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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

The Space of Culture

#4/2026

Dear Friends!

We are pleased to present to you Issue No. 4/2026
of the scientific and analytical journal “Burganov
House. The Space of Culture”.

By the recommendation of the Expert Council of
the Higher Attestation Commission of the Ministry
of Education and Science of the Russian Federation,
the journal is included in the List of leading peer-
reviewed scientific journals and publications in
which the main scientific results of dissertations for
the degrees of Doctor and Candidate of Sciences
must be published. The journal has been assigned
category K2.

The journal publishes scientific articles by leading
specialists in various fields of the humanities, as well
as by doctoral candidates and postgraduate students.
The research covers pressing issues in different
areas of culture, art, philology, and pedagogy. This
multifaceted range of topics reflects the fundamental
character of the journal, which represents the
contemporary state of the space of culture.

The issue opens with an article by Irina B.
Pavlova, “The Distinctive Features of Artistic Space
in L. N. Tolstoy's Story ‘From the Notes of Prince D.
Nekhlyudov: Lucerne™, in which the author analyses
the artistic space of Tolstoy's early tale as the
language of its moral and philosophical meanings.
The work was created during a period of the writer's
spiritual, moral, and creative quest.

In Larisa N. Nabilkina’s article "The Geopoetics
of Guillaume Musso's Novels” the author explores
the cultural landscape of contemporary French
prose: in Musso's works, Paris and New York
appear not as background settings but as full-
fledged protagonists. Drawing on the concepts of
geopoetics and travelogue, the author demonstrates
how urban topography becomes a means of the
author’s modelling of the world and a bearer of
cultural insight.

Evgeniya K. Belikova, in her article “The Culture
of Artificial Intelligence as a Value Mediator between
Tradition and Innovation”, reveals the position
of Al culture as a mediator between established
norms and new technological practices. The author
substantiates the role of culture as a key resource for
the humanisation of the technological environment.

The joint article by Hu Rui and Tatiana V. Litvina,
“Isomorphism of the Generative Order between
Varvara Stepanova’s Textile Ornaments and Chinese
Traditional Decorative Ornaments: A Shape Grammar

Perspective”, offers an original interdisciplinary
approach: formal grammars serve as a logical bridge
between the sensory representation of ornament
and its digital embodiment. The authors identify the
structural isomorphism of the two systems at the
level of generative order and open new possibilities
for the digital reading of historical design.

Victoria V. Demenova'’s article “The Phenomenon
of 'Hiding’ Sacred Images in the Vajrayana Art
Tradition (Approaches to Art Criticism Interpretation)”
examines a unique practice of Buddhist culture
that combines philosophical, religious, and artistic
dimensions. The author explores the principal
forms of hiding sculptural and pictorial images
and proposes an art-historical framework for their
interpretation.

Tan Yifu's article "Mutual Influence and
Contemporary Development of Chinese and Russian
Propaganda Posters” is devoted to the cross-cultural
evolution of political poster art of the twentieth
century. Drawing on the inner logic of cultural
interaction, the author distinguishes four stages
of Sino-Soviet artistic exchange and traces the
mechanisms of mutual borrowing of visual languages.

Zhang Yuyang's article "Marine Imagery in
Traditional Chinese Landscape Painting and Its
Evolution in Modern Chinese Art” examines the
phenomenon of the “absence” of marine views in
the shan-shui (“mountain-water”) genre. The author
analyses this specificity from artistic, philosophical,
and historical perspectives, showing how the concept
of emptiness shapes the traditional attitude towards
the maritime element and how this attitude is
transformed in contemporary Chinese art.

In her article “From Traditional Craft to Design
Image. Contemporary Children’s Illustrated Book
about Artistic Metal Processing (Graphic Language
and Specifics of Developing a Visual Scenario)”,
Jing Lin considers the educational children’s book
as a means of visual archiving of traditional crafts.
The entire process of creating such a book —
from the gathering of material to the construction
of the artistic image — is traced, and the role of
illustration in preserving intangible cultural heritage
is substantiated.

The issue concludes with an article by Shao
Chunbo, “The Specifics of Folklore Transformation in
the Songs of Yin Qin". The author examines the vocal
oeuvre of the Chinese composer, who absorbed the
national traditions and aesthetic values of Chinese
music, and shows how the study of genres of

traditional drama, song, and instrumental folklore has
shaped a distinctive phenomenon of contemporary
Chinese musical culture.

The publication is addressed to professionals
specialising in the theory and practice of the visual
arts and philology, as well as to all those who are
interested in questions of art and culture.
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HayuyHOo-aHanutu4eckunii xypHan
[lom bypraHosa.

[pOCTPaHCTBO Ky/bTYpbI
#4/2026

[Joporue apysbs!

Mbi pagbl npeactasnte Bam N2 4/2026 Hay4yHO-
aHanuTnyeckoro xypHana «Jom bypraHosa. Npo-
CTPAHCTBO KY/NbTYpPbI».

Mo pekomeHaaummn SkcnepTHoro coseta BAK
>XYpPHan BKAroUeH B NepeyeHb BeAyLMX peLieH3n-
PYEMBIX HayUHbIX XXYPHaNOB 1 U3LaHWI, B KOTOPbIX
BOKHBI ObITb ONYy6ANKOBaHbI OCHOBHbIE HayYHble
pe3ynbTaThbl ANCCEPTaLMM HA COMCKAHWE YYeHbIX CTe-
neHer AOKTOpa W KaHAMAaTa HayK. XypHany npu-
CcBOeHa kaTeropusa K2.

B >xypHane nyb6ankytoTcs Hay4yHble CTaTby Be-
AyLLMX CNeumanmcToB pasHblX ryMaHUTapHbIX 06-
nacrter, JOKTOPaHTOB U acnupaHToB. HanpasneHus
nccnesoBaHWI KacaroTCsa akTyaslbHbIX NpobaeM B
pa3nyHbIX 06aacTaX KynbTypbl, UCKyccTBa, GUio-
NOTUW 1 Nejarornkn. B aton MHororpaHHoctn 060-
3peHna NposABMAacb OCHOBHasA cneumnduka XXypHana,
NpeACTaBAAOLWErO COBPEMEHHOE COCTOAHMNE MpPO-
CTPaHCTBa KyAbTYpPbl.

Homep oTtkpsbiBaeT ctaths W. b. MNaBnosoii «CBoe-
obpasve Xy[0XKeCcTBEHHOro NPOCTPaHCTBa B pacckase
J1. H. Tonctoro M3 3anucok kHa3a [. Hexarogosa. Jto-
LiepH"», B KOTOPOW aBTOP aHaAN3NPYET XyL4OXKECTBEH-
HOe MPOCTPaHCTBO paHHero TOACTOBCKOrO pacckasa
KakK A3blK HPaBCTBEHHO-GUNOCODCKMX CMbICTOB. [1po-
n3BejieHne Co3/aBanocb B Nepunos AyXOBHO-HpPaB-
CTBEHHbIX, TBOPYECKUX UCKAHWI XyLAOXHWMKA.

B ctaTbe J1. H. HabunkuHon «feonoatrka poma-
HoB [MiioMa Mrocco» nccnesyeTcs KyabTypHbI Nans-
wadT COBpeMeEHHOW PppaHLLy3Cckoi npo3bl: Mapux
1 Hbto-Mopk BbICTyNaloT B poMaHax nucatens He
doHOM, a nonHonpaBHbIMKU repoamun. Onnpasch Ha
MOHATWSA reono3TUKN 1 TpaBeaora, aBTop NokKasblBa-
eT, KaK ropogckas Tonorpaduns CTaHOBUTCSH CNOCO-
H60M aBTOPCKOro MOAEMPOBaHNS MUPa Y HOCUTENEM
KyNbTyPHOro npoceerta.

E. K. Benvkosa B cTatbe «KynbTypa NCKyCCTBEH-
HOrO MHTe/IeKTa Kak LLeHHOCTHbIV MeAnaTop Mexay
TPaAuLMEN N MHHOBaUMEN» pacKpbiBaeT MNO3NLMIO
KynbTypbl VIV Kak nocpeaHnka Mexay yCTOABLUNMU-
CA HOPMaMM M HOBbIMW TEXHONOTUYECKMMWN MpaK-
Tkamu. ABTOp 060CHOBbLIBAET POJb KYAbTYpPbl Kak
KAKOUYEBOro pecypca ryMaHmsaumnm TexHonornye-
CKOW Cpeapbl.

CoBMecTHas ctatbs Xy Xyt u T. B. JIutBnHoM «Mc-
cnefioBaHve n3oMopdu3ma reHepaTMBHOIO NopsjKa
TEKCTUNbHbIX OpHaMeHToB B. CTenaHoBOM 1 kuTam-
CKNX TPAAWLIMOHHBIX AeKOPaTVBHbIX OPHAMEHTOB B
pakypce GopMasbHbIX rpaMMaTUK» Npenaraet opu-

TMHaNbHBIA MEXANCUMUMINHAPHBIVA NOAXOA: GopManb-
Hble rpaMMaTUKKN BbICTYMaKT JOTMYECKUM MOCTOM
MeXAy YyBCTBEHHOW pernpe3eHTaunert opHaMmeHTa
1 ero LudpoBbIM BOMAOLLEHNEM. ABTOPbI BbISBAAIOT
CTPYKTYPHbIV N30MOPdU3M ABYX CUCTEM Ha YPOBHE
reHepaTVBHOrO MopsAjKa M OTKPbIBAOT HOBblE BO3-
MOXXHOCTW ANS UNOPOBbIX MPOUYTEHNI UCTOpUYE-
CKOro Au3aiHa.

B cratbe B. B. lemeHoBON «PeHOMEH ,COKPLITNA"
cakpanbHbIX N300paXxKeHN B TPaAULMN UCKYCCTBA
BaJKpasiHbl (MOAXOAb! K MCKYCCTBOBEAUECKOM MHTep-
npeTauum)» pacCMaTpPUBAETCA YHUKaNbHAA NpaKT1Ka
6yAAMINCKOM KynbTypbl, 0bbeauHatowas duaocod-
CKMe, PeNnUrMo3Hble 1N XYAOXKEeCTBEHHbIE acMneKThbl.
ABTOp nccnesyet OCHOBHble GOPMbI COKPbITUA CKY/b-
NTYPHbIX 1 XXMBOMMUCHbIX 06pa3oB 1 npeanaraeT nUc-
KyCCTBOBEZUEeCKYH ONTUKY ANS UX MHTeprpeTaLmm.

Cratba TaHb Vidy «B3anmHoe BansHue n cospe-
MEHHOE Pa3BUTME KUTANCKUX U POCCUMIACKMX armTa-
LIMOHHBIX MJ1akaToB» MNOCBALLEHA KPOCC-KY/IbTYPHOM
3BOMIOLNM NOAUTMYECKOTo naakata XX Beka. Onu-
pasicb Ha BHYTPEHHIOK NIOTWKY KYAbTYPHOrO B3a-
NMOZLENCTBUNSA, aBTOP BblgeNseT yeTbipe 3Tana
KNTaMCKO-COBETCKMUX XYAOXKECTBEHHbIX OOMEHOB U
NPOCAEXMBaeT MeXaHW3Mbl B3aVMHOMO 3aUMCTBO-
BaHMWA BU3YyaNbHbIX A3bIKOB.

B ctatbe YxkaH HOnsHa «Mopckue obpasbl B Tpa-
AVILLVMOHHOW KUTAMCKOM NeM3aXKHOM XXNBOMUCK N UX
3BO/IOLMA B COBPEMEHHOM KUTANCKOM MNCKYCCTBE»
paccmaTpuBaeTcs GeHOMEH «OTCYTCTBUA» MOPCKMX
BMAOB B XXaHpe LaHb-WYyN («ropbl-Bogbl»). ABTOP
aHaAM3MpyeT 3Ty 0COBEHHOCTb C XYAOXECTBEHHOW,
bunocodckor 1 NCTOpUYECKON ToUek 3peHns, noka-
3blBas, Kak KOHLEMNLUMs NyCcTOTbl OnpesensieT OTHO-
LeHWe TPaAMLMOHHOW XMBOMUCK K MOPCKORN CTUXK
N KaKk OHO MEHSEeTCs B COBPEMEHHOM KNTANCKOM
NCKyCCTBeE.

L3vH JInHb B cTatbe «OT TpagnLMOHHOrO pe-
Mecna K NpoekTHOMy o6bpa3sy. CoBpeMeHHas eT-
CKas UNNFOCTPUPOBAHHAsA KHUTA O XyA0XECTBEHHOMN
obpaboTke MeTanna (rpaduyecknii A3biK 1 cneym-
dvka pa3paboTkm BU3yanbHOroO CLieHapus)» pac-
CMaTpuBaeT No3HaBaTe/IbHYH AETCKYH KHUTMY Kak
CPeACTBO BU3yaNbHON apxmMBaLUn TPAANLNOHHbIX
pemécen. lNpocnexmnBaeTcsa BeCb NpoLecc co3aa-
HWUS KHUTM — OT cbopa MaTepuasna L0 NOCTPOeHUs
XyZ0>XeCTBEHHOro obpasa, — 1 060CHOBbIBaETCS
pPO/b UAMOCTPALIMN B COXPAaHEHUN HemaTepuab-
HOrO KY/JIbTYPHOTO HacaeAus.

3aBepluaeT Bbinyck ctaTba LLao YyHbb60 «Cneyu-
duka npetBOpeHVA GponbKaOpa B MECEHHOM TBOpPYe-

cree VIHb LimHa». ABTOp paccMaTpuBaeT BoKalbHoOe
TBOPYECTBO KWTaNCKOro KOMMoO3nTopa, BnuTaBLLee
HalLMOHaNbHble TPaAMLMK N 3CTETUYECKME LIeHHO-
CTW KUTANCKOW My3bIKM, 1 MOKa3blBaeT, Kak nU3yye-
HVe >KaHPOB TPaAWLIMOHHON Apambl, MECEHHOro U
NHCTPYMeHTabHOTo osibknopa GbopmupyeT yHU-
Ka/ibHOe AB/eHNe COBPEMEHHON My3bIKaNbHOMN Ky/b-
Typbl KnuTtas.

W3paHne agpecosaHo npodeccmoHanam, cneuma-
3npyroLMmMcs B 061aCT TEOPUM 1 NPaKTUKK N30-
6pa3nTenbHOro MCKyccTBa U GUAOAOTUN, a TakxKe
BCEM, KTO MHTepecyeTcs BONPOCaMmn UCKYCCTBa U
KyAbTYpbl.
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THE DISTINCTIVE FEATURES OF ARTISTIC SPACE IN
L. N. TOLSTOY'S STORY “FROM THE NOTES OF PRINCE
D. NEKHLYUDOV: LUCERNE"

Summary: The article focuses on one of Leo Tolstoy's
early works — the story “From the Notes of Prince Nekh-
lyudov. Lucerne”. The work was created during a period of
the artist’s spiritual, moral, and creative quest. Of major
importance for the ideological and aesthetic assessment
of the story is its artistic space, which is bound up with
philosophical, social, and ethical problems, and plays
a significant role in the process of self-knowledge and
knowledge of the world attained by both the narrator-he-
ro and the author. A special role in shaping the story’s
picture of the world is played by the line, which has its
own philosophical and aesthetic dimension. In this story,
the straight line, which provokes sharp rejection in the
narrator-hero and symbolises orderliness, strict regimen-
tation elevated to a principle, limitedness, and monoto-
ny, is set against the meandering line, which conveys the
meanings of mutability, whimsicality, unexpectedness,
and the wilfulness inherent in nature. In the picture of

The story was written by Tolstoy in July 1857
during the writer's first journey through Europe,
in the Swiss town of Lucerne. The 1850s were
a period of intense spiritual, moral, and liter-
ary quests for Tolstoy. In this work he reflects
emotionally on good and evil, on civilisation,
the state, society, and morality. As B. M. Eikhen-
baum wrote, during Tolstoy's first trip abroad a
turning point took place in the writer's attitude
toward Western culture. The story is a kind of
manifesto, a summing-up of everything Tolstoy
had lived through in Sevastopol and in Peters-
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the world that the hero observes, organic rather than
geometric lines predominate; everywhere there is an in-
finite variety of colours, lines, and forms. Nature and art
are contrasted with modern civilisation, the reverse side
of which is poverty and a lack of humanity, compassion,
and understanding of the beautiful. At the end of the sto-
ry a rationally incomprehensible universal harmony is
revealed to the narrator-hero — the eternal movement of
the Universe — and the chronotope expands into infinity.
The question nonetheless remains whether Tolstoy was
aware of the contradiction between the narrator-hero’s
illuminations and his egoistic conduct towards the wan-
dering singer, and whether this was not conditioned by
the author’s striving for publicistic pathos, manifesto-like
declarations, and sweeping generalisations

Keywords: artistic space and time, line, nature, civilisa-
tion, ethics, art, Eternity, “little man”.

burg. In it the young artist asserts the priority
of "instinct” over “convictions” and puts forward
“natural laws”; "Lucerne” may be called Tolstoy's
first moralistic treatise.

These considerations are based on the writer's
diary entries: “[29 June / 11 July. Lucerne — Sarnen.]
11 July. Rose at 7, went for a swim. Before dinner
wrote out Lucerne. Good. One must be bold, oth-
erwise one will say nothing except graceful things,
and I have a great deal that is new and substantial
to say” [Tolstoy. Jub., vol. 47, p. 141]. On the whole,
work on “Lucerne” continued from 9 to 18 July. The

story was published in the September 1857 issue
of Sovremennik.

The picture of the world created by the writer
exists in space and in time. The chronotope con-
stitutes the integrity of the literary work. Of major
importance for the ideological and aesthetic as-
sessment of the story “Lucerne” and its role in Tol-
stoy’s creative evolution is its artistic space, which
is bound up with philosophical, social, and ethical
problems, and exerts an influence on the plot, com-
position, genre, narrative structure, and system of
characters. As Yu. M. Lotman observed, spatial rela-
tions in Tolstoy often function as a language for the
expression of moral constructs. As a consequence,
they acquire, to a considerable degree, a metaphor-
ical character. In this work, space determines the
psychological state of the narrator-hero and plays
an important role in the process of self-knowledge
and knowledge of the world attained by Nekhlyu-
dov and the author. Bound up with it is the story’s
very title — Lucerne, the setting where events that
are decisive in the hero's fate unfold. The treatment
of space and time set out in the 1850s and shaped
by the young Tolstoy's creative quests underlay his
philosophical and ethical views and was developed
further in the writer's subsequent oeuvre.

The story takes the form of notes that the hero
keeps over the course of a single day. At the out-
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set Nekhlyudov mentions how Lucerne is present-
ed in popular guidebooks: it is “an ancient cantonal
city, situated on the shore of the Lake of the Four
Cantons,” says Murray, “one of the most roman-
tic locations in Switzerland; in it three main roads
intersect...”" In the perception of the narrator-he-
ro, who had arrived the day before, these are trite
laudatory descriptions whose purpose is to attract
and entice tourists.

The narrator-hero sees from the window of the
best local hotel, the “Schweizerhof”, an embank-
ment built on the site of an old bridge across the
lake and refurbished for the comfortable pastime
of wealthy travellers, who stroll sedately back and
forth. Everything here has been arranged in accord-
ance with the needs, tastes, and means of the Eng-
lish, who set the tone in Lucerne. The changes that
have taken place in the city's appearance provoke
a feeling of irritation in Nekhlyudov. The new ar-
rangement of the space by the lake strikes him as
anti-aesthetic: “the plinth-like embankment, straight
as a white stick”, along “this dreadfully straight line

"o

of embankment” “they built straight, quadrangular
five-storey houses”; “and in front of the houses they
planted little lindens in two rows, set up supports,
and between the lindens, as is customary, green
benches” [Tolstoy, vol. 3, p. 126]. Let us compare

these impressions of the hero with facts from the

J. M. W. Turner, Lucerne from the Lake. 1851. Watercolor over preliminary traces of pencil. 29,5 x 47,3 cm. The Morgan Library &

Museum, New York.
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Albert Bierstadt. Lake Lucerne, Switzerland. 1858. Oil on canvas. 182,9 x 304,8 cm. The National Gallery of Art, Washington, D.C.

city’s history, drawing on the guidebook by John
Murray and a contemporary Internet publication?.

In mentioning the demolished covered, mean-
dering old bridge, Nekhlyudov had in mind the me-
dieval wooden Hofbriicke, 385 m in length, which
connected the extremities of the lake bay and im-
peded the laying-out of the embankment. The bridge
was dismantled in stages, as the shore of the lake
was improved. The final blow was dealt to it by the
construction of the Hotel “Schweizerhof”. The Hof-
briicke was adorned with wooden “icons on the raft-
ers”: 239 triangular paintings on biblical subjects
(of which 113 have survived). In Lucerne, however,
there were two other ancient bridges, which to this
day remain the pride of the city and of all Switzer-
land. The two-hundred-metre-long Kapellbricke
over the River Reuss was built in 1333 and took its
name from the chapel of St Peter located on the
shore. The bridge is richly decorated.

The paintings appeared on the bridge during
the Counter-Reformation, when Lucerne was affirm-
ing its loyalty to the Catholic Church. The painted
panels on the bridge thus performed an educative

L Murray, J. 1838. A Hand-Book for Travellers in Switzerland
and the Alps of Savoy and Piedmont, Including the Protestant
Valleys of the Waldenses, London.

Grabar, M. “To Lucerne with Leo Tolstoy” [V Lyutsern so
L'vom Tolstym], available at: https://marinagra.livejournal.
com/111039.html (Accessed 29 July 2026).

12

and propagandist role. The other wooden bridge,
the Spreuerbriicke, is located a few minutes’ walk
from the Kapellbriicke, a little further upstream. In
1556 it was destroyed by a flood but was soon re-
built, and in 1568 a miniature chapel — a chapel of
Our Lady — was added to it. The bridge is adorned
with 67 triangular paintings, executed between 1626
and 1635 by Kaspar Meglinger on the theme of
the "Dance of Death” (“Totentanz"). Allegorical se-
ries on this subject originate in the Latin tradition
and run through the entire Middle Ages and Re-
naissance. Lucerne’s "Dance of Death” is closest of
all to the cycle of engravings by Hans Holbein the
Younger, executed in 1526. In the 1850s the new
hotel “Schweizerhof” and the embankment looked
altogether respectable. Yet the narrator-hero seems
to polemicise with the descriptions offered by the
guidebook and to ignore the historical monuments
within his field of vision, deliberately leaving with-
out attention facts significant for characterising the
city and tendentiously interpreting others.

It is worth pausing on how Tolstoy's stay in Lu-
cerne unfolded. On the day after his encounter with
the street musician he moved out of the ill-fated
“Schweizerhof” and settled in the pension “Daman”
on the shore of the lake, where he found himself
in a serene state. On 27 June / 9 July he wrote to
V. P. Botkin: “What a delight Lucerne is, and how

everything here suits me — it is a marvel! I am liv-
ing in the Daman pension on the shore of the lake;
but not in the pension itself, rather in a little gar-
ret consisting of two rooms and situated entire-
ly apart from the house. The little house in which I
live stands in a garden, all wound about with apri-
cots and vines; downstairs lives a watchman, and I
am upstairs. In the hall hang horse-collars; a little
further on, under an awning, a fountain murmurs.
Before the windows there are dense apple trees
on supports, uncut grass, the lake, and the moun-
tains. Silence, solitude, tranquillity”2. Thus, artistic
space in the story emerges as subjective and per-
ceptual, conditioned by the inner experiences of
the author and the narrator-hero, and not fully co-
incident with the real.

A special role in the organisation of the sto-
ry's artistic world is played by the line, which has
its own philosophical and aesthetic dimension. Its
character reflects the author’s conception of the
Universe and the thoughts and feelings of the hero.
In this depiction, the horizontal plane of the em-
bankment is determined by a straight line symbol-
ising orderliness, strict regimentation elevated to a
principle, limitedness, and monotony. It is present
in the layout of the houses, forming rigid quadran-
gular shapes; even the lindens grow thanks to the
support of straight sticks. This line conveys the es-
sence of the social milieu and the cultural space in
which the hero finds himself. The narrator’s attitude
to the reign of “straightness-ism,” of straight-lined-
ness, is emphasised by his emotionally coloured
designations of what he sees: “stupid and freak-
ish”, “the dreadfully straight line", the lindens with
their supports, the metaphorical comparison “the
white stick of the embankment”. As if in counter-
point to such an image arises a reference to olden
times, when over the lake there stood “a wooden,
covered, meandering bridge, with chapels on its
corners and icons on its rafters”. The charm of the
past is emphasised by a description in which the
defining element of the construction is the mean-
dering line, conveying the meanings of mutability,
whimsicality, unexpectedness, and the wilfulness
inherent in nature. Even the corners of the bridge,
on which the chapels had been built, and the raft-
ers, formed by inclined beams, submitted to its ca-
pricious directionality.

2 Tolstoy, L.N. 1949. Polnoe sobranie sochinenii: v 90 t. [Complete
Works in 90 vols., Jubilee edition], GIKhL, Moscow, USSR, vol.
60, pp. 214-215.

The new appearance of the embankment strikes
one as a discord, out of place “amid this strange-
ly majestic and at the same time inexpressibly har-
monious and gentle nature”, which opened up to
Nekhlyudov when his gaze shifted to another plane,
where everything is determined not by geometric
but by organic lines. In the foreground stretches the
blue lake with its diverse green shores, meadows,
gardens, and country houses. Here human activity
flows naturally into the landscape.

Then the vertical composition comes into play:
movement proceeds into the depth and upwards,
towards the wooded terraces of the mountains
with their castle ruins, and towards the whimsical
snow-covered peaks. The picture is distinguished
by a rich colour palette. Not only lines and forms
but also colour tones and lighting are subordinat-
ed to the laws of perspective. “Neither on the lake,
nor on the mountains, nor in the sky is there a
single unbroken line, a single unbroken colour, a
single identical instant; everywhere there is move-
ment, asymmetry, whimsicality, an infinite mixture
and variety of shadows and lines, and in all this
there is calm, softness, unity, and the necessity of
the beautiful” [Tolstoy, vol. 3, p. 128]. The water’s
surface appears to have a convex form: it is pos-
sible that this description conceals an oxymoron,
intended to underscore the paradoxical union of
contrasting principles that distinguish the natural
environment. The lake harmoniously interacts with
the changing landscape: with the green shores, the
valleys, the terraces of the mountains, the clouds,
and the ice floes.

In this pictorial image, uniting different natural
aspects, the unique features of the world created
by the artist are revealed. The gaze of the narra-
tor-hero moves; a sensation arises of space reced-
ing into the distance, marked by an astonishing
diversity and a whimsical intermingling of elements
that profoundly affects the inner world of the hu-
man being.

One of Tolstoy's contemporaries among the crit-
ics, while giving due credit to the humane and no-
ble aims of the story, pointed to a shortcoming of
the author which, in his view, was common to writ-
ers who "“insert into their tales, in describing nature,
fine but overly ornate phrases and comparisons”,
“which, however, contain very little sense once one
looks at them more closely” [Tolstoy, vol. 3, p. 458].
Tolstoy, so it was claimed, sacrifices precision for the
sake of pictorial description and strives after sty-
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listic embellishments. In the case of the story “Lu-
cerne”, the erroneousness of this judgement lies
in the fact that several depictions of the external
world are given in it, which are interconnected by
the authorial idea and must be considered in the
context of the artistic whole.

The dinner at the hotel produced an oppressive
impression on the hero. What predominated at it was
an atmosphere of “strict, legally recognised proprie-
ty” and “order”; everything spoke of the well-being
of the privileged strata of society, and those pres-
ent seemed the embodiment of self-satisfaction,
lifelessness, an egoistic consciousness of their own
wealth and status, and “an absolute indifference to
everything that does not directly concern one’s own
person”. Under the influence of what he has seen,
Nekhlyudov, in a melancholy frame of mind, goes
off to wander about the town. And unexpectedly
he finds himself in another reality, wholly unlike the
fashionable part of Lucerne, whose distinguishing
marks are narrowness and darkness. He observes
dirty streets without lighting, poverty, debauchery,
and drunkenness. This space represents a striking
contrast to the embankment; nonetheless the two
form a single whole. The embankment with its el-
egant hotel is, as it were, the facgade — the showy
side of European civilisation — while the dirty, im-
poverished life concealed in the depths, behind the
scenes, is its reverse.

But suddenly the hero’s gloomy mood chang-
es under the influence of a strange, touching mu-
sic. Near the hotel Nekhlyudov notices a Tyrolean
singer and gives himself over entirely to the artless
melody. The space of the narrator-hero’s soul is as
though transformed, illuminated with a bright, joy-
ful light. The magic of music and art transports him
into a world of poetry and beauty. There opens up
before Nekhlyudov the enchantment of the night
sky, the lake, and the mountains, the mysterious
play of colours everywhere; he hears the sounds
of living nature. When the melody falls silent, the
narrator-hero is struck by how heartlessly the re-
fined public treated the “little fellow”. What happens
with Nekhlyudov thereafter is a kind of outburst
of adolescent maximalism, unable to accept mod-
ern European culture, self-satisfied bourgeois life,
the hypocritical laws of republican Switzerland, and
the mutual estrangement of people who have lost
compassion and the understanding of beauty. His
sense of justice is shaken; the contradictions of life
throw the hero into confusion.
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After this outrageous outburst, this explosion of
emotions and moralising philippics, his intellectual
and spiritual powers concentrate on the enigma of
the world’s order. Nature and music point to the
possibility of overcoming the conflict. As the schol-
ar G. M. Ibatullina observes, “Nekhlyudov, thanks
to the musician, thrice experiences a spiritual lib-
eration, discovering in himself a Dionysian capacity
to accept and bless the world not only in its beau-
ty but also in its dissonances, in the dynamic har-
mony of eternally becoming life”. The hero and the
author turn their gaze to eternity and question it;
their spiritual state begins to change. What is re-
vealed to them is not infinite chaos but a rationally
incomprehensible universal harmony, “the infinite
goodness and wisdom of Him who allowed and
commanded all these contradictions to exist” [Tol-
stoy, vol. 3, p. 149], the constant movement in the
Universe in which the narrator-hero is caught up.

It was precisely at this time in Lucerne that the
author, in his diary entry of 25 June / 7 July, ad-
dresses the sky, the infinite: “The night is a marvel.
What does one want, what does one passionately
desire? I do not know, only not the blessings of this
world. And how can one fail to believe in the im-
mortality of the soul, when one feels in one’s soul
such an immeasurable grandeur? I looked out of
the window. Black, torn, and bright. Even to die! —
My God! My God! What am I? And whither? And
where am I?".

L. Ya. Ginzburg wrote that the essence of Tol-
stoy the artist’s “"documentality” consists in “that di-
rect and open connection which existed between
the moral problematics that occupied Tolstoy and
the problematics of his heroes”. The writer created
worlds and at the same time introduced into them
his own personality, his spiritual and everyday ex-
perience. “Tolstoy's documentality consists in the
fact that his heroes not only solve the same tasks
of life that he himself solved, but solve them in the
same psychological form. Moreover, in approxi-
mately the same everyday conditions in which he
himself existed”3.

One can only conjecture whether the location
of the town — at the intersection of three roads —
was mentioned deliberately or not. In the context of
the story this appears symbolic. In the mythopoet-
ic consciousness and in folklore the crossroads de-

3 Ginzburg, L. Ya. 1977. O psikhologicheskoi proze [On
Psychological Prose], Khudozhestvennaya literatura, Leningrad,
USSR, pp. 300, 301.

notes the interaction of different spheres of being,
as well as a turning point in a person’s life, con-
nected with the need to make decisions that will al-
ter his future. For the hero this choice is bound up
with uncertainty and anguish, but he must make it
of his own will.

In the story “Lucerne” is reflected the process of
Tolstoy's cognition of the Universe, of man's place
in the world and his purpose, encoded in the lan-
guage of the artist’s spatial representations. At the
end of the "Notes” a new sensation of space and
time arises in the narrator-hero. The chronotope of
the work expands into infinity — “the day lasts more
than a hundred years” for Nekhlyudov. It is gradual-
ly revealed to him that amid this admixture of good
and evil one will have to make a choice while mov-
ing along the path of life, relying not on an infinite
system of knowledge but on instinctive needs for
goodness, justice, and beauty, on a subconscious
striving for the eternal and the infinite.

Yet was the author aware of the contradiction that
arose between the depiction of the complex gamut
of the hero’s feelings and thoughts and his everyday

conduct, which humiliated the wandering Tyrolean
singer? Can Nekhlyudov's conduct towards the “lit-
tle man” be called humane and noble? (A relative-
ly similar situation of misplaced beneficence arises
in the story about the musician, “Albert,” 1858.) Will
he succeed in going beyond the bounds of egocen-
trism and in recognising that the humble, downtrod-
den person possesses personal dignity — that, while
suffering on behalf of humanity, asserting oneself,
and denouncing the crowd and modern civilisation,
one can turn one of these little ones into an object
of manipulation? Probably the cause of this contra-
dictoriness lay in the “moralism growing out of ni-
hilism”, the author’s striving for a publicistic mode,
for a programmatic pronouncement, a manifesto, as
B. M. Eikhenbaum has defined it. As a result, it turned
out that in the revelations about the world that the
narrator-hero and the author had attained, a declar-
ative love for humanity displaced a Christian love for
one's neighbour — a love that implies compassion
and respect for the dignity of every human being as
bearing the image of God — without which insights
into the universal laws largely lose their significance.
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3aMemHyro poJib 8 npoyecce Camono3HaHuUs U Mupono-
3HaHus 2epos-pacckazyuka u asmopa. Ocobyro posb 8
dopmuposaHuu kapmuHsl MUpa 8 pacckase «/lroyepH»
8bIN0JIHAeM JIUHUS, KOMOopas umeem C8ot0 PunocoPckyto,
acmemuyeckyro cocmasastowlyro. B daHHoMm pacckase
npsAmot IUHUU, KOMOpPas 8bI3bi8aem y 2epos-pacckas4qu-
Ka peskoe ommopxxeHue, CUMB0U3Upyem ynopsaooyeH-
HOCMb, CMpo2yto pe2IaMeHmMuUpO8aHHOCMb, 8038€0eHHYI0
8 NpUHYUN, 02paHu4eHHocme, 00Hoobpasue, npomu-
gonocmasieHa u3guaUCMas AUHUSA, HeCyuwas CMeiC/bl
U3MeH4YU80CMU, hpu4y0U80CMU, HEOXUOAHHOCMU, c8oe-
80/1uf, cgolicmeeHHbIx npupode. B kapmuHe Mupd, KOmo-

Pacckaz 6bin1 HanvcaH TonctbiM B mtosie 1857 T.
BO BpPeMsA MepBoro nyTeLlecTsns nucartens no Espo-
ne, B LWBeKMLLAapCcKoM ropoge JltouepH. Matnaecatbie
rofbl — NepUOoA aKTUBHbIX AYXOBHO-HPaBCTBEHHbIX,
nnTepaTypHbIX UckaHuii Toactoro. B atom npounsse-
AEHUM OH 3MOLIMOHaNbHO pa3MbIAsfeT o gobpe un
3/1e, O UMBUAM3ALMK, FOCYAAPCTBE, OOLLLEeCTBE U MO-
pann. Kak nucan b.M. JiixeHbaym, BO Bpems NepBoW
noesAKu 3a rpaHuLy B NucaTesie CoBepLUaeTcs no-
BOPOT B OTHOLLEHWW K 3anajHon KynbType. Pacckas
ABNAETCA CBOEO6Pa3HbIM MaHN(ECTOM, UTOTOM BCe-
ro nepexwtoro Toncteim B CeBactonosne v B [etep-
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pyto Habadaem 2epol, 2ocnodcmayrom op2aHu4yeckue,
a He 2eoMempudyeckue UHUU, se30e beckoHeYHoe pas-
Hoobpasue kpacok, auHudl, gopm. lNpupoda, uckyccmaeo
npomusonocmassieHsi cospeMeHHoU yusuausayuu, 06o-
pOMHas cmopoHa komopoli 6edHocme, omcymcmeue 2y-
MAHHOCMU, cOCmMpaddHus, NOHUMAHUSA npekpacHozo. B
KOHYe pacckasa 2epor-pacckas4quky omkpsieaemcs pa-
YUOHAIbHO HENOCMUXUMAs MUpO8as 2apMOHUS, 8e4Hoe
dsuxeHue 8o BceneHHol, xpoHomon pacwupsemcs 0o
6eckoHeyHocmu. OOHAaKo ocmaémcs 8onpoc, 0CO3HA-
eas au Toscmoli npomugopeyue mMexdy npos3peHusMu
2epos-pacckasyqyuka u e2o 320Ucmuyeckum nogedeHuem
Nno OMHOWeHU K CmpaHcmeayrowemy nesyy, u He 66110
JIU 3Mo 06yc/108/1eHO CmpeMieHueM asmopa K nyoauyu-
cmuy4Hocmu, MmaHugecmy, macwimabHeim 0606wWeHUAM
8 yujepb 2yMaHHOCMU U y8axxeHUI0 4es08e4yeckozo 0o-
CMOUHCMBA «Ma/IeHbKO20 Yes08eKax.

KntoueBble cnoBa: xydoxecmeeHHoe NpocMpaHcmeo
u epems, JUHUA, Npupodd, Yueuau3ayus, 3mMuKd, Uckyc-
cmeo, BeyHocme, «MasneHbKUl Yesnosek».

bypre. B HeM MON0A0M XYAOXKHUK YyTBEPXKAAET MPUO-
PUTET «UHCTUMHKTa» Haj «ybexAeHUAMN», BblgBUTaeT
«HaTypaJibHble 3aKOHbI», «JTtoLLepH» MOXHO Ha3BaTb
nepBbIM MOPaNUCTUUECKUM TpakTaToM Toactorol.
3T coobpaxkeHns OCHOBaHbl Ha JHEBHMKOBbIX
3anucax nucatens: «[29 uroHa/11 urond. JTroyepH —
3apHeH.] 11 lton4. Bctanb BB 7, Bbikynanca. [lonucans
o obbaa SlrouepHb. Xopowo. Hago 661t cMbabIM®,
a TO HMYEro He ckaxellb, kpomb rpauiosHaro, a MHb
MHOFO HY>XHO cKa3aTb HoBaro 1 agbsbHaro [Tonctou.

L DixeHbaym b.M. Pabotbl o JlbBe Tonctom. CM6TY, 2009.
Cc. 306, 308.

tO6., 1. 47, c. 141]. B uenom pabota Hag «Jlrouep-
HOM» npogoskanacb ¢ 9 no 18 nrona. Pacckas 6bin
ony6rKoBaH B CeHTABPbCKOM HoMepe «CoBpeMeH-
Huka» 3a 1857 .

KapTnHa Mmupa, co3gaHHasa nucatenem, cylie-
CTBYeT B NPOCTPAHCTBE 1N BO BpeMeHW. XpOHOTON
CO3/,aeT LLeIOCTHOCTb INTepaTypHOro npounseese-
HUA. BaxkHoe 3HaueHne AN naenHo-3CTeTUYeckKon
OLLeHKW pacckasa «JltoLepH», ero poau B TBopye-
CKOW 3BOAOLMM TONCTOrO UMEET XYA0XKECTBEHHOE
NPOCTPAHCTBO, KOTOPOE CBS3aHO C GUNOCODCKON,
CoLManbHOM, 3TMYECKOM NpobaemMaTKON, OKasbiBaeT
BAVSIHME Ha CHOXET N KOMMO3ULMIO, XKaHP, CTPYKTY-
py NOBeCTBOBaHUA, Ha cuctemy obpasos. Kak otme-
yan KO.M. JloTmaH, NpoCTpaHCTBEHHbIE OTHOLLEHUSA
y TOACTOro 4acTo BbICTYNarOT B KayecTBe fi3blka A5
BblpaXkeHWs HPaBCTBEHHbIX MOCTPOEHWI. Berea-
CTBME 3TOrO OHW NPUOBpPETAtOT, B 3HAUNTENLHOM
mMepe, meTadpopuyeckmnin xapaktep?. B atom npo-
N3BeAeHMM NPOCTPAHCTBO onpesenseT ncMxono-
rmyeckoe COCTOAHWME repos-pacckasynka, urpaet
Ba>XHYHO pOJib B MNpoLLecce CaMOMO3HaHUA Y MUPO-
nosHaHua Hexarogosa v astopa. C HMM CBA3AHO Ha-
3BaHuWe pacckasa — JltoLepH, MecTo JeicTBus, rae
pa3BepTbiBatOTCS COOLITUSA, 3HAKOBbIE B CyAbbe re-
pos. 3ajaHHas B NATUAECATbIE rOAbl TPAKTOBKA NpPO-
CTpPaHCTBa 1 BpeMeHHU, 0byC10BNeHHas TBOPYUECKHN-
MW Momnckamm Monoaoro ToACTOro, erna B OCHOBY
ero GnaocoPCcKnx 1 ATMUYECKMX BIrAA0B U NOAYyUN-
Na pa3BuTME B JanbHelLleM TBOPYECTBE nucatens.

Pacckas npeactaeT B GopMe 3anmcokK, KoTopble
repon BefeT Ha NPOTAXEHUWN OAHOTO AHA. BHaua-
ne HexntogoB yrioMmunHaer, Kak npegcrasnieH Jlio-
LEePH B NOMNYASAPHbIX NYTEBOAUTENAX: 3TO «CTaPUH-
HbI KaHTOHabHbIM rOpPoA, eXallmin Ha bepery
03epa yeTblpex KaHTOHOB, — roBopuT Murray, —
OZHO 13 CaMblX POMaHTUYECKUX MECTOMONOXKEHUIA
LLiBeruapmm; B HEM CKpeLLMBArOTCA TPU TaBHbIE 0-
poru...»3. B BOCMpuATMM repos-pacckasumka, npu-
exaBLUero crofja HakaHyHe, 370 6aHasibHble xBaneb-
Hble OMNCaHMA, UMetoLLME LieNbo 3anHTepecoBaTh,
npuBaeYb TYPUCTOB.

lepoli—pacckasuvk BUAWT U3 OKHa NydLleld MecT-
HOW rocTuHULbI «LLiBerueprodp» HabepexHyto, No-
CTPOEHHYIO Ha MecTe CTaporo MocTa Yepes 03epo U

2 JlotmaH HO.M. XypoxkecTBEHHOE MPOCTPAHCTBO B Mpo3e
H.B. lorons // lotmaH HKO.M. O pycckon nutepatype: CT. 1
nceneg,. (1958-1993): Victopua pyc. nposbl. Teopus antepa-
Typbl. CM6.: NckycctBo, 1997. C. 622.

3 Toncton J1.H. MonHoe cobpanne counHermii: B 100 1. T. 3. M.:
Hayka, 2007. C. 126. B ganbHeNnLwemM CCbIIKW Ha 3TO U3gaHue
[lat0TCA B TEKCTE C yKasaHWeM B Ckobkax ToMa v CTpaHuLibl.

YCOBEPLUEHCTBOBAHHYH A/ KOMGOPTHOro Bpems-
NPOBOXAeHWs boraTbix NyTeLecTBEHHNKOB, KOTOPbIe
UMHHO MpPOryANBatOTCS B3aj W Bnepes. 34echb Bce
YCTPOEHO C OpUeHTaLMen Ha NOTPeBHOCTH, BKYChI
N CPeACTBa aHINYaH, 3ajatoLwmx ToH B JlrouepHe.
Mpowucwealwne nepemMeHbl B 06/11Ke roposa Bbi3bl-
BaroT y HexntoZoBa 4yBCTBO paszgpaxeHus. Hosoe
odbopmeHVe NPOCTPaHCTBa y 03epa NpeAcTaBafeT-
CAl eMy aHTM3CTETUYHBIM: «LLOKOJIbHasA, MPAMas Kak
6enas nanka HabepexkHas», BAOAb «3TOMN YXaCHO
NPAMOW JIMHUN HabepPEXHOW» «MOCTPOUAN NPSAMble
YeTBEPOYro/bHble MATUITaXKHbIE AOMa»; «a nepes
AOMaMu B ABa psja nocaguau AvnKn, noctaBuamn
NOAMOPKM, @ MeXAy AMMNKaMK, Kak BOAUTCA, 3ene-
Hble 1aBouKku» [Tonctomn, 1. 3, ¢. 126]. ConoctaBum
3TV BreyaT/ieHuns repos ¢ pakTamu UCTopun ropo-
Ja, onvpascb Ha nytesoauTens John Murray u co-
BPEMEHHYIO0 UHTEPHEeT-Ny6anKaLmo®.

YnomuHas CIOMaHHbIN KPbITbIY, U3BUANCTbIN
CTapbli MOCT, HexntoA0B MMeN B BUAY CpeaHeBe-
KOBbIN fepeBsHHbIN MOCT Xohbprokke, AnnHom 385
M, COeAMHSABLUNN OKOHEYHOCTN O3EPHOro 3aau1Ba,
KOTOpPbIV Mellasn NpoaoXnTb HabepexHyt. Moct
pa3bupann no yactam, No mepe obycTporicTa be-
pera o3epa. [TocnefHN yaap HaHeCI0 eMy CTPOn-
TenbcTBO oTens «Schweizerhof». Moct Xod6ptok-
Ke yKpallanu sepeBsiHHble «0bpasza Ha cTponuiax»:
239 TpeyroabHbIX KAPTUH Ha BUbNeNncKne CroXeTbl
(13 Hux coxpaHunock 113). OgHako B JlrouepHe cy-
LLeCTBOBa/M ellle ABa CTapPMHHbIX MOCTa, KOTOpble
ABNSAOTCSA U MO CeN AeHb ropAOCTbIO TOpoaa U BCen
LLIsenuapwun. 4ByxcoTmMeTpoBbI MOCT Kanesbbprok-
ke yepes peky Polic 6bin noctpoeH B 1333 1. CBoé
Ha3BaHWe NoJy4Ymn Mo yacosHe, kanenne Ce. Me-
Tpa, HaxoAsALLencs Ha bepery.

MocTt 6orato gekopupoBaH. KapTuHbl NOABUANCH
Ha MOCTY BO BpeMeHa KOHTppedpopMaL M, Koraa
JlrouepH noaTBep>KAan CBOKO BEPHOCTb KaToaunye-
CKOW LiepkBM. PacnvcHble naHenn Ha MOCTy Urpaam
TakuMm 0bpa3oM BOCNUTATEbHYHO M NMponaraHancT-
CKyto ponb. [pyron gepeBsiHHbIA MocT LLnponep-
6proKKe PacnosioXeH B HECKONbKNX MUHYTaX XOZb-
6bl OT Kanenbbptokke, YyTb Bbille MO TEUEHWHO PEKU.
B 1556 r. 6611 pa3pyLueH HaBOAHEHNEM, HO BCKOPe
BOCCTaHOBJEH, a B 1568 1. K HeMy npucTpouan Mu-
HWaTIOPHYIO Kanenny, YyacosHto [esbl Mapun. Mo-
CTWK yKpaLuaroT 67 TpeyrobHbIX KapTUH, HanucaH-

4 A Hand-Book for Travellers in Swizerland and the Alps of
Savoy and Piedmont, including the Protestant valleys of the
Waldenses. [By John Murray III. With a map]. London, 1838.
B JltouepH co JleBom ToncteiM: marinagra — XK, marinagra.
livejournal.com>111039.html.
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Hbix B 1626-1635 rr. Kacnapom MeranHrepom Ha
Temy «[lnsacka cmepTm» («Totentanz»). Aaneropuye-
CKNe CEepUM Ha 3TOT CIoXKeT bepyT Hayano B NaTWH-
CKOW TPaAmLMK, NpoxoaaT Yepes Bce CpeaHeBeKO-
Bbe 1 3noxy Bo3poxaeHuna. /lrouepHckasa «[nacka
cmepTu» bosee Bcero 6amsKa K LKy rpasrop laH-
ca lonbberiHa MnagLuero, BbINOAHEHHOMY B 1526 T.
B 1850-e roabl HoBasi roctnHuLa «LBeleprod»
Habepe>kHas BbIrALe N BeCbMa pecnekTabensbHo.
Ho repoii-pacckasunk kak 6yaTo nonemumsmnpyer ¢
onucaHnaMM, NpegnaraemMmbiMn NyTeBogMUTENEM, U
NUTHOPUPYET UCTopUYeckMe NaMATHUKM, Haxoas-
Lmeca B Mone ero 3peHuns, HaMepeHHo ocTaBaaeT
6e3 BHUMaHua dakTbl, 3HaUNMble A4 XapaKTepu-
CTUKM rOpPOAa, Y TEHAEHLMO3HO TPaKTyeT Apyrue.

CnepyeT OCTaHOBMTbLCA Ha TOM, KakK CKAajblBa-
nock ana Tonctoro npebbiBaHme B JlrouepHe. Ha
CNeAyroLWNi AeHb NOCae BCTPEUN C YANUHBIM MYy-
3bIKAHTOM OH Mepeexan u3 3s1onoayyHoro «Lisen-
ueproda» 1 nocennncs B NnaHcMoHe «JJamaH» Ha
6epery o3epa, rae npebbiBas B YyMUPOTBOPEHHOM
cocTtoAHUN. 27 noHa/9 nrona oH nucan B.MN. boTkm-
Hy: «470 3a npenecTb JIFOLLEPH, U KaK MHe BCE 34eChb
npuxoautca — yygo! A xuBy B naHcnmoHe [lamaH
Ha bepery o3epa; HO He B CaMOM MaHCUOHe, a B
yepaayke, COCTOALLEM M3 ABYX KOMHAT W HaxoAs-
LLLeMCA COBEPLUEHHO OTAENAbHO OT AoMa. [lomuk, B
KOTOPOM £ XXMBY, CTOUT B CaZly, BeCb 00BUT abpu-
KOCaMu 1 BUHOTPAAHWKOM; BHU3Y XMNBET CTOPOXK,
A HaBepXxy. B ceHsAx BUCAT XOMyTbl, NOAanbLUe NOZ
HaBeCoOM Xyp4uT poHTaHuuK. [Nepes okHaMu ry-
CTble A6/10HM C NoAMNOPKaMM, HeKOLLIeHHas TpaBa,
03epo 1 ropsbl. TULLWHA, YeANHEHWE, COKOMCTBME >,
Taknm 06pa3om, XyaoXKeCcTBEHHOE NPOCTPaHCTBO B
pacckase npejcraeT Kak CybbekTVBHOe, NepLenTy-
anbHoe, 06yCNOBIEHHOE BHYTPEHHUMM NepexmnBa-
HUAMW aBTOpPa M repos-pacckasymnka, u He BMOJHe
coBMagarolLiee C peasibHbIM.

Ocobyto posib B OpraHn3aLmm XyA0XeCTBEHHOTO
MUpa pacckasa «JltouepH» BbIMOAHAET AMHUA, KO-
Topasa nmeet cBOK GNA0CODCKYHO, ICTETUUECKYHO
cocTaBasAtowyto. Ee xapaktep oTpaxkaeT KoHLen-
uunto BceneHHoM aBTOpa, MbICAK U YyBCTBaA repos.
B AaHHOM n306paXkeHnn ropr3oHTaNbHbIN NaaH
HabepexHoW onpeaenseTt npsamMas JNHUsA, CUMBO-
nn3npytoLas ynopagoyeHHoCTb, CTPOryto peria-
MEHTUPOBAHHOCTb, BO3BEAEHHYHO B MPUHLMM, Orpa-
HWUYEHHOCTb, oAHOObpasne. OHa NpPUCYTCTBYET B
naaHMpoBKe AOMOB, 06pasys XecTkne 4eTBepo-

> ToncToi J1.H. MonHoe cobpaHune counHenwui: B 90 T. FO6m-
neriHoe. T. 60. M.: TUIXJ1, 1949. C. 214-215.
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yrosibHble GOpMbI, Aaxke AUMNKU pacTyT baarogaps
noaAepskke NpsAMbIX Nanok. 3Ta AMHUA nepepaeT
CyTb OB6LLECTBEHHOWM Cpebl U KyJbTYPHOTo Npo-
CTpaHCTBa, B KOTOPOM OKa3biBaeTcs repoil. OTHO-
LeHMe pacckasymKka K rocrogCcTBY «NpPsMU3MbI»,
NPSMOJIMHEHOCTY NOAYEPKMBALOT €10 SMOLIMOHA/b-
HO OKpalleHHble onpesesieHns YBUAEHHOTO: «Ty-
Mo 1 GOKYCHO», «y>KacHO NPAMasn NNHUA», TUTKA C
nogrnopkamu, metabopunyeckoe cpaBHeHue «benas
nasnka HabepexHow». Kak 66l B NpOTMBOBEC TaKOMY
N306paxKeHNIO BO3HMKAET OTCbIJIKA K CTapuHe, KOr-
Jla HaZ, 03epOM Bbs «AepeBSAHHbIN, KPbITbIN, N3BU-
JINCTBIV MOCT, C YAaCOBHSIMW Ha yriax u obpasamu
Ha cTponuaax». OyapoBaHuWe NPOLLIOro Noavep-
KMBAETCs OMMCaHNEM, B KOTOPOM OMpesensitoLLen
B KOHCTPYKL MM ABASETCA U3BUANCTAsA NUHUSA, He-
cylias CMbICAbl M3MEHUYMBOCTH, MPUYYATINBOCTY,
HEeOXWAaHHOCTW, CBOEBOINSA, CBOMCTBEHHbIX MPW-
poge. [laxke yrabl MOCTa, Ha KOTOPbIX BblV NOCTPO-
€Hbl YaCOBHMW, 1 CTpPOMNUIa, obpasyemMble HaKNOH-
HbIMW HankaMu, MOAUNHSAINCE €ro NMPUXOTANBOW
HanpaB/ieHHOCTH.

HoBbI 061K HabepexXHON NpeacTaBAfETCS ANC-
COHAHCOM, HEYMECTEH «CPeau 3TOW CTPaHHO Be-
NIMYaBON 1 BMECTe C TeM HEBbIPa3MMO rapMOHU-
YeCcKoM U MAFKOW NPUPOAbl», KOTOpas OTKpblaach
Hexsntof0By, KOrZa ero B3op NepemMectuics B Apy-
IYHO MJIOCKOCTb, B KOTOPOW BCE OMNPeAenstoT He re-
OMEeTpUYECKME, @ OpraHnyeckme IMHUK. Ha nepsom
nnaaHe paccTuiaetcs roayboe 03epo ¢ pasHoobpas-
HbIMW 3eNeHbIMK Beperamu, yramu, cagamu, java-
MW. 34ecb YesioBeyeckas AesnTe/IbHOCTb eCTeCTBEH-
HO B/IMBAETCA B MeMn3ax.

3aTeM BCTynaeT B AeiNCTBMNE BepTHKalbHas KOM-
no3MLmMs: NPONCXOANT ABMXKEHME BIyOb 1 BBEPX
K MOPOCLUMM YCTyMaMm rop ¢ pasBajvHaMu 3aMKOB,
K MPUYYANMBbLIM CHEFOBbIM BeplnHaM. KapTuHa
oTAMYaeTcs 6oraTon LLBETOBOW MannUTPOn. 3ako-
Ham MepcrnekTBbl MOAUYMHEHBI HE TOIbKO JIMHUK,
bOopMbI, HO ¥ Kpaco4yHble TOHa, ocBeLleHune. «Hu Ha
03epe, HW Ha ropax, HW Ha Hebe HU OAHOW Lenb-
HOW IMHWW, HN OZHOTO Lie/IbHOTO LiBETa, HW OAHOrO
OAMHAKOBOrO MOMEHTa, Be3/e ABUXEHWNE, HECUM-
METPUYHOCTb, MPUYYAINBOCTb, DECKOHEYHAs CMECh
N pasHoobpasve TeHel N JNHUIA, 1 BO BCEM CMO-
KOWCTBME, MATKOCTb, 4UHCTBO Y HEOBXOAMMOCTb
npekpacHoro» [Toacton, T. 3, ¢. 128]. BogHas rnagb
MMeeT Kak byaTo BbiMykayto GOpPMy: BO3MOXHO, B
3TOM OMMCaHWU CKPbIT OKCKOMOPOH, UYTO AOJ/IXKHO
noAYepKHYTb NapajokcasbHOe CoOeANHEHNE KOH-
TPaCTHbIX Haya, OTANYAIOLLUX ECTECTBEHHYHO Cpe-

ay. O3epo rapMOHUYHO B3aMMOZENCTBYET C MEHSIHO-
LMMCSA Nen3axeM: 3efeHbIMU beperaMmu, oAnHamu,
ycTynamu rop, obnakamu, 1bAnHaMu.

