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Lkona «AHHanoB» U NOHMMaHUe CNocoGOoB KyNbTyp-
HOro BO3A,EeWCTBUS UCKYCCTBA

ABTOp BbISIBASIET pa3finyHble CNOCOBHOCTH NCKYCCTBa B
ero BO3eCTBUM Ha Yenoseka. lNokasaHo, kak, ocBaunBas
nosHaBatesibHble GYHKLMM, XYA0XECTBEHHOE TBOPYECTBO
B VCTOPUW paHee BCEro UCMbIThIBAET BANSIHNE NPUBXOAS-
Lmx pakTopoB (OKpyXatoLen AeNCTBUTENBHOCTN, NAEN
KynbTypbl). B nonHoi mepe «oTpaboTas» 3Ty cTagumio,
MNCKYCCTBO Y€ C caMoro Havana HoBoro BpemeHu

(XVII B.) nocTeneHHO NepexoamnT K 06peTeHnio CnocobHOo-
CTel caMoLIeHHO-apPTUCTUYECKOrO Havana, KyabTYBUPYS
HEenocpenCTBEHHOE ACTETUHECKOE YYBCTBO, MAdCTPUIO,
KpacoTy Kak TakoBylo. ABTOP akLEeHTMPYeT BHUMaHue Ha
TOM, YTO B JIIOOBIX XY[0XKECTBEHHbIX TEYEHUSIX, B JOOBIX
KaHpax NCKyCCTBa BCE CNOXHbIE U TOHKME Cnocobbl Xy-
[,0XECTBEHHOW BbIPA3UTENBHOCTIN COMPSKEHbI C r1y6oKo
4enoBeYyeCckM n3mepeHnem. Hvu oamH 13 napameTpos
nckyccTBa He GblBaeT Yenoseveckn 6eccTpacTHbiM. U
BMECTE C TEM, 30Ha YHUKa/IbHOCTI TBOPHECTBA MPEenMy-
LLIeCTBEHHO MPOSIBASIETCS B IPETBOPEHUN CHEPbI HEMPO-
SICHEHHOro, HeBepbaIN3yemoro.

B naHHOM mccneaoBaHum MCNONb3YeTCs METOL, KOM-
napaTuBHOro N3y4eHUs NCTOPUM KybTypbl 1 UCTOPKN
1cKyccTBa. AHaNM3MpyIOTCs PUTMbI BBAUMHOTO «Mepe-
TekaHusi» TPaKTOBOK Ye/I0BEKA B MEHTANIbHO MCTOPWN

1 B Xy[IOXECTBEHHOM npoLiecce. Takke npumeHseTcs
METO[, CONOCTAaBMEHNS MHTENNEKTYaNIbHO UCTOPWN C
HOpMMPOBAHNEM MCUXMKM 1 CO3HaHWS Yenoseka. Viccne-

[lyeTcsi, Kak nocneaHee 3ameTHO NoBAKSIO Ha cdhepy
YaCTHOW XN3HW, Mepbl 06pa3oBaHHOCTU Nioaei, chepy
X GECKOPBICTHBIX XXeNaHuii 1, B KOHEYHOM CHETE — Ha
CNOXEHWNE NHANBMAYANbHOMO XYA0XECTBEHHOrO BKyCa.
MokasaHo, HACKObKO LIEHEH OMbIT LLKOSbl «AHHAN0B>»
LIS BBISIBNIEHUS U NOCTUXEHNS U3MEHEHWIA B rN0GasbHbIX
CTPYKTypax TBOpYecTBa.

B none BHYMaHWs 0Ka3blBaeTCs U POJIb UCTOPUN MEH-
TAIMTETOB /151 MOHUMaHWS MOAYCOB XyL0XECTBEHHOrO
BOCNPUATUS, MOANDUKALNIA XYL0XKECTBEHHOIO BKyCa.
ABTOP 0COBEHHO HacTaMBaeT Ha HeO0BX0AMMOCTH
NPEeoONEHNS PaLMOHaIN3aLIM MOHATUS «XyO0Xe-
CTBEHHbIi CMbIC/». B NOHATWE «CMbICS NPOV3BeAeHUs
MCKyCcCTBa», N0 YOEXAEHWIO aBTOPA, BXOAUT V1 Nepexu-
BaHVe camoui aTMoChepPbI MPOV3BEAEHSI UCKYCCTBa,
OLLyLLIEHME dMaHaLMM TOro MPOU3BEAEHNS], U OLLYLLe-
Hne cpenoBoro aggekTa aToro nponsseneHus. Bece
NepeynNCeHHbIE AMOLIMOHAbHO-MCUXON0rNYeckne
kone6aHus, KOTOPbIE MOCLINAET HaM NPON3BeeHNEe
NCKYCCTBA, HE MEHEE BaXHbI, YeM ero CUMBONMKA, ero
NOATEKCTHI.

KnioueBble cnoBa: 5CTeTka, MCKYCCTBO, XUBOMUCH,
KynbTypa, LKosa «AHHaN0B», Xy10XEeCTBEHHas Bblpasu-
TENbHOCTb, TBOPHYECTBO.
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Annales School and Understanding of the Cultural
Influence of Art

The author reveals the various abilities of Artin

its impact on man. Itis shown how, mastering

cognitive functions, artistic creation in history, first

of all experiences the influence of incoming factors
(surrounding reality, cultural ideas). Having fully
“worked out” this stage, Art from the very beginning of
the New Age (XVII) is gradually moving on to gaining the
abilities of a self-valuable artistic beginning, cultivating a
direct aesthetic feeling, maestry, beauty as such.

The author focuses on the fact that in all Artistic
movements, in any genres of Art, all the complex and
subtle ways of artistic expression are associated with

a deeply human dimension. None of the parameters

of artis humanly impassive. And at the same time, the
zone of uniqueness of creativity is mainly manifested in

the implementation of the sphere of the unexplained,
non-verbalized.

In his scientific work, the author relied on the method of
comparative study of the history of culture and the history
of art. On the study of the rhythms of mutual “flow” of
Human interpretations in Mental history and in the Artistic
process. The author also applied a method of compar-
ing intellectual history with the formation of the human
psyche and consciousness. Itis studied how the latter has
noticeably influenced the sphere of private life, the level
of education of people, the sphere of their disinterested
desires, and, ultimately, the formation of individual artistic
taste.

Itis shown how valuable the experience of the School of
Annales is for identifying and comprehending changes in
the global structures of creativity. The role of the history
of mentalities is studied for understanding the modes

of artistic perception, modifications of artistic taste.

The author especially insists on the need to overcome
the rationalization of the concept of “Artistic Meaning”.
According to the author, the concept of MEANING of a
Work of Art includes the experience of the atmosphere of
a work of art, the feeling of emanation of this work, and
the sense of the environmental effect of this work. All of
the listed emotional-psychological vibrations that a work
of art sends us are no less important than its symbolism
and the subtext of the work.

Key words: aesthetics, art, painting, culture, Annales
school, the artistic expression, creativity.
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JlokTop GMNoNornyecknx Hayk, BeyLLNN HayYHbIA
COTPYAHVIK, IHCTUTYT MMPOBOW uTepaTypbl M. A.M.
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CTaHoBNEHMe NaTUHOAMEPUKAHCKOro aToca

B cTtaTbe paccMaTpuBaioTcst Npeanockiikin Gopmu-
pPOBaHVs NaTMHOAMEPUKAHCKOr0 KybTypPHOMO KoAa.
MpepnonaraeTcs, 4TO CaMo «OTKpPbITUE» JTaTUHCKON
AMEpUKM SBUNOCH Pe3ynbTaToM MdOOPUEHTUPOBAH-
HOro CO3HaHVs NepBONPOXOALEB. ABTOP NonaraeT, 4To
naTuHOaMeprKaHCK1iA MUp Bbin SB1eH Unn JaH cyobekTy
[eViCTBUSA eLLe [0 CBOEro OTKPbLITUSA — OH Bbl ckopee
1n306peTeH. M3obpetenre Hosoro CeeTa cTano kioye-
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BbIM HakTOPOM ero Xn3HeObITUS Ha MPOTSXEHNN BCEN
€ro UCTOPUM 1 KynbTypbl. VIMEHHO MHBEHUMS caenanach
OCHOBHbIM aTprByTOM TIaTMHOAMEPUKAHCKOro 3T0Ca U
VHCTPYMEHTOM MHTEpMpeTaLmm COGCTBEHHOro cnocoba
6biTns. BoT noyemy B noaasnsioweM 60blUNHCTBE TBOP-
Libl NATUHOAMEPWKAHCKOW KyNbTYpbl CTOSb MPUCTPACTHBbI
K NMO3TVKE BbIAYMKN, MHBEHLN, MUDOTBOPHECTBA, T.€.
CO3VAaloLLEero N3MbILLIEHNUS Kak cnocoba camMonosHa-
HUS 1 CAMOYTBEPXKAEHNS.

KnioueBblie cnoea: oTkpbiTve, M300peTeHne, yTonus,
rpaHuua, o6pas, camocoaugaxve, popma, runep6oamy-
HOCTb.
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Latin American Ethos Formation

The premises of Latin American cultural code formation
are considered in the article. It is supposed that

the “opening” of Latin America itself became the

result of myth oriented awareness of pathfinders/
pioneers. The author supposes that Latin American

world was appeared or given to the agent even before

its opening — it was rather invented. The invention of the
New World became the key factor of its living/being over
a period of the whole its history and culture. The invention
exactly became the main attribute of Latin American
ethos and the tool of interpretation of its own way of living.
That is why the overwhelming majority of Latin American
culture creators are so partial towards the poetics of
fiction, invention, myth creation, that is creating inventions
as a way of self-knowledge and self-affirmation.

Key words: opening, invention, utopia, border, image,
autopoiesis, form, hyperbolicity.
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Llyrapy-A3siMUC3H 1 HO4b

KynbTypa Ho4M No3Bomna SroHCKOMY TPEXCTPYHHOMY
HapOAHOMY MHCTPYMEHTY 13 parioHa Llyrapy B XX Beke
chenatb 6OMbLLIOIN LWar K TOMY, 4TO Ceiyac Mbl MOXEM
BUAETb U CAbILLATL B €ro 3By4aHuu. Llyrapy-aA3saM1can

CO CBOWM pPenepTyapoM HapOAHOW My3blKW HE TOIbKO
OCTasnCcs B COBPEMEHHOCTU, HO 1 CTasn OBLLENPUIHAHHBIM
HapOAHO-TPAAMUMOHHBIM, HALUMOHASbHBIM UHCTPYMEH-
TOM. B paboTe paccmatprBaeTcs UCTOPUS CTaHOBNEHMS
VCMOIHUTENLCTBA Ha Lyrapy-A3iMNCaHe Yepes npusmy
TPEeX KyNbTyPHbIX MPOCTPaHCTB: 1) racTponu apTmcTun-
Yeckunx Tpynn no cesepy AnorHun B 1920-1950 rogax;

2) nosiBNeHve 1 pacuseT B TOK1O TPAKTMPOB HAPOAHbIX
neceH B 1950-1970 ropax; 3) KOHUEpPTHasA AesTeNIbHOCTb B
TOKMIACKOM aHperpayHa-Teatpe B 1970-1990 rogax. dop-
MUPOBaHWE 1 CYLLLECTBOBAHWE BCEX TPEX KYIbTYPHBIX MPO-
CTpaHCTB 6bI10 0OYCNIOBNEHO KYNbTYPOI HOYM, 1 — 0C060
3aMEeTUM — He TOJIbKO NPa3AHMYHON, HO U OYAHUYHON.
KnioyeBble cnoBa: fnoHckas HapoaHas KynbTypa,
Lyrapy-A3sMUCaH, TOKUNCKWI araerpayra, lymnatmpo
CupakaBa, PuHcéain Knaa, TukyasaH Takaxacu.
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Tsugaru-jamisen and the Night

The culture of night in the 20th century allowed the
Japanese three-stringed folk instrument from the
Tsugaru region to take a big step towards what we can
now see and hear in its sound. The Tsugaru-jamisen

with its repertoire of folk music not only remained in the
present as a folk instrument, but has been recognized
as a traditional national instrument. This paper deals with
the history of the formation of performing arts through
the prism of three spaces of night culture, not only of
holidays, but also of weekdays: 1) Tours of the artistic
troupes in the North of Japan from the 1920s to the
1950s; 2) The appearance and flourishing of folk-song
restaurants in older parts of Tokyo from the 1950s to the
1970s; and 3) Concerts in an underground theater in the
center of Tokyo from the 1970s to the 1990s.

Key words: Japanese popular culture, Tsugaru-jamisen,
underground of Tokyo, Gumpachiro Shirakawa, Rinshoei
Kida, Chikuzan Takahashi.
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KoHuenuus pacekl B UHAUIICKOW XyA,0)XEeCTBEHHOMN
KynbType (Ha npumepe Tpaauuumn paramana)
CTaTbsi NOCBALLEHA KOHLENUMN «paca» (3CTETUHECKOro
nepexvBaHns), OAHOMY M3 KIOYEBbIX MOHATUIA UHANA-
CKOW 9CTEeTMKN. ABTOP KPaTKO NpocnexmnsaeT 0COO6EHHO-
CTW TPAKTOBKM 3TOrO MOHATUS HAa PasHblX aTanax ero
CYLLIECTBOBAHWSA V1 NPYMEHUTENBHO K Pa3HbIM BUAAM UC-
KyccTBa. HayanbHbli 3Tan 0CMbICNEHWSA packl TPAAULIN-
OHHO CBA3bIBAIOT CO CHEepor TeaTpanbHoM pednekcnn,
C TpakTaToM «HaTtbswacTpa». OHa nonyyaeT paspaboTky
1 B APEBHEVHANNCKOM TEOPUN XNBOMUCHK, AOLWIEALIEN
[0 Hac, B YaCTHOCTW, B BUAE TpakTaTta «4utpacyrpa.
Brnocnenctauum, Gnarofaps yeunuam psaa TeopeTukos
NUTEPATYPBbI, paca BXOAUT B YNCIIO KIIOHEBbIX KaTeropuii
WNHAMIACKON NOSTUKN; COXPaHss, OHAKO, CBOE 3Ha4YeHNe
N ANs APYrnx BUAOB UCKYCCTB, B 0COGEHHOCTU — ANst
CLEHNYECKNX NMPaKTUK, B TOM YUCNE My3blKasbHbIX. B My-
3blke paca CTaHOBUTCS HEOTbEMIEMOI HEPTO XapakTe-
PUCTWKN pary — NafoBO-NHTOHALMOHHOrO 06pasoBaHus,
KOTOpOEe MOXeT ObITb Ha3BaHO OCHOBOMONATAIOLLIUM A5
WNHAMIACKOrO My3bIKanbHOro Mbllunenvs. Mpegnonara-
eTCsH, YTO Kax/a0 pare npucylia onpeaeneHHas paca,
KoTOpas OyAeT Takxe CBSA3bIBaTLCHA C ONPeAeNeHHbIM
CMNEKTPOM BHEMY3bIKaNbHbIX KOHHOTALIWIA, TakMX Kak,
Hanpumep, Bpems roga unu cytok, nogobatolee ans
VCMNONHEHWSA TOW UV MHOW paru.

ACNEeKTOM 3TOro NOHATUA, HAXOAALWEeMCS B pokyce
[aHHON CTaTbn, ABNSIETCS POSIb PACh! B CIIOXEHUN U
6bIToBaHMN heHoMeHa paramasia, 0CoH0I XaHPOBOW
GopMmebl, CBA3bIBAIOLLIEN PasHble Chepbl MHAUNCKOrO
nckycctaa. CnoBom «paramasia» (CaHCKp. «rmpnsHaa
par») B €ro y3kOM CMbIC/1e MOTyT ObiTb Ha3BaHb!l NO3TU-
yeckue cO60pHuKKN 1 cepun mutmatiop XVI-XIX Bekos,
rAae OnucbIBaNNChb 1 n306paxanvcb aHTPONoOMOpdHble
o6pasbl par. B LUIMPOKOM CMbICAE Tak MOXET ObITb
onpeaeneHa Tpagnums CyLLLEeCTBOBAHWSA BU3YasbHbIX
06pa3oB My3blkanbHbIX MOHATUI (para, cBapa v ap.) B
WNHAMNCKOW KynbType. Ee nctokn obHapyxmsaioT cebs

B TpakTatax 0 My3blke, 3aTeM OHa Nosy4aeT passuTne B
JNIMPUYECKOM NO33UN N, HAKOHELL, B MUHUATIOPHOW X1~

Bonucu. KoHuenumsa paca paccMaTprBaeTCcs B JaHHON
cTaTbe Kak OWH 13 rNaBHbIX GakTopoB, 06YCNOBUBLLINX
camMy BO3MOXHOCTb BOSHVUKHOBEHWS 3TOW YHVKANTbHOM
Tpaguumum.

KnioueBble cnoBa: paca, para, paramana, uHauiickas
My3blka, MUHNATIOPHAsS XMBOMUCh.
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The Concept of Rasa in Indian Artistic Culture:

The Case of the Ragamala Tradition

The article is devoted to the concept of «rasa» (aesthetic
experience), one of the key concepts of Indian
aesthetics. The author briefly traces the features of

the interpretation of this concept at different stages

of its existence, in relation to different types of art.

The initial phase is traditionally associated with the
sphere of theatrical reflection and the theory of
painting («Natyashastra» and «Chitrasutra» treatises
respectively). Subsequently, through efforts of a number
of theorists, rasa became one of the key categories

of Indian poetics. However, it retained significance for
other arts, firstly for stage practices, including music.
Here rasa became an inherent feature of the ragas,
specific modes of Indian music. It is assumed that
each raga has its own particular rasa, and also can

be associated with a certain range of extra-musical
connotations.

This article is focused on the role of rasa in the formation
and existence of the ragamala phenomenon, a special
genre form that connects different spheres of Indian
art. The word «ragamala» (Skt. «garland of ragas») in

its narrow sense means series of poetic stanzas and
miniature paintings of the XVI-XIX centuries, describing
and depicting anthropomorphic images of ragas.

In a broad sense, it can mean the whole tradition of
existence of visual images of musical concepts (i.e.
raga, svara, etc) in Indian culture. Its origins are found
in treatises on music, then it was further developed

in lyric poetry and, finally, in miniature painting. The
concept of rasa is considered in this article as one of
the main factors determining the very possibility of the
emergence of this unique tradition.

Key words: Rasa, Raga, Ragamala, Indian Music,
Miniature Painting.
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Mpo6Gnembl Xyn0XXeCTBEHHOM
3BOJIIOLUMN

Ayues Muxaunn BuktopoBuy

JlokTop apxutekTypsl, coBeTHuk PAACH, 3aBeayioLmii
kadenpon ansaiHa apxuTekTypHOI cpeasl Huxeropoa-
CKOro rocyapCTBEHHOr0 apXUTEKTYPHO-CTPOUTENBHOIO
yuusepcuteta (HHIACY), npodeccop kadeapbl apxmtek-
TypHoro npoektuposanus HHIACY, BeayLumin Hay4HbI
COTPYLHMK oTAena npobnem Teopun apxutektypsl HAN
TEOPUY 1 UCTOPUM aPXUTEKTYPbI U rPaaoCTPOUTENLCTBA —
dunmana Prey «LLHUUM MuHctpos Poccumn», Mockea
ORCID ID: 0000-0001-8892-6841

nn2222@bk.ru
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ApXUTEKTYPHO-XYA0XECTBEHHas cpepa

KaK aKTyanbHasi UICTOpUS YenioBeka

CraTbsi nocBsLLEeHa akTyasbHOM, CO34aBaeMol Ha
HalLUWX rnasax apxXUTekTypHO-XyA0XECTBEHHOWN Cpeae

1 ee CBA3AM C KyNbTypOWi CerogHsHero obLecTsa,
)15 KOTOPOro NPaBOMO4YEH BOMPOC: B KAKMX Hanpasne-
HUAX MOET pasBuTue Yenoseka? ABTop obpatiaetcs K
COBPEMEHHbLIM FOPOACKUM MPOCTPaHCTBaM U OTAENbHbIM
Npov3BeAEHUAM C IPKO 06Pa3HOCTBIO UK NokasaTesib-
HOW naeei, KOTopble CEeroAHs To4YHee BCEro oTpaxalot
yCTpemiieHns 4enoseka, ero nonckn, 4OCTUXEHNA U
3a6nyxaeHVs. ApXMTeKTypa TPaKTyeTcs Kak MCKYCCTBO,
pacckasblBaloLLEee NCTOPUIO YENOBEKA — HOBYIO, HOBEN-
Lyt0, TBOPUMYIO KaxaoaHeBHO! B nepsyto ovepenps B
LIEHTPE BHMMaHWS OKa3blBAOTCA rPaHNYHbIE NPUMEPSI,
rae peannayeTcs CTblkoBKa peanbHOCTEN — peanbHOCTU
XY[,0XECTBEHHOW 1 MOBCEAHEBHO-OLITOBON, a Takxke
npodeccuoHanbHbIx peanuii paboTel CEroaHsWHEro
apxuTekTopa, aAndariHepa, XynoxHvka. Ocoboe BHUMA-
Hue yaenseTcs npobnemam namsaTii 1 BOOOpaxeHus,
«TeaTpasibHOro» BOCNPUATUS OKpyXatoLLel cpeabl 1
XY[OXECTBEHHBIM GOPMaM IKONOMMHYECKOTrO 0BLLEHNS .
MpocnexvBas NPOHUKHOBEHWE TaKoro MHTErpanbHoOro
Havana B apxXuTEKTYpY, MCKYCCTBO 1 KYNbTYpY B LLENOM,
aBTOP CTaTbM NPeAcKasbiBaeT BO3HMKHOBEHWE rnbpus-
HbIX, NEPEXOAHbBIX XyA0XECTBEHHbIX HGOPM Ha rpaHunLLe
OGbI,ELEHHOPI XN3HU 1 BbIABNAET OCHOBHbIE TEHOEHU NN
TpaHchopmMaLmm 06pas3HOro Noss apxMTeKTYPHO-XYA0-
XECTBEHHOW cpeabl.

