOXKHNKAM
60/blLUe TBOPYECKNX BO3MOXHOCTEN. DTN MaTepu-
a/lbHble MHHOBALMMN NEPEKINKANNC C COLMabHBbI-
MW 1 KYNbTYPHBIMWU N3MEHEHUAMM AMHACTUA CyH n
KOaHb 1 BMecTe cnocobCcTBOBaIM 3BOIOLMM U pas-
BUTUHO MCKYCCTBA Men3aXXHOM XXMBOMUCH.

3akntouyeHune

WNcTopuueckas TpaHchopmaLms LBeTa B nersa-
xax anox CyH n KOaHb NO3BONAET NPOCAEANTb 3BO-
JIOLNIO KUTANCKOM XXMBOMUCK U FNyHOKYH TpaHC-
dbopmaLuto 3cTeTUUECKNX KOHLeNUnn. HaumHas
C bnecTAwmMxX 3eneHbIX Nensaxen guHactun Cyi un
TaH, uepes KkpaliHee cTpemaeHme gnHactum CyH K
NEerKOMY W 3/1eraHTHOMY HaCTPOEHWIO 1 3aKaHuMBast
cybammaumen auHactim FOaHb K nNyky nepcoHndu-
LMPOBaHHOTrO BblpaXKeHwWs, 3TOT NPoLLecc ABAAeTCs
He TOJIbKO HaKOMJIeHNEeM TEXHMK U MPOPbLIBOB, HO
Y BU3yasibHbIM NPeacTaBAeHNEM KYIbTYPHOrO Ayxa
n dGrnnocodCckKoro MblLLAEHUA.

Men3axHble kKapTUHbI AnHacTMK CyH Ha poHe
npouBeTaHus KyJAbTYPHOroO npaBaeHus, Kak npa-
BWJIO, ObINN CBET/IbIMU U 3/IETAHTHBIMM MO LBETY,
nojYepKmBas Co3ZaHne HaCTPOeHUs N pUTM pabo-
Thl TYLUBIO N KUCTbIO, MPOCTbIE, HO Aafeko uayLne
LBETa, OTpaxkatoLue rnybokoe NoHNMaHWe Xy40X-
HWUKOM KpPacoTbl MPUPOZAbI U TOHKOE BblpaxkeHue
BHYyTpeHHero mupa. B anoxy anHactum KOaHb pes-
Kue coumanbHble NepemMeHbl NoByaNAN XyAOXKHU-
KOB-UTEpaTopoB 06paTUTLCs K UCCAEJ0BaHMIO BHY-
TPEHHero Mmpa, konoput ctan 6onee cBOHOAHBIM
1 Heoby3zaHHbIM, C IPKO BblpaXKeHHbIMU UHANBU-
AyanbHbIMU XapaKTepUCTUKaMM, a KaxAbli Ma3ok
cozep>kan yHUKasbHble IMOLMOHaNbHbIe U duio-
CcodCKMe MbICAN XXMBOMUCLEB.

TexHuKa KOopUTa NOCTEMNEHHO MeHsNach OT TA-
XeNoM HacbILWeHHOCTU AnHacTmin Cyin 1 TaH K erkom
3neraHTHOCTU 1 npocTtoTe anHactuii CyH 1 KOaHb,
UTO He TONbKO 060raTUNO XYAOXKECTBEHHbIN A3bIK
KMTalCKOM Nen3aXKHON XMBOMNCKU, HO U 3a10XKM-
/10 OCHOBHYHO MapajurMy ee KOJ0puTa, a Takxe
[an0 HencyeprnaeMble XyA0XeCTBEHHbIE COKPOBULLA
M TBOPYECKOE BAOXHOBEHME XYAOXHMKaM Noce-
AYHOLLMX NOKONEHWI. VICKycCTBO KonopuTa B Nen-
3axHol xwnBonucy 3nox CyH 1 KoaHb sBasieTcsa na-
MATHUKOM B UCTOPUU KUTAUCKOM XXMBOMMWCH, @ ero
B/VsIHME BO BPEMEHM U MPOCTPAHCTBE A0 CUX NMOP
BAOXHOBJ/ISIET Ha XyAOXECTBEHHOE TBOPYECTBO MO-
cnepyroLime NoKoNeHUs.
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HISTORICAL STAGES OF DEVELOPMENT OF CHINESE
MONUMENTAL PAINTING

Summary: Chinese commemorative painting rests on
profound traditional foundations, with its historical roots
traceable to the artistic heights represented by the Dun-
huang Cave murals and the Yongle Palace murals. Taking
as its entry points the functional evolution of the Dun-
huang murals and the technical system of the Yongle
Palace murals, this article traces the core achievements
of traditional Chinese mural art and their influence on
modern commemorative painting. It then examines how
twentieth-century revolutionary history painting, oper-
ating within the dual context of inheriting tradition and
drawing on Soviet experience, established a paradigm of

Commemorative painting is an important cate-
gory of visual art bearing distinctive historical and
cultural significance. Its defining characteristic lies
in the use of monumental artistic forms to carry col-
lective memory, shape national spirit, and achieve
the material embodiment of historical remembrance.
Within the grand narrative of twentieth-century Chi-
nese art history, commemorative painting long oc-
cupied a dominant position, closely intertwined with
the construction of national ideology and the crea-
tion of public space [6]. However, existing scholar-
ship has tended to focus excessively on the external
influence of Soviet Socialist Realism on the com-
memorative painting of New China, while relatively
neglecting the deep roots of this art form in indig-
enous Chinese tradition.

In fact, the historical origins of Chinese com-
memorative painting far predate the twentieth cen-

modern commemorative painting with distinctly Chinese
characteristics. The study demonstrates that the mod-
ern transformation of Chinese commemorative painting
was the result of the creative conversion of traditional
resources combined with the localized absorption of
foreign experience. This historical process provides an
important cultural backdrop for understanding the ex-
changes and mutual learning between Chinese and So-
viet commemorative painting in the twentieth century.
Keywords: commemorative painting; Dunhuang murals;
Yongle Palace murals; revolutionary history painting; tra-
ditional foundations.

tury. The traditional Chinese murals represented
by the Dunhuang Mogao Cave murals and the
Daoist murals of Yongle Palace had, over centu-
ries of practice, accumulated rich and compre-
hensive artistic experience in thematic selection,
spatial composition, and technical execution. These
achievements constitute the indigenous cultural
substrate upon which the modern transformation
of Chinese commemorative painting was built [8].
It was precisely this profound tradition that ena-
bled twentieth-century Chinese painters to pre-
serve a strong national character while absorbing
foreign influences, ultimately giving rise to a com-
memorative painting art with a distinctly Chinese
spirit. Beginning with the legacy of traditional Chi-
nese murals, this article traces the development
of revolutionary history painting with the aim of
revealing the historical character and artistic val-
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Figure 1. King Shibi Cutting Flesh to Save a Dove

ue of the traditional foundations of Chinese com-
memorative painting.

Construction of the Dunhuang Mogao Caves
began in 366 CE. Through successive dynasties —
the Wei, Jin, Northern and Southern Dynasties, Sui,
Tang, Five Dynasties, Song, and Yuan — continuous
building transformed it into a comprehensive artistic
treasure house integrating architecture, sculpture,
and painting, and the most complete historical ar-
chive of traditional Chinese mural art [1]. The artis-
tic history of the Dunhuang murals clearly presents
the internal logic of Chinese mural art's evolution
from a single function of religious instruction to-
ward multi-dimensional social expression. This tra-
jectory provides an important historical reference for
understanding the functional orientation of twen-
tieth-century commemorative painting.

The Dunhuang murals of the Wei, Jin, North-
ern and Southern Dynasties period were dominat-
ed by Buddhist Jataka tales — such as the Story
of King Shibi Cutting Flesh to Save a Dove (Fig.1)
and the Story of Prince Sattva Sacrificing Him-
self to Feed a Tiger (Fig.2) [1] — conveying reli-
gious concepts of suffering and salvation through
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scenes of extreme self-sacrifice. In terms of form,
the murals of this period display a fusion of dec-
orative and narrative characteristics: figures are
archaic yet rhythmically expressive, the color pal-
ette is centered on blue, black, brown, and white,
producing a visual effect that is at once mysteri-
ous and solemn [3].

The Sui and Tang dynasties marked the golden
age of the Dunhuang murals. The unification and
prosperity of society prompted a profound trans-
formation in thematic content, with "Transforma-
tion Tableaux" (bianxiangtu) becoming the dominant
form. The Western Pure Land Tableau (Fig.3) depicts
the ideal realm of paradise through a grand and
expansive composition, suffused with the splen-
dor and festivity of a flourishing age. The Apsaras
(Feitian) figures of this period are particularly em-
blematic: through the unfurling of a single flowing
sash, the painters conjure a sense of weightless,
ethereal flight, carrying the Chinese painterly ide-
al of "meaning beyond the brush" to its utmost re-
finement [3]. The brushwork of Tang murals is fluid
and varied, the figural depictions precise and live-
ly, and the techniques fully mature [11].

Figure 3. Western Pure Land Tableaur
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Figure 4. Procession of Zhang Yichao and his Army

During the Five Dynasties, Song, and Yuan pe-
riods, the Dunhuang murals underwent a marked
shift toward secular subject matter. Works such as
the Procession of Zhang Yichao and his Army (Fig.4)
and the Outing of the Lady of Song State (Fig.5) de-
pict scenes directly drawn from everyday life, while
the Map of Mount Wutai (Fig.6) reproduces land-
scape and mundane activity in the form of a bird's-
eye geographical panorama — the Buddhist realm
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Figure 5. Outing of the Lady of Song State
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had been wholly supplanted by worldly concerns
[1]. This thematic evolution from religious idealism
to secular narrative prefigures a possible trajecto-
ry for the expansion of commemorative painting's
functions: namely, the transition from unitary ide-
ological propaganda toward plural artistic expres-
sion. It was precisely this evolutionary pattern that
provided an important historical precedent for the
paradigm shift in twentieth-century Chinese com-

memorative painting from political propaganda to
artistic expression.

The Yongle Palace murals, constructed between
the thirteenth and early fourteenth centuries, cover
a total area of over 960 square meters and repre-
sent the culmination of Daoist mural art of the Yuan
dynasty [2]. Built upon the inherited techniques of
Tang and Song painting and infused with the ar-
tistic characteristics of the Yuan period, the Yon-
gle Palace murals achieved a historical summit of
traditional Chinese mural art in the areas of com-
positional organization, color application, and the
art of line drawing. They constitute an indispensa-
ble technical point of reference for later commem-
orative painting.

In terms of compositional organization, the Audi-
ence with the Supreme Deities (Chaoyuan Tu) (Fig.7)
in the Hall of the Three Purities employs a spatial
arrangement in which the principal figures are giv-
en prominence while the remaining figures recede
layer by layer. The main figures stand tall atop aus-
picious clouds, surrounded by a host of deities ar-
ranged in diminishing ranks behind them, producing
a monumental composition that is both clearly hi-
erarchical and unified as a whole. This approach,
which foregrounds the central subject while simulta-
neously creating a sweeping sense of the gathered
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Figure 6. Map of Mount Wutai

multitude, became the classic paradigm for large-
scale Chinese mural composition, and exerts direct
exemplary value for the treatment of spatial hier-
archy in multi-figure commemorative painting [7].

In terms of color system, the Chaoyuan Tu em-
ploys azurite and malachite green as its dominant
hues, balanced by ochre and earth red, achieving
an overall palette that is both harmonious and im-
posing. This approach to unified color organization
and the creation of overall coherence became an
important tradition in the use of color in Chinese
commemorative painting. Distinct from Western his-
torical painting's reliance on chiaroscuro and light-
and-shadow effects, it reflects a markedly Eastern
aesthetic orientation [15].

The most outstanding achievement of the Yongle
Palace murals lies in the art of line drawing. The mu-
rals integrate two techniques: the "iron-wire stroke"
(tiexian miao), characterized by firm and uniform
brushwork and used to delineate the structural con-
tours of figures and hard textiles; and the "orchid-leaf
stroke" (lanyemiao), which varies in width and is used
to render soft, billowing fabrics [9][10]. The painters
employed an exquisite technique of joining brush-
strokes so that long lines connect seamlessly, cre-
ating a flowing effect of unbroken continuity. This
tradition of constructing form through line both
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Figure 7. Audience with the Supreme Deities (Chaoyuan Tu)

inherits the vigorous energy of the Tang dynasty's
"garments borne by the wind" style and incorpo-
rates the meticulous precision of the Song period,
fusing the use of the calligraphic brush with pictorial
figural representation. This constitutes the core ar-
tistic characteristic that distinguishes Chinese com-
memorative painting from its Western counterpart.

The modern transformation of twentieth-cen-
tury Chinese commemorative painting was marked
most significantly by the rise and development of
revolutionary history painting. The formation of
this genre both inherited the narrative tradition
and didactic function of traditional Chinese murals
and, in a new historical context, developed distinc-
tive artistic forms and social functions of its own,
serving as an important bridge linking tradition-
al commemorative painting with Socialist cultur-
al construction [4].

The earliest stirrings of revolutionary history
painting can be traced to the artistic practices of
the revolutionary base areas during the 1920s and
1930s. In the Central Soviet Area and other base ar-
eas, artistic creation took the form of propaganda
posters, cartoons, and slogans — concise and vis-
ually direct — in the service of revolutionary mo-
bilization. The subject matter centered on exposing
class oppression, depicting unity between the mili-
tary and the people, and celebrating revolutionary
victories. While modest in formal terms, the artis-
tic practice of this period had already established
the defining characteristics of taking actual revolu-
tionary struggle as its subject matter and popular
education as its purpose, thereby laying a practi-
cal foundation for the systematic development of
revolutionary history painting after the founding of
the People's Republic [5].

Figure 8. Dong Xiwen, The Founding Ceremony (1953)
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Figure 9. Wang Shikuo, The Bloodstained Shirt (71959)

After the establishment of New China in 1949,
revolutionary history painting entered a period of
systematic development. Driven by the practical
needs of consolidating the new government, con-
ducting education in revolutionary tradition, and
constructing commemorative institutions, the state
began to organize and promote such artistic crea-
tion. To support the preparation of major cultural
facilities including the Museum of Chinese Histo-
ry and the Museum of the Chinese Revolution, cul-
tural authorities mobilized artists to systematically
document and depict revolutionary history, produc-
ing a number of landmark works: Dong Xiwen's The
Founding Ceremony (1953) (Fig.8) recreated the his-
torical moment of the proclamation of the People's
Republic in a composition of solemn grandeur; Wang
Shikuo's The Bloodstained Shirt (1959) (Fig.9) laid
bare the brutality of class oppression through the
powerful language of charcoal drawing; and Zhan
Jianjun's Five Heroes of Langya Mountain (1959)
(Fig.10) crystallized a spirit of heroism into a time-
less visual image through symbolic composition
[13][14]. These works together established the ar-
tistic benchmark for revolutionary history painting.

The implementation in the 1950s of the policy
of learning from the Soviet Union profoundly influ-
enced the creative direction of this period. Soviet
experts came to China to offer guidance, and Chi-
nese artists traveled to the Soviet Union to study,
resulting in the systematic introduction of Soviet
revolutionary history painting's realist methods of
figural representation, its compositional mode of

grand narrative, and its expressive approach of fore-
grounding heroic individuals. Oil painting, given its
advantages in rendering weighty historical scenes,
became the primary medium for revolutionary history
subjects. However, Chinese painters did not whole-
sale adopt the Soviet model; rather, while absorb-
ing foreign influence, they actively drew upon the
traditional mural heritage of Dunhuang and Yon-
gle Palace, seeking a synthesis between the nation-
al tradition of constructing form through line and
the realist methods introduced from abroad, and
gradually achieving a localized transformation of
the Soviet model [12].

Surveying the historical trajectory of the tra-
ditional foundations of Chinese commemorative
painting, three dimensions of significance emerge
in the legacy of traditional murals for modern com-
memorative painting. First, with regard to functional
orientation: the evolutionary trajectory of the Dun-
huang murals from religious propaganda to secu-
lar expression provided historical precedent and
spiritual resources for the transition of commem-
orative painting from a singular political function
to a pluralistic artistic expression, enabling mod-
ern Chinese commemorative painting to retain a
pursuit of artistic intrinsic value even while fulfill-
ing political commissions.

Second, with regard to technical system: the com-
positional methods, color system, and line-drawing
artistry of the Yongle Palace murals provided impor-
tant technical foundations for modern commemo-
rative painting. The tradition of constructing form
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Figure 10. Zhan Jianjun, Five Heroes of Langya Mountain (1959)

through line, the cultivation of overall coherence
through unified tonal arrangement, and the spatial
organization of large-scale multi-figure compositions
were all creatively inherited and developed in the
revolutionary history painting of the 1950s through
1970s, forming a distinctive system of formal lan-
guage unique to Chinese commemorative painting.

Third, with regard to national character: the artis-
tic language of traditional murals — characterized
by the primacy of line and an emphasis on decora-
tive quality — provided indigenous resources and
cultural self-confidence for Chinese commemora-
tive painting to maintain its national distinctive-
ness while drawing upon the Soviet model. After
1949, it was precisely through the traditional mu-
ral heritage of Dunhuang and Yongle Palace that
Chinese artists were able to incorporate the nation-
al aesthetic tradition within the framework of So-
viet Realism, avoiding a mechanical replication of
the foreign model and ultimately forging an artis-
tic character for Chinese commemorative painting
that is distinctly its own [15].

The traditional foundations of Chinese commem-
orative painting are constituted by a deep histor-
ical accumulation. From the nearly thousand-year
functional evolution of the Dunhuang murals to the
comprehensive technical system of the Yongle Pal-
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ace murals, traditional Chinese mural art accumu-
lated rich artistic experience in thematic narration,
spatial construction, color application, and the art
of line drawing — experience that constitutes the
indispensable indigenous cultural substrate for the
modern transformation of twentieth-century Chi-
nese commemorative painting [8]. The revolutionary
history painting of the twentieth century, inherit-
ing this tradition and fusing it with the foreign re-
sources of Soviet Socialist Realism, accomplished
the modern construction of commemorative paint-
ing within a creative environment shaped by state
ideology [12]. This historical process demonstrates
that the modern form of Chinese commemorative
painting was not the result of a unidirectional trans-
plantation of foreign influence, but rather the com-
plex product of an interplay between the creative
conversion of traditional resources and the local-
ized absorption of foreign experience. A deeper
understanding of these traditional foundations not
only contributes to a more complete appreciation
of the artistic character of Chinese commemora-
tive painting, but also provides the necessary cul-
tural preconditions for a thorough examination of
the complex exchanges and mutual learning be-
tween Chinese and Soviet commemorative paint-
ing in the twentieth century.
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MCTOPUYECKWE STAMbI PA3BUTUNA KNTANCKOW
MOHYMEHTA/IbHOW XWBOMNCK

AHHoTauma: Kntalickas MOHYMeHTa/IbHas XXMBOMUCh
onupaeTcs Ha rnybokune TpaguLMOHHbIE OCHOBBI, NCTO-
puyeckme KOPHN KOTOPOIN BOCXOAAT K XY0XKECTBEHHbIM
BEPLUMHAM, NpesCcTaBAeHHbIM pocnucamu newep Morao
B [lyHbxyaHe v ¢peckamu gsopua FOHa3. OTnpasassach
OT PYHKLMOHANbHON 3BONOLIMM AYHbXYaHCKMX POCMM-
Cen N TEXHUYECKOM cucTeMbl pocnuncel geopua FOHno,
AaHHas cTaTbs MPOCAEXUBAET KAtOUeBble JOCTUXEHUA
TPaAVLMOHHOTO KMTaNCKOrO MOHYMEHTaNbHOTO XXMBOMMUC-
HOrO MCKYCCTBa W X BAUAHWE HA COBPEMEHHYIO MOHY-
MEHTa/IbHYIO XUBONWCh. [lanee paccMaTpmBaeTCs, Kakum
06pa3omM pPeBONOLIMOHHO-UCTOPUYECKas XUBONUCh XX
BeKa — B ZiBOMHOM KOHTEKCTe Hacaef0BaHusA Tpagnuumum
M UCMO/b30BaHUA COBETCKOTO OMblITa — 3a10XWa napa-

MoHyMeHTa/IbHasa XXNBOMWUCh ABAAETCA BaXXHOWM
KaTeropuern n3obpasnTesbHOro NCKYyCCTBa, HeCy-
el B cebe BbipaxkeHHOe NCTOPUYECKOE U KyNb-
TypHOe 3HaudeHwue. Eé onpegenatoLLasa xapakrepu-
CTMKa COCTOUT B UCMOJIb30BaHNN MOHYMEHTaNbHbIX
XYAOXEeCTBEHHbIX GOPM ANA COXPaHEHUA KONEeK-
TUBHON NamMATN, GOPMUPOBAHNA HaLlMOHaNbHOTO
AyXa n MaTepranbHOro BOMJIOLWEHUA NcTtopmye-
CKOW NamATW. B LUIMPOKOM KOHTEKCTE NCTOPUM KU-
Tanckoro nckyccrea XX Beka MOHyMeHTalbHas Xu-
BOMMWCb A0JIr0e BpeMs 3aHMMasla rocnoACcTBytoLee
nonoxeHue, byayun TECHO CBA3aHa C KOHCTPYMPO-
BaHWeM rocyapcTBeHHOM naeonornm n Gopmmpo-
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AUrMYy COBPEMEHHOI MOHYMEHTaIbHOM XXMBOMMUCK C APKO
BblpaXXeHHbIMW KUTakCcKUMK xapakTepuctukamu. Nccne-
[OBaHWe JoKa3blBaeT, UTO COBPeMeHHas TpaHchopmaLms
KUTaNCKOW MOHYMEHTaIbHOW XXMBOMUCK CTana pesyJib-
TaTOM TBOpYECKOro npeobpasoBaHma TPaJNLMOHHbIX
pecypcoB B COYETaHWUN C JOKaAN30BaHHbIM YCBOEHM-
€M MHOCTPaHHOro onbiTa. [laHHbI UCTOpUYecKnin Npo-
Lecc npeacraBaset cobom BaxHbIV KyNbTypHbIA GOH Ans
NOHMMaHNA 06MeHOB 1 B3aMMHOro oboralleHna mex-
Ay KMTaCKOW 1 COBETCKOW MOHYMEHTaIbHOW >KMBOMM-
cbto B XX Beke.

KnioueBble cnoBa: MOHyMeHMA/bHAGA XUBONUCH, po-
cnucu [yHexyaH, pocnucu 0sopya HOHA3, pesostoyuUoH-
HO-UCMOpUYecKas Xueonucs, mpaduyuoHHbIe OCHOBbI.

BaHWeM nybanyHoro npocTpaHcTBa [6]. BmecTe ¢
TeM CyLLecTBYHOLLAA HayyYHasa amTepaTtypa CKJOHHa
yAenaTb YpesamMepHoe BHUMaHVe BHeLHeMY BanA-
HWIO COBETCKOrO COLIMaNNCTMYEeCKOro peannsma Ha
MOHYMeHTa/IbHYH0 XmBonunce Hosoro Kutas, octas-
NAA B TeHu rnybokmne KOpHM 3TOro BUaa NCKYCCTBa
B MCKOHHO KUTAWCKOM TpaguLuun.

B 4eMcTBMTENBHOCTY, UCTOPUYECKME UCTOKM KU-
TaiCKOW MOHYMEHTaIbHOM XXMBOMUCK YXOAAT B 3MO-
XM, 3HaunTeNbHO Bosiee paHHUe, Hexenn XX Bek.
TpaanLMOHHas K1Tackas MOHYMEeHTalbHas XMBO-
nncb, NpeacTaBaeHHas pocnucamu newep Morao B
[yHbxyaHe n gaoccknmn dpeckamm gsopua HOHnd,

Ha NPOTSXKEHUN CTONETUI HakanvBaaa boraTblin 1
BCECTOPOHHUM XyA0XECTBEHHbIV OMbIT B 061aCTH
TEMaTUYeCcKOoro oTbopa, NPOCTPAHCTBEHHOM KOMMO-
3ULMN M TEXHNYECKOTO UCMOHEHMSA. DTN JOCTUXE-
HWs COCTaBAAIT UCKOHHbIN KyNbTYPHbIN Cy6CTpaT, Ha
KOTOPOM CTpomaach COBpeMeHHas TpaHchopMaLms
KUTaNCKOW MOHYMeHTabHOW xunsonucu [8]. meH-
HO 3Ta rnybokas TpaauLms NO3BOMAA KUTANCKUM
Xusonucuam XX Beka COXpaHATb APKO BblpaXKeH-
HbI HaLMOHaNbHbIN XapakTep B npoLiecce ycBoe-
HWA UHOCTPaHHbIX BAUAHWI, YTO B KOHEYHOM CUéTe
NOpPOAMI0 UCKYCCTBO MOHYMEHTaNbHOM XXMBOMMUCH
C OTUETIMBO KUTaNcKMUM ayxoM. OTnpaBassch OT Ha-
cneavs TPaaMLMOHHON KUTaNCKON MOHYMEHTaslb-
HOW XWMBOMWUCW, JaHHasA CTaTbA NPOCAEXMBAET Pas-
BUTME PEBOJIFOLNOHHO-UCTOPUUECKON XXMBOMUCK C
LLesIbi0 PacKpbiTh UCTOPUYECKUIA XapaKTep 1 Xy40-
>KECTBEHHYH LIeHHOCTb TPaAULMOHHbBIX OCHOB K-
TalCKON MOHYMEHTaNbHOM XNBOMUCK.

CTpouTenbCTBO NeLwepHOro MoHacTelpa Morao
B [lyHbxyaHe Hauvanoce B 366 rogy H.3. Ha npoTa-
KEHWUU CMEHABLUNX APYr Apyra AvHacTui — Bai,
LI3nHb, CeBepHbIx 1 HOXHbIX gnHacTuia, Cyi, TaH,
Matn anHactuia, CyH n KOaHb — HenpepbIBHOE CTPO-
NTeNbCTBO MPEBPATUIO €ro B BCECTOPOHHEE Xy-
[OXeCTBEHHOe COKpOoBMLLEe, 0bbeanHAoLLLee ap-
XUTEKTYPY, CKYAbNTYPY M XMBOMUCH, N Hanbonee
MO/IHbIA UCTOPUYECKUI apXMB TPAANLNOHHOTO KM-
TaCKOro MOHYMEHTa/IbHOTO XXMBOMMUCHOMO UCKYC-
crBa [1]. Xyao>xecTBeHHasa NCTOPUA AyHbXYaHCKMX
pocnuncer OTUETANBO NPEACTaBASET BHYTPEHHIO
NIOTUKY 3BOJIFOLIMN KNTACKOM MOHYMEHTabHOWN
>KUBOMWUCK: OT €ANHCTBEHHON QYHKLMU PENnrnos-
HOro HacTaBAEHUSI K MHOTOMEPHOMY COLMaabHO-
MY BbIPaXeHWH0. ITa TPAEKTOPUSA CYXKMNT BaXKHbIM
NCTOPUNYECKNM OPUEHTUPOM A1t MOHUMaHNA GYHK-
LMOHaNbHOM HanpaBAeHHOCTU MOHYMEHTa/IbHOM
xumsonuen XX seka.

B pyHbXyaHCkunx pocnucax nepuoga Bawn, LiaunHb
1 CeBepHbIX U KOXHbIX ANHACTUI FOCMOACTBOBAAM
ByaAnCKUe axxaTakm — Takune kak «/ctopus Laps
LLInbw, cpesaBluero naoTb pajgun cnaceHus rony6s»
(pnc.1), n «ctopusa yapesmya CatTBbl, MPUHEC-
wero cebs B XxepTBY TUTPY» (pMc.2) [1], — nepe-
JaBaBLUME PEIUTUO3HblEe KOHLEMLUMW CTPagaHna u
cnaceHus Yepes CLeHbl KpaHero caMornoXepTBO-
BaHWA. B bopmMasbHOM OTHOLLIEHWNM POCMNCK 3TOrO
nepuoja AeMOHCTPUPYIOT CANAHUE AeKOPaTUBHbIX
1 NOBeCTBOBATE/IbHbIX YepT: GUrypbl apXanyHbl, HO
PUTMWYECKMN Bblpa3nTebHbl, LIBETOBas Naautpa oc-
HOBaHa Ha CMHeM, YEPHOM, KOPUYHEBOM U HeNoM

LBeTax, UTo CO34aéT OAHOBPEMEHHO TaUHCTBEHHbIM
N TOPXXECTBEHHbIW BU3YyasbHbI 3ddekT [3].

AwnHactmn Cyin n TaH 03HamMeHOBaM 3010TOW Bek
AyHbXyaHCcKMx pocnucein. ObbegmHeHWe U NpoLBe-
TaHue obuectBa obycnoBuan rnybokoe npeobpa-
30BaHMe TEMaTUYECKOro COAEeP XKaHNA: FOCMNOACTBY-
toLert dopmoin ctann «KapTuHbI-npeBpaLleHms»
(6AHBCAHTY). «KapTMHa 3anajHOro YNCTOro Mupa»
(pvc.3) nsobpakaeT naeanbHbIN par Yepes rpaH-
AMO3HYIO U LUMPOKYH KOMMO3ULMIO, MPOHUKHY-
TYHO BE/MKOJIENNEM W MPa3gHUYHOCTBIO NpoLiBe-
Tatowen anoxm. OcobeHHO nokaszaTtenbHbl 06pasbl
ancap (pa3nTaHb) 3TOro Nepmoja: Yepes pasBeBa-
HWe eANHOro NAaBHOro Wwapda XyA0XHUKM CO34a-
tOT OLLYyLLIeHNe HeBECOMOTO, SPUPHOro NonéTa, J0-
BOAS KNTANCKWI XUBOMUCHBIN MAean «CMbica 3a
npegenaMmu KUCTU» A0 BbICLLEro coBeplueHcTaa [3].
Knctb TaHCKMX Gpecok n3MeH4YMBa 1 packpenoLle-
Ha, o6pa3bl GUryp TOUHbI U XMBbI, TEXHWUKA BMOJ-
He 3penas [11].

B nepuoabl Matn auHactmin, CyH n KOaHb ay-
HbXyaHCKMe POCNUCK NpeTepnenm BblpaXkeHHbIN
CABWT B CTOPOHY CBETCKOM TeMaTUKu. Takme npouns-
BeJeHus, Kak «LlectBue YxxaH Nyao n ero Boncka»
(pnc.4) n «Bolesg gambl rocygapctea CyH» (pumc.5),
n306pa>katoT CLeHbl, HeNoCPeACTBEHHO 3aUMCTBO-
BaHHble 13 MOBCEAHEBHOM XM3HU, TOraa Kak «KapTta
ropsl YTaii» (pnc.6) BOCMPON3BOAMWT Nei3ax nu Mup-
CKYHO AesiTeIbHOCTb B POopMe NaHOpambl C BbICOTbI
NTUYbero nonéta — HyaaNNCKUn MUp BblN NONHO-
CTbHO BbITECHEH MUPCKMMK 3aboTamu [1]. 3Ta Tema-
TWYeckan 3BONKOLMNA OT PENUTMO3HOrO naeanns-
Ma K CBETCKOMY MOBECTBOBaHMWIO NPeBOCXULLAET
BO3MOXHYH TPaeKTOpPUIO paclumpeHus GyHKLNIA
MOHYMEHTabHOM XMBOMNCUK: Nepexos OT eAnHO-
06pasHOW MAE0N0rMYeCcKon NponaraHabl K MHOTO-
06pa3nto XyA0XKEeCTBEHHOMO BblpaxkeHus. IMeHHO
3TOT 3BOJIHOLMOHHBIN 0BpaseL, NOCAY>NA BaXKHbIM
NCTOPMYECKUM NpeLeAeHTOM 414 NapajurMmanbHO-
ro CABUra B KUTAMCKON MOHYMEHTabHOM XNBOMM-
cn XX Beka — OT NOIMTUYECKOW Mponarangbl K Xy-
[,0XEeCTBEHHOMY CaMOBbIPaXXeHMIO.

Pocnucn asopua FOHA3, co3aaHHble B NEPUOA
mexay Xl n Hayanom XIV Beka, 3aHMMatoT B 06-
e cnoxxHocTn 6onee 960 kBagpaTHLIX METPOB U
NpeAcTaBAAIOT COBOM BepLUMHY AAOCCKOrO MOHY-
MEHTaNbHOrO XWBOMWCHOrO NUCKYCCTBA AMHACTUMU
FOaHb [2]. Onmpaack Ha yHacneAOBaHHbIE MPUE-
Mbl XunBonucu 3nox TaH n CyH n Bobpas B cebs
Xyf0>XKeCcTBeHHble 0ocobeHHOCTM nepuoga HaHb,
pocnucu asopua KOHA3 4OCTUTAN UCTOPUYECKOM
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BEPLUNHBI TPAANLMOHHOIO KUTaCKOro ¢ppeckoBo-
ro uckycctsa B obsactm opraHum3aumm KOMNo3u-
U1K, NPUMEHEHMA LIBETA U UCKYCCTBA NNHENHOTO
pucyHka. OHM COCTaBAAT HE3AMEHUMYHO TEXHMYE-
CKYH TOUKY OTCUETa 415 MOCAeAyroLLLEN MOHYMEH-
TaJIbHOM >XXMBOMUCW.

B oTHOLIEHUN OpraHM3aLMmn KOMNO3ULMK «Ayan-
eHuus y BepxoBHbix boxects» (YaotoaHb Ty) (pnc.7)
B 3ane Tpéx YnctoT ncnosab3lyet NPOCTPaHCTBEH-
HYH pacCcTaHOBKY, NPU KOTOPOU rnaBHble GpUrypsi
BbIABVHYTbI HA NMEPBbIA MAaH, TOr4a Kak OCTabHble
nepCcoHaXxu nociesoBaTeIbHO OTCTYNatoT C/OK 3a
cnoeM. [naBHble GUrypbl BeIMUECTBEHHO BO3BbI-
WwatoTca Ha baarogatHbix 0b6aakax, OKPy>XEHHbIe
COHMOM 60XeCTB, BbICTPOEHHbIX NO3aAu B yObiBa-
FOLUMX PAJAX, YTO CO34aET MOHYMEHTaNbHYH KOM-
Nno3numi, O4HOBPEMEHHO YETKO MEPaPXNUHYHO U
€/MHYI0 B LLeNOM. DTOT NOAXOJ, BblABUratOLLIMA Ha
MepBbIl MaH LLeHTPaibHbI 0OBEKT M BMecTe C TeM
co3jaroLLnin BceobbemoLLee oLyl eHMe cObpaB-
LLIErocst MHOXeCTBa, CTa KJ1acCU4eckon napagnrMmon
AN KpynHOMacLTabHOM KUTaNCKON MOHYMEHTab-
HOW KoMMno3nuum 1 obnagaet NpsMol 06pasLoBoN
LEHHOCTbIO A1 TPAaKTOBKM MPOCTPaHCTBEHHOM Me-
papx1um B MHOFrOPUIrypHOI MOHYMEHTaAbHOMN XW-
Bonucu [7].

B oTHOLLIEHWM LBETOBON cUCTEMbI «HaoloaHb
Ty» UCMNO/b3YeT Na3ypuUT U MasaxMTOBO-3e/1EHbIN
B KayecTBe JOMUHUPYHOLLNX TOHOB, YpaBHOBELLIEH-
HbIX OXPOM 1 3EMASHBIM KPacHbIM, AOCTUras obLlen
naanTpbl, OAHOBPEMEHHO FAPMOHWNYHOW N BEAUN-
YECTBEHHOMW. DTOT NOAXOJ, K €4MHOM OpraHm3aumm
LBeTa W CO3/laHnNI0 0bLLEN LeNOCTHOCTM CTaa Bax-
HOW TpajunLmel B NPUMEHEHWM LiBETa B KUTaUCKOM
MOHYMEHTaNbHOMN XMBOMUCU. B oTanume ot 3anag-
HOM UCTOPUYECKON XMBOMUCK, ONUPAIOLLENCS Ha
KbSIPOCKYPO U cBeTOTEHEBbIE 3P deKTbl, OH OTpaxa-
€T APKO BbIPa>XeHHYH BOCTOUHYH 3CTETUYECKYHD
opwueHTaumio [15].

Haunbonee BblgatoLeecs AOCTMXEHUE POCMINCEN
ABopua FOHAN3 3aKkN0YaeTCs B UCKYCCTBE IMHENHO-
ro pucyHka. Pocnucum nHterpmnpytot Asa npuéma:
«Ma30K XeNe3HON NPOBOIOKU» (TeLsHb Ms0), Xa-
PaKTEPU3YOLWNACA TBEPALIM U PABHOMEPHBIM A,BU-
KEHUEM KUCTU N NMPUMEHSEMbIN ans 0603HaueHus
CTPYKTYPHBIX KOHTYPOB GUIYp U XXECTKUX TKaAHEMN;
N «Ma30K OPXMAENHOTO NNCTa» (NaHbelsAHb MsO0),
BapbMPYHOLLUACA NO WWMPUHE N UCMO/b3YEMbIA ANS
nepesaumn mMarkux, passeBatowmxcs TkaHer [9][10].
Knonwvcubl NPUMEHSIN N3bICKAaHHYH TEXHWUKY CO-
eVHEHNS Ma3KOB, NPV KOTOPOW ANVHHbIE JNHNM
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CTbIKytOTCA 6€3 LWBOB, cO34aBas NAaBHbI 3pdekT
HenpepbIBHOrO TeYeHua. ITa TpaaMLmMa NOCTpoe-
HuA GOpMbl NOCPEACTBOM JNHUN OJHOBPEMEHHO
HacnesyeT SHEPTUYHOCTb CTUASA «OAEXbl, HECOMOM
BeTpOM» 3noxun TaH n Bbupaet B cebs Twatens-
HYt0 TOUYHOCTb Nepuoga CyH, cniaBnsas Kanamrpa-
burueckyo KUCTb € n306pa3nTebHbIM BOMOLLLE-
Huem ouryp. IMeHHO 3TO 1 COCTaBAAET KAKUYEBYHO
XY[,0XXECTBEHHYH XapaKTEPUCTUKY, OTINYALOLLYIO
KNTaCKYHO MOHYMEHTa/IbHYHO XXMBOMUCH OT €€ 3a-
nagHoro aHanora.

Hanbonee 3HauMMbIM NPOSABAEHNEM COBPEMEH-
HOW TpaHCchOpPMaLMK KUTANCKON MOHYMEHTaNbHOW
xmponucy XX Beka ctanu nogbém u passutue pe-
BOJIOLIMOHHO-UCTOpUYecKon xusonucun. CtaHose-
HWe 3TOro >aHpa yHac/aej0Bano Kak NoBecTBOBa-
TeNbHYH TPaAMULIMIO, TaK W ANAAKTUYECKYHO GYHKLMIO
TPaAULMOHHOW KNTaNCKOW MOHYMEHTAIbHOMN XUBO-
MUCU U B HOBOM UCTOPUYECKOM KOHTEKCTE Bblpa-
60Tan0 COOBCTBEHHbIE CAMODbLITHBIE XYAOXECTBEH-
Hble GopMbl 1 coumanbHble QYHKLUN, MOCAYXMB
Ba>HbIM MOCTOM, CBA3bIBAOLLUM TPaAULIMOHHYHO
MOHYMEHTaNbHYH XMBOMWUCb C COLMaANCTUYECKNM
KY/NbTYPHbIM CTPOUTENLCTBOM [4].

MepBble POCTKM PEBOIOLMOHHO-UCTOPUYECKON
>KMBOMUCK NMPOCNEXMBAKOTCA B XYL0XKECTBEHHbIX
npaKTUKax PEBOJIFOLIMOHHBIX OMOPHbIX 6a3 B 1920-
1930-x rogax. B LleHTpanbHOM COBETCKOM palioHe
n apyrux 6azax xyJoXeCcTBEHHOe TBOPYECTBO Mpw-
HUMano GopMbl NPoNaraHAMCTCKMX NaakaToB, Ka-
puKaTyp W 03YHrOB — NakOHUYHbIX U BU3YyaibHO
NPSAMONIMHENHBIX — Ha CNyXK6e PeBONOLLMOHHOM
Mobunmsaunn. TemaTnka cocpesoTaymBanach Ha
pa3obaaveHnmn KNacCoBOro yrHeTeHns, n3obpaxe-
HUW eAMHCTBa apMUN 1 HapoZAa 1 NPOCNaBAEHNN
peBONOLMOHHBIX N0bes. HecMoTps Ha CKPOMHOCTb
bopManbHOro ypoBHS, XyA0XKeCTBEHHas NpakTMKa
3TOro Nneproga y>xe onpeaennaa KnroueBble xapak-
TepucTukn: bpaTtb B KauecTBe npegmeTa nsobpaxe-
HWA peanbHY PEBONIOLIMOHHYO 60opbby 1 Npecne-
[,0BaThb LieNb HAPOAHOTO NPOCBELLEHWS, TEM CaMbIM
3a/10XXMB NpakTUYeCcKyro OCHOBY A/A cucTeMaTtm-
YeCcKOro pasBUTUA PEBOJIIOLIVMOHHO-UCTOPUYECKON
XunBonucy nocne obpasosaHus Kutainckol Hapoga-
Hon Pecny6awukn [5].

Mocne obpasoaHusa Hosoro Kutas B 1949 rogy
PEeBOJIOLIMOHHO-NCTOPUYECKas XXMBOMUCb BCTYMW-
Na B NepUOA CMCTEMATUYECKOrO Pa3BuUTUA. [BUXM-
MOe NPaKTUYECKUMW NOTPEOHOCTAMU KOHCONMAA-
L1 HOBOrO rocyAapcTBa, NPOBeAeHNs BOCNUTaHNA
B JlyXe PEBOJIFOLMOHHOW TPAAWLIMMN U CTPOUTENbCTBA

MOHYMEHTa/IbHbIX YUPEXAEHWUN, rOCyAapCTBO NpU-
CTYMUAO K OpraHu3aLmm 1 CTUMYJIMPOBaHUIO Takoro
XyAOXeCTBeHHOro TBopyectsa. s obecneyeHus
MOAFOTOBKM KPYMHbIX KY/JbTYPHbIX YYpPEXAeHUN, B
TOM uncne Myses uctopum Kutas n Myses Kutain-
CKOW peBOAOLMN, KyNbTypPHbIE OpraHbl MOHbuAN30-
Ba/IN XyAOXHWNKOB A1 CUCTEMATMUYECKON JOKYMEH-
TaLuM 1 306paxKeHNs PEBONHOLMOHHON UCTOPUK, B
pe3ynbTate Yero 6o CO3aaHbl PAZ 3TanHbIX MNPO-
n3BegeHuin: «LlepemoHus ocHoBaHwus» [lyH CvB3Hs
(1953) (pwnc.8) Boccozgana NCTOPUYECKMIA MOMEHT
npoBo3riaweHns HapogHol Pecny6amkn B kOMMO-
3ULMK TOPXKECTBEHHOrO Bennuus; «OKpoBaBaeH-
Has pybaxa» BaH Wwnkyo (1959) (pnc.9) obHaxuna
>KEeCTOKOCTb K/1aCCOBOrO YrHETEHWNS MOCPEACTBOM
MOLLHOTO A13blKa YroJIbHOro pUcyHKa; «MaTb repoes
ropbl JTaHba» YxaHb L3aHbu3toHA (1959) (pmc.10)
KpUCTannnM30Baan fyx repomsmMa B BHEBPEMEHHOM
BM3yaJibHOM Obpase yepes CUMBOJNYECKYH KOM-
nosuuuto [13][14]. 5T1 nponsBeaeHns B COBOKYM-
HOCTW YCTaHOBWAWN XYJ0XECTBEHHbIA 3TaNoH PeBO-
JNHOLIMOHHO-UCTOPUYECKOM XNBOMUCK.

Peannzayma B 1950-x rogax noantmkm obyye-
Hus y Cosetckoro Coto3a okasana rnybokoe BAn-
AHWEe Ha TBOpYeCcKOoe HarnpaB/ieHMe 3TOro nepuo-
aa. CoeTtckme cneumnannctsl npuesxann B Kutam
ANA HAaCTaBHWYECTBa, a KUTaMckme XyAOXKHUKM OT-
npaeasanck Ha yuéby B CCCP, uto noBaekno 3a co-
60 CMCTEMATUUYECKOE BHEAPEHMNE PEANNCTUUECKUNX
MEeTOZO0B n306paxeHns GUryp B COBETCKOWN PeBO-
NOLNOHHO-UCTOPUYECKON XNBOMUCHK, €€ KOMMO-
31MLUMOHHOro cnocoba rpaHAMO3HOro NOBECTBOBA-
HWS W BbIPa3nTEJbHOrO NOAXOAa, BblABUIaAOLWLEro
Ha MepBbIN NAaH reponYeckmx AMYHocTen. Macas-
Has >XXMBOMUCb C €€ NPenMyLLECTBAMU B Nepesade
MacLITabHbIX CTOPUYECKUNX CLIEH CTasla OCHOBHbIM
MeANYMOM ANs PEBOJIFOLNOHHO-NCTOPUYECKMX CHO-
xeToB. OAHaKO KUTaMCKMe XXMBOMUCLLbI He MPUHS-
JIN COBETCKYH MOZe/Ib OMTOM; HanpoOTMB, yCBanBas
MHOCTPaHHOE BJMSHWE, OHM aKTUBHO 0BpaLlanunch K
TPaAVLMOHHOMY HaCEAMNIO MOHYMEHTaIbHOMN XXMBO-
nucy JyHbxyaHa n gsopua KOHA3, CTPeMSACh K CUH-
Te3y HaUMOHaNbHOW TPaauLMM NOCTPOeHUs GopMbl
NOCPEACTBOM JIMHUM N PeanncTMyeckmx MeToios,
NPUBHECEHHbIX U3-3a pybexa, 1 NoCTeneHHo ocy-
LLLeCTBAAS NOKAM30BaHHYO TpaHchopmMaLnto co-
BeTcKoM mogenn [12].

Ob603peBas NCTOPUYECKYHO TPAEKTOPUIO Tpaam-
LMOHHbIX OCHOB KMTalCKOW MOHYMEHTabHOM XXU-
BOMWUCU, MOXKHO BbIAENINTb TPW MJlaHa 3HaYMMOCTH
B HaC/NeAnW TPaAULIMOHHOW MOHYMEHTaNbHOM XM-

BOMWUCW /11 COBPEMEHHOW MOHYMEHTaNbHOW XMBO-
nuncu. Bo-nepBblx, B OTHOLWEHUN GYHKLNOHANIBHOM
HanpaB/AeHHOCTW: 3BONIOLMOHHAA TPAeKTOPUSA AyHb-
XyaHCKMX POCMNCEN OT PeNUTMO3HOM NponaraHabl K
CBETCKOMY BblpaXXeHUWIo NpeAocTaBmaa nctopuye-
CKWUW NpeLeseHT N yXOBHble pecypcbl ANs nepexo-
fi@a MOHYMEHTaNbHOM XUBOMUCK OT €4UHCTBEHHOMN
NOANTNYECKOW OYHKLMM K MAOPaINCTUYECKOMY Xy-
[,0XXEeCTBEHHOMY BblpaXKeHWo, YTO NO3BOANAO CO-
BPEMEHHOW KNTalNCKON MOHYMEHTabHOMN XUBO-
MUCKU COXPaHATb CTPEMIEHWNE K XY 0XKECTBEHHOW
BHYTPEHHEW LLeHHOCTM AaXke MpW BbIMOAHEHUN MO-
JINTUYECKMX 3aKa30B.

Bo-BTOpbIX, B OTHOLUEHWNWN TEXHNUECKOW CuCTe-
Mbl: KOMMO3WULMOHHbIE METOAbI, LIBETOBAs CUCTe-
Ma W MacTepCTBO JIMHEMHOIO PUCYHKa pocnuncel
asopua KOHn3 obecneumnn BaxHble TEXHUYECKNE
OCHOBbI AN COBPEMEHHON MOHYMEHTaNbHOW XW-
Bonuncu. Tpaanumsa nocTpoeHns Gopmbl nocpes-
CTBOM JINHWUW, KYNbTUBUPOBaHMe obLLel LenocT-
HOCTW Yepe3 eANHYH TOHabHYH OpraHM3aLmio 1
NPOCTPaHCTBEHHAs OpraHmn3aLms KpynHomacluTab-
HbIX MHOTOGUIYPHbIX KOMMO3MLMA — BCE 3TO 66110
TBOPYECKWN YHaCAeA0BaHO 1 Pa3BUTO B PEBOJIHOLM-
OHHO-UcTOopUYeckon xwmeonucy 1950-1970-x roaos,
chopmMmnpoBaB camMobbITHYHO cucTeMy GOpManbHO-
ro f3blka, MPUCYLLYH MMEHHO KMTaNCKOW MOHYMEH-
Ta/IbHOW >XMBOMUCH.

B-TpeTbux, B OTHOLEHUN HALMOHaNAbHOrO Xa-
pakTepa: Xy0>XKeCTBEHHbIN A3bIK TPAAULMOHHOM
MOHYMEHTa/NbHOM XUBOMUCKU — XapaKTepusyro-
LMACA NepBEHCTBOM JIMHUWN U aKLLEHTOM Ha Je-
KOpaTMBHOE Ka4yecTBO — MNpPeAoCcTaBu/ UCKOHHbIE
pecypchbl U KyAbTYPHYH YBEPEHHOCTb B cebe ans
COXpPaHeHMs HaUMOHaNbHON CaMOBbITHOCTU KUTai-
CKOW MOHYMEHTa/IbHOW XMBOMMCK B nNpoLecce 06-
palieHus K coBeTckor mogenun. Mocne 1949 roaa
MMEHHO Yepe3 TPajULMOHHOE HacneAne MOHYMEH-
TanbHOW xwmnBonucn JyHbxyaHa v gsopua FOHA3 ku-
Talckme Xy[OXHUKM CMOFAW BAMCaTb HaLWOHab-
HYHO 3CTETUYECKYHO TPaAMLIMIO B PaMKM COBETCKOTO
peannsma, n3bexas MexaHMUYECKOro BOCNpon3Be-
AEeHUs MHOCTPaHHOW MOAENN N B KOHEUYHOM CYé-
Te BbIKOBaB CaMOObITHbIV XyAOXECTBEHHbIN XapaK-
Tep KUTaNCcKon MOHyMeHTanbHOM xusonucu [15].

TpaAVLMOHHbIE OCHOBbI KNTaCKON MOHYMEH-
TaJIbHOM XUBOMWUCKM 06pa3oBaHbl FyHOKMM NCTO-
puyeckum HakonaeHneM. OT NOYTK TbiCAYENETHEN
bYHKLMOHANBbHOW 3BOIOLMM AYHbXYaHCKMX POCTN-
cell 0 BCECTOPOHHEN TEXHNUECKOW CUCTEMBI PO-
cnucen geopua KOHA3 — TpagnUMOHHOE KUTarckoe
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MOHYMEHTa/IbHOE XXUBOMUCHOE UCKYCCTBO HaKamnu-
Basfo 60raTbif XyA0XKECTBEHHbIM OMbIT B 061acTy
TEMaTUUECKOro NOBECTBOBAHMS, MPOCTPAHCTBEH-
HOrO NMOCTPOEHWS, MPVUMEHEHWS LBETA N UCKYCCTBA
JNIMHEWHOTO PUCYHKA, — OMbIT, COCTABAAOLLNNA He-
3aMEeHUMbIA UCKOHHbIM KyNbTYpHbIV cybcTpaTt ans
COBPEMEHHOW TpaHCPOPMaLMM KNTaNCKOM MOHY-
MeHTaNbHOM XunBonucn XX Beka [8]. PeBoatOLMOH-
HO-MCTOpMYecKan Xmnsonucob XX Beka, Hacieaya 3ty
TPaAWLMIO 1 CNiaBAsis eé C UHOCTPaHHbIMK pecyp-
CaMu COBETCKOrO COLMannUCTMYECKOrO peaan3ma,
OCyLLEeCTBMIA COBPEMEHHOE CTPOUTENBLCTBO MOHY-
MEHTa/IbHOM XXUBOMWUCK B TBOPYECKOW Cpese, chop-
MUWUPOBaHHOW rocyapCcTBEHHOM naeonorven [12].
DTOT MCTOPUYECKUIA MPOLECC CBUAETENLCTBYET O

TOM, UTO coBpemeHHasa GpopMa KUTanCKOW MOHY-
MeHTaNbHOW XXMBOMWUCK CTaa He Pe3yNbTaTOM Of-
HOHanpaB/i€HHOW TPaHCMNAaHTaLUM MHOCTPAHHOTO
BAUSIHWSA, HO CIOXHbBIM NMPOAYKTOM B3aUMOAENCTBUS
MeXJy TBOpYeCckMM npeobpaszoBaHueM TpajnLm-
OHHBIX PECYPCOB U JIOKaNN30BaHHbIM YCBOEHWEM
MHOCTpaHHOro onbiTa. bonee rnybokoe noHVMaHne
3TUX TPAANLMOHHBIX OCHOB He TOJIbKO CrocobCTBy-
eT 60s1e€e NOJIHOMY MOCTUXKEHUIO XYAOXECTBEHHOTO
XapaKkTepa KMTaCKon MOHYMeHTaNbHOW XXNBOMM-
CW, HO U1 CO34aéT HeobXxoaMMble KyNbTypHble Mpea-
MOCbIIKW AN BCECTOPOHHErO U3YyUYeHUs CIOXKHbIX
0OMeHOB 1 B3aMMHOro oboralleHnsa Mexay Ku-
TalCKOV U COBETCKON MOHYMEHTaIbHOMN XNBOMMN-
cbto B XX Beke.
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PARTICIPATION OF A.T. MATVEEV IN THE
IMPLEMENTATION OF LENIN’'S PLAN OF
MONUMENTAL PROPAGANDA

Summary: The plan for monumental propaganda was con-
ceived by V.I. Lenin at the beginning of 1918 and legally for-
malized by the decree of the Council of People’s Commis-
sars “On Monuments of the Republic” dated 12 April 1918.
During its implementation in 1918-1919 in Moscow and
Petrograd, as well as in other cities, a unique competition
was held for the erection of monuments to prominent fig-
ures of science, art, and the world revolutionary movement.
The sculptures produced in Moscow and Petrograd as a re-
sult of the plan’s implementation reflected all the stylistic
diversity that had developed in this art form. At the same
time, in most cases the works demonstrated a complete
helplessness from the standpoint of solving the task of cre-
ating a monumental image. A.T. Matveev was one of the
few sculptors to whom this task was within their capability.
Inthis article we turn to two works created by the artist during
the implementation of Lenin's plan — the bust of Karl Marx
presented as a study for a monument, and the full-length
monument to Karl Marx erected on 7 November 1918 on
the square in front of the Smolny in Petrograd. Our aim is
to determine the role of the full-length Marx monument in
the further development of the nascent Soviet sculpture.
By applying formal and iconographic methods, the article
substantiates the proposition that the image presented by
Matveev most accurately corresponds to the tasks of the
competition. As factual confirmation of the significance of
Matveev's work for the further development of Soviet sculp-
ture, numerous examples are given of borrowing both the
compositional solution proposed by the sculptor and the
use of a new plastic language, which represents a synthe-
sis of classical traditions with elements of Cubism. Illustra-
tions from the sphere of contemporary art also allow us to
speak of the existence in it of an image created by Matveev.
The analysis conducted in the article allows us to conclude
that it is legitimate to consider Lenin’s plan for monumen-

tal propaganda as a platform for developing new stylis-
tic solutions for Soviet monumental sculpture. Moreover,
among all the stylistic diversity of the works presented
during the plan’s implementation, it is precisely the mon-
ument to Karl Marx by A.T. Matveev that served as a kind
of model of a new style, offering a new plastic language on
the one hand, and remaining comprehensible for percep-
tion by a broad circle of "working people”, on the other.
The topic of the article, from our point of view, repre-
sents a special social and scientific significance and may
also have practical application. In Russia, to this day
there is a state commission for the installation of monu-
ments to outstanding people. Without stopping at the
artistic merits of the erected monuments, one would
like to note that for influencing the viewer they must,
first of all, possess monumentality of image and be ex-
pressed in a plastic language corresponding to the his-
torical moment. Often the desired result is not achieved.
Lenin's plan for monumental propaganda, in addition to its
ideological component, contained enormous artistic and
creative potential. Thanks to its implementation, sculpture
in Russia, from a "secondary” form of art, turned into a
powerful lever of ideological influence. The implementation
of the plan became a kind of “creative laboratory,” laying
the vector of development of Soviet sculpture for many
years ahead. Participation in this process of A.T. Matveev
can be regarded as a successful example of developing a
new plastic language, synthesizing in itself the most sig-
nificant of the existing stylistic directions at that moment,
and can serve as a model when developing an innovative
approach in the field of domestic monumental sculpture.

Keywords: Lenin’s plan for monumental propaganda, De-

cree on Monuments of the Republic, Monumental sculp-
ture, Monument, Stylistics, Pop culture.
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L. 1. Monument to Karl Marx, Petrograd, 1918

Enough works are devoted to the issues of im-
plementation of the “Decree on Monuments of the
Republic.” In addition to the main monographs by
V. P. Tolstoy', during the Soviet period scientific ar-
ticles on this topic were published by a whole range
of other authors?. Their main drawback is the consid-
eration of Lenin’s plan as a “permanent process” —
the interpretation proposed by V. P. Tolstoy within
the ideological paradigm. The repeated changes in
the fundamental tasks of monumental propaganda
in different periods of the development of the Soviet
state remained unnoticed; moreover, the presentation
of material in these works was, as a rule, descriptive
in character, including in the art-historical aspect. A
stylistic analysis and art-historical evaluation of the
works created as a result of implementing the de-
cree "On Monuments of the Republic” is contained
in the article by V. N. Ternevets3.The author of the

1. Tolstoy, V.P. 1961. Leninskij plan monumentalnoj propagandy
v dejstvii [Lenin’s Plan of Monumental Propaganda in Action],
|zdatelstvo Akademii Khudozhestv SSSR, Moscow, USSR.
Tolstoy, V.P. 1983. U istokov sovetskogo monumentalnogo
iskusstva 1917-1923 [At the Origins of Soviet Monumental
Art 1917-1923], I1zobrazitelnoe iskusstvo, Moscow, USSR.

2. Strikalev, A.A. 1977. Monumentalno-dekorativnoe iskusstvo
Oktyabrya (leninskij plan monumentalnoj propagandy)
[Monumental-decorative art of October (Lenin’s plan of
monumental propaganda)], Moscow, USSR.

Piroshko, Y. 1991. “«Monumental Propaganda» — plan
and myth” [«kMonumentalnaya propaganda» — plan i mif],
Leningrad Art [Iskusstvo Leningrada], no. 1.

3. Ternevetc, B.N. 1933. "15 years of Soviet sculpture” [15 let

sovetskoj skulptury], Art [Iskusstvo], no. 3.
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text himself participated in this process as a sculptor,
but later found his vocation in the profession of art
historian. The article was published in 1933, there-
fore the analysis was limited to a short time frame
(1918-1933), which did not allow assessing the role
of Lenin’s plan for monumental propaganda in the
further stages of development of Soviet sculpture.

A significant achievement in the systematization
of iconographic data on executed and erected mon-
uments was the monograph by A. S. Pavlyuchenkov*.
The author managed to find images of a significant
number of the created works, but he limited him-
self to their publication and presentation of factual
material taken from government document archives
and periodicals of the post-revolutionary period. An
art-historical evaluation of the presented works, as
well as of the place and role of the plan’s imple-
mentation in the history of Soviet art, apparently
was not among the author’s tasks.

In the post-Soviet period, the topic of monu-
mental propaganda continues to attract the atten-
tion of the scholarly community. However, in most
works the ideological approach to the subject of
analysis has remained, while only the narrative has
changed. Now this question is, in the main, consid-
ered as a means of embodying the “image of pow-
er” of the Bolsheviks and its legitimation®, which is
determined by pre-set frameworks of a formal ap-
proach (Memory studies).

Among significant art-historical works of con-
temporary authors devoted to this topic, one should
note the article by Ya.G. Shklyarskaya®, in which a
tendency is outlined to consider the implementa-
tion of Lenin's plan for monumental propaganda as
a substantial stage in the formation of a grand style
of Soviet sculpture , and the article by O.V. Kalugi-
na’, in which the emphasis is placed on the innova-
tive character of the organization of the competition
itself. Both topics will be further developed here.

4. Pavlyuchenkov, V.S. 1986. Pamyatniki revolyutsionnoj Rossii
[Monuments of Revolutionary Russia], Sovetskaya Rossiya,
Moscow, USSR.

5. Shalaeva, N.V. 2015. “Formation of the image of Soviet
power in Russian society, 1917-1920s: sociocultural aspect”,
Ph.D. Thesis, History, Saratov, Russia.

6. Shklyarskaya, Y. 2012. “People and monument” [Narod i
pamyatnik], Art [Iskusstvo], no. 3(582), pp. 32-48.

7. Kalugina, O.V. 2017. “Decree on Monuments of the Republic
and its implementation as an innovative experience of
the monumental competition”, Sbornik nauchnykh statej
mezhdunarodnoj nauchnoj konferentsii «Tri veka pod znakom
novizny. Otechestvennoe iskusstvo 1700-2000» (Proceedings
of the International Scientific Conference “Three Centuries
under the Sign of Novelty. Russian Art 1700-2000"], Moscow,
Russia, 22 June 2016; Barnaul, Russia, pp. 95-101.

Thus, given the high degree of interest in Lenin's
plan for monumental propaganda as a whole, one
can speak of a fragmentary, unsystematic charac-
ter of the research undertaken to date. The role
of the competition for the creation of monuments
announced by the Sovnarkom commission in the
formation and development of Soviet art has not
received a systematic analysis and still awaits its
researcher.

Unfortunately, within the framework of the ar-
ticle it is impossible to cover all aspects of this ex-
tensive topic. The object of our interest will be the
participation of A.T. Matveev in the competition,
and specifically two works for Petrograd created by
him in the process of implementing the plan. We
will also consider the ideological aspect underlying
the plan proposed by Lenin, but not in the context
of the revolutionary government'’s efforts to “legit-
imize power” or the permanent process of propa-
gating revolutionary ideas, as the ideological factor
has been treated in scholarly literature up to now,
but in the context of the theoretical views of the
Marxist classics on the sphere of art and creativity
as a whole. Therefore, to begin, we will briefly out-
line the theoretical tenets belonging to K. Marx and
V.I. Lenin that determined the character of holding
the competition for the erection of monuments in
the form of an open competition in which anyone
could participate.

Next, we will turn to the art-historical aspects
of implementing the plan: the peculiarities of con-
ducting the competition in Moscow and Petrograd,
the formal and iconographic analysis of the mon-
ument models presented to the jury, and, finally,
the participation in this process of Alexander Ter-
ent'evich Matveev. The conducted analysis will allow
us to assess the artistic significance of the Mat-
veev-created monument to Karl Marx (Ill. 1) from
the point of view of developing a new artistic lan-
guage, as well as to note his contribution to the
further development of Soviet sculpture.

In his theory, Marx does not regard artistic works
as the products of a “single individual"—that is, as
the result of the talent and giftedness of a particular
artist. He wrote that “the exclusive concentration of
artistic talent in separate individuals, and the asso-
ciated suppression of it among the broad masses,
is a consequence of the division of labour”®. Ac-

8. Marx, K. and Engels, F. 1957. “Art in Communist Society”,
Marks i Engels ob iskusstve [Marx and Engels on Art], in 3 vols.,
Iskusstvo, Moscow, USSR, vol. 1, pp. 247-252.

cording to him, “the development of artistic talent
entirely depends on the division of labour and the
conditions of people’s enlightenment produced by
it"°. Taking a purely materialist view of the problem
of visual art, he concluded: “In communist society
there are no painters; there are only people who
engage in painting as one of the kinds of their ac-
tivity”1%. Thus, according to Marx, anyone with ac-
cess to appropriate education can engage in artistic
activity and achieve high results.

Lenin, while adhering to a materialist view of cre-
ative activity, nevertheless admits the existence of
an immaterial factor of creative success. However,
this is not the talent and inspiration of the artist,
but the creative potential released by revolution:
“Marxism differs from all other socialist theories in
the remarkable combination of complete scientif-
ic sobriety in the analysis of the objective state of
things and the objective course of evolution with
the most resolute recognition of the significance
of revolutionary energy, revolutionary creativity,
the revolutionary initiative of the masses — and,
of course, of individual persons, groups, organiza-
tions, parties..."".

Obviously, the combination of these two fac-
tors—the potential creative talent of every individual
and the creative energy liberated by the revolution
in the person-creator—formed the basis for devel-
oping Lenin’s plan for monumental propaganda. Its
foundation was laid on the most democratic princi-
ples: the participation of a broad circle of persons
in determining the list of figures worthy of mon-
uments; an invitation to develop monument pro-
totypes to anyone wishing to take part (not only
sculptors); and the idea of a plebiscite serving as
the “jury” for evaluating the results™.

These democratic principles largely determined
the outcome of the plan’s implementation, enabling
the involvement not only of a broad circle of estab-
lished sculptors but also of creative youth. Howev-
er, the practical realization of this innovative idea
encountered a number of problems that largely
predetermined the obtained results. First and fore-
most, during that period Russian monumental sculp-

9. |Ibid.

10. Ibid.

11. Lenin, V.I. Protiv bojkota [Against the Boycott], The Complete
Works, vol. 16, p. 23..

12. Usloviya konkursa-zakaza na pamyatniki Moskovskomu
professionalnomu soyuzu skulptorov-khudozhnikov [Conditions
of the competition-order for monuments to the Moscow
Professional Union of Sculptor-Artists]. 1918. Izvestia VTSIK,
24 June.
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Il 2. Bust of Marx (1918, plaster). Bust of Herzen (1912,
bronze).

ture found itself in a certain crisis. According to
B.N. Ternevets, early-20th-century sculpture “could
be considered lagging, so to speak a ‘'secondary’
front of art”"™3. The prevailing style in official sculp-
ture was a naturalistic and genre-based approach
of late academicism. The search for a new stylis-
tic language had only just begun, although among
sculptors of the younger generation, first and fore-
most of the Moscow school, there already existed
some positive experience ™.

Another factor limiting the sculptors’ creative
search was the tight schedule for fulfilling the or-
der. They were asked to produce a full-size mod-
el of a monument in roughly three months. Finally,
the difficult post-revolutionary situation made it
hard to obtain the necessary materials for sculp-
ture, there was a shortage of workshops for pro-
ducing life-size prototypes, and even basic living
conditions—such as lighting and heating—were
lacking. As a result, many of the produced models
collapsed from the cold still in the workshops, nev-
er reaching their installation sites. This happened,
for example, with the works of Vera Mukhina and
Boris Ternevetc, about whom the latter writes in his
memoirs ™. Nevertheless, the plan, as it was con-
ceived, was largely fulfilled.

