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PeHeccaHc u PeHeccaHcbl, unu Yto Bospoxxpano
ucnaHckoe BospoxaeHue

AHHoOTaumsa. B ctaTbe paccmaTtpuBaloTcs Masno U Heflo-
CTaTOYHO M3YYEHHblE NN BOBCE HEN3BECTHbIE OCOBEH-
HOCTU XYA0XXeCTBEHHOW KY/IbTYPbl U AlyXOBHOW XXN3HM Vic-
naHuu nepuopa BospoxxaeHuns — cneumdurka MCnaHCKoro
rymMaHvu3mMa B TOM YUC/E B COOTHOLIEHMMN C UTANIbIHCKUM
PeHeccaHcom. NccnepoBaHuve 6a3npyeTcs Ha O6LLUMPHOM
Koprnyce Npov3BeaeHNIn NpeacTaBUTenen ncnaHckoro Bos-
POXAEHUS 1 TPyAAX COBPEMEHHbIX MCMAaHOSA3bIYHbIX UC-
cneposartenen.

OTmeyaeTcsi BaykHas posib B VicnaHum KynbTypbl 3ByYalle-
ro cnosa, 06ycnoBuMBLLEN AOCTYMHOCTb NAen PeHeccaHca
L1181 LWIMPOKMUX Macc HaceneHuns. AHannsnpyeTcst akTuBHoe
o6palleHne aesTenen KynbTypbl U UICKYCCTBa K ucTopuye-
CKOMY MPOLLIOMY CTpaHbl HaYMHas OT BpeMeHU npasre-
HWs roTOB. PEHeccaHCcHas yCTpeMIEHHOCTb K naeany npo-
eumpoBanach Ha npoLuioe CO6CTBEHHOMo HapoAaa, U aTa
anonorns HauMoHasbHbIX TPAAULMIA U X MUbONOATUYE-
CKO€ VUCTONKOBaHWe Apamartypramu, noatamu, punocoda-
MW yTBEPXKAANIN HaLMOHaIbHOE CaMOCO3HaHMe U oLLyLLie-
HWe BK/IIOYEHHOCTU IMYHOCTU B UCTOPUYECKMIA NPOLIECC.
KnroueBblie cnoBa: metamMopdo3bl rymaHn3ma,

pa3Hble Bospox/aeHus, 3Byyallee CroBo, BOCKpeceHue
npownoro, icnanms
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Renaissance and the Renaissances, or What the
Spanish Renaissance Revived

Abstract. The article examines the little and insufficiently
studied, or completely unknown features of the artistic culture
and spiritual life of Spain during the Renaissance — the specifics
of Spanish humanism, including in relation to the Italian
Renaissance. The research is based on an extensive corpus
of works by representatives of the Spanish Renaissance and
the works of modern Spanish-speaking researchers.

The author highlights the important role of the culture of
the sounding word in Spain which led to the accessibility of
Renaissance ideas to the broad masses of the population. The
article analyses the active appeal of cultural and artistic figures
to the historical past of the country, starting from the time of
the rule of the Goths. The Renaissance aspiration to the ideal
was projected onto the past of its own people, and this apology
for national traditions and their mythopoeic interpretation by
playwrights, poets, and philosophers affirmed national identity
and a sense of personal involvement into the historical process.
Keywords: metamorphoses of humanism, various
Renaissances, the sounding word, the resurrection of the
past, Spain
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O peKOHTeKCTyan13awumm o6pasoB B eBPEMACKO-
nepcuackou pykonucu MS1398 ns konnekuum
OnbkaHa HataHa Agnepa

AHHoTauus. CTaTbs NOCBsILLEHa MPOGneMe PEKOHTEKCTY-
anusaumm 06pasoB Noambl «Xocpos v LLnpuH» Husammn
ManpkeBu (oK. 1141 — ok. 1209) B eBpeNCKO-NePCUACKOM
pyKonucHom kHure anoxm Cedpenpos (1501-1722). OHa

[aHHble aBTOPOB. AHHOTaLMK

npeacTaBnseT cob6om TEKCT NEPCUACKON KNacCuyeckon
nuTepaTtypbl, NepenmnucaHHbIi eBPencKUM NMMCbMOM C Cy-
LleCTBEHHOM TpaHCchopMaLmen nepBoHa4anbHOro NCToOY-
HuKa. OQHUM U3 TaKUX CPEACTB CNYXUNa XyAoXKeCcTBeH-
Has MUHMaTIOPa, UNIOCTPUPOBaBLLAs CoAepXKaHNe Tek-
CTa B COOTBETCTBUU C KOHTEKCTOM XXU3HU €BPENCKNX
O6LUMH 1 NpaBu penurnos3Horo 3akoHa. AHanu3npys Mu-
HuaTiopy, NnepeaatoLlyto cueHy Bctpeun Gapxana v LLn-
PWH Yy ropbl BUCYTYH, aBTOP NPUXOAUT K BbIBOAY, HTO XYO0X-
HWK, NOMb3YSICb MPOCTPAHCTBEHHO-LIBETOBLIMY 1 06pPa3HO-
CMbIC/IOBbIMW CPEACTBaMU BbIPa3UTENBHOCTH, MOMOraeT
YUTaTENIO MOHNATL LIEHTPANbHYIO A0 NOKasHUS, TLUYBa,
KaK BaXKHyl0 TeMy eBPeNCKON Knaccuyeckomn mbicnu. Ha-
npoTuB, B apaborpaduyHbIX NEPCUACKUX PYKONUCAX NO-
BMbl Hu3amu nHTeprnpeTauuns AaHHoM CLeHbl pellaeTcs
B NJ1laHe MUCTUYECKOM Nto6BM Mexay LLInpnH kak 6oxxke-
CTBEHHOW Bo3nto6neHHon n Gapxanom Kak npebbiBato-
LWMM Ha NyTW no3HaHus 6ora. iccneposaHune nokasano,
4YTO eBpeicKasn obLiMHa BO3BOAMNA 06pa3 cacaHUACKOro
uaps Xocposa |l MNapBu3sa k nomy aBuaa He TONIbKO Ha OC-
HOBaHMMN UCTOPUYECKOWN FreHeanornm, Ho N CoBEPLUEHHbIX
NPOCTYMNKOB, NpuBeALWnX K cmeptn Gapxana B 04HOM Cry-
yae 1 Ypuun — B opyrom.

KnioueBble cnoBa: Husamu, Xocpos v LLnpuH,
€BPENCKO-NEPCUACKas pyKonucHas KHUra,
PEeKOoHTeKCTyanusaums, rocysapctso Cedpesnaos,
XyAOXECTBEHHasi MUHMaTiopa

Shamilli Giula B.

D.Sc. (in Art History), Leading Researcher, Department of
Music Theory, State Institute for Art Studies, 5 Kozitsky
Lane, Moscow, 125375, Russia

ORCID ID: 0000-0003-2033-0587

ResearcherID: J-5758-2013

shamilli@yandex.ru

On Recontextualization of Images in the Jewish-
Persian Manuscript MS1398 from the Collection of
Elkhan Natan Adler

Abstract. The article is devoted to the problem of
recontextualization of the images from the poem Khosrow
and Shirin by Nizami Ganjavi (ca. 1141 — ca. 1209) in the
Judeo-Persian transliteration of the Safavid era (1501-
1722). It is a text of Persian classical literature, rewritten
in Hebrew script with a significant transformation of the
original source. One of the tools was an artistic miniature
that illustrated the content of the text in accordance with
the context of the life of Jewish communities and the rules
of the religious law. Analysing the miniature that depicts the
meeting of Farhad and Shirin at Mount Bisutun, the author

805

comes to the conclusion that the artist, using spatial-colour
and figurative-semantic means of expression, helps the
reader to understand the central idea of repentance as an
important topic of the Jewish religious thought and Law. On
the contrary, in the Arabic manuscripts of Nizami’s poem,
this scene is interpretated in terms of mystical love between
Shirin as a divine beauty and Farhad as a gnostic on the path
of the knowledge of God. The study showed that the Jewish
community elevated the image of King Khosrow Il Parviz to
King David not only on the basis of historical genealogy, but
also their actions related to unintentional participation in the
murder of Farhad, in the one case, and Uriah, in the other.
Keywords: Nizami, Khosrow and Shirin, Judeo-Persian
manuscript book, recontextualization, Safavid state,
artistic miniature
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CeTeBas TpaHchOpMaLUA KY/IbTYPHO aKTUBHOCTHU
AHHOTaumA. Ponb MCKYCCTBA B XXM3HW YENOBEKA U3MEHUN-
Ba, HO OHa HMKOTAA He OrPaHNYNBAETCS XYAOXKECTBEHHO-
3CTETUYECKMMM acnekTaMmu. MHOXXeCTBO coLlmnonormye-
CKUX UCCNEefoBaHUM, MPOBEAEHHbIX MO BCEMY MUPY B NO-
criefiHne 0ecaTuneTus, GUKCUPYIOT USMEHEHUS B CUCTEME
KYNbTYPHbIX MOTPE6HOCTEN 06LEeCTBa U 3HaYUTENbHYIO
AVNHaMUKY B OTHOLLIEHMSAX YesloBeKa C UCKYCCTBOM. ODTO
cTasio NoBoAOM AN15 MNOSABNEHUS psiAa TEOPUI U KOHLen-
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LI KYNIbTYPHOWM aKTUBHOCTU, O6bACHSIOLLMX MPONCXOAs-
LMe coumnanbHO-KyNbTypHble TPaHCGOPMaLMm C NO3nLNIA
Pa3nNYHbIX HayYHbIX LLKOA. Mexay TeM KynbTypHas peasb-
HOCTb MEHSIETCS MOCTOSIHHO, Y HOBbIE TEHAEHLIMN KYNbTYp-
HOI aKTUBHOCTW YXXe He YMELLAIoTCs B MPEXHME KoHLen-
LMK, OHM XKAYT NEPEOCMBbIC/IEHUSI C COBPEMEHHbIX MO3U-
umin. Couponoruyeckme onpockl NOCIeaHNX NeT GUKCUPYIOT
aKTyannsaumio HOBbIX Mofenen KynbTypHoro notpe6éne-
HUSI, B OCHOBE KOTOPbIX JIEXXUT SKCMNyaTaLms CoLumanbHbIX
DYHKLMIM UCKyccTBa. 11 MHOTMX NtoAen KOHTaKTbl C UC-
KYCCTBOM BCe B 60/1bllieit Mepe CTaHOBSITCSH He acTeTu4e-
CKMM OMbITOM, @ CUMBOJIOM MPUHAANIEXXHOCTU K «KYNbTYp-
HOW 3N1TE», NHCTPYMEHTOM MPOABUXKEHUS COGCTBEHHOWM
JIMYHOCTU, POPMUPOBAHNS €€ NO3UTUBHOIO 06pa3a v KOH-
KYPEHTOCMOCOGHOCTN B MHOTOYMCTIEHHbIX NepapXusix Co-
umanbHbIX rpynn. B ycnosusx umdpoBusaumm KynsTypHOro
noTpe6neHns n pocta CeTeBoW akTUBHOCTY NY6IMKM CO-
LmanbHas 3Ha4MMOCTb UCKYCCTBa O6peTaeT COBEPLIEHHO
HOBOE MOHMMaHVe 1 MaccoBytO BOCTPE60BaHHOCTb. KOH-
Lenuus ceTeBor TpaHchopMaLmnn, NPeanoXeHHas B cTa-
Tbe, NO3BONSIET 06bACHUTb, KAKUM 06pa3oM paspyLleHune
NHbOPMALMOHHBIX 6apbepoB, MOMHOXXEHHOE Ha CETEBYIO
aKTUBHOCTb HAacENeHWsi, MEHSIET MOAENN B3aMMOAENCTBUS
YenoBeKa C UCKYCCTBOM.

KnroueBble cnosa: KynsTypHas akTMBHOCTb, ayAuToOpuUS
WCKYCCTBa, MOAENN KYNbTYPHOIO NOTPe6neHus, Teatp,
coumanbHble CEeTU, ceTeBas akTUBHOCTb, SMMUPUYEcKme
ncenenoBaHus
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Network Transformation of Cultural Activity
Abstract. The role of art in human life is fluid, but it is
never limited to artistic and aesthetic aspects. Numerous
sociological studies conducted worldwide in recent decades
have documented shifts in society’s cultural needs and
significant dynamics in human relationships with art. This has
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led to the emergence of a number of theories and concepts
of cultural activity explaining the ongoing sociocultural
transformations from the perspectives of various academic
schools. Meanwhile, cultural reality is constantly changing,
and new trends in cultural activity no longer fit within previous
concepts; they require rethinking from a contemporary
perspective. Sociological surveys in recent years have
documented the emergence of new models of cultural
consumption based on the exploitation of the social
functions of art. For many, contact with art is increasingly
becoming not an aesthetic experience, but a symbol of
belonging to the ‘cultural elite’, a tool for self-promotion,
the formation of a positive image, and competitiveness within
numerous social hierarchies. In the context of digitalization of
cultural consumption and the growth of online public activity,
the social significance of art is acquiring a completely new
understanding and mass demand. The concept of network
transformation proposed in the article helps explain how
the destruction of information barriers, coupled with the
population’s online activity, is changing patterns of human
interaction with art.

Keywords: cultural activity, art audience, models of
cultural consumption, theatre, social networks, online
activity, empirical research
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CepuiHoCTb Ha 3ape ¢oTorpadpum: npoénema
TeMnopasnbHOCTHU

AnHoTauums. XIX Bek cTan nepsbiM 30/10TbIM BEKOM Ce-
PUNHOCTU, NOAYNHMB NPUHLMNAM ANCKPETHOCTU, AEKOM-
no3unuumn, NOBTOPEHMUS 1 Bapnaumm KntoveBble chepbl 06-
LLLeCTBEHHOM YKM3HW: OT MPOSIOHTMPOBaHHOW NOAAYMN HOBO-
CTen 1 nuTepaTypHbIX MPOM3BEeAEHU (POMaH-GeNbeToH) A0
«CepurannapoBaHHbIX» Hay4YHbIX KOHLENLUMI (Teopust 9BO-
nounn). He octanach B CTOPOHE OT MOAEPHUCTCKUX NPOo-
LIeCCOB 1 HOBOPOXAEHHasA poTorpadusi. BbICTPo 1 CTUXMIA-
HO 0CBOMB GOPMaT CEPUM, BCEro Yepesd HECKOIbKO AeCATU-

[aHHble aBTOPOB. AHHOTaLMK

NeTuii oHa MyTUpoBana B KuHematorpad (Mo cytu, B Cepuio
N306paXKeHNI, Pa3NoXKeHHbIX Ha BPEMEHHOW LIKane).
ABTOp cTaTbu Npeanaraet paccmoTpeTb 1820-1850-e rogpl
KaK IMMWHaNbHbIN Nepuop NpesBpaLLeHns O4HOro Meany-
Ma B pYroN, a CepPUMHOCTb — KaK TEXHUYECKYIO N 3CTETU-
YeCKyl HEO6XOAMMOCTb AN 0603Ha4YeHHON TpaHchop-
maumun. Ecnun B nepBble roapl cylecTBoBaHus gotorpa-
dus BbITPaBNMBana TeMnopanbHOCTb U3 CBOEro reHoMa,
nbITasCb 3aneyatneTb MrHOBEHME, TO BYAYLUNIA KUHEMa-
Torpad, HanNnpPoTUB, B3A/ICA Nepeco3naTb BPeMs Ha MieH-
Ke. Ecnu B noroHe 3a 4eTkocTbio hoTorpadus nabaensnacb
OT ABWXKEHUS, UICTOPUM U KOHTEKCTA, TO KMHematorpad 3a-
JIOXXWN NX B OCHOBY CBOEM NO3TUKK. Ecnun poTorpadpus no-
No6Ha 3a6blBaHNIO, TO KMHemaTorpad — NpUNOMUHAHUIO.
O6pallasch K TEMe CEPUNHOCTU B paHHen poTorpacdumn, aB-
TOp 3aTparmBaeT NPo6/ieMbl HEMOXOXECTN 06beKTa U ero
ABYXMEPHOW pernpeseHTauunmn, pacTBOPEHUS NOPTPETU-
pyemoro B KaHOHe 1 Noncka UHAMBUAYaNbHOCTH, Beae-
Hua doToanb6oma Ansa cebs 1 BeaeHusa potoans6oma ans
MNOTOMKOB.

