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THE COMINTERN AND THE SOVIET AVANT-GARDE
IN THE ARTISTIC LIFE OF SHANGHAI IN THE
1920s-1930s

Summary: In the history of Chinese artistic culture of the
1920s-1930s, a special place is occupied by the phenom-
enon of Shanghai, a city that became not only a center
of commercial and cultural life, but also an arena of ac-
tive international ideological and artistic exchange. It was
precisely here, amid political turbulence and colonial di-
versity, that the formation of new artistic directions took
place, in which the traditions of Chinese aesthetics, West-
ern modernism, and the ideological impulses of the Soviet
avant-garde collided and interacted.

One of the most important factors that determined the char-
acter of the artistic processes of this period was the presence
of the Communist International (Comintern), whose activity
in Shanghai during the 1920s—-1930s promoted not only the
dissemination of Marxist ideas, but also the transmission of
artistic models that had emerged in the Soviet Union. Through
a network of educational, publishing, and artistic structures,
as well as through the activity of individual artists, teachers,
and agitators, the ideas of Constructivism, Proletkult, and the
visual language of Soviet propaganda penetrated into China.
This transmission had not only a political but also an
aesthetic character: the forms of visual expression devel-
oped in the Soviet avant-garde (the poster, photomontage,
agitprop design, "production art") found a new synthetic
context in the Shanghai milieu. Here they merged with
traditional Chinese symbolic systems, forming a distinctive
"revolutionary modernism," in which ideology and aes-
thetics constitute an inseparable whole.

The study of the Comintern’s role in the artistic life of
Shanghai makes it possible to gain a deeper understand-
ing of the global character of cultural ties in the first half
of the twentieth century.

The Soviet avant-garde, which had received worldwide
recognition as the aesthetics of utopia and industrial pro-
gress, underwent a process of localization in China: its
ideological energy and visual dynamism were rethought
through the prism of Chinese artistic thinking, founded on
the principles of symbolism, allusion, and the metaphori-
cal structure of the image.

These processes developed especially actively in Shanghai,
where the interaction of Soviet artists, journalists, and polit-
ical emissaries with the Chinese intelligentsia gave impetus
to the creation of a new type of political art, that is, an art of
mass communication.

The visual culture of Shanghai of the 1930s is not only the
aesthetics of the poster and newspaper illustration, but also
the formation of a new understanding of the image as an
instrument of social influence.

Thus, the Comintern in the artistic context of Shanghai acts
not merely as a political institution, but as a mediator of a
modernist visual language, thanks to which the ideas of revo-
lution received an aesthetic expression that was understand-
able and close to the Chinese audience.

The aim of the present article is to analyze the mecha-
nisms of artistic and ideological interaction between the
Soviet avant-garde and the Shanghai artistic milieu of the
1920s-1930s.

The study s directed toward identifying the aesthetic paral-
lels, formal borrowings, and cultural transformations as a re-
sult of which the ideas of the Comintern were integrated into
Chinese artistic practice and contributed to the formation of
a soctally oriented modernism, a specific form of synthesis of
art and ideology.

The relevance of this topic is conditioned by the need to revise
Eurocentric approaches to the history of modernism.
Contemporary research increasingly regards modernism as a
network of transnational interactions, in which Shanghai and
Moscow occupy key positions in the formation of the artistic
language of the twentieth century.

Consideration of the Comintern not only as a political but
also a cultural structure makes it possible to look anew at the
interconnection of art, ideology, and the global processes of
modernization.

Keywords: Comintern, Soviet avant-garde, Shanghai,
Chinese modernism, revolutionary modernism, political
graphics, Constructivism, VKhUTEMAS, Proletkult, wood-
cut, poster art, cross-cultural exchange, art and ideology,
Li Hua, Lin Fengmian.
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The Influence of the Soviet Avant-Garde on
the Artistic Practices of Shanghai

1. Ideological Channels and Cultural Transfers

The artistic contacts between the Soviet Union
and China in the 1920s-1930s had a multi-layered
character, combining political, educational, and aes-
thetic components.

One of the central instruments of the Comint-
ern’s cultural diplomacy consisted of the agitational
and publishing structures that functioned in Shang-
hai and Hankou under the guise of cultural socie-
ties and editorial offices.

Through these channels, translations of Soviet
articles, albums, artistic manifestos, and method-
ological handbooks penetrated into the Chinese
milieu, ranging from "LEF" and "New Art" to the
pedagogical compilations of VKhUTEMAS.

Of particular importance were translations of
texts on the social function of art, in which the idea
was asserted that the artist must become an "en-
gineer of human souls."

This idea was perceived by the Chinese intelli-
gentsia not as a dogma, but as a new conception
of the social role of art.

Chinese artists and critics, such as Liu Haisu, Jin
Hui, and Pan Guxi, in their publications of the 1930s
noted that the social engagement of art correspond-
ed to the Confucian ideal of public service.

Thus, communist aesthetics did not reject tradi-
tion, but received in China a moral and cultural jus-
tification, which ensured its deep rooting.

2. The Soviet Poster and Shanghai Revolution-
ary Graphics

The most evident influence of the Soviet
avant-garde manifested itself in the field of graph-
ic art and visual agitation.

Posters and illustrations published in Shanghai
journals of the 1930s, such as Shenbao Pictorial
( {(EFIREHR) ) and Liangyou Huabao ( ( R K E
#) ), demonstrate an obvious similarity with So-
viet models, especially in composition, the dyna-
mism of lines, and typography.

The photo-collages and montage principles of
Rodchenko, Klutsis, and Lissitzky found their reflec-
tion in Chinese agitational posters.

Thus, the posters of the period of anti-Japanese
resistance (1932-1937) often employed an inclined
diagonal composition, a vivid contrast of red and
black, as well as a sans-serif typeface, all of which
are direct signs of Soviet Constructivism.
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However, Chinese artists (in particular, Li Hua
and Huang Xinbo) transformed these devices by
introducing into them traditional symbols, such as
the image of the dragon, the rising sun, and cal-
ligraphic brushstrokes.

A new hybrid form of political graphics arose, in
which Soviet compositional energy was combined
with national symbolism.

This adaptation was not a simple borrowing, but
a deliberate rethinking:

whereas in Soviet graphics the idea of industri-
al progress prevailed, in the Chinese version it was
the idea of the spiritual awakening of the people.

In place of the mechanistic image of the work-
er, in China there appears the “struggling intellec-
tual” and the "popular hero”, figures close to the
Confucian notion of junzi (&), the noble person.

Thus, the Comintern stimulated not imitation,
but a transformation of Soviet visual codes within
the context of national philosophy.

3. Architectural Constructivism and Shanghai
Modern

In architecture, the influence of the Soviet
avant-garde manifested itself in the 1930s in the
form of a transition from decorative Art Deco to
functional Constructivism.

Although in Shanghai there were no direct cop-
ies of Soviet projects, the aesthetics of rational form,
simplicity, and industrial material became part of
the architectural language of the city’s buildings.