B 3TOM XXMBOMNUCHON KapTWHe, COeAUHSAIOLLEN B
cebe pa3Hble NPUPOAHBIE INKM, PACKPbIBAOTCA YHW-
KaJibHble 0COHEHHOCTU CO3aHHOTO XYAOXHMKOM
Mupa. B3op repos-pacckasumka ABUXKETCS, BO3HU-
KaeT oLyLleHVe yXOAALLEero BAaAb NPOCTPAHCTBA,
OT/IYAIOLLErOCH YAUBUTENbHBIM MHOrOO6pasvem
N NPUUYAANBBIM CMELLUEHNEM 31IEMEHTOB, r1y6o-
KO 3aTparvBaroLLMM BHYTPEHHUA MUP YenoBekKa.

OZVH 13 KPUTMKOB-COBPEMEHHUKOB TONCTOrO,
oTzaBas JO/XKHOE r'yMaHHbIM, 61aroposHbIM Lensam
pacckasa, yKka3sblBaj Ha HeZloCcTaTokK aBTopa, Mpucy-
LM MO ero MHEHWIO MUcaTeNsiM, «BCTaBASAOLLINM
B CBOM MOBECTW NMPU ONUCaHUN NMPUPOLbLI KpacK-
Bbl€, HO CIMLLKOM BblUypHble Gpasbl U CPaBHEHNSA»,
«B KOTOPbIX OHAKO e OUYeHb Masio CMbIC/IA, eCN
paccMoTpeTb Mx nobamxe» [Toactoin, T. 3, c. 458].
Tonctoi AKo6bl XXepTBYET TOYHOCTHHO KAPTUHHOMY
OMNCaHWIO, CTPEMUTCSA K CTUNCTMYECKMM Kpaco-
TaM. [prMeHnTEeNbHO K pacckasy «JIFoLepH» own-
H6OYHOCTb 3TOrO CYXAEHMWS 3aKNH0UaeTCs B TOM, YTO
B HEM JlaHO HeCKOJIbKO M306paXkeHN BHELLHEero
MMpa, KOTOpble B3aMMOCBsi3aHbl aBTOPCKON naee
N JOKHBI PacCMaTpUBaTLCA B KOHTEKCTE Xyf0XKe-
CTBEHHOTO Lienoro.

Obep B rocTUHULLE NPON3BEN Ha repost TAroCT-
Hoe BreyatneHve. Ha Hem rocnoAcTBoBana aTMOC-
dbepa «CcTpororo, 3aKOHOM MPU3HAHHOTO NMPUINULS,
«nopszka», BCe roBOPWUIO 0 61aronony4mm npusm-
NerMpoBaHHbIX C10eB 06LecTBa, NPUCYTCTBYHOLLME
Ka3a/JMCb BOMIOLEHNEM CaMOZAOBO/ILCTBA, He3Xm3-
HEHHOCTW, ArONCTUYECKOrO CO3HaHUS COBCTBEHHOTO
boraTcTBa M cTaTyca U «abCoNOTHOTO PaBHOAYLLINSA
KO BCEMY, YTO MPSMO He OTHOCUTCA K COBCTBEHHOM
ocobe». [Mog BAUAHMEM YBUAEHHOTO Hexnto40B B Mne-
YaNbHOM PaCroIOXeHUN Ayxa OTNpaBAseTcs 6PoANTD
no ropoay. /I HeoxunaaHHo nonagaeT B Apyryto pe-
a/IbHOCTb, COBCEM HEMOXOXYH Ha delleHebenbHy
yacTb JltoLiepHa, NPUMeTbl KOTOPOI — Y30CTb, TEM-
HoTa. OH HabstogaeT rpsasHble yanLbl 6e3 oceelle-
HWs, 6€AHOCTb, pa3BpaT, MbAHCTBO. 3TO NPOCTPAHCTBO
AB/SET COOOM pasnTe/bHbIN KOHTPACT C Habepexx-
HOW, TEM HE MEHEe OHU COCTaBJISHOT eMHOE Liesoe.
HabepexxHas ¢ 371eraHTHOWN roCTUHMLIEN — Kak Obl
dacag, nokasHas CTOpoHa EBPOMENCKON LMBUAN3a-
Luun, a rpssHas 6eaHas Xu3Hb, CKpbiTas B y6uHe,
3a kyancamu, — obopoTHas.

Ho Bapyr MpauHoe HacTpoeHWe repost MeHsEeT-
€Al NOZ BAUSHWEM CTPAHHOW, YMUANTENILHON MY3bl-

k1. OKON0 rOCTUHULbI HexntogoB 3aMevaeT nes-
La-TMpOJbLa N BECb OTAAETCA HaVBHOW MeNOANN.
MpocTpaHCTBO AyLIM reposi-pacckasymnka Kak 6ys-
TO NpeobpaxkaeTcs, OCBeLlaeTCs APKMM, BECEbIM
cBeTOoM. BonwebcTBO My3bIKM, UCKYCCTBa nepe-
HOCUT ero B MUp NO33MK 1 nNpekpacHoro. Baopy
HexntogoBa npescraeT o4apoBaHve HOYHOro Heba,
o3epa, rop, TaMHCTBEHHas Urpa KPacok NoBCHo-
4y, OH C/bILUNT 3BYKM XXMBOMN Npupoabl. Koraa me-
NoAWA 3aMOJIKNa, reposi-pacckasymka norpsacaert,
kak beccepseyHo obolunack ¢ «<ManeHbKUM Yeso-
BEUKOM>» M3blCKaHHas nybaunka. To, 4TO NPOUCXO-
AWT ¢ Hexntof0BbIM fanee, CBOEro poza BCrblLKa
NOAPOCTKOBOTO MakCMMann3ma, He NpuemaoLLLe-
roO COBPEMEHHYIO €BPOMENCKY KyabTypy, Camo-
LOBOJIbHYIO BYpP>KYa3HOCTb, VLLEMEPHbIE 3aKOHbI
pecnybavkaHckor LLBerLLapum, B3aMMHYH OTUYX-
LEHHOCTb It0AEen, yTpaTUBLUMX COCTPasaHune 1 no-
HUMaHWe KpacoTbl. Ero UyBCTBO CcnpaBeAnMBOCTM
NOTPSACEHO, XKM3HEHHbIE MPOTUBOPEYMA MPUBOAAT
repos B CMATeHMe.

Mocne s3naTaxHOro gemaplua, B3pbiBa SMOLUK,
MOPann3aTopckmx GUANMNMNNK ero NHTENNEKTYaNb-
Hble, YXOBHbIE CUJ/Ibl KOHLLEHTPUPYHOTCA Ha 3araj-
Ke MupoycTpolicTea. [Mpupoga 1 My3bika yKasbiBa-
FOT Ha BO3MOXHOCTb NpeoaoneHns KoHdankTa. o
HabatogeHuto nccnegosatens M. MbatynanHon,
«HexntonoB, 6baarogaps My3blKaHTy, TPUXAbI ne-
peXuBaeT AyXOBHOe OCBOOOXAeHMe, OTKpbIBasa B
cebe ANOHUCMIACKYHO CMOCOBHOCTb NPUHATL U H1a-
rOC/I0BUTb MUP HEe TONIbKO B €ro KpacoTe, HO U B
ero AMcCoHaHcax, B ANHaMUUYEeCKON rapMOHNM BeY-
HO CTAHOBSALLENCS XN3HN»C. Tepon n aBTop 0bpa-
LLakOT CBOW B30P K BEYHOCTM, BOMPOLLALOT ee, UX
LYXOBHOE COCTOAHME HaynHaeT MeHATbeA. M oT-
KpbiBaeTCs He BeCKOHEeUHbI Xaoc, a paLyoHaibHO
HemnocTUXnmas MMPoBas rapMOHUs, «beckoHeYHas
6naroctb 1 NpemMyapocTts Toro, KTo no3sosava v Be-
Nlen cywecTeoBaTb BCEM 3TUM NpoTUBopeumnam» [Ton-
cTon, T. 3, ¢. 149], nocTosiHHOe ABMXKEeHMe BO Bce-
NIEHHOM, B KOTOPOE BOBJIEUEH FepOM-pacckasymK.

VIMeHHO B 3TO Bpems B JlloLepHe aBTOp B CBO-
eM JHeBHMKe OT 25 ntoHA/7 nons agpecyetca K
Heby, Kk beckoHeyHoCTK: «Houb uyso. Yero xouet-
€A, CTPACTHO XeslaeTcA? He 3Hato, TONbKO He baar
Mupa cero. U/ He BepuTb B HeccmepTue AyLun, Kor-
4@ YyBCTBYelLlb B Ayllie TaKoe HeM3MeprMoe Benn-
yne? B3rnaHyn B OKHO. YepHO, pa3opBaHHO 1 CBeT-

& WN6atynamHa M. Muctepums AuoHunca B pacckase J1.H. Ton-
croro «JltouepH» // Ctepantamakckuii uavan balukmpcko-
ro roc. yH-Ta, 2020. T. 25, N2 4. C. 119.
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no. Xotb ymepeTb. — boxe moin! boxe moi! Yto a7
N kypa? v rae a?»7.

N.A. TvH36ypr nncana, YTo CyLHOCTb «OKYMEH-
TaAbHOCTU» TONICTOrO-XyA0XHMKa COCTOUT «B TOW
NPAMOW 1 OTKPbLITON CBA3M, KOTOpas CylLLecTBOBana
MeXAy HPaBCTBEHHOW NpobiemMaTnKOn, 3aHMMaB-
we Tonctoro, 1 NpobaemaTuKon ero repoes». M-
caTenb TBOPWJ MUPbI U OAHOBPEMEHHO BHOCKA B
HWX CBOKO INYHOCTb, CBOW OMbIT AyXOBHbIN U 6bITO-
BOW. «/lokyMeHTasibHOCTb TOJICTOrO COCTOUT B TOM,
YTO ero repoun He TONbKO PELLAOT Te XKE KU3HEH-
Hble 3alayy, KOTOpPbIe OH CaM peLlas, HO peLlarT
NX B TOW Xe ncuxonornyeckon popme. MNputom B
TeX XK€ NMPUMEPHO ObITOBbLIX YCIOBUSAX, B KOTOPbIX
CyLLLeCTBOBaA OH cam»®.

MOXHO AnLLb CTPOWTb NPEANONOXKEHNS, HAMEPEH-
HO WM HET YNOMSHYTO MeCTOMOJIOXKEHNE roposa —
Ha nepeceyeHn Tpex AOpor. B koHTekcTe pacckasa
3TO NpeACTaeT CUMBONNYHBIM. B Mndonoatnyeckom
CO3HaHWUW, B Gonbkaope nepekpectok 0603HayaeT
B3anMOZeNCTBMNE pasHbix chep ObiTUSA, a Tak>Ke Nno-
BOPOTHbIi MOMEHT B >W3HW YeNoBeKa, CBA3aHHbIN
C HEOBXOAMMOCTBIO MPUHATAA PELLEHWNI, KOTOPble
n3mMeHAT ero byayluee. C 3Tum BbIBOPOM ANs repos
conpsi>keHbl HEOMpPEAENEHHOCTb, MyYNTENbHOCTb, HO
OH JJO/I)KEH COBEPLUUTL €ro No CBOEW BOJe.

B pacckase «JlrouepH» oTpa3naca npoLecc no-
3HaBaHWA ToACTbIM YHMBEPCYMa, MecTa yenoBeka
B MMpe W ero npeHasHayeHuns, 3amdpoBaHHbIA
Ha f3blke MPOCTPAHCTBEHHbIX MPEeACTaBIEHNNA Xy-
DOXHWKA. B KOHLe «3anuncok» y reposi-pacckasyun-
Ka BO3HMKaeT HOBOE OLUyLLleHNe NPOCTPaHCTBa U
BpeMeHW. XpOHOTOMN NPOU3BELEeHNs pacLuMpsAeTcs
5,0 6eCKOHEeUHOCT — «U AOJIblle Beka ANNTCA 3TOT

7’ Tonctor J1.H. MonHoe cobpaHue coumHeHnin: B 90 1. KO6m-
nenHoe. - T. 47. - M.: TXN, 1937. - C. 140.

& TuH3bypr J1.4. O ncuxonornyeckoi npo3se. J1.: Xya. aut., 1977.
Cc. 300, 301.

AeHb» ans Hexntozosa. EMy nocteneHHO oTkpbl-
BaeTCA, YTO CpeAn 3TOro cMelleHuns gobpa n 3na
npuaeTca genatb BblOOp, ABUTAACb MO MyTU XKM3-
HW 1 OMMpasacb NPU 3TOM He Ha BeCKOHEYHYHo CU-
CTEMY 3HaHWW, @ Ha MHCTUHKTUBHbIE MOTPEBHOCTN
fobpa, cnpaBesAnBOCTY, KPacoTbl, HAa MOACO3Ha-
TeNbHOe CTPeMAEHNE K BEYHOMY 1 6ECKOHEYHOMY.

OzHako 0CO3HaBan Nn aBTOP BO3HMKLUEE NPO-
TMBOpeUMe MexXay ONUCaHUEM CNOXHOW rammbl
UYYBCTB W MbIC/IEN Fepos U ero XUTelckuM nose-
JEeHNeM, YHN3UBLUMM CTPaHCTBYHOLLEro neBLa-Tun-
ponbLa? MoxHO n Ha3BaTb NoBeseHne Hexnto-
[,0Ba MO OTHOLWEHUIO K «MaNeHbKOMY YenoBeky»
rymaHHbIM, 61aropogHbiM? (OTHOCKTENIBHO CXO-
Xas cuMTyaumns HeyMecTHoro 6aarofesHusa BO3HMK-
HeT B pacckase O My3blkaHTe «AnbbepT», 1858).
Ynactcs N eMy BbINTM 3a TpaHuLbl SrOLEHTPU3-
Ma M 0CO3HaTb, YUTO Y CMUPEHHOTO, MPUHUXEH-
HOTO eCTb IMYHOE AOCTOUHCTBO, YTO, Nepexunsasn
3a YeNnoBeYeCcTBO, CaMOyTBepXAasnch, obanyan
TONMY N COBPEMEHHYI LIUBUAN3ALMIO, MOXHO
npeBpaTUTb B 06BEKT MaHUMNYAALUN OLHOrO K3
Masblx CMx? BeposTHO, MPUUMHOM TakoW NPoOTU-
BOPEUYMBOCTU CTaN «MOPaSnN3M, BblpacTatoLL i
U3 HUTUAM3Ma», CTPEMJIEHMe aBTopa K Ny6anym-
CTMYHOCTHU, K MPOrpamMMHON peun, MaHnbecTy, no
onpegeneHunto b.M. Slixenbayma®. B pesynbrate
NONYyYNNOCh, UTO B OBPETEHHbIX repoem-pacckas-
UYMKOM 1 aBTOPOM OTKPOBEHMAX O MUpe geknapa-
TUBHasA Nt06OBb K NHOAAM NOAMEHMAA XPUCTUAH-
CKYt0 N1060Bb K BAMXKHEMY, NOAPa3yMeBaroLLyHO
coCTpajaHune, yBaxeHne K JOCTOMHCTBY BCAKOrO
yenoseka kak obpasa boxwus; 6e3 Takon n0b-
BM MPO3PEHNS BCENEHCKMX 3aKOHOB BO MHOTOM
yTpaumnBatoT CBOE 3HaYeHue.

°  3iixeHbaym b.M. PaboTbi o Jlbe Tonctom. CM6IY, 2009. C. 306,
307.

BUB/TNOTPADUA:

1. TuH3bypr /1.9. O ncuxonornyeckoit npose. — J1.: XyAox.
ant., 1977. - 449 c.

2. W6artynnavHa I'M. Muctepusa [InoHuca B pacckase J1.H.
Tonctoro «JltouepH» // BectHnk CTepanTamakckoro
dunnana bawknMpckoro rocygapcTBeHHOro
yHusepcuteta. — 2020. - T. 25, N24. - C. 119-130.

3. JlotmaH HO.M. XyzaoxkecTBEHHOEe MPOCTPaHCTBO B NMpo3e
lorons // Notman FO.M. O pycckoi antepartype: Ctatbu u
nccnegosanns (1958-1993): Victopus pyc. npo3sbl. Teopus
nutepatypsl. — CMM6.: Vickycctso, 1997. — C. 621-658.

4. Toncton J1.H. MonH. cobp. cou.: B 90 1. - T. 47, 60. - M.:
XN, 1937, 1949.

20

5. Toncron J1.H. MonH. cobp. cou.: B 100 T. Xys0xeCTBEHHbIe
npoussegenms: B 18 .- T. 3. — M.: Hayka, 2007. - 583 c.

6. dixeHbaym b.M. PaboTbl 0 J/lbBe TosicToMm. — CMM6.: N3a-
Bo Cr1ery, 2009. - 952 c.

7. A Hand-Book for Travellers in Switzerland and the Alps
of Savoy and Piedmont, including the Protestant val-
leys of the Waldenses. [By John Murray III. With a map]
(1838).

8. Tpabapb M. B JltouepH co JlbBoM TosctbiM //
XKueow xypHan. URL: https://marinagra.livejournal.
com/111039.html (gata obpaiyeHus: 29.07.2026).

Larisa N. Nabilkina
Doctor of Cultural Studies, Associate Professor

Head of the Department of Foreign Languages and Cultures

Nizhny Novgorod State University of Architecture and Civil Engineering

DOI: 10.36340/2071-6818-2026-22-4-21-31

(Arzamas Branch)

e-mail: nabilkina@yandex.ru
Arzamas, Russia

ORCID: 0000-0003-3238-3766

THE GEOPOETICS OF GUILLAUME MUSSO'’S NOVELS

Summary: The study is devoted to the geopoetics of the
contemporary French writer Guillaume Musso. His works
depict the cultural landscape of metropolises such as Par-
is and New York. In his novels, the city is not a mere back-
drop but a full-fledged character. Geopoetics is closely
connected with the travelogue genre, which involves not
merely travel sketches but the author’s modelling of the
world and often carries an educational mission. Geopo-
etics examines not only the construction of geographical
images in literature and culture, but also the influence of
these images on the reader through the prism of the nar-
rator’s perception. Two types of traveller are distinguished
in geopoetic discourse: nomadic and sedentary. Musso
can be attributed to the sedentary type, since he does
not discover new places but describes familiar territory,
finding new meanings in it. The article also discusses two
approaches to depicting the city: humanistic and dehu-
manised. Musso’s works combine these approaches: one

The city is an integral component of any work
of verbal culture. It can serve as a backdrop for
events, or it can be an immediate participant, in-
fluencing both the development of the plot and
the character and actions of the heroes. This may
be the urban space of huge metropolises such
as London or Moscow, or smaller places such as
Rouen and Gibbsville, Pennsylvania, or even the
tiny fictional Yoknapatawpha County, “the size of
a postage stamp”, born in the imagination of the
great Faulkner. The “culture of the city” is a spe-
cial category denoting the artificial environment
created by humans, which includes components
such as traditions, norms and values, way of life
and mentality.

The concept of “geopoetics” is closely related
to the cultural image of the city. The word “geo-

and the same city evokes ambivalent feelings depending
on the mood and emotional state of the characters, which
is also a distinctive feature of geopoetics. An integral part
of the urban environment is the gastronomic component.
Attention to food traditions is an important part of ur-
ban culture. They go back to the works of E. Zola and
G. Flaubert and continue in the prose of F. S. Fitzgerald
and E. Hemingway. Musso also pays great attention to
gastronomy. In this way the writer deciphers the cultural
code of the nation, showing the “melting pot” of US cul-
ture and the elitism of French cuisine. Food also reflects
the emotional state of the characters, when the profane
action becomes sacred. It is concluded that Musso’s ge-
opoetics makes it possible to construct a truly cultural
image of the city.

Keywords: urbanism, geopoetics, metropolis, mentality,
cultural code, travelogue, values.

poet” was first used by the outstanding geologist,
geographer and science-fiction writer, author of
the book Sannikov Land, V. A. Obruchev in 1964,
long before the formation of this research field.
The term was introduced into scholarly circula-
tion by the Scottish poet and philosopher Ken-
neth White, who defines it as a landscape filled
with memory, myths and sensations. In the 1980s
he founded the Institute of Geopoetics in Paris.
Russian scholars also actively develop this field. In
2017, Igor Sid's book Geopoetics. A Dotted Line
Towards a Theory of Travel was published by the
Altheya publishing house, in which the author
supplements K. White's theoretical propositions
with applied research. Shortly before that, on 6
December 2012, the conference "The Power of
the Route: Travel as an Object of Historical-Cul-
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tural and Philosophical Analysis” was held in Mos-
cow. Running like a red thread through the entire
conference was the idea formulated by one of its
participants, V. Kagansky: “Travel presupposes the
traveller as a special subject and figure, including
a cultural character. The traveller actively inter-
prets the environment and reconstructs it from
fragments perceived in different ways.”

For all its fairness, this thought is not new. The
travelogue genre, a special form of travel writ-
ing with a characteristic narrator-hero, goes back
to Homer's Odyssey. To some extent, A Journey
Beyond Three Seas by Afanasy Nikitin and Lau-
rence Sterne’s A Sentimental Journey, in which
one can clearly see not just a description of coun-
tries and customs but the narrator’s attitude to
what he sees, can also be classed as travelogues.
The travel genre took shape most clearly in Rus-
sia in the eighteenth century, when D. L. Fonviz-
in sent Count Panin his Letters from France. Even
then, the keen eye of a true Russian patriot noted
the discrepancy between words and deeds in the
West: "The first right of every Frenchman is lib-
erty, but his true condition is slavery,” observed
the writer. "Comparing our peasants in the best
places with those there, I find, judging impar-
tially, that the condition of ours is incompara-
bly happier.” Another travelogue through which
the reader discovers new cities and countries is
N. M. Karamzin's Letters of a Russian Traveller.
Once again, these are not just travel sketches but
the modelling of a world created by the mouth of
an attentive narrator who carries an educational
mission: “The writer's originality appeared both
in the method of depicting people and objective
reality, in his attitude to what he saw, and in the
creation of the image of the Traveller above all,
in revealing his view of European life, in his man-
ner of understanding what he saw, in the clearly
expressed Russian thought.”

Thus, geopoetics examines not only the con-
struction of geographical images in literature and
culture, but also the influence of these images
on the reader through the prism of the narra-
tor's perception. In his work “The History of the
Concept of Geopoetics”, I. Sid gives the follow-
ing definition: “Geopoetics is an interdisciplinary
concept, a multifaceted cultural, literary and phil-
osophical phenomenon, denoting the forms and
paths of intellectual and aesthetic mastery of ge-
ographical territories, landscapes, topographical
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places, and work with their images and myths.”
According to Sid’s conception, two types of trav-
ellers are distinguished: nomadic and sedentary.
The nomadic traveller goes to new lands in or-
der to describe them; his instrument is the ex-
pedition, the road. In the apt expression of the
cultural scholar E. A. Stetsenko: “The motif of the
road lies at the basis of most myths, legends and
folk tales.” The sedentary traveller does not so
much reveal new places as describe familiar ter-
ritory, finding new meanings in it. The contem-
porary French writer G. Musso can be attributed
to this type of narrator.

Guillaume Musso was born in France in 1974.
His mother worked in a library, thanks to which
he began to read early and discovered for him-
self Tolstoy and Dostoevsky, whose influence is
invariably felt in his novels, as well as Western
classics. At the age of nineteen Musso went from
Paris to New York, and the city made an indel-
ible impression on him. From that moment on,
two metropolises — Paris and New York — became
not just a backdrop but the main protagonists of
many of his novels, influencing the development
of the plot and creating a special, distinctive at-
mosphere. [wikipedia]

The aim of the present study is to provide a
cultural analysis of the geopoetics of G. Musso's
novels. To achieve this aim, the following meth-
ods were used: the method of synthesis, which
contributes to a comprehensive understanding
of the processes under study and their connec-
tion with other cultural trends; the hermeneutic
method, used to interpret and culturally read the
literary text; and the axiological method, which
makes it possible to identify the value component
of the works of verbal culture under considera-
tion. The novels Central Park and An Apartment
in Paris were chosen as the material for the study.

Despite the fact that Musso is one of the
world's best-selling contemporary writers, schol-
arly works analysing his oeuvre are still sparse.
Among them we can mention the article by Sa-
rah Bensahla Tani, published in the Journal of Art
Studies in 2024, which analyses postmodern fea-
tures in the novel Central Park, such as fragmen-
tariness and the play with memory. The problem
of studying dementia and its interpretation as a
new turning point in life in the novel Central Park
is addressed in Avril Tyran's article “The Story Isn't
Over: Narrating a Future with Dementia in Guil-

laume Musso’s Central Park”, published in Fran-
cospheres in 2023. Among Russian researchers,
we can highlight the article by T. T. Nuzhnaya and
R. R. Rustamov “Features of Metamodernism in
G. Musso's Novel The Paper Girl”, E. V. Mosien-
ko's “Axiological Dominants in the Literary Works
of Guillaume Musso”, and S. S. Tsaregorodtseva
and S. M. Pinaev's "The Russian Historical and
Literary Context of Guillaume Musso’s Novels”.
[asjp.cerist +4]

There are two approaches to depicting the city:
humanistic or complimentary, and dehumanised or
alienated. The choice of approach often does not
depend on the geographical object but is pure-
ly subjective, formed by the impression the city
makes on the author. In geopoetics, this phenom-
enon has been termed the “empathy map”, which
shows what feelings a particular space arouses.
In G. Musso's works, a combination of these two
approaches can be observed: one and the same
city can evoke ambivalent feelings, forming the
author’s picture of the world.

The writer focuses on two cities he knows
best — Paris and New York. Musso leads his read-
ers through the streets of these cities with car-
tographic precision. “"Madeleine put on the turn
signal and turned into Rue Saint-Guillaume. Uni-
versité, bachelors, Boulevard Raspail, Montpar-
nasse. There, in Rue Odessa, Madeleine found an
Internet café.” Musso fills his narrative with what
James Joyce called “street furniture”. “If the city
disappears from the face of the earth, it can be
reconstructed from my book,” said Joyce about
his novel Ulysses. With incredible accuracy he rec-
reates the image of Dublin. It is no coincidence
that, when working on Ulysses, a directory en-
titled All Dublin in 1904 always lay on his desk.
Guillaume Musso uses a similar technique, mak-
ing his works as plausible as possible and creat-
ing an effect of presence.

In literature and culture, a romantic image of
Paris has taken shape as a city of love, art, haute
couture and refined cuisine. From the very first
pages of the novel An Apartment in Paris, Musso
debunks this stereotype. In the chapter with the
telling title "Paris Syndrome”, speaking through
his hero, he tells of how dozens of Japanese and
Chinese tourists ended up in clinics with mental
disorders after their first visit to the French cap-
ital, caused by a dissonance between expecta-
tion and reality. “The poor souls were felled by

the appalling gap between their imagined vision
of the 'city of the sun’ and reality. They dreamed
of discovering a wonderful world glorified in film
and advertising, and instead found themselves
in a harsh, even hostile place. The Paris of their
fantasies — the city of romantic cafés, booksell-
ers on the quays of the Seine, Montmartre and
Saint-Germain-des-Prés — was shattered to bits
against reality: untidiness, pickpockets, omnipres-
ent dirt, the ugliness of huge urban ensembles,
the dilapidation of public transport.”

The author’s description of Paris's inhabitants
is no more benevolent: slum dwellers, illegal trad-
ers, crooks — “a stew, a cross-section of humani-
ty under a gigantic glass roof”. Such a depiction
of the “best city on Earth”, in the apt expression
of E. Topol, is not exceptional. Musso writes in
the style of the literature of “alienation”, which
emerged at the beginning of the twentieth centu-
ry and continues to this day. In his study Existen-
tialism and the Problem of Alienation in American
Literature, the American critic S. Finkelstein notes
that the depiction of a hostile, frightening world
reflects the narrator’s inner perception, who is
powerless against the urban space. Musso's per-
ception is typologically close to Henry Miller's de-
scription of Paris in the novel Tropic of Cancer.
For Miller, the French capital resembles a "uri-
nary bladder”, a "cesspit of the world”, “a cancer
that grows inside you and will grow until it de-
vours you completely”.

In 1896 the French poet Emile Verhaeren creat-
ed a volume of poems with the telling title Cities
of Tentacles. He turns not to the description of a
particular city, but to the atmosphere of urban-
ism as a whole. “A huge, dull monster”, “a stink-
ing ditch”, “shaggy slime of filth” — such epithets
are used by the French writer. More than a centu-
ry later, a similar tone can be heard in the novel
An Apartment in Paris. “One of the places of hell
on earth”, “the movement engulfs you, crushes
you, the dirt and dull roar of the boulevard poi-
son you" — this is how, more than a century later,
Verhaeren’s compatriot Guillaume Musso char-
acterises the city. But Paris is not only a huge
metropolis that repels the writer. It is also a city
where, in the opinion of the main heroine Made-
leine, “one wants to return”. Herein lies a charac-
teristic feature of geopoetics: the city creates a
mood, and landscapes reflect the inner state of
the characters.
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Researchers T. T. Nuzhnaya and R. R. Rusta-
mov note in their article “Features of Metamod-
ernism in G. Musso's Novel The Paper Girl": “In
Romanticism, the landscape played an important
role, which, with the advent of Modernism and
Postmodernism, receded into the background.
In Metamodernism one can speak of the return
of the landscape.” Musso describes the suburbs
of Paris, far from civilisation, with great love and
admiration: “As soon as the gate closed behind
her, she found herself in an unexpected, special
world. She was immediately enchanted by the
lush greenery: honeysuckle, bamboo, thickets of
jasmine and magnolia, some utterly supernatural
trees and bushes, turning this corner into a bu-
colic casket of rural life thousands of miles away
from the noise and clatter of the city.”

Here we encounter the oppositions “urbani-
sation — nature”, “culture — civilisation”. Only in
nature can a person fully realise their humanistic
essence. Such a position of geopoets is entirely in
tune with the remark of one of the characters of
the proletarian writer Maxim Gorky: “You're wast-
ing your time, Maksim, hanging around in cities...
Life there is rotten. No air, no space, nothing that
a person needs.” A striking sign of the achieve-
ments of civilisation is the use of gadgets which,
together with information awareness, make mod-
ern life completely unpredictable in a turbulent
world. It is no coincidence that the hero of the
novel, Gaspard, deliberately refuses to buy a mo-
bile phone or use the Internet so as not to disturb
his inner harmony and not to change his plans at
the last moment. E. V. Mosienko draws attention
to this in her work “Axiological Dominants in the
Literary Works of Guillaume Musso”, noting that
“the mobile phone erases boundaries between
private, professional and public life and demands
constant juggling of plans and schedules”.

Another city in which Musso's plots unfold
is New York. On the forum of the writer's offi-
cial website, he was asked why he describes New
York in many of his novels although he himself
lives in France. "I live in France, and it is a coun-
try that I love, but it is true that many of my nov-
els take place in the United States. Distance gives
me a greater freedom, because it allows me to
step away from my everyday life. It should also
be noted that placing my characters in pre-struc-
tured conditions contributes to a greater realism
of events. New York is a place where you feel that
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anything can happen to you.” In the novel Central
Park the reader can "hear” New York from the very
first pages: "the honking of yellow taxis speed-
ing towards Midtown, the cries of hot-dog ven-
dors, the clatter of road workers’ jackhammers”.

The image of New York is incomparably more
complimentary than that of Paris. It is a truly cul-
tural image, comprising not just a description of
iconic places against which events unfold, but cre-
ating a sociocultural context. From a platform in
Greenwich Village, the heroine sees the grey-green
Statue of Liberty and the island of Ellis Island,
where countless immigrants arrived; she passes
through Chinatown with its shopfronts covered
in hieroglyphs. As in the case of Paris, the author
maintains exactness when describing the routes
taken by his characters, thereby creating an ef-
fect of presence.

An integral part of the urban environment is
the gastronomic component. Attention to food
traditions is an important part of urban culture.
It goes back to the works of E. Zola and G. Flau-
bert and continues in the prose of F. S. Fitzgerald
and E. Hemingway. The link between gastronomy
and a geographical object can also be observed
in contemporary writers; it is enough to recall P.
Ackroyd and his book London: The Biography or
P. Vail, who, in his travelogue The Genius of Place,
interweaves cultural reflections with the gastro-
nomic impressions of a gourmet. G. Musso does
not bypass this topic. Thus the reader learns that
at the café Pergolese on Madison Avenue in Man-
hattan one can try “a crisp salad, juicy hamburg-
ers, eggs Benedict and pastrami with truffles”,
while at the Oyster Bar in Grand Central Terminal
one can have oysters and langoustines.

But New York is, for good reason, a "melt-
ing pot” embracing various nations and cultures.
Musso graphically demonstrates this by describ-
ing the city’'s gastronomic quarter: “Here an ex-
emplary international community had gathered:
Greek grocery stores stood next to vegetarian
ones; the Japanese offered sushi, the Koreans
their spicy dishes; all coexisted in enviable har-
mony. A real melting pot within the limits of one
or two blocks.” The author’s choice of culinary
preferences is not accidental. The keen eye of the
geopoet singles out features that form the cul-
tural code of the nation. Speaking of France, one
cannot fail to mention wine. On arriving in Paris
and sitting on the terrace of his house, the hero

Gaspard Coutance pours himself a glass of wine:
“The Gevrey-Chambertin was exquisite: well-bal-
anced, intense in flavour, dense and at the same
time smooth, with a pleasant note of cherry and
blackcurrant.” The influence of Ernest Heming-
way can be felt in this description. In his Parisian
memoir A Moveable Feast, he recalls how, in one
Paris café, while working on one of his best sto-
ries, “Up in Michigan”, he ordered a wine called
Saint-James, and it “seemed to him wonderfully
tasty on that cold day”.

In dwelling on the texture of food and drink,
Musso pursues another important aim — reveal-
ing the emotions and inner mood of his char-
acters. I. O. Belsky notes this in his dissertation:
“A careful study of the food code leads to the
conclusion that gastronomic practices emphasise

the hero's inner state. In moments of depression,
meals serve only to satisfy physiological needs,
whereas in happy moments food is likened to an
act of creativity.” Thus we see the profane be-
coming sacred.

Summing up our study, we can conclude that
Guillaume Musso's novels are written in a geo-
poetic key. In them, the city acts as a protagonist
of the narrative, fulfilling a plot-forming function
while reflecting the inner state of the heroes. The
author is characterised by attention to detail and
cartographic precision. An important aspect of
Musso’s work is his focus on the opposition “ur-
banisation — nature”. On the one hand, he shows
that civilisation exerts a detrimental influence on
the individual; on the other, the city is the place
where people can find hope.
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FEOMNO3TUKA POMAHOB N’MMOMA MKOCCO

AHHOTauums: VccredosaHue noceawjeHo UsyyeHUro 2eo-
nosmuku cospemMeHHo020 paHyy3ckozo nucamens [ud-
oma Mrocco. B e2o npouseedeHusx NOKA3AaH Ky/bMypHbil
JaHOWagm makux Me2anoaucos, kax apux u Hero-Mopk.
[opod 8 e2o pomaHax gbicmynaem He ¢)OHOM, a NOJHO-
npasHeiM 2epoem. [eono3muka mecHo C8sA3aHA C XAHPOM
mpasesnoza, komopelli npedcmasnsiem coboli He npocmo
nymesole o4epku, a asmopckoe ModeuposaHue Mupa u
Hecem npocgemumesibCKyr Muccuro. [eonoamuka usy4a-
em He mMoJilbko KOHCMpyuposaHue 2eozpagpuyeckux ob-
pasoe e iumMepamype u KyJemype, HO U 8UAHUE 3MUX
06pasoe Ha Yumamess Yepes npusMy socnpusmue pac-
ckas4quka. Boidessemca 08a muna nymeuwecmeeHHUKa:
kouegoli u ocedbll. Mrocco MOXHO omHecmu K oced/10-
My muny, NOCKOJIbKY OH He OMmKpbliedem Hogble Mecmd, a
onuceleaem 3HaKOMyr meppumopuro, Haxoos 8 Heli Ho-
gble CMbIC/Ibl. B cmamee makke nokasaHsl 08a nodxoda
K usobpaxeHuro eopoda: eymaHucmuyeckuli u de2yma-
Hu3uposaHHsil. B npoussedeHusx Mrocco Habaodaemcs
cosmeuwjeHue smux nooxo0os: 0OUH U mom xe 20po0d 8bl-

fopoa ABASETC HEOTHEMAEMOW COCTaBAAIOLLLEN
Ntoboro npovssefeHna CIOBECHOW KynbTypbl. OH
MOXET CNY>XUTb GOHOM MPOUCXOAALLNX COOBLITUN,
a MOXeT ObITb HEMOCPEACTBEHHbBIM YYaCTHUKOM,
BAVAIOLLMM KaK Ha pa3BUTUE CHOXETa, Tak U Ha Xa-
paKTep W NOCTYMNKW repoeB. ITO MOXeET bbITb ypba-
HUCTUYECKOe NPOCTPAHCTBO OrPOMHbBIX Meramnoam-
COB, Takux Kak JToHAOH nan MockBa, a MOXEeT BbITb
PyaH n Tn66cBuman, wrat MeHcnnbBaHns uan aaxe
KPOLLEUHbIN BbIMBILLNEHHbIN OKpyr MokHonatoda,
«BE/NIMYMHOW B MOYTOBYH MapKy», BO3HUKLUUNA B
BOO6GpaxeHuun Benmkoro donkHepa. «Kynbtypa ro-
posa» ABAsSeTCs 0cobol kateropuei, obosHavaro-
el CO34aHHYH NOAbMU UCKYCCTBEHHYIO Cpesy
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3bi8aem ambusaseHMHsle 4yecmed, 8 3asUcUMocmu om
HacmpoeHus U 3MOYUOHA/IbHO20 COCMOAHUS nepcoHaxel,
4mo Mmakxe A8/9emcs omau4umesnsHol 4epmoli 2eonos-
muku. Heomvemnemoli yacmeto 20podckoli cpedsi A8/5-
emcsa 2acmpoHoMuydeckas cocmasasaowas. BHumarue k
mpaduyusam NUMaHus aeaaemcs 8axXHol 4acmetro 20p0o0-
ckoli Kynemypel. OHU 8oCX00AM K meopyecmsy 3.3041 U
I®nobepa u npodosxaromcs 8 npoussedeHusx @.C.Qu-
yoxepansda u 3. XemuHzy3s. bosbwoe sBHUMaHue yoens-
em eacmpoHomuu Mrocco. baazodapsa smomy nucamero
pacuwugposeisaem kyaemypHsili KOO HayuU, NOKA3bI8aAs
«naasueHsIl komen» Kynemypel CLUA u anumapHocme
PpaHyy3ckol KyxHu. Takxe numaHue ompaxaem u 3Mo-
YUOHA/IbHOE COCMOsIHUe 2epoes, k020da npogpaHHoe deli-
cmeue nepexodum 8 cakpabHoe. B pesynemame Oenaemca
8618600 0 Mom, Ymo 2eonosmuka Mrocco nozeosigem co-
30ame No0AUHHO Ky/slbmyposioeudeckuli o6pas 2opoda.

KntoueBble cnoBa: yp6GHU3M, 2eonosmuka, mMeeanoJsiuc,
MeHmMasiumem, Kyﬂbmyprllj Koa, mpasesioe, yeHHocmul.

0buTaHMs, BKAKOYAOLLYHO B cebs TakMe KOMMOHEH-
Thl, KaK TPAAULMM, HOPMbI U LLEHHOCTK, 06pa3 XKn3-
HW, MeHTannTeT» [5,¢,38].

C kynbTyponormyeckmm obpasom ropoja TeCHO
CBSI3aHO MOHATME «FeonoaTnka». Bnepeble cnoBo
«FeomnoaT» UCMOb30Ba BbIAANOLLNNCS reonor, re-
orpad n nnucatenb-daHTacT, aBToOp KHUTK «3eMAas
CaHHukoBa» B.A. Ob6pyueB B 1964 roay 3a40/1ro
40 GOPMMPOBAHMNA 3TOrO Hay4YHO-MUCCAe0BaTe lb-
CKOTO HamnpaB/ieHus. B Hay4HbIi 06uUxog 3ToT Tep-
MWH BBeJ LIOTAAHACKWI No3T 1 dunocod KeHHeT
Yait n onpegensieT ero Kak naHAwadT, HaNOAHEH-
HbIM NaMATbr, MUdamu, oyweHnammn. B 1980-e rr.
B Mapu>e OH co3zaeT NHCTUTYT reonostnkn. Poc-

CUICKME yUeHble TakXXe akTUBHO pa3pabaTbiBatoT
JaHHoe HanpasneHuve. B 2017 roay B n3gatenncrise
«AnTtens» BbIxoanT kHUra Nrops Cuga «feonoatuka.
MyHKTUP K TEOPUM NYTELLECTBUI», aBTOP KOTOPOM
JOMONHSET TeOpeTMyUeckme Bbiknagku K. Yanta npu-
KAagHbIMW MccaegoBaHnAMU. He3aA0ro 4o 3Toro
6 nekabps 2012 rosa B MockBe NpPOXoAnUT KoHbe-
peHumna «Bnactb MaplupyTa: nyTelecTsme Kak npes-
MeT NCTOPUKO-KYIbTYPHOTO 1 GrniIoCcoPpCKoro aHa-
nmnsa». KpacHolM yepToi Yepes BCO KOHPEPEHLUIO
npoxoguna naes, KoTopyro cGopMyanpoBan OAMH 13
ee yyacTHMKoB B. KaraHckuin: «[yTelwlecTtBre npea-
nosaraeT nyTelwecTBEHHMKA Kak 0COObIN CyOBEKT U
burypy, B TOM umncne 1 KyabTypHbIA nepcoHax. My-
TelweCTBEHHMK aKTUBHO MHTEPMNPETUPYET Cpeay w1
PeKOHCTPyMpyeT ee No GparmeHTam, BOCMPUHMMA-
€MbIM pasHbiMK cnocobamu» [4,¢.138]. Mpwu Bcen
CBOEW CnpaBesAnBOCTM 3Ta MbIC/b He HOBa. XKaHp
TpaBenora — ocobas popma nyTeBbIX OYEPKOB C
XapakTepHbIM repoemM-pacckasynkom bepet cBoe
Hauvano ¢ «Oaunccen» lomepa. K TpaBesnoram B He-
KOTOPOW CTeneHn MOXHO OTHeCTU «XoXJAeHue 3a
Tpy mops» AdaHacna HukntnHa, «CeHTUMeHTanb-
Hoe nyTewecTBme» JlopeHca CTepHa, B KOTOPOM
BrepBble Hanbonee OTHETANBO MOXHO YBUAETb He
NPOCTO OMMcaHWe CTpaH 1 0bblvaeBs, a OTHOLLEHWE
pacckasuuvka K yBuaeHHomy. Hanbonee otyetnmso
>XaHp nyTewecTBua chopmmpoBanca B Poccum B
XVIII, koraa A.W. ®oHBU3NH npucbinaeT rpady MNa-
HUHY «lMncema n3 PpaHunm». Ewe Torga BHMMa-
TeIbHbIM F1a3 MCTUHHOrFO PYCcCKOro natpuoTa 3a-
MeyaeT HeCOOTBETCTBME C/I0OBA U Aiesia Ha 3anage.
«[TepBoe NpaBo Kaxxoro ¢dpaHLy3a eCcTb BOJbHOCTb,
HO UCTMHHOE COCTOsIHME ero ecTb pabcTBO», - 3a-
MeuaeT nucaTenb [15,¢.168]. «CpaBHMBas Hawnx
KPECTbSAH B IyYLLMX MeCTax C TaMOLUHUMM, Haxoxy,
6ecnpucTpacTHO CyAs, COCTOAHWE HalLMX HecpaBs-
HeHHO cyacTameee» [15,¢.169]. Apyrum Tpaseno-
rom, 6narogaps KOTOPOMyY YMTaTeNb OTKPbIBAET A/15
cebs HOBble ropoja 1 CTpaHbl, sBAstoTCsA «lucbMa
pycckoro nyTtewecTtBeHHMka» H.M. Kapam3unHa. U
BHOBb 3TO He MPOCTO NyTeBblE OYEPKN, @ MOAENN-
poBaHWe MMpa, CO34aHHOMO yCTaMu BHUMATE/IbHO-
ro pacckasuuka, KOTOpPbIA HECET NPOCBETUTENBCKYHO
Muccmio. «CaMobBbITHOCTb MMcaTens NPosBUAOCH
N B MeTOZe N306paxkeHns Ntosei, 1 06beKTUBHOM
AEVCTBUTENBHOCTY, B OTHOLLEHUM K YBUAEHHOMY,
n B cO3aHnn obpasa lMyTelwecTBeHHNKa Npexae
BCErO, B PacKpbITUM €ro B3rasja Ha eBponemnckyro
>KM3Hb, B €r0 MaHepe noHMMaTb YBUAEHHOE, B YeT-
KO BbIPaX>XeHHOW PYCCKOW Mblcan» [6,c.22].

Takum 06pa3oM, reonosTika UyyaeT He TONbKO
KOHCTpynpoBaHue reorpaduyecknx obpasos B M-
TepaTtype v Kyn1bType, HO 1 BAUsAHME 3TUX 06pa3oB
Ha uMTaTens yepes NpPU3My BOCNpPUATME pacckas-
ymka. M. Cng B cBoen pabote «McTopms NoHATUS
reonostuka» AaeT cregytollee onpegeneHue: «feo-
No3TMKa — MeXAMUCLUUNANHAPHOE MOHATUE, MHO-
FO3HAYHbIV KYNbTYPONOTUUECKNI, IUTepaTypOBes-
yeckuni, dbrnnocodpcknin peHoMeH, 0603HavatoLW M
bopMbI U NYTU MHTENNEKTYaNbHOMO M 3CTETUYECKO-
ro OCBOEHWs reorpaduyecknx TEPPUTOPUNA, NaHA-
wadToB, Tonorpadmyecknx Mect, paboty c nx obpa-
3aMu 1 mudamn» [12,c.153]. CornacHo KoHLUenumm
Cuaa, BblgenseTcsa ABa TMNa nyTelecTBEHHWNKOB:
KoueBOWN M oceanblli. KoueBOW nyTelwecTBEHHNK
OTNpaB/seTCs B HOBblE 3eMJIX, UTOObI OnmncaTb KX.
Ero MHCTpyMeHTOM ABNSETCA 3KCMeAnLIMA, Aopora.
Mo MeTKOMY Bblpa>keHWUH YUYEHOTO-Ky/bTYpPOO-
ra E.A. CteueHko: «MOTUB JOPOrn IEXNUT B OCHO-
Be 60/blWMHCTBA MUDOB, NiereHs Y GONbKAOPHbIX
paccka3os»[13,c.8]. Oceanblii NyTeLIECTBEHHWK He
CTO/IbKO pacKpbiBaeT HOBble MeCTa, CKOJIbKO OMu-
CblBaeT 3HAKOMYHO TEPPUTOPUIO, HAXOASA B HEW HO-
Bble CMbICAbl. K TaKOMy TNy pacckasumka MOXHO
OTHECTU COBpPEMEHHOro ¢paHLy3CKoro nucate-
na I. Mrocco.

lniiom Miocco poamncs Bo ®panummn B 1974 roay.
Ero matb pabotana B bubanoteke, n bnarogaps ato-
MYy OH Hayan paHO unTaTb, OTKPbIN Ana ceba Ton-
cToro, [locToeBCKOro, BANSHWNE KOTOPbIA HEU3MEH-
HO OLLyLIaeTCa B ero poMaHax, a Takxe 3anafHbix
KnaccukoB. B aeBaTtHaguatb net Mrocco eaet 13 lNa-
puxa B Hbto-Mopk, 1 ropos Npou3BoAnT Ha Hero
Heun3rnagmmoe BredvatneHuve. C 3Tux nop ABa Me-
ranonunca — Mapux u Heto-Mopk — cTaHOBATCA He
NpocTo GOHOM, HO ¥ FNaBHbIMW AENCTBYIOWUMN NN-
LamMu 6ONbLUMHCTBA €r0 POMaHOB, KOTOPbIe BAUS-
FOT Ha pPa3BUTME CHOXKeTa M CO3AatoT 0COBYHO Heno-
BTOPUMYO atmocdepy.

Llenb nccnesoBaHns — Aatb KynbTyposiornye-
CKWI aHanm3 reonoatnkn pomaros I Miocco. s
peanv3aunm NocTaBieHHOM Lean Bbian NCnoab3o-
BaHbl ClefytoLLMe METOAbI: METOZ CMHTE3a, KOTOPbI
CnocobCTByEeT KOMMIEKCHOMY MOHMMaHWIO U3yyYae-
MbIX MPOLLECCOB N UX CBA3M C APYTUMUN KYAbTYPHbI-
MU TEHAEHLUMAMM, FePMEHEBTNYECKNIA, NCMONb3Yye-
MbI AN MHTEPNPETALUN U KybTYPOAOrMYECKOTO
MPOYTEHMNSA XYL0XKECTBEHHOIO TEKCTA, akCUoAormye-
CKWI, NO3BOIAIOLLMIA BbISBUTb LLEHHOCTHbIV KOMMO-
HEHT M3yUYaeMblX MPON3BEAEHNA CNOBECHON Ky/b-
Typbl. B kauecTBe Matepunana nccnesoBaHus 6biam
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BblOpaHbl poMaHbl «LleHTpanbHbIn napk» n «Keap-
Tupa B lMapwmxe».

HecmoTpsa Ha T0, UTo Mitocco aBndeTca ogHUM
13 caMbIX NPOAAaBaeMbIX COBPEMEHHbIX Nucatenen
B MMpe, Hay4yHble paboTbl, aHaAn3npyroLme ero
TBOPYECTBO, KpalnHe HeMHOrouncaeHHbl. Cpean H1X
MOXHO BblAennTb cTaTbto Capbl beHcana TaHu, ony-
61koBaHHyt0 B XXypHane nccnesoBaHuii UCKyC-
ctBa (Journal of Art Studies) B 2024 rogy, B KOTOpPO
aHaAN3MPYHOTCA YepTbl MOCTMOAEPHM3Ma B pOMa-
He «LleHTpanbHbIN Napk», Takne Kak GparmeHTap-
HOCTb, Urpa ¢ NamATbto U T.M. [18]. MNpobaeme n3y-
YeHVA eMEHLUN N ee NHTeprnpeTaLmm Kak HOBOrO
>KW3HEHHOrO MOBOPOTa B poMaHe «LleHTpanbHbI
napk» nocasLLeHa CcTaTba d1BpuA TaHaH «Mctopus
elle He 3aKOHYeHa: KakoBo byayLee 60abHOrO Ae-
MeHUMen B poMaHe Mminoma Mrocco «LleHTpanbHbIN
napk» [19]. Cpean oTeuecTBEHHbIX CCNeoBaTenel
MOXHO BblaenunTb ctatbto T.T. HyxxHoM, P.P. Pyctamo-
Ba «YepTbl MeTamogepHu3ma B pomaHe Mrocco
«bymaxHasa gesywika» [], E.B.MocneHko «Akcrnono-
rmyeckne AOMUHaThbl B XyA4OXKECTBEHHbIX MPOU3Be-
AeHusax Mmiroma Mrocco» [8], C.C.LLaperopoauesoi,
C.M.MuHaeBa «Pyccknin NCTOPUKO-TUTEPATYPHbIN
KOHTekcT MMnoma Miroccox»[17].

CyuiectByeT gBa NoAxoAa K M306paXKeHuto ro-
pofa: 'yMaHUCTUYECKUIA N KOMIMAUMEHTaPHbIA U
AEeryMaHN3NPOBaHHbIN UAN OTUYXAEHHbIV. Beibop
noAxogza 3a4acTyto He 3aBUCUT OT reorpadpuryecko-
ro obbekTa, a HOCUT Cyrybo cybbekTUBHbIV Xapak-
Tep, KOTOpbI GopMUpyeTCs B 3aBUCUMOCTM OT TOTO
BMeyYaT/eHnsa, KOTOpoe ropos NPOV3BOAUT Ha aB-
TOopa. B reonosTtuke nogobHoe ABAeHME NONyYUn-
N0 Ha3BaHWe «kapTa aMnaTUu», rae nokasaHo, Ka-
Kne 4yBCTBa POXAAET TO MAN MHOE NPOCTPAHCTBO.
B npowuzeegeHunsx . Mrocco HabatogaeTca coBme-
LeHne 3TUX ABYX MOAXOAOB: O4VH U TOT XK€ ropog,
MOXeT BbI3blBaTb aMbvBaneHTHble YyBCTBa, GOp-
MUPYS aBTOPCKYIO KapTUHY MuUpa.

B ueHTpe BHMMaHMA Nucatensa gBa roposa, KOTo-
pble 3HaKoMbl emy aydlle Bcero — Mapux n Hbto-
Vlopk. Mrocco npoBoauT uutateneii no yanuam stux
ropoAoB C KapTorpapuueckor ToUHOCTbo. «Ma-
AEeNVIH BKJIIOUMIa CUTHaN MOBOPOTa M NOBEpPHYna
Ha ynuuy CeH-Tuiiom. YHuBepcuteTckas, bakanas-
poB, bynbBap Pacnaii, MoHnapHac. Tam, Ha yauue
Opecca, MagennH Hawna nHtepHet-kade [10,c.141].
Mtocco HanosiHAeT cBOe MOBECTBOBaHME TEM, YTO
[I>xenmc [pkolic Ha3biBan «yIMYHOW GYPHUTYPOI».
«Ecnv ropog ncuesHeT ¢ avua 3eMau, ero MoXHO
6yseT BOCCTAaHOBUTb MO MOEWN KHUTe», — roBOpPU
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nucatenb O cBOeM poMaHe «Yaumce» [3,c.43]. C He-
BEPOSATHOM TOUHOCTbIO [I)KOMC BOCCO3aaeT 0bamnK
[y6nnHa. Hegapom npu HanvcaHuun «Yancca» Ha
€ro CToJie BCErfa NexmnT cnpaBoYHuUK «Becb ybavH
Ha 1904 rog». 3TOT Xe npvem nUcnoabsyet u Mmiiom
Mtocco, genas cBOM NPoOU3BEAEHMA MaKCUMaNbHO
[OCTOBEPHBLIMU U co3aaBas 3PeKT NPUCYTCTBUA.

