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CToMuu3m ogUHOKOro Bonka. PomaHTuyeckas
acteTtuka Anbdppena ae BuHbu u ee nutepatypHbie
abpuchbl. CTaTtba BTOpas

AHHOTauumsa. BcTatbe BbiBNseTcs crneumduka 3acte-
TUYECKUX B3MSA0B W IUTEpaTypHOro Teopyectsa Aslb-
odpena ge BuHbW, cBnaeTenncTByowas 06 opuriMHanb-
HOCTM €ro No3nLnn B KOHTEKCTE 3CTETUKM GPaHLy3CKOro
pomaHTu3Ma. Pasfenssi OCHOBHble NMPWUHLMMbLI NOCnen-
Hel, cBs3aHHble C Y6eXAEeHHOCTbIO B CaMOLEHHOCTH
WCKYCCTBa, MPUOPUTETHOM 3HAYEHUWN XYAOXKECTBEHHO-
ro COBEpLUEHCTBA, MPUHUMNOB Waeannsaumm 1 CUMBO-
N13aunK; NOBbILWEHHbIM WHTEPECOM K HaLMOHaNbHbIM
MNCTOKaM XyAOXXECTBEHHOro TBOPYECTBa, K XapakTepy
POMaHTUYECKOro reposi — YyBCTBUTENBLHOrO, CTPaCTHO-
ro, MeNaHxoMMYHOro, U NPU 3TOM 3roLEeHTPUYHOro, — e
BuHbM Npuaan M poMaHTUYECKU-rePONYECKYIO OKPACKy
dunocodmnn cromumsma, OMpepensiolen CMbICIOBYO
[OMUHaHTY ero TBOPYECTBa W MPUCYLLYIO eMy aypy My-
XXECTBEeHHOW caepXXaHHOCTU. Ero paambiwneHuns o npas-
e W BbIMbIC/IE B WCKYCCTBE, XYOOXECTBEHHOM o6pase
1 CUMBOJE, OCOBEHHOCTAX UCTOPUYECKOro poMaHa, Xxa-
paKkTepe pPOMaHTUYecKoW ApaMbl, GuUrype mnoata-usros
BO MHOIOM MPOJIOXWN MyTb AanbHenWwen paspaboTke
3TUX CIOXXETOB KaK B TEOPETUYECKOM NNaHe, Tak 1 B XyA0-
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YXECTBEHHOW NpaKTuke. BonblMHCTBO repoeB ero Hachl-
LLEHHbIX CUMBOJINKOW MbeC, POMaHOB, MO3M — OTMEYeH-
Hble Tparm4yecknM MUPOOLLYLLEHNEM CaMOyrnyGneHHble
ropable OAMHOYKM, CTOMHECKM MpeTeprneBaioLme Bbina-
Jatolme Ha UX [OSo HeB3rofbl, HO HECMOCOGHbIE K36e-
»aTb daTasibHbIX UCXOA0B.

Cam aBTOp cuuTan cebsi «3ANUYEeCKUM MOpPasMCcTOM»,
COCpefoTO4YEeHHbIM Ha npo6nemMax 4YecTw, ponra uco-
BecTW. [lpyrasi oTivunTenbHas 4epta nosvuum e Bu-
HbW — HE TONIbKO MHTEPEC K HauMOoHanbHOW UCTOpuw,
HO 1 HenocpeacTBeHHOe obpalleHne K ee nepuneTusam
B XyAOXECTBEHHOM TBOPYECTBE, a Tak)Ke KOHLenTyanu-
3aums nyTer OCMbICNIEHUS UCTOPUN B UCKycCTBe. Molu-
Hasi CMMBOJIMKA €ro Npou3BeAeHuid, NX BbICOKas Xyhao-
YXECTBEHHOCTb, KakK U rMy6UHHOE MOHUMaHWe Tparn4yHo-
CTU CcyAb6bl XYA0XKHMKA, MO CyLLECTBY, MPOKATOro Noata,
oKasanu CylecTBEeHHOe BO3[eNCTBME Ha ACTETUKY 1 MNo-
3TUKY CUMBO/IM3Ma. He MeHee CubHbIM OKa3anochb BAW-
siHMe ¢unocodcko-acTeTMyHeckmx naen e BuHbm o 3a-
6POLUEHHOCTN YenoBeka B CyLLeCTBOBaHWE, TparmyHo-
CTu ero yaena, 6e3bICXOAHOM OAUHOYECTBE, HEN36bIBHOWM
TOCKe, OTYasiHUW, HalleAWwuX BOMOLeHVe B MNeccumm-
CTMYECKON TOHANIbHOCTU MHOIMX €ro Npou3BeaeHui, Ha
TBOPYECTBO GPaHLy3CKUX 9K3UCTEHLMANUCTOB U UX NO-
cnepoBatenen B XX-XXI Bekax.
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The Stoicism of the Lone Wolf. The Romantic
Aesthetic of Alfred de Vigny and Its Literary Outlines.
Part Two

Abstract. The article reveals the specificity of Alfred de
Vigny’s aesthetic views and literary work which illustrates
his original position in the context of the aesthetics of
French romanticism. Alfred de Vigny shared its basic
principles related to the conviction in the inherent value
of art, the priority of artistic perfection, idealization and
symbolization, and an increased interest in the national
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origins of artistic creativity and the character of a romantic
hero — sensitive, passionate, melancholic, and at the same
time egocentric. However, he gave them the romantic-
heroic connotation of the philosophy of stoicism, which
defined the semantic dominant of his creative work and the
aura of masculine restraint inherent in it. His reflections on
the truth and fiction in art, artistic images and symbols, the
features of a historical novel, the character of a romantic
drama, and the figure of a banished poet largely paved the
way for the further development of these subjects both in
theory and artistic practice. Most of the characters of his
symbolic plays, novels, and poems are self-absorbed,
proud loners, marked by a tragic worldview, who stoically
endure the adversities that fall to their lot but are unable to
avoid fatal outcomes.

Alfred de Vigny considered himself an “epic moralist”
focused on issues of honor, duty, and conscience. Another
distinctive feature of his position is not only the interest in
national history but also a direct appeal to its vicissitudes
in his artistic creativity, as well as conceptualization of
ways to understand history in art. The rich symbolism of de
Vigny’s works, their high artistry, a deep understanding of
the tragic fate of the artist, a cursed poet, had a significant
impact on the aesthetics and poetics of symbolism.
Additionally, Alfred de Vigny’s philosophical and aesthetic
ideas of abandonment of man into existence, the tragic
nature of his lot, hopeless loneliness, inescapable longing,
and despair, which were reflected in the pessimistic tone
of many of his works, had a considerable influence on the
creative activity of French existentialists and their followers
in the 20th-21st centuries.

Keywords: Alfred de Vigny, romanticism, art, stoicism,
symbolism, poetry, drama, historical novel, artistic truth,
imagination
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Cospartenb ToBapuLiecTBa NPoOJIeTapCKoro
uckyccrsa B BepnuHe ®puppux Bunsrenom Bpacc:
nepBbIi ONbIT 6uorpadpum

AHHoTauwms. Llenb HacToswen cTtaTb — nUccnenoBaHne
YKU3HU 1 gesitensHocTn Opuapuxa Bunsrenbma bpacca,
ocHoBaTens ToBapuLiecTBa NPONETAapPCKOro UCKyccTBa
B bepnuHe (1920). ®puapux Bunbrenom bpacc (1873-1931)
Ha NPOTSXKEHUW BCEN XXU3HWU CTPEMWUICS COoYeTaTb KOM-
Mepyeckme WHTEpPEeChl TOprosua MPOU3BEAEHUSMU CO-
BPEMEHHOIO0 UCKYCCTBa C MAESAMWU COLManbHOro nepe-
ycTporictBa Mupa. OgHUM M3 MepBbIX Ha3BaBLININ cebs
B [epMaHu1m KOMMyHUCTOM, OH co3pan B 1920 roay B bep-
NnHe ToBapu1LLECTBO NPONETAPCKOro UCKYCCTBA, KOneK-
LMs KOTOPOro cTana NepBbiM CO6PaHMEM COBPEMEHHOIO
1CKyCCTBa, NprBe3eHHbIM B CoBeTckyto Poccutio. Ha oc-
HOBE 3TOW KONNMEeKLMU, XpaHsLienca B Apmutaxe n Poc-
CUICKOW akageMun XyLOXKEeCTB, apXMBHbIX MaTepuanoB
1 paboTbl B My3€elHbIX CO6paHuax fepMaHnumn pekoHCTpy-
vpyeTcsl UCTOpPUSi BO3HUKHOBEHWSI CaMoOro ToBapwuLle-
ctBa B bepnnHe B 1920 roay, cocTaB y4aCcTHUKOB U 61O~
rpadus ero cospatens. AKTyanbHOCTb W HOBU3Ha CTaTbu
06ycnoBneHa OTCYTCTBMEM Hay4HbIX WCCNEfoBaHUN Mo
LaHHOW npobnemaTtunke, OTKpbIBaEMOW aBTOPOM B CBOMUX
pab6otax.

MocnepoBaTenbHO paccMaTPUBAETCS XXU3HEHHbIA MyTb
®.B. Bpacca. lNonyunBlMiA pemecreHHoe o6pa3oBa-
Hue B Kpedenbae, Bpacc npeanpuH1Mman HeCKosbKo no-
MbITOK OPraHn3oBaTb TaM XyAOXECTBEHHYI TOProBio,
B MepBYI0 O4epeab OPUEHTUPOBAHHYIO Ha cpeay paboyuX.
YneH Couman-geMokpaTnyeckon naptum FepmaHmm, oH
nbiTanca 3anHTepecoBaTb NapTUIO NEPCMNEKTUBON TaKown
NPOCBETUTENBCKON U arnTauMOHHON paboTbl. TN Haumn-
HaHWA okasanucb GUHAHCOBO HecocTosTeNbHbIMU. M03-
»xe bpacc pa6oTtan B HemeLKux mMactepckux Xennepay,
roe dabpukaHT Kapn LUMUAT peann3oBan NpoeKT Macco-
BOro NPou3BoACTBa Me6enu, paspaboTaHHOW BeyLLMMU
eBponenckMMN an3aiHepaMu W OPUEHTUPOBaAHHOW Ha
caMblIi LUIMPOKUI U AEMOKPATUYECKUI PbIHOK.