Takas noctaHoBka Npo6aeMbl 3aaana CTPYKTYpy CTaTbu.
Ha npumepax HoBeNLWEen apxXnTeKkTypbl B He nocne-
JA0BaTesbHO PaCCMaTpPUBAIOTCSH OTAE/bHBIE aCNeKTHI,
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BbICTPOEHHbIE COrNIacHO aBTOPCKOW NOTVKE: apXuTek-
Typa-cpena. XnsHe npownoro. MNpoaneHne nctopum —
MpuHUMN ropoaa n namsTb Mecta — Jndann-cpepa. Virpa
KOHTEKCTOB 1 KOJSiNax BpemeH. Teatp ucropumn — Hosas
NCTOPWS — NPOTMBOPEUMNBOE HACcTosILWee — Ha nyTun K rno-
6anbHo naeHTYHocTH — MickycctBo-cpena. CnusHue ¢
npupoaoi. ictopua xyaoxHuka — Mictopus 6yayuiero,
6ecLUOoBHasA, OpraHnyHas, TEXHONOrMYHas apxXMTeKTypHas
cpeaa — AKTyanbHOE apXMTEKTYPHO-XYL0XECTBEHHOE
TBOPYECTBO B cpefe... Takum 06pa3om, Lienovka pas-
HOHanpaBneHHbIX CMbIC/IOBbIX B3aMMOCBA3€ei 1aeT BO3-
MOXHOCTb BCECTOPOHHE PAaCKPbITh TEMY 11 0003HAYUTL
HanpaeneHvs ee JanebHeiwero nccnenosaHus. Crates
conpoBoxaaeTcs aBTopckumn dotorpadusamm 06beKToB
HOBEWLLEN apXUTEKTYPbl 1 apXUTEKTYPHON Cpeab.
KnioyeBble cnoBa: KOHTEKCT, Urpa, apxuTekTypHas cpe-
A, ropoa, TeatpanbHOCTb, CoLManbHas KOMMYHUKaLMS,
YenoBekK, UCTOPUS, XyA0XECTBEHHAA NHTErpaLmns.
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Architectural-Artistic Environment as the Actual
History of Man

The article is devoted to the actual, created before

our eyes architectural and artistic environment, and

its relations with the culture of today’s society, for

which the question is: what are the directions of human
development? The author refers to the modern urban
space and individual works with vivid imagery or illustrative
idea, which today most accurately reflect the aspirations
of man, his search, achievements and misconceptions.
Architecture is treated as an art that tells the story of
man-a new, modern, created every day! First of all, the
focus is on the boundary examples, where the docking
of realities is realized — reality of art and everyday life,
professional realities of the today’s architect, designer,
artist. Particular attention is paid to the problems of
memory and imagination, theatrical perception of

the environment and artistic forms of environmental
communication. Tracing the penetration of such an

integral principle into architecture, art and culture in
General, the author predicts the emergence of hybrid,
transitional artistic forms on the border of everyday

life and identifies the main trends of transformation

of the figurative field of the architectural and artistic
environment. This formulation of the problem set the
structure of the article. On the examples of the latest
architecture, it consistently considers certain aspects,
built according to the author’s logic: Architecture-
environment. Life past. Extension of history — The
principle of the city and the memory of place — Design
environment. A play of contexts and a collage of times.
Theatre of history — The new story is a contradictory
present — Towards a global identity — Artis medium.
Merging with nature. History of the artist — The history
of the future is a seamless, organic, technological
architectural environment — Actual architectural and
artistic creativity in the environment... This chain of
multidirectional semantic relationships makes it possible
to comprehensively reveal the topic and identify areas
for further research. The article is accompanied by the
author’s photos of objects of modern architecture.
Key words: context, game, architectural environment,
city, theatricality, social communication, man, history, art
integration.

Mepdunbera UpuHa IOpbeBHa

Kananpat nckycCcTsBoBeAeHNs, JOLEHT, BEAYLLWI HayY-
HbIVi COTPYAHVIK OTAENa AeKOPaTUBHOMO 1 HAPOAHOro
nckycctsa HUW Teopumm 1 nctopmmn n3obpasmTenbHbIxX
nckyccTB Poccuiickoi akagemun xynoxects, Mocksa
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OBenupHoe aeno XX Beka: oT «rapHUPOBaHUS»
KOCTIOMA K apT-06beKkTy

lOBenvpHoe neno kak «camoe 611M3Koe NCKYCCTBO» TECHO
CBSI3aHO C COLMOKYNbTYPHOM nctopunein obliectsa: mate-
pUanbHO-XyL0XECTBEHHON, COLMANbHOM, NOAUTUYECKON,
3KOHOMWYECKOW, HaY4HO-TEXHMUYECKOM chepamu ero
pasBUTUS, HO B NEPBYIO O4epess ¢ GUrypoin n meta-
dur3nkon yenoseka. B 10BEIMPHOM MCKYCCTBE, Kak HU B
KakoM Apyrom, 0COBEHHO APKO NPOSBASIOTCA NPOTUBO-
peyuns, oxsaTbiBaloLme 0OLECTBO B NEPUOILI NEPEMEH.
Mo3aTomMy 3BOAKOLMSA @BTOPCKOrO I0BEIMPHOr0O UCKYCCTBA
vcenenyeTcs B KOHTEKCTE OCHOBHbIX COObITUIA XX — Hava-
na XX BekoB, a Takxe Klo4YeBbIX 3TanoB CTUINCTUHECKON

3BOMIOLMN XY[0XECTBEHHOW KyNbTYypbl 3TOr0 Nepunoaa.

B nepsoit nonosuHe XX Beka BaXHOE 3Ha4YeHWE NMenn
MepBsas n Bropas MvpoBble BOVHLI. BO BTOPOI NONOBUHE
CTONETUS I0BENINMPHOE AeN0 BNNBAETCA B @aBaHrapiHble
HanpasieHns N306pas3nTeNbHOro NCKYCCTBA Kak caMo-
CTOSATESbHBIN BN, NNACTUHECKMX UCKYCCTB. VIHaye roBops,
B CEPeAMHE CTONETUS NOSIBUICS HOBbIV BULOBOW XaHp —
«Xy[LOXECTBEHHbIE YKPALLEHNS», KaK €ro Onpesenuim
3anafHoeBponerickue ccneaoBaTenu, nm «aBTopckoe
I0BESIMPHOE NCKYCCTBO», KaK 9TO HanpasfeHve 0Bennp-
Horo gena ctanu Hasbieate 8 CCCP. 310, HECOMHEHHO,
6bln Neproga, B3NeTa 0BEIMPHOro UCKYCCTBa, Koraa K
CO3[aHWI0 I0BEMPHBIX NMPOV3BEAEHM 06paTUAnCh Ma-
cTepa-pedopmaTopbl N306pas3nTebHONO NCKyCCTBa.
Kak cneactaue npouecca XyAoXeCTBeHHON MHTerpaumm
OHO BUA0V3MEHWUIOCH, YCBOUB 3CTETUHECKNE NMPUHLN-
Mbl aKTyanbHOMO NCKYCCTBA U HOBBIX XYA0XECTBEHHbBIX
npakTuk, 06peTs HoBble GOPMbI. I YTO MHTEPECHO, OH
nNpoun3oLLEN NPaKTUYECKN OAHOBPEMEHHO 1 Ha 3anane
v B Poccun.

BaxHO Takke NoAYepKHYTb, YTO MHTEPEC CO CTOPOHBI
XYO0XHUKOB KOCHYNICSH MCKIOYNTENBHO YKPALLEHWIA.
CoBpeMEHHbIE 0BENNPHbIE apT-00bEKTHI CYThb JOKY-
MEHTbI HACTOSILLErO 3Tana MHOrOBEKOBOI NCTOPUN 3TO
BMAA UCKYCCTBA. 3anaflHOeBPOMnenckme Xya0KHUKA
NOCNEBOEHHOIO NMOKONEHWSI HEPEAKO MCMONb30BaNM
«yKpalleHvs» 415 3a9BNEeHNs O CBOEM TBOPYECTBE Kak

O HEKOW MMUCCUK, CO3[aBas «NPOTECTHLIE» IDBENNPHbIE
MUKpPOVHCTanaumn. irpa 3Ha4eHunii, CMeHa KOHTEKCTOB,
CO34alI0LWVIX HOBblE CMbICIIOBbIE MOAUPUKALMW B BUAE
CYITeCTMBHbIX 06Pa30B, HETKO 04YEePHMBAIV FPaHNLLbI
NPOCTPaHCTBa, CoMnpsaraloLLerocs ¢ purypor yenoseka.
B Poccum Takoro pagukanuama 6eitb He morno. Ho co
BpeMeHem o6LLas HanpasaeHHOCTb BEKTOPOB MOUCKOB B
CTOPOHY HEMOCPEACTBEHHOMO MNNACTUYECKOrO CUHTE3a C
burypow 4enoseka NpOCMaTpUBAETCA BCE OTHYETINBEE.
B T0 e Bpemsa popma «xXyA0XKEeCTBEHHbIX YKPaLLIEHUI»
TaKXke ABASETCS NPOU3BOLHOM OT COLMaNbHO-UCTOPUYe-
CKOro KOHTEKCTa BPEMEHM.

KnioueBble cnoBa: i0BeIMPHOE UCKYCCTBO, MNepsas
MWUpOBasi BoHa, Bropas MmpoBas BoliHa, coumanb-
HO-3KOHOMMUYeCcKoe pa3BuThe o6LLECTBA, aBaHrapaHble
Hanpasnexusi, BXYTEMAC, bayxays, nnactudeckas cu-
cTema, Teno Yenoseka, npeametHas hopma ykpalleHus,
NPOCTPAHCTBEHHAA KOMMNO3ULMA.
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Jewelry of the 20th Century: From “Garnishing” a
Costume to an Art Object

Jewelry as the “closest art” is closely connected with

the socio-cultural history of society: material, artistic,
social, political, economic, scientific and technical
spheres of its development, but first of all with the figure
and metaphysics of man. In jewelry art, as in no other,
especially vividly manifest contradictions that encompass
society in times of change. Therefore, the evolution of the
author’s jewelry art is studied in the context of the main
events of the 20 — early 21st centuries, as well as the key
stages of the stylistic evolution of artistic culture of this
period. In the first half of the twentieth century, World
War | and Il were of great influence. In the second half of
the century the jewelry business joins the avant-garde
directions of fine arts as an independent type of plastic
arts. In other words, in the middle of the century a new
species genre appeared — “artistic jewelry”, as it was
defined by Western European researchers, or “author’s
jewelry art”, as this direction of jewelry was called in

the USSR. This, undoubtedly, was the period of the rise
of jewelry art, when the creation of jewelry works was
addressed by masters-reformers of fine arts.

As a result of the process of artistic integration, it has
changed, having mastered the aesthetic principles of
contemporary art and new artistic practices, finding

new forms. And interestingly, it occurred almost
simultaneously in the West and in Russia. Itis also
important to emphasize that the interest of the artists
concerned only jewelry. Modern jewelry art objects are
the documents of the present stage of the centuries-old
history of this kind of art. Western European artists of

the postwar generation often used the “decorations”

to make a statement about his work as a mission,
creating a “protest” jewelry macroinstallation. The play of
meanings, the change of contexts, creating new semantic
modifications in the form of suggestive images, clearly
delineated the boundaries of space, interfacing with the
human figure. In Russia, such radicalism could not be.
But over time, the General direction of the search vectors
in the direction of direct plastic synthesis with the human
figure is seen more clearly. At the same time, the form

of “art jewelry” is also derived from the socio-historical
context of the time.
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Key words: jewelry, World War |, World War II, socio-
economic development of society, avant-garde trends,
VKHUTEMAS, Bauhaus, plastic system, human body,
object form of decoration, spatial composition.

BaiibypoBa Pumma MuxaiinoeHa

KaHampaT nckyccTBOBEAEHNS, BEAYLLMIA HaYYHBbIA
COTPYAHWK oTAena anaaiHa, HW teopumn n nctopum
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xynoxects, Mocksa
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JBonoLMa CTUNA B UHTEpPbEpe

KaK BbipaXeHWe MEeHTaNbHOCTU (Ha Npumepe cTpaH
CpeauzemHomopbs u EBponbi)

J10 HaCTOSALEro BPEMEHWN HET ICHOCTU, NMOYEMy NMPOnC-
XOOUT CMeHa XyL0XECTBEHHbIX CTUNEN B MHTepbepe. B
cTaTbe NPeanpuHNaTa NorbITka OTBETUTL HA STOT BOMPOC.
XynoXeCTBEHHbIV CTUIb B UIHTEPbEPE ONpeaenseTcs kak
COBOKYMHOCTb €r0 BHYTPEHHEN OpraHn3aumm 1 yopan-
cTBa. Ha npymMepax ncTopryeckx anox nokasaHo, Y1o
VNHTEPbEP SBNAETCS NPOU3BOAHON 3BOSIOLIMOHMPYIOLLINX
MEHTaNbHbIX NPEACTaBNEHWN COBPEMEHHWKOB. [leicTare
NpeaIokeHHOro NocTynara paccMaTpruBaeTcs Ha
NpoTAXeHnn BCen nCTOpUKM HenoBevecTBa, napanaesibHoO
NPONCXOAMT BLICBODOXAEHNE HENOBEHECKOrO CO3HAHMS.
MoHavany Yenosek nonarasn, 4To SABNKETCA HEOTbEMNE-
MOW 4aCTbIO KOCMOCA, €r0 «KUANLLIE» — U3 HATyPasIbHbIX
MaTepuanos, ero «yKpallatT» 3N1EMEHTbI OXPaHUTESb-
HOW Maruun. B A3b14eCTBE CHMTASIOCH, YTO 3EMHAs XN3Hb
noayvHeHa Bone 60roB; MHTEPLEP NPW 3TOM CyLLEECTBOBa
Mo CBOMM 3aKoHaM. B XxprUCTMaHCTBE HYeNoBek HUYTOXEH
nepea, TBOPLOM, HO BO3HVKNa HekoTopas cBob6oaa
CO3HaHws: 6esrpeLuHas 3eMHas ku13Hb obecneyvsana
MOCMEPTHYIO XM3Hb B Pato. [MaBHbIli 06bEeKT BHUMA-

HUS — XPaMOBbIE MHTEPbEPbI. [OCTENEHHOE OTKPbITUE
3EMHbIX JOCTOUHCTB CTUMYIMPOBASIO NO3HaBaTENbHbIE

1 MOLMOHaNbHbIE CNOCO6BI X NMO3HAHWS, @ Takke
CTaHOBNEHWE 1 PA3BUTME HAYKW; 3TO OTPA3MIIN MHTEPLEPDI
roTuku, PeHeccaHca, 6apokko, pokoko. B XVIII Beke
npegnaraeTcsd HoBag MexaHncTmyeckaa Mmogenb Mvpa,

a HacTynueLas anoxa NpoceeLLeHrs nogapuna Mnpy
VHTEpbepPbI knaccuumama. B XIX Beke pazoyapoBaHne
yTonuen MNpocBeLLeHrst 3acTaBnno 06paTUTbLCS K HaCcTHOM
XU3HW, K HALUMOHAIHON MCTOPWN 1 KOPHAM, 4TO 1 3ane-
YaTtnenn UHTepbepbl UICTopuamMa. Toraa xe, C NosBneHnemM

MaLLMHHOrO NPOV3BOACTBA YPOBEHb XN3HU Ha4an pesko
pacTu, HaceneHne yBeam4vBanoCh, 1 NOSBUACS HOBBIA TVN
Yyenoseka, 4es0BeK Maccehl, He 3aBUCSLLNIA OT TPAANLIMOH-
HOW KynbTypbl. [03)e BO3HWKAIOT HOBble OOLLLECTBEHHbIE
CTPYKTYpbI. B Havane XX Beka nof, BO3AENCTBUEM HAYYHbIX
[OCTUXEHWIA BHOBb U3MEHSIETCH MOLENb MUPA, YTO NPOo-
BOLIMPYET NOSIBNIEHNE, B TOM YUCIE B UHTEPbEPE, CTUNSA
MoAepHU3M. Ho ¢ nocneaHer Tpetn XX Beka Ha nepBsblin
nnaH HakoHEL, BbIXOLMT YESIOBEK MaCChl — MO-HOBOMY
CBOBO/HbIN, C APKO BbIPaXXEHHBIMU BKYCOBbLIMU MPEANo-
YTEHUSMU, MONAraloLLIMACS Ha CBOW CWslbl 1 C ONTUMU3MOM
cMoTpALWwmii B Byaylee. C 3TOro MOMEHTa No HacTosLee
Bpems B MHTepbepe npeo6nagaeTt CTusb Mace.
KnioueBbie cnoBa: xyL0XeCTBEHHbIN CTWU/b, UHTEPLED,
3BOMIOLMA MEHTANBHOCTU, BEICBOOOX/AEHWE YenoBeye-
CKOr0 CO3HaHWs, MaccoBas KynbTypa.
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Arts, Moscow
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The Evolution of Interior Style as the Expression

of Mentality (The Examples of Mediterranian and
European Countries)

To date, itis not clear why there is a change of artistic
styles in the interior. The article attempts to answer this
question. The artistic style in the interior (its structure
and decoration) is defined as a derivative of the mental
representations of contemporaries. The action of the
proposed postulate is considered throughout the history
of mankind; in parallel, there is a release of human
consciousness. At first, man believed that he was an
integral part of the cosmos, his “home” was made of
natural materials, it is «decorated» with elements of
protective magic. In paganism it was believed that earthly
life is subject to the will of the gods, but the interior at
the same time existed according to its own laws. In
Christianity, man is insignificant before the Creator, but
there was some freedom of consciousness: a sinless

life on earth provided a posthumous life in Paradise.

The gradual discovery of earthly advantages stimulated
the cognitive and emotional ways of their knowledge,

as well as the formation and development of science;

it is reflected in the interiors of Gothic, Renaissance,
Baroque, Rococo. In the XVIII century, a new mechanistic
model of the world is proposed, and the coming era of

Enlightenment gave the world the interiors of classicism.
In the XIX century, disillusionment with the utopia of

the Enlightenment led to an appeal to private life, to
national history and roots; this was reflected in the
interiors of historicism. At the same time, with the advent
of machine production, the standard of living began to
rise sharply, the population increased, and a new type
of man appeared, a man of the masses, independent of
traditional culture, with a completely free consciousness.
Later there will be a new social structure. In the early
twentieth century, under the influence of scientific
achievements again changed the model of the world,
which provoked the emergence, including in the interior,
the style of modernism. But since the last third of the XX
century, a new man has finally come to the fore, a man
of the masses — absolutely free, with pronounced taste
preferences, relying on his own strength and optimistic
about the future. From that moment to the present, the
interior is dominated by the style of the masses.

