UDC 75 + 791.3 + 159.92
LBC 85.143 (2) + 85.37 + 88.4

DOI: 10.30628/1994-9529-2019-15.1-30-105
recieved 03.12.2018, accepted 21.12.2018

GRIGORIY R. KONSON
Russian State Social University,
Moscow, Russia

ORCID: 0000-0001-7400-5072,
e-mail: gkonson@yandex.ru

THE PAINTINGS OF ILYA GLAZUNOV
THROUGH THE PRISM

OF THE METHODOLOGIES

OF SERGEI EISENSTEIN AND LEV VYGOTSKY*

Abstract. In the present article the attempt is made for the first time to apply
the methodologies of Sergei Eisenstein and Lev Vygostsky to analysis of
the paintings of Ilya Glazunov and his contemporaries. The attention of the
researcherisfocused on the phenomenon of the character suite discovered by
Einsenstein in drawings as “pure motion of the run of montage thought.” The
present phenomenon was focused on disclosing one and the same emotion
in its various gradations. Its versatile discovery is also aided by analysis of the
other principles of movie montage the manifestation of which is revealed
by the author of the article in painting as well: the parallel, associative and
intellectual. For the aim of revealing the essence of the examined works of
pictorial art the article makes use of a method, correlating with Eisenstein’s,
formulated by Soviet scientist Lev Vygotsky, who researched in literature the
psychology of inner conflict of images on the basis of the contrariety of the
plot and the storyline. The convergence of the mentioned intellectual paths
of learning about the paintings of Glazunov and his contemporaries creates
the possibility of systematic perfection of “multiple-point entering” into
the artistic image, which makes it possible to elucidate the meaning of the
authorial conceptions in pictorial art, including those paintings by Glazunov
which by their worldview content and image-related compositional solution
arouse impassioned critical reactions.
* 1. Translated by Dr. Anton Rovner.
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PART Il

1. THE MILITARY THEME

a) The Tragic Direction

The poster artists were the first among all the Soviet painters to
respond to the events of the Great Patriotic War. Already on the second
day of the war the Kukryniks’ poster “We Shall Inflict a Defeat Mercilessly
and Destroy the Enemy!” came out, soon to be followed by Irakli Toidze’s
legendary work “The Motherland is Calling.” Along with the poster, there
appeared in the visual arts a large quantity of heroic canvases, which have
become historical landmarks of Russian military history: “The Defense of
Sevastopol” by Aleksandr Deineka, “The Storming of Mount Sapun” by Petr
Maltsev, “On the Kursk Bulge” and “The Defenders of the Brest Fortress”
by Petr Krivonogov, and “The ‘Blockade of Leningrad’ Diarama” by Yevgeny
Korneyev. Highly active in this subject matter turned out to be the tragic
direction which imprinted the consequences of the greatest catastrophe
on the planet, which took an unheard of quantity of human lives.

Figure 6.
Dementi Shmarinov. The Mother by from the series We will not Forget,
We will not Forgive!

1For the source of the depiction see: URL: http://xn--ilabbnckbmcl9fb.xn--p1ai/%D1%81%D1%82
%D0%B0%D1%82%D1%8C%D0%B8/417554/img2.jpg.
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Ofthe two mentioned trends we shall turn our attention on the latter,
since the greatest artistic discoveries occur particularly in tragic genres.
In addition, the tragic element is not a homogenous one. Its reverse
side is satire, which at times is brought to the level of the grotesque
(the absurd). Such an interpretation of military subject matter in Soviet
painting became one of the characteristic forms of comprehension of
catastrophic content.

Figure 7.
Geliy Korzhev. Triumph of the Living and the Dead*

2For the source of the depiction see: URL: https://www.pinterest.ru/pin/553872454153869047/
?autologin=true.

32 HAYKA TENEBUOEHNA Ne 15.1, 2019



The theme of war in the works of Soviet painters, begun back in
the wartime era, also remained as one of the most important during the
times of peace. A brilliant example of the tragic trend proper in art is the
painting by Taras Gaponenko “After Banishment of the Fascist Occupants”
(1943-1946, State Tretyakov Gallery) where the consequences of the war
in the liberated village of the Izmailovsky District closets in 1941 [see: 32]
(the first version was written in 1944).

Figure 8.
Taras Gaponenko. After Banishment of the Fascist Occupants®

The impulse to the creation of the painting was the narration of an
eyewitness to the event—the painter’s sister. The Red Army soldiers have
just removed from the gallows the bodies of the hanged prisoners. There
are two people slain, and they are both lying on the snow. Around them
the villagers are gathered, who are organized on the painting as if in two
typified suites: at the center and on the right side. On the first a young

3 For the source of the depiction see: URL: https://www.pinterest.com/pin/45866354328374256
1/?lp=true.
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woman standing at the feet of the killed person is looking sadly at him
with no strength to say a word. The other woman standing on her knees
weeps over his head. The third one pressed herself towards his chest.

The typified suite is formed by the people close to the slain person
standing on the right side at the forefront. Among them are women in
black kerchiefs (the mother and the wife), a gray-haired old man (the
father), and the children, and on the second row there is a downcast
military man and a nun attempting to see what happened from the
backs of the people in front. According to the narration, there is a tragic
episode from the life of one village where the Nazis have passed, and
according to the plot—the people’s destinies during the war.

In the linear dimension of the painting the right side with the
mourners over the dead is symmetrically balanced by the left side, where
there is a woman standing, bent over the sleigh with an assistant. On this
sleigh the slain man was supposed to be taken away to his final journey.
But the center of the painting turns out to be the gallows, which are
built into the pictorial composition according to the principle of parallel
montage. From this deadly construction one can sense a centrifugal
motion towards the foreground of the painting. The menacing image of
the gallows rises over everything and creates a sharp closure with the
figures of the living in which an intellectual montage occurs. The scaffold
continues to live its own life: one of the Soviet military servicemen gives
the axe in a businesslike manner to the man who ascended the latter
in order to chop off the remaining ends of the ropes. The associative
montage, which is also represented here, unifies a broad temporal
amplitude: the recent wartime past and the distant biblical history—the
situation of the Deposition of the Cross, comprehended as a generalized
symbol of suffering.

In his depiction of the wartime subject matter in painting Glazunov
also showed the Great Patriotic War from its catastrophic side. Such
a comprehension of the subject matter of war demonstrates the
continuity of traditions coming from the “unpatriotic” antiwar paintings
of Vasily Vereshchagin. Glazunov’s painting “The Paths of War” (1954—
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1957, created anew in 1985), the initial diploma work completed at
the Leningrad I.E. Repin Art Institute (attacked by the state commission
and subsequently destroyed) depicts the image of Russian refugees®.
The commission unanimously rejected the painting as an anti-Soviet
one, which allegedly distorted the truth of the past war: “The war is
characterized by victory, while you savor the retreat of the Soviet Army—
such a thing has never happened before in Soviet art” [33].

Thereby, the attacked work demonstrated the independent position
of young Glazunov, which has found its reflection in both the realistic
conception and the compositional solution.

Figure 9.
llya Glazunov. The Paths of War®

In the painting “The Paths of War” it is possible to discover two
typified suites. One of them demonstrates figures of fatigued old people,
women, children, and a small number of retreating soldiers, among which
a wounded man prancing in the direction of the rearward, most likely,

41n 1977 the exhibition of Glazunov’s paintings which displayed, among others, “The Paths of
War,” was closed down on the pretext of “running against the Soviet ideology.” Despite the fact
that the painting was destroyed, the artist subsequently created an authorial copy.

5 For the source of the depiction see: URL: http://glazunov.ru/tvorchestvo/monumentalnye-
raboty/raboty/1985-dorogi-voiny.