B nantepatype v KynbType CAOXWUACA POMaHTH-
yeckmnii obpa3s Mapwuka kak ropoga 168U, NCKYC-
CTBa, BbICOKOW MOZbI U M3blCKaHHOM KyxHW. C nep-
BbIX Xe CcTpaHuL, poMmaHa «KBapTupa B lMapuxe»
Mtocco pa3BeHUYMBaET 3TOT cTepeoTun. B rnase ¢
roBOpsLMM Ha3BaHWeM «[apuxCcKMi CUHAPOM»
yCTaMu CBOEro repos OH roBOPUT O TOM, Kak Je-
CATKM AMOHCKMX U KUTaNCKMX TYPUCTOB Nonajanu B
KJIMHWUKWN C NCUXMYECKMMU PacCTPONCTBaMM nocae
nepBOro noceleHns GpaHLy3CcKol CTOANLbI, YTO
6b110 BbI3BAHO AMCCOHAHCOM MEXAY OXWAaHUEM
N peanbHOCTbIO. «begHAr noakallvBan BOMUIOLLUIA
paspbIB MeXAY MX BOObpaXkaeMbIM NpeACcTaBieHw-
€M O «TopOJe CONMHLA» N AEACTBUTENbHOCTBIO. OHM
MeuTann OTKPbITb YyAECHbIN MUP, MPOCAABASIEMbIA
B KMHO 1 pekaamMe, a BMeCTO 3TOro nonajanu B cy-
poBoe, gaxe BpaxaebHoe mecTo. [Mapux nx paHTa-
31 — ropog poMaHTMyeckux kade, byKMHUCTOB Ha
HabepexHbIx CeHbl, MoHMapTpa 1 CeH-XepmeH-
ae-TlMpe Bapebesrn pa3buBancs o peanbHOCTb: He-
ONPATHOCTb, KAPMaHHMKW, Be3AeCyLas rpasb, Ypoa-
CTBO KPYMHbIX FOPOACKMX aHcambiel, 3anyLLeHHOCTb
obuwectBeHHOro TpaHcnopta» [10, ¢.20]. He canw-
KoM BnaroxenateNbHO OMUCLIBAET aBTOP W XXUTeNen
Mapwka: obuTatenn Tpyw,o6, HeneraabHble TOProB-
Lbl, XXY/IMKM — «BapeBO, Cpe3 YesoBeyecTBa noz
rPOMaZHOWM CTeKNAHHOM Kpbiwkon» [10,c.23]. Mo-
JOBHOe onuncaHune «y4yllero ropoga 3emamn», no
METKOMY BblpaxkeHuto 3. Tonons, He SBAAETCA UC-
KAOYMTENbHBIM. MEOCCO TBOPUT B CTW/IE ANTEpaTypbl
«OTUYXAEHWNS», KOTOPbIA BO3HWK B Havase XX Beka,
N NPOAOIKAETCS MO Ceil feHb. AMepUKaHCKUI KpU-
K C.OUHKeNbCTalH B paboTe «3K3nCTeHLMann3m
M Npobiema OTUyXXAEHUS B aMePUKAHCKOW nunTe-
paType» OTMeuaeT, YTO onucaHue BpaxzaebHoro,
nyraroLLero M1pa oTpaxkaeT BHyTpeHHee Bocnpus-
TWe pacckasunka, KoTopblin 6eccuieH NPoTUBOCTO-
ATb ypbaHUcTMUeckoMy npocTpaHcTey [14,c.182].
Bocnpuatne Mrocco Tnonormnueckn 6am3sko onu-
caHwto MNapwuxa leHpyn Munnepa B pomaHe «Tpo-
nuk Paka». [1ng Hero dpaHLy3ckas cTonmua noxoxa
Ha «MOUYEBOW My3blpb», «BbIFPEOHYIO MY MUpPa»,
«paK, KOTOPbIN pacTeT BHYTPWU Bac, 1 ByaeTt pactu,
rMoKa He COXpeT Bac coBcem» [7, ¢.295].

B 1896 rogy dpaHLy3Ccknin 03T IMuab BepxapH
co3gaeT cOOPHUK CTUXOB C FOBOPALLMM Ha3BaHW-
eMm «[opoga-cnpyTbi». OH o0bpallaeTca K onmncaHuto
He KaKoro-To KOHKpPeTHOro ropoga, a kK atmocde-
pe ypbaHn3ma B LesioM. «Hyaniiie OrpomMHoe, Ty-
noe», «<kaHaBa CMpajHasa», «<MOXHaTas TMHa He4yn-
CTW» — Takue 3NUTeTbl UCNOb3yeT GpaHLy3CKUIA
nucatenb. bosnblue Beka cnycta nogobHas TOHaNb-
HOCTb 3BY4YNUT N B poMaHe «KeapTupa B lMapuxe».
«OAHO 1 MecCT aZa Ha 3eMae», «BUXeHNe 3axBa-
TbIBaET, CNHOLLMBAET, FPsi3b 1 FyXOW WyM bynbBa-
pa oTpaBAseT» — TakK XapaKTepu3yeT ropog cnycTa
60sblle YeM Bek COOTeuecTBEHHUK BepxapHa M-
oM Mtrocco [9,¢.172].

Ho Mapu — 3TO He TO/IbKO OFPOMHbIN Mera-
MOJINC, KOTOPbIN BbI3biBAeT OTTOPXKEHMWE Y Nucate-
N151. OTO €eLlle M rOpOo4, B KOTOPbIM, MO MHEHUIO FNaB-
HOW reponHN MagennH, «<xoueTcs BO3BpaLLaTbCa».
B 3TOM 3akntouaercs xapakTepHas yepTa reonos-
TUKM — ropog, CO3AaeT HacTPOEHUE, a Meli3aXxm OT-
paxkatoT BHYTPEHHee cocTosHue repoes. Mccnepo-
Batenn T.T.Hy>xHasa n PPPyctamoB B cTaTbe «YepTbl
MeTamozepHun3mMa B pomaHe NMrocco «bymaxkHas
JeBYLUKa» OTMeYatoT: «B pomaHTM3Me BaXkHyto poJib
urpan nemsax, KOTOPbIA C MPUXOLOM MOZLEPHM3-
Ma 1 NOCTMOAEPHM3Ma OTOLLEN Ha BTOPbIE POW.
B meTamogepHM3mMe MOXHO roBOpUTb O BO3Bpa-
leHun nensaxa» [11, ¢.266]. C 6oabLion ntobo-
BbO M BOCXULLLEEHMEM OH OMUCbIBAEeT NpUroposa
Mapuxa, ganeknin ot umemaAnsaLmn. «Jlmwb ToNb-
KO 3a Hel 3ax/JI0MHy/ack KajauTKa, OHa 04yTuaach
B HEOXMAaHHOM, ocobeHHoM Mupe. Ee cpa3sy 3a-
BOPOXWMAA rycTas 3e/eHb: XXMMOA0CTb, Hambyk, 3a-
pPOCAN >XXaCMWHA, MarHo/iMn, Kakne-To COBCEM YX
CBEPXbeCTeCTBEHHbIE JepeBLia 1 KyCTUKKW, NpeBpa-
LLaBLUMeE 3TOT YroioK B ByKOIMYeCKuniA napel, cefb-
CKOW XM3HW B ThiCAYaX MWUJIb OT LLYMa W As3ra ropoja
[9, c.40]. N 3aecb Mbl CTafkKMBaeMcs C Onno3unumnen
«ypbaHu3aLmsa — Nnpuposa», «KyabTypa — LMBUIN-
3aumsa». ToAbKO NMLWb Ha IOHE NMPUPOAbLI YenoBeK
B MOJIHON Mepe MOXET peasin3oBaTh CBOH ryMaHu-
CTUYECKYHO CYLLHOCTb. Takas mo3uuma reonosToB
MONHOCTLIO CO3BYUYHa C BbICKa3blBaHWEM OAHOTO 13
repoes npoJsietapckoro nucatens Makcuma fopbko-
ro: «<HanpacHo Tbl, Makcum, B ropogax TpeLbcs...
Tyxnas TaM Xn3Hb. H1 BO34yXy, HU MPOCTOpPY, H1Ye-
ro, UTo Yenoseky Hago» [2, ¢.57]. Apkum npusHa-
KOM JOCTUXEHWI LIMBUAM3ALMM ABAAETCSA UCMONb-
30BaHWe rafpkeToB, YTO HapsAdy ¢ MHGOPMaLMOHHON
OCBEIOMJIEHHOCTbIO, AeN1aeT XN3Hb COBPEMEHHOTO
yesi0BEKa COBEPLUEHHO HenpeackasyeMon B Typ-

6yneHTHOM Mupe. HecnydyaitHo repoit pomaHa lac-
nap HamMepeHHO OTKa3blBaeTCsA NoKynaTb MObUb-
Hbl TenedOoH 1M NONb30BaTbCA UHTEPHETOM, Aabbl
He HapyLlaTb BHYTPEHHIOK FaPMOHUIO U HE MEHSATb
CBOW MNJiaHbl B NOC/A€AHNI MOMeHT. Ha 370 o6pa-
LLlaeT BHMMaHMe B cBOel paboTte «Akcnmonorunye-
CKMe JOMUHAHTbI B XYAOXECTBEHHbIX Npou3Bese-
HusAxX Miioma Mrocco» E.B.MocmneHko oTmeuas, 4To
«MOBUNBHUK CTUPAET rPaHN MeXay NNUYHON, Npo-
beccMoHanbHOM 1N 06LLLECTBEHHOM XMU3HbIO U Tpe-
6yeT MOCTOAHHOIO XXOHMIMPOBAHWA NAaHaMu 1 rpa-
dukamm» [8, c.51].

[pyroi ropog, B KOTOPOM pa3BMBatOTCS COObI-
Vs NpouwsBeaeHnii Miocco, aeasetca Hito-Mopk. Ha
bopyme oduLManbHOro canta nucaTens emy 3ajarot
BOMPOC, MOYEMY BO MHOIMX POMaHax OH OMunCbIBaeT
Hbto-Mopk, xoTa cam >uBeT Bo ®paHLmu. «5 XuBy
BO ®paHLmK, 1 3TO CTpaHa, KOTOpYto A Nt0bAto, HO
3TO MpaBAa, UTO MHOTMe 13 MOUX POMaHOB NPOUC-
xoaat B CLLUA. PacctosHue gaeT MHe 6o/bLyto CBO-
604y, NOTOMY UTO OHO MO3BONAET MHE YAANINTLCA OT
MOeW NoBCEeAHEBHOM XMN3HW, TakxKe CTOUT OTMETUTD,
YTO MOMELLEHME MONX FTePOEeB B CO3AaHHbIe YCNO0-
BMA cnocobcTByeT H60/blUeN peasinCTUUHOCTLN CO-
6bITUiA. Hbto-lopk — 3TO MecTo, rae Bbl UyBCTBYe-
Te, UTO C BaMW MOXET MPOU30MTH BCE, UTO YTOAHO»
[20]. B pomaHe «LleHTpanbHbI Napk» ynTaTenb C
NepBbIX CTPaHWL, MOXeT «ycblwaTh» Hbro-Mopk:
«TYZKW XXENTbIX TaKCW, MUYaBLUMXCA B HanpaBAeHU
MwuaTayHa, Npu3biBbl NPOAABLOB XOT-A40r0B, CTyK
OTOOMHbIX MOJIOTKOB JOPOXHMKOB»[10, c.27]. O6-
pa3 Hbto-lopka HecpaBHeHHO 60/iee KOMMAVMEH-
TapeH No cpaBHeHMIO ¢ Mapuxxem. ITO NOAANHHO
Ky/NbTypOaornyecknin obpas, Bkarouatowmii B cebs
He NPOCTO OnMncaHne 3HakoBbIX MeCT, Ha POHe KO-
TOPbIX MPOUCXOAUT AENCTBUE, HO CO3AatOLLNIA CO-
LMOKYNBbTYPHBIN KOHTEKCT. Tak ¢ naowaakm MpuH-
BUY-BUANNAX reporHa BUAUT CepO-3e/1eHYH0 CTaTyHO
CB06OAbI N OCTPOBOK INAnc-AnneHs, kyaa npunodsbl-
Ba/M MHOFOYUCAEHHbIE MMMUTPaHTbI, MOMNaZaeT B
YaiHaTayH C pacnucaHHbIMU neporivbamm BUTPU-
Hamu. Kak n B cnydae ¢ MNMapuxem aBTop cobnto-
JaeT npesesibHY TOYHOCTb, OMUCbIBas MapLIPYThl
nepesBUXeHNs repoes, TeM caMbiM co3aaBas 3¢-
bekT npucyTcTBUA.

HeoTbeMnemMon YacTbo FOPOACKON Cpeabl ABAS-
eTCs raCTpoOHOMMYeckas coctaBastoLlan. BHMmaHve
K TPaAuLMAM NUTaHWA ABAAETCA BaXKHOW YaCTbHO ro-
POACKON KynbTypbl. OHO BOCXOAUT K TBOPYECTBY
2.3on5 n [.OGnobepa N NpoAOKAETCA B MPOU3BE-
aeHnax ©.C.Onuyaxepanbga n 2. XemuHryssa. Ceasb
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racTpOHOMMM € reorpadryeckmmMm 06bEKTOM MOXK-
HO HabstoAaTh U Y COBPEMEHHbIX NnucaTenen, 40-
CTaTOYHO BCMOMHUTL N.AKpoiza 1 ero KHury «J1oH-
A0oH. bruorpadusa» nan M.Bains, KOTOpbIA B CBOEM
TpaBesiore «[eHW MecTa» Hapsaay C KyAbTypOaoru-
YeCKMMW Pa3MblLLIEHUAMY OMNUCBIBAET racTPOHO-
MuUyeckune BneyatieHns rypMmaHa. He obxoant cro-
poHoW 31y Temy IMtocco. Tak untaTenb y3Haer, 4To
B kade «Pergolese» Ha M3ancoH-aBeHo Ha MaH-
X3TTEHE MOXHO MonpoboBaTh «XPyCTALLMIA canarT,
COYHble rambyprepsl, AnNLo «beHeankT» 1 nacTpa-
MW C Tprodensamm», a Ha LleHTpasbHOM BoK3ane —
ycTpuLbl U naHryctuHel B Oyster Bar. Ho Hegapom
Hbto-Vlopk ABNfeTCA «NNaBrAbHLIM KOTAOM>, KO-
TOpbIN BMeLLaeT B cebs pasivyHble Hauumn 1 Ky/b-
Typbl. MIOCCO Harsa4HO AeMOHCTPUPYeT 3TO, Onu-
CblBas raCTPOHOMMUYECKNI KBapTan ropoga. «34ecb
cobpasics 06pa3L0BbIN MHTEPHALMOHAN: FTpeyeckme
NpOAyKTOBbIe NaBKWN COCEACTBOBAAN C BeretapnaH-
CKMMMW, ANOHLbI MpeAnaraav cyLiun, KopemnLbl — CBOM
OCTpble KyLlaHbs; BCE COCYLLECTBOBAAN B 3aBUHON
rapMoHuK. HacToALwmnin nnaBuabHbIN KOTeN B Npese-
Nax ofHOro-AByx kBaptanos» [10,c.151]. Beibop aB-
TOPOM Ky/VMHaPHbIX MPEANOYTEHMI HE ABAAETCA CAy-
YaHbIM. 30PKUIA TNa3 reonosTa BblAeNAeT UMEHHO
Te 0COBEHHOCTY, KOTOPbIE COCTaBASHOT KY/IbTYPHbI
Kog, Haumw. foBops o OpaHLMK, HeNb3A He YNOMS-
HyTb BMHO. [prexas B [Mapunx 1 pacnoNoXMBLLNCE
Ha Teppace B CBOeM AOMe, repoin pomMaHa lacnap
KyTtaHc HannBaet 6okan BuHa. «<XXespe-LLambepTeH
66110 YyNoUTeNbHbIM: CHaNaHCMPOBAHHBIM, C MHTEH-
CWBHBIM BKYCOM, MJOTHbIM Y OfHOBPEMEHHO MAr-
KM, NPUATHO OTAABaBLUNM BULLHEN N YEPHOW CMO-
poauHo» [9,c.57]. be3ycnoBHO, B 3TOM onucaHuu

YyBCTBYETCA BAVAHNE DpHecTa XeMuHryas. B ceomx
MeMyapax, MoCBALWEeHHbIX Mapuxy «lpa3gHuk, KOTo-
pbili Bcerga ¢ T060M», OH BCMOMUHAET, Kak B O4HOM
napu>Xckom kade 3a paboTol Hag OfHUM M3 CBOUX
JNyULInX pacckas3os «Y Hac B MuunraHe» OH 3aka-
3bIBaeT BUHO «CeHT-/KeMC», 1 OHO «KaXeTcs emy
HEOObIKHOBEHHO BKYCHbIM B 3TOT XOJIOAHbIA A€Hb»
[16, c.422]. Obpaluanck Kk GakType efbl U HANUTKOB,
Mtocco npecnesyeT eLle OfHY BaxKHYHO LieNb — pac-
KPbITb 3MOLMM U AYLUIEBHbIA HAaCTPON CBOUX repo-
€B. DTO OTMeYaeT B cBoel ancceptaumm M.0.6enb-
CKUI. «BHMMaTenbHOe M3yyeHne NuLLEBOro Koja
NO3BOJAET NPUIATK K BbIBOAY, UTO racTPOHOMMYE-
CKMe NpakTMKM NOAYEPKMBAIOT BHYTPEHHEe COCTO-
fHVe repos. B MUHYTbI genpeccun NpuemMbl MULLN
cay>aT AULb AN5 yaoBAeTBOpeHusa Gusnonornye-
CKWX NOTPeOHOCTEN, TOrAa Kak B CHaCTINBbIe MO-
MEHTbI eZa ynosobiseTcs TBOpUYECKOMY akTy» [1,
c.145]. Wtak, ™Mbl BUAUM, 4TO NpodaHHOe CTaHo-
BUTCA CaKpasibHbIM.

MoaBOAA UTOT HaLLEMY UCCAeAOBaHMIO, MOXHO
cZenatb BblBOJ, O TOM, YTO poMaHbl [Miioma Mioc-
CO HanumcaHbl B reorno3TMYeckom Karoye. B Hux ro-
POZ BbICTyNaeT AeACTBYHOLLUM NULLOM NOBECTBO-
BaHWA, NPW 3TOM BbIMOJIHAS CHOXETOObpasyHoLLyto
byHKLMIO, OTpaXkaeT BHYTPEHHee COCTOsSHME repo-
eB. [lns aBTOpa XapakTepHO BHUMaHMeE K AeTansim,
KapTorpapunuyeckas TOYHOCTb. BaxkHbIM B TBOpYe-
cTBe Miocco aaseTca obpalyeHne K onnosnumm
«ypbaHunsaums — npupoga». C o4HOM CTOPOHbI, OH
nokasblBaeT, YTo LMBMUAM3ALMSA OKa3blBaeT rybu-
Te/IbHOe BANAHWE Ha INYHOCTb YeNoBeka, a C Apy-
ron, ropoj — 3TO TO MeCTO, TAe N4 MOTyT 06-
pecTn HaaexAay.
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THE CULTURE OF ARTIFICIAL INTELLIGENCE AS
A VALUE MEDIATOR BETWEEN TRADITION
AND INNOVATION

Summary: The article reveals the position of the culture of
artificial intelligence (Al) as a value mediator that ensures
the interaction of tradition and innovation in the contem-
porary cultural and value space. The task is not only to
record the presence of Al in the cultural space, but also to
systematically describe its functions and mechanisms that
contribute to value mediation, as well as to identify the
resulting social and cultural consequences. The key func-
tions of Al culture are identified. The function of cultural
transmission is manifested in the transfer of traditional
meanings to new generations through contemporary for-
mats. Language models and recommendation systems
rely on large text corpora, reflecting and interpreting the
established cultural codes embedded in them. The func-
tion of selection and legitimation of value orientations
and cultural standards is implemented through ranking,
moderation and personalization algorithms. Al services
in fact perform the role of “cultural editors’, setting the
boundaries of what is permissible and relevant and there-
by influencing the structure of the value system of society.
The function of adaptation and hybridization consists in
the creative combination of traditional phenomena (such
as folklore, classical genres) with new media formats (such
as interactive stories, VR reconstructions), which makes
it possible to preserve value parameters while updating

The opposition between tradition and innova-
tion for a long time functioned as a basic premise
of social and humanitarian studies, with tradition
being associated with the preservation of values
and the provision of stability to society, and in-
novation with progress and the transformation
of the value system. In contemporary conditions
this dichotomy increasingly proves to be unten-
able, since today society needs not a choice be-
tween the “old” and the “new”, but mechanisms
for their productive coupling, and innovations ap-
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expressive means. The function of reflection and critical
comprehension is revealed through the ability of Al to offer
multiple interpretations, uncovering hidden premises and
contradictions in the interpretations of tradition and inno-
vation and stimulating a reflexive position in the user. The
formative function of Al culture is considered separately; it
is manifested in the formation of the Al mythologeme as
a significant element of contemporary cultural conscious-
ness. The article shows, using concrete examples (such as
tourist selections, museum exhibitions with augmented re-
ality and others), how these functions are implemented in
practice and what effects they generate. At the same time,
potential risks are outlined: superficial stylization and im-
itation of tradition, consolidation of dominant narratives
and stereotypes in the public space, marginalization of
local and minor cultures, as well as the danger of replac-
ing human interpretation with automatic conclusions. The
results of the study make it possible to reassess the place
of Al in cultural dynamics: it not only transmits and adapts
cultural meanings, but also actively participates in their
redefinition, acting as a significant mediator between tra-
dition and innovation.

Keywords: artificial intelligence (Al); culture of artificial
intelligence; value mediator; tradition,; innovation; Al my-
thologeme.

pear as a way of developing traditions and ensur-
ing their sustainability.

Artificial intelligence (Al) in this regard acquires
particular significance. It is simultaneously a product
of innovation (since it stems from the latest tech-
nological achievements) and a bearer of cultural
codes (since it is trained on arrays of texts, images
and practices that are important for culture). The
correlation between Al culture and the traditions
available to society is discussed by I. Yu. Zamch-
alova, E. Mettini, N. L. Vigel and other research-

ers. At present, a culture of Al is being formed as a
subject of the value space, a significant function-
al element that enters into close interactions with
cultural meanings and values, with other subjects
and objects of culture. Within this cultural stratum
Al becomes not merely a tool, but a cultural inter-
mediary (mediator) that transmits, interprets and
rethinks the value settings of society.

The purpose of the article is to reveal the role of
Al culture as a value mediator and to show its func-
tions and mechanisms as an intermediary between
tradition and innovation in contemporary society.
The theoretical and methodological foundations
of this study are the sociology of knowledge and
cultural sociology (P. Bourdieu, M. Weber), which
make it possible to consider Al as a field in which
symbolic resources are distributed and new forms
of authority and legitimacy are formed, as well as
the theory of mediation (A. Appadurai, B. Latour),
which substantiates that technologies can act as
intermediaries between different social and cul-
tural orders. The combination of these approach-
es makes it possible to analyse Al not as a neutral
tool, but as an active participant in cultural pro-
cesses, a subject of the cultural field.

The culture of Al in the contemporary public
space performs several interconnected functions
that ensure the coordination of tradition and inno-
vation and are directly related to value mediation.

First, there is the function of cultural transmis-
sion, of passing culture on to new generations. Al
language models and recommendation systems,
relying on a powerful cultural base, broadcast cul-
tural codes that are familiar to society, while at the
same time interpreting them and presenting them
in new contexts. For example, in generating texts
Al relies on large text corpora in which traditional
meanings have already been embedded, but pre-
sents them in contemporary formats.

Of course, tradition for Al is not the same as for
a human being. Al culture takes tradition into ac-
count (stereotypes, meanings, customs, rituals, so-
cial rules), building its communication with members
of society on their basis, but does not apprehend
their spiritual value. Traditions in the context of Al
culture are tools that Al services handle without
reverence, simply relying on the available cultural
foundation in search of material for generation. Nev-
ertheless, the preservation of tradition, its strength-
ening and transmission do take place. Al culture
selects those value orientations that will provide

neural networks with the greatest understanding
on the part of users, will elicit trust, and that enjoy
popularity and approval.

Second, there is the function of selection and
legitimation, in performing which Al demonstrates
greater autonomy: it not only records and trans-
mits the value system, but also begins to influence
its structure. Ranking, moderation and personaliza-
tion algorithms in fact perform the role of “cultural
editors”, determining which meanings users should
consider relevant and which marginal. Al tools do
not present information neutrally, but autonomously
determine what to regard as significant and what to
recognise as permissible, thereby setting the bound-
aries of what is “normal” in the dialogue between
tradition and innovation. As a result, some cultural
phenomena and forms are reinforced, while others
may be pushed to the periphery of the cultural field.

If what is pushed aside is prohibited, this can
simply be perceived as ethical filtering. But selec-
tion can also affect value boundaries: Al determines
what society is ready to discuss openly and what it
is not, and on this basis forms content. Al servic-
es enjoy authority in the eyes of users. If a chat-
bot confidently responds that “this is customary” or
“this is considered normal”, it effectively legitimises
a particular interpretation of tradition or a particular
version of innovation. The user tends to trust such
an answer as "objective”. At the same time, Al cul-
ture relies on the existing traditions in the cultural
field, on the established system of values, but per-
forms selection on the basis of its own algorithms,
without taking into account social trends that may
not yet be recorded in text arrays. Al thus becomes
not only a transmitter, but also a creator of culture.

For example, algorithms that form tourist selec-
tions or recommend urban routes to users more
often include “landmark” sites recognised as cul-
tural heritage and less often local, unusual, infor-
mal practices known only to local residents and
associated with local or family history. In so doing
they legitimise the official cultural canon while hin-
dering its development. This may not be noticea-
ble at a single point in time, but as time passes it
becomes more pronounced. One can imagine how
tourist selections would expand over several years,
continuously supplemented with new sites, notes
and evaluations by living people. Al services, how-
ever, constantly broadcast existing cultural canons
that are not replenished with new units. As a result,
Al not only preserves and transmits traditions, but
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participates in their redefinition, legitimising some
interpretations and marginalising others.[text]

Third, there is the function of adaptation and hy-
bridization, which designates the ability of Al not
only to transfer tradition into the digital environ-
ment, but to creatively combine it with new forms
and technologies so that the old retains its meaning
and the new becomes culturally rooted. In simpler
terms, Al makes it possible to combine traditional
forms (for example, folklore, classical literary gen-
res) with new media formats (interactive stories,
generative music, VR reconstructions), forming con-
tent that refers to tradition but gives it a new form.

There is a recoding of traditional meanings, gen-
res and practices to meet new audience expectations
without loss of their value basis. Here Al works as
a translator between cultural epochs and formats,
that is, precisely as a mediator. The result is the cre-
ation of new forms at the intersection of tradition
and innovation: a mixing of genres, media and tech-
niques in which neither origin dominates the oth-
er, but something qualitatively different emerges.

Let us give an example from museum practice.
In a hybrid exhibition, physical exhibits and digital
objects (augmented reality) are combined. For ex-
ample, Al shows how the object presented in the
exhibition was used in everyday life, which rituals
were associated with it, and provides parallels with
contemporary practices. There is an improvement
in the organisation of museum space, as well as an
expansion of the possibilities for interaction be-
tween visitors and the museum. Thus Al animates
museum antiquity and makes it closer to our con-
temporary — the museum visitor.

Fourth, there is the function of reflection and crit-
ical comprehension, which consists in Al's gradual
transformation from a “machine of answers” into a
tool that helps to reveal contradictions, to question
habitual interpretations and to consciously choose
which elements of tradition should be preserved and
developed further and which innovations should be
accepted. For Al, the value contradictions and hid-
den premises present in cultural practices become
evident; it sees the assumptions and blind spots in
the way we understand tradition and innovation.

As a result, Al can, in some cases, demonstrate
a higher degree of analytical differentiation than a
human being. For example, where possible it offers
several positions even in cases where the user ex-
pects a single answer. Instead of a single “correct”
conclusion it offers the user three or four interpreta-
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tions (for example, “from the perspective of conserv-

"o

ative pedagogy”, “from the standpoint of innovative
design”, “in the optics of cultural anthropology”).
This immediately shows the person who has made
the query that there is no single “objective” tradi-
tion in the matter at hand. The system prevents the
person from becoming fixated on a single point of
view, helps to expand the boundaries of compre-
hension and cognition, and encourages reflection.

In addition, one can speak of the formative func-
tion of Al culture. It itself becomes an element of
the cultural space that serves the development of
culture and its replenishment through innovations
embedded in tradition. This is manifested, for ex-
ample, through the development of the Al mythol-
ogeme, the essence of which is formulated by M.
N. Krylova: "Al is understood as a technological-
ly advanced object that is useful for humans and
humanistically oriented and at the same time as a
subject that is dangerous and carries risks”. The Al
mythologeme enters into the system of other my-
thologemes that together form the consciousness
of the contemporary person, his expectations and
his assessments of what is taking place. The Al my-
thologeme spreads in the media space, on the one
hand encouraging people to comprehend the Al
phenomenon and, on the other, making this com-
prehension standard and one-sided. The further
development of society’s value system becomes
impossible without this mythologeme — its inte-
gral component.

Despite the undeniable potential of Al culture
as a mediator of traditions and innovations, there
are a number of dangers that mediation will be
incomplete and will not correspond to the basic
natural tendencies of the development of the val-
ue system. We have already touched on some of
them above. Thus Al services can contribute to the
distortion and simplification of traditions. For ex-
ample, in automatic content generation superficial
stylization is possible, which replaces a deep un-
derstanding of tradition with its imitation. Al will
reproduce tradition only by its external attributes,
but may miss something important in its essence.
Al can also consolidate dominant narratives, with-
out striving to go beyond the boundaries of tradi-
tion and to develop the cultural field. As a result,
algorithms may reinforce existing prejudices, broad-
cast and entrench stereotypes and marginalise lo-
cal and minor cultures. Among other things, there
is a danger of replacing human interpretation with

automatic conclusions, which may lead to a loss of
reflexivity and a critical attitude to cultural process-
es. For Al it is equally indifferent how to preserve
traditions and how to develop culture; it simply fol-
lows algorithms.

Thus, Al culture represents a dynamic space in
which traditions are not “cancelled” by innovations,
but receive new forms of expression, and innova-
tions are legitimised through correlation with the
value foundations of society and its traditional bas-
es. Al culture appears not as a side effect of tech-
nological progress, but as an autonomous cultural
phenomenon that, on the one hand, preserves cul-
ture and, on the other, actively participates in the
formation (refinement and modernisation) of soci-
ety’s value orientations. As a value mediator, Al is
capable not only of connecting tradition and inno-
vation, but of doing so meaningfully and reflexive-
ly, taking into account human needs and trends of
social development.

The identified functions of Al culture — transmis-
sion, selection and legitimation, adaptation and hy-
bridization, reflection and critical comprehension,
as well as the formative function — form an integral
system of mediation. Al simultaneously preserves
cultural canons and redefines them: it broadcasts
established meanings in new formats, legitimises
some interpretations and marginalises others, hy-
bridises traditional practices with digital technolo-
gies, stimulates reflection by offering multiple points
of view, and also provokes the emergence of the
AI mythologeme, which becomes part of collective
consciousness. Further study of Al culture as a value
mediator may be directed towards analysing con-
crete cases of value mediation in different cultur-
al spheres, as well as towards developing methods
for an objective assessment of the effectiveness of
Al as a tool for preserving and developing cultur-
al heritage.

REFERENCES:

1. Abramov, A.P. 2025. “Tradition and innovation:
in search of an «assembly point»" [Traditsiya i
innovatsiya: v poiskakh «tochki sborki»], Proceedings
of the South-West State University. Series: Economics.
Sociology. Management [Izvestiya Yugo-Zapadnogo
gosudarstvennogo universiteta. Seriya: Ekonomika.
Sotsiologiya. Menedzhment], vol. 15, no. 1, pp. 212-221.

2. Bourdieu, P. 2007. Sotsiologiya sotsialnogo prostranstva
[Sociology of social space], Translated by Shmatko, N.A.,
Institute of Experimental Sociology, Moscow; Aleteya,
St Petersburg, Russia.

3. Weber, A.B. 2017. “Interrelation of traditions and
innovations in the light of contemporary problems”
[Vzaimosvyaz traditsij i innovatsij v svete problem
sovremennosti], Sociological Science and Social Practice
[Sotsiologicheskaya nauka i sotsialnaya praktika],
vol. 5, no. 2(18), pp. 47-62.

4. Weber, M. 2021. Protestantskaya etika i dukh
kapitalizma [Die protestantische Ethik und der «Geist»
des Kapitalismus], Translated from German, AST,
Moscow, Russia.

5. Zamchalova, L.Yu. 2023. “Artificial intelligence: Risks
and prospects of culture” [Iskusstvennyj intellekt: riski
i perspektivy kultury], Intellect. Innovation. Investment
[Intellekt. Innovacii. Investicii], no. 5, pp. 102-110.

6. Krylova, M.N. 2026. "The mythologeme of artificial
intelligence and its representation in the Russian
language” [Mifologema iskusstvennogo intellekta i
eyo reprezentatsiya v russkom yazyke], Russian Studies
without Borders [Russistika bez granits], vol. 10, no. 1,
pp. 62-71.

7. Latour, B. 2014. Reassembling the social: An introduction
to actor-network theory [Peresborka sotsialnogo:

vvedenie v aktorno-setevuyu teoriyu], HSE Publishing
House, Moscow, Russia.

8. Mavlyutova, N.M. 2024. “The use of neural networks in
the organisation of the visual content of museum space:
The experience of Russian museums” [Ispolzovanie
nejrosetej v organizatsii vizualnogo soderzhaniya
muzejnogo prostranstva: opyt rossijskikh muzeev],
Historical and Cultural Heritage [Istoriko-kulturnoe
nasledie], vol. 14, no. 4, pp. 462-467.

9. Mettini, E. and Vigel, N.L. 2024. "Interaction

between artificial intelligence and human culture:
An anthropological approach to technological
development” [Vzaimodejstvie iskusstvennogo
intellekta i chelovecheskoj kultury: antropologicheskij
podkhod k tekhnologicheskomu razvitiyu], Science
Studies Research [Naukovedcheskie issledovaniya], no.
2, pp. 50-70.

10. Omarova, L.B. 2022. "Traditions as a foundation of
social stability” [Traditsii kak fundament ustojchivosti
obshchestva], Humanities. Bulletin of the Financial
University [Gumanitarnye nauki. Vestnik Finansovogo
universiteta], no. 12(4), pp. 51-58.

11. Tenyakov, A.V. 2022. “Optimal coupling of traditions
and innovations in contemporary Russian society”
[Optimalnoe sopryazhenie traditsij i innovatsij v
sovremennom rossijskom obshchestve], Bulletin of
the Armavir State Pedagogical University [Vestnik
Armavirskogo gosudarstvennogo pedagogicheskogo
universiteta], no. 3, pp. 163-168.

12. Appadurai, A. 1996. Modernity at large: Cultural
dimensions of globalization, University of Minnesota
Press, Minneapolis, USA.

35



DOI: 10.36340/2071-6818-2026-22-4-32-40

EBreHna KoHctaHTMHOBHa benvkoBa
KaHngnaat Hayk

JoueHT

MOCKOBCKWI roCyapCTBEHHBI
yHuBepcuteT um. M.B. JlomoHocoBa
e-mail: jbelikova@list.ru

MockBa, Poccus

KYNbTYPA NCKYCCTBEHHOTO NHTE/INEKTA
KAK LLEHHOCTHbIA MEAVATOP MEXAY TPAAVLINEN
I MHHOBALLME

AHHOTauuma: B cmamee packpelieaemcs no3uyus Kysiemy-
Dbl UCKyccmeeHHo20 uHmesanekma (MIM) kak yeHHocmHo2o
meduamopa — nocpedHuka, obecneyusaroujezo 83aumodeli-
cmeue mpaduyuu u UHHOBAYUU 8 COBPEMEHHOM Ky/ibmyp-
HOM U YyeHHOCmHoM npocmpaHcmee. [TocmassaeHa 3adaqa
He mosibko 3agukcuposame npucymcmaue VK 8 kynemyp-
HOM npocmpaxcmee, Ho U CUCMeMHO onucame €20 gyHKyuu
U MexaHu3Msl, cnocobcmsyroujue yeHHocmHol meduayuu,
a makxe 8bI18UMb 8blMeKarowjue U3z 3mo20 coyuaslbHsle
U KyslemypHsle nociedcmeus. 3aghukcuposaHsbl Karo4essle
dyHKkyuu Kynemypsl VIN. @yHkyus mpaHciayuu Kyaemy-
pbl nposeasemcs 8 nepedade MpaduyUOHHbIX CMbIC/108
HOBbIM NOKOJIEHUAM Yepe3 cospeMeHHble popMamel. A36IKo-
gble Modesu U pekoMeHOamesibHble cuicmemMbl ONUParomcs
Ha 6o/1bwiUe meKcmossle Kopnyca, ompaxas u uHmep-
npemupys ycmossuuecs 8 HUX KysemypHele K0Obl. PyHK-
yua ombéopa u secumumMayuu YyeHHOCMHoIX opueHmMupo8
U Ky/lemypHbix cmaHdapmos peasiusyemcs hocpedcmeom
a/120puMMO8 paHXuposaHus, Modepayuu U NepcoHanu3a-
yuu. MW-cepsucs! hakmuyecku 8bIN0JIHAOM POJib «Ky/lb-
mypHbIx pedakmopos», 3a0asas pamku 0onycmumozo u
pesesaHmMHo20 U mem CamoiM 8/1USIS HA CMPYKMYpPy YeH-
HocmHoU cucmemsl obwjecmsa. @yHkyus adanmayuu u
2ubpudusayuu cocmoum 8 meopyeckomM coeduHeHUU mpa-
OUYUOHHbIX A8/1eHuli (makux kak ¢osbkI0p, Kaaccudeckue
XKaHpsl) € HosbIMU Meduagopmamamu (makux kaKk uHme-
pakmuseHele ucmopuu, VR-pekoHcmpykyuu), 4mo no3eos-
em CoxpaHsame yeHHOCMHele napamempel npu 06HosAeHUU

MpoTuBoMNoOCTaBieHNe TPAAULMM U MHHOBALLUK
AOJIroe BPeMs BbICTyMNano kak 6a3oBoe NoNoXeHne
coumanbHbIX Y TyMaHUTaPHbIX UCCAeL0BaHUIA, Npu
3TOM TPaAMLMA acCcoLMMpPOBanach C COXpPaHeEHNEM
LLeHHOCTeW 1 obecneyeHnemM obLLeCTBY YCTONYMBO-
CTW, @ UHHOBALMSA — C MPOrPeccom v TpaHchopma-
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8blpazumesibHbix cpedcms. PyHkyus pedekcuu U Kpumuye-
CKO20 OCMbIC/IEHUSA pacKkpsieaemcs Yepe3 cnocobHocme VN
npedsazame MHOXecmeeHHble UHMepnpemayuu, 8blae/iss
CKpbIiMbie NpednocelIKU U Npomueopeyus 8 mpakmoskax
mpaduyuu u UHHOBAYUU U CMUMY/IUPYSA Y NOSb308amMeNs
pecpekcusHyro nosuyuro. OmaoesibHO paccMampusaemcs
dopmupyrowas pyHkyus Kynemypel IV, nposeasowas-
cs 8 cmaHosieHuU mughosnozemel MW kak 3Ha4yumoeo se-
MeHMa cospemMeHHO020 KyJ/lbMypHO20 CO3HAHUsA. B cmamee
HQa KOHKpemHsIx npumMepax (makux kak mypucmu4deckue
nodbopku, my3eliHble 3Kkcno3uyuu ¢ 0onoIHeHHOU peasb-
HOCMBbIO U Op.) NOKA3AaHO, Kak 3mu hyHKyUU peaausyrom-
€A Ha npakmuke u kakue 3gpgpekmesi oHU nopoxkdarom. Npu
3mom 0603HaYeHbI U NOMeHYUA/bHble pUucKU: N08epXHOCM-
Haa cmuausayua u umumayus mpaduyuu, 3akpensieHue 8
obwecmeeHHoOM npocmpaHcmee GOMUHUPYOWUX Happa-
muegoe u cmepeomunos, MapauHaau3ayus J0KabHbIX U
MUHOPUMApPHbIX Ky/IbMyp, @ MAkxe onacHocme NoOMeHb!
yesio8eyeckol UHMepnpemMayuu asmomamu4eckumu 8bl-
godamu. Pe3ynemamel ucciedosaHus no380/15H0M NO-HO-
oMy oyeHUmMs Mecmo U e kysnemypHol OuHamuke: oH
He mMoJIeko mpaHcaupyem u adanmupyem Ky/bmypHele
CMbIC/IbI, HO U GKMUBHO y4acmsyem 8 ux nepeonpedesie-
HUU, 8bICMyNnas 3Ha4umMeiM Meduamopom Mexoy mpaou-
yuel u uHHosayuedl.

KnroueBble cnoBa: uckyccmeeHHsil uHmennekm (VM),
Ky/lbmypa UckycCmeeHH020 UHmMeJs1/ieKma, YeHHOCMHsbIU
meduamop, mpaduyus, uHHosayus, mughonozema V.

LMen LeHHocTHoM cuctemsl [3; 10]. B coBpeMeHHbIx
YC/IOBUAX 3Ta ANXOTOMMA BCE Yalle OKa3blBaeTcs
HEXXM3HEeCNnoCOBHOM, MOCKONbKY CerogHsa obue-
CTBO HY>XJaeTcs He B BbIbOpe MexXAay «CTapbiM» U
«HOBbIM», @ B MEXaHW3Max UX NPOAYKTUBHOIO CO-
NPsSXeHWSA, @ MHHOBAaLMM BbICTYMakoT Kak cnocob

pa3BuUTUA TPaanLuuii n obecneyeHms Ux NPOYHO-
CTu, ycTonumeoctu [11].

WNckycctBeHHbI nHTennekt (M) B aTon cBa3n
npuobpetaet ocoboe 3HaueHne. OH OAHOBPEMEH-
HO AB/IAETCA NPOAYKTOM MHHOBaL MM (MOCKONbKY
NCXOANT U3 CaMbIX HOBbIX TEXHONOTNYECKMX AOCTU-
KEHWIM) N HOCUTENEM KYNbTYPHbIX KOAOB (MOCKO/b-
Ky obyyaetcs Ha MacCmBax Ba>KHbIX AN KyAbTypbl
TEKCTOB, N306paXkeHnin, NpakTmk). COOTHOLLEHWE
KynbTypbl N ¢ nmetowymmmncs y obuectea Tpa-
anumamn paccmatpuatoT W.HO. 3amuanosa [5], 2.
MettuHu, HJ1. Burenb [9] n apyrmne nccnegosate-
nn. B HacTosLWmMn MOMEHT popMUpyeTcs KyabTypa
MW kak cy6bekT LLeHHOCTHOTo NPOCTPaHCTBa, 3Ha-
UNMbIA GYHKLMOHANbHBIN 31EMEHT, BCTYMNatoLw i
B TECHble B3aMMOZENCTBUSA C KYNbTYPHbIMU CMbIC-
NaMu 1 LEHHOCTAMM, C OCTaNbHbIMK CyObekTamun u
obbekTamu KynbTypbl. VIV B pamkax 3Toro KynbTyp-
HOro naacta CTaHOBUTCA HEe NMPOCTO MHCTPYMEHTOM,
a Ky/NbTYPHbIM NOCPegHUKOM (MeAnaTtopom), KOTo-
PbI TPAHCAVPYET, UHTEPNPETUPYET N NePEOCMbIC-
NseT LeHHOCTHble YCTaHOBKM ObLLecTBa.

Llenb ctatbn — packpbiTe poab KynbTypbl I kak
LLeHHOCTHOTO MeauaTopa, NokasaTb €€ GyHKLUN 1
MexaHM3Mbl Kak NocpeaHuKa Mexay Tpaguumnen u
WHHOBaL Vel B COBpeMeHHOM obLiecTBe. Teope-
TUKO-METOAONIOTMYECKMMM OCHOBAHMAMM HacToA-
LLlero nccaefoBaHuaA CTaam COLMONOTNA 3HAHUA U
KynbTypHas couunonorusa (M. bypabé [2], M. Bebep
[4]), no3Boasowme paccmaTpusaTb VI kak none,
B KOTOPOM pacnpefenatotca CMMBONYECKNe pe-
Cypcbl 1 GOpMUPYHOTCA HOBble GOPMbI aBTOpUTE-
Ta N NErMTUMHOCTK, a TakXe Teopusa Meanaumn (A.
Annagypawu [12], b. flatyp [7]), o6ocHOBbIBatOLLaA,
4YTO TEXHOJNOTUN MOTYT BbICTYNaTb NOCPEAHNKAMM
MeXAY Pa3ANYHbIMU COLMaNbHBIMU U KyJbTYPHbBIMM
nopaakamn. CouetaHune 3TMX NOAXOAOB AAET BO3-
MOXHOCTb aHann3npoBaTb VI He Kak HeTpasibHbIN
MHCTPYMEHT, @ KaK aKTVBHbIN YYaCTHUK KyJbTYPHbIX
npoLeccoB, CybbekT KyJbTYPHOTO MO,

Kynbtypa NN B coBpeMeHHOM 06LLeCTBEHHOM
NPOCTPaHCTBE BbINMOJHAET HECKO/IbKO B3aMOCBS-
3aHHbIX QYHKLMI, obecneynBaroLWmnx cornacoBaHme
TPagnLMn 1 MIHHOBALIMMN N HanNpPAMYHO CBA3AHHbIX C
LLeHHOCTHOW MeAnaLnen.

Bo-nepBbix, PYHKLMA TPAHCAALMN KyAbTYPbI, Ne-
peaayn eé HoBbIM NMOKONEHMAM. A3bIKOBbIE MOZENN
N pekoMeHgaTenbHble cuctembl VIV, onvpaacb Ha
MOLLHYHO KYNbTYPHYHO Ha3y, TpaHCAMPYHOT NPUBbIY-
Hble A1 0bLLeCTBa KyNbTYpPHble KOAbI, OAHOBPEMEH-
HO MHTEPMNPETMPYA UX N MO-HOBOMY MpPeACTaBaAs

B HOBbIX KOHTeKCTax. Hanpumep, npu reHepaymnm
TekcToB VI onupaetca Ha 6osblume Kopnyca Tek-
CTOB, B KOTOPbIX y>e 3a/0>XeHbl TPajULMOHHbIE
CMbIC/Ibl, HO MOAAET NX B COBPEMEHHbIX GpopmaTax.

KoHeuHo, Tpaguunsa ana W — 3to He TO Xe ca-
Moe, uto ana venoseka. Kynbtypa VI yuntbiBa-
eT TpaaMLumto (CTepeoTUnsbl, CMbIC/bI, 0bblYan, pu-
Tyanbl, 0OLWeCcTBEHHbIe NpaBuaa), BbiCTpanBas Ha
nx 6asze COHCTBEHHYHO KOMMYHUKALMIO C YneHa-
MW 0bLLEeCTBa, HO He OCO3HAET UX JYXOBHOM LieH-
HocTn. Tpaanummn B KOHTeKcTe KynbTypbl M — 310
WHCTPYMEHTbI, KoTopbiMy VIN-cepBucbl onepupy-
toT 6€e3 nreTeTa, NPOCTO ONMPAaACh Ha MMeroLLYHOCA
KyNbTYPHYO OCHOBY B NOMCKax mMatepuana Anq re-
Hepauuin. TeM He MeHee NPONCXOAUT COXPaHeHne
Tpagnumu, eé ykpenaeHue n tpaHcaauma. Kynetypa
VN BbIBMpaeT Te LLeHHOCTHbIE OPUEHTUPBI, KOTOPble
obecneyat HepoceTaM Hanbobluee NOHUMaHKe Co
CTOPOHbI NMONb30BaTe/ei, BbI3OBYT JOBEPUE, KOTO-
pble MONb3YHTCA MNOMYAAPHOCTLIO U 0A0bpeHMeMm.

Bo-BTOpPbIX, GYHKLMA OTOOpa M NernTumaumnm,
BbINOAHSAsA KoTopyto VI nposiBasieT yxe 60/bLLytO
CaMOCTOATE/IbHOCTb, HE TO/IbKO GUKCUPYET U TPaHC-
NIMPYeT LLIeHHOCTHYHO CMCTEMY, HO U HaYMHaeT BAn-
ATb Ha €€ CTPYKTYpY. ANTOPUTMbI PaHXNPOBaHMSA,
Mogepaumn 1 nepcoHannsaumnm Gaktmyeckn Bbl-
MONHAIOT POJb «KY/NbTYPHbIX PeAaKTOPOB», Oonpe-
Aenas, Kakne CMbIC/bl MONb30BaTeNAM ClefyeT cUm-
TaTb pesieBaHTHbIMM, @ Kakme — MapruHaabHbIMU.
VN-MHCTpyMeHTbI He HerMTpaabHO NogatoT nHbop-
MaLMio, @ CaMW PeLLaroT, UTO CYMUTaTb 3HAUMMbIM,
4TO NPU3HaBaTb AOMNYCTUMbIM, TEM CaMbIM 3aaBas
paMKn «HOPMaJibHOro» B Ananore Tpaguuum n nH-
HoBaLMW. B pe3synbrate ogHW KyAbTypHbIE ABAEHUSA
1N GOPMbI YKPENAAOTCA, a APYrne MOryT OKa3aTbCs
OTOABWHYTbIMW Ha NepUGEPUIO KyJbTYPHOTO NOAA.

Ecnm «OTOABMHYTBIM» OKa3blBaeTCA 3anpeLLén-
HOe, TO 3TO MOXHO MPOCTO BOCMPUHUMATb KaK 3Tn-
yeckyto dunbTpaumto. Ho oTbop MOXKeT KOCHYTbCS
N LLeHHOCTHbIX rpaHuy: I onpepenset, uto o6-
LLLeCTBO roTOBO 0bHCYyXAaTb OTKPLITO, @ UTO — HeT,
Ha ocHoBe 4Yero dopmupyeT KOHTeHT. Y NN -cep-
BMCOB B rna3ax nojib3oBaTeseil ecTb aBTOpUTET.
Ecnan yaT-60T yBEpeHHO OTBeYaeT «Tak NMPUHATO»
NN «3TO CUMTAETC HOPMOW», OH dakTUUeckmn ne-
TMTUMUPYET OnpejenEHHYH TPaKTOBKY TpajuLmnm
AN BEPCUIO MHHOBAaLMK. [onb30BaTelb CKAOHEH
JOBEPATb TakKOMY OTBETY KakK «0ObeKTUBHOMY».
Kynbtypa I npn aToM onunpaetca Ha UMetroLwm-
eca B KyNbTYPHOM MoJe TpagnLmn, yCToABLUYHOCS
CUCTEMY LIeHHOCTeN, HO coBepLuaeT oTbop, NCxo-
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A5 13 COBCTBEHHbIX aAropuTMoB, 6e3 yuéta obLue-
CTBEHHbIX TEHAEHLMW, KOTOPbIX B TEKCTOBbIX Mac-
CMBax MOXeT noka He 6bITb 3adpukcnposaHo. N
CTaHOBMTCA HE TOJIbKO TPAHCAATOPOM, HO 1 TBOP-
LLOM KyAbTYpbl.

Hanpwumep, anroputmbl, dopmupytoLme Typu-
cTMyeckme NoAbopKMN AN PeKoMEHAYHOLLME NOJb-
30BaTeNAM FOPOACKME MAPLLPYThI, Yallle BKAHOYarT
B HWX «3HaKOBble» OOBEKTbI, MPU3HAHHbIE KYNbTYp-
HbIM HacNeAneMm, 1 pexe — NoKalbHble, HEODObIUHbIE,
HepopMasbHble MPaKTVKKN, N3BECTHbIE TONbKO MeCT-
HbIM XXUNTENAM, CBA3aHHbIE C IOKaJIbHOW, CEMENHOM
ncropueit. Tak OHU NErMTUMUPYIOT OdULIMANBHBIN
KyAbTYPHbIM KaHOH, MeLlas emy npu 3ToM pa3Bu-
BaTbCA. OTO MOXET He ObITb 3aMETHO OZAHOMOMEHT-
HO, HO C TeYeHMeM BPEMEHW CTaHEeT CUabHee Npo-
ABNATLCA. MOXHO MpeaACTaBUTb, Kak PacLUMpPUANCh
6bl TypuCTUYECKME NOAOOPKM 3@ HECKONBKO N€eT,
NMOCTOSAHHO AOMOJIHASCH HOBbIMW OObekTamu, 3a-
MEeTKaMM 1 OLLeHKaMK XUBbIX atogen. NN -cepsu-
Cbl e ByayT NOCTOAHHO TPaAHCANPOBATL YXKe nme-
toLMecs KyNbTypHble KaHOHbI, HE NMOMOJIHSAEMble
HOBbIMU eaguHULamu. B pesynstate I He npocTo
COXpaHsaeT 1 nepesaéT TpaguLMK, a y4acTByeT B UX
nepeonpeseneHum, N1ernTUMmUpys OA4HN MHTeprpe-
TauMn 1 MapruHanamsnpys gpyruve.

B-Tpetbumx, dyHKkUMs agantauun n rubpuansa-
Luun, obosHavatowwas cnocobHocTb VI He npocto
nepeHOCUTb TPAAMLIMIO B LMPPOBYIO Cpesy, a TBOP-
Yeckn CoeAMHATb eé ¢ HOBbIMM hOpMamMu 1 TEXHO-
NOTUAMU TakK, UTOObI U CTapoe COXPaHANO CMbICH,
M HOBOE CTaHOBWAOCh KyNbTYPHO YKOPEHEHHbIM.
Mpouwe rosops, VIV no3sonsdet coegnHATb Tpagm-
LMOHHble dopMbl (HanpumMep, GobKAOpP, Knaccuye-
CKMe TepaTypHble XXaHpbl) C HOBbIMU Megunadop-
MaTaMu (MHTepPaKTUBHbIE UCTOPUN, FreHepaTUBHas
My3bika, VR-pekoHCTpyKLnK), GOPMUPYSA KOHTEHT,
KOTOPbIV OTCbINAET K TPAAULNN, HO NPUAAET el HO-
BYyt0 dopmy.

lMponcxoanT NnepekompoBKa TPagMLMOHHbIX
CMbICNIOB, XXaHPOB, NPaKTUK NOJ HOBble OXMUAAHWA
ayamTopuu 6e3 yTpaTbl UX LLEHHOCTHOW OCHOBBI. W
34eCb paboTaeT Kak NepeBOAUNK MEXAY KYbTYPHbI-
MW 3noxamMun 1 dopmatamu, To eCTb COBCTBEHHO Kak
mMeamaTop. Pe3ynbtaToM CTaHOBUTCA CO3ZaHNE HO-
BbIX GOPM Ha CTbiKe TPaAMLIUM U MHHOBALUN: CMe-
LIEeHMe XXaHPOB, MeAMYMOB, TEXHWK, FAe HN OAHO
M3 Hayan He NojaBAseT APYroe, a BO3HMKAET Ka-
YeCTBEHHO MHOe.

MpuBesém nNpumep 13 NpakTUKM My3enHOro Aena.
B rubpuaHoi akcno3mumnm coyetarotca Gusmye-
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CKMe 3KCMOoHaThbl U LndpoBble 06beKTbI (LOMNOAHEH-
Haa peanbHOCTb). Hanpumep, M nokasbiBaerT, Kak
npeacTaBAeHHbIN B 3KCMO3ULMM NPesMeT UCMOJb-
30Bacsa B ObITY, Kakne puUTyasbl C HUM CBSi3aHbl, U
[aéT napannenn ¢ COBpeMeHHbIMWN MpakTUKaMu.
MpouncxoauT «ynyylleHne opraHmn3aLnm MysenHo-
ro MPOCTPaHCTBa, a Tak>Ke pacliMpeHre BO3MOXHO-
CTel B3aMMOAENCTBUS MOCETUTENEN C MYy3eeM» [§,
C. 462]. Tak TpagmLma OXMBAAET My3elnHYHO ApeB-
HOCTb, AenaeT eé H6osee 6AM3KON HaleMy coBpe-
MEHHWKY — NMOCETUTENO MYy3es.

B-uetBépTbIX, yHKUMA pedaekcun n KpuTn-
YeCKOro OCMbIC/IEHNA COCTOUT B TOM, uTo VI 13
«MallVHbl OTBETOB» MOCTENEHHO NpeBpaLLaeTcs B
WHCTPYMEHT, KOTOPbIA MOMOTaeT BbIABAATb NPOTK-
BOpeuMs, CTaBUTb MOJ BONPOC NPUBbIYHbIE TPaK-
TOBKW M OCO3HAHHO BblOMpaTh, Kakne 3N1eMeHThbI
TPaAuLMM CTOUT COXPaHATb U pa3BMBaThb Jasblue,
Kakve MHHoBauWu — npuHumMatb. Ana N ctaHo-
BATCA ABHbIMUN LLleHHOCTHbIE NMPOTUBOPEUNA U CKPbI-
Tble NPeAnOCbIIKA, KOTOPbIe UMEHOTCA B KyAbTyp-
HbIX MPaKTUKaX, OH BUAUT JOMNYLLEHWSA U Cenble
30Hbl B TOM, KakK Mbl MOHUMaeM TPaAUNLMNIO N UH-
HOBaLMIO.

