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NMPUBETCTBUE OT MMEHU IOHECKO
YYACTHUKAM MEXXOYHAPOOHOW KOH®EPEHLIUA
«ABAHIAPQ U KYNbTYPbI: UICKYCCTBO, AN3AWUH, CPEOA»

OenpeB bapapuy
Ounpektop Bropo KOHECKO B Mockee, MNMpeactasutens KOHECKO B AsepbarigxaHe,
Apmenuun, benapycu, Pecnybnuke Mongosa n Poccuiickon ®egepauum

BakaeMble ydacTHUKU KoHbepeHuu! Jlamer u rocroga! JIjis MeHs SBISIETCS OCO-

00l 4ecThIO0 HANPAaBUTh MPUBETCTBHE B a/IpEC YYACTHUKOB U OPTaHU3aTOPOB Mex-

JTyHApOJTHOW KOH(EPEHIIMH «ABaHTapi W KyJbTypbl: UCKYCCTBO, IH3aiH, cCpeaay,
tak kak bropo FOHECKO B MockBe npuHUMAalIo caMO€ HEMOCPEACTBEHHOE y4acTHE B Op-
raHW3allMk U TIPOBEJICHUN AToi KoH(pepeHnmnu. Mue npustHo, uro Kondepenius npuypo-
YeHa K Mpa3gHOBaHWI0 BceMUpHOro AHsS KyJIbTYpPHOTO Pa3sHOOOpaszus BO MMsS JHAora U
pa3BUTHS, U TEHJICHIIMU PAa3BUTHS COBPEMEHHOI0 UCKyccTBa cTpaH EBpornbl B KoHIE XX —
Hauvasne XXI Beka OyayT paccmarpuBarbes B KoHTekete Konsenmmu FOHECKO 06 oxpane
Y TIOOIIPEHUH pa3zHooOpa3usi GopM KyJIbTYPHOTO CAMOBBIPAKEHUSI.

OfHUM U3 BaXKHBIX CTPATErHUECKUX MPHOPUTETOB B cdepe KynbTypsl it FOHECKO
SIBJSIETCS TIOAJIEPKKA KyJIbTypHOTO pazHooOpasms. YcraB FOHECKO craBut nepen opra-
HU3aIMeN J1Be 3a/a4M: «00ecneunTh rocyJapCcTBaM-wieHaM COXpaHEHHE CBOEoOpa3us MX
KyJbTYPBI» U «CIOCOOCTBOBATH CBOOOJHOMY PAacIpOCTPAHEHHIO WJEH CIOBECHBIM M H30-
Opa3UTEIbHBIM ITyTEM.

Takum 00pa3om, yBaXeHHUE KYJBTYPHOTO Pa3HOOOpa3usi M CBOOOJBI BBIPAKECHUS CUH-
TAIOTCSl OCHOBHBIMH CPEICTBAMHU JOCTHXKEHUSI €IMHCTBA B pazHooOpasuu. CTpemieHue K
TaKOMY €IUHCTBY JIe:KUT B ocHOBe AesitenbHocTd FOHECKO, koTOpas oTrcranBaer paBeH-
CTBO BCEX KYJBTYp, 3alUMIIACT KYJbTypPHOE HACJEAME HAPOJOB, Pa3BUBAET MEKKYJIbTYp-
HBII TUAJIOT U yBa)KeHUE KYJIbTYPHBIX MIPaB.

3ammra KyJbTypPHOTO pa3HOOOpasusi UMEET JABOMHYIO 1IeJIb: C OJTHOW CTOPOHBI, obecrie-
YiBaTh FAPMOHUYHOE COCYILIECTBOBAHUE JIIOJIEH, MPOUCXOIANINX M3 PA3HBIX KyJIbTyp U
KHUBYIIMX Ha TEPPUTOPUH OJTHOTO TOCYAAPCTBA, a C IPYroil CTOPOHBI, 3alIUIIATh Pa3HO00-
pasue TBOPYECTBA, T.€. MHOT000pa3ue (OpM BEIpAKEHUS KYJIbTY].

Pemas 3Ty 3aga4y Ha ypOBHE TEOPUH, MPAKTUYECKUX JECHCTBUUA U IOPUIAUYECKUX HOPM,
FOHECKO B 2001 romgy eauHoriacHo mpuHuUMaeT Bceoowyro dexnapayuro FOHECKO o



KYIbMYpPHOM pazHoobpaszuu. ITO — NEPBbI MeXTyHapOIHBINH MPAaBOBONH MHCTPYMEHT, IO-
CBSIIICHHBIA KYJIBTYpPHOMY pa3sHOOOpa3Wio BO Bcex ero (opmax, Takux Kak, Hampumep,
KyJIbTYpHBIH IUIIOpaIN3M, KyJbTYpHbIE IpaBa, MEXIyHApOJHAas COJIMJIApHOCTh. [leknapa-
IIUs1 BO3BOJIUT PazHOOOpa3ue B paHT «00we2o0 Hacieous 4eiosedecmeay M ONpeNeNsieT ero
3alIUTYy KaK 3TUYECKYIO MPEpOraTUBY, HEOTAEIUMYIO OT YEJIOBEUECKOro JOCTOUHCTBA.

B 2005 rony FOHECKO npunumaer Kongenyuio 06 oxpame u noowpenuu pazHooopa-
3us hopm KynibmypHo2o camosvipadicenusi, Kotopas BcTynuia B cuiny 18 mapra 2007 roga
OcHoBHOI 1Ienbi0 KOHBEHIIMY SIBIISIETCSI OXpaHa M MOOMIPEHHE pa3HOo0pasus GopM KyJilb-
TYpHOT'O CaMOBBIPAXKEHUS, BOILJIOLICHHBIX B «KYJIbTYPHOH NIEATENBHOCTH M KYJbTYPHBIX
TOBapax M yCiIyrax, KOTOpbI€ U SIBJISIOTCS clIoco0aMu Mepeaun COBPEMEHHOM KyJIbTYPhI».

Ecnu Jlexknapamus 2001 rona oxpaHsieT pasziauyHble (JOPMbI CAMOBBIPAXKEHUS YeJIOBE-
YecTBa C TeM, YTOOBI 00ECTICYNTh UX Mepeavy U3 MOKOJICHUS B MOKOJIeHUs, TO KoHBeHIMs
2005 roja mpu3BaHa OXpaHATh U pa3BUBaTh pa3HOOOpa3ue GOpPM KyJIbTypHOI'O CAMOBBIPA-
JKCHHS, TPOU3BEICHHUS WHIWBUAYAIBHOTO WJIM KOJUIEKTUBHOTO TBOPYECTBA, POKIACHHBIC
COBPEMEHHBIMU TE€HAECHIMAMHM KyJIbTypbl. OHa CTaBUT mepes co0oi 3amady co3naTh Oaro-
NPUATHYIO CpeAy JUIS TOTO, YTOOBI MSATh HEPA3PHIBHBIX 3B€HHEB OJTHOW IIETIOYKU — TBOpYE-
CTBO, ITPOM3BO/ICTBO, PACIPOCTPaHEHUE, JOCTYI U MOJIb30BAaHUE KYJIBTYPHBIMH O0BEKTaMU
— IPUHOCWIN MOJIb3Y BceMy o0miecTBy. KoHBEHIMs HampaBjieHa Ha CO3JAaHHUE TaKOH mpa-
BOBOM 0a3bl, KOTOpasi criocoOcTBOBaa Obl MPOU3BOJICTBY, PACHPEACICHHUIO U PAaCIpPOCTpa-
HEHHIO KYJBTYPHBIX TOBAPOB M YCIIYT Pa3IMYHOTO MPOUCXOXKICHUS, a TAK)KE CBOOOTHOMY
JIOCTYITy K HUM BCEX, 0€3 UCKIIIOUECHHUS.

Onupasich Ha TEOPETUYECKHHA W TMPAKTHYECKUH OMBIT, HOPMATUBHBIE JOKYMEHTHI U
npyrue pecypebl, KOHECKO mpu3sbiBaeT rocynapcTsa, rpaxaaHcKkoe 0OIEeCTBO M Hay4-
HYIO OOIIECTBEHHOCTH JIeJaTh BCE BO3MOXKHOE IS TOTO, YTOOBI BCE OOraTcTBO KYJIb-
TYPHOT'O pa3HOOOpa3us CTaJ0 HEMOBTOPUMBIM MPOCTPAHCTBOM JIMAJIOTa M B3aUMOIIOHHU-
MaHUSI.

Hapneroch, uto npoBeneHre KOH(EPEHIUN «ABaHTap U KyJIbTypbl: HCKYCCTBO, AU3aiiH,
cpena» Oyner cmocoOcTBoBaTh 3TOW menu. [lo3BoibTe MHEe moxenaTh Bam ycmemrHoro
poBeIeHUs KOH(epeHnH.



BbICTYNNEHUE NPEACEOATENA HALUMOHAIIBHON KOMUCCUU
PECNYBJINKU BENAPYCb MO AEJIAM IOHECKO B. CHACTHOI O

Bakaembldl [Ipencenarens! YBaxkaembie wieHsl kKoHpepeHuu! [1o3BoapTe MHE OT
nmenn HanmonansHoit komuccuu no aenam KOHECKO noxenars Bam miog0TBOp-
HOTO 00CY’KICHUS BKIIOUEHHBIX B ITOBECTKY JIHS TEM.

[Tpu n3yueHnn nporpamMMbl KOHQEPEHIIMY MOKET BO3HUKHYTh psAJl BoIpocoB. [louemy
OHa mpoBoAuTcs B bemapycu, moueMy MMeEHHO B 3TH IHU M npudem 3aecb IOHECKO?
JlomkeH, mpaBjia, OrOBOPUTHCS, YTO MOJOOHBIE BOIPOCHI MOTYT BO3HUKHYTH y T€X, KTO
CEpbE3HO HE 3aHMMAJICS BOIIPOCAaMH aBaHrapaa. Benb HEBO3MOXHO OTAEIUTH TBOPYECTBO
MarneBuua-cynpematicra oT Burtebcka, apxutektopa-HoBaropa Jlanr6apna ot MwuHCKa,
sapkux npeactaButeneil [lapuxckoil mkonsl B uckyccre Illarana, Cyrtuna, bakcra, Ku-
konHa, Kpemens, banrnes, MemanuHoBa — OT 0enopyccKUX TOpofoB M MecTedek. Mx
TBOPUYECTBY IOCBSIIEHBI MHOIOYHCIIEHHBIE MOHOrpaduu. Ho He cymecTByeT nu npu 3ToM
OINaCHOCTh My3ee(UKaIH, KaK HU NapaJOKCAIbHO 3TO 3BYUYHT, aBaHrap/a.

OpnHaxxapl B CEMUAECATHIX TOJax y’Ke IPOIUIOro BeKa MHE MONall B PyKH KaTajor Bbl-
CTaBKU COBPEMEHHOI'0 ()paHIly3CKOI0 UCKyCCTBa, MpoBoauBLIeiics B 1928 roxy B Mockse.
Kak mo0omy xutento CCCP, cBbIkIIeMycsi ¢ H30JMPOBAHHOCTBIO OT COBPEMEHHOT'0O 3apy-
0EXHOTr0 HMCKYCCTBa, ObUIO HEOOBIYHO MPOYHMTATH BO BCTYMUTEIHHON CTaThe HAPKOMA II0
npocseleHnio A. JlyHagapckoro MbIcib 0 HEOOXOAMMOCTH BHUMATEIbHO 3HAKOMHUTHCA C
9BOJIIOLIMEN HMCKYCCTBAa B PA3IMUHBIX CTpaHax 3amazaa. Tam ke mpesuneHt ['ocyaapcTBen-
HOM akanemun xynoskectBeHHbIX Hayk (I'AXH) II. Koran ceryer mo moBogy TOro, urto
«...TIPOJIOJDKUTEIBHBIN TIEPEePhIB KyJIbTYPHOTO 0OMEHA, BBI3BAHHBIN BOWHON M PEBOJIOIHN-
€H, yrpoXaeT HalllMM XpaHWIMILAM 3aIlaJHOr0 UCKYCCTBA CEPbE3HOM OIACHOCTBIO; U3 MY-
3€€B COBPEMEHHOI'0 MCKYCCTBAa OHM MOTYT MPEBPATUTHCSA B My3€U UcTtopudeckue». Orop-
YEHHE UCKYCCTBOBEA HE MOTJIO HE BbI3BATh BO BTOPOM IIOJOBUHE J1BaJLIaTOrO BEKa UPOHU-
YEeCKOM YIBIOKH.

Ho Ha cMeHy MOIUTHYECKUM yrpo3aM KyJIbTypPHOMY pa3HOOOpasuio MPUXOIAT ApYyTHeE,
noxainyi, 6onee ycroiuusle. Tenepp yxke COBEPLUIEHHO OYEBHIHO, YTO IIpOLECcC r100au-
3allUY HapSAAY C MOJOKUTEIbHBIMHU PE3yJbTaTaMH MOKET UMETh U OTPULIATEIbHOE BO3IEH-
CTBHME Ha KyJbTYypHOE pa3HooOpasue. B To BpeMs Kak COXpaHEHHE KyJbTYPHOI'O pa3HOO0-
pasus SABJISETCS OJHUM M3 INIaBHbIX HanpasieHuil nesrensHoctd FOHECKO. Ilpu atom He
UJET pedb 0 My3eehHUKaIlH, a O Pa3BUTHH KYJIBTYPHBIX 0COOCHHOCTEH, 00eCTIeYMBAIOIINX
00raTcTBO U MHOIr00Opa3ue MUPOBOM KyJIbTYpbl, OCHOBAaHHBIX Ha JUAJIOTe MEXIY LIUBUIH-
3alUSAMM, @ 3HAYUT U HA YMEHUU )KUTh BMECTE B MUPE U COTPYIHUYECTBE.



OpHUM U3 HEHTPANBHBIX ITyHKTOB MOBECTKH AHs 33-i ceccun [ 'eHepanbHOI KOH(epeH-
nuu FOHECKO crano o6cyxnenue npoekra KoHBeHnn 00 oxpaHe pa3HOOOpasus KyJib-
TYpPHOT'O COZEpKaHUS U (OPM XyJ0KECTBEHHOTO camMoBbIpaxkeHus. [lonasistomiee 60ib-
IIMHCTBO JIeJIeraluil Ha BCeX dTanax oO0CY’KIEHMsI, BBIpaOOTaHHOTO Ha OCHOBE KOHCEHCYyca
TEKCTa KOHBEHIIMH, BBICTYMAJIO 3a €ro 0e30T1araTeabHoe IpUHATHE. DTO CTpeMIIeHUE ObIIO
BBI3BAHO JKEJIAHUEM T'OCYJIapCTB-WICHOB UMETh BO3MOXXHOCTh IIPUHATHS MEp, HalpaBJICH-
HBIX Ha OXpaHy ¥ MOOIIPEHHE pazHooOpa3us (GopM KyJIbTypHOTO CAMOBBIPAKEHHS Ha CBO-
€l TEeppUTOpPHM, HA NPENOCTABICHUE HAILMOHAJIBHONW MHIYCTPUM KyJIbTYypbl JOCTyHa K
CpeJICTBaM IPOU3BOJICTBA, PACIIPOCTPAHEHUS U PACIPEIEICHUS KyJIbTYPHON NEATEIBHOCTH
U KyJIbTYPHBIX TOBapoOB U ycIyrT. benapych, HaxoasCh Ha epeKpecTKax KyabTyp U LIUBUIIH-
3alliid, OAHOM M3 NEPBBIX NPUCOEAMHUIACH K 3TOM KOHBEHLIUH, €UIe Pa3 IPOJEMOHCTPUPO-
BaB CBOE CTPEMJIEHUE COXPAHUTH CBOM KYyJbTYPHBIE TPAJHUIMH, OCTaBasCh B PyCJIE MHUPO-
BOU KYJIBTYPBI.

U me1 6naropapusl bropo OHECKO B MockBe 3a pelieHue okas3aTb COJeCTBHE MPo-
BEJICHNIO B MUHCKe KOH()EPEHIIMH MO0 BOIIPOCaM KYJBTYpbI, IPUYpOUYEeHHOU KO Bcemup-
HOMY JIHIO KyJIbTYPHOIO pa3HooOpa3usi BO UMs Auajora U pa3BuTus. be3sycinoBHo, Hema-
JIOBaXXHYIO POJIb 37€Ch CHITpall 3acCiIy’>KCHHBIM aBTOPUTET WHUIMATOpPA KOH(PEPEHIUU —
['ocynapcTBEHHOrO MHCTUTYTa YIpPABJICHHS U COLMANIBHBIX TexHoJorui bemopycckoro
roCy/1lapCTBEHHOI'O0 YHUBEPCUTETa, B YaCTHOCTU ero kadeapsl uckyccTB U LleHTpa BH3y-
aJIbHBIX UCKYCCTB.

[To3BosBTE BBIPA3UTh HAJEKIY, YTO IOCIIE 3aBEPIIEHHS KOH(DEPEHIIUH Y €€ YIaCTHUKOB
HE OCTAHETCS COMHEHHMH OTHOCUTEJIBHO TOTrO, IIOYEMY OHa MpoBoJwiIachk B bemapycu, no-
yeMy UMEHHO B 9TH 1HU U npudeM 31ech FOHECKO, a cama koH(pepeHIHs CTaHeT emle of-
HUM LIaroM B Ji€J€ aKTUBU3ALUKN MEXyHapOJHOIO COTPYIHUYECTBA B 001IACTU U3YUYEHHUS
aBaHIap/a B UCKYCCTBE — OJIHOTO U3 CaMbIX SIPKHX SIBJIEHHUH B KyJIbType XX Beka.

biaronmapro 3a BHUMaHUE.
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NMPUBETCTBUE YYACTHUKAM MEXOYHAPOOHOW HAYYHOMU
KOH®EPEHLUUU «ABAHIAPL U KYIbTYPbl: UCKYCCTBO, OU3AIH,
CPEOA» OUPEKTOPA TINOCYOAPCTBEHHOIO UHCTUTYTA YTPABJIEHUA
N COLUMUAIbHbIX TEXHONOMA BIrY NMPO®ECCOPA [1. BPUrALOMHA

PUBETCTBYS YYACTHUKOB KOH(EpEeHIIMH «ABaHTapl W KyJbTYPbl: HCKYCCTBO, JIH-

3aifH, cpeiay, Xouy mokejaaTh Bam miogoTBOpHOM paboThl, HHTEPECHBIX BCTPEH.

Hama kondepenuus nocpsimeHa BceMupHoOMy THIO KyJIBTYpHOTO pa3HOOOpas3us
BO MM Juajnora u pa3Butus. Kak M3BECTHO, B 3BONIONUU KYJIbTYPhl €CTh MEPUOIBI CIIO-
KOWHOI'O0 M TOCTYIATEIbHOTO Pa3BUTHSA — HAKOIUIEHWS M CHCTEMATHU3alUU KyJIbTYPHBIX
¢dbopM, a eCTh MOBOPOTHBIE ATAIbl, KOTJa UCKYCCTBO M KYJbTypa M3MEHSIOT CBOU KO U
HaIMpaBJICHHOCTh Pa3BUTHS. TakuM SPKUM SIBJICHUEM CTall XyJ0’KECTBEHHBIM aBaHTap/l
XX croneTus.

XyI0KeCTBEHHBIM aBaHTap/ MOJYyYHJI UHTEPECHbIE U YHUKAJIbHBIE MPOSIBICHUS B KU-
BOIIUCH, apXUTEKType, AU3aiiHe, My3bIKe, Tearpe u KuHO. OH TOBIHSIT Ha BeCh 00pa3 cpeibl
u cTwiIb XU3HU XX Beka. [lo3ToMy ocMbICiieHHe aBaHrapaa — 3TO MOCTH)KEHHE MCTOKOB
Hareil coppemMeHHOcTH. COXpaHeHUE U pa3BUTHE pa3HOOOpa3usi GopM KyJIbTypHOTO caMo-
BBIpKEHUS ceiiuac 0COOEHHO aKTyaJbHO.

Kak cerogHs cooTHecTH yHHBEpcaibHbIE [IEHHOCTH YEJIOBEYECTBA M MPOIECcChl Toba-
TU3anuu ¢ 00pa3oM KyJbTyphl pernona? Bo BpeMs KoH(MEpEeHIIMH WCCIICIOBATEId H XY-
JO)KHUKUA CMOTYT OOCYIUTH 3TH MPOOJIEMbI, CMOTYT YTOUYHUTh UCTOPUUYECKYIO CHEIUPUKY
aBaHrap/ja.

NHTepec k MCTOpUM MCKYCCTBA aBaHTapJa HENb3sd OO0BSICHUTH «KapyCEIbI0 MOJBD.
Onoxa Ilukacco, Manesuua, Matucca, Kanaunckoro, Knee, bpauky3su, lllarana, bpex-
Ta, AnoJuIMHEpa OKa3zajia OTPOMHOE BIMSHUE HA Pa3BUTHE MUCKYCCTBA M U3MEHEHHUE Ha-
HIUX MpeICTaBIeHHUI 00 UCKycCTBE. B 3TOM KOHTEKCTE OCMBICIEHUE UCKYCCTBA U KYJIb-
Typbl benapycu XX crosieTusi B ee aBaHrapAHbIX MPOSBICHUSAX MPEACTABISAETCS BEChbMa
aAKTyaJ bHbBIM.

B atom roay Bcrynmia B cuny Konsennmst KOHECKO 06 oxpane u moomnipeHun pa3Ho-
oOpaszusi GopM KyJIbTYpPHOTO CaMOBBIpaKeHUS. MBI HajJieeMcs, 4TO MEXIyHapOJHAs KOH-
dbepeHnus «ABaHTap]l W KyJbTyphl: UCKYyCCTBO, TU3aliH, cpena» OyIeT CrnocoOCTBOBATH
PaCUIMPEHHUIO HAYYHBIX MCCIEAOBAHUI MHOTMX BOXKHEWMILUX JJIs HAIIeW KyJbTypbl, HCKYC-
CTBa M U3aiiHa IPOOIIEeM.
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ABAHIAPO N «<ABAHTAPObI»
B MICKYCCTBE U NPOEKTHOM KYJIbTYPE XX BEKA
(BBeageHue)

. OyxaH

Kadpeqpa UCKyCcCTB

CoCcynapCTBEHHOMO MHCTUTYTA YNpPaBeHUs N CoLManbHbIX TEXHOOMMN
Benopycckoro rocyaapcteseHHoro yHusepcuteta (MuHCk)

OCHOBE aBaHrap/ia — OTKPBITOCTh IO MPEOJOJICHUI0 CHOPMHUPOBABIIETOCS 0Opa3a

IIPOCTPAHCTBA U BPEMEHU M YTBEP)KIICHUE He-0bl6uiec0 — YCUIUE OJHOBPEMEHHO

TUTAHUYECKOE M TUTAHOOOpYECKOe, YTBEPXKAAIOIIee U BCE XK€ MpeIdyBCTBYIOLIEE
CBOM HEJIOJITUH BEK W CBOIO OOpedeHHOCTh. Ecim aBaHrapa CBOMM 3KCTAaTUYECKUM TOPHI-
BOM 3aCTaBJISIET B3JPOTHYTh IT'PAaHUIIbI KYJIbTYPBI, TO €r0 IOCTOSIHHBIN /[py2oil — KITaCcCUKa —
UX BHOBb M BHOBb yNOPSA0YMBAET U TaPMOHU3HUPYET, MOJIEMUYECKU OTBEpPrasi, OCMBICIIAA U
UCTIONB3YS TO, YTO OBLJIO CO3[aHO aBaHTapAHBIM MOPHIBOM. B OCHOBe aBaHrapja — OTKpHI-
TOCTb, IBU’KEHUE U HCUYe3HOBEeHHE. Hey TMBUTEIbHO MO3TOMY, YTO MOHSATHE «aBaHTapAa» —
OJTHO M3 HanboJsee 3HAYMMBIX U B TO K€ BpeMs HaMMEHee MPOsSCHEHHBIX MOHATHI HCKYCCT-
Ba U npoekTupoBaHus XX Beka. OTHOCUTCA JU OHO MCKJIIOUUTENBHO K XYJ05KECTBEHHBIM
teaeHIsIM 1910-1920-x rooB (MMEHHO TEHICHLUSAM, HOO KaKk BeCbMa HPOHUYHO BBIpa-
suncst [Bun KOTTUHITOH, TO, YTO MBI OTHOCHM K aBaHTapay — 3TO MPOJYKT TBOPUYECKOM
AKTUBHOCTH HECKOJIBKUX JIECATKOB apT-PEBOIOIIMOHEPOB HA (DOHE BIIOJIHE CTAOMILHON XY-
noxecTBeHHOM nmaHopambl EBpomnbl 1910-1920-x rogoB, pa3BUBaBIICCA B pyciie KJIAacCH-
YEeCKHUX TeHICHLUH, HEO-CUMBOJIM3Ma, CAJIOHHBIX (opM U T.1.)? Vnu ke moJ1 «aBaHTapI1oM»
MBI TIOJIpa3yMeBaeM B3pbIBHbIE IEPUOJIbI BO BCEM HOBEWIIEM HCKYCCTBE, U TOTJA CTaTyC
aBAaHTAPAHOIO JIOJDKHBI MOJYYHUTh TAKUE SPKHUE MM30[Ibl, KAK POXKACHUE aMEPUKAHCKOIO
a0CTPaKTHOTO JKCIPECCHOHU3MA WM (POpMUpOBaHUE «HUCKyCCTBa mocie ¢umocodumy —
koHnentyammsma Jixoseda Komyra i apyrux?' SIBisercst i1 aBaHrapaHBIM TOIBKO XyI0-
’KECTBEHHBIN IpOLIecC, WIH K€ aBaHrapaHoe (GopMooOpa3zoBaHHE MaKCUMAIbHO 3aXBaThl-
BaeT IPOCTPAHCTBO YEIOBEYECKOTO CYLIECTBOBAHUA?

Haxkowner, siBisiercs u (eHOMEH aBaHrap/a BbIPa)KEHUEM MPOLIECCOB PEBOTIOIMOHHOTO
KpYILEHUS COLIMATIbHO-XYJOKECTBEHHBIX YCTOEB, WM K€ aBaHTap[ BbIPAKAET 3HAUUTEIIbHO
OoJiee CIOXKHBIE CIIOMBI ¥ Oudypkarmu Mupa u oopaza mupa? IlocienHsas TpakToBKa HaM
KaxxeTcs: 6osiee MpenOYTUTEIbHOM: B OCHOBE aBaHTapIHOTO UMITYJIbCa — Pe3Kasi CMEHa Ta-
paaurMaTHKU OBITUS, KOTJA CYIIECTBYIOMIUN A3BIK KYJIbTYphl YK€ HE B COCTOSSHUM BbIpa-
3UTh HOBBIE POKJAIOLIMECS CMBICIBI (JYXOBHBIM COLMOKYJIBTYPHBIN onbIT). He cimyuaiino
A3BIK aBaHTapAa (OpPMUPOBAJICS B CIOXKHOM KOHTAKTE€ C HOBBIMU HAYYHBIMHU MapajurMaMu
(He-3BKJIMJIOBBIMHU T'€OMETPHUSIMH, OEPrCOHU3MOM, HIESIMH OTHOCHTEIBHOCTH U Jp.), B TO-
MCKax HOBBIX O3HAYAIOIIMX JIJIS ellle TTOKa He JIO KOHIA SICHBIX 03HAaYaeMbIX.

' MeTonomnorudeckuii mpuMep s paccMOTpeHHs (EHOMEHA aBaHrapaa M «aBaHIapAOB» HAM MOXKET [aTh
Kilaccuueckasi mo3fusisi pabora OpsuHa [lanodcekoro o Peneccance m «peHeccaHcax» B HCKyccTBe EBpormbl
(1960). IIpoGiema, mocTaBiIeHHas! BBIIAIOMIMMCS UCTOPUKOM HCKYCCTBAa 110 OTHOLIEHHIO K HCKyccTBY Penec-
caHCa, — KaK COOTHOCATCSl Pa3inyHble (POPMBI «PEHECCAHCHOCTH» B eBpomelckoM HckycctBe XI-XVI BB. —
CBOUM METO/IOJIOTMYECKUM PAKypCOM OUeHb OJIM3Ka MpoOiieMe «aBaHTapAoBy.
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Ha «aBaHrapaHom uUMIyjIbce» XOTeI0Ch Obl OCTaHOBUTHCA Ooiiee moapodHo. [lox «um-
MyJIECOMY ST HIMEIO B BHJLy KPYT OOLIHMX JJIst KyJIBTYPBI UICH, CMBICIIONOPOKIAIOIINX MUPO-
BBIX «OM]ypKanuii», MoJ BO3IEHCTBUEM KOTOPBHIX ()OPMHPOBATIOCH aBaHrapJHOE MHPOIIO-
HUMaHHE — He TOJBKO KaK (hOpMaIbHO-XYI0KECTBEHHAS CHCTEMA, HO, TIPEXK/IE BCETO — KaK
HOBasl TOMOJOTUS KyJbTypbl. K TakuM HMMITysbcaM CII€yeT OTHECTH HOBBIE IPOCTPAHCT-
BEHHO-BPEMEHHBIE MOJIEIHN HE-3BKJIMJIOBBIX T€OMETPUI U OTHOCHUTEIBHOCTH, «YETBEPTOE U3-
MepeHue», anTpornocoduio u KocMonoruio pyodexxa XIX—XX BB. Jlns Toro, yToObl Mmposic-
HUTb CMBICJIONIOPO’KJAIONIEE 3HAUCHUE aBAHTap/la U €ro TECHYIO CBSI3b C HOBBIM MHUPOIIOHM-
MaHHeM, s OCTAaHOBJIIOCh KPAaTKO JIMIIb HA OJJHOM M3 aBaHTapIHBIX UMITYJIbCOB — OEPICOHU3-
Me, cienyst nonnManuto JKuns Jleneza u Mapka Antiauda, paccMaTpUBaBIIUX OEPrcOHU3M
HE TOJIBKO Kak (unocodcrBoBanre AHpU beprcona, HO U Kak XapakTep MBILIUICHUS U JJaXe
mode de vie FNOXM.

JelictButensHO, HU oAHa U3 (¢uiaocodcko-TBOpUeCKUX uaei ¢umocoduu pyodexa
XIX—XX BeKoB Tak HH OJHM3Ka MHUPOOINYIICHUIO (DOPMHPYIOIIETOCS aBaHTapa, Kak uies
0eprcoOHOBCKOTO ’KU3HEHHOI'O MOPBIBA, WM JKU3HEHHOT0 uMnyibca — élan vital [10]. Unen
AHpu beprcoHa He HaxXOJAT NPSMBIX AHAJIOTMH B COBPEMEHHOW €My XyJ0KECTBEHHOU
KyJIbType — OHa 3HAUYUTEJIbHO MOILIHEE U MPOH3UTENbHEE CBOUX INIACTHYECKUX «OTOOpaxe-
Hul». «HenpepsiBHass mMenoaus BHyTPEHHEHN KU3HU, KOTOpask TAHETCS, KaK HeleauMmas, OT
Hayajla O KOHIIA HAIIEr0 CO3HATEJIBHOTO CYIECTBOBAHUS», C MOPA3UTEIILHON MHTCHCHB-
HOCTHIO MpOAyMbIBajlach beprcoHoM Ha MPOTSKEHUM BCEH €ro MHTEIEKTyaJbHON Ouo-
rpaduu, pacIMpssiCh OT «IICUXMYECKOI0» O BCEMHPHOU JIUTENBHOCTU. [IpocTpaHCcTBO B
MHTEpIpeTanuu beprcoHa mnpeacraer TEMHOM CHIION, pa3jararolled MOpBIB U JKHUBYIO
JUIMTEIBHOCTD. MCYMCIMMOCTD M TUCCOLMALMUPYIOIas CHla IPOCTPAHCTBA MPOTUBOIIO-
JI0)KHA €CTECTBEHHOM JUTMTEIBHOCTH: «MBI HCTIBITAIIN ObI H3yMJICHUE, €CIH Obl, pa30UB paMKH
A3bIKA, MOCTAPAINUCH OBl MOCTHYb HALIM MOHATHS B UX €CTECTBEHHOM COCTOSHUHM, KAaKUMU MX
BOCIIPMHUMAET CO3HAHUE, OCBOOOXKIEHHOE OT BIAacTh mpocTpancTBay [2, c. 109]. IlpocTpan-
CTBO B OeprcoHusme 1noao6Ho I1naToHoBOM MaTepuy, NpOHUKask B KOTOPYIO MJI€U JIUIIAIOT-
Cs1 CBOEH KMBOTBOPHOM YHEPTHH.

OtHomenue camoro beprcona k crmocoOHOCTH XyH0XKECTBEHHOIO TBOPEHHUS «yAEp-
KaTb» KUBYIO JUIMTEIBHOCTh MPOTUBOPEUNBO: C OAHON CTOPOHBI, XyJO’KHUK CIIOCOOEH pa-
30pBaTh «MCKYCHO COTKaHHOE ITOJIOTHO HAILIETO YCIOBHOTO «» U OTKPBITH O] €r0 BHEUI-
HEl JIOTMKON €ero JeHCTBUTENbHYI0 aOCypIHOCTb, MOKa3biBas OECKOHEYHOE B3aWMOIIPO-
HUKHOBEHUE U UTPY THICSYM HIOAHCUPOBAHHBIX NEPEKUBAHUMN, OTHAKO, C APYTON CTOPOHBI,
pa3BopayuBas Hallle YyBCTBO B OJJHOPOJHOM BPEMEHU M OBHELIHSAA €T0, XyJAOKHUK CO31ACT
TOJIbKO meHb (BbiaeneHo MHow — WM. J1.) atoro uyBctBa [2, c. 107]. [lo3anee DMMaHI03b
JleBuHac 00OCTPUT 3Ty TEMY HCKYCCTBA KaK TEHU OBITHA — XYJ0KECTBEHHOE TBOPEHHE B
€ro TPaKTOBKE MpPEACTaHET HEKMM OOMaHOM, MOJMEHOM, COOIa3HOM 110 OTHOILEHHIO K U3-
HavajlbHOMY OBITHIO U MUpPY TBopeHHs. OqHako beprcon O6buT BecbMa Janek OT TaKOro OT-
HOILIEHUS K MCKYCCTBY, KaK COBPEMEHHOW BEPCUU UI0JI0-TBOPEHUS, IEPEBOJALIECTO KUBYIO
ITyJIbCALIMIO MOJAJIMHHON PEAIBHOCTH B BEYHO JJISLIEECS «MEX-BPEMEHBE» XY10KECTBEHHO-
ro oOpa3a; OH JIMILIb yKa3blBaeT Ha CHEHM(PUUECKHI XapaKTep HCKYCCTBa, pasjararoliero
aKTyaJIbHYI0 JUIMTEIBHOCTb B CTPYKTYPUPOBAHHYK OJHOPOJHOCTb XYJOKECTBEHHOI'O Bpe-
MEHHU U XYJ0KECTBEHHOTO MPOCTPAHCTBA. beprcoH, BMECTe ¢ TeM, MOAYEPKUBAET UHCIIH-
PUPYIOLIMI XapaKTep XYJ05KECTBEHHOI'O ECTa, BIOXHOBISIOLIETO HAC HAa IOUCK H3Ha-
YaJIbHOTO CMBICTIA: «IIOJ00PEHHBbIE XYA0KHUKOM, Mbl HA MTHOBEHHE OTCTPAHSIEM IOKPOB,
OTJENSIONINNA HAC OT HAIIETO CO3HAHUS, M BO3BpalaeMmcs Kk camum cebe» [2, c¢. 108]. Ot-
Medas MCKIIIOYMTEIbHOE BO3ACHCTBUE OEprcoHM3Ma Ha XyA0XKECTBEHHOE CaMOCO3HaHME
Hayana XX BEKa, Mbl BMECTE C TEM JIOJKHBI [IOMHUTH O TOM, 4TO OTHOLIEHUE beprcoHa k
HCKYCCTBY OBLIIO BECbMa MHOT'O3HAYHBIM — OCO3HaBasi HHCIIUPUPYIOIEE 3HAUCHUE XYJ0XKe-
CTBEHHOI'O ECTa B JBMKEHUM K MOIJIMHHOCTH HAlIEW JUIMTEIbHOCTU-CYLIECTBOBAHUS, OH
BMECTE C TEM OTMEYaeT AUCCOLMUPYIOIIUN XapaKTep CTPYKTYp XYIOKECTBEHHOIO IIpO-
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CTPaHCTBa U BPEMEHH. DTy CO3HATEIbHYI0 aMOMBaJICHTHOCTh beprcoHa mo OTHOIIEGHHUIO K
UCKYCCTBY CJIEJIyeT YIUTHIBAThH NMPU PACCMOTPCHUH BOCTOP)KEHHOW a/IallTaIliu €ro BO33pe-
HUM XyJO)KHUKaMHU U TEOPETUKAMU UCKYCCTBA aBaHTap/a, B IOHUMaHUU KOTOPBIX XyH0XKe-
CTBEHHOE TBOPCHHE KaK pa3 M CIIOCOOHO aKTyaIM3UpPOBATH U yACPKATh KUBYIO JUTUTEIb-
HOCTb — UJies, HE BIIOJIHE COBIAJAIONIAsl C JBUKEHHUEM MBICITU CAMOTO MBICIUTENS B OTHO-
[ICHUH UCKYCCTBA.

Kuznennslii opeiB AHpu beprcona crtan BbI30BOM BpEMEHU-MEIUTAIUH HCKYCCTBA
koHIa XIX cronerus. ABaHTapJHOE UCKYyCCTBO Hayana XX BEKa — B CTPEMIICHUU PEAIU30-
BaTh CaMblii TPYAHOBOIUIOTUMBIN (UI0cOPCKO-)KU3HEHHBINM Tpu3biB AHpU beprcona —
JKUTh B JUTUTEIBHOCTH. Kak B XyJI0KECTBEHHOM OIBITE MOXET OBITh «COXPAHCH) IS~
Csl MUP HEMOCPEACTBEHHOT'O OIbITA, WM WHBIMH CJIOBaMH, BOCCO3/IaH OPTraHMYECKUN KOH-
TUHYYM HETIPEPHIBHOCTHA M HEMOCPEACTBEHHOCTH YelIoBeYeCKoro Mupa? beprcon cam maet
MOBOJ AJIsl HAACKIBl COXPAHEHUS <CGKU3HH B JUTMTEIHHOCTU» B (pOpMax XyJ0KECTBEHHOTO
TBOPEHHUS: «...a0COJIFOTHOE MOKET OBITh JAHO TOJBKO B UHMYUYuUU, TOTJIa KaK BCE OCTAJIb-
HO€ OTKpBIBAETCS B aHanuze. VIHTyuIueil Ha3bIBACTCS POl UHMEILIEKMYANIbHOU CUMNAMUL,
MyTeM KOTOPOW IMEPEHOCATCS BHYTPH MpPEaMETa, YTOOBI CIMTHCS C TEM, YTO €CTh B HEM
€IMHCTBEHHOTO M, CIIEJ0BaTEIbHO, HEBBIPA3UMOTO. AHAIIU3 K€, HAPOTHB, SIBISIETCS OIe-
pareii, CBOSIICH TPeIMET K 3JICMEHTAM YK€ U3BECTHBIM, T.€. OOIIUM dTOMY MPEAMETY U
IpYyTUM. AHAIU3UPOBATh 3HAUUT BBIPAKATh KaKyIO-HUOYIb Bellb B (DYHKIIUU TOTO, YTO HE
SBIISIETCS CaMOIO ATOH Bemiblo. BCsKmii aHamm3 ecTh, TaKUM 00pa3oM, MepeBojI, Pa3BUTOE B
CHUMBOJIaX MpeACTaBIECHUE, MOy4aeMOoe C MOCIEA0BaTEIbHBIX TOUEK 3pEHUs, C KOTOPBIX U
OTMEUAIOTCSI COMPUKOCHOBEHHSI HOBOTO TPEIMETa, KOTOPBIH H3ydaroT, C TEMH, KOTOPHIC
CUMTAIOTCS YK€ M3BECTHBIMU. B CBOEM BEYHO HEHACBITUMOM >KEJIAaHUHM OXBATHUTH Mpe-
MET, BOKPYT KOTOPOT0 OH 0OpedeH BpamaThCs, aHaiu3 0e3 KOHIa YMHOXKaeT TOUYKH 3pe-
HUS, YTOOBI JOMOJHUTH MPEICTaBICHUE, BCErla HEemoilHoe, 0e3 ycTanu pa3HooOpa3uTh
CHUMBOJIBI, YTOOBI JIOBEPIIUTH IMEPEBOJ, Bceraa HecoBeplieHHBIH. OH MpooipKaeTcs B
O0eckoHeuHOCTH [1].

HerpynHo yranaTts B onmmcaHHOM beprcoHoM MpOTHBOIIOCTABICHUH WHTYHIIMHA U aHAJIH-
3a MpoOJIeM KUBOMUCHON TEXHHKH KyOHCTOB: >KMBOIMCHOE MPOCTPAHCTBO pasjiaraercs y
HUX Ha KBAaHTHI TOYEK BHJICHUS, KOTOPBIC MEPEIAI0T MUKPOAHATUTHKY COCTOSIHHS YeIOBEKa
WIH TIpeaMeTa, U OJTHOBPEMEHHO XYI0KHHUK OKa3bIBAETCS «BHYTPU» U300paKEHHOTO, CITH-
BaeTCS C HHAM.

Ho Takoro pasnokeHust Ha KBaHTHI aHAIM3a JJIsl KyOUCTOB — HefmocTtaTouHo. Kyouctu-
YEeCKHil CHHTE3 B UTOre HarelleH Ha (opMupoBaHre oOpas3a IesIoro — Kak CBEpXpeatbHO-
CTH, TPEOIOJICBAIOIICH MHOTOYHCIEHHOCTh YAaCTHBIX BUICHHH oOBbekTa. AnbbOep I'ne3 B
cTaThe 0 METIEHKE MHUIIET, YTO «MYyYUMBIH CTpeMieHHeM 3adUKCHPOBaTh 00pa3 Menoro
OH MpPUJIaeT 3HAYUTEJIbHBIN THHAMU3M IJIACTUYECKOMY TBOPEHHIO, 3aCTaBIISASA Xy A0KHUKA
pa3BUBATh CBOE BHUJICHHWE BOKPYT PEMPE3CHTUPOBAHHOTO OOBEKTA, KOTOPBINA 3aT€M CTaHET
HOPMOH U TOPSAIKOM B KUBOIHUCH, OH (PUKCHUPYET B HEM BeJIHYaiilliee KOJUYECTBO BO3-
MOHBIX IJIAHOB: K YUCTO OOBEKTHBHOW UCTUHE OH CTPEMUTCS 100aBUTH HOBYIO UCTHHY,
JOCTUTHYTYIO Onarogaps ero pazymy. Kak oH TOBOpHUT caMm, K MPOCTPAHCTBY OH 100aBJIs-
et Bpems (la durée)» [15, p. 156—1662]. [Tozanee I'ne3 u Metnenxe emie pa3 noauepKu-
BaJlM 3TOT anodeo3 IIeJIoro Bo BpeMeHU: «/[BHkeHune BOKpPYT 00bEKTa, CXBaThIBAIOILEE
€ro ¢ HECKOJIBKUX TMOCIIeIOBATEIHHBIX PAKyPCOB, KOTOPHIE, IEPETUIABIISSICH B €IMHBIN 00-
pa3, BOCCO3JAI0T €ro BO BpeMeHH...» [14, p. 36]. Llenoe KOHCTUTYHUPYETCA PETEHIHUAIIBHO,
BO BPEMCHU.

OOpatumcst K IByM IPOTrPaMMHBIM TBOPEHHUSIM aHanuTHUeckoro kyomsma [labmo Ilu-
Kacco — MmopTpeTaM OMM3KHUX XYIO0KHUKY KOJUICKIIMOHEPOB W apT-MeHemKkepoB AMOpyasa

? [Tur. no: Linda Henderson. The Fourth Dimension and Non-Euclidean Geometry in Modern Art. New
Jersey: Princeton University Press, 1983. P. 91.
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Bomnnapa (Mys3eii n3o0pa3utenbHbIX UckyccTB uUM. Ilymkuna, Mocksa) u Jlanusng-AHpu
Kanseiinepa (1910, XynosxecTBeHHbIH UHCTUTYT, Yukaro) [11, p. 65-97]. Texuuka ¢par-
MEHTALMU MPOCTPAHCTBA 3/1€Ch JOCTUTaeT paUHUPOBAHHOCTH — BCE MPOCTPAHCTBO Ipe-
oOpasyeTcs B MeNbYaiIlie TeOMEeTpHYECKHe KBaHTHI, MpUYeM eciii B moprpere Bommapa
pasnuyHble 10 GOpMaM MHOTOYTOJIbHUKHM 00pa3yloT B LIEJIOM HEYTO BPOJE BUXPEOOpPa3HO-
ro OpOyHOBCKOIro JBHKeHUs, TO B noprtpere KanBeiliepa reomeTpuyeckue KBaHTHI BbI-
CTpauBarOTCsS MO TOPU3OHTAIH, (HOPMUPYS BBIPA3UTENIBHYIO TOPU30HTAIBHYIO TEKTOHHKY.
U Bce xe 9KCTaTHUECKUI MOPBIB, GOPMHUPOBAHNE COOCTBEHHOH UIMTEIFHOCTH JOMUHHPY-
I0T HaJ cuiiaMu ¢parmeHTanuu. PoxxaeHne oOpas3a MpOUCXOAUT Hepes HAIIUM B3IJISIIOM,
OH TOCTENEHHO YIJIOTHSAETCS U MPOJIOJIKAETCS B COOCTBEHHON IIUTENBbHOCTU. DTa MOMBbIT-
Ka BOIUIOUICHHUS KMBOH JUIMTENBHOCTH, HOCSIIEH B OeprcoHu3Me MPUHLUMIHAIBHO H3Ha-
YaJIbHbIM M HE-NPOCTPAHCTBEHHBIN XapakTep, B CTPYKTYpE KHBOIMUCHOIO — OCHOBHOE XY-
noxectBeHHoe askeHue [lukacco. To, ¢ yem Oopetcs u GeprcoHu3M, U Kyousm — 310 ¢
OTIPENIENIEHHOCThIO0 (DOPMBI, (POPMBI B apHCTOTEIEBCKOM JyXe, KaK HEKOEeW HEM3MEHHOMN
CYUIHOCTH («(popMa WIN CYIIHOCTb... HE BO3HUKACT», «(POPMY HUKTO HE CO3JaeT U He MO-
POXKIAET...»).

beprconusMm — spkuil NpUMEpP «aBaHrapJHOTO HMMITYJIbCa», 3aXBaThIBAIOIIETO B CBOM
BUXPb MHTEJUIEKTYalIbHOE U XYJI0’)KECTBEHHO-UYYBCTBEHHOE, U BBISABIISIONINN «TIIyOHHY» U
MHOT'OIUTAHOBOCTh (CHHTETUYHOCTB) aBAHIApAHOTO KYJIBTYPHOT'O IPOCTPAHCTBA.

HckycctBo benmapycu nBaanaToro CTOJETHs, B IIEJIOM pa3BUBABILEECS B YMEPEHHO-
KJIACCUYECKOM CTPOE, TEM HE MEHEE NEPEKUIIO HECKOIBKO SIPKMX aBaHTapAHBIX 3MH30.0B.
OnmHuM M3 HUX cTan BUTEOCKWH aBaHTAapAHBIA ASKCIepuMeHT pybOexka 1910-1920-x rr.,
BJIOXHOBJICHHBIN HepoM cynpemaru3ma Kasumupom ManesuueM. K satomy sxcniepumen-
Ty BUTEOCKUI KyJIbTYPHBI KOHTEKCT ObLI YK€ MOATOTOBJIEH, YTO MPOSBUIOCH B JUHAMMY-
HOM Pa3BUTUU BUTEOCKOro Xy105K€CTBEHHOTO YUMIIMIIA B CYIPEMATHYECKOM HaIlPAaBICHUN
u yupexaenuu 3aecb YHOBUCa — ogHoli 1 Hanbosnee paAuKalbHBIX aBaHTAPAHBIX IPYIIT
1920-x ronos, yneHamMu KOTOporo Hapsay ¢ Manesndem u Bepoit EpmonaeBoit cranu Onb
Jlucunxuit, Mnes Yamnuk, Hukonait CyeTus u apyrue ypoxkeHubl ButeOcka, 6enopycckux
ropoioB U Mecteuek. B sBomonnun Manesuda BureOck cTaim HCKITIOUUTENBHBIM [0 BajKHO-
CTH 3TarnoM (3TO MPEKPACHO BHJHO, HApUMeEp, U3 OepiaHHCKOW nepenucku Manesuya u
Jlucunxoro. B 1922 r. Jlucuukuiit mumet Manesuuy u3 bepnuna: «Jloporoit apyr, (s ay-
Maro, 4TO TaK 3TO €CTh) MBI MIPOXKUIN B BureOcke o4eHp Xopoiee, 04eHb 3HAYUTETBHOE U
OuYeHb MHOTOBpPEMEHHOE BpeMs. Temeps s 3T0 0c000 0cTpo BUKY « [6, p. 150]. ManeBuy —
Jlucunxkomy B bepnun B 1924-Mm nuiuer: «... a nomaure 19-it roa. Korna mel ycrnaBnuBa-
JMCh paboTaTh HAJ CyNpeMaTU3MOM U XOTENIM KHUTY Hamucath ... Bbl Ob1 HeOO B3sy, a s
3eMJTI0; HE TIOMHIO, Ka)KeTCs, MHE MIPUHAIIeKano Hebo, a Bam 3emus...» [6, p. 153]).

B Burebcke 3aBepummiock (GopMupoOBaHHE TEOPETHUECKOrO KpeAo CyNpeMaTu3Ma.
B coumnenusax ButeOGckoro mnepuopa 3HaYMTEIHHO MEHBLIE MOJIEMUKH M TUCKYCCHUH IO
CPaBHEHHIO C IIPEIUIECTBYIOIUM MEPUOIOM — 31€Ch TOMUHHUPYET Pa3BEPThIBAHUE KOHIICTI-
Ui Kak B opMe MOHYMEHTAJIbHBIX TEOPETHUECKIX KoMIeHIuyMoB («bor ne ckunyt. Hc-
kyccTBO. LlepkoBs. ®abpuka» u ap.), Tak U CxKaThIX Opomrrop-manudectoB. B Butedcke
CyIIpeMaTH3M, HAaKOHELl, pealn30BaJICs B JIByX HauOojee NMPUHIHUIHAIBHBIX (opmMax — B
o0pa3oBaTeNbHON MpPOrpaMMe U CPeoBOM TOTabHOCTU. CHcTeMa IpernojaBaHusi HOBOTO
HCKYCCTBA, BBIKPUCTAJUIM30BaBIIasAcs B ButeOcke, mo3iHee TONBKO yTOYHsIach MaseBu-
yeMm. B Butebcke ManeBuuem ObuT pa3BepHYT 00pa3 cynpeMarru3Ma Kak MpoeKTa MUPOBOU
TOTAJIBHOCTH, KaK «apXUTEKTypa 3eMHOU MOBEPXHOCTU» — B O()OPMIICHUH BMECTE C yUCHH-
KaMU U [I0CIIe10BATEISIMU OKTSOPbCKUX MPA3JHUKOB U UHBIX TOPKECTB.

ButeOckuil aBaHrapiHbIi SKCIIepIMEHT HeMbIcuM 0e3 Muxanna baxtuna, «MapOyprcko-
ro ¢unocoda» Matses Karana un HeBenbckoro ¢unocodcekoro kpykka. OqHaKO €Cid CKOH-
LIEHTPUPOBATHCS TOJIBKO Ha XyJIOKECTBEHHBIX aclEKTax, TO HEJIb3sl HE OTMETUTB, YTO PAJIOM C
ManeBudeM Bce rpomMye 3By4HT rojioc ik Jlucuikoro. CerogHs y>Ke MOXHO OINpeAeTIEHHO
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roBOpuUTh 0 (hopmooOpasyromeit poiau JIMcuIKoro B JBMKEHUM UIEH CylpeMaTu3Ma, IOHOCTb
kotoporo mpouuia Ha BureOmmue u CwmoneHmumHe, B 3Bomouuu uaen YHOBHUCa.
B 1919 rony B TBOpuecTBe JIMCHIIKOrO MPOMCXOOUT PE3KUi MOBOPOT MO HAMPABICHHUIO K
CyIpeMaTu3My, KCTaTH, IMEHHO OH ¥ mpuriamaer Manesnya B Buredck. OqHaKo K 3TOMY
BpeMeHHu JIucuikuili — yxe ClI0XHBILIAsCs TBOPUECKAash MHAWBUIYAIbHOCTb, B €r0 JMYHOU
UCTOpHH «J10 ButeOckay apXuTeKTypHas moarotoBka B 3HameHnTol Darmstadt Technische
Hochschule okazanack coeMHEHHON C SIPKUM POMAHTHYECKHUM 3TAllOM €BPEUCKOro XyJ0-
»kecTBeHHOTO Peneccanca. UmenHo Db JIucuikuii mpuian apXuTeKTOHUYECKYIO KOHKPET-
HOCTh MeTa(u3uKe CylpeMaTu3ma.

AOcTpakiuus — BeIpakeHue «B030yX/1eHus BeeneHHoi» — KOCMHUECKOTro TUIaMEeHH, YKH-
ByIIEeTo OecrpeaMeTHbIM, To ManeBudy [7, c. 238], abcTpakius — BO3MOKHOCTh OCO3HATh
YHUBEpCAJIbHOE M CO3epIaTh €ro B miactuueckond (opme, mo Mounpuany [12, p. 348].
BwMmecte ¢ Tem ecnu 1151 MoHziprana abCTpakLys — 3TO JBUKEHUE K COBEPILEHCTBY OT Ipe-
OJIOJICHHSI ONTO3UIUH K Te0CO(PCKON rapMOHUH, Tt ManeBuya — co3/1aHue HOBOTO TapMo-
HUYHOTO 00Pa3a «eAMHON CHCTEMBI MHPOBOIT apXUTEKTYPhI 3eMII»”, TO 1 b JIHCHIIKO-
ro a0CTpaKIMs — ITO SKCIEPUMEHT, IPUUEM B ITOM KCIIEPUMEHTE MOCTOSHHO YCUIIUBACT-
Csl MPOEKTHBIN XapakTep. Jlucuukuil B aOCTpakuy «B3palluBacT» HOBbIE (OPMBI AJIS T1e-
peHoca UX B KOHKPETHYIO pPEalbHOCTb.

B OypHoil xynoxkecTBeHHON aTMoc(epe MocT-peBOMIOLMOHHOT0 Butebeka poxaarorcs
He Toibko ITPOVYHEBL, HO u MoHTaxHble cepun Jlucuukoro. Yxe B WUIIOCTpalMsIX K
«Xag-T'agpe» 1917 u 1919 rogoB MOXHO 3aMETUTH ONPEAEIECHHOE CTPEMJICHUE MBICIUTH
cepuelt, pa3BuBaroiiei oguH oOpas-unBapuant. OnHako B Butebcke cepuanbHoCTh JlH-
CHUIIKOTO TMOJy4YaeT HOBBIM CMbICI — MOHTaXHbIH. MoHTax Jlucuikoro — mpexzie Bcero
CTpaTeruyeckasi onepaunus, KoTopas «IOJpbIBAE€T» JIOTUKY HENPEPHIBHOCTU JHHEIHOTO,
WIHM CIO)KETHOTO BpeMEHU. B KOHCTpyHpOBaHMM MOHTa)XHOTO oOpa3za y Diab Jlucuikoro
BO3HHMKAET TMTAHTCKOE YCUJINE «CKIIEMKU» Pa3IUYHbIX MPOCTPAHCTBEHHBIX U BPEMEHHBIX
TOPU30HTOB (YTO OCOOEHHO SIPKO MPOSBUIOCH B «JeTCKOM» KHMXkKe Jlucuikoro «Cka3
po JBa KBajpartay, uues KoTopoit opopmuiack B Buredcke, a myOimKanus cocTosiach B
bepnune B 1922 roay [16, p. 21]).

ABaHrapaHble TeHICHIUH 3aTPOHYIH B 1920-¢ roabl u Apyrue 6e1opyccKue KyabTyp-
HbIe IEHTPbl. B 3TH roasl MuHCK cTan cBOe0oOpa3HOW apeHOU A KOHCTPYKTUBUCTCKOM
YTOIHMH, KOTOpasi, BIIPOYEM, HE pean3oBajach B MoiaHOM mepe. KoHcTpykTHBHU3M B MUH-
CKE OYEHb PAaHO BOIIEN B CONMPUKOCHOBEHUE C HEOKIACCUYECKUMU TEHACHLIUSIMHU, PE3yIlb-
TATOM Yero CTajdu MHOTHE paduHUpOBaHHBIE TBOpeHUs JlaHrbapma, OnM3Kue eBpOTEH-
CKOMY ap-1eKo [4].

B craHoBiIeHHH HOBOTO MOCT-PEBOIIOIMOHHOTO MPOCTpaHCTBA MHUHCKaA TeKCT (ImyOuu-
LUCTUYECKUH U Xy10’KECTBEHHBIN) TOMUHUPOBAII HAJ PEabHOCThIO, @ YTONMUYECKOE BU/IE-
HUEe (HOPMUPYET U ONHMCAHUE PeabHOCTeH KOHCTPYKTUBUCTCKON peKOoHCTpykuuu. OOpa3s
TOTAIBLHOCTH O4YeBHUeH B cTaThe 0 «HoBoM Mencke» H.H. lllexoTuxmuna, omy0InKoBaHHOM
B 1930 rony. Ecnu npenpeBooniMoHHbIE MUHCK MOJiepHa M HEOKJIacCULU3Ma (hOpMHPO-
BaJICAd XOTS M B TUHAMUYHOM TEMIIE, HO BCE K€ OPraHMYHO MO OTHOIIEHUIO K IPEIIIeCT-
BYIOLIMM 3II0XaM, TO CJIEAYIOIas KyJbTypHO-CTUJIEBAs NapajiurMma W3HadyalbHO MPETEHIO0-
BaJla Ha TOTaJbHOE OBJIAJICHUE IICJIOCTHOCTHIO Tropoaa: «3 mabymomairo Jloma VYpamy
npajnerapckae OynayHinTBa ¥ MeHcKy, OsccrpauHa, aJChBATKYE CBAal0 CaMyl0 3HAYHYIO
nepamory. Arne, 3pazymena, siHa Hs Oyase anmomHsid. [Ipsl ThIX HI0AYHBIX TAMMAX, SKIMi
13¢ HAOTyn ycé€ Halla calbisuTiCThIYHAE OyJayHIITBA, 32 HEKaJIbKi TOJl, HA HAIIBIX BAYOX,
MeHCcK yK0 3MSHIYCS Ja HEeMasHaHHBHSA. A MpOoiA3e AMYd MAIYHBI Yac, SIIYd IMIBIPIU
pasrapHerna HoBae OyIayHIITBa 1 KAHYATKOBA 3bHIKHYIIb HABAT ChJISI/IbI CTApOra Mi3epHara

3 Buipaoicenue Kasumupa Manesuua. Cwm.: Manesua K. Cynpemarusm (1920) / Manesuu K. Cobp. cow.: B 5 T.
M., 1995. T. 1. C. 189.
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Mencky. Ha mecupl iX maycraHe IjajikaM HOBBI IpajeTapcki ropaj, LbITaaA3db HAa MSKbI
KalliTaJliCTRIYHara 3axaay 1 mepiail y ceBere mpamoyHail kpaiael CaBeray» (HEKOTOpBIC
(bpa3bl, BO3SMOXKHO, SIBISIFOTCS PEaKIIMOHHBIM «yKpaimieHnuem» ctatbu. — U. J1)» [9, c. 11].
HoBpiii conpanucTiueckuil roposl Kak OyATO amOKaJMITHYECKH OIyCKaeTcs ¢ Hebec Ha
3€MJII0, TIOJTHOCTBIO MOJYMHSASA MPOCTPAHCTBO M yCTpaHss UcTopuio. McTopuk uckyccrBa
Huxonaii [llekoTuxuH, 3ameyaTeNibHO TUCaBIIMKA 0 MuUHCKE B OapOKKO TOJBKO JiBa roja
Ha3aJ B paboTe O cTapoil MMHCKOM apXUTEKType, 37eCh MpeBpallaeTcs B BU3MOHEPA U aIlo-
KQJIIITHKA BOIUIOIEHHON COLMAIMCTUYECKON YTOINH.

Hecmotpst Ha GpaBypHbIe MHTOHAIUMK B mpecce pyoexka 1920-1930-x romos, omoseriaro-
IIUX O TOTAJLHOM BO3JBIKEHHU COLUMAIMCTUYECKOTO I'pajia, MOJOKEHUE JIe)l ObUIO CYILECT-
BeHHO MHBIM. Tonbko B cepequne 1920-x rogoB HauMHAIOTCS pealbHbIE M B NEPBOE BPEMs
BeChbMa HUYTOXKHBIE PA0OTHI MO PACUMCTKE ropojia U peMoHTy 3manuil. B 1926 romy mepen
MMHCKOM CTOSIT TaKMe 3a7auu: «y OArydsIM OyAayHIuHBIM ce30He MEHCKI aJ13en KaMyHallb-
Haiil racmazapki Mae anpamanTaBaipb 20 KaMEHHBIX JaMOY», «IpbI TMPABSA3EHHI TpaMa3Kix
pabot... Oynyus naOynaBaHbl 3 HOBBI CKBIpbl Ha ChBsipuioyckail Byin., Ha FOOuieitHait
TIonIysl 1 psl Bak3aie MBb ubirynki» [8, . 7]. B 1926 romy «caHuTapHBIA COBET» UCCIIENO0-
BaJI COCTOSIHME 1-r0 (TO €CTh LIEHTPaJIbHOI0) paiiloHa TOpoAa, KOTOPBIH BBISBUII, «ILTO IUIOLIYBI
IBapoy 1 HAOTyJ IUIONIYBI BeNbMi 3a0py/KaHbl YCAKIMI aiKiam... 3maBaibHsSIOUYae
YTpbIMaHbHE ¥ UbICTalle ABAPOY aj3HavyaHa ¥ 53 mpoil., a pamrra — 37 mpoll. — yTpeIMITiBaroLIa
OpyaHa... Bsgoma, mTo Kami HsAMa KyzIbl BBIKIAIlb YCENAKI Opya, a00 TOITHIS MeECIBI
HSCIIpayHbIs, JBIK BeCh OpyJ BBIKiABacllla Ha IUIONIYBI JBOpA, J3€¢ Mamajga i K mamana...
[Nperxomimma ka3amp, IITO TaKisg ABapbl MAONIAa HA CAMBIX IPHTPAITBHBIX BYJINAX, 3 SKIX
MaBiHHBI Opallb MPBIKIaA IHIIBE 3, ¢. 7].

VYpbanucTuueckoe BOIUIOIIEHUE yTONMU MUHCKa Kak ropojia KOHCTPYKTUBHU3Ma OTHO-
cuTcs K camMmoMy KoHIy 1920-X rosos, mpoJoiDKUBIIEECs 3aTEM B OCOOCHHOM «ITOCTKOHCT-
pykTuBUCTCKO» Moaupuxamuu B 1930-e [13]. B oOpa3ze MuHCKka KOHCTPYKTUBU3M, CTH-
XUMHO WX OCO3HAHHO, CTPEMUIICS PEAIM30BaTh YTOIMIO HACAIBHOTO COLUAIUCTUYECKOTO
rpaja, B KOTOPOM ILIEHTPAIbHOE TIOJO0KEHUE IOJDKHBI OBLIM 3aHSATh YHUBEPCHUTET M €T0
O6ubimoreka. B gaHHOM cilyyae COLMAIMCTHUYECKUI ypOAaHU3M ClieIoBall MPEICTaBICHUIO
00 oOpase ropojaa, KOTopoe chOPMHPOBATIOCH B NMPOCBEIICHHOW W JHOEPANIbHON Tpao-
ctpoutensHoit dcTeTrke XVIII-XIX Beka u xotopoe Hanboyiee MOTHO pealn30BajoCh B
peKoHCTpyKIMH 1ieHTpa Bensl B cepenune XIX Beka [5].

B KOHTEKCTE TOTAJIBHOIO JOMHUHUPOBAHUS COLMAIMCTHYECKOTO peajnu3Ma caMoolpe-
JIENIEHUE «UHBIX» TEHJEHIUH BO MHOTOM IOJIy4aJl0 XapaKTep «aBaHTapJAHON» OINIO3U-
uu. MOXHO 71U roBOpUTh O kuBomucu M3pawmns bacoBa, Hampumep, Kak 0 ¢peHOMEHe
aBaHrapnaa? OdeBujHa pajukaibHas AUCTaHIUSA bacoBa OT JOMHUHHUPYIOUIETO «XYI0XKe-
CTBEHHOI'O CTPOs», €ro OJIM30CTh HEKOTOPBIM JKMBOIUCHBIM MOMCKAM aBaHrapzia (CUHTE3
(opM, OTKPBHITHIA MOIIHBII I[BETO-MTOTOK U Ap.). OfHaKO, Ha HAII B3I, HanboJee IpKo
«aBaHrapJHocTh» bacoBa mposBiseTcss B 00pa3HO-CUMBOJIMUYECKON chepe — ero JKUBONUCH
1960 — 1970-X rogoB — HENpPEpHIBHOE YCUIIME TIO YTBEPXKICHUIO 00pa3a HEKOETo HealbHO-
IO «rpajga», B KOTOPOM «HE3[CIIHUM» MHUP ITOMHHHMPYET HaJ BCAYECKUMHU KOHKPETHBIMU
00pa3HO-IJIACTUYECKUMU accouuanusiMu. OHaKO eciy TBOp4YecTBO bacoBa — 3T0 «moaBHUTr
BEJIMKOTO YIIpsIMIIa», MOJB3ysch onpeaeneaueMm B. H. IIpokodseBa mo otHomenuto k Ce-
3aHHY, TO XyJIO’)KECTBeHHasi aTMocdepa, cnoxusiiasics B 1980-e roast Bokpyr Urops Kar-
KypeBuya, Jlronmuinel PycoBoii, Auapest [lerpoBa, Mpunbl ManetnHoll U Apyrux Xymaox-
HUKOB aHJIETpayH/a, YXe [BIsuia 00pa3 HOBOTO CO3HATEIBHOIO aBAHTApHOTO 3KCIEPH-
MeHTa. CeronHs, 4epe3 HECKOJIbKO NECATUIETHH, MOXKHO IOMNBITATHCS OMPEICIIUTD €T0 Xa-
pakrep. Ogaumu u3 nepsbix B CCCP MUHCKHE XYTOKHUKH PEAIM30BAIN UIEH, BO3HUKILNE
B JIOHE 3aMlaJHBIX KOHIENTyaln3Ma | mo3nHen aoctpakiuu. Jlyx Manesnua 1 YHOBHCa
CTaJI CBOCOOPA3HBIMH 3aKJIMHAHUSAMHU, KaK OyJITO BBI3BIBAIOIIMMH K JKU3HU HOBBIM aBaH-
rapa. B atom aBanrapae 1980-x ObUIO HEHCTBUTEIBPHO MHOTO «IIIAMAHCKOTO» — M «CyTIpe-
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MaTudeckue BockpemeHns Kasumupa», u «orHeHnsie» akuuu Hrops Kamkypesuua, u
MHOTO€ Apyroe. B To ke BpeMss MHHCKOMY KOHIIETITYyaJIn3My OBUT CBOMCTBEHEH paduHUPO-
BaHHBI UyBCTBEHHBI ICTETU3M, OCOOCHHO XapakTepHbli s Jlronmunbsl PycoBoii, u 310
OTJIMYAJIO €r0 OT AKTYaJIbHO-IOJUTHYECKOIO KOHTEKCTyaIM3Ma MOCKOBCKO-ITIUTEPCKOTO aH-
nerpayHaa. Munckuit aBanrapa 1980-X, UMeBIIMIA, KCTaTH, U CBOU «IIEHTPBD» (Hampumep,
mactrepckyto Hropst Kamkypesnua Ha HHTepHalMOHANbHOM), M CBOMX KYJIBTYPOJIOIOB-
TEOPETHKOB (Haubosee sspkoit pUrypoii 3uech, Ha Mol B3, Obl1 Anekcanap TepeHTbeBUuY
VBaHOB, CerofiHs — M3BECTHBII MOCKOBCKHI KHHTOM3/aTeNb U pykoBoauTenb AdMarginem,
a B T€ rOJIbl YBJICUCHHBI OYEHb MHOTUM: €BPONEHCKUM MOCT-CTPYKTYPAIU3MOM, (HHiIocoPpu-
eit [TaBna dropeHCKOTO M PYCCKOTO cepeOpsHOro Beka, OpaHIMCKOM ACCU3CKHM U T.1.).
Asanrapn 1980-x Obin B Oonblell Mepe KyJIbTYpPHBIM HACTPOCHHMEM, YEM IOCJIEI0BATEIb-
HBIM BOIUIOIEHHBIM credo. DTO 3aMeyaTelIbHO MOKA3bIBAIOT KUBONMCHBIE MTPOU3BEACHUS
Urops Kamkypesuua tex jet. bpocum B3risin Tonbko Ha ero «IlaBepxHi», BHIIIOIHEHHBIE
BAJIMKOM 110 X0JIcTy. HeTpyAHO yBHIETh 31€Ch U TAKTUIIBHBIM IKCIIEPUMEHT, U ONPECIICH-
HYIO peakLuio — yepe3 0ojee ueM 4eTBepTh cToyeTHs — Ha Mapka PoTko u amepukaHCKUl
a0CTpaKTHBINA IKCTIpecCHOHM3M. B 1iane crpareruit popMbl MUHCKO-BUTEOCKHN aBaHTap/]
1980-x oOmajan BbIpaXKEHHOW pa3HOPOJHOCTBIO, €r0 OOBEAMHATIO HEKOEe OOOCTpEeHHOe
KYJBTYPHOE 3PEHHE «BECHBI CBAILEHHON» — OTKPBITUS PaJIUKAIBHOIO MHUPOBOIO XYJIO0XKe-
CTBEHHOT'O OIIbITA JABAJALATOr0 cTosieTHs. BcmomuHaio paHHMH yTpeHHHH TenedOHHBIH
3BOHOK Hrops KamkypeBuda ¢ npeanokeHrueM npuexarb K OJHOMY 31aHHIO Ha ynuie Mo-
ckoBckoi. [Tpuexas, 1 o6Hapyxun Tam KamkypeBuda u cTy1eHTOB, (hoTOrpagupyromuxcs
Ha (hoHE BPEeMEHHOTO JOIIATOro 3a00pa CO CBEKUMH MAISPHBIMU TEXHUYECKUMHU BBIKpAC-
KaMU-Tpo0aMH JJIi pEMOHTHPYIOIETrocs 31aHusl. DTH MalspHbIE BHIKPACKH ObUIN HaHece-
HbI IIUPOKKUMH 1ntosnocamu. «Mapk PoTko», — nosicamn Kamkypesuu.

[lo MHTEHCHMBHOCTM M OCTPOTE MNPOAYMBIBAaHUS MpPOOJIEM XyHO0XKECTBEHHOH (DOpMBI
MUHCKO-BUTEOCKHI aBaHrap/i BOCBMUJECATBIX OCTAETCs, KaK MHE Ka)KeTCsl, HEMPEB30M/ICH-
HOW BepIIMHOI B HOBeiimeM uckycctBe bemapycu. Ero pasButue MoXHO OOHapy»uTh B
pa3nnuHbIX TeHAeHIuax 1990-x ronos u Hauana XXI cronerus. KpaTko npokoMMeHTHPYIO
B 3TOM IUIAaHE OJHO U3 «KYJIbTOBBIX TBOPEHUI» HOBEHMIIEro UCKyccTBa benapycu — ceputo
«/IBenanuare u3 naamaroro» Brmamumupa llecnepa u Cepres Boituenko. Ecnu ans Bock-
MU/IECATBIX OCHOBHBIM BBICTYNaJl UMILYJIbC HOBOM (hOPMBI MM HOBOE «COCTOSIHHE», TO CO-
XpaHss CTPATerHYeCcKyr0 HaIEJIEHHOCTh Ha (hOpMOOOpa30oBaHNE «KIIACCHUECKOTO aBaHTap-
Ja» (JIMYHO MHE OOBEKTHI ATON 3aMevaTesIbHOM CeprUM HEMHOTO HAIIOMHUHAIOT 00TEKaeMyIo
OCTPO-CHITY3THYIO TiacTuky ckyiasntyp K. bpankysu), npoussenenue Llecnepa u Boituen-
KO — 3TO pa)MHUpOBaHHAs pAlMOHAIbHAs MIPa — UTPa CO CIOXKHBIMU TEXHOJOTHSMH, C
YKaHPOM (OTHOCHUTCS JIM UX TBOPEHHUE K JM3aiHy WM KOHIETITYaJbHOMY 00BEKTY). DTO fp-
KO€ MIPOU3BEICHNE — CBOeoOpa3Has IiacTuyeckast (popMysia — HOPMaJIBHO BCTPAauUBAeTCs B
XyaoKecTBeHHYI0 auHamMuKy (opm XX—XXI Beka. Eciu MHHCKO-BUTEOCKHMI aBaHTapn
BOCBMHUJIECATBIX ObUI AK3UCTEHLIUAIBHBIM JKECTOM OCTPAaHEHHS U OTCTPAHEHMS OT TOTajlb-
HOCTH OKPY’KaIOILLIEr0 €ro COBETCKOI0 MCKYCCTBA, TO «JIBEHaauaTh U3 ABAALIATOrO» — 3TO
papUHUPOBAHHBIN KOHLENT aBAaHTAPIHOW «HOPMBD».

* %k ok

Marepuansl KOHGEpeHIIMH «ABaHrap/l U KyJbTYpbl: HCKYyCCTBO, TU3aliH, cpesiay pa3Bu-
BAIOT B HAIIPABJICHUM ABAHTAPAHBIX U AKTYyaJIbHBIX XYA0KECTBEHHBIX NMPakTHK uaenu «KoH-
BEHIIMH 00 OXpaHe W MOOMIPEHHH pa3zHooOpasusi (opM KyJIbTYpPHOTO CAMOBBIPAYKEHHS
FOHECKO, npunstoit B Ilapmxe 20 okts6ps 2005 roma. B 3ToM KOHTEKcTe OTHOU U3
IJIaBHBIX 3a]1a4 KOH(EPEHIMH CTajl0 OCMBICICHHE aBaHTapJHBIX TEHACHIUHN Kak (akTopa,
YCUJIMBAIOLIETO0 MHOr0o0Opa3ue KyJIbTYpPHOIO OIbITa M JENaroIIero 0osiee MHTEHCUBHBIM U
riyOOKMM NepeXMBaHUE HAIMOHAIBHOIO KYJBTYpHOro cBoeoOpasus. Kongepenuus mpo-
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JOJDKUIIA IIUKJT MEXTyHapOIHBIX KOH(epeHIMii 1 ceMuHapoB Kadeapbl UcKyccTB U LleHTpa
BU3YaJIBHBIX UCKYCCTB M Menua ['oCyjapCTBEHHOTO MHCTUTYTa YNPABJIECHUS M COLUAIBHBIX
TEXHOJIOTUN benopycckoro rocyliapCTBEHHOIO YHUBEPCHUTETA, LEIb KOTOPBIX — JUAJIOT
KYJIBTYp KaK (JaKTOp COBPEMEHHOT'O TBOPYECKOTO BUAECHUS U (OPMUPOBAHUS CPE/IBI.

OcHoOBHas ujes MaTepualoB KOH(PEPEHIIUN— CBSI3b «aBaHIaP/I0B» U HAI[MOHAJIBHBIX 00-
pa3oB mupa B XX Beke. Kak aBaHrapaHbIii MMOMCK BIUSUT HA ()OPMUPOBAHNE KU3HEHHON H
KyJbTYpHOU Cpefibl B pa3inyHbIX perrnoHax EBpombl n mupa B XX Beke? Kakum oOpazom
aBaHrap/| CTaj s3bIKOM HallMOHAJBHBIX KyJIbTYp? EOQMHCTBO U MHOr0o0oOpa3ue NpoCTPaHCTB
eBpPOTEHCKOTO aBaHrapaa — pOKyc BHUMaHUS KOH(PEPEHIIH.

B ony06imkoBaHHBIX MaTepuasiax KOH(EPEHIUHN MPU PEJaKTHPOBAHUU OBUIM COXpaHe-
HbI 0COOEHHOCTH aBTOPCKOM pellakliuy Mpe/ICTaBICHHBIX MaTepHAIIOB.
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ABAHTI'APA 1 MHOI'OOBPA3VE ®©OPM
KYABTYPHOI'O CAMOBBIPAKEHNSI

BACKWARD-LOOKING: MODERNIST PAINTING AS A KEY
TO UNDERSTANDING OF THE ICON

B. Elwich-Lankelis
Warsaw University (Warsaw)

ski (born in 1923 in Krakow. Painter, art theorist, theologian, thinker, teacher, au-
thor of remarkable works combining theology, philosophy and art theory). The quo-
tations come from the book Around the icon (1985).

«I begun to understand the icon, only thanks to the experiences gained though my deal-
ings with modern art. First, as a boy, I was initiated into modern art and only this gave me
the key to understand historical art. Without the knowledge of the language of modern art, |
would not have any possibility at all to meet the icon the way it happened to me (...) Only
having read the icon as a work of visual art, I begun to take interest in its theological as-
pect.» «(...) Modern painting, as a sort of analysis of the issues associated with painting, is
a key to experiencing historical art. Those who are unresponsive and do not understand
modern art, are simply incapable of a proper reception of historical art. Only modern art
opens our eyes to the history of art, to art of icon, to art of ancient Egypt, to primitive art.
Without the modern art revelation, the works of ancient Egyptian art or the icons would be
still treated in terms of archaeological findings» [10].

These thoughts bring up a question: what made art, and modernist painting in par-
ticular, a key to understanding of the icon — understanding not only as a painting but
also as a phenomenon important in the spiritual sense for the contemporary man?

I found a certain proposition of an answer in the essay Modernity and Post-modernity
by Clement Greenberg (1909-1994, an influential American art critic) where he wrote:
«Thus the whole enterprise of Modernism, for all its outward aspects, can be seen as back-
ward-looking» [3, p. 77]. In other words, modernist painting called avant-garde in its be-
ginnings became a key to understanding of historic art, and as a consequence to the under-
standing of the art of the icon, because the modernistic/ avant-garde artists looked back-
wards, or wanted and had the ability to do that. That need, wish and willingness to look in
the past can be traced in avant-garde painters’ letters, articles and critical works. Here is a
handful of statements, produced by van Gogh, Gaugin, Matisse, Kandynsky, Malevich and
Mondrian.

To begin my article let me draw your attention to two quotations of Jerzy Nowosiel-
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Modernistic painters quotes:

Van Gogh

Fragments of correspondence with Emil Bernard, 1888.

«Do you know the painter called Vermeer, who, among other things painted a very
beautiful pregnant Dutch lady. The palette of this curious painter consists of blue, lemon
yellow, pearl grey, black and white; for that matter, in his countless paintings you can find
all the riches of the full palette».

«The Japanese rejects reflections, puts one patch of colour next to each other and de-
fines movement or shape with a characteristic contour» [11, p.18].

Paul Gaugin

Fragments of letter to Andre Fontains, 1899.

«Violence, monotony of tones, arbitrary choice of colours, etc. Yes, all of this must ex-
ist and does exist. Yet, are not these conscious or unconscious repetitions of tones — mo-
notonous accords of colours understood musically — analogous to those wailing chants of
Orient (...) You frequently visit Louvre: take a closer look at Cimabue having in mind what
I have said. Think as well about the musical role that from now on, the colour will play in
modern painting. Colour — which is vibration — similarly to music, may achieve what is
most intangible in nature: inner force» [2, p. 30-31].

Henri Matisse

A fragment of the article «On Painting» from 1908.

«There are two ways to express something: it can be done either by showing it brutally,
or by evoking artistically its image. And abandonment of direct reproduction of movement
is actually the path to achieve beauty and greatness. Let us consider an Egyptian statue: at
first sight, it seems stiff and rigid; yet we sense in it the image of a body capable of
movement, a body that lives despite its stiffness.» «A work of art has to explain itself, and
should impose its meaning on the beholders, even before they manage to grasp the sub-
ject. Looking at a Giotto’s fresco in Padwa, I am not curious which scene from the life of
Jesus I am watching; I feel and understand the mood that radiates from the fresco.
I find it in the lines, in the composition, in the colour palette. Then, the title just confirms
my impression» [8, p. 100, 103].

A fragment of an interview published in «Russkije Wiedomosti» during the visit in
Moscow in 1911.

«Icons are the most interesting example of primitive painting (...) Never before have I
seen such richness of colours, such cleanness, such directedness of expression. This is the
most valuable richness of Moscow. Here should the painters come to receive learning, be-
cause the inspiration should be sought among the primitives.»' [5, p. 111.] [By primitive art
— according to Albert Aurier’s definition presented at his article Towards the new form of
expression — modrnist painters understood art which «was free of sacrilegious desires of
realisim and illusionisimy |

Wassily Kandinsky

A fragment of his book titled «Concerning the spiritual in art» written in 1910,
published in 1912.

«If we resigned from representation of objects in musical composition, and in doing that
we exposed the fundamental forms of painting, we would regress deep into simplest geo-
metrical figures, or arrangements of few lines subordinated to the general dynamics. Those
dynamics repeat themselves in the parts of [the painting] and are sometimes modified even
by single lines of shapes. Every line or form serves than different purposes. They can for
instance create the same kind of effect that in music is called «fermatay». [e.g., a mosaic

' The quotation from interview for «Russkije Wiedomosti» which Henri Matisse gave during his visit in
Moscow in 1911.
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from Ravenna, «Empress Theodora and her retinue», 4™ ¢] The vibration that is the simple
expression of the every constructive element of the composition is also a sound characteris-
tic for the melody which the composition expresses. That is why I call them melodious.
Due to Cézanne, and later Hodler, melodious compositions were revived. Already in our
times they started to be called rhythmical. (...) Many paintings, woodcuts, etc. from the old
times are examples of more complex «rhythmical» compositions (...). Let us regard the old
Japanese and German masters, the painters of Russian icons and particularly — the folk
printing artists etc.» [4, p. 130-131].

Kasimir Malevich

Fragments of the autobiography and «The world as non-objectivity» (manuscripts
of the main work left in 1927 in Germany and published there in November, in the
same year)

«My knowledge of the icon painting gave me assurance that it all depends on deep un-
derstanding of art and artistic realism rather than mastering anatomy and perspective or re-
producing nature in the whole of its truth. In other words, I saw that the reality or subject
matter is what should be transformed into ideal form born in the depths of the aesthetics.
Thus, everything in art can be beauty. Everything that is not beautiful, becomes such when
realised in the artistic plan of the art.» [6, p. 31]

«It seems to me that for the critics and the general public, the painting of Rafael,
Rubens, Rembrandt etc. blended with the countless objects [they painted], and that is why
its real value, namely the suggestive impression, remains hidden. What is admired is only
their skill in depicting material objects. If removal of all sensation from the works of the
great masters, and by that destroying of all their artistic merit, was possible — the critics and
the public would never notice that removal. (...) No wonder that my square seemed to the
public meaningless. If you want to judge a work of art by the degree of skill in depiction of
real objects — by the suggestiveness of illusion; and you believe that a depicted object is a
symbol of a convincing feeling, than you will never be granted the real happiness, which
lies in the contemplation of the real meaning and content of a work of art. (...)»

«The suprematist’s square and what it expresses can be compared to primitive lines
(pre-human drawings, composition of which is not an ornament but an expression of the
sense of rthythm.)»

«The antique temple is beautiful not because it served as a particular organisation of life
but because its form arose from the pure sensation of visual relations. Artistic sensation
(that took form of a temple) is alive and meaningful for us, forever. The organisation of life
(that once existed around the temple) is already dead» [7, p. 76].

Piet Mondrian

Fragments of an essay in dialogue form «Natural reality and abstract reality.»

Characters:

X — naturalist painter

Y — art lover

Z — painter representing abstract realism [neoplasticism]

Z: (...) Naturalist painting tries to create an illusion of solids, but in fact it just enhances
the impression of the surface.

X: Yes, all the great masters used more or less flat modelling in the frame of wide con-
tours.

Z: That is why new painting grows more and more aware that paiting needs flat surface.

X: But if you go too far, your art will become purely decorative.

Z: Still, art should not be ornamentation nor a show of skill and something that is
called decorative art. Byzantine mosaics, for instance, and old Chinese paintings are flat,
but not «decorative» in the contemporary meaning of the term. What strikes us in those
works is the enormous internal tension. Moreover, just by looking around we can see
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that natural dimensional form, natural solidity (or in other words — matter), gives us
purely materialistic vision of objects, while their flat form shows us internal features. The
supporters of new painting reached a conclusion that all modelling makes a painting too
material» [9, p. 406-407].

The statements quoted above confirms the thesis that modernistic painters were en-
chanted by the past. Still, the question remains: What caused this backward-looking, this
«revival of the past»? In what needs was it rooted?

The answer for that question should be preceded by a clarification of the term «revival
of the past». Modernistic painters did not understand it as imitating past that is reproducing
a particular historic style, manner or an artistic practice that existed before. «Reviving the
past» was a term they used to express their care for artistic perfection and aesthetic value,
their strive to preserve or reinstall continuity of the highest aesthetic standards of the past.

This having been said let us focus on the needs that created this attitude of looking
backwards. It is worth noticing, that the focus of the careful, conscious looking was not
limited to European art, but extended to art of various cultural backgrounds. There can be
distinguished several needs which created such attitude of concern with the past. They are
closely related together, but they are not presented here in hierarchical order.

One of them was the need of «the modern», where «the modern» was understood as a
search for means to do better art — better that is fitting certain artistic and aesthetic standards —
in order to preserve it from becoming banal, from being reduced to an elaborate form of enter-
tainment. The next need was the need to refresh the means of the language of art, because the
means that were characteristic of the literal realism seemed to have no prospects after the intro-
duction of photography. The following need would be a need of self-awareness in applying the
painter techniques - a need of professionalism expressed through workshop inquiry and critical
consideration about the language, the «technique» of art. The technicalities of painting were no
longer perceived the way the Romantics looked at them — the technique ceased to be taken as
granted, as something that need not consideration. It is worth noticing that the «formalist» atti-
tude was not a purpose for itself. «Form» was understood as a means of delivering «content»
and both of those dimensions of a work of art were treated as a basis for creating the desired
aesthetic value and merit. The last of the needs was a need to oppose the materialistic view of
art. The view that simplified artistic activity to mere imitation of material objects and presented
matter as something devoid of spiritual element. As Albert Aurier said, this was the need to
create works that would be «a translation of a certain spiritual value into a special and yet natu-
ral language. ..», while the spiritual value would include «at least a part of the spirituality of the
artist, and no more than all of this spirituality plus the basic spiritual content of various objec-
tive beings...» [1, p. 360]. This was a need to revitalize the metaphysical element of art and
revive the spirituality that had been lost in the pursuit for the material gains, where all attention
had been focused on the outer values of existence.

What was the result of the fulfilment of the needs specified above? Firstly, this was
awareness and ability to expose the elements that are exclusive for the art of painting — fea-
tures that this kind of art does not share with other types of artistic activity. These were:
flatness, exposed by various means such as for example, putting together different patches
of colour, exposing texture, simplifying, enclosing the basic forms with a strong contour;
introducing different types of perspective to avoid creation of space associated with the
three dimensional space of the ordinary life, etc. It is worth noticing that the concern for
flatness is at the same time a pursuit of the new type of expression, visible in the use of
pure colour and association of the appeal of a painting with juxtapositions of colours and
construction of composition rather than a specific dynamic movement or a dramatic look of
a figure depicted in the painting, visible in removing all the traces of the plot but not of the
figuration.
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Secondly, the fulfilment of the needs resulted in a tendency to keep the art of painting
«pure», which caused a change in the manner of looking at paintings. The model supported
by the art that continued the renaissance tradition in which the «eye» was influenced first
by what was painted and than by the painting itself was reversed.

Third result was devolution (term introduced by Greenberg), that is abandonment of
continuation and resignation from development of tradition originating from the Renais-
sance art. Actually, devolution happened a few times in the course of art history. For the
first time, it occurred when the Greek-Roman art tradition was replaced by the Byzantine
(the Greek-Roman painting that attempted to create the illusion of three dimensions through
shading was flatten in a way similar to what was done in modernism). Than the Byzantine
art was replaced by the Renaissance art. Differently to the Modernistic devolution, both of
those devolutions were gradual, slow and resulted in a universal change of aesthetic tastes.
The devolution made by modernist painting introduced the change of aesthetic sensitivity
which was not universal, and yet thanks to that transition the existence of numerous artistic
traditions was acknowledged. Moreover, it was realised that although the languages of art
evolve, there is no one-way progress in art and any new painting tradition is not better than
the preceding one.

It should be mentioned as well, that the Modernistic devolution enabled the possibility
of noticing that the goal of modernistic painters was not progress/development of art, but
better understanding of art.

In conclusion, I would like to underline once again that the basis for the understanding of
the icon and its renaissance which had place in 20" century was prepared by the change in
means of artistic expression that allowed restitution of the spiritual dimension to the work of
art — the change which the modernistic painters introduced due to their attitude of backward-
looking, and which caused a metamorphosis of artistic and aesthetic sensitivity. In other
words, modernistic painters and their work made possible not only the observation that the
icon is a work of art that employs the same means of expression they rediscovered (which
was abovementioned flatness and «new» type of expression), but also that the icon is a work
that — as Mondrian puts it — makes the spiritual dimension present. That this is a work fasci-
nating in its mysteries, its peculiar aesthetics of silence different from everything that comes
as a part of contemporary man’s surroundings. And most importantly that the icon is a work
that gives the possibility to be admitted to the mystery of God’s face — the Man and the man.
Thus, it can be said the gratitude for the modernistic painters is owed not only by profession-
als that is by contemporary iconographers and all those many scholars for whom the cultural
and religious phenomenon of the icon became inspiration for study of theology, art history,
sociology, culture and philosophy, but also by all those who open their hearts for the silent
call of the icon.

Translated by Maciej Domagala
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Pezrome

Crarbst «BrasapiBasice B IpOLLIOE: KUBOIMUCH aBaHrapAa Kak KIO4Y K IMOHUMAaHUIO
WKOHBD) SBJISICTCS MOIBITKONM OTBETa HA BOMPOC: YTO MPUBEJIO K TOMY, UYTO aBaHTapHAas
(coBpemMeHHast) )KMBOIUCH CMOTJIA IPOTOPUTH MYTH IS BOCTIPUSTUS U TIOHUMAHUS UKOHBI.
[TouyeMy Havascs mporecc He TOIhKO (OPMaTbHO-)KHBOIMCHOTO U3YYCHHS UKOHBI, HO 0€3-
MEpHO BO3pOcya €€ pojib B TyXOBHOM KU3HU COBPEMEHHOTO YeJIOBEKa.

Jannas npobnema Obula uHcnupupoBaHa 3cce «COBpPEMEHHOCTb U IOCIIE-
COBPEMEHHOCTb» H3BECTHOTO M BIUSATEIBHOTO aMEPUKAHCKOTO KpUTHKA XX CTOJETHs
KnemenTa ['punbepra.

AHanuTHKa MPEJIOKEHHOTO B CTaTbe MaTepuaja MO3BOJIMIA CAENaTh CIEAYIOIUE BbI-
BOJIbL. JKHBOMMCH MOJZIEpHU3MA B HAYAJIBHOU (pa3e ornpezensemMas IMEHEM aBaHrap/a crajia
JIOPOTOM /1JIsi MOHUMAaHMs UCKYCCTBA UCTOPU3Ma (MCTOPUIIU3MA), 4, CIEIOBATENLHO, U UKO-
HBI, IOTOMY YTO XYJOKHUKH MOJCPHHUCTHI CTAJIA BIUISIIBIBATHCS B MIPOIILJIOE — JPEBHEE HC-
KYCCTBO «HECOMKEHOE CBTOTATCTBEHHBIMHU MOKETAHUSIMH peann3Ma U WLTIO3UOHU3MAY.

CripaBeITUBOCTh M MPABUIBHOCTh TE3HMCA O BIIISAIBIBAHUH, W30pPAHUH HJICATIOM HCKYC-
CTBa MPOILIOT0 MHOTUMH XYyA0KHHUKAMHU-MOJEPHUCTAMHU MOATBEPKAACTCS (JIOKyMEHTUPY-
eTcsl) ciioBaMu caMux >kuBonuciieB: Ban ['ora, 'orena, Kanaunckoro, Matucca, Manesu-
ya, MoHnapuaHa. DT BaKHbIE CBUIETEILCTBA MPEJCTABICHBI B MX MMUChMaX, CTaThAX U TE€O-
pPETHYECKHUX paboTax, MOCBSIICHHBIX UCKYCCTRY.

OcHoBHas mpo6iieMa myOIuKauyu NoTpedoBaia OT aBTOpa MOCTAHOBKU U BBIJIBHKEHUS
CMEXHBIX BOIPOCOB: MOYEMY Y XYJ0KHUKOB MOJICPHHUCTOB BO3HHUKAJIO >KEJIaHUE oOpaiie-
HUSl K TPOILJIOMY, TOJBKO JH OT UICH «OXXHMBIICHUS MUHYBIIero». Kakue morpeOHOCTH
JTUKTOBAJIM ATH KeJlaHusl. B 4emM XyJ0KHUKU HAIUIM BBIXOJI CBOEMY BOIIPOIIAHUIO, KAKHX
JOCTUTIIN pe3ybTaToB. K KakuM M3MEHEHHSIM S3bIKa BU3YaJIbHOTO HUCKYCCTBA U XYJOXKECT-
BEHHO-ICTETUYECKOTO CO3HAHUS COBPEMEHHOTO YeNOBEKa 3TH MepeMeHbl mpuBeiu. Kak
aBaHTapAHbIE XYAO0KHUKU TOHUMAIH TEPMHUH «OKHUBICHUE MPOIILIOTO».
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BENTOPYCCKAA UKOHA U ABAHIAP[

O. baxeHoBa

Kadpeapa mckyccTs

"ocyaapCTBEHHOro MHCTUTYTA yNpaBneHnUs U coumanbHbIX TEXHOMNOrMM
Benopycckoro rocygapctseHHoro yHusepcuteta (MuHCK)

€JIbI0 CTaThU SIBJISIETCS BBEJICHUE €I1l€ OJTHOTO Ba)KHOTO MCTOYHHKA WHTEPIpETaIUU

aBaHrapja, KOTOpbIif 10 cUX HOp He ObUI IMpeAMETOM BHUMAHHUS MCCIENOBaTENEH.

Peus uaer o npumutuBHON 6enopycckoil ukone X VII-XIX BB. D10 siBIeHUE JTyyle
0603HAUNTH TIOHATHEM «BETOPYCCKas apXandeckas HKOHa» .

[IpoGnema ucnonab30BaHMs KyJIbTYPHBIX TPAJULMI Pa3HBIX CTPAH U HApOJOB HE HOBA B
uckycctBe aBaHrapiaa [17, c. 267-364]. Takke IPUBBIUHBIM CTAJl TE3UC, YTO XYJO0KHHUKHU
TOT0 BPEMEHM HE NPOIUIM MUMO yBiIeYeHHUs! HUKOHOW. OO 3TOM JA0CTAaTOYHO MHOI'O HaIluca-
HO B CcBs3M ¢ TBopuecTBoM Illarana, Manesuua, MaTtucca u Apyrux MacTepoB IEPBbIX Jc-
caruneTud XX Beka.

[Tepexon XyJqoXKeCTBEHHBIX MPAKTHK aBaHrapja B c(epbl TepMEHEBTUKU MPEIMETHOTO
¥ JyXOBHOT'O MHpPA BBIABHHYJI Ha TIEPBBIN IJIaH pa3IMYHbIe CUMBOJIHYECKUE (POPMBI CTapO-
ro uckyccrsa [23, c. 463—495], B ToMm uuciie nkony. OHa oka3ajach Ha IEPBOM U ITOYETHOM
MecTe. MIcTOpuKH UCKycCTBa B 3TOM ClIy4yae oOpaTHJIM BHUMAaHHE HA «KJIACCHYECKYI0» BH-
3aHTHICKYIO U pyccKyro UKOHBI. [locnennss, uMeHHO B Havyane XX Beka, ObUla OTKpBITA
pecTaBpaTopaMu Kak HEKOE «XyA0KECTBEHHOE UyJI0».

Ho ukoHHOe uCKyccTBO 0€I0pycCKUX (BEpOSTHO, YKPAaMHCKHUX U JIMTOBCKUX) 3€MEIlb,
KpOM€ KJIaCCUYECKUX MPUMEPOB, UMEET U JIPYTHe, OTIMYHBIE OT YK€ U3BECTHBIX, JIUTYyprH-
yeckue o0pas3bl. MHOTHE NECATHICTHS UX CYIIECTBOBaHUE ObLIO OTOABMHYTO Ha mepude-
PHIO KyJIbTYpHOM OMKyMeHbI. MIcKyccTBO aBaHTrap/a 1mo3BosieT YBUAETh 3TOT (PEHOMEH Kak
Obl «3aHOBO», O]l MHBIM YTJIOM 3PEHUS, IOMOraeT 0OpecTH eMy HOBOE 3Hau€HHUE B JPEB-
Hell U cOBpeMEHHOH KynbType. COOCTBEHHO MOYXHO CKa3aTh, YTO aBAHTap]l aKTyalIu3UupyeT
(beHomeH Genopycckoil apxanyeckoil UKOHBI. C APYroi CTOPOHBI, pACCMOTPEHUE TEOPETHU-
YECKUX OCHOBAHMM apXanyecKOil MKOHBI TO3BOJISIET OKYHYTbCS B CUMBOJIMYECKUE TTTyOUHBI
ncKyccTBa XX BEKa.

B noxinane, npountannom B 1950 rogy B Unkarckom yHusepcutere, Mapk Lllaran Bbi-
JIenuIl 1Be HauboJsiee CyIIeCTBEHHbIE U MOBIMABIINE Ha HETO XyA0KECTBEHHbBIC TPAJULIHU:
«CaMOOBITHO-HAPOJAHYIO M PENUTHO3HYI0». OH MHUCal, 4TO «MMEJ CYaCTh€ POJAUTHCS B Cpe-
JIe ITPOCTOr0 HapoAa» U « BCErAa >Ka)KAall UCKYCCTBA U3 IIOYBBI, a HE U3 rosioBbl». Ho vro-
Obl OLIEHUTHh 3HAYUMOCTb OTKPBIBIIETOCS] 3TOTO HAPOJHOI'O MCKYCCTBA OH JOJDKEH ObLI ye-
XaTh, «IpUnacte K poguuky Ilapmwkay». Ho HocTanbrus Bo3Bpamaia ero Kk «6ecco3Harenb-

' Mon skcreauumonnbIe BocnioMuHanus 30-1eTHeil gaBHoCcTH (1982—1989 IT.) MO3BOISIOT yTBEPAKIATH,
YTO B T€ BPEMEHA apXauKO-IPUMUTHBHBIE MKOHBI Ha JIOCKAaX M XOJICTaX B OENOPYCCKUX IEPKBSAX M KOCTelax
3aHMMaJIi JOCTAaTOYHO MHOTO MecTa. baTIomKy (CBSIEHHUKH) MOMX 3KCHEIUIMOHHBIX BPEMEH MX LIEHWJIN Kak
« OYEHb CepJICUHbIE», 110 UX CII0BaM, TOBOPHJIM, YTO 3TO PaJIOCTHBIC U BeCelble 00pa3bl, IPH 3TOM PYCCKUE UKO-
HBI Ka3aJlCh UM CIIMIIKOM CYpOBBIMU M TeMHbIMH. Celuac B LEPKBAX UAET aKTHBHAS NEPECTPOKa U PEMOHT
MHTEPbEPOB, TAKUE BEIIM CTapaOTCs NPsTaTh, 3aMEHSIOT HOBBIMH. B OelOpycCKMX My3eHHBIX COOpaHMsIX MX
TOXE HE OYEHb MHOTO, ITOCKOJIbKY TaKHE MKOHBI Yallle OCTABIISUIN HA MECTaX, He 3a0Mpajy B My3eH.
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HOMY» U «HUCKJIIOYAIOIIEMY OCMBICIICHHE CPEACTB COBEPIICHCTBOBAHUA» POJHOMY HCKYC-
ctBy [19, c. 247-248]. Tloutn 0 TOM XK€ CaMOM IHcCaI B CBoel aBroOMorpadun Kazumup
Manesuu: «Ha MeHs ...CHJIbHOE BIIEYATJIEHUE NMPOM3BEIN HMKOHBI. ...S] ydysul KaKkyro-TO
CBSI3b KPECTBSHCKOIO UCKYCCTBA C UKOHHBIM...» [14, ¢. 97].

Kaxnomy, KTO cTaJIKUBaJCs C ayTeHTUYHBIMU (hOpMaMH MKOHHON apXauKH U IPUMUTH-
Ba B benopyccun, noHsATHBI 3T KOpoTKHe (pa3bl Kopudees aBanrapaa. I[loatomy s cosep-
IIIEHHO yBEpeHa B TOM, 4TO B 3pesoM Bo3pacte lllaran (u MasneBuu), He KOHKPETU3UPYSl, HO
BIIOJIHE ONPEJICIICHHO yKa3bIBAJIM Ha BIUsHUE U3BECTHOH B benopyccun (Ykpaune) ctuxuu
HapOJHOI'0 apXandecKoro UCKyCCTBa.

XyA0KHUKH, POXKICHHBIE U OCBAUBAIOIINE OEIOPYCCKOE XY0KECTBEHHOE MPOCTPAHCT-
BO B IEpBbIE AccATHIETHS XX BEKa, MOIJIM BUIETh 3TH UKOHBI B KOCTEJIAX U LEPKBSIX CBO-
ux mecredek u roponos. K mpumepy, Illaran — B JIno3Ho, Buredcke; CyTHH — B CBOHMX
CMuiioBHYax M OKpecTHOCTSX; ManeBuu — B My3esix ButeOcka (yKpamHCKUX Xpamax).
Hau6onee nomysipasim ¢ 90-x romoB XIX Beka u 10 30-x rogoB XX Beka B BureOcke siB-
nsicst Enapxuansasiit myseit (¢ 1919 r. Burebekuit I'ybepHckuit My3eit), rae, Hanmpumep,
XpPaHWINCh OYE€Hb M3BECTHHIE B COBPEMEHHOW OCJIIOPYCCKOM MYy3€MHOW Ccpele BOCEMHa-
JATh apXanyeCcKUX MKOH U3 nepeBHHu JlaTeiroso [21, c. 65-72].

CoOCTBEeHHO MPUCYTCTBUE MKOHHOTO TIPUMHUTHBA U apXauKH B OEIOPYCCKOM MPOCTpPaH-
CTBE Uil HAC Kak Obl CAHKIIMOHUPYET BO3MOXKHOCTh HEJIMHEHHOTO MOHMMAaHUS UCTOPUH U
OTpBIBA OT aKaJEMUYECKOM, KIACCUYECKON TpaauIMi TPAKTOBKH KYJIbTYpbl. DTO CO3AAET
IPELEeCHT BUACHUS KPEaTUBHBIX Hauasl 0elopycCcKOM KyJIbTYphl, KOTOpasi, C TOUKH 3pEHUs
JUHENHBIX HOPM, Bceraa Oblla AaieKO HE «LEHTPOM IMBUIIM3ALMM», HOCUIA «IIPOBUHLU-
aJIbHBI» XapakTep. DTa e CUTyalus MOKET ObITh MHTEPIPETHUPOBAHA KaK HaTU4ue CHII
BHYTPEHHEH MHTYUIMH, PBYLIUXCA K TBOpUYECTBY. MICKpEHHOCTb, BbIpa3UTEIbHAs dKCIIpeC-
CHUBHOCTb 3THX HEINPaBWIbHBIX, C TOUYKH 3PEHUS KaHOHA M aKaJEMHYECKON «BBICTPOEHHO-
CTH», UKOHHBIX 00pa30B oOpamaer Hac K KaKUM-TO TIyOMHaM BHYTPEHHETO JTyXOBHOTO
BUJICHUS.

Apxanyeckue MPUMHUTHUBBI HE COCTaBISIOT HEKOEro KOMIO3UIIMOHHOTO (hopmara. OHuU
MOTYT OBITh HA0OPOM ONOPHBIX MOHATHI: pyKa CO CTUIMAaTOM, yXO, KECT, B3I, KOTOpbIE
cKopee oOpalllaloT K 3HAHUIO TEKCTa WM KaKOH-TO XOPOIIO M JaBHO W3BECTHON TpaIuIIM-
OHHOM coJlep>KaTeIbHOCTH U 00psioBocTH. OHHU ABIAIOTCS (PUTypaTUBHOM aOcTpakuueil co
CBOWM BBIPA3UTEIBHBIM KOJOPUTOM U (POPMAMHU.

TpaguMOHHO BU3aHTHUICKAs M IPEBHEPYCCKas MKOHBI IIOHMMAOTCA KaK CHMBOJIMYE-
ckue (peHomMeHbl. CTUIINCTUKY UX UKOHHOTO 00pa3a UCKYCCTBOBEbl CTAPAIOTCS MOHATHITHO
HE onpeaciaTh. J[eHCTBUTENBHO, 3a CIOXKHOCTBIO KaHOHWYECKUX IMPaBUI U Pa3IudHUsIMU
XyZ0KECTBEHHBIX IIKOJI «CTUJIB» BpoJe ObI Belllb HE cyliecTBeHHas. Ha camom nene BHYT-
PEHHE KX/l 3HAeT, 0 YeM MJIET pedb: TaM, 1€ KOHYAEeTCs «reOMEeTpUYeCKUi abcTpak-
LIMOHU3M», TaM KOHYAETCS M MKOHA W HAUMHAETCS PEJIMIMO3HAas CaKpajibHasl >KUBOIKUCH.
Cob6cTBeHHO KoauUKaIis PyCCKOM MKOHOIMCH BO BTOpo# mojioBuHe X VI Beka 3akpenmiia
UMEHHO CTHJIUCTHKY «T'€OMETPHUYECKOro a0CTpaKIHMOHH3Ma», HE Ha0Op KAHOHMYECKHX
CIOXKETOB.

B HavanbHOM mpuOMMKEHHH K OeNOpyCCKOM apXxanyecKod MKOHE sl MOo3BOoIMia cebe
MaKapOHM3M: Ha3BaJla €€ «IIPUMUTHUBOM». DTO BIIOJHE YCTOSABIIUMNCSA TEPMHUH B UCTOPUHU
UCKycCTBa. bosee Toro, 3amagHoeBpoNneicKOMy M pyCCKOMY IPUMMTHBY HOCBSILEHO J10C-
TaTOYHO MHOTO OJIECTSIIMX COYMHEHWW BBIIAIOIIMXCS HUCTOPUKOB HCKyccTBa [24, c. 6].
[IpumMuTHB IIpeanonaraeT OTCTYIUIEHHE OT YTBEPAMBIIMXCS C 3110XU Bo3poxkaeHus akajie-
MUYECKUX TPaBUI UCKycCTBa. lIpaBuia e CBA3aHbBI ¢ NMOAPAKAHUEM JIECHCTBUTEIBHOCTH,
ee BOCIIPOM3BeeHUEM(«imago») B HEKOM HOBOM MOpSAKE, KOTOPHIH BIepBble AbOepTH B
XV Beke Ha3zBas1 koMmmo3uiei [7, c. 35-49].

benopycckuil UKOHHBIN IIPUMUTUB TAKXKE CYIIECTBYET U MOXKET PACCMATPUBATBLCS Kak
oco0oe sBneHue. Ho BOT apxandeckas HKOHAa — HEUTO JIPyroe.
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Ecnu uckaTh ee Hayano U UCTOK, TO OIMKE BCEro OHA K paHHEXPUCTHAHCKOW JKUBOIH-
CH, ¥, Ha HAIll B3TJIS/I, MOKET OBITh MOHSTA KaK €Ile OJWH IyTh M BapUaHT Pa3BUTHS CHM-
BOJINYECKOI 00pa3HOCTH, MIAHUPYEMOH eIlle PAaHHEBHU3aHTHUICKUMU OOTOCIOBaMHU.

Juonuncuit Apeonarut (B V—VI Beke) MOCBATUI CHUMBOJIY CHELMAIbHOE COUYMHEHUE
«CumBonnueckoe 6orocioBuey. [locnenoBarenu 3TOro «poaoHa4ambHUKa 00TOCITyKeOHOM
cumBonukn» Moann Jlamackun u Makcum McnoBegnuk(VI-VII BB.) BooOme mucaiu o
BO3MOKHOCTH CUMBOJIMYECKOU «HAPOJIHON UKOHBI» 2,

Jlo Hamux aHel «CuMBOJIMYECKOE OOTrOCIIOBUE) IOILIO B KPAaTKOM H3JI0)KEHUU CaMOT0
aBTOpa, U3BECTHOM Kak «JleBsitoe mocnanue k Tuty Mepapxy /[unonucust Apeomaruray.
Makcum VcrioBeTHUK KOMMEHTHPOBAJI 3TO MOCIAHUE.

Jns Inonucuss Apeonarutra €CTh TAMHCTBA WM «HEHAYyYHMMBbIE€ TaHOBOJCTBa», KOTO-
pbl€ OTKPBIBAIOTCS TOJBKO CHMBOJIAMH M 00 3TOM MOXKET MJITU PeYb B MUCTUYECKOM OOro-
CJIIOBUU. A €CTh «HCTHHBI TOBOPUMOT0», KOTOPHIM MOKHO HAY4HTb, U AJIS 3TOTO (HUI0CO-
¢bus, kak oH mHUIeT «(pUIoco(cKoe U aroIUKTUIECKOe», TO €CTh Jormdeckoe [8, c. 257].
U3 sToro cnenyeT nBa Buaa nzoOpaxkenuit. K meppoMy MUCTHYECKOMY U OTHOCHUTCS MKOHA.

Jns punocodekoro «yOexaeHus» U «HaydaHUs» MPHUrojaHa Joruka. «Haydanme» o0-
paiaercst K 4yBcTBaM. MUCTHYECKOE «TaiiHOBOJICTBOY, COCIMHEHHOE C MKOHHBIM 00pa3oM,
IIPOTUBOMOJIOXKHO «HAYYaHHIO» U BOCIPUHUMAETCS «HEAETUMBIM IeNbIM». UTO 3TO Takoe,
HU [/luonucuii, Hu Makcum VMcnoBennuk He onucbiBatoT. B komMmenTapun Makcum Hcmno-
BEJHHUK TOJIBKO YTOYHSIET: «OHO MOXET MPOHM3BOJIUTH HEKOTOpOE HEsBHOE 3((EeKTUBHOE
00KEeCTBEHHOE JIEHCTBUE, KAKOBOE YTBEPKAAET U KaK Obl OCHOBBIBAET BO XPHUCTE CIOCOO-
Hbl€ K BUJCHHIO TAMHCTBEHHOI'O CO3€pLATEIbHbIEC TYIIU MOCPEACTBOM MHUCTUYECKHUX, WIH
CUMBOJIMYECKHX 3arajiok...» [8, c. 257].

B cocTosiHME CHMBOJIMYECKOTO «TafHOBOJICTBAY MPOU3BEICHIE KaK OBl JO KOHIIA Yero-
TO HE BBITOBAapPHUBAET, OCTAETCS YHUIMOM-3araIkoi, OTChUIAIONIEH K HEBOCIIPOU3BOAUMOMY
MUpY, KaKk Obl COXpaHseT BEYHOE BOMpOIlIaHue, kKak nucan {uonucuit Apeonarur, — «3ara-
JIbIBAHUE.

3aranka-sHATMa M €CTh LIEHTpalbHas MpoldiieMa apxamdeckoro obpasa. IlposiBrenue
HSHUTMATUYECKOTO COCTOSIHUS M COCTABIISIET, HA HaIll B3IIIAM, O1H30CTh (DEHOMEHOB apXau-
YecKOW MKOHBI M aBaHTapna. Tak, Mapk Lllaran mis pasraaku oOpamiaercst K OuOIeiickum
TEeKCTaMm, a, HarpuMep, Kazumup ManeBuu, Kak MOKa3bIBalOT COBPEMEHHbBIE UCTOPUKH HC-
KyCCTBa, oOpariaercs K kKHuram ¢pusukoB Maxa u ABeHapuyca.

3arajgka B CTPYKTyp€ CHUMBOJIMYECKOTO — JABHUIIHUN MpPEIMET UCCIEIO0BAHUM, O HEl
nucanu B cBsizu ¢ OorocinoBuem Jluonucus Apeomnaruta B.Jlocckumii [12, c. 107-122;
266-270], II. Munun [15, c. 349-357], I'. ®noposckuii [20, c. 95-117], A. bpunuantos
[4, c. 142-178], C. ABepunues [1, c. 129—-149], B. beiukos [2, ¢. 93-96], B cBs3U ¢ y4eHU-
eMm Makcuma Mcnosennnka C. Enudanosuu [9], B. XKusos [10, ¢. 15-39].

C. ABepHHILIEB O CYIIHOCTH 3araJIku anopaTHyecKoro CUMBOJIa pa3MBILIUISI Ha IPUMe-
p€ PaHHEBU3aHTUMCKOW JTUTEPATYphl. Y UCHBIH BHUIET B 3arajke (B (POJBLKIOPHOM CMBICIIE)
KyJIbTypPHO-UCTOPUYECKUM  apXETUIl  BM3AaHTUUCKOro  MbluuieHusd. [lo  MHeHuio
C. ABepuHIIEBa, 3arajika SIBJISE€TCS MPUEMOM CO3HATEJIBHOTO 3alyTHIBAHUS M OTPULAHUSA,
CTAaHOBUTCS BBIPAKEHHEM HE MPOCTO HOBOTO, a apXaWdeCKoro MNepBOOBITHO-HAUBHOTIO:
«OHA HE CO3JaeT HAIJISAHOCTh, & CKOPEE YMBIIUICHHO PA3PYILIAET €€», «TOJIBKO OCHapH-

2 [Ipen. Makcum Hcmoenuuk B «MucTarorum» ykasail Ha Mepy NPHHATHS UCTHHBI COOOPa3HO CIoco0-
HOCTH Ka)K0TO, IIPU 3TOM Pa3HHUNA «KOJIMYECTBA» yNPa3THsIIACh, MOCKOIbKY B0O)XEeCTBO BBIIIE BCAKOIO pas-
JIEJIEHNsI, UICTHHA COXPaHsAET LIEHHOCTh BO BCSKON Mepe, MOCKOJIBKY UCXOAMT OT bora, KoTopslii «cMmsryas u
yMepsisL...pa3iuuusi, BO3BOAUT UX (Cymux) y eanHcTBy ¢ Coboii». B cBsizu ¢ M300pa3uTebHBIM HCKYCCTBOM
clegyeT yKa3aTh Ha HapoJHble (YHIpPOILEHHBIE), TO €CTh NPUMHUTHUBHBIE IIPUMEPH MKOHOMUCAHUS , KOTOPBIE
MOT'YT BO3BOJUTH YM K HCTHHHBIM I1€pBO0Opa3aM, aBasi KayKIOMy 110 MEpEe «IIPHHSTHS UCTUHBDY. DTHUM IICH-
HBIM 3ameuanueM 5 oOsi3aHa T. 3aBepikenen, xoropas B 2001 r. 3ammTuna aumiom: «O6pa3 boromarepu
Opurntpun Cmonenckoir XVI Bekay (Hayd. pyk. P.I'. [Tamko) B Teomornueckom nHeruryte bemopycckoro
TOCYIapCTBEHHOTO YHHUBEPCUTETA.
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BaloIlle APYT ApyTa ClIoBa, TOJHKO MPOTHBOOOPCTBYIOIINE APYT IpYyry MeTadophl co3aa-
10T, TaK CKa3aTh, CUWJIOBOE I10JI€, KOCBEHHO MOPOXK/AOIIEE B YME YUTATENS HY>KHbII CMBICTT
WM HYXHBIH 00pa3», «3TO acColMalis He 0 CMEKHOCTH, 3TO aCCOLMUPOBAHHE 110 MTPOTH-
BonostoxHoCcTH» [1, ¢. 137, 139, 140]. Ina C. ABepuHIieBa 3TO «camasi TOCJIEIHSISI, CBEPX-
LUMBWIA3ALMOHHAS CTAausl THICSYEJIETHUX IyTEH.., €€ MPUXOJ K CBOEMY KOHIYy, K CBOEMY
npeneny — JoBeaeHue cedst camoit 10 abcypaa. Ho oHOBpeMeHHO 3TO ee BO3BpaT K CBO-
€My UCTOKY M Hayally, K CBO€H MepBOHAYAIbHON HAUBHOCTU U HEBUHHOCTH, K CAaMOMY TIEp-
BOOBITHOMY W TEPBO3JAHHOMY, YTO TOJBKO MOXET OBbITh, K MOITHKE IHHUTMBI-3aTaKN»»
[1, c. 138-140].

B »T0i1 TOuKe Hyns («zero») — KOHILIa M Hadajla — pOKJIaeTCsl HOBOE B MCKYCCTBE aBaH-
rapJia v posBIIAETCS TTyOUHHO-UCTUHHOE B apXandecKoil HKOHE.

B wuxone wn3 JlateiroBa mnepBoil monoBuHel XVIII Beka «PoxnaectBo XpuctoBo»
[11, umn. 97; 5, c. 83-86; 18, c. 72—76] obunue pazHOOOpA3HBIX JAeTajeil TPyAHO CBECTU K
OJTHOMY LIEJIOMY B CHJIy MIX MPOTHBOPEYHMBOCTH, KaK ObI CKa3ajdy CHEIHAINCTHI 0 CUMBO-
JUKe ¥ UKOHOrpaduu — aHTHHOMUYHOCTH. [lepen HaMu Kakue-TO KUBOTHBIE Ha TIEpeTHEM
mnane. Tyt u Oonpinue mo pasmepy uzoOpaxkenus boromarepu u Mocuda. INocnennuii
CTOUT C TMOCOXOM U MOAHSI PyKy B OJarocioBisionieM xkecte, a boromareps Bpoae Kak
oryckaercst Ha KosieHd. TyT u apxanren Muxau, pacroyio)KeHHBIN HaJl BceMU Ha 00Jake ¢
MEYOM B pyKe, TYT U HeKas BOChbMuUIydeBas ¢opMa, U JIECEHKON CTosAIue Tpu (GUTYPHI B
MUTpPaX-KOPOHaX, U KaKoe-TO HEOOJbILIOE CYIIECTBO B OBaJI€ HaJ KUBOTHBIMH, U KaKas-TO
JIOMHUHa-XWKWHA CIIpaBa.

Ecnu MBI ipu BceM HalieM 3HAHWHM WKOHOTpAapUUECKUX JEeTajeid MOMbITaeMCs CBSI3aTh
BCE YBHJICHHOE Ha 3TOW MKOHE OOIIKMM CMBICIIOM, TO BCE PAaBHO OCTAHETCS HEKOTOPOE KO-
JINYECTBO TAMHBIX W JO KOHLA HE pa3raJlaHHbIX Aertanel. [lepen HaMu NEMCTBUTENIBHO He-
Kas TaliHa, 3arajika, OnpeIeJICHHOE 3aIlyThIBAHNUE, HAUMHAIOIIEE IIPOLIECC BBIICIEHUS I€Ta-
Jed nus OTraaku. [ MCTOPUKOB MCKYCCTBA 3TO HE TOJIBKO TalHA CMBICIIA, HO U TalHA
ukoHorpadguu. Hampumep, nsoOpakeHue apxanrena Muxauia, 0 KOTOPOM B KaHOHHYE-
ckoM TekcTe EBanrenus He cooOmiaeTcsi, HO U3BECTHO U3 IPEBHUX PYKOIMCHBIX U300pake-
Huil XIV Beka B raJMIKO-BOJILIHCKMX MaHyckpunrax [18, c. 72-76]. O Budueemckoit
3Be37le, KOTOpas MpUBeJia NAaCTyXOB U BOJIXBOB M OCBSITHWJIA MECTO MpeObIBaHUS XpHUCTA, B
TakoM ee rpaduueckoM BapHaHTE HE M3BECTHO. A Majarollas Ha KOJIEHU Mepe] CBOMM
MJaJIeHLeM-CbIHOM boromareps — 310 yke U3 BUACHUN cBATON bpuruttsl [22, c. 483—484],
0 KOTOPBIX SIBHO MOTJTIU HE 3HaTh BUTeOckue (u3 JlatbiroBa) 6oromassl. COOCTBEHHO, COO-
paHMe BMecTe BCEX ITHMX JeTalei Kak Obl «3arajplBacT 3arajiky» pokaeHus Crnacurens,
IIPH ATOM 3aCTaBIIsAS BUACTh «HEMOA00HOe moaooue» PoxkaecTBa XpucroBa, HO OTKphIBae-
MOTO HaM KaK HETIOCTHKMMO TITyOoKasi TaifHa (IHUTMa-3arajika) €BaHreIbCKOTO COOBITHSI.

Eme nnrepecuee suurmbl nkoH « Tpouna HoBozasetHas» u «bor Oren « [16, ¢. 126, 140].

B uxone, nzobpaxaromieit bora OTna B OKpy>XeHUH aHTeJIOB, BO3HUKAET 3arajika MHO-
TOCJIOKHOTO aKTa TBOPEHUS, O KOTOPOM MJET peub B NEpBOM riaBe KHUTH beitus. To, 4to
MbI BUJIUM Ha TOJIOTHE, YAMBUTENBHO: JIJAKOHUYHO U B TO K€ BpeMs CIOXHO. [/[Ba cHHHX
JIeJIeHUs: TOIyOOl BBEPXY M MCCHUHSA-YEpPHBIM BHU3Y. MexX1y HUMH, 3aHUMasl NIEPIeHIUKY-
JISIPHOE TI0JIOKEHUE, OTHOCUTENBHO 3TOM IUIOCKOM BEPTUKAIM MOAHITO KPacHOE MOJOTHHU-
mie. Yto 3t0? 3aramka paspemaercs crpokamu 1 riaBel beitus: «M ckazan bor: ma Oynger
TBEpAb NIOCPEAM BOJBI, M Ja OTIAEIUT OHA BOAY OT BoAbl. M co3nan bor TBepap; u otaennn
BOJly, KOTOpasi HaJl TBEP/bIO, OT BOJIbI, KOTOpas Hajd TBepabto. M ctano tak. M nHazan bor
TBepIb HeOoM. U ObL1 Beuep, 1 ObUIO yTpO: JieHb BTopoi» [beIT.1:6-8]. CobcTBeHHO, ecnu
XOTHUTE, 5 TAKOTO YAAUYHOTO M300pa3UTEIHLHOIO OTBETA HA 3araJKy TBOPEHHUS HE Mpe/nosa-
rana Haitu. [locMoTpuTe, BOSHUKAET MPOCTPAHCTBO TBEPAU KpacHOTo HeOa B CBOMX Te€0-
METPUYECKUX NapaMETPax U 3T MAPAMETPbl HOCAT COBEPIIEHHO MEPBO3/IaHHBIN XapaKTep.

BoT Te nmepBOOCHOBBI MHpa, KBapaTUKU WM KUPINUYUKH BcerneHHOH, KoTopble OyneT
nckatb Kasumup ManeBuu B CBOMX CylpeMax, B CBOEM JKEJIAHWW HAWTH U BBIPA3UTh IEp-
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BO3JIEMEHTBI MHUPOBOI'O MPOCTPAaHCTBA. BOT oHM aTombl, coOpaHHbIe 00KECTBEHHOHN BOJIEH
B [IEPBUYHBIE (POPMBI.

OHurMa-3arajka crajia oOpasHoil ocHOBOM jkuBonucu kak Illarana, Tak u ManeBuua.
B mepBoM ciyuyae 3TO W3BEAECHHE-BOCCO3/IaHUE JETajlei, 4acTO B3aMMHO OTPULIAIOLIUX
JIpyT Apyra, JalolMX UHTEpIpeTaTopaM JOBOJIBHO IIMPOKOE MOJIE AeATeNbHOCTH. OTHOCH-
TeNbHO ke MaseBuya, HalpoOTUB TOT JJAKOHU3M, KOTOPBIM Kak Obl CBOpauMBAET 3arajky B
TOUYKY yKa3aHHs CIIPATAaHHON MCTHHBI, KaK CIpsiTaHa B CKa304HOM siine »ku3Hb Komies bec-
CMEpTHOro. benopyccknid apxanyecKuii TPUMUTHB CTPEMUTCS. K HEKOEH TOTAJIBHOW MOHY-
MEHTAJIBHOCTH, B KOTOPOM TeéMa NPOYMTHIBAETCS KaK CyMMa 3HAKOB M KOJOB, IO3BOJISIO-
IIUX CKOpee BOCCO3/1aBaTh BHYTPEHHHUI TEKCT, YEM IMPOCTO JFOOOBATHCS MPOU3BEICHHEM.
C TOYKM 3peHMs] XpPUCTMAHCKOM JOrMaTHUKHU, 3TO OOJiee TOUHBIM M MpaBWIBHBIA MOAXO,
HEXeN ACTeTU3alus oopasa, MpUIIEIasi B UICKyCCTBO ¢ 3noxoi Bo3poxknenus, u npen-
HoJIararomias HaclaXaeHue caMoi MaHepoi U (popMoil HaNMCaHHOTO KMBOIMCHOTO TBOPE-
Hus [3, ¢. 509-538].

B nr060it ukone (1 Tem Oomee, B apxanueckoi) AeiicTBre HE MOKHO 00JagaTh Happa-
1uel, TO €CTh Pa3MBILUIEHHEM O BPEMEHHOM IOCIEI0BaTENbHOCTH, BPEMS JOJKHO OBITH
cKaTo B BEYHOCTh. B paborax M. [llarana, Hanpumep, B ero «bemnom Pacnsatum» 1938 roxa,
KoTopoe aHanmm3upoBana npodeccop Mepycanmmckoro YuuBepcurera Mupa dpuaman B
CBSI3U C MKOHHBIMM aHAJOTHUAMHM B TBOPYECTBE XYAOXKHUKA [25, c. 96], B CUMYJIbTaHHOU
KOMITO3UITUN BpeMs Kak Obl MCU€3aeT, XOTA Ha MOBEPXHOCTH BOKPYT KpecTa pa3dpocaHo
MHOXECTBO pPa3HOOOpa3HbIX CLEH: UX CJIOXEHHE HEBO3MOXKHO MPOBECTH B HAppaTUBHOU
MOCJIEI0BATENBHOCTH, 3TO SHUIMAaTUYECKUN BBIXOJ B MPOCTPAHCTBO BEYHOCTH. OTBET MO-
KeT OBbITh U3BECTEH XYJI0’)KHUKY, HO HUKOTJa IOCTOPOHHEMY, IOTOMY YTO KOMIO3HLIUS HE
BbIJIEJISIET TJIABHOTO U HE OMpENENseT MOopsSAKa COEIUHEHUS 3JEMEHTOB U clieH. Kaxblii
MOJKET apTUKYJIMPOBaTh COACPKAHUE C HYKHBIMU €My aKIIEHTaMHU. Y pOBHEH MHTEpHpeTa-
LIUU MOXET OBbITh TOBOJBLHO MHOTO.

S He MoOKa3ana NpsIMBIX UKOHOTpapHUECKUX KyIHIop OEI0pyCCKOM MKOHHOHM apXauku B
pou3BeeHusAX aBaHrapaa. Ho HecMoTpsi Ha 3TO, IPUYUH COMHEBATHCSI B TAKUX CBA3SIX Y
Hac HeT. DTO SABJIECHUS HE TOJILKO UKOHOTpapHUuecKoro noao0us, HO 4To ropas3ao BaxkHee, —
HEKOETr0 MUPOBO3PEHUYECKHU-MEHTAIBHOTO XapaKTepa.

B 3axmrouenue couuiemes enie pas Ha Mupy ®puzamMaH, KOTopas, IOCJI€ MHOTHX CTpa-
HUI[ [EpPEUnCIsIEMbIX COBMAJEHUN Hamucana: «Mbl HE MOXeM YOeaUTbcs TOYHO, YTO
MMEHHO Ha3BaHHbIC HAMU IPUMUTHUBHBIE UKOHBI BUael [llaran, u 4To KIMEHHO OHU NIPUCYT-
CTBOBAJIM B €r0 MBICIIEHHOM B30pe€, Korjga oH nucaji. OJHaKo TBOPWII JIM OH OT HPSIMOTO
BII€YATJIEHUS, OT KOIIUYU WJIU 10 NaMATH, B ero paboTax, 6€3 COMHEHHMs, OH IPOABUTAJICS IO
CTOIIaM IPUMUTHUBHOIO UCKycCTBa» [25, c. 97]. Byaem nymats, 4TO 3TO CIIPaBEAIUBO U JUIsS
JIPYTUX aBaHTApAHBIX XyI0KHUKOB.
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«®UNOCOPUA LUBETA» BEJNIOPYCCKUX KUBOIMNUNCLIEB
XX BEKA: ®OPMA CTAHKOBOW KAPTUHBbI
B TPAHCNAULUWN U3OBPA3UTEJIbHbIMUA
N BbIPASUTENIbHbIMA ®YHKUUAMU LIBETA

. NlopeBa

Kadpeapa mckyccTs

"ocyaapCTBEHHOro MHCTUTYTA yNpaBneHns U coupnanbHbIX TEXHOMNOMMM
Benopycckoro rocygapctseHHoro yHusepcuteta (MuHck)

eJI0pycCcKas CTAHKOBAsI )KUBOMUCHh XX BEKa SABIIAETCS NMPOLYKTOM Pa3BEPHYTOro OC-

MBICJICHUS] XYJOKHUKAMU XYJI0’KECTBEHHO-BBIPA3UTENIBHBIX BO3MOXHOCTEH 3TOrO

BHJIa UCKYCCTBA, @ MX *XUBOIIHUCHBIM ONBIT OCHOBBIBAJICS HA HACJIEIOBaHUM U IEpe-
OCMBICIICHUH TPaJuLil MUPOBOI'O MUCKYCCTBA, MEPEHATHIX U TOOBITBIX CEKpPEeTax *KMBOIHC-
HOI'O0 MacTepcTBa, HOBATOPCKUX KOJIOPUCTHUYECKUX mouckax. IIpobrema nsera u ¢opmsl
ABIseTCd (PyHIAMEHTAIBHON MPH MCCIEIOBAaHUU JKUBOIKCH, TaK KaK IMO3BOJISIET YSCHHUTH
CYILTHOCTh M XapakTep (heHOMeHa )KUBOIHCH Yepe3 BBICBETIICHUE €r0 BHYTPEHHEH CTPYKTY-
pBl, a JUIs TIOHUMAaHUS POJIM U MECTa I[BETa B OeIoOpycCKoi xuBonmucH XX Beka OHa Mpe-
CTaBIIsieT co0O0M MPOCTO KpaeyroibHbIM KaMeHb, TaK Kak OElOpyCcCKOe CTAaHKOBOE >KHUBO-
MUCHOE NMpou3BeeHHE B XX BeKe MOXKET KaK BKIII0YaTh, TAK U UCKIIIOYATh MPUMAT U300pa-
3UTEJILHOTO Hayalsla, U3 Yero CJieayeT, YTo OelopycCKUM >KuBomuciaM XX BeKa CBOMCT-
BEHHO Pa3BETBIEHHOE OHUMaHHE XYJ0KECTBEHHOU (DOpMBL. DTO J1enaeT HempueMiIeMoil B
JAHHOM CJIy4ae pacIpOCTPaHEHHYIO TPAKTOBKY OTHOIIEHUS LIBeTa U (OpMBI B BHJIE AHTH-
TEe3bI IBETa U 00BEeMHON (OPMBI H300pakaeMoro npeamera [2, ¢. 52], To ecTh MBI HE MO-
KEeM TOHMMaTh (OpMYy E€IMHCTBEHHO KaK TMPOAYKT pErnpe3eHTaluud OOBEMHO-
MPOCTPAHCTBEHHBIX XapaKTEPUCTHK U300pakaeMoro 00beKTa Ha MI0ocKocTu. bonee rudkuii
u nuddepeHnnpoBaHHbBII MOAXO K MpobiieMe 1BeTa U (GopMbl Kak K paBHOIIPABHBIM CpeJi-
CTBaM U300pa3UTENHHOTO UCKYCCTBA NpeioxkeH JI. MuponoBoii [6, c. 135-131]. [TonbiTku
YIIOKUTH JKUBOIHCH B JIOXKE» CXEMBbI (popMa — COJEPKAHUE — CMBICT IPEANPUHUMAINCH
uckycctBoenamu J. [lanodceku [7, c. 44-47], X. 3enpamaepom [3, c. 45-52], b. Ycnen-
cKkuM [9, c. 232-238] B KOHTEKCTE pEIIaeMbIX MU MCKYCCTBOBEIUECKHX 3a/1a4. 3a OCHOBY
OCBEIIICHUS MPOOJIEMBI I[BETa M (OPMBI OEITOPYCCKON CTAaHKOBOW KUBOMHCH XX BEKa MBI
npejiaraeM B3sATh CEMHUOTHYECKUN TTOAXO] K BBIACICHHUIO (DOPMBI, COACPIKAHUS U CMBICIIA
KapTUHBI, BBIABUHYTHIM J. [laHO(CcKM Kak Hanbosee yHUBEpCAIbHBIM, U CAMOCTOATEIHHO
JIOTIOJIHUTD €T0 OIPENEJICHUEM POJIU U MECTa LIBETa B 3TOM CTPYKType Tak, KaKk 3TO MOHHU-
MaeTcs 0eJIopyCCKUMHU Xy A0KHUKAMHU-KUBOIIHCIIAMHU BTOPOM MOJIOBUHBI X X BEKa.

B3sB 32 0CHOBY 3TOT MOJX0/, HEOOXOJUMO MCXOJUTHh M3 TOr0, 4To (hopMa CTAaHKOBOM
KapTHUHBI, UCKIIIOYEHHAs: U3 c(epbl WIeabHOIO, BCErJla O/HA: 3TO pacKpallleHHbIN MpsMO-
YTOJIBHUK WM oBajl. M3 3TOoro cienyer, 4To Xyno)KeCTBEHHas (pOopMa CTaHKOBOW KAapTHHBI
ujcaibHa M0 ONPEAETICHNIO, TaK KaK MPEAINoaraeT Uil CBOEro MOCTUKEHUS CIIOKHBIN IICHU-
XMUYECKUH MPOLECC M0 MEPEBEACHUIO MIIOCKOCTHBIX MATEH KPAacK B KaU€CTBEHHO MHOM WH-
dopmanmoHHbIi pa3psan. Kaxnapiii n300pa3suTenbHblil 2eMeHT (MSATHO, JIMHUS U TOYKA) Mpe-
00pa3yroTcsi B YEJIOBEYECKOM CO3HAHUHM B M300pa3UTEIBHBIA CHUMBOJI, OOJAJArONIMA caMo-
CTOSATEJIbHBIM OOPa3HbIM 3HAYEHHEM U aleJUITMPYIOMINN K MPaKTHUECKOMY WM UICATbHOMY
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OIIBITY YEJIOBEUECKOW >KM3HM. Ha sTane mocTMKEeHUs «IEpBUYHOIO» WM «HATYPaIbHOIO»
CIOXeTa KapTuHbI [7, ¢. 45—47] dhopma onpenenser conepkanue padoThl U SBISIETCS ¢ HUM
HEJCTMMBIM 1IEIbIM. ACIIEKT CUTYalIMOHHOW B3aUMOCBSI3U («BTOPUYHBIA CIOXKET)), KOTOPBIN
3pUTEIb HAYMHACT YJIABJIMBAaTh HA OCHOBE «IIEPBUYHOIO» CIO’KETA, MBI OTHOCUM K KaTETOPUH
coaepkaHus. Mbl IojaraeM, 4To HOCUTENEM XYJI0KECTBEHHOW (POPMBI B )KUBOIIUCH SIBJISET-
Csl LIBET, TaK KaK UM MCUEPIBIBAIOTCS €€ N300pa3uTEIbHbIE U BBIPA3UTEIbHBIE BO3MOKHOCTH.
Takum 00pa3om, IBETOM Kak M300pa3UTENbHBIM CPEICTBOM, TPAHCIUPYETCs M300pa3uTeib-
Hasl U BbIpa3uTeNbHask (POPMbI KAPTUHBI, TO €CTh €€ «IEPBUYHBII» («ECTECTBEHHBIN)) CIOKET,
KOTOpBIN pazfensiercss Ha «pakrtuueckuit» [7, c. 45] (mpocteie GopMbl ONpeaeIeHHbIX KOH-
burypanuii, THHUIA U TOUYKH) U «BBIPA3UTENBHBIIN [7, C. 45] crokeT (3HaAUSHHSI 3TUX YUCTHIX
¢bopM, HISCHTU(PHULIMPOBAHHBIE Ha OCHOBE INPEIIECTBYIOIETr0 OmbITa). J[pyruMu cioBamy,
n300pa3zuTenbHble (PYHKIMU IBETA BBIIOIHSIOT: BO-TIEPBBIX, POJIb CUHTAKCUYECKOW KOMIIO-
3UIMOHHOM OpraHM3alMi KapTUHHOM MOBEPXHOCTH; BO-BTOPBIX, PEHNPE3EHTALNI0 OOBEKTOB
NPeAMETHOT0O MHpa W MbICIMMBIX (opMm, mnepenaBas UMX KOH(UIypalMd U OOBEMHO-
IIPOCTPAHCTBEHHBIE XaPAKTEPUCTUKH.