B roapl MNepson MnpoBor BoMHbI Bpacc 6bin Mo6unmnso-
BaH, NPOBEN HECKOJBKO NET B NiieHy B Poccuu, rae BcTpe-
TMN peBontoumio, v BepHynca B1919 ropy B lepmanuio
y6EXXAEHHBIM CTOPOHHUKOM KOMMYHUCTUYECKOTO Nnepey-
cTpouncTea mmpa. lNMocne Hoabpbckon peontounm B bep-
JIMHE BO3HWKJ/I0 HECKO/IbKO XYAOXECTBEHHbIX OpraHu3a-
LUMiA, Ybsl AeSTENbHOCTL Gbina obpalleHa K nponetapuarty
(Pa6o4nin coBeT Mo UCKYCCTBY, TOBapULLECTBO couuanun-
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CTUYECKUX XyAOXKHUKOB, CO03 3a MPONETaPCKYIO KYNbTy-
py, MponeTtapckuin Teatp SpeuHa NuckaTtopa u gp.). Cpe-
[N HUX 6b1N10 1 TOBapWMLLECTBO NPONIETAPCKOro CKYCCTBa
KOMMYHWcTa Bpacca, co6paBLiero pa6oTbl EBbIX XYAOXK-
HUWKOB, NPEVMYLLECTBEHHO 3KCMPECCMOHUCTOB MNepBoro
1 BTOPOro nokoneHus. Kak 1 60MbLUMHCTBO 3TUX XyA0XKe-
CTBEHHbIX MHMLMATKB, ToBapuLLecTBo bpacca He cmorno
BbDKUTb B YCIOBUSIX 9KOHOMUYECKOro Kpuanca. YHukanb-
Has KONMnekuus ToBapuuiecTBa 6bina npuobpeteHa BO
Bpems noesaku B lepmanuio npeacepatens KomuHTep-
Ha I. 3uHoBbeBa B okTa6pe 1920 roga 1 npmeeseHa B Co-
BeTCKyto Poccuio.

B nanbHenwewm, B rogsl Berimapckon pecny6nuku, bpacc
yXXe He MpeanpuHMMan CTonb aMBULIMO3HbIX NMPOEKTOB,
NpoAoIKas TOProB/io NMPOV3BEAEHUAMW NIEBbIX XYAOXK-
HuKoB. OH pa6oTtan B XareHe v [toccenbaopde, raoe CKoH-
yancs B 1931 rogy.

ABTOp NpuXoguT K 3ak/odeHuto, 4To durypa bpac-
ca npeacrTaBnsna HOBbIN AN XYLOXECTBEHHOIO pbiHKa
XX Beka Tvn npeanpuHuMatens, $bokycupoBaBLLerocs
npexzae BCero Ha NpoABMXKEHUM HOBEWLLEro UCKycCTBa
B Cpefe pabouux, aruTaLmm 3a HOBYIO XKM3Hb SI3bIKOM UC-
KyccTBa.
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Friedrich Wilhelm Brass, Creator of the
Genossenschaft for Proletarian Art in Berlin: the First
Experience of a Biography

Abstract. The purpose of this article is to study the
life and activity of Friedrich Wilhelm Brass, founder of
Genossenschaftfor Proletarian Artin Berlin (1920). Friedrich
Wilhelm Brass (1873-1931) throughout his life sought to
combine the commercial interests of a contemporary
art dealer with the ideas of the social reorganization of
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the world. One of the first to call himself a communist in
Germany, he created in 1920 in Berlin the Genossenschaft
for Proletarian Art, the collection of which became the
first contemporary western art brought to Soviet Russia.
On the basis of this collection kept in the Hermitage and
the Russian Academy of Arts, archival materials and work
in museum collections in Germany, the history of the
emergence of the Genossenschaft in Berlin in 1920, the
composition of the participants and the biography of its
creator are reconstructed. The relevance and novelty of
the article is due to the lack of scientific research on this
issue discovered by the author in his works.

The life path of FW. Brass is consistently considered.
Trained as a craftsman in Krefeld, Brass made several
attempts to establish an art trade there, primarily aimed
at the workers’ milieu. A member of the Social Democratic
Party of Germany, he tried to interest the party in the
prospect of such educational and agitational work. These
initiatives proved to be financially untenable. Brass later
worked at the German Workshops Hellerau, where the
manufacturer Karl Schmidt implemented a project for
the mass production of furniture designed by leading
European designers and oriented to the widest and most
democratic market.

During the First World War, Brass was mobilized and
spent several years in captivity in Russia, where he
met the revolution and returned to Germany in 1919 as
a convinced supporter of the communist reorganization
of the world. After the November Revolution, several
artistic organizations arose in Berlin, whose activities were
directed towards the proletariat (the Workers’ Council
for Art, the Association of Socialist Artists, the Union
for Proletarian Culture, the Proletarian Theatre of Erwin
Piscator, etc.). Among them was the Genossenschaft for
Proletarian Art of the communist Brass, who collected
the works of left-wing artists, mainly expressionists of
the first and second generation. Like most of these
artistic initiatives, the Brass Genossenschaft could not
survive the economic crisis. The unique collection of the
Genossenschaft was acquired during a trip to Germany
by Comintern Chairman G. Zinoviev in October 1920 and
brought to Soviet Russia.

Later, during the years of the Weimar Republic, Brass no
longer undertook such ambitious projects, continuing to
trade in the works of left-wing artists. He worked in Hagen
and Disseldorf, where he died in 1931.

The author comes to the conclusion that the figure of Brass
represents a new type of entrepreneur for the art market of
the 20th century, focused primarily on the promotion of the
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latest art among the workers, agitation for a new life in the
language of art.

Keywords: Friedrich Wilhelm Brass, Genossenschaft

for Proletarian Art, Expressionism, Dadaism, Social
Democratic Party of Germany, Communist Party of
Germany, Weimar Republic, German art associations,
proletarian art
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KoHcTaHTuH KopoBuH B BOnnoweHun cesoero
NuTepaTypHOro Hacneaus

AHHoTauma. NpeaMeT cTaTbl — NMNTEPATYPHOE Hacneame
BbIAAKOLWEroCs PyCCKOro XyaoXKHuka KoHcTaHTUHa Anek-
ceeBunya KopoBuHa (1861-1939): BocrnoMuHaHus, paccka-
3bl, NUCbMa py6exa XIX-XX BekoB. CTaTbsi NpeacTaBnseT
CcOG6ON MOMbITKY AOMONHWUTL UCCNEeAOBaHUS TBOpYeCTBa
XXMBOMUCLA, MNpuUBAekas BHUMaHWe Kero nutepartyp-
HOMY Hacneauio. BbiiBNsieTcs LWWMPOKUIA COLMOKYBTYP-
HblA KOHTEKCT paccMaTpuBaeMblX COYMHEHWR, a Tak-
>Xe 60NblUON CNeKTP Npo6aeM, OTPasMBLLNXCA B XXU3HWU
XYLOXXHWKa. AKLEHT choenaH Ha Bonpocax, Henocpen-
CTBEHHO KacaloLMXCs PasBUTUS XYOAOXKECTBEHHOW Ky/b-
Typbl. B CBSI3W ¢ 3TVM B nosne 3peHusi aBTopa OKasblBatoT-
cs1 G1NocodCKO-NCUXONOrnyeckme NPUYNHbLI o6palleHns
K XaHpy BOCMOMWHaHWI KaK BaXKHOMY KOMMOHEHTY pyHK-
LMOHMPOBAHUS XyA0XKECTBEHHO-KY/IETYPHOrO NPOCTPaH-
cTBa.

AHanusnpyetcs, Kak B COGCTBEHHbIX NUTEepaTypHbIX TPy-
fax XyAOXHWK MOCTOSIHHO o6paluasncs K Bonpocam npu-
pPOAbl U CYLHOCTU UCKYCCTBA, €ro 3arafiok, Heo6biCHU-
MbIX TaliH, CMbIC/1a 1 Lienn TBOPYECKOro npotiecca. B cta-
Tb€ paccMaTpuBalOTCSi TaKue MOHATUS, KaK apTUCTU3M,
«HauTVe», CaMOLIeHHOCTb KpacoTbl W XYAOXECTBEHHO-
ro TBopyecTBa. [MopyepkmBaetcsi, 4To Ans KopoBuHa,
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KaK 1 N MHOTUX ero Apy3en-eAnHOMbILIIEHHNKOB, UH-
TYUTUBHbIE XapaKTepPUCTUKM UCKYCCTBA, apTucTU4eckoe
BOOJyLUEBNIEHNE He O3Hayanu oTka3da OT BOMPOCOB Ma-
CTEpCTBa, TLWaTENbHOrO N3Y4EHUS U TOYHOTO 3HAHUS N30~
6parkaemoro npeameTa. B aTom nnaHe oco6oe 3HayeHve
nNpro6peTaloT PacCyXXAeHUsi 0 CO3AaHUM My3blKasbHbIX
v TeaTpanbHbIX 06pa3oB COBPEMEHHUKOM >XMBOMUCLA,
Bblaatowmmes nesuom depopom LLansnuHbiM, KOTOpble
cofepkaTtcsi B BOCMOMUHaHNaX KopoBuHa.
MokasaTenbHo, YTO Pa3MbILLNIEHUST O CYLLHOCTU MUCKYC-
CcTBa coefuHsioTcs y KopoBMHa € onvcaHneM noBscef-
HEBHOW >XM3HU JopeBontoumoHHo Poccun. Ocob6oe
BHUMaHVE XYOOXHWUK yAensieT COGbITUAM, CBSA3aHHbIM
C O6LLECTBEHHBIM 1 KyNIbTYPHbIM KPU3UCOM, Ha pOHE KO-
TOPOro pa3BopaynBanoch ero TBopyecTso. CneumnanbHoe
MEeCTO B CTaTbe OTBOAMTCS MOMbITKAM OCMbIC/IEHUSI XY~
[OXXHUKOM CNOXHbIX COLManbHbIX MPOLECCoB Havana XX
BeKa; BbISIBNISIETCS aKTyaslbHOCTb OGpaLleHusi K AaHHOW
npo6nemMaTvke A5 pa3BUTUS COBPEMEHHO Ky/bTypbl.
KnioueBble cnoBa: KoHcTaHTVH KoposuH, ®enop
LLlansinuH, BOCMOMMHaHWs, UCKYCCTBO, TBOPYECTBO,
XYLLOXXECTBEHHbIV 06pa3, BpeMsl, TEKCT, coLmanbHbIi
Kpu3smnc
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Konstantin Korovin’s Expression in His Literary
Heritage

Abstract. The subject of the article is the literary heritage
of the outstanding Russian artist Konstantin Alekseevich
Korovin (1861-1939): memoirs, stories, and letters at the
turn of the 19th-20th centuries. The article represents an
attempt to supplement the studies of the artist's work,
drawing attention to his literary heritage. It reveals the
broad socio-cultural context of the works under analysis,
as well as a wide range of problems that had an impact
on Korovin's life. The emphasis in the article is on issues
directly related to the development of artistic culture. In this
regard, within the view of the author are the philosophical
and psychological reasons for turning to the genre of
memoirs as an important component of the functioning of
the artistic and cultural space.
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The author analyses how in his literary works Korovin
constantly addressed himself to the questions of the
nature and essence of art, its inexplicable mysteries, the
meaning and purpose of the creative process. The article
deals with such concepts as artistry, intuition, the inherent
value of beauty and artistic creativity. It is emphasized that
for Korovin, as well as for many of his like-minded friends,
the intuitive characteristics of art and artistic inspiration did
not mean abandoning the issues of skill, careful study and
accurate knowledge of the depicted subject. In this regard,
discussions about the creation of musical and theatrical
images by the artists’ contemporary, the outstanding
singer Fyodor Chaliapin, which are contained in Korovin's
memoirs, are of particular importance.