KnioueBble cnoBa: potorpadus, cepumnHoCTb,
Kamepa-o6c¢kypa, studium, punctum, carte de

visite, xpoHodoTorpadus, 3aneyaTneHHoe Bpems,
[eKkomno3nums, NoBTopeHne 1 Bapuaumm, otoanb6om,
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Smolev Daniil D.

PhD (in Philosophy), Senior Researcher, Western
Contemporary Art Department, State Institute for Art
Studies, 5 Kozitsky Lane, Moscow, 125375, Russia

ORCID ID: 0000-0002-4944-8792

ResearcherID: ABA-5523-2020

danilasmolev@mail.ru

Seriality at the Dawn of Photography: The Problem of
Temporality

Abstract. The 19t century became the first ‘Golden Age’
of seriality, having subordinated key spheres of public life
to the principles of discreteness, decomposition, repetition,
and variation: from the prolonged presentation of news and
literary works (the feuilleton novel) to ‘serialized’ scientific
concepts (the evolution theory). The nascent photography
did not remain unaffected by modernist processes either.
Having quickly and spontaneously adopted the serial format,
within just a few decades it mutated into cinema (essentially,
a series of images arranged on a timeline).

The author of this article proposes to consider the 1820s —
1850s as a liminal period in the transformation of the one
medium into the other, and seriality as a technical and
aesthetic necessity for this transformation. If in its early years
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photography erased temporality from its genome attempting
to capture the instant, future cinema, by contrast, undertook
to recreate time on film. While photography, in its pursuit of
clarity, stripped away movement, history, and context, cinema
incorporated them into its poetics. If photography is akin to
forgetting, cinema is akin to remembering.

Addressing the theme of seriality in early photography, the
author touches upon the issues of dissimilarity of the subject
and its two-dimensional representation, dissolution of the
portrayed into the canon, the search for individuality, as well
as the practice of keeping a photo album for oneself and
for posterity.

Keywords: photography, seriality, camera obscura,
studium, punctum, carte de visite, chronophotography,
captured time, decomposition, repetition and variations,
photo album, N. Niépce, L. Daguerre, W. Talbot,
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«fl He Ha6noaaTeNb, 1 — y4acTHUK». O KapukaType
Moseda Yaneka npeBoeHHbIX 1IeT

AHHoOTauums. B dokyce cTaTby — ManonsyvyeHHas rpaHb
06LWMPHOro TBOPYECTBA XyAOXKHMKa 1 NucaTens Mose-
da Yaneka (1887-1945), 3HaumTenbHON GUrypbl YELLICKOrO
aBaHrapga Havana XX Beka, 0JHoro 13 OCHOBOMOMOXHM-
KOB YeLUCKOro aKCnpeccnoHnama n kybuama. AKLEeHT ae-
naeTcs Ha KapuKaTtypax, co3aaHHbix B 1933-1938 rogpl B aT-
mocoepe yeunenunsa pawmnama B EBpone 1 npegyyscTeuns
HafBurawoLencs BoriHbl. OHM cocTaBunm cepum «lop ce-
Hblo palwmsma» (1933-1938), «Canoru guktatopa» (1937)
1 Modern Times (1938). Oco60e BHUMaHWe 06paLleHo Ha
aHTMALLNCTCKNIN XapaKTep caTupuyeckor rpadmkmn Yane-
Ka 1 Ha ryyMaHUCTUYeCKne acrnekTbl ero TPakTOBKM 6bITO-
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BbIX TEM, KOTOPbIE NPUOGPETAIOT NMOPOIo paHTacMaropuye-
CKWIA XxapaKTep, MOCKOJIbKY B HVX Ye/ToBEK N306paXkaeTcs
B 9KCTPEMasibHbIX CUTyaumsx. 3agadelt aBTopa sBnsieTcs
vccnenoBaHue cneundukm 06pasHoro 1 CTUANCTUHECKOTO
CTPOSi CaTUPUHECKOW 1 FOMOPUCTUHECKON rpadmki XyaoxK-
HWKa, XxapakTepa ero Mmetapopvku, No3BONIMBLLIENA AOCTUYb
OCTPOTbI U aKTyanbHOCTU COAepXaHusl.

KnioueBble cnosa: Vosed Yanek, yeluckoe
1M306pasnTenbHOe UCKYCCTBO, rpaduka, Kapukatypa,
>XYPHasbHbIN PUCYHOK, aHTUPALLUCTCKOE TBOPYECTBO
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“l Am not an Observer, | Am a Participant”. On Josef
Capek’s Pre-War Caricature

Abstract. The article focuses on a little-studied facet of
the vast oeuvre of the artist and writer Josef Capek (1887-
1945), an important figure in the Czech avant-garde of
the early 20th century and one of the founders of Czech
Expressionism and Cubism. The study examines the
cartoons created between 1933 and 1938 in the atmosphere
of the rise of fascism in Europe and the foreboding of the
coming war. They include the series In the Shadow of Fascism
(1933-1938), A Dictator’s Boots (1937), and Modern Times
(1938). Special attention is paid to the anti-fascist character
of Capek’s satirical prints and to the humanistic aspects of
his treatment of everyday themes which sometimes take on
a phantasmagorical character by depicting man in extreme
situations. The author’s task is to study the peculiarities of
the figurative and stylistic structure of the artist’s satirical
and humorous graphics and the nature of his metaphor
which allowed him to achieve the sharpness and relevance
of the content.

Keywords: Josef Capek, Czech fine arts, graphics,
caricature, magazine drawing, anti-fascist creativity
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O6pa3 CmepTu B rpapuueckux nucrax Anbppepa
PeTens B KOHTEKCTE COLMNANIbHO-NOIMTUYECKUX
co6biTun B FepmaHum cepeauHbl XIX Beka
AHHOTaumA. B cTaTbe paccmaTpumBaeTcs B3aMMOCBS3b
Mexay rpaduyecknmm npousseaeHsammn Anbdpena Pete-
na (1816-1859), noceALEeHHbIMU 06pasy CMepTu, 1 UCTopu-
YeCKMMU PEeBOMIOLIMOHHBIMM COBbITUSIMM B EBpone B cepe-
ounHe XIX Beka. B ero TBopyecTBe npocnexuBaeTcs nepe-
OCMbICNEHME CPEAHEBEKOBOrO XXaHpa B KOHTEKCTE peanvin
COBPEMEHHOW eMy 3MOXM, HTO NMO3BONNIIO XYAOXKHUKY CO-
30aTb YHUKaIbHYIO CEPUIO MPOU3BEAEHWIA, HE TOIbKO BO3-
POAMBLUNX MHTEPEC K 3TON TEMe, HO U onpeaenuBLUMX Ha-
npaBfieHne ee pa3BUTUS Ha MHOTWE AeCATUNETUS Briepes.
MprMeHeHWe cpaBHUTENBHOrO MeToAa U GopmanbHO-
CTUIMCTUYECKOrO aHan3a BbiSIB/ISET 06LLME YePTbl UKO-
Horpaduyeckoro o6pasa CmepTtu B rpaduvke A. Petens
1 cTapbix MacTepoB, B YacTHocTu I. lonbbenHa n A. [io-
pepa. HoBaTtopcTBo «ELle ogHon nasicku Cmeptu» (1848-
1849) A. PeTens 3ak/to4aeTcsi B TOM, H4TO B OT/IMYME OT BCeX
npegLecTBEHHNKOB NPOU3BEAEHME NPeXae BCero npea-
cTaBnseT cobom CTPOro NocnefoBaTesbHbIN pacckas, UH-
TEPNPETUPOBAHHbIN B CBETE MCTOPUYECKNX OGCTOATENLCTB
CBOEro BpeMeHW. dnu3obl LaHHOW CEPUM MOTYT GbITb pac-
CMOTPEHBI KaK Mo OTAENBHOCTU, TaK U B LIESIOM, NMOCKO/b-
Ky N3gaBanunchb B IByX BapuaHTax: Kak CamoCTosATe lbHble
JINCTbI, KaXXAbIV N3 KOTOPbIX YXKE MOXHO 6blI0 BOCTIPUHU-
MaTb Kak CO6CTBEHHOE MOBECTBOBaHWe, Tak 1 BUae Le-
NIOCTHOrO popmaTa C LWECTb XPOHOMOrMYeCKU BbICTPO-
€HHbIMW KOMMNO3ULMsiMU. MNocnenHnii BapuaHT no3sons-
€T NpoaHann3npoBaTh LMK Kak e4UHYI0 KOMMO3ULMIO,
JIOTMYHYIO B CBOEM 3aBepLUEeHUN. Takyke BO3MOXHOCTb
yBMAETb Npou3BefeHus PeTens ckBo3b NpUamMy NoanTu-
YeCcKMX B3r/sA0B CaMOro XyLoXHWKa NOABOAUT K BbIBOAY,
YTO C ero TOYKM 3PEHUs], peneBaHTHON HAaCTPOEHUAM NnGe-
panbHol 6ypyKyasuu, peBonioLms NoKasbiBaeTCs Kak BOC-
CTaHWe 06MaHyTOro Hapoaa, HeMUHYEMO BeayLLee K XXepT-
BaM ¥ paspyLLUEeHUaM.
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The Image of Death in Alfred Rethel’s Graphic Sheets
in the Context of Sociopolitical Events in Germany in
the Mid-19th Century

Abstract. The article examines the relationship between
the graphic works of Alfred Rethel (1816-1859) dedicated to
the image of Death and the revolutionary historical events in
Europe in the mid-19th century. His work reveals a rethinking
of the medieval genre in the context of the realities of his
time, which allowed the artist to create a unique series of
works that not only revived interest in the theme, but also
shaped its development for many decades to come. The
use of the comparative method and the formal and stylistic
analysis reveals common features of the iconographic image
of Death in the graphics of A. Rethel and old masters, in
particular H. Holbein and A. Diirer. The innovation of Another
Dance of Death (1848-1849) by A. Rethel is that, unlike all
its predecessors, it is primarily a fully consistent story
interpreted in the light of the historical circumstances of
its time. The episodes of this series can be considered
both separately and as a whole, since they were published
in two versions: as independent sheets, each of which
could already be perceived as a separate narrative, and
as a complete format with six chronologically arranged
compositions. The latter option allows us to analyse the
cycle as a single composition, logical and complete. Also,
the opportunity to see Rethel’s works through the prism of
the artist’s own political views leads to the conclusion that his
point of view, relevant to the mood of the liberal bourgeoisie,
shows revolution as an uprising of a deceived people which
inevitably results in victims and destruction.

Keywords: Alfred Rethel, Dance of Death, Friedrich
Hecker, German Revolution of 1848, Hans Holbein the
Younger, Albrecht Duirer, woodcut
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JeBaTb neceH u3 «Peneprtyapa mapuoHeTok» Knoga
Teppacca: HoBaTOpCTBO U 3HaY€HUe My3blKaJlbHOM
unnioctpauum Nbepa BoHHapa

AHHoTauma. 3naHHbin B 1898 rogy c60pHUK neceH «Pe-
nepTyap MapuoHETOK» IBNSNCS Pe3ybTaTOM TECHOMO CO-
TPyAHMYeCTBa NoaTta u gpamatypra Anbdppepna Xappwu,
XyLoXHWKa Mbepa boHHapa, noaTta ®paHK-HoaHa 1 Kom-
nosutopa Knopna Teppacca. C60pHUK BKIHOYAET AEBATb
My3blKasbHbIX MPOU3BEAEHNIA, U3 KOTOPbIX TPW CBSA3aHbl
C KynbToBbIM «Koponem Y6to» XXappu. Ecnu nbeca XXappu
BCECTOPOHHE M3y4eHa, TO OCTaBLUMECS LLECTb NeCeH, Ha-
nuncaHHbIX Ha cTnxn ®paHk-HoaHa 1 NoNoXeHHble Ha My-
3bIKy Teppacca, He3ac/y)KeHHO OCTaloTCs B TEHU M NOYTU
He VCMOJHSAOTCS.

MHTepec Kk coBMecTHoM paboTe HoaHa n Teppacca npexae
BCEro CBsi3aH C XyAOXXeCTBEHHOMN AesTeNnbHOCTblo BoHHapa
B Teatpe ae MNaHTeH. XyaoXHWK, 3aHMMaBLumniics opopmne-
HUEM LeKOPaLIMii N He pa3 MacTEPUBLLNIA KYKON ANis Tea-
Tpa MapuoHeTOK, Co3aaBan 1 06M0XKN 415 HOT COYUHEH-
HbIX TeppaccomM NponsBefeHUA.