B TepMmHax, WIUIIOCTPUPYIOIIUX OCOOCHHOCTH CEMHOTHMYECKOH  MapajurMsl,
b. Ycnenckuil Ha3bpiBaeT «(pakTHUECKHID» CIOXKET KapTHUHBI «M300pa3UTENbHON (OpMOii»
[9, c. 232-238], a «BBIPA3UTENBHBII CIOKET — «BBIPA3UTENBHOM hopMoit» [9, c. 232-238],
HO B KJIIOUE PEATIbHOM XYJOKECTBEHHOW HArpy3KH 3TUX CIO’KETOB BO MHOTUX IPOM3BEICHU-
X OeNopycCKOi CTaHKOBOM >KMBONHMCH XX BeKa CIEAyeT MOMEHATh 3TH Ae(UHHULIUN MecTa-
MH, TaK KaK MMEHHO Ha 3Tare KOMIOHOBaHMS MPOCTHIX (JOpM, IBETOBBIX MATEH U JMHUM,
pa3HBIX MO MacmITady, KOHPUTYpaIH, IIaCTUKE, ABIKEHUIO, OETOPYCCKUE «CTAHKOBHCTHDY
CTPEMSATCS 3aJI0KUTh HM3HAYAJIbHYIO (OPMAIbHYIO BBIPAa3UTEIbHOCTh Mpou3BeaeHuil. Ha-
npumep, B kaptuHe M. Casurkoro «Ilone» (1974 r.) nBa MacIITaGHBIX KEITHIX TPEYTOJIb-
HUKA, CUMBOJIM3UPYIOIIUX [IPOCTPAHCTBO KUTHETO MOJIsL, TIOJAHbI B BUAE KYyJIUC B IIPAaBOM U
JeBO yacTax xoicrta. LleHTp B3auMOAENHCTBUS STUX IMHAMUYHBIX TI0 KOH(UTYpaIy U 1Be-
Ty GUryp HaXOIUTCS HA LEHTPAIbHOIN ocu mosoTHA. [IOCKONBKY 3TH JBE «pe3KHe KpPacKu B
ocTpokoHeuHOH (hopme» [4, c. 48] cTanKMBAIOTCS CBOMMHU «CHJIOBBIMH TIOJSIMH» B IICHTpPE
paboThl, OHHU MEPeAaloT KapTUHE BCIO CHIIy CBoero koH¢umkra. Cienyrounmii (opMaabHbIH
IpUeM, HaIpaBJICHHBIA Ha MOJIPHIB CTATHYECKOTO PaBHOBECHS U POBOLMPYIOUINN (PU3HOIIO-
TMYECKU THUCKOM(OPT, — 3TO YepHasi TOPU3OHTANIbHAS TIOJIOCcKa (Hebo) BBepXy xoucta. UH-
Tepec OENOPYCCKUX XYJOKHUKOB K BbIpasUTENbHBIM 3(dexkrtam Ha ypoBHE (aKTUUECKOTO
CIO’KETa KapTUHBI OYEBUJICH, UTO SIBCTBYET U3 cobecenoBanuii ¢ Humu [8]. B nensix uccneno-
BaHMs MbI OyJieM Ha3bIBaTh (PAKTUYECKUI CIOKET BBIPA3UTEIBHOM (POpMOH, a BBIpA3UTEIh-
HBIN CIOXKET — U300pa3uTeabHOM PopMOoil. BTOpHUHBIN CIOKET, MM MOTHBBI, BOCIIPUHIMAC-
MbI€ KaK HOCHTEJIN BTOPUYHBIX CMBICJIOB: 00pa3bl HCTOPUH, ajieropuu 7, ¢. 45—47], MOXHO
OTHECTH LIEJTMKOM K KaTeropuu cojeprkaHusl. MIHTepecHbIM NpeacTaBiseTcs UCIOIb30BaHUE
CHTYaIllMOHHBIX, AJJICTOPHYECKUAX CIOKETOB OENOPYCCKUMH KUBOMUCIIAMHU  (HArpuMmep,
I'. Ckpunanyenko, Bi. TkaueBbIM), HO MX TJ1aBHbBIE KOJOPUCTUUECKUE OTKPBITHUS MPOJIETAIOT,
Ha Halll B3IJIS1/1, B APYTOM 00J1acTH.

B XX Beke uepena 0OMIECTBEHHO 3HAYUMBIX COOBITHI YIDIOTHSETCS U JUTSl O€TI0PYCCKO-
IO MCKYCCTBa BpeMs Kak OyJTO HaYMHAET C)KMMAThCS: €My HaJo ObUIO YCIETh CKa3aTh de-
JIOBEKY CBO€ CJI0BO. [103TOMY JUIsl OCTAaBIEHHOIO B 3TH YCJIOBHSI OEIOPYCCKOTO KMBOIHUC-
11a MIOHUMaHHE COJEP’KAaHUSI €IUHCTBEHHO KaK pa3BEPTHIBAIOIICHCS CUCTEMbl CUTYyallMOH-
HBIX B3aMMOOTHOILIEHUI Ha TOJOTHE Y€ HE ObUIO MCUEPIBIBAIOIIMM. XY/10°KECTBEHHBIN
o0pa3 B KUBOIMCH, 00CTHEHHBII BO3MOYKHOCTSIMH BPEMEHHOT'O Pa3BUTHS BO BCE BPEMEHA,
J0JDKEH OBUT OTJIMTHCS B ellle 0oJiee CHKaThI MICHHBIN CTyCTOK. benopycckue XyaoKHUKA
MIOHMMAJIU, YTO UJEsl, HEBEPOSTHO CIIPECCOBAHHAS BO BPEMEHHU, MOXKET IMMOCTUTaThCS JIHO/Ib-
MU TOJIBKO 3a CUET CHJIbI CBOEM BHYTpEHHEW riyOmHHON cTpatudukanuu. XyI0KeCTBEH-
HBI 00pa3 0eopyCcCKUX KOJIOPUCTOB CTPATU(HUIIMPOBAH, HO HE IUCKPETEH, HE TIOCTUTALT-
cs1 mopuuoHHo. [lepe3arpyXKeHHOCTh X0JICTa OJTHO3HAYHO BOCIPOU3BOJAUMBIMHU BepOaIbHO

33



o0Opa3aMu IpU Heno3arpy3ke BHU3YalbHO MOCTUIAEMBIMH HAESAMU XYAOKHUKH YHUUMKH-
TEJIBbHO Ha3bIBAIOT «JIUTEPATYpIIMHOI». [Ipu 3TOM OHM BBICKA3BIBAIOTCS €lle Oosiee KaTe-
TOPUYHO: «XO04Yellb OBITh XyJ0XKHUKOM — BBIpBH s13b1k» (M. Jlanuur). bemopycckue xu-
BOIIMCIBI BTOPOM MOJIOBUHBI XX BEKa CTPEMATCSA K XYIOKECTBEHHOMY SI3BIKY «TECHOMY
JUISL CIIOB, @ HE JUISL MBICJIEW». AKTyallbHOCTh 3TOr0 MPUHIUIA 11 COBPEMEHHOCTH MOX-
HO TIOHATH Ha ABYX IpUMeEpax, B HAIlEM NPEACTaBICHUHU, COOTBETCTBYIOIIMX HEyAade H
yZAade aBTopa.

Konopur kaptuns! B. ['pombiko «3Be3aHbIx acTp 1BeTeHbe» (1988 r.) 61M30k K Kiaccude-
ckoMmy [6]. Tena m300paXKeHHBIX, COCTABIAIONINE €€ KOMIIO3ULMOHHBIA LIEHTp, BBIIOIHEHBI
HaTYpaJIUCTUYHO, 0€3 MOCATaTeNIbCTB Ha Xy 10’KECTBEHHOE 0000IIEHUEe, 1 TPUBJIEKAIOT BHIMA-
HHE, B IIEPBYIO OYEPE/Ib, K HHIUBHUIYaIbHBIM XapaKTEPUCTUKAM IepOoeB, YTO MPHOJIMKAET H30-
OpaxkeHHe MaTepu M JieTeil K >KaHpoBOH creHe. JleTansiMu, NPHUBIEKAIOIIMMY BHUMAaHUE BO
BTOPYIO OYEPEIb, ABIIIFOTCSA HEOXKUAAHHO TEMHBIN BEPX IOJIOTHA U JIEKAIINN BHU3Y UIPyLIEy-
HBII1 aBTOMAT. DTH JIeTalu HECOTIaCOBaHHBI MEXTy COOOM 10 MPUHLIUITY MOCJIEI0BATEIbHOCTH
BOCIIPHATHSL M JTUCCOHUPYIOT C HAacTpoeHHeM LeHTpa. Ilyrem jormyeckoro comocraBieHUs
AJIEMEHTOB KapTHUHBI MOXHO IOHATh, YTO OHA MOCBsIEHa OOpbOe 3a MUp, HO B MEPBBIA MO-
MEHT OHa IPOU3BOIUT IPOTUBOPEUNBOE U JBOMCTBEHHOE BrieyaiieHne. Kaptuna « Kennmnam
Benukoit OreuectBeHHO# nocpsmmaercsk» (1972 r.) aToro »*e aBropa CTpOro KOMITO3UIIMOHHO
BBICTPOEHA, €€ JpamMaTHYecKuil madoc cpasy ke MepefaeTcsi TPHaaoi KpacHOro, YepHOro u
JKEJITOTO LBETOB. YMECTHBIN JTMPUUECKHI HIOAHC MepesiaH CI0XKHOCTBIO pa3pabOTKH JKENITOTO
1[BeTa, OOraTCTBOM M HEKHOCTBHIO TOHAIBHON HIOAHCHPOBKHM M HACJIOEHUH MHChMa B JKEHCKUX
tenax. Kaxxnoe cpeacTBo MonoTHa BHIIOIHAET OJHOBPEMEHHO HECKOJIBKO Harpy3ok. Tpua-
Jla KPaCHOT'0, YEPHOT'O M JKEJITOTO HE TOJIBKO NEPENAET SMOLMOHAIBHOE HACTPOEHUE, HO U
CO3/1aeT OLIYIICHUE MPOCTPAHCTBEHHOCTH, T.K. M300pa’keHHE BBICTPAUBACTCS €10 B COOT-
BETCTBUM C NPEJCTABICHUIMH O MPOXOXKACHUHM CBETa 4epe3 MyTHYI cpeny [1, c. 292].
[TnaBHBIE TMHUU OOHAXEHHBIX (UTYp KOHTPACTHPYIOT MO IUIACTHKE C KOJIIOYEeH YepHOTOU
OpY>KHsl, YTO BHYLIAE€T MJICI0 O HECOBMECTUMOCTH >KEHILUHBI U BOWHBI €111€ JO CUNTHIBAHUS
«BTOPUYHOT'0» CIOJKETA.

Taxum 006pazom, KpoMe CoAepkKaHUs KaK HAIWYHS KOMIIOHEHTOB U CBOWCTB, B JIYUIIHUX
KOJIOPUCTHUYECKUX 00pa3iax 0enopyccKoil CTaHKOBON KHUBOMUCH XX BEeKa CYIIECTBYET He-
KO€ MJICaIbHOE COJEpKaHKUE, HE BHIBOAMMOE U3 3HAUYEHUM €ro COCTaBIAIOLIUX, @ CaMO OIl-
penensionee 3TH 3HAYEHUS, YTO TOYHO COOTBETCTBYET OOILICYTBEP>KACHHOMY IOHSATHIO
cMbIciIa. MBI mosaraeM, 4To HEBOCIIPOU3BOAMMBIE OJHO3HAYHO BEpOATbHO CMBICIBI CTaH-
KOBOW KapTHHBI TPAHCIUPYIOTCS HETMOCPEACTBEHHO BBIPA3UTEIBHBIMU (PYHKLUSMH IIBETA.
OHM H30JMPOBAHbI COOCTBEHHO BO3JICHCTBHEM I[BETa KaK TAaKOBBIM U BBIPAXKAIOTCS B €rO
CJIIOKHOM KOMILIEKCE BO3JEHCTBUS HA BCE ILIACTHI IICUXMKM M OpraHU3M YeJIOBEKa Kak
NCUX0(PHU3HONIOTUYECKOTO (DaKTOpa, CYITECTHH U (WJIM) 3HAKOBOU cUCTeMbl (MH(Da, apXeTH-
1a, CHMBOJIa, aJUIETOPUH, 00pa3a, accoluanuu u np. [5, c. 15-16]).

Hroru mpoBeneHHBIX coOeceoBaHul C XyA0KHUKAMU [§], a TakKe MHOTOJICTHHM OIBIT
OOIIEHNSI C HUMU T103BOJISIET YTBEPXK/ATh O CYIIECTBOBAHUU Y HUX OOIIEro KOJUIEKTHBHOTO
pErIaMEeHTUPYIOIIEro 3HaHUS O MPUHIUIAX pabOThI C LIBETOM, UCIOJIb3yEMOT0 UMH U Iepe-
JTaBa€MOT'0 MEX/y HUMH KaK M3yCTHas MyJpocTb. biarogapss MUpOBO33pEHUECKOMY MOAXO-
Iy K (OPMHPOBAHUIO STHX MPUHIIMAIIOB, HEIOCTHON CTPYKTYpe M HAJTMYHIO CAMOCTOSTEIb-
HBIX MOHATHUH, 3TO 3HAaHUE MOXET MPETEHJ0BATh HA POJb CBOCOOPA3HOW XYJ10’KECTBEHHOU
JNOKTpUHBL. ECiin KpaTKO 0XapaKTepu3oBaTh 3TO 3HAHHWE, TO MOYKHO CKa3aTh, YTO (hritocod-
CKH€ TIPEJICTABICHUS O KyJIbTYpe [BETa CYyry00 ()yHKIMOHAIBHBI, TaK KaK SBISIOTCS CBOJIOM
KOHIIECTILIMI, HA KOTOPOM 3MKJIETCSI TBOPUECKUI METOJ ’KMBOIKCLIA; OHU IPU3BaHbI B 00pa3-
HOW U AOCTYnHOU (hopMe OOBSICHUTH U JaTh MOYYyBCTBOBATh XYA0KHUKY, YTO HEOOXOAUMO
BUJIETDH 32 SIBJIEHUEM LIBETa JJISl TOrO, YTOObl UM IHUCaTh, U TAaKUM 00pa3oM OOJIETYUTH €ro
TBOPUYECKHE MYKH. DTHU TIPEJICTABICHUS MPUMEHUMBI TOJBKO K c(hepe TBOpYECTBa, OHU CO3-
JTaHbI Xy JI0’KHUKOM JUIs XyA0KHUKA, WU €T0 yYeHHKa.

34



[TpoGnems! punocodCKux MpeaCTaBICHHUN O KyJIbType I[BETa — 3TO MECTO IIBETA B KU3-
HU YeJIoBeKa BOOOIE, B3aMMOOTHOILIEHUSI B CUCTEME XYJIO’)KHUK-LBET U KOHEUHas NpoodJe-
Ma — MeCTO 1IBeTa B KapTHHE.

dunocodckre mpeACTaBICHUS O KyJIbType IIBETa HACKBO3b HJICAIMCTHYHBI, TAKXKE OHU
HEHAYYHBI: 9TO AYXOBHBIE MPEACTABICHUS, IIOATOMY HX OTIMYAET MApPaJOKC OTBICYECHHBIX
MBICJTMMBIX KOHCTPYKLHMI: HECMOTPSI Ha BBICOKYIO a0CTPAKTHOCTh MOHATHH (PHI0COPCKIX
MPEJICTAaBICHU O KyJIbTYpe I[BETa, OHU OCTAIOTCS 0Opa3HbIMH M METAQOPUYHBIMHU U TIPH
BCell CBOCH TyOWHE TOHATHBI JTaxke peOeHKY. 371eCh YMECTHO CpaBHEHHUE C YHCTOM 03ep-
HOM TNaJbi0, KOTOpas MO3BOJISIET OTYETIMBO YBUAETH JHO 03€pa, HO HUKAaK HE OMpPENeIUTh
pealbHOE PacCTOSHUE A0 ATOTO JHA.

WuTepecHbl aHUMUCTHYECKHE W aHATOMUYECKHE aHAJIOTHU, MPUBOAUMBIE XYIOKHUKA-
MU JIJI1 TOTO, YTOOBI JaTh IOYYyBCTBOBaTh 3HAUMMOCTD 1[BE€Ta B KapTUHE [ TBOpua. Kap-
THHA OJYIIEBJICHA CBOMM CO3JIaTENIeM, 3TO — JUTSA XYJOKHUKA, JKUBYIIEE BIIOCIEICTBUU
cBoeil camocrosTenbHol xu3Hbio (H. bymuk). Hanenenne kapTuHbl TeMU UM UHBIMH Ye-
JIOBEUECKMMH KaueCTBAaMU HOCUT WHAMBHIYaNbHBI XapakTep, HO Kak SIBICHHE BCeraa
MIPUCYTCTBYET B CO3HAHUU XYJOXKHUKA. B OTHOIIIEHUHM 1IBETA B MTOJIOTHE CYIIECTBYIOT Bapu-
aHTBI: «IIBET — 3TO YYBCTBA, a PUCYHOK — 3TO paccyaok kaptunbed» (b. KazakoB); «ser —
3TO KpoBb KapTuHbl» (M. JlaHmur), 310 €€ mioTh, 3TO ee cepaie. Kpome TenecHoi HaunH-
KM, KapTuHa o0JafaeT ayxoMm M Aymiol. JlyX KapTUHBI, MO MPEACTABICHUIO OEIOPYCCKUX
KMBOITUCIIEB, CBSA3aH C €€ MaOoCoM M HICHHBIM COJIEpKAHUEM, a TyIla C UHAWBUAYAIbHO-
cThio ee cosaarens. llltamnoBaHHas kapTHHA He UMeeT HU ayxa, HH Aymu (H. bymmwk).
B cBsI3M ¢ M3I10’)KEHHBIM BBIIIE HEOOXOAUMO €IIe Pa3 OrOBOPUTHCS, UTO 3TO HE IMATOJOTH-
yeckue (paHTa3uu XyJ0KHUKA, a ero MpuKiIaaHas «(puiaocodus 1BeTa», TO €CTh OHA yCIIOB-
Ha U [IOMOTAaEeT €My HACTPOUTHCS Ha TBOPUECKUI MPOIIECC, a HE JIENAeT €ro OIVIallleHHbIM B
peaNbHON KU3HU.

O0600muMB BbICKa3bIBaHUsSI OEIOPYCCKUX JKUBOIMCLEB O POJU I[BETa B IPOU3BEIECHUU
CTaHKOBOM >KMBOIMHUCH, MOKHO TIOHATH, KakK (M0 MPEICTaBICHUAM XYA0KHHUKOB) IIBET Opra-
HU3YET XyJA0KECTBEHHYIO ()OPMY KapTHHBI B TOM HJIM HHOM CIIydYae.

L[BeT — mepBO3HaUMMas CUJIa BO3/ICHCTBUS KapTUHBI, OCHOBA €€ MepBooOpasa, NeHCTBU-
TEJIbHBIA HOCUTEJb €€ MPUTATaTeIbHOCTU. byaydun He3aBUCHUMBIM MPUPOAHBIM (AKTOPOM,
I[BET, BCTyNas B CONMPUKOCHOBEHHE C (OpMOil, HEM3OEIKHO TOMKEH ceOsl BO YTO-TO BMe-
CTUTb. J[pyrumMu cioBamu, *HUBOMHCEL, MAHUITYJIUPYSI ¢ HAOOPOM pEaJIbHbIX WIJIM BBIMBIIII-
JeHHBIX (OpM, HAZENSET UX I[BETOM, U CHUJIa 1IBETa YK€ CTAHOBUTCS CHIION M300paXKeHUS.
Jla’xe MOAT HE CKa)KeT MPOCTO «CHHMIT», a TOBOPS «CUHUI Beuepy», OH YK€ YTO-TO M300pa-
xkaeT. TakuM 00pa3oM, «BBIpA3UTh ceOsl yepe3 IBET», HUUEro MpH 3TOM HE U300paxasd,
MO>KHO TOJIBKO B OZEKIE.

«/IBmxenue ectb nBet. Popma — oxJaxkIeHHas «000I04YKa ACHCTBYIOLIETO SApa [[BETa
[10, c. 22] — Takumu cinoBamu P. @anpk XapakTepu3yeT MaCCUBHOE HAa4yallo, 3aJI0’)KEHHOE B
dbopme. HecMoTpst Ha KaXKyIIyrOCcs BTOPUYHOCTH, (hopMa MOKET MOJAUYMHUTH cebe IIBET, a
TaKkXe MOJHOCTBhIO TpaHchopmupoBath ero aedcteue (M. Ilaran «3eneHslii ckpumawy,
1915 r.). IlomunHenure mBeTa UACT Yepe3 JABa IMyTH: Yepe3 MPUOPHUTET PacCyJOUYHOTO, TOBE-
CTBOBATeNIbHOr0 nocrpoeHus komnosuuu (II. Monzapuan), a Takxke 3a C4eT WIUTFO30PHO-
ctu BocrpounsBoguMoit peanpHocTH (b. KazakoB «Mwup nenbka», 1997 r.). Mbl 3ameuaem
CYXOCTb, PacCyJOYHOCTh TAKOH XMBONHUCH. Takue KapTUHBI 00J1a1al0T APYTHMHU IIEHHOCT-
HBIMHM KauyeCcTBaMHU BCJIEJCTBHE CBOEH pernpe3eHTaTUBHOCTU. IlyTh cTpemiieHus K WIUIIO-
30pHOCTH HaunboJiee OMaceH JUIs XyJOXKHHKA, TaK KaK MOXET CBECTH LIBET IMPOCTO K KOH-
cTarauuu ¢akTa ero NPUCyTCTBUS WIH NPEBPATUTh (POPMY B «KpaCUBBII» 3aCTHIBILININ Ma-
MSITHHK caMoii cebe.

PaBHOnpaBHOE coeanHeHKE 1BeTa U (JOPMBI JAaET HAM OIIYIIEHHE TOrO, YTO MBI B IOJI-
HOM CMBICJIE 3TOTO CJIOBA HA3bIBAEM «KHBOIUCHOCTHIO», KOTJa 00pa3, KOMIIO3ULIMOHHBIE
CTPYKTypa U IJIACTHKA, pUTMHUKA MSATEH, Ma30K 00OpeTaioT cedsl B CUITy 3aKOHOB I[BETOBOMU
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BBIPA3UTENHLHOCTH (IIPUMEPOM MOXKET CIIyKMUTh MeH3akHas )KUBOMUCH A. MauIleBCKOro).
OT0 TO, K YeEMY CTPEMUTCS XYJOKHHUK B MOMCKAX CBOEr0 MHAMBHYyaIbHOTO, HETIOBTOPUMO-
ro IIBETOBOTO 53bIKa. B 3TOM cityuae nmpaBoOMepHO rOBOPUTH O CUHTE3€ I[BETA U (POPMBI.

Ho cunTe3 emie He ecTh aOCONMIOTHOE €IUHCTBO, TAK YK€ KAK «Mbl BMECTE» €lIlle He O3Ha-
4aeT «Mbl OJHO Iesoe». M0o ecnu npu aHamu3e OOJIBIIMHCTBA KaPTUH MOYKHO BBIIEIHTH
BBIPA3UTENbHYI0, U300Pa3UTENbHYIO0 1 KOMIIO3UIIMOHHYIO HAarpy3Ku IIBeTa B HUX, €CTh Be-
M B )KMBOIIUCH, B KOTOPBIX 3TOro caenath Henb3s (b. Kasakos «Ilocdaienue matepn»,
1986 r.). Tam, re XyI0KHUK HAacCTOJBKO TITyOOKO NMPOHUKAET B CYIIHOCTb MPEAMETOB U
SIBJIEHUW, UTO Ka)XETCs, HE OTPAXKEHHBIN LIBET, @ caMa CYLIHOCTh BELIEH FOBOPUT caMa 3a
ce0s, U BBIWICHUTh 0003HAYCHHbIE HArpy3KH HE MPEICTaBISETCS BO3MOXKHBIM. DTO U €CTh
TOT Clly4yad, KOrja pasyMm OTCTYNaeT Mepel TaHOM MCKyccTBa. TakMX MpOW3BEICHUHN B
JKUBOMKMCH HeMHOro. HeTpyaHO yBHETh, UTO KaKIbl pa3 MpU HANMCAHWU KapTHHBI Ha
MOJIOTHE XYJI0’KHUKA ITPOUCXOTUT CBO€OOpa3Hasi KOCMOTOHMSL.

Takum obpa3om, 1BeT U hopMa OETOPYCCKUMH KUBOMUCIAMH XX BEKa HE MPE/ICTaB-
JSIOTCS KaK aHTHTE3a, LIBET MOHMMAETCsl KaK HOCHUTENb XYJI0’)KECTBEHHON ()OpMBI B 3TOM
BUJE UckyccTBa. [Ipu 3TOM 11BETOM Kak M300pa3UTENbHBIM CPEICTBOM TPAHCIUPYETCS BbI-
pasuTenbHas popMa MPOU3BEACHHUS, TO €CTh XYJ0KECTBEHHAs] KOMIIO3UI[MOHHAsI OpraHu3a-
1USl OTAEIbHBIX AJIIEMEHTOB Ha IJIOCKOCTH, 0C000€ BHMMAHHUE KOTOPOH YAESIOCH KUBO-
MUCIAMHU B pa3IMYHbIE HCTOPUYECKHE MEpUOAbl. TakKe LIBETOM KaK H300pa3UTEIbHBIM
CPEJICTBOM TpaHCIHUpYyeTCa U300pasuTenbHas (popma NMpoU3BEACHUSI, TO €CTh PEIPE3CHTH-
pYIOTCSI OOBEKTHI MPUPOAHOIO MHpA, a TaKXKe aOCTpaKTHBIE, MbICIUMBIE (HOPMBI uyepe3
KOH(UTypaluio, NepcreKTUBY, KOMIIJIEKC CBETOTEHU. BripazuTenbHbIMU QYHKIUSAMU 1IBE-
Ta TPAHCIUPYIOTCS HEBOCIPOM3BOAUMBIE OJIHO3HAYHO BEPOAJILHO CMBICIIBI KapTHHBI, BbIpa-
3UTeIbHbIE (YHKIUU 1BETA W30JIMPOBAaHbl COOCTBEHHO BO3/IEHCTBUEM I[BETA KaK TAKOBBIM
U BBIPAXKAIOTCSI B €0 CIOXHOM KOMIUIEKCE BO3/AEUCTBUS Ha BCE IUIACThI ICUXUKHU U Opra-
HU3M YEIJIOBEKA.

Jlurepartypa

1. Bonxos, H. 11et B )xuBormcu / H. Bonmkos. M.: UckycctBo, 1984.

2. 3aiiyes, A.C. Hayka o uBere u xuBonuch / A.C. 3aiiueB. M.: UckycctBo, 1986.

3. 3enpamaiiep, X. Sl Bepmep «Cnapa xuommcw» / X. 3enpamaiiep // Bompock! uc-
KyccTBoBeneHus. 1999. Ne 2. C. 13-53.

4. Kanounckuti, B.B. Touka u nuHusa Ha miockocT / Bacunmuit Kannuuackuit: [BeTy.
cratbsa C. lanmans]. CII6.: A3Gyka — kinaccuka, 2005.

5. Muponosa, JI.H. Yuenue o ugete / JI.H. Muponosa. Munck: Beim. mkomna, 1993.

6. Muponosa, JI.H. 11pet B n3o6pazutenbHoM uckycctse / JI.H. MuponoBa. MuHCK:
benapycs, 2002.

7. Ilanoghcxu, 3. CMBICT M TOJIKOBaHUE W300pa3uTeIbHOTO HcKyccTBa / D. [lanHodCcku.
CIIO.: 'ymanuTap. areHTCTBO «AKaJIeMHUYECKUN TTPOEKT», 1999.

8. CobecenoBaHus ¢ OEIOPYCCKUMHU >KUBOIHMCIIAMH TI0 TIPOOJIEMaM: Xy 105KECTBEHHOTO
oOpazoBaHus; BeTa U (hOPMBI B )KHBOTIMCH; BEIPA3UTEIBLHBIX BO3MOKHOCTEH 1IBETA; TEXHH-
KU >KMBOIIMCH; TBOPYECKUX METOAOB U KoHuemnui / 6ecenoBana . 'opeBa. Munck, 2006.
deBpanb—Mail.

9. Venenckuil, b.A. Cemuotuka uckyccrsa / b.A. Yenenckuii. M., 1995.

10. @anvk, @. becenmpr 006 wuckyccre. Ilucema. BocmomuHanus o XyHoxXHHUKE /
®. danpk. M.: CoB. xynoxHuk, 1981.

36



ABAHIAPA U XYOOXECTBEHHAA XXU3Hb BUJIbHIOCA
B HAYAIE XX BEKA. BUIIbHIOCCKAS LLKOJIA PUCOBAHUA -
ECOLE DE PARIS

B. NpaguHckanTe
"ocyaapCTBEHHbIN €BpeNCKnin My3en M. BunbHiocckoro Maona (Jlntea)

WIBHIOC BCETAA SIBIISUICS NMPUTATaTENIbHBIM KYJbTYpHBIM LIEHTPOM Ha 3amnazae Boc-

touHoi EBpomnbl. CToNETHAMM 31€Ch KUJIU, PA3BUBAJIU CBOM KYJBTYpPHl M XOJWJIU

CBOU TPAJMIMU Pa3HbIe HAMOHAIBHBIC U PEIUTHO3HBIC OOIIMHBI: JUTOBIIBI, MOJIS-
KM, pyccKue, Oeopychl U €Bpeu; MpaBoCIaBHbIE, CTApOBEPHI, KaToauku U uyaeu. C cepe-
muabl X VIII Beka, Onaromaps Benukomy yuurtemo Topsl u 3Hatoky Tanmmyna BumbHroc-
ckomy ["aony Pabuny DOnuro 3anmvany Kpemepy (1720—-1797), BunbHioc npociaBuics Kak
LIEHTP €BPEUCKOM OPTOAOKCAIBHOU KYJIBTYpPbI U IIOJy4HJI IIOYETHOE Ha3BaHUE JIMTOBCKOro
Hepycamuma. Epetickuii most [laBun Oitaropn mucan: «lckate paboOThI JrOaM €xaiad B
Bapmasy, B Ozneccy, B Kues, — B BunbHioce He ObUT10 BO3MOXHOCTH 3apaboTath; B BuibHioC
exalid yuuTthses» [5, p. 42]. UHTepecHo, 4To Ja)ke UCTOPUSI EBPEHCKOIO CBETCKOIO UCKYCCTBA
B JIuTBe HauMHaeTcs ¢ mopTpeToM BuibHIocckoro I'aoHa, KOTOPOro U300pa3ui ero y4eHuK u
IIMPOKO PACHPOCTPAHUI B JTUTOTpAUSIX.

Jlo xonna XX croserus B HCTOPUU JIMTOBCKOI'O UCKYCCTBA KyJIbTypHas *KU3Hb BuibHIO-
ca 00001anach, KOHIIEHTPUPYSCh HA MOJILCKOW U PYCCKOM OOIIMHAX, HE YUYMTHIBasi BKIIaJa B
pa3BUTHE KYJIbTYpPHOH JKU3HHM JPYTUX ATHUUECKUX Tpynm. IlepBeiii oOmuii 06pa3 KyabTyp-
HOM >ku3HU BuibHIOCA, 00bEAMHUBLINK pa3HbIE HAITMOHAIbHbBIE OOIIMHBI, HAPUCOBAJ MOJb-
ckuii uccaenoBarens Exbl Mamuuosckn'. B 2002 r. Bbimuia MoHOrpadus [6] THTOBCKOro
nckyccrBoBeaa Jlaiimbl JlaydkaiiTe, B KOTOpOW aHATM3HPOBATIACH XYIO0KECTBEHHAs JKU3Hb
MOJIbCKOM, JINTOBCKOW, PYCCKOM M eBpeickoi obumH BunpHioca. Dta MoHOrpadus crana
HOBBIM IIaroM B JINTOBCKOM HCKYCCTBOBEJCHHWU M MOATOJKHYJIA MHOTHMX HCKYCCTBOBEIOB K
TOMY, YTOOBI U3MEHHUTH METOJ aHaJIM3a UCKYCCTBA OT STHOCIEHTPUYECKOTO K MHOTOHAIINO-
HaJbHOMY.

B ucropun xynsTypsl BusibHioca, a Takke COBPEMEHHOTO MCKYCCTBa M B (JOPMUPOBAHUHU
HOBOT'O ITOKOJICHHS XYJI0)KHUKOB-MOJIEPHUCTOB Ba)KHYIO POJIb ChIrpajia BuibHIOCCKas mIKoa
pucoBanus (1866—1915), xoropasi monoxuiia Hadano NpoPeCCHOHATHFHOMY XYJI0KECTBEH-
HoMmy oOydenuto B JIutBe. Ho dacto, B ocoOeHHOCTH 3apyOeKHBIE HCKYCCTBOBEIbI, HE TIPH-
Jal0T 0cO00r0 BHUMAaHMS MEPUOTy 0OydeHHs 3HAMEHHUTBIX XyI0KHHKOB — [Tnaxyca Kpeme-
Hs (Pinchus Krémeégne), Muxaens Kuxoitna (Michael Kikoine), Xaiima Cytuna (Chaim
Soutine), Omanyens Mane-Kata (Emanuel Mane-Katz), JIazapa Kpectuna (Lazar Krestin),
Jlazapa Cerana (Lasar Segall) u MmHOTMX npyrux — B BuibHIOCE, yTBEp)Kaasi, YTO C HOBBIMHU
aBaHTAPAHBIMU TEUEHUSIMU 3TH XYJ0KHUKHU MOTJIM TIO3HAKOMUTHCS TOJBKO B [lapuxke nnm B
bepnune.

Ilenp maHHOM cTaThU: CChUIAsACh HAa 00pa3oBaTelIbHBIE MPOTPAMMBI IIKOJ, JEKIapaluu
TOBApUILECTB, BEICTABKU U CTAaThU B ra3erax, ONPOBEPIHYTh TO MHEHUE U MOKa3aTh, UTO B
Havane XX Beka BUIIBHIOC CTOSAN Ha MEPEKPECTKE MUPOBBIX COOBITUN B MCKYCCTBE, OBLI
OJIHUM W3 LIEHTPOB, T'JIe MEeperiench uaeu 3anaaHoro 1 Bocrounoro aBanrapnaa. A Taxxke

' Malinowski J. Vilniaus dailés kultiira 1893—1945 // Kultiiros barai. 1996. Ne 7, 8/9, 10.
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MIO3HAKOMMTb YMTATENsl C EPBBIMHU LIaraMM aBaHrapaa B BuiibHIOCE, IPENCTaBUTH NIEPBBIC
BBICTABKM aBAHTapJUCTOB M MpOaHAIN3UPOBaTh, KAKOE BIMSHUE OHU OKa3aJd Ha (Gopmu-
pOBaHUE U Pa3BUTHE KaK XyA0KHUKOB, TaK U BCETO BUJIBHIOCCKOTO OOIIECTBA.

@YHKIIMM MHCTUTYTOB M IIKOJI, @ TaK)K€ MPOBOJMMAsi B yUEeOHBIX 3aBEJICHUSAX HAIHO-
HaJIbHas MOJIMTHKA U 00pa30BaTelbHbIE IPOrPaMMBI, — BCE 3TO IMOKA3bIBAE€T YPOBEHb JINOE-
paIbHOTO Pa3BUTHSI U TMPOTPECC HACEJIEHUs ropoiaa, peruoHa win ctpansl. C 1793 r. B
BunbHiocckoM yHuBepcutere pabotanu kadeapbl apXUTEKTYphl, )KUBOIUCH, CKYJIBITYPHI U
rpaduku, 1eATeTbHOCTh KOTOPBIX ObLJIa 3aKphITa MOcie nopaxkenus Bocctanus 1832 r. Io-
clie nopakeHus: BoccTaHus 1863 r. mapckas BIIACTh 3allpeTHIIA JIMTOBCKYIO I€4aTh U Jes-
TEIbHOCTh OOIIECTB, MPENOJIaBaHUE JTUTOBCKOTO SI3bIKa B LIKOJAX U T.A. B menax mpona-
raHJbl PYCCKOW KyJbTYpBhl, YCKOPEHHUs Mpolecca pyCcUpUKaIMU, YTOObl «MECTHOE UCKYCCT-
BO OTJIMJIOCH B pycckue GopMb» [2, ¢. 19], moToMy 4TO «B Kpae He OBUIO HU OJHOU pycC-
CKOM XyJI0’KECTBEHHOM MacTepCKO, Heb3sl ObLIO HAMTH KUBOMUCIA 151 UKOH, HKOHOCTA-
ca ¥ CTEHHOM pOCIHCHU MPaBOCIABHBIX LIepKBeW» [2, c. 19], napckas Biactb B 1866 r. 0T-
Kpbila BHIBHIOCCKYIO IIKONy PHCOBAHMS, KOTOPOH MHOTO JIET PYKOBOIHIH PYCCKHH Xy-
noxuuk Mean Tpytaes (1827-1912)° u ero momommnk Mean Peibaxos (1870—1942), o6a
yuenuku [letepOyprckoii XynokecTBeHHOM akagemuu. Bmecte ¢ TpyTHeBbIM 1 PpiOaKoBbIM
B ILIKOJIE MPEMNOAABAIN JUTOBCKUE, PYCCKHE M MOJbCKUE XyAokHUKH — Tamac Jlayrupnac,
Bacummii I'pssnoB, Cepreit FOxanun, FOzed bansykeBuu, Cranucnas Sponxuii, Hukomnaii
Cepree-KopoOoB; HEKOTOpBIE W3 HUX caMH ObLIM yYEHWKaMH MIKOJBL. B mkose kypc o0y-
4yeHUst ObLJI PacCUUTaH Ha YeThIpe Ioja, MApHU U JEBYIIKU YYWJINUCh OTAENBHO. YUEHHKaM
IIPETOIaBAId YPOKH TEOPUH MEPCIIEKTUBBI, UCTOPUIO UCKYCCTB, YUEPUCHHUE, PUCOBAHUE THUII-
COBBIX MOJIEJIEH C HaTypBbl, JKUBOIIKCH, aKBapeib M JEMHoe UcKyccTBO [8]. [lo mHMnmaTuBe
TpyTHeBa Ka)KIblii MeCsI] IPOBOJMINCH BICTaBKU paboT yueHukoB. [locne cmeptu TpyTHe-
Ba B 1912 r. ero mecto 3ansn Cepreit FOxxanuH, HO mociie OKKynauud BuibHIOCa HEMEUKH-
MU Boiickamu B 1915 r. mikomna Obuia nepemenieHa B Morunés.

WBan TpyTHeB OblI NpeACTaBUTENEM PEATUCTHUECKOTO0 HCKYCCTBA, HECMOTPS Ha TO,
YTO coBepieHCcTBOBaNICA OH Bo ®Dpannuu, ['epmannn, Utanmuu [1]. OH mOCTOAHHO yd4acT-
BOBaJl B BBICTaBKaX, OPraHU3YEMbIX XYJOKHHUKaMH-NepeaBkHUKaMu U IletepOyprckoii
XyJO)KecTBeHHOU akaaemueil. OcobenHo TpyTHEB JTOOWMI MucaTh TNMEH3aXH, >KaHPOBBIC
KapTUHBI U 3KCIPECCUBHBIE MOPTPETHl OIM3KUX €My JIOJEH, MUcal KapTUHBI LEPKOBHO-
HCTOPUYECKOTO COJIEPKaHUA W O(QUIIMO3HBIC CLEHBI, a TAK)KE MUCAI 0 3aKa3zy — O(HIIH-
QJIBHBIE aKaJEMUYECKHUE MOPTPETHI LIAPCKUX YAHOBHUKOB U BBICIIMX ITPABOCIABHBIX CAHOB-
HUKOB. XyJ0KHUK 3aHUMAJICSI U PEIUTHO3HBIM UCKYCCTBOM — IHCAJl UKOHBI ¥ PACTIHCHIBAI
MKOHOCTAchI U1t 1epkBeii.” Kpome TBOpUECKoii 1 mefarorndeckoii aesrensaoct, TpyTHEB
aKTHBHO Y4YacTBOBAJl B OOILECTBEHHOM KU3HH, ObUI WICHOM Pa3HBIX HAYYHBIX, XYJOXKECT-
BEHHBIX, IPOCBETUTENILCKUX U OJIAarOTBOPUTENBHBIX OOILECTB.

WBan Pr16akoB Taxke akTUBHO y4acTBOBAJI B OOIIECTBEHHOH »u3HU. B 1912 r. mocne
cmepti TpyTHeBa PbpiOakoB OTKpBUI CBOIO YAaCTHYIO LIKOJY, IJI€ MOAJIEPKUBAIUCH HOBBIE
Te4eHUs! (PaHIly3CKOr0 HMCKYCCTBA, B OCOOEHHOCTH HMMIIpeccuoHn3M. B Hauane IlepBoii

* Tlompo6ree o BumbHIocCKO# mKosIe pucoBanus cM.: Budrys St., Budrien¢ V. Pie§imo mokykla Vilniuje
1866—1915 metais // I8 lietuviy kultros istorijos. T. 2. Vilnius, 1959. P. 333-337; Ran L. Vilna, Jerusalem of
Lithuania. Oxford, 1987; Sirkaité J. Vilniaus pie§imo mokykla ir Lietuvos dailé 1855-1915 metais. Vilnius,
1994; Vilniaus meno mokykla ir jos tradicijos. Red. J. Malinowski, M. Wozniak, R. Janoniené, Vilnius, 1996;
Agranovskis H. Ivano Trutnevo piesimo mokykla ir Zydy dailininkai / Zydy muziejus. Vilnius, 2001.

* TlogpoGuee o Upane TpyTtHese cm.: Munosunos A. . Axagemux — xyaoxuuk Man [etposma TpyT-
HeB: OOwmeitHoe n3nanue no nosony S0-nmetust XynoxecTBeHHoOH aestensHoct U. [1. TpyTHeBa, HacanuTe-
51 pycckoro uckyccra B CeBepo-3anagHoM kpae. Bunbna: Pycckuit mounn, 1908; MunosumoB A. AkageMux
— xynoxuuk W.II. Tpyrtues (Hexposor) / Bunenckuit Bectauk. 1912 02.07. Ne 2592. C. 12; Sirkaité J.
Nepazijstamasis Trutnevas. Krantai, 1995. Ne 70-72. P. 16-23; [llupkaiite .o xynoxnuke MBane TpyTHeBe.
Bunbnioc, 1997. Ne 4-5. C. 156-168.

* Hanpumep, BrmbHiocckoro [IpedncTeHckoro codopa.
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MHUpPOBOU BOMHBI Pri6akoB smurpupoBan B Tyiy, HO ero cBs3b ¢ BunbHIocOM He 0060pBa-
nack. OH nepenuchIBaics ¢ Apy3bsIMU, BCIOMHMHAs CBOIO *KH3Hb B BuibHioce.

OueHb BaXHO, YTO B BHIBHIOCCKOM IlIKOJIE PUCOBAaHUS HE ObUIO KBOT; 3/1€Chb MOIJa
VYUTBCS MOJIOAEKEL BCEX HAIMOHAILHOCTEH, COCIIOBHI W BEPOMCIIOBEHAHUM, arMocdepa
BHYTPH IIKOJIbI OTJIMYAJIACh JEMOKPATUYHOCTHIO. XOTS LapcKasl BIAaCTh cO37ajia KOy s
IpoMNarax/ibl pycCKoM KyJbTyphl, TEM HE MEHEE OHA ChIrpana OCOOCHHYIO POJib B pPa3BUTHU
€BpENCKOro UcKyccTsa. MHorue eBperckue Xy10kHUKM Boctounoit EBponel CBOXO Xynoxke-
CTBEHHYI0 Kapbepy HauMHaiM B BuibHiocckoi 1mikone pucoBanus. B 1908 .
A. MunoBuioB B kHUre 0 TpyTHEBe YyIOMSHYJI, 4TO B TOJl OTKPBITHS LIKOJIBI B HEE 3amuca-
nock 0koJi0 100 y4yeHUKOB, U KaxJblil Tog uX yucio pocio [2, c. 20]. ITo otuéry 1896 r.
y3HaéMm, 4to B 1895 r. B mikose yumnoch 167 yueHHKOB, U3 KOTOPHIX 67 ObUIM KaTOJTUKAMHU,
53 — uynesmu u 34 — npaBocnaBHbIMU, 13 — npyrumu [4]. o 1908 r. B mkomue yxe mnpo-
YUYUJIUCh OKOJIO 4 ThICSIY CTYZIEHTOB [3, ¢. 12].

Ceronns Ham u3BecTHHI Gamunun Oosnpiie 200 YYEHUKOB MIKOJIBI, U3 KOTOPBIX OKOJIO
50 ObuTH eBpeHCKOM HAIMOHAIBHOCTH. TPYIHO CKa3aTh TOYHO, CKOJBKO XYJTOKHHKOB €B-
peiicKol HAIMOHATIBHOCTH YYMJIOCh B IIKOJIE, HO MOXKHO MPEAIOoJaraTh, 4T0 OHU COCTaBIIsI-
a1 20-30 % oT Bcex Y4YEHUKOB, eciu He Oosnblie. 31ech yuuics ckyiasnrop bopuc Hlarn
(Boris Schatz, no 1878 r.), co3natens mkonsl uckycctBa benanen (Bezalel) B Mepycanuwme,
Moses byaxo (Jozef Budko, B 1902-1909 r.) u Jlazap Cerami (zo 1906 r.).

[TepBas nexama XX Beka ObUla UCKIIOYUTEIBHO OOrara eBpEeHCKUMH XyI0KHUKAMHU,
KOTOpbIE MOTOM AMHUTpHpoBanu B Ilapmwk u cramu cepaueM Ecole de Paris. B BubHioce
obpaszoBanue nomyuminu I1. Kpemens (B 1909 r.), M. Kukoita u X. Cytus (o6a B 1910—
1912 rr.), Uccaii KyneBsacku, Mane-Kari (Issai Kulvianski, o6a B 1912 r.). B nauane
XX Beka 31ech yuunuch smurpuposasmue B Iapmx XKak Jlunmmrr (Jacques Lipchitz),
Mose Barens (Moses Bagel/Bahelfer), Mako6 Mecen6mom/’Kak Mucen (Jakob
Mesenblum/Jacques Missene), A6ens [lan/I1Ipedepman (Abel Pann/Pfeffermann) u smur-
pupoBiine B [lanectuny JlaBun bekkep (David Bekker/Becker), Anexcannp boren
(Alexander Bogen), JIazaps Kpectun (Lazar Krestin) u apyrue.

XyI0)KHUKU-MUTPAHTBl U3 BUIBbHIOCCKOM MIKOJBI prucoBaHusi B [lapuk mpuHecIn cBoe
crerdpuyeckoe MOHUMaHUE HAIlMOHAJIBHOTO MCKYCCTBA, KOTOPOE MEPEIIeTaoch ¢ HOBBIMU
aBaHTapIHBIMU TEUECHUSIMH TOTO BPEMEHH — MOCTHMIIPECCHOHU3MOM, KyOU3MOM, QyTypu3-
MOM, ()OBU3MOM H JIp., & TAK)KE€ MECTHBIMHU TpaIulusMu. B pesyibrare 3TOr0 cunTesa chop-
MHPOBAIIOCh YHHKAIbHOE SBICHHE HCKyccTBa — Ecole de Paris WM MapHKCKO-eBPEHCKHil
skenpeccronmM. Ecole de Paris (1910-1940)° Gbina co3mana 6naronaps Kpemenio, Kukoii-
ny, Cytuny, Mane-Kany, Cerany, baremto, Konkuny u apyrum. B 1ienom, okono 60 eBpeii-
CKHX XYJI0XHHKOB Bocrounoit EBporbl 1 0kos1o 150 eBpeiicKuX XyHA0KHUKOB APYTUX CTpaH
MHpa Pa3BUBAIA ¥ HOIIEPKUBAIN UAeH U cTiIb Ecole de Paris. Dxcnpeccus Ecole de Paris
OTJINYAJIOCh CAEPKAHHOCTBIO U 3JIETAHTHOCTHIO, MOHYMEHTAJIBHOM TUIOCKOH (hopMOii, Tyc-
THIMU U CBETJIBIMU KPAacKaMH, HIOAHCHPOBAaHHBIMU TOHaMHU. B mpowusBeneHusx npeobnanana
MEJTaHXOJIHUSL, TUPU3M, HOCTAIBIUS, T0A3HsI 1 UHTUMHOCTb.

B 1905 r. B BusnbHioce Obua co3nana Xy/I0MECTBEHHO-NPOMBIIIICHHAS IIKOIA HM. Mapka
AHTOKOJILCKOTO JJIsl €BPEHCKON MOJIOeXH , KOTopor pykoBoawi JleB AHTokonbekuit (1872—
1942), oxoHuMBIINI BUIEHIOCCKYIO IKOTY pUCOBAaHMSA W yuuBIIHUiics B iMneparopckoii akasie-
muu uckyccts B IlerepOypre, B cryquu Mnbsu Penuna, BenencTBrue 4ero npearnovynTaBIIvg Xy-
JIO>KECTBEHHBIN peaan3M. B 1kone npenosaBaiich ypoKy pUCOBAHUS, YePUEHHS, APXUTEKTYPHI,
OCHOBBI KOMITO3UIIMH, UCTOPHUSL UCKYCCTBA U TEXHOJIOTHSI MarepuasioB [6, p. 90]. B mikone yumi-
cst u3BecTHbIN rpaduk Jlazaps Cerain, xynoxuuku Aspaam Ilamyker (Avraam Palukst), Comno-

’ HoxapoGuee o Ecole de Paris cm.: Nacenta R. School of Paris: the Painters and the Artistic Climate of
Paris since 1910. Greenwich, 1967; Nieszawer N., Boy¢ M., Fogel P. Peintres Juifs a Paris 1905-1939. Paris:
Denoel, 2000.

% HoapoGuee cM.: AHTOKONMbCKHI JI. XyI0/KeCTBEHHO-IPOMBIIIIEHHAs koA M. M.M. AHTOKOJIBCKOTO //
Bocxom. 1902. Ne 32. C. 7.
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MoH Crax (Solomon Staz/Stazh) u npyrue. mxenep ABpaam KineGaHOB OCHOBAJT €BPEHCKYIO pe-
MECIICHHYO KONy 1 wigh oypx Apoom (Hilf durch Arbet, Ilomow 6 pabome), B KOTOPOM MPEITIO-
JaBaTeNsiMy paboTany He TONBKO €BpeiicKhe, HO U TONbCKUE XyIOKHHUKY, Harpumep MapuanH
Kynemia (Marian Kulesza, 1879-1943). Co3nanue Takux mkon B BrubHroce B Hayane XX B. TIOA-
TBEPIKIACT JIMOCPATBHYIO MOJIUTHKY BIIaCTel TOPO/Ia M OOIIECTBEHHYIO AEMOKpaTHIO. BIbHIOC
SBJISIICS TJIOTKOM CBEXKETO BO3/yXa /I PE/ICTaBUTENICH HAIMOHATILHBIX MEHBIIMHCTB, U B TIEp-
BYIO 04epelb €BpEEB 3amaJHbIX ryoepHuii Poccuiickoil uMriepuu.

B koHue Broporo aecatuineruss XX B. HOJUTHYECKAs KU3Hb B BHIIbHIOCE CTalla O4eHb He-
CTaOMIIBHOI (TO HEMIIBI, TO MOJISIKH, TO KpacHas apMusi mpuxoania K BJIacTH), HO XyJI0KeCT-
BEHHAs JKU3Hb pa3BHBajach BcE€ nHTeHCUBHee. B 1919 1. ObLT OMATH OTKPBIT YHUBEPCHUTET.
[Tpu yHuBepcurere OblIa co3naHa Kadeapa UCKYCCTBA, B KOTOPOM CTYAEHTHI MOJIyYaad Hpe-
KpPAacHYI0 TEOPETHUYECKYIO MOATOTOBKY M 3HAHME KOHCEPBAILlMM CTAPbIX apXUTEKTYPHBIX Ia-
MSITHUKOB, TaK)K€ MPEToIaBATUCh PUCOBAHKE, )KUBOIUCH, TpadrKa, CKyJIbITYpa, apXUTEKTYpa,
cueHorpadwusi, ¢potorpadus, noaurpadus, NPOSKTUPOBAHNE UHTEPhEPa M MPUKIIATHOE UCKYC-
cTBO. [IpenonaBareny nNpeacTaBIsiIv caMble Pa3HbIE XyA0KECTBEHHbIE CTUIIN, TEUEHUS U JIBU-
KEHUS: KIACCULIM3M U PEan3M, UMIIPECCHOHU3M U MOCTUMIIPECCUOHU3M, CUMBOJIM3M U KY-
O13M, (OBU3M U HKCIIPECCUOHU3M. XyI0’KECTBEHHBIE MIOMCKU CTYACHTOB YHUBEPCUTETA BIIIb-
HIOCCKas ITyOJIMKa MOTJIa HaOJIOIaTh B €KETOHBIX OTYETHBIX BBICTABKAX.

Cormacao nepenucu 1875 r. B BunbHioce 0bu1o 82668 sxuteneit, n3 kotopseix 37909
ObLT0 eBpeeB, KaTonukoB — 27781 u npaBocnaBHbiX — 13093. 1o nannsiM nepenucu 1897 r.
cpenun 154532 xureneii BunbHroca HacuuthiBazochk 61847 (40,0 %) espees, 47795
(30,9 %) mossixoB, 30967 (20,1 %) pycckux, 6514 (4,2 %) Gemopycos, 3238 (2,1 %) nu-
toBueB U 4171 (2,7 %) — napyrux. Ilocne npuxona Hemelkoil Biaactu nemorpadus Bums-
HIOCa pe3ko u3MeHmnach. B 1915 r. B BuiibHioce nposusaino oxosno 85000 nomskos, 65000
eBpees, 5000 nmutoBueB u 400 poccusiH.

B nauane XX B. Xyn0o)KHUKH BuiibHIOCA HE TOJIBKO COOMPATTUCH B pa3HbIe KPYKKH IO Ha-
[IUOHAIIBHOCTSAM, HO U co3JaBajiy oOmme ToBapuinectBa. B 1901 r. mo uHumaTiBe pyccKux
xynoxHukoB TpyTHeBa u PeibakoBa Obl1 0cHOBaH BHIIBHIOCCKMIA Xy 10’KECTBEHHBIN KPYXKOK, B
KOTOPBIN NMPUIIIAIIAIKCH BCE HE3aBUCHMO OT HAIIMOHATbHOCTU. OUeHb aKTUBHO MPOSIBUIIO Ce-
05 B KyJIbTYpHOM KHM3HU Topoja, cozaanoe B 1908 r. BunbHiocckoe Xy105KeCTBEHHOE 0OIIIeCT-
BO (1908-1915), xoTopoe MpU3bIBATIO XyJ0KHUKOB BCEX HALIMOHAIBHOCTEN K aKTHBHOMW KyJIb-
TYPHOU JIESITEIIFHOCTH 1 3200Te O KyJIBTYPHOM HACIIE/ICTBE, B OCOOCHHOCTH MAaMSATHUKOB apXH-
TekTypel. UneHamm coBera oOmiectBa Obit modisikh  Muxamn  BemmaBcku  (Michat
Wigclawsky), Cranucna ®umbepr ®népu (Stanistaw Filibert Fleury), T. ByHunoBuu
(T. Buninowicz), nutoBupsl Mukanoroc Koucrantunac Yropnérnc (Mikalojus Konstantinas
Ciurlionis), MapocmaBac Pumkyc (Jaroslavas Rinkus) u Codms I'mmbytaiite (Sofija
Gimbutaite¢), poccustnun ViBan PridakoB u eBpeit JIeB AHTOKONBCKUI. brarogapst sHTy3Ha3My
PribakoBa BumbHIOCCKOE XymoskecTBEHHOE 00IIecTBO 110 [lepBoii MUPOBOI BOMHBI €KETOIHO
YCTpanBaJIo BECEHHUE XY/10’KECTBEHHBIE BHICTABKH, BEUEpa U IICHIPbI.

PaznooOpasHble MOMCKH Xy0KHUKOB-aBaHTAPAUCTOB MPEKPACHO OTPAXKAIOT BBICTABOYHAS
JKU3Hb U calioHbl BunbHIoca B Havane XX B. [lonbckue, eBpeiickue, IMTOBCKUE, PYCCKHE, Oe-
JIOPYCCKHE M Jp. XyIOKHUKH OPraHU30BBIBAIM KaK COBMECTHBIE, TaK M NEPCOHAJIBHBIE BbI-
craBku. B 1897 u 1899 rr. B BusbHIOCE COCTOSUTUCH TIEPBBIE MHTEPHAIIMOHAJIBHBIE BBICTABKH, B
KOTOPBIX MPUHUMAIHM y4acTUE HU TOJIBKO BWIIBHIOCCKHE XYHOKHHKH, HO U TPEACTABUTEIN
Bapmassl. [loceturenu BeicTaBku 1899 r. MOy NO3HaKOMUTBCS C HOBBIM TEYEHUEM B UCKYC-
cTBe — cuMBOIM3MOM. 1903 1. BbIcTaBKa «Apc» (‘Ars’) 0cOOEHHO BBIIEINSIACH HOBOM ICTETH-
YeCKOM KOHIEMIMEeH M HOBAaTOPCKOW CTHIUCTUKOW. 3/1eCh ObLTM MpEACTaBICHBI MOMCKH MO-
JIEpHU3Ma — HE TOJBKO YK€ U3BECTHOrO B BHibHIOCE CUMBOJIM3MA U MMIIPECCHOHU3MA, HO U
UJIEU CELIECCUU U CUHTETHU3MA, IIEPBbIE MONBITKHU 3KcrpeccoHn3Ma. B 1902 r. otkpbuics nep-
BBIii calloH B BusbHIOCE, I/1e MOYKHO OBLIO HE TOJNBKO MOCETUTh BHICTABKU M TIO3HAKOMUTHCS C
pa3sHBIMHM HOBBIMHM T€UEHUSIMU B UCKYCCTBE, HO M KyIIMUTh NIPOM3BEAEHUS. BHiIbHIOCCKOE XY 10-
JKECTBEHHOE OOIIIECTBO €KETOHO YCTPAUBAJIO BHICTABKH, B KOTOPBIX YYACTBOBAIH Xy I0KHUKH
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BunbHaroca, Bapmassl, KpakoBa, Mocksel, [letepOypra, Kuesa, [lapmxa, Mronxena. B 1916 .
(y’)xe TIpM HEMEUKOW BJIACTH) COCTOsUIach BbIcTaBKa «Ausstellung Wilnaer Arbeitsstubeny
(«BpicTaBka BUIBHIOCCKMX MacTEpPCKHX»), B KOTOPOUM OBUTM OTIENbI MOJBCKUX, JTUTOBCKHX,
eBpEHCKUX U OENOPYCCKUX XY0KHUKOB; OT/AENA PYCCKUX XYyI0KHUKOB HE OBLIO.

Xy10’)KHUKH-aBaHTAP/IUCThI OPraHNU30BbIBAJI COBMECTHBIE BBICTABKU M PAa3bE3KaIN C HU-
MU I10 Pa3HbIM HEB3Mpas Ha HAIMOHAIBHOCTU CTPAHAaM M IopojiaM, BKIto4as U BuibHtoc, Ko-
TOPBIN Kak pa3 ObLT Ha MyTH, coequnstonieM Bocrounyto u 3anaanyro yacti EBpomnsl. [Toucku
aBaHTApMCTOB OBUIM IIMPOKO TIPEJCTABICHBI PYCCKUMH XyJqokHUKaMu. B 1909-1910 rr. B
BunsHIoce cocrosuiack BbIcTaBKa «TpeyroabHUK» meTepOyprckoi rpymisl «Mmmpeccruonn-
CTB», KOTOPYIO OPTaHMU30BaJl PYyCCKUM XyA0KHHK-aBaHTapAUCT, MPEACTaBUTEIh KyOody-
typusMa Hukonait Kyns6un (1868—1917). Ha 310ii BbicTaBke cBOM ()yTypUCTHUECKUE pa-
601l ipencraBui cam Kyns0oun, Opatest JaBun u Hukomnait Bypimoku, npyrue pycckue xy-
noxxauku. B 1921 r. B BunbpHIOCE MOYKHO OBLITIO YBUIETH TBOPUYECTBO XYI0KHUKOB U3 Bap-
massl U Kpakosa.

YacTp Xyn0>KHUKOB BuibHIOCA 1OCTIE MOMyUeHHs XYyI0KECTBEHHOTO 00pa30BaHUsl ye3xKa-
JIU yYUThCA 3a pyOexk, ocodeHHo Bo @paniuio u ['epmanuio. HekoTopbie Xy10)KHUKH OCTaBa-
JIUCh 3a TPAHULEHN HaBcerna, Ipyrue NepuoJuUecKy HaBeIladd POJUHY, TPETbU — BO3BpaIla-
JIMCh JOMOM. XOpOILIO OIIyTUMa Pa3HUIIA MEKIY TBOPYECTBOM XYJOKHHUKOB, KOTOPbIE MMOOBI-
BaJIM 3a TPpaHUIIEH U KOTOpble He ObuM TaM. B TBopuecTBe BUIIBHIOCCKHUX XYA0KHUKOB, y KO-
TOPBIX ObLTa BO3MOXKHOCTB MPOJOJIKATh yuéOy 3a rpaHHIIeH, OOMbIIIe BCEro TOMUHHUPYIOT IKC-
NPECCHOHM3M U KyOu3M. XYIOKHHKH, KOTOpbIE MOJYyYWJIM JIMIIb MECTHOE OOpa3oBaHME,
OOoJIbIIIEe CTICIOBAM CTHIIMCTUKE peaii3Ma, UMIpeccnonn3Ma u cumBoimmsMa. Ho ¢ 1910 1.,
Onarojapsi BbICTaBKaM IMPHE3KAIOMNX XYJOKHUKOB, CTUJIMCTUKA MECTHBIX XYJI0’)KHUKOB Ha-
yajia MeHATbCsl. HoBbIe BBICTaBKU U Oecelbl 00 UCKYCCTBE TOATAIKMBAIN MECTHBIX XyI0KHH-
KOB K HOBBIM UJIESIM.

B 1914-1915 rr. nybnuka BuibHIOCca Moria MO3HAKOMHUTBCS ¢ HEMEIIKMM 3KCIIPECCHO-
HU3MOM, CBOE TBOPYECTBO 37eCch mpeacTaBmwin Mapuana Bepeskuna (1860-1938) u Anek-
ceil SIBneHckuil, TecHO cBsizaHHble ¢ BunpHiocom. B 1914 1. Ha KOJIJIEKTUBHYIO BBICTABKY
cBou pabotel u3 Ilapmwxka nmpucnan Kpemens, a takke fAxoB Kprorep (Jakov Kriiger) u3
Muncka, Erennit Bxkema (Eugeni Wrzeszez ) uz Kuesa u nip.

Jlazape Ceramn perynspuo (1908, 1910, 1912, 1917 rr.) nocemian cBOUX poAUTENIECH B
BunpHioce. 31eck OH BeTpedascs ¢ IpYy3bsIMU, pUCOBAIl U, MOYKHO CKa3aTh, B CBOEM JIMIIE
npeactaBui myoauke BumbHioca crunuctuky «Die Briicke». MHTepecHo TO, 94TO HE TOIBKO
XYJI0’KECTBEHHbIE TEHAEHIMHU 3anagHoil EBpomnbl BIUsIIM Ha XyI0)KHUKOB BunbHIOCa, HO U
HAa00OPOT — MECTHBIE TEHACHIIUHN TOXE HAIIUTA OTKJIMK B UCKYCCTBE MPHE3KABIINX XYIOXK-
HUKOB. Exku ManmHOBCKM 3aMeTHJI, 4TO Mocje BU3UTa B BunbHioc, B TBopuecTBe Ceramia
HayaJja NnposiBIISATbCS HOBAsi CUMBOJIMUECKas MaHepa [7, p. 64].

Crnenyer OTMETUTh, UTO HE TOJIBKO B BHMIIbHIOC mpueskanu XyI0KHUKH, HO U XyH0XK-
HUKHM 13 BunbHIOCa mpurianianick Ha 3apyOexHbie BeicTaBku. Hampumep, M. K. Uropné-
HUC y4acTBOBaJ B BbICTaBKe sKcrpeccuoHUCTOB «Die Neue Kiinstler-Vereinigungy (1910)
B MronxeHe. XyJI0KHUKM BuiibHIOCA YacTO BBIE3KAJIM 32 TPAHUIY U TaM IyOJIMKOBAIU
CBOM BIIEYATIICHHUS B Ta3eTax, MOATOMY 00mecTBO BuiibHIOca OBUTO XOPOIIO HHPOPMHPO-
BaHO O BHICTaBKaX M HOBBIX TEUEHUSIX B UCKYCCTBE 32 PyOEIKOM.

Koneuno, my6nuka BuiibHIOCa U UCKYCCTBOBEIBI YAaCTO HE MPUHUMATH HOBBIE MOUCKU
XYJO’)KHUKOB, KPUTHKOBAJIU CIOXKETHI, MaHEpy pUCOBaHMs, coueTaHue Kpacok u T.A. Ho,
HaJ0 YIIOMSIHYTh, YTO HE TOJILKO B BuiibHIOCE, HO U B [lapmke HOBbIE T€UEHUSI B UICKYCCTBE
9acTO BOCIPUHUMANUCH HeraTuBHO. B 1905 1. mocie oTkpbITHs BBICTaBKU (oBucTa ['eHpH
Marucca (Henri Matisse) B [lapuke KOHCEpBaTUBHBIMU CTYJCHTAMHU aKaJEMHUU HCKYCCTB
OBLIO OPraHW30BAaHO INECTBUE, TIe B IrpoOy Heciu dydello Marucca u no3yHru «Jlomou
Martuccaly», «/lomnoit doBuszm!». llecTtBue mpocnenosano ao miuomaau Ilanteona, rae Ha
KocTpe ObLIO coxokeHo uydeno Marucca [9, p. 154].
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OnHako B razerax mnedarajuch HE TOJIBKO HETaTUBHBIC, HO U MO3UTUBHBIE OTKIUKHU O
BBICTABKaX, a TAK)XKe MaHU(ECTHl XyTOKHUKOB, MX MBICITH 00 MCKYCCTBE B MPOILJIOM H Ha-
ctosmeM. To, YTO HOBbIE aBaHTApAHbIC TEUCHUS aKTUBHO HAauyalIH MPOSBIATHCS B BuibHIO-
ce ¢ 1910 r., noaTBEepKAAIOT HE TOJBKO MHTEPHAIIMOHAIbHBIE BBICTABKHU, HO U IeyaTh. Tak,
B 1911 r. ckymenTop m apxutekrop Onon JloOpoBonbckuii B exeHenenbHUKe 1ygodnik
Wilenski ony0nukoBain craTtbio «Mo€ Kpeno», B KOTOpOW MUTUPOBAT MbICIM Martucca o0
skcnpeccuonusme. B 1913 r. razera Przeglqd Wilenski nepeneuarana «Manudect ¢pyty-
puctoB» HanucaHHbli Mapunetn (Marinetti) B 1907 r. MHOTHE cTaTbl MCKYCCTBOBEOB
BuiibHIOCca HamucaHbl TPOQECCHOHATBHO, TOYHO yHOTPEOJsii U CBOOOHO MAaHHUITYJIHPYS
HOBBIMU TEPMHUHAMU, XOTSI HHOT/Ia U ITyTasi TEUEHUs aBaHTapa.

OnHUM U3 BaXKHEMIIMX OCOOCHHOCTEH aBaHrapja SBJISETCS €ro WHTEPHALMOHAIH3M.
B BusnbHioce KWK ¥ yUUIIUCh XYJI0KHUKH Pa3HbIX HAIlMOHAIBHOCTEH, HO OHHM NpUHAAJIe-
’KaJli K OJHUM U TeM K€ TOBapHILECTBaM, JIeJaJId COBMECTHBIE BHICTABKU U BeUepa, BMECTE
XOJIWIIA Ha TUICHIPBL. XyI0KHUKOB BubHioca B Havane XX B. B OOJNbIIEH CTEICHH WHTE-
pECcOoBaI0 HE CO3JaHME HAIlMOHAIBHOI'O MCKYCCTBA, a CO3/IaHUE «UCKYCCTBAa Pajad CaMOIo
UCKycCcTBa». T0, 4TO XyJOKHUKU U 0011ecTBO BHiibHIOCA MpeKkpacHO 3HAINU O HOBBIX Teye-
HUSX UCKYCCTBa, MOATBEPKIAAIOT Pa3IMUHbIe CTaThbU U AUCKYCCUU B Tazerax. [Ipoananusu-
pPOBaB BBICTABKM MO>KHO CJ/I€JIaTh BBIBOJ O TOM, YTO XYAOKHUKH BUIIbHIOCA HCKAIU HOBBIX
MyTeW JIJIs1 BbIpAXKEHHs CBOe MHAMBUIYanbHOCTU. B koHie XIX — Hayane XX B. X yxke
HE YAOBIETBOPSUIM aKaJeMUYECKHe MPaBUia U peaaucThuueckas CTUIUCTHKa. OHU CTpeMHu-
JIUCh K HOBOMY, BBIPA3UTEIBHOMY M 3KCIPECCUBHOMY. DTO CTPEMJIEHUE NOJTOJKHYJIO y4de-
HUKOB BUIIbHIOCCKOM IIKOJIBI PUCOBAHUS SMUIPUpOBaTh B 3anaaHyio EBpomy, B 00sbLINH-
ctBe ciyuaeB B [lapuxk, rae cuHTe3 eBpeiickoro Gonbkiaopa, ucKkyccTtBa Bocrounoit EBpo-
nbl U aBaHrapAHbIX (opMm 3amaaHoil EBpombl nanm mpekpacHbli pe3yibTaT — MapHKCKO-
€BPEUCKUI 3KCITPECCHOHU3M — YHUBEPCAIBHOE UCKYCCTBO.
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BAPLWWABCKAA APXUTEKTYPA ABAHIAPOA:
CTATYC KYNbTYPHOIO HACINEAOWUA,
YPOBHU BOCIMNPUATUA U MNMPOBJIEMbl OXPAHbI

K. lyToBCKa
Bapluasckui nonmutexHmyeckum NHCTUTYT (Bapliasa)

HAacTosIlee BpeMs BONIPOC BOCIPUATHS U OXPaHbl MOJACPHHUCTCKOM apXHUTEKTYpPHI

BTOpOH MoI0oBUHBI XX BeKa MPUOOpEN Ype3BbIUAliHYIO0 aKTyalbHOCTb, U HE TOJBKO

B Bapmase'. DTo MHOroacmeKkTHast Ipo6IeMa, OTHOCSIIAACS OTHOBPEMEHHO K 3CTe-
THKE, COLMONOTHH~, aIMHHACTPHPOBAHMIO" M BMECTE C TeM K OXPAHE H yIPABICHHIO KYIb-
TypHbIM Hacneauem'. CIoa e OTHOCATCS M Pa3THIHbe GOPMBI BOCTIPHSTHS KyJIbTYPHOTO
Hacneaus. OHM BKIJIIOYAIOT CIIOHTAHHBIE OOILECTBEHHbIE NCHCTBUS, HANpPSHKEHHBIE OTHO-
LICHUS MEXIY YUYPEKICHUSAMH, KOTOPBIE 3aHUMAIOTCS YIPABICHUEM KYJbTYpPHBIM Hacie-
JIMEM M COBPEMEHHBIM MCKYCCTBOM, @ TAK)KE CIOXKHBIIMMCS TPOCTPAHCTBOM TFOPOJIOB’.
C HUMHU Hepa3pbIBHO CBSI3aHbl XYJOXXECTBEHHO-apPTUCTUYECKHE IEHCTBHSI U KypHAJIUCT-
CKHE ITHap-KaMIIaHUU.

Ceromus BapmaBa ocHOBaTelIbHO mpeoOpa3yercs. MI3MeHeHUs BeIyTCsl OY€Hb OBICTPO,
IIEPECMATPUBACTCS U NIEPEOLIEHUBAETCS HE TOJIBKO €€ KyJIbTYPHOE HAClIeIue, HO U UCTOpH-
qyeckast HIeHTHYHOCTh. KOH(MIMKTHI B 3TOM cily4yae Hen30eKHbI. B mepcrnekTuBe peanmzye-
MBIX [IPOEKTOB HACTOSIIET0 U Oyayliero o0jimka ropoja BaplaBcKkas apXUTEKTypa Bpeme-
Hu Ilonbckoit HapoaHoit PecnyOnnku KakeTcsi HEKpacuBOM, HE3aMETHOW, KapiMKOBO,
CTaHOBHTCS BpOJ€ Obl HEHPABAIIUMCS U «Hedcenaemvim Hacieouemy. Ilocne Hemoinroro,
IIPOJIOJKAIOIIETOCS HECKOJIBKO JIET, TOCHOJACTBA JOKTPHHBI M IPAKTUKH COLpeaau3Ma B
apxutektype comnuanuctuueckoi [lompmm (ITHP) apxutexktypHOii gopmoii ctam momep-
HU3M CIEIU(PHUECKOT0 poJa, HA3bIBAEMBIH CETOIHS COIMOJAECPHH3MOM. B pamkax mpo-
rpaMMBbl MacCOBOTO CTPOMTEIbCTBA PEATM30BBIBAIUCH MPOEKTHI, ONpe/ieieHble (QyHKINO-
HaJIbHOCTBIO, JICHIEBBIE U Yallle BCEro cranaapTHele. [Iponaranaupys sranurapusm, 31aHUs
ObUIN JIUILIEHBl MHIUBUIYaJIBHOIO MOAX0a U CUMBOJIMYHOCTH; KPOME MILTIOCTPALIMM UIEU

! Pasymeercs, 4To cuTyanys ¢ 9TOM apXUTEKTYPOH B KaXIOM I'OPOAE U KaXKIAOM PalioHE pa3jInyHa.

2 B 06J'IaCTl/I APXUTEKTYPHOI'0 HaCJI€Aus CIIOPbI BBIZBIBACT BOIIPOC, ABJIACTCA JIM apXUTEKTYpa IMOJTOBHUHBI
XX Beka (B CTHIISIX: COLpeasIu3M MM MOJEpHHU3M) KyJIbTYpHBIM HacienueM. U panee: sxernaeMoe JIM 3TO Ha-
ciene, WM TOJIBKO 0J00psieMoe, MIIM MOKET Ja)ke HexxellaeMoe.

* C (opManbHOii TOUKH 3peHHs, COIIACHO JeiCTBYIOMEMy B HACTOAIIEeE BpeMs B [lonblue 3aK0Hy 06 0X-
paHe NaMATHUKOB UCTOPUU U KYJBTYPBI 3Ta apXUTEKTypa MOXKET PACCMAaTPUBATLCSA B KAUECTBE MAMSITHUKA U
OBITh BHECEHA B PEECTp MaMATHHUKOB. B Takoit peectp, HampuMep, BIHcaH kol Mukpopaiion Koo B Bap-
maBe, mocTpoeHHBIH B 19471956 rr. mo npoekty Xenensl u [llumona ChIpKyCyB, SBISIONINIACS BOTUIONICHH-
€M HJEH paiioHa, YIOBJIETBOPSIOIIEr0 HOBbIE NOTPEOHOCTH OOIIECTBEHHOI Xn3HH. Tarke Mmoj oxpaHy Oblia
B3sTa colMaiucThieckas gactb Kpakosa, HoBa Xyra Toro ke meprosaa, HO Apyrod apXuTeKTypHOH (HOpPMBL
Wpnet nuckyccusi, B KOTOPOH NIPUHUMAIOT y4aCTHE HE TOJIBKO PECTABPATOPHI, SIBISETCS JIU Takas popma oxpa-
HBI COOTBETCTBYIOLIEH.

* Vnpasienue KyIbTypHBIM HACJIEIMEM SIBISCTCS CPABHUTEIBHO MONOIOH mucuurumHoil. IIpodeccop
36urHeB KoObuIMHCKH, pa3BuBas ee B rnocieqHee Bpems B [losblire, onpenenser 3Ty JTUCHUILIMHY KaK «HAYKy
00 oxpaHe NaMsATHUKOB ¥ UX MCHOJIb30BaHNH B ITyOJIMYHBIX LIEISIX).

* Hanpumep, MeIy BOEBOJICKMM KOHCEPBATOPOM IAMATHHUKOB KYJIbTYPbI, BOEBOIOH, OBILIECTBOM MOb-
CKMX apXUTEKTOpoB, OOIIECTBOM OXpaHbl MaMATHUKOB HCTOPUM M KyJIbTYpbl, OObeaAneHNEM 3alllMTHUKOB
MaMATHUKOB MCTOPUH U KyJIbTYpbl BapiaBel, I TaBHBIM apXUTEKTOPOM TOpOJa, SKCIEPTaMH U HHBECTOPaMHU.
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paBeHCTBa BceX Jrojiel Obutn OHU (1O KpaiiHel Mepe, Tak Ka3ajloch) aue0JOrHYECKUMH.
OTCcyTCTBHE HICOJIOTHH MPEIOCTABISIIO apXUTEKTOpaM IIAHC TBOPUYECKOW CBOOOBI. B Ka-
YeCcTBE CIYX eOHOW, OCYLIECTBIAIOIIEH OOIECTBEHHYI0 MUCCHIO, U3MEHSIOIEH Tpaauliy-
OHHBIE MOJEJIN >KU3HH, 3Ta apXUTEKTypa HaxoAuja OJ0OpeHHE y TOrJalllHed MOoJIUTHYe-
ckoit Bnactu. Cneuuduxoii MmonepHusma nepuoja [IHP aBnsnoch Takxke HU3KOE KauyeCTBO
ATON apXUTEKTYpbl, UCIIOJIB3YIOIIEH dYallle BCEro JEIIEBble M HU3KOKAaYECTBEHHbIE MaTe-
pHaJIbl, KOTOPbIE HEKPACUBO CTAPSITCS.

B 06uxo/e ToBOpHUTCS 0 MOJEPHUCTCKON apXUTEKType Kak 00 apXUTEKType, paJiKallb-
HO 0TOPACBIBAIOLIEH HCTOPHUECKYIO TPATULIMIO, B 0OCOOEHHOCTH JIEKOp, HaKJIaIbIBAEMbIH Ha
dacan (Tak Ha3BIBAEMBId OPHAMEHT) C HAMEPEHHOW CHMBOJIMKOW, METAQOPUIHOCTHIO, UC-
TOPUYECKON MaMSThIO; U OAHOBPEMEHHO HUCIIOJIB3YETCs MIOHATHE aBaHIapAa B KAUECTBE CHU-
HOHMMAa TaKOH UMEHHO apXUTeKTypsl [12, c. 114, 118-119].

«Heoicenaemoe nacneduey — mpobiaema, KoTtopas TpeOyeT oco0oro ocmbicieHus.
Ipejiaral0 paccMaTpuBaTh €€ B paMKaX YK€ CYHIECTBYIOLIMX M XOpPOIIO pa3pabOoTaHHBIX
MHTEIJIEKTYalnbHBIX (pumocodcknx) nuckypceoB: 1) ¢punocodekoii XaitnerrepoBckoil uaeu
3a0BeHUs, (PEHOMEHOJOTUN XPAHEHUS M COKPBITUS (HEYTO XPAaHUT U CKPBIBAET); 2) UIEH
KyJbTypHOro nepemenienus xeitmca Knuddopaa (Hampumep, u3 KaTeropuu npousBese-
HUHI UCKYCCTBA B KaTETOPUIO UCTOPHUUECKUX HCTOUYHUKOB, TOKYMEHTOB 3II0XH); NEpeMelle-
HUs 0e3 (pu3nyeckoro yHMUYTOXKEHUS NPEIMETHOCTH, C COXPAHEHHUEM HEMHUCAHHBIX IpaB
npousBeneHud HckyccTBa [3, ¢. 116 u ciemyromue]. Takue moaXoAbl COOTBETCTBYIOT
IIPUHLIAINIAM, IPUHATHIM B YNPABICHUM KyJbTYpHBIM HacienueM [5, ¢. 30 u cienyromue].
OpnHako NpakTHYECKOE BOIUIOIIEHHUE JIaHHBIX MPUHIUIIOB B X0JI€ peCTaBpalliy MPOU3BEIe-
HUM apXUTEKTypbl TpeOyeT ocoObIX cTpareruil. B psne ciaydyaeB oTpunarenabHble 00LIECT-
BEHHBIE SMOIMH, CBSI3aHHBIE C HCTOPUYECKON LIEHHOCTHIO OT/ENIbHBIX KOHKPETHBIX 3JaHH,
OBbIBAIOT CIUIIKOM CHJIBHBIMHU, YTO HMPUBOJIUT K OJIOKMPOBKE BCEX CTApaHUM MO cOXpaHe-
HUIO 3TUX OOBEKTOB VISl OYIyIIUX TTOKOJICHHIA.

B xoHue nponutoro roxa ¢ kaprel Bapiiasbl vicue3 TOproBblii AaBUIIbOH, HAa3bIBAEMBII
Cynepcamom. OTKpbITHINA B 1962 roay, oH ObUT IEPBBIM Mara3uHOM CaMOOOCITYKHBAaHUS B
[Tonbckoit Haponuoit PecnyOmuke. Ilpoext mpunaanexan rpynmne Exku XpbiHEeBenkoro,
KOTOpasi BBIMTpana B cBoe Bpems KoHKypc'. B To Bpems CymepcaM ObUT SKCKIIO3HBHBIM
3JJaHUEM, UHTEPECHBIM U CTapaTeiIbHO MPOJyMaHHbIM KAaK C TOYKH 3PEHUS HOBBIX CTPOH-
TENbHBIX TEXHOJOTUIl (HOBOCTHIO OblIa KOHCTPYKIUS MOJBECHOW KpBILIM), TaK U Tpajao-
CTPOMTENBHOTO pelieHusl. ABTOPHI ITpoeKTa OblN HarpaxaeHsl Ha buenane B Can-Ilayso B
1962 rogy u MOIy4YyWsIM MUPOBOE MpPU3HAHHWE. DTOT OOBEKT, MOCTPOEHHBIM HAa OJHOW U3
LEHTpaJIbHBIX IUIOUIael BapmaBel MEXly COXPaHUBIIMMUCS WM BOCCTAHOBJIEHHBIMHU I'O-
POJCKUMH OCOOHSIKaMH TepBOi MmoyioBHHBI XX Beka, B amnpene 2006 roga Obul 3aKphIT U
OIIpe/IeIIeH MO CHOC .

Peaxims BapiiaBckoil 0OIIECTBEHHOCTH OKa3aslaCh JTUAMETPAIbHO MPOTHUBOIOIONKHON —
OT PaJioCTH 10 PE3KUX MpoTecToB. Mosoaoil uctopuk uckyccrna [lasen I'eprons 3a 2 mecs-

6 Apxurextop Mareit Kpacuncku, coasropsr: EBa Kpacuucka, Exu Ipunesecku, 36urues Kapruucku.
Konctpykums: BaruaB 3aneBcku, Anmkeit XKypascku, coaBrop CranmcnaB Kycs. Mapus JlecHsikoBCKa B
cBoeM Karasore-atnace (6, s. 134) xapakTepu3oBaia cymepcaM TakuM o0pazoMm: «OIuH U3 JyYIINX B TOCIe-
BoeHHOH Ilonbmie u B Bapmiase, apxuTeKTypHas penpe3eHTals TaK Ha3bIBAEMOTO «OPIOCCENBCKOTO CTHIISIY,
XapakTepHOro st apxXuTeKTypsl 1950-1960 rr. (mamBeicummii B3ner B maBuinboHe EXPO’58 B bproccene):
UCIIONIB30BaHKE Pe3HBIX (hopM 1 runepOon O1aronaps HOBBIM KOHCTPYKLMSIM U cTaTH4YeCKUM pemenusiM. Ho-
BaTOpCKas B Macuitadbe CTpaHbl KOHCTPYKIIMS BUCSIEH KPBIIIN, OIUPAIOLICHCS TTONIEPEMEHHO Ha HAKJIOHHBIE
CTOJIOBI Ha MOJTIOPax».

7 HenocpeicTBEHHOM NPHUMHO# GbLIA IIPOBEPKA COCTOSAHMS GE30MACHOCTH 00BEKTA B CBA3H C Tpareaueit
B BBICTAaBOYHOM I1aBWiIbOHE B CHIe3HH, I/ie MoJ] TSDKECTBIO CHera MPOBaJIMiIach Kphblma U norubno 70 gemo-
BEK. ApryMEeHTOM Oblla SKCIIEPTHU3a TEXHUUECKOT'0 COCTOSIHUS 3/JaHus, BBINOJIHEHHast npodeccopom Baprias-
CKOTO nojuTexHudeckoro nHeruryra Kazumexom Illyns6opckimM (HoABEprHyTask COMHEHHIO MPOGEeccopoM
C. Kycem).
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1a coOpai moj 3asBieHHeM o BkiItoueHHMH Cymepcama B peecTp NaMATHHKOB HUCTOPUM U
KynsTypblc 2000 moamuceii’. MHTepHeT-cepBHC szfuka.net TOKyMEHTAIBHO (UKCHPOBAT 00-
niecTBeHHble neiictBud B 3amuTy Cynepcama. IlosBuiuch crateu'’ B raserax: T rybuna,
Metropol, Gazeta Wyborcza Stoleczna, Zycie Warszawy, Berliner Zeitung. V1 TOTbKO B OJJHOM
U3 HUX KaTerOpUYECKH 3asBISIIOCH: «DTO 3[JaHUE JIOJDKHO OBITh CHECEHO». BhIcTynumin Takxke
npodeccop CranuciaB Kych, 0MH U3 KOHCTPYKTOPOB CynepcaMal !, CoGbrrus BOKpyr Cy-
nepcaMa ObUTH TeMOM pajino- U TEIEBU3HOHHBIX Iepeay ~, OTKPBITBIX BCTPEY C ny6m/n<017113,
OBLTH TIPHBJICUCHBI K AMCKYCCHSIM JCITyTaThl ¥ WIeHHB! ceHata . CTyaeHTsl MHCTHTYTA TpH-
KJIaJHBIX OOIIIECTBEHHBIX HayK BapIiaBckoro yHuBepcuTeTa MPOBENN aHKETHPOBAaHUE Cpean
XKUTenel palloHa MOKOTYB, HCCELysl YPOBEHb «IpPUBS3aHHOCTU» K 31aHuio Cynepcama u
MHEHUS [0 Bompocy ero JukBuaanuu. bonee 90% onporieHHbIX ObIJIO MPOTUB pa3pylleHUs
3TOrO MPUBBIYHOIO TOProBoro HeHrpa. OnHaKo B HIMPOKOM OOILIECTBEHHOM CO3HAaHUM KYJIb-
TYPHO-apXUTEKTYPHO-KOHCTPYKTOPCKUE TOCTOMHCTBA 3TOTO 3/1aHMs HE OBbUIM 3aMEYEHBl, HE
XBaTaJIO 3HAHUM HA TEMY €ro YHUKaJIbHOCTH M HOBAaTOPCKOI'O Xapakrepa. YIIPaBJIEHUE BOE-
BOJICKOT'O KOHCEpBAaTOpa HUYEro He MPEANpPHHSIIO Ui OOBSICHEHHs 3TOro Bolpoca, Oojee
TOT0, 3aHsUI0 BecbMa (popMaibHYIO MO3UIMIO, HACcTanBasi Ha TOM, yTo CyrnepcaM He BBINOJI-
HSIET YCJIOBHMH, HEOOXOIUMBIX /ISl BIUCHIBAHUS €TI0 B PEECTP MaMATHUKOB, @ UMEHHO: (op-
MYJIMPOBKH «CBHUJIETEILCTBO MHUHYBIIEH 310XW». OCHOBHBIE apryMEHThl YTpaBJieHUs BOe-
BOJICKOTO KOHCEpBaTOpa CBOAMIMCH K CIEOYIOLIEMY: XYA0)KECTBEHHAs LEHHOCTb 3JaHMS
JIMIICHA YHUKAJIBHOCTH, €r0 MHOHEPCKasi KOHCTPYKIHS BCTPEYAeTCs BO MHOTMX COBPEMEH-
HBIX nocTpoiikax. Bonpoc Cynepcama, mmpoko npeacrasieHHbslid B CMU 1 001ecTBeHHbIX

¥ B cBSI3M ¢ 3THM JIe7IOM ObIIO BBICIAHO 0KOJIO 1200 37eKTPOHHBIX MACEM MPEICTABUTEIISAM MHUPA HCKYC-
CTBa, apXUTEKTYPbI, HAYKH, KyJIbTypsl, MecTHBIX CMI, HHTEpHET-CEPBUCOB, My3€€B H TaJIepeil.

’ B Teuenne nepBbIX Tpex Hemenb — 1500.

" 310 6puH cTateu: IMaBna Canarsl «Crnacti ot yuuutoxenus» (Trybuna. 8.3.2006 r.); ITasna Po3sona
«Ynacrcs mu cniactu Cymiepcam st Oyaymux nokoneHuin» (Metropol. 9.03.2006 1.); Haperoma bapromesu-
ya «CynepcaM JOJDKEH OCTaThCsl, IOTOMY 4YTO OH IpeBOCXoaHbIN» (Gazeta Stoteczna. 22.03.2006 r. lapbto-
ma bapromesnua «CynepcaMm — CHOCUTD WIIM OXpaHsATh naMsaTHUK» (Gazeta Stoleczna. 23.03.2006 r.); becena
Japsroma Bapromesuya ¢ [keroxem byukewm, Butie-npesugeHToM OOIIECTBA MOJIBCKUX apXUTEKTOPOB «Cy-
mepcam — Haie KyJnbTypHoe Hacneauey (Gazeta Wyborcza Stoteczna. 24.03.2006 t.); 27.03.2006 — Jlapbrom
Bapromesuny, «IlycTe CkaxyT Joam, XOTAT JIM OHM, 4ToOBl Obul cHeceH Cymepcam» (Gazeta Wyborcza
Stoteczna); Mapuun Xamait «Ilocnennue aau Cynepcamay (Zycie Warszawy. 28.03.2006); 6ecena Jlapbromna
Bapromesnua ¢ mpodeccopom Kazmmexom Illyms6opckim «I[IpuroBop mpodeccopa rma Cymepcam» (Gazeta
Wyborcza Stoteczna. 29.03.2006); Ilerp PozBonm «3JkcmepTsl xotemu Obl paspymmts Cymepcam» (Metropol.
31.03.2006 1.); Muxan Botitayk «Korerr Cynepcamay (Gazeta Wyborcza Stoteczna. 1.04.2006 t.); Marga Kio-
nenka «boxpmioit ckanman ¢ Cynepcamom» (Gazeta Stoleczna Wyborcza. 7.04.2006); Muxan Boiitayk, Cynep-
cam e poxaercs [lacxu (Gazeta Wyborcza Stoteczna. 08.04.2006); Cei6mn Kopt [Ipomait Cynepcam, Berliner
Zeitung; 8.04.2006 Muxan Boiitayk, HoBsrit 6ot 3a Cyniepcam, (Gazeta Wyborcza Stoleczna. 11.04.2006); Ma-
rna Knozerika, bonbinoit mepee3n us Cynepcama (Gazeta Wyborcza Stoteczna 1.12.2006 1.) u nip.

CroHT 3aMETHTb, YTO M PaHbllle ke ObUTH MONBITKH Nepectpoiiku Cyrnepcama, KOTOpbIe BbI3bIBAIN OTPHIIA-
TenbHbie OTKIMKH. (Exxu Maescku. «Cymiepcam — 310 He Mmycop!» — Gazeta Wyborcza Stoleczna. 3.11.2004). ITo-
ciie cHoca kuHoTearpa Ckapra u kuHoTearpa Mocksa 13 wronst 2005 rozma nponu ceMuHap M OOIIECTBEHHBIE
nebatel: CogpemenHbie KyIbmypHble YeHHOCIU U RPUHYUNBL UX OXPAHbL 8 NOIUMUKe ONIae0yCmpoucmsa 20pood
Bapwasul, a makoice ux peanuzayus 8 MECHMHBIX NAAHAX 3ACMPOUIKU.

" Hurepsrio [lapwioma bapromesuua ¢ mpod. CranucmaBom Kycem (Gazeta Wyborcza, 31 mapra
2006 T.)

"2 Hanpumep, mepenada 27.03.2006 r. Pagmocranumu Eska; TemneBumsuonublii kananm TVP3 mocstui
MIOJTHOCTBIO TporpaMmy Pasnoznacus cobsitisiM Bokpyr Cymepcama; 3-MuHYTHBIH MaTtepuan o Cymepcame
mokasai Tenekanan TVP1 B BedepHeM Boimycke HOBocTe 9.04.2006 r.

" Hanpumep, B penaximu Gazeta Wyborcza.

" Bropo nenyrara ¥Omunu Iurepst u3 Ipaxaanckoii [T1athopmbr 06paTHIOCh ¢ MICHMEHHOM TPOCHEOit K
O0JacTHOMY MHCIIEKTOPY MO CTPOUTEIBHOMY Ha/30py O IPENOCTaBIeHUE dKCIepTH3, ceHatop Mapek Porku
(I'paxnanckas [Tnardopma) BHec Bo Bpemst 3acenanusi CeHara 3asiBJICHHE, HAPABICHHOE MUHHUCTPY KYJIBTY-
pul. Penakims cepBuca sztuka.net HarpaBuiia 3asiBIE€HHS ¢ IPOCHOOH MPEANPUHATH MEPhI HE TOJIBKO B aJipec
MuHHCTEPCTBA KYJIBTYPbI, HO ¥ BOEBOACKOTO KOHCEPBATOPA MaMITHUKOB, a Takke BapIiiaBckoro otaeneHus
OO01ecTBa MOIBCKUX apXUTEKTOPOB.
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JMCKyCCHUsIX, TOKa3ajl ¢ TMOJHOW OCTPOTON MpOoOJeMy apXUTEKTYpbl MOJEPHU3Ma BPEMEHU
[Monbckoit Hapoauoit PecyOnmku. Crioxkunach ciiemyromasi mKaja OTHOIICHUH K TaHHOMY
BOIIPOCY:

e HEINOHMMAaHHUE pa3jINuus B CTUISAX MOJIEPHHU3MA U COLpeann3Ma, BbI3BAHHOE OTOXK/Ie-
CTBJICHHEM HX XYJO0XKECTBEHHBIX U IOJIMTUYECKUX KOHTEKCTOB. JTO BBIPAXKAETCS B pacIpo-
CTPaHEHHOM HCIOJIb30BaHUU UX B CHHOHMMHUYHOM DSy OJAHONOPSIKOBBIX CJIOB: «colipea-
JU3M», «COLMOAECPHU3MY». TepMUHOM «COILMOAEPHU3M» MOTUEPKUBACTCS CBOECOOpazue Mo-
nepausma smoxu Ilonsckoit Hapoanoit PecryOnuku; ogHako ero 3ByKOBasi U BU3yajbHas
CXOXKECTh C TEPMHMHOM «COLIPEATU3M» CIIOCOOCTBYET OOBEIMHEHMIO 3TUX MOHATUH. Mc-
10JIb30BaHUE K€ 000MX TEPMUHOB OJIHOBPEMEHHO YCHJIMBAET UX TEOPETHUECKH HEOOOCHO-
BaHHYIO UJCHTU(PHKALINIO;

e CKJOHHOCTb K TOMY, YTO SIBJSIETCSI MOJHBIM, HOBBIM, CBEXHUM, «ICTETHYHBIM» (B
cMbIciie OaHalnbHOM KpacoTel). B ycoBepIIEHCTBOBAaHHOM aKTyalbHBIM TU3alfHOM COBpE-
MEHHOM MHpE€ HE XOUETCS CMOTPETh Ha HEKPACHBO CTapelolllie 3JaHUs, pa3pylIEHHbIE U
3amnyiieHHble. [[poxokue OTBOAAT OT HUX CBOM B3IVIAM, WJIM CMOTPAT HA HUX, HE BUJS U HE
3ameyas. Ho Benp Oynyun «HEYBHIEHHBIMUY», 3TH 31aHHUS HE MOTYT OTKPBITh CBOEH LIEHHO-
cti. CunTas UX HUYEro HE CTOSILMMHU, BIACTH rOpojia CTaparoTcs U30aBUTHCSA OT HUX JIIO-
OBIMH cTIOCOOaMMU;

e HE3HAaHUE U 0eCUyBCTBEHHOCTb K XYJIO’)KECTBEHHBIM, a TaK)K€ ICTETUYECKUM aCIeK-
TaM KOHCTPYKTHBH3Ma U (yHKIMOHaIU3Ma 50-X ronoB. M0OXHO OTMETUTh MHOTHE MPUYHU-
HbI TAKOT'O COCTOSIHUS. Bo-nepBbIX, 4acTo B pe3yibTaTe HE0OAyMaHHbIX PEMOHTOB WIJIM HO-
BOH KOJOPHCTHKM (acamoB'’, JOCTPOEK, KOMMEPUYECKHX PEKIaM M T.O. 3IAHHS TEPSIOT
CBOI1 NEpBOHAYANIBHBIN BUA. BO-BTOPBIX, N3MEHSETCA KOHTEKCT CyLIECTBOBAHUS NaMATHU-
KOB, KOTOpBIE [IEPBOHAYAIIBHO IPOEKTUPYETCS AJI1 HHOTO, HO ONPEAEIEHHO OAHOPOJHOIO B
CTHJIE TOPOJICKOTO yuyacTKa (JaHamadra);

e BOCXMIIEHUE TOYHOCTHIO U YUCTOTON (POPM, JIOTUKOM U COBEPILIEHCTBOM KOHCTPYKIINY;

e YIUBJICHHE U YBJIEYCHUE HEJAJIEKUM, HO O€3BO3BPATHO YIUEAIIUM IPOIILIbIM, BOC-
IPUHUMAEMBIM KaK YTO-TO OTJIMYHOE OT HACTOSALIETO BPEMEHHU.

13 5TOr0 CAenyIOT BEIBOJBL:

1. Cmemenue pa3HOOOpa3HBIX MEPCHEKTUBHBIX 3a/a4: MOJUTHUYECKUX (HMIEOJIOTHYe-
CKHUX), 3CTETUKO-XYI0’)KECTBEHHBIX (MCTOPUKO-UCKYCCTBOBEAUECKHX), @ TAKXKe OLIMO0YHOE
MOHMMAHHE LIEHHOCTEH, ONpeAeIsieMbIX pa3IMUHbIMU TOUYKaMH 3pPEHMsI, CO3JaeT MapaoK-
CBI B [TOJILCKOM MBIIIJIEHUH O MOJEPHU3ME B apXUTEKTYPE.

2. C MONUTHYCCKOH MePCIeKTHBbI' " B MOBCEIHEBHOM CO3HAHMM HE 0 KOHIA YIAeTCs
pa3feNnTh Ba OTIMYHBIX CTWIIA: MOAEPHU3M U colpeann3M. HeraTuBHble HIEOIOTHYECKUE
OLIEHKU HEMPOJIOJKUTEIBHOTO MEPHOA COIpeain3Ma yIUBUTEIbHBIM 00pa3oM MepeHOCST-
Cs1 Ha CTWJIb MOJIEPHM3M, KOTOPBIM Ha CAMOM JI€JI€ HaYMHAETCA paHblue, yeM snoxa [lomns-
ckoit Haponnoit Peciy6nuku, a mpooykaeTcsi 3SHaYMTEIbHO J0JIbIIe, B KAKOW-TO Mepe - U
B HACTOSIIIIGE BPEMSI .

"> Hanpumep, ynanenue jeraneil, Kak KapHH3bI, KOJOPUCTHKH M rpauuHbIX KOMIO3MIMHA. B Haubonee
ABaHTapAHOM NPOMW3BEICHUN IOJBCKOM apXUTeKTypbl KoHIa 40-x — Havasma 50-X IT., B TOPrOBOM LIEHTpE
«CMBIK» B X0Jle MOJCPHH3ALUH ITIOKPHITHIE C BHYTPEHHEH CTOPOHBI MPaMOPOM CTEHBI OBLIN 3aCJIOHEHBI IeCT-
PBIMH IUTUTAMH U3 THIICA M KAPTOHA, a 0OJIOKEHHbBIe IPAHUTOM KOJIOHHBI CKPBUTUCH 32 JICLICBBIMH JKECTSHBIMH
TUTNTaMU; TIOCTpOoeHHas 1Mo npoekty Jlaxepra m FOzeda Illanaiiier moura Ha ymume Taproa, dacan koTopoit
XapaKTepHU30BATIO0 COSIMHEHHE CEPOro KUPIUYa ¢ KPECTUKaMH M HEHOJMPOBAHHBIM KaMHEM Ha LIOKOJIE, 10CIe
OOHOBIICHHUS JIMIINJIACh TEPacc, ObUIM COUTBI KUPIIMYHBIC KPECTUKHM, HAa MX MECTa HATOXKEHBI IUIMTHI U3 MEeHOIIa-
CTa, NOKpaIIEHHbIE B PO30BO-KOPHYHEBBII 1IBET.

' JleMOHCTPHPYIOT 3T0 B 0COGEHHOCTH IUCKYCCHH Ha HHTEPHET-() OpyMax

XyIo>KeCTBEHHBIE (MCTOPUUKO-HCKYCCTBOBEAUECKIE) OLEHKH MOJEPHHUCTCKUX IPOU3BEICHUH, lake
snoxu [THP, 3HaunTenbHO BBIIIE, YeM OLIEHKH MPOM3BEICHUI cOLpeatn3Ma, TOBCEMECTHO CUMTAEMBIE CIie-
muduyeckumMu (HopMaMu KUTYA UIE0JIOTHUECKOTro Xapakrepa. B o0IiecTBeHHOI e MmepcneKkTuBe (XyIoKecT-
BEHHO-OOIIIECTBEHHOW YTONHMH) 00a 3TH TEUCHUS OLICHUBAIOTCA MTOJOOHBIM 00pa3oM — B Ka4eCTBE TEUCHUH,
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3. Jlns aHanm3a BOIMpOCa COXPaHEHUS! MOACPHUCTCKON apXUTEKTYphl MIPUTOIHA KATETo-
pUsl TICUXOJIOTHYECKON M OOIIECTBEHHOW MOTPEOHOCTH «CTAOMIBHOCTH OOMXHTOTO IIPO-
CTpaHCTBa». «MecTo — 3TO TO, UTO MBI UllleM. Hac myraeT MbICib, 4TO BO3MOKHO OBLIO OBI
€ero He Halth. OTO o03Hayajgo Obl CaMOYHHUYTOXEHHE. TpeBOXKHAs UYyXKIOCTh —
Unheimlichkeit — conpoBoXJ1aeT 4yBCTBO MPeObIBAaHMUS HE HA CBOEM MECTE WU JJaXKe He Y
ce0st, mpeJIBemaeT apcTBo mycToThly [9, ¢. 196]'". Peus nner, xax npeamaraer ITons Pu-
Kep, O MIOHATHH TOpoJa «KaK MECTa» B KaTerOpUsAX MHTepTeKcTyanbHoCcTH: «Kaxkaoe HoBoe
3/1aHHM€ BITMCHIBAETCS B TOPOJICKOE MPOCTPAHCTRO [...] ['opoa B ogHOM mpocTpaHCTBE 00be-
IUHSIET pa3IuyHbIe 3MOXH, Tpe/yiaras HaM KapTHUHY OCaKJIEHHOW CIIOSIMU MCTOPUU BKYCOB
u popMm KynmbTypb». PaspyiieHue cloKuBIICHCS TpaJoCTPOUTENbHON cpensl BOKpyr Cy-
nepcama (HarpuMep, knHoTeatpa Mocksa'’), a motom u camoro Cyrepcama, IpyrHX HHTE-
PECHBIX MPUMEPOB MOJAEPHUCTCKON apXUTEKTYpPhl, OECCIIOPHO, JTUIIHIIO TOPOJT HCTOPUUYECKO-
0 KOHTEKCTA; HE MPUBEIO HH K CO3IAHHIO HOBOTO «MECTa»’’, HH K CTPOHTENBCTBY HOBOTO
ApXUTEKTYPHOTO IIEIEBPa, HU K TBOPEHUIO HOBOTO, O0JIee rapMOHUYHOTO JIaH{magTa.

4. Jluckyccuu Mexay JIFOJbMHU, YMEIOIUMHU BOCXUTHTHCS YHCTOTOW, CMENOCThIO (JOopM
Y KOHCTPYKUUN CKPOMHBIX MOJAEPHUCTHYECKHUX MAaBUIBOHOB, U JIIOJbMU, HE 3aMEUAIOIIUMHU
ATUX LIEHHOCTEH, HaXOMUTCS B paMKax HOPMAJbHOTO Pa3HOTJIACHs MO MOBOAY XYO0XKECT-
BEHHBIX LIEHHOCTEW, YTO HOPMAJIbHO MPOSBISAETCS B KaXKJIOM 00IIecTBE (MHOKECTBO BKY-
COB, pa3nuyHOoe oOpa3oBaHHE). YPOBEHb 0Opa3oBaHUs OOIIECTBEHHON TPYIIbI 3alUTHI
(HaTHCKa), UCTIOJIb30BAHUE MHTEPHETA JIJIsi cOOpa MOAMKMCEN MO MUChbMaMH MPOTeCcTa, Ha-
MPaBJIICHHBIMH aIMUHUCTPATUBHOMN BJIACTH, BCE 3TO — OOBIYHBIC CIIOCOOBI NEHCTBUS B Je-
MOKpATHUECKUX 00IIecTBaX. DTO apTUKYJIUPOBAHKE B3TJIsI/1a B KOJUICKTHBE, B KOTOPBIH 3TH
J0M 00BbETMHUIIMCH Ha OCHOBAHUU OOIIEH MO3UIUH 110 JaHHOH Mpobieme.

5. HecmoTps Ha 0011IECTBEHHYIO aKTHBHOCTh M BBICOKYIO OIICHKY, MostydeHHyto Cyrep-
CaMOM IO CPaBHEHUIO C JAPYTUMHU OOBEKTaMHU MOJOOHOTO MEepHoJa M MOAOOHOTO CTHII,
Cyniepcam ObLT pa3pylieH. DTO HABOJUT Ha Pa3MBIIUICHUS O CBOETO pOJa CIy4alHOCTH

Y3ypIUPYIOIMHUX IIPaBO Ha MEPEOICHKY CIOco0a KU3HU YeI0BeKa, (OPMUPOBAHIE YEIIOBEUYECKOTO TOBECHHUS
C MTOMOIIBI0 ONpeneNeHrsT POPMBI OKPYKEHHS YEIOBEKa, MECT, B KOTOPBIX HIET CBOUM YepenoM Ku3Hb. Og-
HaKO COLpeaIn3M — Pa3sHOBUIHOCTb 3TOM YTONMH, CUIBHO CBSI3aHHOW C KOMMYHUCTHYECKOM HIEOJIOTHEN U
MOJIMTUKOM, KOTOPBIE PUIABATIH €My 3JI0BEIIe-ONTHMHCTHYECKUI XapakTep; MaHu() eCTUpOBaia B HEM CHITY U
CBOCOOPa3HBIA BO3BBIIICHHBI MOHYMEHTATIN3M (MOKEM IMIPHCMOTPETHCS C 3TONH TOYKH 3PEHUS K IIPEBOCXOTHBIM
KaHzesiopam ¢ miomaa KOHCTUTYIMU ¢ MX OTPOMHBIMH MOJCTaBKamMu ). Mo/iepHHU3M SIBIISIETCSI BBIPOYKEHUEM
0OIIIECTBEHHOH YTOIMH, KOTOPAsi IPOIPaMMHO CTapajiach M30erarh IMOKa3aHHsl CBS3M C KAKUM-JIMOO HJIe0JI0THY-
HO-TIOJIUTHYECKUM TIPEJICTABIIEHHEM; HO YTOHYEHHOCTh XY/0’KECTBEHHBIX [IEHHOCTEH apXUTEKTYPHBIX IIPOEKTOB
(xoHCTpYKUMS, (opmMa) He3aMeTHa HM3-3a JCHIEBBIX MAaTepUaoB M HEKAYeCTBEHHOTO McrojHeHus B ero ITHP-
OBCKOH BepcuH (pasHOBUAHOCTH). Takoke Ha IPYrue acleKThl , OTPEAeIIONIAe CUTYAIlHI0 apXUTEKTYPHI COIpea-
nmm3Ma, oOpamraer BHUManne AHDkell bacucra B cBoeit kaure Befonowe dziedzictwo. Architektura w Polsce
czasow komunizmu [1, c. 19-29]. 310, HanpuMep, BHICOKOKAYECTBEHHOE PEMECIIO U TPAAUIIMOHHBIE CTPOUTEIh-
HBIE MaTepHaibl, MOAHOE TEHEPh HCTOPHUYECKOE JCKOPHUPOBAHNE, TPATAUIIMOHHAsA YpOaHUCTCKas KOMITO3UIIHS U
MpojiyMaHHas ceTh MH( pacTpyKTYpbl. DTO MPHUBOJUT K TOMY, YTO COLPEATUCTHYECKUE OOBEKTHI (HECMOTpPS Ha
OCTpBIE JIMCKYCCHU ITOJIMTUYECKOTO U XyIO)KECTBEHHOTO XapaKTepa Ha TeMy MX OTHECEHHs K HacJIeIHIo, JKenae-
MOMY HMJIM HEKEJIaeMOMY), Ha ITyTH 3aHECEHHsI X B PEECTp MaMATHUKOB OIIEPEXAIOT CBOUX POBECHUKOB, CO3/1aH-
HBIX B JIPYTUX CTHJISAX, HAllpUMEp, MOJEPHHUCTCKOM. VICKiItoYeHNe B CBS3M BIIMCAHUS B PEECTP MaMSITHUKOB CO-
CTaBJSIeT CBS3aHHBIA ¢ MOJEPHU3MOM KIITOH MuKpopaiioH Koo B Bapmrase, koTopsiii 6epeT cBou KOPHH B JI0-
BOEHHOU KOHIICIIIUU «TOPO/Ia-Cajiay.

'8 10T aBTOp MOIUEPKMBACT B CBOMX PA3MBIIUICHHSX POJIb, KOTOPYIO CHIFPAIIA B CO3IAHMH ()eHOMEHO-
JIOTHH «MecToHaxoxaeHus» (place) nmm «mecrtay (lieu) nabmronenus DnaBapaa Kaces, a Taxke paboTsr Mo-
puca Mepno-Ilontu u I'acrona bamsipa.

"% CriokoitHoe oTHOMEHHE OOIIECTBEHHOrO MHEHHS K (DAKTy paspylICHHS MOKHO OOBACHUTH TEM, 4TO Ha
OIICHKY IIEHHOCTH 3TOW apXUTCKTYPhl OTPHUIIATEIILHOE BIUSHUE UMENIO Ha3BaHHe KuHOTearpa. [loatomy dakt
€ro CHOCa MMEET HE TOJIbKO IKOHOMHYECKYIO, HO U MOJUTHYECKYIO MOJOIUIEKY, YTO HABOAUT Ha pa3Mbllilie-
HUSI O B3aUMHBIX OTHOLIEHHSIX HEACTETUUECKUX M ACTETUUECKUX LIEHHOCTEH.

%0 Xots B mOC/IE/IHEE BPEMs HEKOTOPBIE HAOITIOATE/H KU3HH BaplIaBsl 3aMeuaroT, 4To IIIOMIAIKa BO3JE
JIbBOB (COXPAHMBIIMICS 3JIEMEHT OKpYXKEHHUs OBIBIIEro KMHOTeaTrpa MOCKBA) CTAaHOBHTCS MECTOM BCTped
BapIIaBsH.
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TOTO, YTO MBI [TOJIy4a€M B HACIEJACTBO OT MPEABIIYIINX MOKOJEHUN U peraemMcsi IPUHSATH B
KauyecTBE HAIIEro KyJbTypHOro Haciemus. Cryuaunocms 3Ta HE SBISETCS XapaKTepHOU
YEepTOM HAILIETO BPEMEHH, a €€ UCTOYHHUK — 3TO HE TOJbKO HEMPEIBUICHHOE BMEUIATENbCT-
BO MPUPOJIbI B CO3aHHBIE YEJIOBEKOM ITPOU3BEICHUS.

Baxxnoit ¢opmoii pedaexcuu-pa3MplIuieHus (aBaHrapAHON?) 0 MOTepe pa3pyIIEHHOTO
Cymepcama 0Ka3anoch MPEBPAMICHHE 3TOr0 COOBITHS IPYIIO MONOIBIX ABTOPOB ' B Xy-
JIO’)KECTBEHHBIN MPoeKT. B koHIe deBpans-nagane mapta 2007 roga B ranepee Kapnerapaa
ObLTH COOpaHBI M MIOKA3aHbl PA3IMYHbIE PabOThI, MOCBALICHHBIE ncue3arnemMy Cymnepcamy:
dororpaduyeckas JOKyMEHTALMs 31aHUs, KHHOPUIBMBI C BOCOMUHAHUSAMU OBIBIINX pa-
OOTHMKOB WM KJIIMEHTOB, NMPOEKTHI, BIOXHOBIICHHBIE €r0 CHEIH(PHUECKOW apXUTEKTYPHOH
dbopmoii. Taxxe ObLT (GUITBM, CHATHIN 3a IBa TOJA IO OMUCHIBAEMBIX COOBITHI HEMEIIKUMU
orepaTopamu, KoTopsle yBuaenau B CynepcaMe MoJieNb peau3alui yTOIMMYECKOTo colua-
JUCTUYECKOTO MTPOEKTA.

B orcHaTeix kaapax nponasubsl Cynepcama HOBTOPSUIM 3ay4€HHBIE, MTOJACYHYThIE 3apa-
Hee clieHapucTaMu OaHanbHbIE (Ppa3bl TUMA: «MBI — OJJHA OOJBIIAsE CEMBbs», HACTOJIBKO He-
JIOCTOBEPHBIE, IITAMIIOBBIE U OyMaXKHbIE, KaK M cama HJI€0JIOTHs, KOTOPYIO OHH BbIpaXkaju.
Ho Ha3BaHHas KMHOJIEHTa J1aja JAOMOJIHUTENbHBIA apryMEHT B MOJIb3y TOro, uro «Cynep-
cam», 0eCCOpHO, UCTOPUUECKUM TOKYMEHT, NaMSATHUK MUHYBIIEH 3M0XE, CBUAETEILCTBO
COBEPIUICHHO WHOTO CTUJIS XU3HU. McTopuueckoil popmoil «HEeTaBHETO MPOIULIOTOy» SBIs-
eTcs He TOJBKO (PYHKIIMOHMPOBAHHE STOTO CylepMapKeTa, HO M OOIIECTBEHHBIE OTHOIIIE-
HUS ATIOXU €r0 MOCTPOHKH, a TaKkKe CHOCO0 OCYIIECTBICHUS MOKYNOK HACEIEHUEM H T.1.
Jlnst aBTOpOB paboOT, MOKa3aHHBIX HAa BBICTaBKE, 3CTETUKA 60-X TOJIOB — ATO ICTETHUKA HX
«POJIHOTO TeH3axkay», UX JIETCTBA — OHU BBIPOCIU CPEOU TaK HA3bIBAEMbBIX «MHOI03Ta-
JKEK», HAa aHTPECOJISAX UTPATH B «PHIOATIKY», 3[IeCh COOMPATN KOIIMAYKH OT OyTHIJIOK. DTOT
naHAmadT ¥ apXUTEKTypa CTadd TEMOH UX Pa3NIHYHBIX MO >KaHpaM Mpou3BeneHUN. Mbl
HE HailZieM Ha 3TOM BBICTABKE MOJ Ha3BaHUEM 30ecb Hacmynuia nepemend BbIAAIOIINXCS
MPOU3BEACHUN UCKYCCTBA, HO XYJOKHUKU OCYIIECTBUJIM BaXKHBII MPOEKT — HA CTapUH-
HOM BoccTaHOBIeHHOM Kpakosckom IIpenmectse, B cTapuHHON BOoccTaHOBIEHHOM Kop-
Jlerapie, UX UCKYyCCTBO aKTyaJIM3UpPOBAJIO ayTEHTUYHOE Hacieaue XX BeKa, K KOTOPOMY
MIOBCEMECTHO OTHOCATCS WM C HEXEJIaHUEM WIM ¢ paBHoaymueM. HemHorum panbiie
[Taynuna OnoBcka MOJyYEHHbIE C TPOJIaKU CBOMX KapTUH JE€HbI'M IPeAHA3HAuYMIIA Ha UC-
KIJIFOUNUTEIBbHYI0 XYy/10KECTBEHHYIO HUJIEI0, Ha aKlLMIo 1oJ Ha3BaHueM «KapTtuna — oOmMeH —
HEOH», T.€. Ha pecraBpauuio HeoHa «Boneibonuctka» 1961 roma. [{ns Heé HeoH ObLI
3HAKOM M CBMJIETEJIBCTBOM >KU3HU €€ MOKOJIeHUs. Ee pOBECHUKHU B JETCTBE Urpasil, CUH-
Tasi CBETOBBIC IIAPUKH, COCTABIBILNE 3Ty CBETOBYIO KapTHHKY~. KpoMe Toro, HeoH ObLT
KPacuBbIM U C (OPMaIbHOM TOYKH 3pEHHUsS, MPEACTABIAS KOT/AA-TO BAXKHBIA HJIEMEHT
KYJIbTYPHOTO TEel3axka ropoja.

Henasno Ha BricTaBke B ToM ke Kapnerapae HOnura Byituuk (pon. B 1971 r.) npexacra-
BUJIA BA3aHHYIO KPIOYKOM KapTHHY, U300pa)KaION[yI0 KOMIUIEKC HJIbIX JIOMOB, COETUHEH-
HBIX MEXIy co00H, (hopMa KOTOPBIX M PaCIOIOKeHHE OAaTKOHOB HAIIOMHHAIOT BOJIHBI (372~
HUs Takoro tuma crpowtuch B [lombme B 1960-1970-x romax). Ilo ee MHeHHIO, BUJ 3THX
3laHUN — TIpEKpacHbIi U B TO k€ BpeMs cTpamHbli. JKusonucen Mapus Kuchep mno-
CBOEMY yBHUJIENA apXUTEKTypHBIE 00BeKTHI 1960 1 1970-x rogoB. OHa WX TOKa3ajia Ha CBO-
UX MOJIOTHAX B pOpMaxX MUHUMAINCTHUECKUX CKYJIBITYD.

! Onpenenenne «rpynmna» s HCTONB3yI0 B CBOGOIHOM CMBICIIE; apTHCTHI, €& COCTABIISIONIME, HE GbUTH
00bEMHEHBI B KOJUIEKTHB, TECHO COTPYIHMYAs MEXKAY COOOM B Pa3HBIX CUTYaLUsIX.

2 3T0 He mepBHI IPUMEpP OTHOLIEHHS K MCKYCCTBY KaK K HHCTPYMEHTY OXPaHbI HAMSTHHKOB CTapUHBI,
HarpuMmep, B 2001-2003 rogax simoHckuit XynoxHuK Tanamu KaBamaTa B paMKax COOCTBEHHOTO XY/IOKECT-
BEHHOTO NPOEKTa oTpecTaBprpoBain rnorpeda XIX Beka — IUCTEpPHY /I BOABI — HA TUIOLIAN TIepex Y sA30B-
ckuM aBopuoM (LleHTp coBpemenHOT0 HCKyccTBa) [4, c. 109—125].
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B paccMOTpeHHBIX NMPOEKTax XyA0KECTBEHHBIN S3bIK, S3bIK UCKYCCTBA, UCIIOIb30BAJICS
CO CMUPEHHEM B KaUeCTBE MHCTPYMEHTA OOIECTBEHHO-II0JIE3HOTO IPOCBETUTENIBHOTO AeH-
ctBus. Ero riaBHOI 1eNbI0 SBISIIOCH U3MEHEHHE OOIECTBEHHOTO CO3HAHMSI, 4 TAKXKe CO3-
HAHUSl OTBETCTBEHHBIX JIUI], PELIEHUS KOTOPBHIX MPEACTABISIOT HAaUOOJBIIYIO YTpO3y JUIs
YHHUKAJIbHBIX M MHOHEPCKUX Mpou3BeneHud XX BeKa. DTU MPOEKTHl KaK Obl «3aMEHIIIN
co00i1 BBICTYIUIEHUSI KDUTHUKOB U UCTOPUKOB HUCKyccTBA. VIMEHHO mociieiHie ObLIN OTBET-
CTBEHHBI 32 (hopMHpOBaHNE MHEHHUII CIICIIUAIIMCTOB U TaK Ha3bIBAEMBIX HaOJIOaTeNei uc-
KyccTBa. IMEHHO OT 3THX SKCIIEPTOB BCETa JKAYT aHaM3a XyI0KECTBEHHBIX M OOIIECT-
BEHHBIX MpoO0JeM, 3aTparuBacMbIX KOHKPETHBIM HaIlpaBICHHEM HCKYCCTBa (Hampumep,
MOCTUMITPECCHOHM3M, a0CTPaKTHBIA 3KCIPECCHOHM3M WM TIOM-apT), MOMOIIM B MOHUMA-
HUU ATHX MPOoOIeM. A B 3TOT pa3 UCKYyCCTBO CaMO B3sJIO Ha ceOs poJib KPUTHKA, IPUHUMAS
BBI30B apXHUTEKTYpPbl MOJIEPHU3MA TTOCIIeBOeHHOTO Tieprona [lombckoit Hapoanoii Pecmy6-
mukd. MomoJible XyA0KHHUKH Kak Obl «OTKPBUIM» TOPOJCKOM mei3ax (manamadr), co3na-
BAEMBIIf MOJEPHUCTCKHMH APXUTEKTYPHBIMI OOBEKTAMI .

[Tpumep c 3ammToi u cHocom Cymnepcama U MOCHEAYIOUMMUA BOCIIOMUHAHUSIMUA O HEM B
KOHLIENITYAJIbHBIX ITPOEKTaX MOJbCKUX XY0KHUKOB, BECbMa MIOKA3aTeJIeH CO BCEX TOUYEK 3PEHHUSI.

B mepuoa ObICTPHIX OOIIECTBEHHO-MOIUTHYECKU-IKOHOMUYECKUX TEpEeMEH M Tepe-
OLICHKH HCTOpPUHU apXUTEKTypa TaK)K€ OKa3bIBa€TCSl MPEAMETOM OLEHOK (KaK CyObEeKTHB-
HBIX, TAK M HHTEPCYOBEKTHBHBIX) . OGHAPYKMBACTCS HATSHYTOCTh MEKIY HOBOM (WIH
MOXET TOJBKO BO3BpAIEHOM) 00IIECTBEHHOM, HAIIMOHATHHOM, HCTOPUUECKOU UIEHTUIHO-
CThIO, OCHOBAaHHOW Ha KOJUIEKTHBHON MaMmsATH (yHAclleJOBAHHOH, MEepeAaHHON TpeabITy-
IIMMH TOKOJICHUSIMU U Uy>KMMHM JIFOJIbMU WJINM U3BJICUYEHHOM U3 apXUBOB), U MEXIy €IU-
HUYHOW WJICHTUYHOCTHIO, OCHOBAHHOW Ha WHABHIYaJIbHON MaMsTH (BOCTIOMUHAHUSX (pak-
TUYECKH TIEPEKUTHIX COOBITUH, COOCTBEHHOTO OMBITa). B 3TOM CIOXHOUM CHUTyaluu u3me-
HEHHUS MOPAJIbHBIX IIEHHOCTEW HE JIOJKEH MPEphIBAThCA HEJNETKU JUaor ¢ MPOIUIBIM U
TpaauLuei; AMaIor JOHKEH MPOJOKAThCS, €ro TEUEHUE U Pe3yIbTaThl UMEIOT BIMSHUE Ha
CETOAHSIIIHUN U Oyaymumii 06JIuK ropooB. DBa PeBepc mepeuncisier 4eTbipe BO3MOXKHBIC
CTpaTeruu:

1) cTtparerusi BHITECHEHHsI W3 TaMSTH, BBIUEPKUBAHUS CIEAOB COOBITUH, O KOTOPBIX
JKUTENIN JAaHHOTO TOpoJia HE JKENaloT MOMHUTh WM HE JKEJIaloT BKJIKYaTh B CBOIO Tpaau-
LMI0 — Pa3pyILLIECHUE U HA ’TOM MECTE CTPOUTENICTBO YEr0-TO HOBOIO;

2) crparerusi epecTpoiiky, 3amyThIBaHUE TPAIULUH, Yallle BCEr0 OCHOBAaHHOE Ha Ipe-
00pa3oBaHUM CYIIECTBYIOINUX OOBEKTOB B JAPYTHUE, CIyXallue, HampuMep, A MoTpeOu-
TEJIBCKUX LEJIEH WIH Pa3BICUYCHUN;

3) cTparerus moBTOpa: B JUAXPOHUYHOM CMBICIIE BOCCTAHOBIIEHHE, B CHHXPOHUYHOM
acriekre — 100aBJIeHNE OYepEeTHON YaCTH WM MOJ0OHOT0 3JaHMs, COSIUHEHHE, IPEYMHO-
KEeHHE. DTO MOXKET OBbITh MOBEPXHOCTHOE MOBTOPEHHE BHEIIHUX AJIEMEHTOB WM 4YacTeil,
MMEIOIIIEe MEXaHUIECKHH XapaKTep, a MOKET OBITh TOBTOPEHHE r1y6oKoe *;

4) crparerusi onpeesieHus] paMoK, 0003HavYaroIIasi «IOCTPOSHHE HOBOTO YPOAHUCTHYHO-
ApXUTEKTYPHOTO KOHTEKCTA JUI HCTOPUUECKUX (POPM TOPOJCKUX MOCTPOeK» [8, c. 249-254].
HoBbIi1 KOHTEKCT MHTEPIIPETUPYET, HO TaKke U BbiaesaeT. OOpaTHBIM EHCTBUEM SIBIISCT-
Csl COKpBITHE.

2 370 HEMHOTO HAIOMHUHAET CUTYaIHIO, KOTAA CTAJH 3aMeYaTh MPEJIECTH HEJOLEHEHHOTO PaHbIIe Mei-
3a)ka BBICOKUX CKaJIbHBIX rop. Ha sty Temy numer J. Wozniakowski [13].

# Hampumep: JIBopen KynbTypbl U Hayku, MDM, MOIEPHUCTCKME TOPIOBBIE NABUJIbOHBI, KHUHOTEATPbI
WJIH JKEJI€3HOIOPOKHBIE BOK3aJIbI.

3 ITonb3ysicy pazmuuusmu K. Jleneza, MOKHO B paMKax 3TOH CTpaTeruu 3aMETUTh ABOWCTBEHHBIM CTH-
MYyJI: IJIOCKHE IMMOBTOPESHUS TOTO, K Y€MY HPHUBBIKIIA — CTUMYJIMPOBAHHBIC HJICCH: «TaK OBUIO BCETa» W TIIy-
00KOE MMOBTOPEHUE MAMSATH: «3TO OBUIO KOTAA-TO, U OBLTO BaXKHOY» (MJIM: 3TO JUIA MEHS/HAC BaXKHO; WIIU: OBITH
MOJKET 3TO OyAeT BaKHBIM ISl OyAyIIuX mokoieHuil) [2, c. 398].
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[TpuHsATHE CTpaTeruyu paMOYHOTO OIpPEIENICHHs, a TeM OoJiee CTpaTeruy MOBTOPEHHUS, TO-
TpeboBaso Obl O0JIEe BHICOKOI OLIEHKH MOJEPHUCTCKON apXUTEKTYphl, YEM OHA OLIEHUBAETCS
B HacTosIlee BpeMsi. Bce Ha3BaHHBIE CTPATErMU BBIXOIAT 32 paMKU MACCUBHOW TMO3UIIUU TIO
OTHOILIEHUIO K apXUTEKTypHBIM OOBEKTaM, MPEANoIaraloT akKTUBHYIO MO3MIIMIO, BIIOKEHHUE
HOBBIX MHBECTHUIINH, CO3/IaHKE YCIOBUH, MOTYEPKUBAIOIINX IOCTOMHCTBA KOHKPETHOTO 3/1a-
HUS1, paclpoCTpaHEeHHe €ro HEHHOCTEN 1 (hopM Wi, IO KpaifHel Mepe, MpUCcnocoOIeHue Ho-
BBIX O0OBEKTOB K 3TUM LIEHHOCTSIM, CO3/IaHUE HOBOT'O TAPMOHUYECKOTO MOPSIKA.

Ho BocnpusitTue MozepHU3Ma KUTEIIMA BapiiaBel aMOMBaICHTHO; HalpuMep, 3HAYHU-
TeJlbHasl TPYyMIa C pa30uapoBaHUEM U HEJIOBOJIBCTBOM IMPHUHSIIA PEIICHHUE JKIOpU MEXKIyHa-
POJIHOTO KOHKypcCa IO CTPOUTEIBCTBY MOJEPHUCTCKOTO MHUHUMAIMCTUYECKOTO IMPOEKTa
My3esi COBpeMEHHOT0 MCKYCCTBa aBTOPCTBA IIBEHIIAPCKOTO apxuTekTopa Xpuctuana Ke-
pe3a. A 370 3HauuT, 4To B [losbiie B HacTosIIEe BpEMsI CKIIOHHOCTh K 3CTETUYECKUM LIEH-
HOCTSIM 3TOTO CTHJISI HE COOTBETCTBYET «AYXY SIOXU», T.€. MPOIIE TOBOPSI, «BBIILIO U3 MO-
mpi»°. Jlaxke CTpaTerusi MepecTPOKH, COXPAHSIOMAS CTAphle 3JAHMs, OCYIIECTBIISETCS
9acTo TakKMM 00pazoM, YTO B pe3yJbTaTe HEMOHMMAHUS IEHHOCTU 3TUX APXUTEKTYPHBIX
NPOM3BEACHUH OHM (DaKTUUECKH YHUUTOXKAIOTCS. K paspylieHnio Kak OTAENBHBIX TOCTPO-
€K, TaK ¥ aHcaMOuyiel Wi ypOaHUCTHUUYECKUX KOMITIO3UIIUNA MPUBOJAT TaKHe NEHCTBUS, KaK
MojepHM3aIus (Jalie BCero TEPMOM3OJIALNS), BIEKYyIas 3a co0oil m3MeHeHue Qacaaos,
(dbparmMeHTapHOE pa3BUTUE U HAJCTPONUKU OOBEKTOB, a TaKXke J0OaBICHHUE DIIEMEHTOB K Of-
HOPOJHBIM (YHKIIMOHAJIFHO W MPOCTPAHCTBEHHO aHcamOisiM mocTtpoek. K HeMHoroumc-
JICHHBIM TOJOXKUTEIBHBIM MPUMEpPaM PEMOHTA, HE pa3pyLIAlOIero EHHOCTEH apXUTEKTY-
pe1, otHOcuTcst Oap Beneuust (Anes Conmumapnoctu, 128). MHBecTOp mpu3Haid MEHHOCTb
3[IaHUs, KOTOPOE SBJISETCS SPKUM MIPUMEPOM apXHUTEKTYPhl MOJIEPHHU3MA.

Jls ropoAcKuX BiacTedl U MHBECTOPOB 0o0Jiee BCETO MpUEMIIEMa CTpaTerus paspylie-
HUSl, BBITECHEHUS, BHIYEPKUBAHUS U3 TIAMSTH U CTPOUTENIBCTBO HOBBIX 00hekTOB. Ho Koraa
HCYE3al0T APXUTEKTYPHbIE OOBEKTHI, BIIMCAHHBIE B MAaTEPUIO T'OPOJAA, Pa3phIBACTCS Kyib-
TypHas ToceI0BaTeNbHOCTD. [Ipoiuioe, a Takke JUIIEHHOE STOr0 MPOILIOTr0 HACTOSIIEE,
CTaHOBSITCS HEMOHSATHBIMU. A Beb MOCJIEI0BAaTEIBHOCTh CYLIECTBOBAHMS rOpoja, Mare-
pHalM30BaHHAs MaMsTh O MPOILIOM, TIOMOTAeT JIOSIM Yy3HaTh, KEM OHH SIBJISIOTCS; €lU-
HUYHAs ¥ 00IIas AMATh CO3AA0T HX HACHTHIHOCTD .

B BapiiaBe MO>XKHO HalTH MHOTOYMCIICHHBIE BBIAIOLINECS IPUMEPbI MOJEPHHUCTCKOMN ap-
XUTEKTYPbI KaK MEXBOCHHOIO MEPHOJA, TAK U MOCIE BTOPOl MUpPOBOW BOMHEI. [IpeBanupyer
MHEHHE, 4To BapimaBa — 3TO MOAEPHUCTCKUN TOPOI, U B 3TOM 3aKIIOYAeTCsS €€ HICHTUY-
HOCTB". EC/TH TIPHHATH CKA3aHHOE 33 MPABHIIBHBIN TE3HC, TO 3TO 03HAYAET (M KaK TOr/Ia MOHH-
Math uctopuio co cHocoM Cymepcama), uto BapiaBa siBisieTcst ropoJioM, KUTENN KOTOPOTo B
3HAYUTENILHOM Mepe He OAO0OPSAIOT TOro, YTO JUIs Hee HauOoIee XapaKTepHO, YTO OTIMYALT e
OT JIPYTHX TOPOJIOB, T.€. TOPOJIOM, HAXOISAIIMMCS B HECOTJIACHU C CAMUM COOOM.

Paspemienriem 3TOro mapajnokca U AOJDKHA OBITH MPOJyMaHHAsl CTPATErus yIpaBJICHUS
KyJIbTypHBIM HacienueM. B Ilonbine Hacneane XX Beka MOKET OXpaHATHCS JBYMsSI CIIOCO-
0aMM — WM ¢ TOMOUIbIO BIMCAHMS B PEECTpP MAMSITHUKOB, IPEITyCMOTPEHHOE 3aKOHOM 00
OXpaHe MaMATHUKOB UCTOPUU U KyJbTYphl OoT 23 urong 2003 r. WK ¢ MOMOUIbIO 3aIIUCH B
3aKoHE O MJIAHUPOBAHUM U 3acTpoiike TeppuTopuil ropoga ot 27 mapra 2003 r., yuuThI-

% B mcTopuu GbUTH YHHUTOXKEHBI MHOTHE COOPYKEHHS 110 IPHUYHHE TPEHEOPEKEHHS U OTCYTCBHS TOHHU-
MaHus LeNed U IIeHHOCTeH (HOCTHXKEHHMI) MpeAbIIyInX NepHoIoB, 3aMellas Ux «bojiee KpaCUBBIMHU» B CO-
BpPEMEHHOM NOHMMaHuH (00 3ToM mnuiet, Hanpumep, E. Matachowicz [7, c. 27-31].

?7 KoHeuHO, yIpaBlIeHHe Ky/IbTYpHbIM HACICIMEM HE O3HAUYACT 3a/CPIKKY Pa3BUTHS, TOIBKO OCHOBHIBA-
eTcs B TOM YHCIIe Ha YNPABJICHHH M3MEHEHHMSMH — HEBO3MOXHO 3aJlepKaTh 3TH M3MEHEHHs; He00X0IuMo,
4TOOBI OHHM OCYLIECTBIISUINCH OJIaropasyMHO U HE OBICTPO, HO MEUICHHEE.

* Cmonuya — smo mempononus, co ceoeii Oywoii. [becena Exu C. MaeBckoro ¢ apxutekTopom Mapkom
JynukoBckum] // Gazeta Wyborcza Stoleczna. 2007. 24-25 mapra. C. 5.
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BAIOIIMM OXPaHy [EHHOCTEH COBPEMEHHOI KyIbTypHI B IIaHE ypOaHUCTHKH . OHAKO Me-
CTHOE CaMOYIIpaBJICHHE, IPUHUMAIOIIME IUIAHBI, HE BCETJA PacIoyiaracT KOMIIETEHTHBIMU
CHEIMATMCTaMH U HE IPUHUMAET PELIEHUI M0 OXpaHE «TOJIbKO YTO MUHYBILIEH COBPEMEH-
HocTU». OOBIYHO TaKXe OTCYTCTBYIOT IPUHSATHIE U JeHCTBYIOIIME (HA MTpaBax 3aKoHA) Me-
CTHbIE IUTaHbl. 1o OoJbIIEeN YacTH TOJBKO CYLIECTBYIOT 3allUCH B MOJTOTOBUTENIBHBIX Ma-
TepHajax MO MPUHATHIO IJIaHa (aHaJIU3 YCJIOBUN M HAIpaBICHUW 3aCTPOMKHU Ul TaHHOM
TEPpUTOpPUH). 3aKOH O IUIAHUPOBAHUU U 3aCTPOMKE TEPPUTOPHIl B IIPAKTHKE HE SIBIIAETCS
JNEHCTBEHHBIM U JIOCTATOYHBIM MHCTPYMEHTOM OXPAaHbI COBPEMEHHBIX KYJIBTYPHBIX LICHHO-
creii. OHAKO TSI HEKOTOPHIX OOBEKTOB OXPaHa COBPEMEHHBIX KYJIbTYPHBIX HEHHOCTEH
IIyTEM BHECEHUS B PEECTP SABJISAECTCS CIUIIKOM OTPaHMYEHHOW — CIMILKOM CTPOro Onpene-
JSIeT paMKU MOTEHLUAIbHBIX U3MEHEHUH U BO3MOKHOCTH MPHUCIIOCOOICHHUS 00BEKTa K HO-
BBIM YCJIOBHSIM.

Crout 0OpaTHTh BHUMaHHE Ha MPOCBETHTEIBCKHHA aCIEKT MpoOJIeMbl — HEOOXOIUMO
BCEX YIPABIIOIUX HEABM)KMMBIM MMYILIECTBOM YBEIOMIIATH IO BOIPOCY LIEHHOCTH Ia-
MSTHHUKOB, a TaKX€ O JOCTOMHCTBAaxX LIEHHBIX OOBEKTOB, HE SIBJIAIOLIMXCS MaMATHUKAMH.
3HAUUTEIIFHOE OCO3HAHUE ITUX IIEHHOCTEH, O€CCIIOPHO, CIacio Obl HE OJUH OOBECKT, YHHY-
TOKEHHBII M0 MPUYMHE HEBEXKECTBA MX BJIAJIENbLIEB, KOTOPhIE YacTO HE OTHAIOT cebe oTye-
Ta B TOM, YEM OHH BJIAJICIOT.

Bapmrasckoe otnenenne ObmecTBa apxutekTopoB SARP moaroroBmio cnucok oObek-
TOB NOCTPOEHbIX B nepuos 1945-1981 romoB, KOTOpbIE JOIKHBI OBITH MOJ oxpaHoﬁ30. bsI-
JIM BBIOpaHBI CIeyIoIIne KPUTEPUU:

1. Kputepunii HOBaTOpCTBa, B KOHTEKCTE KAK APXUTEKTYPHBIX, TaK U MPOCTPAHCTBEH-
HBIX ¥ TEXHUYECKHUX PEILIECHUM.

Kpurepuii KoHTEKCTA.

Kpurepuit Tpaguuun mecra.

Kputepuii cumBosa (B 0011eM 3HaUYE€HUH, HAIIPUMEp, AJIs1 IPUE3KAOLIUX ).
Kpurepuii npu3HaHus COBpeMEHHUKAMH — Harpabl, OTINYUS, MJICOUCIUTHI.

6. Kpurepuii mpoBEepKH BpPEMEHEM COXPAHEHHUs MPOCTPAHCTBEHHBIX M ICTETUUYECKUX
JOCTOMHCTB, HECMOTpPS Ha JAerpajganuio, 3Q(eKT TeXHHWYECKOro HCIOIb30BaHMS (XaaT-
HOCTh YNPABISIOLIETO HEIBUKUMOCTBIO) WIH TaKXKE «CIOHTAHHOE» pPa3BUTHE 3aCTPOMKH
MPUJIETAIOIINX TEPPUTOPHH.

7. XyI0KECTBEHHBIN KPUTEPHMA.

8. Kputepuil yHUKaJIbHOCTH, HAPUMEpP: €IMHCTBEHHBIM YIENIEBIINMN, €IUHCTBEHHBIN
MOJTHOCTBIO COXPAHMBILIUICS, €IMHCTBEHHBIH COXpAaHUBIIMICS B HEU3MEHHOH Qopme
[11,c.31-35].

XoueTcst BEpUTh, YTO ATOT CHHCOK CTAHET CYIIECTBEHHOH MOMOIIBIO JIJIsl BCEX CYyOBEK-
TOB, BOBJICYEHHBIX B IPOLIECC peIIeHHs pobiieM Oyay1iero o6auKa ropoJioB.

nhw
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BbicTynneHue B auckyccum no aoknaay K. N'yrosckoun

0. Ilucan

Kadpegpa nckyccTs

"ocynapCTBEHHOIO MHCTUTYTA YNpaBieHUsa 1 coumanbHbIX TEXHOSTOMMN
Benopycckoro rocygapctseHHoro yHusepcuteta (MUHCK)

CBSI3U C JIOKJIAZOM J0KTOopa ['yTOBCKOI# X0Tenock Ol J0OaBUTh, YTO BOIPOC COXpa-

HEHMsI KYJIbTYpHOTO HAclelus, U OCOOEHHO TOro, KOTOPOE CBS3aHO C MAMATHIO

cepaua, nogHumMancs eme B XIX Beke. OTo BpIpa3niioch Kak B Iporpammax Io HH-
BEHTApU3AIMU AMATHUKOB apXUTEKTYPbI, TaK U B PSAC JIMUYHO MPEANPUHATHIX UHUIIUATHUB.
B mocneanee Bpems MpeaMeToM MOMX HCCIEIOBAaHMNA CTalM BUIOBBIC IpaduyecKue ajb-
6ombl Hammoneona Opibl ¥ €r0 COBPEMEHHHUKOB, KOTOPBIE HABOJAT HAa Pa3MBIIIICHUE O CO-
XpaHEHUU KYyJbTYpPHOTO HACIEAMSL.

