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

43



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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