It is important to note the substantial differ-
ence in the method of distributing orders for the
manufacture of monuments between Moscow and
Petrograd. In Moscow the approach was more dem-
ocratic — the order was transferred for execution to
the Moscow Professional Union of Sculptors on the
basis of an internal distribution-competition, which,
first, allowed a larger number of monuments to be

13. Ternevetc, B.N. 1933. “15 years of Soviet sculpture” [15 let
sovetskoj skulptury], Art [Iskusstvo], no. 3.

14. Kalugina, O.V. 2013. Russkaya skulptura serebryanogo veka
[Russian Sculpture of the Silver Age], BuksMart, Moscow,
Russia.

15. Ternevetc, B.N. 1963. Izbrannye stat'i [Selected Articles],
Sovetskiy Khudozhnyk, Moscow, USSR, p. 20.
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produced, and, second, enabled all members of the
union to participate in the competition. As a result,
according to surviving documents, 63 monuments
were distributed among Moscow sculptors’.

In Petrograd the distribution of monument orders
was more traditional. Initially, the sculptor L.V. Sher-
wood was appointed responsible for implementing
the monument-propaganda plan, but he directed
the process only briefly. According to Sherwood, he
was removed as an “artist of the right tendency.”
It is possible that the main reason lay elsewhere —
Sherwood kept the principal orders for himself (thus
receiving at least three monument commissions).
Eventually, the implementation of the plan was en-
trusted to the 1ZO collegium of the People’s Com-
missariat for Education” under Altman'’s leadership,
which concentrated all decisions in its hands.

Transfer of leadership to the 1ZO collegium en-
sured priority participation in the competition for
sculptors of the “left tendency”, who employed cubist
and cubo-futurist techniques in their works. Among
these sculptors were, mainly, already known repre-
sentatives of the "Western” school — Italian O. Griz-
zelli, Latvians T. Zalkaln and K. Zale. However, the
most responsible commission for the manufacture
of the monument to Karl Marx before the Smolny
building in Petrograd was entrusted to Alexander
Terent'evich Matveev. Looking ahead, we note that
this work, in our opinion, became a kind of model
that determined the further development of Sovi-
et monumental sculpture.

Alexander Terent'evich Matveev, within the frame-
work of Lenin’s plan for monumental propaganda,
carried out two works for Petrograd: a bust of Marx
as a sketch and a full-length monument to Marx.
The executed bust of Marx, in our view, cannot be
considered a creative success of the artist. It gives
the impression that it is a somewhat reworked bust
of Herzen, which he made in 1912 at the request
of the RSDLP for sale and to fill the party treasury.
One can assume that the strong similarity of the
busts of Herzen and Marx arose due to the short
deadlines given to sculptors for making the sketch.
But perhaps the bust made in 1912 resembled Marx

16. Usloviya konkursa-zakaza na pamyatniki Moskovskomu
professionalnomu soyuzu skulptorov-khudozhnikov [Conditions
of the competition-order for monuments to the Moscow
Professional Union of Sculptor-Artists]. 1918. Izvestia VTSIK,
24 June.

17. The governing body of the Department of Visual Arts (1ZO)
under the People’s Commissariat for Education of the RSFSR,
established in 1918 for the management and control of visual
arts.

more than Herzen (lll. 2). It is known that as Herzen
it did not have special success — as a result, only
three or four copies were made. '

On the contrary, the full-length monument to
Marx, erected on 7 November 1918 on the anni-
versary of the October Revolution near the Smol-
ny in Petrograd (lll. 3), became a kind of model of
the new style. It exerted a direct influence on So-
viet monumental sculpture for many years. In the
following exposition we will try to substantiate this
position with concrete examples.

The monument itself, made of perishable ma-
terials, unfortunately stood for only a few years
(1918-1924), after which it collapsed. However, pho-
tographs and a detailed description by the literary
critic Lev Pumpian have survived. This description is
especially valuable because it lets us see how con-
temporaries perceived the monument:

“On a plain faceted pedestal, with a cylinder in
his hands, in a strict frock-coat (the artist allowed
himself not a single unnecessary fold), rises before
us his small, dense yet light figure, full of move-
ment, joyful energy, and that intellectual elegance
which a thinking person, a person of science, pos-
sesses—in the highest degree exemplified by Mary,
with his habit of constant, evenly-tensed mental
activity... Matveev's general idea reaches its natu-
ral completion in the characteristic head, with its
splendid high forehead and several delicate facial
features (as the artist very accurately noted), illu-
minated by the same expression of mind, energy,
and cheerfulness... Matveev overcomes the diffi-
cult task without strain, without a trace of affec-
tation or artificial pathos. Not fearing that it will
resemble many other monuments, not striving to
astonish with special originality of approach, Mat-
veev, with great seriousness—evidently fully con-
scious—chose, among all possible solutions to the
task, the most natural and simple: before us stands
a portrait-monument, but a portrait extraordinarily
characteristic, lively, and artistically faithful. By ar-
tistic intuition the artist not only fixed the individ-
ual external traits of Karl Marx as they have come
down to us in numerous images, but he also man-
aged to guess that general appearance, that sin-
gle whole in which our idea of this living person
always coalesces—and which a photograph almost
never conveys.”

18. Murina, E.B. 1979. Alexander Matveev, Sovetskiy Khudozhnyk,
Moscow, USSR, p. 347.
19. Pumpjansky, L.V. 1919. Flame [Plamya], no. 38, pp. 8-10.

Ill.3 Monument to Karl Marx in front of the Smolny building

From an art-historical point of view, a whole
range of plastic techniques can be singled out that
enabled Matveev to create an image that made such
a favourable impression on the author of these lines.
First of all, this is the architectonics of the monu-
ment. Matveev said: “Only the establishment of an
exact form — the sole way to character, to its rev-
elation, and, as the most important thing, — this is
the determination of the rhythmic peculiarities of
each human face (and figure) and the organisation
of the whole work as architecture.”?°

The figure of Marx is presented in contrappos-
to, thanks to which we feel not only the internal dy-
namism of the image but also its balance and firm
support on the pedestal. It seems that a monument
to Mary, as the founder of the scientific materialist
view of historical development, should stand firm-
ly on its “empirical basis.” The proportions of the
monument are precisely adjusted, giving the figure
correct balance. One of Marx’s hands is placed be-
hind his back, which also ensures the figure's bal-
ance and architectural conviction; the other hand,
tucked into the lapel of the frock-coat, creates a
diagonal that is further taken up by the line of the
lapel and the line of the head, turned slightly up-
ward. This diagonal makes the figure appear “light-
er,” visually adding to its height.

20. Matveev, A.T. 1940. Vystuplenie na konferentsii sovetskikh
skulptorov v Moskve [Speech at the Conference of Soviet
Sculptors in Moscow].
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The well-balanced combination of classical ele-
ments with cubist features allows the sculptor, on
the one hand, to work with large planes and achieve
a high degree of generalization, while on the oth-
er hand, to maintain portrait likeness to the model.
It is also necessary to note the clear silhouette line
of the monument, its “graphic quality.” In its per-
fection it has neither a single unnecessary fold nor
a single unnecessary line.

The external details described by the critic con-
tribute to an internal symbolic interpretation of the
image. However, this is not the traditional idealis-
tic “introjection” characteristic of the symbolist era.
The use of the diagonal creates the impression that
Marx's gaze and thought are directed outward, to-
ward the transformation of the surrounding world.
Hence the positive, almost “cheerful” perception of
Marx's image by contemporaries.

The monument stands on a strict pedestal whose
style entirely corresponds to that of the monument
itself. Moreover, its strict forms harmonize excellent-
ly with the classicist building of the Smolny, merg-
ing with it into a single ensemble. When installing
the monument, additional efforts were made to con-
nect the sculpture with its surroundings, because
the theme and scale of this work made it central
among the pieces realized under the monumental
propaganda plan. The monument to Karl Marx was
placed on the lawn, on the central axis of the facade
of the Smolny Institute. Architect I.A. Fomin, who in
those years headed the architectural workshop of
the Petrograd Sovnarkhoz?!, designed a new layout
for the square in front of the Smolny facade, created
an alley from the gates to the portico, a low green
parterre in front of it, removed the trees that ob-
scured the building’s facade, and moved the mon-
ument to the center of the parterre?®2.

The monument to Marx by Matveev received
positive assessments from critics and representa-
tives of authority, while avoiding a negative reaction
from the public. Lunacharsky wrote in his memoirs:
“The monument to Karl Marx in full height, made
by sculptor Matveev, was extremely successful. Un-
fortunately, it was destroyed..."?

21. Communal Economy Council of the Petrograd Soviet of
Workers, Peasants, and Red Army Deputies (1919-1927).

22. Strigalev, A.A. 1968. "The theme of monumental propaganda
in the work of I.A. Fomin” [Tema monumentalnoj propagandy
v tvorchestve |.A. Fominal, Soviet Architecture [Arkhitektura
SSSR], no. 5, p. 38.

23. Lunacharsky, A.V. 1967. Lenin i iskusstvo. Vospominaniya [Lenin
and Art: Memoirs], The Collected Works, Moscow, USSR, vol. 7,
pp. 401-404.
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Young sculptors also appreciated the new plastic
language proposed by Matveev. Sherwood recalled:
“I must frankly say that part of my pupils moved to
Matveev's workshop."? “In Matveev's workshop there
were cubists, and futurists, and expressionists. All
these artists were trying to create new revolution-
ary art."?> Later Alexander Terentyevich managed to
form a neoclassical school of domestic sculpture and
to educate a whole cohort of talented students 2.

It is not surprising that Matveev's work became a
source of inspiration for the emerging Soviet sculp-
ture. Researchers note his amazing ability to synthe-
size different characters — the synthesis of sculpture
and architecture, sculpture and the surrounding na-
ture, sculpture and the urban landscape, and, finally,
the synthesis of various carving styles®. This abili-
ty to synthesize allowed the sculptor to become an
informal ‘winner’ of the competition announced by
Soviet authority and for many years to lay down the
further vector of development of domestic plasticity.

Despite the fact that Matveev's monument existed
only a short period from 1918 to 1923, he managed
to become a model for subsequent monuments ded-
icated to this great thinker. Sculptors do not copy
the compositional solution, but when working on
the image they use the same photograph that Mat-
veev used, where Marx is depicted with his hand be-
hind the lapel of his jacket.

Thus, the synthesis of the classical method with
the contemporary language of form formation
proposed by Matveev, as well as the professional-
ly worked-out plastic solutions for the representation
of the conveyed idea, for many years laid the foun-
dations for the development of new Soviet sculpture.

24. Sherwood, L.V. 2021. Put’ skulptora [The Sculptor’s Path], OOO
«Soyuz pisatelej Peterburga», St. Petersburg, Russia, p. 113.

25. Ibid.

26. Alexander Matveev and His School. 2005. St. Palace Editions,
Petersburg, Russia.

27. Kalugina, O.V. 2024. “The problem of synthesis in the creativity
of Alexander Matveev” [Problema sinteza v tvorchestve
Aleksandra Matveeva], The Burganov House. Space of Culture
[Dom Burganova. Prostranstvo kultury], no. 4, pp. 28-41.
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11.

12.

13.
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YYACTWE AT. MATBEEBA B PEAJTIN3ALNI
JNIEHWHCKOTrO NAAHA MOHYMEHTA/IbHOW
MPOMATAHAbI

AHHoTauumsa: MNnaH MOHYMeHTaNbHOM NponaraH-
Abl 6611 3agymaH B.M. JleHuHbIM B Havane 1918 roga u
topuanyeckn opopmaeH gekpetrom Coseta HapoaHbIx
Komuccapos «O namsaTHukax Pecny6avkm» ot 12 anpe-
na 1918 roga. B xoge ero peannsaumn B 1918-1919 ro-
Aax B Mockse 1 [NeTporpage, a Takxxe B ApYrmx ropogax,
NPOXOAUN YHUKaNbHbIN KOHKYPC Ha BO3BeJeHWe NaMaT-
HUKOB BUAHbIM JeATeNAM HayKun, NCKycCTBa 1 MMPOBO-
ro PEBO/IFOLMOHHOIO ABMXEHMS.

MpeacTaBneHHble B pe3yabTaTe peaavsauum niaHa
ckynbntopamu Mockebl 1 MeTporpaga paboTbl oTpaxanu
BCe chopMMpOBaBLLEECs B 3TOM BUAE UCKYCCTBA CTUANCTU-
yeckoe paszHoobpasue. [Mpu 3ToM B 6OLLUMHCTBE C1yya-
eB paboTbl JEMOHCTPMPOBaAN NOJHYH HECrOMOLLHOCTb C
TOYKM 3peHUs peLLeHnsa 3a4a4m CO34aHNA MOHYMEHTa/IbHO-
ro obpaza. A.T. MaTBeeB Obl1 OAHNM U3 HEMHOTUX CKYb-
NTOPOB, KOTOPbIM AaHHaA 3aja4a okasanacb Mo rnieuy.

B aToli cTaTbe Mbl ObpalllaeMca K AByM NpounsBse-
AEHMAM, CO34aHHbIM XyAOXHMKOM B XOAe peannsaumm
JleHnHckoro naaHa — 6rocty Kapna Mapkca, npeacTas-
NIeHHOMY B KayecTBe 3Toja K NaMATHUKY, N NaMATHUKY
Kapny Mapkcy B NOJIHbIN pOCT, yCTaHOBNEHHOMY 7 HO-
A6pa 1918 roga Ha naowaan nepes CMonbHbIM B [e-
Tporpage. Hallei Lenbto sBaseTcs onpegeneHme ponu
nosHodUrypHoro namaTHnka Mapkcy B fanbHeiem
pa3BUTUN HapOXAaroLLEecs COBETCKOMN CKyNbNTypbl. B
pe3ynbTate NpMMeHeHna GOpPManbHOro 1 MKoHorpapu-
4YeCcKOro MeTo/0B B CTaTbe 06OCHOBLIBAETCA NONOXKEHME
0 Hanbonee TOYHOM COOTBETCTBUMN NpPeACTaBJEHHOro
MaTBeeBblM 0bpa3a 3aga4am KOHKypca. B kauecTBe dak-
TUYECKOro MOATBEPXKAEHMNA 3HAYNMOCTN Npounssese-
H1Aa MaTBeeBa AnA JanbHeNlero pa3BUTUA COBETCKOM
CKYNbMATYpPbl NPUBOAATCA MHOFOUNC/IEHHbIE MPUMEpbI 3a-
MMCTBOBaHMA KakK KOMMO3MLIMOHHOIO peLleHuns, npea-
JNIOXXEHHOTO CKY/IbMTOPOM, TakK 1 MCMO/b30BaHNA HOBOTO
NAacTMYecKoro f3blka, MpeACTaBAAoWero cobomn cunH-
Te3 KAacCn4eckux Tpaguunii ¢ anemeHTamm Kybusma.
Vnnroctpaumm ns cdepbl akTyanbHOro MCKyccTBa Tak-
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e NO3BOJIAOT FOBOPUTL O CYLLECTBOBAaHWUM B HeM 06-
pa3sa, co3gaHHoOro MaTeeeBbIM.

MpoBeseHHbIV B CTaTbe aHaNU3 NO3BOAAET HaM Npu-
MTW K BbIBOZY O NPaBOMEPHOCTM paccMOTpeHMs JIeHUH-
CKOrO MflaHa MOHYMeHTaNbHOM NponaraHibl B kKa4ecTse
naaTGopMbl And BbIPabOTKM HOBbIX CTUIMCTUYECKUX pe-
LIeHWI A8 COBETCKON MOHYMEHTabHOM naactuku. Mpwu
3TOM 13 BCEro CTUINCTUYECKOro pasHoobpasna npea-
CTaBJIeHHbIX B XOAe peannsauumn naaHa paboT nmeH-
HO namATHMK Kapay Mapkcy aBtopctea A.T. MaTteeeBa
ABU/CA CBOEro poja obpa3Lom HOBOro CTWAA, npeana-
ras HOBbI/ MAACTUYECKUI A3bIK, C OAHON CTOPOHDI, U,
OCTaBasACb MOHATHbIM A/ BOCMIPUATUA LLMPOKNM KpPY-
TOM «TPYAALLMXCA», C APYrON.

Tema cTaTby, C Hallel TOUYKW 3peHuns, NpescTaBaseT
o601 0cobyto CoLManbHYO U Hay4YHYH 3HAaUMMOCTb, a
TaKkXke MOXeT UMeTb NpakTnyeckoe npumeHexue. B Poc-
CUN JO CMX MOP CYLLEeCTBYeT rocyapCTBEHHbIN 3aKas
Ha yCTaHOBKY MOHYMEHTOB BblAatoLnmca aroaam. He
OCTaHaBAMBAaACb Ha XyAOXeCTBEHHbIX JOCTOMHCTBAaX
BO3BOAMMbIX NaMATHWKOB, XOUeTCA 3aMeTUTb, YTO ANf
BO3/JEeMCTBMA Ha 3pUTeNs OHU JOJIKHBbI, Npex/e Bce-
ro, obnagatb MOHYMeHTaIbHOCTbIO 0bpasa 1 HbITb Bbl-
pa>keHbl COOTBETCTBYIOLLUM UCTOPUUECKOMY MOMEHTY
NAacTU4eCKUM A3bIKOM. 3a4acTyto JOXKHOrO pesybTa-
Ta JOCTUYb He yjaeTcs.

JIeHVHCKMIA NiaH MOHYMeHTalbHOM nponaraHsbl,
NMOMWMO UZAEONOTNYECKOW COCTaBAAOLWEeN, HeC B cebe
KONOCCaNbHbIV XyA0XECTBEHHbIA N TBOPYECKMIA MOTEH-
unan. bnarogaps ero peanmsaumm ckynbntypa B Poccun
U3 «BTOPOCTENEHHOro» BUAa UCKYCCTBa NpeBpaTnaach
B MOLLHbIV pblYar ngeonoruyeckoro Bosgenictamns. Ocy-
LleCTBNEHME MaaHa CTaso CBOEro poja «TBOpPYeCcKomn
nabopatopuein», 3a10XX1B BEKTOP Pa3BUTUA COBETCKOM
CKy/NIbMNTYPbl Ha AOATMe roAbl Bnepes. YyacTme B 3TOM
npouecce A.T. MaTBeeBa MOXeT 6bITb PaCCMOTPEHO B
KauecTBe yCreLlHOro npumMepa BbipaboTku HOBOro nAa-
CTUYECKOro fA3blKa, CMHTe3MpoBaBLUero B cebe Hanbonee

3HauMMble U3 CyLLEeCTBOBABLUMX Ha TOT MOMEHT CTUAN-
CTUYECKUX HanpaBAeHWUIA, U MOXET CNYyXMTb 06pa3Lom
npw paspaboTke HOBALMOHHOrO NoAxo4a B chepe oOT-
e4eCTBEHHOW MOHYMEHTaNIbHOWN CKYbMNTYpPbI.

Bonpocam peannsauyum «[lekpeta o namATHWU-
Kax pecnybanku» NOCBALLEHO AOCTaTOYHOE KOAM-
yectBO paboT. [NIOMUMO OCHOBHbIX MOHOTrpaduii
B.M. ToncToro’, B coBeTckunin nepunog nybankosa-
JNCb HayYHble CTaTbl MO JaHHOMY BOMPOCY Lieno-
ro psaga Apyrux aBTopoBs?2. VIXx OCHOBHbIM HejocCTaT-
KOM IBNAETCA PaCCMOTPEHME IEHUHCKOTO MnaaHa Kak
«MNepPMaHeHTHOro npoLecca» — TPaKTOBKW, Mpeano-
>XeHHoR B.IM. ToncTbiM B pamKax MAE0N0rMyeckom
napaaurmbl. HeogHokpaTHoe nsmeHeHne dyHaa-
MEHTa/bHbIX 3aja4 MOHYMEHTalbHOW MponaraHsbl
B pa3Hble Nepunogbl pa3BuUTUA COBETCKOrO rocyaap-
CTBa OCTaBanoCb 6€3 BHMMaHUA, K TOMY Xe U3/10-
XeHWe MmaTepuana B faHHbIX paboTax HOCUAO, Kak
npaBwW/Io, ONucaTebHbI XapakTep, B TOM Yncae u
B MCKYCCTBOBEAYECKOM acrnekTe.

CTMANCTNYECKMIA aHaM3 U UCKYCCTBOBEYeCKas
OL|eHKa CO3,aHHbIX B pe3y/ibTaTe BbINOJHEHNA je-
kpeTa «O mamaTHMKax pecnybankm» nponssese-
HWUI cosep>mT cTaTba B.H. TepHoBLa3. ABTop TekcTa
caM y4acTBOBa/ B 3TOM MpoLiecce Kak CKyabnTop,
HO MO34Hee Hallen cBoe Npu3BaHue B Nnpodeccum
nckyccrsoeega. Ctatba Bbiwna B cBeT B 1933 roay,
NO3TOMY aHanu3 Hbl1 OrpaHNYeH KOPOTKMMM Bpe-
MeHHbIMK pamkamMmn (1918-1933 rr.), uTo He no-
3BOJINJIO OLLEHUTb POJb JIEHMHCKOrO MaaHa MOHY-
MeHTaNbHON NponaraHAbl Ha AanbHeNLWNX 3Tanax
Pa3BUTUA COBETCKOM CKYAbNTYPbI.

3HaunTeNbHbIM AOCTUXKEHNEM B CUCTEMATM3ALIMM
NKOHOrpaduUUeckmx JaHHbIX MO BbIMOAHEHHbIM U
YCTaHOB/IEHHBIM NaMATHWKaM, ABMUAaCb MOHOrpadus
A. C. MaBnroyeHkoBa*. ABTOpY yaanocb HauTu 13o-
H6paxkeHVA 3HaUNTENbHOrO KONMYECTBa CO34aHHbIX
NPOU3BEAEHNIA, HO OH OrpaHUYMACa UX NybanKaum-
el 1 n3noxeHnem GakToNOrMyYeckoro Matepmana,

1. ToncToli B.MN. JIeHWHCKMI NaH MOHYMEHTa/IbHOW nponarax-
Abl B aerctBumn. — M.: M3gatenbctBo Akagemun XyAoxecTs
CCCP, 1961.

Tonctow B.M. Y NCTOKOB COBETCKOrO MOHYMEHTaNbHOrO MC-
KycctBa 1917-1923. — V3patenbcTBo «/1306pasmTenbHoe nc-
KyccTBo», 1983.

2. Crpuranes A.A. MOHyMeHTanbHO-AeKOPaTMBHOE MCKYCCTBO
OKTABPA (NeHUHCKMI NAaH MOHYMeHTa/IbHOM NponaraHabl). —
M., 1977.

Mupowko HO. «MoHyMeHTanbHas nponaraHga» — MnjiaH u
mud // Nickyccteo JlennHrpaga. — 1991. — N21.

3. TepHosew b.H. 15 net coBeTckon ckynbnTypsbl // VickyccTBo. —
1933. — N@93.

4. MaentoyeHkoB B.C. MaMATHUKM peBotOLMOHHON Poccmn. —
M.: 3patenbctBo CoBetckasn Poccusa, 1986.

KnroueBble cnoBa: /leHuHckuli niaH MOHYMeHMaaeHou
nponazaHosl, Jekpem o naMamHuUKax pecnyoauku, mo-
HYMeHMaabHas ckyaenmypd, NAMIMHUK, CMUAUCmMuKa,
non-kysiemypa.

MOYEPNHYTOro U3 apXxvBa JOKYMEHTOB NpPaBUTESb-
CTBa Y NEPUOANYECKMX U3LAaHUIA NOCIEPEBOIO-
LMoHHOro BpemMeHu. MickyccTBoBegueckas oLleHKa
npeacTaBAeHHbIX MPOU3BEAEHNI, MECTa U POV pe-
anauM3aluu niaHa B UICTOPUM COBETCKOFO UCKYCCTBa,
BMAMMO, He BXOAMWAa B 3aja4u aBTopa.

B nocrtcoBeTcknin nepmog TeMa MOHYMEHTaslb-
HOW MponaraHibl MPOAO/XKAET NPUBAEKaTb BHUMA-
HWe HayyHoro coobuiectea. OgHako B HONbLUNH-
cTBe paboT NAEONOTUUECKUI NOAXOA K NpeaMeTy
aHa/M3a oCTacs, U3MEHWACS NNLWb HappaTuB. Te-
nepb AaHHbIA BOMNPOC, B OCHOBHOM, paccMaTpu-
BaeTcA kak cnocob BonaolleHns «obpasa BAacTn»
60/bLIEBUKOB U ee NernTuMaLmm®, uto onpeaens-
eTcs 3apaHee 3afjaHHbIMK pamkaMu GopmManbHOro
noaxoga (Memory studies).

Cpeay 3HaUMMBbIX NCKYCCTBOBEAYECKUX paboT co-
BPEMEHHbIX aBTOPOB, MOCBALEHHOW AaHHON TeMe,
cneayet otMeTuTb ctathio A.I. Wknspckon®, B Ko-
TOPOV HaMeUeHa TEHZAEHLMSA K PaCCMOTPEHWIO pe-
anusaunn JIeHWHCKOro niaHa MOHYMeHTa bHOM
nponaraHibl Kak CyLLeCTBEHHOro 3Tana B GopmMu-
poBaHUM H6OABLLIOrO CTUAA COBETCKOMN CKYyAbMTY-
pbl, 1 ctatbto O.B. KanyrnHoi’, B KOTOPOI aKLleHT
cfienaH Ha HOBaTOPCKOM XapakTepe opraHv3auuu
camoro KoHkypca. O6e TeMbl NMosiyyaT 34ech Jab-
Helllee pa3BuTUe.

Takvm 06pa3om, NpU BbICOKOW CTEMEHU UHTE-
peca k Teme JIEHMHCKOrO MniaHa MOHYMEHTabHOW
nponaraHAbl B LLeJIOM MOXHO roBOpPUTL O ¢ppar-
MEHTapHOM, HECMCTEMHOM XapakTepe ncciesosa-
HWI, MPEANPUHATBIX 4O HACcTOALLEro BpeMeHU. Posb
KOHKypcCa no co3aHnio NaMATHUKOB, 06bABIEHHO-
ro komuccuen CoBHapKoMa, B CTaHOBJIEHWUMW U pas-
BUTUWN COBETCKOTO UCKYCCTBa He MoJlyunaa CUCTeM-
HOro aHanM3a U elle XAeT CBOero nccaesoBaTens.

K coxxaneHuto, B paMkax cTaTbi HEBO3MOXHO OC-
BETWTb BCE acnekTbl 3TOM 0bWwmMpHOM Tembl. Mpea-

5. LWanaesa H.B. ®opmurpoBaHme obpasza COBETCKOW BAACTU B
poccuiickom obuecte B 1917-1920-€ rr.: COLMOKYNbTYPHBIN
acrnekT: AuC. 4-p. UCT. Hayk: 24.00.01. — Capatos, 2015.

6. LWknsapckaa A. Hapoa v namatHuk // WNckyccto. — 2012. —
N23(582). — C. 32-48.

7. Kanyruna O.B. lekpeT 0 namsTHMKax pecnybavkm n ero pea-
JIN3aLms Kak HOBALMOHHBIN OMbIT peanv3aLmm MOHyMeHTa b-
HOro KoHkypca // COOPHMK Hay4HbIX CTaTEN MEXAYHapoOs-
HOW Hay4YHOM KoHbepeHLun «Tpu Beka Noj 3HaKoOM HOBW3HbI.
OteuecTBeHHOe nckyccTBo 1700-2000». MockBa, 22 mtoHA
2016 r. — baprayn, 2017. - C. 95-101.
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METOM Hallero uHTepeca byeT yuacTne B KOHKyp-
ce AT. MaTtBeeBa, 1 KOHKPETHO ABe paboTbl Ans
MeTporpaga, co3saHHbIX UM B NpoLiecce peanmnsa-
UMM nNaaHa. Mbl Takxke paccCMOTPUM naeoornye-
CKWIA acnekT, IeXkalmii B OCHOBE NpeasoKeHHOro
JleHVHbIM NnaHa, HO He B KOHTEKCTe YyCUAnK pe-
BOJIFOLMOHHOTO NPaBUTEeNAbCTBA MO «iernTumauum
BJ1ACTV» UM NEPMAHEHTHOrO NpoLiecca nponaraH-
Abl NAeN peBoNoLMM, KaK A0 CUX NOP UAE0NOTN-
yeckui GpakTop paccMaTpmBancs B Hay4YHOMN nu-
TepaType, a B KOHTEKCTE TEOPETUUECKNX B3T1A40B
KNaCCMKOB MapKcM3ama Ha chepy UckyccTBa 1 TBOP-
yecTBa B LesoM. [ToaToMy Ans Havala KpaTKo 13-
noxunm npuHagnexatwme K. Mapkcy n B./. JleHnny
TeopeTnyeckmne yCTaHOBKM, ONpesenmnBLIve xapak-
Tep NpoBeAeHUsA KOHKYpCa Ha BO3BejeHMe namsT-
HWKOB B BWAE OTKPbITOrO COPEBHOBAHMSA, B KOTO-
pPOM MOFIN y4acCTBOBaTb BCE XKenaroLlume.

[anee octaHOBMMCSH Ha MCKYCCTBOBEAYECKNX
acnekTax NPeTBOpPeHns niaHa: 0cCobeHHOCTAX Npo-
BeJeHua KoHKypca B Mockse v [NeTporpage, dop-
MaJbHOM U MKOHOrpadmnuyeckomM aHanmse npes-
CTaB/IEHHbIX Ha CyJ XXIOpW Mogesel NaMATHUKOB,
W, HAKOHEeL, Ha y4YacTun B 3TOM npouecce Anek-
caHapa TepeHTbeBMYa MaTtBeeBa. [poBeaEHHbIN
aHa/iM3 No3BOANT HaM OLLEHUTb XYAOXKECTBEHHYHO
3HAaYMMOCTb CO3jaHHOro MaTBeeBbIM NaMATHMKA
Kapay Mapkcy (Man. 1) ¢ Toukmn 3peHnsa BbipaboT-
KW HOBOFO XyAOXEeCTBEHHOrO A3blKa, a TakXe OT-
METWUTb ero BKAaj B AajbHelillee pa3BUTUE COBET-
CKOV CKYNbNTYpbI.

Mapkc B CBOel TeOpun He paccMaTpuBaEeT Xy-
[0XeCTBEHHbIe NPOM3BeAeHNA Kak paboTbl «efnH-
CTBEHHOrO MHAWBKAA@», TO €CTb Kak NPOAYKT TanaH-
Ta M OJAPEHHOCTN KOHKPETHOro XyAoxHuKa. C ero
TOUKM 3PEHUA, «<UCKIOUNTENbHAA KOHLLEHTpaLma
XYZOXXEeCTBEHHOro TasaHTa B OTAENbHbIX MHANBU-
fax 1 CBA3aHHOE C 3TUM NOAaBAEHME ero B LUNPO-
KOW Macce, eCTb CIeACTBUE pa3geneHuns Tpyaa»8. Mo
€ro MHEHWIO, pa3BMTNE XYAOXXECTBEHHOrO TalaHTa
Le/IMKOM «3aBUCWUT OT pasgeneHuns Tpysa v ot no-
POXAEHHbIX UM YCNOBUA NPOCBELLEHNS NHoAen»°.
MpuHNMas cyrybo maTepmnanmcTMyeckuin B3rass Ha
npobaemy n3obpasnTeNbHOro NCKyccTBa, OH 3a-
KAto4aeT: «B KOMMYHMCTMYECKOM 0bLLLecTBe He Cy-
LLLeCTBYeT XXMBOMNCLEB, CYLLECTBYHOT NNLLb JIHOAMW,
KOTOpble 3aHNMAKOTCA XXMBOMUCLIO Kak OAHUM U3

8. Mapkc K., 3Hrenbc ®. MickyccTBO B KOMMYHUCTUYECKOM 06-
wectBe / Mapkc 1 3Hrenbc 06 nckyccrse. Cou. B 3-x 1. — M.
WckyccerBo, 1957. - T. 1. — C. 247-252.

9. Tam xe.
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BMAO0B CBOel AesTesbHOCTN . Takum obpa3om, no
MHeHMWto Mapkca, 3aHMMaTbCA XyJ0XKECTBEHHON Ae-
ATENbHOCTbIO C AOCTUXKEHNEM BbICOKUX pe3y/bTa-
TOB MOXET KaXkAbli, UMErLLMIA JOCTYN K COOTBET-
cTBytOLLEMY 0bpa3oBaHuMIO.

JIeHWH, ABNAACh afenTOM MaTepuanncTn4ecko-
ro B3r/isja Ha TBOPUYECKYHO AesTeNbHOCTb, AOMycKa-
eT TeM He MeHee CyLLLeCTBOBaHWe HemaTepuanb-
Horo dakTopa TBOpYeckoro ycnexa. OgHako 310
He TaJlaHT U BAOXHOBEHME XYAOXHUKA, a TBOpUe-
CKWI NOTeHUMas, BbICBOBOXAAEMbIN peBOAIOLMEN:
«MapKkcu3m oTanyaeTca oT BCex ApYrnx coumnanu-
CTUYECKUX TEOPUI 3aMeyaTeNbHbIM COeANHEH M-
€M MOJIHOM Hay4YHOM TPe3BOCTN B aHaNn3e 06beK-
TVBHOIO NOJIOXEHUS Belle N 06 bEeKTUBHOIO X0 a
3BOJIOLMN C CaMbIM PeLUUTENbHbBIM NMPU3HAHUEM
3HaUeHUs PEBOJIOLMOHHOM 3HEPTUM, PEBOIOLM-
OHHOro TBOPYEeCTBa, PEBONIOLMOHHOM MHULMATH-
Bbl MacC, — a TakXke, KOHEYHO, OTAEbHbIX IMYHO-
CTEW, TPYNM, OpraHn3aunn, napTnn..»".

OueBnAHO, COBOKYMHOCTBIO 3TUX ABYX pakTo-
pPOB — NOTEHLMabHON TBOPUYECKON OAAPEHHOCTM
KaXk0ro YyenoBeka 1 BbICBOOOXAEHHOW peBOtO-
LMen TBOPUYECKOW 3Hepruer YyenoBeka-TBopLa, n
6b11 chpopmMUMpOBaH NOAXos K pa3paboTke JIEHWH-
CKOrO njiaHa MOHYMeHTa/IbHOM nponaraHasl. B ero
OCHOBY b6blI 3a/10KEHBI CaMble AeMoKpaThyeckme
NPUHLMNBI: y4acThe WNPOKOro Kpyra auy, B onpe-
AeNleHNn cnucka aeatenen, 4OCTONHbIX BO3Beje-
HWA NaMATHUKOB; NpUraalleHne K pa3paboTtke nNpo-
TOTUNOB NaMATHUKOB BCEX XENatoLmX (He TObKO
CKYNbNTOPOB), a TakxXe naesa naebucumuta B kave-
CTBE «XKIOPW» AN OLLEeHKN pe3yabTaToB ',

3TN AemMoKkpaTMyeckme NPUHLMMNbI BO MHOIOM
onpeennan pesynbtat UMMNAeMeHTauun niaHa, no-
3BOJIMB NPVBAEYb K Er0 peannsaLmm He TObKO LIn-
POKUIA KPYr CNOXMBLUMXCA MacTepOB CKY/bMATYpPbI,
HO 1 TBOpYeCKyto Mosogexb. OgHako peannsaums
WHHOBALIMOHHOM NAen Ha NpakTUKe CTOIKHYAaCh C
psgom npobaem, KOTopble BO MHOTOM Npesonpese-
NMAW NonyyeHHble pesyabTtaThl. [Tpexae Bcero, Ha
TOT Nepnoj pycckas MOHyMEHTabHas CKybMTypa
Haxoauaacb B onpeaeneHHoM Kpusuce. Mo cnosam
b.H. TepHoBLua, ckynbnTypa Havana XX Beka «Mor-
Jla cuMTaThCA OTCTarLWMM, Tak CkasaTb “"BTOpOCTe-

10. Tam xe.

11. NenHwnH B.N. MpoTme 6owikota / MosaH. cobp. coy. —T. 16. —
C.23.

12. YcnoBusa KOHKypca-3akasa Ha NaMATHUKN MoCKOBCKOMY npo-
deccnoHanbHOMY COLO3Y CKYJ/IbNTOPOB-XyA0XHMKOB. — /3Be-
ctmna BUWK, 24 nioHs 1918.

NeHHbIM" GPOHTOM MCKyccTBa» 2. TocnoacTBytoLLEM
ctunem B odumLManbHON ckynbnType 6bl1 HaTypa-
NINCTUYECKMI N XKaHPOBbIN NOAXOA NO3AHEro aka-
aeMusMa. Monck HOBOro CTUANCTUYECKOTO A3blKa
TONBbKO HaYMHaCA, XOTA CPeAn CKyNbNTOPOB MOJIO-
[,0r0 NMOKONEHMS, MPeXae BCEr0 MOCKOBCKOM LUKO-
Nbl, YXXKe UMeCcA HEKOTOPbIA MO3UTUBHbIN ONbIT ™.

Apyrum dakTopom, orpaHnymMBaBLUMM TBOpYe-
CKre MOUCKM CKYNbNTOPOB, BblAN CXKaTble CPOKU
peanv3aLmmn noayvyeHHoro 3akasa. Co3gatb Mogenb
NamATHMKA B MOJIHYIO BEIMUMHY Npeanaranoch npu-
MEpPHO 3a TpK MecsaLa. HakoHel, cnoxHas nocne-
pPeBONIOLMOHHAsA CUTyaLMa npeanonarana Tpya-
HOCTW C Ha/siMunmeM HeobXoANMBIX MaTepUanoB ANs
N3roTOB/IEHUA CKYAbMTYP, HEXBATKY MacTepCKmx As
BbINOJIHEHWA MPOTOTUMOB NaMATHWUKOB B HaTypab-
HYHO BEINYMHY, a TakXKe OTCYTCTBME d1eMeHTapPHbIX
6bITOBbIX YCNOBUWI, BKAKOUas OCBELLLEHWE 1 OTONJIe-
Hve. B pe3ynbTate MHOrMe N3roToB/NEHHbIe 06pa3-
Libl Pa3pyLnANCh N3-3a X003 eLle B MacTepCKuX,
He JOXJaBLUNCb CBOEN yCTaHOBKW. Tak, HanpumMep,
npousowno ¢ pabotamu Bepbl MyxuHoli n bopuca
TepHOBL@A, O YeM MOCAEAHUI NULLET B CBOUX BOC-
noMuHaHuax™. Tem He MeHee MnyiaH, Kak OH 3ajy-
MblIBancs, 6611, B OCHOBHOM, BbIMOHEH.

HeobXxoaMMO OTMETUTb CYLLLeCTBEHHYIO Pa3HuLy
B MeToZe pacnpeseneHns 3aka3oB Ha U3roTosJe-
HVe NamMATHWKOB Mexay Mocksoi 1 [MNeTporpagom.
B MockBe noaxog 6bin1 6onee seMoKkpaTUUeH — 3a-
Ka3 nepegasasnca Ha ucnonHeHne MockoBCKOMY
npodeccnoHanbHOMY CO3Y CKY/bNTOPOB Ha OC-
HOBe BHYTPEHHEro pacrnpejeneHna-KoOHKypca, 4YTo
No3BOAANO, BO-NEPBbIX, 06ecneynTb N3roToBAeHne
60/1bLUEro KONMYECTBa NaMATHUKOB, 1, BO-BTOPbIX,
NPUHATb y4acTe B KOHKYpCe BCeM YeHaM npod-
coto3a’®. B pesynbrate MexXay MOCKOBCKMMM CKY/b-
nTopamu, NO COXPaHMBLUMMCA JOKYMEHTaM, 6bino
pacnpegeneHo 63 namaTHMKa.

B MNeTporpaae pacnpegeneHve 3aka3oB Ha na-
MATHUKW BbIN0 HBonee TPagULMOHHBIM. VI3Hayanb-
HO OTBETCTBEHHbIM 33 UCMOJHEHME MaaHa MOHY-
MEHTaNIbHOM NponaraHfbl 6611 HazHauYeH CKyabNTop
J1.B. LLlepByA, 04HaKO, pyKOBOACTBO MPOLLECCOM OH
ocyuwiectsasn Hegonro. [No Bepcum LLepsyaa, ero

13. TepHoseu b.H. 15 net coBetckon ckyabnTypbl // VickyccTso. -
1933. - Ne3.

14. KanyrnHa O.B. Pycckas ckynbntypa cepebpsHoro Beka. — M.:
BykcMApT, 2013.

15. TepHoBel, B.H. /36paHHble cTatbut. — M.: U34. CoBeTCKMIA Xy-
AOXHUK, 1963. — C. 20.

16. YcnoBusa KoHKypca-3aka3a Ha MaMaTHUKN MOCKOBCKOMY Mpo-
deccrmoHanbHOMY COO3Y CKYbMNTOPOB-XYA0XHMKOB. — V3Be-
ctns BLUWIK, 24 vons 1918.

OTCTPaHWAM KakK «XyAOXHWKa NpaBoro HarnpaBaeHu-
#»"NosIHE BO3MOXHO, YUTO OCHOBHas NPUUMHa Kpbl-
Nnacb B ApyromMm — BC€ OCHOBHbIE 3aka3bl OH OCTaB-
NN 3a coboli (Taknm 06pa3om OH MOyYMA 3aka3
Kak MMHUMYM Ha TpW NamaTHWKa). B utore pykosog-
CTBO MMMJEMeHTaLMeN NaaHa nepesanu Koanernm
N30 Hapkomnpocca™ nog pykoBogcTtBom AnbTMa-
Ha, COCPeAOTOUMBLLEN B CBOMX PyKax BCE peLUeHNs.

Mepepayva pykosoacTea koanermm N30 obecne-
ymna NPUOPUTET yUYacTus B KOHKYpPCe CKYNbNTOPOB
«J1eBOT0 TOJMKa», MPUMEHSABLLMX B CBOUX paboTax
npuemsbl Kybnsma un ky6o-dytypusma. Cpeam 3Tmx
CKYNbNTOPOB 6blIM, B OCHOBHOM, y>K€ NOMyUYmnBLLNE
N3BECTHOCTb NPEeACTaBUTENN «3amnaZHON» WKObl —
ntanbsaHey, O. Npuzennun, nateiwum T. 3anbkanH n K.
3ane. OHaKo, CaMblli OTBETCTBEHHbIV 3aKa3 Ha 13-
rotosaeHune namaTHuka Kapay Mapkcy nepea 3aa-
HueM CmonbHoro B MNeTporpage 6bi1 nopyyeH Anek-
caHapy TepeHTbeBuUy MaTBeeBy. 3aberas Bnepeg,
OTMETVM, YTO MMEHHO 3Ta paboTa, MO Hallemy MHe-
HWIO, CTaNa CBOEro POAa 3TaJIOHOM, ONpPeaeMBLLNM
JaNbHENLWNA NyTb Pa3BUTUA COBETCKON MOHYMEH-
TaNlbHOM CKYAbNTYPbI.

AnekcaHap TepeHTbeBMY MaTBeeB B pamMKax
JleHVHCKOro naaHa MOHYMeHTalbHOWM nponaraH-
Abl BbINOAHWA ABe paboTbl ans MeTporpaga: 6toct
Mapkca B KayecTBe 3CKM3a U NaMATHUK Mapkcy
B MOJIHbIN POCT. BeinosHeHHbIR H6rocT Mapkca, Ha
Hall B3rasj, Hesb3s Ha3BaTb TBOPYECKON yaauel
xyfoxHuKa. Co3gaeTcs BneyaTieHue, UTo OH Npesa-
CTaBAsieT cobol HEeCKONbKO NepepaboTaHHbIi 6rocT
lepueHa, BbINOSHEHHbIN UM B 1912 rogy no nopy-
yeHuto PCAPI ana npoaaxu 1 NOMOJHEHWUs Nap-
TUNHOW Kaccbl. MOXHO NPesnoaoXUTb, YTO CUb-
Hoe cxoAcTBO 6rocTOB lNepueHa 1 Mapkca BO3HUKAO
13-3a KOPOTKMX CPOKOB, KOTOPbIE AaBafNCh CKYlb-
nTopam Ha M3rotoBaeHne 3ckmsa. Ho, BO3MOXHO,
co3zaHHbIM B 1912 rogy 6rocT noxoamn bonee Ha
Mapkca, yem Ha lepueHa (an. 2). M3BecTHO, UTO
B kayecTBe l'epLieHa OH 0co60ro ycnexa He nmen —
B pe3y/bTaTte 6b110 N3rOTOBAEHO BCErO TPU-YeTbl-
pe konun',

HanpoTtve, namMaTHUK MapKcy B MOJIHbIN POCT,
YCTaHOBJ/IEHHbIN 7 HOsA6ps 1918 roga B ro40BLYMHY

17. Wepsya J1.B. BocnoMuHaHWA 0 MOHYMeHTaIbHOM nponaraH-
Ae B JleHunrpage // Wickyccro. — 1939. — N21. - C. 52.

18. PykoBogsawmi opraH Otaena n3obpasutenbHbIX UCKYCCTB
(M30) npn HapoaHoM komuccapmnate npocselleHns PCOCP,
co3zaHHbIV B 1918 rogy Ans ynpaBaeHus v KOHTpons B cde-
pe n306pa3nTeNbHOro NCKyccTBa.

19. MypwuHa E.B. Anekcanap Mateees. — M.: N3a. CoBeTckuii xy-
AOXHUK, 1979. — C. 347.
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OkT6pbCcKON peBotoLUN psigoM co CMO/bHBIM B
MeTporpage (Mnn. 3), ABUACA HEKMM 3TaNIOHHbIM 06-
pasLoM HoBoro ctuis. OH Josrve roAbl OKasbiBas
HenocpeaCcTBEHHOE BAMSAHME Ha COBETCKYHO MOHY-
MeHTasIbHYHO CKY/NIbMATYPY. B sanbHenwem nsnoxe-
HWMM NOCTapaemcsl apryMeHTUpPOBaTb 3TO MOJOXe-
HVe Ha KOHKPEeTHbIX NprMepax.

CaM NaMATHUK, CO34aHHbIN N3 HEAONTOBEYHbIX
MaTepuranoB, K COXaNeHU, MPOCTON BCErO He-
ckonbko neT (1918-1924 rr.), nocne yero paspy-
wwuncsa. OaHako coxpaHunmce potorpadum n ero
noapobHOe onncaHne AnTepaTypHbIM KPUTUKOM
JNlbBOM MyMnsiHCKMM. OHO 0COBEHHO LEeHHO, Tak
Kak No3BO/ISET HaM NpeacTaBUTb 0COBEHHOCTM BOC-
NpVATUA NaMATHUKA COBPEeMeHHMKaMu: «Ha npo-
CTOM rpaHeHOM LLoKOJe, C UMANHAPOM B pyKax, B
CTPOroM CHOPTYKe (HU OAHOW NINLIHEN CKNajKM He
no3BOANA cebe B HEM XYAOXHMUK), BEICUTCS Mepes
Hamu ero HebobLIas, NAOTHas, HO nerkas ¢ury-
pa, NoJsHas ABWXXEHWS, XXN3HEPaJOCTHON 3Heprum
¥ TOTO MHTENNEKTYaIbHOTO U3SALLECTBA, KaKoe Npu-
[laeT YesIOBEKY MbIC/IY, YE/IOBEKY HayKu, YeM B BbIC-
Wwen Mepe 6bi1 Mapkc, MpuBbIYKa K MOCTOSHHOM
paBHOMEPHO-HaMNPAXEHHOW YMCTBEHHOW AeATeNb-
HocTu... ObLwas Mbicib MaTBeeBa AOCTUraeT CBOEro
€CTEeCTBEHHOTO 3aBepLUEHNS B XapakTEPHOM rofo-
BE, C ee MPeKpPacHbIM BbICOKMM 160OM U HECKOJIb-
KO MesKMMU YepTaMu auLa (Kak 3TO OUYeHb BEpPHO
NOAMEYEHO XYAO0XHUKOM), OCBELLEHHBIMU TEM XK€
BbIPa>XeHWEM YMa, SHEPTUM U BeCeNoCTu...TpyaHYHO
3aglauy MaTtBeeB npeogoneBaeT 6e3 HanpsXeHUs,
6e3 TeHW HaZyMaHHOCTU UAN NCKYCCTBEHHOTO Na-
doca. He 60scb, UTO BbINAET NOXOXE Ha MHOXe-
CTBO NaMATHWKOB, He CTapascCb NOPa3nTb 0coboM
OPUTMHaNBLHOCTBLIO Nogxosa, MaTBeeB ¢ 60/1bLLION
CEPbE3HOCTLIO, BUAMMO BMOJIHE CO3HATENbHO, U3
BCEX BO3MOXHbIX pellueHuni 3agaum nsbpan Hau-
6osiee ecTeCTBEHHOE 1 NPOCTOE: Nepes HaMmu na-
MSATHVK-MOPTPET, HO MOPTPET Upe3BbIUANHO XapaK-
TEPHbIW, XXM3HEHHbIW U XYA0XECTBEHHO-MOXOXMUN.
TBOPYECKON MHTYNLMEN XYAOXKHUK HEe TONbKO 3a-
nevatsiiesl OTAe/NibHble YepTbl Hapy>XHocTn Kapna
Mapkca, Kak OHa coxpaHuach Aas HaC B MHOTO-
UNCIEHHBIX M306paXKeHMsAX, HO eMy NocYacTANBK-
N0Cb yragaTtb TOT 06K 06AKK, TO eanHOe Lienoe,
B KOTOpOeE BCerAa ckiafiblBaeTcs Hallle npejcTaBie-
HVe O @aHHOM >XMBOM YesIoBEKE M KOTOPOro nou-
TN HUKOTAa He nepegaeT potorpaduma»20.

20. MymnsaHckmi 1.B. Maams. — 1919. — Ne38. - C. 8-10.
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C ncKycCTBOBEAUECKOM TOUKM 3PEHUSA, MOXHO
BbIAENTb LENbIA paj NaacTMYecknx npuemMos, no-
3BoAMBLIMX MaTBeeBy co3aaTb 06pa3s, NPOV3BeALLNIA
CTONb 61aronpuATHOE BreyaT/eHne Ha aBTopa 3TUX
cTpok. MNpexge Bcero, 3T0 apXMTEKTOHNUYHOCTb Na-
MATHWKa. MaTBeeB rosopun: «TONbKO YCTaHOBEHNE
TOYHOM GOPMbI — EAUHCTBEHHbIW MYTb K XapakTe-
Py, K €ro packpbITUIO, 1, Kak camoe rnaBHoe, — 3TO
onpeaeneHne pUTMMYecknx 0CoObeHHOCTEN Kax-
[lOro YenoBeyeckoro avua (M purypbl) 1 opraHun-
3aL1s BCEro MPOU3BEAEHMNS KaK apXMTeKTypbI»2',

®urypa Mapkca npegacraBieHa B KOHTPaNocTe,
6narogapsa 4eMy Mbl YyBCTBYEM He TOJIbKO BHYTPEH-
HIOO AMHaMKKy 0bpasa, HO 1 ero cbanaHcMpoBaH-
HOCTb, NPOYHYIO OMOPY Ha NocTameHT. [MpeacTaBna-
€TCA, UTO NaMATHUK MapKcy Kak OCHOBOMONOXHUKY
Hay4YHOro MaTepmanncTMUYecKoro B3rnaja Ha pas-
BUTWE UCTOPUN, AONXKEH TBEPAO CTOATb Ha CBOEMN
«3IMNUPUYECKOI OCHOBE». TOUHO BbIBEPEHbI MPO-
nopumun namaTHUKa, obecneumsas purype npaeuib-
HbI HanaHc. OgHa pyka Mapkca 3an0XeHa 3a CvHy,
yTOo TakXe obecneumBaeT durype HanaHc N apxu-
TeKTOHMYecKyto ybeanTensHOCTb, Apyras pyka, 3a-
NOXeHHas 3a NalkaH CHOpPTyKa, 3a4aeT AnaroHab,
KoTopas Aanee nojxsayeHa AMHWEN naLkaHa u u-
HWeN ro/IoBbl, MOBEPHYTON HEMHOIO BBEPX. JTa An-
aroHanb genaet purypy bonee «nerkom», BU3yab-
HO NpubaBnsAs el pocT.

BbiBepeHHbIV BanaHC KNaccukm C aneMeHTaMu
Kyb13mMa No3BOASET CKYAbMTOPY, C OAHON CTOPO-
Hbl, paboTaTb KPYMHbIMW MJOCKOCTAMU U AOCTU-
raTb BbICOKOIO YPOBHs 0606LeHNs, a C 4pyron,
NpUAEPXnBaTbCA NOPTPETHOIO CXOACTBA C MOZe-
Nbto. HeobxoANMO Takxke OTMETUTL YETKYH TNHUIO
CUNYy3Ta NaMATHKKA, ero «rpadnyHoOCTb». B cBoem
COBEpLUEHCTBE OH HE MMEET He TONbKO HU «O4HON
JIVILLHEN CKNagku», HO U He O4HOM JINLLHEN ANHUN.

OnuvcaHHble KPUTMKOM BHELLHWE JeTanun Crno-
COBCTBYIOT BHYTPEHHEN CUMBOANYECKON TPaKTOB-
ke obpasa. OfHaKo, 3TO He TPaANLMOHHOEe naea-
NINCTNYECKOe «NOrpyXeHue B ceba», xapakTepHoe
ANS 3N0XN CMMBOJIM3Ma. Vicnonb3oBaHuWe guaro-
Hann co3AaeT BrneyaTaeHne, YTO B3rNA4 U MbICIb
Mapkca HanpaBaeH BOBHe, Ha Npeobpa3oBaHue
okpy>xatowiero mupa. OTcrosa No3MTUBHOE, Npak-
TUYeCcKn «Becenoe» BocnpuatTne obpasa Mapkca
COBpPEMEHHMKaMMU.

MaMATHUK PacnosoXeH Ha CTPOroM NMOCTaMeH-
Te, CTUANCTMKA KOTOPOTO LieNIMKOM COOTBETCTBO-

21. MatseeB A.T. BbicTynneHne Ha KOHPepeHL N COBETCKUX
ckynbntopos B Mockse, 1940.

Bajla CTUINCTVKE CaMOro MoHyMeHTa. Kpome Toro,
ero crporne ¢opMbl OTAMYHO raPMOHUPYHOT C Knac-
CULMCTUYECKUM 3aaHNeM CMONBHOrO, CIMBAACH C
HUM B eAuHbIA aHcambb. [pn ycTaHOBKe NamsaT-
HWMKa BbINN NPUNOXKEHb! JONMONHUTENbHbIE YCUANS
ANA TOro, Y4TO6bl CBA3aTb CKY/bMNTYPY C OKPY>KEHU-
eM, Tak Kak TeMa 1 MacluTab gaHHOro npouseege-
HWA Aenanu ee LEHTPaNbHOW B pagy paboT, Bbino-
HEHHbIX MO MJAaHy MOHYMEHTaNbHOM NponaraHAbl.
MamatHmk Kapay Mapkcy 6bin noctaBaeH Ha raso-
He, Mo LeHTpaabHOW ock dacaga 3aaHnsa CMonb-
HOro nHcTutyTa. Apxmtektop V.A. domuH, pyko-
BOAMVBLUNIA B Te rOAbl apXUTEKTYPHON MacTepCko
netporpagckoro COBKOMX03a??, CNpoeKTMpOBas HO-
BYHO MNaHWPOBKY ckBepa nepea dacagom Cmosb-
HOro, co3aan anneto OT BOPOT K MOPTUKY, HU3KUIA
3e/leHblli mapTep nepeg HUM, ybpan aepeBbs, 3a-
KpbiBaBlMe dacas 34aHNA, U NepeHeC MOHYMEHT
B LLeHTp napTtepa?.

MamatHnk Mapkcy aBTopcTBa MaTBeeBa noayunn
NONIOXKUTE/IbHbIE OLEHKN KPUTUKOB U NpesCcTaBu-
Tesel BNacTu, n3bexan Npu 3TOM HEraTMBHOM pe-
akuuu nyeaunku. JlyHauapckuii nmcan B BOCMOMM-
HaHuAx: «Ype3BblbYaiHO bbla ..yAayveH NamMATHUK
Kapny Mapcy Bo BeCb pOCT, CA€NaHHbIN CKYAbMNTO-
pom MatBeeBbIM. K, coxkaneHuto, oH pa3buacs...»,

Mosiogble CKyAbNTOPbI TakXe OLLeHWN HOBbIN
NAACTUYECKUIA A3bIK, NPEAIOXKEHHbI MaTBeeBbIM.
LepBya BcnomuHan: «loaxeH ckasatb OTKPOBEH-
HO, YTO YaCTb MOWX YUEHNKOB NepekoyeBana B Ma-
cTepckyro MaTtBeeBa»?>. «<B mactepckoin MaTBeeBa
661N 1 KyOUCTBI, N QYTYPUCTBI, M SKCMPECCUOHWUCTBI.
Bce 3TM Xy[0>XXHUKM MbITaANCh CO34aTb HOBOE pe-

22. CoeT KommyHanbHoro Xossvctea Metporpagckoro Cose-
Ta pabounx, KPeCcTbHCKMUX M KpacHOapMeNcKnx AenyTaTtoB
(1919-1927).

23. Crpuranes A.A. TeMa MOHyMeHTa/IbHOM NponaraHgbl B TBOP-
yectBe VI.A. ®omuHa // Apxmtektypa CCCP. — 1968. — N25. —
C. 38

24. Nlynavapckuii A.B. JleHWH 1 nckycctBo. BocnomuHanwms /
Cobp. cou. = M.: 1967. - T. 7. - C. 401-404.

25. Lepsya J1.B. MyTb ckyabntopa. — CM6.: OO0 «Coto3 nucate-
nen Metepbypra», 2021. - C. 113.

BOJIFOLIMOHHOE MCKYCCTBO» 26, BnocneacTBumn Anek-
caHapy TepeHTbeBUUy yaanocb cbopmMumpoBaTtb He-
OKJ1aCCUYECKYHO LLIKONY OTeYeCTBEHHOIO BasiHUA U
BOCMMWTaTb LIeNYHO naesay TaNaHTANBbIX YyYEHUKOB.

HeyanButenbHo, 4to MMeHHO paboTa MaTBee-
Ba CTa/l ICTOUHUKOM BZAOXHOBEHUA ANS HAPOXAA-
tOLLIeCA COBETCKOM CKYAbNTYpbI. VicchegoBatenn
OTMeYatoT ero yAnMBUTEbHYH CMOCOBHOCTb K CUH-
Te3y pas/IMYHOro XxapakTepa — CMHTEe3y CKYAbMTy-
Pbl ¥ aPXUTEKTYPbI, CKYAbNTYPbl U OKPY>KatoLLel ee
NPUPOABI, CKY/bATYPbl Y TOPOACKOTO NaHAwWwadTa,
W, HAKOHeLl, CMHTE3y Pa3/InUHbIX CTUAEN BasHNA .
3Ta cnocobHOCTb K CUHTE3Yy MO3BO/IMAA CKYbMNTO-
py cTaTb HepopMasbHbIM «nobesnTenem» 06bAB-
neHHoro CoBeTCKOM BAacTbO KOHKYpCa W Ha A0A-
e rofbl 3a/10XUTb JasbHEULLNIA BEKTOP pa3BUTMS
OTEYECTBEHHOW MAACTUKW.

HecmoTps Ha TO, UTO NaMATHUK paboTbl MaTBe-
eBa MpocyLecTBOBan KOpoTkuii nepuog c 1918 no
1923 roa, eMy yAanocb CTaTb 3TaJlOHHbIM A5 NO-
cneayroLmMx MOHYMEHTOB, NMOCBALLEHHbIX 3TOMY Be-
NKoMy MblcauTento. CKybNTopbl HE KOMUPYHOT
KOMMO3WNLMOHHOE peLleHmre, a Npu paboTe Hag 06-
pa3oM MCNOJ/Ib3YHOT U3BECTHYIO GoTorpaduio, Ty Xe,
KOTopyto ucrosnb3osan Marsees, rae Mapkc nso-
6paxkeH, 3aN10XUB PyKy 3a MOy nuaxaka.

TakmumM obpas3om, NpeasoxXeHHbI MaTBeeBbIM
CUHTE3 K/1IaCCUYeCKOro MeToAa C akTyasbHbIM A3bl-
kKoM popmMoobpazoBaHms, a Takxke NpoPeccroHanb-
HO BblpaboTaHHble MAacTUYeckue peLleHns ana pe-
Npe3eHTaLumn TPaHCAUPYEMON UAEN Ha JOATUE TOAbI
3a/105KWJ/IN OCHOBBI A/1 Pa3BUTUA HOBOW COBETCKOM
CKyNbMTYPbI.

26. Tam xe.

27. «AnekcaHap MatBeeB v ero Likosa». — Cl6: Palace Editions,
2005. - 228 c.

28. KanyruHa O.B. MNpobnema crHTe3a B TBOpUecTBe A/leKcaH-
Apa MateeeBa // [lom bypraHoBa. [pocTpaHCTBO Ky/bTy-
pbl. — 2024. — N24. - C. 28-41.
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CONCEPTION AS A FORM-SHAPING FUNCTION OF
ARTISTIC DIALOGUE: A VISUAL STUDY BASED ON
THE WORKS OF ALEXANDER SMIRNOV

Summary: This article examines the iconography of the
Passion of Christ in the work of contemporary artist A.
Smirnov. The study analyzes a wide range of iconograph-
ic works created between the 1980s and 2015-2017, al-
lowing us to trace the evolution of the artist's artistic lan-
guage over nearly four decades of creative activity. The
primary methodological basis of the study is Heinrich
Wolfflin's concept, developed using ltalian Renaissance
art as a reference. This appears justified given the artist's
focus on the Renaissance tradition. The author examines
the representation of the artistic image in the context of
the gradual transformation of stylistic and iconographic
approaches, identifying patterns in these changes.

Particular attention is paid to the analysis of the artist's
visual language, which demonstrates a movement from an
impressionistic and painterly style to linearity, followed by
a return to painterly style while maintaining the external
outline of the drawing. This approach is characterized as

The study emphasizes the role of artistic conflict
and a value-oriented vector in the organization of
artistic forms, showing how Christian themes open
up boundless possibilities for engaging in dialogue
with the viewer simultaneously within aesthetic and
philosophical categories.

Christian heritage over the past two millennia
has served artists as a basis for reflecting on the
structure of the world and the place of the human
being within it (Belyanskaya, 2010)". The most sig-
nificant works of European art have turned to the
Gospel tradition. The artists’ attention to this theme
has been determined by the vector of deep mean-
ings embedded in Biblical and Gospel narratives,

1. Belyanskaya, L. 2010. “«Christian heritage» and contemporary
post-Marxism”, Religious Studies [Religiovedcheskie
issledovaniyaj, (3-4), pp. 192-203.

“vibrating," or in constant flux. The study demonstrates how
the synthesis of various stylistic features creates the condi-
tions for the search for the artist's individual artistic concept.
The article examines works dedicated to key moments
in the Passion Cycle: from the Entry of the Lord into Je-
rusalem to the Crucifixion and Entombment. The article
analyzes works such as the triptych "Crucifixion," the
paintings "Dialogue,” "Remember Me, O Lord, in Thy
Kingdom," "The Entombment," and "The Constellation
of Lamentation.” The author demonstrates how the art-
ist draws on the philosophy of the Byzantine heritage,
maximizing the capture of the physical appearance while
delving into the spiritual essence of the events depicted.

Keywords: Christian iconography, religious painting, ar-
tistic transformation, stylistic synthesis, gospel stories, the
passion of Christ, impressionism, Byzantine heritage, bina-
ry oppositions, artist Smirnov.

which always imply an appeal to the inner world
of the individual.

In the art of the second half of the 20th centu-
ry, artistic thought that addresses the Gospel story
increasingly moves away from illustrativeness and
shifts its focus to inner spiritual issues, both of so-
ciety as a whole and of the individual. Doctor of Art
History S.I. Khvatova links the sustained attention
to the sacred in the second half of the 20th cen-
tury with “the beginning of a new cycle in the de-
velopment of human culture, where a new view is
being formed on the functions of culture and art
as a whole.” (Khvatova, 2015)2.

2. Khvatova, S.I. 2015. “Spiritual searches in art and artistic life
of the second half of the 20th century”, Bulletin of Adyghe
State University. Series 2: Philology and Art Studies [Vestnik
Adygeiskogo gosudarstvennogo universiteta. Seriya 2:
Filologiya i iskusstvovedenie], (3 (164)), pp. 162-169.
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Il 1. The Entry of the Lord into Jerusalem

The vector of this attention is defined by a syn-
thesis of the artistic experience accumulated by pre-
vious generations and the acuteness of the spiritual
problems of the present moment. The Gospel tradi-
tion is directed toward human suffering and opens
up paths to healing from these spiritual afflictions;
art, in turn, likewise searches for the root causes
and for ways to resolve spiritual problems (Rak-
ova and Rakov, 2022)3. Thus, the appeal of art to
the Christian heritage is natural and especially rele-
vant now, when art finds itself at the intersection of
ethical and aesthetic contradictions. Contemporary
religious painting appears as a phenomenon that
stands at the forefront of the discourse about the
human being and their place in the world, where
the most acute questions of our time are raised. The
body of artworks that turn to the Christian heritage
constitutes a vast cultural stratum that requires re-
flection and systematization (Rakova, 2024)%.

The present study focuses on a visual exami-
nation of the iconographic series devoted to the
central part of the Gospel narrative — the Passion

3. Rakova, O.A. and Rakov, M.P. 2022. "Religious painting by
Alexander Smirnov in line with the traditions of Slavic culture”,
Culture and Art [Kul'tura i iskusstvo], (7). DOI: 10.7256/2454-
0625.2022.7.38317.

4. Rakova, O. 2024. "Creative impulses of ancient Russian art
and present-day dynamics in A. Smirnov's artistic search”
[Tvorcheskie impul'sy drevnerusskogo iskusstva i dinamika
nashih dnej v hudozhestvennyh iskaniyah A.M. Smirnova], Art
Literature Scientific and Analytic Journal Burganov House.
The Space of Culture [Nauchno-analiticheskij zhurnal «Dom
Burganova. Prostranstvo kultury»], no. 20, pp. 94-106. DOI:
10.36340/2071-6818-2024-20-3-94-106.
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of the Cross. The material for the research is the
iconographic cycle of works created by the artist
A. Smirnov®. The dates of creation range from the
1980s of the last century to 2015-2017 in the 21st
century. The aim is, by comparing a number of the
author's works, to offer stylistic characteristics of the
iconography of the chosen subject. This will make it
possible to examine the representation of the artis-
tic image from the perspective of the gradual trans-
formation of stylistic and iconographic approaches.
Since the artist's work as a whole is oriented toward
the art of the Italian Renaissance, which was pre-
dominantly ecclesiastical and based on the themes
of Holy Scripture, it is proposed to turn to Heinrich
Wolfflin, whose methodology for evaluating works
of art was developed on the basis of Renaissance
culture (Rykov, 2015)°.