Bo MHoOrux usmareiabCKux MpoekTax BTOpoi monoBuHbI XIX Beka ObLIM 3aJ105KEHBI
WU COXPAHEHUS NaMSATHUKOB apXUTEKTYpPbl XOTs Obl B PUCYHKax. DTU Ujaeu Obuid cdop-
MYJIMPOBAHbI KaK CaMUMH XYJI0’)KHUKaMHM, TaK ¥ UX coBpeMeHHHKamu. Hampumep, Sn Ka-
3umup BunbunHckuil, n3narens « BuieHckoro anb0omay, MpeaCcTaBIISIIONIETO T0CTOTPUME-
4yaTeapHOCTH BUJIBHU M €€ OKOJMIlI TOBOPWJI O TOM, YTO €ro MoOyAWsIO HadyaTh MPOEKT:
«SIBnsisick cBHUAETENeM THOETM MHOTHX ITaMSATHHKOB U KeJlasi COXPaHUTh OCTABIIEECs XOTS
OBl B pUCYHKe, peanpuHsi1 u3ganue» [2, ¢. 303]. Oto 6su10 B 1845 roxy. Heckompko mo3-
xe, B 1852-m, Muxan Kynema u3gaer ans6om nox HazBanuem «Ilamka Mwuxama Kye-
IIM», TaK *KE MPEACTABISIIONINI KaK JPEBHIOI apXUTEKTYpy, TaK U MECTa, CBSA3aHHBIE C
KU3HBIO 3HAMEHHUTHIX COOTEUECTBEHHUKOB — JIepeBsiHHas ycanbba Taneyma Kocrromko B
Mepeuepiune. Kynema ocMbICIUBAaeT CBOE J€10 KaK aKIMI0 COXPAHEHUs MaMSATHUKOB,
roBOps, YTO 3aHUMAaETCAd «COOMpPAHUEM OTEUECTBEHHBIX MECTHBIX BHUJIOB M MaMSATHUKOB
UCTOPUH, KOTOPBIE €KETHEBHO HMCUYE3AI0OT C HAIIMX IJ1a3 WM U3MEHSIOTCS B yAUBUTEINb-
Hble hopMb» [4, c. 255].

OTOT mpoOYIUBLINIICS HMHTEpPEC K OTEYECTBEHHBIM IPEBHOCTSM M UX COXPAaHEHHE B
owiBIIcH Peun [locmonuTol paccMaTpuBalicsl B KaUe€CTBE «MOPATBLHOTO JIOJTa HAIlUN, KaK
nucan B 1962 roay HO. JlenkoBckuii, npencenaresnb KpakoBcko KoMuccuu no oxpane mna-
MSATHHKOB, B CBSI3M C pecTaBpanueil Baseianckoro cobopa [1, c. 244]. Hampumep, «Album
Lubelskie» Amama Jlepy sBIsics pe3yibTaTOM ydacTHs XYJOKHHKA B MHBEHTapH3aIldd
namsaTHUKOB KoponescrBa [lonbckoro u comepkain 10CTaTOYHO MOAPOOHBIE OMUCAHUS ap-
XUTEKTYPHBIX 0COOEHHOCTEN MaMSATHUKOB M COCTOSIHUE UX COXPAaHHOCTH.

Bce 3TO mpoekThl, CBSI3aHHBIE C HCTOPUYECKOM M KYJbTYPHOW NaMSTHIO HAIUU.
B «Ans60ome BumoB [loasmmy Hanomeona Opapl, cTaBs €ro B psij C yKe YKa3aHHBIMU aJlb-
6oMaMu, MO>KHO YBUJIETh €lle OJIHY TOMOJIHUTEIbHYIO OKpackKy. IlyTemecTBys ¢ kapanaa-
oM B pyke, OpJa 3arneyaTiiseT He TOJIbKO NaMSATHUKU apXUTEKTYpPbl, UMEIOIIUE BBHICOKYIO
XYJ0’KECTBEHHYIO IIEHHOCTh, HO TaKXK€ M MeCTa, IOpPOTHE MaMsATU €ro cepiua — poaoBbIe
MMEHHUS €ro Jpy3el, MaMITHUKY 3HAMEHHUTBIM JIIOJIIM, MECTa POXKJICHUS, KPEILIEHUSs, )KU3HH
WM CMEPTH BBIIAIOIINXCS AesTeneil KyabTypbl U Hayku. Hanpumep, cibimia emie B [Tapuxe
oT MurkeBr4Ya 0 TOCTENIPUUMHON ycanbp0e XO0J0BUHBCKHUX U O «TOH jumney, Opaa Bo Bpems
Iy TEIIECTBUI OTBICKUBAET 3Ty JIUIY U pHUcyeT ee [3, c. 216]. DTO TONBKO OJMH U3 MHOTHUX
BO3MO>XKHBIX IIPUMEPOB.
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Otum npoexktoM Opna GopMmysupyeT 3HAYMMOCTb T€X MECT, C KOTOPBIMH OH CBSI3aH
SMOLIMOHAJIBHO, CBSA3aH BIEYATJICHUSMU M BOCHOMMHAHUAMU. MOXKET OBITH MOITOMY €ro
«Anp00M» MMEET TaKkylo OOJIBIIYIO MOMYJISIPHOCTh Y COBPEMEHHHUKOB, T.K. UM JA€TCS BO3-
MOKHOCTb OBITh CONPUYACTHBIMU K JIMYHBIM IEPEKUBAHUSAM XYAOXKHHKA, YTO CBSI3bIBACT
UX ¢ namsAThio Hauuu B 1enoMm. [lomyuaerces, uro Opaa cTaBUT npoOieMy COXpaHEHUs! TOTO
HaclleIusd, KOTOpPOE UMEET OTHOLIEHHE K Cepe YaCTHOI O, IMYHOTO.
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MAKC NMBEPMAH U EFO OTHOLUEHME K EBPEUCTBY

. 3umoH
OupexTop poHaa «HoBas cuHarora bepnuH — LleHTp nygavku», bepnvH

Yrto kacaeTcs MOEro OTHOIIEHHUS K €BpPEUCTBY, TO
MOT'Y CKa3aTh, YTO BCErJa OCTaBaJICS BEPEH PEIUTHH, B
KOTOPOM POIMJIICS ¥ OBIIT BOCITUTAH.

Maxc Jlubepman

omac MaHH B cBO&M JHeBHMKE Ha3Ban Makca JIuGepmana (20.07.1847 — 8.02.1935)

OJIHUM W3 BEJIMYAMIIKUX XYJIOKHUKOB I'epmanumn. He comHEBaroch, 4TO TBOPYECTBO

Makca Jlnbepmana u3BeCTHO U 371eCh, B MUHCKE, TJIe¢ MHE CETOIHS BBITIAJIA YECTh BBI-
CTYNUTb C JOKJIAJAOM. A BOT YTO KacaeTcsl TaKOW TeMbl, Kak oTHoIeHue JInbepmana Kk eBpei-
CTBY, TO TYT, [10OJIaralo, 1eJI0 0OCTOUT HECKOJIbKO HHAYE.

Ho cnauaina st xoten Obl oKa3aTh BaM OJHY W3 KapTUH XyJ0KHHKA. Peub unér 06 on-
HOM U3 €r0 MHOTOYHCIIEHHBIX aBTONOPTpeToB. [Ijist Hac 3Ta KapTUHA UMeeT ocoboe 3Haye-
Hue. Korna g roBopro «uist Hac», 1 UIMEI0 B BUJly OpraHU3alyIo, KOTOPYIO s MPEACTABIIAIO,
— 6epmunckuit poun «llenTpym FOmankym», KOTOpBIN cunuTaeT ce0s MPEeeMHUKOM MPEKHE-
ro Espelickoro myses B bepiune.

«lentpym KOpgaukym» pacnosnoxkeH B 3aaHud HoBoM cMHaroru — HeKorja camou Kpa-
CHBOH W BEJHMKOJENHOM cuHaroru bepanna. Ona 6pu1a moctpoeHa B 1859-1866 ronax, oc-
KBEpHEHa BO BpeMs «XpycTajJbHOW HOUM» U CHIIBHO paspyllieHa B pe3yibrare boMOapau-
poBok B HOsiOpe 1943 roga. Jlume B 1988-1995 rogax Ham yaanoch 3aHOBO OTCTPOMTH 3TO
3manue. Terneps B HEM nomentaercs Hamn ¢oHa. B cocennem 3qanuu, psjgoM ¢ HoBoli cuna-
rOroi KOrja-To HaXoAuics OepiauHcKuil EBpelickuii my3eit.

DTOT My3e#l (Temeph B ATO AaKe TPYIHO MOBEPUTH) ObLT TOPKECTBEHHO OTKPHIT 24 sIH-
Baps 1933 roxa. Crycts mects AHedt [utiep ObUT Ha3HAUCH PEUXCKAHIJIEPOM M CHTYyallus
B KOpPHE M3MEHMJIACh, YTO HE MOIJIO HE OTpa3uThcs Ha EBpeiickom mysee. C OJIHON CTOPO-
HBI, My3€H TOIy4nsI HOBBIM MMITYJIbC, IOCKOJIbKY M3THAHUE €BpEeB U3 BceX chep KyIbTyp-
HOM ku3HU ['epMaHuM NMpUBEIO K TOMY, UTO OHU C €1ll€ OOIBIINM HHTEPECOM O0paTUIUCh K
cBoeill coOcTBeHHOI KynbType. C Ipyroil CTOpOHBI, OH CTajJ MOJABEPraThCs JABJICHUIO CO
CTOpPOHBI BJIACTEW, KOTOPOE BCE BPEMSI YCHUIIUBAIIOCH.

OtxkpeiTue My3es 24 saBapsa 1933 roga 6bU10 OHUM M3 BaXKHEHIINX COOBITHI B eBpeii-
CKOM KyJnbType noBoeHHOU ['epmannu. Ha HEM mpucyTcTBOBaN M XyA0KHUK Makc JIuGep-
MaH. OH cuJien PsiIOM C 3TUM aBTOMOPTPETOM, HAMMCAHHBIM UM CIELMANIbHO uisi EBpeii-
CKOI'0 My3esl.

CKobKO IeYanu BBIpaXXEHO B 3TOM KapTuHe! B HacTodiee Bpemsi OHA MPUHAIEKUT
douny «llentpym KOmamkym», Kyna oHa morajia mocjie MHOTOYUCIICHHBIX niepuneTuii. Ho
cefyac s Xo4uy pacckas3aTb HE O JpaMaTUYHOM MCTOPUHU ITOU KapTHUHBI, & O XYJOKHHUKE U
€ro OTHOLIEHHUH K €BperCTBY. KOCHYCH JIHIIIb HECKOJIBKUX aCIIEKTOB ATON TEMBI.

Pazymeercsi, cymiecTByeT oOIIMpHAs JUTepaTypa O KU3HU U TBOPUECTBE XYIOKHHKA
Makca JIubepmaHna, 0JJHaKO KHUT Ha PyCCKOM SI3bIKE, HACKOJIBKO 5 3HAI0, HET, XOTS CTaThH,
HaBEPHSIKa, UMEIOTCS.
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Ecnu obpaTtuthbest K HEMEIKOM TuTepatype o XyaoxkHuke Makce JIlnbepmane, TO MOKHO
HAWTH HECKOIBKO paboT Ha Temy «JImGepmaHn u eBpericTBO». Briepsrie 3Ta Tema Obuia 3a-
TpoHyTa B 1917 rony Jlronurom [ aitrepom.

Crnenyet ynoMsiHyTbh, uTo ['alirep ObL1 HE TOJIBKO 3HAMEHUTBIM CIIEMAINCTOM 1o ['éte,
HO U, TPEXJE BCEro, OTBETCTBEHHBIM PENAKTOPOM Ta3eThl «AJulbreMaiiHe HaNTyHT Jec
FOJICHTYMC» — OJTHOM M3 CaMbIX BIUATEIIBHBIX €BPEUCKHUX ra3et B ['epmanum.

Cgoto cratslo o Jlnubepmane Jlrogsur aiirep o3arnaBun «Makc JInbepman — XyJJOKHHUK
cBomx» [9].

C MoMeHTa BBIXOAa 3TOW MO-TPEKHEMY HHTEpecHOW cTatbu B 1917 romy mpomuio
90 nier. CxonbKO COOBITHI TPOU3OILIO 32 3TU JecaTuieTus! bepiauHckue eBpen, Kak 1 Bce
ocTanbHble eBper EBpombl, ObUIM MpPaKTHYECKU MOJHOCTHIO YHHUYTOXKEHBI, ObLIa caenaHa
MOTBITKA CTEPETh caMy MaMsTh 00 MX CYIECTBOBAaHUM M JOCTHKEHUsAX. S HE coOuparoch
MOJIPOOHO OCTAaHABIMBATHCS HA DTOM MEYAIbHOH I7IaBe B HCTOPUU €BPOIEHCKOTO €BpEHCT-
Ba, OJHAKO CUYMTAI0 HEOOXOJUMBIM YNOMSIHYTH O HEH, MOCKOJBKY O€3 3TOro TPYyJIHO IIO-
HSTh, IOUEMY €Bpeiickasi COCTaBISIONIAs B )KU3HU U TBopuecTBe Makca JInbepmana okasa-
Jack, B 00IIEM-TO, 3a0bITOM. JIUIITL B TIOCTIETHHUE TOJTbI, OCOOCHHO B robmieitHoMm 1997 romy
(a c TO¥ MOpPBHI MPOILIO OMATh-Taku yxke 10 1eT), uccieaoBaTeNnu CTaad OCTOPOKHO BO3-
BpamiaThCs K 3Toi Teme. B 9TO# CBsI3U MO3BOIIIO ceO€ COCNaThCs, B YaCTHOCTH, HA CBOM pa-
60Th1 U pabdotsl Xans! o1 [2].

Hackonpko Maxkc JIubepman Obu1 eBpeeM? MOXKHO U BOOOIIE OTBETUTH HA ATOT BO-
npoc, Oosee Toro, JOMyCTHUMa JIU caMma ero nocranoBka? Jla, momycTuma, HO BOT AaTh OTBET
Ha MEPBYIO YacTh [TOCTABJIIEHHOTO BOIIPOCA TPYAHO, MOXKET ObITh, ke HEBO3MOXKHO.

Curyaiysi ¢ ICTOYHUKAMU, YBBI, OCTaBJISIET JKENaTh Jy4IlIero. JT0O CBs3aHO, B YaCTHO-
CTH, C TeM, uTo apxuB EBpelickoil o6muHbl bepnuna Oeccienno ucyes. S yBepeH, 4yTo Ko-
raa-Huoyap OH OOHAapYKUTCS B OAHOW M3 cTpaH Bocrounoit EBporibl, HO 3TO, BIpodem,
y>K€ COBCEM JpyTras UCTOpus. A IOKa HaM €ro OYeHb HE XBATAaE€T, U HE TOJBKO B CBS3H C
HaIIel ceroAHsmHel TeMoi. Tak, HampuMep, Mbl TOYHO HE 3HAeM, KaKyl0 U3 OCpIMHCKUX
cuHaror mocemian Jlubepman, re cocrosuiach ero Oap-munsa u T. A. Ero orma, mpasaa,
Kak-TO BUeIU B Hamen Hosoii cunarore.

Jlen Maxkca JluGepmana, Hozed JInuGepman, mosxkepTBOBas MEpBOii GEPIMHCKOI CHHArO-
re, kotopas Oblna ocpsimieHa B 1714 rony, 3anaBech Ans mkada co cButkamu Topsl. Jlu-
OepMaH BCIIOMHHAJ 00 3TOM, aXke Koraa emy 0biio 85 net. Make Jlubepman ymep 72 roaa
Tomy Hazand, 8 despansa 1935 rona. Emy 6bi10 88 net. Tpu mHA ciycTs ero mOXOpOHHUIN B
dbamupHOM ckienie Ha kinaaobumie EBpeiickoit oO0muubl bepnuaa Ha II&nxaysep-amie.
«S51 poguncst eBpeeM u ymMpy eBpeem», — Kak-To ckazain Jlubepman. Hezamonro no cmeprtu B
Oecene ¢ xynoxuuueil Kere KomnbBull oH MOAUEpKHYI, YTO XOUeT OBITH MMOXOPOHEH Ha
sToM Kiaabume: «Buepa s mosapaun cBoro noapyry Kere KosuibBuil ¢ mectuaecsTuie-
tueM. VI3 okoH e€ KkBapTUpbI BUIHO cTapoe kianouiie Ha [lIénxaysep-anne. [ Ha Hero,
a ckazan cede: «TaM MOXOpoHEHBI TBOU JNEAYIIKU M 0a0yIIKH, TBOU POJUTENH; IPUATHO
BCE e 3HATh, UTO TaM OyJIelIh TOXOPOHEH U Thin« [8, s. 399]. Tak ono u Obu10. Bompocy o
TOM, KTO IIPUCYTCTBOBAJI Ha MMoXopoHax JInbepmaHna, MOCBAILIEHO OTAEIBLHOE UCCIEI0BAaHUE
[3]. Bopouem, kakuM Obl HHTEPECHBIM HU OBLIT 3TOT BOIPOC, 51 HE MOTY JETaJbHO OCTaHO-
BUTHCA HAa HEM. CKaxKy JUIIb, YTO HA MOXOPOHBI, HHPOPMAIUI O JTHE U BPEMEHU KOTOPBIX
nepeaaBagach UCKIIOYUTEIBHO U3 YCT B YCTa M KOTOpPbIE MPOXOJIWIN O] HaOJI0JCHHEM
recrarno, Npuuuio Bc€ ke OKoJIo cTa 4enoBeK. KoHeyHo, 3TO ObUIO OYE€Hb HEMHOTO IO
CPaBHEHHIO CO 3HaYCHHEM TBOpUYECTBa XyA0oKHUKA. O/iHA eBpelicKas ra3era omyOIuKoBaa
3aMEeTKY O MOXOpOHAax, KOTopas 3aKaH4YMBaJIach CIEAYIOIMMU ciioBaMu: «bpeHHble ocTaH-
k1 Makca JIubepmaHa cTanu OTHBIHE YaCThIO OEPIMHCKON 3eMJIH, KOTopasi Obula U OCTagT-
cs ero poauHoi» [1, s. 2]. UtoOb1 HamucaTh Takoe B TO BpeMsl, 0€3yCIOBHO, TPEOOBAIOCH
nojauTuyeckoe MyxkectBo. Cmepth Makca JluGepmana He ocTajach HE3aMEUEHHOW W 3a
rpanuneit. Tak, Hanpumep, OepauHCKUd XynoxxHUK ['epman IITpyk Hammcan mo ciydaro
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OTKpbITHs BhIcTaBkM namsTH JluGepmana B Tenb-ABuBe 22 ¢espans 1935 rona, yro Jlu-
OepMaH «TOpPIWJICS CBOMM EBPEHCTBOM, M €ro OecCMEpTHBIC MPOU3BENCHHS YMHOMKAIOT
YECTh U CJIaBY €BPEUCKOIO Hapozta».1 S ew€ BepHych Kk LlTpyKy, KOorga peds nOMAET O €B-
peiickux croxerax B TBopuecTBe Makca Jlmbepmana. Jlnsi M3NOXKEHHUS 3TOW TEMBI 51 BOC-
IIOJIB3YIOCh IByMS TIPUMEPAMH.

1. Ckanpan Bokpyr kaptubl «/IBeHaguaTuiaernuii Mucye B Xpame». Ilocne piu-
TEJNBHOTO NpeObIBaHMs B BeHennu ¢ 1eabio COBEepIIeHCTBOBaHUS MacTepcTBa JIuGepmaH B
1878 rogy mepeexan B MIOHXEH U CHsUI TaM MacTepcKyto. 31ech, B Mionxene, Makc Jlu-
OepMaH BIEpBbIE NTO/IBEPICsl aHTUCEMUTCKUM HalaJkaM H3-3a OJHOM U3 cBoMX KapTuH. Ha
BBICTABKE AKaJEMUU U3SALIHBIX UCKYycCTB B MrouxeHe B 1879 roay ero nosotHo «Mucyc B
Xpame» BHI3BANO GYPHYIO PEAaKIHIO CO CTOPOHBI my6mukn.” Makc JInGepMaH OTBaKHIICS
n300pa3uth Mucyca MaabuuKoM U3 HapoJa, KOTOPBIA Ha paBHBIX OeceayeT ¢ KHIKHUKaMU
B UepycanmumckoM xpame. JIubepmaH peamucTHdHO M300pa3mil 3Ty CLEHYy M TakUM oOpa-
30M mokaszan, uto Mucyc Obin eBpeeM. baBapckuii KpoHNpHHII ObUT BO3MYIIEH, KapTHHA
JIuGepmana myOiauuyHO obOcyxnanack B OaBapckoM sanarare [11]. Becbma HempusaTHOE
BIICYATIICHUE OCTABWJIM TIOCTe ce0s 1e0aThl, KOTOphie cocTosutich 15 staBapst 1880 rona, B
X0JI€ KOTOPBIX BCTBEHHO 3By4aJIi aHTUCEMUTCKHUE HOTBHI.

Maxc JInbepman He 3a0bL1 3TOr0 Citydas. 30 JIeT ciycTsl B CBOEM MUChME K AJbpery
JluxtBapky, nupekTopy ramOyprckoro mysest Kynerxanne, ot 5 utons 1911 rona on nucan,
YTO TPUHSII TOT/Ia PEUICHHE «HUKOTJa OOJIbIIe HE MHCaTh KapTUH Ha OMOJeicKue Croxe-
T [6, s. 407]. {uckyccun Bokpyr kaptussl «ucyc B Xpame» npoaeMoHcTpupoBanu JIu-
OepMaHy, YTO OH 3améN Yepecuyp JaieKko B cBoeM peanusMe. Ho He 3T0 ObIIIO MCTUHHON
IPUYMHON KPUTUKHU B ajipec KapTuUHbL. B 1efcTBUTENBHOCTH €70 OBUIO B TOM, YTO MPO-
TUBHUKHU JJAHHOTO MPOM3BEACHUS B TIyOMHE JYIIW CYUTAIH, YTO €BPEH HE MMEET MpaBo
n3obpaxatb HUucyca eBpeemM. A BoT xynoxHUK Dpuil ¢poH-Y e, Hanpumep, KOTOPbI Toxe
nucan Mucyca, HUKOrJa He MOJABEprajcs HamajgkaM. JDTOMY HEEBPEHCKOMY XYIOXKHHUKY
HeMellKasl 1my0OJuKa, Mo-BUJUMOMY, pa3pelajia JielaTh TO, Yero He Mo3BoJisjia JeslaTh €B-
peto JluGepmaHy, Kak BIIOCIIEJCTBUM 3aMETHJI UCTOpPHK-UCKyccTBoBen ['eHpux LTpayc
[4,s.301].

[Tocne «Mucyca B Xpame» Jlubepman Hukornma Oosbie He odparancs k Temam u3 Ho-
BOT'0O 3aBeTa, BECbMa HEMHOI'OYHMCIICHHBI U €r0 IPOU3BE/ICHNUS HAa BETX03aBETHBIE CIOKETHI.

2. KABTONOPTPET ¢ KYXOHHBIM HaTIOpMOpPTOM». Bropas kaptuna JIubepmana, Ha Ko-
TOpOM 51 XOTeN Obl OCTAHOBUTBHCS B CBSI3U C Haled TEMOH — 3TO €ro «ABTONOPTPET C Ky-
XOHHBIM HAaTIOPMOPTOM», KOTOPBIH XyJI0KHUK Hamucan B 1873 roxy. B 1936 rony cembs
XyJO’)KHUKA, KOTOPOH MpHUHAJIEKaIa 3Ta KapTHHA, IPEIOCTaBuIa €€ i BBICTaBKU B EB-
peiickom my3ee B bepnune. D1a BbicTaBka Oblia MPHypoUYeHa K MEPBOil rOIOBIIMHE CMEPTH
XyJIOKHUKA M TTPOXoauiia Ha hOHE MOJTHOTO UTHOpUpOBaHus (pakta cmeptu Makca JIuGep-
MaHa MIUPOKOH obmecTBeHHOCThI0. B 1997 rony nam doun «Llentpym KOmankym» Boc-
co3nain BeICTaBKy 1936 roma. CBOIO 3KCMO3UIIUIO MBI Ha3BaId «Bc€, 4TO OCTAaETCs OT JKH3-
HU — 3TO KapTUHBI U HUCTOPUN». «ABTONOPTPET C KYyXOHHBIM HATIOPMOPTOM» C €ro He-
0OBIUHO# Cyb6O0I° ObIT ONHOM M3 KAPTHH, KOTOPIC HAM YIAI0Ch Pa3bICKATh H BHICTABUTH
B HoBoii cuHarore.

' Cm.: Karasior BeictaBku «Was vom Leben iibrig bleibt, sind Bilder und Geschichten®, Max Liebermann
zum 150. Geburtstag, Rekonstruktion der Gedéchtnisausstellung des Berliner Jiidischen Museums von 1936
Stiftung Neue Synagoge Berlin - Centrum Judaicum, gemeinsam mit der Max-Liebermann-Gesellschaft-
Berlin und dem Museumspédagogischen Dienst. Berlin, 1997 S. 160.

* Cm.: Katrin Boskamp, Studien zum Frithwerk von Max Liebermann. Mit einem Katalog der Gemilde
und Olstudien von 1866—1889, Hildesheim-Ziirich-New York, 1994. S. 75-115.

* Cm.: Anja Galinat. Karanor BeictaBku «Was vom Leben iibrig bleibt, sind Bilder und Geschichten®
(B yxazanHoM Mecrte. C. 178.)
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Oco0oe 3HaueHNe ATON KapTHUHBI 3aKIII0OYAETCS B TOM, YTO OHA MOKa3bIBAET, HACKOJIBKO
riyOOKOH ObLIa CBSI3b XYJOKHUKA C PENIUTHel cBoux oTHOB. Kak ye ymoMHHAaIO0Ch BBILIE,
B 1917 rony Beinuia crates Jlroasura ["alirepa, B KOTOpoi peys 111J1a O €BPEUCKO TeMaTHKe
B TBopuecTBe Makca JIuGepmana. B aroit crarbe [alirep mepBsIM 0OpaTwiI BHUMaHHE Ha
OJIHy HEOOJBIIYIO IeTalb — KPaCHYIO Ne4aTh, KOTOpas HAXOAUTCS Y HIDKHErO Kpasi KapTH-
HBI PSJIOM C TOJIOBOM KypHIIbI, KOTOPAsi JIEKUT Ha croue. [[ns ["alirepa sTa nedars sBisSeTCS
JI0Ka3aTeNbCTBOM TOT0, uyTo JImbepmaH olymian cBOIO CBS3b C €BPEHCKUMU TPaaUIUSMU,
BEJlb HAa HAaTIOPMOPTE «OTYETIMBO BUAHA OMpKa CO 3HAKOM KomepHocTw» [9, s. 452]. To
€CTh KpacHasi Ie4aTh MOJITBEPKIAET, YTO KypHIla Oblja 3ape3aHa B COOTBETCTBUU C PUTY-
TbHBIMU TPEOOBAHMSIMH.

Panee s yxxe ynomunan ['epmana IlItpyka. YUepe3 HecKoIbKO AHEH B moMenieHUH QOH-
na «llearpym FOmankym» OTKpOETCsl BRICTaBKa €ro padoT, CO3aTeieM KOTOPOH SIBISETCS
Xana Illror. Tak BOT, 3TOT M3BECTHBIA XYyA0KHHUK, OUEBUIHO, 3HAI O «OHpPKE CO 3HAKOM
KOIIEPHOCTU», MOCKOJIbKY IO CIIy4ar0 OTKPBITUS Y€ YIOMHHABIIEWCS BbIIIE BBICTABKU
namstu Jlubepmana B Tenb-ABuBe B 1935 roay on ckazan: «UToObl mopasoBaTh CBOIO Ha-
00XHYI0 MaMy, OH W300pa3lil Ha TepeTHEM TUTaHe KapTHHBI KypHUIly CO 3HAKOM KOILIEpHO-
ctul» [5,s. 159.]

[lo3xe Bcs 3Ta uUCTOpUS TMOJHOCTHIO BhIIAJAa W3 OIS BHUMAHUSL HUCTOPHUKOB-
UCKYCCTBOBeIOB. OHA HUT/IE HE YIIOMUHAETCS B JINTEPATYPE, 3HAK KOIIEPHOCTH HE YBUIUILL HU
Ha OTHOH u3 (hoTorpaduii KapTHHBI, TIOCKOJIBKY Ha BCEX CHIMKaX OTCYTCTBYET €€ HW)KHHI Kpail.
[TosToMy Ham MpUIILTOCH HAOPATHCS TEPIIEHHS O TOTO MOMEHTA, KOT/Ia TPEICTAaBUTCSI BO3MOXK-
HOCTb B3[VISIHYTh Ha KapTUHY COOCTBEHHBIMH IJIa3aMH.

W BOT Korzna Mbl, HAKOHEL, PACaKOBAJIM KApTHUHY, TO YCTAaHOBUJIM CIIEAYIOUIEE: €CIn
XOPOIIO MPUCMOTPETHCS, TO HAa TIEYATH MOYKHO Pa3JIMUUTh TPU OYKBBI €BpEHCKOTO adaBu-
Ta: Kad, MUH U perr. ITH OYKBBI COCTABISAIOT CIIOBO «KOIIEP», KOTOPOE 03HAYAET, YTO >KHU-
BOTHOE OBLTO 3a0MTO B COOTBETCTBHUH C PUTyalbHbIMU TipaBuiamu. Cam JlubepmaH, Bepo-
ATHO, HUKOT/Ia HE >KUJI TI0 3aKOHAM KalIpyTa (CyIIECTBUTEIBHOE OT «KOIIEP»).

B nenom cknaapiBaercs BreuatiieHue, 4to JlubepmaH mpakTHUecKH He cOOMIoAal €B-
peiickux oObryaeB. [lociae cMepTH cBoUX poAHUTENei OH HUKOT/a OoJbIlie He ObIBall B CHHA-
rore. «/la u BooO1e, penurusi, — COOONIaeT OH YNTATEIISIM OTHOM U3 eBPEUCKUX ra3eT, — 3TO
coctosiHue aymu. O6 3ToM GECCMBICIEHHO TOBOPUTH, Thl MIIM YYBCTBYEIIb 3TO, UM HET.

W3 naiineHHbIX HaMU HeonyOJIMKOBaHHBIX MaTepUaioB BUAHO, 4TO JIubepmaH neitasncs
OKa3aThb MOMOUIb >KEpPTBaM KUIIMHEBCKOTO MOTPOMA, KOTOPBIA MPOMU30WIEN 6—7 ampens
1903 rona. OgHako ero ycuiausi o cOopy CpelCcTB B MOJb3y KEPTB IOIpOMa HE YBEHYa-
JIUCh yCTIEXOM.

Ha ¢one muckyccun, xotopas ceifuac ua€T B eBpeickux oOmuHax I'epManum, cuuTaro
BaXHBIM MOTYEPKHYTH 37ieCh, B MuHCKe, uTo Makc JInbepmaH Moi0XUTETLHO OTHOCHIICS
K BOCTOYHOEBPOIICHCKUM €BpesiM U UX KYyJbType, TaK kK€, KCTaTH, Kak U AnbOepT DiH-
IITEIH, KOTOPBIA Ha3BaJ MX CBOMMHU «BOCTOYHOECBPEHUCKMMHU OpathsiMu». K coxaneHuto, B
HTOM OTHOIIEHUH OHU 002 OTIMYAIUCH OT OOJIBIIMHCTBA HEMEIIKUX EBPEEB.

K cuonmsmy JInGepmaH BCIO CBOIO KU3Hb OTHOCHJICS OTpHUIATENbHO. M mumib o BIie-
YaTiieHueM COOBITU B ['eépMaHuK OH Hamucal B CBOEM MHUChME K BeTUYANUIIIEMy HBPUTCKO-
My TOA3Ty cOBpeMeHHOCTH XauMmy Haxmany bsuuky: «Bbl, MOXET ObITh, TOMHHUTE HAIN
Oecenpl, BO BpeMs KOTOPBIX s IIBITAICSA OOBSCHUTD, IIOUYEMY 51 BCET/Ia IEPKAJICS B CTOPOHE
oT cuoHu3Ma. CerojHs s JyMaro MHauye: XOTh 3TO U JAJIOCh MHE HEJIETKO, HO 51 TPOOYIuIIcs
OTO CHA, KOTOPBI JJIAJICS BCIO MOIO JAOTYIO KuU3HbY [10].

Sl Xxody 3aBepIIUTH CBOM JTOKJIA] IIUTATOM M3 MUChMa, KoTopoe Makc JIubepman Hamu-
can B 1925 romy B OTBET Ha MPOCKOY peJaKTOpa OJHOTO IIBEHIIAPCKOTO EBPEHCKOTO Kyp-
Hana Ockapa ['proHa pacckaszaTb 0 CBOEM OTHOILICHHM K €BpeicTBYy. B cBoéM muceme Jlu-
O6epmaH coo0IIaj, 4To eMy MPHUATHO, YTO TOT KypHaJI COOMpAETCs OMyOIMKOBATH CTAThIO
0 HEM. «UTO Kacaercss MOEro OTHOLIEHUS K €BPEUCTBY, TO MOT'Y CKa3aTh, YTO BCEIr/la OCTa-
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BaJICSl BEPEH PEIUTUU, B KOTOPOW POAMICS M ObUT BOCIUTAH... AHTUCEMUTHU3M, KOTOPHIHA
BO3HHUK B KOHIIE CEMHUIECATHIX T'0JIOB MpONUIOro croyietus [To ecth XIX Beka — I 3./,
Ype3BhIYAITHO YKPEHI MOIO MPUBEPKEHHOCTh K €BPEUCTBY. Sl cuMTaio OCKOpOUTENbHBIM,
KOT'JIa HHOBEPIIBI MBITAOTCS TPEJACTABUTh MEHS KaK UCKIIOUCHHE CPEIH MOWX EIHMHOBEp-
1IeB, KOTJa JeNal0T MHE MHUMBIN KOMILTUMEHT: «/la, eciu Obl Bce eBpeH JyMalu Tak, Kak
Bri», — Ha 4TO s oTBewaro cnoBamu [moaTa] bepronpaa Ayspbaxa: «Hert, eciu Ob1 Bce xpu-
CTHAHE AyMaJlu TakK, Kak s»« [6, s. 3].
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COUMOKYIbTYPHbIA KOHTEKCT
TBOPYECTBA XAUMA CYTUHA 20-x roaoB

E. KapusHo

Kadpegpa mckyccTs

"oCcynapCTBEHHOMO MHCTUTYTA YNPaBeHUs N CoLManbHbIX TEXHOOMMN
Benopycckoro rocyaapcteseHHoro yHusepcuteta (MuHCk)

OTEUYECTBEHHON HCKYCCTBOBEIUYECKOM Hayke mpoOiaembl TBopuecTBa Xanuma CyTruHa

[IOKa HE MOJIyYUIIH JOKHOTO OTOOpa)xeHusl. 3a NCKIIIOUYEHUEM HEMHOTOUMCIIEHHBIX

KYpHaJIbHbIX cTareil, kHura b. 3unrepmana «llapmxckas mkosa: IIukxacco, Mo-

mwibsHy, Cytun, Hlaram» npencrasiseTcs €AMHCTBEHHBIM HCKYCCTBOBEIUECKUM

TPYAOM, BCKPBIBAIOIUM PSJI XyA0KECTBEHHBIX NMPOOJIEM U MHTEpIpeTalui, CBs-
3aHHBIX C JIEATEIBHOCTBIO JAaHHOTO XYAO)KHUKA: MPOOJIEeMbl Te€aTpaibHOW MPHUPOJIBI CyTH-
HOBCKOI'0 MCKYCCTBa, 'yMaHn3Ma U HapogHoctu CyTuHa u T.1. JlaHHas CTaThs NpEACTaB-
JSIeTCs MOMBITKON HCCIIEOBAaHUS OJHON M3 KIIIOUEBBIX MPOOJIEM, CBA3aHHBIX C TBOPYECT-
BoM Xauma CyTuHa, — IpoOaeMbl BIMSHHUSA €BPEHCKOr0 COLMOKYIBTYPHOIO KOHTEKCTA, U3
KOTOPOTI'O BBIIIEN XYAOKHUK HA €0 XyJ0KECTBEHHYIO IESTEIBHOCTb.

Xaum Cytun pommwics B 1983 roay (a HEKOTOpbIe HCCleAOBaTeNN Ha3biBalOT 1984) B
MecTeuke CMUTIOBUYH, T7I€ MPOKUI OKOJIO MSATHAATH JIET, Iepell TeM, kak B 1908 roay ot-
npaBUThCs B MUHCK, 3ateM B BuibHo u, HakoHen, B 1913 rogy — B Ilapuxk. /lokymeHTans-
HBIC HCTOYHMKHM KoHIA XIX Beka' maior ClIeIyIOIy 10 MH(pOpMaLUIO TI0 MecTeuky CMHUIIOBU-
4M: B LIeHTpe BostocT Mrymenckoro yesna okoso 400 1BopoB, 1Ba HAPOIHBIX YUWININA, ABE
LIEPKOBHO-IIPUXOCKHE IKOJbI, TPU €BPEUCKHE IIKOJIBI, IBE LIEPKBHU, KOCTEN, MEUETh U IAThH
€BPEHCKUX MOJIMTBEHHBIX IOMOB, CYKOHHAas! (pabpuka, MeI0BapeHHbIH 3aBOI.

[TpomexyTOuHOE COCTOSIHUE MecTeuKa (Ha UAUIIE — «IITETJI») B LEJIOM MPOSBIISIETCS B
TOM, YTO B SKOHOMHUYECKOM IUIaHE OHO CTOMT MEXIy AepeBHEN u ropogoM. Eciu pa3Hoo0-
pasue 3aHATUN HACEJICHUS B MECTEUKE PE3KO OTJIMYAET €ro KaK COLUAIbHO-3KOHOMUYECKUN
THUII OT CEJIBCKUX IOCETIEHUM, TO MEJIKMIA XapaKTep pEMECIEHHUYECTBA, TOPIOBIIU, OTCYTCT-
BHE 3KOHOMMYECKOI'0 pa3Maxa BCE K€ OCTABJISIET €r0 Ha YPOBHE, HEJOCTAIOIIEM [0 YPOBHS
ropoaa. OcHoBHOH (yHKIMEH MecTeuka B XIX Beke ObLIO TOProBO€ MOCPEIHUUECTBO ME-
KAy JEpEeBHEN U ropoAoM. B 1aHHOM IUIaHE 3HAYUTEIBHYIO POJIb UTPAIH IPMapKU.

B HaumoHnanbHOM HCTOpUYECKOM apXHBe benapycu cOXpaHWINCh TaHHBIE O IEPUOANY-
HOCTH IIPOBEJIEHUs ApMapoK B MIryMeHCKOM ye3[ie M HENOCPEICTBEHHO B MecTeuke Cmu-
noBuuH 3a 1901 rox [5]. B menom ke k koHity XIX Bexka CMUIOBHYH TIPEICTABIISLIA COOOM
MECTEUYKO C HE3HAYUTEIbHBIM YPOBHEM Pa3BUTHsI PEMECICHHUYECTBA U TOPTOBIIH.

XapakTepHOl 0COOEHHOCTHIO HAI[MOHAJIBHOTO COCTaBa MECTEUKOBOI'O HACEIECHUS OBLI
nepeBec eBpercKkoil Maccel. B eBpeiickoM 00MXOfe MOHATHE «MECTEUKO» MOAPA3yMEeBaJIO0

' Cm.: Marepuans! uist reorpaduu U cTaTUCTHKH Poccun, coOpaHHbIe oHUIIepaMU TeHepaTbHOro mrada /
coct. U. 3enenckuii: B 2 u.: MuHckas ry6epHus — Cankr-IlerepOypr: Boennas tunorpadus, 1864.; Tpyast
MuHcKaro ry0epHCKOTO CTaTHCTHYECKOTO KOMHTETa: MCTOPHKO-CTaTHCTHYECKOE OIMCAaHHE JICBSITH Ye3/I0B
Muscko#t ry6epraun. Beim. 1 Munck, 1870.
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camblif XapakTep CBOEOOpPa3HOro ObITa BOCTOYHOEBPOIEHCKOTO €BpEWCTBa, €ro Peluruo3-
HO-KYJBTYPHYI0 000COOJIEHHOCTh U TyXOBHO-COITHAIbHYI0 aBTOHOMUIO OOIITHHBI.

bennocts u GecrnpaBue SBISUINCH OCHOBHBIMU IpPHU3HAKAMH, XapaKTEpU3YIOIIMMU €B-
peiickoro MecteuykoBoro >kurens. «Hanbomnee TArocTHBIM AJis €BPEHCKUX HAPOJIHBIX Macc
MIPOSIBJIECHUEM HAI[MOHAJIBHOIO HepaBHompaBus» [1, c. 7] Oblna Tak Ha3bIBaeMas «4epTa
OCEJUIOCTH», NPaBOBasi U TEPPUTOpPUATIbHASI OTPAaHUYEHHOCTD, BBIPAYKAIOLUECS B BBIJIENE-
HUU ONPEJEIICHHON TEpPUTOPUM M NPUHYAUTEILHOM NPUBS3BIBAHUN Ye€lOBEKa K HeW 0e3
npaBa cBOOOTHOTO BEIOOpA MECTA JKUTENBCTBA 3a MpeJielaMu IaHHOU TePPUTOPHUH (B KOHIIE
XIX Beka B Poccuiickoil umnepuu B 4epTy OCeIUIOCTH Bxoiuiao 15 rybepumii (u3 86!).
K coxxanenuto, moka He HailIeHO TOKyMEHTOB, OCBEIIAIONINX MO3TAIHO BECh MpoIIecC Te-
pee3no CyTuHa Kak B npeaenax Poccuiickoif ummnepuu, Tak U 3a TpaHuily. TeM He MeHee
XapaKTepHbIA U HEM30EKHBIM BOMPOC MPOXOXKIACHHUSI HEMPOCTOrO OIOPOKPATHYECKOTO MyTH
IUIS eBpesi, MOKUAAIOIIETro, JIN00 BO3BPAIIAIOIIErOCs B POJAHBIE MECTA, MOKHO MPOCIEIUTD
Ha MpuMepe OOHapy>KEHHBIX aBTOPOM JOKyMeHTOB B nene yuutens Cyrtuna 1. Kpyrepa,
«BbIOBIBIIETO B 1888 romay 3a rpanuily 0e3 3aKOHHOTO BHJa M HBIHE XOJIAaTalCTBYIOIIETO O
pa3pelieHuu eMy BEPHYTbCS Ha pOAUHY» [2].

3aKoHOATEIHHO 0(OpMIICHHAS] N30JUPOBAHHOCTD OT OCTAIILHOM YacTH OO0IecTBa Mpu-
JlaBajia €BpesiM CTaTyc «uHopoAues» [7, c. 60]. BMecTe ¢ TeM B OBCEIHEBHOM KU3HU €B-
PEU OMSATh K€ CTAIKUBAIIMCH C HETIPUSA3HBIO CO CTOPOHBI YK€ MECTHOTO HaceleHus, ¢ Obl-
TOBBIM aHTUCEMHUTH3MOM, C y>KacaMH MEPUOTUIECKUX TOTPOMOB.

briTOBasi cTopoHa *KU3HU €BPEUCKOr0 HacelleHUsl ObUla TECHO CBSI3aHA C SKOHOMHYE-
CKOM, C XapaKTEePOM 3aHATHS, BEJIMUYNHON Joxoaa. «Marepuansl s reorpaduu U CTaTh-
ctuku Poccun, coOpannbpie oduriepamMu reHepabHOTO 1MTada», TOYHO XapaKTepU3YIOT POl
3aHATUN MECTEUKOBOTO €Bpesi: «3Has e HEepPacIoJIOKEHUE UX [€BpeeB]| K 3eMJICIICIHIO, BB
HEBOJIBHO 33/aJuTe ce0e BOMpOC: KAKHE K€ CPEICTBAa CYIIECTBOBAHUS I3TOrO0 MHOTOYHC-
JIEHHOT'O KJlacca HAaCEJIEHUs, U €CIU OHO >KMBET MEJIOYHOIO TOPrOBJICI0 U PEMECIIAMHU, TO
r7ie ke HaxoAuTh motpedurenei? <...> CHpocuTe NMEpPBOr0 BCTPEUEHHOTO B MECTEUKE
MuHckoil ryoepHun eBpesi, 00 ero 3aHsITHH — BbI, CKOPEE BCETO, MOIYYUTE OAMH U3 TPeX
OTBETOB: « MacTep», — CKAKET BaM OAMH, 5 «(aKTOp», — CKaXKET APYroil; HO Yalle BCEro
BaM J1alyT OTBET, HEBOJILHO BBI3BIBAIOIININ YJIBIOKY: «s Tak coom»« [3, c. 650].

B cembe CyTuHa, cocTosIieil U3 TpUHAALATH YETI0BEK, II€ OCHOBHBIM MUCTOYHUKOM J10-
XO0JI0B OBUIO TOJIBKO MOPTHSKHOE JIENI0 OTLA, AOCTAaTOK ObUT Jajeko He Benuk. [loarsep-
XKJIEHUEM TOMY MHOTOUYHCJIEHHbBIE OTPHIBKM M3 BOCIOMMHAHHUN CAMOIO XyJ0)KHMKAa O HU-
meM u rojgogHoM aerctBe. CoBpemeHHuna CyTHHa XyAo0XKHHMIIA MapeBHa B CBOEH KHUTE
yaensier 60nbloe BHUMaHue onucanuio xku3Hu CytuHa B CMUIOBHYAX, OCHOBAHHOMY Ha
TOM, YTO PAacCKa3bIBAIl caM XyA0KHHK: «Ero orell, O¢IHbBII eBpeCKUil TOPTHOM, C TPYIOM
3apabaTbIBal Ha JKU3Hb CBOCH ceMbH, rie ObLJI0 OMMHHAALATH AeTed. XauM, caMblid MIaj-
M ¥ caMblid caObli, OB HEKPACUBBIM OOJIE3HEHHBIM PEOEHKOM, KOTOPOTO OTeIl HE JI0-
oun u yacto 6mi. EMy xunock Tsokenee, ueM ecsaty crapmuM aetsMm. OH Bceraa ObLT ro-
noxaeH. Ot HegocTaTKa epl yacTo 6onem» [9, p. 13].

KuzHp eBpes B IITETNIE OrpaHUYMBAIACh HEMHOTHUM: TOMOM, CHHAroroil U pbIHKOM.
Tem, 4TO nMaBai0o «HPABCTBEHHBIM W (U3NYECKUN OTABIX, MOIAEPKUBAIO CHUIIBI OCTHOTO
eBpesi, KOTOPBIE YacTO HANpATAOTCA J0 OOJE3HEHHOCTH B OOphOe 3a CyIIECTBOBAHHE)»
[6, c. 35], ObuTu mpa3agHUKK. TakuM ObLTO Mpa3aHOBaHME y eBpeeB cyO0O0ThI, Bpems mad0a-
Ta, KOIJa elle B IATHUIY MEpes 3aX0J0M COJIHLA JKEHIIHMHBI 3aKUTajJd MaJECHbKHE Callb-
HbIE CBEYM, & «MY KUMHBI, IOJIOKHUB PYKH Ha IUIEYHU JPYT IPYry, HAUUHAIM C MEAJIEHHOTO
pacrmeBa, clierka packauuBasiCh U3 CTOPOHBI B CTOPOHY, MMOCTETIEHHO YCKOPSISl PUTM TIEHUS U
TaHI[a, TaK YTO MOJIUTBA CTAHOBUJIACH MMOX0XEH Ha PHIIAIOIMINN CTOH, a PUTYpPHI CIUBAIUCH
B eauHOE 11emmoe» [9, p. 15], uto Tak Oyaopaxuino BooOpaxkeHue emie MaieHpbkoro CyTHHa,
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a IocJIe Ha BCIO XKM3Hb 3aI€YaTiiesioch B yIllIe U TaK WIM MHAY€ HAILIO CBOE OTPaXECHHUE B
€ro MPOU3BEICHUSIX.

OTYyXJIEHHOCTh OT OKPY>KaroIleil HeeBPEeUCKOW Cpenbl, SKOHOMUYECKUNA U OBITOBOM
YKJIaJ MECTeYKa C €ro OrpaHU4YECHHBIMM BO3MOXKHOCTSAMH Ul TOPrOBOW M pPEMECICHHHUYE-
CKOM JIeSITEeIFHOCTH, C €r0 YCTOHYMBOM MPUBEPKEHHOCTBIO TPAJUIUAM, BO MHOTOM (hop-
MHUPOBAIHN CBOCOOPa3HbII 00JUK BOCTOYHOEBPOIIEHCKOTO €BPEMCTBA CO CBOMCTBEHHBIM €MY
MICUXOJIOTHYECKUM CKJIAZOM.

Kynbrypa u o6pa3oBaHie B MeCTE€UKEe KaK TaKOBOM, KaK IPAaBHJIO, HOCHIIU SIPKO BbIpa-
JKEHHBIN HAIMOHAJIBHO-PEJINTHO3HBIN XapakTep. Bo MHOIMX HMCTOYHMKAax, MOCBALIEHHBIX
KI3HH U TBOPYECKOMY IyTH XyHOXKHHKA”, PACCKA3bIBACTCA OMMH M TOT K€ CIIyHail 0 TOM,
Kak, eme noapoctkoM CyTHH pelIMsl HamucaTh MOPTPET paBBUHA, 32 YTO OBbLI M30UT A0
CMEPTH, NOCKOIbKY B CMMIOBHYAX — MECTEUKE OPTONOKCAIBHOM M KOHCEPBATUBHOM, I
CTPOro COOIOIANUCH 3aKOHBI PEJIUTHU, — PUCOBATh OBLIO KaTErOPUYECKH 3aIlpelieHo, Ja-
OBl peallbHOCTh JCUCTBUTEIbHAS HE OKa3aJlach IMOAMEHEHHON pPEabHOCTBIO M300pakeH-
HOM, 4TO TPO3UJIO MPUBECTH K HUIOJONMOKIOHCTBY. KpoMe Toro, HecMoTps Ha TO, YTO Mec-
Teuko CMHJIOBUYM UMEJIO TOBOJBHO SAPKYIO UCTOPUIO (BJIaJ€NbllaMU €r0 B pa3Hble BpeMeHa
obutn bakmranckue, Kexrainel, Caneru, 3aBumm, Oruackue, MOHIONIKK), BpeMs HE OC-
TaBWJIO MIPAKTUYECKH HUYETO U3 TOTO, YTO B OBLIbIE BPEMEHA COCTABIISIO OOTaTCTBO KYJIb-
TYpHOH M JTyXOBHOHM cpelibl MMEHUTBIX POAOB (MCKIIOUEHHEM CTaJl JHIIb JBOPEIL] C MpuJe-
JKaIllUM IIapKOM, IIOCTPOEHHBIN K Hadany XIX B. B CTHUJIE HEOTOTUKHU € 3JIEMEHTAMU MOJAEP-
Ha). TeM He MeHee HUM OTCYTCTBHE HAIJISAHBIX IPUMEPOB, CIOCOOHBIX CPOPMUPOBATH XY-
JIOKECTBEHHBIN BKYC IOHOTO XYyJ0’KHUKA, HU OECKOHEYHBIE 3alpeThl U YyTPO3bl HE CMOIJIH
nonaBuTh B Xanme CyTHHE XKEJIaHUE CTATh XyJOKHUKOM.

BripBaTthest U3 arMocdepsl 3aTXJIOCTH U 3aCTOsl, CBOMCTBEHHOM MECTEUKOBOM JKU3HH,
Cytuny ynanock B 1909 roay. [loe3aka B MUHCK OTKpbLJIa HOBBIM 3Tall B )KU3HU, a II1aBHOE
— CTajia HarpafoH, Moy4eHHO! B 60phOe 3a MpaBo CTaTh XyAO0KHUKOM, a HE MOPTHBIM, pe-
MECJIEHHUKOM U T.A. 3aech CyTHH NOJIy4aeT NepBble YPOKH PUCOBAHMS B IIKOJIE XYOKHU-
ka fkoBa Kpyrepa. B 1910 rogy Xanm CyTtun Bmecte co cBouM apyroM Muxaunnom Ku-
KOMHOM IepeOupaercsi B LIEHTP XYJO0XKECTBEHHON KM3HM peruoHa — B BuibHO, oTinyaro-
meMcsi OT MHMHCKa MHBIM — JIATUHCKUM — THIIOM KyJIBTYphl, 00J€e MHTEPECHOW U HAChI-
IIEHHOW XYyJA0KECTBEHHOU KU3HBIO.

EBpen, B o0CHOBHOM ¢ 3amajHbIX TyOepHuil Poccuiickoli uMmepuu, i KOTOPBIX APY-
rue MKoJbl (B TOM 4ucie U Akagemus XynoxkectB B [lerepOypre) gacTo OBLIM HEIOC-
TYIHBI, IPUE3KaM UMEHHO CloJia, B BunbHO, 1 noctynanu B BuUIEHCKYIO MIKOIY puCO-
BaHus. [[nst yyammxcsi B IIKoJie HE ObUIO HUKAKUX KBOT, OTPAaHHYEHUH ISl TOCTYIUICHUS
He cymiecTBoBaslo. TeM He MeHee CyTHH JIMILIb CO BTOPOM MOMNBITKU MPOXOJUT HA TPEXTO-
JUYHbIE KYpCHI B IIKOJIY, M B 3TOM MHOT'HE HccienoBaTenu (kK npumepy, Anbppen Bepuep
[8, p. 167]) Buast Buny Kpyrepa, He ciocOOHOTO AaTh YUEHUKY a30B MOCTPOCHUS KapTH-
Hbl, HE BJIOXHUBIIETO B CO3HAHHWE MOJOJOTO XYJOXKHHKA 0a3bl TPaJWLMOHHON €BpOIEH-
ckoil KynbTypbl. To, uTro CyTHH HE OCBOWJI OOIIENPHUHSATHIX NMPaBUI XYA0XKECTBEHHBIX
IIKOJI TOTO BPEMEHHU (OH MPOTECTOBAJI MPOTHUB 3aHATHI KOMMPOBAHMS, CKPYITYJIE3HOTO
WCIIOJIHEHMSI 3a/1aHUi), JTUIIb TOATBEPKIAET €r0 HEYKPOTUMBIN TaJaHT U JI0Ka3bIBAET TO,
YTO «ET0 yM U cepAle OblIM HACTOIbKO CBOEOOpA3HBl, UTO OH HUIJIE HE BIIHCHIBAJICS B
OKpPY’KaloIllylo peanbHocTh» [9, p. 16].

Kuznp B [lapmxke, rae B Hauane XX Beka KyJbTypHas cpefia OTIU4ajach OJHOBPEMEH-
HBIM CYIECTBOBAaHMEM pa3HOOOpa3HbIX TEUCHMH M HANpaBICHUN B HUCKyCCTBE (KyOW3M,

2 Cwm.: 3unrepman b.M. INapwxkckas wmkona: [Mukacco, Mogunesanu, Cytun, [aran. M., 1993. 335 c.;
Tuchman, M «Chaim Soutine (1893 — 1943). Life and Work» // Chaim Soutine: Catalogue Raisonne /
Maurice Tuchman, Esti Dunow, Klaus Perls. 2 T — Kdln : Benedikt Taschen Verl., 1993. 780 p. u mp.
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(OBH3M, SKCIIPECCHOHU3M H JIp.), T lieAeBpbl JIyBpa U APyrux My3eeB JeMOHCTPUPOBAIU
BECh TOT XY/I0’)KECTBEHHBIN OIIBIT, YTO HAKATIIIMBAJICS B TEUYCHUE MHOTHX CTOJICTHIA, BO MHO-
rOM TIOBJIHSIIa HA M3MEHEHUE J)KUBOIMCHOW MaHEphl U KoJlopuTa npousBeaeHuii Xanma Cy-
THHA, OJTHAKO €BpeicKasi Tpaaullvs, IPUCYTCTBYIOMAs B CKPBITOM BHJIE, BCE KE OCTaIach
JOMUHHPYIOIIUM (PaKTOPOM BCEX XY0KECTBEHHBIX MPOSBICHUN TBOPUECTBA XY I0KHHKA.

Jerckue ronsl xu3an X. CyTHHA MPENCTABISIOTCS OAHUM M3 CaMBIX TSKEIIBIX, TOJIOJ-
HBIX U OC/THBIX MEPHUOJIOB €ro KU3HU, U TEM HE MEHEE JIOBOJHHO HEMAIYIO 4acTh BCEX €ro
paboT coctaBisrOT U300paxenus nereit («[loprper pedbenka» /»La pauvretten/ 1937; «Jle-
BOUYKa B TowyOom» /»La petite fille en bleu»/ 1934-35; «JleBouka c Kykinoi» /»La petite fille
a la poupée»/ 1919; «Matb u pedbeHnok» /»Mere et enfant»/ 1942; «JleBouka y U3ropoin»
/»La petite fille a la barriere»/ 1939 u T.1.). HecMOTpst Ha HEOTHOPOAHOCTH PAOOT AAHHOM
TEMaTHKH (MCTIOJTHSIINCH Ha Pa3HBIX 3Tanax TBOPYECKOH Kapbhephl), BO BCEX KapTUHAX MPO-
CJIC)KMBACTCS OJIHU U TE )K€ XapaKTEPHBIC YEPThI — IETH BCeraa OC3bIMSHHBI U HUKOTIA HE
noka3aHbl urpatonMi. PebeHok B kapTuHax CyTHHA PEIKO M300pakaeTcsi ¢ MaTephio, U
HUKOT/Ia B KPYTY CeMbH. PEOCHOK OJIMHOK, MPEIOCTABICH caMOMy ceOe, CIIOBHO OpOIIICH Ha
MIPOM3BOJI CYABOBI M MOATOMY TaK BHYTPEHHE HANpPSIKEH, TIOATOMY TakK JIe(POpPMHPYIOTCS
pyKu, TsHy1Mecs kK matepu («Matb u pebeHok» /»Mere et enfant»/ 1919), Tak NBITIWB U B
TO ke Bpemst moTepsiH B3 («/leBouka ¢ xykioi» /»La petite fille a la poupée»/ 1919).
Jlerckue ¢urypsl B pabotax CyTHHA HE BIUCHIBAIOTCS B ()OpMAT KapTHH, IPAKTUICCKH BCE
OHH 3a)KaThl, CTUCHYTHI pPaMaMH TIOJIOTHA, ¥ 3TON BHEIIHEW CHJIE TIPOTUBOCTOUT BHYTPEH-
HEee HaNpsHKCHUE OJMHOKOW JYIIH, OOJH, CTpaxa, MOJIYaIUBOIO CTpaJaHusl, OECIIOMOIIIHO-
cté U T.1. O4eBUAHO, UTO CO3/1aBasi KKl U3 3TUX 00pa3oB, CyTHH BHOBb M BHOBb IPO-
KHMBaJl COOCTBEHHOE TSDKEJIOE JIETCTBO.

PaboTb! paHHETO MEpro/a TBOPUECTBA XYA0KHHKA, HETABHO TpHexaiiero B [lapimk, BbI-
JCTSIFOTCS. CBOUMH KOJIOPUCTUYECKUMH PEIICHUSMHU, TI0Ka €IIe TOJIBKO Pa3BUBAIOIIMMUCS B
TOM HaIpaBJICHHH, KOTOPOE CTaHET JOMHUHHUPYIOIIMM B O0Jiee 3peibIX Mpou3BeIeHNsAX. Pedp
uzner o kopuuHeBo-cepoit («Ileitzax», /»Paysagey/ 1918; «lleitzax», /»Paysage»/ 1919) n
omuBKoBO-puoseroBo («Ileizax B Kannax», /»Paysage a Cagnesy/ 1918; «HatropmopT ¢
cynHuiei», /»Nature morte a la soupiere»/ 1916 u np.) raMMax C TMoKa €I1e HeCMEJIbIMU
(«Kpacubie nomay, /»Les maisons rouges»/ 1917; «Ctony», /»La table»/ 1919) nposiBneHusiMu
TOT'O KPAaCHOTO I[BETA, YTO BIOCIECACTBHU HAPSAY C MPEICTbHON TUHAMUKOW HU300pakeHHI
CTaHEeT OCHOBHBIM IOJTBEP)KICHUEM TOTO, 4T0 XanM CyTHH SIBIISIETCS CaMbIM SPKUM Tpe-
CTaBUTEJIEM DKCIIPECCHOHM3MA B pamMKax [1apmKCKO#l IIKOJIBI.

[TonoOHast mpuriTymeHHas: HesspKas raMMa €ro paHHHX paldoT, MX BHYTPEHHSS Hamps-
’KEHHOCTh BHOBb HAXOJIUT CBOE OOBSICHEHHUE B CKPBITOM MPOSIBIICHUH TOTO CAMOT'0 €BPEHCKO-
IO MECTEYKOBOTO KOHTEKCTA. XapaKTEPHBIM SIBISCTCS TO, YTO JAHHAS TEHACHIMS TPOSBIIS-
Jach B )KUBOIIMCH B JJATEHTHOM BHJIC, @ HE B paMKax BBIOOpA TeM JIMOO CIOJKETOB, CBSI3aHHBIX
¢ eBpeiickoii KynbTypoid. Cytun B oTiimume oT [llarana He oOparmmancs K CloKeTaM MECTEUKO-
BOH KW3HHM, TIHCAJ Tei3axu OpaHIuy, MOPTPEThl COBPEMEHHUKOB, OJTHAKO 0oJiee TrTyOoKoe
UCCIIeIOBaHHE 3TUX pabOT BCKPBHIBAET HEMMOBEPHYIO BHYTPEHHIOIO CHITY, (POPMHUPYIOLIYIO
OIpeIeTICHHBIM 00Pa30M JKUBOITUCHYIO MaHEPy XyI0KHHKA, TIPHHIUIIB PopMo0oOpa3oBaHus,
(bopmupoBanus Kosoputa. 1 naHHas cuia NpOMCXOAUT HETTOCPEACTBEHHO U3 MEPEKUBAHUH,
PUOOPETEHHBIX B IETCTBE, U3 TOTO )KU3HEHHOTO U KYJIBTYPHOTO OIBITA, YTO ObUT BOHUTAH X.
CyTUHBIM B CMMJIOBUUCKOM IIITETIIC.
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MANEBWY N NINCULIKUA: BUTEBCK — BEPJTUH

B NWYOEUCKO-XPUCTUAHCKOMN NEPCMNEKTUBE

(k npobneme cynpemMaTusM VS KOHCTPYKTUBU3M:
«ns 2onocax». bepnuH, 1923)

1. Kauuc
Poccuiickuii rocygapcTBeHHbIV rymaHuTapHbii yHuBepcuteT (Mockea)

poOiemMa B3aUMOOTHOIICHUH MEXAY JBYMS BBLIAIOIIMMUCSA TPEACTaBUTEIIMU

pycckoro aBanrapaa Kasumupom Manesudyem u Onb JIMCHMLIIKMM B acniekTe MX OT-

HOLIEHUH K JBYM BHJAM 3CXaTOJOTMU — MYJEWCKOMY U XPHUCTHAHCKOMY — pac-
cMaTpUBajach HAMU PaHEE NPU aHAIN3E Pa3INuus CUMBOJIMKH CyIpEeMaTHUYECKUX KBaJpa-
TOB Y JBYX XYJIO0XKHHKOB. B pe3ynpTaTe Mbl IPUILIN K BBIBOY, YTO KaK OJIE€XkKJa Y4aCTHH-
KOB «YHOBHCa» C YEpHBIMH KBaJ[paTaMu Ha pyKaBaX, Tak U CylnpeMaTH4ecKass CUMBOJIUKA
Ha KapTUHaxX U 00beKTax «YHOBHMCOBLEB» ObUIN CBSA3aHBI C MPOOJIEMaMU OCMBICICHHUS AC-
XaTOJIOTUYECKOM MpobeMaTuku B (hopMe HyA€0-XpPUCTHAHCKOTO auainora [1; 3].

Spue Bcero 310 BhIpasmwioch B AByX Haanucax K. Manesnua Unbe YamHuky v no3gHee
Hanuwmny Xapmcy, rae ManeBud npezsiarajg o000UM «OCTaHAaBIUBATh mporpeccey: «aure u
octa"aBnuBaiTe KynbTypy. M. Hamnuky. KyneType, kak u BepOItomy, TPyAHO MPOJIE3Th
Yyepe3 YIIKO UTOJIKH, 0O OHA CTPEMHTCS YMOM, Pa3yMOM M CMBICIIOM IPOWTH B TO, YTO HE
MMEeT HM pasyMa, HU yma. Pa3ymHbIil niau ymHBINA He BoizmeT B OesymHoro. K. Manesuu.
Butebck anpens 1922).

Ecnu nmozacraButh croja cioBa XpHcTa 0 TOM, 4TO TO, YTO HE JaeTcs BepOoay, He yaa-
cTcsa Ooratomy, M OH HE BOIMIET B IIapCTBO HEOecHOe, TO clioBa MaseBrya MOXXHO, ITIOXOXKE,
U3JIOKUTH Ha OOBIICHHOM si3bIKe. TO ecTh, HCKYCCTBY HE HAJl0 CTPEMHUTHCSI B LIAPCTBO He-
6ecHoe, B 0bmactpb /lyxa. Panee Mbl 0OOCHOBBIBAJIM CBOIO TOUKY 3pEHHUS Ha 3TOT TEKCT, CO-
gTs1, uTo ¥ Yamnuk, u XapMc Obutd OiM3ku MajneBudy TeM, YTO HE CTPEMIIIHCH MEeperTH
3a npenensl Tperbero 3aBeTa, Tak Ha3biBaeMoro 3asera CB. /lyxa, NpMHIMIMAIBHO OCTa-
BasCh B paMKax TpaJUIMOHHOTO npeacraBieHus o Berxom u HoBom 3aBete, XoTs1, pazyme-
€Tcsl, MHOro nosgHee XapMc U BBeneHCKMI NBITAINCH, IO KpalHEW Mepe, B XYIO0XKECT-
BEHHBIX TekcTax Tumna «Jlaney» uiu «Kpyrom Bo3moxkno bor» [2, c. 680-707; 718-728]
OCMBICJIUTB B TepMHUHaAxX TpeTbero 3aBera )kM3Hb U cMepTh MaskoBckoro [4, c¢. 467—-488].

Onb JIMCMUKUN CyMell HalWTH 3aMeyaTesIbHbIM BBIXOJl M3 IMOJO0KEHHUS, BOJHOBABILIETO
K. ManeBuua, ocMbIciiuB «YepHbIi KBagpaT Ha 4epHOM (poHEe» B KayecTBe TQHIUH, T.C.
€BPEMCKOro TpaAUIIMOHHOTO MOJUTBEHHOTO MPEAMETa — YEPHOTo Ky0a Ha YepHOM KBaJpa-
te. IIpuuem, y eBpeeB 3TUX NPEAMETOB JBa — JJIs TOJIOBBI U AJ1s pykH. Toraa, eciim y4ecTs,
YTO TPAIUIMOHHOE IMOJIOKEHUE PYYHOTrO TOWIMHA Ha MpeAriedbe MaHU(pECTHUpyeT 3aBeT
bora Otna, eciau KBaapaT, MOMELICHHBIN Ha pyKaBe YHOBHCOBIEB HaJ KHCThIO, MaHHU{]e-
ctupyeT 3aBeT ¢ borom CblHOM, TOrJa 3ampeT Ha MOMEIIEHHE YEPHOro KBajpaTa Ha Ipa-
BOI pyKe 03HauaeT 3ampeT Ha BxoxaeHue B 3aBer CB. lyxa. Mexay TeM cymecTByeT ¢o-
Ttorpadus, Ha KOTOpOoil cToaT ManeBud u Db JIMCUIIKHIA, a y TTOCTIETHET0 KBAApaT HAKJICeH
KaK pa3 BHU3Y IIpaBOro pyKapa, T.€. HA CUMBOJIMYECKOM MECTE 3alpeTHOro A ManeBuda
3aBera Cs. Jlyxa.
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Jng Onp JIucukoro B 3TOM HET HUYETO CTpAIIHOro. Benb y €BpeeB HET HE TOJBKO
Tpetbero, HO u Broporo 3aseta. CienoBarenbHo, T1e Obl Myl HE MOMEIIal CBOM Hapy-
KaBHBIN KBaJpaT, OH MOKET CUMBOJIM3UPOBAThH JIMILb 3aBET, nonydeHHbl Ha Cunae. boie
TOTO, y My/I€EB €CTh BO3MOXKHOCTh HCIOJIBH30BATh BTOPOW — TOJIOBHOM T(HIMH, KOTOPHIi,
TEM HE MEHee, HUKAK HE CUMBOJIM3MPYET HUKAKOrO 3aBeTa, KpOMe eAUHCTBEHHOTO. [lo-
3TOMY, KaK Mbl NPEANIONOXKWIN paHee, 3HameHuTas Iledars YHoBuca n3 «Cxkasa npo nBa
KBaJpaTa» IMpeJCTaBlIseT COOON MNEepeBEepHYTHIH TOJIOBHONH TOWINH, KOTOPBIA yXe Io-
nyaeiicku cumsossupyer Hosoe BpeMsa u Hosblil Mup, napasuiensHsiii Pesomonuu /lyxa,
MpoBO3MIANIeHHON QyTyprctamu. Takum oOpa3om, u Masnesud, u JINCHIIKUI HAXOATCS B
HoBom mupe, TONBKO KaKIblil B CBOEM.

He Bo3Bpamasch k moapoOHONH apryMEHTAIlUU dTUX TTOJIOKEHUH, CIeTIaeM CIIe YOI
miar. PaccMoTpuM GepiIMHCKYIO peLeniiio BUTEOCKOTo cynpeMaruzMa B pabortax Db JIu-
curkoro 1920-x rr. 3necs Hac OyyT uHTepecoBaTh: «CKa3 MMpo JBa KBajpaTa», GUTypUHBI
«IToGempl HA/ CONHIIEM» M HILTFOCTpaliuu K cOopHUKY B. MasikoBckoro « /st ronoca». Kak
HETPYIHO BHJIETh, B IICHTPE HAIIETO BHUMAHUS OKa3bIBaeTCs UMS U (urypa MaskoBCKOTO,
ybst «Tpareaus», HanmoMHUM, ObL1a mocTtaBieHa BMmecTe ¢ «llobGenol Hax CONHLEM» B
1913 r. A B «IloGene», kak MBI TOMHHUM, Ha KOCTIOME OJHOTO M3 T€POEB BIIEPBHIC MOSBUIICS
«YepHsIlil kBaapaT». Claen0BaTEIbHO, B ONPECIIEHHOM CMBICIIE B IIOCIEBOEHHOM bepinne
1923 r. BoccranoBmiachk cutyanus IlerepOypra nociegHero npeIBOCHHOTO Tofia.

Haunewm ¢ pa6otsr Db Jlucuikoro n MasikoBckoro, onyoaukoBanHoi B bepnune «I o-
cyaapcTBeHHbIM u3aarenbctBoM PCOCPy B 1923 1.

Kaxxaplii, KTO BUAEI 3Ty KHUTY, [IOMHUT €€ CTPAHHOBATYIO JBOMCTBEHHOCTh: KOHCTPYK-
TUBHCTCKHE WIIKOCTPALUU K cTUXaM MasikOBCKOTO Ha I0JI0Cax U pa3BOPOTax KHHUTHU U OT-
KPOBEHHO CYNPEMaTHYECKHE 3HAUYKH Ha «KJIABHUIIAX», JTOJDKHBIE CUMBOJIM3UPOBATH ATUMHU
3HaYKaM{ COOTBETCTBYIOLME CTUXOTBOPEHUS, 3aMEHSS TPAJAULIMOHHOE cofiepxkaHue. Pa3sy-
MEETCsl, MOXKHO, HE JI0NIT0 JlyMasi, pEIIUTh, YTO Pa3 KHUTA NIPEAHA3ZHAUEHA «JUJIS TOJI0Ca», TO
«KJIABUILIW» JIOJKHBI 0003HA4aTh «MY3bIKAJIbHOE» COIpPOBOXKAEHUE. YTO-TO Bpole «aJis
rosoca ¢ (hOpTenbsIHO», €CIIN HE ¢ aKKOPIeOHOM. OJJTHAKO OCTAaHOBUTHCS HA MOJ00HOM pac-
CY’KAECHUH MEeUIaeT TOT (PAKT, 4TO «CYHMPEMATHUECKOE CONPOBOXKICHUE» HUKAK HE 3aMEHSET
COOCTBEHHO COJIepKaHUsl KHUTH. Benpb psii Ha3BaHUM CTUXOTBOpeHUI MasKoBCKOro JaroT-
sl ACUCTBUTEIHHO MOJHOCTHIO, HEKOTOPBIE — COKPAIIEHHO, @ OCTaJIbHbIE BOOOIIIE TOYHO HA
KJIAIlaHAX, MPU3BAHHBIX, NO-BUAMMOMY, KOHCTPYKTHUBHO 3aMEHUTh TPAJULHOHHOE COIEP-
JKaHME KHUTH, HE Ha3BaHbl. BMECTO 3TOro MCHOJB3yeTCs TO CIOBO, KOTOPOE, IO MHEHUIO
Onb-Jlucuikoro, 60JIbIIE TOAXOANT VIS OUEPEAHON «KIIABUILIN.

Bce 310 3acTaBisieT HaC cUNTaTh «AKKOMITAHEMEHT» CaMOCTOSTENIBHBIM IIPOU3BEICHUEM
XyJ0KHHKa Ha TeMbl MasKOBCKOI'O, HO B CBO€H COOCTBEHHOM MJICOJOTMUYECKON CHUCTEME.
A TOuHBIE Ha3BaHUS CTMXOB MasKOBCKOIO JaHbl KaKk pa3 Ha KOHCTPYKTUBUCTCKUX HILIIO-
CTPATUBHBIX ITOJIOCAX U Pa3BOPOTAX, YACTO SBJAACH dJIEMEHTAMHU WJUTFOCTPALUH.

Cka3zaHHOE MO3BOJIIET HaM IOIBITAThCA MPOYECTh TEKCT «KJIABMI» U BEpOaJIbHBIN, U
MKOHMYECKHH Kak eUHbIN TekcT. Vau, roBopst B TEPMHUHAX <«JUIs rojoca U (POPTENbSIHO,
«HCTIOJTHUTB» U OCMBICIUTh AKKOMIIAHEMEHT OTJENIbHO. A BepOabHO-UKOHUYECKOMY TOJ-
X0y HM B KOEH Mepe He MEIIAET NPEANIONI0KEHHUE, YTO OJUH «aKKOMIIAHEMEHT» UCIIOIHS-
10T HECKOJIBKO «KJIABHUILHBIX HHCTPYMEHTOBY.

[Ipolinem Bce «KJIaBUIIN» IO HOPSAIIKY.

Hrak, nepBoe CTUXOTBOPEHUE CHMBOJMU3HUPYET CIOBO «MAapLl» W YEPHBIA KPYT, B TO
BpeMs Kak 3To «JIeBbiii Mapi». BTopoil 3Ha4OK KpacHBIM MPAMOYTOJbHUK C HAAMHUCHIO,
COOTBETCTBYIOIIECH Ha3BaHMIO CTUXOTBOpeHus MasikoBckoro «Ham mapm». M 3nece un-
TaTeNsd 0XHUIaeT croprpus. [lepen TeKCTOM CTUXOTBOPEHHUS OOJBIIYIO YacTh MOJIOCHI 3a-
nuMaet Kpacusiii kBagpar ¢ noamuckio b o M u b e 1. D1 1Ba ciora u ux rpapudeckoe
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UCIIOJIHEHHE SIBHO OTChIIAIOT K «(CKa3y Mpo J1Ba KBajapaTay», XOTs cloBa «0Oeil 60i» ecTh B
ctuxax MaskoBckoro. Wnu nHanmomuHaer «KpacHbIM KiuHOM Oenbix Oe€il», BIpouem, K
HEMY e OTCBITAET M YePHO-OCIIbIH 3HAK HA KOHTPTHTYIIE « {1 romocay .

Crnenyrouiee ctuxoTBopeHue «Moil Mail» CHMBOJIM3UPYETCS MaJCHbKUM BEPTUKAJIb-
HBIM MPSIMOYTOJIBHUKOM C ITPaBUJIbHBIM Ha3BaHWEM CTUXOTBOpeHUs. CaM MpsSMOYTOJIbHUK,
BUJIUMO, JOJDKEH M300pakaTh pUMCKYIO equHHIlY. B m000oM ciydae CHMBOJHKA €IUHUIIBI
rapaHTupyercs TeM, 4ro Maii ObIBaeT y KOMMYHHCTOB ToJbKO [lepBomaem. MHTepecHo,
YTO MpeAblaylasl MOANKUCH MOJ CKPBITBIM OT «CIyILIATeNs» aKKOMIIAHEMEHTOM KpacHOTO
KBaJlpaTa MepeBeeHa B KOHCTPYKTUBUCTCKUI PErucTp B ciorax Moii u Maii.

3areM cienyeT CTHXOTBOpeHHE « CBOJIOUYN», H300pa3uTEIbHBINA KO KOTOPOTo TpeOyeT
Hanbosee moapooHOTO paccMoTpeHus. C 0qHOM CTOPOHBI, ATO IUIAKATHOT'O THUITA U300pa-
KeHue cUMBOJIOB Tpex cronull — Jlonmona, [lapuxa u bepnauna (oTaudme oT IBYyX mpe-
OBITYIIMX Ha3BaHUU CTONUIBI ['epmanum — roruueckuil mpudrt). CUMBOIBI TOPOAOB
MPEICTaBISIIOT co00i KpacHBIH CBET cBeTO(opa, AOKEHCTBYIOIIMNA CHUMBOJIM3UPOBATH
OTKa3 OT OKa3zaHus moMouu rojofaromumM [loBomkss. 3atem — urpa B cioBa: CaMaPa,
CMP:A (tuna *Cwmpan), HakoHell, — KpuK A A A B codeTtaHuu ¢ Tpems yepenamu. Jlocra-
TOYHO MOHSATHO, YTO YEPHBIN LIBET CUMBOJIU3UPYET 3/1€Ch CMEPTh, & KPACHBIN KU3Hb. J[a u
CJIOBO «CBOJIOYb)» MMEET B BUAY MCTOPUYECKH «CBOJIAKMBaHHWE TpymnoBy». lIpaBna, xpac-
HbIE KPYTH B CHMBOJIaX CTOJIUI] HAPHCOBAHBI KaK KPACHBIN KPyT, Oejas MoJ0CKa, TOHKHMA
KOHTYPHBIN KPYT, @ B «KJIABUIITHOM» 3HAYKE Mbl BUJIUM TOT K€ MPSAMOYTOJbHUYEK, YTO B
NpEeAbIAYIIEM CTUXOTBOPEHHUU. TONBKO CTOMT OH HE BEPTUKAIbHO, a OJMXKE K JIEBOMY
HIDKHEMY YIUIy «KJaBUIIW» W 101 45 rpajaycoB, 3aKpbiBas MEHbIIWN, yeM B «Mapiiey»
KpacHbId KpYT, U IBET y NPSAMOYTOJbHUKA HE KPACHBIM, a yepHbld. A B «Mapiie», Ha-
MMOMHUM, YePHBIM OBLT caM KpPYT.

IlogBenem Tenepp HEKOTOPHIE UTOTH IPOYUTAHHOIO M «IpociymaHHOro». Ilepssiit
YEepPHBIA KPYKOK 0003HAYal 4TO-TO «HE HaIlley, KaKou-To «He Haw Mapin», XOTs ¥ Ha3BaH-
HBII B uTore Ha KapTuHKe «JIeBbiM». CroBa ke «Hamr mapin» OTHOCSATCS SIBHO K 4€MY-TO
«HALIEMY», a HE MPOCTO «IEBOMY», U 0003HAUECHBI «IIOJIOKHUTEIbHBIM» KPACHBIM I[BETOM.
Bonpmoii «Ham mapmny mpespaimiaercss B HeGombmoi, Ho «MOM Maii», ecTecTBEeHHO,
KpacHbli. I UMEHHO «Hac», KPAaCHbIX, IPUIABIMBACT MAJAIOMINUNA YEPHBIN MPAMOYTOIbHUK
«CBOJIOYECH».

W ecnu 6v1 y Hac He OBUIO CIIEIYIONIEro X0aa ib-JIucuikoro, Mbl ObI MOTJIM CKa3aTh,
9YTO HHYETO CIeHU(pUIECKH CYNPEMaTHIECKOTO BO Bcel 3Toi urpe HeT. OgHaKo ciexyro-
1iee CTUXOTBOPEHHE Ha3bIBACTCA HA «KJIABUATYpEe» «MHTEPHALMOHAI» U 0003HAYEHO OHO
TpeMsi KpacHbIMU KBagpartamu. CkakeM cpa3zy, 3TO Jaxke mobosiee, 4eM HU3BECTHBIE HaM
«JlBa KBagpara», KCTaTu, KpacHbIl U yepHbId. CleqoBaTeNbHO, YEPHBIA KBaJApaT B 3TOU
CHUCTEME MMEET SIBHO OTPULIATENIbHBIE KOHHOTAMU. A 3/1€Ch CTUXOTBOPEHHME OUYEBUIHBIM
obpa3om HazBaHHOe «Tpermii MHTepHAIMOHAT», HA3BIBACTCS OIHHM CIIOBOM «HHTEpHA-
LMOHA», HO COIPOBOXKAAETCS TpeMsl KPACHBIMH KBajapaTaMmH, CTOALIMMH B psja. Hamowm-
HUM, 4TO JI0 ABYX YEpHBIX KBaJpaToB MayeBnua, BUCEBIIUX B sl Ha IJIOCKOM cTeHe Pyc-
CKOTO My3esl, OBbLIIO elle OYEeHb JAJEKO.

Urak, crnenys JOTMKE «aKKOMIAHEMEHTa», Mbl JOIIIU A0 MOOEAbl TpPeX KPacHBIX
KBagparos.

CnenoBatenbHo, Db JIMCUIIKUI TPOIOJIKAET Pa3MBILUIATH O CBOEM BPEMEHHU BO BIOJI-
HE CyIpeMaTH4eCKUX TEPMHUHAX U CUMBOJIAX.

' Boobe TOBOpPSl, COOTHOIIEHHE KPAacCHO-YEpHOTO0 YHOBUCOBCKOro mjiakata Onb-Jlucunkoro 1921 r.
«KpacHbIM KJIMHOM OenbIX Oeii» He0OXOMMO COOTHECTH C CEMAaHTHKON YepHO-0€I0ro 3Haka Ha BTOPOM TH-
Tyne «Jls romocay. ITo mpeaMeT CIenualbHON paOoTHL
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Teneps y HacC NOSIBISAETCS BO3MOKHOCTh MPOBEPUTH BCE CKA3aHHOE O MUPOBOM MOJIUTHU-
K€ Ha IIPUMEpE CUMBOJIMKHU HUCKyccTBa. Benp 3a TpeTbUM MHTEpHALIMOHAIOM CIIEAYET CHO-
Ba TPOMHOW LMKJ, KOTOPBIM, HA HAIl B3IV, BHOBb JAE€T HaM 3CXaTOJOTHMYECKYIO Bapua-
LU0, PACKPBIBAIOLIYI0 TOHUMaHue Dib JIMcuukuM cynpemaruueckoil cumBonuku. Ha cie-
TYIOIIEN «KIJIABUIIIE» YUTaeM «APMHH UCKYCCTBY» W BHUIUM KPACHBIA KPYT C O€JI0M TOUKOM
nocpeaune. [TonsTHO, 4TO 3T0 M3BecTHBIN «lIpuka3z (Ne 1 — JL.K.) Mo apMUU HCKYCCTBY,
OoAHAKO 1y Db JIMCHLIKOTO Ba)KHO 3Ty €AMHUIY CKPBITh, BEJlb CIEAYIOIIEE COUMHEHUE
MasikoBckoro — cHoBa Ilpuka3 mo Tol ke apMuH, TOJIBKO C CUMBoiMYeckuM Ne 2.
Tem uHTEpecHee ero CUMBOJIMKA — 3TO KPacHBI KPECT, TO €CTh cuMBOJI Broporo 3asera,
xpuctuanckoro win Hosoro. Ilpu stom, 3anaB B mwuttoctpanuu IlepBoro Ilpukasa ¢one-
TUYECKYI0 TeMy, Jib JIucuukuit amns n3o0pakeHusi 3ByKOB, 0TOOpaKaeMbIX «XOPOIIMMH
oykBamu Jp, llla, [l{a», npennaraer KOHCTPYKIMIO, HATOMUHAIOUIYIO TEXHOJOTHIO U3TO-
toBieHus: napTutyp LllenGeprom. Tolbko BMECTO HOTHBIX MOJOCOK MBIl BUJIUM IMOJOCKHU
«poHeruueckue», a nmpu nzodpaxennu «l1» ucmoap3yeTcss CMUMBOJIMKA PUMCKOW TPOHKH
n3 «III Muarepnanmonana». ['0BOps My3bIKQIBHBIMU TEPMHUHAMH, BO3HUKAET JIEUTMOTHUB
COYMHEHHS.

N v mojx Bced 3TOM KOHCTPYKIMEH Mbl BUAUM 3HAKOMBIM CyNpeMaTUYECKUN 3HAK:
KpacHas MOJIOCKA, YyTh CIBHHYTas OTHOCUTEJIBHO CEPEIUHBI YEPHOTO TOHKOTO OTPE3KA.
ITpu sToM roMop He mokupaer Oiub Jlucuukoro. Ha nmomocHoM Betymnenuu k «llpukasy
Ne 2» MBI BUuAMM /1Ba KpecTa: OJUH KpacHbIM, Ha KOTOPBIN YKa3bIBaeT pyKa YEPHOTO 1IBETA,
Takas k€ TOYHO, KOTopas ykasbiBana «CBojouyam» W3 3amagHbIX cTojul Ha rojion B Ilo-
BOJKbE. 11 BTOpOM KpecT, CTOSIMI KaK 3HaK YMHOKEHHUS, TO €CTh MO/l TEM K€ YIJIOM, 4YTO
YEpHBIN NPSIMOYTOJIBHUK, MPUKUMAIOIINNA KPACHBIM KPYT B TOM K€ CTUXOTBOPEHHH, HO HA
«KJIAaBULLIE». A 4EepHO- KpacHas CylpeMaThyecKasi KOHCTPYKLHUS UCIOJIb30BaHa JJisl COIPO-
BOXKJICHUSI YKa3aHUsl HAINpaBJICHUs PYKH M Pa3lio’KeHa Ha JBe IUIAHKU Kpecta. B imobGom
cllydae, €ClId OTBJI€YbCS. OT COIOCTaBUTENILHOTO aHAJIN3a OCHOBHBIX IIOJIOC U «KJIABMIID),
HET HUKaKUX COMHEHHH B TOM, YTO KPAaCHBIN CyIPEMaTUYECKUI KPECT 03HA4aeT TO, YTO OH
JIOJDKEH O3HAa4aTh, MPUMEHHUTENIBHO K cMbICTy udpsl 2. Hanmomanm, uro Mnes YanrHuk,
M3TOTOBUBLINI OOBEKT B BHJI€ YepHOM KHUTU TUra bubnuu ¢ cynpemMaTHuecKUM KpecToM
HaBEpXy, CUMBOJIM3UPYIOIIMM JIBA 3aBETa, 3aCHy>XWJI MOXBaly MasneBnya 3a OCTAaHOBKY
nporpecca. A Db Jlucuukuii, kak Mbl 3HaeMm, MeuTast 0 HoBoMm 3aBere B myjeickoil nep-
CIIEKTHBE, JeJ]aJl TO, YTO C XPUCTUAHCKOW TOUYKH 3PEHHUsI BBIXOIMIIO 3a IPEIEIbl JO3BOJICH-
HOro. 1 Bce ke TpeTnuid KpeCT MOCTaBJIEH TaK, YTO OH O3HAYAET B U3JI0KEHHOM MEPCIEKTH-
BE€ HEBO3MOXHBIM KPECT CMEPTH, a HE KpecT Tperbero 3aBera BEYHOM KM3HU U CBATOTO
Hyxa. 3aecy Dnb Jlucuikuii BHOBb MPOJIEMOHCTPUPOBAT TNIYOMHHOE TIOHUMAaHHUE MO3UIIUU
CBOETO0 KOJIJIETH U «OCTaHOBUII» OYprKyas3HBIN «IIPOrpeccy.

Haxosern, eciii COBMECTUTH CMBICI TpeX KpacHbIX kBagparos U III MaTepnanuonana, To
MBI IIPUJIEM K BBIBOY O TOM, 4TO 3a [II MHTEepHAnMOHanOM NOMKEH MO JOTHUKE NPUKA30B
10 apMUU UCKYCCTBa cienoBaTh MHTepHanmonan uckyccrsa. OlHaKO YeTBEPThIM UHTEpHA-
nuoHas B 1922 1. ellle HUKTO HE MpeACKa3biBald. A TPOUKUCTCKUN MHTepHaImoHaI moJry-
g Homep — 3 2. CienoBaresbHO, Mbl BHOBb MPUXOAUM K IPOOJIeME YETBEPTOro 3aBeTa,
KOTOPBbIM MO-XpPUCTUAHCKU U Ha3BaTh TPyAHO. OJIHAKO, €ClIM BEPHYTHCS K Hallel ujee o
TOM, 4TO Hyzero Db Jlncuikomy ObU10 aOCOMIOTHO BCE PABHO, II€ U ¢ KAKOM CTOPOHBI Ha-
XOJIUTCSL PyYHOW TOWIHMH, a «3amacHOW» TOJOBHOW TQWIMH TMO3BOJSUT U300pa3uTh Oymy-
Ml uyJaerckuid npuxoa Mammaxa, kak yaeMbldi Bropoli 3aBet nociie CuHasi, TO ¢ «XpH-
CTUAHCKOW» TOYKH 3pEHUs, Mbl TTOydanu Kak pa3 YerBeptToiii 3aBeT. OIHAKO €ro MeHee
Bcero Oosyics cam Db JIMCHIIKHIA, KOTOPBIN Aa)ke CyMes 3TOT 3aBEeT OMPECIUTh B CBOEM
tekcre «Cynpematusm mupoctopoutensersay u3 AJIbBMAHAXA Vhaosuca Ne 1. Ilepbim
3aBerom TaMm ObU1 3aBeT ¢ borom Otiiom, BTopeiM — 3aBeT ¢ borom CeiHoM, 3aTeM — 3aBeT
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KommyHucTHyeckuii 1, HaKoHel], CylIpeMaTHU3M U KOMMYHH3M JOJDKHBI OBLIIM Pa3oHTHCH
II0CJIE BBIBOJIA YEJIOBEUECTBA M3-110]] BiIalbluecTBa TpyAa (a 3To 1urara u3 necHu «KpacHoe
3HaMs» «Jlomoit THpaHOB mpoyb okoBbI/ He HyXHBI nenmu paObckux myT / MBI K cHacThIO
MyTh YKa)keM HOBBIN / Biagpikoit Mupa OyZet Tpya»), BOSHUKHET 3aBET CYyIpeMaTHYECKHM.

ITo3TOMYy M BOIIPOCUTENBHBIA 3HAK, IPU3BAHHBIA CUMBOJIM3UPOBATh CMBICI BOIIPOCA B
CTUXOTBOPEHHH O HOKTIOpHE «Ha (hjeiiTe BOJOCTOUHBIX TPyO» BhIpakeH Kak « A BbpI?».
He cooTHOCs 3TO C comepkaHUEM CTHUXOTBOPEHHs, a CBS3aB ATOT BONPOC € MOCIEA0BA-
TEJIBbHOCTBIO IPEIbIAYLUIMX 3HAKOB MU CUMBOJIOB, MBI MOXEM CJi€JaTh BBIBOJ O TOM, YTO
Onp Jlucuukuil mouTH B AyXe aBaHTapAHBIX MaHU(ECTOB CIpAIIMBAET YUTATEINsI, TOTOB
au oH K ydactuio B HoBoM mupe B HOBOM MHTepHanMoHanse MCKYCCTB, HACJIEIYIOIIEM
Pesomronun Jlyxa?

Takum 00pa3oM, NMPaKTHUYECKH HE OCTAETCS COMHEHUH B TOM, YTO CyHpeMaTHUYECKHil
«TeKCT» Jnb JIMCULKUI CTPOUT B paMKaxX CBOETO JAaBHErO Auajiora ¢ ManeBudeM, HauyaB-
mrerocs eme B Bure6cke.

Crnenyrouuii KiamnaH — «kKaJaeT» — BOOOIle HE UMEET CBS3U C Ha3BAaHUEM CTUXOTBOPEHMUSI
«Ckaska o Kpacnoit [Ilanouke». CiioBO € «KaJeT» MOCTOSTHHO BCTPEUYAETCS B KOHIEBBIX
ciorax, B pudMeHHbIX napax. [Ipy 3ToM 1oj NOIHBIM Ha3BaHUEM CTHXOTBOPEHMs M300pa-
JKEHBI TPU KPACHBIX Kpyra, a mocie yepHoro cioBa «Ckaska» cioBa «Kpacnas [llanouka»
HaNMCaHbl, €CTECTBEHHO, KpacHbIM. U emie Oomblliee 3HaYCHHUE A7l HAC uMeeT OykBa «Oy,
npeCTaBisionmas coboil KpacHOE KOJIBLIO — TO caMoe, KOTOpOe HAaXOOUTCS, Ha TEpBBIN
B3IJI511, HEMOTHBUPOBAHHO Ha 00JIOKKE KHUTM B paMKe U3 4epHOro Kosblia. Teneps ocra-
€TCs COIOCTaBUTh TPU UYEPHBIX IMOJIOCKM Ha OOJOXKKE M ¢ Tpems KBaapaTamu «Tperbero
HuTepHannonana» u ¢ TpeMs Kpy>KKaMHi KPaCHOTO 1IBETA M0, 3aT0JIOBKOM HHTEPECYIOIIETO
HAC CTUXOTBOPEHUS, YTOOBI MOHATH, YTO CIy4YalHBIX 3JEMEHTOB B KHUTe «/[is romoca»
HeT. M 3T0 HacTOMYMBOE MOBTOPEHUE TO TPEX IMOJIOCOK, TO TPEX KPYXKKOB, TO TPEX KOJEll,
TO TpeX KBaJApaTHKOB, HAa Hall B3IV, JEMOHCTPUPYET 3CXATOJIOIMUECKUH CMBICI CyIpe-
MaTU4ECKON cocTapisitolell opopmiieHuss KHUrH MasikoBckoro «Jliist ronocay.

K Takoro ke poja npocTpaHCTBEHHO-TpapUUECKUM SKCIIEPUMEHTAM OTHOCUTCS U Ilall-
Ka, HajeTasd Ha kajeta. [llanka moxoka Ha KOpaOJUK, KOTOPBIN Kak Obl «IIpeAcKa3bIBaeT»
MOCTEYIOIYI0 «BOEHHO-MOPCKYIO J1I000Bb». OJIHaKO B IJIaHE MPSIMOYTOJbHUK-LUIMHID U
CTOSAIIAsl HA MAJIOM OCHOBAaHUU Tparelus — Kpasl IUIAIBL, 3aTHyThlE KBEPXY — AAIOT KaK pa3
KpYT U HIMPOKOE KOJIBIO C KOJIBIIOM MEHbIINM. HO 3TO B HECKOIBKO MHOM IIBETOBOW ramme
T€ caMble TPH Kpyra, 4TO U300paKeHBI Ha OOJIOXKKE KHUTH C €€ TPEeMs YEPHBIMH KOCHIMU
IIOJIOCKaMH.

Teneps oOpaTHMcs K KiIanaHy M yBUAUM Ha HEM JIBa CIEAYIOLUIMX APYT 3a JPyrom
KpacHbIX MPSAMOYTOJIbHUKA — 11000JIbIIe U oMeHbIe. [TomMruMo Toro, 4To ABa CynpeMaTH-
YEeCKHX 3HAaKa OYEBUIHBIM O0pa3oM MaHU(ECTUPYIOT MPHHAICKHOCTb «KaJeTa» MHUPY
0€30 BCSIKOW PEBOJIIOLIMH JIyXa, MOCIIEIOBATEIBHOCTh JABYX MPSAMOYTOJBHHUKOB OTPaKaET U
coJiep’KaHue CTUXOTBOPEHMS, I/ie HamucaHo: «OKui npuneBaroyu 3a KajJeToM KaJeT, U Ka-
JIE€TOB OTELl, U KaJeTOB Ae/». Tak 4To ABa NpSAMOYTrOJIbHUKA SBISIIOT COOOM 3HAK JBYX IO-
KOJIEHMH Kazera. Temnepp OTBieYEMCS OT CTUXOB M BEpPHEMCS K «aKKOMIIaHEMEHTY». Pac-
CKa3 O TOM, KaK BOJIKH «OCBEXEBaJIN» KaJeTa, MpoaoiKaeTcs: TekcToM «Pacckas mpo To,
Kak Kyma o Bpanrene tonkoBana 6e30 Bcsikoro yma. Crapasi, HO IOJIe3Hast UCTOPHUSD).

Ha niepBblii B3risi1, H300pa’keHUE JBYX KPACHBIX KPYIOB MHTEPIPETUPYETCS C TPYAOM.
Onnako paccka3 o ToM, kak Oyaro Tporkuii ¢ JIeHnHBIM Kyna-To Oexalld Ha a’poruiaHe, ¢
OJIHOM CTOPOHBI, 1 UTOTOBOE BO3BpallieHne «0abbn» «u3 pas» Bpanrens B pait PCDOCP, ¢
IpyTrOM CTOPOHBI, 3aCTABISET CYECTh JIBA KPACHBIX Kpyra CUMBOJIAMH 3€MHOIO pas B pe-
anbHOM M 3eMHOM PCOCP. Benp kyMma, nosepusias BpaHreinto, HUKaK HE MOKET OKa3aTb-
Csl B MHUpE Ja)Ke HE MPOCTO PEBOJIOIMH, HO peBommonuu [lyxa, koropas Ob1 MaHU(pECTUPO-
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Bajach TpeMs KpyXKaMu WM KBajaparamu. OJHAKO yuTeM W W3MIOOJCHHBIN mpuem b
Jlucunkoro, KOTOpblii BCerJa YYUTHIBAE€T NEPEXO] OT KJIAllaHA-KJIABUILU K COAEPIKAHMIO
CJIEZYIOIIETO CTHXOTBOPEHUS, HapsAy ¢ W300pasHTENbHBIMH puMaMH K CHMMETPHYHO
pacrojoXKeHHbIM cTuXaM KHHUru «Jljis rosoca». Tak, onucaHHble HaMM JBa KpPacHBIX
Kpy’KKa SBJISIIOT cCOO0H MILTIOCTpanuio K « BoeHHO-MOpcKoi M00BM», CAeAyromei 3a «0a-
Ooit», rie HaxoauM: «Bapyr mpokekTop, B3[EB Ha HOC OYKH, / Bruics B ciMHy MHUHOHO-
coukn». B urTore, MuHOHOCel 33/ieBaeT pedpPO MUHOHOCOYKM M MHUHOHOCOYKA OCTaeTCs
BI0BOI. CreioBaTenbHO B aHTUMHpE cOOpHUKA «JlJisl Tooca» mpoucXoauT 3abaBHOE CO-
ObITHE: MPOTHUBOECTECTBEHHAs CBSA3b MUHOHOCLA U MHUHOHOCHIIBI 3aKaHYMBAETCS MPSIMO
00paTHO rpexomnaaeHuto, rae BeespimHmii caenan Oyaynryro coola3HUTENbHAILYY AlaMa U3
ero pedpa. 3/1ech Ke Kele3Hoe pedpo «KMHHOHOCHOI aHTHU-EBBI OKa3bIBaeTCs yOUNHCTBEH-
HeIM. He uckimoueHo, uro u3 mupa Tperbero win gaxe YeTBepToro 3aBera 3TO BBITIISIUT
uMeHHO Tak. [Ipu 3TOoM MBI He 3HaeM, 0 4yeMm ayman Maskosckuit B 1915 r., korna sSiBHO B
cBa3u ¢ [lepBoil MuUpOBOIl BOMHOW COUMHSII CBOE cTuXoTBOopeHue 1 «Hooro Carupuko-
Hay (KpoMeé TOro, HaM HE KOHIIA SICHA KOHCTPYKLHS «MHHOHOCOYKHN»). OgHako Db Jlu-
CUIIKUH WIpaeT B CBOIO UIPY: M KJalaH C BEPTUKAJIBHBIM MPSMOYTOJBHUKOM KpPAaCHOTO
1[B€Ta, 0003HAYAIOUINM, OYEBHJIHO, U3Hb, CTOUT HA YEPHOM TOPU3OHTAILHOM MPSMO-
YTOJBHUKE, TOMKHOM U300pa3uTh yTOHYBIIMI MUHOHOCEII.

Opnako knamaHsl «/[as rosoca» mpomoikaroT uUrparb cBorwo Temy. M cienyromuit
KJIanaH JaeT HaM IOCJE CJOBA «JI00O0BB» — «K JIomagsimM». To ecTh OmsATh HaMeKas Ha
IPOTUBOECTECTBEHHOCTh OYEPEIHON JTI00BH. XOTs, pa3yMeeTcs,, CTHXOTBOPEHHUE, O KOTO-
POM HJET peyb, K JIOOBH OTHOIICHHS] HE UMEET U Ha3bIBaeTcsl «Xopollee OTHOLIEHUE K
nomagsimy». Ho, kak 3To uHOTa ciiy4aeTcsi, aKKOMIIAHEMEHT «3ariyliaeT» rojoc U Clbl-
IIeH caMm 1o cele.

T[105TOMy MOHSTHO, 4TO H JBE MOJOCKH OyIyT pacromararscs mos yriom B 45° k momo-
ce. XOTs, eclii peyb UJET O pealbHOM JKU3HU, KpacHas MOJIocKa OyJIeT pacrojaraThCsi Hal
YEPHOM.

[Tocneanee caoBO Ha KiamaHax — «COdHIE». M 371ech HETPYAHO AOrafaThCs, 4TO pedb
oyner uatu o «HeoObrvaitHeieM TPUKITIOYEHNH, OBIBIIEM cO MHON W ¢ Bmamumupom
MasikoBckuM Ha gaue...». Kaszamoch Obl, HaJ0 MPOCTO U300Pa3UTh, MPUIIEAIIEE K MOITY
CaeTwiio, u JeN0 clIeJaHo, 1a U KHUTa 3akoHueHa. OqHako Db JIMCUIIKUN BMECTO KPYTJIO-
r'0 COJHIIA 300paXkaeT CBOM KpacHBIN KBaJpaT, KOTOPHIH B «aKKOMIAHEMEHTE) YETKO TPO-
TUBOCTOHUT YEPHOMY KPYTY TIEPBOTO CTUXOTBOPEHHA. M 3TOT X0 XyJOXKHHKA MOT OBI TIPO-
CTO OOBACHATHCS MOCTPOCHUEM CUMMETPUYHON KapTHHBI — MIPOTHUBOIMOIOXKHOCTH YEPHOTO
Kpyra KpacHOMy KBaJpaTy. MeliaeT 3ToMy, OJHAaKO, KaK pa3 OrpOMHBIN MOJIOCHBIN Kpac-
HBI KPYT, CKPBITHIA BHYTpU WiuTOCTparuu. C Takoro poaa MpHEMOM Mbl YK€ BCTpeda-
JIMCh, KOTJa aHAJTM3UPOBAIN N300paKeHNE TaKKe CKPBITOTO KpacHOro kBaapara B «Harem
Mapie». TaM Hapsiy ¢ KpacHBIM MPSIMOYTOJIbHUKOM Ha KJalaHe Mbl BUAMM JIBE — Kpac-
HYI0 ¥ YEPHYIO — MOJIOCKU Ha I0JIE CO CTUXOTBOPHBIM TEKCTOM — TEM CaMbIM, KOTOPBIN OT-
30BeTCSl B KjamaHe K «XOpouieMy OTHOIIEHHUIO K JIOMAIsAM» U B MPOAOJIKAIOIIEM €ro
KpacHoM kBajpaTe «ConHia» B «HeoObrvaiiHenieM NpuKIIOYECHUI.

Ecnu xe temeph OTOPOCHUTH YEpHBIA KpPYyr, KaK «HE Hall MapI», MPOTUBOCTOSAIIUIN
«HAIIEMY» KPACHOMY «MapIIy», TO CKPBITBI KPACHBIM KBAJPAT OKAKETCS «PUPMOii» K IMO-
CJIeTHEMY, HECKOJIBKO HEOXHJIAHHOMY JUIsl HEMOCBAILEHHBIX, KBAJPAaTUKY «COJHIA», U30-
OpakeHHOMY Ha KjlamaHe. B aToMm ciyyae cUMMeETpusi MpUBEAET K TOMY, UYTO MOCpEIUHE
KJIAaBUATYypPhl OKAXKETCS HE KPacCHBIM KPECT, a KPACHBIM KPECT U BONPOCUTEIbHBIA 3HAK.
C Temu cMbICIaMH, KOTOPBIE MBI OITUCAIIN PaHEE.

Tenepb BepHEMCS K Halleil TpakTOBKE «YepHOro KBaapaTay U 4epHOro kpecrta. Kak Mbl
IUCai paHee, YepHbI KpecT 6e3 0co0oro Tpyaa MOSBISETCS MPU pa3BepPTKe YEPHOTO Ky-
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0a-TpunuHa, CUMBOJIM3HUPYs coBMelleHne 1ByX 3aBeToB — HoBoro u Berxoro. IIpu stom,
€CIIM Y4eCTh, YTO B TQWUIMH KyO CTOMT Ha KBajaparte, TO Oeioro mentpa He Oynet. U mbl
MOJIy4YUM JaJIbHEHIIee pa3BUTHE MajeBUUCKoro cuMBona. OgHako Onb Jlucuikuit nocro-
STHHO IIPOTUBOIIOCTABIISI CBOU MPOU3BEACHUS KBajpaTaM U cynpematusmy Manesuya. [lo-
3TOMY U B «Jl1s1 TOJI0Ca» KpacHBIM KPECT MPOTUBOINOCTABIEH KPecTy uepHoMy. Pa3Butue
3TUX 00pa30B *kjeT Hac B «Ckaze mpo JBa KBajaparTay, TJ€ KpacHble KBaJIpaThl MOOEAAT
4yepHbIX coOpaTheB. MOTHBHI ke purypun oepauHckoi «IloGeapl Haa conMHLIEM) HaXOIAT-
csl Ha TUTYyJe «J[nst romocay, 3aBepmiasi UTATHBIN psill OQOPMIICHUS! KHUTH XYIOKHUKA U
no3ta. Keratu, Bompoc 0 ToM, Kak M300pa)karoT NP MMOMOIIY KPAaCHBIX U YEPHBIX KBajpa-
TOB JyHy U conHue, K. ManeBuy n Onb-JIMCULIKMM, 1 KaKyl0 CUMBOJUKY OHH IPHU 3TOM
UMEIOT B BUJY, TAaKXK€ HE TPUBUAJICH U MOKET ObITh Pa3pellieH JHIIb [IPU CUCTEMHOM aHa-
nu3e OepIaMHCKUX paboT Db JIMCHLIKOTo, «IpOTOTUIIAMI» KOTOPBIX CTalu TBOopeHHUs Ma-
neBuya. OHAKO 3TO yXKe TeMa clieayronieid padoTel 00 ocMbicieHMH Oib Jlucuukum B
bepnune cynpematnzma MaisieBuua, 10JITMeE roJibl HE OTITYCKABILIETO ABYX XYA0KHHUKOB.
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APXUTEKTYPHOE HACJNEAOUE BEJIAPYCU 1920-1930-x rr.
NMPOBJIEMbl ATPUBYLUUU N COXPAHEHWUA

E. Mopo3oB
MHCTUTYT nckyccTBoBeneHns, aTHorpadpumn n osnbeknopa
HaunoHnanbHon akagemumn Hayk benapycu (MuHck)

€rofiHsl, 10 MPOUIECTBUM YXKE IMPAKTHUUECKHU BEKA, apXUTEKTYpPHOE HACIEANE aBaH-

rapaa 20-x rr. XX B. BbI3bIBa€T 3HAYUTENbHBII HHTEPEC Y UCTOPUKOB apXUTEKTYPBI

ctpad EBponbl. Hanbosnee 3HaunMble MOCTPOUKHU TOTO TIEPHOJIa OMMUCHIBAIOTCS, UC-
CIeyI0TCsl U OepyTcsl MO roCyIapCTBEHHYIO OXpaHy, CTAHOBSICh YAaCThIO HAllMOHAIBLHOTO
KynbTypHOro Hacienus. K coxanenuto, B benapycu Bce elie coxpaHseTCsi MHEHHUE O BTO-
PUYHOCTH OTE€UYECTBEHHOHN apXUTEKTYphl, KOTOPOE ObUIO B 3HAUYUTENILHOW CTEIIEHU BBI3BAHO
OTCYTCTBHEM HCCJIENOBAaHUIN U MyOaMKanuil Ha 3Ty TeMy. B elicTBUTENBHOCTH ke cTule-
BbI€ YEPTHI, BUTABILINE B €BPONEUCKON KYJIbTYpE TEX JIET, BOIUIOTUIUCH U B IIOCTPOIKax Ha
TEpPUTOPUHU COBpeMeHHOM benapycu. XapakTepHO TakKe, YTO aBaHTapJHbIE TEUCHHS Ha-
LIUIA CBOE OTPAKEHUE B apXUTEKTYpE KaK 3alaJHbIX, TAK 1 BOCTOYHBIX PETHOHOB, HECMOT-
ps Ha TO, 4TO B Te rojbl (1920-1930-e rr.) Teppuropust coBpemeHHoi benapycu Bxonumna B
coctaB Coserckoil benapycu u Bropoit Peun [locnonuToii — rocygapcTs ¢ COBEPIIEHHO
Pa3IMYHBIMH SKOHOMHUYECKUMHU U TOJTUTHUYECKUMU CUCTEMaMH.

st 0003HaueHNsI HOBATOPCKUX TEUYEHHUH B eBpomeickoil apxurektype 1920-x TT. mc-
IIOJIB3YETCSl Macca pa3aMYHbIX TEPMUHOB: MOJIEPHHU3M, aBaHTrapJ], KOHCTPYKTUBU3M, COBpE-
MEHHOE JIBIKCHHE, NHTEPHALIMOHAJIBHBIN CTUJIb U T.1. B HCKycCTBOBEUECKON IUTEpATypE,
rJIaBHBIM 00pa3oM (paHIly3CKOM, UTaJIbSHCKOW, IOJJIAHACKOM M HEMELKOH yalle BCero
INPUMEHSIETCS TEPMHUH «(QYHKIIMOHATN3MY. Vcrionp30BaHie BRIMIAIUT HauOoJee yIauHbIM,
TaK Kak, BO-TIEPBBIX, OH OTpaXkaeT OpMaIbHbIE KadyecTBAa apXUTEKTYPHI, OTIPENEIIsist TIPUH-
11, TI0 KOTOPOMY IPEUMYIECTBEHHO OPraHU30BBIBAIACH APXUTEKTYpHas (opma Tex JeT.
Bo-BTOpBIX, 3TOT IPUHIUI HE IPOTHBOPEUNUT TBOPUYECKUM JOKTPUHAM JINJCPOB OTIAEIBHBIX
apXUTEKTYPHBIX TeUCHUN. I «IO3JHETO0 KOHCTPYKTUBU3Ma» (DYyHKIIMOHAIBHBIA PUHLIUI
CTaJl UJIEHHBIM CTepakHEM [6, ¢. 512], a 3a nmpou3BeACHUSAMH 3aI1aJHOEBPONEHCKHUX KO
ATOT TEPMUH YK€ JABHO 3aKPENUIICS B UCKYCCTBOBEIECHHUU.

Ha Teppuropun, Haxonusiuelcss B TO BpeMs B rpanunax Bropon Peun Ilocnonuroi,
MOCTPOMKH (DYHKIIMOHAIM3MAa MOXHO JaTupoBatTh cepennuoi 30-x rr. XX B. OObscHsETCS
3TO TEM, YTO 3amajHble OeNOpyCCKHE PEervoHbI (B MOJIBCKOM KyJbType Has3blBaeMmble Boc-
ToyHbIMU OKpanHaMH) B T€ TO/bI MPEACTABISUIN U3 ce0s OTHOCUTENBHO cl1ab0 S5KOHOMUYE-
CKU DPa3BHUTHIM PEruoH, (PaKTUUECKU JIMIICHHBIH KPYMHBIX CTPOUTENBHBIX HHBECTHUIIMM.
@opMBI COBPEMEHHOM ApXMTEKTYpbl TEX JIET B OCHOBHOM IIPOSIBWINCH B apXUTEKType
0COOHSIKOB ISl UMYIIHX clloeB. B 3amagabpix pernonax benapycu k HUM B IEpBYIO o4epeib
OTHOCWJIMCH TOCYIapCTBCHHBIC YNHOBHUKHU. VIMEHHO 1711 TOM OTHOCUTENIBHO NPOLBETAIO-
e MPOCIOWKH 00IIeCTBa apXUTEKTOPAMH CO3/IaBAJIUCh OJTHOCEMEHWHBIE TOPOJCKHUE J0Ma,
HOBTOpsIOLINE padUHUPOBAHHBIE (OPMBI 3arOPOJHBIX BWJLI HMOJIMTUYECKOH, apTUCTHYe-
CKOM M (PUHAHCOBOW 3JMTHI, BHIMOJIHEHHBIX B CTUJIE €BPOINEHCKOro (PyHKIMOHANIM3MA U
Apt [exo.
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Crunuctuyeckue 0COOCHHOCTH apXHUTEKTYPhl ATHX OCOOHSIKOB HILTIOCTPUPYIOT CIIOBa
poccuiickoro uctopuka apxutekTypsl B.JI. XaiTa, KOTOpbIil 0OTMEUal: «Y TONMHA HOBAaTOPOB
1920-x rr. He MorJIK OBITh, U HE OBUTM OCYIIECTBICHBL. BMmecTe ¢ TeM ux dopmaibHbIe mpre-
MBI, XOTS U HE Cpa3y, ObUIM aCCUMUJIMPOBAHBI TOCIIOJICTBYIOIIEH KYJIbTYpOl, KOMMEpIHAIN-
3UPOBAITUCH U MPEBPATUIIMCH B DJIEMEHTBHI, a 3aTEM U CUMBOJIBI UCTEONMUIIIMEHTa» [4, ¢. 175].

Jlns onpeneneHusl CTUIIMCTUYECKUX OCOOEHHOCTEHM ATUX OCOOHSKOB MOJXOJUT TEPMHUH Ha-
npaBlieHne «moke» (nurt luksusowy), KOTOpBI TpPEmIOKUI TONBCKHIA HCCIeA0BaTENh
T.C. SpomieBckuii, onpeaesnsiss UM «COIMIHYIO apXUTEKTypy, OYEHb BBICOKOTO CTPOUTEIHLHOIO
CTaHJapTa, OTMEUYECHHYIO TIIATEIbHON 00pabOTKOW Ka)IOW JeTali, OCHAILCHHYI0 HOBEUIINM
TEXHUYECKUM 000pYy/I0BaHHEM, O0ECIEUMBAIOILYIO MPUITHYIO )KM3Hb U CaMblii BBICOKUI
koMdopT obutateno» [7, c. 273]. BnociencTsum, BOWIS B UCKYCCTBOBEIUECKHI 00MX0
B [lonbiie, TEpMHUH HampaBiIE€HUE «JIIOKC) CTajJ MOHUMATHCS LIUPE, CErOJIHA UM IPUHSITO
OTpeNeNsATh MO3AHI0I a3y pa3BUTHUS CTUIS (QYHKIHOHANIM3MA (MOAEPHU3MA), OTpaHH-
yeHHyto nepuogom 1933-1939-x rr. [9, c. 38—40].

[[Inpokoe pacrpocTpaHEHUE HAMPABICHUS <JIFOKC» COBIAJIO C MPEOJIOJICHUEM MEXKIY-
HapOJHOr0 SKOHOMMYECKOTO Kpu3uca. Bo3MokHO, MOATOMY B OOLIECTBEHHOM CO3HaHHUH
(GhOpMBI HOBOM apXUTEKTYPhI CBSI3BIBAIUCH C IIMKOM M 3JIETAHTHOCTHIO, C PA3BUTHEM TeEX-
HUKH, 00€CIEeUnBAIONICH BCEBO3MOXKHBIE YI00CTBA U HEOOBIKHOBEHHBIM KOM(OPT KU3ZHHU.
TpeboBanus (yHKIIMOHATFHOCTH MOTEPSUIM MEPBOHAUATIBHYIO ACKIApaTUBHOCTh MaHH]e-
CTa, Tenepb PYHKIMOHATBHOCTh U KOM(POPT pacCMATPUBAINCH U C OBITOBOM, YUCTO KUTEH-
ckoil mo3unmu. B ocoOusike B I'ponno (yin. Kupnuynas, 10) BHyTpeHHSS mI1aHUPOBKA oOec-
MEYNBACT 3HAYUTEIBHO OOJBIIHIA KOM(OPT MPU CPABHUTEIBHO HEOOIBIINX pa3Mepax KOM-
HaT. [Ipuxoskas, 3ai, *Kuible KOMHATBl UIMEIOT yIOOHBIE pa3Mepbl, (PYHKIIMOHATBLHO CBSI3bI-
BalOTCA MPOXO0JIaMU M KOPUAOpPaMH, B HUX YJauyHO pacIojiaraioTcs Mevyu, a B LOKoJIe 31a-
HUS pa3MelIaeTcss aBTOMOOMIBbHBIN rapax. B mpuxoskeil n3HayanbHO MPETyCMOTPEHO Me-
CTO Ui OJAEXKIbI, Il YETO OKHA PACIIOJIOKEHBI O] TIOTOJIKOM, IPSAMO HaJl BElIaJIKaMH U
MOJIKAMH. YUYaCTOK 3eMJI, Ha KOTOPOM CTOUT OCOOHSK, MIMEET JOBOJIBHO OOJIBIION YKIIOH.
Jlis y1oOCcTBa KUIIBLIOB apXUTEKTOP 3alPOEKTHUPOBAN CTYIIEHH, a TAK)KE MOANOPHbBIE CTEH-
KU, TIOJIZICPKUBAIONINE TePpachl ¢ Ta30HaMU U IBEeTHUKaMH. CaMH 3TH 3JE€MEHTHI 00aa-
}0T HECOMHEHHOM 3CTETHYECKOH LIEHHOCThIO U, KPOME TOTO, BHIMOJIHEHB! U3 MOHOJUTHOTO
&KeJle300eToHa TOCTATOUYHO KaYeCTBEHHO, YTO TO3BOJUIO UM COXPAHUTHCS OT Pa3pylICHUS
B TEUEHHUE CEMUIECATH JIET.

BrIcOoKOKaYecTBEHHYIO OTHENKY coXpaHus ocoOHsK B I'poano (yi. Jlenuna, 18). Iltyka-
TypKa CTEH 3/1€Ch, KaK U BO MHOTHMX IOCTPOMKAX HAlpaBJICHUS «IIOKC», BBIIIOJIHEHA C J0OaB-
JICHUEM CITIO/IbI, YTO TPUIACT i ONpeeNICHHBINA OJIECK MPU OCBEILEHUU MPSIMBIMU COJTHEYHBI-
MU Tydyamu. OyHIAMEHT CO CTOPOHBI YIIHIIBI OTACTIaH TPAaHUTHBIME Oitokamu. [IpruMedaTensHO
pelleHne Ipoe3/ia Ha Y4acTOK — BbE3/IHbIE BOPOTA IMPHUCTPOEHBI K JOMY, KOMIIO3ULIMOHHO 00b-
€IMHEHbl C HUM U BOCIIPUHUMAIOTCS KakK eIuHoe 1enoe. CylHOCTh HAIpaBJICHUS <WIIOKC)
TakKe packpbiBaeT ocoOHsk B Kobpune (yn. CyBopoBa, 4), B KOTOPOM BJOJIb OJHON U3 CTEH
pa3MelnieHa KiryMm0a, CO3HaTeIbHO BKIIIOYEHHAs! B apXUTEKTYPY 3[aHHs, TOCTPOCHHAs U3 TOTO
€, 4TO U IJOKOJIb, MaTepHaa.

Pa3BuTHe HOBBIX HJEN B UCKYCCTBE U apXUTEKTYypE MPOUCXOIUT B KPYNHBIX FOPOAAX,
BBICIIMX y4EOHBIX 3aBEJICHUSX, TJI€ COCPEIOTOUNBAIOTCS 3HAUUTEIbHbIE TBOPUECKHUE CHIIBI,
UJET mpolecc pazpaboTku (HopM HOBOTO CTHIISA, IUCKYCCUM M aKTUBHBIA KyJIbTYpPHBIH 00-
MeH. [lonoOHas cutyanus Obu1a XapaktepHa s GOPMUPOBAHUS CTWISA (YyHKIIMOHATU3MA,
LIEHTPaMU Pa3BUTHsI KOTOPOrO Ha ONPEIEICHHBIX 3Tanax SBJSJIMCH Pa3iIMuYHbIE €BPOIEH-
ckue ropoaa. B ux ducne HaxomuTcs U Oenopycckuii ropoa ButeOck, KOTOPBIM Ha KOPOT-
kuii mepuon (¢ 1918 mo 1921 r.) cran, moxkanyid, OJHUM U3 CaMBIX 3HAYUTEILHBIX IIEHTPOB
MOJIEpHU3MA. DTOT KPAaTKOBPEMEHHBIN MEPHOJ] CYIIECTBOBAHUS BUTEOCKON XYI0>KECTBEH-
HOM IIKOJIBI CBSI3aH CO BCEMHMPHO M3BECTHBIMM UMeHaMM XyJ0kHUKOB M. Illarana, K. Ma-
JIeBUYa, apXUTEKTOpa DJib JINCUIIKOTO ¥ UX YUYEHHKOB.
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Cunamu oobenuaennss YHOBUC B teuenue aByx jeT ButeOck ObLT mpeBpalieH B 1Mo-
JMTOH UCHBITAHUSA ICTETUKU cynpeMaTusma. JIo3yHrn um cynpeMaTHYecKHe pPOCIHUCH I10-
KPBIBAJIM CTEHBI IOMOB, HHTEPbEPhl OOIIECTBEHHBIX 3[aHUH, a TaKKe BUTEOCKHE TpaMBau
[1, c. 59-60]. B 1919-1920 rr. B Bure6cke 011 co3man My3eil COBpEMEHHOTO UCKYCCTBA.
K coxanenuto, pealbHbIX apXUTEKTYPHBIX MOCTPOEK, 33 MCKIIOYEHHEM HECKOJIBKUX Bpe-
MEHHBIX TPHUOYH, TaKk ¥ He ObUT0 co3/aHo [1]. CoXpaHWINCH UL HEKOTOPBIC TTPOCKTHI, B
TOM uuciie mpoekT TpuOyHsl B.M. Jlennna u sckussl pocnucu TpambaeB. OnHako k 1923 1.
MIOYTH BCE MPEICTABUTEIN «HOBOI'O MCKYCCTBay MOKHMHYJIN ButeGck. Burebckuii xynoxe-
CTBEHHO-TIPAKTUUYECKUI MHCTUTYT ObUI NpeBpallieH B ButeOckuil Xyn0)xeCTBEHHbIN TEXHU-
KyM, IJie IPOYHbIE MO3UIUH 3aHsUT peanucTuyeckuil Meto]. Takum oOpa3oM, He ObLIO TMpe-
€MCTBEHHOCTH BHTEOCKOH IIKOJBI, XYyJI0’)KECTBEHHBIE M apXUTEKTypHbIE MPUHIMIIBI CY-
npemarusma, Bortonasmuecs K.C. Manesuuem, Onb JIMCHIKMM M UX YYEHUKaMH, TaK U
HE OKa3aJli HEMOCPEJCTBEHHOIO BIMSHHUS Ha OEIOpYCCKYI0 apXUTEKTypy. BpemeHHble
TpUOYHBI U JieKopaluu ObUIH pa300paHbl, POCIIUCH Ha CTEHAX 3aKpallleHbl, OCHOBHAs Macca
yueHukoB nepeexana B Caskrt-IletepOypr (Jlenunrpan), rie BO3HUK «CynpeMaTHYecKUi
KOHCTPYKTUBU3M» [0, c. 537-541]. Vxe B IletrepOypre K.C. ManeBuuem u ero yueHUKaMu
u3 Buredcka H.M. Cyerunbim, W.I'. Yamnukowm, JL.M. Xunekenewm, JLA. FOaunbim Obutn
CO3/1aHbl TUIICOBBIE «APXUTEKTOHBD) — OTBJICUEHHBIC IPOCTPAHCTBEHHBIE MOJETH apXUTEK-
Typbl Oyaymiero. A B 19261927 rr. cynmpemMartu3M Haiien BOIUIOUIEHHE B apXUTEKType
kiay6a npu craguone KCHU (Kpacublil cnopTuBHbIM MHTepHanuoHai) B IlerepOypre. 310
3nanue, crupoexkruposanHoe A.C. Hukonbckum BMecte ¢ JILM. Xunekenem, HE cOXpaHU-
JIOCh 710 HAIIETO BPEMEHHU.

[IponukHOBeHne PpyHKIMOHATM3MA B KOHIIE 20-X IT. XX B. B @pXUTEKTYPy BOCTOUYHBIX pe-
TMOHOB benapycu npoucxoanT uepe3 HEMOCPEICTBEHHOE CTPOUTENBCTBO 3JaHNUM 110 IPOEKTaM
M3BECTHBIX apXUTeKTOpoB MockBbl U JleHHHrpasa. 31ech ciaeayeT yNOMSHYTb apXUTEKTopa
A K. BypoBa, noctpousiiero kry6 numieBukoB B Muacke (1930 r.), metepOyprckoro apxurek-
Topa A.A. Osl, BBIIOTHUBIIETO MPOEKT JpaMaTudeckoro teatpa B boopyiicke (1932 r.), mo-
101bIX MOCKOBCKUX apxutekropoB I'.II. I'omsma m MLIL IlapycHukoBa, CripOeKTMpOBABIINX
snanue ['ocoanka B Muncke (1929 1.).

Brinycknuku nentpanbibix By30B CCCP, koTopble npue3kaau Kak MOJIOJBIE CIelHa-
JHUCTHl B TOpOJia BOCTOYHBIX M 3alaJIHBIX OENIOPYCCKUX PETMOHOB, Pa3BHBAIU B CBOEM
TBOPYECTBE BOCHPHUHSATHIE 32 IO/l O0YYEHHS JOKTPUHBI (PyHKUIMOHATM3MA. MOCKOBCKHIA
BXYTEUH oxonumnu A.Il. Bounos, U.1. Bonoaeko, I'.JI. JlaBpoB, JIeHuHrpaackuii uH-
JKEHEpPHO-CTpoUTeNbHbIN nHCTUTYT — H.H. Makienosa.

B coBpeMeHHY0 MCKYCCTBOBEQUECKYIO IPAKTHKY BBEJIEHO IPEACTABICHHUE O CYLIECT-
BOBAaHUU B COBETCKOM apXUTEKTYPHOM aBaHIap/e LIKOJI palllOHAIN3Ma U KOHCTPYKTHUBU3-
Ma, KOTOpPbIE Pa3IUYaINCh TEOPETHUECCKUMH MOIX0AaMHU K CO3/IaHUI0 (POPMATBHOTO SI3bIKA
apXUTeKTypbl. OCHOBY KOHCTPYKTHBH3Ma COCTABJISJIO CJI€OBAHUE JIOTUKE KOHCTPYKLMHU
3/laHUl, B paMKax e palllioHaJI3Ma Ha NEePBbIH IJ1aH BBIIBUTAJIIOCH MTOHITHE MPOCTPAHCT-
Ba, N3y4aeMOro Ha OCHOBAaHUH 3aKOHOMEPHOCTEH MCUXO(U3UIECKOTO BOCIIPHUATHUS, a KOH-
CTPYKLUS IIPU3HABAIACh BTOPUYHOM.

HaBepHoe, o1HUM M3 HEMHOTMX PEaIM30BaHHBIX MPOEKTOB pPallMOHATIM3Ma MOXHO CUH-
TaTh NaBWJILOH TOprosoro npenacrasurenbcta CCCP Bo @panimu, nocTpoeHHbld B 1929 r.
[To pesynbraTam KoHKYpca, mposeneHHOro ACHOBA, ObuT BBIOpaH MPOEKT MOJIOIOTO ap-
xutekTopa, BbllyckHUKa BXYTEMACA 1928 r., ywenuxa H.A. JlamoBckoro -—
N.U. Bononpko. Brnocnencteuu M.M. Bonoapko, ypoxenen aepeBHu [lnebanipsr Musn-
CKOTO paiioHa, mepeexasn B MuHCK, rie B Hadaie 30-x rr. XX B. paboTan apXUTEeKTOPOM
B benrocnpoekre.

Haubonee nmpumeuaTenbHoit moctpoiikoid M.M1. Bomonbko, B KOTOPO# CTHIIMCTHKA pa-
MOHAJIN3Ma MPOSIBUIACH B OOJBLION CTENEHH, SBISETCS NaBUILOH benrockuHo, Bo3Be-
neHuslii B 1930 1. Ha Bceebenopycckoil cenbCKOXO3SIICTBEHHON BBICTaBKE B MMHCKE.
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Komnosuius 3T0ro cpaBHUTEIHO HEOOJBLIOIO 3/1aHUS MOCTPOEHA HA MCIIOJIb30BAHUU
ABYX TPYII NPSAMOYTOJbHBIX 00BEMOB, PUTMUYHO BOCXOJIALINX K BXOAHOH yacTh. Takoe
aKTHUBHOE IIPUMEHEHUE B MOCTPOMKE «PUTMa», KOTOPBIA CTAHOBUJICSI OCHOBHBIM BBIPa3H-
TEJIBHBIM CBOWCTBOM BCEH apXUTEKTYPHOW KOMIIO3MIIMH, POJHUIIO 3TOT NAaBUIbOH C KOH-
KYPCHBIM MIPOEKTOM IMaBUiIbOHA apxuTekTopa H.A. JlamoBckoro u npyrumu padbotamu ap-
XUTEKTOPOB-PAlMOHAIIACTOB Ha MeXIyHapOIHON BBICTABKE NEKOPATHUBHBIX HUCKYCCTB B
[Tapuxe. B nepBoHa4aJIbHOM NIPOEKTE MUHCKOIO NTaBUJIbOHA BEIrOCKMHO B HU3KOM YacTH
IIPEATNOIArajoch BBIIOJHUTH NMapajuleJenunepl MOOYEepPEAHO CILIOMHBIMU U OCTEKJICH-
HBIMH, YTO NPU pealn3alyy, 10 BCEW BUIMMOCTH, OCYLIECTBUTh HE yJanoch. beln He-
CKOJIbKO M3MEHEH PUCYHOK U BTOPOH IpyIIbl 00BEMOB, O Ye€M CBHUIETENIBLCTBYET (OTO-
rpa¢us ¢ HaTyphl. Cylid MO TEKCTY U3 MyTEBOJUTENS BBICTABKHM, KOMIIO3HUIIMS MaBUIbOHA
UMela U CUMBOJIMYECKOE 3HAuY€HHUE: «IepBas 4acTh MAaBWJIbOHA — HM3IIAS — OTBEYACT
[IEpBOMY IOy MSATUJIETKH, BTOPAsi — BBICIIAS — BTOPOMY U T. A.» [3, c. 19].

J10BOJIBHO HEOObIYHbIE O0BEMHO-IIPOCTPAHCTBEHHbIE PELICHUs OTIMYaIM U Jpyrue mna-
BIWJIBOHBI BBICTABKM. APXUTEKTOPAMU BBICTaBKM B JIMTEPAaTYPHBIX HCTOYHHUKAX YyKa3aHbI
A.I1. Bounos, .. Bononeko, H. I'unspos, A.H. Kpsuios, I'.J1. JlaBpoB u ap. [2, c. 51], na
OCHOBaHMH )K€ apXMBHBIX MaT€pPHAIOB MOKHO YTBEpXkaTh, uto M.M. Bononpko sBisics as-
TOPOM TIJIaBHOTO MaBWJIbOHA BBICTABKH [12]. O MpOeKTHOM 3aMbICiie MOXKHO CYJHTh IO OITyO-
JIMKOBAHHOMY INEPCIEKTUBHOMY PUCYHKY 3JaHus. DTOT NMaBUIbOH ObLT peaan30BaH YaCTUYHO
Y CO MHOTHMH W3MEHEHMSIMH, UCKa3UBIIMMH NEePBOHAYATIbHBIN 00IMK. XapakTepHOH AJs pa-
LMOHAJIU3Ma YEPTOHN 3[eCh CIEAYET CUMUTATh CTPEMIIEHHUE OpPraHU30BaTh MPOCTPAHCTBO NPHU
MIOMOIIIM 00BEMOB KOPITYyCOB, (DOPMBI KOTOPBIX MOPOI AaneKd OT (PyHKIMOHAJIBHOTO MpeaHa-
3HaueHus. Tak, abCOMOTHO HE(PYHKIMOHAIIBHBI MIPEYBEIIMUCHHBIC JISCTHUYHbBIE MapIIIH, a TaK-
Ke MeTamdeckas gepma, nepeOpoIIeHHas HaJl TI1aBHBIM BXOJOM Ha BBICTaBKY. lIpumeua-
TEJIHO, YTO UMEHHO OT 3TUX JAETaJed U MIPULLIOCH OTKA3aThCs B PEAIN30BAHHOM BapHaHTE.

XapakTepHBIN AJI 3pEIOr0 KOHCTPYKTHUBH3MA IaBUIBLOHHBIA IPUHLUII IIPOCKTUPOBA-
HUS OBUT NOCJIEIOBATEIBHO BOIUIONIEH B KOMIUIEKCE 3[JaHUN YHUBEPCUTETCKOTO TOPOJKa B
MHuHCKe, HaBepHOE, CAaMOT0 TEPBOro 00BEKTa B OEIIOPYCCKOM apXUTEKTYPE, BHITIOJTHEHHOTO
B CTHUJIE KOHCTPYKTUBU3M. OOIIECOI03HBIH KOHKYPC MPOEKTOB 3TOT0 KOMIUIEKCa ObLT Mpo-
BeJieH B 1926 r. B HeM y4yacTBOBaiIM MHOTHE U3BECTHBIE apXUTEKTOpPHI Tex JeT. K peanusa-
1M OBLT MPUHAT NPoeKT apxutekropoB W. anopoxma u I'.JI. JlaBposa. Kommiiexkc ynusep-
CHTETa COCTOSUT U3 OTACIbHBIX KOPITYCOB, OTBEJCHHBIX [UIS Pa3IHUHBIX (DaKyJIbTETOB, pac-
MIOJIOKEHHBIX CPEH 3€JICHH Ha JIOBOJBHO OOIIMpPHOH miomanke. Kopmyca uMenn BbICOTY
JBYX—YEThIpeX 3TaXeH, NX KOMITO3UIMA ObljIa MOJYMHEHA BHYTPEHHEH TUIaHUPOBKE, OCHO-
BaHHOH Ha QyHKUMOHAIBHOMH Joruke. [lo poTtorpaduu 30-x rr. XX B. ¢ MakeTa MOKHO Cy-
IUTH O TOM, 4YTO B IPOEKTE MPEAIOJIArajloch PACIIUPUTD IIOIMAAKY YHUBEPCUTETCKOTO TO-
pOJIKa B CTOPOHY >KEJIE3HOAOPOKHBIX MyTeH, NOCTPOUTDH OMOJIHUTEIbHBIE yUeOHbIE KOp-
myca, *HUJIble JoMa sl paOOTHUKOB.

Yerkoe paziencHue MOMELUIEHUNH Ha (YHKIMOHAJIbHBIE TPYIIBI MOYXKHO MPOCIEAUTh U B
NepBOHAYAIBHOM MpoeKkTe [lOMUTEXHMUECKOr0o WHCTUTYTA, CO3AaHHOTO apXUTEKTOPOM
I".JI. JTaBpoBbM B 1930 1. [10]. Kpbuibs 3TOr0 31aHHS pacXOJUWINCh IO TPEM HANpaBICHUSAM
OT TJIaBHOTO BXOJa: CJI€BAa PACIOJarajcs aKkTOBBIA 3, TPSMO M HANpaBO — KaOWHETHI U
kiacchbl. [1o KppITOMy nepexojy Ha ypOBHE BTOPOIO 3Ta)ka, NEpeOpOLICHHOMY HaJ Mpoe3-
JIOM, y4eOHBIM KOpIyC MpEeNnosaraioch COSAUHUTh CO CTYAEHYECKUM olOmexuruem. Ilpu-
MeYaTesIbHO TO, YTO MOJ00HOE pelleHHE MOBTOPSIET KOMITO3UIIMIO 3[jaHus 1IKOJIbI bayxays B
Heccay (1925-1926 rr.).

st pabounx KiyOOB, MOCTPOEHHBIX MIPU MPOMBIIUIEHHBIX TPEANPUITUAX B OBl IEp-
BOM M BTOPOW IMATHIIETOK, TAaKXKe XapaKTepHa CBOOOHAs, MOTYEPKHYTO (YHKIMOHATbHAS
IUTAHUPOBKA. B cocTaB moMemieHuii ATUX 37aHuid BXOIMIIN 3aJTbl, (poiie, K1acchl sl KpyxK-
KOB C OTJEJbHBIM BXOJIOM. VX coueTaHue co3aBajo pa3BUTYI0 IMPOCTPAHCTBEHHYIO KOM-
MO3ULMIO, IPUYEM BCE MOMEILIEHUS UMEIN ECTECTBEHHOE OCBEIIEHUE, a UX pa3Mephl JKeCT-
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KO OrpaHUYMBAIMCh IMPOEKTHBIM 3aJaHHEM. TakoBbl KIyObl MeTaulucToB B BurteOcke
(yn. DHrenbca, 2), XdkMHUKOB B bopucose, OymaxHukoB B J[oOpy1iie u Tak ganee.