B pe3ynbrate W Hepepsko ctaHoBWTCA Bonee cro-
COBHbIM K KPUTUYECKOMY MbILLIEHWIO, YEM YeNOBeK.
K npumepy, Tam, rae 3To BO3MOXHO, OH npegnara-
€T HeCKOJ/IbKO MO3ULNIA Aaxe TaM, F4e No/b3oBa-
TeNb XAET O4HOro oTeeTa. BMecTo eMHCTBEHHOTO
«MNpaBUIbHOrO» BbIBOAA OH NpeanaraeT noab3o-
BaTe/It0 TPU-UeTbipe UHTEpPRpeTaLmn (Hanpumep,
«C TOYKW 3PEHMSA KOHCEPBATUBHOW MeAarorukm»,
«C NO3WLMN MHHOBALMOHHOTIO AW3aliHa», «<B ONTW-
Ke KyNbTYpPHOI aHTPOMOAOrnm»). ITO cpa3y noka-
3blBaeT CAeaBLUEMY 3aMPOC YEIOBEKY, YTO OLHOM
«O0OBbEKTMBHOW» TPagMLUN B JaHHOM BOMPOCE He
cywecTByeT. CucteMa MeLLaeT YesloBeKY 3aLMKANTb-
€Sl Ha OAAHOW TOYKE 3PEHMS, MOMOraeT PacLIMpuUTb
rPaHuLLbl OCMbICNEHMA U NMO3HaHWA, NOATaKMBA-
eT K pedaekcmm.

Kpome Toro, MoXHo roBoputb 0 GOpMUpPYHO-
wer dyHkumn kynbtypbl M. OHa cama no cebe
CTaHOBUTCA 3NEMEHTOM KYJbTYPHOIO MPOCTPAHCTBA,
CNY>aLMM Pa3BUTUIO KyNbTYpPbl, €€ NMOMOJHEHWNIO
3a CYET MHHOBALMI, BCTPaMBaeMbIX B TPaAMLIMIO.
OTO NpoABAAeTCA, K NPUMepy, MOCPEeACTBOM pas-
BUTUA Mudonoremsl MW, cyTb koTopol dopmynn-
pyeT M.H. Kpbinosa: «<MIW noHnmaetca kak noses-
HblIli A5 YeNoBeKa, NYMaHUCTUYECKW HaleNeHHbI’
N NepesoBOV TEXHONOTMYECKUI 06BEKT U B TO Xe
BPEeMSA Kak OMacHbIN U HECYLLNI PUCKUN CyObekT» [6,

c. 69]. Mudponorema NN BxoanT B cuCTeMy APYTuX
Mudonorem, KOTopble B COBOKYMHOCTN dopMuUpy-
}OT CO3HaHWe COBPEMEHHOIO YeI0BEKa, ero OXu-
AaHVA 1 OLeHKN UM npoucxogsaiiero. Mudonore-
Ma NN pacnpocTpaHsaeTca B MeAnanpoCTpaHCTBe,
C OAHOW CTOPOHbI, NOBYXAas Ntofel OCMbICIMBATb
deHomeH W, a ¢ gpyroli — fenas 370 OCMbICNEHNe
CTaHAaPTHbIM U 0AHO6OKMM. [lanbHeliliee pa3Bu-
TMe LEeHHOCTHOW CUCTEMbI 0bL1ecTBa CTaHOBUTCA
HEeBO3MOXHbIM 6e3 gaHHON MudoNorembl — eé He-
OTbeM/IEMOro KOMMOHEHTa.

HecMoTps Ha HECOMHEHHbIV NOTeHLMaN Kyb-
Typbl I kak MegumaTtopa Tpagnumnin 1 MHHOBALLUA,
CYLLEeCTBYET PsZ ONacHOCTEN TOro, YTO Meanaums
6yseT HEMONHON, He COOTBETCTBYHOLLEN OCHOBHbIM
eCTecTBeHHbIM TeHAEHLMAM Pa3BUTUA CUCTEMbI LieH-
HOCTel. HEKOTOPbIX U3 HUX Mbl YK€ KacaJuchb BblLLE.
Tak, N-cepBurcbl MOryT cnocobcTBOBaTh MCKaxe-
HUIO 1 ynpoLeHuto Tpagnumin. Hanpumep, npu
aBTOMAaTMUECKON reHepaunm KOHTEHTa BO3MOXHa
NMOBEPXHOCTHaA CTUAN3aLMA, KOTOpas NogMeHsAeT
rnybokoe NMoHWmaHue TpagnuLumm eé nMmuTaLmnen.
W BocnpounsBeaét Tpagmumio TONbKO NO BHEL-
HUM aTpmbyTam, HO MOXET YNyCTUTb UTO-TO BaX-
Hoe B eé cyTn. Takxxe NN moxeT 3akpenaaTb J0O-
MUHUWPYIOLWME HAapPaTWBbl, HEe CTPEMSACH K BbIXOAY
3a rpaHuLbl TPAAMLMY, K PA3BUTUIO KY/IbTYPHOTO
nons. B pesynbtate anropntmbl MOTYT yCUANBATb
y>Xe cyLecTByroLwmne npeybexaeHuns, TpaHCAnpo-
BaTb, 3aKPENIATb CTEPEOTUNbI U MaPrMHaNN3NPO-
BaTb JIOKaJibHble N MUHOPUTapHble KyAbTypbl. [1o-
MMUMO MPOYEro, CyLLecTByeT ONacHOCTb MOAMEHbI
YesI0BEYECKOW MHTepMpeTaLnm aBToMaTnyeckumMmm
BbIBOZaMW, YTO MOXeT NPUBECTU K yTpaTe pedaek-
CUBHOCTU N KPUTUYECKOTO OTHOLLEHWNA K KYNbTYp-
HbIM npoueccam. Jna VN HeBaXHO Kak COXpaHAaTb
TpaanLMK, Tak N pa3BMBaTb KyAbTypy; OH MPOCTO
cnesyet anroputTMam.

Ntak, kynetypa NN npepcraBaset cobon aun-
HamMunueckoe NPOoCTPaHCTBO, B Mpejesiax KoToporo
TPaANLMNN HE «OTMEHAIOTCA» MHHOBALMAMM, a No-
NyyatoT HoBble GOPMbI BblPaXKeHUs, a UHHOBaLUK
NernTUMMMpyroTCA Yepes COOTHeCeHMe C LeHHOCT-
HbIMW OCHOBaHMAMMK 06LLECTBa, C ero TPaaNLMOH-
HbIMW ocHoBaMu. KynbTypa VW BbicTynaeT He Kak
NO6HOUHbIN 3¢ DEKT TEXHONOTMYECKOrO NPOrpecca,
a KaK CaMOCTOATE/IbHbIW KYNbTYPHbIN GEeHOMEH, KO-
TOPBbIN, C OJHOI CTOPOHBI, COXpPaHAeT KyabTypy, a
C APYroi — aKTVBHO y4acTByeT B GOPMUPOBaHUN
(yToUHeHunn, MmogepHM3aLmMn) LLEHHOCTHbLIX OPUEH-
TMpoB obLecTBa. B kayecTBe LEHHOCTHOrO Meau-
atopa VI cnocobeH He TOoNbKO COeanHATL Tpaam-
LMIO M MHHOBALMIO, HO 1 AenaTb 3T0 OCMbICNIEHHO
1 pedaekcnBHO, C y4€ToM NoTpebHOoCTEl Ntoaen u
TeHAEHUWI 0bLLeCTBEHHOro pa3BUTUA.

BbigeneHHble dyHKumm KynbTypbl N — TpaHcns-
Lun, otbopa u neruTumaLmmn, agantaumm n rnbpum-
An3aumm, pedaekcumn 1 KpUTUYECKOro OCMbICIEHNS,
a Takke dopmupytollas dyHKLmA — obpasyroT Le-
NOCTHYIO cucteMy meguauunn. A ogHoBpeMeHHO
COXpaHAET KyNbTypHble KaHOHbI 1 nepeonpejens-
eT VX: TPaHCANPYET YCTOABLUMECA CMbIC/bl B HOBbIX
dopmarax, neruTMMmnpyeT ofHU UHTepnpeTaumm u
MapruHannsvupyer gpyrue, rnépuamsnpyet Tpaau-
LMOHHbIE MPaKTUKM C LUPPOBLIMUN TEXHONOTUAMMU,
CTUMYAnpyeT pedaekCmio 3a CYET NpeaNoXKeHNs
MHOXECTBEHHbIX TOYEK 3peHMs, a TakXXe NPoBOLM-
pyeT nosiBneHne mudonoremol MW, ctaHoBsLelcs
4acTbtO KOJJIEKTUBHOIO CO3HaHMA.

[anbHelwee nccnegoBaHmne kynbtypbl MW kak
LleHHOCTHOTrO MeAmaTopa MOXeT 6biTb HanpaBAeHo
Ha M3yyeHne KOHKPETHbIX KeMCOB MeAnaLnu LieH-
HOCTel B pa3HbIX KYNbTypHbIX chepax, a Takxe Ha
pa3paboTky MeToAMK O6bEKTUBHOMN OLLEHKM 3D dek-
TMBHOCTU N Kak MHCTPyMEHTa coOXpaHeHna 1 pas-
BUTWA KyIbTYPHOIO HacneAmna.
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ISOMORPHISM OF THE GENERATIVE ORDER BETWEEN
VARVARA STEPANOVA'S TEXTILE ORNAMENTS AND
CHINESE TRADITIONAL DECORATIVE ORNAMENTS:

A SHAPE GRAMMAR PERSPECTIVE

Summary: Formal grammars serve as a logical bridge
that connects the perceptual representation of ornament
to its digital implementation. From this perspective, the
study analyses the structural isomorphism between Var-
vara Stepanova’s textile ornaments and Chinese tradition-
al decorative ornaments at the level of their digital gener-
ative order. Both systems develop from basic modules and,
through operations such as parallel translation, displace-

In the context of digitalization, shape grammars
constitute a design methodology based on basic
elements and rules of their evolution. They act as a
bridge that connects sensory representations with
mathematical logic and serve as a fundamental tool
for deconstructing complex visual signs. As the trend
towards the digitalization of traditional ornament
deepens, it becomes necessary to translate its per-
ception from the sphere of sensory images into the
plane of rational logical inference. In the course of
historical evolution, Chinese traditional ornament
has already acquired a high degree of abstraction
and procedurality. Digital transformation relies pre-
cisely on this rational character: it analyses the un-
derlying logic of decorative order and, by means of
shape grammars, converts it into a derivational sys-

ment and layered superimposition, construct continuity,
dynamism and spatial hierarchy on the plane. The results
open up new perspectives and provide a theoretical foun-
dation for the digital translation and parametric design of
traditional ornaments.

Keywords: formal grammars; Constructivism, decorative
order; Varvara Stepanova, Chinese traditional decorative
ornament; geometric generation.

tem of rules, thereby stimulating the transition of
traditional ornament into the digital environment.

At the beginning of the twentieth century, move-
ments such as Constructivism and De Stijl formed
a design logic in which geometric forms and the
primacy of structure predominated. Based on ba-
sic geometric bodies (such as the circle, rectangle
and straight line), artists created concise and clear-
ly ordered compositional structures by combining,
arranging and constructing them. Particular atten-
tion was paid to the logic of form and spatial rela-
tions, which reflected the concept of “structure as
art” (see Fig. 1). This design logic shows a high af-
finity with the generative principle “basic element +
derivation rules” in shape grammars. It serves as a
reference for the transformation of complex mor-
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Fig.1. Piet Mondrian, Composition with Red, Blue and Yellow,
1930. Kunsthaus Ziirich, Ztirich. Source: Kunsthaus Ziirich Online
Collection.
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Fig.2. Varvara Stepanova, Textile Design, circa 1924. MoMA:

The Museum of Modern Art, New York City. Source: MoMA Online
Collection.
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Fig.3.1. Varvara Stepanova, Textile Design 1924. MoMA: The
Museum of Modern Art, New York City. Source: MoMA Online
Collection.
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phologies into digital generative models, opening
an analytical path for the digitalization of Chinese
traditional ornament.

Varvara Stepanova is one of the key figures of
the Constructivist movement of the early twenti-
eth century. The textile ornaments she developed
display distinct characteristics of machine-based
industrial production (see Fig. 2). In her practice,
constrained by the technologies of mechanised pro-
duction, Stepanova fully harnessed her acute visual
perception of graphic form and her capacity for
highly concentrated form-making, boldly employ-
ing geometric figures — circles, straight lines and
polygons. Using a diagonal frame, she introduced
dynamism and rich variety into ordered geomet-
ric patterns through techniques such as oblique
axial symmetry, slanted parallel translation, direc-
tional displacement and overprint. These design
solutions not only overcame the limitations of tex-
tile technologies of the time, ensuring adaptation
to industrial production, but also enriched the com-
positional morphology of textile patterns, expand-
ing the dimensions of their visual expressiveness
(see sketches of Stepanova's textile ornaments). By
breaking with the rules and forms of traditional or-
nament, she proposed design prototypes for mod-
ernist pattern-making capable of responding more
effectively to the needs of industrial production and
outlined a trajectory for the modernization of the
textile industry.

As examples of Stepanova’s textile ornaments
from around 1924, the works “Textile Design 1924"
and “Textile Design 4 Step 4" (see Fig. 3) clearly
demonstrate the rigorous method of geometric
generation characteristic of Constructivist pattern.
A three-colour scheme (red, black, white) establishes
the basic hierarchy of the image. Red is most often
used to create guiding axes or repeating rhythms;
black reinforces the boundaries of graphic elements
and adds visual weight; white functions as nega-
tive space that controls intervals between shapes.
Together, these three colours form a three-layer
relational structure: “"dominant form — sub-form —
interval” (see Fig. 4). This organisation of colour is
directly linked to the technology of multicolour tex-
tile printing and allows the pattern to form a readi-
ly legible hierarchical structure under conditions of
a limited palette.

From the standpoint of geometric modularity,
the ornament “Textile Design 4 Step 4" can be de-
constructed into stages such as constructing a rec-

tangular grid, triangular segmentation, diagonal
inversion and repeated ordering (see Fig. 5). The
grid sets the basic proportions and boundaries of
the module. Triangles arise by dividing the rectan-
gle at a 45-degree angle; their hypotenuses become
guiding lines within the pattern. Subsequently, the
triangular module undergoes mirror reflection, flip-
ping, parallel translation and displacement, produc-
ing a continuous diagonal rhythm. The 45-degree
tilt modifies the original horizontal—-vertical relations
of the rectangle, translating the pattern into a state
of oblique, translational motion. Diagonal lines here
perform the function of a structural frame, deter-
mining the direction, step and mode of spatial un-
folding of the figures.

From the perspective of printing laws, such tech-
niques in Stepanova’s ornaments as juxtaposing
colour blocks, layered superimposition, bounda-
ry shifts and intersections of lines and planes form
the generative logic of the industrial textile pattern.
Since textile printing is constrained by the number
of colours, the precision of registration in overprint-
ing and the conditions of mass production, design
must organise continuous decorative surfaces us-
ing a limited set of figures and colours. Thus the
algorithm for creating her ornaments can be re-
duced to the following generative sequence: “basic
geometric figure — angled segmentation — mirror
flipping — superimposition of colour blocks — contin-
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Fig.3.2. Varvara Stepanova, Textile Design 4 Step 4, 1924.
MoMA: The Museum of Modern Art, New York City. Source: MoMA
Online Collection.

uous printing”. This sequence directly corresponds
to the scheme “initial form — transformation rules —
derived form” in shape grammars.

Unlike the modernist industrial context of
Stepanova's textiles, the generation of Chinese tra-
ditional decorative ornament is more deeply root-
ed in observation of nature, craft experience, ritual
concepts and auspicious semantics. Nevertheless,
Chinese traditional ornament did not stop at direct
representation of natural objects. Over a long evo-
lution, many traditional motifs have acquired sta-
ble features of abstraction and procedural order.
An important example of the procedural charac-
ter of Chinese traditional ornament is the “Ling-
yang gongyang” style (patterns of Prince Lingyang)
that emerged during the Tang dynasty. In “Lingyang
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LAYER3
YepHble ayrm n AuHaMmnyeckme nomexu.

{ ITa YaCTb CNYXUT ANA YCUNEHUSA TPAHN " 1 BU3yaNbHOIo
~_ RUT AN5 Y/ PaHmLL hrryp 1 Bu3y.

HanoxeHns.0Ha (POPMUPYET MepapxMueckoe nepekpbITe U
LUHAMUYECKME NOMEXN.

LAYER2

KpacHble BepTUKann 1 CTPYKTYPHbI KapKac.

37a 4aCTb B OCHOBHOM WMCNOAL3YETCA ANA (DOPMUPOBAHUS
HanNpasNALWMX OCen WAM NOBTOPSRIOWMXCA PUTMOB.OHa
C034a€eT OCHOBHOW CTPYKTYPHbIN KapKac.

~ LAYER1

N——"Benbill HeraTMB 1 KOHTPO/b NHTEPBA/IOB.

Benbii  UBET  BLICTYNaeT B  KaYecTsBe  HEeraTMBHOIO
NPOCTPAHCTBA.OH  KOHTPOAMPYET — PACCTOsHUE — Mexay
u1rypamm v orpasnueHys No ropU3oHTaNM.

Fig.4. A deconstruction scheme based on "Textile Design 4 Step 4". Source: Created by the author.
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Fig.5. A deconstruction scheme based on "Textile Design 4
Step 4". Source: Created by the author.
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Fig.6. Structural framework of the Lingyang Gong pattern.
Source: Created by the author.

Fig.7.1. Meiwen (meander) enamel bowl with two handles, the
Qianlong period. Qing Dynasty. Palace Museum, Beijing. Source:
Palace Museum Online Catalog.

gongyang” patterns, a circular frame (the “tuanke”
medallion) usually serves as the basic boundary,
within which elements such as paired birds, paired
animals, flowers, pearl strings (“lianzhu”) and scroll-
ing stems (“juan cao”) are organised (see Fig. 6).
The “tuanke” medallion defines the outer bound-
ary of the ornament; paired birds or animals form
the central compositional motif; pearl strings and
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scrolling stems function to reinforce the borders
and rhythmically articulate the space. The genera-
tive process of this pattern can be summarised as:
“medallion boundary — central axis — symmetrical
dominant motif — auxiliary ornament — continu-
ous ordering”. The canonical status of the “Ling-
yang gongyang"” and “paired birds” styles reflects
a method of graphic generation grounded in fixed
boundaries, central structure, relations of symme-
try and rules of repetition. This method possesses
a structural logic in common with Stepanova’s ge-
ometric modular compositions: in both cases, pat-
tern construction rests on the combined action of
boundaries, axes, symmetry and repetition. Conse-
quently, Chinese traditional ornament likewise has
every reason to be incorporated into the analyti-
cal system of shape grammars.

Continuous ornaments of the Chinese tradition,
such as “leiwen” (meander pattern), “suozhiwen”
(chain-mail pattern) and “guibeiwen” (tortoise-shell
pattern) (see Fig. 7), even more vividly illustrate the
generative rules of traditional decor. They allow the
isomorphic relations between Chinese tradition-
al ornament and Stepanova's diagonal grid to be
revealed in detail. The “leiwen” pattern, based on
broken lines and rectangular turns, forms belt-like
(two-dimensional linear) or mesh-like continuous
filling through equidistant parallel translation, con-
tinuous spiralling and spatial unfolding (see Fig. 8).
The “suozhiwen” pattern uses rings or square links
as basic modules, producing chain-like extension
through their interlocking and continuous connec-
tion (see Fig. 9). The "guibeiwen” pattern rests on
a grid of hexagons or closely related shapes, gen-
erating a solid, carpet-type continuous framework
by means of edge conjunction (see Fig. 10). A com-
mon feature of these ornaments is that they are built
from a minimal repeating element, while the overall
order of expansion is controlled through parame-
ters of direction, interval and mode of connection.

Stepanova's diagonal grid obeys precisely
the same generative logic: rectangles, triangles,
line segments and colour blocks are regrouped
along oblique axes, creating a continuous pattern
structure by parallel translation, flipping and dis-
placement. The linear continuity of “leiwen”, the
chain-like interlocking of “suozhiwen” and the grid
conjunction of “guibeiwen” are comparable to the
oblique translational movement, modular repetition
and directional shifts in Stepanova'’s ornaments.
All of them belong to a mode of constructing an

overall order out of relations between individu-
al elements.

In terms of working with spatial levels, further
similarity emerges between the “suozhiwen” pattern
and the overprint techniques in Stepanova’s tex-
tile ornaments. In certain variants of “suozhiwen”,
by highlighting different faces with light and dark
tones, a visual effect of mutual interweaving of links
is created, which produces a sense of three-dimen-
sional depth on a two-dimensional plane. Stepano-
va's textile patterns likewise construct planar space
through overlap, intersection and boundary shifts
of a limited number of colour blocks. She employed
high-contrast colours (red, black, white) in superim-
posed structures, so that relations of foreground/
background, mutual pressing and directional tension
arose between the geometric forms (see Fig. 11).
The “suozhiwen” pattern organises the space of links
using tonal gradations, whereas Stepanova organ-
ises geometric space through the superimposition
of colour blocks; in both cases, spatial order on the
two-dimensional decorative plane is created by col-
our hierarchy and mutual overlap of graphic ele-
ments. Accordingly, the colour laws of traditional
continuous ornaments and the printing laws of Con-
structivist textile patterns can be integrated into a
unified system of shape-grammar rules according
to the scheme: “module — connection — layered su-
perimposition — spatial unfolding”. Comparing Chi-
nese traditional ornament with Stepanova’s textile
patterns reveals a clear correspondence between
them at the generative level.

The comparative analysis carried out shows that
the isomorphic relations between Stepanova’s tex-
tile ornaments and Chinese traditional decorative
ornaments are built not on external morphological
similarity of the patterns, but on the correspond-
ence of their generative mechanisms. The former
use industrial printing as a medium, organising ge-
ometric forms, colour blocks, diagonal grids and
multicolour overprinting processes into reproduc-
ible continuous patterns. The latter use weaving,
domestic object decoration, architectural ornament
and costume as media, transforming “tuanke” me-
dallions, broken lines, interlocking links, hexagonal
grids and symmetrical dominant motifs into flexi-
ble, extended decorative structures. Despite the dif-
fering media conditions, in both cases the graphic
generation processes aim to solve the same prob-
lem: how, starting from a limited number of ele-
ments and governing them by rules, to endow a

Fig.7.2. Incense burner with gemstones and Chaoguan'er-
shaped handles. Qing Dynasty. Palace Museum, Beijing. Source:
Palace Museum Online Catalog.

Fig.7.3. "Guibei duiniao wen" pattern (birds within a hex-
agonal grid). Northern Dynasties period. Source: Wang Le,
"Ornamental Patterns from Ancient Chinese Textiles: Han to Tang
Dynasties".

pattern on the plane with properties of continuity,
order and spatial multi-layeredness.

In this context, shape grammars provide a verifia-
ble analytical foundation for confirming this isomor-
phism. The diagonal grid, 45-degree segmentation,
superimposition of colour blocks and modular repe-
tition in Stepanova’s ornaments can be transformed
into a chain of rules: “geometric module — control
of direction — layered alignment — continuous un-
folding”. In turn, medallion boundaries, axial sym-
metry, spiral turns of broken lines, link interlocking

45



and grid conjunctions in Chinese traditional orna-
ment are likewise transformed into a chain of rules:
“decorative module — fixation of the framework —
connecting relation — continuous unfolding”. The
starting points of these two chains of rules are, re-
spectively, modernist industrial geometry and the
traditional decorative motif, but ultimately both are
directed towards the process of generating an over-
all order from elemental relations. Thus their iso-
morphism is not a stylistic analogy, but a structural
correspondence at the level of graphic generation.

The generation of dynamic order further confirms
this correspondence. Stepanova, by means of diag-

onal segmentation, directional shifts and superim-
position of colour blocks, translates static geometric
figures into a state of oblique, translational visual
movement. Chinese traditional ornament, through
twisting curves, continuity of broken lines, mutual
interweaving of links and spatial expansion of grids,
translates natural images or geometric motifs into
the channel of rhythmised decorative relations. In
both cases, the problem of correlating “dynamic
impulse” (movement) and “control” is addressed:
the graphic structure must possess a vector of di-
rectionality, a capacity for expansion and multi-lay-
eredness, but at the same time remain subject to

%@ﬁ@ﬁ

Fig.8. The "huiziwen" (meander) pattern element and its infinite repetition. Source: Created by the author.

the constraints of grid, axis, boundary or module.
Shape grammars are capable of translating these
formal differences into operators of rotation, dis-
placement, mirror reflection, embedding, superim-
position and parallel translation, making it possible
for the two types of ornament to enter a single com-
parable generative system.

The organisation of spatial boundaries likewise
demonstrates a structural kinship between the two
approaches. Stepanova's textile ornaments rely on
rectangular modules, diagonal grids and repeating

elements to control zones of expansion of the print-
ed pattern. In Chinese traditional ornament, “tu-
anke” medallions, friezes (borders), ceiling coffers
(“zaojing”) and background "jindi" patterns regu-
late the unfolding of the motif by means of circu-
lar frames, nested square-and-circle compositions,
continuous band structures and solid carpet-like
grids. The medallion boundary in the “Lingyang
gongyang” style determines how the main motif
is inserted; the hexagonal grid in the “"guibeiwen”
pattern specifies the mode of module conjunction;

Fig.10. Diagram of the joining rules for the hexagonal grid of the "guibeiwen" pattern. Source: Created by the author.

Fig.9. The basic element of the "suozhiwen" (interlocking ring) pattern and an analysis of its interlocking logic. Source: Created by

the author.
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Fig.11. The method of processing spatial levels in the works of V. Stepanova. Source: Created by the author.
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analogous organisational functions are performed
by the rectangular grid and diagonal framework
in Stepanova’s ornaments. All of them, by setting
boundaries and repeating rules, ensure the inte-
gration of local modules into a larger planar order.

Thus the “Lingyang gongyang” style, “paired
birds” patterns, “suozhiwen”, “guibeiwen” and oth-
ers demonstrate that Chinese traditional ornament
initially possesses a generative basis that lends it-
self to description in the language of shape gram-
mars. Their comparison with Stepanova’s textile
ornaments shows that both systems revolve around
three key questions: “how modules are organised”,
“how rules are executed” and "how the pattern ex-
pands”. It is at this level that the printing laws of
the Constructivist textile pattern and the laws of
continuity in Chinese traditional decorative orna-
ment enter into isomorphic relations. This provides
a theoretical justification for rule extraction, par-
ametric modelling and generative translation of
traditional ornament under the conditions of the
digital paradigm.

In conclusion, it should be noted that the iso-
morphism between Stepanova's textile ornaments
and Chinese traditional decorative ornaments is
based on the comparability of their generative or-
ders. Stepanova’s ornaments construct an indus-
trial decorative order using geometric modules,
diagonal grids, colour-block overprinting and con-
tinuous printing. Chinese traditional ornaments
form a traditional decorative order through natu-
ral images, axial frameworks, medallion bounda-
ries, symmetrical duplication, continuous patterns
and boundary constraints. Shape grammars bring
both systems together within the analytical frame-
work “basic module — structural framework — rule
transformation — continuous generation”, making
it possible to explicate structural links between
the Constructivist pattern and traditional Chinese
ornament. The isomorphism examined in this ar-
ticle can thus provide a solid theoretical support
and form a reliable fundamental basis for digital
translation, parametric modelling and generative
design of traditional ornament systems.
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NCCNEAOBAHVE N3OMOPOK3MA TEHEPATUBHOTO
NOPALKA TEKCTJ/IbHbIX OPHAMEHTOB
B. CTEMAHOBOW 1 KNTANCKUX TPAANLIVIOHHBIX
AEKOPATBHBIX OPHAMEHTOB
B PAKYPCE ®OPMAJIbHbIX TPAMMATUK

AunHoTaumsa: Formal grammars (popmansHele epammamu-
Ku) 8bicmynarom e kadyecmee J102U4ecko2o0 Mocma, coedu-
HAKWe20 Yy8CMBeHHYH penpe3eHmayuro opHameHma ¢
e20 yugposeim sonsiowjeHueM. B 0aHHoOM pakypce uccie-
Odyemcs cmpykmypHbIl U30MOpgU3M MeKCMUJ/IbHbIX op-
HameHmos B. CmenaHosoUl u kumadlickux mpaduyuoHHbIX
OekopamueHelx OpHaMeHMOo8 Ha ypogHe Ux Yugposozo
2eHepamugHozo nopsdka. Obe cucmems! pazsusarom-
cs Ha ocHose 6a3osblx Modyseli U NoCpedcm8oM Makux
npuemos, Kak napasnjesbHsili nepeHoc, cMeujeHue U no-

B KoHTekcTe undposmzaLmmn GopmasbHble rpam-
MaTukuM (shape grammars) npesctaBastoT coboi Me-
TOL0N0TUI0 NPOEKTUPOBAHUSA, OCHOBaHHYHO Ha bHa-
30BbIX 3/leMEHTaX W NnpaBuaax ux 3soaroLun. OHK
BbICTYMatOT MOCTOM, COeANHAOLLUM YYBCTBEHHbIE
penpeseHTaLunn ¢ MaTeMaTUUYECKOM NOTUKOW, U CA1y-
XaT GyHAAMEHTaIbHbIM UHCTPYMEHTOM As1 JEKOH-
CTPYKLMW CNOXKHbBIX BU3YyanbHbIX 3HakoB[1]. [To mepe
yraybneHmsa TeHAeHUMN K LndpoBm3aunm Tpaau-

c1oliHoe HasoxeHue, popMUpyrOM HA NJIOCKOCMU Henpe-
pbIBHOCMb, QUHAMUKY U NPOCMPAHCMBEHHYH UepapXuro.
lNonyyeHHble pe3ylbmamel OMKpsLI8arom Hosble nepcnex-
muesl u cozdarom meopemudyeckull 6a3uc 048 yugposozo
nepesoda u napamempu4yecko20 NPoeKMuUpoB8aHUs mpa-
OUYUOHHbIX OpPHAMEHMOB.

KnroueBble cnoBa: opmasibHble 2paMMAmuKU; KOH-
cmpykmususm,; dekopamusHeili nopsidok; Bapsapa Cme-
naHosa, kumadickuli mpaduyuoHHbIlU OekopamusHsIl
OpHameHm; 2eoMempuyeckas 2eHepayus.

LMOHHOrO OpHaMeHTa CTaHOBUTCS HEOHXOAMMbIM
nepeBos, ero BOCNPUATAA U3 001aCTU YyBCTBEH-
HbIX 06Pa30B B MJOCKOCTb PaLMOHaNbLHOIO JOMU-
yeckoro BblBOAa. B npouecce ncropnyeckow ago-
NOLUUW KUTAUCKUIA TPAAULMOHHbBI OPHAMEHT yxe
npuobpes CBONCTBA BLICOKOW CTENeHM abcTparnpo-
BaHMA ¥ npoueccyanbHocTu. LUmndposasa TpaHcdop-
MaLs OMMPaETCs MMEHHO Ha 3TOT pPaLMOHaNbHBbIN
XapakTep: OHa aHaNn3MpyeT MyOBUHHYIO NOTWKY Je-
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KOpaTMBHOro nopsAzka n nocpeacrsoM dopmalib-
HbIX FPaMMaTnK NpeobpasyeT ee B AepVBaLMOHHYHO
cuCTeMy NpaBua, CTUMYANPYS TEM CaMbIM NMEPEXOZ
TPaAVLMOHHOrO OpHameHTa B LndpoByro cpeay[2].

B Hauane XX Beka Takune TeyeHus, Kak KOHCTPYK-
™MBM3M U aBmxeHune «[e Crenn» (De Stijl), cdop-
MUPOBaAV NPOEKTHYH NIOTUKY, B KOTOPOM AOMU-
HUpoBanu reomeTpuyeckme Gopmbl U NpuopuTeT
cTpykTypbl. OCHOBbIBasACh Ha 6a30BbIX reOMeTpuYe-
CKMX Tenax (Takmx Kak Kpyr, NpsMOYroabHUK, Npsi-
Mas IMHWA U T. 4.), aBTOPbI CO3AaBanu JakKOHNYHbIE,
YeTKO YNOopALOYEHHble CTPYKTYPbl NMPOU3BEAEHWUIA
nyTem X KOMOUHUPOBaHWS, PACNONOXEHUSA N KOH-
cTpympoBaHua. [pn 3Tom ocoboe BHUMaHWe yae-
NAnockb norvke GopmMbl M NPOCTPAHCTBEHHbLIM OT-
HOLLEHMAM, YTO OTpaXkano KOHLEeMNUMIO «CTPYKTypa
Kak mnckycctso»[3](cm. Puc. 1). laHHaa npoekTHan
norvka obHapy>X1BaeT BbICOKOE CXOACTBO C reHepa-
TUBHbIM MPUHLMMNOM «6a30BbIN 31EMEHT + NpaBu-
na pepviBauum» B opmManbHbix rpammaTnkax. OHa
CNY>XKUT OPUEHTUPOM A5 TpaHChOpPMaLMK CNOX-
HbIX MOP}ONOTNI B LUPPOBbIE reHepaTBHbIE MO-
AeNn, OTKPbIBas aHaIMTUYECKUI NyTb ANs LMdPOBKM-
3aLMN KUTANCKOro TPaaMLIMOHHOIO OpHaMeHTal4].

Bapsapa CrenaHoBa — ogHa 13 KAOYeBbIX GUTyp
KOHCTPYKTUBUCTCKOTO ABUXKEHMA Hauana XX Beka.
PazpaboTaHHble er0 TEKCTU/IbHbIE OPHAMEHTbI Je-
MOHCTPUPYIOT APKO Bblpa>XeHHbIEe XapaKTepUCTm-
K MaLIMHHO-MPOMbILLINEHHOTO MPOU3BOACTBA (CM.
Puc. 2). B cBoeli npaktuke, 6yayun orpaHNUYEHHOM
paMKaMu TEXHOIOTMN MeXaHU3MPOBAHHOIO NPo-
n3BogcTBa, CTenaHoBa B NOJIHOW Mepe 3a4eicTBO-
BaJla CBOe OCTPOe BU3yanbHOe BOCNpusaTme rpadu-
KM 1 CNOCOBHOCTb K BbICOKOKOHLLEHTPUPOBAHHOMY
bopmoobpazoBaHMIO, CMENO MCMOb3YA reOMeTpu-
yeckme GUrypbl: Kpyru, NpsMble AMHUN U MHOFOY-
roNbHUKN. MpUMeHss anaroHanbHbIN Kapkac, OHa
npuBHOCKAA AMHaMKKY 1 HoraToe pazHoobpasve B
ynopsAZOY€eHHble reoOMeTpUYeckme y30pbl C MOMO-
LLbFO TaKMX NPUEMOB, KakK Hak/loHHas oceBas CUM-
METPUS, HakJIOHHBIA NapasnesbHblA NePeHOC, CMe-
LLleHWe HanpaB/ieHWU 1 HagnedaTka (oBepnpuHT)[5].
[laHHble MPOEeKTHbIe peLleHNs He TONbKO NPeoso-
NleIv OrpaHNYeHNs TEKCTUNbHbBIX TEXHONOTUIA TOrO
BpeMeHu, obecrneumns aganTaLmio K NPOMBbILLAEHHO-
MY MPOU3BOACTBY, HO U 0HOraTUIM KOMMNO3ULMOH-
HYt0 MOPG®OIOTNIO TEKCTUbHBIX Y30POB, PacLLUpuB
N3MepPEHMA NX BU3YaNbHOW BbIPAa3NTENbHOCTU (CM.
PncyHkn 3ckn3oB TeKCTUAbHbIX OpHameHToB Cre-
naHoBOW). Pa3pylume npasuaa n GopmMbl TpagMLM-
OHHOro OpHaMeHTa, OHa NpPeAsIoXUAa NPOEKTHbIE
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3TaNOHbI 4151 MOAEPHUCTCKOrO AM3aiHa, cnocob-
Horo 6osiee 3ddPeKTUBHO OTBEYATb NOTPEOHOCTAM
WHAYCTPWaAbHOrO NPON3BOACTBA, M HaMeTuAa NyTb
K MOZepHMN3aLMN TEKCTUIbHON NPOMBbILLNEHHOCTU.

B KauecTBe NpuMepa TEKCTUIbHbIX OPHAMEH-
ToB CTenaHoBon nepuoga okono 1924 roga pabo-
Tbl «Textile Design 1924» n «Textile Design 4 Step 4»
(cm. Puc. 3) HarnsagHO AEMOHCTPUPYHOT YETKNI Me-
TOZ, reOMEeTPUYECKON reHepaLLnn, XapakTePHbIN Aas
KOHCTPYKTMBMCTCKOTO y30pa[6]. TpexuBeTHas ram-
Ma (KpacCHbIW, YepHbIl, 6enbii) popMmupyet 6a3o-
BYHO Mepapxmio n3obpaxeHns. KpacHbli LBET Yalle
BCEro UCMOJb3YyeTcs A1A CO3aHMs HanpaBAsOLLMNX
OCEel MW NOBTOPSOLLMXCA PUTMOB; YEPHbIA — ANs
YyCUAEHUA rpaHunL, rpaduruyecknx 31eMeHTOB U Npu-
JaHns BU3yanbHOro Beca; 6enbii BbICTyNaeT B Ka-
YecTBe HEraTVBHOrO NPOCTPAHCTBA, KOHTPOMPYHO-
LLLero nHTepBanbl Mexay durypamu. Bmecte 3t Tpu
LBeTa 06pasyroT TPEXCNONHYIO CTPYKTYpPY OTHOLLE-
HUI: «AOMUHMpPYoWas ¢opma — cybdopma — UH-
TepBan» (cm. Puc. 4). MogobHas opraHmn3aums LBeTa
HanpsiMyto CBsizaHa C TEXHONOrMel MHOTrOLBETHOM
TEKCTUNbHOW neyaTu 1 NOo3BOASET naTTepHy dop-
MUPOBaTb JIETKO CYUTLIBAEMYIO MepapXMUeckyro
CTPYKTYPY B YCNOBUAX OrpaHNUYEeHHON nanntpsl [7].

C TOYKM 3pEHMUS TeOMETPUYECKON MOAYILHOCTU
opHameHT «Textile Design 4 Step 4» MmoxeT 6bITb
LEKOHCTPYMPOBaH Ha Takume 3Tarbl, Kak MOCTpoeHue
NPSMOYTOJIbHOW CETKM, TPEYro/IbHOe CEerMEHTUPOBA-
HWe, AMaroHa bHOe UHBEPTUPOBaHMNE 1 MOBTOPSHO-
Leecs ynopsagoumnsaHnue (cM. Puc. 5). Nyrosas cet-
Ka 3agaeT 6a3oBble NPOMOPLMN U TPAHULLbI MOAYASA.
TpeyronbHWKM 06pa3yroTca NyTem AeneHuns npamo-
yronbHWKa nog yrnom 45 rpasycos, npu 3ToOM ru-
MOTEeHY3bl CTAaHOBATCA HaNpPaBAAOLLUMUN JNHUAMU
B y30pe. B ganbHelem TpeyronbHbliA MOAY b NOA-
Bepraetcs 3epkajsbHOMY OTOOpaXkeHUto, MepeBopo-
Ty, NapannenbHOMy NepeHoCcy N CMeLLEeHWNI, Co3-
JlaBas HeMpPepbIBHbIN AMaroHanbHbIM pUTM. HakioH
B 45 rpaslycoB M3MEHSIET UCXOAHbIe TOPU30HTab-
HO-BepTMKa/bHble CBA3U NPAMOYro/bHMUKA, Nepe-
BOZSA NAaTTEPH B COCTOAHME HAaKJIOHHO-MOCTynaTe b-
HOro ABWXeHUs. [lnaroHanbHble IMHUM BbINOJHSAOT
34ecb GYHKLUMIO CTPYKTYPHOrO Kapkaca, onpegensas
HanpaBJ/ieHWe, War 1 cnocob NPoCTPaHCTBEHHOTO
pa3BepTbiBaHUA GuUryp.

C no3umuunm 3akoHoB noanrpadun, Takne npue-
Mbl B OpHaMeHTax CTenaHOBOMW, Kak CONoCTaB/ieHWe
LBETOBbIX 610KOB, MOC/IOMHOE HanoXeHWe (cynep-
no3uLms), CMeLLEeHWe rpaHunL, U NepeceyeHmne JNHWN
N NAOCKOCTEN, POPMUPYIOT reHepPaTUBHYHO NOTUKY

MPOMbILLAEHHOTO TeKCTUAbHOro y3opal8]. MNockonb-
Ky TEKCTUAbHAA neyaTb orpaHMyeHa KONM4YeCcTBOM
L,BETOB, TOYHOCTbIO COBMELLEHMA KPACOK MPU Ha-
NOXEHWUN W YCNIOBUSMU CEPUMHOTO NPOU3BOACTBA,
An3aliH TpebyeT opraHM3aLmm HenpepbIBHbIX Ae-
KOPaTMBHbIX MOBEPXHOCTEN MPW MOMOLLM OTPaHu-
YeHHoro Habopa éuryp v LBeToB. TakuMm 0bpas3om,
aNropuTM CO3JaHNsA ee OPHaMEHTOB MOXET ObITb
CBEJZeH K CneAytoLLeMy reHepaTMBHOMY MNyTu: «ba-
30Bas reomeTpuyeckas durypa — cermeHTMpoBa-
HWe Noj Yr1oM — 3epKaJsibHbli MepPeBOPOT — Haslo-
>KEeHWe LiBEeTOBbIX 6/10KOB — HEMpepbIBHasA nevaTb».
3TOT NyTb OH6Hapy>XMBaeT NpsMoe COOTBETCTBUE
CO CXEMOM «ucxogHas GopmMa — npaBuia TpaHc-
dopmauunm — npomnssogHaa ¢opma» B popmasb-
HbIX rpaMMaTuKax.

B oT/Mume oT MOAEPHUCTCKOro NHAYCTPUaNbHO-
ro KoHTekcra Tekctuns CtenaHoOBOW, reHepaLma Ku-
TalCKOro TPaAMLMOHHOTO eKOPaTUBHOIO OPHAMEH-
Ta B 6OAbLUEN CTEMEHU BOCXOAUT K HABNOAEHNAM
3a NPUPOAOW, PeMECIEHHOMY OMbITY, PUTYalbHbIM
KOHLLenumsaM 1 BaaronpusatHo (bnaronoxenartenb-
HOW) cemaHTVKe. TeM He MeHee, KNTaCKuU Tpagm-
LMOHHbIV OPHAMEHT He OCTaHOBWJICS Ha NPSMOM pe-
npe3eHTaLMn NPUPOAHbIX 06beKTOB. Mpoinas uepes
ANNTENbHYHO 3BOIFOLMIO, MHOTUE TPaAULIMOHHbIE
y30pbl 06penun yctonumsble NpusHaku abcrparu-
poBaHMWs 1 NpoLeccyanbHOM ynopsagodeHHocTH[9].
Ba>kHbIM MprvMepoM npoueccyanbHOro xapakrepa
KUTaMCKOro TPaAULMOHHOIO OpHaMEeHTa MOXET C/1y-
XUTb CTUIb «JIMHDBAH TYHBAH» (Y30Pbl KHA3A JINHDL-
fiHa), BO3HMKLUNIA B 3MOXy AMHAcTUMK TaH. B y3opax
«JINHBAH rYHbAH» B KauecTBe 6a30BOW rpaHuLbl
06bIYHO NCMOb3YyeTCs Kpyraas pamka (MesanboH
«TyaHbK3»), BHYTPWU KOTOPOW OpPraHn3yoTcs Takue
3/1IEMEHTbI, Kak MapHble NTULbI, NapHble 3Bepu, LBe-
Thl, XXEMUYXXHbIE HUTU (</IIHBUXY») U BbrOLLMECS
cTebnn («u3toaHbLao») (cM. Puc. 6). MeganboH «Ty-
aHbK3» OnpesenseT BHELLHIOK rPaHULy OpHaMeH-
Ta, NapHble NTULbI UAW 3BepU 0Bpa3yroT LeHTpab-
HbIi KOMMO3MLMOHHbBIN MOTUB, @ XXEMUY>XKHbIE HUTH
1 BbloWMecs cTeban BbIMOAHAT QYHKLMIO ycune-
HWS FPaHULL U PUTMUYECKOTO YNEHEHUS MPOCTPaH-
cTBa. [pouecc reHepaunn AaHHOTO y30pPa MOXHO
0006LWMTb KaK: «rpaHMLa MeaboHa — LLeHTpab-
Hasi OCb — CUMMETPUYHBIA JOMUHAHTHbINA MOTUB —
BCMOMOTraTe/lbHbll OPHAMEHT — HernpepbIBHOE YMo-
psgoumBaHme». KAHOHUYHOCTb CcTUNEN «JIMHDBAH
FYHBSH» U «yY30POB M3 NapHbIX NTUL» OTPaXKaeT Me-
TOA reHepauunm rpadvkm Ha ocHoBe GUKCMPOBaAH-
HbIX FPaHuLL, LLleHTPaAbHOW CTPYKTYPbl, OTHOLUEHWIA

CMMMeTpUK 1 npasua nostopeHuna[10]. 3ToT me-
TO4 06/1asaeT 06LLEeN CTPYKTYPHOM JIOTMKOM C reo-
METPUYECKMMUN MOAYNbHBIMU KOMMNOo3nLmamn Cre-
NaHOBOW: B 060UX Cyyasx MOCTPOeHMe naTTepHa
OMUPAETCs Ha COBMECTHOE eCTBUE FPaHNLL, OCEN,
CUMMETPUM 1N NoBTOpPeHNn. Kak cneacteue, kutam-
CKWI TPAAMLMNOHHBIA OPHAMEHT TakXKe UMeeT Bce
OCHOBAHWA ANS BKAHOUYEHUA B @aHAIMTNYECKYHO CU-
cteMy GopmManbHbIX rpaMMaTyK.

HenpepbIBHblEe OpPHAMEHTbI KMTANCKON Tpaaun-
LK, Takme Kak «13MB3Hb» (y30p MeaHApa), «CoL-
3bIB3Hb» (KOJNBYYXKHbIV Y30pP) U «TyN63MB3IHb» (Y30p
yepenaxoBoro naHuups) (cm. Puc. 7), ewe 6onee Ha-
FAAAHO UANKOCTPUPYHOT NpaBuia reHepaummn Tpaam-
LMOHHOro aekopa. OHW NO3BOAIAOT eTaslbHO pac-
KPbITb N30MOPPHbIE OTHOLLEHNS MEXAY KMUTANCKUM
TPaAVLIMOHHbIM OPHAMEHTOM U HakKJIOHHOM CETKOM
CtenaHoBOMW. Y30p «13MB3Hb», OCHOBAHHbLIA Ha J10-
MaHbIX IMHUSAX U MPSAMOYTO/ibHbIX MOBOPOTax, Gop-
MUPYET CTPYKTYPbl IEHTOYHOTO (4BYMEPHO-NHEN-
HOTO) MW CETYATOro HEeMpPepPbIBHOMO 3amnoHeHNs
NMoCpPeACTBOM 3KBUAMCTAHTHOrO NapanesbHOro ne-
peHOCa, HenpPepbIBHOTO 3aKpy4YnBaHUa cnvpanei n
NPOCTPAHCTBEHHOrO pa3BepTbiBaHUA (CM. Puc. 8).
Y30p «COL3bIBIHb» UCMO/Ib3YET KOJbLia NN KBa-
ApaTHble 3BEHbs B KauecTBe 6a30BbIX MOAYNEN, 06-
pa3ys LenHoe paclimpeHne 3a cyeT nx B3aMMHO-
ro 3aLenieHns 1 HenpepbIBHOTO COeANHEH NS (CM.
Puc. 9). Y3op «ryinb3iBaHb» 6a3mpyeTcs Ha ceTke u3
LUECTUYTONbHUKOB AW BAN3KMX K HUM GUryp, co3-
JaBasi CN/IOLIHOW HEMpPepbIBHbIN Kapkac KOBPOBO-
ro TMna 3a cyet conpsaxenusa pebep (cm. Puc. 10).
O6LWMM NPU3HAKOM JaHHbIX OPHAMEHTOB AB/AET-
CS1 TO, YTO OHU CTPOATCS HAa OCHOBE MUHWUMAabHOrO
MOBTOPAOLLErOCS 3/1EMEHTa, a LLeIOCTHbIN MOopAZ0K
pa3BepTbIBaHNA KOHTPOANPYETCSA Yepes napameTpsbl
HanpaB/eHWs, UHTepPBana 1 cnocoba coeAnHeHUs.

HaknoHHasa ceTka CTenaHoOBOW NOAUNHAETCA TOY-
HO TaKOW e NIornKe reHepaLnn: MPAMOYTroabHUKM,
TPEeYrosbHUKKN, OTPE3KMU NNHUIN U LBETOBblE 610KU
neperpynmnmpoBbIBatOTCA BAOAb HAKNOHHbIX OCEW,
bopMUpys HenpepbIBHYHO CTPYKTYPY NaTTepHa no-
CPeACTBOM MapanfieibHoro nepeHoca, nepeBopoTa
N cMeLleHus. JIMHeHas HeMPEPbIBHOCTb «J/13MB3Hb,
LiernHoe CLenaeHne «CoL3bIBIHb» U COMpPsXKeHWe CeT-
KW «TyN63MB3IHb» — CONOCTaBUMbI C HAKJIOHHO-MO-
CTynaTesibHbIM ABUXEHWEM, MOAYNbHbIM MOBTOPE-
HWEM W CMeLLeHVeM HanpaBAeHUA B OPHaMeHTax
CrenaHoBo. Bce OHM OTHOCATCA K cnocoby nocTpo-
€HWS LLeIOCTHOTO MopsAjKa U3 OTHOLLEHUI MeXay
OTZAE/NIbHbIMU 371eMEHTaMMU.
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B acnekTe paboTbl ¢ NpOCTPaHCTBEHHbLIMW YPOB-
HAMW Tak>Ke 0OHapy>KMBaeTCA CXOACTBO MeXay Y30-
POM «COL3bIBIHb» M NMpYemMamMmn Hagneyatkun (oBep-
MPWHTa) B TEKCTU/IbHLIX OpHaMeHTax CTenaHoBow. B
HEeKOTOPbIX Pa3HOBMUAHOCTAX y30Pa «COL3bIBIHb» 3a
CYeT KOJIOPUCTUYECKOTO BbIAENEHNS Pa3HbIX rpaHen
(cBeT/ble U TeEMHble TOHa) CO3JaeTcA BU3YyaslbHbIN
3bdekT B3aMHOro nepensiieTeHnsa 3BeHbeBs, YTO Mo-
POXAAET OLLyLLeHVe TPEXMEPHOM NPOCTPaHCTBEH-
HOW rNyBWHbI Ha ABYMEPHON MAOCKOCTU. TeKCTUb-
Hble y3opbl CTenaHoOBOM aHaforM4YHbIM 06pa3omM
bopMUpPYIOT NJIOCKOCTHOE MPOCTPAHCTBO 3a cyeT
nepekpbITUS, NepeceyeHns 1 CMeLLeHma rpaHmLy
OrpaHMYeHHOro ymcaa LBeToBbix 610koB. OHa nc-
Mo/b30Ba/la BbICOKOKOHTPACTHbIE LBeTa (KpacHbIN,
YepHbIA, benblit) B CTPYKTYpax HanoxeHwus, baaroga-
pPA YeMy Mexay reoMeTpuyecknmmn Gurypamm Bos-
HMKaaM OTHOLLEHWA NAaHOBOCTUY (BNepeawn/c3agn),
3P deKTbl B3aMMHOIO MpUXKaTUa U HanpaBAEeHHOCTY
(cM. Puc. 11). Y30p «coL3biBIHb» BbICTPANUBAET NpPO-
CTPaHCTBO 3BEHbEB C MOMOLLbIO TOHAbHbIX Fpaja-
uuin, a CtenaHoBa BbICTpanBaeT reoMeTpmuyeckoe
MPOCTPaHCTBO 3a CYET Ha/NlOXXEeHNSA LBETOBbIX 6,10~
KOB; B 060MX C/lyyasx NPOCTPaHCTBEHHbIN MOPAJLOK
Ha ABYMEpPHOW AeKopaTUBHOM NNOCKOCTU CO3AaeT-
€S NOCPEeACTBOM LIBETOBOM MepapXnu U B3aUMHOTO
nepekpbITMa rpadpunyeckmx anementos[11]. CnegoBa-
TeNbHO, KONOPUCTUYECKME 3aKOHbI TPaANLMOHHBIX
HernpepbIBHbIX OPHAMEHTOB M noanrpaduyeckmne
3aKOHbl KOHCTPYKTUBMCTCKUX TEKCTUAbHBIX Y30POB
MOTYT BbITb MHTETPMPOBaHbI B €AMHYIO CMCTEMY Mpa-
BMA GOpPManbHbIX rPaMMaTUK MO CXeME: «MOAYNb —
CoeAMHeHVEe — MOCIOMHOE HaNOXeHNe — MPOCTPaH-
CTBEHHOE pa3BepTbiBaHNe». CpaBHEHWE KUTaNCKOro
TPaAVLMOHHOIO OPHaMeHTa C TEKCTUbHBIMW Y30-
pamun CTenaHOBOW BbIABASET MEXAY HUMU YeTKoe
COOTBETCTBME Ha reHepaTMBHOM YPOBHE.

MpoBeAeHHbIV CPaBHUTEbHbLIM aHann3 noka-
3blBaET, YTO M30MOPGHbIE OTHOLLEHMA MEXAY TeK-
CTUABHBIMU OpHaMeHTamy CTenaHoBOW U KUTaCKM-
MW TPAAVNLMOHHbBIMW AeKOPaTUBHBIMU OpPHaMeHTaMu
CTPOATCA HE Ha BHELUHEM MOPHONOrMUYECKOM CXOZA-
CTBE Y30pOB, @ Ha COOTBETCTBUW MEXaHWN3MOB WX re-
Hepauuu. MepBble NCNOAB3YHT UHAYCTPUANBbHYHO
neyaTb B KayecTBe Mejuyma, OpraHusys reome-
Tpuueckne Gurypeol, LiBeToBble 610KM, HaKNOHHble
CeTKM ¥ NpoLLecCbl MHOTOLIBETHOTO Ha/lIOXeHWA B
TUPaxXnpyemMble HeMpepbiBHbIE NaTTEPHBI. BTopbie
MCMONb3YHOT B KauecTBe MeAnyMa TKayecTBo, JeKo-
pvipoBaHuWe NpesMeToB ObiTa, aPXUTEKTYPHbBIN AeKop
1 KOCTIOM, Npeobpaszys MesanboHbl «TyaHbK3», 10-
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MaHble JIMHWUW, 3aLenieHns 3BeHbEB, LLIEeCTUYrOb-
Hble CETKM 1 CUMMETPUYHbIE JOMUHAHTHbIE MOTUBbI
B rMHKMe NPOTAXKEHHbIE AeKOPATVBHbIE CTPYKTYPbI.
HecmoTps Ha pa3nvuve MeaninHbIX YCAOBUIA, NPO-
Lecchbl reHepaumnm rpadumkmn B obomx cayvasx Ha-
npaB/ieHbl Ha peLleHne O4HOM 1 TOWM Xe 3ajauu:
KaK, OTTaJIKMBasiCb OT OrPaHUYEHHOro Ymcaa se-
MEHTOB M YNpaBaaa UMW C NOMOLLbIO NpaBu, Ha-
JAEennTb NaTTepH Ha MAOCKOCTU CBOMCTBaMU Herpe-
PbIBHOCTH, YNOPALOYEHHOCTM N MPOCTPAHCTBEHHOM
MHOTOC/IOVHOCTW.

