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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

The Space of Culture

#5/2026

Dear Friends!

We are pleased to present Issue No. 5/2026 of
the scientific and analytical journal “Burganov House.
The Space of Culture”.

On the recommendation of the Expert Council of
the Higher Attestation Commission (VAK), the jour-
nal has been included in the List of leading peer-re-
viewed scientific journals and publications in which
the main scientific results of dissertations for the de-
grees of Doctor and Candidate of Sciences should
be published. The journal has been assigned cat-
egory K2.

The journal publishes scholarly articles by lead-
ing specialists in various fields of the humanities, as
well as by doctoral and postgraduate students. The
research addresses topical issues in culture, art, phi-
lology, and pedagogy. This breadth of subject mat-
ter reflects the journal’s defining feature: it presents
the current state of the space of culture.

The issue opens with an article by Maria A. Bur-
ganova, “Sculpture in the System of Non-Verbal Texts
of Culture: Memorial, Sacred, and Biographical As-
pects”, which examines sculpture as a full-fledged
text of culture conveying multi-layered information.
The author analyses the mechanisms of encoding
and reading plastic messages in monumental, ec-
clesiastical, and intimate spaces, with particular at-
tention to the problem of the “reader” of sculpture.

Julia A. Smolenkova's article “The Saruq Al Had-
id Ring: From an Iron Age Ornament to the Symbol
of Expo 2020 Dubai” traces the artistic life of a gold
ring that was found at an Iron Age site in the Dubai
desert and, three thousand years later, became the
emblem of Expo 2020 Dubai and the basis for the
dome of Al Wasl Plaza. The author shows that the
power of this image as a symbol lies in its artistic
structure, a closed, rhythmic, and open contour ca-
pable of carrying meaning at any scale. The ancient
form is presented as a vehicle of cultural continui-
ty: reinterpreted in a graphic emblem and in archi-
tecture, it reveals a link with tradition in which the
future is understood as a continuation of the past
rather than a break with it.

In the article "The Origins and Chinese Adapta-
tion of the Image of Flying Apsaras in the Art of the
Northern Dynasties: The Sculptures from Longxing
Temple in Qingzhou”, Kong Jinxin follows the image
of flying apsaras from Indian mythology to China
along the Silk Road. The study analyses the forms
and composition of the Qingzhou sculptures and

their connection with music and dance, and inter-
prets the adaptation of the image to the Chinese
artistic tradition as a significant example of inter-
cultural dialogue.

Mikhail S. Mologin’s article “On Sacred Text and
Music Interaction in Liturgical Chants by A. Kastal-
sky and Father Vasily Zinoviev" examines two har-
monizations of the chant “Thou hast entered the
church” by composers working at the turn of the
19th and 20th centuries. The author compares their
treatment of the sacred text and seeks to establish
why His Holiness Patriarch Tikhon (Bellavin) did not
accept A. Kastalsky’s harmonization of the chant.

Tatiana V. Portnova's article “Theatrical Photogra-
phy of the Late 19th and Early 20th Centuries” ex-
amines the technical side of theatrical photography,
systematizes the techniques used by photographers,
and assesses the influence of theatrical photogra-
phy on other arts. The author concludes that it made
accessible what had once been open only to a se-
lect few: contact with the stage and with great fig-
ures of the theatre.

In the article “Awakening and Transformation:
Socio-Cultural Background and the Evolution of
Artistic Ideas in China from 1978 to 1984", Zhang
Jingwen examines the early years of the Reform and
Opening-Up policy as the period that prepared the
ground for the ‘85 New Wave Art Movement. The
author shows how changes in art policy and insti-
tutions, the liberation of thought, and the public's
growing openness to new forms transformed Chi-
nese art, and concludes that this period marked the
starting point of its modernization.

In Dmitry V. Perevoshchikov's article "Human-
ization in Contemporary Medical Equipment De-
sign”, humanization is defined as a comprehensive
design strategy intended to resolve the problem
of the dual user audience characteristic of medical
devices. The author interprets it as a shift from a
technically autonomous product to a human-cen-
tred sociotechnical system that addresses the cog-
nitive, emotional, and ethical needs of the patient
as well as the professional tasks of medical staff.
The article distinguishes formal, ergonomic, cog-
nitive, emotional, and ethical levels of humaniza-
tion and outlines its natural limits, determined by
the requirements of safety, sterility, and function-
al effectiveness.

The issue concludes with an article by Natalia
S. Bagley, “Methods of Embodying Images of Na-
ture in Art Glass of the Second Half of the 20th to

the First Quarter of the 21st Century: The Dialec-
tic of Form and Material”. The author examines the
creative methods of glass artists who turn to the
theme of nature, identifies the relationship between
their approaches to the material and the imagery of
their works, and reveals the role of glass as a mean-
ing-forming element.

The issue is intended for specialists in the theo-
ry and practice of the visual arts and philology, as
well as for all readers interested in art and culture.
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Hay4HOo-aHannTuyeckunii xypHan
[lom bypraHosa.

[POCTPaHCTBO Ky/bTYpbI
#5/2026

Joporue apy3bs!

Mol pagbl npeactasuts Bam N2 5/2026 Hay4yHO-
aHanuTunueckoro xXypHana «Jom bypraHosa. [po-
CTPaHCTBO Ky/NbTypbl».

Mo pekomeHaauum SkcnepTHoro coseTta BAK
XypHan BkAtoueH B NepeyeHb BeayLMX peLeH3n-
PYEMbIX HayUHbIX XXYPHaNOB U U3aHNI, B KOTOPbIX
BOKHbBI BbITb ONYy6ANKOBaHbI OCHOBHbIE HayYHble
pe3sy/abTaThbl AUCCEPTaLIMM Ha COMCKaHME YYeHbIX CTe-
neHen AOKTOpa M KaHanAaTa Hayk. XXypHany npu-
CcBOeHa kaTeropus K2.

B >xypHane nybankytoTca Hay4yHble CTaTby Be-
AYLMX CNeLmnanmcToB pasHblX ryMaHUTapHbIX 06-
nacrten, [OKTOPaHTOB W acnunpaHToB. HanpaeneHus
nccnesoBaHW KacaroTca akTyasbHblX Npobaem B
pa3iMyHbIX 06NaCTAX KyAbTypbl, UCKYCCTBA, Puio-
O N Nejarornkn. B atToin MHororpaHHocT 060-
3peHuns NposABMaaCb OCHOBHaA cneuundrka XXypHana,
NpeACTaBASIOWEro COBPEMEHHOE COCTOAHME NpPo-
CTpPaHCTBa Ky/bTypbl.

Homep oTtkpbiBaeT ctaths M. A. bypraHoBoi
«CKkynbnTypa B cucteme HeBepbaibHbIX TEKCTOB
KyNbTYpPbl: MEMOPWaNbHbIW, CakpaibHbI 1 Brorpa-
buryeckmii acnekTbl», B KOTOPOWN CKy/NbMATypa pac-
CMaTpUBAETCA KakK NMOJHOMPaBHbIA TEKCT KyAbTypbl,
HecyLMA MHOTOYpPOBHEBYHO MHPOpMauuto. ABTOp
aHann3mpyeTt MexaHu3mbl KOAVPOBAHNA U CUNTbIBA-
HWS N1aCTMYECKNX COOBLLEHNI B MOHYMEHTaNbHOM,
XPamMOBOM WM KaMepHOM MPOCTPaHCTBaxX U yaenseT
ocoboe BHMMaHMWe npobieme «ymtatens» ckynb-
nTypbl.

B ctatbe HO. A. CmoneHkoBol «Konbuo Capyk
anb-Xaaua: oT yKpalleHWs Xenes3Horo Beka K CMMBoy
Expo 2020 Dubai» npocnexxmBaeTcs Xy40>XKeCTBEHHas
cysbba 30/10TOro Ko/bLa, HanAEHHOTO Ha NaMATHU -
Ke >Xxene3Horo Beka B nycTbiHe [lybas u cnycra Tpu
ThICAUN f1eT cTaBLlero ambaemon Expo 2020 Dubai
n ocHoBoM kynosa Al Wasl Plaza. ABTop nokasbiBa-
€T, YTO cWna 3Toro obpasa kak CMMBOAA 3aK/toye-
Ha B ero XyZ,0XeCTBEHHOM CTPYKTYpe — 3aMKHYTOM,
PUTMWYHOM N OTKPbITOM KOHTYpE, CMOCO6HOM He-
CTV 3HayeHwue B 1t0bom MacwTabe. [lpeBHas popma
paccMaTpuBaETCa Kak HOCUTENb KYNbTYPHOU NpeeM-
CTBEHHOCTU: eé aKTyanm3aLms B rpadnyeckomM 3Ha-
Ke 1 apXuTeKType packpbiBaeT CBA3b C Tpaguumnen,
B KOTOpOW Byayliee MbICIUTCA Kak NPOAOCAXKEHNE
NCTOPMYECKOrO OMbITa, @ He Pa3pbIB C HUM.

KyH L3nHbcuHb B cTaTbe «/cTOKM 1 KuTaickas
ajanTauma obpasa netawmx ancap B nckyccree Ce-
BEPHbIX 4MHACTUIA Ha NPUMepe CKYAbNTYp U3 MOHa-

cTbipa JlyHCUH-cbl B LInHWKOy» npociexuBaeT nyTb
obpasa seTAmX ancap n3 UHANKCKOM Mudonorum
B Kutai no LWenkoBomy nytu. AHaNM3NpPyoTCA 0CO-
6eHHOCTM GOPM 1 KOMMO3NULMMN LIMHYXKOYCKNX CKY/lb-
NTyp, UX CBA3b C MYy3bIKOM 1 TaHUeEM, a agantaums
obpasa K KUTaCKON XyL0XeCTBEHHON TpajnLLnm
paccMaTpuBaEeTCa Kak LIeHHbIA NpUMepP MeXKYy/b-
TYPHOro Ananora.

Cratba M. C. MonoruHa «O B3anMoencTBUN ca-
Kpa/sibHOro C/0Ba U My3blku B 60rocay>KebHbIx nec-
HoneHuax A.[l. Kactanbckoro u ceaweHHmKa Bacnans
3HoBbEBa» MNOCBALLEHA ABYM rapMOHM3aLMAM nec-
HomeHuAa «Boclien ecu BO LIepKOBb», BbIMOJHEHHBIM
komMno3uTopamu pybexa XIX-XX sekoB. ABTOp cO-
nocTaBAseT UX OTHOLLEHMWE K CakpaibHOMY CJIOBY U
CTPEMUTCA YCTAHOBUTbL NMPUYUHBI, NO KoTopbiM CBA-
Tenwwnii MaTtprapx TuxoH (bennaBuH) He NPUHAA Ba-
puaHT necHoneHusa B rapMoHmu3aumm A. Kactanbckoro.

B ctatbe T. B. MopTHOBOI «TeaTpanbHas GpoTO-
rpadusa koHua XIX — Hauana XX BB.» paccmaTtpuBa-
eTCA TEXHUYECKUIA acnekT TeaTpanbHomn doTorpadun,
CUCTemMaTU3NpPOBaHbl MPUEMbI, KOTOPbIMU MOJIb30-
Banncb doTorpadsbl, M OLLEHEHO eé BAVAHUE Ha ApY-
rve BUAbI MCKYCCTBA. ABTOP MPUXOAUT K BbIBOAY, UTO
TeaTpasibHasa poTorpadus cgenana AOCTYMHbIM TO,
yTO Npexzae 6bl10 OTKPbLITO ANWb U3OPaHHbIM, —
NPUKOCHOBEHWE K CLIEeHE U K BEJIMKUM TeaTpab-
HbIM AeAaTensaMm.

UxaH LI3nHB3Hb B cTaThe «[pobyxaeHne n TpaHc-
bopmauma: coumanbHO-KYAbTYPHbIA GOH W 3BOAIO-
Lus XyAOXKeCTBEHHbIX Uaen B Knutae B 1978-1984 rr.»
nccnenyet nepeble rogbl NOAUTUKK pedopm 1 oT-
KPbITOCTM KaK BPeMSs, MOArOTOBUBLLEE ABUXKEHME
«HoBas BosiHa '85». ABTOp nokasbiBaeT, Kak nusme-
HEHWS XYJ0XXECTBEHHOM MOANTUKM U NHCTUTYTOB,
0CBOHOXAEHNE MbILLNEHNA U pacTyLLas roTOBHOCTb
ny6AMKW NpUHMMaThL HOBble GOPMbI Npeobpasman
KWMTaCKOE NCKYCCTBO, U MPUXOAUT K BbIBOAY, UTO 3TOT
nepuog, ctan OTNPaBHOW TOUKOW €r0 MOZEPHM3aLUN.

B ctaTtbe [. B. MNepesBowmnkosa «'ymaHu3auus B
COBPEMEHHOM JiM3aliHe MeaULMHCKOro obopysosa-
HWA» T'yMaHU3aLUWa onpeaensieTcs Kak KoMmnaekcHas
npoekTHasa cTpaTterns, Nnp1M3BaHHas pa3peLwnTb Npo-
671eMy ABONCTBEHHOCTW MOJIb30BATENLCKOW ayAn-
TOPUMN, XapaKTEPHYHO ANA MEANLMHCKUX YCTPOMNCTB.
[yMaHM3auma NoOHMMaeTca aBTOPOM KakK Nepexos
OT TEXHNYECKN aBTOHOMHOIO M3Aenuns K 4enoBeKo-
LEeHTPUYHOW COLMOTEXHUYECKON CUCTEME, YUNTbIBA-
tOLLLEA KOTHUTMBHbIE, SMOLIMOHaNbHbIE U 3TUYECKME
noTpebHOCTN NauuneHTa Hapaay ¢ NpodeccmoHanb-
HbIMW 3afia4aMy MeAMLIMHCKOro nepcoHana. ABTop

BblaenseT GopManbHbI, 3ProHOMUYECKNI, KOTHU-
TUBHbIN, SMOLMOHANbHBIV 1 3TUUYECKNIA YPOBHM ryma-
HM3aLMM N NOKa3biBaeT €€ eCTECTBEHHbIE rPaHuLbI,
3afaHHble TpeboBaHMAMM 6e30MacHoOCTH, CTepub-
HOCTU 1 QYHKLMOHANBbHOM 3PEKTUBHOCT.

3aBepLuaet Bbinyck ctatbs H. C. barnen «MeToabl
BOM/IOLLEHNA 06pa3oB NPUPOAbI B XYAOXKECTBEHHOM
CTeksie BTOPOW MOJIOBMHbI XX — NepBOl YeTBEPTH
XXI Beka: gnanektvka Gopmbl U matepuana». ABTOp
paccmatpurBaeT TBOpYeckme MeTo/bl XYAO0XHUKOB Mo
cTeky, obpallaroLLmxca K TeMe Npupoabl, BbiaBaseT
CBA3b MeXAy noaxogamu k pabote c maTepuanom
1 06pasHbIM CTPOEM MPOU3BEAEHWUI 1N packpbiBaeT
pOJib CTeK/a Kak CMbIC/I006pa3ytoLLero aneMeHTa.

W3paHne agpecoBaHo npodeccmoHanam, cneuma-
NN3MpYroLLMMCA B 061aCTU TEOPUM U MPaKTUKKN U30-
6pasnTenbHOro NCKyccTBa U GUAONOTUN, a TakKe
BCEM, KTO MHTEpecyeTcs BONpOocamMu UCKYCCTBa U
KyNbTYpbl.
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SCULPTURE IN THE SYSTEM OF NON-VERBAL
TEXTS OF CULTURE: MEMORIAL, SACRED,
AND BIOGRAPHICAL ASPECTS

Summary: The article examines sculpture within the sys-
tem of non-verbal texts of culture that carry multi-lay-
ered information: memorial, ideological, sacred, and
biographical. The author analyses the mechanisms of
encoding and reading plastic messages in monumental,
ecclesiastical, and intimate spaces. Particular attention
is paid to the problem of the “reader” of sculpture and
to the phenomenon of the partial or complete incompre-
hension of its artistic text. Every text presupposes a read-
er, and the question of who exactly reads the sculptural
text and how it is read is one of the key issues in the
theory of plastic art.

The author emphasises that sculpture, in all the diversity
of its historical forms, is a full-fledged and semantically

It is commonly believed that a text exists only
where there is a word, either written or spoken.
Meanwhile, the semiotics of the second half of the
twentieth century has convincingly demonstrated
the conventionality of this boundary: a text may be
any sign system that possesses an internal struc-
ture and the capacity to transmit meaning from
a sender to a receiver. In this broadened under-
standing, sculpture is one of the most archaic and
semantically saturated texts that humankind has
ever created. The problem of reading sculpture as
a text is of fundamental importance both for the
theory of art and for its actual functioning in so-
ciety. A monument in a city square, a relief on the
wall of a cathedral, a gravestone in a cemetery, a
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rich text possessing specific properties. This specificity lies
in its three-dimensionality, its existence in real space and
time, and its capacity to draw the viewer directly into its
environment. Sculpture serves as a bearer of collective
memory — a memorial text that affirms a particular ver-
sion of the historical narrative. In sacred space it acts as
a mediator between the human being and the transcend-
ent — an iconographic text that encodes theological con-
tent in a visual-plastic form accessible to viewers of dif-
ferent levels of education. In an intimate, personal space,
sculpture becomes a biographical narrative — a text of
identity and social belonging.

Keywords: sculpture, semiotics, visual text, monument,
sacred plastic art, iconology, memorial function.

sculpture in an interior — each of these objects is
a bearer of specific information that exists within
a historical context and is addressed to a specific
audience in a particular space. The difficulty lies in
the fact that the sculptural text, unlike the verbal
one, has no unambiguous “grammar”. Each view-
er “reads” it in accordance with his or her cultural
competence, iconographic learning, and personal
emotional experience. The site at which a work of
sculpture is presented also substantially influences
its perception. In an ecclesiastical space the sacred
meaning will be primary. It is quite possible that for
many viewers the plastic and compositional treat-
ment will matter less. A monumental sculpture on
a public square carries an ideological charge, ad-

dressing socially significant themes. The imagery
and plastic treatment in this case are transformed
according to the specific character of this kind of
sculpture. This gap between the encoded and the
decoded message constitutes one of the central
problems of the contemporary theory of sculpture.

The notion of “text” in its contemporary read-
ing has become multi-faceted. The formation of the
conceptual vocabulary and lexicon of sculpture has
been shaped by outstanding scholars — philoso-
phers and cultural theorists, specialists in semiotics
and linguists, art historians and sculptors.

Yu. M. Lotman defined a text as “a closed and
internally organised sign space” (Lotman, 1970). For
him, any work of art is a text, since it possesses ex-
pressedness (embodiment in signs) and bounded-
ness (the presence of a boundary that separates it
from non-artistic reality). Sculpture fully meets both
criteria: its physical volume is at the same time the
semantic boundary beyond which a fundamental-
ly different mode of the existence of form begins.

E. Panofsky, having elaborated a three-level icono-
logical methodology, offered a set of tools fully ap-
plicable to sculpture (Panofsky, 1999). The first level,
pre-iconographic description, records purely plastic
facts: volume, texture, proportions, movement — all
that, in a “purified formula” of quintessence, presents
the concentrated essence stripped of any redun-
dancy. The second, iconographic analysis, identifies
themes and motifs. The third, iconological interpre-
tation, uncovers the inner meaning of the work as a
reflection of the worldview of an epoch. This three-
stage model describes precisely what takes place in
the reading of a “sculptural text”: from primary per-
ception, through cultural identification, to the appre-
hension of meanings, values, and culture.

The proposal to study sculpture in the context
of its surrounding environment, while recognising
that a number of artistically interpreted spaces are
independent plastic texts in their own right, was
put forward by R. Krauss. Her conception of the
“expanded field” of sculpture showed that in the
twentieth century sculpture ceased to be a closed
autonomous object and positioned itself as a re-
lation between the object and the site, between
architecture and landscape (Krauss, 1979). This at
once multiplied the textual possibilities of sculp-
ture: now the text is constituted not only by the
object itself but also by its spatial connections with
the surrounding environment and with the history
of a particular place.

The investigations of these scholars laid the
foundation for the understanding of sculpture as
a particular kind of non-linguistic text that carries
multi-layered information — memorial, ideologi-
cal, sacred, and biographical.

The most obvious and socially significant type
of sculptural text is monumental and monumen-
tal-decorative sculpture in urban space. A monu-
ment possesses a twofold nature: on the one hand,
it is a work of art that embodies the sculptor’s plas-
tic idea; on the other, it is society’s official state-
ment about itself. Turning to specific examples, one
may consider several well-known monuments. E.-
M. Falconet’'s Bronze Horseman (1782) is a classic
example of a multi-layered memorial text. Analys-
ing it by means of Panofsky’s classification, one
may note that at the pre-iconographic level it is a
dynamic equestrian statue: a horse rearing up and
trampling a serpent, and the imperious figure of a
rider extending his arm over the city. At the icono-
graphic level it is the image of Peter |, the found-
er of St Petersburg. At the iconological level it is a
manifesto of enlightened absolutism, the affirma-
tion of the sovereign will overcoming the chaos of
nature and history, embodied by the rearing horse.
It is not by chance that this very monument became
the central image of Pushkin’s poem The Bronze
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Mukhina, V.I. Worker and Kolkhoz Woman. 1937
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Horseman: Falconet's sculptural “text” received a
second, literary layer of interpretation.

V. I. Mukhina’s sculptural group Worker and Kolk-
hoz Woman (1937) is an example of a fundamental-
ly different sculptural “text”. The dynamism of the
group, which goes back to the tradition of Nike,
places the Soviet project within a sequence of well-
known symbolic images of world culture. This swift
movement forward and the scarf that has taken
flight like wings accumulate memories of the Nike
of Samothrace, of the allegorical figure of Liberty
(F. Rude, La Marseillaise, 1836) on the Arc de Tri-
omphe in Paris, of the image of Nike as an allego-
ry of Russia’s victory over Napoleon (1828) on the
Arch of the General Staff in St Petersburg, among
others. The semiotic density of the work is so great
that, almost nine decades later, it continues to func-
tion as an active memorial text.

A unique instance of the semiotic rethinking of
sculpture as a text is presented by Michelangelo’s
David — a statement about the body, the spirit,
politics, and God, in which every formal element of
this “text” has long since been broken down into

Michelangelo’s David. 1504
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quotations: "eye”, "nose”, "hand”, “foot” — famil-
iar to every pupil of an art school. The statue of
David, treated in terms of the classical canon —
contrapposto, ideal proportions, the clear articu-
lation of masses, the plastic language of classical
sculpture — has served as the ideal instructional
text for centuries. Originally the sculpture was to
enter the ecclesiastical space of the Florentine ca-
thedral as one of the twelve statues of the proph-
ets, as was traditional for church decoration. The
image of the biblical king often appeared in the
sequence of Old Testament forefathers. However,
Michelangelo’s work, which struck contemporar-
ies with its power and artistic expressiveness, was
placed on the Piazza della Signoria in front of the
Palazzo Vecchio, the seat of the Florentine city
government, and became the civic symbol of the
Florentine Republic, of its freedom and its stead-
fastness before the “giants” — external and internal
enemies. An important shift of meaning is evident
here: society “reads” this statue not as an Old Tes-
tament text about the youth of the king-proph-
et, but as a political declaration of the free city of
Florence. Thus the text of the sculpture expands
from a religious narrative to a civic one.

There are also negative examples of the semi-
otic rethinking of sculpture, expressed in the relo-
cation and demolition of monuments to historical
and cultural figures. One and the same object, trans-
ferred from urban space to museum space, acquires
a fundamentally different meaning: from an affir-
mation it turns into a testimony, from a living utter-
ance into a historical document. Sculpture placed
in public space functions within a particular cultur-
al code, a system of conventional meanings shared
by a community and allowing the members of that
community to “read” the monument. U. Eco un-
derstood the code as a body of rules according to
which a sign is correlated with content: the code is
not given by nature but is the product of an agree-
ment rooted in culture (Eco, 2004). Lotman speci-
fied: the code works only insofar as there exists a
community that possesses it (Lotman, 1970). When
the community disintegrates, the code falls silent,
and the text that once sounded in full force be-
comes a mute object. The mechanisms by which
the cultural code is lost are various. A change of
ideology, the forgetting of history, and the loss of
identity strip the monument of the system of val-
ues within which it was created and which it was
called upon to affirm. Historical changes — revo-

lutions, conquests, demographic catastrophes —
destroy the very community that was the bearer of
the code. The cultural rupture between generations
gradually erodes the semantic conventions: a stat-
ue intelligible to one generation becomes, for its
grandchildren, a decorative element of the urban
environment. Globalisation and the migration of
populations create a fundamentally new situation:
within a single urban space there coexist bearers
of incompatible cultural codes, and a monument
that is legitimate for one part of the city’s inhabit-
ants proves alien or hostile to another. For example,
in the first quarter of the twenty-first century the
United States saw a wave of demolitions of monu-
ments to Confederate figures. The statues of Gen-
erals Robert E. Lee, Thomas "Stonewall” Jackson,
and other military commanders, erected in the late
nineteenth and early twentieth centuries, were in-
terpreted by part of society as codes of racial dom-
ination and of the legitimation of slavery. Society
rejected these codes publicly and ostentatiously.
The demolition of a monument became a perform-
ative act of renunciation of a particular system of
values. Society, meanwhile, took no account of the
artistic value of the monuments. Sculpture in pub-
lic space, once the bearer of a code-text that is no
longer current, is more vulnerable to destruction
than any other kind of art.

Detail of the obelisk of Place de la Concorde, Paris

Luxor Obelisk of the Place de la Concorde, Paris

A vivid illustration of the moral problem of the
denial of history is the demolition or relocation of
war memorials in a number of post-Soviet coun-
tries — Ukraine, Georgia, and the Baltic States — as
well as in countries of Eastern and Western Europe.
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Many of the destroyed monuments were outstand-
ing works of art. Their loss must be counted among
irretrievable losses. This is a clear example of the
forcible political rewriting of the codes and mean-
ings of history. Only in a few cases were the mon-
uments preserved and relocated elsewhere. The
musealisation of surviving war memorials does, of
course, preserve them, but it changes their status
from “living utterance” to “testimony”.

It should be noted that the process of the loss
of the code is not always connected with political
upheavals. The Egyptian obelisks transferred to the
squares of Paris and London have undergone cen-
turies of complete semiotic transformation. Covered
with hieroglyphs that were once sacred texts, they
have turned into elements of the urban ensemble,
into decorative verticals whose semantic content
has been reduced to the general idea of “antiquity”
and "the exotic”. Their original code is now known
only to a handful of specialists. Notably, the Luxor
Obelisk, created in the reign of Ramesses Il is “an-
notated” with pictorial texts about how it was dis-
mantled and transported out of Egypt and how it
was brought to Paris. Numerous Greco-Roman stat-
ues in museum storerooms share the same fate: hav-
ing lost their names, attributes, and contexts, they
exist as formal objects — beautiful bodies deprived
of biography. This condition may be designated by
the notion of “semiotic emptiness”: the sculpture is
reduced to a pure plastic form, deprived of its orig-
inal content. Such a work loses its original text and
becomes an occasion for a new reading.

It is here that the possibility of “recoding” opens
up: a new society endows the old form with new
meanings. The artistic projects of recent decades
have actively exploited this possibility. For exam-
ple, one of the four plinths of the Trafalgar Square
ensemble, created in 1841 to the design of the ar-
chitect C. Barry, has been given over to the plastic
utterances of contemporary sculptors — at fixed in-
tervals a new object is placed on the empty plinth;
each new work immediately finds itself in the his-
torical context of the three statues of King George
IV (1843, sculptor F. L. Chantrey), General C. D. Napi-
er (1856, sculptor J. G. Adams), and Major Gener-
al H. Havelock (1861, sculptor W. Behnes), installed
earlier on the other plinths. An analogous situation,
connected with the entry of new works of sculpture
into historic ensembles, arose in Waterloo Place,
whose central monument is the 37-metre Duke of
York Column (1832, architect B. D. Wyatt; the stat-
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ue by the sculptor R. Westmacott, 1834). Nearby
stand the Crimean War Memorial (1861, sculptor
J. Bell) and statues of participants in military cam-
paigns. In April 2026 a new statue appeared on this
site, representing the figure of a man in a business
suit stepping down from a plinth. His face is con-
cealed by an unfurling banner (sculptor Banksy).
And here an important question arises: to what ex-
tent does the viewer agree with such an expansion
of the reading of the historical text carried by the
sculptural ensemble?

Sculpture in sacred space — historically the pri-
mary environment of sculpture’s existence — is read
differently. Long before the appearance of the public
monument, sculpture served as the connecting link
between the human being and the sacred: it em-
bodied gods and represented the subjects of sacred
history. Western European Gothic sculpture on ca-
thedral portals is one of the most eloquent examples
of the deliberate creation of a “readable” plastic text.
The portals of Chartres Cathedral (twelfth-thirteenth
centuries) and of Reims Cathedral (thirteenth centu-
ry) constitute extensive iconographic programmes
that embrace the whole history of Holy Scripture.
Medieval theologians directly called the sculptural
decoration of cathedrals “the Bible of the illiterate”.
Amid the total illiteracy of the greater part of the
population, the plastic image performed the func-
tion of a sacred text accessible to all without ex-
ception (Panofsky, 1999). The portals, iconostases,
relief icons, and objects of personal devotion that
bear sculptural images constituted an iconographic
dictionary: every figure, every attribute, every com-
bination of gestures was a conventional sign as-
similated through the practice of worship. Russian
ecclesiastical sculpture, from white-stone church
reliefs to carved iconostases, is “read” in the same
context. The relief decoration of the Cathedral of
St Demetrius in Vladimir (1194-1197) exemplifies
a specifically Russian tradition of the sacred plastic
text. The facades of the cathedral are covered with
a continuous carpet of white-stone carving: saints,
griffins, centaurs, and vegetal ornaments come to-
gether into a complex iconographic programme that
still gives rise to scholarly disputes. Here the princi-
ple of “semiotic density” is manifested with particu-
lar clarity: the plastic text is so saturated with signs
that their decipherment and reading require spe-
cialised knowledge — and yet everyone who en-
ters reads the main thing: this space is sacred, this
is the place of God's presence.

If monumental and sacred sculpture is addressed
to a collective addressee, funerary sculpture bears
a fundamentally different type of text: biographi-
cal, intimate, and status-bearing. Egyptian funerary
statues, Greek gravestones, Renaissance tombs, and
contemporary memorial complexes replete with
sculptural imagery — all of them are texts that nar-
rate an individual life and its place in the social or-
der. These texts do not merely present the history
of the funerary monument as a genre, but reflect
the changes in the very way in which human pres-
ence is embodied after death. In one case the tomb-
stone strives to preserve the person, to prolong his
earthly visibility, to record his features, rank, station,
and biographical distinctness; in another it begins
to work as a text saturated with symbols, containing
hidden, multiple meanings that require an attentive
and knowing “reader”. The evolution of memorial
plastic art from person to symbol, from portrait fi-
delity to metaphysical construction, defines one of
the most important lines of the development of Eu-
ropean memorial sculpture.

A remarkable example here is offered by the
Medici tombs, in which the figures of the deceased
have become the embodiment of philosophical ide-
as popular in the Renaissance. Having virtually lost
their proper names, which their contemporaries had
already begun to confuse, the dukes have become
embodiments of two temperaments — the active
and the contemplative. Michelangelo “rewrites” the
traditional text by refusing to describe the person.
The Medici Chapel is a lexicon of symbols outside
any specific biography. The allegorical figures of
Dawn, Dusk, Day, and Night unfold a plastic text
about time, power, and immortality — one that ad-
mits of countless interpretations yet does not yield
to an exhaustive reading.

Speaking of the personal sculptural text, one must
dwell on the genre of the portrait, which functions
as a biographical narrative. The verism of the Ro-
man sculptural portrait, the principle of the merciless
recording of physical features, turned the portrait
into a document that preserved the bodily identity
of a person after his death. The portraits of the Age
of the Enlightenment are distinctive manifestos af-
firming the ideals of reason and freedom. Houdon'’s
busts — of Voltaire, Rousseau, and Franklin — are
artistic utterances and iconographic documents,
as well as conceptual statements about the values
of the epoch. One such text was rewritten in a dis-
tinctive way. In 1776 J.-B. Pigalle created a statue

The Medici tomb

of the nude Voltaire (Paris, Institut de France) and
presented his work at the Paris Salon. The natural-
ism that distinguished this work failed to impress
the public. The sculpture, masterfully reproducing
the aged and infirm body of the great seventy-six-
year-old philosopher, became an object of ridicule.
In 1781 Houdon rewrote this page of history by cre-
ating a “paraphrase” of Pigalle’s work. The sculptor
concealed the nudity and infirmity of Voltaire in the
ample folds of drapery, giving him the appearance
of an ancient philosopher. In every case the sculp-
tural portrait is a distinct text, situated within the
larger theme of standing before eternity.

In the context of the study of sculpture as a
text, cabinet sculpture and small-scale plastic art
constitute a distinctive stratum. A collection of an-
tique torsos in the library of a Renaissance humanist,
bronze statuettes on the mantelpiece of an aristo-
cratic mansion, porcelain figurines of peasants in
the collection of a nineteenth-century patron of
the arts, and small-scale sacred plastic pieces in the
form of portable icons and folding triptychs — these
are texts about social status and cultural identity,
about aesthetic preferences and the personal piety
of the owner. The very choice of sculptural objects
for a personal space is a statement about oneself,
addressed to a narrow circle of initiates and, over
time, accreting personal connotations, family his-
tory, and layers of memory.

15



Constantin Brdncusi. Bird in Space (L'Oiseau dans l'espace).

1932-1940

Particular difficulty is presented by the “reada-
bility” of contemporary abstract sculpture. The cre-
ators of such works deliberately move away from
iconographic recognisability and turn to the plas-
tic text of pure forms. Brancusi, Hepworth, Gabo,
and Pevsner excluded from their works everything
that could be identified as mimesis, as likeness to
reality, striving for the plastic embodiment of pure
idea — for the plasticity of form. The result was a
text of extreme conceptual complexity, accessible in
its material-perceptual immediacy: any viewer feels
the rhythm and the plasticity — but not everyone is
capable of reading it as a philosophical statement
about the fullness of form or about the transfor-
mation of space by means of sculpture.

A. Giacometti chose a different path: his elongat-
ed, disembodied figures create a dramatic text read
at the level of bodily disintegration and metaphysi-
cal anxiety. This text addresses the archaic strata of
perception, bypassing iconographic identification:
it does not require special preparation, but it re-
quires a readiness to confront human vulnerability.

H. Moore created a corpus of biomorphic forms
in which the figures of the human body — the moth-
er with child, or the reclining figure — gradually
dissolve into organic articulations and break down
into constituent parts. His sculptures are “read” as
texts about corporeality, about the connection of
the human being with nature — but this reading
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takes place bypassing consciousness, at the level of
bodily memory and the primary experience of form.

Every text presupposes a reader, and the ques-
tion of who exactly reads the sculptural text and
how it is read is one of the key issues in the theory
of plastic art. Panofsky observed that a full icono-
logical reading of a work requires specialised knowl-
edge inaccessible to the ordinary viewer (Panofsky,
1999). Does this mean that the majority of people
read sculpture “incorrectly”? The answer depends
on which level of “reading” one considers neces-
sary. A visitor to a church, having no art-historical
knowledge, unfailingly reads the sacred theme —
the presence of an elevated, consecrated mean-
ing — and "reads” the iconographic programme
of the reliefs, but perhaps does not appreciate the
mastery of the plastic treatment. A monument in
the city is perceived as a sign of power and of offi-
cial memory. Thus the "reading” of sculpture takes
place on several parallel levels. U. Eco called this the
“openness” of the work: the artistic text addresses
readers of varying competence and opens to each
of them its own level of meaning (Eco, 2004).

The crisis of “readability” that emerged in the art
of the twentieth century posed a fundamental ques-
tion: is an unread text still a text? Lotman’s answer
was unambiguous: the text exists neither in the con-
sciousness of the author nor in the consciousness of
the reader, but in the space between them — in the
act of communication (Lotman, 1970). If communi-
cation has not taken place, the text has not ceased
to exist. It has simply not been read in this particu-
lar case. This relieves the artist of responsibility for
guaranteeing understanding, but it does not free him
from the responsibility for creating a text potentially
accessible to at least a partial reading.

In conclusion, it should be noted that sculpture,
in all the diversity of its historical forms, is a full-
fledged and semantically rich text possessing specific
properties. This specificity lies in its three-dimen-
sionality, its existence in real space and time, and
its capacity to draw the viewer directly into its envi-
ronment. Sculpture serves as a bearer of collective
memory — a memorial text that affirms a particular
version of the historical narrative. In sacred space it
acts as a mediator between the human being and
the transcendent — an iconographic text that en-
codes theological content in a visual-plastic form
accessible to viewers of different levels of educa-
tion. In an intimate, personal space, sculpture be-
comes a biographical narrative — a text of identity

Henry Moore. Two Piece Reclining Figure No. 5. 1963-1964

and social belonging. A fundamental property of
the sculptural text is its polyphony. Unlike a verbal
utterance, sculpture cannot be “read” unambigu-
ously and definitively: each new viewer, each new
historical context, opens up in it new semantic lay-
ers. The semiotic density of the plastic work guaran-
tees its relevance over the course of centuries and
millennia. We continue to “read” the sculptures of
Phidias and Praxiteles, although the majority of the
iconographic codes in which they were written have

long been lost, because at the pre-iconographic,
perceptual level these works continue to speak to
us in a language that does not require translation.
The sculptural text is fundamentally open: it does
not require the viewer to have special preparation
in order to be perceived, but it rewards the pre-
pared viewer with an incomparably greater depth
of meaning. In this respect sculpture is no different
from any great text: it speaks to all, but reveals itself
to each to the measure of his readiness to listen.
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CKYJIbMNTYPA B CMUCTEME HEBEPBAJIbHbIX TEKCTOB
KYNbTYPbl: MEMOPWAbHbLIV, CAKPAJIbHbIW
N BUOTPAGUNYECKMIA ACTEKTDI

AHHoTauma: Cmames paccmampusaem cky/lbnmypy 8
cucmeme HeeepbasibHbIX MEKCMOB Ky/bMypsl, HeCyujux
MHO20ypO8He8YH UHPOPMayur: MeMopuaisHyro, ude-
0/102U4ecKyto, CakpaabHyto, buozpaguyeckyro. Asmop
aHanusupyem MexaHu3Mel KOOUPOBAHUS U CYUMbIBAHUS
naacmudeckux coobuwjeHuli 8 MOHyMeHMaabHOM, Xpamo-
80M U kamepHoM npocmpaHcmeax. CneyuasasHoe 8HU-
MaHue ydessemcs npobsieme «yumamess» cKyabnmypel
U heHoMeHy 4acmuy4Ho20 UU NOJHO20 HeNOHUMAHUS eé
xydoxecmeeHHo20 mekcma. J/l6ol mekcm npednosaea-
em yumameJis, U 80NPOC O MOM, KMO UMEeHHO Yyumaem
CKylbnmMypHbIl mekcm u kak Yyumaem, sgasemcsi 00-
HUM U3 KJIF04e8biX 8 Mmeopuu nJacmu4ecko2o Uckyccmed.
Asmop noduépkusaem, 4Ymo ckysbnmypa 80 8CEM MHO-
2006pasuu ceoux ucmopudeckux opm s8/5emcs noJ-
HONpasHbuIM U ceMaHmuyecku 602amsiM MekcmMom,
obsadarowyum cneyugpudeckumu ceolicmeamu. Ima

MpUHATO cunTaTh, YTO TEKCT CyLLECTBYET NMNLLIb
Tam, rae ecTb CNOBO, 3aNMCaHHOE U MPOUn3He-
CéHHoe. Mexay TeM CeMMOTVKa BTOPOIN NOJIOBU-
Hbl XX Beka ybesnTenbHO NposeMOHCTpUpoOBana
YCNOBHOCTb 3TOW FpaHuLbl: TEKCTOM MOXET HbiTb
nobas 3HakoBas cucteMa, obnasgarowas BHYTPEH-
Hel CTPYKTYPOW 1 CNOCOBHOCTbIO TPaHCIMPOBaTh
3HauyeHuWe oT OTNPaBUTENs K Noy4YaTento. B 3Tom
paclMPeHHOM MOHMMaHWK CKYyAbNTYypa — OAWH U3
Hanbonee apxanyHbIX N CEMaHTUYECKUN HACbILLLEH-

cneyuguka — 8 eé mpéxmMepHoOCMU, CyuecmeosaHuu e
peasnsHoOM NpocmpaHcmee U epeMeHuU U cnocobHocmu
HenocpedcmeeHHO 808/1ekame 3pumesis 8 Ceor cpedy.
Ckynbnmypa sigaisemcsi HocumeJsieM KoJiekmugHol na-
MAMU — MeMopuaabHeIM MeKCmomM, ymeepxoarouum
onpedesiéHHY 8epcuto ucmopuyeckoz2o Happamued. B
CaKkpasbHOM NPoCMpaHcmee oHA 8bicmynaem npogooHU-
KOM Mex 0y 4es108eKoM U mpaHcyeHOeHMHbIM — UKO-
Hoepaghuyeckum mekcmom, Kodupyroujum 6020c108ckoe
codepxaHue 8 8U3yasbHO-naacmudeckoli gopme, 0o-
cmynHol 3pumesiaM pasHo2o yposHs 06pazoeaHHocmu.
B kamepHOM, IUHHOM NpoCcMpaHcmee ckyaenmypa cma-
Hosumcs buoepaguyeckum HappamueoM — MeKCmom
udeHMUYHOCMU U COYUANbHOU npUuHAdiexHocmu.
KnroueBble cnoBa: cky/16nmypa, ceMuomuka, eusyass-
HbI meKkcm, NaMSMHUK, CakpaabHAas N1acmukd, UkoHo-
J102US], MeMOopUaI6Has QyHKYUS.

HbIX TEKCTOB, KOTOpPble Ye/0BEYECTBO KOrja-/u-
60 co3gaBano. Npobaema NPoUTEHNA CKYNbMTY-
pbl Kak TEKCTa MMeeT MPUHLMNNaAbHOE 3HaYeHue
KaK A4/ TEOPUN UCKYCCTBA, TakK U AN MPaKTUKK
ero GyHKUMOHMpPOBaHUA B obuecTse. MNaMATHUK
Ha ropogckown niowaan, penbed Ha cteHe cobopa,
Haarpobue Ha knagbulle, ckynbnTypa B MHTEPbE-
pe — KaXAbll 13 3TUX 0BBEKTOB ABASETCA HOCKTE-
Jlem cneumpuyeckon MHPopmMaLLmMm, CyLLLeCTBYHOLLEN
B MCTOPUUYECKOM KOHTEKCTE 1 OBpaLLEHHOM K KOH-
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KPETHOW ayauTOpUM B oNpeaenéHHOM NpocTpaH-
ctBe. CIOXKHOCTb COCTOWUT B TOM, YTO CKYNbMTYpP-
HbI TEKCT, B OTAnUMe OT BepbasbHOro, He nmeeT
OAHO3HAUHOW «rpaMmaTukmn». Kaxablii 3puTenb
«YUTaeT» ero B Mepy CBOEN Ky/JbTYpPHOM KOMMe-
TEHTHOCTU, MKOHorpadmyeckor obpaszoBaHHOCTH
M IMYHOTO 3MOLMOHaNbHOTO onbiTa. MecTo npe-
3eHTauMM NPOMN3BEeAEHNA CKYAbNTYPbl TakXKe Cy-
LLeCTBEHHO B/AMAET Ha BocnpuaTue. B xpamoBom
MPOCTPaHCTBE NMPUOPUTETHLIM BYAET cakpasibHbll
CMbIC/. BNOAHE BO3MOXHO, YTO ANA MHOTUX 3pW-
Tenen naacTMyeckoe u KOMMO3ULMOHHOE peLle-
HWe ByAyT He CTOMb 3HauUMbl. MOHYMeHTaNbHas
CKYNbMTypa Ha naoliaan HecéT NAeoNornYecKyto
Harpysky, 3atparmpas obLeCcTBEHHO 3HaUYMMble
TeMbl. O6pazbl N NAacCTUYECKNE PELLEHMS B 3TOM
cnydae TpaHCcHOpPMUMPYOTCA B CBA3M CO cneumdu-
KOM 3TOro BUAa CKyAbNTYpbl. DTOT pPa3pbiB MEXAY
3aKOANPOBAHHbBIM U CUMTAHHbIM COODOLLEHMEM CO-
CTaBAsieT OAHY M3 LieHTpanbHbIx Npobiem cospe-
MEHHOW TeopuW CKyNbNTYpPbI.

MoHATME «TeKCT» B COBPEMEHHOM MPOYUTEHUN
CTano MHororpaHHbiM. Ha dopmumpoBaHme noHs-
TUMNHOTO CNOBapA-eKCMKOHa CKYNbMATypbl OKa3sa-
2N BAVISIHME BblAatoLLinecs yuéHble — puaocodsl 1
KyNbTYpPOOTH, CNeLManucTbl MO CEMUOTUKE U JINHT-
BWCTbl, NCKYCCTBOBEAb! U CKYAbMNTOPbI.

FO.M. JloTmaH onpeaensn TeKCT Kak «3aMKHY-
TOE N BHYTPEHHEe OpraHnM30BaHHOE 3HakoBOe MNpo-
cTpaHcTBO» (JlotmaH, 1970). Ans Hero ntoboe xy-
[OXECTBEHHOE MPOU3BEAEHME ABASETCA TEKCTOM,
nockosibkKy obnagaeT BbipaXK@HHOCTbIO (BOMNOLLEH-
HOCTbIO B 3HaKax) 1 OTFPaHNYEHHOCTbIO (Haandmnem
rpaHuULbl, OTAENAIOLLEN ero OT HeXyAOXECTBEHHOM
peanbHocTn). CKy/bNTypa B BbICLUEN Mepe OTBeYa-
eT 060MM KpuTepuam: eé dusnueckmii o6bLéM og-
HOBPEMEHHO fIB/SIETCA CMbIC/IOBOM rpaHuLLEel, 3a
KOTOPOW HauMHAEeTCs MPUHLMUMNANBHO UHOM CMo-
cob cyuwectBoBaHMA GOPMbI.