THE ART AND SCIENCE OF TELEVISION 35



a messenger, presents the most conspicuous figure. At a first glance,
this episode seems to disclose the ordinary wartime occurrences, when
people shelter themselves in the rearward areas, and, essentially—the
bitter truth about war. However, in a parallel montage, along with this
suite, another one is given, geared in the opposite direction: the soldiers
who walk past the ruins of a destroyed building onto the vanguard, and
the airplane in the dark sky menacing with flashes of heat lightning, —this
suite redefines the first one in terms of its subject matter, transforming it
into one of the grueling days of the war. Hence, the opinion of the State
Commission about this canvas (as we remind the reader, as allegedly
having distorted the truth about the war) with one of the proposals
to “shoot” the painter, was a demonstration of outrageous ideological
pressure on the young artist. It is true, however, that the painting carries
yet another image—that of the fleeing sheep, which evokes analogies
with the Biblical ones, with people wandering purposelessly in the dark
(prior to the appearance of the shepherd. Such an associative montage
of images of people and animals which has appeared on the basis of two
typified suites—of the refugees and the soldiers going to the vanguard—
discloses the tragic meaning of war.

The painting “The Paths of War” is close in its subject matter to the
autobiographical work created by Glazunov during the same years “The
Blockade” from the series “The Leningrad Blockade. 1941-1944"” (The
Penza Regional K.A. Savitsky Painting Gallery, 1956), which depicts the
consequences of the catastrophe broken out at the beginning of the war.
Despite the fact that it portrays only three characters, the principle of
the typified suite can be discerned here as well. The overall impression is
created on the basis of sharply contrasting images.

This is how the content of the painting is depicted by one of the
researchers of Glazunov’s artistic legacy Irina Yazykova: “From the semi-
darkness of the cold, gloomy room with the windows sealed crossways,
in the pale light of a wick lamp falling on the long-time empty plate, a
child with the gaunt face of an old man is looking. In the darkness one can
guess the figure of either a sleeping or a dying figure, while on the left
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side a man dressed in a winter coat is bent over the keyboard of a grand
piano. This picture is biographical. The future painter’s uncle, a professor
at the conservatory, had played the “Appassionata” with weakened hands
a few days before his death, having walked up to the piano with great
difficulty 34, p. 3, 6]. But the most important element here is the hungry
child visible from the other side of the table (in whom one can infer the
image of the artist himself during childhood), that there appeared an
unhealthy ruddiness on his face, and the seal of death has touched upon
him. However, his desire for life is expressed in the gaze of the immense
eyes, in which one may discern the nerve of the entire painting directed
diagonally from bottom upwards. Two mutually excluding poles of human
life: childhood and death, the initial combination of which has expressed
the tragic pathos of the painting, are connected here into one in an
intellectual montage. According to the plot, there are people depicted
here, situated at the threshold of death, and according to the subject
matter—those living as the result of their spirit.

Figure 10.
llya Glazunov. The Blockade®

R e

SForthesource ofthe depictionsee: URL: http://pkg.museum-penza.ru/news/2015/01/27/14504179.
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Thereby, such a typified suite has demonstrated the principles of
intellectual montage by which the artist not merely recreated an episode
from his biography, but also presented a generalization of the heroic-
tragic destinies of the people.

In the 1960s and 1970s the subject matter of war receives broader
elucidation in Glazunov’s art, which discloses an intensification of critical
directedness against the outward enemies of Russia who fought against
it and the countries friendly to it. the artist becomes interested in the
events of the Vietnam War (1964-1975) contemporary to him, which is
the subject matter of the painting “The Awakened East” (1967).

Figure 11.

llya Glazunov. The Awakened East’

Its content is described by I. Yazykova: “At the foreground of the
paintings, among the ruins of an ancient pagoda, there is a miraculously
spared statue of Buddha with its hand broken off by a fragment of an
American shell. There are soldiers, militiamen, vehicles and ammunitions
masked by palm trees moving in an endless current past the ruins” [ibid.,
p. 66]. These images of the defenders of Vietnam are assembled, as it

7 For the source of the depiction see: URL: https://www.liveinternet.ru/users/3842730/tags/%D
0%B3%D0%BB%D0%B0%D0%B7%D1%83%D0%BD%D0%BE%D0%B2/pagel.html.
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seems to us, into a certain generalized impersonalized typified suite in
which a single patriotic idea is expressed. Moreover, the typified suite
is given in parallel montage with the frightening figure of Buddha. In
such a contrast of images situated in a compositionally perpendicular
conjugacy, it becomes clear that according to the plot there is a column
of soldiers leaving for the front reproduced here, while according to the
subject matter the power of the spirit of the Vietnamese is disclosed
here. At the same time, hovering over them is the dragon, symbolizing
in an associative montage the supreme power, the flourishing of the
people and for 20 years (1955-1975)—the Emblem of South Vietnam.
At the same time Glazunov is intrigued by the events of remote
Russian history, depicted, for example, in his painting “Seeing off the
Troops” from the cycle “The Kulikovo Field” (1979, Tula Regional Art
Museum). Both works are unified by an analogous principle of interaction
of two typified suites (just as in the work “The Paths of War”). The
two tier juxtaposition of such linear reliefs serves as a means which
significantly enlivens the overall composition. One suite, according to
the plot, is faceless, seemingly supra-emotional, but outwardly active,
comprised of the soldiers going off to battle. The other is emotionally
psychological, as if reviving the plotline. It is comprised of the images
of the princely family of Dmitri Donskoy, who saw the Russian army
off to a military campaign, the composition of which is organized in
correspondence with the traditions of parallel montage, stemming from
Sergei Eisenstein’s film “lvan Grozny” (the scene of the awaiting of the
tsar by the people)®. The patriotic idea of both typified suites is also
extended by an associative generalization, connecting the given subject
matter with the heroic history of Russia. Moreover, the compositional
solution of the theme demonstrates the principle of intellectual montage,
which is expressed in the conflicting conjugacy of three artistic planes:

8 Another interesting interpretation of the typified suite of the people in Glazunov’s artistic
legacy in its parallel and associative montages with the scene at the forefront is given in “Judas’
Kiss” (1985), in which the suite of the soldiers who are hostile to Christ and his scene with Judas
in general recreate the climactic scene prior to his arrest.
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the large-scale foreground on the top (of the prince’s family), the general
distanced plane below (the Russian army), as well as the general large-
scale plane unifying both of the previous ones (the dynamic movement
of the clouds). In the immense panoramic space, the state of restless,
hostile expectation is concretized in the emotional state of Donskoy’s
wife, his children and near relatives.

Figure 12.
llya Glazunov. Seeing off the Troops®

For the source of the depiction see: URL: https://www.liveinternet.ru/users/3842730/tags/%D
0%B3%D0%BB%D0%B0%D0%B7%D1%83%D0%BD%D0%BE%D0%B2/pagel.html.
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As the result of the carried out overview of the paintings it becomes
apparent that in Glazunov’s paintings devoted to tragic war-related
subject matter, the principle of the typified suite was revealed quite
diversely, moreover, in interrelation with various types of montage. But,
most importantly, from his earliest works not only the painter’s anti-
fascist conception was transmitted through it, but also his “anti-Soviet”
stance, which subsequently morphed for him into the Russian patriotic
idea.