B 3TOM KOHTEKCTE POpMasbHbIe rpamMMaTHKL Nnpe-
[OCTaBAAT BEPUDULMPYEMYHO aHaNUTUUECKYtO basy
ANA MOATBEPXAEHUs AaHHOro nsomopadmsma. Ha-
KNOHHan ceTka, 45-rpagycHoe cerMeHTUpOBaHue,
Ha/loXeHWe LBeTOBbIX OJOKOB 1 MOAYAbHOE MO-
BTOpeHWe B opHameHTax CTenaHoBon MOryT ObITb
TpaHCHOPMMPOBaHbI B LIENOYKY NMpaBua: «reome-
TPUYECKMI MOAYNb — KOHTPOJIb HamnpaB/ieHus — No-
CIONHOE COBMeLLEHME — HemnpepbIBHOE Pa3BepPTbI-
BaHue». B cBOIO ouepesb, rpaHuLbl Mea/bOHOB,
oceBast CUMMETPUS, CrMpaneBUHblE MOBOPOTbI J10-
MaHbIX JIMHWI, 3aLleneHns 3BeHbEB W COMPSXKEH U
CeTOK B KMTANCKOM TPaAVLMOHHOM OpHaMeHTe Tak-
e TPaHCHOPMUPYHOTCA B LLEMOYUKY NPaBu: «AeKo-
paTuBHbIV MOAY/b — dUKCaLUs Kapkaca — CBS3YHo-
LLiee OTHOLLIEHME — HENPEpPbIBHOE pa3BepTbiBaHME>.
HauanbHbIMM TOUKAMW ABYX 3TUX LLeNoYeK npaBu
BbICTYMatoT, COOTBETCTBEHHO, MOZAEPHNCTCKAA NH-
AyCTpranbHas reoMeTpus U TPaaULIMOHHBIN AeKo-
PaTMBHbIA MOTUB, OHAaKO B KOHEYHOM uTore obe
OHW HanpaBJ/eHbl Ha NPOLLECC reHepaLmmn LesocT-
HOro NopsfKa M3 OTHOLIEHWUN 31eMeEHTOB. Taknm
obpazom, nx noMopdur3M npescrTaBaseT cobon He
CTUANCTNYECKYHO aHaNIOTUIO, @ CTPYKTYPHOE COOT-
BETCTBME Ha YPOBHe reHepauummn rpadumku.

leHepaumsa AMHAMUYECKOro nopsaka AOMNOAHN-
TeNbHO NOATBEPXKAAET 370 cooTBeTCTBME. CTenaHo-
Ba 3a CYET HAaKJIOHHOTO CErMEeHTUPOBaHWA, CMeLLe-
HWA HamnpaBJeHUA 1 HaNOXeHWNs LLBETOBbIX 610KOB
nepeBOAUT CTaTUYHbIE TeoMeTpuyeckne purypol B
COCTOSIHWE HAaKJOHHO-MOCTYNaTeIbHOTO BM3YyalbHO-
ro aAsmkeHus. Kntancknin xxe TpaguLMOHHbIA Op-
HaMEeHT 3a CYeT 3aKpyuMBaHNA KPVBbIX, HeNpepblB-
HOCTW IOMaHbIX IMHWIA, B3aMMHOTO NnepenseTeHmns
3BEHbEB W MPOCTPAHCTBEHHOIO PacLUMPEHNs CETOK
nepeBOAUT NPUPOAHbIE 0Opa3bl MAN reoMeTpuye-
CK1e MOTUBbI B PYC/I0 PUTMU3OBaHHbIX 4eKOPaTUB-
HbIX OTHOLLEHWI. B 06ounx cnyyasnx peluaeTcsa npo-
671ema COOTHOLLEHMA «ANHAMUYECKOTO MMMYAbCa»
(ABVXKEHWMA) 1 «KOHTPONA»: rpadumka JoaKHa obna-

[aTb BEKTOPOM HamnpaBAeHHOCTU, CMOCOBHOCTLIO K
PaCLUNPEHNIO Y MHOTOCNOMHOCTBI, HO O4HOBPEMEH-
HO OCTaBaTbCs MOAUYMHEHHOW OFPaHNYEHUAM CETKH,
OCW, rpaHuLbl A Moayns. PopmasibHble rpaMmma-
TUKWM CMOCOBHBI TPaHCIMPOBaThb 3T dopMabHble
pa3nnumns B onepaTopbl BPaLLeHWs, CMELLEHWs, 3ep-
KaJIbHOTrO OTOBpaXKeHUs, BAOXKEHWS, HAJOXEHNUS U
napasnesbHOro nepeHoca, No3BoAsAsA ABYM TUMaMm
OpHaMEHTOB BOWTW B €4UHYH COMOCTaBUMYHO CU-
CTeMy reHepaLuu.

OpraHu3aLumsa NpPoCTPaHCTBEHHbIX FPaHuL, Tak-
Xe JEMOHCTPUPYET CTPYKTYPHYHO OBLLHOCTb ABYX
noaxofoB. TekCTUabHble opHameHTbl CTenaHOBOW
OMMParoTCs Ha NPAMOYToJibHble MOAYAN, HAKNOH-
Hble CEeTKW W MOBTOPSIOLLMECSH INEMEHTbI AN KOH-
TPOJIS 30H paclMpeHns neyaTHoro ysopa. B ku-
TalckoM TPaAMLMOHHOM OpHaMeHTe MefanboHbI
«TyaHbk3», Gpwm3bl (BopAtopbI), MOTONIOUHbIE Kec-
COHbI («L43a0L3UNH») 1 GOHOBbIE Y30Pbl «L3UHbAN»
OCYLLEeCTBAAKT KOHTPOJIb Pa3BepTbiBaHUA NaTTep-
Ha NMOCPeACTBOM KPYIION paMKu, BJOXEHWS KBa-
ApaTa v Kpyra, HeMpepbIBHbIX IEHTOUHbIX CTPYKTYP
1 CMOLWHBIX KOBPOBbIX CETOK. [paHuMLa Meaanbo-
Ha B cTUe «JIMHBSAH TYHbsAH» ONpesenseT cnocob
BK/IFOUEHMS [IaBHOMO MOTWBA, LWECTUYro/ibHas ceT-
Ka B y30pe «Tyn63BIHb» 3a4aeT Crnocob conpsxe-
HWUA MOZYNEN, Y aHANOTUUHYO OpPraHM3aLNOHHYHO
GYHKLMIO BbIMOJHAIOT MPSMOYroibHas ceTka U Ha-
KJIOHHbIV Kapkac B opHamMeHTax CtenaHoBoOW. Bce
OHW Yepes 3aZlaHve rpaHuL, 1 MOBTOPEHMUE MPaBU
obecneunBaroT MHTErPaLmo I0KaabHbIX MOAY/IEN B
60s1ee MacWTabHbIA NAOCKOCTHON NOPAJOK.

Taknm 06pa3om, CTUAN «JIMHBAH TYHbBAH», <y30-
Pbl U3 NapHbIX NTUL», Y30Pbl «COL3bIBIHb», «TYN63N-
B3Hb» U Ap. 40KA3bIBAOT, YTO KUTANCKUI TPAAULMOH-
HbIA OPHAMEHT U3Ha4aabHO 0bNajaeT reHepPaTUBHbLIM
6a31coM, NOAAAMOLLMMCA OMUCAHWIO Ha A3bike Gop-
MaJibHbIX rpammaTuk. VIx conoctaBaeHme ¢ TeKCTUb-
HbIMW OpHameHTamu CTenaHOBOW MOKa3bIBaET, UTO

obe cncTeMbl CTPOATCA BOKPYT TPeX KAoUeBbIX BO-
MPOCOB: «Kak OPraHu3yrTCA MOAYAN», «KaK UCMOJI-
HAOTCA NpaBMAa» N «Kak paclUMpPAeTcs naTTepH».
VIMeHHO Ha 3TOM ypoBHe noaurpapuyeckme 3ako-
Hbl KOHCTPYKTMBMCTCKOrO TEKCTUIbHOTO y30pa U
3aKOHbI HEMPEPbLIBHOCTM KMTAMCKOrO TPaANLMOH-
HOro AleKopaTUBHOIO OpHaMeHTa BCTyMatoT B U30-
MopdHble OTHOLWEHMA. ITO AaeT TeopeTnyeckoe
OCHOBaHMe A4 3KCTPaKLUKN NpaBua, napaMmeTpu-
4ecKoro MOAesIMPOBaHNA N reHepaTUBHOIO nepe-
BOAAa TPaAVLIMOHHOIO OPHaMeHTa B YCIOBUAX Lnb-
poBoi napagnrmbl[12].

B 3akntoueHve cnesyet OTMETUTD, YTO M3OMOP-
buU3m Mexay TeKCTUAbHbIMU opHaMmeHTamu CtenaHo-
BOM W KUTANCKNMW TPAAMULIMOHHBIMUN JeKOPaTUBHbI-
MW OpHaMeHTaMu 6a3npyeTca Ha CONOCTaBUMOCTU
NX reHepaTMBHbIX nopagkos. OpHameHTbl CTenaHo-
BOW BbICTPavBatOT MHAYCTPUA/bHbIV AeKOPATUBHbIN
NopsAOK C MOMOLLbIO reoMeTpUYeckux Moaynen,
HaK/IOHHbIX CETOK, HaNOXeHMA LBETOBbIX 6/10KOB
N HernpepbiBHOW neyatn. Kutanckme TpagmumoH-
Hble OpHaMeHTbl GOPMUPYIOT TPAANLMOHHBINA Ae-
KOpaTMBHbIV NMOPSAAOK MOCPEACTBOM NMPUPOAHbIX
06pa30oB, OCEBbIX KAPKACOB, rPaHNUL, MeAasbOHOB,
CUMMETPUYHOIO KOMMPOBaHWs, HENPEepPbIBHbIX NaT-
TEPHOB W NMOTrPaHNYHBIX OrpaHNYeHNi. PopmanbHble
rpaMmMaTvku 06beanHAT 0be cUCTeMbl B aHanu-
TUYeckne paMku «6a3oBbli MOAYNb — CTPYKTYPHbIA
Kapkac — TpaHchopMaLma NnpaBma — HenpepbiBHas
reHepaLmsa», MO3BOAA IKCMANLMPOBATb CTPYKTYpP-
Hble CBA3N MeXAY KOHCTPYKTUBUCTCKUM Y30POM U
TPaANLMOHHbBIM KUTAaNCKUM OPHaMeHTOM. Takmm
06pa3oM, pacCMOTPEHHbLIV B JaHHOW CTaTbe N30-
Mopdum3m cnocobeH obecneunTb MPOYHYHO Teope-
TUYECKYHO NOAAEPXKKY N CHOPMMPOBATL HAZEXHbIV
byHAaMeHTanbHbIN 6a3unc ans LmbpoBoro nepeso-
43, NapameTpnyeckoro MoAeaMpoBaHus 1 reHepa-
TUBHOTO NPOEKTMPOBAHUA CUCTEM TPAAULIMOHHO-
ro opHameHTa.
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THE PHENOMENON OF «HIDING» SACRED IMAGES
IN THE VAJRAYANA ART TRADITION
(APPROACHES TO ART CRITICISM INTERPRETATION)

Summary: The article examines the unique phenome-
non of «concealment» of sculptural and pictorial imag-
es in the Vajrayana Buddhist tradition, which represents
a special aspect of sacred art. The author considers this
practice as a complex phenomenon that integrates phil-
osophical, religious, and artistic dimensions of Buddhist
culture. The study focuses on two main forms of «con-
cealment» of Buddhist images: dressing sculptures in
special garments and almost complete closure of tantric
images from the eyes of the uninitiated. Particular at-
tention is paid to the philosophical foundations of this
phenomenon within the context of Madhyamaka doctrine
and its role in meditative practices. The paper explores
the dual nature of the «concealment» phenomenon. On

As in any religious tradition, in Vajrayana Bud-
dhism (Skt. "diamond vehicle”) art constitutes a deeply
rooted part of the religious process. However, un-
like other non-iconoclastic traditions, where visual
imagery is primarily associated with the depiction
of religious historical narratives and the creation of
prayer images, in Vajrayana the role of the image ex-
tends far beyond these functions. It becomes a prac-
tical instrument and a support in the processes of
meditation and visualisation. This specific interrela-
tion between the image as an artistic phenomenon
and Buddhist meditative practices is a striking dis-
tinguishing feature of the art of Buddhist tantrism.

Among the many aspects of Vajrayana art that
have been examined by scholars throughout the
20th century (iconographic questions are widely dis-

the one hand, it serves as protection of sacred images
from the uninitiated. On the other hand, it reflects the
fundamental Buddhist teaching about the relative nature
of phenomena. The author demonstrates how this tradi-
tion persists in contemporary Buddhist art, showcasing
its vitality and significance. The research is based on the
analysis of Buddhist texts, visual materials, and modern
practices. The findings demonstrate that the phenome-
non of «concealment» serves as an important tool for
understanding the principles of form-formation in Va-
Jrayana art and reflects fundamental tenets of Buddhist
philosophy.

Keywords: Vajrayana, Buddhist art, Sacred images,
‘Eye-opening’ ceremony, Buddhist sculpture.

cussed in the works of Prof. Lokesh Chandra and Ul-
rich von Schroeder; stylistic features and the specifics
of national schools have been thoroughly studied by
foreign and Russian researchers such as D. Jackson,
M. Rhie, R. Thurman, Yu. L. Elikhina, E. V. Ganevskaya,
A. F. Dubrovina, Ts. B. Badmazhapoy, S. B. Bardaleeva
and many others), this article focuses on one par-
ticular aspect existing within the temple tradition
of Vajrayana — the concealment of various sculp-
tural and pictorial objects. This tradition is consid-
ered from a broader perspective, in the context of
the fundamental philosophical foundations of the
doctrine itself and the attitude towards the image,
and towards the manifest level in general.

From a soteriological and religious-studies
perspective the phenomenon of concealing sa-
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Fig. 1. Ritual consecration of the statue of Agvan Dorzhiev
at the Agvan Dorzhiev Museum in the village of Khara-Shibir,
Buryatia, Russia. July 2026. Photo by the author.

cred objects and images can be explained fairly
straightforwardly. The methods and practices of
Vajrayana, oriented towards rapid attainment of
awakening, involve direct work with subtle states
of human consciousness and psyche. Consequently,
they constitute a closed domain for those who do
not have a tantric teacher and specific ritual initi-
ations, since they may pose real danger for an un-
prepared, merely “curious” mind. Precisely for this
reason tantrism and its texts remained inaccessi-
ble to researchers for a long time (one of the earli-
est tantric texts, the Hevajra Tantra, was translated
by D. Snellgrove only in 1959).

However, as noted above, the image in tantrism
goes far beyond the status of a prayer icon; it re-
flects one of the most profound aspects of Bud-
dhist doctrine — the teaching on the relative nature
of all phenomena, which is embedded as a founda-
tion in the highest school of Buddhist philosophy,
Madhyamaka. Madhyamaka emerged in the con-
text of religious and ideological competition with
other schools of early Buddhism, but later became
an integral part of philosophical training in Vajraya-
na. The Gelug school (the most widespread school
in the area of "Northern Buddhism”, including Rus-
sia), founded by Tsongkhapa in the 14th century,
regards itself as the direct heir of Madhyamaka.

The basic principles of Madhyamaka were formu-
lated by Nagarjuna in the Milamadhyamakakarika
("Fundamental Verses on the Middle Way"). In the
6th century a division occurred between Madhyam-
aka-Svatantrika, whose founder is considered to
be Bhaviveka, and Madhyamaka-Prasangika. The
founder of Madhyamaka-Prasangika is tradition-
ally regarded as the abbot of Nalanda University,
Candrakirti (7th century). Candrakirti left numerous
commentaries on sutras, tantras and Nagarjuna’s
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texts, and his most famous work is Madhyamaka-
vatara ("Introduction to the Middle Way"). Since the
Prasangikas dealt with the highest topics of Buddhist
philosophy (for example, “emptiness from inherent
existence”) and by means of logic revealed or, more
precisely, pointed to phenomena that are already
known directly rather than conceptually, they were
not inclined to describe the subtleties of their posi-
tion in an affirmative manner. Instead, they sought
to bring the opponent'’s reasoning to complete log-
ical collapse and to demonstrate the absurdity of
positions based on belief in inherent existence, do-
ing so through a negative dialectic called prasanga.
Therefore, when we read their texts and set ourselves
the task of reconstructing the meaning of specific
dogmas within their system, we inevitably find our-
selves creating our own interpretation of Prasangika.
Such an approach of crystal-clear logical analysis
allowed, on the one hand, the transmission of the
teaching as living knowledge — knowledge of how
to “cognise the inconceivable” — and, on the oth-
er hand, prevented errors of the extremes of nihil-
ism and eternalism.

In Madhyamaka there exists a special “antidote”
against nihilism and absurdity — a way of reflect-
ing on any subject from the standpoint of Relative
and Ultimate Truth (which must not contradict one
another). This principle — considering any objects
and phenomena from the perspectives of Relative
and Ultimate Truth — extends to the attitude to-
wards the image and towards the sacred in gener-
al. They undoubtedly exist on the relative level, but
are absent on the level of Ultimate Reality. This de-
termined, for example, the perception of an image
of the Buddha as the Blessed One himself and, at
the same time, as a “support”, an “skillful means”
in the process of meditation.

Within this same logic the tradition of hiding im-
ages inside tantric temples, “enveloping” sculptures
in fabric, or screening thangkas with cloth can be
interpreted not only as a practical measure (“cloth
protecting the ‘mirror’ of the image (Tib. melong)
from soot”), but also as a profound tantric gesture.

The practice of enveloping statues in cloth has
two main forms. The first involves the creation of
special garments in which statues are dressed; the
second consists in an almost complete covering of
tantric sculptures from external view. The former is
widespread not only in regions where Vajrayana has
taken root (Tibet, Nepal, Mongolia, Russia, China,
Japan), but also in countries traditionally regard-

ed as Theravada, for example Thailand and Burma.
In studies of the last decade this tradition has of-
ten been described in a rather one-sided way, em-
phasising only one aspect of its perception in “folk
Buddhism” in China, Japan and Southeast Asia — as
“living sculptures”. The term "living sculptures” is
primarily associated with legends of statues mov-
ing through space, performing miracles, emitting
light, speaking, and so forth. In our earlier analy-
sis of the Tibetan historical source The Blue An-
nals we also touched upon this phenomenon. Yet
studies of this kind often fail to consider admoni-
tions of Buddhist hierarchs of the past and present
concerning the nature of the image in the context
of the relative and ultimate nature of the Buddha.
As a result, an essential aspect is lost for Buddhist
practice: the awareness of the relativity of percep-
tion of sculptures by the monastic community and
practising Buddhists.

It is likely that during the period when Buddhism
was taking root among broad strata of believers in
China and Japan between the 6th and 12th centu-
ries, the act of “clothing” sculptures and perceiving
them as “living beings” in a literal, folkloric sense
could indeed have occurred. In China, for example,
cultural antecedents for enveloping sculptures in
fabric garments can be found in the funerary sculp-
ture of warriors of the Han dynasty (202 BCE — 220
CE). However, within the field of Vajrayana such a
literal interpretation appears highly one-sided.

The custom of dressing statues in garments and
special ornaments in tantric Buddhism was also firm-
ly established in Tibet, Mongolia and Buryatia and
continues to exist today. One of the most strik-
ing examples of the contemporary survival of this
custom is the dressing of the legendary Sandal-
wood Buddha in the Egituysky datsan in Buryatia.
This sculpture has a characteristic removable crown
and a fabric mantle over the shoulders. Judging
by small copies of the Sandalwood Buddha pro-
duced in China in the 19th century, in the Beijing
temple the sculpture originally stood without ad-
ditional garments (one such sculpture is preserved
in the collection of the Sverdlovsk Regional Muse-
um of Local Lore). In the 19th century the tradition
of concealing sculptures in additional fabric gar-
ments was widespread throughout the Qing Empire
and in Buryatia. The Chelyabinsk State Museum of
Fine Arts preserves a sculpture of Lama Tsongkhapa
with a textile outfit consisting of a yellow high hat
and a cape. Sculptures of similar appearance are

frequently encountered on the altars of contem-
porary Buddhist temples in Buryatia and Mongo-
lia, which testifies to the stability of this tradition.
A vivid example is the shoulder cloth covering the
numerous bronze images of crowned Buddhas on
the main altar wall in the Gandan monastery (Ul-
aanbaatar, Mongolia), among many others. Yet, in
ritual terms, this custom of dressing sculptures in
additional fabric garments carries a somewhat dif-
ferent meaning: it constitutes an offering to the
images of Buddhas and bodhisattvas as an accu-
mulation of merit. In other words, the sculpture
is not literally perceived as a deified or living ob-
ject — such perception would transform it into an
idol, an absolutely inadmissible notion in the Bud-
dhist tradition. Rather, the offering is made to the
sculpture as an image reflecting the nature of the
Buddha, which should be perceived as the Buddha
himself, while simultaneously maintaining aware-
ness of its relativity.

Another aspect of “covering with cloth” Buddhist
sculptures in tantric temple spaces is directly linked
to the concealment of images from the eyes of the
uninitiated. A striking example is the preserved struc-
ture and interior of the palace of the Choijin Lama

Fig. 2. Interior of the Zankhan Temple. Choijin Lama Palace,
Ulaanbaatar, Mongolia. Photo by the author.
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in Ulaanbaatar, Mongolia. Choijin Lama (1871-1918)
was an oracle and younger brother of the head of
Buddhists and ruler of Mongolia, Bogd Gegen VIII
(1869-1924). His residence, which included sever-
al temples, was intended for special tantric rituals
aimed at protecting the land of Khalkha Mongolia.
In the most restricted temple in sacred terms, the
Zankhan temple, one can still see sculptures of yid-
ams in yab-yum iconography covered with cloth.
The concealment or “enveloping” of significant
images in cloth, as well as images at the moment
when they are invested with the “essence of the de-
picted” and the duality between depicted and de-
piction is removed, can also be observed during the
ritual of “opening the eyes” of a sculpture. Contem-
porary ceremonies, conducted in strict accordance
with medieval texts, show that a sculpture fully com-
pleted from an artistic standpoint remains covered
with cloth right up to the ritual moment of “open-
ing the eyes”. This rare moment was documented
in 2013 during preparations for the “eye-opening”
ceremony for 1080 images of longevity deities lo-
cated in the Eastern Stupa of Reconciliation at the
Rinpoche Bagsha datsan complex (Russia, Buryat-
ia). In July 2026 at the Agvan Dorzhiev Museum in
the village of Khara-Shibir (Russia, Buryatia), this
ritual could also be observed during the consecra-
tion of a statue of Agvan Dorzhiev. Thus, the mys-
terious transition of a sculptural image prepared
by the artist into an “active” image endowed with
specific power in the course of the ritual cannot be
openly performed before a broad mass of believ-
ers: at that moment the sculpture literally remains
visually concealed. Once the process of “densifi-
cation” is complete and the cloth is removed from
the statue’s eyes or lifted from the painted surface

of the thangka, the hidden becomes manifest and
the image begins to represent its nature.

At the same time, painted scrolls and especial-
ly sculptures continue to preserve hidden elements
even at the literal level. Sculptures, for example, con-
ceal the inserted reliquaries and mantras placed in-
side them after completion of their fabrication and
sealed during the ritual.

In conclusion, when we examine three-dimen-
sional sculptural and pictorial objects of Vajraya-
na Buddhist art, the phenomenon of concealment
proves to be a distinctive tool of art-historical anal-
ysis. It allows us to consider Buddhist painting and
sculpture through the lens of the philosophical
foundations of Madhyamaka. As a specific artis-
tic-religious phenomenon, Vajrayana art objects
will always represent only part of the meanings,
concealing or veiling what must be transmitted
on another level of knowledge. Through this reli-
gious-philosophical framework — an approach to
understanding the relativity of form — one can also
grasp the principles of form-generation in Vajraya-
na three-dimensional objects: for instance, the ob-
ligatory presence of a hollow inner space within
stupas and sculptures (which developed precisely
in the Vajrayana tradition) and the very principle
of folding and unfolding the thangka scroll em-
bedded in the structure of tantric painting. Part is
hidden; the whole is completed in the conscious-
ness of the practitioner.Something is always con-
cealed, yet presupposed, by the mere fact of its
presence, preventing the mind from becoming at-
tached to the obviousness of form.
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OEHOMEH «COKPbITA» CAKPAJIBHBIX
N3OBPAXEHI B TPAANLNIN NCKYCCTBA
BAZIXKPAAHbI (MOAXOAbB! K MCKYCCTBOBEAYECKOW
NHTEPITPETAL W)

AHHoOTauumsaA: B cmamee ucciedyemcs yHUKAbHbIU ¢heHo-
MeH «COKpbIMUs» CKY/IbNMYPHbIX U XUBONUCHbIX 06pazos
8 6yoddutickoli mpaduyuu 8adxpasHsel, npedcmasaaroujuli
coboli ocobebili achekm cakpasnaeHo20 uckyccmaa. Aemop
paccmampusaem OaHHY NPAKMUKy Kak KOMNJieKcHoe
As/eHuUe, o6veduHarowee gusocogckue, penuzuo3Hsie U
xyodoxecmseHHble acnekmel 6yddulickoli Kynemypel. Vc-
cnedosaHue okycupyemcs Ha 08yx OCHOBHbIX hopMax
«cokpbimus» 6yddulickux uzobpaxxeHull: obnaq4eHUU cKyb-
nmyp 8 cneyuassHsle 00ex0bl U Npakmu4ecku noJIHOM 3a-
KpblImuu maHmpu4eckux o6pasos om NOCMOopPOHHUX 2/1a3.
Ocoboe sHUMaHue ydensemcsa ¢punocogckuM oCHOBAHU-
AM 3MO020 A8EHUS 8 KOHMeKCMe y4yeHUs MaoxessMuKku u
e20 po/iu 8 MeAuMamusgHselx npakmukax. B pabome pac-
cMampusaemcs 0golicmeeHHas npupoda heHomeHa «co-
Kpblmus»: ¢ 00HOU CMOPOHbI, 3MO 3aujuma CesaUeHHbIX

Kak n B 1toboin pennrnosHom Tpaguumm, B bya-
AV3Me BaZXXpasiHbl (CAHCKP. «ajiMa3Has KONeCHU-
ua»)! nckycctBo sBAseTca ryboKo YyKOpeHeHHOM
YacTbto pennrnosHoro npouecca. OgHako, B OTAU-
yMe OT BCeX APYruX TPajuLMIiA, akOHMUECKOro Xa-

L BagykpasHa — C CaHCKp. «a/Ma3Has KoJeCHULLa», ABAseTCA Tpe-
TbVM HanpasneHnem Byaar3Ma, HapaBHe C XMHasiHOW (Maion
KOJIeCHULLEN), MaxasHoW (6onbLON KonecHuLen). Kak otaenb-
Has BeTBb OyAaM3Ma poannack Ha Tepputopun NHaum B VII-
XII BB. B HanaHae 1 Apyrvnx MoHacTbipax atoro nepuoga. C XII
BeKa pacrnpocTpaHuiack Ha TEppPUTOPUM NCTOpUYecKoro Tu-
6eTa, 1 fanee B CTPaHbl «CEBEPHOrO ByAAN3Ma», K KOTOPbIM
OTHOCATCA W TpW pernoHa Poccunn: Kanmeikuns, bypatus, Tysa.
Bag>xpasiHa (6yaAVINCKNIA TaHTPU3M) NPeAnonaraeT BO3MOX-
HOCTb BbICTPOrO AOCTUXKEHUS COCTOAHNA MPOBYXKAEHMS.

06pazos om HenoceAWEHHbIX, ¢ Opy2oli — ompaxeHue
¢yHOameHmasnbHo20 6yddulickozo y4YeHuUs 06 omHocu-
mesieHOU npupode sigieHUl. ABmop nokaselieaem, Kak
daHHas mpaduyus coxpaHsemcs 8 cospemeHHoM bydouli-
CKOM uckyccmae, 0eMOHCMpUpYs eé XU3HecnocobHocMmeo
u 3Ha4umocme. VlccnedosaHue onupaemcsi Ha aHaau3
6yddulickux mekcmos, u306pasumesibHbIX Mamepuanos
U cospeMeHHbIX Npakmuk. Pe3ysibmamei ucciedo8aHus
deMOHCMpuUpyom, YMo heHOMeH «COKpbImus» Aesgem-
CA BAXHbLIM UHCMPYMeHMOM 019 NOHUMAHUSA NPUHYUN08
¢opmoobpazosaHus 8 uckyccmae 8adXpasHel U ompa-
xaem ¢pyHOameHmManeHele nosoxeHus b6yooulickol ¢u-
nocoguul.

KnroueBble cnoBa: sadxpasHa, byddulickoe uckyccmeo,
CaKpasbHble U300paxXeHUs, UYepeMOHUs «OmKpbimus
2nas», byoddulickas ckynenmypa.

pakTepa, rae CywecTByeT TpaanLLna n3obpaxeHus
Peanrnmo3HOro NCTOPUYECKOro pacckasa 1 cosga-
HVe MOJIMTBEHHOTO 06pa3a, B BajyKpasHe posib U30-
Hpa>keHVs BbIXOAUT Aaneko 3a NpeAebl 3TUX acrnek-
TOB W CIYXXWUT NPaKTUYECKUM CPeACTBOM, ONOPOI B
npouecce MeanTaLmm 1 BU3yanmsauum. 3ta ocobas
B3aMMOCBA3b M3006paxkeHUs kak GeHOMeHa 1cKyc-
CTBa U OYAAMNCKMX MeAUTATUBHBIX NPaKTUK SBS-
€TCS APKON OTANYUTENBHOMN YepTOW UCKyCCTBa Bya-
AVACKOTO TaHTpM3Ma.

Cpean MHOXECTBA UCCEA0BaHHbIX aCMeKTOB UC-
KycCTBa BaJyKpasiHbl, 3aTparnBaemMbIX yYeHbIMU Ha
npoTtsaxeHnn XX Beka (MKoHorpaduyeckme BONpo-

59



Cbl LUIMPOKO OCBeLLeHbI B TpyAax npod.Jlokeww YaH-
Apbl v Ynbpux GoH LLpesepa, ocobeHHOCTN CcTUAN-
CTUKM U CNeunduKn HaumoHaabHbIX LLKOJ XOPOLLO
M3yyeHbl 3apyB6eXKHbIMN 1 OTEUECTBEHHBIMU UCCe-
posatenamu [. xxaekcoHom, M. Py u P. TypmaHowm,
0. N. EnmxmHon, 3. B. TaHesckom, A. ®. lybpoBu-
HbiM, LL. b. bBagmaxanosbimM, C. b. bapaaneesoin 1
MHOTVMMM APYrMMu), B JaHHOM CTaTbe XOTeNOCh Obl
YAENNTb BHUMaHWE OLHOMY acrnekTy, CyLecTBYyto-
LemMy BHYTPW XpaMOBOM TpaAnLMn BajxKpasHbl —
«COKPbITUIO» Pa3IMYHbIX CKYAbMTYPHbIX U >XXMBO-
MUCHbIX 06BEKTOB. I paccMoTpeTb 3Ty TpaguLuuto
UyTb LUMPE — B KOHTEKCTE OCHOBHbIX GUAOCOPCKUX
MOJIOXKEHWIN CAMOrO YUYEHUS 1 OTHOLLEHMWS K «M30-
HpaxkeHWo» AN NPOABAEHHOMY YPOBHIO B LIEIOM.

C TOUKM 3peHNs COTEPUONOTNYECKOW, PENUTUNO-
BeAYEeCKON GEeHOMEH COKpPbITUSA CakpasbHbIX 06beK-
TOB M N300paXkeHNn 0ObACHAETCS LOBOABHO MPOCTO
— MeTOZAbl N NPaKTUKN BaZXpasiHbl, HaLeNleHHble Ha
cKopelillee AOCTUXKEHNE COCTOSHUA NPOBYXAeHMs,
npeacTaBaAsaroT coboi paboTy HaNnPAMYHO C TOHKMMMU
COCTOSIHUSIMM UYesIOBEYECKOro CO3HaHMs U NCUXUKK,
W cnefoBaTesibHO NPeACTaBAAT COHOM 3aKpbITYHO
obnactb ANs NtOAEN HE UMEHLMX TAHTPUYECKOro
HacTaBHMKa M OCOObIX PUTYasIbHbIX MOCBALLEHWNN,
nbo MOryT NpeAcCTaBAATb COOOM AeNCTBUTENbHYHO
OMacHOCTb A5 HEMOATrOTOBEHHOTO, «1H060MbIT-
CTBYHOLLLErO» yMa. VIMeHHO No3TOMY TaHTPW3M U ero
TeKCTbl JONrOe BPeMA OCTaBa/MCb HEAOCTYMHbIMU
4Na nccnesoBaTeneit (OAUH U3 caMblX NMEPBbIX TaH-
TPUUECKMX TEKCTOB «XeBajXpa-TaHTpa» Obla ne-
pesegeH [. CHeprnosbiM ToAbKO B 1959 roay) [5].

OpHako, kak bbl10 OTMEUYEHO Bbllle, N306pa-
>KeHWe B TaHTPU3Me BbIXOAUT JaneKko 3a npeje-
Nbl MOANTBEHHOTO 06pasa, OHO OTpaXkaeT OAWH M3
Hanbosee rnybokmMx acnekToB ByAANNCKOTO yue-
HUSA — yUeHUsi 06 OTHOCUTENIbHOW NpUPOAEe BCEX
deHOMEeHOB, 3a/0XeHHOe Kak yHAaMeHTe BbiC-
Wwewn wkonbl byaaninckon dmnocodmm maaxbamm-
ke [4]. MagxbaMMKa BO3HMKIIA B YCJIOBUAX PEUTA-
03HO-MAE0N0rNYECKOro CONepPHNYECTBa C APYrumu
LIKONAMWN paHHero 6yaansma, HO B JasibHENLLEM
CTana HeoTbeMIEMOW YacTbio dmnocopckoro 0b-
yuyeHus BasaXpasHbl. LLikona lenyr (Hanbonee pac-
NpOoCTpaHeHHas LWKOo/a Ha TEPPUTOPUN «CEBEPHO-
ro 6yaansma», B ToM umcie Poccum), ocHoBaHHas
LloHkanown B XIV Beke, cumtaeT cebs npsmon Ha-
cneaHvUen magxbamuku [1, c. 242].

OCHOBHbIe NMPUHLMMbI MaAXbIMUKN N3NOXKEHBI
Harapa>xyHol B «MynaMagxbsiMmakakapuke» (C caHc-
kp. «KopeHHble cTpodbl 0 CpegmnHHOCTM»). B VI B.
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NPOUCXOANT pasfeneHne Ha MaaXbsMUKY-CBaTaH-
TPWKY, OCHOBOMOJOXHWUKOM KOTOPOM CUMUTAETCH
bxaBaBuka, 1 npacaHrnky. OCHOBOMOJIOXHNKOM
MaAXbSAMUKU-MPaCaHIMKM CUMTAETCS HacTosTe b
yHuBepcuTeTa Hananabl Yanapakunptu (VII B.). YaH-
APaKMPTY OCTaBU MHOTOUYMUCEHHbIE KOMMEHTapUK
K CyTpaMm, TaHTpaMm, a Takxe TekcTam HarapayxyHsbl,
CaMbIM 3HaMeHUTbIM ero TPyAoMm cumTaeTcs «Mag-
XbAIMMKaBaTapakapuka» (c caHckp. «BeegeHve B
Magaxbammnky»). NMocKoAbKY NpacaHrnku Kacaamcb
HaMBbICLLUMX TeM B Byaaunrickon ¢unocodumm (Ha-
npumep, «nycToTa OT CaMOCYLLEr0») U JIOFTMYECKMM
nyTeM BbISBASAN UAN CKOPee yKa3biBaau Ha ¢peHo-
MeHbI, KOTOPbIE Yy>Ke MO3HATCA HanpsaAMYHo, a He
YMO3pPUTENIbHO, OHW He BblIM CKAOHHbI OMMUCLIBaTb
durnocopckme TOHKOCTU CBOE NMO3MLMK B yTBEP-
AVTENbHON MaHepe, 061BasCh NMOJHOIO Jornye-
CKOTO HU3BEAEHMA JOBOAOB OMNMOHEHTA U AEMOH-
CTpauum abcypaHOCT NONOXEHWIM, OCHOBaHHbIX Ha
Bepe B caMocylliee, fenas 3T0 C MOMOLLbIO OTpuLa-
Te/IbHOWM AManekTnkK, KoTopas HasblBasacb «npa-
caHra». [1o3TOMy umTas MUX TEKCTbl U CTaBs Nepes
CcobOW Lenb BOCCTAHOBUTb CMbIC/ TE€X MU UHbIX
JOrMaToOB WX CUCTEMbI, Mbl TaK UAN MHade Bysem
BbIHY>/eHbl GakTU4eckn co3gaBaTb COOCTBEHHYHO
WHTepnpeTauuio npacaHruku [3, c. 30]. Takol noa-
XOZ, KPpUCTaNbHO BbIBEPEHHOTO JIOrMYECKOro aHaNun-
3a NO3BO/SI/I OJHOBPEMEHHO U COXPaHUTb yueHune
KaK XXWBOe 3HaHue, OCyLLEeCTBMB Nnepeaady 3HaHuA
O TOM, KaK «Mo3HaBaTb HeNMo3HaBaeMoe», U He J0-
nyckaTtb OLWMOOK KPaNHOCTEN HUTMAN3MA W STepHa-
nmsma. OT HUrmamama n abcypAHOCTM B MaXbAMU-
Ke cyLecTByeT n ocoboe «npoTmBosaame» — cnocod
pa3mbILLAEHMS O YEM-TMBO C TOUKM 3peHns OTHO-
CUTENbHOM 1 ABCONFOTHOM UCTUHBI (KOTOpPbIE He
JOJIKHBI MPOTUBOPEUNTD APYT APYTY). DTOT NMPUH-
uun (paccMoTpeHure Ntobbix 06BEKTOB U peHoMe-
HOB C TOUKM 3peHns OTHOCUTENbHOW N ABCONHOTHOW
MCTWHbI) PacKpbIBAeTCA N Ha OTHOLUEHUN K <130~
Bpa>keHUto», N K «CakpasbHOMY» B LLeJIOM, KOTO-
pble, 6€3yCcNoBHO, CYLLECTBYHOT Ha OTHOCUTENBHOM
YPOBHE, HO OTCYTCTBYOT Ha ypoBHe ABCONOTHOM.
YTto onpesensno, Hanpumep, BocnpuaTue nsobpa-
XeHua byaabl Kak camoro baarocnoBeHHOro n og-
HOBPEMEHHO Kak «OMnopy», «MCKYCHOe CPesCcTBO»
B Npouecce MeamTaLmm.

B 370l >ke norvke MoxeT 6bITb paccMOTpeHa
TPaANLMA CKPbIBaHUA N306paXKeHWI BHYTPW TaH-
TPUUYECKNX XPaMOB, «yKYTbIBaHWUSA» CKYNbMATYpPbl B
TKaHb WAM 3aHaBeLlMBaHNE TXaHOK TKaHbHO, KOTO-
pas B laHHOM C/lly4ae MOXET ObITb pacCMOTpPeHa He

TO/IbKO KakK «TKaHb, OXpaHAroLLLasn OT KOMOTK «3ep-
Kano» n3obpaxeHns (TM6.MeNoHT)», HO 1 Kak rny-
GOKNIN TAaHTPUYECKMIA XKECT.

MpaKkTuKa «yKyTblBaHUS» CTaTy B TKaHb UMeeT
[Ba OCHOBHbIX BUga. [epBas — co3gaHuve cneunans-
HOM ofeX/bl, B KOTOPYHO CTaTyun OZAEeBatoTCA, BTO-
pasi — C MPaKTUYEeCKM MOJHbIM 3aKPbITUEM TaHTPU-
YeCKMX CKY/NIbNTYP OT MOCTOPOHHMX rnas. MNepsas
MMeeT He TOJIbKO LUMPOKOEe pacnpocTpaHeHue Ha
TeppuTOopMM paccmaTpuBaembix cTpaH (Tnbet, He-
nasn, MoHronus, Poccus, Kutain, inoHus), rae yko-
PEHUANCH MAEN BaZXKpasiHbl, HO W B CTpaHax, Tpa-
AVILIMOHHO OTHOCUMBIX K TXepaBage, Hanpumep, B
TannaHge nan bupme. B nccnegoBaHusx nocneaHe-
ro AecATnaeTuns, 3Ta TPaAMLMSA ONMCbIBaeTCA BECbMa
O0ZHOB0KO, PUKCUPYS TONBKO OANH acnekT UX BOC-
NpUATUS B «HapOAHOM byaamsme» Kutas, AnoHum
n ctpaH FOro-BoCTOYHOM A3MK — B KauecTBe «XKU-
BbIX CKyNbNTYp» [6]. CaM TEPMUH «KMBble CKY/b-
NTypbl» CBA3bIBAETCA MpeXJe BCero C sereHAaamu
O TOM, KaK CTaTyun nepemMeLLanncb B MpOCTPaHCTBE,
TBOPWAWN Uyzeca, U3y4dann CBET, TOBOPUAN U T.A.
Ha maTepunane TMbeTCKOro NCTOPMYECKOro NCTOY-
HuKa «CMHAA NeTONNCb» Mbl TakXe Kacaincb 3TOro
deHomeHa [2]. OpHako, B uccnesoBaHusax nosob-
HOro nJsiaHa Yalle Bcero He PUKCUPYHOTCA HaCTaB-
neHna byaaANNCKUX nepapxoB MPOLUAOro U HacTo-
ALLEero o ToM, 4YTo coboli npeacraBasetr GeHoMeH
«M306paXKeHNEe» B KOHTEKCTE OTHOCUTE/IbHOM N ab-
CONOTHOM Npupoabl byaabl, Takum obpaszom yny-
CKaeTcs HeobXOAMMBIN AN BYAANNCKON NPaKTUKK
MOMEHT OTHOCUTE/NIbHOCTN B BOCMPUATUN CKY/b-
NTYp CO CTOPOHbI MOHALLUECTBa W MPaKTUKYHOLLMX
6yaancToB. BeposTHO, BO BpeMeHa yKOpeHeHus
6ysaM3Ma B LUMPOKMX Maccax BepyroLLMX Ha Tep-
putopumn Kutas n AnoHnn B VI-XII BB. aKkT «ogeBa-
HUS» CKYNIbATYP U UX BOCNPUATUSA «KUBbIMU CyLLe-
cTBaMu» B BykBasbHOM, GONBKAOPHOM CMbICNE Y
MOT MMeTb MeCTO, MOCKO/bKY, HanpumMmep B Kutae,
06 LLLEeKYNIbTYPHbBIE NCTOKM 0BNaYeHNs CKYNAbMATYPbI
B TKQHEBYHO OZEXAY MOXHO HalTu eLle B norpe-
B6anbHOM NMaacTnke BOMHOB AMHAcTUKM XaHb (202 T.
40 H.3 — 220 r.H.3), HO B NPOCTPaHCTBE BaAXpasHbl
Takas VHTepnpeTaLms BbIMAAUT BECbMa O4HOOOKOW.

Obblual obnaveHmsa CTaTyn B ogexay 1 cneuu-
a/IbHble YKpalleHus B TaHTpU4YeckoM byaamsme bbina
Tak>Xe yKopeHeHa 1 Ha Tepputopun Tnbeta, MoHro-
nnn, Bypatun, n cywecteyet fo cnx nop. OgHUM 13
APKUX MPUMEPOB COBPEMEHHOTO HbITOBaHMSA 3TOrO
06blYas MOXHO Ha3BaTb obsaveHne nereHaapHoOro
CaHganosoro byaabl B Srutyiickom gauaHe, byps-

TUW. DTa CKYNIbMTYpa MMEET XapaKTEPHYH CbeMHYHO
KOPOHY 1 TKaHEeBYHO HakuAKy Ha nievax. [Mpuyem,
Kak MOXHO CyAWTb NO HEGONBLUUM CKY/IbNTYpPam-KO-
nuam CaHganoBoro byaabl, KOTopble Aenannucs B
Kutae B XIX Beke, B MEKMHCKOM Xpame CKyabnTypa
cTosana 6e3 JONONHUTENbHBIX 04X/, (OfHa N3 Takux
CKyNbNTYp HaxoauTcs B cobpaHum CBepANOBCKOrO
obnacTtHoro kpaeBegueckoro myses (MHB.NQ Cm-
996). B XIX Beke Tpaanumsa COKpbITUA CKYAbATYP B
JAOMONHUTE/IbHbIE MMEHHO TKaHEBbIE OAeX bl Oblna
NMOBCEMECTHOM Ha Tepputopun LIMHCKOM nmnepuu,
a Takxe B bypsaTtnn. B YensabuHCckoM rocyaapcTBeH-
HOM My3ee M306pa3nTesibHbIX MCKYCCTB XPaHUTCS
ckynbntypa Jlambl LzoHkanbl (MHB. N2 YOKT-KI
11237 C 339) nmetolas TkaHHoe obnadeHune, co-
CTOsILLLee U3 XXEeNTON BbICOKOBEPXOW LIAMNKM 1 Ha-
knakun (MHB.N2 YOKT-KIM 11235 AN 3005). Moao6-
HOro 0baunKka CKynbNTypbl YacTO BCTPEYAKOTCA U B
COBpPEeMEHHbIX anTapsax byaanincknx xpamos byps-
TMN 1 MOHToNIMK, UTO ABNSETCA A0Ka3aTebCTBOM
YCTONYMBOCTM 3TOM TPaANLMN. APKMIA TOMY Npumep
— Hane4yHas TKaHb, MOKPbIBAOLLLAN Y>Ke YNOMSHY-
Tble MHOFOUMNC/IeHHble BPOH30Bble N306paxkeHms
KOPOHOBaHHbIX H6ya/ B rMaBHOM XpamMe MOHaCTbl-
ps laHaaH (Ynan-batop, MoHronaua), pacnonarato-
LMecs Ha anTapHOW CTeHe U MHorue apyrue. Oa-
HaKo, onucaHHbI 0bblyali obnaueHmsa cKynbnTyp
B AOMO/NIHUTE/IbHblE TKaHHbIEe OAEXAbl B pUTyab-
HOM CMbICNe HeCceT HECKO/IbKO MHYHO CMbICNOBYHO
Harpysky 1 xapakTtep, 3TO — «NoAHOLeHMsA» obpa-
3aMm byas v 6oaxmcaTTB B kavecTBe 6aaroni 3acny-
rn. T.e. peub He naet o GykBasbHOM BOCMPUATUN
CKY/ZIbMTYPbI B Ka4ecTBe 0O0XeCTBAEHHOIO UAN XN-
BOro 06bekTa, UTo Kak Obl10 OTMEYEHO Bbille Npu-
BeO Obl K BOCMPUATUIO CKY/NIbATYPbI Kak naona, —
abCcoNtoTHO HegoMyCTUMasa MbICAb B ByaaMIACKON
TPaAULMK, HO CKYNbMTYype AenaeTcs NoAHOLIEHME,
Kak obpasy, oTpaxatoLiemy npupoay byaabl n Ko-
TOPbIN JOKHO BOCMPUHUMATL Kak camoro byaay,
OZHOBPEMEHHO yAep>XMBas B CO3HAHUU MbIC/b O
€ro OTHOCUTE/IbHOCTW.

[pyras oCO6eHHOCTb «YKPbITUS TKaHbtO» ByA-
AMNCKOWN CKYNbNTYpPbl B MPOCTPAHCTBAX TaHTPU-
YecKMX XpaMoB HanpAMYH CBfidaHa C «yTauBaHW-
eM», «COKPbITMEeM» 06Pa30B OT HEMOCBALLEHHbIX
rnas. Apkuin npumep — coxpaHuBLLAACA CTPYKTypa
1 BHYTpeHHee ybpaHCTBO ABopua YonaXKMH-1aMbl
B YnaH-batope (MoHronus). YonaxumH-nama (1871-
1918 rr.) 6611 OpakynoM 1 MAaAWKUM BpaToM raBbl
6yaanctoB u npasutens MoHronmn borgo-lereHa
VIII (1869-1924 rr.), a ero pe3ngeHLuns, BKAOYAB-
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Wwas B cebsi HECKONbKO XPaMOB, NpesHa3Havanacb
A8 0COBbIX TAHTPUYECKMX MPAKTUK MO 3aLluTe 3em-
v Xanxa MoHronnun. B Hanbonee 3akpbiTom ¢ ca-
KpaNbHOW TOUYKM 3peHUs XpaMe 3aHxaH, 1 Cceroj-
HA MOXHO YBU/ETb YKYTaHHble TKaHbO CKYbMTYpPbl
MnaamoB B MKoHorpadum a6-rom.

CokpbITHe, «yKyTblBaHNE» TKAHbH 3HAUYUMbIX C
TOYKM 3pPEHUS NPAKTUKN U306paxxeHnin, 1mbo n3o-
H6paxkeHNn B MOMEHT UX HaJENEeHNs «CYLLHOCTbHO
N306paXKeEHHOro», Koraa CHUMaeTca AyasbHOCTb
MeXay M30bpa>KkeHHbIM 1N n306paxKeHNeM MOX-
HO 3adurKCMpOBaTb BO BPeMsA puUTyasna «OTKpPbIBa-
HWA r1a3» CKyAbNTypbl. Ha nprMepe coBpeMeHHbIX
LLlepEMOHWIA, KOTOPble NMPOBOAATCA B CTPOrOM CO-
OTBETCTBMMW CO CpesHEeBEKOBbIMU TEKCTAaMM, MOX-
HO YBUWAETb, UTO y>Ke roToBas C XYAOXeCTBEHHOM
TOUKW 3peHMA CKyAbMNTYypPa, A0 CAMOro pUTyasbHOro
MOMEHTa «OTKPbIBAHMA 11a3» OCTAaeTCA 3aKPbITOM,
YKYTaHHOW B TKaHb. DTOT PeAKMiA MOMEHT bbla 3a-
dukcmposaH B 2013 roay, BO Bpems NOArOTOBKM K
LepeMoHNN «OTKPbITMA rnas» 1080 ckynbnTtyp 60-
KECTB AOTOM XM3HW, PAaCNONIOXKEHHbIX B BOCTOU-
Hol cTyne MNpUMUPeHUs Ha TeEPPUTOPUM KOMMNEK-
ca pauaHa «PnHnoye barwa» (Poccua, bypatusa), B
nrone 2026 roga B My3see ArsaHa [lopxunesa B cene
Xapa-LWnbunpb (Poccus, bypatna) 3ToT putyan Tak-
e MOXHO 6b110 HabatogaTe BO BpemMs OCBsLLe-
Hus ctatym AreaHa [opxuesa. Takmm obpasom,
MOMEHT TanHCTBa NePEXoAa, MOArOTOBAEHHOTO Xy-
BOXHUKOM CKY/NIbNTYPHOTO N306paxkeHns B «Aei-
CTBYtOLLEe» M30DpaxKeHMe, KOTOPOE B XOA4€e PUTY-
ana HaZenseTcs onpeseseHHON CUA0N, He MOXKET
6bITb OTKPBITHIM ANS LUMPOKNX MAcC BEPYIOLLMX, U
CKyAbMTypa B 3TOT MOMEHT OCTaeTCs BU3YyaslbHO CO-
KpbITOW B MPSAIMOM CMbIcie cnoBa. Ho Kak Tob-
KO MpOLLecC «OMNOTHEHWUS» 3aBEPLUEH, U Y CTaTyu
CHUMaETCs TKaHb C rNa3, a y TXaHKu — NogHMMaeTcs

BBEPX TKaHb C XXMBOMUCHOM NOBEPXHOCTH, — COKPbI-
TOe CTaHOBUTCA SBNIEHHbBIM, OHO penpe3eHTUpyeT
cBoro npupogy. OfHOBPEMEHHO C 3TUM U XMBOMUC-
Hble CBUTKN N OCODEHHO CKYy/IbMTypa NPOoAOAXKatoT
yTamBaTb B cebe COkpbITOe, faxke Ha bykBasbHOM
ypoBHe. Tak, HanpumMep, cKyabnTypa Npogoxa-
eT B cebe yTamBaTh BJAOXKEHMS, KOTOPblE BHYTPb ee
06bIYHO MOMELLAKTCA MO OKOHYaHWUIO N3roTOBAE-
HWs, @ BO BPeMs puTyasa Tak>e 3arneyaTbiBatoTCs.

B 3akatoueHUn OTMETUM, MPU PacCMOTPEHUN
06bEMHO-NNACTNYECKNX U XKMBOMUCHBIX 06BbeK-
TOB OYAAMICKOrO MCKYCCTBa BajxKpasiHbl, paccMa-
TpUBaeMbli GEHOMEH «COKPbITUSA» ABASETCS CBO-
€00pa3HbIM MHCTPYMEHTOM MCKYCCTBOBEAUYECKOTO
aHann3a, KOTopbIl NO3BOSET PAaCCMOTPETb OObEk-
Tbl OYAANACKON XMBOMUCK U MAACTUKM CKBO3b NMpPU-
3My duocodckmx ocHOB MaaxbaMukm. Kak ocoboe
XYyAOXKECTBEHHO-PENIUTNO3HOE SIBJIEHWE, MPEAMETbI
NCKYCCTBa BajykpasHbl Bcerga byayT penpeseHTo-
BaTb COBON NNLLb YacTb CMbIC/IOB, COKpbIBas/yTan-
Bas TO, UTO JO/IKHO NepesaBaThCs Ha JPYrom ypoB-
He 3HaHMA. CKBO3b 3Ty PeNnUrmo3Ho-euaocodckyro
OCHOBY WJ/IM MOAXO0Z, K MOHVMaHMWI0 OTHOCUTENbHOCTM
bOpMbI, MOXHO MOHATL U NPUHLMMBLI GopMoobpa-
30BaHWsA 06 BEMHO-MAACTUYECKUX OObEKTOB ByaAM3-
Ma BagpyKpasiHbl, Hanpumep, obs3aTtenbHOe Haanumne
MOIOTO BHYTPEHHErO MPOCTPaHCTBa BHYTPW CTyMbl
N CKyAbNTYpPbI (Pa3BMBLUMIACA B TPAAULUN UMEHHO
BaJKpasiHbl) 1 3aJ10XKEHHBIA B camon popme bya-
ANNCKOWN XXMBOMWCK TaHTPU3Ma NPUHLMN CBOpa-
UMBaHUS U pa3BOpPaAUMBAHUA TXaHKU. YTamBaeTcs
YacTb, LleIoe JO0CTPanNBaeTCs B CO3HAHUM MpaKTu-
KYHOLLLEro, UTO-TO BCErAa CKPbITO, HO OHO MoApas-
ymMeBaeTcs, GakToOM CBOEro Halnuus, He AaBas ymy
NpuBA3bIBaTLCA K OYEBUAHOCTN GOPMBI.

ABTOp 3asBAsIeT 06 OTCYTCTBMM KOHPANKTA MH-
Tepecos.
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MUTUAL INFLUENCE AND CONTEMPORARY
DEVELOPMENT OF CHINESE AND RUSSIAN
PROPAGANDA POSTERS

Summary: This article offers a systematic examination of
the mutual influence and historical evolution of Chinese
and Russian (Soviet) propaganda posters in the 20th centu-
ry from a cross-cultural perspective. Drawing on the inter-
nal logic of cultural interaction, it approaches the evolution
of Sino-Soviet cultural relations as comprising four stages:
the period of Soviet cultural introduction and emulation, the
period of flourishing exchange, the period of decline, and
the period of thaw and multidirectional transformation. It
traces the trajectory of Soviet propaganda art from its initial
penetration into China to its subsequent localization and
transformation. The study demonstrates that Soviet visual
experience played a significant role in shaping the visual
paradigm of Chinese propaganda posters, while China, at

Introduction

Soviet propaganda art began to penetrate China
in the late 1920s and exerted a profound influence
on Chinese propaganda posters. However, existing
scholarship either remains limited to macro-level de-
scriptions of this influence or reduces the subject to a
linear narrative of the development of Chinese prop-
aganda posters, rarely situating it within the broader
context of Sino-Soviet cultural exchange. At the same
time, studies of Sino-Soviet relations in the 20th cen-
tury typically rely on periodizations based on polit-
ical and diplomatic events, dividing them into four
stages: the period of alliance (1949-1956), the peri-
od of split (1956-1969), the period of confrontation
(1969-1978), and the period of thaw (1979-1989).
This periodization paradigm serves as an important
foundation for analysing diplomatic interactions and
official dialogues between the two countries.

different historical stages, selectively adapted and inde-
pendently developed this legacy. Building on this historical
analysis, the article then explores contemporary transfor-
mation pathways of Chinese and Russian posters in the era
of digitization and artificial intelligence, arguing that the
balance between technological empowerment and cultural
self-awareness is becoming a key challenge for the future of
design. The research proposes an interpretive framework for
understanding the cross-cultural interaction between the
two countries’ cultures and arts and offers historical refer-
ence points for contemporary design practice.