3. MaHodckunin, paspaboTaB TPEXYPOBHEBYHO
MNKOHONOTNYeCKy METOAONOTNIO, NPEAIOXKNA UH-
CTPYMEHTapWin, BNOJHE NPYMEHUMBIW K CKYAbMAType
(MaHodckmin, 1999). MepBbIli ypOBEHb, AONKOHOTPa-
dunueckoe onncaHme, PUKCMpyeT YNCTO NaactTmye-
ckme pakTbl: 06BEM, dakTypy, Nponopummn, 4Bu-
KeHWe — BCE TO, UTO B «OUMLLEHHOW dopmyne»
KBMHT3CCEHLMW NPeAbABAAET NNWEHHYIO BCAKOW
N36bITOYHOCTUN KOHLIEHTPUPOBaHHYO CyTb. BTopon,
WKOHOTpapuuecKnii aHanus, naeHTMGULMpPYET TEMbI
¥ MOTUBbI. TPETWI, MKOHOIOTUYecKas UHTeprpeTa-
LA, BCKPbIBAET BHYTPEHHWUN CMbICA NpPOU3Bese-
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HWA Kak pedaekcMn MMPOBO33pPEHUA IMOXU. ITa
TPEXCTyneH4aTas Mojenb OMUCbiBaeT MMEHHO TO,
UYTO MPOUCXOANT MPU YTEHUW «CKYAbMNTYPHOrO TEK-
CTa»: OT NMePBUYHOrO BOCMIPUATMA Yepe3 KyNbTYPHYH
NAEHTUOUKALMIO K MOCTUKEHWNIO CMbICNIOB, LIEHHO-
CTeW, KyNbTypbl.

WNccnepoBaTh CkyNbNTYpyY B KOHTEKCTE OKPY>Ka-
toLLLEl Cpefbl, MPU3HAaB NMPW 3TOM, YTO P XyAoXe-
CTBEHHO MHTEPNPETUPOBAHHbIX NPOCTPAHCTB ABAA-
€TCA CAaMOCTOATE/IbHBIMU NAACTUYECKMMM TeKCTaMM,
npeanoxuna P. Kpaycc. Eé koHuenuma o «pacwm-
PEHHOM MoJie» CKYAbNTYpbl NOKasana, 4to B XX
BEKe CKy/NbnTypa nepectana 6biTb 3aMKHYTbIM aB-
TOHOMHbIM 0H6BEKTOM 1 MO3MLMOHMPYET cebs Kak
OTHOLIEHWNE MeXAYy OOBEKTOM M MECTOM, MeXay
apxutekTypoii n naHgwadTtom (Kpaycc, 1979). 31o
OAAHOBPEMEHHO YMHOXWAO TeKCTyaslbHble BO3MOX-
HOCTW CKYNbNTYpPbl: TENepb TEKCTOM CTAHOBATCA He
TONbKO CaM OB6BEKT, HO 1 ero NPOCTPAHCTBEHHbIE
CBA3M C OKpY>KatoLeh Cpeson, C UCTOpPUEN KOH-
KpPEeTHOro MecTa.

M3bickaHns 3TUx nccnegoBaTteneit nerav B OCHOBY
OCO3HaHMWA CKYNbNTYpPbl Kak 0COHOro BUAa HEANHT-
BMCTMYECKOrO TEKCTa, HECYLLLEr0 MHOTOYPOBHEBYHO
MHPOpPMaL MO — MeMOopuabHYyto, naeonornye-
CKYH0, cakpanbHyto, bruorpaduueckyro.

Hanbonee oueBMAHBIM N COLMANBHO 3HAYM-
MbIM TUMOM CKY/NbNTYPHOrO TEKCTa ABASETCA MOHY-
MeHTaJIbHafd U1 MOHYMEHTa/IbHO-AeKOpaTUBHasA
CKY/NbNTYpa B ropoACcKOM NpocTpaHcTBe. MNamaT-
HUK obnasaeT ABONCTBEHHOW MPUPOLONA: C OAHOW
CTOPOHbI, OH AIBNAETCA XY0XKECTBEHHbIM NMPOMU3-
BeJeHMeM, BOM/IOLAOWMM NAACTUYECKYO UAer0
CKyNbNTOPA; C APYroi — odULMaNbHBIM BbICKa3bl-
BaHMeM obuiectBa o cebe camom. Obpalasnch K
KOHKPETHBIM NMpYMepaM, MOXHO PacCMOTPETb PAf
06Len3BecTHbIX MOHYMEHTOB. «MefHbIN BCagHMK»
3.-M. ®anbkoHe (1782) asadet cobol knaccmye-
CKMI NPUMepP MHOFOYpPOBHEBOrO MeMOpPMaabHO-
ro Tekcra. AHanM3npysa ero ¢ NOMOLLbIO Kaaccu-
dunkaunm NaHodCKoro, MOXHO OTMETUTb, UTO Ha
AOVKOHOrpadMUeckoM YpOBHE 3TO AMHAMUYHanA
KOHHas CTaTys: B3MbIBalOLWMIA Ha AblObl KOHb, MO-
NUparoLLUA 3MEHD, U BAacTHas Gurypa BCagHUKa,
npocTuparoLWwero pyky Hag ropogomM. Ha nkoHo-
rpadpnuyeckom — 310 ob6pa3 lMeTpa |, ocHoBaTens
Metepbypra. Ha nkoHonornyeckom — MaHudect
NpocBeLLEHHOro abcontoTnsma, yTBepxaeHune ro-
CyfapCTBEHHOW BOJIM, NPEOA0AEBaOLLEN XaoC Npu-
POAbl U UCTOPUN, ONNLETBOPEHHbBIN B3Abl6EH-
HbIM KOHEM. He cnyyaliHO MUMEHHO 3TOT NaMATHUK

CTan UeHTpaabHbIM 06pa3oM MyLUKUHCKOM NO3MbI
«MegaHbI BCaZHMK»: CKYNbNTYPHbIA «TekCT» Pab-
KOHe MOoayuYunn BTOPOU, ANTEPaTYPHbIN CNOW UH-
TeprnpeTaumu.

CkynbntypHas rpynna B./. MyxuHoi «Pabounii
1 Konxo3Humua» (1937) — obpazeL, NpuHLMNMaNbHO
MHOTO CKYNbMTYPHOrO «TeKCTa». [IMHamuka rpynnbi,
BOCXOAALAsA K Tpaguumum Hukuy, BnncbiBaeT COBET-
CKWU NPOEKT B Yepeay M3BECTHbIX CUMBOJNYECKMX
06pa3oB MUPOBOW KYAbTYpbl. ITO CTPEMUTENIBHOE
ABVXKeHVe Brepés v B3NeTEeBLUNIA KpblibAMM WwWapd
aKKyMyMpyroT BocnoMuHanua o Huke Camodpa-
KnIickon, 06 anneropuyeckon ¢purype Csobogbl
(®. Prog, «Mapcenbesa», 1836) Ha TpuymdanbHon
apke B Mapwuxe, 06 obpase Hukn kak anneropum
nobeapbl Poccnn Hag HanoneoHom (1828) Ha Apke
lnaBHoro wraba B CaHkT-MNeTepbypre n gp. Cemuno-
TUYecKas NJIOTHOCTb MPOV3BEAEHUS CTOJIb BEIVIKA,
YTO CMYCTS NOYTW AEBATb JECATUNETUIN OHO NPOAO-
xaeT GYHKUMOHNPOBATb Kak akTUBHbI MeMOpPU-
aNbHbIN TEKCT.

YHWKaNbHbBIA OMbIT CEMWOTUYECKOrO Nepeoc-
MbICNEHUSA CKYNbMATYPbl KaK TeKCTa npescTaBaseTt
cratya «[laBug» MukenaHaxeno, Kotopas ABAseT-
€A BbICKa3bIBaHWEM O Tene, Ayxe, NoauTuke u bore,
rae KaXkabli popMasbHbIN 3N1EMEHT 3TOrO «TeKCTa»
[laBHO pa3obpaH Ha LWTaThl: «I/1a3», <HOC», <KUCTb
PYKM», «CTOMa»... — 3HaKOMble KaXA0oMy yuyallemy-
€A Xy[0XKeCTBeHHOM wkonbl. Ctatys Jasuga, Tpak-
TOBaHHas B TEPMMHAX KNAaCCUYECKON HOPMbI: KOH-
TPanocT, naeasnbHble NPOMNOPLIUK, SCHOE UNEHEHNE
Macc, NAaCTUYECKUIA A3bIK KNaCCUYECKOW CKYAbMTY-
pbl, — CTana uzeasbHbIM yUebHbIM TEKCTOM Ha Beka.
W3HauanbHO CkyAbNTYpa JOMKHa Oblia BONTU B Xpa-
MOBOE NMPOCTPaHCTBO GIOPEHTUICKOro cobopa Kak
OZlHa U3 BeHajLaTh CTaTyl MPOPOKOB, YTO Tpaau-
LUMOHHO A5 XxpaMoBoro y6paHcTea. Obpas 6ubneir-
CKOTO Lapsa yacto dburyprupoBan cpesm nepcoHa-
el MpaoTeyeckoro psga, CUMBOJIN3MPOBABLLErO
BeTxumit 3aBet. OfHako npov3BegeHne Mukenax-
[>Keno, nopasvellee COBPEMEHHMKOB CBOEN MO-
b0 1 XYAOXECTBEHHOM BbIPa3uTeIbHOCTbIO, 6bIN0
ycTaHoBJEHO Ha niowaan CuHbopumn nepes Ma-
nauuo Bekkbo, pe3naeHLmel ropoackoro npasu-
TesibcTBa PIOPEHLMM, U CTANIO TPAXAAHCKUM CUM-
BOJIOM PIOpeHTUIACKON pecnybanku, eé cBobogbl
N CTOWKOCTU Nepes «BesmkaHamm» — BHELUHUMU 1
BHYTPEHHUMU Bparamu. Hanvuo BaxHas nepeme-
Ha CMblC/1a: OBLLECTBO «UMTaET» 3Ty CTaTyH He Kak
BETXO03aBETHbI TEKCT O FOHOCTU Llapsa-npopoka, a
KakK MOJANTUYECKYH AeKlapaLuio cBO6OAHOrO ro-

poaa ®nopeHumn. Tak TEKCT CKYAbATYPbI pacLlLUMps-
eTCs OT PeNUTMO3HOTO HappaTMBa K rpaXkaaHCKOMy.

CemunoTMUECKOE NMEepeocMbICAEHNE CKYbMATYPbI
YacTo MMeeT U HeraTUBHbIE NPUMEpPbI, BbIPa3nB-
LWneca B NepemMeLleHnn n CHoce NaMATHUKOB Je-
ATENAM UCTOPUMN N KyAbTypbl. OfMH 1 TOT Xe 06b-
€KT, MepeHEeCEHHbI U3 ropoACKOro NPOCTPaHCTBa
B My3eliHoe, npuobpeTaeT NPUHLUMNNANBHO NHOE
3HaueHMe: N3 YyTBEPXXAEHNA NpeBpaLLaeTca B CBU-
[EeTeNnbCTBO, U3 XXMBOTO BblCKa3blBaHWUA — B UCTO-
puyeckmii 4okymMeHT. CKyNbnTypa, yCTaHOBAEHHas
B 06LL,eCTBEHHOM NPOCTPaHCTBE, GYHKLMOHMPYET B
pamMKax onpesenéHHOro KyJbTYpHOro KoAa, CUCTEMBI
KOHBEHLMOHaNbHbIX 3HAaYEHWI, pa3aenseMbix CO06-
LLLeCTBOM 1 MO3BOJIAIOLLMX YNeHaM 3TOro coobuue-
CTBa «UMTaTb» NaMATHUK. Y. DKO MOHMMaN KOJ Kak
COBOKYMHOCTb NpaBu, MO KOTOPbIM 3HAaK COOTHO-
CUTCA C coaep XXaHNeM: KOA He AaH OT MPUPOAbI, HO
ABAETCA NPOAYKTOM JOrOBOPEHHOCTH, YKOPEHEH-
HOW B Ky/abType (3o, 2004). JToTMaH yTOUHSA: KOZ
paboTaeT MLWb NOCTONbKY, MOCKOAbKY CYyLLECTBY-
eT coobulectso, UM Baagetouee (JlotmaH, 1970).
Koraa coobuectBo pacnajaercs, KO YMOJKAET, 1
TEKCT, HEKOTAa 3By4YaBLUMIA B NOAHYHO CUY, NpeBpa-
LaeTcA B HEMOM 06bekT. MexaHW3Mbl yTpaThl Kyb-
TYpPHOro koga MHoroobpa3sHbl. CMeHa ngeonorum,
3abBeHue nctopuu, ytpata MAEHTUYHOCTU ANLLAOT
MOHYMEHT TOW CUCTEMbI LLEHHOCTEN, B KOTOPOW OH
6blN CO34aH 1 KOTOPYHO 6blN NPU3BaH YTBEPXKAATb.
VicTopuueckme nepemeHbl — PeBOOLNN, 3aBOE-
BaHWs, Aemorpapurueckme Katactpodbl — YHUUTO-
>KaT CaMo coobLLecTBO, bbiBLLEE HOCUTENEM KOAA.
KynbTypHbIl pa3pbiB MeXAY NOKONEHUAMU Pa3Mbl-
BaeT CMbIC/IOBble KOHBEHLMW NMOCTEMNEHHO: CTaTys,
MOHATHasA AeAaM, NPeBpPaLLaeTca 414 BHYKOB B Ae-
KOPATUBHbIN 31EMEHT rOpOACKON cpeabl. Fnobann-
3aUMs M MUTPaLMsa HaceNeHUs Co34aroT NPUHLK-
NUanbHO HOBYIO CMTyaLMIO: B OAHOM FOPOACKOM
NPOCTPaHCTBE COCYLLECTBYIOT HOCUTENN HECOBME-
CTUMbIX KYJAbTYPHbIX KOAOB, Y NaMATHUK, 1erMTUM-
HbI A1 OAHOWM YacTX rOpoO>KaH, OKa3bIBAETCS Yy-
XUM UAN BpaxzaebHbIM ans apyroi. Hanpumep, B
CLUA B nepeoi yetBeptn XXI Beka npolsia BoA-
Ha CHOCOB MOHYMeHTOB aesTenen KoHdesepaumm.
Cratym reHepanoB Pobeprta Jin, Tomaca [>xekcoHa
N ApYrnx BOEHa4Ya bHWKOB, BO3BOAMBLUNECS B KOH-
ue XIX — Hauane XX Beka, 6bIAM OCMbIC/EHbI Ya-
CTbto obLLecTBa Kak KOAbl pacoOBOro rocnoAcTsa v
nerntumaumm pabosnageHus. ObLecTBO oTkasa-
NOCb OT 3TUX KOAO0B NYH6JNYHO U J@MOHCTPATUBHO.
CHOC MOHyMeHTa NpeBpaTuACa B nepdopmMaTUBHBbIN
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aKT OTpeyYeHus OT onpesesEHHON CUCTEMbI LLeH-
HocTeW. Mpu 3TOM XyA0>KeCTBEHHas LEHHOCTb MO-
HYMEHTOB He 6blna NpuHATa 06LWEeCTBOM BO BHU-
MaHue. CkynbnTypa B Ny6AMYHOM NPOCTPAHCTBE,
ABNABLUAACA HEKOra HOCUTENIeM YXe He aKTyasb-
HOro Kofa-TekcTa, B 6osbLuel CTeneHn, Yem apy-
rMe BUAbl NCKYCCTBA, MOABEPraeTcs paspyLleHuto.

ApKoW nnnrocTpaumen HpaBCTBEHHON Npobie-
Mbl OTPULL@HUSA UCTOPUN CTasl CHOC UAU NepeHOC
BOEHHbIX MaMATHUKOB B psfie CTpaH NOCTCOBETCKO-
ro npoctpaHcTea (YkpauHe, I'py3um, Mpunbantuke), a
TakXe B cTpaHax BoctouHow v 3anagHon EBponbl.
MHoruve 13 paspyLUeHHbIX NaMATHUKOB IBASANCH
BbIAAIOLLMMUCA NPOU3BELEHNAMMN UCKYCCTBA, U UX
yTpaTy MOXHO OTHECTU K HEBOCMOJ/NIHMMbIM MoTe-
paM. Hanmuo npvMep HaCUAbCTBEHHOTO MOAUTUYE-
CKOro MnepenucbiBaHNA KOAOB 1 CMbICIOB UCTOPUMN.
Tonbko B HEKOTOPbIX CIyHasx NaMATHUKK Bblan co-
XpaHeHbl U MepeHeceHbl B agpyrne mecta. Mysee-
durKauma HepaspyLleHHbIX BOEHHbIX MaMATHWUKOB,
KOHEYHO, COXPaHAET MX, HO MEHAET CTaTyC C «XKU-
BOrO BblCKa3blBaHWSA» Ha «CBUAETEIbCTBO.

HeobxoanmMo OTMEeTUTb, UTO NMpoLecc yTpaThbl
KoZa He BCerga CBsi3zaH C NOJUTUYECKMMU NOTPSA-
ceHuamu. Ermnetckne obennckn, nepeHecéHHble Ha
naowaaun MNapwxka v JIoHAOHa, NPOLWAN MHOrOBe-
KOBOW MyTb NMOJHON CEMUNOTNYECKON TpaHCPopmMa-
umnu. MokpbiTble Meporandamu, Hekorga ObiBLIN-
MW CaKpasbHbIMU TeKCTaMU, OHW NPEBPaTUINCL B
3/1eMeHTbl TOPOACKOro aHcambnsa, fekopaTUBHbIE
BEPTMKaAW, CMbIC/IOBaAs HAaMOAHEHHOCTb KOTOPbIX
cBeslach K obLen naee «4peBHOCTU» U «3K30TU-
Kn». VIx nepBoOHayanbHbIN KOA CTan AOCTOAHUEM
NNLWb HEMHOTUX cheunanmctos. MHTepecHo, UTo
JNlykcopckmii obenmnck, co3paHHbii npu Pamcece |,
«[0MNONIHEH» KAPTUHKAMM-TEKCTaMM O TOM, Kak ero
AEMOHTMPOBaNV 1 BbIBO3MAN U3 ErvnTa, 1 Kak ero
npusesnn B MNapux. MHOXeCTBO rpeko-puMCKmnx
CTaTy B My3eWHbIX 3anacHMUKax pasgenstoT Ty Xe
CyAbOy: AMWIMBLINCE UMEH, aTPpUOYTOB U KOHTEK-
CTOB, OHM CYyLLLECTBYIOT Kak dpopmanbHble 0bbek-
Tbl — MpeKpacHble Tena, yrpatmeine buorpaduto.
3TO COCTOsIHME MOXHO 0B03HAUNTL MOHATUEM «Ce-
MMOTUYECKOW MYyCTOTbI»: CKY/bMNTypa NpeBpaLlaeTcs
B UMCTYIO MIacTUUECKyt0 GOpMY, ULLEHHYHO Nep-
BOHa4a/bHOro coZepxaHus. Takoe NponsBeseHne
yTpauvBaeT NepBOHaYaNbHbI TEKCT U NpPeBpaLLa-
€TCA B MOBOZ ANl HOBOTO MPOUTEHMS.

VIMeHHO 3aeCb OTKPbIBAETCS BOIMOXHOCTb «Me-
peKkoANpPOBaHNA»: HOBOe ObLLECTBO HajenaeT cTa-
pyto GOpMy HOBbIMU CMbICAaMU. Xy0XXECTBEHHblE
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NPOeKTbl NOCNEAHUX AECATUNETUI aKTUBHO IKCMY-
aTMpPYIOT 3Ty BO3MOXHOCTb. Hanpumep, oguH 13
YeTbIpEX NocTamMeHTOB aHcambas Tpadanbrapckow
naowaan, co3ganHbix B 1841 rogy no npoexty ap-
xuTekTopa Y. bappw, 6b1 OTAaH A5 NAACTUUYECKNX
BbICKa3blBaHU COBPEMEHHbBIM CKYbMTOPaM: Ha ny-
CTYHOLLMI MOCTaMEHT Yepes onpeaenéHHbI BpeMeH-
HOW MHTEpBa/l NMOMELLLAETCH HOBbIV OOBEKT, KOTOPbI
Cpa3y 0Ka3blBaETCA B UCTOPMYECKOM KOHTEKCTE TPEX
ctatyi: kopons leopra IV (1843, ck. ®.J1. YaHTpw),
reHepana Y. [. Heinupa (1856, ck. Ax. I'. Agamc)
1 reHepan-maiopa . Xagnoka (1861, ck. Y. beHec),
YCTaHOBJIEHHbIX Ha ApYrMX NOCTaMeHTax paHee. AHa-
NOTNYHaA CUTyaums, CBA3aHHasA C BXOXAEHNEM HO-
BbIX MPOU3BEAEHUIA CKYAbNTYPbl B UCTOPUYECKUNE
aHcambau, npounsoLuna Ha niowaaun Batepnoo, LeH-
TpasibHbIM NaMATHUKOM KOTOPOW ABAseTcs 37-Me-
TpoBas KonoHHa repuora Mopkckoro (1832, apx.
b.[. Yaiiert; ctatys — ck. P. ¥YacTmakoTT, 1834). Pa-
AOM pacnosnioxeHbl Memopuan KpbIMCKOM BOMHBI
(1861, ck. Jxx. benn) n cTtaTyn y4acTHMKOB BOEH-
HbIX KamnaHuii. B anpene 2026 roga Ha 3TOM MecTe
BO3HWKAA HOBaA CTaTys, NpeacTaBastowas oburypy
LuaratoLLero ¢ NocTaMeHTa YeoBeKa B ,€/10BOM
KocTtome. Ero anuo ckpbiTo pa3BeBatoLLMMCA 3Ha-
MeHeM (ck. baHkcn). N 3aecb BO3HMKaET BaXKHas
TeMa: HaCkO/IbKO 3pUTe/b COrlaceH C Taknm pac-
LWMpPEHMEM NPOYUTEHUSA UCTOPMYECKOrO TEKCTa, He-
COMOrO CKYNbNTYPHbIM aHCcaMbnem?

NHoe npouTeHue nMeeT cKyNbNTypa B cakpasib-
HOM NPOCTPaHCTBe, KOTOPOE NCTOPUYECKUN ABAS-
€TCsA NePBUYHOW CPesOol CYLLeCTBOBAHWS CKYIbMTY-
pbl. 38400 A0 NOABAEHWA MYBANYHOTO MOHYMEHTa
CKYZIbNTypa CAYXWa CBA3YIOLLMM 3BEHOM MeXAY Ye-
NIOBEKOM M CaKpabHbIM: BoMnJoLana 60ros, npes-
CTaB/ANa CHOXETbI CBALLLEHHON ncTopUn. 3anagHo-
eBponenckas rotmyeckas ckyabntypa COBOpHbIX
nopTanoB — OAWNH 13 Hanbosee KpacHOPeEUMBbIX
NPUMEPOB CO3HATE/IbHOrO CO3aHNA «4UTaeMOoro»
nnactuyeckoro Tekcta. Moptansl LapTpckoro co-
6opa (XII-XIIl BB.) 1 Pelimcckoro cobopa (Xl B.)
npeaAcTaBAstoT cobol pa3BeTBAEHHbIE KOHOTpPa-
duryeckme nporpaMmebl, OXBaTblBaroLLME BCHO UCTO-
pvro CeaweHHoro MNucaHua. CpeaHeBeKOBbIE TEO-
oMM NPAMO HasblBaAW CKyNbNTypHOe yOpaHCTBO
cobopos «bnbaveln ans HerpamoTHbIX». B ycnosu-
fIX TOTa/JIbHOM HErpPamMoTHOCTM BOMbLUMHCTBA Hace-
NIeHUs NnacTMyecknin obpas BbINOAHAN GYHKLUIO
CBSILLLEHHOrO TeKCTa, AOCTYMHOro Bcem 6e3 uckto-
yeHus (MaHodckmin, 1999). Hecylume ckybNTypHbIE
n3ob6paxeHuns nopTanbl, UKOHOCTAChI, penbedHble

WKOHbI, MpeaMeTbl AIMYHOro HaaroyecTus ABASAN
cobol nkoHorpapumUeckmnii cnoBapb: kaxgas ¢ou-
rypa, kaxapli aTpubyT, Kaxoe XecToBoe coyeTa-
Hue 6b110 KOHBEHLMOHAaNbHBIM 3HaKOM, yCBanBaB-
LIMMCS Yepe3 NpaKTuKy borocnyxxkeHus. B atom xe
KOHTEKCTe «UMTaeTCs» pycckasi XpaMoBas CKyJib-
nTypa, ot 6es10KkaMeHHbIX XpamMoBbIX pesibedoB A0
pe3HbIX MKOHOCTAcoB. PesibedHbilt gekop AmMutpu-
eBckoro cobopa Bo Bragumupe (1194-1197) agns-
eT cneunduUeckn pycckyro TpaamLmIo cakpaibHO-
ro naactuyeckoro Tekcra. ®acagbl cobopa NOKPbITHI
CNJOLWHbLIM KOBPOM 6enokamMeHHOW pe3bbbl: CBS-
Tble, TPUPOHbI, KEHTaBpPbIl, PacTUTENbHbIE OPHAMEH-
Thl CK1aJbIBAOTCS B CIOXHYH MKOHOTpaduyeckyto
nporpaMmy, L0 CMX MOpP BbI3bIBAOLLYO HayUHble
cnopbl. 34ech HarSAHO NPOSABAAETCA MPUHLMM «Ce-
MWOTMYECKOMN MJOTHOCTM»: MAACTUUECKMI TEKCT Ha-
CTO/IbKO HacCbILLEH 3HaKaMmu, UTo KX pacwmndpoBka
M NpoUTEHMe TPeBYHOT CcneLmanbHbIX 3HaHUN — U
TEM He MeHee Kaxbll BXOAALLMIA CUNTbIBAET rNaB-
HOE: 3TO MPOCTPAHCTBO CakpasibHO, 34eCb MECTO
npucyTcrema bora.

Ecnn MOHyMeHTanbHas 1 cakpasbHas CKyAbMnTy-
pa obpalleHa K KONNEKTUBHOMY aZpecaTy, TO Haf-
rpobHas ckynbnTypa HECET NPUHLMUMMANBHO MHOWN
TUN TekcTa: buorpadpruecknin, MHTUMHbIR, CTaTyC-
HbI. Ernetckne norpebanbHble CcTaTym, rpeveckme
HaArpobHble CTeNbl, peHeccaHCHbIe HaArpobwus, co-
BPEMEHHbIE MeMOpPUaJibHble KOMMJIEKCbI, M306uay-
toLLME CKYNbNTYPHBIMU 06paszaMu, — BCE OHU CYTb
TEKCTbl, MOBECTBYHOLLNE 06 MHANBUAYANbHOMN XMN3-
HY 1 eé MecCTe B COLMasbHOM MOpsAKe. 3TN TeKCTbI
He MPOCTO NPeABLABAAOT UCTOPUIO NOrpebasbHOro
naMaTHMKa Kak XaHpa, HO OTpaXkatoT U3IMEHEHUS
camoro cnocoba BonJowWwaTte YeaoBeyeckoe npu-
CyTCTBME MOC/e cMepTU. B ogHOM ciiyyae Hagrpo-
6u1e cTpeMnTCca yaepatb JMUYHOCTb, MPOAAUTL eé
3eMHYI0 BUAMMOCTb, 3aKPEMUTb YepThbl, CaH, PaHr,
6uorpaduryeckyto pasInumMMocTb; B 4pPYroM — OHO
HaunHaeT paboTaTb Kak TEKCT, HAMOAHEHHbIA CUM-
BOJIaMW, COAEPXKaLLMI CKPbITble, MHOXECTBEHHbIE
CMbIC/IbI, TPEeBYHOLLME BHUMATENBbHOMO U 3HAKOLLETO
«ymTaTens». IBONOLUA MEMOPUANbHOM NAACTUKU
OT MepPCOHbl K CUMBOJY, OT NOPTPETHON JOCTOBEP-
HOCTW K MeTahU3nNUeCcKor KOHCTPYKLMM 1 OMnpese-
NAET OAHY U3 BaXKHEMLUMUX NINHWI pa3BUTUSA eBPO-
nercKor MeMopuanbHOM CKYAbNTYpbI.

3ameuatenbHbIM MPUMEPOM 34EeCh MOTYT C/ly-
XUTb Haarpobus Meauuu, rae NepcoHbl yComnwmx
CTanu BOMJOLLEHMEM MOMNYAAPHbIX B 3N0OXy Bos-
poxaeHuns dunocodckunx naen. NpakrTmyeckn ytpa-

TUB MMeHa COBCTBEHHbIE, KOTOPbIE Hayanu nyTaTb
YK€ UX COBPEMEHHWKM, repLori ctaam oTpaxeHu-
€M XapaKTepoB — JeNCTBEHHOTO 1 co3epLaTeib-
Horo. MukenaHaXeno «nepenncbiBaeT» TpagnLm-
OHHBI TEKCT, OTKa3aBLUWNCb OT OMNCaHNA NePCOHbI.
Kanenna Megnum — 3T0 N1€KCMKOH CUMBOJIOB BHE
KOHKpeTHOW buorpadumn. Anneropunyeckue ury-
pbl «YTpa», «Beuepa», «JHa» n «<Houmn» passopa-
UMBAIOT NNACTUYECKNIA TEKCT O BPEMEHM, BAacTu
n 6eccmepTnm, AoNycKaroWmii becyncieHHble NH-
TeprnpeTtaunn, HO He NOAAAIOLLNIACA UCUepnblBa-
tOLLLEMY MPOYTEHUIO.

[oBOpSA 0 NepcoHanbHOM CKy/NbMTYPHOM TEKCTe,
Heobxo0AMMO OCTaHOBWUTLCS Ha XKaHpe NopTpera,
KOTOPbIA GYHKLMOHMPYET Kak bruorpapuyecknin Hap-
paTuB. Bepn3m pMMCKOro cKkyabnTypHOro nopTpe-
Ta, NPUHLMN 6e3XXanocTHOM dpukcaumm Gpusmyeckmnx
0CObeHHOCTEN, NpeBpaLLan NoOPTPET B AOKYMEHT,
COXPaHABLUNIA TeNeCHYIo AEHTUYHOCTb YesoBeKa
nocne ero cMepTu. MNMopTtpeTbl anoxum [poceeLe-
HUs — cBoeobpasHble MaHNECTbl YTBEPXKAEH NS
naeanoB pasyma u ceobogpl. broctbl 'yaoHa — Bosib-
Tepa, Pycco, ®paHknnHa — Xy[0>KeCTBEHHbIE BbICKa-
3blBaHWA U MKOHOTrpadmyeckmne JOKYMEHTI, a Tak-
>Ke KOHLenTyasbHble BbICKa3blBaHWUA O LLEHHOCTAX
anoxu. ViHTepeceH anun3og4 co cBoeobpasHbIM ne-
penvcbiBaHeM OAHOro Takoro Tekcta. B 1776 rogy
X.-B. Muranb co3gan cratyto 06HaxxEéHHOro BonbTe-
pa (Mapwx, NHcTuTyT ®paHuun) n npescraBun CBoé
npovseegeHune B napumxckom CanoHe. Hatypanunam,
OT/NINYALOLLMIA 3TO NPOM3BEAEHUNE, HE BOCXUTWUA 3pU-
Tenen. CkynbnTypa, MacTepckn BOCNPOM3BOASALLAsA
CTapoe HEMOLLHOE Tes10 BENNKOro 76-1eTHero ¢u-
nocoda, ctana obvekToM HacMelek. B 1781 roay
l'yAOH nepenucan 3Ty CTpaHuuy, co3aas «napadpa-
3y» npousBegeHns MNurans. CKynbnNTop CKPblA HaroTy
“ HemMoLLb BonbTepa B WMPOKMX CkNagkax obnaye-
HWs, Npuaas eMy o6pa3 aHTM4YHOro punocoda. Bo
BCEX CNyYasnx CKYAbMTYPHbI NOPTPET — 3TO 0CO-
6bIli TEKCT, B KOHTEKCTe HONbLIOW TeMbI, packpbl-
BaloLLEN MAer NPeACTOAHWA Nepes BeUHOCTbHO.

B KOHTEKCTE UcCcnefoBaHNA CKYAbNTYPbI Kak Tek-
CTa KabuHeTHaA cKynbnTypa U Me/KaA naacTuka
COCTaBAAOT 0CO6bIN niacT. Konnekums aHTUYHbIX
TOpCOB B 6MBANOTEKE PEHECCAHCHOrO rYMaHMUCTa,
6pOH30BbIE CTATy3TKM Ha KaMWHHOW MOJIKe apu-
CTOKpaTUyeckoro ocobHska, apdoposble Guryp-
KM KpecTbsiH B cobpaHum meueHata XIX Beka, ca-
KpanbHas Mesikas naacTvka B BUAE NMyTHbIX MKOH U
CKNafHel — 3TO TeKCTbl O COLManbLHOM cTaTyce U
KyNbTYPHOM MAEHTUUYHOCTM, 3CTETUYECKMX NPesno-
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UYTEHUAX U INYHOM BnarouecTun Bragenoua. Cam
BbIGOP CKYNbNTYPHbIX O6EKTOB ANS JIMYHOTO MPO-
CTPaHCTBaA SIBASETCA BbiCKa3biBaHMeEM O cebe, obpa-
LLEHHBIM K Y3KOMY KpYry NOCBALLEHHBIX 1 obpacTato-
LM CO BpEMEHEM MEePCOHAbHbIMU KOHHOTaLMAMM,
CEMEWNHOWN UCTOPUEN N CIOSMU NAMATK.

Ocobyto CNOXHOCTb MPeACTaBAAET «UNTAEMOCTb»
COBPEMEHHO abCTPAKTHOW CKY/IbATYpPbI. ABTOpPbI
Takux MPOU3BEAEHNN HAMEPEHHO YXOAAT OT MKO-
Horpaduyeckon y3HaBaeMoCTu 1 obpallaroTcs K
NAacTUYECKOMY TEKCTY UncTbix dopm. BpaHky3u,
XenyopT, l'abo, MNeB3Hep NCKNKOUNAUN U3 CBOMX NPO-
N3BeAEHNIN BCE, UTO MOTA0 BbITb MAeHTUULMPOBA-
HO Kak Mumecuc, noaobre peanbHOCTH, CTPEMACH K
naacTM4eckoMy BOMJOLLEHNIO YACTON naen — nna-
CTUKe GopMbl. Pe3ybTaToM CTan TEKCT NpeAesibHOMN
KOHL,ENTYa/lbHOW CNOXHOCTU, JOCTYMHbIA B CBOEN
MaTepuanbHO-NepLEenTUBHOW HEMOCPEACTBEHHOCTY:
Ntobol 3puTent UyBCTBYET PUTM U MAACTUKY — HO
He KaXkAbli CNocobeH npounTaTth eé Kak ¢punocodp-
CKOe BbICKa3blBaHWe 0 NOAHOTE GOPMbl UM TPaHC-
bopmaL MM NpoCTpaHCTBa CPeACTBAMU CKYbMATYPbI.

A. [I>kakoMeTTn n3bpan UHOM NyTb: ero BbITA-
HyTble, 6ecTenecHble Gurypbl’ cosgatoT gpamaTti-
Yeckui TEKCT, CYNTbIBAEMbI Ha YPOBHE TENECHO-
ro paspyLleHus n MeTapuan4eckon TpeBoru. IToT
TeKCT o6paLlaeTca K apxanyeckmm ciosM BOCnpu-
ATUSA, MUHYS UKOHOTpaduueckyo MaeHTUdUKaLmo:
OH He TpebyeT cneLmanbHOW NOArOTOBKM, HO Tpe-
6yeT roTOBHOCTW K BCTPeUe C YesioBeYeckon yas-
BMMOCTbHO.

. Myp co3gan kopnyc 6uomopdHbIx GopmMm, B
KOTOPbIX GUTypbl Ye/0BEYECKOro Tefa — MaTb C
PebEHKOM MAN nexallas — NoCTerneHHo pacTBo-
PAKOTCA B OPraHNYeCKNX COUIeHEeHMAX, Pa3MbIKatoT-
€Sl Ha COCTaBHble YacTu. Ero ckynbnTypbl «4mTatoT-
CA» KaK TeKCTbl O TeJIeCHOCTU, O CBA3M YesioBeKa C
MPVPOAOIA — HO 3TO UTEHUE NMPOUCXOANT B OOXOA
CO3HaHWA, Ha YPOBHE TeNECHOW NaMATU U NepPBUY-
HOro onbiTa GopMbI.

Jo6oii TekcT npeagnonaraeT umtatens, 1 BO-
NpOC O TOM, KTO UMEHHO YMTaeT CKYNbMTYPHbIV TEKCT
M KaK YMTaeT, ABISETCS OAHUM U3 KIHOUEBbIX B TEO-
pyM NaacTMYeckoro UckyccTea. MaHodckuii 3ameTn,
4YTO MOJIHOLEHHOE MKOHOIOTMYECKOE NPOYTEHNE
npousBeseHuns TpebyeT cneLmanbHbIX 3HAHUR, He-
BOCTYMHbIX pagoBoMy 3putento (MaHodckmi, 1999).
O3Hauaet /M 37O, UTO BONBLUNHCTBO NHOAEN UNTAOT
CKYNbMTYpPY «HenpaBuabHO»? OTBET 3aBUCKT OT TOTO,

A Oxakomettu. "Vigywnii yenosek" 1960 r.
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KaKoW YpOBEHb «YTEHUs» cUMUTaTb HEOHXOAMMBIM.
MoceTnTenb xpama, He UMeROLLMIA NCKYCCTBOBEAYE-
CKMX 3HaHWI1, 6e30WNBOYHO CUNTBIBAET CakpasibHYHO
TemMaTuKy — NPUCYTCTBME BbICOKOTO, OCBALLEHHOTO
CMbIC/IA, «4MTaeT» MKOHOorpaduueckyro nporpammy
penbedoB, HO, BO3MOXHO, HE OLLeHUT MacTepCTBa
NAacTMyeckoro petleHus. NMaMaTHYK B ropoje BoC-
NPVHUMAaETCs KaK 3HaK BAacTu 1 oduLManbHON na-
MATW. Takum 06pa3om, «UTeHne» CKybATypPbl NPO-
WCXOANT Ha HECKOJIbKMX MapaiesibHbIX YPOBHSX. Y.
KO Ha3blBaj 3TO «OTKPbITOCTbIO» NMPOU3BEAEHUS:
XYA,0>XXEeCTBEHHbIA TEKCT 0bpaLlaeTcs K YntaTensm
pPa3HOM KOMMETEHTHOCTU U KaXA0My OTKpbIBaeT
CBOW ypoBeHb cMblica (3ko, 2004).

Kpu3nc «umtaemMoct», 0603Ha4MBLLINACA B UC-
KyccTtBe XX Beka, NOCTaBUA NPUHLMMAMANbHBIA BO-
Npoc: ABAAETCA N HEMNPOUUTAHHbIN TEKCT TEKCTOM?
OtBeT JloTMaHa 6bl1 OJHO3HaYHbIM: TEKCT CyLLEeCTBY-
€T He B CO3HaHWW aBTOpa W He B CO3HaHWKN YyuTaTe-
Nf, HO B MPOCTPaAHCTBE MeXAY HUMWU — B akTe KOM-
MyHMKauun (JlotmaH, 1970). Ecan koMMyHMKaLma
He cocTosach, TEKCT He nepecTas CyLecTBOBaTh.
OH npocTo He 6bin NPOYNTaH B A@aHHOM KOHKpeT-
HOM C/lyyae. OTO CHMMAET C XYAOXHWKa OTBETCTBEH-
HOCTb 3@ rapaHTUPOBaHHOE MOHVMaHWE, HO He OC-
BOHOXAaeT OT OTBETCTBEHHOCTM 3a CO3JaHune TeKCTa,
NOTeHLMaNbHO AOCTYMHOrO XOTA 6bl YaCTUYHOMY
NPOYUTEHMIO.

B 3akntoueHmne cnegyet OTMETUTb, UTO CKYAbMTY-
pa BO BCEM MHOroobpasnm CBOUX MCTOPUYECKMX
bopMm ABASETCA NOAHONPABHBIM U CEMaHTUUECKN
6oraTtbiM TEKCTOM, 061agatoLWnmM cneyndurnyeckumm
cBOWCTBaMMW. ITa cneundurka — B eé TpEXMEpPHO-
CTW, CYLLeCTBOBaHWMN B peasibHOM NPOCTPAHCTBE U
BPeMeHMN 1 CNOCOBHOCTN HenocpeCTBEHHO BOB-
nekatb 3puTens B cBoto cpegy. Ckynbntypa aBaseT-
€Sl HOCUTENEM KONIEKTUBHOW NaMsaTh — MEMOpPU-
aNlbHbIM TEKCTOM, YTBEPXKAAIOLMM ONpesenéHHyto
BEPCUIO UCTOPUYECKOro HappaTtuea. B cakpasbHoM
NPOCTPaHCTBE OHa BbICTYNaeT NPOBOAHUKOM MeX-
Ay 4eNoBEeKOM M TPaHCLEHAEHTHbIM — MKOHOrpa-
buryeckMM TEKCTOM, Koanpytowmm BorocioBckoe
coAep>KaHue B BM3yanbHO-MNaacTM4Yeckon popme,
JAOCTYMHOW 3pUTENAM pa3HOro ypoBHs obpaso-
BaHHOCTWU. B kamepHOM, IMYHOM NpPOCTpPaHCTBE
CKY/NbMTypa CTaHOBUTCA buorpadpuyecknm Hap-
pPaTUBOM — TEKCTOM UAEHTUYHOCTM N couMnanb-
HOW NpuHagnexHocTw. MNpuHUMnmnasbHoe CBOMCTBO
CKYJbNTYPHOrO TEKCTa — ero NOANPOHNYHOCTb. B
oTnMume ot BepbanbHOro BblCKa3blBaHUA, CKYb-
nTypa He MOXeT ObITb «NpoYnTaHa» O4HO3HAYHO

1 OKOHYATENbHO: KaXAbl1 HOBbIV 3pUTEJIb, KaXabli
HOBbI UCTOPUUECKMI KOHTEKCT OTKPbIBAET B HEM
HOBble CMbICNIOBble cnoun. CeMnoTuyeckas naoT-
HOCTb MJIAaCTUYECKOTO NMPOU3BEAEHUSA rapaHTUpYy-
eT ero akTyaJbHOCTb Ha NPOTAXEHWUMW CTONETUIA U
ThicAueneTnii. Mbl NPOAOAXKAEM «UNTATb» CKYb-
nTypbl ®uamnsa n Mpakcutens, XoTs 6ONbLINHCTBO
MKoHOrpadMueckux KoLoB, B KOTOPbIX OHW Bblu
HamnucaHsbl, JaBHO yTpayeHo, MOTOMY UTO Ha A0-
MKOHOrpadunUeckoM, NepLenTMBHOM YPOBHeE 3Tu

Npoun3BeAeHNs NPOAOAXKAKT FOBOPUTbL C HAMU Ha
A3blKe, He TpebytoleM nepesoga. CkybNTYPHbIN
TEKCT MPUHLMUMMANBHO OTKPLIT: OH He TpebyeT oT
3puTens crnewumanbHOM NoAroToBKU A/t TOFO, YTOObI
6bITb BOCMPUHATBLIM, HO BO3HarpaxxAaeT noArotos-
NEHHOTO 3puTens HecpaBHEHHO Bonbliel rnybu-
HOM CMbIC/1a. B 3TOM OTHOLIEHWM CKYAbMATYpa HU-
yeM He OTAMYaeTCs OT N0HOro BeNKOro Tekcra:
OHa FOBOPUT CO BCEMW, HO KaXXAOMy OTKPbIBaET-
CSl MO Mepe ero roTOBHOCTU CAyLlaTh.
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THE SARUQ AL HADID RING: FROM AN IRON AGE
ORNAMENT TO THE SYMBOL OF EXPO 2020 DUBAI

Summary: This article traces the artistic life of a single
object: a gold ring one centimetre in diameter, found at
the Iron Age archaeological site of Saruq Al Hadid in Du-
bai, which three thousand years later became the emblem
of Expo 2020 Dubai and the basis of the Al Wasl Plaza
dome. The ring is examined as a work of the jeweller’s
art: its form, rhythm, technique and the expressiveness of
the miniature are analysed. The article then follows how
this artistic image was read by the designers and archi-
tects of the twenty-first century, and what meanings the
ancient form acquired in a graphic sign and in a structure
of urban scale: connection, continuity and a turn towards

Among the thousands of objects recovered from
the sands of Dubai’s southern desert there is one
whose role has extended far beyond the museum
vitrine. Its diameter is little more than a centimetre,
its age some three thousand years. On 27 March
2016 its outline, projected onto the facade of the
Burj Khalifa, was unveiled as the emblem of Expo
2020 Dubai, a world exposition devoted to the fu-
ture (Algethami 2016a; Gulf News 2016). Five years
later the same outline became the dome of Al Wasl
Plaza, the central square of the exposition and one
of the largest structures in the contemporary Emir-
ates (Adrian Smith + Gordon Gill Architecture n.d.).

The subject of this article is that path: from an
ornament made in an Iron Age workshop to the sign
under which a nation presented its vision of the fu-
ture to the world. The question it raises belongs to
the history of art: why was this particular form, of
all others, able to cross three millennia and speak
again in a new age? The answer is sought not in
archaeological statistics but in the object itself, in
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the future. A comparison with other archaeological finds
that have become modern symbols reveals what sets the
Saruq Al Hadid ring apart: here the image did not remain
a flat sign but was unfolded into architectural space. The
author concludes that the power of the Sarug Al Had-
id ring as a symbol lies in its artistic structure, a closed,
rhythmic and open contour that proved capable of carry-
ing meaning at any scale.

Keywords: Sarug Al Hadid, gold ring, Arabian Iron Age,
jeweller’s art, granulation, Expo 2020 Dubai, Al Wasl Pla-
za, architectural form, cultural heritage, symbol.

its composition, rhythm and expressiveness, qual-
ities that today’s designers read as clearly as the
ancient master had set them down.

The site of Saruq Al Hadid (“the way of iron”)
was discovered in 2002 by Sheikh Mohammed bin
Rashid Al Maktoum, Vice President and Prime Min-
ister of the UAE and Ruler of Dubai, who noticed
dark patches of metallurgical slag among the dunes
while flying over the Al Marmoom desert some 70
to 80 kilometres south-west of the city (Dubai Mu-
nicipality n.d.; Dubai Culture and Arts Authority n.d.).
Over two decades the site was investigated by mis-
sions from Jordan, the Dubai Desert Survey, the
Spanish Sanisera Archaeology Institute, the German
team of Thomas Urban and Partners and the Uni-
versity of Warsaw; the largest project was that of
the University of New England led by Lloyd Weeks
(2014—-2017) (Weeks et al. 2017; Polish Centre of
Mediterranean Archaeology 2019). The bulk of the
finds belongs to Iron Age I, 1100-600 BCE (Weeks
et al. 2017; Magee 1996).