b) A grotesque interpretation of images of enemies

In a grotesque incriminating interpretation of art works devoted
to the war theme, let us highlight the painting created by painters of
political cartoons—the Kukrynikses (Mikhail Kupriyanov, Porfiri Krylov
and Nikolay Sokolov) “The End” (1947-1948, the State Tretyakov Gallery),
in which the last moments of Adolf Hitler’s life during the storm of Berlin
by Soviet forces were depicted. Concealing himself in the subterranean
passages of the Reich’s Chancellery, the Fuhrer and his confederates
are depicted in the utmost unsightly manner. Motion in the painting is
organized seemingly diagonally from the upper left corner, where Hitler
is standing snatched away from the light, to the right, where the group of
his subordinates are sitting in utter stupor, and, next, downwards, to the
tablecloth drooping from the table. In the associative montage with the
crumpled documents scattered on the floor, the overturned table, the pile
of bottles from alcoholic beverages and an armored door thrown wide
open the dynamics of the psychological state of the former pretenders
to global leadership is conveyed. Thereby, according to the plot, they are
lined up into the typified suite of Nazi leaders, while according to the
subject matter—into the typified suite of hysterical cowards. The entire
composition leads to a naturally recurrent intellectual generalization —
comprehension of the historical foredoom of the Thousand-year Reich”
proclaimed by Hitler.
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Figure 13.
The Kukrynikses. The End*®

Another painting by the Kukrynikses—“Tanya” (1942-1947, State
Tretyakov Gallery)—depicts the execution of Zoya Kosmodemyanskaya,
which took place on November 21, 1941 in the village of Petrishchevo
of the Ruza District of the Moscow Region. The tragic content of this
painting becomes more acute here particularly with the aid of elements
of grotesque.

At the center of the full-blown canvas there is the depiction of the
gallows, under which a willful girl with a short haircut and a tablet on her
chest. She is surrounded by heterogeneous images, all of which results
in two contrasting typified suites, possessing a centripetal directedness
in relation to the gallows. One such suite depicts Russian women
rounded up by the Germans, who sympathize with Zoe. The other suite
is comprised by the images of the occupants. They disconcertingly have a
no-nonsense attitude and are united by a brutish curiosity, which retains

©For the source of the depiction see: URL: http://www.rodon.org/art-080815123619.
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them in the cold: expectation to discern a sense of fear on her face. The
majority of vigilantes are standing in front of her with machine guns,
two soldiers with photo cameras on the foreground try not to miss the
moment of the execution. One is trying to look the girl in the face. The
executioner is in a hurry to place the noose onto her. Two officers gaze
fixedly at her. One of them (in a warm sheepskin coat and felt boots)
looks at her mockingly. The other—in a peaked cap, with a capriciously
cockish profile (by all appearances, lieutenant colonel Riderer)—with

overt hatred.
Figure 14.

The Kukrynikses. Tanya™*

The painting “Tanya” is akin to the massive work by Geliy Korzhev
“The Hostages of War” (“The Human Shields”), which depicts one of the
tragic episodes of the war—the expectation of the attack of the Soviet
troops on the Nazis who shielded themselves with unarmed people
(1998-2005).

1 For source of depiction see: URL: http://www.rodon.org/art-080815130104.
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Figure 15.

Geliy Korzhev. The Hostages of War (The Human Shields)**

w

The typified suite appears in the many-figured circular positions
of the images of the Russians. The upper part of the canvas depicts a
group of people standing in close proximity with the German trench.
The backbone figures in the entire composition are the figures of men:
in the upper part—of a sorrowful blacksmith prepared to face death
with dignity, on the left side—of a dolefully resigned schoolteacher
supporting the schoolchildren with pacifying motion, on the right side—
of a helpless priest with a nun pressed onto him. A peculiar refrain in
the composition is provided by images of women with children in their
hands. In their eyes there is a congealed expectation, which has affected
all the others as well. Most unusual figures are presented by the children
standing up in front resembling aged people with faces matured to
the level of adulthood at the moment. Having descended from a rising
ground, their attentions seemingly attracted by sounds of gunshots, they
look aside. At the same time, the crucial position on the forefront is given
not to an adult, but to a little girl in a pioneer necktie openly looking in

2For the source of the depiction see: URL: https://kolybanov.livejournal.com/5606261.html.
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front of her. Due to the fact that the upper part of the painting shows
the concentration of images of a rather large group of adults, whereas
in the lower part there is only one girl, the impression is created that
the picture is just about ready to topple over, and all the figures would
disappear tragically.

The tragedy of the Russians is given in parallel correlation with the
grotesque images of the enemies hiding behind their backs. From out of
the trenches, essentially, there are not faces seen, but soldiers’ helmets,
three of which are shown in the shadows, as the result of which they
begin to resemble black faces of death. On the left side there is also a
helmet with binoculars, which is perceived as a menacing robot. Only
Hitler’s officer, behind whom we can see a destroyed building, stands in
full height as a symbol of enemy occupation.

Overall, the two typified suites, one of which depicts the civilians,
who form a human shield for the Nazis, and in the other—the enemy
soldiers, are combined in the conflict of the incompatible sides following
the principle of layering circular composition (the Russians) on the linear
(the enemies).

As the result, in terms of the plotline both paintings (“Tanya” and
“The Human Shield”) portray a tragedy, while in the subject matter—
an incriminating tragedy-satire, and this paradoxical combination brings
in the association with the tragic farces of the Renaissance era (Bosch,
Bruegel, Verrocchio, Donatello), in which devilishly resourceful evil
creatures triumph, while virtuous heroes perish. And overall an overall
montage is revealed here, as a result of which the thought emerges of
the cruel “upturned world” [the term of Charles de Tolnay].

In Glazunov’s paintings the grotesque rendition of enemy images
found its manifestation in the events of long bygone history. In the
painting “The Storming of the City” (1969), the small typified suite is
based on three images of Tatar-Mongol warriors®. Two of them are given
in profile, in which the short cheek-bones eclipse the narrow eyeholes,

3The subject matter of this painting corresponds with another work of Glazunov from the same
cycle “The Kulikovo Field”—“The Battle. The Temporary Advantage of the Tatars” (1979).

THE ART AND SCIENCE OF TELEVISION 45



while the bald heads are covered by exquisite skull-caps trimmed with
sables. The showiness of their outward appearance (according to the
plotline) consists in the richly embroidered clothes adorned with the
images of an evil dragon. The third is turned to the viewer in his face
with a silly, almost “down” smile, already sensing a foretaste of victory
over Rus. There is a head of a Russian warrior towering over them. At the
same time, in their subject matter they are hideous, while the dead head
of the slain warrior with wise sad eyes, entwined by soft golden hair, is
perceived as a beautiful iconic image.

But, most importantly,—the typified suite enters the overall
composition organized according to the principle of parallel and intellectual
montages. With the aid of the former, the image of the enemy in the right
portion of the painting becomes connected with the image of Ancient Rus
shown in the left portion, where fire is raging, birds scatter around, and an
innumerable amount of enemy arrows are directed at the city. Within the
framework of the latter, the image of the Tatar-Mongol invasion of Rus is
comprehended as a tragic conflict between two civilizations.

Figure 16.
llya Glazunov. The Storming of the City*

1 For the source of the depiction see: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-istorii/
raboty/1979-shturm-grada.
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Overall, in his depictions of the enemy in the subject matter related
to the distant past, Glazunov organically entered the Soviet tradition of
the grotesque manner of its replication. In connection with this, it is not
perchance that the art works depicting wartime subject matter which
have demonstrated the struggle of two conflicting sides, frequently
contain not one, but two typified suites. They have demonstrated
principles of montage, which created the possibility to disclose the tragic
content on the level of various “levels” of the human psyche.

2. SUBJECT MATTER NOT RELATED TO WAR

The principle of the typified suite demonstrated in painting helps
not only disclose the collective image, but also to paint a portrait. In
Glazunov’s painting “The Portrait of Alexander Blok” (1956) the poet is
depicted in the intoxicating atmosphere of a suburban restaurant.