The task also includes emphasizing the role of
artistic conflict as one of the ways to reveal the val-
ue vector in a work of art.

The visual study is based, in its sequence, on the
most dramatic part of the New Testament, which
tells of Christ’s suffering, His death on the cross,

5. Rakova, O.A. 2025. “Antinomy of artistic images in the works
of A.M. Smirnov”, Proc. of the All-Russian Scientific Conference
«Iskusstvo i religiya: antinomii prirody cheloveka» [‘Art and
Religion: Antinomies of Human Nature”], Vladimir State
University, Vladimir, 17-18 May 2025, pp. 162-170. ISBN 978-
5-9984-2276-8.

6. Rykov, AV.2015. “Formalism, avant-garde, classics. Heinrich
Wolfflin as an art theorist”, Proceedings of the History Faculty
of St. Petersburg University [Trudy Istoricheskogo fakul'teta
Sankt-Peterburgskogo universiteta], (22), pp. 155-160.

and His resurrection. This subject is equally filled
with pain and grandeur. And the visual language
employed by the artist, turning to the Gospel nar-
rative, seeks to approach the depth of the mean-
ings embedded in it.

The cycle of the Passion begins with Christ’s En-
try into Jerusalem and ends with the Resurrection.
The artist's works are examined in this sequence,
from the earlier to the later ones. The theme of the
Entry into Jerusalem is presented in a series of Im-
pressionistic works painted en plein air during the
artist’s creative trips to Jerusalem between 1993 and
2000 (Ill. 1). This group also includes a number of
small sketches, one of which was painted in 1990.

In contrast to the plein-air works, the pieces de-
voted to the Last Supper have a complex structure
of form-making. The artistic conception is revealed
within the framework of several stylistic tendencies.

At the same time, the artist searches for an in-
dividual language capable of conveying the depth
and tragedy of the Gospel events. The composi-
tional rigor reflects the semantic richness of the
author’s artistic conception, which dictates the cor-
responding visual language. He turns to the Byz-
antine heritage, reworking it in the context of the
artistic experience accumulated by earlier traditions.
In the transformation of stylistic devices, one can
trace the search for maximal artistic expressiveness,
so characteristic of the dynamics of the 20th centu-
ry. The works belonging to this group include The
Last Supper, created around 1986.

If we consider this work from the perspective
of Heinrich Wolfflin's five pairs of concepts, we can
note a strongly pronounced linearity, flatness, clari-
ty, and closed form in the construction of the artis-
tic image. There is also a sense of unity, in which all
the parts of the artwork constitute a single whole.
The artist returns to this theme over the following
years and does not confine himself to the initially
discovered compositional and chromatic solution.
The artistic language undergoes transformations —
this can be seen in the painting The Last Supper,
created approximately between 1998 and 2000 (Zo-
graf, 1983)".

7. Zograf, N.Yu. 1983. “Creative history of N. N. Ge’s painting
«The Last Supper»”, State Tretyakov Gallery. Materials and
research [Gosudarstvennaya Tret'yakovskaya galereya.
Materialy i issledovaniya], Khudozhnik RSFSR, Leningrad,
USSR, pp. 81-102.

The compositional and plastic structure be-
comes even more expressive. The artist’s particu-
lar attention is directed toward the rhythms of
gestures. The search for musical expressiveness
in revealing the inner meaning embedded by the
artist in the work links this piece with the one
created earlier®.

In the later work, the artist abandons local color
and complex glazes. They are replaced by a vibrant,
expressive brushstroke. The artist arrives at a synthe-
sis of the established plasticity, with its characteristic
expressiveness of gesture, and an Impressionistic
approach to presenting the artistic image. If we
again turn to the paired concepts, we can clearly
see a transformation in the author’s artistic style: in
this work, linearity is replaced by painterliness and
depth, and the artistic form becomes open. How-
ever, in accordance with Wolfflin's definition of the
paired categories, unity and clarity are preserved —
the work is perceived as a coherent whole. In a lat-
er frieze titled Miracles of Christ, painted in a free,
sketch-like manner, a key stylistic feature becomes
the dominance of a sharp and precise line (Mali-
novskiy, 1910)°. The compositional sharpness here
reaches its maximum expressiveness. A synthesis
emerges between the depth and openness of the
artistic form and its linearity.

From this, we can observe that the artist arrives
at a sense of wholeness and unity through the syn-
thesis of different approaches, intuitively harmo-
nizing their relationships, as well as those between
the main leitmotif and the secondary motifs. In this
case, each stylistic approach functions as an instru-
ment in the creation of a particular melody. This
assumption is based on other works by the artist
devoted to the same theme.

The Gospel scene of Christ with His disciples
in the Garden of Gethsemane can be seen in the
works The Agony in the Garden and Peter’s Denial.

At the same time, another work, painted ap-
proximately in the same period, is executed using

8. Rakova, O.A. 2025. “The Antinomic Component of a Work
of Art. Its Role in the Emergence of the Artistic Image. The
Creative Experience of A.M. Smirnov”, Culture and Art [Kul'tura
i iskusstvo], no. 12. DOI: 10.7256/2454-0625.2025.12.77342.

9. Malinovskiy, N. 1910. Pravoslavnoe dogmaticheskoe bogo-
slovie. T. 1: Vvedenie. Uchenie o Boge edinom v sushchestve
i troichnom v Litsakh [Orthodox dogmatic theology. Vol. 1:
Introduction. The doctrine of God, one in essence and triune in
Persons], 2nd ed., Tipografiya Sv.-Tr. Sergievoy Lavry, Sergiev
Posad, Russian Empire.
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a radically different approach — The Kiss of Judas
(Rakova and Rakov, 2022)°.

It is interesting to note that, despite all the out-
ward differences, the inner expressivity and re-
strained dynamism make it unmistakably clear that
these works belong to the same master. Each of the
works is characterized both by tense inner conflict
within the artistic text and by a conflicted binary
structure in which the value vector is clearly legi-
ble. In these pieces one can also distinguish unity,
clarity, and an active use of line.

Among the works dedicated to the Passion of
Christ are the canvas In Prison, painted around 1985,
and The Crucifixion with Attending Figures. Con-
ventional depth, closed form, and tectonic solidity
distinguish these two works.

The theme of the Bearing of the Cross and the
Crucifixion is also explored in a number of other
works. The painting Bearing the Cross, executed
in a realistic manner and belonging to the artist's
earlier period, presents an interesting comparison
with the later work Christian Civilization.

This is one of the artist’s latest works, painted
around 2010. Its distinctive features are painterli-
ness, depth, and an open form, in which one can
single out “unity and clarity” as a consistently pres-
ent criterion in analyzing the artist’s various works.
This quality is expressed with particular force in one
of the first pieces devoted directly to the moment
of the Crucifixion — the triptych Truth.

The triptych was painted at the Lisvyanka cre-
ative dacha in 1980. The work unites into a sin-
gle whole the Gospel scene of Christ’s Crucifixion
and a later event of church tradition — the cruci-
fixion of the Apostle Peter. The atmosphere of the
piece, along with the image of shifting sands, cre-
ates an overall sense of instability. Through the use
of highly conditional indications of the moment of
crucifixion, the artist emphasizes and points to the
significance of the immaterial dimension of what
is taking place.

The artistic idea is expressed in the fusion of
events separated in time — the crucifixion of Christ
and of Peter — into a single visual whole, with the
author’s conception drawing the viewer's atten-
tion to their inseparability. In the central part of
the triptych, the viewer is confronted with an empty
cross turned directly toward them. This free, solitary

10. Rakova, O. and Rakov, M. 2022. “Analysis of the creation of
A. M. Smirnov's diptych «Storm on the Sea»", Global Journal
of Human-Social Science: Sociology & Culture, 22(7), ver. 1.0.
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cross unfolds the temporal model of the Passion
toward the viewer, creating the possibility of direct
interaction. The recipient thus finds themself drawn
into the event as an immediate participant. In this
work, the artistic conception lays the groundwork
for the development of a specific artistic form: the
artist minimizes the depiction of the external phys-
ical event and turns to the philosophy of the Byz-
antine heritage.

At the Repin Academic Dacha, the artist paint-
ed the triptych Crucifixion.

At the same time, the artist does not abandon
his explorations in another direction. A later work
is titled Dialogue. The conception of this painting
is built around the relationship between God and
the human being — it is a conversation about eter-
nity, about the possibility of such a dialogue at the
very height of suffering. Around this period, as a
continuation of work on the same theme, the art-
ist painted Remember Me, O Lord, in Thy Kingdom,
which reflects on suffering in this world, where there
is the spear that pierces Christ, there is the suffer-
ing of this servant, and there is eternity where these
things are absent and where blessedness reigns.

The clear Impressionistic manner in which the
work is painted points to the breadth of possibilities
opened up by this theme. This iconographic series
makes it possible to identify a certain tendency: in
these works, a value vector is typically set, on the
basis of which the initial conception is formed, cre-
ating the conditions for a particular organization of
artistic forms. The value vector is realized through
a conflicted binary structure that marks the under-
lying opposition.

It is worth mentioning two further works by the
artist, painted around the 1990s — The Entombment
and Constellation of Lament. The fluidity and shifts
in the perception and interpretation of a particular
narrative line, together with the attempt to com-
prehend it more deeply, entail stylistic and compo-
sitional changes in artistic forms, which, as a result
of this approach, remain in continual motion. Vari-
ous painterly or graphic devices and the synthesis
of stylistic features, undergoing modification, cre-
ate conditions for the search for the most precise
formulations of the author’s individual conception.

As a result of the synthesis of certain concepts
and an underlying aesthetic principle, the conditions
arose for a profound transformation of the artist's
visual language. This transformation contains dis-
cernible regularities, which include the shift in the

master’s visual idiom from an Impressionistic and
painterly manner to linearity and then a return to
painterliness while preserving an external drawn
contour. This approach can be described as “vibra-
tory” or perpetually in motion. At the same time,
one of the parameters from the paired concepts
employed by Heinrich W6lfflin in evaluating works
of art — namely unity — in this case always remains
an unchanging category (Popov, 2018)™. However,
the general tendency in the evolution of the artist's
visual language gravitates toward openness and clar-
ity in the presentation of artistic form. The synthe-
sis of stylistic approaches can be regarded as a set
of tools through which the author's intuitive artis-
tic search leads to the harmonization of the image.
The attempt to grasp the “inner drawing” in the art-
ist's work, as Viktor Arslanov notes with reference to
Zuccaro's legacy, enables the researcher to discov-
er new dimensions of artistic perception (Yampol-
sky, 2007)". The boundless possibilities contained
within the Christian story create, for an artist orient-
ed toward Christian values, the conditions for en-
gaging in dialogue with the viewer simultaneously
within both aesthetic and philosophical categories.

The analysis of the iconographic cycle of the
Passion of Christ in the work of A. Smirnov makes
it possible to draw a number of important conclu-
sions about the artist’s stylistic evolution and the
specific features of his creative method. The study
shows that over nearly four decades of creative ac-

11. Popov, D.A. 2018. "Heinrich Wolfflin's concept in the context
of the history of humanities methodology”, Manuscript
[Manuskript], (12-1 (98)), pp. 160-163.

12. Yampolsky, M. 2007. Tkach i vizioner: Ocherki istorii
reprezentatsii, ili O material’nom i ideal'nom v kul'ture [The
weaver and the visionary: Essays on the history of representation,
or On the material and ideal in culture], Novoe literaturnoe
obozrenie, Moscow, Russia.

tivity the artist was in constant search of an adequate
visual language for embodying Gospel narratives, a
search marked by a movement from Impressionis-
tic painterliness to linearity and flatness, and then
toward a synthesis of these approaches, in which
an external drawn contour is combined with a vi-
brating painterly manner.

The application of Heinrich Wolfflin's concept
of paired categories has proved to be a produc-
tive methodological tool for analyzing the stylis-
tic transformation of the artist’s works. Despite the
wide variety of artistic solutions — from the realis-
tic manner of the early works to the conventionally
symbolic language of the later ones — two funda-
mental criteria remain constant in Smirnov's oeuvre:
unity and clarity of artistic expression.

Of particular significance is the revealed regular-
ity in the organization of artistic forms on the ba-
sis of a value vector and conflicted binary structure,
which enables the artist to conduct a dialogue with
the viewer simultaneously on aesthetic and philo-
sophical levels. The turn to the Byzantine heritage
and its reinterpretation within the context of con-
temporary artistic experience creates conditions for
a profound comprehension of the spiritual essence
of the depicted events, while the moment of exter-
nal physical occurrence is reduced to a minimum.

Christian subject matter opens up boundless
possibilities for artistic experimentation with form,
as evidenced by the diversity of stylistic solutions
achieved while preserving a recognizable authori-
al signature. The analyzed works — from the trip-
tych Truth (1980) to Christian Civilization (2010) and
the frieze Miracles of Christ (2015-2017) — testify
to the master’s continuous creative development
and his capacity for self-renewal while remaining
faithful to his chosen theme.
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3AMBICEJT, KAK ®OPMOOBPA3YHOLLAA OYHKLNA
XYOOXECTBEHHOTIO ANAJIOTA. BU3YAJIbHOE
NCCNEAOBAHWE MO MATEPUANTAM TBOPYECTBA
A. CMUPHOBA

AxHoTauusa: CtaTbs NOCBSLLEHA UCCNEA0BAHUIO KO-
Horpadum cTpactein XpucToBbIX B TBOPYECTBE COBPEMEH-
Horo xyaoxHwuka A. CMmpHoBa. B paboTe aHanusmpyetcs
OBLIMPHBIN MKOHOTrpapUyecknii psg NPov3BeAeHUn, Co3-
JAaHHbIX B nepuog ¢ 1980-x rogos go 2015-2017 rozos,
4YTO NO3BOJIAET NPOCNEANTD IBOOLMIO XYA0XKECTBEHHO-
ro A3blka MacTepa Ha NPOTAXEHUN MOYTU YETbIPEX Aecs-
TUETUIA TBOPUYECKOW AEATENBHOCTY.

OCHOBHOW MeTog00TMYeckor 6a3om nccnegoBaHus
CNY>XUT KoHLUenuusa MeHpuxa BénbdanHa, paspabotaHHas
Ha MaTepuane UCKYCcCTBa UTaNbAHCKOro PeHeccaHca, uto
npeacTaBAfeTcs 060CHOBAHHBIM, YUUTbIBAsA OPUEHTALMIO
TBOPYECTBa XyAOXHMKa MMEHHO Ha peHeCccaHCHYyo Tpa-
Avunto. ABTOp CTaTbM paccMaTpuBaET penpe3eHTaLnto
Xyf,0XeCTBEHHOro 0bpa3a B KOHTEKCTe NMOCTENEHHOM
TpaHchoOpMaLUmm CTUANCTUYECKUX U MKOHOTPadnyeckmnx
NOAXOA0B, BbISIBASIS 3aKOHOMEPHOCTU 3TUX U3MEHEHWIA.

Ocoboe BHUMaHWe yaenseTcs aHanv3y Bu3yanbHOro
A3bIKa XyA0XKHMKA, KOTOPbIN AEMOHCTPUPYET ABUXEHWE OT
NUMMPECCUOHNCTUUECKOW U XXMBOMUCHOW MaHepbl McbMa
K IMHEAPHOCTM C NOCNEAYIOLMM BO3BPALLEHNEM K XKN-
BOMWCHOCTU NPW COXPaHEHWUN BHELLIHEro PUCYHOUYHOTO

BBepgeHue. ViccnegoBaHmne nogvepkmBaeT posb
XYZ,0XKEeCTBEHHOTO KOHPANKTA U LIEHHOCTHOTO BEK-
TOpa B OpraHv3auumn XyJoXecTBEHHbIX GOopM, Mo-
Ka3blBas, Kak XpUCTUaHCKasa TeMaTuKa OTKpbIiBaeT
6e3rpaHNYHbIe BO3MOXHOCTU A1 BeAeHUs ana-
Jlora co 3putesemM OZHOBPEMEHHO B paMKax 3CTe-
TUYECKUX U GUocodCKmx KaTeropui.

XpvcTnaHckoe HacieAmne Ha NMPOTAXEHUW NOCAe-
HUX ABYX ThICAUENETUN CAYXMAO ANS XYLOXKHMKOB

KOHTYpa. DTOT NOAX0J XapakTepu3ayeTcs Kak «Bubpupy-
FOLLMA» UM HAaXOAALLMINCA B HEMPEPLIBHOM JBUXKEHUM.
ViccnepoBaHMe NokasbiBaeT, Kak CUHTE3 Pa3/IMUHBIX CTU-
JINCTUYECKNX OCOBEHHOCTEN CO3AaeT YCIOBUS A1f MOUCKa
NHANBUAYANbHON XYAOXKECTBEHHOW KOHLENLMM aBTopa.

B cTaTbe nocneaoBaTeNbHO pPaccMaTpPUBAOTCSA MPOU3-
BEAEHWS, NOCBALLEHHbIE KNHOYEBbIM MOMeHTaM CTpacTHO-
ro umkna: ot Bxoga NocnogHs B Viepycannum go Pacnatus
1 MonoxeHuns Bo rpob. AHaAN3MpyrOTCs Takne paboThl,
Kak TpunTtux «Pacnatue», kKapTuHbl «uanor», «[Momsa-
HW MmA Focnoam Bo uapctBumn TBoem», «[lonoxeHne BO
rpo6» n «Co3sesgune nnava». ABTOp AE€MOHCTPUPYET, Kak
XYAOXHUK obpalaetcs Kk dmnnocodmm BU3aHTUNCKOTO
HacneAns, MakCMMasbHO CHUMas MOMEHT GpU3nMyeckoro
BHELLHEro ABJEHWA 1 yraybasasach B AyXOBHYHO CYLHOCTb
n3obpaxkaeMbix COObITUIA.

KnroueBble cnoBa: xpucmudHckas ukoHozpagus, pe-
JIU2UO3HASA XUBONUCHL, XydoxecmeeHHAs mpaHcgopma-
yus, cmuaucmudeckuli CUHMes, eeaHae/lbCckue Croxemsi,
cmpacmu Xpucmosbl, UMNpPeccuoHU3M, 8u3aHmulickoe
Hacnedue, bUHapHsle onno3uyuu, xyOoxHuk CMuUpHos.

NoBOAOM A/ pa3MblLLIeHUs 06 ycTponcTBe Mupa
1 MecTa Yyenoseka B Hem (benanckas, 2010) '. Han-
6oJiee 3HaUMMble NPOM3BEAEHUSA EBPOMNENCKOTO UC-
KyccTBa obpalllannch k EBaHrenbckomy npesaHuio.
BHMMaHWe XyA0XHWKOB K faHHOW Teme 0bycnaBau-
Ba/IMCb BEKTOPOM HamnpaB/iE€HHOCTU FyOOKMX CMbIC-
NOB, 3aN0XeHHble B bnbnelicknx n EBaHrenbckmx

1. BensHckas J1. «<Hacneame XpuctnaHcTBa» 1 COBPEMEHHBIN NO-
cTmapkensm // Penurnosegenue. - 2010. - N23-4. - C. 192-203.
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croXeTax, Bcerga npegnonararonx obpalleHue K
BHYTPEHHEMY MUPY JIMYHOCTW. B nckyccTBe BTOpOWA
NoNoBUHbI 20 CTONIETUA XYL0XECTBEHHANA MbIC/b,
obpatuBLlancs Kk EBaHrenbckomMy NOBECTBOBaHUIO,
BCe 60siee OTXOAMT OT UANOCTPATUBHOCTM U Nepe-
HOCUT aKLLEHT CBOETO BHUMAaHUSA Ha BHYTPEHHWE Jy-
XOBHble NpobaeMbl, Kak 06LLecTBa B LLeJIOM, Tak U
OTAENbHOWN IMYHOCTU. [JOKTOP MCKYCCTBOBEAEHUSA
C. . XBaToBa CBA3bIBAET YCTOMYMBOE BHMMaHMeE
K cakpasbHOMY BTOPOM NONOBUHbI 20 cTonetus ¢
«HayaNoM HOBOTO LIMK/Ia B Pa3BUTUM KyAbTypbl Ye-
JIOBEYECTBA, TAE NPOUCXOANT GOPMUPOBaAHUNE HO-
BOro B3rns4a Ha QYHKLMK KyAbTYpbl U UCKYCCTBA
B LUesnom» (Xeatosa, 2015)2.

BekTOp Takoro BHMMaHUs OnpesensieT CMHTE3
HaKOMJIEHHOrO NpPeALEeCcTBYOLUMU NOKONEHMS-
MW XyZAOXECTBEHHOIO OMbITa N OCTPOTbI AYXOBHbIX
npobaem HacTosLLEero MomeHTa. EBaHrensckoe npe-
AaHve obpalleHo K CTpajaHusM YenoBeka 1 OTKpbl-
BaeT NYTU NCLENIEHNS OT 3TUX AYXOBHbIX 6onesHel;
MCKYCCTBO, B CBOKO OUepeb Takxke ULLET NepBONpU-
UMHbI Y MOUCKWN pa3peLLeHns AyXOBHbIX NPobieM
(PakoBa u Pakos, 2022)3. Takum obpaszom, obpa-
WEeHMe NCKYCCTBA K XPUCTUAHCKOMY Hacneamto 3a-
KOHOMEPHO 1 0COBEHHO aKTyasbHO Tenepb, KOr4a
MCKYCCTBO HaxXOAWTCA Ha CTbIKE 3TUUYECKUX U 3CTe-
TU4Yecknx npotusopeunii. CoBpeMeHHas peamru-
03Has XMBOMUCb NPEeACTaBASETCS TEM SBNEHUEM,
KOTOpOE HaxoAMTCA Ha OCTPUE AMCKYypCa O YesioBe-
Ke, ero MecTa B Mupe, r4e NoAHMMatoTCs Hanbosee
OCTpble BOMNPOChl COBPeMeHHOCTU. Kpyr xyaoxe-
CTBEHHbIX MPOV3BEAEHMWN, OBPALLEHHbIN K XpUCTUAH-
CKOMY HacneAnto, NnpeacTaBaseT cobol 0bLWNPHBbIN
KYNbTYPHBIN NAaCT, KOTOPbIA TPebyeT OCMbICAEHUS
n cnctematmsaunm (Pakosa, 2024)4.

B dokyce nocraBneHHOM NpobaeMbl MPOBOAUT-
€5 BU3yasibHOEe UCCNe0BaHne UKOHOrpPadruyeckoro
psja, NOCBALLEHHOrO raBHOM YacTv EBaHrenbckoro
npefaHus — KPeCTHbIM CTpagaHusam. Matepuanom
ANA nccaefoBaHUA NOCAYXUA MKOHOorpaduye-
CKWIM psj NPON3BEAEHWI, CO34aHHbIX XYAOXHUKOM

2. Xsatosa C.M. 2015. [lyxoBHble MOVCKM B UCKYCCTBE U XyA0-
>XECTBEHHOW >XXM3HW BTOPOM NonoBuHbl XX Beka // BecTHuk
AZbIrelickoro rocysapcteeHHoro yHusepcuteta. Cepums 2: du-
nonorna n uckycctsosegeHue. - N23 (164). - C. 162-169.

3. Pakosa O.A, Pakos M.I. PeaunrnosHas xunsonuce AnekcaH-
Apa CMu1pHOBa B paMKax TPaAWLMIA CIaBAHCKON KybTypbl //
Kynbtypa v nckyccrso. - 2022. - N27. DOI: 10.7256/2454-
0625.2022.7.38317.

4. Pakosa O. TBopyeckme UMNybCbl APeBHEPYCCKOro UCKYCCTBa
1 coBpeMeHHas ArHaMm1Ka B Xy0XXeCTBeHHbIX nounckax A.M.
CmupHoBa // HayuHo-aHanutuyeckmin xypHan «lom bypra-
HoBa. MpocTpaHcTBO KyAbTypbl». - 2024. - N220. - C. 94-106.
DOI: 10.36340/2071-6818-2024-20-3-94-106.
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A. CMUpHOBLIM®. BpeMsi co3zaHune BapbypyeTcs MexX-
Ay 80-mu rogamu npowsoro cronetna n 2015 -2017
rogamu 21 Beka. B 3agauy BxoauT, B xoAe CpaBHEHWS
psaZa Npov3BeAeHUi aBTopa, AaTb CTUANCTMYECKME
XapaKTepUCTUKnN MKoHorpadum n3bpaHHoOro croxe-
Ta. 9TO MNO3BOJIMT PACCMOTPETH PenpPe3eHTaLMIo Xy-
J0XecTBeHHOro obpasa B pakypce nocteneHHowm
TpaHcbopMaUnm CTUANCTUYECKNX U MKOHOTrpadu-
yeckux NoaxonoB. BBuay Toro, Uto TBOPUECTBO Xy-
[AOXHWKA, B LLeJIOM, OPUEHTUPOBAHO Ha UCKYCCTBO
NTaNbAHCKOTO peHeccaHca, KoTopoe 6bi10 B OC-
HOBHOM L€PKOBHbIM U Ha TeMbl CBALLEHHOrO K-
caHus, npeanonaraetcs obpatuTbcs . BenbdanHy,
Ubsi METOA0/IOTNS B OLEHKE XYAOXKECTBEHHbIX MPO-
n3BefeHnin paspabotaHa Ha OcHOBe PeHeccaHCcHOM
KynbTypbl (Pbikos, 2015)8.

Takxe B 3agauy BXOAWUT NOAYEPKHYTb POJb Xy-
[0XECTBEHHOro KOHGIMKTA Kak OfMH 13 cnocobos
BbISIBN€HNA LLEHHOCTHOTO BEKTOPA B XYAOXECTBEH-
HOM Npou3BeAeHUN.

B ocHoBY BM3yanbHOro nccaesoBaHmsa Noaoxe-
Ha B CBOel nocaesoBaTebHOCTU camas gpamMa-
TUueckon yactn HoBoro 3aBeTa, NOBECTBYHOLWAS O
CTpagaHmax Xpucra, ero CMepTu Ha KpecTe 1 BOC-
KpeceHWKn. ITOT CHOXKET B PaBHOW CTEMEHU MOJOH
601 1 Beanums. VI BU3yanbHbIW A3bIK, NCMOAb3Y-
eMblli XyAOXHWKOM, obpaltasch Kk EBaHrenbckomy
npeAaHunto, NbiTaeTcs NPUBAN3NTLCA K r1ybuHe 3a-
NOXEHHbIX B HEM CMbIC/OB.

OcHoBHas yacTtb. Linkn Ctpacrein HaunHaeTcs
co Bxoga locnoaHa B Viepycannm n 3akaHumBaeTcs
BockpeceHunem. MNponsseseHna xya0XKHWUKa Npes-
noJsaraercs pacCMOTPETb B AJaHHON NocneAoBaTes b-
HOCTW OT Hosiee paHHMX NO BPEMEHMU CO34aHus, K
6onee no3aHuM. Teme Bxoga locnogHs B Vepyca-
UM NOCBSLLEH PAJ NPON3BEAEHUN NMMPECCUOHM-
CTMYECKOrO XxapakTepa, HarnMcaHHbIX Ha BO3JyXe BO
Bpems TBOPYECKMX MOe30K XyJ0oXHMKa B Vepyca-
avm B amanasoHe 1993-2000 rr. (Uan. 1). K paH-
HbIM paboTam OTHOCUTCS psZ HEBONbLUIMX 3CKM30B,
OAMH 13 KoTopbIX HanncaH B 1990 roay.

B npoTnBOBeC HaTypHbIM paboTam, Nnpon3Bese-
HWS, MOCBSILLLEHHbIE TaHOWN BEUYEpPU, UMEHOT CIOXKHYHO
CTPyKTYpYy dopmMoobpazoBaHums. XyL0XKECTBEHHbIN

5. PakoBa O.A. AHTUHOMMSA XyA0XXECTBEHHbIX 06pa3oB B Npo-
nssegeHuax A.M. CmupHoBa // Tpyapl Bcepoccuitckoin Hayu-
HoM KoHbepeHLMK «/ckyccTBO U peanrms: aHTMHOMKK Npu-
poabl YenoBeka». - BnagumMupckmin rocyapcTBeHHbIN yHU-
BepcuteT, Bragnmup, 17-18 maa 2025 r. - C. 162-170.

6. PbikoB A.B. Popmannsm, aBaHrapg, knaccuka. leHpux Bénbgp-
JIVH KaK TeopeTtuk mnckyccrea // Tpyabl nctopunyeckoro ¢a-
kynbTeTa CaHkT-leTepbyprckoro yHmeepcuteta. - 2015. -
Ne22. - C. 155-160.

3aMbICe/l pacKpbIBaeTCs B pyc/e HECKONbKMX CTU-
JIMCTUYECKMX HamnpaBaeHWUN.

OfHOBPEMEHHO, XYLOXHUK ULWLET UHAMBUAYaNb-
HbI A3bIK, CNOCOOHbIN OTPa3nTb FNYyOMHY 1 Tparusm
EBaHrenbckux cobbiTvii. KOMNO3MLUMOHHas CTpo-
rocTb OTpa)kaeT CMbIC/IOBYHO HaNMOJAHEHHOCTb Xy-
[OXEeCTBEHHOrO 3aMblC/la aBToOpa, KoTopas AUKTyeT
XYAOXHWKY COOTBETCTBYHOLL NI BU3YasbHbIN A3bIK.
OH obpallaeTca K BU3aHTUICKOMY Hacneauto, ne-
pepabaTbiBaeT ero B KOHTEKCTE XYA0XECTBEHHOIO
OrbITa, HAaKOM/IEHHOTO NPeAbIAYLLEN XYAOXKECTBEH-
HOW TpaauLumen. B TpaHchopmMaLMM CTUANCTUYECKMNX
N3MEHEHWIN MPOCNEXMBAETCA NOUCK MaKCUManbHOM
Xy[,0XXECTBEHHOWN BblIPa3UTENbHOCTH, CTO/b CBOW-
cTBeHHON AnHamuke 20 ctonetus. K gaHHbIM Npo-
N3BeAEHUAM OTHOCUTLCA «TaliHas Beuyeps», Bpems
co3gaHunsa okono 1986 roga.

Ecnn paccmatpuBaTth Npon3BeAeHue ¢ No3uuum
MATW NapHbIX NOHATUY No [. BeabdanHy, TO MOXHO
OTMETUTb APKO BbIPaXKEHHYH NMHEAPHOCTb, NJO-
CKOCTHOCTb, ICHOCTb W 3aMKHYTOCTb B MOCTPOEHUN
XYZAOXECTBEHHON GOPMbI. A, TaKKe e4MHCTBO, B KO-
TOPOM BC€ YacTu XyA0>XXeCTBEHHOIO MPOV3BEAEHMS
NPeACTaBASOT OAHO Lenoe. K faHHOW TeMe Xya0XK-
HWK obpallaeTcsa B TeyeHUn nocnesyroLmx aet. OH
He orpaHu4YMBaeTca HanZeHHbIM KOMMO3ULMOHHbIM
N LBETOBbIM pelleHneM. XyA0XeCTBEHHbIN A3bIK
npeTepneBaeT U3MEHEHNA — 3TO MOXHO YBUAETb B
KapTuHe «TaliHaa Beyeps», BPEMSA CO3jaHUNA OKO-
no 1998-2000 rr. (3orpad, 1983)".

KOMMNO3MLUMOHHBIN 1 NAACTUUYECKUIA X0/, CTaHO-
BUTbCSA elle bonee BbipasmTeabHbiM. Ocoboe BHU-
MaHMe XyAOXHMKa HanpaB/ieHO Ha PUTMbI XXECTOB.
Mounck My3blkaabHOM BbIPa3nTeNbHOCTY B PackpbITUK
BHYTPEHHErO CMbIC/1a, 3a/I0KEHHOTO XY0XXHUKOM
B CBOe NpousBeeHne, 0b6beanHSET, 3TO NPouns-
BeJeHME C TEM, KOTOPOE HanucaHo bbino paHee®d.

B 6o1ee NozgHeM NpousBeAeHUN XYAOXKHUK YXO-
[T OT JIOKaIbHOTO LiBETa W COXKHbIX 1€CCMPOBOK.
Ha cmeHy 1M npuxoamnT BUOPUPYIOLWNIA Bblipasun-
Te/IbHbIN Ma3oK. XYAOXHUK MPUXOAUT K CUHTE3Y
HaWJeHHOW NAacTUKK, CO CBOMCTBEHHOW 3TOM Naa-

7. 3orpad H.FO. TBopueckas uctopwms kaptHbl H.H. e «TaiiHan
Beuepa» // TocypapcTBeHHaa TpeTbakoBckas ranepes. Ma-
Tepuanbl N nccnepoBanus. - JleHnHrpag: XygoxHuk PCOCP,
1983.-C. 81-102.

8. PakoBa O.A. AHTIHOMUWYECKUIA KOMMOHEHT NPOV3BEAEHNS UC-
KyccTBa. Ero ponib B BO3HUKHOBEHUM XyA0XKeCTBEHHOro 0bpa-
3a. TBopueckuii onbiT A.M. CMnpHoBa // KynbTypa 1 nckyc-
ctBO. - 2025.~N212. DOI: 10.7256/2454-0625.2025.12.77342.

CTUKE BbIPa3nNTENbHOCTbHO XKECTOB, U MMMNPECCUOHN-
CTUYECKWUM B3rA40M Ha Nnogavy XyA0XeCcTBEeHHOro
obpasa. Ec/im BHOBb 06paTUThCs K MapHbIM MOHS-
TUAM, TO MOXHO OTUETNIMBO BUAETb TpaHChOpMa-
LMIO XyA,0XKeCTBEHHOrO CTUAA aBTopa. B gaHHOM
Npov3BeAeHNN IMHEAPHOCTb CMEHAETCS XXMBOMUC-
HOCTbHO, FNYOUHOW, Xyf0XKeCcTBEHHas Gopma CTaHo-
BUTbCA OTKPbITON. OfHaKo, Clesys onpeseneHuto
napHbIX NOHATUI . BenbdanHa, coxpaHsaeTcs eanH-
CTBO M SICHOCTb — NPOUN3BEAEHME MPOUNTbIBAETCA
Kak eamHoe uenoe. B 6onee nosgHem ¢ppuse, nog,
HasBaHneM «4yaeca XpUCTOBbI», HanncaHHOM B
cBOHOAHOM 3CKM3HOM MaHepe, CTUANCTUYECKOMN
0COBEHHOCTbIO CTAaHOBUTLCA AOMMHAHTa OCTPOro
1 TouHoro pucyHka (Malinovskiy, 1910)°. Komno-
3ULMOHHasa OCTPOTa AOCTUraEeT 34eCb MaKCMMaslb-
HOW BblpPa3nTeNbHOCTU. 34eCb BO3HNKAET CMHTE3
rNyOuHbI 1 OTKPbLITOCTU XyAOXECTBEHHOW GOPMBbI
C IMHEapHOCTbHO.

OTcroa MOXHO 3aMeTUTb, YTO XYAOXHUK Npu-
XOAMUT K OCTUXKEHUIO LLENOCTHOCTM W e4MHCTBA, 3a
CUET CMHTEe3a Pas3/IMUHbIX NOAXOA0B, B NpoLecce
WHTYUTUBHOW rapMOHM3aLMM NX COOTHOLLEHWI, OC-
HOBHOTO IENTMOTMBA N JONOJHUTE/IbHBIX MOTUBOB.
B naHHOM cayyae KaXablil CTUAUCTUYECKUIA NOA-
XOZ UMeeT GYHKLNIO MHCTPYMEHTa MpPY CO34aHum
onpeAeneHHON MesoanN. ITO NPesnoN0XeHNE OC-
HOBbIBAETCA HA APYIMX NPOU3BEAEHUAX XYAOXKHM-
Ka, MOCBALLEHHbIX AaHHOWN TeMe.

EBaHrenbckunin ctoxeT, rae Xpucroc ¢ yyeHuKa-
Mu B ledcrmaHCKOM casy, MOXHO BUAeTb B pabo-
Te «<MoneHue o vawe», «OTpeveHue NeTpa»

OZHOBpPEMEHHO ApYyroe Npoun3BeseHWe, Hamnu-
CaHHOEe OPVEHTUPOBOYHO B 3TOT Xe Nepuos peLue-
HO C paAuKasbHO APYrMM noaxozoMm — «[louenyi
WNyabi» (PakoBa n Pakos, 2022)™.

VIHTepecHO OTMEeUaeTCs, UTO MPU BCEN BHELLHEN
pasHuLe, MO BHYTPEHHEN 3KCNPECcMU U CAePXKaHHO-
MY AMHaMMU3MY, MOXKHO 6e30WnB0YHO onpeaenmnTs,
YTO NMPOU3BEAEHMSA NPUHAAIEXaT O4HOMY MacTe-
py. Kaxzomy 13 npovssegeHuli NpucyLLla, Kak KOH-
bANKTHAA HaNPSXKEHHOCTb BHYTPW XYAOXECTBEHHOTO
TEKCTa, TaK U KOHPAMKTHas BUHAPHOCTb, r4e CHO
NPOYUTLIBAETCA LLEHHOCTHbIV BEKTOP. B AaHHbIX

9. ManvHoBckuii H. MNMpaBocnaBHoe gormatnyeckoe 6orocno-
Bue. T. 1: BBegeHwue. YueHne o bore egnHOM B CyLLHOCTU 1
TPOWYHOM B amuax: 2-e usg. — Ceprues MNocag: Tunorpadis
C..-Tp. Cepruesoli naspsl, 1910.

10. PakoBa, O., PakoB, M. AHann3 co3gaHua anntuxa «bypsa Ha
mope» A.M. CmupHoBa // Global Journal of Human-Social
Science: Sociology & Culture. —2022. - T. 22. - N27, Bep. 1.0.
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Npoun3BeAEHNAX, TaKXKe MOXHO BbIAENNTb eANH-
CTBO, ICHOCTb U aKTUBHYO paboTy AMHMEN.

K pabotam, nocesileHHbIM CTpactam XpucTo-
BbIM OTHOCUTCS XOJICT «B TeMHMUe», HanncaHHbIN
okono 1985 roga n «Pacnatue ¢ npeacToANMM».
YcnoBHasa rnybuHa, 3akpbiTas popma, TEKTOHWY-
HOCTb OTANYAtOT 3TV ABa NPOMN3BEAEHMA.

Teme HeceHWs KpecTa 1 PacnATUA NOCBALLEH eLle
psj NpounsBeseHU. «HeceHne KpectTa» HamnucaH-
HOE B peasncTnyeckon MaHepe, 6boaee paHHee Npo-
n3BeseHne XyAOXKHNKA MHTEPECHO CONOCTaBAAETCS
¢ 6onee No3aHUM — «XpUCTUAHCKas LUBUAN3ALIUS»

370 04HO W3 Hambosiee NO3AHNX NPOU3BEAEHNI —
HanucaHo okoo 2010 roga. OTAnUUTENbHBIE YEPTI
[@aHHOTrO NPOU3BEAEHNSA — XXMBOMUCHOCTb, FybuHa,
oTKpbITasg GopMa, rae, MOXHO BblAENTb «€ANHCTBO
N ACHOCTb», KaK MOCTOSAHHO COXPaHAOLLMNCA KpW-
TEpUN NPy aHaan3e pasInYHbIX MPOU3BEAEHNI Xy-
AOXHMKa. ITO 0COHEHHO BbIPaXKeHO B OAHOM 13
nepBbIX MPOM3BEAEHWNN, NOCBALLEHHbIX HENOCPES-
CTBEHHO MOMEHTY pacnaTus — TpUNTUX «MctuHa».

TpuNTUX HanucaH Ha TBOpYeCcKol gave «Jlu-
cTBAHka» B 1980 roay. Tpuntux obbeanHseT BO-
eAnHo EBaHrenbckmin ctoxxeT pacnsatus Xpucrta u
no BpemeHn 6osee nosgHee cobbiTME LLEPKOB-
HOro npejaHunsa — pacnatue anocrtona lleTtpa.
ATmocdepa npounsseseHuns, obpas 3bIbyumx ne-
CKOB — BCE co3aaeT ob6pa3 HeyCcToNUMBOCTH. YC-
NOBHbIMW 0603HaAUYEHMAMMN MOMEHTa pacnaTuA
XYBOXHUK NoAYepKMBAET U YKa3blBaeT Ha 3Hauu-
MOCTb HEMaTEPUWabHON CTOPOHbI NMPOUCXOAALLETO.
XypoxecTBeHHas nies BblpaXaeTcs B COEAUHEHUN
pa3HOBPEMEHHbIX COOBLITUN — pacnsTue XpucTa 1
MeTpa B eanHoOe 3puTenbHOE Lenoe. ABTOPCKUNI
3aMblCeNl aKLUEHTUPYET BHUMaHME 3pUTENs Ha UX
HepaspbIBHOCTU. B LleHTpanbHOM YacTn TpunTuxa
3puTeNb BUAMT 0BpaLLeHHbI Ha HEro nycToin KpecT.
CBOBOAHDBIV KPECT pa3BopaYvmBaeT BPEMEHHYHO MO-
Ae/lb KPEeCTHbIX CTpajaHWii K 3puTento, co3saBas
BO3MOXHOCTb HEMOCPEACTBEHHOIO B3aMMOAEN-
CTBUA. PeumnueHT okasblBaeTCs BOBAEYEHHbIM B
npouncxoasilee HeMOCPeACTBEHHbIM €ro y4acTHU-
Kom. B saHHOM npoun3BefeHUn XyA0XKECTBEHHbIV
3amblcen 3aKknajblBaeT NPeAnOChbIIKM AN Pa3BUTUA
onpeaeneHHON XyA0XeCTBEHHON POopMbl. XyA0XK-
HUK MaKCMManbHO CHMMaeT MOMEHT dun3nyecko-
ro BHeLHero sBneHus, obpawiaerca k punocodum
BM3aHTUINCKOro Hacaeaus.

Ha akagemunueckor gave M. PenvHa XyA0XHN-
KOM HanucaH Tpuntux «Pacnatme».
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OfHOBPEMEHHO XYAOXHUK He OCTaBAsSET MOUCKU
B APYrom HanpasaeHun. bonee no3gHee npounsse-
JleHne XyfoXHMNKa HasbiBaeTca «/lnanor». B 3ambicne
KapTWHbI 3a10XKeHa TeMa B3aMMOOTHoLeHns bora u
YyesoBeKa — Pa3roBop MAET O BEYHOCTW, BO3MOX-
HOCTb 3TOrO AManora Ha nNuke ctpajaHuii. [ae-To B
3TOT Nepunog B NPOAOIKEHNN PaboTbl Haj AaHHOM
TeMOW HanucaHa kapTuHa «MomMsaHn mMa Focnoam Bo
uapcTemm TBOoeM» , MOBECTBYIOLLAA O CTPajaHMNAX
B 3TOM MWpe, rie ecTb KorMbe, NpoH3atoLiee Xpu-
CTa, eCcTb CTpagaHune 31oro paba v ecTb BEYHOCTb,
rAe 3TOro HeT, rae ecTb 671aXeHCTBO.

AlcHas MMNpeccoHMCTUYECKan MaHepa, B KOTO-
poli HanncaHa paboTa, FOBOPUT O LWMPOTE BO3MOXK-
HOCTEW, KOTOpble OTKPbIBAeT JaHHas Tema.

JaHHbIN nKoHorpaduueckuii pag nossonset obo-
3HaunTb onpegeneHHyo TeHaeHLuio. B nponseese-
HUAX, KaK NPaBuUO, 3aZlaH LLeHHOCTHbIV BEKTOP, Ha
OCHOBE KOTOPOro GopmMupyeTcs nepBoHayasbHbIN
3aMbIcen, UYTO CO3jaeT YCN0BUS A5 OnpeseNeHHON
OpraHusaumm xyaoxecTBeHHbIx ¢opm. LleHHoCT-
HbIi BEKTOP peann3yeTcs 3a cHeT KOHPANKTHON bu-
HapHOCTW, MapKUPYHOLLEN OMMNO3ULIMIO.

XoueTcs OTMETUTH elle ABe PaboTbl XYA0XKHMKA,
HamnucaHHble OKOJIO AeBAHOCTbIX TOAOB MPOLU/IO-
ro ctonetus — «MonoxeHve Bo rpob» u «Cosses-
Ave nnava».

MoABUXKHOCTb N U3MEHEHWUS B BOCMPUATUSA U
TPaKTOBKW OMpeaeseHHOM CHOXKETHON ANHWK, Mo-
nbiTka 6osee rnybokoro ee OCMbIC/IEHUSA BAEYET 3a
coboli CTUANCTUYECKME N KOMMO3WLIMOHHbIE N3Me-
HEHWS XyL0XeCTBEHHbIX GOPM, KOTOpbIe, BCAEs-
CTBME TaKOro NOAX0Aa, HAXOAATCA B HEMPEPbIBHOM
ABUXKEHUW. Te AN UHble XXNBOMUCHbIE WU Fpa-
buryeckne npremMbl CUHTE3 CTUAUCTUYECKNX OCO-
H6EHHOCTW, BUAOU3MEHSACh, CO34at0T YCAOBUA A5
nowvcka Hambonee YeTknx GOPMYANPOBOK NHANBK-
JyanbHOWM KOHLEeNUuMW aBTopa. B pesyabtaTe cuH-
Te3a onpesesieHHbIX KOHLEeNUMA 1 3CTETUYECKOro
Hayana BO3HWK/M YCNOBUA AN TNyOOKOW TpaHc-
bopmaLmm 1306pasnUTENBHOTO A3biKa XYAOXKHUKA.
TpaHchopMaLma cogepunT B cebe 3aKOHOMEPHO-
CTW, K KOTOPbIM MOXHO OTHECTU U3MEHEHMWE BU3Y-
a/IbHOTO s3blka MacTepa OT UMMPECCUOHNCTUYECKOMN
N XXMBOMWUCHOM MaHepbl NMUCbMa K IMHEapHOCTH
1 BO3BpaLLLEHNe K XMBOMUCHOCTN C COXPaHEHMEM
BHELUHEro PUCYHOYHOrO KOHTypa. Takor Noaxoz
MOXHO Ha3BaTb «BUOPUPYHOLLLEM» UM HAXOASALLNM-
s B ABWXeHun. OAHOBPEMEHHO OAUH NapaMeTp u3
napHbIX MOHATUI, K KOTopbIM Npuberan I'. Benbd-

JIVH B OLLEHKE XYA0>KEeCTBEHHbIX MPOU3BEAEHU,
a UMEHHO — eJMHCTBO, BCeraa OCTaeTca B @aHHOM
cnydae HemsMeHHon kateropwmeii (Monos, 2018)™.
OaHako, obLias TEHAEHLMS B U3MEHEHUSX XyA0-
>KeCTBEHHOrO A3blKa TATOTEET K OTKPbITOCTU U AC-
HOCTW B Nojaye XyAoXXecTBeHHON popMbl. CMHTE3
CTUANCTUYECKMX NOAXOLOB MOXHO BbIAENNTb, KakK
WHCTPYMEHTapuii, 6aarogaps KOTOPOMY UHTYUTMB-
HbI XyZOXECTBEHHbIV MOWCK aBTOpPa NPUBOANT €ro
K rapMoHu3aLmm obpasa. MNonbiTka yJ10BUTb «BHY-
TPEHHWUW PUCYHOK» B TBOPYECTBE XYAOXHMKA, KakK
oTMeuaeT BukTop ApcnaHoB, ccblnafcb Ha Hacne-
aune Llykkapo, no3BoaseT UCccnesoBaTento oTKpbITh
HOBbIE FPaHWN XyAOXECTBEHHOrO BOCNPUATUA (M-
nonbckuid, 2007) 2. be3rpaHMUHOCTb BO3MOXHOCTER,
KOTOpble 3akatovaeT B cebe xpucrTmaHckas ncto-
pus, co3gaeT ANa XyA0XHUKA, OPUEHTUPOBAHHOIO
Ha XpUCTMAHCKME LLeHHOCTW, BO3MOXHOCTU Beje-
HWs Anajora co 3puTesieM OAHOBPEMEHHO B paMKax
KaK 3CTETUYECKMX, TaK N GUAOCOPCKMX KaTeropui.

MpoBeseHHbIN aHann3 nKoHorpabuyeckoro pasa
cTpactein XpuctoBbix B TBopyYecTBe A. CMUpHOBa
No3BoO/IAET CAeNaTb PAJ Ba>XKHbIX BbIBOJOB O XYJ0-
>KECTBEHHOWN 3BOJIFOLUN MacTepa U 0COBEHHOCTAX
ero TBOpYecKkoro MeToza.

ViccnepoBaHve AeMOHCTPUPYET, UTO Ha NpoTa-
SKEHUW MOYUTU UeTbIpex AeCATUNETUNIA TBOPYECKOM
AeATENbHOCTU XYAOXKHUK HAaXOAMACA B MOCTOSH-
HOM MOWCKe afeKBaTHOrO BU3yasIbHOTO A3blKa ANS
BOM/IOLLEHNA €BaHTeNbCKNX CHOXXETOB. ITOT NOUCK
XapakTepusyeTcs ABUXEHUEM OT UMMNPECCUOHM-
CTUYECKOW XXMBOMUCHOCTU K IMHEAPHOCTU U MNAO-

11. Monos A.A. KoHuenuua FeHpuxa BénbdanHa B KOHTEKCTE
NCTOPWM METOZO0MMN TyMaHUTapHbIX Hayk // Pykonucb. —
2018. - N212-1 (98). — C. 160-163.

12. fimnonbckuin M. Tkau n Bu3noHep: Ouepkmn nctopum pernpe-
3eHTaumm, imbo O mMaTepranbHOM U UAeasbHOM B Ky/bTy-
pe. — M.: HoBoe nuTepatypHoe 0603peHue, 2007.

CKOCTHOCTH, @ 3aTeM K CUHTE3Yy 3TUX NOAXOA0B, rae
BHELUHWM PUCYHOYHBIN KOHTYP COYeTaeTcs C BUOpU-
pytoLLel XXUBOMUCHOW MaHepor NMCbMa.

MpuUMeHeHne KOHLEeNLUM NapHbIX NOHATUN
leHpuxa BénbdanHa okazanocb NPOAYKTUBHBLIM
MEeTOA0N0TMYEeCKMM MHCTPYMEHTOM AN aHanu3a
CTUNCTNYECKOWN TpaHChOpMaL MM NPON3BELEHNIA
XyfAo>XKHWKa. MNpy BceM MHOroobpasmm xysoXKecTBeH-
HbIX PELUEHNIN — OT PeaNNCTUYECKON MaHEPbl PaHHNUX
paboT A0 YCNOBHO-CMMBONMYECKOTO f3blKa NO34-
HUX Npou3BeaeHu — B TBopuectBe A. CMMpPHOBA
HeM3MeHHO coxpaHsatoTca gBa GyHAaMeHTa bHbIX
KpUTEPUS: EAUHCTBO U ICHOCTb XYJ0XKECTBEHHO-
ro BbICKa3blBaHWA.

Ocobyto 3Ha4UMMOCTb MMEET BblfiBIEHHAas 3aKo-
HOMEPHOCTb OPraHM3aLLMK XyL0XKECTBEHHbIX GOPM
Ha OCHOBE LIEHHOCTHOrO BEKTOpa Y KOHOANKTHOW
H6UHaPHOCTK, YTO NMO3BOAAET XYAOXKHUKY BECTU Ana-
JIOT CO 3pUTeNIeM OHOBPEMEHHO Ha 3CTETUUECKOM
n punocodpckom ypoBHsx. ObpalleHne K BU3AHTUI-
CKOMY Hacneauto u ero nepepaboTka B KOHTEKCTe
COBPEMEHHOIO Xy 0XXECTBEHHOIO OMbITa CO34atoT
yCNOBUA ANs ry6OKOro OCMbICNEHNS AYXOBHOM CyLLL-
HOCTM M306paxkaeMbix COOLITUI MPU MakCManbHOM
CHATUN MOMeHTa GU3NUECKOrO BHELLHEro ABAEHUS.

XpucTnaHckaa TemaTuka OTKpbIBaeT nepej
XYAOXHUKOM 6e3rpaHnyHble BO3MOXHOCTU AN
3KCMNEPUMEHTOB C XYAOXeCTBEHHOW dopmMon,
YTO MOATBEpPXKAaeTcA pazHoobpasmemM CTUANCTU-
YECKMX peLleHn Npu COXpaHEHWM y3HaBaeMo-
ro aBTOpPCKOro noyepka. MpoaHannsmpoBaHHble
npounssegeHunsa — ot Tpuntuxa «Mctmna» (1980) ao
«XpwucTmaHckon umsmamsaumm» (2010) n dpmsa «Yy-
aeca Xpuctosbl» (2015-2017) — cBMAeTeNbCTBYIOT
O HenpepbIBHOM TBOPYECKOM Pa3BUTUM MacTepa,
€ro cCnocobHOCTN K CAMOOBHOBNEHUIO NPU BEP-
HOCTK M3BbpaHHOl TeMe.
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THE PICTORIAL CONCEPT OF FLORA AND FAUNA IN
17TH-CENTURY EUROPEAN PAINTING

Summary: This article examines the artistic depictions of
flora and fauna in 17th-century European art, represent-
ed in the genres of still life, landscape, and animal paint-
ing. The author analyzes the origins of the heightened
interest in wildlife in the art of this period and reveals
the symbolic meaning of these images. Particular atten-
tion is paid to the natural-philosophical perception of the
world, conditioned by the development of geographical
and biological research and which shaped the concept of
the materialistic essence of nature. The aim of the work
is to determine the degree and specificity of the "fascina-
tion" with flora and fauna through the analysis of works

Methods

This article utilizes art-historical and cultural ap-
proaches, involving an analytical analysis of works
within their classification. This approach allows for
a visual characterization, a stylistic analysis, and an
exploration of the essence of the “aesthetic ap-
peal” of flora and fauna in 17th-century European
art, which became a significant chapter in the cul-
tural trends of the era.

Introduction

Flora and fauna motifs represent diverse depic-
tions of nature, animals, birds, insects, and plants
in still lifes, as well as of every possible biological
genus and species. They form a holistic picture of
the natural world, with a remarkable configuration
of forms, colors, and details—a diverse and phil-
osophical world. Animals, as the most active and
complex creatures closest to humans, are the most
attractive aspect of nature. Understanding and cap-
turing their organic nature is a fascinating field for
artists and researchers. Animals, plants, fruits, and

of art, to assess their pictorial potential, and their signif-
icance as a cultural and historical phenomenon of the
era. The study concludes that the aesthetic perception of
wildlife became a significant feature of 17th-century art.
Its relevance is determined by a broad cultural context:
the topic continues to generate enduring scholarly inter-
est, allowing us to understand the complex interrelations
between humans, nature, and the animal world, as well as
to determine their place and role in culture and art.

Keywords: material world, nature, sacredness, natural-
ism, natural, landscape, still life, creation.

natural motifs inherently possess aesthetic quali-
ties, which are imbued with even greater appeal in
the artistic consciousness.

The purpose of this article is to analyze works in
this field to reveal the scale and nature of “enchant-
ment” and its potential in art as a crucial cultural and
historical layer of the period. From this perspective,
the emerging animal painting genre will reveal the
full complexity of the relationship between humans,
nature, and animals, allowing researchers to rethink
its place and role in art and culture. This shift has
rarely been made in cultural history; nevertheless,
the importance of assessing living nature is growing,
especially in the context of pressing environmental
issues. This question is not isolated. The early 17th
century itself is characterized by a focus on the study
of nature (the natural philosophy of the 18th centu-
ry). The emphasis on the artistic appreciation of the
alluring world of flora and fauna is conditioned by
many attitudes and the important aspect of sacred-
ness, which did not disappear but rather shifted to
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encompass the entire created world. A.D. Okhotsim-
sky wrote: “God'’s Grace left the confines of church
buildings and spilled outward, sanctifying all of God's
Creation. A sacralization of the created world as a
whole arose, primarily the environment of believ-
ers, God-chosen bearers of a new holiness. Church
sacraments lost their divinity, and the ordinary and
everyday acquired a new aura of sacredness. Admi-
ration for a simple flower, a modest landscape, and
a clean room was elevated to a religious feeling. God
became not only a designer but also a master mak-
er. He created directly and immediately, attending
to each individual stone, plant, or animal. Therefore,
no two leaves on a tree were alike, nor two drops of
rain alike” (Okhotsimsky, 10).

Against this backdrop, emerging treatises on
nature reflected existing trends in the evolution of
aesthetic thought, largely conditioned by scientific
discoveries. M. Barash noted that significant trans-
formations led to the formation of modern views
on art (Barasch, 1990). B.l. Krasnobaev pointed to
similar processes occurring in various countries and
associated with the development of geographical
science, the organization of expeditions, and the
expansion of international contacts (Krasnobaev,
1990). Botany, with its plant kingdom, became a
true encyclopedia of thought. Thus, K. Bogan, a
17th-century Swiss botanist, skillfully and exhaus-
tively described plants in a few phrases: shape, size,
branching of roots and stems, leaf shape, the nature
of the flower, fruit, and seed. “All this was set out
in a few apt words over the course of some twen-
ty lines” (Danneman, 2011). The Italian botanist A.
Caesalpinus viewed nature and plants, in particular,
from a philosophical perspective. He believed that
plants possess only a soul, which serves for nutri-
tion, growth, and reproduction, and therefore are
content with much simpler organs than animals,
which are additionally endowed with movement and
emotions. “The function of the plant soul is to sus-
tain the individual through nutrition and the species
through reproduction,” the scientist believed (Dan-
neman, 2011). Researchers see an “aesthetic pro-
ject” here, with the naturalists’ obvious sympathy
for natural forms and phenomena. Artists, in turn,
reflected this sympathy in their canvases, manifest-
ing in a unique sense of admiration for this world.
Thus, Ludwig Jansz van den Bosch “painted fruits
and flowers very well, often depicting the latter in
glass vessels filled with water, devoting so much
time and effort to this that he achieved an almost
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perfect resemblance to the real thing. He depict-
ed heavenly dew on grasses and flowers, as well as
all sorts of insects, butterflies, small flies, and the
like, which can be seen in his paintings, which are
housed in various collections by amateurs” (Mo-
chalov, 1988, p. 60). Fruits, flowers, and animals in
artists’ paintings and graphic sheets were necessar-
ily attractive, as required by the artist's rapturous
gaze, creating the image of Mother Nature herself.
Researchers have written about this. Thus, Susan
Merriam, analyzing garlands and flower bouquets,
calls them “an image of curiosity and decorative
form” (Susan Merriam, 2012). Indeed, the diversi-
ty of flowers in various forms and juxtapositions,
especially in all the colors of the rainbow, cannot
fail to arouse curiosity in viewers. A fairly compre-
hensive description of the development of Dutch
flower painting from the 17th to 19th centuries is
provided in the book Dutch and Flemish Floral Art:
Paintings, Drawings, and Prints to the Nineteenth
Century by Sam Segal and Klara Alen (2020). The
authors call the period of fascination with floristry a
true "botanical culture” with its own aesthetic, and
the depiction of animals in bouquets is invariably
seen from a symbolic perspective. The symbolic
and philosophical aspect of still life is rightly high-
lighted by the authors, since it reflected the histo-
ry of scientific discoveries, replacing the medieval
concept of the world and formed in the minds of
thinkers into a philosophical picture of the world
of a different order (Norbert Schneider, 2003). Har-
ry Berger in his book Reflections on Dutch Still Life
Painting of the 17th Century (Harry Berger, 2011)
talks about the symbolism of still lifes “vanitas”,
comparing them with the image of living flora and
fauna, which found their place in this genre, believ-
ing that the definition of still life “dead nature” is
little consistent with the real semantic concept of
this genre. Paula Findlen’s reflections offer an im-
portant insight that deserves attention: the substan-
tive spectrum of plant and animal motifs in still life
is far deeper and in no way resonates with a sin-
gle-minded assessment of the theme of death. On
the contrary, the diverse natural world awaits ex-
ploration, and still life as a genre, in its own way, re-
veals "the material culture of the world, the nature
of things” (Paula Findlen, 2021). Continuing the au-
thor's thought, we can say that posing the question
of "attractive art” is significant because it reflects the
essence of human interest, which throughout histo-
ry has periodically painted philosophical pictures of

nature. Norbert Schneider asks how objects in still
life reflect the ideas and aspirations of their time,
and how that philosophical “picture of the world”
evolves in the minds of people (Norbert Schneider,
2003). Indeed, using just one Dutch still life as an
example, one can trace the history of scientific dis-
coveries and immerse oneself in a whole series of
meaningful reflections on the transience of human
existence, life, and death. During this time period,
objects, in their visual characteristics, act as visi-
ble symbols of knowledge. According to N. Pamela
Smith, the world of objects and phenomena in the
surrounding world is assessed through the eyes of
an “artist-craftsman,” able to discover knowledge
in matter, in nature itself (Pamela H. Smith, 2018).
Scientific biological illustration addresses many sim-
ilar issues. Brian Scott Baigrie (1996) expresses the
accepted view that scientific illustrations are typi-
cally a heuristic aid. The authors note the role that
scientific illustration plays in the creation of scien-
tific knowledge. They view text and images as re-
sources that scientists use in their practical work.
When not used as a teaching aid, illustrations can
be imbued with metaphor. Sometimes, pictorial,
visual aspects are not always appreciated, particu-
larly their pictorial structure. This important aspect
is directly relevant to our discussion, as biological
illustrations previously served exclusively scientific
purposes, and few recognized their artistic poten-
tial for independent interpretation. Carl A. E. Enen-
kel and Mark S. Smith note the necessary degree
of appeal in scientific animal images, which is ex-
pressed at each historical stage of development.
The establishment of menageries in Europe and
Russia, the opening of antique shops, and the pas-
sion for collecting rare specimens only fueled this
interest, further captivating the minds of special-
ists and drawing the curious gaze of visitors. In the
visual arts, artistic progress was also observed, lead-
ing to new visualizations in animal depictions (Karl
A. E. Enenkel, Mark S. Smith, 2007).

This approach can be considered fresh in re-
search. It also highlights the problematic of a number
of “natural” genres that require further evaluation.

Sacralization of nature, the principle of the
“icon of the Divine”

The sacralization of nature, that is, the imbu-
ing of the material world with divine meaning, is
not a new phenomenon in the Protestant, particu-
larly Dutch, 17th century. As is well known, with
the widespread dissemination of Reformation ide-

as, when churches ceased to be bearers of priestly
meaning, the previously familiar message of Divine
creation now began to be discerned in the pictorial
symbolism of works of art far removed from bib-
lical themes. Okhotsimsky defines Dutch painting
as “the iconography of a new sacredness” (Okhot-
simsky, 2017, p. 12).

The researcher notes that admiration for a sim-
ple flower, a modest landscape, and a clean room
was elevated to a religious feeling (Okhotsimsky,
2017, p. 13). A desire arose to preserve them, to
maintain their purity, similar to how the body was
previously washed with holy water, the sacred mean-
ing of which no longer dominated human thought.
T. Oestigaard has repeatedly emphasized this idea,
which is linked to shifting worldview paradigms,
views on nature, and the development of enlight-
enment (Oestigaard, 2013). The observational na-
ture of nature, as discussed by Snyder, is important,
citing the fact that the study of natural sciences
was entirely based on the principle of observation,
and it is not surprising that scientific journals of the
17th century contained more engravings than for-
mulas (Snyder, 2015).

Sacralization of objects and phenomena

Sacralization lay in the diversity of the material
world, which necessarily possesses qualities of at-
traction. Anything divine cannot be unattractive.
Therefore, objects and phenomena of the surround-
ing world must appear aesthetically pleasing, or at
least be presented as such. Dutch artists such as
Jan Davidsz de Heem, Jan Weenix, Jan van Huysum,
Balthasar van der Ast, Jan Brueghel the Elder, Am-
brosius Bosschaert the Elder, and Jan Baptiste von
Fornenbruch—masters of decorative floral still lifes—
masterfully captured all natural realities: plants, fruits,
animals, birds, insects, implying an adoring panthe-
ism of divine creation. They are immersed in the di-
vinely created world of flora and fauna (Figs. 1, 2).

Still lifes fit perfectly into the interiors of wealthy
city dwellers, delighting the eye of anyone who con-
templated their beauty. Okhotsimsky wrote: “The
heyday of the bouquet genre coincided with the
spread of flower gardening. Flower beds were still
the privilege of the wealthy. While canvases with
bouquets sold for a few guilders on average, seeds
or seedlings of rare flowers could cost hundreds or
even thousands. But it was precisely these flowers
that were painted, especially the "tiger-striped” tu-
lips, which were almost never seen in reality, being
a rare mutation. They covered literally everything:
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Fig. 1, 2. Jan Davidsz de Heem. Left: Vase of Flowers, 1670. Mauritshuis, The Hague. Right: Flowers in a Glass Vase with Fruit, 1665.
Thyssen-Bornemisza Museum, Madrid.

https.//dzen.ru/a/Z-ESN3bFGg73jcRa?ysclid=mlxnp9ymgw409077301

from expensive furniture to simple ceramic base-
board tiles.” (Okhotsimsky, 2017, p. 19)

The seemingly imperishable world of things must
necessarily flourish, for it is the creation of God
Himself. We see nothing withering in paintings. In
flowering, everything is individual; each flower blos-
soms in its own way, for God is not only the creator
of the entire universe but also of each individual
thing, unique from the next. If there is a concept of
a separate thing, then we are talking about its indi-
viduality. This is an important quality, which is tru-
ly evident in the art of Dutch and German masters.
Speaking about the self-sufficiency of things, Ok-
hotsimsky even speaks of their character and des-
tiny. (Okhotsimsky, 2017, pp. 21, 22)

Sacralization of space

In 17th-century painting, space never exists in
isolation—it is born in dialogue with objects, colors,
and the entire living world. In de Heem, van der Ast,
and Bosschaert the Elder, the dark background ini-
tially appears mysterious and closed, as if guarding
some secret. But upon closer inspection, it trans-
forms into a barely perceptible space hidden behind
a riot of forms—a space of spiritualized matter. Ob-
jects and space are intertwined, forming a panthe-
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istic chain of meanings: one cannot exist without
the other. In de Heem'’s "Garland of Fruit and Flow-
ers,” even the tiny gaps in the background among
the flowers and insects against the dark arch draw
the eye, reminding us that without this “spiritual”
space, the petals, berries, and branches would be-
come simply lifeless matter. And when artists add
an imaginary evening landscape to a still life, the
sacred integrity of the world is revealed in a new
way—as in the works of A. Mignon with his lizards,
mice, and juicy fruits. (Fig. 3).