Sarug Al Hadid Archaeological Site, Dubai. Courtesy of Arabian Business

Sarug Al Hadid was more than a place where
metal was smelted. Weapons, vessels, seals, orna-
ments and traces of craft production point to a
meeting place: communities from different parts of
the region came here to trade, to work and to per-
form rituals (Weeks 2023). The finds include some
450 gold objects together with the waste from their
manufacture, evidence of the first archaeologically
attested jewellery workshop on the Arabian Penin-
sula; its craftsmen were skilled in lost-wax casting,
forging, filigree and granulation (Soriano et al. 2018).
The granules of the Arabian pieces are flattened,
deliberately irregular and joined with silver solder:
this is the signature of an independent school, not
a copy of Near Eastern models (Zielinski and Weker
2018; Soriano et al. 2018). The ring in question was
found by the Dubai Desert Survey during the 2008-
2009 seasons (The National 2016; Dubai Municipal-
ity n.d.). It was made by a craftsman working at a
centre where people and ideas had already been
meeting three thousand years ago, and it is precise-
ly this circumstance that the ring’s modern inter-
preters would make the basis of its new meaning.

The ring consists of two nested circles, each com-
posed of twenty gold spheres; the piece is 1.02 cm

in diameter and 0.12 cm thick (Dubai Municipali-
ty n.d.). It is not a finger ring: such miniature rings
were strung together into a chain, formed part of a
necklace or served as pendants (Dubai Municipality
n.d.). Yet a description of dimensions says nothing
about what matters most: how the piece functions
as a work of art.

Its composition rests on three principles. The first
is the circle, a form without beginning or end, the
oldest image of wholeness and return. The second
is doubling: two rings set one inside the other turn
a simple contour into a relationship, a dialogue be-
tween inner and outer, smaller and larger. The third
is rhythm: the circle is not drawn as a continuous
line but assembled from equal elements, and the
eye reads it as a sequence, as movement around
a circle. The gaps between the spheres admit light
and air; the contour remains closed yet permeable.
The expressiveness of the ring is determined not by
a pictorial subject, of which there is none, but by
the relationship between the whole and the repeat-
ed element, the same principle on which ornament,
a row of columns and a musical phrase are built.

The technique of granulation heightens this ef-
fect. Gold gathered into minute spheres breaks light
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LEFT: The Saruq Al Hadid gold ring. Courtesy of Expo 2020 Dubai. RIGHT: A replica of the Saruq Al Hadid ring. Photo: Mahmoud
Khaled / Expo 2020 Dubai

into a multitude of highlights; a smooth surface
would reflect it as a single spot, a granulated one
shimmers. In the Arabian version of the technique,
with its slightly irregular, flattened granules, ge-
ometric clarity is softened by the living imperfec-
tion of the handmade (Zielinski and Weker 2018;
Soriano et al. 2018).

These properties (closure, doubling, rhythm, per-
meability) do not depend on size: the form retains
them at any scale. This is what the designers and
architects saw three thousand years later.

The emblem of Expo 2020 Dubai was developed
by the Chicago agency Lippincott, which described
the interlinked rings as “a universal symbol of trade
and connectivity” that “symbolize the unity and col-
lective strength of humanity across time” (Lippin-
cott n.d.). The graphic work consisted not in copying
the exhibit but in distilling its structure: the contour
was reduced to a clean line of repeated elements,
the colour to gold on a dark ground, and the form
was turned into a sign equally legible on a flag, a
facade, a ticket and a screen (Lippincott n.d.). What
was taken from the object was a principle: the very
thing that made it a work of art.

The meaning behind this principle was spelled
out by the officials involved. Sheikh Mohammed bin
Rashid Al Maktoum linked the emblem to the civili-
sation that had once existed across the lands of the
present-day UAE, “in an area extending from Bay-
nounah in Abu Dhabi to Saroug Al Hadeed in Dubai
and from Maliha Valley in Sharjah to the mountains
of Ras Al Khaimah and Fujairah”, and called it evi-
dence that Dubai had been a meeting place of cul-
tures long before its present-day rise (Algethami
2016a; Dubai Municipality n.d.). Reem Ebrahim Al
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Hashimy, UAE Minister of State for International Co-
operation and Director General of the Dubai Expo
2020 Bureau, saw in the circle connectivity, resil-
ience and strength, the three qualities on which the
country's international image was built (Algethami
2016b). She also stressed that, of the thousands of
finds from the site, it was neither a weapon nor a
vessel that had been chosen, but a tiny ornament
(Algethami 2016b).

This choice is the central artistic gesture of the
whole story. An exposition whose theme was “Con-
necting Minds, Creating the Future” received a sign
that looked not to technology or skyscrapers but
to the most ancient of crafts and to the most frag-
ile of its creations. The future is presented here not
as a break with the past but as its continuation: the
closed circle of the ring reads as the continuity of
time, in which three thousand years are not a dis-
tance but a link. Thus a miniature object became
an argument in a conversation about tomorrow,
and its antiquity became not a museum date but
a source of trust in that conversation (Algethami
2016a; Dubai Municipality n.d.).

The image found its largest embodiment in ar-
chitecture. Adrian Smith + Gordon Gill Architecture,
the firm behind the Burj Khalifa (designed by Adri-
an Smith during his years at SOM) and the Jeddah
Tower, won the 2016 competition for the exposi-
tion’s central square and based the design of its
dome on the emblem (Adrian Smith + Gordon Gill
Architecture n.d.; Ejaz 2021). The name Al Wasl| de-
rives from the Arabic for “connection”, a historical
name for Dubai (Ejaz 2021). The steel trellis, 67.5
metres high and 130 metres in diameter, is woven
from curvilinear members forming a system of in-

Al Wasl Plaza (aerial view) by Adrian Smith + Gordon Gill Architecture. Courtesy of Creative Technology (CT)

tersecting circles; the designers themselves describe
the shell as a 3D visualisation of the Expo 2020 logo
(Jeffery 2018; Mehta 2019; Selections Arts 2022). A
form that fitted on a centimetre was scaled up to
the size of a city square.

This enlargement is not mechanical. A piece of
jewellery is viewed from outside and as a whole; the
dome is seen by the viewer from within, standing at
the centre of the composition, and its pattern is per-
ceived in motion, in fragments, against the sky. The
interlacing of circles ceases to be ornament and be-
comes a space in which a person stands: the rhythm
of the granules turns into the rhythm of steel ribs,
the permeability of the contour into the play of light
and shadow on the square, the closure of the cir-
cle into the sense of a canopy gathering people be-
neath it. Like the great domes of world architecture,
it is an image of the sky, yet its pattern is not an ab-
stract grid but a specific ancient form, recognisable
to anyone who has seen the emblem.

The lightness of the silhouette is underscored by
the precision of the form and completed by a curved
steel “crown” 22.5 metres high, positioned with a
tolerance of three millimetres; the dome weighs
550 tonnes, or 830 tonnes together with the lifting
structures (Global Construction Review 2019; Mehta
2019; Selections Arts 2022). The steel was sourced
from the Czech Republic, Hungary and Poland, bent
in Belgium, Germany and Spain and assembled by
the Italian company Cimolai Rimond (Selections
Arts 2022): the geography of its manufacture itself

became an embodiment of the theme of connec-
tion. The translucent infill forms the world's larg-
est 360-degree projection surface, visible from both
outside and within (Ejaz 2021; Jeffery 2018). By day
the dome reads as an openwork shell, by night as
a screen on which images succeed one another;
constant geometry and changing light form two
layers of a single work. The ancient form, brought
to urban scale, not only holds a volume but con-
tinues to transmit meaning, now by means of light
and projection.

The square beneath the dome was conceived as
a "grand urban room”, a vast civic room linking the
three thematic districts of the exposition; shading,
planting and water created a microclimate unlike
anything else in Dubai (Adrian Smith + Gordon Gill
Architecture n.d.; Mehta 2019; Selections Arts 2022).
The idea of connection expressed in the emblem
received a literal spatial embodiment: the dome
physically joined the parts of the site and gathered
beneath it the people who had come to speak about
the future (Mehta 2019). Critics called the structure
an "“architectural marvel” (Mehta 2019), the project
was longlisted for the Dezeen Awards 2022 (Dezeen
2022), and after the exposition closed the square
remained the civic centre of Expo City Dubai (Adri-
an Smith + Gordon Gill Architecture n.d.); that is, it
outlived the event for which it was created, just as
the ring outlived its epoch.

Archaeological finds have more than once be-
come modern symbols. The soapstone birds from
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The dome of Al Wasl Plaza. Courtesy of START DXB (LEFT) and Open Space (MIDDLE and RIGHT)

Great Zimbabwe (eleventh to fifteenth centuries)
appear on the country’s flag and coat of arms (Em-
bassy of Zimbabwe in Botswana n.d.). The sun from
the gold larnax of the royal tomb at Vergina (fourth
century BCE) was depicted on the flag of the Re-
public of Macedonia in 1992-1995 and became the
subject of a dispute with Greece (Flags of the World
n.d.). The Nebra Sky Disc (c. seventeenth centu-
ry BCE) is inscribed on the UNESCO Memory of
the World Register and has become the emblem of
the state of Saxony-Anhalt and of the museum in
Halle (Landesamt fir Denkmalpflege und Archéol-
ogie Sachsen-Anhalt 2021; UNESCO n.d.). A replica
of the Cyrus Cylinder (539 BCE), presented by Iran
to the United Nations in 1971, is displayed at UN

Al Wasl Plaza. Courtesy of Expo 2020 Dubai
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Headquarters as a symbol of tolerance and free-
dom (United Nations n.d.).

In all these cases the ancient object became an
image: on a flag, a coat of arms, a poster, in a dis-
play case. The Saruqg Al Hadid ring differs in that
its image did not remain a flat sign: it was unfold-
ed into an architectural space that can be entered.
The ring passed through three states (ornament,
sign, structure) and retained its artistic structure in
each. Such a complete path, from jewellery min-
iature to dome, has no parallel among the exam-
ples cited.

The grounds for the choice differ too. The bird,
the sun, the disc and the cylinder are monumen-
tal objects or objects saturated with narrative and

text. The Sarug Al Hadid ring bears neither im-
age nor inscription; it is pure form, and for that
very reason it proved open to new content. The
less an object says on its own, the more time can
say through it.

Gold rings from Saruq Al Hadid, in several vari-
ants differing in the number of granules from three
to twenty, are exhibited at the Saruq Al Hadid Ar-
chaeology Museum in the historic Al Shindagha
district, in the house of Sheikh Juma bin Maktoum
Al Maktoum; the museum was opened on 4 July
2016, three months after the unveiling of the em-
blem (WAM 2016; Visit Dubai n.d.). Here the image
known from flags and from the dome returns to its
source: alongside the other finds one sees the true
size of the object, the colour of the metal and the
hand of the maker.

The museum context also shows the ring’s place
in the history of the jeweller’s art. Granulation was
known throughout the ancient world: a gold scar-
ab ring of the Twenty-second Dynasty in the Brit-
ish Museum (EA14345) has braid-style granulation
on the rim of its scarab mount (British Museum
n.d.), and an Etruscan jewellery set of the early fifth
century BCE in the Metropolitan Museum of Art
(40.11.7-.18) includes disc-shaped ornaments of
fine granulation (The Metropolitan Museum of Art
n.d.). The technique is shared; the composition is
not. The double contour of twenty granules assem-

bled by an Arabian craftsman is the form that our
own age chose above all others, and it was chosen
not for the rarity of its technique but for the clari-
ty of its artistic solution.

The history of the Saruq Al Hadid gold ring is
the history of an artefact that proved stronger than
time. Made in an Iron Age workshop as part of a
necklace, it became, three thousand years later, the
emblem of a world exposition and a dome beneath
which people from all over the world gathered. At
each stage (ornament, sign, structure), scale, ma-
terial and purpose changed, but the essential re-
mained: the closed circle, the doubled contour, the
rhythm of repeated elements and the permeability
to light. These artistic properties, laid down by an
ancient master, were read by the designers and ar-
chitects of the twenty-first century and filled with
new content: the idea of connection between peo-
ple, cultures and epochs.

The history of the ring shows that turning to
heritage need not be a decorative quotation; it can
be the structural foundation of a new form. A small
object from the sands of Al Marmoom became a
symbol of a new age because its maker was able
to express, in a centimetre of gold, what depends
on neither size nor epoch: wholeness, repetition
and openness. The future of which the exposition
spoke found in it an image in which the past is not
erased but carried forward.
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KOJIbLLO CAPYK AJIb-XAANA: OT YKPALLEHWNA
XEJIE3BHOIO BEKA K CMMBOJTY EXPO 2020 DUBAI

AnHoTauma: Cmames nocesaujeHa xydoxecmseeHHoUl cyOb-
6e 00Ho20 npedmMema: 3010Mo20 KoAbya duamempom 8
00uH caHmumemp, HalldeHHO20 Ha MeppuMopuU apxeoo-
2u4ecko20 NAMAMHUKA Xene3Ho2o seka Capyk ane-Xaoud
e Jybae u cmaswezo Yepes mpu meicaqu sem smbaemoli
Expo 2020 Dubai u ocHogoli kynona Al Wasl Plaza. Kose-
Yo paccmampusaemcs Kak npoussedeHue H08e/IUpPHO20 UC-
Kyccmea: aHaausupyromes e2o oopma, pumm, mexHuka
U 8bipasume/leHOCMb MUHUaMIopel. Jlanee npocaexusa-
emcs, Kak smom xydoxecmeaeHHblli 06pa3 bl npoyu-
man du3saliHepamu u apxumekmopamu XX eeka u kakue
CMbIC/IbI Npuobpena dpesHss hopma 8 2pagpu4eckom 3Ha-
Ke u 8 coopyxeHuu 20podcko20 Macwimaba: ceass, Henpe-
pbigHOCMb, 0bpawéHHocme 8 bydyuwjee. ConocmasneHue

Cpeav TbiCAY NpPeaMETOB, MOAHATLIX U3 NECKOB
FOXKHOM NyCTbiHW [ly6as, ecTb OAWH, YUbA POJb BbI-
Wwia Aaneko 3a npeaesbl My3enHON BUTPUHLI. Ero
AnaMeTp uyTb 60/bLLIe CaHTMMETPa, BO3PacT OKOO
3000 net. 27 mapta 2016 roga ero KOHTyp, CnpoeLm-
poBaHHbI Ha dacag Burj Khalifa, 6611 npeacraBneH
kak ambnema Expo 2020 Dubai, BceMypHO BbICTaB-
Ku, NocBALWEHHON Byaywemy [1; 2]. MaTb neT cnycTa
TOT Xe KOHTyp cTan kynonom Al Wasl Plaza, ueH-
TPanbHOWM NAOLWAAN BbICTaBKM N OLHOTO M3 Kpyn-
HEeWMLLNX COOPYXXEHNN COBPEMEHHBIX DMuMpaTos [18].

MpesmeT CTaTb COCTaBAAET 3TOT MyTb: OT yKpa-
LLEHWA, CO3JaHHOrO B MacTepPCKOM >XeNe3HOro Beka,
4,0 3HaKa, MoA KOTOPbIM CTpaHa NpejcTaBuaa MMpy
CBOE BUeHWe ByayLero. Bonpoc, KOTOpbIN OH CTa-
BWUT, MPUHAANEXMUT UCTOPUM UCKYCCTBA: MOYeEMY
MMEHHO 3Ta dopMa OKasasacb CNOCOBHOW Npoii-
TN CKBO3b ThiCAAYENEeTUA 1 3a3ByYaTb B HOBOM Bpe-
MeHn? OTBET MLLETCS He B apXe0/IOrMYeckon cTa-

¢ Opy2uMu apxeos102u4ecKUMU HaX00Kamu, cmaswumu
coB8peMeHHbIMU CUMB0IaMU, NOKA3eieaem 0CobeHHOCMb
ucmopuu kosbya Capyk ane-Xaduo: 0b6pas 30ece He ocman-
CA NIOCKUM 3HAKOM, a 6Gbl/1 passépHym 8 apxumeKkmypHoe
npocmpaHcmeo. Aemop npuxodum K 861800y, Ymo cuaa
kosbya Capyk ane-Xadud kak CUMB0/1a 3aK/II0YeHA 8 e20
xydoxecmeeHHOU cmpykmype, 8 3aMKHymMOM, pummuy-
HOM U OMKpbIMOM KOHMYype, Komopbili 0Ka3ascs cnoco-
6eH Hecmu 3Ha4yeHue 8 itobom macwmabe.

KnroueBble cnoBa: Capyk ane-Xadud, 30/10moe Ko/blyo,
XKese3HoIl sek Apasuu, H8esUupHoe UCKYCCmeo, 2paHy -
yus, Expo 2020 Dubai, Al Wasl Plaza, apxumekmypHas
dopma, kynemypHoe Hacnedue, CUMBO.

TUCTUKE, @ B CAMOM MNpeaMeTe, B ero KOMMO3ULUW,
PUTME N Bblpa3uTENbHOCTH, KOTOPbIE HblIM NPOoYm-
TaHbl COBPEMEHHbIMW XYJO0XXHUKAaMMW Tak Xe ACHO,
KaK JpeBHUM MacTepOM 6blv 3a10XKEHbI.

MamaTHWK Capyk anb-Xagug («nyTb xenesa») 611
oTkpbIT B 2002 rogy weinxom Moxammezom 6uH Pa-
wugom Anb MakTymoM, BULIe-MPEe3nAEHTOM W npe-
Mbep-muHucTpom OA3, npasutenem [lybas, same-
TVBWWM Npu 061€Te NyCTbiHM Anb-MapMyM TEMHble
NATHa MeTanNypruyeckoro wnaka cpeam AtoH B 70—
80 k™ Kk toro-3anagy ot ropoga [5; 12]. 3a aBa age-
caTuneTna 3gece pabotanm akcneamumm lopaanuw,
Dubai Desert Survey, ncnaHckoro MHCTUTYTa Sanisera,
Hemeukol rpynnbl Thomas Urban and Partners, Bap-
LLIaBCKOrO YHMBEPCUTETA; CaMblM MacLUTabHbIM CTas
npoekT YHnBepcuTeTa HoBOM AHMAMM NOA PYKOBOA-
ctBoM Jlnonaa Yukca (2014-2017) [13; 15]. OcHoB-
HOW MacCUB Haxo40K OTHOCUTCS K XXeNe3HOMY BeKy
II, 1100-600 ropam ao H. 3. [13; 16].
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Capyk anb-Xaamg 6bl1 He NPOCTO MECTOM Bbl-
nnaeBku MeTanna. Opyxue, cocyapl, neyatu, ykpa-
LWeHMA 1N cnelbl peMecsa yKasbiBatoT Ha MecTo
BCTpeY: CtoZa NPUXOANAN OBLLMHBI U3 pa3HbIX Ya-
CTel pernoHa, 3aecb obmeHnBanuchb, pabotanm n
coBepwanu obpsaabl [14]. Cpean HaxofoK OKOO
450 30/10TbIX NPEAMETOB U OTXO/Abl UX NPON3BOA-
CTBa, CBUAETENbCTBYIOLLME O NEPBOIN apXxeonorm-
YeCKN NOATBEPXKAEHHOM HOBENNPHOW MACTEPCKOM
Ha ApaBWINCKOM NOyOCTPOBE; €€ MacTepa BAajenu
NNTLEM NO BbINIABASEMON MOAENN, KOBKOW, puan-
rpaHbto 1 rpaHyasunen [17]. FTpaHyabl apaBUACKMX
N34eNnin ynaoLLeHbl, HAMEPEHHO HenpaBU/bHbI U
coeAVHeHbl cepebpaHbIM NPUNOeM: 3TO MOYepK ca-
MOCTOSATE/IbHOM LWKOJbI, @ He KONus 61MXXHEBOCTOY-
HblXx 06pa3yoB. [29; 17]. KonbLo, 0 KOTOPOM NAET
peub, HangeHo akcneanumner Dubai Desert Survey
B ce3o0Hax 2008-2009 roaos. [4; 5]. Ero co3pan ma-
cTep, paboTaBLLNI B LIEHTPE, TAe YXKe TPU Thicsaun
NeT Haszaj BCTPeYanuchb NAN U naeu, 1 UMeHHO
3TO 06CTOATENBCTBO COBPEMEHHbIE MHTEPMPETATO-
Pbl KOAbLLA NONOXaT B OCHOBY €ro HOBOTO CMbIC/a.

KonbLo cocTonT 13 ABYX BAOXKEHHbIX OKPY>XHO-
CTen, Kaxgas HabpaHa 13 ABaALaTV 30/10TbIX LIa-
pukoB; gnametp usgenuns 1,02 cm, TonwmHa 0,12 cm
[5]. NMepes Hamy He NepCTeHb: Takne MUHNATIOPHbIE
KO/bLLa COeAMHANNCD B LLEMOYKY, BXOAWUAN B COCTaB
oXxepenbsa nan cayxuan nogseckamu [5]. Ho onu-
CaHune pa3MepoB HNYEro He TOBOPUT O INaBHOM: O
TOM, KaK 3Ta Belllb YCTPOEHa XY0XEeCTBEHHO.

Eé xoMno3nunsa aepxuTca Ha TpEx Havanax.
MepBoe n3 HUX Kpyr, dopma 6e3 Hayana 1 KoHLa,
ApPeBHeNW i 0bpas LLesIOCTHOCTM W BO3BPALLLEHMS.
BTropoe yaBOeHWe: ABa KO/bLA, BAOXEHHbIE ApYrT
B ApYyra, NpeBpaLLatoT NPOCTON KOHTYP B OTHOLLE-
HWe, B AVaNor BHYTPEHHErO U BHELIHEro, Majaoro u
6onbLiero. TpeTbe pUTM: OKPYXXHOCTb HE BblUepue-
Ha CMIOWHOW NNHWEN, a cObpaHa 13 paBHbIX 3/e-
MEHTOB, 1 FN1a3 YNTaeT eé Kak Nocaes0BaTe/IbHOCTb,
KaK ABUXeHMe Mo Kpyry. MpoMeXyTku Mexay Lwa-
pvKaMu BMyCKaroT CBET 1 BO3AYX; KOHTYP OCTaéTcs
3aMKHYTbIM, HO MPOHMLAeMbIM. Bbipa3utensHocTb
KONbLia onpesenseTcs He N306pasmnTesbHbIM CHOXKe-
TOM, KOTOPOTO 34eCb HET, @ COOTHOLUEHNEM LieNo-
ro 1 NOBTOPAIOLLLErOCA 31EMEHTA, TEM XK€ NMPUHLM-
MOM, Ha KOTOPOM CTPOSATCS OPHAMEHT, P KOJIOHH
n My3blkanbHasa dpasa.

TexHuKa rpaHyaaunmn ycunameaet 3TOT 3ddekT.
300070, cobpaHHOoe B Menbyaiine chepbl, 4podbut
CBEeT Ha MHOXecTBO H/1MKOB; rnagkas NoBepXHOCTb
oTpaxkana 6bl ero ogHUM NATHOM, 3epPHUCTas Mep-
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uaet. B apaBUNCKOM BepCcMU TEXHUKM, C € cierka
HenpaBWAbHbIMW, YMIOLWEHHBIMW FpaHynamu, K re-
OMEeTPUNYECKOM ACHOCTM f0baBAAeTCs XMBOe, PY-
KOTBOPHOE AbixaHne popmbl [29; 17].

3T CBOWCTBA (3aMKHYTOCTb, YABOEHWE, PUTM, MPO-
HMLLAaeMOCTb) He 3aBUCAT OT pa3mepa: Gopma coxpa-
HsIeT KX B 10O6OM MacLuTabe. VIMeHHO 3TO vepes Tpu
ThICSUN NIET YBUAENW AN3aNHEPbI Y apXUTEKTOPbI.

Smbnemy Expo 2020 Dubai pazpaboTtano umkar-
CKoe areHTCTBO Lippincott, onpesenusliee nepe-
MAETEHHble KOJbLAa KaK «yHUBEPCaAbHbIN CUMBO
TOProBAN 1 CBA3HOCTU YesioBeYeCTBa CKBO3b Bpe-
ms» [6]. Tpaduueckas paboTa coctosna He B KOMK-
pPOBaHWUM 3KCMOHaTa, a B BblAENEHUN €ro CTPYKTYpPbI:
KOHTYpP YNpPOLLEH A0 YUCTOM AMHUN U3 NOBTOPAIO-
LLMXCS 2/1IEMEHTOB, LiBET CBEAEH K 30/10TOMY Ha TéM-
HoM ¢oHe, 1 dbopma npeBpaLLeHa B 3HaK, O4MHAKO-
BO UMTaeMbln Ha dnare, dacase, bunete n akpaHe
[6]. N3 Bewn M3BAEYEH NMPUHLUNM, TO, UTO B HEM
6b110 Xy[0XXECTBEHHO CYLLLECTBEHHbIM.

CMbICAl, BAOXEHHBIN B 3TOT NPUHLMM, ChOpMy-
nmpoanun odumumanbHble amua. Lenx Moxammes,
6u1H Pawwna Anb MakTym cBsizan ambaemy ¢ UCTO-
puen LMBMUAN3ALNIA Ha 3eMasaX COBPeMeHHbIX OA3,
«OT baltHyHbl B ABy-[labun go Capyk anb-Xaaug B
[Jy6ae n ot gonmHbl Manuxa B LWapaxe go rop Pac-
3nb-XaviMbl 1 Oyaxkenpbl», 1 Ha3Ban e€ CBUAETENb-
CTBOM TOTO, YT [ly6ain Bbln MECTOM BCTPEUN KyNb-
TYp 3a40Ar0 A0 CBOEro HblHelHero pacuseTa [1;
5]. Pum Mbparvm Anb Xawmnmm, MUHUCTP MeXay-
HapoAHoro coTpyaHudectsa OAD v reHepasbHbll
anpexTop 6topo Expo 2020, yBnaena B kpyre cBs3-
HOCTb, YCTOMUMBOCTb U CUAY, TPWU Ka4yecTBa, Noso-
XEHHblE B OCHOBY MeXJAyHapogHoro obpasa cTpa-
Hbl [3]. OHa e noAgYepKHyAa, YTO 13 TbiCAY HaXO0A0K
namAaTHUKa BbIGpPaHO He OpyXKe 1 He cocys, a Kpo-
LWeyHoe ykpatleHue [3].

B 3ToM BbI6OpE 3aK/IHOUEH TNaBHbIN XYAOXECTBEH-
HbI XXecT BCen nctopuu. BoictaBka, TeMOI KOTOPOM
crano «Connecting Minds, Creating the Future» («Co-
efVHAA YMbl, CO34aéM byayLee»), moayuuna 3Hak,
ObpalLEHHbIN He K TEXHUKE N He K HeEBOoCKpébam,
a K ApeBHeNLEeMY peMecay 1 K CaMOMYy XPYyrnKOMy
n3 ero co3ganuin. byayuiee 3aecb npeactaBaeHo He
pa3pbIBOM C MPOLLbIM, @ €r0 NPOAO/IXKEHNEM: 3aM-
KHYTbIV KPYr KOAbLLa YNTAETCsA Kak HenpepbIBHOCTb
BPEMEHMU, B KOTOPOW TPW ThICAUN NET He paccTos-
HWe, a CBA3b. Tak MMHMATIOPHas BELLb CTana apry-
MeHTOM B pa3roBope O 3aBTPaLUHEM JHe, a eé fpeB-
HOCTb He MYy3elHOWN JaTOW, @ UCTOYHMKOM AOBEPUS
K aTOMYy pasrosopy [1; 5].

Camoe KpynHoe BonoLeHne obpa3 noayymn
B apxuTekType. bropo Adrian Smith + Gordon Gill
Architecture, aBTopbl Burj Khalifa (B nepvog pa6o-
Tl A. CMuTa B SOM) 1 Jeddah Tower, Bbivrpano B
2016 rosy KOHKYPC Ha MNPOEKT LEeHTPasbHON Njio-
LWaamn BbICTaBKM U MONOXMUAO B OCHOBY €€ Kyrnona
pucyHok ambnemsl [18; 19]. HazeaHne Al Wasl Boc-
XOAWT K apabCcKoMy «CBfi3b», NCTOPNYECKOMY UMe-
Hu Ay6as [19]. CTanbHOW Tpenbax BbICOTON 67,5 M
n anameTpom 130 M CNNETEH N3 KPUBOJIUHENHbIX
3N1eMEHTOB, 0BPa3yHOLLMX CUCTEMY MepeceKaroLLMXCa
OKPY>KHOCTEW; aBTOPbI NPAMO Ha3bliBatOT 060N0UKY
TPEXMepHON BMU3yannsaunein norotuna [21; 22; 23].
dopma, ymellaBLIAACH Ha CAHTUMETPE, Pa3BEPHY-
Ta 40 pa3MepPOB ropoACKON NioOLWaAMN.

370 yBennueHmne He MexaHnyeckoe. KOBennpHoe
n3genve paccMaTpuBarOT CHapyXu U LIeNNKOM, Ky-
nos 3puTeNb BUAWUT U3HYTPW, CTOA B LEEHTPE KOM-
No3nLNN, N BOCMIPUHUMAET €ro PUCYHOK B ABUXKE-
HuK, dparmeHTamu, Ha poHe Heba. MNepenneteHne
OKpY>XHOCTel nepectaér 6biTb OPHAMEHTOM U CTa-
HOBWTCSl NPOCTPAHCTBOM, B KOTOPOM HaxoAMTCS Ye-
NOBEK: PUTM rpaHy/ NpeBpaLLaeTcs B pUTM CTajlb-
HbIX pébep, NPOHMLaeMOCTb KOHTYpa B Urpy CBeTa
M TEHW Ha NAOLLaAM, 3aMKHYTOCTb Kpyra B OLUyLLe-
HWe NOKPOBa, CObMpatoLLero atogeln nog cobom.
Kynon HacneayeT Kynosnam MUPOBOWN apXUTEKTY-
pbl Kak o6pa3 Heba, HO ero PUCYHOK He abCTpakT-
Has ceTKa, a KOHKpeTHasa ApeBHAs dopMa, y3HaBa-
emMas KaxgblM, KTO Buzen ambnemy.

JNérkocTb cnnysta noguepkHyTa TOUHOCTBIO HOop-
Mbl 1 3aBepLUEHA U3OTHYTOM CTaJIbHON «KOPOHOM»
BbICOTOM 22,5 M, yCTaHOBNEHHOW C AOMYCKOM 3 MM;
macca kyrnona 550 T, ¢ MOHTaXHbIMW KOHCTPYKLNS-
mun 830 T [20; 22; 23]. Ctanb nocTtaBaeHa n3 Yexuu,
BeHrpuu v MNonblun, corHyta B besnbriuy, NrepmanHnm
n NcnaHum n cobpaHa UTanbsHCKOM KOMMNaHWeN
Cimolai Rimond [23]: reorpadus nsrotosaeHns cama
CTana BonaolleHneM TeMbl cBs3n. CBeTonpo3pau-
HOe 3anosHeHne 0bpasyeT KPyMHeLyto B Mype no-
BEPXHOCTb 415 360-rpasyCcHOMN NPoeKuUn, BUAUMOW
CHapy>u 1 nsHytpu [19; 21]. IHéM kynon untaetca
Kak axypHas 060/104Ka, Be4epOM Kak 3KpaH, Ha Ko-
TOPOM CMEHARTCA N306paxkeHNs; MOCTOAHHas re-
OMeTpUA MU NepeMeHHbI cBeT 06pa3ytoT ABa C0A
ofHoro npovsseaeHus. ipeBHas dopma, AoBesEH-
Has J0 ropogckoro macwrtaba, He TOIbKO AepPXuUT
06BEM, HO U NPOJOAKAET TPAHCANPOBATb CMbICH,
Tenepb yxe cpeacTBaMU MeAna.

Mnowaab Noa KynonoMm 3asymaHa kak «grand urban
room», 6osbLUas roposckas KOMHaTa, COeAVHAOLLas

TPpW TEMaTUYECKMX PalioHa BbICTaBKW; 3aTEHEHWe, 03e-
JIeHeHVe 1 BOZa CO3/aan MUKPOK/INMAT, HE MMEBLLWNIA
aHanoros B 3acTpovike Ay6as [18; 22; 23]. iges cBa-
31, BblpaxkeHHas B ambaeme, nosyumna bykeanbHoe
NPOCTPaHCTBEHHOE BOMJIOLLEHME: Kynoa Gusmyeckm
COEAMHWA YacTn TePPUTOPUM 1 cobpan nog cobon
Ntofei, NpuyLLesLLInX roBopuTs o ByayLiem [22]. Kpu-
TVIKa Ha3BaJla COOPY>XXEHME «apPXUTEKTYPHbBIM YyJ0M»
[22], npoekT BOwWwEén B NOHr-ancT Dezeen Awards 2022
[24], a nocne 3aKpbITHS BbICTaBKM NAOLLAJAb OCTaNach
obuectBeHHbIM LeHTpoM Expo City Dubai [18], To
€CTb Nepexuna cobbiTue, AN KOTOPOro bbina co3ga-
Ha, KaK KOJIbLLO MepexXnio CBOH 3MOXY.

ApXxeosiormyeckre HaxoAKku He pa3 CTaHOBUANCH
COBPEMEHHbIMU CMMBOAaMU. KaMeHHble NTuLbl U3
Benukoro 3umbabee (XI-XV BB.) nomelLLeHbl Ha dnar
n repb ctpanbl [7]. ConHue € 3010TOrO SlapHakca
N3 Lapckoi rpobHuLbl B BepruHe (IV B. fo H.3.) B
1992-1995 rosax 6b110 U306paxeHo Ha dnare Pe-
cnybavkn MakeAoHUA 1 CTano NpeaMeToM cropa
¢ M'peunen [8]. Hebpckmin HebecHbIM anck (ok. XVII
B. 40 H. 3.) BKItOYéH B peecTp FOHECKO «[amsaTtb
MUpa» 1 ctan smbaemoin 3emMan CakcoHMsA-AHXanbT
n my3seq B lanne [9; 10]. Penanka umavHgpa Kupa
(539 r. go H. 3.), nepegaHHas MipaHom OOH B 1971
rody, 3KCNoHnpyeTca B e€ WTab-kBapTMpe Kak CUM-
BOJ TepnMMOCTM 1 cBoboabl [11].

Bo Bcex 3TUX Cayyasx APeBHUN NpeaMeT cTa
n3obpaxxeHnem Ha dnare, repbe, apviie, B BUTpU-
He. Kosbuo Capyk anb-Xaaug oTaM4vaeTca TeMm, Yto
ero obpas He ocTasnca NAOCKAUM 3HaKOM: OH 6bln
pa3BEPHYT B apXMTEKTYpPHOE MPOCTPaHCTBO, B KO-
TOpOE MOXHO BONTU. KOAbLLO NPOLLIO TPW COCTO-
AHMA (YKpalleHne, 3HaK, COOPYXEHUE) N B KaXA0M
COXPaHW/IO CBOIO XY 0XXECTBEHHYIO CTPYKTYpYy. Ta-
KOM MOJIHBIN NyTb, OT FOBEJANPHON MUHMATIOPbI 40
Kynona, cpeaun npuBeaEHHbIX MPUMEPOB He MMe-
eT Napasjnenen.

Otanuaetcs n caMo 06ocHoBaHuWe Bblibopa. MTn-
La, CoMHLE, ANCK U LMANHAP NPeaCcTaBAstoT coboi
npeaMeTbl MOHYMEHTaNbHble UAW HaCbIWEeHHble CHo-
>xetom n Tekctom. Kosbuo Capyk anb-Xagua nviue-
HO M306paxKeHns 1 HaZMWCK, 3TO UncTas Gopma, 1
MMEHHO MO3TOMY OHa OKa3asiacCb OTKPbITOW AN HO-
BOro cofep>kaHus. Yem MeHblue npegMeT roBopuTt
cam, TeM B0oJibLLe MOXET CKa3aTb Yepes Hero Bpems.

3onoTble konbua 13 Capyk anb-Xagna B HECKONb-
KUX BapyiaHTax, pasinyatoLLmxca YNCAOM rpaHya oT
TPEX A0 ABaALaTH, SKCNoHMpytoTcs B Saruq Al Hadid
Archaeology Museum B ncropnyeckom kaprane
Anb-LUnHpaara, B fome welixa Axymbl 61H MakTyma
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Anb MakTyma; My3eit oTKpbIT 4 ntona 2016 roga, ve-
pe3 Tpu MecsLa nocsie npeseHTaunmn ambaemsl [25;
26]. 3aecb 0bpas, n3BeCTHbIN No daaram v Kynosny,
BO3BpaLLaeTcs K CBOEMY MePBOUCTOUHMKY: PSLAOM
C APYTMMUN HaxoAKaMu BUAHbI HACTOALWLMIA pa3mep
BeLM, LiBET MeTanna 1 pyka macTepa.

My3eliHbIli KOHTEKCT MOKa3blBaeT U MeCTO KOJib-
Lia B UICTOPUM HOBEIMPHOTO NCKycCcTBa. paHynaums
6blfa M3BECTHA BCEMY APEBHEMY MUPY: 3010TO€
KonbLo co ckapabeem XXII gnHactum B bputaH-
ckom My3ee (EA14345) ykpalueHo 3epHbto Mo 0604Ky
onpaBbl ckapabes [27], 3TPyCcCKMiA KOMMAEKC Havana
V Beka 0 H. 3. B MeTponoauteH-my3see (40.11.7-.18)
BK/IHOYAET ANCKOBUAHbIE YKpaLleHUs TOHKOM rpa-
Hynauum [28]. Mpu 06LWHOCTN TEXHUKM KOMMNO3M-
LS KO/bLLA OCTAaéTC CaMOCTOsATeNbHOW. [1BONHOM
KOHTYp M3 ABajLaTth rpaHy, cCobpaHHbIA apaBuin-
CKMM MacTepoM, OCTaéTcs GOpPMON, KOTOPYHD CO-
BPeMEeHHOCTb Bblbpana cpean BCex APYrux, U Bbl-
60p 3TOT HbIN cAenaH He 3a PeAKOCTb TEXHWKM, a
3a AICHOCTb XYA0XXEeCTBEHHOrO peLleHus.

WcTopusa 3onotoro konbla Capyk anb-Xaaua se-
nsetcs uctopmenn aptedakra, okasaBLUErocs CuJb-

Hee BpemMeHW. Co3ZaHHOE B MacTepCKOM Xee3HOro
BeKa Kak 4acCTb OXepeJsibs, OHO Yepes3 TPW TbiCAYM
net cTano 3mba1eMor BCEMUPHOW BbICTaBKM U Ky-
NoJI0M, MOJ KOTOPbIM BCTPEYaanCh 04N CO BCEro
Mupa. Ha kaxxaom 3tane (ykpalleHue, 3HaK, Coo-
py>XeHne) MeHAIMCb MacwTab, MaTtepman n HasHa-
UeHKne, HO COXPaHAIOCh FNaBHOE: 3aMKHYTbI KPYT,
YABOEHHbI KOHTYP, PUTM NMOBTOPAIOLLMUXCA d/1eMeH-
TOB M MPOHMLLAEMOCTb ANA CBETa. ITU XyAOXECTBEH-
Hble CBOWCTBA, 3a/I0XKEHHbIE APEBHMM MacTepPOM,
6blIM MPOYUTaHbI AM3aiHEPaMK N apXMUTeKTOpamMu
XX| Beka 1 HaNONHEHbI HOBbIM COAep>XKaHWeM: nae-
el CBA3W MeXAy N0AbMMU, KYJbTypaMu 1 3noxamu.

VcTopwma konbua nokasbiBaeT, UTo obpatyeHue
K Hacneanto MoxeT OblTb He AeKOpaTUBHOM LuTa-
TON, @ CTPYKTYPHbIM OCHOBaHWEM HOBOWN GOPMbI.
ManeHbkas Belb 13 neckoB Anb-Mapmyma crana
CMMBOJIOM HOBOTO BPEMEHMN MOTOMY, UTO €€ co3a-
Te/b CyMen Bblpa3nTb B CAHTMMETpPe 30/10Ta TO, YTO
He 3aBUCUT HM OT pa3Mepa, HM OT 3MOXK: LLenocT-
HOCTb, MOBTOPEHME N OTKPLITOCTb. byayuiee, o KO-
TOPOM roBOpUa BbICTaBKa, MOAYYUIO B HEN 0bpas3,
B KOTOPOM MPOLLIOe He OTMEHEHO, a MPOAO/IKEHO.
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Summary: The image of the flying apsaras, feitian, goes
back to the apsara of Indian mythology. It entered China
together with Buddhism along the Silk Road and gradually
changed under the influence of local traditions. In the pe-
riod of the Northern Dynasties the appearance of the fly-
ing apsaras evolved: shedding the features of the Western
Regions style, it gradually adapted to the Chinese artistic
tradition of the Central Plains. This article focuses on the
sculptures of flying apsaras of the Northern Dynasties pe-
riod from Longxing Temple in Qingzhou. The article traces
how the Indian image of the flying apsaras came to China,
spreading eastwards through the western areas of the Silk

In the 3rd century BCE, in the age of Ashoka, In-
dian Buddhism reached its height and spread be-
yond India. Through Central Asia, along the Silk
Road, it reached China, and from China it passed
to the Korean Peninsula, Japan and other parts of
East Asia. Buddhism spread as both a religion and
a culture. Interacting with local traditions, it fos-
tered the creation of numerous monasteries and
cave temples, as a result of which various region-
al styles of Buddhist art took shape. A character-
istic image of this art, the flying apsaras (Chinese
“kX, feitian), received different regional interpre-
tations, which reflects the richness and openness
of the Buddhist artistic tradition.

The prototypes of the Chinese flying apsaras
are the female spirits of the clouds and waters of
Indian mythology, a classic image of ancient India.
The earliest known artistic depictions of apsaras date
to the 2nd century BCE and are found on the reliefs
of the stupa (stipa HJU) at Bharhut, in the Satna
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Road, and analyses the unique features of their forms and
composition and their connection with music and dance.
Particular attention is paid to the adaptation of the image
of the flying apsaras to the Chinese artistic tradition in the
period of the Northern Dynasties as a valuable example of
intercultural dialogue. The sculptures serve as a material
source for the study of China’s interaction with other cul-
tures and of the sinicisation of Buddhist art.

Keywords: flying apsaras; Buddhist art of the Northern
Dynasties; Longxing Temple in Qingzhou; cultural synthe-
sis; sinicisation.

district of the state of Madhya Pradesh (India) (fig. 1).
At that time the canons for depicting the Buddha
had not yet been established, and in the surviving
reliefs the apsaras appear in pairs as winged figures
hovering in the sky, facing each other, with garlands
and palm branches in their hands; this is the most
ancient iconographic form of the flying apsaras.
Tracing the history of Indian mythology and re-
ligion, one can see that the images connected with
the flying apsaras (devas, apsaras and yakshas) were
deeply rooted in the local Indian cultural tradition
even before the formal emergence of Buddhism
and Hinduism. The subsequent interpretation and
formation of these images in Buddhism, Hinduism
and Jainism drew on this deep cultural layer, as a
result of which the flying apsaras in the different
religious systems display a pronounced similarity
and artistic kinship. If one considers only their out-
ward forms, there are no fundamental differences
between the flying apsaras of the different religions.

This laid the foundation for the spread of this im-
age and its fusion with other cultures.

With the arrival of Buddhism in China, the concept
and image of the “flying apsaras” entered Chinese
culture. The earliest mention of this name occurs
in the Lalitavistara Sutra (Chinese &%, Puyao
jing) in the translation by Zhu Fahu, dating to the
second year of the Yongjia era of the Western Jin
(308). In this sutra, however, the name “flying ap-
saras”, feitian (Chinese "¥X), is only mentioned;
their meaning, functions and divine status are not
clarified, nor is their status as musical deities con-
firmed (Zhonghua Dazangjing Editorial Office 1986,
vol. 15, p. 415). The Northern Wei period became
the key stage in the formation of the concept of
the “flying apsaras” in China. In the Record of the
Buddhist Monasteries of Luoyang (Chinese 7& BRI
10, Luoyang gielan ji) Yang Xuanzhi was the first
to group the gandharvas and kinnaras together un-
der the common name “flying apsara musicians”
and thereby provided the first written definition
and description of the artistic features of the fly-
ing apsaras, feitian. It is this text that is regarded
as the starting point for the scholarly definition of
the term “flying apsaras” in the Chinese context
(Ji Xianlin 1998, p. 166). Once in China, the image
of the flying apsaras merged with the local Daoist
cult of the immortals, gradually shed its specifical-
ly Indian religious character and developed a Chi-
nese artistic identity, as a result of which it became
deeply rooted in the local tradition.

Thus the image of the flying apsaras in Chinese
Buddhist art goes back to Indian culture. The for-
mation of the early classical iconography of the fly-
ing apsaras can be traced to the sculpture of the
seated Buddha from the Katra area of Mathura (Ut-
tar Pradesh, India), dating to the second half of the
1st century CE. In the upper part of the mandorla of
this sculpture paired figures of flying apsaras with
flowers in their hands are carved in mirror symmetry
(fig. 2). This sculpture should apparently be regard-
ed as the prototype of the Chinese flying apsaras.
From Mathura this iconographic type spread north-
wards to Gandhara, and then through Kapisa (Af-
ghanistan) eastwards to the central regions of China.

After its arrival in China, the image of the flying
apsaras underwent important changes: music and
dance came to the fore. In the original Indian ver-
sion the flying apsaras usually hold garlands and
necklaces and only rarely musical instruments. The
musical instruments probably appeared under the

Fig. 1. Winged flying apsara with a garland and a palm branch.
Bharhut (India), 2nd century BCE. Freer Gallery of Art, Washington,
D.C, USA

influence of the local musical and dance traditions
of Kucha and Liangzhou. In the caves of Kucha,
namely the Kizil Caves, the flying apsaras are rep-
resented mainly in wall painting and display pro-
nounced features of the art of the Western Regions:
they are most often male figures with high nos-
es, deep-set eyes and full round faces; the hair is
gathered into a round topknot or crowned with a
five-jewelled crown; the torso is powerful, the up-
per body bare; the capes and streaming ribbons are

Fig. 2. Flying apsaras on a sculpture of the seated Buddha.
Mathura (Uttar Pradesh, India). Second half of the Tst century CE.
National Museum, New Delhi, India
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Fig. 3. Flying apsaras. Cave 1, Kizil Caves. 5th—6th centuries.
Kucha, Xinjiang Uygur Autonomous Region, China

471-494. Datong, Shanxi Province, China

rendered in hard lines; they are barefoot, in long
skirts; the curve of the bodies creates the impres-
sion of hovering (fig. 3).