Key words: artistic style, interior, evolution of mentality,
the release of human consciousness, mass culture.

NU306pa3uTenibHOE NCKYCCTBO
N KUMHO 1960-1970-X: CTUNNCTUKU
U HanpaeneHus

Ceetnos Uropb EBreHbeBuy

JlokTOop MckyccTBOBEAEHUS, Npodeccop,

Kadenpa Teopum n nctopum nckyccts MockoBckoro
Xy[0XECTBEHHOro nHcTuTyTa MMenn B./. Cypukosa,
[0CynapCTBEHHbIN MHCTUTYT NUCKYCCTBO3HAHVIA,
PykoBoantens MeXUHCTUTYTCKOW rpynmbl
«/IcKyCCTBO MOA€EpHa 1 cumBonm3ma», Mockea
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Teopueckoe oGHoBneHue uckyccrea 1960-x

B cTaTbe NoBeEPratoTCst OCMbICIEHUNIO XyA0XKECTBEHHbIE
TeHAEeHUMN 1 aTMocdepa B NpodeccroHanbHoOM cpeae
OTEeYECTBEHHbIX XyA0XHNKOB B 1960-e rofbl. ABTOp, Oyayyun
CaM y4aCTHMKOM MHOImMX COObITU TEX JNIeT, onuncbiBaeT npo-
LIECChl CONPOTUBNEHUS COLPEAINCTUHECKM YCTAaHOBKaM,
TpeboBaHvsM oburLmanbHoON naeonorni. BcnomvHaet
cUTyaLmm KOHGANKTHOrO B3aVMOAENCTBIA XyA0XKHVIKOB,
TBOPYECKOW OBLLIECTBEHHOCTU 1 YUHOBHUKOB, NaPTUIAHBIX
byHKUMOHEPOB, 0dULMO3HOM Npeccl, noduunm MOCXa.

[ins anoxu 1960-x 6binv xapakTepHbl OCTPbIE ANCKYCCUM, B
TOM YMCNEe B XypHanax «TBOp4eCcTBO», «/ICKyCCTBO», O PO
1306pasmnTenbHOro MCKYcCTBa 1 HEOOXOAMMOCTY OBHOBIE-
HWSI ero A3blka, O NO3TUYECKON NPUPOAE XyAOXECTBEHHOW
matepumn. Caenanbl BaXHbIE YTOUHEHNS O peakLmMsxX XyA0XK-
HVIKOB Ha Pa3rpOMHYIO KPUTUKY XPYLLIEBLIM 1 COBETCKM
0hULMO30M HOBEMLLIVX BESIHMI B UCKYCCTBE, OTOOpa-
XeHHbIX Ha BbicTaBke «30 net MOCX» B MaHexe (1962).

B TBOpUECKYMX Kpyrax He Bblno NOKasHHbLIX HACTPOEHNIA,
HanpoTUB, Kperia PeLMMOoCTb OTCTanBaTbL CBOV MO3WLWN,
0CO3HaBasi BCIO X HEOOXOANUMOCTb 1 MPaBOMEPHOCTb.
AHannampyetcs GeHOMEH «CypOBOro CTUS» U ero posib B
KOHTEKCTE MCTOPUN OTEYECTBEHHOIO UCKYCCTBA, MPOMC-
XOXAEHNE «MPaYHOBATOCTU» €ro HACTPOEHWIA 1 Nepeoc-
MBICIEHVN MHOTVX TPAANULMIA NPEALLECTBEHHNKOB.

ABTOP OCTaHaBNMBAETCS HA TANAHTMBBIX paboTax
ckynbntopoB Onera Komosa, tOpus Anekcanzposa, Annbl
Monoroeou, Amutpua LLlaxosckoro, tOpust YepHosa v ap.
Pa3BrBaeTCst NOMCK BO3MOXHOCTEW Takvx MaTtepunanos
Kak Mefb 1 aIIOMUHWIA. B KOMMNO3MLMSX HAYMHAEeTCs n3me-
HEHVE NPVBbIYHLIX PUTMOB, BbIXOZ, B 60/bLIOE NPOCTPaH-
CTBO, NOSIBAISHOTCS CBONCTBA «MEN3aKHOCT».

Cratbs 06pallaeTcs v kK TeMe BAUSHWIA Ha UCKYCCTBO
1960-x rofoB pasnnyHbIX 3CTETMK EBPOMENCKOro U
OTEYECTBEHHOI0 JOPEBOSIIOLMOHHOMO TBOPYECTBA — MNe-
PEOCMBICNIEHHOIO Ce3aHr3ma, onbita 6ybHOBOBaNET-

LeB (H. AHOPOHOB), 9KCMPECCMBHOrO IeKOPaTUBM3MA

(M. Occosckuin), npuemos Cepa (B. Beiicbepr), a Takxe
Xy[0XeCTBeHHOro Hacneaus ipesHeit Pycu. Pedb nget n
0 BO3AeNCTBUM Ha TBOopYecTBO 1960-x Takmx GrnbMoB, kak
«JJopora» DennnHn n «Pum — oTkpbITHIN ropoa» Poccen-
JIMHW, Pa3HO0BPAa3HbIX BbICTABOK 3apyOEXHOro NCKyCCTBa.
OTmedaeTcs GopMMPOBaHVE BEPBI B MPUATE HOBATOP-
CTBa B MOCKOBCKMX XYAOXHUYECKUX Kpyrax 1 noTpebHOCTb
Xy[0XHVKOB 13 pasHbix oonactein CCCP obpaluatses B
MockBy B Haaexae OblTb MOHATEIMU 1 NOAAEPXAHHBIMN.
KnioyeBble cnoBa: coBeTckoe N306pasunTtesibHoe
VCKYCCTBO, «CYPOBbIA CTWJIb», LWIECTUAECATHNYECTBO, MOo-
CKOBCKMIA COIO3 XYLLOKHWKOB, HOBATOPCTBO, NAE0N0rNS,
HeodUUMO3HOE NCKYCCTBO, «<KNHETUCTbI».
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The Creative Renewal of the 1960s’ Fine Art

The artistic trends and atmosphere in the professional
environment of Russian artists in the 1960s are examined in
the article. The author, being a participant of many events
of those years, describes the processes of resistance

to socialist realism, the requirements of the official
ideology. He recalls the situation of conflict interaction
between artists, creative community and officials, party
functionaries, official press, describes the position of the
Moscow art union.

The era of the 1960s was characterized by sharp
discussions, especially in the magazines Tvortchestvo
(Creativity), Iskusstvo (Art). The role of fine art and the
need to update its language, the poetic nature of artistic
matter were discussed. Important clarifications are made
about the reactions of artists to the devastating criticism of
Khrushchev and the Soviet officialdom of the latest trends
in art, displayed at the exhibition “30 years of MOSH”

(30 years of Moscow art Union) in the Manege (1962).

In creative circles there was no repentant mood, on the
contrary, the determination to defend the artists’ positions,
the realization of all their necessity and legitimacy were
strengthened.

The phenomenon of “severe style” and its role in the context
of the history of Russian art, the origin of its “sombre”
moods and the artistic rethinking of many traditions of the
predecessors are analyzed.

The author dwells on the works of the talented sculptor Oleg
Komov, Yuri Alexandrov, Alla Polosova, Dmitry Shakhovsky,
Yuri Chernov and others. The capability of such materials as
copper and aluminum are found and developed in Soviet
art. The compositions begin to change the usual rhythms,
access to a large space became important, there are
properties of “landscapeness” in sculpture.

The article turns to the influences of the different esthetics
of European and Russian pre-revolutionary art — rethought
“cezannizm”, experience of Bubnovyi Valet (N. Andronov),
expressive decor (P. Ossowski), the style of Georges
Seurat (Veisberg), as well as the artistic heritage of Old
Russia. The influence of the films “The Road” by Fellini and
“Rome, Open City” by Rossellini, a variety of exhibitions of
foreign art is mentioned. It is noted the formation of faith

in the acceptance of innovation in Moscow artistic circles
and the need for artists from different regions of the USSR
to apply to Moscow in the hope of being understood and
supported.

Key words: Soviet Fine Art, “severe style”, the complex
of sixties, the Moscow Union of artists, innovation,
ideology, non-official art, “kinetists”.

BopoGbesa AHHa EBreHbeBHa

AcnupaHT cekTopa KMHO 1 TenesnaeHns, Poccuinckuia
VIHCTUTYT UCTOPUM NcKyccTs, CankT-Netepbypr
ORCID ID: 0000-0003-0294-3064
pauzatacta@bk.ru

YAK 791.2

BBK 85.373

Jlupuyeckunii repoii n ero posib B KUHONpUTYE
(«<AnaBeppo6a» Meoprus LWenrenas)

ABTOPCKUIN OTEHECTBEHHbIN kKnHemaTorpad 60-70-x
rofos XX Beka npeacrasnseT co6oi camobbiTHOE
ABNeHne KynbTypsl. B knHematorpade Toro nepuoaa
BO3HMKaET NO3TUHECKOE KUHO. BONbLWMHCTBO 13
GUNLMOB JaHHOMO HanpasieHWsa TAroTenNo K co3aa-
HWIO 0COBOro XMBOMUCHOIO KNHOA3bIKA, OTINYal0-
LLLerocs 3Ha4MMOCTbIO MNACTUYECKOrO PELLIEHNS U
OpueHTauMeln Ha MHockadaHne Kak OCHOBHYIO GOpMy
KWHOMOBECTBOBAHMS.

MokoneHne pexnccepos, Ybe TBOPHECKOE MbILLUNEHNE
CcHOpPMMPOBANOCH HE TONbKO NOJ BO3AENCTBMEM
TPaAMUMIA OTEHYECTBEHHOM KMHOLLKObI, HO 1 MOA, BAN-
SAHNEM NpeacTaBUTeNein aBTOPCKOro KMHO eBponeit-
CKOro KMHOMCKYCCTBa, 06oraTuav CBOIM kKuHemaTorpa-
dUYeckmin onbIT GunbMamu, KOTopble paHbLue Obinn
HELOCTYMHbI COBETCKOMY 3KpaHy. B COBETCKOM KMHO
20-x, a 3atem 1 60—70 x Wwen Hanbonee NHTEHCUBHBbIN
NPOLLECC PasBUTUA KnHemaTorpaduryeckoro a3bika.

B naHHol cTatbe paccmatprBaeTca GeHOMEH NpUTYK
B aBTOPCKOM KvHemaTorpade XunBonmcHO-CUMBONIN-
4eCKOro Hanpas/eHns, ero 3CTeTu4eckre 0CO6eHHOo-
CTu Ha npumepe dunbma «Anasepnoba». OcobeHHo-
CThIO UFPOBbIX GUNIBMOB HaLMOHANbHBIX pecnybnmk
py6exa cemmnaecsaTbix ronoB XX Beka CTaHOBUTCSA
LIMPOKOEe 0BHOBNEHME XaHPOBOM NanuTpbl OTeye-
CTBEHHOrO knHematorpada n camoro KuHemartorpa-
duyeckoro a3vika. OQHUM U3 ApKUX NpeacTaBuTenei
aBTOPOB 3TOrO HaNPaBEHNS 1 ABNSETCS pexnccep
dunbma «Anaseppoba» I'. LeHrenas.

A3bIK NPUTYM CTPEMUTCSH OLHOBPEMEHHO 1 K n306pa-
3UTENbHOMY, NNACTUYECKOMY BELEHMIO CIOXETa, U K
3HAKOBOMY HaMONHEHWIO YCIOBHBIMU 3HAYEHNSMUN
1306paxeHnii, BbICTYNAIOLWMX aHanoramu cioBs.
CBA3b NO3TNYECKOro KnHematorpada ¢ MUPOM Mu-
$OB ¥ NpUTY flenaet 0CoO6EHHO CUbHBIM Ero BAVSHWE
Ha 3MOLMOHaNbHbIN MUP Yenoseka.

B dunbme «AnaBepaoba» napafokcanbHo To, YTO
NMTepaTypHbIA NCTOYHMK CloxXeTa dunbma He aBns-
eTcs nputyen. HaunoHanbHoe Havyano, CoeanHeHne

3akaZpoBOro rosioca U xapakTePHOro AOKyMeHTasb-
HOro nzobpaxenus B Gpunbme, Nnpuaano noBecTso-
BaHWIO AOMOJIHUTENbHbIA MHOW CMbICA U 06pasoBano
NPUTYEBYIO CTPYKTYPY. Taknm o6pas3om B dunbme
«AnaBepo6a» CIOXETHbIN KOHPNKT He NPOSBASETCS
B NpoLecce NPoVCXoasLLero AeCTBUS Ha SKpaHe,

a cosfaeTcs nyreM B3aumoAencTauns n3obpaxe-

HWSA C 3aKaLpOBbIM KOMMEHTaAPWUEM, BHYTPEHHUM
MOHOJI0rOM [1IaBHOrO repost, NPOTMBOBOPCTBOM
VWHTOHALMOHHOW 1 CMbICIOBOW OKpacku rofioca repost
C n3o06paxkeHneM, KOTOPoe TepsieT ACTETUYHOCTb 1
npuobpeTaeT OTTanknBaloLLMe YepTbl.

ABTOp CcTaTby CTABUT 3aJa4y AaTb 06beMHOe
npeacTaBieHne 0 TOM, Kak pexunccep Bonnowaet

B 9TOM GUbME KUHONPUTHY, BBOAS B CTPYKTYPY
NOBECTBOBAHWSA «/IMPUYECKOro repos». ABTOp
NPOCNEeXMBaeT NPOLLECC BO3HVKHOBEHNS reposi-xy-
[OXHWKa, repos-noaTa, iy IMpU4eckoro repos B
obuiein komnosuuum punsma. Ha npumepe aHanmsa
dunbma «Anaseppnoba» leoprus LLieHrenas nokasaH
napanokc GopMmnpoBanna KMHOMPUTYX 3a CHET NNPW-
4eCKOro reposi.

KnioueBsblie cnoBa: ['eopruii LLieHrenas, «<Anasep-
no6a», KNHOMPUTYA, IMPUYECKUIA repoil, 3aKkaapoBblin
ronoc, AOKYMEHTaNbHOE, HauOoHabHble KMHEMATO-
rpadumn, NoaTMHECKOE KUHO.
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Lyrical Character and Its Role in the Cinema
Parables (Alaverdoba by Georgiy Shengelay)
Author’s Soviet cinema of 60-70 years of the XX
century is an original cultural phenomenon when
poetic cinema appears. Most of the films of this
direction gravitated to the creation of a special
pictorial cinematic language, distinguished by the
importance of plastic decision and orientation to the
allegory as the main film narration form.

This is generation of directors, whose creative thinking
was formed not only under the influence of the
traditions of the national film school, but also under
the influence of representatives of the author’s cinema
of European cinema. In the Soviet cinema of the 20-s,
and then the 60-70-s the most intensive process of
cinematic language formation was developed.
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This article discusses the phenomenon of the

parable in the author’s cinema of a pictorial-symbolic
direction, its aesthetic features on the example of

the film Alaverdoba. A feature of feature films of the
national republics of the late seventies of the XX
century is the widespread updating of the genre
palette of Russian cinema and the cinema language
itself. One of the brightest representatives of the
authors of this direction is the director of Alaverdoba
by G. Shengelaya.

The language of the parable seeks graphic, plastic
plotting, and symbolic filling with conventional
meanings of the image, which are analogues of
words. The connection of poetic cinema with the world
of myths and parables makes its influence on the
emotional world of man especially strong.

It is paradoxical that the literary source of the
Alaverdoba plot is not a parable. The national
principle, the combination of the voiceover and the
characteristic documentary image in the film, gave the
story an additional different meaning and formed a
parable structure. Thus, in Alaverdoba the plot conflict
does not appear in the process of the action on the
screen, but is created by interacting the image with an
off-screen commentary, the internal monologue of the
protagonist, combining the intonational and semantic
coloring of the hero’s voice with the image, which
loses aesthetics and acquires repulsive features.

The author of the article aims to show how the
director implements parable in the film. National
origin and hero spirit, the voice-over connected to the
documentary image — gave additional meaning and
formed a parables structure. The author considers

the genesis process of a hero-artist, a hero-poet

or a lyrical hero in the film general composition.

The analyze of Alaverdoba by Georgiy Shengelay
demonstrate the paradox of parables forming through
a lyrical hero.

Key words: Georgiy Shengelay, Alaverdoba, lyrical
character, national cinematography, poetic cinema,
author film.
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KuHo BTOpOI1 N0s10BUHBLI 1970-X B 0GLLECTBEHHOM
Xu3Hu MonbLun

Hanpaenexve B knHovckyccTse Monbliun, Bowealee B
NCTOPWIO KaK «KMHO MOpasibHOro 6ecnokoiicTaa», 6bino,
B NepBYIO o4epellb, BaXHbIM OOLLECTBEHHBIM SBIEHNEM.
Xy[0XeCTBEHHbIE KQ4ECTBA OTHACTM OTCTyNnanu nepes,
XenaHvem KuHematorpadbucToB oTpearnposaTth Ha
npouncxoasiuee BOKpyr. IHTEPECHO B CBSA3M C 3TUM
NpOCNeAnTb HE TONbKO PeakLmm PasHblX 0OLLECTBEHHbIX
rpynmn, HO 1 TO, KaK B AHEBHWKOBbIX 3aNMCAX aKTUBHbBIX
Y4aCTHUKOB COLMANbHOM XNU3HW TEX 1ET OTPa3nIoCh No-
SIB/IEHNE HECKOMbKMNX 3HAYUTENbHBIX GUNbMOB («HenoBek
13 Mpamopa», «3aluuTHble LiBeTa», «PacnopaauTens
6ana»). 9T KapTVHbI BLICOKO OLLEHVBANN HE TONBbKO KpU-
TUKM 1 XYA0XECTBEHHbIE AIEATENN, HO laXe HEKOTOPbIE
NPOrpeccuBHbIE NOANTUKM (4TO NOKa3aHo Ha NpuMepe
MuHucTpa 03eda Tenxmel). MHeHNUA panoBbIx 3puTteneit
pacxoaununce: Tak, Hanpumep, paboynm, B OTanYMe oT
ny6anKM N3 MHTENIMIEHTCKON cpefpl, N0A00HbIE hunb-
Mbl Ka3asnCb CNOXHBIMU 1 LOBOJIbHO 3amnyTaHHbIMU.
Kpowme Toro, B ctatbe npeanprvHuMaeTcs nonsitka
MOHSATh, NOYEMY YXXe BCKOPE NOC/E BbIXOAA MHOTMX
bUNbMOB «MopanbHOro 6ecnokocTBa» OTAENbHbIE
nccnepoBaTenyt Ctanv CpaBHMBaTh €ro ¢ CoLpeanamom,
a Takxe NoYemy CerofHst 370 KUHO NO-NPexXHeMY UHTe-
PECHO 1, BO3MOXHO, Jaxe NepexvsaeT BO3POXAEHME.
OTBeT Ha NepBbI BOMPOC NOMOXET AaTb NPYMEHEHNE
CNOBAPHOro ONpPeAeNeHns «CoLManMCTMYecKoro peanmns-
Ma» B aHanu3e raBHoro repos «4enoseka 13 mpamopa».
B T0 Bpems knHematorpacducTel (He BCe, HO MHOTME)
elLe BEPUAN, YTO NOSIOXEHNE NCMPaBKMO, eLLLe Hades -
JINCb, 4TO CUCTEMY MOXHO TpaHchopmuposaTs. OTBET
Ha BTOPOW BONPOC Mbl ULLEM B Pa3MbILLNEHNUAX KPUTUKA
MOJI0L0r0 MOKOJIEHWSI, KOHCTATMPYIOLWErO, H4TO OH XVBET
B «[lonblle HOBOro MopasnibHOro 6ecnokorcTea». B cBsau
C 3TM DWIbMbI COPOKANETHEN AaBHOCTU 0OpeTaloT
HOBOE 3By4aHWE B COBPEMEHHbIX peasnmsx.
Wceneposatens Mapus KopHaToBckas nucana, 4to
«KMHO MOpasbHOro 6ecnokorctea» yriaybnsano pasae-
neHne o6LLEeCTBa Ha [iBa Nareps: «Mbl» U «<OHW». ATO
YANBUTENBHO aKTyanbHO CeroaHs. bbb MOXET, nydiuve
NPON3BEAEHNA TEX IET MOMYT NOMOYb MOHATL HE TONILKO
Nofew B COLMaNbHO-NOANTUHECKUX YCNOBUAX HapoaHou
Monbwu, HO N O6BACHNUTL HTO-TO NPO HAC HBIHELLHWIX,
VHULMMPOBATL TOT CaMblil Ananor, 0 KOTOPOM nucan B
[HEBHMKE MUHUCTP Telixma 1 KOTOPbI Obln Tak BaxXeH
Ans pexvccepa Kecbnésckoro.