Particularly indicative is the example of the pro-
jects of architects of the Chinese diaspora who had
studied in Moscow, Berlin, and Paris.

Many of them, such as Hu Lian and Zhang
Shiliang, brought to China the ideas of "so-
cial housing," "multifunctional space," and the
"house-commune."

Art Deco and Constructivism in Shanghai merged
into a single style, in which geometric strictness was
combined with decorative elements of Chinese or-
nament.

This architectural hybridity reflected not only
the aesthetic but also the ideological compromise
of the epoch: the aspiration to unite the modern-
ist utopia with national identity.

The Soviet conception of the "socialist city” in
the Shanghai context was transformed into the aes-
thetics of the modern city of Asia, a space in which
industrial culture and Chinese symbolism found a
common language.



4. Education and Pedagogical Models

The most important channel of interaction be-
tween the Soviet Union and China was artistic ed-
ucation.

Many principles of the pedagogy of VKhUTE-
MAS (the analysis of form, functionality, the inte-
gration of art and production) were taken up by
the Shanghai art schools.

Teachers such as Lin Fengmian and Pan Yuliang
implemented the idea of the unity of art and labor,
regarding the artist not as a contemplator, but as
an active participant in social life.

A similar approach reflected the communist ori-
entation toward "creativity as labor," but in its Chi-
nese adaptation it acquired a humanistic coloring:
instead of the slogan of industrial progress, the
Chinese version emphasized the harmony between
man, nature, and labor.

Thus, the pedagogy of VKhUTEMAS in Shang-
hai was transformed into a pedagogy of cultural
synthesis, in which the teaching of art was simul-
taneously the education of civic consciousness and
artistic awareness.

The Philosophy of Revolutionary Modernism:
The Transformation of the Aesthetic Codes of
the Soviet Avant-Garde in China

1. From Industrial Utopia to Spiritual Renewal

The Soviet avant-garde, born in the context of
the post-revolutionary utopia of 1917, proceeded
from the conception that art is a mechanism of the
transformation of the world.

In the work of Rodchenko, Tatlin, Klutsis, and
Malevich, art ceases to be a reflection: it becomes
the production of form, that is, a part of the mate-
rial and social construction of a new reality.

This idea, radical for Europe, acquired in China
of the 1920s-1930s a different meaning.

The Chinese artistic tradition, founded for cen-
turies on the unity of form and spirit (xing-shen yi
1 E), perceived artistic action not as an act of
external influence, but as a manifestation of inner
harmony.

Therefore, in their encounter with the Soviet
slogan "art in the service of revolution," Chinese
artists did not reject the spiritual component but,
on the contrary, incorporated it into the ideolog-
ical process.

As a result, the Soviet conception of "production
art" was transformed in China into the aesthetics
of an inner revolution, an art that renews not only
society, but also the human being.

Thus, in Shanghai printed graphics and painting
of the 1930s, one can observe a unique combina-
tion of technicism and meditativeness.

For example, the woodcut by Li Hua ("War and
the People," 1933), for all the dynamism of its lines
and social engagement, is built upon a strict equi-
librium of black and white, light and shadow, devic-
es characteristic of traditional Chinese ink painting.

This equilibrium transforms revolutionary energy
into a symbol of spiritual balance, and it is precise-
ly in this that the philosophy of Shanghai modern-
ism is manifested: revolution is understood not as
destruction, but as the restoration of harmony be-
tween the human being and society.

2. The Influence of the Ideas of Proletkult and
Their Chinese Adaptation

Proletkult, as one of the key directions of So-
viet cultural construction, sought to create a new,
proletarian aesthetic, free from bourgeois individ-
ualism and academicism.

Its slogan "art of the masses” received a spe-
cial development in China, since it coincided with
the idea of minzhong yishu (R ZR), the art of
the people.

In the 1930s in Shanghai an entire movement arose
of artists, writers, and theater people who sought to
combine mass culture and social enlightenment.

Journals published under the influence of the
Comintern, such as (Z3 k%) (Literary and Ar-
tistic Front) and {( KARXZ) (Popular Art), dis-
seminated the ideas of collective creativity and the
social mission of art.

At the same time, the Chinese version of Prolet-
kult avoided a radical nihilism in relation to tradition.

Whereas Soviet artists strove to break with the
past, Chinese masters, on the contrary, sought in
tradition sources of folk character and a symbol-
ic language.

It is characteristic that even in revolutionary works
there were preserved forms going back to Confucian
and Daoist aesthetics: the principle of understatement
(xuan %), the harmony of opposites (yin-yang), rev-
erence for emptiness as a bearer of meaning.

Thus, the Shanghai adaptation of Proletkult gave
rise to a new type of artistic thinking, in which so-
cial engagement was combined with philosophi-
cal reflection.

3. Categories of Form and Movement

Soviet Constructivism formulated a new aesthet-
ics, founded on the categories of function, construc-
tion, and movement.
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These principles found a response among Shang-
hai artists, especially in painting and stage design.

The plastic structure of composition, the dyna-
mism of the diagonal, the rhythm of lines, all this
becomes not only a formal device, but also an ex-
pression of a new vital energy.

It is interesting that the category of movement
in Soviet art was linked with the idea of industrial
progress, while in the Chinese context it was linked
with the idea of gi (5), the “vital breath” that per-
meates everything that exists.

Thus, Shanghai artists reinterpreted Constructiv-
ism as an "art of breath," in which movement became
a symbol not of mechanical but of spiritual energy.

This metaphorics may be traced in the work of
Lin Fengmian and his pupils, where the dynamism
of forms is joined with a sense of an inner rhythm
close to the aesthetics of Chinese calligraphy.

In this way the Soviet avant-garde, founded on
the idea of rational construction, was transformed
in Shanghai into a poetics of organic movement,
in which industrial principles acquired a spiritual
coloring.

This is, in essence, one of the first examples of
the transformation of European modernism into an
Asian humanistic context.

4. Revolution as a Spiritual Path

At the basis of the philosophy of Shanghai mod-
ernism of the 1930s lay the idea of the inner revo-
lution of the personality.

Under the influence of Marxist thought and So-
viet art, revolution was understood not only as a
change in social structures, but also as a process
of spiritual awakening.

This conception received its artistic embodiment
in the literature of Lu Xun, in the cinema with the
participation of Ruan Lingyu, and in painting, where
the theme of struggle and suffering was combined
with meditative stillness and symbolic depth.

Thus, Chinese artists perceived revolution not
as a destruction of the old, but as a purification of
the spirit, and socialist realism in its early Shang-
hai form acted not so much as a method of depic-
tion as a means of the inner transformation of the
human being through creativity.

Conclusion

The conducted research makes it possible to
regard the activity of the Comintern and the influ-
ence of the Soviet avant-garde in the artistic life
of Shanghai of the 1920s—1930s as a complex and
multidimensional phenomenon, in which aesthet-
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ics, ideology, and cultural adaptation form a sin-
gle dynamic system.

The interaction between the Soviet Union and
China in this period cannot be reduced merely to
political influence: it was a deeply aesthetic and phil-
osophical process that exerted a long-term effect
on the formation of Chinese modernism.