The composition is built on contrast: the dark, al-
most bottomless space is visually balanced by bright,
tangibly juicy fruits—grapes, plums, and peaches.
Dynamic images of a butterfly and a bird complete
the scene. The coloristic unity of the elements car-
ries a philosophical charge: it symbolizes the in-
separable connection of all things and reflects the
idea of predestination, imbued by the Supreme In-
telligence. The artist’s task is not to invent, but to
model this original concept.

Sacralization of light and color

Light is similarly transformed. It's midnight, half-
evening, half-artificial, half-natural, as if filled with
divine energy, and in the artists’ paintings, it si-

multaneously illuminates all the gifts of land and
sea. Light, generated by an invisible source, in turn
materializes into the vibrant colors of diverse flora.
Materialized as a color, it spills over the surface of
each object, which, as if by the power of their ma-
terialized flesh, begins to display the full spectrum
of natural brilliance. This brilliance is luminous and
colorful, and it is so because it is divine. It matters
not whether the artist observes it in nature or sig-
nificantly reworks it in his imagination; the impor-
tant thing is that under its influence, a coloristic
picture of resonant grace emerges that connects
us with the prototype—the Garden of Eden in its
rainbow refraction. If we abstract from the sacraliza-
tion of light and color and perceive objects without
their “spiritual” content—as lacking divine origin—
they appear purely naturalistic, almost artificial. It
is precisely this understanding of the sacredness
of space, light, color, and all that exists—both liv-
ing and man-made—that imbues the works with a
visual expressiveness that continues to captivate
the viewer. Let's examine the key manifestations
of sacralization, highlighting its dominant proper-
ties in the table.

Sacralization Sacralization of | Sacralization of
of objects and space light and color
phenomena
The signifi- The importance | The importance
cance of each |of space as a of light as an
object by out- | necessary spiri- |important
lining its struc- |tualized sphere |entity in the
tural "flesh” of presence of |realization
objects of the color
characteristics
of objects

Interpretation of the “new grace” in other
genre manifestations

The created world

As we have seen, the philosophy behind such
images was rooted in a love of all things material,
especially living things. It conveyed a rapture for
the physical creation of a single microcosm. Since it
is divine, even in the light of the larger macrocosm,
this distinct, concrete microcosm, containing all the
exotic flora and fauna, lay claim to philosophical un-
derstanding. To the modern viewer, insects some-
times seem devoid of philosophical significance. But
for Western European artists, they were part of the
great, spiritual fabric of existence—divine, living, and
filled with meaning. Butterflies, dragonflies, and la-
dybugs enlivened even the most lush bouquets, in-
fusing them with the breath of the real world with

Fig. 3. A. Mignon. Still life with fruits, vegetables, lizards and
mice. 1670.

https.//lomovskaya.livejournal.com/101201.htm{?ysclid=mm
856(8ani521781504
its infinite diversity. Their bodies are like miniature
masterpieces: no butterfly is identical to another,
each caterpillar carries its own story. This unique-
ness lies the key to understanding animalistic art,
which grew out of attentive observation of nature.
In the 17th and 18th centuries, it became a distinct
genre, reflecting humanity’s thirst to penetrate the
mysteries of the universe. Centuries later, the same
idea took on a new meaning—this time as a call for
careful attention to life's fragile balance (Fig. 4.5).

From the confines of still life, animals, birds, and
insects stepped into the boundless expanses of na-
ture—and this transition became a turning point
for the animal genre. Just look at the paintings of
Melchior de Hondecoeter: his birds are no longer en-
tangled in garlands of flowers—they bathe in lakes,
care for their chicks, and engage in quiet conversa-
tions on tree branches. They remain as believable
as in still lifes, but they have gained freedom: they
spread their wings, stretch their necks, and come
to life in meadows and forests. 17th-century art-
ists—from the Dutch (Cuyp, Potter) to the Germans
(Hackert, Groot) and Russians (Shchedrin)—filled
their paintings with the festive spirit of nature. An-
imals are not simply depicted here—they live: they
strike expressive poses, display their dispositions,
and act naturally and uninhibitedly. I. F. Urvanov
called for composing “entire narratives about ani-
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Fig. 4.5. Ambrosius Bosschaert the Elder. Left: Still Life with Flowers, 1617. Hallvyl Museum, Stockholm. Right: Tulips, roses, pink and
white carnations, forget-me-nots, lilies of the valley, and other flowers in a vase.

https.//dzen.ru/a/Z-ESN3bFGg73jcRa?ysclid=mlxnp9ymgw409077301

mals,” similar to Aesop’s fables (Urvanov, 1793, pp.
37,41, 420). But even in these “fictions,” the masters
remained faithful to the main thing: the truthful ap-
pearance of the animal. Artists from Holland, Ger-

Fig. 6. Jan Wijnants. Landscape with Two Hunters,
between 1655 and 1672, Rijksmuseum, Amsterdam. https.//
aboutpaintingblog.wordpress.com/
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many, and Russia often turned to pastoral themes:
in their canvases, peacefully grazing cows, grace-
ful horses, and faithful dogs coexisted with a quiet,
seemingly slumbering landscape (A. Cuyp, P. Pot-
ter, I. Klengel, J. Hackert, S. Shchedrin). Such land-
scapes, called “view landscapes,” captured nature
in its balanced, calm guise. (Fig. 6).

Scholars interpret the symbolism of the Dutch
landscape differently. J. Walsh sees echoes of Ne-
oplatonism in it: the artist does not simply depict
nature, but hints at the existence of a spiritual di-
mension, where the heavens serve as a link between
the earthly and the divine. The characteristic lower-
ing of the horizon, giving primacy to the heavens,
is not accidental, but a deliberate technique (Walsh
1991, pp. 95-118). S. Schama sees in the clouds the
power of heavenly forces protecting the country,
and in the menacing clouds, the eternal confron-
tation between light and dark principles (Schama
1987). A. D. Okhotsimsky adds an ethical emphasis
to this: the history of the Netherlands, reclaimed
from the sea and enemies, was understood as a gift
from God, akin to the Promised Land from Holy
Scripture (Okhotsimsky, 2017, p. 28).

Main natural categories and their characteristics

Genre Floral still life The created world Scenery
Main objects of | Flowers, fruits, household Birds, lizards, crayfish, shells, Natural landscapes: forests,
the image items snails, butterflies mountains, fields, rivers, seas;
urban, rural, seascapes; sky,
clouds
Key idea The beauty and symbolism of | The beauty and symbolism of |Beauty and nature, the trans-
everyday things, flowers, their |the created world, their mate- | mission of its mood; human
materiality and the semantic riality and the semantic nuance | interaction with the surround-
nuance of the transience of life | of the transience of life ing world
Compositional Static, thoughtful arrangement | Static or dynamic images of Using perspective (linear and
features of objects creatures: sitting, crawling, aerial), working with the hori-
fluttering zon, conveying depth of space
Color scheme The emphasis is on conveying | The emphasis is on convey- Rendering of light and air envi-
and lighting the color of plants in their con- | ing the color palette of the ronment, atmospheric effects
trasts and nuances, the texture |creatures in their contrasts and | (fog, sunset, thunderstorm)
of objects, and the rendering | nuances, and conveying details
of details

The creative method of the masters and the
aesthetics of naturalism

The masters’ method was born from a close ex-
amination of the world. In 17th-century painting,
the most important reference point was the real-
ity of presence: the artist achieved such a resem-
blance to reality that the viewer could not help but
be amazed. This was the appeal of the art of that
era. L. V. Mochalov aptly called this approach “in-
telligent contemplation"—it combined passionate
pictorial narrative with a sober analysis of the sur-
rounding material world (Mochalov, 1988).

The problem of “imitating nature” became a key
node in the artistic process. Two intertwined prin-
ciples are clearly discernible within it. On the one
hand, “imitation” was conceived as a speculative
understanding of nature. On the other, it implied
a particular interpretation and perception of the
world as a way of reflecting it. Artists masterful-
ly balanced between a literal rendering of the sit-
ter's external features and a free abstraction from
them, analyzing and generalizing what they saw.
Thus, the concept of “image” developed—one that
was orderly and consonant with human perception.
By examining each form and comprehending the
laws of nature through drawing, artists gradually
imbued it with aesthetic content. It was this idea
of image that set the tone for the era’s captivating
art. A striking example is the exquisite sketches of
plants, insects, and shells by Maria Sybilla Merian,
a book illustrator and publisher of The Metamor-
phosis of Surinam Insects (1705), which were cit-
ed by D.I. Ermakovich (Ermakovich, 2015, p. 116),
A.G. Kamenskaya (Kaminskaya, 2000, pp. 84-107),

B.V. Lukin (Lukin, 1974), and |.N. Lebedeva (Lebe-
deva, 1997, pp. 318-334). The traditions of high
skill in watercolor were continued by F. Cherkasov,
A. A. Grekov, P. Pagin, A. Malinkovkin, M. Nekrasov
(Stetskevich, 1997, pp. 252-253) and other masters,
including M. R. Rykov, P. Nikolaev, I. Kh. Berkhan,
I. V. Lyursenius, I. A. Sokolov, M. . Makhaev, whose
names are given by N.P. Kopaneva (Kopaneva, 2006,
p. 65). According to A.D. Okhotsimsky (2017, p. 12),
18th-century biological illustration was a truly folk
art, marked by meticulous realism. Rejecting aca-
demic approaches, naturalist artists drew inspiration
from a love of nature and an interest in scientific
research. Their attention to detail—whether tex-
tures, forms, or the nuances of animal and plant
behavior—transformed illustrations into a valua-
ble scientific resource, still relevant today. The mas-
ters made no distinction between the objects they
depicted: their “encyclopedia of things” included
flowers, cows, clockwork mechanisms, and every-
day objects. Art history has never seen such an en-
thusiastic and comprehensive hymn to the material
world. Weststijn sees the paradox of this type of
painting in its ability to render everything painter-
ly—regardless of the subject, only the manner of
depiction matters. Its strength, however, lies not in
copying, but in its ability to evoke emotion. Paint-
ing reflects nature, but it does so through a system
of illusions: it deceives, but this deception evokes
delight. The author notes that we admire both na-
ture itself and the artist’s rendering of it. And this
is no coincidence: the essence of art’s “mirror-like”
quality lies not in literal authenticity, but in the art
of image creation. A perfect painting is a "mirror of
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nature” that creates new realities and deceives us
so convincingly and gracefully that the deception
itself becomes the highest form of praise for mas-
tery. It is no coincidence that painting was likened
to rhetoric, and its impact on the viewer was far
more powerful than words (Weststijn 2008). Natu-
ralness—that is what was required of the new ico-
nography, writes Okhotsimsky (Okhotsimsky, 2017,
p. 28). This is sacred naturalism.

Conclusion

Thus, in their understanding of natural mech-
anisms, artists formulated a scientific and artistic
credo, clearly evident in their works. Representa-
tives of Dutch still life and scientific biological draw-
ing succeeded in transforming depictions of flora
and fauna into genuine art. The cultural environ-
ment of the 17th and 18th centuries was perme-

ated with a desire to understand and admire the
material world. As A. D. Okhotsimsky (2017, p. 16)
noted, aspiring artists were advised not to travel
to Rome, but to focus on the inexhaustible rich-
ness of the surrounding world—even ordinary ob-
jects concealed the joy of contemplation. The high
degree of illusory interpretation of nature was de-
termined by its scientific significance. Imitation of
nature engendered a special sense of admiration
for “naturalists.” Through a meticulously precise,
almost photographic approach, the masters rec-
reated a picture of the natural world of their era.
The aesthetics of the "attractiveness” of the studied
matter became a significant element of the visual
arts of that time and continues to attract the at-
tention of modern researchers of the concept of
natural beauty.
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N3OBPASVTEJIBHAA KOHLUEMNUWMA ®J1OPHI
N ®AYHbI B EBPOMEVICKOW XMNBOTMNCK XVII BEKA

AHHoTauums: B cTaTbe nccnepytoTca xyAoXecTBeHHble
o6pasbl Gaopbl U dayHbl B eBponerickom mnckyccrae XVII
BeKa, NpeJjCcTaBNeHHble B XaHpax HaTFopPMOpTa, nensa-
Xa 1 aHUManUCTUKN. ABTOP aHann3npyeT UCTOKK Mno-
BbILLEHHOrO MHTEpeca K XUBOM NpuUpoje B UCKycCTBe
yKasaHHOro nepuoja, a Takxe packpblBaeT CMMBOMYe-
CKOe 3HaYeHne COOTBETCTBYHOLLMX XYAOXeCTBEHHbIX 0bpa-
30B. Ocoboe BHUMaHMe yaensetca HaTypdunocopckomy
BOCMPUATUIO MUpPa, 0BYyCNOBAEHHOMY pPa3BUTUEM reo-
rpaduyecknx n buonornyecknx nccnefoBaHmin n chop-
MWpOBaBLUEMY NpPeACcTaBleHNe O MaTePUaNNCTUYECKOW
cyLHOCTW Npupogbl. Llenb paboTsl — nocpeAcTBOM aHa-
NIN3a XYAOXECTBEHHbIX MPOU3BeAEHNIN OnpejennTs cTe-
neHb 1 cneunduky «ovyapoBaHus» Gaopon n dayHow,

MeTtoabi

B cTaTbe nCnoab3yerca NCTOPUKO-XYAOXKECTBEH-
HbIV U KyNbTYPOJOrMUEeCKMIA NoAXOAbI, Npesnona-
raroime aHaaANTUUYeCKnn pasbop Npon3BeseHN
B X KJaccudumkaumm, KoTopble NO3BOAAT OXapak-
Tepu3oBaTb NPoOU3BejeHNe C BU3yasbHOW TOUKM
3peHus, JaTb WX CTUAEBOW aHaau3 u packpbiTb BO-
MPOC CyLHOCTN «3CTETUYECKOIM NpuBAEKaTebHO-
CcTv» Gaopbl 1 dpayHbl B EBPOMNENCKOM UCKYCCTBE
XVII Beka, CTaBLUeN 3HAUNMMOW CTPaHULLER KybTyp-
HbIX TEHAEHLMIA 3MOXM.

BBepeHue

MoTusbl dopbl 1 dayHbl NpeacTaBada pa3HO-
ob6pa3Hble N306paxeHNs NPUPOAbI, 3BEpPei NTuL,
HaceKOMbIX, PacTeHW B HaTFOPMOPTax U OTAeNb-
HO BCEBO3MOXHOIO  610/10rM4Yeckoro poga u Bu-
AoBoro coctaBa. OHW CKNaAbIBaOTCS B LENOCTHYHO
KapTVHY NPMPOAHOro MUPa, C NPUMeYaTeNbHON KOH-
burypaunn dopm, LBeTa, feTanen, — Mmpa MHOro-
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OLEHUTb X N306pa3nTenbHbI MOTEHLMaN 1 3Ha4YeHue
Kak Ky/nbTypHO-UcTopuyeckoro peHomeHa snoxu. B pe-
3y/NbTaTe NCCNef0BaHMA JeNaeTcs BbIBOA O TOM, UTO 3CTe-
TMYecKoe BOCMPUATME XUBOW MPUPOZbI CTaN0 3HaUYNMON
yepTow nckycctsa XVIl Beka. Ero aktyanbHocTb 06ycnoB-
NleHa LIMPOKMM KyNbTypOJOrM4eCcKUM KOHTEKCTOM: TeMa
NPOAO/KAET BbI3blBaTb YCTONUMBBIN Hay4YHbIN UHTEpPEC,
MO3BOJIAN OCMBICNIUTbL CIOXHbIE B3aMMOCBSA3N Yenose-
Ka, MPUPOAbl U XXMBOTHOrO MUPa, a Takxe onpeaennTb
MX MECTO W pOoJib B Ky/IbType 1 UCKYCCTBE.

KnroueBble cnoBa: mamepuasbHbili Mup, npupoda, ca-
KpasnbHOCMb, HAMYpPAau3M, HamypaseHsell, nelizax, Ha-
mropmMopm, meopeHue.

obpazHoro u dunocopuuHoro. MpreaekaTenbHON
CTOPOHOW NPUPOAHOrO BbITWS BbICTYMAOT, NpexJae
BCEro, XXMBOTHbIE Kak Hanbonee akTUBHbIE U CNOX-
Hble cyLiecTBa, banxe BCero crosLime K 4YenoBe-
Ky. Pazobpatbcsa 1 3adumKkcmpoBaTh X NPUPOAHYHO
OpraHuKy — BeCbMa MHTepecHas obnactb Ans xy-
AOXHUKA U nccnegosatens. XXMBOTHbIE, pacTeHus,
NAoAbl, MOTMBbI MPUPOAbLI U3HaYaNbHO obnajatoT
3CTETMYECKMMU MPU3HaKaMK, KOTOpble B XyA0OXe-
CTBEHHOM CO3HaHUW HaJenarTCcs ele bonblien
CTeMeHbto NpuBAEKaTeIbHOCTH.

Llenb saHHOW cTaTbM — NpoOaHanM3npoBaTh pa-
60Tbl B 3TON 06/1aCTN, UTOObI BbISBUTb MacLLTab u
npupoay «04YapoBaHWsA» 1N ero NoTeHumnan B NCKyC-
CTBE KaK BaXKHENLIero KyabTypPHO-NCTOPUYECKOTO
naacta Toro nepuoga. lNog 3TvmM yrnom 3peHus 3a-
POXAAOLLMIACH aHUMANNCTUUECKUI XaHP packpo-
€T BCHO C/IOXKHOCTb OTHOLIEHWUA MeXAy YeNOBEKOM,
NPUPOAONA N XMBOTHBIMM 1 NMO3BOAUT UCCIeA0Ba-

Te/It0 NePEeCMOTPETb €ro MeCTO U POJb B UCKYCCTBE
n KynbType. laHHasa nepectaHOBKa He 4acTo Npo-
N3BOAMNACh B UCTOPUU KYAbTYPbl, TEM HE MeHee,
BO3pacTaeT 3HaYMMOCTb OLEHKM XUBOM NPUpPO-
Abl, 0COBEHHO B pakypce HacyLLHbIX 3Koa0rnye-
CKWX BOMPOCOB.

[JaHHbIli BONpocC He aABaseTca YacTHbIM. Cama
anoxa Hauana XVIlI Beka xapaktepu3syeTca ycTpem-
NEHHOCTbLIO K M3yYeHMIO Npupoabl (HaTypoduaoco-
dua XVIII B.). AKLEHT Ha XyAOXECTBEHHOW OLleHKe
npuBaekaTenbHOro Mmpa ¢aopbl 1 payHbl 06ycnoB-
NleH MHOTVMMW NO3MLMNAMMU N BaXKHbIM acCMeKTOM
CaKpaNbHOCTW, KOTOpaa HWKyAa He yLlina, a nepe-
MecTuAacb Ha BeCb TBapHbIN Mup. A.[. Oxounm-
CKui nucan: «boxxbsa baarogats NokMHyna npegensbl
LEPKOBHbIX 3JaHWUN 1 BbIMJAECHYAaCb HapyXy, OC-
BATMB BCe boxbe TBopeHue. Bo3Hukna cakpanumsa-
LS TBApPHOro Mupa B LLeOM, B NMEPBYHO oYepelb,
OKPY>XeHWsA BepytoLLMX, 60ronsbpaHHbIX HocuTenen
HOBOW CBATOCTW. LlepKOBHble TaMHCTBa yTpaTUan
CBOHO HOXECTBEHHOCTb, a 0ObIIEHHOE U NMoBCe-
HEeBHOe NOoJyYMA0 HOBYIO aypy cakpanbHOCTW. JTo-
60BaHMe NPOCTbIM LBETKOM, CKPOMHbIM Mei3axem
M YNCTON KOMHATOM BO3BbICMIOChH A0 PENNTNO3HO-
ro 4yyBcTBa. [0CNOAb CTaN He TO/IbKO AM3aliHEPOM,
HO 1 MacTepoM-u3srotosuTesem. OH TBOPWA NPAMO
N HEMOCPEeACTBEHHO, 3aHNMAaACh KaXAbIM OTAEeNb-
HbIM KaMHEM, pacTeHMEM WAN XUBOTHbIM. M03TO-
My Ha epeBe He ObIN0 ABYX OANHAKOBbIX JNCTKOB,
a B OXAe — ABYX OAMHAKOBbIX Kanenb» (Oxoumm-
cknia, 10).

Ha 3Tom doHe nosasmBlumMeca TpakTaTbl O Npu-
pofe oTpasuan CyLLecTBYyrOLMe HanpaBieHNs B
3BOJIFOLMM 3CTETUYECKOWN MbICAU, BO MHOFOM 06-
YCNOB/IEHHblE Hay4YHbIMW OTKPbITUAMU. M. bapalu
OoTMeuan, UTo cepbe3Hble Npeobpa3oBaHWs Npuee-
2 K GOPMUPOBaHNIO COBPEMEHHbIX B3rNA40B Ha
nckyccteo (Barasch, 1990) b.W. KpacHobaes yka-
3blBa/l Ha @aHaNOrMYHbIe MPOLLECChl, UMEBLLME Me-
CTO B pa3HbIX CTpaHax W CBA3aHHble C pa3BUTMEM
reorpauyeckoin Hayku, opraHusaumnen akcneam-
LU 1 pacluMpeHneM MeXAyHapOAHbIX KOHTAKTOB
(KpacHobaes, 1990.). Hactoswen sHunkIONEAM-
eli Mbicneli ctana 6oTaHuMKa C ee LapcTBOM pacTe-
Hui. Tak, K.boraH, weeluapcknin 6otaHnk XVII Beka
YMeNo N OJHOBPEMEHHO MCYeprbIBakoLWe ONuch-
BaN pacteHnsa B Heckonbkux dpasax: popmy, Be-
JNINUVHY, pa3BeTB/eHMEe KOPHEN n cTebns, dopmy
JNINCTbEB, XapakTep LBeTKa, njioja n ceMeHu. «Bce
3TO M3/1aranocCb B HEMHOIMX METKUX CNOBax Ha Npo-
TAXKEHWWN KaKMX-HMOYAb ABajLaTK CTpok» (JaHHe-

MaH, 2011). NTanbsaHckuii 6oTaHuk A. LlesanbnuH
CMOTpEenN Ha NPUPOAY W pacTeHus, B YaCTHOCTH, C
dunocodckon Toukm 3peHma. OH nonaran, yto y
pacTeHW ecTb TONIbKO Aylla, KOTopas CAYXUT ANs
NMUTaHWA, POCTa N Pa3MHOXEHUSA, MO3TOMY OHU f0-
BOJIbCTBYIOTCA ropa3zo H6osiee NpoCcTbiMM OpraHa-
MW, YEM XMBOTHbIE, JONOJHUTENBHO HaZenseMble
ABUKEHVEM W IMOLMAMU. «PYHKLIMA pacTUTENbHOWM
AYLUM 3aKA0YaeTCs B NOAAEP>XKaHUM MHAMBUAYYMA
nyTeM NUTaHWs, a BUAA — NYTEM Pa3MHOXEHUA» —
cunTan ydeHoli. (JaHHemaH, 2011).
WccnegoBateny BUAAT 34eChb «3CTETUYECKUIA NPO-
€KT», OUeBMAHA CMMNaTUA HaTypPaanUCTOB K Npu-
pogHbIM bopMam U SBAEHUAM. XYAOXHUKM B CBOKO
ouepesb OTPasWAM CMMNATUIO Ha NMOAOTHAX, UTO
NposiBUIOCH B 0COHOM UyBCTBE NHOOOBaHMUSA 3TUM
mupom. Tak Jlrogosuk AHC BaH aeH bocx «Becbma
XOpOoLo nuncan GpyKTbl 1 LBETbI U NOCAEAHNE HacTo
n3o06paxan B CTEKNSHHOM COCYe C BOAOW, MpUUeM
ynotpebasan Ha 3TO Tak MHOTO TpyZJa W BPEMEHMW,
YTO AOCTUraN MOYTU NMONHOIO CXOACTBA C HACTOALLM-
mMun. OH n3obpaxan Ha TpaBax U LBeTax HebecHyro
pOoCy 1 BCAKUX HacekoMbIx, babouek, ManeHbKnx
MyLLEeK 1 TOMY NoAODBHOE, UTO MOXHO BUAETb Ha
€ro KapTUHax, HaxoAALLMXCSA B Pa3HbIX MecTax Y Jito-
butenen» (Mouanos, 1988, c. 60). Mnoabl, LBETHI,
>KMBOTHbIE Ha KapTUHaX U rpaduyeckmnx ancTax xy-
LOXHUKOB A0/KHbI H6b1K BbITh 06513aTENBHO NPU-
TAraTe/IbHbIMM, KaK TOro 1 TpeboBan BOCTOPIXKEHHbI
B3rNs4 XyAOXHMKa, TBOpALLero obpas camon mate-
pu-npupoasbl. iccnegosatenu nucanm ob stom. Tak,
Cbto3aH Meppuam, aHannsmnpysa rmpasHibl U LBeTou-
Hble HBykeTbl, Ha3blBaeT MX «0bpa3oM t0OONbITCTBA
n gekopatneHol dopmbl» (Susan Merriam, 2012).
[JlencTBnTEeNbHO, BCE LIBETOYHOE MHOroobpasue B
pa3Hbix popmMax U CONOCTaBAEHMAX, Aa eLle pac-
LBeYEeHHOe BCeMU LiBETaMU PaZyru, He MOXET He
BbI3bIBaTb II0HONBITCTBA Y CMOTPALWMX. [JOBONBHO
NOJIHOE OMnCaHWe roNNaHACKOW LUBETOUYHOM XNBO-
nucm XVII-XIX BekoB B ee pa3Butum gaet kHura Cam
Curana, v Knapbl AneH «lonnangckune n dnamaHs-
CKMe LIBETOYUHbIE N3Ae/NS: KAPTUHBI, PUCYHKW U rpa-
BIOPbI A0 AeBATHaguaToro Beka» (Sam Segal, Klara
Alen, 2020). Bpems yBaeueHnst GpAOpUCTUKON aBTOPSI
Ha3bIBalOT HacToALEN «6OTaHNUYECKON KyNbTypOI»
CO CBOEM 3CTETUKOW, @ N306paXKeHNs XXNBOTHBbIX B
bykeTax BMANTCA HEMPEMEHHO B pakypce CMMBO-
na. Cumoanko-epunocodcknin acnekT HaTrOpMopTa
onpaBAaHHO BbIAENSAETCS aBTOPaMU, MOCKOJbKY OH
oTobpaxkan NCTOPUIO HayUHbIX OTKPbLITUW, 3aMeHsS
CpefHEBEKOBYHO KOHLIEMNLMIO MMpPa W CKNazblBas-
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Csl B ro/0Bax MbicauTenen B Guaocopckyro Kap-
TUHY Mupa apyroro nopsaka (Norbert Schneider,
2003.) Fappw Beprep B cBOEN kKHUre «Pasmbiwie-
HWS O TONNAHACKOW HaTFOPMOPTHOWM XunBonucu XVII
Beka» (Harry Berger, 2011) roBopuT 0 cumBoanke
HaTHOPMOPTOB «vanitas», CONOCTaBAsAsA KX C M306pa-
XEeHEM XnNBOU $GAopbl U dayHbl, HalLeALINX CBOE
M MeCTO B 3TOM XaHpe, noJaras, 4to onpegeneHve
HaTIopMOpTa «MepTBas HaTypa» Majio cornacyet-
CS C HACTOSALLEN CMbIC/IOBOWN KOHLEeNumen JaHHO-
ro »aHpa. B paccy>xxgaeHusx MNaynbl ®PuHaneH ecTb
BaXXHas MbIC/b, 3aC/y>KMBalOLLas BHMMaHMe: Co-
Aep>KaTeNbHbIN CNEKTP M306paxkeHUs pacTuTesb-
HbIX M @HUMAANCTUYECKNX MOTMBOB B HaTlOpMoOpTe
ropasgo rnybxe n HMKak He cornacyeTcs ¢ O4HO-
3HaUYHOWM OLLEeHKON TeMbl CMEPTU, HaNpPOTMB, MHO-
roobpasHbll NPUPOAHBLIA MUP €eLLLE XAET CBOEro
nccnesoBaTtens, a HaTFPMOPT KakK XaHp No-CBO-
eMy packpbIBaeT «MaTepuabHyro KyabTypy M1pa,
npupogy Belwen» (Paula Findlen, 2021). Mpogon-
as MbIC/b @aBTOPa, CKaXeM, YTO NOCTaHOBKa BO-
npoca «npuBieKaTesbHOro UCKycCTBa» NOTOMY U
3HauMMa, NOCKObKY OTPaXaeT CYLLHOCTb YesioBe-
YeCcKOro NHTepeca, B UCTOPUN NEPUOAMNYECKN PUCY-
rowiero punocodcekme KapTUHbl Npupoabl. Hopbept
LHanaep 3agaeTcs BONPOCOM, Kak NpeAMeTbl B Ha-
TIOPMOpPTE OTPaXxkatoT UAew, YCTpeMaeHA CBOEro
BPEMEHM, KakK MeHseTcs Ta dpunocodpckas «kapTuHa
Mupa» B ymax yenoBeyeckux (Norbert Schneider,
2003). JelcTBUTENLHO, HA NPUMepPax TOJIbKO OAHO-
ro ro/NaHACKOro HaTloOPMOpPTa MOXHO NPOCNEANTb
MCTOPMIO HayUHbIX OTKPbITUIA M NMOrpy3nTbCA B Lie-
NbI CMbICNIOBOW PAf pa3MbILLAEHUA O BpeHHOCTH
YesI0BEYECKOro BbITUS, XU3HN U cMepTU. Ha 3ToM
BPEMEHHOM OTpe3Ke, NpeAMeTbl B CBOEN BU3yasib-
HOW XapaKTepuCT1Ke BbICTYNatoT 3pUMbIMU CUMBO-
namu nosHaHwus. Mo oueHke H. NMamensl CMUT mup
NPeAMEeTOB W ABJAEHUN OKPY>KaroLLero Mmmpa oLe-
HWBAETCA B3IALOM «XYL0XHWUKA-PEMECNEHHMKA,
YMELLEero BbisSiBAATb 3HAHUSA B CaMOl Matepuuy,
npupoge (Pamela H. Smith, 2018).

HayuHas 6uonornueckas nantoctpaums pellaert
BO MHOIOM CX0>We Bonpockl. bpaiaH CkoTT baii-
rpw (Brian Scott Baigrie, 1996) Bbicka3biBaeT npu-
HATYIO TOUKY 3PEHMA, YTO Hay4Hble NANOCTPaLMM
06bIYHO ABAAKOTCA IBPUCTMUYECKMM BCOMOraTeslb-
HbIM pecypcom. ABTOPbI OTMeYatoT POJib, KOTOPYHO
Hay4Has UANOCTPaLmA UrpaeT B CO3AaHNM Hay4HO-
ro 3HaHua. OHW paccmaTpuBatoT TEKCT U n3obpa-
>KeHMe KaK pecypcbl, KOTOPbIE yUYeHble NCMONb3YOT
B CBOEW NnpakTnyeckon gestenbHoctu. Korga wn-
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NOCTpaums He UCMONb3YETCA B KauecTBe nocobus,
OHa MOXET HaMnoAHATbCA MeTadopon. MNopoi nso-
6pasnTenbHble, BU3yaibHble MOMEHTbI He BCeraa
OLLEHMBAKOTCSA NO AOCTOUHCTBY, B YaCTHOCTM, UX U30-
Bpa3nTenbHbI CTPOW. DTOT BaXKHbIN acnekT MMeeT
NpsMOe OTHOLLEHME K HalleMy pa3roBopy, MOCKO/b-
Ky paHee 6MONOrnyYeckme pUCYHKU CAY>XXUAN UC-
KAHOUMTENBHO Hayke U Mafo, KTO 3ameydan B HUX
Xy[,0>XeCTBEHHble BO3MOXHOCTU, NpeTeHaytowme
Ha oTAenbHOe ToakoBaHue. Kapa A. 3. DHeHKeb,
Mapk C. CMUT OTMeYatoT B HayUHbIX aHUMaANCTU-
Yeckmx N306paxkeHnAX HEOBXOANMYLO CTerneHb Npw-
B/IeKaTe/IbHOCTW, KOTOPas BbIPaXaeTCs Ha KaXA0M
MCTOPUYECKOM 3Tane pa3BUTUSA. YCTPOICTBO 3Be-
pvHueB B EBpone n B Poccunn, oTKpbITUE aHTUKBap-
HbIX KaBMHETOB, CTPACTb K KOMIEKLMOHUPOBaHUIO
peaKnX 3K3eMMASPOB TONbKO YMHOXWUAN 3TOT WUH-
Tepec 1 elle HosbLIe NPUBAEK YMbl CMELNANNCTOB
N NPUTAHYA AHOOONBLITCTBYHOLWME B3TIsAbl NOCETM-
Tenen. B n306pasnTenbHOM NCKYyCCTBE TakXKe Ha-
6r0aNnCA XyAOXKECTBEHHbIN MNPOrpecc, KOTopbli
NPUBOANA K HOBOW BM3yann3auunmn B usobpaxeHus
»unBoTHbIX (Karl A. E. Enenkel, Mark S. Smith, 2007).

MO>HO Ha3BaTb 3TOT B3rNfJ CBEXUM B MUCCe-
aoBaHMK. OH Takxe BbiCBeUYMBaeT npobiemaTuky
pAAa «NPUPOAHbBIX» XAaHPOB, HY>XXAAFOLLNXCA B J0-
MOJIHUTENBHOW OLIEHKE.

Cakpanunsauus npupoabl, MPUHLUN <UKO-
Hbl BoxxecTBa»

Cakpanuzaumsa npupoabl, TO ecTb HajeneHune
MaTepuanbHOro Mmpa 60XeCcTBEHHbIM CMbICJIOM -
fB/leHNe He HOBOEe A5 MPOTECTaHTCKOro, B OCO-
6eHHocTu roanaHackoro XVII Beka. Kak n3BectHo,
B CBAI3U C LUMPOKUM PacnpoCTpaHeHNeM naen pe-
dopmaumm, Korga LiepkBn nepectanm 6biTb HOCK-
TeNAMM CBALLEHHNYECKOrO CMbICAA, Y>KE N3BECTHBbIN
paHee nocbln boXecTBeHHOro TBOpPeHUs Tenepb
CTan NpoYnTLIBaATLCA B M306pa3nTENbHON CUMBO-
NInKe XyAOXECTBEHHbIX MPOU3BELEHN, BECbMa Aa-
Nekux oT bubnercknx TeM. FonnaHaCKyH XUBOMUCH
OxounMcKMIA  onpegensieT Kak «MKOHorpapuro Ho-
BOW cakpasbHOCTU» (Oxoummckuni, 2017, c. 12)

WccnepoBatens oTMeuaer, uto toboBaHme nNpo-
CTbIM LiBETKOM, CKPOMHbIM MeN3axkeM 1 YNCTON KOM-
HaTOW BO3BbICU/IOCh A0 PENUTMO3HOTO YyBCTBA.
(Oxounmckui, 2017, c. 13). MNMosBunoCb Xxena-
HWe NX COXpPaHWUTb, MOAAep>KaTb YNCTOTY, NOAOOHO
TOMY, KaK paHee TeNo OMbIBaAOCh CBATOW BOAOW,
CakpaibHbI CMbICA KOTOPOW Tenepb yXe He J0o-
MWHWPOBaJ B MbilwneHnn yenoseka. Oestigaard T.
HEOAHOKPAaTHO NOAYEPKMBa AaHHYH MbIC/b, CBA-

3aHHYHO CO CMEHOW MUPOBO33pPEHUECKMX NapajnrM,
B3rNA40B Ha NPUPOAY U pa3BUTUEM NPOCBELLEHUS.
(Oestigaard, 2013) BaxxeH HabatogaTeNbHbIN Xxapak-
Tep Haj NpUpPoAOoK, O KOTOPOM roBopuT Snyder,
CCbIIAACh Ha TO, UTO U3YYeHMe eCcTeCTBEHHbIX HayK
LeSIMKOM BbII0 MOCTPOEHO Ha MpUHLMNE Habato-
AEHUA U He YAUBUTENbHO, YTO Hay4Hble XypHa-
Nl XVII coaepxxann 6onblue rpastop, yem Gopmyn
(Snyder, 2015).

Cakpanuzayus npedmemos u sgaeHull

Cakpanunsauma 3akaroyanacb B MHOroobpasmm
MaTepuMasbHOro M1pa, KOTopblli 06s3aTesibHO 06-
NajaeT KayecTBaMu npuBiekaTenbHoCcTH. Bece 60-
>KECTBEHHOEe He MOXeT ObITb He NpuB/EKaTeNbHbIM.
Mo3ToMy NpeAMeTbl U ABNEHUA OKPY>KALOLLLEro M1pa
JOJIXKHbI BbIFAAETb 3CTETUYECKUMY, BO BCAKOM CAy-
Yyae WX MOXHO NpejcTaBUTb TakoBbIMUW. [OnnaHA-
ckune xypoxHuku: Ax asunac e Xem, AH BeHuke,
AlH BaH XeWicyMm, banbTasap BaH gep AcT, fiH bpeli-
reab Ctapwwnin, AMBpo3unyc bocxapt Ctapwuii, fAH
batunct doH opHeHOpPYX — MacTepa AeKOPaTBHBIX
LBETOUYHbIX HAaTFOPMOPTOB, BUPTYO3HO OTpa3mau
BCE MPUPOZAHbIE peanuun: pacTeHunsa, Naoabl, 3Be-
pew, NTWL, HaCeKOMbIX, NoApa3yMeBas Noj HUMK
BOCXMLLEHHbIN MNaHTEN3M HOXECTBEHHOTO TBOpe-
HuA. OHM B coTBOpeHHOM borom mupe daopbl n
dayHsbl, norpy>eHsl B Hero (Puc. 1,2).

HaTtopMopTbl NPeBOCXOAHO BAMCHIBAAUCH B UH-
Tepbepbl COCTOATE/IbHbBIX FOPOXKaH, PpafoBanu rnas
BCSIKOrO, co3epLatoLero nx kpacoty. OXOLUMMCKUIA
nucan: «PacueT BykeTHOro xaHpa cosnan ¢ pacnpo-
CTpaHeHWeM LiBETOYHOrO CafloBOACTBa. LiBeTOUHbIE
KNymbbl BCE eLé Oblan npusunernen borayen. Ecam
XOJICTbl C ByKeTaMu LWAN B CPEAHEM MO HECKOJ/IbKO
ry/bleHOB, TO CEMEHa WM CaXKeHLibl PeAKNX LiBETOB
MOFAN CTOUTb COTHU W Aaxe TbicAun. Ho MMeHHO
3TV UBETbl U PUCOBaNU, OCOHBEHHO «TUTPOBbIE» MO-
nocatble THJbMaHbl, KOTOPble B PeasibHOCTM NOYTH
He BCTpeyanucb, ABAAACh PeAKON MyTaumen. OHu
nokpbiBanu BykBaabHO BCE: N AOPOryto Mebenb, 1
NpoCTble KepaMmnyeckne NANTKN A8 NAUHTYCOB.
(Oxouumcknii, 2017, c.19)

Ka>kyLLnincs HeTAEHHbI MU BeLler JoKeH
6bITb 0653aTENbHO LBETYL MM, BEAb OH TBOPEHUE
camoro bora. Hnuero ysagatowiero Ha KkapTnHax
He yBUAUM. B LBETEHWM Xe BCe MHAMBUAYANbHO,
KaxkAblli LIBETOK pacLBeTaeT no-cBoemy, Bedb bor
He TOJIbKO TBOPEL, LIeJIOCTHON BcesieHHON, HO 1 Ka-
XAOW B OTAE/bHOCTM B3STON BELLW, HE NOXOXEW Ha
apyryto. Ecnav ectb NOHATE OTAENBHOW BELLY, 3HA-
UUT MAET PasroBop O ee UHAMBUAYANbHOCTU. OTO

BaXXHOEe KayecTBO, KOTOPOE B MCKYCCTBE rOANaHA-
CKMX, HEMELKMX MacTepOB AeNCTBUTENbHO BbisBE-
HO. Beas pa3roBop 0 caMOAOCTaTOYHOCTU BeLLen,
OXOLMMCKMIN flaxke rOBOPUT O WX XapakTepe v CyAb-
6e. (Oxounmckun, 2017, c.21,22)

Cakpanusayus npocmpaHcmea

B >xunsonucm XVII Beka NpocTpaHCTBO HUKOrAa He
CyLLEeCTByeT camo Mo cebe — OHO poXAaeTcs B An-
ajore c Bel,amu, KpackaMu 1 BCEM >XMBbIM MUPOM.
Y pe Xema, BaH gep Acta nam bocxapta Crapwero
TEMHbI GOH NOHayany KaXeTcs TaUHCTBEHHBIM U
3aMKHYTbIM, C/IOBHO XPaHSALLMM KaKyto-To TaiHy. Ho
€C/IM BCMOTPETbCS, OH NpeBpaLLaeTcs B e4Ba 3aMeT-
HO€ NPOCTPaHCTBO, CKPbITOE 3a BycTBOM PopM, —
MPOCTPaHCTBO OAYXOTBOPEHHOW MaTepmn. [peameTbl
M MPOCTPAHCTBO CrJ/IETEHbI BOEAMHO, 0H6pazys naH-
TENCTUYECKYIO LieMb CMbIC/IOB: O4HO He CyLecTByeT
6e3 gpyroro. B «[vpasHae n3 GpykToB 1 LBETOB»
Ae Xema faxe KpolleyHble NpocBeTbl poHa cpe-
AV UBETOB N HaceKOMbIX Ha doHe TEMHOM apKu
NPUTArMBarOT B3rNA4, HaNnoOMWHasA: 6e3 3Toro «ay-
XOBHOrO» NMPOCTPaHCTBA NENeCTKU, Arofbl U BETKU
CTanu 6bl NPOCTO BE3XKMIHEHHON MaTepuei. A Kor-
Aa MacTepa f06aBastoT K HaTIOPMOPTY NPUAYMaH-
Hblli BEYEPHU Nel3ax, cakpaibHas LenoCTHOCTb
MUpa packpbiBaeTCcA MO-HOBOMY — Kak B paboTtax
A. MunHbOHa C ero awepuuamm, MbllLaMn U COYHBbI-
Mu naoaamu. (Puc. 3).

Komnosnyms cTponTca Ha KOoHTpacTe: TéMm-
Hoe, NouTK 6e340HHOE NPOCTPaHCTBO BM3YaabHO
YpPaBHOBELLMBAETCA APKUMM, OCA3aEMO-COYHbIMU
naogaMmv — BUHOTPAAOM, CANBaMU, MePCUKaMM.
[ ononHAOT cLeHy AMHaMUYHble obpa3bl 6Habouku
n NTULbl. KONopUCTUYECKOe eAMHCTBO 3/1EMEHTOB
HeCcéT PnnocodCKyro Harpysky: OHO CUMBOAM3NPYET
HepacTOP>XXMMYHO CBA3b BCErO CyLLEro u oTpaxaet
naero npesonpesenéHHOCTH, 3aN10XKEHHYH Bbic-
WM pa3yMoM. 3agaya XyAoXXHWKa — He nsobpe-
TaTb, a3 MOZENNPOBATb 3TOT M3HaYa bHbI 3aMbICen.

Cakpanusayus ceema u ygema

AHanornyHbiM obpasom npeobpaslyeTcs W CBET.
OH MNOAYHOYHOMW, MONYBEYEPHWUIA, MONYNCKYCCTBEH-
HbI, MONyeCTeCTBEHHbIN, CIOBHO HaMOJHEHHbIN
60>XXECTBEHHOW IHEPTMen, Ha KapTUHaX XYAOXKHU-
KOB pa3om, cpa3y M O4HOBPEMEHHO O3apseT Bce
Aapbl 3emMan 1 Mops. CBeT, poxAaeMbli HEBUAN-
MbIM MCTOYHWKOM, B CBOKO Ouepeb MaTepuannsy-
€TCs B LBET APKOro okpaca MHOroobpasHou Gpaopb..
MatepunannsoBaBLUNCh B LIBETOBOE KauyecTBO, OH
pa3/nMBaeTCA No NOBEPXHOCTU KaXkAoro npeameTa,
KOTOpble C/IOBHO MOZ CUAOM CBOEN MaTepmnaanzo-
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BaHHOW MJIOTU HAaYMHAKOT EMOHCTPMPOBATL BECh
CMNeKTp HaTypanbHoro baecka. 10T Haeck cBeTO-LBE-
TOBOW W OH TakoB, MOTOMY UTO OH 6OXEeCTBEHEH.
3zecb He BaXHO, HabatofaeT N ero XyAOXHUK B
HaType WK cylecTBeHHO nepepabaTbiBaeT BOO6-
paXKxeHWeM, raBHOe — MOoJ ero BO3AenCcTBUEM NpPo-
ABASETCA Ta KONOPUCTMYECKas KapTUHa 3BYYHOW
6narogatin, KOTopas COOTHOCUT Hac C NepBoobpa-
30M — PalickvM CafjoM B €ro pajy>HOM Mpeaom-
neHunn. Ecam abetparnpoBaTtbhcs OT CBETO-L,BETOBOM
cakpanv3auunm 1 BOCMPUHMMATL NPeaMeTbl BHE KX
«YXOBHOTFO» HaMoJIHEHUS — Kak He uMmetoLme 60-
KECTBEHHOTO MPOUCXOXAEHWS, — OHU NPeACTaHyT
cyrybo HaTypasMCTUUHBIMW, MOYTU MYASKHBIMU.
VIMEHHO OCMbIC/IEHME CaKpasbHOCTU MPOCTPaH-
CTBa, CBETA, LiBeTa, BCEro CyLLero — XnBOro u py-
KOTBOPHOTrO — HajeNfeT NPOU3BEAEHNS BU3YasbHON
BbIPa3nTEIbHOCTbIO, KOTOpas U MO CeN AeHb yaep-
XUBaeT BHUMaHMWe 3puTens. PaccMoTpum katoueBble
NPOsABAEHWS Cakpanv3aLumn, BblAeNB €€ JOMUHN-
pytoLLMe CcBOMCTBa B Tabanue.

Cakpanuzayus | Cakpanuzayus | Cakpanusayus
npedmemos u | npocmpaHcmea |ceema u ysema
AeneHul

3HauMMOCTb 3HauMMOCTb 3HauMMOCTb
KaXKZoro npej- | npocTpaHcTBa CBeTa Kak BaX-

MeTa nyTem Kak Heobxoamn- | HOM CYLIHOCTU
06pNCOBKM €r0 | MO OZyXOTBO- | B peanunsauum
CTPYKTYpHOM peHHol cdepbl | LBETOBOM
«MNOTU» npucyTCTBUA XapakTepucTmkm
npeameToB npeameToB

MHtepnpetauusa «HoBoi 6narogatn» B Apy-
rMx >KaHPOBbIX MPOABAEHUAX

TeapHeili Mup

Kak mbl Bugenu, punocodumsa nogobHbix n3obpa-
XeHW obbAcHANaCh NH0BOBBIO KO BCEMY MaTepu-
afAbHOMY, TeM bonee XnBOMY. B Helt npoumnTbiBancs
BOCTOPT GM3NUYECKOMY MUPO3AaHUIO OTAENBHOIO MU-
Kpomupa. [ockonbky OH BOXECTBEHEH, 3HAYUT U B
cBeTe H60NbLLIOro MakpoMMpa 3TOT OTAENbHbIN KOH-
KPETHbIN MUKPOMMP, BMELLatoLLMiA B cebs BCto 3Be-
PVIHYIO Y pacTUTENbHYH 3K30TUKY, MPeTeHAOBaa Ha
dunocodckoe BocnpmaTue. B rnazax coBpemMeHHOro
3puTens HacekoMble MOPOW KaXKyTCs NNLLEHHbIMM
dunocodckoro macwrtaba. Ho ana 3anagHoeBpo-
NencKmx XyA0XHMKOB OHM BblM YacTbO BENNKOM
OAYXOTBOPEHHOM TKaHWU 6bITUS — BOXECTBEHHOW,
>KMBOW, HAaNOJHEHHOW cMbicioM. Babouku, cTpeko-
3bl, 6OXbW KOPOBKM OXMUBASAN faxe CaMble MbiLl-
Hble ByKeTbl, NPUBHOCA B HUX JblXaHNe peaibHOro
MUMpa C ero 6ecKOHeYHbIM pazHoobpasnem. Vix Tena
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— 6yATO MUHMATIOPHBIE LWeaeBpbl: HU oAHa 6abou-
Ka He MOBTOPSET APYryHO, KaXkan ryceHnua Hecert
CBOK UCTOPMIO. B 3TON HEMOBTOPMMOCTM — KIHOY
K MOHWMaHWUIO aHMMaNCTUYECKOrO UCKYCCTBA, Bbl-
pOCLUEro U3 BHMMATENbHbIX HAabOAEHWI 3a Npu-
pogon. B XVII-XVIII Bekax OHO CTano oTAe/bHbIM
>KaHPOM, OTPa3mB XaxXay YenoBeka NPOHUKHYTb B
TalHbl MUPO34aHUsA. A CnycTs CTONETUS Ta Xe uaes
3a3Byy4ana No-HOBOMY — Tenepb y>e Kak Npu3bliB
K 6epeXHOMY OTHOLLEHUIO K XPYNKOMY paBHOBE-
cunro Xun3nu. (Puc. 4,5).

M3 TecHbIX paMOK HaTlOpMOpTa 3Bepu, NTULbI 1
HacekoMble LWarHyau B 6eckpaliHne npoctopbl Npu-
POZAbl — W 3TOT Nepexos CTaj NOBOPOTHLIM ANS aHW-
MaJnCTMYeCcKoro XxaHpa. loctaTouHO B3rAHYTb Ha
nonotHa Menbxmopa e XoHaekyTepa: ero ntmubl
60AblUe He 3anyTaHbl B TMPASHAAX LLBETOB — OHMU
KynaroTcs B 03épax, 3aboTaTca o nTeHuax, BeayTt
TMXMe Ananorn Ha BetBsAx. OHM OCTaNUCb CTOJb
e AOCTOBEPHbIMM, Kak B HaTFOpMoOpTax, HO obpe-
nn ceobogy: pacnpaBuamn Kpbliibs, BbITAHYAN LLeW,
OXWAW B Syrax n necax. XyfoxHukn XVIl seka —
ot ronnaHgues (Kein, MoTtep) o Hemues (Xak-
KepT, 'pooT) n pycckux (LLeapunH) — HanoaHuan
CBOW KapTWHbI MPa3gHUYHbIM AbIXxaHWeM NpUPoAbI.
XKnBoTHbIE 38€Ch HE MPOCTO N306paKeHbl — OHU
XUBYT: MPMHMMALOT Bblpa3nTeNbHble No3bl, AEMOH-
CTPUPYHOT HPaB, AEeNCTBYHOT eCTECTBEHHO U packo-
BaHHO./. ®. YpBaHOB Npu3biBaN COUNHATL «Liesble
MOBECTBOBAaHMSA O XMBOTHbIX», MOAOOHO BacHAM
230na (YpsaHos, 1793, c.37, 41,420. Ho aaxe B
3TUX «BbIMbIC/Iax» MacTepa COXPaHAIN BEPHOCTb
rnaBHOMY: NpaBAMBOMY 06MKY 3BEpPA.

XypoxHuku lonnangmn, N'epmanmm n Poccmm He-
pesko obpallanmcb K NacTopanbHbIM CHOXKETaM: Ha
MX MNOJOTHAX MMPHO NacyLMecs KOPOBbI, rpaLMo3-
Hble Jlolaam 1 BepHble CObakM CoOCeaCcTBOBaNM C
TUXUM, CIOBHO MOTPYXEHHbBIM B ApeMy faHawad-
ToM (A. Kewnn, M. MotTtep, V. KneHrenb, A. XakkepT,
C. WeapwvH). Takne nersaxu, MMeHyeMble «BUAO-
BbIMM», 3aneyaTieBaan Npuposy B e€ ypaBHOBe-
LIeHHOM, CMOKOWMHOM obanube. (Punc.6).

WccnepoBatenn no-pasHoMy TpakTyrOT CMMBO-
NNKy roanaHackoro nemsaxa. J. Walsh Buaut B Hém
OTrONI0CKW HEOMIaTOHM3Ma: XYAOXHUK He MPOCTo
n3obpaxkaeT NpUpoAy, a HaMeKaeT Ha CyLLecTBO-
BaHMe AyXOBHOIo M3MepeHus, rae Hebeca cayxaT
CBA3YOLLMM 3BEHOM MeXy 3eMHbIM 1 6OXeCTBEH-
HbIM. XapakTepHOe MOHWXeHWe Fropu30HTa, OTAa-
toLLee NepBEHCTBO HebecaM, — He CIyHanHOCTb,
a co3HaTtenbHbI npmém (Walsh 1991, P. 95-118).

S. Schama ycmaTpuBaeT B o61akax MOLLb HEGECHbIX
w1, obeperaroLmx CTpaHy, a B TPO3HbIX Tydax —
N3BEYHOE NMPOTMBOCTOAHNE CBET/bIX U TEMHbIX Ha-
yan (Schama 1987). A. [l. Oxoummckuin gobaenset K

3TOMY 3TUYECKUI aKUEeHT: uctopmsa HuaepnaHaos,
OTBOEBaAHHOW Y MOPSA 1 BparoB, OCMbICAsIACh Kak
aap boxxwui, cpoaHun 3emne obetoBaHHOW 13 CeA-
weHHoro Mucanuna (Oxoummckuin, 2017, c. 28).

OCHOBHbIe NPUPOAHbIE KaTerop1Mm U UX XapaKTepuUCTUKa

XKaHp LisemoyHbili Hamropmopm | TeapHsil Mup elizax
OcHoBHble 06bekTbl M30- | LiBeTbl, dpykThl, NpeameTsl | MTWLbI, ALepuLbl, paku, MpupoaHble naHAwadThI:
6paxkeHus 6biTa pakyLuku, yauTkun, 6abouku, | neca, ropbl, Noas, peku,

CTPEeKO3bl, TyCEHULLbI, MyXM

MOpSi; TOPOACKHME, CeNb-
CKWE, MOpPCKMe nensaxu;
Heb60o, obnaka

KntoueBasa uvges Kpacota n cumBosivka 06bI-
AEHHBbIX Bellel, LiBETOB, NX
MaTepunasbHOCTb U CMbIC/IO-
BOM OTTEHOK ObICTpOTEU-

HOCTU XXUN3HU

KpacoTa n cumsonvka
TBapHOro Mupa, nx mate-
pYanbHOCTb U CMbICIIOBOW
OTTEHOK HbICTPOTEYHOCTK
>KN3HU

Kpacota n npupogpl,
nepesaya eé HaCTpoeHus;
B3aMMOZENCTBNE YeloBEKA
C OKPY>aroLLMM MUPOM

KomMno3unumoHHble oco- CTaTMYHOCTb, NpoAyMaHHOe
6eHHOCTK pacrnonoxeHune npeamMeToB

CraTuyHoe nan aAnHa-
MUYHOe n3obpaxeHune
npeacTaBuTeNein TBapHOro
MUpa: CUAALLMNX, MON3YLLUX,
nopxaroLLmX

Vicnonb3oBaHune nepcnek-
TVBbI (IMHEWHON 1 BO3AYLU-
HoW), paboTa C ropu3oH-
TOM, nepegava rnybuHbl
NpoCTpaHCTBa

LiBeToBas ramma 1 ocse- | AKLIEHT Ha nepegjave
LieHune LLBETOBOW OKpPaLLEHHOCTM
pacTeHul B UX KOHTpacTax
N HIOAHCax, TeKCTypbl
npesmMeToB, nepegaye
Aetanen

AKUEHT Ha nepesaye
LiBETOBOM OKpPAaLUIEHHOCTM
npeacTaBuTeNen TBapHO-
ro Mmpa B UX KOHTpacTax
N HroaHcax, nepegaye
aetanem

Mepesava cBeTOBO3AYLU-
HOW cpeabl, aTMOChEpPHbIX
abdexTOB (TymaH, 3akar,
rposa)

TBOpUeckuii MeTos MacTepoB M 3cTeTUKa Ha-
Typaausma

MeTog MacTepoB poOXAanca U3 NpuUCTasbHOro
BraagbisaHmsa B Mup. B xxusonucn XVII-XVIII Bekos
Ba>KHEWLLM OPUEHTUPOM CTana peanbHOCTb Npw-
CYTCTBUA: XyJOXKHMK AOOMBaNCA TaKoro CXoACTBa C
[EeNCTBUTENIbHOCTBIO, UTO 3pUTENb HE MOT He yAu-
BUTbCA. B 3TOM 1 Kpblnach NpuTAratesbHas cuna muc-
KyccTBa Toi anoxu. J1. B. MouyanoB MeTko Ha3Ban
NoAOGHBIN B3rNA4 «yMHbIM CO3epPLAaHNEM» — OH
06beANHAN CTPACTHOE N306pa3nTeIbHOE MOBECTBO-
BaHWe ¥ Tpe3Bbll aHaNN3 OKPY>KatoLLero npegmer-
Horo mupa (Mouanos, 1988).

Mpobnema «nogpaxaHnsa Npupoge» ctana Knwo-
4eBbIM Y3/I0M XyAOXeCTBEeHHOro npouecca. B Hew
ACHO pa3/IMuMMBbl ABa NepenieTéHHbIX Havana. C oa-
HOM CTOPOHbI, «MOApaXkaHVe» MbICANAOCh KakK YMO-
3puTesibHOe No3HaHue npupogel. C Apyron — oHo
npeanonarano ocoboe NCTONKOBaHWE N BOCNPUA-
Te MMpa Kak cnocob ero otpaxeHua. XyAoXHN-
KW BUPTYO3HO 6anaHcMpoBanu Mexay bykBasbHOM
nepegayer BHELWHUX YepT MOAEeN N CBOHOAHBIM
abcTparmpoBaHMemM OT Heé, aHaAn3npys 1 0606-
wan yBuaeHHoe. Tak cknajbiBanacb KOHLeNuma
«0bpaza» — ynopag04YeHHOro, CO3BYYHOro Yeno-
BEYEeCKOMY BOCNPUATUIO. BrasabiBaack B Kaxayro
PopMy, MocTuras 3aKoHbI NPUPOAbI Yepe3 PUCYHOK,

pPUCOBabLUNKM NOCTENEHHO HAMoOMHAAN €€ 3CTe-
TUYECKUM coAep>KaHneM. VIMeHHO 3Ta naes obpa-
3a 3ajana TOH NpuUTAraTeNbHOMY UCKYCCTBY 3MOXM.
ApKniA NpuMep — M3bICKaHHbIE 3aPUCOBKN pacTe-
HWU, HacekoMbIX U pakywek Mapun-Cnbuansl Me-
pVaH, KHUXHOTO UANKCTPATOpPa, UgaTens KHUMm
«MeTaMmop0o3bl CyprHaMcknx HacekoMbix» (1705),
Ha KoTopble yka3sbiBanu: [.M.Epmakosny (Epmako-
Buy, 2015, c.116). A.l . KameHckas (KamunHckas, 2000,
¢.84-107), b.B.lykuH (JlykuH, 1974) n .H.Nebepesa
(llebepesa, 1997, c¢.318-334). TpagnLmn BbICOKOTO
MacTepcTBa B akBapenn npogomkman ®. Yepkacos,
A. A. Tpekos, . MaruH, A. MannHkoBkuH, M. He-
kKpacoB (CreukeBuy, 1997, c. 252-253) n gpyrue
MacTtepa, B ToM uucae M. P. Peikos, . Hukonaes,
M. X. bepkxaH, V. B. MlropceHnyc, M. A. Cokonos,
M. /. MaxaeB, ubn nmeHa npusogut H. . Kona-
HeBa (KomaHeBa, 2006, c. 65).

Buonorunueckas nanroctpaumna XVIII seka, no
oueHke A.[l. Oxouunmckoro (2017, c. 12), npea-
cTaBasna cobor NOANMHHO HapOAHOe UCKYCCTBO,
OTMeYeHHOoe CKPYMNyAEé3HbIM peain3mMoM. Xyaox-
HUKW-HaTypanucCTbl, OTKa3aBLINCb OT akagemumye-
CKOW NIMHUW, Yepraan BLOXHOBEHWE B NHO6BU K
npupoae N nHTepece K Hay4YHbIM UCCAe0BaHu-
AM. VIx BHMMaHWe K getanaMm — Byab TO TEKCTY-
pbl, GOPMbI NN HHOAHCbI MOBEAEHMA XXNBOTHBIX U
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pacTeHUI i — NPeBPaTUIO UANKOCTPALUN B LIEHHbIN
HayuUHbIN pecypc, akTyabHbIN 1 cerogHs. MacTepa
He Aenanun pasanumin mexxgay obbektamu nsobpa-
KEHUA: B UX «IHUMKIOMNEANN BELLEN» HaXOo4NAn
MECTO 1 LiBETbI, U KOPOBbI, Y YaCOBblE MEXaHW3-
Mbl, U BbITOBbIE Meno4mn. [Mofg0H6HOro BOCTOPXKEH-
HOro 1 BCEOOBEMIOLLENO TMMHA MaTepuasbHOMY
MUpPY UCTOPUA NCKyccTBa He 3Hana. Weststijn Bu-
AWT NapaZoKC AaHHOW XMBOMUCU B TOM, UTO OHa
MOXeT cAenaTb XMBOMUCHbLIM BCE Cylllee — Hesa-
BMCMMO OT NpejMeTa, BaxkHa /ivb MaHepa m13o-
6paxkeHuns. Mpu 3TOM eé cuna He B KONMUPOBaHUN,
a B CNOCOBHOCTU NpobyKaaTb 3MOLMK. XKMBOMUCH
OoTpakaeT MPUPOAY, HO AesaeT 3TO Uepes cuctemy
WNNKO3MIA: OHa OBMaHbIBaeT, HO 3TOT O6MaH Bbi3bl-
BaeT BOCTOPr. ABTOpP OTMeYaeT, UTo Mbl BOCXMLLA-
€MCS 1 CAaMOW MPUPOAON, U TEM, KaK XYJOXHUK eé
nepegan. N 310 He cyyaliHO: CyTb «3epKajbHO-
CTW» UCKYCCTBa He B ByKBaJbHOM MOAJMHHOCTY, a
B MCKyCCTBe co3gaHuns obpasa. CoBeplueHHas Kap-
TUHA — 3TO «3epKano NPUPOAbI», KOTOPOE TBOPUT
HOBble peasbHOCTM 1 OBbMaHbIBaeT Hac Tak ybe-
ANTENBHO W U3ALWLHO, YTO caM 0BbMaH CTaHOBUTCA
BbICLLElN POPMOW NoXBasbl MacTepcTBy. He cayyaii-
HO XMBOMWCb YyNoAobasNack PUTOPUKE U ee BO3-
AEeNCTBME Ha 3puTens 6bIN10 ropasfo CuabHee, YeM
cnoBo (Weststijn 2008). HatypanbHOCTb — BOT, UTO
TpeboBanocb OT HOBOW MKOHOrpadum — nuwwet Oxo-

ummMmckmnii (Oxoummcekmia, 2017, ¢.28) 910 1 ecTb ca-
KpasbHbI/ HaTypaan3M.

3ak/sitoueHmne

Takum 06pa3om, B XoAe OCMbICIEHUA MPUPOAHBIX
MeXaHU3MOB XYAOXHUKM COOPMYINPOBAAN Hayu-
HO-XYZOXKeCTBEHHOE KpeAo, OTUETANBO NPOABMB-
Lweeca B ux pabotax. MNpeacTaBUTENN FONNAHACKOTO
HaTHOpMOPTa U Hay4HOro B1ONOrNYECKOro pUCyHKa
Ccymenv NpeBpaTnTb n30bpaxkeHns Gaopbl 1 GayHbl
B NOAJIMHHOE ncKyccTBo. KynbTypHasa cpega XVII-
XVIIl BekoB 6blna NpoOHM3aHa CTPEMIEHMEM K MO-
3HaHWUIO M BOCXWLLLEHMIO MaTepuanbHbiM MupoM. Kak
otmeyan A. [J. Oxounmckmia (2017, c. 16), HaunHa-
FOLLIMM XYAOXHMKaM COBETOBaAN He exaTb B Pum, a
0bpatnTb BHMMaHWe Ha Hencuyeprnaemoe 6oraTcTso
OKpY>KatoLLero Mmnpa — Aaxe B 06blAeHHbIX NpeamMe-
Tax Taunacb pPafoCTb Co3epLiaHus. Boicokas cteneHb
WANKO30PHOCTM B TPAKTOBKE MPUpPOoAbl bblia 0by-
cnoBseHa eé Hay4YHON 3HauYMMOCTbH0. MNogpaxkaHne
npupoge Nopoamnao ocoboe YyBCTBO BOCXMLLIEHNA
«HaTypanamu». brarogapsa ckpynynésHo TO4HOMY,
noutn potorpadryeckomMy NOAXOAY MacTepa BOCCO-
34,211 KapTVHY NPUPOAHOTO MUPOYCTPONCTBA CBOEA
3MOXM. ICTETMKA «MPUBAEKATENBHOCTN» U3yYaeMOWn
MaTepum cTana 3Ha4yMMbIM 31eMEHTOM n306pasu-
Te/IbHOTO MCKYCCTBa TOrO BPEMEHMN M MPOJOKAeT
npuBaeKaTb BHUMaHWE COBPEMEHHbIX UCCes0Ba-
Tenern KOHLEenumMm NnpupoaHON KpacoTsl.
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CATEGORIES OF THE COMIC IN 19TH-CENTURY
PHILOSOPHY AND ART:

ENGLISH CARICATURE

Summary: The article is devoted to an interdisciplinary
analysis of the category of the comic in philosophy and
visual culture of the 19th century. The author explores
the transformation of the theoretical concepts of laugh-
ter (theories of superiority, incongruity and relief) in the
works of G.F.W. Hegel, A. Schopenhauer, A. Bergson and
other theorists, comparing them with the artistic prac-
tice of the era. The main concentration is on the English
caricature of the second half of the 19th century and the
activities of Punch magazine as a unique platform where
abstract philosophical categories (irony, grotesque, sat-

The carefully chosen topic of "Categories of the
Comic in 19th-Century Philosophy and Art" is in-
teresting because it extends the research beyond
the limited confines of art history into the realm
of aesthetics, philosophy, and cultural studies. The
primary objective of our study is to compare how
key philosophical concepts of the comic (humor,
irony, satire, laughter, and the grotesque) were con-
ceptualized in 19th-century aesthetic treatises. We
intend to trace their embodiment in visual culture
and will use an analysis of fine art (English carica-
ture) as a practical example of the implementation
of the century's philosophical concepts. The theo-
retical basis of this interdisciplinary review is con-
stituted by philosophical sources, allowing us to
address the theoretical understanding of the con-
cept of laughter and the categories of the comic
themselves. The key questions raised by the study
touch upon the problem of defining the nature
of laughter and the comic by leading 19th-cen-
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ire) acquired applied significance. The work substantiates
the role of the comic as a tool of social correction, moral
criticism and the formation of public opinion, and also
traces the connection between aesthetic treatises and
the development of mass visual communication. The
presented review suggests the possibility of further thor-
ough interdisciplinary exploration.