In the Yungang Grottoes of the Northern Wei pe-
riod the image of the flying apsaras follows the style
of the Liangzhou region. They were mainly used to
fill the compositional voids between the niches and
sculptures, that is, outside the conventional central
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zone surrounding the principal deity. The main sty-
listic features are retained: rough lines, stylised forms
and a decorative quality. With the sinicisation of the
Northern Wei and the transfer of the capital, the style
of the Southern Dynasties is assimilated, the icono-
graphic type evolves and becomes established, and a
new, sinicised style takes shape (fig. 4). In the Long-
men Grottoes the appearance of the flying apsaras
has already changed: the figures become light and
graceful; the facial features lose their foreign charac-
ter, become Chinese and gradually feminine. Many
apsaras are depicted naked, with a pibo shawl (&)
thrown over the shoulders, which flutters as it winds
around the figure; the long skirts cling closely to the
legs, and their hems fly upwards. The apsaras dance
while playing various musical instruments, hovering
lightly and gracefully in the air (fig. 5).

Thus the flying apsaras, having travelled from
India to China and evolved in the Xinjiang region,
acquired a sinicised appearance. In the period of
the Northern Dynasties Buddhist art, centred on
Liangzhou, spread westwards to Dunhuang and
south-eastwards to Maijishan, Yungang, Longmen
and further to Qingzhou. In these regions and lo-
cal cave complexes the continuous transformation
of the flying apsaras and their gradual acquisition
of Chinese features in different periods and in dif-
ferent areas of China can be clearly traced.

As noted above, in the period of the Northern
Dynasties the flying apsaras in the caves of the dif-
ferent regions were progressively sinicised, combin-
ing features of the art of both the Western Regions
and the Central Plains. The sculptures from Longx-
ing Temple in Qingzhou clearly demonstrate the
regional evolution of this image. Among the finds
from this site the sculptures of the Northern Dynas-
ties period are the most richly represented. A par-
ticularly telling example is a stele with an inscription
dated to the first year of the Taichang era (532) of
the Northern Wei. Its lower part is lost, but the up-
per halves of three statues and the flying apsaras
on the mandorla have survived (fig. 6). In the cen-
tre of the mandorla is a dragon, and in the upper
part a small buddha. On either side, symmetrically,
are four figures of flying apsaras, two on each side.
The two apsaras closer to the centre raise a lotus
bud high in one hand and hold the other hand at
the waist. The two outer apsaras raise both hands,
each also holding a lotus bud in one hand. The ap-
saras’ bodies are bent as though they were seat-
ed in the air. The curving lines are fluid, the skirts

§il L& y %
Grottoes. 483-502. Luoyang, Henan Province, China

and ribbons flutter freely, and the faces express joy
and serenity.

Another striking example is the large sculptur-
al triad held in the Shandong Museum and dat-
ed to the sixth year of the Zhengguang era (525)
of the Northern Wei. The mandorla of the central
Buddha is multilayered. In the inner layer, between
the tongues of flame, are nine small seated bud-
dhas, and in the upper part dragons. On the outer
side of the tongues of flame are eleven flying ap-
saras. In the centre of the upper part of the man-
dorla an apsara descends holding a censer; flanking
her symmetrically are five more apsaras on each
side. They play the yaogu drum, the flute, the bili
bamboo oboe, the paixiao panpipes and the pipa;
two apsaras, on the left and on the right, have no
instruments and dance, waving their sleeves. The
rhythm of the fluttering ribbons of the apsaras ech-
oes the tongues of flame, heightening the decora-
tive effect (fig. 7).

A similar composition, in which a group of flying
apsaras is carved on the mandorla of a buddha, oc-
curs quite frequently in the stone sculptures of the
Liang period (the Southern Dynasties) discovered in
Sichuan Province. An example is the stele with an
inscription dated to the tenth year of the Tianjian
era (511) of the Liang, which is held in the Sichuan
Museum. In the upper part of its mandorla are ten
flying apsaras, each holding a musical instrument;

Fig. 5. Flying apsaras. Guyang Cave (Guyangdong), Longmen

Fig. 6. Flying apsaras on a stele with a mandorla. Northern
Wei, first year of the Taichang era (532). Qingzhou Museum,
Shandong Province, China

Fig. 7. Flying apsaras on a stele with a mandorla. Northern
Wei, sixth year of the Zhengguang era (525). Shandong Museum,
Jinan, China

their pibo shawls and garments soar upwards like
tongues of flame (fig. 8).
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Fig. 8. Flying apsaras on a stele with a mandorla. Southern Fig. 9. Flying apsaras on a stele with a mandorla. Eastern Wei
Liang dynasty, tenth year of the Tianjian era (511). Sichuan Museum,;  (534-550). Qingzhou Museum, China
Chengdu Institute of Cultural Relics and Archaeology, China

Fig. 10. Flying apsaras on a stele with a mandorla. Eastern Wei Fig. 11. Flying apsaras on a stele with a mandorla. Eastern Wei
(534-550). Qingzhou Museum, China (534-550). Qingzhou Museum, China
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The sculptural art of Qingzhou, situated in the
north, also experienced the influence of the style
of the Southern Dynasties. The flying apsaras of
Qingzhou, however, are not as graceful and slen-
der as those in the south: their figures are some-
what sturdier, and their forms spare and natural.
For example, on a Northern Wei stele with a single
standing figure of the Buddha, six symmetrical fly-
ing apsaras are placed on the mandorla. The two
central apsaras hold a censer together; the others
hold lotus buds or precious pearls or scatter flow-
ers. The smooth curves of the bodies and ribbons
are rhythmically harmonious (fig. 9).

In the period from the late Northern Wei to the
Eastern Wei the decoration of Buddhist sculptures
becomes more elaborate, and the carving and paint-
ing become more refined. The features and expres-
sion of the Buddha's face, meanwhile, remain the
same: thin eyebrows, small eyes and a small mouth.
Both the Buddha and the apsaras are distinguished
by a restrained, serene and joyful expression, which
leads the viewer into a world of tranquil religious
contemplation.

In the sculptures of the Eastern Wei a stupa is
often carved in the centre of the upper part of the
mandorla, held by the two central apsaras, while the
remaining apsaras are placed symmetrically at the
sides. Take, for example, a sculptural triad with the
Buddha. The two apsaras in the centre hold a square
stupa with both hands; on either side of them are
two more apsaras, who play different instruments:
the pipa, the paixiao panpipes, the sheng and the
konghou harp. Below, beneath the outer apsaras,

on each side a boy kneels on a cloud; with palms
joined, both worship the Buddha (fig. 10). In another
monument of the same period we likewise see the
image of an apsara supporting a stupa. She leans
downwards, as if descending from the heavens. To
her left and right are three apsaras on each side,
who play the paixiao, the nao cymbals, the kong-
hou harp and the sheng. In the upper part one ap-
sara without an instrument raises her hands to her
mouth as if whistling (fig. 11). The variety of poses
and instruments lends the scene of worship of the
Buddha an atmosphere of music and dance.

Thus the flying apsaras from Longxing Temple
in Qingzhou are a typical example of how an In-
dian image, once in China, spread through a new
cultural environment, merged with local traditions
and acquired regional distinctiveness.

In terms of artistic value, the flying apsaras from
Longxing Temple embody both the openness of the
Buddhist art of the Northern Dynasties and the dis-
tinctiveness of the local Qingzhou tradition. In terms
of cultural significance, they constitute invaluable
material evidence of cultural exchange on the Silk
Road, testifying to the profound fusion of Buddhist
art, which had come from abroad, with the Chinese
cultural tradition, and of the Buddhist religion with
popular ideals of beauty. The Qingzhou apsaras from
Longxing Temple represent a high achievement of
the art of the late Northern Dynasties. They not only
enriched Chinese Buddhist art but also became an
indispensable source for the study of China’s ancient
contacts with other countries and of how Buddhist
art adapted to the Chinese artistic tradition.
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NCTOKU N KUTANCKAA AAANTALLINA OBPA3A
NETAWNX ATNMCAP B MCKYCCTBE CEBEPHbIX
OVNHACTU HA MPUMEPE CKYNbMTYP
N3 MOHACTbIPA NYHCKH-Cbl B LMHYXOY

AHHoTauumsa: O6pas semawux ancdp alimsHe socxooum
k ancape u3 uHoutickol mugposozuu. Imom 06pas NPOHUK
8 Kumati ¢ 6yddusmom no Lllenkogomy nymu u nocmeneH-
HO U3MeHUJICS No0 8/UsSHUEM MecmHbix mpaduyudi. B anoxy
CesgepHbix uHacmuii 06Uk 1emauux ancap 380/1H4uUO-
HUPOBAJ: ympa4ueas Yyepmel cmuJ/is 3anadHoz0 Kpas, oH
nocmeneHHo adanmupoeasncs k kuma’dickol xydoxecmeeH-
Holi mpaduyuu LeHmpanbHol pasHUHbI. B yeHmpe 8Hu-
MaHUsi cCmameu Haxo0amcs CKy/ibnmypsl Aemauux ancap
anoxu CesepHbix QuHacmuii uz MoHacmolps JIyHCUH-Cbl 8
HuHyuxoy. B pabome npocnexusaemcs, kak uHoulickudi
06paz nemsawux ancap npuwen 8 Kumadi, pacnpocmpa-

B lll B. 0 H. 3., B 3n0OXy ALLIOKW, NHAWACKINIA By -
[AV3M JOCTUT pacLiBeTa ¥ pacnpoCTpaHWIICa 3a npe-
aensl Mnugun. Yepes LeHTpanbHyro A3uto no Len-
KOBOMY MyTW OH NpoHuK B Kntai, a ns Kutas — Ha
Kopewnckuin nonyocTpos, B ANOHUIO 1 Apyrue ya-
CTV BOCTOYHOA3MaTCKOro pernoHa. byaamnsm pac-
NPOCTPaHANCA OAHOBPEMEHHO B PEIUTMO3HOM W
KyJIbTYPHOM acriekTax. B3anmogencreys ¢ MecTHbIMU
TPaAMLMAMM, OH CNOCOBCTBOBA/ CO34aHMNIO MHOTO-
YMCNEHHbIX MOHACTbIPEN U NeLlepHbIX XpamoB, Haa-
rogaps YemMy CJIOXMWINCb Pa3NUHbIE PErMoHasb-
Hble CTUAN BYAANACKOTrO NCKYCCTBa. XapakTepHbIi
06pa3s 3Toro MCcKyccTBa, AeTalme ancapbl (KT, §X,
@3limsHe), NoAy4nN pa3Hble pernoHabHble NHTep-
npeTauunm, 4To oTpaxaeTt HoraTcTBO U OTKPbLITOCTb
OYAANACKOM XyA0XKECTBEHHOM TPaAULINN.

Mpoobpas KNTaNCKNX NETALLMX ancap — XeHcKme
Ayxu 061aKOB AU BOAbI U3 UHAUACKOW MUdOaOrN,
Knaccuyeckmin obpas JpesHen NHamun. Camble paH-
HMe U3 N3BECTHbIX XY0XXECTBEHHbIX N300paXKeHun

HASIC6 HAa BOCMOK Yepe3 3anddHsle obaacmu Llleskoeo-
20 NymMu, aHaau3upyromcs YHUKAIbHble 0COOeHHOCMU UX
¢dopm, komMnouyuu u ces3u ¢ My3sikoli u maHyamu. Om-
desibHO paccmampusaemcs adanmayus 06pasa 1emsaujux
ancap k kumadickol xydoxecmeeHHoU mpaduyuu 8 3noxy
CesepHbix QuHacmuli Kak YeHHbIl npumep MexKy/1emypHo20
duanoza. CKybnmypel CyXam mMamepuansHeiM UCMOYHU-
Kkom 05151 uccnedosaHus e3aumodelicmeus Kumas ¢ opyeu-
MU Kyibmypamu u kumausayuu 6yddutickozo uckyccmea.
KnroueBble cnoBa: siemsawjue ancapsl; 6yddulickoe uc-
kyccmeo anoxu CesepHoix OuHacmuli, MoHacmelps JlyH-
CUH-CbI 8 L{UHYXO0Y; KyIbmypHbIU CUHMe3; KUmau3ayus.

ancap gatupytotca |l BeKOM A0 H. 3. U BCTpeyatoTcs
Ha penbedax ctynbl (stipa HJU) B bxapxyTe, B paii-
oHe CaTtHa wrtata Magxba-MNpagew (UHgusa) (ua. 1).
B TOT nepuog kaHOHbI 306paxxeHuns byaabl elle He
CNOXMANCH, N ancapbl B COXPaHUBLLMXCA penbedax
MPeACTatoT NapHbIMU KpblaaTbiMy dUrypammu, naps-
W1mMK B Hebe Apyr HaNPOTVB Apyra C TMpASHAaMU U
nasbMOBbIMMW BETBAIMMW B PyKax — 3TO JpeBHeNLLas
nkoHorpaduueckaa ¢opma neTawmx ancap.
MpocnexuBas NCTOPUIO MHANACKON MUbOaOTN
N PENNTUN, MOXHO YBUAETb, YTO 06pa3bl, CBA3aH-
Hble C NeTAWMMM ancapaMv — HeboxunTenn, anca-
pbl, KWWY — BbIAN FNY6OKO YKOPEHEHbI B MECTHOM
NHAWIACKON KYyNbTYPHOW Tpaamumm ewe ao dop-
MaJIbHOTO BO3HUKHOBEHMS ByaAn3Ma 1 MHAyn3ma.
Mocnepyrowas nHTepnpetauma n dopmmpoBaHme
3TMX 06pa3oB B byaan3Me, MHAYM3ME U AXKaHW3Me
ONMpPannCb Ha 3TOT rYBOKMIA KyNbTYPHbIN NaacT,
6narogapa yemy neTame ancapbl B pasHbiX penau-
TMO3HbIX CMCTEMAaxX OBHapPYXXMBAIOT APKO BblpaXKeH-
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HOe CXOACTBO U XyAOXEeCTBEHHOE poAcCTBO. Ecam
paccmaTpuBaTbh TONbKO BHeLIHWE GOPMbI, TO MEX-
Ay NeTAWMMM ancapaMn B PasHbIX Peanrnax HeT
NPUHLUUMMANBHBIX Pa3fYMi. ITO 3aJ0XKMA0 OC-
HOBY A1 PacnpoCTpaHeHns AaHHOro obpasa v ero
CVIIHWA C UHBIMU KYNbTypamu.

C NnpoHWKHOBeHMEM byaan3sma B Kutali NoHs-
TVe N 06pa3 «IEeTALLMX arncap» BOWAN B KNTANCKYHO
KynbTypy. Camoe paHHee ynoMuHaHWe 3TOro Ha3Ba-
HUS BCTpeyaeTcs B cyTpe «Jlanutasucrapa» (KuT. &
B42, Myso u3uH) B nepesoge Yy Paxy, oTHOCSA-
LEemMcA KO BTOPOMY rofly NpaBAeHus Noj AeBM30M
FOHL3a anoxum 3anagHas LisvHb (308 r.). B aTol cy-
Tpe, 0HaKo, Ha3BaHWe «JIeTsLLME ancapbl», G3NTAHb
(kut. "KK), TonbKo YNOMMUHAETCA, U HE MPOACHANTCA
NX 3HaYeHWe, GYHKLMUN 1 BOXKECTBEHHBIN CTaTyC, He
NOATBEPXKAAETCA UX NPUHAANEXXHOCTb K My3blKab-
HblM 6oxkecTBaM . Mepwuog CeBepHas Bal ctan kito-
UeBbIM 3TanoM B GOPMUPOBAHUU NMOHATUSA «IeTALLME
ancapsbl» B Kutae. B «3anuckax o 6yaamickmx Mo-
HacTbipax JloaHa» (kut. SEFAMNEEIC, NlosH uzsnaHb
u3m) AH CroaHbuYXu BNepBble 06beANHWA FraHaXap-
BOB W KMHHAPOB NoJ 06LMM Ha3BaHWeM «ieTALme
ancapbl-My3bIKaHTbl» 1 TEM CaMbIM Zai NMMCbMEHHOE
onpejeneHne 1 onucaHme XyAoXeCTBEHHbIX OCO-
HeHHOCTel neTawmx ancap GpanTaHb. VIMeHHO 3TOT
TEKCT CYMTAETCA OTNPABHOW TOUKOW AN HAaYyYHOro
onpejeneHns TepMUHa «JeTsLLMe arncapbl»? B KUTal-
CKOM KOHTekcTe. [poHuKHYB B KuTai, obpas nets-
LWMX ancap CMeLlanca ¢ MECTHON JaOCCKOWN KYbTy-
poli 6ecCMepPTHBbIX, MOCTENEHHO YTPATUA UHANNCKYHO
PeNUrnosHyto crneumduky 1 BoipaboTan KUTanlcKyro
XYAOXECTBEHHYHO MAEHTUYHOCTb, Haarogapsa yemy
rNyboKOo YKOPEHNACS B MECTHOM TpaanLmu.

WTak, obpas neTawmx ancap B KUTanckom 6ya-
AMACKOM UCKYCCTBE BOCXOAMT K UHAMNCKOW KYAbType.
OdopmneHne paHHel knaccuyeckomn nkoHorpapum
NeTALMX ancap MOXHO NPocNeanTb A0 CKYAbMTY-
pbl cnaswero byaabl us parioHa Katpa B Matxype
(wrat YTTap-Mpagew, NHamns), oTHOCALWENCs KO BTO-
poW nosoBuHe | Beka. B BepxHel yact maHAopbI
3TOM CKY/NbMTYPbl CUMMETPUYHO APYT APYrY Bblpe-
3aHbl NapHble GUrypbl NeTALLMX afncap C LiBeTaMu B
pykax (ua. 2). IMeHHO B 3TOI CKy/IbMTYpE, NO-BUAMK-
MOMY, U CesyeT BUAETb NPoobpas KUTAaNCKMX NeTs-

' Kutaickuii kaHoH Tpunutaku. — MekuH: KHWXXHasn komnaHus
UskyHxya, 1986. - T. 15. - C. 415. (PLERFERIER. (PE
AFiL) 581500 463 : PIEHF. 19864, 5541571

2 [lyHbXyaHOBe/€eHWe: SHLMKIONeANYeCKuUii C1oBapb / Nog pea.
L3u CaHbanHs. — LLanxan: LLaHxaickoe cioBapHoOe 134-BO,
1998.-C. 166. (FXAM. (FURFKRERH) . £5 . DBFHH
hR*L. 1998%F. 5516671
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wmx ancap. Y13 Matxypbl 3TOT MKOHOrpapuueckmnii
TV pacnpocTpaHuaca Ha cesep, B laHaxapy, a 3a-
Tem uvepes Kanvcy (ApraHncraH) Ha BOCTOK — B LiEH-
TpanbHble panoHbl Kutas.

MpoHrkHyB B KnTalh, 06pas neTsawmx ancap npe-
Tepnen BaXKHble N3MEHEHMS: Ha NePBbLIN NAaH BbILLAN
My3blka M TaHeLl. B nepBoHayanbHOM MHAMNCKOM Ba-
pviaHTe NeTaLMe ancapbl Yalle Aep>kaT rMpAsHabl 1
OoXepesibs, pexxe — My3blKa/lbHble MHCTPYMEHTbI. My-
3blKa/IbHbl€ UHCTPYMEHTbI, BEPOSATHO, MOSBUANCH MOZ
B/ISIHVEM MECTHbIX MY3bIKa/IbHO-TaHL|eBa/IbHbIX TPa-
anumii B Kyye m JlaHuxkoy. B newepax Kyuw, a men-
Ho B KbI3bIICKMX MeLyepax, NeTaLLme ancapbl npes-
CTaB/IeHbl INaBHbIM 06Pa30M HaCTEHHOM XXMBOMUCHIO
1 061a4aroT APKO BbIPaXKeHHbIMW YepTamMmn UCKYCCTBa
3anaZHoro Kpas: 3To Yalle BCero Myxckue Gurypbl
BbICOKVMMW HOCaMW, F1y6OKO MOCaXKEHHBIMW F1a3amu v
MOJIHBIMM OKPYT/IbIMUW IMLLAMK; BONOChI yOpaHbl B KPY-
TAbIA NYyYOK WM YBEHYaHbl KOPOHOW C NATbHO Aparo-
LIeHHOCTAIMM; TOPC MOLLIHBIY, BEPXHAS YacTb Tesla 06-
Ha>XeHa; HaKUAKM 1 pa3BeBatoLLMECH IEHTbI OYepUeHbl
KECTKUMU INHUAMY; BOCble, B AMHHBIX F0OKax; U3rmb
TeN CO34aeT BrneyataeHne napeHus (wa. 3).

B newepax FOHbraH anoxu CeBepHas Baii obpas
NeTALLMX ancap HacaeayeT CTUAKO parioHa JIAHUXKOY.
ViIMn npenmyLLecTBEHHO 3aNOAHANNCE KOMMO3ULM-
OHHbIe NYCTOTbl MEXAY HULIAMW 1N CKYAbNTYpaMu, TO
€CTb 3a NpejesaMn YCNOBHOM LIEHTPasIbHOW 30Hb,
oKkpy>KaroLeli rnasHoe 6oxecTBo. CoXpaHATCA U
OCHOBHbIE CTUANCTUYECKMNE OCOBEHHOCTN — rpy-
60BaTOCTb IMHUI, CTUAM3aLMS GOPM U AeKopaTUB-
HocTb. C kuTam3aumeri CeBepHow Bai 1 nepeHocoM
CTONNLLbI yCBaMBaeTCs CTWAb FOXHbIX AMHACTUI, NKO-
Horpaduyeckmii TN 3BOAHOLMOHMPYET 1 yTBEPXKAa-
eTcs, OPMUPYETCS HOBbIN, KNTaU3UPOBAHHLIN CTUIb
(un. 4). B newepax JlyHM3Hb 06AMK NeTALMX ancap
yXe N3MeHeH: GUrypbl CTaHOBATCS ETKUMU, N3SALLL-
HbIMY; YepTbl IMLA YTPauMBatOT MHO3EMHbIV Xapak-
Tep, CTaHOBATCA KATANCKMMU 1N MOCTENEHHO XXEHCKU-
Mu. MHorune ancapbl n306pakeHbl 06HaXXeHHbIMY,
C HAaKMHYTOW Ha naeun Wwanbko N3nbo, koTopas pas-
BeBaeTcs, 06BMBas Gurypy; ANnHHbIE FOHKN NAOTHO
obneratoT HOrKY, a UX NOAObI B3METarOTCs BBEPX.
Ancapbl O4HOBPEMEHHO TaHLLYOT 1 UrparoT Ha pas-
JINYHBIX MY3bIKaNbHbIX UHCTPYMEHTaX, 1erkO 1 U3LL-
HO naps B Bo3ayxe (un. 5).

Takvm ob6pa3om, neTsaLne ancapbl, Nponas nyTb
13 iHamn B Kutan 1 3BONOLMOHNPYA B PErMOHE
CWHbL3AH, 06penn K1TansmnpoBaHHbIn 06amK. B ano-
xy CeBepHbIX ANHACTUI BYAANNCKOE NCKYCCTBO, LiEH-
TPOM KOTOPOro 6bin JIAHUXOY, PacnpoCTPaHANOCh

Ha 3anag, B [lyHbXyaH, a Ha toro-Boctok — Ao Mai-
u3nwanHsa, FOHbrana, JlyHmaHa n ganee o LinHuxoy.
B 3TuX pervoHax n MecTHbIX NeLLepHbIX KOMMeK-
cax HarnNAjHO NPOCAEXMBaeTCA NpoLecc Herpe-
pbIBHOW TpaHCPOpMaL MK NeTAWwmMx ancap, nocre-
NMEeHHOro 0H6PEeTEHNS MU KUTANCKUX YEPT B pasHble
nepuogbl 1 B pa3Hbix obnactax Kntas.

Kak y>e rosopuioch Bbille, B 3noxy CeBepHbIX
AMHACTUI neTaAWwMe ancapbl B neLlepax pasHbix pe-
FMOHOB MOC/AeA0BaTENIbHO KUTan3nMpoBaamnch, Co-
yeTaa yepTbl Kak MCKYCCTBa 3anagHoro Kpas, Tak u
LleHTpanbHOM paBHWHbI. CKyNbNTYpPbl U3 MOHACTbI-
ps JlyHCKH-CbI B LIHYXOY HarnsgHO AEMOHCTPUPY-
tOT PernoHasbHyH 3BOOLMIO 3TOro obpasa. Cpe-
AW HAaXo40K 13 3TOro NaMsATHMUKa Hanbosiee boraTo
npeAcTaBAeHbl CKyAbNTYpbl 3Moxu CeBepHbIX AMHA-
ctnin. OcobeHHO nokasaTenbHa cTesla C HajnuUchbHo,
AaTvpyemas nepBbiM roZOM MpaB/ieHus Noj LeBU-
3oM TanuaH (532 r.) anoxu CeBepHas Baii. HuxHss
YacTb ee yTpayeHa, HO COXPaHUANCb BEPXHME NO-
NIOBUHbI Tpex CTaTylh 1 NeTAlMe ancapbl Ha MaH-
aopne (nn. 6). B ueHTpe maHZ0pPAbI — APaKoOH, a B
BEPXHEN YacTn — MaseHbkuli byaga. Mo obe cTo-
POHbI CUMMETPUYHO PaCcnoIOXeHbl YeTbipe dury-
pbl NETALWMX ancap, Mo ABe C KaXA0W CTOPOHBI. [lBe
arncapsl, HaxoasLmecs 6anXKe K LLeHTpY, OAHOM py-
KOM BbICOKO MOAHMMatOT BYTOH 10TOCa, @ BTOPYHO
PYKy Aep>aT Ha nosce. [lee 60koBble ancapbl MOA-
HVYMatoT BBEPX 06€e PyKW, MPUYEM B OLHON pyKe y
KaXaoWn Takxxe 6yToH notoca. durypbl ancap m3o-
FHYTbl, OHW Kak 6bl cMAAT B BO3ayxe. JIMHWUM U3ru-
60B nnaBHble, FOOKN M NEeHTbl cBOHOAHO pa3BeBa-
tOTCH, Ha ML aX — PajoCTb Y YMUPOTBOPEHME.

JApyroii Apkuin npumep — 60bLLas CKyAbMNTypHas
Tpuaga, xpaHawasca B Mysee nposuHuum LaHb-
AYH W faTpyemMas WecCTbiM rojoM NpaBAeHus nog,
aeBusoM YxaHryaH (525 r.) anoxu CeepHas Bali.
MaHgophaa ueHTpanasbHoro byaabl MHorocnonHa. Bo
BHYTPEHHEM C/10€ MEXAY A3blkaMW MaaMeHn — Je-
BATb MasieHbKMX CUAALLMX ByAa, B BEPXHEN YacTn —
ApakoHbl. C BHELIHEN CTOPOHbI A3bIKOB MJiaMeHU
PacnonoXeHbl OAMHHaALATb NeTALLMX ancap. B LeH-
Tpe BepXHel YacTh MaHAOpP/bl ancapa crnyckaeTcs
BHW3 C KypWbHULER; N0 60KaM OT Hee CUMMETPUY-
HO PacroJ/IoXeHbl ellle No NATb ancap € KaXAoMu
cTopoHbl. OHM UrparoT Ha bapabaHe sory, daeiTe,
H6ambykoBOM roboe 6maum, naHdaerTe Nancso, Nune;
y ABYX ancap cieBa 1 cnpaBa HeT MHCTPYMEHTOB,
OHW TaHLYyOT, B3MaxmBas pykaBamu. PUTM pasBe-
BaOLLMXCA NIEHT ancap NepeknnKaeTcs C A3blkaMu
naaMeHu, ycuamBas AekopaTuBHbIi 3ddekT (un. 7).

MopobHas KOMMO3MLKMA, rae rpynna AeTawmx
ancap Bblpe3aHa Ha MaHaopae 6yaabl, AOBOJIbHO
YacTo BCTPEYaEeTCA B KAMEHHbIX CKYbMNTypax 3Moxu
Nan (neprog KOXHbIX AUHACTWI), OBHapPY>KEHHBIX B
npoBuHUMK CbivyaHb. B kauecTBe npnmepa MOXHO
NPWBECTU CTeNY C HAAMWCBIO, AaTUPYEMYHO AECATbIM
roZom npasaeHua nog Aesm3oM TaHbL3aHb (511 1)
anoxu J1aH, koTopas xpaHutca B CbluyaHbCKOM My-
3ee. B BepxHei yacTu ee MaHZOP/bl PaCrONOXKEHbI
[ecaTb NeTALMX ancap, Kaxzjas U3 KoTopbIX AepXXNT
MYy3blKaNbHbIA MHCTPYMEHT; UX Wanan nanbo n opes-
HWS B3MbIBaOT BBEPX, CJIOBHO A3bIKW NaaMeHn (ua. 8).

CkynbnTypHOE NCKyCcCTBO LIMHWKOY, pacnonoxeH-
HOro Ha ceBepe, TakxKe UCMbITano BAnAHWE cTuas KOx-
HbIX AnHacTmin. OgHako netawme ancapbl LIMHWKoy He
CTOJ/b U3SILLHbI U CTPOVHBI, Kak Ha rore: nx Gurypbl YyTb
6onee NAOTHblE, @ GOPMbI TAKOHWNYHbIE 1N €CTECTBEH-
Hble. Hanpumep, Ha cTene C 0AMHOYHOW CTosALwen du-
rypon byaabl anoxv CeBepHas Bali Ha maHgopAe pac-
MONOXeHbI LLIECTb CUMMETPUYHBIX NeTALLMX ancap. [ee
LLeHTpa/IbHble ancapbl BMeCTe Aep>KaT KYpUAbHULLY,
OCTa/lbHble fep>KaT BYTOHbI JOTOCa MW AparoLieHHble
SKEMUY>XKUMHbI IMbB0 pasbpackiBatoT LBETHI. [haBHble
M3rnbbl TeN Y IEHT PUTMUYECKM TAPMOHWUYHBI (1. 9).

B nepuog ot no3aHelt CesepHoli Ban go Boc-
TOYHOW Bali gekop BYAANNCKUX CKYAbMATYP YCAOXK-
HAeTCA, a pe3bba 1 POCNUCh CTAHOBATCA U3ALLHEE.
Mex gy Tem 4epTbl 1 BbipaxeHue auua byaapl octa-
FOTCS MPEXHUMU: Y HETO TOHKWE BPOoBK, HebObLLNE
rnasa v pot. V1 byaay, v ancap otanyaer caepxxaH-
HO-6e3MATeXHOE, PafOCTHOE BbipaxeHue Anua,
KOTOpOe yBOAMNT 3pUTENA B MUP YMUPOTBOPEHHO-
ro pe/IMrMo3HOro cosepLaHus.

B ckynbnTtypax BoctouHown Bali B LieHTpe Bepx-
HeW YacTW MaHAOopP/ibl YacTo Bblpe3aHa CTyna, KOTo-
pyto Aep>KaT JBe LleHTpabHble ancapbl, @ OCTab-
Hble ancapbl PacrnonoXeHbl Mo 6okaM CUMMETPUYHO.
PaccmoTpum B KauecTBe nprmepa CKyAbNTYPHYHO
Tpuagy c byason. iBe ancapsbl B LeHTpe obenmMun
pykamu gep>aT KBagpaTHyto cTyny; no 6okam ot
HWUX — elle No JBe ancapbl, KOTOPble UTParOT Ha
pasHbIX MHCTPYMEHTax — nune, NaHdaenTe nNancso,
WwaHe 1 apde KyHxoy. BHM3y, noa 6okoBbIMM anca-
pamW, C KaXoWN CTOPOHbI Ha obaake CTOUT Ha KO-
NEHAX MasibumK; CIOXMB NafoHKN, 06a NOKNOHAOTCA
byaae (nn. 10). B gpyrom namaTHUKe, OTHOCALLEMCS
K 3TOMY e Nepuoay, Mbl Takxe BUAUM n3obpaxe-
HWe ancapbl, nogaepxwmBatowen ctyny. OHa Hak10-
HAETCS BHW3, CJIOBHO CNycKasach ¢ Hebec. Mo 6okam
OT Hee MO TPW ancapbl C KaXA0M CTOPOHbI, KOTO-
pble UrparoT Ha Narncsao, Tapesakax Hao, apde KyH-
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X0y W W3He. B BepxHel yactn ogHa ancapa 6e3 uH-
CTPYMEHTa NOAHOCUT PYKWU KO PTY, CIOBHO CBUCTUT
(un. 11). brarogapsa pa3Hoo6pasno NO3 U NUHCTPY-
MEHTOB CLieHa Nok/ioHeHns byase obpetaet aTmMoc-
depy My3bIKM 1 TaHUa.

Taknum obpazom, neTame ancapbl 3 MOHaCTbI-
ps JIYHCUH-CbI B LIMHUXOY — 3TO TUNNYHBIN Npu-
Mep TOro, Kak MHAWACKUI 06pa3, MPOHUKHYB B Ku-
Tal, pacnpoCTPaHANCA B MHOW Ky/NbTypHON cpeje,
C/IMBANICA C MECTHbIMU TpaauLmaMn 1 obpeTan pe-
rmoHanbHoe ceBoeobpazue.

Ecav roBopuTb 0 XyZ0XXECTBEHHON LLEHHOCTH, TO
NeTALMe ancapbl U3 MOHACTbIPs JIYHCUH-Cbl BOMJIO-
LLaoT M OTKPLITOCTb Byaanickoro uckyccrea Ce-
BEPHbIX ANHACTUI, N CAMOBBLITHOCTb MECTHOM LIH-

UXKOYCKOW Tpaguumn. YTo Kacaetcs KyabTypHOro
3HAUEHWS, TO OHWN ABASAIOTCA LEHHENLINM MaTepu-
a/IbHbIM NMOATBEPXKAEHMEM KY/IbTYPHbIX 0OMEHOB Ha
LLlenkoBOM NyTH, CBUAETENBCTBYHOLLUM O Ty6OKOM
CMSHUN BYAANNCKOTO NCKYCCTBA, MPULLEALLIEro 13-
BHE, C KUTaMCKOM KyAbTYPHOW Tpaauumei, a byaania-
CKOW PeNnrnm — C HapoAHbIMUN NPeACTaBAEHNAMMU O
Kpacote. LlnHuxoyckume ancapbl n3 MoHacTbips JIyH-
CWH-Cbl MPeACTaBAAIOT COOOM BbICOKOE AOCTUXEHME
ncKyccTBa nosaHero nepuoga CeBepHbIX ANHACTUN.
OHW He TOAIbKO 0boraTUIM KMTanckoe byaaninckoe
WCKYCCTBO, HO U CTaau HE3aMEHNMbIM UCTOYHNKOM
AN U3yUYEeHUs ApeBHMX KOHTaKTOB Kutas ¢ gpyrimm
CTpaHamu ¥ Toro, Kak ByaAnncKkoe NCKYCCTBO afanTu-
POBaNOCh K KNTANCKOW Xy,0XKEeCTBEHHOW TpaanLIK.
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VASILY ZINOVIEV

Summary: Liturgical music by Russian composers at the
turn of the 19th and 20th centuries is of considerable in-
terest in terms of sacred text and music interaction. The
focus here is on different harmonizations of the chant
“Thou hast entered the church” by two notable composers
of the time — Father Vasily Zinoviev and Alexander Kast-
alsky. One can trace distinct ways in which these authors
handle the sacred text. This study seeks to identify why
His Holiness Patriarch Tikhon (Bellavin) did not accept

Liturgical music by composers at the turn of the
19th and 20th centuries is of particular interest from
the perspective of sacred text and music interaction.
In this respect we consider liturgical chants by Al-
exander Kastalsky, Director of the Synodal School
of Church Singing, and by Father Vasily Zinovieyv,
precentor (choir director) of the Yaroslavl Archbish-
op's Choir. It is worth noting that the works of these
composers remain highly significant for contem-
porary church singing practice and continue to be
performed in services today.

The interaction of sacred text and music in
the given composers’ works has not yet been the
subject of specialised scholarly investigation. At

the harmonization of the chant by Alexander Kastalsky.
Nevertheless, this incident does not detract from A. Kastal-
sky’s importance as a composer of sacred music; his works,
along with those of Father Vasily Zinoviev, are still widely
performed in liturgical services.

Keywords: sacred text and music interaction, rite of the
hierarch’s vesting, liturgical music, litany, chant harmoni-
zation.

the same time, we note the multi-volume publi-
cation «Russian Church Music in Documents and
Materials», especially Volume 5 («Alexander Kast-
alsky. Articles, Materials, Memoirs, Correspond-
ence») as well as the article by V. Bakumenko
«Regent and Church Composer Father Vasily Zi-
noviev», the article by M. Eremina and O. Bochka-
reva «Incorporating the Ideas of S. V. Smolensky
and V. N. Zinoviev into Contemporary Music Ped-
agogy» and by L. Zummer «A Voluntary Captive
of Music» and others.

This study seeks to examine the chants by
A. D. Kastalsky, Director of the Synodal School of
Church Singing, and Father Vasily Zinoviev, precen-
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Example 1. Father Vasily Zinoviev. «Thou hast entered the church» (fragment).
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Example 2. A. Kastalsky. «Thou hast entered the church» (fragment).

tor of the Yaroslavl Archbishop’s Choir, from the
perspective of sacred text and music interaction.

In the early 1910s Father Vasily Zinoviev harmo-
nized and published the chant «Thou hast entered
the church» from 17th-century singing manuscripts.

On January 19, 1918, Alexander Kastalsky wrote
to his friend Kh. N. Grozdov: «[The Patriarch] gave
me a setting by a certain priest Zinoviev, “Thou
hast entered the church”, as a chant for the vest-
ing. | liked the text (the melody is from the Obik-
hod), and to this melody and text (partly reworking
the latter in my own way, in keeping with the “spir-
it of the times”) | cobbled together a chant “for the
vesting of the hierarch”, which the Synodal sing-
ers will sing on Sunday the 21st at the Alekseevsky
Convent at a service concelebrated with the Patri-
arch» (Zvereva, 2006, p. 559).

Patriarch Tikhon's reaction was unexpected and
categorical: he described Kastalsky's harmonization
as very unsuccessful and ordered that henceforth
only Father Vasily Zinoviev's version be sung at ser-
vices in which he took part.

What was the reason for the Patriarch’s strong re-
jection of the harmonization made by a well-known
church composer, Director of the Synodal School,
Alexander Kastalsky?

Let us consider both chants from the perspec-
tive of sacred text and music interaction.

The chant «Thou hast entered the church» is a
fragment of the rite for the hierarch’s entry into the
church — a special service comprising chants and
prayers that accompany the ceremonial entrance of
a hierarch (bishop, metropolitan, or Patriarch) pri-
or to the celebration of the liturgy.

The rite of the hierarch’s welcoming includes
six chants: «<From the Rising of the Sun», «lt is Tru-
ly Meet» (or the Zadostoinik), «<Ton Despotin», «To
Mount Zion», «Let Thy Soul Rejoice in the Lord»,
«Ton Despotin» (a trio).

The chants of the hierarchal service, as well as
those of the welcoming rite for the hierarch, are
very solemn. Some of them are customarily sung
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in Greek, a tradition linked to the practice of send-
ing metropolitans to Rus’ from Byzantium.

There is no chant «Thou hast entered the church»
in the above-mentioned welcoming rite. It is worth
noting a distinctive feature of this chant: it is not
liturgically prescribed, that is, it is not part of the
standard repertoire for the whole Russian Ortho-
dox Church.

According to available sources, this chant in its
original monophonic setting was published under
Patriarch Joseph of Moscow (1642-1652), that is,
prior to the reforms of Patriarch Nikon. This period
in Russian history is characterized by a profound
reverence for and attention to the liturgy (Paul of
Aleppo, 2019).

Father Vasily Zinoviev created a harmonic ar-
rangement of this monophonic chant for a mixed
choir. This occurred during the tenure in Yaroslavl
of Archbishop Tikhon (Bellavin), the future Patri-
arch (1907-1913), and may well have been carried
out at his behest. It is known that His Eminence
Tikhon entrusted Father Vasily with the harmoni-
zation of the Yaroslavl Obikhod (Zummer, 2014, p.
112). It is possible that the chant “Thou Hast En-
tered the Church” was sung in a monophonic form
at liturgies attended by the Yaroslavl hierarchs; al-
ternatively, the suggestion to perform this choral
setting may have originated solely with Archbishop
Tikhon. In any case, the dedication in Father Vasily's
edition indicates the Archbishop’s direct connection
to this chant: "Dedicated to His Eminence Tikhon,
Archbishop of Yaroslavl and Rostov"".

The chant is sung during the hierarch’s vesting?
and, like many chants of the welcoming rite, is ad-
dressed to the hierarch himself with an exhortation
to “strive” (potshchisya) to serve God, that the Lord
may accept his prayers and grant His blessings to
all Christians.

' The Vesting Chant for the Bishop before the Liturgy. From
Early Printed Notation of Patriarch Joseph’'s Time. Yaroslavl:
Typolithography of N. Kh. Nikolaeva.

2 Presumably, it replaces No. 5 of the welcoming rite, the chant
“Let Thy Soul Rejoice in the Lord".
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Example 4. A. Kastalsky. «Thou hast entered the church» (fragment).

Let us consider the composers’ treatment of the
sacred text. Father Vasily harmonized the melody
while preserving the original text of the chant un-
changed. A. Kastalsky, as he himself noted, partial-
ly revised the text in accordance with the “spirit of
the times” (Zvereva, 2006, p. 559).

For illustration, we provide a table. The noticea-
ble differences begin with the words: “May the Lord
hear your prayers.”

Father Vasily Zinoviev A. Kastalsky

And may He grant the | And may He grant the
Christian people victory | Christian race victory
over their enemies over the passions

to His Holiness the to His Holiness the

Patriarch and the Right | Patriarch, the Hierarchs
Reverend Hierarchs and the pastors holi-
vigour with prayer ness

to the rulers judgement
and righteousness,
to the monks a sinless | to the peoples peace
life and quiet, to the laws
strength, to the faith
prosperity

and to all Christians
long life with health
and great mercy

and to all Christians
great mercy

The composers’ approach to the sacred
text influenced their treatment of the elements
of musical language. Notably, the texture dif-
fers: Father Vasily's is more compact and ascetic,
while Alexander Kastalsky's is broad and sparse.
As for harmony, the two composers employ dif-
ferent harmonic functions and progressions when
harmonizing the same melody. In some fragments,
the rhythm also underwent changes in Alexander
Kastalsky's setting of the chant.

It becomes evident that, given this approach to
the sacred text (all changes to liturgical texts must
be approved by the Church only after special re-
view), the liturgical character of the piece in Kast-
alsky’s harmonization came into question. For this
reason, the sharp and unequivocal reaction of His
Holiness Patriarch Tikhon is quite understandable.

Nevertheless, this incident does not diminish
A. Kastalsky's significance as a composer of sacred
music. His works were widely disseminated and per-
formed in many churches across Russia as early as
the beginning of the 20th century. At the celebra-
tions in the Yaroslavl Diocese in 1909 (when the
ruling hierarch was Archbishop Tikhon, the future
Patriarch) in honour of the anniversary of the repose
of St. Dimitry of Rostov?, the troparion to St. Dim-
itry, specially harmonized by A. Kastalsky for the

3 The 200th anniversary of the blessed repose of St. Dimitry of
Rostov (Tuptalo, 1651-1909), widely known for compiling the
multi-volume Lives of the Saints.
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Example 6. Father Vasily Zinoviev. Litany of Fervent Supplication (fragment).

occasion, was performed with great success (Zum-
mer, 2014, p. 113).

To explain the incident involving the chant “Thou
Hast Entered the Church,” we may refer to the ar-
ticle On a New Direction in Russian Church Music
by Archpriest Mikhail Lisitsyn. Among the aims of
the “New Direction” Father Mikhail lists “the unifi-
cation of the masses” and “ideological unity with
the West" (Lisitsyn, 1909, p. 23).

This demonstrates that the phenomenon of
the "New Direction” encompassed a far broad-
er range of sacred compositions and harmoniza-
tions than the liturgical singing strictly prescribed
by the Typikon. The various objectives precisely
identified by Archpriest Mikhail Lisitsyn conflict-
ed with the requirements of the Church Typikon,
which gave rise to a large number of works — not
all of which can be considered liturgically appro-
priate in terms of the relationship between the
sacred text and music.

The chants that most closely reflect the liturgi-
cal nature of the service have become part of the
liturgical repertoire of many choirs and are regu-
larly performed in services. As an example, we cite
the Great Litany (Ektenia) by A. Kastalsky.
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Here, the music is fully subordinate to the sa-
cred text, yet at the same time holds great poten-
tial for its musical realization.

The sacred text is rendered syllabically (one syl-
lable per note). The melodic lines in each voice are
ascetically sparse yet prayerfully expressive. The
harmony is simple but well-balanced. The musical
elements, masterfully selected by the composer in
accordance with the requirements of the liturgy*,
provided considerable interpretative potential for
revealing the spiritual image of the work and thus
accounted for its recognition in liturgical practice®.

Particularly noteworthy is the performance of
this chant by the renowned choirmaster Archiman-
drite Matthew (Mormyl), described as “an outstand-
ing church musician” (Starostina, 2020, p. 2). In the
sound of Father Matthew's choir, the expressive po-
tential of A. Kastalsky's Great Litany (Ektenia) is re-
markably revealed through the use of the tenors’

4 The dialogical level of revealing the sacred word (a dialogue
between the clergyman and the choir).

> Published in the Obikhod of the Synodal Choir, edited by
A. Kastalsky, in 1914, this litany has been reprinted in nu-
merous liturgical collections ever since and remains a regu-
lar part of Patriarchal, episcopal, and everyday services.

mixed register, the octavist basses, vivid dynamics,
and expressive articulation.

Let us examine the Litany of Fervent Supplica-
tion (Augmented Litany) in G minor by Father Vasi-
ly Zinoviev®.