LLlectb nuTorpaduin BoHHapa ana «PenepTyapa MapuoHe-
TOK» UMEIOT 3HaYEHMe Kak B pyciie Manonsy4eHHON My3bl-
KaslbHOM MNNIOCTPaLMKY XYOOXKHUKA, TaK U B CBSI3UN C HEL0-
CTaTO4YHO OCBELLEHHON TEMOW My3blKanibHOM UAOCTPaLUnN
KaK KOMMIEKCHOrO sIBNIEHWS, OCHOBaAHHOIO Ha B3auMOoAen-
CTBMW M306PasnTENbHONO U My3blKa/lbHOro matepuana.
Llenb nccnenoBaHus 3aktoHaeTcs B OLEHKE HOBK3HbI rpa-
duryeckoro noaxopa BoHHapa K HOTHONM MANKCTPaLMKN Ha
npumMmepe c6opHnKa «Peneptyap MapMoHeTok». Moapo6-
HOE pPacCMOTPEHMNE 1 N3yHeHWe JaHHbIX 06/I0KEK NO3BOSS-
€T rny6>xe NPOHUKHYTL B 3ambicen boHHapa-rpaduka, Bbi-
SIBUTb HOBble 0CO6EHHOCTM TBOPYECKOro MeToAa, npocne-
[VTb BAUSIHWE MNOSTUYECKOTO U My3blKanbHOTO COAepPXKaHust
Ha KOMMO3MLMOHHBIV CTPOI PUCYHKA, PACCTaHOBKY B HEM
K/OYEBbIX aKLEHTOB W fiaXke Ha BbIGOP nepcoHaxein. Boc-
KpeLLeHne AaHHOro penepTyapa KpaiHe BaKHO B KOHTEK-
CTe Ananora ¢ COBpPeMeHHOCTbHO. My3bika, CTUXU U PUCYH-
K1 «PenepTyapa MapUOHETOK» MO OTAE/IbHOCTU U B LieIOM
HaCTONbKO He3aypsiAHbI, YTO, C OAHOW CTOPOHbI, NpeacTaB-
NS0T UHTEpPEeC 415 My3blkanbHOW unatocTpaumnmn n XXI seka,
a c Apyron — HaNnOMMHaOT O CBOEO6PA3NN U TpaaMLKN
dpaHLy3CcKoro nckyccrtaa pyberka XIX-XX Bekos.
KnroueBble cnoBa: [Nbep BoHHap, NOCTMMNPECCUOHN3M,
Ha6w, nevatHas rpaduka, My3bikanbHas amtocTpaums,
TeaTp, KyKONbHbIN TeaTp, TeaTp MapuoHETOK, Teopust
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Nine Songs by Claude Terrasse for Répertoire des
Pantins: The Innovation and Significance of Pierre
Bonnard’s Musical lllustration

Abstract. The collection of songs Répertoire des Pantins
published in 1898 was a result of close collaboration of such
prominent figures as poet and dramaturge Alfred Jarry, artist
Pierre Bonnard, poet Franc-Nohain, and composer Claude
Terrasse. The collection consists of nine music pieces, three
of which are connected with the hieratic Ubu Roi by Alfred
Jarry. While the play by Jarry is studied exhaustively, the
rest six songs with lyrics by Franc-Nohain to the music by
Terrasse have undeservingly remained in the background
and are almost not performed.

The interest in collaboration of Franc-Nohain and Terrasse
is primarily related to the artistic activity of Pierre Bonnard
in the Théatre des Pantins. The artist, who was involved in
set design and making marionettes for the puppet theatre,
also created covers for music sheets composed by Terrasse.
Six Bonnard’s litoghraphies for the songs from Répertoire
des Pantins are of great significance in terms of the artist’s
understudied musical illustration, as well as due to the
underresearched subject of musical illustration in art theory
as a complex phenomenon based on the interaction of the
pictorial and music material. The aim of the research is to
evaluate the novelty of Pierre Bonnard’s graphic approach
to musical illustration on the example of the Répertoire
des Pantins collection of songs. Detailed exploration of
the covers allows us to get deep into the artist’s premise,
to expose new particularities of his artistic method, to
trace the influence of poetic and music contents on the
composition of the drawings, on prioritizing of the elements
in the compositions, and even on the choice of characters.
Moreover, the revival of the repertoire is highly important from
the perspective of its dialogue with the contemporaneity.
The music, lyrics, and drawings of Répertoire des Pantins
separately and as a whole are so remarkable that, on the
one hand, they are of interest for musical illustration of
the 21st century and, on the other hand, they remind about
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authenticity and tradition of the French art at the turn of
the 20t century.

Keywords: Pierre Bonnard, postimpressionism, the
Nabis, graphic art, musical illustration, theatre, puppet
theatre, history and theory of music
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3apoXxaeHue U pasBuTHE XKaHpa MOPCKOro nensaxa
B TypkMeHucTaHe: TBopyecTso B.fl. MaBnoukoro
AHHoTauua. Cpenu 6oraTtoi no TemaTnke naHawadTHom
YKMBOMUCU TYPKMEHCKNX XYAOXHUKOB n3o6parkeHne Ka-
CMUIACKOro MOPS, SIBNAIOLWEroCs YacTblo 3anafHomn Tep-
putopumn TypKMEHUCTaHa, 3aHNUMaeT yHUKanbHOe MeCTo,
XOTS MECTHbIE NMPOV3BEEHS B XXaHpPe MOPCKOro nersa-
»Ka 10 CYX MOP OCTATCS Ma/TIOM3YyHeHHbIM MCKYCCTBOBEa-
Mu. Llenbto nccnepoBaHus cTano 3anonHeHne gaHHom na-
KYHbI 1 BbISIBIEHWE KPYMHbIX NPeACTaBUTENER TYPKMEHCKO-
o MCKYCCTBa, OCTaBMBLLUWX CBOW Crieq, B pa3paboTke aToro
CNIOXHOTO XaHpa. OaHUM 13 NepBbiX 06paTuICa K Mapu-
He ypoxkeHeL, Alxa6aaa, BbINyCKHUK OfeCccKoro Xyaoxe-
CTBeHHOro yyunuua B.4. NMaenoukui (1925-2016). CBon
HayvasbHble Warn B TYpKMEHCKOM UCKYCCTBE OH caenan
KaK Nensa)mucT, 4acTo paboTas B pacrnooXeHHOM Ha Mno-
6epexbe Kacnuickoro mopsi KpacHoBoacke (HbiHe Typ-
KMeH6awww). Mopckas Tematuka HaxoauT NPOAO/HKEHNE
He TOJMIbKO B MEN3axHbIX, HO U B YXaHPOBbIX U MOPTPETHbIX
MNoNoTHaX XyAOXKHWUKa. Bnocneactanm MNaenoukuii pasHoo-
6pasunT BblI6paHHY0 UM KOraa-To MKoHorpaduio, BBOAs 06-
pa3 Kacnus B coumyMm Npov3BoACTBEHHOW Npo6neMaTnkmn
COBETCKOW XMBOMWCW, MO3TOMY B HacNeanu 3penbix net
NPUCYTCTBYIOT U pPeLLeHHble B 60raTor Mo LBETOBOMY AN-
anasoHy raMme UHAycTpuanbHble nensaxw. Kak snamtes,
VIMEHHO yBNe4YeHHOCTb MopeM nomorna B.S. Masnoukomy
HaNTW B paHHWE TBOPYECKME rofibl COGCTBEHHYIO MaHepy

[aHHble aBTOPOB. AHHOTaUMK

XY[0XXECTBEHHOrO BblCKa3blBaHWsl, COCTOSITbCA B Npodec-
cuw, B nocnenytoLme roapl — NpYBHECNa B €ro ocTasibHoe
TBOPYECTBO HEO6XOAMMYIO GUNOCODCKYIO IMYOUHY 1 NaHo-
pPaMHOCTb BULOEHMS.
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Mopckou nensax, B.A. Nasnoukunin, TypkMeHUcTaH,
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The Origin and Development of the Seascape Genre
in Turkmenistan: The Works of V.Ya. Pavlotsky
Abstract. Among the thematically varied landscape
paintings of Turkmen artists, the depiction of the Caspian
Sea, which is part of the western territory of Turkmenistan,
occupies a unique place, although the genre of seascapes
is still little studied by art historians. The aim of the study was
to fill this gap and identify major representatives of Turkmen
art who left their mark on the development of this complex
genre. The first reference to the marina is associated with
the name of V.Ya. Pavlotsky (1925-2016), a native of Ashgabat
and a graduate of the Odessa Art School. He made his
initial steps in art as a landscape painter, often working in
Krasnovodsk (now Turkmenbashi) located on the coast of
the Caspian Sea. The marine theme found continuation not
only in landscape, but also in genre and portrait paintings
of the artist. Later Pavlotsky diversified the iconography he
had once chosen, introducing the image of the Caspian Sea
into the society of industrial problems of Soviet painting, so
in the heritage of his mature years there are also industrial
landscapes painted in harsh colours. Apparently, it was
his fascination with the sea that helped V.Ya. Pavlotsky to
find his own manner of artistic expression in his early years
and to establish himself in his profession, and brought the
necessary philosophical depth and panoramic vision to his
other works in his later years.

Keywords: Krasnovodsk, Caspian Sea, seascape,

V.Ya. Pavlotsky, Turkmenistan, second half of the 20th
century
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TenenpoekT «lMecHa ropa» (1971-1991): B3arnap,

u3 éyayuero

AHHOTauma. CtaTbs NOCBsLLEHA SPKOMY apTedakTy co-
BETCKOW MacCOBOW KyNbTYpbl — FaBHOMY NECEHHOMY Te-
nenpoekty CCCP, cTpaHbl, B KOTOPOW KOraa-To 3apoauncs
O[IMH 13 CaMbIX AEMOKPATUYHbIX XXaHPOB NCKYCCTBa — Mac-
coBasi necHsi. PaseB1tune cpeacTs MaccoBO KOMMYHUKaLMKN
M TEXHWYECKWIA NPOrpecc, B HaCTHOCTU TeNeBUAEHME, CO-
3[ann yHUKanbHble yCnoBusa ANs TpaHcpopmauum aToro
»xaHpa. KoHuenuus TenenpoekTa «lecHs roga» npeayc-
MaTpvBana eXxerofgHoe UCnosHeHne Havbonee nonynsp-
HbIX NECEH yXOasLLEero roaa, a ero TPaHCASLUN B Npanm-
Tanm (31 nekabps nnm 1 sHBaps) obecnevymBan Makcu-
MarnbHyto ayaMTOPUIO.

B cTaTbe aHann3mpytoTcs KOHLENTyasbHble OCHOBbI TENe-
NpoeKTa, ero penepTyapHbIin COCTaB U CTPYKTYpPa, a Tak-
e AuHaMUKa U3MEeHEeHUI B TeYeHNe ero cyllecTBoBa-
Hus. B pesynbTate nccnenoBaHus BoisaseTcs ponb «lec-
HU roga» B pOpMUPOBAHMM COBETCKOW MacCOBOW NECHN
U TEeHOeHUun ee Tpchd>opmaLu/m, N3MEeHEeHNd B TeMaTun-
Ke neceH 1 apamatyprum pectusans. MNonyyeHHble BbIBO-
bl JAIOT BO3MOXHOCTb OL€HUTb MNOCNEAHWIA 3Tan pa3Bu-
TWUSI )KaHpa COBETCKOW MacCOBOW NECHMW, Yel BEKOBOW MyTb
noAaoLLen K CBOeMy 3aBepPLUEHWIO.

KnroueBble cnoBa: Cosetckuit Cotos, maccoBasi NecHs,
«[lecHs ropga», acTpaga, TenenpoekT, 1970-e rofpl,
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TV Project ‘Pesnya Goda’ (Song of the Year): A Look
from the Future

Abstract. This article is dedicated to the prominent artifact of
Soviet mass culture — the main song television project of the
USSR, a country where one of the most democratic genres of
art — the mass song — was born. The development of mass
communication tools and technological progress, particularly



XynoykectBeHHas kynbtypa N2 4 2025

television, created unique conditions for the transformation
of this genre. The concept of the TV project Song of the
Year involved the annual performance of the most popular
songs of the past year, with broadcasts during prime time
(December 31 or January 1) ensuring maximum viewership.
The article analyzes the conceptual foundations of the
project, its repertoire and structure, as well as the dynamics
of changes throughout its existence. The results obtained
allow for an assessment of the role of the Song of the Year
project in shaping Soviet mass song and reveal trends in
its transformation, noting changes both in the themes of
the songs and festival dramaturgy. The conclusions drawn
provide an opportunity to evaluate the final stage in the
development of the genre of Soviet mass song, whose
century-long journey has come to an end.

Keywords: USSR, mass song, ‘Pesnya goda’ (Song of the
Year), variety art, TV project, 1970s, 1980s, 1990s
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Marpeluka: cTyauinHoe TBOPYECTBO U HApPOAHanA
Tpaauums

AHHOTaUMUA. AHTUINO6ANTMCTCKOE ABWKEHWE, BCE OTHET/IN-
Bee 3asBstoLLee 0 cebe B KyNbTypax pasHbIX CTPaH, akTy-
ann3npyeT WNPOKUIA KPYT CHOXKETOB, CBA3aHHbIX C OLIEHKOM
pasfiMyHbIX SBNEHWUI HaLMOHaNbHOro CBOMCTBa. Pycckast
KynbTypa He SIBNSIETCS UCK/oYEeHEM, NPefoCTaBsAs LLn-
pokoe Npo6neMHoe none Kak B UCCNeaoBaTebCkoM, Tak
1 B TBOPYECKOM M1aHe, OT NOMCKa NPUMET «PYCCKOCTU» B
OLEHKe AOCTUXKEHWNI MPOLLIOrO A0 BO3MOXHOCTU UX pene-
BaHTHOW MHTEPMNPETALMM B COBPEMEHHOM XYAOXXECTBEHHOM
npouecce. OTaenbHas Tema — reHe3nc apTepakTos, CTaB-
LUMX 3HAKOBBLIMU MPUMETaMMN HaLMOHaNbHOW KyNbTypbl. Ta-
Knx kak MaTpellka, poXxaeHne KOTOPOit SIBNSIETCS TeMoM
SAPKMX ¥ Moavac ropsiumnx ANCKyccuin. B ctatbe npeanpuHs-
Ta MomnbiTKa PEKOHCTPYMPOBaTb 06CTOATENbCTBA NOsIBNE-
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HWS CaMOWi U3BECTHOMN PYCCKOW KYKbl-yKNaaKu, B KOTOPbIX
cyacTIMBbIM 06pa3oM Nepennenvcb NOUCKN HOBOW HaLM-
OHasIbHOM BbIPa3UTENIbHOCTM BbIAAIOLLMMUCS XYAOXKHUKa-
MK py6exa XIX-XX BeKoB, AesATeNbHOCTb 3HTY31acToB Mo
V3YYEHWIO HaPOAHOM KyNbTYPbl U HaBbIKU TPaANLIMOHHbIX
KyCTapHbIX NPOU3BOACTB.
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Matryoshka: Studio Art and Folk Tradition

Abstract. The anti-globalization movement, increasingly
evident in the cultures of various countries, is reviving a wide
range of themes related to the evaluation of various national
phenomena. Russian culture is no exception, offering a broad
field of study, both in research and creativity, from the search for
hallmarks of “Russianness” in assessing past achievements to
the possibility of their relevant interpretation in contemporary
artistic practice. A separate topic is the genesis of artifacts
that have become iconic features of national culture. Such as
the Matryoshka doll, whose birth is the subject of lively, and
sometimes heated, debate. This article attempits to reconstruct
the circumstances of the emergence of the most famous
Russian doll, which happy interweaved of the search for a
new national expression by outstanding artists of the turn of
the 20th century, the work of enthusiasts studying folk culture,
and the skills of traditional handicrafts.