Keywords: comic categories, aesthetics of the 19th cen-
tury, English caricature, Punch magazine, social criticism,
philosophy of satire.

tury philosophers (G.F.W. Hegel, A. Schopenhau-
er, A. Bergson). They touched upon the essence of
the distinction between "high" forms of the comic
(humor, irony) and "low" forms (satire, farce, gro-
tesque) in aesthetic theory. Hegel's "Lectures on
Aesthetics" (1835-1838) form an original theo-
ry of laughter in a philosophical context, as does
Schopenhauer's position in "The World as Will and
Representation” (1819-1844).

We will examine the art criticism and historical
literature of the 19th century: the views of Charles
Baudelaire, illustrated by several of his works on
the interpretation of modern art, the practices of
the French Salons, and aesthetic theory, as well
as J. Meredith's essay "An Essay on Comedy and
the Uses of the Comic Spirit" (1877), and aesthetic
treatises on drawing and illustration, as exemplified
by the work of J. Ruskin. In our analysis, we wish
to identify the connection between philosophical
categories and visual material: their reflection in

art criticism and the practice of caricaturists. Cor-
relating artistic practices with philosophical models
of the second half of the 19th century determines
the relevance of the work and forms its context.
We outline the chronological and geographical
framework of the analysis: the 19th century, focus-
ing on British visual culture as a practical example.

The paradox of the comic lies in its ubiquitous
presence in 19th-century culture (mass media, car-
icature), yet its marginalization in academia and
aesthetic theory (Hegel, Kant). The link between
philosophy and art lies in the theoretical writings
of 19th-century art criticism and aesthetics, some
of the most significant texts being those of the
aforementioned Baudelaire and the writer, author,
and editor of Punch, W.M. Thackeray. In addition
to the philosophical approaches to the comic dis-
cussed above, we will review three classical theo-
ries of laughter, described by Victor Raskin, who
proposed the so-called semantic theory of humor,
later expanded upon by Salvatore Attardo in "Lin-
guistic Theories of Humor" (1994). These theories
are: superiority, incongruity (also known as con-
tradiction theory), and relief.

The problem we seek to address in this study
is the definition of the philosophical categories of
the comic and an analysis of how they relate to
the specific techniques employed by 19th-century
English caricaturists. We seek to substantiate that
English caricature in the second half of the 19th
century functioned as a visual laboratory. Within
it, abstract philosophical categories of the comic
(especially incongruity and social correction) were
tested, concretized, and sublimated into the gro-
tesque, principles of metaphor, and irony, which
required a new aesthetic understanding. These po-
sitions are supplemented by reference to a mono-
graph on the history of Punch, which reflects the
embodiment of comic categories in satirical illus-
trations. M.G. Spielmann’s work, "The History of
Punch" (1895), also remains relevant. To provide
methodological support and a contemporary un-
derstanding of the topic, we draw on M. Bakhtin's
works on the philosophy of the comic, "The Works
of Francois Rabelais and the Popular Culture of the
Middle Ages and Renaissance," including his con-
cepts of carnival, grotesque realism, and the "cul-
ture of laughter." Although this work focuses on
an earlier period, Bakhtin's ideas about the "low"
and "high" of humor are applicable to satire. As
we will see, aesthetic theories are characterized

by a dichotomy of art into categories of the sub-
lime and the base.

For an examination of the concept of the comic,
the work of Russian scholar Yu.B. Borev is particu-
larly significant. He is the author of one of the most
comprehensive and significant works on aesthetics,
specifically addressing the aesthetic categories of
the comic: "The Comic, or How Laughter Chastises
the Imperfections of the World, Purifies and Re-
news Man, and Affirms the Joy of Existence." The
author analyzes the diversity of forms and types
of humor, illustrating the narrative with examples
from literature, cinema, and the visual arts. Also
valuable is a reference to A.G. Kozintsev's fun-
damental interdisciplinary monograph "Man and
Laughter," in which the author examines the prin-
ciples of embodying the phenomenon of the fun-
ny, the position of humor in human society, and
analyzes the functions of humor related to the lin-
guistic and symbolic nature of the phenomenon.
The book helps us understand the concept of the
comic from an ontological perspective, revealing
the nature of the object itself (from a philosophi-
cal and psychological perspective) and proposing
its systemic models and forms. The Polish schol-
ar B. Dziemidok also provides an extensive theo-
retical analysis of the comic, which we propose to
address. He conducts his analysis by comparing
the diversity of concepts of the comic, concluding
that deviation from the norm of the object of hu-
mor is a component of most theoretical theories.

Our initial goal is to systematize key philosoph-
ical works applicable to the visual analysis of the
era's satirical art. We believe it would be interest-
ing to explore theoretical concepts and notions of
the comic in relation to the three main theories of
humor, often applied in contemporary interdisci-
plinary research. To encompass the key philosoph-
ical models for understanding aesthetics (and the
related "comic") of the 19th century, we will need
to consider three of the most significant approach-
es to the comic: "Incongruity Theory," "Superiority
Theory," and "Relief Theory," which emerged during
this period. They do not oppose, but complement
each other according to Raskin's vision (“Semantic
mechanisms of humor”). S.S. Melnikov, who men-
tioned this theory in a sociological review, compares
many approaches to the study of the functions and
the very nature of laughter. He cites as examples
the authors J. Morial (“Comic Relief: A compre-
hensive philosophy of humor”), M. Clark ("Humor
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and Incongruity”), E. Oring (“Engaging Humor"),
T. Schultz (“Order of cognitive processing in hu-
mor appreciation”) along with Russian specialists
A.V. Dmitriev, A.A. Sychev in their work "Laughter:
A socio-philosophical analysis” [Dmitriev, Sychev,
2005], who approached a deep understanding of
the problem. The concepts of the cited research-
ers are subordinated to the understanding of the
comic at the intersection of its natural nature, the
human psyche, which is in contact with the idea of
the theory of relief, partly the theory of superiori-
ty (aggressive manifestations) [Melnikov, [2015, p.
216]. The theory of incongruity is associated with
corrective functions aimed at the creation of the
individual or society, the foundations of social or-
der (M. Mulcahy), and even at their deconstruction
(M. Davis) [Melnikov, 2015, p. 216]. Historically, the
author traces the observation to the possibility of
applying the three theories to the times of I. Kant,
and, what is especially important for our analysis,
to the 19th-century theorists A. Bain ("The Emo-
tions and the Will") and G. Spencer ("The Physiol-
ogy of Laughter"), who were in contact with the
"relief theory," seeing humor as a type of physi-
ological release.

Since the 18th and early 19th centuries, a spe-
cial type of romantic irony has been emerging
in European culture, the most intensive critical
studies of which are attributed to the theories
of F. Schlegel, K.W.F. Solger, W. Tieck, and E.T.A.
Hoffmann. These ideas are further developed in
Hegel's fundamental refraction and understand-
ing. A broad field for analyzing the forms of the
comic in aesthetics is provided by his lectures on
aesthetics, which represent a kind of polemic with
the German Romantics. Here are his reflections
on the unique concept of irony, invented by F.
Schlegel: "...the ironic as a brilliant individuality
consists in the self-destruction of everything great
and excellent" [Hegel, 1968, p. 73]. Ironic charac-
ters in artistic depiction represent the yearnings
and contradictions of the soul. In a chapter de-
voted to the disintegration of classical art forms,
Hegel described satire as devoid of epic and lyr-
ical elements [Hegel, 1969, p. 225]. The philoso-
pher viewed it as an example of the discrepancy
between one's own objectivity and empirical re-
ality. Given the impossibility of comprehending
this, Hegel believed it should be perceived as a
transitional form of the classical ideal. In the third
volume, devoted to aesthetics [Hegel, 1971], He-
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gel proposes a classification, a hierarchy of art
forms, based on their degree of proximity to the
Absolute, the historical spirit of the era.

A description of the immediate, rather than
purely theoretical, perception of the comic can
be found in the content of a letter to Maria Hegel
from Prague in 1824 regarding a visit to the theater:
"... this sometimes seems to us extremely strange,
sometimes extremely funny, for it is again very stilt-
ed, moralizing, serious" [Hegel, 1973, p. 522]. Here
the philosopher vividly describes a scene he wit-
nessed of allegorical characters played in the play
“Don Juan." It can be concluded that the comic in
empirical experience was felt by Hegel as belong-
ing to the category of incongruity. In relation to
the concept of the three main theories, the reso-
lution of the comic contradiction is manifested in
the inconsistency of the subjective principle in the
face of the absolute idea. The comic is a manifes-
tation of the untruth of content, consisting in the
contradiction between form and content itself. A
manifestation of the ideological and social func-
tion of caricature, which helps to establish how
the "high" aesthetics of the 19th century treat-
ed a genre that was often considered "unworthy"
of content. Hegel used to analyze the ideological
function of caricature (how it resolves or exposes
social contradictions).

Meredith defined the comic as an intellectu-
al, social model of correction aimed at rectifying
the morals of society. He saw the hallmark of true
comedy in its evoking thoughtful laughter [Mer-
edith, 2025, pp. 87-90]. Laughter should be like a
smile: subtly restrained, revealing the light of rea-
son and intellectual richness, rather than flamboy-
ance and grotesquery. The comic manifests itself
calmly and without malice directed at its targets
for wit, and does not succumb to ardor and pas-
sion. In his view, the comic in English culture is
distinguished by its lack of striving for rudeness
or tasteless exaggeration. According to Meredith,
the existence of reason and common sense ena-
bles the very minds of people to act together. He
urged that the spiritual component in people not
be forgotten. Otherwise, a person loses the ability
both to sense the comic spirit and to find comfort
in it. From the above we can conclude that Mer-
edith's understanding of the comic partly relates
to Hegel, as aimed at correcting the spiritual prin-
ciple of society, the potential for nurturing moral
feeling through art.

We find the comic as an awareness of incon-
gruity in Schopenhauer. The poses and gestures
of characters were part of the understanding of
grace in a work of art, and therefore required a cor-
respondence with the person being depicted. He
conceptualized art through the following proposi-
tions: "Fine art, poetry, and music serve the knowl-
edge of the only real essence of the world; art is a
way of contemplating things" [Schopenhauer, 1999,
pp. 353-354] and "Art, above all, gives consola-
tion, pleasure; it is being embodied for contempla-
tion, but devoid of its suffering and imperfection”
[Schopenhauer, 1999, pp. 481-482]. Further, the
philosopher reveals a model for analyzing such
formal artistic techniques as hyperbolization and
distortion, explaining the reason for the genera-
tion of laughter through artistic deformations: "...
when the characteristic does not set off beauty,
but passes into ugliness, reaching the point of un-
naturalness, then Schopenhauer understood this
as caricature, caricature, exaggeration” [Schopen-
hauer, 1999, p. 417]. According to Borev, these
thoughts are consistent with Hegel's view of car-
icature as a technique when: "... a certain charac-
ter is exaggerated to the highest degree, that is,
real features are depicted, brought to the extreme
degree of expressiveness" [Borev, 2025, p. 232].

Section thirteen of the first volume contains
numerous remarks on laughter as a concept born
of paradox and contrast [Schopenhauer, 1999, pp.
166—171]. The comical arises from the deviation of
the identity of objects from their concept. He ex-
plained that the greater the similarity in some re-
spects between objects and the greater the contrast
between them in other respects, the more power-
ful the comic effect. Schopenhauer urged us to find
evidence of this in any anecdote or amusing mem-
ory. Moreover, there are several variations of such
wit. In the first case, the identity lies in the concept
and the difference in reality, while in the second
case, it is the other way around. He distinguished
two kinds of humor, depending on the nature of its
origin: wit (an intentional act) and stupidity (hap-
pens voluntarily). Speaking about witticisms, the
philosopher used the expressions "calembourg,"
“pun," and "l'equivoque.” Based on these provi-
sions, Schopenhauer concludes that wit is primarily
expressed in words, while the comical nature gen-
erated by stupidity is expressed in actions.

The works of the English critic Ruskin provide
insight into how contemporaries perceived the cat-

E.L. Sambourne. Under the Censor's Stamp. Punch magazine.
1878.

egories of the comic in the context of aesthet-
ic debates. He understood the aesthetic value of
graphic art as the special balance between three
qualities of the artist: skill, beauty, and likeness
[Ruskin, 2024, p. 76]. The theorist, the author of
numerous works, comprehensively analyzed con-
temporary popular culture, emphasizing the sig-
nificance of art's moral function. He understood
the primary function of art as "... serving the real
needs of everyday life" [Ruskin, 2024, p. 86]. For
him, the most important thing was the formative
influence of the visual arts on the moral criteria
of society, the upholding of Christian virtues, and
the reflection of truth.

Bergson's theory of laughter explains the
emergence of persistent humorous types (stere-
otypical images of politicians, dandies, and bour-
geois), who were likened to mechanical puppets.
According to the French philosopher, the ability
to evoke laughter is caused by the repetitive, un-
natural poses of the depicted politicians, resem-
bling wind-up dolls or animals. The inconsistency
of human nature produces an absurd impression
on the viewer, offended by the figure's eccentric
behavior. We indeed observe the application of
this typology in caricature: the ridicule of fashion
and snobbery. Let us quote Bergson himself: "The
comic is that side of personality in which it re-
sembles a thing, those human actions which, with
their completely specific inertia, resemble a real
mechanism, something automatic—in a word, a
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J. Tenniel. The Sphinx Is Silent. Punch magazine. 1876.

lifeless movement. It expresses, therefore, a cer-
tain individual or collective imperfection requir-
ing immediate correction” [Bergson, 1992, p. 59].
The manifestation of the comic (the perversion
of will and character in a person's personality) is
examined by the analyst as "mechanical, super-
imposed on the living," a compensation for in-
ertia and automatism. Bergson's concept of the
"mechanical" as a manifestation of the comic is
consistent in this respect with a similar notion of
"pedantry" (the manifestation of wit due to stu-
pidity), as a characteristic of a spiritually limited
personality who blindly follows moral doctrines
[Schopenhauer, 1999, pp. 169-170].

By emphasizing the artificiality of human exist-
ence, the comic reveals itself as a factor facilitat-
ing correction and social adjustment. Regarding
the application of Bergson's theory of mechani-
zation to visual practice (farce), American sociolo-
gist M. Davis noted that, although the potential of
humor theories for analyzing the comic is overes-
timated, they nevertheless have the ability to ex-
plain theory [Melnikov, 2015, p. 216]. Caricatured
images, according to the researcher's logic, func-
tion as social punishment for inflexibility or imita-
tion. Bergson's essay suggests that laughter, as a
collective activity, fulfills a social and moral role,
forcing people to rid themselves of their vices.
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Nineteenth-century art criticism, exemplified
by Baudelaire and Thackeray, became a bridge
between philosophy and art. This profession-
al perspective offers insights into contemporary
humorous works and their authors, as well as an
assessment of humorous techniques. These texts
demonstrate how philosophical ideas were ap-
plied to visual culture and how the status of car-
icature was defined. Thackeray was a prominent
English satirist, the author of “Flora and Zephyr,"
"Vanity Fair," and other works that served as car-
icatures of society. He also published the ironic
"Notes of a Snob" in Punch magazine, where he
worked closely and served as editor. Thackeray's
"English Humorists of the 18th Century," which is
of interest to us, includes materials from six lec-
tures delivered in England, Scotland, and the Unit-
ed States in 1851, along with annotations. The
writer's assessment of comic art combines mor-
al or aesthetic criteria in essays, including the au-
thor's position: R. Steele, J. Addison, M. Prior, and
A. Pope received approval; Thackeray was more
critical of the satire of T. Smollett, G. Fielding, and
J. Swift, whose understanding of the comic the au-
thor reproached for misanthropy and pessimism.
The moralizing method of presentation predom-
inates in the evaluative judgments of Thackeray;
however, in the course of the narrative, there is
an admission of finding reality not in official his-
torical chronicles and biographies, but in every-
day works that do not belong to the high genres
of art: "From fiction | get an impression of the life
of that time, of morals, of the behavior of people,
of their dress, of the entertainments, witticisms,
and amusements of society ..." [Thackeray, 1977,
p. 584]. Studying the nature of English humor pri-
marily within the literary tradition, Thackeray offers
an insightful look at the difference between hu-
mor and satire as distinct categories of the comic.
Victorian morality, as represented by his authorial
position, defines humor as a perfectly acceptable
form of the comic, compared to early English sat-
ire (J. Swift) or contemporary French (remarks on
the comic gift of W. Congreve, which was not in-
ferior to that of Moliére [Thackeray, 1977, p. 555]).

One of the key positions directly linking philos-
ophy and visual satire can be found in the works
of the French art theorist and critic Baudelaire.
Dedicated to his study of the works of contem-
porary painters, the publication [Baudelaire, 1965]
introduces us to the author's interest in the im-

plementation of art exhibitions in France, which
were a notable cultural phenomenon of the era.
Beginning his critical work with an analysis of the
Salons of 1845-1862, he largely followed the criti-
cism traditions of D. Diderot, Stendhal (the idea of
the ideal), and Delacroix. In these works, Baude-
laire relates notions of the ideal in the visual arts,
embodied through line and color, to contempo-
rary art. The following work introduces us to his
study of the work of French caricaturists (C. Ver-
net, O. Daumier, P. Gavarni, A. Monnier, J. Grand-
ville) [Baudelaire, 1971]. In his criticism, he favored
Daumier, emphasizing the seriousness and moral
depth of his works and their ability to transcend
mere comedy. Daumier depicts horrific scenes (for
example, a cholera epidemic), where the Parisian
sky seems ironic against the backdrop of human
suffering. Baudelaire concludes that the master
is a central figure in modern caricature, whose
work combines journalistic harshness, documen-
tary writing, and profound psychological insight.
The artist's images are thematically charged with
chaos and powerful carnivalesque epics: satirical
scenes, grotesques, and political parodies. Daum-
ier combines serious social chronicles with strong
emotional and artistic force in often dark, brutal
subjects: reprisals, prisons, and trials. The paint-
ings of this era are full of blood and drama, rep-
resenting the grotesque and realistic elements of
satire. Further, Baudelaire considers foreign schools
as important sources of the comic with different
dominants: moral seriousness (W. Hogarth), gro-
tesque energy (J. Cruikshank), expressive-fantas-
tic (F. Goya).

All the satirical methods he presented convey
various forms of the comic: from the moralizing
to the carnivalesque and threatening. For Baude-
laire, the most powerful caricature is one that re-
veals depth of thought, observation, and the ability
to combine the truth of nature with artistic trans-
formation. He compared the Italian and Flemish
schools of art in terms of the comic. Baudelaire
believed that Italian art, despite its liveliness, was
not conducive to the creation of profound comic
art. He also criticized Leonardo da Vinci's carica-
tures for their pedantic approach, claiming they
were too cold and geometric. Italian humor is frank
but not profound. He cited the amusing scenes
of the artist B. Pinelli as an example. Baudelaire
contrasted the Flemish and Dutch schools, with
their distinctive, original character, with the Ital-

ian school. The leading exponent of the elevated
understanding of the comic, in his view, was Pie-
ter Brueghel the Younger. His inherent diabolical
and grotesque world can be explained by a spe-
cial "satanic grace" or a powerful hallucination. The
master's astonishing ability to create such a quan-
tity of "horrific absurdities," according to Baude-
laire, coincides with the historical "epidemic" of
witchcraft and monstrosity. The French critic cer-
tainly preferred the profound, disturbing, and far
removed from fairground buffoonery, comic.

In the context of exploring categories of the
comic, let us turn to the work of M. M. Bakhtin,
whose work has not lost its significance in a number
of positions that serve as a source of debate. His
concept of grotesque realism explains the presence
of a material-corporeal element in culture [Bakh-
tin, 1990, p. 25], which, together with the notion of
laughter's ambivalence, is applicable to the exami-
nation of the grotesque in philosophical discourse
and art of the 19th century. Art, particularly cari-
cature, accordingly engages with these concepts
to critique the "high," moral perfection of society.
The author's vividly presented concepts of carni-
val and the culture of laughter, with their mani-
festations of inner freedom, the abolition of any
hierarchy, and the creation of a playful, deliber-
ately crude, frivolous atmosphere, opposed to the
ordinary behavior of respectable people through-
out the year. Carnival bestows upon the people a
sense of unity and psychological liberation, which
can be correlated with the "theory of relief." This
is consistent with the words of I.V. Goethe that
he quoted: “The Roman carnival is a celebration
that is given, in essence, not to the people, but
by the people to themselves” [cited from: Bakh-
tin, 1990, p. 271].

In book's conclusion, Kozintsev offers a con-
cise, resonant thought: "The comic is a subjec-
tive dialectic, a playful self-negation, a subject's
reflection on their own worldview, perceived dy-
namically, from different levels of development"”
[Kozintsev, 2025, p. 259]. Indeed, the comic is not
simply a reaction, but a complex intellectual pro-
cess. With the development of aesthetic thought
in the 19th century, not only the object of laughter
(what we laugh at) but also the subject of laughter
(understanding who is laughing) became essen-
tial. The very concept of dialectics draws us back
to Hegel's principle of the contradiction between
the supposed (the ideal) and the existent (reali-
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ty). Self-negation, reflection, is a manifest aware-
ness of inconsistency with the ideal image. This is
the function of art, whose images are objects of
comedy for the viewer. And the viewer performs
a subjective dialectic, laughing at fictional char-
acters, reflecting on themselves and their world-
view. This also aligns with Schopenhauer's view of
the sudden awareness of the discrepancy between
concrete and abstract representations, a manifes-
tation of the same purifying reflection. One can
also find resonance with Baudelaire's philosophy,
which spoke of the awareness of our superiori-
ty over the object of laughter, as well as the rec-
ognition of personal limitations, which allude to
self-denial and the acceptance of subjectivity. The
comic, as we see, is endowed not only with an en-
tertaining and social role but also with a philosoph-
ical act of inner rethinking, albeit in a playful form.

Dzemidok defined the concept of the comic
as being based on six main groups: the theory of
superiority, degradation, contrast, contradiction,
deviation from the norm, and mixed theory [Dzem-
idok, 1974, p. 11]. Thus, we will briefly supplement
the currently widespread division into three main
categories with several concepts. The "degrada-
tion theory" proposes considering the comic as a
negative value, consisting of a shift in our atten-
tion from phenomena that are not valuable to us
to those that are truly valuable. Also of interest
is the "contrast theory," where the understanding
of the comic is based on the principle of unjus-
tification, the discrepancy between expectations,
consistent with I. Kant's judgment on laughter as
an affect [Dzemidok, 1974, p. 19]. This position, as
Dziemidok also noted, is determined by the psy-
chological approach to the concept of the comic,
examined by researchers G. Spencer ("The Physi-
ology of Laughter"), T. Lipps ("The Comic and Hu-
mor"), G. Heffding (“Essays on Psychology"), whose
position was later critically assessed by literary the-
orists J. Krzyzanowski ("Studies in the History of
Polish Literature"), G. Pospielow ("Theory of Litera-
ture"). Remarkable is the formulation of the comic,
based on the "theory of deviation from the norm,"
based on absurdity and inappropriateness as the
basis for the comic. Here, satire castigates the in-
dividual for deviating from the norms accepted by
society, rules and customs, fashion and behavior
in the broad sense. Dziemidok includes among the
supporters of this theory K.M. Neihem ("Aesthetic
Experience and Its Prerequisites”), R.K. Eliot (“The
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Power of Satire: Magic, Ritual, Art"), J. Sutherland
("English Satire”) [Dzemidok, 1974, pp. 33-38].

A number of the ideas outlined above can be
confirmed by examining the illustrative material it-
self and providing a brief analysis of comic catego-
ries in English caricature. M. H. Spielmann's book,
“The History of Punch," presents a comprehensive
overview of the British satirical magazine, introduc-
ing the reader to the rich history of this pioneer-
ing publication and observing the evolution of its
publications over the years. He noted the impor-
tance of cultural significance as a platform for po-
litical and social commentary. Notably, the author
weaves into the narrative the magazine's constant
interaction with significant historical events, help-
ing readers to gain a deeper understanding of the
cultural context in which Punch flourished, name-
ly, its reflection of social moods and the political
climate through the prism of comedy. Spielmann
wrote that Punch's fortunate ability, its ability to re-
flect national opinion, gave the magazine the great
power it achieved and earned the respect of each
subsequent government [Spielmann, 2016, p. 188].
This author's phrase illustrates aspects of philoso-
phy and aesthetics in the context of the develop-
ment of the press, public opinion, and the role of
art in society. While stating that the magazine ex-
pressed the national opinion, he emphasized the
understanding of art as a mirror of society, giving
voice to collective sentiment, social desires, pho-
bias, and frustrations. The above suggests that the
aesthetics of the comic's influence on mass audi-
ences was understood pragmatically. Successful
satire and caricature were seen by contemporar-
ies as not only witty but also effective. Their value
was measured not only by artistic merit but also
by their ability to influence attitudes and moods,
evoking a response. Thus, the comic began to be
understood utilitarianly: as a powerful sociopo-
litical tool.

The author's book addresses issues of profes-
sional ethics and civic engagement. Spielmann re-
minds us of the magazine's publishing house's
awareness of its moral responsibility. He suggests
that proof of a cartoonist's power lies in a pro-
foundly respectful attitude toward the smile, which
brings popularity, and toward the ridicule, which
kills [Spielmann, 2016, p. 189]. This respectful at-
titude means that the artist doesn't simply laugh
mindlessly, but is aware of the power of their im-
pact. They treat their satirical tools, which evoke

smiles and ridicule, as something that can have
serious consequences. The author's distinction
between the effects of the comic—smile and rid-
icule—in the context of his analysis of a popular
contemporary satirical magazine anticipates dis-
cussions of elite and mass art.

We find manifestations of comic incongruity in
the magazine's political cartoons and social satires,
for example, in the works of the famous illustrator
J. Tenniel (1820-1914). We also encounter tech-
niques of hyperbole, metaphorical imagery, and
disproportion that generate comic effects in the
works of other prominent caricature artists who
demonstrated their talent during the 19th century,
such as T. Merry (1852-1902), L. Samborne (1844—
1910), and C.H. Bennett (1828-1867). The comic
was clearly constructed through understanding the
gap between real phenomena and their idealized
images in representation, which allows us to say
that the theory of incongruity is most relevant to
art associated with the concept of the comic. Im-
ages balancing on the edge of the comical and
the horrific, often related to social issues or wars,
are consistent with Baudelaire's understanding of
the grotesque. His approach allows for the explo-
ration of grotesque and ironic elements of carica-
ture that lie beyond pure humor.

The boundaries of the comic are extraordinar-
ily broad, encompassing various levels of under-
standing of the functions of laughter and realized
in art from light irony to the grotesque. Political
caricature often employs the grotesque to express
moral horror, embodying tragedy. It sublimates the
“low" genre, striving for its own maximum of ge-
neric possibilities. In critical discourse, the status
of caricature was determined by the accepted hier-
archy of genres (J. Ruskin, Royal Academy), which
contributed to the marginalization of the comic.
Based on the canonical Kantian and Hegelian aes-
thetic ideals, caricature could not be included in
this canon on equal terms. The idea of aesthetic
impartiality and the autonomy of art (l. Kant) de-
fined the understanding of pure aesthetic experi-
ence, the contemplative distance required by the
so-called "high genres." Hegel's concept of art as
a stage of the world spirit, whose monumentality
and true content, according to this logic, are con-
tained in the highest forms of art, close to the Ab-
solute. In the 19th century, the opposition between
"high" art (moral function, beauty) and "low" art
(illustration, satire) was immutable; the complexity

of form and depth of content in the general aes-
thetic rhetoric supported the hierarchy of the arts.

Abstract philosophical notions of the comic are
evident in visual techniques in 19th-century art.
Analyzing how Punch, the most significant Eng-
lish satirical magazine of the 19th century, shaped
public opinion, we discover that its editorial policy,
based on the philosophical and aesthetic norms
of the era, was manifested in this way. Let us turn
to the semantic model of art itself, defined by the
content of the category of the comic. Essential here
are the narrative strategy (of the caricature genre)
and the language of art (style, features of printed
graphics). Thus, Spielmann focused on Punch's role
during the war, emphasizing its ability to provide
laughter ("theory of superiority") and consolation
("theory of relief") in difficult times. These philo-
sophical models can be defined as more relevant
for embodiment in 19th-century art.

It's fair to conclude that caricature not only il-
lustrated philosophical concepts but also served
as a field for their testing and expansion. We see
the concept of the comic as multifaceted and in
need of further research, as we see the origins
of the concepts of humor and laughter, closely
linked to the concepts of the comic, as rooted in
human nature and the structure of society. Thus,
any philosophical understanding and refraction of
the comic in the mirror of art permanently unfolds
within the physiological and psychological realms
of human activity, and has also been a sociocultur-
al construct since ancient times. E.V. Barnashova
notes the controversial nature of the now-stand-
ard proposition that artistic creativity inevitably
emerges from the depths of philosophy: "In reality,
such a straightforward projection does not exist,
if, of course, we are speaking specifically of artistic
practice, and not of the creation of aesthetic doc-
trines." An aesthetic program can be more close-
ly related to a certain philosophical teaching, be
part of it as an integral part (aesthetics as a phi-
losophy of art), and directly grow out of it" [Bar-
nashova, 2014, pp. 139-140].

Our review aims to complement existing schol-
arly discourse on the aesthetic categories of the
comic in 19th-century philosophy and art, syn-
thesizing the foundations of that century's phil-
osophical thought with contemporary concepts
of humor, drawing on visual material from Victo-
rian English caricature as illustrative examples of
the practical application of theoretical theses. We
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believe the most relevant approach is the use of
the category of incongruity, but in combination
with other principles of the comic in artistic illus-
tration techniques. The figure of the 19th-century
artist, especially the caricaturist, who directly ad-
dressed various forms of the comic in his work, is
not reducible to the mere illustrator of amusing
pictures. He is a figure endowed with enormous
power over minds and reputations. His art vacil-
lates between entertainment in keeping with bour-
geois tastes and the weapon of satire, exposing
social vices that were revalued in this era of social
upheaval and shaped the artist's new self-aware-
ness. The development of mass media in the 19th
century transformed the aesthetic function of the
comic: priority shifted from deeper literary wit to
more democratic forms of representation, deter-

mined largely by topicality. The comic, primarily
presented to viewers in the periodical press, rath-
er than the rarely encountered theater, literature,
or more intimate, elite settings, became a tool of
social critique and simultaneously a means of en-
tertainment. The latter materializes the "theory of
relief," articulating public discontent, psychologi-
cally perceiving it, and reproducing it through ar-
tistic forms and practices.

The ability of the mass satirical press (English)
to be the authentic voice of the nation allowed
publications like Punch not only to exert signif-
icant influence on public opinion but also com-
pelled officialdom to recognize their legitimacy
and take them into account. This reflects the es-
sence of the evolving relationship between art, so-
ciety, and the state during this era.
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KATETOPNI KOMWYECKOTIO B ®1JTOCODUNU
N MCKYCCTBE XIX BEKA: AHT/TMNCKAS
KAPUKATYPA BUKTOPNAHCKOTO BPEMEHN

AHHoTauuma: CTaTba NOCBALLEHA MeXANCLUMANHAP-
HOMY aHaAMn3y KaTeropmm KOMmn4eckoro B puaocodum un
BU3yanbHOW KynbType XIX Beka. ABTOp uUccaesyeT TpaHC-
dopmaLuto TeopeTUUeCcKnX KOHLeNUuini cmexa (Teopun
NpeBOCXOACTBa, HECOOTBETCTBUA U 0bneryeHns) B Tpyaax
[.®.B. Terens, A. LLoneHrayapa, A. beprcoHa n Apyrux mbic-
NnTenen, ConocTaBaff UX C XyA0XKECTBEHHON NPaKTUKONM
3noxun. OCHOBHOW aKLIEHT cAieNaH Ha aHIIMIACKON KapuKa-
Type BTOpOW NonoBuHbl XIX Beka 1 AeaTeNbHOCTU XypHa-
na «Punch» kak yHVWKanbHOW naoLasgku, rae abcrpakTHble
dunocodckme kateropum (MpoHUs, rpoTeck, catupa) ob-

N36paHHas B KauecTBe n3yveHus tema «Kare-
ropum Kommyeckoro B punocopun n nckyccree XIX
BEKa» MHTEpPEeCHa TeM, YTO BbIBOAMT UCCNeA0BaHMe
13 orpaHNYeHHbIX PaMOK UCTOPUK UCKYCCTBa B 06-
NacTb acTeTmKn, dunocodun n kyabtyponorun. Oc-
HOBHasA 33/,a4a Hallero nccnefoBaHus 3akao4aeT-
CA B CPaBHEHUW TOTO, KaK KatoueBble dunocodpckmne
KOHULenLmMmM KOMMYECKOro (oMop, MPOHWUA, caTupa,
CMeX, rpoTeck) 6blan OCMbICAEHbI B 3CTETUYECKNX
TpakTtaTax XIX Beka. [lpegnonaraetca npocneantb
WX BOMJIOLLEHNE B BU3YasbHOM KyNbType U No3BO-
JINT ncnonb3oBaTb aHain3 n3obpasnTenbHoOro nc-
KyccTBa (aHrmincKkas kapukaTtypa) Kak npakTu4eckuni
npumMep peanvsaum GUAOCOPCKUX KOHLIEMLUIA CTO-
netus. TeopeTnyeckyro OCHOBY MeXANCLUMANHAP-
Horo o63opa cocTaBAAOT UCTOUHMKK dunocodun,
no3spoJsiftoWwme 06paTUTLCA K TEOPUM MOHMMaHMA
MOHATUA CMeXa N HeNoCPeACTBEHHO caMUX KaTe-
ropui kommyeckoro. Knrouesble BONpOChI, NOA-

peTanun npuknagHoe 3HadeHue. B pabote obocHoOBbIBa-
eTCc poJib KOMUYECKOTO Kak MHCTPYMeHTa CoLMabHOM
KoppeKL K1, MOpanbHOW KPUTUKM 1 GOPMUPOBaHMS 06-
LeCTBEHHOrO MHEHMS, a TakKe MPOCNexnBaeTcs CBA3b
MeXJy 3CTeTUUYeCKMMM TpakTaTaMu 1 pa3BUTUEM Mac-
COBOV BU3yaNibHOW KOMMYHUKaLMK. [peAcTaBaeHHbIN
0630p npesnonaraeT BO3MOXHOCTb Aa/ibHelLlero oc-
HOBaTe/IbHOrO MEeXAUCLIMMINHAPHOTO NCCNef0BaHUA.
KnroueBble cnoBa: kamezopuu KOMUYECK020, 3CMemuka
19 seka, aHenulickas kapukamypa, XypHana «Punch», co-
yuaneHaa kpumuka, unocogus camupei.

HMMaeMble nccaesoBaHNEM, 3aTparmearoT npobae-
My onpegfefnieHns NPUpPobl CMexa 1 KOMUYECKOro
Begywmmmn punocodpamm XIX seka (I.O.B. Terenb,
A. lonenraysp, A. BeprcoH). Imu 3atparvsanach
CYLLHOCTb Pa3anymsa Mexay «BblICOKMMU» dopMamu
KOMWYECKOTO (OMOpP, NPOHMSA) U «HUIKUMU» (CaTn-
pa, dapc, rpoTeck) B 3CTETUYECKOM YUeHUN. «Jlek-
umax no acretmke» (1835-1838) lerena ¢popmupy-
FOT OPUrMHaNbHYHO TEOPUIO CMexa B drnnocodckom
KOHTekcTe. no3nuusa Lonenrayspa B «Mup kak Boas
n npeactaBneHne» (1819-1844).

Hamu byaet paccmoTpeHa UCcKyccTBOBeAYecKas
n Kputnyeckaa nutepatypa XIX seka: Bo33peHusn
L. bBoanepa Ha npvMepax HeCKObKUX ero pabor,
MOCBALLLEHHbIX MHTEPNPETaLMnN NCKYCCTBA COBPEMEH-
HOCTW, NPaKTUKn GpaHLy3cknx CasoHOB, 3cTeTnYe-
CKol Teopuu, a Takxe 3cce [x. Mepeauta «Ouepk
O KOMeAUM U NCMOIb30BAHUN KOMUYECKOTO Ayxa»
(1877), acTeTnyeckme TpakTaTbl O PUCYHKE N UANKO-
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cTpauunmn — Tpyay Ax. PéckuHa. B npouecce aHanu-
3a Mbl XXesflaeM 0603HauUNTb CBA3b GMI0COPCKMX
KaTeropui ¢ BU3yaabHbIM MaTepUanoM: Nx oTpaxe-
HWe B KPUTMKE NCKYCCTBA M B MPaKTUKe KapukaTy-
puctoB. CooTHECEHME XyAOXECTBEHHbIX MPaKTUK €
dunocopcknmmn mogenamm BTOpon nonosuHbl XIX
BEKa onpezensieT akTyasbHOCTb paboTbl 1 popMu-
pyeT KOHTEKCT. HaMmun o4yepumnsarotca XpoHoaornye-
ckve n reorpadpumyeckme pamkmn aHanmsa: XIX ek,
cpeAoTouMe Ha BpUTaHCKOWN BU3yalbHOWN KyNbType
B KayecTBe NPakTU4ecKoro npumepa.

MNMapafoKkc KOMUYECKOro 3akatovaeTca B MoBCe-
MECTHOM MPUCYTCTBUN KOMUYECKOro B KyabType XIX
BeKka (MaccoBas npecca, kapukaTypa), Ho noasep-
ranocb MapruHaaMsauunm B akaseMmnyeckon cpe-
ae, actetTndeckon Teopum (Ferens, Kant). Ceasyto-
WMM 3BEHOM MexXay ¢mnnocodpuen n NckyccTBoMm
ABNAOTCA TEOPETUYECKME COUNHEHNA XyAOXKECTBEH-
HOW KPUTUKM 1 3cTeTmkM XIX Beka, OAHUMU U3 Hau-
6onee 3HaUMMBbIX TEKCTOB MPUHaAexXaT yrnomu-
HaBLemyca Bbiwe boanepy, nncartento, aBTopy w
pepaktopy «Punch» ¥Y.M. Tekkepeto. NoMmMmMo 3a-
ABNEHHbIX K pacCMOTpeHnIo dnaocodckmx noaxo-
[0B K KOMUYECKOMY HaMu byaeT npuBegeH 0630p
TPex KJ1acCcn4eckmx Teopuii cMexa, OnmcaHHbIX Buk-
TOpoM PacknHoM, NpeAnoXu Tak Ha3biBaeMyHo ce-
MaHTUYECKYHO TEOPUIO FOMOPA, MO3A4HEee JOMOAHEH-
Hyto CanbBaTtope ATtapgo B «Linguistic Theories of
Humor» (1994). 310 Teopumn NpeBoCXoACTBa, HeCOo-
OTBETCTBMA (TakXXe MMeHyeTCA Teopuer NpoTUBO-
peuns) n obaeryeHums.

MpobnemMow, KOTOPYH Mbl CTPEMUMCA pa3pe-
WINTb B NPeACTaBAEHHOM NCCNEeAOBaHNN ABAAETCA
onpeseneHve Gpnnocopckmx KaTeropuii KOMUYECKo-
ro, aHaam3 Toro, Kakum o6pa3oM OHM COOTHOCATCH
C KOHKPETHbIMU NPUEMaMM, UCMO/b3yEMbIMU aH-
rAMNCcKMMK Kapukatypuctamm XIX Beka. Mol cTpe-
MUMCS 0DOCHOBaTb, UTO aHraMIcKas KapukaTtypa
BTOPOW NonoBuHbI XIX Beka GyHKLMOHUPOBana Kak
BM3yasbHas nabopatopus. BHyTpu Hee Bbian npo-
BEpEHbI, KOHKPETN3NPOBaHbI 1 CybAMMNPOBaHbI ab-
CTpakTHble dunocodckme KaTeropmm KOMMYECKoro
(ocobeHHO HecooTBETCTBME W COLManbHas Koppek-
LmAa) B rpoTeck, NPUHLUMNbLl MeTadopbl N MPOHWUMY,
yTO TPeboBasIO HOBOrO 3CTETUYECKOrO OCMbIC/E-
HWA. DT NONOXEHMSA AOMNOJHEHbI O6palleHneM K
MOHorpadumm no nctopum «Punch», otpaxkasluime
BOMJIOLLIEHME B CaTUPUYECKUX MANKOCTPaLMAX Ka-
TEropuii KOMMYeckoro. He TepsieT akTyasbHOCTU U
Tpya M.I. lWnuabmaHHa «The History of "Punch"»
(1895). ina meTof0NOTMHECKOM MOAAEPXKKM U CO-
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BPEMEHHOrO OCMbICAEHUS TEMbI NMPWBAEUYEHbI TPYAbl
o dunnocodun kommyeckoro M. baxtnHa «TBopue-
ctBo ®OpaHcya Pabne n HapogHas kyabTypa Cpea-
HeBeKOBbA U PeHeccaHca» — KOHLIeNuun KapHaBa-
Na, FPOTECKHOTO peann3mMa, «CMeXoBOW Ky/bTypbl».
Xota dokyc saHHOM paboTbl KOHLEHTPUPYETCA Ha
6onee paHHeM BpeMeHHOM nepuoge, ugen baxtu-
Ha O «HU3e» N «Bepxe» oMopa NPUMEHMMbI K caTu-
pe. TeopusaM 3CTETUKK, Kak Mbl ybeanumcs, npucyLue
BO33pEeHMe O AUXOTOMUN NCKYCCTBA Ha KaTeropuu
BO3BbILLIEHHOrO, TaK Y HU3MEHHOTO.

[ns aHann3za NOHATMA KOMUYeCKoro ocobeH-
HO 3HauMMO NpuBAEYEHUE TPyAa OTEUYECTBEHHOTO
nccnegosatensa HO.b. bopesa — aBTopa ogHOro n3
Hambonee NoJIHbIX, 3HaUNMbIX PaboT 3CTETUKN, 06-
paLlaBLUErocs HemoCpPeACTBEHHO K U3YYEHWIO 3CTe-
TUYECKON KaTeropuii Kommyeckoro «Kommnueckoe,
nam O TOM, KaK CMeX Ka3HUT HECOBEPLLEHCTBO MMPa,
ouuLLaeT 1 OOHOBAAET YeslOBEKa 1 yTBepXKAaeT pa-
AOCTb 6bITUA». ABTOp aHanu3npyeT pasHoobpasve
dbopm 1 posoB HOMOPa, CONPOBOXAas NOBECTBOBA-
HWe NpuMepamu, NPenoAHECEHHbIMU INTEPATYPON,
KWHO, N306pa3ntenbHbIM NCKYCcCTBOM. LieHHO ob6pa-
LeHWe Takxe B GyHAAMEHTaIbHOM MEXANCLMNAN-
HapHoW MoHorpadum «4enosek n cmex» A.l. Ko-
3VHLeBa, B KOTOPOW aBTOp MOABEPrHYTb pa3bopy
NPVHLMNbI BONAOLWEHNS GeHOMEHa CMELLHOTO, No-
3ULMK FOMOPa B YesIOBEYECKOM O6LLeCTBe, aHaIu-
3npyeT GYHKLMM IOMOpPa, CBA3aHHbIe C A3bIKOBOWM,
3HaKOBOW NPUPOAO0N saBaeHNUs. KHura nomoraeT Ham
OCMBICANTE KOHLEMLMI0 KOMWUYECKOTO C OHTONOTM-
YeCcKOW NepCreKTUBbI, PpackpbiBas NPUPOAY CamMoro
obbekTa (c dG1MNocodPckon, NCMXONOrNYEeCKomn CTo-
POHbI) 1 Mpeanaras ero CMCTeEMHbIe Mogenn, pop-
Mbl. Monbcknii nccnegosatens b. zeMnaok Takxxe
JaeT OOLIMPHbBIA TeopeTUYeCcKnii aHaan3 Kommye-
CKOro, C KOTOPOMY Mbl NonaraeM obpatuntbes. OH
BeJeT aHa/iM3 nyTeM COMoCcTaBAeHNAa MHOroobpa-
315 KOHLENLUUA KOMUYECKOro, 3aKato4as, 4Yto oT-
KNOHEHME OT HOPMbl 06bEKTa CMELLHOTO CNYXXWT CO-
CTaBAAOLLEN HONBLUMHCTBA TEOPETUUECKMX TEOPUIA.

Hawwa uenb 3akntovaeTcs n3Ha4vanbHO B cMCTeMa-
TM3aummn KaroueBbix duaocodckux pabort, KoTopble
NPVYMEHWMbI K BU3yasibHOMY aHaan3y caTMpryeckoro
MCKYCCTBA 3MOXM. AHaNN3 TEOPETUYECKMX KOHLIEMLMIA
N MOHATUIA KOMUYECKOrO HaM KaXeTCst MHTePECHbIM
06HapY>XMTb MPUMEHUTENBHO K KOHLIEMLMKN Tpex oc-
HOBHbIX TEOPUIA FOMOPA, YaCTO NPUMEHSIOLLLErocs B
COBPEMEHHbIX MEXANCLMMAMHAPHBIX NCCAEA0BaHN-
Ax. [lns oxBaTa KAtoueBbIX GUNOCOPCKUX MOAenei
NMOHMMaHMA 3CTETUYECKOrO (CONPAXEHHOTO C 3TUM

«KoMmnyeckoro») XIX Beka noTpebyertcs paccMOTpeTb
Tpwv Hanbonee CyLecTBEHHbIX MOAXOAa K KOMUYECKO-
My: “Incongruity Theory" («<Teopus HECOOTBETCTBUA»),
"Superiority Theory" («<Teopus NpeBoCxoAcCTBa») U
"Relief Theory" («<Teopus obneryeHus»), Gopmmpo-
BaBLUMecs B 3TOT nepunog. OHW He NPOTMBOCTOAT,
HO JOMOAHANT APYr Apyra No BuaeHuo PacknHa
(“Semantic mechanisms of humor»). YnomuHasLmni
B coumonormnyeckom o63ope 31y Teopuro, C.C. Menb-
HWMKOB, COMOCTaBASIET MHOIME NOAXOAbl K U3YYEHWIO
byHKLMIA, camon npupoabl cmexa. ViM npusegeHsbl
B npuMep aBTopsbl k. Moppuan («Comic Relief: A
comprehensive philosophy of humor»), M. Knapk
(«Humour and Incongruity»), 3. OpuHr («<Engaging
Humor»), T. WynbL, («Order of cognitive processing
in humour appreciation») Hapsgy C OTe4eCcTBEHHbI-
mMu cneunanmctamun A.B. AmutpuresbiM, A.A. Cbiue-
BbIM B paboTe «Cmex: coumodunnocodpckumii aHanms»
[AmuTpmes, Coiues, 2005], noaxoaMBLIMMM K F1y60-
KOMY NMOHWMaHWto npobaemsl. KoHuenuun npuse-
AEHHbIX nccnesoBatenein Nog4YmMHeHbl NOHUMaHWUIO
KOMMUYECKOrO Ha CTblKe ero eCTeCTBeHHON Npupo-
Abl, YEJIOBEYECKOW MCUXMKE, C YEM COMpuKacaeTcs
naea Teopumn obaeryeHns, OTHacT TeOpUs NPEBOC-
Xog4cTBa (arpeccuBHble npossaeHns) [MenbHNKOB,
2015, c.216]. Teopus HeCOOTBETCTBMA COMPAXEHA
C KOPPEKTUPYIOLLUMUN DYHKLMAMYU, HanpaBAeHHbI-
MW Ha COo3MAaHne NNUYHOCTM MK OBLLEeCTBa, OCHOB
coumanbHoro nopsgka (M. Mankaii), n — gaxke Ha
nx gekoHctpykumio (M. J3asnc) [MenbHukos, 2015,
€.216]. ctopnueckn aBTOp BO3BOAMUT HabatoaeHMe
K BO3MOXHOCTW NPYMEHEeHWs Tpex Teopuii KO Bpe-
MeHaM W. KaHTa, 1, uto 0cobeHHO BaXKHO A1 Halle-
ro aHasiM3a K ConpuKacarLWwmMMmnCs ¢ «Teopuein 0b-
neryeHmsa» Teopetnkamu XIX Beka A. baHom («The
emotions and the will») n I. CneHcepom («®un3no-
norus cMexa»), BUAEBLLMMU B tOMOpe TUn ¢pursno-
NOTNYECKOW pa3psAKu.

Ewe ¢ XVIIl — Hauana XIX BekoB poxaaeTtcs B
€BPONencKol KybType 0CobbIA TUM pOMaHTNYe-
CKOWM MPOHMW, Hanbosee NHTEHCUBHbBIE KPUTUYECKME
nccnesoBaHUA KOTOPOW MPUXOAATCA Ha TEOPUO
®. Wnerens, K.B.®. 3onbrepa, B. Tuka, 3.T.A. Todp-
MaHa. [lanee oHu pa3BopaumBatoTcs B byHAaMeEH-
TaJlbHOM NPENOMIEHUN U OCMbICIEHUM UX [erenem.
LLinpokoe none ans aHanansa GopM KOMUUECKOro
B 3CTETUKE JAPWUT 3HAKOMCTBO C €ro Nekumamm rno
3CTEeTMKE, NPeACTaBAAOLWMMM cObOoI CBOEro posa
NONEMUKY C HEMELKKMMU poMaHTuKamu. Mpusesem
ero paccy>kAeHna o ceoeobpasnm NOHATUA UPOHUY,
n3obpeteHHon ®. LLinerenem: «...npoHMYeCKoe Kak

reHvanbHaa MHAMBUAYabHOCTb 3aK/1H0YaeTCAa B Ca-
MOYHWUTOXEHWUN BCEro BENNKOrO N MPEeBOCXOAHO-
ro» [[erenb, 1968, c.73]. VipoHnueckme xapakrepbl
B XYJ0XECTBEHHOM M306paxkeHUN NpeACcTaBAAOT
TOMJIEHWA N NpOTUBOpPeYna aylwn. B rnaee, nocea-
LLLeHHOW Pa3NoXeHNIo Knaccuyeckon GopMbl 1C-
KyccTBa, 0 catupe [erenb nucas, Kak O JULWEHHOM
3MMYECKOoro 1 ampuyeckoro Havana [lerenb, 1969,
€.225]. dunocod paccmaTpman ee Kak npumep pas-
HOrnacus Mexay CobCcTBEHHOW O6BEKTUBHOCTBIO U
3MNUPUYECKON AENCTBUTENBHOCTLIO. BBMAY HEBO3-
MOXXHOCTHW, A8 MOCTUXKEHNA KOTOPOW, ee cnesyeTt
BOCMPWHNMAaTb, COFNacHO MHeHuo lerens, Kak ne-
pexoaHyto GopMy Knaccnyeckoro naeana. B tpets-
eM TOMe, NocBALEeHHOM acTeTuke [lerenb, 1971], le-
resib npeanaraet knaccmburkaLumio, epapxuro BUA0B
NCKYCCTBA, NCXOAA U3 CTeneHn NpubaMXeHHOCTU K
ABCONOTY, UCTOPUYECKOMY AYXY SMOXM.

OnucaHne HeNoCpeaCTBEHHOTO, @ HE UCKIHOYM-
Te/IbHO TEOPETNYECKOrO BOCMPUATUA KOMUYECKOTO
Mbl OBHapY>XMM M3 cogep>kaHus nucbMa Kk Mapum
lerenb n3 MNparn B 1824 roay no nosogy nocetue-
HWA TeaTpa: «...3TO NMOPOM KaXeTCs HaM Ype3Bbl-
YalHO CTPaHHbIM, MOPOM YPE3BLIYAMHO CMELLHbIM,
160 3TO ONATb-TakM BECbMa XOAYNbHO, HPaBOYUM-
TeNbHO, cepbe3Ho» [[erenb, 1973, c.522]. 3peck dm-
Nocod APKO OMMCbIBAET YBUAEHHYIO CLLEHKY ase-
rOpUYeCcKnX NepcoHaXKen, CbirpaHHbIX B CrekTakae
«[loH-XyaH». MOXHO 3aKN0UNTb, UTO KOMUYECKOEe
B SMMNMPUYECKOM OMbiTe MPOYYBCTBOBAHO lerenem
Kak NpUHaANEXHOCTb KaTeropmMm HeCOOTBETCTBUA.
MpVYMeHNTENBHO K KOHLEMLMW TpeX OCHOBHbIX Te-
OpWi paspeLueHne KOMUYECKOro NPoTUBOPeYMa
NPOSIBAEHO B HECOCTOATENBHOCTU CYyOBEKTUBHO-
ro Haydana nepeg avuom abcontotTHomn naen. Ko-
MUYECKOe ABAAETCA NPOABAEHNEM HENUCTUHHOCTM
cofep>KaHus, COCTOALWMM B MPOTUBOPEUYMU MEX-
4y dopmoin 1 camum coaepxaHmem. MNposiBreHne
NAEONOTNYECKON N COLMaNbHON GYHKLMN KapuKa-
TYpPbl, CNOCOBCTBYHOLLEN YCTaHOBUTD, KaK «BblCOKas»
acTteTuka XIX Beka OTHOCUAACH K XKaHPY, KOTOPbIA
4acTo CUMTANCH «HEJOCTOMHbIM» cogep>KaHus. [e-
resb icnonb3oBaTtb A48 aHanM3a naeonornyeckon
byHKUMM KapuKaTypbl (Kak OHa pa3peLuaeT nav 06-
HaXkaeT coLManbHble MPOTUBOPEUNS.

Mepeant onpegenan KOMMYeckoe Kak MHTen-
NleKTyasbHYyt0, COLMaNbHYIO MOAeb KOPPEKLUK, Ha-
npaB/ieHHYt0 Ha UCNpaB/ieHne HpaBoB obLLecTBa.
Mpu3HaK UCTUHHOM KOMeAUW OH BUAEN B TOM, UTO
OHa NpobyxaaeT BAyMumBbIl cMex [Meredith, 2025,
¢. 87-90]. Cmex ponxkeH 6biTb Nof00eH ynblbKe: TOH-
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KO BblAep>XaHHbI, OOHapY>XM1BaOLWMIA CBET pasy-
Ma, YMCTBEHHOe 60raTCTBO, a He APKOCTb 1 rpoTecK.
Komunueckoe nposaBaseTcs CNoKOMHO 1 6e3 3106b|,
HanpaB/ieHHOW Ha CBOU MULLEHU A/isl OCTPOTbI, He
noaAaeTcs NbIKOCTU U cTpacTn. KoMmueckoe B aH-
TVACKON KYNbType, NO €ro MHEHWIO, OTANYaEeTCS
TEM, UTO He CTPEMUTCA K rpybocTn nam K 6e3Bkyc-
HbIM NpeyBennyeHunsm. CornacHo Mepeauty, 6na-
rofaps CyLLecTBOBaHUIO pa3yMa, 34PpaBoro CMblCAa,
camun yMbl Nrogei fericTBytoT coobua. OH nNpu3bl-
BaJl He 3abbIiBaTb O AyXOBHOW COCTABASIOLLEN B NtO-
AAX. B NpoTMBHOM C/iyyae YenoBeK MLaeTcs Cno-
COBHOCTM KaK NOUYBCTBOBaTb KOMUUECKUIA AyX, TakK
1 obpecTn oT Hero yTelleHwue. VI3 nprnBeseHHOro
Mbl MOXEM 3aK/H0UNTb, YTO MOHMMaHUE KOMUYe-
CKOro oT4acTu poAHUT MepeguTa ¢ Ferenem, Kak
HanpaB/ieHHOe Ha KOpPeKLIMIO AYXOBHOTO Havana
obLecTBa, MOTEHLMIO BOCMUTaHNA HPaBCTBEHHOTO
UyBCTBa Yepes UCKYCCTBO.

KomMunueckoe Kak 0CO3HaHMe HeECOOTBETCTBMA
Mbl 06Hapy>xuBaeM y LLloneHrayapa. No3bl 1 Xe-
CTbl NEPCOHAXEW BXOAWAN B MOHWMaHWe rpaumm B
XYAOXXEeCTBEHHOM MPOUN3BEAEHNI, CIef0BaTENbHO,
TpeboBann cobAOAEHNSA COOTBETCTBMSA U30bpakae-
MO ocobe. NckycCTBO OCMbICNEHO UM CAeAYyHOLLM-
MW NMONOXKEHNAMM: «n306pasnTenbHOe NCKYCCTBO,
MO33Us U My3blKa CAYy>XaT MNO3HaHUIO eAUHCTBEH-
HOW AeNCTBUTENbHOM CYLLHOCTU MUPa, UCKYCCTBO —
cnocob cosepuaHusa Belen» [LLoneHraysp, 1999,
¢. 353-354] n «MckyccTBO Npexxae BCEro Aaput yte-
LeHWe, HacnaxzaeHue, 3TO BOMJIOLLEHHOE AN CO-
3epLaHuns bbiTUe, HO INLLEHHOE ero CTpajaHuii, He-
cosepuieHcTBa» [lLloneHrayap, 1999, c. 481-482].
[anee dnnocodom packpbiBaeTca MoAeNb aHaAN-
3a Takmx PopmanbHbIX MPUEMOB MCKYCCTBA Kak rv-
nep6oamn3aLms, NckaxeHne, 06 bACHAIOLLNX MPUUNHY
MOPOXAEHNA CMEXa NOCPEACTBOM Xy0XKECTBEHHbIX
aedopMaLnii: «...Korga xapakTepHoe He OTTeHsieT
KpacoTy, a nepexoaut B 6e3obpasue, foxoaa J0 He-
ecTecTBeHHOCTH, To 310 LLloneHraysp noHMMan 310
KapuKaTypown, Wwapxem, yTpuposkon» [LLloneHray-
ap, 1999, c. 417]. CornacHo bopeBy, 311 MbICAK CO-
rnacyroTcs ¢ Bo33peHueM leresis 0 KapuKaTypHOCTU
Kak npvieme, Korga: «...onpejeneHHblin xapakTep B
BbICLLIEN CTeneHW NpeyBeanyYeH, To eCTb peasibHble
YepTbl N306paxatoTcs, JOBEAEHHbIMU A0 KpaliHei
cTeneHu BblpasutenbHocT» [bopes, 2025, c. 232].

B TpmvHaguaTom naparpade nepBoro Toma npum-
CyTCTBYET MHOXECTBO 3aMeyaHuii O CMexe, Kak Mo-
HATUN, POXAEHHbIM Baarogaps napagokcy, KOH-
Tpacty [lWoneHrayap, 1999, c. 166-171]. CmewHoe
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BO3HMKAET B pe3y/ibTaTe OTKJIOHEHUS TOXAeCTBa
06beKkToB OT UX NOHATUA. OH NOACHAA, YTO YeM
CUIbHEE CXOACTBO B OAHMX MYHKTax Mexay ob6bek-
TaMW 1 KOHTPACTHEl OKaXeTCs HECOOTBETCTBME MX
B APYrMX OTHOLUEHWNAX, TEM CUbHEe peannsyeTcs
addexT kommyeckoro. MoareepxaeHna Tomy LLo-
neHraysp npusbiBas o6Hapy>XuTb B NHOOOM aHek-
foTe, 3a6aBHOM BoCnoMWHaHUK. Mputom bbiBaeT
HECKOJIbKO BapWaHTOB Nog06HON ocTpoThl. B nep-
BOM C/ly4ae TOXAECTBO 3aK/H0UaeTCs B MOHATMM, a
pasnnuve B JeNCTBUTENILHOCTM, @ BO BTOPOM CAy-
Yyae HaobopoT. OH Bblgensn ABa pofa CMELLHOrO,
B 3aBUCUMOCTM OT MPUPOAbI EF0 BO3HUKHOBEHUS:
oCTpoTa (HaMepeHHbIN MNOCTYMOK) U FynocTb (Cy-
YyaeTcs NpPou3BoJbHO). FoBOpsA 06 ocTpoTax, duno-
cod ynotpebaan BelpaxeHus «calembourg», «pun»,
«l'equivoque». Ncxoas 13 3tnx noaoxeHunin LLoneH-
raysp 3akato4aeT, YTo OCTPOYyMME NPENMYLLECTBEH-
HO BbIpaXaeTcs B C/IOBaX, a MOPOXAEHHOE [yno-
CTbHO KOMMYECKOEe — B MOCTYMKax.

MoHMMaHWIO, Kak COBPEMEHHWKM BOCMIPUHUMANN
KaTeropum KOMMUYECKOTO B KOHTEKCTE 3CTETUUECKMX
AVCKYCCUIA CNOCOBHBI O6BbACHUTD TEKCTbI aHMNIA-
CKOTO KpUTMKa PECKMHA. DCTETUYECKYH LLleHHOCTb
rpaduueckoro nckyccTea oH NoHMMan B ocobon
COpa3MepHOCTUN TPeX KauecTB XyAOXHMUKa: YMEHWS,
KpacoTbl n cxoactBa [PéckuH, 2024, c. 76]. Teope-
TUK, IBASISICE @aBTOPOM MHOFOUYMNCIAEHHbIX TPYZAOB,
BCECTOPOHHE aHaAN3MpPOBan COBPEMEHHYH Mac-
COBYIO KY/bTYpy, NOAYepPKMBas 3HAYMMOCTb MO-
panbHOM QYHKLMM UCKyccTBa. [naBHYO GyHKLUUIO
MCKYCCTBa OH NOHMMa, Kak «... CIly>XeHWe AeCTBI-
TeNbHbIM NOTPEBHOCTAM NOBCEAHEBHOMN XU3HU»
[PéckunH, 2024, c. 86]. [naBHOe 3aKkAt04YaNOCh ANS
Hero B $popMoobpa3ytoLLleM BO34ENCTBMM N306pa-
3UTE/IbHOTrO UCKYCCTBA Ha HPABCTBEHHbIE KPUTEPUU
obLecTBa, Noajep>KaHne XpucTmaHckmx jobpoge-
Tenel 1 oTobpaXKkeHne UCTUHBI.

Teopwna o cmexe beprcoHa nosicHAeT BO3HUK-
HOBEHWE YCTONUMBBIX FOMOPUCTUUECKMX TUMAXKEN
(cTepeoTunHble 06pa3bl NOANTUKOB, AeHAN, Byp-
Xya), ynofo6aaBLIMMCA MeXaHNUYEeCKUM MaproHe-
TKaMm. Mo MHeHuto dpaHuy3ckoro ¢uaocoda, cro-
COBHOCTb BbI3blBaTb CMEX Bbl3BaHa MOBTOPAIOLLMNMY,
HeeCcTeCcTBEHHbIMW NO3aMW N306pPaXKeHHbIX MNOAN-
TUKOB Kak 3aBOJAHbIX KyKOJ UAN XUBOTHbIX. Heco-
OTBETCTBME YE/IOBEYECKON CYLIHOCTU NPOU3BOAUT
Henernoe BneyatieHVe Ha 3puTens, 3a4eToro 3KCLEeH-
TPUYHBIM NoBeseHneM ¢urypbl. Mol gencTBUTENb-
HO Hab/ItoJaeM NPUNOXKEHWE AaHHON TUMOAOTN B
KapukaType: BbiIcMenBaHne Moabl, cCHobuama. Mpw-

BeJeM uuTaTy camoro beprcona: «<Komnueckoe —
3TO Ta CTOPOHa JIMYHOCTM, KOTOPOWN OHa NOXOAMNT Ha
Belllb, Te YesoBeYveckme NoCTynKn, KOTopble CBO-
el COBEPLUEHHO CreLmdnUeckor KOCHOCTBIO NMOXO-
AAT Ha HaCTOALLMI MeXaHM3M, Ha HEYTO aBTOMaTH-
yeckoe — C/I0BOM, Ha ABUXeHME Be3XM3HEHHOe.
OHo BbIpaxaeT, cnefoBaTelbHO, M3BECTHOE UHAW-
BUAYaNbHOE WUV KOJIIEKTUBHOE HECOBEPLLEHCTBO,
Tpebytolee HeMeaIeHHOTO ucnpaeaeHus» [bepr-
coH, 1992, c. 59]. NposaBaeHne KOMMYECKOro (13-
BpaLLieHe BONWN M XxapakTepa B IMYHOCTY YeNoBeKa)
nccneayeTca aHaIMTUKOM B KauecTBe «MexaHuye-
CKOTro, HaNIOXXEHHOIO Ha XMBOE», KOMMeHcaLlunen
3a KOCHOCTb 1 aBTOMaTu3M. MNoHATNE «MexaHnye-
CKOro» Kak nposBaeHne Kkommyeckoro beprcoHa
coriacyetcs B 3TOM MyHKTE C aHaNOMMUHbIM Mpes-
CTaB/IeHVWEM O «MeAaHTu3Me» (NPosABAEHNe OCTPOThI
BCNEACTBUE FNYNOCTL), Kak CBOMCTBE AYXOBHO Orpa-
HWUYEHHOM ANYHOCTN CNEMO CNeAYOWUM MOpPab-
HbiM fokTpuHam [Wonenrayap, 1999, c. 169-170].

MoayepkmBaHME NCKYCCTBEHHOCTH YeN0BEYECKO-
ro CyLlecTBOBaHUsA, KOMMUYeCKoe NpoaBaseT cebs Kak
dakTop, CNocobCTBYHOLLMIA UCNPaBAEHNIO, COLMab-
HoW KoppekLmn. OTHOCUTENBHO NPUNOXKEHUA TEO-
pun MexaHu3aunmn beprcoHa npvMeHUMYO B BU3Y-
anbHOM NpakTuKe (Ppapc) aMepuKaHCKMX coLmonor
M. [3B1C oTMeYan, Yto, XOTs BO3MOXXHOCTU TEOPUIA
toMopa A0S aHanm3a KOMUYeCKOro nepeoLeHeHbl,
O/lHaKo 06/1a4ar0T CNOCOBHOCTbIO OOBACHATL Te-
opwuto [MenbHukos, 2015, ¢.216]. KapukaTtypHble
n3o6paxkeHuns, COrnacHo Jornke nccnegoBatens,
bYHKLMOHMPYIOT Kak coLmanbHOe Haka3aHue 3a He-
rmbkocTb Un nogpaxkaHue. B acce beprcoHa dury-
pUpYyeT naes, YTo CMeX Kak KoNeKTMBHasA AeATeb-
HOCTb BbIMOJIHAET COLMANBHYIO ¥ MOPaJIbHYHO POb,
3acTaBnAa ntofen n3baBaATbCA OT CBOMX MOPOKOB.