In this Litany of Fervent Supplication’, the sa-
cred text informed a compelling musical interpre-

& Father Vasily Zinoviev's best-known sacred choral work is
"God Is with Us”, written in 1912 to mark the 100-year anni-
versary of the victory over Napoleon's army. This work mer-
its a separate study.

’ The Litany of Fervent Supplication (sugubaya ekteniya) is an
intensified, special prayer. In it, the sacred phrase “Lord, have
mercy” is pronounced three times, in accordance with the re-
quirements of the Typikon.

tation. Father Vasily offers an original treatment of
the intonations of the Obikhod chant of the 6th tone
(glas). This is evident in the melody and harmony.
The texture of the work closely resembles the typ-
ical Obikhod setting for a four-part choir.

The interaction of sacred text and music in the
works of composers at the turn of the 19th and
20th centuries reveals considerable diversity and
holds particular scholarly interest. This stems, on
the one hand, from their explorations and innova-
tions in the liturgical sphere, and, on the other, from
the highly politicized “spirit of the age,” which also
found expression in their liturgical compositions.
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O B3AVMOAENCTBUIW CAKPAJIBHOIO C/TOBA
N MY3bIK B BOTOCJ/TY XEBHbIX NMECHOMNMEHUNAX
A.4. KACTAJIbCKOTO N CBAWEHHUKA BACUJINA

3SVIHOBbBEBA

AHHoTaums: bo2oc/1yxebHole npou3ssedeHuUs pycckuX KOMNO-
3umopos Ha pybexe XIX-XX sekos npedcmaenstom 6osbwiol
UHMepec ¢ MoYKU 3peHus 83aumModelicmsusi CakpaabHo20 CI0-
8a U My3bIKU. B daHHOU ceA3u 3ac/1yxusarom eHUMAHUS pas-
JIUYHble 2apMoHU3ayuu 00Ho20 necHoneHus «Bocwien ecu 8o
YepKosb», 8bIN0JIHEHHbIe 08YMS U38eCMHbIMU KOMNO3UMopa-
MU 0aHHo20 nepuoda — cesujeHHUKoM Bacuauem 3uHosbesbiM
u AnexcaHdopom Kacmaneckum. lNpocaexusaemcsi pasHoe
OmHouwieHue OaHHbIX asmopos K CakpaabHoMy c/1o8y, hpeo-
NpUHUMa@emcsa NONLIMKA YCMAHO8UMb NPUYUHbI HENPUAMUS

B pakypce B3aMMoaencTBus cakpaibHOro C/o-
Ba 1 My3blKM OCObbI MHTEpPEC NPeacTaBAArOT AM-
Typruyeckme necHorneHnsa ote4yecTBeHHbIX KOMMO-
3MTOpPOB Ha pybexe XIX—XX BeKOB, B UaCTHOCTMH,
AnekcaHppa Kactanbckoro v cesileHHmKa Bacu-
nva 3nHoBbeBa. CnegyeT OTMETUTb, YTO TBOpYe-
CTBO AaHHbIX aBTOPOB MMeeT 60bLIOe 3HaUeHne
4151 COBPEMEHHOW LLePKOBHO-MEBYECKON NpPaKTu-
KW, UX Npoun3BeaeHns BoCTpeboBaHbl 1 NpojoKa-
FOT 3BYYaTb Ha OOrocay>XeHUsX U B Halle BpeMs.

CreumanbHbIX NUCCNEA0BaHWUI, NOCBALLEHHbIX B3a-
MUMOZENCTBUIO CaKpasbHOrO CI0Ba U My3bIKW B NPO-
n3BefeHNAX 4aHHbIX KOMMO3UTOPOB, B HacTosLlee
BPEMS HEeT; B TO XKe BpeMsA OTMEeTUM MHOrOTOM-
HbI Tpyg, «Pycckas fyxoBHas My3bika B JOKYMEH-
Tax U MaTepuanax», ocobeHHo V ToM («AnekcaHap
Kactanbcknin. Ctatbi, MaTepuraibl, BOCMOMUHAHNS,
nepenucka»), a Takxe crateto B. bakymeHko «Pe-
FeHT M LepKOBHbI/ KOMMNO3UTOP CBALLEHHUK Ba-
cuanii 3nHoBbeB», U M. EpemuHoli n O. boukape-
Bol «Mcnonb3oBaHue naein C. B. CMONEHCKOro U
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Cesameliwum Nampuapxom TuxoHom (besnnasuHeim) 8apuaH-
ma necHoneHus 8 capmoHu3sayuu A. Kacmaneckozo. Cnedy-
em ommemume, Ymo OaHHbIU cayqati He ymansem 3Ha4eHust
A. Kacmasnecko2o Kak yepkosHo20 KOMNO3umopa, npousse-
JeHus Komopo2o, MAak Xe, KaK U NeCHONeHUs C8AWEHHUKA
Bacunus 3uHosbesa, 38y4am 8 xpamax Ha 6020C/1yKeHU-
AX U no celi OeHe.

KnroueBble cnoBa: cakpdsbHoe €/1080 U My3bIKA, YUH
obnaveHus Apxuepes, 6ozocnyxebHble npoussedeHus,
eKmeHus, 2apMOHU3ayuuU necHoneHud.

B. H. 3uHoBbEBa B COBPEMEHHOM My3blKasbHO-Me-
Jarornyeckom obpasosaHum», J1. 3ymmep «Jobpo-
BOJIbHbIV MAEHHUK MY3bIKU» U T.4.

B HacTosAlem nccnegosaHum npegnpuHnMaeTca
NonbITKa paccMoTpeTb NecHoneHna gnpektopa Cun-
HoganbHoro yumnunuia A.Jl. Kactanbckoro v pereHra
ApocnaBckoro Apxuepeickoro xopa casLleHHvKa Ba-
cnns 3MHOBbEBA C TOUKM 3pEHNS B3aNMOAENCTBIS
cakpasbHOro cnosa u my3biku (Mpumep 1. Ceaw,
B. 3uHOBbLEB. «BocCLlen ecn BO LiepkoBb» (GparmMeHT)).

CBsILLLEeHHUK Bacuaunii 3MHOBbLEB rapMOHM30BanN
1 nsaan B Hadane 1910-x roaoB necHoneHne «Boc-
LeN ecu BO LIEpKOBb» 13 MeByeckmx pykonucei XVII
Beka (Mpumep 2. A. Kactanbcknin. «Bocwen ecu Bo
LepkoBb» (bparmeHT)).

19 anBapsA 1918 roga AnekcaHap Kactanbckuii
nucan csoemy apyry X. H. F'po3gosy: [MNatpunapx] gan
MHe nepesioXKeHne HeKOero CBAWEeHHNKa 3MHOBbe-
Ba «Bolen ecn BO LlepKOBb» B KayecTBe necHone-
HWA 3a obnaveHnem. MHe NpUrasHyaca TekcT (Me-
noana obuxogHas), U A COCTpANan Ha 3Ty MeoAUNIo

M TeKCT (OTYaCTU 1 ero NeperHayvmB MNo-CBOEMY, CO-
06pa3Ho C «AyXOM BPeEMEHMN») HeKoe MecHoMneHne
«Ha obnayeHune apxuepes», KOTOpPoOe B BOCKpece-
Hbe 21-ro 6yayT NeTb «CMHOAANbI» B AneKceeBckoM
MOHacTbIpe B cocny>eHun ¢ Natpuapxom» [6, 559].

Peakuyua lNMaTprapxa TnxoHa okasanacb HEOXMU-
AaHHOW N KaTeropnyHOW: OH XapakTepu3oBan rap-
MOHM3aLumMo KacTanbCKoro Kak o4eHb HeyAauyHyro
N pacrnopaanncs Bnpesb NeTb Ha 6OrocayxXeHnsax
CO CBOWM y4acCTMeM TOJIbKO BapuaHT CBALLEHHMKA
Bacmans 3nHosbeBa.

B yuem npuumnHa peskoro Henpuatna CeaTenLLNM
rapMOHM3aLMK, BbINOJHEHHOM B TO BPEMS YXKe 13-
BECTHbIM LLlePKOBHbIM KOMMO3UTOPOM, ANPEKTOPOM
CvHoganbHOro yunavia AnekcaHgpom Kactanbckum?

PaccmoTpum 0ba necHoneHus B pakypce B3au-
MOZEeWCTBUA CakpasbHOro C0Ba U My3blKW.

[MecHoneHwe «Boclwen ecn BO LiepKOBb» NpesacTaB-
nset cobolt pparmeHT Berpeun Apxmepes — ocoboro
YMHa NEeCcHOMEHN U MONUTBOCTIOBUIA, CONPOBOXAa-
FOLLIMX TOPXKECTBEHHOE BXOX/EeHWe B XxpaM Apxuepes
(ennckona, muTpononnta unu Natprapxa) nepes He-
NoCpeACTBEHHbIM COBEPLUEHVEM UM BOrOCTy>XeHMS.

YmnHonocnegoBaHue BCTpeun Apxmepesa BKIHO-
yaeT B cebs WwecTb necHoneHnn: «OT BocTok CoNH-
La», «JOCTOMHO ecTb» (MW 3aA40CTOMHUK), «ToH [13-
CNoTWH», «Ha ropy CrnoHn», «[la Bo3pagyeTca gyLia
Teos o [ocnoge», «ToH [3cnoTuH» (Tpro).

Kak necHoneHuns Apxuneperickoro 6orocayxe-
HVA B LLesOM, Tak W necHoneHusa Bctpeun Apxune-
pes oYeHb TOPXKECTBEHHbI, HEKOTOpPbIE M3 HUX Tpa-
AVLIMOHHO MCMOJHAROTCA Ha FPeYeckom asbike (3To
CBA3bIBAETCA C APEBHEN TpaaULMNEN, KOr4a MUTPO-
NoanToB Ha Pycb npucbinanu ns Busantum).

B ykasaHHOM nocnepoBaHum BCTpeun Apxue-
pesa HeT xopa «Bocwen ecn Bo uepkosb». Cnegyet
OTMETUTb 0COHEHHOCTb 3TOFO MECHOMEHWSA: OHO He
ABNAETCA YCTaBHbIM, TO €CTb O6LLEeNPUHATBIM AnA
Bcew Pycckon MpaBocnasHow Lepksu.

Mo nmetoWwmmMca cBegeHUAM, AaHHOe necHomne-
HWe B OPUrMHaNbHOM, OAHOTONOCHOM U3/OXKEHUN
6b110 HaneyaTaHO BO BpeMs npasaeHus MNatpu-
apxa Mockosckoro Mocnda (1642-1652 rogpl), T0
ecTb ewe ao pedopm lMatpmnapxa HukoHa. B uenom
TOT Nepunog xapaktepusyetca 60bWwon NtoboBbI0
1 BHUMaHWeM K 6orocayxeHunsmM Ha Pycu [cm.: 5].

CslLeHHVK Bacnanin 3uHoBbEB caenan rapmo-
HM3aLMI0 AaHHOrO OAHOrOJI0CHOIO MECHOMEHWA ANA
CMeLLaHHOro Xxopa. 3TO NPOM30LLJIO BO BpeMs npe-
6bIBaHNA B Apocnasne Apxmenuckona TuxoHa (ben-
naBuHa), byayuiero Matpuapxa, B 1907-1913 rogax,

W, BNOJIHE BO3MOXHO, MOT/10 BbITb CA€1aHO MO ero
3agaHuto. 3BecTHO, uto Braabika TuxoH nopyunn
oTuy Bacnanto rapmoHmzaumto ApocnaBckoro obm-
xogda [3, 112]; Bo3amoxHO, «Bocluen ecu BO LLepkoBb»
nenocb Ha 6Orocay>XeHusax C y4acTmem spoCNaBCKmMxX
apxvepeeB B O4HOI0JIOCHOM BWAE paHee Win, Hanpo-
TWB, NOXeNaHNe UCMONHATb AaHHbIA XOP UCXOANNO
NCKIOYNTENBHO OT camoro Apxmenunckona TuxoHa.
B ntobom cnyyae Ha HenocpeacTBEHHOE OTHOLLE-
Hue Bnagbikn K 3TOMYy NeCHOMNEHMIO yKa3bIBaeT Mo-
CBSILLLeHMe, MeroLLeeca B n3gaHun: «[oceAlaeTcs
BbicokonpeocBsLeHHerLweMy TUXoHY, Apxnenmcko-
ny fipocnaBckomy 1 PoctoBckomMy» ',

[aHHbIV xop noeTcs Bo Bpems obnaueHus Ap-
xuepesn B borocnyxxebHble ogexabl? U, Kak MHO-
rme necHomneHus BCTpeun, obpalleH Kk camomy Ap-
XViepero C HanyTCTBUEM «NOTLWNCA» (MOCTapaTbCs)
nocayxuntin bory, utobbl foCcnNoab NPUHAN €ro Mo-
nnTBbl U gaposan CBou Baara BCEM XpUCTMaHaM.

PaccmoTprmM 0cobeHHOCTU paboTbl KOMMNO3UTO-
poB C cakpanbHbiM cnoBom. OTel, Bacmaunii octa-
BUJ HEM3MEHHbIM OPUTMHa/IbHbINA TEKCT NecHomne-
HWsl, TAPMOHM30BaB camy Menoguto. A. Kactanbckuii
e, Kak caM OTMeuasl, YaCTMYHO nepegenan TekcT
Co0b6pa3Ho C «AyxoM BpemeHu» [6, 559].

Ana HarnagHocTn npuseaém Tabanuy. OueBna-
Hble Pa3/IMumns HauMHaKOTCA nocse cnoB «/la ycnbl-
wuT Nocnoab MONUTBbI TBOA»:

Ceaw,. B. 3uHOBbEB

A. Kactranbckun

W papyet Hapoay Xpu-
CTMaHCKOMY Ha Bparu
nobeay

W papyet pogy Xpu-
CTUAHCKOMY Haj,
cTpacTbmu nobeny

Ceateriwmm MaTpunap-

xoMm, MpeocBALLEHHbBIM

Apxuepeom 60apocTb
CO MOJINTBOHO

Cesitenwmm MaTprap-
xoM, Apxmepeom, na-
CTbIPEM CBSATbIHIO

MHOKOM XuThe 6e3-
rpewHoe

MpaButenam cyg v
npaeay, Hapogam mup,
W TULLKHY, 3aKOHaM
cuny, Bepe npecnesHune

W Bcem xpuctmaHom

[AONrOfEeHCTBME CO

34paBveM 1 BeUIO
MUWAOCTb.

N Bcem XpUCTnaHOM
BEeNNHO MUNOCTb.

Mpumep 3. Ceaw,. B. 3nHoBbeB. «Boclien ecu Bo

LepKoBb» (bparmeHT).

. TlecHoneHue Ha obnayeHune Apxuepes nepeg Jintypruein. /
TekcT 1 Menoamna n3 ctaponeyatHbix HOT BpeMeHw Natpuap-
xa Nocnda. Apocnasnb, Tunoantorpadus H.X. Hukonaesow.

2 TpeanonoxuTenbHo UM 3ameHsetcs N2 5 Bctpeun —xop «[a
Bo3pagyeTtca [ywa TBosa o [ocnoge».
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OTHOLLEeHMe KOMMO3UTOPOB K CakpaabHOMY C10-
BY OKa3a/io BAWAHME Ha UX paboTy C KOMMNOHeHTa-
MW My3blKaJbHOTO A3blka. CnegyeT OTMETUTb pas-
NNYHyto dakTypy (bosee KOMMaKTHas, ackeTuyHas
y 0. Bacuama v wnpokas, paspexeHHas, y AnekcaH-
Apa Kacrtanbckoro), rapMOHUIO (pa3Hble rapMOHU-
yeckme QYHKLMM U 0OOPOTbI NPU FrapMOHU3aLMK
OAHON Menoann). PUTm Takxxe B HEKOTOpPbLIX ¢par-
MeHTax npeTepnen nameHeHus B obpabotke A. Ka-
ctanbckoro (Mpumep 4. A. Kactanbckuin. «<Bocwen
€Cu BO LLepKOBb» (pparmeHr)).

CTaHOBUTCA OYEBMAHBIM, YTO NPU TaKOM MOAXO-
Ae K cakpalbHOMYy cnoBy (Bce n3mMeHeHusA B 6oro-
cny>xebHOM TeKCTe JOMKHbI yTBepXaaThca Llepko-
BbO TOJIbKO MOC/E CNeLnansbHOro PacCMOTPEHNSA)
B rapmoHm3auum A. Kactanbckoro 6orocny>kebHas
NPWHaANEXHOCTb 3TOr0 NPOU3BEAEHMA CTana Bbl-
3blBaTb BOMPOCHI, B CBA3M C 3TUM pe3Kas U OAHO-
3HauyHas peakumsa CesaTenwero Matprapxa TnuxoHa
BbIFAANT O6BACHUMOW.

TeM He MeHee NpouM3oLLeALINIA CyYalt He yMa-
naet 3HaveHna A. Kactanbckoro kak kKomnosmTopa
AYyXOBHOW My3blku. Ero npoun3segeHmns 6bian pac-
NPOCTPaHeHbl N UCMONHANNCL BO MHOTUX Xpamax
Poccun yxxe B T0 Bpems, B Havane XX Beka. Ha Top-
XecTBax B Apocnasckon enapxmm B 1909 roay (kor-
Aa npasawmmM Apxuepeem 6bia Apxmenmckon TUXOH,
6yaywwmii Matprnapx) B YecTb tobuiea co AHA KOH-
UnHbl CBaTUTENs AumuTpus PoctoBckoro?® ¢ ycne-
XOM ucnoaHaaca Tponapb CeATUTENO AUMUTPUIO,
cneumanbHO rapMoHM30BaHHbIA A. KacTanbckum
Aans atoro cayyas [3, 113].

B kauecTBe 06bACHEHUA MHLMAEHTA C NecHomne-
HneMm «Boclien ecn BO LLepKOBb» MOXEM NPUBECTU
ctatbto «O HOBOM HarnpaB/JeHNN B PYCCKON Liep-
KOBHOW My3blke» npoTonepes Muxanna JincuupliHa.

Cpeav uenein «<HoBoro HanpaeaeHus» otel, Mu-
xamn obo3Hayaet: «EgMHeHne Macc» 1 «naenHoe
obbeanHeHne ¢ 3anagom» [4, 23].

3TO roBOpUT O TOM, UTO peHomeH «HoBOro Ha-
npaBfeHus» SBASET COB6OM ropasgo bosee Wupo-
KW CNEKTP AYXOBHbIX COYMHEHUI N TapMOHM3a-
LU, Yem CTPOro pernameHTMpoBaHHOe YCTaBoOM
6orocny>xebHoe neHune. PasnnyHble 3agaun, TOYHO
BbIAIBJIEHHbIE U YKa3aHHble 0. Muxanaom Jincuupl-
HbIM, BXOAMAWN B NpoOTMBOpeUne ¢ TpeboBaHUAMM
LlepKOBHOTrO YcTaBa, 370 06yC/10BMAO BO3HUKHO-
BEHME MHOXeCTBa NPOU3BeAEHNI, JaNeko He BCe

3 200 net co gHs BaaxxeHHON KOHUMHBI CBATUTENA dumnTtpus
Pocrosckoro (Tyntano, 1651-1909), unpokKo N3BeCTHOro co-
CTaBNE€HNEM MHOTOTOMHOFO XUTUS CBATbIX.
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N3 KOTOPbIX, C TOUKN 3pEHUS B3aUMOAENCTBUSA Ca-
KPanbHOro C/10Ba U My3blKW, MOXHO Ha3BaTb COOT-
BETCTBYHOLLMMM HOrocay>kebHoN NpUHaAANEXHOCTH.

MecHoneHwWs, Hanbosiee COOTBETCTBYHOLLME OCO-
HEHHOCTAM BOrOCNY>KEHUS, BXOAAT B KAMPOCHbIN
penepTyap MHOXeCTBa XOPOB 1 MOCTOAHHO 3BY-
yaT Ha cayxbax.

B kauecTBe Taknx npusesemM Bennkyro ekteHuo
A. Kactanbckoro (Mpumep 5. A. Kactanbcknii. Be-
nvikas ekTeHus (bparmeHT)).

34eCb My3blka NMONHOCTBHO MOAUMHEHA Cakpab-
HOMY C/IOBY W B TO XXe BPeMs COAeP>XMNT BoNbLLON
noTeHUMan ANs ero BOMIOLLEHUS B My3blKaJbHOM
3BYYaHuW.

CakpasnibHOe cNoBO cuaabuyeckn pacneBaeTcs
(1 cnor — 1 HOTa); aCKeTUYHO CKYrbl, HO MOJUTBEHHO
BbIpa3nTeibHbl MeI0ANYECKME TNHNN KaXKA0ro U3
roNI0COB; HECNIOXHAsA, HO YAauHO nogobpaHHas rap-
MoHMA. MacTepckm nogobpaHHble KOMMNO3UTOPOM
B COOTBETCTBMM C 3afa4amm 6orocnyxeHma* Kom-
MOHEHTbI My3bIKaJIbHOTO f3blKa 3a/10XXKWAN 6onbLne
NCNONHUTENbCKME BO3MOXHOCTUN /15t packpbITUs Ay-
XOBHOro obpa3a B JaHHOM Npown3BeaeHnn, obycno-
BW/W €ro npusHaHne B 6orocnyxkebHom npakTmke?.

3acnyxmBaeT 0Co60ro BHUMaHMSA UCNONHEHWE
3TOro MeCHOMEeHMs 3HaMEHNTbIM PEreHTOM, «Bblja-
FOLLMMCA LLepKOBHbIM My3bikaHTOM» (T. CTapoCTuHa
[7, 2]) apxumaHgputoMm Matdeem (Mopmbiném). B
3BYy4YaHuM xopa 0. MaTtdes ¢ nCnoab30BaHNEM MUK-
CTOBOrO perncrpa TeHopoB, HacoB-OKTaBWCTOB, Ap-
KON ANHAMUKW, NCMIONHUTENBbCKUX LUTPUXOB YAMNBU-
Te/NbHO packpbiBatoTCs Bonblune BbipasnTebHble
BO3MOXHOCTW Benunkoi ekteHnn A. Kactanbckoro.

PaccmoTpum cyrybyto ekteHuto (g-moll) cawen-
HuKa Bacunus 3uHosbeBa® (Mpumep 6. Ceaw,. B. 3u-
HoBbeB. Cyrybas ekteHus (GparmeHT)).

B gaHHOM cyryboi ekTeHnn’ cakpanbHoe C10BO
06yCI0BNNO UHTEPECHOE MY3blKa/bHOE BOMOLLe-
Hue: oTel, Bacuamin opurnHanbHo paspabatbiBaeT

4 [manornyeckuii ypoBeHb PacKkpbITUsS cakpaabHOro CI0Ba (An-
anor CBALLEHHOCNYXUTENS U XOPa).

> Boblwegwas B cbopHmke Obuxopa CMHOAANBHOTO XOpa MOA
peaakuven A. Kactanbckoro B 1914 rogy, oHa nepeusgaet-
€5 BO MHOTMX 60rocy>kebHbIx COOpHMKaxX U NMOHbIHE, MOCTO-
AHHO 3BYy4YMT Ha MaTpuaplunx, Apxmepenckmux n ByAHNYHbIX
60orocay>KeHusx.

& W3 pyxoBHOro TBOpYecTBa CBALLeHHMKa Bacnans 3nHoBbeBa
Hanbonee nsBecteH xop «C HaMun bor», HanWcaHHBbIY B YeCTb
100-neTnsa nobeapbl Hag apmuent HanoneoHa B 1912 roay.
[JlaHHOe npoun3BeseHne AOCTOMHO PAacCMOTPEHNSA B OTAENb-
HOM MCCnes0BaHNN.

7 Cyrybas — ycuneHHas, ocobas moantea. B cyryboi ekteHunn
cakpanbHoe cnoBo «[ocnogun, nomuayii» no TpeboBaHWUAM
YcTaBa NpoON3HOCUTCS TPMXKABI.

MHTOHaLMK 06MXOAHOro HaneBa 6 rnaca. 310 Npo-
ABAETCA B MeJIogMM 1 rapMoHun. akTypa npouns-
BeZeHUs o4veHb 6an3Kka 0BMXOAHOMY U3NOXKEHWNIO
My3blKa/lbHOTO MaTepuana ANs YeTbIPEXrONOCHO-
ro xopa.

B pamkax B3aMMOAeNCTBMS cakpaibHOro cloBa
1 My3bIKW/ MPOU3BEAEHNS KOMMO3UTOPOB Ha pybe-

xe XIX-=XX BekoB npegcTaBastoT 60/bLwOoe pa3Ho-
obpasure 1 0cobbln MHTepec. ITO 0BYCNOBEHO, C
OAHOWN CTOPOHBI, X MOUCKAMW U OTKPbLITUAMU B 60O-
rocny>xebHor obaactu, ¢ 4pyron — ApKO NOAUTU3M-
POBaHHbIM «ZyXOM BPEMEHMW», HAXOAMUBLLEM TakXe
oTpaxeHune B borocny>xeb6HOM TBOpUECTBE KOMMO-
3UTOPOB TOrO Nepuoaa.
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THEATRICAL PHOTOGRAPHY OF THE LATE 19TH
AND EARLY 20TH CENTURIES

Summary: This study examines the characteristics and
specific features of theater photography in the late 19th
and early 20th centuries. A literature review of the key
studies on the topic is conducted, the technical aspects
of theater photography are explored, and the techniques
used by photographers are systematized. The influence
of theater photography in the late 19th and early 20th
centuries on other art forms is assessed. As a result of

Introduction

In the second half of the 19th century, photogra-
phy gradually began to find its place in the theat-
rical world. It is noteworthy that it was during this
period that theatrical schools rapidly developed,
and interaction with the public expanded beyond
the traditional «performance-to-spectator» format:
the theater became a platform for the dissemina-
tion of theatrical images. It was from this time that
photography began to creatively shape and dissem-
inate the actor’s image beyond the stage.

Literature Review

Before the widespread use of cameras, actors
were known to the public through painted por-
traits—unique and exclusive works held in theater
galleries and private collections. This gave rise to
an innovative format for interaction with the artist,
as photographs could be replicated in a relatively
short period of time. Initially, these were single stu-
dio portraits in theatrical costumes, later followed
by cards, postcards, and illustrations in specialized
publications. Thus, the current research focuses on
the topical transformation of both theatrical art and
the actor as a whole in the realities of urban culture,
from isolated images to mass postcards, which al-
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this study, the author concludes that theater photography
made accessible the sublime that had previously been
available only to the chosen few: contact with greatness,
with the stage, with theater figures who forever changed
the traditional rhythm of theater perception in Russia as
a whole.

Keywords: theater photography, theater art theater
schools, theater audiences, theater popularization.

lows the theater to extend beyond the walls of the
institution and become part of the everyday life of
the spectator.

E. V. Barkhatova's seminal work provides a de-
tailed description of the pre-revolutionary period in
the development of photography, including portrai-
ture, reportage, and other significant genres. The re-
searcher's analysis is conducted within the context of
historical and cultural methodology. The author be-
lieves that theater photography is a logical outcome
in the overall development of reportage photography
[1, p. 32]. On the one hand, reportage photography
presupposes a sequence of events, while theater pho-
tography gradually became staged, which, for us,
presents a certain contradiction in terms of research.

Among the significant sources for this study,
A. P. Popov's three-volume work, which contains infor-
mation on more than 16,000 Russian photographers,
is particularly significant. The dictionary contains ap-
pendices: a list of photography establishments, exhibi-
tions, public organizations, and Russian photographic
literature from 1850 to 1918. Among the authors of
theater photography, the compiler highlights such
masters as K. |. Bergamasco, K. A. Fischer, |. G. Dyagov-
chenko, V. G. Chekhovsky, and others [2, p. 15].

Also among the classic sources whose research
touches on the history of theater photography, we
can highlight I. Yu. Chmyreva with her scholarly work
«Essays on the History of Russian Photography.» The
author emphasizes that the development of theat-
er photography can be traced back to 1894, when
the first photographic societies were established in
Russia. It was during this period that the full-fledged
social and creative dawn of studio theater photogra-
phy by K. I. Bergamasco, I. G. Dyagovchenko, and
the early K. A. Fischer began [3, p. 225].

Today, the topic of theater photography remains
just as relevant for researchers in the fields of cultur-
al studies, art history, and socio-cultural activities. In
this context, we can attach particular significance to
the article by T. G. Saburova, in which the research-
er was one of the first in modern Russia to system-
atize the development of pre-revolutionary theater
photography. The author emphasizes the unique
techniques of K. I. Bergamasco and I. G. Dyagov-
chenko, who exploited the conditions of the impe-
rial theaters to practice the use of magnesium flash.

T. G. Saburova's article is one of the first
post-Soviet attempts to systematically review
pre-revolutionary theater photography. The works
of K. I. Bergamasco, I. G. Dyagovchenko, K. A. Fis-
cher, and V. G. Chekhovsky, as well as the rules
and conditions for shooting in imperial theaters
and the practice of magnesium flash, are exam-
ined. The author describes how actors arrived at
the studio with costumes and props, as well as the
first attempts to document performances on stage
[4, p. 82]. This unique album of over 300 photo-
graphs from the collection of the Bolshoi Theatre
Museum contains a large number of theater pho-
tographs that have never been published. The pub-
lication documents the life of the theater, the style
of productions, and the images of opera and bal-
let artists from 1860 to 1917. Among the materi-
als are theater interiors from the late 19th century
and fragments from the unique photo archive of
choreographer A. A. Gorsky, who was one of the
initiators of systematic photography at the Bolshoi
Theatre [5, pp. 303-400].

Based on a literature review, the novelty of this
study is its comprehensive analysis of theater pho-
tography from the late 19th and early 20th centu-
ries as a socio-cultural phenomenon.

The purpose of this study is to identify the spe-
cific features and significance of theater photogra-
phy in the late 19th and early 20th centuries as a

form of photographic documentation and a specif-
ic feature of the cultural code of the era.

Research objectives:

— To analyze the technical aspects of theater pho-
tography in the late 19th and early 20th centuries;

— To systematize the techniques used by pho-
tographers;

— To study the repertoire and iconography;

— To assess the influence of theater photogra-
phy in the late 19th and early 20th centuries on
other art forms.

Research Methodology

As a fundamental methodology, it is appropriate
to use the conceptual research of E. V. Vasilyeva as a
basis. She examines theater photography in the late
19th and early 20th centuries as an attempt to cap-
ture a person'’s true character through the use of a
mask — a conventional, retouched, and staged one.
The researcher emphasizes the conflict between masks
in the research problem, as the actor wears make-
up and costume, which symbolize a mask, while the
photographer is unmasked and open to the actor [6].

It also makes sense to draw on the conceptual
research of N. N. Drozdova-Pichurina. The research-
er believes that studying theatrical photography is
necessary from a paradigmatic perspective to un-
derstand the transition from the pictorial (staged)
to the constructivist paradigm, which directly deter-
mines the shift in theatrical photography at the turn
of the century — from studio «portraits in role» to
documentary photography of the performance [7].

Results

Based on the results of the study, it can be con-
cluded that the development of theater photogra-
phy in the late 19th and early 20th centuries can
be divided into several historical periods (Table 1):

Table 1 - Stages of Development of Theater Pho-
tography in the Late 19th and Early 20th Centuries
Period Thesis description
Photography goes be-
yond the theater, shaping
1860-1870s | and capturing the appear-
ance of the artists
[8, p. 104].
Documentation and im-

1890-1900
> age in action [9, p. 127].
Replication, mass medi-
1900-1914 atization of the actor

[10, p. 250].
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Figure 1. Volumes of publications on theater photography [11,; 12; 13; 14; 15]

Next, an analysis of purchased copies of theater
photographs is conducted in accordance with vari-
ous scholarly studies (Figure 1).

Discussion

Thus, theater photography of the late 19th and
early 20th centuries served as a catalyst for the
general popularization of theater among the gen-
eral public. It was thanks to photographs, posters,
and albums that both theater professionals and au-
diences living far from the capitals could see true
theater celebrities with their own eyes [16, p. 582].
Gradually, theater photographs began to be stored
as postcards, creating the initial image of theater
professionals in the media consciousness.

The fashion for exchanging photographs in the
carte de visite format led to many collecting images
of opera and ballet artists, musicians, and others. Pho-
tographer K. . Bergamasco was also the photographer
of the Imperial Theaters. In his works, “he demonstrates
an inexhaustible imagination in his desire to show his
models in the most favorable light, emphasizing all
the advantages of their appearance and concealing
flaws.” The hallmarks of Bergamasco's style are soft
contours, striking poses, and meaningful gestures.
He loved to experiment with lighting, sets, and var-
ied painted backgrounds; he was one of the first to
introduce mise-en-scéne into the frame (Figure 2).

Among his works, one can note the colored im-
age "Dancer of the Mariinsky Theater in St. Peters-
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burg M. N. Labunskaya” (1880s), the characteristic
portrait “Singer of the Mariinsky Theater in St. Pe-
tersburg M. A. Slavina in the opera Carmen by G.
Bizet” (1885). A curious collage was mounted by
photographer E. L. Mrozovskaya "M. M. Petipa in the
ballet “The Little Humpbacked Horse” by C. Pugni”
(1896), as well as “Montage of photographs by an
unknown artist in the album “Russian Ballet” — a
supplement to the magazine “Sun of Russia” (St.
Petersburg, 1913) with the ballerina Vera Fokina.
The photo studio of K. A. Fischer was also known
to everyone. He worked in all genres and recruit-
ed only the best photographers.

Conclusions

Importantly, the complex path that theater pho-
tography traversed during this period achieved an
integrated technological, social, and artistic goal,
revolutionizing the country’s socio-cultural land-
scape. From staged shots to natural scenes, theat-
er photography was recognized as an independent
art form [17, p. 92].

The images of Chaliapin, Yermolova, Sobinov, and
other outstanding stage performers were passed
on to future generations precisely through theater
photography. Stanislavsky, and with them, reflect-
ed the very spirit of theater creativity [18, p. 795].
Talented photographers, including Fischer, Chek-
hovsky, Bergamasco, and Dyagovchenko, succeed-
ed in shifting the focus of a simple photograph to a

Figure 2. K. I. Bergamasco. Historical portraits of ballerinas. M. N. Muravyova and E. P. Sokolova

subject of profound socio-philosophical understand-
ing: this led to the creation of specialized theater
studios for photography. Thus, theater photogra-
phy made accessible the sublime that had previously

been available only to the chosen few: contact with
greatness, with the stage, with theater figures who
forever changed the usual rhythm of perception of
theater art in Russia as a whole [19; 20].
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TEATPAJIBHAA ©OTOIPA®NA KOHLLA XIX —
HAYAJIA XX BB.

AHHoOTauums: ViccredosaHue nocsaweHO U3y4eHUr 0Co-
b6eHHocmell u cneyugbudeckux 4epm meampasbHol ¢go-
mozpachuu koHya XIX — Havyana XX es. OcywjecmenéH
JlumepamypHslili 0630p 0CHOBHbIX Uccedo8aHuUli No meme,
nposedéH aHasau3 mexHU4ecko2o acnekma meampassHoli
¢domoepagbuu, cucmemamu3suposaHsl NPUEMsI, Komopesie
ucno/1e308a1uU homozpaghel; OYeHeHo 8AUAHUE Meampae-
Hol gomoepagpuu koHya XIX — Hauana XX es. Ha Opyaue
8udbl uckyccmea. B pesynemame uccnedosaHus aemop

BeBeaeHue

Bo BTopyto nonosumHy XIX Beka dotorpadus Ha-
UYMHaeT NocTeneHHO obpeTaTb CBOE MECTO B Tea-
TpanbHOM Mupe. MNprMeyaTesbHO TO, YTO MMEHHO B
3TOT NEPUOZ CTPEMUTENBHO Pa3BMBaKOTCA TeaTpasb-
Hble LUKOAbI, @ B3aMMOAENCTBME C Ny6AMKOM-ayam-
TOpUWEW BBIXOAMUT 3@ NPUBbLIYHbLIA PopMaT «Ccrek-
TakNb-3pUTE/Ib»: TeaTp CTAHOBUTCS NAOLLAAKON ANs
pacnpocTpaHeHus TeaTpasbHbix 06pa3oB.. IMeH-
HO C 3TOro BpemeHnu ¢poTorpadusa HaumMHaeT TBOpP-
yeckn GopmMmpoBaTb U pacnpocTpaHAaTb 0bpas ak-
Tépa BHE PaMOK CLeHbI.

JNlutepatypHblii 0630p

[o maccoBoro pacnpoctpaHeHua poTtokamep
aKTEépbl H6bIIN M3BECTHBI 0OLLLECTBEHHOCTY Yepes
>KVMBOMUCHbIE MOPTPETHI — YHUKAAbHbIE U 3KCKIHO-
3VBHble paboTbl, XpaHMBLUMECA B TeaTpasbHbIX rane-
pesx N YacCTHbIX Koanekumax. Tak NosaBaAfeTcA UHHO-
BaLMOHHbIN GopmMaT B3aMMOAENCTBMNA C apTUCTOM,
Tak Kak CHUMKM MOXXHO TMpPaxnpoBaTb 3a CpaB-
HUTeNbHO HebobLIOK Nepunog BpeMeHn. CHavana
3TO 6bIAN eANHUNYHbIE CTYANINHBIE MOPTPETLI B Te-
aTpasibHbIX KOCTFOMaX, 3aTeM NMOSBUINCE KaPTOUKMY,
OTKPBITKM 1N MANOCTPALIMM B CMELNann3npoBaHHbIX

npuxodum K 861800y 0 MoOM, Ymo meampasbHas pomo-
epagusa cdenana 0ocmynHsiM Mo 8038bilIeHHOE, YMO
paHee 66110 docmynHO AUWb U36PAHHbLIM, — NPUKOCHO-
8eHUE K 8e/IUKOMY, K CYyeHe, K meampasibHeiM 0esmensim,
Hascez0a UaMeHUBWIUM NPUBbIYHbIL pumM 80CNPUAMUS
meampasibHo20 Uckyccmaa 8 Poccuu 8 yesom.

KnroueBble cnoBa: meampanbHaa ¢pomoepagus,
meampasbHoe UCKycCmao, meampasibHele WKOJbl, mea-
mpaneHas nybauka, nonyaispusayus meampa.

n3gaHunax. Tak B LLEHTP HaCTOALLEro NccieioBaHms
BCTaéT aKkTyasbHasa TeMa TpaHchopMaLmmn TeaTpasb-
HOro MCKYCCTBa M akTépa B LLeNIOM B peanusax ro-
POACKOW KyNbTypbl OT €AMHUYHbIX 0Opa3oB A0 Mac-
COBbIX OTKPbITOK, YTO MO3BOASET TeATPY BbIXOAUTb
3a npejenbl CTEH YUpPeXAEHNs N CTAHOBUTLCS Ya-
CTbO MOBCEAHEBHOMN XMN3HU 3pUTENS.

B ¢yHAameHTanbHOM Tpyae E. B. bapxatoBoi
noApoHbHO ONUCbIBAETCS JOPEBONOLMOHHbIN Nne-
puog pa3suTtnsa GoTorpadpum, Kak NOPTPETHON U
pPenopTa>KHOM, Tak U MHbIX 3HAYMMbIX XXaHPOB,
NPUYEM aHann3 NccaesoBaTesieM OCYLLEeCTBNEH B
KOHTEKCTE UCTOPUKO-KYNbTYPHOM METOA0N0rNN.
ABTOp cumTaert, Uto TeaTpasnbHas ¢oTorpadumsa as-
NAETCA NOTUYHBIM UCXOAO0M B OOLLEM Pa3BUTUN
penopTtaxHon cbémkm [1, ¢. 32]. C ogHON cTOpPO-
Hbl, penopTaxHaa CbEMKa npeanonaraet Haan-
yne coBBLITUIHOrO psAa, a TeaTpasbHaa GoTorpa-
bV NoCTeneHHo cTasa NOCTaHOBOYHOW, YTO A/A
Hac NpeACTaBAAETCA HEKUM UCCaeA0BaTeNbCKUM
NpoTUBOPEYMEM.

Cpeaun 3HaUMMbIX UICTOYHUKOB A/ HACTOA-
Lero nccaesoBaHma ocobyto 3HaUMMOCTb MpU-
obpetaet TpéxToMHuMK A. I. MonoBa, B KOTOPOM
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cobpaHa nHpopmauus 6onee yem o 16000 poc-
cuiickux potorpados. CaoBapb COAEPXKUT NpU-
NoXeHuns: nepeyeHb GOTO3aBeAEHWUI, BbICTAaBOK,
06LLeCTBEHHbIX OPraHM3aLnin n POCCUnckomn $o-
Tonutepatypbl 1850-1918 rogos. Cpegun aBTopos
doTorpadmueckoln CbEMKM TeaTpa COCTaBUTENb
BblgensaeT Takux mactepos, kak K.W. bepramacko,
K.A. ®uwep, N.I. AbarosueHko, B.I. YexoBckuii
n ap. [2, c. 15].

Tak>ke cpean Knaccmyeckmx MCTOYHWUKOB, B U3bl-
CKaHWAX KOTOPbIX 3aTparnBaeTca UCTopusa TeaTpab-
HoW doTorpadun MoXxeM BbIAEANTb TaKOrO aBTopa,
kak M. FO. UmblpéBa ¢ HayuHbIM Tpydaom «Ouepkm
Mo MCTOPUK poccuiickon poTorpadpum». ABTOp Noa-
YEPKMBAET, YTO CTapT Pa3BUTUA TeaTpanbHOM do-
Torpadumm MoxHo agatmpoBatb ¢ 1894 roga, korga B
Poccun 6biam co3gaHbl nepBble poTorpaduyeckme
coobuiectBa. VMiMeHHO B 3TOT nepmog HaumnHaeTca
MONHOMPAaBHbIN COLMaNbHO-TBOPYECKUIA pacLBeT
CTyAnnHoON TeaTpanbHol poTtorpadum KW. bepra-
macko, W. T. baroBueHko u paHHero K. A. ®uwe-
pa [3, c. 225].

CerogHsa TeMaTuKa TeaTpasbHOW poTorpadpum
4Ns nccnegoBatenein B 061actu KynbTyposorum,
NCKYCCTBOBEAEHUA N COLIMaNbHO-KYNbTYPHOW fe-
ATENBHOCTUN OCTAéTCsA BCE TAKOM Xe aKTyaNbHOM.
B KOHTekcTe nccnesoBaHua MOXeM NpuAaTe 0CO-
6yto 3HaumMmMmocTb cTaTbe T.I. CabypoBoii, rae mc-
cnesjoBaTeNb OfHa U3 NepBblX B COBPEMEHHO
Poccmn cnuctematmsmpyet ocobeHHOCTM pasBu-
TNS JOPEBONOLIMOHHOW TeaTpanbHon poTorpa-
dun. ABTOp fAenaeT akueHT Ha YHUKaAbHbIX TeX-
Honoruax K.W. bepramacko v W.I'. lbaroBueHko,
KOTOpble MCMOAb30BaAN YCNOBUA UMMEpPaTOPCKO-
ro treatpa AN NPaKTUKW MPUMEHEHUS MarHue-
BOW BCMbILWKMW.

Cratba T. . CabypoBoW — oAuH 13 NepBbIX NOCT-
COBETCKMX OMbITOB CUCTEMaTMUecKoro ob3opa gope-
BOJIOLLMOHHOW TeaTpanbHowu dotorpadumn. Paccmatpu-
Batotca pabortbl K. W. bepramacko, W. I. [lbaroBueHko,
K. A. ®nwepa, B. I'. YexoBckoro, npasmaa 1 ycaoBus
CbEMKM B MMMepaTOpPCKMX TeaTpax, NpakTnka mar-
HWeBOW BCMbILKW. ABTOP OMUCbIBAET, Kak apTUCTbI
npuesxanu B atesibe C KOCTIOMaMu 1 bytadopuel,
a TaKke nepBble NOMbITKW JOKYMEHTaNbHOW PuKca-
LMK criekTakaen Ha cueHe [4, c. 82].

B yHukanbHOM anbbome n3 6onee yem 300
doTorpadun ns ¢oHgos Mysesa bonblioro Tea-
Tpa cofepXunTca 60/1boe KOANYeCTBO TeaTpaib-
HbIX ¢oTorpadmin, KoTopble gaxe elé He Bblau
onyb6avkoBaHbl. M3gaHne A0KYMEHTUPYET XM3Hb
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TeaTpa, CTWb NOCTaHOBOK M 0bpa3bl apTUCTOB
onepbl 1 6aneta B 1860-1917 rogax. Cpegn ma-
TepunanoB — MHTepbepbl TeaTpa KoHUa XIX Beka un
dparMeHThbl YHUKanbHOro poToapxmea baneTmen-
ctepa A. A. Topckoro, KoTopbli 6bl1 OAHUM U3 UHK-
LMaTopoB cuctemMaTmyeckon GoTocbéMkM B bonb-
wom TeaTtpe [5, c. 303-400].

Ha ocHoBaHWKn NpoBefEHHOrO AUTEPaTypHO-
ro o63opa 6b11a chopMyMpoBaHa HOBU3HA UC-
Cnef0BaHMA, KOTOpas 3aKAo4vaeTca B KOMMIEKC-
HOM aHanun3e TeaTpasbHON poTorpadum KoHLa
XIX — Hauvana XX BB. Kak cOUMaNbHO-KYNbTYPHO-
ro peHomeHa.

Llenb nccnegoBaHua — BbiaBaeHne cneundu-
KW 1 3HauyeHus TeaTpanbHon doTorpadum KoHua
XIX = Hauana XX BB. Kak BMAa GOTOAOKYMEHTUPO-
BaHMA U cneunduyeckon 0COBEHHOCTU KyAbTyp-
HOrO KOAa 3MOXMW.

3afaumn nccieoBaHUs:

— OCYLLIeCTBUTb aHa/IM3 TEXHNYECKOTO acrnekTa Te-
aTpanbHol poTtorpadum koHua XIX — Havana XX BB.;

- cucTeMaTM3npoBaTh NPUEMBI, KOTOpble MC-
nonb3osann dotorpadel;

- U3y4nTb pernepTyap u nkoHorpabdmio;

- OLUEHUTb BAUAHWE TeaTpanbHOWN GoTorpadum
koHua XIX — Hauana XX BB. Ha gpyrue Buabl nc-
KyCcCTBa.