It is significant that Korovin combines reflections on the
essence of art with descriptions of the everyday life in pre-
revolutionary Russia. The artist pays particular attention to
events related to the social and cultural crisis against which
his work unfolded. A special place in the article is given to
the artist’'s attempts to comprehend the complex social
processes of the early 20th century, and the relevance
of addressing the issue for the development of modern
culture.

Keywords: Konstantin Korovin, Fyodor Chaliapin,
memories, art, creativity, artistic image, time, text, social
crisis

Received 30.03.2022

Accepted 07.05.2022

UcKyccTBO COBETCKOro BpeMeHu

AHppeeBa EkaTepuHa lOpbeBHa

[okTop dmunocodckmx HayK, kaHanaat
NCKyCCTBOBEAEHMS, YneH MexxayHapoaHoi accoumaummn
KpuTmkoB AICA, 119002, Poccus, MockBsa, nep. CuBLeB
Bparkek, 43

ORCID ID: 0000-0001-5765-242X

ResearcherID: V-7985-2018

andreyevaek@gmail.com

YOK 7036
BBK 85.103(2)6; 85.333(2)
DOI:10.51678/2226-0072-2022-3-86-139

HoBbin TeaTp «HOBbIX XyA0)KHUKOB» U PYCCKUN
aBaHrapp,

AHHOTaumsa. MynsTMeaninHas NpakT1ka PycCKoro aBaH-
rapaa, B KOTOpO TeaTpanbHOEe UCKYCCTBO HEOTAENMMO OT
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NIUTEPaTYPHOro, N306PasUTENbHOMO U My3blKasbHOrO, Ha-
wna npojo/hKeHVe 4epes MonBeka BTBOPYECTBE rpyn-
nbl «HOBble XYOOXHWKM», OCHOBaHHOM Tumypom Hosu-
koBbIM B1982 ropgy BJleHuHrpage. [JaHHas cTaTbsi sBNs-
eTcs NepBbliM MCCNefoBaHMeM Tak HasbiBaemoro Hosoro
Teatpa «HOBbIX XYLOXHWUKOBY, C KOTOPbIM CBS3aHbl CMeK-
Takn-xenneHuHrn «banet Tpex Hepasny4yHUKoB», «AHHA
KapeHuHay, «Manot», a Takke nx npeawecTseHHuLa — n-
TepaTypHO-LUyMoBas akLms «MeanUMHCKUIA KOHLEePT.

B cTtatbe paccmaTpuBaloTCs TPU 3EMEHTa aBaHrapaHowm
TeaTpanbHOW TPaauumu, BXoAsume B pe3oHaHC ¢ HoBbim
TeaTpoM: BCeoGbeEMIIOLLAs KOHLENUMS «TeaTpa ANs cebs»
Hvikonas EBpenHOBa, My3blKasibHO-MPOCTPAHCTBEHHbBIE Te-
aTparbHble aKcrnepuMeHTbl Muxanna MaTiolumHa 1 ero no-
cnepoBatenen, abcypaucTckuin Teatp HdaHumna Xapmca
1 OB3PWY. BTopoi 1 TpeTuin 3 HMX, CTOSb HECXOXME MEXK-
[ly COGOW, TEM HE MeHee MMEIOT O6LLIYIO FpaHuLLy, rae Teppu-
TopuM 3ayMu (anornama) 1 abeypamama CxogsaTcs Ha obLuen
norpaHuny4Hoi nonoce. Ml caMo NpOCTPaHCTBO 3TOMO CXOXK-
[leHWsl CO3[aeT CMbICIOBOE AVHaAMUYECKOe HanpsikeHue,
KOTOPbIM OTMEYEHbI M TBOPYECTBO Xapmca, W UCKYCCTBO
HoBwuKoBa: HanpsixeHne Mexzay abCypaoM BO3BbILLAOLLMM,
YCTPEM/NEHHbIM K HEBbIPA3UMOMY W BHEBPEMEHHOMY, YHU-
BepcasnbHOMy, 1, Ha06OPOT, a6CYPAOM MOHMKAKOLWMM, Ae-
CTPYKTUBHbIM. O4EBUAHO, YTO pa3nnMyeHne AByX TUMNOB ab-
cypam3ama — dyHaameHTanbHas npoénema OHTONOrnn He
TONbKO PYCCKOro aBaHrapga. HoBbil TeaTp MOXHO pac-
cmaTpmBaTb KaK [JIMBLLYIOCS OKONMO TPex NeT cericMuye-
CKYylO aKTMBHOCTb STOW MOrpaHuWYyHOM MOJIOChl aBaHrapa-
HOro TBOPYECTBA, CBSI3AHHOTO B Hayane C CUMBOMV3MOM
1 6bICTPO OTOLLEALLErO Yepe3 SKCMPECCUOHN3M K Aafans-
My U1 cloppeanuamy. Ha aTol rpaHuLie TBOPHECTBO NPOSIBAS-
eT cebs Kak BHE/IMYHOCTHbINM NMPOLLECC, B KOTOPOM YCTaHaB-
NMBaeTCA CBA3b YeNIoBEKa C PUTMaMmn MUpa U, HanpoTuB,
[IEMOHCTPUPYETCA pacnaf BCex CBsA3el, AeKOHCTPYKLMS
v nepec6opka obLiecTsa. ABTOP MPUXOOMUT K BblBOAY, YTO
BO3HVKLUMIA B IEHWUHIPaACKOM aHpeprpayHae HoBbi Te-
aTp SBU/ICS He NnoapaXkaHWeMm aBaHrapAHbIM NpakTUKam, Ho
VX HOBbIM POXAEHWEM, YTO [OKa3blBAET OPraHUYHOCTb NS
neTep6yprckon KynsTypbl 3To GopMbl TBOPYECTBA.
KnroueBble cnoBa: aBaHrapHbli Teatp, «teatp Ans
ce6s», OBIPUY, «HoBble Xyoo)KHUKN»
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The New Theatre of the New Artists Group and the
Russian Avant-Garde

Abstract. The multimedia practice of the Russian Avant-
Garde, in which theatrical art is inseparable from literary,
visual and musical art, found its continuation half a century
later in the work of the New Artists group, founded by Timur
Novikov in 1982 in Leningrad. This article is the first study
of the so-called New Theatre of the New Artists, which is
associated with the following happenings or performances:
The Ballet of the Three Inseparables, Anna Karenina, The
Idiot, and their predecessor, the literary-noise action The
Medical Concert. The article discusses three elements of
the avant-garde theatrical tradition that resonate with the
New Theatre: Nikolai Evreinov’s comprehensive concept
of the “theatre for oneself”, the musical-spatial theatrical
experiments of Mikhail Matyushin and his followers, and
the absurdist theatre of Daniil Kharms and OBERIU. The
second and third, despite being so dissimilar to each other,
share the borderline, where zaum (alogism) and absurdism
converge. This very convergence creates a dynamic
semantic tension that marks the ideas of both D. Kharms
and T. Novikov: the tension between an uplifting absurdity,
striving for the inexpressible, timeless and universal, and,
conversely, a lowering, destructive absurdity. It is obvious
that the distinction between the two types of absurdism is
a fundamental problem of ontology not only of the Russian
Avant-Garde. The New Theatre can be considered as
a seismic activity that lasted for about three years at the
borderline area of the avant-garde art that worked its way
from Symbolism through Expressionism to Dadaism and
Surrealism. On this borderline, creativity manifests itself
as an impersonal or other-than-personal process that
establishes a connection of a person with the rhythms
of the world or, on the contrary, illustrates disintegration,
deconstruction and the reassembly of society. The New
Theatre that established in the Leningrad underground
was not an imitation of the avant-garde practices but their
rebirth, which proves that this form of creativity is organic
for the culture of St. Petersburg.