Figure 17.
llya Glazunov. Portrait of Alexander Blok

% For the source of the depiction see: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-
literatury/raboty/1956-portert-a-a-bloka.
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The painting’s inner motion is conveyed in a light-and-shade
composition, the supporting sections of which are presented by
principally more illuminated, linearly situated typified images of
frequenters, among which two everymen are especially conspicuous
on the painting’s left side: one of them—smiling, hopelessly bald, and
porcine, the other—with a birdlike head and a protruding “chicken” eye
in a pince-nez. The pensive poet, whose face is pale and sad, is shown
against this background. And in the back of him (as if in a mirror-like
reflection) is the face of the mysterious stranger lady and a faceless man
in a white shirt continuing the gradation of light on the right side. Within
the sphere of such a parallel montage with the dynamic motion of the
painting’s substantial strata it is discovered that according to the plotline
there is a domination of crude everyday life, and according to the subject
matter—the spiritually elevated image of Blok and his poetical world.

An analogous combination of the principles of the typified suite and
parallel montage can be found in the painting of Moscow-based artist
Boris Talberg (1930-1984) “A Cabaret Dancer”, created sixteen years
after Glazunov’s portrait of Blok (1972). Itis true, however, that the central
image in it is significantly earthed?®. In parallel montage the figure of the
half-naked dancing woman and the crowd of esurient men juxtaposed to
her. According to the plotline, the forefront in this centripetal composition
is marked by a depiction of an indifferent figure of an ideally composed
dancer with a face similar to a mask. Her characteristic features are also
demonstrated indirectly—in the words printed on newspaper extracts,
where one of the headlines announces a “dance from out of a volcano.”

¥ In such an interpretation, associations arise with B. Grigoriev’s painting “The Street of Blondes”
(1917), where the frivolous coquette standing on the table next to a glass of wine is connected in
parallel montage with the crowd of men sitting at the table surrounding her. this work, similarly
to many others—the widely known eccentric painting “Portrait of V. Meyerhold” (1916), as well as
portraits of Shalyapin (1918), the poet Nikolai Klyuyev (1920), Maxim Gorky (1926), Rachmaninoff
(1930), images of peasants in the cycles “Rasseya” (1918) and “Visages of Russia” (1923), where he
revealed himself as an uncommonly sharp and “wicked” psychologist [according to S. Makovsky],
present the testimony that, first, images of his Russian compatriots attracted his attention during
his entire, and, second,—his artistic legacy also exerted a great influence on the paintings of
Glazunov and his contemporaries.
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The girl is surrounded by four figures. In front is the most voluptuous
of them, bald and with a huge grinning mouth, resembling a white pit,
framed by an exceedingly swollen wrinkles on its cheeks. Behind it is
a figure that is slightly more intelligent in appearance. Further on are
two contrasting physiognomies: one is gloomy, spiteful, with a nose and
mouth wry with lust, marked with a Neanderthal character by means
of low and bulging forward eyebrow ridges, seemingly scowling, as a
primate; the other is foolery itself, circumscribed by a plump sensuous
mouth with whiskers, eye pupils expanded from wonder, and a narrow
forehead hidden behind a clown’s forelock.

Figure 18.

Boris Talberg. The Cabaret Dancer"’

l " g
! 1

But the main thing is the subject matter plane. It is expressed by
a depiction of the arms: exorbitantly large, fat, drawn to the dancer.

7For the source of the depiction see: URL: http://www.artnet.com/artists/boris-talberg/danseuse-
de-cabaret-94hRJF-3PQRR0O3cpKWQoTg2.
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Showing themselves from out of the cuffs with the links, they come out into
the foreground, obstructing our view of faces, at times even supplanting
them. Most of the people extending their palms are supplicants. The
others, with their palms directed downward are imperative. There are
those that are thrown back in amazement or with closed palms, reminding
the head of a snake ready to grab its prey at any moment. Even the girl’s
hands exceed the other parts of her body in their expressivity. Her sharp
fingers, especially the thumb bent in a hawkish manner, are filled with
motion, while that her entire body appears rather static.

The entire panopticon on the painting seems to be held together
by yet another parallel montage—that of symbolic figures of a trumpet
player (in the lower right corner) and an armed soldier (on the upper
left corner) placed diagonally to each other. Their associative conjugacy
generates various depictive and semantic sets: the elemental force of
carnal pleasures and their bodyguards.

A continuation of the tradition of the portrait with the lustful
public is presented by a series of paintings by the representative
of the carnavalizational trend in painting—Russian artist Tatiana
Nazarenko (b. 1944). “Literary Improvisation,” “Repast,” “Banquet,”
the autolithographies “Humans-Animals,” in which the upper part of a
female torso with the head, situated on a platter, prepared for repast,
is surrounded by vampires or monsters. Let us turn our attention to
the painting “The Circus Woman” (1984, created after the artist was
forbidden to go abroad or to hold exhibitions of her paintings), it which
the principle of centripetal composition is considerably enhanced, in
comparison to Talberg’s painting “The Cabaret Dancer.” Init the acrobatics
with features of visual similarity to the facial features of the painter are
given in an unreal enlargement in comparison to the politely applauding
public. In this parallel montage (it even seems that she accidentally
stepped on the face of a certain personage) the outwardly successful, but
in reality destitute artist becomes unified with the public that is rather
indifferent to it, although some still gaze on her in an enraptured and
lustful manner, and someone—maliciously, barely suppressing his anger.
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Such a juxtaposition of a figure of circus gymnastics and the typified suite
of gazers demonstrates the intellectual montage of images of various
representatives of the public and their differentiated attitude towards
the circus lady.

Figure 19.

Tatiana Nazarenko. The Circus Woman*®

Overall, in the demonstrated portraits, which also include the images
of viewers or a neutral background, one can observe the tendency towards
caricaturing the crowd, whose character was expressed by means of the
typified suite, parallel or intellectual montage, as the result of which the
typified suite turned out to be unusually dynamic.

8For the source of the depiction see: URL: http://babanata.ru/?p=13636.
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3. THE ARTISTIC-STYLISTIC ASPECT

Let us now examine the manifestations of such typified suites in
works by painters pertaining to principally different artistic trends. One
of them is the outstanding representative of the avant-garde in painting
Marc Chagall. The other is the adversary of the avant-garde Ilya Glazunov,
who considered that in the guise of «cubes, spherules and spots” art
becomes invested with madness®. There is also a third artist—the pupil
and follower of Glazunov Pavel Ryzhenko (1970-2014).

The typified suite in Chagall was already expressed in a relief manner
in his pre-war painting “The White Cricifixion” (1938, Chicago Artistic
Institute), which was created after the Jewish pogroms in Germany.
Just as in Glazunov’s painting “Eternal Russia,” Christ, who symbolizes
the idea and the image of sufferings, is situated at the center of the
composition, and around him the figures of the people maddened by
the pogroms are placed. The principle of their organization is the typified
suite, which interacts here with the principles of parallel, associative and
intellectual montages, in the sum of which the tragic pages of the history
of the people are recreated.

We shall stop on Chagall’s painting, begun by him before the war and
completed during the post-war years: “The Bride with a Blue [Indigo]
Face in a Whirling Cloud” (1932-1960, private collection), which seems
to be a solo portrait. But is it really so? Let us try to figure out, even
though this canvas, similarly to other works by Chagall, is for the most
part enciphered.