KnioueBbie cnosa: nosbckoe KMHO, KUHO MOPasibHOro
6ecnokoricTea, coupeanuam, Angxenn Bapa, Kwnwtod
3aHyccu.
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The direction in the Polish cinema, which went down in history
as the “cinema of moral anxiety”, was, in the first place, an
important social phenomenon. The artistic qualities partly
retreated before the desire of filmmakers to respond to what
was happening around. In this connection, itis interesting to
trace not only the reactions of various social groups, but also
the appearance of several significant films (Man of Marble,
Camouflage, Top Dog) reflected in the diary entries of the
active participants of the social life of those years. These fims
were highly appreciated not only by critics and artists, but
even some progressive politicians (as shown by the example
of Minister Jézef Tejchma). The opinions of ordinary viewers
diverged: for example, for workers, unlike the audience from
the intellectual environment, such films seemed complicated
and rather confusing.

In addition, the article attempts to understand why, soon

after the release of many films of “moral anxiety,” some
researchers began to compare it with socialist realism, and
also why this movie is still interesting today, and perhaps even
is experiencing a rebirth. The answer to the first question

can be given by applying the dictionary definition of “socialist
realism” in the analysis of the protagonist of Man of Marble.
Atthat time, filmmakers (not all, but many) still believed that
the situation was fixable, still hoped that the system could be
transformed. We look for the answer to the second question
in the thoughts of a critic of the young generation, stating that
he lives in “Poland of a new moral anxiety”. In this regard, films
made forty years ago gain a new sound in modern conditions.
Researcher Maria Kornatowska wrote that the “moral anxiety”
deepened the division of society into two camps: “we” and
“they”. This is surprisingly relevant now. Perhaps the best
works of those years can help to understand not only people
in the socio-political conditions of People’s Poland, but also
explain something about us today, initiate the dialogue which
Minister Tejchma wrote about in his diary and which was so
important for the director Kieslowski.

Key words: Polish cinema, cinema of moral anxiety, socialist
realism, Andrzej Wajda, Krzysztof Zanussi.
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CeMuoTHKa Tena u 93blK UCKYCCTBA: OMNbIT UKOHOJNO-
ruyeckoii UHTepnpeTauumn coupeanuama u col-apTa
B n306pasnTenbHOM UCKYCCTBE MUMKIKA 11 MaHTOMM-
MUKa — NPEACTAlOT KaK 3/1EMEHThI XYA0XECTBEHHOrO
A3blKa U CPECTBa 3MOLVOHANbHOW BbIPA3UTENBHOCTU.
F3bIK TENa B UCTOPUM MCKYCCTBA BBIMNOHAET PYHKLUMIO
3CTETUYECKON KOMMYHMKALIMK, NO3BONSIOWEN NPOBOANTL
0OMEH YyBCTBEHHO- SMOLVIOHASbHBIM OMBITOM Kak Ha
BepbanbHOM, Tak U Ha HeBepOanbHOM ypoBHSX. OfHaKO
B Pa3nuy4Hble 3Noxv 1 Nepnoas Mopdonornyeckm
CXO/Hble NMO3bl MOryT BOMIOLWATh Pa3Hble 3MOLIN U
HECTV pas/ivyHble CMbICNIOBbIE HAarpy3ku. ConocTas-

N899 MOPGHONOrMio MUMUKU U NAHTOMUMUKM B UICTOPU
coupeanvama v col-apTa MOXHO NPOCNEAnTb, Kak
CXO[HblE 9N1EMEHTbI XYA0XECTBEHHOMO S13blKa CTAHO-
BATCS OTPAXEHMEM PA3NNYHOIO YyBCTBEHHOMO OMbITa U
obpeTatoT AnbdepeHumanbHblii cMbic. Mpocnexnsas
3CTETUYECKYI0 TPaHCHOPMALIMIO CTUANCTUHECKUX ABNE-
HUI B UCTOPUM OTEYECTBEHHOIO MCKYCCTBA, CTAaHOBUTCH
OYEBUAHBIM , 4TO CMEHA MAEONOMMYECKMX Napaanrm,
npvBena He ToJbKO K Npeobpas3oBaHunio NPeALWEecTBy-
IOLLLEro 9KOHOMUYECKOr0 YKNaaa, Ho v K MPOHWYECKOA
VHBEPCUM CYLLIECTBYIOLLEErO 3CTETUYECKOrO OMbITa.
Vpeonornyeckas AETEPMUHMPOBAHHOCTL CoLpeanuns-
Ma v coL-apTa onpenensnm Mecto 1 posib UCKyCCTBa

B Pa3BUTUN COLMANIBHO-3CTETUHECKNX KOMMYHUKALLWIA.
O6pasHblil CTPOV NPOU3BEAEHWI U coLpeannama, 1
coL-apTa oTpaxan CTPYKTYpy coupmanbHbix npeobpasosa-
HWI B 06LLEeCTBE 1 BbiN BKIIOYEH BO B3aMOOOMEH 3MO-
LMOHaNbHLIMU COCTOSIHUSIMI, KOTOPbIE ONPeaensinnucs
NAEO0NOrME U KyNbTYPHON NONUTUKON OAHOBPEMEHHO.
MHdopmMaumoHHo — aHepreTrnyeckas GyHKLMS aMoUuii B
coupeanusmMe 1 CoL-apTe OCYLLEeCTBAANACL NPV NOMOLLA
MUMVIKW, NAHTOMUMWUKN, KOTOPBIE B COBOKYMHOCTY
NpeacTaBnsiam co6oi CTepeoTun aMOLMOHaNbHOIo NoBe-
[EHVIA NN «3KCNPECCKBHOE f» INYHOCTW, MO3BONSBLLEE,
6Gnaroaaps ApamaTvaauym noBeaeHns agantmposaTbCs
K cuTyaummn. Coumnannaaums aMOLMOHaNbHBIX MPOSB-
NEeHNIA BO3HVKaNa npu Ncnonb3oBaHUmM OPraHn4eckoro
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NpOSABAEHUI 3MOLMIA A1 BO3AENCTBUS HA APYroro 1 npu
nepecTpoiike NOBEAEHWS C LieNbio aAekBaTHOro pearu-
pOBaHWsA Ha CUTYaLMIO.

KnioyeBble cnoBa: MumMuika, NnaHTOMUMUKA, SMOLLMO-
HaslbHble KOApI, CoLpeanuaMm, col-apT.
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Semiotics of the Body and the Language of Art: An
Attempt of the Iconological Interpretation of Social
Realism and Sots Art

In the visual arts of mimicry and pantomimic — they
appear as elements of the artistic language and means of
emotional expressiveness. Body language in the history
of art performs the function of aesthetic communication,
which allows for the exchange of sensory-emotional
experience on both verbal and non-verbal levels.
However, in different eras and periods, morphologically
similar postures can represent different emotions

and carry different semantic loads. Comparing the
morphology of facial expressions and pantomimics in

the history of social realism and Sots Art, it is possible

to trace how similar elements of the artistic language
become a reflection of various sensory experiences and
acquire a differential meaning. Tracing the aesthetic
transformation of stylistic phenomena in the history

of Russian art, it becomes obvious that a change in
ideological paradigms has led not only to a transformation
of the previous economic structure, but also to an ironic
inversion of existing aesthetic experience. The ideological
determinism of socialist realism and social art determined
the place and role of art in the development of social

and aesthetic communications. The figurative system of
works of both socialist realism and social art reflected

the structure of social transformations in society and

was included in the interchange of emotional states,
which were determined simultaneously by ideology and
cultural policy. The informational and energetic function
of emotions in socialist realism and social art was carried
out using facial expressions, pantomimes, which together
represented a stereotype of emotional behavior or an
“expressive self” of a person, which allowed, due to the
dramatization of behavior, to adapt to the situation. The
socialization of emotional manifestations arose when
using the organic manifestations of emotions to influence
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another and during the restructuring of behavior in order
to adequately respond to the situation.

Key words: mimicry, pantomimic, emotional codes,
social realism, Sots Art.
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OTeuyecTBeHHOEe nckyccteo 1930-x rogos

1 TpaHcdopMaLmn TBOPYECKOrOo CO3HaHUS

B cratbe paccmaTtpuaioTcst TpaHchopmaLLMmy TBOPHECKO-
O CO3HaHVIS 1 XYOXECTBEHHON MaHepbl 0TEYECTBEHHBIX
XMBOMUCLIEB, HE OTOXAECTBAEMbIX HENOCPEACTBEHHO

C 0puUUManbLHON NIVHWEN coLpeannama 1 NpoLLeawmx K
Havany 1930-x rofgoB 3Ha4UTENbHbI TBOPHECKUIA NYTh.
OKCMO3MLMS COOTHOLLEHUS HOBbIX MOSIMTUKO-3CTETUYECKIX
OPUEHTMPOB, TBOPYECKMX cyaeb 1 moandukaumin obpas-
HO-XVBOMUCHOMO CTPOS NPOMU3BEAEHMI Psiaa U3BECTHbIX
npencTaBuTenel aBaHrapAa packpbIBaeT creunduky
camMoC0o3HaHus TBopyeckunx aesteneri 8 CCCP.

B pamkax ToTanutapHoro pexvma nckyccteo obpeno
DYHKLMIO BCTETUHECKOrO ¥ MNACTUHECKOrO NPOV3BOACTBA
TEMbI COI03a CHACT/IMBBIX HAPOLOB, CTPOSILLMX COLMANN3M
noz, pykoBoACTBOM napTun. OaHako v B 3TOM coLmasb-
HO-MUbUYECKO KyNIbTYPE 1 YCIOBUSIX KECTKOM XyA0XKe-
CTBEHHOI perfiameHTaLymn MHOrMe Mactepa nbitanncb
COXPaHWTb CBOE 3CTETHKO-M1POBO33PEHHECKOE KPEAO.
OTMeHaloTCs HEKOTOPbLIE MOTVBbLI OTEYECTBEHHOM XMBO-
nncy 1930-x rofoB: MOTVB CBETA Kak OMLETBOPEHNE
JIy4€3aPHOr0 «<HOBOMO MUPa»; «Pa3BoOPOT» OT BO3MYLLHbIX
MPOCTOPOB K 3eMHOW MOBEPXHOCTU B HAYCTPUaNbHOM

1 FOPOACKOM reii3axe; MOTVB BCEOOLLEro NpoLBeTaHns
1 n306unus; o6pa3 coBpeMeHHMKa kak Gr3n4eckoro u
HPaBCTBEHHOrO naeana.

PaccmaTpuBaloTcs TBOpHYECKUe Cyb0bl NpeacTaBmte-
nevi agaHrapaa: obpatlerune K. Manesunya, Hapsiay ¢
MOCTCYNPEMaTU3MOM, K KNAaCCULIM3NPYIOLLEN NUHIN;
nepexof, B. TaTnunHa K npeaMeTHO X1MBOMUCU; pa3Butie
M. PUNOHOBBIM «OPraHNYEeCKON» XNBOMUCH, €ro N30NALUS
OT 0PULIMaNbLHOro NCKYCCTBa. B kamepHbIX neisaxax

C. l'epacumoBa, P. danbka, NeHNHrPaaCcKmX XyA0XKHNKOB
yCMaTpVBaETCs OTCTanBaHNe VHAMBWAYaNbHOrO ne-
pexunBaHns MOBCEAHEBHOCTH, MOPMLIAEMOr0 rocyaap-

CTBEHHOW naeonorunen. B ctpemneHumn cornacoarb CBOU
3CTETUYECKMNE NPVIHLMMBI C MpUopUTETaMmM coLipea-
Nn3Ma OpUEHTaLMs Ha NPeAesbHYI0 N306pa3nTENbHYIO
KOHKPETHOCTb TPaHCHOPMUPOBaIa TBOPHECKYIO MaHePy
psfa xvBonucLes. NMoaoGHbIV «M3N0M» XYAO0XKECTBEH-
HOrO CO3HaHWs Obln XapakTepeH A1t MHOMMX MacTepos,
6yab 1o K. MetpoB-BoakuH, nnn M. Matukos. B nio6om
cnyyae, 1 M. KoH4anoBckumin B cepusx HaTlopMOPTOB, 1

K. Boraesckuii B BU3yanuaaumu npekpacHo Kummepun,
1 M. KyaHeLoB B 06pa3ax n306uans 3emnm — XxpaHunm
naean CBOero NCKyCCTBa B MEHSIOLLMXCS COLMOKYbTYP-
HbIX ycnosuax. MacTtepa aToro NoKoNeHns, Moandeuuvpys
KMBOMUCHYIO MaHepy OT AeKOPaTUBHOCTU, NIOCKOCTHOCTU,
LIBETOBbIX 3KCNEPUMEHTOB K MyOUHHOI NepcnekTuee,
NPOCTPaHCTBEHHLIM pakypcam, o6bemHol popme,
TOHaNbHbBIM HIOAHCaM, OCTaNMChb BEPHBI CBOVIM KITIOYEBbLIM
3CTETUKO-MUPOBO33PEHYECKIM MPUHLIMNAM.

KnioueBble cnoea: coBeTckas KynbTypa, Uaeonorvs,
OTe4eCTBEHHOE UCKYCCTBO, TBOPYECKOE CO3HaHVeE, CoLma-
nuctndecknii peannam, 1930-e roabl.
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The Soviet Art of the 1930-ies and the
Transformations of the Artistic Consciousness
This article is dedicated to consideration of transformations
of artistic consciousness and artistic manner of the national
painters that are not identifying directly with the official
socialist realism line and having the essential creative way
to the beginning of the 1930-ies. Exposition of correlation
of new political-aesthetical guidelines, creative fates and
modifications of figurative manners in creativity of a number
of well-known avant-garde’ representatives discovers the
specifics of the artists’ self-consciousness in the USSR.
Within the totalitarian regime the art had got the function of
aesthetic and plastic production of the theme of the union
of happy nations building socialism under leadership of
the Party. However many masters have tried to save their
aesthetic-outlooking credo in this social-mythical culture
and in conditions of the strict artistic regulation.
Some motives of the national painting of the 1930s are
noted: the motive of the light as embodiment of the radiant
new world”; “turn” from the air spaces to the earth surface
in the industrial and urban landscapes; the motive of the
total prosperity and abundance; the image of the contem-

porary as a physical and moral ideal.

The creative destinies of the avant-garde representatives
are considered: appeal of K. Malevich, along with postsu-
prematism, to classicissima line; V. Tatlin’ passing to the fig-
urative painting; evolution of P. Filonov’ “organic” painting,
the artist’s isolation from the official art. Denouncing by the
state ideology the defend of individual daily occurrence is
perceived in intimate landscapes by S. Gerasimov, R. Falk,
Leningrad artists.

Orientation to the maximum figurative concreteness
transformed an artistic manner of a number of painters in
according to conform their aesthetic principles with socialist
realism priorities. Such artistic consciousness’ crisis was
typical for many masters like K. Petrov-Vodkin, or |. Mashk-
ov. Anyway, P. Konchalovsky in still-life series, K. Bogaevsky
in visualization of the beautiful Cimmeria, P. Kuznetsov in
images of the earth’ abundance — kept their artideal in
changing social-cultural circumstances. Modifying the
painting style from decorativeness, flatness, color exper-
iments to deep perspective, spatial aspects, volumetric
form, tone nuances, masters of that generation remained
true to their crucial aesthetic-outlooking principles.

Key words: Soviet culture, ideology, national art, artistic
consciousness, socialist realism, the 1930-ies.
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KoHuenuua Gesamtkunstwerk B apxurtektype

n apxutekTop O.Y. MblomxuH

CdopmynuposaHHoe Prxapaom BarHepom noHstue
re3aMTKyHCTBEpKa (TOTaslbHOro NPOU3BEEHNS UCKYCCTBA)
NPUMEHUTENBHO K apXUTEKTYPE NPUHATO 06CYXAaTb NOYTH
VCKITIOYUTENBHO Ha MaTepuane asaHrapaa XX seka. Tem He
MeHee XaHc 3ea1bMarp paccMmaTprisaeT NCTopUio eBPO-
nerickoro nckyccrtaa nocne CpeaHunx BEKOB Kak MpoLecc
nocnefoBatenbHOro Co3aaHvs 1 aerpagaumny CMeHs-
IOLLVIX APYr Apyra re3aMTKyHCTBEPKOB, OCHOBaHHbIX Ha
onpeaeneHHbIX Tnax NoCTPOeK (LLepKoBb, ABOPEL, U T.A.).
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Cnepnyet OTMETUTb, 4TO ANst 3ea/ibManpa MMEHHO apxuTek-
Typa OpraHunayeT BCe BO3MOXHbIE [/ COOTBETCTBYIOLLETO
KYJIbTYPHO-MCTOPUYECKOrO TUMa MU3aHCLIEHbI, & HE CYXUT
0605104KOM, B KOTOPOI pa3Bopa4nBaeTcs ApaMaTnyeckoe
LelncTBO, Kak nonaran BarHep. ViHTepecHyio napannens ¢
Teopueit 3epsibMaripa 0GHaPYXMBAIOT TEKCTbI @HMNIACKO-
ro apxuTekTopa, BUAHOro NpeacTaBmtens [oTnyeckoro
Bo3poxaeHusa XIX Beka, O.Y. MNblogxunHa. [lesTensHocTb
MblofKMHA TPaKTYeTCs B IUTEPAType Kak OAHO U3 KIlloye-
BbIX iBNIEHUA anoxu nctopmama XIX seka. OgHako kapTuHa
MUpa, packpelBatoLasics B Tekctax MbloaxmHa, B OCHOB-
HbIX CBOMX HepTax PeLUNTENbHO HEUCTOPWHHA. MMbIOIXUH
nponaraHanMpoBan roTuKy Kak aeanbHylo apxutekTypy,
PYHKLMOHa/IbHBIE CBOMCTBA KOTOPOI HEOTAENVMEI OT €€
CVIMBOIMYECKNX CMBICIOB. MiccneaosaTtenu, nuiuyye o
MblODKMHE, HAXOOATCS B MIEHY NpeacTaBneHnii, chopmm-
POBaHHbIX MOAEPHUCTCKOM ncToprorpaduen, kateropn-
anbHbIN annapar KOTOpor HenpUMeHUM K MNbloaxunHy. B
TekcTax [MbloaXunHa (1 Ha WII0CTPaLMAX K 9TUM TeKCTam)
CPEeAHEBEKOBbIN rOpPOA, NPeACTaeT Kak eanHas, Xyaoxe-
CTBEHHO NpopaboTaHHas cpeaa, BO3AENCTBUE KOTOPOiA
Ha 3puTens 06ecrneynBaeTcs He TONbKO eAMHCTBOM (hOpM
Ha BCEX YPOBHSIX, HO U HEPA3AENEHHOCTBIO STUHECKMX

1 9CTETUHECKMX NPEACTaBneHnii. B npeacrasneqnn
MblofKMHA BCS apXUTEKTYPa OKa3blBAETCS «rOBOPSILLE»,
architecture parlante, Ho TONbKO roTuka, TpaHCAMpYoLLas
VCTUHbI XPUCTUAHCKOrO BEPOYHEHWS, FOBOPUT NPaBUsibHbIE
BEeLUV 1 Ha NPasubHOM A3bike. B cTatbe nokasaHo, 4To
VNMEHHO Takoe NoHUMaHue rotuku, 6amnskoe K npescTas-
nexuio o Gesamtkunstwerk’e, npuyem ckopee B TpakToBKe
3ennbmaripa, yem Barvepa, nomorna lNblogkmHy okasatb
rny6oKoe N NPOACIXUTENBHOE BAVSIHUE HA TEOPUIO U
NpaKkTUKy apXUTEKTYPbI.