KoHCTpykTHBHU3M B OEIOPYCCKON apXUTEKType HE ObLI KOMHUEH KaKoro-JIu00 apXHUTEK-
TYPHOT'O CTWJISL WJIM MPSMBIM BOIUIOLIEHUEM KOHILEIIMHA CBOUX TeopeTukoB. Ero cnenuduka
MIPOUCXOIMIIA U3 OCOOCHHOCTEH TOW IKOHOMUYECKOW U aIMUHUCTPATUBHOM MOJIEITH, KOTOpast
peaM30BBIBaach COBETCKOM BiacThio B cepeauHe 20-30-x rr. XX B. OcOOEHHOCTH 3TOM
MOJIEJIN 3aKJII0Yalach B TOCYAAPCTBEHHOM HMHBECTHPOBAHUU CTPOUTENIBCTBA, JKECTKOM HOp-
MHUPOBaHUH €TI0 CTOUMOCTH U MCIIOJIb3YEMBIX MaTepUalloB. B COBETCKOM XO35HMCTBE TEX JIET
owrymaics AeGUUUT MeTauia U 6eTOHa, IPOU3BOICTBO PYJIOHHBIX U30JSLIMOHHBIX MaTepua-
JIOB JJISl YCTPOWCTBA IUIOCKMX KpBIII HE OBLJIO HajlaKe€HO, a UMIOPTa CTPOUTEIbHBIX Mare-
pHaoB MpakTUYecku He Obu10. KpoMe Toro, moce rpakaaHckoi BOWHBI U JIOJTOro Nepruoa
HKOHOMHUYECKON pa3pyXH 3HAUUTEIbHO CHU3WIACH KBATM(UKAIMS apXUTEKTOPOB, MH)KEHE-
pOB U pabouMx-cTpouTeneil. Bce 3T0 mpuBOAMIO K OTKa3y OT MEPEIOBBIX CTPOUTENIBHBIX
TEXHOJIOTUH, MAKCUMaJIbBHOMY YIIPOLICHUIO apXUTEKTYPHBIX PELICHUH U MHKEHEPHBIX KOH-
cTpykuuii. Ha mpaktuke cTpouTenbcTBa 3T TPeOOBaHUS COYETANINCH C HCIOIb30BAHHUEM
(GopM M NPUHIMIIOB KOHCTPYKTHBU3MA, MPUBHECEHHBIX MOJIOIBIMH CHELHUATHUCTAMH, YTO
NPUBOJMIO K BBIPAOOTKE OINPEAETICHHOIO apXUTEKTYpHOIO SI3bIKA, U KOTOPOIO CETOAHS
MO’KHO IIPEUIOKUTh TEPMUH «VIPOUEHHBIU KOHCIPYKIMUGUIM.

Kak mmirocTpaiuio Takoil apXUTEKTypbl MOXHO NPHUBECTH 3aHHE OBIBIIEH IIKOJIBI B
MuHcke (ya. MasikoBckoro, 96). Dckussblii npoekt 1933 rona [11] yxe u3Ha4aIbHO Mpes-
T0J1arajl UCMOJIb30BaHUE KUPIMYHBIX HECYIIUX CTEH, JEPEBSAHHBIX NEPEKPBITUM U BBICOKHX
CKaTHBIX KPBIIL, B TO € BpeMs IPEIyCMaTPUBAINCH ABE OTKPHITHIE TEPPACHI, HA OJHY IIpE.I-
M0J1arajloch YCTPOUTH BBIXOJ M3 OMOIMOTEKH, Ha APYTYIO0 — U3 CIOPTHBHOTrO 3ana. OmHaKo
y’K€ Ha CTaJui MPOpabOTKU MpOeKTa Teppachl ObUIM JTUKBUAMpPOBaHHI [11]. OTKa3 oT HUX,
KOHEYHO JK€, MOBJINSI M HA CTWINCTHKY 37JaHUs, B KOTOPOM K IPU3HAKaM CTUJISI MOXHO OT-
HECTH JIMIIb NMPUMEHEHHE OOJBIIMX IIUPOKUX OKOH M OTOJABHUHYTHIX BINIyOb NPOCTEHKOB,
UMHUTHUPYIOIIUX JICHTOYHOE ocTekieHue. [lnan 31anus npudyanuBoil pacruiacTaHHOM ¢op-
MBI, OCHOBAHHBI Ha TMPHUHIMINAX (YHKIMOHAIGHOCTH M WHCOJISIMH, CBUAETEIBCTBYET O
IIPUHAAJIEKHOCTU K CTUJIF0 KOHCTPYKTHBHU3MA.

MO’HO MPUBECTH MHOT'O NMMPHUMEPOB «YTPOIIEHHOTO KOHCTPYKTHBH3MAa), OOJIBIIMHCTBO
STHUX 3JaHUHA HE UMEIOT KaKOM-JIM0O DCTETHUYECKON [IEHHOCTH B IiIa3aX OObIBATENIEN U JTAXKE
apXUTEKTOPOB, B TO K€ BpeMsI UX OOJHK, MOXKAIYH, SBISETCS HauboJiee TOUHBIM OTpake-
HUEM 3IIO0XH.

OxpaHa apXUTEKTypHOTO HaclleJHsi IOHUMAETCSl CEroJHs KaK COXpaHeHue apredaxra,
OCKOJIKa KyJbTYpPbl MHHYBILHX JIET, OTPA)KAIOIIET0 MHPOBO33PEHHUE, YPOBEHb PAa3BUTHUSA
TEXHUYECKOM MBICIU U T.A. B 3TOM CBA3M 4acTo MpOBOAMMAs MOAEPHU3ALMS 31aHUU
1920-1930-X romoB, KOTOPYIO CErOAHS MHOTHE BOCIIPUHUMAIOT KaK PECTABPALIUIO, BBITJIAUT
HeyOenuTenbHOU. MOKHO MPUBECTH MHOXECTBO MPUMEPOB 3aMEHbI ayTEHTUYHON OKOHHOM
CTOJISIPKY Ha COBPEMEHHBIE IJIACTUKOBBIE CTEKJIONAKETHI, HCIIOJIb30BaHMS SIPKON MeTajuioue-
pEenuLbl U KaCOYHBIX OTJEJIIOUHBIX MAaTEepHUaioB. JTa MpobiieMa, MOKHO CKa3aTh, aKTyallbHa
HE TOJbKO Ui benapycu, HO u ans Ipyrux esponeiickux crpad. CieayeT OTMETUTb, UTO
HanOoee xapakrepHble 3manust 20-x — Havana 30-x rr. XX B. ceroaHsi TpeOYyIOT CTONb ke
TIIATENbHOM pecTaBpalvy, Kak U NaMsITHUKU TITyOOKOW ApeBHOCTU. MOXKHO Jaxke Mpeamno-
JIOXKUTh, YTO COXPAHEHHE ApXUTEKTYpHOIO Hacjeaus (yHKUMOHAIM3Ma JaKe HECKOJIBKO
Ba)XKHEE, TAK KaK 3a4acTyl0 3TU MOCTPONKU COXPAHSIOT OTHOCUTENILHO ayTEHTUYHBIA BUJ U
CYILLECTBYIOT B XapaKTEPHOM JUIl HUX TPalOCTPOUTENILHOM OKPY>KEHUH.

[octpoiiku 20-30-x rr. XX B. BclieCTBUE OYyPHBIX MPOLIECCOB YpOAaHU3ALMH CEPEANHBI
XX Beka CerojiHg OUyTHJIUCh B LIEHTPAX UCTOPHUUECKUX T'OPOJIOB, KAK BIPOYEM, U MaMST-
HUKH apXHUTEKTYpHl APYrux 3mox. CoBpeMeHHass peKOHCTPYKIHS TOPOACKON HMH(]pacTpyK-
TYpbl IPEJCTABIIAET PEAIbHYIO YTPO3Yy HX CYLIECTBOBAHHIO, a TAK)KE COXPAHEHMIO IEPBO-
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HAYaJlbHOTO BHUJA, YTO CEroJHsA OCOOEHHO 3aMETHO Ha mpumepe ropojaa I'poaHo, rue B
2006 romy cuiibHO MocTpaana xumnas 3actpoiika 1930-x rr. Ha yiuue ['opbkoro.

Takum 00pa3oM, OCOOCHHOCTH apXUTEKTypHOTO Haciemus (yHkimonamsma 20-30-x 1T.
XX B. B benapycu mposBUJIMCh B HAalpPaBIIEHUU «IIOKC» U «YyHPOIIEHHOM» KOHCTPYKTH-
BHU3Me. MepomnpusaTHs 10 OXpaHe NaMSATHUKOB apXUTEKTYphl TE€X JIET JOJIKHBI YUUTHIBATD
3TH OCOOEHHOCTH, KOTOPBIE MPOSBUINCH HE TOJIBKO B apXUTEKTYPHBIX (hopmax, HO U B Xa-
PaKTEPHBIX CTPOUTENBHBIX U OTJEIOYHBIX MaTepHaiax.
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FROM ST. PETERSBURG TO BERLIN:
ROUTES OF AVANT-GARDE INFLUENCES IN LATVIAN THINKING
ON (NATIONAL) ART (1910-1925)

S. PelSe,
Institute of Art History, Latvian Academy of Art

modernism in the context of Latvian art and theory. It has long been common to identify

avant-garde with the revolutionary, even anarchic element (whatever formal means may
be used) in art and culture, often opposed to modernism as an institutionalised, even reactionary
practice closely linked to abstract idioms of expression. However, speaking about the first dec-
ades of the 20" century in Latvia, the terminological question is rather that of the scholar’s indi-
vidual choice or preference. There are some reasons that might endorse the term «modernism» to
a greater degree. The formal innovations (attempts to distort, abstract and simplify the image) al-
ways have been somewhat marginal and short-lived (restricted to the early 1920s and resurfacing
since the 1970s) in comparison with the mainstream practice of more or less accurate Realist ap-
proach. Although avant-garde influences never became «official» enough to be called «modern-
ism» in the sense of the ruling cultural ideology, Latvian art, like other provincial schools, fea-
tured a quite reserved attitude towards most radical tendencies (like abstraction or Dada),instead
striving for «a harmonious formalism» [6, p. 121] with classical overtones that seem more corre-
sponding with «modernism» than «avant-garde» terminology. The term «Classical Modernismy
adapted from the German art history literature has also turned very useful to structure the local art
scene according to some dominant trends, like Expressionism, Cubism, Constructivism, Futur-
ism, New Objectivity; an excellent example of this approach is the recent monograph by art histo-
rian Dace Lamberga [11]. At the same time, the broader definition of avant-garde artists as being
«ahead of their time or in the vanguard of artistic, and usually, political change» [3, p. 328] may
fit the purpose of the present article as well, especially if related to the early and most pronounced
phase of transformative processes. (Whether artistic phenomena since the mid-1920s could be
treated as a «classicised» or Neo-Realist modernism or «modernised» realism is an open question
n most cases).

Russian and German national schools were important factors in the training of first profes-
sional artists of Latvian origin already before any avant-garde trends appeared on the art scene
— Latvian Academy of Art was founded only in 1919 and opened in 1921, so since the late 19"
century it was common for Latvians to study at St. Petersburg Academy of Art, acquiring a set
of academic and Realist skills enriched by Impressionist, Symbolist, etc. influences. In the field
of theoretical ideas German sources of art literature were more important; so the artist Janis
Rozentals, the most prolific and competent theorist of the early 20® century, complemented his
articles with excerpts from several authors popular at the time (Richard Muther, Kurt Miinzer
etc.). However, the idea of «new art» current in the first decade of the 20™ century did not go
beyond the critique of academic and naturalist inertia to be replaced by emotionally interpreted,
enriched and transformed impression of nature and the artist’s nearest surroundings. More radi-
cal European turns in the creation and interpretation of art were sometimes echoed in newspa-
per publications, like in sculptor Gustavs Skilters critical reflections on such latest artistic trends

I irst it seems appropriate to clarify the terminological issue related to avant-garde and
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as Cubism, Futurism or Expressionism, but they did not bring a real change in the overall Neo-
Romanticist scene of thinking on art.

The situation started to develop in the 2™ decade of the 20" century. Avant-garde impacts
upon Latvian artists, who were most often the first theorists and critics of visual art as well,
came from a variety of sources. It has been established that French phenomena, especially
late Cubism and Purism in the early 1920s, played a major role in shaping the concept of new
art that would be both national and modern. Neither German Expressionism nor Russian radi-
cal Suprematism or Constructivism could stand as models for this purpose, not least because
of historical reasons. The nearest regions of influence, associated with the German landed
gentry and Russian tsarist rule, were treated with suspicion in the newly founded (1918) in-
dependent state.

However, the first most radical reassessment of both German and Russian academic and
turn-of-the-century traditions had paradoxically originated from the Eastern links. Volde-
mars Matvejs (1877—1914), internationally better known as Vladimir Markov, a crucial fig-
ure in the St. Petersburg artists’ group «The Union of Youth», could be said to lay the
foundations for what became the main cluster of ideas upheld by the Riga Artists” Group —
the most pronounced propagators of local avant-garde with a classicised flavour in the in-
ter-war period. Matvejs’ works, especially IlpuHIHIBI TBOpYecTBa B IUIACTHYECKHX
uckyccrBax. @akrypa (Creative Principles in the Plastic Arts. Faktura) (Cankr-IlerepOypr,
1914) and HckycctBo HerpoB (Negro Art) (Ilerporpax, 1919) invited to value the artist’s
attitude towards nature instead of accurate depiction and extol the elements of picture form
(colour, texture, line, composition) and their «plastic values» which later became a theoreti-
cal basis for an up-to-date national art. However, firstly his ideas were not widely accepted
in the educated circles of the Latvian public. In 1910 there was an exhibition of the «Union
of Youth» in Riga; Matvejs’ declaration of its principles in the article «The Russian Seces-
sion» was followed by the first local public discussion in the press on the relationships be-
tween art and reality, on what does it mean to «copy» or «study» nature and is it acceptable
to give up fundamental principles of academic training system. Matvejs stated: «We do not
paint nature but only our relationship to nature . . . we search only for beauty . . . skill is a
cheap matter. Beauty is sensed most where skill is in an embryonic state» [13, p. 5-6]. Ap-
plied artist Julijs Madernieks, one of the most active art critics over several decades, ap-
proved of Matvejs’ idea that nature should only be a point of departure, something to be
«studied», not «copied». Madernieks’ support for these statements reveals an important
moment of continuity — allowing for a more free interpretation of nature, the next logical
step taken by later innovators was to diminish radically nature’s role and deform it to a
much higher degree: «Matvejs’ relations to the object as a starting point left the way open
for a more intrinsic and non-objective art» [5, p. 63]. But several prominent local writers on
art, mainly proponents of St. Petersburg-type academic realism, objected to Matvejs’ stance
as untenable and even harmful. So the graphic artist Rihards Zarin§ complained that «the
new artistic trend not just rejects but even hates studying nature.» [20, p. 6]. He admitted
that Matvejs’ ability to draw inspiration from the most insignificant subjects testify to his
active imagination, still «imagination and compositional principles are two different things»
[21, p. 1]. But Gustavs Skilters, opposing Madernieks’ attempts to draw the boundary be-
tween the copy and study of nature, identified these approaches: as no exhaustive, accurate
copy is ever possible, «the representation of nature is already a subjective interpretation of
ity [19, p. 5]. Stating that an accurate depiction is also an interpretation, he allowed the art-
ist to choose the degree of abstraction (or degree of nature’s transformation). In other
words, the artist should have the right to stay with natural impressions, and Skilters’ opin-
ion could be seen in the context of the 19th century scientific discoveries that art has noth-
ing to offer in respect to how things «really are», dealing with appearances only. But this
idea turned equally useful for departure from visual accuracy as well.

79



Although Matvejs’ ideas and works in Latvia were little known and even less under-
stood during his lifetime, his theoretical statements, especially «relationship to naturey,
were much read and reiterated later by almost all (not so many) writers on art supporting
more advanced languages of artistic expression that opposed the officially backed natural-
istic standards. For instance, artists Romans Suta and Uga Skulme who considered writ-
ing on art an important aspect of their creative careers, still in the 1930s wrote about the
necessity to support more lasting, deeper plastic values and resist naturalistic imitation
and empty mannerism of illusion-making, although they, as most artists, had already
abandoned Cubist, Constructivist, Purist etc., experiments in favour of individual versions
of painterly realism.

A more radical phase of avant-garde thought entering the local scene was represented by the
versatile and prolific Latvian artist Niklavs Strunke (1894—1966). His art is known by a pecu-
liar blend of Cubist and Constructivist influences with a distinct leaning towards the Italian
trend of Pittura Metafisica, unique in Latvian context, but his theory, largely preceding his ar-
tistic output, is not to be seen as significantly «embodied» in his works or «explaining» them.
Strunke studied in St. Petersburg from 1909 to 1915 and clearly echoed Futurist ideas in his
several passionate manuscripts (1917-1918). The most extensive essay titled «Content and
Formy» consists of short definition-type notes with numerous corrections and deals with the evo-
lution of art, the role of traditions, assessment of particular trends, etc. A shorter and more accu-
rate version titled «Painterly Form + Content» largely repeats the previous theses. Art’s relativ-
ity and historical dimension was rather important for Strunke: «Each period has its own form +
content» [15, p. 1]. Still he was not a consistent relativist as, for example, Alois Riegl who
maintained that no epoch should be valued higher than another or designated as that of decline.
Strunke went on to assert: «The period of quattrocento is primitive. . . . Renaissance period
form + content burst with abundance», «Form and content of the Rococo period expresses
spiritual bankruptcy — its content is tendentiously narrative, form is pretty but theatrical in its
artificial emptiness»[15, p. 1]. Here one can sense a distant echo of the biological, cyclical con-
ception begun in Giorgio Vasari’s The Lives of the Artists when early Renaissance was likened
to childhood, High Renaissance with full maturity and subsequent periods manifest an inevita-
ble decline. Diversity in form and content derives «from the social and artistic prism through
which one sees the Universe. The Universe provides content and it creates the necessary form. .
. . A painting is a concretion where content highlights form and vice versa» [15, p. 1-2].
Strunke statements are rather close to Wassily Kandinsky’s ideas found in his article «Content
and Form»: «In art, form is invariably determined by content. And only that form is the right
one which serves as the corresponding expression and materialisation of its content» [2, p. 19—
20]. However, different nuances might be sensed as well — if Kandinsky continued that «Form
is the material expression of abstract content» [2, p. 20], Strunke treated contemporary form as
a kind of new realism corresponding or even imitating the present — speaking of the «split and
broken» social and economic life, it becomes clear that «the broken, piercing content is ex-
pressed in split and sharp forms» [15, p. 3]. The centuries-old theory of art as representation
was paradoxically used to defend formal innovations.

Campaigning against traditions and academies as the most harmful ballast for artistic
development involved the typical Futurist contempt for historical and cultural heritage, re-
lating it to death and destruction. Strunke repeated several times: «Present academies of art
work in close contact with the 1% All-Latvian and other funeral offices. Offices bury the
dead bodies, academies dig them up. Let the first world-wide crematory be created!» [16,
p. 2, 14]. Here one can recall the «father» of Futurism Filippo Tommaso Marinetti’s dictum
in the Founding Manifesto of Futurism: «Set fire to the library shelves! Turn aside the canals
to flood the museums! . . . Oh, the joy of seeing the glorious old canvases bobbing adrift on
those waters discoloured and shredded!»[12, p. 148]. In the manuscript essay titled «Kas ir
maksla?»(«What is Art?») that also has been published with minor revisions and additions
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[18], Strunke sang praises to the urban civilisation, saying that the new art expresses cannon
and street noises and the motorcar’s momentary movement’s architectonic simplicity, adding
that «art is the most subversive revolution and the most liberating freedom. Art is anarchy!»
[17, p. 1]. Still later on he described the «new art» in a seemingly different tone: «It has its
feet firmly attached to the ground, the ‘real ground’ — no astral images but the realism of our
land is found there» [18, p. 54], stressing that «the new art is the triumphant conclusion of
technical culture and simple man of the earth» [18, p. 54]. This might seem a contradiction
and lack of clear thinking, but it is worth recalling that praise of «the man of the earth» was
an important part of Futurism as much as it refuted Symbolist idealist metaphysics. Only later
was the simple peasants’ world outlook more or less sharply contrasted with the technical ad-
vances of modernity.

Looking for the genesis of Strunke’s radical statements, one finds he had indeed met Mari-
netti and other Italian cultural figures but these contacts developed later, in 1923, when Strunke
came to Italy for the first time to return many times later. (Since 1922 many Latvian artists had
their first chances to visit Paris, Berlin, Rome etc. thanks to financial support available from the
Latvian Culture Foundation). So the origins of the above-mentioned radical views are to be found
in St. Petersburg where Strunke studied at the Royal School of the Society for Promotion of the
Arts, Mikhail Bernstein’s Art School, and Wassily Mate’s studio (1909—1915). The late 1900s —
early 1910s are also remarkable for the activities of local Russian Futurist groups visited by Mari-
netti in 1914. Similar statements are mentioned in the «Union of Youth» declaration from 1913,
which criticised both the Realist heritage as espoused by the Wanderers, the group «World of
Art» and other backward cultivators of «spiritual experiencesy, announcing: «We do not consider
as an honourable task to convert ourselves into similar foolish ghosts from the past, fruitless fab-
rications of non-existent things. We do not strive for being remembered after death. There is
enough devotion to cemeteries and the deceased» [22, p. 228].

Still there is more in Strunke’s texts than historical relativism or simple calls for anarchy. Af-
ter claiming that content and form of various historical periods differ radically, he repeated the
already familiar idea that the artist’s task is not the accurate perpetuation of reality because a pho-
tographer can do this better. Strunke asserted once more that «protocol-type real» images are the
photographer’s business because «the camera is more perfect than an academically trained
eye»[16, p. 4]. Refuting this function of imitating nature, he assumed an analytical view of a pic-
ture’s formal elements, generally corresponding to the specific modernist attitude with formalist
overtones. According to Strunke, the «elements and means» of painting are: colour, colouring,
texture, line, form-volume, composition-construction: «Colour is a material for painterly tasks;
treatment of the colour on a flat surface is colouring; rendering of the structure of material and
paint on the surface makes up texture; the outline of colours on the surface is line; volume of line,
colour and texture creates form; the overall construction of colours, texture, lines and forms is
composition» [16, p. 6]. In Russian avant-garde circles such definitions of particular formal ele-
ments and their relationships was not uncommon, pointing towards some sources of theoretical
literature, probably familiar to Strunke from his stay in Russia. For example, the Russian Futurist
David Burliuk included the following theses in his work titled Cubism (1912): «Painting is col-
oured space. Point, line, and surface are elements of spatial forms. The order in which they are
placed arises from their genetic connection. The simplest element of space is the point. Its conse-
quence is line. The consequence of line is surface. All spatial forms are reduced to these three
elements. The direct consequence of line is plane» [2, p. 70].

Similar to Voldemars Matvejs’, Alexander Shevchenko’s and other like-minded contempo-
raries’ writings, Strunke’s texts also feature «Oriental» perspective as an important factor for the
genesis of new art, contrary to «linear-geometrical» element»: «Oriental perspective is not con-
cerned with either linear or painterly recession; it attains the necessary illusion, creating and bal-
ancing contrasts, regardless of the European theoreticians’ geometric realism» [16, p. 8]. Describ-
ing avant-garde trends — Cubism, Futurism, Suprematism — Strunke voiced the rather paradoxical
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conclusion that Cubism is the greatest heir of academic art, of its «conclusions and expressions»,
at the same time stating that academic art is «shallow» but Cubism — «deeply intellectualy. The
key seems to be hidden in the popular Cubist sentence that «Impressionism abolished form —
Cubism recovered and emphasised it» [16, p. 1]. Cubism continues academic traditions as far as it
reacts against Impressionism’s «formlessnessy», envisaging also the later re-establishment of clas-
sical traditions in the course of the 1920s that to a great extent flattened out opposition between
academic and modernist art. Strunke’s attitude towards Suprematism was ambivalent as well —on
the one hand, it had brought painting to the absurd, disparaging everything except «non-objective
colour construction». Nevertheless, Strunke asserted that «this way Suprematism provided a pure
understanding of the value of a painterly element and undoubtedly singled out the undeniability
of objective nature» [16, p. 11]. The above-mentioned «bringing painting to the absurd» was also
conceived as a necessary extreme at a certain stage of development. Still Strunke’s statements are
but a fleeting phase in his long artistic career; after W W II he went to exile as many Latvians,
and later wrote rather conservative remarks about the necessity to oppose the cosmopolitan mod-
ern art with Latvian national specificity derived from the peasant origins of most artists and corre-
sponding Neo-Realist attitudes.

The writer, poet and theoretician Andrejs Kurcijs (1884—1959) is known in local think-
ing on art by his shortly but widely propagated theory of Activism as the chosen paradigm for
national art. During the Soviet period he was always typified as «a representative of working
class culture», author of poetry and stories as well as of leftist theoretical essays on theatre
and literature easily adaptable to Marxist interpretation, but the phase of Activism was inter-
preted as a short-lived and formalist deviation from the «true course». Kurcijs may have been
inspired to write his book Aktiva maksla (Active Art) during his studies of philosophy and art
theory at the Berlin University in 1922—-1923. But he had received a serious background in
classical philosophy before. Alongside medical studies and literary endeavours, Kurcijs also
studied the works of Kant, Schopenhauer, Nietzsche, Tolstoy, Marx and other major authori-
ties of the 19™ and 20" centuries. Already in 1917 he reflected on art’s relationships to social
issues and historical development, writing on proletarian art as a further development of
qualities derived from the past: «That is why we should strengthen the most potent sprouts of
today’s art in order to cultivate the mighty baobab of democratic art that would shelter man-
kind in the future and satisfy its thirst for beauty» [10, p. 445]. An article from 1921 also fea-
tures radical ideas of Proletcult-type collectivism: «The authoritative and individualist spirit
is alien to the proletarian class. The proletarian class finds its power and freedom in collectiv-
ism. So the art of the future should be collective in its spirit» [8, p. 34]. Quite similar accounts
on the collective creativity of the proletarian masses are found in the Russian «communist
futurismy, the so-called KOMFUT declaration that describes something of a transitional pe-
riod between the apolitical pre-war avant-garde and post-war utilitarian Constructivism [7,
p. 308].

Aktiva maksla (Active Art) published in 1923 is one of the few avant-garde manifestos
in Latvia focused on the principles of a certain movement and analysis of contemporary
European and Latvian visual arts. Kurcijs was also the editor of the short-lived avant-garde
magazine Laikmets (Epoch) published in Latvian in Berlin (four issues appeared in 1923).
Even if Kurcijs was not a practising artist who could rely on his own creative experience,
he nevertheless asserted that «Activism is most clearly manifested in contemporary fine
arts, and that is why these branches of art are most helpful to elucidate the essence of active
art» [9, p. 5]. Synthesis of classical philosophy with the avant-garde ideas «in the air» dur-
ing the early 1920s has resulted in a rather difficult text with many outdated terms. The
backbone of his arguments consists of peculiar definitions of what Activism is not, distin-
guishing it from formalism, meta-aestheticism, Cubism, Kantianism, naturalism, Romanti-
cism, and blending together various terms from the visual arts and philosophy.
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One of the most important aspects relates to relationships between Activism and formal-
ism. Artistic form was for Kurcijs a sign of intellectual activity, contrary to the passivity of
Naturalism and Impressionism: «The artist aspires to delve deeper into [art’s] essence and
finds in his art, a formal means of expression that can be absolutely free from naturalist
conventions» [9, p. 19]. Kurcijs also quoted from the French Purist Amédée Ozenfant, sug-
gesting, for example, not to look for gods or beautiful nudes in either Michelangelo’s or
Ingres’ works but to see «peculiar formal achievements, excellent sources of inspiration for
the human spirit» [9, p. 13]. Commenting on the role of Cubism, Kurcijs remarked: «The
Cubist represents objects as they are, not in the naturalist vein but according to their visible
and invisible formal laws. A table as it is. Nothing else. Not its surroundings, nothing re-
lated to that table, like impressions of lighting and colouring. He does not paint appearances
but «things in themselves» . . . . True, one has to ask where a Cubist-Activist should stop,
how far he should go away from Impressionism and Naturalism? Is it Cezanne’s method or
that of Corot, as many think today?» [9, p. 18]. The question of how far one should proceed
along the path to abstraction brought by foreign influences seems to be one of the eternal
questions for a small nation’s cultural problems, equally hard to answer and to avoid. Al-
though Kurcijs mentioned that Suprematists might be the most consistent on their way to-
wards «things in themselves», he nevertheless considered their path as leading towards
emptiness «from where there is no way back to life» [9, p. 18]. Typifying Suprematism as
the extreme point of formalism and a symptom of its crisis, Kurcijs concluded that «chasing
after elementary formal simplicity, it loses higher artistic mathematics. But without this
higher mathematics in art, without amor intellectualis there is no art at all . . . form and
formalism that is not inspired and cannot inspire, regardless of its appearances and the
branch of art in which it appears, cannot create a living and contemporary artistic organ-
ism» [9, p. 7-8]. «Artistic mathematics» was clearly distinguished from philosophical ra-
tionalism and was described as an architectonic handling of form, whose foundations are
«biological and social». This position was close to Le Corbusier’s and Ozenfant’s declara-
tion of Purism published in the 4™ issue of the journal L Esprit Nouveau in 1920. Admitting
that plastic art has to address itself to the senses, Purists stressed that «. . . there is no art
worth having without this excitement of an intellectual order, of a mathematical order. . . .»
[4, p. 238]. In Kurcijs’ conception though, this «artistic mathematics» was opposed not to
the senses or sensual perception but to «empty», «abstract» formalism. There is and unmis-
takable link with many later statements targeted against formalism, both by the local Lat-
vian authoritarian regime and Soviet censorship. Of course, Kurcijs directed this criticism
towards one particular avant-garde trend but the similarity of reasoning is obvious. Kurcijs
proceeded: «Both Futurism and Suprematism are much concerned with movement and dy-
namics in general. But this movement is not organised (emphasis mine) as in the ancient
classics and works by the present Constructivists, like those by Léger and Karlis Zale, but
mechanical and cinematographic. . . . Non-objective construction thus turns into a superfi-
cial game» [9, p. 21]. Similar statements against Suprematism as an empty, schematic play
with geometrical figures were voiced in the former Suprematist Ivan Puni’s publication
Cospemennas scusonuco (Contemporary Painting, 1923) where he found Kasimir Ma-
levich’s works dominated by unorganised, fragmentary and cinematographic movement.

Although in Kurcijs’ texts there are no direct references to the German literary trend
from which the name might be taken, some of his statements correspond to some German
authors’ views on the nature of form and art’s functions, for instance, writer Wilhelm Mi-
chel’s dictum in his essay «Tathafte Form» («Active Form») that «form is the only thing
that never dies. . . . Clear, lucid power and laws rule in it» [14, p. 150] directly coincides
with Kurcijs’ thesis that «great artworks are marvellous constructions of form. Form is
what makes them immortal» [9, p. 19]. At the same time, he criticised formalism, aestheti-
cism and art for art’s sake as unacceptable and espoused a certain social pathos: «Activism
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is borne by the social will» [9, p. 15]. This sort of active formalism or formalist activism
was not unknown at the time; comparisons might be made also with the Hungarian Activ-
ism that matured in 1913-1915: «Has this art anything in common with the Art for Art’s
sake of bygone eras? Certainly not, since Activist Art is an expression of life raised to the
nth power. . . .Does this art have a social relevance?. . . . Art is a full expression of man-
kind, and it follows that the art of social mankind must be social» [1, p. 450].

If in the Soviet period Activism was seen as consisting of two incompatible parts — «formal-
ist» and «revolutionary» elements of which only the second was praised as progressive, Kurcijs’
theory, in fact, might reveal the initial stage of their inseparability. Looking at this work from the
viewpoint of art theory, one could possibly bridge the divide between Activism’s «formalist» and
«revolutionary» nature. Later Kurcijs became a convinced Marxist (as shown by his works in lit-
erary theory: Teatris (Theatre), 1925, and Par makslu (On Art), 1932) but he continued to support
contemporary artistic language, for instance, in exhibition reviews, as the truest realism of the
present. The illustrations of the book might convince that the chosen examples of «active» art
might be quite dissimilar, starting from Van Gogh and Cezanne to Pablo Picasso, Fernand Léger,
Huan Gris, Albert Gleizes, Carlo Carra, Ivan Puni and young Latvian artists from their forefather
Voldemars Matvejs and radical geometrical experiments by Strunke or sculptor Karlis Zale to
rather moderate simplification of form by the later famous master of lyrical landscapes Konrads
Ubans. In short, Kurcijs’ thought belongs to the early phase of theorising on national art — what is
best and most «active» in our art should be regarded as national, not vice versa — promoting na-
tional themes or ethnographic derivations.

By the mid-1920s the concept of national art became increasingly related to classical and (in
different senses) retrospective idioms, but avant-garde ideas — linked to the destructive Com-
munist revolution. For the few local Marxist authors, however, the same experiments of form
signalled the decadence of bourgeois society, regardless of the avant-garde’s social aspirations.
On the one hand, radical campaigning against traditions was but a brief episode in Latvian
thinking on art; on the other, moderate interpretations of innovative ideas from the 1910s and
early 1920s survived in the emphasis on picture’s formal qualities and gradually revived during
the late Soviet era.

Bibliography

1. Benson, T., and E. Forgacs, eds., Between Worlds: A Sourcebook of Central Euro-
pean Avant-Gardes, 1910-1930, The MIT Press, 2002.

2. Bowlt, J.E., ed. a. transl., Russian Art of the Avant-Garde: Theory and Criticism
1902—-1934, Thames and Hudson, 1991.

3. Fernie, E., sel. and com., Art History and its Methods, London, Phaidon, 1998.

4. Jeanneret, Ch. E. (Le Corbusier), and A. Ozenfant, «Purism,» 1920, in: Ch. Harrison
and P.Wood, eds., Art in Theory 1900-1990: An Anthology of Changing Ideas, Oxford UK
& Cambridge USA, Blackwell, 1995.

5. Howard. J., The Union of Youth: An Artists’ Society of the Russian Avant-Garde,
Manchester, Manchester University Press, 1992.

6. Klavins, E. Unconceived Element of National Identity: Latvian Visual Arts in the
1920s and 1930s // J.Muleviciite, ed., Modernity and Identity: Art in 1918-1940, Vilnius,
Kultaros ir meno institutas, 2000.

7. KOMFUT. 1919. «Programme Declaration», 1919, in: Ch. Harrison and P.Wood,
eds., Art in Theory 1900-1990: An Anthology of Changing Ideas, Oxford UK & Cam-
bridge USA, Blackwell, 1995.

8. Kurcijs, A. Par nakotnes makslas virzienu («On the Direction of the Future Arty),
Produkts, 1921. Ne. 2.

9. Kurcijs, A. Aktiva maksla (Active Art), Potsdama, Laikmets, 1923.

10. Kurcijs, A. Kopoti raksti: 5. sgjums (Collected Works: Vol. 5), ed. by J. Cakurs,
Riga, Liesma, 1982.

84



11. Lamberga, D. Klasiskais modernisms: Latvijas gleznieciba 20. gadsimta sakuma (Clas-
sical Modernism: Early 20™ Century Latvian Painting), Riga, Neputns, 2004.

12. Marinetti, F.T. The Foundation and Manifesto of Futurism, 1909 // Ch. Harrison and
P.Wood, eds., Art in Theory 1900—-1990: An Anthology of Changing Ideas, Oxford UK &
Cambridge USA, Blackwell, 1995.

13. Matvejs, V. Krievu secesija («Russian Secession») // Dzimtenes VE&stnesis. 1910. Ne.
160.

14. Michel, W., 1920. Tathafte Form, 1920 // Rothe, W., Hrsg., Der Aktivismus 1915—
1920, Miinchen, Deutscher Taschenbuch Verlag, 1969.

15. Strunke, N. Gleznieciska forma + saturs» («Painterly Form + Contenty), 1917—
1918, Alberts Prande’s collection., Latvian Academic Library, Dept. of Manuscripts and
Rare Books, inv. No. R.K. 2568.

16. Strunke, N. Saturs un forma («Content and Form»), 1917-1918, Alberts Prande’s
collection., Latvian Academic Library, Dept. of Manuscripts and Rare Books, inv. No. R.K.
2568.

17. Strunke, N. Kas ir maksla («What is Art»), 1917-1918, Alberts Prande’s collection.,
Latvian Academic Library, Dept. of Manuscripts and Rare Books., inv. No. R.K. 2568.

18. Strunke, N. Jauna maksla («The New Art») // Taurétajs. 1919. Ne 1/2.

19. Skilters, G. Par makslas kritiku («On Art Criticism») // Dzimtenes Véstnesis. 1910.
Ne 213.

20. Zarins, R. Makslas kritikas lieta («On the Issue of Art Criticism») // Dzimtenes
Vestnesis. 1910. Ne 206.

21. Zarips, R. Par makslas kritiku («On Art Criticism») // Dzimtenes Veéstnesis. 1910.
No 228.

22. Pycckuit ¢pytypusm: Teopus. [Ipaktuka. Kputnka. Bocnomunanus // coct. Tepexu-
Ha, B.H., 3umenko A.Il. Mocksa: Hacinenue, 1999.

Pe3tome

ABaHrapJIMCTCKUE BIUSHUS, OKa3blBa€Mble Ha JATBHUMCKUX XYJ/I0)KHUKOB, KOTOpbIE Ya-
II€ BCEro OKa3bIBAINCh IEPBBIMU TEOPETUKAMM M KPUTHKAMM BH3YyaJbHOI'O HCKYCCTBA,
MMEIN pa3InYHble UCTOKU. BBUTIO yCTaHOBIIEHO, YTO (PpaHIy3CKHE MPUMEPHI TIO3THETO KY-
OM3Ma M MypHU3Ma Urpajd BeAYyIlyIO pojib B (GOPMUPOBAHUM HJIEM HOBOT'O HCKYCCTBA, MIPU-
3BaHHOT'O OBbITh HAI[MOHAJIbHBIM M COBpEeMEHHBIM. HU HEMeNKuil SKCIIpeCCUOHU3M, HU pyC-
CKHUIl paMKaIbHBIN CYIIpeMaTH3M JIMO0 KOHCTPYKTUBU3M HE MOTJIM CIIY>KUTh ATOH LIETIH 110
MIPUYMHE CBOUX MCTOPUYECKUX OCHOBAHMU. B TOJIBKO YTO CO3JaHHOM HE3aBUCHUMOM IOCY-
JapcTBe K Omkaiimum cdepam BIUSHUS, CBA3aHHBIM C HEMELKUM BJIJICIOIIUM 3€MEJIbHON
COOCTBEHHOCTBIO KEHTPU U PYCCKUM LIAPCKUM MPABUIIOM, OTHOCUIIUCH C MTOI03PEHUEM.

Opnnaxko nepBast HauboJee pajuKaibHas epeolieHKa 000X aKaJeMUIECKUX TPaJuLni —
HEMELIKON M pyCCKOH — mapasokcalibHbIM 00pa3oM ucxonuna ¢ Bocroka. Bonnemapc Mar-
Beiic (1877 — 1914), Ha MexIyHapoJHOM ypoBHE OoJiee M3BECTHBIN Kak Brnagumup Mapkos,
SIBJISIBLIMIACS KJIIOUEBOW (QUTypoil B meTepOyprckoM XyA0KeCTBEHHOM 00beauHeHuH «Coro3
MOJIOAEKH», MOT OBl TOBOPUTH O 3aJI0KEHUH (PyHIAMEHTa JJIsl TOr0, YTO CTAHOBUTCS OCHOB-
HBIM OJIOKOM MJEH, moafepKuBaeMbIX PHyKCKON Ipynioi XyJ10’)KHUKOB — HauOoJiee SIBHBIX
pacIpoCTpaHUTENIC MECTHOIO aBaHIap/a: BOCXBAIATH OTHOIIECHUE XYIOKHUKA BMECTO IIO-
Ka3aTelIbHOM MMUTALUH, J1€BAIbBUPOBATH MOAPAKATEIbHbIE YMEHUS U NPEBO3HOCHUTH HJle-
MEHTHI JKUBOMMCHON (DOPMBI M MX «IUIACTUYECKHE IEeHHOCTH». Manudect Marseiica «Pyc-
ckuii Cenieccnon», omyonukoBanHbli B JlarBuu B 1910 rogy ctumynupoBai rnepBoe J0Kaib-
Hoe MyOnu4YHOe 00CYKJIEHUE TOrO, YTO O3HAYAET «KOIHUPOBATHY WM «HM3ydaTh» MPUPOAY U
JOIMYCTUM JIM OTKa3 OT (yHAaMEHTAILHBIX MPUHIMIIOB aKaIEMHUYECKONH y4eOHOH CHCTEMBI.
HecMmoTps Ha To, uTO MIen 1 paboThl MaTBelica ObUTH MaJlo M3BECTHBI U TIOPOM MaJIo MTOHST-
HBI IIPU €70 KU3HU, €r0 TEOPETUUECKUE YTBEPHKICHUS CTAIN MOIYJIIPHBIMU MO3XKE.
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Crnenyromas 6osee paaukaiabHas (asa aBaHrapja Obula MpeJCTaBlIEHA XYI0KHUKOM
HuknaBcom Ctpynke (1894-1966), koroperii yumics B Cankt-Ilerepoypre ¢ 1909 mo
1913 rog 1 3XOoM BTOPHJI YTBEPKACHUAM (PYTypu3Ma B CBOUX HECKOJBKHMX HBUIKUX PYKO-
nucsx (1917-1918 rr.), HanpaBiaeHHBIX NMPOTUB TPAJAULIUN U aKaJAeMUi, Kak HauboJjee ry-
OuTeNbHOTO Oaiacta JUisi TBOPUYECKOTO Pa3BUTHs. THUNMHUYHOE (PYyTYPUCTHUYECKOE Mpe3pe-
HUE K KyJIbTYPHOMY HacCJIEIUIO COEAUHSIIOCH C AKLICHTUPOBAHUEM «DJIEMEHTOB M CPEICTB
JKUBOITUCH, OTYACTH OA0OpsAEMBbIM CYNpPEMAaTUYECKUM «IPUBEACHUEM HCKYycCTBa K abCyp-
Zy», TIOCKOJIBKY 3TO TaKXe 00ecledrBalio «YUCTOe MOHMMAaHHE IIEHHOCTU >KUBOIHMCHOTO
AIIEMEHTa.

[Mucarens n Teopernk Aunperic Kyprwiic (1884—1959), xotopsrit u3yyan ¢pumnocoduro u
TeOpHIO UCKyccTBa B bepinmHckoM YHuBepcurere B 1922—1923 rr., U3BeCTEH CBOEH KPATKOM,
HO LIMPOKO PaclpOCTPaHEHHOI Teopuel «aKTHBU3May, UTO 00BbEIUHATIA pa3Hble aBaHTapIu-
CTCKHE 3JIEMEHTBI Pa3IMYHOTO MPOUCXOXKIEHHS (HEMEIKHE, PYCCKHE), B TO YK€ BpeMsl, IbITa-
SCb OTMEXKEBATHCS OT OTJEIbHBIX CYLIECTBYIOIUX HAIPABICHUNI. B COBETCKMI NEPUO «aK-
THUBH3M» PACCMaTPHUBAJICS KaK COCTOSIINN — W3 JIByX HECOBMECTHUMBIX dacTeil — «hopmainu-
CTCKMX» U «PEBOJIIOLMOHHBIX» 3JIEMEHTOB, U3 KOTOPBIX JIMIIb BTOPOH OLIEHUBAJICS KaK IIPO-
TPECCUBHBII.

K cepenune 20-x rogoB XX Beka ujes HallMOHAJIILHOTO HCKYCCTBA BCe B OOJbIIEH Mepe
CTaHOBUTCA OJIM3KON KJIACCHUECKUM M PETPOCHEKTHBHBIM MIUOMaM, a He WIEsIM aBaHTap-
Jla, CBA3aHHOI'O C pa3pyLIUTEIbHON KOMMYHUCTUYECKON peBosronuen. st HEMHOTHUX OT-
HOCSIILIUXCSI K JIEBOMY KpbUIy MapKCH3Ma, OJIHAKO, MOJOOHBIE SKCIEPUMEHTHI C (POpMOii
CUTHAJIM3UPOBAIM O MAaJCHUU Oyp:Kya3HOro OOILECTBa, HE NMPUHMMAas BO BHUMAHHUE COLM-
QJIBHBIX CTPEMJICHUH aBaHrapna.
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OT 3KINEKTUKU 0O AP-OEKO
(apxuTekTypHOE Hacneaue MuHcka nepBoi NonoBUHbLI XX Beka)

B. YepHaToB
hakynbTeT apXUTEKTYpbI,
Benopycckuin HaunMoHanbeHbIN TeXHUYeCKnn yHneepcuteT (MUHCK)

HWCTOPHUIO HAIIMOHAIBHOM KyJIbTYpbl benapycu apxurektypa MUHCKa NepBOi TpeTH

XX BeKka BXOAMT KakK BaXKHasl HEOTbeMJIeMasl cocTaistomasi. OCHOBHBIE 3Tallbl Xy-

JTO’)KECTBEHHBIX MOMCKOB 3TOTO MEPUOAA JIJIi MHOTUX 3014MX OBLIU CBS3aHbBI C 00-
UM PUTMOM JTYXOBHOM MyJbCAllMM E€BPONEHCKON KyJIbTYypbl, OOYCIOBJIEHHBIX OOIIEH
CyJIbOOH U MPOUCXOASIIMMHU COLUATBHO-MOJUTHUECKUMH KaTaKJIN3MaMH.

B MuHcke, B OTJIMUYME OT apXUTEKTYpbl KPYIHBIX CTOIMUYHBIX roponoB (bepnuna, Bap-
maBbl, Benbl, MockBsl, [letepOypra — Jlenunrpana), cpencTBa Xya0KeCTBEHHOW BBIPA3H-
TENBHOCTH  OTIMYAINCh OONblIed caepxaHHOCThIO. [lpu  3TOM  apXUTEKTypHO-
XYJI0)KECTBEHHAsl CTUIMCTUKA Pa3BUBAIACH HEOAHO3HAYHO, 3a4aCTYK0 C HEKOTOPBIM OTCTa-
BaHUEM OT IIPOLIECCOB, KOTOPbIE UMEIN MECTO, Harpumep, B Mockae.

N3BecTHO, 4TO cpeau nesTeneil XyI0KeCTBEHHOW KyJabTyphl bemapycu Oblimun Heopau-
HApHO MBICIISIINE JIUYHOCTH, HA/IEJICHHBIE YMOM M TaJaHTOM, UMEIOIUe Cyry00 MHIUBH-
JNyaJIbHbIE TBOPYECKHE B3IJIABI HA MTPOLIECCHI, MPOUCXOIAIINE B COBPEMEHHOM HCKYCCTBE.
Tax, MuHCKMI apxuTekTop-ckynbnrop Orron KpacHononbekuit (1877-1971) [17; c. 247.]
yke B caMoM Haudajie XX CTOJIETHS YETKO M3Jarajl CBOK MO3MIMI0 MO BOIPOCAM COBpE-
MEHHOT'O MCKYCCTBa, B YaCTHOCTH, IO MpoOJieMe 3aKOHOMEPHOCTH IOCTPOCHUS «apPXUTEK-
TYpHOTO OpraHu3May» U BO3POXKACHUS JIyUIIUX (OPMBI U TIACTUYECKOTO S3bIKa B apXUTEK-
Type [8]. B TeopeTnyeckux KOHIEHIHIX U HEMOCPEACTBEHHO B CBOEM TBOPUYECTBE, CYTy0O0
VWHJVBUTyAIU3UPOBAHHOM 110 XapaKTEPy, OH CTPEMMUJICSA K CO3[IaHUIO BBIPA3UTEIBHBIX I10
KOMITO3UIIMOHHOM TTacTUKe 00beMOB U popM. B cBoeii ctatbe «Moje credo» oH rOBOPHUT O
BO3POKICHUH HAIIMOHAIBHOTO CTUJIS «... JIOOYSACh MPUMUTUBHOM MPOCTOTOM CpeTHEBEKO-
Bbsl, 1 IPOHHUKAIOCHh JYXOM POMaHTHUYECKUX 3aMKOB, B pe3yJibTaTe, He oOpalias BHUMAHUS
Ha HOBaTOpCKHE (OpPMBI MOEH apXUTEKTYpbl, OLIYyIIal0 Ha HEl MaTUHY BEKOB, MEUTAIO O
CO3/IaHUU OPUTMHAJILHOW HAallMOHAIBHOW apXUTeKTypb» [16; c. 13].

Hanpsoxennsie uckanust O. KpacHomnonbckoro Han0osiee BCero 3aMeTHbI B CKYJIBITYPHBIX
paboTax, MHOTHE U3 KOTOPBIX HEOJHOKPATHO 3KCIOHUPOBAIIMCH HA XYy/I0’KECTBEHHBIX BHICTAB-
kax MumHcka'. Opnako HanboJIee SIPKO ATO HAIILUIO CBOE OTpakeHHe B moxomHoM jgome S. Ko-
crposerkoil B MuHcke (coBp. yi. Kuposa Ne 11, 1911 1.).

Bo BHemHeM 005mKke T0XO0MHOTO JoMa 3aMeTHa cKiIoHHOCTh O. KpacHOMOMBCKOTO K IKC-
MIPECCUH, ApaMaTU3ALMU KOMITO3UIIMOHHOTO MOCTPOEHUSI CaMUX apXUTEKTYPHBIX Macc € yT-
BEPIK/IEHUEM LIEHHOCTHU KyJIbTa (POPMBI, IPUAAHUS XYy10’KECTBEHHO-IIIACTHYECKUM CPEICTBAM
¢bunocodckoil 3HAYMMOCTH. ITO, MOKATYH, ObLUTH MEpBbIE POCTKU IKCIIPECCHOHM3MA B Oeno-
PYCCKOIi apxuTeKType. B crity 00beKTUBHBIX 00CTOATENHCTB 3TH HOBATOPCKUE TTOUCKH HE TIO-
JYYWIIA CBOETO AAJBHEUIIEr0 pa3BUTHSL, XOTS CO3JaBajlaCh CUTYallWsl, KOT/Ia MOJIEPH KaK Xy-

' 0. KpacHONO/bCKMil — yYaCTHHK Xy/O/KECTBEHHBIX BBICTABOK MumHcka 1911, 1915 rr.; obmectsa «Orau-
CKO»; BRICTaBKH Mupa nckycctBa B Mockge, 1916 1.
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JIOKECTBEHHOE SIBJICHHE, KaK CIOCO0 CaMOBBIPaXKEHHS B UCKYCCTBE, IIOCTEIIEHHO CTall TpaHC-
(dbopmupoBaThcs B dxcipeccoHm3M [ 13; ¢. 10]. Bo Bcsikom cimydae 3TH BOIPOCHI HYXKAAIOTCS B
JaTbHEHIIeM UCCIIeJOBAaHNH.

[To 3ameicity O. KpacHomnomnbsckoro goxoaubiit qom 1. KocTpoBenkoit uMen «yaapHbIi
aKIEHT HaIPsDKEHMsI, KOTOPBIKA OB COCPEIOTOUEH Ha YIIIOBOM 3aBepiieHnu. OH Obul U30-
OpetatenbHO 00bIrpaH. Ero miactuyeckas rpoTeCKHOCTh NOJYEPKHYTa OPUTHHAIBHBIM 110
(dopme 3pKepoM BTOPOTO 3Taxka, HaJ KOTOPHIM HABHCAET M€OMETPUYECKU YETKUH 00beM
BBIIIIENICKAIIETO JTa)ka. 3aBepliajach YIJIOBas KOMITO3UIMS HHTEPECHOW 1o ¢opme Ha-
YroJIbHOW OaleHKoH (He COXpaHWJIach), yCHIIMBAIOLIEH IKCIIPECCUOHUCTCKOE HACTPOCHHUE.

W3 MHOXecTBa Xy10KECTBEHHO-CTUIIMCTUUECKUX HalpaBlIeHUI B apxuTekType MuHcka
HEPBbIX AECATHIETHH MPOIIEIIIEro BeKa CleAyeT 0CO00 BBIIEINUTh HEOKIACCULIM3M U €ro
CTOPOHHHUKOB, B JIMIE TaJIAHTIUBBIX 3014uux — ['enpuxa [Mas (1875-1936) u Cranucnasa
[eiinykeBuya (1876—-1937). ApXuUTeKTypHbIE MPOU3BENCHUS ATHUX MAaCTEPOB OTIMYAIHCH
BBICOKMMH XY/10’KECTBEHHO-3CTETUUECKUMH XapaKTEPUCTUKAMU. DTU COOPYKEHUS BO MHO-
I'OM U OIpENeNIIN apXUTEKTYPY JOPEBOIIOIMOHHOrO0 MuHcKka. JlocTaTouHO Ha3BaTh Takue
TBOPEHHS 3004MX, KaK 37aHHME OOIIECTBA CEIbCKOXO3SHCTBEHHOIO CTpaxoBaHHs (COBp.
yroi np. @. Cxopunsl 1 yi. Ypuikoro), apxurekrop I'. I'aif, 1913 r.; noxoausrii gom A6-
pammnonbsckoro (coBp. yi. Coserckas Ne 17), apxurextop I'. T'ait, 1912 r.; noxoanslii 1om
¢bupwmnbl «l"ait — CBeHTULIKMIY, apxuTekTop [. T"ait, 1908 r.; noxoansrit nom f. Kocrposer-
ko (ObIB. yn. CoBerckast Ne 20, He coxpanmics), apxurekrtop C. I'eitmykeBuy, 1913 r.;
nojbckuil 6aHk (ObIB. yin. 3axapbeBckas), apxutekrop C. I'eiinykeBud, 1912 r. (e coxpa-
HUJICS).

B npuBeneHHbIX npuMepax OTYETIMBO MPOCIECKUBAIOTCS CTPEMIICHHUS apXUTEKTOPOB K
BO3POKIACHHUIO YTPAYEHHBIX I'PAIOCTPOUTEIBHBIX TPAAULIMNA U CO3/1aHUsl TAPMOHUYHOMN Iie-
JIOCTHOCTH LEHTpaJIbHOW 3acTpoiiku MuHcka. B cBoem TBopuecTBe 3014M€ CO3HATEIHHO
UCTIOJIB30BAJIM CHHTE3 apXUTEKTYpPbl U H300pa3UTENbHBIX IIACTUYECKAX UCKYCCTB. B man-
HBIX paboTax CHMHTE3 BBICTYyIAET KaK MporpaMMHasi 11ejb, KOTOpasi KOppeCcHOHANPOBajach ¢
aHAJIOTUYHBIMU SIBJICHUSMU 3apyOeKHBIX 3044uX Ap-HyBo, Ceneccuona u lOrenn ctuis.
[TonoGHast mpakTHka MoOy’kaana K MHOTOCTOPOHHEH TBOPYECKOW AEATENIbHOCTH, UHUIMH-
pYys IPOLIECCHl B3aUMOOOOTallleHUsI apXUTEKTYPhI U IUNIACTUYECKUX UCKYCCTB.

Xapaktepusys apXuTekTypy MuHcka Hayana XX Beka, Obu1o Obl YMECTHO Ha3BaTh UMS
€Ille OHOI0 TAJaHTIUBOTO OEIOPYCCKOro 30AYEr0 C SIPKO BBIPAKEHHOW TBOPUECKON MHIU-
BuAyanbHocThI0 — Bukropa Ctpyesa (1864—1924). Otor MacTep Ha MPOTSHKEHUM psja JIET
(1893-1913) sBisiics MUHCKUM €MapXHUaJbHBIM apXUTEKTOpoM, 3ateM ¢ 1914-1917 rr. —
MHUHCKHM I'yOEpHCKUM apXUTEKTOPOM, a ¢ 1924 r. — MUHCKUM FOpPOJCKUM apXUTEKTOPOM.

[Ipodeccnonansuas nestenbHocTh B. CTpyeBa OblTa CBsi3aHa C HMPOECKTUPOBAHUEM U
CTPOUTEIBCTBOM KYJIBTOBBIX COOpPY’KE€HHMH, JIyXOBHBIX YUYWIHIL, LEPKOBHO-IPUXOJCKUX
IIKOJI ¥ JPYTHX TPaXIaHCKUX 31aHui. OHAaKO HauOOoJblIee MECTO B €0 TBOPUYECKOH OHO-
rpaduu 3aHUMaIM HEOOJBIIHNE MTPUXOACKHE XPpaMbl, pa30pocaHHbIC TI0 BCed MUHCKOM erap-
XHUU. DTO 0OCTOSITEILCTBO 00S3BIBATIO 30,{4€T0 BHUMATEILHO 3HAKOMUTBCS C IPUEMAMU BO3-
BEe/ICHUsI MOJ0OHBIX OOBEKTOB MECTHBIMH MacTepaMH. B cemax M OTHalIeHHBIX IEPEBHSIX
CtpyeB uccnenyer AEHCTBUTEIBHOCTh, M3y4aeT OOrarcTBO M CBOeoOpasne OenopyccKoi
KyJIbTypbl. UyTbeM XyJI0’KHHMKA CTPEMUTCS IPOHUKHYTh B 3Ty «0O€31HY» M mocTtuds ee. Bee
3TO TBOPYECKH 00OTraIaio Macrepa, MpruaaBaio HOBBIM UMITYyJIbC IOUCKY. B pe3ynbrate 03-
HAKOMJIEHHSI C HApOJHBIM TBOPUECTBOM OH CO3JaJl PsJl MHTEPECHBIX apXUTEKTYPHBIX MPOU3-
BeJ/ICHHIA, 00pa3HbIil CTPOW KOTOPBIX aIEKBATEH U HAPOIHOMY «3IOCY», U IyXy COBPEMEHHOU
smoxu (1iepkoBb Anekcannpa Hesckoro B Muncke, 1898 r.; Crnaco-IIpeoOpaxkeHckas 1ep-
koBb Ha cT. ['opoges, 1908 r. (He coxpanuiack); HapoaHbelii 1oM, COOPYKECHHBIH B YeCTh
300-netust moma PomaHOBbIX B MuHCKe (IIEpKOBHBIN-HCTOPUKO-aPXEOJIOTUUECKUN MY3€il),
1913 .
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Jlaxke MOBEpXHOCTHBIN aHAIN3 3TUX Pa0OT MMOKA3bIBAET, UTO «PYCCKHUI» CTUIIb OCTENEHHO
TPaHC(POPMUPOBAJICS B «HEOPYCCKUM CTHIIBY. OTENbHBIE K€ PAaOOTHl MOKHO OTHECTH K «HE-
obenopycckomy ctumoy». Hampumep, npoekts! epksu B ¢. O0poBo, [Tunckoro yesna, 1907 r.
[10]; uepxBu ms c. SAcrpedns, HoBorpyackoro yesna, 1911 . [11].

" Bce xe B. CtpyeB — MacTep MENKOW IUIACTHKH, XyAOKHUK apXUTEKTYPHOU NETalH, ¢
WH/IMBUTyaJIbHOM METOJIMKON MOKMCKa 00pa3HOil BbIpa3suTebHOCTH. [lopoii, OTTOIKHYBIINCH
OT UHTEPECHOH (POPMBI WM YJAYHO HANICHHON AETaaM, OH NOCTENEHHO NPUXOANI K OpraHu-
YECKM LIEJIbHOM, 3aKOHYEHHON apXUTEKTYypHO-XYAO0XKECTBEHHONW KOMIIO3MIMU. PUTMHUeCKUii
CTPOI MOBTOPSEMOCTH JIETAJIM SMOLMOHAIBHO YCHJIMBAJ BIEYATIEHHUE, MO3BOJISUT Oojiee Tity-
OOKO TIPOHHMKHYTH B TBOPUECKUH 3aMBICENT aBTOpa. brrarofgapst riry0OKMM 3HAHUSM HAIMOHAITh-
HBIX TPaJULIMIA OeIOPYCCKOro 30]4€CTBA, APXUTEKTYPHO-XY10-)KECTBEHHAsI BBIPA3UTEIbHOCTD
MHorux padot B. CtpyeBa oTanyaercsi 4eTKUM, ITOYTH CKYJIBITYPHBIM CHITy3TOM. CTUIM3aLus
&Ke JeTajell M y30p4aToCcTh POJAHUT UX C PYCCKUM (MOCKOBCKMM) MOJIEpHOM. B cBoux apxu-
TEKTYPHBIX IPOU3BEACHHUSX 30JUMI C OOJIBIION OTBETCTBEHHOCTHIO OTHOCUTCS K MaTepHaIy.

EcrecTBeHHO, ObUIM M ApYTHE apXUTEKTOPHI, paboTaBiine B MUHCKE, MHOTHE U3 KOTO-
PBIX 3aHUMAINCh WHIAUBUAYAIbHON NMPAKTUKOW. BHINOJHEHHBIE UMU MPOEKTHBIE MaTepua-
JIbl TaK W HE MONAIH B apXUBBL, YTO B HACTOAILEE BPEMs 3aTPYyJHSET BBIIOJHEHUS TOYHON
Hay4yHOU aTpuOyuunu. Kak nmpaBuiio, 3Tu apXUTEKTOPHI IPOEKTUPOBAIIA U CTPOUIIU €AUHUY-
Hble 00beKkThl. Tak, apxutekrop M. [Ipo3zopoB (1860—1921) mocTpous »xKene3HOI0POKHYIO
1epkoBb Bo uMs Kazanckoil boxbeit marepu B MuHcke B «Bu3aHTHiicKoM ctuiiey (1914 r.).;
apxurexkrop Tomaru [Tasznepcku (1864—1908) 3anpoextupoBain kocten cB. Cumona u Ene-
HBbl B «POMAHCKOM CTHJIE», KOTOpbIi ObuT Bo3BeAcH B 1910 r.; mo mpoekty f. ['mH3Oypra
(oTLa M3BECTHOTO POCCUICKOro TeopeTuka apXUTeKTypbl 1930-x IT.) ObLT 3alpOEKTUPOBAH
MaHCapAHbIN 3TaX B CTHIE MOJepH roctuHHIbl «EBponay (1911 r.); mo mpoekram He ycra-
HOBJIEHHBIX aBTOPOB ObUIH IMOCTPOEHBI B «MAaBPUTAHCKOM CTHJIe» TaTapckas meuets B 1901 r.
u xopanbHas cuHarora B 1902 r. IIpu BceM MHOT00Opa3uu CTUiIeH 3TH pabOTHl HHTEPECHBI
U C apXUTEKTYPHO-XYI0’)KECTBEHHOW TOYKM 3peHHs. OHAKO HE BCE OHM BBINOJIHAIMU T'pa-
nooOpasytromire GpyHKIUH, XOTs, 0€3yCIIOBHO, CIIOCOOCTBOBAJIM MOBBIIICHUIO cTaTyca MuH-
CKa — BTOPOro nociie BuinbHO KyJIbTypHO-UCTOPHUYECKOTO LIeHTpa benapycu.

[Tocne rpaxmanckoi BoiHBI (K cepeaune 1920-x IT.) SKOHOMHUYECKass 3HAUYUMOCTH
MpuHcka Kak cToauisl benapycn 3HaUNTENBHO BO3pOCia, YTO HAIJIO CBOE MPSIMOE OTpaKe-
HUE B aKTHBU3ALIUU apXUTEKTYPHO-CTPOUTENBHOM AesTenbHocTU. [losiBruachy octpast HeEOO-
XOAMMOCTb CTPOUThH HE TOJIBKO JKUJIbE, HO U KPYITHBIE 3[aHUs OOIIECTBEHHOTO HA3HAYCHMUS.
OpHMM U3 NEPBBIX 3HAYUMBIX COOPYKEHUH MOCIEPEeBONIONMOHHOr0O MuHcka Obutl lom
kpectbsHuHa (yron yia. K. Mapkca u yn. KpacHoapmeiickoit), BO3BEI€HHBIH 110 MPOEKTY
C. I'efinykeBuua, 1929 1. (He coxpaHuics). 3aTeM CTaIH MOSBISITHCS TaKhe OOBEKTHI, KaK
3nanne benxkommynOanka (yron yiu. Jleamna u yn. K. Mapkca), 1927-1929 rr.; 3manue
I'ocbanka (yron yiu. Jlenuna u yn. CoBetckoit), apxurextopsl ['. T'onbir u M. [lapycHukoB,
1927-1930 rr.

Konery 1920-x rr. xapaktepusyercss OoyblIoi pabOTOM, CBS3aHHON C IMPOBEIECHUEM
TBOPYECKUX KOHKYPCOB Ha CTPOUTENILCTBO KPYMHBIX OOBEKTOB pecilyOIMKaHCKON Ba)KHO-
ctu. Tak, B pe3yJbTaTe TBOPUECKOIO COCTS3aHUS Ha JYYIIUHA IPOEKT YHUBEPCUTETCKOIO
ropojaka (1926 r.) naubosiee yaa4HoOH, IO MHEHHIO JKIOPH, ObLTa paboTa MOCKOBCKOTO ap-
xutekTopa M. 3anopoxuna.

B 31u roxel pa3BopauuBaeTcs CTPOUTENIBCTBO OOJIBHUYHOIO KOMIUIEKCA 1-ro KIMHHYe-
ckoro ropojka 1o yi. [lTymkunckoii (coBp. np. @. Ckopunsl), mpoekT apxurekropa I'. JIaB-
poBa. OcyIecTBIsAETCS NPOEKTUPOBAHNE U CTPOUTENBCTBO 3[AHUS TOCYAapCTBEHHON OMo-
moteku (1929-1934), apxutexropsl b. XXonrkesuy, I'. JIaBpoB npu KOHCYJIbTAIlMH apXH-
TekTopa A. BecHuna. [lepBoHauanbHO MIaHUPOBAIOCH PA3MECTUTH €€ PAJIOM C YHUBEPCH-
TETCKUM TOPOJKOM, Ha TOM MECTE, I[JI€ B HACTOALIEE BpeMsl HaxoauTcs 31aHue Jloma mpa-
BUTENIbCTBA.
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B camom konue 1920 nauane 1930-x rr. B psipl TBOPUECKON MHTEITIUTEHIIUN BIMIIACH
HOBasl IUIesila 3014uX, MPOLIEAMNX NPO(ECCHOHATBHYIO MMOATOTOBKY B COBETCKOW apxXu-
TEKTYpPHOH LIKOJE U BOCHHUTAHHBIX B JyX€ HAEANOB counanu3ma. HoBas apxuTekrypa B ux
WCIIOJTHEHUH YK€ MOTEPsIa HAlMOHAJIbHBIM KOJIOPUT M CTajla pa3BUBAThCS KaK YacThb MHO-
TOHALIMOHAJILHON COBETCKOM apXuTeKTyphl. [loaToMy mepuonusaiust apxutektypol bena-
pPYyCH C 3TOTO BPEMEHHU CTaja BO MHOTOM COBMAAaTh C OOIIEH mepuoan3aueid COBETCKOM
aApXUTEKTYPBHI.

B 311 rozpl co Bcelt ocTpoTOil pa3BEepHYIOCH MPOTUBOOOPCTBO MEKIY CTAPOU «OYypxKy-
a3HOM TBOPUYECKOM MHTEJUIMICHLIMEN» U YaCThIO 3apOXKAAEMOW, HOBOM MPOJIETAPCKOM, KaK
oHH cebs npencTaBisn. [1ox 103yHTOoM 60pb0BI TPOTHB OypPXKYa3HOTO HAlMOHATH3MA ObI-
Jla OpraHU30BaHa OTKPHITAsl TPABJSA TAJaHTIMBBLIX MpEICTaBUTENEH OeTOopyCCKON apXUTEK-
typbl: C. I'efinykeBuua, JI. Tuccena, M. Knumona, C. I1labyneBckoro u ap. Kak ormeuan
uckycctBoBen A. KacremsHckuii, Ha apxutektypHoM (ponte BCCP 3anumaror ompene-
JIEHHOE MECTO JBE rpymnmbl: cTtapblie apxutekTopsl — C. IefinykeBuu, A. [lenucos, . Tuc-
CeH U Jp., ABJISIONIMECS MPEACTaBUTENSIMU OypiKya3HOTO SKIEKTH3Ma, U MOIOJbIE, Tpo-
menmue mkony BXYTEMACa, BXYTEWHa — I'. Jlaspos (1927), U. Bonoasko (1928),
A. Bounos, H. I'mmspos, A. KpsuioB (1930). Ilo MHEHHIO TOTO K€ aBTOpa, apXUTEKTOP
C. I'efimykeBuY 3acThUl HETMOJBMKHO Ha cTapblx mnosuimsx, a A. Jlenucos, I'. Kupuk,
J. Truccen nmuTaroTCsl apXUTEKTYPHBIMU 3JIEMEHTaMU KalUTATMCTUUYECKON SIIO0XH, yHaJHuYe-
cTBa. Mososiple k€ apXUTEKTOPhI IBITAIOTCS MCKaTh apXUTEKTYpHbIE (POPMBI, COOTBETCT-
ByIOIIME TpeOOBaHUSAM Haileil coruanuctudeckor smoxu. He 3abpu1 A. KactensHckuili u
poccuiickux 3oaunx W. 3anopoxkua, . Jlanrdapna, A. Byposa, I'. I'onbua, A. Omnst, KOTOpbIE
10 ero yOeXKIEeHHUI0, Hacax1anu B benapycu «CoBpeMeHHBIH KOHCTPYKTUBU3MY [7; ¢. 23].

HHTepecHO MHEHME €lle OJIHOIO COBPEMEHHMKA TeX JeT — uckyccrsoBena H. Illekoru-
XHMHa, KOTOPBIA B 0JHON M3 cBoux crarteid «HoBbl MeHCKk» Kak OblI MOJIBOJAUT UTOT apXUTEK-
TYpHO-CTPOUTENbHON JAedTenbHOcTH MuHcka 3a 1920-e rr. B yacTHOocTH OH OTMEYal, 4To
yKe ceiidac HaMeTUIIaCh CYIIECTBEHHAs! pa3HUIlA MEXKIY «TYOSpHCKUM ropoaoM MUHCKOM»
Y COBPEMEHHOU TPOJIETAPCKON OETOPYCCKOM CTONUIICH. APXUTEKTypa ropojia aKTUBHO 00-
HOBJISIETCS, O YeM CBHUJETEILCTBYIOT HOBBIE CBETJIbIE 3/aHUS pabounx KiIyOOB, Hay4dHO-
IIPOCBETUTENBCKUX U TOCYJAPCTBEHHBIX YUPEKIACHUI.

OtMmeuas MHOTHE TOJIOKHUTEIbHBIE KaueCcTBa COBpeMEeHHOM apxuTekTypsl, H. [llexoTnxun
BBICKa3bIBAET CBOM IPEIJIOKEHNUS, HAIPUMEpP, O HEJOCTATOYHOM MCIOJIb30BaHUN CHHTE3a ap-
XUTEKTYpbl C IPYTMMHU BUJIAMH IIACTUYECKMX HUCKyccTB. OH oTMedan, 4Tto B 34aHuu Jloma
KPECThsIHMHA HE JIOCTaeT CKYJbNTYpPHOM KOMIIO3HMIIMHM, KOTOpas Morjia Obl JOCTOMHO Mpora-
TaHIUPOBATh UICH0 KOJUIEKTUBU3ALIMY U UHyCTPUAIM3ALMU CEIbCKOro Xo3sicTBa. [1o 3ambic-
ay apxutektopa C. ['eiirykeBrua Iiyxue CTEHbI B YIJIOBBIX YACTSAX 3/1aHUS YK€ U3HAYAIBHO
ObUTH MpeTHAa3HAYEHBI 711 TOJOOHBIX Xy 10’KecTBEHHbIX kKoMno3uiwid. H. IllekoTuxun cuntar,
4TO B paboumx Kiry0ax Moria Obl C yCIEXOM BHEIPUTHCS M300pa3HUTeNbHAS XYy10’KECTBEHHAs
TIaCTUKA «...I1 1HIIAS JIPKOpAIbli 3 PAIBOJIOUBIMHBIX TOJ3€H a0o0 COLBBUTICTHIYHATA
Oynayniura» [15; c. 10 — 11]. On noHuMaUt, 4To cieayeT pa3BUBaTh MOHYMEHTAIbHOE UCKYC-
CTBO B KOHTEKCTE C HOBBIMH UJICHHO-ITOJTUTUYECKUMHU 337ja4aMy MOJIOJION peCITyOIUKH.

B sroii ke cratbe H. IllekoTuxuH noasepr pe3koi KpUTHKE IPaOCTPOUTEIBHYIO ITOJIH-
TUKY, IPOBOJUMYIO apXUTEKTYPHBIMU ciTy>k0amu ropoja. Ilo ero MHeHHIO, MHOTHE BHOBB
BO3BOJIUMBIE OOBEKTHI, UX MECTa PACIIOJIOKEHHUS B CTPYKTYypEe TOPOACKOrO OpraHM3Ma He
BCEr/la 4eTKO (YHKIMOHAIBHO MPOAyMaHbl. B yacTHOCTH, OH BBIpa3uil CBOE HECOTrJacue
OTHOCHUTEJIBHO MECTa Pa3MEIEHUs] YHUBEPCUTETCKOIO TOPOAKA. DTOT TOPOACKON yYacToOK,
OTBEICHHBIN IOJ] 3aCTPOMKY BBICIIETO YUEOHOTO 3aBE/ICHHUS, PACTIONOKEH KpailHEe Heyad-
HO. Bo-mepBbIX, HEMOCPEACTBEHHAs! OJIM30CTH KEJIE3HOIOPOKHOTO BOK3aja. Bo-BTOpBIX,
MEPUMETP TEPPUTOPHUH CTYJIEHYECKOI'O0 FOPOJKA OTPAHUYEH TPAHCIIOPTHBIMM KOMMYHUKA-
UMM, YTO HE JOIMYyCKAaeT MEePCHEKTUBHOTO POCTAa TEPPUTOPHUH. B-TpeThux, Iym u pyrue
BpEIHBIC SKOJIOTHUECKHE (GaKTOPHI HE OJIATOMPUITCTBYIOT yUeOHOMY MPOIIECCY.
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B navane 1930-x rr. Ha MOJIOXKEHUE JI€T B apPXUTEKTYpPE OKa3bIBaJIU CUIBHOE BO3/IEHUCT-
BHE€ KOMAaHJIHO-aJIMUHUCTPATUBHBIE METOAbl PYKOBOJCTBA. ['OocyaapcTBeHHass MIE0I0THUs
TpeboBaJla €IMHOW XYJI0KECTBEHHOW HampaBlieHHOCTH. Tak, moctaHoBieHue «O mepe-
CTpOMKE JIUTEPATYPHO-XYI0KECTBEHHBIX OpraHu3auuii» 1932 r. nmpuocTaHaBIUMBAJIO JEs-
TEIbHOCTh BCEX TBOPUECKUX OpraHu3aluid. B uckyccTBe, BKIIOYas U apXUTEKTYpy, ObLI
olpezielieH MyTh Ha OCBOEHHE Kilaccuyeckoro Haciaeaus. [Iponsonuia kaHoHU3aUs CTUIIS B
COBETCKOW apXUTEKType, YTO MPUBEIO K TOPMOKEHHUIO €CTECTBEHHOTO X0Jla Pa3BUTHUS HC-
KyccTB. [TonBITKH yNIPaBIsSITh KyJIbTYPOH KOMaHIHBIMA METOAAMHE OBUTH UyXIbl TeHETHYE-
CKO MpUPOJIE TBOPUECTBA, OKA3BbIBAJIN PA3PYLIMTEIBLHOE BO3AEHCTBIE HA XY I0KHUKOB.

W3 BeicTyruienust A. BounoBa Ha 1 BcebGenopycckoMm cbesne apxutektopoB (1935 r.)
BUJIHO, 4YTO O€JIOopyCCKHe 30/19Me YETKO BBIMOJIHSAIN JaHHOE MMOCTaHOBJIeHHE. B yacTHOCTH,
OTXOJl OT KOHCTPYKTHMBHU3Ma, 0 MHeHUIO A. BouHoBa, natupyerca 1932 r. On oTrmeuai,
YTO pe3yJIbTaThl €lle He BUAHBI, TaK KaK OOJIIIMHCTBO OOBEKTOB HAXOJIUTCS B CTaJHUH
cTpouTenbcTBa. ONHAKO CErofHs Mbl BUIUM, YTO MHOTHE aBTOPHI YXKE CTPEMSTCS OTOUTH
OT «KOpPOOYaTOCTH» U clielaTh apXUTEKTYpy B IOJHOM COOTBETCTBUU C TPEOOBaHUSMU
BpeMeHH [9].

EcTecTBEeHHO BO3HHKAET BOIIPOC, IMo4eMy B MUHCKE Tak Majlo NPOM3BENCHUM KOHCT-
PYKTHBU3MA (3/1aHHE HAIIMOHAIBHON OMOIMOTEKW U 37aHHE OOCEPBATOPHH, apPXUTEKTOP
N. Bononpko, 1932-1934)? OtBer Ha 3TOT BONPOC 3aKiIrOYaeTcss B clenyromiem. Bo-
NepBbIX, 10 cepeauHbl 1920-x rr. B ropojae NpakTUYECKHU MOJHOCTHIO OTCYTCTBOBAJIO pe-
aJIbHOE CTPOUTEIHCTBO. BO-BTOPHIX, MOJOOHBIE MPOU3BEACHUS MOTIN BO3HUKHYTH TOJIBKO
B koHIle 1920-x — Havane 1930-x rT. ¥ mepBOHAYAIILHO OBUINM MPUBHECEHBI MOCKOBCKUMU
apXUTEKTOpaMHU, TJ€ MPOIECChl XY0KECTBEHHO-CTHIINCTUYECKOTO MOMCKA HAYaJIUCh OYK-
BaJIbHO ¢ nepBbIX JieT 1920-x rr. [IponsBeneHns JaHHOW Xy0’KECTBEHHOW HaIlpaBJIEHHO-
CTH MOIJIA MOSIBUTHCSI B PE3YJIbTAaTE TBOPUECTBA MOJIOJBIX aPXUTEKTOPOB — BBITYCKHUKOB
BXYTEMACa — BXYTENHa xonna 1920-x rr. [1]. OnHako ux oTpsx ObLUT CIUIIKOM Ma-
JIOYHMCIICHHBIM U, KpPOME TOT0, MOJIOBIE 304Me €Ille He BIaJeI HEOOXOIMMBIMH 3HAHUSI-
MU IJI pellieHus] UACHHO-XYA0KECTBEHHBIX U YTHINTAPHO-MPAKTUYECKUX 33134, 000CHO-
BaHHEM (PYHKIIMOHATBHOHN 11e1eCO00Pa3HOCTH HOBOW apXUTEKTYpHOU (opMbl. MHOTHE Je-
O1oTHBIE pabOTHl OBLIM CIMIIKOM CKOPOCIIENbl M HE BCErja YeTKO BhIpa)kalld camy CYTb
WUJIEUHOM SMaHallUi KOHCTPYKTHUBU3MA.

Ortan 1932—-1941 rr. ObuT CBSI3aH C pa3BUTHEM apXUTEKTypbhl MUHCKa, B OCHOBE KOTO-
poii Jekana TBOpUECKasl KOHILIEMLMS OCBOEHHUS KIACCHUECKOIo Hacieaus. JTOT IMpoLecc
poTeKas 00JIE3HEHHO U HEOAHO3HAYHO, COBCEM HE TaK, KaK ATO 3BydYallo B TOPKECTBEHHOU
pensunn A. Bounosa. }O. Eropos cnpaBennBo OTMETHII HA OAHOM M3 3acCElaHuM, IPOXO0-
musieM 11.03.1948 r.: tak, ecnmu B Mockse, HaunHas ¢ 1932 r., yxe nepenuin Ha OCBOE-
HUE KJIACCUKH, TO B benapycu Bce erie mpoaomkanoch TedeHne «OMUHOBCKOI apXHUTEK-
TYpBI «...OT KJIACCHYECKOW KOJIOHHBI OTIHUPAINCh BCE AETAU, U CUYUTAIOCh, UTO CO3JANIH
4yTO-TO HOBOE» [3]. Jlasiee yueHbIN NOJYEpKUBal, YTO BUHA 3a OTCTaBaHUE MUHCKOW apXu-
TEKTYpPbI OT OOIIECOI03HOTO Pa3BUTHUS JOKHUTCS HA CAMOTO BIMSTEILHOTO MacTepa, Mo My TH
KOTOPOTO MOIILIX MoJioAble apxuTekTopsl. Koneuno, 0. EropoB umen B BUly apxuTeKkTopa
N. Jlanrbapna (1882—1951) u takme ero mpousBeneHus, kak Jlom oduiepoB u 3maHue
IJIaBHOTO Kopityca AKaJieMHUH HayK.

CrnenyeT OTMETHTH, UTO OLleHKH TBopuecTBa W. JlanrGapaa B pa3Hble rojibl U C pas-
JUYHBIX MO3ULUNA ObUIH MPOTUBOPEUUBBI. TaK, CTODOHHUKN OCBOEHUS KJIACCHUYECKOTO Ha-
CllelUsl YTBEPKAAJIN, YTO 30UYMi B CBOEM TBOPYECTBE HE CMOTI MPEOAOJIETh «KOHCTPYK-
TUBUCTCKUX» B3MISAA0B. [[pyrue ke aBTOpBI CYMTAIHU, YTO TBOPUYECTBO MacTepa — 3TO IO-
CTyIaTEJIbHBIN IIAr BIIEPE B Pa3BUTHUU COBETCKOM apXUTEKTypbl. B KOHEUHOM HUTOrE 3TO
TOBOPUT O TOM, YTO HACTOSIINE MPOU3BEICHUS APXUTEKTYPbl HUKOTO HE OCTABJISIOT PaB-
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HOJIyIIHBIM, M00 MX XYJ0’KECTBEHHO-3MOIIMOHAIbHAsE 0Opa3HOCTh HACHIIIEHA BBICOKOU
ACTETUYECKON AHEPreTuKon aBTopa. Tak, 3ganue loma npaButenscTBa B MUHCKE, SIBISISICH
OJTHMM M3 CaMbIX 3HAUMMBIX apXUTEKTypHbIX NpousBeaeHuil WM. Jlanrbapna, okasanock Ha
JIOJITHE TOABl B «XYA0KECTBEHHO-CTUIMCTUYECKOM I10JIE», B KOTOPOM HE MPOCIEKUBAINCH
HaMpsMYI0 UAEHHBIC CBSI3U HU ¢ Teopueid M.S1. ['uH30ypra, HU C ICTETUUECKUMH B3I, IaMHU
N.B. XKontoBckoro. OpHAako CErofHs OYEBHIHO, YTO TIPU OIIEHKE XYJI0’KECTBEHHO-
CTWJIMCTHYECKUX JOCTOMHCTB JAaHHOH paboThl MacTepa yMECTeH TEpMHH «ap-IeKo». Ap-
JeKo — uckycctBo 1930-X IT., meproaa Mex.ry 1ByMsl MUPOBBIMH BOMHAMH, KOTOPOE COYETa-
710 B ce0e KJIACCHYHOCTh, CHMMETPHUYHOCTD U MPSIMOJTMHEHHOCTH [ 14].

Hecmotps Ha nonutnueckyro nzonupoBanHocts CCCP, kynbTypHbIe cBsizu BocTtoka u
3anaza MpoAoJDKalNd OKas3blBaTh MO3UTHUBHOE BO3JEHCTBHE Apyr Ha apyra. CTWiIb «ap-
JeKo» TIpoHukan Bo MHorue crpanbl mupa u CCCP He Obln1 uckitoueHueM [4; c. 95].
B 3T0il Xy10KeCTBEHHO-CTHJIMCTUYECKON HAIPaBIEHHOCTH paboTaal U MHOTHE H3BECT-
HBIE MacTepa COBETCKON apXHUTEKTyphwl, Takue kak A. Bmacos, U. T'omocos, b. Hodan,
. Yeuynun [12;. c. 405.], Bkmrouas u U. Jlanr6apna. CrnenoBarensHo, aBTop Jloma mpa-
BUTENBCTBA B MUHCKE CTOSUI Ha CaMbIX MEPEAOBBIX MO3ULUAX MUPOBOM Xy105KECTBEHHOM
KyJbTypbl. bauTenbHas coBeTckass KpUTHKA 3aTPYIHSAJIACh MPUYMCINTH 3CTETCTBO JAH-
HOW pabOTBhI K «BPAXKECKUM MPOSBICHUSAM 3aragHOl OypiKya3HOH KyJIbTYypbD». 3JaHHE
JloMa npaBuTENbCTBA 110 MIPABY BOILIO B 30J10TOM (OHJ coBeTCKOM apXuTekTypbl. Co3za-
Bast 3To npousBeneHue (1929-1934) U. JlanrGapa nmoHuMani, 4YTo oNpeaestonieil uepTou
HNOHSTHS TPATULMOHHOCTH HAIIMOHAIBHOIO OEJI0PYCCKOro 30/14€CTBA SIBJISETCS CAEpIKaH-
HOCTb, BBIPA3UTEIBHOCTh CPEJCTB MPU SICHOCTH, YUCTOTE MPUEMOB U COOJIIOJIEHUN TIPUH-
IIUIIOB aHCaMOJIEeBOCTU 3acTpoikH. braronapss HOBaTOPCKUM TPaTULUAM, 3aJ0KEHHBIM
npu co3mpanuu Joma mpaBUTENBCTBA, 3TO COOPYKEHUE M Yepe3 0ojiee YeM IMOITyBEKOBYIO
HCTOPUIO BOCIIPUHUMAETCS BIIOJIHE COBPEMEHHO.

Jom Kpacnoit Apmun, HeiHe [lom oduuepos (1934-1939), — onHO W3 3HAUUTEITBHBIX
tBOpeHui U. JlanrGapa, mpu co3gaHuu KOTOPOro ObLIM UCIOIb30BaHbI IPUEMBI MOJIEPHU-
3alliU KJIACCUKH, HE B MOPSIIKE PETPOCIIEKTUBHOIO MO/IX0/1a, & U3 YCIOBUN HOBOM XyH0xke-
CTBEHHO-ICTETHUUYECKOM MOJIUTUKHU COLMAIN3Ma — TBOPUTh «HOBYIO PEAIbHOCTBY [5; . 148].
Tem caMbIM OH Ha MPAKTHUKE MOKa3all, YTO BIOJIHE pa3/eiseT TBOPUECKYIO KOHIIETIIIHIO
N.A. ®omuna (1872-1936), xotopsiit B 1936 1. chopmymaupoBan cOOCTBEHHYIO AeKiIapa-
U0 MCITOJI30BaHUsI HACICIUS KIIACCUKH [6].

B pemenun rnaBuoro dacaga JJoma odunepoB U. JlanrGapa B HOBOIM pemakiuu Hc-
M0JIb30BaJI KJIACCUYECKHE MPUEMBbI U ()OPMBI, OTYUYUBIINE B HAPOJE HA3BAHUE «IIPOJIETap-
CKas Kiaccuka». Tak, TpeX4eTBEpTHbIE KOJIOHHBI, OXBAaThIBAIOIIHAE BCE YETBHIPE ITaXKa LIEH-
TpaJIbHOTO 00BeMa 3/1aHusl, OBLIH JIMIIIEHBI KanuTeNnel u 0a3, He uMenu YHTa3uca. Heobxo-
JUMO TIOAYEPKHYTb, YTO KOJOHHBI HECYT HE TOJBKO XYIO)KECTBEHHO-ICTCTHYECKYIO Ha-
IPYy3KY, HO U BBIMIOJHSIOT BaKHYIO KOHCTPYKTUBHYIO (DYHKLHUIO — BOCIIPUHUMAIOT HArpy3Ky
MEXIyITAKHBIX IIEPEKPBITHH.

[TockonbKy 3Ty pabOTy BBIIOIHSI MacTep, Ha HETO CTajla paBHATHCS MOJIO/Ask TOPOCIh
apxutekTopoB. [IpousBenenust W. Jlanrbapaa, mo cyTH, TO3UTUBHO BJIMSUIA Ha BECh IPO-
recc (hOpMHUPOBAHHSI COBPEMEHHOW XyHI0KECTBEHHO-ICTETUYECKOW cpeapl MUHCKAa W BO
MHOI'OM OIIpEJeNIAIN KaueCTBEHHBIH ypOBEHb MPOQECCHOHATIBHOIO TBOpUecTBa benapycu.
Y W. JlanrGapna mOSBHIOCH MHOXECTBO mocienoBateneid (A. BownoB, A. Bbperman,
A. Kpouios, I'. Skymko u ap.). JloctatogyHO Ha3BaTh TaKWe COOPYKEHHMsI, KaK 37aHUE TIap-
TUHHBIX KypcoB, Koy Ne 4, 31aHue TocTUHULBI «benapych», )KUIOH 10M FOpUCIOIKOMA
u apyrue. [loapIToxuBas apXuTEKTypHO-CTPOUTENBHYIO PAKTUKY JOBOEHHOro MuHCKa Ha
cosemanuu ot 11.03.1948 r. A. BounoB ormeuai, uro apxurekrypa 1930-1941 rr. Hecna
Ha ceOe IMmeyaTh CTPOTOM MPOCTOTHI U SICHOM BBIPA3UTEIBHOCTH HJCH CONMATMCTUYECKON
apXUTEKTYpHI [2].
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Apxurektypa MuHcka nepBoi TpeTr XX CTONETHS, Pa3BUBAsACH B CIOKHBIX UCTOPHYE-
CKHX YCJIOBHUSIX, HECMOTpSl Ha BCIO IMOAYMHEHHOCTh M 3aBUCUMOCTb OT HJACHHO-
MOJIMTHYECKUX TOCYJAapPCTBEHHBIX YCTAaHOBOK, CMOTJIa COCTOSIThCS KAaK CaMOCTOSTEIbHAs
HAI[MOHAJILHAS IIKOJIA ¥ BHECTH CBOW BKJIAJl B COKPOBHUIIIHHILY OOIIEEBPOIIECHCKOMN XyI0XKe-
CTBEHHOM KYJIBTYPBHI.

Jlureparypa

1. ApxutektypHbie mKoiasl Mockssl // [lenaroru u BoimyckHuku 1918-1999. M.: Jla-
1bs1, 2002. C6. 3. 112 c.

2. BIrAHT/. ®onx 68. Omn. 1 yn., ex. xp. 52, 1. 38.

3. BI'AHT/ ®onnx 68. Om. 1, en. xp. 52, 1. 37.
4. boxos, A. IIpu Ap-nexo (On Art-Deco) / A. bokos // IIpoekt Poccus. 2003. Ne 19.

5. Bounos, A.A. N.I'. Jlanr6apa / A.A. Bounos. MH.: Beim. mik., 1976. C. 148.

6. HUnvun, M. VIsan Anexcanaposuy @omun / M. Unbun. M.: 3n-Bo Akagemuu ap-
xutekTypsl CCCP, 1946. (Cepus «Mactepa COBETCKOI apXUTEKTYPBI»).

7. Kacmenanuckuu, A.I. W3o0pasutensHoe uckyccrBo bCCP. OI'M3-U30I'U3 /
A.T'. Kacrexguckuii. M.; JI., 1932. C. 23.

8. Kpacnononvckuii, O. AGCTpaKTHBU3M B HCKYCCTBE HOBAaTOPOB (TIOCTHMIIPECCHO-
HU3M 1 HeopoMaHTH3M) / O. KpacHononbckuii. M., 1917. 48 c.

9. Jlitapatypa i mactanTBa. 1935. Ne 33 (161). 28 usps.

10. HUAPB. ®onp 136, on. 1, ex. xp. 36251, 1. 153.

11. HUAPB ®ong 299, om. 5, ex. xp. 2073, n.1

12. Oscannuxosa, E.b. Bnusaue skcrpecCHoHM3Ma Ha apXuTekTypy 1930-x romoB /
E.b. OBcsannukoBa, M.A. Tykanos // Pycckuii aBanrapa 1910-1920-x rogos u npoGiema
skcrpeccuonnsMa. M.: Hayka, 2003. C. 405.

13. Capabwvsanos, /. B. B oxxuganuu 3KcripeccuonnsMa u psgaom ¢ Hum / J.B. CapaOsb-
sHOB // Pycckuii aBanrapa 1910-1920-x rr. u mpobiemsl 3kcipeccuonm3ma. M.: Hayxka,
2002. C. 10.

14. Cmepnoy, C.A. Ap-nexo — moneTr XyaokecTBeHHOW (anTasuu. bedakc. MuHCK,
1997. 128 c.

15. Hluaxayixin, M. HoBel Menck / M. IIuakauixin // UsipBonas benapycs. 1930. Ne
2.C. 10, 11.

16. Krasnopolski, Otton. Moje credo / Otton Krasnopolski // Tygodnik Wilenski. Wilno,
1911. Ne 14. S. 13.

17. Stownik artystow Polskich. T. 4. Wroctaw, Warszawa, Krakow, Gdansk, Lodz,
1986. S. 247.

93



LESSER URY (1861-1931):
JEWISH ARTIST — PAINTER OF THE MODERN CITY

Ch. Schiitz
New Synagogue Berlin - Centrum Judaicum Foundation (Berlin)

in 1861 in Birnbaum, a little town in the East Prussian province of Posen, and died

in 1931 in Berlin. He painted Berlin as no other painter did before him when by
the 1890s Berlin was successfully transforming itself from an ordinary GroBstadt (big city)
to a Weltstadt (world city) [8, p.198-218].

The art of Lesser Ury emerged during the 1880s and 1890s and is one symptom of the
German encounter with modernism, using techniques of surface impressionism initially
borrowed from Paris but adapted for Berlin.

As Adolph Donath, his later biographer wrote in 1921: Ury was the first to paint Berlin
city scenes: «the modern streets ...in the evening and at night with the play of yellow gas
light and the sparkling radial glow of the electric lamps. Their busy people, ...Yes, Ury was
the first to paint modern Berlin and to uncover its inner nervousness» [8, p. 204].

But there is more to him than that; there is Lesser Ury, the Jew, to speak of, the man
who painted the Jews in Babylon as «people on a wooden bench with their hands pressed
together, staring into nothingness, desperate»; the Jeremiah «who ponders, stretched out
under the perpetual starry sky»; or still «the giant Moses who overlooks the Chosen Land
from afar» [3, p. 255-258].

In the same time he was creating impressionist visions of the modern city and land-
scape, he was also painting images from the Hebrew Bible, some of them on a gigantic
scale. These paintings have, to a large extent, been forgotten; most of them have disap-
peared.

In February 1896 Lesser Ury presented Jerusalem, the first of a series of religious paint-
ings, to the public. Alfred Kerr, then a young critic, wrote in his column in the Breslauer
Zeitung on February 23" «I cannot forget the image of a person .... This person is a man of
uncertain age. He stands sideways and looks into the light, into the light that is far away on
the other side of the water. Next to him a crowd of Jews. They sit at the waterside mourning
in the dark, and look over to the other side towards the bright light. Not just a horde of Jews
but humanity itself.» [6, p. 121-122].

At the time the painting was the talk of the town in Berlin and contemporary critics also
perceived its symbolic content. Some of them, such as Franz Servaes and Max Dessoir, felt
that Jerusalem represented the beginning of a modern period of monumental painting.' But
the opinions of the Berlin art critics differed about Lesser Ury’s work. This was already the
case when it came to his landscapes and street scenes: while some felt that his paintings

H e is considered a wizard of colour and light: the painter Lesser Ury. He was born

! Franz Servaes, “Moderne Monumentalmalerei», in: Neue Deutsche Rundschau 7 (1896), pp. 281-286
«(...) tasks that have made it possible for him to lay the groundstones for modern monumental painting.»; Max
Dessoir, «Das Format in der Kunst®, in: Beilage zur Norddeutschen Allgemeinen Zeitung, 17.11.1901.
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were smears, others saw in them the brilliance of light and colour. Ury had enemies, in par-
ticular the painter Max Liebermann (1847-1935) who was fifteen years older than Ury. To-
gether they were founders of the German Impressionist movement.

Lesser Ury’s most important religious works were painted within the following three
years, between 1896 and 1899: the prophet Jeremiah (1897) is an old man crouched on the
ground under a star-filled sky. The triptych Man (1898) depicts the three ages of man while
the painting Adam and Eve (1899) shows the human state after the expulsion from Paradise.

Lesser Ury used these paintings to pursue an educative mission. In 1905 he told his al-
ready mentioned biographer Adolph Donath: «The painter must also work for the im-
provement of mankind. It is ridiculous to say that a painter is a painter and nothing else. I
must admit that when I was young this was unfortunately what I also adhered to. At the
time, twenty-five years ago, I believed that we could reach the greatest heights in art with
sheer naturalism and by showing Nature as it is [...].

Art is the soul. But art does not mean solely describing outer appearances. Nowadays
one is meticulous about trying to find out whether a painting is correctly drawn, whether
it is naturalistically painted, and one forgets entirely that true art begins where technique
is overcome... Art is the soul ... true art begins where technique is overcome.» [4, p. 43].

For the most part his biblical paintings were subjects to devastating criticism already at
their first showing. When Adam and Eve was first revealed to the public in 1899, the re-
viewer of the magazine Kunst fiir alle wrote: «Adam and Eve is so bad that it isn’t even
worth discussing.» [7, p. 171].

The fact remains that around 1900 Lesser Ury only received undivided praise for his
biblical work from a very small group of people. Young Zionists in Germany acclaimed
him as the Jewish artist of that day and age. This was mainly due to the fact that the
twenty-two year old Martin Buber, an art history and philosophy student, saw the artist as
living proof that, in terms of art, «in the Jewish tribe the capability to act lives beneath the
ashes.» [2]

In Ury’s paintings Martin Buber recognised the reincarnation of the Jewish spirit
from its origins. To him they were evidence of a «Jewish Renaissance», and Lesser Ury
was the material proof that there were Jewish artists in present times [2, p. 65-86].

The remarkable aspect of the essay is that Martin Buber undertook a detailed art-
historical analysis of Ury’s religious works in particular. He pointed out that Lesser Ury’s
biblical paintings did not follow any traditional iconographic tradition; they were Jewish as
well as modern with a strong symbolic meaning. They had neither Christian precursors, nor
were they influenced by the genre-painting with a Jewish tint that was so common in Ger-
many and Eastern Europe at the end of the 19™ century. Buber was able to show how the
artist transformed individual elements in order to find the path from the historical to the
monumental. He succeeds in categorising the mesh of visual impressions into a historical
and ideological system. Lesser Ury clearly found his paintings’ analyst and commentator in
Martin Buber.

In 1898 Lesser Ury completed his triptych Man. It depicts the three ages of a human
being: a young man lying under trees, entirely absorbed in his own thoughts; a man who
sets his foot upon a cliff and looks upwards towards the sky; and last, a very old man
crouching in a barren landscape. Buber recognised the tragedy of solitude in this painting:
All three of them are lonely: the youth who reflects upon his longings far away from the
community, the man who «confronts his fate here by the seaside, his gaze and will power
lifted heavenward», and the very old man awaiting death. [2, p. 78].
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The gigantic painting does no longer exist, but a small drawing remains in the Tel Aviv
Museum of Art. A man is crouching on the ground just as the old man in the triptych did.
He bears the artist’s facial features.

In the painting Adam and Eve from 1899, Martin Buber notes Lesser Ury’s conscious
renunciation of the painting tradition influenced by Christianity. Ury does not depict «two
children, who have sinned and who are now chased from paradise.» They are instead the
«young world conquerors. They wanted to know with their senses and their souls. It was
forbidden to them, but they did not obey because they wanted to live according to the law
of their own being and not according to strange laws. They recognised and grew in their
knowledge, and when they were banned, they left tall and strong to build their own
world.» [2, p. 78].

In his speech in December 1901 at the 5™ Zionist Congress in Basle, Buber presented
everything that Jews had created as artists as being the work of Jewish artists [1, p. 46—64].
By doing so, he could declare Jewish art to be a European art form: he introduced artists
living in Poland, England, the Netherlands and Germany without particularly emphasising
the Jewish content of their work. Buber first named «the great master Joseph Israels»
(1824—1911) as being the most important Jewish artist alive. Max Liebermann, the most
well-known Jew in the German art scene, chairman of the Berliner Secession and the most
prominent representative of German Impressionism, came in second place. Then Buber
mentioned Lesser Ury. The delegates greeted this with thunderous applause. He had
«painted the entire Jewish people» and had thereby «found monumental symbols for our
faten [1, p. 55-57].

The incorporation of and collaboration with Max Liebermann greatly enhanced the
reputation of the «Jewish Art» programme. However, in his speech at the Basle Congress,
Buber was unable to say much about the Jewish aspects of Liebermann’s paintings. He
called simply called him «a great artist» whose paintings carried «a Jewish tinge».

In the case of Lesser Ury, Buber could clearly define the Jewish content. It is not sur-
prising that he published his essay on Ury yet again in 1903 in the anthology Jiidische Kiin-
stler (Jewish Artists) of which he was the editor. But in 1903 Buber refrained from making
any nationalist-Jewish statements. In light of the fact that he began his Ury-article in Ost
und West with a categorical no to the possibility of creating Jewish art in the present time
because «national art needs soil from which to develop and a heaven towards which to
flow» [2, p. 65]; it seems odd that his foreword to Jewish Artists should begin with a wide-
spread anti-Semitic resentment: «Richard Wagner denied the sensual mentality of the Jews
the ability to produce visual artists.» To support this thesis, Buber added a few examples
from Antiquity and the Middle Ages. It was only at the beginning of modern times — for
Buber co-incident with the rise of Hasidism — that a new Judaism was born and working as
an artist was made possible. The desire to create works of art was awakened. Music and
poetry came into being; visual art came later. Because Jewish artists were unable to draw
on Jewish painting tradition, the modern Jewish artists were predisposed to add new prolific
elements to contemporary art — «particularly at the threshold of an epoch whose character
seems to be the dissolution of substances into relationships and their conversion into spiri-
tual values». For Buber, this was the essence of modern art.

Did Buber not have Lesser Ury’s paintings in mind whilst making these observations?
Didn’t the intense and sometimes blurred touching colours in Ury’s landscapes and city
scenes dissolve the individual bodies into a network of relationships? Didn’t his religious
paintings in particular follow an entirely new iconographic tradition that was not influenced
by traditional visual images? Didn’t Buber repeatedly observe the spiritual quality in Ury’s
paintings?
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The anthology Jewish Artists appeared in 1903 and ended Buber’s examination of Jew-
ish art. Buber then devoted himself to Hasidism and never took any further interest in
Lesser Ury.

Unquestionably, it was mainly the German Zionists who collected his biblical works,
especially sketches and smaller versions of his monumental works, though often together
with his landscapes.

The monumental version of Jacob Blesses Benjamin, which Lesser Ury painted in 1926
on a canvas of 2 x 2 metres, belonged to the collection of Georg Kareski, the Berlin chair-
man of the Jiidische Volkspartei and the first Zionist president of the Jewish Community in
Berlin. He was a controversial figure among the Zionists at the time, but he was a great
sponsor of the Berlin Jewish Museum and particularly of Lesser Ury’s work.

Up until his death, Lesser Ury considered his biblical paintings to be his most important
works. As he said on the occasion of his 65™ birthday on November 7" 1926, they were
«[...] the only good paintings I ever painted»”.

Lesser Ury died on October 18" 1931 shortly before his 70™ birthday. When the cura-
tors of the estate entered the studio on Nollendorfplatz, they must instantly have noticed the
huge canvases with biblical figures that now stood abandoned after the artist’s death. One
of them was Jeremiah. It is said that the artist «was attached to this painting in something
like desperate love» [9, p. 10—11]. It ultimately found its place in the Jewish Museum Ber-
lin built in Oranienburger Straf3e at the front end of the prestigious entrance hall. The paint-
ing has been missing since the forced closing of the Jewish Museum in November 1938.

Lesser Ury’s work disappeared from public consciousness with the rise to power of the
National Socialists on January 30" 1933. Although it was possible to protect works in pub-
lic ownership from the direct clutches of the authorities, his religious and specifically Jew-
ish themes were entirely forgotten.

Was Lesser Ury truly a Jewish artist, the modern day Jewish artist as propagated by
Martin Buber around 1900? Lesser Ury always protested against an excessive interpretation
of the Jewish aspect of his work. But was the question of Jewish art still of interest at the
beginning of the 1930s? An answer can be found in the «Encyclopaedia Judaica». Under
the entry «Art, Jewish» we read that «one can at best speak of an art by Jews and an art for
Jews, but not really about Jewish art» [5].
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Pe3ome

TBopuectBo Jleccepa Ypu npuxonurcs Ha nepuoa mexay 1880 u 1890 rogamu, koraa
IPOMCXOIWIIO YCIeIHoe npeBpatienue bepnuna usz npocroro Grofsstadt (605b110# TOpo)
B Weltstadt (ropon mupoBoro 3HaueHus1). OH ObUI MEPBBIM, KTO CTal M300pakaTh HOBBIMA
BbepnuH, «BCKpbIBasi €ro BHYTPEHHIOI HANPSKEHHOCTH», U UCKYCCTBO YPH SBUJIOCH CHM-
NTOMOM BCTPEYM HEMEUKOH TPaJWIUU C MOJCPHHU3MOM, MCIOIB30BAHUEM TEXHHKH HM-
MPECCUOHUCTUYECKOW TOBEPXHOCTH, IEPBOHAYAIBHO 3auMCTBOBaHHOW B I[lapwke, HO
aganTupoBaHHoU 1y1st bepnuna. Hapsinmy ¢ BoriomeHneM UMIPECCHOHUCTUUECKIX 00pa3oB
COBPEMEHHOr0 TOpoJa W Mel3aked, XyJIOKHUK oOpamancs U K Oubieickoil TemaTuke,
co3zaBasi Takue MaciiTabHble kKapTHHbI, Kak «Mepycamum» (1896 r.), «Mepemus» (1897 r.),
tpuntux «Yemnosex» (1898 r.), «Anam u EBa» (1899 r.). Jleccep Ypu ucnonb3oBain JaHHbIE
IIPOU3BENICHNUS, MpECieaysl BOCIMTATENbHbIE, NMpOCBeTUTENbCckUe enu. OH yTBepXKIal:
«McKyccTBO — ecTh JyIa... HACTOsIIIee UCKYCCTBO HAUMHAETCS TaM, Ie MPeoJI0JIeBaeTCs
TEXHHUKA.

[Tpubausutensuo B 1900 roxy monoxaoit ¢unocod Maptun Bybep (1878-1865) yBunen
B MPOU3BEICHUIX YPHS PEMHKAPHAIMIO €BPEMCKOro Qyxa OT MCTOKOB M CBUJETEIBCTB
«EBpeiickoro Peneccanca». Maptun bybep ykazan Ha To, 4To OuONeiickie n300pakeHus
Jleccepa Ypu unyT Bpaspes ¢ KOHOTpadUuecKoi Tpaauiiuen: OHU ObUIA HE TOJIBKO TPaau-
IIMOHHO €BPENCKUMHU, HO U CKPBIBAJIM B ce0€ HEYTO HOBOE C TIIyOOKHM CHMBOJIMYECKUM
3HaYeHHEM, TPeoOpa3yIoINM HUTh BU3YyaJbHBIX BIIEYATICHUIN B HCTOPUUYECKYIO U HICOJIO-
THYECKYIO0 CUCTEMY COBPEMEHHOCTH.
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ABAHIAP[ U MEXKYINbTYPHbIVW OUANOT:
HEKOTOPbLIE METOAOJIOT'MYECKUE NMAPAMETPbI
UCCINEQOBAHUA

A. lllecTtutKo
drakynbTeT unocounn 1 coumarbHbIX HaYK,
Bernopyccknin rocygapcTBeHHbI yHUBepcuTeT (MUHCK)

UCTOPUH 3aIaHO-eBPONENHCKON KyJIbTYpPbI BBIACISAIOTCS MEPUOJBI U 3IMOXHU, KOTO-

pBI€ 4acTO CPaBHUBAIOT C OTAEIbHBIMU NEPUOAAMM pa3BUTHUS ueioBeka. Tak, Ha-

npuUMep, eBpONEHCKUI POMAaHTH3M MOJYYHJI HAMMEHOBAHUE «3MIOXU BO3BPAIIEHHO-
ro JETCTBa», KOrjaa KyJbTypa, yCTaBIlllasg OT JABJICHUS palMOHAIM3Ma, BO3BPATHUJIACh K
«TPeYecKOMY» JIaBJIEHHUIO, C KOTOPOI'0 Hayanack He TOJIbKO (pruiocodus, HO U UCKYCCTBO.

B sTOoM mnaHe (peHOMEH aBaHrapja MOXHO CPaBHUTH ¢ «OyHTyowIel oHOCThIO». He
CllyyaifHO B caMOM 3TUMOJIOTHHU cJIOBa «avant—garde» oTpakeHa aKTHUBHAsl, a MHOT/AA M ar-
peccuBHas MO3ULIKSA, CBSI3aHHAs CO CTAHOBJIECHUEM U Pa3BUTHEM aBAHTapJIUCTCKOTO MCKYC-
CTBA, CTPEMSIILErocsl MPOTUBONOCTABUTh Ce0sl 3aKOCTEHEBIIMM TPAIULIUSAM M YCTAPEBILIUM
HOpMaM KJIaCCMYECKOI'0 €BPOIEHCKOIro UCKYCCTBaA.

Ha nam B3rnsan, geHoMeH aBaHrapaa MOXET ObITh PaCCMOTPEH B KauecTBE NpHUMepa
OJTHOTO W3 MEXaHHW3MOB KYJBTYPHOH camopedIeKCHH W CaMOUICHTU(MUKAINH, KOTOPBIH
BCTYIIAET B CHJIy B MOMEHT aKTMBHOTO MEKKYJIBTYpHOI'O B3aUMOAEHCTBUs. Benb nMeHHO B
nocneBoeHHoe BpeMs (40—50 rr. XX Beka) MUpOBOH LIEHTp HCcKyccTBa u3 [lapuka Obln me-
perecéH B CIIIA, uTo oka3ano BIMsSHUE HE TOJIBKO Ha «BHYTPHUKYJBTYPHBIE» €BpoONeickue
IIPOLIECCHI, HO U Ha B3aUMOOTHOILIEHUS MexX 1y EBponoit 1 AMepukoii.

JlaHHBIN MeXaHU3M, C OJTHOW CTOPOHBI, ABISETCA T.H. «3alUTHON peakiren» KyJIbTypbl
10 OTHOWICHUIO K [lpyromy, ¢ Ipyroil CTOpOHBI, BBICTYIIAET KaK CIOCOO TOWCKA TaKOW
(opMBI MEKKYJIBTYPHOT'O B3aUMOEUCTBUS, KOTOpas MO3BOJISAIOIIET COBMECTUTh €TUHCTBO
U €IMHCTBEHHOCTb, YHUBEPCATbHOCTh M YHUKAJILHOCTD TOW UM UHOM KYJIBTYPHI.

B kauecTBe Takoi (OpMBI BBICTYNaeT KPOCC — KyJIbTYpPHBIN JHajor, Ha crienupuke He-
KOTOPBIX METOHOJIOTMYECKHX CTPATETHI MCCIIEOBaHUS KOTOPOTO MBI OCTaHOBHMCS OoJjee
MOAPOOHO.

B paMmkax coBpeMEHHBIX MEKKYJIbTYPHBIX MCCIEIOBAHUM MOKHO 0003HAYUTh CIEIYIO-
M€ METOA0JIOTHYECKHE CTPATETUH:

Cunxponus — ouaxpouusi

Koneepeenyus — ousepeenyus

Hmuxa — umuxa.

«CHHXpOHHYECKO-MAXPOHUYECKHI» acleKT Kpocc-KyJIbTYPHOrO HccienoBaHus cdo-
KyCHpOBaH, MPEXKe BCEro, Ha 00OpalIeHnu K MUPOBO33PEHYECKUM YHUBEPCAIUSAM TOM WK
MHOU KyJbTypbl. [Ipy 3TOM cunxponuueckuti METOJ pacCMaTPUBAET KYJIbTYPbI, COCYILECT-
BYIOLIME B OJJHOM HMCTOPUYECKOM INPOCTPAHCTBE, (HampUMeEp, CTaBLIas YK€ XPECTOMAaTHI-
HOMH, Ipo0semMa B3auMoAeHCTBUS 3amnana u BocToka); ouaxponuueckutimemoo paccmampu-
gaem — KyJbTYpbl pa3IMYHBIX BPEMEHHBIX 310X, JTM00 B3aMMOAEHUCTBHE OTIACIBHBIX UCTO-
PHUYECKUX NEPUOJIOB B paMKaX OJJHOI'O COLIMO-KYJIbTYPHOIO IPOCTPAHCTBA.

PaccmoTpenue KyJibTypbl B €€ ITMHAMUYECKOM ACIIEKTE XapaKTEPHO [l «KOHBEPIE€HTHO
— IIMBEPreHTHOr0» MOAX0/a, pa3pabOTaHHOIO aMEpUKAHCKUM Y4E€HbIM Lawrence Kincaid.
[To MHEHHUIO aBTOpa, KyJbTypa MpPEICTaBISET COOOH OTKPHITYIO, MOCTOSHHO Pa3BHBAIO-
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HIyrocsi ”HQOPMAIIMOHHYIO CUCTEMY, B PaMKaX KOTOPOH BO3HUKAIOT JBa MPOTHBOIOJIOXK-
HBIX 110 3HAYCHHIO, HO PABHBIX TI0 CHJIE SIBIICHUS - «KOHBEP2EHYUSAY T « OUBEPLEHYUSLY .

[lepBoe oTpaxaeT CTENEHb COBIAJICHUS IICHHOCTEH M MUPOBO33PCHYCCKHX YCTAaHOBOK
Pa3IMYHBIX KyJIbTyp. BTOpoe — cTeneHp ux pa3imdus.

B «xoHBepreHTHbBIX», 00Jiee OTPHITHIX ISl OOIIEHUS, KyJIbTypax HaOltogaeTcss mpeoo-
JlaIaHAe HOBAIMOHHBIX AJIEMEHTOB, TOTJA KaK KYJIbTYPhI «JIMBEPTCHTHBIC» HAICICHBI HA
COXpaHEHHE TPATUIIMOHHBIX IIEHHOCTEH, U IOTOMY HE CTPEMSTCS K TECHOMY B3aMMOJICHCT-
BUIO C UHBIMH KYJIbTYPHBIMH OOIIHOCTSIMHU.

B kavecTBe METOJIOJIOTHH CTATHUECKOTO aHaIKM3a KyJIbTypbl MOXKHO HA3BaTh J[Ba MPHH-
umna, pa3pabOoTaHHBIX H MPEIJIOKEHHBIX YK€ JPYTUM aMEPUKAHCKUM HCCIIeI0BaTEIeM
Harry C. Triandis: «umuxay» (emics) u «umuxay (etics).

CyThb MEpPBOTO COCTOUT B BBISBJICHUH YHHKAIBHBIX, CIICIIU(DHUSCKUAX TSI TAHHOU KYJTb-
TYpBI 3JIEMEHTOB, TOTO, YTO COOCTBEHHO OTJIMYACT ATy KYJBTYpYy OT Apyrux. Bropoii ke
MIPUHIIAIT TIPEIHA3HAYCH JIJIi HAXOXKICHHSI HEKUX YHUBEPCATBHBIX, XapaKTEePHBIX I HE-
CKOJIBKUX KYJIBTYD SIBJICHUH M UCTIOJIB3YETCS ISl «CPABHEHHSD» PA3IMUHBIX KYJIBTYP.

Takum 00pazoM, MedcKyIbmypHblll Ouaioe MOXHO OIPENENIUTh KaK Takylo (opmy
B3aUMOJICHCTBHS PA3JIUYHBIX KYJIbTYPHBIX CUCTEM U MX 3JIEMEHTOB, B KOTOPOW BCE ydyacT-
HUKHA 00JIQIaf0T YHUKATBHBIMH, HETIOBTOPHMBIMU XapaKTEPUCTUKAMH, CJICIOBATEIIBHO, HH
OJIMH U3 CYOBEKTOB JHaliora HE MOXXET OBITh OICHEH KaK MEHEE BaXKHBIH WMJIM HECOBEP-
IICHHBIN 110 OTHONICHHUIO K JIPYTOMY.
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ABAHI'APA N1 «<ABAHI'APAbBI» XX BEKA

CREATING THE NEW MAN: WORKERS’ CLUBS
IN THE SOVIET UNION IN THE 1920s

Ch. Lodder
School of Art History at the University of St Andrews

idiom in Soviet Russia was a complicated process in which many factors played a

role. This is true of workers’ clubs, as two examples of interior shots demonstrate.
In 1925 Aleksandr Rodchenko produced a workers’ club for display in Paris. Two years
later the architect Konstantin Melnikov built the Kauchuk Factory Club in Moscow (1927-
9). Although both interiors were produced by avant-garde designers, and there is only about
two years between them, they are very different. They might seem to epitomise the decline
from an avant-garde vision to the beginnings of Socialist Realism. Yet this would be to
simplify the differences between them.

Of course, one was merely a prototype, built for an international exhibition, while the
other was actually built and used. Moreover, one was intended to be adaptable to an exist-
ing building and therefore catered for all possible functions within a limited space, while
the other was a social area within purpose built-premises that contained rooms for other ac-
tivities. Whereas Rodchenko designed a completely new kind of furniture for his club,
Melnikov used ready-made items. More fundamentally, perhaps, Rodchenko’s Constructiv-
ist orientation meant that there was a strong emphasis on function and a profound ideologi-
cal component to his entire design, resulting in a total disregard for pedestrian concerns like
physical comfort. In contrast, Melnikov’s interest in expressive form and less doctrinaire
outlook allowed him to design a club which also provides a space for relaxation and ease,
rather than just stern self-improvement. In this respect, the two designs reveal not only two
very different approaches to design, but also two very different conceptions of the role of
the workers’ club as a social structure and two very different conceptions of the client for
whom these premises were intended, ie the workers themselves. This, in turn, suggests
that to some extent, the changes in avant-garde design for workers’ clubs over the period
were affected not only by stylistic concerns and official edicts, but also by the changing
demographic of the Soviet Union and the way that the role of workers’ clubs themselves
were evolving over this period, conditioned by social as well as ideological factors. In
this paper, I would like to explore this development by focusing on the work of Rod-
chenko and Melnikov.

Workers’ clubs actually have their origins in the pre-revolutionary period. In 1915, so-
called «Peoples’ Houses» (equipped for showing films, presenting concerts and giving lectures)
had been set up to combat alcoholism and «serve as cultural centres and educational institutions
with the objective of satisfying the special needs of the labouring class of the population and of
providing them with the possibility of profitably utilising their free time» [15].

The move from an innovative language of design to a more traditional and classical
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After the February Revolution of 1917, these premises were often taken over by Prolet-
cult, the proletarian cultural movement, set up by Alexander Bogdanov. If in 1915 the em-
phasis was on combating drunkenness, from 1917 to 1921 the stress was on educating the
workers and giving them a cultural background in order to equip them for the task of creat-
ing their own proletarian culture. For Proletcult, the clubs were «hotbeds of the class wary,
«sources of light and knowledge», and «a smithy in which proletarian class culture is
forged». [3, p. 9 and 18, p. 313] The Communist Party agreed, at its Eighth Congress, it
discussed «organising the largest possible network of ‘People’s Houses’». [5, p. 499] In
1921, Proletcult ceased to be an independent organization and was taken over by the gov-
ernment in order to ensure that the correct ideological values, ie those of Lenin and his col-
leagues, were integrated with the clubs’ educational and cultural mission. [14] The Bolshe-
viks were eager to control the way in which proletarian culture was created, which included
eradicating the harmful influence of the avant-garde. The decree stipulated that «The crea-
tive work of the Proletcult must form one of the components of the work of the People’s
Commissariat of Education, the organ that is bringing about the dictatorship of the proletar-
iat in the cultural field» [14].

Between 1921 and 1928, the role of the workers’ clubs was essentially three-fold. Cul-
turally, they had to disseminate a knowledge of existing culture and encourage the emer-
gence of proletarian culture. Politically, they had to inculcate socialist values, particularly
the principles of the Communist Party, promote government policies, and generally act as
centres for communist propaganda. Socially, the workers’ clubs had to combat the old way
of life by providing centres for relaxation and social intercourse (which replaced the
church), while fostering collective consciousness and facilitating the development of social-
ism. So, as well as being a place for «recreation and relaxation after a day’s work, ie a place
to store up new sources of energy», the workers’ club had an ideological function:

Here each child, each adolescent, each adult, as well as all older people, could be edu-
cated in becoming collective human beings outside the circle of their families, while their
individual interests could be enlarged and broadened at the same time. The aim of the club
is to liberate man, and not to oppress him as was formerly done by the Church and the
State. [9, p. 43—44]

But the workers’ clubs were operating within the New Economic Policy or NEP, which
had been instituted in 1921 in order to resuscitate industry (whose output was at a tenth of
its 1914 levels) and kick start the economy (which had degenerated into a system of barter
during the Civil War). Small-scale, capitalist enterprises were operating alongside state-
owned, heavy industry. Private enterprise was flourishing, and a new class of entrepreneurs
was emerging. Meanwhile, many of the skilled working class had died in the war, and most
of the new workers were recruited from the countryside, ignorant of urban culture and not
wedded to the Communist cause.

Therefore, from 1921 until the implementation of the First Five Year Plan in 1928, there
was a profound discrepancy between Soviet reality and the nation’s revolutionary self im-
age; between what social life was actually like in the Soviet Union and the government’s
socialist agenda. Perhaps for this very reason, there were significant shifts in policy regard-
ing the workers’ clubs and many competing versions of revolutionary imagery.

In 1929 in the film Man with a Movie Camera, Dziga Vertov showed a Soviet workers’
club. The camera, the hero of the film, goes into a bar, gets drunk, staggers past an icon
shop, but is sobered up by an image of Lenin. Lenin’s image is situated in the place where
the icon would have originally been in the entrance to the former church, now the workers’
club. The camera then goes into the club and shows clean, healthy young men and women
playing chess.

The messages are clear. Drunkenness is associated with the old regime, with the church
and religion, while the new communist man - healthy in mind and body - is created under
the new regime, inspired still by Lenin’s leadership, although he had died five years before.
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To reinforce this point, the club is called The Lenin Club. Its location in the former church
indicates visually that workers’ clubs had replaced the churches as the new centres of social
life, the new sources of moral enlightenment and the homes of ideological truth. Yet there
are also less positive messages from the film. The viewer sees that drunkenness is still a
problem and that the clubs are not particularly popular. There are a lot more people in the
bar getting drunk than there are in the club engaging in culturally constructive activities.

From the point of view of design, what is significant about Vertov’s sequence of images
is that the furniture is traditional rather than innovative and that the club is not located in a
purpose-built structure, but in a converted church. Vertov’s images seem to be fairly typical
of what a lot of workers’ clubs were actually like. Until 1926, workers’ clubs were usually
located in converted buildings with second-hand furniture. Occasionally, they formed part
of grander complexes, such as the Palace of Proletarian Culture which opened in Petrograd
in 1918, or local Houses of Culture, but usually they occupied more modest premises and
were connected to specific trade unions or factories. [5, p. 499] Numerous photographs at-
test to their somewhat ad hoc nature, including a shot of a theatrical performance, with a
makeshift stage and old-fashioned chairs. Likewise, reading rooms tended to be traditional
and overcrowded. This was the reality with which avant-garde designers had to contend,
and against which they were reacting.

A few years earlier than Vertov’s film, in 1925, Rodchenko had presented his model in-
terior for a workers’ club in Paris at the Exposition Internationale des Arts Décoratifs et In-
dustriels Modernes. Rodchenko’s design represented the Constructivist ideal of the new
socialist environment. The Constructivists had abandoned art and embraced design, basing
their activity on the principles of Communism and industrial processes, as well as on con-
cepts of economy of structure and material, and the clarity of geometric form. [10]

In Rodchenko’s design, the ideological importance of the workers’ club is indicated by
the prominence given to Lenin. Rodchenko included a Lenin Corner, a large, poster-sized
picture of Lenin, complemented by the famous poster by Adolf Strakhov, commemorating
his death. At the top of one wall, Lenin’s name is spelt out in large letters.

The link between ideology and art is explicit. The lettering «Lenin» proclaims Rodchenko’s
ideological allegiance, but the lettering is also built up from standard squares and triangular di-
visions, so it acts as a programmatic statement of Rodchenko’s design method, based on ration-
alisation, standardisation and economy which he employed throughout the club’s design. In-
deed, all of the items within the club consist of strictly rectilinear combinations of Euclidean
geometric forms. This, of course, reflected the type of modular constructions that Rodchenko
had produced in 1921 from equal lengths of wood. The colours in which the furniture was
painted — red, white, grey and black, either alone or in combination — also had an ideological
resonance — they represented the colour code of the revolution.

Rationalisation and standardisation went hand in hand with the principle of economy.
According to his wife, Varvara Stepanova, the design was based on two principles «Econ-
omy in the use of the floor space of the club room, and of the space which the object occu-
pied, together with its maximum usability». [21] The approach entailed devising furniture
for «simplicity of use, standardisation and the necessity of being able to expand or contract
the numbers of its parts.» [21] This was achieved by making some items collapsible, so that
they could be removed and stored easily when not in use. Into this category come the fold-
ing tribune, screen, display board and bench. Rodchenko employed telescopically extending
parts and ball and socket to achieve this transformation.

The principle of economy led Rodchenko to use wood. It was cheap and plentiful in
Russia, whereas steel was expensive and in short supply. Rodchenko minimised the wood’s
natural associations by colouring it and giving it an industrial gloss. Thus he remained true
to the Constructivists’ machine aesthetic and to his slogan (printed on the model), «tech-
nology improves life: the newest inventions» [21].
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Rodchenko catered for every aspect of club life and so he included chairs; a reading ta-
ble; a cabinet for exhibiting books and journals; storage space for current literature; display
windows for posters, maps and newspapers; a speaker’s platform; and a Lenin corner. The
most prominent element is the space-saving, reading table. In place of the traditional flat
surface, the top consists of a flat central panel abutted by two sloping sides, which could
support books and journals for reading, while allowing the top to be used for storing litera-
ture not in current use. At the base, two triangular wedges run along the length of the table,
providing support for the readers’ feet. These wedges structurally strengthen the upright
supports at either end, but also play a formal role in reiterating the slope of the table’s in-
clined sides.

This rethinking of basic items pervades the whole scheme. It is also clearly seen in the
chairs. These comprise three uprights (two thinner rods at the front and a wider plank be-
hind) which are attached together at three levels: at the top by the open semi-circular form,
at the seat level by the flat semi-circular piece of wood, and at the bottom with three stan-
dardised wooden bars.

Amongst the most ingenious devices was the apparatus that compressed into a box, but
when needed could be folded out to incorporate a film screen, a tribune or speakers plat-
form for political and educational talks; a bench and a display board. This answered the
need for strict economy in materials and mode of production, but it was also economic in
the sense of being space saving.

What this analysis indicates is that Rodchenko’s Club was intended to be «revolution-
ary» in its content and in its aesthetic language. There was no room here for comfort or for
laziness. Relaxation was pre-eminently constructive in this rather utilitarian environment.
In the words of Yakov Tugendkhold, it was «a machine for agitation» [20].

Rodchenko presented his design as a paradigm for workers’ clubs to be adopted
throughout Soviet Russia. So what happened to it? The actual club was awarded a medal,
given to the French Communist Party and disappeared. It also sunk without trace in Soviet
Russia. Why? The answer may lie in the very context of 1925 and of the Paris exhibition,
but also in the way that the role of workers’ clubs was changing.

The Soviet authorities had conceived the 1925 exhibition as a show case for «the new
civilisation [that was] unlike any that preceded it». [1, p. 5] It was an occasion for promot-
ing socialism and the Soviet Union and what was distinctive in its art and design. And the
strategy was successful; one Soviet reviewer reported, «our section at the Paris exhibition
constituted an undoubted cultural victory for the USSR.» [19] Rodchenko’s Workers Club
appeared in Melnikov’s Pavilion, alongside a model of Vladimir Tatlin’s Model of a
Monument to the Third International of 1920. As Frederick Starr has pointed out, the ex-
hibits demonstrated the distinctive utopian and avant-garde element in Soviet design. [17, p.
98] In this respect, the display manifested the revolutionary spirit and imagery of 1917
rather than the pluralism of Soviet reality in 1925.

Like the 1925 exhibition display, Rodchenko’s design, it could be argued, belongs to
the strong ideology of the revolutionary period and to the image of the revolution forged at
that time. One perhaps might go further and suggest that even before it was produced in
1925, Rodchenko’s design was to some extent an anachronism.

By 1924, the workers’ clubs were failing to attract the bulk of urban workers, many of
whom were recent immigrants from the countryside and lacked the ideological background
of the workers who had provided the backbone for the Revolution in 1917. In 1924, Tom-
skii, head of the trade unions, called for the clubs to spend less time preaching about the
proletarian revolution and its problems and do more to generate «healthy recreations and
healthy laughter».[18, pp. 297-303] In part, this new social concern and less rigorously
doctrinaire attitude reflected the fact that the cities were terribly overcrowded. By the mid
1920s, living space per person was about five square metres in Moscow. [4, p. 16] Entire
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families lived in one room, so workers needed a space where they could relax and an attrac-
tive alternative to the nearest bar.

In 1924 the promotion of physical fitness and sport became part of the clubs’ remit. [5,
p- 503] By 1925, the notion of the club was expanded to include auditoria for showing films
as well as lecture halls, libraries and reading rooms, gyms, cafes providing refreshment,
study areas, and even football fields. [5, pp. 505-6] All these facilities obviously required
large and well-equipped premises, and this is partly responsible for the gradual aggran-
disement of the workers’ clubs into large complexes and for the programme of commission-
ing purpose-built structures by the trade unions. [17, p. 133] Between 1926 and 1928 over
30 such clubs were built in Moscow alone. Precisely because the trade unions were gov-
ernment organisations, they were able to get planning permission quite easily, but interest-
ingly, they were aesthetically quite adventurous and employed avant-garde architects, like
Konstantin Melnikov. In the wake of his success in Paris, he became the trade unions’ ar-
chitect of choice. He himself referred to this as a «golden time» and said, «Beginning in
1927, my influence developed into a monopoly take-over» [12, p. 106].

Melnikov, like Rodchenko, was eager to participate in «the construction of a new way of
life», but he saw the clubs not as the kind of comfortless, ideological weapons that Rodchenko
had devised, but as a home away from home. [12, p. 106] For the new urban workers, peasant
immigrants from the countryside, a club could act as their new community; their point of con-
tact with higher cultural values; and their avenue to social advancement. [6, pp. 2-6] In place of
Rodchenko’s standardisation, Melnikov made the clubs highly individual and expressive, so
that they stood out in the urban complex. [13, p. 164] He also tried to make them accessible and
welcoming to the passer-by. Like Rodchenko, Melnikov was concerned with technology, econ-
omy and flexibility, but he employed these in orchestrating the spaces of the clubs, not in the
design of specific items of furniture. Rodchenko and Melnikov shared many aesthetic concerns,
but ultimately they were operating within slightly different contexts and therefore with slightly
different concepts of their role.

Like Rodchenko, Melnikov was concerned to break up the mass in design. While Rod-
chenko did this by making his furniture more skeletal, Melnikov did it by breaking up the
solidity of the fagade. His design for the Burevestnik factory (Moscow, 1929) epitomised
this approach. He used six overlapping glazed cylinders to create an essentially transparent
tower, which fronted the street. For Melnikov, as for Rodchenko, flexibility was a crucial
issue, so these spaces could be adapted, extended or reduced, for a range of diverse func-
tions. Melnikov was also concerned with transparency and openness of outlook, so that
nothing should be hidden. [5, p. 516] The glazing destroys the barriers between exterior and
interior, so that the building seems to possess an intrinsically democratic spirit, encouraging
passers-by to enter the club. While this continues the theme of transparency that was a cru-
cial element in Tatlin’s Tower, an iconic structure of the revolutionary period, it is gov-
erned by practical considerations and was also (unlike the Tower) executed at an appropri-
ately human scale.

One of the most famous of all the workers’ clubs built in the Soviet Union in the 1920s
is the Rusakov Club. Designed by Melnikov for the Union of Chemical Workers, the build-
ing expressed the power of the workers in the aggressively cantilevered projections, rein-
forced by the text «The power of the proletariat is in the creation of industry».

There is a strong expressionist feel in the searing angles of the cantilevered forms on the
street fagade and the articulation of the rear facade, but also in the attempt to convert a utili-
tarian structure into a celebration of work and humanity. The aggressive diagonals were
enhanced by the contrasting shades of grey in which the forms were initially painted. The
triangular hall has been compared to a megaphone, while Melnikov stated that he had
wanted «to create the impression of a tensed muscle» [7]

The auditorium space consisted of one large hall that could accommodate 1,200. [13, p.
165] But this space could be divided to produce three upper halls which could seat 190
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people each, two side halls for 120 people and the pit for 360 people. The dividing screens
were mechanised soundproofed panels. The walls separating the three balconies would in-
crease the resonance, but not cause an echo. In this way, Melnikov managed to provide a
building that could accommodate large film showings, meetings or lectures, as well as
smaller spaces that were suitable for more intimate gatherings. [17, 134-139]

In 1927 workers’ clubs became the subject of a violent polemic among ideologues and
architects alike. [11] Certain sections demanded more classical grandeur to reflect proletar-
ian power and prestige. [2 and 16] Avant-garde architects, like Melnikov, continued to ar-
gue for a new and modernist language for workers’ clubs, yet inevitably perhaps they were
concerned to appeal to their audience and classical elements begin to intrude.

This is evident in the Kauchuk Club, which Melnikov designed for the Union of Chemi-
cal workers. It was based on a semicircle and a triangle, with a semi-circular reception area,
an auditorium for 800 people and a sports hall. [13, p. 165] Despite its geometrical clarity,
the building also had a classical feel. This is partly the result of the vertical arrangement of
the fenestration, which recalls columns; the set-back top storey; the emphasis on the en-
trance; and particularly the sweeping external staircase

The rationale for the staircase seems to have been economy. Large staircases had be-
come planning requirements for public buildings. So in order to save on heating bills, Mel-
nikov began to place them on the exterior of the building. The curved form possesses a dy-
namic quality reminiscent of the spirals in Tatlin’s Tower, but the staircase’s solidity and
symmetry increase the ceremonial feel of the building and emphasise the entrance, almost
like the steps up to a Greek or Roman temple.

In the reception area, the emphasis is on creating «a home from home» for workers. Yet
as most homes consisted of cramped and shared accommodation, Melnikov has provided
the luxury of a great deal of space and light. This inevitably creates a sense of grandeur, but
the room is simply decorated, so that the result is not daunting or intimidating for the occu-
pant. The furniture is light, not bulky; it is not ornate or too traditional, but neither is it ag-
gressively modern. This furniture, like the airy and uncluttered room, is intended to wel-
come workers at the end of a long working day. Instead of Rodchenko’s Spartan design,
based on an ideological and rather abstract concept of the role that a workers’ club should
play in the progress towards Communism, a concept that was based on the utopian experi-
ence of the revolutionary period, Melnikov’s design seems to be based on a real under-
standing of the needs of the individual and the realities of a worker’s life in the Soviet Un-
ion of the late 1920s. Melnikov catered for real relaxation as well as political activities
[5, p. 518] He seems to have thought, like El Lissitzky, that «If ... private dwellings operate
on the basis of the greatest possible austerity, then, by contrast, public dwellings should
provide the maximum of available luxury, accessible to all.» [9, p. 44]/

The period of commissioning purpose-built workers’ clubs lasted only two years from 1926-
1928. Even so, Melnikov managed to build six clubs, each of which possessed a distinctive per-
sonality and presence. They acted as emphatic rejections of the notion that there should be a sin-
gle standardised model for all club buildings. [16] Melnikov gave the club for the Svoboda wa-
terproof and rubber-shoe factory, in Moscow, a rectilinear and symmetrical ground-plan and a
dramatic entrance. This underlying classicism was to some extent disguised by the asymmetrical
organisation of the extensive fenestration to the rear of the building, the use of punched in win-
dows, the rectilinear articulation of the facade, the block-like massing of the spaces, and the em-
phatically asymmetrical use of colour, which breaks up the form. Nevertheless, before long stylis-
tic diversity in architecture had to give way to classicism and symmetry, which became inescap-
able, and reflected the mandatory requirements of Socialist Realism.

In the 1920s, before the First Five Year Plan of 1928 generated new social and psycho-
logical demands on the Soviet population, there were substantial changes in the design of
workers’ clubs. [8, p. 112] Like other branches of design, the workers’ clubs reflect
changes in the social structure of the Soviet Union. They also reflect official policy and the
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changing fate of the Revolution and its ideals, from the utopian outlook of 1917 to the be-
ginning of Stalin’s repression. By the end of the 1920s, with the gruelling targets of the
First Five Year Plan, workers’ clubs became less of a priority. Stakhanovite workers, over
fulfilling their production quotas and exhausting themselves in the process, required sanito-
ria, while grandiose Palaces of Culture replaced the more modest premises of the earlier
workers’ clubs. As totalitarianism took hold, the government was less concerned to encour-
age workers’ creativity, than to inculcate their own values. Imposition from above, replaced
democratic creation from below. In this context, the very concept of the workers’ clubs
seemed to belong to the optimistic and more utopian phase of the Revolution.
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IN PURSUIT OF THAT OBSCURE OBJECT OF DESIRE:
AVANT-GARDE CINEMA AND THE VENETIAN MOSTRA
INTERNAZIONALE D’ARTE CINEMATOGRAFICA

S. Casini
Biennale of Venice (Venice)

vant-garde has been studied as a phenomenon which manifests itself within modern

culture, as Renato Poggioli highlights in his seminal study on the historical concept

of the avant-garde (1962). However, as Peter Biirger (1974) or Paul Willemen
(1993) argue, avant-garde can be distinguished from modernism'. On the one hand, Biirger
highlights how avant-garde art goes beyond the modernist attack on the conventions of lan-
guage and form to undermine the institutions and the very concept of art. On the other
hand, Willemen takes avant-garde as a term implying a set of historical relations without
coinciding with any particular artistic style within modernism. Just to give an example, Sur-
realism is avant-garde without being necessarily modernist. Therefore, already before the
advent of cinema, the relation between avant-gardism and modernism has been ambiguous
in the visual arts, despite the readiness to use the term avant-garde to address modern art
(Cottigton, 2004)*.

In the modern era, discourses of mobility and the body are closely related. In fact, the
modernist attempt to master mobility centres on the human body and, in particular, the hu-
man body in movement both at microscopic and macroscopic level. Movement is the very
sign of life, the most powerful means to create a credible illusionary world. The desire to
record, represent, and project movement, specially the physiological movement impercepti-
ble to the human eye contributes to the development of optical devices. Among them, pho-
tography best incarnates the twofold soul of the modern era: the continuous hectic move-
ment of bodies and goods and the capture in a snapshot of an ever present instant. The de-
sire to record and represent movement, which can only be seen and experienced, has always
been a key concern in science and art, specially in visual arts and cinema, which is the
prominent modernist media.

Among filmmakers and film critics, the term avant-garde is used to define a historical
moment when a type of cinema in opposition to mainstream cinema comes to the surface.
Just to give a few examples, I would like to recall the abstract and surrealist films of the
1920s, the New American cinema and underground films in the 1960s, structural films in
the 1970s and the merging of music videos and independent cinema in the 1980s. Avant-

! Biirger, Peter. «Avant-garde and Engagement» in Modernism/Postmodernism. P. 58—67. For a further
analysis of the relation between avant-garde and modernism see Brooker, Peter (edt.). Modernism
/Postmodernism. London and New York: Longman, 1992. In the introduction Brooker recalls Kermode’s at-
tempt to mark the difference between histories of modernism and that of the avant-garde. He also highlights
that only the conclusion of modernism provided a definition of it. See Kermode, Frank. ‘Modernisms’ in Con-
tinuities, London: Routledge, 1968.

* In his critical study on Cubism, Cottigton argues that there is a difference between the formation of
avant-garde and avant-gardism which was a collective rather than an individual phenomenon. Cottigton high-
lights the importance of the emergence of the art market handled by private galleries as a key milestone in the
formation of the avant-garde (Cottigton, 2004).
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garde has also been understood as a cluster of different practices not necessarily within the
artistic field as highlighted by Huyssen (1988).