First, the Soviet avant-garde became for Chi-
nese artists and theorists a kind of catalyst of aes-
thetic renewal.

The ideas of Constructivism, production art, Pro-
letkult, and the social mission of the artist proved
to be consonant with the searches of the Chinese
intelligentsia, which strove to overcome colonial
dependence and at the same time to find paths of
national revival through culture.

Shanghai, as a cosmopolitan center, became the
arena in which these processes acquired a visible
artistic form, in the poster, in graphics, in architec-
ture, in theater, and in cinema.

Second, the aesthetic model proposed by the
Soviet avant-garde was creatively transformed by
the Chinese tradition.

Whereas in the USSR the avant-garde was as-
sociated with the rationalization of form and with
industrial utopia, in China it acquired a spiritual di-
mension.

The conceptions of movement, function, and
collectivity were rethought through the categories
of qi (vital energy), he (harmony), and zhong (equi-
librium), as a result of which a unique artistic par-
adigm arose, that of revolutionary humanism, in
which aesthetics and ethics are joined in a single
cultural act.

Third, the role of the Comintern in this process
goes beyond the bounds of a political mission.

It became a mediator in a global cultural trans-
fer, contributing to the formation of new artistic
languages in which Western and Eastern traditions
were synthesized.

The Comintern did not merely export ideas, but
also created a space of dialogue, in which the artis-
tic practices of Moscow, Berlin, and Shanghai be-
gan to interact on equal footing.

This cultural exchange prepared the ground
for the future emergence of Chinese socialist re-
alism, but it is important to emphasize that the
Shanghai version of this style differed from the
later Soviet canon. It did not reject formal exper-
iment and did not subordinate art exclusively to
ideological tasks.



On the contrary, in the 1930s in Shanghai there
was preserved an aspiration toward harmony be-
tween social responsibility and aesthetic freedom,
between collective energy and the personal expres-
sion of the artist.

Fourth, the phenomenon of Shanghai modern-
ism, which arose at the intersection of the Sovi-
et avant-garde and the Chinese spiritual tradition,
may be regarded as one of the early forms of glob-
al modernism. This modernism was neither an im-
itation of the West, nor a mechanical borrowing. It
represented a thoughtful process of localization, in
the course of which Western forms acquired a new
semantics, and traditional Chinese categories ac-
quired a contemporary resonance.

As a result, Shanghai of the 1920s—-1930s be-
came a laboratory of artistic synthesis, in which a
dialogue took place between industrial rationality
and spiritual symbolism, between revolution and
harmony, between the global and the local.

It is precisely here that one can observe how
the idea of the Comintern, that is, the unity of la-

bor, culture, and art, receives an aesthetic embod-
iment, going beyond the limits of political utopia
and being transformed into a universal philoso-
phy of culture.

In this way the influence of the Soviet avant-gar-
de in Shanghai should be understood not as the
export of an artistic style, but as the mutual transfor-
mation of two cultural systems, the result of which
was the birth of a new artistic paradigm, a paradigm
in which creativity becomes a form of spiritual lib-
eration and social self-awareness.

This paradigm continued its development in
the post-war period, influencing the formation
of Chinese realism, monumental art, theatrical
stage design, and architecture. Today, an appeal
to the experience of Shanghai modernism makes
it possible not only to rethink the history of the
art of the twentieth century, but also to see in
it an early example of global artistic interaction
founded not on subordination, but on dialogue,
a dialogue that continues in the contemporary
world as well.
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Ca YxxyHtoaHb

AcnunpaHT Poccuinckoro rocysapctBeHHOro
XYZ,05KeCTBEHHO-MPOMBbILLIEHHOTO
yHusepcuteta um. C.I. CtporaHoBsa

MockBa, Poccusa

KOMWHTEPH 1 COBETCKWI ABAHIAP/,
B XYAOXECTBEHHOW XW3HWN LAHXASA
1920-1930-x TO408B

AHHOTaumsA: B ucmopuu kumatickol xydoxecmeeHHOU
kynemypel 1920-1930-x 20008 ocoboe mecmo 3aHUMaem
¢eHomeH LllaHxas — 20poda, komopesili cman He Mosib-
KO yeHmMpoM KoMMep4eckol U Ky/mypHOU XU3HU, HO U
apeHoli akmugHo20 MexdyHapoOHO20 udeos102u4ecko20 U
XyooxecmeeHHo020 0bMeHa. VIMeHHO 30eck 8 yc08UsX NOo-
aumuyeckol mypbyeHMHoOCMuU U KOJI0HUAI6HO20 MHO20-
ob6pasus npoucxoduso hopmMuposaHue Hosbix HanpasaeHull
UcKyccmea, 8 KOmopbIx CMAsaKuBaaUCs U 83aumooelicmeo-
eanu mpaduyuu kumadickoli 5cmemuku, 3andodHelli Modep-
HU3M U udeosi02udeckue UMnysibCbl CO8emcko20 asaHzapoa.
O0HuM u3 saxHeliwux gakmopos, onpedenuswiux xa-
pakmep Xy00xecmeeHHbIX NPoUyeccos 3mozo epemMeHu,
cmasno npucymcmaue KoMmyHUCMUYECKo20 UHMepHayu-
oHana (KomuHmepHa), 4osi desmesnoHocme 8 LllaHxae 8
1920-1930-e 2006l cnocobcmeosana He mosbko pacnpo-
cmpaHeHuro Mapkcucmcekux udeli, Ho u nepedaye xydo-
>xecmeeHHbIx Modesell, so3Hukwiux 8 Cosemckom Coro3e.
Yepesz cemob 0bpazosameibHbix, U30amensckux u xydo-
JKecmeeHHbIX Cmpykmyp, a makxe yepes desmenbHOCMb
omOdeibHbIX XyO0XHUKO8, Nedaz0208 U a2umamopos 8
Kumali npoHukanu udeu koHCmpykmueu3sma, nposem-
Ky/16ma u 8u3yasbHo20 A3bIKa c08emckol nponazaHob!.
Ama mpaHcmuccua umena He moJibko noaumuydeckud,
HO U 3cmemudyeckuli xapakmep: (popmel 8U3YaA/16bHO20
gblpaxeHus, pazpabomaHHsle 8 cogemckom asaHaapoe
(nnakam, pomomMoHmMax, aeumayuoHHell Ou3aliH, «npo-
u3800cmeeHHoe UCKYCcCmaeo»), Hawau 8 wakxatickoli cpede
HoebIli cuHmemudyeckuli KoHmMekcm. 30ecb OHU COeOUHU-
JIUCb ¢ MPAaduUyYUOHHbIMU KUMalickumu CUMBOUYECKUMU
cucmemamu, obpasys ceoeobpasHoili «pesosIroYUOHHbIL
ModepHU3M», 8 KOMOPOM udeos102us U 3cmemuka obpa-
3yrom Hepasdesumoe yesoe.