Keywords: propaganda poster; Sino-Russian (Soviet) cul-
tural exchange; visual paradigm; media transformation.

In reality, the trajectory of Sino-Soviet cultural
exchange did not simply follow political relations
or mirror them directly; on the contrary, it pos-
sessed a relatively autonomous historical course.
Taking the above political periodization into ac-
count, this article primarily relies on the internal
logic of cultural interaction and distinguishes four
stages in the evolution of Sino-Soviet cultural re-
lations in the 20th century:

— late 1920s to late 1940s: the period of Sovi-
et cultural introduction and emulation;

— early to late 1950s: the period of flourishing
Sino-Soviet cultural exchange;

—1960s to early 1980s: the period of decline in
Sino-Soviet cultural exchange;

— after the 1980s: the period of thaw and multi-
directional transformation of Sino-Soviet cultur-
al exchange.
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‘Always Together,” 1958, by Leonid Fyodorovich Golovanov

As noted, for example, by E. V. Vasilenko and oth-
ers, intercultural dialogue can be understood as a
process of creative interaction between different cul-
tures across time and space, involving the confronta-
tion and correlation of diverse creative individualities
and artistic viewpoints [3, p. 46]. On the basis of this
revised cultural periodization, the article reconsid-
ers the deeper connections between China and Rus-
sia (the Soviet Union) in the fields of art, design and
cultural practices from a cross-cultural perspective.
It seeks to construct an analytical framework for cul-
tural interaction that differs from traditional political
periodization and uses this framework to explore the
transformation trajectories of contemporary Chinese
and Russian propaganda posters shaped by both
technological and conceptual change.

1. Interaction in historical perspective: the
penetration of Soviet propaganda art and its
local transformation

1.1. Establishing formal and technical foun-
dations (late 1920s - late 1940s)

Exchange and interaction between China and the
Soviet Union in the sphere of propaganda art can be
traced back to the late 1920s, when Chinese cultural
pioneers led by Lu Xun, responding to the realities
of the anti-Japanese struggle, actively introduced
Soviet woodcuts to Chinese audiences. By compil-
ing and publishing collections of prints, initiating the
New Woodcut Movement and organising exhibitions,
they opened the curtain on Sino-Soviet artistic ex-
change. The full-scale outbreak of the anti-Japanese
war in 1937 ushered in a new stage of this exchange,
characterised by closer interaction and more focused
goals. Frequent correspondence between cultural or-
ganisations and figures in the two countries became
an important phenomenon. This exchange influenced
the development of woodcut art in both the Soviet
Union and China, with its impact on Chinese print-
makers being particularly significant. It directly con-
tributed to the evolution of China’s New Woodcut
Movement in terms of both form and concept and
clearly demonstrated how China and the Soviet Un-
ion stood shoulder to shoulder culturally and spirit-
ually in the global anti-fascist struggle.

1.2. Paradigm formation and local transfor-
mation (from the founding of the PRC to the
late 1950s)

Following the establishment of the People’s Re-
public of China, Sino-Soviet cultural exchange es-
sentially took the form of active and systematic
borrowing and study by China of Soviet modern-

“Sino-Soviet Friendship and Mutual Assistance Union — For a
Lasting Peace Throughout the World,” 1950, by Li Binhong

isation culture and institutions. During this peri-
od, the Soviet propaganda poster was officially and
systematically introduced into China. Through the
publication of art albums, the organisation of ex-
hibitions and other forms of cultural import, China
comprehensively emulated and studied the creative
method of Soviet socialist realism. Its themes, sty-
listic features and visual paradigm deeply shaped
the appearance of Chinese propaganda posters of
the time. This extensive borrowing in the domain
of artistic form facilitated the gradual transition of
woodcut art to a new style based on Western paint-
ing, combining stronger militant spirit with higher
artistic quality. It not only established a basic par-
adigm for the development of Chinese propagan-
da posters, but also objectively accumulated the
visual language and conceptual foundation neces-
sary for subsequent explorations in localized cre-
ative practice.

1.3. Autonomous development amid diver-
gence (1960s - early 1980s)

After the 1960s, despite the breakdown of cul-
tural exchanges caused by deteriorating Sino-Soviet
relations, the visual language of Soviet propaganda
art had already become deeply embedded in Chi-
nese creative practice, showing a parallel evolution
of continuity and transformation. In this process,
under the direct influence of the literary and ar-
tistic concept of combining “revolutionary realism
with revolutionary romanticism” and the Great Leap
Forward campaign, Chinese propaganda posters
actively responded to the demands of the time,
rapidly shifting towards visual interpretations of
state strategies and policy lines. Through highly
symbolic and idealised imagery, they construct-
ed a picture of socialist development, serving as
an important visual medium for social mobilisa-
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“With the Great Help of the Soviet Union, We Will Spare No

Effort to Achieve the Industrialization of Our Country Step by
Step!” 1953, by Cai Zhenhua
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tion and the dissemination of political ideas. This
artistic practice continued and reached extreme
forms during the subsequent Cultural Revolution.
Only by the mid- to late 1970s did literary and
artistic creativity begin to return to a more nor-
mal course: Chinese artists started to draw inspi-
ration from folk culture and traditions, exploring
forms close to popular tastes. As a result, a series
of propaganda posters emerged that combined
national style with distinctive features of the era.
With the onset of the 1980s, as Sino-Soviet rela-
tions gradually thawed and the policy of reform
and opening up advanced, Chinese propaganda
posters began to move beyond the constraints of
a single political narrative, laying the groundwork
for subsequent multidirectional transformations.

2. Looking to the future: transformation path-
ways and development trends of contemporary
posters

2.1. Multidirectional transformation path-
ways of contemporary posters

Tracing the historical trajectory of interaction
between Chinese and Russian (Soviet) propaganda
posters throughout the 20th century reveals that
their forms and functions were always closely con-
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“The USSR Is Our Example 1952, by Zhao Yannian, Qian
Daxin

nected to specific political contexts, technological
conditions and cultural environments. In the con-
temporary era, under the combined influence of
global digitization, changes in social structure and
the renewal of media technologies, the propagan-
da poster — once primarily a tool of political mo-
bilisation — is gradually receding from view in its
former guise, giving way to a new configuration
driven by diverse needs such as commercial pro-
motion, cultural communication and social chari-
ty. Within this context, contemporary poster art in
China and Russia has embarked on its own trans-
formation pathways.

First, there is the expansion of creative concepts.
The poster has evolved from a “weapon of ideo-
logical education” into a multifunctional medium
engaged in dialogue with the consumer market,
involved in social issues and transmitting cultural
values to a broad public. It has completed a shift
from a monolithic political narrative to a symbiot-
ic structure encompassing commercial logic, social
responsibility and cultural expression.

Second, there is the renewal of design technol-
ogies. The propaganda poster has progressed from
hand-drawn and manually produced formats to digi-
tally designed and Al-generated forms. Technologies

not only enhance design efficiency, but continuous-
ly redefine the creative boundaries and expressive
capacities of the poster.

Third, there is the reconfiguration of communi-
cation channels. The space in which posters circu-
late has moved from physical surfaces to interactive
digital platforms. Audiences have shifted from pas-
sive "viewers" to active “participants”, and the post-
er has thus evolved from a static “announcement”
into a participatory “dialogue”.

2.2. Development trends of Chinese and Rus-
sian posters

On the basis of the above analysis, it becomes
clear that the landscape of graphic design in both
China and Russia is dynamically evolving in step
with the times, and the field of poster design is
encountering both new opportunities and numer-
ous challenges.

First, the development of artificial intelligence
imposes higher demands on designers. In the era
of generative intelligence, designers engage in
multi-stage dialogue with Al iteratively and joint-
ly refining design solutions. In this process of col-
laboration, the role of the “machine” is transformed:
it shifts from a passive tool to an active “intelligent
agent” that not only recognises user intentions, but

also possesses capacities for active learning, deci-
sion-making and subsequent action [1, p. 35]. Al-
though human—-machine collaboration brings leaps
in efficiency and expands creative possibilities, gen-
erated outcomes are prone to symbol overload and
stylistic homogenisation, and cannot replace re-
flective designer intervention in social issues. Tech-
nological progress has therefore not lowered the
threshold for entry into design; on the contrary, it
has raised expectations of designers, requiring aes-
thetic judgement, interdisciplinary knowledge struc-
tures and cultural insight.

Second, contemporary design is in the process
of searching for new expressive means, with na-
tional culture and traditions as its most important
source. However technologies may evolve, cultural
expression and design innovation remain fundamen-
tal themes of poster creation. The enduring vitality
of posters in both countries to lie in the deep ex-
ploration of explicit and implicit cultural codes of
the respective nations and their organic integra-
tion with new means such as dynamic interactivi-
ty and digital generation. This integration enables
contemporary reinterpretations of national cultural
symbols that balance technological empowerment
with cultural self-awareness [2, p. 187].
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“Learning Advanced Experience from the USSR to Build Our Motherland,” 1953, by Ding Jie
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Conclusion

Looking back over the past century, the inter-
action between Chinese and Russian (Soviet) prop-
aganda posters can be described as a history of
visual evolution from external borrowing to auton-
omous creation and from ideological propaganda
to multicultural dialogue. Their development has al-
ways been rooted in the spiritual soil of each nation
and, within the flow of historical contexts, techno-
logical changes and aesthetic transformations, has
constantly sought new modes of expression. Soviet
visual experience in the 20th century played a deep
and formative role in shaping the visual paradigm
of Chinese posters. In the contemporary era, driv-

en by social change and diversified demands, Chi-
nese and Russian propaganda posters have moved
from one-sided borrowing to equal dialogue and
from political mobilisation to pluralistic expression,
thereby opening a new phase of development. The
rise of digital technologies and artificial intelligence
has further transformed methods of creation and
channels of dissemination for posters. Yet regard-
less of technological progress, the design practice
of Chinese and Russian posters will remain ground-
ed in a deep engagement with national elements
and, by balancing technological empowerment with
cultural self-awareness, will continue to respond to
the challenges of its respective epochs.
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B3AVIMHOE BJIMAHUNE N COBPEMEHHOE
PA3BUTUE KUTANCKNX N POCCUNCKWNX
ATVTALLMOHHBIX MJIAKATOB

AHHOTauma: B cmamee cucmemHo ucciedyromcs 83d-
UMHOe 8/IUfHUe U UCMOopuYeckas 380/1I04uUs KUmalckux
u pocculickux (cogemckux) azumayuoHHbIX N1akamos 8
XX seke 8 kpocc-kynbmypHol nepcnekmuge. Onupasce
Ha 8HyMpeHHHH JI02UKY Ky/bmypHO20 83aumodelicmeus,
uccnedosaHue pasdesisiem 380/104ur0 kKuma’dicko-cosem-
CKUX KY/IbMypHbIX OMHOWeHUl Ha Yyemsipe smana: hepu-
00 88e0eHUA U 3aUMCMB08AHUA cosemckoll Ky/ibmypel,
nepuod pacysema obmeHos, nepuod ynadka u nepuod
nomenseHus u MHo208ekmopHol mpaHcgopmayuu. po-
c/1exxu8aemcs N0JIHAs MpPAaekmMopus co8emcko20 azuma-
YUOHHO020 UCKYcCMaea om e20 npoHuUkHoseHusa 8 Kumati
do siokanusayuu u npeobpasoeaHus. ViccnedosaHue no-
kaselgaem, 4mo cosemckuli 8U3yanbHsIlU OnNbIM celepan
3Ha4YuUMesIbHyr posb 8 hopMUPOBAHUU 8U3YAbHOU NA-
paduzmel Kumatickux azumayuoHHbIX n1akamos, 8 mo
epems kak Kumali Ha pasHeix UCMOpUYecKUx 3manax us-

BBegeHne

CoBeTcKoe armTaLMoHHOE UCKYCCTBO MPOHMKAO
B Kvtaii B koHLe 1920-X rog0B 1 B CBOE BPeMs OKa-
3a10 rybokoe BANSHWE Ha KUTaNCKWIA aruTaLmoH-
HbIA nnakaT. OAHaKO CyLLECTBYHOLLME NCCIeL0BaHMS
NMbO OrpaHNYMBArOTCA MaKPOOMUCAHUAMMU 3TOTO
BAUAHNA, MO0 CBOAATCSA K OAHONMHENHOMY MOBe-
CTBOBaHWIO O Pa3BUTUM KUTANCKOrO arnTaLmoHHO-
ro nnakata, peZko nomeLlas ero B 60see WMPOKUiA
KOHTEKCT KUTaNCKO-COBETCKOTO KyNbTYPHOro obmeHa.
B 1O e Bpems ucciesoBaHUS KMTaNCKO-COBETCKMX
OTHOLLEHNN XX BeKa B OCHOBHOM MePUOAN3NPYHOT-
€Sl Ha OCHOBE MOANTNYECKUX U AUNAOMATUYECKNX

bupamesibHo adanmuposean U camocmosmesbHO paseu-
8as smo Hacnedue. Ha ocHoge 0aHHO20 UCMOpPUYECKO20
aHanusa 8 cmamee 0asee paccMampugarmcs nymu co-
spemeHHOU mpaHcgopMayuu Kumadlickux u pocculickux
nJaakamos 8 3noxy yugposu3ayuu U UCKyccmeeHHo20
UHMesleKkMa u ommevdaemcs, Ymo 6anaHC Mexdy mex-
HOJI02U4eCcKUM pacuiupeHuem 803MoxHocmel U Ky/lb-
MYpPHbLIM CAMOCO3HAHUEeM cmaHem k/todesoli npobsiemoli
6ydywezo duzaliHa. ViccnedosaHue npediazaem uHmep-
npemayuoHHyr pamky 0151 NOHUMAHUS KPOCC-Ky/lbmyp-
Ho20 83aumodelicmaus Ky/bmyp u uckyccme 08yx CmpaH,
a makxe 0aem ucmopuyeckuli opueHmup 04151 coepemeH-
Hol dusaliHepckol npakmuku.

KnroueBble cnoBa: aeumayuoHHsIl naakam; kumad-
cko-poccutickuli (cosemckuli) KynemypHbili 0bmeH, 8u3y-
aneHas hapaduama; MeduampaHcgopmMayus.

COObITUI U, KaK NPaBUIO, AENATCSA Ha YeTbipe 3Ta-
na: nepuog cotosa (1949-1956), nepmog packona
(1956-1969), nepuoga koHdpoHTaumm (1969-1978)
n nepuog notenaenusa (1979-1989). 3ta napagur-
Ma nepuroamn3aLnm Tak>Ke Cy>XKMUT BadXKHON OCHOBOM
NS U3YUYEHUS ANNAOMATUYECKMX B3aMMOAENCTBIIN
N obrLMaNbHbBIX ANANOTOB MEXAY ABYMS CTpaHa-
MW. B felCTBUTENBHOCTU TPaeKTOPUs KMTaNCKo-co-
BETCKOrO Ky/1bTypHOro obMeHa He Hbli1a nogumHeHa
NMOJNTUYECKMM OTHOLLEHMAM U He sABAAMACh MX OT-
paxkeHneM; HanpoTnB, OHa obaasana OTHOCUTENb-
HO HE3aBWNCUMbIM UCTOPUYECKUM XOZOM. [1o3ToMY,
NPWHVYMas BO BHYMaHWe BbllLeyKa3aHHYH NOANTU-
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Yeckyro Nepuoamnsaunto, JaHHas CTaTbsi B NEPBYHO
oyepesb ONMPaeTCs Ha BHYTPEHHIOH JIOTUKY KyJlb-
TYPHOrO B3aVIMOAENCTBMA U BblAeNAeT ciesytoLume
yeTblpe 3Tana 3BONHOLMUN KUTANCKO-COBETCKUX KyJlb-
TYPHbIX OTHOLLEHWI B XX Beke:

— KoHeu, 1920-x — koHeL, 1940-x rozoB: nepuog,
BBEZEHWs 1 3aMMCTBOBAHMNSA COBETCKOW KYNbTypbl.

— Hauano — koHey, 1950-x rogoB: nepunog, pac-
LiBETa KMTANCKO-COBETCKOro Ky/lbTYPHOro obMeHa.

— 1960-e — Hauvano 1980-x rogoB: nepmog ynas-
Ka KMTaliCKO-COBETCKOrO Ky/bTypHOro obMeHa.

— Mocne 1980-x rofoB: Nepmos NoTenaeHns u
MHOTOBEKTOPHOM TpaHCHOPMaLIMM KUTACKO-COBET-
CKOTrO KyNbTYypHOro obmeHa.

Kak oTmeuatoT Takue y4yeHsble, Kak Bacuierko E.B.,
MEXXKY/IbTYPHbIV Ananor npeacTaBaseT cobon npo-
LLeCcC TBOPYECKOTO MbILUNEHUA Pa3HbIX KyAbTyp BO
BPEMEHW W NPOCTPAHCTBE, CTOJIKHOBEHWE U COOTHE-
CeHue pa3NNYHbIX TBOPYECKUX UHANBUAYAIbHOCTEN,
XyAOXeCTBEHHbIX TOUeK 3peHuns. PaccmatpriBas Mex-
KYNbTYPHBIN AManor Kak npoLecc TBOPYECKOro MblLl-
JIeHWs pa3HbIX KY/bTYp BO BPEMEHW 1 NPOCTPaHCTBe,
Kak CTOJIKHOBEHVE N COOTHECEHWE Pa3NINYHbIX TBOP-
YeCKNX NHAMBUAYaNbHOCTEN, XYA0XKECTBEHHbIX TOYUEK
3peHus.[3, c. 46] OcHoBbIBasACh Ha BbllleyKa3aHHOW
NepuoAM3aLMN KYNbTYPHbIX OTHOLIEHWI, B aHHOW
CTaTbe 3aHOBO pPacCMaTpMBatOTCA ryOVHHbIE CBA3N
mexay Kutaem n Poccunelr (Cosetckum Coro30M) B
chepe MCKycCTBa, AM3aiHa U KYNbTYPHbIX OTHOLLE-
HWI B KPOCC-KYbTYPHOW NepcrnekTuBe, NPeAnpuHm-
MaeTCs MOoMbITKa MOCTPOUTb aHaIUMTUYECKYHD pamMKy
KYNbTYPHOTO B3aMMOJENCTBUS, OTJIMUHYHO OT Tpaau-
LWNOHHOM NOJUTUYECKON Nepuoam3aLmm, 1 Ha 3ToN
OCHOBE UCCNeAYHOTCA HamnpaBieHWs TpaHCchopMaLMm
COBPEMEHHbIX KMTAMCKUX N POCCUNCKNX armTaLm-
OHHbIX MAakaToB, 06YC/NOBAEHHbIE KaK TEXHOIOI-
YeCKUMM, Tak U KOHLLENTYalbHbIMN U3MEHEHUSAMM.

1. BsaumogaeicTBMe B UICTOPUUECKOM npoLiec-
ce: NPOHNKHOBEHWEe COBETCKOro arMTaLMuoHHO-
ro UCKyccTBa 1 ero JiokajbHas TpaHchopmaLuus

1.1 3aknapka ocHoB pOpMbl U TEXHUKMN (KO-
Hey 1920-x — koHey, 1940-x roaoB)

O6meH 1 B3anmogenicteume mexay Kntaem n Co-
BeTckum Coro30M B 061aCTN arnTaLMOHHOTO NCKYC-
cTBa B XX Beke NpOCNexmBaroTcs yxe ¢ koHua 1920-x
rOZ0B, KOTZa KUTaCKne KyNbTypHble MepBOMNpPOX0s-
Ubl, BO rase ¢ Jly CUHeM, NCX0As U3 peannii aHTu-
AMNOHCKOWN BOVHbI, aKTUBHO 3HAaKOMWAWN KNTaUCKYHO
ayAUTOPUIO C COBETCKOM Kcunorpadueit. Mocpes-
CTBOM COCTaBJ/IeHMA 1 n3AaHNA COOPHMKOB rpastop,
NHWLIMMPOBAHNA ABMXXEHNS HOBOM Kcuaorpadum un
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OopraHu3aLuMm BbICTaBOK OHW OTKPbIIN 3aHaBEeC Ku-
TaliCKO-COBETCKOTO XyA0XeCTBEHHOro obmMeHa. Mon-
HOMacLUTabHOe Hayano aHTUAMOHCKOM BOWHbI B 1937
roAy BbIBEJIO KMTahCKO-COBETCKMNIA XyAOXKECTBEHHbI
06MeH Ha HOBbIV 3Tar, XapakTepv3oBaBLMiica 6osee
TECHbIM B3aMMOZeNcTBreM 1 bonee chokycMpoBaH-
HbIMM LiensiMun. YacTas nepenucka Mexxay KynbTypHbI-
MW OpraHv3aLmaMu 1 AeaTeNaMn ABYX CTPaH cTana
HOBbIM fiIBNEHVEM. DTOT O6MeH oKa3an onpeseneH-
HOe BAWsIHWE Ha pa3BuTue Kcuaorpadum kak B Co-
BeTckoM Cotose, Tak 1 B Kutae, npyyem BanaHME Ha
KUTaNCKUX XYLOXKHUKOB-TpaBepoB 6blno 0COBeHHO
3HaunTeNbHbIM. OHO HEMOCPEeACTBEHHO CMNOCOBCTBO-
BaJI0 Pa3BMTUIO KUTAMCKOM HOBOM Kcuaorpadum B
OTHOLLEHMM GOPMbI U KOHLIEMLMK, a TakXKe CTano
APKUM CBUAETENBCTBOM TOro, kak Kutali n CoBet-
ckunin Coro3 LAY MAEYOM K MJieydy B KYAbTYPHOM 1
[LyXOBHOM MnaHe B 06LLeM Jene MMPOBOM aHTUda-
LLINCTCKOM 6OpbObI.

1.2 YcraHOoBNE€HME NapajaurmMmbl U IoKaJsibHasA
TpaHcpopmauma (ot ocHoBaHua KHP po koHua
1950-x roaoB)

KnTalncko-coBeTckniA KynbTypHbIA OOMEH no-
cne obpasoBaHuns Hosoro Knutas no csoen cytu
npeAcTaBasa cObOM aKTUBHOE U CUCTEMATMUECKOE
3aMMCTBOBaHMe 1 n3yyeHne Kutaem cOBETCKOM MO-
[AePHU3aLMOHHOM KyAbTYpbl U MHCTUTYTOB. B 3TOT
nepuos COBETCKMI arnTaLMOHHbIV naakat bbla opu-
LManbHO 1 cucTeMaTnyeckn BHegpeH B Kutai. Mo-
CPEeACTBOM N3JaHNA XYAOXKECTBEHHbIX albbOMOB,
NpoBeAEHNS BbICTABOK W APYTMX METOAOB «Mpuria-
LeHus Kk cebe» Kutain BceCTOpoHHE MMUTUPOBaN U
n3yyan TBOPUECKNIN METOZ COBETCKOrO COLMaNNCTU-
yeckoro peanvsma. Ero tematuka, CTUANCTUKA U BU-
3yanbHas napagurma rayboko chopmmpoanm 06ank
KWTANCKOro armTaLMoHHOro naakaTa Toro xe nepw-
oZia. OTO BCECTOPOHHEE 3aMMCTBOBaHME B Xy0XKe-
cTBEHHOM dopmMe CcnocobCcTBOBaNO NOCTENEHHOMY
nepexofy kcunorpadpum K HOBOMY CTUKD, OCHOBaH-
HOMY Ha 3anajHoW XM1BOMNUCK 1 obnagaroLLeMy Kak
6osiee cunbHbIM BOEBbIM AyXOM, Tak 1 Hosee BbICO-
KUMW XyZOXeCTBEHHbIMU KadecTBaMmu. OHO He TOJb-
KO yCTaHOBW/IO 6a30BY0 NapasurMy Ans pasBUTUS
KMTaNCKOro armTaLmoHHOro niakarta, Ho 1 0bbek-
TUBHO HaKOMWIO HEOBXOAMMBIN BU3yabHbIN A3bIK
N KOHLENTYaNbHYH OCHOBY A1 MOCAEAYHOLLErO UC-
cnefoBaHMA MyTW IOKaIM30BaHHOTO TBOPYeCTBa.

1.3 CamocrosATenbHOE pa3BUTUE B YC/IOBUAX
pacxoxaenuin (1960-e — Hauano 1980-x roaoB)

Mocne 1960-x rogoB, HECMOTPA Ha pa3pbIB
KyNbTYPHbIX OOMEHOB BCAEACTBUE YXYALLEHUA KN-

TaliCKO-COBETCKUX OTHOLLIEHW, BU3YyabHbIN SA3bIK
COBETCKOrO armTaLMoOHHOrO UCKYCCTBA y>ke rnyboko
MPOHMK B KMTACKYO TBOPYECKYHO MPaKTUKY, AEMOH-
CTpUPYs NapannenbHoe pa3BUTHE NPEEeMCTBEHHOCTU U
TpaHcdopmaLmu. B aTom npouecce TpaHchopmaLmm,
NOZA HeNOCPeACTBEHHbIM BAVSHUEM IUTEPATYPHO-XY-
[OXECTBEHHOW MbIC/IN «COYETaHUS PEBONFOLMOHHOMO
peanv3Ma C PeBOOLMOHHBIM POMAHTV3MOM» 1 ABW-
XeHUA «boNbLLIOro ckauka», KUTANCKUA aruTaLoH-
HbI MaKaT akKTMBHO OTKJ/IMKAACs Ha NMPW3bIBbl SMOXM,
6bICTPO NePeopPUEHTUPYACH Ha BMU3YyaNbHYHO UHTEpP-
npeTaLmio rocyaapCTBEHHbIX CTPaTErnin U KypcoB.
MocpeACcTBOM BbICOKO CUMBOJANYHOIO U UAEaNN3M-
poBaHHOro 06pasHOro A3blka OH CO3AaBaj KapTu-
HY COLMaANCTUYECKOTO CTPOUTENbCTBA, CTAaHOBACH
Ba>XHbIM BU3yasibHbIM HOCUTEIEM AN OBCNYXMBaA-
HWS coLManbHOM MOBMAM3aLMK 1 pacnpOCTPaHeHs
NOANTUYECKUX UAEN. ITa XYL0XKECTBEHHASA NPaKTVKa
NPOAOAXMUAACh N AOCTUMNA KpaHUX GOpM B xoae
nocneayroweln «KynsTypHol pesostounm». Jinwes K
cepeanHe-KoHUy 1970-x rogoB anTepaTypHO-Xy40-
>KECTBEHHOEe TBOPYECTBO MOCTENEHHO BEPHY/IOCH B
HOPMaJ/IbHOEe PYCNo: KUTalCKme XYAOXKHUKN Hava-
N aKTUBHO YepnaTb BAOXHOBEHWE N3 HAPOAHOW
KyJbTYpPbl U TpaanLmni, nccnesys GopMbl, NH06UMble
LIMPOKMMK Maccamu. B pesynbtaTe nossmaach ce-
pWs arMTaLMOHHbIX MAaKaToB, COYETAOLMX HaLM-
OHaJIbHbIN CTUAb C XapakTEPHbIMWU YepTamMu 3MOXM.
C HactynneHnem 1980-x rogoB, Mo Mepe nocTeneH-
HOro MOTeNJIeHNs KNTanCKO-COBETCKUX OTHOLLEHWI
N NPOABUXKEHWNS MONUTUKM PedOpM 1N OTKPBITOCTH,
KUTANCKNIM arMTaLMOHHbIM NaakaT Havaa OTXOAUTb
OT paMOK eAiMHOro MNOAUTUYECKOrO HappaTunBa, 3a-
KfaZblBas OCHOBY A/ MOCAeAYHOLLEN MHOTOBEKTOP-
HOW TpaHchopMaLmm.

2. NccnepoBaHue B nepcnektuee 6yayuiero:
nyTv TpaHchopmMaLm U TeHAEHLUU pa3BUTUA
COBpPEMEeHHOrO fnJiakaTa

2.1 MyT1 MHOroBeKTOpHOI TpaHchopMaLmn
COBpeMeHHOro nJjakara

Mpocnexunsas NCTOPUYECKUA NPOLLECC B3aNMO-
LEeNCTBUA KUTANCKOTO M POCCUMIACKOrO (COBETCKOrO)
arvTauMoHHOro naakata B XX Beke, MOXHO OTMe-
TUTb, YTO ero dopma 1 GyHKLMA Bcerga Oblam TeCcHo
CBfiI3aHbl C KOHKPETHbIM MONNTNUYECKMM KOHTEKCTOM,
TEXHNUYECKMMW YCAOBUAMU N KYNIBbTYPHOM CPeson.
B coBpeMeHHyto 3Moxy, Nog KOMMJIeKCHbIM BO3-
aencteueM rnobanbHOM LMPPOBOKM BOJHbI, TPAHC-
bopMaLmm coLmanbHOM CTPYKTYpPbl 1 O6HOBEHMSA
MeZMaTEXHONOMMI, arnTaLMOHHBIN Miakat, Hekoraa
MMEBLLMI NOANTNYECKYHO MOBMAM3aLMIO CBOEN OC-

HOBHOW GYHKLMER, NOCTENEHHO YXOAUT U3 NoAs 3pe-
HWs, yCTymnas MecTo HOBOM KOHGUIypaLmu, ABUKMMON
MHOroo6pasHbIMN NOTPEBHOCTAMU — KOMMepYe-
CKUM NMPOABUXEHNEM, KYIbTYPHON KOMMYHMWKALLN-
el 1 coumanbHoOM 61aroTBOPUTENILHOCTBHD. VIMEHHO
B 3TOM KOHTEKCTEe COBPEMEHHOEe KUTaNCKoe 1 poc-
CUiicKoe naakaTHoe UCKYCCTBO BCTYMWIO Ha COb-
CTBEHHbIe NyTW TpaHchopMaL M.

Bo-nepBebIx, 3TO pacliMpeHre TBOPUECKON KOH-
uenumnun: naakaT 3BOMHOLNOHMPOBaAN OT «6oeBoro
OpYXus» Ha Cy>Kbe nAeonornyeckoro BoCnmTaHms
K MHOTOG®YHKLMOHaNbHOMY MeZAMYMY, BCTyMatoLLemMy
B AManor ¢ NoTpebuTenbCknMM pPbiHKOM, BOBJIEKato-
LLLeMyCs B coLMabHble NPobiemMbl U TPAaHCAUPY-
toLLLeMy Ky/NbTYPHbIEe LIeHHOCTM LWMPOKOW Nybanke,
3aBepLUMB Nepexos OT MOHUCTUYECKOro NOAUTUYe-
CKOTO HappaT1Ba K CUMBMOTNYECKON CTPYKTYpe KOM-
MepPUECKOW JIOTUKW, COLMANbHON OTBETCTBEHHOCTU 1
Ky/IbTYPHOTO BblpakeHusl. Bo-BTOpbIX, 3T0 06HOBNE-
HVe AM3aHEPCKMX TEXHONOMMIA: aruTaLMOHHbIN Mia-
KaT MpOLLEeN 3BOJIOLUIO OT PYYHOTO PUCOBaHMUSA U
N3roTOBJ/IEHMSA C MOMOLLbIO LIMGPOBOro Nporpamm-
Horo obecrneyeHuVs J0 reHepaumm ¢ NCNoab30Ba-
HMEM UCKYCCTBEHHOTO VHTE/INEKTa; TEXHOIOTUN He
TO/IbKO MOBbILANT 3GDEKTUBHOCTb AM3aliHa, HO U
HernpepbIBHO NEPEONPesenstoT TBOpYECKMe rpaHu-
Libl U BbIpa3uTe/ibHble BO3MOXHOCTY MnJakaTta. B-tpe-
TbUX, 3TO PEKOHPUrYpaLms CPeACTB KOMMYHUKALN:
NPOCTPaHCTBO ObITOBaHWsA MiakaTta nepemMeLLlaeTcs
OT GU3MUYECKOTO packenBaHns K MHTEPAKTUBHOCTY
Ha LMbpoBbIx Naatdopmax; nybanka npespaLLaeTcs
3 NaCCUBHOTO «3PUTENS» B aKTVBHOIO «yYaCTHMKa»,
W MnjakaT TeM CaMbIM 3BOJIFOLMOHMPYET OT CTaThu-
HOro «OObSABAEHUS» B «AMAN0OM», K KOTOPOMY MOX-
HO NPUCOEANHUTBCS.

2.2 TeHAEHLUUN Pa3BUTUA KUTAICKOrO U pPoOC-
cuiickoro nJsiakara

OcHOBbIBasACb Ha BbIBOAAX MpeAblayLlero pas-
fena, cnesyet OTMETUTb, UTO NaHaWadT Xysoxe-
CTBEHHOTO AM3aiHa kak B Kutae, Tak 1 B Poccum
AWHAMUYHO OBGHOBAAETCS B HOTY CO BPEMEHEM, U
cdepa naakaTHOro Am3aiiHa BCTPEYaeT Kak BO3MOX-
HOCTW ANSt PA3BUTUS, TaK U MHOTOUUC/IEHHbIE HEWN3-
BeZlaHHble BbI30BbI.

Bo-nepBbIX, pa3BuUTME NCKYCCTBEHHOTO MHTE-
NekTa npeabsBaseT 60see BbiCOKME TpeboBaHMA
K Av3alriHepaM. B aTom npouecce coTpygHuyecTBa
pOJib MalLMHbI TPAaHCHOPMUPOBanach 13 NacCUBHO-
FO MHCTPYMEHTa B akKTUBHOIO «MHTENNEKTYalbHOro
areHTa» — OHa He TO/IbKO CrocobHa pacrno3HaBaTh
HamepeHWs NoJb3oBaTess, HO U 0bnazaeTt CnocobHO-
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CTbHO K aKTUBHOMY OBYUYEHMIO, MPUHATUIO PeLLeHIi
1 NOC/EAYHOLLEMY BbIMONHEHWIO AeACTBUIA; AM3aNHEP
M WCKYCCTBEHHbIA UHTENIEKT COBMECTHO CTaHOBSAT-
cs cybbekTamun TBOpUYeCTBa. B anoxy reHepaTMBHOrO
WHTENNeKTa AM3aliHepbl BCTYNakoT B MHOTO3TanHbIi
ananor ¢ N, nocteneHHO ntepatMBHO U COBMECT-
HO COBepLUEHCTBYA AM3aHepcKme pelleHuns. B 3Tom
npoLecce COTPYAHNYECTBA POJIb «MaLLNHbI» TPaHC-
bopmMumpyeTcs B pOsib «<MHTENNEKTYASIbHOTO areHTa»,
KOTOPbI/ He TOIbKO pacno3HaeT HaMepeHus NoJib30-
BaTeNs, HO U obnagaeT CNOCOBHOCTLHO K aKTUBHOMY
06yUeHUNIO, NPUHATUIO PELLEHUIA U NOCAeAYOLLEMY
BbINOJIHEHWIO AencTBUiA [1, ¢. 35]. XoTsa uenoBeko-ma-
LUMHHOE COTPYAHNYECTBO NPUHOCUT cKauvok addek-
TMBHOCTUW 1 pacLUMPEHNe TBOPUECKMX BOIMOXHOCTEW,
pe3ynbTaThbl reHepaLMmn CKAOHHbI K HAarpOMOXAEHWHO
CUMBOJIOB U CTUIMCTUYECKON FOMOreHn3aLmm, 4to
He MOXeT 3aMeHUTb pedIeKCMBHOIO BMeLLATe b-
CTBa Au3aiiHepa B coumabHble Npobaembl. Taknum
06pa3oM, TEXHOIOTMYECKUIA NMPOrPecc He CHU3NUA
Mopor Bxoza B AW3aliH, a, HAaNpPOTUB, NPesbABUA K
An3aiHepam bosiee BbiCOKMeE TpebOBaHMA, a UMEH-
HO — obslafiaHre 3CTETUYECKUM CYXXAEHVEM, MeX-
ANCLMNANHAPHOW CTPYKTYPOR 3HAHWIM U KYNbTYPHOM
NMPOHULLATENbHOCTLHO. BO-BTOpPbIX, COBPEMEHHbIN An-
3aliH HaxoAMTCA B NPOLLeCCe NOUCKa HOBbIX CPEACTB
BbIPA3UTEILHOCTW, 1 €r0 BaXKHENLINM MCTOYHUKOM
ABASIOTCS HaLMOHabHas KynbTypa 1 Tpagmumm. Ha
COBPEMEeHHOM 3Tare A13aliH HaXxOAMTCs B mpoLecce
MOWCKa HOBbIX CPEACTB BbIPa3uUTENbHOCTH, BaXKHeW-
LWMM NCTOYHUKOM KOTOPbIX IBASETCS HaLMOHa/IbHas
KynbTypa 1 Tpagmnumm [2, c. 187]. Kak 6bl HY 3BOJIIO-
LIVMOHNPOBA/IM TEXHOJIOTUN, KYJIbTYPHOE BblpaXKeHue
1 An3aliHepckas MHHOBALMA BCeraa octarotcs QyH-
AaMeHTaslbHOW TeMO nuiakata. [y6uHHas ABuXy-
Las cuna yCToM4MBOro pasBuTMA naakaTta B 0beunx
CTpaHax No-npexHemy NpoucTekaeT 13 yraybaeHHo-
rO OCBOEHUS ABHbIX U CKPbITbIX KyAbTYPHbIX KOZOB

COBCTBEHHOW CTPaHbl M UX OPraHMYHOrO COYeTaHus
C HOBbIMM CpPeACTBaMM, TaKUMU Kak AnHaMmn4veckas
WNHTEPaKTUBHOCTb M LMPPOBas reHepaLus, aaa ocy-
LLLeCTBIEHNSI COBPEMEHHOM NHTEpRpeTaLmnm Haumo-
Ha/IbHbIX KY/JIbTYPHbIX CUMBOJIOB B BanaHce Mexay
TEXHOIOrMYECKM pacluMpeHnemM BO3MOXKHOCTEN U
Ky/bTYPHbIM CaMOCO3HaHNEM.

3aknroueHne

OrnsgblBasCb Ha CTONETHUI MyTb, MOXHO CKa3aTb,
UTO B3aUMOAENCTBUE KUTACKOrO N POCCUMICKOrO (CO-
BETCKOr0) armTaLMOHHOro naakarta npeAcraBaseT co-
60 NCTOPUIO BU3YaibHOW 3BOHOLMN OT BHELLHErO
3aMMCTBOBaHMSA K CAMOCTOATE/IbHOMY TBOPUYECTBY,
OT WAE0NOrMYecKol nponaraHAbl K MHOFOKYbTYpP-
HoMy aunanory. Ero pa3Butue Bcerga yxoauno KopHs-
MU B lyXOBHYHO MOYBY KaXA0ro Hapoza 1 B NoToke
NCTOPUYECKNX KOHTEKCTOB, TEXHOIOMMYECKMX N3Me-
HEeHWI 1 3CTeTUYECKUX TpaHCchOopMaLMii HenpecTaH-
HO MCKaNo HOBble CoCoObI BbipaxeHus. CoOBeTCKUIA
BM3yasibHbIM onbIT XX Beka ryboKo y4acTBOBaj B
dbopMMpoBaHMM BU3yaNbHOW Mapajurmbl KUTam-
CKOro naakaTa. B coBpeMeHHy 3Moxy, ABUXKMUMBIN
coumanbHbIMKU Npeobpa3oBaHUAMMN U MHOrOObpas-
HbIMMW NOTPEOHOCTAMU, KUTAUCKMIA N POCCUIACKNIA
arnTaLMoHHbIV niakaT nepeLuesn oT O4HOCTOPOH-
Hero 3avMCTBOBaHMA K paBHOMPaBHOMY AManory,
OT NOIUTUYECKON MOBUAM3aLMN K NAtOpaanCTMYe-
CKOMY BbIPaXXe€HMI0, OTKPbIB TEM CaMbIM HOBbI Me-
puog pa3euTus. MNogbemM LMPPOBbLIX TEXHONOTUI 1
NCKYCCTBEHHOTO MHTeNNekTa elle 6onee npeobpa-
30Bas CNOCObbI CO3AaHNA U MYTU pacnpoCTpaHeHus
niakara, ofHaKo Kak 6bl HXU MporpeccMpoBan Tex-
HONIOTWW, AM3aliHepCKas NPaKTUKa KMTAMCKOro 1 poc-
CUINCKOTO MnJiakaTta no-rnpexHemy byaeT ykopeHeHa
B rly6OKOM OCBOEHMW HaLMOHaNbHbIX 3/IEMEHTOB U
B HanaHce Mexay TEXHONOrMYECKUM pacLUVpeHneM
BO3MOXHOCTEN N KYNbTYPHbIM CaMOCO3HaHWeM by-
JleT OTBeYaTb Ha Bbl3OBbl CBOMX 3MOX.
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MARINE IMAGERY IN TRADITIONAL CHINESE
LANDSCAPE PAINTING AND ITS EVOLUTION
IN MODERN CHINESE ART

Summary: The article explores the phenomenon of the
"absence" of marine vistas in traditional Chinese land-
scape painting of the shanshui genre (LLI7KE|, "mountains
and waters"). This phenomenon is analyzed from various
perspectives, encompassing not only artistic but also phil-
osophical and historical dimensions. In traditional Chinese
shanshui landscape painting, the concept of emptiness (xu
/ KE) plays a fundamental role. This technical device serves
as a profound philosophical and cultural principle, root-
ed in Daoism, Chan Buddhism, and Neo-Confucianism.
Emptiness gives rise to presence, aligned with the Daoist
principle that "utility arises from emptiness." Particular at-

I. “Emptiness” as a Philosophical Category
of Traditional Chinese Landscape Painting

In the grand history of traditional Chinese land-
scape painting, the sea has always remained an am-
biguous element. It did not possess such a durable
ritual and moral symbolism as the “Three Mountains
and Five Sacred Peaks” (san wu yue, =LA &)?, nor
was it as close to the secluded life of the literati as
rivers, lakes, and streams. The fundamental princi-
ple of traditional Chinese painting consists not in

1 Aclassical symbol of sacred space in traditional Chinese cul-
ture, including the five most famous sacred mountains (East-
ern Mountain Taishan, Western Huashan, Southern Hengshan,
Northern Hengshan, Central Songshan) and the three leg-
endary mountains of immortality (Penglai, Fangzhang, Ying-
zhou). Since ancient times, these mountains have been as-
sociated with the imperial ritual of worshipping heaven and
earth, moral integrity, and eternity, therefore they became the
main canonical motif of classical landscape painting. The sea,
however, did not have a fixed ritual semantics, and therefore
occupied a marginal place in traditional painting themes.

tention is paid to the metaphorical expression of marine
imagery: unlike the Western tradition, where the ocean
is frequently depicted directly with a distinct horizon and
waves, the boundless sea is never represented literally in
shanshul. Instead, the sea is manifested in the imagination
of both the artist and the viewer through absence—man-
ifested as un-inked space, where the water surface and
mist embrace the bases of mountains that dissolve into
the haze of rivers or vast maritime expanses against the
backdrop of a non-existent horizon.

Keywords: “absence”, cultural rejection, marine imagery,
traditional Chinese painting, landscape painting.

the “mimesis” (imitation) of nature, but in the com-
prehension of the “Dao”. In this context, the funda-
mental dialectic of the painting becomes “emptiness
(xu, k&, void, non-being)” ? and “reality (shi, =, pres-
ence, fullness)” 3. Being under the influence of the
Daoist principle “being is born of non-being” (you

2 Aclassical symbol of sacred space in traditional Chinese cul-
ture, including the five most famous sacred mountains (East-
ern Mountain Taishan, Western Huashan, Southern Hengshan,
Northern Hengshan, Central Songshan) and the three leg-
endary mountains of immortality (Penglai, Fangzhang, Ying-
zhou). Since ancient times, these mountains have been as-
sociated with the imperial ritual of worshipping heaven and
earth, moral integrity, and eternity, therefore they became the
main canonical motif of classical landscape painting. The sea,
however, did not have a fixed ritual semantics, and therefore
occupied a marginal place in traditional painting themes.

3 Thisis the opposite of “xu” (KE): fullness, presence, substance.
But in this dialectic, “shi” does not suppress “xu”, but is re-
vealed through it. Emptiness and reality are not opposed —
they interpenetrate and mutually generate each other. In
painting, this looks like a balance: filled elements (moun-
tains, trees, water) and left "empty" zones work in pairs.
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sheng yu wu, B4T5)* and the Chan Buddhist con-
cept of “emptiness”, painters deeply understood the
truth: “in emptiness, reality is born, and out of noth-
ingness arises everything that exists”. Consequent-
ly, the unfilled space on silk or paper is not merely
an unfinished background, but an active aesthetic
space carrying an infinite “spiritual resonance” (583,
gi yun)® and vital force. It is precisely this aesthetics,
where "non-being” triumphs over "being”, that be-
came the spiritual foundation for the "hidden” (im-
plicit) depiction of maritime themes in antiquity and
the Middle Ages®.

II. Contextual Insularity: Social Causes for the
Absence of Maritime Themes during the Ming
and Qing Eras

Despite an extensive coastline, the sea was for
a long time located on the periphery of tradition-
al Chinese painting. This phenomenon was espe-
cially pronounced during the Ming and Qing eras,
which was conditioned by profound political and
economic causes.

Political “maritime blockade” and psychological al-
ienation: during the Ming Dynasty period, in order to
defend against Japanese pirates (wokou), a strict pol-
icy of "maritime prohibition” was introduced, which
forbade maritime trade, and private maritime voyages
were strictly prohibited. At the beginning of the Qing
Dynasty, to sever the connection of coastal anti-Qing
forces with the outside world, the government issued
an order of “relocation to the sea”, which forcibly re-
located coastal inhabitants into the interior of the
country. In the eyes of the rulers, the ocean was no
longer a space for exploration and trade, but became
a symbol of instability, threat, and "barbarians”. Such
a top-down approach compelled officials and schol-

4 Aclassical proposition from the treatise “Dao De Jing" by Lao-
zi. Daoism asserts that non-being (emptiness) is the primor-
dial source of everything that exists; it possesses an infinite
potential for development. This philosophical idea became
the foundation of the aesthetics of emptiness: empty space
in a painting is not superfluous; it generates artistic mean-
ing and the vital energy of the image.

> The supreme category of aesthetic evaluation of Chinese
painting, formulated by the artist Xie He in the Southern Qi
Dynasty. It signifies the unity of vital energy (qi) and spiritual
harmony (yun). Empty zones in the painting are the founda-
tion for the manifestation of “qi yun”, allowing vital energy
to freely circulate in the space of the work, making the land-
scape alive and spiritualized.

& Intraditional Chinese painting, the sea was rarely depicted in
detail and directly. Artists used the principle of "emptiness and
reality": they depicted shores, rocks, sails, coastal trees, and
conveyed the sea itself through the empty zones of the can-
vas. The viewer himself completes the image of the bound-
less sea thanks to the empty space, which corresponds to the
Chinese aesthetics of "saying little, but implying much".
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arly circles to instinctively feel a sense of alienation
and wariness toward the ocean. The ocean failed to
become an ideal place for manifesting man's aspira-
tion toward nature and seclusion [6, p. 825].

Introversion of the economic structure: During
the Ming and Qing eras (1368-1911), the state ad-
hered to a policy of “suppressing commerce and
encouraging agriculture”. The national treasury and
social stability depended to the highest degree on
the agrarian economy of the interior regions. Rivers,
lakes, and mountains constituted the geographical
center of public life, while the maritime economy
was in a state of decline. The life experience and
aesthetic tastes of painters and scholars, as the so-
cial elite, were deeply rooted in interior mountain
and river landscapes; they lacked a direct perception
of the sea and a cultural identity with it [3, p. 42].

Under the conditions of such an introverted po-
litical and economic structure, an aesthetic system of
landscape painting with a focus on “interior moun-
tain landscapes” was formed. The deficit of mari-
time themes was, in essence, a visual projection of
the cultural mentality of “gravity toward the land
and neglect of the sea”.

III. The Fetters of Tradition and Their Over-
coming: On the Path toward a Realistic Depic-
tion of Maritime Landscapes

In the classical theory of landscape painting, the
image of water was often conveyed through the
device of “liubai” (B8, leaving blank space)” [5,
p. 26]. This technique, originating in Daoist philos-
ophy, viewed “emptiness” as the foundation of all
things [11, p. 20]. For example, in the scroll by Ma
Yuan (53zx, 1160-1225) of the Southern Song era
(MR, 1127-1279) “Solitary Angler on a Wintry River”
(ETHME9E) (Fig. 1), merely a solitary boat is placed
in the corner of the painting, while the vast blank
space is left to the mercy of the viewer, so that he
himself may imagine the infinity of the cold river
and water vapors [4, p. 73]. This device of “creating
being out of non-being” dissolved the sea (if it ap-
peared) in clouds and mist, depriving it of materi-
ality as an independent aesthetic object [8, p. 92].

Only in modern times, namely in the 1980s, with
the beginning of the policy of Reform and Open-
ing-Up and the economic rise of coastal regions, did

7. "Liubai" (Chinese ZH, literally "leaving white") is an artistic
concept in traditional Chinese painting denoting the active
use of empty space on the canvas (on silk or paper). This is
not simply unfilled sections, but a thought-out element of
the composition that creates depth, atmosphere, and philo-
sophical subtext.

the sea once again find itself in the field of view of
artists. The year 1986 is considered the year of birth
of contemporary Chinese marine painting, when a
group of artists began to consciously explore this
theme. A landmark work of this period became the
painting by Xue Xuanlin “Voice of the Waves” (R,
1987) (Fig. 2)[1, p. 83]. In this work, there was no sim-
ple copying of Western realistic technique; relying
on abstract expressionism and postmodern reflec-
tion, the artist transformed the auditory element of
“sound” into visual airiness and dynamics, carrying
out a contemporary interpretation of the tradition-
al view of "emptiness and reality”.

IV. Contemporary Reconstruction: Moderni-
zation of the Philosophy of Emptiness

In the 21st century, Chinese marine painting has
not abandoned the philosophical core of “empti-
ness”, but has accomplished its creative reconstruc-
tion. Contemporary artists, synthesizing Chinese and
Western techniques, have transformed the originally
static and sublime “leaving of blank space” into an
artistic space full of tension and multidimensionality.

A pioneer of Chinese maritime oil painting, Gao
Quan depicts the ocean not as the quiet harbor of
a scholar-hermit, but as a “battlefield”, a natural ele-
ment full of primordial force and heroism. Transition-
ing from the realism of the 1970s to the technique of
"ink” mixed painting of the 21st century, he endows
his waves with a powerful explosive action and sculp-
tural volume. In such works as “Soul of the Maritime
Frontier” (58 %/81%), the ocean is given the symbol-
ic meaning of the national spirit [7, p. 66].

As a representative of the Guangdong school
of painting, Huang Weili dedicated his works for a
long time to the synthesis of the traditional brush
and contemporary composition. In his series "Con-
templating the Vast Sea” (W)&78) (Fig. 4), the hazy
outlines characteristic of ink painting are preserved,
but at the same time the light-and-shadow and vol-
ume of oil painting are integrated. The sea on his
canvases is often in a state of “incompletion”, while
the boundaries between emptiness and reality are
filled with a flowing poetics [2, p. 89].

Another contemporary Chinese artist, Xin Fang-
bin, approaches the depiction of the sea quite dif-
ferently: In the work “The Sea Accommodates All
Rivers” (B849&)11) & (Fig. 5), the artist directly quotes

&  The title of this work goes back to the Chinese phraseological
unit "hai na bai chuan”, which signifies breadth of views,
inclusiveness, and the ability to accept and "accommodate”
diverse ideas, cultures, and talents.

Fig. 1. Ma Yuan, Lonely Fisherman on a Cold River, Southern
Song Dynasty, ink on silk, 26.7 cm x 50.6 cm. Illustration from:
Zhang Qiang. Paintings of Ma Yuan. Beijing: People’s Fine Arts
Publishing House, January 1981, pp. 169-177.
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Fig. 2. Xue Xuanlin, Sound of Waves, 1987, oil on canvas,
National Museum of China, 50 x 70 cm. Image source: Official
Baidu Baike website, 13 August 2024
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Fig. 3. Huang Weili. Tide. From the Shan Hai Jing series. Mixed
media. 2010s. Private collection. Image source: Official Zhihu
Column
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Fig. 4. Xing Fangbin. View of the sea. 68x68cm. Mixed media. 2010s. Private collection

images from the “Dao De Jing”, presenting the sea
as a giant “vessel”. The emptiness in the center of
the painting is no longer the traditional cloud mist;
this is a frightening and all-encompassing empti-
ness, symbolizing the intersection and collision of
cultures in the context of globalization.

V. The Philosophical Core of “Emptiness” and
the Evolution of Forms in Chinese Marine Paint-
ing: From Traditional Implicitness to Contempo-
rary Innovative Transformations

5.1. Traditional Aesthetics of "Emptiness”: Implicit
Expression of Maritime Images in Classical Painting

The evolution of forms in traditional Chinese ma-
rine painting is inextricably linked with a profound
intertextual interaction with the philosophical con-
cept of “emptiness” (xu, iE). This philosophical core
not only serves as the aesthetic foundation for the
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“implicit” (hidden) expression of maritime themes
in the past, but also acts as the key spiritual driv-
ing force of the innovative transformation of the
contemporary art of the seascape. Its philosophi-
cal sources trace back to the cosmogony of Dao-
ism, where "emptiness” is the primordial principle,
to the transcendent thinking of Chan Buddhism,
based on the "awakening to emptiness”, as well as
to the dialectical wisdom of Neo-Confucianism of
the Song and Ming eras, which proclaimed the "in-
teraction of emptiness and reality”.

The traditional system of landscape painting (shan-
shui, LLI7K), permeated with the idea of “emptiness
as the root and the mutual generation of emptiness
and reality”, elaborated a creative canon where the
“leaving of blank space” became the supreme rule.
As Zong Baihua (R E1E) noted, “only the dialectical

unity of emptiness and reality is capable of gener-
ating the true beauty of art” [10, pp. 88-89]. An-
cient masters deeply comprehended the principle
"in emptiness, reality is born, and out of nothingness
arises everything that exists”, perceiving the unfilled
space on silk and paper, as well as the hazy smoke of
clouds, not as a visual defect, but as an active space
carrying “artistic intent” (yijing, %) and “spiritual
resonance” (qi yun, S#J) [11, p. 19].

It is precisely for this reason that direct depic-
tions of specific waves or the physical surface of the
sea are extremely rarely encountered in traditional
marine painting. Instead, artists resorted to blurred
contours of mountains and waters hidden in mist,
and to the device of visual virtualization. Through
the figurative construction of “empty” space, they
metaphorically conveyed the boundlessness of riv-
ers and seas, including the grandeur and mystery
of the ocean into the philosophical-aesthetic par-
adigm of the “unity of man and nature”. This para-
digm of implicit expression, in our view, essentially
represents the key aesthetic logic of traditional ma-
rine painting, allowing one to avoid the literal cop-
ying of nature and to strive for the transcendence
of artistic intent.