In cinema, avant-garde has been often substituted with a range of different categories,
such as experimental, non-narrative, pure, abstract, expanded cinema. None of these terms
is satisfactory nor widely accepted (Rees, 1999). For instance, experiments are possible
even in commercial cinema. Experimentalism is certainly a feature of the avant-garde but,
following Poggioli, when the experimental moment is glorified without turning into an ex-
perience, the risk is to support only the scientific myth.

In order to be regarded as avant-garde, a film should have certain characteristics such as
the negation or reinvention of narrative conventions, the disruption of synchronous sound,
the attention paid to the material quality of the filmic apparatus and to the perceptual strate-
gies spectators enact when watching a film. This last condition has been the focus of cogni-
tive approaches to the study of avant-garde film-making and film viewing. The main axiom
of researchers in this area is that visual perception functions according to problem solving
principles, the same ones as viewers have to use when attempting to make sense of an
avant-garde film’. Beyond its aesthetical qualities, the production and distribution of a film
outside the Hollywood system can also contribute to the definition of a film as avant-garde.

Avant-garde is highly contested not only as a word, but also as a historical concept:
since its official birth in 1895, cinema was already perceived as intrinsically avant-garde, as
it unsettled the cultural institutions and assumptions of the nineteenth century. In fact,
European avant-gardes were highly stimulated by the emergence of cinema as such, and not
by an avant-garde cinema. It was the image in motion per se that affected the visual arts in
all their many facets.

According to military terminology, the term avant-garde denotes an advanced group
forging an assault on the enemy ahead of the main army. But in the case of cinema, who is
the main army and who is the enemy? It seems that avant-garde cinema does not imply
ahead of any other kind of cinema, mainstream, art or Hollywood cinema, but rather apart
from commercial cinema, in terms of production, distribution and viewing conditions. In
this sense, a term which is often used instead of avant-garde is underground cinema, which
denotes a cinema which runs under, not ahead of the visible cinema, a cinema of escape,
rather than of opposition.

Avant-garde is also a disputable term when considering that many film-makers labelled
as avant-gardist such as the early abstract animator Oskar Fischinger, did work for Holly-
wood productions. Films such as those made by Godard can be placed either within the
category of avant-garde filmmaking or outside it. This shows how the term avant-garde is
often a rigid label attached to a film asked to conform to a certain category, to a certain idea
of what cinema is. For instance, when post-structuralist critics, such as Peter Wollen, em-
phasised film as language, a ‘classical’ film-maker like Alfred Hitchcock, was considered
as an avant-garde auteur.

For all these reasons, in this paper I will talk about cinema, simply. When asked to re-
spond to Rosalind Krauss’s criticism on his supposed dismissal of experimental cinema,
Stanley Cavell argued that ‘If there is a genuine artistic movement in question, and if
claims concerning the state of the art of film are to be based upon experimentalism, then it
is worth saying that the role of experimentalism in filmmaking is as specific to it as any
other of its features, (...) one cannot assess its significance apart from an assessment of the
significance of film as such’ (Cavell: 1979, p. 217).

Cinema has been expanding throughout practices and places not necessarily cinematic:
at present, it is likely that an encounter with cinema might occur through other media and in

? See Peterson, James ‘Is a Cognitive Approach to the Avant-garde Cinema Perverse?’ in Post-Theory:
Reconstructing Film Studies, ed. by Bordwell and Carroll, London: The University of Wisconsin Press, 1996.
P. 108-129.

109



places other than the darkened theatre and within film festivals. The art exhibitions Eyes,
Lies and Illusions and Le Mouvement des Images, which took place in London in 2005 and
in Paris in 2006, respectively, draw to the attention of viewers the overlapping histories and
practices of optical devices, cinema, art, showing how ‘the archaeology of cinema might
end up being its future scenario’ (Gunning, 1989). Just by considering the titles of the two
exhibitions, it becomes clear that the focus of both is on the viewer’s perception, and on the
live performance of moving images.

Similarly, narrative impulse and projection might be the exception rather than the rule
within the history of cinema (Elsaesser, 1986, ‘The New Film History’, Sight and Sound
55, no. 4, p. 246). Whereas previously cinema had to limit itself to the protocol of the pro-
jection of images within the limit of the screen and on its surface and to the continuity of
the unwinding, nowadays the film experience might be redefined according to the view-
point of the lived spectacle. From painting, music and sculpture cinema takes the rhythmic
grasp of continuity, the gestural occupation of the surface, a conception of projection as a
plastic modulation of light. A breach is opened into the modern system of arts, based on a
principle of sensory division and a rigorous separation between media. All art which trig-
gers an interaction of space-time effects can be regarded as cinema, even beyond the film’s
material presence. Reduced to its essential component parts, cinema makes its way into the
world of metamorphoses, and we see everywhere the resurgence of its properties, dis-
jointed from each other, and reordered in accordance with other balances, in the interplay of
light on sculptures and relief, in the sequential repetition and surface scansion of paintings
(Philippe-Alain Michaud: 2006, p. 24).

All media have more than one component and the decision to privilege one component
over another is arbitrary. This was the case of cinema and the decision to privilege its rela-
tionship with the photographic mediums and with the projection on a screen. Following this
line of enquiry, film does not coincide with cinema, as it is only one of the possible medium
in which cinema manifests itself. Therefore, other histories might belong to cinema, for in-
stance histories of anatomy, medicine - consider the close connection between cinema and
X-ray invented in 1985 too-, optical devices. All the objects like magic lanterns, optical
peep shows, stroboscopic discs have been labelled with the term pre-cinema, a term first
used by the art historian Pierre Francastel in 1955. These optical instruments, however,
cannot be conceived of as a kind of pre-history of cinema, because they all present their
own characteristics, differences and potentials. Therefore, a preferable description is the
one used by Mannoni: ‘art of deception’®. In this sense, it is not surprising that a Lion was
awarded by the Venice Film Festival in 2004 for his career in cinema to the Portuguese di-
rector Manoel de Oliveira ‘an elderly gentleman who teaches us that cinema does not exist:
there is no dictionary, no constrictions; anything can be invented’ (Turigliatto, 2000).

Along with its material conditions, the fruition of cinema is also changing: in fact, today
cinema is consumed through computers, mobile phones, art galleries, screens placed in met-
ropolitan areas. The little screen of the mobile videophone, suitable for personal use, seems
to be a return to Edison’s kinetoscope, showing that the dark theatre with a screen for pro-
jection at the end of it, might be only an exception in the history of how moving images
have been watched. Following these considerations, are film festivals, and, is the Venice
film festival, in particular, still the place par excellence to exhibit cinema? Is a good festival
judged solely by the number of good films it offers? Can a festival content itself with being
the ‘coming soon’ preview for the following season? These questions are becoming more
urgent and asked day after day due to the increasing number of festivals spread all over the

* See Mannoni, Laurent (1955) Light and Movement, Gemona: Le Giornate del Cinema Muto, Museo
Nazionale del Cinema.
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world, due to the self sufficiency and the differentiation of the means of production and
promotion of a film.

In what follows I will attempt to briefly highlight how cinema tout court is ‘that obscure
object of desire’ pursued within the spaces where cinema is shown and consumed. The Ve-
netian Mostra Internazionale d’Arte Cinematografica is not only a film festival, but a film
exhibition (a ‘Mostra’ as the Italian denomination highlights), that is, a space for exhibiting
the art of cinema. A Mostra is the place where films have the leading role, even before ac-
tors and directors, where films are taken care of, in terms of storing, viewing conditions,
and also in terms of critical discussion. Jacques Ranciére names ‘distribution of the sensi-
ble’ the system of boundaries and divisions that defines what can be seen and heard within
a specific aesthetico-political regime’. Using his words:

‘A distribution of the sensible therefore establishes at one and the same time something
common that is shared and exclusive parts. This apportionment of parts and positions is
based on a distribution of spaces, times, and forms of activity that determines the very
manner in which something in common lends itself to participation and in what way vari-
ous individuals have a part in this distribution’ (Ranciére, 2006, p.12).

Drawing inspiration from Ranciere’s understanding of aesthetics, I would like to con-
ceive the Venetian Mostra as an aesthetics - that is a sensorial - subject, as an organism ca-
pable of organising and distributing bodies - those of the spectators and those of films - in
space and time. Rather than commenting on a number of films that have been shown at the
Venice Mostra, | would like to draw attention to the programming and the organisational
level. The way sections are coordinated, films screened and awarded and, finally, the meas-
ures adopted to improve the impact of the Venice Mostra at national and local level, are all
means which succeed or fail to support cinema. In the course of this analysis, [ will suggest
some measures that I reckon valuable for improving the organisation of the Mostra. Clearly,
this is not an easy task, also because the Venetian Mostra, like all international film festi-
vals, is organised according to the rules established by the International Federation of Film
Producers Associations (FIAPF). This association defines the duration of film festivals, the
quantity of films presented in the course of a festival, the general conditions of selection,
transportation or the storage and demonstration of pictures.

Before focusing on the most recent editions of the Venice Mostra which involved me di-
rectly, I would like to recall a few milestones which contributed to the renovation of the
Mostra in the course of its history. The renewal in cinema was facilitated by the Mostra in
the editions between 1961 and 1962, in particular, with the screening of films from free
British cinema, with the consecration of the nouvelle vague, and that of young Italian direc-
tors such as Pasolini, Bertolucci, and the Taviani brothers. In these editions, even the
Golden Lions were reliable and not lacking in courage: L'année derniere a Marienbad by
Alain Resnais (Golden Lion in 1961), and the two Golden Lions given to Cronaca famil-
iare by Zurlini and Ivan's Childhood by Tarkovskij in 1962. However, it was specially un-
der the guide of Luigi Chiarini, the so called ‘professor’, that the structure of the Mostra
was renewed in order to trace other possibilities for cinema. From 1963 to 1968, Chiarini
selected and organised the films according to strict aesthetic criteria, often resisting political
pressure at national and local levels and the interference of the film industry. Films directed
by well-established directors were placed together with films by young emerging talents:

* For Ranciére, the understanding of the relation between aesthetics and politics, as well as of twentieth-
century-art, has not benefited by the categories of avant-garde and of modernity. According to him, the aes-
thetic conception of avant-garde considers it as an invention of forms, structure and materials which will
shape and change life.
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Godard and Dreyer, Bergman and Penn, Pasolini and Bresson, Kurosawa and Bellocchio,
Truffaut and Rossellini, then Carmelo Bene, Cassavetes and Cavani®.

The Orizzonti Section

Being in charge of one section of the Mostra, the Orizzonti (Horizons) section, for two
editions in 2004 and 2005, I learnt how the Venetian Mostra can question taken for granted
assumptions on what cinema is, beyond its being an international platform for launching
films and a red carpet for promoting the star system, and its willingness to discover the
emergent cinematographies outside the European and Hollywood markets. The Orizzonti
section continues the tradition started with Biraghi in 1988, who firstly created a Horizons
section, and in the 58" edition with Barbera, who named Cinema del Presente (Cinema of
the Present) the section parallel to the main competition. The Orizzonti section aims at pro-
viding a picture of new trends in cinema, thus, it is the section devoted to experimental,
avant-garde cinema. It presents a maximum of fifteen feature films in 35mm or HD format
plus a maximum of seven documentary features.

In the 2004 edition only few Orizzonti films were screened in the Sala Grande (1070
seats), the main theatre where all the official screenings of the Competition section take
place. Among the Orizzonti films, those which were not produced or distributed by Ameri-
can or Italian production companies were screened in the Palagalileo without the protocol
of the red carpet. This caused the feeling of being a B Competition section among the par-
ticipants. In addition to that, none of the Orizzonti films were screened in the evening slot.
The screening slot for the documentaries was 11:00 am, the slot for fictions was 3:00pm.
Despite their screening time, documentaries films, in particular, have been extremely well
received both by critics and by the audience (not only by the accreditation holders but also
by the general public) even in comparison to the most spectacular films projected in the
evening slot. This was a clear indication that an international film Mostra cannot be only a
springboard for Hollywood films about to be released in theatres within a few weeks after
the festival.

Most of the Orizzonti films are produced by independent production companies. Most
of them do not have an international distribution. In the contemporary cinema industry,
‘countries’ where films are produced do not play an important role, rather, they have been
replaced by major brands, that is, by who is distributing the film at national and interna-
tional level. Just to give an example, Solanas’ documentary La dignidad de los nadies was
given a collateral award in the 2005 edition, but did not manage to find a sales agent during
the Mostra. Difficulties arise also due to the short period filmmakers and producers can
spend at the Lido (three nights for the director and 3 nights for the leading actor are covered
by the Mostra, but only for fiction films. For documentaries, the Biennale pays three nights
for the director only). Furthermore, small production companies cannot cover the expenses
for a press attach¢ who could work to promote the film. Most of the producers invited
within the Orizzonti do not have an Industry accreditation. Being outside the film market
means to be cut off from the chance to advertise your film in a fruitful way. In order to sup-
ply this, a specific service should be set up for the Horizons films. In particular, the services
of the Industry and Press Offices of the Festival should address the needs of independent
films, insisting on promotional activities, organising seminars and informal meetings to
give directors and producers the chance to get to know other professionals within the field,
rather than concentrating on the red carpet protocol only. Throughout these measures, the
Venice Mostra might be able to enhance its being a platform for launching and promoting
films that need the Venetian Mostra, not for supporting only films that use the Mostra as the
arrival point of a promotional campaign decided and conducted elsewhere.

% A brief history of the Venetian Mostra Internazionale d’Arte Cinematografica can be found on the offi-
cial website of the Venetian Biennale. See: http://www.labiennale.org/en/cinema/history/>. Accessed March
2007.
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Questioning Categories: Documentary versus Fiction, Analogical versus Digital

Among others, it is worthwhile mentioning a couple of occasions when the Venice
Mostra showed its resistance to rigid categories often taken for granted within cinema, such
as the fiction/documentary distinction, the hierarchy between celluloid and video. In the
interstices between one section and the other, in the moments of pause between one projec-
tion and another, films become living subjects that somehow manage to escape the inten-
tions of film-makers, film critics and festival directors.

The film The Wild Blue Yonder by Werner Herzog was scheduled within the Horizons
section in the documentary slot but Herzog refused to label his film as a documentary in the
catalogue and in the press material. In the 2005 edition, the film Pervie na Lune (The first
on the Moon) by Alexei Fedortchenko got the Horizons documentary award, even though
the director regarded his film as fiction. Ironically, in the same edition and always within
the Horizons, Lech Kowalski’s East of Paradise got the Horizons fiction award even
though Kowalski regarded his film as a documentary. The distinction - if there is any fol-
lowing Bazin - between documentary and fiction cannot be easily resolved, nor can it be
blurred just by introducing an all-comprehensive yet theoretically weak category, that of the
docu-fiction, which is used also in the applications for funding sponsored by the Media
programme of the European Union’.

One of the great innovations in cinema in the last decade, has been the development of
digital technology. Despite the career Lion given to Eric Rohmer’s digital film L’Angle et le
duc (The Lady and the Duke) in the 2004 edition, the presence of digital cinema has been
always controversial in the history of the Mostra. For years, digital films were confined to
the New Territories section and were screened in a theatre not well equipped with digital
apparatuses causing innumerable problems during the projections. Only in 2004 the New
Territories section was finally perceived as a kind of outdated ‘ghetto’, prompting the deci-
sion to distribute the digital films in all the sections of the Mostra. This has been a step to-
ward the abolition of an elitarian hierarchy between analogical cinema perceived as high,
true cinema and digital film-making taken as less cinematic. This is a means of recognising
that the growth of networked computing and digital film-making platforms facilitates inno-
vative practices such as collaborative film-making and independent distribution modes
(websites, databases and chat rooms).

Outside the Horizons section, a place where cinema is explored in all its potential is in
the Retrospectives, which function as a live archive to rethink the roots of cinema and to
understand the origin of contemporary cinematic innovations and contaminations. The Ven-
ice Mostra has been undertaking a continuous exploration of the film heritage of different
countries. The secret history of Italian cinema is the attempt to recover, restore and redis-
cover the great but half forgotten Italian cinema. The ‘archaeological’ investigation started
with the Italian Retrospective of B movies (the noirs of Fernando Di Leo, the thrillers of
Umberto Lenzi, etc.), has continued with the retrospective on Sino-Japanese B movies and
of Russian musicals. Among the titles presented in the Russian retrospective last year there
was Cheriomushki (Neighbourhood Cheriomushki) by Gerbert Rappaport put to music by
Dmitrij Shostakovich, or Vesiolye rebiata (The Merry Boodle) by Grigorij Aleksandrov,
with the jazz of Leonid Utiosov as its main protagonist, a film which was already showed in
Venice in 1934.

In the case of the Italian retrospective, paying attention to the so called B movies means,
first of all, making efforts to circulate copies of these films around the world after the Ve-
netian Mostra. The ‘wild bunch’ of critics formed in the 1970s around these films, went in
search of more complete copies, integral versions, trailers in many languages, backstage, all

7 The category of docu-fiction is used within the context of Media Programmes just as an example of
films that cannot apply for funding, which are reserved for fictions or documentaries or creative documenta-
ries — following Grierson’s definition of documentary in 1930. However, the fact of rejecting this type of film
implicitly admits the existence of this category.
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materials to be showed in the DVD market and even online. Retrospectives, therefore, are
both spaces for restoring hidden and decayed copies, but also for promoting and further de-
veloping the critical study of these films.

Closing Remarks

Going back to the opening reflections on modernism and avant-garde cinema or, better,
cinema tout-court, it is worthwhile recalling that the advent of a cinematic sensibility and
aesthetics placed viewers in movement. To move means to be able to search, to question, to
doubt. (Rohdie, 2001). Cinema is the promised land of the endless quest undertaken by the
Venetian Mostra Internazionale d’Arte Cinematografica, which becomes a cinematic locus
itself where the object of desire is cinema, regardless of its experimental character.

As stated before, film is no longer experienced solely within the film theatre but through a
wide range of settings, from the World Wide Web and mobiles, to art galleries. The collective
experience of watching a film within a theatre, however, remains something unique. This col-
lective rite renders visible the affectivity between spectators and films. The role of the Venetian
Mostra to provoke a desire for cinema is to be understood also as the desire of provoking the
concrete phenomenological experience of being within a darkened theatre about to watch a film
and then being able to express one’s personal opinion in the presence of the director, actors, etc.
A Mostra, like an art performance, should promote active spectatorship through the rite of the
collective enjoyment of cinema making the public act or react.
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Pe3ztome

B otBer Ha xputuky Kpaycc, oOpymIHMBIIyIOCS Ha €ro BOOOpakaeMoe€ «yBOJIbHCHHE)
IKCHIepUMEHTaNbHOTO KUHO, CTaHinu KaBemn mpuBoauT ciieayromniue 10Bojabl: «Ecimu pedb
UaeT 00 UCTUHHOM XYJI0’)KECTBEHHOM JBIIKCHHH M MPUTA3aHUS OTHOCHTEIBHO MOJOXKCHHUS
MCKYCCTBA KMHO CIIEJyeT OCHOBBIBATh Ha HEM (IKCIIEPUMEHTAIN3ME), TO CTOUT TOBOPUTH O
POJH PKCIIEPUMEHTAIN3MA B CO3JIaHUU (PrIbMa, Kak 00 0cO0OM uepTe, Cpeau Ipyrux pas-
JUYHBIX 4YepT, (...) U HE OIICHWBATh €r0 3HAUCHHUE OTACIBHO OT CYXICHHH O CMBICIIAX
¢unpma kak takoBoro (Cavell: The World Viewed, p. 217). B xuHo aBaHrapa Hepemko
TIOJIMEHSIICS. PSJIOM Pa3IMYHBIX KaTErOpHid, BPOE SKCIIEPUMEHTAILHOE KHHO, HEMTOBECTBO-
BaTeIbHOE, YHCTOC, a0CTpaKTHOE, KHHOPWIBEM ¢ MHTepMeausMu. M Bce ke HU OJHO U3
3THX 0003HAUCHHI HE MOXET OBITh MPUHATO. ABaHrap;] OCIAPUBACTCS HE TOJBKO KaK Tep-
MUH, HO ¥ KaK HCTOPUYECKasi KOHIICIIINS: CO BPEMEHHU CBOET0 O(UIIMATBHOTO POXKICHUS B
1895 romy, kuHemartorpad yke ObUI OCO3HAH IO CYIIECTBY KaK aBaHrapl, MOCKOJbKY OH
OIOPBAT KYJbTYPHBIC HHCTUTYThI U MPEANOCHUIKN JIEBATHAAIATOrO Beka. Kunemarorpad
tfout court, CIeOBAaTEIbHO, €CTh CMYTHBIH OOBEKT JKEIaHUH, MPECICIyeMbIil TaM, TJIe To-
Ka3bIBACTCSA W TOTPeONISIeTCS KMHO, B TOM YHCIIE WM Ha BeHenumaHCKoM KHHO(ECTUBAIC
(uman. Mostra Internazionale d’ Arte Cinematografica).

Crnenyst 5TUM CYXIESHHSIM, MOXKHO JIU TOBOPUTH O TOM, YTO KHUHO(PECTUBAIL OCTACTCS Me-
CTOM, TJIe, K TIPUMEPY, SKCIIOHUpYyeTcss KMHO? JIaHHBI BONPOC JCHb 3a JJHEM CTAaHOBHTCS BCE
OoJiee aKTyaJbHBIM BMECTE C TEM KaK pacTeT 4ucio (eCTUBAIICH IO BceMy MHpY, C TEM Kak
TMOBBIIIAETCS. HE3aBUCHMOCTh M JU(QepeHImaIys coco00B MPOU3BOACTBA M TPOABUKECHHS
¢wieMoB. B maHHOI cTaThe 51 OBI XOTENA MPEUIOKUATH HEKOTOPBIE PEIICHUS BOIIPOCA O POIH
Beneranckoro KuHogecTHBas, mojiarasich Ha COOCTBEHHBIH MPOPECCHOHANBHBIN OMBIT. 1
BMECTO TOT'0, YTOOBI KOMMEHTHPOBATh (PHIIBMEI, IOKa3aHHbIC Ha Benermanckom dectuBae, s
npeanoyia Obl MEPEeBECTH BHUMAHKUE YUTATENS B IDIOCKOCTh MPOTrPAaMMHUPOBAHUS U OpraHu3a-
un (ectuBaiss. MIMEHHO TO, KaK KOOPIUHUPYFOTCSI CEKIIMH, IMOKA3hIBAIOTCS U OICHUBAIOTCS
(bUITBMBL, KaK N30UPAIOTCST MEPBI, TIPSIPHHUMAEMBbIC ISl YCHUIICHUST BO3JICHCTBUS, OCYIIIECTB-
nsiemMoro Bereranckum (ecTHBasieM Ha HAIMOHAIBHOM U JIOKAJBHOM YPOBHE, PEIIacT BO-
poc ycnexa Jubo mposasa.

CerojiHst Mbl MOKEM CMOTpETh (DUIIBMBI JoMa, B IHTEepHETE, Ha XYI0’)KECTBCHHBIX BbI-
CTaBKax W T.I. JIMYHBIA ONBIT OT MPOCMOTpa (GUIIbMa B 3pUTEILHOM 3ajie, OJHAKO, MPE/-
CTaBISICT COOOM HEYTO MPUHIMIUAIBHO WHOE. Poib, mocTaBmiascss KHHO(ECTHUBAIAM, CO-
CTOUT Kak pa3 B TOM, 4TOOBI BO30YKIaTh B 3pHTENE CHIBHOE )KEJTaHHe K IPOCMOTPY KHHO.
DTO MOXKET OBITh IOHATO KaK CTPEMIJICHHE K TIPOBOIMPOBAHUIO KOHKPETHOTO (PEHOMEHOIIO-
THYECKOTO ONBITa OBITHS BHYTPH TEMHOTO 3PHUTEIBHOTO 3ajia MPH MPOcMOTpe (huinbMa, u
3aTeM BO3MOXKHOCTH BBIPAXXCHHUS JTHUYHOTO MHEHHS B MPUCYTCTBHU JHUPEKTOpA, aKTEPOB U
T.1. KunodecTuBaimo Tak ke, Kak U UCKYCCTBY TnepdopMaHca, clieyeT MOBBIIIATh JACHCT-
BEHHOCTh 3PETHITHOCTH Yepe3 PUTyas MOJYUYCHUS KOJUIGKTUBHOTO HACIAXKICHHS OT KUHO,
BBI3BIBAIOIIECTO 3PUTEIHHYIO PEAKIINIO JTHO0 00HAPYKUBAIOIIEE €€ OTCYTCTBHE.
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XyAOXXHUK oABUO AKEPCOH: O®OPMIIEHUE NEPBbIX
PEBOJIIOLUUOHHbIX NMPA3OHECTB
(Butebek, 1918-1923 rr.)

J1. MuxHeBsuu
3aB. Hay4HbIM oTAenom My3esi coBpeMeHHOro n3obpasmnTenbHOro NCKyccTBa
(MuHCK)

epBble BUTEOCKHE PEBOJIIOIIMOHHBIEC MPA3THECTBA OBLIM I'PAHAMO3HBIM 3PEIHILEM.

Tak mymaror, mo KpalHEW Mepe, Te€, KOr0 HMHTEpPeCcyeT HCKYCCTBO aBaHTapja.

CKpPOMHOCTB YIENEBIINX JOKYMEHTAIBHBIX CBUICTEIHCTB — KOPOTKAs JICHTA KH-
HOXPOHUKH, T/Ie 00Jiee BCETO Mopa)kaeT KOHIIEHTPUPOBAHHOCTh Y€TIOBEUECKOM TOJIIBI, TOpa
MaJIOBBIPA3UTENBHBIX IUPKYJISIPOB M3 MECTHOTO apXHBa, HETAaTUBHBIA TOH OOJBUIMHCTBA
KOPOTKHUX pElLeH3Ul, YTO HUUyTh HE YMEHbINIAaeT BceoOIiel yoexxaennoctu. Koneuno, camo
BpeMs — 3aMeUaTeIbHbIN XyJO0KHUK, HO J€JI0 BCE KE B APYTOM.
[TepBBIe PEBOJIOIMOHHBIC Mpa3THECTBA B BuTeOcke ohopMiIsuiiM Xy I0’)KHUKH, Yb€ TBOpUE-
CTBO 3aCTaBWJIO AyMaTh MHAUE LIEJI0€ YEJTOBEUYECTBO.

Bo-nepBbix, 37€Ch BIIEUATISIET YKE CaMO COSIMHEHNE UMEH BEJTUKUX TMOHEPOB aBaHTap-
Ja. JTa cuTyalus B KyJbType Oojiee HUTJE U HUKOTJa HE TIOBTOPUTCA: OJJHOBPEMEHHOE CO-
CYyILIECTBOBAHUE B OJHOM PEALHOM IPOCTPAHCTBE JBYX IVIABHBIX XYJ0’KECTBEHHBIX MPOTH-
Bonosio)kHocTer — [llarana u ManeBuda. YCIIOBHO 3TO «BEJIHMKOE IMIPOTUBOCTOSHUEY» MOXKHO
OTIPEIETNTh, KaK KOHCTPYKIHIO U JIEKOHCTPYKIIMIO 00pasa.

Bo-BTOpBIX, BUTEOCKHUI MapruHadbHBIN ONBIT HECOMHEHHO Ba)KEH ISl MCCIlIeoBaTeNei
U cerojiHs, 00 BCE OCHOBHBIE MCCIIEIOBAHUS aTUTAIIHOHHOTO U MOHYMEHTaJIbHOTO UCKYC-
CTBa NEPBBIX COBETCKUX JIET CHAEJIaHbl Ha Marepuanax npazaHoBaHuil Mocksbl u Ilerpo-
rpajga. A 31ech IPOCIEKUBACTCS HE TOJBKO €CTECTBEHHAs] POJACTBEHHOCTH SIBIICHHUM, HO U
HECOMHEHHBIE OTPOMHBIC Pa3TUYHS.

B-Tperbux, npuBiekaer cama napagoKCaIbHOCTb 3TOTO sIBJICHUS. VICTOpUYECKH CI0XKIIOCH
TaK, 4T0 O(h)OpMIICHHEM IEPBHIX PEBOIOIMOHHBIX MPA3AHECTB B Burebcke 3aHUMANCh XY-
JOKHUKHU-HOBATOPBL. BakHO MOYEPKHY T, UTO aBaHTap/ U aruTallMOHHO-MACCOBOE (aruTaly-
OHHO-TIOJIUTHYECKOE) HCKYCCTBO COIMalIbHO akTWBHBL. HO B 3aMbicie XyJdOXKHHKa-
aBaHrapJuCTa BCETAA NPUCYTCTBYET HENOHAMHOCMb, OHA TYT YTO-TO BPOZAE POJOBON MpUMeE-
Thl. ATHUTAIMOHHOE HCKYCCTBO SIBJISICTCSI PA3HOBHUIHOCTHIO TPOCBETUTEIILCKON KYJIBTYPBHI,
CMBICIT KOTOPO — «3aBepOOBaTh» M YOCIHUTh 3PUTEIIS, TOOUTHCS €IMHOMBICIINS U COTYBCTBUSL.
3HAYUT, IOCYTH, OHO SIBJISIETCS AHMUABAH2APOHbIM. BOT 1 MOIy4aeTcsl, YTO XyJOKECTBEHHOE
odopMiieHHe TIEPBBIX MPA3THECTB HAXOAMWIOCh B COCTOSIHUU SCTETHUECKOro KOH(IIMKTA C ca-
MOM CYITHOCTBIO aruTAlIMOHHOM KYJITYPBI.

N3 Bcero xymoeCTBEHHOTO O(GOpPMIICHUS BHTEOCKHX MPA3THECTB, IO CYIIECTBY, W3-
BeCTHBI Tpu 3cku3a [llarana. [Io3ToMy HECOMHEHHOW ynadeil CTano OTKPBITUE CPEAW Ha-
cnenusi ManousBecTHoro xynoxkauka J[.A. Skepcona (1896, Burebck — 1947, Mocksa)
TpuHaaUaTH () MPOU3BEICHH, PETPE3CHTYIOIINX 3TO K€ COOBITHE.

Sxepcon asun AponoBud poauics B Bureocke (15) 27 mapra 1896 rona. Jlata u mecto
pOXkIeHHs ObUTH yCTaHOBIJIEHBI TOYHO, Oylarosiapsi JOKyMEeHTaM U3 ceMelHoro apxusa. [lepBoe
Xy/IO’KeCTBEeHHOEe oOpa3oBanue oH nomyuri B «lllkone pucoBanus u sxuBonmci» FO.M. Tsna
(1854-1837). Ceromnst 5Ta MIKONA-CTYAHs TOJy4YMJIa JOCTaTOUHYIO W3BECTHOCTh, HO Ooliee
BCEr0 €€ OCHOBATEN'b U3BECTEH Kak nepBblil yunutens M. [llarana, O. Haakuna u 3. Jlucuixoro.
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OT10T (DakT U OUIYIIEHHWE PA3UTEIBHOIO JUCCOHAHCA SCTETUK caMoro [IsHa U «3BE3IHBIX»
YUEHHKOB 3aCTaB/IieT BHHUMATEJIbHEE OTHECTUCh MMEHHO K €ro IpernojaBaTelbCKon
nestenbHocTH. M3HawanbHo «lllkonma pucoBaHMsT M KUBOIMCKY) Tpearoiaraja camble
HavyalbHbIC 3HAHUS W yMeHHs, 0o 3aruanupoBanHbli 0. IIsHOM Kypc ObUT paccuuTaH Ha
noiroga. Ho wdame Bcero oOydeHue MIMIOCh HECKONbKO JeT. Ho rmaBHbIM, cynas mo
BOCIIOMHHAHUSM ~ YYEHHKOB, OBUIO HE COBEPIICHCTBOBAHHE TEXHUYECKHX HABBIKOB, a
OmucTatenbHas atMocepa «cmydiceHuss 8blcoOKOMyy», TIONHAs OUIyIIEHHWS BOCTOpra OT
CONPUKOCHOBEHHS C CaMbIM IMPEKPACHBIM M CaMbIM HHTEpECHbIM. VIMEHHO 3TO erBa JIu He
HaBCer/la yJEepKUBAJIO0 YUEHUKOB, pa30pOoCcaHHbIe M0 MUPY, Yepe3 CTPaHbl M TOJIbl OHU MCKaIH
npyr napyra uepe3 Hero. C JlaBumom SlkepcoHOM U €ro >keHOM, XyaokHuueW EneHoit
ApkanpeBHoii KaOumep-flkepcon, IIsH momnepkuBan camble TeEIUIble OTHOIICHHS W BEI
AKTaBHYIO TIEPEIMCKY J0 CBOEH Tparmueckoil rubemu [5]. Tlourn Bce ero ydeHUKH w30paim
TBOpYECKHE MPOGECCHH, OHU CTAIN I'PaBEpaMH, CKYJIBIITOPAMH, KHBOITHCI[AMH, APXUTEKTOPOMH.
Bropoii cunbHON cropoHOM IIPHa-yuwrens criegyer Ha3BaTh €ro yMEHHE PpasIisiieTbh
VHMBUIYyaJIbHOCTh MaJIEHbKOro aBTopa. KOHEYHO, B OCHOBHOM, OHHM CTalId XyJO’KHHKaMH-
peamctamu. Ho Boctipusitie peanbHOCTH, K puMepy, y I1. SIBuya pa3utenbHO oTiIMyaercss OT
nozuimit A. Kopskenesckoro win WM. BopoBckoro, — a 3To XyI0)KHUKH, BCIO )KU3Hb Pa0OTaBIIIHE
psanom. IlpeneOpexwurensHoe BbicKaszbiBanue Illarama, B mexabpe 1918-ro, o mapsimem B
ButeOcke «kalkoM mepeIBIKHIYECTBE» [7], HECOMHEHHO cienyeT otHecTH | K [IaHy. Ho ero
TOH pasUTENbHO M3MEHUTCA ¢ rogamu. CTaB B3pOCIBIM M MYZAPBIM, OH OCO3HAET, KaK JIEIKO
MIOJIOMAaTh MAaJEHBKOIO XYyJOKHHKA, €ro BOOOIIE MOXXHO HAay4uTh He ObITh MM. Benukas
cBobo/1a, BeposATHO, Obuia B Illarane ¢ camoro Havana u, MOHUMasi COOCTBEHHbIE TpaHuUIlbl, [[9H
HUYEM He nnomenan ei. JIEroHbKO Morinaauia MaleHbKUE KPbUIBIILIKY U IOATOJIKHYJI — JeTH!

Co cnoB E.A. Kabummep-fkepcon u3BectHo, uro B cepeaune 1900-x [aBun Sxepcon
yumics B BureOckoM KoMepyecKOM YUWIMIIE (JOKYMEHTAJIbHBIX MOATBEPXKIHEHUM HET).
Komepcanta 13 Hero He NONy4WIOCh, IOCIE OKOHYAHMS YYWIMILA OH, I0 IpUMEpPY
Jlucuikoro, TOCTYNHJ YYUThCS Ha CTPOMTENBHBIA (pakynmpTeT (KOTOpBHIA 1aBanm U
XyaoxkectBeHHoe obOpaszoBanue) PITN — Puwxckoro momurexHuyeckoro MHCTUTYyTa. K KOHITY
X1X Beka 3TOT MHCTUTYT CTaJl OJJHOM M3 CaMbIX MHTEPECHBIX apXUTEKTYPHBIX IIKOJ CBOETO
BPEMEHH, 3HAUCHHWE KOTOPOW 3HAYMTENIFHO TPEBBINIATIO €€ PEerHOHANBHBIA cTatyc. Ocoboi
NPMETON ITOM IIKOJBI OblIa € aKTHBHAs BKIIOYEHHOCTh B €BPOINEHCKUIT Xy/0KEeCTBEHHBIN
nporiecc. B ato Bpems s BeimyckHuKOB PIIM moutn o0s3aTensHOM cTala OJHO-
IBYXTOJMYHAs CTQ)XUPOBKA 3a TpaHulleil, B ocHoBHOM B ['epmanuu (B beprnune, [Ipesnene,
[tytrapre, Hapmmrare u ap. ropogax). CraxupoBamuch B Bene, Ilapmke, XembCHHKH.
DOpMHUPOBAHUE PUKCKON apXUTEKTYPHOM MIKOJbI HAYAJIOCh MO BO3JICHCTBUEM SKIIEKTHU3MA,
OJTHAKO CTWJIEM, KOTOPBIA PHKAaHE CYMEIU HE TOJBKO OCO3HaTh, HO U TAJAHTIIUBO, SIPKO
BOIUIOTUTH IUIACTHYECKH, CTall MOJAEpH. OHM CyMeNM M KPUTUYECKH OLEHUTh CO34aHHOE
CaMMMM € B OCTpEHIIMX CIOpaX Ha CTPaHMLAX BCEX TOTJAIIHUX MOMYJSAPHBIX U
npodeccHoHaNbHBIX M3aHuii (a B Pure toro Bpemenu ux Obu1o0 MHOXecTBO!). ToH B 3TOM
nosieMuKe 3aaBait xxypHai «Jarbuch fiir biildende Kunst in der Ostseeprovincen», KOTOPBIi €
1907 mo 1913 rr. u3maBano Prkckoe apXUTEKTYpHOE TOBApHUILECTBO. OJTO U JpYyTHe
NePEOIMUECKAE W3[aHHUsA CIIOCOOCTBOBAIM OypHOMY paclBeTy MOJepHa HWMEHHO B
BU3YaJIbHOM, JIETKO BOCHPUHMMAEMOM JIEKOPAaTUBHOM IUTaHE. XOTs, KOHEYHO, HE CIIEIyeT
MEPEOLIEHNBATh POJIb IUIACTUKUA B MOJIEPHOBOM apXUTEKTYpE; CYLUIHOCTh €T0 HE BO BHEIIHEM
JeKope. 3a HOBM3HOW JEKOPaTUBHBIX (POpM 37€Ch CIpATaH KAaYeCTBEHHO HOBBIA THIT CBSI3U
MEXAy MaTepHaIbHO-TEXHUUYECKOW CyOCTaHIIMEW 3/1aHuSl U €ro XyJ0)KECTBEHHBIM PELICHUEM.
CrunucTudeckas LEHHOCTh — apXUTEKTypbl MojepHa oOycioBieHa HE (HOopMalbHBIMU
MPOSIBIIEHUSAMH CTWISL (TIpU BCEM MX BaKHOCTHU!), a caMOM HAIpaBJIEHHOCTBIO METOJA, KOTOpast
3aKITI0YaeTCs B HOBAMOPCKOU TpakToBKE (GopM. [l MOHMMAaHUWs JUYHOCTH W TBOPUYECTBA
SIkepcoHa 3TO MOJIOKEHNE MPEACTABIAETCA BECbMa BaKHbBIM.

TouHbIX CBefieHUI HET, HO camo Bpems oOydeHus Jl. SIkepcoHa Mmo3BOJsSET BBICKA3aTh
MPEIION0KEeHNEe, YTO OH ydwics Ha Kypce Bumsrensma ¢on Crpuka (1864-1928),
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KoTopbii B KoHIE X1X Beka cam mpomyuun oopa3oBanue B PIIU, 3arem craxkupoBajics B
['epmanum, 10 NpenoaBaTeabCKOM EATENbHOCTH HECKOJBKO JET paboTan B M3BECTHOM
apxurektypHoM Oropo B. Koxa. BrisiButh Bnmsinue tBOpuectBa B. ¢on Crpuka Ha
npousBeaenus Jl. SIkepcoHa He MpeiCTaBIAeTCs] BO3SMOXKHBIM, HOO CEro/IHs M3BECTHA JIUIIb
onHa pabota 3TOro aBTopa — nocrpoiika 1903 roma, koTopas mpeacTaBiseT nepepadboTKy
POMaHCKOI'O CTHJIS.

B nmare BosBpamienust Skepcona B BureOck cymectByror pazHouteHws. Tak, I'. Kazockwuii
(U3pansw) HazbmBaer 1917-i1 ron [4], a An. [arckux (Poccust) — 1918-i1 [9], a unorma u 1919-ii [8].
3nech HaM ToMoraer caM SIKepcoH. 3aBepLICHHBbIE, TOTOBBIE K CAMOCTOSATENBHOM JKHU3HU
MPOU3BENICHNS], OH MOAIMUCHIBAI O4eHb MOIpoOHO. OH yKa3bIBajl JA€Hb, TOJ U MECTO CO3/IaHMs
pabotsl. IlepBoe «BuTEeOCKOE» mpousBeneHUE natupyercs uroHeM 1918 roma. He Tombko
MIOJIMTUCh, HO eIe Ooyiee caM HECIENIHbIM W CIOXKHBIA XapaKTep €ro TOTJAIIHEH TEXHHKH,
HeKas pacciablIeHHOCTh M TOMHOCTh YYBCTBA, €T0 «3aMEIUICHHOCTBH» YOEKHAIOT HAc, 4To
J. SIxkepcon Haxonwuics B ButeOcke, 1o kpaiiHei Mepe, ¢ KOHIIa BECHBI 3TOTO Toja.

Hauanom ero TpyaoBOW AEATENBHOCTH CTalO ydacTue B O(GOPMIICHMH Ipa3IHOBaHUS
nepBoii OKTAOPHCKOW TOAOBIIMHBL. B PYKOMHCHOM yIOCTOBEPEHHH, BBIIAHHOM MOJIOJIOMY
aBTOopy B 1919 romy u xpansiuemycs ceroiHsi B ceMeilHoM apxuBe SkepcoHoB B M3pawure,
ckazaHo: «Tos. Akepcon 6 bbimuocms ceoro 6 Bumebcke becnpepvisno paboman 6 I yoeprckou
Komuccuu no ykpawenuro 2opoda k OkmadbpbcKoll 20008uuHe U YUCTIUICA YIeHOM O3HAYEHHOU
komuccuu. I'vo. ynonHomouennwlii no denam uckyccems Mapx Lllazany.

C ocenn 1918-ro u no 1923-i1 rox laBuza SIkepcoH — OJMH U3 CaMbIX aKTUBHBIX aBTOPOB
npazaHUIHOro odopmieHus Burebcka. Ero xusHp ctpemutensHa v HanoiHeHa. OH — 4ieH
KommyHnanbHOM Mactepckoil, co3manHoil IllaranoM najisi BBINOJHEHHS BCEX JAEKOPATUBHO-
oopmurensckux padot B ButeOcke 1 Buredckoii ryGepHHn, a TakKe eJMHCTBEHHBINA aBTOP
odopMIIeHHS PEBOJTIOIMOHHBIX Mpa3aHoBaHuii B . HeBene (ceromus — Poccust). OH ke r7aB-
HBIN CKyJIbNTOp BUTEOCKOrO [l1ana MOHYMEHTaJIBbHOM MpoMaranabl, pyKOBOAUTEIh CKYJIbII-
TypHOU MacTepckoit Burebckoro HaponHoro yumnumia. [lo cBunerenscTBy sxeHsl, [, SAxep-
COH — OJIUH U3 CaMbIX aKTHBHBIX YWICHOB «YHOBHCa» (B CIIUCKaX €ro HET), YYaCTHUK Cympe-
MaTu4eckoro opopMiIeHHsI ropoia o1 pykoBojacTBoM K. Marnesuya.

[Iponiecc moarotoBku mpa3zgHOBaHUS MepBoi OKTAOPHCKON TOJOBIIMHBI OMKMCAH B
kuure Hlarana: «MansgpoB no BeiBeckaMm B ButeGcke xBaTaer. S coOpan ux Bcex oT mana
110 BenHKa. .. »[6]. MccnenoBarenu aBaHrap/ia COBEpIICHHO He 00paIlaloT BHUMaHUS Ha 3TU
CTPOKH, XOTSI OHH MO3BOJISIOT C/IEJIaTh BECbMa BaXKHbIE BBIBOJIbI. BEpOSITHO, CIIOBO «Masip»
BOCIIPUHMUMAETCS, KaKk BechbMa HH3Kas MNpodecCHOHaNbHAas XapaKTepUCTHKA, YTO
COBEpIIEHHO HE COOTBETCTBYET JECHUCTBUTEIBHOCTH. Bmecte ¢ TeM  HHYEro
NPEHEOPEKUTENBHOTO TyT HET Hudero. Crenyer Y4YUTbIBaTh BHUTEOCKYIO SI3bIKOBYIO
monenb. Tonpko duTo cosgaHHas bemopycckas PecryOnmka yTBepamia —yeTbIpe
rOCy/IapCTBEHHBIX SI3bIKa, @ B MPOBUHIIMATHHOM BuTeOcke ux BOOOIIE MPUHSIIN BCE IIECTh.
B s3pike [llarana HensbexHbl 3aMMCTBOBaHUsA. ETo «Mamnsip» cienyer BOCHIPUHUMATh, Kak
ONpeIeJICHUE peEMeECa CBOMX KOJIJIET — PUCOBAJIBIIMKOB UM MAaCTEPOB BBIBECKH, TPAIULIUN
KOTOpPOM CKJIaJbIBAIUCh HE OJHO CTOJETHE M NEpPeJaBalMCh U3 MOKOJIEHUS B MOKOJICHUE.
OTO TUN XYJOKECTBEHHOI'O pEeMecia HE MEHEE€ 3HAYUTENbHBI, YeM HCKYCCTBO
MKOHONHNCIIA, pe3YHKa, IOBEIUPA, MacTepa 30JI0ThIX U U GappopoBbix Aen. KoneuHo xainbp,
YTO CErOJHsS YTpaueHbl CAMH MAMATHHUKHU 3TOM XYyJI0XKECTBEHHOHN KYJIbTYpPbl, UTO, BIIPOUEM,
COBEPIICHHO HE MEIIAeT TMOSBICHUI 31EeCh CHEIHUAIbHBIX HCCIECJOBAaHUM, BIIOJIHE
BO3MOJKHBIX Yepe3 BTOPHUYHBIN IUIACTHYECKUH 00pa3 (Omaromapsi n300pakeHUSIM Ha
YKUBOTIICHOM WJIH TpayUuecKoM reizaxe, pororpaduu WIH XPOHHKE).

OcHoBHas npoOiemMa oGOpMIICHHS aHAIOTUYHBIX Mpa3nHecTB MockBel u Iletporpana,
OomnpeleseHHass M AaHAJUTUYECKUMM CTaThIMH TE€X JET, M HAllUMHU COBPEMEHHUKAMH,
3aKJII0YAETCS B CIEAYIOMIEM. JTO «OTCYTCTBUE B T€ TOJbI OINbITA TAKOTO POJiIa MOHYMEH-
TaJbHBIX palbOT, KOTJa CO3/1aBaeMble MPOU3BEIECHUS NOJIKHBI ObUTH OBITH pacCUMTaHbl Ha
BOCIIPUATHE HX B TPOCTPAHCTBEHHOM M apPXUTEKTYPHOM OKPYXEHHH TOPOJCKUX

118



ancamOuieity. IllaranoBckuil TEKCT IOMOraeT MOHATh TO, YTO BUTEOCKas «Ipa3gHUYHAS
KoMaHIa OQOpMHUTENIeHl HWMella HaBBIKH, TOBOPS COBPEMEHHBIM S3BIKOM, PEKIaMHO-
IU3aiHEPCKON paOOThI B TOPOJICKOW cpejie, KOTOPYIO OHA K TOMY JKe MpeKpacHo 3Hana. U3
o6uorpaduu M. Illarana SBCTByeT, YTO y HEro camMoro ObUIO roja TpU MOJO0OHOTO OIIBITA,
noixyyeHHoro um B IlerepOypre. Y ero mepBoro yuuTens U «TOBapHILA IpelcenaTelis
XyaoxecTBeHHOM koMmuccum» FO.M. I1aHa nogo6HOro onbita ObLIO LENbIX TPUHAIATD JIET.
HaBuga SlkepcoHa, HECOMHEHHO, CIEAYeT CUYMTaThb YEIOBEKOM, HPOPECCHOHATIBHO
MOJITOTOBJIEHHBIM K paboTe B apXUTEKTYPHOM IIPOCTPAHCTBE. DTOT MOJIOIOM aBTOp U CTal,
BEPOSITHO, OCHOBHBIM momouaukoMm Ilarama. Kak Hu cTpaHHO, HO B 3TOM yOexmaer u
ynoMuHaHue o HeM B «Moeii xu3Hn». Hukomy, kpome SkepcoHa, HE MOTYyT OBITh
MIOCBSIIIEHBI OYE€Hb T'OPbKHE CTPOKU YIIPEKa aHOHHUMHOMY JIPYTY-IIPENATENI0, CKYJIBITOPY-
cynpematucty. Ilepexon ImaraJoBCKMX YYEHMKOB B MAacTepcKyr Manesuda crad,
HECOMHEHHO, TOCJIeIHEH Karuield B IIaraJoBCKOM pelIeHWH yexaTh u3 BureOcka. A emre
paHee ero HaBCerja paHWia TBOpUecKas u3MeHa SIkepcoHa — YBIEYEHHOCTHb IOCJIETHETO
CyNpeMaTU3MOM JIMIINAIIA €T0 UMEHU B BocioMuHaHusx [llarana.

Eme oaHo otimmune ButeOckoi cutyarun. CoXpaHUBIIMICS JOKYMEHTAIBHBIA MaTepuanl U
BOCIIOMHHAHHUS OYEBH/ILIEB TIO3BOJISIOT C/IENIaTh BHIBOJ O JIOMHUHUPOBAHUU B O(OPMIIEHHN CUM-
BOJIMKO-QJUIETOPUIECKUX CIOKeToB. [lonmpoOyiiTe mpencTaBuTh MIakaT-MaHHoO C JICTAIOIIeH JKeH-
CKOM (hUrypKOH, KOTOpast U3 pora M300MINs PacChillaeT JMCTOBKU co cioBamu «CBoboma. Pa-
BEHCTBO. bparcTBo», Wi pasrisiuers Ha Kajapax KMHOXpoHMKH «Hwuseepikenue Banmomckont
kosoHHbDY A. Pomma. [IpunomunTe maranosckue «Mup XuwkuHaMm — BoitHa 1Bopuam!» u «lIpu-
BeT, JlyHauapckomy!». Cpeaun aBTopoB 3Toro Bpemenu lllaran 6bu1 Harbosiee cBOOOAEH OT MKO-
HorpadMUeCcKUX IMTaMIToB (00pa3oB KpacHOapMelilia, pabodero, OypKys U T.J1.), KOTOPBIE CJIO-
XKWINCh B aruTalliOHHOM HCKYCCTBE M B MIHOBEHHME OKa ObUIM YCBOEHBI 4Y€pe3 Ia3eTHO-
KypHaIbHYTO Tpaduky. [llaran He aruTHPOBaJ, OH MPEACTABIUT CBOE OIYIICHHUE «HOBOTO MH-
pa», a HEBEPOATHOCTb ATOTO MUPOBOCIIPUATHS U COCTAaBISIET IVIABHYIO TaliHYy €ro MCKYCCTBA.
Ho MOXHO yBepeHHO yTBEpKAaTh, YTO (POPMATBHO-TUIACTUYECKUH A3bIK IIArajJOBCKUX MPOM3Be-
JieHU# ObUT OJIM30K M MOHATEH BUTEOCKUM «Masisipam». BeroMHKTe, HACKOIBbKO BBICOKO HOBATO-
PBI LICHWINA BBIBECKY, AK€ COBMECTHBIE BBICTABKH IUIAHUPOBAIM, a HEYKpOTUMBbIC bypmokn
yKe coOpany LeIyl0 KOJUIEKIMIO. BIM30CTh MIarajgoBCKOro $3bIka M MHCUTHOTO HMCKYCCTBA
(mpuMUTHBH3MA) TIEPBOM OTMETHIIa BUTEOCKas nccienoBaTensHuia JI. Bakap Bo Bpemsi cpaBHU-
TEJILHOTO aHaJIM3a TBOpYECTBa IocienHero ¢ TopuectoM 0. IIsHa. D10 nonoxenue cnemyer
PacIpOCTPaHUTh U Ha TBOPYECTBO BUTEOCKHX «MaJIIpoB». MneorpaduuHoCcTh pUCyHKa, BBOX B
N300paKEHNE YKA3YIOLIEro TEKCTa, MOBBIILIEHHAs IEKOPAaTUBHOCTb, PABHO MAaCIITAOHOCTh U30-
Opa)keHus1, IEPBOILIAHOBOCTh OCHOBHOI'O MOTHBA — 3TO M MHOTO€ JIPYToe U3 IarajJoBCKOro Iuia-
CTHUYECKOTO SI3bIKa MPHUBETCTBYETCS, HO OHOBPEMEHHO €CTh U POAOBBIE MPUMETHI MHCUTHOTO
(MpUMUTHBHOTO) HMCKyccTBa. KOHEUHO, pa3sHMIIA MEXITy TBOPYECTBOM BUTEOCKHX MacTEpOB-
MHCUTHHUKOB U NMPUMHUTHBU3MOM IIAraloBCKUX paboT orpomHa. TBopuectso Illarana «mpuHas-
JIEXKUT 3MI0XE HOBOI'O XYJI0’KECTBEHHOT'O MBIIIJIEHHS, KOTJIa IPUMHUTHUB y4acTBYeT B ()OpMHUpPOBa-
HUM ACTETMKM MOJICpPHHM3Ma U OCO3HAaH aBTOPOM KaK CHUCTEMa, OCBOOOKAAroLas OT JOIM
akagemusMa...» [2]. Ho ucnonmHuTen ero npou3BEAEHHH MPEKpacHO MOHUMAIM BHELIHUE
IIPUMETBI €r0 XYAOKECTBEHHOIO s3blka. [lepBble mpousBeneHus SlkepcoHa OTHOCATCS M K
HKCIPECCUOHM3MY, U K CUMBOJM3MY. B pabortax mpazaHuuHOro oQopmieHHs OH JOCTATOYHO
HE3aBUCHUM OT ILAraJIOBCKOTO s3bIKa. Ero mpom3BeNeHus 31€Ch CTAIN YEM-TO BPOJE MOCTHKA K
A3BIKY M 33[ja4aM aruTalliOHHOTO MCKYCCTBA.

«K MomeHnty OKTAO0pbCKOil TOMOBIIMHBI ButeOckas ryOepHusi ObUia pa3ykpalleHa
450 GoNpIIMMHU TITAKaTaAMHU, MHOTOYHMCIICHHBIMU 3HAMEHAMH pabourXx OpraHu3anuii, TpuOyHa-
MH U apkamu...» [7]. g opopmiieHnss BUTEOCKUX PEBOJIONMOHHBIX Mpa3IHECTB ObLIH HC-
I0JIb30BaHbI ABU)KEHHE, 3BYK, CBET, TEKCT, IIBET (UTO MO3BOJISIET ONPENENUTh UX, KaK SBJICHHE,
THUIOJIOTMYECKH On3Koe Tearpy). JJOMUHUpPYIONMM LBETaMH ObLIM KpacHbI U 3eneHsld. Jle-
KOpaLMOHHbIE OOBEKTHI MOXKHO pa3/IeNIUTh Ha JIBa TUIIA — CTAl[MOHAPHBIE U JUHAMUYHBIC.
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CranuoHapHble — 3TO apK, TpUOYHBI, POCIHMCH U, cornacHo TepmuHosoruu Illarana,
«OosnplIMe TUTaKaThD» (B PYCCKOW HMCCIEAOBATENbCKOM TPAaaUIMU UX MPHUHATO Ha3bIBAaTh
«maHHO»). TepMuH «OOJbIINE TUTAKATED (TOYHEE, OBUIO OBl MOHYMEHTAJIBHBIE) BCTPEYACT-
csl BO BCeX BUTEOCKHX TEKCTax MCKyccTBoBeZa A. Pomma. YuuThIBas aruTallMOHHYIO Ha-
NPaBJICHHOCTh JITHX TNPOM3BEAECHUI M TMOUYTH O00s3aTeIbHOE NPUCYTCTBHE TEKCTOB-
IPU3BIBOB, O0JI€e TOUHBIM IpeAcTaBiseTcs TepMuH A. PoMMa, HO CTOJb YK IPUHIUITHAAb-
HOT'O 3HAYEHUS ITO HE UMEET.

JluHaMUYHBIMH OOBEKTaMHM OBUIM TaHTaMOPECKH (M300pakeHUH HE COXpPaHHUIIOCH),
aruTBaroHsl (aruTTpaMBan WM aruTnoesna). K HuM cienyer OTHECTH M yKa3aHHBIE B JI0-
KyMeHTax (akesbl 1 poHapu ¢ LBETHBIMU CTEKJIAMHU M 3a%CKEHHBIMH CBEYaMH, OOJIbIINE
KpacHble 0aHThI U «XxopyrBu». [locnennuit TepmuH BBesieH B 000poT A. Illatckux, y [lara-
Jla — 3TO «3HaMEHa pabounx opraHu3anuiiy. B 6emopycckoii uccieqoBaTeIbCKON Tpa UK
1920-x romoB oHM ompeneneHbl Kak «rmpaTickl». Onpenenenue camoro Illarama (u Gero-
pycckoe) mpeacTaBisercs Haubosee BepHbIM. Bo-nepBbIX, OHO MPUHAAJIEKUT CAMOMY aB-
Topy. BO-BTOpBIX, M30aBJICHO OT HEHY)KHOTO PEIUTHMO3HOTO KOHTEKCTa. B-TpeThHX, OHO
UMEeT MECTHbIE MCTOPUYECKUE MPOOoOpa3bl — T.H. «(Jaru HeXOoBbIX OpaTCTBY» MM «LEXO-
Bble (hiaruy, ¢ Tpaauuueit koropsix Illaran 6su1 3HakoMm. KonuitHble nexoBble ¢iaru uc-
MOJIB30BATMCh B BuTeOCke BO BceX MyOJMYHBIX Mpa3gHECTBAX M JHIIb B Hadane 1920-x
ObuM nepenanbl B pouasl Buredckoro Mcropuueckoro mysest.

[To ytBepxnaenuto M. Illarana, 3cku3bl BceX JEKOPAIIMOHHBIX OOBEKTOB MPUHAICKATN
eMy WId K€ OBbUIM MM YTBEp)KICHBI. TOYHO M3BECTHO, KaK BBITJISACTH 3CKU3bI
MOHYMEHTAJIbHBIX IJIaKaTOB-MIAHHO. DTO ObUIM HEOONBLIOTO pazMepa rpaduuecKue JUCTHI,
KOTOpPBIE M BIIOCJIEICTBUU XYIOKHUKU-UCIIOJHUTEIN PA3JIMHEUBAIM HAa KBaJpaTbl H
YBEJIMUUBAJIN 10 3-METPOBOM BBICOTHL. Bce IulakaThl-MaHHO pa3MEUIaAINCh Ha BTOPBIX
ATa)kax TOPOACKHUX 3/IaHUM, YTO U ONpPEAENWIO UX pa3Mmepbl. Bce 3T0 ObUIO BBITOJIHEHO
MAacJIOM IO XOJICTY.

B rpaduyeckoii komnekuuu [1. Skepcona, xpansieiics ceronns B ponaax Buredckoro
00JIaCTHOTO KpaeBeAuecKoro Myses (Kak y»e YIOMHHAJIOCh), K paboTaM Mo 0QOpMIICHHUIO
PEBOTIOIMOHHBIX MPA3THECTB MOYKHO OTHECTH 13 mpousBeneHui (Tpu U3 HUX — 00OPOTHBIE
CTOpPOHBI JApYTux, Oojiee MO3AHMX HPOU3BEIEHUHM, JBa 3CKH3a MMEIOT HE3aBEPILECHHBIN
xapakrep). Oto npousseneHus 1918-1919 ronos, natupoBaHHbIE WM CAMUM aBTOPOM, WU
e CO CJIOB €ro JKeHbl. MaTtepuainsl: Oymara, akBapesb, TyIlb, KapaH/Jalll, TIepo.

BesycnoBublii meneBp 3Toi Koiekuun — 3cku3 «KpacHoapmeipny (Oymara, akBapeb,
Tytb, 57,3 x 42,0 cM). DTOT 3CKH3 JIETKO YBEITUUUTH M IOBTOPHUTH, TAXKE IPYTUM, HE CITHIITKOM
yMEIbIM UcToNHUTENeM. PaboTta Ge3yrpeuHa 1Mo COOTBETCTBHIO MPO(ECCHOHAIBHON 3ajave.
®opMbI OpyTATBHEI ¥ TIPEICITEHO 0000OIICHBI, IIIOCKOCTH, CBOOOIHO, HE MEIIasi OJIHa APYTOH,
3aJIMTHI LIBETOM, KOHTYD IIPOCTOM, BBIPA3UTEIbHBIA U TOYHBIN. [Ipon3BeneHne oueHb yaadyHo
[IOCTPOEHO PUTMHMYECKU: IPU HPOXOJE KOJOHHBI JIEMOHCTPAHTOB OKOJIO HETO JOJDKHO
BO3HMKATh OILYIIEHHE 3C€PKAIBHOCTH, MAapaUIENIbHOCTH JBIWXKEHUA. LleHHocTh 3TOrO
Mpou3BeZicHUss U B aBTrorpadax Ha 00OpOTHOM cropoHe. IlepBbldi, HaMMCaHHBIA CHUHHM
kapaHmgamoy™m, npuHamiexur M. [laramy: «Ipunst. A.A. 2 wa 3-2. Illaram.
(T.e. yTBep>keHO, a Jajiee yKa3aHbl MHUIMAIbI aBTOPA, KOJIMYECTBO KOMMUN U UX Pa3MEPHI).
Bropoii aBrorpad pasMenieH HUKe U MPUHAUICKUT UCKYCCTBOBEIY U XyJIOKHUKY A. Pommy.
OTa HaIMKUCh YTOUHSET U U 00bsACHsET 1maranoBckuid TekeT: «Ilopyuaercs ToBapuiry KOnoBu-
Hy czenarhb 2 3x3eMIuisipa 2 Ha 3. Pomm. 19 oKT.». DTOT TEKCT enie pa3 NOATBEPKAAET JOTaaKy
o Mecte [laBuma fIkepcoHa B «mpa3gHUYHON» uepapxud. HaunHaromuyid TBOPYECKHM IMyTh
XYOKHHK, Oarosapsi Ka4ecTBaM €ro TaJllaHTa U 00pa30BaHMUIO, OKA3aJICs OTHUM U3 OCHOBHBIX
aBTOPOB TPa3IHUYHOTO O(OPMIICHUS, @ 3HAYUT M COPATHUKOM-ETMHOMBIIIIICHHUKOM Mapka
[arama. B Tto Bpemst kak ConomoH FOmoBHMH, — 3TOT O€3yCIIOBHO Jy4IIMI TOTAAIIHUNA
BUTEOCKHIA TpadUK, OKa3aBIINii 3HAYUTEILHOE BIMSHUE HAa Pa3BUTHE €BPEICKOil, OeI0pyCcCKOit
U PYCCKOW KyJbTYp, — OKa3aJICsl MOIMACTEPbeM WIH PYKOBOIUTEIEM IIOAMACTEPbEB. JTO
HUYYTh HE IMpUyMeHbInaeT 3HayeHus IOmoBMHA W HE YHWXKAET €ro: HpocTo B €ro
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OnUcTaTeNbHOM TajlaHTE HE ObUIO HEOOXOIMMBIX «IIyONMuYHBIX» KadecTB. Ho Bce 310
3aMeuaTebHO Xopoluo roopurt o Illarane-pykoBoaurene, ero BKyce u cBOOO/E.

ITo cobpannbix A. IlaTckux cBeneHUsX, B O(QOPMIIEHHH IHpa3IHOBAHUS IEPBOIl
TOJOBILMHBI y4YacTBOB&JIU (KpOME, €CTeCTBEHHO, «maisgpoB») lO. IIan, A. bpasep, C.
KOnoBunH, A. Pomm. CoxpaHHBIIMINCS MaHIAT «TOBapHIla MpeacenaTeNis» Mpa3qHuIHON
komuccuu, BblgaHHbll Illaramom IIsHY, mpencraBmsieTcs DOCTaTOYHO HOMHHAIBHBIM,
YUMTBhIBas MX TorjaumrHue oTHouleHus. Ckopee Bcero 3To Oblia HeoOXoaumas YCTyIKa
BuTeOCKOMy oOmecTBeHHOMY MHeHuio. A. bpazep, C. lOmoBur u A. Pomm — BecbMa
3HAYUTENIbHBIE aBTOPBI CO C(HOPMUPOBAHHBIM MUPOBOCIIPUATHEM U TBOPUYECKON MaHEpOil,
HO MMEHHO STH OTJIMYHBIC KayeCTBa SIBHO MEIIANU IIAraJloOBCKOMY pa3Maxy (BCIIOMHUTE
Tekct!). BreuaTnuTenbHBIN, OTKPBITHIA 0ObIM uaesM JlaBun SIkepcoH, ¢ ero CToOJb
HYKHBIM 00pa30BaHUEM, OB TIOUTH «OOpPEUYCH» HAa BOCTPEOOBAHHOCTD.

Cunuii kapangam Hlarana npucyTcTByeT U emie Ha oaHOH padote laBuna Skepcona —
Ha sckm3e pocrucu «Iloctpoiika JIBopua Tpyna» (Oymara, akBapenb, Tymib, 32,6x19,6).
Ha muueBoit cropone cinea Illaran mocraBwin yke 3HaAKOMbIE HaM HWHULIAAJIBI-BEH3EIb
«.5.». CrpaBa — uncna «7 x 10». Camum SIkepcoHOM WM JPYTHM HCIOTHUTEIEM ICKU3
ObLT pacuepueH Ha KBaapaThl rpaduTHRIM KapaHaamomM. [llaran npeqiaraer yBeauduTh 3TO
JIENICHUE, YTO TPU pealu3alii ACKH3a HEM30€KHO NPHUBEACT K OOJbIIeMy OOOOIICHHUIO
paboOTBI W TEM caMbIM YIPOCTUT ee¢ peanm3anuio. l[llaranoBckuii cWHMN KapaHmamn
YBEPEHHO JEIUT CTOPOHBI HAa CEMb W, COOTBETCTBEHHO, JI€CATh 4YacTel W Jjajnee, Uit
MaMsTH, 3amuchiBaeT UX cBepxXy. [lOCKOIBKY 3TH peMapkd KacaloTcs HE CaMoro
MPOW3BENCHUS, a JHIIb NpoOJieM ero peanu3aldd, TO MOXXHO BIIOJIHE YBEPEHHO
YTBEpXKIaTh, UTO U 3TO TpousBeAcHUe J(aBuaa Skepcona ykpamano Bureoek 1918-ro.

Ente oqun meneBp BUTEOCKOTO aBTOpa — « ICKU3 KOMIIO3UIIMOHHOTO MAaHHO ¢ (Purypoit
pabodero» (Oymara, akBapenb, 53,0 x 40,0 cm, 25 okts6ps 1918 r.). CrunuzoBaHHas
¢durypa padouero no popmMe HaIOMHHAET ACTCKYIO UTPYLIKY-BEPTYIIKY, KOTOpas JAeJIacTcs
U3 pa3pe3aHHOr0 HAUCKOCOK K LEHTPY JIMCTa Oymaru, ¢ COTHYTHIMU M 3aKpETJICHHBIMU Ha
rBO3b y IIeHTpa Kpasmu. OuyeHb Ba)KHOU 37€Ch MPEACTABISAETCS TPaKTOBKA IMOBOPOTA
rojoBbl. IMEHHO Tak KHUCTh PYKH COKMMAaeTcsi B KyJlak M TOCTENEHHO MOBOpayMBaeTCs,
NpUOIMKAeTCs K 3aISICThI0 — JIBUYKEHUE, HAIOMMHAIOIEE MIOBOPOT K CTEOIIIO MOCOXIIETO
OyToHa pO3bl. DTO SBHO 3aMMCTBOBAHHOE MM OTKPBHITHE aBaHTapAKHCTOB, CBOETO pojaa
«KajabKka» U3 ManeBuda, ¢ KOTOPHIM OH JIMYHO MO3HAKOMUTCS MOYTH rof ciycts. Cienyer
OTMETUTh, YTO SIKepCOH BOOOIIE OXOTHO HCIONB3YeT «MAaTpHILy». OH MEepeHOCUT (HUTYpKU
repoeB M3 OJHOM cepuM B JPYTyl0, MHOTJA BO3BpAIIasCh K CO3/JaHHOMY HECKOJbKHUMH
rogamMu paHee. B «mpa3nHUYHOW» cepuM Ky3HEI[ U3 OJTHOTO M3 HE3aBEPILIEHHBIX 3CKHU30B
oopmienns BcTpedaeTcst HaM Ha ApyroM — «K pajocTu COTHEYHOTO CBETa». JTOT ICKHU3
Bpsig M Obu1 peanmusoBaH. [lo cpaBHeHHMIO ¢ Apyrumu pabotamu SIkepcoHa, ICKU3
MEPEyCII0KHEH, HEBBIPA3UTEICH MO KOJIOPUTY, HO OOJiee BCero TYT HEyJauyeH caM Tepoid
MIPOU3BENICHUS — HE MTO-PEBOIOLIMOHHOMY TOMHBIM U MSATKHUH.

BeposiTHo, HEe OBLT peanu3oBaH U «CKU3 Jiekopa roponaa «Tpyo. 3nanus. Uckyccmeoy —
mpejroJiaracMasi BpeMeHHasi pOCIIHCh. XYIOKHUK n30past (opMy OBaIbHOTO TUMIIaHA, HO
BpSiJ I OH MIMEIT B BHJIy KaKOE-TO KOHKPETHOE COOpYyKeHHe. B 1neHTpe nzodpaxeHus — me-
YaTHUK, CTOSIIIUNA y TUMIOTPACKOTO CTaHKa, a 1O YIJIaM — CHUJISIINE JICTOMUCEI] U TpaBep.
Konopucrtuueckoe pelieHrne cCOOTBETCTBYET OCBEIICHHOCTH KJIACCUYECKOW CKYJBITYPHOU
KOMITO3UIIIH.

3ato omyOnukoBaHHbIH B MoHorpaduum I'. KazoBckoro «3Jcku3 murakata» (Oymara,
aKBapenb, Tymb, 51,0x72,5 cm, 1918), o cBuaeTeNnbCTBY XKeHbI, ¢ TeKcTOM «IIponerapun
BCEX CTpaH, OOBEAMHAWTECH!» yKpaman Mpa3aHu4HbIi Burebck. DT0 cuMMeTpuyHas
TOPU30HTANIbHAS KOMITO3UIIUS, HA KOTOPOW MOJA OTPOMHBIMU JTydyaMH COJIHIIA HaJ 3€MHOM
chepoil TPOTATUBAIOT HABCTpedy APYr APYTYy PYKA JBa MOJOJBIX YEPHOBOJOCHIX
3HaMEHOCIIa C MOPTPETHBIMU YEPTaMH CaMOT0 aBTOpa.
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Cpenu npoussenenuil /1. SIkepcoHa ecTh MPOEKT, peaan3anusi KOTOPOTo SBHO HE Ipe.-
roJjlarajjack. JTO HUJesl YTONMMUYECKON BbICOTHOW mocTpoiiku «IIbenecrana-TpubOyHb», cIu-
paJIbHBIM JBUKEHHEM COOTHOCHMas co 3HaMeHUTHIM «llamsatHukom 111 MuTepHanuona-
ny» B. Tatimaa. CoxpaHWIUCH J1Ba JIMCcTa OyMaru Ui pUCOBaHUS, HA KOTOPBIX C HEOOIb-
IIMMU W3MEHEHUSIMH MPEJCTaBICHA OJHA M Ta K€ HAes. JTU MPOU3BEICHUS HE TOJBKO
MoJIpoOHO TaTUPOBAHBI ABTOPOM, Ha HUX MUMEETCS U BBICIIAS JJIl HETO OTMETKA 3aBeplICH-
HOCTU — «HEHACTOSIIAs», 3JIUTasl TYLIBIO paMKa. DTO M HAJIMYUE JABYX MOJOOHBIX MPOU3-
BEJICHUI1 CBHUJIETENBCTBYIOT O BaKHOCTU camoii uaen. Oba «mbeaecrana-TpuOyHbD» H30aB-
JIEHbl CTPEMHTENLHOIO HAKJIOHA TaTauHCKOro «llamsTHHKA...», 31€Ch MPUCYTCTBYET CO-
BCEM JIpyrasl, «HEKOHCTPYKTHBHCTCKas» IiacTuka. IlpousBeneHuss O0agaHCUPYIOT MEXKIY
CKYJBITYPOH M apXUTEKTYpOW, O YEM CBUIECTEIBCTBYET U Ha3BaHue. KoHeuHO, omgHOrO
CHUPAJILHOTO JBMKEHHSI MaJIo JJIi COOTHOLIEHHs 3TUX MpPOU3BeneHUH ¢ npoekroM Tariu-
Ha. [loueMy Torja He MPUIIOMHUTH CHHMpAIbHBIE 3UKKYpaThl MeconoTaMuu Uiy BUHTOBBIE
nepekpbiTist @. boppoMuun? SIkepcoH-apXUTEKTOp HE MOT HE 3HATh 3TOro. B TornamHeit
MOMYJISIpU3allMd TaTJIMHCKOTO MPOEKTa OIPOMHYIO pousib chirpana Opourtopa H. [lynuna,
ONuCTaTeNnbHO OOBSICHSIONMIAS €T0 COLMOKYIBTYpHOE 3HaueHue. Mies 3Tux npousBeAeHUN
SlkepcoHa — U3MEHEHHUE MPOCTPAHCTB, HAJIEICHUE UX CMBICIOM. 3/1eCh €CTh HIMXKHee (IIpo-
danHOE), TIe HAXOAUTCS TOJMA, U BEpXHee (cakpanbHOE), rae HaxoauTcs opatop. Cru-
paibHOE JBM>KEHHE HAINOJHEHO CMBICIOM — €r0 JJIUTEIbHOCTh U MIOMOTaeT HaM OCO3HATh
npeBpaleHre opaTopa u3 0OBIYHOTO YeJI0BEKa U3 TOJIIBI — B IJIaliaras, TpuOyHa.

Hcropus coxpaHuiia pa3Hble OT3bIBBI O IEPBOM Npa3gHOBaHUU. ECTh U KaTeropuueckoe
HENpPUATHE IAraJOBCKUX «JIMHHOOOPOABIX CTAPUKOB HA SPKO-3EJIEHBIX B SI0JIOKaX KOHAX)
WIH €r0 K€ «HEMMOBEPHOI0 KOJMYECTBA 3€JIEHBIX KO3, HAPUCOBAaHHBIX B CAMbBIX Pa3HO00-
pasHBIX paKypcax M TJSAEBIIMX Ha MPOXO0XKHUX O€3yMHO-pAacTEepsHHBIM B3rasgom» [1].
[TogoOHBIMU TIPOM3BECHUSMH, KaK HOBOTOIHSSA €JiKa TUpisHAamu, B 1918-m romy Obu1
yBeman HwukonaeBckuit cobop HampotuB PeBtpuOynana. Ho Bcem HeratuBHBIM
pELEH3UIM, 1a 1 MUHOPHOMY TOHY LIarajJJoBCKMX BOCIIOMHUHAHMM, MPOTUBOpEeUUT A. Pomm:
«lInakamol e2o OviIU NPEBOCXOOHDI, OHU OBLIU UMEHHO MO, YMO HYHCHO OISl YIUYbL - APKU-
MU, CMpanHsimy, owenomasiowumu. Ho 6 nux Oviia u monkocms 3amvicid, u O0ALUWOU
BKYC, OHU CMOMPEUC, KaK GONbUILE KAPMUHBL IE6020 UCKYCCMEA. ... » .

CeugnerensctBoM moOexnpl Illarama ciemyer cuutath M TO, YTO BCIEA 3a €ro
«0e3yMHOIIa3pIMU» KO3aMU ObLI BO3MOXEH cynpemamuueckuii Bureock Kasumupa
Manesuua. [ToquepkHem u3BectHbii dakT: B Mockse u IleTporpane cpa3y mocie nepBoro
Npa3IHOBAaHUST «(QYTYpUCTBD) OBUIM OTKJIOHEHBI OT ydYacTHs B O(OPMIIEHHH TOPOOB.
XodeTcst AymMath, uTO «OecrpepblBHO padoTtarommiiy laBun SAkepcoH, ¢ y3HaBaeMo# 3Ha-
KOBOCTBIO U JIOXOJYMBOCTBIO €T0 IJIAKATOB, IOMOI CBOMM 3€MJISIKaM €CJIM HE OLICHUTH I1a-
rajloBckoe oopmiieHue, TO 1o KpaiiHel Mepe, He CHEIINTh OTKAa3bIBaThCs OT HETO.

Koneuno, mpasmauyHoe odopmiieHHe, clienaHHoe ManeBudueM U «YHOBHCOMY, TaKKe
HENb3s OTHECTH K aruTallMOHHOMY HCKYCcTBY. OHO OBLIO TOJHOCTBIO MPOTHUBOIOJIONKHO
[IaraJIOBCKOMY HE TOJBKO IUIACTUYECKUM SI3bIKOM, HO M MpPUHLUIAMH pabOThIl ¢
IPOCTPAaHCTBOM. «ABaHrapaHoe aeicrtesue» y lllarama pasBopaunBaeTcs BHYTPH CamMoro
IIPOU3BEICHUS, HAa XOJICTE, OHO HE 3aBUCUT OT TOPOACKOM cpenbl. IIpocTpaHCTBEHHBIN
MPUHIMIT TYT OBbLT HPEEIbHO MPOCT: MOHYMEHTAJIbHBIE TUIAKaThl PACHONAraauch HA YOOOHbLIX
JUId  pasrisiapiBaHus MecTax. llokamyl, €IMHCTBEHHBIM MCKIIOUEHMEM TYT CTall YiKe
YIOOMSIHYTBIM ~ yKpaimieHHbld HukomaeBckuii coOOp, KOTOpBIA, HECOMHEHHO, CIIEAyeT
BOCIIPUHUMATh, Kak 00bekT. Kasumupa ManeBuua npuiekaia HMEHHO BO3MOXHOCTh IPO-
CTPaHCTBEHHOUW paboThl. YuIlpl U Tuiomaan BureOcka oH 0ObETUHIIT B €IMHOE MPOU3BEIC-
Hue uckycctBa. C. DU3EHIITENH, — a €ro «IJ1a3y» CTOUT BEPUTh, — paccKa3all O cyrnpemMaruye-
ckoMm Burebcke, HauncTo 3a0biB 00 apxutektype. s Burebcka (310 BOepBbIe), €ro Topo/i-
CKYIO CaMOOBITHOCTh OTMEYalIM Bce. PenuH ObLT yOexk/ieH, 4To 3TO ClaBsSHCKUM BapuaHT To-
neno (M HeCKONBKO yIieneBmHx padoT E. MuHuHa moaTBep:kaaroT ero npasoty!), a ByHuH e3-

! ur. mo: [arckux A. ITocnexrne ButeOckue roast M. Hlarana // Ilaranosckuit coopruk. Butedck, 1996.
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AT CIOA, KOI/Ia XOTEJI0Ch Yero-To0 MHOro, OTIIMYHOro ot Poccun. Y Dii3eHITelHa Ke ocTa-
JICh OJTHU «3EJIEHbIE KPYTH», «OPAHXKEBbIE KBAJPAThD» U «CUHUE TpeXyroiabHUku» [10], uto
TOBOPUT 00 OJIHOM — BBICOKOM OpPraHM30BAaHHOCTH Marepuaia. YueHuk [Ipna m ManeBuua,
B.K. 3eitnept (1908-1994) octaBui moxoxkee, HO eiie 0oJiee SHePruIHOe BhICKa3biBaHUe: «I 0-
pona BuaHO He Obu1o!». CyliecTBYeT U caMa «MOJEIbY CyIpeMaTnieck:ro ohopMIIeHHUs, 3a-
nucadHas 3a B. 3eiieprom apxurexktopoM A. boHmapeHko (TI0 IPUHIMITY — HA STOM 3/IaHHE
OBLIO TO, @ HA TOM — 3T0). JTa 3aMUCh OOBCHSIET, MOYEMY «OPAHKEBBII KBapaT» Al MECTHOM
BJIACTH OKazajics Muiee «O0e3yMHOrna3od Ko3el». B OCHOBY cympemMaTHdecKod SKCHO3UU
ManeBud NOJOXKWI MapLIpyT NPa3JIHUYHOTO MIECTBUS M YKpPacwyl BCE 3[IaHUsI C Ba)KHBIMU
MOJIUTUYECKUMM ~ OpraHusanusMu. Bcee ykasaHHble 3eiliepToM  374aHUS  OKa3aluCh
[IEPEYNCIIEHHBIMA B MECTHOM LupKyJsipe 1919 rona [3], mo koTopoMy OHM TOJIydasld HOBBIE
«pEBOJIIOLIMOHHBIE» Houepa. HammcaHHble KpacHBIM 1O 0OeiloMy, OHM ObLIM  OoOJbliIe
COXpaHSABLIMXCSI OOBIMHBIX HOMEPOB UM pacHoJiaraliCh TOpa3lo BbIIE. JTa JBOWHAs
HyMepalysl JieiicTBoBaja B TOpOJI€ HECKOJBKO JIET W BHECIAa HEMAJIO CyMSTULBI B paboTy
MOYTHI. DTUM K€ yKa30M ObUIM MEeperMEHOBAHbI YJIMIIbI, IO KOTOPHIM MPOXOAWIIO IIECTBUE.
Tak mnosBwinck: CoBerckasa, Kommynuctuueckas, bompmas u Manas ['paxnaHckue,
Ypurkoro, Kpacnoapmeiickas, Bononapckoro u 3Hamenuras ceronus byxapunckas (ObIBIIve
Bockpecenckas u [lyxosckas). [Ipousonuio coBnajgeHne MOIUTUYECKOM M XYA0KECTBEHHOMN
MOJIENH, a ¢ 3TUM cnoputh TpyaHo. Kcratu, B. 3einept yTBepknan, 4yTo cynpeMaTuyecKue
pocnrcH cyiiecTBoBaiy B Burebcke BIioTh A0 1926 roga (manee oH Ha JOJIT0E BPEMsI OThE-
xai u3 ropoja). Emie ogHo BUTEOCKOE OTIAMYHE.

W3 maccel cynipemarrdeckux padot JlaBuna SkepcoHa TpyaHO ONpenennuTh, MOIJIO JIU YTO-
TO yKpamath BurteOck: 3/ech OTCYTCTBYIOT KakKHE-THOO XapaKTEpUCTUKU ITyOJIUYHOCTH,
«IJTAKaTHOCTW» Mpou3BeAeHUs. M3BECTHO TONBKO, YTO OH NMPHHMMAJ aKTUBHOE Y4acTHE B
CyIpeMaTu4eckoM opopMIICHUH He TOJIbKO ButeOcka, HO U (110 CBUAETENECTBAM) B COCEAHEM
Hesene BBIOTHIIT HECKOJBKO CYNPEMATHYECKUX pocrnuced. MOKHO OTMETUTh 00Ilee — ero
reOMETpUYECcKasl TUIACTHKA BCErJa COXPAHsIA «3EMHOE MPUTSHKEHHE». Y €ro cynmpemMaTh3ma
€CThb BEpX M HM3, B YEM-TO OHM OYEHb IOXOXH HAa APXUTEKTYPHbIE AKCOHOMETPUYECKHE
npoekiuu. [locteneHHO 3/1ech MOSBISETCS O0OBEM M KBaJpaT MpeBpaiaercss B KyO, a B
KOJIOpUTE BPEMsI OT BPEMEHH TPOPBIBAIOTCS «IIPUPOIHBIE» HOTKU. BO3rimaBuB CKyJbITYpHYIO
Mmactepckyto HaponHoro yuwnnmiia, JlaBun SIlkepcon nmpenonaBai u «paboTy ¢ HATYPBD», U «IIO
nporpaMme «YHOBHCa». JTa JBONCTBEHHOCTh, HECOMHEHHO, HAJIOXKMJIa OTIEYaTOK Ha €ro
TBOPYECTBO.

FomoBmmHa OKTAOPHCKOW PEBOJIOIMH «BBITyCTHIA» JUKUHA U3 OyTBUIKH, OO Tpa3.-
HUYHas BakxaHaJIHWs Bce Oosee m Ooliee 3axiyiecThiBaja ropoa. Yke B mapte 1919-ro Bu-
TeOCK o(hHUIMATBHO OTMEYal:

o 1-2 auBaps: «HoBblii rogy;

o 22 suBaps: «/lenb namstu 5 sHBaps 1905 romay;

o 11 mapra: «/leHp HU3BEP)KEHUS CaMOIEpKaBU»;

« 18 mapra: «/lenp UHTEpHALIMOHANAY;

« 7 Hos0ps: «lennb [Iponerapckoii PeBomrorumy.

Kpome »TuX mpa3mHUKOB, BBIXOJHBIMH (MMEHHO BBIXOAHBIMH OT palOThl, a He
npa3aHuuHbIMA!) 3acunTtamy U § (1) peMruo3HbIX TOPIKECTB. YIKe K CEpeIMHE rof[a 3TOT CITMCOK
TIOTIOJTHUJICST: B PECITyOJIMKE Pl OTMEeUaTh Mpa3IHUIHbIe JTHU § MapTa u 23 ¢eBpais, a B
camom ButeOcke emte u 16 mapta («/leHp ropoma» nim «JIeHb ropoACKoi nieuaTy, Mpas3IHuK,
CBsI3aHHBIN ¢ MarneOyprckoit Tpagummeii) u 27 oktsaopst («Jlens nerormmciia Hectopay). Bee ono
ObLIO ellle HUYEro, HO MOCTOSIHHO M300pETaINCh BCE HOBBIE U HOBBIE MPa3THOBAHUS, KOTOPBIE TO
OTMEYaJIHCh, TO MCYE3AId B OMyTe HOBBIX uzeil. B Tom ke 1919-m Butebek otmetnn u «JleHnb
koonepatopa», u «Hememo KpacHoro maxaps». Illects cymiectBoBaBiXx B Burebcke
HALMOHAIIBHBIX OTJENOB KyJIBTYPbl UIMEIH COOCTBEHHBIE MPA3IHIYHBIE CITUCKH, YTO MPHUIABAIIO
eme Oonpie Hepa3Oepuxuw Tpa3mHUYHOM BakxaHammu. Kpome Toro, B Burebcke
OPTaHM30BBIBAINCH M «HEOPHIIUATBHBICY, IPUBATHBIC TIPA3THOBAHMUS, KOTOPbIC HE BXOAWIA HU
B KAKHE CIUCKM. OTH TMpPa3JHOBAHUSI YCTPaUBAIMCh, KaK IPABWIO, OJHUM-IBYMsS
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OpraHu3aTopamMy U ¢ MEHBILINM pa3MaxoM, HO HE MEHBIIIEH CTPaCTHOCTHIO, BHIIJIECKUBAINCH HA
BUTEOCKHE YIHIBI W Iuomamu. [lpuBaTHBIC Tpa3THOBaHWS OBUTM 3ampelicHbl B SIHBapE
1921 rona: «BBHIY TOTO, YTO IMyOIMYHBIE FOOMIIEH EeATENe CKYCCTBA IPHHSBIINE SIHIEMUAYC-
CKHU XapakTep, B KOPHE Pa3pyIIaloT BCIKYIO TNIAHOMEPHOCTh PA0OTHDY.

['nGenbHbIM 17151 BUTEOCKUX TIpa3HecTB cTan 1922-i ron. Bo-nepBeix, U3 ropoja oauH 3a
JIPYTUM ye3Kalld XyJOKHUKU-HOBaTophl. Kcratm, mocinemauMm B MockBy yexan JlaBupg
Sxepcon OH MOMYYHI TaM eIle OJHO 0Opa3oBaHHME M CTall JIOCTATOYHO 3aMETHOH (urypoi
CpeIu MOCKOBCKUX CKYJBOTYpHBIX KpyroB 1930-1940-x rogoB. Ho 310 yxe o apyrom. 1922-ii
rOJI CTaJl TOJIOM M3bIMaHMS PETTUTHO3HBIX IIEHHOCTEH B MOb3y rojozatomiero [ToBomxbs. o,
CIIOXUBIIMICS B Burebcke B MONTYIO IEMb PENUTHO3HBIX, ICTETUYECKUX M UYEIOBEUECKHUX
Tparequii. JKecTkuil pekuM SKOHOMHUHM M OOIee TOAABICHHOE HACTPOCHHE CKa3alliCh, B
MIEPBYIO OUYEpelb, HA OPTaHU3ALIMHU YIIMYHBIX MTPA3IHUKOB.

1923-ii Tom Bce TMOCTaBMI Ha CBOM MecTa. KonaudecTBO Tpa3gHUKOB HAYallo
CTPEMUTENILHO COKpAIlaThCsi, OHO MPUOIU3UIOCH K TOCYJIapCTBEHHOMY CTaHIAPTY.
CMeHmwIach M caMa «KOMITO3HITUS» Tpa3aHuKa. J[o AToro roja maHHO, JO3YHTH, IUIAKATHI
MCITOJIH30BAJIUCH TI0 HAWTHIO, 0€3 Kakoi-mn6o cBsa3u. C 1923r. «KOMITO3UITUS TTPa3THUKAY
OHA Hayalla CTPOUTHCS MO KECTKHX 3aKOHAaX CHHTaKcHca: Bce 0OpMIICHHE CTPOUIIOCH IO
uctopuueckor ouepeanoctu (1917, 1918, 1919 ... u T1.4.), U OpPa3IHUK CIOXKUICS B
eIUHBbIN uaeonorndyeckuii yzen. Ha criennueckoil mimomagke BUTEOCKHX YIHUI] HHUKOT/A
OoJbIlle HE MOSIBIUIMCH XYIOKHUKH-IeMUypru. He To 4To OBl TallaHTOB HE XBaTajio, HO C
ATOr0 roja U3MEHWJIACh POJIb «IIPA3THUYHOr0» XYJI0KHUKA: OHA Hadalla COOTBETCTBOBAThH
pOJIK My3bIKaHTa B OOJIBIIIOM OPKECTPE, KOTOPBIM BHUMATEIBHO CICTUT 32 MApTUTYPOil.

P. S. Henp3s Ha mo100HOM MUHOpE OKaHYMBATH TEKCT O MEPHOJIE, C KOTOPhIM benmapych
BOIIJIa B MHPOBYIO KyJbTypy. KOHEUHO, O TparmdHOCTH BHTEOCKHX XYHIOKCCTBCHHBIX
yTpaT MHOTO CKa3aHo, U OyJeT HamucaHo emie. YTo ke kacaeTcsi opopMIIeHUsT BUTEOCKUX
Mpa3IHECTB, TO U 3/IeCh OOIIETPUHATOS MHCHHE 00 YHUYTOKECHUUITUX ITUX MTPOU3BEICHUN
— 310cTHas J10Xb. PaboTs! Illarana u ManeBuua, JIucuikoro u SlkepcoHa He YHUUYTOXKHIIU.
Ux, ckopee, «3aHocunu 10 Ablp». COrMacHO JOKyMEHTaM, «Ipa3IHUYHOE O(opMIIeHHE
JONITOe BpeMsi OEepeXHO MOJHOBISUIA W PEMOHTHPOBAIH, a CaMoOe-caMoe BEeTX0e ObLIo
OEepeXKHO pacHpeleNieH0 MO «KPAaCHBIM Yroiikam» BUTEONMHBI, KaK HAMUCAHO, s
BOCIIUTaHUS 001ecTBaY. HeCOMHEHHO, CleMyeT )KIaTh BCXOIOB. ..
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3AMNUCKHN HA XOJICTE

H. PaukoBckas

Kadheqpa MCKyCcCTB

"ocynapCTBEHHOIO MHCTUTYTA YNPaBeHUsa U coLManbHbIX TEXHOOIMN
Benopycckoro rocyaapcteseHHoro yHusepcuteta (MuHCK)

XxoTena Obl MOTYEPKHYTh — TO, 0 YEM 51 OyIy TOBOPHUTH, HE SIBISIETCS MCKYCCTBO-

BEAYECKOM OLIEHKOM kuBomucu benapycu, HE onpeaensieT HEHHOCTH KaXJ0ro Xy-

JO)KHUKA, HE PAcCTaBJIIET MO MECTaM WX JOCTOMHCTBA (9mo coenarom 8pems u
npogeccuonanvhvie uckyccmeoseowl). Bes nHDopManms o4eHb CyOBEKTHBHA U KacaeTCs
TOJIBKO MOETO BOCHPHUSITHS.

Hagepnoe, Bcerna TpyiHO Hadath. B 3TOM ciiydae TpyaHO HE MOTOMY, YTO Thl HE 3HA-
€lllb, YTO pacckKa3aTh, a MOTOMY, YTO WH(OPMALIMK MHOTO, a BpEMEHH JaéTcs OYEHBb Mallo.
A 1t TOrO, 9YTOOBI BMECTUTH B 3TO BpPEMs XOTS Obl YaCTh CBOMX MHOTOJICTHUX BII€YaTJIC-
HUM, HAJI0O CKOHLICHTPUPOBATh UX J10 Ipe/esia, aHAIU3UPYs U MOYTH OJTHOBPEMEHHO OTCE-
Kasi MHOTO€, TIOPOM M OY€Hb BakHOE. M s mpuIia K BEIBOAY: MYCTh 3TO BBICTYIUICHHE OY-
JeT B popMe 3aMucoK Ha XOJICTE, MPUMEPHO KaK KUBOMUCHBIN ATIO, KOTOPBIN (PUKCHUpPYET
TBOW AMOITMOHAJIBHBINA BCIUIECK, TBOIO PEAKIUIO HA Cpeay, COOBITHS, JIFOACH. DTIO/, MOoKa-
3BIBAIOIIUI CO3BYYHOCTh TBOETO HACTPOEHUS U TOTO, YTO MPOUCXOIUT BOKpYTr TeOs. U B
3TOM >KMBOIHCHOM OT3BYKE POXKAAETCA AyX BPEMEHH, €CTECTBEHHO, OKPAILICHHBIM B MOU
JIFOOUMBIE LIBETA.

Mowu cTyleHYecKrEe TObl BhINIAIM Ha TO BpeMsi, Korga Ha BbicTaBkax Bo JIBopue Hc-
KkyccTB (HbiHemHel PecnmyOuamkanckoii [anepee) 0onbIIMMU KpacOYHBIMH MOJOTHAMU
BBICTABIISJIMCh TOT/IA YK€ 3peible XyNOKHUKA: Ajiekcanap Kumenko, Anbrepa Manu-
meBcknii, Apiaen Kamkypesuu, Jleonun Ilemenes. ix paGoTbl BeIISTSIINCH U3 O0IIEH
MacChl COIPEATUCTUYECKON KUBOMUCH. OHHU DKCIIEPUMEHTUPOBAIIA, YTBEPXKAAasi CBOIO MH-
IUBUAYATbHOCTh, KOXKABINA MO-cBoeMy. Ho nuyHO 17 MeHs 00pa3iioM >KU3HEHHOU MOo3H-
IMA ¥ TOYKOW orcuéra B >xuBonucu Obul U3pamas bacoB. S cunraro, 4T0 UMEHHO €ro
pEeAKHe Ha ATHX BBHICTaBKaxX KapTHHBI C MOIIHOM JOKanu3anuei 1usera, (GopMbl U MaCTO3HO-
CTBIO KPacOK YKPEIIIA MEHS B BEIOOpE COOCTBEHHOTO HAIIPABJICHHUS.

Bo Bcex 3Tux paboTax 4yBCTBOBAJICSA AyX KUBOMHCH, Obla ornpenenaéHHas atMocdepa,
Oynopaxamiasi BOOOpakeHHe OyAyIIuX XyAO0XKHUKOB, U MBI, CTYJICHTBI, YHOCHIIN YaCTHUKY
ATOTrO JAyXa B CBOM ayJUTOpUHU. BCE 3TO COeMUHSANOCH ¢ HAIIMMU OECKOHEYHBIMU CTIOPAMHU
00 WCcKyccTBe, ¢ Toe3akaMu B MOCKBY W BWIBHIOC, ¢ HEMHOTOYHCICHHBIMU aIbOOMaMH
3aMagHbIX XYJOKHUKOB, TMOMAJABIIMMH K HaM pa3IUYHBIMU criocobamu. Mbl HauWHAIH
AKCIIEPUMEHTUPOBATh, U 3TO HE MPOXOAWIO TIAAKO Il Hamiero ooydenus. Koro-to uc-
KITFOYaJId, KOMY-TO CTaBUJIIM HEYbl, pyraiu, YOeKIalu. . .

Bpemsi mogo0OHBIX BBICTABOK OBLIO HEMOJTUM. XYIOXKHUKHU, KOTOPHIMHU MBI BOCXHIIA-
JIUCh, CTAJIM MEHATHCS. BypHbIe TOpHBIE PEKHU BBILUIM HA PABHUHBI U MOTEKJIH IUIaBHO. BhI-
CTaBKU CTaJlu CIIOKOMHee, 6e3 mpoOJeMHBIX padoT. Mbl OKOHYMIIM MHCTUTYT, CTaJIU pabo-
TaTh, 3aBETIU CEMbH, IeTEH, M 32KHUIN OOBIYHOMN ABOWHOM )XKM3HBIO COBETCKOTO XYA0KHHKA,
THEM pabOTAaIOIIETO HA TOCYIapCTBO, a MMOTOM, €CJIM €CTh XapaKTep U PEIIMMOCTb, — Ha Ce-
0s1. Moé€ Bpemst MHOTHE TO/BI ObLTO OT 10 yacoB Beyepa 10 2 yacoB HOUYM. M Kak B T€ TOfbI
nycaTenu paboTalld B CTOJI, TAK MBI — XyJIOXKHUKH, paboTanu K cTeHke. [lucanu XonacTel u
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OTCTaBJISUIM UX, TOYHO 3Has, YTO HUKOTAA HE CMOXKEM IIOKa3aTh MX Ha BBICTAaBKax. B To
Bpems Oe3 wieHcTBa B Cor03e Xy/IOKHUKOB THI HE MMEJN IMpaBa O(QUIIHATEHO MPHOOPECTH
HOJPaMHUK, KylUTh KpPAacKH, Xopouue Kuctu. O BbICTaBKax Hedero 0bu1o U MeuraTh. Ho B
MOJIBAJIbHBIX MOMEUIEHUSIX, KOTOPbIE Mbl MOJYy4Yald B JOMOYIPABICHUSX 3a UCIOJHEHHE
0eCKOHEUHBIX O(POPMUTENILCKUX PAOOT K Mpa3IHUKAM U OyJIHSAM; Ha KyXHSX, B MaJEHbKHUX
TOPOJCKUX KBapTHpaX, HECHBIIIHO 3pejia HOBasl BOJIHA XYJOKHUKOB, KOTOPasl MOIIHO BbI-
IUIECHYJIACH B TOJbI IEPECTPOUKH.

Oto OB neBsATHIN Ban g Beex pecryonuk CCCP. Kak O6yaro mpopBaiio mioTuHy, U
Oypisias Boja 3aronuia Bc€ BOKpyT. IloTokM MHpOpManuu Ha paguo M TEJNEBUICHHUH,
JKYPHAJIbI, Ta3€Thl, MUTHHTH. B Xy/I0’)KeCTBEHHOU cpene ObICTpo cTanu (HOpMUPOBATHCS U
TaKXe OBICTPO pacnajarbesi pa3iuyHble 00beIUHEHUs. BrIcTaBKM UM OJlHA 3a IpYyTroii, B
MuHCKe NpOoILIO HECKOIBKO 3HAUUTENbHBIX BHICTABOK aBaHTapJHOIO MCKyccTBa Oeropyc-
CKOT0 aHjerpayHzaa (Mou paboThl Takxke ObUTM Ha 3THX BbICTaBKax). OOBIYHO OHU 3aBep-
HIaJIMCh OYPHBIMU HENTULETPUSITHBIMU OOCYKICHUSIMH.

OpHol 13 NepBbIX MPOLIA 3aKpbITas evicmaska Ha Koanekmopwoii, KoTOpas nIpoaep-
JKanach HEJIOJIr0. DTO BpeMs BBISIBUIIO MHOTO SIPKMX, HHTEPECHBIX JIMYHOCTEHN B XYJ10KECT-
BeHHOM cpene. TakoB Burtanuii Uepnodpucos, padorapmiuii 61mke K IPUMUTUBY U paH-
HeMy JlapuoHOBY (TI0 OMpENENEHUI0 ACTOHCKOTO HCKyccTBOBena Huueab 3uTepoBoii),
XYJOKHUK IUTEPCKOM 3aKBACKH, BOKPYT KOTOPOrO BCErJa IpyNIMPOBAIACh MOJOIEXKD.
D710 Bpems ObLJIO BPEMEHEM HaJleXk ], CTajJo 0€3yMHO MHTEPECHO KHUTbh, BCE ObUIM Ha MOJIb-
éMe, U Ka3aJIoCh, UTO TaK OyJeT Bcera.

[TomHIO BBICTaBKY B Temepb yxke AeiictByromeM Kpacnom kocméne (ObiBiieM /[ome
Kuno) Jlvoomuasl Pycosoii 1 Uropst u ®@énopa KamkypeBuueil (KHBOMHUCH U WHCTAJ-
nsuuu). MHcTamisiuyst, 7aBHO M poyHO oOOCHOBaBIIasics Ha 3amaze, Oblla HOBOCTBIO B
benapycu n MHOrux nosepraia B IIOK. B yIuBUTENIBbHON aype KOCTENA BBICTABKA IPOU3BO-
nuia O0JBIIOe BreYaTiIeHUue. 3alOMHIIOCH KECTKOE O0CYXKACHHE Mocie He€, HEOObIoe
IIOMEILEHNUE, 3all0JIHEHHOE J0 0TKa3a Pa3HbIMU JIIOJbMH, [TOJIOBUHY M3 KOTOPBIX COCTaBIIsI-
JM COTPYAHUKH ONpEeNeNEHHBIX cITyk0. Hakanm BBICTYIUIEHHIA, ITKBaJ BOIPOCOB, M TOHEHB-
Kas urypka Jlroapl PycoBoii, Tobko 6J€1HOCTD JIHIIa KOTOPOH BblaBaia €€ BHyTpEHHEE
HanpspkeHue. S torga moaymana: «CKOJIBKO HaJ0 MYXECTBa, YTOObI Tak JOCTOMHO nep-
JKaThCA Mepe]] TAKOM arpecCUBHON ayAUTOPUEH ! ».

Xo4y OTMETUTH €€ OAHOTO TAJAHTIMBOIO, HA MOM B3I, XyJAOKHUKA, Biagumupa
Mynaporuna, Berepana Benukoit OtedecTBeHHOH BOHHBI, oTorpadus KOTOPOro CKpoM-
HO BHCeJa B Kopunope MuHcKozo Xy00icecneeHH020 Komounama, B KOTOpoM s paborta-
Ja MHOTO JIET, BBIIIOJIHSSI MOHYMEHTaJbHbIE 3aKa3bl. [ BAPYr s BHXKY €ro >KMBOIKCH B
BBICTAaBOYHOM 3aiie oubauomexu um. $51. Kosoca. D10 ObII0 OYCHH HEOKUJAHHO U yIH-
BUTEJIBHO: 3aMeYaTeNIbHbIE SKCIIPECCUBHBIE PA0OTHI, U3TyHarOIIUe YHEPTUI0 U MOJIOJOCTb.
OTtpagHo,4TO XOTS OBl B MOCIEAHHUE TOJBI €T0 KU3HU ATH KapTUHBI MOKYIAIH, U OH OBbLI
BOCTpeOOBaH.

SpxuM npuMepoM 00beTMHEHNH, BOSHUKABILIUX BO BpeMs MEPECTPOIKH, ObLTO 00bean-
Henne «@opmay npu HIIO «Ilenmpy, B KOTOpOE BOLLIM XyAOXKHHKU: Basepuii Map-
THIHYMK, (B HacTosIee BpeMs KHUBET U padboTaer B Jlonnone), Baaepuii boopos (smur-
pupoBaBIIuii mo3:xe B M3panin).

N3 MononabIx, HaYMHAKOIIUX HAa TOT MOMEHT, Bukrop IlerpoB, 3aHumaromuiics ceu-
qac nepdpopMaHcaMH, OPraHU3aTOP U BJOXHOBHUTEIb COOTBETCTBYIOIIMUX €XETOIHBIX (ec-
tuBajeil B Muncke, Anexcanap 3adaBuuk (kuBET u paboraetr B Muncke), Ceprei
Jlanma, Taxxe sMurpupoBaBiinii B 3panib, HO He TOpBaBIINA CBA3el ¢ MuHCKOM (T0J
Ha3aJ g BUeENA ero UMs Ha aduile OJHON M3 HAIIMX BBICTABOK) U COBCEM €IIE MOJIObIE
torna: Baagumup Jlanmo, Anexkcanap besos, mutpuii EpMusioB, o TBOopuecKou
cynb0e KOTOpBIX s HUYEro He 3Hai0. B KOHTeKcTe 3TOro 00beAMHEHUS B BHICTABKAX MPHU-
HHUMaJl y4acTUE U )KUBOMHUCEI-MOHYMEHTATUCT ['ennannii Xaukesu4. « @opmay ycuel-
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HO BbIcTaBisnack B Koxtia-fpse, B 'ocynapctBenHom mysee DCCP «Kangpuopr» B Tan-
nuHHE, B T. Hapse, B Mockse.

B 370 ke BpeMsl CTaJli 3aHUMAaThCs KUBOMMCHIO U y4aCTBOBATh B TaK Ha3bIBAEMBIX TO-
rra HeOpMaJbHBIX BBICTaBKax MOAT M (uiocod Auexceil )K1aHoB, HECOMHEHHO, BbI-
JAI0IIAsICsl INYHOCTD, K COKAJICHUIO, PAHO YUIEAIINN U3 )KU3HU; 1 OKOHYUBLINN peXUCCEP-
ckuil akyneTer AHapeii [linecaHoB, KOTOPBIH B 3TH TOJBI COOpAIT HETUIOXYIO KOJUIEKITUIO
aBaHrapja 6enopycckoro anjerpaysaa. B 1987 rony on BnepBble BbICTaBHI €€ B MUHCKe,
B /lome Hckyceme (6 omoti 8bicmaske yuacmeosana u 5). BbICTaBKM 1M TOTOKOM, C HUMU
IepBOE BPEMs MBITAIUCh OOPOTHCS MPEKHUMHU 3alpETUTEIbHBIMA METOJaMM, HO BpeMs
yke Obuto npyroe. M, HakoHen, ¢ OOJBIIMM YCHEXOM IPOILIa BBICTaBKa OEIOPYCCKOTO
aBanrapaa «beaApr» B Bapuage, B ranepee «Norblin», B 1991 roay. Msl BnepBbie Bbl-
CTaBUJIUCH BCE BMECTE 3a PyOEKOM.

[Torom Oblna ranepes «6 JluHua» noj nmatpoHaxeM [lOMMTEXHWYECKOTO MHCTUTYTA.
TaM mpomnuto MHOTO MHTEPECHBIX BBICTABOK, JKUBOIHMCHBIX, C MHCTALIIHUIMA U miepdop-
MaHcaMu. Uepes 3Ty rajepero MpoLUId U 3pelible XYI0KHHUKH, chopMupoBaBIIMECs B CO-
BETCKOE BpEMS, U MOJIOAbIC, TOJBKO HauuHaromue. Bor stu gocroiineie umeHa: Uropsb
Kamkypesuu, Jlronmuna PycoBa, Aunexkcanap Poaun, Biaagumup Ileciaep, Marseit
Bbacos, I'puropnii UBanos, Cepreii Masunmesckuii, Aptyp Kinunnos, Anecs Tapano-
Bu4, Ouabra Caspiknna, Banepuii Ilecun, Urops EpmakoB u mHorue npyrue. S npunu-
MaJjla y4acTue B 3TUX BbICTaBKaX HapaBHE CO BCEMH.

KoneuHo, 1 Ha3pIBal0 He Bce MMeHaA. YenoBedeckas namsaTh yIAWBHUTEIbHA, IIOPON OHA
COXPAaHSIET HE3HAYUTENIbHbIE, HO HECYIIIUE AyX BPEMEHHU, SIIU30/1bl, a KAaKUEe-TO dM0XaJbHbIE
MOMEHTHI (PUKCUPYET cMYTHO. IIycTh XyJOKHHUKH, KOTOPBIX 5 HE Ha3Bajia, MEHs MPOCTSIT.
Kaxxnprit 3 HUX 3aHsu1 CBOIO HUIY B UcKyccTBe bemapycu. Knaccudunmuposats Bc€ 3T0,
u3y4daTh U pazOupaThCs BO BCEM MHOI000pa3uu OyyT UCKyCCTBOBE/bI, sl OYEHb HA ATO Ha-
JIEI0Ch, KOI/la MPOUIET BpEMSI U MHOTO€ CTaHeT sicHo. Ham ecTh, keM ropauTbes Ha IpoTsi-
KEHUM Bcell ncropun uckyccrsa benapycu B XX Beke. JKanb TONBKO, YTO HEKOTOPBIE U3
Ha3BaHHBIX XYJI0)KHMKOB 3aHMMAIOTCSl TBOPUECTBOM HE Ha Teppuropun benapycu, a MHO-
rve Mpou3BeIeHHs TOro nepuona 6e3Bo3BpaTHO yTepsHbl. Ho, ¢ apyroit ctopoHsl, Gerno-
pPYCCKHE XYAOKHHKHU BBICTABIIAIOTCS B Pa3HbIX CTpPaHax, MX TBOPUECTBO BOCTPEOOBAHO, U
3TO pamyer.

S mombITanack caenaTh ATIOA TOrO OYPHOTO BPEMEHH C IMO3WIMU YYaCTHHKA M OJTHO-
BPEMEHHO HaOJ0AaTeNsl, HAMETHUB JIETKUM a0pUCOM Cpely OOUTaHUs.
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FROM DA-DA TO BIT-BIT

D. Russo
University of Palermo

rules. Lately, international publications have included such illuminating titles as The

End of Print by Lewis Blacwell [1] and No more Rules by Rick Poynor [7]. In Italy, the
author of the present article published Free Graphics last year, subtitled Graphics beyond
Rules in the Digital Age [9].

In the 1980s, the advent of (personal) computers has highlighted a crucial moment in
the history of the visual communications (Mac was created in 1984). Computers brought
about a drastic renewal in operative techniques, speeding up a process (already in progress)
from a basically rational approach to ever more surprising ways of communication, mov-
ing away from the rules.

But which rules are we talking about? When somebody talks about rules in the context
of graphic design, one generally refers to the so-called Swiss School (or Swiss Style).
Around the 1930s, this gave a consistent input to the development of graphic design, focus-
ing on a very sober and systematic methodology, based on a philosophy of composition
looking to organize information in the most transparent way, with a typographic approach.
For example, Emil Ruder, one of the promoters of this Movement and author of the cele-
brated manual of Typografie [8], remarked that designers fail their goal in the worst way
when form distracts from content. Thus, he advocated the use of a modular grid to order
different graphic materials in a proper way. In brief, the principal features of the Swiss
School are: modular grid (derived from mathematics), sans-serif typefaces (often Helvetica
and Univers), an asymmetric set (alignment to the left edge), «objective» photography (re-
alistic and almost always in black and white), big empty spaces (in contrast with full ones
in order to define structural balance) and extreme simplification of form (elimination of any
decorative effect).

In the late Sixties, the rigorous and minimal graphic design of Swiss collided with a
more sparkling and eclectic style, inspired to the Pop Art and which, with the technologic
development (we are talking of photocomposition), gave rise to very coloured and impres-
sive artefacts, which were becoming cheaper to produce. We can consider the Push Pin
Studios (in particular the work of Milton Glaser) and the Californian-psychedelic posters
(for example, by Wes Wilson). Other brilliant cases are those of the so-called Punk graph-
ics in England, characterized by chaotic, aggressive, abrasive and even brutal tones (just
like the cover of Jamie Reid for the Sex Pistols).

Nevertheless, in spite the diffusion of new and impacting trends, the Swiss School, with
its sober essentiality, continued to maintain a hegemonic position on the international back-
grounds in the Seventies. In fact, in the meantime, it spread beyond the Swiss-German area
(in particular in the States) with he diction of International Typographic Style.

In the second half of the 1980s, computers brought the practice and the language of visual
communication. They allowed everyone to compose texts and images without the complex
and difficult equipment involved in pre-digital printing works — what allows a further libera-
tion from the canons of tradition (a liberation already hoped in pre-digital times).

In the digital age in which we live, it is obvious that today’s visual design no longer has
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Thus, the simple and Spartan style of the Swiss School became an orientation among
others; while nowadays, even if we can’t pick out a definitively prominent style, we can
appreciate new trends: a fluid writing — very expressive, intrinsically digital and alien to
traditional typography. Without a proper name, today’s digital writing is not typography
anymore, because it has nothing in common with (metal) types. What could we call it?
Electronic-graphy, digital-graphy, pixel-graphy o simply new-graphy (rneografia), as sug-
gested by Sergio Polano [6, p. 27]. Today’s digital wringing is not only very different from
the old typography, but also from the more geometric digital writing produced in the 1980s
on the grid of pixels.

The New Primitives [3] is the title that Rudy Vanderlans and Zuzanna Licko, founders
of the avant-gardiste magazine «Emigre», give to themselves in order to comment on the
pioneering nature of their experimentations, operated by the new-born computerized in-
struments. The question was this: «How should we apply the digital media? Should we per-
petuate the usual forms of the typographic tradition or rather should we experiment a new
language more suited to the electronic nature of computers?» For Emigre, it was not obvi-
ous at all that the digital writing had to do away with the typographic canons; on the con-
trary, Vanderlans and Licko felt ever more urgently the need for a renewal. In other words,
it was necessary Starting from zero, as indicated the nineteenth issue of the magazine. An-
other issue, titled Do you read me?, was dedicated to the digital writing in relation to the
legibility of text, and presented some textual designs exalting the expressive qualities of
new characters.

On the other hand, one could state that, just in terms of legibility, the best characters
were those consolidated by a secular tradition — the (ancient) roman faces o at least the
sans-serifs. Managing this attack like a Judo fighter, Licko (the type-designer of «Emigre»
for excellence) confirmed that «Typefaces are not intrinsically legible; rather, it is the
reader’s familiarity with faces that accounts for their legibility. Studies have shown that
readers read better what they read most». Thus, she proposed her Totally Gothic — a Gothic-
like digital character — arguing that «blackletter styles which we find illegible today were
actually preferred over more humanistic designs during the fourteenth and the fifteenth cen-
turies» (in virtue of their large diffusion). «Similarly, typefaces which we perceive as il-
legible today may will become tomorrow’s classic choices» .

Our fluid-digital characters (the most recent ones), which come up on the screen as well
as on paper — and can change colour, form, outline, disposition etc. —, prove how present
graphic experimentation has taken the same direction as present architecture and design:
which are imbued with more and more fluid and metamorphic forms. For example, the
Guggenheim of Bilbao (Frank O. Gehry) was defined as «an experiment in fluidity»*. And
regarding design, the objects of Ron Arad, who is able to make chairs made of steal, look
soft and fluid (Well Tempered Chair produced by Vitra in 1986).

However, by observing certain «phenomenology», you realize that, while it is abso-
lutely new, it also contains something familiar, a sense of déja vu. What we are talking
about is, in fact, a surprising convergence between digital technique and Historic Avant-
garde. My argument is that the Swiss School may have received the formal break of Mod-
ernity, but only «normalising» the inventions of Historic Avant-gardes in order to create an
ever more sober and linear type of communication. Consequently, it reduced the primary
subversive and propelling energy of the Avant-gardes — the same energy that, on the con-
trary, animates current digital experiments. It is very difficult to say if this regenerated vi-
tality depends directly on the advent of computers or on a physiological reaction against the
Swiss School independently from electronic technology. One thing is certain: the direction

! Z. LICKO, cit. in L. BLACKWELL, I caratteri del XX secolo, Leonardo Arte, Milano 1998, p. 147.
* H. MUSCHAMP, cit. in M. WEBB, Quel che Gehry ha fatto e fard, in “Domus», n. 837, May 2001, p. 72.
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started by the Avant-gardes finds many interesting applications in computers. Lastly, to-
day’s designers are able to create in digital terms (i.e. in serial terms) what the artists of
Avant-gardes, at the beginning of the twentieth Century, experimented manually on canvas
or paper. Now, for obvious reasons of space, we are going to examine only two emblematic
cases, Neville Brody and David Carson, in order to argue how the graphics of the Third
millennium surpass the Swiss School for discovering ways of communication typical of
Historic Avant-gardes.

Neville Brody is possibly the most influent graphic designer in the 1980s. As art direc-
tor of trend-setting magazines, creator of logos and designer of various digital characters,
he is an important protagonist in graphic design, but also in fashion, in media and in visual
communication fout court. Brody’s style, full of punk references, is clearly inspired by
Dada and Constructivism. Unlike many others who sought to copy and re-propose banal
formal solutions, Brody always sought to evaluate the core of Avant-gardes, what was be-
ing done, and why. In this way, he deduced from them a sense of dynamism and a non-
acceptance of traditional rules and values. «Once you look at that — Brody noted — you can
pursue your own response». So, «I have always felt that the last fifty years of design have
been recycling these already explored areas»’. Dada offered Brody many ways of breaking
with current conventions, in a dynamic and playful perspective. Constructivism gave
Brody’s designs an important visual relief. That is why Brody’s work, based on elementary
geometric forms, holds a strong and immediate communication value. An example is surely
the cover of the Go-go Album (1985), characterized by a diagonal lettering (echoing the
dynamic diagonal of El Lisitskij) and the chromatic triad of Constructivism (red, white and
black). But the most emblematic case is the logotype Red Wedge (1985), an inverted pyra-
mid between two cubes. That is (new-)constructivist even in the name, if you consider the
famous poster of El Lisitskij Beat the Whites with Red Wedge (1920), where two elemen-
tary geometric forms represent strong political symbols — the red wedge of Revolution and
the white circle of tsarist power.

David Carson is one of key figures of the 1990s. With his pyrotechnic graphics, he
states The End of Print, the title of his monograph, which alludes to «the death of typogra-
phy», like an obsolete system of printing — we are already in the digital age [1]. The End of
Print is a paradox in itself as it became a best-seller, thus calling for an endless number of
printed copies!

Even if Carson’s work is oriented towards the future and very dependent on digital
technology, it is also indebted to Futurism in the measure in which Carson’s text is able to
communicate through specific figurative qualities besides the linguistic meaning. Ninety
years ago, Futurists indicated a surprising way to express emotions through particular typo-
graphic variations such as character, style, dimension, colour etc. In the words of Marinetti
(that I quote without punctuation like in the original text): «My revolution is against the so-
called typographic harmony of page [...] We can use three or four different colours in the
same page just like 20 different styles. For example, italic one for a group of similar and
quick sensations, as well as bold in order to render strong onomatopoeias etc. With this
revolution and multicoloured variety, I resolve to double the expressive power of words»
[4, p. 70]. In this perspective, Futurists gave visual and sonorous values to the written word.
Consequently, they stated the concept — typical of visual poetry — of simultaneous reading
of the page.

Having metabolized Marinetti’s lesson, Carson takes pleasure in breaking the rules of
good design. Moreover, he declares that he doesn’t know them at all. And he even subverts
Beatrice Warde’s metaphor about The Crystal Goblet (the metaphor of functionalism in ty-

3 N. BRODY, cit. in J. WOZENCROFT, The Graphic Language of Neville Brody, Thames and Hudson, Lon-
don, 1997. P. 8.
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pography): «A crystal goblet is better than a golden one «because every part of the crystal
goblet is calculated to reveal the beauty of the drink inside instead of hiding it» [11]. In the
same way, a transparent invisible and therefore neutral typeface is better than a surprising
one because the first doesn’t distract from the content of the text». Carson responds: «If the
text is invisible also the article is invisible» [2, p. 59.], that means it doesn’t come! For Car-
son, an impressive form can be misleading in itself, but if it is part of the design solution it
can, on the contrary, result in being very effective. In other words, when a form works it
always expresses a content; when a content doesn’t work it hasn’t been translated into an
effective form. The dilemma is always the same: must graphic design be considered a neu-
tral vehicle of the message or rather an integral part of the message? For Carson, who un-
dersigns the celebrated statement of the Canadian massmedialogist Marshall McLuhan «the
medium is the message» [5, p. 5] (or at least part of the message). In this sense, the legibil-
ity of the text doesn’t necessarily coincide with the communication of the message. It is not
obvious that a very legible artefact is for as much communicative, because a word commu-
nicates not only through linguistic meaning but it is above all an image, which communi-
cates visually before it does so linguistically. Thus, Carson concludes: «You may be legi-
ble, but what is the emotion contained in the message?»".

Finally, I would like to pay homage to the land in which we find ourselves reminding us
of the Russian design critic Serge Serov, who indicated a new paradigm of post-modern
writing: «In classical typography, illustration is entirely dictated by text. [...] In modern
typography, image and text become independent, equal, strong partners. [...] With the
postmodern paradigm now beginning to reveal itself, we approach the domination of image,
trapping, enveloping, and swallowing the text» [10, p. 12].
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Pe3ztome

B Hamre Bpemsi — 310Xy JAWTUTAIBHBIX TEXHOJIOTHA — CTAHOBUTCS BCE 0OJiee OYCBHI-
HBIM, YTO B COBPEMEHHOM [HW3aifHe OoIbllle HET HMKaKWX HOpM, MpaBui. B mocnemHee
BpEMS PA3IMYHBIC MEXTyHAPOIHBIC MyOIUKAIUU COJIEP)KAT TaKUE PA3bIICHSIONINE COIep-
*aHue Ha3BaHus, Kak «Koner neuatn» (Lewis Blacwell) nunn «Het 6omnbie mpasum» (Rick

*D. CARSON, cit. in L. BLACKWELL, The End of Print... cit., s.n.

131



Poynor). B Uranuu B mpomnuiom roxy [lapuo Pycco omyb6mukoBan pabory «CBoboaHas
rpaduka» ¢ moa3arojgoBkoM «I'paduka BHE IPABIII B MOXY ITUMPOBBIX TEXHOIOTHI.

B 80-x rr. XX B. nosiBieHue MEePCOHAIBHBIX KOMIIBIOTEPOB 0003HAUMI KJIFOUEBOH MO-
MEHT B HMCTOPUHM BU3YAJIbHBIX KOMMYHHUKanuii (MakuaTOm OBIT co3maH B 1984 rony).
KommnbroTeps! BbI3BaIM MHTEHCUBHOE OOHOBIICHHE B c(epe ONepaTUBHBIX TEXHOIOTUH, yC-
KOpsis MPOLECC Mepexo/ia OT PalMOHAIBHOIO MOAXOAA K KaK HUKOTJA HENpeACcKa3yeMbIM
NyTSM KOMMYHHKAIUH, BCE AalbIlle OTXOAS OT JHOObIX HOPM U KPUTEPUEB.

Ceromust oOpamasi BHUMaHHE Ha OINpEACIICHHYI0 «()EHOMEHOJIOTHIO», MOHHMAEHlb,
4TO, HECMOTPS Ha TO, YTO ATO aOCOJIIOTHO HOBOE SIBJIIEHUE, UMEET MECTO HEUTO MOXO0XKee
Ha gyBcTBO déja vu. To 0 4yeM MBI TOBOpHM, Ha CaMOM JieJie, SIBJISICTCS YANBUTEIHHBIM
cONMMKeHNeM IUPPOBBIX TEXHOJIOTHI C HCTOPUYECKUM aBaHrapJoM. Mou JOBOABI COCTO-
AT B ToM, uto lIBeiinapckas mkomna (Haunbosee pKo XxapakTepusyromas GeHoMeH rpadu-
yeckoro nu3aiiHa XX BeKa) MOXeT ObITh (hOpMajbHO pa3pyllieHa MOAEPHU3MOM, HO
TOJIBKO «YTOPSJOUYMBAHUE» H300pPETEHMM HMCTOPUYECKOrO0 aBaHrapjaa sl TOTO, YTOObI
co37aBaTh ropas3io OoJee 3/IpaBblil M JIMHEWHBIA TUN KOMMYyHUKauuii. B pesynbrare 310
CHU3UJIO UCXOJHYIO PAa3pYyIIMTENbHYO U JBHXKYILYIO SHEPTHIO aBaHTapJa — Ty K€ CUIY,
4YTO HA00OPOT AaeT CTUMYJI MOTOKY IU(PPOBBIX IKCIIEPUMEHTOB. TPYyAHO CKa3aTh 3aBUCUT
JIM 3Ta BOCCTAHOBJIEHHAS JKU3HECIIOCOOHOCTh HANIPSIMYIO OT MPHUX0/1a KOMITBIOTEPOB JINOO
oT ¢uznonornyeckoil peakuuu npotus lIBelnapckoil MKOIBI HE3ABUCUMO OT 3JIEKTPOH-
HBIX TexHoJIoruil. OJHO HECOMHEHHO: HallpaBJIeHUE, B35STOE aBaHrap/i0M, HaXOJIUT MHOI'O
MHTEPECHBIX NMPUMEHEHUH B KOMIIbIOTEpHOU cdepe. B 3akitoueHU CTOUT cKa3aTh, YTO
CETOAHSIIHUE U3aifHEepPBl CIIOCOOHBI CO3AaBaTh B IMU(GPOBOM BHJE TO, YTO XYIOKHUKHU
aBaHrapja B Hauaje XX BeKa CO3/1aBajii BPyUHYIO Ha XoJicTe U Oymare. JIBe ¢puryps! Mu-
pa auzaniHa — Hesun bpoynu m 3Bun KapcoH — mo3BoisitOT HaM TOBOPUTH O TOM, Ha-
CKOJIbKO Tpaduka mociefHux jeT npeBocxoaut llIBednapckyro mikosy, oOHapy>KuBas
IIyTH KOMMYHUKAlUH, TUIIMYHBIE JJI1 HCTOPUYECKOTO aBaHrapjaa: Heo/1a1a, HEOKOHCTPYK-
TUBU3M, HeopyTypusm. OT aa-1a K OUT-OUT. ..
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MO3AUYHAA KYJIbTYPA
U BPUKOJUIJTAXKHOE MbILUJTEHUE
(k nHTepnpeTaunn aBaHrapga 1970-1990-x rr.)

9. YcoBckas
drakynbTeT MeXAyHapOaHbIX OTHOLEHUI, Kadbeapa KySibTyponornm
Benopyccknin rocyaapcTBeHHbIn yHuBepceuteT (MUHCK)

OHCTaTaLUs CJI0XHOCTH, POTUBOPEYUBOCTH XX CTOJIETHUS YK€ JaBHO BOCIPUHU-

MaeTcs KaKk aKCHoMa, HE BBI3BIBAIONIAS COMHEHUH B CHIIy OTCYTCTBUSI HaJOOHOCTH

YTO-IM00 J0Ka3bIBaTh, BO3paXKaTh WJIM ONpPOBEpraTh. XapaKTepUCTUKA MHOIOLBE-
Ths T€UEHUH, HANPaBIEHUH, IIKOJI U T.X., XyJ10)KECTBEHHOTO IPOCTPAHCTBA YaCTO BMeEILa-
€Tcs B MOHATUS «ABAHTApA», «MOJEPHU3M», IIOCTMOAEPHU3M» WM OMMUCHIBAETCS B PaM-
Kax MOHATHUS «ICUEHTPAIM30BAHHbBIM THIT KyJIbTYpbD». OJlHAKO KaKk Obl Mbl HU OIMCHIBAIIH,
Kakue Obl CBOMCTBA M aTpUOYThl HU MPUIMCHIBAIN KyJIbType XX BeKa, B TOM YUCIE XyJ0-
KECTBEHHOM, Ba)KHEE BBIICHUTH, I0YEMY OHA BOCHIPHHHMMAETCS KaK JIELEHTpaJIN30BaHHasl.
bosee Toro, Ham mpeacTaBiIseTCs BO3MOXKHBIM MPEION0KUTE YTO aBaHrapll, pa3iuyHble
€ro BEpCUH («aBaHrap/pl») y3HaIOTCS BO MHOTOM HUMEHHO I10 3TOMY IIPU3HAKY .

B cnyuae mogepHu3Ma u aBaHrapja JELeHTpalus B LeJIOM O3Havyajla 0TKa3 OT IpU3Ha-
HUS B KAUECTBE LIEHTPA CJIOKUBILUXCS MOAEIEN Xy10KECTBEHHOU KYyJIBTYypbI WM XyHOXKe-
CTBEHHOM Tpaauuuu. JlyX sKCIIepUMEHTaTOPCTBA U HOBATOPCTBA, MPUCYILIUHA MOAECPHU3MY,
a B Oounpiieii crenenu aBanrapay 1910-1920-x rr., ka3anock, yepnaics U3 camoi morpeo-
HOCTH OOHOBJICHHMSI, PEBOJIFOIIMOHHONW M HepeaKo madocHOu. JleneHTpaius B MOCTMOIEP-
HU3Me ABoWcTBeHHA. C OJHOM CTOPOHBI, OHA HE JKENAeT NPU3HABaTh B KaueCTBE LIEHTpa
YTO-TM00 BOOOLIE: IEHHOCTH, JINUHOCTD, JIoroc U T.A. C Opyroi, — CTpeMUTCs K HOJIMLIEHTPUY-
HOCTH, TO €CTh K OJIHOBPEMEHHOMY CYIIECTBOBAHUIO Pa3HOOOPA3HBIX LIEHTPOB, KOTOPHIC B
UTOT€ TAKOBBIMM HE SIBIISIFOTCA, NOCKOJBbKY IEPEMELIA0TCs, SIBJIAIOTCS YCIOBHBIMU U yC-
KOJIb3aI0T. DTO HAallOMUHAET BO3POXKIAECHUYECKOE (PEHECCAHCHOE), NIPaB/ia, 3aMEIIEHHOE Ha
UPOHUYHOCTH, U3yMJIEHHUE TEepe]l BO3MOKHOCTHIO COCYIIECTBOBAHMS CAMBIX Pa3HbIX UCTHH:
«Bce yTBepxkieHHs] 00 UCTUHE SBIAIOTCS JHUIIB TPENOI0KEHUSIMHI, BCE OHH UMEIOT IIPABO
Ha CyLIECTBOBaHME ... ECIIM MBI XOTh YTO-TO MOXEM 3HaTh, Mbl BO BCAKOM CIIy4ae HUYETO
HE MO’KEM 3HATh JIy4llleé BO3MOKHOCTH; €CIIH YTO-TO OBIBACT JIETKUM, HUKOT/Ia HET HUYETO
Jerdye MOry; €ClIM YTO-TO MOKET OBbITh JOCTOBEPHBIM, HHYETO HET JOCTOBEPHEE MOTY»
(Huxona Ky3anckuii) [3, c. 41]. OnHako peHECCAaHCHOE «MOTY» OCHOBAaHO Ha I'YMaHUCTH-
YECKOM ONTHMH3ME, IIyCTh U CTOOPEHHOM PENIITUBU3MOM U CKENTUILIU3MOM.

Asanrapn 1910-1920-x rr., Kak U MOAEPHU3M, 3WKIETCS HA 3HTY3Ua3Me€, aKTUBHOCTH.
[ToctmonepHM3M U aBaHTap1 BTOPOM MOIOBUHBI XX BEKa CKIOHHBI K TPE3BOCTH, HO «H YC-
TaJIOCTH, U JJa)Ke UPOHUYECKOMY paBHOAYIINIO». OHAKO UX 00BEIUHSIET 00Iee MEHTAIb-
HO€, MIHTEHLMOHAJILHOE T0JIe KYJIbTYphl KOHIIAa XX CTOJETHSI, POKJIEHHOE MOCIEBOCHHOMN
CUTyalueH, MOCTUHIAYCTPUAIBHBIM CBEPXIOTPEOIEHUEM, UACOJIOTHYECKUM MPOTHBOCTOS-
HUEM, KOHIIOM UCTOPUN» U IPOUUMH COOBITUSIMU

[Tokonenne «X», niu 'onbg (B repMaHCKOI MHTEpHpEeTAiK), MM TaK Ha3bIBaeMOE pas-
JIOMaHHOE TTOKOJIEHHE OKa3aJIoCh B AMHIIEHTPE MPOTUBOPEUU BCEW KYJIbTYpbl MOJIEpPHA: HE-
JIOBEpUE K LIEHHOCTAM «IIPEKOBY», TIOHUMAHUE TOTO, YTO JKUTh HYXKHO KaK-TO MO-APYroMy
TMIEpETIeNIOCh C arnaTHel U HeJOBEpHeM K HoBoMy Oynymiemy. Buaimo, Hanbomnee 6one3HeH-
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HBIM IS POKACHHBIX Ha CBET MexAy 1965—-1975 rogamu (To camoe mokosienue X) crai me-
pEeX0Jl OT OJIHOM KapTHHBI MUpa K JIpyroil. B maHHOM ciiydae Mbl KIMEEM B BHAY TOT KYyJb-
TYpPHO-HUJICOIOTUYECKUI TIEPEBOPOT, KOTOPHII ObLT BHI3BAH Pa3BaIOM COLICUCTEMBI, aKTUBH-
3aIMeil peruOHANBHBIX U JIOKAJIBHBIX KYJbTYp, Pa304apOBaHUEM B KOHTPKYJIBTYPHOM JIBH-
xkeHun 1960-x. Bripouem, ucrepust o MoBOy armoOKAIMIICHCA KOHIIA UCTOPHH MOCTETIEHHO
crana oOblIeHHOM, moBcenHeBHOU: B 1970-1980-rr. ee ommcwiBaroT U ucciaeayroT. Kak
ormeuaeT E.B. CokonoBa, «unes 00kMBaHUS Xaoca» BHOBb (Kak U B Hauaje XX B.) CTaHO-
BUTCS akTyanbHOW. [IpaBna, yxe 0€3 4pe3MepHOTo SHTY3Ha3Ma, MPUCYIIETO HAUBHBIM IIep-
BONPOXOJIaM aBaHTapAa. Ha mepennuil miaH BbICTyMAeT HHTEPEC UCCIEI0BATENS, IO BO3-
MOYKHOCTH O€CCTPacTHO M OOBEKTHBHO ONHCHIBAIONIETO OE3/1HY 3a OE3/1HOM, mpoBai 3a
MIPOBAJIOM, TYIHK 3a Tynmukom» [6, c. 102].

HanmonaneHele KynbTypbl, CyMeBIINE, HAKOHEL, O()OPMUTHCSA U B BUAE CaMOCTOSITEIb-
HBIX MOHOATHMYECKHUX WM TOJUITHUUYECKUX TOCYIApCTB, OKAa3aJUCh TMepei BBIOOpOM
nanpHenmero nyTtH. bemapyce uckimouenuss He cocraBmia. [IpoOnema HanuMoHaIBHOU
XYJI0’)KECTBEHHOW HWAECHTUYHOCTH BO 90-e Toapl Morjia pemaTrhcsi B BUIE HECKOIBKUX
BapHaHTOB: OoOpameHns K (OIbKIOPHO-TPAIUIIMOHHBIM TIACTaM KYJIBTYPBI, CTPEMIICHHUS
«JIOTHaTh» peAyKIHOHHOE (aOCTPaKTHOE) M WHBIC HANIPABIICHUS XYAOKECTBEHHON KYJbTY-
pel EBponbl, CIIIA, Kananel, gpyrux cTpaH, B TOM 4YMCJI€ TpaHCaBaHIapH, FHIepMaHbe-
pHU3M, TIOCTMOJIEPHU3M, a TaK)Ke WHBIE; chOpMUPOBATH COOCTBEHHOE MPE/ICTaBICHHUE, BO3-
MoxHO, 1Koy Contemporary art. UckycctBo benapycu, kak HaMm mpecTaBisIeTCs], HE BbI-
Opano kakoe-TMOO EIMHCTBEHHO OJHO3HA4YHOE HampasieHue. [lo-Buammomy, cTuieBoe
pa3HoOoOpa3ue, CBOMCTBEHHOE B II€JIOM WHTEPHALMOHAIBHOMY XYyJ0XKECTBEHHOMY IIpO-
CTPaHCTBY, CTAJIO XapaKTepHbIM siBIeHUEM U [Tl benapycu. OgHako 6110 ObI OIIMOOYHBIM
YTBEP)KIATh, YTO Xy/10)KECTBEHHAsl CUTYyalMs KOHIIa XX BeKa 3[1eCh HE UMEJIa OTIINYUTENb-
HBIX ocobeHHocTeil. Kak otmeuaer Bepuep ®an nen bent, uckyccTBo co3maercs B COOT-
BETCTBUU C KOJIJIEKTUBHOM KYJIbTYpHOM MaMsThIO ¥ IOCTOSIHHO MEHSIOLIEICS 00pa3HOCThIO
[7, c. 17]. KynbTypemsl, akTyanbHble A7 KOHIIA XX CTOJETHSI, TaK WJIM WHAYE CBS3aHBI C
apXeTUIlaMH, HAIMOJHEHHBIMU WHIUBUIYAIbHBIM KYJIbTYPHO-HAIMOHAIBHBIM CMBICIIOM.
Xya0XKEeCTBEHHOE CO3HAHNE aKKyMYIUPYET B ceOe BpeMEHHBIE MOTOKH HE TOJIBKO MPOIILIO-
ro, HAaCTOSIIEro, HO 1 Oymymero. [1o3ToMy XyIOKHUK CTPOUT CBOE TBOPYECTBO HE TOIBKO
Ha OCHOBE HAIIMOHAJIBHOTO KYyJbTYPHOTO OIBITA, HO U BIJISABIBASCH B TOTOK MHUPOBOTO HC-
KyCCTBa, UHTYUTUBHO YYBCTBYET BO3MOXXHBIC JIMHUU €TI0 PA3BUTHSI.

B xonne 80-x —Hawane 90-x XX B. cBoeoOpa3HbIii pUMEHK (MU HOBOE MPOUTEHUE
aBanrapna mnepuoga YHOBHMCa) namien, B 4acTHOCTH, BOIUIONICHHME B TBOPYECKUX
mryausx E. KuraeBoil (mnakar: «CympaMatreiuHas a30yka», « AHTeNbCKasi HallbITHATbHAS
omepa Ha pyckaii cipHe», «Kazimip ManeBiu»). COOCTBEHHO aJUTFO3UM M LUTAIUS 37ECh
TpaHC(HOPMHUPOBAIIUCh, CKOPEE, B «aKTHUBHOE BBIpa3uTeNbHOE cpenctBo» [1, c. 34 —35],
HEXENM TMPOCTO KOMUPOBaNM cymnpeMatusm ManeBuda wian  pabotel  Jlucuikoro.
ABaHrapJHble, MOCTMOJCPHUCTCKAE WHTEHIUH, SIBUBLUIUCH  OYEPEIHBIM  aKTOM
U/ICOJIOTUYECKOTO TPOTUBOCTOSHUS, 3asBHIM O cebe B skcrnepuMentax 1. Kommm,
N. Kamkypesuua, A. KmanoBa. B 1o ke BpeMss BepHOCTh (UTYPAaTUBHOMY HCKYCCTBY,
CJIOKUBILIASICSI B COBETCKUM IEpUOJ, TMpHBEJa K JOCTATOYHO CACPKAHHOMY, €CIId He
MOJIO3PUTEFHOMY OTHOIIEHHI0O K HCKYCCTBY CIHUIIKOM HOBaTopckomy. OmHako
OelopyccKkoe HCKyCCTBO HHMKOIZIa HE pa3phlBajio  CBA3b C  OKCIPECCUBHOCTHIO,
YYBCTBEHHOCTbIO, OTJIMYAJIIOCh TATOTEHHWEM K 3HAKOBOCTH, PpENPE3CHTHPOBAHHBIX B
4acTHOCTH B TBop4ecTBe M. bacosa.