Keywords: Matryoshka, Children’s Education store, Maria
Alexandrovna Mamontova, Vasily Petrovich Zvezdochkin,
Abramtsevo, Sergei Vasilyevich Malyutin, Handicraft
Museum, Sergei Timofeevich Morozov, Sergiev Posad,
Nikolay Dmitrievich Bartram
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LOKTOp MCKyCCTBOBEAEHUS, akafeMuk Poccuickon
aKaJemMnn XyaoXecTB, 3aC/Ty>XKeHHbIV fesiTeNb UCKYCCTB
Poccurickon Pepepaunmn, rMaBHbIA HAay4YHbI COTPYOHMK,
HWW Teopumn 1 nctopmmn n3obpasmnTennbHbIX MCKYCCTB
Poccwuiickon akagemum xygoxxects, 119034, Poccus,
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CTONIUYHbIE U PEerMoHasbHble Xya0XKHUKU B Poccumn
Havyana XXI Beka

AnHHoTaums. [Npo6nematrka «CTONNLbI U NPOBUHLUWY U3-
[aBHa 3aHNMMaeT NPOYHOE MECTO B KYNLTYPONOrUn U NnTe-
paTtypoBefeHuun. B nsyyeHnmn n3o6pasntenbHbIX UCKYCCTB
3Ta npo6nemaTtunka CTosb e cylecTBeHHa. CneayeT nonbl-
TaTbCs KNaccMouumMpoBaTb U OCMbICIIUTb SIBIEHNSI UCKYC-
cTtBa B Mockge u [NeTepbypre, C 0QHOM CTOPOHbI, U B O6GLLMP-
HbIX pernoHax Poccuiickor ®epgepaumu, ¢ Apyroi CTOPOHLI.
MoaxoanTb K 3TUM BONpPOCaMm € TPaAULMOHHBIMU CTUEBbI-
MU MepKaMu SIBHO HeLlenecoo6pasHo, N60 XyLoXKeCTBEH-
Hble MpoLecchl Ha NPOCTpaHCTBe OT banTuiickoro Mops Ao
Tuxoro okeaHa NtOPanUCTUYHbl, MHOrOCTW/IbHbI, OTMEYe-
Hbl «MOCTMOAEPHUCTCKON» MHOXECTBEHHOCTbIO OpUEHTa-
L. O6LLMe 3aKOHOMEPHOCTM NPOCMaTPUBAIOTCS Ha YPOB-
He KOHTEHTOB (CMbICNOB M NocnaHui). MoXXHO 3amMeTUTb, 4TO
nckycctBo C. lapunsueHko, K. BopoHosoi, KO. ManuHuHom,
C. MupoLLHMKOBa 1 ApYrnx NpeacTaBuTeneit MOCKOBCKOro
Y NeTepbyprckoro apeana TAroTetoT K OCTPbIM U ApamaTti-
YEeCKMM MOBOPOTaM, K CMbIC/IOBbIM KOHTPacTaM acxaTono-
rmyeckoro xapakrtepa. IckycctBo permoHos, ot A. MNapLuko-
Ba u X. NoBaeown go H. PbibakoBa n E. Bo6poBoin, ckopee
Morpy>kaeTcsi B CBOEro pofa «kOCMU3M», TO eCTb Onunpa-
eTcsi Ha 06pasbl NPUPOAHBIX CUT U NPOLIECCOB, BUTAJTbHbIX
1 BCENTEHCKUX SHEPTUIA.

KnioueBble cnoBa: CToNIMYHble MacTepa, pervoHanbHble
XYOOXKHUKM, KPYCCKMUIA KOCMU3M» B UCKYCCTBE,
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Metropolitan and Regional Art in Russia, 2000-2025
Abstract. The issue of metropolitan and ‘provincial’ qualities
in art belongs to the ground problems of art studies. No doubt
that an attempt to classify and interpret new visual artworks
created in Moscow and St. Petersburg, on the one hand, and
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those made in the rest of the Russian territory, on the other
hand, will increase our understanding of the contemporary
situation. Traditional stylistic criteria will hardly be relevant in
this case because the vast space between the Baltic Sea and
the Pacific Ocean displays a multistylistic diversity and a post-
modernist plurality in arts. Some significant differentiation has
to be expected in their contents (meanings and messages).
On the level of meanings, we can recognize that artworks
coming from Moscow and St. Petersburg are marked by
sharpness and dramatism, and by meaningful contrasts
of eschatological type (e.g. artworks by S. Gavrilyachenko,
K. Voronova, and Yu. Malinina). Regional artists such as
A. Parshkov, H. Povaieva, N. Rybakov, and E. Bobrova
demonstrate another basic trend, namely they enjoy a kind
of New Cosmism and turn to images of natural forces and
processes, vital impulses, and Universal energies.
Keywords: metropolitan art, regional art, ‘Russian
Cosmism’ in art, eschatological meanings, energies of the
Universe as artistic problem
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KoueTtkoBa AHacTacua [iIMUTpUEBHa

AinoHcKas aKcnopTHasA Me6enb B aHcamMb6/1e pyccKoro
uHtepbepa XVIll Beka. Ha npumepe kabuHeToB U3
Konnekuum rpados LlepemeTeBbix

AHHOTauums. B cTaTbe packpbiBaeTcs posib SMNOHCKOM Nna-
KOBOW Me6enun B NnpeMeTHO-NPOCTPaHCTBEHHOW cpeae
OTeYeCTBEHHOro uHTepbepa BTopor nonosuHbl XVIII Beka,
OTMEYEHHOW HeyracaloLwmnm NHTEPECOM K pEeHOMEHY
chinoiserie. Ha npumepe napHbix KaGUHETOB U3 KONEK-
umm rpados LLiepemeTeBbIXx pacCMOTPEHbI OCHOBHbIE XyA0-
YKECTBEHHbIE 0COGEHHOCTU SIMOHCKNX SKCMOPTHbIX U3ae-
JINIA B «KMBOMWCHOM CTU/E», BbICOKO LIEHMBLUNXCA Npea-
CTaBUTENSIMU POCCUINCKON apucTokpaTun. B pesynstate
V3yYEeHWS BHYLLIUTENbHOIO KOPMyca apXUBHbIX UICTOYHUKOB
rNoKasaHo, Kak MeHS/10Cb OTHOLUEHWE BNafenNbLIeB K SINMOH-
CKUM nakam Ha npoTsi>xeHun Bcero XVIII ctonetus. 3tn
YHVKanbHble nsnenus 6bi1v NpUYnNCcieHbl COBPEMEHHM-
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KaMu K PeAKUM «KYHLUTIOKam»: MOHayany OHU 3aHnManu
noyeTHOe MecTO B CTPYKTYpe ABOPSIHCKUX KyHCTKaMep,
a 3aTeM NOoCNY>KNAU BaXKHbIMN 9/1IEMEHTaMN BHYTPEeHHe-
ro y6paHcTBa NapKoBbIX NaBUIbOHOB. Peyb B JaHHOM C/y-
Yae MaeT 0 CTaHOB/IEHUW KYNBTYPHOIO NtopannamMa 1, Kak
cnencTBue, 0 HenmoanenbHOM UHTepece K Aanekomy u Ta-
MHCTBEHHOMY BocToky. B cB3M ¢ 3TUM npefnaraeTcs pac-
cmaTpuBaTbh NpeaMeTbl ANOHCKOW nakoBo mebenu, oo
CUX NOpP CYMTaBLUMECS B USBECTHOW CTEMNEHU yTUAUTaP-
HbIMU, KaK CaMOLLEHHblE O6bEKTbI KONTNEKLMOHNPOBAHMNS
anoxwu MpoceeLleHus.

KnroueBble cnoBa: AnoHus, AeKopaTUBHO-NPUKIagHoe
MCKYCCTBO, Mebenb, WwinHyaspu, XVIII Bek, anoxa
Knaccuumama, y6paHCTBO MHTepbepa, pycckas ycaabba,
KyckoBo
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Japanese Export Furniture in the Russian Interior
Ensembile of the 18th Century. On the Example of the
Cabinets from the Counts Sheremetev Collection
Abstract. The article reveals the role of Japanese lacquer
furniture in the object-spatial environment of the Russian
interior in the second half of the 18th century, marked by an
interest in the chinoiserie phenomenon. Using the example
of paired cabinets from the collection of the Counts
Sheremetey, the author considers the main artistic features
of Japanese export products in the ‘picturesque style’, highly
appreciated by representatives of the Russian aristocracy.
The study of a significant number of archival sources shows
how the owners’ attitude towards Japanese lacquerware
changed throughout the 18t century. The unique items were
seen as rare ‘kunstukes’: at first, they occupied an honourable
place in the structure of the noble kunstkamera, and then
served as important elements of the interior decoration
of park pavilions. This refers to the formation of cultural
pluralism and, as a result, a genuine interest in the distant and
mysterious East. In this regard, it is proposed to consider the
objects of Japanese lacquer furniture, which were previously
thought to be fairly utilitarian, as valuable collectibles of the
Enlightenment era.

Keywords: Japan, decorative arts, furniture, chinoiserie,
18th century, Classicism, interior decoration, Russian
country estate, Kuskovo
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UHTepnpeTaums nepcuackmx MOTMBOB B TBOpYECTBE
Yunbama pe MopraHa

AHHOTauumsA. B ctaTbe aHannaunpyeTcs ponb Yunbama ae
MopraHa (1839-1917) B pa3BnTUM aHINICKOro Kepamm-
Yeckoro nckycctaa XIX Beka ¢ akLleHTOM Ha UCMo/b30Ba-
HUM NEPCUACKUX MOTMBOB. [INs yrny6neHuns B Temy aBTop
XapaKTepuayeT 3HaYeHne NepCUaCKOro UCKYCCTBa B My-
3eWHbIX KONNEKLMAX BUKTOPUAHCKOM AHIINMK, @ TaKXKe Mno-
HSITWE KNEPCULCKUNIA CTUNb» U €50 UHTEepPnpeTaLumn coBpe-
MEHHUKaMU aHIMNCKOro kepamucta. Kpome Toro, pac-
CMaTpUBalOTCA OCO6EHHOCTU 06Pa3HO-XyA0XKECTBEHHON
cucteMmbl Y. ne MopraHa, chopMrMpoBaHHOM NOL BAUSIHU-
€M KONNEeKUMI 1 nccnenoBaHnii nepcuacKoro MCKYccTBa,
a TakXKe 300MOpPdHbIE MOTHMBbI, TaKME Kak CLEHbl 60pbobl
nTuy 1 3mMen, paHTacTUYeCcKmne cylecTsa u CUMBONNYE-
CKMe N306paxKeHNs, XapakTepHbIe UCKNIOYNTENbHO NS
NepCcUACKOro nckyccrea. AHanns nponssegeHmin ge Mop-
raHa no3BONWA BbISIBUTb OT/INYMS UCMOMb30BaHNSA Nepcua-
CKWMX MOTVUBOB B €r0 TBOPYECTBE MO CPaBHEHWIO C M306pa-
3UTENbHBIMU N ACTETUYECKMMU acreKTaMun Apyrnx peru-
OHOB, KOTOPbIE U3y4yan macTep. B utore aBTop npuxoamt
K BbIBOZY, 4TO NepCcuUackme MoT1BbI CMOCO6GCTBOBANN pac-
LUIMPEHMIO XYLLOXKECTBEHHbIX FPaHuL, EBPOMNECKOro AeKo-
pPaTUBHOIO UCKYCCTBa BTOPOW nonoBuHbl XIX Beka. Ma-
Tepuanbl Ny6AnKaLmMm MOryT CyLLEeCTBEHHO pacLUMpUTb
npeacraBneHne 06 NCTOpUK AeKOPaTUBHO-NPUKIAAHOIrO
VCKYCCTBa BUKTOPUAHCKOM AHIINK 1 pasBUTUM TBOPYE-
cTtBa Y. ne MopraHa.

KntoueBbie cnosa: Yunbsm e MopraH, opueHTannam

B UCKYCCTBE, NEPCULACKOE UCKYCCTBO, aHIIMNCcKoe
UCKYCCTBO, UCKycCcTBO XIX Beka, AeKopaTUBHO-
nprKnagHoe NCKYCCTBO, PeLenumns B UCKYCCTBe,
MEXXKYbTYPHbI 0GMEH

Martynova Daria O.
PhD (in Art History), Senior Lecturer, Institute of History,

[aHHble aBTOPOB. AHHOTaUMK

St. Petersburg State University, 5 Mendeleevskaya Line,
St. Petersburg, 199034, Russia

ORCID ID: 0000-0003-0426-6458

ResearcherID: AAK-1891-2020

d.o.martynova@gmail.com

Interpretation of Persian Motifs in the Artworks of
William de Morgan

Abstract. This article discusses the role of William de
Morgan (1839-1917) in the development of the 19th-century
English ceramic art, with a particular focus on his use of
Persian motifs. To further explore this topic, the author
characterizes the significance of Persian art in in the
museum collections of Victorian England, as well as the
concept of ‘Persian style’ and how it was interpreted by
the contemporaries of the English ceramist. Additionally,
the article analyses the characteristics of W. de Morgan’s
figurative and artistic system which was shaped under the
influence of Persian art collections and studies. The article
also examines zoomorphic motifs such as scenes of birds
and snakes fighting and fantastical creatures which are
typical of Persian art. Through an analysis of W. de Morgan’s
creative works this article identifies the unique features of his
use of Persian motifs and distinguishes them from those of
other regions he studied. As a result, the author has come to
the conclusion that Persian motifs played a significant role in
the expansion of artistic boundaries in European decorative
arts during the second half of the 19th century. This material
significantly enhances our understanding of decorative and
applied art history of Victorian England and W. de Morgan’s
artistic development.

Keywords: William de Morgan, orientalism in art, Persian
art, English art, 19th-century art, decorative and applied
art, reception in art, intercultural exchange
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B Konnekuuum N.7. BaseMckoro: xapakrepucTuka
co6paHus

AHHoOTaumsa. MNpopomkas uccnegoBaHne o KonneKumm
avnnomara u nutepatopa kHs3s MNaena MeTposBuya Bsi-
3emckoro (1820-1888), aBTop cTaTbu cocpefoTaymBaeT
BHMMaHMWe Ha XapaKTePUCTUKE OAHOW U3 YacTel ero co-
6paHns — HeMeLIKOM XMBoMucKn anoxu nosgHero Cpea-
HeBeKOBbsl U Bo3poxaeHUs, KoTopas 1 SBNsSeTCs 06bek-
TOM uccnepoBaHus. MpeamMeToMm xe sBnseTcs cneumounka
3TON YacTu cobpaHus. B kayecTBe NpuMepoB, NOATBEPXK-
[awolmx cneumnduky cobpaHus, B cTaTbe NpeacTaBneHbl
npounssegeHnsa na konnekuum MN.M. Basemckoro, Hanu-
4re KOTOpbIX Y cobupaTtens NoAKpeniseTcs apXmBHbIMU
VCTOYHMKaMK. B konnekumm Bazemckoro npmucyTcTBo-
Ba/iv NPOU3BEAEHUSA PENUTMO3HOM XXMBOMUCK, KOTO-
pas HaxoAunacb paHee B MOHACTbIPAX U LepkBsx. Mo-
SIBNEHNE TakoM XXMBOMUCKU CONMMKaeT cobpaHne KHA3a
C eBpOnenckMMu KONNeKLnsM1 n sBnseTca cneacTeun-
eM BYpHbIX cobbITUI Havana XIX Beka, CBSiI3aHHbIX C OT-
HolWeHnsMN Mexxay ®paHumen n CesiLleHHon Pumckon
VMMepuen, a Takxxe nocneayloLlein cekynapmsaumnm uep-
KoBHOro nmyulectsa 1803 roga. He UCKNOYEH U TUYHbBIN
dakTop — UHTepec K KynbType un uckycctey CpegHese-
KOBbSl, CBSI3aHHbIV C OKPYXXEHMEM CEMbU KHA35. Hecmo-
TPS Ha OLIMGOYHbIE YNTOMUHAHUS N3BECTHbLIX MacTepPOB
HeMeLKoro PeHeccaHca, 4To He ABNSN0Ch PEAKOCTbIO
B TO BpeMs, konnekuus Maena MeTtpoBuya Bssemckoro
BK/IlOYana Npov3BeAeHNs XyA0XHWNKOB, 6IM3KMX K nep-
BOMY psify U PefKue 455 POCCUMCKUX My3€enHbIX cobpa-
HUI. Hemeukas yacTb konnekuuu .11, Bazemckoro oT-
nMyanacb pa3Hoo6pasvemM permoHasnbHbIX WKON, Npeun-
MYLLECTBEHHO KOXXHbIX PErMOHOB.