MeTogonorusa nccneposaHms

B kauectBe ocHoBOMoOsararoLLEel METOAONOMUN
B3ATbl KOHLeNTyaNbHble n3bickaHuA E. B. Bacuabe-
BOM, KOTOpas obpalyaeTcs K TeaTpasbHON PpoTO-
rpadum KoHua XIX — Havana XX BB. Kak nonbiTke
3aduKkcMpoBaTb NOAJANHHBIN XapakTep YesoBeka
NPV NOMOLLY Mackun — YCJIOBHOW, PeTyLUIMPOBAHHOM,
nocTtaHoOBOYHOW. [pu 3TOM nccnegosatenb gena-
€T aKLeHT Ha TOM, YTo B NpobaemMe nccnegoBaHma
NPUCYTCTBYeT KOHPIMKT MacoK, Tak KaK akTép Ha-
XOAUTCA B TPMME N KOCTHOME, KOTOpble CUMBOJIN-
3UpyroT Macky, a potorpad — 6e3 mackm 1 OTKPbIT
nepeg aktépom [6].

Tak>xe LenecoobpasHo onmMpaTbCa Ha KOHLeNTy-
afibHble Hayu4Hble n3bickaHua H.H. Apo3aoson-lNu-
YYpPUHON. ViccnefoBaTenb cuMTaeT, UTo M3yyaTb Tea-
TpanbHyto GoTorpaduo HEOBXOAMMO C TOUKM 3pEHUS
napagvrmanabHOro NoAaxoga AN NOHUMaHUA nepe-
X0Aa OT NMUKTOPUWaNbHOM (MOCTaHOBOYHOM) K KOH-
CTPYKTUBUCTCKOW NapagurMme, Yto HamnpsMyro onpe-
Aenset caBur B TeaTpanbHow doTorpadum pybexa
BEKOB — OT CTYJMIHOrO «MopTpeTa B pOn» K AO-
KyMEHTaJIbHON CbEMKe cnekTakas [7].

Pesynbtarthl

Mo ntoram npoBegéHHOro nccaegoBaHna MoX-
HO cAenaTb BbIBOJ, O TOM, YTO pa3BuUTMe TeaTpasib-
Hol poTorpadumm koHLa XIX — Hauana XX BB. yC10B-
HO MOXHO pa3fenTb Ha HECKOIbKO NCTOPNYECKMX
nepvogos (tabauua 1):

Tabauya 1 — 3manel pazsumus meampasaeHou
¢domoepacpuu koHya XIX — Hauana XX ee.

Te3ncHana

Mepuog XapakTepucTmka

doTorpadus BLIXOAWT 3a
npegensl Teatpa, pop-
1860-1870-e rr. MupyeTca n pukcmpyerca
BHELLUHOCTb apTUCTOB
[8, c. 104].

JloKyMeHTMpOBaHMe 1
ob6pa3 B gencTeun
[9, c. 127].

1890-1900-e rr.

TupaxupoBaHwue, mac-
coBas meamnabmkaums
aktépa [10, c. 250].

1900-1914 rr.

Janee ocywecTBNEH aHaNM3 KYMJeHHbIX 3K-
3eMNAApoB TeaTpaibHbIX dpoTorpadmin B cooT-
BETCTBUW C Pa3NIUYHbIMU HaY4YHbIMWU U3bICKAHN-
AMU (prcyHok 1).

O6cy>xaeHune

Takmm obpa3om, TeaTpanbHas GoTorpadus KoH-
ua XIX — Hauana XX BB. ABUJIaCb HEKMM TOJIYKOM
B 06Lei nonyaspusaumnm teatpa cpeamn caMmblix
LIMPOKMX CNOEB HaceneHnsa. MimeHHo 6naroga-
ps doTtorpaduam, adbvwam n anbbomam, 1 Tea-
TpaibHble feaTean U 3puTeNbCckoe coobLecTBo,
XMBYLLME faneKo OT CTONNL, MOFAN BOOYMIO BU-
JeTb HacTOALMX TeaTpasibHbIX 3HAMEHUTOCTEN
[16, c. 582]. NMocTeneHHO TeaTpajbHble poTOrpa-
bun cTanm xpaHUTbCA Kak OTKPbITKW, YTO CcO3Aa-
10 NepBUYHbIN 0Opa3 TeaTpaibHbIX AesaTenel B
MefMaco3HaHUN Ntojen.

Moga Ha obmeH doTorpadusamm B popmate carte
de visite npuBena Kk TOMy, UTO MHOTME Hayanu KO-
NeKuMoHUpoBaTb M306paXKeHNa akTepoB TeaTpa u
6aneta, My3bikaHToB 1 ap. Potorpad K. N. bepra-
Macko sBaancs takxe dotorpadom Mmnepartop-
CKoro TeaTpa. B cBounx nponseeseHnNAx «OH JeMOH-
CTPUPYET HEUCTOLLMMYIO PaHTa3nIo B CTPEMIEHUN
noKasaTb CBOKO MOZE/b B CAMOM BbIUIPbILLHOM CBe-
Te, NOAYEPKHYB BCe AOCTOMHCTBA €e BHELIHOCTN U
cnpAaTtaB HegocTaTku. OTAnUnTENbHbIE YepTbl CTUAA

Bbepramacko — mMarkme KOHTYpbl, 3pdekTHas nosa,
3HaunMTeNbHOCTb XxecTa. OH 6K FKCNepuMeH-
TMPOBaTb CO CBETOM, AekopauunsamMm, pasHoobpas-
HbIMW PUCOBaHHbIMU GOHaMW; OAHUM U3 NEePBbIX
CTan CTaBUTb B Kajpe MU3aHCLeHbI» (PUCYHOK 2.)

Cpegu ero paboT MOXHO OTMETUTb pacKpalleH-
Hoe n3obpaxeHune «TaHuoBLWMLa MapUMHCKO-
ro Teatpa B CaHkT-lNeTepbypre M. H. JTabyHckas»
(1880-€ rr.), xapakTepHbln nopTpeT «lleBnua Ma-
punHckoro TeaTtpa B CaHkT-MeTepbypre M. A. Cna-
BuHa B onepe X. buze ,Kapmen” (1885 r.). /lrobo-
MbITHbINA KOANax Hbla CMOHTUPOBaH doTorpadom
E. . Mpo3osckoit «M. M. Metnna B 6anete Li. MyHn
KoHek-TopbyHok"» (1896 r.), a Takke «MoHTax 13
CHMMKOB Hen3BeCTHOro Mactepa B anbbome ,Pyc-
CKWI Banet” — npunoxeHun K xypHany ,ConHue
Poccun”» (Cankrt-Tetepbypr, 1913 r.) c 6anepwu-
Hol Bepon ®okuHon. oToatenbe K. A. duwepa
Takxe 6bIN0 N3BeCTHO BceM. PaboTan oH BO BCex
>XaHpax u Habupan gna paboTbl TONBKO NYULLINX
dotorpados.

BbiBOoAbI

BaXkHbIM fBAAETCA TO, UTO TOT CAOXHbIV MYTb,
KOTOPbIM NpoLuia TeaTpaibHas poTorpadus B yka-
3aHHbIV Nepuoj BpeMeHW, AOCTUT UHTErPUPOBaH-
HOWM LieNN TEXHONOTMUYECKOW, COLLMANbHOM U Xy-
[OXECTBEHHOW HanpaB/AeHHOCTEN, OCYLLECTBUB
MepeBOPOT B COLMANbHO-KY/IbTYPHOM MPOCTPaHCTBE
rocygapcrea. HauvHas noCcTaHOBOYHBIMW CHUMKaMK
1 3aKaH4YMBas ecTeCcTBEHHbIMW CLieHaMu, TeaTpaib-
Has ¢oTorpadusa 6biia NpM3HaHa Kak CamMoCTos -
TeJIbHbIV BUA Uckycctea [17, c. 92].

O6pasbl WansnuHa, Epmonosoii, CobnHoBa, a
TaK>Ke APYrux BblAAFOLLMXCS aPTUCTOB CLiEHbI, Oblan
nepegaHbl 6yayLLMM NOKONEHNAM MMEHHO Baaro-
fapa TeatpanbHou poTtorpadum. CTaHNCNaBCKOrO,
a BMecCTe C HUMU OTpasunao cam Ayx TeaTpasbHOro
TBOpYecTBa [18, c. 795]. TanaHTAmBbIe doTorpadsi,
BkAtouas Ouwepa, Yexosckoro, bepramacko n [Jba-
FOBYEHKO, CyMen CMeCTUTb GOKYyC NpocToro GpoTo-
rpaduueckoro cHMMKa Ha npegmeT rayboyanwero
coumanbHo-dmaocodckoro ocmbicneHms: braroga-
psi 3TOMY U CO3AaBaNunCh CreLmanm3npoBaHHble Te-
aTpasbHble NaBWUAbOHbI 418 CbEMOK. Taknum obpa-
30M, TeaTpanbHas potorpadusa caenana AOCTYMHbIM
TO BO3BbILLEHHOE, YTO paHee HbII0 ZOCTYMHO NULLb
n36paHHbIM, — MPUKOCHOBEHMWE K BEIMKOMY, K CLie-
He, K TeaTpasbHbIM AeATensiM, HaBCersa U3MeHmB-
UMM NPUBbIYHBIA PUTM BOCAPUATUA TeaTpasbHOro
nckyccrea B Poccum B uenom [19; 20].
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Summary: The period from 1978 to 1984 marks a critical
turning point in modern Chinese history. With the imple-
mentation of the Reform and Opening-Up policy and the
deepening of the Thought Liberation Movement, the cultural
context of Chinese society underwent a radical transforma-
tion. The relevance of the study is determined by the need to
understand how the early reform years prepared the ground
for the ‘85 New Wave Art Movement and for the subsequent
development of contemporary Chinese art. The aim of the
article is to analyse the socio-cultural background and the
evolution of artistic ideas in China during this period. The
study is based on historical, comparative and art-historical
methods and draws on official documents, statements by
artists and critics, and works by Chinese art historians. The
article examines three interrelated processes. First, it shows
how the political environment of the early reform stage
broke down previously existing institutional barriers: art
policy moved away from the formula “art serves politics,
art institutions shifted from political control to profession-
al guidance, foreign exhibitions and publications ended the
information blockade, and the production of “export paint-
ings” gave rise to the first elements of an art market. Sec-

Introduction

The era that followed the end of the Cultural Rev-
olution (1966-1976) became for China a period of
profound historical self-examination and the search
for new paths. The Third Plenary Session of the 11th
Central Committee of the Communist Party of Chi-
na, held in December 1978, officially proclaimed the
shift of the Party's focus to socialist modernization,
inaugurating the policy of reform and opening-up.
This political adjustment at the highest level creat-
ed fundamentally new conditions for all spheres of
public life, including culture and art (Wang, 1981:
45). In parallel, society witnessed a large-scale de-

68

ond, it traces how the Thought Liberation Movement trans-
formed the creative consciousness of artists, as reflected in
Scar Art, the exhibition of the "Stars” group and the debate
on the "beauty of form” initiated by Wu Guanzhong; works
by Gao Xiaohua, Cheng Conglin and Wang Keping are con-
sidered as characteristic examples. Third, it analyses the
changes in society’s demand for artistic diversity, the public’s
growing readiness to accept new forms, and the limits of
this tolerance. Particular attention is paid to the role of the
“spring of science”, popular art magazines and everyday de-
mand for decorative painting in broadening the boundaries
of perception. It is shown that society’s tolerance of artistic
diversity remained limited and rested on a political consen-
sus around “scars and reflection”, which accumulated the
potential for the radical artistic explosion of the mid-1980s.
It is concluded that the period was not only a farewell to
the past but also the starting point for the modernization of
contemporary Chinese art.

Keywords: Reform and Opening-Up, Thought Liberation,
Art Policy; Art Market; Creative Consciousness; Artistic Di-
versity.

bate around the thesis "Practice is the sole crite-
rion of truth,” which grew into a broad Thought
Liberation Movement aimed at overcoming dog-
matism and the personality cult. It was within this
unique socio-political context that the awakening
and rapid transformation of Chinese fine art took
place, preparing the ground for the subsequent ex-
plosive "'85 New Wave Art Movement."

1. Political "Thaw": Institutional Changes and
Openness of Information

In the early stage of reform and opening-up,
changes in the art sphere were first and foremost
initiated from above through political adjustments.

During the decade of the Cultural Revolution, art
had been excessively politicized and instrumental-
ized, reduced to an appendage of class struggle.
After 1978, as the campaign to redress unjust ver-
dicts and rehabilitate victims advanced, the central
mandate of art policy shifted from the slogan "art
is the servant of politics" to the broader and more
flexible formulation of "serving socialism and the
people" (Lu, 2014: 120). This shift removed the ide-
ological shackles from art within the official system.

1.1. Easing of Control and Transformation of
the Functions of Art Institutions

The convening of the Fourth National Congress
of Literary and Art Workers in 1979 marked a land-
mark event in the adjustment of art policy. In his
welcoming address, Deng Xiaoping officially rejected
the concept of "the decisive role of subject matter,"
stating that "what to write and how to write — this
question can only be resolved by the artists them-
selves through creative practice and gradual explo-
ration" (Zou, 2002: 156). This meant that creators
were no longer required to invariably depict specif-
ic "tall, big, and complete" and "bright and shining"
images of heroic laborers. Tragedy, love, historical
reflection, as well as such "unproblematic” genres
as "mountains and waters" landscape painting and
"flowers and birds" painting — previously margin-
alized or subjected to criticism — regained legiti-
mate status. The functions of official organizations
at various levels — such as artists' associations and
art academies — also gradually transformed from
direct "political control" to "professional guidance
and service."

1.2. Openness of Cultural Exchange and the
Breakthrough of the Information Blockade

For a long time, the Chinese art world, sepa-
rated by the "iron curtain,” knew virtually nothing
about the development of Western modern art after
the 1940s. From 1978 onward, with the opening of
borders, foreign art exhibitions were permitted. For
instance, in March 1978, the "Exhibition of 19th-Cen-
tury French Rural Landscape Painting” was held in
Beijing, sparking unprecedented excitement and
long queues at the entrance. Following this, albums
featuring works of Western classicism, impression-
ism, and even early modernism began to be pub-
lished in small print runs and made available for
sale. Such liberalization of cultural policy directly
provided Chinese artists, who had been in a state
of spiritual starvation, with a new frame of reference
and visual language for retrospectively rethinking

their own traditions and searching for new forms
(Ten Years of the Stars, 2019: 34).

1.3. The Emergence of the Art Market and
the Awakening of Commodity Consciousness

Before 1984, a genuine art market had not yet
formed in China, and the overwhelming majority of
artists remained "people of the state system," liv-
ing on fixed salaries. However, the political wind of
change had already reached the economic "capil-
laries." Against the backdrop of the success of the
household responsibility system in agriculture and
the preparation for the reform of the urban eco-
nomic system, the commodity nature of artworks
began to receive limited recognition. The most typi-
cal manifestation of this was the appearance of "ex-
port paintings” (YMEE]) — in order to earn foreign
currency, state-owned import-export companies for
arts and crafts began placing orders with painters
for oil paintings and traditional Chinese-style guo-
hua works, the so-called "hotel paintings" or "ex-
port paintings." Although these works, tailored to
the tastes of Western tourists, were of little val-
ue from the perspective of art history, this was the
first instance in which Chinese artworks entered the
sphere of commodity circulation on a mass scale
(Zhu, 2019: 65). This brought artists "gray income"
significantly exceeding their salaries, but more im-
portantly, it subtly undermined the ultra-left dogma
that "art and money are incompatible," engender-
ing in creators a subjective economic consciousness
and the early contours of a market, thereby laying
the preconditions for the massive surge in the art
market in the 1990s.

2. Thought Liberation: Transformation of Art-
ists' Creative Consciousness

If the change in the political environment con-
stituted the external condition of the artistic "thaw,"
then the Thought Liberation Movement served as
the internal driving force that transformed the in-
ner world of artists. Taking as its starting point the
broad debate that began in May 1978 around the
thesis "Practice is the sole criterion of truth," Chinese
society raised a wave of intellectual enlightenment
aimed at overcoming the personality cult and dog-
matism. This social atmosphere directly projected
itself onto the art world, provoking a profound psy-
chological upheaval and a reformatting of mentality.

2.1. From "Collective Expression” to "Individ-
ual Self-Expression”

In preceding decades, the vivid individuality of
the artist had been leveled: they could only act as
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Fig. 1. Gao Xiaohua. Why? 1978. Oil on canvas. 108 x 136 cm. National Art Museum of China, Beijing

anonymous "mouthpieces of the interests of work-
ers, peasants, and soldiers." The Thought Liberation
Movement allowed creators to rediscover the exist-
ence of "the human being" — and, first and foremost,
to discover "themselves." Artists began to realize that
the starting point of art should be not grand polit-
ical slogans, but genuine personal emotional expe-
rience and reflection on life (Gao et al., 2008: 27).
This shift in thinking was genuinely revolutionary in
character. For example, the emergence of "Scar Art"
(fAIRZER) was precisely driven by the fact that art-
ists no longer avoided personal pain and the trau-
mas of the era, replacing false hymns of praise with
bleeding confessions and effecting a psychological
reconstruction from “obedience to the deity" to "ad-
dressing the human being” (Yi, 2004: 89).

For instance, the oil painting Why? (Fig. 1)
({Aft4) , 108 x 136 cm) by Gao Xiaohua, cre-
ated in 1978, became a typical embodiment of this
psychological turning point. In a realistic manner,
it depicts a scene of internecine clashes during the
Cultural Revolution: wounded Red Guards and the
bewildered expression of the central figure form
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the visual focus, while leaden-gray tones and dense
brushstrokes create a narrative critical of history,
pointing to the absurdity of senseless struggle. In
1979 the painting was shown at the Fifth Nation-
al Art Exhibition, where it was awarded a second
prize; it is regarded as the starting point of "Scar
Art." With this work, Gao Xiaohua broke through
the former aesthetic of "red, bright, and shining"
and returned to art a sincere questioning of histo-
ry and human nature.

2.2. Emotional Release: From "Fear" to "Re-
bellion”

Prolonged political campaigns had led older-gen-
eration artists to live by the principle "better not
seek merit in art, so long as there are no political
mistakes," while the younger generation accumu-
lated colossal rebellious energy under conditions
of suppression. The incomparable exhibition of the
"Stars" group (2£E %) that appeared in 1979 be-
came the absolute manifestation of such an explo-
sion of sentiment. The "Stars" artists (such as Ma
Desheng, Wang Keping, Huang Rui, and others),
driven by an almost elemental, wild courage, pro-

claimed the slogan: "Kollwitz is our banner, Picas-
so is our forerunner." They challenged not only the
official exhibition system (hanging their works on
the iron railings of the small garden east of the Na-
tional Art Museum of China) but also demonstrated
in their thinking an uncompromising, irreconcila-
ble elitist defiance (Li, 2000: 18). Thanks to the at-
mosphere of relative tolerance in society, actions
that initially carried enormous political risk were ul-
timately transformed into a cultural event that ad-
vanced the democratization of art.

One of the most iconic works at that exhibition
was the wooden sculpture Silence (Fig. 2) ( {JL#X) )
by Wang Keping. It is a crudely carved human head
with blindfolded eyes and a sealed mouth — an im-
age deprived of the ability to freely see and speak.
The sculpture expressed, in the simplest and most
vivid way, protest against ideological suppression
and the thirst for freedom of self-expression. In
1979, The New York Times ran a front-page report
on Wang Keping and his works. Silence, together
with another, even more controversial sculpture en-
titled Idol, became some of the most striking voic-
es of reflection of that era.

2.3. The Thirst for "Humanism" and the "Beau-
ty of Form"

The essence of thought liberation is the emanci-
pation of the human being. In their creative disposi-
tion, artists demonstrated an acute call for "human
nature, human feelings, humanism." They felt re-
vulsion toward the inhuman "iron faces" of the era
of class struggle and turned toward the aspiration
to express warm, subtle, genuine emotions. At the
same time, having passed through a difficult peri-
od of political reflection, artists en masse encoun-
tered "aesthetic fatigue,”" inwardly craving pure
visual pleasure unburdened by political meaning.
This directly gave rise to the debate on the "beau-
ty of form" (FZ=03E), the chief exponent of which
was Wu Guanzhong. His thesis that "the beauty of
form is the core of pictorial creation" struck then
like thunder from a clear sky (Wu, 1979: 33). Al-
though externally this appeared as an academic
dispute, in essence it reflected the desire of artists
to affirm their independent individuality and free-
dom of creativity by returning to the fundamentals
of art — form, color, and line.

As a vivid example of the return to humanis-
tic realism, one may cite the oil painting Snow
on X Month X Day, 1968 (Fig. 3) ( {1968FXHX

&) , 196 x 296 cm) by Cheng Conglin, paint-

Fig. 2. Wang Keping. Silence. 1979. Wood. Height 48 cm.
Private collection
ed in 1979. With its diary-like title and docu-
mentary manner, it captured a tragic episode of
armed clashes during the Cultural Revolution. This
monumental canvas is considered a manifesto of
"Scar Art" and is now housed in the National Art
Museum of China. The author was only 24 years
old, yet this work already secured his place in the
history of Chinese art (Chen, 2005: 212). Togeth-
er with Gao Xiaohua's Why?, this canvas initiat-
ed the "Scar" current and effected a return to the
genuine spirit of realism.

3. Changes in Social Perception: From a Sin-
gle Standard to a Pluralism of Demand

The evolution of artistic trends is not only a
one-sided action of the artists themselves; it also
depends on the degree of reception by the audi-
ence, that is, the broad masses of society. In the
period from 1978 to 1984, the landscape of aes-
thetic perception of the Chinese public underwent
a radical expansion and broadening, and the so-
cial demand for artistic diversity moved from a la-
tent state into a manifest one.

3.1. Emotional Resonance and the Destruc-
tion of Aesthetic Stereotypes

For a long time, the aesthetic standard of social-
ist realism required that art be "vigorous and life-af-
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Fig. 3. Cheng Conglin. Snow on X Month X Day, 1968. 1979. Oil on canvas. 196 x 296 cm. National Art Museum of China, Beijing

firming," "flawless and perfect." When the crude,
grotesque wooden sculptures of Wang Keping ap-
peared before the public, by former standards these
works, which "defamed" reality, ought to have been
subjected to harsh criticism. However, the public of
that time not only did not reject them but manifested
colossal sympathy and response. Since all of society
had only recently emerged from a great catastro-
phe, a shared traumatic experience was preserved
in people's hearts. The public understood that this
art, once deemed "heretical,” precisely gave voice to
their most genuine, innermost feelings. Such emo-
tional identification, grounded in shared historical
experience, incredibly expanded the boundaries of
social acceptability of artistic expressiveness.

3.2. The "Thirst for Knowledge" and Curios-
ity About New Forms

Together with the advent of the "spring of sci-
ence," a wave of thirst for knowledge swept across
the country. For ordinary people, Western modern
artistic movements (such as impressionism, fau-
vism, abstractionism) were entirely unfamiliar. But
this "unfamiliarity" did not arouse the hostility char-
acteristic of the Cultural Revolution period; on the
contrary, it transformed into an attractive novelty.
In exhibition halls displaying foreign or experimen-
tal works, crowds thronged; art magazines (such as
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Meishu [Art] and Shijie Meishu [World Art]) sold like
hotcakes. The public went to see incomprehensible
abstract paintings not so much for "aesthetic pleas-
ure" as primarily to "broaden their horizons" and
"overcome illiteracy." Such a mechanism of recep-
tion, based on the psychology of cultural compen-
sation, objectively formed a relatively mild, and at
times even encouraging, climate of public opinion
for the formal diversity of art.

3.3. Differentiation of Social Demands and
the Consumer Function of Art

As living standards initially improved, a differen-
tiation of social demands regarding the functions of
art began. For a long time after the founding of the
People's Republic of China, the principal and almost
sole function of art was propaganda and education.
By the early 1980s, as material goods gradually be-
came more abundant and housing conditions im-
proved (for example, people began moving into new
apartments with living rooms), practical needs for the
"decorative" and "consumer" functions of art arose
in society. Ordinary families began buying wall cal-
endars and decorative paintings; hotels and restau-
rants required large-scale murals and landscapes for
interior decoration. This popular, bottom-up demand,
though tending toward vulgarity and pop culture
in terms of taste, nevertheless powerfully support-

ed the process of the diversification of art (Select-
ed Important Documents, 2011: 112). It made artists
understand that alongside creating political posters,
painting a beautiful landscape or still life possesses
equal value. Such pluralistic social demand coincid-
ed with the ontological searches of the artists them-
selves, together forming a synergy that stimulated
the flourishing of the artistic ecosystem.

However, until 1984, the degree to which socie-
ty embraced artistic diversity remained limited and
fraught with internal contradictions. This tolerance
was built to a greater extent on the political consen-
sus around “scars and reflection" and merely super-
ficial curiosity about the "beauty of form." As soon
as artistic experiments touched upon deeper ide-
ological red lines or proved too far ahead of their
time (for example, certain radical performances or
fully abstract works), they still provoked sharp dis-
putes or even administrative intervention. The psy-
chology of aesthetic perception of the broad public
was in a state of tension at the juncture of old and
new: on the one hand, warmly welcoming change,
on the other, by habit continuing to measure new
works by old standards. It was precisely this tension
that accumulated the potential for the radical explo-
sion of the "'85 New Wave Art Movement" after 1985.

Conclusion

The period from 1978 to 1984 became a unique
"dawn hour" in the history of Chinese contempo-
rary art. Over the course of these six years, the
political environment of reform and opening-up,
like spring wind and rain nourishing vegetation —
from the liberalization of institutions and the influx

of information to the emergence of the market —
removed the heavy shackles from art; the Thought
Liberation Movement, like thunder shattering pil-
lars, completely reformatted the creative thinking
of artists, awakening in them the consciousness
of themselves as independent individuals and a
thirst for self-expression. And society, having passed
through cataclysms, relying on emotional reso-
nance and the thirst for knowledge, continuously
expanded the boundaries of perception of artis-
tic diversity.

The artistic currents of this period — from the
humanistic call of "Scar Art" to the individual re-
bellion of the "Stars" exhibition and the return to
fundamentals in the debates on the "beauty of
form" — outwardly appeared as an evolution of
styles and themes, yet their internal logic was the
difficult process of returning art from the status
of a "political instrument” to an "independent hu-
manistic spirit." This period not only completed a
profound exposure of the past but also laid the
ideological foundation, prepared the cadres, and
formed the psychological expectations for the sub-
sequent grand wave of modernist art in 1985 (the
"'85 New Wave Art Movement"). Without the "thaw"
and "Enlightenment" of 1978-1984, there would
have been no sudden, rapid ascent of Chinese con-
temporary art on the international stage in the fol-
lowing years. The history of these six years proves
that the vitality of art is always rooted in the soil of
social transformation, and that freedom and toler-
ance constitute that irreplaceable air and moisture
in which great art grows.
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NMPOBYXAEHWVNE N TPAHCOPOPMALNA:
COLMANBHO-KYNBTYPHbLIA ®OH W 3BOHOLA
XYNOXECTBEHHbIX NWAEV B KUTAE B 1978—1984 IT.

AHHoTauums: lepuod ¢ 1978 no 1984 200 cman uckaro4u-
meJsibHO 8AXKHb6IM NOBOPOMHbLIM MOMeHMOoM 8 Hogeliuleli
ucmopuu Kumas. C peanusayueli nonumuxu pegpopm u
omkpelimocmu u yeaybaeHuem 0suxeHUs 3a 0c8060xde-
HUe MbIWeHUs Ky/IbmypHbIl KoHmMekcm kuma’dicko2o 06-
ujecmea KopeHHsIM 06pazom U3MeHU/ICA. AKmyanbHOCMb
uccnedosaHus onpedessiemcs HEO6X00UMOCMbH NOHAM®b,
kakum o6pazom nepesle 200bl peghopm nod2omosusau NoY-
8y 0s1:a 0suxeHus «Hoseasa eosHa '85» u nocnedyrowezo
pazsumus cospeMeHHo20 kumatlickoeo uckyccmea. Lene
cMameu — NPOAHAIU3UPOBAMbL COYUAIbHO-KYAbMYyp-
Holl poH u 3800YUI0 XyDoxecmaeHHbIx udeli 8 Kumae
8 3Mmom nepuod U 8bIA8UMb UX 83aUMOCBsA3b. Mccredo-
8aHUe onupaemcs Ha ucmopuyeckuli, cpagHUMebHbIl
u uckyccmeogeddeckuli Memodsl, UCMOYHUKO8YH 6a3y
cocmasuau oguyuansHele AoKyMeHMmel, 8bICKA3bI8AHUS
XyOO0XHUKO8 U Kpumukos, a makxe mpydsl kumalickux
ucmopukoe uckyccmead. B cmamee paccmampuearomes
mpu 83aUMOCBA3AHHbIX npoyeccd. Bo-nepabix, nokasa-
HO, KaK nosumuyeckas cpeda paHHezo asmana pegpopm
paAspywiana cyuecmsosasuiue UHCMUMyyuoHaaeHele 6a-
pbepei: xy0oxecmeeHHAs NOAUMUKA omowia om gopmy-
JIbl «UCKYCCMBO CAIYXXUM NoAumuke», Xy0oxecmeeHHsle
UHCMUMymMeol nepewiiu 0m noAUMUYecKko20 KOHMpPOJs
K npogheccuoHaneHoMy pykosodcmey, 3apybexHsie 8bl-
cmaeku U u30daHUs npopseanu UHHOPMayuUoHHyr 6710-
kady, a hpou3godcmeo «3kcnopmHol xugonucu» 0ano
HA4yaao nepeviM 31eMeHmMam xyooxecmeeHH020 pblIHKA.

BBegeHue

Jnoxa, Nocnej0BaBLUas 38 OKOHYaHUEM «KY/bTyp-
HoW peBositounm» (1966-1976 rr.), ctana ans Kutas
BpeMeHeM 1y6oKOro NCTOPMUYECKOro camoaHanmsa
¥ nomcka HoBblIx nyTen. Tpetuin naenym LIK KMK 11-
ro CO3blBa, COCTOSABLUMNCS B fekabpe 1978 roga, opum-
LMasbHO MPOBO3M/IaCW CMELLEHME LIEHTPa TAXeCTH
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Bo-emopeix, npociexeHo, kak 08uxeHue 3a 0c8oboxdeHuUe
MblWIeHUS MPAaHCHOPMUPOBAIO MBOPYECKOe CO3HAHUE
XyOO0XHUKOB, MO 8bIPA3U/IOCH 8 «UCKYCCMae Wpamos»,
gbicmaske 2pynnsl «386306i» U QUCKYCCUU 0 «Kpacome
dopmbl», Hauamoli Y [yaHbuxyHoM; 8 kKadecmee xapak-
mepHbIX NPUMEPO8 paccMampuearomcsi npouseedeHusi
lao Caoxya, YsH LlyHauHsa u BaH KanuHa. B-mpemeoux,
aHaaAu3upyromcs UsMeHeHUs 8 0bujecmeeHHOM cnpoce
Ha pasHoobpasue 8 uckyccmee, pacmyujas 20mMogHoOCMb
ny6auku NPUHUMAamMe Hogele opMbl U 2paHuybl 3modi
mepnumocmu. Ocoboe BHUMAHUe yOeseHo posu «gec-
Hbl HayKU», NONYASPHbIX XyO0XeCcmeeHHbIX XypHanoe u
66/Mo8o20 cnpoca Ha dekopamusHYH XUBoNUCL 8 pac-
wiupeHuu epaHuy eocnpusmus. llokasaHo, Ymo mepnu-
Mocmeb 06wecmaa Kk xydoxecmeeHHoOMy pasHoobpasuro
0CmMagasnace 02paHudeHHoU U cmpouaacs Ha noaumuYe-
CKOM KOHCeHCyce 80Kpya «Wpamos u pegaekcuu», ymo u
Hakonusao nomeHyuan 05 padukansHo20 xydoxecmeeH-
Ho20 83pblea cepeduHsl 1980-x 20008. COendH 861800 O
mom, 4mo 3mom nepuod cmaja He MoJbkO NPOUWaHU-
eM C npowiibiM, HO U saxHelweli omnpasHoli moykoul
eceli nocnedyroujeli MoOepHU3AYUU COBPEeMeHHO020 Ku-
malickozo uckyccmaa.

KntoueBble cioBa: pechopmbl U OMKPLIMOCMb; 0C8060XK-
deHue MbluiIeHUS; XydoxecmeeHHAs NoAUMuKa; xydoxe-
cmeeHHbIl pbIHOK, MBopyeckoe Co3HaHue; pasHoobpasue
8 uckyccmae.

paboTbl MapTUM Ha COLIMaNNCTNYECKYH MOJEepHM3a-
LMtO, MONOXMB Hayano noantke pedpopm v OTKpbITO-
CTW. 3Ta NOUTUYECKan KOPPEKTVPOBKaA BbICLLIETO py-
KOBOACTBa CO3jana NPUHLIMNMaNbHO HOBbIE YCI0BUA
4na Bcex chep obLLEeCTBEHHOWM XM3HW, BKAKOYas Kyab-
TYPY ¥ nckyccTBo [2, c. 45]. MapannenbHo B obLecTBe
pa3BepHynacb MacluTabHas AUCKycCua BOKPYT Te3u-

ca «[TpaKTuka — eAMHCTBEHHbIV KPUTEPUI UCTUHDI»,
KOTOpas nepepoc/a B LWMPOKOE ABUXKEHVE 3a Naeo-
norvyeckoe 0CBOBOXKAEHWE, HanpaBaeHHOe Ha npe-
OZ0/IeHVe AorMaTh3Ma 1 KyabTa IMYHOCTU. VIMeHHO
B 3TOM YHWKa/bHOM COLIMabHO-MONTUYECKOM KOH-
TEKCTe NPOUCXOAMIO0 NPOBYXAEHNE U CTPEMUTENbHAS
TpaHchopMaLms KMTaCKOro n306pasnTenbHoOro mc-
KyCCTBa, NOATrOTOBMBLLAS MOYBY A1 NOCAEAYHOLLEro
B3PbIBHOIO ABM>XeHNA «HoBas BoaHa '85».

1. NonanTnueckan «oTTenesib»: UHCTUTYLUO-
HaJibHble U3MEHEHNSA U OTKPbITOCTb MHGpOpPMaLMn

Ha paHHem 3Tane pedopM 1 OTKPBLITOCTH Nnepe-
MeHbl B chepe MCKYCCTBa B NepPBYHO oYepesb Hblaun
NHULMMPOBAHbI CBEPXY MOAUTUYECKUMU KOPpPeK-
TUpOBKaMU. B TeueHne gecATUneTns «kyabTypHOM
PEeBOIFOLMN» NCKYCCTBO HbIIO UpE3MEPHO NOAUTHU-
3MPOBaHO M UHCTPYMEHTaIM3NPOBaHO, MpeBpaTHB-
LWINCb B MPUAATOK KNaccoBoi 6opbbel. Mocne 1978
rosa, No Mepe NPOABUXKEHWUS KaMNaHUW Mo Ucnpas-
NEHVIO HecnpaBeaNBbIX MPUTOBOPOB 1 peabuan-
Tauuu, LEHTPaNbHbINA 3aNpPOC XyJ0XECTBEHHOM MNOo-
NNTUKM CMECTUACA C I03YHra «MCKYCCTBO — CAayra
NONNTUKN» Ha Hosiee LWMPOKYHO 1 FTMBKYH yCTaHOB-
Ky «Cay>XKeHue coumannsmy n Hapogy» [6, c. 120].
DTOT CABUT CHS1 MAEONOTMYECKME OKOBbI C UCKYC-
CTBa BHYTPW 0dULIMaNbHON CUCTEMBI.

1.1. OcnabneHue KOHTponA u TpaHcpopma-
uusa GyHKUUA XyA0XKECTBEHHbIX UHCTUTYTOB

CosbiB B 1979 roay IV BcekuTalickoro cbesga pa-
H6OTHUKOB IMTEPaTYpPbl N UCKYCCTBA CTaN 3HAKOBbIM
CObbITUEM B KOPPEKTUPOBKE XYAOXECTBEHHOMN MO-
nvTtnkun. B ceoem npueetctBeHHOM cnose [l3H Cao-
NH odMLIMaNbHO OTBEPT KOHLEMNUUIO «Onpesens-
tOLLLEeW POIM TEMATUKM», 3aBUB, UTO «O YeM MNucaTb
M Kak nmMcaTb — 3TOT BOMPOC MOTYT peLlaTh TO/bKO
CaMV Xy OXHWKM B XO4e TBOPYECKON NPaKkTUKK U
nyTemM NocTeneHHbIX nouckoB» [9, ¢. 156]. 370 03-
Ha4ano, 4To OT TBOPLOB Hosble He TpeboBanu B
ob6s3aTeslbHOM nopsake n3obpaxatb cneynbdurye-
CKMe «BblCOKME, KPYMHbIe, LLeJIOCTHbIE» U «APKUE,
cuarome» obpasbl repoeB-TPY>KeHKOB. Tpareams,
NtoboBb, UcTopuyeckas pediekcus, a Takxke Takme
«becnpobnemHble» XaHpbl, Kak ner3ax «ropbl u
BOAbI» M «LBETbI U NTULLbI», paHee MapruHaam3npo-
BaHHbIE AW NOABepPraBLUNECsH KPUTUKE, BHOBb 00-
penn nernTMMHbIN ctatyc. DyHKUMM odurLmManbHbIX
OpraHun3aLmin pasnyHbIX YPOBHEN — TakUX Kak ac-
coumaLMm XyJOXXHUKOB U XyAOXECTBEHHbIE aKkaje-
MWW — TakXKe NOCTeNeHHO TpaHCcGOPMUPOBaNUChL
OT NPSMOro «MOJUTUYECKOrO KOHTPOA» K «MNpPO-
beccnoHanbHOMY PYKOBOACTBY U OBCNYXXMBAHNIO».

1.2. OTKpbITOCTb Ky/IbTYpHOro o6MeHa 1 npo-
pbiB UHPOpPMaALMOHHOW 6/10KaAbI

[onroe BpeMs K1Talnckas Xy40>XKecTBEHHas cpe-
[a, OTTOPOXKEHHAA «KeNe3HbIM 3aHaBeCoM>», Mpak-
TWYECKM HNUYEero He 3Hasna O PasBUTUM 3anajHo-
ro coBpemMeHHoro nckyccrea nocne 1940-x rogos.
C 1978 roga, ¢ OTKpbITUEM FpaHWUL, CTaan paspe-
LaTb NPOBeAEeHNE MHOCTPAHHbIX XyAOXECTBEHHbIX
BblCTaBOK. Hanpumep, B mapTte 1978 roza B lNeku-
He npowna «BbicTaBka GpaHLy3CKOWn AepeBeHCKOW
nensaxHol xumBonucy XIX Beka», Bbi3BaBLUas bec-
npeueseHTHbIN aXXnoTax 1 ANVMHHbIe ovepean y
BXog4a. Bcneg 3a 3TMM B cTpaHe Havanu HebonbLn-
MU TUpaXkaMu 1M3aBaTbCA M NOCTYNaTb B MPogaxy
anbboMbI C NPOU3BEAEHNAMN 3aNajHOro Kaaccu-
Lu3Ma, UMNPeCccMoHn3Ma 1 faxe paHHero Mmogep-
Hu3Ma. Takas anbepannsaums KyabTypHON Noau-
TUKM HanpsMyro NpeaocTaBmia HaXoAMBLUMMCS B
COCTOAAHUW JYXOBHOTO rON04a KMTaNCKNM Xyf0X-
HWKaM HOBYIO CUCTEMY KOOPAMHAT U BU3YasibHbI
A3bIK 417 PETPOCMNEKTUBHOIO OCMbICAEHMA X COB-
CTBEHHBbIX TPaAMLMIA 1 Moncka HOBbIX GopMm [4, c. 34].

1.3. 3apoxxaeHue Xya0)XeCTBEHHOro pblHKa
1 Npoby)xaeHne TOBapHOro CO3HaHUA

[o 1984 ropa B Kutae ewe He chopmunposan-
CA PbIHOK MCKYCCTBa B NOAJIMHHOM CMbIC/le 3TOrO
CN0Ba, ¥ NogasastoLiee 6ONbLUIMHCTBO XyAOXHNKOB
OCTaBa/IUCh «IFOAbMM FOCYAaPCTBEHHON CUCTEMBI»,
KMBLIMMUK Ha drKcnmpoBaHHyto 3apnaaty. OgHako
NONNTUYECKMI BETEP NePEMEH YyXe AOCTUT 3KOHO-
MUYecKmX «kanuanapos». Ha ¢oHe ycnexa npose-
JEHNS B CEIbCKOM XO35IMCTBE CUCTEMbI CEMENHOTO
nogpsza 1 NoAroToBku K pedopme ropoackom 3Ko-
HOMWYECKOW CUCTEMbI TOBapHasa Npupoaa npovsse-
JAEHWIN 1CKycCcTBa Havana nosayyaTb orpaHnMYeHHoe
npu3sHaHune. Hanbonee TMNMYHBIM NPOSABAEHNEM
3TOrO CTaN0 MOABNEHME «3KCMOPTHOMN XMBOMUCU»
(IMEE]) — B LENAX NOJAYUEHUs BANOTHOW BbIPYY-
KW rocy,apCTBEHHbIE KOMMaHWUM MO UMMOPTY U 3KC-
NnopTy NPeAMeTOB HapPOAHbIX MPOMbICIOB Haya-
N pa3meLaThb y XXMBOMMUCLLEB 3aKa3bl Ha KapTWHbI
Mac/IOM ¥ roxya B TPagWLIMOHHOM KUTANCKOM CTU-
Nle, Tak Ha3blBaeMble «KapTUHbI A8 TOCTUHWUL» UK
«KaPTWHbI Ha 3KCMopT». M XOTA 3TM NnpousBeaeHus,
OPVEHTUPOBaHHbIE Ha BKYCbl 3anajHblX TYPUCTOB,
He nNpeAcTaBAAAM 0COHBOWN LEHHOCTU C TOUKK 3pe-
HWUA UCTOPUM NCKYCCTBA, 3TO BblA NePBbLIN Caydai,
Korfa KuTarckne npov3BeseHusa NCKyccTBa Mac-
coBO BOWAM B chepy ToBapHOro obpatieHums [10,
C. 65]. 3TO NPUHECNO XYAOXKHMKAM «CEPBIA JOX04»,
3HaUUTENbHO NPEBbLILWABLUMIA UX 3apnaaTy, HO, UTO

75



elle BaXKHee, 3TO HE3aMeTHO NOAOPBaNO yabTpa-
NeBYy0 AOTMY O TOM, YTO «NCKYCCTBO W A€HbIM He-
COBMECTUMbI», MOPOANIO Yy TBOPLLOB CyObEKTHOE
3KOHOMMYECKOE CO3HaHMWE N paHHWE KOHTYpPbl PbIH-
Ka, 3a/10XKMB TeM CaMbIM NPeAnoCbIIKW AN Mac-
WwTabHOro BCn/iecka Ha XyAo0XeCTBEHHOM PblHKE
B 1990-e roasl.

2. OcBO60XXAEHUE MbILW/IeHUA: TPaHChopMa-
LA TBOPUYECKOro CO3HaHUA XYAO0XXKHUKOB

Ecn n3MeHeHWe NoAnTUYECKOW cpeabl CTano
BHELHWM YCNOBNEM «OTTEMeNN» B UCKYCCTBE, TO
ABUXXEHWE 33 NAe0N0rnyeckoe 0cBObOXaeHWE Bbl-
CTYMUAO BHYTPEHHEN ABUXYLLEN CUNOW, 3aHOBO ne-
penaBuMBLLEN AyLIN XYAOXHWKOB. B3sB 3a oTnpas-
HYHO TOYKY HauaBLlytoca B mae 1978 roga WwWmpokyto
AMNCKYCCUIO BOKPYT Te3nca «MpakTmka — eANHCTBEH-
HbIA KPUTEPUIA UCTUHDBI», KUTACKOe OBLLECTBO NOJ-
HA10 BOJIHY WAEMHOTO NPOCBELLEHWS, HanpaBAeHHYHO
Ha NpeojoaeHne KyabTa IMYHOCTU U AOrMaTU3Ma.
JTa coumanbHas atMochepa HanpaMyto NpoeLuu-
poBafnacb Ha XyAOXeCTBEHHYIO Cpeay, CNPOBOLM-
pOBaB r1ybOKYH NCUXOJOFMUYECKYH BCTPSCKY U Ne-
pebopmaTMpoBaHe MeHTanmnTeTa.

2.1. OT «KON/IEKTUBHOTO BbIPa)K€HNA» K <UH-
AVBUAYa/IbHOMY CaMOBbIPaXkeHN10»

B npealwecTBytoLne fecATUNETUA ApKasA WH-
AVBUAYaNbHOCTb XYAOXHWKa OBblla HUBENMPOBa-
Ha: OHW MOF/IM BbICTYNaTb JNLWb B POJU aHOHUM-
HbIX «Bblpa3nTenen NHTepecoB pabounx, KpecTbsH
n congat». lBMXeHne 3a naeonormyeckoe 0CBo-
6o>xzeHMe NO3BOINAO TBOPL,AM 3aHOBO OTKPbITb
AanAa ceba cyliecTBOBaHWe «4enoBeka» — U, B nep-
BYHO ouepesib, 06HapyXXnTb «CaMoro cebs». Xyaox-
HWKW Hayaan OCO3HaBaTb, YTO OTMPABHOWN TOUKOM
NCKYCCTBa JOKHbI HbITb He rpaHANO3HbIe NOAN-
TUYeCKNe NO3YHIW, @ NOAJMHHbBIA NNUHbIA 3MOLU-
OHa/IbHbINA OMbIT U OCMbICAEHME XU3HU [3, c. 27].
STOT CABUT B MbILLJIEHUN HOCKA NOAJVHHO PEeBO-
JIOLMOHHBbIV XapakTep. Tak, HanprvMep, BO3HUKHO-
BeHMe «M1CKyccTBa Wwpamos» (fHIRZENR) 6biio 06-
YCNOBNEHO UMEHHO TeM, UTO XYAOXHUKN Bonblue
He nsberasam AMYHOM 6OAN M TpaBM 3MOXW, 3ame-
HVB danblUMBbIe XBaaebHbIe 'MMHbI KPOBOTOUALLM-
MW MPU3HAHUAMWU N COBEPLLUMB MCUXOJOTNYECKYH
NnepecTporiky OT «nocayLaHnsa 60XecTBy» K «06-
palieHuto K yenoseky» [5, c. 89].