OnHOM 13 OTIMYUTENBHBIX 0COOCHHOCTEH MCKyccTBa benapycu konma XX B. crajia uc-
MOBEJAIILHOCTb U I'PYCTh: «JleIIMKaTHBIN, KAMEPHBIN TE€aTp CBETa U TbMbI, HA CLEHE KOTO-
poTro BepuiaTcsl Cyap0bl OJU3KUX APYT K ApyTy moaen (A. 3amopuH). TOHKOCTh HHTYUTHB-
HOTO MOCTUXKEHHUS «CBOETO» MHUpA U B MUPE TBOPYECTBA, HESIBHAS ApaMa MOMCKOB CMBbICIIA
B TOM, YTO MIPHUBBIKJIO OBITH TOJIBKO mudpom (H. 3amo3nas). Eme onna apama: yTBepxie-
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HHUE «CBOEro» M ce0si B BHICOKOBOJBTHOM I10JI€ HABSI3aHHOTO CO3HAHMS M CTpacTeil TOJIIBI
(M. Tummna). [IpuTun 0 MOTPEOUTENHCKOM BOXKACICHHN M MOMCKAaX HHBIX IIEHHOCTEH, O
BO3MOXXHOCTSIX M I'PAaHULAX UIPbI, HPOHUM, MOPAJIU U YEJIOBEYECKOr0, B TOM YHCIIE apTH-
ctudeckoro gocrouHctra (P. Bamkesuu)» [4, c. 22].

CouMOKyIbTYpHbIE, 5)KOHOMUYECKHE OOCTOSTEILCTBA BTOPOM MOJOBHHBI XX Beka 3a-
CTaBJIAIOT MEPECMOTPETh CaM MEXaHU3M 3BOJIOLUH JINTEPATypbl U UCKYCCTBA, CHOXKETHI,
TEMaTHKa, CTWJIb KOTOPBIX TATOTEIOT K IOBTOPAM, KOIMPOBAHUIO, XapaKTEPU3YIOTCS JaKe
MOJION Ha PETpo, MpU 3TOM, HE 3a0bIBasi O MOCTYJHMPOBAHWU PAJAMKAIBHOIO pa3pbiBa C
MpeAlecTBYOIEe Tpaauueil. BnpoueMm, XyaoxkecTBeHHOe npocTtpaHcTBO 1970-90-x rr.
HACBILIEHO HE TOJBKO «pa3pblBaMu», HO U IPEEMCTBEHHOCTBIO.

Onpenenuts crienuuKy aBaHrapaa uiam aBaHrapausma 1970-90-x crons ke mpobie-
MaTUYHO, KaK U MocTMoiepHu3Ma. Crienarb 3TO CJIOKHO U B CBA3HM C TEM, YTO OHU OJIU3KU
ApyT Ipyry IO 1yXy, KOTOPbI HAalIOMUHAET MOJIENb «yXO0/a-BO3BpaTa», HO HE pa30pBAHHO-
T'0 BO BPEMEHH, a MPUCYTCTBYIOLIETO «3/1eCh U ceituacy. 1970-90-e ronp! (TpaHncaBaHrap/ B
LIEJIOM) TOCTYJIMPYIOT OTKa3-yXoJl OT YCTaHOBOK KJIAcCHYECKOIO aBaHTrapja M aBaHrapna
50—-60-x, mpuberast B TO K€ BpeMsl K X METO/1aM, IIpuemMam, croxxeraMm. B To ke Bpems He-
OaBaHrap/ poBO3IVIAIIAET BEPHOCTh NIPUHLIUIIAM aBaHrapja B IEPUOJ €0 'eHe3Hca U pac-
uBera. bonee Toro, aBaHrapAHOCTh O3HAYEHHOTO IMEPHOJA, HECMOTPS HAa KCIEPUMEHTa-
TOPCKUH YKIJIOH, HE TaK MHOT'O MMeEET OOIIEro ¢ HOBaTOPCTBOM Hiel COOCTBEHHO aBaHTap-
na. Psyi XyJ105keCTBEHHBIX KPUTHKOB OTMEYAIOT MCCSIKAaHUE aBaHTapAHOM JINTEpaTypHOU U
HCKYyCCTBOBeIUecKOi Teopuu U npaktuku (. Buap), k Hauanmy 1980-x rr. uinm paaukaib-
HBIN Tepexo]l K (pUrypaTuBHOCTH, «HOBOW XyH0KECTBEHHOCTH» (Maeoinoru fiction YO. An-
nan, JK. Jlesu, I1. Kappe). Bonpoc o Tom, sIBIsieTCsl 1M 3TO OTKa30M OT MOCTMOJIEPHU3MA
WIM aBaHrapJu3Ma, OJHO3HayHOro orBera He nMeeT. Kak ormeuaer A. DpbsBel, «B U3-
BECTHOM CMBICIIE Pa3/IM4Msl B TPAKTOBKE aBaHrapla 3aBUCAT OT KYJIbTYpPHBIX, OJIUTHYE-
CKUX WIN QHIOCOPCKUX TPEANOYTEHUH CaMHUX aBTOPOB. ...CBsI3b MEXIY XyJI0’KECTBEH-
HBIM U MOJUTHYECKUM aBAaHIaApAOM Ka)XXeTCsl JEHCTBUTEIBHO BAKHOM, TaK KaK OHA IIPOHU-
KaeT B caMO€ Cep/lle MOJIEPHM3MAa U COBPEMEHHOCTHU: MOJUTHUYECKUN aBaHTapj Nepuoaa
IlepBoii MHUPOBOI1 BOIHBI MPOMCTEKAN U3 TOTO KE CAMOT0 KOHTEKCTA, YTO U XYJOKECTBEH-
HBIH, U 9acTO JESITEIHHOCTh HAa MOJUTHYECKON apeHe Oblla YacThIO HIIM MPOJOJDKCHHEM
XYJO’KECTBEHHOTO TBOpUYecTBa» [8]. [IeCTBUTENBHO, MOJIUTUYECKAs U COLMOKYJIBTYPHAs
MIPUHAJJIEKHOCTh aBTOPOB (B IIMPOKOM CMBICIE 3TOT0 CJIOBa), KOHBIOHKTYpa BpPEMEHU
TpeOYyIOT COOTHECEHHsI TBOPUECKUX MHTEHLMH C KAKMM-TMOO HalpaBIEHUEM WM XOTs Obl
€ro NpUHLIUIIAMU, IPUMETAMH.

Jlexnapanus TpaHcaBaHrapIoM, THIIEPMAHbEPU3MOM IUCTAHLUPOBAHUSA OT HEOABaH-
rapia He Bcerjga Kaxercs yOeautenbHoOW. JlaHHBIN mapagokc (Mapamokchl), BIpOYeM, HE
BBI3bIBAET 0c000ro n3ymiieHus. Curyanus NoCTCOBPEMEHHOCTH (IIOCTMO/IEPHA) WU CBEPX-
, TIOCTUHAYCTPUAJILHOTO OOIIecTBa JeNaeT MOAOOHBIN Mmapaaokc HOpMaibHbIM. OTpHia-
HUE-yTBEPKJIEHHE CTAHOBUTCSA CBOCOOPa3HON (popMyIioif M MOCTMOJIEPHU3MA, U aBAHTap/-
HBIX SIBJICHMM KOHLA IIPEIBITYIEro CTOJIETHS.

BbIABIIATE reHepasibHYIO L1€/Ib NOCTMOJEPHUCTCKOIO TBOPYECTBA /10 TaKKe Hebuaro-
BugHOe. Ckopee, OHa HE MOAJAETCS LEJIENOIaraHuio 1 LEeJIeonnucanuio. TeM He MeHee ero
HSMOJIEMOI CTAaHOBUTCS pa3pyll€HUE IPAHUL, «3aChIIAHUE PBOBY, PU30Ma-JABHKCHHE, CTa-
HOBJICHHE, CKJIaJKa, 00pa3bl JeNe30BCKUX PACIMIICHHBIX KOJIEIl U «THICSUM apeH», Ja0u-
PHUHTBI, CHMYJIBTAHHOCTD U T.J. SICHO OHO,9TO HUYETO OJHO3HAYHOIO MOCTMOACPHU3M HE
npuemier. Bnpouem, GercTBo oT 3TOM caMOW OJHO3HAYHOCTH, JBHKEHHE KaK CaMOICH-
HOCTb, 0OsI3Hb OBITh OJJMHAKOBBIM — TOXE CBOETO pOJa KPEJ0o M AK€ HEKUH CTUIIb, CTUIIb
no-aene30Bcku: «CTUIb HAUMHAETCS C JIBYX Pa3iIMYHBIX OOBEKTOB, OTIHAJNCHHBIX JIPYT OT
JpyTa, Jake €ClIM OHU OJM3KH: BO3MOXKHO, YTO ATH JBa 00BEKTa OOBEKTHBHO TTOXOXKH, OJI-
HOTO POJIa; BO3MOXKHO, YTO OHU CyOBEKTHBHO CBSI3aHBI 1IeTIbI0 accorranuii. CTHIIb BleUeT
BCE 3TO KaK peKa, yBJEKamolas MpeaMeTsl 1Mo cBoeMy pyciy... Korma ¢pasa nocruraer
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COOCTBEHHOM TOYKH 3pEHHS KaXKJIOTO M3 ABYX OOBEKTOB, MMEHHO TOYKU 3PEHUS, KOTOPAs
JIOJKHA OBITh MPHUCYIIA ITOMY OOBEKTY, ITOCKOJBKY 3TOT OOBEKT YK€ pa3o0paH €ro, Kak
OyaTO 9Ta TOYKa 3pEHUS pa3joKeHa Ha THICSIYY TOYEK 3PEHHUS B OTHOIICHUH Pa3TUYHBIX
OTHOLICHUM, aHAJOTUYHAs ONepanusl MPOJEIbIBACTCA IS APYroro oObEKTa, ITH TOUKH
3peHHUsI MOTYT BXOJIUTh JIPYT B APYyra, OTKJIMKATHCSA IPYT B APYTE, HATIOMUHAS 3€MJTIO U MO-
pe, 0OMEHHMBAIOIIUXCSl CBOMMH TOYKAMHU 3PEHHS Ha MOJIOTHAX DibcTupay [2, c. 33].

[leperekanue, nepeceueHue, nNepexoq Apyr B Ipyra — 3TO HEUYTO MHOE, HEXKEIH paJu-
KaJIbHBIN 3KJIeKTU3M. CKOopee, yHUBEpCcaabHbIi 0OMEH MEKIY UCKYCCTBOM U IOBCEIHEBHO-
CTBIO, HAYKOH U JHUTEpaTypoii; GUIocoPpcKkoe OCMBICICHHE JOCTUKECHHUI KBAaHTOBOU (pu3u-
KW, TEPMOJIMHAMUKH, TEOPUH UTP, TO €CTh B3aUMOIIEPEXO/]l M B3aUMOJICHCTBUE PA3IUUYHBIX
obrnacTeil KM3HHM XapaKTEepHbI JUIsi TOCTMOJEPHU3MA U €ro UCKyccTBa. He ciydaifHbl mo-
ATOMY COIIOCTABJIEHUSI MOCTMOJEPHU3MA C OapOKKO (OHO TOXKE TPaKTyeTCs BEcbMa pac-
IUTBIBYATO — KaK CTUJIb B JIMTEPAType U UCKYCCTBE, KAK YMOHACTPOEHHUE, KaK Ieasi A1oxa)
u otchuikH K b. [lackaito, yBlieueHHOCTh TOCTMOIEpPHU3MA «O0apOUYHON UTPOM 3epKal U OT-
pa’keHH, pa3pbIBAIOIIMX BCE TPAHUIBI MeXAy obmactaMm» [2, c. 109]. CoOcTBeHHO, yaen
YEJIOBEKa, B TOM YHUCIIE U XYJO’KHUKA, TPAKTyeTCs] B IIOCTMOJIEPHU3ME U OapOKKO Kak Ta-
WHCTBEHHOE MPEObIBAHUE «MEXKIY», B TOM, YTOOBI TIOMHHTb, YTO OH «HE aHTENl U HEe KH-
BOTHOE», «ciaBa U oTopoc mupo3nanus» (b. [Tackans). [ToctMogepHU3M TBOPHUT 00pa3 Uc-
KyCCTBa, paboTaloIero B MPOCTPAHCTBE «MEXKIY»: CTUIISIMU, SMIOXaMH, IIKoiIaMu. JlaHHoe
«MEXIy» 3aXBaThIBAET, CTATMBAET B CBOW apeay MapruHaiuu (Kpas, 1oJisl) HalpaBJIEeHUH 1
SIUCTEM.

OO0muit 1yXx BpeMEHM JeNlaeT PAaBHOLICHHBIMU aBAHTapJHYI U MOCTMOAECPHUCTCKYIO
MapagurMbl, XOTs KaXIbIi U3 HUX MO-CBOEMY PENPE3EHTUPYET COOCTBEHHBIN 1IEHHOCTHO-
CMBICIIOBOI KOJI. «ABaHTapsl», TOCTMOACPHU3M BTOpOi 1ojd. XX B. OObEAMHSAET CTHIIb
MBILIEHUS, IEPEXOJ K KOTOPOMY OcyliecTBisuics eme B koHue XIX — nayane XX BB., U
MOJTy4YrJI pa3ivyuHble Ha3BaHUs — OPUKOJUIAYKHOTO, BIIOCIEACTBUM MO3aUYHOIO U MO3THYE-
CKOrO.

Mo3an4yHoe MBIIIIEHUE OIpENeIsieT MO3auuHbIM XapakTep 3amajHoN KyJIbTypbl U, C
TOYKH 3peHHsI PPAHIY3CKOTO YUeHOro A. MoJisi, «CKIaIbIBaeTCs U3 Pa3pO3HEHHBIX OOpHIB-
KOB, CBSI3aHHBIX MPOCTHIMH, YUCTO CIy4YallHBIMM OTHOIICHHUAMU OJIM30CTH MO BPEMEHH yC-
BOEHUs, MO CO3BYUMIO WJIM accouuanuu uuei» [4, c. 45]. DTy ke accoluuMaTuBHOCTh B
MBIIIIEHUH (CBOMCTBEHHYIO B OOJbIlIEH CTENEHHM MU(OJOTHYECKOMY TUIy CO3HaHHUS Tpa-
JTUIIMOHHBIX 0011ecTB) Hekorna noametu K. JleBu-Ctpocc, Ha3BaB ero OpUKOJIIaKHBIM.

«bpuKOIIa)KHOE MBIIIJIEHUE)» HE MPOCTO HAXOAUT OOLIUH S3bIK ¢ MO3aUYHOM KyJbTY-
poil BTOpoi MOJOBUHBI XX BEKa M aBaHrap/a B YaCTHOCTH, HO M Hajlaraercs Ha ee Ipo-
CTPAHCTBO. 371€Ch MBI HE CKJIIOHHBI YIOJOOJATh €r0 MBIIUICHUIO apXanueCKOMY WA pac-
CMaTpUBATh MBILIUIEHUE IMOCTCOBPEMEHHOT0 CyOBhEeKTa Kak NMPUMUTHBHOE. bpukosiaxkHoe
CO3HAHHUE 3]IeCh PACCMATPUBACTCA KaK CIIOCOOHOCTh BOCIPUHUMATh MHP B €r0 HAJIUYHO-
CTH, BMEILIAIOIIEH TaK HAa3bIBAEMOE PEAJbHOE M CBEpXpeajpHOe, uppeanbHoe. CorimacHo
A. Moo, MO3anyHBIl XapakTep COBPEMEHHOM KyJbType IPHUAAET COEANHEHNE B HEU dile-
MEHTOB KYJITYP Pa3HbIX HapOJIOB M 310X, KOTOpPbIE B CO3HAHUM KaXJOT0 MHAMBHUIA OCE-
JIAIOT 110 OTIPEICIEHHBIM CTATUCTHUECKUM 3aKOHAM U «00pa3yloT B €r0 MO3TY HEUTO BPOJe
XpaHWiInia coodueHuit». dopmanpHas JIOTUKa «yCTyHaeT MECTO MEHEe TOYHBIM CHUCTe-
MaM, 9eTKO BBIJICJICHHBIC (PaKThl 3aMEHSIOTCS «PACIIIBIBUATBIMHU SIBJICHUSIMU, TO €CTh SIBJIC-
HUSIMHU, HE OTBEYAIOUIMMHM KaHOHMYECKOMY MPaBUIY HUCKIIOYEHHOTO TPEThero u TpeboBa-
HUSIM HEOOXOTUMOCTH. ACCOLMAIK HJIEH CTPOSITCS MO 3aKOHAM, TPYAHO OIPENEIUMBIM,
HO BIOJIHE peanbHbIM» [4, c. 353]. B momoOHOM citydae ObITHE BUPTYaJTW3HUPOBAHHON
MIOCTCOBPEMEHHOM KYJBTYPBl IpPEICTaBIseT CO0O0W (YHKIMOHHPOBAHHE HIIEMEHTAPHBIX
YaCTHIL KYJIbTYPbl — «KYJIbTYPEM», ABISIOUIMX cOO0N coOOIIeHNs (Hay4Hasl, Xy105KeCTBEH-
Hasi, HPABCTBEHHAs, PEITUTHO3HAS U T.I. HHPOpMAIHs, 3aKII0YCHHAs B MPOIYKTaX MHTE-
JIEKTYaJlbHOM NIeATeNbHOCTH JIIOJIEH), KOTOpblEe NMEpeqaloTcsl OT co3JaTelisd K MOTpeOuTeo
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CpeAcTBaMU KOMMYHHUKallUH. Pe3ynpTaToM 3TOro mpouecca oka3blBaeTcsl CUMYJIbTaHHOCTh
KYJIBTYpBI, €€ MOJUBAPUAHTOCTh, HHTEPIPETATUBHOCTh, HACHIIIICHHOCTh PAa3JINYHBIMH Bpe-
MEHHBIMH KOJaMH.

Jluneiinast noruka HeoOpaTUMOIO BPEMEHU 3/1€Ch, B OPUKOJIaXXHO-MO3aUYHOM KYJIbTY-
pe, CHUMaeTCsl MOJMWINHEHHOCThIO, OTHOBPEMEHHBIM COCYILIECTBOBAaHHMEM BCEX BPEMEH U
KYJBTYp, KyJIbTYp W BPEMEH XXHBBIX, a HE OTXKUBIIMX. [Ipomnutoe mpuobperaer xapakrep
pearbHOr0 HACTOSILEro, KOTOpoe «BoOpano B cels Hpolwioe, NMpeBpaTHB €ro B CBOE-
apyroey». bonee TOoro, moHMMaHUE BPEMEHH Kak SIBICHUS 00paTUMOTO MO3BOJISIET paccMaT-
pHUBaTh ObITHE YEJIOBEKA U KYJbTYpPbI B BUJIE IT100ATBHON CETKH, SYEHKHU KOTOPOH He uMme-
IOT YETKHUX T'PaHUII, a TPOIIUIOEe M HACTOSIIEE MEPETEKAIOT APYT B Apyra, 00pa3yroT CHHTE3
WM CUMOMO3 U OCHOBY /7151 Oy TyIIero.

Mup U MBIIITIEHHE YTTOOOISIFOTCS THTAHTCKOMY OpHKOJIIaKy MU MO3auKe, BO3MOXKHO,
naszjiaM, pu3oMe, BOMpAIOIIMM B ce0sl pa3iIMuHbIE XYJI0’KECTBEHHBIE, KYJIbTYPHBIE SI3BIKH,
IMCKYPChI, HECKOHYaeMO TOBOpSIIHE IPYyr C ApyroM. «OCKOJIIOYHOCTBY», MO3aUYHOCTH
MBILUIEHUS U KyJbTypbl KOHIIAa XX BeKa, OJJHAKO HE OTMEHSET TATOTEHUS K €JUHCTBY WU
nenoctHoctd. OIHAKO IETOCTHOCTh TOJHU-CAMHCTB, HE CTaTHYHA: 00JalaeT JNWHAMHKON
CaMOJIBIKEHMSI, TOJJOOHa OpOYHOBCKOMY JBM)KEHHUIO C COOCTBEHHOH JIOTMKOW M caMOOCy-
mectBieHneM. CKIIaapIBaeTCs BIEUYATIIEHUE, YTO HU MOCTMOJEPHU3M, HU TpPaHCaBaHTap.
Opanyecko Kinemente (Francesco Clemente), Cannpo Kua (Sandro Chia), Duio Kyxku
(Enzo Cucchi), Hukona nme Mapua (Nicola de Maria), Mummo Ilamagmao (Mimmo
Paladino), Hu osnatupyrolue MNacTUIIM «CTPACTHOTO TpaHcaBaHnrapga» (hot trans-
avantgarde) /Ixynuana [Ilna6ens (Julian Schnabel), pabotel boruto OnuBa (Bonito Oliva)
HE OTBEpraloT Te3HcC, BbicKa3zaHHbI Hekorna O. Monecky: «Bce HamnexxuT BOccoO3Iathb.
Hudero — nepenensiBate. He oTBeprarh, He ocnapuBaTh, HE NepEACIbIBATh JICHCTBUTEIb-
HOCTh, a T0Ka3aTh, 4YTO JJISI HEe €KEMUHYTHO BO3MOKHO HOBoe Hadano». OH, Ha Hall
B3TJISA]T, KaK HEJIb3S JIyUIle OTPaKaeT Xy J0KECTBEHHYIO crieluduky KoHma XX CTOJETHSI.

WTak, 0THOBPEMEHHOCTb, CUMYJIbTAHHOCTb BPEMEH, 30X, KYJIbTYp HPOHU3BIBAIOT CO3-
HaHME XyJIOKHUKA U 3puTens. Ho kaxkmas u3 HUX He TepseT aKTyalbHOCTh M HEKYIO0 CaMo-
CTOSITENILHOCTD, MIPEJACTABIAA cO00H KoHIenT, ynoaoomnsemslii XK. Jlene3oM pacnuiieHHBIM
konbliaM. Kaxmoe Moxer ObITh HMPOAETO B JH000E JIpyroe, «MMETh CBOM COOCTBEHHBIH
KJIMMAT, CBOIO COOCTBEHHYIO TOHAIBHOCTb UM CBOM TeMOp». [IpocTpaHCTBO KyNbTYyphl yII-
JIOTHSIETCS: B HEM COCYIIECTBYIOT «KYJIBTYPHBIE KOJBIIa» OJTHOTO «CTBOJA»; Pa3HBIX KOJIEIl
U3 Pa3HbIX, COCTABJICHHBIX KaK YrOAHO, CTBOJIOB; HAHW3aHHBIX IPYT Ha Jpyra KoJjell; Xao-
TUYHO PACIOJIOKEHHBIX U BBICTPOCHHHBIX B psii. Takum o0pazom, MHHHU-TEKCT Texcma
Kybmypbl HE PACTBOPSETCS, a CYLIECTBYET B HAJUYHOM, CBEPHYTOM BHUJE, OXHJAIOIIEM
CBOETO Pa3BepPTHIBAHUS, COOBITHSI.

®parMeHTapHOCTb KyJbTYphl, IOCTCOBPEMEHHOTO MBIIIUIEHUS], CO3HAHUS, KaK U UCKYC-
CTBa, SIBJISIETCS. B HEKOTOPOM POJIe CUMBOJIM3AIMEH COCYIIIECTBOBAHUS PA3JIMYHBIX 00Pa30B-
KapTuH mMupa. Tak, padotsl Bana YyiikoBa, B 4aCTHOCTH €r0 UK «DparMeHThI», CITyKaT
JI0Ka3aTeIbCTBOM BIIMCBIBAHUS B PEATbHOCTb KYJIbTYpPhl BTOPOM MOJOBUHBI XX B. YraJbl-
BaeMbIX IIUTAT, CKMBOJIOB PeHeccaHca, TBopuecTBa DHrpa, Matucca, Ilukacco, ['orena u
ap. Kak cBunerenscTByeT ®KHUBOMUCH YyiHKOBa, BOCCO3aHUE CBOETO MHpa U3 JIIOO0T0 «4y-
KOT0» MaTepualla U €CTh HaJIMYHOE ObITHE B PEAIbHOCTH.

Mo03au4HOCTh TOCTCOBPEMEHHOI'O aBaHTapJHOI'O MCKYCCTBA, IIMTATHOCTh M CTHJIEBOE
MHOroo0Opa3ue He NMPOTHUBOpEYaT HAEE LEIOCTHOCTH M OPraHMYHOCTH XYA0’KECTBEHHBIX
00pa3oB. DKIEKTUYHOCTh TBOPYECKOTO MPOLIECCA U €r0 Pe3ybTaTOB B JAHHOM CIIyyae HO-
CHUT 370POBBI OTTEHOK. DKIJIEKTU3M — 3TO HE MEIIaHMHA BCErO M BCS, & OCHOBAaHHOE Ha
NPUHIUIE CBSA3M COYETaHUE Pa3HOPOIHBIX, HA MEPBbIM B3I, HUYEM HE CBS3aHHBIX 3Jie-
MEHTOB M CTPYKTYp. DTO HpPEINoaaraeT BO3MOXKHOCTb U HEOOXOOUMOCTh (pUKcaluu Io-
psZIKa B LIEJIOM, TO €CTh BBIOODP YCIIOBHOTO IIEHTPA WJIM YPOBHSA, KOTOPbIE TOMOTYT 3pUTEITIO
OIIPENICJIUTh CMBICIOBOE 3HAYEHUE MTPOU3BEICHUA, CHOPMUPOBATH OTHOCUTENIBHO LIEIbHBIN
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TekcT. OOpa3HO-CMBICIIOBBIC JTUHUM, MIYIIHE OT KaKJOro MpeaMeTa, MepeceKkaroTcs, U B
TOYKaxX IepecedeHns 00pa3zyercsi OOmnil KOHTEKCT.

«Uepenuynasi» KyneTypa 1970-90-x rr. MHOrOoOpa3Ha — BBIBOJUT Ha TOBEPXHOCTH
Tr00bIe BpEMEHa W HPAaBBI, 3aMMCTBYET, LIUTHPYET, OCTACTCSI BEPHOU KIACCHYECKUM KaHO-
HaM 0apoOKKO, pOMaHTHU3Ma, aBaHTrap/a U MOAEPHU3MA, HE 3aHUMAeTCs JeKIapaeil HOBO-
ro. Bo3MoHO, B 3TOM U COCTOUT «aBaHIapJHOCTh» UCKYCCTBA JAHHOT'O NEPUOAA.
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editorial texts by Jerzy Hryniewiecki. The first is a brief manifesto setting out the

aims of the journal as showcasing the role of plastic arts in constructing modern
urban space and architecture, or more ambitiously, «in shaping new life» [4, p. 3]. The sec-
ond, entitled «Ksztatt przysztosci» (The Shape of the Future), begins with the proclamation,
«Chcemy by¢ nowoczes$ni» («We want to be modern») [4, p. 3]. Here, the vision of moder-
nity is presented as based on the technological and social progress having created a potential
for everyday aesthetic experience. Freed from their bourgeois hierarchies and sacredness, art
and beauty were to surround the ordinary people in their places of dwelling and work, and
most importantly in urban spaces. Developments in technological and artistic thought were to
be harnessed for framing urban space with modern design and clarity of form. In architecture
and in plastic arts, and most of all in their fusion — as it is proposed — that was the city street,
Projekt calls for LIGHT, COLOUR and SPACE. The everyday life was no longer to be grey
as the modern society deserved the surroundings suffused with beauty and visual pleasure.
Postulates for making graphic design more prominent in urban space accompany the stated
desire for European style, elegance and modernity.

The graphic space of the city is posited as a significant territory of aesthetic experience.
Further in the journal the origin of such assertion is made evident. In his reflection on the Fes-
tival of Youth staged in Warsaw the previous summer (July of 1955), Aleksander Kobzej
concentrates on the joyful mood and vibrant colours of the street decorations that created
«urban ballroomsy, «city’s exhibition pavilions» [4, p. 32]. Elaborate installations designed
with strong colours, sophisticated graphic forms and playful texts screened off the burnt-out
or damaged facades and urban wounds. The ruins provided both the material base and a
backdrop for display. They were also used as rhetorical figures in the discourse on the new
urban vision for the capital city. The subtext of that facade of art was still accusatory, point-
ing out Warsaw’s urban wounds to legitimate the city’s special role in calling for World
Peace,” but there was a new tone in the visual statement. Set off by the tragic backdrop, the
displays attempted to prove to the locals ‘and to others that at least as far as culture was con-
cerned our part of Europe was no worse than more fortunate ones’.* In the modern idiom of
displays the local artists and architects claimed their cosmopolitan ambitions.

March’ 56 inaugural issue of an interdisciplinary art journal Projekt’, features two

' Projekt was until the 1990s the most spectacular art journal promoting Polish art abroad. In its mission,
the tone and the editorial make-up, it embodied the fusion of the work of graphic design, architecture and ur-
ban design responding to the needs of the street and the industry. It promoted the work of art as a comprehen-
sive collaborative confrontation of creative practices, collective realizations, progress and future of engineer-
ing and industrial capacity, and responsiveness of artists and designers to concrete needs of plastic art and
social life.

? As in Bujnicki’s installation of Tadeusz Trepkowski’s poster N/E! on the ruins of the PKO building at
Swietokrzyska and Marszatkowska.

? These words referred to Polish poster art, but the ambitions set out for these displays could be considered as
similar; see: Piotr Piotrowski, ‘The geography of Central/East European art‘, [in:] Borders in Art. Revisiting
Kunstgeographie, Katarzyna Murawska-Muthesius (ed), Warsaw: Instytut Sztuki PAN, 2000. P. 46.
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Kobzej posits that the permanent legacy of the Festival rested in its proposal for urban
«exhibition spaces» whose surface displays reflected the art’s presence in the urban every-
day. He repeats the call made by Hryniewiecki for framing the street with colour, playful
gesture and smile, and more concretely, for infilling with plastic arts urban spaces now
emptied of festival decorations. The Festival has set the tone for modern image of the capi-
tal city and for the role of constructed surface in urban public space. The need to screen off
the unwanted buildings, to hide the ruins, to veil the undesirable sites and set off the appro-
priate or approved visual statements was to become, a permanent habit of deploying im-
permanent expressions. The Festival has inaugurated a certain preoccupation with surface
display, with architectural form doubling as scaffolding for presenting the city image in a
graphic form.

In its founding manifesto, Projekt repeats the sentiment already registered in other
sources. Miasto (The City), the official journal of the Society of Polish Urban Planners
(Towarzystwo Urbanistéw Polskich, TUP) in its post-festival analysis «Urbanistyczne
whnioski z Festiwalu» [2, pp. 26 - 29] in September 1955 clearly posits the aesthetics of the
city as the Marxist weapon in the struggle for fulfilment of basic human needs. Here, the
call for surrounding the new citizen with beauty, light, and clarity of form is supported by
the discussion of modern uses and the «compositional-aesthetic sense» of light in architec-
ture* [2, pp. 12 - 15]. The need for neon lighting in the city is soundly enunciated. Refer-
ences to the fantasy and «magic of city lights and advertising» and «illuminated composi-
tion» illustrate the metropolitan ambitions and highlight the role of graphic space in urban
design. In a number of articles, examples of neons from urban centres of Sweden, Austria
and France show what is considered, the cultured metropolitan street — an evidence of aes-
thetic taste, sophistication, European elegance.

Stolica (The Capital), an illustrated magazine dedicated to all things Varsovian, in the
series of questionnaires «Chcemy miasta europejskiego» (We want a European city) con-
ducted in 1958, reveals that the citizens of Warsaw demand three elements necessary for
their urban surroudnigs: light, colour and space. In a socially progressive city, these
elements were to be carefully designed so that technology, industry, art and urban detail all
met in the composition and choreography of neon signs and brightly lit advertising that
constructed the image of the metropolis. «Wigcej Swiatta!» (More Light!) demanded Stolica
in concluding its survey. Also in Stolica, for the 15™ anniversary of Warsaw’s liberation in
1960, Olgierd Budrewicz wishes the city among other urban achievements, brightly lit
streets, similar to those that could be seen in «other European cities» [6, p. 9].

Beginning in 1958, in its regularly featured visual essays, Stolica actively promoted the
necessity of neon lights for the image of modernity. Photographs of neon signs were often
used rhetorically contrasting the war destruction in «Then and Now» narratives, as an evi-
dence of the completed project of rebuilding, as a proof of Warsaw’s (already achieved as it
was claimed) metropolitan status. In addition to cover images that often celebrated the theme
of Warsaw-by-night, almost every issue featured neon lights in visual essays with titles such
as «The street like a womany, «Flowers blooming at night», «Pictures painted with light.»

Simultaneously with the celebration of light and colour, some criticism of chaotic devel-
opments was noted. As early as 1958 Miasto registered professional dismay at «the nonsensi-
cal fashion for neons that are not coordinated with architecture» («bezsensowna moda na
neony nie skoordynowane z architektura»). The disregard for the composition of the street
interior was seen as resulting in chaos characteristic of capitalist cities or «obscene spatial

* Henryk Sufryd discusses the role of light in architecture, illumination of the street and the ,,architecture
of advertising* as affecting ,,urban composition” (p. 14). He notes the need for enhancing the interior of the
street with lighting, improving legibility of the street and affecting its aesthetics through signage design. He
calls for a collaborative efforts of graphic designers and urbanists in creatiing public spaces and ,,illuminated
compositions* that would enhance urban aesthetics (p. 15).
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compositions» [2, p. 12—15]. Order and harmony were called for and the need for a coordina-
tor of urban composition, the chief designer of the city was clearly articulated.

In 1958, in an article in his regular column in Stolica, Budrewicz used the term «neoni-
zation» in a critical reference to the visual noise on the urban surface [7, p. 9]. Later, the
term would come to mean something different in kind, if not in scale: not an urban phe-
nomenon of neon proliferation registered by a keen journalistic eye, but the comprehensive
programme developed and implemented in the1960s and carried through the 1970s. Since
1972, the programme coordinating harmonious design of ‘night architecture’ and the city’s
daytime image would become important component of the functions carried out by the spe-
cial office of the Chief Designer of the City of Warsaw.°

The Neonization Programme established an elaborate design and approval process
requiring careful consideration of site, building scale and detail, the context of other signs,
relevant views, colour sequences, as well as the signs’ graphic form, typography, and even
the wording. Technical aspects of signs, their sequence of switching, specifications for the
materials and mechanisms, were also part of the stringent approval process. Most
importantly, the neon signs were not treated in isolation, and the approval process was not a
mere regulatory formality. The design of urban signage, advertising and occassional
decorations became an important source of revenue for the local graphic artists and
architects, and the approval documents provide an astonishing testament to the quality
expected and the attention to detail demanded of the projects.’

The neons were not simply positioned in available spaces either. They were designed
into the buildings’ exteriors: forming hyper-surfaces; enveloping the buildings, outlining
them, respectful of their form and detail, highlighting their silhouettes, creating ‘night ar-
chitecture’ that retreated in daylight, with only a delicate line of writing left visible against
the sky, or on the building surface. Elaborate signs that gave definition to building forms
were carefully designed, some were conceived and constructed together with the building
structures that supported them. They were part of the building exterior expression. Neons
were also used as a remedial decorative element for buildings that were considered un-
sightly: mounted on the few remaining tenement houses, making the building walls useful
for display while they awaited their fate.® The city signs, its neons and more generally,
graphic design were seen as a source of local (national) pride and the tool for creating a
metropolitan space; an urban ambiance that was so markedly different in tone and weight of
expression from the drab aura of the first post-war decade.

The Neonization Programme had choreographed the explosion of graphic art on the urban
surface and saw architectural form fused with text, graphics and advertising (re)shaping an

> The term “night architecture” was theorised in the documents forming part of the files for the “neoniza-
tion” project. See Stanislaw Soszynski, Archives of the City of Warsaw, Neonizacja, 1969—1972, document
AB.UA-647-671.

% The office of ,‘Chief City Designer’ (Naczelny Plastyk Miasta) was created in 1972 alongside the position
of the Chief Architect of the City of Warsaw. The decision of the President of the City dated 31st Oct.,1973
idenifies the need to engage artists in consultations regarding the comprehensive colour scheme of the city (kolo-
rystyka miasta), including colours for building fagades, neons and illuminated signs, shop windows and displays,
as well as the function of greenery in the overall urban colour scheme. The Office of Chief Designer was
responsible for the aesthetics of public space, urban signage and advertising and all issues related to information
and decoration in the city. Stanistaw Soszynski served as the Chief Designer of the City from 1972 to 1998 when
the office was considered obsolete. From interviews with Soszynski conducted by the author on 18th May, 2003
and the City of Warsaw Archive, file Neonizacja. 1969—1972, document AB.UA-647-71.

" New rooftop neon proposed to the south side of the UNIVERSAL sign at Marszatkowska and Jero-
zolimskie, for example, was not approved because of the way it conflicted visually the existing sign. The
notes appended to the documents indicate the detailed consideration given to the context. See the Archives of
the City of Warsaw, File Neonizacja, 1969-1972, document AB.UA-647-71.

¥ Another strategy for decorating blind walls of pre-war tenements (many exposed due to removal of adja-
cent buildings involved large scale graphic s of the painted murals mostly advertising products of (state-
owned) companies and institutions.
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array of cultural practices and spaces of modernist visuality. The programme was an elabo-
rate design scheme that could be seen as the direct visual consequence of the ambitions and
desires that underpinned Projekt and those that were clearly announced in the street decora-
tions for the 1955 Festival, actualizing the artists’ vision for shaping the urban space. The
calls for playful light, joyous colour, comprehensive composition of the urban detail, street-
scape and «night architecture» were combined with the demands for collaborative effort of
artists and designers in shaping and improving the street aesthetics and making the visual
language of art and graphic display prominent in the urban landscape. Echoed in films, pho-
tographic albums, and illustrated magazines, this coordinated spectacle of light, colour sur-
face, exuberant graphic line and playful lettering became the evidence of metropolitan ambi-
tions for the city.

Artists and architects joined in constructing the new (graphic) urban surface, new ways
of showcasing urbanity and modernity, in bringing architecture, art and industry together, in
harmonizing the ‘night architecture’ with the urban image. But Warsaw of the 1960s did
not simply aspire to the image where, to use Mark Taylor’s reflection on the 1920s Weimar
streetscape, «the medium of the work of art changes from paint to neon» [8, p. 104]. The
city space, framed by light and graphics was not a work of art. It was a coordinated cultural
environment constructed as a set of practices, creative and industrial capacities, political
agendas, and local ambitions. In addition to their various functions, as place markers,
trademarks, products or institutional advertisements, ideological messages promoting
events or desirable social habits,” the neon signs created important landmarks in the space
of the city constructing its identity. They framed the particular cultural landscape — the se-
miotic, political and aesthetic paysage of the time. They remained stable in the visual land-
scape for several decades until the time of the next major political shift.

In their public visibility, as elements of the urban iconosphere'® [3], neon lights have
been part of urban politics, cultural history, economic context, local specificity and identity.
As fragments of the everyday space of the city, they have been vulnerable to the elements,
open to a myriad of shifts and changes that affect them even at times when they were not
subject to volatile market condition of a capitalist city. Weakened by the energy crisis in the
seventies, plagued by maintenance problems and shortage of materials, most of Warsaw’s
neon signs went dark on December 13™ 1981 — switched off following the specific order to
reduce the city to gloomy darkness."' Very few neons survived the dark winter of 1981,
their switching mechanisms never replaced or repaired thereafter. Though no longer in
working condition, however, they remained on the surface of buildings, still claiming their
eminent graphic position, forming an important part of the iconosphere, contributing to the
local semiotic and aesthetic landscapes.

It was the subsequent political change that ushered in the complete demise of the neon
design tradition. The changing business landscape of the city after 1989 has been of course
a major contributor to the rapid obsolescence of the semiotic dimensions of the neon signs,
but the fragmentation of responsibilities for urban space and the absence of any coordinat-
ing body that would consider the visual landscape as a crucial urban asset must be seen as
the critical condition that resulted in the current dismal fate of the contemporary icono-
sphere, of the everyday spaces of the city. Hryniewiecki’s vision for the aesthetics experi-
ence of everyday space has no place in the current fragmented public sphere regulated
chiefly by the commercial value of locational visibility. In a loud and aggressive market
context, Warsaw neons become curious remnants of the city’s socialist past and are now

? Some neons announced the benefits of the media, such as “Radio i telewizja, uczy, bawi, wychowuje”
(Radio and television educates and entertains) or warned against consequences of playing with fire.

' See also Chmielewska, Ella. “Signs of Place: A close reading of the iconosphere of Warsaw.” in A.
Bartetzky, M Dmitrieva, & S. Troebst (eds) Neue Staaten — neue Bilder? Visuelle Kultur im Dienst statlicher
Selbstdarstellung in Zentral- und Osteuropa seit 1918 (pp. 243-255). K6ln, Weimar, Vien: Bohlau, 2005.

" Interview with S, Soszynski. June 16 2003/
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greeted with astonishment at their ill fit with the prevailing stereotypes of uniform grey
colour and Socialist Realist weight of the design of the socialist era.

Much has been written on the electric light and the city, and on the neon light, displays and
the spectacle of the capitalist city. The cities behind the Iron Curtain, however, have been tradi-
tionally seen as uniformly grey and desolate. Even now, in the growing nostalgia for the 1950s
and 60s, the colour grey is often evoked as characteristic of Warsaw’s socialist past, despite
some vivid memories and much evidence of colourful posters in the streets, advertising and
bright displays in modern pavilions. Recently, a strong nostalgic predilection can be noted with
regards to old neons, some still visible in the city streets, most neglected and in disrepair and
disappearing fast from the urban landscape. Young artists and architects show growing interest
in the neon as an art object or an historical artefact, a witness to a certain era, a heritage piece
with an aesthetic claims of its own. In the contemporary elaborations the neon, however, be-
comes detached from its role in shaping the everyday of the city life. It becomes a work of art
validated not by its position in the street (increasingly marginal) but its place in the gallery
space (even if extended into the space of an urban intervention).

Of course a notion of a picture painted with light, has a different meaning today in the
visual space of Warsaw. At the same time when artists, such as Wilhelm Sasnal, Paulina
Otowska or Ilona Karwiriska'? focus their attention on selected neon lights as art projects,
numerous signs disappear from urban landscape. Magdalena Piwowar and Grzegorz Piatek,
then architecture students participating in the competition «Miasto 1 historia» (The City and
History) organised by the architectural magazine Architektura Murator, anticipated the inter-
est in the exhibition of neons [1, p. 66-76]. Their winning project proposed a gallery of
disappearing neons in the form of scaffolding on which retired neon signs were arranged into
a display. The signs showcased in the project were those few still (then) remaining and
functioning in the space of the city, yet the project seemed to suggest that their only chance of
survival was to be transformed into a symbol of the past, a museum artefact, separable from
their architectural, urban, historic and semantic contexts. No longer respectful of architecture
or in any way even related to it, to survive, the neons seem to need to become emblems of
themselves, elements of a nostalgic simulacrum. Of course, the desire to preserve the selected
fragments of the past as aesthetic artefacts is in itself valuable as it highlights the importance
of neglected objects. However, the phenomenon of neons of «socialist modernity» cannot be
understood without considering their specific urban context. The Neonization project and the
discourse that urban space was made an object of in the 1960s points towards important
dimenions of the phenomenon. The elaboration of tight control over the sign design and
placement, comprehensive discussions of legibility and the visual clutter strongly recalled the
earlier traditions, whereby the coherent vision for the city streets, the uniformity of building
heights was seen as a remedial intervention to the city’s unregulated urban development.

Although Warsaw neon lights of the 1960s were promoted as born out of the new social
condition of the nation, like poster design, advertising and shop exteriors — they carried in
their design the modernist and metropolitan ambitions from the 1930s."* Of course the pre-war
tradition would not be acknowledged during the post-war years. While the links could be traced
by examining the styles and placement of Warsaw neons in the 1930s, in the new rhetoric the
signs of the busy streets of the interwar city were typically evoked to prove the ascendancy of
the socialist system, its urban planning vision and its superior aesthetics. The new facades of
stores and institutions, elegant shop displays, street furniture and advertising on backlit pillars
would be contrasted with selected examples of the chaotic pre-war advertising apparently in-

12 See Sasnal’s 2004 painting “zawa srod”; Paulina Otowska‘s 2006 “Obraz-Wymiana-Neon” at the Gale-
ria Fundacji Foksal (the exhibition included an urban intervention of restoring neon sign “Siatkarka” in Plac
Konstytucji); and Ilona Karwinska’s 2007 exhibition “Polish Neon” at the Capital Culture Gallery in London
that included a display of a restored neon BERLIN from MDM.

1 See: Sosnkowski J. «W. Ksiaze Neony, [in:] Wnetrze, 1933. P. 102-108; Kozmifski Andrzej. Neony
Warszawy // Stolica. 1954. Ne 43 (357). P. 4-5.
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sensitive to aesthetics and focused on predatory capitalist gain.'* And yet both the design and
the rhetoric of urban landscape were very similar in the 1930s and after 1955, particularly in
their emphasis on the importance of urban aesthetics to the modern and cosmopolitan image of
the city. And, just as before the war, the design tradition was used to showcase Poland in the
West, claiming its unique identity. Designed by graphic artists, the neon signs were used in the
rhetoric of modernity, as a claim of the Polish contribution to European culture.

The brief period of national independence that shaped Warsaw through the 1920s and
1930s saw the flourishing local institutional, cultural and market developments visibly ex-
pressed in the city’s ‘iconosphere’. Urban signs were seen as manifesting Warsaw’s cos-
mopolitan ambitions. Local artists and architects were actively involved in the design of
brand identities, shop facades, neon signs, posters and advertising. Institutions of national
importance, such as banks and airlines, employed prominent graphic designers to develop
their graphic identity and advertising campaigns. ® Neon signs were highly visible and sta-
ble in the visual landscape of the city centre; they were praised in local design journals as
innovative and proud claims were made about positioning Warsaw among the most cosmo-
politan cities of Europe [5, pp. 102 - 108]. In his memoirs of the city between 1935 and
1939, Zbigniew Pakalski describes the sophisticated design and technology of the neon
signs, admiring their technical and design sophistication that was to be unrivalled in later
times.'® Much public discussion surrounded the aesthetics of the city: the style of signs,
posters, attempts to reduce the visual clutter of advertising, as well as the language of signs
and the related monopoly on advertising space in the city.

BrunoTat, the avant-garde architect of the 1920s extensively quoted by Janet Ward in
Weimar Surfaces, clearly saw in the early neon advertising the political dimensions of the
modernist aesthetics and the role played by neons signs as a «discourse of the visually har-
nessed power». Tat believed that «electrical metaphors» expressed creative possibilities of
modernity [8, pp. 94 - 95]. The neons of Warsaw in the 1960s and 70s, just as those in the
modernist Warsaw of the 1930s manifested the visual discourse on urban design, spatial
order, modernist aesthetics as well as the social condition of the time. And they need to be
considered as comprehensively as the complex condition of the iconosphere demands. Fol-
lowing Hryniewiecki’s call, they need to be seen as components of the semiotic landscape
intricately fused with the politics, technological capabilities, condition of art production, the
specificity of local advertising. They need to be considered in relation to the continuum of
design discourse and graphic and architectural traditions within the locality.

It is perhaps telling that the journal Projekt, the illustrated magazine Stolica, and the post
of the Chief Designer of the City, all disappeared at the same time — they had not survived the
changes of the nineties.'” And it is the cultural environment of the recent (postmodern) dec-
ades as well that is most profoundly effecting the neon signs (and other surviving signs of
modernity). Projekt was an interdisciplinary enterprise whose editorial board and stated mis-
sion reflected the interest in the creative process of design and the role of design in society —
design understood as a comprehensive practice, and the city understood as a reflection of so-
ciety. The interests of architects, urban planners, industrial and graphic designers and artists
were programmatically conjoint. Stolica took the specific city as its object of interest; this

' See: Kuryluk J. Ogloszenia mowia (i.e. ‘Adverts Speak’) // Stolica. 1954. Ne 11 (325).P. 14. The article
pokes fun at Warsaw advertising at the end of the 19th century, focusing on their laudness, the scale and
crudeness of signs as well as the lack of artistic quality and respect for the heritage. Kuryluk also refers the
rules of the ‘capitalist jungle’ and ‘acute cases of Occidentalism’ (ostre wypadki oksydentalizmu) seen in the
use of foreign languages in advertising (i.e. French as well as English and German).

15 See: Nie tylko plakat, Polska grafika reklamowa okresu dwudziestolecia. Not only the poster: promotional
graphic design in Poland between the wars. Warszawa - Definition Design/Swiat Literacki, 2003.

'% See Z. Pakalski, Warszawa moich wspomnier, 1935-1939. Vol. 1, Warszawa 1995, p. 138-9. Pakalski
claims that Warsaw neon signs from the 1960s could not even compare to the much superior pre-war neons;
especially in view of the elaborate colours and innovative forms of the latter.

17 Stolica has been appearing again since 2006.
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city’s heritage, its contemporary dilemmas, its buildings, streets, signs, its arts and fashions,
its personalities, its identity. The position of the Chief Designer of the City legitimated treat-
ing the graphic space of the city as an aesthetic and regulatory unity, where the interests of
heritage, aesthetics, communication, and technologies of display must be integrated.

The missing element in the current urban landscape is the presence of design and art in
comprehensive thinking about the urban space. The modernist institutional attitude that
privileges the work of art, the recognised artist, the accepted historical narrative, persists in
open conflict with the post-modern chaos that is the condition of the urban space of the city,
that defines the everyday aesthetic experience of the street in Warsaw. Much of the con-
temporary discourse about the recent urban pasts, or urban identity, seem to throw out the
baby of comprehensive thinking about design and the city together with the socialist water.
As if nothing of intellectual merit or design interest could have happened in those times.
Comprehensive thinking about the city is taken as tainted with totalitarian hue. This allows
the critics or the designers to retreat safely into their separate disciplines of urban planning,
architecture, architectural history, art or history of art, philosophy) and abandon the every-
day spaces of the city to the free reign of market forces. Hryniewiecki’s 1956 call for inter-
disciplinarity realised through the beauty and visual pleasure of the everyday urban space
are rendered as obsolete as his Supersam building,'® not considered in its possibilities for
fitting into the changing intertextual body that is the city.

And none of the separate professional or academic disciplines, each preoccupied with
its own theoretical and ideological debates, pays much attention to a lowly sign on an ordi-
nary building, to a neglected surface hidden behind the gigantic billboard. Yet, it may be
this sign and a critical reflection on, or an attitude towards the need for such reflection —
that holds the key to an understanding of the complexity of the contemporary urban envi-
ronment, to the conflicting processes that shape cultural landscape and urban identity. Yet
this lowly sign, reflecting the history and the present, reflecting the material fate of its sup-
port and the political dimensions of its context — has a potential to illuminate the critical
thought about the contemporary city. That sign clearly suggests, if we only care to notice,
intense possibilities of light. Fiat LUX!
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1 AMI3AMMHA ABAHTAPAA

REMARKS ON TEMPORAL EXPERIENCE
AND PICTORIAL EXPRESSION IN CUBIST
AND AVANT-GARDE ART

J. A. Barash
Université de Picardie, Amiens

creation, over the course of the 20" century, from figurative modes of expression. My
hypothesis in this article is that this innovation involves novel modes of expression of
temporal experience, which cubism and avant-garde art initially elicited, setting these cur-
rents apart from earlier styles of painting. My remarks in what follows will identify this novel
expression of temporal experience and propose a brief interpretation of its significance.
I

To identify the innovative character of temporal experience elicited by cubist and avant-
garde painting, we must first briefly characterize different ways of ordering time in earlier artis-
tic traditions from which 20" century painting distinguished itself. Here the sharp contrast be-
tween figurative and post-figurative modes of configuring time takes on its full relief.

In dealing with traditional Christian painting of the Middle Ages, Renaissance and early
modern periods, we must acknowledge at the outset that the primary reference was often
not the temporal order, but what was taken to be its a-temporal and supernatural foundation.
From the earliest Christian painting, this a-temporal motif was often either directly or indi-
rectly portrayed. A striking example is presented in Stefen Lochner's «Madonna of the Rose
Bush» («Die Muttergottes in der Rosenlaube», c. 1440, Wallraf-Richartz Museum, Co-
logne), in which the Christ child sits with the Virgin in a rose-garden. He holds an apple in
his hand, symbolizing the redemption of Adam and Eve's original sin of eating of the apple
of knowledge, followed by their expulsion from the garden of Eden into the world of death
and of temporal finitude. In this painting the idea of redemption, emanating from an eternal
and sacred source, is underlined in the cosmological images contained in the golden aura
surrounding Mary's contemplative head. Here the fifteen phases of the moon, portrayed by
astronomical icons representing fifteen moments of celestial movement in time, stand in
marked contrast to the black sapphire at the apex of the aura which is shown reflecting a
light from a hidden source which, above and beyond the sun, indicates the eternal light
emanating from a supersensuous origin'.

Cubist and avant-garde painting are generally identified with emancipation of artistic

' «I am the light of the world», John, 8, 12; see in this regard the incisive interpretation of Roland

Krischel [5; p. 26-30].
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In dealing with the temporal realm, Christian art - and traditional art more generally —
adopted different strategies of representation. The first and most direct manner of temporal
configuration presents portrayed elements in their simultaneity, whether flowers or other
motifs in a still life or natural scene, figures in a portrait, or participants in an event. In this
manner, all that is depicted in the painting transpires at a same point in time, manifesting a
simultaneous «presence», which the painting captures and depicts.

Aside from motifs immediately portrayed, the painting might also indicate, in a variety
of ways, other dimensions of time beyond what is directly represented. This is accom-
plished by means of temporal signs which mark relations of natural or cosmological order
or of narrative succession through symbolic references which confer meaning on the theme
depicted. In Lochner's «Madonna of the Rose Bushy, for example, the simultaneous icono-
graphical representations of the phases of the moon represents the cosmological order of
temporal sequence. Or, to take another example, a Renaissance annunciation, in which the
angel Gabriel presents a lily to the Virgin Mary, is set in the spring and concretely relates
the event depicted to the cosmological order of the seasons. Through the motif of spring
and of the flower, the sense conveyed by the painting reaches beyond the time frame of the
scene itself to symbolize the pregnancy of the Virgin.

On another level of temporal expression, a painting interweaves the motif of cosmological
time with the temporality of narrative succession, which configures time in relation to a se-
quence of events that transpire. The Annunciation, for example, blends both natural and nar-
rative motifs: the simultaneous presence of Gabriel and Mary sets them not only in a cosmo-
logical order of time, symbolically anticipating the birth of Christ, but also configures a narra-
tive temporal order in which an event is related to a larger story. Like the reference to an a-
temporal and eternal source underlying the temporal order, both cosmological and narrative
modes of ordering time are achieved in Christian art through symbolic expression in which
symbols (such as the lily) anticipate the future and thus gather together different moments of
succession through which different times may simultaneously co-exist. This simultaneity at
the same time symbolically signifies a continuous revelation of eternal truth.

Medieval, Renaissance and early modern Christian painting brought the modes of tem-
poral configuration to a high level of complexity through the intricate ways in which paint-
ers, at different periods and in different contexts, were able to suggest the succession of dif-
ferent events simultaneously juxtaposed on the same painted surface. One thinks, for exam-
ple, of the elaborate forms of temporal expression in paintings such as Hans Memling's,
Scenes from the life of Mary, also referred to as the Seven Joys of Mary (c. 1480, Alte Pina-
kothek, Munich), in which the juxtaposition in space of different moments in the life of
Mary and of Christ indicates interwoven moments in the temporal sequence of the narra-
tive: The Annunciation, the birth of Christ, the offerings of the kings, the Last Supper, the
Epiphany, the death and resurrection of Christ. All of them coexist in the same space of the
painting, yet they indicate different moments of temporal succession which fit together to
form a narrative whole. And they all presuppose, at least indirectly, an eternal, a-temporal
fount from which the events as a whole draw their significance.

A further example of complex temporal configuration in traditional Christian painting is
suggested by the later narrative depicted in Rubens' The Meeting of Abraham and Melchizedek
(1625, National Gallery of Art, Washington) which, if it represents a single simultaneous event,
nonetheless symbolically suggests relations of temporal succession reaching centuries beyond
the lives of the two figures represented in the painting. Rubens portrays the biblical scene re-
counted in Genesis 14, 18, where Melchizedek encounters Abraham: «And Melchizedek king
of Salem brought forth bread and wine: and he was the priest of the most high God». In taking
up one of the popular motifs of 17" century Catholic Counter-Reformation painting, Rubens
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symbolically suggests, through the gift of bread and wine, a prefiguration of Christ's offering in
the later miracle of the Eucharist’.

It would reach beyond the confines of this brief article to delve in greater detail into the
ways in which traditional painting expresses temporal relations, but the highly elaborate
examples drawn from Lochner, Memling and Rubens are sufficient to illustrate that tradi-
tional painting, where it is not directly or indirectly referring to an a-temporal realm, con-
figures time in relation to cosmological and narrative order and that, most often through the
medium of symbols, it simultaneously depicts different moments of temporal sequence.

In spite of the epoch-making innovations and great modifications in style that arose in
the centuries which separated Medieval, Renaissance and early modern painting from mod-
ern neo-Classical, Romantic or even Impressionist forms of expression, the modes of tem-
poral configuration hardly departed from the cosmological and narrative time schema
which, indeed, characterize figurative art in general. In comparison with the elaborate sym-
bolism of Christian art, which brought to expression hilglghly complex schema of temporal
organization, modern painting in general up until the 20" century, which gave testimony to
an increasing predominance of secular motifs, hardly brought with it significant innovation
in the modes of temporal configuration.

II

In the early 20" century a veritable eruption transformed the styles of pictorial represen-
tation, corresponding to the emancipation of artistic creation from figurative modes of ex-
pression. This overcoming of traditional modes of figurative representation, according to
my argument, was propelled by novel modes of temporal expression which cubism and
avant-garde art brought into view. This transformation, it should be stressed, was not con-
fined to painting, but found an echo in the great literary innovations of Marcel Proust,
James Joyce, or William Faulkner, who broke out of the mold of traditional narrative forms
in a way that corresponds to the originality of their respective approaches to the temporal
schema of experience. This same period witnessed profound reflection on temporal experi-
ence, most notably in works such as Henri Bergson's Essai sur les données immédiates de
la conscience, William James' contemporary Principles of Psychology, or Edmund
Husserl's Lectures on Internal Time Consciousness.

How might we characterize the innovation in the modes of configuring temporal experi-
ence in 20" century painting? Evidently, in the predominantly secularized context of the
post-traditional period, references to the a-temporal and eternal play only a marginal role. I
will therefore focus, in the space of this brief article, on the ways in which 20th century
painting broke away from the predominant cosmological and narrative modes of configur-
ing temporal order in traditional painting. In the 20" century context, the new styles of ur-
ban-industrial life, punctuated by the regularity and repetitive rhythms of machine technol-
ogy, the accelerated speed and the haphazard character of sounds and sights in the urban
environment, ushered in unprecedented conditions of post-traditional life which, on the
level of immediate temporal experience, stood in marked contrast to all earlier forms of so-
cial existence. In the framework of the present discussion, I will identify three novel ways
of configuring temporal experience constituting the new sensibility which early 20th cen-
tury painting portrayed: a focus on the happenstance quality of experience; a sensitivity to
the disparate moments of lived experience as an interpenetrating totality; a novel awareness
of the altered mobility of experience engendered by its technical acceleration. I will take as
examples of this new sensibility the works of three painters, each of whom lived in a differ-
ent artistic context: Fernand Léger, Gino Severini, and El Lissitzky. If it is true that not that
all cubist and avant-garde painting innovated in accord with these novel schema, the paint-

? For a general commentary on the symbolism of the Eucharist in Counter-Reformation painting see the
classic work of Emile Male, L'art religieux de la fin du XVIéme siécle, du XVIleme siecle et du XVIlleme sie-
cle. Etude sur l'iconographie aprés le Concile de Trente. Italie — France — Espagne — Flandres. Paris,
Armand Colin, 1972. P. 72-86.
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ings we are analyzing each exemplify artistic possibilities which resolutely broke with age-
old conventions, notably, in what concerns us here, regarding the expression of temporal
experience. This break, in turn, expressed an altered sensibility which is a more general fea-
ture of post-traditional life.

If chance events and fortuitous encounters have always played an important role in the
temporal schema of narrative, traditional narrative weaves such events into the pattern of a
story. By contrast, in an early Cubist painting, such as The City by Fernand Léger, what ap-
pears is not any one event or even a series of interrelated events that, through reference to a
cosmological or narrative order, fit into the context of a story; here we encounter a simulta-
neity which, to all appearances, portrays the disparity of experience in its untreated imme-
diacy. Such events share nothing but their brute simultaneity in the immense, heterogene-
ous presence of a multi-faceted urban world. We glimpse in the painting persons descend-
ing a staircase whose faces are unidentifiable; they are surrounded by overlapping geomet-
rical figures and letters which form billboard-like script flanked by crane-like structures
which, from the perspective of the observer, partially obscure each other. The overall sense
conveyed by the painting is one not only of human movement, but of a simultaneous din
and whir of different mechanical devices, each adhering to its own rhythm. Here the geo-
metrical figures and letters manifest signs which, from the vantage point of the observer,
remain undecipherable. Far from the symbols of traditional painting, which convey cosmo-
logical, narrative or supernatural significance, Léger's painting highlights the arbitrary
status of a sign abstracted from all meaningful symbolic reference. Moreover, the anonym-
ity of the unidentifiable faces descending the staircase accentuates the happenstance mood
which resists not only symbolic interpretation, but ordering in terms of a given narrative
thread that might hold together different events simultaneously transpiring during a fleeting
moment in the burgeoning contemporary metropolis.

In our examination of the second mode of unconventional temporal configuration — atten-
tiveness to the disparate moments of lived experience as an interpenetrating totality — we refer
to Gino Severini's painting, Travel Memories. This painting juxtaposes a series of disparate
images which, as the title suggests, record different moments in a journey. Prominent in the
painting are the moving locomotive, with smoke billowing from its smokestack, different edi-
fices, including the Sacré Coeur Church in Montmartre and the Arche de Triomphe, a
woman's face, a hilly terrain in the background, natural objects such as trees, which are juxta-
posed in a thoroughly haphazard manner. In this painting, images are not related to each other
either as decipherable symbols or as discretely identifiable parts of a narrative, such as suc-
cessive episodes portrayed in a medieval painting; on the contrary, the juxtaposition of the
different overlapping fragments, in spite of the harmony in its overall conception, obeys no
apparent pattern of temporal configuration. It thus highlights the brute immediacy of experi-
ence, in which the contingent and accidental quality of events has not yet been re-elaborated
according to the conceptual logic of a cosmological or narrative order. In an article written in
1967, «L'éclipse de 'oeuvre d'art» Robert Klein [3; p. 403-410] associated the effect of Dada
with what he called the depiction of the accidental quality of experience. If this is true of
Dada, I believe that there are clear precedents in the cubist and avant-garde examples I am
examining here to which Klein's perceptive remarks also pertain. In his words: «Une autre
novation du dadaisme...[était] I'emploi systématique du hasard [...] Des traditions
rigoureusement intactes, plus vieilles que Platon et Aristote, assimilaient 1'art tant6t a une
démarche concertée, tantot a une inspiration ou a un acte d'expression, mais l'opposaient dans
tous les cas de facon radicale au hasard.»

To interpret Severini's Travel Memories, we should place the accent on the second word
of the title: travel memories, for the remembered past, in its chaotic immediacy, is com-
posed not of clearly separable and distinct episodes, but of an overlapping, interpenetrating
whole. As analyses of Severini's work have shown, [1; p. 39-66] the artist's theme was di-
rectly inspired by the philosophy of Henri Bergson, and Bergson's theory of time as «la du-
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rée» had placed in relief precisely the distinction between time as it is /ived, drawing on the
simultaneous presence of all the interpenetrating moments of the remembered past, and time
which, after the fashion of space, may be separated into discrete units, and reduced to a lin-
guistically communicable order. Far from obeying the pattern of a narrative, Severini's por-
trayal of the brute immediacy of interpenetrating recollections in Travel Memories provides a
graphic pictorial parallel to Bergson's account of memory and time.

A third novel mode of configuring time in cubist and avant-garde painting concerns the al-
tered mobility of experience engendered by its technical acceleration. Far from an isolated oc-
currence, painting expresses a wider shift in sensibility, corresponding to initial technological
transformation of the conditions of human experience, or what has been aptly described in the
terminology of historian Reinhart Koselleck as a «denaturalization of the experience of time
through the factors of temporal acceleration» («Die Denaturalisierung der Zeiterfahrung durch
die technischen Beschleunigungsfaktoren»). From the historian's perspective, Koselleck's essay
describes the fundamental change in temporal perception that was brought about by the intro-
duction of the different technical means of accelerating experience, from railroad and automo-
bile, to the telegraph and machine technology [4; p. 153-168]. Since the early 20th century,
successive waves of technological innovation have continued to augment this acceleration of
the tempo of experience, yet we have become so thoroughly accustomed to the quickened
rhythms that we take them for granted, and no longer perceive them as such. Earlier genera-
tions, however, confronted their radical novelty and the break they initiated with age-old tem-
poral rhythms. I cite in this regard a passage concerning the accelerated tempo of human life
and its significance for artistic perception recorded by Fernand Léger in his essay written in
1914, «Contemporary Achievements in Paintingy:

«If pictorial expression has changed, it is because modern life has necessitated it. The ex-
istence of modern creative people is much more intense and more complex than that of peo-
ple in earlier centuries. The thing that is imagined is less fixed, the object exposes itself less
than it did formerly. When one crosses a landscape by automobile or express train, it becomes
fragmented; it loses in descriptive value but gains in synthetic value. The view through the
door of the railroad car or the automobile windshield, in combination with the speed, has al-
tered the habitual look of things. A modern man registers a hundred times more sensory im-
pressions than an eighteenth-century artist; so much so that our language, for example, is full
of diminutives and abbreviations. The compression of the modern picture, its variety, its
breaking up of forms, are the result of all this. It is certain that the evolution of the means of
locomotion and their speed have a great deal to do with the new way of seeing. Many super-
ficial people raise the cry 'anarchy' in front of these pictures because they cannot follow the
whole evolution of contemporary life that painting records. They believe that painting has
abruptly broken the chain of continuity, when, on the contrary, it has never been so truly real-
istic, so firmly attached to its own period as it is today. A kind of painting that is realistic in
the highest sense is beginning to appear, and it is here to stay» [6, p. 40]

To take an example from Léger's own painting of the period, we may cite the work Pro-
pellers, which portrays both moving and stationary airplane propellers. Here the artist viv-
idly conveys the sense of an accelerated and mechanically regulated experiential tempo. On
a very different level, at a later date and in a different context, El Lissitzky, in works such
as Runner in the City, placed his accent on the heterogeneity of different juxtaposed tem-
pos, both natural and mechanical. Runner in the City portrays two starkly contrasted images
in which a runner jumping over hurdles is superimposed over the background image of traf-
fic bustling up and down Times Square in New York. The eerie contrast achieved in the
photo-montage juxtaposes the physiological mobility of the running figure with the me-
chanical tempo of the swarm of automobiles and signposts in the heart of Manhattan. Here
natural physiological rhythms, at their fastest pace, bizarrely intersect with the technologi-
cally accelerated rhythms of machines.
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It would reach beyond the framework of this brief analysis to consider other works of
Lissitzky, which are not confined to the intersection of mechanical and physiological or
natural time, but symbolically evoke the messianic end of time. Here Lissitzky's venture
beyond figuration at the same time renewed an older tradition of symbolic motifs which
have been investigated in the incisive analyses of Igor Dukhan [2; p. 1-20].

In conclusion, I would suggest that cubist and avant-garde painting give ample testi-
mony to a shift in artistic sensibility which, if it is broadly identifiable with a move beyond
traditional figuration, achieves this in terms of unprecedented pictorial modes of configur-
ing time. And here, if cubist and avant-garde painting is «aesthetic» according the original
signification of the word, in that it confronts us with what is immediately given to the
senses, it also subtly conveys to us the apprehension that our modes of immediate temporal
perception, far from fixed attributes or elements, are fundamentally molded by existence in
a technologically patterned world.
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Pe3ome

Ky6u3m u KuBOMHUCh aBaHTapAa B LEIOM OTOKIECTBISIOTCS C OCBOOOXKIACHHEM IpPO-
1[ecca XyJJ0’KECTBEHHOTO TBOPYECTBA, Pa3BUBAIOLIETOCS B MEPUOJL IBAALUATOIO CTOJIETHS, U
UAymero ot (urypaTuBHOM (GOpMBI BbIpaKeHHA. MOHM OCHOBHBIM MPEANOIOKEHHEM,
0TOOpaXCHHBIM B JAHHOU CTaThe SIBISETCS TO, UTO YIIOMSHYTOE HOBIIECTBO IMOJApa3yMeBa-
€T HOBBIE CPEJICTBA BBIPAKECHUS TEMIIOPATIHLHOIO NMEPEXUBAHUS, KOTOPOTo KyOU3M U UCKYC-
CTBO aBaHTap/a M3HAYAILHO TOOMBAINCH, YTO CTAHOBHUTCS OYEBUIHBIM NIPU PACCMOTPEHHUU
JAHHBIX TEYEHUI B CTOPOHE OT paHHUX cTUiiel kuBonucH. C 1eNbio TPOUILTIOCTPUPOBATh
JAHHYIO THIOTE3Y, B paMKax CBOETO JIOKJIaJa s pacCMaTpUBAIO IyTH OTOOPaXKEHUsI BpeMe-
HU B TPaJULIMOHHON >KMBOIIUCH, B COOTBETCTBUU C CUMBOJIMUECKUMHU, KOCMOJIOTHYECKUMHU
¥ HappaTUBHBIMU CpeJCTBaMU BpeMeHHOW koHpurypanuu. Hanbonee cioxHble MPUMEPHI
MPUEMOB O0TOOpaXKeHUS BPEMEHH B TPAAUIIMOHHOM HCKYCCTBE, HA MOM B3TJIsi, OOHAPYKH-
BAIOTCS B CPETHEBEKOBOM IIEPKOBHO JKUBOIIMCH, a TAK)KE B HICKYCCTBE SMOXH OapOKKO.

Crnemyst 5TON MHTEpIpPETAIMA BPEMEHHU, OTOOPaKEHHON B TPAIUIIMOHHOMN JKUBOIUCH, 5
MBITAI0OCh OCMBICITUTH HOBOE BBIPAKEHUE BPEMEHHOT'O OMBITA B KyOHM3Me U KUBOMHCH aBaH-
rapaa. CoriacHO MOMM TPEATIOJIOKEHUSIM, KOTOpbIE s MOJPOOHO M3Jaral0 B OTHOLICHUU
pabot ®@epuanna Jlexe, [Hxuno CeBepunu 1 Db JIMCHIIKOTO, HOBBIE TIYTH (DOPMHUPOBAHUS
TEMIOPAIbHBIX MEPEKUBAHUN HAXOIWINCHh B CEpAlle IBWKEHHUS ABAALIATOTO BEKa IMOCIe
TPaAULIMOHHOTO (PUTYpPATaBHOT'O UCKYCCTBA C €70 METOIaMHU U CPEACTBAMH.

152



THE IDEA OF CONSTRUCTIVISM: EAST AND WEST

C. Lodder
School of Art History at the University of St Andrews

George Rickey described works of art that used well defined geometric form as «Con-

structivist».[16] It was immaterial, whether they were made in the East or in the West.
For him, Kazimir Malevich’s Suprematist paintings were Constructivist, so were Piet Mon-
drian’s Neoplastic works.

In this use of the term, Rickey was following a well-established tradition. Ever since the
1920s, the label «Constructivism» had been applied in this broad way to all abstract geo-
metrical works, both by critics and the artists themselves. In 1924, the left-wing Hungarian
critic Ernst (Ernd) Kallai, who was resident in Germany, defined Constructivism as «the
aesthetic paraphrase of the technical, intellectual, precise organizational and production
methods of our modern civilization and science.» [5] Kéllai’s Constructivism embraced the
Dutch (De Stijl) and Russian founders of the movement as well as contemporary German
and Hungarian practitioners.

One can understand Kallai and his colleagues. Despite their different stylistic categori-
sations and various national cultural roots, the abstract paintings of artists like Malevich
and Mondrian’s do share visual features in common. Both compositions are articulated in a
similar language of hard-edged geometric form, which emphasises the flatness of the pic-
ture plane and the expressive qualities of form and colour. Both represent a modern view of
painting and the reality of which it forms a part.

Nevertheless, the use of the Constructivist label to express such aesthetic affinities can
be misleading. It implies a strong connection with Soviet Constructivism. I shall argue,
however, that in actuality, neither of these images, nor most of the works produced under
the Constructivist label in the West, have really as much in common with the theory and
practice of Soviet Constructivism as this mutual label might indicate.

The term Constructivism first appeared in Russia and was coined in Moscow by the
Working Group of Constructivists when it was set up in March 1921. [12, pp. 94-101] The
founding members were the artists Aleksandr Rodchenko and Varvara Stepanova as well as
the writer and critic Aleksei Gan. It was Gan who wrote the programme that was accepted
by the group on 1 April 1921 and who may have actually invented the term
«Constructivisty [7, p. 289-290]. This key group of three was joined by the artists Karl
Ioganson (Karlis Johansons), Konstantin Medunetskii, and the brothers Georgii and
Vladimir Stenberg.

The term «Constructivism» or «Constructivist» seems to have derived from the notion
of construction, ie from the process of building up the form from separate pieces of
material, so that the elements create a coherent three-dimensional structure. This artistic
method derived from Cubism and seems to have been first used by Pablo Picasso and
Georges Braque in 1912. The concept of economy, the ideas of technology and industrial
production, and the notion of utilitarian purpose were not intrinsic to this new artistic
method, when it was first invented. By late 1920, however, these principles had become
firmly associated in Russia with the theory and practice of construction. For the artists who

In his book Constructivism: Origins and Evolution, published in 1967, the sculptor
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became Constructivists, a construction had to be efficient — it had to work and it had to
reflect the contemporary world of science and technology.

During the construction and composition debate of the winter of 1920-21, a composition
came to be defined as a work of art in which the elements were arranged to create a
pleasing effect. A typical example of a composition would be Malevich’s Suprematist
painting, which was first exhibited as Pictorial Realism: Boy with knapsack — Colour
Masses in the Fourth Dimension, of 1915. A construction, on the other hand, came to be
increasingly defined as something that was self-contained and three-dimensional. Such a
definition is exemplified by the constructed sculptures of Iloganson, Medunetskii,
Rodchenko, and the Stenberg brothers, which were displayed at the Second Spring
Exhibition of the Obmokhu (Obshchestvo molodykh khudozhnikov — Society of Young
Artists) in May 1921.

Yet the term Constructivism when it was first coined in spring 1921 implied far more
than a mere aesthetic style or method. As the group’s declaration made clear,
Constructivism entailed a completely new approach to the purpose of aesthetic activity.
[14] The Constructivists wanted to participate in the construction of the new socialist
environment. They rejected the traditional notion of the work of art, as a product of
individual genius, a marketable commodity, and something for the delectation of the
individual. They repudiated this kind of artefact by declaring «Death to Art!» [4, p. 18]. In
its place, they sought to develop a new form of creative activity that would fuse utilitarian,
ideological and formal objectives. They called this new synthesis «intellectual productiony,
which they considered to be more appropriate to the needs and collective values of the new
post-Revolutionary order, in which the workers theoretically reigned supreme and were
working to establish a communist society [14].

The Constructivists sought to organise this new creative activity in accordance with
three principles: tectonics, faktura, and construction. Tectonics linked the demands of the
new communist order with the demands of industry. In other words, it tried to combine «the
ideas of Communism» (such as collective values, an egalitarian order and the practical
policies of the Communist Party), with «the functional use of industrial material»,
encompassing the ideas of mass manufacture. Construction was the principle of
«organization». The programmed explained that «It starts out from Communism and adapts
itself tectonically to the material. It has a co-ordinating function.» Finally faktura
represented «the conscious choice of material and its appropriate utilization, without
interrupting the dynamics of the construction or limiting its tectonics [ideological and
industrial purpose]» [14]

The artists' transitional experiments with modern materials and construction methods
were undertaken not as aesthetic ends in themselves, but rather as means to their ultimate
goal of designing everyday objects for mass production and use. Their initial «laboratory
works», displayed by the group in May 1921, included constructed sculptures, made from
wooden rods, glass, wire and various kinds of metal, which loosely recall openwork-
engineering structures such as cranes and bridges.

By the following year, Rodchenko and his colleagues had renounced conventional
artistic formats more comprehensively, and had started to evolve a design methodology
within the framework of the Vkhutemas (Vysshie khudozhestvenno-tekhnicheskie
masterskie — the Higher Artistic and Technical Workshops) in Moscow and had moved into
a range of more directly practical areas of production, such as agitational projects, graphic
and three-dimensional design, architecture, and so forth.

It was there, in 1925, that Rodchenko designed what is often considered to be the para-
digm of the Constructivist environment — The Workers’ Club . The process of building up
material in the constructions, had been adapted to the articulation of practical items, like
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chairs and tables. By the time this Constructivist masterpiece was exhibited in Paris, Con-
structivism had already emerged in the West.

In the West, the term Constructivism was first used in May 1922 by three artists - the
Russian El Lissitzky, the Dutch Theo van Doesburg, and the German Hans Richter - when
they formed the «International Faction of Constructivists», at the Congress of International
Progressive Artists in Diisseldorf, Germany. Lissitzky was representing the journal Object
[Veshch’/Gegenstand/Objet], while his co-founders were Van Doesburg (for De Stijl), and
Richter (representing «the Constructivist groups of Romania, Switzerland, Scandinavia and
Germany») [17].

Lissitzky was not a member of the Moscow Constructivist group, but he certainly knew
of its existence and its ideas. It is clear that he was responsible for bringing the term from
Russia, when he arrived in Berlin at the end of 1921, and it was he who introduced it to
Richter and Van Doesburg. This was acknowledged by Richter two years later, when he
wrote:

The word «Constructivism» emerged in Russia. It describes an art that employs modern
construction materials in the place of conventional materials and follows a constructive
aim. At the Diisseldorf Congress ... the name Constructivism was taken up by Doesburg,
Lissitzky and me as the Opposition, in a broader sense ...to do with ... elementary
formation, our challenge at the Congress. The name Constructivism was ... borrowed as a
slogan that was applied both against the legitimacy of the artistic expressions [present at the
Congress] and as an efficient temporary communication - against a majority of the
individualists at the Congress ...[15]

This statement implies that Lissitzky, Richter and Van Doesburg correctly associated
the Constructivist label with the experimentation with new materials exemplified by
Vladimir Tatlin's Model for a Monument to the Third International of 1920 and the exhibits
by Rodchenko et al at the Obmokhu show of spring 1921. It also acknowledges that the la-
bel was taken over somewhat opportunistically, in order to promote the very different ideal
of «elementary formation», which was conceived as a more impersonal, collectivist anti-
dote to what Lissitzky and his friends regarded as a certain artistic self indulgence and indi-
vidualistic subjectivity in the practitioners of Dada and Expressionism.

The phrase «elementary formation» suggests rationality, economy, a stripping away of
superfluity and a concentration on essentials, while also evoking the primary geometric
forms of De Stijl canvases (including those of Van Doesburg), as well as the shapes that
Lissitzky was using in his own Proun paintings. The term had the distinct advantage, like
the label Constructivism, of not being immediately associated with any pre-existing artistic
style, whether Purism or Neoplasticism, so that it could act as neutral rallying cry in trying
to unite diverse national and creative groups. At the same time, one can understand why
Richter, Lissitzky and Van Doesburg preferred the label Constructivism; it had additional
advantages: it was only one word, it was strongly redolent of modernity and it expressed
the positive need many people felt to build a better world following the carnage of the First
World War. The single word «Constructivism» seemed able to distil the aspirations of a
generation of artists and become an effective rallying cry.

For the International Faction of Constructivists, Constructivism, as a label, expressed an
opposition to individualism and support for the collective. It denoted an art that was against
mysticism, and an art that was in favour of technological, scientific, social and political
progress. The group’s declaration emphasised international co-operation for the common
good. It stated, «Art is a universal and real expression of creative energy, which can be used
to organise the progress of mankind; it is the tool of universal progress.» [17, p. 69]

The statement of the International Faction of Constructivists amounted to merely a few
lines, but the outlook that it expressed so succinctly had been elaborated slightly earlier by
Lissitzky in the magazine Object, which appeared in two issues: March/April and May 1922.
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The opening manifesto, written by Lissitzky and his co-editor, the Russian writer Ilya
Ehrenburg, announced the beginning of a new aesthetic internationalism, now that the Civil
War was over and contacts been Russia and the West had been resumed.

In contrast to the International Faction of Constructivists formed a few months later,
Ehrenburg and Lissitzky did not use the terms Constructivism or Constructivist. Instead,
they used the phrase «constructive art», which, they stressed, stood in direct opposition to
the «negative tactics of the «Dadaists». They declared:

We hold that the fundamental feature of the present age is the triumph of the
constructive method. We find it as much in the new economics and the development of
industry as in the psychology of our contemporaries in the world of art. Object will take the
part of constructive art, whose task is not to adorn life but to organize it. [11, p. 2]

This «constructive arty, unlike the activity of the Russian Constructivists, was not
linked to the ideology of Communism. On the contrary, the editors of Object asserted that
«Object stands apart from all political parties», although they also stressed that «we are
unable to imagine any creation of new forms in art that is not linked to the transformation
of social forms.» [11, p. 3] Precisely what that «transformation» might actually entail
politically was not specified. This lack of ideological specificity made it possible to attract
artists who embraced every strand of vaguely progressive or radical thinking from
liberalism to Communism.

Just as they presented a broad ideological scope in their programme, Lissitzky and
Ehrenburg also suggested an extensive creative role for the artist within the envisaged
process of social change. Like the Moscow Constructivists, they embraced the idea of
creative work with design, but unlike their Russian colleagues they argued firmly against
pure utilitarianism, stressing that purely artistic activity had a distinct and significant role to
play in human progress. The editors of Object stressed that «every organized piece of work
- whether it be a house, a poem, or a picture» can «make their contribution towards life's
organisation.»[11, p. 2]

Lissitzky and Ehrenburg even alluded to the Moscow Constructivists, but in oblique and
rather critical terms, stating «we have nothing in common with those ... painters who use
painting as a means of propaganda for the abandonment of painting. Primitive utilitarianism
is far from being our doctrine.» [11, p. 2] Disparaging remarks about Soviet Constructivism
also appeared in the first issue of Object in an article, entitled «Die Ausstellungen in
Russland», signed by «Uleny, probably a pseudonym for Lissitzky. [19, pp. 18-19] The text
reflected the author's first-hand experience of the Obmokhu exhibition (an installation
photograph accompanied the piece), and his somewhat grudging recognition of its
importance:

There we looked not only at the art works hanging on the wall, but particularly at
the ones that filled out the space of the hall.

These young artists assimilated the experience of past generations, worked hard,
acutely perceived the specific natures of materials and constructed spatial works. They
attempted to press forward in between the skill of the engineers and the «aimless
purposefulnessy, tossing art now here, now there. [19, p. 19]

It was the Constructivists' crude emphasis on technology and utility that Lissitzky
disliked, not their general ambition to make artistic activity more relevant to the wider
social and ideological realm. Indeed, he proudly claimed that the greatest change after the
Revolution was that artists had «stepped into the ranks of those organizing life, and not into
the ranks of those embellishing it» and that «the art of painting became like a preparatory
exercise in the course of organized participation in life». [19. p. 19]

In the same article, Lissitzky laid claim to the Constructivist label, asserting, quite
erroneously, that two groups had been responsible for the development of Constructivism in
Russia — Obmokhu and the group of Suprematist artists of Unovis. [19, p. 19] Lissitzky
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himself had been associated with Malevich’s Unovis group at Vitebsk and was attached to a
pictorial practice closely based on Malevich’s Suprematism. By linking the Obmokhu and
Unovis, he prepared the ground (whether consciously or not) for his own later use of the
Constructivist label. At the same time, Lissitzky may also have been presenting an accurate
picture of his own creative ideas and practice, which it could be argued, combined the
language of Suprematism with a robustly Communist outlook and an enthusiasm for the
machine and industrial production that has strong affinities with the Moscow
Constructivists. Lissitzky certainly seems to have been primarily responsible for
introducing the term Constructivism into Western art discourse, although he used it to
describe a slightly different kind of creative activity to that envisaged by the Moscow
Constructivists.

So how did Soviet Constructivism differ from what became known as Constructivism in
the West? The greatest distinction between the two applications of the term Constructivism
lies in the area of ideology. In Russia, the idea of Constructivism was firmly tied to Com-
munism, as the programme of the Working Group of Constructivists makes clear. [14]
There are actually no less than six references to Communism in this relatively short docu-
ment. The group explicitly embraced Marxist materialism, explaining that «Scientific
Communism, built on the theory of historical materialism, is our sole ideological founda-
tion». Of the three principles which guided their creative activity, two - tectonics and con-
struction — were directly linked to the ideas and policy of the ruling Communist Party. The
programme declared that tectonics «derives from the characteristics of Communism itself
on the one hand, and the functional use of industrial materials on the other». Construction
was defined as «organization — it starts out from communism and adapts itself tectonically
to the material». [14]

If Communism was crucial to the Constructivists’ creative method, it was also fundamen-
tal to their aims. They wanted to achieve what we today call design and what they called «in-
tellectual and material production». They explained that they wanted to create «the commu-
nist expression of material structuresy, participate in «building communist culture» and «real-
ise the Communist forms of life». In other words, they wanted to contribute to the construc-
tion of the new communist environment, and thus help to achieve Communism.

In contrast, the various statements by Western Constructivists did not present Commu-
nism (or indeed any one political doctrine) as a key feature of their creative programmes,
nor did they tend to mention Communism or the Communist Party as such. Neither Object
nor the International Faction of Constructivists embraced an overtly political stance, they
did not commit themselves to any one ideology, whether liberal, socialist, Marxist or
Communist. Instead they envisaged «a change in the political and social structure» [11, p.
3] or «the progress of mankind» [17]. In other words, they positioned themselves as unaf-
filiated radicals.

There are a few exceptional instances where this radicalism was more explicitly Com-
munist. For instance, in June 1923, Richter printed a slogan from Marx in the first issue of
his magazine G. Material zur elementaren Gestaltung, which was advertised in De Stijl as
«the organ of the Constructivists in Europe». Placed vertically like a banner on page three,
it read, «Art must not explain the world, but change it». [2]

In 1923, members of the Hungarian Avant-Garde, Kallai, Alfréd Kemény, Laszlo
Moholy-Nagy, and Laszl6o Péri, outlined a highly politicised conception of Constructivism
in a manifesto. [6] They asserted their independence from both Russian and Western
practice, while maintaining their revolutionary credentials. They insisted that true
Constructivism could only spring from «our communist ideology» and could be «fully
realised only within the framework of communist society,» both as a «new constructive
architecture» and as «a non-functional but dynamic (kinetic) constructive system of forces
which organizes space by moving in it, the further potential of which is again in practice
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dynamic architecture.» They were explicit about art's political agenda, asserting, «we artists
must fight alongside the proletariat and must subordinate our individual interests to those of
the proletariat.» Yet within a few years, Péri and Kemény had abandoned abstract art, while
Moholy-Nagy and Kallai (who remained committed to avant-garde aesthetics) became less
involved with social and political problems.

Far more typical, however, is the vague radicalism of Naum Gabo’s 1925 draft mani-
festo in which he envisaged a state of social perfection where art and life would be insepa-
rable. [3] Such an ideal might possess affinities with Marx’s description of a socialist future
in The German Ideology, but neither Marxism nor Communism are mentioned, and the
ideal expressed in such general terms has much in common with the generalised visions of
a perfect society that are present in much utopian literature of the period. Gabo indicated
that the transformation of society would entail a transformation of the inner man as well.
He wrote, «Our aim is the perfect life» and «we are approaching an age when so-called art
will dissolve itself in life. But that requires a completely changed social and psychological
state of human society» [3].

The absence of any single doctrinaire standpoint in International Constructivism re-
flected the fact that its adherents were living in the Capitalist West rather than in the osten-
sibly Communist East, and that artists had to earn their living within a commercial culture.
As the International Faction of Constructivists expressed it, «Today we stand between a
society that does not need us and one that does not yet exist». [17, p. 69] Whether political
non-alignment was an intentionally contrived strategy is difficult to gauge. Lissitzky may
have come to the West with the task of creating an international artistic association, and this
may have determined his radical but non-aligned political stance in Object. Such a position
was certainly in accordance with the practice of Western modernism, which generally in-
clined towards a generally radical stance, but was not usually connected with any one po-
litical party or ideology. By preserving this practice, International Constructivism allowed
for ideological flexibility, so that Moholy-Nagy, for instance, despite his decreasing radi-
calism was able to remain within the Constructivist camp. Strangely, in 1925, when Lis-
sitzky removed himself from Constructivism in the book Kunstismen, which he published
with Hans Arp, he subtly but emphatically highlighted his own Communist credentials, by
reproducing his reworked design for Ilya Chasnik’s Speaker’s Platform, which he now pre-
sented as the Lenin Podium, and to which he had added a picture of Lenin. [10, pp. 8-9] By
illustrating this design alongside one of his abstract Proun paintings, he stressed his contin-
ued allegiance to a broad view of the nature of art and its role in the world.

Beyond ideology, other fundamental distinctions between Eastern and Western notions
of Constructivism included aesthetics. This is particularly evident in the understanding of
the notion of «construction». For the Moscow Constructivists, it was evidently something
«useful». The whole idea was to transfer the experience gained in making works of art onto
«the practical plane» and create a new environment. For Rodchenko and his colleagues, a
construction had to be a spatial, volumetric and practical object.

For Lissitzky and the Western Constructivists, a construction could be a two-
dimensional work of art, as well as a sculpture, or a useful object. A construction was nei-
ther exclusively utilitarian, nor exclusively aesthetic. In this respect, Object had led the
way, by presenting an expanded notion of art and presenting an inclusive idea of «construc-
tiony, rather than limiting the notion of construction as the Working Group of Constructiv-
ists had done. Lissitzky and Ehrenburg made this explicit when they wrote:

We consider that functional objects turned out in factories — aeroplanes and motorcars —
are also the product of genuine art. Yet we have no wish to confine artistic creation to these
functional objects. Every organised piece of work — whether it be a house, a poem or a pic-
ture — is an «object» directed towards a particular end, which is calculated not to turn peo-

158



ple away from life, but to summon them to make their contribution towards life’s organisa-
tion ... Primitive utilitarianism is far from being our doctrine. [11, p. 2]

This highlights a fundamental difference in the way that the Constructivists of the East
and West regarded the creation of works of art. In principle, the Moscow Constructivists
were firmly opposed to making art as such. They stated, «The group declares open war on
art in general». [14] Nevertheless, they continued to make works of art during 1921. The
Constructivist section at the Obmokhu exhibition of May 1921 included a series of reliefs,
constructions and even some two-dimensional works, while Rodchenko and Stepanova ex-
hibited some paintings at the 5 x 5 = 25 exhibition of September that year, including Rod-
chenko’s famous Pure Red Colour, Pure Yellow Colour, Pure Blue Colour (1921).

Yet , the Russian Constructivists tended to view such art works, not as ends in them-
selves, but as abstract experiments with form, colour, texture and material that derived their
essential validity from the fact that they could ultimately be applied to design projects.
Lyubov Popova, who became aligned with the Constructivists and displayed her work
alongside Stepanova and Rodchenko at 5 x 5 = 25, explained in December 1921

If any of the different types of fine art (ie. easel painting, drawing, engraving, sculpture,
etc.), can still retain some purpose, they will do so only

1. while they remain as the laboratory phase in our search for essential new forms.

2. in so far as they serve as supportive projects and schemes for constructions and utili-
tarian and industrially manufactured objects that yet have to be realised. [13]

The difference in attitudes concerning the relationship between art and utility is espe-
cially manifest when The Workers’ Club designed by Rodchenko and exhibited in 1925 in
Paris is compared to Lissitzky’s Proun Room, constructed for the Grosse Berliner Kun-
stausstellung in 1923. For Lissitzky, the intention was to create a three-dimensional aes-
thetic experience, as if the viewer were situated within a Proun painting, and moving
through its space. The result displays evidence of the artist’s attention to the placement of
specific elements and of his desire to create a visual effect. Such concerns may be present
in Rodchenko’s design, but it is clear that they are subordinated to his primary intention,
which was to create a series of innovative, but practical and functioning objects for an ideo-
logical and utilitarian space. Both artists used their aesthetic experience (one in painting
and one in sculpture) to create their environments, and in this sense, both designs are mani-
festations of a particular aesthetic or style, but the practical and ideological imperative that
dominated Rodchenko’s design is absent from Lissitzky’s project.

Not surprisingly perhaps there is also a strong stylistic distinction between Soviet and
International Constructivism. The works of the Russian Constructivists tend to be fairly sty-
listically cohesive. Indeed, the general character and even specific qualities of their designs
can often be traced directly back to the works that were exhibited in May 1921 at the Ob-
mokhu exhibition. This is particularly evident in Rodchenko’s Workers’ Club, where indi-
vidual items, such as the chairs or the folding screens reflect the openwork, skeletal con-
structions and stands that were on display four years earlier. For instance, Rodchenko’s ap-
proach to his hanging constructions, like Elipse, which were made from a single form re-
peated at various scales, is echoed in the semi-circular top of the chair linking the rods with
the solid semi-circular seat. Like the works in the Obmokhu exhibition, all the components
of the club were based on the idea of the pure geometrical element combined with notions
of visual and material economy as well as flexibility of form, all of which characteristic
were redolent of the industrial culture and advanced technology of the modern age.

In contrast, International Constructivism was far less stylistically cohesive. It embraced
a far wider range of artistic styles, from Suprematism to Purism and the Neoplasticism of
the De Stijl group. The declaration of the International Constructivists had been published
in the Dutch journal De Stijl , emphasising the role of Neoplasticism within the new move-
ment. [17] Object, too, reflected this international and pluralistic outlook. The very first is-
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sue contained an article by Van Doesburg on «Monumental Art», and two articles by Le
Corbusier on architecture. [20, 8 and 9] The journal also illustrated works by a wide range
of artists, including Alexander Archipenko, Le Corbusier, Viking Eggling, Fernand Léger,
Malevich, Amédée Ozenfant, Pablo Picasso, and Richter. This broad range of abstract lan-
guages was crucial to Constructivism in the West, which was deliberately inclusive, rather
than exclusive.

One might be able to detect more agreement between Russian and International Con-
structivism with regards to scientific progress. After all, both groups tended to regard sci-
ence, mathematics and technology as both a manifestation of humanity’s progress and the
means to advance that progress in the future. Yet even here, there is not total accord. For
the Moscow Constructivists, the machine symbolised the worker, the ostensible ruler of the
new state, and technological structures, such as cranes and bridges - the engineering feats of
the modern world - informed not merely their outlook, but also the language that they
adopted. Hence the Stenberg brothers use of miniature T-beams, and «iron and glass, the
materials of modern classicism» [18] in their constructions of 1921, and Rodchenko’s use
of rods and wood treated to minimise its organic associations in his Workers’ Club.

The International Constructivists also valued technology, but their works display
slightly less dependence upon it in visual terms, although the precision of geometric form
alludes to it and evokes it. They wanted their art to emulate the role and power of science,
declaring «Art is, in just the same way as science and technology, a method of organization
that applies to the whole of life.» [17] Art could certainly learn from the machine. In May
1922, Object illustrated a snowplough attached to a train, alongside two Suprematist paint-
ings: Malevich’s Black Square and Black Circle. The caption included the statement: «The
machine is a lesson in clarity and economy» [22, p. 1] The journal suggested that these les-
sons from technology represented the classical values of the modern era, when they cap-
tioned the propellers of an ocean liner «The Parthenon and Apollo». [21, p. 4] Yet Con-
structivists in the West also cast their net more widely in terms of their sources of inspira-
tion; a neighbouring slogan declared «Neither a rose nor a machine are the subject of poetry
or painting — they teach a master structure and creation». [21, p. 4] Indeed, Lissitzky criti-
cised the Constructivists for their excessive reliance on the machine. In 1925, he wrote
dismissively, «These artists look at the world through the prism of technology. They do not
produce illusion with colour on canvas, but work directly with iron, wood and glass. The
shortsighteds see in this only the machine.» [10, p. xi]

In both the East and the West, the Constructivists embraced the idea of industrial cul-
ture and sought to participate in it. Yet there is a distinction.

For the Moscow Constructivists the link with industry was crucial. They created designs
for mass production; they tried to forge concrete links with industrial enterprises; and they
attempted to get their designs mass produced, although unfortunately not always with much
success. For the International Constructivists, the link with industry was merely one aspect
of their engagement with modernity. They might have been inclined to produce designs for
industry and commerce, as Gabo and Lissitzky did, but they also produced works of art.

For the Constructivists in both East and West, the collective and collective values, rep-
resenting the mass of humanity, were important. Yet, both groups found it difficult to es-
cape from their own individualism as creators and from the individual client. In both East
and West, social and political pressures acted to reduce the idealism of their initial ideas
and reality took its toll. Yet the early allegiance that the Russians had expressed towards the
collective remained an important factor in their activity. Although both groups eagerly em-
braced new creative techniques and experimented avidly with photography, the Russians
often harnessed such innovations to serve and reflect the life of the collective.

By 1924, Richter was lamenting in G the debasement of their former banner of
Constructivism: «Today what goes by this name has nothing to do with elementary
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formation, our challenge at the Congress ... Arrangers, oil painters, decorators ... are all
marching under [the banner of] Constructivism ... as long as the catchword is fashionable.»
[15, p. 72] Constructivism had swiftly descended from radical beginnings into a catchall
style label. This process was occurring in both East and West. In Russia, Osip Brik was
railing by 1923 against heretics who had «rapidly adopted the fashionable jargon of
Constructivismy», but had produced entirely conventional artworks. [1, p. 105] Likewise,
Lissitzky and his closest associates began to distance themselves from the label once it
began to lose its exclusivity and its radical edge. Constructivism was a victim of its own
success. In the West it came to be associated with a broad notion of artistic activity, which
encompassed painting and sculpture as well as design, and with a politically and socially
progressive but not explicitly Marxist ideological stance. This paradigm was at its most
influential in the period from 1922 to around 1927, although it continued to exert a power
in creative life up until the Second World War and even beyond. While in Russia the
Constructivists gradually succumbed to Stalinism and adopted more traditional modes of
artistic expression, in the West, the Constructivist label continued to be employed even in
the 1960s by artists like George Rickey who saw themselves as belonging to a great creative
tradition.
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Pezrome

C nauvana 1920-x ro0B TEPMHUH «KOHCTPYKTHBH3M)» 4acTO YIOTpeOIseTcs A onpeie-
JIEHUs IPOU3BEICHUI MCKYCCTBA U MPEAMETOB JAM3aiiHa, KOTOpble 00J1aAat0T TAKUMHU Kaye-
CTBaMH, KakK CTporasi reoMmeTpus (opmMm, noapakanue MamuHHOU sctetuke. [loka eme naH-
HBI TEPMUH NPEATNONAraeT TECHYIO CBA3b C PyCCKUM MJIM COBETCKUM KOHCTPYKTHBH3MOM,
4TO BEAET K 3a0iyXIeHHIO0. B mpemiokeHHOM TeKCTe JOKJIaJa pacCMaTpUBAETCS MPOUC-
XOXKICHUE TEPMUHA «KOHCTPYKTHUBU3M» B BOCTOYHOM M 3amaJHOM TPAaIULUAX, a TaKKe
NPUBOJATCS JI0OKA3aTeNbCTBA MPUHLIMIHAIBHON Pa3HUIBI MEXKIY ABYMS BbIIIE 0003HAYCH-
HbIMH Te4eHHsAMH. BrepBeie B Poccum TepMUH «KOHCTPYKTUBH3M» MOSIBHICA B MapTe
1921 rona B Kpyry MOCKOBCKON paboueil TpyIibsl KOHCTPYKTHBHCTOB, B KOTOPYIO BXOMIIU
Anexcannp Pomuenko, Bapsapa Cremanosa, Anekceit Ian, Kapn Horancon (Kapiuc Mo-
xaHcoHc), Koncrantun Menyneuxwuii, 6patsst ['eopruit u Bnagumup Crenbepru. Ha 3anane
K€ TIepBO€ YIIOMUHAHUE JaHHOTO TEPMHHA MPUXOAUTCS Ha Mail 1922 roga v npuHAIJIEKUT
MesxayHapoHOM rpynne KOHCTPYKTUBUCTOB (Db Jlucuukwuii, Teo Ban JlacOypr u Xanc
Puxtep).

OCHOBHOE pa3Iuuue MEXIY AByMs I'PYIIIaMU JISKUT B 00JIaCTH UJE0JIOTUH. MOCKOBCKHUE
KOHCTPYKTHUBUCTBI CBSI3bIBAJIN ce0s C UAEOJIOTMEN KOMMYHH3Ma U OCHOBBIBAJIM CBOM XyZO-
JKECTBEHHBI MeTOo]| (0XBaTbIBas NPUHIMIIBI TEKTOHUKH, (DAaKTYpbl U KOHCTPYKIIUU) UMEHHO
Ha 3Tol unee. OHU CTPEMUIIMCh NPUHATH HEMOCPEICTBEHHOE Y4aCTHE B CTPOUTENIHCTBE HO-
BOI0 KOMMYHHMCTUYECKOTO OKpPY>KE€HHs. B IPOTHBONOJIOXKHOCTH 3TOMY, 3allaIHble KOHCTPYK-
TUBHCTHI HE ObLTH OOBEIMHEHBI ONPENEICHHON HIC0JI0THel, HECMOTPS Ha TO, YTO MUMEJH
HETOCPEACTBEHHOE OTHOLIEHHE K COLIUAIIBHOMY M ITOJIMTHYECKOMY JIBUKECHHIO.

MoCKOBCKHE KOHCTPYKTUBUCTBI PEIIUTEIHHO CKIOHSUIMCH K TOMY, YTOOBI paccMaTpu-
BaTh NPOM3BEACHUS HE KaK HEYTO 3aBEpLICHHOE, a KaK aOCTpaKTHBIE KCIIEPUMEHTHI C
¢dbopMoii, IIBETOM, TEKCTYPOH U MaTepHalioM, U MPEANOYUTaIN paboTy B 00JacTu Au3aiiHa.
3amagHple KOHCTPYKTUBUCTBI CO3/aBalld KaK IPOM3BEIEHUS MCKYCCTBA, TaK M IPEIMETHI
nu3aiiHa. [[1s MOCKOBCKHMX KOHCTPYKTHBHMCTOB «KOHCTPYKLHS» IpEACTaBIsAiIach 4EM-TO
IIPAKTUYECKUM, IOJIE3HbIM. I 3amagHbIX KOHCTPYKTUBUCTOB «KOHCTPYKLHS» HE SIBJIS-
Jach MCKIIIOUUTENBHO YTUIMTAPHOW JMOO €IMHCTBEHHO 3CTeTHYeCKOM. CTHUIMCTUYECKU
paboThl PYyCCKUX KOHCTPYKTHUBHCTOB TSTOTEIOT K HEKOTOPOH CBS3HOCTH, OJHOPOJHOCTH.
3anagHblil K€ KOHCTPYKTHUBU3M OXBAThIBAET IIMPOKHUM KPYI XYJ/I0)KECTBEHHBIX CTHIIEH: OT
cynpeMaTru3Ma J10 ypu3Ma 1 Heoriactuiuama rpynmsl «De Stijly.

O6e rpynmnel 0IMHAKOBO BBICOKO LIEHWJIM HAayKy, MaTeMaTHKy U TEXHHUKY, OJJHAKO B TO
BpEMsS KaK MOCKOBCKHE KOHCTPYKTHBHCTBI JE€HCTBUTEIBHO OCHOBBIBAJIN CBOM XYIOKECT-
BEHHBIN S3bIK HA COBPEMEHHBIX TEXHOJIOTMYECKUX CUCTEMaX, 3ala/JHble KOHCTPYKTHBUCTBI
JICICTBOBAJIM B MHOM, JIBYCMBICICHHOM KJIIOUE, MIOCPEICTBOM HCIOJIb30BaHUS YETKOCTH U
CTPOMHOCTU T€OMETPUUECKUX POPM.

Kak Ha BocTtoke, Tak 1 Ha 3anaze KOHCTPYKTUBUCTBHI IPUHUMAIIN UACI0 UHAYCTPHAIIb-
HOM KyJBTYpbI U CTPEMIJINCH YYacCTBOBATh B €€ PAa3BUTHUU. 3aNaJHbIE U BOCTOYHbIE KOHCT-
PYKTHUBHUCTBI LIEHWIIN KOJJIEKTUBHOCTh M KOJIJIEKTUBHBIE IIeHHOCTU. Kpome Toro, obe rpyn-
bl CYMTAIIHA TOBOJIGHO CIIOKHBIM YWTH OT COOCTBEHHOW MHIMBHIyaJIbHOCTH KaK CO3/1aTelis
Y MHMBUIyaJIbHOCTH 3aKa34yuKa.
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NEB TONICTOM KAK 3EPKAJIO PYCCKOIO ABAHIAPA
(ABoMHOM NopTpeT Ha hoHe «YE€pHOro KBagpara)

A. PeHaHCcKknH
Benopycckuii rocynapcTBeHHbI YHUBEPCUTET KynbTypbl U UCKYCCTB (MUHCK)

epoil nbecsl B. MasikoBckoro «bans» — ToB. ONTUMHUCTEHKO — TpeOOBal OT pexXHUC-
cépa cyuiero nmycrsaka: «Caenaiite HaMm kpacuBo. B bonbiiom teatpe Ham Becerna ne-
Jar0T KpacuBoy». 1 pexuccép, KOHEUHO ke, BBIMOIHUI 3TOT 3aKa3.
A BOT XyJOKHUKH aBaHrapja Mo4emMy-To BAPYT HANMPOYb OTKA3AIHCh JI€JaTh «KPACUBOY» —
U €My, 1 HaM C BaMH.

Tak nouemy xe?

ToncTol, CIOBHO MPEAYyBCTBYSI MOJOOHYIO CUTYyallMIO, OTBETUJ HA 3TOT BOIPOC TaK:
«IToToMy 4TO XyHOKHHUK TITyOOKO pa3ouapoBalcsi B caMOW HJee UCKyccTBa (IO KpaifHen
Mepe, B TPAJUIIMOHHOM €€ MOHUMaHuM). XyJI0’)KHUK YCOMHUJICSI U B [JJaBHOM Ha3HAY€HUU
HCKYCCTBa — HECTH B MUpP KpPacoTy U B TOM, YTO B KpacoTe HaM, JIEHCTBUTEIBHO, OTKpPhIBa-
erca Mictuna u J[oGpo».

Taxue comHeHUs ObUIM 3HAKOMBI TosicTOMy M3aaBHa. PazouapoBaHue MOJIOAOro muca-
TeJs B UCLEISIONICH CUle HCKYCCTBA 3aMETHO YXke B pacckaze «Anboept» (1858 r.). «Benp
TO UCKYCCTBO, KOTOPOE HAa3bIBAIOT BEJIUKUM, JINOO JIKET, TNOO YBOAMT OT )KU3HU, — CUUTACT
Toncroii. — JLKET — 16O KU3Hb OTBPATHUTENbHA, a €€ MPUYKPAIIUBAIOT U JAKHPYIOT. YBO-
IHT OT XKHU3HU — MO0 KU3HHU MPOTHUBOIOCTABISAIOT MEUTY, a MEUTa MJUII030pHA, OOMaH4YMBa
U HepeasbHay.

«McKyccTBO €CTh JIOXKb, U 51 YK€ HE MOTY JIIOOUTh HPEKPAcHYIO JIOXKb», — IMHCAI OH
A. @ery.

B 1860 roxy Toscroit (eMy ObLIO TOTIa TPUIIATH JIBA TOJIA) YKE HE MOT OOMAaHBIBAThCS
JIOKBIO UCKYCCTBA, XOTS U CO3HABaJ €IIE, UTO OHA MPEKpacHa.

C rogamu, 01HaKO, y HEro BO3HUKIIM COMHEHUS U B KpacoTe camoii KpacoTsl.

«S1 mpumén k yoexnenuro, — nucan ToNCTOl B KOHIIE KHU3HU, — YTO BCE, YTO MBI CIETIAN
[B uckyccte. — A.P.], caenaHo mo J0KHOMY IyTH, HE UMEIOIIEMY 3HAUEHUs], HE UMEIOIIEMY U
OynymHocTH <...> u 4ro [lymkuH n beTXoBeH HpaBsATCS HAM HE TIOTOMY, YTO B HUX €CTh a0-
COJIIOTHAsl KpacoTa, HO MOTOMY, YTO MbI Tak k€ ucnopyensl, kak [lymkun u berxosen. <...>
Harie yroHu€HHOE HCKYCCTBO, — IMCAJI OH Jajiee, — MOIJIO BO3HUKHYTh TOJIKO Ha paOCTBE Ha-
POJIHBIX MAaCC M MOKET MPOOIKATHCS JI0 TEX TIOP, TIOKa OyEeT 3TO pabCTBOY.

Toncroit, a Bcaea 3a HUIM M PyCCKUIM aBaHrap[ BOCCTAJIM HE MPOCTO MPOTUB XYIOKECT-
BEHHOM TpaJulIuy, a MPOTUB CAMOM UCTOPUH C €€ JIOKHBIM IyTEM U THOEITBHBIM XOJIOM.

W3nm00neH bl aBaHTapAXCTaMU JKaHp 3MaTaXHbIX MaHU(ECTOB, HAIIPABJIIEHHBIX HA HC-
KOPEHEHHE BCEX YCTOEB CTApOr0 MHUpA, MCIBITANl SBHOE BIIMSHUE HEHUCTOBBIX MHBEKTUB
Toncroro. BrnosiHe MOXHO AOMYCTUTH U TO, YTO IpeATeYEeld MHOTUX HOHKOH()OPMHUCTCKUX
«TOMEYNH 0OIIECTBEHHOMY BKYCY» CTajla TOJCTOBCKas pabora 1897 roma «Urto Takoe uc-
KyccTBO?». B psany mocienyrommx nporpaMMHbIX JOKYMEHTOB PYCCKOTO aBaHTrapJa ¢ HUX
KPUKJIMBO-CKaH/1aJIbHBIMU 3ar0JIOBKaMH, Ha3BaHUE 3TOT0O TPAKTaTa BBIVISIAUT BIOJHE aKa-
JEMHUYHO. XOTs B CaMOM TOJICTOBCKOM BOIPOIIAHUU YK€ yraJblBajlaCh UHTEUIEKTyalbHAsI
MIPOBOKAlLlMs M camas paJuKalibHas MUpoBo33peHueckass peBusus. (CTOMT OTMETUTH, UTO
XYZI0)KECTBEHHOMY TBOpYeCcTBY TozicTtoro B Hadajge XX BeKa COIyTCTBOBAJIO IOSIBICHUE
psia OCHOBONOJATalIIUX paboT, MOCBAMIEHHBIX IpobiieMaM HCKyccTBa. TOYHO Takke U
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XYJI0’)KECTBEHHAs! IIPAKTHKA PYCCKOIrO aBaHrapja ObUIa HEOTAeIuMa OT MOTOKa MaHHe-
CTOB, JA€KIapanuid U AekpeToB. [IoMHMO TOro, 4T0 MCKyCCTBO BIPYI IOYEMY-TO CTajO
001IIeCTBEHHOM Mpo0IeMoit 1 00BEKTOM BCeoOIIe pedeKcuu, 3TO CBUACTEIHLCTBOBAIIO,
BUJUMO, 00 OOIIEM CTPEMIIEHUU NEPEBECTU ICTETUYECKUE MPOEKTHI B MPOEKTHI MOJIUTH-
YECKHUE.

B pabote «Urto Takoe nckyccTtBo?» ToJICTOM BBICTYMAaeT KaK HEMCTOBBIM MKOHOOOpEI] —
omuH npotuB Bcex. Hy, a mononoit? Brisaurecs xoTs 661 B ToncToro-npocBeTuTens, aa
Be/Ib 9TO HACTOAIIMI KyJbTYpOOJIBIIEBU3M: HU OJIHA IIIKOJIA, KPOME €r0 IIKOJIbI, HE TOAUTCS,
BCE KyJIbTYPHOE Haciueaue — J0J10!

Ha 3apaBcTBytoT aumb CéMku U Peapkul (y4eHUKU SICHOMONISHCKOM ILKOJBI, YIOMHU-
HaeMble B ero crathe «Komy y KOro y4uThCcs mucarh, KPECThIHCKUM pedsiTaM y Hac WU
HaM Y KPECThSTHCKUX peOsIT?»).

«I"omp! TpyzAa, IOTpayeHHBIE HA N3YyUYEHUE KPECThIHCKMMU AeTbMH IymkuHa, nponamu 3ps
U He JIalii pe3yJibTaTa, — Bpojie Obl C yI0BIETBOpEHHEM oTMeuaeT ToJcTol, — a BOT PrIOHMKOB
nomoouscs UM cpasy. 3HauuT, IIylkuH He MOXKET CPaBHUTHCS ¢ HAPOIHBIMHU MECHSAMH. .. ».
U Tonctoil omnpeznenser cBOK OyAyLIyIO KyJIbTYpHO-IIPOCBETUTENBCKYIO CTPATETHIO TaK: HE
CO3HaHME Macc — K ypoBHIO IIynikuHa, a ypoBeHb KyJIbTypbl — K CO3HAHUIO MAacCC.

B nagoce otpunianus u HucnpoBepkeHust TOICTON He 3HaN yAepXKYy: IpaXkJaHCKOe yCT-
POMCTBO — B30, CyJ HE TOJIBKO Oecroyie3eH, HO U Oe3HPaBCTBEHEH, 3aKOH BOBCE HE TO,
YTO JIFOAU JIOJDKHBI IPU3HABATH 3aKOHOM, PEJIMIUs CyMacllecTBUE U MpakoOecue, Hayka —
JIN4b, UCKYCCTBO — AMOPAJIBHO U TJIETBOPHO.

Huuero He cromnu B rnazax ToscTOro M 1OCTHKEHUSI HAyYHO-TEXHUUECKOIO IIporpecca
Y MaTepUaIbHON KyJIbTYpBHI.

«IIpexpacHo, — BOCKJIMIIAET OH, — JIEKTPHUECKOE OCBELICHUE, TeIe(POHBI, BHICTABKU H
BCE caJibl ApKaJiud CO CBOMMHU KOHIIEpTaMH U MPEACTABIECHUSIMH, U BCE CUTapbl U CIIMYEY-
HUILBL, ¥ TOATSDKKM M MOTOPBI; HO MPONaaANd OHM NPOINAJOM — M HE TOJBKO OHM, HO U XKe-
JIe3HbIE TOpOTu M Bce (aOpHyHBbIE CUTLHI U CyKHAa B MHpE, €CIIM A MX IMPOU3BOJCTBA
HYKHO, 4yT00bI 99/100 mrozeii OblIM B pabCTBE M THICSYaMU MMOTMOaIN Ha (pabpukax, HyX-
HBIX JJIs1 IPOU3BOJCTBA 3TUX NPeAMETOBY 8, c. 118].

CoBpeMeHHYI0 KynbTypy TOJCTOM BOCTIpUHMMAN Kak M30BITOYHBINA MPOMYKT MEPEPOIHB-
IIEHCS ¥ CTaBIIEH aMOpaTbHOM IMBUTM3AIH. X0 MBICITH TTHCATENS 3/1€Ch 00€30PYKUBAFOIIE
npocT. [TocKonbKy MUp CIHIIKOM JalIeKo OTOMIEN OT boxbero 3ampiciia u MpUOOPEN 3710Be-
MIMI aHTUXPUCTHAHCKUN 00pa3, MOCKOJIbKY OOIIECTBO CIUIIKOM YKJIOHHJIOCH OT CBOETO ecTe-
CTBEHHOI'O — B IIOHMMaHUM TOJICTOro — maTpuapXaJbHOIO COCTOSIHUSI M HAKOMMJIO BEIMKOE
MHOKECTBO BpPEIHBIX MPHBBIUEK, HEOOXOJMMO BOJEBBIM YCHUIIMEM IOBEPHYTH €rO pa3BHUTHE
BCILATb. THCTPYMEHTOM, € IOMOLIBI0 KOTOPOr'O OCYILIECTBISETCA 3TOT CIIACUTEIILHBINA IOBO-
POT, CTAHOBUTCSI HAPOAHAsI MOPaJIb, Kak caMmoe 3((EeKTHBHOE CPEICTBO PEryJIsIuK YesloBeye-
CKHX OTHOLIEHWHA. Mopaiib, B TOJICTOBCKOW KOHIETIIIMY, HE IIPOCTO BO3BBIIIAETCS HAJl IPABOM,
HO TIOJTHOCTHIO aCCHMHIIUPYET €ro COIMaNIbHble (DYHKIUH, paJiKajJbHO MEHsSl TPHBBIYHBINA
MOPSIIOK OOILECTBEHHOM JKU3HU, KyJIbTYpY U MOBEIECHHE JI0/IeH (CEeroiHs TaKylo COLUAIbHYIO
buocoduro MPUHITO HA3BIBATE (DYHOAMEHMATUZIMOM).

CpaBHuBasi cTaTbM 00 MCKyCCTBE MO3AHET0 TOJICTOrO M MPOrpaMMHBIE JTOKYMEHTbI
PaHHEro pyCcCKOro aBaHrapza, HeTpyAHO 3aMETUTh, YTO, HECMOTPSL Ha OTPOMHBIE PA3IHYHS
B OCTETMYECKON IIPAKTUKE, BCE OHM OJIMHAKOBO OTPULIAIOT KJIACCHUYECKON XY 0KECTBEHHOE
Hacjaeaue U HACTauBaIOT HA OTKAa3€ OT MPEALIECTBYIOIIETO XYA0KECTBEHHOTO OIbITA.

«YuuThCs MHUCATh HAZ0 Y KPECThSIHCKUX peOST», — MpU3bIBasl TOJICTOM.

«Ilucatp cTUXH HYKHO TaK, OyJITO 3TO MEPBBIE CIOBA IIEPBOTO YEIOBEKA HA TOJIOH 3eM-
Je», — IPU3bIBAIM ABAaHTAPIUCTHI.

«Hamme nCKIIIOYUTENBHOE UCKYCCTBO <...> NPUILIO K TynuKy. IIo Tomy myTtu, o xoro-
pPOMY OHO LIO, EMY JajblI€ UATHU HEKYAa», — NOABITOXUI ToJicTol cBOrO cTaThio. [Ipoii-
JET BCEro HECKOJIBKO JIET M 3TO cykJaeHHe rpaga ToacToro craHeT onpeaessonuM J03yH-
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rOM HE TOJBKO aBaHTapAUCTCKUX MaHU(ECTOB, ACKIapaluii U JEKPETOB, HO U MPOTrpaMM-
HBIX TOKYMEHTOB JIEBOPAAUKAIBHBIX MOJUTHYECKUX MapTHH (B3ATh XOTA OBl cTaThio JIpBa
Tpomnxkoro B mBeiinapckoit «Neue Zeit» B ceHTs0pe 1908 rona).

Tynuk, B KOTOPOM OKa3ajoCh MCKYCCTBO, KaK 3TO INPEACTaBIIOCh ToicTromy, cral
CJIEICTBUEM TOTO JIO)KHOI'O €r0 MOHUMAaHUs, KOTOPOE COMYyTCTBOBAJIO MCTOPUU HCKYCCTBA
emé C aHTMYHBIX BpeMEH. OJTa JIO)KHAs MCXOJHAas IMOCBUIKAa MOPOJWIIA, IO €ro cioBam,
«MHOXECTBO 0€30CHOBATEIbHBIX U OE3HPABCTBEHHBIX TeOpHil». «OHM NMPUHUMAIOTCS HA
Bepy 0e3 KpUTUKH, — nucan ToJCTOH,— U POTIOBEAYIOTCS CO CTPACTHBIM YBJICUEHHUEM HHO-
raa Bekammw» [9, c. 61]. OgHy n3 Takux TEOpHil OH yCMOTpenl B yuyeHuu baymraprena, mo
KOTOpPOMY, Kak nuuieT TOJICTOM, «OKa3bIBaeTCs, YTO CaMOE€ JIy4dIllee, YTO MOXKET CHEaTh
HCKYCCTBO HapoAOB, MpoXUBIIMX 1800-1€THIOIO XPUCTUAHCKYIO >KM3Hb, COCTOMT B TOM,
9TOOBI UCAJIOM CBOCH KHU3HH M30paTh TOT, KOTOpbIi umen 2000 et ToMy Hazaj MOy -
KHii paboBiIaieIbuecKuii Hapoel], OY€Hb XOPOIIO W300pa)KaBIIMii HATOTY YEIOBEYECKOTO
TeJa U CTPOUBLINM NMPUATHBIE HA BUJA 31aHus» [9, c. 77].

«Mactepa Puma u I'penuu, JOCTUTHYBILIME 3HAHUS aHATOMUU YE€JIOBEKA U JABIIHME 10
HEKOTOPOU CTENEeHU peanbHoe n3obpaxenue, — Broput JI. Toncromy K. Manesuu, — Oputn
3aJIaBJICHbl AICTETUYECKUM BKYCOM, U peallu3M HX ObLI OMOMAa)KeH, OMyApPEH BKYCOM 3CTe-
TH3Ma. <...> JKHBONHKCH Y HUX €CTh CPEACTBO AJI YKpAIEeHUs KapTHHBL. <...> BoT nmouemy
o0opBanoch X UCKyccTBO... I Benepa Munocckas, — mpoaosmkan ManeBud, — HarJIsHBINA
IIpUMEp yIaJKa — 3TO HE peasbHas KEHIIMHA, a napoaus. <...> A JlaBua MukenanmKeno —
ypoanuBocTb. <...> [lycts [Ipakcurenu, ®unuu, Padasnu, PybeHcsl u Bc€ MX mokoaeHue
JOTOPAIOT B KENbAX U Kianoumax» [4, c. 61].

Tak, TosnicroBckuil nocrynar «Her B Mupe BUHOBAThIX» B IMPHIIOKEHUU K MUPY HUCKYC-
cTBa oOopaunBaercs Te3ucoM «HeTr B Mupe 7TOM HEBUHOBHBIXY.

Ocxun, Codokn, EBpunua, Apucrodan, lanre, Tacco, Munsron, llekcnup, Padasnb,
Mukenankeno, bax, berxosen, Barnep, bpamc, Iltpayc — mns Toscroro Tonbko au-
KOCTb, O€CCMBICIIUIIA, HENETOCTh, HAYMaHHOCTh, HEMOHITHOCTh U BPEAHOCTH. [lpu 3ToM
naxe B orpuuanunn Barnepa, berxoBena u Ilexkcnmpa y mo3anero ToacToro siBCTBEHHO
MPOTJIABIBAI HICTUHHO aBAaHTApAUCTCKUIM HOHKOH()OPMH3M — abCONIOTHOE HEMPHUSITHE BCe-
O0IIKX HOPM M IIEHHOCTEH. DTy HEBOJBHYIO OIMO3HIINIO0 KO BCEMY OOIICTTPU3HAHHOMY CO-
BPEMEHHHUKHU OTMEYAJIM Y HETO C MOJIO/IBIX JIET.

KoryHcTBEHHBIE TOJICTOBCKUE KECThl HUCIIPOBEPKEHUS KYJIbTYPHBIX CBATBIHb U XY-
JOYKECTBEHHBIX HJCAIOB ObUIM BOCTIPUHATHI B PYCCKOM OOIIECTBE KaK HOPOACTBO. DTO H
OBLIO IOPOJCTBOM, HO IOPOJICTBOM B HCKOHHOM, PEJIUTHO3HOM CMBICIIE CJIOBAa — HE OTPHIIA-
HUEM BEpbI, HO OTPULIAHUEM 60 uMs Bepbl. Y TOJICTOrO 3TO O3HAYaJO: HE OTPULIAHUE HC-
KyCCTBa, a OTPULIAHUE BO UM HO8020 UCKYCCTBA.

PanvkanbHbld aHTUACTETHU3M IOPOJICTBA, Kak moisiarail A. [TaH4eHKO, BO3MOXKEH JIMIIb
IIOTOMY, YTO 3CTETUYECKUI MOMEHT IOIJIOLIEH 3TUKOM.

«IJTO BO3BpallleHWE K PAHHEXPUCTUAHCKUM HJ€anaM, COIJIaCHO KOTOPBIM IUIOTCKas
KpacoTa — OT JbsIBOJIA... B I0pOJCTBE CIOBHO 3acThblia Ta 3M0OXa, KOTJa XPUCTUAHCTBO U
U3SIIHBIE UCKYCCTBA OBUIM aHTarOHUCTHYECKUMHU KaTeropusiMu. <...> JKu3Hb I0pOJIUBOTO —
3TO CO3HATENbHOE OTPULIAHHE KPAacOTHI, OMPOBEP)KEHUE OOILICTIPUHATOTO H7ealia, TOUHEe
rOBOPsI, IEPECTaHOBKA 3TOTO HJeana ¢ HOT Ha rojioBy U BO3BeleHUEe 0e300pa3Horo B cTe-
MEHb 3CTETHYECKHU MOoJjoxkutenapbHoro» [3, c. 80]. (O cBoeil nymieBHOW BHYTpeHHEH mpea-
pPacmoyiOKEHHOCTH K FOPOJCTBY TOJCTOM MpHU3HAJICS B OJHOM M3 JTHEBHUKOBBIX 3aITUCEH:
«Ecmu ObI s ObLT OJTUH, s OBLT OBI FOPOAMBBIM, TO €CTh HUUEM HE JTIOPOXKHI OBl B )KU3HI.)

M. DnmTeldH NpOHUIIATEIBRHO 3aMETHII, YTO UMEHHO B KOHTEKCTE HOPOJACTBA MPOSICHS-
€TCsl CMBICJI aBaHrap/a Kak peJIUrdo3HOT0 OTPHUIIAHMsI MCKYCCTBAa CPENCTBAMU CaMOr0 MC-
KyccTBa. «MckyccTBo Bhajgaer B yOOXKeCTBO, YTOOBI MPUYACTUTHCS ydacTu boxecrtsa,
IIPOMTH BCIIE] 3a HUM IIyTh 11030pa U ocMestHUs» [17, c. 223]. IMeHHO 3TOT napaokc co-
JepKaHMsI, OTPUIIAEMOTO COOCTBEHHOU (DOPMOIA, 1 cOMMKAaeT aBaHTap]] C FOPOJICTBOM.
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AHTHACTETU3M F0opojicTBa ObUT paBHO Onm3ok U Toncromy m Manesuuy. VX B3risibl
cOmIKaNo M co3HaHWe TyOUTEeNbHOU JJIsl HCKYyCCTBa POJId KpacoThl. B pabdore «Yto Takoe
uckycctBo?» Tosctoit yrBepxaan: «Jlroau nolMyT CMBICI UCKYCCTBA TOJIBKO TOT/A, KOT1a
IIEPECTaHYT CUYUTATh LEJIBIO JTOM IEATEIBHOCTH KPAacoTy, TO €CTh HaclaxiaeHue. <...>
HecmoTpst Ha ropbl KHUT, HATUCAHHBIX 00 MCKYCCTBE, TOYHOT'O OMPEIEICHUS HCKYCCTBA JI0
CUX TOp He ObuTO cnenano. [IpuYrHOI0 3TOMY TO, UTO B OCHOBY MOHSITHSI HCKYCCTBA MOJIO-
JKEHO TOHSTUE KPacoThL. <...> YeM Oobliie yeIoBeK OTAAETCS KpacoTe, TeM Ooblie oT/a-
aseTcst oT Ao0pa. <...> BoT B 3TOM-TO 3aMelIEHUH H/i€ajla HpaBCTBEHHOCTH HUJI€AJIOM Kpa-
COTBI, TO €CTh HACIAXKIEHUS, 3aKJI0UaeTcs <...> yKaCHO€ MOCIJIEICTBUE M3BpALICHUS HC-
KyCCTBa Haiero oomecta» [9, c. 189].

Oco00ii sipocThio oTiHyancst OyHT ToJICTOro MPOTUB MY3bIKH, OCOOEHHO MY3bIKH bert-
xoBeHa. [Touemy xe TomncToit cunTa, 4To ero My3bIKa pa3BpalaeT JOACH?

— Jla noTOMy, — IONBITAJICS OTBETUTh HA 3TOT HEMPOCTOM BoIpoc nuaHucT A. ['onpaen-
Beif3ep, yacto urpasiuii B SAcuoii [TonsHe, — uTo OETXOBEHCKAsi My3bIKa OKa3bIBaJia HA He-
ro caMoe MOIIHOe Bo3aeicTBUe. Broprasce Bo BHyTpeHHu mMup Tonctoro, oHa MOJHO-
CThIO TOAYMHSJIA €r0 MBICJIH M YyBCTBA CBOEH BOJIE.

«Mys3bika, — mpu3HaBajica cam ToOJICTOM, — 3TO y»Xac, HEBeloMas CHJia, MoTpsicarouas
JI0 CaMbIX COKPOBEHHBIX I'TyOWH, Oociabisionas BOJ0, pa3yM, PealbHOE OIIYIICHUE KU3-
Hu» [9, c. 114].

Otcroga mocie0Bal BBIBOJ, PAaBHO ONHM3KANA M TOJUTHYECKUM YTOIHSIM JIPEBHOCTH
(manpumep, Kondymus u [lnarona) u uaeonoruu Kynbtyp-0omnsiiesusma: «B Kurae my3bi-
Ka — rocy1apcTBeHHOe neno. M Tak 3To U AOMKHO OBbITh. Pa3Be MOXKHO JOIYCTUTH, UTOOBI
BCSAKHM, KTO XOUYeT, THIHOTH3UpoBan MHOTUX» [9, c. 116]. (IIpu3Hatoch, 4TO B ME4aIbHO
MaMATHOM peaKIIMOHHOU cTaThe razerhl «lIpaBma» «CyMOyp BMeCTO My3BIKH» S BCETIa
yraasiBall 00epTOHBI BeTx03aBeTHOro nagdoca Tonctoro. Kiaccuk npaB — ObIBatOT OUCTH-
HE CTpaHHbIE COJIMKEHMUSL.)

«MckyceTBo cTano Oy JHUIIEH, — MpookaeT ToICTOM CBOM O0IMYEHUS.

— W1 310 cpaBHEHKE BEpHO 10 Maiemux noapodHocTeil. OHO Tak ke pa3yKpalieHo, TaK
JKe TIPOIAYKHO, TaK e 3aMaHuYMBO U T'yOUTENBHO U Bcera rotoBo» [9, c. 149].

K. ManeBu4 moaxBaThIBAE€T TOJICTOBCKOE CY)KJICHHE W JKUBOMHUCYET 3THU CaMbIE «Ma-
neitmue nmoapoOHOCTHY»: «OKHUBOMUCH ObLIa TaJCTyXOM Ha KpaxMalbHOW pyOarike IKeHT-
JbMEHA M PO30BBIM KOPCETOM, CTSATHBAIOIIMM Pa3OyXIIHA >KUBOT OKUPEBIICH TaMbD».
<...> bamxke x HaMm (T.e. kK Hauany XX Beka. — 4.P.) Monoaéxp 3aHsuach nopHorpadue u
MpeBpaTHIIa )KUBOIIUCH B UYBCTBEHHBIN, TOXOTIUBBIN XJIaM».

VYV ToncToro 4acTo BO3HUKAIO MOJ03PEHUE: «A HE Kyya JIM Mycopa BCs Hallla XBaJIEHAs
uuBHIKA3aua?». Y MaiieBuua ke HUKaKuX COMHEHUM, KaXeTcs, yxKe HeT: «DyTypusM mo-
BENT BOCCTAHHUE MPOTHUB OIJIOTA TUIOTHHBI, HAKOMUBIIEH 3a cOO0H BEKOBOW WHBEHTAph HE-
HY’KHOH B HalllM THU pyxJyiaam» [4, c. 63].

BukTop BBIYKOB BEpPHO OTMETHMII, YTO «ApPT-IIPAKTUKHU aBaHTapJa HEYTUIUTAPHOTO TOJI-
Ka [0 CYIIECTBY OTKa3alld U CBOMM «OOBEKTaM» U COBPEMEHHOMY HUCKYCCTBY B IIEJIOM B UX
ACTETUYECKON CyITHOCTUY. []a M caMo MCKYCCTBO MepecTaeT ObITh «U3SALIHBIM UCKYCCTBMY,
TO €CTh HOCHUTEJIEM IIPEKPACHOTO.

Kak yx TyT caenats kpacuBo TOB. ONTUMHUCTEHKO. ..

ToJsCTOBCKOE OTPULAHHE BCETO MCTOPUYECKOTO IMYTH KIACCMYECKOTO HMCKYCCTBA Kak
IIyTH JIO)KHOTO MPEAINOJIAaraeT, YTO UCTUHHBIM ITyTEM MOJKET OKa3aTbCsl Kak pa3 TOT, KOTO-
pBII KapAMHAIBHO OTJIMYAeTCsl OT mpoiineHHoro myTH. Ilostomy pabora Tonctoro «YUro
TaKoe€ HMCKYCCTBO» BIIOJIHE MOIJIa ObITh MCTOJKOBaHA MOJUTHUYECKUMH pajuKaiaMH — U B
Havase XX BeKa M YyTh MO3KE — KaK KOCBEHHOE 0OOCHOBAHME MOJIMHHOW PEBOJIOIUOH-
HOCTH aBaHrap/a.

CBoro mepBylo IepcoHalbHy BbIcTaBKy B 1919 r. K. ManeBuu 3aBepmiui IyCTHIMU
xonctamiu. Ilo3aHee OH OOBSICHUIT CMBICH 3TOHM akiMK Tak: «O KUBOIUCH B CyNpeMaTH3Me
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HE MOXXET OBITh pe4H, )KUBOIMUCH JABHO M3KHUTA, U CaM XYAOXKHHUK MPEAPACCYTOK MPOILIO-
ro». W Bc€ ke uaean B aBaHTap/ie — 3TO TBOPALIUN CyOBEKT Kak MPOBO3BECTHUK MPUHIIM-
MUANbHO MHOTO ObITHS. B sTOM ciywyae opmooOpazoBaHue MpUHUMAET MACHITaObI TIIO-
0aJbHOMN yTOITHH.

C TOYKHM 3peHHUsl aBaHTapAHOTO XYJ0’KHHKA IMOBJUATH HA BHELIHIOI PEaJbHOCTh MakK-
CUMAJIBHO 3(P(PEKTUBHO MOXHO TOJIGKO OJIHUM CIOCOOOM — BBITECHHB €€ caMuM coOOii,
MOJAMEHUB €€ PEalbHOCTBIO CBOETO «S» Kak €IMHCTBEHHO Cyllero. BHemHwuii Mup B ero
MPUBBIYHBIX TPAAUIUOHHBIX (DOpPMax CYIIECTBYET IS aBAHTAPAWMCTA JIMIIhL KaK OOBEKT
npeooneHus, mpeodpazoBanus uin yHudtoxenus. Co Bpemenem dopmyna [Ipeobpaxe-
HUS pacnaaércs HaJBoe — MO0 U3MEHUTHCS caMoMYy, JINOO U3MEHUTh Mup. Pycckuii aBaH-
rapJl — U XyJ0>KeCTBEHHBIN 1 TOJUTUYECKHI — BBIOpall TPEThe: U3MEHUTH YeJIOBeKa, H3Me-
HUB Mup. Tak aBaHTrapj, CTPEMHBIIHICS K CO3JaHUI0O HOBOTO MHUpPa U HOBOTO YEJIOBEKa,
BCTYMHJI B IPOTPaMMHBIH KOHMIUKT C OBITHEM.

OnuH 13 UCTOKOB PYCCKOW PEBOIOIMN KOPEHUTCS B CAMOM PYCCKOM XapaKkTepe — B €ro
0e3yIep>KHOM CTUXUITHOCTH M €T0 OTKPBITOCTH OE3IHE.

B nauasne Beka u ToncTol, u aBaHTapAUCTH BOCOHPUHUMAINA TUIOTETUYECKYIO PEBOJIIO-
[IUIO HE KaK MOJIUTUYECKUH aKT, a KaK TOTaJIbHOE MpeoOpakeHne Mupa.

Tax, B HOs10pe 1906 . B uchbMe ¢paHiry3ckomy nrcarerto [Tomo Cabarke, aBTOpY IIH-
pOKO u3BecTHOU Toraa kHuru o @pannucke Accuszckom, TomcToit nucan: «Bce€, uto Tenepb
nenaetrcsi B Poccuu peBomtoniMoHepamMu, JUIIb OECCO3HATEIHHOE CTPEMIICHHE K pa3peliie-
HUIO WJIEMMBI B TI0JIb3Y BEPBI, T.€. YHUUTOKEHUE TOCYAapCTBa U BCAKOM BIACTH, OCHOBAH-
HOW Ha HACWJIMH, U OpTaHW3aI[MHi OOIIECTBA HAa PEIIMTHO3HBIX M HPABCTBEHHBIX NIPHUHIIATIAX,
obmmx BeeM Jrogsam» [11, c. 301]. (Bopouem, He Oyaem ympolnarh oTHomeHue ToncToro k
PEBOJIONIMY — TEME JJIsl HETr0 OTHIOABL HenpocToi. Haxosck B mocTostHHOM GopeHuu ¢ co-
00, OH BBICKa3bIBaJ MOPOW COBEPIIEHHO HEMTPUMHUPUMBIE cyxkaeHus. B Tom xe, 1906 rony
Tonctoit mor 3asBUTh: «MOE OTHOIIIEHHE K PEBOIOIUH TaKOE, UYTO s HE MOTY HE CTPaaath,
TS Ha TO, YTO JIENaeTcsi, OCOOCHHO, €CIIH IOMYCTUTh, YTO B TIPOUCXOXKACHUH €€ €CTh XOTh
MaJtast 1071l Moero ydacTtuspy. OIHaKO TYT K€ MOT U MMPHOABUTH: «... s PAILyIOCh Ha PEBOJIIO-
LU0, HO OTOPYAIOCh Ha TE€X, KOTOPbIE, BOOOpaxasi, 4To aenatot e€, ryoar eé» [11, c. 239].

K coxainenuto, cpeau Tex, KTO ’KJ1ajl TOr/Ia OT PEBOJIIOLUU JyXOBHOIO OOHOBJIEHUSI MU-
pa, Majo KTO 3aJyMBIBAJICS O TOM, YTO OOpBIB MCTOPUYECKOW TPAAMIIMU — a TaKOBBI IO-
CJIEICTBHS JIFOOOW PEBOJIIOIIMU — 3TO BCET/Ia TPAMILIUH JJISI PHDKKA B yTOIHIO.