XygoxectBeHHana kpuTtuka XIX Beka, Ha npume-
pax bognepa, Tekkepes, cTana CBA3YHOLWMM MOCTOM
mexay dunocodurert n nckyccTsoM. [JaHHbl B3rag,
npodeccnoHanoB JeMOHCTPUPYET CY>XAEHNS O CO-
BPEMEHHbIX FOMOPUCTUYECKUX NPOU3BEAEHNAX U UX
aBTOpax, OLeHKa FOMOPUCTUYECKMX MPUEMOB. ITH
TeKCTbl MOKa3bIBatoT, Kak punocopckme naem npu-
MEHSINCh K BM3YasbHOW KyAbType 1 Kak onpege-
NANCA CTATyC KapukaTypbl. Tekkepen ABAANCA APKIM
caTvpuyecknm nucatenem AHranm, asTopom «dno-
pa v 3edbunp», «Apmapka TwecnaBusa» 1 Apyrux Npo-
N3BEAEHWI, CNY>KMBLLUMX KapUKaTypHbIM 13o6paxe-
Hvem obuectBa. OH Ny6MKoBan Takxe B XypHane
«Punch», ¢ KOTOpPbIM TECHO COTPYAHWYAN, ABAAICA
pesakTopoM, MPOHUYHbIe «3annckm cHobax. B co-

AepKaHne MHTePeCyroLmMX Hac «AHTMACKMX FOMO-
puctos XVIII Beka» Tekkepes BoOwWAM MaTepuanbl
LWeCcTn npounTaHHbix B AHravu, LWotnangmn, CLLUA
B 1851 rogy nekuuii ¢ npumedarHmamm. OueHka Ko-
MWYECKOro NCKYCCTBa COYeTaeT y nucatens Mopaib-
HbIW WA 3CTETUYECKUIN KPUTEPUIA B OHepKax B TOM
yncae aBTOPCKON No3uLmmK: 0f0bpeHme NoayUnIm
P. Ctunb, Oxx. AgancoH, M. Mpaiiop u A. MNon, Kpu-
TUUYHen Tekkepelh nogxoaun k catmpe T. Cmonne-
1a, [. ®unbamHra nan Jx. CeudTa, Ube NOHMMaHMe
KOMMYECKOro aBTop yrnpekan B MM3aHTPONMK, nec-
cMMmumame. Mopanns3aTtopckmini MeTos N3N0XKEHUS
npeobiasaeT B OLLEHOUYHOCTU Cy>XAeHUN Tekkepes,
O/iHaKOo B MpoLiecce NOBECTBOBaHMA 3BYUNT NpU3Ha-
HVe B HaXOXAEHUW AeACTBUTENbHOCTU He B OPULIM-
aNbHbIX NCTOPUUECKMX XPOHUKaX, Buorpadusx, a B
npov3BejeHnsx ObbIAEHHbIX, He MPUHaA eXaLl X
BbICOKMM >XaHpaM uckycctsa: «3 bennetpnucrmkm
 BbIHOLLY BreYaTt/ieHne O XM3HN TOro BPEMEHH, O
HpaBax, O MoBeAeHUM Ntogei, 06 Ux naaTbe, O pas-
BJIeUEHUAX, OCTPOTax 1 3abaBax obuiecTsa...» [Tek-
kepen, 1977, ¢.584]. VIayyas npupogy aHrANnCKoro
tOMOpa MNpexzae BCErO B MTepaTypHON Tpaanumnm,
Tekkepel faéT B3rNa4 U3HYTPY Ha pasHULy MexXay
FOMOPOM W CaTUPOW, KakK PazIMUYHbIMU KaTEropusMm
KOMWYeckoro. BuktopuaHckas Mopanb B MLE ero
ABTOPCKOM NO3MLUN OnpesensieT toMop Kak BMOJ-
He npuemaemyto GopMbl KOMUYECKOTO, MO CpPaB-
HEHWUIO C paHHen aHranckor catnpon (Jx. CenoT)
NAN COBPEeMEHHOW paHLLy3CKOW (3ameyaHus o KO-
Muueckom gape Y. KOHrpuBa, He ycTynaBLUUM Ta-
naHTy Mosnbepa [Tekkepewr, 1977, c.555]).

OZHOM U3 KNHOUEBbIX MO3ULMIA, HANPSAMYHO CBA-
3blBarOLLMX GUAOCOPUIO U BU3YasIbHYIO CaTUPY, Mbl
Haxo4MM B TekcTax y GpaHLy3CKOro TeopeTmka, Kpu-
TUKa nckyccrsa bognepa. lNMocssaweHHoe ero nccne-
[0BaHMIO paboT COBPEMEHHbIX XXMBOMUCLIEB, U3a-
Hwe [Baudelaire, 1965] 3HaKOMUWT Hac C MHTEpPECOM
aBTOpa K peannsalmm XyA0XKeCTBEHHbIX BbICTaBOK
BO ®paHLmK, ABAABLUUXCA 3aMETHbIM KYAbTYPHbIM
ABJEHMEM 3Moxn. HaumHas kpuTnyeckyro featens-
HOCTb ¢ aHann3a CanoHoB 1945-1862 roaoB., OH BO
MHOFOM ciegoBan Tpagmuum kputukn 4. Anapo,
CreHpansa (naen o6 naeane) n Jenakpya. B 3tmx co-
yMHeHuAx boasep NPUMEHUTENBHO K MCKYCCTBY CO-
BPEMEHHOCTN COOTHOCUT NpeAcTaBaeHuns ob naea-
Ne B n306pazmTenbHOM MNCKYCCTBE, BOMAOLWEHHbIX
npu NoMoLLM NnHUK 1 LBeTa. Cnegytolas paboTa
y>Xe 3HaKOMUT Hac C UCCef0BaHNEM UM TBOpPYeCTBa
dpaHuy3ckmx kapukatypuctos (L. BepHe, O. [lombe,
M. FaBapHu, A. MoHbe, X. I'paHBuab) [Baudelaire,
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1971]. B cBOEW KpWTMKE OTAaBaN NpeanoyTteHne [o-
Mbe, NoAYEepPKMBas CEPbE3HOCTb U MOpPaAbHYHO Fay-
H6UHy ero paboT, CNOCOHBHOCTb BbIXOAUTb 33 PaMKu
NPOCTOro Komuyeckoro. lombe n3obpaxaer yxa-
carouine cueHbl (HanpuMep, aNUAEMUIO XONepbl),
rae napukckoe Hebo KaxeTcs MPOHWUYHBIM Ha GoHe
yesoBeyeckux CcTpagaHuin. bognep 3akatouaet, To
MacTep — LeHTpasbHasa Gurypa COBpEMEHHOM Ka-
pUKaTypbl, Ybe TBOPUYECTBO coYeTaeT NybaAnLmCcTm-
YECKYH XEeCTKOCTb, JOKYMEHTaAN3M U rNyOoKuni
ncuxosnornsm. N3obpaxkeHuns xyaoXKHWUKa NpUHaa-
nexaT TeMaTuke Xaoca U MOLLHOM KapHaBasibHas
anoneu: caTMpuyeckme CLEeHKK, rpoTeck, NoANTH-
yeckme napogunn. CepbE3Has coumanbHas XpOHMKa
coyeTtaetcs y [loMbe C CUAbHOW 3MOLIMOHANBHOM U
XYZOXXECTBEHHOW CMJI0M B 4acTO MPaYHbIX, XXeCTo-
KWX CHOXEeTax: pacrnpasbl, THOPbMbI, CyAbl. KapTuHbI
3MOXM NOJIHbI KPOBU U ApamMaT3ma, NpeAcTaBas-
FOT FPOTECK U peanncTuyeckoe Havasna B catupe.
[anee boanep paccmaTpmBaeT MHOCTPaAHHbIE LIKO-
Nbl KaK BaXkKHble€ MCTOYHMKN KOMUYECKOTO C Pa3HOW
AOMUHAHTOW: MOpaJsibHas cepbe3HOCTb (Y. XorapT),
rpoteckHas aHeprua (Jxx. KpykiueHk), akcnpeccus-
Ho-daHTacTnyeckas (®. Nona). Bce npeactaBieHHble
MM MeTO/bl CaTMPbl NepeaatoT pasHble GopMbl KO-
MMWYECKOro: OT HPaBOYyUNTENIbHOIO A0 KapHaBasb-
Ho-yrpoxatouiero. Camas cunbHas KapukaTypa Aas
Boanepa — Ta, rae obHapyxusaetcs rnybuHa mbic-
M, HabatoaaTeNbHOCTb M CNOCOBHOCTL coYeTaTb
npaBay HaTypbl C XyA40XeCTBEHHbIM Npeobpaso-
BaHveM. OH cpaBHMBaN UTaNbAHCKYHO U daamaHa-
CKYHO LUKOJIbl MCKYCCTBA Ha NpeAMET KOMUYECKOTO.
Boanep nonaran, uTo MTanbAHCKOE UCKYCCTBO, He-
CMOTPS Ha CBOH XMBOCTb, He COCOBCTBYET CO3-
AaHUIo rT1y6oKoro KOMMYeckoro uckyccrsea. B ne-
AAHTMUYHOM NOAXOAE OH yrpekaeT U KapukaTypbl
JNleoHapao Aa BUHUM Kak CMLLKOM XON0AHbIE, Feo-
MeTPUUHBblEe. VITanbSHCKMIA FOMOP OTKPOBEHEH, HO
He rnybok. B kauecTBe nprvmMepa OH ynoMuHan 3a-
6aBHble cLeHKM Xya0xHWKa b. MuHennn. ®namaHa-
CKas W rofnaHAackas ¢ X ocobbiM, CaMODObITHbIM
XapakTepoMm npoTMBonocTaB/ieHbl boanepom mta-
NbSIHCKOW LWKoJe. Beaywinin npeactaButesib BO3BbI-
LUEHHOro NMOHUMaHNsA KOMWUYECKOro Mo ero MHe-
Huto — 3710 IN. bpenrenb-mnagwni. Mpucywmin emy
AbABONBCKUIA U TPOTECKHBIN MUP 0BBACHUM OCO-
6ON «caTaHWHCKOW rpaumnent» UM MOLLHOW rato-
uMHaumen. Mopaxarowas cnocobHOCTbL MacTepa
CO3/,aBaTb TaKOE KOJIMYECTBO «y>KacaroLmx abcyp-
£0B», N0 MHeHuo boanepa, coBnagaet ¢ nctopuye-
CKOM «3nungemueri» BeOBCTBa N MOHCTPYO3HOCTM.
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OnpeseneHHO MMEHHO T1yH6OKOMY, TPEBOXHOMY,
JanéKomy OT APMapPOYHOro LWYTOBCTBA KOMUYECKO-
My dbpaHLy3CKMIA KPUTUK OTAaBan NpeanoyTeHme.

B KOHTeKcTe nccnesoBaHNs KaTeropuin Komuye-
ckoro obpatmmca k nccnegosaHuto M. M. baxTuHa,
He yTpaTUBLLErO CBOEro 3HaUeHWA B psAAe NO3NLUKA,
CNY>KaLLMX MOBOAOM ANst ANCKYCCUIA. BBeAEHHbIV UM
KOHLIeNT rpoTeCcKHOro peanv3ma o6bACHAET Haw-
ume B Ky/JbType MaTepuasbHO-TENeCHOro Havana
[BaxTuH, 1990, c.25], 4To COBMECTHO C NpeAcTaB-
neHvieM 06 aMbrBaNeHTHOCTN cMexa NPUMEHUMO
K pacCMOTpeHuIo rpoTecka B dpnnocopckom gmc-
Kypce n nckyccrae XIX Beka. VickyccTtBo, B ocobeH-
HOCTW KapuKaTypa, COOTBETCTBEHHO COonpuKacaeT-
€A C 3TUMM KOHLLeNTaMu AN KPUTUKM «BbICOKOTO»,
MOpPanbHOro COBEpLLEHCTBOBaHMWS obLuecTBa. Apko
npeAcTaB/eHHble aBTOPOM KOHLLENTbl KapHaBana v
CMEXOBOW KyNbTYpPbl, C NPOABAEHUAMN BHYTPEHHEN
€B0OO/bI, OTMEHbI KaKON-NMbO nepapxuu, cosgaHve
NUrPOBOW, HapounTO rpyboi, GPMBOBHON aTMOC-
bepbl, NPOTUBOMONOXHOM 06bIKHOBEHHOMY MOBe-
AEeHVI0 J06POMNOPAAOYHbIX NHOAEN B TEYEHME TOAa.
KapHaBan fapuT HapoAy YyBCTBO €MHEHUA N NCU-
XO/I0rMYEeCKOro 0CBOBOXAEHMWS, TO MOXHO COOTHe-
CTW C «Teopuei obneryeHus». C yem cornacyetcs
npusBeseHHble UM cnoBa W.B. Tete: «Pumckuia kap-
HaBas — Npas3jHecTBO, KOTOPOe AAETCA, B CYLLHO-
CTW, He HapoAy, NO HapoAOoM caMOMy cebe» [LuT.
no: baxtuh, 1990, c.271].

B 3aknroueHun kHmUrn KosmHues npueen Kpart-
KYH MbIC/Ib, C KOTOPOM MOXHO coriacutbes: «Ko-
MMYeckoe — 3TO Cy6beKTMBHaA AnanekTmka, Urpo-
BOE camooTpuLaHme, pedaekcna cybbekta 0 CBOEM
COBCTBEHHOM MUPOBOCMPUATUN, BOCTIPUHUMAE-
MOM B AMHaMUKe, C Pa3HbIX YPOBHEW pa3BUTNSA»
[Ko3mHues, 2025, ¢.259]. lencTBnTeNbHO, KOMU-
yeckoe — 3TO He MPOCTO peakuus, a CNOXHbINA UH-
TennekTyanbHbl npouecc. C pa3BUTUEM 3CTETUYE-
cko Mblcan XIX Beka CyLLecTBEHHO 3HaUMM CTan He
TO/IbKO OOBEKT CMexa (Haj YeM Mbl CMeeMcs), HO
n cybbekT cmexa (MoHMMaHue, KTo cmeeTtcs). Camo
NOHATME AManeKkTMkM obpallaeT Hac K rereneBcko-
MY MPUHLMMY NPOTMBOPEYNA AOKHOIO (naean) n
cywero (peanbHOCTb). A camooTpuLanue, pedaek-
CWA — 3TO NPOABNEHHOE OCO3HAHWE HECOOTBETCTBUA
ngeansHomy obpasy. B aTom coctont PyHKUmA nc-
KyccTBa, 06pa3bl KOTOPOro ABAAKOTCA O6BbEKTaMU
KOMMWYECKOro Ans 3putens. A 3putenb coBepLiaeTt
CyOBEKTUBHYIO ANANEKTUKY, CMEACH Haj, BbIMbILL-
NEeHHbIMW NepcoHaxamu, pebaekcupyeT Hag cobow
1 CBOMM MMPOBOCNpUATMEM. Takxe 3TO cornacyeT-

cs co B3riagoM LoneHrayapa, kacarolieecs BHe-
3aMHOro OCO3HaHWA HeCOOTBETCTBUA MeEXAY KOH-
KPETHbIMU 1 abCTPaKTHbIMW NPEACTaBAEHUAMM, TO
eCTb MPOoABJIEHME TOW Xe ounLarowen pedaekcmu.
Mo>HO 06HapyXu1Tb co3Byume n dpunocodum boa-
Nepa, nucaBLUero 06 0CO3HaHWM Hallero nNpeBoc-
X0ACTBa HaZ OOBEKTOM CMexa, Tak U NpuU3HaHue
JIMYHON OrpaHNUYEHHOCTH, OTChINAOLLMX K CAMOOT-
PULAHMIO N NPUHATUIO CyObeKTUBHOCTU. Komuye-
CKOe, KaK Mbl BUAWUM, HajeNaeTcs He TONbKO pas-
BJIEKATE/IbHOW 1 COLMaNbHOW POJIbH, HO U ABASIETCA
bunocodckmm akToOM BHYTPEHHETO MepeocMbicae-
HWUA XOTS U B UTPOBOW popme.

[3eMnaok orpaHMymMBan OCHOBHbBIMM LLECTbIO
rpynnamu, Teopetnyeckn 060CHOBbIBAOLLMMM MO-
HATWE KOMUWYECKOrO: Teopua NPeBOCXOACTBa, Aerpa-
Aaunn, KOHTPaACcTa, NPOTMBOPEYMNS, OTKIOHEHUS OT
HOpPMbI, CMelaHHoro Tuna [[A3emunaok, 1974, c.11].
Taknm 0bpasom, pacnpocTpaHEHHOEe HbIHE Aese-
HWe Ha TPW OCHOBHbIX KaTeropuu, Mbl KPaTko A0-
NMONHUM HECKOJIbKUMU KoHLUenuuamn. «Teopusa ae-
rpagauuv» npegsaraet paccMaTpvBaTb KOMUYECKOe
LleHHOCTbIO OTpMLIaTEeNbHOMO MOPAAKa, 3aKAr04aro-
Lencs B nepexoje Hallero BHUMaHWA C He ABAS-
FOLLLErocs LLeHHbIM /151 HacC K AeACTBUTENbHO LieH-
HbIM ABAEHUAM. VIHTepecHa 1 «Teopus KOHTpacTa»,
rae NoHMMaHne KOMUYECKOrO BOCXOAMUT K MPUHLM-
ny HeonpaBAaHHOCTW, HECOOTBETCTBUS OXMNAAHMA,
cornacyrouterocs c cyxgeHvem . KaHta o cmexe,
kak apdpekte [A3emmngok, 1974, c.19]. 3ta nosunums,
Kak 3ameyan n [13eMngok, onpegenaerca ncmxo-
NOrMyeckMM NOoAXoAOM K KOHLIeNTy KOMUYECKOro,
paccmoTpeHHoro ucciegoBatensimu . CneHcepom
(«®usmonorua cmexa»), T. limnncom («<Kommnueckoe
n romop»), I'. FedanHrom («Ouepkm NCMxonormm»),
UblO NO3MLNKO KPUTUUYECKN OCMbBICANAN NO3jHee
TeopeTuku autepatypsl tO. KwmnxkaHosckuid («Mc-
CNefoBaHWs No UCTOPUM MOAbCKOWN NTEPaTYpPbI»),
I. Mocnenos («Teopusa antepatypsbl»). [Npnmeya-
TeNbHa GOPMYANPOBKA KOMUYECKOTO NCXOAALLan
N3 «TEOPUN OTKJIOHEHMA OT HOPMbI», NCXOAALLANA
13 HeNenocTn N HewlenecoobpasHoOCTM B KayecTBe
OCHOBBbI, BbI3blBatoLLEe KOMU3M. 3ecb caTupa bu-
yyeT IMYHOCTb 3a OTCTYMJIEHNE OT HOPM, MPUHATBIX
obuwecTBoMm, NpaBma 1 obbluaes, Moabl 1 0bpa3a
noBejeHWs B LUMPOKOM cMmbicae. K cTOpoHHMKaMm
310N Teopun Azemungok npuumcaset K.M. Helixe-
Ma («ICTeTUYECKN OnbIT U ero NPeanoChINKN»),
P.K. 3nnnota («Cnna catupbl: marus, putyan, uc-
KyccTBO»), 1. CazepaeHaa («<AHrauickas catmpa»)
[A3emupok, 1974, c.33-38].

MoATBEPXAEHWMIO PAja 03BYYEHHbIX Bbille UAEN
NOCAY>XXWUT YNMOMUHaHWE HENOCPEeACTBEHHO CaMOro
WANKOCTPATMBHOIO MaTepuana, KpaTkoro aHaamsa
KaTeropuii KOMUYECKOro B aHMNINCKOM KapuKaTy-
pe. Knura M. X. WnunbmanHa «Mctopma ,Punch”»
npeaCTaBAsieT MHOFOCTOPOHHMI 0630p BpPUTaHCKOro
CaTUPUYECKOrO XXypHana, 3Hakoms umntatens c bora-
TOW MCTOPWEN 3TOrO HOBAaTOPCKOrO M34aHus, Habto-
[,as 3a XOZOM 3BOAOLMM ero nybavkaLmin Ha NpoTa-
XeHun net. OH oTMeYan 3HaUMMOCTb Ky/IbTYPHOTO
3HayeHWA B KayecTBe NAaTPopMbl AN MOANTUYE-
CKMX U COLManbHbIX KOMMeHTapueB. MprmMeyatenb-
HO aBTOpP BMJieTaeT B MOBECTBOBaHWE MOCTOSIHHOE
B3aVIMOJAEWCTBME XYypHasa CO 3HaUNMbIMU UCTOPU-
yeckMMU CcobbITUAMK, MOMOras YnTaTensam raybxe
MOHATb KY/bTYPHbIA KOHTEKCT, B KOTOPOM MpoLiBe-
Tan «Punch», a UMeHHO oTobpaXkeHne coLmanbHbIX
HaCTPOEHWI N NONNTUYECKOTO KAMMaTa Yepes npu-
3My Kommnyeckoro. LLnnabMaHH nucan o Tom, 4Tto
cyactamBas cnocobHocTb «Punch» 3akntovanack B
CNOCOBHOCTU OTpaXaTb MHEHME CTpaHbl U Npuaa-
Na XypHany Ty BEANKYH MOLLb, KOTOPOM OHa A0-
CTUrNa, Y 3aBOeBana yBaXKeHne KaXxaoro nocneayo-
wero npasuTesnbcTBa [Spielmann, 2016, ¢.188]. 3Ta
dpaza aBTOpa NANOCTPUpPYET acnekTbl Grunocopunm
N 3CTETMKM B KOHTEKCTE Pa3BUTUA Npecchl, Nybany-
HOro MHEHMA 1N PO NCKYCCTBa B obuecTse. [0BO-
ps O TOM, UTO XXYPHas BblpaXkan MHEHWe CTpaHbl,
OH MoguepkrBan NOHMMaHWE NCKYCCTBa Kak 3ep-
Kana obLyecTBa, NPesoCTaBAABLLEMY FON0C KOANEK-
TUBHOMY HaCTPOEHUHO, OBLLECTBEHHbBIM XeNaHWAM,
dobusam n dpyctpaunn. lNMpueeseHHoe Bbille NO-
3BO/AET OTMEeYaThb, YTO 3CTETUKA BAUAHUA KOMUYe-
CKOro Ha MaCCOBOTO 3pUTes MOHMMaNach nparMa-
TUYeckun. YcnewHas catmpa v Kapukatypa Buaenacb
COBpPEMEHHMKaMM He TOJIbKO OCTPOYMHOM, HO 3¢-
beKkTMBHOMN. VIX LEHHOCTb N3Mepsiach He TONbKO
XYA0>XXECTBEHHbIMW KayecTBaMu, HO N CNOCOBHO-
CTbIO BO3/€MNCTBOBATb Ha B3r/AAbl U HAaCTPOEHMUS,
BbI3bIBaTb OTKJAUK. TakuM 06pa3oM KOMUYecKoe
CTano MOHMMAaTbCA YTUANTAPUCTKIN: KaK MOLLHbIN
COLMONOANTUNYECKNIA MHCTPYMEHT.

KHura aBTopa 3aTparvBaeT BOnpockl npodeccu-
OHaJ/IbHOM 3TUKM U FpaXAaHcKom no3mumn, LWnunb-
MaHH HanmoMMWHaeT 06 0CO3HaHWM MOpaNbHON OT-
BETCTBEHHOCTM 3a U34aTeNbCTBOM XypHana. OH
NPWBOANT MbIC/Ib O TOM, YTO A0OKa3aTeNbCTBO CUJbI
KapuKaTypucTa — 3TO OYEHb YBaXKNTEIbHOE OTHOLLIE-
HWe K y/blbKe, KOTopas NPUHOCUT NOMYASAPHOCTb, U
K HacMmeLlKam, koTopble ybusatoT [Spielmann, 2016,
c.189]. YBaxkntesibHOe OTHOLLEHME O3HAYaeT, UTo
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XYZOXHMK He NPOCTo He34yMHO CMeeTCs, HO oTAa-
€T OTYET B CWe CBOEro Bo3aenctaus. OH OTHOCUT-
€Sl K CBOMM WHCTPYMEHTaM CaTupbl, Bbl3bIBatOLLUM
YABIOKN M HAaCMELLKU, Kak K YeMy-11b0, UTo MOXeT
NMeTb cepbe3Hble nocneacTens. MNpeacraBaeHHoe
aBTOpPOM pa3genieHne 3¢pdeKToB, MPOMN3BOAUMbIX
KOMMUECKMM, Ha YbIOKY 1 HaCMeLLKY B KOHTEKCTE
€ro aHa/an3a nony/asapHOro COBPEMEHHOro caTUpw-
4YecKkOoro XypHana, npeABocxuLLaeT Anckyccum ob
3/IMTapHOM M MacCOBOM WUCKYCCTBE.

MposBAEHNA KOMUYECKOrO HeCOOTBETCTBNA 06-
Hapy>XMBaOTCA HaMW B NOJNTUYECKUX KapwuKaTy-
pax 1 coumanbHbIX caTpax XypHana, Hanpumep,
B paboTtax 3HaMeHUTOro mantoctpatopa Ax. TeH-
Hu3ana (1820-1914). Mpunémbl runepbonbl, MeTado-
pUYEeCKNX N3006paxKeHn, HeCOpPa3MepPHOCTN NOPOX-
farowmx 3bdekT KOMNUUYECKOro Mbl BCTPeYaeM Uy
APYTUX APKMX MacTEPOB KapuKaTypbl, MPOABUBLLMX
CBOM TanaHT B TedeHwue XIX ctonetus, kak T. Meppu
(1852-1902), /1. CambopHa (1844-1910), Y.T. beHHeT-
Ta (1828-1867). Komnueckoe onpegeneHHO CTpo-
NA0Cb MOCPEACTBOM OCMbICIEHNS Pa3pbiBa MeX-
4y peanbHbIMU ABAEHUAMUN U NAeaIN3NPOBaHHbBIMU
obpaszamu nx B NpeAcTaBAEHUN, YTO NO3BOAET rO-
BOPWTb O TOM, YTO TEOPUA HECOOTBETCTBUA ANA UC-
KyCCTBa, COMPAXEHHOTO C MOHATMEM KOMUYECKOTO,
ABNSETCA Hanbosiee pesieBaHTHON. N306paxxeHUs,
H6anaHcMpyroLme Ha rpaHn CMELLHOro U1 yXacHo-
ro, 4acTo CBA3aHHblE C COLManbHbIMKN Npobaema-
MU 1AM BOMHaMM COOBpPasytoTca C MOHUMaHWEM
rpoTtecka, KoTopoe Mbl oTMe4danun y bognepa. Ero
MOAXOJ pa3peluaeT n3yyeHne rpoTeckHbIX N Npo-
HUYECKMX 1IEMEHTOB KapuKaTypbl, HaX0AALLNXCSA
3a paMKaMu YncToro romMopa.

lpaHMLbl KOMUYECKOTO HEOBBLIYAMHO LIMPOKMK,
BKJIKOYAOT Pa3/IyHble YPOBHU MOHUMaHUA GYHKLNIA
CMexa, PeanunsyroTcst B UCKYCCTBE OT IEFKON MPOHUN
40 rpotecka. Monntnueckas KapvkaTypa 4acro npu-
MEHSET rpoTeCK A5 BblpaXeHUs MOPaSbHOIO yXa-
ca, BorioweHus Tpareaum. OHa cybaMmMmpyeT «Hu3-
KWi» XaHp, CTPeMsACb K COBCTBEHHOMY MaKCUMYyMy
>KaHPOBbIX BO3MOXHOCTEN. B Kputnyeckom anckypce
CTaTyc KapmKaTypbl 06YCI0BANBANCA UCXOAS U3 NPU-
HATOM Mepapxmm xaHpoB (Ix. PéckuH, Koponesckas
akazemus), cnocobCTBOBABLUEN MaprmHaamnsaumm Ko-
Munyeckoro. Mcxoas v3 cTaBLMX KAHOHOM KaHTOB-
CKWMX W rereneBCckmx 3CTETUYECKUX naeanax, Kapmka-
Typa He Moraa 6bITb Ha paBHbIX NPaBax BKAOYEHa B
JaHHbIN KaHOH. Vaes acteTnueckol becnpuctpact-
HOCTW, aBTOHOMUK nckycctea (M. KaHT) onpegenvno
MOHVMaHWe YNCTOro 3CTETUYECKOro OnbiTa, Tpeby-
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€MOM T.H. «BbICOKMMM XaHpamu» co3epLiaTesbHOM
anctaHumm. MNpeactaBneHve lerens 06 nckyccree
KaK CTyneHW MUPOBOFO Zyxa, MOHYMEHTaIbHOCTb,
NOA/IMHHYHO COAepXXaTeNbHOCTb KOTOPOro, CoAep-
Xart, COrnacHo 3TON NI0TWKeE, BbICOKME GOPMBbI UCKYC-
cTBa 621m3kme k Abcontoty. B XIX Beke Henpenox-
HbIM ABASIOCb MPOTUBOMOCTaB/€HNE «BbICOKOTO»
NCKYCCTBa (MOpanbHasa GyHKLMA, KpacoTa) N «HU3-
KOro» (MAArCTpaLms, catmpa), CI0XKHOCTb GOpMbI 1
rnybuHa cosepykaHus B 06LLEN 3CTETUUECKON pUTO-
puvKe noajep>kuBana nepapxuro NCKyccTB.

AbCTpakTHble punocodckne NpeacrTaBaeHUs o
KOMMYeCKOM 0BHapy>KMBaOTCA B BU3YyabHbIX MPU-
émax B nckyccrtee XIX Beka. AHanun3npys, kak camblil
3HaAUUTE/bHbIN aHINNCKUIA CAaTUPUYECKUI XXYPHan
XIX Beka «Punch» popmuposan obLecTBeHHOe MHe-
HWe, Mbl OBHapy>XX1BaeM YTO Taknm obpa3om Npo-
ABAANACH €70 pefakLUMOHHasA NOANTMKAE, OCHOBAH-
Has Ha GUIOCOPCKMX, ICTETUYECKNX HOPMAX IMOXM.
O6patnMcs K CaMOW CEMaHTUYECKON MOAenun nc-
KyCCTBa, ONnpeAesieHHOro cofepXXaHneM KaTeropum
KOMWUYecKoro. 34echb CyLeCTBeHHa HENOCPEeCTBEH-
HO NMoBecTBOBaTe/IbHasA CTpaTerns (kaHpa Kapukary-
pbl) 1 A3bIK UCKYCCTBA (CTUAb, OCOBEHHOCTM NeyaT-
HoW rpadukw). Tak, LUnuabmaHH yaenan BHUMaHne
poau «Punch» B nepuog BOMHbI, NOgYEPKMBas Cro-
COBHOCTb AapUTb CMeX («Teopuns MPEBOCXOACTBA») U
yTelleHue («Teopusa obaeryeHuns») B TpyaHble Bpe-
MeHa. 9T punocodckme Moaenm MoXHO onpege-
NnTb, Kak bonee peneBaHTHblE 418 BOMIOLWEHNSA B
nekyccrse XIX Beka.

CnpaBeannBo 3akNOUNTb, YTO KapukaTypa He
TOJIbKO MANKOCTPUpPOBaia dunocodckme KOHLENLUK,
HO CAy>XWa NOAEM WX UCMIbITAaHUA 1 pacLUMpeHus.
MNoHATME KOMNYECKOrO BUANTCA HaM MHOTOTPaHHbIM
1 TpebyroLemM AanbHENLIMX NCCAef0BaHUM, TaK Kak
HaMm BUAWTCA MCTOK MOHATUIA FOMOpPa U CMexa, Tec-
HO COMpPsAXXeHHbIe C KOHLeNnTaMm Kommyeckoro, ba-
3UpyeTCA B YENOBEYECKON NPUPOLE U B CTPYKType
obuyecTtBa. Taknum obpasom, ntoboe dunocopckoe
OCMbIC/IEHME W MPeNoMaeHNe B 3epKajle NCKYCCTBa
npeacTaB/iieHVe O KOMUYECKOM, MePMaHEHTHO pas-
BOpaumnBaeTca B GM3NONOTUYECKOW, NCUXNUYECKOW
06.1aCTAX YeNoBeYECKOM AeATeNbHOCTY, HO U C ApeB-
HeNMLWMX BPEMEH ABAAETCSH COLMOKYNbTYPHbBIM KOH-
cTpykToM. bapHaliosa E.B. ynomunHaeT o cnopHocTu
CTaBLUEro XpecToMaTUHbIM NMOJIOXEHUN O Henpe-
MEHHOM MPOou3pacTaHnn U3 Hegp punocodum xy[0-
XeCTBEHHOro TBopyecTBa: «PeasbHO TakoW NPsAMO-
NINHENHOM NPOEKLUUN HET, EC/IN, KOHEUYHO, TOBOPUTb
WMEHHO O XYAO0>XECTBEHHOW NPaKTMKe, a He O CO3-

JaHWWN 3CTETUYECKMX JOKTPUH. ICTeTnveckas npo-
rpaMmmMa MOXEeT ObITb B 60ablUe Mepe COOTHECEHA
C onpegeneHHbIM G1A0COPCKMM yUeHEM, BXOANTb
B Hero Kak coctaBHas 4acTb (3cTeTvka Kak Guaoco-
duna nckyccrTea), HenoCpeACTBEHHO NpouspacrtaTtb
n3 Hero» [bapHawosga, 2014, c.139-140].

Haw o630p npur3BaH AOMNONHUTb CyLLLECTBYHO-
LM HayYHbIN ANCKYPC 06 3CTETUUECKMX KaTeropusx
koMu4yeckoro B dpunocodumm n nckyccree XIX Bseka,
CUHTE3UPYA OCHOBLI GUNOCOPCKOM MbICAN BeKa C
COBPEMEHHbIMW KOHLLeNLUuaMm romopa ¢ npuseye-
HWEM Haris4HOro MaTepuana aHrIMMCKON Kapmka-
TYpPbl BUKTOPMAHCKOM NOpbl B KAYECTBE HarsgHbIX
NPVYMEPOB BOMJIOLLEHNA B NPaKTUKe TEOPEeTUHECKUX
Te3ncoB. Hanbonee peneBaHTHON, HaM NpeacTaB-
naetca, ynotpebaeHve KaTeropun HeCooTBeTCTBUS,
HO B COYETaHMM C APYTUMUW MPUHLMMAMN KOMMNYe-
CKOTO B XYA0>XXECTBEHHbIX NMPUemMax UACTPUPO-
BaHuA. Purypa xygoxxkHuka XIX Beka, 0cobeHHO Ka-
puKaTypucTa, HemocpeCTBEHHO obpallatoLerocs
B paboTe k pa3Hoobpa3HbIM GoOpMam KOMNYECKO-
ro — He CBOANTCA K OObIKHOBEHHOMY PUCOBabLUN-
Ky 3abaBHbIX KapTUHOK. ITO PuUrypa, Hagzensemas
OrPOMHOMW BNACTbiO Haj yMaMu 1 penytaumamu. Ero
NCKYCCTBO KosiebneTcs Mexay cOOTBETCTBYHOLLNM
6yp>KyasHbIM BKycaM pa3BjiedeHVEeM N OpYy>XXneM
caTupsbl, 0HbHaxatoWwmM coumanbHble NOPOKK, UTO

1 6bI10 NepeoL,eHEHHbIM B 3Ty 3MOXY O6LLeCcTBeH-
HbIX MOTPSACEHNA U CHOPMMPOBANO HOBOE CaMO-
CO3HaHWe XyA0XHMKa. Pa3BUT1e MaccoBOW Mneya-
1 B XIX BEeKe M3MEHUI0 3CTeTUYEeCKY0 QYHKLMIO
KOMMYeckoro: npunoputet ot 6osee rnybokoro am-
TepaTypHOro ocTpoyMus nepellen k 6onee geMo-
KpaTuyeckmm popmam 1306paznTesbHOCTY, onpe-
AENABLUMNCSA B 3HAYMMOW Mepe akTyalbHOCTbIO.
Komunueckoe npenmyLLLeCcTBEHHO MosABAstOLLEECS
nepes 3puTesieM B NepuoaMUeckol neyaTu, a He
BCTpeyaemMoe peAKo B TeaTpe, iMTepaTtype, B 6osee
KaMEepHOM, 3/MTapHOW cpeje, CTano UHCTPYMEHTOM
CoUMaNbHOM KPUTUKU U OLHOBPEMEHHO peasiv3a-
Luen pa3siekaTenbHOM GyHKUMK. [ocneaHss — Ma-
TepuanmsyeT «Teopuro obaerdyeHus», apTUKyaNpys
0bLLecTBEHHOE HeZ0BOAbCTBO, MCUXOIOTMYECKM
BOCMPWHMMasN N BOCNPOU3BOASA €ro NMoCpesCcTBOM
bopm 1 NpakTnK ncKyccTaa.

CnocobHOCTb MacCoOBOW caTUpuUeckol neva-
TN (@QHFANICKOM) BbITb ayTEHTUYHBIM FOJIOCOM Ha-
LUM NO3BOJIANA U3JAHNAM, TakuM Kak «Punch», He
TONbKO OKa3blBaTb 3HAUUTE/IbHOE BWsIHME Ha 06-
LLECTBEHHOE MHEHWE, HO 1 BbIHYXAan0 oduLmanb-
HYF BJIaCTb MPU3HaTb UX JIETMTUMHOCTb, CUMTaATb-
CSl C HUMU. DTO OTpaxkaeT CYLWHOCTb 3BOOLUN B
CBS3U MeXJy NUCKYCCTBOM, OOLLLeCTBOM U rocyAap-
CTBOM B pacCMaTpMBaEMYHO 3rOXYy.
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ANALYTICAL APPROACHES TO THE THEORY OF
INTERPRETATION OF CONTEMPORARY PIANO
MUSIC

Summary: This article explores theoretical issues in the
interpretation of piano music from the second half of the
20th and 21st centuries. As a theoretical and cognitive
tool for studying interpretation, the author proposes the
use of meta-analysis, which combines interdisciplinary
research to adapt and develop a methodology for the ho-
listic analysis of a work and its interpretation, as applied
to the conditions of artistic practice in modern piano mu-
sic. Analytical approaches are based on the presentation
of interpretation, taking into account its communicative
function, as a universal system that reveals a multitude
of artistic contexts that create the hermeneutic circle of a
modern musical work. The article identifies a broad body

The realisation of a composer's artistic design, ad-
dressed to the listener's perception, is one of the prin-
cipal missions of the performing arts. V.N. Kholopova
draws a distinction between the notions of "perfor-
mance" and "interpretation": the former represents
"any embodiment of the notated text in live sound
before an audience," whereas "interpretation is a spe-
cial, particular case in which the musician, wishing to
preserve the master's work in the public conscious-
ness, presents it while expressing their own attitude
toward its meaning. Performance permits straightfor-
ward reproduction; interpretation entails an individ-
ual reading of the work" (Kholopova, 2014, p. 289).

Nevertheless, any performance of music by a
human being can be regarded as an interpretation
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of research relevant to the study of theoretical issues in
contemporary interpretation. To identify the underlying
causes of changes in the relationship between compos-
er and performer, the importance of understanding the
concept of an individual composer's project as an object
of analysis from the perspective of scientific approaches
and from the perspective of perception is noted. Thus,
the research problematic is based on the integration of
scientific fields, which creates a foundation for under-
standing fundamentally new approaches to interpreta-
tion.

Keywords: interpretation, piano music, concept, style, se-
miotics, musical text, meta-analysis.

possessing a certain degree of expressiveness, au-
thenticity, and artistic completeness. An appeal to
the consciousness of the listener, whether real or
imagined, endows the performance with the proper-
ties of an utterance that generates figurative associ-
ations and meanings, while simultaneously lending
them greater relief for the performer as well. The
reproduction of a musical text with insufficiently ar-
ticulated performative intentions, or in the course
of working through the music without achieving a
cumulative effect of artistic perception, is exclud-
ed from the scope of the present article.

The result of the creative interactions among
composer, performer, and listener is the endless
metamorphosis of a musical work in sound and in

the auditory imagination. As an object of study, this
dynamic phenomenon of complex, at times hidden
transformations of a composition through interpre-
tations and perception remains invariably relevant
to scholarly inquiry.

The principles governing the interpretation of
works from preceding centuries were traditionally
based on creating an adequate interpretation pri-
marily from the standpoint of fidelity to the style of
the era. Defining the significance of style for musical
culture, E.V. Nazaikinskii emphasises the particular
importance of the relationship between style and
method, style and form, technique, content, and
material. "Style is that quality which allows one, in
music, to hear, to guess, to identify the person or
persons who create or reproduce it, that is, a dis-
tinctive quality that makes it possible to judge gen-
esis" (Nazaikinskii, 2003, p. 17).

Nazaikinskii identifies the hallmarks of style: an
indication of a unified genesis, the requirement that
style be musically, that is, aurally perceptible in its
expression, and the involvement in this process of
the entire aggregate of properties of music forming
an organic, integral system. The functional signifi-
cance of style is directed toward the listener's his-
torico-cultural orientation. For the performer, stylistic
factors constitute an essential aspect of grasping
the composer's design, and the subjective condi-
tion for this is the so-called stylistic apperception.

The concept of authentic or historically informed
performance, defined in Anglophone musicology as
Historically Informed Performance (HIP), is ground-
ed in the idea of reconstructing the style of an era.
R. Taruskin argues that the goal of this phenome-
non is to recreate the sonic space envisioned by the
composer (Taruskin, 1995). The hypothetical possi-
bility of empirically reconstructing the features of
a sonic space relegates the significance of inter-
pretive expressiveness as utterance to a second-
ary position. Many performers oriented toward this
concept attempt to realise the authentic aesthet-
ic and auditory ideals of past eras. In recent times,
historically informed performance, which presup-
poses the musician's immersion in the study of the
corresponding historical period, has become one of
the leading trends in performance culture.

However, what original sonic space does au-
thentic performance actually reproduce, if the two
most important categories that belong to the do-
main of mental representations resist reconstruc-
tion: the composer's auditory imagination (which

often runs ahead of its time and exceeds the ca-
pabilities of available instruments) and the specif-
ics of the listener's perception of musical art? In all
likelihood, in the case of historically informed per-
formance one can speak only of attempts to re-
vive the sounding images of historical instruments.

Arnold Schoenberg maintained that "style is the
quality of a work, based on the reflection of the spe-
cific worldview of its creator" (Schoenberg, 1946).
An artist may foresee the completed composition
that initially exists only in imagination, but will nev-
er begin its creation with a preconceived image of
style, since the impulse for the work is the idea. For
Schoenberg, the opposition between style and idea
is resolved unequivocally: "The idea will never per-
ish" (Schoenberg, 1946).

In the second half of the twentieth and twen-
ty-first centuries, the principles of interpreting a mu-
sical composition have changed significantly. The
need to bridge the gap between compositional cre-
ativity and artistic practice in contemporary music is
evident and compels a search for the deep-seated
causes of changes in the forms of the relationship
between composer and performer. To achieve this
goal, it is of paramount importance to apprehend
the integrity of a composition as an object of schol-
arly analysis and from the standpoint of perception.

The radical reconceptualisation of the sonorous
image of the piano in contemporary music has set
the tasks of artistic practice apart as a distinct spe-
cialised domain for study: the challenges facing the
performer in comprehending the figurative essence
of compositions, grasping the structure and devel-
opment of form, analysing the musical language
and means of expression, and reading the notated
text and the composer's remarks have multiplied
manifold. Because compositional creativity in the
second half of the twentieth and twenty-first cen-
turies is oriented toward expanding the limits of
perception, an understanding of the specifics of
perception is essential for developing the theoret-
ical foundations of interpretation. Grasping these
factors makes it possible to identify the principles
on which the creation of an interpretation is based
in the era of transition from postmodernism to new
stylistic paradigms.

The pianist who turns to contemporary music
cannot rely on orientation toward a historical style,
for they find themselves in a situation radically dif-
ferent from that of the interpreter of music from
preceding centuries. The principal mode of expres-
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sion in the second half of the twentieth and twen-
ty-first centuries is the individual compositional
project, which poses for the performer new prob-
lems of grasping the author's concept and creative
signature, a meta-stylistic gesture that manifests it-
self distinctively in each particular work.

The scholarly concept of musical gesture, de-
veloped in international and Russian musicology,
opens up possibilities for examining questions of
the interpretation of contemporary music from a
vantage point that goes beyond the search for con-
formity with any single style. As T.V. Tsaregradskaya
observes, the leaders of the international avant-gar-
de, Karlheinz Stockhausen and Pierre Boulez, regard-
ed "the musical gesture as that which characterises
the musician as a whole, as an individuality (wheth-
er composer or performer)" (Tsaregradskaya, 2018,
p. 7). Proclaiming the superiority of the gestural cri-
terion over the stylistic one, Stockhausen introduc-
es the notion of "meta-style," recognisable by the
characteristic intensity of individual creative ges-
tures (cited in Tsaregradskaya, 2018, p. 7).

Contemporary humanities allow one to approach
the problematic of creating an interpretation of the
individual compositional project from the standpoint
of concept analysis. A concept "encompasses not
only logical features but also the components of
scholarly, psychological, avant-garde artistic, emo-
tional, and everyday phenomena and situations,”
asserts Yu. Stepanov (Stepanov, 2007).

The study of the author's representations that
form the basis of interpretation is the subject of A.
Parrott's book Composers' Intentions? Lost Tradi-
tions of Musical Performance (Parrott, 2015). Such
a provocative formulation of the problem is fo-
cused primarily on vocal practices; consequently,
for the study of piano performance, Parrott's work,
although one of the few to examine questions of
creative representations, is not as significant.

In the musical conceptualism of the twenty-first
century, the primacy of the idea is absolute. The idea
generates infinite variants of representation. The
composer Johannes Kreidler, setting out his views
on the composer's work with musical material in
the essay "Style Melody," presents it as a concep-
tualised variant of Schoenberg's "Klangfarbenmelo-
die" (Kreidler, no date). The style melody is created
by Kreidler simply: first, one writes a short (approx-
imately four bars) musical phrase, then loads it into
a music-generation program (for instance, the Mi-
crosoft Songsmith application), and subsequently
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carries out a cyclical selection of various "styles" of-
fered by the program. These are then incorporated
into compositions. In this way, for example, a series
of compositions was created under the collective ti-
tle "Style," in which each stylistic pattern alternates
with a cluster performed by acoustic instruments.

Kreidler draws a distinction between his own
term "style melody" and Alfred Schnittke's concept
of "polystylistics,” noting the difference in that the
styles he employs are often marginal to the aca-
demic tradition. For Kreidler, the concept of the
style melody is, above all, the aesthetics of renounc-
ing strong interconnections among structures and
identifications and, most importantly, of rejecting
any affectation.

With full certainty one can assert that the in-
terpretation of music from the second half of the
twentieth and twenty-first centuries is not based on
the faithful reproduction of style, the integrity of
which must at times be constructed from the inter-
textual diffusion of stylistic components. As Boulez
writes, one must embody the meaning, "compre-
hend the essence of discordant elements so as to
lend the composition unity” (cited in Chinaev, 2014,
pp. 41-42).

Grasping the concept (idea) of a work enables
the performer to identify unifying strategies. The
category of style retains its significance within the
mental system of interpretive invariants, within which
stylistic identification and transitions from one sty-
listic mode to another take place. In this connec-
tion, it is appropriate to note that the analysis of
the interpretation of contemporary music may pre-
suppose the existence of a transcendent phenom-
enon, an open system of invariants.

The performer remains an intermediary between
the composer, the text, and the listener, yet their ac-
tions effectively reconstruct the logic of compositional
work, constituting a simultaneously constructive and
deconstructive process. In the analytical apprehension
of the system of interpretive invariants determined
by the composer's intention and in identifying the re-
lationship between text and meaning, the performer
must employ the principles of "stylistic deconstruc-
tion," which is based on seeking ways to disaggre-
gate and reconstruct the structure of the text from
diverse elements. J.-J. Nattiez holds that the perform-
er works toward the realisation of a secondary text,
which becomes the interpretation (Nattiez, 1990).

It is evident that within the framework of tradi-
tional interpretation, which is based on conformity

with a unified period style, the process of stylistic
deconstruction follows an entirely different trajec-
tory and is directed toward the recognition and de-
marcation of elements into those that are authentic,
adequate to the style, and those that do not fit with-
in stylistic constraints. In the case of contemporary
music, the authenticity of elements in the creation
of an interpretation is apprehended in the context
of their conformity or non-conformity to the con-
cept and logic of the chosen performative strategy.

Among contemporary semiotic studies of mu-
sical art, considerable attention to the problems of
interpretation is devoted in the existential theory of
E. Tarasti. An important element of his approach to
musical interpretation is the aspiration to present
musical performance as a process of signification
(Tarasti, 1994). One of Tarasti's works is entirely de-
voted to the analysis of musical interpretation from
a semiotic perspective. The disclosure of meaning
by the performer, from the researcher's point of
view, is aimed at recreating certain musical mean-
ings hidden in the text. The semiological theory of
R. Monelle and the theory of musical gesture by
R.S. Hatten must also be included within the pur-
view of the study of questions of musical perfor-
mance (Monelle, 1992; Hatten, 2004).

Musical semiosis is influenced by many cultural,
social, and individual factors. The creative personal-
ity of a performer is formed on the basis of innate
talent under the influence of empirical experience
and the traditions of the performance schools in
which they were trained. This exerts a decisive influ-
ence on the specifics of the performer's perception
of the artistic content of a musical work. Selected
concepts of semiotics are applicable to the com-
prehension of issues involved in creating an inter-
pretation of contemporary music. The starting point
for grasping a musical work and for the emergence
of performative intentions is penetration into the
conceptual essence and analysis of the work.

In the field of musical semiotics, N. Cumming re-
flects on the various levels of interpretation. As the
external level, she identifies the results of sociocul-
tural stereotypes, from which the performer strives
to realise an individual style of interpretation. Per-
ceiving her own performing activity as a representa-
tion of social and interactive experience, Cumming
asserts: "When | become aware of the 'outer' side
of my musical identity as a stereotype of certain ac-
tions, | can begin to question the extent to which
| am constrained in my representations, and what

conceptual frameworks guide me. What is the basis
of my choice, and how free am | in my decision? ...
The 'outer' function of this choice reflects my de-
sires and possible self-limitations, constituting the
'inner self' of the performer, that is what it means
to be an interpreter of a musical work" (Cumming,
2000, p. 115).

The concept of a semiotic understanding of in-
dividual performative intentions can be applied to
the analysis of the balance between subjectivity and
the artistically determined objective factors of mu-
sical interpretation. In determining the features of
an adequate presentation of a specific work, one
may assume that each performer possesses quali-
ties that represent a kind of creative "gesture" dom-
inating their interpretations.

The meaning of a work is perceived and appre-
hended in the act of performance and perception;
it is infinitely mutable. The performance of Lachen-
mann's works is a creative act of uniting the men-
tal potentials of composer, performer, and listener,
since the transmitted meanings are expressively
articulated through musical communication. The
composer, noting that in contemporary music what
matters is not so much new sound as new hear-
ing, attempts to present his musical material as a
process transformed in interpretation through the
trajectories of the perceptions of performers and
listeners (Lachenmann, 1974). For Lachenmann, in-
terpretation is inseparable from an equally active
listening stance, since both performance and lis-
tening represent, in the composer's view, a path
of self-knowledge.

From the standpoint of semiotics, Lachenmann
approaches performance and perception in a struc-
turalist manner: "The key concept of such listening
is called 'structure,” he writes. However, the experi-
ence of structural listening is oriented not only toward
identifying the elements of the sounding object but
also refines one's hearing, ordering the object. Simul-
taneously, the perception of the physical properties
of the sound is heightened, it is ordered through the
relationships that unfold between the sound source
and the acoustics of the space, discerned in time.
In other words, listening is at once awareness, con-
scious and unconscious, of those connections that
pertain to the sound, just as of those in which these
relationships arise, illuminating every sounding mo-
ment anew (Lachenmann, 2003).

Reflecting on the complexity of interpreting con-
temporary music, one may arrive at conclusions
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regarding the fact that the character of the per-
formative system exceeds the bounds of the former
paradigm of the performing arts conceived exclu-
sively as mediation. One observes the development
of a process of emancipation of the performing arts
from earlier concepts, the evaluation of which re-
quires taking into account a multitude of factors.

The study of the question of how performance
can contribute to comprehending the role of mu-
sical art in culture is presented in N. Cook's book,
which advances the idea of viewing music as a per-
formative art (Cook, 2007). Proposing an interpreta-
tion of "expanded listening" in the context of new
technologies, the researcher seeks to reflect their
significance in the understanding of music as a cul-
tural phenomenon. The history of the creative inter-
relations between composer and performer comes
within the purview of the author's interdisciplinary
investigation.

Reliance on the intersection of various scholarly
fields supports the epistemology of interpretation
and contributes to the development of its theo-
ry in the music of the second half of the twentieth
and twenty-first centuries, informed by a concep-
tion of interpretation that, taking into account its
communicative function, serves as a universal sys-
tem revealing the multiplicity of artistic contexts
that define the hermeneutic domain of a contem-
porary musical work.

In scholarly discourse, the concept of meta-anal-
ysis is encountered, combining the results of in-
terdisciplinary research to confirm one or several
interrelated scholarly hypotheses. Meta-analysis in
musical art has not hitherto been employed in such
a capacity, appearing only occasionally in works
devoted to the study of music at the intersection
with other scholarly fields, in particular psycholo-
gy. The use of meta-analysis as a theoretical-cog-
nitive toolkit for the study of interpretation and its

perception makes it possible to integrate the meth-
ods of musicology with philosophy, aesthetics, se-
miotics, axiology, and psychology and to examine
the performing arts in contemporary music from
diverse perspectives.

The phenomenon of the interpretation of con-
temporary music reveals interconnections with re-
ception aesthetics, the aim of which is the aspiration
to reconstruct the perception of a text and its evo-
lution in history. In many authorial concepts of the
second half of the twentieth and twenty-first centu-
ries, one observes a departure from the traditional
treatment of the musical text, although intercon-
nections with a complex system of allusions, hidden
symbols, and signs have been preserved. In recep-
tion aesthetics, the key idea became the link be-
tween the author and the recipient, which gave rise
to the notion of the "horizon of expectation,” in-
troduced by H.R. Jauss (Jauss and Benzinger, 2013).
The horizon of expectation is a complex of aesthetic,
social, and psychological representations that con-
dition the perception of an artistic work. From the
standpoint of reception aesthetics, an artistic work
is not equal to itself, since its meaning is perma-
nently mutable. Herein lies the necessity of applying
meta-analysis, which constitutes a flexible instru-
ment for searching for connections. This method
allows one to change representations and to dis-
cover new meanings embedded in music, taking
into account the positions of all participants in the
communicative chain of creation, performance, and
perception of an artistic work and their "horizons
of expectation."

The proposed approaches to the study of per-
forming activity create the preconditions for further
investigations of the processes of musical thought.
The integration of scholarly fields in examining the
problematic serves as a foundation for developing
new approaches to the analysis of interpretations.
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AHANUTUYECKME NOAXOAbI K TEOPU
MHTEPMPETALMI HOBEUVLLEW ®OPTEMMNAHHOW
MY3bIKI

AHHOTauma: B cTaTbe paccMaTpurBatoTCs TeopeTuye-
CKve BOMpPOCHI MHTepnpeTaLmn GopTenuaHHON My3biku
BTOpOW nonoBuHbl XX—XXI Beka. B kauecTBe TeopeTu-
KO-MO3HaBaTeNbHOrO MHCTPYMEHTapua ANS U3yyYeHus
WHTepnpeTaLuM aBTOPOM NpeAnaraeTcs UCrosb3oBaHue
MeTa-aHasin3a, O6beAVHAIOLErO MEXANCLUNANHAPHbIE
nuccaefoBaHua ANs agantaumy v pasBUTUA METOA0/10-
TMW LLeSIOCTHOTO aHanu3a NpousBeAeHUs N ero HTep-
npeTtauuy, NPUMEHNTENBHO K YCNOBUAM apTUCTUYECKOW
NpakTUKN B HoBeWLelk popTennaHHON My3bike. AHa-
nnTnyeckne noaxoabl obycaoBAeHbl NpeAcTaBIeHNEM
WHTepnpeTaLnm ¢ y4eToM ee KOMMYHUKaTUBHOM dyHK-
LMK B Ka4ecTBe YHUBEPCaNbHON CUCTEMbI, BbIABAAIOLLEN
MHOXECTBO XYAOXECTBEHHbIX KOHTEKCTOB, CO3AatoLLNX
repMeHeBTUYECKMI KPYr My3blKanbHOrO Npov3BeAeHNs

BonnoweHne KOMNO3MTOPCKOrO XyAOXeCTBEH-
HOro 3aMbICna, afipecoBaHHOE BOCMPUATMIO CAyLua-
Tens, ABAAETCA OLHOW U3 rNaBHbIX MUCCUIA MCNOA-
HUTeNbCKOro uckyccrsa. B.H. Xononosa otmevaet
OT/INYME MOHATUI «UCTMONHEHNE» U «MHTEepRpeTa-
LMsi»: NepBoe NpeacTaBaseT cobom «BCAKOe BOMIO-
WeHne HOTHOrO TeKCTa B XXMBOM 3BYYaHUW Nepes
cnyliaTensimm», B TO BpeMs Kak «MHTepnpeTaums —
0CO6bIV YacTHbIN CyYai, KOraa My3blKaHT, Xenas
COXpaHWTb Npoun3BejeHne MacTepa B 06LLeCTBEH-
HOM CO3HaHWW, NPEeNOAHOCUT ero, Bblpaxkas CBoe
OTHOLLEHWe K ero cMbicay. VicnonHeHne gonyckaet
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HoBellLlwero BpeMeHu. B ctaTbe onpeaenseTcs Wpokui
KOpnyc uccnefoBaHui, 3HaYMMbIX 415 U3YyYeHUs Teo-
peTMyeckux BONpPOCOB COBPEMEHHON UHTEpnpeTaLum.
[ns noncka rny6uUHHBIX NPUUYUH U3MEHEHWI B3aUMO-
OTHOLLEHWI KOMMO3MTOPa N UCMOJHUTENS OTMeYaeTcs
BaXXHOCTb OCMbIC/IEHWSA KOHLIeNUUW MHANBUAYaNbHOTO
KOMMO3UTOPCKOro MpoekTa Kak obbekTa aHanm3a ¢ Ha-
YUHBIX MO3ULMIA U C TOUYKM 3pEHUs 0COBeHHOCTeN BOC-
npuatus. Taknm obpasom, npobaematnka nccrnesoBaHma
OCHOBBIBAETCA Ha MHTErpaLum HayyHbIx obaacTew, 4to
co3gaet GyHAAMEHT 418 OCMbICAEHUA NPUHLMMNANBHO
HOBBIX NOAXOAO0B K MHTeprpeTaLmu.

KnioueBble cnoBa: uHmepnpemayus, gopmenuaHHas
My3bIKa, KOHYeNnyus, cmuss, CeMUOMUKA, My3bIKaabHbIl
mekcm, Mema-aHaaus.

NpoCcTOe BOCNPOU3BEAEHME, UHTEPNPETALUA — UH-
AVIBMAYyanbHOE NpouTeHne npoussegeHmsa» [3, 289].

TeM He meHee, 1t060e NCMONHEHNE MYy3bIKM Ye-
NOBEKOM MOXHO paccMaTpmBaTh B Ka4yecTBe MHTEpP-
npetaumm, obnajaroen To AN MHON CTEMEHbHO
BbIPa3nTENbHOCTM, JOCTOBEPHOCTU U XyAOXECTBEH-
HOW 3aKOH4YeHHOCTW. ObpalleHne K CO3HaHWIO Cy-
watens (peanbHOro WV BbIMbILLIEHHOrO) HagenaeT
WCMNONIHEHWE CBOMCTBaMM BblCKa3blBaHWUS, reHepu-
pytoLLero obpasHble accoumaunmn U CMbICAbl, B TO
Xe Bpems, npuaasBas UM 60/1bLyto penbedHOCTb U
AN8 camoro urpatoluero. BocnponzeeaeHune my3sbl-

KaJbHOrO TEeKCTa C HeAOCTaTOYHO BblpaXeHHbIMU
NCMONHNTENBbCKMMWU HaMEPEHNAMMU UK B NpoLec-
ce paboTbl, NPU KOTOPOM He cymmupyeTcs 3ddekT
Xy OXECTBEHHOrO BOCAPUATUS OCTaBASEM 3a Npe-
AenaMy pacCMOTPEHUA.

Pe3ynbTaTOM TBOPYECKNX B3aMOAENCTBUIA KOM-
Nno3nTopa, UCNOJHUTENS U CAyLIaTeNs CTaHOBATCA
6eckoHeuHble MeTaMopdO3bl My3blKaNbHOrO Mpo-
N3BeAEHNA B 3ByHaHUN N CIYXOBOM BOOBpaXKeHuM.
B kauectBe 0b6bekTa U3yUeHUs 3TOT AMHAMUYUHBIN
dbeHOMEH C/IOXHbIX, Mog4ac CKpbITbIX TpaHCcdOp-
MaLMN COYMHEHNA B MHTepnpeTauunsax 1 nepuen-
LMK OKa3blBaeTCsl HEM3MEHHO aKTyaslbHbIM A5 UC-
cNefoBaHUN.

3aKOHbI TPAKTOBKM NPOW3BEAEHUN NpeALIecTBY-
FOLLIMX BEKOB TPAAMLIMOHHO OCHOBBIBAOTCSA Ha CO3-
JaHWV aZleKBaTHOM MHTepnpeTaLmMmn B NeEPBYHO oYe-
pesb C TOUKN 3pEHUsA COOTBETCTBUA CTUHO 3MOXM.
Onpegenss 3HaYeHWe CTUAS ANS My3blKasbHOW Ky/b-
Typbl, E.B. HazanknHckmii noguepkmeaet ocobyro
3HAYMMOCTb COOTHOLUEHUA CTUAA U METOAA, CTU-
na 1 GopMbl, TEXHUKM, COAEpXKaHWs, MaTepuana.
«CTuUnb — 3TO TO KayecTBO, KOTOPOEe MO3BOASET B
My3blKe C/bIlaTh, yraAblBaTb, ONpPeaenaTb TOro Uim
TeX, KTO ee Co3jaeT AN BOCMPOU3BOAUT, TO eCTb
KayecTBO OT/IMUMTENIbHOE, JatoLiee BO3MOXHOCTb
CyAnTb O reHesuce» [1, 17].

Ha3alikMHCKWI BbISBASIET MPU3HaKK CTUAA: YKa-
3aHWe Ha efMHbIN reHe3nc, TpeboBaHne My3blkasb-
HOW, TO €CTb OCO3HaBaEMOW C/TyXOBbIM BOCMPUATH-
€M ero BbIpaXKeHHOCTW, BOBJIEYEHUE B 3TOT NpoLecc
BCE COBOKYMHOCTU CBOMCTB MYy3bIKW, OBpasyroLLei
OpraHNYHYH LIeNOCTHYO cncteMy. OyHKLMOHaNbHOE
3HaueHVe CTUAS HaueNeHo Ha UCTOPUKO-KYNbTYpP-
HYO OPVEHTUPOBAHHOCTb CayLlatens. Ana ncnonHm-
Tensa cTuneBble PakTopbl ABAAIOTCA CYLLECTBEHHBIM
acrneKTOM MOCTUXKEHWNS KOMMO3UTOPCKOro 3aMblC-
Na, a CybBbeKTMBHbBIM YCNOBUEM CNYXUT TaK Ha3sbl-
BaemMas CTuieBas annepLenyms.

Ha naee pekoHCTPyKLMN CTUAS SMOXM OCHOBbI-
BaETCA KOHLeNLUMa ayTeHTUYHOTO N NCTOPUYECKM
NHOOPMUPOBAHHOTO UCMONHUTENBCTBA, ONpeaense-
Masi B aHr103bI4HOM My3blkO3HaHMK Kak Historically
informed performance (HIP). P. TapyckuH yTBepxaa-
€T, UTO Lie/Ib 3TOrO ABNEHNS — BOCCO3/aHuNe 3BYKO-
BOro MPOCTPaHCTBa, 3a4yMaHHOrO KOMMNO3UTOPOM
[18]. TMnoTeTnyeckas BEPOATHOCTb IMMMPUYECKN pe-
KOHCTPYyMpOBaTb 3ByKOBOE MPOCTPaHCTBO OTOABM-
raet 3Ha4YMMOCTb BbIPa3nTENbHOCTU MHTEPMpETa-
LMK KaK BblCKa3blBaHWS Ha BTOPON niaH. MHoruve
NCNONHUTENN, OPUEHTUPOBAHHbIE Ha 3TY KOHLLEM-

LU0, MbITAKOTCA BOMJOTUTb ayTEHTUYHbIE 3CTETUYE-
CKMe 1 CNyxoBble naeanbl NPOLWbIX 3Nox. 3a no-
cnesHee Bpems, MCTOpUYECckn MHGOPMUMpPOBaHHOE
NCMONHUTENBCTBO, NpeAnoaratoLLee NorpyxeHune
My3blKaHTa B U3y4YeHVe COOTBETCTBYHOLLLEro NCTOPU-
YecKoro Nepunoga, CTaso OAHVM U3 BEAYLLMX TPEH-
[OB B B apTUCTUYECKOWN NpakTuKe.

OgHako Kakoe MMeHHO MCXOAHOE 3BYKOBOE Mpo-
CTPaHCTBO Ha CaMOM JeJjie BOCMPOM3BOAMUT ayTeH-
TUYHOE UCMOJIHUTENBCTBO, €CAN He noaaatoTcs
BOCCO3/aHuto ABe Hanbonee BaxKHble KaTeropum,
npuHagnexatyme 061acT MeHTaNbHbIX MPeACTaB-
JIeHN — KOMMNO3UTOPCKOE CYXOBOE BOOHpaXKeHe
(4acTo onepexarolLee BpeMs 1 BbixoaslLiee 3a npe-
AeNbl BO3MOXHOCTEN AOCTYMHbIX UHCTPYMEHTOB) U
cneumdrka BOCNPUATAS My3blKaJlbHOIO UCKyCCTBa
cnywatenem? Ckopee BCero, B Cyyae MCTOpUYeCcKun
MHPOPMUPOBAHHOTO NUCMONHUTENBCTBA MOXHO O-
BOPUTb /IMLLb O MOMbITKaX BO3POXAEHNS 3BYYaLLnX
06pa3oB NCTOPUUYECKNX NHCTPYMEHTOB.