¥ 1n Ilya Glazunov’s opinion, in avant-garde painting «there occurs a conscious destruction of art,
since man is the image and the likeness of God. If | draw a nose on the temple, an ear on the neck,
and an eye on the forehead — this is my Satanic spirit rebelling against the image and likeness of
God. And, it is not perchance... | say that we are for the ideals of our Christian civilization on its
Greco-Roman foundation” [35]. He perceived the avant-garde trend as the consequence of the
October Bolshevik Revolution, and in Russia it was particularly called such: “the avant-garde of
progressive communist art.” In this conception two images of evil were united for the artist: the
revolutionaries-internationalists themselves and their fierce hatred for religion. For this reason, he
considered that realist art and the Academy created by him “is the state safety for Russian art. So
it is particularly this safety that we preserve, and we present the last powerful bastion of Russian
culture, as well as European, which is sunk, smeared and fouled. Today we are Europe, and light
pours from us” [Ibid.].
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Figure 20.
Marc Chagall. The White Crucifixion®

In the first instance, why is it that the bride has a blue (indigo) face, just
as, for instance, “The Indigo Lovers” (1914), “The Lovers Near the Bridge”
(1948), “The Fisherman’s Family” (1968), “St. Paul de Vence at Sunset”
(1977)? Most likely, because blue is the color of nature, the sky, the
river in which it is reflected, and field plants. It was revealed by Andrei
Voznesensky in his own way in the poem “Chagall’s Cornflowers”:

2 For the source of the depiction see: URL: http://toraart.com/index.php/poslanie-ot-marka-
shagala.
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“My dear, this is what you really love!
From Vitebsk wounded and loved by them.
Wildly growing weed-grown tubes
With a devilish

squeezed out

blue!

A lonely flower from the stock of burdocks,
But its blue knows no rivals” [36, p. 11].

Figure 21.
Marc Chagall. The Bride with a Blue [Indigo] Face in a Whirling Cloud*

ZForthesourceofthedepictionsee: URL: https://artchive.ru/marcchagall/works/377613~Nevesta_s_
sinim_litsom.
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It turns out that the blue face denotes a color dear to the artist.
And next to the blue is the face of the bridegroom with a few of Chagall’s
portrait features, the green tinge of which also reveal the essence of
nature??. But all of these colors are involved here not by themselves, but in
a conflicting conjugacy with red (the color of the silhouette of the violinist
in the gleam of the fire) and black (the entire space of the sky and the
earth), which convey an unusually intense background, and, maybe, even
the very meaning of the painting. Taking into account the specificity of the
art work of Chagall as the forerunner of expressionism, let us examine his
symbolism, in which we may discern features of the typified suite, situated
in an unusual manner. The source of motion in it was the dynamic light
wave on the left side, concretizing the whirling cloud, combining the images
of the bride and the bridegroom. Her rounded form also determined the
right side of the painting, which turned out to form the continuation of
this circular composition situated within the rectangular. The motive of
creativity became the through element in it. The most innocuous subject
matter built on it is placed in the lower right corner—a lonely man in a
hat is engaged in music-making on the cello, barely touched upon with
the green color (similarly to Chagall’s graphic work “Green Cello. On the
Theme ‘Reminiscences of Vitebsk’”). He is readily listened to by a similarly
lonely chicken, and the musician plays for it with joyful appreciation.

The motive of creativity is repeated in the upper corners of the
portrait of the bride, where two clowns playing reed pipes are situated.
To the right of one of them, barefooted, but in a nightcap, who has more
listeners paying attention to him than the cellist does, there is a profile of
a young woman in felt snow boots (a sort of double of the blue bride, but
with light hair, a white nose and a white eye), and behind her is a peculiar
centaur, the upper part of him presents the head of a fish, and the lower
part impending from it—the head of a cow. Both living creatures situated
on one and the same torso, turned in profile and looking at the clown each

2The same combination of colors is also preserved in the painting “Over the City” (1917) from
the same series of Chagall’s paintings dedicated to Bella: “Dedication to my Bride (My Betrothed)”
(1911).
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with its own sole eye, hearken to him seriously. If a little more were added,
the metaphor of the sermon of St. Anthony of Padua to the fish would find
its association here. On the left corner of the portrait of the bride there
is a clown dressed in blue. He lacks a listening audience. The seemingly
scathed chicken situated close to him, flying in terror from the fire, is
obviously hardly in the mood for any entertainment. And between the two
clowns (standing not far from the burning house) a violinist is lying flat on
his face, gazing with a look of tenderness on his blue violinist. He is given
in illumination of the fiery-red color, common to the fire. It can be seen
that the figures of these artistic personalities presented a reminiscence of
what Chagall experienced during the time of the war (it must be reminded
that the Nazis in Germany publicly burned his paintings).

At the same time, in close proximity with the bride’s image the
locality is shown on the territory of which the depicted events are taking
place. Central here is the moderately crooked house with a blue roof,
greatly resembling that of his parents in the Liozno town (“lyozna” in

|’I

Belorussian, which means “tearful” or “tears”)®. Such a title for Chagall
is symbolic®*. The artist’s house was miraculously preserved, but,
nonetheless, was greatly damaged (its wooden sections were burned
down). For this reason, it is not perchance that it is given in a gloomy,
concentrated darkness. There is no glass in the last window, while in the
door there is a doleful figure of a woman, most likely, the artist’s mother,
imprinted. One half of her face is portrayed in dark colors, and the other,

similarly to the six-sided star on her,—in a bright yellow, shining in the

B The image of this house presents to be one of his most favorite topoi. It can be found in the
paintings “The Pharmacy in Vitebsk” (1914), “The Promenade” (1917-1918), “The Red House on
the Street” (1922), “The Artist and his Bride” (1953); “Jacob’s Ladder” (1973), “The Blue Village”
(1975), “The Holy Family” (1975-1976), “The Artist over Vitebsk” (1977-1978), even “St. Paul de
Vence at Sunset” (1977), where his house near Vitebsk intrudes into a French landscape.

24 According to the observation of L. Vakar, “the archetype of the wanderer was elaborated” in
the tragic history of Belorussia. “This image is called the ‘lyozny’ person... for the artist himself
Vitebsk and Lyozno were the images of his lost native land, and the poetics of his paintings may be
viewed in the aspect of the mentality of the ‘lyozny’ person. An exile does not have a house, but
in exchange he receives the whole world, dissolves himself in it, and obtains freedom. The means
of his life is wandering” [37].
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night. In the images of the animals—a pair of horses harnessed in a farm
wagon, and a cow with a blue head, from behind which a man can be
seen, the motive of wandering can be discerned.

In the end, summing up all the faces manifested in Chagall’s
painting, it turns out that there is not only the image of the bride present
here, but also of several others—of the bridegroom, the mother, four
musicians, the white haired woman and with the man with the cow. They
are adjoined by images of household animals (two chickens, two cows,
and two horses), as well as two houses. One of this, though lopsided, but
relatively intact, while the other is burned. All of them, according to the
fable, by means of associative montage, assemble into a typified suite
surrounding the silhouette of the bride, whose face is almost entirely
concealed from extraneous eyes by a dark-blue color. And according to
the subject matter here, rather, there is a recreation of... the portrait
of the bridegroom (who is not painted over by the green color to such
an extent as the bride is by blue, so he can be discerned easily). At the
same time, the portrait of the lucky person is complemented by episodes
from his own dramatic biography, in the arrangement of which here the
principle of the authorial montage-intellectual thinking can be felt.

Consequently, the accentuation on the female portrait conceived
of here is paradoxically complemented by a peculiarly ciphered typified
suite of images and is passed on to the male, which is of the self-portrait
variety and also complemented by depictions of events from his life.

In Pavel Ryzhenko’s painting “Farewell to a Convoy”, which is the
first from his triptych “The Tsar’s Golgotha” (2004). At its basis lies the
parting of Nicholas Il with the Imperial Convoy after his abdication from
the throne in March 1917.

The scene of the tragedy of the Russian emperor is given in a dim
color choice of the picture—in an associative montage with the images
of menacing nature: a gloomy morning, a blizzard snowstorm, and ants
swarming in snow. The motion in this painting goes from left to right and
disperses as if in a trumpet shape in the clouds shaped in the wind, the
birds flying away and the snow flying in gusts of whirlwind. The tsar’s
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convoy also fits into the direction of this motion. It is juxtaposed by several
rare figures, the capstone of which turns out to be the figure of the tsar.