KnioueBsblie cnoBa: re3amTkyHcTBEPK, O.Y. MNbIomKIH,

X. Beanbmaiip, P. BarHep, uCTopuvist apxUTeKTypbl, Tpaam-
LS, COBPEMEHHOCTb, CUHTE3 UCKYCCTB.
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The Concept of Gesamtkunstwerk in Architecture and
Architect A.W.N. Pugin

The concept of Gesamtkunstwerk or total work of art
formulated by Richard Wagner is rarely applied to archi-
tecture, apart from 20th-century Avant-garde movements.
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Nevertheless, in Hans Sedlimayr’s Loss of the Middle the
entire history of European art since the Middle Ages is
treated as a succession of total works of art based on
certain building types (church, palace, etc.). Itis worth
noticing that Sedimayr speaks of architecture as of active
force, capable of organizing all the settings required by the
culture of the corresponding period, while for Wagner it is
a mere shelter for the universal drama. Some texts written
by the Gothic revival architect A. W. N. Pugin bear a striking
resemblance to Sedimayr’s concept. Pugin’s activity as an
architect and writer is usually treated as one of the central
events of 19th-century historicism. Strangely enough, his
worldview, as reconstructed through his writings, is obvi-
ously ahistorical. Pugin advocates Gothic as an ideal type
of architecture, in which function is inseparable from the
cluster of symbolic (i. e. Christian) meanings.

Architecture historians writing on Pugin nowadays tend to
interpret his views using modernist categories (form vs.
function, history vs. modernity etc.), which, in Pugin’s case,
obscures his real intentions. Pugin’s texts and illustrations
to these texts present a model medieval city as an artistic
unity, whose effect on the spectator is provided not only
by unity of form on all levels, but also by unity of ethics and
esthetics. For Pugin all architecture is architecture parlante,
butitis only Gothic which speaks right things using right
language. It seems highly probable that the closeness of
Pugin’s interpretation of medieval Gothic to the notion of
Gesamtkunstwerk played the crucial role in his effect on
contemporary architecture and architectural theory.

Key words: Gesamtkunstwerk, A.W.N. Pugin, Hans
SedIimayr, Richard Wagner, history of architecture,
tradition, modernity, art synthesis.
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BukTtop BacHeuoB u Akcenu Fannen-Kannena.
Bepcum HauMOHANBHOIO POMaHTU3Ma

CTaTbs NOCBsLLEHa CPaBHEHWIO TBOPYECKUX Grorpaduii
1 Xy[OXECTBEHHOIO HACNeAMs ABYX BEAYLLMX MacTepoB
HaLMOHaNbHOro pomMaHTamMa B Poccum n @uHNSHAUN
py6exa XIX—XX BekoB — Buktopa BacHeuoBa n Akcenu
["anneH-Kannenel. B Hayane Tekcra gaetca xapakrepu-

CTUKa UCTOPUKO-MONUTUYECKON 06CTaHOBKW, OCOOEHHO
NOBAVABLUEN HA pPa3BUTUE NATPUOTUYECKMX NOEN B
duHckom nckycctae B 1880-1890-e rofbl. B 0OCHOBHOW
4acTn paccMaTpuBaeTCs NPOLLECC Nepexoaa OT XaH-
POBOVI XMBOMUCHK K PONBKIIOPHO-3MUYECKUM CIOXETaM,
COMNPSIKEHHBbIV C POCTOM MHTEpPEeca K HaLMOHabHbIM
KynbType 1 uckyccray. OcBavBasi HOBbIN XaHp TBOpYe-
CTBa ¥ CTPEMSACH K COXPaHUTb ayTEHTUYHOCTb HAPOAHON
KYNbTYPbl, OHW UCKaM BEPHbIN XYA0XECTBEHHbIN A3bIK:
aKTVBHO MCMOMb30BaNV NPUEMbI CTUIN3ALMM, CTPEMSICh
NoAYEPKHYTb CBONCTBEHHYIO HOSLKIOPY YCIOBHOCTb U
TMnnaaumio. Takxe oTmedaeTcs, 4To Mannen-Kannena, B
oTan4ne ot BacHeuosa, n3bvpas cloxeTsl «Kanesanbl»,
VCNONb30BaN KOMMO3ULIMOHHBIE CXEMbl N3BECTHBIX €B-
poneiicknx 06pasoB: HanpuMep, B TPUNTUXe «JlereHaa
06 AHO» yragbiBaloTcs 4epTbl «AnosnoHa n JadHbi»,

B KapTuHe «MaTb JleMMuHkanHeHa» — «feeTbl» 1 14,,
4TO cnoco6CTBOBANO y3HABAEMOCTW ero paboT ans
€BPONEenCKnx 3apuTenei, He 3HakOMbIX C KapesSibCK1M
donbknopoM. Bo BTOpor 4actu paccmatpusaeTcs yya-
CcTne 060mX XyA0XHVKOB BO BcemupHoii BeicTaske 1900
roga B MNapwxe. lna BacHeLoBa, UMeBLLIEro Ha poaviHe
LUMPOKYIO NONYNSIPHOCTb, 3Ta BbICTABKA OKasanacb
Heyaa4yHon, B TO Bpems kak ManneH-Kannena, nosnum-
OHMPOBABLLUNIA YePE3 CBOE MCKYCCTBO HALMOHAbHYIO
VMAEHTUYHOCTb M aHTUMMMNEPCKNE NHTEPECH! (PUHCKO-
ro Hapopaa, 66l YA0CTOEH 3PUTENBCKUX CUMNATNIA 1
30/10TbIX Harpag,. Ans 060ux xyAoxHvkos BcemmnpHas
BbICTaBKa cTana cBoeobpasHbiM BOAOPA3AENoM. Yxe B
Havane XX Beka Ha GoHe CTPEMUTENBHO MEHSIOLLErocs
Mupa nx paboTel CTanv NOABEPraThbCs KPUTUKE 1 06-
BUHEHWAM B apxan4yHocTu. Bruorpadusam n TBOpHeCKOmn
AEeATENbHOCTIN XYA0XHVKOB TOr0 NeproAa NocesLLeHa
3aKIo4UTENbHANA YacTb CTaTby. YkadblBaeTCcs, YTo
HaunoHanbHO-poMaHTnyeckre naen BacHeuosa n Man-
neH-Kannensl NOCyxunm 0CHOBOWM Ans GopM1MpoBaHns
06LLECTBEHHO-NONNUTUYECKIMX B3MSA0B, @ VX NO3AHee
TBOPYECTBO MOXET paccMaTpuBaTbCs Kak CBOe0Opas-
HbIl XyJ0XECTBEHHbI MaHNMECT.

Kniouesble cnoBa: Buktop BacHeuos, Akcenu Man-
nex-Kannena, HaumoHanbHbIn POMaHTU3M, pycckoe
MCKYCCTBO, PUHCKOE MCKYCCTBO, HALMOHANbHbIN
donbknop.
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Viktor Vasnetsov and Akseli Gallen-Kallela. Versions
of National Romanticism

The article is devoted to a comparison of creative
biographies and the artistic heritage of two leading masters
of national romanticism in Russia and Finland at the turn

of the 19th—20th centuries-Viktor Vasnetsov and Akseli
Gallen-Kallela.

The beginning of the text describes the historical and
political situation, which especially influenced on the
development of patriotic ideas in Finnish art in the
1880-1890s. Initially, the text examines the process of
transition from genre painting to folklore and epic subjects,
connected with growing interest in national culture and art.
The desire for authenticity contributed to a change in their
artistic language: they actively used stylization techniques,
trying to emphasize the conventionality and typification
inherentin folklore. Mastering a new genre of creativity
and striving to preserve the authenticity of folk culture,

they were looking for the right artistic language: they
actively used stylistic techniques, trying to emphasize the
conventions and typification inherent in folklore. Itis also
noted that Gallen-Kallela, unlike Vasnetsov, choosing the
plot of Kalevala, used compositional schemes of famous
European images: for example, in The Legend of Aino
triptych the features of Apollo and Daphne are discerned, in
the Lemminké&inen’s Mother painting—the features of Pieta,
etc., which contributed to the recognition of his works for
European people who are not familiar with Karelian folklore.
The second part of the article describes the results of the
participation of Gallen-Kallela and Vasnetsov in Exposition
Universelle of 1900 in Paris, which became a significant
event for both masters. For Vasnetsov, who was widely
popular in his homeland, this exhibition was unsuccessful,
while Gallen-Kallela, who positioned the national identity
and anti-imperial interests of the Finnish people through his
art, was awarded spectator sympathies and gold awards.
For both artists, the Exposition Universelle became a

kind of watershed — already at the beginning of the 20th
century, against the backdrop of a rapidly changing world,
their work began to be criticized and accused of archaism.
The final part of the article is devoted to the biography and
creative activities of artists at the beginning of the 20th
century. Against the backdrop of a rapidly developing
world, Vasnetsov and Gallen-Kallela did not abandon the
national romantic ideas that formed the basis of their
socio-political believes.

Key words: Viktor Vasnetsov, Akseli Gallen-Kallela,
national romanticism, Russian art, Finnish art, national
folklore.
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«CuHTe3unpylowme» TeHaeHUuMn B TBopyecTee Kape-
na WkpeTsbl. LlepkoBHas XxnBonucb

CraTtbsi NOCBSLLEHA TBOPHECTBY HE3AYPSAHOMO YELICKOro
xynoxHuka Kapena LLkpeTbl, 4O CUX NOP Mano nay4eHHo-
My B OTeHeCTBEHHOW Hayke. Kapen LLkpeTa Bo3rnasnsn
MHOr0 NIeT oburLManbHbI XMBOMUCHLIV Liex. Cpeaun
3akaayvikos LLIkpeTbl rnaBHOe MECTO 3aHMMana kaTto-
nnyeckas LepkoBb. B MOPTPETHOM XNBOMMUCH XYLOXHVK
CBSI3aH C CaMbIMU 3HATHBIMY poJamu nocnebenoropckom
Yexun — HYepHuHbiMuy, LUTepHBGepkamu, JTobkoBuTLAMY.
ABTOp OTMEYaeT MHTEPTEKCTyasbHblE CBS3M XNBO-

nucw LLIKpeTsl ¢ pRAOM CTUAMCTUYECKMX 1 MOTUBHBIX
3/1EMEHTOB MHOIVX EBPOMENCKNX XyA0XHUKOB. BaxHow
0COBEHHOCTbIO LLIKpeTbl SiBMNach TEHAEHLNS CUHTE3aLmMn
4epT pasnnyHbIX HALMOHabHbIX EBPOMNENCKIMX WKOS, 4TO
[ienano HalMoHanbHOe NCKYCCTBO BaXHOW 4aCTbio Haj-
HaLMOHaNbHbIX UICTOPUYECKMX NPOLLECCOB €BPOMNENCKOn
KynbTypbl Havana Hosoro Bpemenu. B LeHTpe 60nblumnH-
cTBa npousseaeHnii LLIkpeTsl — YenoBeyeckas IM4HOCTb.
Yenosek BUANTCA XyA0XHUKY BCeraa B AeVCTBUN, Jaxe

B LIEPKOBHbIX KOMMO3WLMAX PEAKO BCTPEYAIOTCH CLEHbI
6naxeHHOro cosepLanusa nnmn akctasa. Kak npasuno, re-
POV LIEPKOBHbIX KapTUH LLIKpeTbI XMBYT 1 AENCTBYIOT KaK
CWIbHbIE, LieNbHbIE, aKTUBHbIE Noan. B cTatbe noapo6Ho
aHaNM3NPYITCA NPON3BEAEHNS LIEPKOBHON XNBONWCH
LLIkpeTsl, coyeTaloLLein oTobpaxeHne macluTabHoOCTH
COObBITUIA N NOBCEAHEBHOW, Y3HaBaeMO MaTepuab-
HO-6bITOBOV Cpefbl, B KOTOPOW OHW cBepLuaioTcs. OTme-
4yaeTcs, YTO NPV BCEM MHOr006pasunm Xy10XeCTBEHHbIX
VIMMYNIbCOB ONPEAENSOLLIM CTUINCTUHECKUM PakTOPOM
TBOpYecTBa LLKpeTbl ocTaBanock 6apokko.

KnioueBble cnosa: xvsonucs LieHTpansHo EBponsl,
Kapen LLkpeTa, CUHTE3 XyA0XECTBEHHbBIX TEHAEHLWIA,
HaAHaLNOHabHbINA CTWMb, LLEPKOBHOE UCKyccTBO, CTpa-
CTV XprUCTOoBbI, 6aPOKKO, OPAEH NE3YNTOB, TEaTPasb-
HOCTb KOMMO3ULWIA.
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“Synthesizing” Tendencies in the Art of Karel
Shkreta. Church Painting

The article is devoted to the art of the outstanding Czech
artist Karel Skreta, still little studied in Russian science.
Karel Skreta headed for many years the official painting
guild. The main customer of the artist was the Catholic
Church. ®nd in the portrait genre Skreta was associated
with the most noble families of post-belogorskaya
Bohemia - Czernins, Sternberks, Lobkowiczkes. The
author notes the intertextual connections of Shkreta's
painting with a number of stylistic and motional elements
of many European artists. An important trend of Shkreta
was the tendency to synthesize the features of various
national European artistic schools, which made national
art an important part of the supranational historical
processes of European culture of the beginning of
Modern times. At the center of many Skreta's works is
the human personality. The artist shows a man always

in action, even in Church composition scenes of blissful
contemplation or ecstasy are rare. The heroes of the
Church paintings of Shkreta live and act as strong,
holistic, active people. The article analyzes in detail the
works of Church painting by Shkreta, which combines
the display of the scale of events and its recognizable
material everyday environment. It is noted that with all
the diversity of artistic impulses, Baroque remained the
defining stylistic factor of Screta’s art.

Key words: painting of Central Europe, Karel Skreta,
synthesis of artistic trends, supranational style, Church
art, Passions of Christ, Baroque, Jesuit order, theatricality
of compositions.
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CeMupaackuii-nopTpeTuct

MopTpeT — HanmeHee n3ydeHHas 061acTb TBOPHECTBA
eHpuxa Cemupagckoro. CyllecTByloLLe NopTPeThI
XYA0XHVKA MOXHO pasaenuTb Ha HECKONbKO Hanpas-
nenHnin. 1. TunnampoBaHHble MOPTPETHI C aleMeHTaMu
KOCTIOMMpOBaHWs. CeMUpPaacKunii B COBPEMEHHbBIX
UTaNbAHKaX ULLET KPacoTy PUMASHOK aHTUYHBIX BDEMEH.
B 9TOM emMy NOMOraloT CTapyHHbIE YKPaLIEHWsI, TPUYecKU,

ApanupoBKy, UMUTUPYIOLLME OAeXAY CBOOOAHOrO NOKpost
aHTU4HOM "peunn n Puma. «LpiraHku», «<rpevaHkmn» n
«PUMASHKU>» CEMMPAACKOrO HA HOBOM MCTOPUYECKOM
3Tane akTyanm3upyoT XaHp «roN0BOK», N06UMBIR XVIII
BEKOM. DTV NOPTPEThI BO3HMKANM B NpoLecce paboTsl
Cemupafckoro Hag, 60bLWMMU XONCTaMU <13 aHTUHHOW
Xn3Hn». Cemupanckuii niobwn Belbupate Ans nofo6-
HbIX MOPTPETOB GaHTacTn4eckme GoHbl C KPYMHbIM
LIBETOYHBIM PUCYHKOM, KyAa, Kak eLLe OAWH LBETOK,
«BnaeTanacb» ronosa mozenn. Ero konopuctunyeckve un
KOMMO3MUMOHHbIE PELLIEHNS B NOPTPETE NPeaBOCXMLLaNN
NOPTPETHbBIE NCKaHWA 3N0oXM MoAepHa. 2. MNcuxonoruye-
CKW TOYHbIE, BHUMATESIbHbIE K XapaKTepy, BO3PacTy, BHY-
TPEHHEMY MUPY peanncTnieckre NopTpeTsl bamxanero
OKPYXEeHWS XyA0XHMKa — OTLA, MaTepU, XeHbl, CbIHOBEW,
aBTOMOPTPETHI, NOPTPETLI 6AN3KMNX Apy3en. 3. MNapadHsie
NOPTPETHI NONBbCKOW 3HaTH — JTioasnka BoasnHckoro
(1880), kHArMHM Mapwvn SneoHopsl JTI060MUPCKOiA
(1881), rpacduvHn Toiwkesny (1889). Cemunpanckuii
noa4epkvBaeT HaLUMOHabHbIE YEPTbl MOSIbCKUX MOZEe-
nen. «[Moptpet Jlioasura BoaanHckoro» npeacrasnset
cTuaM3aumnio nog nonbckui noptpet XVII Beka. «[optpeT
rpaduHn ThilWKEBWY» — NPUMEP NapazsHoro nopTpeTa B
HEOKNaCcCM4eCKoM CTue. ApUCTOKPATUYHOCTb 06vka

Y MHTENNEeKTyanbHas yTOHYEHHOCTb MOAEN CTaHOBSATCS
OCHOBOW 06pa3Hol XapakTePUCTUKN.

KnioueBble cnoBa: /IckycCTBO BTOPOM NOA0BUHBI XIX
Beka, MeHpux Cemupanckuii, nopTpeT.
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Siemiradzki the Portretist

Portrait-the least studied area of creativity of

H. Siemiradsky. Portraits of the artist can be divided into
three main directions. 1. The typified portraits with old
costume elements. Siemiradzki in modern Italians looks for
beauty of Romans of antique times. The ancient jewelry,
hairdresses, draperies imitating clothes of antique Greece
and Rome helped him. Siemiradzki's “Gypsies,” “Greek
women” and “Romans” at a new historical stage staticize
a genre of “heads,” beloved to 18 century. These portraits
appered in the course of Siemiradzky's work on big
canvases “from antique life.” Siemiradzky liked to choose
for these portraits fantastic flower backgrounds. Its color
and composition anticipated portrait of art nouveau. 2.

Realistic portraits of the immediate environment of

the artist, attentive to character, age, inner world-his
father and mother-in-low, wife, sons, self-portraits,
portraits of close friends. 3. Smart portraits of the Polish
nobility—Ludwik Wodsinski (1880), the princess Maria
Eleonora Lyubomirskaya (1881), the countess Tyshkevich
(1889). Siemiradzki emphasizes national lines of the
Polish models. Ludwig Vodzinsky's Portrait represents
stylization under the Polish portrait of the 17 century.
Tyshkevich—an example of a smart portrait in neoclassical
style. Aristocracy and intellectual refinement of model
become a basis of the characteristic.