Keywords: avant-garde theatre, “theatre for oneself”,
OBERIU, the New Artists
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Uspatenbckui npoekT Bcecoro3Hon akagemum
apxuTeKkTypbl. Bknap, B.. 3y60Ba B apXUTEKTYPHYIO
Teopuio 1930-x rogos

AHHoTauusa. CtaTbsi MOCBSILLEHA W3AATENbCKON U Ha-
YYHO-UCCnepoBaTenbCckon  AesaTenbHocTn  Bcecotos-
HOV aKaileMuUn apxXuUTeKTypbl, ocyllecTBasemon B 1930-e
rofibl B CBA3M C NepeBOfOM U KOMMEHTUPOBAHNEM apXu-
TEKTYPHbIX TPaKTaToB AHTUYHOCTM, UTanbsHckoro Bos-
POXAEHMS W ApYyrMx TEKCTOB MO K/JaCCUYECKON apxu-
TeKTypHOn Teopuu. Bcero 3a wwecTb-cemb net Akage-
MUSi apXUTEKTYpbl MOArOTOBMIA K BbIMyCKY MepeBoAbl
Hanbonee 3HaYMMbIX KanuTanbHbIX 3anagHoeBponen-
CKUX TPYAOB MO TEOPUWN U UCTOPUM apXUTEKTYpbl, 60/b-
wasi 4acTb U3 KOTOPbIX paHee HuKorga He nepeBoam-
nacb Ha PycCKuii s3blK U He ny6nukoBanacb B Poccuu.
OpHOM 13 rnaBHenLWnX 3ajay NpoekTa ctana pa6oTa no
YCTaHOBMIEHWUIO MOANIMHHBIX TEKCTOB MEePEBOAUMBIX CO-
YMHEHWI, a TaKXKe NOAroTOBKa KOMMEHTapueB U npume-
YaHWU, OGBACHSIIOLWNX CNIOXKHbIE, HE BCErAa oYeBUAaHbIE
CMBbIC/Ibl CTAPUHHbBIX TPaKTaToOB MO apXUTEKTYPHOW Teo-
pun. 3Ta AeSTENbHOCTb Ha HECKOMBKO NEeT o6beanHuna
YCUNINSI BbIAAIOLLMXCA NPeAcTaBUTENell OTe4eCTBEHHOro
VICKYCCTBO3HaHUS, CPean KOTOPbIX 0COGOEe MONOXeHue
3aHMMaeT yyeHbln-aHumKnoneanct Bacunuin MNasnosuy
3y6oB. B pamkax npoekTa B.I. 3y6oB NnpeactaBun Han6o-
nee o6LWMpPHbIE U HAay4YHO-060CHOBAHHbIE KOMMEHTapUN.
Cpeau HUX: NpYMeYaHus K TpakTaTy «[lecsiTb KHUM 0 304~
yecTBe» J1.-b. Anb6epTn 1 coumHeHuto [1. bap6apo «Kom-
MEHTapui K AeCSTU KHUram 06 apxuTekType Butpysus».
Tpyaobl B.M. 3y6oBa nony4mnu camyto BbICOKYK OLIEH-
Ky He Tonbko B Poccun, HO 1 3a py6GexxoMm, a ero nepe-
BOAbl Y KOMMEHTapUW MPOABUHY/IN OTEYECTBEHHOE WUC-
KYCCTBO3HaHWe Ha HOBbIV UCCNeAoBaTeIbCKUA YPOBEHb.
B Hay4HOW nuTepaType HeoAHOKPaTHO YNOMWHanocb 06
n3paTtenibCkoM nNpoekTe AKafemMmnm apxXmTeKkTypbl, O4HaKo
CUCTEMAaTU3NPOBAHHbIX CBEAEHWUI [0 HACTOSLLEro Bpe-
MEHW NPeAcTaBeHo He 6bINo, U UCTOPUS STOro NpoekTa
TpebyeT AOMOMHUTENbHBIX MCCNeAoBaHWIA. [onbiTka BOC-
MOMHEHWSI yKa3aHHbIX NTaKyH, B pamKax KOTOPOW Takxe
BBOAATCS B HAY4YHbI 060POT HEOMNYGIMKOBAHHbIE apXMB-
Hble UCTOYHMKMN U MaION3BECTHbIE XXYPHanbHble My6nun-
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kauum 1930-x rogos, o6ycnaBnnBaeT aKTyalbHOCTb U HO-
BW3HY A@HHOW CTaTbW.
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The Publishing Project of the All-Union Academy

of Architecture. V.P. Zubov’s Contribution to the
Architectural Theory of the 1930s

Abstract. The article is devoted to the publishing and
research activities of the All-Union Academy of Architecture
carried out in the 1930s, which consisted in the translation
and commentary of architectural treatises of antiquity,
the ltalian Renaissance, and other texts on classical
architectural theory. In just six to seven years, the Academy
of Architecture prepared for publication translations of the
most significant comprehensive western European works
on the theory and history of architecture, most of which had
never been translated into Russian before and had not been
published in Russia. One of the main tasks of the project
was to establish the original texts of the translated works,
as well as to prepare commentary and notes explaining the
complex, not always obvious meanings of ancient treatises
on architectural theory. For several years, this work united
the efforts of outstanding representatives of the Russian
history of art. A special place among them belongs to the
academic encyclopaedist Vasily P. Zubov, who presented
the most extensive and scientifically-based comments.
Among them are comments on the treatise The Ten Books
on Architecture by L.B. Alberti and notes to the essay by
D. Barbaro Comment on the Ten Books on the Architecture
by Vitruvius. Zubov’s works have been highly appreciated
not only in Russia, but also abroad, and his translations
and comments have advanced Russian art studies
to anew research level. The publishing project of the
Academy of Architecture has been repeatedly mentioned
in the scientific literature, but no systematic information
has been provided and the history of this project requires
additional research. The attempt to fill in these gaps, which
also introduces into scientific circulation the unpublished
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archival sources and little-known journal publications of the
1930s, determines the relevance and novelty of this article.
Keywords: Vasily P. Zubov, the All-Union Academy of
Architecture, publishing project, program for translation
and commentary of classics of architectural thought
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K Bonpocy 0 BO3MOXXHbIX UKOHOrpadU4eCcKmx npoTo-
Tunax «MoprpeTa XaHHbl Kepep» PepHaHa KHonda
AHHOTauums. B MeTof010rM4ecKoM OTHOLLEHNW 6a3npyto-
Lascs Ha NpUHUMNAax cpaBHUTENbHO-MKOHOrPapuyecko-
ro N CTUINCTUYECKOrO aHanm3a, HacTosLLLas CTaTbs NOCBS-
LeHa npo6neme yCTaHOBNEHUSI BO3MOXXHbIX MPOTOTUMNOB
O[HOTO M3 Hanbonee 3Ha4YMMbIX C XyOAOXKECTBEHHO-3CTe-
TUYECKOW TOYKM 3peHns npousseeHuin OepHaHa KHon-
da — «[MopTpeTa XXaHHbl Kedep», co3gaHHOro mactepom
B 1885 rogy v HbiHe BxopsLero B cobpaHne Myses Mona
lettn B JlToc-Anoxenece. NprvHUMas BO BHUMaHWE UCTO-
prorpaduyeckuin acnekT ndydeHunst noptpeta XaHHbl Ke-
dep, aTakkKe y4UTbiBas akTyasbHble Hay4Hble MOAXOAbl,

[aHHble aBTOPOB. AHHOTaUMK

nNprYMeHsieMble COBPEMEHHbIMW UCCeaoBaTensiMmm 6enb-
TMINCKOro CMMBONM3Ma B OTHOLLEHWUN U3YYEHWUs NMOPTPET-
HoW KoHuenuun KHonda, aBTopbl CTaTbW BbIABUralOT M-
noTesy, COrnacHoO KOTOpoi MKOHOrpaduyeckum npoToTu-
NoM npu CO3[aHWM paccMaTpyBaemoro Mpou3BefeHNs
(nomumo doTorpacduii, aBTOMaToOHOB UM GapbopoBbIX Ky-
KOS, KOTOPbIX Yalle BCero HasblBaloT nccnefoBaTenm) Mor-
NN CNYXXWUTb OTAESbHbIE XMBOMUCHbIE PaboTbl MacTepoB
30/10TOr0 BEKa HUAEPNaHACKOro 1 pnamaHackoro UCKyc-
cTBa. [MopTpeT XaHHbl Kedep, a Takxke pag apyrux oet-
CKMX TOPTPETOB, CO3AAHHbIX XYAOXKHWKOM B MEpPUOL,
1880-1890-x ronoB, CpaBHMBAIOTCS, B YaCTHOCTH, C MpPo-
n3BegeHusmu epapaa Tep6opxa Mnapuwero, MoxaHHe-
ca BepcnpoHka, KopHenuca ge Boca. B npokasatenscteo
BbIABUraeMbIx NPEANONOXEHNIA aBTOPbI CTaTbl NPUBOAST
nprMepbl UCTOYHUKOB, KOTopbiMu KHOMG noTeHumanbHO
MOr BOCMO/b30BaThbCs, @ UMEHHO Ny6MKaLvn B nepuoamn-
YeCKOW nevaTw, Katanoru 1 4yacTHble cobpaHus. B pabote
TaKXXe NnoavyepkMBaeTCs, YTO C y4eTOM aKTyanusaumm amc-
Kypca UCTOPUYECKO 1 KYNLTYPHOW NamsTh, KoTopas npu-
xoauTcsi B benbrum Ha BTOpYIO nonoBuHy XIX Beka, 1 B yc-
NIOBUSIX HEOGXOAMMOCTU MAENHOrO NEPEOCMbICTIEHNS Ha-
LMOHanNbHbIX MCTOKOB 6€NbrMnCKo BU3yanbHOM KynbTypbl,
o6paleHve KHonda, Kak 1 Apyrix MactepoB 6enbrmncko-
ro CMMBONM3MA, K XyooXecTBeHHoMy Hacnenumto XVII cto-
NeTus SBNSETCS BNOMHE BO3MOXHbIM 1 ONpaBAaHHbIM.
KnioueBble cnoBa: 6enbrmncknin cumeonnam, Knonao,
netckunin noptpeT, Kedpep, Tep6opx, BepcnpoHk,
KopHenuc ge Boc
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On the Question of Possible Iconographic Prototypes
of the Portrait of Jeanne Kéfer by Fernand Khnopff
Abstract. Methodologically based on the principles of
comparative iconographic and stylistic analysis, this
article is devoted to the problem of establishing possible
prototypes of Fernand Khnopff's Portrait of Jeanne Kéfer,
one of the most significant works created by the master
in 1885, now included in the collection of the J.Paul
Getty Museum in Los Angeles. Taking into account the
historiographic aspect of studying the portrait of Jeanne
Kéfer and the current scientific approaches by modern
researchers of Belgian Symbolism to the analysis of
Khnopff’s portrait concept, the authors of the article put
forward a hypothesis according to which in the process of
creating the work in question (in addition to photographs,
automatons or porcelain dolls, which are most often
mentioned by researchers) individual paintings by the
masters of the golden age of Dutch and Flemish art
could have served as an iconographic prototype. The
portrait of Jeanne Kéfer, as well as a number of other
children’s portraits created by the artist in 1880-1890s,
is compared, in particular, with the works by Gerard ter
Borch the Younger, Johannes Cornelisz Verspronck, and
Cornelis de Vos. To prove the assumptions put forward,
the authors of the article give examples of the sources that
Khnopff could potentially use, namely, the publications in
periodicals, catalogues and private collections. The study
also highlights that taking into account the actualization
of the discourse of historical and cultural memory, which
took place in Belgium in the second half of the 19th century,
and the need for an ideological rethinking of the national
origins of Belgian visual culture, the appeal of Khnopff,
as well as of other masters of Belgian Symbolism, to the
artistic heritage of the 17th century is quite possible and
justified.

