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.

10.

11.

12.

13.
14.
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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.

69