UccnedosaHue posu KomuHmepHa 8 xydoxecmeaeHHoOU
xu3Hu LllaHxas no3gosgaem anybxe noHAMb 2106a/16HbI
Xxapakmep Ky/emypHbix ceszeli nepgoli nososuHs! XX eeka.
Cosemckuli asaHzapd, noay4uswuli Muposoe npusHaHue
Kak acmemuka ymonuu u UHOYCmpuasaeHo20 npozpeccd,
8 Kumae npowén yepes npoyecc 10Kkaausayuu: e2o udeo-
J102u4ecKas 3HepauA U 8u3yanbHas ouHamuka beliu nepe-

OCMbIC/IeHbI Yepe3 npu3My KUmatlickoao xy0oxecmeeHHo20
MbIWIEHUS, OCHOBAHHO20 HA NPUHYUNAX CUMBOAIU3MA, aJ1-
A03UU U Memaghopuyeckoli cmpykmypsi U306paxeHus.
OcobeHHO akmueHO 3mu npoyeccsl pazeusanucs 8 LllaHxae,
20e g3aumodelicmeue cosemckux xyO0XHUKO8, XypHAAUCMO8
U NoAUMUYeckUx 3MUCccapos ¢ Kumadckoli UHmesuzeH-
yueti 0ano umny/ec co30aHU0 HOB020 MUNA NoaUMUYe-
CKO20 UCKYCCM8a — UCKyccmea mMaccogoli KOMMYHUKAyUU.
BusyaneHas kynemypa LLlaHxas 1930-x 20008 — 3mo He
MOJIbKO 3cmemuKka naaKkama u 2azemmHou uIrcmpayuu,
HO U hopmuUpoBaHUe HOB020 NOHUMAHUs 06pasa kak UH-
cmpymeHma obujecmeeHHo20 8o30elicmaus.

Takum obpazom, KoMuHmepH 8 xy0oxecmeeHHOM KOH-
mekcme LllaHxasa geicmynaem He nNpocmMoO Kak noaAumu-
yeckull UHCMuUMym, a kaKk Meduamop MoOepHUCMCKO20
8U3Ya/IbHO20 A3blka, 61a200aps KOMopomy udeu pegosito-
Yuu nosly4unu 3cmemuyeckoe 8blpaxeHue, NOHAMHoe U
6s1uskoe kumatickol aydumopuu.

Leneto HacmosAweli cmameu A8/9emcs aHa1U3 MexaHu3-
M08 xyd0xxecmeeHH020 U Udeos102u4eck020 83aumodeli-
cmaus Mex0y cosemckuM asaH2apOoM U waHxalickol
xyodoxecmaeHHol cpedoli 1920-1930-x 2odoe.
VccnedosaHue HanpaseHo Ha 8bisig/ieHUe 3cmemudye-
ckux napasnnenel, popmasnbHelx 3aUMCME08aHUll U Ky/lb-
mypHeix mpaHcgopmayudi, 8 pesysnemame komopeix udeu
KomuHmepHa bbL1u uHmMe2puposaHsl 8 kKumatickyro xydoxe-
CMeeHHyo Npakmuky u cnocobcmeosanu hopmMuposaHuro
CoYuaNbHO-0pUEHMUPOBAHHO20 MOOJepHU3MA — cheyu-
¢uyeckoli hopmel cuHmesa uckyccmea u udeosozuul.
AkmyaneHocme 0aHHol memel 0byciosneHa Heobxoou-
MOCMbIO NepecMompa espoyeHmpuyeckux nooxo0oe K
ucmopuu ModepHuU3Ma.

CospemeHHsle uccnedo8aHus 8cé yauwje paccmMampusarom
MOOepHU3M KaK cems MpaHCHAYUOHAAbHbIX 83aumodeli-
cmeutl, 20e LllaHxal u Mockea 3aHUMarom Kjro4yesgole No3u-
yuu 8 popmuposaHuu xydoxecmseHHo20 A3bika XX eeka.
Paccmomperue KomMuHmepHa He moJibko Kak noaumude-
ckoll, HO U Ky/ibmypHOU cmpyKkmypel n0380/19em no-Ho-
80MY 832/15HYMb HA 83AUMOCBA3b UCKYcCmea, udeosio2uu
u 2n106a16HbIX Npoyeccos ModepHU3ayuuU.
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KnroueBble cnoBa: KomuHmepH, cogemckuli asaH2apo,
UlaHxati, kumadickuli MOOepHU3M, pe8oItOYUOHHbLIU MO-
OepHuU3M, noauUMuUYeckas epagukd, KOHCMpPYKmMugu3Mm,

BnuaHme coBeTCKOro aBaHrapaa Ha Xygode-
CcTBeHHble npakTuku LaHxasn

1. Ml0eonoeuyeckue KaHanel U KyJlemypHsie
mpaHcgepel

Xyao>kecTtBeHHble KOHTakTbl Mexay Cosetckmum Co-
to3oM 1 Kntaem B 1920-1930-€ roabl UMenn MHOro-
CNOVIHbIN XapaKTep, COeAMHss B cebe MOUTUYECKYHO,
0bpazoBaTeNbHY M 3CTETUYECKYHO COCTaBAAOLME.

OfHUM 13 LLEeHTPaNbHbIX MHCTPYMEHTOB KYAbTyp-
HOM auniomaTtnn KOMWHTEPHA CTanu arutTaunoH-
Hble 1 n3gatenbckme CTPYKTYpbl, QYHKLMOHNPOBAaB-
wwue B LaHxae n XaHbKoy Noj BUAOM KyAbTYPHbIX
06LLeCcTB 1 pesakLnii.

Yepes 3Tu KaHabl B KUTaWCKYHO cpeay NpOoHUKa-
NIV NepeBOAbl COBETCKMX CTaTel, anbbOMOB, XyJ0XKe-
CTBEHHbIX MaHUDECTOB 1 METOAMYECKUX NOCOOUIA —
oT «JIE®» n «HoBoro nckycctBa» 40 Neaarornyeckmx
cbopHukos BXYTEMACa.

Ocoboe 3HaueHVe NMenn NepeBosbl TEKCTOB O
coumanbHOW GYHKLMM NCKYCCTBa, B KOTOPbIX YTBEP-
XZanacb MblC/b O TOM, YTO XYAOXHUK AOMKEH CTaTb
«MHXEHEPOM UYeNoBeUecknx AyL».

JTa naes 6blaa BOCNPUHATA KUTANCKON UHTEN-
NNreHLmMen He KaK A0rMa, a Kak HoBas KOHLenuums
06LLEeCTBEHHOW POAN NCKYCCTBA.

KuTalickne XyAOXKHWUKM U KPUTUKHK, Takme Kak JTto
Xancy, U3anHb Xyaii n MaHb 'ycn, B cBOMX Ny6An-
Kaumsax 1930-x rogoB oTMeYanun, Yto coumnanbHas
aHraXKMpPOBAHHOCTb MCKYCCTBA COOTBETCTBYET KOH-
byumaHcKoMy neany obLLEeCTBEHHOMO CNY>XXEHWS.