Keywords: Belgian Symbolism, Khnopff, child portrait,
Kéfer, ter Borch, Verspronck, Cornelis de Vos
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A.J1. Top6GyHKOB 1 UKOHOrpadpuyecKkne UCTOUHMUKU
YYKOTCKO-3CKMMOCCKOIo KOCTOPEe3HOIro UCKYCCTBa
nepBou TpeTu XX Beka

AHHOTauumsa. BcTatbe npocnexxuBaeTcs MUCTopus cTa-
HOBNEHNSA U Pa3BUTUSI YYKOTCKO-3CKMMOCCKOrO KOCTO-
PE3HOro XyAOXXECTBEHHOrO MPOMbIC/Ia CKBO3b MpU3My
npo6nemMbl «fanekoro» W «6N3Koro», paccmatpusae-
MOW Ha OCHOBE Kpyra MCTOYHWKOB, Ha KOTOpble onupan-
ca AnekcaHap JleoHnposu4y [OpP6YHKOB, XyOOXeCTBEH-
HbI PYKOBOAUTECH YYKOTCKNX KOCTOPE3HbIX MacTEPCKMX,
npu pa6oTe ¢ MeCTHbIMW MacTepamu. HoBU3Ha TeMbl UC-
cnefoBaHws, BBeAeHVE B Hay4YHbI 060pOT JHEBHUKOBbIX
3anuceit FopbyHKoBa MOATBEPXAAIOT aKTya/lbHOCTb W3-
6paHHOM Npo6iemMaTmKK, He MONy4YMBLUEN AOCTAaTOYHOIO
OCBeLLEeHNS B UCCIe0BaTeNIbCKOW NuTepaType.
MpuBnekas Kopnyc apxmBHbIXx MaTepuanoB HayyHo-uc-
CnefoBaTeNbCckoro WMHCTUTYTa  XYOOXECTBEHHOW npo-
MbiwneHHocTn (HUUXTI), aBTOp M3y4aeT npouecc cTa-
HOBNEHNS YYKOTCKO-3CKMMOCCKOr0 KOCTOPE3HOro Wc-
KyccTBa BMepBon TpeTu XX Beka He W30/MpPOBaHo,
anpuHMmMasi BO BHWMaHWE KyNbTYPHO-UCTOPUYECKMI
KOHTEKCT, B OCOGEHHOCTU YYUTbIBAs AOCTUXEHUS U BaX-
HeWLWNN onbIT NPOdEeCCUOHaNbHbIX XYAOXHUKOB N UCKYC-
ctBoBefnoB HUUXT, HakonneHHbIn kK 1930-m rogam. AHa-
N3 «Janeknx» (PUCYHKU M OPHAMEHTbI Ha PUTYasbHbIX
npeameTax v npepMetax 6biTa, NMKeTax ckan Mertbime-
NI, pacnycaHHble LWKypbl MaHAapoK, MaTepuasnbl STHO-
rpadpuyecknx akcneamunin, eonbknop HapopoB KpariHe-
ro CeBepa) n «6IM3KMX» (Cpean KOTOpbIX Menkas nna-
CTMKa ceBepoaMepuKaHCKMX 3CKMMOCOB, paboTbl psiaa
€BPOMNENCKMNX N aMEPUKAHCKMX XYAOXHWUKOB) WUCTOYHU-
KOB YYKOTCKOro KOCTOpe3Horo nckycctsa 1930-x rogos
no3BonsieT MNpocneanTb TFeHe3nc YyKOTCKO-3CKMMOC-
CKOro XyAOXECTBEHHOro MpPOoMbICNa Pe3HoM KOCTU nep-
BOM TpeTn XX Beka, NpOoAeMOHCTPMPOBaTh COOTHOLLE-
HWe TpaauLMiA M HOBaLIMN HOBOIO 3Tana aToro MCKycCTBa.
KomnnekcHbIMU 3agadyaMu nccnefoBaHus o6ycnoBneHo
NPUMEHEHNE UCTOPUKO-KYNBTYPHOMO, XPOHOOMMYECKOro
Nnoaxoaa, CpaBHUTENBHOrO MeTofa 1 GopManbHO-CTUAN-
CTUYECKOro aHanusa. ABTOp NPUXOAUT K BbIBOAY O BaXK-
Henwewn ponn fopbyHKoOBa B yAa4YHOM COEeAVMHEeHUN Tpa-
OVLMOHHbIX N COBPEMEHHbIX TEHAEHUNI B UCCeayeMoM
BWAE WCKYCCTBA: 6a3npysiCb Ha HaLMOHasbHbIX XyA0Xe-
CTBEHHbIX NpakTukax, Mop6YHKOB akTyanuaupoBan ac-
COPTMMEHT W TEMaTUKY KOCTOPE3HbIX W3AEeNuii B COOT-
BETCTBWM C HOBbIMM 3anpocamu 3Moxu.

382

KnioueBble cnoBa: 4yKOTCKO-3CKMMOCCKOe
KOCTOPE3HOEe UCKYCCTBO, TPaANLMOHHbIE NMPOMBbIC/Ibl
HapogoB KpariHero Cesepa, A.J1. Top6yHKOB,
XYLOXXECTBEHHbIV PyKOBOAWUTENb, COBETCKOE MCKYCCTBO
1930-x

Shulgina Olga M.

PhD Student (in Art History), Russian Art History
Department, Institute of History, Saint Petersburg State
University, 7/9 Universitetskaya Emb., St. Petersburg,
199034, Russia

ORCID ID: 0000-0002-5449-0258

ResearcherlD: AAE-3259-2022
st079243@student.spbu.ru

A.L. Gorbunkov and Iconographic Sources of the
Walrus Ivory Carving Art of the Chukchi and Asian
Eskimos in the First Third of the 20th Century
Abstract. This article traces the history of the establishment
and development of the walrus ivory carving art of the
Chukchi and Asian Eskimos through the lens of the question
of “the far” and “the near”. This question is examined based
on a range of sources used by A.L. Gorbunkoy, the first art
director of ivory carving workshops in Chukotka, during his
interaction with local artists. The novelty of the research
topic and the introduction of Gorbunkov’s diary entries into
scientific circulation prove the relevance of the selected
problem, which has not been sufficiently covered in the
research literature before.

Revealing the materials of the former Scientific Research
Institute of Art Industry (NIIKhP), the author attempts
to consider the process of the establishment and
development of the walrus ivory carving arts and crafts
of Chukotka in the first third of the 20th century not in
isolation but holistically, taking into account the cultural
and historical context and the experience gained by
the experts of NIIKhP by the 1930s. The analysis of “the
far” (pictures and ornaments on various ritual objects
or household items, ancient petroglyphs on a site close
to Pegtymel, drawings on walrus skins, materials of
ethnographic expeditions, folklore of the peoples of the
Far North) and “the near” (among which is the sculpture
of American Eskimos and works by a number of American
and European artists) origins of the walrus ivory carving art
of Chukotka in the 1930s allows representing the genesis
of the Chukchi and Asian Eskimo handicraft in the first third
of the 20th century and demonstrating the correlation of
traditions and innovations in the new phase of this craft.
The complex tasks of the research condition the use of
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the historical, cultural, and chronological approach, the
comparative method and formal stylistic analysis. The
author comes to the conclusion about the important role
of Gorbunkov in the successful combination of traditional
and modern trends in the art form under research: based
on national artistic practices, Gorbunkov updated the
assortment and themes of ivory carving products in
accordance with the new demands of the epoch.
Keywords: walrus ivory carving art of Chukotka, traditional
handicrafts of the peoples of the Far North, A.L. Gorbunkov,
art director, Soviet art of the 1930s
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BokanbHble counHeHus M.M. Mycoprckoro B)KaHpe
My3blKaZIbHOro nopTpeTa

AHHoTauumsa. OgHOM 13 yOMBUTENbHbBIX FPaAHEN TBOpYe-
ckoro paposaHus M.M. Mycoprckoro siBnsnach ero cro-
COGHOCTb K 3aneyaT/ieHnio APKMUX 06pa3oB KOHKPETHbIX
ntofen, Kak COBPEMEHHWNKOB, OKPYXXaBLUKX ero B NoBces-
HEBHOW XW3HW, Tak 1 06pa3oB, CBS3aHHbIX C BOCCO3[a-
HUEM UCTOPUYECKNX NINYHOCTEN U NEPCOHaXEN APYrnx
anox. CTaTbsi NOCBsLLEHa PACCMOTPEHNIO OCOGEHHOCTEN
NPEeTBOPEHNS XXaHpa My3blkanbHOrO NOPTPETa B My3blke
KOMMo3uTopa.

AKTyanbHOCTb TeMbl O6YC/NOBfIEHa TeM, YTO MOAOGHbLIN
paKkypc B M3yYEHUN KaMepHO-BOKaNbHOro TBOpPYECTBa
M.[M. Mycoprckoro oo cux nop He npueiekan BHUMaHue
y4yeHbIX. B nepBon yacTu cTaTbn packpbiBaeTcs cneum-
duKa aHpa My3blKa/ibHOro NopTPeTa Npu ornope Kak Ha
My3blKOBeAYEeCKME TPyAbl, TaK U Ha pa6oTbl B 061aCT IN-
TepaTypbl 1 n306pasnTenbHoro uckyccrtsa. OCHOBHbIMU
CBOWICTBaAMU, MPUCYLLMMWU OAHHOMY >XaHpy, CTaHOBSATCS
cnenyowme: 3anedvaTieHe TMYHOCTY YenoBeka; akLeHT
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Ha BMAVMOM, 3pYMOM; AOCTOBEPHOCTb; NPOCTPaHCTBEH-
Has 1 BPEMEeHHas OorpaHU4eHHOCTb; 0606LLeHMe Lenoro
Yyepes 4acTb; HaUMoHanbHoe 1 coumnanbHoe Havana. Bbl-
SIBNEHHble NOMIOXEeHNs 06pasytoT METOA00rMYECKYIO OC-
HOBY 419 PAaCCMOTPEHNSA Pa3NNYHbIX BapUaHTOB NPeTBO-
PeHMs XaHpa My3blKasbHOro MopTpeTa B KamMepHO-BO-
KaNbHbIX NPOM3BEAEHUSIX KOMMNO3UTOPA, YTO cocTaBnseT
Lenb AaHHOro UCCNeaoBaHums.