BrisinpiBasice B cOOBITHS pycckoi peBomonuu u3 amurpanuu, ©. CrenyH B yxkace IMu-
cai: «['ocynapCcTBeHHBIN AECTIOTU3M HE TaK CTPAIICH CBOMMH MOJUTHYCCKUMHU 3aMpPETaMu,
KaK CBOUMHM KYyJIbTYPHO-II€IarOTMYECKUMH 33a/IaHUSIMU, CBOUMU 3aMbICIIaMH O HOBOM Y€JI0-
BEKEe U HOBOM 4elioBeuecTBe. Mess HOBOTo 4enoBeka Oblia IEHTPAIbHOMN I pyCCKUX WH-
TEJJIEKTYaJIOB, HAYMHAS C MMOATOB-CUMBOJIMCTOB 10-X TOJ0B M BILIOTH J10 MEeA0JI0TOB 30-X».
Ho monsiTHO, 4TO MIes HUKOT1a He ICUCTBYET OAHA, 0€3 COI03a C TEMHBIMH, CTUXHIHBIMU H
HE0OY3TaHHBIMU CTPACTSIMU.

Yuuumooicenue, npeobpazosanue v OIU3KOE K HUM T10 CMBICITY — Hem Mecma ce200Hs —
KJIFOUEBBIC CJIOBA aBaHTapAMCTCKOTO Te3aypyca. BoT Hambosee xapakTepHBIC MPUMEPHI
CJIOBOYTIOTPEOICHHIA:

— «YHHYTOXXWUTh YUCTBIN, SICHBIN, 3BYYHBI PYCCKHUI S3bIK — OH HE JOCTOMH Pycckoro
Hapoja!»;

— «YHUYTOXXUTh YCTAPEBIIINUE IBUKEHUS MBICJIH MO 3aKOHY PUUYUHHOCTH;

— «YHHUYTOXKUTH M3SIIECTBO, JETKOMBICIINE U KPACOTY JCMIEBBIX MyOIMYHBIX XYI0KHU-
KOB H ITHCATEJICH»;

— «YCTPEMUTBCS Ha OIUIOT XY/JO0XKECTBEHHOM 4YaxJIOCTU — Ha PYCCKUH TeaTp U pellu-
TEITBLHO TPe0OpPa3oBaTh €ro!»;
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— «XynoxectBeHHbIM (MockoBckuit XynoxkectBeHHbllt Teatp. — 4.P.), KopiieBckum
(onepusbiit Teatp @. Kopmia. — 4.P.), Anekcanapunckum, bonbium 1 ManeiM HET MecTa B
ceroaus!» [4, c. 7].

Ho pa3Be He 0b110 10/100HON HETEPIUMOCTH BO B3IUIAaxX U BKycax Toyctoro?

J1. MepeXKOBCKHMI BBISIBUJI B CUCTEME TOJICTOBCKOTO MUPOIOHHMAaHHs 0CO00 BaXKHYIO
OTIITO3UIIHIO UCKYCCMBEHHO20 / eCMeCmEeHHO20:

«Ko BceMy HCKyCCTBEHHOMY — HEYSA3BHUMOCTD, TOJICTOKOXKECTh < ...>, KO BCEMY €CTECT-
BEHHOMY — YYBCTBHUTEJIBHOCTb HEHMMOBEpHAas, NOUYTH OOJE3HEHHAs TOHKOKOXKECTh. <...>
Bcé€, uTo cTpoutcs, — 3710; HECOMHEHHOE — TO, 4TO pacTeT. IlepBas TOICTOBCKas «IuKas
MBICJTBY» TIPU BHJE KAKOTO ObI TO HH OBLJIO CTPOSHHS — CIIOMATh, Pa3pyIIUTh, TaK, YTOOBI HE
0CTaJIOCh KaMHS Ha KaMHe, U OISATh BCE OBLJIO €CTECTBEHHO, TMKO, ITPOCTO, uucTo. [Ipupona
— YHUCTOTA; KYJIbTYpa — HEUHUCThY.

HecMmotpst Ha TO, 4TO XyJIOXHHUKHM aBaHrapja KyJbTHBHUPOBAIM BpaxaeOHbI Tornctomy
ypOaHM3M, HX SBCTBEHHO COJIFKAJI C MHCATENIEM ITyPH3M MHUPOBO33PEHYECKUX YCTAHOBOK — OH
NPOSIBJISUICS B CTPEMJIEHMN OYMCTUTH KapTHHY MHUpa OT BCETO TOTrO, YTO HE COOTBETCTBOBAJIO
UX COOCTBEHHOMY MHUPOOIIYIIEHHIO. JTa HETEPIUMOCTD 11U1a, BUMMO, OT HEBOCIPUUMYHUBO-
CTH K MHOT'0OOPA3HIO U MOJTHOTE KM3HU KaK CIIOKHOLIEIOCTHON CUCTEMBI.

ABTOp B aBaHTapne — u TBopel, u HoBasg BcenenHas — GECKOHEYHas, CTAHOBAIIASCS U
NEPEPOKAAIOIASICS B MPOLIECCE TIOCTOSIHHBIX B3PBIBOIIOPOXKAEHHBIX U3MEHEHUM. « S ecMb»
— 3TO 3K3UCTEHIMAJIbHAs TOYKA OTCUYETA, ITO BhIpAaXKEHHE O€3rpaHWYHON BlacTU CyOBEKTa
Ha/l BpEMEHEM M MPOCTPAHCTBOM: HU MPOIUIOT0, HU cMepTu Oosblie HeT. Popma B aBaH-
rapjie I0JKHa IepelarnyTh IPaHULIbl HICKYCCTBA U Pa3pyLIUTh IPAHUILY MEXKIY KYJIbTYpOM
u ObITHEM, SBJSISL MUPY uHoe ObiTHE. BOT kKak oOocHoBan 3710 nosiokeHue K. Manesuu:
«YenoBek-(hopma Takoi ke 3HaK, KaKk HOTa, OyKBa, ¥ TOIbKO. OH yaapsieT BHYTpH, U Kax-
JbIi ynap netut B Mup. 1103T ciayiaer ToJabKO CBOU yAapbl U HOBBIMH CIIOBOOOPa30BaHUsI-
MU TOBOPUT MHUPY. DTH CIIOBa HUKOT/A HE TIOHATHh pa3yMy, OO OHH HE €ro, 3TO CJIOBA I10-
93uM nosTa. <...> Camoe BbICIIee, CYNTAI0, — MOMEHTBI CITy’KE€HHS JTyXa U 1103Ta, ToBop 0e3
CJIOB, KOT/Ia 4epe3 poT OeryT Oe3yMHBIe CiIoBa, O€3yMHBIE, HU YMOM, HH pa3yMOM HE IO-
cruraems» [5, c. 112].

ToscToit OCTPO YYBCTBOBAJ JYXOBHOE HCTOIIEHHUE €BPOMEHCKON KYJIBTYpPhl U HEOOXO-
JUMOCTb €€ 0OHOoBIIeHHsI. CpeIcTBO criaceHHsl OT ryOUTENbHOI0 MUpPa IUBUIIN3ALUN OH BU-
Jiel B apXauke HapoJHOW >ku3HHU. K mepBoOCHOBaM 4elOBEYECKOro OBITHS, K apXeTunam
CO3HAHUS TATOTENU U XYJOXHHMKH aBaHrapja (3to ToHKo noudyBctBoBail H. bepases, 3ame-
TUB, 4TO «PYyTypH3M U €CTh HOBOE BapBapCTBO Ha BEPILINHE KYJIbTYPbD?).

OCHOBHBIM KpUTEPHEM XYI0’KECTBEHHOM LICHHOCTH IIPOM3BEIEHUS UCKycCcTBa A Toi-
CTOrO ObUIA €r0 HapoOHOCmb (BCKOPE 3TO HE BIIOJIHE SICHOE MOHSITHE CTAHET OIpPEelIsio-
MM B HOPMATUBHON ACTETHKE COL[PEATU3MA).

«3acTaBbTe MyXHKa cinymarh cumdonuio YaiikoBckoro miu bpamcoB pasHbIX, oH Oy-
JIET CIBIIATH TOJBKO IIIyM», — TaK 000CHOBBIBAM TOJICTOM 3TOT ACTETHUECKUI KpuTepuii. B
pabote «YTo Takoe MCKYCCTBO?» UCKYCCTBO HAPOOAa W UCKYCCTBO 20CHOO TPAKTYIOTCS Kak
aHTaroHUCTUYECKHE (POPMBI TyXOBHON KHU3HH.

«B 3TOT e Beuep 3aexaBIIMK K HaM NPEKPACHBIM MY3bIKAHT, CIaBSIIUICA CBOUM HUC-
IIOJIHEHUEM KJIACCHUYECKUX, B OCOOEHHOCTH OETXOBEHCKHX, BEILICH, ChIrpal HaM opus
101 conary berxoBena. <...> Ilo OKOHYaHMM HCIOJHEHUS MPUCYTCTBYIOIIHME, XOTS U
BUJHO OBLJIO, YTO BCEM CAENANOCh CKyYHO, KaK U IOJIaraeTcs, yCepAHO XBAJIMUIHN I1y0o-
KOMBICJICHHOE Npou3BeaeHne beTxoBeHa, He 3a0bIB MOMSIHYTh O TOM, YTO BOT IPEXIEC HE
MOHUMAJIA ATOTO TMOCIEIHEr0 MEepUoJia, a OH-TO caMblil aydmuid. Korna ke s mo3BoJaui
cebe CpaBHUTH BIICUATIICHHE, TPOU3BEICHHOE HA MEHS MEeHHEeM 0a0, BIIeUaTICHHE, UCTTbI-
TaHHOE M BCEMHM CJBIIIABIIMMU 3TO MEHUE, C 3TOM coHaToW, To Jmobutenu berxoBeHa
TOJIBKO TPE3PUTENBHO YJIBIOHYJINCH, HE CUMTAsi HYXXKHBIM OTBEYaTh HAa TaKW€ CTPAaHHBIC
peun. A Mexay TeM mecHs 0a0 ObuTa HACTOAIIMM MCKYCCTBOM, IEpelaBaBIIUM OIpEIe-
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JeHHOe U cuiibHOe uyBcTBO. 101-1 ke conHata berxoBeHa ObuTa TOJNBKO HEYAAyHOH IMO-
MBITKON MCKYCCTBa, HE COJEpXKalllel HUKAKOro ONPEEICHHOr0 4yBCTBA U MOITOMY HH-
yeM He 3apaxatomas [10, c. 161].

«41, momHro, Bunen npeacrasiaenue ['amnera Poceu, u cama Tparenus, U akTep, UrpaB-
LM TIaBHYIO POJib, CYUTAIOTCS HAIIMMU KPUTUKAMHU MOCIETHUM CIOBOM JpPaMaTHYECKOIO
UCKycCTBa. A MeX1y TeM s BCE BPEMs HCIBITHIBAT M OT CAMOT'0 COJAEP)KaHUs Jpambl, U OT
MPECTAaBICHUS TO OCOOCHHOE CTpajaHue, KOTOPOE MPOU3BOAAT (allbIIMBBIE TOAOOHS MPO-
U3BEJCHUN MCKyccTBa. M HEIaBHO s poueN paccka3 O TeaTpe y JAWKOI0 Hapoja BOTYJIOB.
OmHUM U3 MPUCYTCTBOBABILIMX OMHCHIBAETCS TAKOE MPEICTABICHUE: OAMH OOJBINON BOTYI,
Jpyroil MajeHbKU, 00a OZEThI B OJIEHBU LIKYPbI, U300pakatoT — OIUH CaMKy OJIEHS, Ipyroi
— JIeTeHblma. TpeTuil Boryn u3o0paxkaeT OXOTHHKA C JIyKOM M Ha JIbDKaX, YeTBEPTHIN ToJo-
COM M300pakaeT NTUYKY, MPEeIyNpekAaollyto ojieHs o0 omacHocTu. Jlpama B TOM, UTO
OXOTHUK OEXHUT MO CJey OJeHbel MaTku ¢ JeTeHbimeM. OneHu yOerarT co ClieHbl U CHOBA
npuberator. Takoe mpecTaBiIeHHe MPOUCXOIUT B MaIEHbKON 1opTe. OXOTHHK BCe OIIDKE U
ommke K npecneayemMbiM. OeHEHOK U3MYYeH U KMeTcsl K Matepu. CaMka OCTaHaBIMBAETCH,
YTOOBI NIEpeIOXHYTh. OXOTHUK JAOTOHSAET M LEIUTCS. B 3TO BpeMs NTHYKA MUILUT, W3BEIast
onenelr 00 omacHoctu. Onenu yoerarotr. OnsTh Mpecie0BaHne, U OMAThH OXOTHHUK MPUOIIH-
JKaeTrcsl, TOTOHsIET U IyckaeT crpeny. CTpena monajnaeTr B AeTeHbIIa. [IeTeHbI HE MOXKET
0exaTb, JKMETCSI K MaTepH, MaTh JMXKET eMy paHy. OXOTHHMK HATSITHUBAeT APYTYIO CTpey.
3puTeny, Kak ONMCHIBAET MPUCYTCTBYIOLIUM, 3aMHUPAIOT, U B ITyOJIMKE CIIBILIATCS TSDKEINbIE
B3/I0OXU U Jake miad. M g mo oJHOMY OMHUCAaHHWIO MOYYBCTBOBAJ, YTO ATO OBLIO MCTHHHOE
npousBeieHue uckycctsa» [10, ¢. 163].

Ocrernueckuit  yronusMm Toncroro H. bepasieB oObsAcHAET ero napoOdonoxknoncmeom:
«Torcroit He pocTo uneanm3upoBain Hapos, oH oauH U3 TIIaBHBIX TBOPLOB MH(]a 00 ITOM ca-
moM Hapone. U mocnenctsus 3Toro Muda, nocieacTBUs BCeoOIIero HHTEITUIEHTCKOTO Hapo-
JOTIOKJIOHCTBA TParnyeCKy CKa3aJuch BO MHOTHUX KaTakIM3Max HOBeHIIEH ucropun Poccumy.

Jler 3a gBaguaTe A0 TOro, kKak ManeBUY KOHCTAaTUPOBAN HU3KUTOCTh TPAAUIIMOHHOTO
HCKYCCTBa, 9TO yxe BrosHe oco3Han JI.Toncroit: «VckyccTtBo Oymaymero — To, KOTOpoe
NeHCTBUTENBHO OyneT, — He OyAeT MpOoAOHKEHUEM TEMepelIHero UCKYCCTBa, a BOSHUKHET
Ha COBEPUIEHHO JPYIHX, HOBBIX OCHOBAaX, HE UMEIOUINX HUYETO OOIIEro ¢ TEMU, KOTOPBIMU
PYKOBOJACTBYETCS TENEPEIIHEE HALIE UICKYCCTBO BBICIIUX KJIACCOBY.

ABaHrapJIucThl CTPEMUIIUCH MPEOI0JIETh KOHBEHLIMOHAIIbHYIO, 3HAKOBYIO IPUPOJY HC-
KyCCTBa — OHO Kak Obl yZIBaUBaeT pealbHOCTh U MpeolOpakaeT e€, a Xy J0>KHUK aBaHTapIUCT
XOTeNl 000MTHCH 0€3 YABOSHHS PEATbHOCTH: aKT MPEOOPAKESHUSI OH CTPEMHUIICS COBEPIUINTH
B cebe caMoM U cebs ke OOBSABIST MEePBOPEabHOCTBIO ObITHS. BOT uTo mucam o6 sTom
K. ManeBuu: «MBbl )kuUBO€ cepAlLe TPUPOABL, <...> MEXKAY TEM KOLIYHCTBYEM, YMEPIIBIsEM
KYCKH MPUPOJIBI HA XOJICTaX — BEJb BCsAKas KapTHHA, IMCAHHAS C KUBOT'O, — €CTh MEPTBas
Kykia. Benmuyaifiiiue npousBeicHUS TPEKOB M PUMIISIH — O€3)KU3HEHHBIE, OECKPOBHBIC TPY-
Tbl, KAMHU C MOTYXIIMMU Tiiazamuy» [4, c. 157].

YacTHbIii citydail mpeooIeH:s] KOHBEHIIMAIBHON MPUPOABI HCKYCCTBA MOXKHO OOHApY-
KUTh B TIpu€Me ocTpaHeHus. ¥ ToJCTOro 3TOT XyA0KECTBEHHBIM MPUEM BCTpEUYaeTCs J0-
BOJIBHO 4acTo. OJIMH U3 CaMBIX BBIPA3UTEIBHBIX 00PA3II0B €T0 UCIIOIB30BAHUS COACPKHUTCS
B IX riaBe BTOpoit kHUTH «BoitHBI 1 Mupay: «Ha ciieHe ObUTH pOBHBIC TIOCKH 110 CPEIMHE, C
OOKOB CTOSUTM KpalleHble KapTUHBI, H300pakaBIINe IePeBbs, 10331 ObLIO MPOTSHYTO MO-
JIOTHO Ha JIocKax. B cepenuHe clieHbI CUENU AEBUIIBI B KPACHBIX KOpcaxax U OenbIX 100-
kax. OfHa, OYEeHb TOJICTasA, B MICIKOBOM O€JIOM IJIaThe, cujena 0co00 Ha HU3KOW CKaMmeed-
Ke, K KOTOPOU OB MPUKIIEEH C3a7u 3eJIeHbI KapToH. Bece oHm menum 4to-To. Korma onm
KOHYHJIM CBOIO TECHIO, JIEBUIAa B OeloM Mmojonuia K Oynouke cyduepa, U K Heil Toaoment
My>KUYMHA B IIEJTKOBBIX, B OOTSXKKY, IMAHTAJIOHAX Ha TOJICTHIX HOTaX, C MIEPOM U KUHKAJIOM
U CTaJ MeTh U Pa3BOJUTh PyKaMH.
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My>kurMHa B OOTSHYTBIX HaHTAJIOHaX IMPOIEN OJUH, MOTOM Mpornena oHa. Ilorom oba
3aMOJIKJIH, 3auTpajia My3blKa, 1 My>KYHHA CTaJ MepeOupaTh NalblaMHi PyKy IEBHIIBI B Oe-
JIOM IUIaThe, OYEBUIHO BBDKUAS OIATh TAKTa, YTOOBI HAUaTh CBOIO MAPTUIO BMECTE C HEIO.
OHu npornenu BABOEM, M BCE B T€aTpPe CTAIM XJIONAaTh U KPUUYaTh, a My>KUMHA U JKEHIIMHA
Ha CLIEHe, KOTOpbIe M300pa)kay BIIOOJIEHHBIX, CTAJH, yJIbIOAsCh U Pa3BOJS pyKamH, Kia-
HSATBCS.

ITocne nepeBHU U B TOM CEpbE3HOM HACTPOECHMH, B KOTOPOM Haxonunachk Harama, Bce
9TO OBUIO JUKO M YIMBHUTEIbHO eii. OHa HEe MOTJIa CIICAHUTH 3a XOJI0M OIEphl, HE MOTJia Ja-
K€ CIIBIIIATh MY3BIKY: OHA BHJEJA TOJBKO KpallleHble KapTOHBI M CTPaHHO-HAPSKEHHBIX
MY>KUUH U KEHIIWH, IPU IPKOM CBETE CTPAHHO JIBUTABLINXCS, TOBOPUBIIUX U MEBUIMX...».

Onucanue TeaTpaabHOrO MPEACTaBICHMS, KaK €ro BocupuHsia roHas Harama Poctosa
3TO HE CTOJILKO OYEPETHOM BBINAJ MPOTUB 3AIIECINIET0 B TYIUK UCKYCCTBA «TOCHO», HO U
MOMBITKA €r0 IECEMAHTU3AINH, @ B 3TOM YK€ OOHapyKHMBAETCs CTpaTerus aBaHrapa.

[Ipu Bcex mexyapanusix 00 yCTpeMIIEHHOCTH B Oyiymiee, W 3amaJHble QYTypUCTHI, U
0COOEHHO HX pyccKue coOpaThsi OyAeTisHe, OLIyLIaln 3TO Oyayllee UCKIIOYUTEIBHO 3C-
XaTOJOrMYeCKH. B 3TOl mepcnekTuBe aBaHTapAMCTCKUM XYyJI0KHUK BOCHPHUHHUMAJ TBOpYe-
CTBO KaK CO3MJATEIbHOE pa3pylLIeHUE, KaK MOJPHIB BCEX TPATULMHA, YTOObI B UTOTE ITHX
CO3UAATEIbHO-PA3PYIIUTEIbHBIX MPeoOpa3oBaHU «BEPHYTHCS K H3HAYAJIBHBIM (hopmam
JKU3HEHHOW M XYJO’KECTBEHHOW INPAKTUKU M BO3BPATUTH MUPY €r0 €IMHCTBO M CMBICID»
[2, c. 68]. CToib k€ OYEBUEH U ACXATOJIOTU3M TOJICTOr0, OCOOCHHO B €r0 Pa3MBIIUICHHIX
0 CKomuecTBe U 06e30pauuy Kak MpeArochUIKax HOBOW HpaBCTBEHHOH ¢uiuocodpuu. B cra-
e «JIup, Toncroit u mryt» Jxopmx Opyain 3amedaer mo 3ToMy moBoay: «Toynctoi He
ObUI CBATHIM, HO OYEHb CTAPAJICSI UM CTaTh, U KPUTEPUH, KOTOPbIE OH MPUMEHST K JINTepa-
Type, ObITH HE OT Mupa cero. <...> CBATOH (BO BCSIKOM CiIy4ae, CBATONH B TOHUMaHUH ToJ-
CTOT0) HE CTPEMHUTCS YJIYyULIUTh 36MHYIO KHM3Hb: OH CTPEMHUTCS NOKOHYUTH C HEH U 3ame-
HUTh €€ 4eM-TO ApyruM. O4eBHIHOE CBUAETEILCTBO 3TOTO — €r0 YTBEP)KJEHUE, 4TO Oe3-
Opauune «BbilIe» Opaka. Eciam Obl TOJBKO MBI MEepecTaad Pa3MHOXKAThCS, Cpaxarbes, 00-
POTBCSL M PAzoOBaThCs, (AKTHUECKH TOBOPUT ToJICTOH, eciim Obl CMOTIIM W30aBUTHCS HE
TOJIBKO OT HAIlIMX I'PEXOB, HO U OT BCErO, YTO NMPHUBA3BIBAET HAC K 3TOH 3eMJe, BKIIOYas
JTF000BBH B OOBIYHOM CMBICTIE, <...> TOT/Ia OBl BECh ATOT My4HUTEIbHBIN MPOIIECC 3aKOHUMIICS
u Hactynuio Obl LlapcTBue Hebecnoe» [6, c. 432].

bopuc I'polic TOHKO yJIOBUJ OAHY U3 CYIIHOCTHBIX YEPT aBaHrapia: OH HE CTOJIBKO aK-
TUBEH, CKOJIBKO pe-akmugeH. JTa CTPATETHus yraJbIBaeTCsl BO MHOTUX MPOTPaMMHBIX JOKY-
MEHTaX M XyJOXECTBEHHbIX TEKCTaxX aBaHrapja, Hampumep, B pomaHe bopuca IlunpHsika
«Tonbiit ron». OKTAOpPBCKasi pPEBOJIIOLUS OTOOpAKEHA TaM «KaK HEKUH aHTUIETPOBCKHUN
OyHT, Kak Bo3BpaiieHue Poccun k cBoum npeBHuM ucrtokam» (b. [TapamonoB).

O nopa3uTeabHOM COYETaHUM apXauku U QyTypu3ma B OOJIBIIEBUCTCKOM IEPEBOPOTE
nucanu eme 0. TensHoB u I1. CtpyBe, onpenenusiue ero kak «0yHT XVII Beka npotus
[UABUIIN3AIANA X X».

OOpaTuThCsl K ayTEHTUYHOH PYCCKOM KPECThSHCKOW KYJbTYpe OCOOCHHO HACTOHUYMBO
npusbiBasin Oyzaerisie. Ho 3amonro no Hux TosicTol HACTOMYMBO BHYIIAN, YTO «HJEall
HaIll c3a/ld, a HE CIIEPEIN», TO €CTh HE B OyAyIIEM, a B IPOIILIIOM.

HecnpixanHyl0 AMHAaMHUKY pyCCKOTO aBaHrapJa — Kak 3CTETUYECKOro, TaK M MOJUTHYE-
ckoro — b. I'poiic 00BACHSET UCTOPHUUECKON OTCTANOCThIO Poccuu: «B OIM30CTH PyCCKOM
JKU3HU K apXandeckoMmy, TOMCTOPUYECKOMY, TOTPAAUIIMOHHOMY WJIM JaXe BHEUCTOpHYE-
CKOMY PYCCKHUI aBaHTapJ yBHJEJ €IUHCTBEHHBIA B CBOEM POJE IIAHC Ul DKCIIAHCHU U yC-
nexa» [17, c. 68].

Brnpouem, obpatuBinch k OnorpagusiM XyJ0KHUKOB-aBaHTapAUCTOB, HE TOJIBKO PYCCKHUX,
HO U 3alaJJHO-€BPOIEHCKUX, MOKHO OOHApYKUTh B HUX HEMAJIO OOLIMX MaprHMHAJIBHBIX Y4epT,
OIPEENAEMbIX MX MPOUCXOKICHUEM M IMOJOKEHHEM KaK B reorpaMyeckoM, Tak U B KyJlb-
TypHOM TipocTpaHcTBe. [IprBeaém nuip HeOobIIoi nepedeHs UMEH: I'onuapoBa Harammst —
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ceno Jlageiauno, 61au3 Tyiner; [le Kupuko, ocHoBatenb MeTapu3MUECKOM HKUBOIUCH — PO-
muics B I'penun; Jlepen Annpe — ropogok Illary; Jlukc Otro — u3 paboueit cembn, B Cak-
conun; [lroman Mapcens — roponok bmsuBuibe; Kappa Kapio (oauH u3 ocHoBareneit
uTanbsHCKOro pyTypusma) — roponok Kyapansenro; Kiee Ilayns — ropogox MioHxeHOyX-
3ee B llIBeiinapun; Kyoun Anbdpen — poauscs B Hemenkoil npoBuHimm; Kynka @panTu-
mek (ocHoBaTenb opduzma) — B Boctounoit boremuu, B 6eaHoit cembe; JlapponoB Muxawn
— B Tupacnone Xepconckoii ryoepuun; Jlesxe @epHan — B Topojke Ap>KaHTaH, B KPeCTh-
SHCKOU cembe; JIenTynoB Apucrapx — ceiao Boponse, 6:u3 [1eH3bl, B ceMbe CBAIICHHUKA;
Marput Pene — ropoaok Jlecunb, B cembe kKoMMmepcaHTa; Manesuu Kasumup — B cembe
YIPaBJISAIOLIET0 caxapoBapeHHbIM 3aBofoM; Matucc AHpu — ropojok Karto-Kam6pesu, B
cembe xyieboToprosua; Monapuan Iur — roponox Amepcdopt, [N'omnannus; Mynk DaBapa
— ropoaok JIéren, Hopserusi; Honbne Omunb — ropogok Hombne, CeBepnsiit 1llne3Bur;
[Tuxacco I1abmo — Manara, Ucmanwus; [Tonosa JIro60Be — B [lomMOCKOBBE, B KyIeuecKOn
cembe; Porko Mapk — Jlayrasnwic, Jlateus; CrenanoBa Bapsapa — KoBHO (HbIHEIIHMI
Kaynac), JIutea; Cytun Xaum — mecteuko CmunoBuun nog Munckowm; Illaran Mapk — Ha
okpanHe BureOcka.

B «Yépnom kBanpare» b. I'poiic yBuaen 3Hak HuuTo, 3HaK KOCMUYECKOW CMEPTH.

«Pedb €T 0 peeNbHON PeNyKINU, — TUIIET OH, — PEAYKIIMOHU3M BOOOIIE BBICTYIIA-
€T KaK TeMa BCEro aBaHIapAa, CTPEMSLIETOCs K BBIABICHHUIO JIEMEHTAPHOIO, HEPELyLH-
PYEMOro, HEYyHHYTOXKAEMOT0, HO 3Ta NpPEAEIbHas PEIyKLHs BBICTYIIAET B TO K€ BpeMs, KaKk
TOJICTOBCKOE «OIIPOLLEHUEY.

3anonro 1o ManeBuua cBOM «4€pHBIA KBaJpaT» KaK OpraHMYECKU CHHTE3 aroKauIl-
cuca v HUruiInM3Ma npeabsasuit mupy JleB Tomcroit. «Hamm noctossHHBIE CTpeMIICHUS K OY-
OyILIEMY, HE €CTb JIM IPU3HAK TOT'O, YTO KU3Hb €CTh PACHIMPEHUE CO3HAHUA? — CIpalIMBall
ce0s Toncroil. — [locTeneHHO co3HAEIb, YTO HET HU MaTEPUAIBHOTO, HH JTyXOBHOTO, a
€CTb TOJIBKO ITPOXO0XKJIEHHE Yepe3 Ipeielibl BEUHOr0, 0ECKOHEYHOr0, KoTopoe ecTb Beé ca-
Mo B ceOe u BmMecte ¢ TeM Huuto (HupBana).

BuumarensHbIi 1 TBITIUBBIN unTaTens Tpakrata Toncroro o6 uckyccerse K. Manesuu
HOMBITAJICS. Pa3BUTh 3TOT 00pa3: «...TaK KaK BCAKOE MPEACTaBICHUE HE JEHCTBUTEIBHOCTD,
TO U BC€ pazOrpaeMoe NpeCTaBICHUE HE MOXKET ObITh 1eHCTBUTEIBHOCTBIO, CIEI0BATEIBHO,
BcE pazbupaemoe «Huuto», T0 ecTh bor, BomeAmuii B MOKOH, 1 MOTYYHIOCh, 9T0 «HuuTo»
obuT0 Borowm, mpoiiis Yepe3 coBepIIeHCTBa, cTallo TeM ke «Huato», nbo u 6put0 M. «Hu-
YTO» HEJb3sl HU UCCIIEeI0BaTh, HU U3y4nTh, OO OHO «Huuro», HO B 3TOM «Hnuro» sBUIOCH
«UYr0» — uyenoBekK, HO Tak Kak «UTo» HMYEro He MOXKET MO3HATh, TO TEM caMbIM «YTo» cTa-
HoBuTtcs «Huuto» kak «becnpenmerHocTs» [4, ¢. 263].

B cdepe n3o0pa3uresnbHOro UCKyccTBa Uaesk onpoujerus HaxoauT y ToacToro BelpaxeHne
B aroJIOTMU He(UrypaTUBHOIO, B YaCTHOCTH, OpHaMeHTajabHoro. OH mumeT: «borock, 4To
3[IECh MHE CAENAIOT YIIPEK B TOM, YTO OTPUILIAsl TO, YTO MOHITUE KPACOTHI COCTABIISIIO IIPEAMET
MCKYCCTBa, sI IPOTHBOpeUy cebe, Mpu3HaBask OPHAMEHTHI MPEIMETOM XOpOIIETO HCKYCCTBA.
VYnpék 3TOT HecnpaBeUIMBBIN, TIOTOMY YTO COAEP’KaHUE UCKYCCTBA BCAKOIO POJa YKPALICHUI
COCTOUT HE B KpacoTe, a B UyBCTBE BOCXMIIICHHS, JTIOOOBAHMUS MEpe]l COUYETAaHUEM JIMHUN WIIN
KpacokK, KOTOpPbIE UCIIBITHIBANI XYI0’KHUK U KOTOPBIMH OH 3apakajl 3pUTeIIsD».

Haunbonee panukanbHyto (opMy uzesl ONpOLICHUs MOIyduia B cyxkaeHusx Toacroro o
Oynymiem uckyccrBa. ITo cymiectBy, B MbICIUMOM OyIylIeM OH OCTaBWJ XYJO)KHHUKY JIMIIb
cdepy NOIKYJIbTYpbl, KaK MbI TETIEPb €€ Ha3bIBaeM. «XyA0KHUK OyIy1ero, — cyaut ToscTol,
— OyzeT NOHMMaTh, YTO COUYMHUTh CKa304Ky, MIECEHKY, KOTOpasl TPOHET, MpUOayTKy, 3arajky,
KOTOpas 3a0aBUT, IIIyTKY, KOTOpasi HACMEIINT, HAPUCOBATh KapTUHKY, KOTOpast OyJIeT paloBaTh
JIECATKYU MOKOJIEHNI WM MUJUTMOHBI IETEW U B3POCIIBIX, — HECPABHEHHO BaXKHEE U IIJIOIOTBOP-
HEe, YeM COUYMHUTH POMaH, CUM(OHUIO WM HApUCOBATh KAPTUHY, KOTOpBIE Pa3BIIEKYT Ha KO-
POTKOE BpeMsi HECKOJIBKO JIFOZIeH OOraThIx KaccoB M HaBEKU OyIyT 3a0bIThl. O0IacTh e 3TOro
HCKYCCTBA IIPOCTHIX, JIOCTYIIHBIX BCEM UyBCTB — O'POMHA U IIOYTH €lle He TpoHyTa» [9, ¢. 200].
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A BOT Kak pa3BMBAaeT TOJCTOBCKYIO HACI0 onpouwjenuss ManeBuu: «5 roBopro BceEM:
OpochTe M000Bh, OPOCKTE ICTETU3M, OPOCHTE YEMOIaHBI MYPOCTH, HOO B HOBOH KYyJIbType
Ballla MyAPOCTh CMEIIHA U HUUTOXHa» [4, c. 63].

Tosicront Tak ke, kKak 1 ManeBud, OCTpO 4yBCTBOBAJI, YTO XYJIO0XKECTBEHHAs TpaguLus
BBIPOJIMIIACh B UTPY C MEPTBHIMH (OpMaMH, TO €CTh B MapOAHI0, MOT OBl JOOABHTH
T. Mann. Otum popMaMm OBITOBaHMS HCKycCTBa TOJICTOM TPOTHUBOIIOCTABUI HE IMPOCTO
ATHUYECKH U SCTETHUECKU COCTOSATENbHBIC, HO BeUHbIE (POPMBI «OTMEHSIOUINE, — MO BBIpa-
s)kenuto b. I'poiica, — HCTOPHIO U TPOTrpeccy.

Oto emé B Hauvane Beka monsul U JleB Tporkwmii. B centsope 1908 r. B ouepke «Jle
ToncToi» oH mucan B mBeinapckoit «Neue Zeit» (Tocie peBONIOIUH 3TOT OYEPK BOMAET B
kuury Tporkoro «IIpoGnemsr KyneTypsl. Kynbrypa craporo mupa»): «Toictoil He mpu-
3HaeT uctopuu. B aToM ocHOBa Bcero ero mbinuieHus. Ha aTom noxourtcs meradusnueckas
cB00OA €ro OTpUlaHus, KaK U MpaKkTUYeckoe Oeccuine ero npomnopeau. Ta yemoBeueckas
JKU3Hb, KOTOPYIO OH MIPHEMIIET, ObUTas )KU3Hb YPaTbCKUX Ka3aKOB-XJICOOMAIIIEB B HE3aHS-
TeIX crermsix Camapckoil ryOepHHU — coBeplIajach BHE BCSIKOW MCTOPHU: OHA HEM3MEHHO
BOCITPOM3BOJWIIACH, KAK )KU3Hb YJIbsl WIM MypaBeiiHuKa. To ke, 4TO JIFOAU Ha3bIBAOT UCTO-
pueil, ecTh IPOAYKT OECCMBICIHIIBI, 3a0TyKIEHUH, )KeCTOKOCTEH, HCKA3UBIIUX UCTUHHYIO
Iyury yenoBeuecTBa. be30os3HEeHHO-TIOCIeI0BaTENbHBIN, OH BMECTE C UCTOpUEH BbIOpachl-
BAET 32 OKHO HACJIEJACTBEHHOCTb. ['a3eThl M KypHaJIbl HEHABUCTHBI €My, KaK JOKYMEHTBI
TeKyuel ucropur. OH XoUueT Bce BOJIHBI MUPOBOT'O OK€aHa OTpa3uTh CBOEH rpynabto. Mcro-
puueckas cienora Toncroro nenaer ero IEeTCKH OECIIOMOIIHBIM B MUPE COLMAIBHBIX BO-
mpocosy [11, c. 207].

06 anTuuctopuszme Tomncrtoro mucan u bepases: «TonacToit oTpUIIaT UCTOPHIO U UCTO-
pUYECKHE 3aa4M, OH OTPEKAJICS OT BEJIMKOIO UCTOPUUYECKOTO MPOILIOrO U HE XOTEJ BEJH-
KO0 MCTOpUYecKoro Oymymiero. B aTom pycckasi peBojIousi BepHa €My, OHa COBEpIIACT
OTpeueHHE OT MCTOPUYECKUX 3aBETOB IMPOIUIOT0 M HCTOPHUYECKUX 3ahay OyIyIero, oHa
XoTena Obl, YTOObI pyCCKU HApOJ HE KU HICTOPUUECKOH Ku3HbI0. 1 1o100HO ToMy, KaK y
ToncToro, B pyccKoi peBOJIOLUU ITO MaKCHUMAaJIMCTHUECKOE OTPHULIAHUE HCTOPUYECKOTO
MHUpa POXMACTCS M3 HMCCTYIUIGHHOW »ramuTapHoil ctpactd. [lycTh OymeT aOcoioTHOE
ypaBHEHHE, XOTs ObI TO OBUIO YpaBHEHUE B HEOBITUH ! ).

WTak, MOXXHO JOIYCTUTh, YTO paJuKalibHAsl KyJbTypHas peBomtouus B Poccum Hauva-
nack He ¢ Jleda, He ¢ ManeBuya, MasikoBckoro u Meiiepxoiibia — oHa Hadayach ¢ ToJcTo-
ro. IMeHHO B TOJICTOBCKOM OYyHTE MPOTHUB COBPEMEHHOW IMBWIIM3AIMM TaK IpamMaTHYHO
MPOsIBUI ceOs PyCCKHiA XapaKTep BO BCeid ero 6e3y1ep:KHOM CTUXUITHOCTH.

[TepBbIM, KTO TIpsiMO OOBUHII TOJICTOTO M «TOJICTOBCTBO» B KYJILTYPHOM IIOTPOME, YCTPO-
SHHOM PYyCCKO peBoronuel, Obi1, kak n3BectHo, H. bepuses. B pabdore «/lyxu pycckoii pe-
BOJIOLIMI» OH TmHcall: «ToNCToN ylnoBUI U BBIpa3ui 0COOCHHOCTH MOPAJIbHOTO CKJIaga 00Jib-
IIel YacTH PYCCKOM MHTEIMI€HIMHU, OBITh MOXET, PYCCKOTo 4esioBeka Booomie. 1 pycckas
PEBOJIIOIHS SBIISIET CO00M CBOEOOpa3HOE TOPIKECTBO «TOJICTOBCTBa». Ha Hel oTneuatnencsa u
PYCCKUM TOJICTOBCKUN MOPAIM3M U PYCCKasi aMOPAIbHOCTh. JTOT PYyCCKUNA MOpPAJIM3M U 3Ta
aMOPaJTLHOCTh CBSI3aHBI MEXKTY COOOH U SBIISIIOTCS ABYMSI CTOPOHAMH OJTHOM M TOM e 0oe3-
HU HPaBCTBEHHOI0 CO3HaHUs. Pycckuil uenoBek He YyBCTBYET ceOs B JOCTATOYHOM CTENEeHU
HPABCTBEHHO BMEHSEMBIM, I OH MaJIO IIOYMTAET Ka4eCTBa B IMYHOCTU. DTO CBSI3aHO C TEM, UTO
JMYHOCTh YyBCTBYET CE0sl OTPYKEHHOW B KOJUIEKTHUB, TMYHOCTh HEJOCTATOUHO €IIIE PACKPHI-
Ta U CO3HaHA. Takoe COCTOSHME HPABCTBEHHOTO CO3HAHMS MOPOMKAAET LENbIM psiJl IPETEH3UH,
00paréHHBIX K CyAb0e, K HCTOPUH, K BIACTH, K KyJILTYPHBIM LIEHHOCTSIM, JUISl TAHHOM JTMYHO-
CTH HEIOCTYNHBIM. <...> PycCKOMY U€lIOBEKYy TpYyJHEE BCETO IIOYYBCTBOBATh, YTO OH CaM —
Ky3Hell CBoel Cyap0bl. OH HE JIIOOUT KAueCTB, MOBHIMAIONINX KH3Hb JITYHOCTH, U HE JTFOOUT
cuiibl. Besikast cuia, OBBILIAKOIIAS JKU3HB, IPECTABISAETCS PYCCKOMY YENIOBEKY HPAaBCTBEHHO
TIOJIO3PHUTEIILHOMN, CKOpee 370K, yeM 100poit. C 3THMU 0COOSHHOCTSMU MOPATIBHOTO CO3HAHUS
CBSI3aHO U TO, YTO PYCCKHI uesioBeKk OepeT Mo HPaBCTBEHHOE MOI03PEHHE LIEHHOCTU KYJIbTY-
pel. Ko Bcell BbICHIEH KyJIbTYpEe OH MPEABSABISET LENbI psJl HPABCTBEHHBIX MPETEH3UN U HE
YYBCTBYET HPAaBCTBEHHOMN O0S3aHHOCTH TBOPUTH KyJIbTypy. Bee ot ocobeHHocTH 1 60se3Hn
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PYCCKOTO HPaBCTBEHHOT'O CO3HAHMS NPECTABIISAIOT OJAronpUsTHYIO TOYBY JJISi BOZHUKHOBE-
Hus ydeHus Toscroroy.

[Ipenreueit 6onpeBusma cunran Toscroro He Tonbko H. bepases, Ho u OcBanpy 1lInenr-
nep. B kuure «3akar EBponb oH nucain: «ToncToil — BenuKuil BeIpa3uTellb NETPOBCKOTO -
Xa, HECMOTPS AK€ Ha TO, YTO OH €ro OTPULAET. ITO €CTh HEM3MEHHO 3ala/IHOE OTPHUIIAHKE.
Taroke u ['miboTHHA OBLTa 3aKOHHOM T0Yephbio Bepcass. OTa ToncToBCKas KIIOKOUYIas HeHa-
BUCTb BeIlIaeT MPOTUB EBpOIBI, OT KOTOPO# OH HE B cHiiaXx 0cBOOOANThCA. OH HEHaBUIUT €€ B
ce0e, OH HEeHaBUIUT ce0s. DTO JIenaeT ero OTIoM OoubleBu3Ma. <...> OH CTOUT MOCEpearHE,
Mexay Ilerpom Benmkum u GonbiieBu3moMm. <...> HenaBucts ToncToro Kk cOOCTBEHHOCTH
UMeeT TIOJTUTIKOHOMHUYECKUI XapakTep, ero HEHABHCTh K OOIIECTBY — XapaKTep COMUAILHO-
sTHYecKHid. Ero HEeHaBUCTh K TOCYJAapCTBY MPEACTABISIET COOO0M MOMUTHYECKYIO Teopuio. OT-
CIOJIa M €T0 KoJloccanbHOE BHsHUE Ha 3amamy [16, ¢. 119].

B 3axmtouenne oTMeTuM emié OAHO CTPAaHHOE COJMKEHUE B3IVIAZOB U OLICHOK: JESITENs
PYCCKOTO MOJIMTUYECKOTO aBaHrapaa Bmamumupa YibsHoBa (Oonee m3BectHoro kak B. Jle-
HUH) U penurno3Horo ¢unocodpa Huxonas bepasesa. Crates B.YnbsHoBa «JleB Tomcroii
KaK 3€pKajio PyCCKOM peBOIONNNY, onmyonukoBanHas B 1908 r. B razere «lIponerapwuii», 3a-
KaHYMBaJIach TaKUM ONTUMHUCTHUYECKUM BBIBOJIOM: «...NIPU HEYKIIOHHOM ...arHTalluu PEBO-
JIOLMOHHBIX COLMAN-IEMOKPATOB, HE TOJIBKO COLIMATUCTUUECKHUI MpOoJIeTapuat, HO U JIEMO-
KpaTH4YeCKHe MacChl KPECThSIHCTBA OyAyT HEM30EKHO BBIABUraTh BCE Oosiee 3aKaIEHHBIX
00p110B, BCE MEHEe CIIOCOOHBIX BIAATh B HAILl HCTOPHYECKUI TPEX TOJICTOBILIHHBI! .

Hudyero crpanHoro B 3Tom BbIBoZie HEeT. OH BHosHE npenackazyeM. CTpaHeH, o Kpai-
HEW Mepe, Ha NepBbIM B3I, CXOAHBIN BeiBOA H. beprseBa, kK KOTOpoMy OH NMPUILIEN yxKe
nocze peomonun — B 1919 roay: «Heo6xommumo ocBo6ouThCs 0T ToJCTOrO Kak OT HpaB-
cTBeHHOro yuutesnsd. [Ipeononenre ToiICTOBCTBA €CTh AyXOBHOE 0370poBieHue Poccun, ee
BO3BpAILIEHUE OT CMEPTH K KU3HHU, K BO3MOKHOCTH TBOPYECTBA, BO3MOKHOCTH HUCITIOJIHE-
HUH S| MECCUU B MUPEY.

Crout Baymatecs u B cinoBa B. [IlanamoBa, nucarens ¢ NATHAJUATUIETHUM OINBITOM
COBETCKHUX Jarepei: «HecuacTbe pycckoii urepaTypsbl <...> B TOM, UTO OHA JIE3E€T B UyKUE
7ieNa, HampaBIsieT 4y Kue CyAbObl, BBICKa3bIBAETCS MO BOMPOCaM, B KOTOPHIX OHA HUYETO He
MMOHMMAET, HE UMEsI HUKAKOTO MpaBa COBAThCsI B MOPAJIbHEIE MPOOJIEMBI, OCYKIaTh, HE 3HAS
W HE JKelas 3HaThb HuUYero. <...> Pycckue mnucarenu-ryMaHucTbl BTOPOM IOJIOBHHBI
XIX Beka, — 3axmrovaet [IlanamoB, — HECYT Ha JyllIe BEJIMKHUM IPEX YEIOBEUYECKOW KPOBH,
MIPOJUTOM MO UX 3HaMeHeM B XX Beke. Bce TeppopHuCThl ObLIIM TOJICTOBLIBI U BEre€TapuaH-
1161, BCE (P)aHATUKHU — YUYECHUKH PyCCKUX TYMAaHUCTOB. DTOT TpeX UM HE 3aMoyuTh. OT UX Ha-
cieausi HoBasi mpo3a oTka3biBaetcs» [15, ¢ 27].

O cymuiecTBeHHOM BIMsIHMM TosicToro Ha JieBopaaukainbHyto Poccuro nucan u Jles Tporr-
kuii B 1908 romy, npusHaBasi, 4to TOJICTOM: «IUTAET CBOEH KPUTUKOW CMYTHOE PEBOJIOLIMOH-
HO€ CO3HAHWE MHOTOYUCIIEHHBIX IPYII HAPOJHOIO CEKTAaHTCTBAY.

UYro e MOIJIM BBIYUTATH M YTO BBIUMUTAIU 3TH PEBOIIOLMOHHBIE CEKTAHTHI B paboTax
Toncroro 06 uckyccrae?

—UYro pa3 bora B HCKyCcCTBE HET, TO JBIP €ro, Oy ero, KT €ro U BcE 03BOJICHO.

A BBIYUTaB, OHU MOCTAPAITUCH KPEMKO-HAKPEIIKO BUUTATH ATO B PYCCKUM MHUP.
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UCKYCCTBO COLMOKYIIbTYPHOU MATONOI UM,
UIN TMBEJIb UCKYCCTBA OTMEHAETCA

T. ABOOHMHa
"omenbckui rocygapcTBeHHbIM yHUBepcnuTeT nMm. dpaHumcka CKopuHbI
(Comenb)

Havane XX BeKa KPUTUKU BAPYT 3aTOBOPUIH O KPU3KCE TBOPUECKOTO MOTEHITHAA

co3jaresei TuTepaTypHO-Xy10)KECTBEHHBIX U MY3bIKaJIbHBIX 00pa3oB. [lonemuka o

Cylib0e MCKycCTBa, MHUIMMPOBAHHAsT MOJEPHUCTAMU U MPEJCTABUTENSIMU colipea-
nu3Ma, OblIa 00yCIIOBJIEHA CTAaHOBJICHHEM U YNPOYCHHEM MOJCPHUCTCKUX TCUCHMH W Ha-
npasiieHUd XX Beka.

[Ipeobnaganne MpayHOTO KOJIOPHUTA, MECCUMHCTHUYECKUX HACTPOEHUI M TPEBOXKHBIX
MpPEeAYyBCTBUM, Tpareaus OTUY>KIEHUS JIMYHOCTH, UCTOPUUYECKOrO TYINHKA, 3aCTOS WM
JNBUKCHUS 110 3aMKHYTOMY KPYI'y — TaKOB 3MOLMOHAJIbHBIA HACTPOU MPOU3BEAECHUN MO-
nepuusma B juteparype (®. Kadxa, JIx. [xoiic, A. Kamio) u teatpe (3. HMonecko,
C. bexkker, XK.-II. Captp), B uzo0pasutensHom uckycctse (O. Kokomxka, C. anwu,
O. ankun) u my3sike (A. lllenbepr, I1. bynés, K. lltokxaysen, K. [lenaeperkunii), sspko
XapaKTEePU3YyIOUIUE TPAreut0 OTUYKJIEHUS JTUYHOCTH, HEKOMMYHHUKA0EIbHOCTH, KpyLIe-
HUS T'yMaHU3Ma, HCTOPUUYECKOTr0 TyIIHKa, 3aCTOSI WJIM JBUYKEHUS 110 3aMKHYTOMY KpYTY.

HcTtopuueckoe pazputue MckyccTBa XX B. MPEACTAaBICHO MHOr0O00Opa3ueM XyH0KecT-
BEHHBIX (popM MonepHU3Ma (MOHATHE MoOdepHU3M UMeeT 0000ImarIIee 3HaueHne U 000-
3HAYaeT COBOKYMHOCTh HEPEATMCTUYECKUX, aBaHTapJUCTCKUX METOJIMK B HCKYCCTBE MHU-
HYBILETO BeKa), OOBEIUHSIOMIEI0 B ce0€ MHOXKECTBO OTHOCHTEIBHO CaMOCTOSITEIbHBIX
UICHHO-XYA0KECTBEHHBIX HAIIPABJICHUN, PA3IUYHBIX 110 COLUATBHOMY MaciTaly M KyJib-
TYPHO-UCTOPHYECKOMY 3HAYCHHUIO (IKCIPECCHOHU3M, Aanau3M, (QyTypus3Mm, aOCTpaKIHo-
HU3M, NIOM-apT).

B nepsoii nosoBuHe XX B. aBaHrapAu3M Kak XyJO0’KECTBECHHasi CHUCTEMa IIPOSBWICS B
TaKUX SCTETHUECKUX IKCIIEPUMEHTAaX, KaK CIOppeaan3M, KOHCTPYKTUBU3M, (DOBU3M, CyIpe-
MaTu3M, HeopeanusMm u ap. (puc. 1). [IpeacraBurenyn OCHOBHBIX HAINpaBICHUN M TEUCHUN
MOJIEpHHM3MA JTHOO OTBEPIJIIH, JTUOO 10 HEY3HABAEMOCTH MPEOOpa3uIN BCIO CUCTEMY XYJI0-
KECTBEHHBIX CPEJCTB U MPUEMOB; B M300pa3UTEIILHOM HCKYCCTBE, HAIPUMEP, 3TO BbIpa3u-
JOCh B HM3MEHEHUH NPOCTPAHCTBEHHBIX H300paXEHUH M OTKa3e OT XYJI0KECTBEHHO-
00pa3HbIX 3aKOHOMEPHOCTEH.

B nckyccrBe XX Beka OTYETIMBO MPOCIEKUBAIOTCS JIBE OCHOBHBIC TCHICHIMH: 1) HO-
BaTOPCTBO (TMOMCK HOBBIX PEATTUCTHUECKUX (POPM) U 2) aHTUTPAIULIIMOHHBIE YCTPEMIICHUS
(oTpuIaHKE TPEAIIECTBYIOMIUX XYA0KECTBEHHBIX TPAIUIU). DTO MOJAEPHUCTCKOE HUCKYC-
CTBO KaXIbIH pa3 BBICTyHAaeT C MO3UIUN OTKPHITUS HOBBIX IMyTEH U MOTOMY Ha3bIBAETCS
asameapoom.
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I/IﬂeﬁHO-XyHOH(eCTBeHHLIe Hanpae/ienua aBaHrapam3mMa

'
v v v v v

Dxenpeccuonuszm / Maoauszm Dymypuszm Abcmpakyuonusm ITon-apm
UMRBPECCUOHUZM

cloppeanusm

mevenus: ||]|::>

non-apm
Kunemuueckoe

KOHCIPYKMUGU3M
cynpemamusm
AyuuIM
adcmpakmuolii IKc-
npeccuonusm

UCKyccmeo
2uneppeanusm

Puc. 1. I/IﬂeﬁHO—Xy,HOH(eCTBCHHLIC HaIlpaBJICHUA U TCUCHUS aBaHIapAnU3Ma

HcToku oTedecTBEHHOTO aBaHTap/a ClIeAayeT UCKATh, BEPOSTHO, B HEODUITUATBHOM aH-
nerpaynae 60-70-x rogoB XX B. HehopmanbHOe HCKYCCTBO IIECTUIECITHUKOB 3apOrK/a-
J0Ch B aTMocdepe XpYIIEBCKON «OTTENeNn, KOTaa Jt00ast MOpIHs CBOOOIBI TTOCIIE Y)KAacOB
CTAJIMHCKOTO Teppopa OMbsHSIA, a 3UsSHUE MyCTOThl HA MECTe pa3pylIEHHBIX LIEHHOCTEH
KyJbTYpBl COllpeaiu3Ma TOMUJIO CO3HAHHEM «IyXOBHOTO BakyyMmay». BosHukana nuxopa-
JIOYHasi TOTPeOHOCTh ero 3anodHuTh. Toraa, B 1962 roay, ¢ nonaun H.C. Xpymésa HoBa-
TOPOB-a0CTPAKIIMOHHUCTOB, UCTIOBEIOBABIIINX B CBOEM TBOPYECTBE MPUHITUIIBI «HOBOW pe-
QTBHOCTHY, «CTHJIb MOHYMEHTAJLHO-OSCIIPEIMETHOTO MPeoOpakeHUs HATYphl B HapyIIe-
HUE BCEX KAaHOHOB COLIPEAIM3May, IPOrPaMMHO OTKA3aBILUXCS OT MPOOJIEMHOCTH, CEPbE3-
HOCTHU, «JTyXOBHBIX IIyOMH — OT BCEro, YTO HANlOMUHAET YYHUTEIHCTBO U MPOPOUYECTBOY,
paau «UrpoBOM JTETKOCTH, BOJIBHOM ACCEMCTUKH U HECKOHYAEMOT0 OOHOBIICHUS XY I0KECT-
BEHHOTO si3bIKka» (B. XanuzeB). OTUX XyA0KHUKOB OOBHHUIIU B HETPAAUIIMOHHON XyH0XKe-
CTBEHHOW OpPHEHTAIMM U BBIHYJIWIN YUTH B «TIIyOOKOE MOAMOIbE» MoYTH Ha 70 HOATHUX
net. [la, abCTpakTHOE MCKYCCTBO HE BIMCHIBAJIOCH B KOHLEMIMIO KAHOHMYECKOIO collpea-
JU3Ma CTPaHbl, U HAIIMX HOBATOPOB JIYUIIle 3HATU U MOYUTAIH 3a TIpeaenaMu PoauHsI.

Ba)xHpIM KOMIIOHEHTOM B TEOPUHU aHJAETPAayHAHON KyJIbTypbl ObUla «aOCONIOTH3AIMS
0e3yMus», IpUIyUIMBOCTh U (PaHTACTUYHOCTH TOTO, YTO BO3HHUKAIO B MPEALIECTBYIOIIEM
BaKyyMe: «IpU3pavHble OOPBIBKHM BCSKHUX WICH, MagaBIINe B JCBCTBEHHBIC MO3TH» HOBO-
SIBIIGHHBIX «TBOPIIOBY», BBIMONTHUIA (DYHKIUIO TPOXOKEH, B UTOTE CO3AABAIIOCH OIIYIICHUE
cymacmiecTBusi. HemapoMm siBiieHHe, MOyYUBIIEECs B PE3yIbTaTe TAKOW MEIIaHUHBI, OBLIO
Ha3BaHO «IIU30UHON KyJIbTypoi». B Helt Bc€ oObenuHsu1 Opes, KOTOPBIM CO3HATEIBHO
KyJbTUBUPOBAJICS, CTAHOBSICH (opMoi oOmieHus. M3 cocTsazanust B 0€3yMHH POXKIAJICS
KOHTJIOMEpaT MapaJoKCalIbHBIX B3TJISAOB M «Ipou3BeleHH HcKyccTBay. «lllnzomanas
KyJbTypa», U3HAYAIBHO OPHEHTUPOBAHHAS HA MPPAIMOHATBHOE, YTBEpXKIaia, 4TO pPa3yMm
notepren GUacko M YTO JAJSl BBDKUBAHUS B OKpY)KArOIIeM abCcyp/ie Hy»KHBI COBCEM JPYTHE
cpenctBa. OTKa3 OT pasyma «IIM30UIbI» MCIONB30BAIM Kak MeToA. B uncrom Buzae sta
KyJpTypa 110 80-X roI0B HE JI0IIIa — OHA MpeoOpa3oBaiach (He 0€3 MOMOITH aMEePUKAHCKO-
ro Mom-apTa) B OTEYECTBEHHBIN COIapT U KOHLIENTYalIU3M, a OTCI0Jla — PYKOM MOJaTh 110 10-
CTMOJEPHHUCTCKOM Xy105KECTBEHHO-ICTETUYECKON KOHIICTIIIUN B UCTOPUU PYCCKOTO aBaHTap-
na. SIpkuMM TIpenCcTaBUTEISIMA HEO(UIMATbHOW aHAerpayHIHOHW KyinbTypbl 60—70-x TT.
XX Beka Obumm O. bemotun, b. Xyrockuii, M. IIBapuman, b. buprep, . Jluow,
M. I'pobman, B. Beiicbepr, D. lTeitabepr, 0. Mamiees.
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[Tpuieniiee UM Ha CMEHY IOKOJIEHHE XYAO0XKHUKOB CO34aJI0 CBOM TBOPYECKUM METOA B
COBPEMEHHOM HCKYCCTBE, NOJyUMBIINI Ha3BaHUE «akmyanbHoe uckyccmeoy. Cienyer oT-
METHUTb, YTO UCKYCCTBOBEJbI €II€ HE BbIpAOOTANU UYETKOW TEPMHUHOJIOTUU OTHOCUTEIHHO
MOHATUH U Ae(UHUIIIA COBPEMEHHOTO MMOM-apTa. Pa3HOBUIHOCTBIO COBPEMEHHOTO HCKYC-
CTBa SIBJIICTCS TaK Ha3bIBACMbIN KOHYenmyaausm, BOSHUKIINN elle B cepeauHe 60-X ronos
XX Beka U3 aBaHrapu3Ma, TOUHEe KOHIJoMepaTa (BCAYECKOM cMecH) aBaHrapIUCTCKUX
METOMK, KaK-TO: KyOu3M, CynpemMarusM, Jy4uusM, GyTypusM (Kak cam 1o cebe, Tak U ¢
npedukcamu Heo- U nocm-) u ap. KoHnenryanasHOE UCKYCCTBO, TIO CYTH, HIMEET HEKOTOPYIO
CXOMKECTb C KOLIAdMCEM, & «XyI0’)KECTBEHHBIH 00pa3) MPOU3BEJCHUH, BBIITOJHEHHBIX B 3TON
MaHepe, MPEJCTaBIseT cO00 HEYTO HECYIIECTBYIOIIEe, HEBO3MOKHOE, N300pakEHHOE TIO
IIPUHLIAITY COBMEILEHUSI HECOBMECTUMOTO. | TaBHOE 3aHATHE XyN0KHUKA — UIPaTh UICIMH,
co3/1aBaTh OOBEKTHI, TPOBOJNTH XYAOKECTBEHHBIC AKIIMH, MAHUIYJIUPOBATH oOpa3amMu U
CO3HAHWEM 3PUTEIIS.

Beipocmmii Ha «OANOIBHOM» HCKyccTBe 60-X, OTEUECTBEHHBIM aBaHTapAM3M «pac-
1Bém» B 80-¢ rojpl, MOJy4YUB BO3MOXKHOCTh CBOOOJIHO M3JaBaTh, CHUMAaTh, PUCOBaTbh, CTa-
BUTH Ha CIIEHE BCE YTO YTOJHO, JIUIIH ObI 3TO MOKYNaJ0Ch. JTO HOBOE HAIIPABICHHUE B OTE-
YECTBEHHOM KyJIbTYPE BO3HMKIIO KaK €CTECTBEHHAs HETaTHUBHAs PEAKLMS HAa KAHOHU3UPO-
BaHHBIN corpeanusM. Tenepb COBEPIIEHHO OYEBUIHO, UTO MOPAKEHNE KOMMYHHCTUYECKUX
U7ieajoB HE CaMbIM ONTUMAJIbHBIM 00pa30M CKa3aloCch Ha KyJbTYPHOM KHU3HHU CTPaHbI, Of-
HAaKO MOJIOAEXKHBIM aHJErpayHJl CBOMM BO3HHMKHOBEHHEM W CYIIECTBOBAaHUEM OO0s3aH
MMEHHO INPEXXHEH IOCyAapCTBEHHON MIECOJIOTHH, YCTaHABIMBABILEH KECTKUE PAMKH dCTeE-
TUYECKUX LIEHHOCTEH, U B OOpb0€ C UAEONOrM3UPOBAHHON OPHUIMAIBHON KyJIbTYpOH YT-
BEpJMIICSA KaK HEOTheMJIeMasi 4acTh KyJIbTYPHOTI'O CJI0s COBETCKOro obmiecTa. B aTom npo-
TUBOCTOSIHUM POJWINCH «aBTOPCKUN KHHeMaTorpad», 6apioBcKas MECHsS, XYJ0KECTBEH-
HBI aBaHrap], nojanoibHas aureparypa (B. BoitnoBuu, 1O. IlleBuyk, b. I'pebenuukos,
3. Jlumonos, B. Ioii u np.), a B3NET KyJIbTYphl aHACTPAyHAA MPUIIEICS KaK pa3 Ha KOHEI]
80-x rT., KOTJ]a CpeICTBAaMH POK-MY3bIKH, (pruaocodckoit myOIMIUCTUKNA OCYIIECTBISIIACH
TOTaJIbHAsl KPUTHKA YXOJSIIEH B HUCTOPUIO COLUAIBHO-3KOHOMUYECKOW CHCTEMBI, KOTO-
PYIO, BBIXOJIUT, HE pyraTh, a OJarolapuTh Haao 3a TBopueckyio nuuyy. (Ecom awkenue
HeNb35 OCTAaHOBHUTbH, TO €0 HAJ0 BO3IJIABUTh, a 3aTeM ynpasisaTh uMm! Ho naeonoram, no-
X0e, ObUIO He /10 KYJIbTYpPbl — CaMUM Obl BEDKUTH. W yITycTHIN MIaHC.)

Takum 00Opazom, B KysbType XX BeKa MOSBHIMCH HOBBIE TCHICHIINH, CBS3aHHBIE C OLIyIIIe-
HHMEM Xaoca, C OCO3HAHMEM OIPaHMYEHHOCTH COLMAIIBHOIO Mporpecca U OOs3HBIO, UTO PE3yIlb-
TaThl 3TOTO Mporpecca MOCTaBsIT MOJ] YIPo3y YHUUTOXKEHUSI CaMO BPEMs M IPOCTPAHCTBO KyJIb-
Typbl. OTCIO/Ia BBITEKAIOT CBOMCTBEHHBIE aBaHTap/ly MOMCKU YHUBEPCAIBHOTO XYJ0KECTBEHHO-
TO sI3bIKa, COMMKEHNE U CPAIlMBaHNUE PA3IMYHBIX XYI0KECTBEHHBIX HAIPABICHHUHN, «aHAPXH3M)
CTWIeH, UX OECKOHEYHOEe MHOT000pasue, IKIEKTU3M, KOJUIAKHOCTh, IIAPCTBO CYOBEKTHUBHOTO
MOHTaxa. MICKyCCTBO aBaHIapJHOIrO MOCTMOZIEPHU3MA YacTO BOCIPUHUMAETCS KaK YUCTOE DKC-
TIEPUMEHTATOPCTBO. B ampernbsckoit mybnukanmm «mnarax gopoxke aeHer?» Bukropust [Tomosa
THcaja, YTo Ha «APT-CECCUM» — BBICTABKE-KOHKYPCE XyJI0KECTBEHHBIX 00bEKTOB B BureOcke
(2007) — ObLIM TIpEACTaBIICHHl BO MHOTOM SIAaTa)XHbIE CTYACHYECKHE PaOOThI, BBHI3BABIINEC Y
3pUTENEeH MIOK: 3TO ¥ MYJIDK YEJIOBEYECKOTO Tpyma B Ipo0dy, ¢ MOYEPHEBIIUMHU OT CUTAPETHOTO
IbIMa JIETKUMHU; U «CTPAHHBIE OOBEKTHI BPOAE KYKJIbI B KEIE3HOU KIICTKE)», HABOAIINE «HA IPY-
CTHBIE MBICIIH O MOPAJIbHON M lyXOBHOM ITyCTOTE, MaTepUaIbHON 3aBUCUMOCTIY. KosaxHOCTh
HCKYCCTBa OCBOOOXKIACT €r0, TAKUM 00pa3oM, OT SCTETUUECKUX CBS3EH C JIFOOBIMU COLMATLHBI-
MH CTPYKTYpaMH, OT «BIyMUHBOW paOOThI C KapaHAIIOM M KUCTBIO» — M TBOPUECTBO YK€ HE
paBHO TBOpeHHI0. CyMacOpOICTBO U AMATaKHOCTh, BBI3bIBAIOLIAS I€P30CTh — B TOM CyTh aBaH-
rapaa. B monoctMonepHUCTCKUX KyJbTypax padoTana cucteMa «XyJOKHUK — TPOM3BE/ICHUE
HCKYCCTBa», a B IIOCTMOJIEPHU3ME AKLCHT NEPECHOCUTCS. HA OTHOLICHHE «IIPOU3BEIICHUE UCKYC-
CTBA —> 3pUTENbY). JTO CBUJAETENBCTBYET O NMPUHLMIHAILHOM W3MEHEHHUM CAMOCO3HAHHUS XY-
JIO’KHHKA: OH MEPecTaéT ObITh «TBOPLIOM», T.K. CMBICI MPOU3BEACHUS POXKIACTCSI HETIOCPEACT-
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BEHHO B aKTe ero Bocrmpustus. [IpousBeneHre aBaHrapau3Ma JI0DKHO ObITh 00S3aTENBHO YBH-
JIEHO, BBICTABJIEHO HAIIOKa3 — 0€3 3pUTEIsl OHO CYILIECTBOBATH HE MOXKET.

KynpTypa noctMoaepHi3Ma B €ro aBaHrapJAHOW UIOCTACH YXOAMUT OT AMAJIOTA, MpsSUeT-
cs1 32 000JI0YKOM Mepeipa3sHUBaHUS, IEMOHCTPUPYS «IUAJIOT» B EPEBEPHYTOM BHUIE. DTOT
npuéM BeAET K M3MEHEHUIO IIEHHOCTHBIX OpUEeHTalui oluiecTBa: EBpomy xopoiei xuBo-
MUCBIO U aKaJIEeMUYECKUMU CIOKETaMH C XOPOIIMM JINTEPATYPHBIM SI3bIKOM CETOAHS YIU-
BUTHh TPYJIHO, a OTOMY XYJOKHHUKHU MILYT HOBBIE IIyTH CaMOBBIPDA)KEHHSI B CUMBOJIAX M,
Yaiie BCEro, B KOMIBIOTEPHOU Tpaduke, OTKA3bIBAsICh OT T'YMaHUCTUYECKUX MPUHIIUIIOB U
3aMellasl UX UTPOBBIMHU, YTO HEMUHYEMO BEIET COBPEMEHHOCTh K Pa3pbiBy C TPaJHULIMEH,
IIPEKPALLEHUIO COJIEP/KATENBHOIO AUaora KyJabTypHbIX 310X. Hanpumep, eciau B KOHTEK-
CTE€ TPAAULIMOHHOW KYJbTYPhl XYJIO)KHUK — 3TO MacTep, TBOPUECKHI CyOBEKT, a Mepa ero
TaJaHTIMBOCTU CBSI3aHA C MEPOI OBIAJIEHUS MaTEpPHaAIOM HCKycCTBa (CIIOBOM, 3BYKOM,
[[BETOM, KAMHEM), TO B 3CTETHKE U UCKYCCTBE aBaHTap/ia U TEOPETHK, U XYAOKHHUK — QUry-
pBI MOTUYAIINE: B KOHTEKCTE TOCTMOAEPHUCTCKOM KYJIbTYpbl OOECIICHUBAIOTCS TOBI TPY/IA,
OTHYILLEHHOTO XYJI0XHHUKY Ha OBJAJCHUE PEMECIIOM, XOTS HE OTMEHSIIOTCS HHU TAJAHT, HU
UHTYUIMs. Bce aBaHrapHple TeUeHUSI UMEIOT OJIHO OOIlee: OHM OTKa3bIBAIOT UCKYCCTBY B
psIMOM M300pa3UTENbHOCTH, OTPULIAIOT IO3HABATENIbHBIE, WCTOJIKOBATEIbHbIE (YHKIUH
UCKyCCTBa. B 3TOl perymaHM3aniyi MCKyCcCTBa 3aKJIIOYAETCS €ro ys3BUMOCTb. 3a OTpHIa-
HUEM U300pa3uTENbHBIX QYHKIINNA HEM30EKHO CIeAyeT U OTPUIIAHKE caMuX (GopM, 3aMeHa
KApTUHBI WM CTAaTyu peasibHbIM NpeaMeroM. OTCro1a 3aKOHOMEPHBIN NIepexo], Hapumep,
K UCKYCCTBY IOI-apTa.

LenTpanbpHOi CTaHOBUTCA MPOoOJieMa «IUIETaHTU3MA B MCKYCCTBE», KOTJ1a OCYIIECTBIISA-
eTcs MEePEX0]l OT «XYJI0)KECTBEHHOIO MPOM3BEACHUSN) K «XYA0KECTBEHHON KOHCTPYKLIMK.
Ecmu scTeTrka paHHero MojiepHU3Ma 10 CBOSH MPHUPO/Ie He OblIa OOIIEIOCTYITHOM U HE TIpe-
TEH0BaJIa HA IIUPOKYIO MOIYJIIPHOCTh, OCTABASICh DIIUTAPHBIM HAIIPABICHUEM B UCKYCCTBE,
TO 3CTETHKA MO3/JHET0 aBaHrapja TPyAHA Uil BOCHPUATUS WHTEIUIEKTyallaMy, HO JOCTYIHA
HETrPaMOTHBIM, JIOJSM C NCUXMYECKUMH OTKJIOHEHHAMH M Hn3odppeHukaM. [lostomy ona
JOCTaTOYHO OPTaHUYHO BIHMCHIBAETCS B JIEBOPAIUKAIBHYIO KOHIIEIIIMIO SCTETUYECKOTO OyH-
TapCcTBa, CO3BYYHOI'O UESIM HOBOM CEKCYallbHOCTU U HOBOW YyBCTBEHHOCTHU. DTy K€ MBICIIb
MO>KHO BBIPa3UTh OoJsiee JETMKATHO: YTOOBI MOHSTH HEMPOCTOE MCKYCCTBO COBPEMEHHOTO
aBaHrap/Jia, Heo0X0JJMMO UMETh OCOOBI MHTEIJIEKT, MOCKOJIBKY «TBOPILY» HE HY>KHO OBITh
XYIO0KHUKOM, MY3bIKaHTOM, (hunocodom, eMy BooOIIe HE HY)KHO HUYETO yYMETh (MHa4Ye OH
SKOOBI «IPEBPATUTCA B pEeMECIICHHHKa 0e3 BCSIKUX TBOpYECKHX MbIciei»!). Ho kak Obl HU
OTKPEIIMBAIKNCh OT ICTETUKU COBPEMEHHBIE aBAaHTAPJIUCTHI, OHA Y HUX €CTh, TOJBKO Yallle
BCETO... IEPeBEPHYTAsE C HOT HA TOJIOBY TIO MPHHIUITY «0e300pa3Hoe MpeKpacHo, MpeKpac-
HOE — 0e300pa3HO U HET MEXIy HUMH TpaHuIl U pa3muuuii». Ha ocHoBe 3TOM dumocodcko-
XYJIO’)KECTBEHHOW KOHIIENIIMH POXKAAOTCS «IIPOU3BEACHUS», LIUTUPOBATH KOTOPHIE HEBO3-
MO>KHO TIO 3CTETUYECKUM COOOPaKEHUSIM: B HUX «HETPUIIMYHOE» C TOUKH 3pEHHs oblieue-
JIOBEYECKOM MOpAJId CJIOBO IPENOAHOCUTCS KaK JINTEPATYPHBIA U3BICK, «XYI0’KECTBEHHBIN
puéM HOBOH 3CTETUKM» (Hampumep, pomal . JInmMoHOBa «OT0 51, DIUYKay WIH CyNEpCo-
BpeMEHHas Mbeca Oenopycckoro npamarypra [lasna [Ipsokko «Tpyce» ¢ yaapenuem — oopa-
TUTE BHUMaHHE! — Ha MOCTIETHEM CIIOTe).

3HAKOMCTBO C MOJOOHBIMU XY/I0’KECTBEHHBIMU HK3€PCHUCAMU BBI3BIBAET OIYIICHUE, YTO
bor u HBIHE, KaKk B BeTX03aBeTHhIE BpeMeHa Kk MoBy, oOpaliaercss HEMOCPEICTBEHHO K CO-
BpPEMEHHOMY 4eJIoBeKy, roBops: «Kto celt, ompauaromuii IlpoBunenue cioBamu 6e3 cMbIC-
na?» [Uos, 38:1-5]. He capimiat u He moHUMAarOT... [loxoxke, aBaHrapAu3M € MOMOIIBIO
CBOMX XYJI0’KECTBEHHO-3CTETHUECKUX METOJIOB: YCIOBHOCTH (DOPM, KOHTYPHBIX OUEepTaHH
MPEIMETOB, UX BU3yaJIM3allUi, OTCYTCTBUS U3SIIECTBA B JIMHUAX M 00pazax, CXeMaTHYHO-
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CTH MeH3akeld — HE TOJIBKO CO31aET HOBYIO TBOPYECKYIO PEaIbHOCTh, HOBBIE Xy10KECTBEH-
HbIE 00pa3bl, HO U MBITAETCS BEPHYTh HAC B AIIOXY HACKAJIHHOHN JKUBOIIHCH.

B 90-e rr. XX B., yTpaTuB CBOEro MAEHHOI0 MPOTHBHHUKA, HA BHICMEMBAHUHU KOTOPOTO
KyJIbTypa aHIerpayHja BeIpadaThiBaia CBOM OPUTHHAIBHBIC CPEJCTBA M METOJIBI SCTETHYE-
CKOTO OTPAa)KEHUS JACUCTBUTEIBHOCTH, IIOAIIOIBHOE UCKYCCTBO» JIMIIMIOCH CBOErO I'pax-
JAHCKOTO COJepXKaHUs, KpUTHUECKOTO nagdoca, CTOIb NPUTATATEIBHOTO sl MOJOAEKHOTO
co3Hanus. K aTomy BpeMeHu Ha 0aze KOHCTPYKTHUBH3Ma, IPEEMCTBEHHO CBA3aHHOIO C KY-
O6u3MoM U (yTyprU3MOM, B MACCOBOM HMCKYCCTBE IOSIBIISIETCSI HOBBIN METOA — UHCMANAYUSA
(OykBaIbHO — YCTaHOBKA, MOHTaX, COOpKa, pazmerenue). Eciu, «o0masicey ¢ npuBbIYHBI-
MU TPOU3BEIEHUSIMU HCKYCCTBA, 3pUTENb NPUBBIK BUIETh MX pa3BEIIaHHBIMM Ha MpO-
CTPaHCTBE CTEH, CTOAIIMMH B BBICTABOYHBIX 3ajlaX, PEKpealusax IOMEIIECHNN, CAIOHOB, TO
MHCTAUIALUS — 3TO TO, YTO HAC OKpY’>KaeT: 00BEMHO-NPOCTPAHCTBEHHbIE KOMIIO3UIUH,
KOHCTPYKIIMH, COCTaBJICHHbIE M3 PA3JIMYHBIX MPEIMETOB, KaK MPaBUJIO, OBIBIIMX B YNOT-
pebieHnu. A ecTh emé M CTUIb TPILI: HAPUMEP, CKYJBITYPBI, «CO3AaHHBIE» U3 ITyCTHIX
KECTSHBIX 0AHOK M MPOYEro OBITOBOTO MyCOpa, TOXKE MOJIb3YIOTCS YCIIEXOM y CEroJIHSII-
Hel myOJUKH, TPUBBIKIIEH T1a3eTh HA BCE 4TO HU MOMos. YTo X, U TaKOH XyJ0’KECTBEH-
HBIM METOJ TOKE BBIPAXKACT XYJO’KECTBEHHO-ITUUECKHE IPEICTABICHHUS aBTOpAa U UMEET
CBOMX IIOKJIOHHUKOB.

Ilenoe HampaBieHUE B COBPEMEHHOM HCKYCCTBE CaMbIX IOCIEIHHUX JIET IPEICTABICHO
gudeoapmom, TBOpUECKash HUJesl KOTOPOTO OCYIIECTBIISCTCS C MOMOIIBI0 KOMIIbIOTEpa U
ctosna. KoHeuHblil pe3ynpTaT BUIEOTBOPUECTBA MPOELMPYETCS C SKpaHa HA CTEHY: CO3/aH-
HBII BU3yallbHBIN 00pa3 MpeeabHO MOHATEH U He TpeOyeT A «pacuIu(pOBKU» HIIEMEH-
TapHBIX 3HAHUI TEPMHHOJIOTUH, TIOCKOJIBKY B BHUIEOKJIMIE, KaK MpaBWiIo, HET (adyibl, U
3pUTENb CaM JIOJDKEH YTO-TO MNPEACTABISATE Ha OCHOBE JIMYHOCTHO-WHTEJUIEKTYaJIbHBIX
(xynpTypHBIX) accouumanuii. [IpeacraBureny 3Toil TBOPUECKONH METOIUKU — KIMIIMEHKEPHI
— pabotaioT OyKBaJIbHO Ha OCTPHE BPEMEHHU: UM HYXHO KaKIbIH JE€Hb COOTBETCTBOBATH
OBICTPO MEHSFOIIMMCS 3aIpocaM Ty OJINKH.

«HCTpYMEHTOM MBICIM» COBPEMEHHOIO XyJ0KHMKA CTAHOBUTCS PEMHHHCLEHIUS, a
BCE KYyJbTYPHOE IIPOCTPAHCTBO CTAHOBUTCS Pa3BEPHYTHIM OCCUMCIIEHHBIM KOMMEHTAPHEM,
CIUIOIIIHOM LIUTAaTOW K MPOMIEHHOMY — COLPEATIMCTUYECKOMY HUCKYCCTBY. IIpoTMBHUKN aH-
TUTPAAULIMOHHOTO UCKYCCTBA IMPEJCTABISAIOT aBAHTAPAMCTCKUE TEXHOJOTHUH OOpalIEHHBI-
MU B npouiioe WIN MPEANOUYNTAIOT «BUPTYAIbHYIO PEalbHOCTBY, TOCKOJBKY OosTCs Jei-
CTBUTEJILHOCTH, MyTAOIIEH CBOE HECTAOMIBHOCTBIO. DTO HE UTO MHOE, KaK XyJA0KECTBEH-
Has yOOrocTh M TBOpYECKass OECIIOMOLIHOCTh HOBOI'O MCKYCCTBA IEpeA CIOXKHOCTSIMU pe-
aJIbHOTO OBITHA. MOXKHO CIBIIIATH CYXKJIEHHUS O TOM, YTO MCKYCCTBO aBaHrapna 0e3pojHo,
0e3HalMOHAIBHO, YTO OHO, HAaXOAsIIeecs BHE HCTOPUH, IPOCTPAHCTBA U BPEMEHH, HE KOH-
KPETU3UPOBAHO HUKAKUMH NEPEKUBAHUAMU, CBA3AHHBIMU «C UCTUHHBIMU YastHUSIMHU Hapo-
na». Ho mpaBna B TOM, 4TO OHO «JIUCTaHIMPYETCS» OT KYJbTYpbl U BPEMEHHU, B KOTOPOM
KUBET, OT CTpaHBI C €€ Cyap00i M OT HapoJa C €ro peaJibHOW KU3HBIO. A Terneps Oynaer
YMECTHO NPUBECTH HEKOTOPBIE CYXKICHMS, WIIIOCTPUPYIOIIHAE KOHLENIHIO KPU3UCA HC-
KYCCTB, M XOTs BBICKAa3aHHBIE MBICIM OTHOCATCA K MOAEpHU3MY Hadana XX BEKa, HO OHU
BIIOJIHE AKTyaJbHbl U INPUMEHUTEIBHO K XapaKTEPUCTHKE XYJI0’KECTBEHHOIO Ipouecca
KoHIa XX — Hagajla XXI Beka:

— «TeXHHMKa U TEXHUYECKHUI pa3yM BBIXOJAIMBAIOT UCTOYHUKU MCKYCCTBA U BEIYT €ro
k rubenm» (I'. Mapkyse, K. JleBu-Ctpocc);

— «HBIHE COBEPILIAETCS MENJICHHAs! CMEPTh HCKYCCTBaY;

— COBPEMEHHOE MCKYCCTBO, CO3/IAI0IIEe «IPOTECKHBIE MCEBAOIIEHHOCTIY, SBISET COOOM
«My3€H COLMAaIbHOM U KyJIbTYPHOH IATOJIOTH; 3TO UCKYCCTBO «YHMKECHHs U IOHOLICHUS
YeJoBeKa <...> MOJATrOTaBIMBACT MOYBY JUI cBoel coocTBeHHoM rubdenmn» (I1. Copokun);
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— XYHOXECTBEHHAsl JEATEIbHOCTh IIE€pecTana IHUTAaThC XPUCTHAHCKOM BEPOM.
(B.B. Beiinie).

be3ycnoBHO, 3TH OmIymIeHnsT HeOECTIOYBEHHBI, OJTHAKO MOJO00HBIE MBICIH O TOTAJIHLHOM
KpPHU3UCE UCKYCCTBA U €r0 TYNHUKE U YMUPAHUU OKA3aJIMCh HECOCTOATENbHBIMU, T.K. B HCKYC-
CTBE W JIUTEepaType AToro nepuoja ostn ManH u Punbke, Axmarosa u [Inatonos, bynrakos
u Ilacrepnak. He orpunas cepbE€3HOCTH KPU3UCHBIX SBJICHUM B COBPEMEHHOM UCKYCCTBE, | .-
I'. 'agamep mpopodeckn yTBEp>KIall, YTO KOHEL[ MCKYCCTBA HE HACTAHET JI0 TeX IOp, MOKa
YeJIOBEK 00J1a/laeT BOJICH BBIpakaThb CBOM MeUTaHUs: «Kajxcowlli ouubouno npososenauiae-
Mblll KOHeY uckyccmea 6yoem cmano8umsCs HauaioM HOB020 UCKYCCMEay. ITO 3HAUUT, YTO
MOJIEPHU3M OTHIOJb HE N300peTeHne Xy 10’)KHUKOB pyOexa XIX — XX BB., a MOCTMO/IEPHU3M
— koHIa XX B.: MOJIEPHHU3M M MOCTMOJEPHU3M OBLIM BCEr/a, IOCKOJIBKY B UCKYCCTBE, KaK U
B JKM3HH, HA CMEHY YEMY-TO YCTOSIBIIEMYCS U YK€ OTXKMBAIOILEMY CBOM BEK IIPUXOJUT He-
YTO HOBOE, HEOOBIYHOE — TO, UTO JINOO MPOAOIIKAET, TMO0 OTPULIAET NMPEIIIECTBYIOIINE UIIEH
U BujieHHs. TakuM oOpa3oM, peayiu3M, HalpuMmep, 3T0 MOJAEPH — HOBOE 10 OTHOIICHHIO K
POMaHTHU3MY, a COLpEaIn3M, MPHUILEAININN Ha CMEHY pealu3My, HE UTO MHOE, KaK SIBJICHUE
nocTMozepHu3ma. Hacrosimume XyIoXKHUKH CIIOCOOHBI YCHEUIHO MPOTHBOCTOSTH pa3pyllu-
TEJIbHBIM BESTHUAM JIF000M 3I0XH, @ IOTOMY MCKYCCTBO KaK TakoBoe OyJeT BCerja, HO Kaue-
CTBO €ro OyJeT 3aBUCETh HE TOJBKO OT MHTEIUIEKTYaJIbHOIO, HO U 3CTETUYECKOrO pa3BUTHS
obmectsa. ([ait bor, yToObl B OyayIieM Hac He OXujaana Ta (haHTacTHYECKask PeabHOCTb,
KOTOPYIO NMPEACTaBUIIM CO3JaTeNHN Xy 10KeCTBEHHOro puibma «Kun-m3a-m13a»!!!)

MOo’KHO yCIbIILIAaTh YTBEPKIACHHUS O TOM, UTO PUCOBATh «TaKy Ma3HIO», KaK y IPy3HH-
ckoro camoyudku-npuMutuBrcra Huko [Iupocmanamsunu (Hampumep, «/IBopHHUK»), U pe-
0éHok cMmoxxeT. HaBepHOE, cMOXKeT, HO OyZET JIM ATO XyJI0KECTBEHHOE OTKpPBITHE — 3aBU-
CHUT OT MHOTHX ()aKTOPOB: OT CTaTyca XyJOXKHHKA, OT IPOMOYIIIEHA, OT COOTBETCTBYIOIIUM
00pa3oM HacTpOEHHON KpUTUKU. Beab u 00e3bsHa MOXKET HapuCOBaTh KApTHHY, 32 KOTO-
PYIO LIEHUTEIHN aBaHTAPJAHOTO UCKYCCTBA TOTOBBI OYAYT BBIJIOKHUTH KPYITHYIO CYMMY JICHET,
YTOOBI YKPAaCHTh CBOIO TOCTHHYIO, OOPMIICHHYIO B CTHJIE Xaii-TeK. 1 Beb 4YTO HHTEPECHO:
y OOJBIIMHCTBA HALIUX COCTOSATENIBHBIX COOTEUECTBEHHUKOB Ha O(UCHBIX CTEHAX U B rOC-
TUHBIX — JAEUIEBBIN MUPIOTPEO Ja MOTOYHO-IKCKIIIO3UBHAs A0CTPAKTHAsL KOJIOPUCTHKA (IH-
3aifHepckre 0(hOPMIICHUSI UHTEPhEPOB B COBPEMEHHBIX J0MaX YKpAIAIOT «I[BETACThIE IO-
JocaThle MaTpalbl B paMax», IIaBHOE — COOIIOCTH [IBETOBYIO TaMMy ITOMEILEHHS), a 3ana
MJIEET OT HAIIETO K€ COL-apTa — KOJIXO3HO-IIPOU3BOJICTBEHHBIX U BOEHHO-PEBOJIIOLIMOHHBIX
CIOXKETOB, IOPTPETHBIX IIEAEBPOB, OT KapTuH Burtanus [{Bupko, Antona bapxarkosa, bo-
puca Hemomusimero m apyrux OENOPYCCKUX XYIOKHHKOB BTOPOM TOJIOBUHBI XX BeKa.
(Hugero, xorma-HuOy1b MBI OIIOMHMMCS M HauHEM CBOM KYJbTYpHbIE LIEHHOCTH BO3Bpa-
mare Ha PonuHy, ckymas 3a 0acHOCIOBHBIE J€HbI'M HEKOIZa MO JeMIEBKE yTpadeHHoe!
A 410, Tak U *uBEM...) Ha caMmbIX IpeCTHKHBIX XYJI0’KECTBEHHBIX spMapKax 3amaja I1o
0aCHOCIIOBHBIM 1I€HaM (32 MIJUTMOHBI J0JUTAPOB!) KOJUICKIIMOHEPHI, 3HAIOIINE TOJK B CO-
BPEMEHHOM KOMMEPLHMAIU3UPOBAHHOM HMCKYCCTBE, CKYMalOT aBaHTapJHblE U MOCTMOJEp-
Hucrckue padotel [Tukacco, MaTtucca, Mupo. A BOT Hallli aBaHTapUCTHI HE TIPOJAIOTCS: B
3TOM HaIIpaBJI€HUM HaM, BUMMO, EBpomy He 1orHaTh, Aa U HAJI0 JIM, KOTJa Tak XOpoIlo (3a
100-200 mommapoB, TOBOPAT) PACXOAUTCS IO YaCTHBIM KOJIJIEKIUSAM OeIopyCCKHid colpea-
au3M 50—60-x ronos?!

B xunonente «Buyuka [Ipe3nneHta» ectb moOoOuYHas CIOKETHasi TeMa HEMPU3HAHHOIO
XyJOXHHMKAa. Mama pa3iayd4€HHBIX B MJIaZICHUECTBE OJIM3HALIEK MUIIET KapTHHbI, KOTOpBIE
HUKTO HE MOKYIAacT: KOMY HY>KHBI CEpO-4EPHO-3€IEHO-KENTHIE ITOJIOTHA C BUJIOM Ha KJIaj-
Oulle WM BBIIOJIHEHHBIN B T€X )K€ TOHAX HATIOPMOPT, M300paXkaroluil 3aBTpaK, COCTOs-
MUK U3 ABYX SUIL M Kycka xyieb6a? Takue 1mojsoTHa MOTYT YKpacHuTh HE JKWIJIOH MHTEphep, a
JMILb NEPEIBUAKHYIO SKCIIO3UIMIO BBICTABOYHOIO 3aja COBPEMEHHBIX UCKycCTB. KoHeuHo,
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Korjaa-HuOyap motom, jet depe3 20-30, oHH, BO3MOXKHO, CTaHYT IIEAEBPaMHU, KaK CTUXH
JYYIIUX U3 CUMBOJIMCTOB M QyTypucToB CepeOpsiHOTO Beka, — Hy »KHO BpeMs. YTto moxaena-
€lllb — XYJOKHUKH Yallle BCEro TBOPAT Ul BPEMEHH, a He AJis ce0sl, OCKOJIbKY TBOpYE-
CKHUE JIF0JIU — 3TO0, IO CYTH, U €cTh aBaHrapjl. OHU — IPOBOKATOPbI, HEMOHSITHIE COBPEMEH-
HUKaMHU, — MPU3BaHbI ONEPEXaTh BpeMs, B KOTOPOM KUBYT, U CTaBUTh (PyTypHUCTHYECKHE
BOIIPOCHI, OTBETOB HA KOTOPBIE MOKA HET B MPUPOJE; OHU — IMPOBULBI, KOTOPBIM OTKPHI-
BAlOTCA WCTUHA U TPsAyIIee, HEAOCTYIHbIE BOOOPAKEHHUIO PATOBOTO MOTPEOUTENS UCKYC-
CTBa; OHU — HAIlIK MPOBOJAHUKU B MUPE UPPEAbHBIX WILTIO3UN, BUPTYAIbHBIX TPOCTPAHCTB,
MOTYCTOPOHHHUX 00pa30B (Hampumep, Y. bocx — cpeHeBEeKOBBIM aBaHTapAUCT, HETTOHSTHIN
CBOMMH COBPEMEHHUKAMU, OCTAETCS 3arajikon U st MHOTUX KuByImuX B X XI Beke).

U Ttem He MeHee aBaHTrapAUCTCKUN HUTHIIN3M, OTKa3 OT PEeaJbHOCTU pajiud OTOOpaKEeHUs
«OK3UCTEHIMANBHOTO u3MepeHus xu3Hu» (B. Epodees) yamne Bcero cBuIeTENbCTBYET O
KOMILJIEKCE HEIMOJIHOLEHHOCTH XynoxkHUKa. [lo cyTu, mpousBeneHHe UCKYyCCTBa JOKHO
OBITH MOHATHO HE TOJIBKO Y3KOMY KPYTY €IMHOMBIIIICHHUKOB, HO U YHTATENIO (3pUTEIIO,
CIIyIIATENI0) BpEMEH DCXUiia, U MOTpeOuTento KyabTypsl, xuBiiemy B XVII, XIX Beke, —
TOT/1a OHO OYJIET MOHSATHO U TEM, KOMY TpeICTOUT 3aBepmiath X XI Bek. A moka... [Toka k
HCKYCCTBY 4YacTO IPUKACAIOTCS JIOAU, HUKAKOTO OTHOILIEHUS K HEMY HE MMEIONIIME, a sip-
JIBIKH «T€HHEBY», TUPAXKU U TOHOPAPhI pa3ialoT Topraiu oT uckyccrsa. Ho kak ObI Tiry60oko
HU 3al€ll IpoLEecC KOMMEpLUANIM3alUM, JeryMaHU3aluH, IEICTETU3alMM HMCKYCCTBa, a
LIEHHOCTU «TOJICTOTO KOUIEJIbKa» BCE-TAKM OPraHMYHO YYXAbl HACTOSILEMY HCKYCCTBY,
0COOEHHO OTE€YECTBEHHOMY.

Takoli MoOBOJ [Jii ONTUMHMCTHYECKMX MPOTHO30B Na€T HCTOPHUS HAICH JIMTEPATypBhl.
Ckonpko pa3 oHa ObIBajia Ha TpPaHW YHUUYTOXKEHUS: M B AMoxy mno3anero [lymkuna u Jlep-
MOHTOBa, U Ha pyOexxke XIX—XX BekoB, korga HUKoMy He u3zBecTHbIN Penop LllansmuH BbI-
CTynaj B IPOBUHIMAIBHBIX TeaTpax, a IoHblii Ceprelt Ecennn nckain s cBoeit Pycu Gecrio-
no6HbIe TodTHYecKue MeTadopel, 1 B 20-¢ TOAbl MUHYBIIErO BEKa, KOT/Aa B IOJBAIbHOU
koMHate bynrakos nucan «Mactepa u Maprapury»... Mcxons U3 TOro, 4ro B UCKYCCTBE,
KaK M B HayKe, BOOOIIE HE MOXET OBITh Jepikarelicii aOCOMOTHON UCTUHBI, MOYKHO CIIENIaTh
BBIBOJI: U MOJICPHU3M, U TIOCTMOZEPHHU3M — 3TO BCETO JIUIIIb BHYTPEHHEE OECIIOKOMCTBO HC-
KyCCTBa, 03a00YEHHOT0 3a/1auell CBEpUTH CBOIO 3I0XY € T03a0BITHIM B cyeTe BeuHbIM.

O TOM, 4TO Y OTE€4ECTBEHHOT'O MUCKYCCTBA OIPOMHBIN MOTEHIMA, KPACHOPEYUBO MOTYT
CBUJETEIBCTBOBATh MHEHHUS «CO CTOPOHBI»:

— Xan-Mapu bapp, onuH n3 Hanbosee KpynHbIX JesATeNeld COBPEMEHHOTO (hpaHIly3CKO-
ro kuHo: «HecMoTpsi Ha Xaoc, KOTOPbIA OXBAaTHUII BOCTOYHOEBPOIIEUCKUE CTpaHbl, TBOpUE-
CKMI MOTEHLMA UX XYJ0KHUKOB ropa3o MOIIHEE, YeM Ha 3amnazie»;

— Xpuctuan Kom06a3, uzBecTHbIi auTepaTypHblii KpUTHK: «COBPEMEHHOCTh AJII MOJIO-
IBIX PYCCKHMX IHCATENIel HE NOBEPHYTa CIIMHOM K 4eloBeuecKoMy... OHM HOYT OpsSMO K
[JIaBHOMY, K TOMY, YTO CTaHET, BO3MOKHO, B KOHIIE€ KOHIIOB HAaIllUM aBaHTapJIOM».

[Tpu 3TOM aBaHTrapAHOE UCKYCCTBO AHTUTOTAIUTAPHO, U «OMPEIEIIAIOIINM ISl HETO SIB-
JISieTCsl HE TOJBKO TO, YTO HET Oouibliie MU(OB €UHCTBA, HO U TO, YTO UX MOTEPS HE BBI3bI-
BaeT oropueHus» (K.-®. Jluorap).

Het, koHeuHO, HEe UKOHBI (WM HE TOIBKO MKOHBI!) TOJHKEH MUCATh HACTOSIIUN XyI0XK-
HUK, YTOOBI YBEKOBEUUTh UMs CBOE B KYJBTYPHOM KM3HU IPSAYIIUX MMOKOIEeHUH. Peub naer
He 00 3TOM KaHpe KUBOIMCH. Beiiie, mo Bceld BUAMMOCTH, UMEIT B BUy TO, YTO Ha3bIBaCT-
Csl TyXOBHOM KyJbTYpOH, a, KaK YTBEpPXKJAET LIEPKOBb, TyXOBHO BCE TO, «YTO CHAEIAHO IO
BroxHoBeHuto Cpsroro Jlyxa — Jlyxa HcTuHbl, Be3mecymiero M BCE HAIOJHSAIOMIETO».
Ho Benp lyx boxwuil He MOXKeT BIOXHOBUTH XyA0KHHUKA HAMIMCATh YPOUIMBBIE 00pasbl (pas-
BE UTO JJIsl BBIMOJIHEHUSI HEKOHM XYJI0)KECTBEHHOW 3a/1aud, pajd KOHTpacTa), Wiu o0y IuTh
nycaTessl K UCIOJIb30BaHUIO HELICH3YPHO JIEKCHKH Ha CTpaHMLAX pOMaHa, WK OJIarociOBUTh
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apTUCTOB 3CTPAJIbl HA MCIIOJIHEHUE MOUUIbIX MECEH U TPA3HBIX TaHUEB. BOT y» TO4HO: HE OT
bora 310 BCE, a 0T aykaBoro. KoHeuHo, 3aIIpeTUTENBCTBO HU K YEMY XOpPOLIEMY HE NPUBELET,
OJIHAKO M MOJYaHue (KOrja AENaroT BUJ, YTO HUYEro HE MPOHMCXOIUT) C MOITYyCTUTEIICTBOM
(gem OBbI IUTSI HY TEIIHJIOCK. ..) MTOJIOKHUTEIEHOTO pe3yiibTara He NaayT (Kak B cioydae ¢ Kara-
cTpoduUecKr pacnpocTpaHuBIeiics 3a nocienaue 10—15 ner neramuzamnueii groaen ¢ HeTpa-
JUIIMOHHOW CEeKCyallbHOM OopueHTauen): oXx, npuaér HoBblii CaBoHapona — HaBeAET MOps-
JOK. .. OIHaKoO MCKYCCTBO, TIOXOXE, Pa3HOE HYKHO M BCSIKOE BA)KHO, TaK KakK BCErjaa HauaeT
CBOHMX IICHUTEIICH U MOYUTATEIICH.

CyMMmupysi pa3MBIIUICHUS O TMPEICTABICHHON BBINIEC, HO JAJIEKO HE TMOJIHOW KapTHUHE
MCKYCCTBAa KOHIA XX BEKa, MOKHO CHENaTh BBIBOJ, YTO aBaHTapAW3M — 3TO HOBEHIIEe
CUHTETUYECKOE MCKYCCTBO, OUYEHb CIIOPHOE M MHOTOJIMKOE, HEOJHO3HAYHOE MO CTPYKTYype
U XyJIO’KeCTBEHHO-ITHUECKHM 3afadyaM. Ham, BOCHHTAaHHBIM Ha oOpa3lax KyJIbTypHOU
KJIACCUKH, aKaJeMHu3Ma, HEOOXOAMMO MOHHMMATh, YTO €CTh WHOM B3IUIAJ Ha TBOPYECKYIO
peaNbHOCTh U €CTh Opy20e UCKYCCTBO, KOTOPOE Mbl MOKEM MHJMBUIyaIbHO HE IPUHUMATD,
HO HE MOKEM OJHO3HAYHO OTPHULATH TOJBKO TOTOMY, YTO OHO HaMm He HpaBuTcsa. HaBepHoe
aydie OyneT Mpu3HaTh, YTO MBI €ro MpocTo He moHumaeM?! Oonako noowpams 6cé e
HeobXo0UuMo mo, 4mo A61Aemcs UCKYCCMBOM, CO30AHHbIM MEOPUECKOU MbICIIbIO OYXOBHO U
HPABCMBEHHO 300p08020 Yenoseka. KOHEeUHO, OompeAensiTh MyTH Pa3BUTHS COBPEMEHHOTO
HCKYCCTBA — 3TO 3aJla4ya MOJIOABIX XYJIOKHUKOB CJIOBA, KUCTH, 3BYKa, U €CJIM CErOJHS HUX
AMATAKHBIE apT-00BEKTHI JIUIITH SKCIIEPUMEHTHI U MIOUCKHU, TO 3aBTPa OHU, BO3MOXKHO, BOWi-
IyT B aHHAJIBI TBOPUYECKUX OTKPBITUH, a MOCIE3aBTPa CTAHYT KJIACCUKOU. A TIOTOMY — 2u-
benv uckyccmea ommensemcs!
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YTOMNMMUMYECKOE B CPEOOOBPA30OBAHNN ABAHITAPOA
(lWWeepbGapTt — TayT, Xne6HukoB — ManeBuny)

WU. OyxaH

Kadhegpa MCKyCcCTB

"ocynapCTBEHHOMO MHCTUTYTA YNpPaBeHUs U coLmanbHbIX TEXHOOIMI
Benopycckoro rocygapcteseHHoro yHusepcuteta (MuHCK)

peMeHHas JIOTMKa YTONMUA OCHOBAaHA Ha JIBOMHOW TEMIOPAJbHOCTHU. Y TOMUS SIBIIS-

€TCcs MPOEKTOM OyIyIIero U He CYLIECTBYIOIIETO €Ile MUpPa, CIIOCOOOM MPOpHIBA

JNECTPYKLUU 6Ce00uiez0 Hacmoaueco épemenu NoBceNHEBHOCTH. OIHAKO HM3Ha-
YaJIbHOM MPEANOCHIIKON MPOEKTUPOBAHUS YTOIMUECKOIO MUPA SIBIISETCS apXETUIINYECKOE
IPOIIJIOE, KOTOPOE B CHIIy CBOETO «(PHU3MUECKOrO0 OTCYTCTBUS» CTAHOBUTCSA YHHBEPCAJb-
HBIM MOJyJIeM (DOPMUPOBAHHS YTOIHUYECKOTO, C BO3MOXHOCTbIO OECKOHEUHBIX pPacCIIMpe-
HUI CMBICJIOBOTO IIPOCTPAHCTBA «IIPOLLIOTO BpeMeHW». DEHOMEH YTOIMYECKOrO BO3HHKA-
€T B TOT MOMEHT, KOT/1a OECKOHEUHO-0YIyIIIee CMBIKAeTCsl ¢ OECKOHEUHO-TIPOIIEIINM, BbI-
TECHSS HACTOAILEE BPEMS KyJIbTYPBI.

B 1IBONCTBEHHON TEMIIOPAJIbHOCTH YTOIHMYECKOIO IIPOCTPAHCTBA apXETUIINYECKOE
MpoIIoe (TeMaTudeckasi OCHOBA YTONHMH) U MPOCKTUPYeMoe Oyayiiee (MHTCHIIMOHATbHAS
CHJIa YTOIIMYECKOI0) TaKXKE OKa3bIBAIOTCS B JUAJOTMYECKON CUTYallMU UIPhl NPUTSHKEHUN
U OTTaJIKUBAaHUM, BBITCCHSS IPYT Apyra Ha MOBEPXHOCTH APXUTEKTYPHO-3HAKOBOIO IIPO-
CTpaHCTBa. JTa Urpa OOYCIIOBIMBAeT CIBUI B apXUTEKTYpHOW 3BOJIIOLMHU OT aBaHrapia
1910-1920-x x uctopunuzmy 1930-1940-x romoB. Ha moBepXHOCTH 3HAKOBOTO MPOCTPAH-
CTBa aBaHrapja JOMUHHUPYET paJuKajabHOe Oyylee; Ha MOBEPXHOCTU MUCTOPU3MA — KYJIb-
TypHOe mpouutoe. OJHAKO B OCHOBE YTOMHYECKOTO apXUTEKTYPHOTrO (popMooOpazoBaHHS
JIKUT JABYEAMHCTBO IMponuioro u Oyaymiero. Ha Hamr B3risi, HOYTH HEBEpOSATHAs IMHA-
MHUKa CMEH «aBaHTapA0B» U «UCTOPU3MOB» B apXuTekType 20 Beka 00bsICHsIEeTCsS UX o0Leit
TEMIIOPAJIbHO-YTONUYECKON OCHOBOM, B NEPCIEKTHBE KOTOPOM JIBE TEMIIOPAIbHBIE CHIIBI
YTOIHUYECKOTO BEAYT MEXIY co00i O0phOy 3a OBIAaJIEHUE CEMAHTUYECKON MOBEPXHOCTHIO
apXUTEKTYpHBIX popM. MHOo2000pazue ymonuueckozo, Kak HaM MPECTABISACTCSA, IBISETCS
BaXHEUIIIEW TEHIIEHIIMEH apXUTeKTypHOro onbiTa B 20 Beke. IMmeHHO B popme mMHOo2000pa-
3uA YTOIIMYECKOE CMOIJIO PEAIM30BaTh CBOM KOJIOCCAJIbHBIM CMBICIIOBOM ITOTEHIIMAI.

CraHoBiieHHE yTOMMYECKOTO [2, c. 45—62; 15] BecbMa pKO MPOSBUIOCH B HEMELKOW U
pycckoii (coBeTckoil) apxutekTypHoii cutyaruu 1900-1930-x rofoB, BeIpa3uB IpU 3TOM
o0mive TeHACHIINA Ky IbTyphl 20 Beka.

I'eHe3nc yTonmuueckoro IMpOCTPAHCTBA, KAK IPABHIIO, OCHOBBIBAETCS HAa HEKOTOPOM
MEPBOHAYAJIbHOM HMITYJIbCE, Pa3pbIBAIOLIEM CUCTEMY MPUYMHHO-CIEICTBEHHOW JIOTUKH
HacmoAawyez0 1 HaAMEUaIOIEM HOBOE TPAHCLEHJEHTOE €IMHCTBO, IOJIAra€MOE B OCHOBY
«apXMUTEKTYpbl 3€MHOH moBepXHOCTH» (BblpaxkeHue Kaszumupa Manesuua). Takum um-
IIyJIbCOM JJI1 HEMELIKOT'O M PYCCKOI'0 aBaHrapja cTajla MJesl TPaHCLICHJEHTHON BEpTUKaJIb-
HOW OCH — BEPTUKAIH, MPO3PAYHON MO OTHOIIEHUIO K JUHAMHKE MHUPOBBIX SHEPIUU U Kak
OBl CBsI3yIOLIEH YPOBHHM MUpO3aaHus [12].

B cBoeii aBToOmorpaguu Kasumup ManeBuy ynoMuHaeT 0 «OOJBIIOM COOBITHMY,
CTaBILIEM IIEPEIOMOM B €ro paHHEM TBopuecTBe. OH MUILET, YTO €ro TBOPUECKUH MyTh ObLI
«HEOXKUIAHHO TIPUOCTAHOBJICH OOJIBIINM COOBITHEM». «S1 HATKHYJICS Ha ATIO/AX Ha U3 -
Iy BOH BBIXOJLIEE SBJICHHE B MOEM YXHUBOIMCHOM BOCHpHUATHM npuponsl. [lepeno MHOMI
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CpeIH JepeBhEB CTOST 3aHOBO OEJICHBIM MEJIOM J0M, ObUT COJTHEUYHBIH JeHb, HE0O KOOaNb-
TOBOE, C OJTHOM CTOPOHBI JOMa ObljIa TEHb, C APYTOM — COJIHLE. S BlIepBbIE YBUIEI CBETIIbIE
peduiekcel roxyboro Heba, yMcThie Mpo3pauHble ToHA. C Tex Mmop s Hayajl paboTaTh CBET-
JYI0 KUBOTHUCH, PAJIOCTHYIO, COTHEUHYIO» [4].

Bo30yxnenne ManeBuua 1o BO3JeMCTBUEM UYBCTBEHHOT'O 3pEHINA OTPAKAIOLIMXCS
JpyT B Apyre NPUPOAHBIX (pOpM, Ha MEPBBINA B3I, JIEKHUT B KOHTEKCTE UMIIPECCUOHUCTH-
YeCKHUX BlevaTieHuid. ABroOuorpaduyeckas 3amuch MOJy4yaeT COOTBETCTBUE B HECKOJb-
kux 3Tiogax 1904—-1906 romgos, uzoOpaxaronux O€jblid JOM B LIEHTPE caja, Ha TOBEPXHO-
CTH KOTOPOTO pasbIrpeiBaeTcs 00pbba peduiekcoB Heba u 3eminu [4, ¢. 111]. B aBToOuorpa-
¢dugeckom GparMeHTe u 3TIOAAX €CTh, OJTHAKO, HEUTO OOJIbIIee, HEXKEIN UMIPECCHOHUCTH-
YyecKas «3aluch» NEepBUYHBIX YyBCTBEHHBIX 00pa30B M3MeH4YMBOM Cpelbl. «3aHOBO Oere-
HBII JOM», PACIOJIOKEHHBIN B LIEHTPE BU3YyaJbHOM BceneHHOHN, CTaAHOBUTCS MPO3PAvYHbIM
MEIMaTOPOM B JIBUKEHUU CBETOHOCHBIX SHEPIUi MEXy HEOOM U 3eMIIe.

TBopuecTBO ManeBuua, Kak M3BECTHO, XapaKT€pU3yeT yAHUBUTENIbHAS JIOTMKA BHYT-
PEHHEr0 pa3BepThIBaHUSA, KOT1a UACH, TOJIBKO KOCBEHHO HAMEUEHHBIE B PAaHHUI IIEPUO],
MOCTENIEHHO pa3pabaThIBaJIUCh M 3aTEM IOJIy4Yald HEOKMJIAHHOE BOIUIOIIEHHE B CTPYK-
TypHbIX cuHTe3ax 1920-x rogoB. Tema goMa, pacroI0KEHHOTO0 MeX1y HEOOM U 3eMIlei,
BCTPOEHHOT'O B UT'PY BEPTUKAIBHOTO ABUKEHUS SHEPIHil, Takke He Oblia 3a0bITa U MOJY-
4aeT CBOE CTPYKTYPHOE 3aBeplIeHUE B apXuTekToHax 1920-X rogoB n mo3gHUX apXUTEK-
TypHO-purypaTuBHBIX JanamadTax pyodexa 1920-1930-x rogos. B atux obpasax, k aHa-
JM3y KOTOPBIX MBI €I€ BO3BPATUMCS, OTPa3HIach U MOJydniIa cBoe 0000IeHHe 0Ha U3
(GyHIaMEHTAJIbHBIX HJEH HEMELKOr0 W PyCCKOIO aBaHrapja — HJes CBETONPO3pavyHOn
OCH-MEIMATOpa, BCTPAUBAIOIIEHCS B CTPYKTYpY MHpa M CO3JAIOLIEH UIPYy NEpPETEKaHUs
SHEprui.

O06pa3 cBeToNpO3pauHON APXUTEKTYPHOI CTPYKTYpbI-MEHAaTOpa, BHOCAIIEH B MUP HO-
BbIIl MOPSII0K, TOCTENIEHHO TPaHC(POPMUPYIOLINI BECh peanbHbIN OTOK BELIEH, poKaaeTcs
B «(paHTactuyeckoil mpose» Hemeukoro nucatens Ilayns Ileep6apra. Ero obpasbl Ha-
MTOJTHEHBI TPETIETOM HCIIOJTHSIONINXCS OMOIEHCKUX MPOPOYECTB, OHU CO3/IAI0T CMBICITIOBOM
Kapkac apxuTekTypHbIX ¢anTtazuii 1910-1920-x rogos. Llentpansuas Tema llleepGapTa —
MPO3PAUHbII CTEKISIHHBIM MHUp, MOKPBHIBAIOMINN 3€MIII0, HAIlOJTHEHHBIH UTPON MHPOBBIX
sHepruil u xak Ol npopactaromuil B He6o. Otot crexnannbiii Mmup llleepOapTa He sBIs-
eTCsl, CTPOTO TOBOPS, (hanTacThkoil. MiTorom pa3Butus ero uiaei crana kKHUTra « CTEKIISTH-
Hasl apXUTEKTypa», ¢ MPAaKTUYECKUMHM PEKOMEHAALMIMH, OTHOCAIIUMUCA K PEKOHCTPYK-
[IUY MUPOBOW apXUTEKTYPHI HA OCHOBE CTEKISTHHBIX (DOPM M TOCBSIIEHHAS apXUTEKTOPY
bpyno TayTy (KOTOpBIH U B3sUICS 3a MPaKTUYECKYIO PEan3allI0 CTEKISTHHOTO apXUTEK-
TypHOTO MHpa). «YTOOBI MOAHATH KyJIbTYpPY Ha Oojee BHICOKHI YPOBEHb, MbI BBIHYKJIE-
HBI, XOTUM MBI 3TOT'O UM HET, IPe0Opa30BaTh HAILy apXUTEKTYpy. DTO CTAHET BO3ZMOXKHO
JUIIb TOTAA, KOTJAa MBI OTKAXEMCS OT 3aKpBITBIX NOMEIIEHUI, B KOTOPBIX Mbl KUBEM
ceituac. OCynieCTBUTh 3TO MOXKHO JIMIIb C TOMOUIBIO CTEKJISTHHOW apXUTEKTYpPhl, KOTOpas
IIPOITYCKAET COJIHEYHBIM M JIYHHBIN CBET, a TAKXKE CBET 3BE3]] HE TOJIBKO YEPE3 OKHA, HO U
yepe3 CTEHbI, CAETaHHbIE U3 I[BETHOI'O CTEKJIA, KOTOPBIX JOJIKHO OBITh YEM MOXHO 00JIb-
me. Ta HoBasg Cpena, koropast OyAeT Mpu 3TOM CO3/aHa, MPUBHECET C COOOH U HOBYIO
KyJbTypy» [16, p. 11].

B pacckaze «HoBast xu3Hb. ApxutekTypHblid anokaiauncucy (1902) [leepbapt Habpa-
ChIBAET JpaMaTUYECKH 00pa3 Mpo3padyHOM apXHUTEKTYpbl, MPOHU3aHHOW CUSHUEM MHUPO-
BbIX 3Hepruil. «CKBO3b NpO3payHbIE CTEKJIA MPOCBEUMBAET HOBOE CUYACTHE B CHEXKHYIO
HO4Yb. CMarapioBble IIapbl CHAIOT 3€JICHBIMH CBETOBBIMH KOHYCAaMH B YEPHOM MHMPOBOM
npoctpancTBe. CandupoBble OANTHU BHITSATUBAIOT BBHICH CBOM BEMYECTBEHHBIE MPO3pad-
Hble CHTYdTHL...» [17, p. 152]. IlocTenneHHO 00pa3 MPO3pavyHON CTEKISHHOW apXUTEKTYPhI
[leepbapTa mpuobOpeTaeT Bce OoJiee OTYETIMBYIO CTPYKTYPHYIO COOTHECEHHOCTh C MHUPO-
BoM Tomojoruei. CTEKISHHBIM MaBWIHOH (JBOPEI]) yCTAaHABIMBAETCS B IIEHTPE TOpoja
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(mupa). CTeKISIHHBIN XpaM YBEHUUBAET OKHBIN ToJtoc. J[oM mpeBpaliaercs B OpraHoro-
N00HOE 1IeJI0€, TPOpacTarollee CKBO3b MOJ3EMHOE MIPOCTPAHCTBO U yXoadiiee B Hebo. ['u-
TaHTCKOE BBIOIIEECS PACTEHUE SIBISETCA KOHCTPYKLUHMOHHBIM MaT€pUajioM J10Ma, OHO IIO-
CTETIEHHO MpopacTaeT, o0pa3ysi BCe HOBBIC YPOBHH-ITAXKHU. B (aHTaCTHUECKOM CIOXKETE O
CTEKJISIHHOM BbICTaBKe B lIeknHe OnuchIBaeTCsA CTEKIISIHHBIA TOPOJ, OKPYKEHHBIW MATH]IE-
CATUMETPOBOM CTEHOM M3 CTEKJIA, BEPXHSAS 4aCTh KOTOPOM MOKpPHITA CUHEH amallbraMOM.
Ota CTeHa MJIaBHO pacTBopsieTcss B HebecHOil nazypu. B pomane «JlezabenanHo» Beaercs
MOBECTBOBAHNUE O CTPOMTENBCTBE TMTAHTCKOM CTEKJISTHHOW OallHM — Masika Ha acTepoujie
«[Tanmana» — nmo3aHeieM ananore BaBuioHcko# OamrHu, mpoHu3bIBatolieil Hebeca. Eme
OJIMH CYIIECTBEHHBIN AJI1 MOHUMAHUS CMbICIIAa CTEKJIIHHOM apXUTEKTypbl o0pa3 — rpomMa-
HBbIE CTEKJIIHHBIEC TUIAMEHEIOIINE COOpYKeHus: Ha BcemupHoii BeicTaBke B MenbOypHe, Ha-
MMOMUHAIOIINE CBETSIIHECs Tophl [9, ¢. 314 — 347].

[Tpu sipkoM pa3zHoO0Opa3nu GPopM «CTEKISTHHOW apXHTEKTYypbD» ee obpa3 y lLlleepbapta
MOJIy4aeT BEChbMa OIpPEAENICHHbIE CTPYKTYPHO-TOMOJIOTMYECKUE KOOpAUHAThl. CTEKIISH-
Has apXUTEKTypa OKa3biBaeTcs B ()OKyce MUPOBOTO MPOCTPAHCTBA, B BEPTHKAIHLHOM ILjIa-
HE OHa IepecekaeT (M COEeNMHSAET) pa3IudyHble cpe3bl MUpO3AaHus. B cTekissHHON apxu-
tektype [layns [leepbapra HET pa3nuyeHuss MEXAy BHYTPEHHUM W BHEUIHUM: B HEll OT-
paxaeTcsi U CONMPUCYTCTBYIOT HEOO M 3e€MJIs, & CBOUMHU KOPHSMH OHA YXOJUT B MOA3EM-
HbIl Mup. OHa BO3HUKaeT Kak cBoeoOpaszHasi mpo3payHas OCh TPaHCLEHJIEHIIUU, CKBO3b
KOTOPYIO OCYILECTBIISIETCS B3aUMOJCHCTBHE MHUPOBBIX ypoBHEW. CTEkno — ujaeanbHas
cyOcTaHIMs, OJHOBPEMEHHO OTKPBITAsl AJisi MPUHUKHOBEHMs PHEpruil mupa. Marepueit
CTEKJIIHHOM apXUTEKTYypbl CTAHOBUTCS HE CTOJBKO CTEKJIO, HO MPEkKIE BCEro, AParoleH-
Hble KaMHU M KPHUCTAJUIMYECKUE CTPYKTYpPBI, yIepKHBarolmue B cebe TaliHy OBITHS.
B 3T0#1 urpe orpaxkeHuii ¢ MEpOM, B CTEKJIISIHHOM apXUTEKType IMPOUCXOJUT CAMOPACKPHI-
THE OBITHSL.

CrekinsiHHas apXUTEKTypa CTAHOBHUTCA cBOeoOpa3HON mepcoHudukaimeit axis mundi.
Cucrema CTEKIISIHHOM apXWUTEKTYpbl 33Ja€T CTPYKTYpPY HOBBIX LIEHTPOB MHUPOBOIO IPO-
cTpaHcTBa. OTCIOZ]a HAUMHAETCS TOCTPOCHUE HOBOM CHCTEMBI «apXUTEKTYpPbl 36MHOM IO-
BEPXHOCTH.

[Tpomiecc ¢dopmupoBaHUsT 3TOr0O HOBOTO MHpa pa3BopaumBaeTcs B pacckaze «Hoas
KU3Hb. APXUTEKTYpPHBIN Anokamnrcucy'. Ha 3emio, 3aMep3UIYI0 U MOKPBIBIIYIOCS JIbJa-
MH, C JIaBHO MCYE3HYBILIEH XM3HBIO, CIIyCKAIOTCS JABEHaALATh apxaHreiaoB. OHU yCTaHaB-
JTUBAIOT HA JIESHBIX BEpIIMHAX 3eMJIM JIBEHAANATh T'PAaHAMO3HBIX XpaMoOB (MOTHUB axis
mundi); HaUMHAETCs BCEMUpPHAsl TpaHc(opMaIus U CKOBaHHAS JIbJaMH 3eMJIst TIpeoOpaxa-
etcst B cBeTsmmiics [lapagu3. BockpecaroT aymim, KOTOpble HAUMHAIOT XKUTh c8emom 0o-
YKECTBEHHOU CTEKJIIHHOU apXUTEKTYPBI.

CrexisiHHas apXUTEKTypa CTAHOBUTCS Mamepueil 6ceoduiezo memnopaibHo2o cosuzd,
B KOTOPOM apXETHUIMYECKOE MPOILLIOE HENnOCPEOCHIBEHHO COeOUHAemca ¢ OOPETAIONINM
MPOTSKEHHOCTh Oy yluM. J{aHHBIM TeMIOpaIbHBIA CABUT UCKIIOYUTENIBHO CYIECTBEHEH
s (POPMUPOBAHHS YTOIIMYECKOTO MPOCTPAHCTBA, TAK KaK UMEHHO B 3TOT MOMEHT «OTO-
Opaxxenus» (Abshattungen, mo repmunonoruu 3. ['yccepns [13]) HacTymaromero u orioT-
HSIOIIEToCss OyIyIIEro BBITECHSIOT HACTOSIIEE B «II0JI€ HATMYHOrO ObITHs». CTaHOBHUTCS
BO3MOJKHBIM BOCKPEIIEHUE APXETUIUYECKUOTO MPOIIIOro, KOTOPOE CTPEMUTEIBHO HAIIOJ-
HSET coJepkaHre 00pa30BaBUIETOCS BPEMEHHOTO POPHIBA.

Apxutektypa bpyno Tayra, Kak M3BECTHO, HEMOCPEACTBEHHO CBSI3aHHAA C TBOPYECT-
BoM llleepbapra, maer psi 3aBepIIEHHBIX MJIACTUYECKUX PELICHUH MeTa(U3UKH CTEKIISH-
Horo mupa. [laBmiboH CTEKISTHHOW MPOMBINIJIEHHOCTH ObUT BO3JABUTHYT TayToOM Ha BBI-
craBke BepkOynna B Kenbne B 1914 1., korna IlleepGapt omyOnukoBan CBOM mpakThuie-
CKHMI KaTeXW3HUC CTEKISTHHOW apxuTekTypsl «Glasarchitektury, mocesmennsiii TayTy; oba

" Ony6mkoBan B kaure P. Scheerbart. Miinchhausens Wiederkehr. Berlin, 1966.
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npou3BesieHns ABIst0TCs nporpaMmubiMu. Eciu B «Glasarchitektur» Illeep6apt pazBopaunBa-
€T YHHMBEPCAIbHOE 3pENUILE CTEKISIHHOTO MHUpa, 3aBiajeBatomiero 3emnel, To B [laBuinbone
Tayta npezacTaBieH cBOeoOpa3HbIi MUKPOKOCM, cxxaTast Mozenb CrekisiHHOM Beenennoil. Ota
MOJIENb TIOTEHIMATILHO CIIOCOOHA pa3BepHYTHCS B MHOT00Opa3ne CTEKIITHHOTO YHHBEpCyMa.
Ona npescraBiseT co0oil nepBelit peanbHblil 3HaK CTEKITHHOTO MHUpa, HAYaj0 €ro peajbHOro
OBJIa/ICHUS 36MHOM MOBEPXHOCTHIO. B 3TOM cMbIciie JaHHOE POU3BEJEHUE CTPEMUTCS K YHU-
BepCaJIbHOCTU: «TayT XoTen mpoaeMOHCTPUPOBATH BCE BO3MOXKHOCTU CTEKJIA JUIS YCHUJICHUS
YyBCTBEHHOCTH Y >KU3HEHHOCTH 3TOr0 o0pazax [14, p. 26].

«Ilo cBUAETENHCTBY COBPEMEHHUKOB, MHOTHE TOCMENBAIUCH HAJ MaBHJILOHOM Kak 00-
pa3loM HOBOM apXUTEKTyphl, IOKa HE BXOAWIM BHYTpb. Ho Korga oHM OKa3bIBalIHMCh BO
BHYTPEHHEM NPOCTPAHCTBE, UX 3axXBaThiBana cuM@oHus 1Bera. Ilo cTekyssHHON NecTHHLEe
OHM MOJHUMAJIMCh HAa BEPXHHUM 3Ta)X ¢ KyIOJIbHBIM 3aJIOM. 3J€Ch HaJl0 BCEM LIapuil Ipe-
JIOMJICHHBIA OENbIil CBET, CTPYSIIMUNCA CKBO3b CTEKJISHHBIA KYIIOJN M MAYIIMHA OT BEHIIA
JIOCTP € MIapooOpa3HBIMU MIaPOHAMU U3 MAaTOBOTO cTekyia. OH KOHTPACTHPOBAT C 0OJIb-
IO T'PO3/bI0 LIBETHBIX JIAMII B LIEHTpE MoMmelieHus. Brneuaraenue OblJIO CTOIb HEOOBIU-
HBIM, YTO BCE€ BOKPYI Ka3aJIOCh CKa30YHBIM M IMOTPSACEHHBIE MOCETUTEIN 3a0bIBAIM pac-
CMaTpUBATh BUTPUHBI BBICTABKU. BOJIBIIOE KPYTI0€ OTBEPCTUE B NEPEKPHITUH OTKPBIBAJIO
BUJ] Ha KPYTJIbIH OacceifH Ha TIEpPBOM 3Ta)Ke, BOJa KOTOPOTo Oiaromapsi cBeTOBBIM A dek-
TaM OTJMBAJIa 30JI0TOM M MeCTpuia MATHAMHU, OTPAKaBLUIMMHUCS OT MOTPY>KEHHBIX B Oac-
CelH 1BETHBIX cTeKkoJl. OHa nepeTeKala B MOJACBEUYEHHBIN CHU3Y Kackaj, C MHOT0OOpa3reM
IBETHBIX OJIMKOB. B 3TO momenieHne ¢ KackajioM MOXHO ObUIO CITyCTHTBCS U3 KYIIOJIBHOTO
3aja MO BTOPOM CTEKJISSTHHOM JIECTHMIIE, OCBELLIEHHOW PACCEIHHBIM MPO3PAUYHBIM CBETOM.
OHO BCTpeyasno MOCETUTENEH BEIUKOJIEINEM SIPKUX Kpacok. [10Toi0k oTiiMBai 3010TOM U
cepeOpoM, CKBO3b OTBEPCTHE B MOTOJIKE CTPYHMIICS O€blii CBET U3 KyHOJIBHOTO 3aj1a, CTEHBI
ObUTH yKpallleHbl BUTpakaMu llexmiraiiHa ¥ IBETHBIMU CTEKJISHHBIMU IUIUTKaMu. 1o Obln
MOKPBIT MO3aUKON W3 IUIMTOK CHHEr0, YepHOro M 0enoro nsera. CKpbITHIA Kalel10CKOI
IPOEMPOBaJ MEPETUBAIOIIYIOCS UIPY CBETa Ha OOJIBIIOE MAaTOBOE OKHO B (DHOJETOBOU
HUIIE. DTO MOMEIICHHE C KaCKaJoM, KaK IMHCAIA COBPEMEHHUKH, ObIJI0O HHYEM HWHBIM, KaK
JKypuaHueM ceetay» [ 14, p. 26-27].

OO0pa3 maBwiIbOHA MpEAOIpenessuica JpaMaTyprueil cBeTa, MPeoJI0JIEBAOIIEro IMpo-
CTPAHCTBEHHBIE TPAHULIBI U NIPH 3TOM CTAHOBSILErOCs Bce 00Jee CIOKHBIM U BBIPA3UTEINb-
HbIM. [I0TOK conHEYHOro cBeTa MpenoMIsUICS B CTEKJISSHHOM KyIoJie, KOTOPBI CHapy»Xu
CJIMBAJICSl CO CBETOHOCHOM cTtuxuei HeOa. [IpoHukas CKBO3b KyIOJ, CBETOBOW MOTOK CO3-
JlaBajl OCJICTIUTENBHO Oejioe JeMaTepualn30BaHHOE MPOCTPAHCTBO BepxHero ypoBHs Ila-
BUIbOHA. [lanee, Ha MepBOM sipyce CBET Cryliaics U nNpuoOpeTa MIOTHOCTh U BEIECTBEH-
HOCTb, CTAHOBMJICSI OJTHOBPEMEHHO BHEIIHUM (TIPEJIOMIICHHBIN B KAJIEHT0CKOIE COTHEUHBIN
CBET) U BHYTPEHHHUM (CBETOBAs dMaHAIUsl BUTPAXeH, MO3auK, UMUTAIIUNA 30J10Ta U cepeod-
pa). U, HakoHell, CBETOHOCHBIM NMOTOK yMHpaJl B MEpLAIOIIeH ITyOrHe BOAHOTO OacceiiHa,
B IIOCJIETHUH pa3 pa3bIrpbiBast (peepHio LIBETOBBIX NEPEITUBOB.

B 570if urpe csera craHOBMIIACh 3pUMOI Urpa U 00prOa MUPOBBIX dHEpruil. CBETOHOC-
HbIE€ INIPO3payHble 3MaHalMM HeOa, MPOHMKAs B IJIOTHOE MPOCTPAHCTBO 3E€MHOIO MHUDA,
BCTYNAIOT BO B3aMMOJEHUCTBUE C €0 SHEPTUAMHU OBEUIECTBIICHUS U OIUIOTHEHMS. [Ipu aTOM
IPO3paYHbIil CBET COEAMHAETCS C IUNIOTHBIMM CYyOCTaHLUSMH 3€MHOTO MHUpa, 00pasys Jpa-
TOIICHHbIE CUMOMO3bI. M, HaKOHEell, CBETOHOCHBIN MOTOK YracaeT B MHUpE «II€PBOOBITHOTO
Xa0ca» yXOJAIIMX MOJ 3€MIII0 BOJ.

Apxerunuyeckoe conepkanue IlaBuiboHa MOXKET OBITH MPOYYBCTBOBAHO IMPU COMOC-
TaBlieHnn ¢ obpazoMm HMepycanumckoro xpama. Ckana, Haa KOTopoil Bo3nBurHyT Hepyca-
JUMCKHHA XpaM, yXOIUT BIIyOb MoAa3eMHBIX BoJ (tehOm), 3akpbIBas ycThe MOJI3EMHOTO
xaoca [10]. Ora xonnenus MumHb! codeTaeTcs ¢ uaee Kab6ansr o ToM, uTo B Oyayiiem
CTeHbl Xpama BBIPACTYT BBEpX U COJbIOTCA ¢ HeOoM. MepycammMmckuii Xpam — pa3BUBaIO-
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1ascs Mo BepTHKAIU CTPYKTypa, cBsi3biBaromas He6o, 3emMio ¥ moA3eMHbII MUp, BHYTpU
KOTOPOM MTPOUCXOAUT IMAHAIMS OOKECTBEHHBIX SHEPTHH.

BeprukanbHas ¢opma maBunmboHa TayTa Takke HamoMHHAeT Qaiioc, oOpalleHHbIH
BBEpX K HEOY, UTO BBI3BIBAET HEMOCPEICTBEHHBIE ACCOLMALINU C OINPEIEICHHBIM PSAOM pe-
npe3eHTanuii axis mundi. OTa MOIHAs CKOHIEHTPUpPOBaHHAs (opMa Kak HEJb3sl JIyullle
BBITTONTHSET QYyHKIMK (POKyca MpocTpaHCcTBa. ['pagocTpontensbHbiii cMmbich [laBuiaboHa cTa-
HOBMTCS SICHBIM B COOTHECEHUU €r0 C Ueel «KOPOHBI rOpoJay, OKOHYATEIbHO CHOPMYIIH-
poBarHoii Taytom okosno 1919 roma. Kopona ropoaa mpeacraBisieT coOOW MPO3pavyHbBIN
CTEKJIIHHBIA XpaM WM OAalllHIO, YCTaHABIMBAaeMYIO B IEHTPE KOHLEHTPHUUECKOro Ipo-
CTpaHCTBa U SIBJSIOLIETroCcs ero cpenoroureM. CTekIsiHHbIN naBwiboH 1914 rona — npen-
JIBEpUE «KOPOHBI IOpOfa», YTO MOAYEPKHUBAET €r0 MOHYMEHTAJbHBIA CHIYST U Tpano-
CTPOUTEBHBIN MaciiTad hopm.

[ToHATBI B KOHTEKCTE TPaloCTPOUTENHHOIO 1eN0ro, I1aBUIbOH BBHIMONHSAET ABOWHYIO
¢byskmmo. OH SBISIETCS KOHIIGHTPUPYIOLIMM IIEHTPOM TPalOCTPOUTENHHOTO MPOCTPAHCT-
Ba, U B 3TOM acrekTe TayT pa3BHBaeT WU UTAIbSHCKOTO HAEaIbHOTO TOPO/a KBaTPOUYCH-
TO, C PACIIONIOKEHHON B TOpoJia Ha IJIOLAAM OalIHEeN Wiu XpaMoM, U3 KOTOpPBIX 0003peBa-
eTcs BCe OKpYy»Karollee MpocTpancTBO. OIHAKO B UTANBSIHCKOM ypOaHU3Me LEHTPUPYIOIINI
XpaM-0aiHs OblI CHHXPOHU3UPOBAH CO BCEM MPOCTPAHCTBOM IOpoOJia U SIBIISICS BJIEMEH-
TOM €AMHOT0 MEPCHEKTUBHO OPraHM30BAHHOTO BU3YaJIbHOTO MOJIs, KOTOPOE OH 3aBeplual.
[TaBunbon TayTa oBelIECTBISET TEMIOPAJIBHBIA CABHUI, B KOTOPOM Oy[Iylllee CTaHOBUTCS
Oonee peanbHbIM, yeM HacTosuiee. OTCI01a HAUMHACT CBOE JABMKECHHE YTOIMHYECKOE IPO-
CTPaHCTBO. YHHBEPCAIBHOCTh ATOIO MPOCTPAHCTBA MOJAYEPKUBAET CTEKJISHHAs Ipo3pad-
HocTh [laBunboHa. OH He NMPUHAUIEKHUT TOJIBKO MUDPY apXUTEKTYpPbl, HO PacTBOPSETCS B
MHPOBOM MPOCTPAHCTBE, OTKPBIT MYJbCALUH €0 SHEPTUi, U CKBO3b MPO3PAYHYIO TKAaHb
[TaBWIIbOHA 3TH SHEPTUM UCTOYAIOTCS B I'PaJIOCTPOUTENILHOE MPOCTPAHCTBO. B 3TOM miane
[1aBUIBOH SIBIISIETCS TOJIBKO HAYAJIOM Ogeujecmeienus 0yoyuiezo — ero popMbl HaXOASITCS
B NPOMEXYTOYHOM COCTOSIHUM MEXJy SHEprueil u Maccoil, M SHEpruifHOe Hayajo B HHUX
IIPOJOJKAET JOMUHUPOBATD, HE J1aBasi BO3MOKHOCTH JIJISl IOJTHOW MaTepUaIn3aliu.

B knure «Yauuroxenue roponos» (1920) TayT npeacTaisieT MPOEKT MOCEIEHUS B BU-
7Ie KOJIOCCAIBHOTO CTEKJITHHOTO [IBETKA, MPOPACTAIOIIEro u3 3eMiid. ['opon B opme 1BET-
Ka — JIOTUYecKOe 3aBEepLICHNE M MPEeesIbHOE BhIpa)KEHUE apXeTurna axis mundi 1 B3auMo-
necTBust MUpoB. B MucTHYECKON TpaauLIMK IBETOK, KaK U3BECTHO, BBHICTYNAET CUMBOJIU-
YEeCKUM 10JI00MEeM B3aMMOAEHCTBHS HU3IINX U BBICIINX MUPOB — «II0J00HO po3€ B HU3LIMX
MHUpax CYLIECTBYET PO3a B MUPaX BBICIIHUX).

MoOTHB LIBETKA U OPraHMYECKOI0 NMPOpacTaHus MOJy4yaeT pa3BUTHE B MIPOEKTE aMHUHU-
crpatuBHOro 31aHud Ha Opunpuxmrpacce B bepnune, co3nanaom MucoMm Bad nep Pos B
1922 roxy. Muc Ban aep Po3 momuyepkuBai, 4To XyIOKECTBEHHBINH CMBICI €ro OalllHH-
HeOockpeba COCTOUT B CO3JJAHUU WUIPHI OTPAXKEHUH, pa3pylIAIONIMX MOHOTOHHOCTH CTEK-
JSIHHBIX TOBEPXHOCTEH. DTOMy, MO €ro MHEHHIO, HaWIydIlUM O00pa3oM COOTBETCTBYET
¢dopma npusmebl. bamHsa-HeO0ckped BOBIEKACTCS B UTPY MUPOBBIX SHEPTUil, NPOHU3BIBAIO-
IIUX €€ IPO3pavyHoe TeJIO.

[Tnan HeOockpeba mpezcTaBisieT co00H CBOCOOPA3HBIA TPEXJIUCTHUK — TPU TPHU3MBI,
00bEAMHEHHbIE OOLIUM CTEp)KHEM. OTOT IUIaH yJIUBHUTEJIBHBIM 00Opa3oM HAallOMHHAET U30-
Opakenue mupa Ha Kapte ['enpuxa Byntunra (1581) , B Buie TpexIMCTHUKA — JpeBa KU3HH,
KaKIash U3 9acTeH-IMCThEB KOTOpOTro m3o0paxkaeT EBpory, Asuto u Adpuky, a IIEHTpaIb-
HBII MOIIHBIN cTepx)eHb — Mepycanmum. Takum oOpas3om, B HeOockpede st OpuapuxinTpac-
ce COeAUHSIOTCS (yHIaMEHTAIbHBIE TEMbI TPAJOCTPOUTENBHON yTOnuH: axis mundi u mpo-
3payHasl CTEKJSIHHAS KOHCTPYKILMS, HAIIOJIHEHHAS! UTPO MHUPOBBIX OTpaXeHUH. ITOT Hebo-
CKpeO, KOTOpBIH MPEeAnoaratoch coopyauTh Ha OpuapHXIITpacce B LIEHTPE ropoja, J0J-
’KEH OB CTaTh OTIPABHBIM ITYHKTOM I'PaJOCTPOUTEIHHOM yTONNU «HOBOTO bepnuHay.

187



B Hemenkoil rpagocTpoUTENbHON YTOIMK BO3POXKAAETCSA UIES «CTEKITHHOIO» LIapCTBa
Orxposenns Moanna u I'paans’. CTEKISHHBIC CTPYKTYPHI B CHIIY OCOOCHHBIX KA4eCTB CBO-
el cyOCTaHIMM CTAaHOBATCS MOPOXKAAIOLIEH MOAEIbI0 KayeCTBEHHON TpaHc(hopMaluy Mpo-
ctpaHcTBa: «Hu oguH MaTepuan Tak pemmMTeabHO HE MPEO0IEBAET MAaTEPUIO, KaK CTEKIIO.
CTekiio — 3T0 COBEPIIEHHO HOBBIM, YACTBIM MaTepuai, B KOTOPOM MaTEpUsl pacIuIaBIIAeTCs
u nepemasisercs. M3 Bcex marepuii, KOTOpble Mbl UMEEM, OHO OO0JIEe BCETrO TATOTEET K
ctuxusiM. Ono ompaosicaem He60 u coinye u no0o6Ho ceemauyelicsi 6o0e (KypcuB MOH. —
U J1.). Crekno GyHKIMOHHPYET KaK BHEUEIOBEYECKOE, KaKk 0oJiee 4eM UEIIOBEUECKOe», —
nucan nocnenosarenb lleepbapra — Anoned bene [9, c. 338]. CrexnsiHHas cyOcTaHuus
OTJIMBAETCSl B OCh TPAHCLIEHICHIIMH, MPOHU3BIBAIOLIYI0 36MHONM MHUpP M BHOCSIIYIO B HETO
CBEXYIO U MOLIHYIO SHEPIHI0, HEOOXOAUMYIO JJISl CTAHOBJICHHUSI HOBOM «apXUTEKTYphI 3€M-
HOM MIOBEPXHOCTH.