Key words: Art of the second half of the XIX century,
Henryk Siemiradzki, portrait.
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MuckaTop — ckaHAanucT, BbiMoraTtesnb

n «pacTpatyuk». K Bonpocy o He3aBuCMMOCTU
pexuccepa B rogbl aMurpauumn

B cTatbe paccmatpuBaeTcs GpparmMeHT KU3HU 1 TBOpYe-
cTtBa OpsuHa lNrckatopa, OAHOrO K3 BENVKNX PEXNCCEPOB
XX Beka, amurpuposasLuero B Cosetckuii Colod B Havane
1930-x. Peub npet o pabote MNuckaTtopa Hag, duibMoM
«BoccTaHne pbibako», KOTOPbI AOMXKEH Obll CHAMATLCSA
B Onecce, 0 6eCcKkoHeYHbIX Tskbax ¢ COBETCKUMY ODULIN-
abHLIMW UHCTaHLMSIMU, O HEBO3MOXHOCTUN pexuvccepa
OpraHnM3oBaTb HOPMaslbHbIN TBOPHECKNI MPOLLECC B
YCNOBUSIX COBETCKOW COLMANbHOM AEACTBUTENbHOCTU.
Cynpba pexuccepa NponeTapckoro Tearpa, MMWeHHOro
rMTNepoBLaMM rpaxaaHcTea, chopmmpoBana 13 Hero
«yenoseka 6poasyero Teatpa». H1 ycnexa, H1u npusHaHus
B CCCP pexuccep He nosnyyums, 06CToATeNbCTBAM Yero 1
nocesiLieHa ctatbs. MHorve ero paboTsl nprobpenu cra-
TYC OTNIOKEHHOIO NCTOPUKO-XYA0XKECTBEHHOMO CNPOCa,

a HOBATOPCKME MAEV HE B3bICKANW NOAAEPXKKN Y Konner
no Lexy, He cHMTas HecKosbKux Apyaen. MNuckatop ctan
XYAOXHUKOM, MOMNaBLLMM B TUCKM COBETCKO GlopokpaTtin
1 BOMIOHTapr3mMa peasnbHON NPoAeTapckol CUCTEMBI.
KnioueBble cnosa: [Tuckatop, amurpauus, [lpone-
TapcKuii Teatp, KNUHO, XyAO0XHUK, Mexpabrnomeuibm,
OVI3EeHLUTEIH.
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Piskator is a Brawler, Extortionist and
“Squandering”. On the Issue of Director
Independence During the Years of Emigration

The article deals with a fragment of the life and work of
Erwin Piscator, one of the great directors of the 20th
century, who emigrated to the Soviet Union in the early
1930s. The author describes Piscator's work on the movie
"Uprising of fishermen", which was to be filmed in Odessa,
the endless litigation with the Soviet official authorities, the
director's inability to organize a normal creative process

in the conditions of Soviet social reality. The fate of the
director of the proletarian theater, deprived of citizenship by
the Nazis, formed him as a "man of the wandering theater.”
Neither success nor recognition in the USSR, the Director
has not received, the circumstances of that situation are
discussed in the article. Many of Piscator’s works have
acquired the status of deferred historical and artistic
demand. His innovative ideas have not sought the support
of colleagues, except a few friends. Piscator became an
artist caught in the toil of the Soviet bureaucracy and the
voluntarism of the real proletarian system.

Key words: Piscator, emigration, proletarian theater,
cinema, artist, Mezhrabpomfilm, Eisenstein.

UcTopusa pycckoro nckyccrea

PaxmaHoBa MapwuHa MNaBnoBHa

J1OKTOp MCKYCCTBOBEAEHWVSA, BEAYLLMIA HAYYHbIA CO-
TPYLHVIK, CEKTOP UCTOPUK MY3bIKK, TOCYAAPCTBEHHbIN
VHCTUTYT MCKYCCTBO3HaHMs, Mockea
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Pycckoe uepkoBHoe neHue 1820-x — Hayana 1880
rofl0B: «NPOCTOE NeHUe» U MOHACTbIPCKUE POCMEBbI
B kayecTBe OCHOBHbIX XapaKTePUCTUK MOHACTLIPCKOW
NEeBYECKO Ky/bTypbl HaKaHyHe Bennkoro nepenoma s XVl
CTONETU yKasbiBaloT 06bIYHO «MHOFOPOCMEBHOCTb> U
«MPOCTPAHHOCTb» MMaBHbIX MO MONOXEHWIO B CNyXGax nec-
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HOMEeHWIA, YTO AaeT NCCNeA0BaTENSAM OCHOBAHWS FOBOPUTL
0 nocTeneHHoM croxeHnm yxe B XVII Beke Hekoel obLue-
PYCCKOM MOHACTBIPCKOW Tpaauumm, OTINYaBLIENCs CBOUM
60raTCTBOM OT MPUXOACKOr0 NEHNs (XOTA OOLLNIA CTUIb
ocTaBancs, KOHe4Ho, eanHbiM). B XVI Beke B MOHACTbIP-
CKOW KynbType BO3HUKAOT pasHble GOpMbl MHOrOronocus.
Bce 3T MHOrorofnocHsle GopMbl GbITOBaSIN B HEBMEHHO
HoTaLwmK, He AatoLLeit abCoMOTHOM BEICOTHOCTH U TOYHOMO
pUTMa, 4TO 1 MO Cel ieHb 3aTPYAHSET PacLUMPPOBKY ApeB-
Hero MHororonocwus. Heckonbko noaxe, ¢ cepeauHbl XVII
BeKa, NpakTU4ecky OAHOBPEMEHHO C PACnpPOCTPaHeHeM
NATUANHENHON HOTaLLWM («KBAAPATHOW HOTbI»), MOSBASIOT-
cs 6onee npocTble HGopMbl aKKOPAOBO-rapMOHNYECKOrO
MHOMOroNn0Cus, B KOTOPbIX YXXE OLLYTUMbI EBpONenckme
BAVAHNUSA. B 3TOM HOBOM CTune Obin rapMOHN30BaH eaga in
He BECb NeBYECKNI 00MX0L, TO ECTb K CTapbiM poCrneBam
ObInn «NOACTaBNEHbI» FON0CA, AAIOLLME NPOCTBIE rAPMOHU-
Yeckune co3Byyusi. B cTaTbe paccMmaTpuBatoTCs xapakrep-
HblE SIBNIEHNS B LIEPKOBHOM Nernm XIX Beka: camoObITHbIE
MOHaCTbIPCKVE POCMEBbI, «NPOCTOE» MNEHVe, ycBanBas-
Leecs no Cnyxy v 3By4aBLUee B xpamax no Bcein Poccun,

1 yTBEPXIAEHHOE LIeH3YPOI «<HOTHOE» NeHne, NpeacTas-
nsiBLLUEee COO0I UCMONHEHNE NePENOXeHNI N COYUHEHNI
AMpexkTopos MMpraBoOpHON NEBYECKON Kanennbl.
KnioueBble cnoBa: Poccuisi, iepkoBHoe rneHue, XIX Bek,
MOHACTBIPCKNE POCMEBLI, «NPOCTOE» NEHWE, «<HOTHOE»
neHve.
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Russian Church Singing of the 1820s — Early 1880s:
“Simple singing” and the Monastic Chants

As the main characteristics of the monastic singing
culture on the eve of the great turning point in the 17th
century, they usually indicate “multi-chanting” and
“spaciousness” of the main chants in the services, which
gives researchers reason to talk about the gradual
addition in the 17th century of a certain all-Russian
monastery tradition, distinguished by its wealth from
parish singing (although the general style, of course,
remained the same). In the 16th century, various forms
of polyphony appeared in the monastic culture. All these
polyphonic forms existed in irrelevant notation, which did
not give absolute pitch and exact rhythm, which to this
day makes it difficult to decipher the ancient polyphony.

A little later, from the middle of the 17th century, almost
simultaneously with the spread of the five-line notation
(“square note”), simpler forms of chord-harmonic
polyphony appear in which European influences are
already noticeable. In this new style, almost the entire
singing routine was harmonized, that is, the voices giving
simple harmonious harmonies were “substituted” to

the old chants. The article discusses the characteristic
phenomena in church singing of the 19th century: original
monastic chants, “simple” singing, which was learned

by ear and sounded in churches throughout Russia, and
“musical” singing, approved by censorship, which was a
performance of transcriptions and compositions by the
directors of the Court singing chapel.

Key words: Russia, church singing, 19th century,
monastic chants, “simple” singing, “sheet music” singing.

CunoBckas Hatanua BnagumupoBHa

J1OKTOp MCKYCCTBOBEAEHNS, ANPEKTOP [[0CynapCTBEHHO-
rO UHCTUTYTa MCKYCCTBO3HaHUs, Mockea
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«Hy 4TO X, NnoeaemM Ha KBapTupbl...» K npoéneme
WHCTUTYanu3aumm HOBOro TUNa roposckoro Xuibs B
nopedopmeHHoii Poccumn

CraTtbs NOCBALLEHA MHCTUTYaNM3aummn KBapTupsbl B
Ka4yecTBe NPeBaMPYIOLLLEro Tvna ropoACKOro Xusbs, 3a-
[aBLuei HoBbIV MacLiTab NnpeaMeTHO-NPOCTPaHCTBEHHOM
Ccpezbl N HOBbIE NMPUOPUTETEI €€ 00YCTPOCTBA. DTOT NPO-
Liecc, OT4eTINBO 3asBMBLLWI O cebe ¢ 1860-x ronos, Obin
CBSI3aH C COLMANIbHBIMU U3MEHEHUSIMU, MPONCXOAVBLLN-
Mn B nopedopMeHHo Poccum 1 npexae BCero ¢ poCTom
rOPOACKOro HaCeNeHUs 1 YCIOXHEHVEM Ero COLMaNbHOM
ctpatndukaummn. OaHako y aTux nepemer 6bina v apyras
CTOPOHA, NPOSIBUBLLIASICS HE TOSIbKO B BbIHYXAEHHOM
YNNOTHEHUW 1 AnddepeHumanm ropoacKom 3aCTpoku,
HO 1 CMeHe noaxoaa K 06yCTPOMCTBY XWbIX NPO-
cTpaHcTB. [TOMVMMO Pa3BUTUSI CTPOUTENBHOW NHXEHEPWN,
NOSIBNEHVS HOBbIX MAAHUPOBOYHBIX CUCTEM N TEXHUYECKIMX
HOBLLECTB, CNeCTBMEM 3TOr0 CTaNo NPUHLMANANLHOE
V3MeHeHne chepbl NPUNOXeHNa AeKOpaTVBHO-NPU-
KNaAHOro NCKYCCTBa, NPUBEALLEE K KOHLLY CTONETUS K
GopMUPOBAHMIO HOBOI CTPYKTYPbI €r0 OCYLLLECTBAEHNS,
akTyasibHOW 1 Mo Cei AeHb. B cTtaTbe paccmaTtprBaeTcs
nepBbIi 3Tan 3TOro NpoLecca: yrBepXxaeHne KBapTpsl B

KayeCTBe OCHOBHOM GOPMbI MPE3EHTATMBHOIO rOPOACKO-
ro xunuia, yto Ha npumepe CaxkT-MeTepbypra MOXHO
OTHeCTU K Havany — nepsoli nonosuHe 1880-x rogos..
KnioueBble cnoBa: kBapTupa, 0COOHSIK, AekopaTus-
HO-MpUKNaAHOE NCKYCCTBO, MaHMpPOBKa, BOAOCHAOXe-
HWe, oTonneHne, kaHannsaums, 4oM Mypysu.
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“Well, let's go to the apartments...” To the Problem
of the Institutionalization of a New Type of Urban
Housing in Post-Reform Russia

The article is devoted to the institutionalization of
apartments as the prevailing type of urban housing, which
set a new scale for the environment of subjects and new
priorities for its arrangement. This process has clearly made
itself known since the 1860s and it was associated with

the social changes that took place in post-reform Russia
and, above all, with the growth of the urban population

and the complication of its social stratification. However,
these changes had another side, manifested not only in the

compelled compaction and differentiation of urban building.

It also led to a change in approach to the arrangement

of residential spaces. In addition to the development of
building engineering, the emergence of new planning
systems and technical innovations, the consequence of
this was a fundamental change in the scope of application
of decorative and applied art, which led to the end of

the century to the formation of a new structure for its
implementation, relevant to this day. The first stage of

this process is considered in the article: the approval of
the apartment as the main form of a presentable urban
dwelling; using the example of St. Petersburg, it can be
attributed to the beginning—the first half of the 1880s.

Key words: apartment, mansion, arts and crafts, layout,
water supply, heating, sewage, Muruzi House.

MacToH AneoHopa BuktopoeHa

JI0KTOP VCKYCCTBOBEAEHUS, MaBHbIN HAY4HbI COTPYA-
HVIK OTAeNa XMBONUCK BTOPOIA NONOBKHLI XIX — Havana
XX Beka "'ocynapcTBeHHON TpeTbsKOBCKOM ranepeu,
Mocksa

ORCID ID: 0000-0002-4896-9481

pastonella@mail.ru

642
643

YAK 7.03

BBK 85.103(2)

JOesTenbHoCTb AGPaMLEBCKOro Kpy>XKa B KOHLen-
uumn akcnoauuum «Pycckuii ctuns. OT ucTopuama K
moaepHy» B BMANMU

B cTatbe paccMoTpeHbl 0COBEHHOCTH KOHLLENLIMN HOBOW
3KCNo3numm «Pycckuii ctunb. OT UCTOPU3Ma K MOAEPHY»
BO Bcepoccuinickom My3ee ekopaTrBHO-MPUKIaAHOro
MCKYCCTBa U POSib AeATENBHOCT ABPaMLEBCKOrO Xy10-
XECTBEHHOIO KpykKa B GOPMMPOBaHNN €€ OCHOBHbIX
KOHLLENTyanbHbIX MPUHLMMOB. ABTOP CTaTby, Kypatop
3KCNO3MUMK, AENUTCH C YUTaTENAMY CBOVIMUN Pa3MbILLI-
JNIEHVAMM NO NOBO/Y SIOMMKU OCHOBHbIX MONOXEHWIA
KoHuenumn. NMpobnemel GopMrMpoBaHUS 1 Pa3BUTUS
PYCCKOro-Heopycckoro CTUAs, BKIOYatoLLIMe BCIO COBO-
KYMHOCTb SIBNEHUIA, CBA3AHHbIX C MOVCKOM CaMOObITHOrO
HaLMOHaNbHOMO CTUAS B PYCCKOM MCKYCCTBE N apXUTEK-
Type XIX — nepson yetBepTn XX BEKA, TEPMUHONIOISA,
OTHOCALLASCS K 3TUM ABNEHWAM, BCerAa Obiin 1 10 Cux
nop OCTalTCA NPEAMETOM Hay4HbIX CNOPOB. 3a HUMK
CTOSIT BONPOCHI AvddepeHLmaLmm 3Tnx aBAeHni, nx
TpakToBKa. [lesTenbHocTb AGPaMLEBCKOrO Kpyxka daeT
GoraTeiwmnii matepuan s NposiCHEHWS CyLLLEeCTBY-
IOLLIMX BOMPOCOB, A1 Hanbosee NoAHOro 0CBeLLeHns
nyTein pa3BuTHa PyCCKOro-HEOPYCCKOro CTUAS, YeMy
nocBsilLeHa HoBas akcnoauumsa Bcepoccuiickoro myses
[,eKopaTUBHO-NPUKNAAHOMO UCKYCCTBA.

KnioueBblie cnosa: Myseit, akCnosuums, AekopaTusHoe
VCKYCCTBO, HEOPYCCKWIA CTUb, UCTOPU3M, MOLEPH,
ABPaMLEBCKMNIN KPYXOK.
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Abramtsevsky Circle In the Concept of the
Exposition "Russian Style. From Historicism

to Modernism” in the All-Russian Museum of
Decorative and Applied Art

The article considers the features of the concept of

the new exhibition Russian style. From historicism to
modernity in the All-Russian Museum of Decorative

and Applied Art and the role of the Abramtsevsky Art
Circle in the formation of its basic conceptual principles.
The author of the article, the curator of the exhibition,
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shares with readers his thoughts on the logic of the main
provisions of the concept.

Russian and neo-Russian style formation and
development problems, including the whole set of
phenomena associated with the search for an original
national style in Russian art and architecture of the 19th
— first quarter of the 20th century, terminology related to
these phenomena, have always been and still remain the
subject of scientific disputes. They are connected with
the questions of differentiation of these phenomena, their
interpretation.

The activity of the Abramtsevsky Circle provides a

rich material for clarifying existing issues, for the most
complete coverage of the Russian and neo-Russian style
development, which is devoted to the new exposition of
The All-Russian Museum of Decorative and Applied Art.
Key words: museum, exposition, decorative art, neo-
Russian style, historicism, Art Nouveau, Abramtsevsky
Circle.

Jindpwmy, Jles UcaakoBuy

JIOKTOP 1CKYCCTBOBEAEHUS, 3aBEAYIOLLNIA CEKTOPOM
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MNCKYCCTBO3HaHMs, MockBa
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J1oKTOp MCKYCCTBOBELEHWS, BEAYLUMIA HAaY4YHbIV COTPYA-
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OnbIT paboTbl Hag HOBOW «UcTopuMeil pycckoro
ucKyccTea»

Co BpeMeHM BbIxoaa B CBET npeaplayLen «Mctopun
pycckoro uckycctea» (1953-1969) nccnenosaHua

[ PEBHEPYCCKOro NCKYCCTBA U CPeHEeBEKOBOr0O UCKYC-
CTBa CTPaH BU3aHTUINCKOrO apeana B KOPHE U3MEHWUN
NOAXOA, K M3y4eHunio uckycctaa JpesHein Pycu, nossonvs
paccmatpvBaTh €ro B 06LLIMPHOM UCTOPUYECKOM
KOHTEKCTE. MIBMEHUBLUMINCS NOEONOrMHECKNA KNMmarT B
CTpaHe No3BoAuA OTOWTY OT 0duULIMaANbHBIX aTeNCTUYe-
CKMX YCTAHOBOK W JIOXHOTO NMOHUMaHWS aBTOXTOHHOCTU U
«HAPOAHOCTW>.

B cBoeM maclutabHOM UccneoBaHny aBTopsl «Mcto-
puvn...» CTPEMUINCH PackpbITb cCBoeobpasune o6pas3Horo
MBbILUNEHNS CPEAHEBEKOBLIX MACTEPOB, MyTH Nepefayu
TEXHUKO-TEXHONOMMYECKMX 1 CTUAMCTUYECKMX TPAAMLMIA,
NPVHLMNBLI GOPMUPOBaHWS 1 peannsaummn 3ambiCNoB
6onblunx aHcamoneit. O4eBMAHO, YTO N3AaHMSA NOAO0OHO-
ro poja HyXJaloTcs B CEpbe3HOM CpaBOYHOM annapare
1 06WMPHOM nnntocTpruposaHm. OAHOBPEMEHHO
nccnenosartenu otaatot cebe oT4eT B 0C000 BaXHOCTH
PacCMOTPEHVSi MPOLIECCOB APEBHEPYCCKOrO NCKYCCTBA
Ha LUMPOKOM KyNbTyPHO-1CTOpUYeckom doHe. MNocnes-
HAs 3aja4a npeanonaraet, 4ToObl 3aayMaHHOe usfgaHune
npuo6peno Gbl ka4ecTBa MMEHHO UCTOPUM UCKYCCTBA, a
He aHuMKIoneann.

B Takom opmate NpoekT OpueHTUpyeT aBTOPOB Ha
BOCCO3/aHVe KapTViHbl Pa3BUTUS XyA0XKECTBEHHBIX
NpPOLECCOB, Ha aHann3 GakTopoB, UX ONPeaeNFoLLVX U
Ha HUX Bvsiowmx. Takum o6pasom, paboTa Hag HOBOW
«/IcTOpwrel pycckoro nckyccrea» BknoyaeTt B cebs kak
npviemMbl NPUCTaNbHOrO MUKPOaHaM3a Matepuana, Tak n
ob6obuiatoLLme NpreMbl MakpoaHanmaa.

KnioueBble cnoBa: peBHEPYCCKOE NCKYCCTBO, CTPaHbl
BOCTOYHO-XPUCTNAHCKOrO MMPa, LOMOHIOJ1IbCKUIA
nepwoa, Kuesckas Pycb, pesHsas Pycb Xl — nepsoi
nonosuHbl XIV Beka; A.WN. Komeu.
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Experience on Study of the New History of Russian
Art

Since the publication of the previous History of Russian
Art (1953-1969), studies of ancient Russian art and
medieval art of the countries of the Byzantine area have
fundamentally changed the approach to the study of the
art of Ancient Russia, allowing it to be considered in a
broad historical context. The changed ideological climate
in the country allowed to move away from official atheistic

attitudes and a false understanding of autochthonism
and “nationality.”

In their large-scale study, the authors of History...
sought to reveal the originality of figurative thinking of
medieval masters, the ways of transferring technical,
technological and stylistic traditions, the principles of
the formation and implementation of the designs of
large ensembles. Obviously, publication of this kind are
needed of a serious reference apparatus and extensive
illustration. At the same time, researchers are aware of
the special importance of considering the processes

of ancient Russian art on a broad cultural and historical
background. The last task assumes that the conceived
publication would acquire the qualities of a history of art,
and not an encyclopedia.

In this format, the project directs the authors to recreate
the picture of the development of artistic processes, to
analyze the factors that determine them and affect them.
Thus, work on the new History of Russian Art includes
both methods of close microanalysis of the material and
generalizing methods of macroanalysis.

Key words: Old Russian art, countries of the East
Christian world, pre-Mongol period, Kievan Rus,
Ancient Rus of the 12th—first half of the 14th century; A.l.
Komech.