B cTaTbe nokasaHo, YTO raBHYO PO/b B PACKPbITUU BHY-
TpeHHero mupa nepcoHaxkert M.I1. Mycoprckoro urpaet
pedyeBas WHTOHauUMs, npefonpepenvBllas obpalleHue
KOMMO3MTOpa K TakMM aHpaM, Kak MOHOJIOr, noapasy-
MeBaeMbl Ananor, BHYTPEHHUIN Auanor, monutea. Bo
BTOPOM 4acTW CTaTbW OCOGEHHOCTU MPETBOPEHUS STUX
>KaHPOB paccMaTpuBalOTCA Ha MpUMeEpPe KOHKPETHbIX
npousseaeHnin komnosutopa. Oco6oe BHUMaHVe yaens-
eTcs AeTCKMM NopTpeTam.

B pesynbtate npoBeAeHHOro WccnenoBaHust Aenaetcs
BbIBOZ, O ToM, 4To M.IN. Mycoprckuii, o6nagas TanaHToMm
reHnanbHoro MCuxonora, Cymen 3arneyarneTb B CBOEM
KamMepHO-BOKa/lbHOM TBOpYECTBE MOTpsicalolle ToYHble
1 rNy6oKMe NopTPeTbl CBOUX COBPEMEHHWKOB, MpUHaaie-
»Kallme pasHbIM COCNOBUSM, CPEAN KOTOPbIX 0CO60e Me-
CTO 3aHUMalOT NopTpeTbl AeTel. MPOHUKHYTL B UX NCU-
XOMOrMI0 eMy YAanochb MyTem XyAoXKEeCTBEHHOro BOMJIO-
LLIEeHWS Pe4YeBON MHTOHALMKN B OMOPE Ha PYCCKYIO YCTHYIO
peub, HapPOAHY NeceHHOCTb. Bce ero nopTpeTsl oTanya-
€T yAMBUTENbHAs XXM3HEHHOCTb Y NPaBAMBOCTb, MoAYep-
KMBalLLME YHUKaNbHOCTb AapoBaHUs KOMMO3nUTopa.
KnroueBbie cnoBa: M.I1. Mycoprckuii, My3biKanbHbli
MNopTPET, KaMepPHO-BOKa/lbHOE TBOPYECTBO

M.IM. Mycoprckoro, peyeBas MHTOHaLMs
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M.P. Mussorgsky’s Vocal Compositions in the Genre
of Musical Portrait

Abstract. One of the amazing facets of M.P. Mussorgsky’s
creative talent was his ability to capture vivid images of
specific people: those of contemporaries surrounding
him in everyday life and those associated with recreating
historical figures and characters from other eras. The
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article considers the peculiarities of the implementation of
the musical portrait genre in the composer’s music.

The relevance of the topic is due to the fact that this aspect
in the study of M.P. Mussorgsky’s chamber-vocal music has
not attracted the attention of scholars yet. The first part of
the article reveals the specifics of the musical portrait genre
based on both musicological works and works in the field
of literature and fine arts. The main features in this genre
are the following: human image; emphasis on the visible;
authenticity; spatial and temporal limitations; generalization
of the whole through a part, national and social principles.
The revealed statements form the methodological basis for
considering various options for the implementation of the
musical portrait genre in the composer’s chamber-vocal
works, which is the purpose of this study.

The article shows that the main role in revealing the
inner world of M.P. Mussorgsky’s characters is played by
speech intonation, which predetermined the composer’s
appeal to such genres as monologue, implied dialogue,
internal dialogue, and prayer. The second part of the article
considers the peculiarities of the implementation of these
genres on the example of the composer’s specific works.
Special attention is paid to children’s portraits.

The study results in the conclusion that M.P. Mussorgsky,
possessing the talent of a genius psychologist, managed
to capture in his chamber and vocal music the stunningly
accurate and profound portraits of his contemporaries,
belonging to different classes. The portraits of children
occupy a special place among his works. He succeeded in
penetrating into their psychology by means of the artistic
embodiment of vocal intonation based on Russian oral
speech and folk songs. All his portraits are characterized
by their amazing vitality and truthfulness, emphasizing the
uniqueness of the composer’s talent.

Keywords: M.P. Mussorgsky, musical portrait,

M.P. Mussorgsky’s chamber-vocal creative work, speech
intonation
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KuHo nu maccmepgua

CapackuHa Jliogpmuna UBaHoBHa

JloKTOp GPNNONOrMYECKNX HAYK, MMAaBHbIN Hay4YHbIN
COTPYAHWK, CEKTOP XYAOXECTBEHHbIX Npo6iem
Maccmeawna, flocyaapCTBEHHbIA MHCTUTYT
UCKycCTBO3HaHus, 125009, Poccus, MockBa, Kosuukuii
nep., 5
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Komepauns Muxauna 3owweHko «lMpectynneHue

WU HaKa3aHue» Ha COBETCKOM 3KpaHe: BbiMbICEN

U peanbHOCTb

AHHOTaums. B cTtatbe aHanusmpyetcs akTyanbHOe copep-
»XaHue ofHoakTHoM nbecbl M.M. 3olueHko «lpecTtynneHve
1 HakasaHue» (1933) 1 Ta ucTopuyeckas peanbHOCTb, KOTO-
pas KpoeTcs 3a POMKUM «A0CTOEBCKMM» HadBaHveM. O6pa-
LLeHWe K AaHHOM Npo6nemaTyike U HOBU3HA aBTOPCKOM KOH-
uenuum o6ycnoBieHbl B TOM YMACE M OTCYTCTBUEM UCCne-
[0BaHWin Mo 3asBneHHoW Teme. MpuBReKaloTCs apXvBHblE
OKYMEHTbI Y 3aKOHOLATE/bHbIE aKTbl, pacKpblBatoLLme nc-
TUHHbIE MPUYUHBI APaMaTUHECKMX NEPEXXNBAHWUIA MMaBHOTO
nepcoHaXka (kHeCyHay, pacXMTUTENst HapoaHoro Ao6pa), ona-
caloLLEerocsi NoABEPrHyTbCA BbiCLLEN Mepe Haka3aHUsl C KOH-
duckaumen nmylecTea. Kareropum «npectynieHuns» n «Ha-
KasaHus» Nop, Nepom Apamarypra 06peTatoT HOBble CMbICbl,
Tak 4To Ha3BaHWe KOMeAUN NEPECTAET BbITb KHYXKUMY.

[1Be OOHOMMEHHbIE 3KpaHM3aLuM KOMeauMn Mo-pasHoMy
BOMJIOLAIOT 3aMbICEN NIMTEPATYPHOTrO NEPBOUCTOYHMKA.
B pesynbrate nocnenoBaTenbHOro aHann3a KMHOKapTWH,
BTOM YMCNE COOTHECEHHOCTU COLMAaNbHOrO KOHTEKCTa
1 Xy[OXXECTBEHHOIO TEeKCTa, aBTOP MPUXOAUT K Creayto-
MM BblBOAAM 06 VX KOMEOUNHbIX nenTmoTusax. Kopot-
KOMeTpaxkHas neHTa pexwuccepa Masna Konomoiiuesa
(1940) 6bina HanpsMylo cBsid3aHa C MOMNTUYECKMMU pea-
nmammn BpemeHu (noctaHosneHnem LK BKI1(6) 1932 ropa
06 oXxpaHe MMyLLECTBa rocyfapCTBEHHbIX NPeanpuUsaTUii,
O NPECTYNNIEHNAX PacXUTUTENEN U HaKa3aHWsSX ANs HUX).
KomeauiiHyto crneumduky KapTUHbl MOXHO OnpeaenvTb
KaK CMex CKBO3b CTpax. BbisicCHsIeTCS NpuyMHa LeH3YpHOro
3anpeTa KapTuHbI (KBOp OCTaeTcs NOCTpadaBLUMMY), NPO-
NexaBLUen Ha nosike noneeka.

OkpaHusauns Jleonnpa Manpas (B coctaBe KapTWHbI U3
Tpex HoBens 30LeHKo «He MOoXXeT 6bITb!»), co3paHHas
B 1975 roay, He 6bina cBA3aHa C NOCTaHOBNEHUEM (MO3XKe
NepecMOTPEHHbIM 1 OTMEHEHHbIM); AeCTBME KoMeann
oTHeceHo B 1927 rop, TO eCTb elle A0 MOCTAaHOBNEHWUS,
TaK YTO «HECYHbI» MOI/IN HE OnacaTbCs 3@ CBOK XW3Hb.
MepcoHa)kn kKoMeann NPUTBOPHO CTpaLLATCsA HakasaHus,
CTpapatoT «MoHapoLLKy». KoMeaniiHbIi HEpB KapTUHbI Xa-
paKTepusyeTcsi Kak CMexX CKBO3b XOXOT.

[aHHble aBTOPOB. AHHOTaUMK

Knrouesblie cnosa: Muixavn 30LeHKO, KOMeauns, cMex,
cTpax, NpecTyrnyieHne, HakasaHne, KHeCYH», HapoaHoe
no6po, MNaesen Konomowues, Jleonup Marpan
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Crime and Punishment, a Comedy by Mikhail
Zoshchenko, and Its Two Soviet Screen Versions:
Fiction and Reality

Abstract. The paper analyses the topical content of
M.M. Zoshchenko's one act play Crime and Punishment
(1933), as well as the historical reality which is implied by
the explicitly “Dostoevsky’s” title of the play. The appeal
to this problem and the novelty of the author’s concept
are due to, among other things, the lack of research
on the declared topic. The author refers to the archival
documents and legal acts that explain the real reasons
for the emotional sufferings of the central character of the
play, who in the slang of the time was called “nesoon” (“the
one who carries away”), that is a “plunderer of people’s
property”. He was afraid to be condemned to capital
punishment and confiscation of his property. The notions
of “crime” and “punishment” in Zoshchenko’s play acquire
new and, indeed, topical meanings, so that the title of the
play ceases to be just an allusion to Dostoevsky.