KnroueBble cnoBa: kHA3b 1.11. Basemckuin, umeHne
OcTadbeBo, KONNEKLMOHNPOBAHNE, MPUMUTUBDI,
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German Renaissance Paintings in the Collection of
P.P. Vyazemsky: Characteristics of the Collection
Abstract. Continuing the study on the collection of the
diplomat and writer Prince Pavel Petrovich Vyazemsky (1820-
1888), the author of the article focuses on the characteristics
of one of its parts — German painting of the late Middle Ages
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and the Renaissance, which makes the object of the study.
The subject is the features that characterize this part of the
collection. As examples confirming these characteristics,
the article presents the works from the collection of
P.P. Vyazemsky, the presence of which is proved by archival
sources. Firstly, Vyazemsky’s collection included works of
religious painting which had previously been in monasteries
and churches. The appearance of such painting brings the
prince’s collection closer to similar ones in Europe and
is a consequence of the turbulent events of the early 19th
century connected with the relations between France and
the Holy Roman Empire and the subsequent secularization
of 1803. A personal factor is also possible — an interest in
the culture and art of the Middle Ages associated with
the environment of the prince’s family. Secondly, despite
the erroneous references to famous masters, which was
not uncommon at that time, Pavel Petrovich Vyazemsky’s
collection included works by leading artists and works
considered rare in Russian museum collections. Thirdly, the
German part of P.P. Vyazemsky’s collection was distinguished
by a variety of regional schools, mainly southern ones.
Keywords: Prince P.P. Vyazemsky, Ostafyevo estate,
collecting, primitives, Northern Renaissance, German
Renaissance
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Peuenuus aBaHrappa B pycckom uckyccree 1980-
1990-x ropoB

AHHOTaums. CtaTbs NOCBALLEHA OCMbICNIEHNIO PYyCCKO-
ro aBaHrapga 1910-1920-x ronoB B HeodULManbHOM CO-
BETCKOM W aKTyaslbHOM POCCUICKOM UckyccTee 1980-x
1 1990-x rooB, NPeMMyLLECTBEHHO B MOCKOBCKOM KOH-
TekcTe. Peyb naeT o TpaHchopMaLmm OTHOLLEHNS K aBaH-
rapay no Mepe ero OTKPbITUS, @ Tak)Ke pasInyHbIX cTpa-
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TErnax B3aMMoAeCTBUS C aBaHrapAoM, MPEeASIOKEHHbIX
MOCKOBCKMM KOHLIENTYanM3MOM, HblO-BENBOM Y MOCKOB-
CKMM aKUMOHU3MOM. HacTb 3TUX CTpaTerui, MCrnonbay-
IOLMX NPUEMbI LUTUPOBaHMS, NacTuLla, UPOHUK, KPUTU-
KW, O4EBUIHO, BMUCIBAETCS B MOCTMOAEPHUCTCKYIO Na-
paaurmy; opyrue MoryT onpoBepraTtb obLiee y6exneHve
B 3aBEPLUEHHOCTM aBaHrapAHOro NpoeKTa 1 BONpekn an-
arHoCTUKe Teopuu UCKYCCTBa NPUBAMKATbL N aKTyanusum-
poBaTb aBaHrapaHyto npobnemartuky. Ecnu B npegbiaywme
[eKaabl aBaHrapp 6bi1 CBOEro poaa TalHbIM 3HaHWEM, TO
B 1980-€ rofbl B KOHTEKCTE MUPOBOrO NPU3HAHUS PYCCKO-
ro aBaHrapfa 1 ero BOCTpe60BaHHOCTM Ha 3anaae coBeT-
CKVMe XyAO0KHVKM CaMU CTann MAeHTMGMLMPOBaTh cebs Kak
aBaHrapavcToB, a B psfe Cly4yaeB nocuntany Heobxoam-
MbIM COOTHECTU CBOIO COGCTBEHHYIO MPaKTWKY C aBaHrap-
IOM — €C/I1 He MPOAOHKUTL ero MHoroo6eLLatoLLee Haum-
HaHwue, TO NOJIBECTM UTOT aBaHrapAHOro npoekTa. Bmecte
C TeM B 3M0Xy NepecTporik1 aBaHrapa, BoLLes B Moy U OT-
Beyan [yxy BpeMeHu — Lienbli paf, sBNeHNn Ha Heoduum-
anbHOW CLEeHe OTMeYeH NpoaBaHrapAHbIMU TEHAEHUMSIMU,
Korza ABOVICTBEHHOE OTHOLLEHWE K aBaHrapfy Bblpaxanocb
NIO3YHrOM «aBaHrapf, ymep — fla 34paBCcTBYyeT aBaHrapa».
Mpu aTom TONbKO B 1990-€ rofbl BO3HMKNA am6MLms Npo-
M3BECTU HEYTO COMOCTaBUMOE C aBaHrapaoMm Mo pagunka-
NIU3MY BbICKa3blBaHWS, BCTaTb BPOBEHb C UCTOPUYECKUM
aBaHrapAoMm, XoTs B UTOre MOCKOBCKMNI aKLIMOHN3M KOH-
cTaTMpoBas HEBO3MOXHOCTb MPOAO/IKEHUS STOMO NPO-
eKTa B COBPEMEHHOW peanbHOCTU.

KnioueBble cnoBa: aBaHraps, nocTMOAEPHU3M,
MOCKOBCKUI KOHLENTyasI3M, Hblo-BeNB, MOCKOBCKUI
aKLMOHN3M
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Reception of the Avant-garde in Russian
Contemporary Art of the 1980s and 1990s

Abstract. The article examines the reception of the
Russian avant-garde art of the 1910s and 1920s in Soviet
non-official art and early post-Soviet art of the 1980s and
1990s, the period when the Russian avant-garde art was
widely discovered, followed and/or challenged, primarily

[aHHble aBTOPOB. AHHOTaUMK

focusing on the Moscow art scene. The author attempts to
trace the changing in time transformation of the attitude
towards the avant-garde represented by several generations
of artists associated with three different trends: Moscow
conceptualism, ‘new wave’, and Moscow actionism. Some
of the proposed strategies of interaction with the avant-
garde that employed methods of quotation, pastiche,
irony, and criticism obviously fit into the postmodernist
paradigm. Others could refute the common belief in the
obsolescence of the avant-garde project and approach or
actualize the avant-garde issues against the predictions of
the art theory. For Soviet non-official artists in the previous
decades, the Russian avant-garde legacy was a kind of
secret knowledge, but in the 1980s, due to its national and
international recognition and its success in the West, Soviet
artists accepter the necessity of identifying themselves with
the new avant-garde and correlating their own practice with
it — if not to continue the avant-garde project, then to sum it
up. During the perestroika era, the energy and the imagery
of the early Soviet avant-garde tuned in to the spirit of the
times. A number of phenomena on the unofficial scene
were marked by the pro-avant-garde tendencies, so the
dual attitude towards the avant-garde was expressed by
the slogan “The avant-garde is dead — long live the avant-
garde!”. And it was only in the 1990s that the ambition rose
to produce something comparable to the historical avant-
garde in radicalism of statement and to stand on a par with
its legacy, although in the end, Moscow actionism stated
the impossibility of continuing the project in contemporary
reality.

Keywords: avant-garde, postmodernism, Moscow
conceptualism, new wave, Moscow actionism

Received 20.09.2025

Accepted 16.10.2025
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C.U. TaHeeB rnasamu pomoBnaaenbLa.
BocnomuHanus H.MM. BuwHakosa

AHHOTauums. Bnepeble Ny6nnKyeTCs YHUKaNbHbIA apXUBHbIN
MaTepuan — BocrioMvHanus H.M. BuwHsakosa (1844-1927)
o C.W. TaHeeBe (1856-1915), pycckom kKomnosuTope, nepfa-
rore, y4eHOM, BblfatoLemcs aesitene pycckom Mysbikasb-
HOW KyNbTypbl. PYKONUCHBIV OpuriHan o6Hapy»eH B LieH-
TpanbHOM rocynapcTBeHHOM apxuBe ropoaa MockBbl, rae
XxpaHaTcs «ABTo6uorpadpuyeckune sametkmy» H.M. BuwHa-
KOBa, lomMoBnagenbLa dnurens no Manomy BnacbeBckomy
nepeynky, B KOTOPOM TaHeeB X1 NocNefHNE rofbl XXUSHN.
CpaBHuBas ¢ U3BECTHbIMU BOCMOMUHAHUSIMWU APYTUX CO-
BPeMeHHMKOB TaHeeBa, aBTOPbI NPEeANCNOBUS K Ny6anKa-
L BOCMOMMHaHWI BULLIHAKOBa OTMEYatoT NONEMUYHOCTb
HEKOTOPbIX MOMEHTOB B €10 U3N10XKeHMN. OfHaKO 3TO He OT-
MEHSIET TOro CUNbHEWLLEro BnevaT/eHns, KOTopoe BOCMo-
MUWHaHWs OCTaBNSIOT Yy UnTaTens.

My6nnKaums ocyLecTBnseTCs paay AOCTYMHOCTUN 3TOro pa-
PUTETHOrO MaTepuana v Ans BOCCO3AaHNs C MOMOLLbIO OMnun-
CaHWii CoBPeMeHHWKa X1Boro o6pasa Cepres MiBaHoBuYa.
KnioueBble cnoBa: BocnoMuHaHne o kKoMnosuTope,
H.M. BuwHskos, C.W. TaHeeB, 6uorpadusi MysbikaHTa,
nom C.UN. TaHeeBa no Manomy BnacbeBckomy nepeynky
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S.l. Taneyev Through the Eyes of a Landlord. Memoirs
of N.P. Vishnyakov

Abstract. For the first time, unique archival material is being
published — the memoirs of N.P. Vishnyakov (1844-1927)
about S.I. Taneyev (1856-1915), a Russian composer, teacher,
scholar, and an outstanding figure of Russian musical culture.
The handwritten original was discovered in the Central State
Archive of the City of Moscow, where The Autobiographical
Notes of N.P. Vishnyakoy, the landlord of a wing in Maly
Vlasyevsky Lane where Taneyev spent the last years of his life,
are preserved. In comparison with the well-known memoirs of
Taneyev’s other contemporaries, the authors of the preface
to Vishnyakov’s memoirs note the polemical character of
certain passages. However, this does not diminish the strong
impression that the memoirs leave on the reader.

The publication aims to make this rare material accessible
and to recreate a vivid portrait of Sergei Ivanovich through
the descriptions of his contemporary.

Keywords: Memoirs of the Composer, N.P. Vishnyakov,
S.I. Taneyev, musician’s biography, S.1. Taneyev’s House in
Maly Vlasyevsky Lane, Moscow
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Kanampat nckycctBoBefeHus, 3aBeaytoLas

CEKTOPOM aKaAeMNYEeCKMX My3blKasbHbIX U3AaHWN,
[ocynapCTBEHHbIA MHCTUTYT UCKYCCTBO3HaHMs, 125375,
Poccus, Mocksa, Koanukuii nep., 5
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MockBa, mockBuuu u MockoBcKkas KoHcepBaTopus

B roabl Benukon OTeyecTtBeHHOM BOWHbI. Mo
nucbmam O.E. JleBaweBown

AHHoOTaumsA. Bnepsblie ny6nukytoTcs GparMeHTbl MMCEM
my3bikoBegfa O.E. NleBaweson (1912-2000), HanncaHHble
B rogbl Benviko OTeyecTBeHHOM BoHbI (1941-1943). Bce
nocnanusa agpecoBaHbl T.H. JluBaHOBOW, KOTOpas, Kak nNpea-
nonaranoch, Jo/mkHa 6bina CTaTb Hay4YHbIM PYKOBOAUTENEM
JleBalueBow Npy HanMcaHWUM AUNIOMHOM paboTbl B MockoB-

818

CKoW koHcepBaTopuun. NoMmnmo o6eyxaeHus npodeccu-
OHasbHbIX TEM, Ha CTPaHULLaX SNUCTONAPUS NOABAAIOTCA
durypbl npenopasatenein (K.A. KysHeuos, [.B. XXutomnp-
ckun, PU. Tpy6ep, HO.B. Kengbiw, U.B. Cnoco6uH n apyrue),
cokypcHuy, O.E. NleBawesoi (T.B. O6onange, K.C. Anema-
coBa, H.B. 3anopoxeL). Oco6oe MecTo oTBOAUTCS onuca-
HUIO 06LeHns ¢ nnaHucTom C.T. Puxtepom, no nHnuumatm-
BEe KOTOPOro 6blN1 yCTPOEH TeaTpann3oBaHHbI «MUKHUKY» Ha
npupogae B cTune kapTuHbl K. MoHe «3aBTpak Ha Tpase».
KnroueBsbie cnosa: O.E. [leBawweBa, Benvkas
OTeyecTBeHHas BoOHa, MOCKOBCKasi KOHCepBaTopus,
T.H. NueaHoBa, K.A. Ky3HeLoB, N.B. CnocobuH,
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Moscow, Muscovites, and the Moscow Conservatory
During the Great Patriotic War. Based on the Letters
of Olga E. Levasheva

Abstract. For the first time, fragments of letters by the
musicologist Olga E. Levasheva (1912-2000), written during
the Great Patriotic War (1941-1943), are being published.
All the letters were addressed to the musicologist
Tamara N. Livanova, who was expected to serve as
Levasheva’s academic supervisor for her graduation
thesis. Beyond discussions of strictly professional
matters, the correspondence brings to life figures from
the teaching staff of the Moscow Conservatory (Konstantin
A. Kuznetsov, Daniel V. Zhitomirsky, Roman |. Gruber,
Yuri V. Keldysh, Igor V. Sposobin, and others) as well as
Levasheva’s fellow students (Tamara V. Oboladze, Kira
S. Alemasova, Natalia V. Zaporozhets). Especially notable
are her interactions with the pianist Svyatoslav T. Richter,
who initiated an outdoor picnic, inspired by Claude Monet's
painting Le Déjeuner sur I’herbe (The Picnic on the Grass).
Keywords: Olga E. Levasheva, Great Patriotic War,
Moscow Conservatory, Tamara N. Livanova, Konstantin

A. Kuznetsov, Igor V. Sposobin, Svyatoslav T. Richter
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Co6akuHa Onbra BanepbeBHa

LLOKTOp MCKYCCTBOBEAEHUS, BEAYLLUMNIA HAYYHbI
COTPYAHWK, CEKTOP TEOPUM MY3bIKK, MOCYAapCTBEHHbIN
WHCTUTYT UCKYCCTBO3HaHus, 125375, Poccus, Mockea,
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KanTatbl CtaHucnasa MoHiowko «Mpuspaku»

u «KpbIMCKMe COHETbI» Ha TEKCTbl Apama
MuukeBUUa: MHTEpPNpeTaLus clokeTa

U 0COGEHHOCTH XKaHpa

AHHoOTauma. lMosTuyeckmne umknbl A. MuLKeBMYa, K KOTo-
pbiM C. MOHIOLWWKO 06paTu/cs B BapLUaBCKUIA Mepuog TBOp-
4ecTBa, NPefoCTaBUIV KOMMO3UTOPY PEAKYIO BO3MOXHOCTb
He TONbKO NCMOMb30BaTb BbICOKOXYAOXECTBEHHbIE TEK-
CTbl, 06beIMHEHHbIE CIOXXETHOW AApaMaTypruem, Ho 1 NH-
TepnpeTMpoBaTb Pa3HOO6Pa3HbIE HALMOHaNbHbIE MOTUBBI.
Tema cTaTbu paHee annM3o0aMYecku 3aTparmBanach B Tpyae
W.®. Banabl v NpeAcTaBAseT MHTEPEC B CBS3W C HepocTa-
TOYHOW N3YHEHHOCTbIO BblAaloLLMXCs NponseeneHnin Mo-
HIOLLKO, @ Tak)Ke B CBSI3N C HEKOTOPbIMU My6AMKaLMsIMU,
NosIBUBLLMMUCS B NOMIbCKOI Hay4YHOW Nepuoavke n npea-
naralLwmMmn MHTepecHble HabNAEHNS 1 MHPOPMaLMIO.
Ha ocHoBe MeToA0M10rMM NO3TONOrMYECKOro U CPpaBHU-
TeNbHOro aHanM30B aBTOP paccMaTpmBaeT HOBaTOPCKUIA
AN NONbCKOM My3blky Noaxofn, MOHIOLWKO K MHTepnpeTa-
LMM >KaHpa KaHTaTbl, A8MOHCTPUPYET pasinyne Kommno-
3ULUU U CTUIUCTUKN «1pr3pakoB» N «KPbIMCKUX COHe-
TOBY, BbISIBNSIET O6YCNOBIEHHOCTb MO3TUKN KaHTaT TeK-
cTamu Muukesunya.