UckyccTBO B UCKYCCTBaX.
OTpaxeHusa

KoHoHeHko EBrenuit UBaHoBuY

Kananpat nckyccTBoBeAeHVsA, 3aBEAYIOLLIMI CEKTOPOM
nckycctea cTpaH Asnm n Abpukun, NocyaapCTBEHHbIN
VNHCTUTYT MCKYCCTBO3HaHMSA, Mockea
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MeueTb B neiizaxe. MamMATHUKN apXUTEKTYPbI KakK
«OCMaHCKMe» MUHAUKaTOopPbI

OcMmaHckast kynbTypa okasanack MHanddepeHTHa K
BblpaboTke 0COBbIX MAPKEPOB HALIMOHANBHOIO nenaaxa,
3aMEeHVB VX apXUTEKTYPHBIM MHAMKATOpOM. MeveTb
cnyxuna sagadam MOHyMEeHTabHOW nponaranibl, k-
CUPYs OCMaHM3aLMIo TEPPUTOPUN 1 3ameLLas APEBHNE
namaTHYKW. B eBponeinckom nerisaxe ocMaHckas MeyeTb
npespaTunach B OPUEHTAIVCTCKUIA MHAMKATOP TEPPUTO-
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pranbHOM 1 LMBUNN3AUMOHHONM NPUHAOJIEXHOCTH, CPea-
CTBOM BU3yaIbHOW METOHUMUN, 1 NEN3axX C MEYeTbIO
CTan aHanorom TeaTpasbHO AeKopauum Ans cloxeTa,
He NpeabABNSs XyA0XHUKaM TPeG0BaHMIN MCTOPUHECKOW
[OCTOBEPHOCTU.

KnioyeBble cnoBa: 0OCMaHcKas apxmuTekTypa, MeyeTb,
nensaxHas xunonucb, Ctambyn, AiBazoBckuii, Kop-
poau.
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A Mosque in a Landscape. Architectural Monuments
as “Ottoman” Indicators

Ottoman culture was indifferent to the development of
special markers of the national landscape, replacing
them with an architectural indicator. The mosque
served the tasks of monumental propaganda, fixing the
ottomanization of the territory and replacing ancient
monuments. In the European landscape painting the
Ottoman mosque turned into an orientalist indicator of
territorial and civilizational affiliation, a means of visual
metonymy, and landscape with a mosque became

an analogue of theatrical scenery for the plot without
presenting artists with the requirements of historical
authenticity.

Key words: Ottoman architecture, mosque, landscape
painting, Istanbul, Aivazovsky, Corrodi.

CapackuHa Jliogmuna BaHoBHa

J1okTOp PUNONOrMYecKnx Hayk, rMasHbIN Hay4YHbI CO-
TPYLHVIK, CEKTOP XY[0XECTBEHHbIX NPpoHaeM Maccmenmna,
[ocynapCTBEHHbI NHCTUTYT MCKYCCTBO3HaHMA, Mocksa
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0OGpa3 [J0CTOEBCKOro B 3MnoXy NoAMTUYECKUX
peabunutaumii. Kputuka, akpaH, cueHa

B cTaTbe paccMOTpeH npoLiecc Bo3spatleHus JocToes-
CKOro, ero NPOn3BEAEHNI, IKPaHN3aLWiA 1 TeaTpanbHbIX
MOCTAHOBOK MO €ro poMaHam B Ky/bTypHOE NPOCTpaH-
ctBo CCCP nocne gaauatuneTHen nayabl, CBA3aHHOM C
NoNNTUYECKNMU OOBUHEHMSIMY B €r0 aipec. Tupaxmnpo-
BaHWe KHU nucatens, cosaaHve GunbMoB 1 TeaTpasib-
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HbIX CNeKTakner no ero NPo3BeAeHUaM CTano OAHOM 13
KyNbTyPHbIX 3aa4 NOCNECTaIMHCKON oTTenenu.
3HakoBbIM COObITUEM ABUMOCE U3aaHne «CobpaHus
COYMHeHnn d.M. [IoCTOEBCKOro B AECATN TOMax»
(1956-1957), BkloumBLIEE Takxke 1 pomMaH «becbl», 10
Tex Nop penpeccrpoBanHbIi. KHUrM nucartens BbIXoannm
C NPeavcnoBUSMU, FAe He 3aManymBanocb MacTePCTBO
aBTOpa, HO NoAYepPkMBaNach PeakLMOHHOCTb ero MUPO-
BO33pPEHUS.

B nono6Ho norvke 6bin CHAT 1 GuUnbM «[OCTOEBCKNIA».
Ha noKkyMeHTanbHyo KapTuHy GbI10 OTAYLLEHO 27 MUHYT,
KOTOPbIE AOMKHbI OblIM BMECTUTb BCIO KM3Hb NUcaTens.
3Hayum 6bi1, 0AHAKO, caM GakT NosBNeHNs punbma:
COBETCKOMY 3pUTESTIO BEPHY/IM ONanbHOro nucaTens,
nycTb B JO3MPOBaHHOM 06beme, HO yxe 6e3 nonutunye-
CKVX SIPNbIKOB.

Ho HacToawmin NPopbLIB CNYHNICS yCUIUAMN MaCTEPOB
CLEHbl. 9TO NPOU3O0LLIIO NOYTU OAHOBPEMEHHO: B CBET
BbILLMM CNEKTaknmn Tpex Teatpos (Mckos, JlennHrpaa,
MockBa) 1 0auH XyO0XECTBEHHBIN PUAbM MO POMaHy
«\anoT». MNpaBo Ha X13Hb Nony4anu repon JJocToeBcko-
ro B vcnonHexnnu VIHHokeHTns CMOKTYHOBCKOrO 1 fOpus
flkoBneBa, a He B TPAKTOBKE NapTUIHbLIX MAE0N0rOB 1
METOL0/I0rOB.

KnioueBbie cnoea: [J0CTOEBCKUiA, OTTenesb, iobunen,
npeamcnoBus K N3LaHNAM, KOPOTKOMETPaXKHbIV BUbM,
napTuiiHas kputuka, «anoT» B Teatpe 1 KUHO.

Saraskina Liudmila l.

Doctor of Philology, chief researcher, Mass Media Arts
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Dostoevsky's Image in the Time of Political
Rehabilitations. Criticism, Cinema, Theatre

The paper describes and analyses the process of
Dostoevsky's coming back—with his works, their cinema
and screen versions—into the cultural space of the USSR,
after the twenty years of absence, caused by political
accusations against the writer. Republishing Dostoevsky's
writings, shooting films and staging theatrical
performances based on his works, all this became one of
the cultural tasks of the post-Stalin Thaw.

One of the significant events was the publication of the
Collected Works of F.M. Dostoevsky in Ten Volumes
(1956-1957), which included, among other works, the
The Possessed (The Devils) novel, repressed earlier.
Dostoevsky's books were published with prefaces where,

while acknowledging the author's excellence, it was
invariably emphasized that his Weltanschauung was
reactionary.

Following the same pattern, the film Dostoevsky was
shot. This short documentary, 27 minutes long, had to
encompass the whole of the writer's life. But the very fact
of the appearance of the film was very significant: the
Soviet audience got back the disgraced writer; in a limited
way but at least without political labels.

But a real breakthrough to bring Dostoevsky back was
effected by theatre people. Aimost simultaneously, three
theatres in three cities (Pskov, Leningrad, Moscow),
staged the novel Idiot, while lvan Pyryev produced the film
Idiot (1958). The right to live was restored to the heroes of
Dostoevsky as enacted by Innokenty Smoktunovsky and
Yury Yakovlev, not as interpreted by Party ideologists and
theoreticians.

Key words: Dostoevsky, the Thaw, jubilee, prefaces to
publications, short films, Party criticism, I/diot novel in
theatre and cinema.

l'yokoBa Buonetra BhagumupoBHa

JloKTOp NCKYCCTBOBEAEHMS, BEAYLLUMIA HAay4HbI CO-
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Muxaun BynrakoB Kak couuanbHblii AUarHoct
CraTbsi nocesilLeHa Hanbonee BbIPa3nTENbHbLIM 1 Xapak-
TEPHbLIM HanpaBneHUsAM NccnefoBaHuin 6ynrakoBckoro
TBOpYeCTBa NOoCNeaHel YHeTBEPTU Beka v 3BOSIIOLMN
NNTEPaTYPOBEAYECKMX U XY[L0XKECTBEHHbIX, TEaTPabHbIX
KOHLIeNUMi ero npoyteHuns. B kauectse matepuana
pPacCMOTPEHbI PSS, KHUT 1 CTaTel, a Takke — HeKOTopble
crnekTaknu, KHoGUIbMbI U TENEBU3NOHHbIV cepuarn,

B KOTOPbIX OTYETIMBO NPOsiBieHa TpaHcdhopmMaums
KJIIO4EBbIX M 1 repoes, coobLiatoLas 06 M3MEHEHNSX
KYNbTYPHO-UCTOPUHECKOrO OTEHECTBEHHOIO KOHTEKCTA.
Mpounssenexns Bynrakosa CTaHOBUANCH PUCKOBAHHOM
nAoLWAaAKon Ny6AnYHOro 06CyXaAeHNs OCTPLIX BONMPOCOB
VMEHHO B Te BPEMeHa, KOraa OTKPbITbiE OOLECTBEHHbIE
AVCNYTbl 3aKOHYWANCH — Ha NEPENIOME OT FOBOPSILLMX
1920-x k 3amonkaiowmm 1930-m. 3asBneHHyI0 TeMy
BO3MOXHO paccMaTpmBaTh B padHbix acrnekTax. [epsbii
— TOYHOCTb COLIMANbHOI ANArHOCTUKM B MPOU3BEAEHNSX
Bynrakosa B OTHOLIEHWV COBPEMEHHOM EMY AENCTBU-

TenbHOCTW. BTOpo pakypc npeacrasnsaeTcs 6onee
VNHTEPECHBLIM: NPUCYTCTBME NUCATENS, KOTOPOro HET C
HamWu yxe TpU YeTBEPTU BEKA, B CErOAHSLLIHEN NCTOPU-
KO-KY/IbTYPHOW XWU3HN.

KnioueBblie cnoBa: bynrakos, Xy40XeCTBEHHOE TBOP-
4eCTBO, CBOOOA, MHTEPNPETALMS, IBONOUMS UAEN,
06LLECTBEHHO-UCTOPUHECKNIA KOHTEKCT, KIlOHYEBbIE
nepcoHaxmu.
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Doctor of Art History, leading researcher, Sector of the
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Mikhail Bulgakov as a Social Diagnostician

The article is devoted to the most expressive and
characteristic lines of research of Bulgakov’s work of the
last quarter of a century and the evolution of literary and
artistic, theatrical concepts of its reading. A number of
books and articles are considered as material, as well

as some performances, films and a television series

in which the transformation of key ideas and heroes is
clearly manifested, reporting changes in the cultural and
historical domestic context. Bulgakov’s works became
arisky platform for public discussion of pressing issues
precisely at the time when open public debates ended-at
the turn of the day from those who spoke in the 1920s to
those who fell silent in the 1930s. The stated topic can be
considered in various aspects. The first is the accuracy
of social diagnostics in Bulgakov's works in relation to
contemporary reality. The second perspective seems
more interesting: the presence of a writer who has not
been with us for three quarters of a century in today's
historical and cultural life.

Key words: Bulgakov, artistic creation, freedom,
interpretation, evolution of ideas, socio-historical context,
key characters.

TBOpUYEckUe NPoLEeCcChbl U KOHLENUUu

PaxmaHoBa MapuHa NaBnoBHa

JlOKTOp MCKYCCTBOBEAEHWS, BEAYLLUMIA HAY4YHBbI CO-
TPYAHVK, CEKTOP UCTOPUW MY3bIKK, FOCYAaPCTBEHHbIN
WNHCTUTYT NCKYCCTBO3HAHWS

ORCID ID: 0000-0003-4689-8322

rmarina@mail.ru

646
647

YAK 783

BBK 85.313(2)

Teopus «onyckaHus» NeB4Y€CKUX CTUunem

C.B. CMONEHCKOro u pasenuTtue LLepKOBHOIO NeHUs

B craTbe paccmarpusaetcs Teopusi C.B. CmoneHckoro o6
«OMyCKaHWM» LLePKOBHO-MNEBYECKNX CTUNEN U3 CTONWLL B
NPOBUHLIMIO, U3 FOPOAOB B Cena. Bblaensercs HeCKobko
3TarnoB 3TOro NPOLLEcca: COXPaHeHVe 3HaMEHHOrO NeHs
B [la/IbHVX MOHACTBIPSIX NMOC/IE PacipOCTPaHEHWS B CTONN-
Lie napTecHoro MHororonocus (koHeu, XVII — Hadano XVIII
Beka), 3aTeM YCBOEHME B MPOBUHLM KAHTOB 1 NCasibMOB
(BTOpast nonosuHa XVl Beka), a nosaHee — «onyckaHne» B
HapOAHYIO CPeAY MHOTOroN0CHbIX FapMOHU3aLMIA LLepKOB-
HbIX MECHOMEHW, KOTOPbIE BblN BbINOHEHBI My3blKaHTa-
MU [prABOPHOI NEBYECKON Kanesbl.

KnioueBble cnoBa: pycckoe LiepkoBHoe nexne, XIX

BeK, 3HAMEHHOE NeHve, NapTecHOe MHOrorosocue,

C.B. CMoneHckuin, Teopust «0nyckaHus» MeBYECKIX
cTunen.
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The Theory of “Lowering” of Singing Styles,
Formulated by S.V. Smolensky,

and the Development of Church Singing

The article considers the theory of S.V. Smolensky on

the “lowering” of church singing styles from capitals to
the province, from cities to villages. Several stages of this
process are distinguished: the preservation of znamenny
singing in distant monasteries after the spread of partisan
polyphony in the capital (late 17th—early 18th centuries),
then assimilation of kant and psalms in the province
(second half of the 18th century), and later—“lowering”
into the folk environment polyphonic harmonization of
church chants, which were performed by musicians of the
Court singing chapel.

Key words: Russian church singing, 19th century,
znamenny singing, partisan polyphony, S.V. Smolensky,
the theory of “lowering” of singing styles.
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PynonbduHubl. NMpuknagHoe nckyccTeo

B cTatbe paccmaTpuBatoTCs xapakTepHble 0COOEHHOCTIN
NpOW3BeAEHNI NPUKNAAHOrO NCKYCCTBA, BOLLELINE B
KyHcTkamepy — nmMnepaTopckyto konnekumio Pynonsda
Il Tabcbypra (1552-1612). KnioyeBoli 0COOEHHOCTbIO
NpeaMETOB KOMNEKLMN CTana Ux He-yTuanTapHas npu-
pofa — Kak npasuio, oHW n3HavansHo HE cospasanuce
/151 ICNOMb30BaHWA MO Ha3Ha4YeHuo. B oTanyme ot no-
N06HbIX COBpaHnii, CyLLLECTBOBABLLNX MPU BCEX KPYMHbIX
[BOPax TOro BPEMEHW 1 OCYLLLECTBASABLUMX Penpe3eHTa-
TUBHYIO GyHKUMIO, Konnekums Pygonbda |l xpaHunach BO
BHYTPEHHIX MOKOSIX MPaXCKOro 3amMKka v B HECKONbKNX
cocenHuX 3aanHnsx Ha paae n He npefHasHavYanach Ans
NOCTOPOHHEro 0603peHus. [lonroe Bpemst umnepaTop-
ckast KyHcTkamepa BOoCnpyHMManach nccnefoBaTensaMmm
Kak 6eCCUCTEMHOE HAarpOMOXAEHNE CyYaHbIX BELLEN,
cnabo 1nv BOBCE He CBA3aHHbIX Mexay coboit, pas-
6pocaHHbIX MO pas3nuyHbIM MecTam xpaHeHus. OaHako,
Oyy4n BHELIHE CXOAHOW C APYrMMUN €BPOMNENCKUMN
npuABOPHLIMK cobpanusamu, PynonbduHckas KyHcTka-
Mepa OTnYanach He TONbKO TEM, YTO B HEW XPaHWIOCh
Mo CoBam COBPEMEHHYIKA, «TObKO PEAKOCTHOE 1
YANBUTENBHOE>, HO U OTpaxasa B CBOEN CTPYKType M-
POBO33pEeHYEecKMe YyCTaHOBKI kak camoro Pynoneda ll,
TaK U MHTENNEKTYaNIbHOr0O NPaxckoro coobuectsa. B Hein
Haluna B 4aCTHOCTV CBOE BblpaxeHue naes naHcopucT-
CKOro eAnHCTBa M1PO3AaHns, XapakTepHas 4s aToro
Kpyra, ycTaHOBKa Ha NO3HaHWe TaiH NpMpoAbl, NOMbITKa
MPOHWKHYTb B €€ CKPbITYIO CYLLHOCTb.

KnioueBbie cnoBa: KyHcTkamepa, My3eit, npukiagHoe
1cKyccTBo, Pynonbd Il Fabecbypr, MMpoBo33peHue,
naHcoGuaMm.
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Rudolfins. Arts and Crafts

The article discusses the characteristic features of objects
of applied artincluded in the Kunstkamera — the imperial
collection of Rudolph Il of Habsburg (1552-1612). A

key feature of all the items in the collection was their
non-utilitarian nature — they were originally created not
for their intended use. Unlike similar assemblies that
existed in all the large courtyards of that time, for display,
performing a representative function, or even a historical

representative, related to the glorification of this kind, the
collection of Rudolph Il was kept in the inner chambers of
the Prague castle and in several neighboring buildings on
the Castle and not intended for public viewing. For a long
time, the Prague Kunstkamera’s collection was perceived
by researchers as an unsystematic pile of random things,
weakly or completely unrelated, scattered across various
rooms, hanging on walls, laid out on long tables, hidden in
cabinets, in chests and drawers of “cabinets”. Outwardly,
it was similar to the usual collections that existed at the
then European courts, but the Rudolfin Kunstkamera, in
addition to what it included in her contemporary words,

“is only rare and amazing”, reflected in its structure the
broader worldviews of both Rudolph Il himself and the
entire intellectual community of Prague. The idea of a
pansophistic unity of the universe, characteristic of this
circle, found expression in it. The entire composition of the
collection was aimed not so much at representative goals,
but at in-depth contemplation, knowledge of the secrets of
nature, attempts to penetrate its hidden essence.

Key words: Kunstkamera, collection, museum, Rudolph
Il of Habsburg, applied art, worldview, pansophistic
teaching, contemplation.

LWapko CeetnaHa lOpbeBHa

Marunctp nckyccTBOBeEHWs!, BbiNyCkHMLA dakynbTeTa
MCTOPWM NCKYCCTB POCCUIACKOrO rocyAapCTBEHHOMO
ryMaHUTapHOro yHMBepcuTeTa, anmvHmucTpartop Focy-
napcTtBeHHol TpeTbskoBCKOW ranepeun, Mocksa
ORCID ID: 0000-0002-8561-0267
svetlana874svetlana@yandex.ru
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MpoucxoxaeHue v ponb OTBEPCTUS B PyHKE OAHO-
py4Hbix am¢pop KamnaHum IV Beka o0 H.3.

B cTatbe paccmaTpuBaeTcst UCTOPUS BOSHUKHOBEHNS

1 pa3BUTUS TMNa aHTU4HOM aMdOpbl, XapakTepHO

AN pernoHa KamnaHmnsa 1 B 0Te4eCTBEHHOW Hay4YHOW
nutepaType nonyyvBLIEN Ha3BaHNe OAHOPYYHOM aMdo-
pbl Gnarogaps cBoen xapakTtepHo ocobeHHocTn. Ha
OCHOBaHUN Pa3nnYHbIX MCTOPUKO-KYNbTYPHBIX hakTopos
aBTOPOM CTaTbM NpeanaraeTcs 06bACHEHNE NOSBNEHNS
B Py4Ke OAHOPYHHbIX aMPOp cneundr4eckoro oTeep-
ctns. Ocoboe BHMMaHWe yaenseTcs aHanuay anbTepHa-
TUBHbIX BAPVMAHTOB 3KCrlyataLymn OTBEPCTUS B €€ pyUke,
4TO MOMOraEeT YCTAHOBUTL NPUMEPHBIN PUTYasIbHbIN
KOHTEKCT, B KOTOPOM MCMO/b30Banack OAHOPYyYHas
amdopa Ha KaxaoM aTane CBOero Cyl,ecTBOBaHNS 1

CTUANCTUYECKOTO Pa3BuUTHA. BCe 3Tn AaHHbIe NO3BONSAIOT
3HAYMTENBbHO PaCLUMPUTL U YrnyBUTb NOHMMaHWe ponw
3TOro BMAA Nocyapl B 06LEN NnaHopame Penmnrno3Hom
Xn3HW KOxHOM UTanum IV Beka [0 H.3., NPOXOAMBLUEN
MOA, CUNbHBIM BAVSHUEM Pa3NNYHbIX MUCTEPUASTBHBIX
KyNbTOB, LIEHTPabHbLIM 13 KOTOPbIX OblN1, HECOMHEHHO,
KynbT 6ora [AnoHunca.