Figure 22.
Pavel Ryzhenko. Farewell with a Convoy*

But the main motion here is not extroversive, but introversive,
which is expressed in the psychological state of the soldiers standing
in the first line. In their conjugacy with the image of the tsar, the
composition becomes endowed with a high “degree of convulsion” [a
term by Grigoriy Kozintsev). The montage of their faces manifests the
features of two typified: the linear demonstration of images unified by
one common dominating emotion, and the contrapuntal, where several
tints of emotions each are attributed to the face of almost every soldier.
Notwithstanding their adherence to the new, revolutionary government
(which is testified by the red ribbons on their overcoats) are not in power
to constrain their grief. The first one respectfully took out his sabre from
its sheath, lowered it towards the ground and drooped his eyes as a
sign of grief for the tsar (who is awaited by his jailer standing behind
his back). The second, whitened by gray hair and furrowed by wrinkles,

2 For the source of the depiction see: URL: http://xn----7sbgmbf3aevlbr7l.xn--plai/40-proschanie-
s-konvoem-1-iz-triptiha-carskaya-golgofa.html.
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senses contradictory emotions of bewilderment, obedience and regret.
The third with scars on his cheek and on his forehead, wistfully looking
at the earth and pulling together his eyebrows, thinks intensely about
something; the fourth, transgressing statutory relations, is endeavoring
to say something to the tsar. A culmination is presented by the strong
feelings of the fifth. Clasping his hat in his fist, he closed his face with it,
in order to conceal his weeping.

The image of the tsar, in whose image the features of sadness
and courage are combined, is given in parallel montage with the army.
Notwithstanding the entire oppressive situation, he looks openly into
he faces of the military personnel. The tsar’s parting with them, which
according to the plotline expresses a concrete historical episode, and
according to the subject matter—the tragic end of the Russian monarchic
epoch, expressed the principles of intellectual montage.

Similar features are demonstrated in Glazunov’s painting-mystery
“Eternal Russia” (“A Hundred Centuries”) (The Moscow State Painting
Gallery of Ilya Glazunov).

Figure 23.
llya Glazunov. Eternal Russia (A Hundred Centuries)*

% For the source of the depiction see: URL: https://opisanie-kartin.com/opisanie-kartiny-ili-
glazunova-sto-vekov.
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At the basis of its unique three-part composition we can sense
the centripetal directedness toward the crucifix towering over all the
historical figures, therewith evoking associations with an icon. (An
exception to this is provided by the centrifugal motion in the right hand of
the painting, where a revolutionary wagon is swiftly rushing in a direction
opposite from the crucifix). In close conflux with the painting’s Christian
ideas are the visages of the saints, who are scrupulously delineated in
large format on the first rank and dispersed in the subsequent lines: the
Don Icon of the Virgin Mary painted by Feofan the Greek; to the left—the
icon of St. George the Victor; further on—Andrei Rublev’s painting “The
Holy Trinity,” and in the recess—the icon of Nicholas the Wonderworker.
This expressive silence is disturbed by Leo Tolstoy, who is angrily pointing
upward to the heavens and demonstrating on his bosom a tablet with
two symbols: “nonresistance” (to evil) and the sign of Masonry, which,
in all likelihood, presumes that which forms the greatest evil for Russia.

On the other hand, the power of good is expressed in the central
portion of the painting in the collage of images of outstanding public
figures of Russia, whose succession is ordered into a typified suite, where
all the faces are predominantly of a serious, concentrated character,
as a result of which they are perceived as icon-like visages. On the left
side of the painting the linear arrangement of the images comes from
demonstration of historical episodes of Ancient and Medieval Rus,
while the right side shows the activists of the October Revolution and
the subsequent events of the 20th century. Both of the outer sections
of the painting are combined with the central portion by means of
parallel montage. In this fresco what creates the most prominence with
its motion is a wagon with three revolutionaries: Stalin, Trotsky (here,
analogous to Breshkovskaya in Grigoriev’s painting “Visages of the
World”) and a harmonist, who evokes in the same painting associations
with the “songster” poet Kamensky, behind whom we can see images of
other Bolsheviks. Such a depiction of activists of the revolution disclosed
tawdry satirical features.
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As the result of comparison of these three pictures, we become
confronted with a paradoxical phenomenon: the typified suite as an
artistic principle becomes capable of fulfilling different artistic goals,
as the result of which bringing together artists of different, even
opposing directions, becomes possible. An artistic canvas by Chagall
is a fantastically ciphered masterpiece, expressed in a complex tragic
plane with elements of intricate humor and thereby always open to a
multitude of new interpretations. the many-figured painting of Ryzhenko,
created in the traditions of realist painting, presented one of the tragic
pinnacles of contemporary art. on the other hand, Glazunov’s mystery
(as all of his poster-like misterioso paintings) is perceived as a massive
fresco built on the foundation of historically documented portraits.
Their basis was formed by an original amalgam of diverse types of visual
arts—posters, icon-painting and amateur painting, which are directed
to the most diverse strata of consciousness of Glazunov’s painting: to
the massive Soviet and the sacred Russian, and are organized into a
single composition by the principles of a gigantic typified suite, which
manifests the concentration of a planetary theme, centered by the figure
of a crucifixion, which was unacceptable in Soviet official paintings.

In the juxtaposition of the typified images of outstanding public
figures of Russia and her enemies presented in parallel mounting along
the edges of the painting, the Orthodox Christian monarchist idea
is manifested, which is realized in the intellectual montage of all the
dispersed elements of the mystery into the composition of a peculiar
“Cross Procession” (according to the definition of Valentin Novikov), in
which Glazunov’s reevaluation of some of the traditions of the Russian
avant-garde let themselves be felt (for example, the “rally” in Boris
Grigoriev’s painting “The Visages of the World”).

k k¥

As the result of the carried out analysis of Glazunov’s paintings, as
well as some of the paintings of his contemporaries, both close to him in
style and distant, we come to the conclusion that the hypothesis brought
out at the beginning of the research about the propriety of applying the
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methodologies of Eisenstein and Vygotsky for analyzing many-figured
paintings from the 20th century has found veritable substantiation. The

phenomenon of the typified suite, discovered in the examined paintings,
in organic interaction of this phenomenon with other principles of
montage (the parallel, the associative, and the intellectual) makes it
possible to comprehend the multifaceted images taking shape in the
interaction of emotions. Moreover, the plasticity of the principle of
the typified suite in the analysis of paintings gives the possibility to
comprehend the singularity of various kinds of composition:

62

1. The typified suite, in which of foundational significance is the
light-and-shade composition, where the supporting fields are the
illuminated typified images, arranged in a linear manner (Alexander
Blok” by Ilya Glazunov).

2a. The typified suite conveyed in centrifugal motion to the
foreground of the painting and to the right (Taras Gaponenko’s
“After Banishment of the Fascist Occupants”);

2b. The typified suite built according to the principle of centripetal
motion (Boris Talberg’s “Cabaret Dancer”, Tatiana Nazarenko'’s
“Circus Woman”, llya Glazunov’s “Eternal Russia”);

2c. Two conflicting typified suites interacting along the lines of
centripetal composition (“Tanya” by the Kukrynikses);

2d. Two conflicting typified suites, combined according to the
principles of rounded and linear compositions (Geliy Korzhev’s
“Hostages of War” (“Human Shields”).

3. The typified suite in a two-tiered juxtaposition of positive images,
where two suites are given in simultaneity—one non-personified,
and the other in various tints of the selfsame emotion (llya
Glazunov’s “Seeing off the Troops”).