«Mpu3pakm» n «kKpbIMCKME COHETbI» OTHOCATCS K PeAKUM
npvMepam UCMonb30BaHWs B KaHTaTax CIOXXETHOM Apama-
Typrvu, o6oratuBLLEN CTUMCTUKY YXaHpa CLEHNYECKO Bbl-
pasutenbHocTblo. B TBopyecTBe MOHIOLIKO YaHp kamep-
HOW NMPUYECKOM KaHTaTbl TpaHCPOopMmMpoBancs 6naropga-
Psi 9CTETUYECKUM 3anpocam arnoxu pomaHTnama. Moatunka
JIMPUYECKOW KaHTaTbl O4eBMAHa B KOHLENUMM «KpbIMCKMX
COHETOBY, KOTOPbIE 3HAYUTENbHO TPAAULMOHHEE B UHTEP-
npeTaummn KaHTaTbl Kak BOKanbHO-OPKECTPOBOro LMK,
B OT/IYME OT TeaTpann3oBaHHON U HOBAaTOPCKOM MO CBO-
el CYyTW CLEHNYECKON KaHTaTbl, Kakou cTtanu «lpuspakmy».
OnepHocTb «Mpr3pakoBy», CLLIEHNYHOCTb UX My3blKanbHON
ApamMaTyprumn Halam BblpaXXeHne B OPUrMHaNbHOM KOM-
rno3nLmMmn, OCHOBAHHOW Ha B3aUMOEeNCTBMN MHOTUX CLie-
HUYECKUX repoes.

KnioueBble cnoBa: CtaHucnas MoHtowko, Anam
MuukeBuy, kaHTaTbl, «[puapakny, «43aab», «<KpbiMckne
COHETbI»
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Cantatas Widma and Sonety krymskie by Stanistaw
Moniuszko to the Lyrics by Adam Mickiewicz: The
Interpretation of the Plot and the Specifics of the Genre
Abstract. A. Mickiewicz’s poetic cycles, to which
S. Moniuszko turned during his Warsaw period of creativity,
provided the composer with a rare opportunity not only
to use highly artistic texts united by a dramatic plot, but
also to interpret a variety of national motifs. The topic of
the article was previously touched upon episodically in the
book by I.F. Belza and is of interest due to the insufficient
study of Moniuszko’s outstanding works, as well as due to
certain publications that have appeared in Polish scientific
periodicals and offer interesting observations and
information. Drawing on the methodology of poetological
and comparative analysis, the author examines Moniuszko's
approach to interpreting the cantata genre, which was
innovative for Polish music, demonstrates the differences
in the composition and style of The Ghosts (Widma) and
The Crimean Sonnets (Sonety krymskie), and reveals the
determinacy of the poetics of the cantatas in Mickiewicz's
texts.

The Ghosts and The Crimean Sonnets are among the rare
examples of the use of plot dramaturgy in cantatas which
enriched the genre stylistics with scenic expressiveness. In
Moniuszko’s works, the genre of the chamber lyric cantata
was transformed thanks to the aesthetic demands of
Romanticism. The poetics of the lyric cantata is evident in
the concept of The Crimean Sonnets which are significantly
more traditional in their interpretation of the cantata as
avocal and orchestral cycle, in contrast to the theatrical
and innovative stage cantata that The Ghosts became. The
operatic quality of The Ghosts and the theatrical quality of its
musical dramaturgy are expressed in an original composition
based on the interactions of many stage characters.
Keywords: Stanistaw Moniuszko, Adam Mickiewicz,
cantatas, Widma, Dziady, Sonety krymskie
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KoHoHeHko HaTtanusa NleHHapbeBHa
KanampaT nckyccTBoBefeHWs, CTapLUniA HayYHbI COTPYA-
HUK, CEKTOP XyAOXKECTBEHHbIX NPo6aemM Maccmenna, lfocy-
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Beprman u Mouapt: UHTepnioaum Lanterna magica
AHHoTaumsa. VIckntoumTenbHas BaXXHOCTb MOLLAPTOBCKOIO
Havana B punbmax . beprmaHa obycnaBnnBaeTcs CTPYK-
TYPOW XyA0XXECTBEHHOIO MMpa pexuccepa. ns Hero xa-
paKTeEpPHO NepMaHeHTHoe 6anaHCMpPoOBaHNE Ha rpaHuLe
KNnaccuyecKoro 1 aknaccuyeckoro nckycctea. Mouap-
TOBCKasi rny6oyaiilias KOHLEHTPUPOBAHHOCTb NP BHELL-
Heln NpoCcToTe My3blKasibHbIX pOPM AENCTBYET aHaNOrMYHO
KOMMeHcaTopHOM GYyHKUMM MUda, CNOCOGCTBYS HENTPa-
NM3aLmnn B KapTUHaX pexunccepa aK3UCTEHLMaNNCTCKOro
COCTOSIHUSA HeYBEPEHHOCTY B GyHAAMEHTasIbHbIX OCHOBaX
6bITVSA. AMOMBaNEHTHOCTb, ABONCTBEHHOCTb MM1pPa MoLap-
TOBCKOW My3blK1 HAaX0AMT OCYyLLEeCTB/IEHME B crieumdnye-
CKOW LIBETOBOW ipaMaTypriv U MOHTaXXHbIX KOHCTPYKLM-
X GUNbMOB, TPaHCHOPMUPYIOLLMX My3bIKanbHblE CMbICSIbI
B COOTBETCTBUM C POMAHTUYECKU OKPaLLEHHbIM UOHUCUIA-
cTBOM. [py 3TOM My3bliKanbHas dbopma anNn3onoBs, 03BY-
YeHHbIX Npon3BeaeHnsamu B.A. MouapTa, o6HapyX1BaeT
TEHAEHLMIO K CTNaXXMBaHUIO KOHGIMKTHOrO Havana, TpaHc-
NMOHMPOBaHWNIO ANHAMUYECKUX CTPYKTYP B KOXPaHUTENb-
Hble» cTaTuyeckme. NMNocpeacTBomM 0Co601 Pa3HOBUOHO-
CTU Xy[A0XKECTBEHHOW Urpbl, HAaceayoLLE MOLAPTOBCKO-
My Wiirfelspiel n nposiBnatower ce6s B aneatopmyeckmnx
MOHTa)HbIX CTPYKTYpPaXx, YXOHI/TIMPOBaHUW MeAUAHbIMU
cpefamMu 1 XXaHPOBbIMWU ANCKYypCaMu, peanusyeT cebs
KapTUHa MMpa, 3a4acTylo He coBnaatoLlas ¢ Bepbasnb-
HO Aeknapupyemon B dunbmax punocoduein. MouapTtu-
aHCTBO O6peTaeT B PEXMCCEPCKOM MUPOBUAEHUN BECb-
Ma pa3BeTB/IeHHblE U INy6oKMe 06epTOHa, CoeanHsiowme
yoaneHHble Apyr oT Apyra chepbl AETCKOW UrPbl U OTHYX-
neHus. TNYGUHHBIN CIOXKET 3TOrO XY[A0XXEeCTBEHHOIO CUH-
Te3a CBA3bIBAET B YHUKANbHbIX 6€PrMaHOBCKUX Npornop-
umax MmdonoremMbl aroHa 1 6eCKOHEeYHOM NOBTOPSEMO-
CTW XXN3HEHHOrO Kpyra.

KnroueBblie cnoBa: U. beprman, B.A. MouapT, Mmuod,
peLenums, aroH, MHTEPMEANanbHOCTb, anoIOHNYECKOE.,
OVOHUCUINCKOE, BU3yanbHas cTpaTterms
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Bergman and Mozart: Interludes of Lanterna Magica
Abstract. The exceptional importance of the Mozartian
component in the films of |. Bergman is determined by the
structure of the director’s artistic world. It is characterized
by a constant balancing on the border between classical
and aclassical art. W.A. Mozart’s profound stylistic
concentration, despite the external simplicity of musical
forms, acts similarly to the compensatory function of myth,
helping to neutralize the existentialist state of uncertainty
about the fundamentals of existence in the director’s films.
Ambivalence and duality of Mozart’s world are realized in
specific color dramaturgy and montage structures of the
films, transforming musical meanings in accordance with
a romantically tinged Dionysianism. Meanwhile, the musical
form of cinematic episodes in which Mozart’s music is heard
reveals a tendency to smooth out the conflicting principle
and transposing dynamic structures into ‘protective’ static
ones. Through a special form of artistic play, inheriting
Mozart's Wiirfelspiel and manifesting itself in aleatoric
montage structures, juggling media and genre discourses,
a picture of the world is realized that often does not coincide
with the philosophy verbally declared in films. In the director’s
worldview, Mozartianism acquires highly ramified and
profound overtones, linking the distant realms of children’s
game and alienation. The underlying plot of this artistic
synthesis in unique Bergmanian proportions connects the
mythologemes of agon and the endless repetition of the
circle of life.

Keywords: |. Bergman, W.A. Mozart, myth, reception,
agon, intermediality, Apollonian, Dionysian, visual strategy
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®deHoMeH KonpoayKuuun. CtaHoBNeHne

u aBontouus GpaHKO-UTaNbAHCKOro COBMECTHOIro
KuHonpoussoacTsa B 1940-1960-e roabi
AHHOTauums. B cTtaTtbe nccnenyetcs uctopmsi dpaHko-
VUTaNbsIHCKOro COTpyAHUYecTBa B 06/1aCTU KMHOMPOU3-
BOJCTBa C CaMOro paHHero nepuoaa CyLLecTBOBaHms KUHO
10 KoHua 1960-x ropos. Yrke B 1920-e rofibl B MMPOBOM Ku-
HOCOOGLLECTBE YTBEPXKAAETCS MbIC/Ib O TOM, YTO KUHEMa-
Torpaduyeckas konnabopaums — OAUH 13 NyHLLNX CHOCO-
60B NPEOAONETb KPU3UC U MPUBNEYD BHUMaHNE LUIMPOKON
MeXAyHapOoAHOM ayanTopun. dnoxa HEMOro KMHO, OTMe-
HslOLLas A3bIKOBbIE rPaHULIbI M MPEBPATUBLLAsA KPYMHbIe eB-
poneckre CTONNULbI B KYNIbTYPHbIE LIEHTPbI M CbEMOYHbIE
nnowazaku, noaapuna oépasew, Ans KuHematorpaduyeckom
YKN3HW MOCNeayoLWmnxX AecaTUNeTnin. B ctatbe paccmatpu-
BaloTCs pasHble GOPMbl COBMECTHOrO KMHOMPOU3BOACTBA
mexay ®paHumen n Utanvein, BoaHuKatowme 6narogaps
JIMYHOW MHULMATUBE NPOAIOCEPOB WY B paMKax BpEMEH-
HbIX TOProBbIX A0rosopos B 1930-e rofbl, HO rNaBHOE BHU-
MaHue cocpeaoToveHo Ha peHOMeEHe KOMpoayKLuu, nos-
BUBLUEMCS BO BTOpoM nonosuHe 1940-x rogos, koraa co-
BMECTHOE KMHOMPOU3BOLACTBO O6peTaeT lopuanyeckoe
npusHaHue, NpaBoBoW cTaTyc. NepBoe B uctopmm odpuum-
anbHoe cornalleHne 0 COBMECTHOM KMHOMPOU3BOACTBE,
nnn Konpoaykuum, nognucaHHoe ®paxunen n Utanven
B OKTS6pe 1946 roga, cTano NnpumepomM, KOTOPOMy BCKO-
pe nocneposanv Apyrue CTpaHol.

B cTaTbe nokasaHo, 4TO anropuT™M KOnpoayKLMU NocTpo-
€H Ha uaee 6anaHca, B HaCTHOCTU — MeX/y BK1agamu AByX
NPOAICEPOB, KaX/AblA N3 KOTOPbIX [JOJIXKEH SBAATLCSA CO-
BnafenbLeM KMHonpovaseaeHus. 3To paBHOBeCUe B naea-
1€ HY>XHO HalTW B Ka)kAOM anemMeHTe dunbma: B co3naHunm
cLieHapusi, B aKTEPCKOM COCTaBe, B pHAHCOBOM U B TEX-
HUYecKoM nnaHe. B ctaTbe aHanusMpyoTCst TEKCTbl CO-
rnaLeHunin pasHbix N1eT 0 KoNpoayKuun mexay ®paHuvein
v Utanuei, n onucbiBaeTcs To, Kak yTouHanach 1 pedop-
MupoBanach Mofenb hpaHKo-UTanbSHCKOro COBMECTHOrO
KWHOMPOW3BOACTBA Ha NPOTSXEHUN ABYX C NONOBUHOW Ae-
cATUNETUIA Nocne noanucaHns nepsoro gorosopa. Ncene-
[ylOTCS pas3Hble NpUMepbl GPaHKO-UTANbSHCKUX GUTBMOB,
CHsATbIX B 1940-1960-€ rogpbl, OTpa)katoLume 3BOMOLMIO CO-
BMECTHOI0O KMHOMPOW3BOACTBA. HakoHeL, packpbiBatoTcs
OCHOBHbIE YepTbl 30/10TOr0 BeKa ppaHKO-UTaNbSHCKOMN KO-
NpoAyKUuW, BbISSBASAKOLLME KNtOYEBble TEHAESHUMN MUPOBO-
ro KMHonpouecca.