Takvm 06pa3om, KOMMYHUCTUYECKas CTeTMKa
He oTBeprana Tpaguumio, a nonyymna B Kutae mo-
pasbHO-KyNbTYpHOE 060CHOBaHMe, YTO obecneum-
N0 eé rnybokoe yKopeHeHue.

2. Cosemckuli haakam u waHxalckas pesoJio-
YUOHHas epaguka

Hanbonee oueBnagHOE BAMSHWME COBETCKOrO aBaH-
rapfa nposBnAoCh B 061acTn rpadryeckoro Nckyc-
CTBa W BM3yaJibHOW armtaymn.

MnakaTbl M UAAOCTPaLMK, NyBANKOBaBLUNECS
B LWIAHXaMCKMX >XypHanax 1930-x rogos — Takmx
kak Shenbao Pictorial ( {ER#REHH) ) n Liangyou
Huabao ( { RRER) ) — seMoHcTpupytoT o4eBua-
HOe CXOACTBO C COBETCKMMU 0bpa3Lamm, 0COBeHHO
B KOMMO3MLMW, ANHaMUKe NNHUIA 1 TUnorpaduke.

®OoTOKOMNAXKM N MOHTaXHble NpUHLMMbLI Poa-
yeHko, Knyuyuca, JIncmukoro noayymnm cBoé otpa-
XEeHWe B KUTANCKMNX arMTaLnoHHbIX niakaTax.
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BXYTEMAC, lNponemkynem, kcunozpagus, naakam, Mex-
KyslemypHsil duanoe, uckyccmeo u udeosoeus, Jlu Xya,
JluHe P3HMSAHS.

Tak, nnakaTbl Mepruoaa aHTUANOHCKOro Conpo-
TmBAeHusa (1932—1937) yacTo NCnoab30BaanN HAK/IOH-
HYHO AMaroHaabHyt0 KOMMO3ULMIO, APKNA KOHTPACT
KpacHOro 1 Y&8pHoro, a Takxke pybeHbIr WpndT —
BCE 3TO NpsAMble NPU3HAKN COBETCKOTO KOHCTPYK-
TMBM3Ma.

OpfHako KuTakckme XyAOXKHUKN (B YacTHOCTK, JTun
Xya n XyaHr CuHb60) npeobpazoBanu 3T1 NPUEMBI,
BBOZSA B HWX TPAAWLMOHHbIE CUMBObI — M306pa-
>KeHWe JpakoHa, BOCXOAALLLEro CoaHLa, Kaaaurpa-
dnyeckme Masku.

BosHukna HoBas rubpugHas dopma noamtude-
ckor rpadukn, B KOTOPOW COBETCKasi KOMMO3ULM-
OHHas 3Heprus coyetanacb C HaLMOHaNbHON CUM-
BOJINKOM.

JTa aganTtauums 6blia He NPOCTbIM 3aMMCTBOBA-
HMEeM, @ OCO3HaHHbIM MepPeoCMbICNEHNEM:

ec/n B coBeTCKOW rpadurke npeobnasana naes
WHAYCTPUaAbHOMO Nporpecca, To B KUTaCKoMn Bep-
CUN — naesa JyxXOBHOTO NpobyxxaeHna Hapoaa.

BMecTo MexaHucTMyeckoro obpasa pabouero
B Kntae nossnsercs «6OPrOLLNNCA UHTENAUTEHT»
N «HapOAHbI repo» — durypsl, 61m3kme KOHPY-
LIMAHCKOMY MOHATUIO U3HOHbL3bI (B f) — 6s1aro-
pPOAHOro yenoseka.

Taknm o6pazom, KOMUHTEPH CTUMYAMpPOBan He
nozpaxaHue, a TpaHCHoOpMaLLMIo COBETCKUX BU3Y-
aNlbHbIX KOJOB B KOHTEKCTE HaLMOHaIbHOW duio-
codun.

3. ApxumekmypHsil KOHCMPYKMU8U3M U WaH-
xatickuli MmodepH

B apxuTekType BAMAHNE COBETCKOrO aBaHrap-
Aa nposasunoce B 1930-e rogbl B BUAe nepexoja
OT AeKOPaTMBHOIO ap-AeKo K GyHKLIMOHAIbHOMY
KOHCTPYKTUBU3MY.

Xots B LLlaHxae He 66110 NpsSMbIX KOMUIA COBET-
CKWX NPOEKTOB, HO 3CTETUKA PaLMOHaabHON dop-
Mbl, MPOCTOTbI U MHAYCTPUANbHOrO MaTepuana crana
YaCTbHO aPXUTEKTYPHOTO A3blKa FOPOACKUX 34aHUI.

OcobeHHO nokasaTeneH NpumMep NpPoeKToB ap-
XWTEKTOPOB KUTAWCKOM Anacrnopbl, 0by4aBLLMXCS B
Mockse, bepanHe un Mapuxe.

MHorune 13 Hux — Takmne kak Xy JlaHb, YxxaH
WwnnsH — npueo3nan B Kutan ngen «coymanbHo-
ro XWabs», «MHOTOMYHKLNOHAABHOIO NPOCTPaH-
CTBa», «lOMa-KOMMYHbI».

Ap-aeko 1 KOHCTpykTnBmu3m B LLlaHxae camance
B €4VHbIN CTU/b, e reoMeTpuyeckas CTporoctb



coyetanach C AeKOPaTUBHbIMU 3IeMeHTaMM KUTaW-
CKOro OpHaMmeHTa.

JTa apXuTeKTypHas rmbpuaHOCTb OTpasuia He
TO/NIbKO 3CTETUYECKUIA, HO U UAEOJOTNYECKNA KOM-
NPOMMCC 3MOXU: CTPEMEHVE OOBEANHUTL MOAEPHM-
CTCKYHO YTOMMIO C HALMOHaNbHON NAEHTUYHOCTbHO.

CoBeTckas KOHUEMNUMA «COLMannCcTnyeckoro ro-
poga» B LWaHXaCKOM KOHTEKCTe npespaTuiach B
3CTeTMKY MOZepHOro ropoga A3nm — nNpocTpaH-
CTBO, FAe VHAYCTpUaabHas KynbTypa U KuTalckas
CUMBO/IVKA HaxOAUAN OBLNIA A3bIK.

4. ObpazosaHue u nedazozudeckue mModesau

BaxkHeMLMM KaHaNoOM B3aMMOZAENCTBUS MEXAY
Cosetcknm Coro3oM 1 Kutaem ctano xyA0o>XKecTBeH-
Hoe obpazoBaHue.

MHorve npuHumnel negarorvkn BXYTEMACa
(aHanm3 dopmbl, GYHKLMOHANBHOCTb, MHTErpaLms
MCKYCCTBa M NPOM3BOACTBA) Oblav BOCMPUHATBI LUAH-
XaMCKMMU Xy[,0XXECTBEHHBIMW LLKOAAMMU.