4. The typified suite revealing the inner (psychological) directedness
of the entire composition:

a) in diagonal motion upwards (llya Glazunov’s “Blockade”);

b) in diagonal motion downwards, where the selfsame emotion,
tough in different nuances, convey a sense of catastrophe (the
Kukrynikses “The End”);
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c) from right to left (llya Glazunov’s “The Storming of the City”);

d) in perpendicular correlation (llya Glazunov’s “The Awakened

East”);

e) two typified non-conflicting suites geared in directions opposite

to each other (llya Glazunov’s “The Paths of War”).

5. The polyphonic typified suite, which makes it possible to see the

individualized spectrum of emotions in simultaneity, expressed in

the selfsame image (llya Glazunov’s “Ivan the Terrible”).

6. The general typified suite in linear demonstration of a multitude of

face is combined with two polyphonic suites and given in interaction

of the outer motion with the inner (Pavel Ryzhenko’s “Farewell to
the Convoy”).

7. The poster-typified suite in panoramic perspective based on a

collage-like bringing together of portraits of historical faces (llya

Glazunov’s mysteries).

8. The ciphered typified suite, placed in a peculiar circular

composition (Marc Chagall’s “Portrait of a Bride with a Blue [Indigo]

Face”).

The typified suite in llya Glazunov’s artistic legacy, just as in
the canvases of his contemporaries, has demonstrated itself in an
unusually diverse way. It is not always concretized only in the faces,
but is expressed in the generalized non-personalized mass of people, in
personified images of animals, ciphered in symbolic visages, collaged in
heterogeneous portraits, endowed with dynamics in inner contrasts, and
can also be disclosed in the emotional mood of one single person. The
typified suite was often enhanced with dynamic conflux with principles
of other varieties of film montage the interaction of which endowed the
viewer with inexhaustible opportunities for a diversified psychological
immersion into the artistic image.

Various strata of our psyche turned out to be involved in the
perception of paintings as a typified suite. Creating an initial (plotline)
effect on the existential level, in reality (according to the subject matter)
it ended up being the transmitter of the artist’s ideological thinking,
impacting more complex levels of human consciousness—the “reflexive”
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and the “spiritual,” connected with the associative and the intellectual
types of thought. In order to reveal such a multi-plane conceptually
artistic essence in painting, the research method integrated by us,
based on the methodologies of Sergei Eisenstein and Lev Vygotsky, may
become unusually promising.
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YXUBOMUCb UNbU TNA3YHOBA
CKBO3b NPU3MY METOA0N10T NN
CEPFEA 3W3EHLWTENHA

N NbBA BbITOTCKOIO

AHHOTauMA. B HacToAWel cTaTbe Bnepsble NPeAnpUHATa NONbITKa Npume-
HeHua meTtogonormm Cepren dit3eHwWwTelHa M JIbBa BbIrOTCKOro K aHanusy
usonucu Unbu MasyHoBa, a TakkKe pAda ero COBpeMeHHWKOB. B LeHTpe
BHUMAHUA UCCNeA0BaTENA HAXOAMUTCA ABNEHWUE TUMAXKHOM CIOUTbI, OTKPLITOM
C. D13eHWTEMHOM B PUCYHKE KaK UYMUCTbIM X04, 6era MOHTaXKHON MbICANY.
[aHHbln peHoMeH Bbln HaLeNeH Ha BbiABJEHWE O4HOW M TOM e SMOoLUK B
PasINYHbIX ee OTTEHKaX. MHOroCTOPOHHEMY ero pacKpbITUIO MOMOraeT aHa-
N3 U APYrUX NPUHLMNOB KMHOMOHTaXa, NPOsABAEHME KOTOPbIX aBTOp CTa-
TbU TaK¥Ke 0OHapyKMBAET B KMBOMUCK: NapannesbHOro, accoLMaTMBHOO U
WHTENNEKTYaNbHOrO. 1A BbIABNEHUA CYLLHOCTM PAacCMaTPUBAEMBbIX NMPOU3-
BeZeHU M306pasnUTeNbHOrO MCKYCCTBA B CTAaTbe MCMO/b3YETCA elle OAMH,
KOPPEeVPYHOLWMIA C 3M3eHLITEeMHOBCKMM METoA, COBETCKOro y4yeHoro JlbBa
BbIrOTCKOro, MCCNef0BaBLIEro B MTepaType Ha OCHOBE MPOTMBOAENCTBUA
babynbl U CloXKeTa NCUXONOTMIO BHYTPEHHEro KoHdAnKTa obpasos. CoBme-
LeHWe OTMEYEHHbIX MHTENNEKTYaNbHbIX MyTel No3HaHWA usonucu lna-
3yHOBA M €ro COBPeMEHHUKOB [1aeT BO3MOXKHOCTb CUCTEMHO PACCMOTPETb
KMHOeCTBEHHOE BXOXAEHME» B XYA0XKEeCTBEHHbI 06pas, YTo nossonser
NPOACHWUTb CMbIC/T aBTOPCKUX KOHLEMLMIA B }KUBOMWUCK, BKKOYAA T KapTUHbI
[nasyHoBa, KOTOPble CBOMM MMPOBO33PEHUYECKUM CoAepKaHneM 1 06pasHo-
KOMMO3ULMOHHbBIM pelleHNeM Bbi3blBatOT BypHble KPUTUYECKME PeaKLun.
Kniouesble cnosa: C.M. ditseHwTeiH, J1.C. Bbirotckuit, U.C. TnasyHos, Tu-
Na)kHas CloWUTa, MapaieNbHbli, acCOLMATUBHBIN WM WMHTENNEKTYya IbHbIN
MOHTaX, MeToZ, nopTpeT, dabyna 1 CIoXKeT, NCMXON0TUA UCKYCCTBA, XyAoMKe-
CTBEHHble 06pasbl, TPArMyeckoe B KUHO U KMBOMUCH
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YACTb Il

1. BOEHHAA TEMA

a) Tparnuyeckoe HanpasneHue

Ha cobbitna Benunkoit OTeyecTBEHHOW BOMHbI MEPBbLIMM B COBET-
CKOW KMBOMUCU OTKAMKHYIUCb XYAOMKHUKMU-NIAKATUCTbL. YKe Ha BTO-
poV AeHb BOMHbI Bbiwen naakaT KyKpblHMKCOB «becnolaaHo pasrpo-
MMM 1 YHUUYTOXMM Bparal!», a BcKope 1 nereHaapHas pabota U. Tonase
«PoauHa-maTb 30BeT». Hapsaay ¢ nnakaTom B M3006pasUTesIbHOM UCKYC-
CTBE NOABUIOCH HO/bLIOE KOMNMYECTBO FrepOMYECKUX MOMOTEH, KOTopble
CTann XyAoXKeCTBEHHbIMW NAaMATHNUKaMM OTeYeCTBEHHON BOEHHOW UCTO-
pun: «ObopoHa Cesactonons» A. [enHekn, «Ltypm CanyH-ropbi»
M. Manbuesa, «Ha Kypckoi [lyre» un «3allmMTHUKM BpecTckoin Kpenoctn»
M. KpmneoHorosa, «uapama “bnokaga JleHuHrpaga”» E. KopHeesa. Cunb-
HO [eNCTBYIOLLMM B 3TOM TEMATUKe ABUNOCH TParmyeckoe HanpasaeHue,
B KOTOPOM Oblnn 3aneyvat/ieHbl NOCAeACTBUA Beanyalen Katactpodbl
Ha NnaHeTe, yHecWwel HeC/IbIXaHHOe KOIMYeCTBO YeN0BEYECKUX KepTB.