ApHonbg LLEHGepr yTBEPXKAAN, YTO «CTUb —
3TO KayecTBO NPOU3BEAEHWSs, OCHOBaHHOE Ha OTpa-
XeHuUn cneumdryeckoro BUAEHNA MMpa TOro, KTo
ero cosgan» [16]. XyAO>XXHVK MOXeT 3apaHee npes-
BUAETb 3aKOHYEHHOE COYMHEHME, MePBOHaYaIbHO
CyLLeCTByHOLLLEE TONbKO B €ro daHTasnm, HO OH Hu-
KOrZa He HauYHeT ero cosjaHue C NpeAB3ATOro 06-
pasa CTWAS, MOCKOJ/IbKY UMMYAbCOM PaboTbl ABAS-
etcsa naes. Ana LLlenbepra npotMBonocTaBieHne
CTUNS N NAEeW pellaeTcs oAHO3Ha4Ho: «/aea Hu-
Korga He normbHeT» [16].

Bo BTOpOW nosoBrHe XX—XX| Beka NpuHLMMbI
NHTepnpeTauum My3blkaabHOTO COMNHEHWNA 3HAYMN-
TeNbHO N3MEHUUCh. HeobxoaMMOCTb NpeosoneHus
pa3pbiBa MeXAy KOMMO3UTOPCKUM TBOPYECTBOM
N apTUCTUYECKOW NPaKTUKOM B HOBEWLLIEN My3blke
oueBMAHa W BbIHY>XAaeT Uckatb ryOuHHbIEe Npu-
UYMHbI U3MEHEHUN GOPM B3aMMOOTHOLLEHUIA KOM-
nosntopa 1 ncnoaHuTensa. Ana AOCTUXKEHUSA 3TON
LeNn KpaHe BaXHO OCO3HaTb LLeJIOCTHOCTb COYM-
HeHMA Kak 0bbekTa Hay4YHOro aHaamsa n C TOUKM
3peHuns BOCNPUATHA.

PasguvkanbHOe nepeocmbiCieHe COHOPHOrO 06-
pa3a ¢popTenraHo B HOBENLUEN MYy3blKe MPUBENO
K 060Cc06/1eHMI0 3a4a4 apTUCTUYECKON NPaKTUKK
B 0CObYt0 cneundpmyeckyto obaactb nccnesosa-
HWUA: KPaTHO YCNOXHWANCL BOMPOCHI MOCTUXKEHUSA
ncnonHuTeneM obpasHoM CyLHOCTU KOMMO3UL NI,
OCO3HaHMA CTPYKTYpPbl U pa3BUTUS GOPMbI, aHaN-
3a My3blKaNbHOTO A3blKa M CPEACTB Bblpa3nTeabHO-
CTW, NPOYTEHMA HOTHOTO TEKCTa M aBTOPCKUX pe-
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MapoK. [1oCcKobKYy KOMMO3UTOPCKOe TBOPYECTBO
BO BTOpOW nonoBunHe XX—XXI Beka opueHTMpoBa-
HO Ha pacLMpeHne NpeaeoB BOCNPUATUSA, U3yde-
HWe cneumdurKM NepuenLmm HeobxoaMMo Ans pas-
paboTkn TeopeTUUECKNX OCHOB MHTEepPNpeTaLmu.
OcmbicneHne 3TMx GakTopoB NO3BOAAET BbIABUTb
MPVHLMUMBI, HA KOTOPbIX OCHOBbLIBAETCA CO3jaHue
WHTeprpeTaLmm B 3Noxy nepexoAa oT NoCTMOAep-
HW3Ma K HOBbIM CTUAUCTUKAM.

MuaHucTy, obpatluatoLemMycs K HoBenLen My3bl-
Ke, He NPeaCcTaBAAeTCa BO3MOXHbIM PYKOBOACTBO-
BaTbCsl OPUEHTALNEN Ha MCTOPUYECKNIA CTUAb, TaK
Kak OH OKa3blBaeTCs B KapAMHaNbHO OTJNUYHON CU-
Tyauuu OT MHTepnpeTaTopa My3blku NpPeAblAYyLLMX
ctoneTmit. OCHOBHbLIM CMOCOOOM BbIPaXXeHMWs BO BTO-
poii nonosmHe XX-XXI Beka CTaHOBUTCA MHANBUAY-
aNbHbI KOMMO3UTOPCKUIA NMPOEKT, YTO BblABUTaET
418 UCNONIHUTENS HOBble NPO6AEMbI MOCTUXEHUA
aBTOPCKOW KOHUEMLMN U TBOPYECKOro novepka —
MeTaCTUIEBOrO XecTa, CBoeobpa3Ho NpoasAasAtoLLe-
roca B KaXx0M KOHKPETHOM COUMHEHUMN.

HayuHas KoHLenumna My3bikaJbHOrO XecTa, pas-
pabaTbiBaeMas B 3apyHeXXHOM M POCCUIACKOM My-
3bIKO3HaHWUW, OTKPbIBAaET BO3MOXHOCTM paccMoTpe-
HWA BOMPOCOB MHTeprpeTaLnm HOBENLLEN My3blKU
C paKypca, BbIXOAALLEro 3a npegesibl NONCKOB CO-
OTBETCTBUSA KakoMy-nnbo eanHomy ctmato. Kak oT-
meyaeT T.B. Llaperpaackas, angepbl 3apy6exHoro
aBaHrapga KapaxaiHuy, LUtokxay3eH v Mbep bynes
BUAEAN «MY3bIKalbHbIA XECT KaK TO, YTO Xapak-
TepusyeT My3blkaHTa B LieJIOM Kak MHANBUAYab-
HOCTb (Bysb OH KOMMO3UTOP UAN UCMONHUTEND)> [4,
7]. lleknapupys NpeBocxoACTBO XeCTOBOro KpuTe-
pus Haz ctunesbiM, LLITokxay3eH obo3HavaeT no-
HATWE «MeTacTUAA», ONO3HaBaeMOro MNo Xxapakrep-
HOW MHTEHCMBHOCTU MHAMBUAYaNbHbIX TBOPYECKMX
XecToB [uuT. no: 4, 71.

CoBpemeHHaa rymaHuMTapHas Hayka nossosset
NoAONTM K npobiemMaTike CO34aHnsA NHTeprpeTa-
LU MHANBMAYAbHOTO KOMMO3UTOPCKOrO MNPOeK-
Ta C TOYKM 3peHnsa aHaamsa KoHuenumm. KoHuent
«BKJItOYaEeT B cebA He TONbKO N0rnYeckmne npusHa-
KW, HO N KOMMOHEHTbI HayYHbIX, MCUXONOTNYECKNX,
aBaHrapAHO-XyA0XeCTBEHHbIX, 3IMOLIMOHANbHbIX
1 BbITOBBIX ABNEHUN U CUTyaUUn» — yTBEpPXKaaeT
FO. CrenaHos [2].

WNccnepoBaHnio aBTopcKmx NpeacTaBiaeHni, fAB-
NAOLWMXCA OCHOBOM MHTEpPMpeTaLMm, NOCBALLEHa
kHura 3. MNappoTa «Komnosmtopckas NHTeHUMA?
YTpata ucnoaHuTenbckmx Tpagnumnine [15]. Mogob-
Has NpOBOKaLMOHHasA NocTaHoBka Npobaembl cdo-
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KyCMpOBaHa B OCHOBHOM Ha BOKaJlbHbIX MPaKTUKaX,
No3TOMY ANA NCCAefoBaHNa GopTenmaHHOro ncnon-
HUTENbCTBA, paboTa MappoTa, XOTA U OfHa U3 He-
MHOTUX, MOCBSILLLEHHbIX U3YYEHWIO BOMPOCOB TBOpYe-
CKWUX NPeACTaBAEHNN, He ABAAETCSA CTO/b 3HAUNMOW.

B My3bikanbHOM KoHuenTyanusme XXI seka npu-
OPUTETHOCTb KOMMO3UTOPCKOWN UAeN, NOPOXAa-
toLLEeN GeCKOHEeUHble BapUaHTbl penpeseHTaLmi,
6e3ycnosHa. Komnosutop Moxarec Kpaiianep, n3-
naras cBou B3raajbl Ha paboTy komMnosnuTopa ¢
My3blKaAbHbIM MaTepunanom B acce «CTunesas me-
noams» («Style Melody»), npeacraBaseT ee Kak KOH-
LenTyanan3npoBaHHbIN BapuaHT LeHOeproBCcKom
«Klangfarbenmelodie» [10]. CTuneBas menoamns cos-
faetca Kparignepom nNpocTo: B NepByto oyepesb
HeobX0AMMO HanMcaTb KOPOTKYH (OKOJIO YeTblpex
TaKTOB) My3blkanbHyto bpasy, ganee 3arpy3nTb ee
B Mporpammy A reHepaunm My3sblki (Hanpumep,
B MPUIOXEHMWE A1 CO3AaHNs My3blKaJbHOMO CONPO-
BOXAeHMsA Microsoft Songsmith), a 3atem ocylue-
CTBUTb LIMKANYECKNI BIBOP PasaNUHbIX «CTUNEN»,
npegnaraembix 3TOM NporpaMmmMoit. lNocae 3Toro oHu
BK/IHOUAKOTCA B KOMMO3MLUMW. Tak co3jaHa, Hanpu-
Mep, cepms KOMMO3uLMiA Nog oMM HazBaHUEM
«CTUb», rae KaXAbl CTUAEBOW NaTTepH nepeme-
XKaeTca KNacTepom, UCMOIHAEMbIM aKyCTUYECKMMU
WNHCTPYMEHTaMMU.

Kpaianep npoBoauT rpaHuLy Mexay cobCcTBeH-
HbIM TEPMUHOM «CTUNEBAA MENOANA» U MOHATUEM
«noanctnancTuka» Anbdpega LHnTKe, oTMeyasn pas-
MY B TOM, UTO UCMONb3YEMbIE UM CaMUM HEPEAKO
HOCAT MaprMHabHbIN ANS aKageMUUYECKOM Tpagam-
ummn xapaktep. Aas Kpananepa KoHuenums ctue-
BOI Menoaum — 370, NpeXxAe BCEro 3CTeTnka oTkasa
OT MPOYHbIX B3aMMOCBA3EN CTPYKTYpP, OTOXAECT-
BJIEHWUN, 1, cCaMOe rnaBHoe, OT Ntobon apdekTauumm.

Co BCeil 04eBUAHOCTBHO MOXHO YTBEPXKAATh, UTO
WHTepnpeTauns My3blkiu BTOPOI NoN0BUHbI XX—XXI
BeKa OCHOBbIBAETCA He Ha AOCTOBEPHOM BOMOLLE-
HUW CTWUAS, LENOCTHOCTb KOTOPOro nogyac Heob-
XOAMMO €O34aTb U3 UHTEPTEKCTyaNbHOU Anddy3unn
CTUneBbIXx KOMNOHeHTOB. Kak nuwet bynes, Hago
BOMJOTUTb CMbIC/, «MOHATb CYLLHOCTb pa3Horaac-
HbIX 3/1EMEHTOB, YTOObI MPMAATh COYMHEHWNIO eANH-
CTBO» [UWT. no: 5, 41-42].

MocTuxxeHne KoHuenuuu (Maeun) nponssese-
HWA MO3BOAET UCMONHUTENHO ONpeaennTb obbe-
AVHAOLWMe cTpaTernun. Kateropmsa ctuaa coxpaHs-
€T 3HaUYeHMe B MEHTaJIbHON CUCTEME MHBaPWNAHTOB
WHTEpRpeTaLmy, B paMkax KOTOPOW MPOUCXOAAT CTV-
nncTnyeckas naeHTMdbrKaums 1 nepexosbl oT of-

HOW CTUANCTUKN K APYroi. B ¢BA3M C 3TUM yMecTHO
0603HauNTb, YTO aHanW3 MHTeprnpeTaLun HoBen-
LUen My3bIK1 MOXET NOoApa3yMeBaTh Haanumne TpaH-
CLEHAEHTHOrO peHOMEHa — OTKPbITON CUCTEMbI UH-
BapWaHTOB.

NcnonHnTenb No-npexHeMy SBASETCA NOCPes-
HUKOM MEXAY KOMMO3UTOPOM, TEKCTOM U CAyLla-
TesieM, HO ero AencTBums Kak 6bl BOCCTaHaBAMBAOT
NOrNKY KOMMNO3WLMOHHOW paboTbl, NpeacTaBaaAs
coboli 04HOBPEMEHHO KOHCTPYKTUBHbIN U AEKOH-
CTPYKTUBHBIN npouecc. MNpu aHaanTMyYeckom oc-
MbICIEHWIN CUCTEMbI MHBAPWaHTOB MHTeprpeTaLmuy,
onpezeneHHbIX KOMMO3UTOPCKOM UHTEHLMEN U Bbl-
ABJIEHNN B3aMMOCBA3N MeXAY TEKCTOM N ero 3Ha-
YeHWeM, UCMONHUTENIO NMPUXOAUTCA UCNOb30BaTb
NPUHLMMbI «CTUEBOM AEKOHCTPYKLUM», OCHOBAH-
HOW Ha Mouncke CNocoboB Pa3obLLEHNA 1 BOCCO34a-
HWMA 3aHOBO CTPYKTYpPbl TEKCTA U3 Pa3INYHbIX 31e-
MeHTOB. XK.-)K. HaTbe nonaraet, 4TO NCMOAHUTENDb
paboTaeT Hag BOM/OLWEHMEM BTOPUYHOIO TEKCTa,
KOTOPbIV CTAHOBUTCA MHTepnpeTaumven [14].

OueBUAHO, YTO B pamKax TPaAULIMOHHOWN UHTep-
npeTauuy, OCHOBaHHOM Ha COOTBETCTBMMN eANHOMY
CTUAKO 3MOXM, NPOLLECC CTUNEBOWN AEKOHCTPYKLMMK
ABUXKETCA MO COBEPLUEHHO UHOM TPAaeKTOPUN U Ha-
npaB/ieH Ha OCO3HaHWe 1 GUALTPALNIO INEMEHTOB
Ha NOANVMHHblE — afieKBaTHbIe CTUJILO U Te, KOTOpble
He YKNaJblBatoTCA B CTUNEBbIE OFpaHuyeHus. B ciy-
Yyae C HOBeWLeN My3bIKOW NMOAJIMHHOCTb 31EMEHTOB
npu CO34aHNN NHTePRpPeTaLMm OCO3HAETCA B KOH-
TeKCTe COOTBETCTBUS / HE COOTBETCTBUSA KOHLENLUN
N NOrnKe N3bpaHHOM UCMOJHUTENLCKON CTpaTErnN.

Cpean coBpeMeHHbIX CEMUOTUYECKNX Uccae-
[OBaHWN My3blKaJbHOFO UCKYCCTBA 3HAYUTE/IbHOE
BHVMMaHMe npobaemam UHTepnpeTaunmn yaenser-
CSl B 3K3UCTEHUMaNbHOM Teopum 3. Tapactu. Bax-
HbIM 3/IEMEHTOM €ro NoAxofAa K My3blKafbHOW UH-
TepnpeTaLumn CTaHOBUTCA CTPEMJIEHNE NPeACcTaBUTb
My3blKa/lbHOE UCMOJIHEHME KakK Npouecc cUurHndum-
kauuwn [17]. OpHa n3 paboT TapacTi NOAHOCTLIO MO-
CBsiLLleHa aHaAM3y My3blkaJbHOM UHTeprpeTaLmm ¢
No3nuUn CeMMOTUKI. PackpbiTve CMbICia UCMOHM-
TeseM, C TOUKW 3peHUs UcCaefoBaTens, HaleleHo
Ha TO, UTO6bI BOCCO3AaTh OMnpeseeHHble My3blKab-
Hble 3HaueHus, CKpbiTble B TekcTe. Cemuonornye-
ckyto Teoputo P. MoHens n Teoputo My3bikasbHOrO
XecTa P. XaTTeHa TakXe HeobxoaMMOo BKAHOUUTb B
apean M3yyeHusa BONPOCOB My3blKasbHOrO UCMOJ-
HutenbcTtBa [13], [9].

Ha My3bikanbHbIN CEMMO3NC BAUAIOT MHOTUE
Ky/NbTYpHble, COLMaNbHbIE U UHAMBMAYaNbHbIE haK-

TOpbl. TBOpYECKas NMYHOCTb My3blkaHTa GopMu-
pyeTcs Ha OCHOBE BPOX/AEHHON OJaPEHHOCTU MOA
BAVAHWEM 3MMMUPUYECKOTrO ONbITa U TPaANLMIA BOC-
MUTaBLUMX €ro MCMNOJHUTENbCKUX LLKOJ. DTO OKa3bl-
BaeT KAt0YeBOe BAMAHME Ha cneumdurKy BOCNpus-
TUA UCNONHUTENEM XYJ0XXECTBEHHOIO COAepP XKaHNA
My3blKaJlbHOrO npounsseaeHus. I3bpaHHble KOH-
Lenumm CeEMUOTUKN NPUMEHUMbI K OCMbICIEHUIO
BOMPOCOB CO34aHNA MHTEpPNpeTaLnm HoOBeNLL el
My3bikW. OTNPaBHON TOUKOW MOCTUXKEHUS MY3bl-
KaJIbHOrO NMPOV3BEAEHNA N BO3HUKHOBEHWA NCMOJ-
HUTENIbCKUX HAMEPEHWI CAYXMNT aHaAMU3 1 NOHUMa-
HWe KOHLLeNTyaNbHOM CYLLHOCT NPOU3BEAEHMS.

B obnactv Mmy3bikasbHON ceMmotukm H. KammuHr
pa3MbILWAAET O Pa3INYHbIX YPOBHAX UHTEepMpeTa-
Lumn. B kauecTBe BHeLLHero ypoBHs, OHa 0603Haua-
eT COLMOKYNbTYpHbIe CTEPEOTUIMbI, OTTaAKMBAACh OT
KOTOPbIX UCMOAHUTENb CTPEMUTCA BOMAOTUTD UH-
AVBUAYaNbHbBIV CTUAb MHTepnpeTaumn. BocnpuHu-
Mas CBOK apTUCTUYECKYHO AeATebHOCTb Kak pernpe-
3eHTaLMIO COLMaNbHOIo U MHTEPAKTMBHOIO OMbITa,
KammuHr yteepxgaert: «Korga A 0co3Hato «BHell-
HFOHO» CTOPOHY MOEM My3blKasbHOM UAEHTUUHOCTU
KaK CTepeoTunn, s MOTy HayaTb COMHEBATLCA B TOM,
HaCKO/bKO OrpaHM4YeHa B CBOUX MpeaCcTaBieHUsAX
N KaKMMW KOHLIeNTyalbHbIMW paMKaMmn A PYKOBOZ-
CTBYOCb? YTO ABASAETCA OCHOBaHWEM MOEero Bbl6o-
pa 1 HackonbKo A cBoH6OAHa B CBOEM peLueHnn?
<...> "BHewHsa" dyHKUMA 3TOro BoibOpa oTpaxa-
€T MOW XeNaHWsA 1 BO3MOXHbl€ CaMOOTPaHNYeHNs,
cocTasasatolme "BHyTpeHHee 2" UcnoaHuTens — soT
YTO 3HaUUT BbITb MHTEPNPETATOPOM MY3blKalbHO-
ro npouzsegeHus» [7, 115].

KoHuenumns ceMmoTnyeckoro 0CMbICAEHMS UH-
AMBUAYaNbHBIX UCMOJHUTENBCKUX HAMEPEHWUIA MO-
XeT 6bITb NPUMEHeHa K aHanun3y cbanaHCMpoBaH-
HOCTU Mexay CyObEeKTUBHOCTBIO U XYA0XECTBEHHO
06ycnoBAeHHbIMWN 06 BEKTUBHBIMU GakTOpaMun My-
3blKaNbHOW MHTepnpeTaunun. Onpegensis ocobeH-
HOCTW aleKBaTHOroO NpeAcTaBAeHUs KOHKPETHOro
NPon3BeAeHNs, MOXHO MPeAnoNOXMNTb, UTO Kax-
Abl MCNoNHWUTeNb ObnagaeT KayecTBaMu, npes-
CTaBAAOLWMMY CBOEFO POAa TBOPUECKMNI «XKECT»,
OOMUHUPYIOLWMIA B €r0 MHTEepRpeTaLmsx.

CMbICn Npov3BeseHNs BOCMPUHNMAETCA 1 OCO3-
HaeTCs B akTe UCMOJHEHNA 1 nepLenuun, oH 6ec-
KOHEYHO U3MeHuUMB. icnosHeHre Npon3BeaeHnin
JlaxeHMaHa ABASETCA TBOPYECKMM akTOM 06bean-
HeHWs MeHTaNbHbIX NMOTEHLIMA 0B KOMMO3UTOPa, UC-
NOJIHUTENA N CayLlaTens, Tak Kak TpaHCAnpyeMble
CMbIC/bl BbIPa3nTENbHO apTUKYANPYIOTCA MOCPes-
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CTBOM MYy3blKa/slbHON KOMMYHWMKaLMnN. Komnosu-
TOp, OTMEYas, YTO B COBPEMEHHOM My3bIKe BaX-
HO He CTO/JIbKO HOBOE 3By4YaHWe, CKOJIbKO HOBOE
C/blLLAHMe, NbITAaeTCs NPeACTaBUTb My3blKaabHbIN
MaTepuan Kak npouecc, npeobpa>kaemblii B MH-
TepnpeTauun yepes TpaekTopun BOCNPUATUIA UC-
nonHutenen n caywartenen [11]. iHTepnpeTauus
ana JlaxeHMaHa HeoTAeAnMa OT CTO/Ib Xe aKTUB-
HOW CyLLaTeNbCKOWN MO3NLMK, MOCKONbKY WU UCNOJ-
HeHue, 1 NPOCAYLUMBaHWE NPeACTaBAAOT, MO MHe-
HWFO KOMMO3MTOPAa, NYTb CAaMOMO3HaHMA.

C TOUKM 3peHns CEMUNOTUKM, JTaxeHMaH NoaXOANT
K MCMONHEHMIO 1 NepLenuum No-CTpyKTyPananCTCKu:
«KntoueBoe NoHATME TaKOro NPOCAYLUMBAHUA Ha-
3bIBaeTca "cTpykTypa’, — nuweT oH. OgHako, onbIT
CTPYKTYPHOrO CyLLIAaHNA OPUEHTUPYETCA He TObKO
Ha onpegjesieHne 31eMeHTOB 3ByuYallero obbekTa,
HO Tak>XKe M YTOYHAET C/ibllaHue, ynopsaaounsas
06bekT. OfHOBPEMEHHO YCUANBAETCA BOCNPUATUE
bU3nyeckmx CBOMCTB 3ByYaHUsi — OHO BbICTpanBa-
€TCA Yepe3 COOTHOLLEHUA MeXaY NCTOYHUKOM 3BY-
Ka 1 aKyCTMKOM NPOCTPaHCTBa, OCO3HaBaeMble BO
BpemMeHu. lpyrnmm cnoBamu, cayliaHve ogHOBpe-
MEHHO 1 OCMbIC/IeHNe — Co3HaTenbHoe u beccos-
HaTe/slbHOE TeX 3BYKOBbIX B3aUMOCBA3EN N COOT-
HOLLEHWIA, KOTOpble OCBELLANT KaXAoe 3Byyallee
MrHOBEHMe No-HoBOMY» [12].

OcCMbICNAA CNOXHOCTb MHTeprpeTaLny HoBe-
Wwen My3blKW, MOXHO MPUATU K BBIBOAAM OTHOCK-
Te/bHO TOrO, YTO XapakTep nepPopMaTMBHON CU-
CTeMbl BbIXOAMWT 3a Npejebl NpexHen napagmrmbl
NCMONHUTENBbCKOTO NCKYCCTBA UCKIHOUNTENBHO Kak
nocpegHuyecTsa. MNpuxoanTtca HabaroAaTb pas3Bu-
TVe npoLecca 3MaHcMnauum apTMCTUYeCKomn npak-
TUKWM OT MNPEXHMX KOHLLeNUMI, 415 OLEHKN KOTO-
pbIX HEOHXOAMMO YUUTBIBATb MHOXECTBO GaKTOPOB.

N3yueHwnto Bonpoca kakum 06pa3oM MCMONHN-
TeNbCTBO MOXET CMOCOHCTBOBATL OCMbICIEHNIO POAU
MY3blKaJlbHOrO UCKYCCTBa B Ky/bType NOCBALLEeHa
kHura H. Kyka, B kOTOpoW TpaHCAKpyeTCa naes B3ras-
4@ Ha My3blKy Kak Ha nepdopMaTMBHOE NCKYCCTBO
[6]. BboigBuraa TpakToBKY «pacCLUMPEHHOrO CyLla-
HWA» B KOHTEKCTE HOBbIX TEXHOOTWI, UCCNeaoBa-
Te/lb CTPEMUTCA OTPa3nTb UX 3HaYeHWe B NOHMMa-
HUW MY3bIKW Kak KynbTypHoro ¢eHomeHa. B none
3peHnsa MeXANCLMNANHAPHOIO NCCleA0BaHNA aB-
TOpa OKa3blBAETCA NCTOPUSA TBOPYECKMX B3aUMOC-
BA3EM KOMMO3UTOPaA U UCMONHUTENS.

Onopa Ha nepeceveHne PasANUHbIX HayUHbIX
obnacTeil NoAAEPXKMNBAET IMUCTEMONOTNIO UHTEP-
npetauumn n cnocobcTeyeT paspaboTke ee Teopum
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B My3blke BTOpoW nonosuHbl XX-XXI Beka. Mpea-
CTaBNeHVe HTepnpeTaunm C y4eToMm ee KOMMYHM-
KaTMBHOW QYHKLMM B KaYecTBe YHUBEPCaAbHOW CU-
cTeMbl 06YCNOBNEHO HEOBXOAMMOCTLIO BbIABIEHMA
MHOXEeCTBa Xy 0XXeCTBEHHbIX KOHTEKCTOB, onpeje-
NAOLWMNX repMEHEBTUYECKMIA apean My3blKaabHOro
npov3BeseHNa HOBENLEero BpeMeHu.

B HayuHOM ancKkypce BCTpeyaeTcs NOHATME Me-
Ta-aHa/i13a, ONMParoLLErocs Ha pesyabTaTbl MEXANC-
LMMNAVHAPHbIX UCCAeAO0BaHWI ANs NOATBEPXKAEHWS
OZHOW UM HECKOJ/IbKUX B3aUMOCBA3aHHbIX HayUHbIX
runotes. MeTta-aHann3 B My3blKaJbHOM UCKYCCTBE
[0 HaCTOALEero BpeMeHu He NpUMeHANcsa B nogo6b-
HOM KauyecTBe, ILLb M3pesKa BCTpeyanch B paboTax,
NOCBALLEHHbIX U3YYEHWHO MY3bIKW Ha NepeceveHnmn
C APYrMMW Hay4YHbIMM 061aCTIMK, B YAaCTHOCTK, C
ncmxonorven. Micnonb3oBaHne MeTa-aHanu3a B Ka-
yecTBe TEOPETUKO-MNO3HABAaTENbHOrO NHCTPYMEHTa-
pus ANs U3yveHUs MHTeprpeTaLmm 1 ee nepuenumum
nossonseT 06beANHATbL METOAbl MY3bIKO3HAHWA C
bunocoduen, 3cTETUKOMN, CEMUOTUKOM, aKCUONOT M-
€W, NCMXoNorneln 1 paccMaTpmBaTb UCMONHUTENb-
CKO€ UCKYCCTBO BTOPOW NnosoBuHbI XX-XXI Beka ¢
Pa3/INYHbIX TOYEK 3peHUS.

deHoMeH nHTepnpeTaLym HoOBeWLLER My3bIKi 06-
Hapy>KMBaeT B3aMMOCBA3M C PELLENTUBHOW 3CTETUKON,
LeNblo KOTOPOW ABASETCA CTPEMAEHNE PEKOHCTPY-
MpoBaTb BOCNPUATNE TekcTa. Bo MHOTMX aBTOPCKMX
KOHLLeNnumax BTOpon noaoBmHbl XX—XXI Beka Ha-
6at0aeTcA 0TKas OT TPaANLMOHHOW TPAKTOBKU My-
3bIKaIbHOrO TEKCTa, XOTA B3aMMOCBSA3M CO C/IOXKHOM
CUCTEMOW anNto3UiA, CKPbITbIX CUMBOJIOB M 3HaKOB
COXpaHsATCs. B peLenTMBHON 3CTETUKE KNHOYEBOM
ngeew Ctana CBA3b aBTopa W peLunmeHTa, NpuBea-
LIS K BO3HUKHOBEHWIO MOHATUA «TOPU3OHT OXKnAa-
Hua», BBegeHHoro X.P. lyccom [8]. Fopm3oHT oxun-
JAaHWA — 3TO KOMMJIEKC 3CTETUYECKUX, COL|MANbHBIX,
MCUXONOrMYecKmX NpeacTaBaeHul, obycnasavBaro-
LLMX NEPLENLMIO XYA0XKECTBEHHOIO MPOU3BEAEHWS.
C no3nUMKM peLenTUBHOM 3CTETUKUN XYAOXKECTBEHHOE
npowusBeseHne He paBHO cebe caMOMy, Tak Kak ero
CMbICN NEePMaHEHTHO M3MeHYMB. B 3TOM nposBas-
€TCs CXOACTBO CO CBOMCTBAMMU MHTEprpeTauum Ho-
BeliLen My3blkW1, UCCNEA0BAHME KOTOPLIX HY>XKAAET-
€A B rMBKMX MeTa-aHaIMTUYECKMX MOZENsAX Nomncka
cBsizeil. MeTog MeTa-aHann3a No3BOAAET U3MEHATb
npeacTaBAeHna U OTKPbIBaTb HOBbIE CMbIC/bI, 3a-
neyat/ieHHble B My3blke, Y4MTbIBas NO3NLMM BCEX
YYaCTHUKOB KOMMYHWKATUBHOW LIENOYKMN CO34aHNs,
NCMOAHEHMA 1 BOCNIPUATUA XyAOXECTBEHHOrO Npo-
N3BEAEHWNA N NX «TOPU3OHTbI OXKUAAHWNA».

Mpeanaraemble NOAXOAbI K U3YUYEHUHO UCMONHU-
TEIbCKOW AeATeIbHOCTU CO34at0T NPEANOChIIKA ANs
JaNbHEeNLWNX ccnesoBaHNA NPOLLECCOB My3blKab-
HOro MblwwneHus. VIHTerpauus HayuHblx obnactei

npv pacCMOTPEHMM NPOBAEMATUKN CYXUT PyHAa-
MEHTOM A/18 pa3paboTKmM HOBbIX MOAXOAOB K aHa-
N3y NHTepnpeTaLuii.
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THE PERFORMANCE OF LI YUNDI IN THE ASPECT OF
STUDYING STYLISTIC TRENDS

Summary: This article analyzes the performance of Chi-
nese pianist Li Yundi, winner of the first prize at the XIV
International Fryderyk Chopin Piano Competition in War-
saw. The author examines the artistic style of the pianist's
interpretations based on the theoretical foundations of
performance style theory and the methodology for holis-
tic analysis of works and their interpretation, developed
by Russian musicologists. Until recently, the performance
of Chinese pianists, who occupy a significant place in
contemporary concert life worldwide, remained outside

Pianists from China hold a significant place in
modern concert life worldwide. Nevertheless, from
the perspective of studying the stylistic features of
their performing art, their work remains outside the
scope of examination. The majority of the literature
on Chinese pianists is devoted to biographical in-
formation and analysis of the performed repertoire.
Until the present time in musicology, the concept
of a "Chinese pianist" has denoted a certain stylis-
tically homogeneous phenomenon. However, it is
evident that the interpretations of Liu Shikun, Yin
Chengzong, Fou Ts'ong, Li Yundi, Wang Yuja, and
Lang Lang belong to different stylistic directions
of artistic practice.

Li Yundi's performing talent was duly recognised
by the jury of the XIV International Chopin Piano
Competition in Warsaw, one of the most challeng-
ing and prestigious musical competitions: the mu-
sician received the gold medal, becoming the first
Chinese performer in history to win this award.

Biographical information and a general charac-
terisation of the pianist's creative activity are ana-
lysed in the monograph by Li Yin and Yi Yunwen Li
Yundi's Piano: A Chinese Legend [6]. The authors
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the scope of interpretation. The bulk of the literature has
been devoted to biographical information and analysis
of the repertoire performed. It can be assumed that for a
long time, musicology considered this artistic phenome-
non to be homogeneous. The subject of this article is the
specifics of Li Yundi's performance art from the perspec-
tive of defining the style of interpretation.

Keywords: Chinese pianists, Li Yundi, interpretation, ro-
manticism, artistic style.

focused on studying the formative period of the
young musician. Descriptions of selected interpre-
tations of Chopin's works by the pianist are exam-
ined in the article and dissertation by Shi Yawen
[3], [4]. The subject of study in the present article
is the performing art of Li Yundi from the stand-
point of examining the stylistic features of his in-
terpretations.

Li Yundi was born in Chongqging in 1982 and at
the age of three began learning the accordion. When
he turned seven, the instrument was replaced with
the piano. From 1994, Li Yundi studied at the sec-
ondary school attached to the Sichuan Conservato-
ry in the class of Professor Dan Zhaoyi. During this
period, the young musician's experience of partic-
ipating in the International Igor Stravinsky Piano
Competition in the United States was particular-
ly successful; his performance of Liszt's Tarantella
earned high marks from the jury.

During his studies, Li Yundi mastered an exten-
sive repertoire. The teacher endeavoured to develop
the student's artistic potential and imagination to
the fullest, inspiring him by appealing to the desire
to realise his own individuality. The professor was

cautious in choosing programmes, rightly consid-
ering this matter extremely important for achiev-
ing high results. Li Yundi notes that the teacher
was strict even in daily work, demanding the high-
est attainable perfection of performance. Studying
in Dan Zhaoyi's class stimulated the development
of Li Yundi's musical talent and set the young pi-
anist on a search for the aesthetic foundations of
creating interpretations. The teacher noted impor-
tant qualities of his student's giftedness: “Interpre-
tation presupposes certain personal qualities, an
understanding of the composer's intent and an im-
agination that endows performance with inner ex-
periences. The combination of sensitive intuition
and intellect allows Li Yundi to create compelling
interpretations” [6, p. 46].

The fundamental principles of Dan Zhaoyi's meth-
odology proved close to the tenets of outstanding
teachers of the Russian system of training musi-
cians, namely the revelation of the unique creative
individuality of each student.

Since before participating in the competition Li
Yundi was insufficiently familiar with the style of
Chopin's music, the pianist faced the necessity of
a rapid and profound immersion in the compos-
er's oeuvre. To overcome these difficulties, he lis-
tened to and compared various recorded versions
by outstanding performers, studying the character-
istics of the form of the works, their melodic con-
tent and other means of expression. "l had never
studied Chopin's music and went to the competi-
tion. It was risky; in the course of my studies | had
played very few of his compositions. But my per-
ception of his works was intuitively very strong, and
| felt my potential” [6, pp. 71-72].

Li Yundi emphasises the importance of intuition
for a performer in creating an interpretation: "the
language of musical art is universal and the per-
former's intuition is capable of finding the shortest
paths to codes of different cultural origins” [6, p. 13].
The complexity of embodying a musical work, in Li
Yundi's view, lies in "vividly conveying the charm
of the music, just as the painting of Claude Monet
reflects the artist's impressions" [6, p. 292].

The Chopin Competition allowed Yundi to con-
centrate on the music of this composer. At that time
he thoroughly studied the composer's life and cre-
ative path. By analysing the history of personal ex-
periences and the context of the era, he grasped
the composer's artistic style and the characteristic
distinctiveness of each musical work. For the pianist

Fig. 1. Li Yundi

it was important to penetrate and attempt to com-
prehend Chopin's creative state during the period of
composing these works, since the composer's feel-
ings were embodied in his masterpieces [6, p. 73].

In performing art, the question of the perform-
er's fidelity to the composer's intent is one of the
principal factors determining the artistic value of
an interpretation. In matters of grasping style, Cho-
pin's oeuvre presents a complex phenomenon, it
"does not forgive" the performer the slightest in-
sincerity, excess, or unjustified emotional gestures.
The genuine depth of dramatic feelings in the mu-
sic of the Polish genius is combined with elevation
and elegance, presupposing the "highest simplici-
ty" of artistic embodiment.

From 1997 to 2000, Li Yundi intensively partic-
ipated in competitive events, performing at major
piano competitions in China and abroad. Li Yundi's
interpretations demonstrated a gradual mastery of
various musical styles, and his playing acquired a
balance of emotional-imagistic content and artistic
technique. Although Li Yundi was quite successful
with compositions of the Romantic era, he gradu-
ally developed as a musician engaging with music
of various epochs.

Li Yundi succeeds in creating new readings of
masterpieces; the pianist demonstrates an elusive
mutability of images in the process of performance.
In these sonic transformations the music seems to
be filled with vital force, coming alive in the con-
sciousness of listeners. When listening to works by
Chopin and Liszt in his interpretations, an illusion
of an elevated Romantic style is created. But what
lies behind the outward impressiveness and aristo-
cratism? His playing possesses recognisable traits:
the image of the "prince of the piano" with refined
sophistication evokes a composite Chopin-Liszt fig-
ure in modern settings. The pianist's performance
is characterised by extreme contrast: fragile mel-
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ancholic sincerity is suddenly replaced by energy
and strength of will. And yet, the romanticism of
his readings is imagined, for behind it one senses
a certain rational mechanism.

In the process of his work, Li Yundi strives to im-
merse himself deeply in the musical-poetic world
of compositions, seeking to achieve a perfect em-
bodiment. This brings his work on creating inter-
pretations closer to scholarly research, and the very
image of the performer closer to that of a schol-
ar verifying intuition through scientific postulates.

One may conclude that the stylistics of Li Yun-
di's performance is romantic, but it is a modern,
rational and precisely calibrated romanticism, in
which subjectivity is subordinated to balanced or-
derliness. Vivid dramatic surges of sensuality are
restrained by the intellectual will of the performer.

Li Yundi's interpretations may be attributed to the
direction of "classical academism" or "academicised
romanticism" [2]. Nevertheless, Li Yundi's readings
are not "the aestheticism of decorative beauty, out-
wardly attractive, at times producing an impression
of 'artful artificiality™ [2]. The combination of refined
sensuality with structural coherence and orderli-
ness is harmoniously balanced in his performance.

Undoubtedly, a special place in the performing
art of Li Yundi is accorded to the works of Chopin;
at present he has become the most authoritative
contemporary Chinese pianist performing the works
of the Polish genius. Li Yundi embodies a broad pal-
ette of images in Chopin's music, from the passion
and vital force of the Ballade in G minor Op. 23 No.
1 to the solemn heroic manliness of the polonais-
es. The sparkling crystalline purity of timbres in Li
Yundi's performance conveys to listeners sensations
of emotionally expressive romantic passion and si-
multaneously a strict, elevated unattainability. The
pianist has excellent command of agogics and ap-
plies tempo rubato with rich artistic imagination.
The performance of Chopin's works is characterised
by rhythmic elasticity and natural tempi, demon-
strating Li Yundi's poetic temperament.

Among contemporary Chinese pianists, his in-
terpretations of this composer's music stand out
for their multifaceted imagery. With a subtle feeling
for the composer's intentions, the pianist embodies
the spirituality of Chopin's music. An example of a
refined interpretation of Romantic-era music is his
reading of the Ballade No. 2 in F major Op. 38. The
pianist emphasises the plasticity of the melodic line
through phrasing and nuancing. The compactness
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and coherence of the design, and the inevitability
of the development towards the climax in the fi-
nal statement of the theme, are attractive. The per-
formance of the Mazurkas Op. 17 No. 1 and No.
2 by Chopin is distinguished by immediacy and
freshness, as well as filigree mastery. Characteris-
tic are the expressive details, based on colouristic
discoveries, differentiation of texture, and the cre-
ation of a subtle sonic perspective. In the perfor-
mance of the Prelude in D-flat major Op. 28 No. 15
by Chopin, the pianist creates a vivid dramatic im-
age, embodying an extreme contrast between the
outer and middle sections of the ternary form. The
outward calm and detached contemplation of the
opening and concluding sections, as if reflecting a
landscape, is contrasted with the storm raging in
the inner world of the artist.

Li Yundi says that the greatest distinctive feature
of Chopin's music lies in the necessity for both per-
former and listener to embark on a long journey of
seeking to unravel the mystery of his music. An in-
terpretation presupposes that with the passage of
time it may be perceived by later generations, but
it may equally be rejected, which is unpredictable.
Just as certain world-famous paintings were not un-
derstood at the time of their creation, many inter-
pretations may not be accepted by contemporaries.

In Li Yundi's performance of Liszt's Piano Con-
certo No. 1, the romanticism of the interpretation
acquires different qualities compared with his per-
formance of Chopin's music, the tone becomes more
elevated and alert, articulation acquires even great-
er refinement and precision. Li Yundi combines the
romantic mood with an optimistic conception of
the work, compelling listeners to experience emo-
tional moments of beauty.

The gradual accumulation of cultural potential
and artistic impressions, which shapes the stylistics
of interpretation, has determined the aesthetic char-
acteristics of the pianist's readings. In his perfor-
mance, there are several emotional levels: simple,
immediately comprehensible feelings are combined
with hidden affects that are perceived retrospec-
tively after listening.

Li Yundi believes that the art of the piano is a dy-
namic and open system of musical culture. It con-
tains many artistic influences. The performing art
of the pianist synthesises, among other things, the
philosophical and aesthetic principles of Chinese
musical culture, whose insularity, compounded by
the elite exclusivity of piano art, which possesses

centuries-old traditions, reinforces each other's influ-
ence, inevitably leading the performer to a conflict
of value orientations. The performer is confronted
with the need to resist the double pressure of cul-
tural postulates, transitioning to a multiplicity of
thinking. This path presupposes a movement from
understanding piano art exclusively as European her-
itage, for which Chinese pianists remain foreigners,
towards diversity and artistic pluralism. The method
of seeking answers to fundamental philosophical
questions through practical activity, which is char-
acteristic of Eastern perception, is projected by the
pianist onto piano playing, which "constantly deep-
ens the understanding of the work" [6].

Li Yundi emphasises that he prefers to play dra-
matic works of monumental form, with elaborate
dramaturgical development, conflicts, powerful emo-
tions and spiritual will, such as the piano concertos
of P.I. Tchaikovsky, F. Liszt, and J. Brahms.

A musician, in Li Yundi's opinion, even if gifted
with talent, will not achieve a greater breakthrough
without sufficient time and energy to devote to
art, which depends on absolute dedication to mu-
sic. Musical art presupposes constant self-improve-
ment. Instead of continuing a brilliant and intensive
professional career, Li Yundi enrolled at the Hoch-
schule fiir Musik, Theater und Medien Hannover
(Germany) in the class of Professor Arie Vardi. This
teacher possesses broad erudition and, when work-
ing with students, thoroughly analyses music from
the standpoint of imagery and dramaturgical de-
velopment. What is unusual in his method is that
he employs working methods from other speciali-
sations: for example, he conducts and requires the
student to conduct a piano composition. Li Yun-
di noted the value of this technique in working to-
wards achieving a precise sense of the temporal
dimension of a musical work.

The pianist declined further participation in com-
petitions and commercial projects, considering that
art requires serious reflection and in-depth work,
since "only in this way can the interpretation of mu-
sic approach a work of art" [6, p. 75].

As |. Koryabin notes, "the victory at the Cho-
pin Competition opened broad prospects for Yundi
Li, both in terms of developing a worldwide per-
forming career and in terms of work in the field of
sound recording. For many years he was an exclu-
sive artist of the Deutsche Grammophon label, and
the pianist's first studio disc, released on this label
in 2002, was a solo album with recordings of Cho-

Fig. 2. Li Yundi

pin's music (Chopin, Recital, C.Y.)" [1]. In 2003, an
album with recordings of works by F. Liszt was re-
leased. "To play Liszt's music means to scale cliffs.
In Liszt: Piano Recital | strive to embody youth and
vital force," says Li Yundi.

Works by Chopin and Liszt continue to occupy
an important place in Li Yundi's concert repertoire;
however, the pianist now also turns to the piano
music of W.A. Mozart, L. van Beethoven, D. Scar-
latti, F. Schubert, R. Schumann, F. Liszt, M. Ravel,
S. Prokofiev, and Chinese composers.

In Li Yundi's performance of Beethoven's Piano
Concerto No. 5 in E-flat major Op. 73, the aesthetic
taste and harmony are attractive, but there is also
a transcendent temperament that compels the lis-
tener to experience in real time the beauty of this
work by the German genius. The pianist shows an
interest in Schubert's oeuvre. For understanding the
Schubertian style, Li Yundi considers it important to
develop aural experience that encompasses music
of different genres, including operatic art. Li Yun-
di also emphasises the importance of finding the
natural "breathing" of the music in piano perfor-
mance, which contributes to the formation of for-
mal integrity in the process of its sonic realisation.

In Prokofiev's Piano Concerto No. 2 in G mi-
nor Op. 16, the pianist achieves unusual colouris-
tic effects. The metric-rhythmic dimension of his
performance attracts attention: the complex mul-
tidimensionality of rhythm defines the captivating
atmosphere of the work, in which one senses re-
straint and concealed anxiety.

In 2011, Li Yundi recorded his first album of Chi-
nese music, Red Piano, as a tribute to the national
musical culture of China. This album was the result of
lengthy preparation and included the Piano Concerto
The Yellow River, created by a group of composers,
Yin Chengzong, Chu Wanghua, Liu Zhuang, Sheng
Lihong, Shi Shucheng, and Xu Feixing, based on the
cantata The Yellow River by Xian Xinghai, as well as
piano pieces by Wang Jianzhong, "Glowing Red Lil-
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Fig. 3. Cover of Li Yundi's album with recordings of Chinese
piano music

ies", "Liuyang River", "Colourful Clouds Chasing the
Moon", "Girl from Dali", and by Zhang Chao, "In a
Distant Place", "Pi Huang", "Kangding Love Song",
"Why Are the Flowers So Red", and "My Mother-
land". These well-known piano pieces by Chinese
composers in Li Yundi's performance experience a
second birth, sounding heartfelt, without external
virtuosic effects. The pianist profoundly and soul-
fully expresses the genuine charm of Chinese na-
tional works. The music of Chinese composers in
Li Yundi's performance emerges filled with an in-
tellectual comprehension of the musical content.
The pianist clearly and logically realises the struc-
ture of the form, exquisitely fitting refined details
into the overall context.

The expressive relief of the melodies and the
differentiation of the texture of the compositions
are balanced, while the timbral diversity and inten-
sity of contrasts create a vivid impression. The Chi-
nese composers' works selected by the pianist for
recording are united into a single encyclopaedia of
national images. They are simple and laconic, yet at
the same time contemplatively elegant. The subtle-
ty of their character, which hints at the necessity to
imagine and envision those nuances hidden within
the inner realm of the logic of meanings, embod-
ies the particularities of the Chinese worldview. Li
Yundi's readings clearly realise the conceptions of
his designs; they reflect the archetypes of Chinese
art, embodied by a distinctive and brilliant con-
temporary artist.

In this regard, Li Yundi represents not only an
example of mastering the styles of piano art but
also brings into world art a new direction in the
interpretation of Chinese piano works, enriching
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conceptions of performing techniques, colouris-
tics, and the philosophical sources of pianistic art.

Li Yundi's performing mastery has been highly
appreciated by domestic and international music
critics. The piano sounds orchestral under the pi-
anist's hands, and in this respect his performance
demonstrates a closer affinity to Liszt's artistic treat-
ment of the instrument. Li Yundi notes that in mu-
sical art everything is interconnected. A performer
must be in an elevated spiritual state and create an
inner creative space for himself. When he reaches
a relatively high point, this is especially important.
A gifted musician can express a very broad spec-
trum of emotions. A subtle feeling for music opens
up possibilities for comprehending the styles of dif-
ferent composers.

An important aspect of the history of piano art
is the fact that Li Yundi is the only pianist who
received his professional musical education in his
homeland in mainland China and possesses inter-
nationally recognised fame. This circumstance con-
firms the active progress of Chinese piano art, which
is entering world musical culture.

In China, millennial national traditions are re-
spected with reverence, rituals and etiquette are
observed, and culture is protected and preserved.
This cultivates respect for the rich traditions of oth-
er cultures, providing a decisive foundation for their
comprehension. Li Yundi considers it important for
Chinese people who love classical music to study
Western cultures and analyse their origins. If one
takes Chopin's and Liszt's music as an example,
then from the standpoint of musical content they
are composers whose work encompasses that which
falls within the understanding of the Romantic style.
Liszt, in the pianist's opinion, expresses something
magpnificent, brilliant, but also very tender; his mu-
sic is rich in colouristic discoveries. Chopin is the
poet of the piano, and therefore his images are very
elegant and mutable, in a constant search for an-
swers to inner questions.

After the Chopin Competition, many profession-
als believed that Li Yundi would concentrate on in-
terpretations of Chopin's music. He had to play a
great deal of the Polish composer's works in accord-
ance with the requirements of the competition and
the subsequent contract, so it is unsurprising that a
significant number of recordings appeared. Over the
years of performing abroad, the pianist increased
his experience, meeting many renowned musicians
who are key figures in culture. Several years of fur-

ther work showed that after the Chopin Competi-
tion, at which the pianist demonstrated outstanding
achievements, he continues to move forward.

In the performances and the very personality of
Li Yundi there is something that attunes the listen-
er to the apprehension of a certain truth, to mak-
ing an effort to discover something new. He is in
no hurry to decipher the "answers" for the listener,
preserving the mystical aura of a mystery that can-
not be proved. At the same time, this does not de-
prive his performance of immediate emotionality.
Modesty is manifested in the fact that the pianist
does not seek to assert himself among others; what
concerns him is the struggle with himself.

In the performing art of Chinese pianists, many
phenomena characteristic of world artistic culture
can be traced, and at the same time these comple-
ment the general panorama of musical art. Reliance
on national philosophical concepts has facilitated the
discovery of new perspectives on the comprehen-
sion of the artistic imagery of compositions and the
principles of performing mastery. The paths of fur-
ther development of contemporary performing art
are now inconceivable without pianists from China,
among whom an increasing number of musicians
are emerging who create distinctive interpretations
of masterpieces of world musical art.
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NCNOJHWNTENBCKOE NCKYCCTBO /N FOHbAWU
B ACMEKTE N3YYEHNA CTUINCTUYECKNX
TEHAEHLLIA

AHHOTaumaA: B ctatbe aHanu3npyeTca NCNoHUTESb-
CKOe MCKYCCTBO Nlaypeata nepsoi npemumn XIV Mexay-
HapoOAHOro KOHKypca NnaHucToB nMeHn ®pugepuka
LLioneHa B BapliaBe — kuTtarickoro nuaHucta Jim FOHb-
AV. XyfoXKecTBeHHasa CTUANCTMKA TPaKTOBOK MMaHuCTa
paccmaTprBaeTCs aBTOPOM C OMOPO Ha TeopeTnyeckme
OCHOBbI TEOPUWN UCMOJHUTENBCKUX CTUNEN U METOAOO-
TUIO LLeSIOCTHOrO aHain3a COYMHEHUN 1 BONPOCOB UX
WHTepnpeTaumm, pa3paboTaHHy B TpyAax POCCURCKUX
My3blKOBe0B. BnioTh 0 nocnegHero speMeHun ncnos-
HUTENbCKOE UCKYCCTBO NMMaHNCToB n3 Kntas, 3aHnmato-
LLMX 3HAYUTEIBHOE MECTO B COBPEMEHHOMN KOHLEePTHOWM
>KM3HM BO BCEM MUpe, OCTaBasoCh 3a Npejenamun pac-

MnaHncTbl 3 Kntas 3aHMMatoT 3HaUYMUTENbHOE
MECTO B COBPEMEHHOMN KOHLIEPTHOM XXM3HWN BO BCEM
Mupe. Tem He MeHee, B pakypce U3y4yeHnsa CTUan-
CTUYECKUX OCOBEHHOCTEN MCMOIHUTENBCKOTO UCKYC-
CTBa MX TBOPYECTBO OCTaeTCA 3a NpejenamMmu pac-
cmoTpeHus. OCHOBHOE KO/IMYeCTBO InTepaTypbl O
KMTaMCKMX NMMaHWCTax NoCBALLEHO Brorpadpuyecknm
CBefeHNAM, aHan3y UCMOJHAEMOro penepTyapa.
[lo HacToAWwero BpeMeHn B My3blIKO3HaHUW MOHA-
TNe «KUTAaMCKNIM MMaHUCT» O3HauaeT HEKOE OfHO-
pOAHOE B CTUNEBOM OTHOLUEHUMW fiBAeHMe. TeM He
MeHee, O4eBUAHO, YTO MHTepnpeTaummn Jito LLnkyHs,
WHb YsHu3yHa, Dy LloHra, Jin FOHbAW, BaH HOnu3s,
JlaHr JlaHra npuHaanexar K pasinyHbIM CTUANCTUN-
YeckMM HanpaBAeHUAM apTUCTUUECKOW MPaKTUKK.

WcnonHutensckoe pgaposaHue Jin FOHbaM 6bin0
Nno JOCTOUHCTBY oueHeHo xtopu XIV MexayHapos-
HOro KOHKypca nMaHncToB nMmerHn ®Gpugepuka LLone-
Ha B BapluaBe — OAHOro 13 CAOXHbIX U aBTOpPUTET-
HbIX My3blKa/bHbIX COCTA3AHWIA: My3bIKaHT NOAYUU
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CMOTpeHUst ocobeHHoCTeln uHTepnpetaymmn. OCHOBHOE
KONIMYECTBO CO34aHHON NuTepaTypbl 6bi10 MNOCBALLEHO
6uorpaduUeckum CBEAEHUAM, aHAAN3Y UCMOJHAEMOTO
penepTyapa. MOXHO NPeAnoaoXuTb, UTO AOJIFOe Bpems
B MY3bIKO3HAHWUW, 3TO XyAOXECTBEHHOE ABJIeHNe CunTa-
N0Cb OAHOPOAHbIM. MpesMeTOM U3yUeHUs B HACTOALLEN
cTatbe ABAAETCA 0COBEHHOCTN UCMONHUTENBCKOTO UC-
KyccTBa JIn FOHbAM € NO3MumUK onpeaeneHns CTUANCTU-
KU MHTepnpeTauuu.

KnroueBble cnoBa: kumalickue nuaHucmel, Jlu FOHb-
ou, uHMepnpemayus, pPoMaHmMu3M, XyooxecmeeHHbIl
cmuse.

30/10TyHO Megalib, CTaB NepBbIM B UCTOPUN KUTaM-
CKMM MCNONHWUTENEM, 3aBOEBABLUNM 3Ty Harpagy.
Buorpaduueckme cBepeHns 1 06Las xapakTepu-
CTVKa TBOPYECKON AeATeNbHOCTU NMaHUCTa npoaHa-
N3npoBaHbl B MoHorpadum Jin NHb n M FOHBB3Hb
«®optenuaHo Jln KOHbaK: KUTacKan nereHaa» [6].
ABTOpbI chOKyCMpoBann BHUMaHME Ha U3yUYeHUn
nepuoga CTaHOBJIEHWUA MONOAOrO My3blkaHTa. Onu-
CaHuWs N3bpaHHbIX MHTepNpeTaLmnin MMaHNCTOM CO-
umHeHui LLloneHa nccneaytoTcs B cTaTbe U Anccep-
Tauun Wn AB3Hb [3], [4]. NMpeagmeTOom n3yyeHns B
HacTosLLel cTaTbe ABASETCA UCMNONHUTEIbCKOE UC-
KyccTBO JIn KOHbAM C TOUKM 3peHna pacCMOTPeHMA
CTUINCTUYECKMX OCOBEHHOCTEN ero MHTEpnpeTaLnii.
Jn FOHbaW poannca B YyHuumHe B 1982 roay, B
BO3pacTe TPeX JIeT Hayal yunTbCa Urpe Ha akkop-
JeoHe. Korga eMy MCNOAHUAOCH CEMb IET, MHCTPY-
MEHT Obln 3aMeHeH Ha dopTenmaHo. C 1994 roaa Jin
FOHbAW 0byyYancs B cpesHen wkone npu ColuyaHb-
CKOW KOHcepBaTopumn B knacce npodeccopa JaHb

UYskaoun. B 3T10oT nepmos 0cobeHHO ycneLbiM bl
OMbIT y4acTMsA FOHOTO My3blkaHTa B MexayHapos-
HOM KOHKypce nnaHuctoB nMeHn Nrops CTpaBuH-
ckoro B CLLIA — ncnonHeHue «TapaHTtenns» ®. Jfin-
CTa 3aCNY>KM0 BbICOKME OLLEHKWN XXHOpMU.

Bo Bpems obyueHus JSln KOHbaM ocBomA 06LWIMp-
Hblli penepTyap. Meaaror cTapancs MakCUMaabHO
pa3BUTb Xy0XECTBEHHbIM NOTeHUMan n Boobpa-
>KeHWe CTyAeHTa, BLOXHOBUTb ero, obpalasnch K
CTPEMEHUIO OCO3HaTb COHBCTBEHHYHO UHANBUAY-
anbHoCTb. [Mpodeccop 0CTOPOXXHO OTHOCKACA K Bbl-
6opy nporpamm, CNpaBeaIMBO CYMTas 3TOT BONPOC
Upe3BblYaNHO BaXXHbIM A/1A JOCTUXKEHWUS BbICOKO-
ro pesynbtaTta. J/Iu FOHbAM OTMeuaeT, uTo negaror
6bIn CTpOr faxe B NOBCeAHEBHOW paboTe, Tpebys
MaKCUMabHO AOCTUXMMOIO COBEPLLUEHHCTBA UC-
nonaHeHuns. ObyueHmne B knacce [aHb Yxaou ctu-
MY/IMPOBaNo pPa3BUTME My3blKaabHOTO TanaHTa Jln
FOHbAM M HacTpanBaso MOJIOAOrO NMAHUCTa Ha NOwU-
CKM 3CTETUYECKMX OCHOB CO3AaHWA MHTEPMPeTaLmii.
Meparor oTMeYan BaxKHble KauecTBa OfapeHHOCTM
CBOero yueHuka: «/HTepnpeTtauns npegnonaraet
onpegeneHHble KayecTBa NIMYHOCTY, MOHVMaHWe
3aMblCla KOMMNO3UTOpa 1 GaHTasnIo, HaEeNAtoLLYHO
NCMNONHEHNE BHYTPEHHUMM NepexxmnBaHmamun. Co-
yeTaHMe YyTKON MHTYULMW N MHTENNEKTa NO3BOAS-
eT JIn FOHbaW co3saBaTth MHTEPECHbIE MHTEPMpe-
Taumn» [6, c.46].

OcHoBHble NpuHUMNbLI MeToaMKKn [aHb Yxxaow
oKazanncb 6AM3KM NOoCTyNaTaM BblAatoLWLMXCA Nne-
[,aroroB POCCUINCKOM cUCTeMbl 0B6yUeHUs My3blKaH-
TOB — PACKPbLITUIO HEMOBTOPUMOW TBOPUECKON WH-
AVBUAYaNbHOCTM KaXAoro CTyAeHTa.

MockonbKy A0 yyacTusa B KOHKypce Jln FOHb-
An BblN HeAOCTaTOUYHO 3HAaKOM CO CTUAEM MY3bIKU
LLloneHa, NMaHWCT CTONKHYACA C HEOBXOANMOCTbIO
6bICTPOro 1 rnyboKoro NOrpy>KeHns B TBOPUECTBO
komnosutopa. na npeosoneHuns TpyaHOCTER OH
NpocayLWnBan N CPaBHMBAJ Pas3iNyHble BEPCUM 3a-
MUCK BblAAROLLMXCSA CMOAHUTENEN, U3yYan OCODEeH-
HOCTW GOPMbI MPOU3BEAEHUM, MENOANKN U APYTUX
CPeACTB BblPa3nTeNbHOCTU. «fl HUKOTAa He U3y4dan
My3blky LLloneHa 1 noexan Ha KOHKypC. 3TO bblO
PUCKOBaHHO, B NpoLiecce 0byyeHna A Cbirpan elye
OYeHb Masio ero coumHeHuii. Ho Bocnpuatne ero
NPOW3BeAEHUNA UHTYUTUBHO ObII0 OUYEHb CUIbHbIM,
M 2 Olywan cBOM noTeHyman» [6, 71-72].

JIn FOHbAM OTMeuYaeT BaXKHOCTb MHTYULUWN A5
NCNONIHUTENN B CO34aHUN MHTEprpeTaLnn: «a3blk
MYy3bIKaJlbHOrO MCKYCCCTBA YHUBEPCANEH N NHTY-
NLMA NCNOAHUTENA cnocobHa o0bHapyXuTb KpaT-

yarime NyTM K KoAam pasfMyHoOro KyabTypHOro
npoucxoxgeHusa» [6, 13]. CnoXHOCTb BONaoOLLe-
HMA My3blKaJbHOrO MPON3BEAEHWNS, MO MHEHWIO JTn
FOHbAM, 3aKNr0YaeTCs B TOM, UTODbI «XKMBO Nnepe-
JaTb 0YapOBaHMe My3blKW, MOAOOHO TOMY, Kak XWu-
Bonucb Knoga MoHe oTpaxaeT BrneyaTtieHusa xy-
AOXHUKa» [6, 292].

KoHkypc LLoneHa no3soama KOHbAM CKOHLEH-
TPUPOBATbCA Ha My3blke KOMMo3uTopa. B To Bpems
OH TLWATeNbHO M3YyYa XU3HEHHbIA N TBOPYECKUIA
nyTb KOMNO3MTOPa. AHaNN3NPYA UCTOPUHO JINYHbIX
nepeXxKMBaHWIn U KOHTEKCT 3MOXW, OH MOCTUran Xy-
[OXECTBEHHbIN CTUb KOMMO3UTOPA U XapakTep-
Hoe cBoeobpa3sne Kaxa0oro My3blkaabHOro Npouns-
BeAeHua. na nmaHncTa 66110 BaXKHO NPOHUKHYTH U
MonbITaTbCA OCO3HaTb TBOpPYecKoe cocTtosAHme Lo-
neHa B Nepuoj Co34aHusa COYNMHEHUIN, MOCKObKY
YyBCTBOBaHMWA KOMMNO3MTOpa BOMIOTUAUCE B €0
weaespax [6, 73].

B ncnosHnTEeNbCKOM MCKYCCTBE BOMPOC BEPHO-
CTU UCMOAHNTENSA 3aMbIC/ly KOMMO3UTOPa ABAAETCA
OAHWM 13 FNaBHbIX, ONPeAeNsatoWmX XyA0XKECTBEH-
HYH LLEHHOCTb TPaKTOBKW. B Bompocax noctuxxeHus
CTUAs TBOpYecTBO LLloneHa npeacTtaBaseT CNOXKHbIV
beHOoMeH — OHO «He NPOoLLaeT» UCMOAHUTENO Ma-
Nenen HeMCKPEHHOCTY, YPE3MEPHOCTH, HEONpPaB-
JAaHHbIX SMOLIMOHAbHbIX ABUXEHWN. MoaanHHas
rnybuHa ApamaTyUHbIX YyBCTB COYETAETCSA B MY3bl-
K€ MOJIbCKOrO reHus C BO3BbIWEHHOTLIO U 31eraHT-
HOCTbIO, Npeanonaras «BbICLIYH MNPOCTOTY» apTu-
CTUYECKOTO BOMIOLLEHUS.

C 1997 no 2000 rog, /In FOHbAY NHTEHCMBHO Yyy4a-
CTBOBaJl B KOHKYPCHbIX COCTA3aHMWAX, BbICTyNan Ha
KpYMHbIX GopTenmaHHbIX KOHKypcax B Kutae 1 3a
ero npegenamn. utepnpetauuu Jin FOHbAW AEMOH-
CTPUpPOBaNM NOCTENEHHOE OBAJEHME Pa3INYHBIMU
My3blKaabHbIMW CTUASIMW, UTpa NMaHUCTa Npuobpe-
Tana cbanaHCMPOBaAHHOCTb 3MOLMOHaNbHO-06pas3-
HOro coAep>kaHusa 1 XyAO0XeCTBEHHON TexHUKK. He-
CMOTPSA Ha TO, uTO JIn FOHbAN AOBOJIBHO YCMELWHO
CNpaBAAACA C COYMHEHUSAMWN 3MOXN POMaHTU3MA,
OH MOCTEHHO Pa3BMBaNCA KaK My3blKaHT, obpalya-
FOLLIMIACA K MYy3blKE Pa3fNUHbIX 3MOX.