KnioueBble cnoBa: AHTUYHOCTb, aHTU4YHas KamnaHus,
aHTUYHas Kepamuka, kpacHoUrypHasa kepamumka, 0aHO-
pydHas amdopa, IV Bek 40 H.9., aHTu4Has Vtanus.
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The Origin and Role of the Hole in the Handle of
Campanian Bail-Amphora of the 4th Century BC
The article discusses the history of the emergence

and development of the type of antique amphora,
characteristic of the Campania region and in the Russian
scientific literature called one-handed amphora (bail-
amphora) due to its characteristic feature. Based on
various historical and cultural factors, the author of the
article offers an explanation of the appearance of a
specific hole in a handle of bail-amphoras. Particular
attention is paid to the analysis of alternative options for
operating the hole in its handle, which helps to establish
an approximate ritual context in which bail-amphoras
were used at each stage of their existence and stylistic
development. All these data allow us to notably expand
and deepen our understanding of the role of this type
of ware in the general panorama of the religious life of
southern ltaly of the 4th century BC, which took place
under the strong influence of various mystery cults, the
central of which was undoubtedly the cult of the god
Dionysus.

Key words: Antiquity, ancient Campania, ancient ware,
red-figured ware, bail-amphora, 4th century BC, ancient
Italy.

Wamunnu NonbtekuH BaiipxaHoBHa

J1OKTOP MCKYCCTBOBEAEHWS, BEAYLLMIA HAaY4HbI COTPYA-
HVK, CEKTOP TEOPMUN My3biku, [0CYAaPCTBEHHbIA UHCTUTYT
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dunocodpusa mysbiku, ee npeameTt

U NpUNoXeHue K UCKYCCTBY MakamMm

ABTOp paccmaTpuBaeT NOHATUE 1 ABNeHre Guioco-
dur My3biki, 060CHOBBIBAET €€ NPEeAMET, NOAXOA U
MacLuTabbl TPUNOXEHNSA K TEOPUN 1 NMPaKTUKE NCKYCCTBa
Makam Kak peHoMeHa yCTHOM NpodeCccroHanbHom
My3blkasibHOM Tpaguumnn MNepeaHent n LieHTpansbHom
Asuu. B cTtatbe npegnaraercs onpenenexHme Gunoco-
UM My3bIkM KaK ykazaHus Ha LLleNoCTHOE NoHUMaHne
My3bIKW B aCMeKTe NOrMYeCKMX OCHOBaHWI, ynpasnsio-
LLIMX XN3HEAEeATEeNbHOCTLIO Yenoseka. lNokasaHo, 4To
npeameTom Grnocodun My3blkn Kak HanpasieHns Hayku
ABNAOTCA ByHAAMEHTaNbHbIE NPOLEAYPLI MbILUAEHNS B
My3bIKE VI MBICIN O MY3bIKe, Takne Kak OTHOLLEHUS YacTb
— Lenoe, NpoTUBONONOXeHNE — 0O6beanHeHne. JJaHHble
OTHOLLIEHUA SBNSIOTCH OCHOBAHWEM A1 MOCTPOEHUS
OonpeneneHHoro CoaepXaHns B My3blke, HO He SBNSOTCS
camunM copepXaHneM, N3y4eHneM 4ero 3aHMmaTcs
Knaccuyeckme MysblkanbHble AMcumunanHel. dunocodus
My3bIKI NpU3BaHa NpeoaoneTsb pasaenenve obnacrei
3HaHWS 0 My3blKe 1 YBUAETb AVHCTBO TaM, rae paHee
YBUAETb €0 HE NPeACTaBAAN0Ch BO3MOXHbIM.
KnioueBsble cnoBa: Gunocodust My3blkn, NOrMKO-CMbIC-
NIOBOVI NOAX0A, MCKYCCTBO Makam, YCTHOW npodeccn-
OHaNbHas My3blkanbHas Tpaauumns, Bonro-Ypansckuii
PEervioH.
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Philosophy of Music, Its Subject

and Employing to the Art of Magam

Author examines the philosophy of music as a term and
phenomenon, justifies its subject, approach and the
scope of its practical application to the art of magam as
a phenomenon of oral professional musical tradition in a
continuity of its theory and practice. The article suggests
a definition of the philosophy of music as an indication

of a holistic understanding of music in the aspect of the
logical foundations governing human life. It is shown that
the subject of the philosophy of music is the fundamental
procedures of thinking in music and thoughts about
music, such as the relations part-whole, opposition—
unification. These relations are basis for a certain
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narrative of music, but they are not the actual narrative,

in the study of which the classical music disciplines are
engaged. The philosophy of music overcomes the division
of areas of the musical knowledge and investigates a unity
where previously it was not able to see.

Key words: philosophy of music, logic-semantic
approach, art wa magam, oral professional musical
tradition, Volga-Ural region.
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KywaHckoe uckyccteo CesepHoit BakTpuu (KOXHbI
Y36eKncTaH): OCHOBHbIE XapaKTEPUCTUKUN

CrtaTbs nocesiLeHa uckycctey CeesepHoit Baktpumn
BpemeH Kywianckoi umnepum (I-111 BB. H.3.).

B cuny pasHbIx NPUYKH KyLLIAHCKOE MCKYCCTBO CKNabl-
BaSIOCh NOA, BAVSHUEM Pa3INYHBIX XYL0XECTBEHHbIX TPA-
AVLnie: AeKopaTUBHO-NPUKIAAHOMO UCKYCCTBA KOYEBOTO
mMupa LleHTpansHom A3um, MOLLHON SAMHUCTUYECKOM
TpaauLmMu, a Takke padHooBpasHbIX BUAOB MHANICKOrO
nckyccTea. Mexay Tem B Cuy 3HauUTeNbHbIX KyNbTyp-
HbIX PA3INYMIN MEXAY 4aCTAMU UMNEPUU KyLLIAHCKOe
VNCKYCCTBO C O4€Hb 60/bLIMMM OrOBOPKAMU MOXHO
cunTaTh AMHBIM LenbiM. Pasnuynsa npossnsaTca He
TONBbKO B MaTepuanax, UCnosb30BaBLUNXCS A5 U3roToB-
JNIEHVA NPON3BEAEHNIA NCKYCCTBA, HO 1 B UKOHOrpadun.
V13y4eHue KyLaHCKOro nCKyccTBa 3aTpyAHEHO CIOXHOWM
PENNIMO3HON KapTMHON B KyLlaHCKOM rocyaapcTse,

rAe CyLLecTBOBaNM pasHble Penurum v kybTsl. B ctatbe
paccmoTpeHbl apTedakThbl, HAAEHHbBIE NPV apXeooru-
YeCKuMx packornkax: apXMTEKTYPHbI AeKop, CKybNTypa,
B TOM Yu1CJle TepPPaKoTOBbIE CTATY3TKU, KMBOMUCH.
OTMmeyaeTcs CBs3b KyLLIAHCKOro MCKYCCTBa C PENnrnos-
HbIMU KyJIbTamu.

KnioueBble cnoea: Kywaxckas nmnepus, CesepHas
BakTpus, UCKYCCTBO, apXUTEKTYPHbIN AEKOP, CKYIbNTYPa,
XNBOMUCH.
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Kushan Art of Northern Bactria (Southern
Uzbekistan): Main Characteristics

The article is dedicated to the art of Northern Bactria
during the Kushan Empire (I-1ll centuries AD). For various
reasons, Kushan art developed under the influence of
various artistic traditions: decorative and applied art of
the nomadic world of Central Asia, a powerful Hellenistic
tradition, as well as various types of Indian art. Meanwhile,
due to significant cultural differences between parts

of the empire, Kushan art with very large reservations
can be considered a single whole. The differences

are manifested not only in the materials used for the
manufacture of works of art, but also in iconography.

The study of Kushan art is complicated by the complex
religious picture in the Kushan state, where there were
different religions and cults. The article considers artifacts
found during archaeological excavations: architectural
decor, sculpture, including terracotta figurines, painting.
The connection of Kushan art with religious cults is noted.
Key words: Kushan Empire, Northern Bactria, art,
architectural decor, sculpture, painting.

UckyccTBO M 06LLECTBO

AmuTtpueBckuii Butanuit Hukonaesuy

JlokTop nckyccteoBeeHus, Npodeccop, rMasHbIin
Hay4HbIA COTPYAHWK, [OCYAaPCTBEHHbIVi MHCTUTYT UCKYC-
CTBO3HaHusA, Mocksa
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Anoxa nepecTpoiiku: GopMupoBaHme

HOBbIX KyNIbTYPHbIX Mapaaurm

CraTbsi NOCBSLLIEHA KYIbTYPHBIM NMPOLLECCaM, NPOUCXO-
AvBLUMM B POoccum B nepuroz, nepecTpoiiki. Tema KynsTypsb!
NepecTpoiikM A0 CUX NOP akTyanbHa, Kak B OTEHECTBEHHOM
Hayke, Tak 1 B 3apybexHoit. B HacTosLen cTaTbe npes-
NPVHSATLI NONbLITKW OCBELLEHNSt TEHAEHLMIA 0603HAYEHHOM
9MOXK, CTaBLUEN OCHOBOVI A1 MOCNEAYIOLLMX KYNIbTYPHbIX
KYPCOB, C y4ETOM TOYEK 3pEHUS 3anaaHbIX Y4EHbIX, KOTO-
pble HEPeaKO COBMNAAAIoT U C CY>KAEHWUSIMM OTEHECTBEHHbIX
ncenenoBaHnii. KynbTypHble NPOLLECCH NEPECTPOKN

6bINN CBSA3aHbI C NEPECMOTPOM MAEONOMNN CoLManiama,
pacLvpeHvem 1 TpaHcdopmaumernt MHGOPMaLMOHHOrO
noss, USMEHEHNAM B rOCyAaPCTBEHHOM yrpaBieHnm
cdeport KynbTypbl, peOpPMUPOBAHNEM TBOPHECKIX COIO-
308, BBEJEHMEM B KY/IbTYPHOE MPOCTPAHCTBO 3arpeLLeH-
HbIX PaHee ¥ BHOBb CO3[aHHbIX MPOV3BELEHWIA.
KnioueBble cnoBa: Ky/nbTypa, NepecTpoiika, Maeonorus,
rNacHOCTb, KUHO, TeaTp, ApaMaTtyprus.

Dmitrievsky Vitaliy N.

Doctor of Art History, professor, chief researcher, State
Institute for Art Studies, Moscow
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The Epoch of Perestroika: The Formation

of New Cultural Paradigms

The article is devoted to the cultural processes that took
place in Russia during the “perestroika” period. They were
associated with the revision of the socialist ideology, the
expansion and transformation of the information field,
changes in the state administration of the cultural sphere,
the reform of creative unions, and the introduction into the
cultural space of previously forbidden works and newly
created works of art.

Key words: culture, “perestroika,” ideology, publicity,
media persons, cinema, theatre, drama.

CanbHukoBa ExaTtepuHa BuktopoBHa

Kananaat nckyccTBoBeneHuUs, AOKTOP KybTyponoruu,
3aBeflyloLLNIA CEKTOPOM XYA0XECTBEHHbIX Npobnem mac-
cmeama, MocynapCTBEHHbI MHCTUTYT MCKYCCTBO3HAHUS,
Mocksa
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Coxkonos KoHcTaHTuH BopucoBuy

JokTop GUNoCcoPCKMx Hayk, rMaBHbIA Hay4HbIA COTPYAHNK,
CEeKTOP 9KOHOMUKUN UCKYCCTBA, [0CYAapCTBEHHbIN UHCTUTYT
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MaccoBoe NCKYCCTBO — 3TO... UCKYCCTBO.

K BONpocy o TepMuHax 1 nogxoaax

CraTbst pacCcMaTpUBAET KOHLEMNLMIO MaCcCOBOIO UCKYCCTBa
B KOHTEKCTE 13y4eHUs MaCcCOBOro 06LLEeCTBa 1 MACCOBOW

KyNbTYpbl. AHANM3MPYIOTCH COBPEMEHHbIE TEHAEHL
Hay4HOr0 BOCTIPUATVS LUMPOKO PACNPOCTPAHEHHbIX MPO-
13BeEHNI CKYCCTBA, MX COOTHECEHHOCTY C Pa3NnyHbIMN
nnactamu 1 SBREHVSIMU KyJIbTYPHOrO MPOCTPaHCTBa.
ABTOPbI NPUXOAAT K naee 6onee 3hdOeKTUBHOro NpumMe-
HEHWS TEPMUHA «MONYNSPHOE UCKYCCTBO», KOTOPbIV HE
HeceT B cebe HeraTnBHbIX KOHHOTALMIA, SIPKO BbIPaXEHHOM
OLIEHOYHOCTH, KaK 1 NPUBSA3KM K UCTOPUYECKOMY NEpUomy
MaccoBmaaumm, ypbaHusaumnm, TEXHU3aLmMmn XM3HEHHO
cpeapl. PexvM BHELLIHEV LMPKYNSLUmMM NCKYCCTBa BO
BHELUHEN coupanbHoM Cpeae He CneayeT OTOXAECTBASTb C
dopmocoaepkaTenbHOCTbIO KOHKPETHBIX TPOU3BEAEHWIA.
Takke npepnaraeTcs y4uTblBaTb CNIOHTaHHbIN XapakTep
HOPMUPOBAHNS XYA0XECTBEHHBIX GOPM 1 COYETAHNE B OfL-
HOM NMPOU3BEAEHNN PABNINYHbBIX MNACTOB KyNbTypHO-3CTe-
TUYECKOW nepapxun. Bo MHOXeCTBe crydaes TouHee OyneT
BECTU PEYb O «MaCCOBOM B UCKYCCTBE», 06 «3NNTAPHOM B
nckyccTae». OTMEYaeTCs, YTO Ha OLEHKUN NPOU3BEAEHNIS
BAMSIET AVHAMUKA €r0 XV3HN B UICTOPUHECKOM BPEMEHW,
COOTHOLLIEHWE C Pa3HbIMU XYL0XECTBEHHBIMU KOHTEKCTa-
MU,

KnioueBble cnoBa: MaccoBas Ky/bTypa, MacCoBOe 1C-
KYCCTBO, MONYNSPHOE UCKYCCTBO, S3CTETUHECKMIA KOHTEKCT,
[AViHaMMKa KysbTYPHOrO MPOCTPaHCTBA, ANUTapHOE UCKYC-
CTBO, UHTEPHET, TUPAXMNPOBaHUE, LMPKYNALS.
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Popular Artis... the Art.

On the Issue of Terms and Approaches

The article considers the concept of mass art in the context
of the study of mass society and mass culture. Modern
tendencies of scientific perception of widespread works of
art, their correlation with different layers and phenomena of
cultural space are analyzed. The authors come to the idea
of a more effective use of the term “popular art,” which does
not carry negative connotations, pronounced evaluation, as
well as binding to the historical period of mass, urbanization,
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technization of the human environment. The mode of
external circulation in the social space should not be
identified with meanings and essences of aesthetic form and
content of the concrete pieces of art. Itis also proposed to
take into account the spontaneous nature of the formation
of artistic forms and the combination in one work of different
layers of cultural and aesthetic hierarchy. In many cases, it
will be more accurate to talk about “signs of popular in the
piece of art,” about “signs of elite forms and senses in the
piece of art.” It is noted that the evaluation of the art work is
influenced by the dynamics of its life in historical time, the
relationship with different aesthetic contexts.

Key words: mass culture, mass art, popular art, aesthetic
context, dynamics of cultural space, elite art, internet,
replication, circulation.

PeueH3un

MkpTbiyeB Turpad KoHCTaHTUHOBUY

JOKTOP 1CKYCCTBOBEAEHWS, ANPEKTOP M0CYyAapCTBEH-
Horo Myses Mckyccts um. W.B. Casuukoro Pecny6nmnkmn
KapanankakctaH (Y36ekucTaH), Hykyc — Mocksa
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PervoHanbHble MOAENU U «<NONUTUYECKasa
puTtopuka» (o moHorpacdpum E.U. KoHoHeHko
«AHaTonuiickas meyeTb XI-XV BB. Ouepku ucropum
apXUTEKTypbI» )

ABTOp cTaTbl OTMeYaeT NN0AO0TBOPHOCTb OOpaLLEeHs

K Npobsemam apxuTekTypbl CpeHEBEKOBOI MeYeTn

B KOHTEKCTE BO3POCLUEr0 NHTEPECa MUPOBOI HayKN K
NCTOPWK KyIbTYPbI Y UCKYCCTBA MYCYSIbMaHCKOrO Mupa.
MoHorpadus COCToNT N3 CeEMMN O4EPKOB, B KOTOPbIX pac-
CMaTpUBAIOTCS B TOM YMCSIE MaSIO U3YHEeHHbIE NaMATHUKN
aAPXMTEKTYPbI, aHANNINPYETCS BANSHUE COLMOKYIbTYPHBIX
1 NOSUTUHECKNX NMPOLLECCOB, UCCNEAYIOTCS PasHble TUMbl
MeueTen.

KnioueBble cnoBa: MeyeTb, TypLms, MyCylbMaHCTBO,
TIOPKCKME AnMHacTUn, apxutektypa 6ennnkos, OcmaHckas
nmnepus.
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The author of the article notes the fruitfulness of the appeal
to the problems of architecture of the medieval mosque in
the context of the increased interest of the world science
to the history of culture and art of the Muslim world. The
monograph consists of seven essays and considers,
among other things, little-studied monuments of
architecture, analyzes the influence of socio-cultural and
political processes, examines different types of mosques.
Key words: mosque, Turkey, Islam, Turkic dynasties,
beilik architecture, Ottoman Empire.
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Hukonbckas UpuHa UnbuHuYHa

JlokTop MCKYCCTBOBEAEHMS, BEAYLLMIA HAaYYHbIVi COTPYA-
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3bIrMmyHT Kpay3se o ce6e u 0 my3bike.

Becepa c komno3uTopom. YacTb BTOpas.
Mpoponkxaem nyGAMKaLmMio MHTEPBbLIO OKTOPA UC-
kyccteoBegeHus M./, Hnkonbckom ¢ BblaaloLwmMmes
nonbCkMM KOMNoauTopom 3eirMyHTom Kpayae. B 6Gecene
06cyXaaloTcst COObITUA €ro TBOPHYECKOW XM3HU, OCO-
6EHHOCTN MY3bIKaNbHOrO i3blka COYMHEHWIN, NPOBAEMbI
HacTosLlero 1 6yayLiero coBpemMeHHom Myablikin. Kpayase
pacckasblBaeT 0 CBOE Xn3HM 1 TBopyecTse B [Mapuxe, o
noeszakax B AMepUKy, 0 cneumduke OTHOLLIEHNS K MCKYC-
CTBY B [onblUe A0 3NOXM «ANKOro Kanutanuama»

11 B COBPEMEHHbI NEPNOL.

KnioueBsble cnosa: 3birmMyHT Kpayae, KOMMNo3uTop,
KOMMO3MUWS, Nonbckast My3blka, 3CTeTVKa, COBPEMEHHOE
TBOPYECTBO.
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Nikolskaya I.I.
We continue the publication of the interview of a well-
known specialist in modern Polish music in our country,

Irina Nikolskaya—the conversation with the outstanding
Polish composer Zygmunt Krause. They discuss not only
the events of his biography and creativity, but also the
features of the musical language of his compositions,
the problems of the present and future of modern music.
Krause speaks about his life and creativity in Paris, his
tours to America, the specifics of the attitude to artin
Poland before the era of “wild capitalism” and in the
modern period.

Key words: Zygmunt Krause, composer, composition,
Polish music, aesthetics, Paris, contemporary creativity.