5.2. Contemporary Transformation of the Con-
cept of "Emptiness”: Technical Renewal and Philo-
sophical Re-evaluation of Marine Painting

Having entered the contemporary context, Chi-
nese marine painting has not severed blood ties
with the philosophy of “emptiness”, but, on the
contrary, reveals an aspiration toward the renew-
al of the aesthetic paradigm within the frame-
work of a global artistic dialogue. Relying on the
traditional aesthetics of the interaction between
emptiness and reality, contemporary artists have
synthesized Western techniques of painting with a
contemporary language of expressiveness, trans-
forming the classical static and sublime “blank
space” into an artistic space full of tension and
multidimensionality.

This transformation manifests itself in two di-
mensions. First, on the technical level, artists have
overcome the limitations of traditional monochrome
ink, intertwining such Western techniques as oil
painting and mixed media with the traditional lan-
guage of the brush. Using the compositional logic
of the “interaction of emptiness and reality”, they
strive for compositional diversity in maritime land-
scapes. For example, Song Mingyuan interprets the
poetics of the sea through contemporary painting

Fig. 5. Xing Fangbin. The Sea Embraces Hundred Rivers. Mixed
media. 2010s. Private collection

technique, while the father and son Li Haitao in their
works (such as “Ten Thousand Li of Maritime Fron-
tiers”) unite virtual and real ink washes with the dy-
namic texture of waves. Thanks to this, the “blank
space” ceases to be simply a background for cre-
ating a mood, transforming into a dynamic visual
field coexisting with real images.

Second, on the philosophical level, contemporary
marine painting transfers “emptiness” from a state
of classical static contemplation and metaphysical
reflections to the plane of contemporary sensory
experience. Through the visual effects of the inter-
twining of emptiness and reality, artists convey the
boundlessness, power, and unknown nature of the
ocean. Using such devices as abstract forms of rag-
ing waves, the virtual-real penetration of light and
shadow, and the shifting of spatial perspective, they
transform “emptiness” into an aesthetic field pos-
sessing both rational depth and sensory tension [3,
p. 49]. This allows the ancient philosophical concept
to acquire an entirely new visual form and spiritual
projection in the context of contemporary art.

The essence of this transformation consists in
the creative transformation of the philosophy of
“emptiness” from a classical system of metaphors
into a contemporary system of symbols. If tradi-
tional marine painting used “empty” space for the
generation of artistic intent that goes beyond the
boundaries of form (“meaning beyond the bound-
aries of the image”), then contemporary Chinese
marines, reconstructing the relationship between
emptiness and reality, deconstruct the tradition-
al aesthetic paradigm. Simultaneously with this,
“emptiness” is elevated to the rank of an artistic
philosophy that combines Eastern wisdom and the
contemporary context, while the practice of fine art
becomes a response to the pressing problems of
maritime civilization. This trajectory of evolution not
only demonstrates the resilience of the Chinese aes-
thetic spirit, but also reveals possible paths for the
continuous innovation of traditional philosophical
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concepts under the conditions of a globalized ar-
tistic context [9].

Conclusion

Thus, the trajectory of development of Chinese
marine painting represents a history of transition
from “cultural rejection” to “aesthetic reconstruction”.
The sea in traditional landscape painting existed as
the antithesis to the “land”; it dissolved into clouds
and mist, becoming a philosophical “emptiness”.
The development of contemporary marine painting

occurred against the backdrop of China's econom-
ic openness and the growth of cultural confidence,
which became a new materialization of this con-
cept of “emptiness”. Contemporary Chinese artists
have ceased to avoid maritime expanse and storms;
synthesizing Chinese and Western techniques, they
have transformed “blank space” into a visual lan-
guage possessing contemporary spiritual tension.
This transformation is both a heritage of ancient or-
thodoxy and a response to the spirit of modernity.
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MOPCKWE OBPA3bl B TPAZAINLUVOHHOW KUTAMCKOW
MEV3AXHOW XMBOMUCU N NX SBONHOLLAA
B COBPEMEHHOM KNTANCKOM WNCKYCCTBE

AHHoTaumna: Cmames nocesujeHa heHoMeHy «om-
cymcmeus» Mopckux 8udos 8 mpaduyuoHHoU kumad-
ckoli nelizaxHoll Xusonucu XarHpa waHe-wyt (LLI7KHE,
«20pbl-80061»). B cmamee npoaHanuzuposaHa daHHas
cumyayus ¢ pasHelX Moyek 3peHusi, He MoJsibko Xydoxe-
cmeeHHoU, Ho makxe gunocogckoli u ucmopuyeckod. B
mpaduyuoHHoU kumadickol neli3axHoul Xusonucu WaHe-
wyl KoHYyenyus nycmomel uzpaem ¢yHOaMeHmMasasbHyro
posb. [laHHeIU mexHuYeckul npuém npedcmassisem coboli
cdunocopckuli u KybmypHelli NpUHYUN, UCMOKU KOMOpPO-
20 ucxo0sm u3 daocu3ma, Y4aHe-by00usmMa u HeOKOHPyYu-
aHcmea. [lycmoma nopoxdaem npucymcmaue, mak Kak
€02/1aCHO 0aocckoMy NpUHYUNY «NO0IE3HOCMb BO3HUKAem

I. «Mycrota» kak punocogckana kareropums
TPagULMOHHOW KWUTAWCKOW Mein3a)KHOW YXMUBO-
nucm

B rpaHAMO3HOM NCTOPUM TPAAVLIMOHHOW KUTaM-
CKOW Mer3axKHOW XUBOMUCKM MOpe BCerga ocTaBa-
JIO0Cb HEOZHO3HaYHbIM 31eMeHTOM. OHO He obnagano
CTOJb XK€ MPOYHOW PUTYasIbHOW N MOPaabHOW CUM-
BOJIMKOM, KaK «Tpu ropbl U MsATb CBALLEHHbIX BEp-
WH»(caHb y +03, =T &)Y, 1 He 6biln0 CcTONb Xe
6NM3KMM YeAMHEHHOW XU3HW INTEPATOPOB, KakK Peky,
03epa 1 pyubW. [NaBHbIV NPUHLMN TPAZNULMOHHON

1 Knaccmyeckunin CMMBOA cakpasibHOTO MPOCTPaHCTBa B KUTaW-
CKOW TPaAULIMOHHON KyNbType, BKAKOUAIOLLMIA NATb U3BECT-
HeMwwux cesLLEeHHbIX rop (BocTouHas ropa TanwaHb, 3anag-
Has XyaluaHb, FOxHas XaHwaHb, CeBepHaa XaHwaHb, LleH-
TpanbHasa CyHLaHb) 1 TpW NereHaapHble ropbl beccmeptus
(MaHnan, ®aHuxaH, MiHuxoy). C ApeBHUX BPEMEH 3TU ropbl
accoLMMpPOBanNCh C UMMEPCKUM PUTYaNoM NOKAOHEHNA Heby
1 3emie, MOpanbHON LieIOCTHOCTBIO 1 BEYHOCTBIO, MOITOMY
OHW CTa/ OCHOBHbIM KaHOHWYECKMM MOTMBOM Kaaccuue-
CKOW Mer3axHom xueonucu. Mope xe He nmeno GuKcmpo-
BaHHOW PUTYabHOW CEMaHTVKK, MO3TOMY 3aHVMa0 Mapru-
HaNbHOE MeCTO B TPAAVLMOHHOMN XUBOMUCHOW TemaTuKe.

u3 nycmomeli». Ocoboe sHUMaHue ydesneHo Memagopu-
YeCcKoMYy 8bIpaxkeHU MOpCKUX 06pasos: 8 omsuyue om
3anadHol mpaduyuu, 20e okeaH 4Yacmo usobpaxaemcs
HanpsMyro ¢ 20pU30HMOM U 80JIHAMU, 8 WaHb-Wyl 6e3-
bpexxHoe Mope He npedcmassieHo bykeasibHo. Mope ma-
kum obpasom, sonsiowaemcs 8 8006paxkeHUU XyOOXHUKA
U 3pumesia Yepez omcymcmesue 8 sude He3anoJHeHHO-
20 npocmpaHcmea, 800Has 271ade U MyMaH, oxeamel-
8aHOM OCHOBAHUS 20p, UcYe3arwux 8 ObiMke peku aubo
MOPCKUX NpOCMOpPO8 Ha hoHe omcymcmeus 20pU3oHMA.
KnroueBble cnoBa: «omcymcmesue», KyJemypHsili om-
Kas, Mopckue 06pasel, mpaduyuoHHas kumadckas Xueo-
nuce, heli3axkHas XXusonuce.

KWTANCKOM XXMBOMUCK 3aKNOYAETCS HE B MUMECH-
ce (nogpaxkaHun) Npupoae, a B NOCTUXEHNN «[lao».
B 3TOM KOHTeKcTe GpyHAAMEHTANbHON ANANEKTUKOM
KapTWHbI CTAHOBATCS «MycToTa (Ctol, iE, mycroTa, He-
BbITE)»2 U «peanbHOCTb (WK, SE, Hannumne, MOSHO-
Ta)»3. Haxoasacb nog BAVSHUEM Aa0CCKOrO MpUHLMNa
«BbITE poxKaaeTcs U3 HebbiTvA» (10 y WaH 0, B4
TE) 1 uaHb-6yaANIACKON KOHLENLMN «MYyCTOTHO-

2 B oTMuMe OT 3aMnazHoW TpaguLmu, rae nycrota Yacto BOCMpu-
HMMaETCA Kak OTCYTCTBME UN HE3AMONHEHHOCTb, B KUTAMCKOM
XyZOXECTBEHHOW KY/bTYpe OHa UrpaeT KOHCTPYKTUBHYHO, Bbipa-
3UTENbHYHO U AYXOBHYH posib. KOHLeNLmMs nycrotsl dopmmpo-
Ba/1acb B paMKax Ja0CCKOW, ByAANINCKON N KOHDYLIMAHCKOW MbiC-
JINTENBbHBIX CUCTEM 1 HaLlila CBOE SPKOe BOMJIOLLIEHWE B MPOU3-
BeJeHUAX Takmx MacTepos, kak Cs yin, Ma HaHb v L Tao.

3 3TO NPOTWMBOMONOXHOCTb CtoWA (KE): HANOIHEHHOCTb, MNOHO-
Ta, Hannuue. Ho B 3TON AnanekTuke LW He NOAABASET CHOW, a
packpblBaeTcs yepes Hero. [ycToTa u peanbHOCTb He MPOTK-
BOMOCTaB/IEHbl — OHW B3aNMOTMPOHMKAIOT 1 B3aVIMOMOPOX-
[atoT Apyr Apyra. B xxvBonuncy 310 BbIrASAWT Kak 6anaHc: 3a-
NOJIHEHHbIE 3/1eMeHTbI (Fropbl, AepeBbs, BOAA) U OCTaB/EeH-
Hble «NycTble» 30HblI paboTatoT B Nape.
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CTU», XYAOXKHUKM Fy6OKO OCO3HaBaNV UCTUHY: «B
nycToTe POXKAAeTCs peaNbHOCTb, @ U3 HNUTO BO3-
HMKaeT BCE cylee». CnesoBaTtesibHO, He3amnoNHEH-
HOe MPOCTPAHCTBO Ha Lueske uan bymare — 370 He
MPOCTO He3aBepLUEHHbIN GOH, a aKTUBHOE 3CTeTUYe-
CKOe MPOCTPaHCTBO, Hecyllee B cebe 6eCKOHEUHbIN
«ZyXOBHbI Pe30HaHC» (ST, LM HOHb) U KU3HEHHYHO
cuny. VIMeHHO 3Ta acTeTuka, rae «HebbiTne» Top-
KeCTByeT Hag «bblTMeM», cTana fyXxoBHbIM GyHAa-
MEHTOM «CKPbITOro» (MMMANLUTHOIO) M300paxeHus
MOPCKOW TeMaTWKu B APEBHOCTU 1 B CPEHEBEKOBbE.
II. 3amkHyTOCTL KOHTEKCcTa: CoumanbHble Npu-
UMHbI OTCYTCTBUS MOPCKOW TeEMaTUKN B IMOXM
MwuH n LuH
HecmoTps Ha npoTaxkeHHyto 6eperoByto NMHWMIO,
MOpe A0Aroe BpeMs HaxoAnA0Ch Ha nepudepunn
TPaANLNOHHOM KMTANCKOM XMBOMUCHK. ITO IBJEHME
6b1710 0COBEHHO APKO BbIPAXXeHO B 3MOXM MUH 1
LinH, 4To 66110 06YCNOBAEHO FNYHOKUMY MOANTU-
YeCcKMMMU 1 3IKOHOMUYECKUMU MPUYMHAMMW.
MonnTnueckas «mopckas 6aokaga» U NCUXoNo-
rmyeckoe oTUy>XKAeHWe: B NePUOL AnHACTMM MuH,
YTOObI 3aLNTUTLCSA OT AMOHCKMX NMPaTOB (BOYKO),
6bl1a BBEAEHA CTPOras NoANTLKa «MOPCKOTo 3arnpe-
Ta», 3anpeLLaBLlas MOPCKYH TOProBAtO, a YacTHble
MOpPCKMe NiaBaHMa CTPOro 3anpeLannce. B Hauane
AnHacTm LIvH, 4To6bl pa3opBath CBSA3b NPUOPEXKHbBIX
AHTULMHCKUX CU C BHELUHMM MUPOM, NpaBuTesb-
CTBO M3AaNo NpuKas «rnepeceneHns Ha Mmope», Npum-
HYAUTENBbHO NepecensBLUNN NPUBPEXHbIX XUTeNen
Brnybb cTpaHbl. B rnasax npasuteneii okeaH 6onblue
He 6bln NPOCTPaHCTBOM ANS UCCAEA0BAHNIA 1 TOP-
roB/N, @ CTa/ CUMBOJIOM HeCTabuabHOCTK, YrPO3bl U
«BapBapoB». Takol NoAX04 CBEPXY BHU3 3acCTaB/Is
YMHOBHWKOB W YYeHble KPYrn MHCTUHKTUBHO UCMbI-
TbIBaTb YYBCTBO OTUYX/JEHWNE N HACTOPOXKEHHOCTb MO
OTHOLLEeHMIO K okeaHy. OkeaH He CMOT CTaTb Uzeab-
HbIM MECTOM 1A NPOAB/EHNSA CTPEMAEHUNA YenoBe-
Ka K Mpupoge v yeanHenuto [6, c. 825].
VIHTpOBEpPTHOCTb 3KOHOMWYECKOM CTPYKTYPbI:
B anoxn MuH n LnH (1368-1911 rr.) rocysapcTtBo
NPUAEPXKMBANOCH MOJUTUKWN «MOLABAEHUS TOP-
FOB/IM W MOOLLPEHUs 3eMaesenns». HaunoHanb-
Has KasHa v coumanbHas cTabuabHOCTb B BbICLLEN
CTeneHW 3aBMCeNN OT arpapHON 3KOHOMUKM BHY-
TPEHHWX PermoHoB. Pekun, o3epa 1 ropbl cOCTaBAA-
N reorpadryecknin LEHTP OBLLLECTBEHHOW XUN3HY,
B TO BPEMSA Kak MOPCKas 3KOHOMMKa HaxoAmnnach B
COCTOSIHMM ynaaka. XM3HEHHbIA ONbIT U 3CTeTnYe-
CKME BKYCbl XyJOXHMKOB U YUYeHbIX, Kak COLMaibHOM
3nThI, BbIM TNYBOKO YKOPEHEHbI BO BHYTPEHHMX
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FOPHbIX Y peYHbIX NaHALwadTax, UM He xBaTano nps-
MOFO BOCMPUATUS MOPA W KYNbTYPHON MAEHTUYHO-
CTU C HUM [3, c. 42].

B ycnoBuax nogobHOM MHTPOBEPTHOW NOAUTH-
KO-3KOHOMMWYECKOM CTPYKTYypbl ChopMMpoBaiach
3cTeTMYeckas CUcTeMa nersaxkHon Xxunsonucu ¢ eo-
KYCOM Ha «BHYTPEHHUX FOpHbIX NaHawadTax». Jedu-
LT MOPCKOW TeMATUKKN 6blJ1, MO CyTU, BU3YyanbHOM
NpoeKLMen KyJbTypPHOTO MeHTaNnTeTa «TAroTeHNs
K Cylle 1 npeHebpexeHns Mopem».

III. OkoBbI TPaAULN N NX NpPeoAoIeHUe:
Ha nyTn K peannctmuHomy nsobpakeHno Mmop-
CKUX neizaXken

B knaccnueckol Teopun Nemsa>kHom XXnMBonu-
cn 0bpas BOAbl YacTo nepesaBanca yepes npuem
«ntobaii» (B8 B, octaBeHve NycToro NpoCcTpaHCcTea)
[5, c. 26]. OTa TexHuKa, bepyLlas Hayano B Aaoc-
cKoW durnocodum, paccMaTpmBana «nycroTy» Kak
ocHoBY Bcex Belleli [11, c. 20]. Hanpumep, B cBUTKe
Ma HOaHs (53z, 1160-1225 rr.) anoxu HOxHom CyH
(PSR, 1127-1279 rr.) «Pbibak Ha 3UMHeN peke»
(ETHEE)man. 1) avwb ognHoKas n04Ka nomMelLe-
Ha B Yry KapTUHbI, @ OFPOMHOE MYyCTOe MPOCTPaHCTBO
OTZ@HO Ha OTKYMN 3pUTENto, YTODbI TOT CaM AOMbICANA
6eCKOHEYHOCTb XOJI0AHOW PeKM U BOASAHbIX UCHape-
HWUIA [4, c. 73]. 2TOT NpreM «co3zaHuns bbITUS 13 He-
BbITUA» PacTBOPSN MOpPE (eCAN OHO MOABAANOCH) B
obiakax 1 TyMaHe, nLLas ero MaTepuanbHOCTN Kak
CaMOCTOATE/IbHOrO 3CTETUYECKOro obbekTa [8, c. 92].

Jlnwb HoBeliwee BpeMs, a UMeHHO B 1980-e rogpl,
C HaYyanoM noantnkn Pedopm 1 OTKPBLITOCTM 1 3KO-
HOMMWYECKMM NOABEMOM NPUOBPEXHBIX PErMOHOB,
MOpe BHOBb OKa3a/10Ch B MoJIe 3peHNs XYAOXKHMKOB.
1986 rog cuntaeTcs rofoM PoOXAEHNA COBPEMEH-
HOW KUTaNCKOW MOPCKOWM XMBOMUCK, KOrga rpynna
XYZAOXHUKOB Hayasna Co3HaTeNbHO MCCAe0BaTh 3Ty
TemaTuky. 3HakoBOM paboToi 3Toro nepuoga crana
kaptuHa Cto3 CtoaHbanHsa «fonoc BonH» (GRS, 1987
r.) (uan. 2)[1, c. 83]. B 3ToM nponsBegeHnmn He BblNo
NPOCTOro KONMPOBaHMWsA 3amnaZHoON PeannucTMyHOM
TEXHWKW; ONMPasch Ha abCTpaKTHbIN 3KCMpeccmo-
HW3M 1 NOCTMOAEPHUCTCKYIO pedaekCunto, Xys0X-
HWK TPpaHCHOPMMPOBAN CNYXOBOM 3IEMEHT «3BYK»
B BU3YyasIbHYHO BO3AYLUHOCTb U ANHAMUKY, OCYyLLie-
CTBMB COBPEMEHHYIO MHTEeprpeTaLmio TPaAnLLIMOH-
HOro B3raaja Ha «MyCTOTy U peaNbHOCTb>.

IV. CoBpemeHHan pekoHcTpykuuna: Mopep-
Hu3auusa ¢usocopun NycroTbl

B XXI Beke kuTalickas MopcKas X1BOMUCb He
OTKaszanacb OT GMA0CodCKOro aapa «nyCcroTbl», a
coBepLIMna ee TBOPYECKYD pekoHcTpykuuto. Co-

BPEMEHHbIE XYAOXHUKN, CUHTE3NpPYS KUTanckune
N 3anagHble TEXHUKWN, NpeBpaTUAN N3HayalbHO
CTaTUYHOE 1 BO3BbILLEHHOE «OCTaBJ/IEHNE MYyCTOro
NPOCTPaHCTBa» B XyA0XECTBEHHOE NPOCTPaHCTBO,
NoJIHOe HanpsXXeHs N MHOTOMEPHOCTW.

MoHep KNTaCKoM MOPCKOM XMBOMNCK Mac-
nowm, Fao LitoaHb n3obpakaet okeaH He Kak TUXYH
raBaHb yY4eHOro-oTLIeNbHWNKA, a KaK «nose bUTBbI»,
NPVIPOAHYHO CTUXUIO, MOJHYHO NEPBOBLITHOW CUAbI U
repomnsma. Nepexoasa ot peanmsma 1970-x rogos K
TEXHVKE «YEPHWIbHON» CMeLllaHHOW xuBonucn XXI
BeKa, OH HazenseT CBOW BOJIHbI MOLLHbIM B3pPbIB-
HbIM AeMCTBMEM U CKYAbMNTYPHOM 06beMHOCTbI0. B
Takux NpounsBeAeHnsax, kak «/ywa mopckoro pybe-
xa» (BR %8 15), okeaHy npuaaetca cumBoanyeckoe
3HayeHne HaunoHanbHOro ayxa [7, c. 66].

Kak npeacTtaBuTenb ryaHayHCKORN LWKObI XWUBO-
nucu, XyaH Baran gonroe Bpems nocesLian CBOU
paboTbl CMHTE3Y TPAAULIMOHHON KNCTU U COBpe-
MeHHOW KoMno3uunn. B ero cepun «CosepuaHune
6eckpaiiHero Mmopa»(WE78)(unn. 4) coxpaHatoT-
€Sl TYMaHHble OYepTaHWs, CBOMCTBEHHbIE XXUBOMW-
CW TYLIbHO, HO MPW 3TOM UHTErPUPYHOTCA CBETOTEHD
N 06BEMHOCTb MaCAsiHOM XunBonucn. Mope Ha ero
MOIOTHAaX YaCTo HaXOAMTCs B COCTOAHMM «He3aBep-
LLIEHHOCTU», @ FPaHULLbl MeXAy MyCTOTOM W peabHO-
CTbO HaMONHEHbI TeKyYelr NO3TMUYHOCTLIO[2, . 89].

CoBceM MHaye NOAXOAMUT K N306paxkeHnto Mops
APYroi COBPEMEHHbIN KUTANCKNI XYJOXKHNUK, CUHB
®aHbuHb: B paboTe «Mope npuHMMaeT Bce pekmn»
CBAEII) (an. 5) XyAOXKHUK HANPAMYHO LUTUPY-
eT 0bpasbl 3 «/lao A3 U3nH», NpeacTaBaas Mope
KaK rMraHTCckumi «cocya». NycroTa B LLeHTpe KapTu-
Hbl 6O/bLUE He ABASETCA TPAANLMOHHBIM 0BAaYHbIM
TYMaHOM; 3TO MyraroLias 1 BceobbemtoLas nycro-
Ta, CMMBOIM3MPYHOLLLAs NepeceyeHne 1 CToNKHOBe-
HWe KyNbTyp B KOHTEKCTe rnobanmsaumnn.

V. ®unocogckoe A4p0 «MyCcTOTbI» U 3BOJIIO-
uua ¢opM B KUTaiCKOA MOPCKOW YKMBOMUCK: OT
TPagULMOHHOW UMIMJIMLMTHOCTU K COBPEMEHHbIM
MHHOBaLMOHHBIM TpaHchopMaLUAM

5.1. TpaduyuoHHas scmemuka «nycmomel»: Um-
nauyumHoe gelpaxeHue Mopckux o6pasoe 8 kaac-
cuyeckoli xusonucu

SBontouns GopM KMTaCKON TPAZNLIMOHHOW MOp-
CKOM XXMBOMUCU HEpa3pbIBHO CBsi3aHa C ryboKMM
NHTEPTEKCTYaNbHbIM B3aUMOAENCTBUEM C dUo-
CODCKOW KOHLIeMNLMe «nycToTbl» (Ctoi,KE). TO du-
nocodckoe AAPO He TONbKO CYXKUT 3CTETUUECKUM
dYyHAAMEHTOM ANA «UMMAUNLUTHOrO» (CKPbLITOrO)
BbIpPaXXeHWs MOPCKOW TEMATUKM B MPOLLJIOM, HO U1

BbICTYMaeT K/OYEBOW AyXOBHOM ABUXKYLLEA CUAON
WMHHOBaLMOHHOM TpaHchopMaLLMm COBPEMEHHOTO
MCKyCCTBa MOPCKOTro ner3axa. Ero punocodckmne
NCTOKM BOCXOAAT K KOCMOTOHUW AaoCn3ma, rae «ny-
CTOTa» ABNSETCSA NePBOOCHOBOW, TPAHCLEHAEHTHO-
MY MbILLUIEHNIO YaHb-ByAAM3Ma, OCHOBAHHOMY Ha
«MPOBY>XAEHUN MYCTOTHOCTU», @ TakKe ANaneKTu-
YecKon MyApOCTM HEOKOHPYLMaHCTBa 3Mox CyH U
MwuH, NnpoBo3raallaBLlen «B3anMOAeNCTBNE NYCTO-
Tbl U peanbHOCTU». TpajnLMOHHaa cucteMa nem-
3aXHOM XUBONMCK (WaHb-wyi, LLI7K), npoHukHyTas
naeen «nyctoTbl Kak KOPHA U B3aMMOMOPOXAEHWS
NyCTOTbI M peaNbHOCTW», BbipaboTana TBOPYECKMiA
KaHOH, rfe «oCTaB/IeHNe NyCTOro NPOCTPaHCTBa» CTa-
no BbicwWKM npasmaom. Kak otmeuvan Li3yH banxya
(RBETE), «vLLb AnanekTMyeckoe eAMHCTBO MyCTOTh
N peasbHOCTN CMOCOHBHO MOPOANTL NCTUHHYHO Kpa-
coTy nckyccrsa» [10, C. 88-89]. [ipeBHne MacTepa
rny6oKo MOCTUTAM NPUHLMM «B MYCTOTE POXKAAET-
CA PeaNbHOCTb, @ U3 HMYTO BO3HMKAET BCE Cyllee»,
BOCMPUHMMAs He3anoJHeHHOe NPOCTPAHCTBO Ha
wenke n bymare, a Takxke TYMaHHYHO AbIMKY 00-
NakoB He Kak BU3yasibHbl U3bsH, a KaK akTMBHOE
NPOCTPAHCTBO, Hecylllee B cebe «XyA0XKEeCTBEHHbIN
3ambicen» (MU3VH, B1R) 1 «4yXOBHbIA PE30HAHC» (LK
toHb, SE9)[11, c. 19]. IMeHHO no3Tomy B TpaanLy-
OHHOW MOPCKOW XUBOMNCKU KpalriHe pPeAKo BCTpe-
YaroTCA NpsMble N300paXKeHNA KOHKPETHbIX BOJH
nnn GM3NYecKor NoBEPXHOCTM Mops. BMecTo 3Toro
XYZOXHUKWN Nprberanm K pa3MbITbiM KOHTypam rop
1 BOJ, CKPbITbIX B TYMaHe, U K MpuemMy B1U3yanbHOW
BUpPTyanu3aunn. Yepes obpasHoe KOHCTPyMpoOBa-
HMe «MyCTOro» NPOCTPaHCTBa OHN MeTadopmUecKkm
nepeAaBanv 6e3rpaHNYHOCTb PeK U MOPEN, BKO-
yas BesiMume M TaMHCTBEHHOCTb OkeaHa B dburaocod-
CKO-3CTETMYECKYHO MapajgurMmy «efMHCTBa YenoBeka
W NPUpPOAbI». 3Ta NapaaurMa UMMNANLMTHOrO Bblpa-
>KEHWA, Ha Hall B3rAsg, 3To, MO CyTuW, NpescTaBaser
CobOMN KOUEBYHD 3CTETUYECKYHO SIOTVUKY TPaAMULIMOH-
HOM MOPCKOW >XXMBOMWCK, MO3BOAAOLLYIO N36exaTb
6yKBasIbHOrO KONMMPOBAHWUA HATYyPbl N CTPEMUTLCA
K TPaHCLEHAEHTHOCTU Xy 0XXECTBEHHOTO 3aMblCAa.
5.2. CogpemeHHas mpaHcgopmayua KoHyenyuu
«Nycmomeoi»: mexHuyeckoe obHosesieHue u ¢unocogp-
cKoe nepeocmbic/ieHue Mopckol xusonucu
BcTynve B cOBpeMeHHbI KOHTEKCT, KMTalnckas
MOpCKas XXMBOMMWCb HE Pa3opBasia KPOBHbIX CBA3EN
¢ dbunocoduein «nycToTbl», @, HANPOTUB, OBHaPYXXN-
BaeT CTpeMJieHVe K OOHOBIEHUIO 3CTETUYECKOW MNa-
pasurMbl B paMKax rnobasbHOro xyAo>KeCTBeHHOro
ananora. Onupasch Ha TPaAWLIMOHHYHO 3CTETUKY B3a-
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MMOZENCTBMSA MyCTOTbl U PeasbHOCTU, COBPEMEHHbIE
XYAOXHWKV CUHTE3VPOBaNW 3anajHble TEXHUKMN XK-
BOMUCK C COBPEMEHHBIM A3bIKOM BbIPa3nTEIbHOCTY,
npeBpaTmMB KNaccmyeckoe CTaTUYHOE U BO3BbILEH-
HOe «MyCcToe NPOCTPaHCTBO» B XyAOXEeCTBEHHOE Npo-
CTPaHCTBO, MOJIHOE HaMPAXEHUA U MHOTOMEPHOCTY.
JTa TpaHcPopmMaLMa NPOABAAETCA B ABYX U3MEPEHN-
AX. Bo-nepBbIx, Ha TEXHNYECKOM YPOBHE, XyAOXHUKM
npeoaonenv orpaHNYeHns TpaguLMOHHON MOHO-
XPOMHOW TyLUW, NepenieTas Takmne 3anagHble TEXHWKH,
Kak Mac/isHas XMBOMUCb N CMeLLaHHble MaTepwuasbl,
C TPAAULMOHHBIM A3bIKOM KUCTW. VIcnonb3ys KoMm-
MO3MLMOHHYHO IOTUKY «B3aMMOAENCTBUA MYyCTOThI
1 peasbHOCTU», OHW CTPEMATCA K KOMMO3ULIMOH-
HOMY pa3HoO0bpa3nto MOPCKMX Nensaxen. Hanpu-
mep, CyH MuHBIOaHb MHTEPNPETUPYET MO3TUYHOCTb
MOPA Yepes COBPEMEHHYHO XXMBOMUCHYHO TEXHVIKY, a
oTel, 1 CbiH Jln XanTao B cBoMX paboTax (Takmx Kak
«[lecaTb ThICAY I MOPCKUX pybexkelt») 0bbeAnHs-
tOT BUPTYa/ibHble W peasibHble TylleBble Pa3MbIBKM
C AMHaMMYEeCKOWN TEKCTYPOW BOJH. brarogaps stomy
«MyCTO€e NPOCTPaAHCTBO» NepecTtaeT ObiTb MPOCTO GO-
HOM AN CO3jaHMs HaCTPOEHUSs, NpeBpaLLanch B An-
HaMU4ecKoe BU3yasibHOE MoJie, COCYLLEeCTBYOLLee C
peanbHbIMK 0bpa3amu. Bo-BTOpbIX, Ha PUAOCODHCKOM
YypOBHe COBpeMeHHas MOopcKas >XWBOMUCh NepeBo-
AWT <MyCTOTY» U3 COCTOAHUSA KIAaCCMUYECKOro cTatny-
HOro co3epLaHms 1 MeTapu3nyYecknx pasMbiLLNEHMA
B MNJIOCKOCTb COBPEMEHHOrO YyBCTBEHHOTO OMbiTa.
Yepes Bu3yanbHble 3¢ dekTbl nepenaeTeHns nycro-
Tbl ¥ PeaNbHOCTU XYAOXHUKM NepeatoT be3rpaHny-
HOCTb, MOLLb 1 Hemn3BejaHHOCTb okeaHa. Vcnonb3ys
Takve npuemsl, Kak abcTpakTHble GOpMbl ByLLYHOLLMX
BOJIH, BUPTYya/IbHO-peasibHoe NMPOHNKHOBEHWE CBETa
Y TeHW, a Tak>Ke CMeLLeHWe NPOCTPaHCTBEHHON nep-
CMEKTUBbI, OHW TPAHCPOPMUPYIOT «MyCTOTY» B 3CTe-
TU4yeckoe none, obnagatoLLiee Kak paLMoHaibHOM
rNyO6UHOM, Tak 1 YyBCTBEHHOM HaMPSAXEHHOCTbIO [3,
c. 49]. 310 no3BonseT gpeBHeln GUI0CODCKON KOH-
Lenumm obpecTn coBepLUEHHO HOBYHO BM3YyabHYHO
dopMy 1 AyXOBHYHO MPOEKLIMIO B KOHTEKCTE COBpe-
MEHHOTO NCKYCCTBA.

CylHOCTb AaHHOW TpaHChopMaL MM 3akatoua-
eTcs B TBOpYeCckoM npeobpazoBaHun puaocodpum
«MyCTOTbI» N3 KNaCCUUYECKON CUCTEMbI MeTadhop B
COBPEMEHHY cucTeMy cumBoaoB. Ecan Tpagmum-
OHHas Mopckast XXMBOMWUCb UCMOJIb30BaNa «MyCcTOe»
MPOCTPaHCTBO A5 reHepaLn XyZOXECTBEHHOTO 3a-
MbICAa, BbIXOAALLErO 3a Npesesibl POPMbl («CMbICA
3a npegenamu obpasa»), TO COBPEMEHHbIE KUTaAM-
CKME MapVHbl, PEKOHCTPYMPYS OTHOLLIEHWSs MyCTO-
Tbl U PeasbHOCTW, AEKOHCTPYUPYHOT TPAAULIMOHHYHO
acTeTnyeckyto napaaurmy. O4HOBPEMEHHO C 3TUM
«MyCTOTa» BO3BOAMUTCS B PAHT XyLOXECTBEHHOW GU-
nocodum, coyetaroLLein B cebe BOCTOUHYH MyApOCTb
N COBPEMEHHbIN KOHTEKCT, a NpakT1uka n3obpasm-
TE/IbHOTO UCKYCCTBA CTAHOBUTCA OTBETOM Ha aKTy-
afbHble NpobaeMbl MOPCKOM LMBUAM3aLMK. ITa
TPaAEKTOPUS IBONIOLMM HE TOJIbKO AEMOHCTPUPYET
>KN3HECTOMKOCTb KNTAMCKOrO 3CTETUYECKOrO AyXa,
HO 1 BbISIB/SIET BO3MOXHbIE MYTW HEMpepbIBHbIX UH-
HOBaLMIN TPaANLMOHHBIX GUAOCOPCKNX KOHLLEMLIM
B YCJIOBUsIX F106a1M3NPOBaHHOIO Xy0XKECTBEHHO-
ro KoHtekcrta [9].

3akstoueHue

Taknm obpa3om, TpaekTopusa PasBUTUSA KITA-
CKOM MOPCKOM XMBOMUCK NpeacTaBaseT coboi
NCTOPUIO NMepexoaa OT «KY/JbTYpPHOro OoTKasza» K
«3CTETUYECKON PEeKOHCTPYKLMUn». Mope B Tpagu-
LMOHHOM Meli3a>XkHON XMBOMWUCU CyLLECTBOBANO Kak
aHTUTE3a «CyLle»; OHO PACcTBOPSANOCH B obnakax v
JbIMKe, CTaHOBACb GUNOCOPCKOM «MyCTOTOM». Pa3-
BUTME COBPEMEHHOW MOPCKOM XXMBOMUCK NPOU30-
W10 Ha GOHe IKOHOMUYECKOM OTKPbITOCTK KuTas
M pocTa Ky/JIbTYPHOW YBEPEHHOCTM, UTO CTaJIo HO-
BOI MaTepuanmnsaLmein 3Ton KOHUENUUN «MyCTOTbI».
CoBpeMeHHble KuUTalckme XyAOXKHUKM nepectanu
nsberaTb MOPCKOro NpocTopa n 6ypb; CUHTE3NPYSA
KWTaCKMe 1 3anaZHble TEXHUKKW, OHW MpeBpaTuav
«MyCTOE MPOCTPAHCTBO» B BM3YabHbIN A3bIK, 00-
NajaroLnin COBPEMEHHbBIM AYXOBHbIM HaMpsXXeH -
eM. 3Ta TpaHchopMaL s ABASETCSA Kak Hacneamem
JAPEeBHEN OpPTOAOKCUM, TaK U OTKIMKOM Ha AyX CO-
BPEMEHHOCTH.
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FROM TRADITIONAL CRAFT TO DESIGN IMAGE.
CONTEMPORARY CHILDREN'S ILLUSTRATED
BOOK ABOUT ARTISTIC METAL PROCESSING (GRAPHIC
LANGUAGE AND SPECIFICS
OF DEVELOPING A VISUAL SCENARIO)

Summary: In the context of intangible cultural heritage
preservation, cognitive illustrated books serve as an effec-
tive medium for the visual archiving of traditional craffts.
This study focuses on traditional metal crafts and exam-
ines the complete process of creating an illustrated book—
from material collection to the construction of artistic
imagery. Drawing on the theory of text-image interaction
and the creative principles of He Yuzhi, the author ana-
lyzes the transformation of formal language throughout
the book-making process. It is emphasized that the au-
thenticity of content is achieved through interdisciplinary

Traditional crafts, bearing witness to the devel-
opment of Chinese civilization over more than five
millennia, are invaluable assets and historical reflec-
tions of the cultural foundations of the Chinese na-
tion, serving as living embodiments of the people's
collective memory.

It is precisely the uniqueness of handmade ar-
tifacts that endows them with cultural and artis-
tic significance. "Of all the professions by which
a person can earn a living, the one that brings a
person closest to the natural state is physical la-
bor" [2]. Craftsmanship does not merely provide a
means of subsistence — it restores to the individ-
ual their authentic nature. "Traditional craft tech-
niques embody unique artistic-cultural value and
folk wisdom" [4, p.4]. Craftsmanship proves to be
a bridge connecting the material and the spiritual,
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collaboration and direct engagement with bearers of craft
traditions. Through a realistic drawing style and the or-
ganic integration of text and image, the aesthetics of metal
crafts are transformed into visual narrative, facilitating the
transition of traditional culture from a state of "being pre-
served" to a state of "being understood" and ensuring its
intergenerational transmission.

Keywords: traditional metalworking, cognitive picture
books; visual archiving; interdisciplinary collaboration; in-
tergenerational transmission.

the everyday and the sacred, the personal and the
communal.

Artists of different generations, gazing upon the
material culture of the past, find in it an inexhaust-
ible reservoir of themes. Traditional crafts become
for them not merely objects of depiction, but also
a means of contemplating the connection between
eras — a dialogue between a fading reality and con-
temporary artistic language. It is precisely in this
context that the work of He Youzhi (He Youzhi, 1922-
2016), a master of picture-story books (£ &) and
linear drawing, is particularly revealing. "In his lat-
er years, he also created a series of works depict-
ing old Shanghai, as well as several short picture
books, such as He Youzhi's 360 Lines of Painting,
which reproduce vanishing folk traditions. He You-
zhi himself summarized his approach as follows: 'I

find sensations in life, seek language in tradition,
and discover myself in artistic practice™ [5].

In the book He Youzhi's 360 Lines of Painting, 90
types of Shanghai trades are depicted, documenting
the typical expressions and actions of people from
all walks of life in Shanghai during the first half of
the 20th century, with explanatory texts added to the
background of each illustration. This book can be re-
garded as an illustrated social history of old Shanghai.

Among the multitude of craft traditions, those
related to metal processing deserve particular at-
tention. Ancient bronze casting gave the world ritual
vessels and weapons; the art of cloisonné enamel (
=ZRIE), in which a copper base is adorned and viv-
idly colored with partitioned enamels; chasing and
forging, which create three-dimensional images on
thin metal sheets; filigree and granulation ({E22%&
#%) and inlay work. In each of these techniques, cen-
turies-old methods coexist with new approaches,
but manual labor remains the foundation that pre-
serves a living connection to its origins.

The author of this article is an illustrator and the
artist responsible for the drawings in the section
on traditional metal processing in Han Yumeng's
monograph Jewelry Design (the book is currently in
press). This project confirms the relevance of such
a format of visual communication in the context of
preserving traditional culture and strengthening in-
tergenerational ties. The section is intended to be
structured according to the principles of a picture
book, with an emphasis on visual narrative.

In choosing a theme, the artist chooses a par-
ticular angle of vision on the world. The creative
process becomes the materialization of this vision.
"What we call 'vision' is always shaped by habits
and expectations... The artist's choice of subject and
style is constrained by the visual schemata he has
inherited" [6, pp.80-82].

The first stage in the creation of the book was
the accumulation of visual material. The author vis-
ited a metalworking workshop, studied production
techniques, and consulted with specialists. After
sifting out the superfluous, extracting the essence,
and selecting what could be effectively integrated
into the work, the material was transformed into
the content of the illustrations.

The meaning of illustration lies in the emotional
resonance that the viewer receives through its visual
language. "An image contains information that may
have no direct bearing on our understanding of his-
tory as a whole. To point us toward what is significant,

the context of specific words is needed, or at least
a previously established notion of what to look for"
[3, p-212]. The language of illustration is the expres-
sion of inner emotion through form, tonality, color,
scale, and overall mood. Kandinsky asserts: "...at the
foundation of every problem in painting there always
lies the 'inner."" And he adds: "If this 'inner' is ‘bad’
or weak in form, then the form is bad or too weak
to evoke a purely resonant vibration of the soul" [1,
pp.165, 314]. All visual languages are inextricably
linked to the artist's emotions.

Next, the question of the dialogue between text
and images must be resolved. Perry Nodelman ar-
gues [3] that a picture book contains a triple nar-
rative: the story of the text, the story of the images,
and a new story that emerges from their fusion. He
maintains that "transmitting information" is a fea-
ture of cognitive works, while "narrative" is the task
of literary ones. "Picture books combine literariness
and cognitiveness. The communicative function of
images: illustrations are conditional, purpose-ori-
ented images created by combining the aesthet-
ics of drawing with the principles of artistic design
in accordance with the content of the text. .. The
sequentiality of images expresses a holistic idea"
[7, p.22]. In a picture book, image and text are in-
separable and mutually complementary: the script
determines the plot, while the imagery and style of
the illustrations define the characters. The image is
the external manifestation of the script. The script
serves as the foundation upon which the illustra-
tor builds their narrative. Continuity and connec-
tion between images are crucial.

Based on the textual script, a sequential process
of image creation is constructed. Creating a picture
book requires working on the tempo-rhythm of the
entire book as a whole. "An image by itself cannot
tell us that this is a flashback. By limiting each oth-
er, words and images together acquire a meaning
that neither possesses alone — performing a com-
plementarity that Barthes calls 'relay™ [3, pp.214-
220]. For this book, an original text was written to
explain the content of the illustrations.

The primary goal of the project is to emphasize the
beauty of the metal artifacts and tools themselves; it
is important to convey even the traces of wear, which
become an embodiment of "the beauty of use." The
tools are arranged in an orderly manner, as if lying
on the craftsman's workbench, ready for use.

According to Nodelman, "text and illustrations
work best together not when they repeat each oth-
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er, but when each conveys different information.
In such cases, they enter into an ironic interaction:
the text tells what is not shown in the picture, and
the picture shows what is not said in the text" [3,
p.256]. In Han Yumeng's monograph Jewelry De-
sign, Jing Lin's illustrations for the "Metal Objects"
series serve not merely as a visual accompaniment
to the text, but as an independent narrative layer
that enters into dialogue with it.

A cognitive children's picture book about tra-
ditional crafts begins with a question: how can a
child not only learn about how things are made, but
also feel a connection to the culture behind these
things? The answer requires the development of a
particular visual language. Its principles are: con-
tinuity of imagery, guiding the reader through the
production process; recognizable graphic accents
serving as orientation points; credible rendering of
tools and mechanisms; and an inseparable bond
between word and image, where text explains but
does not replace the picture. In such a book, the
main protagonist is the artifact itself — the prod-
uct of craftsmanship — while the characters serve
as guides. The cover functions as a showcase, dis-
playing the finished result. These devices form the
language in which the book speaks to its reader.

But language is merely a means. Technical pre-
cision alone does not hold a child's attention or
generate understanding. Therefore, the narrative
is built around situations close to a child's experi-
ence — shared meals, play, helping others. The craft
storyline is threaded onto this everyday founda-
tion, and through the juxtaposition of the familiar
and the unfamiliar, traditional culture ceases to be

something abstract. It becomes woven into daily
life, presented as living reality.

The conception of the book is shaped by several
aspects: the plot holds attention, the cultural-histor-
ical layer fills it with content, the mythological adds
depth, the graphic solution establishes the visual
order, the script dynamics create rhythm, and the
research work — studying the craft on site, meeting
the craftspeople, their tools, and their environment
— lends credibility to all of it. Without this final lay-
er, the book remains superficial, however skillful its
graphics may be.

Despite all common approaches, each project
acquires its own distinct identity. The artist seeks
that distinguishing mark — a technique, an orna-
ment, a color — that will forever link the book to a
specific craft tradition. This is not merely a stylistic
decision, but a means of making knowledge recog-
nizable and memorable, of fixing in the reader's
mind the image of that particular craft.

All the methods and principles enumerated
serve a single ultimate purpose. A cognitive pic-
ture book constructed according to these principles
and incorporating research, artistic, and pedagogi-
cal experience becomes more than just a children's
publication. It becomes a form of preserving and
popularizing traditional craft culture. Such a book
is always a collective project, requiring the partic-
ipation of a writer, artist, photographer, ethnogra-
pher, cultural scholar, and historian. Only under this
condition does the picture book cease to be an en-
tertainment product and become a genuine form
of heritage archiving — a living testimony capable
of transmitting tradition to new generations, there-
by securing its future.
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OT TPAANUNOHHOIO PEMECJIA
K TIPOEKTHOMY OBPA3Y. COBPEMEHHAA AETCKAA
NNNHOCTPUPOBAHHAA KHTA O XYAOXECTBEHHOW
OBPABOTKE METAJINIA (TPAGUYECKIN A3bIK
N CMNEUNOUNKA PASPABOTKI BN3YAJZIBHOIO
CLLEEHAPUA)

AHHOTauumA: B KoHMeKkcme coxpaHeHuUs HemamepuaaseHo20
Ky/1bmypHO20 Hacaedus no3HasameJlbHele UAIOCMPUPOBAH-
Hble KHU2U cykam 3ghghekmusHbIM cpedcmeomM 8uU3yalbHoU
apxusayuu mpaduyuoHHbIX pemécen. JaHHas cmames noces-
weHa mpaduyuoHHeIM peméciam no obpabomke Memasna.
Paccmampusaemcs 8ecoe npoyecc co30aHUs UIICMpUpo-
8aHHOU KHU2u — om cbopa mamepuana 0o NOCMpPoeHUs
XydoxecmeeHH020 0bpasa. Onupasace Ha Meopuro 83auUMo-
delicmsus mekcma u u3obpaxeHusi U meopyeckue NPUH-
yunel X3 Ouxu, asmop aHaausupyem mpaHcgopmayuro
¢opmaneHo20 A3bika 8 npoyecce co30aHuUsa KHu2u. [1od4ép-
kusaemcs, Ymo 0ocmosepHOCMb codepxaHus docmueaemcsi

TpagnumoHHble peMEcia, CBUAETENLCTBYA O Pas-
BUTUM KNTANCKOW LIMBUAN3ALMN HA NPOTAXKEHUM
bosee NATU ThicAYeNeTUN, ABNAOTCA BecleHHbIM
LOCTOAHMEM N UCTOPUYECKUM OTPaxKeHWeM Ky/b-
TYPHbIX YCTOEB KUTAMCKOW HaLMK, CY>KAT XXUBbIM
BOMJIOLLLEHNEM KONNEKTUBHOM NaMATV Hapoaa.

VIMEHHO YHUKaNbHOCTb U3AENNIA PyYHON PaboThl
HaZenseT Ux KyNbTypHOM 1N XyAOXXEeCTBEHHOM 3Ha-
YMMOCTbHO. «M3 BCex Npodeccuin, B KOTOPbIX Yeso-
BeK MOXeT 3apabaTbiBaTb Ha XW3Hb, Npodeccus,
KoTopas 60/blle BCcero npmubamxaer yenoseka K
€CTECTBEHHOMY COCTOSIHWIO, — 3TO GU3NYECKUI
TpyA» [2]. Pemecno He npocTo Aaét cpencraa K

yepe3 MexoucyunIuUHapHoe compyoHUYecmso U Henocpeo-
CcmeeHHbIU KOHMAakm ¢ Hocumenamu mpaouyuu. Peanucmu-
Yeckas MaHepa pucyHKa u op2aHUu4Hoe couemaHue mekcma
u uzobpaxkeHus npeobpasyrom scmemuky Memaaiu4yeckux
pemécen 8 usobpasumesleHoe No8ecmeosaHue, cnocobcmeys
nepexody mpaduyuoHHOU Ky/ibmypbl U3 COCMOSAHUS «0Xpa-
HAeMoU» 8 cocmosHUe «noHUMaemoUi» u obecnequeas eé
MEXNOKO/IeHYeCcKyro hepedady.

KnroueBble cnoBa: mpaduyuoHHas memasnoobpabom-
Ka; Ko2HUMUBHbIE UNICMPUPOBAHHbIEe KHU2U; 8U3Ya/lb-
Hoe apxusuposaHue; MexoucyunauHapHoe compyoHu4e-
€MBeo, MexnokoieH4Yeckas nepedauya.

CyLL,ecTBOBaHMIO — OHO BO3BpaLlaeT YenoBeky
ero NoAJAnHHyt npupoay. «TpagnuLmMoHHbIe pe-
MeC/eHHble TEXHONOTMW BONAOLLAKOT B cebe yHW-
KaNbHOE Xy[0XKeCTBEHHO-KY/bTYpPHOE 3HaueHune
N HapoAHYyto MyapocTb» [4, c.4]. Pemecno okasbl-
BaeTCA MOCTOM, COeAMHAOWMM MaTepuanbHoe 1
LYXOBHOE, MOBCEAHEBHOCTb W cakpasbHOe, INY-
Hoe n obluee.

XYLOXXHWKN pa3HbIX MOKONEHWU, BFASAbIBAsAChH
B MaTepuasbHYytO KyNbTypy MNPOLUAOro, HaXoAAT B
Hel HeucyepnaeMsblli 3anac TeM. TpaguLMOHHbIE
pemMécna CTaHOBATCA AN HUX HE NMPOCTO 06BEKTOM
n306paxKxeHns, HO 1 CNOCOHBOM OCMbICNEHUNS CBS-
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31 BPEMEH, ANANIOrOM MeXAy yXOAsLel peasbHO-
CTbHO N COBPEMEHHbIM XYJ0XXECTBEHHbIM A3bIKOM.
IMeHHO B 3TOM KOHTeKCTe MoKasaTeNbHO TBOpYe-
ctBO X3 KOuxun (He Youzhi, 1922-2016), macTepa
NAAHbXyaHbXya W IMHENHOrO pUCYHKa. «B nosgHune
roZibl OH CO3ZaN Takxe psj NPon3BeLeHNn, n3obpa-
Xarowmx ctapblii LaHxal, n Heckoabko KOPOTKMX
PUCOBAaHHbIX KHWUT, Taknx KakK “360 CTpOK XunBonu-
cn X3 KOuxn”, B KOTOpbIX BOCMPON3BOAATCA UCYe-
3atowme ¢onbkaopHblie Tpagnumm. Cam Xs Kouxn
pe3toMNpPOBaN CBOM MOAXOZ cheayrolnm obpa-
30M: fl HaXOXy OLLYLLEHNSA B XU3HW, ULLY A3bIK B
TPagMLMAX N OTKPbIBaKO Cebs B XyA0XECTBEHHOWN
npakTtuke» [5].

B kHure «360 cTtpok xuBonucy X3 KOuxn» nso-
6paxkeHbl 90 BUAOB LLUAHXANCKOW TOProBu, 3a40-
KYMEHTUPOBaHbI TUMUYHbIE BbIPaXeHWs U AeNCTBUS
nofen n3 Bcex cnoée obuectsa B LLlaHxae nepeon
NosoBUHbI XX Beka, a Takxke AobaBaeHbl NOSCHWN-
Te/ibHble TeKCTbl K GOHY PUCYHKa. DTy KHUTY MOXHO
paccMaTpuBaTh Kak UANKOCTPUPOBAHHYHO NCTOPUIO
obuectBa B cTapoM LLlaHxae.

Cpean MHOXeCTBa peMEeC/IeHHbIX TPpaAnuLnin
0cob60ro BHMMaHMA 3acay>mnBatoT Te, YTO CBA3a-
Hbl ¢ obpaboTkon MmeTanna. lpeBHee 6poH30BOE
NNTbE, NoAapvBLLee MUPY PUTyabHble COCYAbl U
OpYXWe; NCKYCCTBO U3UHbTAHbAAHL (RIR 1K), rae
MefHas OCHOBa pacLiBeYMBaeTCa neperopojya-
TOW 3Masibto; YekaHKa 1 KOBKa, co3jarollme 06b-
8MHble n306paxkeHns Ha TOHKUX MeTananyeckmx
mcTax; GuanrpaHb 1 3epHb ({EZ2EHR), MHKpycTa-
ums. B kaxaom 13 nepeyvmciaeHHbIX TEXHUK BEKO-
Bble NMPUEMbI COCEACTBYIOT C HOBbIMMW NMOAXOAAMMY,
HO PYYHOW TPyA OCTaéTtca Toi OCHOBOM, He3 KoTo-
PO TEXHNUYECKMNA MPOrPecc He CMOXET COXPaHNUTb
>XMBYHO CBA3b C UCTOKaMMW.

ABTOp AaHHOW CTaTbW ABAAETCS XYAOXKHUKOM-WA-
NOCTPATOPOM M aBTOPOM PUCYHKOB K pasgeny B
MoHorpadum XaHb FONM3aHb «[in3aiiH yKpalLueHWn»,
MOCBsLLLEHHOMY TPaAULMOHHOW 06paboTke MeTanna
(Ha HacToALWMIA MOMEHT KHUTa TOTOBMTCA K MeyaTn).
MpoekT ABAfeTCA NOATBEPXKAEHNEM aKTyaNbHOCTU
nogobHoro ¢popmata BM3yanbHON KOMMYHMKaLLUK
B KOHTEKCTE COXPaHEHUs TPaANLMOHHON KYAbTypbl
N yKpeniaeHns MexnokosieHueckux cssel. MNpes-
nonaraeTcs, UTo pasgen byseT NOCTPOEH No 3aKo-
HaM KHUXKKN-KAaPTUHKM, C aKLLeHTOM Ha BU3Yya/lbHOM
NMOBECTBOBaHUMN.

Bbibrpas Temy, XyAOXHUK BbiOMpaeT onpese-
NEHHbIN Yros 3peHns Ha Mup. TBOpUECKMiA npo-
Llecc CTaHOBUTCA MaTepuanun3aLMen 3Toro B3rnssa.
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«To, YTO Mbl Ha3biBaeM "3peHuneM", Bcerga Gopmu-
pyeTca NpUBbIYKaMUN U OXUAAHUAMMN... Bbibop xy-
JOXHVMKOM TeMbI U CTUAS OFPaHUYeH BU3yaibHbIMU
cxemMaMu, KoTopble OH yHacnegosan» [6, ¢.80-82].

MepBbIM 3TanoM CO34aHMA KHUTW CTano HaKo-
nieHne BM3yalbHOro Mmatepuana. ABTOp NoceTun
MacTepckyro no MetannoobpaboTke, n3yumnn npo-
N3BOACTBEHHbIE TEXHUKM, MPOKOHCYNbTUPOBAaCA
co cneymnanucrtamu. Nocne oTcemBaHWsA NULLHErO,
n3BneyeHus cytn, otbopa 3dGeKTUBHOIO ANs UH-
Terpauuu B Npov3BeseHne, maTepuan npeespatia-
eTca B cogepikaHne UAnCTpaLui.