KnroueBble cnoBa: konpoaykuus, ®paHums, Utanus,
KVHOMpOLeCc, Heopeanuam, Anarnor, Hyap, CornalieHue,
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The Phenomenon of Co-production. The Formation
and Evolution of Franco-Italian Joint Film Production
inthe 1940s-1960s

Abstract. This article examines the history of Franco-
Italian cooperation in film production from the early years
of cinema until the late 1960s. As early as the 1920s, the idea
took hold within the global film community that cinematic
collaboration was one of the best ways to overcome crises
and attract a broad international audience. The silent film era,
which erased linguistic boundaries and transformed major
European capitals into cultural hubs and filming locations,
provided a model for cinematic life in subsequent decades.
The article explores various forms of joint film production of
France and Italy which emerged through producers’ personal
initiative or under temporary trade agreements in the 1930s.
However, the primary focus is on the phenomenon of co-
production that appeared in the second half of the 1940s,
when joint film production gained legal recognition and
status. It is noteworthy that the first-ever official agreement
on joint film production, or co-production, signed by France
and ltaly in October 1946, became an example soon followed
by other countries.

The article demonstrates that the co-production model
is built on the idea of balance, particularly between the
contributions of two producers, each of whom must be a co-
owner of the film work. Ideally, balance needs to be found in
every element of the film: scriptwriting, casting, financial and
technical aspects. The article analyses the texts of various
Franco-Italian Co-production Agreements of different years
and describes how the model of Franco-Italian joint film
production was refined and reformed over the two and
a half decades following the signing of the first agreement.
Various examples of the Franco-Italian films made in the
1940s-1960s are examined, reflecting the evolution of joint
production. Finally, the key features of the ‘golden age’ of
Franco-Italian co-production are revealed, highlighting key
trends in the global film process.

Keywords: co-production, France, Italy, film process,
neorealism, dialogue, film noir, agreement, balance, René
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PenpeseHTauus cpepabl 06UTaHUA UaeanbHOro repos
B lOPEBOJIIOLLUOHHOWN U COBETCKOW KapTUHe MUpa

B HEMOM KMHemaTtorpade

AHHoTauums. B dokyce BHMMaHNS HacTosILLen cTaTbu Npo-
CTpaHCTBa — KPYMHbIX M NPOBUHLMANbHBIX FOPOAOB, UHTE-
pbepoB, crieunduka KOHCTPYMPOBaHNS Kafpa B KOHTEKCTE
COOTHOLLIEHWS YENOBEYECKOro U MaTepuanbHoro. B pamkax
aHanmaa Mbl 06paTUInCh K HembiM dunbmam 4. MNMpoTasa-
HoBa «3akponLumk 13 Topxkka» (1925), «[JoH Ouero v MNena-
res» («[deno MNenaren JlEMuHoN») (1927), «4enoBek u3 pe-
cTopaHa» (1927) n «benbiin open» (1928). CpaBHUTENbHbIN
aHann3 epuabMOB NO3BONWI 601ee KOHTYPHO 04EPTUTL
cneunpuky BOCNPUSTUS PEXNCCEPOM AOPEBOSIOLIMOH-
HOW KapTUHbI MUpa. Pexxnccep AeMOHCTPUPYET Npeaeb-
HYIO YSI3BUMOCTb M YaCTUYHYIO HECOCTOSITENIbHOCTb aH-
TPOMoAorM4yecknx naeanos nepea Nto6biM coumanbHbIM
1 NONUTUYECKMM CTPOEM. BaxKHO, 4T 3a KaXabIM TUMOM
KapTUHbI Mupa MpoTa3aHoOB 3aKpenaseT NPOCTPaHCTBO
1 cneunduky ero B3aMMoaencTeus ¢ reposimu. Npotasa-
HOB [JOBOJIbHO TaKOHWYHO OYEPYMBAET BHELLHIOK cpeny,
a BaXKHeWLWwe Ans apamMaTtyprm cLeHbl pa3BopavnBaloT-
Csi BO BHYTPEHHUX, UHTEPbEPHbIX NPOCTpaHcTBax. Mpeun-
MYLLECTBEHHO NPOCTPaHCTBEHHAs cpefa — U MPUPOAHbIWA,
1 OEePEBEHCKUI, 1 TOPOACKON NEn3aXxu — Xxapaktepuayert-
Csi NpefenbHOM CTaTUYHOCTbIO.

Viccnenys npocTpaHCcTBa NPOBUHLMANBHBIX Y CTOMMYHBIX
ropozoB, yNuLL, peCTopaHa, ABOPLIOB U TECHbIX KOMHaT, MNpo-
Ta3aHoB MonaraeT UX HermpUeMIemMbIMn NS XKU3HW Yeno-
Beka. [MpeobpaXkeHnst M1pa, ropoaoB, XapaKTepoB Y Hero
$aKTUYeCKN He NPOUCXoamnT. «HoBble Ntoamn» (KOMMYHU-
CTbl, PEBOJIIOLIMOHEPDI) OKa3blBAOTCA TaKUMU XKe 3aN0X-
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HUKaMu obLLeYenoBeYecKnx npobnem (6ropokpaTunu, ys-
KONOGOCTUN U/UNW TPYCOCTU BbILECTOSILLNX YAHOBHUKOB,
CTpemeHu K IM4HOM Bbiroae). [pocTpaHcTBEHHas cpe-
[la XapaKTepu3yeTcsi MUHEPTHOCTbIO, a JItoaM (NepCoHaxw)
HaxoasTcs B cneunduyeckn 4EMOHCTPUPYEMOM «BaKyy-
Me BnacTu». ioeanbHbii repot — obnagatenb KOHKpeT-
HOro Habopa YenoBeYeCKNX BeYHbIX LLeHHOCTEW, nexka-
LWMX 32 Npefenamm Kakoro-nmé6o coumanbHoro v NoanTu-
YecKOoro ycTponcTaa.

KnroueBble cnoBa: 4. [lpoTazaHoB, aHTPOMNONOrMYECKNI
vaean, NPoCTPaHCTBO, KapPTUHA MUPA, KHOBBIV YENOBEKY,
ropof, NPOBUHLMANbHbINA FTOPOA, UHTEPLEP, PEANTLHOCTL
UccnenoBaHue BbIMOHEHO MU MOAAEPXKKE rPpaHTa
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Representation of the Ideal Hero’s Environment

in Pre-Revolutionary and Soviet Silent Cinema
Worldviews

Abstract. This article focuses on the spaces of large
and provincial cities, interiors, and the specifics of frame
construction in the context of the relationship between
the human and the material. In our analysis, we examined
Ya. Protazanov’s silent films The Tailor from Torzhok (1925),
Don Diego and Pelageya (The Case of Pelageya Demina)
(1927), The Man from the Restaurant (1927), and The White
Eagle (1928). A comparative analysis of these films allowed us
to more clearly delineate the director’s specific perception of
the pre-revolutionary worldview. The director demonstrates
the extreme vulnerability and partial inconsistency of
anthropological ideals in the face of any social and
political system. Importantly, Protazanov attributes each
type of worldview to a particular space and the specifics
of its interaction with the characters. Protazanov outlines
the external environment quite succinctly, while the most
dramatic scenes unfold in interior spaces. The predominantly
spatial environment — natural, rural, and urban landscapes —
is characterized by extreme staticity.

Exploring the spaces of provincial and capital cities, streets,

[aHHble aBTOPOB. AHHOTaLMK

restaurants, palaces, and cramped rooms, Protazanov
considers them unsuitable for human habitation. In his
work, the world, cities, and characters are virtually never
transformed. The ‘new people’ (communists, revolutionaries)
find themselves equally hostage to universal human
problems (bureaucracy, the narrow-mindedness and/or
cowardice of higher-ranking officials, and the pursuit of
personal gain). The spatial environment is characterized
by inertia, and the people (characters) find themselves in
a specifically demonstrated ‘power vacuum'’. The ideal hero
possesses a specific set of eternal human values that lie
beyond any social or political structure.

Keywords: Ya. Protazanov, anthropological ideal, space,
worldview, ‘new man’, city, provincial town, interior, reality
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Science Foundation (RSF), project no. 24-28-01484
“Anthropological ideals in the adventure films of Russian
silent cinema of the 1910s-1920s”.

Received 11.08.2025

Accepted 22.09.2025

BnackuH Kupunn AHppeeBuy

AcnupaHT, CEKTOp COBPEMEHHOIo UCKycCcTBa 3anaaa,
[ocynapcTBEHHbIA MHCTUTYT UCKYCCTBO3HaHMS, 125375,
Poccus, Mocksa, Koauukuii nep., 5

ORCID ID: 0009-0006-9943-8716

ResearcherID: OHR-7569-2025

kirvlaskin@yandex.ru

YOK 791.43/.45

BBK 85.373(2)

DOI: 10.561678/2226-0072-2025-4-696-723

MoOTUB KKMHO O KUHO» B OTEYECTBEHHbIX UTPOBbIX
$punbmax BTOopom nonoBuHbI 1920-x ronoB
AHHoTaums. CTaTbsi NOCBsLLEHa ABIEHWIO, CTaBLUEMY [0-
BOJIbHO PacnpoCcTpaHeHHbIM B MMPOBOM KMHOWCKYCCTBE, —
dunbmam, pebnekcupyoLwmmM o NPUPOAE KUHO, NN KKUHO
0 KUHO». MOTUB KKMHO O KMHO» NOSIBUNCS eLLe Ha 3ape Ku-
HemaTorpada 1 4acTo UCNONb30BasICA C Lesblo NpUaaTh
KOMUYHOCTU dunbMy. OfHaKo Aaxke o6blyHas LWyTKa, K1-
HemaTorpaduyeckmin «rar» MOXKeT CTaTb OTNPaBHOM TOY-
KOW 4151 pasMbILLNIEHNS O TOM, YTO TaKOe KUHOUCKYCCTBO.
Yepes yaBoeHne XyaoXeCTBEHHOW peanbHOCTH co3paTenn
GUNBMOB [AOT MOBOA, K PACCYXX/AEHMIO O Pa3HbIX acrnekTax
KnHemMaTorpada: XyAoXKeCTBEHHbIX, MPON3BOACTBEHHbIX,
coumonormyeckmx. Camo KMHO PasMbILLISET O COGCTBEH-
HOW Npupoae U BK/ItoYaeTcs B 6ypHble ANCKYCCUM Teope-
TUKOB M MPaKTUKOB KMHematorpada.

B cTaTbe aHann3mpyeTcs HECKOIbKO UTPOBbIX COBETCKMX
dunbmoB 1920-x rogos, B KOTOPbIX MPUCYTCTBYET MOTUB
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«KWHO 0 KMHO». lMocnepeBontounoHHble 1920-e roabl cTa-
M 0CO6bIM NEPEXOAHbBIM NEPUOAOM A/15 OTEYECTBEHHOMN
KUHOMPOMbILWNEHHOCTN Y KWNHOMCKYCCTBA, Koraa KuHe-
matorpad nocne [pa)kaaHCKOW BOVHbI U 9MUTpaLmm Be-
AYLUMX KUHOMPOMBbILLIEHHUKOB MbITAETCS BO3POANTLCS
B HOBbIX YC/IOBUSIX FOCYAaPCTBEHHOrO KOHTponsi. Mono-
Able KuHemaTorpaducTbl, BCTaBlWMe B aBaHrapae KMHo-
VCKYCCTBa, ONpeaensitoT HOBbI 061K KUHO CBOMMU HEO-
BbI4HBIMU TEOPUSIMU U SKCNEPUMEHTaNBHOM NPaKTUKon. Ho
He TONbKO MaHUPECTbI yTBEPXKAAIOT HOBYH KMHOICTETU-
Ky. B Takux punbmax, kak «lNannpocHuua ot Moccenbnpo-
ma» (1924), «Mouenyn Mapwu Mukdopax» (1927) unm «Baop-
BaHHble AHW» (1930), roe TemMa co3gaHns U IeMOHCTpaUmn
GUNIBMOB CTAHOBUTCS LIEHTPAJIbHOM, OTPaXkatoTcs pasHble
TEHAEHUWN 1 B3rNabl Ha KMHO Kak MCKYCCTBO, pa3Brieye-
HWe UM OAWH N3 CNOCOGOB NOUTUHECKOW MponaraHbl.
KnioueBble cnoBa: COBETCKOE KMHO, METaKUHO, KNHO
0 KMHO, KNHO3PUTESb, KWHOMPOW3BOACTBO, KoMeaus, iropb
UnbuHcknin, FOpui XKensaby>kckuin
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The Motif of ‘Cinema about Cinema’ in Russian
Feature Films of the Second Half of the 1920s
Abstract. The article is devoted to the phenomenon that
has become quite widespread in the world cinema — films
reflecting on the nature of cinema, or ‘cinema about cinema’.
The motif of ‘cinema about cinema’ emerged in the early years
of cinematography and was often applied in order to add
comedy to films. However, even a simple joke, a cinematic
gag can become a starting point for reflections on what
cinematography is. Through the doubling of artistic reality,
filmmakers give rise to discussions about various aspects
of cinema: artistic, production, and sociological. Cinema
itself reflects on its own nature and is involved in heated
discussions between its theorists and practitioners.