Hanpwumep, kapTnHa macnom «[ouemy?» (puc. 1)
( {Aft4) , 108 x 136 cm) kuctn Fao Csioxya, co3-
AaHHasa B 1978 roay, ctana TMMMYHBIM BOM/IOLLEHNEM
3TOro NCMXONOrMYeCKoro nepenoma. B peanmcrunue-
CKOM MaHepe n3obpaxkeHa cLeHa MeXA0YCOOHbIX
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CTOJIKHOBEHW B rOAbl «Ky/JIbTYPHO PEBOOLNN»:
M3paHeHHble XyHB3MOMHbI U pacTepsHHOE Bblpa-
XeHne anua LeHTpaabHOro nepcoHaxa obpasy-
OT BU3YyanbHbI GOKYC, a CBUHLOBO-CEpble TOHa
M MNOTHbIE MA3KW CO3AatoT KPUTUUYECKOe MO OT-
HOLLEHWMIO K MCTOPUWN NMOBECTBOBAHWE, YKa3blBato-
wee Ha abcypaHOCTb beccMblcieHHOM 6opbObl. B
1979 ropy kapTuHa 6bina NnpeacTasaeHa Ha V Bee-
KWUTaMCKOM XyA0XXEeCTBEHHOWN BbICTaBKe U YA0CTO-
eHa BTopol npemun. OHa cuMTaeTcs OTnpaBHOM
TOUKOW «MCKYCCTBA WpPamMoB». IToW paboToii Mao
Caoxya npeosonen NpPexHIo 3CTeTUKY «KpacHO-
ro, ApKOro, baecTaLero» 1 BepPHya UCKYCCTBY CMO-
COBHOCTb UCKPEHHEe BOMPOLLATh UCTOPUIO U Yeso-
Beyeckyo npupoay.

2.2. DMOoLUMOHaIbHaA paspAjKa: OT «cTpaxa»
K «6yHTapcTBY»

[nvTenbHble NoUTUYECKME KaMnaHum npuse-
IV K TOMY, YTO XYAOXHUKW CTapLUEro NOKONEHUS
NPUBBIKAN XWUTb MO NPUHLMMY «ay4lle He UckaTb
3aC/yr B UCKYCCTBE, ANLb Bbl He BblN0 NoAnTMYe-
CKMX OLWMBOK», B TO BPEMS Kak MJajLlee nokose-
HWe HaKanaMBaio B YCIOBUAX NOAABAEHNSA KONOC-
canbHyto ByHTapckyto aHepruto. MNosBuBLIascA B
1979 rogy HM C YeM He CpaBHWMMas BblCTaBka 06-
wecrsa «3se3fbl» (EE2HEHE) cTana abcoNOTHbIM
nposBJeHNeM Takoro B3pbiBa YMOHACTPOEHNA. Xy-
JOXHUKM «3Be3a» (Takme Kak Ma [3waH, BaH Ka-
nuH, XyaH Xyl v ap.), ABUKMUMbIE NOYTU CTUXUIAHOWN,
[AVIKOW CMeNIOCTbO, MPOBO3raacuamn no3yHr: «Kate
KonbBuy, — Haw ¢aar, Nrkacco — Haw npegTe-
Ya». OHM BPOCKAN BbI3OB HE TOIbKO OdULMANbHOWM
cMcTeMe BbICTaBOK (pa3BecuB paboTbl Ha xenes-
HOW orpaje ckBepa k BOCTOKY OT HaumoHanbHoro
XyZAoxecTBeHHoro myses Kuras), HO 1 npoaemMoH-
CTPUPOBaAN B CBOEM MbILLAEHUM HE30rOBOPOYUHY!HO,
HeNPUMUPKMYHO 31MTapHyto ppoHay [7, c. 18]. baa-
rogaps atmocdepe OTHOCUTENBHON TEPNUMOCTU B
obuectBe, ENCTBUSA, KOTOPbIE M3HaUa bHO HEeCIN
B cebe OrpoMHbIA MNOAUTUYECKNI PUCK, B KOHEUHOM
utore TpaHCOOPMUPOBANUCH B KYNbTypHOE CObbI-
Te, NPOABMHYBLUEE AEeMOKPATM3aLMI0 UCKYCCTBA.

OfHOWM M3 caMblX 3HaKOBbIX paboT Ha TON BbI-
CTaBKe CTafa fepeBsHHan ckyabnTypa «MonuyaHme»
(pvic. 2) ( {L#K) ) Ban KanwmHa. 310 rpy6o Bbipe-
3aHHas rojioBa YesoBeka C 3aBA3aHHbIMU r1a3amu
W 3anenNeHHbIM PTOM — 00pa3s, NLEHHbIN BO3-
MO>XHOCTM CBOOOAHO BUAETb U roBOPUTL. CKyNbMTY-
pa caMbIM NPOCTbIM U HarAsAHbIM CMOCOBOM Bbl-
paxkana NpoTecT NPOTUB NAEONOTNYECKOTO 3aXMMa
N xaxay csoboapl camoBbipaxeHus. B 1979 rogy

raseta The New York Times nomecTvna Ha nepBoi
nonoce penoptax o BaH KanuvHe n ero pabortax.
«MonuaHne» BMecTe ¢ gpyroi, ewé bonee crnop-
HOW cKynbNTypoW «/aon» cTano ofgHUM U3 cambiX
APKMX roNocoB pedaekcun ToM 3Moxu.

2.3. XKaxxga «rymaHusma» n «Kpacotbl GpopMbI»

CyTblo MAEONOTNYECKOro OCBOBOXAEHWS ABAA-
eTca packpenolieHne YenoBeka. B ceoem TBOpUe-
CKOM HacTpoe XyAOXXHWKN NPOAEMOHCTPUPOBau
OCTpPbIA NPU3bIB K «4e/I0BEYECKO Npupoge, Ye-
NOBEYECKMM YyBCTBaM, ryMaHun3my». OHU UCMbITbI-
Ba/n OTBpaLLeHne K 6ecuenoBeYHbIM «XKene3HbIM
nuam» 3MoxXm KNaccoBon 6opbbbl 1 06paTUANCH K
CTPEMEHWMIO BbIPa3WTb TeMJible, TOHKWE, MOAJNHHbIE
amMoumu. B TO Xxe Bpems, NepexxmB TAXeNbIA Nepu-
0f, NOANTNYECKOWN pedaekcunm, XyAOXHNKN MacCoBO
CTOJIKHYJINCb C «3CTETUYECKOW YCTaNOCTbHO», BHY-
TPEHHE MCMbITbIBasA XaxXAy YMCTOro BM3yanbHOro
HacnaxgeHus, He obpeMeHeHHOro NOANTUYECKUM
CMbICIOM. 3TO HaNPAMYH NOPOANIO ANCKYCCHIO O
«kpacote popmbi» (FZF3E), rnaBHbIM NPOBOAHM-
KOM KOTOpOM BbICTYNUA Y N'yaHbUXyH. BblABUHYTHIN
MM Te31C O TOM, YTO «KpacoTa GOpPMbl — 3TO AP0
>KMBOMWCHOrO TBOPYECTBa», MPO3BYyYan Torga Kak
rpoM cpeau sicHoro Heba [8, c. 33]. XoTa BHeLHe 310
BbIFIAAE10 KaK akaZileMUyeckuii cnop, no cyTu, 3To
OTpaXkano CTpemMieHne XyA0XHNKOB Yepes3 BO3Bpa-
LeHne K NepBOOCHOBE NCKyccTBa — GopMe, LiBe-
TY, IMHUN — YTBEPAMNTb CBOIO HE3aBUCUMYHO NY-
HOCTb 1 cBOBOAY TBOPYECTBa.

B kauecTtBe Apkoro npumepa Bo3BpaTta K ryma-
HUCTUYECKOMY peann3mMy MOXHO NPUBECTU KapTUHY
mMacaom YaH LyHamHa «CHer Takoro-To uncna, Ta-
Koro-To mecaua 1968 roga» (puc. 3) ( {1968FXHX
HE) , 196 x 296 cm), HanucaHHyto B 1979 rogy. C
AHEBHUKOBbLIM Ha3BaHWEM W AOKYMEHTabHOW Ma-
HepoW OHa 3anevatnena Tparmyeckuin ann3og Bo-
OPY>XEHHbIX CTONKHOBEHUI B oAbl «Ky/NbTYPHOWN
peBONOLMM». ITO MOHYMEHTa/lbHOE NMONOTHO CYUM-
TaeTcs MaHMPECTOM «MNCKYCCTBa LWPaMOB» U HblHe
XpaHuTCa B HaLMoOHanbHOM XyA0>KeCTBEHHOM My3ee
Kutas. ABTopy 661710 BCero 24 roga, Ho 3Ta paboTa
yXe obecneunna eMy MecTo B UCTOPUN KUTaNCKO-
ro nckyccrea [11, c. 212]. Bmecte ¢ kapTnHon lao
Caoxya «lNoyemy?» 370 MONOTHO NOJOXMIO Haya-
J1O TeYEHUIO «LUIPaMOB» U OCYLLECTBMIO BO3BpaT K
NOANMHHOMY AyXy peann3ma.

3. IameHeHuMe couumanibHOro BOCNPUATUA: OT
eAVHOro cTaHjapTa K nJropaansmy cnpoca

3BOJIIOLNSA XY[0XKECTBEHHbIX TEUEHWUI — 3TO He
TONbKO OHOCTOPOHHEE AENCTBME CaMUX XYAOXKHU-

KOB, OHa Takxe 3aBUCUT OT CTEMEHM BOCMPUATUS ay-
ANTOPUWY, TO eCTb LUMPOKUX Macc obuiecTsa. B ne-
pvoga ¢ 1978 no 1984 rog kapTrHa 3CTETUYECKOTO
BOCMpPUATUS KMTAUCKOW Ny6AMKK npeTeprena pa-
AVIKanbHOe pacTaXeHVe U paclumpeHune, a couun-
aNbHbIA CNPOC Ha pa3HoObpa3une NckyccTea nepe-
LUen U3 NaTeHTHOrO COCTOSHMUSA B SIBHOE.

3.1. SMoUMOHaNbHbIA pe30HaHC U pa3pylue-
HUe 3CTeTUUECKUX CTePeoTUNoB

[Jonroe BpeMs 3cTeTUYECKUN CTaHAapT colma-
NINCTNYeCKOro peanmsmMa Tpebosas, UTobbl NCKYC-
CTBO 6bIN0 «BOAPBIM U XXN3HEYTBEPXKAAIOLLNM»,
«be3ynpeyHbIM 1 coBeplUeHHbIM». Koraa nepeg ny-
6IMKOV MOABUANCH TPYDble, FPOTECKHbIE AepPeBsH-
Hble cCKyNbMTypbl BaH KannHa, no npexHuMm mepkam
3TV paboTbl, «OUepPHAIOLLNE» PeaNbHOCTb, AOAXHbI
6bIN NOABEPTHYTHCA XECTKON KpuTuke. OgHako
TOrgallHAsA obLLeCcTBEHHOCTb He TOJIbKO He OTTOp-
rna ux, HO U NPOsIBUA KOJIOCCaIbHYH CUMNATUIO U
oTkAuK. MNMockonbky Bce 0bLWeCcTBO ANLLb HeAaBHO
BbILLO U3 BENNKON KaTacTpodbl, B cepaLax ntoaen
XpaHWACa o6LWMI TpaBMaTUUYeCckuin onbiT. My6avka
MOHANA, YTO 3TO KOrAa-TO CUMTaBLLeeCs «epeTnye-
CKMM>» UCKYCCTBO Kak pa3 1 BbICKa3blBaeT UX CaMble
NOA/NVHHbIE, TNYOUHHbIE YyBCTBa. Takas 3MOLMO-
Ha/sbHas MAEHTUPUKALIMA, OCHOBaAHHasA Ha oblLuem
NCTOPUYECKOM OMbITE, HEBEPOATHO paclumpuna rpa-
HULbI COLMANBHOM MPUEMAEMOCTU XYAOXKECTBEH-
HOW BbIPa3NTENbHOCTM.

3.2. «XKaxkga 3HaHUA» N N6ONBITCTBO K HO-
BbiM ¢opmam

BmecTe ¢ HacTyn/iieHneM «BeCHbl Hayku» no
BCeN CTpaHe npokaTthaacb BOMHA XaXAbl 3HaAHWN.
[ns npocTbix Ntofen 3anagHble COBPEMEHHbIE Xy-
[OXeCTBEHHble TeUeHMWs (Takme Kak MMnpeccmo-
HW13M, GOoBM3M, abCTpakLMOHU3M) Bbian abcontoT-
HO He3HaKOoMbI. HO 3TO «He3HakoMoe» He BbI3Baso
BPaXAebHOCTHN, CBOMCTBEHHOM NEPUOAY «KYAbTYp-
HOW peBOAIOLNN», a8, HANPOTMB, NPEBPATUNOCH B
NpuUTAraTeNbHyt0 HOBU3HY. B BbICTAaBOUHbIX 3anax,
rae 4eMOHCTPMPOBANNCh 3apybexkHble namn akcne-
pUMeHTaNbHble PaboTbl, LLapuio CTOANOTBOPEHNE,
Xy[,0XEeCTBEHHbIE XYPHaibl (Takne Kak «Manwy»
(«MckycctBO») 1 «Lnuze manwy» («MupoBoe nckyc-
CTBO»)) pa3neTanuncb Kak ropsumne nupoxxku. MNybam-
Ka XoAuaa CMOTPETb Ha HEMOHATHbIE abCTPaKTHblE
KapTUHbI OTHIOAb He pajun «3CTeTUYECKOro Hacaax-
AEeHWA», @ B OCHOBHOM UYTOBbI «paclimpuTb Kpyro-
30p» W «n36aBUTbCA OT He3rpaMOTHOCTM». Takomn
MEeXaHW3M BOCNPUATUSA, Ba3npyrowmiics Ha ncu-
XONOTNN KYyNbTYPHOW KOMMeHcaumn, 06 bekTUBHO
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chopmmpoBan ana popmanbHOro pasHoobpasns
MNCKYCCTBa OTHOCUTENbHO MATKYHD, @ MecTamu gaxe
MOOLLPUTE/NIbHYIO Cpesy O6LLLECTBEHHOTO MHEHMS.

3.3. AnddepeHumauma coumanbHbiX 3anpo-
coB 1 notpeburtenbckas GpyHKUMA NCKYCCTBa

Mo Mepe NepBOHa4YaNbHOrO yAy4ylLEHNA YPOB-
HS1 XKM3HW Hayanacb AndpdepeHLmaums coumanbHbIx
3anpocoB K GyHKUMAM nckyccTa. Jonroe spems
nocne obpaszoBaHus KHP rnaBHoM 1 noytn egnH-
CTBEeHHOM dyHKLMel nckyccTBa bbl1a nponaraHaa
n socnutaHue. K Hauany 1980-x rogos, no mepe
TOro Kak MatepuasnbHbix 6iar ctaHoBUAOCh 60/1b-
e, a XUAULLHbIE YCI0BUS yaydLllannch (Hanpu-
Mep, 04N Havaam nepeesxaTb B HOBble KBapPTUPbI
C rOCTUHbIMM), B OBLLECTBE BO3HUKAN NpakTuye-
CKMe NoTPebHOCTU B «eKOPaTUBHOM» N «NOTPebu-
TeAbCKON» QYHKUMAX UcKyccTBa. OBbIYHbIE CEMBU
Hayaan NoKynaTb HaCTeHHble KaneHAapwn 1 AeKo-
paTVBHble KapTWHBbI; TOCTUHULLAM U pecTopaHam Tpe-
6oBannCb KpynHomacwTabHble peckn 1 nerisa-
XN AN yKpaLeHUs MHTepPbepoB. STOT HAPOAHbIN,
BOCXOASLLMIN CHU3Y CNPOC, NYCTb U TAFOTEBLUUA K
BY/IbFapHOCTM 1 NOMN-Ky/bType B NaaHe BKyca, Tem
He MeHee MOLLHO nogjep>kan NpoLecc AMBepcu-
dukauunm nckyccrea [1, c. 112]. OH gan XyA0XKHU-
KaM MOHATb: HapAaAy C CO34aHNeM NOANTUYECKMX
MnakaToB, HanNMcaHWe KPacMBOro nemnsaxa Wiv Ha-
TIopMoOpTa 06/1aaeT Takon >Ke LLleHHOCTbo. Takow
NAOPAIUCTUYECKMIA COLMANbHBIN CNPOC COBMas C
OHTONOTNYECKMMY MOUCKAMU CaMUX XY O0XHUKOB,
CO3/,aB CUHEPruIo, KOTopas CTUMYy/MpOBana pac-
LBET XYAOXECTBEHHOW 3KOCUCTEMBI.

OpHako 1o 1984 roga cteneHb BOCNpUATMA 06-
WeCcTBOM pa3Hoobpa3mns NCKycCTBa BCe elle ocTa-
BaJlaCb OrpaHWUYEHHON M NMOJHON BHYTPEHHUX MPO-
TUBOPEUNIA. ITa TEPNUMOCTb B BObLUEN CTENEHN
CTpoOWAach Ha NOAUTUYECKOM KOHCEHCYCe BOKPYT
«lwpamMoB 1 pedaekcmm» 1 AnLb NOBEPXHOCTHOM
nrobonbITcTBE K «KpacoTe Gopmbl». Kak ToNbKO XyAo0-
XeCTBEHHbIe 3KCMepUMeHTbI 3ageBanun bonee ray6o-
Kne naeonornyeckmne KpacHble IMHUN UK OKasblBa-
JINCb CNLLKOM OnepexaroL MM Bpems (Hanpumep,
HeKkoTopble pasmnKkaibHble nephopMaHChbl UK No-
HOCTbtO abcTpakTHble pPaboTbl), 3TO NO-NMpPeEXHEMY
BbI3bIBAJI0 OCTPble CMOPbI UK faxe agMUHUCTPa-
TVBHOE BMELLIATeNbCTBO. [1CMX0N0rns 3CTeTUYECKO-
ro BOCMPUATUSA LIMPOKOWN NyBAMKM Haxoamnach B
COCTOAHUWN HajpbIBa Ha CTblke CTapOro 1 HOBOTO:
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C OfHOW CTOPOHBI, FOPAYO NPUBETCTBYSA Nepeme-
Hbl, C APYroli — Mo NPMBbIYKE NPOJOIXKaA MEPUTb
HOBble MPOW3BeAeHUs CTapbiMU MepKamu. IMeH-
HO 3TO Hamnps>XeHWe U HaKOMWAO MOoTeHLMan ans
paAnKanbHOTO B3pbiBa ABUXeHUs «HoBas Bo/Ha
'85» nocne 1985 roaa.

3ak/sitoueHune

Mepwnog c 1978 no 1984 roa ctan HenoBTOpPU-
MbIM «4aCcOM paccBeTa» B UCTOPUM KUTARCKOTO CO-
BPEMEHHOIO NCKYCCTBA. Ha MPOTAXEHMMN 3TUX LLEeCTH
NeT nosnTMyeckas cpega 3noxu pebopm 1 oTKpbI-
TOCTU, NOJO6HO BECEHHEMY BETPY U AOXAIO, M-
TaroLWeMy pacTUTENbHOCTb, — OT Anbepanmsauun
WHCTUTYTOB M Nputoka nHdbopmaLmm f0 3apoxe-
HWS pbIHKA — CHSIa C UCKYCCTBa TAXesble KaHja-
Nbl; ABUXKEHME 33 NAE0N0rMYECKOe OCBOHOXAEHME,
C/IOBHO FPOM, COKPYLLAIOLLMIA CTOAMbI, MOJHOCTbH
nepedbopMaTpoBaso TBOPUECKOE MbILLIEHUE XY-
[OXHMKOB, MPOBYAMB B HUX CO3HaHUe cebs Kak He-
3aBUCKMMbIX MHAVBUIOB W XaXAy CaMOBbIPaXKeHWS.
A 0611ecTBO, NpoLUejLlee CKBO3b KaTakAn3Mbl, OMNu-
pasicb Ha 3MOLMOHabHbI PE30HAHC U XaxAay 3Ha-
HWUW, HENPEPBLIBHO pPacLMpPAA0 rpaHu1Lbl BOCNpUs-
TUS MHOroo6pa3ns NCKyccTBa.

XyA0>XKeCTBEHHblE TEYEHWs 3TOro nepmuoga — OT
rYMaHUCTMYECKOTO MPU3bIBa «MCKYCCTBA LLIPaMOB»
[0 VHAMBUAYaNbHOTO ByHTa BbICTaBKMN «3Be34bI» U
BO3BpaTa K MepBOOCHOBE B AMNCKYCCUAX O «KPaco-
Te GopMbI» — BHELLHE BbIFISAAENN KaK 3BOOLUSA
CTUNEN N TeMaTKK, OAHAKO MX BHYTPEHHEN NOTUKOW
6bl1 TPYAHBIN NpOLLeCcC BO3BPaLLEHNs UCKYCCTBa OT
cTaTyca «MOJMTUYECKOTrO MHCTPYMEHTa» K «He3a-
BMCUMOMY F'YMaHUCTUYECKOMY AyXy». ITOT Nnepu-
04, He TO/IbKO 3aBepLuuna rnybokoe pasobnaueHune
MPOLUIOro, HO U 3a/10XKN NAe0N0TnYecknii GyH-
JaMeHT, MoAroTOBWUA Kaapbl 1 chopMMpoBan ncm-
XONIOrMYEeCKNE OXMUAAHNS ANS NOCAeAYIOLWEeN rpaH-
JAVO3HOM BOJIHbI MOZAEPHUCTCKOTO MckyccTBa 1985
roga (aBuxeHune «Hosas BonHa '85»). He 6yab «oT-
Tenean» n «lpoceeweHns» 1978-1984 rogos, He
66110 6bl M BHE3AMHOrO, CTPEMUTENBHOTO B3J/1€Ta
KUTalCKOro COBPEMEHHOIO MCKYCCTBA Ha MEXAY-
HapoAHON apeHe B nocseaytolme rogbl. ictopus
3TUX WeCTU NeT J0Ka3bIBAET, UTO XM3HEHHas cuna
MCKYCCTBa BCerfa yKOpeHeHa B MOYBe COLMabHbIX
TpaHchopMauuii, a ceobosa 1 TePNNUMOCTb Npes-
CTaBAANOT COHON TOT CaMbli HE3AMEHUMbIV BO34YyX
W BAary, KOTOpble B3PaLLMBatOT BEJMKOE UCKYCCTBO.
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HUMANIZATION IN CONTEMPORARY MEDICAL
EQUIPMENT DESIGN

Summary: The article examines the trend toward human-
ization in contemporary medical equipment design. Con-
temporary medical equipment design is evolving from the
design of a stand-alone technical device toward the crea-
tion of a human-centered sociotechnical system, in which
humanization determines the value orientation of the fu-
ture product. Interaction with medical equipment typically
occurs under conditions of stress, physical vulnerability,
and the risk of error, which demands particular attention
to the quality of the product's design. This study consid-
ers humanization in the context of these conditions and
from the standpoint of regulatory requirements for the
safety of medical devices. The study defines the human-

Contemporary medical equipment is developing
amid the steady growth in technological complexity
and rising expectations for the quality of the user's
interaction with the technical system. The expan-
sion of device functionality and the development
of digital technologies change not only the prod-
uct's internal structure but also the way it is de-
signed. Equipment is increasingly regarded not as
a self-contained unit but as part of a digital hos-
pital environment, on which the quality of medical
staff's work and patient comfort depend (Rodriguez
et al., 2023; Tzimourta, 2025).

Medical equipment development has always pri-
oritized the reliability, precision, and functional ef-
fectiveness of the device. However, this is no longer
sufficient: the user's emotional state, the environ-
ment, the social context, and the duration of inter-
action with the equipment must also be taken into
account (Bates, 2018).

It is important to understand that human-cen-
tered design of medical devices is not a matter of
the designer's excessive sentimentality in the pursuit
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ization of medical equipment as a comprehensive design
strategy intended to resolve the dual-audience problem
characteristic of medical device design. Several levels of
humanization are identified: formal, ergonomic, cognitive,
emotional, and ethical. Humanization is shown to have
natural limits set by the requirements of safety, sterility,
and functional effectiveness. It does not replace technical
criteria but complements them, ensuring that the product
matches real human experience

Keywords: medical equipment, medical equipment de-
sign, humanization, contemporary design, medical device
development, human-centered design, user experience, er-
gonomics, interface.

of emotional comfort and ease of use; it is, above
all, a way of reducing the likelihood of error, ensur-
ing safety, and matching the device to real condi-
tions of use (St.Amant, 2021).

For example, the need for contextual analysis
is embedded in current guidance on applying hu-
man factors engineering to medical device devel-
opment. These documents stress that target users,
the use environment, operating conditions, train-
ing, and real-world interaction scenarios must all
be considered. In particular, the same device may
require different design solutions in an operating
room, a doctor's office, or a home setting (MHRA,
2021; FDA, 2026).

In other words, this raises the central problem of
medical design: the dual nature of the user audience.

The same device must serve as a professional
tool for the physician or nurse while also forming
part of an emotionally complex experience for the
patient. Each side has its own "success criteria." For
the specialist, these are speed of access to infor-
mation, precision of control, and the ability to re-

Focused ultrasound device for neurosurgery. Designer: Dmitry Perevoshchikov

spond quickly to critical changes. For the patient,
what matters is understanding the situation, reduced
anxiety, preserved bodily dignity, and freedom from
a sense of total dependence on the technology.

Humanization is intended to resolve this problem.
It does not mean simplifying equipment uniform-
ly for all users; on the contrary, it implies differen-
tiating the levels of interaction.

A complex system can remain technologically
rich if its interface, form, and usage scenarios allow
each participant to interact with it at an appropri-
ate level. The professional user has access to an ex-
tended set of data and functions, while the patient
receives the necessary information in understand-
able form, without an excessive display of techni-
cal complexity (Wang et al., 2023).

Consequently, the designer's task is not to cre-
ate a single universal interface for everyone but to
build several levels of interaction. The first level may
be aimed at the medical specialist and include ex-
tended parameters, diagnostic data, and settings.
The second may be aimed at the patient and pro-
vide clear communication: a notification that a pro-
cedure is starting, how long it will last, and whether
the patient needs to hold a certain body position
or follow a specific instruction.

Such a division does not necessarily require two
physically separate interfaces. It can be achieved
through different display modes, changes in the

scale of information, color hierarchy, and the spa-
tial arrangement of elements. As a result, the same
equipment can adapt to different usage scenarios
(Wang et al., 2023).

For design, this means a shift from treating the
product as a "separate unit" to designing a set of in-
teractions distributed among different users (MHRA,
2021; FDA, 2026).

An important component of humanization is the
emotional impact of form. For example, medical
equipment has traditionally tended toward a labo-
ratory look: numerous cables, mechanical connec-
tions, and warning lights visually signal the device's
specialized purpose. Such an appearance may be
justified in a professional setting; however, in con-
tact with the patient it can provoke anxiety. Patients
usually lack the specialized knowledge needed to
understand what individual elements of the equip-
ment are for. The medical specialist, by contrast,
must quickly interpret a large volume of informa-
tion and make decisions according to the clinical
protocol. Humanization must therefore address not
an abstract "user" but a system of distinct user roles
(Rodriguez et al., 2023).

This is especially important in pediatrics, reha-
bilitation, diagnostics, and home care. For a child,
a medical device with alarm sounds and bright in-
dicator lights can be a powerful source of fear. For
an elderly person, difficulty in navigating the con-
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trols can heighten a sense of helplessness. For a pa-
tient using a medical device at home, the "hospital”
look of the equipment can underline the status of
being ill and disrupt the familiar perception of the
living space (Yen and Woolley, 2003).

Hence the tendency in contemporary products
toward a more neutral or even domestic visual lan-
guage: a calm color palette, rounded elements, a
visually unified housing, fewer exposed technical
details, and an interface integrated into the over-
all form of the product. However, these techniques
are not in themselves evidence of humanization.
Their value depends on whether they help the user
understand the device better and feel more confi-
dent, or merely mask complexity behind an attrac-
tive exterior.

A separate strand of humanization concerns pre-
serving the patient's personal dignity and freedom
of movement. Medical equipment often involves re-
straining the limbs, exposing parts of the body, or
holding an uncomfortable position for a long time.
In such cases, design must ensure a comfortable
relationship between the patient's body, the med-
ical staff, and the device (Yen and Woolley, 2003).

The designer must bear in mind that the pa-
tient interacts with the equipment in a situation
of reduced autonomy. The patient is not always
able to refuse a procedure, change the conditions
of interaction, or choose another device. Medical
equipment design therefore carries a particular
responsibility: technical necessity must not au-
tomatically justify disregarding the user's emo-
tional state and subjective experience (Yen and
Woolley, 2003).

This problem is especially evident in devices in-
tended for long-term use. Whereas diagnostic equip-
ment is in contact with a person for a limited time,
monitoring systems and rehabilitation devices be-
come part of everyday life. Their design affects us-
ers' self-perception, their willingness to continue
treatment, and their ability to fit the device into
their daily routine.

In this sense, humanization involves reducing the
stigmatizing effect of medical equipment. A prod-
uct can perform a clinically important function with-
out visually locking the user into the role of a sick
person. A device that can be used at home, carried
on one's person, or placed in a living environment
without a constant feeling of medical monitoring
helps preserve a person's social and domestic in-
dependence.
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Humanization is most directly manifested in the
interface. The contemporary interface of medical
equipment must not only provide access to func-
tions but also establish a coherent model of inter-
action that is understandable to a user with a given
level of training and in a particular emotional state
(Harte et al., 2017; Jiang, Huang and Wang, 2025).

For professional devices, this means the need
to structure informational complexity. The medical
specialist must see, first and foremost, the parame-
ters relevant to the current action. Secondary data
may remain accessible but must not compete with
critical signals. This requires a hierarchical structur-
ing of information and the consistent use of color,
size, contrast, sound, and tactile feedback.

For the patient, a humanized interface must ex-
plain rather than merely signal. For example, in-
stead of an impersonal signal that the mode has
changed, it can explain what is happening, how
long it will last, and whether any action is required
on the user's part. Even a small gain in clarity can
reduce anxiety and increase the patient's willing-
ness to follow the procedure.

Contemporary human-centered design methods
focus on testing such solutions in real scenarios.
Their goal is not only to increase user satisfaction
but also to improve the usability, safety, and opera-
tional reliability of the medical device. Humanization
must therefore be validated through observation,
prototyping, and testing, not merely by the design-
er's subjective judgment (St.Amant, 2021).

It should also be recognized that medical equip-
ment cannot be fully subordinated to the user's
emotional expectations, since its form and interface
are bound by requirements of safety, sterilization,
maintenance, electromagnetic compatibility, and
clinical use. Certain structural elements may look
awkward or unattractive yet be essential to the de-
vice's reliable operation. Thus, one study describes
a tragic case in which a development team, seek-
ing to reduce staff fatigue from alarm signals, low-
ered the volume of alerts on a neonatal intensive
care system and configured it so that, if there was
no response or incoming signal for three minutes,
it switched off automatically. When a newborn's
pulse disappeared, the device interpreted this as a
shutdown and stopped sounding the alarm, which
led to a tragedy (Fuerch et al,, 2019).

This is precisely why humanization must be seen
as a process of balancing rather than a replacement
of technical criteria with aesthetic ones. Its task is

to find ways of embodying mandatory technical re-
quirements in a form that does not heighten anx-
iety, complicate use, or violate the user's dignity.
The analysis presented here allows humaniza-
tion to be regarded as one of the defining trends
in contemporary medical equipment design. Un-
like stylistic movements, humanization does not
involve the formation of a stable visual canon. Its
essence is a change in the very approach to design,
in which the technical effectiveness of the product
is reconciled with the physical, cognitive, emotion-
al, and ethical characteristics of the human being.
Humanization of medical equipment is manifest-
ed at several interconnected levels. At the formal
level, it is expressed in the search for a sculptur-
al and color solution that conveys reliability and
precision without heightening a sense of threat.
At the ergonomic level, in organizing convenient

and safe interaction that accounts for the anthro-
pometric and motor characteristics of different
user groups. At the cognitive level, in reducing
information overload, establishing a clear hier-
archy of signals, and providing understandable
control logic. At the emotional level, in reducing
anxiety, creating a predictable environment, and
maintaining a sense of control over the situation.
At the ethical level, in respect for dignity, bodily
autonomy, and the patient's right to understand
what is happening.

The key factor in the further development of
this trend is the expansion of home use of medical
equipment, where the user remains alone with the
device without the constant presence of a specialist.

Humanization is thus not a passing fashion but
a lasting trend that reflects the changing role of
medical equipment in the healthcare system.
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'YMAHU3ALINA B COBPEMEHHOM ZIV3ANHE
MEZVLMHCKOrO OEOPYAOBAHA

AHHoOTaumsA: B cmamee ucciedyemcs meHOeHYUs 2yMaHU-
3ayuu 8 cospemeHHoM du3saliHe MeduyuHckozo obopydosa-
HuA. CospemerHsbIl 0u3aliH MeduyuHcko2o0 06opydo8aHUs
passusaemcsi om npoeKmMuUpoOBaHUs A8MOHOMHO20 MeXHU-
yecko20 ycmpolicmea K pOpMUPOBAHUID YE/108eKOUeHMpPUY-
Holi coyuomexHu4eckoli cicmembl, 8 KOmopou 2yMaHu3ayus
onpedesnisem yeHHOCMHy opueHmayuro byodyuwjezo usde-
us. Baaumoodeticmsue ¢ MeduyuHckum obopydosaHuem, Kak
npasusio, npoucxodum 8 ycao8usx cmpecca, gusuyeckoli
YA3BUMOCMU U pUCKa coBepLUIeHUS OWUBKU, Ymo mpebyem
0c06020 BHUMAHUS K Ka4ecmasy npoekmupogaxus bydyuje-
20 u30enus. B 0aHHOM uccedosaHuu 2yMaHU3ayus paccma-
mpusaemcs 8 KOHMeKCMe ONUCAHHbIX yc108ul, a Makxe ¢
MOYKU 3peHUs peyismopHeix mpebosaruli k besonacHocmu
MeOUYUHCKUX ycmpoticme. B pe3ynemame uccredosarust 2y-
MaHu3ayus MeduyuHcko2o obopydoeaHus onpedeneHa Kak

CoBpemeHHOe MeauLIMHCKoe 0bopyAoBaHme pas-
BMBAETCA B YCNOBUAX NMOCTOAHHOIO YCAOXHEHUS
TEXHONOrMYEeCKOW OCHOBbI U NOBbILWEHMs Tpebo-
BaHWIM K KayecTBY B3aMMOZAENCTBUSA NOJIb30BaTENS
C TeXHM4Yeckon cucteMoi. Pacwmperume GyHKLM-
OHa/IbHbIX BO3MOXHOCTEl YCTPOUCTB U pa3BuTue
LNPPOBbLIX TEXHONOTMI NPUBOAAT HE TOIbKO K U3-
MEHEHWIO BHYTPEHHEW CTPYKTYPbl N34EUSA, HO U K
nepecMoTpy ero ausaiiHa. ObopysoBaHue BCE valle
paccMaTpuBaeTCa He Kak CaMOCTOATE/IbHaA eMHN-
La, @ Kak 4acTb LnppoBon 60AbHUYHON Cpeabl, OT
KOTOPOW 3aBUCUT KauecTBO PaboTbl MeANLNHCKO-
ro nepcoHana n komopt naymeHTa [6; 8].

B npouecce pa3pabotkm MegmumHckoro obo-
pyAoBaHuWsa Bcerga yaenserca ocoboe BHUMaHMe
HaAEXHOCTU, TOUYHOCTU N QYHKLIMOHANbHOM 3d-
dekTnBHOCTU ycTponcTBa. OgHako B HacTosLee
BpPEeMSs 3TOro HeAoCTaTOUHO: He0HXOAMMO AOMO-
HUTENbHO YYNTbIBaTb 3MOLMOHANbHOE COCTOAHMNE
noJsib30BaTesIs, OCOBEHHOCTU Cpesbl, COLNANbHbIN
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KOMNJIeKCHAA NpoekmMHas cmpameaus, Komopas npu3eaHa
paspewiume npobsiemy 080lUCMBEHHOCMU NO/1b308aMeTb-
ckol aydumopuu, XapakmepHyro 014 0u3atiHa MeOUUYUHCKUX
ycmpoticme. BeiOesieHo Hecko/leko yposHel 2yMaHu3ayuu:
dopmaneHell, speoHoMuUYecKul, KO2HUMUBHbIU, SMOYyUO-
HabHbIU, 3muYeckudl. YcmaHoeseHo, 4mo 2yMaHu3ayus
umeem ecmecmeeHHble 2paHUYbl, onpedesisemele mpeboed-
HuAMU 6e30nacHocmu, CmepubHOCMU U yHKYUOHATbHOL
agppekmusHocmu. OHa He 3ameHsiem mexHuYeckue kpume-
puu, a donosiHsiem ux, obecneyusas coomeemcmeue u3soe-
JIUS peasieHOMY 4e/108e4eCcKoMy onbimy.

KnroueBble cnoBa: meduyuHckoe obopydosaHue, Ou-
3aliH meduyuHcko2o 0bopydosaHus, 2yMaHu3ayus, co-
epemeHHbIl Ou3aliH, paspabomka MeOUYUHCKUX u30e-
Jull, yenosekoyeHMpu4Hell Ou3aliH, nosb3osamesbckuli
oNeIm, 3p20HOMUKA, UHMepdgelic.

KOHTEKCT 1 ANNTENbHOCTb B3aMMOAENCTBUSA C 060-
pygoBsanuem [1].

Ba>kHO MOHMMaTb, YTO Y€/JIOBEKOLLEHTPUUHbIN
AV3aH MEANLNHCKMX U3LENNIA — 3TO He Ype3mep-
Has CEHTMMEHTaNbHOCTb AM3aliHepa, HanpaB/ieH-
Has Ha JOCTUXXEHWE 3MOLIMOHaNbHOIO KoMdopTa U
yA06CTBa NCMNO/Ib30BaHWSA; 3TO NPEXAe BCErO CHU-
XKeHVe BEPOATHOCTN owmnbok, 3aboTa o be3zonac-
HOCTW M COOTBETCTBMM YCTPOICTBA PeabHbIM YC-
NIOBMAM NpUMeHeHunsa [7].

Tak, Hanpumep, HEOBXOAMMOCTb KOHTEKCTHOTO
aHa/iv3a 3aKkperieHa B COBPEMEHHbIX PYKOBOACTBAX
Mo NPUMEHEHWIO MPUHLIMMNOB MHXEHEPUN YesioBe-
yeckoro ¢dakTopa npu paspaboTke MeSNLIMHCKINX
n3pennii. B pekomeHgaumnsax noguépkmnBaeTcs He-
06XOANMOCTb YUNTbIBATH LIENEBbIX NOb30BaTeNEN,
Cpeay NpVMEHEeHWsl, OnepaLuoHHbIe YCI0BUS, 06-
yUYeHue 1 peanbHble CLLEHAPUN B3aUMOAENCTBUS C
YCTPOMCTBOM. B yacTHOCTK, O4HO 1 TO Xe n3genve
MOXeT TpeboBaTb PazINYHbIX MPOEKTHBIX PeLleHi

B OMepaLVoHHON, kabnHeTe Bpaya Wau JOMaLlHEM
npoctpaHcTae [5; 9].

NHbIMKM cnoBamu, mogHMMaeTCs rnaBHas npo-
61eMa MeMUMHCKOro Au3aliHa — npobaema ABOWR-
CTBEHHOCTMN MO/Nb30BaTENbCKOWN ayANTOPUN.

OauH 1 TOT Xe Nprbop AoaxeH bbiTb Npodeccu-
OHa/lbHbIM paboynM UHCTPYMEHTOM Bpaya Uau Me-
AMLIMHCKOW CECTPbI Y OJHOBPEMEHHO C 3TUM YacTbto
3MOLMOHANBHO CIOXKHOTO OMbiTa NauueHTa. B atoi
CUTYauMn Kaxzas CTOPOHa HaZensieT 0Cobo BaxKHO-
CTbO CODCTBEHHbIE «KpUTepUn ycrexax. [na cneuva-
JINCTa 3TO: CKOPOCTb AOCTyNa K MHPOPMAaLIK, TOUHOCTb
ynpaBAeHWs 1 BO3MOXHOCTb BbICTPO pearnpoBaThb Ha
KpUTUYeCKMe n3MeHeHus. 115 naumeHTa BaxHbI: Mo-
HATHOCTb CUTYaLLUK; CHUXEHWE TPEBOXHOCTY; COXpa-
HeHWe TeNeCHOro JOCTOWHCTBA M OTCYTCTBME OLLyLLle-
HWS NOJIHOW 3aBUCUMOCTU OT TEXHUKM.

l'yMaHu3auwus npu3BaHa paspeLwunTb 3Ty npobe-
MY 1 O3HayaeT He WabaoHHOe yrnpoLlleHne obopy-
[OBaHWA ANs BCEX MOJb30BaTeNEN, a, HAaNpPOTMB,
anbdepeHLmaumnio ypoBHE B3aUMOAENCTBUS.

CnoxHas cMcTeMa MOXET OCTaBaTbCs TEXHUYECKM
HaCbILEHHOW, ecv eé UHTepdeiic, dopma 1 cueHa-
pYIV MCMO/Ib30BaHMWS MO3BOSAIT KaXAOMY YUYacTHU-
Ky B3aMMOZENCTBOBaTb C HEM Ha COOTBETCTBYHOLLEM
ypoBHe. [NpodeccroHanbHbI Nob30BaTe b Noay-
YaeT JOCTYN K pacliMpeHHOMY Habopy AaHHbIX U
byHKUMIA, TOrga Kak NauMeHTy NpesocTaBaAseTcs He-
obxogmMas 1 noHATHas nHdopMauma 6e3 n3bbiTou-
HOWM AeMOHCTpaL MM TexHUYeckon cioxHoctm [10].

CnezoBaTtenbHO, 3aZlaua AusaliHepa 3ak/io4aeT-
CA He B CO3aHUN eANHOTO YHWUBEPCANbHOIO NHTEP-
delica, 04MHaKOBO NpegHa3HauYeHHOro A/ BCEX, a
B OPMUPOBAHNM HECKONBKNX YPOBHEWN B3aUMO-
aencTeus. MepBbli ypoBEHb MOXET ObITb OPUEHTU-
POBaH Ha MeAMLMHCKOTO CreLnanncTa u BKaruaThb
paclUMpeHHble NapaMeTpbl, AMarHOCTUYeCKMe faH-
Hble U HacTponkun. Bropoin — Ha nauueHTa n obe-
CreYnBaTh NMOHATHYHO KOMMYHWKALLMIO: COObLLEHNE
0 Hauaje npoLeaypbl, ANNTENbHOCTM AeACTBUSA, He-
06X0AUMOCTU COXPaHATbL OrpeseNéHHOoe Noioxe-
HWE Tefa WK BbIMOAHWUTb KOHKPETHYH MHCTPYKLMHO.

MNMopobHoe pasaeneHne He obs3aTeNbHO Tpe-
byeT co3gaHns aByx GM3NUECKM HE3aBUCUMBbIX MH-
TepdericoB. OHO MOXET peann3oBbIBaTbCA Yepes
pasNnuUHble PpeXmnMbl OTOBPaXKeHWs AaHHbIX, U3Me-
HeHue MacwTaba MHbOPMaL MK, LBETOBYO nepap-
XUIO U MPOCTPAHCTBEHHYH OpraHn3aunio 31eMeH-
TOB. B pe3yabTtate ogHO 1 TO XXe obopysoBaHMe
nosiy4aeT BO3MOXHOCTb afanTupoBaThCs K pas-
HbIM CLleHapuaM ucnosb3oBaHuma [10].

[nsa ausaiHa 3To 03HauaeT nepexos oT Npoek-
TUPOBaHWUA U3JeNNs KakK «OTAENbHOW eAMHNLbI» K
NpoeKTUPOBaHMIO Habopa B3aMMOAENCTBUIA, pac-
npeAenéHHbIX MeXAy pa3/MUYHbIMK NOo/b30BaTe-
namn [5; 9].

BaxkHOl cocTaBasAoLLen r'yMaHM3aLmMmn aBaseTcs
3MOLMOHaNbHOE BO3aeicTBne GopMbl. Tak, Hanpw-
Mep, MeANLUHCKOe 060pyAOBaHNe MeeT Tpaau-
LMOHHYI CKNOHHOCTb K NabopaTopHomy obpasy:
60/1bLLIOE KOIMYECTBO Kabener, MexaHU4eckmx co-
eAVHEHWI, NpeAynpexatoLmnx CBETOBbIX UHAMNKa-
TOPOB BM3yasIbHO COOBLLAET O CreLmansbHOM Ha3Ha-
YeHWW yCTponcTBa. Takas Bblpa3uTeIbHOCTb MOXET
6bITb ONpaBgaHa B NpodeccMoHanbHoOW cpese, of-
HaKo B KOHTaKTe C MaLMeHTOM OHa B psje ciyda-
€B Bbl3blBaeT TpeBory. [auneHT yalle Bcero He 06-
najaet cneumanbHbIMU 3HaHNAMU, HEOBXOAUMBIMU
[/ MOHVIMaHWsl Ha3HAYeHUsl OTAE/IbHbIX 3/IEMEHTOB
obopyaoBaHus. MeAWLIMHCKUIA CReLnanmnct, Hanpo-
B, 06513aH BbICTPO MHTEPNPETUPOBATL 3HAUUTENb-
Hbl1 06BEM MHbOPMALMK M NPUHUMATb peLleHuns
C YYETOM KNMHMUECKOro npoTokoa. [Moatomy ry-
MaHu3aLums JOMXKHA YUNTbIBaTb HE abCTPaKTHOrO
«MONIb30BaTeNA», @ CUCTEMY Pa3/JINUHbIX MOJb30-
BaTebCKUX poseit [6].

Ocob€eHHO 3HaUNMBbIM 3TO CTAHOBUTCA B NeAn-
aTpuy, peabuantaumm, 4MarHoCcTUKe 1N AOMaLlHEM
yxoge. [lna pebéHka MefNLMHCKNIA Npubop ¢ Tpe-
BOXHbIMMW 3BYKaMu U APKMMUW CUTHaIbHBIMU UHAN-
KaTopamu MOXET CTaTb CUIbHBIM UCTOYHUKOM CTpa-
xa. s noxunnoro yenoBeka TPYAHOCTb HaBUrauum
B OpraHax ynpaBAeHWs MOXET YCUANTb OLLyLLeHNe
6ecnomoLyHocTH. [1n1 naumeHTa, UCNOJb3YHOLLEro
MeANLMHCKOE YCTPOMUCTBO A0MA, «6ONbHUUHBIN»
06ark obopysoBaHMA MOXKET NojuyépkneaTb 60-
Ne3HEHHBIN CTaTyC 1 HapyLlaTb NPUBLIYHOE BOC-
npuaTue Xunoro npoctparHcraa [11].