Mpenopasatenun, Takne Kak JInHb ®3IHMAHB 1
MaH KOWNsH, BHEAPANN MAEO eANHCTBA MCKYCCTBA
M TpyZa, paccMmaTpuBas XyA0XKHMKa He Kak co3ep-
LaTens, a Kak akTMBHOrO yyacTHUKa COLMaIbHOWM
KU3BHW.

Moao6HbIN Noaxoa OTpaxkan KOMMYHUCTUYECKYHO
YCTaHOBKY Ha «TBOPYECTBO KaK TPyA», HO B KUTal-
CKOW aZianTaLuy oH 06pén ryMaHUCTUYeckyro okpa-
CKY: BMECTO I03yHra MHAYCTPUaabHOro Nporpecca
KuTacKkas Bepcus noguepkusana rapMoHMIO MeX-
Ay YeNoBEKOM, MPUPOLAOW U TPYAOM.

Takum obpaszom, negarorvka BXYTEMACa B LLaH-
Xae npeBpaTMaach B Mefarormky KyabTypPHOro CUH-
Te3a, rae obyyeHune nckyccTay Obl10 O4HOBPEMEHHO
BOCMUTAHMEM FPaXAaHCTBEHHOCTN N XYAOXECTBEH-
HOro CO3HaHus.

dunocodpus peBoNIIOLLUMOHHOTO MOAEPHU3-
Ma: TpaHcpopmMaL A 3CTETUUECKUX KOAO0B CO-
BeTcKoro aBaHrappa B Kurae

1. Om uHOycmpuaneHol ymonuu K Oyxo8HOMY
06Ho8/1eHUD

CoBETCKNUI aBaHrapa, POXKAEHHbIN B KOHTEKCTE
nocnaepeBoOLMOHHON yTonumn 1917 roga, ncxoamn
13 NpeacTaBAeHNA O TOM, YTO UCKYCCTBO ABAAETCA
MexaHM3MOM npeobpasoBaHNa Mupa.

B tBOpYecTBe PoaueHko, TatamHa, Knyunca, Ma-
NeBUYA NCKYCCTBO MePecTaéT bbiTb oTpaxeHnem —
OHO CTaHOBWUTCA NPON3BOACTBOM GOPMbI, TO eCTb
YacTbto MaTepmnanbHOro 1 COLMaAbHOro CTPOUTENb-
CTBa HOBOW peanbHOCTU.

JTa ngea — paaukanbHasa ana Esponbsl — B Ku-
Tae 1920-1930-x rogoB npuobpena MHON CMbICA.

KuTalickas xysoxecTBeHHas Tpaauums, Beka-
MW OCHOBaHHas Ha eaAnHCTBe GOpMbl U Ayxa (CUH-
waHb 1 FZHE), BOCNpUHUMANa XyAOXKECTBEHHOE
JeCTBME He KaK aKT BHELLIHEro BO3encTBus, a kak
nposiBJeHne BHYTPEHHEN rapMOHUN.

Mo3ToMy Npu CTONKHOBEHMMN C COBETCKUM JI03YH-
FOM «MCKYCCTBO Ha C/ly>K0y peBOIOLMM» KUTaNCKMe
XYAOXHWUKN He OTBEPI/IN lyXOBHYHO COCTaBASAIOLLYHO, 3,
HanpoTKB, BKAHOYMAN €€ B MAE0N0rMYeCKniA MpoLLecc.

B pe3ynbTaTe coBeTckas KOHUEMNUMA «MNpous-
BOACTBEHHOrO UCKycCTBa» npeeBpatuaack B Knutae
B 3CTETUKY BHYTPEHHEW PEeBONOLIMM — UCKYCCTBA,
KOTOpOe OBHOBASET HE TOJIbKO 06LLECTBO, HO U Ye-
noseka.

Tak, B LLAHXalCKOM neyaTHOM rpaduke 1 KMBO-
nucu 1930-x rofoB MOXHO HabaroAaTh YHUKaNIbHOE
coyeTaHue TeXHULUM3Ma N MeANTAaTUBHOCTM.

Hanpumep, kcunorpadus Jin Xya («<BoviHa 1 Ha-
poz», 1933), npu BCeN AMHaAMUKe TMHUIA 1 coum-
a/IbHOW aHraXKMpoBaHHOCTM, MOCTPOEHA Ha CTPOroM
paBHOBECMW YEPHOro 1 6enoro, ceete N TeHN —
npuémax, XxapakTepHblx 415 TPAAULMOHHOM KUTal-
CKOM XMBOMMWCU TYLLbHO.

STa ypaBHOBELLEHHOCTb NpeBpaLLaeT PeBoo-
LWOHHYH SHEPrnto B CUMBOJ YXOBHOIO PaBHO-
BeCMA — MMEHHO B 3TOM npoasafeTca punocodums
LLIaHXaMCKoro MoZiepH13ma: PeBoOLLMA MOHMMAET-
€A He Kak pa3pyLUeHmne, a kKak BOCCTaHOBJIEHMe rap-
MOHUW MeXJy YeN0oBekKOM M ObLLeCTBOM.

2. Brusrue udeli nponemkynema u ux kumad-
ckas adanmauyus

MponeTkynbT, Kak OAHO U3 K/HOUYEBbIX Hanpase-
HWA COBETCKOTO KyNbTYPHOTO CTPOUTENBCTBA, CTPe-
MUACS CO3ZaTb HOBYHO, MPOIETapCKYrO 3CTETUKY,
CBOOOAHYO OT Byp>Kya3HOro MHAMBMAYann3Ma u
akazemu3ma.

Ero no3yHr «nckycctBo Macc» noayumn B Kutae
o0coboe pa3BuTHE, MOCKONbKY COBMa C NAEEN MUHb-
wkyH nwy (RARZAR) — «HapogHoro nckycctsay.

B 1930-e roabl B LLlaHxae BO3HMKAET Lenoe ABu-
XeHwne Xy0XKHUKOB, NncaTenell 1 TeaTpanos, CTpe-
MSALLUXCA COEANHUTb MACCOBYHO Ky/NbTypy W COLM-
a/bHOE NpOCBeLLeHMe.

KypHanbl, BbinyckasBLlumeca nog savaHvem Ko-
MUHTepHa, Takve kak {(Z X% ) (JlutepatypHo-xy-
noxectBeHHblI dpoHT) u (KR Z) (HapoaHoe
MCKYCCTBO), PacnpoCTPaHANN UAen KONNEKTUBHO-
ro TBOpPYeCTBa M COLMaNbHOW MUCCUN NCKYCCTBA.

Mpwn 3TOM KMTacKas BepCUs NpoieTky/ibTa 13-
6erana pasMKanbHOro HUrMAN3Ma NO OTHOLLEHUIO
K Tpagmumm.
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Ecnun coBeTckmne XyaoXKHUKN CTPEMUANCL pa3o-
pBaTb C MPOLLUAbLIM, TO KUTalCKMe MacTepa, Hamnpo-
TWB, NCKaAW B TPAAULMM UCTOYHUKN HAPOAHOCTY 1
CUMBOINYECKOTO f3bIKa.