Two screen versions of the play under the same title
present different interpretations of the literary original.
Having performed a consistent analysis of the films,
including the correlation of the social context and the
artistic text, the author comes to the following conclusions
about their comedic leitmotivs. The short screen version
produced in 1940 by the film director Pavel Kolomoytseyv,
was obviously associated with the political reality of the
time: in 1932, the Central Committee of the Communist
Party had issued a Decree concerning the protection of
state enterprise property, the crimes of its plunderers and
the ensuing punishments. The specific comical effect of
this screen version may be defined as laughter through
(in spite of) fear. It is clear why the film was banned by the
censorship and was not shown for half a century: “the thief
is depicted as the one who suffers”.

The screen version by Leonid Gaidai produced in 1975 (as
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part of the film in three stories by Zoshchenko, under the
title Ne Mozhet Byt! (It Can’t Be!)) had nothing to do with the
above mentioned Decree (which had been annulled by that
time). The events in this version are placed in the year 1927,
before the Decree, so the plunderers did not need to be
afraid of capital punishment. The characters in this screen
version of the comedy just feign fear of punishment, just
make a pretence of suffering. The comic effect of Gaidai's
version may be defined as laughter through (in spite of)
roaring.

Keywords: Mikhail Zoshchenko, comedy, laughter, fear,
crime, punishment. “nesoon”, people’s property, Pavel
Kolomoytsey, Leonid Gaidai
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«lMec Bap60c 1 HEOGbIYHBIN KPOCC» B KOHTEKCTE
COBETCKOM KyNbTypbl, ONIbKJIOPa U KUFTPOBOIro
daHTacTU4YecKoro»

AHHOTaumsa. CtaTbsi NoOCBsiLLEHA KOMEAUU COBETCKOro
pexuccepa JleoHmpa Manpas. AKTyanbHOCTb TEMbl CBSI3a-
Ha Kak c 6nusswmmcsa 100-neTHUM tobuneem pexmncce-
pa (2023), Tak 1 C ero BbICOKOW MOMNyNsiPHOCTbIO Ha MpPo-
TSXKEHWM BCeX MOCTCOBETCKMX feT. Bmecte c Tem co-
BeTCKasi KpUTMKa U KMHOBeLEHUE HepenKo OTKasblBanu
laipato B cMbicnoBOM ry6uHe. HoBu3Ha noaxonos aBTo-
pa cocTouT B HENPeaB3STOM AETa/lbHOM CEMaHTUYECKOM
aHanuse Bu3yanbHoro psaa 10-muHyTHoro edunbma «lec
Bap6oc 1 Heo6bI4HbIN Kpocey (1961), KoTopbln paHee cumn-
Tancs YACTO TPIOKOBbLIM. ABTOP CTaTbW UCXOAUT U3 Ky/b-
TyposiorMyeckoro onpegenenuns lampas kKak pexucce-
pa, Apye Apyrux BbipasuBLUEro OTKas OT AMCKypca ce-
PbE3HOro 1 reponyecKoro B MOMynsipPHOM KMHOUCKYCCTBE
1960-1970-x. AHanu3 06pas3oB NPMPOAHOIO YHMBEPCYMa
1 MX B3aUMOAENCTBUS C reposiMy 06Hapy>Xv1BaeT B puib-
Me CKPbITbIVI CIOXKET O NyTELIeCTBUM B INyGUHbI 6ecco3-
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HaTeNbHOro 1 B NMEPEXOAHYIO 30HY, MOTYCTOPOHHIOIO pe-
anbHOCTb. XXM3Hb NepcoHaXkelr B Kagpe Ni1lb OT4acTu
npeacTaBnseT caTupy Ha OTAE/bHblE MOPOKM PALOBbLIX
rpaxxgaH v MpOHUYEeCKoe O6birpbiBaHWe Heaeecrnoco6-
HoCTK oduumosa. OunbM cospaeT daHTacTUYeckyto pe-
anbHOCTb, KOTOpPas SBASIETCA CBOEro poaa npusuiernein
Tpyca, ban6eca 1 BoiBanoro. B ctatbe caenaHbl BbIBOAbI
o BbIxofe punbma lManpas 3a paMKu XxaHpa aKcLeHTpuYe-
CKOW KOMEAUN N O FNYBUHHbIX CBS3SX €ro 9CTETUKU C MU-
dOoM 1 ponbKIopom.

KnioueBble cnoBa: coBeTckasi KWHoKomeaus, JleoHna
[anpan, akcUueHTpuMKa, GonbKIop, TPaH3UTHOE
NPOCTPAHCTBO, I'ar, opULManbHas KynsTypa, UpoHus,
napoams, Macka, paHTacTvka
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Dog Barbos and Unusual Cross in the Context of
Soviet Culture, Folklore and “Game Fiction”

Abstract. The article is devoted to the comedy by the
Soviet film director Leonid Gaidai. The relevance of the
topic is due to the approaching the 100th anniversary of the
director’s birth (2023) and his high popularity throughout
the post-Soviet years. At the Soviet time, however, criticism
and film studies often denied that Gaidai’'s films had
semantic depth. The novelty of the author’s approaches
consists in a detailed unbiased semantic analysis of
the visual imagery of the 10-minute film Dog Barbos and
Unusual Cross (1961), which previously was considered
exclusively as a trick eccentric comedy. The author of the
article proceeds from the culturological definition of Gaidai
as a director who more explicitly than others rejected the
serious and heroic discourse in the popular Soviet cinema
of the 1960s and 1970s. The analysis of the images of the
natural universe and their interaction with the characters
reveals a hidden plot in the film — a journey into the
depths of the unconscious and into a transitional zone, an
otherworldly reality. The screen life of the characters is only
partly a satire on the individual vices of ordinary citizens
and an ironic view on the incapacity of the officialdom. The
film creates a fantastic reality, which is a kind of privilege
of the Coward, the Fool and the Pro. The author comes to
the conclusion that Gaidai’s film extends beyond the genre
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of eccentric comedy and that its aesthetics has deep
connections with myth and folklore.

Keywords: Soviet comedy film, Leonid Gaidai, eccentrics,
folklore, transit space, diegetic trick, official culture, irony,
parody, mask, fantastic reality
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CuHUI LBETO3BYK B pUibMe: U3 rNy6UHbI K CBETY
AHHOTaumsa. B craTbe ocBellaloTcs NpuemMbl co3paHust
LBETO3BYKOBOIro KMHOOGpa3a Ha npuvmMepe ncnosb3oBa-
HUWS OQHOrO LiBETa — CUHEro — B punbmax, rae oH BnseTcs
He TOMIbKO OnpeaensiowmmM B KOIOPUCTUYECKON NanuTpe,
HO CTaHOBUTCS BaXXHENLIMM, Hapsay CO 3ByKOM, SN1eMEH-
TOM CJIOXHOW 3BYKO3PUTENIbHOW CEMaHTUYECKOW CTPYK-
Typbl. B 3TOM cnyy4ae cuHWiA LBET, AHaMUYECKN U3MEHS-
€eMbIl Ha 9KpaHe 1 BCTynawwunii BO B3aMOAENCTBME CO
3BYKOM, CMOCOGCTBYET BOMJIOWEHMIO CMbIC/IOBO MHO-
roCIOMHOCTN ApaMaTyprm KapTUHbI U ee CUHecTeTnYe-
CKOMY BOCMpUATUIO 3puTeneM. ABTopa B 6osbluen cTe-
NeHN MHTepecyeT aHanu3 CMHero B GuibMax, rae oH fB-
NSIeTCs He NPOCTO LBETOBbIM MapKepoM Apyroro (Mupa,
NPOCTPaHCTBA, MEPCOHaXa, CyGbEKTUBHOIO COCTOSIHUS
repos U T.n.), a BKoYaeTcsi, BO MHOXECTBE CBOMX KOJIO-
PUCTUYECKUX HIOAHCOB, B AMHaMuKy OpamMaTypriyecko-
ro pa3BUTUSI KMHOMOBECTBOBaHUS U U3MEHeHWs (Npeo6-
paXkeHusl) BHYTPEHHero Mupa kKuHorepos. MokasbiBaeT-
csl, YTO Hanbonee apbEKTUBHOM N aKTyanbHOW, y4UTbIBas
LOCTUXEHUS U NEePCMEKTUBbI COBPEMEHHbIX ayAnoOBU-
3yanbHbIX TEXHOMOMMIN, MOXET CTaTb pa3paboTka obLue-
ro LIBETOCBETOMY3bIKaNbHOrO PeLleHns Kak anmM3oaa, Tak
1 obLien acteTndeckor Gopmbl dpunbma. OCHOBHbIM Ma-
Tepuanom Ans NpeacTaBieHns Takoro poaa B3aMMoaen-
CTBMS LBETa M 3BYKa CTanu ABe KMHOPaboTbl pexucce-
pOB, ANsi KOTOPbIX 17Iy6UHa MOrPy>XeHUs1 M BbicOTa BOC-
XOX[AEHWS B CUHWUIA SIBASIIOTCA HE NPOCTO MeTahopoi nnm
NTOKa/IbHbIM MPUEMOM, HO OAHMM 13 CNOCOGOB BOMJIOLLE-

[aHHble aBTOPOB. AHHOTaUMK

HUSI CNOXHOW KMHOAPaMaTypruu, aTakxe BblpaXKeHus
Ba)XHENLIMX OCHOB CBOEro MMPOBO33PEHUS U 3CcTETUYE-
CKMX NpUHUMNOB («Tpu LBeTa: CMHUIY, pex. K. Kecbnes-
ckunin, 1993; «peBo xunsHu», pexx. T. Manuk, 2011). B ka-
YyecTBe PpMI0COPCKO-aCTETUYECKOrO U, COOTBETCTBEHHO,
MEeTOA00rMYeckoro 6asvca ans aHanuaa ¢punbMoB 6bin
MPUMEHEHbI TE3UCbl U3 TEOpPeTUYEeCKUX paboT o LBeTe
n 3Byke C.M. OinzeHwTeiHa, U.B. leTe, B.B. KaHanHckoro,
1. ButreHwTeliHa, M. MNacTtypo, AHa baneka, a Takxe noa-
XoAbl PUNOCOPCKOro AManornsma, repmMeHeBTUHECKOM
W peLenTUBHOM 3CTETUKMN.