CMbICh nanCTpaLnm — B 3MOLMOHANIbHOM
pe3oHaHce, KOTOPbIV 3pUTENb NOJlyYaeT Yepes eé
BM3yasibHbI A3bIK. «/1306paxkeHne cofepXKUT NH-
dopmMaLunto, KOTopass MOXET He UMEeTb MPSIMOro
OTHOLLUEHWSA K HaLleMy MOHVMaHWUIO NCTOPUN B Lie-
noM. YTobbl yKa3aTb HaM Ha 3HauMMoe, HeobHXo-
[AVM KOHTEKCT KOHKPETHbIX C/I0B UK, MO KPalHen
Mepe, paHee yCTaHOBNEHHOe MpeAcTaB/ieHNE O TOM,
uTO MCKaTb» [3, ¢.212]. A3bIK nanOCTpaLmmn — 3TO
BblpaXkeHWe BHYTPEHHUX 3MOLUIA Yepe3 dopmy,
TOHaNbHOCTb, LiBET, pa3mep, obliiee HaCTpoeHwe.
KaHAWHCKUIA yTBEPXKAAET: «...B OCHOBE KaXA0M Npo-
671eMbl B XXMBOMUCK BCErAa NEXUT BHYTPEHHEE».
W nobaenset: «Ecnm ato BHyTpeHHee "naoxo" nan
cnabo no dopme, TO 3TO 3HAUUT, 4YTO dopMa nso-
Xa Uan canwkom cnaba, utobbl BbI3BaTb YMCTO 3BY-
Yallytro AyweBHyto Bubpauuto» [1, c. 165, 314]. Bce
BU3yasibHble A3blIKWM HEPA3PbIBHO CBA3aHbl C SMOLU-
AMU XYJOXKHMKA.

Mocne HeobXxoAMMO peLnTb BONPOC Ananora Tek-
CTa 1 n3obpaxeHuit. Meppu HogenbMaH yTBepXAa-
eT [3], uTO KHMra € KapTUHKaMUN COAEPXKNUT TPOMHOE
NMOBeCTBOBAHWE: NCTOPUIO TEKCTa, MCTOPUIO n3obpa-
>KEHWI N HOBYHO UCTOPUIO, BO3HWKAIOLLYIO MPU MNX
camsaHuK. OH cUMTaeT, uTo «nepegaya MHbopma-
Lum» — 0cobeHHOCTb NMO3HaBaTe bHbIX MPOn3Bese-
HWI, a «<NOBECTBOBaHMWE» — 3ajava AUTepaTypHbIX.
«KHUXKN-KaPTUHKN COYeTatoT UTEPaATYPHOCTb U
no3HaBaTeIbHOCTb. KOMMYyHMKaTBHaA QyHKLNSA
N306paxKeHNn: NANKOCTPALMN — 3TO YCIOBHbIE, Lie-
NleHanpaB/ieHHble N306paXKeHns, Co3haHHble Mny-
TEM COeAMHEHMA 3CTETUKM PUCYHKA C MPUHLMNaMK
Xy[,0XECTBEHHOTO AM3aliHa B COOTBETCTBMM C CO-
JAep>aHuem TekcTa. ... [locnesoBaTeNbHOCTb U30-
HpadkeHWI BbipaXKaeT LeNoCTHYO naeto» [7, ¢.22]. B
KHUXXKe-KapTUHKe n3obpaxeHune 1 TeKCT Hepasge-
NIMMbI ¥ B3aUMOZOMONHAOT APYF Apyra: CLeHapuii
3aa€T CroXKeT, a 0bpas v CTWU/Ib UANKCTPALIMIA onpe-
LenstoT nepcoHaxen. N3obpaxeHne — BHelLHee

nposseHue cueHapua. CLeHapuii CIy>XnUT OCHOBOW,
Ha KOTOPOW MANKOCTPATOP CTPOUT CBOE NMOBECTBO-
BaHwWe. BaxkHbl HEMPEpPbIBHOCTb 1 CBSA3b MEXAY U30-
H6paxkeHnamN.

Ha ocHoBe TekCTOBOTO CLieHapus CTPOUTCA MO-
cnegoBaTesibHas paboTa No co3jaHnio n3obpaxe-
HuI. Co3aaHmne KHUXKU-KapTUHKK TpebyeT paboTsl
HaZ TEMMOPUTMUNKOW BCEW KHUTU B LiesoM. «/130-
H6paxkeHne caMo No cebe He MOXET cKasaTb HaM,
yTo 370 dnewbak. OrpaHnuMBan Apyr Apyra, C0Ba
N n3obpaxxeHns BMecTe obpeTaroT 3HaUeHue, KO-
TOPbLIM HU OZHO M3 HUX He 0bnaZaeT B OTAE/IbHO-
CTW — COBepLUaoT B3aMMOAOMNOIHEHNE, KOTOPOe
BapT Ha3biBaeT "peTpaHcaaymen» [3, ¢.214-220].
[na faHHOM KHUMM BblN HanMcaH aBTOPCKUIM TEKCT
AN NOSAICHEHWS COAEP KAHMSA UANFOCTPALLUNA.

OcHOBHas Lesib NpoeKTa — NogYepKHYTb Kpa-
COTY CaMUX U3AeNNI N UHCTPYMEHTOB A4 paboTbl
no MeTasy, BaxXKHO nepegatb Aaxe caefbl N3HO-
ca, KOTOpble CTaHOBATCS BOMJIOWEHNEM «KPACOThI
MCMo/Ib30BaHMA». IHCTPYMEHTbI pasMeLleHbl yro-
PAZOYEHHO, KaK BYATO fiexaT Ha cTofe y MacTepa,
roToBble K pabore.

[To cnoBam HogenbmaHa «TekCT 1 MantcTpaLmm
Nydlue Bcero paboTatoT BMecCTe He TorAa, Korga no-
BTOPSHOT APYr APYra, a KOrja Kaxabivi nepefaér pas-
HYI MHPOPMaLMIO. B Takux cyyasix OHM BCTyMnaroT
B MPOHMYECKOe B3aMMOAeNCTBMeE: TEeKCT paccka-
3blBaeT TO, YTO He MOoKa3aHOo Ha PUCYHKe, a pUcCy-
HOK MOKa3bIBaeT TO, O YEM HE TOBOPUTCS B TEKCTE»
[3, c.256]. B moHorpadum XaHb FONM3Hb «/[ln3aiiH
yKpaweHui» nantoctpaumm LisuH JinHa K cepun
«MeTannnyeckre npeameTbl» CayxaT He NPOCTO
BM3yasIbHbIM COMPOBOXAEHNEM TEKCTa, HO CaMo-
CTOATE/IbHbIM C/IOEM MOBECTBOBAHUSA, BCTYNAOLLMM
C HVM B AManor.

Mo3HaBaTenbHas AeTckas KHUXKa-KapTUHKa O
TPaAWLMOHHBIX PEMECNax HauMHaeTCs C BONpoca:
Kak caenaTb TakK, UTobbl pebEHOK He NPOCTO y3-
Ha/ O TOM, KaK AenatoT BeLW, HO U NOYyBCTBOBA
CBA3b C KY/NbTYPOWN, CTOALLEN 32 3TUMM BeLLaMn?
OtBeT TpebyeT BbIpaboTkn 0c060ro BM3yanbHOro
A3blka. Ero npmHLmMnbl — HenpepbIBHOCTb U306pa-
KeHWs, BeAyLero yntatens CkBo3b NPOU3BOA-
CTBEHHbIN NPOLLECC; y3HaBaeMble rpadpuyeckme
aKLLeHTbI, Cy>alle OpueHTUpamMm; JOCTOBEepHas
NPOPMCOBKA MHCTPYMEHTOB N MEXaHWN3MOB; He-
pa3pbiBHas CBA3b C0BA WM PUCYHKA, T4e TeKCT Mo-
ACHAET, HO He NoAMeHsAeT n3obpaxeHue. B Takow
KHWre rnaBHbIM repoem CTaHOBMUTCS Cama BELb —
NPOAYKT peMecia, a MePCOHaXW BbIMOJHSAIT POJib

npoBogHukoB. O6n0XKa paboTaeT Kak BUTPUHA,
AEMOHCTPUpYHOLLAs rOTOBbIV pe3y/ibTaT. DTN Npu-
éMbl GOPMUPYIOT A3bIK, HA KOTOPOM KHUFa roBo-
pUT C YnTaTenem.

Ho a3bik — anwb cpencTBo. TexHonornyeckas
TOYHOCTb caMa Mo cebe He yaep>X1BaeT BHMMaHWe
pebéHka 1 He poxgaeT NoHWMaHus. Noatomy no-
BECTBOBaHWE CTPOUTCA BOKPYr 6413KOM AeTCKOo-
MY OMbITY CUTyaL MM —COBMECTHOW Tpamnesbl, Urpbl,
nomown. PemecneHHas ¢pabyna HaHM3bIBaeTCA Ha
3Ty ObITOBYHO OCHOBY, U Yepe3 COMOCTaB/IeHMe 3Ha-
KOMOTO ¥ He3HaKOMOTrO TPaAULMOHHAs KyabTypa
nepecTaéT 6bITb YeM-TO OTBAeYEHHbIM. OHa oKa-
3bIBa€TCA BNAETEHHOW B MOBCEAHEBHOCTb, NpPes-
CTaéT Kak XunBas peasbHOCTb.

3ambicen KHUTM GOpPMUPYETCA NOA BANAHUEM
HECKO/IbKMX acreKkTOB: CHOXET yAep>XKnBaeT BHU-
MaHue, KyAbTYPHO-UCTOPUYECKMUIN CION HaMoA-
HAET cogep>kaHnem, Muponornyecknin jobaenset
rny6uHbl, rpaduyeckoe peLleHne 3a4aéT Bu3yasb-
HbIM CTPOW, CLeHapHas ANHaMKKa CO34aéT pUTM, a
nccnepgoBatenbckas pabota — usyveHue pemec-
Jla Ha MecTe, 3HaKOMCTBO C MacTepamu, C MHCTPY-
MeHTapreM u cpeson — npuaaéTt BCeEMY 3TOMY
[OCTOBEPHOCTb. be3 3Toro nocnegHero cios KHU-
ra OCTaércs NOBEPXHOCTHOM, KaKOM Bbl MCKYCHOM
HW 6blna eé rpaduka.

Mpw BCeX 0OLWMX NOAXOAaX KaXAblA MPOeKT
obpeTtaeT cobCTBEHHOE NNLLO. XYAOXKHUK ULLET
TOT OT/INYUTENIbHBIN 3HAK — TEXHWUKY, OPHAMEHT,
LiBET, — KOTOpPbIN HaBcerAa CBAXET KHUTY C KOH-
KPETHOW peMECNEHHOM TpaauLmeit. 3To He NPOCTO
CTUINCTUYECKOE peLleHme, a cnocob caenatb 3Ha-
HWe y3HaBaeMbIM ¥ 3aNOMUHAIOLLIMMCS, 3aKpenuTb B
CO3HaHWK ynTaTens obpas MMEHHO 3TOro pemecha.

Bce nepeuncneHHble METOZAbI M MPUHLMMBI Cy-
aT OfHOW KOHeYHOW Lenn. [Mo3HaBaTebHas KHUX-
Ka-KapTMHKa, MOCTPOEHHas Mo 3TUM 3akoHaM u
BoOpaBLLasn B cebs nccnesoBaTenbCkuii, XyAoxe-
CTBEHHbIV 1 NeAarormyecknin onbIT, CTaHOBUTCA
He NpocCTo AeTckmMM m3gaHvem. OHa npeBpaLlaeT-
cs B GOpMy COXpaHeHuWs u nonyaspusaunm Tpa-
AVNLNOHHOW peMecNeHHOM KynbTypbl. Takas KHura
BCErAa — KOJNEKTUBHbBIA NPOEKT, TPebyowmnin yua-
CTVA nucaTens, XyaoxHuka, potorpada, aTHorpada,
KyNbTyposiora, uctopumka. J/inws npu 3ToM ycnosum
KHW>XKa-KapTUHKa nepecTaéT ObITb pa3BeKaTtesb-
HbIM MPOAYKTOM W CTAHOBUTCS NOAJNHHOM GOPMOW
apx1BaLUun HaCcneAna — XMBbIM CBUAETENbCTBOM,
CMOCOBHbIM NepesaTtb TPAAULMIO HOBbIM NOKOJIe-
HUAM 1 TeM cambiM obecrneunTb eé byayliee.
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THE SPECIFICS OF FOLKLORE TRANSFORMATION
IN THE SONGS OF YIN QIN

Summary: The article examines the vocal works of Chi-
nese composer Yin Qin, which absorb deep national tradi-
tions and aesthetic values of Chinese music and represent
a unique phenomenon of contemporary musical culture
in China. The composer's creative path is characterised by
the study of genres of traditional Chinese drama, song and
instrumental folklore, which has enabled him to create
works that harmoniously combine Western academic mu-
sical forms with elements of authentic Chinese culture. Yin
Qin is one of the most prominent contemporary Chinese
composers, known for his large-scale output in the gen-
res of opera, song, symphonic and chamber music. A key
feature of his oeuvre is the creation of works that not only
reflect the historical and cultural realities of China, but
also open new horizons for the development of Chinese
musical theatre. His compositions are imbued with hero-
ism and patriotism. Overall, the composer’s work appears
as a bridge between epochs and cultures. His pieces play
a crucial role in the revival and modernisation of Chinese
musical culture, making it relevant for today’s listener both
within the country and internationally.

The aims of this study are to identify the artistic features of

Chinese musical culture possesses an ancient
and rich tradition that includes unique national
instruments, specific vocal techniques and a dis-
tinctive modal system. Contemporary composers
and performers strive to preserve this cultural her-
itage by integrating traditional elements into new
forms of music and using components that cre-
ate an unmistakable colour. The use of elements
of national musical culture requires a careful ap-
proach when they are transformed within mod-
ern genres. Such elements include the pentatonic
modal system, characteristic of Chinese folklore
and academic music; the sound of traditional in-

Yin Qin’s songs, to assess their impact on the development
of vocal music in China, and to outline the composer’s con-
tribution to the popularisation of traditional Chinese cul-
ture. The research is based on scholarly works devoted to
Yin Qin’s vocal compositions, interviews with the compos-
er, and critical reviews of his output, which together allow
us to draw conclusions about the significance of his con-
tribution to the preservation and development of China’s
national musical traditions. Particular attention is paid to
the history of the creation of his most famous vocal works
such as Stepping into a New Era, Song to the West and
Reed Flower, which have become symbols of national iden-
tity and cultural heritage. It is noted that his songs are dis-
tinguished by rich instrumentation, dramatic density and
subtle nuance. In them, the composer transforms musical
traditions from different regions of his native country. The
article concludes by addressing the problems of interaction
between national traditions and contemporary tendencies
in Yin Qin’s song output.

Keywords: national traditions of China; Yin Qin’s songs,
folk music.

struments — erhu, guqin, pipa, xiao and others —
with their unique timbre and expressivity; vocal
techniques that represent the national features
of various provinces of China; and the symbol-
ism and philosophy of music, often connected
with Confucian and Daoist concepts that under-
pin harmony between human beings and nature.

One of the most illustrative examples of such
synthesis is the work of Yin Qin, a composer whose
vocal output clearly demonstrates reliance on na-
tional traditions. By combining Chinese musical
heritage with forms of contemporary Western mu-
sic, he employs a distinctive combination of modes,
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harmonies, rhythms and instrumental resources,
creating expressive, emotionally charged works
with a profound national foundation. His songs
are characterised by an organic interweaving of
traditional motifs and melodic structures with el-
ements of Western harmony; the inclusion of na-
tional instruments, which lend the works particular
authenticity and colour; and the integration of
Chinese versification and poetics into the vocal
parts, whose expressivity is enhanced by tradi-
tional vocal performance techniques.

Yin Qin’s vocal output occupies an important
place in his overall compositional legacy and de-
serves special attention from researchers because
of the specific way in which traditional Chinese
vocal techniques are combined with contempo-
rary musical forms. Studies of his vocal music are
mainly found in the works of Chinese musicolo-
gists and critics analysing the integration of folk
traditions and Western forms. Liu Yi, Xiao Yue and
Chen Yongsheng are the principal authors whose
research is essential for understanding the vocal
music of this renowned composer.

Yin Qin’s skillful embodiment of important his-
torical and social themes makes his works not only
artistically valuable, but also significant in the
context of the development of Chinese culture.
In an article devoted to the themes and stylistic
features of his songs, Liu Yi proposes a periodi-
sation of more than one thousand of Yin Qin's
vocal compositions:"Yin Qin,” the author notes,
“passed through several stages in the formation
of his worldview and musical creativity: from a
‘soldier of history’ (1980s) he became a citizen
of the 'new era’ (1990s), and later a ‘singer of the
West' (2000s)" [2, p. 103].

Analysing Yin Qin's treatment of national tra-
ditions, Liu Yi highlights such qualitative char-
acteristics as reliance on pentatonicism, the use
of folkloric elements of Tibetan culture, and the
quotation of melodic turns from the north-west-
ern folk song Sanshilipu [2, p. 109].

In Xiao Yue's study, important information is
provided about the so-called “Western trilogy” of
Yin Qin — the songs Song to the West, Ode to the
West and Western Love Song. Characterising the
trilogy as an example of China’s distinctive mu-
sical culture, the author writes:"On the basis of
original folk songs transmitted from generation
to generation, the composer identified, select-
ed, refined and processed the texts, deeply and
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carefully mastering the laws of folk-form devel-
opment in order to sing the main theme of the
era and strengthen the national spirit” [3, p. 158].
Equally significant for studying the transforma-
tion of folk traditions in Yin Qin’s song legacy is
the work of Chen Yongsheng, who analyses the
artistic features of Song to the West. Chen Yong-
sheng emphasises the importance of contemporary
tendencies in Yin Qin’s songs and the actualis-
ation in them of events from China’s recent his-
tory:"To create popular songs,” writes the author,
“poets and composers must keep pace with the
times and feel the pulse of the era, so that musi-
cal sounds resonate with its rhythm... Song to the
West is one of such exemplary works” [6, p. 151].

The works of Lin Ruoyu, Hao He and Chen
Yongsheng are also important for investigating the
conceptual design of Yin Qin’s songs and the em-
bodiment of folk traditions within them.[text +2]

Despite the multifaceted treatment of exam-
ples of Yin Qin’s songs by Chinese authors, there
has not yet been a separate study specifically de-
voted to the problems of transforming China's
musical traditions in his song output.

The history of the creation of Yin Qin’s key
works reflects important stages in the develop-
ment of Chinese culture in the second half of
the 20th and early 21st centuries. His songs ap-
pear as exemplary syntheses of traditional Chi-
nese musical aesthetics and contemporary trends
in vocal art, which underlines their significance
for the formation of a new vocal school in Chi-
na and contributes to a deeper understanding
of the composer’s work. National traditions are
embodied in Yin Qin’s music in a particular way.
Among the techniques characteristic of his meth-
od one can distinguish the following: the use of
pentatonicism and melodic formulae typical of
Chinese music; the introduction of traditional in-
struments into the accompaniment or their imi-
tation by Western instruments; the application of
specific timbres and vocal techniques that reflect
the cultural features of individual regions of Chi-
na; the integration of Chinese versification and
poetics into vocal lines, which enhances the mu-
sic’s expressivity; the construction of form with
regard to traditional Chinese musical structures,
thereby emphasising the cultural context of the
works; and the choice of song texts based on
classical or modern Chinese poetry containing
national motifs.

The use of folk melodies adapted for contem-
porary vocal ensembles and soloists, the harmoni-
ous combination of classical European styles with
characteristic Chinese modes and rhythms, and
the expressivity, vividness and emotional inten-
sity of musical images all contribute to the rec-
ognisability of Yin Qin’s songs. His compositions
touch the depths of listeners’ souls, immersing
them in the enchanting world of Chinese music.

National traditions occupy a central place in
Yin Qin’s creative method. They manifest them-
selves at various levels — from the choice of themes
and poetic content to the specifics of musical
form and performance technique. For example,
the song Song to the West is dedicated to the
beauty of Shaanxi Province, its unique nature and
culture. All three compositions of the aforemen-
tioned "Western trilogy” differ in form, melody
and style characteristic of the Loess Plateau of
north-western China and are saturated with the
colour of Shaanxi's musical folklore.

In Song to the West Yin Qin masterfully com-
bines the sound of traditional Chinese instruments
such as erhu and pipa with modern orchestral re-
sources of Western music, creating an atmosphere
of grandeur and harmony. The lyrics were writ-
ten by Qu Yuan, and the song was first performed
by Wang Hongwei. In 2000 Wang Hongwei won
a gold medal in the "National Singing” category
at the 9th National Competition for Young Per-
formers with this song. Subsequently the song
received the 8th prize in the “Five-One Project”
(2001) and a bronze medal at the China Music
Golden Bell Award (2003). That same year Wang
Hongwei was also awarded “Best Performer of
National Song” at the inaugural China Light Mu-
sic Society Awards. In 2012 the CCTV programme
Feng Hua Guo Yue broadcast a version of the song
performed jointly by Wang Hongwei and Liu Zhi-
hong. In 2020 Liu Dacheng performed the song
again in the CCTV programme National Songs of
China. At the opening ceremony of the "Yulin” Na-
tional Song Choral Conference in Shaanxi Prov-
ince in 2025, Hao Liangliang and Feng Jingwei
presented a new interpretation of the song ac-
companied by tenors and orchestra.

The text of Song to the West reproduces fea-
tures of the dialect of the western provinces
(Shaanxi, Gansu and Ningxia) as well as the per-
formance style of the xintianyou songs (literally
“wandering in the sky”). According to Zhang Zishu

and T. L. Baklanova, these songs “convey the fa-
tigue and melancholy of porters carrying goods
to remote regions” [5, p. 180].

The first section of the song glorifies the strat-
egy of the development of the West, depicting
the transition of impoverished segments of the
population of the western provinces (the Loess
Plateau) towards a happy future. The second sec-
tion (repeated twice) expresses the joy of the
plateau inhabitants at the transformations tak-
ing place. The final section is a shortened reprise
of the first. In the first and last sections Yin Qin
employs vocal techniques characteristic of xin-
tianyou — falsetto, vibrato and ornamentation —
which allow him to embody through music the
image of a peasant from Shaanxi. In the instru-
mental section the melody of the local folk song
Thirty li to Pu Village is heard, supported by the
rhythmic beating of the waist drum, commonly
used in the popular local dance yangge. The use
of these techniques, inherent in the musical tra-
dition of China’s western provinces, enables the
composer to create an artistic vision of the re-
gion’s development from tradition to innovation.

The song Stepping into a New Era, symbolising
optimism and striving for new achievements, was
written in 1997 during a period of significant so-
cio-economic transformations in China. The poet-
ic text by Jiang Kairu is filled with patriotism and
hope, expressing faith in the bright future of the
nation and praising the country’s third genera-
tion of leadership. The song serves as an example
of the combination of Western musical elements
(as evidenced by its conventional verse-chorus
form) with national musical culture, which man-
ifests itself, on the one hand, in the use of pen-
tatonicism underpinning the main theme, and on
the other hand, in vocal technique characteristic
of the Chinese national singing style.

Reed Flower embodies the lyricism and tender-
ness typical of many of Yin Qin’s works. The song
forms part of the musical drama Diary of a Soldier
(2004), which tells the story of a soldier serving at
the border and includes lyrical and humorous ep-
isodes. The text was written by He Dongju. Using
the image of the reed flower as a symbol of purity
and the beauty of human feelings, the author re-
veals the idea of love between the main characters
and the heroine's desire to reach her beloved. The
falling white reed blossoms symbolise the protag-
onists’ longing and their faith in love.
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The musical form of Reed Flower is strophic
(AB) with an introduction and coda. The embod-
iment of national traditions can be observed in
the composer’s use of pentatonic modes: the in-
troduction, section A and the coda are based on
the gong mode, while section B employs the zhi
mode. The simplicity and sincerity of the melo-
dy have made this composition popular with a
wide audience, regardless of age or social status.
Elements of national music can also be found in
other songs by Yin Qin, such as Heavenly Road,
Western Love Song and Looking at the Moon.

By examining the distinctive features of Yin
Qin’s songs and analysing the ways in which na-
tional traditions are embodied in them, it be-
comes possible to reconstruct processes taking
place in contemporary Chinese musical culture.
Yin Qin's works serve as an important source of
inspiration for young composers and perform-
ers seeking to preserve and develop the unique

traits of national musical art. A notable feature
of his compositions is the use of traditional Chi-
nese instruments alongside the European sym-
phony orchestra, which creates a unique acoustic
environment allowing listeners to experience the
richness and diversity of Chinese musical culture.
The music of his songs typically incorporates folk
motifs, which give them national colour and emo-
tional expressivity. His vocal lines are distinguished
by wide range and dynamic contrasts, enabling
performers to convey the dramatic content of
the text. In a number of works, the influence of
the Western vocal school can be traced, particu-
larly in the development of melodic phrases and
the use of complex vocal techniques. Yin Qin’s
oeuvre thus represents a successful transforma-
tion of China's rich national musical traditions
within contemporary vocal art.

The author declares that there is no conflict
of interest.
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CMNEUNDOUNKA TTIPETBOPEHNA ®OJIbKJIOPA
B NMECEHHOM TBOPYECTBE VIHb LJ/HA

AHHOTauma: B cmamee paccmampusaemcs 8okaabHoe
meopyecmeso kumatickozo komnosumopa VHe LjuHa, enu-
masuwiee 21yb0kue HayUOHANbHble Mpaduyuu u scmemu-
yeckue yeHHocmu kumadickol My3biKu U npedcmassroujee
coboli yHuUKanbHoe sig/ieHue cospemMeHHOU My3blkaabHOU
Kynemypsl Kumas. Teopyeckuli nyme KOMNOo3umopa xapak-
mepu3syemcs u3y4yeHuem XaHpos mpaduyuoHHoU kumad-
ckol Opambl, NeceHHo20 U UHCMpPYMeHmMansHo20 ¢ho16Ka0pd,
4Ymo no380/1UJI0 eMy c030ame npou3sedeHUs, 2apMOHUY-
Ho codyemarowyue ghopmel 3anadHo-esponelickoli akademu-
Yeckol My3bIKU U 3/1leMeHMbl aymeHmu4Hol kumadickol
Kynemypeol. IHe LjuH — 00UH U3 camelx ApKUX cospemMeHHbIX
Kuma’dickux KOMNO3Umopos, U38ecmHbil c6ouMu Macwma6-
HbIMU npou38edeHUsMU 8 XAaHPax onepsl, NecHU, cumMgo-
Huyeckol u kamepHoU My3blku. [1agHol ocobeHHoCMbHo
meopyecmaa VHb LjuHa siensemcs co30aHue npousgedeHud,
He MOJIbKO Ompaxarowjux ucmopuyeckue U KysemypHele
peaauu Kumas, Ho U 0mkpbl8aroujux Hogble 20pU30HMbI 8
passumuu Kumatickozo My3eiKasaeHo20 meampa. E2o coqu-
HeHUs HanoJ/IHeHe! 2epou3MoM U nampuomusmom. B yesom
meop4yecmeo KOMNo3umopa npedcmassigemcs MOCmom
Mexdy anoxamu u Kysiemypamu. E2o npoussedeHus uzpa-
rom KJ/I04esyro poJib 8 Npoyecce 803p0KO0eHUs U MOOepHU-
3ayuu kumatickol My3blkaneHOU Ky/lemypbl, akmyanusupys
ee 0J11 cOBpeMEHHO020 C/IywameJisi KaKk 8Hympu CmMpasi,
mak u Ha Mex0oyHapoOHOM YyposHe.

KuTaickas mysblkanbHas KynbTypa nmeet 6ora-
TYIO APEBHIOI TPAANLMIO, BKAKOUAOLLYHO YHUKaIb-
Hble HaLMOHa/bHble MHCTPYMEHTI, CreLanbHble
BOKaJ/IbHble TEXHMKMN 1 0COObI NafoBbIl cTpoit. Co-
BPEMEHHble KOMMO3MTOPbI U UCMONHUTENN CTPEMSATCA
COXPaHWTb Ky/IbTYpHOE Hac/leAne, MHTErpupys Tpa-
ANLMN B HOBble GOPMbI My3bIKU U UCMOb3Ys1 KOM-
MOHeHTbI, GOPMUPYHOLLE HEMOBTOPUMBIV KOJOPUT.
Vcnonb3oBaHve 31eMEHTOB HaLMOHa bHOW My3bl-

3adayamu uccnedosaHus A8/9emcs golsgaseHue Xyooxe-
CMeeHHbIx ocobeHHocmeli neceH VIHb LjuHa, ux eausHUe Ha
paszsumue s8okasbHol My3eiku 8 Kumae, a makxe 8kn1ad
KoMno3umopa 8 nonysspu3ayuo mpaouyuoHHoU kumad-
ckol Kysiemypel. VlccnedosaHue 0CHOBAHO HA HAYYHbIX
mpyoax, nocesauweHHbIX 80KA/IbHbIM npouzsedeHusm VIHb
LuHa, a makxxe Ha UHMepPBbLIO C KOMNO3UMOPOM U Kpu-
muyeckux 0630pax e2o meopyecmasa, no3eo/Auux coe-
J71ame 861800 0 3HAYUMOCMU €20 8K/1a0a 8 COXpaHeHue U
paseumue HayUOHA/IbHbIX My3bIKaabHbIX mpaduyuli Ku-
mas. Ocoboe sHUMaHue yOessiemcs Uucmopuu co30aHUs
Haubosiee U38eCMHbIX BOKA/IbHbIX Npou3gedeHUl KOM-
nosumopa, makux Kak «Bcmynas e Hosyro 3py», «[Toro
3anady» u «Ligemok mpocmHuka», kKomopele cmasau cum-
80/1aMU HAYUOHA/IbHOU UOeHMUYHOCMU U Ky/lbMYypPHO20
Hacnedus ModHebecHol. Ommeyvaemcs, 4mo e2o necHu
omau4daromes 60eamcmeom UHCMpyMeHMosKuU, Opama-
mypauydeckoli HacbIWeHHOCMbI U MOHKOU HHOAHCUPOBKOU.
B Hux komno3umop npemeopsem My3biKa/ibHele mMpadu-
Yuu pasauyHslx pe2uoHo8 poOHoU cmpaHel. B 3akitoye-
Huu denaromcs 8b1800bI N0 npobemam g3aumodelicmaus
HAYUOHAanbHbIX Mpaduyuli u cospemMeHHbIX meHoeHyul
8 neceHHoM megopyecmee VHe LjuHa.

KnroueBble cnoBa: HayuoHasibHble mpaduyuu Kumas,
neceHHoe mgop4yecmeo VHe L{uHa, HapoOHas My3elka.

KanbHOWM KynbTypbl TpebyeT bepexxHoro nogxosa
npu nx TpaHCcPopMaLMn B COBPEMEHHbIX XKaHPaXx.
K TaknM 31emMeHTaM MOXHO OTHEeCTW MeHTaToHnYe-
CKYHO N1aZlOBYHO CUCTEMY, XapaKTePHYHO ANA KMTaNCKo-
ro ¢onbkaopa 1 akafeM1M4ecKon My3blKy; 3ByYaHme
TPaAULIMOHHBIX MHCTPYMEHTOB — 3PXY, YLIMHS, MUMbI,
CAO W Apyrux, obnagatonx yHMKaabHbIM TEMOPOM
W BbIPa3nTeNIbHOCTbIO; BOKasIbHble TEXHUKM, penpe-
3EHTVPYHOLLME HaLMOHa bHble OCOBEHHOCTU Pas/iny-
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HbIX NPOBUHLMI KnTas; cumBoam3m 1 punocoduro
MY3bIKI, KOTOPbIE YacTo CBsi3aHbl C KOHQYLIMAHCKN-
MU 1 JAa0CCKMMU KOHLUEMNUMAMN, OBOCHOBbLIBAIOLLIN-
MW FapMOHWIO YenoBeka 1 MpUpPoAbl.

OfHUM 13 Noka3aTeNbHbIX MPUMEPOB TaKOro CUH-
Te3a asndetca TBopyectso VHb LinHa, komnosnTto-
pa, B YbMX BOKaJbHbIX MPOW3BEAEHNAX OTYETANBO
NPOC/NEXMBaETCA ONopa Ha HaLMOHa bHble TPaAun-
unn. O6beanHAS KNTaNCKoe My3blKasbHOE Hacae-
Aane n GopMbl COBPEMEHHON 3anajHoM My3blKK, OH
MCNONb3YeT YHNKANbHOE COYeTaHne NajoB, rapMo-
HWW, PUTMOB M MHCTPYMEHTa/IbHbIX CPEACTB, CO3/a-
Baf, TEM CaMblIM, Bblpa3nTeNbHble, SMOLMOHANbHO
HacbILWEHHble MPOU3BEAEHNS C FyOOKON HaLMO-
Ha/bHOW OCHOBOW. Ero neceHHoe TBOPYECTBO Xa-
paKTepm3yeTcsa OpraHNYHbIM NepenieTeHnem Tpa-
AVILLMOHHbBIX MOTMBOB 1N MENOANYECKMX CTPYKTYP C
3/IeMeHTaMV 3anafHOoM rapMOHUW; BKIOYEHMEM Ha-
LMOHa/IbHbIX MHCTPYMEHTOB, NPUAAIOLLMX MPOn3Be-
LEHNSAM 0COBYH0 ayTEHTUYHOCTb U KOJNIOPUT; UHTE-
rpaumer KNTancKoro CTUXOCNOXEHUS N MO3TUKMN B
BOKaJ/IbHble NMPOWN3BEeAEHNS, BbIPa3nNTeNbHOCTb KOTO-
PbIX YCUAUBAETCSA TPAANLMOHHBIMUW MPUEMaMK BO-
KaJIbHOTO UCMOJNHUTENbCTBA.

BokanbHoe TBOpyecTBO VIHb LinHa 3aHnMaet Bax-
HOe MecTO B ero 06LLEeM KOMMO3MTOPCKOM HacaeAmm
1 3acny>KmBaeT 0coboro BHUMaHMA ncciesoBaTe-
nen bnarozsaps cneunduke coueTaHns TPagULMOH-
HbIX KUTANCKMX BOKaJIbHbIX TEXHUK C COBPEMEHHbIMM
My3blKaabHbIMK dopmamu. V3yueHre BokanbHOro
TBOpYecTBa VMHb LiMHa cocpesoToueHo B Hay4HbIX
TPYZax KUTaCKMX My3blKOBEAOB U KPUTUKOB, aHa-
JIN3MPYIOLLMX MHTErpaLmto HapOAHbIX TPAAULNA U
3anagHoesponeiicknx dopm. Slro U, Csao KO3 1 YsHb
HOHLW3H — OCHOBHbIe aBTOPbI, pPe3yabTaTbl UCCAELO0-
BaHWI KOTOPbIX CYLLECTBEHHbI 4151 MOHWMaHNA BO-
KasibHOV My3bIKW 3HAMEHUTOrO KOMMO3MTOpa.

VickycHoe Bon/ioLWwEeHNE BaXHbIX MCTOPUYECKMX
1 ObLLEeCTBEHHbIX TEM genaeT npouvsseseHns VHb
LinHa He TONIbKO XyA0XECTBEHHO LeHHbIMU, HO U
3HAUYMMbIMU B KOHTEKCTE Pa3BUTUA KyabTypbl Kun-
Tas. B cTaTbe, NOCBALWLEHHOM TEMATUKE N CTUIUCTU-
Ke neceH kuTarickoro mactepa Jlro M ocyulecteaser
nepuogmsaumto 6onee Yem ThICAUN ero BOKasbHbIX
coumHeHun. «<MHb LIMH, — oTMeuaeT aBTop, — NpoLues
HeCKO/IbKO 3TanoB CTaHOBJ/IEHNS CBOEr0 MUPOBO3-
3pEeHns 1 My3blkaJbHOTrO TBOPYECTBa: 13 ,conjaTta
ncropumn” (1980-e) OH CTaHOBUTCA rPaXKAaHUHOM ,HO-
BoW 3pbl” (1990-¢), a 3ateMm ,neBLom 3anaza” (2000-e
rogbl)» [2, c. 103]. PaccmatpuBas ocobeHHOCTU npe-
nomnenuns Vb LIMHOM HaumoHanbHbIX TpagnLumi,
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Jlto U BblgensieT Takve KauyecTBEHHble XapakTepu-
CTUKM KaK Oropa Ha NeHTaTOHWKY, CMOoJIb30BaHMe
bONBKNOPHBIX 31eMEHTOB TMHETCKOW HaLMOHaN b-
HOM KyNbTypbl, LUTUPOBAHWE MHTOHALWI HapoA-
Hol necHun CeBepo-3anaga «CaHwwmanny» [2, ¢. 109].

B nccnepoBaHum Csao KO3 cosep>kaTca BaXKHble
CBeZleHus O, Tak Ha3blBaeMOW, «3anaZHon Tpuao-
rmm» MHb LinHa — necen «[loto 3anaay», «Oga 3a-
nazy» n «3anagHas necHs o Nto6Bm». Xapaktepusys
TPUAOTUIO Kak 0bpaseL, CaMOBbITHOW My3bIKalbHOW
KynbTypbl Knutas, aBTop otmevaet cieayrouee: «Oc-
HOBbIBAsICb Ha OPUTNHANbHBIX HAPOAHbIX MECHSAX,
nepesaBaemMblX 13 NMOKOJIEHUS B MOKOJIEHNE, KOM-
No3nTop MAEHTUOULIMPOBA, OTOMPaA, YTOUHAN 1
obpabatbiBan TeKCTbI, rNy60KO 1 bepexxHO ocBau-
Basl 3aKOHbl Pa3BUTUS GONLKIOPHBLIX GOPM, UTOObI
BOCMETb IN1aBHYO TEMY 3MOXMU N YKPENUTb HaLmno-
HanbHbIA ayx» [3, c. 158].

He MeHee 3HauMMoOl Ans nccnefoBaHMs Npo-
61eM NPenomMAEHNs HAPOAHbIX TPAANLMIA B NeCeH-
HOM Hacneann VKb LinHa npeactaBasetcs paborta
Y3Hb KOHLW3HA, B KOTOPOW aBTOP paccMaTpuBaeT BO-
NPOChI XyA0XKeCTBEHHbIX 0COBEHHOCTEN NecH «[oto
3anagy». YaHb FOHLW3H OTMeYaeT 3HaUMMOCTb CO-
BPEMEHHbIX TeHAeHUWMI B necHsx VHb LiMHa, a Takoke
aKTyannsaumro B HMX COBbITUI COBPEMEHHOM UCTO-
pun Kntas. «41obbl co3saBaTh NONYAAPHbIE MECHW,
— NULLET aBTOP, — MO3Tbl U KOMMO3UTOPbI AOAXKHbI
WATW B HOTY CO BPEMEHEM 1 YyBCTBOBATb MyJ1bC 3MO-
X1, UTOObI My3biKabHble 3BYKN PE3OHUPOBAV C ee
putMoMm <...> ,lMoto 3anagy “ — 04HO M3 Takux Mno-
KasaTesbHbIX Npou3BeaeHnin [6, c. 151].

BaxkHbIMM An8 nccnesoBaHNSA KOHUENTYalbHO-
ro 3aMbIC/la NeceH Y NPETBOPEHNS B HUX HAPOZAHbIX
TpaanLMIi NpeacTaBastoTcs paboTsl SIHb Xoton [1],
Xao X3 [4] v YsHb HOHLWIBH [6].

HecmoTps Ha BcecTOpoHHee paccMoTpeHne 06-
pa3yoB neceHHoro TBopyectBa VHb LinHa kutai-
CKMMW aBTOpPaMu, OTE/IbHOTO UCCAeL0BaHWS, MOCBA-
LieHHOro npobaeMamM NpPenoMaAeHUs My3blKabHbIX
Tpaauunin Knutas B necHax KOMMNo3nTopa, He ocy-
LLLeCTBAANOCh.

Victopusa cossaHuns katoueBbIX MPOn3BeAeHUN
MHb LinmHa oTpaxkaeT BaxkHble 3Tanbl Pa3BUTUA Ku-
TaNCKOW KyAbTypbl BTOPOW MOAOBUHbI XX — Havyana
XXI Beka. MecHn VHb LinHa npeactaBastotcs obpas-
LLOM CMHTE3a TPAAULIMOHHOW KNTANCKON My3blKaslb-
HOM 3CTETUKN N COBPEMEHHbIX TEHAEHLMI BOKab-
HOrO MCKYCCTBa, UTO NOAYepKMBaET UX 3HAYMMOCTb
AN GOPMUMPOBaHKSA HOBOV BOKalbHOM LWKOJbI B Ku-
Tae 1 CNocobCTByeT NOHUMaHWIO TBOPYECTBa KOM-

nosutopa. HauvoHanbHble TPaAULUN NPETBOPAIOT-
cst B TBOpYecTBe VIHb LimHa ocobbim obpazom. V13
XapakTepHbIX 4/18 KOMMO3UTOPa METOA0B U NMPUEé-
MOB MOXHO Ha3BaTb C/efytoLLme: NCMOob30BaHNe B
MeCHAX MNEHTAaTOHWKMN U XapaKTEPHBbIX /15 KUTaNCKOW
MY3bIK/ MeNoAMYECKNX 0BOPOTOB; BBEAEHNE B WH-
CTPYMEHTalbHOE CONPOBOXAEHWNE 3BYUYaHWs Tpaiun-
LIMOHHbBIX MHCTPYMEHTOB UM UX UMUTaLMSA NPW Urpe
Ha 3amajHOeBPOMNeNCKUX MHCTPYMEHTaX; MPUMeHe-
Hue ocoboro Tembpa M BOKasIbHbIX TEXHUK, OTpaXa-
FOLLMX KYJIbTYPHbIE OCOBEHHOCTM OTAE/bHbIX Pervo-
HOB KvTasi; nHTerpaums KUTanckoro CTUXOCI0XKeHUs
1 NO3TWKM B BOKaJ/IbHblE MAPTUW, YTO YCUANBAET Bbl-
pa3nTeNbHOCTb My3bIKW; MOCTPOEHNE KOMMO3MLUN
C YY4ETOM TPaSNLMOHHbBIX KUTANCKNX MY3blKabHbIX
bopM, NoAYEPKMBAIOLLMX KYIbTYPHbIV KOHTEKCT MPO-
N3BEAEHWI; N3bpaHMe B KaUeCTBE TEMATUKN TEKCTOB
neceH K1acCM4eckom KMTancKon AN COBPEMEHHOM
no33uu, cojgepkallein HauMoHaNbHble MOTUBBI.

Mcnosnb3oBaHWe HapoaHbIX MENOAWN, afanTUpo-
BaHHbIX A1 COBPEMEHHbIX BOKaJIbHbIX aHCambien 1
COJINCTOB, FAPMOHMYHOE CcoYeTaHMe KnacCuyeckmx
€BPOMNENCKMX CTUIEN C XapaKTePHbIMU KMTaNCKUMU
naZamun 1 pUTMaMu, BbIpPas3nUTeNbHOCTb, SPKOCTb U
3MOLMOHaIbHOCTb My3blKalbHblXx 06pa3o., npuaa-
eT neceHHoMy TBopYecTBy MHb LinHa y3HaBaemoCTb.
Ero couvHeHwus 3aTparnBaroT ryburHbl Ayl cylia-
Tenen, norpyxas Ux B MpekpacHbIn YapyoLwmii Mup
KUTaNCKOWM My3bIKM.

HaunoHanbHble TpaanuLIMKM 3aHUMAOT LLeHTpab-
Hoe mecTo B TBopyeckoM meTtoge VHb LinHa. OHu
NPOSABAAIOTCA Ha PA3/INYHBIX YPOBHSAX — OT BblbOpa
TEMaTVKM M MO3TUUECKOTO COAEpP>KaHWs, A0 CreLl-
NPUKN My3bIKaAbHON GOPMbI U TEXHUKWN UCMOSHE-
HuA. Hanpumep, necHa «[lMoto 3anaay» nocealle-
Ha KpacoTaMm MpoBMHLMK LLI3HbCK, ee yHUKanbHOW
npupoge v Kyabtype. OTMETUM, UTO BCE TPU COUM-
HEHWSA W3 BbILIEYNOMSHYTOW «3anagHou TPUAorum»
oTAn4aroTcs GOpMOM, Menoaunert U CTuneMm, xapak-
TepHbiMu ans JlIéccoBoro naato CeBepo-3anagHo-
ro Kutas n HacblWweHbl KONOPUTOM My3blKaabHOMO
dbonbkiopa npoBuHLMK LL3HbCK.

B necHe «[oto 3anaay» VHb LinH mactepcku co-
yeTaeT 3ByYaHWe TPaAMLMOHHBIX KUTANCKUX MHCTPY-
MEHTOB, TakUX KaK 3pXy W Numna, C COBPEMEHHbIMM
OPKeCTPOBbIMW CPeACTBaMM 3amnajHOEeBPOMNencKon
My3blKW, CO3aBas aTMocdepy BEIMUYECTBEHHOCTU U
rapmoHun. ABTopom cioB BbicTynua Litori FOaHb, a
nepBbIM UcnosHuTenem — Ban XyHsaii. B 2000 rogy
BaH XyHB3# 3aBOEBas C 3TOM NECHEN 30/10TYH0 Me-
fanb B kaTeropuv «HaumoHanbHOe neHne» Ha 9-m

HaloHanbHOM KOHKYpCe MO0AbIX UCMIONHUTENEN.
BrnocnepctBun necHs 3aBoeBana 8-t0 NpemMuio Ha
«[MpoekTe MaTb-oanH» (2001) 1 6poH30BYIO Meaanb
B pamkax npemun China Music Golden Bell Award
(2003). B Tom >xe rogy BaH XyHBaW Takxke noay4um
Harpagy «Jly4Lumin MICNONHWTENb HaLLMOHaNbHOMN nec-
H¥>» Ha nepsoii npemun China Light Music Society
Awards. B 2012 rogy nporpamma CCTV «®3H Xya
o KO3» TpaHCcAnpoBana BEPCUIO NMECHN B COBMECT-
HOM mncnonHeHun Ban XyHsas u Jlto LismnxyHa. B 2020
roay J1to [lausH BHOBb MCMOJIHWA 3Ty NECHIO B MPO-
rpamme CCTV «HauymoHanbHble necHn Kutas». Ha
LePEMOHMM OTKPbITUS KOHPEPEHLIMM XOPOB HaLM-
OHaNbHOW NecHN «HOMANHBb» NpoBMHLMN LL3HbCK
2025 roga Xao JlaHaan n ®3H L3MHbBIM NCNOAHW-
JIN HOBYHO MHTEprpeTaLmIo NecH B CONPOBOXAe-
HWW TEHOPOB N OpKecTpa.

TexcT necHun «Moto 3anagy» Bocco3gaeT Oco-
6EHHOCTN AnanekTa 3anagHbix NPoBUHUMRA (LLU3Hb-
cn, NaHbecy 1 HWHCA), a Takxke CTUAS CNOHEHNSA ne-
ceH «CUHbTAHBIO» (ByKBaNbHO — «By>XAaroLwmii B
Hebe»). Mo cnosam YxxaH Lizbiwy n T. W. baknaHo-
BOMW, 3TN NeCHW «MepesaroT YCTasoCTb U MeNaHxo-
JINFO HOCWABLLMKOB, MePEeHOCUBLLMX TOBapbl B OTAa-
NeHHble pervoHsbl» [5, ¢. 180].

MepBbI pa3gen NecHW NOCBSLLEH NpocnaBe-
HWIO CTpaTernmn pasBuTMA 3anaja — BOCCO3aeT Kap-
TUHY Nepexoja befHbIX CN0eB HaceNeHns 3anasHblX
npoBuHUMI Kntas (JTéccoBoe niato) K c4acTAMBO-
My 6yayuiemy. Bropoi pasgen (NpoBOAWTCA fBax-
Abl) BblpaXkaeT pasoCTb XUTeNen naato nNo noeogy
npeobpasoBaHunin. [ocneaHW pasgen npeacTaBaseT
coboW cokpallleHHY penpu3y nepsoro. B nepsom
n nocnesHeM pasgenax necHn VHb LK ncnonb3yer
BOKaJIbHble NMPVEMbI, CBONCTBEHHbIE «CUHTAHbI» —
dbanbLeT, BMOpaTO 1 OpHaMEeHTaLLMIO, MO3BOASIOLLME
BOMNOTUTb CPEACTBaMU MY3blKM 0Opa3 KPecTbsiHNHA
npoBuHUMK LLsHbCcK. B MHCTpyMeHTanbHOM pasaene
3BYUNUT MENOANA MECTHOM HapOAHON necHn «Tpua-
LaTb N A0 AepeBHK [y», CONPOBOXAEHME KOTOPOW
OCHOBAHO Ha PUTMUYHOM YZape nosicHoro bapaba-
Ha, 4acTo MUCMOJ/Ib3yeMOoro B NOMnyasapHOM Ha 3TOM
Tepputopumn TaHue fiHre. [prUMeHeHe KOMMNO3u-
TOPOM NPUEMOB, CBONCTBEHHbIX My3blKabHOM Tpa-
AMLMN 3anagHbIX NPOBUHLMIA KnTas, momoraet emy
BOCCO3/aTb XyA0XECTBEHHYHO KapTUHY Pa3BUTUSA pe-
FMOHa OT TPaAMLMIA K HOBaLMAM.

MecHa «Bctynas B HOBYHO 3py», CUMBOAU3NPY-
toLLas ONTUMU3M U YCTPEMIEHHOCTb K HOBbIM J,0-
CTUXeHMAM, bblna HanvcaHa B 1997 roay B nepuog,
3HaUMTENbHbIX COLMaNbHO-3KOHOMUYECKMX NPeob-
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pa3oBaHWii B Kutae. Mo3Tnueckunii TeKCT, Co34aH-
HbI L|3sH Kalpy, HanoaHeH NaTpuoTn3mMom 1 Hage-
XZ0W, BblpaxkaeT Bepy B cBeTn0e byayLiee Hauuu. B
HeMm BOCMeBaeTCs TpeTbe NMOKOJeHNe PyKOBOACTBa
cTpaHblt. MNecHs sBaseTcs 06pa3LLOM COUeTaHNs ane-
MEHTOB 3anajHOeBPONENCKON My3blKN (4YTO NOA-
TBEPXAaeT TPaAULMOHHAas Ana Heé 3arneBHO-Npu-
neeBHas ¢opma), N HaLuMOHaNbHOW MY3bIKalbHOM
Ky/bTYpPbl, MPOSABAAIOLLENCA, C OLHOW CTOPOHbI, B
MCMO/Ib30BaHUM MEHTaTOHMKM, Ha KOTOPOWM OCHO-
BaHa TeMa MecHW, a C A4PYyrol — B BOKaJIbHOM Tex-
HWKe, CBOVCTBEHHOW KMTAMCKOMY HaLMOHalbHOMY
CTUAIKO MEHUs.

«LIBETOK TPOCTHMKa» BOMAOLLAET IMPUKY U HEX-
HOCTb, XapaKTepHble A5 MHOTUX Npoun3BeaeHnin Vb
LimHa. MMecHsa BXOAWT B My3blKabHYHO ApaMy «/lHeB-
HKK congata» (2004), B KOTOPOW NOBECTBYETCS O XM3-
HY BoWLLa, Cy>Kalllero Ha rpaHuLEe, U BKIOYatoLwen
NMpUYECKmne N FOMOPUCTMYECKME NCTOPUK. TEKCT nec-
HW Hanucan X3 yHuzto. Micnonb3ys obpas upseTka
TPOCTHMKA KaK CMMBOJIa YMNCTOTbl U KPacoTbl Yeno-
BEUECKMX UYyBCTB, aBTOP pPackpbIBaeT nAero 068K
MeXJy rNaBHbIMW repoaMy, a Takke MOTUBbLI repom-
HW, CTPEMSALLENCA K cBOEMY BO3/1t06AeHHOMY. OcCbl-
naroLmecs 6esble LBEeTbl TPOCTHUKA CUMBOAN3MPY-
FOT TOCKY FNaBHbIX TEPOEB N UX Bepy B t0OOBb.

My3bikanbHas dopma necHu ctpodpuryeckasn (AB)
CO BCTYN/IEHNEM 1 KOZOM. [peTBOpeHme HaLMoHab-
HbIX TPaAMLWI HabaoaeTcs B UCMO/Ib30BaHUM KOM-
NO3NUTOPOM MEHTAaTOHWUKU: BcTynneHue, pasgen A n
Kofa — «TyH» nag, pasgen B — «wxu» nag. Mpocto-
Ta U NCKPEHHOCTb MeNOoAMM AenaroT 3Ty KOMMO3un-

1 TMepBoe nokoneHne— Mao LI33ayH (necHs «BoCTOK KpacHbiIit»),
BTOpOe — [13H CAonuH (necHs «/IcTopma BecHbI»), TpeTbe —
LI3aH LI3smuHb (necHa «Bctynaem B HOBYHO 3py»).

Lo N0BMMON LIMPOKOK ayauTopurelt cayLuatenen,
He3aBMCKMMO OT BO3pacTa 1 CoLManbHOro craTyca.
DNeMeHTbI HaLMOHaIbHOW My3bIKW BCTPEYAOTCS 1
B Apyrux necHax Hb LinHa — «HebecHas gopora»,
«3anasHas necHs o At6BU» 1 «B3rnag Ha ayHy».

Nccnepys ocobeHHocTn neceH NHb LmHa n
aHanM3npys cnocobbl BOMIOLLEHUA B HUX HALMO-
Ha/IbHbIX TPaANLMNA, NPEACTaBAAETC BO3MOXHbIM
PEKOHCTPYMPOBaTb MPOLLECChl, MPOUCXOAsALLME B
COBPEMEHHOW KNTaCKON My3blKalbHOW KybType.
PaboTtbl NHb LiMHa cny>aT BaXKHbIM MCTOYHUKOM
BAOXHOBEHUSA AN MOJIOZbIX KOMMO3MTOPOB U UC-
NONHUTENEN, CTPEMALLMXCA COXPAaHUTb U Pa3BUTb
YHWKasbHble YepTbl HaLMOHaNbHOTO My3blKabHO-
ro nckyccrea. OcobeHHoCTbI0 NpounsseseHuii VHb
LinHa saBnseTca ucnonb3oBaHWe TPAJNLMOHHBIX KM-
TaliCKMX MHCTPYMEHTOB Hapsaay C eBPONeNCKUM CUM-
bOHMYECKMM OPKECTPOM, UTO CO3JaET YHUKAIbHYH
aKyCTMYecKyto cpey, NO3BOIAIOLWYIO CyLlaTeNsaMm
OLyTUTb 6OraTCTBO U MHOroob6pasne KMTanckom
My3bIKaNbHOW Ky/bTypbl. My3bika ero neceH, kak
npaBuio, BKAtOYaeT GONbKAOPHbIE MOTUBbI, YTO
NPUAaET MM HaLMOHaNbHbIA KOJIOPUT U 3MOLMO-
HaJIbHYH BbIPa3nTeIbHOCTb. BokanbHas nnHus y
KOMMO3MTOpa OT/IMYaEeTCA WNPOTON AnanasoHa u
AVNHaMUNYeCKMMM KOHTpacTamu, YTo NO3BOASET UC-
NMOJIHWUTENIO NepesaBaTh ApaMaTUyYeckoe cosepka-
Hve TekcTa. B page npounsseaeHnin npociexmBaeTca
BANSHME 3aMaZHOEBPONENCKOM BOKaIbHOM LIKO-
Nibl, YTO 3aMETHO B Pa3BUTUN MeNoANYeckmx dpas
N UCMONBb30BaHMM CIOXKHbIX BOKaJIbHbIX MPUEMOB.
TeopuectBo VHb LiMHa — npumep ycnewwHoro npe-
TBOpeHMs 6oratbiX HaLMOHaAbHbIX TPAAULMA My-
3blKaNbHOW KynbTypbl Kntas B coBpemMeHHOM BO-
Ka/lbHOM MCKYCCTBE.
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