XapaKkTepHO, UTO faxe B PEBOJIFOLMOHHBIX MPO-
N3BeAEeHNAX COXPaHaNCb GOPMbl, BOCXOASALLME K
KOHPYLIMaHCKOM U fa0CCKOW 3CTETUKE: MPUHLMM
HEAO0CKa3aHHOCTU (CloaHb Z), rapMOHWs MPOTUBO-
MONIOXKHOCTEN (MHb—SH), YBaXKeHWe K NycToTe Kak
HOCUTENO CMbICAa.

Taknm obpa3om, LWaHxarckas aganTtaums npo-
NIeTKy/IbTa MOPOAMIA HOBbIN TUM XyL0XECTBEHHO-
ro MbILUNEHUSA, TAe CoLManbHas aHraXKMpoBaHHOCTb
coyeTanacb ¢ punocopckon pedaekcmen.

3. Kamezopuu ¢opmel u 0guxkeHus

CoBETCKMIA KOHCTPYKTUBU3M GOPMYAMPOBaN HO-
BYHO 3CTETUKY, OCHOBAHHYH Ha KaTeropusax GyHK-
LW, KOHCTPYKLUM U ABUXKEHNS.

STV NPUHLMMBI HALLAW OTKAUK Y LWaHXanCKUX Xy-
AOXHWKOB, OCOBEHHO B XXKMBOMUCK U CLLeHOoTrpadum.

Mnactnyeckas CTPyKTypa KOMMO3WLMN, ANHAMU-
Ka AuaroHanu, puTM AMHUIA — BCE 3TO CTaHOBUTCA
He ToNbKo popManbHbIM MPUEMOM, HO U Bbipaxke-
HWEM HOBOW XXW3HEHHOW 3HEepPrmu.

NHTepecHo, UTO KaTeropus ABUXKEHWSA B COBET-
CKOM WUCKYCCTBe Oblna CBfi3aHa C UAEEN NHAYCTPU-
a/lbHOTO MPOrpPecca, a B KUTANCKOM KOHTEKCTE — C
naeem umn (5) — «KU3HEHHOTO AbIXaHWA», MPOHW-
3bIBaAKOLLEro BCE cyLuee.

Taknm 0bpa3om, LWaHxalckme XyAoXKHUKN nepe-
WHTEPNPETUPOBAAN KOHCTPYKTUBM3M KaK «MCKYC-
CTBO AblXaHWUA» — ABUXEHWE CTaso CUMBOJIOM He
MexXaHWYeCKOW, a yXOBHOM 3HEPTUW.

OTa meTadopuKa NpociexmnBaeTca B TBOpUe-
ctBe JInHb P3HMSAHSA 1 ero YYeHUKOB, r4e AMHaMU-
Ka GOpM CcoeAMHEHA C UYBCTBOM BHYTPEHHErO pUT-
Ma, BAN3KOTOo K 3CTETUKE KUTANCKOW Kanaurpapuu.

Tak COBETCKMI aBaHrapj, OCHOBAHHbIV Ha naee
paLMOHaNbHOrO KOHCTPYMpoBaHus, B LLlaHxae npe-
BpPaTMACS B MO3TUKY OPraHMYeCcKoro ABUXKEHUS,
rae MHAyCTpuanbHble NPUHLMMBI 0bpenn AyxoB-
HYH OKpacky.

370, MO CyTW, OAWH W3 NEPBbIX NPUMEPOB TPaHC-
bopmMaLmm eBponenckoro MojepHn3mMa B asuar-
CKWIM TYMaHUCTUYECKNI KOHTEKCT.

4. Pesosoyus kak 0yxoeHell nyme

B ocHoBe dpunocodpun WaHxackoro MogepHm3-
Ma 1930-x rogoB nexkana naes o0 BHyTPeHHeln pe-
BOJIOLUY IMYHOCTM.

Moa BAVNSHMEM MapKCUCTCKOW MbICAN U COBET-
CKOFO MCKYCCTBa PEBOJIHOLLMSA NMOHMMAaNach He TOJb-
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KO Kak M3MEHeHMe CoLManbHbIX CTPYKTYP, HO U Kak
npoLecc AyXoBHOroO NpobyXAeHus.

OTa KOHLenuua noay4vmna XyAoXKecTBeHHOe BO-
nnaowenve B antepatype Jly CuHs, B knHematorpade
¢ yyactmem PyaH JIMHbIOW, 1 B XXMBOMUCK, TAe TeEMa
60pbbbI 1 CTPajaHNs coyeTanacb C MeAUTATUBHOM
TULWWNHON N CUMBOANYECKOM FyOUHON.

Taknm obpasom, KmTanckme XyAoXKHUKN BOC-
NPUHUMaNN PEBOJIIOLMIO He KaK pa3pyLleHune cTa-
poro, a Kak ouuLLieHne Ayxa, a CoLMannCTMyeckmia
peann3M B €ro paHHen LWaHxanckon Gpopme BbICTy-
nan He CTONbKO METOLOM M306paxkeHms, CKONbKO
CNocoboM BHYTPeHHero npeobpasoBaHms yenose-
Ka yepes TBOPYECTBO.

3ak/itoueHmne

MpoBeséHHOEe UCcCaes0BaHMeE MO3BOSET pac-
cMmaTpuvBaTh geaTenbHocTb KOMUHTEPHA 1 BAMAHWE
COBETCKOro aBaHrapia B XyA0XXeCTBEHHOM XU3HU
WaHxaa 1920-1930-x rofoB Kak CNOXHbIA 1 MHO-
romMepHbIi eHOMEH, B KOTOPOM 3CTETUKA, UAEO-
Norns n KynbTypHas agantaumsa obpasyroT efnHyro
AVHAMUYECKYH CUCTEMY.

B3sanmogerictBrne mexay Coetckum Coro3oM
n Kntaem B 3TOT Nepmos Henb3s CBOAUTb NNLLb K
NOJINTUYECKOMY BAUSIHUIO — OHO 6bIN0 ry6oKo
3CTeTUYECKMM N GUNOCODCKMM NPOLLECCOM, OKa-
3aBLUMM AONTOCPOYHOE BO3AeNcTBNE Ha GopMu-
poBaHWe KUTaNcKoro MoaepHm3Ma.

Bo-nepBbIx, COBETCKMIA aBaHrapg, ctan Ans Ku-
TaCKNX XYLOXKHUKOB Y TEOPETUKOB CBOeObpas-
HbIM KaTa/M3aToOpPOM 3CTETMUYECKOro OOHOBIEHMUS.

Viaen KOHCTPYKTMBM3Ma, MPOU3BOACTBEHHOIO
MCKYCCTBA, MPOJIETKY/bTa U COLMaNbHON MUCCUM
XYAOXHMKa 0Ka3aancb CO3BYUHbI MOMCKaM KUTai-
CKOW MHTeNINreHLMM, KOTopas cTpemMuiach npeo-
J0NeTb KOJIOHWAbHYHO 3aBUCMMOCTb U OJHOBpPE-
MEHHO HaWTN NyTN HaLMOHaNbHOIO BO3POXAEHUS
yepes KynbTypy.