B cBS31 € 3TMM B COBPEMEHHbIX U3AENNAX MOX-
HO HabstoaaTh cTpemsieHne K Honee HeMTpPanbHOMY
UAn agaxe 6bITOBOMY BU3yasbHOMY 5i3biKy. OH Bbl-
paxkaeTcs B MUCNOJIb30BAHUN CMOKOMHOM LBETOBOM
ramMMbl, CKPYTEHHbIX 31EMEHTOB, BU3yaslbHOW Lie-
JNIOCTHOCTM KOPMYyCa, YMEHbLUEHNN KOAUYeCTBa OT-
KPbITbIX TEXHUYECKMX JeTaNeil N MHTerpaumm nH-
Tepderica B obwyto dopmy nsgenma. OgHako 3tu
npuémbl camu no cebe eLLé He CBUAETENbCTBYIOT
0 rymaHusaumun. MIx 3HaueHve onpeaensercs Tem,
MOMOTaOT /I OHW MOJIL30BATENHO NyUllle MOHUMATh
YCTPOWCTBO M YyBCTBOBaTb Ce6s yBEPEHHEE MU
Wb MaCKUPYHOT CNOXHOCTb 3a BHELUHeW Npuse-
KaTeNbHOCTbHO.
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OTzenbHOe HanpaBaeHWe ryMaHu3aLumum CBsi3aHo
C COXpaHeHWEM IMYHOTO AOCTOMHCTBA U CBO6OAbI
ABVXKEHWI naumneHTa. MeguunHckoe obopyaoBsa-
HWe YacTo npeanosiaraet GUKCaLUO KOHEUYHOCTEN,
obHa)keHWe OTAeNbHbIX YacTen Tena uan Heobxoam-
MOCTb A/IUTE/IbHO COXPaHATb Heya06HOoe noaoxe-
HWe. B Takmx ciyyasx AnsanH JoKeH obecneuntb
KOMpOPTHOE B3aMMOAENCTBME TeNa NaLMeHTa, Me-
AMLMHCKOrO nepcoHana v yctponctaa [11].

[An3aiHep JOMKEH YUNTbIBATb, YTO NaLMEHT B3au-
MOJENCTBYET C 06OPYAOBAHNEM B CUTYALMN CHUXKEH-
Hol aBTOHOMMMW. OH He Bceraa cnocobeH oTkasaTtbCs
OT NpoLeAypbl, U3MEHUTb YCIOBUSA B3aUMOAENCTBUA
U BbIBpPaTh ApPYyroe ycTponcTBo. BaxkHO NoHMMATB,
4TO AM3aliH MeaMLIMHCKOro obopyaoBaHus Tpeby-
€T 0coboi OTBETCTBEHHOCTU: TeXHUYecKas Heobxo-
AVMOCTb He A0JIKHa aBTOMaTUUeCckn onpasAbiBaTb
npeHebpexeHne 3MOLNOHAIbHbIM COCTOSSHUEM U
CyOBbEKTUBHBIM OMbITOM nosib3oBaTens [11].

JTa npobiema 0CO6EHHO 3aMeTHa B YCTPOMCTBaX
ANVNTENbHOro Ucnosib3oBaHusa. Ecam gnarHoctmue-
ckoe 06opysoBaHME KOHTaKTUPYET C YeSI0BEKOM
B TEYEHME OrPaHNYEHHOrO BPEMEHM, TO CUCTEMBI
MOHUTOpPWHIa 1 peabuantauMoHHble YCTPONCTBA
CTAaHOBATCA YacTbto NOBCEAHEBHOW XM3HW. VX aun-
3aiiH BAWUSIET Ha CaMOOLLYyLLIeHME NOJb30BaTEeNS, ero
FOTOBHOCTb MPOAOJIXKATb IeUeHME U CNOCOBHOCTb
BKJIHOUATb YCTPOMCTBO B NPUBbIYHbIN pacnopsiok.

B aTOM cMbICne rymaHm3auus cBsa3aHa C yMeHb-
LWeHneM cTurMaTmampyrowiero apdpekra MegmLnH-
ckoro obopyaoBaHus. Mizgenne MOXeT BbINOAHATb
KAVMHWUYECKN BaXKHYH QYHKLIMIO, HO NPW 3TOM BU-
3ya/sibHO He GpMKCMPOBaTb NOb30BaTeNA B POAU
60/1bHOr0. YCTPOMCTBO, KOTOPOE MOXHO MUCMOb-
30BaTb 40OMa, HOCUTb C cOHOM NAM pasmellatb B
Xunnow cpese 6€3 NOCTOAHHOTO OLLYLLEHUA MeAN-
LMHCKOrO KOHTPOJs, CNOCOBCTBYET COXPaHEHUIO
COLManbHOM 1 BbITOBOM HE3aBMCMMOCTM YeNoBeKa.

Hanbonee HenocpeAcTBEHHO rymMmaHm3aums npo-
ABNseTCs B nHTepdeice. CoBpeMeHHbI UHTepdEeNC
MeaMLMNHCKOro 060pys0BaHMA AONXKEH HE TONbKO
npesocTaBaATb 4OCTYN K GYHKUMAM, HO 1 GopMun-
poBaTb NOCAeAOBaTENbHYHO MOJAE/b B3auMoaen-
CTBWS, MOHATHYIO NOJIb30BATEN0 C ONPEAENEHHbBIM
YPOBHEM MOATOTOBKMN U B KOHKPETHOM 3MOLMO-
HafbHOM cocTosHuK [3; 4].

Ana npodeccnoHanbHbIX YCTPOMCTB 3TO O3Ha-
YaeT HeobX0AUMOCTb YyNopsaAoUNBaHUA MHDOpPMa-
LMOHHOM CNOXHOCTU. MegULNHCKUIA creumannct
[AOMKEH BUAETL MPeXAe BCEro Te napameTpbl, KO-
TOpble MMEHOT 3HaUYeHVe A4/1A TeKyLLero eicTBumA.
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BropocTeneHHble AaHHble MOTYT OCTaBaTbCs A0-
CTYMHbIMW, HO He A0/IKHbI KOHKYPUPOBaTb C KpW-
TUYECKUMUN CUrHanamu. 1o TpebyeT nepapxmye-
CKOro NoCTpoeHus MHbOpPMaLMK, COrNacoBaHHOO
NCNONb30BaHMA LiBETa, pa3Mepa, KOHTPacTa, 3ByKa
N TaKTUIbHON 0BpaTHOW CBA3W.

[na naumeHTa ryMaHM3npoBaHHbIA NHTepdenc
[OMKeH 0BBACHATB, @ He NPOCTO PuKcMpoBaTb. Hanpu-
Mep, BMECTO 06e31MYEHHOTO CUrHaia 06 N3MeHeHMM
peXxumMa OH MOXET COObLLAaTh O TOM, UTO NPOUCXOANT,
CKOJIbKO 3TO MPOAINTCA U TpebyeTcs nn AelicTBrE CO
CTOPOHBbI Nosb3oBaTens. Jaxe HebobLLIOe yBeNnYe-
HWMe MOHATHOCTM CNOCOBHO CHU3NUTL TPEBOXHOCTb U
MOBbICUTb TOTOBHOCTb C/1eA0BaThb NpoLiesype.

CoBpeMeHHble METOANKM YENOBEKOLLEHTPUYHOTO
Auv3aliHa OPUEHTUPOBaHbI Ha MPOBEPKY TaKWX pe-
LIeHWI B peasibHbIX CLieHapusXx. VIx Lenb cocTonT He
TO/IbKO B MOBbIEHWW YAOBJETBOPEHHOCTA NOJb-
30BaTenNs, HO W B yBeanYeHun ya06cTBa, 6esonac-
HOCTU N HaAEXHOCTU 3KCMAyaTaLumn MejnLMHCKO-
ro nsgenuns. CnegoBatenbHo, ryMaHn3aLmsa AoaKHa
noATBep>XAaTbca HabatoaeHeM, NPOTOTUNNPOBA-
HMEM N TeCTMPOBaHMEM, a He TO/IbKO Cy6BbeKkTMB-
HOW OUEHKOM amn3aliHepa [7].

Takxe ciesyeT NOHMMaTb, YTO MeAULIMHCKOe
obopysoBaHVe He MOXET MOAHOCTbIO NMOAUYNHATLCA
3MOLIMOHANbHBIM OXWAAHUAM MOJb30BaTeNs, MNo-
ckonbky ero dopma n nHTepdelic cBsizaHbl C Tpe-
6oBaHnAMN He30MacHOCTK, CTepUan3aLmn, Tex-
HWYECKOro 06CNy>XXMBaAHWUSA, 31E€KTPOMarHUTHON
COBMECTMMOCTUN U KJIMHWYECKOro NpuMeHeHus. He-
KOTOpble KOHCTPYKTUBHbIE 3N1€MeHTbl MOTYT Bbl-
rNafeTb HeyAOOHbBIMUN UAN HEMpPUBAEKaTENbHbIMY,
HO ObITb HEOBXOANMbBIMU A/151 HAAEXHOM PaboThl
ycTpoincTtea. Tak, B O4HOM M3 UCCAeA0BaHUIA Npu-
BeAEH Tparmyecknin npumMep: KOMaHaa paspaboT-
UMKOB, CTPEMSICb CHU3WUTb YCTaJ0CTb NepcoHana ot
CUrHaN0B TPEBOTW, YMEHbLUNIA TPOMKOCTb OMOBe-
LLEeHWM CUCTEMbl MHTEHCMBHOW Tepannm HOBOPO-
XAEHHbIX M HAacTpowmaa eé TaK, UTo NPU OTCYTCTBUN
peakummn A BXOAALLEro CUrHaia B TeyeHue TPEex
MUHYT OHa OTK/JtOYanacb aBToMaTnyecku. MNocne
NCYE3HOBEHMSA NYy/bCa Y HOBOPOXAEHHOIO YCTPOW-
CTBO «PELUNIO», YTO ero OTKAOUUAM, W NepecTa-
JI0 NojaBaTh CUTrHaA, YTO NPUBENO K Tpareauu [2].

IMeHHO No3TOMY ryMaHu3aLms foXHa paccma-
TPVBaTbCA Kak NPOLIeCcC COrnacoBaHums, a He Kak 3a-
MeHa TEXHNUYECKUX KpUTepues acteTnyecknmn. Eé
3ajiava 3aKk/1ryaeTcs B TOM, UTOObI HAaTU CNOCO-
6bl BOMAOLLEHNA 0653aTe/IbHbBIX TEXHUYECKUX Tpe-
6oBaHUN B GOpMe, He yCUMBALOLLEA TPEBOTY, He

YCNIOXHSAIOLLEA NCMONb30BaHWNE 1 HE HapyLUatoLLen
AOCTOMHCTBO MOAb30OBaTENA.

MpoBeAEHHbIV aHan3 NO3BOJISIET paccMaTpu-
BaTb ryMaHM3auUuWIo Kak OAHY 13 OnpeaenstoLmx
TEHAEHLMI COBPEMEHHOTO AM3aiHa MeANLMHCKO-
ro obopysoBaHua. B oTanume o1 CTUANCTUYECKMX
HanpaBAeHWI, 'yMaHU3auus He cBA3aHa ¢ popmu-
pOBaHMEM YCTOMYMBOrO BM3YyanbHOro KaHoHa. Eé
Ccopep>KaHMEM SIBAAETCS UBMEHEHME CaMOro NoA-
X0/a K MPOeKTUPOBAHUIO, MPU KOTOPOM TEXHMYe-
ckan 3dbeKTMBHOCTL M3aennsa cornacyerca ¢ du-
3UYECKMMU, KOTHUTUBHbBIMMW, SMOLMOHANBbHBIMW U
3TMYECKMMW XapaKTepuUCTMKaMmn YesoBeKa.

lymMaHW3aumsa MmegmumHckoro obopyaoBaHms
NPOSBAAETCA HAa HECKONbKMX B3aWMOCBA3aHHbIX
ypoBHsax. Ha popmManbHOM ypOBHE OHa Bblpa<a-
€TCs B MOWCKe Takoro niacTMYeckoro u LBeToBO-
ro peLleHuns, KOTOpOoe COXPaHseT NpeacTaBieHme
0 HaZEXHOCTU N TOYHOCTW, HO HE YCUAUBAET OLLLY-
LLeHWe yrpo3bl. Ha aproHomMnyeckoM ypoBHe — B
opraHunsaummn ygobHoro 1 6e3onacHoro B3anmo-

AENCTBUSA, YUMTbIBAIOLLETO aHTPOMOMETPUYECKME U
MOTOpPHbIE OCOBEHHOCTM Pa3ANYHbIX TPy NOAb-
3oBaTesiel. Ha KOTHUTVBHOM YPOBHE — B CHUXE-
HUW MHOOPMALIMOHHON NeperpysKku, ACHOM nepap-
XV CUTHANOB W MOHATHOW JIoT1Ke ynpasaeHus. Ha
3MOLMOHaIbHOM YPOBHE — B YMEHbLUEHUN TPEBO-
SKHOCTW, CO3JaHNN NpeackasyemMon cpeabl U Noa-
Aep>KaHuW OLLYLLEeHWA KOHTPOA Haj CUTyauunen.
Ha 3TMueckom ypoBHe — B YBaXXeHWUW K JOCTOUH-
CTBY, TeJIeCHOV aBTOHOMMM W1 NpaBy MauneHTa Ha
MOHUMaHWe NPOUCXOAALLETO.

KntoueBbiM $hakTOpoM JanbHENLLEro pa3BuTus
3TOW TEHAEHLMM ABASETCA paclUMpeHne JOMaLLHero
MCMNOJIb30BaHNs 060pyAOBaHUS, rAe Noib30BaTeNb
OCTaéTCA OAMH Ha OAMH C YCTpOoMCTBOM He3 nocTo-
SHHOrO MPUCYTCTBMSA Crieumanncra.

Takum obpa3om, ryMaHu3aumns npeacraBaseT
cobo He BpeMeHHOe HamnpaB/eHune, a yCTonum-
BYHO TEHAEHLMIO, OTPaXKatoLLYytO U3MEHEHMWE PO
MEeAMNLMHCKOro 060pyA0BaHMsA B CUCTEME 34PaBO-
OXpaHeHus.
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METHODS OF EMBODYING IMAGES OF NATURE
IN ART GLASS OF THE SECOND HALF OF THE 20TH
TO THE FIRST QUARTER OF THE 21ST CENTURY:
THE DIALECTIC OF FORM AND MATERIAL

Summary: The article examines the main creative meth-
ods of glass artists of the second half of the 20th to the
first quarter of the 21st century whose works address the
theme of nature and reflection on the surrounding world.
It reveals the relationship between the main approaches
to working with glass and the imagery and content of the

Since the second half of the 20th century, glass
sculpture has become widespread thanks to the
creative explorations of artists in the glass indus-
try and the popularization of glass as a material for
creating free sculptural form. Images of nature have
always found reflection in art; responding to chang-
es in humanity’s attitude toward the surrounding
world and to the development of art glass, they
took on a new resonance in the works of artists of
the second half of the 20th to the first quarter of
the 21st century.

Over the millennia of glassmaking history, crafts-
men inspired by the beauty of the natural world
brought its motifs and images into utilitarian glass
objects. Natural motifs, varied in form and content,
were united by the artists’ shared pursuit of natu-
ralism and stylization. From the second half of the
20th century, glass works, beyond their everyday
and decorative uses, acquired independent signif-
icance and moved into the realm of sculpture. Nat-
uralistic and stylized depictions were joined by a
sensory-associative and abstract rendering of reality.

The emergence of associative and abstract works
was prompted by the search in the 20th-century
glass industry for forms for new types of utilitarian
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works. It explores the specific relationship between form
and material and identifies the role of glass as a mean-
ing-forming element.

Keywords: art glass, images of nature, form, material,
naturalism, stylization, association, abstraction.

objects and by new demands on art glass in archi-
tecture, including the creation of an emotional en-
vironment. A particular contribution to the change
in imagery, however, came from the very charac-
ter of the material, with which artists of the second
half of the 20th to the first quarter of the 21st cen-
tury have experimented constantly.

“Glass is a highly distinctive material possess-
ing great artistic expressiveness. The broad possi-
bilities for working and finishing glass objects that
the latest achievements of glassmaking technology
open up to the artist and the craftsman allow glass
to be considered one of the most modern materi-
als” (Smirnov, 1958, p. 19).

Glass is indeed a unique material. Speaking of its
nature, artists who work with it note that it must be
felt like a living organism. The properties of glass
always leave their mark on the artist's work: it "be-
comes a co-author” of the piece. Vera Mukhina,
working in the glass industry, defined her creative
method thus: to do "what the glass wants and what
the artist wants, and this gives birth to form” (Mukhi-
na, 1952). Boris Fyodorov described his work with
glass as follows: “The ‘wild’ form of the glass itself
suggests to me what is hidden within it. | strive to

bring it closer to a natural form, to let it sound in
the fullness of its artistic being” (Kazakova, 2007).
Daria Bolkhovitina, artist and conceptual leader of
the Fresh.Glass studio, compares glass to man-made
nature, describing it as a mineral compounded not
by nature but by human hands (Bolkhovitina, 2026).

One distinctive feature of glass is its beauty in its
unworked state. It captivates with its luster, color,
play of light, and transparency. Having appreciated
these expressive qualities of glass, artists in search
of new images often move away from the concrete
and the figurative, drawing inspiration directly from
the material itself.

The expressive qualities of glass always contrib-
ute to the image conceived by the artist. Its trans-
parency and the inner life of the mass (bubbles,
cords, flecks of color) draw the eye. In working with
glass, the artist resolves the dialectical problem of
the unity and conflict of form and material, achiev-
ing a balance between the two and the integrity of
the work. If the specific properties of glass are not
taken into account in creating the image, a con-
tradiction may arise between the outer form and
the inner volume.

Consider, for example, the famous portrait of
N. N. Kachalov by Vera Mukhina. The flawless out-
er modeling and the inner content, resembling ice
with frozen bubbles and cracks, hold the viewer's
attention with equal force. Interest in the thickness
of the glass distracts from the portrait itself. A kind
of argument arises between form and material.

By contrast, thanks to the evenness and purity
of the translucent glass mass of the sculpture Wind,
material and form do not come into conflict; they
are in accord. Execution in glass gives the portrait
new meanings: the girl’'s image acquires airiness,
and a sense of the unity of the human being with
the elements emerges.

Glass frequently becomes the meaning-forming
element of a work. Russian Field by Andrey Krivol-
apov (the work, regrettably, has been broken), for
instance, depicts a thistle. Outwardly it is a stylized
plant typical of Russian fields; inside the transpar-
ent mass are flecks of red glass that evoke the fall-
en warriors whose blood soaked the earth and the
plants. It is precisely through glass that the artist
gives his work a profound meaning that would be
lost were the sculpture made in another material.

The methods of embodying images of nature in
art glass used by artists of the second half of the
20th to the first quarter of the 21st century can be

The Bust of N.N. Kachalov by Mukhina, V.I. The experimental
workshop of the Leningrad Mirror Factory. Colorless glass. 1947

defined as naturalism, stylization, association, and
abstraction. The choice among these methods is
governed by two main approaches to the search for
a work’s image: the concrete-figurative, in which the
motif is taken from the surrounding world, and the
abstract-associative, in which the image reproduc-
es nothing specific but most often arises in the pro-
cess of working with the material and derives from
the expressive qualities of the glass itself.

In naturalistic works, the expressive qualities of
glass play a decisive role. Priska Jacobs's Eternal Ice
and Spring Awakening could not be made in an-
other material without losing the image. Without

Chestnuts by Irina Ivanova. Artist's own workshop. Optical
glass, deep double-sided engraving, polishing. 2022
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Russian Field (detail) by Andrey Krivolapov. Artist’s own workshop. Colored glass, slump-molding, bonding. 2020

the color and transparency of the material, the out-
er form of ice would become something else, and
the image of the space beneath a lake's ice would
vanish (Jacobs, no date).

Stylization and the concrete-figurative approach
are exemplified by the work of Irina lvanova, a glass
artist from a dynasty of glassmakers. Inspired by the
world of flora and fauna, with love and great skill
she transfers images of flowers, trees, foliage, fish,

A work from the series "Mystery of the Mountain Lakes" by
Priska Jacobs. Glass, concrete. Ca. 2020
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and birds into blocks of optical glass through deep
engraving, rendering the most intricate detail with
virtuosity (Ivanova, 2026). The expressive qualities
of the glass, which fill the deep reliefs with a mys-
terious play of light and half-tones, matter greatly,
but the image is rooted in the natural world.

In the abstract-associative approach, the image
is born of the aesthetic qualities of glass and their
resemblance to those of natural elements. A certain

Ice Age Fingerprint by Priska Jacobs. Glass, metal frame

departure from the figurative, the disclosure of the
material’'s own expressive qualities, and play with
its “naturalness” lead the artist to a sensory-asso-
ciative way of affecting the viewer. The artist does
not transfer a specific natural form into the mate-
rial but experiments with the resemblance of the
glass itself to nature.

For example, the vase Neptune (1968) by Akn-
uniy Astvatsaturyan, made in the free-blown tech-

Survival Instinct (detail) by FRESH.GLASS Studio. Colored glass.
2023

The composition "Sogdiana" by Vladimir Muratov. Colored crystal, free-blown technique, sandblasting. 1981

nique, is cylindrical in form. The static form of the
vase, resembling that of a well, and its smooth sur-
face are set against the shimmer of color and light
within the glass, like the play of reflections and sun-
light on waves. The viewer has the sensation of be-
ing near water or immersed in it.

Vladimir Muratov created a mysterious image of
the Ancient East in the composition Sogdiana (1980),
consisting of three vessel-sculptures made in the

The "Neptune" Vase by Aknuniy Astvatsaturyan. RSFSR,
Leningrad Art Glass Factory. Colored crystal, free-blown tech-
nique. 1968
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The composition "Metamorphoses" (detail) by Viktor
Shevchenko. Krasny May. Sulfide glass, free-blown technique. 1973

free-blown technique. Here form and material are
precisely balanced: the outer form of the sculptures,
recalling ancient vessels, is complemented by a color
gradient of translucent glass in which one reads the
high sky of a desert landscape. The artist emphasiz-
es the emotional expressiveness of the glass’s color
and texture. With a tonal gradient from orange to a
deep, almost black blue, Muratov evokes by associ-
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ation the depth of the eastern sky. Sandblasting re-
moves the glare from the glass surface, emphasizing
the form and color of the vessels and heightening
the archaic feel of the Sogdian landscape.

The Moscow studio Fresh.Glass conducts
high-temperature experiments with glass, uncov-
ering the material’s potential. Focusing on texture,
the team creates objects that do not imitate na-
ture but seem to continue it. Examples include the
installations Survival Instinct and Exhalation, the
light panels Medusa, and other works. These works
of art glass resemble something natural, living or
non-living, but do not depict anything specific. One
of the team’s aims is to let the glass "breathe” and
"open up” (Bolkhovitina, 2026), to show the beau-
ty of the material itself.

Abstract works on the theme of nature include
Adolf Ostroumov’s composition Day and Night
(1974). The image is built on the aesthetic quali-
ties of diamond-cut crystal. In two glass blocks the
artist embodies the succession of day and night,
the ceaseless motion of the world.

One of the landmark works in the history of
glassmaking, Metamorphoses (1973) by Viktor
Shevchenko, is a harmonious combination of ma-
terial, form, and idea. The form and texture of the
objects and the overall rhythm of the composition
Metamorphoses are caught up in a single sculptur-
al movement. Here the artist masterfully achieves
the unique effect of glass flowing upward (Tver City
Museum and Exhibition Centre, no date). The fan-
ciful forms, shimmering and bending in a wave-like
motion, stretch upward like tongues of flame. The
color transitions from warm transparent amber to
opaque white sulfide glass create a unique play of
color that underscores the movement of the outer
form. The composition turns to the primal founda-
tions of all that exists, an image of the continuous
transformation and becoming of primary matter.

In analyzing works of art in glass, we always en-
counter the dialectic of form and material. Glass is
not a passive bearer of form but a “co-author” of
the work. Thanks to the beauty of the material it-
self, new images are born in the artist's imagination.
The properties of glass, akin to those of natural el-
ements, open up new creative solutions for depict-
ing the surrounding world. The expressive qualities
of glass give the work new meanings. If, in search-
ing for an image, the artist arrives at a harmonious
relationship between form and material that serves
the idea, the resulting image rings true and whole.
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METO/ZbI BOTINTOWEHWNA OBPA30OB MNMPPObI
B XYAOXECTBEHHOM CTEKJIE BTOPOW
NONOBUHbBI XX — MEPBOW YETBEPTW XXI BEKA:
ANATNTEKTUKA ®OPMbl 1 MATEPUATIA

AHHOTauma: B cmamee paccmMampuearomcs 0CHogHble meop-
yeckue Memodbi XyOOXHUKO8 NO cmek/ly 8mopoll NOI08UHbI
XX — nepsoli vemsepmu XXI eexa, pabomel komopbix nocesi-
wjeHol meme npupodsl U OCMbIC/IEHUIO OKPYXXarowe2o mMupa.
Boisienisemca 83aumocesisb Mexoy 0CHOBHbIMU N0OXo0amu K
pabome co cmeksIoM U 06pa3HO-co0epXxamesibHbIM Xapak-

Co BTOpOV NONOBUHBLI XX BeKa brarogaps TBop-
YeCKUM MonCKaM XyAOXHMKOB CTEKO/IbHOW MPOMBbILL-
NeHHOCTU 1 nonyaspu3aumm cTekna Kak Matepma-
Na ana co3gaHusa cBobogHOM naacTmyeckon Gopmbl
noJlyyaeT 3aMeTHOe PacnpoCTpaHEHWE CTEKNSIHHAN
ckynbnTypa. O6pasbl NpUpoabl, BCerga HaxoAvBLIMe
CBOE OTpaXKeHue B UCKYCCTBE, OTKANKAACh Ha U3Me-
HEHUS OTHOLLEHNS YeNOBEKA K OKPY>KatoLLEEMY MUPY
N Ha pa3BuUTME XYAOXKECTBEHHOrO CTeK/1a, 3a3BYyYau
NMO-HOBOMY B MPOU3BEAEHMNAX XYAOXKHUKOB BTOPOM
nonoBuHbl XX — nepeoit yetBepTtn XXI Beka.

Ha npoTsaxeHunn TbiciueneTnii UCTOpUK CTEKIO-
Aenvs MacTepa, BOXHOBEHHbIE KPaCcoTOW OKpYy>Ka-
toLLel NPUPOAbI, MPUBHOCUAN €€ MOTUBbI U 06pa3bI
B YTWIMTapHble NPon3BeseHNs 13 ctekna. PasHo-
obpasHble No GopmMe 1 cogepKaHno NPUPOAHbIE
MOTMBbI 6bIV 06bEAMHEHBI OOLWUM CTPEMAEHWEM
XYZAOXHWKOB K HaTypaau3my u ctuamsaummn. Co BTo-
POV MoMOBMHBLI XX BeKa NPOU3BEAEHNSA U3 CTek/1a
NMOMUMO CBOEro ObITOBOro 1 AeKOpPaTUBHOIO Npu-
MeHeHMA 0bpeTatoT CaMOCTOATENbHOE 3HAUYEHNE 1
nepexoaaT B 061acTb CKynbNTypbl. HaTypanncrmnye-
CKUWe 1 CTUAN30BaHHbIe N306paKeHNs AOMONHAOT-
€Sl YYBCTBEHHO-ACCOLMATMBHOM W abCTpakTHOM ne-
pesayen 4eNCTBUTENBHOCTU.
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mepom npoussedeHuti. Viccnedyromcsa ocobeHHocmu 83au-
MOOMHOWeHUs hopMel U Mamepuad, packpbisaemcs posis
CMeK/1a Kak CMbic1006pasyrouje2o 31emeHma.
KntoueBble cnoBa: xydoxecmeeHHoe cmek/io, 0bpasel
npupodsl, opma, Mamepuasn, HaAmMypaausM, cmuausa-
yus, accoyuayus, abcmpakyus.

Ha nossneHne paboT accoumatMBHOro u ab-
CTPaKTHOrO XapakTepa NoBAVsAAM Nouckn GopMm Ans
YTUANTaPHbIX NPeAMETOB HOBOTO TWMa B CTEKOJIb-
HOW NPOMbILWAEHHOCTN XX Beka, HOBble TpeboBa-
HUs K ODOPMAEHNIO apXUTEKTYPbI XyA0XKECTBEHHbIM
CTEK/IOM, B TOM YMC/e CO3ZaHMe IMOLMOHANbHOM
cpeabl. Ho ocobeHHbIN BKkNag B U3MeHeHWe obpas-
HOro CTPOS BHOCUT CaM XapakTep MaTepuana, c Ko-
TOPbIM XYAOXHWKM BTOPOI NOAOBUHBI XX — MepBoW
yeTBepTn XXI Beka BeAyT NOCTOSHHbIA TEXHONOIM-
YeCKU IKCMEePUMEHT.

«Cmeks10 — o4eHb c80e0bpasHsIli Mamepual,
obnadarowyuli 6oabwol xydoxecmsaeHHoOU 8bipa-
3umenbHocMelo. LLlupokue go3moxHocmu e obpa-
6omke u omdesike uzdesnuli U3 cmekad, Komopbie
omkpsigarom neped xy900oXHUKOM U MACMepoM HO-
gble docmuxeHUA mexHoJI02uU cmek100e/us, No-
380/1910M CHUMAMb cMekJ/10 00HUM u3 Haubosee
cospemeHHbIx Mmamepuanos» [1, c. 19].

CTekno — AeCTBUTENBHO YHUKA/bHbINA MaTepu-
an. foBopA 0 ero npupoge, XyA0oXHnKK, paboTato-
WMe C HAM, OTMeYaroT HeEOBXOAMMOCTb YYBCTBO-
BaTb ero NoAobHO XnBOMy opraHuamy. CBoMCTBa
CTek/a BCeraa BHOCAT CBOM KOPPEKTMBLI B paboTy
MacTepa — OHO «CTaHOBWUTCA COaBTOPOM» Mpoun3Be-

aeHuns. Bepa MyxuHa, paboTas B CTeKONbHON Npo-
MbILLIJIEHHOCTU, OMNpPeAenIa CBON TBOPUYECKMI Me-
TOZ, TaK: AeiaTh «TO, YTO XOUET CTEK/IO U UTO XO4eT
XYAOXHMK, 1 3TO poxaaeT popmy» [2]. bBopuc dé-
[lOPOB rOBOPU O CBOEN paboTe CO CTEKNOM Tak:
«Cama ,0ukaa” gpopma cmekna nodckassieaem MHe,
4ymo 8 Heli cokpsimo. A cmpemaocs npubausume
eé K npupodHol gopme, dame eli npo3syHame 60
eceli nosHome cgoezo xydoxecmgaeHH020 bbimus»
[3]. Aapba boAxOBUTUHA, XYAOXKHUK U UAEONOT CTYy-
anm «Fresh.Glass», cpaBHMBaET CTEKNO C PYKOTBOP-
HOWM NPUPOAON, FOBOPS O HEM KakK O MUHepaJsie, 3a-
MeLLaHHOM He MPUPOAOW, a YenosekoM [4].

OgHa 13 ocobeHHOCTel cTek/a 3aKNtYaeTcs B
ero Kpacote B HeobpabotaHHom Buge. OHO npu-
TAraTesIbHO CBOMM 61ecKoM, LBETOM, UTpoli cBe-
Ta, Npo3payHoCcTbio. OLEHMB 3TV Bbipa3nTeNbHble
KauecTBa CTEKNA, XYAOXHWKM B MOUCKE HOBbIX 06-
pa3oB 4acToO YXOAAT OT KOHKPETUKN U burypatms-
HOCTW, BAOXHOBASAACh HEMNOCPEACTBEHHO CaMWUM Ma-
Tepuasom.

BbipasuTenbHble KayecTBa cTekna Bcerga BHO-
CAT CBOV BKJ1a B 06pas3, 3a4yMaHHbIN XYAOXHUKOM.
Ero npo3payHoCcTb 1 BHYTPEHHEE HaMoJHEHWEe Mac-
Cbl (Ny3bIpW, CBUAN, BKPANAEHNs LBETA) NPUTATU-
BatoT k cebe BHMMaHMe. B paboTe co cTeknom aB-
TOP peLlaeT AManeKkTUYecKyro 3ajady eauHcTea u
npoTnBobopcTBa PopMbl U MaTepuana, JobuBa-
ACb CONOAYNHEHHOCTN OAHOTO APYroMy U LiesbHO-
CTW nNpowu3sBeseHus. Ecim He yuecTb 0COBEHHOCTM
cTekna B CO3faHnM obpasa, Mexay BHelHel dpop-
MOW U BHYTPEHHUM O6BEMOM MOXKET BO3HUKHYTb
NpoTUBOpEUHUE.

B kauecTBe npumepa nNpuBesEM 3HAMEHUTLIN
nopTpet H. H. Kauanosa, BbINOAHEHHBIA Bepoin My-
XWHOW. be3ynpeuHas BHELLHssA NaacTuKa U BHYTPEH-
Hee HanoJIHeHWe, NoXoXee Ha NéA C 3aCTbIBLUNMU
ny3bIpAMU U TPELLMHAMK, C PaBHOM CUIOW NPUTS-
rMBatoT Kk cebe BHMMaHWe 3putens. IHTepec k Ton-
LLie CTeKJIOMacChl OTBAEKaeT OT paccMaTpmBaHuA
nopTtpeTa. Bo3HuKkaeT Hekuin cnop mMexxay popmori
“ MaTeprasom.

Hanpotus, 6aarogaps paBHOMEPHOCTU 1 YNCTO-
Te NONYNPO3paYHOM CTEKNOMACChI CKYbNTYpbl «Be-
Tep» MaTepvan u Gopma He BCTyMNaroT B NPOTUBO-
peuve, OHW conoaumHeHbl Apyr apyry. icnonHeHne
13 cTeksa HaZenseT NOPTPET HOBLIMU CMbICAAMU:
o0b6pas AeByLIKM NprobpeTaeT BO3AYLLIHOCTb, N BO3-
HMKaeT OLLyLLEeHNe eJMHCTBa YeNloBEeKa CO CTUXMEN.

CTek/10 HepeAKO CTaHOBUTCA CMbICI006pasyto-
LWMM B NpounsseaeHuu. Tak, «Pycckoe none» AHgpesn

KpuBonanoga (k coxaneHuto, paboTta bbina pa3du-
Ta) — 370 n3obpaxeHune yeptononoxa. BHewHe —
bopmMa CTMAN30BaHHOrO pacTeHUs, xapakTepHOro
ANS PYCCKUX MOJIEN, BHYTPU NPO3paYvHOl Macchl —
BKpanjeHuns cTekna KpacHoro LiBeTa, oTcbliatoLme
Hac K 06pa3y NornbLLNX BOUHOB, Ybel KPOBbIO NPO-
nuTanacb 3eMas U pacteHuns. VIMeHHO npu NoMoLLM
cTeKna XyA0XKHUK BHOCUT B CBOKD paboTy rnybokuin
CMbIC/1, KOTOPbIA ByAeT yTpayeH Npu BbINOJHEHUN
JAaHHOW CKYNbNTYpPbl U3 ApYroro Matepuana.

MeTogzbl BOnowWweHMA 06pa3oB NpUPoAbI B Xy-
JOXEeCTBEHHOM CTekJ/le aBTopamMu BTOPOW MoJo-
BMHbI XX — nepBoli yeTBepTn XX| BeKka Mbl MOXEM
onpeAenunTb Kak HaTypaav3m, CTUIM3aLMio, accoLm-
auuto 1 abctpakumto. Beilbop Toro nam nHoro TBOp-
Yeckoro MeToza U3 NepeuncneHHbIX onpesensoT
Z\Ba OCHOBHbIX MOAX0Aa B nNovcke obpasa npous-
BeleHWNA: KOHKpemHo-guaypamusHslil, npu Ko-
mopom Momue 6epémca U3 okpyxaroujezo Mupa,
u abcmpakmHso-accoyuamueHolil, npu KOmopom
06pas He sochpou3sodum HU4Ye20 KOHKpPemHozo,
a yauwje so3HUKaem e npoyecce pabomel ¢ Mame-
puasom u npoucxodum u3 8blpasumesibHbuIX Ka-
Yecme camoz0 cmeka.

B npowu3BeseHusx HaTypaaMCcTMYeckoro Xxapakre-
pa Bblpa3uTe/ibHble KayecTBa CTek/a UrparoT onpe-
JEenaroLLyto ponb. «BeuHbln néa» n «BeceHHee npo-
6y>xaeHne» Mpuckn AKoOC HEBO3MOXHO BbINOAHNUTb
B APYrom maTepuane 6e3 notepu obpasa. BHewHss
dopma nbga 6e3 LBeTa 1 NPO3pPa“HOCTM MaTepua-
Nla CTaHeT YeM-TO MHbIM, TaK Xe, Kak 1 obpas noa-
NEAHOro NpocTpaHcTBa o3epa nponagér [5].

K ctunamnsaumm n KOHKpeTHO-GuUrypaTtmBHoMy
NOAXOAY Mbl MOXEM OTHECTU TBOPYECTBO MOTOM-
CTBEHHOTrO XyA0>XHuWKa no ctekny VpuHbl VMiBaHo-
BOW. BaoxHOBNEHHas M1poM daopbl 1 dayHbl, C
NtoboBbIO 1 HONBWINM MacTEPCTBOM OHa MepeHo-
C1T 06pasbl LBETOB, AePEBLEB, MNCTBLI, PbI6 1 NTULY
B 610KM ONTMYECKOro CTekaa C MOMOLLbIO Fay60-
KOM rpaBMpPOBKM, BUPTYO3HO BbINOJIHAS CNOXKHEN-
Wwyto aetanmsaumio [6]. BeipasutenbHble kavecTsa
CTekNa, HanoaHawuero rnybokme penbedbl TamH-
CTBEHHOW UrPOW CBETa M NOJYTOHOB, UFPaKOT BaX-
HYHO pOJib, HO B OCHOBe 0bpa3a Npov3BeseHns ne-
KUT OKpY>KatoLLas npupoja.

B abcTpakTHO-accoumaTtMBHOM noaxogde obpas
POXAAETCA U3 ICTETUYECKUX KauecTB CTekaa 1 MX
CXOXECTU C KaYyecTBaMu NPUPOLAHbBIX 3N€MEHTOB.
HekoTopblil yxoa oT GUrypaTMBHOCTM, packpbiThe
BbIpa3nTe/IbHbIX Ka4yecTB CaMOro Matepuana, urpa c
€ro «NPUPOAHOCTbIO» MPUBOAAT XyAOXHMKA K YyB-
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CTBEHHO-acCcoLMaTUBHOMY CNOCOBY BO3AENCTBUSA
Ha 3puTens. ABTOp NPOV3BELEHNS He MepeHoCUT
KOHKPETHYO NpupoaHyto dopmy B MaTepwman, a
3KCMepUMeEHTUPYET CO CXOACTBOM CaMOro CTeksa
C NPUPOAONA.

Hanpuwmep, Basa «HentyH» (1968) AkHyHma AcT-
BaLaTypbsHa, BbINOJHEHHAs B I'YTHON TEXHUKE, Me-
et dopmy umamnHapa. CtatmuHaa popma Basbl, No-
fobHas dopme konogLa, U rnaskas NoOBEPXHOCTb
NpPOTMBOMOCTaBAEHbI KoflebaHWIO LiBeTa U CBeTa B
TOJILLLE CTEK/A, HAMOMMHAOLLEMY UTPY OTPaXKEHWU U
CO/HEYHBbIX 6/IMKOB B BO/IHAX. Y 3pUTens BO3HMKaeT
oluyLleHe 6AU30CTU BOAb! UAWN MOTPY>KEHUS B HEE.

3aragouHbiii obpas [JpesHero Boctoka co3gaH
Bragumnpom MypaToBbim B komnosnuymnmn «Coram-
aHa» (1980), cocTosLLeln N3 TPEX COCyA0B-CKYb-
ATYP, BbINMOAHEHHBIX B IYTHOW TeXHUWKe. 34eChb Hail-
AEeH TOYHbIN BanaHc GOPMbI M MaTeprana: BHELLHASA
dbopma ckynbNTyp, HaNnoOMUHatloLWwas aApeBHMe Co-
CyAbl, AOMOJIHEHA LLBETOBOW PaCTAXKOM Noaynpo-
3payHOro CTekna, B KOTOPOW YUTAETCA BbICOKUM
HebOCBOA NYCTbIHHOMO NaHAWwadTa. XyA0XHUK ae-
NaeT akLUEeHT Ha 3MOLMOHaNbHOM BblPa3nTeNbHOCTH
uBeTa U GpakTypbl cTekna. TOHaNbHOWN PaCcTAXKKON
OT OpaHXeBOro A0 rNyboKOoro CUHero, npakTuye-
CKW YépHoro useTta Bnagnmup MypartoB co3paér
accoumaTMBHOE OLLyLeHWe TNyHBuHbl BOCTOYHOTO
Heba. MeckocTpyiHol obpaboTkoi aBTOp youmpaeT
6MKM C NOBEPXHOCTU CTekna, noguépkusas dop-
MY W LIBET COCYA0B M YCUAMBAs OLLYLLEHME apXan-
kv B obpase nenzaxa CoranaHsl.

MockoBckas ctyamns «Fresh.Glass» npoBoauT Bbi-
cokoTeMnepaTypHble TEXHONOTMYeckne aKcnepu-
MEHTbI B paboTe CO CTeKNOM, packpbliBasi MOTeHLManN
MaTepuana. [lenas ynop Ha paboTte ¢ ero ¢pakTypon,
KOMaHJa co34aéT 06beKTbl, HE UMUTUPYIOLLME NPU-
poJay, a Kak byaTo sBAAOLWMECS €€ MPOAOIKEHN-
eM. TakoBbl, HanpuMep, NHCTaNAAUUN «HCTUHKT
BbIXKMBaHUA», «Bblgox», cBeTOBblE NaHHO «Megy-
3a» U gpyrve paboTbl. 3TV NPOU3BEAEHMUSA XyAOXKe-
CTBEHHOTO CTeKa HaNnOMWHAOT YTO-TO NMPUPOAHOE,
>XMBOE UM HEXMBOE, HO He ABAAIOTCA Nepejaven

yero-To KOHKpeTHoro. OaHa 13 3aZay KOMaHAbl —
JAaTb CTeKNy «ApblaTb», «packpbiTbca» [4], nokasaTb
KpacoTy camoro matepuvana.

K abcTpakTHbIM NPOU3BEAEHMAM Ha TEMY Npu-
POZAbl Mbl MOXXEM OTHEeCTM KoMno3ununo Agonbda
OcTpoymoBa «/leHb 1 Houb» (1974). Obpas no-
CTPOEH Ha 3CTETUYECKMX KauecTBax aJIMa3HoW rpa-
HW XpycTana. B AByX CTeKNAHHbIX Ba0OKaX XyAOXKHUK
BonJoLlaeT 06pa3 CMeHbI AHSA U HOUW, HENpPEpPbIB-
HOTO MUPOBOTO ABUXEHMS.

OpHa 13 3TanHbIX paboT B MCTopumn cTeknoge-
nva — «Metamopdo3sbi» (1973) BukTopa LeBueH-
KO — npeacTaBaseT cobol rapMOHUYHOE coyeTa-
Hune maTepuana, dopmbl 1 naen. Popma n TekcTypa
npesMeToBs, 0bWwmnin putM KoMno3numm «Metamop-
$03bI» HAXOAATCA B €4MHOM MAACTUYECKOM JBUXKE-
HWUW. B gaHHOW paboTe aBTOP MacTepcku JOCTUra-
€T YHWKaNbHOro 3pdeKkTa NbtoLLerocs CHM3y BBEPX
ctekna [7]. Mpuuygavebie GopMbl, Nepennsasnch u
n3rnbasncb B BONHOOOPA3HOM ABUXKEHUW, BbITATU-
BarOTCS BBEPX, NOAOOHO A3bikam naameHwu. LiseTo-
Bble Nepexo/bl OT TEMJIOr0 NPO3pPaYHOro SHTapHOro
J0 rnyxoro 6enoro cynbPUAHOro creksna co3aaroT
HEMNoOBTOPUMYIO UTPY LiBETa, NOAYEPKMNBasA ABMXKE-
HWe BHelHel popMbl. [laHHasn KOMMNO3ULNA Npes-
cTaBasieT cobon obpalleHmne K NepBOOCHOBAM Bce-
ro cywiero, obpas HenpepbIBHON TpaHchoOpmMaLmm
W CTaHOBJ/IEHWS NEPBUYHON MaTepuu.

AHanM3npysa xyaoXXeCTBEHHbIe MPON3BeAeHNs
M3 CTek/1a, Mbl BCErAa CTaNKMBAEMCH C ANANEKTUKOM
dopmMbl 1 maTepuana. CTeKNO He NacCUBHbIA HOCK-
Tenb GopMbl, a «CoaBTOp» NpousseaeHuns. baaro-
Japsa KpacoTe camoro maTepuana B BOOHGpaxeHnm
XYAOXHMKa poxKAatoTcs HoBble 0bpa3bl. CBOMCTBa
CTeK/1a, CXOXKMe CO CBOMCTBAMU NMPUPOAHbBIX d/1eMeH-
TOB, NMO3BOJIAKOT CO3/aTb HOBblE TBOPYECKME peLle-
HWA B M300paxKeHUn okpy>KaroLwero Mupa. Boipasu-
Te/ibHble KayecTBa CcTekna NpuaaroT NPoV3BeAEeHNIO
HOBble CMbICAbl. Ecan B novckax obpa3sHoro pelue-
HUA XYAOXHUK NPUXOAUT K TAPMOHUUYHOMY OTHO-
weHuto GopMbl U MaTepuasna, OTBevatoLwemMy naee,
HalAeHHbI 06pa3 3ByunT yoeanTeNbHO U LebHO.
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