Pa3Butue uneil cTekIsIHHOM rpaJoCTPOUTENBHOM YyTOUM Mbl OOHAPYKMBAaEM B PyCCKOM
aBaHTap/ie, B PA3IMYHBIX U B TO K€ BPEMsI KOPPEIUPYIOUINX SBJICHUSX — «TOpoje Oyaer-
asiH» X71eOHMKOBA, UIesIX HOBOW cynpemaruyeckoil Bacenennoit Manesuua, npoyHax Db
Jlucuukoro, B oOpasax ropoga Mapka Illarana u apyrux ¢opmax JIUTEpaTypHOTO, apXH-
TEKTYPHOI'O U JKUBOIHCHOTO OMbITa. DTHU SIBIECHUS HE CBA3aHbI MPSAMO MEXIy co00i, OHM
HE 00pa3yroT KaKoH-JIM0O JIOTHYECKON JTMHUU 1Moa00H0 « CTeKISIHHOHN ernm» B ['epmanum.
Nx xoHkpeTHble cBs3M ¢ kpyrom llleepbapra ocTaroTcsi MCCIeJOBaHHBIMU BecbMa (par-
MEHTapHO, OJIHAKO MHTEHCUBHbBIE PYCCKO-HEMELKHE KYJIbTYPHbIE KOHTAKThl TOIO BPEMEHU
[7] yOexxaaroT, 4TO B LIEJIOM 3TH MJIEH BXOAMWIN B KOHTEKCT OOLIETO «1yXa BpeMEHU» U Obl-
JIM TIOCTaTOYHO XOpouIo n3BecTHHI B Poccun. B HacTosimieit pabote Mbl cocpeioTounMCs Ha
KOHIIETITYaJIbHBIX KOppesILUsAX 0o0pa3a yTOIMMYECKOTO MPOCTPAHCTBA B HEMELKOM M pycC-
CKOM aBaHrap/e.

BooGpaxaemblii mup Benumupa XneOHuKOBa pa3BOpayMBaeTCs B BEPTUKAIbHOM Ha-
IIPABJIEHUU: OJIMH U3 €T0 LIEHTPAIBbHBIX U, MOKHO ObLIO OBl J0OABUTH, apaJUrMaTUIECKUX
00pa30B — TOMOJIb, ACCOLUUPYIOMIUNCS «C ABMKEHHEM BBEPX MO BEPTHUKAIBHOM OCH, C IO-
IBITKaMH JOoCcTHYh Hebay [1, ¢. 90 — 92]. Opranmndeckas metadopa pacTeHHUS, TPOPACTAO-
11ero K HeOy M BBICTYMAIOIIETO CBsA3bI0 Mex Ty HeboM u 3emiieil, cTaHOBUTCS OCHOBOM TO-
MIOJIOTUU TOPOJa, KOTOPbIi 11 XIeOHUKOBA €CTh «IEPBBIA OMBIT PACTEHUS BBICILETO IO-
psaakay [8, c. 278]. Tpancopmaiuio «ropoja MpONLICIIOB» B HOBBIA «TOPOJA KPBLIATHIX
)uTenei» XJIeOHUKOB MPEICTaBIISICT KaK TEMITOPATbHBIA aKT: «pyKa BPEMEHHU TOBEPHET
BBEpX OCh 3pPCHHUSI, yBJIEKas 3a cO0OW M KaMEHHOE IIETrOJIbCTBO MPpAMOM yrom» [8, c. 276].
KoHcTUTyHpOBHUE yTONNHU MPEATNONAraeT, IPexae BCEro, BpeMEHHON akT pa3pbiBa JIOTUKH
€CTECTBEHHBIX BPEMEHHBIX CBs3eH. IIpoCTpaHCTBEHHBIN KECT CIIEAYET 3a CABUIOM BO Bpe-
MEHHM M 3aBepIIaeTcsi (OPMHPOBAHUEM «CTOSYEH OCH» B MPOCTPAHCTBE TEMIOPAIBLHOTO
CIBUTIA.

BeprukanbHble 0CH CHITy3Ta ropojia BhI3bIBAIOT CaKpallbHble accouuanuu. «4ro ykpa-
maeT ropoa? Ha mopore ero kpacoTsl CTOST TpyObI 3aBOOB. Tpu ApiMsmuecs Tpyos! 3a-
MOCKBOpPE€UbSl HallOMUHAIOT IOJICBEYHUK U TPU CBEUM HEBUAMMBIX IIPU JTHEBHOM CBETEM
[8, c. 278]. Otot u apyrue ¢pparmMeHThl XJIeOHUKOBAa aCCOLUUPYIOTCS C TPaaUIUeil MOHU-
MaHHs TOpoJa Kak IEHTPa-BePTUKAIHN, BO3JBUTHYTOTO B YECTh BCeBBIIIHErO (CpaBHUTH C
JPEBHEEBPENUCKUM INMOHMMAaHHEM MepycannMa WM CO CPEIHEBEKOBBIM IPEACTABICHUEM
ropoja Kak aHuKaJauia, 3aXKEHHOT0 BO UMsI BeeBhILIHETO).

Crpykrypa ropoga XJieOHHKOBa OCHOBBIBAETCS Ha CHCTEME BEPTHUKAJIBHBIX OCEH, CO-
eIMHEHHBIX MPO3PAYHBIMU CTEKJISTHHBIMH CBSI3IMHU Ha OOJBIION BBICOTE: «TOPOJ MpeBpa-
IIAeTCAd B CETh HECKOJBKUX IMEPECEKAIOIIMXCS MOCTOB, IOJOKUBIIUX HACEIEHHBIE CBOJIBI
Ha JKuJIble OamHu-onopel» [8, ¢. 277]. BepTukanbHble 6alTHU-OMOPH MOTYT IPUHUMATh

? Psijt ApyruX OPUMEPOB CTEKISHHOM IPafoCTPOUTEIBHON YTOIMH B HEMEILKOH apXHTEKType U HCKYCCT-
BE, CBS3aHHBIX C TBOPUECTBOM IpeacTaBuTenell “CTeKIsIHHON nenn», cM. B padorax: W. Pehnt. Expressionist
Architecture. London, 1973 u U. Conrads and H. G. Sperlich. Fantastic Architecture. London, 1963.
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paznuunbie Gopmel: «Jom-Tomonb. CocTossl U3 y3KOH OallHu, cBEpXy JOHU3Y OOBUTOI
KOJIBIJaMH W3 CTEKJISTHHBIX KaroT», «JloM-Bomoc. CocTouT u3 OOKOBOM OcH W BOJOCa
KOMHAT OYyJAETISHCKHUX, MOJbIMAIOIIUXCSA PsSIAOM ¢ Heto Ha BbicoTy 100-200 caxkeneii»,
«Jlom-uamra, xenae3ubiii credens 5—200 cakeHb BBIIIMHON MOJbIMAET Ha ce0e CTCKIISH-
HBIN Kynon nms 4—5 komHaT» U apyrue. ['opusontanbHbie cBsi3u: «JloMm-mnenka. Cocto-
SJT U3 KOMHATHOW TKaHW, B OJWH PSAJ HATSHYTOW MEXAy AByMsi OamHsmu. Pa3zmepsr
3 x 100 x 100 caxxen. MHoro cBera!.. [IpocBeunBasi CTEKISIHHBIMM CBETEJIKAMHM, Ka3aycs
meHkoi. KpacuB HOUblO, KOrja Ka3ajucsi KOCTPOM, MJIaMEHEIOIIUM CPEeIH YEPHBIX U yT-
pPIOMBIX OarneH-urm», «JloMm-kauenun. Mexay AByMs 3aBOACKMMH TpyOamu IpHUBELINBa-
Jack 1eNb, a HAa Hel mpuBemmuBaeTcs n30ymKka. MbICTUTENSIM, MOpSIKaM, OyIeTITHaAMY U
npyrue [8, c. 283-285].

XJ1eOHUKOB JIeJTaeT 3HAUNTENIFHBIN IIar BIIEpe/ B Pa3BUTHH «CTEKIITHHON yTomumy». Ero
TOPOJI PEIIUTENHLHO OTPBIBAETCS OT 3€MJIU U BCS TOPOJICKAS KU3Hb OYKBaIbHO MEPEHOCUTCS
Ha HeOeca. B mepcrnekTrBe Mpo3pauHbIX CTEKIISTHHBIX «CETEW», HATIHYTHIX MEXKIY WUTIIaMH-
BEPTHUKAISIMH, MPOCBEUMBAETCS HEOO, TOpPOACKUE (HOPMBI BCTPAUBAIOTCS B MOTOK CBETO-
HOCHBIX JHEpruil Mexxay HeOoMm u 3emieil. ['opon menmkom mpeBpamiaercs B CTPYKTYpY
TPaHCLCHCHITUH.

I'pagocTpoutennbHOE BooOpaskeHrne XIICOHUKOBA MPUOOPETACT MPOSKTOCOOOPA3HBINA Xa-
pakrtep. OH HaOpachIBaeT HE TOJIBKO OOIIHI 3CKU3 MPOCTPAHCTBA, HO 0003HAYAET TEXHOJO-
TMYECKUE U KOHCTPYKTHUBHBIE PELICHHS, MPOSICHSIET OCOOEHHOCTH CPENOBOM CHUTyaluH,
crenu(uKy o0pasa )KU3HU U CTUJIS TIOBEJICHUS «CTEKIISTHHBIX skutenei» [8, c. 280].

B o6pase ropoma XneOHUKOBA TeMa CTEKISTHHOM apXUTEKTYPHOH yTOHH 0OJIeKaeTcs B
IpaoOCTPOUTENBbHBIN MaciTad, 371eCh OKa3aJMCh BBIPAKCHHBIMU Ba)KHEWIIHE WHTEHIUH
dbopmupoBanus rpagocrpoutenbHoir Cpeasl 20—30-x rr. XX B. HebockpeOsr Db Jlucwui-
Koro Ha riomanu y Hukutckux BopoT B Mockse (mpoekt 1924-1925 ronoB) — cTekisH-
HbI MaccuB (YHKIMOHAJIBHBIX MOMEIEHUN, BO3ZHECEHHBIX HA I'POMAJHYIO BBICOTY IpHU
MOMOIIIH TPEX MUJIOHOB — KOHCTPYKTUBHOE BOIUIOIIEHNE UMAarnHATUBHOTO «ropoja OyeT-
nsiny». Lentpanbnas tema «Jlyuesapnoro ropoaa» Jle KopOro3be — HeOOCKpeObl, OTOpBaH-
HBIE OT 3€MJIM U BOJPY’KCHHbIC HA MOIIHBIE OMOPHI, C TPO3PAYHBIMU «HABECHBIMU)» CTEHA-
MU U KpbIIIAMHU-TEPACCAMHU, Ha KOTOPHIX pa3BopauyMBacTcs MPAMO IMOJA obnakamu OypHas
KHU3HBb — TAK)KE BBIPA3UTEIBHBINA KOPPENIIT ropoja XieOHUKOBA.

B o6nsemuom cynpematuszme Kazumupa ManeBuya Takke MoJiy4aeT OT3BYK CTPYKTypa
«ropona OyneTisiH». XineOHuKoBa 1 ManeBuua, Kak H3BECTHO, CBSI3BIBANIU JPY>KECKHE KOH-
TaKThl ¥ B3aUMHOE TITyOOKO YBaXXHTEIHHOE OTHOIIEHHE K TBOPUECTBY Apyroro. [Tpu Omms-
KHX TMO3UIUAX B 00IIEM KOHTEKCTE aBaHTapIHBIX MPOLIECCOB, B OCHOBAHUU MX TBOPUYECKUX
CHCTEM JIEXKAT, BIPOYEM, CAMOCTOSATENIBHBIE IPUHIUIIBL.

CynpemarusM ManeBuya cTaj BEIpaKEHHEM OHTOJIOTMYECKOTO «ILI0Ka» B KyJIbTYpE py-
6exa 19-20 BexoB, KOrJa aHTPOIOJOTHYECKAs COPA3MEPHOCTh KYJBTYPhl CTala CTPEMH-
TEJIbHO MCYe3aTh B TWHAMUYECKOW TpaHcopmanuu nuBuiIu3auuu. HoBble KOHTEKCTHI Cy-
IIECTBOBAHHUS (CKOPOCTh KaK HOBAasl YHHBEPCAJIbHASI TEMIOPATbHOCTh, BOWHA, UHYCTpHUA-
JU3alus TPOU3BOACTBA U MUHUMANIM3AlMS B HEM aHTPOIOJIOTHMYECKUX (PaKTOpOB U T.1.)
0003HAYMIIN PATUKATBHBIA KOHTPACT MO OTHOIIECHUIO K MPUBBIYHBIM AHTPOIIOJIOTHYECKUM
MacmtadaM KyJIbTypbl. BeCKOHEUHOCTh U MOTYIIECTBO HOBOTI'O LUBUIM3ALMOHHOIO KOH-
TEKCTa PEeIIUTEeNIFHO KOHTPACTUPOBAIM K yesioBeueckoMmy mupy. IIpobiemoii cynpemarus-
Ma B 3TOU MEPCHEKTUBE CTAJIO 061a0eHue IMOoil HOBOU HECKOHEYHOCHbI0, KOHCTPYHPOBa-
HUE MEANATOPOB MEXYy HEOXKUIAHHO MPEACTABIINM CTOJIb OIPAaHUYEHHBIM Y€JI0BEUYECKUM
MHPOM M HOBOM IIUBHJIM3ALIMEH TIporpecca.

HckyccTBO cynpeMaru3Ma MO3TOMY CTaj0 OJHOBPEMEHHO HOBOM pPEIUTMO3HOCTBIO U
KU3HECTPOUTEIHLCTBOM. HaunHas ¢ paHHUX ONBITOB BTOPOM mojoBuHbI 10-x rr. XX B. Ma-
JeBUY ObLT COPUEHTHPOBAH Ha ypOAHUCTHUECKUI XapaKTep CBOETO TBOPUYECTBA, IPU 3TOM
ypOaHUCTHUYECKOE 1IeJI0E UM TPAKTOBAJIOCH B Ka4eCTBE MEIUATOpa MEXIY OrpaHUYCHHBIM
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AHTPOMOJIOTHYECKHUM KOHTEKCTOM U MUPOBOI OeCKOHEeUHOCThI0. Bo MHOTOM ero 6ecnpe-
METHBIE JKUBOIIMCHBIE W TpadUuecKue MPOU3BEACHUS C CAMOTO Hadaya MpHOOpeNn Takou
MIPOEKTOCO0OPA3HBII CMBICII.

[Hocne 1916 roga B TBOpuecTBe MasieBUua Mbl BCTpedaeMmcsi C JIByMsi OOBEMHO-
MPOCTPAHCTBEHHBIMH (hOpPMaMU PACKPBITUS «APXUTEKTYPbl 3¢MHON TTOBEPXHOCTH» — apXH-
TEKTOHAMH U IJIaHUTaMH. APXUTEKTOHBI MPEACTABISAIOT co00M MO0 BEPTHKANIbHO- MHpa-
MUJalbHbIE KOHCTPYKIUH, TH00 «pacTAHYTHIE)» B TOPU3OHTAIILHOM HAIPABJICHUU OOBEMBI.
[InaHuTHI, KaK MPaBUJIO, pa3BUBAIOIIMECS B FOPU30HTAJIBLHOM HaNpaBiICHUH KOMIIO3HIIHH,
Yaie BCEro B CUTYyallUd JABUKEHUS — ToJieTa. [ Opu30HTaNbHbIE apXUTEKTOHBI U TUIAHUTHI
caM MarneBr4 TpakToOBaJl Kak CBOEOOpa3HbIe JIeTarole KocMuyeckue cranuuu [18, p. 57].

AHanu3upys CUCTeMYy apXUTEKTOHOB U IJIAHUTOB B KOHTEKCTE TOTAJIBHOMN IpagoCTPOU-
TeNbHOU yTonuu MasieBuua, ciaenyeT OTMETUTh BakKHbIE MapajljiesibHbIE MPOLIECCHl B €0
tBOpuecTBe. K 19161917 romam 3aBepiuaercs, Mo OMNPENEICHUIO CAMOrO XYyAOXKHHUKA,
«LIBETHOHM mepuoa» €ro cynpemaru3ma U OH NEPEeXoauT K «Oenomy mepuoay». B ato xe
BpeMsi 0003HAYAETCs U Y)KE€ OTMEYABIIHUNCS MEPEeXo/l B Pa3BUTUHU CyNpemMaTh3Ma OT IUIOoC-
KOCTH K 00beMy. O0a «I1OBOpOTa» UMEIOT MPEICIBHON 1eNbi0 (DOPMHPOBAHKE «CYyIIpeMa-
THUYECKOM Bcenennon».

benvie reomerpuueckne Gopmbl Ha 6e0M (OHE ITOTO MEPHOAA MPEACTABISIOT COOO0M
KapJIuHAJIBHO HOBBIM 00pa3 MUpa, BO3HUKAIOMIETO B (DOKyce mepeceueHus ABYX Mpo3pad-
HbIX OeckoHeuHOCTeH — dopmbl U PorHa. B Tpakrare «bor He ckunyT. MCcKyccTBO, 1Iep-
KOBb, (pabpuka» ManeBuy onpenensieT AeMCTBUTENBHOCTh Kak «BeyHoe Huuto». «To, uto
MBI Ha3bIBa€M JEHCTBUTEIBHOCThIO-OECKOHEUHOCTh, HE UMEIOLIAsi HU Beca, HU MEPbI, HU
BPEMEHHU, HU MPOCTPAHCTBA, HU aOCOMIOTHOTO, HM OTHOCUTENBHOTO... [5]. «benblit nepu-
0/1» MPEJCTABISAET 3TOT MPOEKT MPO3PavyHOro U AeMATEPHUATN30BAHHOIO MHUpA, HAXOJs-
1ierocss B 0€3BECHOM COCTOSIHMHM aOCOJIOTHON CBOOOJABI U OJTHOBPEMEHHO a0COIIOTHOTO
OanmaHca co BcenenHoil. benblii LBET MOJydaeT CMBICA PENpE3eHTALMU 3TOM MHUPOBOMH
6eckoHeuHocTu: «CuHMI 1BEeT HeOa MOOEXKIeH CynpeMaTHUYeCKOl CUCTeMOM, MPOpPBaH U
BoIIeJ B 0e10€e, KaK UCTUHHO pealibHOE MpeCcTaBiIeHNE OECKOHEYHOCTH... S mpopBai cu-
HUN abaXyp IBETOBBIX OTpaHUYCHHI, Boiied B Oenoe, 3a MHOW, TOBAPUIIM aBHATOPHI,
MIJIBIBUTE B O€3/IHY, 51 yCTaHOBHII cemMadopsl cynpemaTuzmay [3, c. 17-18].

ApPXUTEKTOHBI U IJIAHUTHI KaK pa3 M €CTh 3TU «ceMadopbl cynpemMaTu3mMay, apTUKYIIH-
PYIOIIUMH HOBYIO OCCKOHEYHOCTH Oemnoil «cympemaTtudeckoil Bcenennoit». Ot obmero
npoekTa «6enoit 0eckoHEYHOCTH» MaseBud MOCie0BaTeNbHO MEPEXOIUT K KOHCTPYHUPO-
BaHHUIO 3TOr0 HOBOT'O CylpeMaTH4eckoro Mupa. MIMeHHO 3/1ech OH oOpamaercs K Kpucrai-
audeckuM GopMaM OeNbIX apXUETKTOHOB U MJIAHUTOB, CTOMb OJNM3KUX K KPUCTATTUYECKUM
CTPYKTYpaM «CTEKISTHHOM apXUTEKTYpbD» HEMEIIKOTO SKCIPECCHOHM3Ma. B BepTHUKanbHbBIX
apxuTeKToHax 3era, JIyKka OTUETIIMBO MPOCICKHBACTCS WX apXaudyeCKUd CTYyNEeHYaTo-
MHpaMuIaTbHbI cy6eTpar. TT0106HO APEBHIM MTHPAMHIATBHO-YCTYTYATHIM CTPYKTypaM’,
OHH «IIPOpaACTAIOT» K HEOY, CTAHOBSACH CBSI3YIOIIEH OChIO YPOBHEH MHUpO3MaHUsA. APXUTEK-
TOHBI BBICTYMNAIOT CTATHUBAIOLUIMMH BEPTHKAIBHBIMU (POKycamMu HOBOW «Oe3BECHOI» U Je-
MaTeprain30BaHHON BceneHHOW. ['Opu30OHTAIBHBIMU CBA3SIMH B ATOM CUCTEME CTAHOBSITCS
CBOOOJIHO JBMXKYIIMECS O OpOMTaM «CyHnpeMaTHYeCKHE CITyTHUKH» — TOPH30HTAJIbHBIC
ApPXUTEKTOHBI U MJIAHUTBHI.

O6pa3 aToii cynpemaTuueckoir BeeneHHON MO3BOJIAIOT PEKOHCTPYHPOBATH JKUBOIIHC-
Hble KoMno3unuu ManeBuda, B yacTHOCTH «Cynpematusm» U «CynpemaTuieckas >XMBO-
nucky. CynpemMaTuyecKkue NpsiMOYTOJIbHbIE SKPAHbI-CIIyTHUKHU ABMXKYTCS Ha (OHE KpyT-

3 CorocTaBieHne apXHTEKTOHOB C apXaWUeCKHMHU [THPAMH/IC/IbHO-YCTYTYaTHIMU CTPYKTYPAMH HAXOIUTCS
B 00I11eM KOHTEKCTe OOpaleHus K KyJbTypHOW apxanke B MUPOBOM aBaHrapzae u Ap-pexo 10-20-x rr. XX B.
Tak, aMepuKaHCKHE apXUTEKTOPHI ATOTO BpeMEHH, paboraBiuue Haj oOpa3oM HeOOcKkpeba, CO3HATEIHHO
cOmmkamm ero ¢ popMaMu Mpamuz IpeBHeH AMEpUKH.
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JBIX TJIOCKOCTEH, HAMOMHUHAIONMMX IUTaHeThl. JIMHAMUKa ABMKEHHUS MPSMOYTOJBHBIX
dbopM MOAYEpPKHYTa AKTHBHBIMH JTUATOHATBHBIMH TOCTPOCHHSIMHU. [IpocTpaHCTBEHHAs
CHUCTEMa B IIEJIOM MOTPYXeHa B HEBECOMOCTh — B KAapTHHAX MOJHOCTHIO OTCYTCTBYIOT
TEKTOHUYECKUE CWIBI TSKeCTU. «3emiist U JIyHa — MEeXIy HUMU MOXKET OBITh TOCTPOCH
HOBBII CIIYTHHUK CyNpeMaTHYeCKHil, 000pyJOBaHHBIN BCEMU AJIEMEHTaMH, KOTOPHIH OyaeT
IBUTATHCA 110 OpOUTE, 00pasyst cBOM HOBBIN MyTh. Mccnenys cynmpemMarndeckyro GopMmy B
JIBWKEHUU, IPUXOJIUM K PEIICHHUIO, YTO JBIXKCHHE IO MPSAMOM K KaKOH-1u0o MiaHeTe He
MOXET OBITh MOOEKIEHO MHAYE, KaK uepe3 KOJIbIIE0Opa3HOe ABMIKEHHUE MPOMEKYTOUHBIX
CyNpeMaTUYeCKHX CIyTHUKOB, KOTOPbIE 00pa3yloT MPSIMYIO JIMHUIO KOJIEIl, U3 CITyTHHUKA B
cnytHHK... Cynpemarnueckue GopMmbl, Kak aOCTpaKIUs, CTAIA YTHIUTAPHBIM COBEPIICH-
ctBoM. OHH yXe He KacaloTcs 3eMIJIM, UX MOXXHO pacCMaTpUBaTh U M3y4aTh KaK BCSKYIO
MJIAHETY WJIU LeNyIo cuctemy» [6, c. 186].

Crpykrypa cympematuyeckoil BceneHHOH, ecnu MpeanpuHATh MOMBITKY €€ PEeKOHCT-
PYHpOBaTh, MPEACTABIISICT HOBBIA MPOCTPAHCTBEHHBIA MacmTad «ropoja OyaeTistH» Xie0-
HUKOBa. Ee BepTUKANbHBIM KapKacoM BBICTYMAIOT MUPAMUIbI - APXUTEKTOHBI, MEXIY KO-
TOPBIMH CBOOOJTHO MEPEMEIIAIOTCS CITy THUKH-TIAHUTHI.

B no3nnuii nepuon tBopuectBa koHua 20-x — Havana 30-x rr. XX B. MHOTHE HUJIEU CY-
IPEMaTHYECKOTO TepHoaa NpuoOpeTr HOBYIO OCTPO-IKCIpEcCHBHYIO (opmy. ManeBud
MPENNPUHSIT paauKaibHbI B HCTOPUU MCKYCCTBA IIar, MEPEHOCsS TeKTOHUYECKUE MPUHITH-
B HJICATHHO OecripeqMeTHON BeeneHHoi Ha Mup pealibHBIX (popM, cooOIas UM pu 3TOM
Bcenenckuit Macmtab U yHUBEpCATbHBIA CMBICI. DTOT MO3MHUI MEPHUOA, BO MHOTOM OC-
TAIOIIMICS 3araJlouyHbIM I UCTOPUKOB uckycctBa [11, p. 301-326], sBasercs, Ha HaII
B3TJISI/1, 3aKIIOYUTENBHBIM aKKOPAOM B KOHCTPYHUPOBAaHUU CYNpPEMaTHYECKOro YHHBEPCY-
Ma. B cepun paboT «BTOpOro kpectbsiHcKoro mukiay (1928—1932 rr.) rema «BepTUKAIBHO-
ro Kapkaca» cynmpeMarudeckoil BceneHHOM monydaeT 3aBepIIeHHYI0 U YeKaHHYI0 (hopMy-
ny. BeprukaneHas 0Ch IPOHU3BIBACT IIEHTP 3eMHOTO JaHAmadTa, cBsa3biBas 3eMito u Koc-
Moc. KpacHblii 10M, TOMEIIEHHBIH B IIEHTPE MHpPA, MIEPeceKaeT 3eMIII0 1 HeOO U OJHOBpe-
MEHHO CBSI3bIBAET MX. 3€MJIS [I0Ka3aHa B pa3pes3e, HeOO TakKe MPEACTABICHO «IIOCIONHOY,
C TMOCTENEHHBIM MEPEXO0JIOM OT CBETJIBIX TOHOB Ha TOPU30HTE K HAMPSIKEHHBIM KOOAIBTO-
BBIM B 3€HUTE. DTO €CTh KOCMHYECKas aHopama Heba, YBUICHHOTO aBHATOPOM C TPOMaJI-
HOM BBICOTHI. OMHOKAs BEepTUKaIb KPACHOTO JOMA, HAIOMHHAIOIIAS apXUTEKTypHbIE 00-
pasbl ae Kupuko, npenctouT Mupy, He Oy Iydn CBsI3aHHBIM C HUM pediieKcaMH CBETA.

He sBnsercs nu 370 cOOpyKEHHE OCHOBOM BEPTHKAIBHOTO KapKaca, OCbIO TPaHCIICH-
JEHIIMN 3€MHOTO U KOCMHUYECKOTO MHUPOB, HAYaTOTO B TEME BEPTHUKAIBHBIX apXUTEKTOHOB?
ViMeHHO B JaHHOM KOHTEKCTE MPEACTaBISETCS BOZMOXKHBIM TPAKTOBAaTh BEpTUKAJIbHBIE CO-
OpY’KEHUsI, IPOHU3BIBAIONINE U COSAMHSIONME 3eMIII0 U «KocMudeckoe» Hebo B mpyrux
paborax Manesuua 1928—-1932 rr. («Ileiizax ¢ 6enbiM qomom», «Ilei3ax ¢ mAThIO qOMa-
Mm» u apyrue). OcoOeHHO MHTEpecHBI NaHAmadThl, B KOTOPBIX ManeBUd COMOCTaBISET
BEPTHUKAJIBbHBIE COOPY)KEHHUSI Ha TOPU3OHTE C «CyHpeMaTHYecKuMu» GuUrypamu Jojaend Ha
nepeaneM miane («CroxxHoe npendyBcTBUe», « Topc B xkenrtoii pyOaiike»). O1u Gurypsl B
CyNnpeMaTHUeCcKUX JaHImapTax 3aMEeTHO OTIMYAIOTCA OT APYTUX (UTIypaTUBHBIX M300pa-
*eHul B kuBonucu ManeBuua koHna 20-x — Havana 30-x rr. XX B. HCKIIOUUTEIIbHOU
00001eHHOCThIO (OpM, 0COO0H KOHCTPYKTUBHOU «COOPAHHOCTHIO» YEIIOBEUECKHUX TE U3
CynpeMaTHYeCKUX 31eMeHTOB. [IpuHamexar mu 3Tu GUrypsl K HOBOM TeHEpAIUH «3EMITsI-
HUTOB» — XUTEIAM HOBOHM CynmpeMaThuueckoil BceneHHoM, KOppenaupyonmM ee HOBOU ap-
XuTeKTypHOU cucrteme? B 3penuine «C0KHOTO MPeauyBCTBUS) BO3HUKAET 0OOCTPEHHOE
OLIYIIEHUE POKIAIOUIETOCs] 3€MHOTO MHpPa, B KOTOPOM IOKa CYLIECTBYET JIMIIb OIMH-
€IMHCTBEHHBIN 00UTaTe b Ha (POHE MOKA eIlle MyCTHIHHON 1 0e3:XKU3HeHHOW BeeneHHoi. ..
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930TEPUYECKUE MOTUBbLI NPOEKTUPOBAHUA

WU. N'epacumeHko

Kadpepa MCKyccTB

"ocynapCTBEHHOrO MHCTUTYTA ynpaBneHnsi U coumanbHbIX TEXHOMOMMMN,
Benopycckoro rocygapctseHHoro yHusepcuteta (MuHCK)

€ Hazo 00J1a1aTh 00OCTPEHHOM MPOHUIATETLHOCTHIO, YTOOBI TIPH B3TJIS/IE HA UCTO-

pHYECcKOe TPOIILIOE JIF000H U3 KyJIbTYp HE 3aMETUTh UX CUCTEMAaTHYeCKOro odpairie-

HUSI K MOTHBaM, TEHJICHIIMSAM, HealaM KyJIbTypHOTrO MpPONUIOro. JTOT (peHOMEH C
JOCTaTOYHOM OYEBUIHOCTHIO (PMKCHPYETCS Ha MPOTSHKEHHM BCETO MyTH Pa3BUTHSI YeloBede-
CTBa, OTUYETIIUBO MPOSBIISI ce0s1 B (hopMax COIMATBHOM, OOIIECTBEHHOM, OJUTUYCCKON WIIH
HAy4YHOU JKU3HHU, KOHEUHO ke, B (POpMax KyJIbTyphbl XyHA0KECTBEHHON: HJICaIN3aIlusl KU3HEH-
HOTO yKJIaJia TUKapsi B STI0XY MPOCBEILEHHsI, BO3BPAT K PeKUMaM HaIl3Ma B paMHUPOBAHHOM
EBporie, nHTEpEC, CHCTEMAaTHUECKH 0’KUBAIOIININ B IIMBUIIM30BAHHBIX TOCYIAPCTBAX K opMam
HApOJHOM KYJIBTYPbI WM PETYJISpHAs peaHUMalUs KJIACCUKH B Pa3BUTUH €BPOIEHCKON apXu-
TEKTYpPbI — BCE 3TU U JIpyTHe, JISKAIIUE Ha TIOBEPXHOCTH Pa3HOPOIHBIC SBICHUS «apXan3MOB»
3aCTaBJSIOT TpEArojararh HalWYhe B MEXaHM3MaX KYJbTYphl OCOOBIX KOMIIOHEHTOB, (par-
MEHTOB UTO JIM «IJTUTEIHHON MaMSITI», TIOJUICP’KUBAIOIIUX HCTOPUIECKYIO TPEEMCTBEHHOCTD,
COXPaHSIOUINX YHUKATBHOCTD KYJIBTYPBI, YTBEPKAAIOIINX €€ UICHTUYHOCTD.

Cornacao B.C. EpacoBy, B pa3BUTBIX KyJIbTypax UMEET MECTO HE OTPUIAHUE TPEKHUX
(hOpM COIMOKYTIBTYPHOTO YCTPOCHUS, a «HAJICTPABAaHUE» HOBBIX AYXOBHBIX U COLMATBHBIX
CTPYKTYp U MOAYUHEHUE UM «IIPEIIECTBYIOIINX» BapuaHToB» [3, c. 106]. Apxanueckue KoM-
MOHEHTHI, UHAUE TOBOPS, BIOJIHE MOTYT PAaCCMAaTPUBATHCS OPTaHUYECKOW YaCThIO KYJBTYPHI:
3aHMMasi B HOBOH cucTeMe nepudepuitHoe WM MapruHaIbHOE TOJI0KEHHE U MpeObIBas mpe-
HUMYIIIECTBEHHO B JIATCHTHOM COCTOSIHUM, OHU CIIOCOOHBI BO3POXKIATHCS TIPU OINPEICTICHHBIX
YCTIOBUSIX — TIOAOOHO TOMY, KaK MPOUCXOJST MPOPBIBBI apXaWdeCKUX IUIACTOB B TICHXHKE Ye-
JIoBeKa [6].

Ecnm npuMKHYTBE K M3JI0KEHHOW TOYKE 3PEHHS, TO Cpa3y CTAHOBUTCS OYCBHIHOU Oe3-
YCJIOBHAsl MIPUYACTHOCTh K 00O3HAUEHHBIM PETPOCHEKIUSAM HE CTOJb OTJAJIEHHOTO OT Ha-
IIMX THEeH BpeMeHu MojepHa. B aTo Bpems, Ha pyOexe 19—20 BB., Ha TOBEPXHOCTh KyJIb-
TYpPHOMU JKU3HH OBLTH TIOTHSATHI OKKYJIBTHBIE U MeTa(pU3NIECKHE 3HAHMS, aKTyaTH3UPOBAJICS
uHTEpeC K GrIocousiM BOCTOUHBIX HAPOOB, MU(POJIOTUU TPUMUTUBHBIX KYJIBTYp, H1OXPH-
CTHAHCKOMY TEPUOAY CpeIHEBEKOBbi. B cdepe KylabTypbl XyI0>KECTBEHHOW, B mpodec-
CHOHAJIBHOU (POPMOTBOPUECKON ACATEIHHOCTH CTAJIO BO3MOXKHBIM OOpallleHHE K CTHIIU-
CTHKE BCEX BPEMEH U HapOJ0B, IKJIEKTHUECKOE COUETaHUE PaHEee HE CBOJUMBIX BMECTE Te-
yeHul, HampasieHuil, mkoin. Co3gaBajoch BIEYATIEHHWE, YTO 4Yepe3 apxauky Espoma
«moabupana» cebe HoBoe NHI0. Y coBepiIeHHO HE MPEanoIaraaoch, YTO 3TO JHUIO — JUIO0
«HOBOTO BPEMEHH» — CBOMM YJpYyYarollUM OJHOOOpa3ueM BCKOpE HAmpodb COTPET HEBe-
POSITHYIO ITUPOTY, BCEOXBATHBIM MacIITad HAMpaBIICHUH, MEAPO MpeacTaBisBmuid EBpomy
pyOexa CToNeTHiA.

Bripouem, HHTOHAIUST HEKOTOPOTO COXKAJICHHS, C OUEBUAHOCTHIO MPO3BYYaBIIasl B MOCIE-
HUX CTPOKaxX, COBEPIICHHO HEe ompasaaHa. OOpalieHne K MpoIuioMy COBCEM HE 03HA4aeT Io-
BOpOTa K paHee MPOBEPEHHOMY, Y3aKOHMBAHUIO MTPUBBIYHOTO. Bemen 3a «apxandeckum peHec-
CaHCOM» HEM30EKHO CJIeMyeT «TpaHc(opmaius apXamdecKoro Hacieaus, ero oopaboTka u
azlanTanysl K CBOUM LIENSAM — 3TOT MPOLECC YCIOBHO MOYKHO Ha3BaTh «IMBWIM3ALMEN apxau-
km» [6, c. 209]. TBopueckast U30BITOYHOCTH MAaCTEPOB MOZEPHA IMyTEM KaKOTO-TO CIIOKHOTO
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otOopa MmpuBesia K 4UcToTe (hOpM HOBOTO BpeMeHHU. T0 e 00CTOSTENhCTBO, YTO CETOIHS MBI
BHOBb «0OapaxTaeMcs» B 1eOpsIX OCTMO/IEPHA, Kak Obl M0-HOBOMY IiepeOupasi TBOpUECKOE Ha-
cleue TMPOIUIOro, Bpojae Obl MOBTOPHO MPOXOAWM IyTh, MPOJAETAHHBIM TBOPUYECKOW AITUTOM
MOJZIEpHA, TIOKa3bIBAaE€T BCETO JIMIIb, YTO (PYHKIIMOHAIUCTCKOE IBMKEHHE YIIPOILIEHHO OTHE-
CJIOCH K IIEHHOCTSIM CBOEro HarpasieHus. OTpsiabl SIMIOHOB, HEU30EKHO CIIEAYIOLIHE 3a Mac-
TepaMy aBaHrap/a, OrpaHUYUINCh HEKPUTHUIECKUMU TIeperieBaMyi HOBATOPCKUX (POPM CBOETO
Hepro/ia, KIMIIMPOBATIM U OaHATM3UPOBAIN OCTPbIE (POpPMaIbHBIE PEIICHHUs HOBOI'O HaIpaB-
JIEHUS1, U3-3a YEro OHO HE CMOIJIO MPOAYKTUBHO MPOCYIIECTBOBAThH O0JIee ABA/IIATH JIET, HESIB-
HO MPOJIOJDKEHHBIX TIOCJIEBOCHHBIM 3TAIlOM BOCCTAaHOBUTEIIBHBIX PaboT 1o Beeii EBpore.

B cBsi3u ¢ BO3BpaTOM K IIEHHOCTSIM IEPUO/A MOJEPHA BIIOJHE YMECTHO OOpaTUTHCSA U K
TEOPETUUECKUM MaTepuaiaM, IepeOCMbICIMBAIOIIMM 3TO BpeMs: uccienosarenu B. ['oproHoB
1 M. Ty6mu [2] counn BO3MOKHBIM BBIZICTIUTH B apXUTEKTYpE MOJICpHA HampaBiieHHe, 0003Ha-
YeHHOEe MU TEPMHUHOM «HppalMOHATIBHOEY. B cBeTe M3HAYaIbHO ()YHKIIMOHAIBHOW OpHEHTa-
LU apXUTEKTYPBhI TaKasi aJpeCHOCTb Cpa3y oOpalllaeT Ha ceOsl BHUMaHKE: MOSIBIISIETCS HaIeK-
Jla BBISIBUTH MOTHBBI, HE BOCTpeOOBaHHbIE KyJIbTypoi XX BeKa U COAepIKallie, BAPYT, HEKUit
MOTEHLIMAJI, BO3MOXHBIM K COBPEMEHHOMY MCIOJIb30BaHUIO. M NEeHCTBUTENIBHO: MOSACHSSA, YTO
TEPMHH «UPPALMOHAIBLHOE» OTHOCUTCS HE KO BCEH apXUTEKType (He K €€ KOHCTPYKLMHU, KOTO-
pasi, MOHATHO, HE MOXKET OBITh UPPALMOHAIBHOM, HEe K (DYHKIMH, 8 K CTUJIMCTHYECKON HaIlpaB-
JIEHHOCTH), aBTOPbI [1I0-HOBOMY TPAaKTYIOT B 3TOH Irpade psan npoussBeneHuit A. ['ayau, B 3Ha-
YUTEIBHON Mepe TBOpYECTBO ['. 'MMapa 1 OTaeNIbHbIE IOCTPOUKH HAIIETO COOTEYECTBEHHUKA,
apxutekTopa A. 3eneHko. CIHCOK «apXUTEKTOPOB-UPPALMOHAINCTOBY HAMHOI'O IIMPE, U Cpe-
JI1 HUX W3BECTHBIE MMEHA, YbH PEIICHUs TI0 JEKOPY, IUIACTUKE, IPOCTPAHCTBEHHON KOMITO3H-
LMY WK UCTIONb30BAHUIO MaTepUalla TOXKe MOTYT ObITh TPAKTOBaHbI KaK MppalOHAIIbHbIE (U3
cambix-cambix — 3. CaapuneH, @. lllextens, ['. Ban-ne Benbae, gake npu3HaHHBIN B MOCTe-
nyromeM ¢yakiponanucT [lerep bepenc). B nepeune umen nosiisiercsi, HAKOHEI, U HE YacTo
BoCTpeOyemasi B apXUTeKTypHOM Mupe niepcona P. Itaiinepa.

Ha ocnoBannu kakux npusHakoB B. ['opronoB u M. Ty0iu o HOBOMY BBIIENSIOT UMEHA
U3BECTHBIX MacCTE€POB HCKYCCTBA, OOJBIIMHCTBO U3 KOTOPBIX YK€ YIOTHO YCTPOEHO €BpOmei-
CKMM HCKYCCTBO3HaHHEM CPEIM aICNTOB IPYTUX HAIIPABICHUMI?

OcHoBaHMsI TOMY BIIOJIHE €CTh: B BBIIEJIEHHBIX paboTax Kak-TO MO 0COOOMY MPOYUTHI-
BaeTCs TpaIULMsA, TOUHEE CKa3aTh, IPUCYTCTBYET HEUTO, HUKOI/Ia paHee (0OCO3HAHHO) B ap-
XUTEKTYPHBIA OpPraHU3M HE BHOCUMOE.

[Tpome Bcero cuuThIBaeTCs 3T0 «HEUTO» ¢ pabot P. lllTaiiHepa, apXUTEKTOpPOM HeE sIB-
JABUIETOCS M, OYEBUIHO, IIOTOMY BHOCHBILIEIO HOBBIE MOTHBBI OYE€Hb HEIOCPEACTBEHHO,
YTO JIM «HAIPSIMYIO», ObITh MOXET, B CHIy HENpo(decCHOHATIN3Ma HEJOOLIEHUBAs Pa3HUILY
MEXKIY MOHATHUAMU «3asIBUTH)» U «BBIPA3UTHY.

Cka3aHHOE UM TE€M HE MEHEE MPOUYUTHIBAETCs. B ero ocHoBoM nocTpoiike — «l'eTeanyme»
— ObLTO BOcco3/1aHa ocolasi aTMoc(epa He3/eIHero MIpa, HeKoe OTYCTOPOHHOCTH, MHC-
tUn3Ma. OHa IPOYMTHIBAETCS BOIMPEKU JIUIIbL (hOpMaTIbHOM MPEACTaBICHHOCTH, @ BOBCE HE
BBIPQ)KEHHOCTH apPXUTEKTYPHO-XYIO0KECTBEHHBIMHA CPEACTBAMU: IIIOXMX IPONOPLUMA IOp-
TaJl, HECOU3MEPHUMBIE C HUM, KaK Obl MCIOJIb30BaHHBIE OT APYroro BXoja cTyneHu. B nBepu
IopTaja TeM HE MEHee BOMTH XO4ETCsl, BE[lb UHTEPECHO, C YEM CTOJIKHEUILCS 3a JBEPbMHU Ta-
KOT'0 «CaMOJIEIbHOY CJIETJIEHHOTO BXOJa. A TaM, B HEYETKO OpraHU30BaHHOM XOJUIE — JIECT-
HUIIBL: BPOJI€ CUMMETPUYHO MPUCTPOUBLIMXCS BJIOJIb KPUBBIX CTEH AMHO3aBPOB, MOJCTaB-
JSIOIIMX XBOCTBI U CIIUHBI JUIA NTOABEMA B 3pUTEIbHBIN 3a1. He xouems BUIeTh IMHO3aBpOB
— YBHIMILIb HE THIATEIBHO MPOJICIUICHHBIE CTYICHH W IIEPWIIA, ONMUPAOIIMECS Ha ONOpPBI-
HOTH, KaK OBl IMO/IIIaBJICHHBIE, IIOYEMY TO CIIBOCHHBIC WM cTpoeHHbIe. Tak P. IllTaitaep mo-
HUMaJl IUIACTUKY.

B 3ane u Ha ciieHe — cBoM HeNpo(ecCHOHATU3MBbl; BHEIIHUNA OOJIMK, HECMOTpPS Ha CO-
BEPILICHHBIN B MH)KEHEPHOM OTHOILEHUH OOJIbIIepa3MEepHBIN KyIOJ — ChIpOM, BSJIbIH, HE3a-
ITOMMHAIOILEr0Cs CUITyITa.
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U TeMm He MeHee apXUTEKTypHas OLIEHKA JAHHOTO COOPYXeHHUs — He riaBHoe. Ocob0CTh
apieHHoro P. Illtaitnepom mupa oueBngHa. CUMBOIM3M, 110 OL[EHKAM KPUTHUKH, IPOMUTHI-
BAaIOIMI BCE 3TO COOPYKEHUE — KOJIOHHBI M MX KAIIUTENIN 03HA4YaloT «TO», a BUTPAXKU pac-
KPBIBAIOT «3T0» — CUHUTBHIBAETCS YXKE IOTOM, JKEJIAIOIIMMH BOCIIPUHMMATh BCE YMOM M HE
BUJSILIMX HAYETO IVIa3aMHU. A IPUCYTCTBHE MHOTO MHPA YyBCTBYIOT BCE — U «BUISAILNE», U
«HE BUASALIME», U «DUUKN», U «JUpUKW». W, oueBHIHO, Ui pelleHus 3a1ad Takol 3Ha-
YMMOCTH — IIEPEHOCA 3PUTEIS B MHOW MHUDP — TOAATCA CPEICTBA TOJBKO apXUTEKTYPHOTO
Macmitada (He BCHOMMHAEM IICUXOAETUYECKUX CPEJCTB, PUTYaIbHBIX TEXHUK, MEIUTATHUB-
HBIX IIPAKTHK - BCETO, aKTUBHO HAaCBIIIABIIETO KYJIbTYPY MOJAEpPHA, HO PacIoJiaraBIIErocs
3a mpezenamMu Mpopeccun apXUTEeKTopa).

[Tocne oueBUIHOM N03BI IOTYCTOPOHHETO, IPUBHECEHHOIO B apxuTekTypy P. IlraitHe-
pOM, JIeT4Ye OLEHUTh UPPALMOHAIbHBIA TOH, KOPPEKTHBIMH J103aMHU BILIABJICHHBIN B TBOP-
YeCTBO NPU3HAHHBIX MAacTEpOB MOJEpPHA: 3TO, KOHEUHO ke, U A. I'aynu, u O. CaapuHeH
(paHHero nepuoja), U Apyrue, y>ke IOMMEHOBaHHbBIE BBIIIE apXUTEKTOPHI, U PsIJI MOKA €Ille
HE Ha3BaHHBIX. Bce OHM 4yBCTBOBAJIM HEOOBIYHOCTH CBOETO BPEMEHH, MCKAJIU B MPOIIJIOM
KpacKH JJIsl €ro OTpakeHUsl, C OOHOBJICHHBIM 0ara’koM MbITAJIUCh IPOHUKHYTh B Oyayliee.
UYro ke yAUBUTEIBHOTO, YTO IPU STOM OHH «3aJIETAIN» B JPYTHE KyJIbTYpPbl, BOCCO3/1aBAIN
MOTHBBI APXAWKH, BBIXOAWIIHN 3a IpPEIeNbl MBICIMMOro Mupa? M cieapl MOTYyCTOPOHHETO,
CTOUT COOTBETCTBYIOIIUM 00pa30M «HACTPOUTHY» BOCIPHUATHE, HE3AMEUIUTEIBHO Y3HAIOTCA
Jake B IaMATHUKAX, JaBHO 3HAKOMBIX 110 UICTOPUH aPXUTEKTYPHI.

«l"ereanym» P. lllTaliHepa — npoM3BEICHUE MTO3HETO MOJIEPHA, EI0 «OCHOBHAS PEIAKLIASD)
ObL1a 3aBepuieHa K 1917 rofy, T.e. KO BpeMeHH, KOI/ia BEAyI1e HAlpaBJIeHHs 3TOro TeYeHHs
OBUIM y’K€ 3aMEILEHbl OTKPOBEHUSIMU «HOBOTO BpeMeHW». TeM Jierde, IBUrasch B 0OpaTHOM
HarpaBJICHUH, OMIO3HABATh YEPThl UPPALMOHAIILHO Y APYTHX aBTOPOB: B COKOJIBHUYECKOM Jaue
[penmdep A. 3enenko (1910r.), 6apcenonckom gome batmio A. INayau (1906r), mapmkckux
naBuwiboHax MeTpo I'. 'mmapa (1900r), nexopatuBHbIX padorax Ban ne Benbne, I'. OOpucra,
I'. Kimuvra (1890-e 1T.). U make BBIAAA 3a Mpedesbl, OUepUCHHbIE BPEMEHEM MOJIEpHa, pac-
CMaTpHBasi apXUTEKTypy IMEpHO/a POMAaHTHU3Ma, BAPYT OOHApY>KMBaTh PEILCHUS, SIBHO TATO-
tetone K «HesmemHeMy»: y JI. Conka — 3to cobop cesroro Moanna (Tammepdopce), y
K. Xopmanna — moct uepe3 p. Peitn n nmom kxommanmu «lloxeroona» — 3. CaapuHeHa H
A. Jluanrpena. OteuectBeHHbIe apxutekTopsl A. ByOsips u H. Bacunbes, crpousmme B Ile-
TepOypre, TaKKe BIIAJICITH STUM S3bIKOM.

[To P. Ilreiinepy, EHHOCTHIO 00Ia/Ia€T TOIBKO OOBEKT, CIIOCOOHBIM K O0€CKOHEYHBIM
npeBpaieHusM, Metamopdozam. Henonsuxuas ¢opma numena xusHu. M oH nepenaer
«JIBIKEHUE» €IUHCTBEHHO, II0 €r0 MHEHMIO, BO3MOKHBIM JJISi CTATUYHOM apXUTEKTYpPBI
MyTeM — OSCKOHEYHBIMH BapHaIlUsIMH B3SITOM 32 OCHOBY TEMBI, €€ TOCJIEI0BATEIbHBIM
IIPEIbSABICHUEM JBUTAIOLIEMYCS 110 MapLIPYTy 3pPUTENIO, B3TJSAY 3PUTENs], OCMaTPUBAIO-
IeMy OOBEKT 110 33/1aHHOMY CLIEHApHIO.

Hackonbko u3o0peraTeneH Takol MOJXOJ MO OTHOUIEHUIO K 00pa3HbIM BO3MOXKHOCTSIM
apxuTeKkTypbl? Benp cnenmduueckas nepenada coJepikaHHs apXUTEKTYPHBIMU CPEICTBAMU
ropaszio 6oraue. [la, 3puTens MOKET CMEIIATHCS M MIEPEABUTACTCS M0 OTHOLICHUIO K 00be-
MaM M IIPOCTPAHCTBAM APXUTEKTYpPHBIX KOMIUIEKCOB. MeEHSIOUIMECS PaKypchl BOCHIPUATHS
YK€ MOTPYKar0T €ro B IPOCTPAHCTBEHHO-BPEMEHHBIE 3aMbICIIbI aBTOpa. HyXHO 11 mintroct-
PUPOBaTh KaXKIbIH IIAr HOBBIM, IMOUTH «IUTEPATyPHBIM» CIOKETOM — UMEHHO TaKUMH CO00-
meHussMu Harpyskaet P. lltaitHep nocetutens «I'ereanymay, pa3BopaunBas nepesl HUM Ka-
IIUTEIN KOJIOHH C MOCTaIUWHBIMA MOTHBAMHU BBI3PEBAHUS, LBETCHUS, yBsnanus. He menee
CIIOYKHBIE KOMIIO3UIIMU, K TOMY € MHOTOIIBETHBIE, (DUTYypaTHBHBIC, 3aJI0KEHBI B BUTPAXKH,
CBSI3aHHBIE 10CJIE0BATEIbHBIMU CIOKETHBIMU NIOCTPOEHUSMHU. 11 B TOM, U B IpyroM ciydae
(1 ropaszo mupe — B TPAKTOBKE BCEX 00BEMOB, CKYJIBNTYpPHBIX GopM U aetaneil «I'ereany-
May) [4, ¢. 51-65] umen MecTo SBHBIN MEPEHOC B APXUTEKTYpPY MPUEMOB, OYEBHIHO, TpaMa-
TYpPru4ecKoro TBOpuecTBa, kK koropoMy lllTaiiHep mmen HemocpeAcTBEHHOE (IIpaBAa, TOXKeE
HenpodeccHoHaIbHOE) OTHOMCHHE. OCMEMMCS TIPEIIOI0KHUTh, YTO «0COOOCTE)» €ro apXu-
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TEKTYpbl CUUTHIBAJIACh BOMPEKU CUMBOJIUCTCKUM MPHEMaM, HACBHIIABIINM 3TO 31aHue. OHa
OILyII[AJIaCh, BO3MOXKHO, B CHJIy HEMOCPEJICTBEHHOCTH JIETIKU apXUTEKTYpHOI'O OpraHu3Mma,
OUYEHb CXOJHOM ¢ yOeAUTENbHOCTBIO JETCKOTO PUCYHKA, IETCKOIO TBOPUECTBA B LIEJIOM.

lamma «00pa3HBIX TPEIBSIBICHHID IPYTUX aBTOPOB, YIIOMSHYTHIX B HACTOSIIIEM Mate-
puaie, ropa3ao Ooraue u, TaBHOE, TOHBIIE. A. ['ayii MOCKIIAeT COOOIIEHUS 3PUTENIO KaK
OBl «TIOCIIOIHOY»: TEepPBbIi B3rNIAL Ha (acang goma baTino — HEMOHATHO OTKY/a B3sIBIIEECs
OILlyIIIEHHE TSKECTH, THETYIIeH atMocdepsl, Tparenuu. Jletann «u300pa3uTeaIbHOTO MO
¢acaza, BHIIOJHEHHBIE U3 KAMHSI MECTHBIX TIOPO/JI, TOHAJIbHOCTU TAKOTO BOCHIPUSATHUS BPOJIE
ObI HE TIPEATIOJIATaloT.

Ho mocreneHHO T7a3 HauMHAET pPa3lM4aTh HEOOBIYHOCTH IUIACTUYECKOTO PEIICHUS:
aKypHasi CTPYKTypa 3pKEPHBIX MOCTPOCHUN HAYMHAET BAPYT BUACTHCS PSIIaMU CKEIETHBIX
bopM, orpakeHus: OaJIKOHOB, KaXETCsl, CXOJIHbI C MCThIMU IJIa3HUIIAMU Yepena. 3arajka,
mays3a Ha pa3MbIIUICHHUE... B3risa mon3eT BhIIe W OOHAPYKHBAET B3IBIOMBIIYIOCS, ITO-
KPBITYIO Yellyei KpBIITy, MJIOTHO OXBATHIBAIOIIYIO (pacaHble TUIOCKOCTH: TENeph 3PUTEINb
MOJTy4aeT MPaBo JOMBICIMBATH COOBITHS, SBHO CBS3aHHBIE C akTaMu Hacuius. Ho, rmaBHoe,
MBICITb MOXET M HE WATH B 3TOM HAIpaBIIEHWU, BeIb IJacThka (acagoB — M3OIIPEHHAs,
KpBIIlIa KOHTPACTUPYET CO CTEHaMU, MOHOJIUTHAs, ¢ Ooraroil (aktypHoit oTaenkoi. [lexo-
pUpoOBaHuE, MHa4Ye TOBOPs, B Mepy TpaauionHoe. [IpaBa, monas B MHOTOSIPYCHBIN X0 C
XOpOILIO TMPOJIEIUIEHHBIMH (!) OrpakIeHUSIMU JIECTHUILBI, BAPYT HAaYMHACIIb YyBCTBOBATh
ce0sl B JIOBYIIIKE, MOKET OBITh B UpEBE APAKOHA, BEIb «IIPUCYTCTBOBAJIO» KE YTO-TO «Ta-
Koe» Ha Kpbitie qoma? Ho, omaTh Taku — MOXKHO MPOCTO JFOOOBATHCS UTPO MaTEpHUAJIOB,
pa3BepHYTHIX B HHTEPhEPE: COUYETAHUEM IIIACTHUECKUX (POPM M KepaMHUUECKHUX SJIEMEHTOB,
TaKTUYHO apaHXUPYIOUIUX BHYTPEHHUE 00BEMBI, UTPOU TeHeH. M TONbKO 3HAIOMNNA UCTO-
PHIO 3TOTO Kpas B COCTOSIHUM COOTHECTH YBHJIEHHOE C JIETONHCHIO TPAaru4eCKUX COOBITUH,
MeTadoprdeckn NpeACTaBICHHBIX (opMaMu apXUTEKTyphl. Benukuii Mactep HE MOT TO-
3BOJIUTH ce0e MPSIMBIX M300pa3UTENbHBIX aHAIOTHH, MPECTYMUTh MEPY YCIOBHOCTH apXu-
TEeKTypHOU (QOpMBL. 3pUTENH K€ B pe3yibTaTe Mpo(hecCHOHATBFHOTO MPEeaAbIBICHUS 00pa3a
MOJTy4aeT CBOOOAY OMBICIHMBAHMS, IIUPOTY BOCHPUATHUS, MONET (aHTa3uu — B JTAHHOM
ciaydae 0e3bICXOHOM M MPAyHOM, HO OT TOTO HE MEHEE COJEP)KAaTEIbHOH, B CMBICIIOBOM
OTHOIIIEHUU HE MEHEE Pa3HOOOPA3HOM.

Kaxxnp1it u3 aBTOpOB, YIIOMSHYTBIX BBILIE, © MHOTHE U3 HEHa3BaHHBIX B CHUJy OrPaHH-
YEHHOTO 00beMa MyOIuKaIuy, MOJIb30BATUCh CBOMMU TMPUEMaMU BBIPAKEHUS «HE3JICITHE-
ro» coaep:xkanus. M3 apXuTEKTOpPOB POMAHTHYECKOTO HAMPABICHHUS] OTMETHM JIHIIb OCO-
o1 movyepk nmpousBeneHuit JI. Conka, ueir cooop B Tammepdopce OyKBaIbHO «YTATHBACT)
3puTeNis B IPONUIOE, MPHU MOJHOM OTCYTCTBUHU J€Tajiei, KOTOpble CHOCOOCTBOBAIN OBl
CTOJIL 0coboMy BocmpusTHiO, HO U I'. Pugapncon, u Y. Bolicu BonHe yoeauTeTsHO TOBO-
PUJIM Ha 3TOM SI3bIKE.

U 31eck yMeCTHO BHOBb OOPATUTHCS K MPEANOI0KEHHIO O TIOBTOPHOM MPOXOXKACHHUU ITyTH
MOJIEpHa MacTepaMy UCKycCTBa Hammx fneil. [lotomy 1 BocTopikecTBOBasIa B CBOE BPEMs BETBb
KOHCTPYKTHBHU3MA, YTO MAacCOBBIE B TOT MOMEHT CPEJICTBA BhIpaKeHHUs (OE€TOH, METaJII, CTEKJIO)
MOIJIM peajM30BaTh JUIIb TUIOBBIE, JIO3YHIOBBbIE MBICIU. TOHKOCTH, MOCHJIBHBIE MacTepam
maciuTtaba A. ['ayau, TpeOoBaIM WM peMECIEHHBIX METOJIOB PabOThI, MIIM HOBBIX MaTEpPUAJIOB C
COOTBETCTBYIOLIMMH TEXHOJIOTHSIMH HUX NpuMeHeHus. U eme: TpeGoBaIM BOCIUTAHHOTO (BOC-
CTaHOBJICHHOTO) TIOCJIEAYIOLIMM BpEMEHEM MTOCTMOJIEPHA CPe3a BOCTIPHUATHSA, alleJUTUPYIOLIETO K
CHTHaJIaM TeJla — COBEPIIEHHO apXan4ecKoro pakypca BOCHPHSTHSL, BCETa OTJIMYABILETO TITy0o-
KUX MPEKOB, HO HAUUCTO CTEPTOrO Pa3BUTUEM LIMBUITH3ALIUH.

KauecTBeHHO HOBBIE MaTepHalibl, HEBEPOSATHBIE IJIsl MPOLLIOrO CIOCOObI UX peanu3a-
K (y apXuTeKTopa), «paz0yKeHHOE» BOCIPUSATHE (Y MAaCCOBOT'O 3pPHUTENSI) CETOHS YKE B
Hanuuuy, u noromy B EBpome, Amepuke u Ha Boctoke mposiBnsitorcs: heHOMeHbI (HOPMBI,
KOTOpBIE HEBO3MOXHO IIEHUTh KPUTEPHUSIMH TPAJUIIMOHHOTO UCKYCCTBO3HAHUSA. APXHUTEK-
top Hdanwdnp JInbeckuHy, HarpuMep, BBIMTPAll KOHKYPC, IPHUYPOUCHHBIN K J1aTe TepaKTa
11 cents6ps B Hbm-ﬁopKe. B ero pemenun ocHoBHas «(popmay, penrusiias cyab0y KOH-
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Kypca — T€Hb, [TaJA0IIasl B TIOJO)KEHHOE BPEMs B HY)KHYIO 30HY. T€Hb — KaK HEUTO, aKTH-
BU3HpYIOLIEE MaMITh O COOBITHH, HO COOCTBEHHO COOBITHS HUKAK HE TPE/ICTaBIISIONIEE.

[Ton matponaxem Ponana bapra poauics BbICTABOYHBIN MABUJIbOH, «COTKAHHBI) W3
TyMaHa — U3 BOJHOU nblTH. HeBHATHOE 0071aK0 BUTAET HaJl MOBEPXHOCTHIO 03€pa, 3aMETHO
MeHsIs1 KOH(UTYpAIMIO B 3aBUCHMOCTH OT HAIPaBIICHUS U CUJIBI BeTpa. Tak BOCIpUHUMAET-
Csl 9TOT OOBEKT apXUTEKTYPHI ¢ Oepera.

A mBetinapckuit apxutekrop Ilerep LlymTop moctpous gedeOHbIe TEPMBI B TOPHOM MEC-
Teuke Banbe, (hacampl 1 HHTEphEpBl KOTOPBIX COBEPIICHHO HE 3armoMuHaroTcs. Ho B mamsita
HAaBCETJa OCTAIOTCS OLIYLIEHUS OT MOJOTPETOM, JIEASHOM WIM 3aMELIaHHOW Ha JIENeCTKax
IIBETOB BOABI B 0acceiiHax, OT 3ByKOB KaIlellb, CPBHIBAIOIIUXCS C OIMHAKOBO CEPhIX OETOHHBIX
MOBEPXHOCTEM, Y/IBANBAEMBIX U YTPAaUBAEMbIX JJIMHHBIMU [IEPEXOIAMHU «OT BOJIbI K BOJIE», OT
BHUJIOB IIBEMIIAPCKUX TOP, OTPAKEHHBIX MEPLAOIIMMU 3€pKaJlaMU BJIarM WU YBUJICHHBIX
«HaIpsSMYI0», B MIPOCBETaX MEXIY OCTOHHBIMU MaccuBaMu. Kak U B mepBbIX ABYX IpUMe-
pax, 3pUTeNbHbIC BIEUYATICHUS 3[1€Chb HYKHBI JIMIIb KaK HEpPBbI CUTHAJ, KaK 3HAK, OTChI-
TAOIIUK HAC KyAa-TO BIIyOb caMux ceOs, BKIFOYAOUINIA HAII OIMBIT, HAIIY MaMsTh, TO3BO-
TISIOIIMI CIBIIIATH MOTa€HHBIE OIIYIIEHHUS, CUTHAJIbl COOCTBEHHOTO Tela.

Bort B 3TOM, KaxeTcs, BCE U AEJIO: €CIU 3PEHUI0 HET BO3MOKHOCTH ONEPETHCS HA YETKO
BBICTPOCHHYIO ()OpPMY, OHO «CAAET MOJHOMOYHUSA» TNy, MEPEBOIUT PEAKUUU BOCIPHUITHS
COBEpUIEHHO B JIPYTYIO IUIOCKOCTb, MOXET ObITh IPAaBHJIbHEE B 3TOM Cilydae CKa3aTb — B
apyroii oobeM. M TOHKO 4yBcTBYOMMI BOCTOK MpUHST yyacTue B 3TOM Urpe B ere 00ib-
e CTeTIeHU: MHOTOYUCIICHHBIC IICHTPBI MEIUTAIIUU C MPU3HAKAMH (POPMBI, CTABSIIIUMU B
TYIHUK H30LIPEHHYIO0 apXUTEKTYPHYIO KPUTUKY, CTAHOBSTCS TAM HOPMATHUBHBIM THUIIOM 00-
LIECTBEHHOI'O 3/1aHMS.

S3pIk Tena. He mpou3omuio M B HallleM TEKCTE MOJMEHbI MOHATHH, MbI IIPOJIOJHKAEM TO-
BOPHTH 00 «HPpAMOHATIBHOMY», TIOTYCTOPOHHEM, MOTACHHOM, WM OOpaTHINCh K JPYroMy
YPOBHIO BOCIIPUSTHSL, IEPELILT HA UHOW TOPU30HT PACCYHKIAECHUIN?

OTBeT Ha 3TOT BOMNPOC SIBHO NPEJHA3HAYEH MPEACTABUTENSAM TOJIBKO €BPONEHCKON KYJIb-
TYpPHOH TpaJWINK: JIIOAU BOCTOKA MPEKPACHO 3HAIOT (BCETr/a 3HAIN), YTO TEJIO YeNIOBEeKa eCTh
€ro «UyBCTBWJIHILIEY, U 33 KAKIYIO U3 SMOLIMI — CTpax, THEB, CKOPOb, palocTh — OTBETCTBEHHO
HE MBIIUICHHE, HE Pa3yM, a COOTBETCTBYIOIIHME OpPraHbl Tena. Tem Ooree, ecm JIeNo KacaeTcs
CTOJIb CIIOXHBIX, «KOMIUIEKCHBIX)» MEPEKUBAHUN, KaK HHTYUIHS, TPEIOUTYIIIeHUe OyayIIero,
«BUYBCTBOBaHME» (B MaTepHall, CUTYalUIO, IUIACTUKY IBM>KEHUH U npou.). Tonpko Teno (mpo-
JI0JDKaeM OTBeuaTh Ha 3a/IaHHBIN BOMPOC) MOXKET OTpearupoBaTh Ha MHPOPMAIIHIO, 3aJI0KEH-
HYI0 XyJI0’)KHUKOM B KOMITO3UIIMOHHOM PELIEHUH W TO, YTO IJIa3 Yallle BCETO CUMTHIBAECT WH-
(hopMario epBbIM (KOMITO3UIIMOHHBIE XapaKTEPUCTUKNA — BO BCSIKOM CJTydae) BOBCE HE O3Ha-
9aeT, 4To 3Ta MHPOPMAIUS TYT ke 00padaThiBacTCs MO3roM. [Ipr3HAKH KOMITO3HITUH — CBET,
LIBETOBOE PELICHUE, TPOCTPAHCTBEHHOE PACIIONI0KEHUE — IIEpBasl peaklys Ha HUX — TeJIeCHa,
M0 MEXaHU3MaM BO3JCHCTBHUs Ha YEIOBEKa — COBCEM HETOHATHAs, HO BCETrla OYeHb yOemu-
TeNbHasl U JIOCTOBEPHAsi, TIOUYEMY M BBI3BIBACT Aocany (MOCIEIHUM pa3 MUHAeM MPU3HAHHOTO
aBTOpHTETA A30TEPHUKH) HeyMepeHHoe obOpamenue P. [llTaitHepa K JIOTHYeCKUM X0/1aM B KOM-
MO3ULIMH. Y7Ke MPO3BYYaBIIEe MHEHUE, YTO CKPBIThIE CMBICIIBI «I eTeaHyMa» MOCTUratoTCs BO-
NPEKH €r0 YCHIMSAM, B 00X0J «yOequTebHOCTH» CLIEHAPHBIX MMOCTPOSHUH, MOATBEpKIaeTCs
MHOTOBEKOBBIM OITBITOM BOCHPHUSATHUSl XYJ0KECTBEHHBIX IMPOU3BEJICHUI, BBIMOJIHEHHBIX Ie-
HUSIMU IPUMHUTUBHBIX KYJIbTYp, MpodecCHoHaTaMH OCIEAYIOMUX (hopMaiuii.

YToObl OKOHYATENIBHO CBECTH BMECTE «HUPPALMOHATIBHOE» U «TEJIECHOE», MO3HAKOMUM
YUTATEJs C BIOJHE €BPONEHCKON M COBEPIIEHHO COBPEMEHHOM TOYKOUM 3pEHUS HAa CTAHOB-
JIEHUE KaTeropuu MPOCTPAHCTBA, CPOPMUPOBABLICICS B €BPONEMCKON HAayKe B MOCIIEIHUE
JECSITUIIETHS.

W3 oTeuecTBEHHBIX MCCIENOBATENEH 3TOT paKypc MHTEPECHBIX HaM OTHOIICHUH MOIpOOHO
ocetun akazemuk B.H. Tornopos. B rnaBe «Ouosnoruueckre UCTOKU KyJIBTYPHBIX (DEHOMEHOB)
akanemuk B.H. TomopoB (pabora «O Mu(}OMOITHYECKOM MPOCTPAHCTBE») TOCIEIOBATEILHO
Pa3BOpavMBaeT KapTHHY (POPMHUPOBAHHUS «IyBCTBA MPOCTPAHCTBA» HA MaTepuaie MU(OB TBOpE-
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HUSI, CO3/IaHHBIX HAPOAaMH C Pa3BUTHIMU MHU(orodTHUecKMHU Tpaauimsvu. B.H. Toropos mo-
Ka3bIBACT, YTO CBOMMH TJIABHBIMHA OOBEKTaMH 3T MHU(BI, COOCTBEHHO, U UMCIOT TIPOUCXOXKIC-
HHE MPOCTPAHCTBA, «BO3HHUKHOBEHHE-OOBSICHEHUE €r0 (DYHIAMCHTATIBHBIX C MH(OJIOrHISCKON
TOYKH 3PEHHUSI CBOMCTB U MOCIIEI0BATEILHOCTD 3aMOHEHHUS POCTPAHCTBA «IIpeaAMETaMmy (KU
«TeNaMm»), KOTOpble CaMl HAYMHAIOT OMPENIENSATh CTPYKTYpY 3TOr0 MPOCTPAHCTBA U IIEHHOCTh
pa3HbIX ero yacren» [5, c. 33].

Cucrema J0Ka3aTeNbCTB, YOKIAIOUIMX HAC B PEATIbHOCTU OTHOIICHUSI «IIPOCTPAHCTBO
TEJIECHOE — MPOCTPAHCTBO BHEIITHEE)» OCHOBaHA HA MaTepHaax MHU(OIIOITHUECKOTO TBOpUE-
CTBa M 00s3aTENIbHO BKIIIOYAET XAPAKTEPUCTHKHU Telld, KOTOPHIM JAPEBHHUMA YEIOBEK HIIET
aHaAJIOTUM BO BHEIIHEM Mupe. Takas cucreMa J0Ka3aTelbCTB COBPEMEHHOMY YEJIOBEKY, KO-
HEYHO, HENPUBBIYHA, HO HA HAIIPABJICHUHU, MPOJIOKEHHOM YBA)KAEMBbIM aKaJE€MHKOM, BCe-
TaK{ MOCTIXKHMMA: «J1Ba Kpyra (pakTopoB CyIIECTBEHHBI B ’TOM OTHOILIEHHU. 10O, UTO OXBaThI-
BAETCs PJIEMEHTAPHBIM OOMEHOM (TEJIO €CT U MbET, HO OHO U MU3BEPraeT U3 cedsl pe3yIbTaThl
ATUX JEeUCTBUI)». B 00MEH BXOAHUT M TO, UTO «MOXKET OTUYKIATHCS OT Tesia U (MITK) TIPUo0-
peTaThCsl UM HECKOJIBKO MHBIM 00pa30M, HEXEH ea U MUThe (BOJOCHI, HOTTH, 3yObl, Kpaii-
HSIS TJI0Th, KPOBb, CJ€3bl, MOT, CeMS U T.II., C OJJHON CTOPOHBI, M T€ OPYIUs U CpelcTBa (Ka-
MeHb, Tallka, MOCYAa, YTBaph, OJICXK/IbI, MaTepHUaIbHbIC CUMBOJIBI, YKPAIICHHUS U T.II.), KOTO-
pble KOMIIEHCUPYIOT WK YCWIUBAIOT ACUCTBUSA TEX WJIM MHBIX YacTeu Tena, ¢ Apyrou. Oco-
Oy10 pOJIb B ’TOM OTHOIICHUH UTPAIOT MOABMKHBIE YaCTH Tela (pyKd, HOTH, MaJIbIlbl, TOJIO0BA,
SI3BIK, TJ1a3, YIIIU, MYKCKHE TeHUTAIINHU, KOXa U T.I1.): OHU OOpaIIeHbI OT TeJa K MPOCTPAHCT-
BY, BOCIIPHHUMAIOT €T0 «B TOJb3Yy» TeNa (WK, HA000pOT, OTIYKIAIOT €ro, 3alliiias TO ke
TEJO) U, CIEIOBATENBbHO, KaK Obl PaCIIUPSIOT «BHEIIHEE» MPOCTPAHCTBO BOKPYT HEro» [5, c.
37]. «ITonBmkHBIE YaCTH TE€Ja HE TOJIBKO JAOCTABISAIOT TEIY 3HAHHE CBOMCTB BHEILIHETO MPO-
CTPAHCTBA, HO U CITYy>KaT COXPAHEHUIO 3TON MH(POpMAITIH, KOHTPOJIIO HAJl HUM).

He wuznumne st Hameil TeMbl, 1 OYEHb UHTEPECHO caMo Mo ce0e TO, YTO HEKOTOpPbIE
TaKHE «3aXBaTbl» MPOCTPAHCTBA MOJBUKHBIMHU YACTSIMH TeJla TPAKTYIOTCS KaK HapyIICHHUE
MIPOCTPAHCTBEHHBIX 3aMPETOB B UX «HPABCTBEHHO-IOPUIUUYECKOID UHTEPIIPETALIUU U MOTYT
3a 3TO HaKasbIBaThCA. J[peBHEe MH(OIMOITUYECKOE MPABO MPeayCMaTPUBAET BO3MOKHOCTD
MOJIHOTO OTYY>KICHHSI YacTell Tesla OT caMoro Teja: pyKH, HOTH, TOJI0Ba OTpyOaroTCs, Y,
HOC, TEHUTAJUU OTPE3ar0TCs, TJla3a BBIKAIBIBAIOTCS, KOXa CAWpaercsd, U T.I. Tak 4ro, K
CJIOBY, IPEBHHE «BapBapCKHe» OObIYad HaKa3aHWW MMEIOT BIIOJIHE OOBSICHUMYIO OCHOBY H
JTIOJKHBI OLIEHUBATHCSI HAMHM C YYETOM YCJIOBHHM UX MpoucxoxaeHus. Ho 3To, umeHHo, Kk
CJIOBY, YMECTHOMY Tepe]l HOBOM IMTATOM: «IOJBUKHBIC YAaCTH Tela MO3TOMY O0JamaroT
M3BECTHOW HE3aBHCHUMOCTBIO OT Tela, «Iepu(PepuiHOCTHIO». 3aTO OHU Ha MEpeTHEM Kpae
KOHTAaKTOB BHYTPEHHETO MPOCTPAHCTBA — TEJA, C BHEHIIHUM IPOCTPAHCTBOM — MHUPOM.
NMeHHO ¢ WX TIOMOIIBI0 MPOCTPAHCTBO MHTEPUOPHU3UPYETCS B TEJIO, HO M TEJIO, «CIalua-
JU3UPOBAHHOE» 3THUM BHEUIHUM MPOCTPAHCTBOM, B CBOIO OUYEpE/b «OTEIIECHUBAET), «COMa-
TU3UPYET», B HAUOOJIEe «CUIIBHBIX)» CIIydasX OYEIOBEYHBAECT MUP, BOCIPUHUMAET U3 HETO
TO, WJIA TOJIBKO TO, YTO MOXKET CIIeJaTh TEJIO Yepe3 CBOU MOJBUKHBIE YACTH.

[ToBrXHBIE YACTH TeJa «IO3BOJISIOT ONPEAEIIUT OCHOBHBIE CBOWCTBA U MTApaMeETPbl IIPO-
CTPaHCTBA ¥ TOTO, YTO €r0 3aTOJHSET: OJMM3KUI — JaNeKuil, HU3KUN — BHICOKUM, Y3KUN — IITH-
POKUIA, IPaBbIi — JIEBBIH, TBEPABII — MATKUH U T.II., BKIIIOYAs U IIBETOBBIE, (DaKTypHBIE, BKYCO-
BbIC, TECOMETPUUIECCKUE U MHBIE XapaKTEPUCTUKU TIPOCTPAHCTBA U CAMOTO CE0s — TENay.

W neiictBuTensHo: monpoOyiiTe, HEe Biajess aOCTPAaKTHBIM MBIIIJICHHEM, BBIBECTH W3
CBOErO TeJla KyAa-TO «BOBHE», «HAPYKy», NOIyCTUM, CBOMCTBO TBEPJIOCTH, TOCUUTATH €r0
XapaKTEePUCTUKON pacusieHsieMoro aepeBa! J[peBHUI 4enoBeK aOCTPaKIUSIMU HE OTIEPUPO-
BaJ U, IOTOMY, 3TO CBOMCTBO OBLIIO XapaKTEPUCTUKON €ro MajblEB, BCIE 3a TEM — JIEpEBa.
A «msrkocTb»? Ero manbies ¥ ruHbL. ETo TENo mpoaomkanoch TBEPIABIM «CyOCcTpaTom» B
JepeBe, MATKUM — B TJIMHE, TEKYIIUM — B Bofie. [ panull He ObLIO.

C npoCTpaHCTBEHHBIMH OPUEHTALIMSIMU €I1I€ OUYEBHUIHEE: CBOMCTBA «IPABOCTHY WM JIEBO-
CTH» KaXYyTCsl HEOThEMJIEMbIMU MPU3HAKAMHU JaHAmAa(Ta, X0Ts TOJIBKO YTO MOKa3bIBAJIOCh: UX
MOTHBAILIMU — B COOCTBEHHOM Telle. B TOM ke CTEeNneHM — «Bepxa»y U «HU3a», «OJIH30CTH» U
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«OTIAJICHHOCTHY, «Y30CTHU» U «IIUPOTHD U T.J., O TOJHOTO OXBara (MCUEPIIaHHOCTH) BCETO
«cnoBaps Tenay. Hakoner, mocnemHeii ¢ppasoii B. TomopoB BITIOTHYO TIOABOUT HAC K BBIBOTY,
MPUHLUITHAIIBHOMY B TIOHUMaHUH MPOCTPAHCTBA, LEMKOM B3paIllEHHOTO, MOTyYaeTCsl, HA 0CO-
OEHHOCTSIX CTPOEHHMS HAILETO «IyBCTBUIIMIIA — TEJa»: TOJIBKO B CHIIy 3TOTO OOCTOSITENIHCTBA
MHUp, BHEILIHEE MTPOCTPAHCTBO, C KOTOPBIM UMEET JIENIO YEJIOBEK, €r0 «TEJI0», OKa3bIBAETCS Yes0-
BEKO-(TeJ0-) cooOpa3HbiMy». OTCIO/IA Ke: «UeIOBEK — Mepa Beex Beriei [3, c. 38].

KoHeuHO ke, «<tAHTUMHBIE)» OTHOIICHMS TEJIA U OKPY KAKOLIErO MTPOCTPAHCTBA OTPAKEHBI
B S3BIKE pa3HbIX HapoJ0B (pa3BepHyThle puMeuyanus y B.H. Tonoposa mocssuieHs! aHa-
T3y KaK pa3 TakuX, 3a()MKCUPOBAHHBIX B A3BIKE, COOTBETCTBHIA: I1 O JT H O K b € TOPbI, FOp-
HBIH Xpe O eT,yCcThe peku U T.1. YKa3zaHHas padoTa HachIllleHa IPUMEPAMH U3 Pa3HbIX
SI3BIKOB MUPA).

ToNBKO TN «IEPBUYHBIE» MEPLENIMH CBA3BIBAIOT IPOCTPAHCTBA TEJla M BHEIIHEHN cpe-
ne1? Ham coBpemenHuk, Pymonbd ApHXEM, MHOTO ¥ TUIOJOTBOPHO pabOTArOmIUil Hal
poGiieMaMu BOCIIPUSATHS, BBIIESET CBA3H, 3aBUCALINE OT KUHECTETUKU — BHYTPUMBIIIIEY-
HBIX HalpsHKEHUH, IPUHUMAIOIINX aKTUBHOE Y4aCTHUE B OKPACKE BCEX PEAKLIMI BOCIIPUSTHS
Onmarojaps HaJMYHUIO COOTBETCTBYIOIIUX PEIENTOPOB B MYCKYJIaX, CyXOKUITUSAX U CyCTaBax
YenoBeKa (TaHIOPBl U aKTEPhI TeaTpa He B MEHbBIIEH CTENICHH, HeXKENIU B IPEBHOCTH OpUEH-
TUPYIOTCSA Ha KUHecTeTndyeckue ourymeHus. CrioprcMensl — Toke). Ho 1 oT Hac HUKya He
yILJIa YyBCTBUTEIBHOCTh 3TOTO POJA: BCIIOMHUM, C KAKUM BHUMAHHUEM CIIEIUM MBI 32 U3-
MEHEHUSMHU aBTOMOOMIIEH — TpaHC(HOPMEPOB, BCE Yallle MOSIBIISIOUIMXCS Ha MEXIyHapO-
HBIX aBTOMOOMIIBHBIX (hopymax. Oxa3bpIBaeTCsi, MPU BOCTIPUATUN 00BEMHOI (OpMBI, HE Ha-
XOJAIIEHCA B HEMOCPEACTBEHHOM KOHTAKTE C HALIUM TEJIOM, KHHECTETUYECKUIN OIBIT «II0-
MOTaeT yTBEPAUTh OOBEKTUBHYIO (OopMy HaOJI01aeMBIX HAMH OOBEKTOB HAMPSIKEHHS, KO-
TOpBIC UCTIBITHIBAIOT HAIIM TENa, KOTJAAa MBI PacTATHBAEMCSl WIIM HAKJIOHIEMCs, 0TOOpaxa-
I0TCA B KOHKPETHBIX CIIOCO0ax BOCIPHUATHS OOBEKTOB, MOJBEPraeMbIX H3JIOMY, BBIKPYUH-
BaHUIO WJIM JIABJICHUIO ¥ M3MEHSIONINX TP 3TOM CBOIO hopmy» [1, c. 267].

[Tomy4aetcs, onsTh Ten0. MBI U ceroiHs He 00XoauMcst 6€3 3TOr0 «IyBCTBIJIHIIA». A €CTh
elle mpeHaTalbHble (BHYTPHYTPOOHBIE) OLIYIICHUS, IEPUHATIbHBIE (IPEAPOAOBBIE), B ILTIOC K
TOMY, 109MOpHOHAJIbHBIE — (OBYJISIpHBIE). B «OCTpBIe» MOMEHTHI Hallleil ’KU3HU BCE OHU CIIO-
COOHBI BBIIATh HAM Criel(UUECKyI0 HH(POPMAIIHIO, TOJBKO BOT, 00OYYEHBI JI MBI (3aUHTEpe-
COBaHBbI JIM) CUUTHIBATh €e? A Belb UMEHHO IMOCIIECAHUE OIIYIIECHUS — KaHall 330TEPUUECKUX
IIPEJCTABIICHU, HAIIPABJIEHUE, MAJIO OCBOEHHOE COBPEMEHHOM XY0KECTBEHHOU HIIUTOM.

[Toka, BO BCSKOM cllydae, YIOBIETBOPUMCS TEM, YTO BCE 3TO OOraTCTBO A0 CHX TOp
MIPUHAJIEKUAT HAM, HE OTMEPJIO N0 MPUYMHE CUCTEMATHYECKOTr0 UTHOPUPOBAHUS €ro T'0JI0-
COB, HaIllIOMHHAET O ceOe BOMpEeKH KOM(OPTHHIM OBITOBBIM YCJIOBHSM, OECKOHEUYHO MHO-
JKMMBIM COBPEMEHHOM IMBHJIM3aUME. Telo I0CTaTOYHO CTUXHIHO, BONPEKH BCEMY,
BKJIIOUAETCS] B HEOXKHUIAHHBIE JJI1 HAC MOMEHTBI, XOTh KaK-TO BBOJISl HAC B KOJIEIO IIPEXKHE-
ro BocrpusATus (3HaHus1). [IOHATHO, YTO KOHTAKT C Xy/J0KECTBEHHBIM MPOU3BEACHUEM KaK
pa3 U OTHOCUTCSI K TEM «CTUXHIHBIMY SIBICHUSIM, KOTOPbIE BOIIPEKHU YHOPSAIOUYEHHOMY XO-
1y COOBITHIA MO3BOJISIIOT MOTPY>KaThCsl B O€3HBI IOTAEHHOTO 3HAHMSL.

Camu cebst MBI K TAKOMY BUJACHUIO «HE NMpUHYkAaem». He yOexnaoT Hac 1 MHOro4Yuc-
JICHHBIE 3HAKH, LIEAPO PACCESIHHBIE Pa3HBIMM KYJIbTYpPaMH Ha BCEM IPOTSIKEHUM €BPOIEH-
ckoii ucropun: punocod S. beme, Hanpumep (KynpTypa bapokko), cBoe cyiiecTBOBaHUE
nepekuBai Kak popMy MUPOBOM MBICTH, TPOBUJCHUS, 2 CBOE MBIILICHUE CYUTAI MBIIILIe-
HUEM MHpa CKBO3b Hero. Ilo3unum, Oosiee oTBeuaroleil KOHLEMIHUN TEI0CO0OPa3HOCTH,
HaBEpHOE, HAWTH B UCTOPUH HEBO3MOXKHO. 3HaKoBas (purypa Bospoxnenus — Jleonapao ga
Bunuu — mMaccy BpeMeHHU yJensil BOIpocaM Tella, pacuieHss U u3yyas ero. Jleonapao Ha-
MepeBaJICs CO3JaTh TPAKTaT, MOCBSIICHHBINA MpobiieMaM Tella, HO TPYJ 3TOT OcTajics He3a-
KOHYEHHBIM — CKOJIb TNTyOOKHE, HEJOCTYIHbIE paIllMOHATBHOMY B3TJISAY JIAKyHBI OOHapy-
KU MacTep, 3aHUMasICh JaHHOM mpobiemMoii. A B Tpyaax [lapanensca, 0000IIaBIIUX OTBIT
BpayeBaTesIeil CPeTHEBEKOBbs, MOTHUB TEJd, COOTBETCTBUN TeJa IJIAHETAPHOMY CTPOECHHIO
BCEJICHHON — JIOMUHUPYIOLINMN.
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Henonruii TeopeTuyecKkuii 3KCKYpC, NPEANPUHATHIN «BO CIaBy TeJa», YMECTHO 3aBEPIIUTh
[IUTUPOBAHWEM HAIIIETO0 aBTOPUTETHOTO COBpeMeHHHKa: «Bcskas ¢unocodcekas cucrema, B
KOTOPOM YEJIOBEYECKOE TENO HE SIBIISIETCS KPacyrojbHbIM KaMHEM, SIBIISIETCS HEJIENOMN, HENpu-
roznHo#. YenoBeueckoe Teno ecth rpanuiia 3Hanus» (ITons Banepun).

brITh MOXeET, yXe NpUILIO BpeMsl 3aJaTh BOIPOC: HE MPUBEAET JIM «apXaHuueCKUui pe-
HECCAaHC)» HaIllero BPEMEHU K CMEHE «TapaaurmMbl GopmbD» — He modoumcsi 0003HaYUTh Oy-
OyIIUA paKypc BOCHPUATHS TakuM orpeaeneHrueM. ComyTCTBYOIIas HOBaTOpcKoMy (Gop-
MOOOpPa30BaHHIO MacCOBasi MOTPEOHOCTh BOCIIPHUHUMATEL ()OPMY HE TOJIBKO OpTaHaMH 3pe-
HUS JTapUT TBOPYECKOMY MHMPY HEBEPOSTHO EMKYIO «JIaKyHY MPU3HAHUSA»: BCTYIIU NEPBBIM
Ha 3Ty MaJIOOCBOCHHYIO TEPPUTOPHIO, CyMEH HalaJUTh JUAJOT C TEJIIOM — U OyJelb yc-
JIBIIIAH TIOBCEMECTHO, HE TOJIBKO B Y3KOM KPYTY KOJUIET MO podeccuu.

Cpenu COBpeMEHHBIX aBTOPOB, BUIAIIUX (OPMY BIIOJHE «TEIOCO00Pa3HO», TOOUBAIO-
IIMXCS, BCIEM 3a TEM, BOIUIOIIEHUSI CBOETO BUJICHMS B apXUTEKType, AU3aiiHe, MIACTHUKE
MOHO Ha3BaTh uMeHa @poanka O. 'eppu, XynneprBaccepa, Cantbsaro Konorpasa, Dpuka
Ogena Mocca. [locneanuit aBTop, HanpuMep, oos1agaeT 000CTPEHHBIM YyBCTBOM MaTepHa-
na. Kaxercs, kaxa0e HOBOE 3aHHUE JUJISl HETO — JIMIb MMOBOJ JUJISl IPEIbsBICHUS MIPUBbHIY-
HOTO MaTepualia B HOBOM KadecTBe. 31anud D.0. Mocca 10CTaTOYHO MHTEPECHBI IO KOM-
MO3ULIMM ¥ HOBBI 0 IPOCTPAHCTBEHHOMY PELIEHUIO, HO MaTEpHaJl Y HErO 3BYYHUT TaK, YTO
KaK-TO YXOJIUT KeJIaHUuE LIEHUTh 3TU COOPY>KEHUS TPAIULMOHHBIMH apXUTEKTYPHBIMU Mep-
KaMH — BCE MOAYMHSET cebe MaTepuas, MCIIOJIb30BAHHBIN Kak Obl MAacCUBOM, OynTO ObI
BIIEPBBIE U, BPOJIE, TOJIBKO B MPEIJI0KEHHOM 3BYy4YaHUH, 0€3 UHBIX BAPHAHTOB.

Tpu apyrue aBTopa pe3ko OTIMYAIOTCS IO MOYEPKY, HO OOBETUHSIONIEE UX HAYall0 BbIZe-
JIUTh BCE-TAKM MOKHO. Bce OHM PasbIrphIBAIOT PA3HBIE «TPAHU TEIECHOCTH»: HEBEPOSTHBIMHU
¢dopmamu my3eeB @. O. ['eppH, TECHBIM CIAMSHUEM IPOCTPAHCTBA U MCIOIb3YEMOI0 MaTepua-
na XyHaepTBaccepa, OMOHUUECKOTO CTposi KOHCTpYKIMsiMu TepmuHaioB C. Konorpasa.

I'panu Tenecoctu? MIMeHHO Tak: Bce u3BecTHbIE coopyxkeHus @.O. I'eppu BBIMIAIAT
JKUBBIMH OpTaHH3MaMu. XyHJEpPTBaccep apXUTEKTYpPHOE MPOCTPAHCTBO JIETIUT KakK Obl
BpyuHyt0. KameHb, rnuHa, 3eJeHble HACAKIEHUS y HEro — MPOHMKAIOLIKME APYr B JIpyra
KpPacKy MaJUTPhI C OUYEHb YIOTHBIMU <JIaKyHaMU» ISl )KU3HM yeloBeka. A (paHTacTHUecKue
Bok3asibl C. KosnoTpaBa HarloMUHAIOT AOMCTOPUYECKUX KUBOTHBIX — C JOJDKHBIM TaKTOM,
KOHEYHO, U0 €ro COOpyKeHHs, Kak U y A. ['ayau, HUKOTa HEe HapyIIAIOT MPHUCYIIYIO ap-
XUTEKType Mepy u3oOpasurenbHocTH. Ho, mporynuBasch moa CBOJAMH a’poOBOK3aia B
buns6ao, npeacTaBuTh ceds B KETyIKEe TUHO3aBpa 3Ta Mepa HUKAK HE MEIIaeT.

JlocTaToOyHO 7 BCETrO CKa3aHHOTO, YTOOBI KOHCTAaTHPOBATh POKICHHE HOBOTO SI3bIKa
MPEIMETHO-IIPOCTPAHCTBEHHBIX (HOpM, MO KpaiiHeH Mepe, 3aQHUKCHUPOBATH «IIPEeAONIyIIe-
HHE» TaKOTO SI3bIKa B CPEJIe MPOEKTAHTOB - MPO(PECCHOHATIOB U KPUTUKOB HCKyCCTBA?

[puzHaem, mo kpaitHeil Mepe, 11enecoo0pa3HOCTh MOCIEI0BATEIbHBIX, BEKAMH TTIOBTOPSIIO-
LIUXCS MONBITOK B3aMMOACUCTBUS C apXauKOW, OCYILIECTBIISIEMbIX MUPOBOM XY10’KECTBEHHOU
AIIUTOM, CIIOCOOHOM «CO3/1aTh HA ATOM OCHOBE IIEJIOCTHBIE KOHIICTIIIMH U BBECTH Mpeodpas3o-
BaHHBII apXanuecKhii KOMIOHEHT B JOMUHHUPYIOUIYIO KYJbTYpY, CIeJaB €ro, TakuM o0pazom,
IMBUJIN3AIMOHHO 3HAYUMBIMY [6, C. 212].
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ABAHIAPO W UHTOHALUMWOHHOE NPOCTPAHCTBO KYJIbTYP

O. ®uHcnep
"POOHEHCKMI rocyaapCTBEHHbIN YHUBEPCUTET M. AHkn Kynanbl (MpogHo)

adaro XX Beka 03HaAMEHOBaJIO cO0O0 MOsBIEHHE HOBOM MHTENIEKTYalbHOM, Xy-

JI0’)KECTBEHHO-IKCIIEPUMEHTAJILHON CUTYyallud B MCKYCCTBE, YTO HAIUIO OTpake-

HUE B CO3/IaHUU HOBBIX KOHCTPYKIMHA M MOJEIEH BOCIIPUATHS OKPYKAIOLIEH Aei-
cTBUTENbHOCTH. KapTuHa eBpomeiickoro MckKyccTBa NepBoil monoBHHbI XX Beka ObLia
4Ype3BbIYaiiHO NECTPON U NMPpOTUBOpeunBOi. [lepBas BoiHa My3bIKalIbHOIO aBaHrapja pea-
JM30BBIBAJIACH B XYJIOKECTBEHHBIX TEUCHHUSAX (yTypu3Ma, ypOaHW3Ma, SKCHPECCHOHU3MA,
abctpakunonu3ma. [ToHMMaHue mporpecca B XyJ10’)KECTBEHHOM TBOPUYECTBE KaK BbIpake-
HUS «IIOJJIMHHON KPacOoThD» COBPEMEHHBIX MMTAHTCKUX TOPOJIOB, KAK COOTBETCTBUS BHEII-
HUM aTpuOyTaM BeKa MAlIMH U CKOPOCTEN; BHITECHEHHE SMOLIMOHAIBHOI0, AYIIEBHO HEIO-
CPEICTBEHHOTO C MTOMOIIBIO TUIIEPOOIN3UPOBAHHON IKCIPECCUH, TATOTEHUE BKYyCa K 3K30-
TUYECKOMY, U3BICKAHHO CTWJIM30BAaHHOMY TaK WJIM MHAau4e NPOSBUIOCH B Hadajue Beka. On-
HAKO MapaJijieJIbHO MPUCYTCTBOBAJIa TEHIEHIMS, HAIPaBJIE€HHAs! HAa BO3POXKJIEHUE KOMMY-
HUKAaTUBHON (YHKLIMHU HCKyccTBa. MIMEHHO My3blKa OKa3ajach B CTOJIb CJIOXHOE BpeMs
O0BEKTOM MPUCTATBLHOTO BHHMaHHS MHOTUX (urocodoB (@. Hwumme, O. Ilmenriep,
A. Jloces, b. Acadbes u ap.).

YyscTBeHHas: (opMma MPOSBICHUS SMOLMI B 3BYKe Oblia MPUCYILA YETOBEKY OT POXKIE-
HUS. 3BYK CO3/1aBaJl OOYUTENIbHOE POCTPAaHCTBO ku3HU. [locTenenHo, ocBanBas Mudoce-
MaHTUYECKOE MPOCTPAHCTBO KYJIBTYPHBI, UEIOBEK HaUMHAJl ONEPUPOBATh CJIOBaMU (pUTYyallb-
HBIMH 3BYyKaMH, & H¢ KOMMYHHUKAaTUBHBIMU CPEICTBAMHM), IPHOOPETAIOIINMH CMBICT OIIyIle-
HUI, KOTOpble a0COIIOTHO HE ObUIM HArpy>K€Hbl UHTOHALIMEH (CJI0Ba CaKpaJibHbl) U MCIIOJb-
30BaJICh TOJIBKO B PaMKax pUTyalIbHBIX JAeHcTB (1o Teopun A. JloO6ka). KommyHuKaTHBHAs
(bYHKIUS TPOSIBIISUIACh B KECTax, JABWKEHUSX, yIapHBIX puTMax. Co BpeMEHEM B JIOITUCH-
MEHHOW KyJbType YCTHOW peud HEOCO3HaBaE€Mblii CHMHTE3 CJIOBa M MHTOHAIIMHU, CBOEOOpa3-
HBII TOHYC, HAIIPSKEHUE PEY MOPOXKIAET «MEJIOC — Menouto rooca» [1, c. 17]. UmenHo ¢
3TOr0 MOMEHTA HAaYMHAETCsI IBOJIIOLIMS MEJIOCA, TIE CBSA3b CJI0BA M MHTOHALIMU OIIPEIEIIAETCS
KaK OCHOBHOHU (JaKTOp CTAaHOBJICHHS MY3bIKH.

HauvaBmmiics B cpeJTHEBEKOBbE IPOLIECC FOCMOICTBA UHTOHALIMN KaK CMBICJIOBON MHTEH-
UM pedH, COCOOCTBYET M3JIOMY MEXAY CIOBOM M MHTOHaIMeW. B uém 3710 BeIpakanoch?
Bo-nepBbIx, cIuIomHON NOTOK OMOIEHCKOro TEKCTa HyKAalCs B TOHUMAaHUH, YTO U 00ycIIo-
BWJIO €r0 MHTOHAIMOHHOE MPOYTEHUE B XpaMe (Ha pacrieB), B KOTOPOM MHTOHAIMS HOCHJIA
CMBICJIOBOM XapakTep (B CO3HAHMM 3aKPEIUIIMCh ONpeAeiIEHHbIC MHTOHALMOHHBIE XOJIbI).
[Ipoucxonuno «oco3HaHHWE WHTEpBaia» — MO0 CO3HAHUE YEJIOBEKA, CTAHOBSCH MHTOHHpYE-
MBIM, BbIPa0aThIBaJIO TOHO-BBICOTHBIE TOUYKM U OTHOLIEHUS MEXIy HUMHU. Bo-BTOpBIX, C Ha-
CTYIUIEHUEM 310XH B0o3pokaeHus, yBeITUUNBAETCS YUCIO XYJOKECTBEHHBIX TEKCTOB, B I10-
HUMaHUHM KOTOPBIX YK€ HEOOXOAMMO ObUIO COBMENIATh (CIBIILIATh) MHOXECTBO 3BYyYallluX
CMBICJIOB (T'OJIOCOB I€pOEB), KOTOPBIE CIIOCOOCTBOBAJIM CTAHOBJIEHHUIO XYOKECTBEHHOIO 00-
pasza. Bc€ 310 He MOITIO HE OTPa3UThCs U Ha NPOSBICHUH BHYTPEHHEN pPEYX YEI0BEKa.

B pesynbrare 3akperieHHs B CO3HAHUM YEJIOBEKAa MHTOHALMOHHBIX B3aUMOJEHCTBUI
(uHTEpBasIOB), UTeHUs OMONECKNX (HapacmeB) W XyHOXKECTBEHHBIX TEKCTOB, MPOSBICHUS
BHYTPEHHEN peud, a Takke OOIIel CMEHbl MUPOBO33PEHUYECKHX OPUEHTHPOB, K XVI Beky
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CJIOBO M MHTOHALMS pa3fessitorcs. MIHTOHaIMs cTaHOBUTCS OTAENbHOM (OpMOM caMOOBITHS,
OTIpEIeTIsisl CTAHOBJIEHUE MY3BIKaJIbHOU (POPMBI (IIPOIIECC MHTOHAIIMOHHOTO pa3BHUTHS). Ta-
KM 00pa3oM, My3bIKa €CTh pedeKcHs HaJl HHTOHAIMEH, I7le MHTOHALUS SIBIISIETCS CUMBO-
JIOM MY3bIKM (camocTosATeNbHOM (opMmoii), a He 3ByK. Ecimm uccnenoBarenn XX Beka
(C. Jlanrep) paccMaTpUBatOT My3bIKY KaK «HE3aBEPIIEHHBIN CUMBOMD (My3bIKa KaK JIOTHKA U
BbIpa3UTENIbHAs CEMaHTHUeCKasi (hopMa UyBCTB), KU3HBIO KOTOPOH SBIISIETCS apTUKYJISALUS, a
HE YTBEPXKJICHUE, NMEHHO HAJMYME MHTOHALMU KaK CBA3YIOIIETO CMBICIOBOTO KOMIIOHEHTA
MEXJy MOHITHUAMHU «MY3bIKa» U «CHMBOJD» IO3BOJIET OINPENEIUTh MY3bIKY KaK 3aBEpILEH-
HBII CUMBOII [2, c. 214].

Pednexcusa nan untoHamuei, HauaBmasics B XVI Beke, npuena K CTAHOBIEHUIO HHTO-
HAIIMOHHOT'O MPOCTPAHCTBA KYJbTYpPbI, MO KOTOPbIM HEOOXOJUMO MOHMMAaTh BCE MHOTO-
3By4H€ U TOJIU(POHU3M XyT0KECTBEHHBIX CMBICIIOB 30X, CKJIa/IbIBAIOIINXCS U3 OECKOHEYHO-
ro MHOXKECTBa CTHJICH M HampaBlieHHH, 0Opa3yIolMX B CO3HAHUU YelloOBEKa CUM(OHUIO CO-
BPEMEHHOU KyJbTyphl. [lonaraem, 4To HHTOHAIMS ABISETCS CKBO3HBIM CMBICIO00PA3YIOLINM
MIEpBOHAYAIOM MY3bIKH, TIOCTOSIHHO OOHOBIISAIOLIMM €€ CTUIIEBOE KpyroBpalleHue, o6aaroa-
psI TIOTPY>KEHHUIO CO3HAHUS B TOJIBHKHOE M3MEPEHHE 3BYYalllero ObITHS. AHAJIN3 CO3HAHHSA
CyObeKTa, Kak HEelpepbIBHOIO MOTOKA 3BYYAlllX, XYJO0XKECTBEHHBIX TOHOB (ObITHE MHTOHA-
LIMM PacHpOCTPAHSAETCS] Ha JIUTEPATypy, KUBOMKCH, aHATU3UPYIOTCS €€ MIacTU4YEeCKUe Mpo-
SIBJICHUST) TI03BOJIMJI PACCMOTPETh MHTOHAIMIO KaK OTJIEJUBIIYIOCS KOMMYHUKATHBHYIO €111~
HUILY, 00JIaZaloIy 0 O0IIEXYJ0KECTBEHHBIM CMBICTIOM. OTCIOa MHTOHAIUS BBICTYIAET KaK
IIPOSIBJIEHUE MBICIIH, a MPOLIECC MHTOHUPOBAHUS — KaK BBIBICHHE YEJIOBEUECKOTO CO3Ha-
HUS B cienpuueckux popMax UCKyCCTBa.

Opnnako Ha pyoOexxe XIX—XX BekoB pa3BUTHE MY3bIKH MPUBEJIO CBEIEHHE MHTOHAIUU K
¢dbyHKImoHamsHOCTH. B Havale XX Beka He TOJMBKO B (MI0CO(MUU CTaBUTCS MpodiiemMa Bia-
CTHU sA3bIKa HaJl yeraoBekoM (M. Dyko), HO U B My3bIKe BO3HHUKAET MpobIeMa rocroicTBa OT-
BJICYEHHOTO TOHA (CepHiiHasi My3blKa, ITyaHTWJIN3M, anearopuka). HeobxonuMo ykaszarh Ha
OCHOBHBIE MIPU3HAKK HOBOT'O 3BYKOBOTO MHpPA, KOTOPBIE CIIOCOOCTBOBAIM MOTEPE YETOBEKOM
BJIACTH HaJl TOHOM B MHTOHAIIMOHHOM IIPOCTPAHCTBE KYJIbTYphl. DTO OTKa3 OT OCHOBHBIX HC-
TOPUYECKHU CIIOKUBLIMXCS BBIPA3UTEIBHBIX CPEACTB MY3bIKH, TAKMX KaK J1aJl, MEJIOIMS, PUTM,
OTKa3 OT CUCTEMHOM CBSI3U MY3bIKAJIbHBIX CPE/ICTB, OT UX KAYECTBEHHBIX 0COOEHHOCTEN U OT
uX (PYHKUHM, 0TKa3 OT HHTOHALIMOHHOM MPUPOBI My3bIKH U €€ IpoLeccyabHOCTU. YenoBek
CTpeMmWJICsS K KOHCTPYMPOBAHHIO 3BYKOBBIX (PEHOMEHOB, TOJHUMAIOIIMXCS IO YPOBHS CO-
BPEMEHHOM HAayKM M TEXHUKH, K CO3JaHUI0 O00pa30B WHOM pEalbHOCTH, YCTPEMJIEHHOW B
¢danTacTHUecKoe Oyayliee, K rojiocaM HEBEIOMBIX T'aJIaKTHK, K MCIOJIb30BAHUIO MY3BIKH 32
npezenaMu COOCTBEHHO XYJIO’KECTBEHHBIX IleJied Kak cpeicTBa MOAM(HUKAIMU CO3HAHMS.
U TeHaeHIIMN pa3BUTHA SI3bIKA B CBOEH CaMO3aMKHYTOCTH BCE Ooliee OOpeTaromero CBoE
JTABHO YTEPSIHHOE €IMHCTBO, MPEJBEINAIOT, 10 MHEHHI0O DyKo, uTO «0Opa3 uesnoBeKka B CO-
BPEMEHHOM KyJIbTYpe — YK€ OJIM30K K MCUE3HOBEHMIO M, BO3MOXHO, UCUE3HET, KaK «JIMLIO,
HavyepTaHHOE Ha MpUOpexHOM 1ecke» [4, ¢. 12]. ToH oTnenuiics He TOJIBKO OT CJIOBa, OH Ha-
Yajl OTAEIATHCS OT CaMOro uesioBeka. MoXHO HaOMogaTh MOJOOHYIO CUTYallUIo U B JPYTUX
BUJIaX HCKYCCTBA, KOTJAa MPOUCXOAUT MCUYE3HOBEHUE IBWKEHMS, JIMHUH, MATEH, 00bEMOB,
AKCIUIMLUPYIOIINX CMBICI IIPOU3BEACHUA. ManeBuy, OTBEPTrHYTHIM UM HEMOHATHIN, IPOBO3-
ITAEHHBI TeHUEM WJIM JbSBOJIOM, HECYLIMH HOBYIO HAJISXIy WIM OECIIyMHO NpPHUTauB-
ieecst 3710 3a 4epHoi 3aBecoil? OH CTal NPOPOKOM HAIIETO0 BUPTYaJIbHOTO BEKA, KOTOPBII
YK€ He IUIa4eT O NOTEPSHHON CYACTIIMBOM PEaJIbHOCTH, a BBIKABIBACT HA KU3HEHHYIO ILIOC-
KOCTb MHOJKECTBO BBIIyMaHHBIX KOHCTPYKIHH, CIOBHO MWIpalibHbleé KOCTHU. BupryanbHas
0e371Ha 3aTArMBaeT KaXXJ0ro B CBOM HEM3BEIaHHbIM BOJOBOPOT, TMITHOTU3UPYS BOJIIO U TBOP-
yeckyro (pantazuio. HeBo3MOXXKHO MeuTath, M Ha MycToTy. BooOpaxeHnto He0OX0auMo
LEIUITHCS 3a ABWKEHUE JIMHUH, MITEH, 3ByKOB, 00bEMOB. B 4€pHOI ITycTOTE MOXKHO TOJIBKO
TOHYTh U 0€33BYYHO KpHYaTh, B HEE MOKHO TOJBKO MajaTh, 33bIXasICh OT CYXOW KPacKu U
cienoil ayxoTsl. YepHslid kBaapaT MajieBu4a, 3aMEHHUBIINI U OCKBEPHUBILNNA KOT/1a-TO CBSI-
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ThI€ UKOHBI, UCITYTaBUINI JIFOIEW U BHYTPEHHE UMM OTTOPTHYTBINA, CErOHS MPOCIABIIAETCS B
JIHIIE He3aMEHUMOTO HH(OPMALMOHHOTO TeHUSA-MOHHUTOPA, KOTOPBIH, KaK KaKETCS MHOTHUM,
croco0eH 1aTh OOJIbIIIe, YeM MPOCTOE CO3EpIIaHue CBOEH McTanuBarollei aymm. YepHas asipa
BBIPHIBAET YEJIOBEUECKYIO QYIIY U 3aMEHsIET €€ HEOHOBBIMM CTPOKaMH, OerymuMu udpamu,
ONEeCTAUMMH OJHOCIOXHBIMH KapTUHKAaMH, 3alOJHss HOBYIO OOOJIOYKY HMCKYCCTBEHHOM
MEYTOH, JIO)KHBIM JIOBEPUEM U ITPUILYMAHHON KU3HBIO.

Jns cutyanuu Hayana XX BeKa XapakTEpPHO OLIYIIEHHE MOUCKA, CTPEMIICHHE BBIMTH 3a
npenensl 0003HaYeHHON JaHHOCTH. OYEHb CIIOKHO BIHCATh B YETKHUE CXEMBI TO COJepkKa-
HUE IPOTUBOPEYMBON dMIOXH, KOTOPHIM HAIIOJIHEHBI BCE BUBI HCKYCCTBA. 3apOKAA0LINECS
aBaHTapJHbIC UHTEHIMN CTPEMWINCH pacuiaTaTh TPAJULIHNOHHBIE PAMKH KYJBTYPBI U JaKe
BBIITH 32 TOPU30OHT caMOil KylnbTypbl. HO pa3pymuTh u 0CBOOOAUTHCA HE «OT», a «IJISD».
HoBrle HampaBieHus: BO Bcex cpepax MCKycCTBa, Oyab TO KyOM3M WM IyaHTHIIU3M, CIOp-
peaiu3M WM ajeaTropuka, CTPEMHIIUCh OO0pecTdu CcBOOOIY OT CKOBBIBarolleil (aHrtaszuio
(bopMBI pau U «UIs» 00PETEHHsSI CBOETO «S1», KOTOpPOE TOCTETIEHHO TEPsUIO ce0sl U MO T4H-
HSJIOCh MOTHBaM LUBUWJIN3AI[MOHHOTO MUPA KYJIbTYPBHI.

HckyccrBo Hayana XX Beka Kak Obl CTUpAET TPaHULIbl MEXTY KYJIbTYpPaMU U BpEMEHAMU.
[Touck Hekol cBOOOMHONW MUPOBOM (GopMbl 3acTaBiisil Jlanu BeIpakaTh UyBCTBEHHYIO ILIa-
CTHKY BpeMeHH, a [Ipycra co3naBarh BA3KMM CIIOBECHBIN psiA. M TOIBKO My3bIKa ITOKa3bIBAET
HENpepbIBHOE CTAaHOBJIEHHE (POPMBI, KOTOPOE MPOUCXOIUT B CO3HAHUU yenioBeka. Y byresa
Mbl Ha0JI0JJaéM HOCTAJIBIUIO 10 BBIXOJY W3 3aMKHYTOTO MY3bIKaJIbHOTO MPOCTPAHCTBA MO-
CPE/ICTBOM M3MEHEHHsl BPEMEHHOW NpOTHKEHHOCTH TakTa. OH IpeojosieBaeT HeoOpaTH-
MOCTh BPEMEHH, HE MCIIOJNIB3Ysl OBTOPEHHUS M JIOTUKY, oropy  T.1. HabmomaeTcs «ctpem-
JICHHUE CIENIaTh MY3bIKY TOJBIKHBIM OTPaKEHHEM HEoOpaTUMOro BPEMEHH U CaMOM JKU3HH,
HUKOTJa ce0sl He MOBTOPSIOIIEH, — HEMCUepriaeMol B CBOEH CIIOKHOCTH M MOTEHLUAX, He-
JOCTYITHOW OJTHO3HAYHOMY ONpEACTICHUI0O W HE JOIyCKArolleld OCTAHOBKU U (PHKCALIUN
[3, c. 214]. Tak . Keiimx B cBOei My3bIKe HE MPEANOIAracT MOHUMAaHHUS BIOKEHHOTO B HEE
CMBICIIa, a MpeJIaraeT UCTIBITaTh YUCTOE CyllecTBoBaHue. U eciiu KOHTYp (hOpMBI B )KUBOITH-
CH — 3TO JIMHUS, TO B MYy3bIKE€ B KauecTBe (popM0ooOpa3yrommero Hayaiaa BBICTYNIAET PUTMO-
MHTOHALIUA, TO €CTh PUTM U UHTOHALIMOHHOE €r0 IPOYTEHHUE.

O mporeccyanbHOCTH My3bIKATbHON (Gopmbl 3aroBopui b. AcadbseB, TeM cambM Teope-
TUYECKU TOJJIEP’KaB TEHJCHLINU BPEMEHH O BBIXOJE M3 3aMKHYTOrO MmpocTpaHcTBa. OnHako
MY3bIKaHT-MBICIIUTENb MIPEMIOKNT B KAYECTBE AbTEPHATUBBI — HHTOHALUIO, BHIPAKAIOLILYIO
CHOCOOHOCTh YeJIOBEKa MBICIUTh M UyBCTBOBATh, pe(IeKCUPOBATh HAJ CBOCH CYIIHOCTHIO.
WHToHaIms mpeo101eBaeT KOHCTPYKTHBHOCTh U 3aMKHYTOCTh (JOPMBI, HO OJTHOBPEMEHHO U
BBIpa)KaeT IBWKEHHE MBICIIH, CTPEMSICh K CO3/IaHUIO HJICalIbHOM 3HAYMMOM (DOPMBI.

Kak u3BecTHO, CO3HaAHME KOHCTUTYUPYET BCE SBICHMS U MPEIMETHI MHUpa, OHO MHTEH-
[IMOHAJIBHO U B KAKOM-TO CTEMEHHM 3aMKHYTO. YelOoBEK MHTEpPECYIOIMIACS orpaHnyeH. Bce,
YTO HE IMOMAAAET B PAJNYC MHTEPECYIOLIETOCs CO3HAHUS, BBICTYNACT KakK (OH («CIUIOMIHON
ryJ» B HamleM noHuManuu). Ho HampaBieHHOe cOo3HaHHE HE BOCTIIPUHHUMAET 3TOT TyJl, TaK
KaK 3aHATO BBIBICHHEM U CIYIIAHHEM CMBICIOB — HCKYCCTBEHHBIM KOHCTUTYHPOBAaHUEM
uHTepecytomiero. MeHOMEHOIOTHUs CYUTAET, YTO CBA3b ¢ AOCOIIOTOM oOecreyuBaeTcs 3a
cuéT MeTo/Ia penyKIHH (3aKI4aeT B CKOOKH BCe OCOOCHHOCTH JIFOOBIX MPEAMETOB U Ipe-
OJI0JIEBAeT IMPEIMETHYIO0 OTpaHWYEHHOCTh). Ho 1eHoi u3baBiieHUs] OT COAepkKaTelbHOCTH
(MO>HO cKa3aTh OT AUCKPETHOCTH CaMOi ()OPMBI HITH CTPYKTYPHI).

UYenoBek BOMIEN B MUP Xaoca — HEMTO3HAHHBIN 1 myratoiuii. OH cTan co3aaBaTh (GOPMBI U
BECTU JMAJIOI C HCKYCCTBEHHO IMOWMEHOBAaHHBIM MHPOM, YTOOBI OOPECTH YCTOHYMBOCTb.
W3HavyanbHO B MEpBOOBITHOM MOHYMEHTAJIU3ME YEJIOBEK CTPEMUJICS MOJpaXKaTh BEJINYECT-
BEHHOH MpUpoe, ocBanuBas €€ MPOCTPAHCTBA M 3aMbIKasi TIO3HAHHOE HOBBIMU KYJIBTYp(hop-
Mamu. Kazanocek Obl, uepe3 MHOTHE CTOJIETHS OH MOJIYYHJI JOJTOXKIAHHYIO BJIACTh U YCTOM-
YMBOCTb — MUP 3aMEP U 3aCThUI B MIyTarOIIKX (YK€ YEJI0BEKa) KOHCTPYKLUAX U cXeMax MEPT-
BbIX (hopM. JIumb peAKMMH NMPOCBETAMHU SMOLIMOHAIBHBIX BCIIECKOB, CMEXa, MECCUMHU3MAa,
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MHTYULMH TIPOCAaYMBAIOCh JKMBOE M CTaHOBALIEECA, XaOTHYHOE, IMOHHCUYECKOE HAYallo
CKBO3b O()OPMIIEHHBI MOHOJHT 3aMKHYTOTO TpOcTpaHcTBa. OMHAKO 3TOTO XBATUIIO, YTOOBI
XX Bek MOTPSC caMOTo YeIOBEKa, KOTOPBIM OKa3aJicsl BO BIACTH CO3aHHON UM (opMbl. Ye-
JIOBEK, MCHYTaBIIMCh KaK KOTJAa-TO CBOEW cIabOCTH mepes XaocoM, Tak W ceddac mepen
dopmoii, cran e€ pazpymiarh, BO UM Morcka cBoero «S». Ecnu ctpax moby:xnan panee cos-
JlaBaTh, TO cTpax XX BeKa MOOYk AaeT K Pa3pylICHHIO.

Takum 06pa3oM, BO3MOKHO, XX BEK MOAXOAUT K MOHUMAHHUIO «UUCTOH (HOPMBI HIU
«3HaYMMOM (POPMBD», KaK BOILUIOIIEHUIO OTKPBITOTO, HE3aMKHYTOT'O ITPOCTPAHCTBA, KaK HEKO-
ro «TyJjia», T.e. CAMOM JKU3HU, CYLIECTBYIOIEH BHE HAIIEH MHTCHIIMOHAJIBHON aKTUBHOCTH,
CIIOCOOHOI BIMBATHCA B JTIOOBIEC (POPMBI HAIIIETO CO3HAHUS, TAK)KE CTAHOBUTHCS PE3yJIbTATOM
MHTEpCYOBbEKTUBHOIO B3aMMOJICHCTBUSI, HO B CaMOi CBOEH CYLIHOCTH COXPaHSTh MHOXKECT-
BEHHOCTh CMBICJIOB, HEJIOCTYMHBIX (IIOKAa WM €IlE) HAllleMy CO3HaHMIO, U TEM CaMblIM, SIB-
JATHCST AGCOITIOTOM.

UYenoBek Bcerjga CTPEMHUTCS TMOCTUTHYTH AOCOIIOT, HO, TIOCTUTHYB, JKETAeT TYT K€ €ro
pa3BeHYaTh M BHOBb C/EIATh HEJOCTYIHBIM, YTOOB! ObITh MPUOIMKEHHBIM HE K CBOMM HC-
KyCCTBEHHO CO3JaHHBIM TIpe/paccylKaM, a K BIIEKYIIeH TaifHe, CIIOCOOHOW OBITh Bcerna
TallHOM M B CBOEH HENOCSITa€MOCTH BO3BBILIATH YEJIOBEUECKYIO OIPAaHMUYEHHYIO CYIIHOCTD 10
HETOCTHKUMBIX BBICOT COOCTBEHHOIO He3HaHus. [lepBo3aaHHas CyIIHOCTHAS )KU3Hb YUCTOM
UJIeH MpeJCTaeT nepel HaMu BCer/a JMIIb B KPaCOYHOM OJiecke (heHOMEHOB.

B cepenune XX Beke «S» u «/lpyroi» okazanuch BHIOPOILIEHBI B O€3AHY MHOTOJIMKHX
OCKOJIKOB W IIMTaT, IZI€ B Kau€CTBE CMBICIOBOM €IMHHUIBI ONPENEISETCS CaMOTBOPSILEECS
IIPOU3BEICHUE, a YEJIOBEK BhICTyNaeT HA0OPOM KOJIOB U CIy4dalHbIX KOMOUHAIMi. «Mup sB-
JS€TCs KaK MayTHHA, COTKAHHAs U3 IPUTBOPCTB M MHTEPIIPETALM, B OCHOBE KOTOPBIX HET
HUKAaKOTO0 HAMEPEHHsI 1 HUKAKOTo TeKcTay, — nucan F0. Xabepmac [5, ¢. 130]. Tepsercs cro-
COOHOCTh TBOPYECKOT'0 CO3MIaHUs U caMopedIeKcru, OcyIlecTBUMast TOJIBKO yepe3 «Jlpyro-
ro», 4epe3 UHTOHAIUIO €T0 Tella, Foj0ca, Yepe3 UM e TBOPUMOE €ro COOCTBEHHOE ObITHE.

CrpemiieHne BEpHYTh YEJIOBEKY BJIACTh HAJl MHTOHALMEH 4epe3 NMpOSIBICHUE OCMBbIC-
JICHHOTO OTHOLIEHUS K MHUpPY, €T0 3By4YaHUs ITO3BOJUT MOJOWTH K NOHMMAHHUIO MHTOHALMH
KaK Cpe/icTBa KOMMYHHUKAIIMM U CUMBOJIA CMBICJIA KM3HEHHOTO MHpa 4€JI0BEKA, OTHOIICHUS.
VYnaBnuBaHHe MHTOHAIMU (Yepe3 CIIyX, 3pEHHE) MO3BOJIUT MMOHUMATh HE TOJBKO WIEH0 MPO-
U3BE/ICHUSI UCKYCCTBA, COOCTBEHHBIH TOH, HO U CaMy MbICIb TBOpLA (MCHOJIHUTENS), YTO
IIPUBEAET K MHTOHAMOHHOMY JUAJIOTY, TOJWIOTY MEXAY JIIOJbMU U KyJbTypamu. [Toaromy
HEOOXOJMM MOMCK «MHOM PallMOHAIBHOCTUY — «HEBEPOAIbHO», SMOIIMOHAIBHO HACHIILIEH-
HOM, TMHAMHYHOM, KOTOpasi HauboJee MOJIHO BhIpAKEHAa MYy3bIKOM. My3bika Oe3rpaHryHa B
IUIaHEe BCEOOIIeH BO3MOKHOCTH OBJAJCHUS €€ KyJIbTYPHBIMH CMBICIAMH U KOMMYHUKATHB-
HBIMH cymHOCTsMH. OTciofia oco0oe 3HaueHue npuodperaer Gpunocodus My3blKH, KOTOpas
ABJISIETCSI HE MPOCTO 00Jiee BHICOKUM YPOBHEM OCMBICICHUS (PeHOMEHA MY3BIKU 10 CpaBHE-
HUIO C TPAIMLMOHHBIM MY3bIKOBEICHHEM, HO M AT OTBETHl Ha «KJIaccHueckue (puiocod-
CKHE BOIIPOCHD U3 C(hepbl OHTOJIOIUU MIIM THOCEOJIOTHH, HE TOBOPSI y’Ke 00 IBPUCTUUECKOM
noTeHuuane Gpuirocopun My3bIKH B cpepe aHTPOIIOIOTHH.
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NMO3TUKA NMPOCTPAHCTBA
N TEOPETUYECKMUE OCHOBAHUA 3PTOHOMUKA

A. YapabimoB

Kadpegpa nckyccTs

"ocynapCTBEHHOrO MHCTUTYTA ynpaBneHns U coumanbHbIX TEXHOMNOMMM
Benopycckoro rocygapctseHHoro yHusepcuteta (MuHCK)

O CBOMM IIeJIsIM, OOBEKTHBHBIM NPUYMHAM BO3HHUKHOBEHUS SPrOHOMUKY CIIEHAYEeT

OTHECTH K JUCHUIUIMHAM YHCTO YTUJIMTAPHBIM. DPrOHOMHMKA BO3HHUKIJIA TOTZA, KO-

r7la BO3HUKJIA HEOOXOJMMOCTh TaK IMPOCKTHPOBATH MPEIMETHYIO CPEIy, YTOOBI de-
JIOBEK paboTal B HeMl 06e30mu009YHO, Pe3yIbTaTHBHO, HE BO BPEI COOCTBEHHOMY 3/I0POBBIO.
VIMEeHHO 1MO3TOMY B OCHOBY HaMMEHOBAHHS 3PTOHOMHUKHU OBLIM 3aJI0KEHBI 1BA KOPHS U3
IPEYecKoro s3blka ergon — paboTa, nomos — 3aKoH. J{pyruMu cIoBaMu, OCHOBHAs LIENb 3p-
TOHOMUKH CO3/1aBaTh Pabodyl0 cpely Ul 4elloBeKa, MOXKHO BBIPA3UThCS Oosee y3KO —
co3JiaBaTh pabouee MecTo ISl YeJIOBeKa.

C MoMeHTa 0(UIMATHLHOrO BO3HUKHOBEHUS Mpouuio yxe 6onee 50 ner. OcHOBHas Mac-
ca WCCIIeZIOBaHUI, MPOBEJCHHBIX B €€ paMKax, MOJHOCTHIO OMpaBalia TePBOHAYAIHHBIN
nockul. JItomu ydaTcst co3aBath MPEAMETHYIO Cpely, B KOTOPOH YeIOBEeKy ObLIO OBl Y100-
HO paboTaTh, B KOTOPOH OBl OH HE coBeplIall OMHUOOK, paboTan MPOU3BOIUTENBHO, 0e3
Bpeaa 71l COOCTBEHHOTO 3/10pOBbsl. B CBsI3u ¢ 3TH ObUIM HCCIIEA0BaHbI ClIeayomue odac-
TH B3aMMO/ICHCTBHSI YEJIOBEKA M TEXHUKHU: BO3JEHCTBUE HA YellOBEKa TMTMEHUYECKHUX (pak-
TOpPOB cpefbl (IIyM, BUOpalus, OCBEIEHHE, MUKPOKJINMAT), OMOMEXaHUKa B3aHMMOJAEHCT-
BUSL YEJIOBEKA M TEXHUKH, BOCIPHATHE YEJIOBEKOM HH(POpPMaLUU B Tpolecce paboThl,
MBIIIUIEHUE U MPUHATHE pemeHni. OCHOBBIBAsSCh HA PAa3IUYHBIX BHIAX PEAYKINHU YeJIOBe-
Ka, OBLJIM MOJyYeHb! OCHOBHBIE 3HAHUS B 00JaCTH aHTPOIIOMETpPUH, OMOMEXaHUKe, (HPU3no-
JIOTHH TPY/a, IICUXOJIOTUU TPY /1A, TPOMBIIUIEHHONH TOKCUKOJIOTHH.

AHaiu3 B3aMMOOTHOIICHHS YEJIOBEKAa C TEXHUYECKUM YCTPOUCTBOM MPHUBET HEKOTOPBIX
PrOHOMHUCTOB K HEOOXOAMMOCTH BHUMATEIbHOIO M3y4YeHHs opranuzanuil. beulo npusHa-
HO, YTO HPOJYKTHUBHBIM MOXHO CAEJaTh B3aUMOOTHOILICHHS YEJIOBEKAa U TEXHHKH TOJIBKO
1ocje TOro, Kak OyAeT MpaBWIIBHO W TOYHO ONPEAENICHO MECTO JaHHOTO pabOTHHKA B Op-
raHu3aluy. DProHOMHKA CTala PacIpOCTPAHATHCS HE TOJIBKO Ha pabOTaIOLIEro 4eIoBeKa,
HO M Ha rpymnnsl mojei. [IpoextupoBanue QpyHKIMM, pabounx 3aaad, TUIIOB pabOT, BUIOB
JeSTeTbHOCTH, B3aUMOCBS3€H MEX/1y JIIOJIbMH CTAJI0 MPEIMETOM MAaKPOIPTOHOMHKH, KOTO-
pasi B TCOPETUYECKOM TTaHE MMPOTHBOIIOCTABIISIIACH MUKPOIPTOHOMHUKE.

TpancdopMmanus 3proHOMHKH, MpHOOpeIa 3KCIAHCUBHBIN XapakTep. 3a 3TOT MepUoA 3p-
TOHOMUKA CTaJla UCTIOJIb30BAThCS HE TOJIBKO B OTHOILICHUH TOW Cpe[ibl, B KOTOPOH YENIOBEK pa-
0oTaeT. DproHOMIKa Havyaa MCIOJIb30BaThCS 10 OTHOIICHUIO KO BCSKOW MPEIMETHON Cpee, C
KOTOpPOI B3aUMOJICHCTBYET 4esioBeK. [IpeaqmeToM ucciienoBaHuil cTana HE TOJIBKO TPyAOBas
JEeATEIbHOCTD YeJIOBEKa, HO U UrpoBast. OTKpbUIMCh HOBBIE c(hephl JUI MPAKTUUECKUX pa3pa-
00TOK: ObITOBasI TEXHHUKA, UTPYILIKH, CPea Al MHBAIUJIOB, MOXKHIIBIX JIFOAEH, MPOrpaMMHbIe
NPOJYKThI, CIIOPTUBHBIM MHBEHTaph U Ipouece. DProHOMHUKA Havaia MPOHUKATh B cepbl, 1a-
JIeKHe OT TpyAoBOH JearenbHOCTH. OKas3anock, YTO MPHUHIMITBI B3AaUMOJCHCTBUS YEJIOBEKA C
IIPEIMETHOM CPEAON MOYKHO IIPUMEHATH U [0 OTHOLIECHHUIO K TPYIOBOU AEATEIBLHOCTH YEJIOBE-
Ka ¥ TI0 OTHOIICHUIO K aKTHBHOMY OTHBIXY, JIESTENFHOCTH B ObITy. Ceifyac y)e HHUKOTro He
YIUBIISIOT BBIPAXKEHHS «3PTOHOMUYHBIN AN3aiiH poToKaMepbl», 0OyBH U T.I1.
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Takoe U3MEHEeHUEe SPrOHOMUKH, C HAIlle TOYKU 3PEHHUS], TOKHO MOBJICYh U U3MEHEHUS
OTPEJIENIEHHBIX MOCTYJATOB, HAa KOTOPBIX 3MXKJIETCS 3PrOHOMHKA. TOJIBKO B 3TOM Cilydae
SPrOHOMHUKA CMOKET OTBETUTh BBI30BY BPEMEHH U ONpaBIaTh BO3JIAra€MbI€ Ha HEE€ HAEXK-
Ibl. B oTHOIIEHNH TPYAOBOM IE€ATEILHOCTH SPTOHOMUKA PYKOBOJICTBOBAJIACH MPUHIUIIAMHU
CTPOTOI PAIMOHATFHOCTH M HWHXEHEPHOTO pacdeTa YelIOBEYECKHX (PaKTOPOB B CHUCTEME
YeJI0BEK-MallnHa.

Koraa Bo3HHMKaeT HEOOXOAUMOCTh COTJIACOBAHMS BHEIIHEH Cpebl M YeloBeKa, TOraa de-
JIOBEK MPEJICTAET Mepe/i HaMK BO BCEM MHOT000pa3uy CBOIMCTB M Ka4eCTB. JTO HE TOJILKO TEIIO,
Yy KOTOPOTO €CTh MPOCTPAHCTBEHHBIE XAPAKTEPUCTHKH. JTO HE TOJBKO CKEJIET C MBIIIIAMH,
KOTOPBIA MOXKET JBUTATHCS. JTO HE TOJIBKO OPraHU3M, KOTOPBI MOKET CYILECTBOBaTh IPU
OMpE/ICTICHHBIX MapaMeTpax MUKPOKIUMATa. ITO HE TOJbKO COBOKYIMHOCTb CEHCOPHBIX CHC-
TeM, 00JIaIaloIMX MMOPOraMHu U JAMana30HaMU YyBCTBUTEIBHOCTU. JTO HE POOOT, UCIOIHAIO-
U ONpeNIeTICHHYI0, HaBA3aHHYI0 eMy Mporpammy JIeHCTBUi. ITO — YenoBeK, BOUTABIIHA B
ce0st KyJIbTypy, 00JIaIatoIIii TOTPEOHOCTSIMH, OIIPE/ICIICHHBIMU LICHHOCTSMH, BKYCaMH.

CrnenoBartenbHO, B 3TOM Cilydae Mpu (OPMHUPOBAHUHN MPEIMETHON CPEIbl JOJDKHA yUH-
TBIBAaThCS HE TOJBKO JIOTUKA U MHKEHEPHBIM pacyeT, HO U JIMYHOCTHBIE CTPYKTYPhI YEJIOBE-
Ka, KOPHU KOTOPBIX MOTYT HaXOAUTHCS B UCTOPHH €T0 PA3BUTHS, €r0 CBA3SIX C OOIIECTBOM.
[TpoGiema 3akiIF0UaeTCsl B PACKPBITUN COJEPKAHUS U MPUPOABI TIPOUCXOXKIEHUS ITUX 00-
pa30BaHM, B MCCIICIOBAHNN CBsI3€l KOHKPETHOTO YeJIOBeKa U oOIiecTBa. B aTom ciydae,
MBI BTOpPTaeMcs B 00J1acTh CyOBEKTHBHOTO, MHOT/Ia HEOCO3HABAEMOI'0, TPOTUBOPEUUBOTO,
COIIPOTHBIISAIONIETOCS ONpPEaeIeHHOCTH. Takue eHHOCTH, BKYChI, TOTPEOHOCTH YeIOBEKa
MOBEPIKEHBI U3MEHEHUSM BO BpeMEHHU. 10, YTO COOTBETCTBYET IIEHHOCTSIM HA JaHHBIN
MOMEHT, MOKET HE COOTBETCTBOBATh YEPE3 OINPENEICHHBI MPOMEXKYTOK BpeMeHH. Uem
Oonee TIyOMHHBIM JIMYHOCTHBIM CTPYKTypaMm OyJIeT COOTBETCTBOBAThH CO3/JaHHAS Cpela,
TeM 00JIbIlI€ BEPOSITHOCTh TOTO, UYTO OHA HE YCTapeeT, HE BOWJIET B KOH(IIUKT C CYIIIHOCThIO
yenoBeka. B Takux ciydasx nusaiiHepy HEOOXOIMMO MMETh HABBIKM TCHXOJIOTMYECKOTO
WCCJIEIOBAHMsI ISl TOTO, YTOOBI OMpPENeNsiTh, KAKUM BEAYIIMM MOTHBAM M LEHHOCTAM
JIOJDKEH OTBEYaTh CO3JAHHBIM MPOEKT MHTepbepa. [losromy mHOrnma mepen au3aiHEpOM
CTOUT IpobiieMa riTyO00KOro JINYHOCTHOTO UCCIIeI0BAaHUS YETIOBEKa.

BuxTop [lananek paznuyan «OUIMHHBIE TOTPEOHOCTHY YENOBEKA M <GKETaHUsD, KOTO-
pble TIPUXOAAT U YXOIAT CO BpeMeHeM U Mozoi. [loanuHHble MOTPeOHOCTH, IO €ro MHe-
HUIO, UMEIOT JOJITUN CPOK >KU3HH, OHM BO3HUKAIOT U3 JIOTMKH B3aUMOJICHCTBUS YeloBeye-
cTBa co cpenoi. JXenaHuss — NpoAYKT MaHUIYJIMPOBAHUS WHIWBUIOM CO CTOPOHBI KOH-
KPETHBIX OOIIeCTBEHHBIX Tpymi. OHU MPUXOAIT M YXOISAT, U3MEHSAIOTCS BMECTE C TEM,
«UTO MPUHSTO B HAIIIEM KPYTY».

OO6cyxaast TeMy TPOSKTUPOBaHUs >Kuiuina, ['acton bamisp cauran, 4To OCHOBOM is
TaKOW MO3HIIMK MOTYT SIBUTHCSI PE3YyJIbTaThl TTIYOMHHOTO JHYHOCTHOTO HMCCIEIOBAHUS JTO-
neil. C ero TOUKH 3pEHHs], TOM YellOBeKa — ATO OOJbIasi KOJIbIOeb, KOTOpast 3allUIIaeT 1
YKPBIBAET YEJIOBEKA OT OMACHOM BHEILIHEH Cpeibl, BISETCS NCUXOJIOTUUECKO 0nopoi yemno-
BeKa. /lom siBisieTcst MaTepuanbHONM OCHOBOM, K KOTOPOM MPUBSI3aHbl HAILIM BOCIOMHUHAHUS U
rpessl. JloM, Kak ¥ JJMYHOCTh YEJIOBEKA, UMEET CBOM TEMHBIN MOJBAJI, KOTOPBIM CBA3aH C Up-
paloOHATIFHBIM B YEJIOBEKE, C JIPYroil CTOPOHBI, KPBIILTY BEAYILYIO K CBETY, KOTOpas panuo-
HanbHA. B cBs3u ¢ atuM, OH cunTaeT HEOOXOAUMBIM (POPMHUPOBATH JOM KakK yOEKHIIe, He
BBI3BIBAIOIIEE COMHEHHI B YCTOWYMBOCTH M 0€30MacHOCTH. J[pyrumMu cioBaMu, I0M JOJKEH
OTBEYaTh TTyOUHHBIM JIMYHOCTHBIM CTPYKTYPaM OMPEIEIICHHBIX TPYTII HACETICHHUS.

OBPUCTUYECKUI XapaKTep BbICKa3aHHON banuisipomM MBICIM COCTOMT B TOM, YTO 4YEJIO-
BEK BO B3aMMOJICHCTBUU CO CPEJION pacCMaTPUBAETCS KaK MPOAYKT ONMPEAEIEHHOIO BOCIIH-
TaHMsI, OTpeNeNEHHON (B JaHHOM ciy4ae (paHIly3CKOi) KyJabTypbl. Moxet ObITh, ['acToH
banuisip 1 He mpaB B KOHKPETHBIX YTBEPKICHHUSIX O XapakTepe kuiuiia yenoBeka. CyTb
BAXHO TO, YTO TAaKOW MOJXOJ BBOJUT B KOHTEKCT 3PTOHOMHUYECKOIO MCCIIEIOBAHUS JHY-
HOCTh 4eJIoBeKa. BrICKa3aHHOE MM MOJI0KEHHUE KAXETCsl HaM JIOCTATOYHO MPOIYKTUBHBIM U
HEO0OXOJUMBIM IS [TOCTYNATEIbHOTO Pa3BUTHSI SPTOHOMHUKH.
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