LLlaHxal, Kak KOCMOMOAUTUYECKUIA LLeHTp, CTa
apeHoM, rae 3Tn NpoLLeccsbl 0bpenn BUAMMYKO Xy-
JO>XecTBeHHyt0 dopMy — B naakate, rpaduke, ap-
XUTEKType, TeaTpe n KNHO.

Bo-BTOpbIX, 3cTETMUECKAsS MOAENb, MPEANOXKEH-
HaA COBETCKMM aBaHrapiom, bblia TBOpUECKM TpaHC-
dbopmMmpoBaHa KMTaCKOW TpaauLmen.

B 10 Bpems kak B CCCP aBaHrapg accoummpo-
Ba/iCs C pauMoHannsaumen Gopmbl U UHAYCTPU-
anbHou ytonuvei, B Kutae oH npuobpén gyxoBHoe
n3MepeHue.

KoHuenumu asuxeHuns, GYHKLUN U KONNEKTUB-
HOCTW OblNN NepPEOCMbIC/IEHbI Yepe3 KaTeropum Liu



(>KM3HeHHasa 3Heprus), X3 (rapMoHMA) U YXYH (paB-
HOBecue), B pe3yibTaTe Yero BO3HWKAA YHUKab-
Has XyJ0>XKeCTBEHHas napagnrma — pPeBOJIFOLMOH-
HbIA F'YMaHW3M, rae 3CTeTMKa M 3TUKa COeAnHEHbl B
€/JMHOM Ky/IbTYPHOM aKTe.

B-TpeTbux, ponb KomuHTEpHa B 3TOM npouecce
BbIXOAWNT 3@ PaMKN NOJUTUYECKON MUCCUN.

OH cTan nocpesHNKOM B rNobanbHOM KyabTyp-
HOM TpaHcdepe,cnocobcTBOBaBLLINM GOPMUpPOBA-
HWIO HOBbIX XyA0XECTBEHHbIX A3bIKOB, B KOTOPbIX
CYHTE3MPOBANNCh 3aMaAHble Y BOCTOUHbIE TPAAWULIMN.

KoMWHTepH He MpOCTO 3KCMOPTUPOBaN NAeu, HO
1 CO3zaN NPOCTPaHCTBO AMa0ra, r4e XyAOXKEeCTBEH-
Hble npakTukn MockBsebl, bepanHa n LWaHxas Hava-
/N B3aVMOZEeNCTBOBATb Ha PaBHbIX OCHOBaHMAX.

STOT Ky/NIbTYPHbI OOMEH NOAroTOBM/ NMOYBY AS
6yayLLero BOSHMKHOBEHUS KMTANCKOro coLmanu-
CTMYECKOro peann3ma,HO BaXHO NOAYEPKHYTb, YTO
LlaHxalckas BEPCUs 3TOrO CTUAS OTAMYanach ot
no3zHero coeeTckoro kaHoHa.OHa He oTBeprana
bopManbHbIV SKCNEPUMEHT U HE NOAUYMNHANA NCKYC-
CTBO MICKIOUNTENBHO MAEONOrMYECKMM 3a4ayaM.

HanpoTtume, B 1930-e roabl B LLlaHxae coxpaHs-
JIOCb CTpeMIeHne K rapMOHUU MeXAy colmanb-
HOW OTBETCTBEHHOCTLIO N 3CTETUUECKOWN CBOHOAON,
MeXay KONNEKTUBHOM 3Heprnemn n NMUYHbIM Bbipa-
KEHMEM XyZOXHMKa.

B-ueTBEpTbIX, PEHOMEH LUAHXaNCKOro Moaep-
HW3Ma, BO3HMKLUNIA Ha MepeceyeHn COBETCKOro
aBaHrapfa v KUTaiCkon AyXOBHOM TPaAWLIMM, MOX-
HO paccmaTpuBaTbh Kak OAHY 13 paHHUX GOpM r10-
6anbHOro MoZepHM3Ma. DTOT MOAEPHM3M He Bbin
HW nogpa>kaHuem 3anagy, HW MexaHW4eckMM 3a-
nmcreoBaHnem. OH NpegcTaBasn cobol ocMbIC-

NEeHHbIV NpoLecc nokaamsaumm, B Xxoge KOToporo
3anajHble GopMbl 0bpeTann HOBYHO CEMaHTUKY, a
TPaAVLNOHHbIE KUTACKNE KaTeropmm — coBpe-
MeHHOe 3ByYaHue.

B pesynbtate LaHxan 1920-1930-x rogoB ctan
nabopatopuelt XyA0XKeCTBEHHOrO CUHTE3a, rae Npo-
NCXOANN ANanor MexXay MHAYCTPUanbHOM pauno-
Ha/IbHOCTbHO M AYXOBHOM CUMBOJIMKOM, MeXAay pe-
BOJIOLMEN N TapMOHUeEN, MeXAy rnobanbHbIM U
NOKaNbHBIM.

VimeHHO 3aecb MOXHO HabatoaaTb, Kak naes
KomMuHTEpHa — eanHCTBA TPYAa, KyAbTypbl U UC-
KycCTBa — MoJlyyaeT 3cTeTmyeckoe BOMJIOLLeHME,
BbIXOZSA 32 Mpeaesbl NOUTUUYECKOW yTONUN 1 npe-
BPaLLasnch B YHMBEPCaAbHY0 GUA0CODUIO KyNbTypbl.

TeM caMbIM BAVSAHME COBETCKOrO aBaHrapga B
LLlaHxae cnegyeT NOHMMaTb He Kak 3KCMOPT XyA0-
>KECTBEHHOrO CTU/A, @ Kak B3auMHoe npeobpaso-
BaHWe fBYX KYJbTYPHbIX CUCTEM, PE3yNbTaTOM KO-
TOPOTO CTaNo POXAEHME HOBOW XYAOXECTBEHHOMN
napagurmel — napagurmel, rae TBOPYECTBO CTaHO-
BMTCA GOPMOI lyXOBHOrO OCBOBOXAEHMA N COLM-
a/lbHOTO CaMOOCO3HaHMA.

STa napaAurma npojosixuna CBOE pa3Butme B
NoCAeBOEHHbIV Nepuos, BANAa Ha GopMupoBaHue
KUTalCKOro peannamMa, MOHYMEHTaIbHOrO UCKYC-
CTBa, TeaTpasbHOM cLeHorpadum 1 apxmTekTypbl.
CerosHsa obpalleHne K OnbITy LWaHXaCKoro mMo-
JlepH13Ma NO3BOASET He TONbKO NepPeoCMbICINTb
NCTOPUIO NCKycCTBa XX BeKa, HO U YBUAETb B HEM
pPaHHW NpuMep rnobasbHOro XyA0XKeCTBEHHOrO
B3aMMO/EeNCTBNSA, OCHOBAHHOIO He Ha NoAunHe-
HWUW, @ Ha Ananore — Ananore, NPOAOAXKAOLLEMCH
1 B COBPEMEHHOM MUpe.
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