JIn FOHbAW yaaeTca co3gaBaTb HOBble TPAKTOB-
KW LWeAeBPOB, MMAHUCT AEMOHCTPUPYET Hey0BM-
MY U3MEHYMBOCTb 06PA30B B NpoLiecce UCAO-
HeHuA. B 3T1X 3BYKOBbIX TpaHCHOPMaLUAX My3blKa
C/IOBHO HaMOJIHAETCS BUTaJIbHOW CUION, OXMBas B
CO3HaHuu caywateneit. Mpu npocaywmBaHum co-
ynHeHnin LloneHa u JlucTa B ero nHTepnpeTtaumsx
CO34aeTCs UANO3US BO3BbILWEHHOIO POMaHTMYe-
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ckoro ctuas. OAHaKo, UTO CKPbIBAETCS 3a BHELL-
HEM MMMNO3aHTHOCTbLIO U apucTokpatmamom? Ero
urpa obnagaet y3HaBaeMbIMN YepTammn — o0b6amnk
«npuHUa GopTenmaHo» ¢ YTOHYEHHOM U3bICKaH-
HOCTbO HanoMuHaeT cobupaTesibHbIN LLIOMNEHOB-
CKO-/IMCTOBCKMI 0Opa3 B COBPEMEHHbIX AeKopaLusX.
VcnonHeHWto NMaHMCTa CBOMCTBEHHA NpesesibHas
KOHTPACTHOCTb: Xpynkas MeNaHXOANUHas NCKPEH-
HOCTb BHE3aMNMHO CMEHAETCH 3HepPrven 1 BoaeBOn
cunoi. M Bce ke, POMaHTUUYHOCTb ero NPOYTEHUI
BOOOpaXkaemMa — 3a Hell oLLyLLaeTCcs HEKUIA paum-
OHaNbHbIA MeXaHW3M.
B npouecce pabotbl JIn FOHbAM cTapaeTcs raybo-
KO MOrpy>aTtbCs B My3blKa/lbHO-MO3TUYECKNIA MUP
COUMHEHWI, CTPEMSACH K JOCTUXEHUIO COBEPLUEH-
HOro BonJoLeHus. 3To cbanxaeT ero paboTy Haj,
CO34aHMEeM NHTepnpeTauumn ¢ HayuyHou paboTol,
a caM 0banK UCnonHnTeNs — ¢ 06pa3oM y4YeHoro,
NPOBEPSIOLLErO UHTYULMIO HayYHbIMUW NOCTYAaTaMu.
MO>HO NPUNTU K BbIBOAY, YTO CTUANCTUKA UC-
nosiHeHus Jln FOHbAN POMaHTMYHa, HO 3TO COBpE-
MEHHbIN paLMOHaNbHbI U TOYHO B3BELLEHHBIA PO-
MaHTW3M, B KOTOPOM Cy6beKTUBHOCTb NMOAUMHAETCA
cbanaHcMpoBaHHOW ynopsAoYeHHOCTU. ipkue apa-
MaTWUYHble Hakaibl YyBCTBEHHOCTM CAEPXKMBAKOTCSA
NHTENNEKTYaNbHOM UCMOJHUTENBCKON BONEN.
NHTepnpeTtaunn JIn KOHbAN MOXHO Bb110 6bI K
HanpaBAEHUIO «KNaCCUUYECKOro akaseMumama» nim
«aKajeMmnsnpoBaHHOIro pomMaHTusmMa» [2]. Tem He
MeHee, TpakToBKM JIn KOHbAN — 3TO He «3CTeTU3M
AEeKOpaTMBHOM KPacoThbl, BHELLUHE NpuBaeKaTe b-
HOW, MOPOI NPOU3BOAALLEN BNEYaTIeHNE «UCKYC-
HOW MCKyccTBEHHOCTU» [2]. CoueTaHme n3blCKaHHOM
YYBCTBEHHOCTW CO CTPONHOCTLIO U YNOPAAOYEHHO-
CTbO TaPMOHWYHO HanaHCKpPYOT B €70 UCMOJHEHNW.
Be3ycnoBHO, 0co60e MECTO B MCMOIHUTEIbCKOM
nckyccree Jin FOHbAN OTBEAEHO MNPOU3BEAEHMUSM
LLoneHa. B HacToAwwee BpeMs OH CTan caMbIM aB-
TOPUTETHLIM COBPEMEHHBIM KUTANCKUM MUAHUCTOM,
UrparoLLMM NPOM3BEAEHMNS NOABCKOTO KOMMO3MTOpA.
JIn FOHbAM BOMAOLLAET WNPOKYH Nanntpy obpasos
B My3bIke LLloneHa — OT CTPacTHOCTW U1 XXM3HEHHOW
cunbl bannagel conb MuHop cou. 23 N2 1 g0 Top>ke-
CTBEHHO-TEPOMYECKOW MY>XECTBEHHOCTW MONOHE30B.
WNckpswascs kpuctanbHas ymMctota TeMOpoB B UC-
nosHeHun JIn FOHbAW NepesaeT CayLLaTeNsM OLLyLLLe-
HWS SMOLIMOHAIbHO BbIPa3nTE/IbHOM POMaHTNUECKOM
CTPacTHOCTU Y OAHOBPEMEHHO CTPOTOl BO3bIBbILLEH-
HOW HEeJOCTUXMMOCTHU. [TMaHNCT NpekpacHo BrajeeT
arorvkom v NpuMeHseT tempo rubato ¢ 6oratbim xy-
[OXeCTBEHHbIM BOObpaxeHneM. VicnosHeHre npo-
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n3eegeHun LLloneHa xapaktepusyertcs ynpyroctsto
pWTMa, TEMMNOBOW €CTEeCTBEHHOCTbIO, AE@MOHCTPUPY-
€T No3TMYecknin TemnepameHT Jin FOHbaw.

Cpeay coBpeMEeHHbIX KUTaCKMX MMAaHUCTOB ero
TPaKTOBKM My3biku LLloneHa BbigenftoTCA MHOrOrpaH-
HOW 06pPa3HOCTbIO. TOHKO YyBCTBYS 3aMblC/ibl KOM-
no3uTopa, MMaHUCT BOMJ/IOLLAET OAYXOTBOPEHHOCTb
MY3bIK/ KOMMo3uTopa. NpumMepomM TOHKON NHTep-
npeTaLmn COMMHEHWNSA 3MOXM POMaHTM3Ma ABAAETCA
nHTepnpetauusa bannagbl N2 2 da maxop cou. 38.
MnaHnCcT nogyvepkMBaeT NAACTUUYHOCTb Mefogmnye-
CKOWM NNHWUM GpPa3npoBKOI 1 HIOaHCMPOBKOW. [Mpu-
BJIeKaeT KOMMAKTHOCTb U CTPOMHOCTb 3aMblC/1a, He-
YKNOHHOCTb HEYKNOHHOCTb Pa3BUTUS KyN1bMUHALMN
B Noc/iesHeM NpoBejeHnn Tembl. HenocpeacTBeH-
HOCTbHO U CBEXECTbO, PUANTPAHHBIM MacTEPCTBOM
OTANYaEeTCAa UCNONHEHWE Ma3ypok cod. 17 N2 1 un
Ne 2 LLloneHa. XapakTepHbl Bblpa3uTe/bHble AeTanu,
OCHOBaHHbIE Ha KONOPUCTMYECKNX HaxoaKax, And-
bepeHumaunmn GakTypsbl, CO3LaHNN TOHKOM 3BYKO-
BOW nepcnekTuBbl. B ncnonHenun Mpenrogun pe
6emonb Maxop cou. 28 N2 15 LlloneHa nMaHnUCT co3-
JaeT APKUA apamaTuyHbI 0bpas, Bonsowas npe-
JAeNbHbI KOHTPACT B KPaMHUX U CpeaHeM pa3je-
Nax Tpex4yacTHon GopMbl. BHeLHeMy CNOKONCTBUIO
W OTCTPaHEHHOW co3epLaTesbHOCTN HavyaabHOro U
3aK/IOUNTENbHOTO Pa3zenos, CIOBHO OTPaXKaroLLmx
KapTMHY Nei3axa, NpoTMBONocTaBaseTcsa byps, by-
LIYHOLWas BO BHYTPEHHEM MUpPe XYA0XHUKA.

Jn FOHbAM roBOPUT O TOM, UTO camas bosbluas
0CO6eHHOCTb My3bikn LLloneHa 3akntouaercs B He-
06X0AMMOCTU A1 UCMONHUTENS W CyLllaTens oT-
NpaBUTbCSA B ANNTENbHbIN NyTb MOUCKa pa3ragku
TalHbl ero My3blku. IHTepnpeTauns npeanonaraer,
YTO C U3MEHEHNEM BPeMEHMN OHa MOXET BbITb BOC-
npvHATa 6osee NO34HUMUN MNOKONEHUAMM, HO TakXKe
BO3MOXHO OyAeT OTBEprHyTa, YTo Henpeackasye-
Mo. [Mogo6HO TOMY, Kak HEKOTOPble BCEMUPHO W3-
BECTHble KapTWHbI He BblM NOHATHI BO BPEMSA CBO-
€ro Co34aHus, MHOTUe UHTepnpeTaLumn MoryT 6bITb
TakXXe He NMPUHATbI COBPEMEHHUKaMMW.

B ncnonHernnun Jin FOHban KoHuepTta N2 1 ana
dopTenmaHo ¢ opkecTpoM JIncta pOMaHTUYHOCTb
WHTepnpeTaumu npuobpeTtaeT gpyrne KkayecTsa B
CpaBHEHWW C UCNOAHEHMEM My3bikKM LLloneHa — ToH
cTaHOBUTCA Hosee NPUMNOAHATLIM, aNNepPTHbIM, ap-
TUKYNALMA NpuobpeTaeT elle 60bLIYHO OTTOYEH-
HOCTb ¥ OCTPOTY. JIn FOHbAM coueTaeT poMaHTHYe-
CKO€ HaCTpoeHMne C ONTUMUCTUUYHOWN KOHLLeNLmein
Npoun3BeeH s, 3acTaBass caywartenei aMoLmo-
Ha/bHO NepexvBaTb MOMEHTbI MPeKPacHoro.

MocTeneHHOE HaKOMAEHNE KyAbTYPHOrO NOTEH-
Luana n XyAoXeCTBEHHbIX BreyaTaeHnin, dopmu-
pytoLlee CTUANCTVKY MHTePrpeTaLny, onpesenmnno
3CTeTMYECKME OCOBEHHOCTU TPAKTOBOK MMaHUCTa.
B ero ncnonHeHUn NpmucyTCcTByeT HECKOJbKO 3MO-
LMOHa/IbHbIX YPOBHEN: NPOCTble, CPasy MNOHATHbIE
UyBCTBa COYETANOTCA CO CKPbITbIMU addekTamy,
BOCMPUHUMaEMbIMUW NOCAE NPOCAYLWNBaHUA pe-
TPOCNEKTUBHO.

JIn FOHbAM cumnTaet, uto dopTenmaHHoe NCKyc-
CTBO ABNSETCA AMHAMUYHOM N OTKPbLITOM CUCTe-
MOW My3blKaJibHOW KybTypbl. B Hem npucyTcTByet
MHOXECTBO XYZAOXECTBEHHbIX BANSHUIA. B ncnon-
HWUTeNbCTBE NMaHncTa ob6obLwatoTcs, B TOM Ymcae u
bunnocodcko-acTeTMyeckme NPUHLMMBI KNTanCKOWM
MY3bIKaJbHOM KyAbTypbl, 3aMKHYTOCTb KOTOPOW, YM-
HOXEHHas Ha 3/IMTapHYyo 3aKpbITOCTb dopTenu-
aHHOrOo MCKyccTBa, 0biasarolLero MHOroBekoBbI-
MU TPaAULMAMK, YCUANBAKOT BAUSIHWE APYT ApYra,
Hen36eXXHO NPUBOAA UCMONHUTENA K KOHPAMKTY
LLleHHOCTHbIX OPUEHTUPOB. VICMOAHWUTENb CTaKMBa-
€TCA C HeOBXOANUMOCTbIO NPOTUBOCTOATH ABOMHO-
MY AaBJEHWUIO KYJbTYPHbIX NOCTY/1aTOB, Nepexoas
K MHOXECTBEHHOCTU MbILLJIEHNS. TOT NyTb NpPea-
nosiaraeT ABUXEHWE OT OCMbICAEHUS popTennaH-
HOFO MCKYCCTBA UCK/IOUYMTENBHO Kak eBPOMencKo-
ro Hacieaus, AN KOTOPOro KUTalcKme NMaHnuCTb
OCTatoTCA MHOCTPaHLLAMU K pa3Hoobpasunto 1 Xy4o-
>KeCTBEHHOMY Matopann3my. CBONCTBEHHbIN BOC-
TOYHOMY BOCMPUATUIO METOZ MOUCKa OTBETOB Ha
dyHAameHTanbHble drunocodckme BoNpockl B Mpo-
Llecce NpakTUYecKom AeATeIbHOCTM NMaHNCT npoe-
LUpYeT Ha GOopTENMAHHYHO UFPY, KOTOPas «MoCTo-
AHHO Yrny6aseT NoHVMaHue npou3BeseHuns» [6].

JIn FOHbAN NogvepkmBaeT, UTo NpegnounTaet
UrpaTtb ApamMaTtuyHble MPOU3BEAEHNS MOHYMEH-
TanAbHOU GOpMbI, C pa3BUTON ApamaTypruei pas-
BUTWS, KOHOANKTaMWN, CUNBHBIMW 3MOLMAMUN 1 Ay-
XOBHOW BOJIEW, Takne Kak dopTenmnaHHble KOHLLEePTbI
M.W. Yaiikosckoro, ®. /ncta, . Bpamca.

My3bIKaHT, 10 MHeHWto Jln KOHbaN, aaxe ecan
Yy HEro ectb TafaHT, He COBEPLUNT HONbLUErO NPO-
pbiBa, €C/M Yy Hero He ByseT AOCTaTOYHO BpeMe-
HW 1 3Heprun, ytobbl NOCBATUTL CebA NCKYCCTBY,
YTO 3aBMCUT OT abCONOTHOW NPeAaHHOCTU My3bIKe,
npeanonaratoLLein NOCTOSHHYH paboTy Hag coboli.
BmecTo npogosixkeHns 6aecTsLLein  MUHTEHCUBHOM
npodeccMoHanbHOW kapbepbl JIn KOHbAN nocCTy-
N B BbiCLyo WKONY My3blkKW U TeaTpa B [aHHO-
Bepe (lepmaHua) B knacc npodeccopa Ann Bagn.
JTOT nezaror obnasaeT WMPOKOW 3pyauLmen, v, 3a-

HUMaACb CO CTyAeHTaMW, TWaTeAbHO aHaAn3upyet
MY3bIKY C TOUKM 3peHns obpa3HoCTM 1 gpamaTyp-
rmyeckoro passuTms. HeobblUHbIM B €ro MeToze
ABASIETCA TO, YTO OH UCMO/b3YeT METOAb! PaboThbl
MY3bIKaHTOB APYruX CleLmnanbHOCTEN: K MpUMepY,
AVPVXXUMPYET 1 3acTaBasieT CTyAeHTa NPoANPUXN-
poBaTb popTennaHHbIM coUYnHeHnem. Jln KOHbaN
OTMeuan LeHHOCTb 3TOro npuema B pabote Hag
AOCTUXKEHMEM TOYHOIO OLUYLLIEHNA BPEMEHUN MYy-
3blKaJbHOT MPON3BeAEHMA.

MunaHUCT 0TKazancs oT JaNbHeNLEro yyactus B
KOHKYypCax, KOMMepUeckmnx NpoekTax, cumtas, 4ro
NCKYCCTBO TPebyeT cepbe3HbIX PasMbILLIEHUA U yray-
61eHHOM PaboThl, MOCKOJIbKY «TONbKO TakuM obpa-
30M MHTepnpeTaLmsa My3blKM MOXET NPUGAN3NTL-
€A K NpOM3BeAeHUNIo nckyccrea» [6, 75].

Kak otmeuyaet N. KopsbuH, «<nobega Ha KOHKYp-
ce nmeHu LoneHa otkpbina nepeg FOHbAM JTn wn-
poKuMe NepcnekTUBbI, Kak B OTHOLUEHWW pa3BUTUSA
MWUPOBOWN UCMONHUTEILCKON Kapbepbl, Tak U B OT-
HoweHun paboTbl B cdepe 3ByKo3anucu. B TeueHmne
MHOTWX JIeT OH ABAANCA 3KCKIHO3MBHBIM apTUCTOM
dupmbl Deutsche Grammophon — v nepBbIM CTy-
AWNAHBIM ANCKOM MUAHKCTa, BbIMYLLEHHbIM Ha 3TOM
neribne B 2002 roay, CTan CoNbHbIM anbboMm ¢ 3anu-
cbto My3bikn LoneHa («Chopin — Recital» — Y./.)»
[1]. B 2003 roay Bbiwen anbboM ¢ 3aNMCAMU COUN-
HeHuin ©. Nlucta. «rpatb My3bIky JIncta — 3HauuT
NOAHMMATbLCA Ha cKanbl. B «Lisz — Piano Recital» s
CTPEMAKOCb BOMAOTUTb MOJIOAOCTb U XXU3HEHHYHO
cuny», — rosopuT Jln FOHbaW.

CounHeHus LLloneHa v /lncta no-npexHemy 3a-
HMMaIOT BaXXHOE MeCTO B KOHLIePTHOM penepTya-
pe JIn OHbAW, OAHAKO B HacTosLee BpemMs nua-
HWCT Takxke obpallaeTcs K popTennaHHo! My3bike
B.A. Mouaprta, J1. betxoBeHa, 1. Ckapnattu, ®. Ly-
6epTa, P. LymaHa, ®. fincta, M. PaBens, C. Mpoko-
dbeBa, KNTaCKUX KOMMO3UTOPOB.

B ncnonHeHun Jin KOHbaW aTOro KOHLEPTB AN
dopTennaHo c opkecTpoM My HEMONL Maxop Cou.
73 beTxoBeHa NPUBNEKAET ICTETUUECKUI BKYC U rap-
MOHWYHOCTb, HO Tak>e MPUCYTCTBYET TPaHCLEeH-
AEHTHbIA TeMMNepaMeHT, 3aCTaBAsAOLWMIA caylwaTens
B peasbHOM BpPeMeHUN NepexmnBaTtb KpacoTy 3TOro
COUMnHeHMs. MnaHnCT NpoABAseT UHTEPEC K TBOP-
yectBy Lyb6epTa. Ans noHUMaHWA LWybepTOBCKOro
ctuns Jin FOHbAM cumTaeT BaXkHbIM pa3BUTUE CTYXO-
BOrO OMbITa, BKAOYAIOLLLEro MY3bIKY Pa3HbIX XaH-
pOB, B TOM UMC/ie ONepHOe UCKYCCTBO. BaxxHoCTb
HaxXOX/JEeHWS eCTeCTBEHHOTO «AbIXaHWs» My3blku JIn
FOHbAM MoAYepKMBaET N B MCNOJAHEHMW Ha dopTe-
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MMaHo, YTO CNOCOBCTBYET CTAHOBEHMIO LieN0CTHO-
cT1 GopMbI B MpoLecce ee 3ByKOBOTO BOMJ/IOLLEHNA.
Bo Bropom koHuepTe ana ¢oprennaHo ¢ opke-
CTPOM CO/lb MMHOP cod. 16 NpokodbeBa NMaHNCT
A06VBaeTCAa HEOObIYHbIX KONOPUCTUYECKMX IPdeK-
To0B. ObpalaeT Ha ceb6s BHUMaAHUE METPOPUTMU-
yeckas CTOPOHa ero UCNOJHEHMUA: CA0XHasa MHO-
rOMEpPHOCTb pUTMa OnpesenseT 3axBaTbiBarOLLLYHO
aTMocdepy Npomn3BeAeHNs, B KOTOPOW OLLyLLaeTcs
CAEP>KaHHOCTb N CKPbITasa TPEBOXHOCTb.

B 2011 rogy Jln FOHbAW 3anncan nepebi anbbom
Kutarickon my3sblkm «KpacHoe ¢optenmaHo» («Red
Piano») B faHb HaLMOHaAbHOW MYy3bIKaJbHOW Ky/b-
Type Kutasa. 370T anbboM nosasuica B pesysbraTte
AANTENbHON NOAFOTOBKM W BKAOYMA B ceba KoHuepT
ana dopTtenunaHo c opkecTpom «KenTtas peka», CO3-
AaHHbIV Tpynnor KoMno3utopos NHb YaHU3yHOM,
Yy BaHxya, Jlto YUxxyaHoM, LL3H SinxyHowm, LUn LLyus-
HoM, Ctoii ®3ACMHOM Ha OCHOBe KaHTaTbl «XKenTas
peka» CnaHb CuHxas. a Takke opTenmaHHble nbe-
¢bl Ban LzaHbuxyHa «CeTAwmeca KpacHble Ianm»,
«Peka JltosAH», «Pa3HoLBeTHble 0bnaka B MOroHe 3a
NyHol», «[leBylika Jann», YxaH Yao «B ganekom
mecTe», «[n XyaH», «[lecHs o nto6Bm KaHramHra»,
«[louemMy LBeTbl TakMe KpacHble», «Moa PoguHa».
OTM XOPOLLO U3BECTHbIE dopTENNaHHbIE MbeChl K-
TalNCKUX KOMMO3UTOPOB B UCMOAHEHWWN ST FOHbAN
nepexKnBaroT BTOPOE pOXJAeHWe, 3ByYaT 3ajyLueB-
HO, 6€3 BHELIHWX BUPTYO3HbIX 3 dekToB. MNMraHuct
rnyboKo 1 OfyxOTBOPEHHO BblpaXkaeT NOANNHHOE
OvapoBaHMe KUTaNCKUX HaLMOHa bHbIX NPou3Be-
AeHU. TBOPUYECTBO KMTANCKUX KOMMO3UTOPOB B
ncnonHeHmm Jin FOHbAM NpeacTaeT HanoJHEHHbIM
NHTENNEKTYaNbHbIM OCMbICNIEHNEM MY3bIKalbHOTO
copepxxanuna. MNnaHnCT ACHO 1 NOTMYHO BOMJOLLA-
eT CTPYKTYypy GOpMbI, FOBEMPHO BNUCHIBaA 13bl-
CKaHHble ZeTanun B 06LLMIA KOHTEKCT.

Bbipa3utenbHas penbepHOCTb MENOANN U AN-
bepeHUMaLma GakTypbl COYMHEHUN cbanaHCMpo-
BaHbl, a TeMbpoBoe pasHoOobpa3ne U NHTEHCUB-
HOCTb KOHTPACTOB CO34at0T APKOe BreyatieHue.
Mpou3BeseHns KNTaNCKnMx KOMMO3MTOPOB, N3bpaH-
Hble MMaHWUCTOM AN 3anucy, 06beMHEHbl B eAu-
HYHO SHLMKIOMEANIO HaLMOHaNbHbIX 06pa3oB. OHK
MPOCTbI Y NaKOHUYHBI, HO B TO XK€ BpeMs co3epLa-
Te/IbHO 3/1eraHTHbIl. TOHKOCTb MX XapaKTepa, Hame-
Karolas Ha HeobxoaMMOCTb AodyMaTb 1 Boobpa-
3UTb T€ HIOAHCbI, KOTOPbIE CKPbITbl BO BHYTPEHHEM
apeasie OrMKN CMbICIIOB, BOMJIOLLLAHOT OCOBEHHOCTM
KMTaMCKOro MMpoBO33peHus. TpakToBku JIn FOHb-
A1 ACHO BOM/OLLAKOT KOHLEMNLUUN ero 3aMbIC0B, B
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HUX HaXOAAT OTPaXKEHME apXETUMbl KUTACKOro 1c-
KyCCTBa, BOMJIOLLLEHHblE CAMODBBITHBIM U APKUM CO-
BPEeMEHHbIM XYAOXHUNKOM.

B 3ToM oTHOWeHUN JIn FOHbAW ABAAET cOBON He
TONbKO NPUMEP MNOCTUXEHUS CTUNeNn popTenmaH-
HOro MCKYCCTBa, HO TakXKe NMPUBHOCUT B MUPOBOE
WNCKYCCTBO HOBOE HarnpasieHne nHTepnpeTaumm
KUTarcknx GopTenmaHHbIX Npoun3BeseHunin, 060-
raliarowmx npeacraBiaeHma o6 NCNONAHUTENbCKUX
npvemax, Konopucrmke, GUnocoHckmnx ncTokax nu-
aHUCTMYECKOro NCKYCCTBa.

Ncnonnutensckoe mactepctBo JIn FOHbAM Bblno
BbICOKO OLLEHEHO OTeYEeCTBEHHbIMU U MeXAyHa-
POAHBIMU MYy3blKaabHbIMU KpUTKamu. Poprtenma-
HO 3BYYMT Y NMMaAHNCTa OPKECTPaabHO, 1 B 3TOM €ro
NCMONHEHMEe AeMOHCTPUpPYET BAN30CTb CKopee Xy-
[ OXECTBEHHOW TPaKTOBKE MHCTPYMeHTa JInctom.
Jn FOHbAM OTMeuaeT, UTO B My3blKaJlbHOM UCKYC-
CTBe BCe B3aVMOCBA3aHO. VicnoaHuTento Heobxoaun-
MO 6bITb B BO3BbILLEHHOM AyXOBHOM COCTOSHUW U
co3faBaTb A1A cebs TBOpUECKoe BHYTPEHHEe Npo-
cTpaHcTBO. Korga oH f0OX0AWUT O OTHOCUTENbHO
BbICOKOM TOUKW, 3TO 0COBeHHO BaxxHOo. OgapeH-
HbI MY3bIKaHT MOXET BbIPa3nTb OYEHb LUMPOKMNIA
CMeKTp 3MOLMIA. TOHKOe UyBCTBOBaHMWE My3blKU OT-
KpblBaeT BO3MOXHOCTM MOCTUXEHMWSA CTUNEN pa3-
HbIX KOMMO3MTOPOB.

Ba>kHbIM acnekTom nctopun GpoptennaHHoOro
nckyccTea asasetca ToT dakT, uto JIn KOHbaM AB-
NAeTCA efNHCTBEHHbBIM NMNAHUCTOM, NMOAYUNBLUNM
npodeccmoHanbHoe My3blikasbHOe 0bpa3oBaHue
Ha poanHe B MaTepukoBom KuTae 1 obnagaromnii,
NPWU3HAHHON MUPOBOWN M3BECTHOCTLID. ITO 0bCTO-
ATENIbCTBO NOATBEPXKAAET aKTUBHbIA NPOrpecc Ku-
Tanckoro GbopTenmMaHHOro NCKyCcCcTBa, BXOAALLErO B
MUPOBYHO MY3bIKa/lIbHYHO KYAbTYpY.

B Kutae ¢ nouteHMem OoTHOCATCA K TbicAYeneT-
HVM HaLMOHa/bHbIM TPagMLmam, cobntogas putyanbl
W 3TUKET, 3auias n cbeperas KyabTypy. 3TO BOC-
NUTbIBaET yBaXkeHWe K 6oratbliM TPaAULIUAM APYTnX
KynbTyp, obecneunBas peLLatoLLyto OCHOBY A8 UX
noctmxeHus. Jin FOHbAN cuMTaeT BaXKHbIM ANS KN-
TalLeB, KOTOpbIE IOBAT KNacCUYecKyHo My3blKy, 13-
yyaTb 3anagHble KyabTypbl, aHaAN3MPOBaTh UX UCTO-
kun. Echm octaHoBUTLCA Ha My3bike LLloneHa v flucta B
KauecTBe NpuMepa, TO C TOUKU 3PEeHNA Coep KaHns
MY3bIK/ OHW ABASKOTCS KOMMO3MTOPaMK, OXBaTblBa-
FOLLMMM B CBOEM TBOPYECTBE TO, UTO BXOAUT B MO-
HVYMaHWe POMaHTNYeCcKoro cTuas. JINCT, Mo MHEHUIO
NMaHKCTa, BbipaXaeT HeYTo BeAnKoaenHoe, brecta-
LLiee, HO TaKkXKe M OYeHb HEXHOE, ero My3blika boraTa

KONIOPUCTUYECKUMU OTKpbITUAMY; LLloneH — ¢dop-
TEMWaHHbIM NO3T, NO3TOMY ero obpasbl O4YeHb ray-
6oKMe 1 N3MEHUMBbIe, HaXOAALLMECA B MOCTOSHHOM
Moncke OTBETOB Ha BHYTPEHHMWE BOMPOCHI.

MNMocne WOMNeHOBCKOro KOHKypca MHOrMe npo-
deccmnonansl cumtanu, uto Jin FOHbAN cocpesoTo-
UNTCH Ha MHTepnpeTaunax My3sbiku LLloneHa. Emy
NPUXOAMNOCE MHOTO UIrpaTb COUMHEHMS MObCKO-
ro KOMMO3UTOpPa B COOTBETCTBUM C TPEBOBAHUAMU
KOHKypCa U NocaesytoLero KOHTpakTa, No3Tomy
HeyAMBUTE/IbHO, YTO NOSABMIOCH 3HAUUTE/IbHOE KO-
INYeCTBO 3anucen. 3a rofbl BbICTyMNAeHUN 3a pybe-
>KOM MUaHWCT yBenYMBaA CBOM OMbIT, BCTpeYancs
CO MHOTUMM WM3BECTHLIMWU My3blKaHTaMW, BAAIOLLN-
MUCS KNOUEBbIMU dUrypamm B KyabType. Heckosbko
NeT fganbHeliwen paboTbl NOKaszany, YTo Nocae LWo-
MEHOBCKOrO KOHKYPCa, Ha KOTOPOM MNaHNCT Npo-
AEMOHCTPMPOBas BblAatoWMecs 4OCTUXEHUS, OH
NPOAOAXKAET NPOrpeccupoBaTs.

B uHTepnpetauuax n camon anuHoctv Jin FOHbaM
€CTb HeuTo, HacTpauBatoLlee cayLlaTtesis Ha NoCTu-
KEHWEe HEKOeN UCTUHbI, CAenaTh yCcuame Hag coboi

A5 OTKPbITUS HoBOro. OH He CreLunT pacumdpoBaTb
«OTBETbI» A/1f CAyLlaTens, COXpaHas MUCTUYECKNI
apeas TalHbl, KOTOPYH HEBO3MOXHO ZoKa3aTb. B 10
e BPEMS 3TO He JINLLAET ero UCMNoJIHeHWe Hemno-
CPeACTBEHHOW 3MOLIMOHaAbHOCTU. CKPOMHOCTb MPO-
ABASIETCA B TOM, UTO MUAHUCT HE CTPEMUTCS YTBEP-
XaaTtb ceba cpeamn apyrux, ero BoaHyet 6opbba ¢
camum cobo.

B MCMONHNUTENIBCKOM NCKYCCTBE KUTANCKMX Nia-
HWUCTOB MPOCIEXMBAOTCA MHOTME ABAEHUSA, XapaK-
TEpPHble AN151 MUPOBOW XyAO0XECTBEHHOMN KyAbTYypbl,
1 B TO e BpPeMs JOMOJIHsoLWMe 0bLLyto naHopamy
My3bIKaJlbHOrO UCKyccTBa. Onopa Ha HauuoHas b-
Hble dunocodckme KOHUEeNUMm cnocobcTeoBana
OTKPbITVIO HOBbIX PaKypCOB OCMbIC/IEHUS Xy 0Xe-
CTBEHHOW 06Ppa3HOCTM COUMHEHWIA, MPUHLIMMOB MC-
NONHNTENbCKOro MacTepcTsa. [yt ganbHelwero
pPa3BUTUS COBPEMEHHOTO MCMOJHUTENBCKOTO UC-
KYCCTBa y>Ke HeMbICIMMbI 6e3 nnaHucToB 13 Kutas,
Cpeau KOTOpbIX NosBASETCA BCe HoblUe My3blKaH-
TOB, CO3JatoLLMX CAMOBbITHbIE TPAKTOBKM LUIEAEB-
POB MUPOBOroO MYy3bIKaJibHOrO UCKYCCTBA.
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THE INFLUENCE OF BUDDHISM ON THE AESTHETICS
AND SYMBOLISM OF ORNAMENTAL DECORATION
OF CHINESE BRONZE MIRRORS OF THE TANG
DYNASTY (618-907)

Summary: Buddhism was introduced to China during the
Eastern Han dynasty (25-220 AD) and received official
support during the Wei (386-534), Jin (266-420), South-
ern (420-589), and Northern (439-581) dynasties. During
the Tang dynasty, thanks to the patronage of the imperial
family, Buddhism became a fundamental part of the re-
ligious and philosophical foundation of Chinese spiritual
life. The open-mindedness of Tang emperors and their
tolerance toward foreign cultures led to the rapid devel-
opment of Buddhism and its integration with Chinese
culture, which resulted in the formation of a distinctive

The Tang dynasty can be called the golden age
of Buddhism in China. Due to the reverence for
Buddhism shown by the rulers, it gradually exerted
a significant influence on all strata of society. The
system of decoration and symbolism of Buddhist
images and motifs had a profound impact on var-
ious crafts of the Tang dynasty, one of which was
the art of decorating bronze mirrors.

Both in China and in Russia, scholarly research
has been devoted to Buddhism and its influence
on Chinese decorative and applied arts.

The article by M. E. Kravtsova, “On the Initial Stage
of the Spread of Buddhism in China,” covers the key
aspects of the historical and cultural context of the
introduction of Buddhism into Chinese culture. The
author examines various versions and timeframes
concerning the Chinese acquaintance with Buddhism
and mentions important historical events, such as the
possible acquaintance of Confucius with the Buddha,
the arrival of Buddhist monks at the court of the Qin
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local variant of Chinese Buddhist art. The fusion of Bud-
dhism with ancient Chinese culture brought about trans-
formations in painting, architecture, sculpture, crafts, and
literature. This article analyzes the influence of Buddhist
aesthetics and symbolism on the ornamental decoration
of bronze mirrors during the Tang dynasty, revealing new
types of ornamental motifs that emerged as a result of
their integration into ornamental compositions.

Keywords: Tang dynasty, Chinese bronze mirrors, Bud-
dhist symbolism, Buddhist ornamental patterns.

emperor, and popular legends, for example, about
the prophetic dream of Emperor Ming, which led
to the arrival of Buddhist missionaries in China [2].
Buddhism began to spread actively in China as
a result of social and political changes, particularly
against the backdrop of conflicts and wars. The turn
to Buddhism was to a certain extent connected with
the search for consolation and salvation from suffer-
ing in conditions of instability. In an article published
by Wang Jinbao, “The Influence of Buddhism on Tra-
ditional Chinese Lotus Ornamentation,” an analysis
is conducted of how the image of the lotus and its
symbolic meaning were integrated into the system
of traditional Chinese ornament. The lotus is con-
sidered the primary symbol of Buddhism, associated
with purity, spiritual innocence, and tranquility [1].
Jiang Bingzhi and Jiang Yuxi published the arti-
cle “The Lotus and Buddhism” [3]. The article notes
that the lotus flower, as an important symbol of the
Buddhist religion, was closely connected with many

legends about Shakyamuni Buddha. Its symbolic sig-
nificance lay in the possibility of transforming mis-
fortune into prosperity, spiritual blindness into moral
purity and enlightenment, just as the beautiful lo-
tus flower is born from mud and mire without being
tainted. In his study of Chinese lotus culture, Wang
Bingjie showed its origins, the process of its develop-
ment, and its geographical distribution in China [4].

In his work “A Study of the Formation of the
Baoxiang Flower in the Tang Dynasty,” Wu Xiaofan
demonstrated the reasons for the spread of the
baoxiang pattern in the decorative art of the Sui
(581-618) and Tang (618-907) dynasties and exam-
ined its artistic characteristics. The article analyz-
es the process of transformation of the baoxiang
motif into a traditional Chinese floral pattern that
took shape during the Southern and Northern dy-
nasties (420-589). Combining various flowers—peo-
nies, chrysanthemums, and honeysuckle—in stylized
form, craftsmen created a unique pattern [5].

During the Tang dynasty, there was an active in-
teraction between China and the cultural traditions
of other countries, which significantly enriched the
decorative motifs of Chinese ornamental art. The
combination of traditional motifs and images with
Buddhist symbolism created new variants of deco-
rative ornamentation for bronze mirrors.

As already noted, in the system of Buddhist sym-
bols, one of the foremost places is occupied by the
lotus motif, which embodied nobility and spiritual
purity. Decoration with lotus patterns not only em-
phasized people’s aspiration for the purification of
the soul and the possibility of attaining Supreme
Bliss but also represented the ideal embodiment
of the high aesthetics of this motif in Chinese dec-
orative art [6].

While the lotus is a real flower—a creation of na-
ture—the baoxiang flower does not exist in nature; it
seems to absorb the beauty and symbolic meaning
of many plants. In his article “A Study of the Lotus:
An Analysis of the Evolution of the Baoxiang Style,”
Zhou Zuohao notes that the penetration of Bud-
dhist culture influenced the inclusion of the lotus
image in the stylization of the fantastic baoxiang
flower. He examines lotus patterns in Indian deco-
rative art, identifying “paternal genes” of recogniz-
ability, while in the traditional culture of China he
finds “maternal genes” in ornaments of the Han era
(206 BC—220 AD), on the basis of which the diverse
elements of the baoxiang pattern were unified [7].
Its appearance may testify to the remarkable mas-

Il 1. Bronze mirror with baoxiang floral pattern from
Shaanxi Province. Tang dynasty. Collection of the Cultural Relics
Administration of Shaanxi Province, China.

tery and imagination of Chinese artists and skilled
craftsmen of that time [8].

Thus, the leading decorative motifs of the lotus
and the baoxiang flower, having undergone adap-
tation within the system of traditional ornamental
art, formed new compositions in the decoration of
bronze mirrors, in which these motifs are combined
with other important images of Chinese art.

An example may be a bronze mirror (lIl. 1) discov-
ered during excavations in Shaanxi Province, which is
a third-class cultural relic in China (diameter 21.5 cm,
thickness 0.5 cm). The mirror has a slightly scalloped
border, and its reverse side is divided into two con-
centric circles: inner and outer. The inner part is dec-
orated with six floral buds around a hemispherical
boss (knob handle). The outer border consists of eight
baoxiang flowers arranged symmetrically around the
center. The baoxiang flowers are, in turn, adorned
with numerous leaves that frame each flower and
lend the entire composition a finished appearance
and festive decorativeness.

Some compositions featuring the baoxiang flow-
er may also include cloud patterns, leaves, grass-
es, as well as inscriptions. An example is a round
bronze mirror (lll. 2) with a diameter of 16.5 cm
and a thickness of 0.6 cm. The composition is di-
vided into two parts: inner and outer. In the inner
part there are six baoxiang flowers, symmetrically
arranged around the round, convex hemispherical
boss. The outer part is adorned around its circum-
ference with a poetic inscription: “Deep and tran-
quil as still waters, pure and bright as the autumn
moon. From within, a clear radiance emanates, and
outwardly it blossoms like a diamond flower. It can
illuminate people’s hearts and banish evil. It will al-
ways be treasured, and once you acquire it, it will
never disappear.”

BELEK - BBIKA - BEAR - EE5h K - T
BIOHE - FERIKAE - XIEFE . RZELX -

The six baoxiang flowers are decorated with sym-
metrical patterns of grass leaves and stamens. The
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Ill. 2. Round bronze mirror decorated with baoxiang floral
pattern. Tang dynasty. First-class national cultural relic of Ching,
collected in Susong County in 1982.

stylization of the flowers differs from that of the
first example.

The formation of the artistic form and the mul-
tivalent symbolic meaning of the baoxiang pattern
has deep cultural connotations, which are also con-
nected with the diversity of stylization techniques
and compositional organization. As an example, one
can cite a bronze mirror preserved in the Xi'an Insti-
tute for the Conservation of Cultural Relics and Ar-
chaeology in Shaanxi Province (lll. 3). The decorative
program of this mirror includes all the representa-
tive images of Buddhist culture: the peacock, baox-
iang flowers, and the swastika pattern. The mirror
is shaped like a multi-petaled flower, at the center
of which, symmetrically along the vertical axis, are
placed figures of two peacocks. Below is a blossom-
ing baoxiang flower. The upper part is adorned with
a lotus flower, at the center of which is the Bud-
dhist symbol of the swastika.

In Buddhism, the peacock is revered as the Bud-
dha-Mother, the Peacock King (Mahamayuri), and
is one of the important deities in Tantric Buddhism.
According to legend, a peacock once swallowed the
Buddha, but the Buddha not only did not blame it
but, on the contrary, honored it as the Mother of
Buddha and named it the Mother of Buddha—the
Peacock King.

Ill. 3. Bronze mirror with peacock pattern. Tang dynasty.
Collection of the Xi‘an Institute for the Conservation of Cultural
Relics and Archaeology.
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In the local culture of the Tang dynasty, the pea-
cock also held special symbolic significance. Peacocks,
due to their beautiful and proud appearance, were
often associated with high social status. The pattern
of peacock feathers resembled a beautiful composi-
tion of interconnected round coins; therefore, the im-
age of the peacock was also associated with wealth.

The swastika was also a representative symbol
in Buddhism, carrying the auspicious meaning of
spiritual liberation. During the Sui and early Tang
dynasties, swastika characters became one of the
important symbols of Buddhism in China [9]. It can
be said that in Buddhism, the swastika represented
the very existence of the Buddha [10]. During the
Tang dynasty, the swastika was one of the princi-
pal symbols of Buddhism; its image can be seen on
the chest and the soles of the feet of Buddha sculp-
tures, symbolizing the footprint of the spiritual rul-
er, the path, and the liberation of the spirit.

During the Han dynasty, when lions were brought
to China, few people had the opportunity to see
them in person. Moreover, most lions were kept in
imperial palaces and gardens. At that time, sculp-
tors occupied a relatively low social position and
had no opportunity to observe real lions. As a result,
when creating sculptures, craftsmen relied large-
ly on their own imagination and creative abilities,
drawing on descriptions in books and finding inspi-
ration in the images of other animals. In depicting
lions, masters employed such techniques as gen-
eralization, exaggeration, and deformation to ide-
alize their creations and give them a formidable,
majestic appearance. This led to the formation of
a unique “Sinicized” image of the lion, character-
ized by a resemblance in spirit rather than in form
to the real animal [11].

At the autumn auction of Zhongmao Shengjia in
Beijing in 2023, a bronze mirror with double lions
and double phoenixes with curling vines and floral
patterns was sold at a very high price; it was excel-
lently preserved and exquisitely decorated (lll. 4).
Winding branches and grapevines divide the com-
position into four equal parts. Two phoenixes and
two lions are arranged in a circle at some distance
from each other. The two lions are depicted in ac-
tive movement, their bodies strong and powerful.
The two phoenixes, spreading their wings and in-
clining their necks, dance in graceful poses. The
combination of lion and phoenix figures in Chinese
decorative and applied arts acquired, from this time
onward, stable iconographic features.

Conclusion

The rapid spread and flourishing of Buddhism
during the Tang dynasty was a consequence of the
policy of religious tolerance. In the decorative orna-
ments of this period, a synthesis of ancient motifs
and images with Buddhist motifs and images was
manifested. A characteristic feature of the Chinese
symbolic system is the blurring of the boundary be-
tween sacred symbolism and secular wishes. First
and foremost, this is reflected in everyday objects
such as mirrors of the Tang period. This period be-
came an important milestone in the history of the
creation of bronze mirrors and their ornamentation.

The development of Buddhism during the Tang
dynasty also had important historical significance,
contributing to cultural exchanges between China
and foreign countries and providing valuable mate-
rials for the study of the history, art, and culture of
India and the countries of Central Asia. The spread

Ill. 4. Bronze mirror with double lions and phoenixes and flo-
ral patterns. Tang dynasty. Sold for 1,380,000 yuan at the autumn
auction of Zhongmao Shengjia, Beijing, 2023. Private collection.

of Buddhist culture during the Tang dynasty exert-
ed a significant influence on traditional Chinese cul-
ture. Buddhist architecture, murals, and the unique
artistic style that developed in decorative and ap-
plied art objects became an important part of the
history of Chinese art.
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BIVNAHWE bBYAAN3MA HA SCTETUKY
N CMUMBOJIMIKY OPHAMEHTAJIbHOTIO AEKOPA
KWTANCKWNX BPOH30BbIX 3EPKAJT 2MOXW TAH
(618-907)

AHHoOTauums: byasansm 6bin BBegeH B Kutain Bo Bpe-
MeHa anHactum BoctouHasa XaHb (25-220 rr.) n nony-
unn odunLmManbHoe pa3BUTME BO BPEMEHA ANHACTUI Bal
(386-534 rr.), LU3nHb (266-420 rr.), FOHbIX (420-589 rr.)
n CeBepHbix (439-581 rr.) guHacTnin. Bo BpemeHa gunHa-
ctum TaH, Brarogaps NogAep>KKe MMMNepaTopckon CeEMbH,
6yAAM3M CTan YacTbio PENUrMo3HO-HONA0COdCKOM OCHO-
Bbl lyXOBHOW XW3HW KuTackoro obuectsa. OTKpbITOCTb
B3rNS40B VMMepPaTopoB ANHACTUN TaH U X TEPMMMOCTb
K MHOCTPaHHbIM KyAbTypaMm npveean Kk 6p1cTpomMy passu-
VO ByaAM3Ma M ero MHTErpaLmmn ¢ KUTanckom KybTypon,
4TO NPUBENO K GOPMUPOBAHUNIO IOKaJIbHOrO BapuaHTa

AunHactuio TaH MOXHO Ha3BaTb NEPUOLOM pac-
ugeta 6yaansma B Kutae. M13-3a nountaHus 6yaams-
Ma NpPaBUTENAMM, OH MOCTENEHHO OKa3aa 3Hauu-
Te/sIbHOe BAMAHME Ha Bce cioun obuwecTBa. Cuctema
AeKopa 1 CUMBOIMKM Byaanncknx obpasos U Mo-
TUBOB OKa3anu rnybokoe BAMAHME Ha pa3ivuHble
pemMecsa AvHacTUM TaH, O4HUM 13 KOTOPbIX OblIO
NCKYCCTBO AeKOPUPOBaHMs BPOH30BbIX 3epKal.

Kak B Kutae, Tak 1 B Poccun nmetrotca Hayu-
Hble nccnefoBaHMsA, NOCBSALLEHHbIe Byaan3My U ero
BJAVSHUIO Ha KMUTalCKoe AeKopaTUBHO-NMpPUKAaL-
HOe MNCKYCCTBO.

Cratba M. E. KpaBuoBoi «O HayanbHOM 3Tane
pacrnpocTpaHeHus 6yaansma B Kutae» oxsatbiBaet
KJtOYeBble acreKTbl MCTOPNYECKOrO U KylbTypHO-
ro KOHTeKCTa BBOZAa byAan3Ma B KUTaNCKYHO Ky/b-
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KuTarckoro byaaninckoro nckyccrsa. CouetaHme 6yanmns-
Ma 1 ApPeBHEN KUTaUCKOW KyNbTypbl MPUBENO K N3MEHE-
HUAM B GOpPMax XMBOMUCK, apXUTEKTYPbI, CKYJIbMATYpPbI,
pemecnax, imtepatype. B ctaTbe aHanvsnpyetcs BAns-
HVe ByAANNCKOM 3CTETUKM U CUMBOJINKM Ha OPHaMeH-
TaNbHbIN fekop HGPOH30BLIX 3epKai B 3MOXY ANHACTAN
TaH, pacKpbIBatOTCA HOBbIE BUALI OPHAMEHTaNbHbIX MO-
TVMBOB, NOSABMBLUVXCA B Pe3yAbTaTe UX MHTErpaLum B op-
HaMeHTaNbHble KOMMO3MLMM.

KnroueBble cnoBa: duHacmus TaH, kumatlickue 6poH30-
gble 3epkana, byddulickas cumeonuka, bydoulickue opHa-
MeHMel.

Typy. ABTOp MCCAeayeT pasinuHble BEpPCUMU U Bpe-
MEHHbIE paMKW, KacatoLmecs 3HaKOMCTBa KMTanLeB
C OyAAU3MOM W YNIOMUHAET BaXKHble UCTOpUYeckme
cobbITUSA, TakMe KaK BO3MOXHOE 3HaKoMcTBO KoH-
byumsa c byaaol, npmess 6yaanIACcKUX MOHAX0B KO
ABopy nmnepatopa LnHb 1 nonyaspHble nereHabl,
Hanpumep, o BelleM cHe MVH-Au, KOTOPLIR NpYBen
K NpubbITUIO ByaANIACKUX MUCCMOoHepoB B KuTali [2].

Byaan3mM Hauan akTMBHO pacnpocTpaHAaTbcs B Ku-
Tae B pe3y/ibTaTe CoLMaNbHbIX U MOANTUYECKUX U3-
MeHeHWn, 0COBeHHO Ha GoHe KOHOANKTOB U BOMH.
ObpalyeHure K byaansmMy B onpeaeneHHON CTeneHn
CBSI3aHO C NMOWCKOM YTeLleHWs 1 CraceHus oT cTpa-
JaHul B yCI0BUAX HecTabuibHoCTW. B cTaTbe, ony-
6avkoBaHHOM BaH Li3nHbbao "BavsHue byaavama
Ha TPaAWLIMOHHOE KMTalCKoe yKpalleHre N10Toca-

MW", NPOBOAMUTCS aHanun3 Toro, Kak ero n3obpaxe-
HVe U CUMBOJIMYECKUIA CMbICA Bbl MHTErPUpPOBaH
B CUCTEMY TPaAULMOHHOIO KMTAaNCKOro OpPHaMeHTa.
JloToc paccmatpuBaeTcs Kak raBHbI cuMBoa 6ya-
AM3Ma, aCCOLMNPYHOLLNINCA C YUNCTOTOM, AYXOBHOWN
HEMOPOYHOCTBIO N yMUPOTBOPEHUeMm [1].

Li3sH BuHuxwm, LzsH FOrlicn onybavkoBanu cTa-
Tbto "JloToC 1 6yaan3sm”[3]. B ctatbe oTmeuaeTcs,
YTO LBETOK /I0TOCA, KaK BaXHbI CMMBOA Byaamnii-
CKOWM penurum bbin TeCHO CBA3aH CO MHOTMMU Ne-
reHaamu o bygae LWakbamyHu, Ero cumBoanyeckoe
3Ha4YeHMe 3aKa0Yanocb B BO3MOXHOCTb NpeBpa-
WwaTb 6eay — B 61arofeHCTBUE, AYXOBHYHO CNEMNOTY —
B HPaBCTBEHHYHO YNCTOTY M MPOCBETAEHNE, MOAO6HO
TOMY, Kak NpeKpacHbI LBETOK N10TOCa POXKAAeTca
U3 nna v rpsasu, He Byayum 3ansaTHaHHbIM. V3yuas
KUTaMCKY KyabTypy noToca, BaH BrHL3e nokasan
€ro NPouCXoXxJaeHune, NpoLLecc pasBuTKsa, reorpa-
dunueckoe pacnpoctpaHeHue B Kutae [4].

B cBoen pabote "VccnesoBarHne popmmpoBa-
HWA LBeToB 6aocsAH B 3Noxy AuHactum TaH" Y Cso-
baHb Nokaszan NpUUYMHbI PacnpPoCTpaHeHuns y3opa
6a0CsAH B JEKOPATMBHOM UCKyCCTBE AnHaAcTMi Cyi
(581-618) n TaH (618-907) n paccmoTpen ero xy-
f0XeCcTBEHHble 0COBeHHOCTU. B cTaTbe npoBeseH
aHaaus3 npouecca TpaHcdopmMaLumm moTmea 6ao-
CSIH B TPAAMLMOHHbBIA KNTAaWCKUA pPacTUTeNbHbIN
y30p, cbopMMpPOBaBLLMIACSA BO BpeMeHa HOXHbIX U
CeBepHbIx gnHactuin (420-589). Couetas kKombu-
HaLMIO0 Pa3NYHbIX LLBETOB — MMOHOB, XPU3aHTEM,
KMUMOIOCTH, B CTUAM30BaHHON dopMe, MacTepa Co-
34aBanun yHMUKanbHbIA y3op [5].

B snoxy npasneHusa anHactum TaH nponcxoamt
aKkTUBHOe B3aunmogencteme Kutas ¢ KyabTypHbIMU
TPaANLMAMMN APYTMX CTPaH, UTO 3HaYNTeNbHO 060-
raTmao AekopaTMBHble MOTVBbI OPHAMEHTaNbHOroO
nckycctea Kutas. CoueTtaHve TpagnMLMOHHbIX MOTU-
BOB M 06pa3oB ¢ byAAMIACKON CUMBOJIMKOM, CO34a-
10 HOBble BapuWaHTbl JekopaTUBHOro ybpaHcTBa
H6pOH30BLIX 3epKal.

Kak y>xe 6bl10 OTMEUeHO, B cucTeMe byaamii-
CKMX CUMBOJIOB OZHO M3 FNaBHbIX MECT 3aHUMaeT
MOTMB J10TOCA, KOTOPbIN 0ANLETBOPAA Baaropos-
CTBO M AYXOBHYIO UMCTOTY. YKpaLleHue y3opamm fo-
TOCa He TOJIbKO NOAYEPKMBANO CTPEMIEHUNE NtOAEN
K OUYMLLEHUIO AYLUM N BO3MOXHOCTU JOCTUXKEHWS
Bbiclwero 6iaxeHcTBa, HO U NPeACTaBAANO cOboM
naeanbHoOe BOMOLLEHME BbICOKOW 3CTETUKM 3TO-
ro MOTMBa B AeKopaTBHOM unckycctee Kutae [6].

Ecnv notoc aBnseTcs peanbHbIM LIBETKOM — MO-
pOXAEeHMEM NPUPOAbI, TO LiBeTKa 6aoCsAH B Npupo-

Jie He CyLLecTByeT, OH CNOBHO BOMpaeT B cebs kpa-
COTY Y CUMBOJIMYECKUIN CMbICA MHOTUX PacTeHUIA.
B cBoei cTaTbe "M3yueHne noToca: aHann3 3BOIO-
umn ctuna bao can”, Yxkoy Lizoxao oTmevaeT, 4yto
NPOHWKHOBEHWE BYAANNCKOM Ky AbTypbl NOBANSANO
Ha BKJItOUeHWe n306paxkeHWs 10Toca B CTUM3ALIMIO
daHTacTmueckoro ugetka 6aocsH. OH paccmaTpu-
BaeT y30pbl I0TOCa B ,eKOPaTMBHOM UCKyccTBe VH-
AVN, BblAendan "oTLOBCKME reHbl" y3HaBaeMocCTy, B
TO BpeMs Kak B TPagULMOHHON KynbType Kutas oH
HaxoAWT "MaTepUHCKMeE reHbl" B OpHaMeHTax 3no-
Xn XaHb (206 1. 40 H.3. — 220 1. H.3.), Ha OCHOBE KO-
TOPbIX MPOUCXOANT OBbeANHEHNE Pa3sHOOBPa3HbIX
31eMeHTOM y30pa baocsH [7]. Ero noseneHne mo-
XET CBMAETENbCTBOBATL 06 yAMBUTENBHOM MacTep-
cTBe U PaHTa3nm KUTanCKNX XyAOXKHUKOB U NCKYC-
HbIX MacTepoB TOro BpemeHu [8].

Takvm obpa3om, Beaylume geKopaTvBHbIe MO-
TUBbI I0TOCA W LBeTKa 6aocsH, NpoliAs ajantauuio
B CMCTEME TPAAMLMOHHOIO OPHAaMEHTaNbHOrO MC-
KyccTBa, CGOPMUPOBaIN HOBble KOMMO3ULNN B Ae-
Kope 6POH30BbIX 3epKaJj, B KOTOPbIX 3TV MOTUBbI
06BbeAMHAIOTCA C UHBIMW BaXHbIMWU obpazamu Ku-
TalCKOro MCKyccTBa.

MprMepoM MOXeT 6bITb HPOH30BOE 3epKaso
(nn. 1), HaageHHOE NpU packomnkax B MPOBUHLUN
LLIsHbCKW, KOTOpOE ABNAETCA KYIbTYPHON pennkBmen
TpeTbero ypoBHs B Kutae (anametp 21,5 cm, Ton-
wwHa 0,5 cm). 3epkano nmeet nerkoe decTtoHua-
TOoe obpamseHne, ero 06opOTHas CTOpOHa pasje-
JleHa Ha ABa KOHLEHTPUYECKNX Kpyra: BHYTPEHHWI
1 BHELHWA. BHYTpeHHAs YacTb yKpalleHa LEeCTbIo
LBETOYHbIMW ByTOHaMK BOKpYr noaychepnyeckoro
BbICTyna-Aep>kaTtens. BHellHee obpamaeHme coctomT
13 BOCbMM L|BETKOB 6a0CAH, PaCcnoNOXeHHbIX CUM-
METPUYHO BOKPYT LieHTpa. LiBeTbl 6aocsH, B cBOKO
ouepeab, yKpaleHbl MHOTOUYMNCAEHHBIMW JINCTbA-
MW, KOTOpble 06PaMAAIOT KaxXabll LIBETOK U Npw-
JAt0T BCEM KOMMO3MLWM 3aBEPLUEHHbIN BUA W Ha-
PAAHYIO AeKOPaTUBHOCTb.

B HekoTOpble KOMMO3MLUK C LIBETKOM 6aocaH
TakXe MOryT 6bITb BKAHOUEHbI Y30pbl 061aK0B, n-
CTbeB, TPaB, a Takxxe Hagnwucw. MNMprumepomMm MoxeT
CNY>XUTb Kpyrnoe 6poH30Boe 3epkano (Ma. 2) ana-
metpom 16,5 cm 1 ToawmHom 0,6 cm. Komnosumuums
pasgeneHa Ha ABe YacTu: BHYTPEHHIOK M BHELLHIOHO.
Bo BHyTpeHHeN YacTn HaXOAATCA LWEeCTb LBETKOB ba-
OCSIH, CUMMETPUYHO PacrONOXEHHbIX BOKPYT KpY-
rI0ro BbIMYK/A0ro noaycdepmnyeckoro gep>xkatens.
BHeLUHAA YacTb yKpaLleHa Mo Kpyry TeKCTOM C Mo3-
TUYECKOW HaAMUCbHO: «[NNyBOKUIA 1 CMOKOMHbIN, Kak
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TUXWE BOAbI, YNCTBIN U APKUIA, KaK OCEHHAS NyHa.
WN3HYTPW NCXoanT UMCTBIN CBET, @ CHapy>KW OH pac-
LBeTaeT, CNOBHO BpuannaHToBbln LeeTok. OH Mo-
XeT 03apuTb CepAua Ntoen n nporHatb 310. OHO
Bcerga 6yAeT LLeHUTbCSA, U Kak TONbKO Bbl €ro Npu-
obpeTeTe, OHO yXe HUKOTAa He ncuesHeT». J&4& LE
K- BRI - BENRL - E1EMR - TWROE - R
PRIKEE - )XTH/EE - BRZ A, Wectb uBetkoB 6a-
OCSIH YKpaLLeHbl CUMMETPUYHbIMY Y30pamMun 13 -
CTbEB TPaBbl M Thl4YMHOK. CTUAN3ALMA LIBETOB MHas,
HeXXxenn B NepBOM MpuMepe.

dopmurpoBaHne Xya0xXecTBEHHOW GOpMbl U
MHOTFO3Ha4YHOIro CMMBOJINYECKOrO 3Ha4YeHMa y30-
pa 6aocsH nmeeT rnybokne KynbTypHble KOHHOTa-
LMK, KOTOpble TakXe CBA3aHbl C MHOroobpasuvem
NPUEMOB CTUAN3ALMU U KOMMNO3ULMOHHOMN opra-
HW3aumun. B kauecTBe NpuMepa MOXHO MPUBECTU
6poH30BOe 3epkano, koTopoe xpaHuTca B CnaHb-
CKOM UHCTUTYTE OXPaHbl KYAbTYPHbIX PEIUKBUIN U
apxeosioruun B nposuHUunmM LWWsHben (na. 3). B geko-
paTuBHOE yOpaHCTBO 3TOrO 3epKasa BXOAAT BCe pe-
npe3eHTaTUBHbIe 06pa3sbl BYAAMINCKON KYAbTYpbl —
naB/vH, LBeTbl HOCSAH, CBaCTUYHbIN y30p. Popma
3epkana umeeT BUA MHOrFOIENEecTKOBOrO LiBETKA,
B LLeHTpe KOTOPOro CUMMETPUYHO OTHOCUTENBHO
BEPTUKANbLHOM OCK pacnosararoTcs Gurypkun aByx
NaBAMHOB. HuXe npeacTaBAeH LBETYLLNIA LIBETOK
6aocsH. BepxHasa yacTb ykpalleHa LiBETKOM N0TO-
Ca, B LieHTpe KOTOPOro HaxoamuTca cumBo byaamns-
Ma CBacTuKa.

B 6yaam3me naBavH nounTaetcs kak byaaa-Mars,
Koponb MaBAnHOB 1 ABAS€TCA OAHUM U3 BaXHbIX
6oroB B TaHTpuyeckom byaamsme. CornacHo nereH-
Ae, oAHaxabl NaBAuH nporaotua byaay, Ho byasa
He TO/IbKO He 0BBUHWA ero, HO, HaNpPOTMB, NOYN-
Tan ero kak Matb byaabl 1 Hazsan Matepbto byg-
Abl — Kopona MaBanHoOB.

B MecTHOW Ky/bType AvHAcTMM TaH NaBAUH Tak-
Xe nMen ocoboe cMMBOANYECKOe 3HaueHue. [NaBan-
Hbl, M3-3a WX MPEKPACHON U FOPAENMBON BHELLHOCTH
4acTo acCcoLMMPOBAANCH C BbICOKUM COLMANbHbIM
CTaTyCOM. Y30p NaBAVHbUX NepbeB HaNOMUHaN Kpa-
CUBYH KOMMO3ULUIO U3 COEAMHEHHbIX MeXay CO-
60 KpYr/ibiX MOHET, MO3TOMY 06pa3 NaBJnHa Tak-
Xe accoummnpoBancs ¢ boraTtcTBom.

CBacTvka Takxe siBAsiIacb penpe3eHTaTUBHbIM
cumBoaOM B Byaamnsme ¢ 61aronpuaTHbIM 3HaYEHM -
eM ocBoboxaeHuns ayxa. Bo BpemeHa anHactuii Cyi
N paHHel TaH neporandsl B BUAE CBACTUKM CTanu
OAHUMM M3 BaXKHbIX CMMBOIOB byaan3ma B Kutae
[9]. MoxHoO cka3aTb, UTO B Byaan3mMe OH NpeAcTaB-
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nann camo cywectsoBaHue byaabl [10]. Bo Bpeme-
Ha AMHacTMM TaH CBaCTMKa OAMH M3 T1aBHbIX CUM-
BOJIOB ByanM3Ma, ee n3obpaxeHne MOXHO BUAETb
Ha rpyA4u 1 ctonax ckyabnTtyp byaapl, uto cumBoamn-
3MpoBano cies AyXOBHOTO NpaBuUTens, NyTb, OCBO-
boxaeHue ayxa.

Bo BpemeHa guHacTum XaHb, Korga NbBbl 6b1an
3aBe3eHbl B Kutaid, Masio y Koro bbisia BO3MOXHOCTb
yBUAETb UX Boounto. Kpome Toro, 60/bLLMHCTBO
NIbBOB COZAEPXKaNoChb B UMNEPATOPCKMX ABOPLAX U
cajax. B 1o Bpemsa ckynbnTOpbI 3aHNUMann OTHOCK-
Te/IbHO HN3KOE COoLMaNbHOE NOJIOXKEHNE U He NMe-
/I BO3MOXHOCTU Hab1toaTh 3@ HAaCTOALLMMU NbBa-
Mu. B pesynbTtaTe npu co3gaHnmn CKyabnTyp Mactepa
MCNob30BanAn HO/bLLUYH YacTb CBOEro cOBCTBEH-
HOro BOObHpaXkeHWsa 1 TBOPUYECKUX CMOCOBHOCTEN.
Onupasncb Ha ONMCaHWA B KHUrax 1 vyepnas BAOX-
HOBeHWe B obpaszax Apyrnx XMBOTHbIX. M306pa-
as /IbBOB, MacTepa UCNob30Baaun Takme npuemMsl
Kak 0606LeHne, NnpeyBennyeHme, gedopmaLinto,
yTObbI NAEaNN3NPOBATL CBOM TBOPEHUA N NPUAATb
WM TPO3HbIW, BEIMYECTBEHHbIV BUA. DTO NPUBENO
K pOPMMUPOBAHMIO YHNUKANBHOIO "KMTan3npoBaH-
Horo" obpasa NbBa, XapaKTePU3YHOLLLEroca CXOA4-
CTBOM CKOpee Mo Ayxy, 4eM no ¢opme c peasb-
HbIM XWBOTHbIM [11].

Ha oceHHeM aykuuoHe YxxyHmao LUsHU3A
2023 roaa B lNeknHe MO 0YeHb BbICOKOW LieHe 6b110
npofaHo 6pOH30BOE 3epKano C ABONHbIMM NbBa-
MU U ABONHBIMW PEHNKCAMU C BbIOLLMMNCA N03a-
MW 1 LIBETOYHbIMW y30pamMu, KOTOPOE NpeKkpacHo
COXPaHWMAOCh N BbIIO N3bICKAHHO AEKOPMPOBAHO
(nn. 4). Nl3BununcTble BETBU N BUHOTpagHble 103bl
AensT KOMMNO3NLMKO Ha YeTblpe paBHble YacTu. [Ba
deHunkca n gBa NbBa PacnoNOXeHbl MO KPYry Ha
HEKOTOPOM paccTosHUM Apyr OT Apyra. [lBa nbBa
N306paxeHbl B aKTUBHOM ABUXEHUM, UX TeNa CuJib-
Hble 1 MowWHble. [lBa deHmKca, pacnpaBmB KPblibs
N CKJIOHMB LUIeW, TaHLUys B rpaunosHbix nosax. Co-
yeTaHne ¢uryp N1bBOB U GEHNKCOB B KUTACKOM
JeKkopaTMBHO-NPUKIAAHOM MCKYCCTBE npunobpe-
TaeT € 3TOro BPEMEHMU YCTONYMBbIE MKOHOrpadu-
yeckune NpU3HaKu.

3akntoueHune

BoicTpoe pacnpocTpaHeHue n pacuBet byaams-
Ma BO BpeMeHa AuHacTum TaH 6bli cneAcTBUEM MO-
NNTUKWN BEPOTEPNUMOCTU. B fekopaTuBHbIX OpHa-
MEHTax 3TOro BPEMEHW NPOSABUACA CUHTE3 APEBHUX
MOTUBOB U 06pa3oB ¢ MOTMBaMU 1 obpazamu Bya-
An3Ma. XapakTepHas YepTa KUTancKoh CUMBOIMYE-
CKOW CUCTEMbI — 3TO CTUPaHME FpaHn MeXay CBS-

LLEeHHOW CUMBOINKOMN N MUPCKUMU MOXENAHUAMM.
B nepByto ouepesb 310 NpoABAseTCA B ObITOBbIX
npeameTax, Takmx Kak 3epkasa BpeMeHu TaH. 31oT
nepuog cTan BaXKHOW BEXOW B UCTOPUMN CO3ZaHUSA
GpPOH30BbLIX 3epKan 1 nx ybpaHcTaa.

PasButne byaansmMa Bo BpeMeHa AnHactum TaH
TaKk>Xe UMesIo BaXKHOe UCTOPUYECKOE 3HaUeHWe, YTo
CNoCcobCTBOBANO KYAbTYPHbIM 0bMeHam Mexay Kuta-
€M 1 3apybexxHbIMW CTpaHaMK, NPeLOCTaBUAO LieH-

Hble MaTepUuanbl A5 U3yUYEHWUs UCTOPUM, NCKYCCTBA U
KynbTypbl IHAMM 1 cTpaH LieHTpanbHol A3un. Pac-
npocTpaHeHne byaaNNCKON KyNbTypbl BO BPeMeHa
AMHacTMK TaH oKa3aso 3HauuTeNbHOE BAUSHME Ha
TPaAVLIMOHHYIO KNTalCKyro KyabTypy. byaaniickas
APXUTEKTYPa, POCMNCU U CAOXMUBLUNNCA YHUKANb-
HblI XyA40XeCTBEHHbIA CTU/b B U34ENNAX JeKopa-
TUBHO-NPUKILHOMO UCKYCCTBA, CTaN Ba>XKHOM Ya-
CTbO NCTOPUUN KNTACKOrO NCKYCCTBA.
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