The article analyses several Soviet feature films of the 1920s
which feature the motif of ‘cinema about cinema’. The post-
revolutionary 1920s became a special transition period
for the Russian film industry and cinematography, when
cinema, after the Civil War and the emigration of leading
film industrialists, was trying to revive in the new conditions
of state control. Young filmmakers who stood at the forefront
of cinematography through their unusual theories and
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experimental practice defined the new look of cinema.
However, not only manifestos proclaimed the new cinematic
aesthetics. Films such as The Cigarette Girl from Mosselprom
(1924), A Kiss from Mary Pickford (1927), and Blown-up Days
(1930), where the theme of making and showing films is
central, reflect different trends and views on cinema as art,
entertainment, and a way of political propaganda.
Keywords: Soviet cinema, metacinema, cinema about
cinema, moviegoer, flmmaking, comedy, Igor llyinsky, Yuri
Zhelyabuzhsky
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Mpepensi TenecHoro u metamopdo3sbi
naeHTu4YHocTu: «Myxa» [1. KpoHeH6epra
AnHoTaumsa. dunbm [. KpoHeH6epra «Myxa» (1986) uc-
cnepyetcs Kak ¢unocodckas anneropus, packpbisatoLwas
KNtoYeBble acnekTbl TeNECHOCTU, MAEHTUYHOCTU U rpaHuL,
Yenoeyeckoro. B LieHTpe BHUMaHWs — MeTamopdo3a Tena
rnasHoro repos Ceta bpanana B pesynbrare TexHonornye-
CKOro 3KCMepuMeHTa, MPUBEJLLErO K ero CISHUIO C Hace-
KOMbIM. B cTaTbe paccmaTtpuvBaeTcs,, Kak TefiecHas TpaHc-
dpopMaums BNMSIET Ha LLeNIOCTHOCTb CyGbeKTa U OCMbIC-
NMBaeTCs Yepes KOHLEeNUUn BOMNIOLWEHHOro CO3HaHMs,
dpeHoMeHOonornm 601e3HN 1 NOCTryMaHUCTUYECKOM KpU-
TUKW. MiccnenoBaHne onvpaeTcsl Ha COBPEMEHHbIE TPyl
B 06nactn embodied cognition, dunocodun KuHo, a Tak-
XXe Ha MHTepnpeTauun TenecHoro y>kaca (body horror) kak
KynbTypHOro cumntoma. Oco6oe BHUMaHWe yaeneHo de-
HOMEHY «npepaTenbCTBa Tena» U HapyLeHMo NPUBbIY-
HbIX FPaHULL MeXAy YenoBe4YECKUM N HeYE0BEYECKUM.
®dunbm aHanuanpyeTcs Kak Tparegust dpruanyeckoro pacna-
[a, B KOTOPOW BM3yanbHbIN LWOK CYXXUT CPEACTBOM Apa-
MaTu3aLumm OHTOIOMMYECKON HEYCTOMYMBOCTHY Tena. Moa-
Yyepkupaetcs, 4To «Myxa» o6Ha)kaeT GyHOaMeHTanbHyo
3aBMCMMOCTb CYGBEKTUBHOCTU OT GU3NYECKON 060NT0HKM
M CTaBUT NOJA, BOMPOC YCTOMYMBOCTb HYE/TOBEYECKOMN NAEH-
TUYHOCTM B 3MOXY TEXHOIBOIOLMN.
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Limits of Embodiment and Metamorphoses of
Identity: David Cronenberg’s The Fly

Abstract. David Cronenberg’s The Fly (1986) is examined
as a philosophical allegory that explores key dimensions
of corporeality, identity, and the boundaries of the human.
The article focuses on the bodily metamorphosis of the
protagonist, Seth Brundle, as a result of a technological
experiment that leads to his hybridization with an insect. The
author considers how bodily transformation challenges the
integrity of the subject and is interpreted through the lens of
embodied consciousness, the phenomenology of iliness, and
posthumanist critique. The study draws upon contemporary
scholarship in embodied cognition, philosophy of cinema, and
interpretations of body horror as a cultural symptom. Particular
attention is paid to the phenomenon of ‘body betrayal’ and
the disruption of established boundaries between the human
and the non-human. The Fly is read as a tragedy of bodily
decomposition, in which visual shock serves as a means of
dramatizing the ontological instability of the flesh. The film
ultimately reveals the fundamental dependence of subjectivity
on the physical shell and questions the stability of human
identity in the age of techno-evolution.

Keywords: corporeality, identity, embodied consciousness,
body horror, posthumanism, metamorphosis, philosophy of
cinema, D. Cronenberg
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ONUHHbBIA Kaap v ABUKEHUE KaMepbl: 3CTeTU4eCKUin
noTeHLuMan B3auMoaeicTBUA

AHHoTauums. CTaTbs NOCBSILLEHA UCCNIEN0BAHNIO 3CTETU-
4YeCKOoro noTeHumana AJMHHOro Kaapa Kak MHCTpyMeHTa
KMHOSI3bIKa Yepes3 pacCMOTPEHNE OLHOIO U3 KOMMOHEH-
TOB, y4acTByOLWMX B GOPMUPOBAHNM MHOFOYPOBHEBOM
CTPYKTYpPbI Kagpa, — ABUXKEHUS KaMepbl. [laHHbI KoMMno-
HEHT paccMaTpuBaeTCsi B HePa3pbliBHOW CBS3U C APYrUM —
aKLEHTMPOBaHHOW ANNTENIbHOCTbIO, YTO NO3BONSET FOBO-
PUTb O BbIPA3NTENbHBIX BOSMOXXHOCTSX MMEHHO NapTUTYpPbl
OBVXXEHNS KaMepbl, KOTopasi 06peTaeT ocoboe acTeTnye-
CKOe 3By4aHue B uanore ¢ TemMno-puTMmM4eCckMmMm oco-
6eHHOCTAMM Kagpa 1 06LLel apamaTtyprmen punbma. Baa-
VIMOB/USIHVE OBVKEHUS Kamepbl U AINTENIbHOCTU CMo-
CO6HO JOCTUraTh Pa3IMYyHOro pesynsrara: Bpemsi MOXeT
6bITb HUBENNPOBAHO ABWXEHWUEM MW, HA060POT, Hapo-
YUTO NOAYEPKMBATLCS UM U PaCcTArMBATLCS eLle CUibHee,
OHO CMOCOGHO CryLaTbCs U YBENNYMBATLCS, KaK nog ny-
oW, U CNPeccoBbIBaTLCA A0 OAHOIO MeTadhoprnyecko-
ro MFHOBEHUS UK cobbITUs. NMpumMepbl GrNbMOB, BbiGpaH-
Hble N5 aHanu3a B cTaTbe, MO3BOSIOT MPOAEMOHCTPUPO-
BaTb LUMPOKMUI (HO HE UCHEPNbIBAIOLLMIA) CNEKTP METOA0B
paboTbl C ABMKEHNEM KaMepbl B KOHTEKCTE ANNTENbHO-
CTU Kagpa. B pokyce BHMMaHMSA KapTUHbI PEXXMCCEPOB,
npUHagnexalmx K pasHbiM nepnogam 1 HanpasneHmam
B UcTOpUM KMHematorpada: M. Odtonbca, K. Muasorytu,
B. Tappa, C. LLinnnepa. [laHHbIV BbI6Op MaTepuana ans aHa-
NM3a NO3BO/ISET NPUBAN3UTLCS K PACCMOTPEHNIO 3CTETU-
4YeCKOoro noTeHumana aJIMHHOro Kaapa Kak MHCTpyMeHTa
KMHOS3bIKa. ATO AaeT BO3MOXHOCTb rOBOPUTL O AJIMHHOM
Kajpe Kak 06 0co60M Buae Kafpa, KOTOPbI 3a CHET aK-
LEHTMPOBaHHOW A/INTENIbHOCTUN B COBOKYMHOCTM C APYrn-
M1 GOpPMOO6PasyoLLIMMN KOMMOHEHTaMK CMOCO6EH CO3-
faBaTb COBEPLUEHHO NPOTUBOMONOXHbIE 3PPEKTbI: yCu-
NMBaTb 3PESIULLHOCTb UK NOrpyXaTb B CKYKY.
KnioueBble cnoBa: ABMKEHNE KaMepbl, A/IVHHBIN Kaap,
KMHOS3bIK, PUTM, MapTUTypa ABUKEHUS, TEMMOPUTM,
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The Long Take and Camera Movement: The Aesthetic
Potential of the Interaction
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Abstract. The article is devoted to studying the aesthetic
potential of the long take as an instrument of film language
through the consideration of one of the components
involved in the formation of the multilevel structure of
the take, which is camera movement. This component is
considered in inseparable connection with another one —
accentuated duration, which allows us to talk about the
expressive potential of the camera movement score,
which acquires a special aesthetic touch in dialogue
with the rhythmic features of the frame and the general
drama of the film. The interplay of camera movement and
duration can achieve different results: time can be levelled
by movement or, conversely, deliberately emphasised by
it and stretched even further, it can be condensed and
magnified as if under a magnifying glass or compressed into
a single metaphorical moment or event. The film examples
selected for analysis in this article demonstrate a wide (but
not exhaustive) range of methods for dealing with camera
movement in the context of frame duration. The focus of
attention is on films by directors belonging to different
periods and trends in the history of cinema: M. Ophiils,
K. Mizoguchi, B. Tarr, and S. Schipper. This choice of material
for analysis allows us to approach the aesthetic potential of
the long take as an instrument of film language. This makes
it possible to speak of the long take as a special kind of
take which, due to its accentuated duration in conjunction
with other formative components, is capable of creating
completely opposite effects: enhancing the visual appeal
or plunging into boredom.

Keywords: camera movement, long take, film language,
rhythm, movement score, temporhythm, M. Ophiils,

B. Tarr, S. Schipper, K. Mizoguchi
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O KpuTUKe MHPOPMaLMOHHOM LIeNu MeXAy
cosparenem u aputenem

AHHOTauums. HacToswias cTaTbs NPOAO/KAET CEPULo Ma-
TepUanoB, NOCBALLEHHbIX UCCNEA0BaHNIO PEeHOMEHA «UH-



XynoxkecTtBeHHas kynstypa N2 4 2025

$opMaLMOHHOTO LyMa» B 9KPaHHbIX UCKyccTBax. Paccma-
TpUBaeTCsi B3aMMOCBA3b KOMMOHEHTOB KOMMYHMKaTUB-
HOW Lienu «cospatesb — GUILTPbI — 3pUTENb» B KOHTEKCTE
COBpPEMEHHbIX 3KpaHHbIX Npon3BeaeHnii. iccnepytotes
0COGEHHOCTUN BO3HUKHOBEHWNSI UHHOPMALIMOHHOTO Lyma
B poLiecce aBTOPCKOro TBOPYECTBa, MPU NPOXOXAEHUU
KOHTEHTa Yepes pasnnyHble CUCTEMbI pUNbTpaLmm (oT Tpa-
OVLMOHHOM LIeH3ypbl 0 aNropuTMUYECKon Mogepauum),
a TakXXe Ha aTane 3puTenbCckoro socnpusaTtus. B pasne-
ne o co3paTtene U3y4altoTcs UCTOYHMKM LWyMa Ha aTane
TpaHchopMaLmm XyAOXKECTBEHHOTO 3aMbIC/a B ayAVOBU-
3yanbHOe NpousBefeHne, BKNoYas CyGbekTVBHbIE acnek-
Tbl aBTOPCKOW MHTEpNpeTaunm peansHocTn. B aHanmse
NMPOMEXYTOUHbIX GUNLTPOB paccMaTpUBaeTCs SBOJIIO-
LM OT TPAAVILIMOHHOW LIeH3Ypbl K arOPUTMUYECKON MO-
flepauvu 1 BIMsSHUE PeKoMeHAaTeNbHbIX CUCTEM Ha Me-
nvanaHawadT. B yacTu o 3puTene aHanna3npyroTcs Kor-
HUTWUBHbIE MEXaHU3Mbl BOCMIPUATUS 1 TpaHChopMaL s
KOHLeNnunn «atTpakunoHa» C. DnaeHwTeriHa B yCNOBU-
X HEIMHENHbIX 9KPaHHbIX UCKycCTB. [Npeanaraemas Mo-
nenb MHGOPMaLMOHHOM Lienn onupaeTcs Ha TeopeTnye-
ckune koHuenuum K. LLieHHoHa, C. Xonna n k. Munnepa,
[aeT BO3MOXHOCTb BbISIBUTb NOTEHLMANbHbIE TOYKM UC-
KaKeHust nHbopmaLnmn Npu nepepade XyaoXeCcTBEHHOro
3ambIcnia OT co3aaTens K 3puUTento B pasfinyHbiX popma-
Tax 9KPaHHbIX UCKYCCTB.

KnroueBblie cnosa: MHGOPMALMOHHbIN LyM,
MHPOPMaLNOHHas neperpyska, KuHemartorpao,
TeneBvaeHue, coumanbHas KOMMYHUKaLMS, LEHHOCTb,
3aMmbICes1, CTOPUC, KNUMbl, HENNHEWHbIE SKPaHHble
VCKYCCTBa, 3peMepPHbIA KOHTEHT, MOMEHTa/IbHOCTb,
NOAJIMHHOCTb, CUMYNISIKPbI
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On the Critique of the ‘Creator — Viewer’ Information
Chain

Abstract. This article extends the ongoing research on
the phenomenon of information noise in screen arts by
examining the interconnected components of the ‘creator —
filters — viewer’ communication chain within contemporary
screen productions. The study analyses the distinctive
manifestations of information noise across three critical
domains: the creator’s artistic process, intermediary filtration

826

systems, and the viewer’s perceptual mechanisms. In the
creator domain, the study explores noise origination during
the transformation of artistic conception into the audiovisual
expression, including subjective dimensions of authorial
reality interpretation. The filtration analysis traces the
evolution from institutional censorship to algorithmic content
moderation and examines the impact of recommendation
systems on media landscape formation. The viewer
domain investigates cognitive reception processes and the
transformation of S. Eisenstein’s theory of attractions within
non-linear screen arts contexts. The proposed information
chain model synthesizes C. Shannon’s information theory,
S. Hall’'s encoding/decoding framework, and G. Miller’s
cognitive processing principles to identify potential
information distortion points in the transmission of artistic
intent across diverse screen art formats.

Keywords: information noise, information overload,
cinema, television, social communication, value,

artistic conception, stories, clips, non-linear screen

arts, ephemeral content, momentariness, authenticity,
simulacra
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FeHeTHnueckoe apeso Bc. Menepxonbpa — oTKpbITUA
WU CTUNIUCTUYECKAA NTIOBYLLKA

LpeBo MeliepxonbfnoBo. l[eHeanormyeckoe opeso

Bc.3. Menepxonbaa: C60pHUK JOKYMEHTOB / ABTOP
Vaew, BCTYM. raBbl U KOMMEHT., pef.-cocT. B.d. KonsasuH.
M.: But-npuHT, 2024.184 c., un.

AHHOTauma. B paccy>kxgeHnn o HoBor MoHorpadum aHanm-
31pyeTCs BnevaTsiowWwmin UTOr MHOTONIETHUX UccnenoBa-
HWUIA N3BECTHOTO MCTOpMKa TeaTpa B.®. KonsanHa no cos-

[aHHble aBTOPOB. AHHOTaUMK

[aHuio reHeanornyeckoro gpesa Be.3. Menepxonbaa. Ha
6a3e BHYLIMTENbHOrO KOpryca apX1BHbIX, MaJIOU3BECTHbIX
M HEM3BECTHbIX MaTepuasnoB aBTOp PacLUNPSET B3NS4 Ha
6uorpaduio pexxmccepa v UCTOKM ero XyAoXKeCTBEHHOIo
MUPOBO33peHust. Npu BCcein NNoaoTBOPHOCTU paccyxie-
HWI1 O KHaLMOHaNbHOM reHETUYECKOM Kofe» B U3y4eHUn
MCKyCcCTBa eCTEeCTBEHHOHAYYHbIV ANCKYPC 3TOM Npobne-
MaTUKM BOCMPUHUMAETCS Kak cMenas runoresa.
KnroueBble cnoBa: Bc.3. Meliepxonbp, reHeanorus, reHe-
TUYECKNI Kop, UCKYCCTBO XX Beka
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The Family Tree of Vs. Meyerhold: Discoveries and

a Stylistic Trap

The Meyerhold Tree. Family Tree of the Vs.E. Meyerhold:
Collection of Documents / The idea, introductory
chapters, comments, and editorship by V.F. Kolyazin.
Moscow: Bit-print Publ., 2024. 184 p., ill.

Abstract. The review analyses the impressive result
of the multi-year research by the famous theatre
historian V.F. Kolyazin on the creation of the family tree
of Vs.E. Meyerhold. Based on a massive body of archival
materials, little-known and unknown, the author expands his
view of the director’s biography and the origins of his artistic
worldview. Despite the fruitfulness of discussions about the
‘national genetic code’ in the study of art, the natural science
discourse of this issue is perceived as a bold hypothesis.
Keywords: Vs.E. Meyerhold, genealogy, genetic code, art
of the 20t century
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