KnroueBble cnoBa: CMHWUI LBET B KMHO, aBTOPCKU
KuHemartorpad, KnHogpamaTyprus, My3sbika Gunoma,
LBETO3BYK, CUHECTETMYECKOe BoCcnpuaTme dpunbma
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The Colour and Sound of Blue in a Film: From

Depths to Light

Abstract. The article highlights the techniques of creating
a colour-sound cinematic image on the example of the
use of one colour, blue, in the films where it is not only the
dominant one on the colour palette but, along with sound,
becomes an important element of a complex semantic
structure. In our case, the blue colour dynamically
changing on the screen and interacting with the sound
contributes to the expression of the semantic layering
of the film drama and its synesthetic perception by the
viewer. The author is more interested in the analysis of the
blue in the films where it is not just seen as a colour marker
of the different (world, space, character, subjective state of
the character, etc.) but becomes involved, in its multiple
coloristic nuances, in the dynamics of the development
of the film narrative and the change (transformation) of
a character’s inner world. Considering the achievements
and prospects of modern audio-visual technologies, it is
the development of a common colour and music solution
for both an episode and the overall aesthetic form of the
film that can become most effective and relevant. The
main material for representing this kind of colour and
sound interaction is two films: Three Colours: Blue directed
by K. Keslevsky (1993) and Tree of Life directed by T. Malik
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(2011). For the directors, the depth of immersion and the
height of ascent into the blue are not just a metaphor or
a local device, but a way to convey a complex film drama
and express their worldview and main aesthetic principles.
The philosophical, aesthetic and methodological basis for
the film analysis is some theses from the theoretical works
on colour and sound by S.M. Eisenstein, JW. Goethe,
VV. Kandinsky, L. Wittgenstein, M. Pastoureau and Jan
Baleka, as well as the approaches of philosophical
dialogism, hermeneutical and receptive aesthetics.
Keywords: blue color in cinema, author’s
cinematography, film dramaturgy, film music, color-sound,
synesthetic perception of the film
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O6pa3bl HecBo60oabl B dUIbMax COBPEMEHHbIX
KaBKa3CKMUX pe)Xuccepos

AHHoTaumsa. CtaTbs nocssileHa ¢puibMaM COBPEMEH-
HbIX MONOAbIX KaBKa3CKUX PEXMCCEPOB, OKOHYMBLUNX
macTtepckyto AnekcaHpgpa CokypoBa B Ka6apaunHo-ban-
KapCKOM rocyaapcTBeHHOM yHuBepcuteTe (Hanbuuk). AB-
TOp paccMaTpuBaeT XyA0XeCTBEHHblE 0COGEHHOCTM Kap-
TUH «TecHoTa» (pexxuccep KaHtemup banaros), «Pa3xun-
mas kynakm» (pexxuccep Kupa KosaneHko) u «lny6okune
pekun» (pexxuccep Bnagummnp BUtokos).

MpeomeTom uccnefoBaHUs CTaHOBATCS OCOGEHHOCTU
M306paXKeHNs B XyAOXXECTBEHHOM MPOCTPaHCTBE TpaBs-
MaTUYECKMX COBbLITUI NPOLLIOro, a TaKXe Npo6nem Ha-
CTOsILLero BpeMeHW. B cTaTbe aHanusupyloTcs UCTOpU-
YECKMM N KYNBTYPHbIN KOHTEKCTbI, XXaHpoBas cneundunka
pPaboT COBPEMEHHbBIX pexuccepos. Llenb nccneposanusa
3aK/oYaeTcs B BbISIBNIEHUM 06pa30B HECBOGO/bI B XyA0-
YKECTBEHHbIX KapTWHaX, a TaKkXxe B onpeaeNneHnn XaHpo-
BbIX OCO6eHHOCTEN G1NbMOB. ABTOP OTMEYaET, YTo B pa-
60Tax Npeo6nagaeT peannsm, HO PeXnccepbl CMeNo 06-
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paLLaloTCs U K HaTypannamy, U K FpoTEeCKY.
HoBuaHa pa6oTbl COCTOUT B TOM, 4YTO aBTOpP paccmaTtpu-
BaeT KMHO KaK OAWH U3 CMOCOGOB XyAOXEeCTBEHHOro 0c-
MbICNIEHWSA TPaBMaTUYECKOro OnbiTa KaBKa3CKUX Hapo-
[l0B, rAe peanbHble MCTOpPUYEecKMe CO6GbITUS MomatoT-
cs Yyepes uccnenoBaHve NMYHbIX NepeXxuBaHui repoes
nosecTBoBaHUs. B dunbmax pexxuccepbl nsobparkatoT
COBPEMEHHOCTb, HO ee MOCNEeACTBUS HEePa3pPbIBHO CBS-
3aHbl C NPOLU/bLIM, YTO aKTyanM3upyeT pas3roBOp O «ny-
6NNYHOM UcTopum». Mctopuyeckast namsaTb GyATO BLIU-
Ta B NOBECTBOBaHWE W OMNPEAENseTcs KOHTEKCTOM, Ana-
nioramu 1 BU3yasnbHbIM psaoM. Pexxuccepsl obpallarotes
K UCTOPUYECKOMY MaTepuany, O4HaKo MacTePCKM coeamn-
HSIIOT B XY[IO)KECTBEHHOM MPOCTPAHCTBE [AOKYMEHTanb-
HOe W BbIMbILWIEHHOe. [logyepkMBaeTCsi NpeemMcTBeH-
HOCTb INTEPaTYPHOW TpaaMLUMM B n3obpaxeHnn KaBkasa
KaK OTAe/IbHOro Mupa CO CBOMMM LEEHHOCTAMU U MUPO-
BOCNpUATUEM. ABTOP MPUXOAUT K BbIBOAY, YTO MEPEXU-
BaHVe HeCBOGOAbI B aHann3mpyeMbix GunbMax siBasieTcs
rNaBHbIM COCTOSIHUEM OTAE/NbHbIX FepoeB 1 couuyma. 3a-
YKaTOCTb MeXAy CTapbiM naTpuapxanbHbiM MUPOM, B KO-
TOPOM Y)KE YXNTb HEBBIHOCUMO, Y HOBbIM, KOTOPbIV MONOH
HEeN3BEeCTHOCTW, 3aBepLuaeTcst OTpUL@HNEM, 6YHTOM Mnun
no6erom.
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The Lack-of-Freedom Images in the Films of Modern
Caucasian Directors

Abstract. The article is devoted to the films of young
Caucasian directors who graduated from Alexander
Sokurov studio at Kabardino-Balkarian State University
(Nalchik). The author studies the artistic features of the
films Closeness (director Kantemir Balagov), Unclenching
the Fists (director Kira Kovalenko), and Deep Rivers
(director Vladimir Bitokov).

The way the traumatic experiences from the past and
problems of the present are reflected in the art field
becomes the subject of the research. The article analyses
the historical and cultural contexts within the framework
of the artistic narrative, and the genre specifics of the
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modern directors’ works. The purpose of the study is to
reveal the lack-of-freedom images in the feature films, as
well as their genre specifics. The author notes that realism
prevails in the films but the directors also boldly turn to
naturalism and the grotesque.

The novelty of the study consists in the author’s
consideration of cinema as a way for artistic understanding
of the traumatic experience of the Caucasian people, which
presents the real historical events through the analysis of
the personal experience of the characters in the narrative.
The directors depict modern times, but the outcomes
are tightly linked with the past, which actualizes the
discussion about the “public history”. Historical memory
seems to be woven into the narrative and is determined
by the context, dialogues and visual imagery. The directors
turn to historical material but masterfully combine the
documentary and the fiction in the artistic space. The
continuity of the literary tradition in depicting the Caucasus
as a separate world with its own values and worldview is
emphasized. The author comes to the conclusion that
experiencing the lack of freedom is the main state of
individual characters and society in the analysed films. The
state of being caught between the old patriarchal world,
where life is unbearable, and the new one, which is full of
uncertainty, results in denial, rebellion or escape.
Keywords: modern films, Caucasus, trauma, closeness,
escape, public history
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CTtpacTb, BNeKyuias CMepTb

AHHoTauusa. CtaTbs NpeacTaBnsieT co60N peueH3uto
Ha Mpembepy crnekTakns «Auaa» B MOCKOBCKOM Tea-

[aHHble aBTOPOB. AHHOTaUMK

Tpe «ennKoH onepa». ABTOpP pacKpbiBaeT CUHTETUYE-
CKWUIA XapaKTep MOCTaHOBKW, rAe BOEAMHO CrJiaBneHbl 1
nepuneTun OencTBUS, U aKTEPCKOe UCMONIHEHNE CONMu-
CTOB M XOpa, a Tak)Ke MHOrornsaHoBoe AnHaMuyHoe Ae-
KOpaLMOHHOE NpocTpaHcTBO. O6pallaeTcs BHUMaHWe Ha
TaK Ha3blBaeMblIi KKMHeMaTorpadpuyeckunin cnocob smae-
HUS», BbICTPanBaHWe OfHOBPEMEHHOro AENCTBUS B pas-
HbIX MaHax CLEHbl, MPUCYLLNIA pexunccepy. AHanmaunpy-
eTCcst UICNONHUTENbCKAas KynbTypa CoNuCcToB. BoisnsioTtcs
obLueyenoBeyeckne 1 BHEBPEMEHHbIE MOTUBBI CMeKTa-
KNS, 3anoXeHHble B My3blke [xysenne Bepau, a Takxe
B PEXMCCEPCKOM KOHLEMLUMM NOCTaHOBLUMKA CMEeKTakns
OmuTtpus beptmaHa.
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A Passion That Leads to Death

Abstract. The article is a review of the premiere of the play
Aida at the Moscow theater “Helikon Opera”. The author
reveals the synthetic nature of the production, where the
twists and turns of the action, the acting performance of
soloists and chorus, as well as a multifaceted dynamic
decorative space are fused together. Attention is drawn to
the so-called “cinematic method of vision”, the alignment
of simultaneous action in different plans of the scene,
inherent in the director. The performing culture of soloists
is analyzed. The universal and timeless motives of the
performance are revealed, embedded in the music of
Giuseppe Verdi, as well as in the director’s concept of the
director of the play Dmitry Bertman.

Keywords: Aida, Giuseppe Verdi, Helikon Opera, Dmitry
Bertman, direction, performance
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