PucyHoK 6.
OemeHTnii LUmapuHos. Mame u3 cepuu He 3a6ydem, He npocmum*

N3 AByX OTMeYEeHHbIX Hal'lpaB!'IEHVlﬁ Mbl OCTaHOBMMCA Ha nmocnen-
HEM, MOCKOJ/IbKYy CamMble 6osbwne OTKPbITUA NPOUCXOAAT UMEHHO B TPa-

UcTouHuK nsobpaskeHus cm.: URL: http://xn--ilabbnckbmcl9fb.xn--p1ai/%D1%81%D1%82%D0%
B0%D1%82%D1%8C%D0%B8/417554/img2.jpg.
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TMYECKuX »KaHpax. Kpome TOro, TparMyeckoe — sBJeHUE HEOA4HOPOA-
Hoe. Ero 060pOoTHOM CTOPOHOM ABASETCA caTUpa, A0BeAeHHan Nopo 4o
rpotecka (abcypaa). Takasa TPaKTOBKa BOEHHbIX CHOKETOB B COBETCKOM
MBOMUCK CTaNa OHOMN M3 XapaKTepPHbIX GOPM OCMbICIEHNA KaTacTpo-
dburueckoro cogepikaHums.

PucyHoK 7.
Fennii Kopkes. Tobeda »cuabix u mepmebix?

Tema BOWHbI B TBOpYeCTBE COBETCKMUX XYAOXHWUKOB, Ha4yaTaA eLlle B
BOEHHOEe BpemsA, 0CTaslaCb OAHOﬁ M3 N1aBHbIX N B MUPHbIEe OHWU. ﬂpKVIl\;I

2 UcTouHUK n3obpaxkenns cm.: URL: https://www.pinterest.ru/pin/553872454153869047/?autol
ogin=true.
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npvmep cobCTBEHHO TPArMYECKOro HaMPaBIEHNUA B ) KMBOMUCU — KapTUHA
T. lanoHeHKo «Mocne nsrHaHuA GanCTCKMX OKKynaHToB» (1943-1946,
focyaapcTBeHHan TpeTbAKOBCKan ranepesn), B KOTOPOW NoKasaHbl nocaea-
CTBUA BOMHbI B 0CBODOOXKAEHHON AepeBHe I3MaNKOBCKOro palioHa Hega-
neko ot Enbua B 1941 roay [cm.: 32]. (1 Bepcua HanucaHa B 1944 1.)

PucyHok 8.
Tapac FanoHeHKo. lTocae u32HaHuA hawucmcKux oKKynaHmoe®

MMNyNbCOM K CO34aHUI0 KapTMHbI CTa/l paccKkas ovesnaua cobbitus
— CecTpbl XyA0MKHMKa. KpacHoapMeWLbl TO/IbKO YTO CHAMM C BUCEAULLbI
Tena noBeleHHbIX. Mornbwmx Asoe, n 06a OHW NexaT Ha cHery. Bokpyr
HUX COCPEAOTOMUNCH KUTENU AEPEBHU, KOTOPbIE Ha KapTUHE OpraHu-
30BaHbl KaK bbl B BE TUMaXKHbIe CIOUTbI: B LIeHTpe 1 cnpasa. B nepsoin —
MOJ104an KeHLMHa, CToA B HOrax ybuToro, He B CMNax CKasaTb HU CNOBa,
ropecTHoO CMOTPUT Ha Hero. [lpyras »eHlMHa — Ha KONeHsX, pblaaeT
Hag, ero ronosoi. TpeTba Npunana K Hemy Ha rpyab.

TNaKHYHO CIOMUTY C NPaBOW CTOPOHbI Ha NepeaHeM naaHe obpa-
3yI0T 6/1M3KMeE KasHeHHOro. Cpean HUX — MKEHLMHbI B YEPHbIX NAaTKax

3 McTouHuK mnsobpaxkenuns cm.: URL: https://www.pinterest.com/pin/458663543283742561/?Ip=
true.
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(maTb u XeHa), cegoBnacbIi cTapuk (oTew), AeTH, a BO BTOPOM paay —
MOHYPbIN BOEHHbIN U MOHALLEHKa, MNbITaloLLAACA U3-3a CMMHbI Bepeau-
cToAWwmX yBnaeTb npousoweauwee. Mo ¢abyne 3gecb nepegaH mpaau-
yecKull 3r1u300 U3 #Uu3HU 00HoU OepesHu, roe nobbiBann ¢GalwmnCTbl, a No
CHOXKETY — cyObbbl HAPOOHbIe 80 8peMSsA 80UHbI.

B AMHEHOM M3MepPeHUN KapTUHbI NPaBOM CTOPOHE CKOPOALLMX Hag,
MepTBbIM CMMMETPUYHA NeBas, r4e, COrHYBLWWCb HaZ CaHKaMu, CTOWUT
KEeHLWMHA C NOMOLWHMLEN. Ha 3TUX caHKax B NOCAEAHWUIA NyTb AO/KHbI
yBe3Tu nornbuero. Ho LLEeHTPOM KapTMHbI OKa3blBaeTCA BUCEMLA, KOTO-
pas BMOHTMPOBaHa B 06pa3Hyt0 KOMMO3ULMIO NO NPUHLMNY 1apassesns-
Ho20 MoHmMaxca. OT 3TO CMEePTOHOCHOWN KOHCTPYKLMM OLLYLLAeTCA YeH-
mpobexcHoe dsuxceHUEe K NepegHemMy NaaHy KapTuHbl. 310BeLnii 0bpas
BMCE/INLLbI BO3BbILLAETCA HaZ, BCEMM M CO3AAET C GUIYyPaMM KUBbIX pe3Koe
3aMblKaHWe, B KOTOPOM MPOABAAETCA MHTENNEKTYaIbHbIA MOHTa. Buce-
/MLA BCE eLLEe KaK Bbl }KMBET CBOEM }KMU3HbIO: OANH U3 COBETCKMX BOEHHbIX
[eN0BUTO NoAaeT Tonop B306paBLLEMYCA Ha IECTHULLY YEI0BEKY, YTOObI
OTPY6bUTb OCTaBLUMECA XBOCTbl BEPEBOK. B NposABIeHHOM 34eCh ele 1 ac-
COLMATUBHOM MOHTaXKe 06beAnHeHa WMPOKas BPeMeHHaas aMnanTyaa:
HeZlaBHEro BOEHHOrO MPOLW/IOro U AaNeKoro 6ubnenckoro — cuTyauum
CHATUSA C KPecTa, OCMbIC/IEHHOM KaK 0606LLEeHHbIV CUMBOA CTPaAaHuUA.

[na3yHoe 8 omobpaxceHuu 80eHHOU MeMbl 8 XUBOMUCU MAKH(Ee NO-
Ka3an Benunkyro OTeyecTBEHHYH BOMHY C KaTacTpodMUYECKON CTOPOHbI.
B Takom OCMbICIEHMM BOEHHOWM TeMbl BUAMUTCA NPEEMCTBEHHOCTb Tpa-
AVUMA, MAYLWMX OT «HEemaTPUOTUYHBIX» AHTUBOEHHbIX KapTuUH B. Be-
pewgarvHa. B KapTuHe masyHoBa «Joporu BoWHbI» (1954-1957, 3a-
HOBO cO3aaHHOM B 1985-m), nepBOHayanbHOM AuNIOMHOW paboTte,
BbIMO/HEHHOM B JIEHUHIPAACKOM XYAOMECTBEHHOM WHCTUTYTE MMEHU
WN.E. PenunHa (pacKpMTMKOBAHHOM rocyaapCTBEHHOM KOMUCCUEN U BMO-
CNeACTBUN YHUUTOMKEHHOW), nepedaH obpas pycckux bexkeHues*. Ko-
MWUCCUA eAMHOIIAaCHO OTBEPI/IA KAPTUHY KaK aHTUCOBETCKYHO, MCKa3uB-

4 B 1977 rogy BbICTaBKa KapTUH [N1a3yHOBa, B KOTOPOW 3HAYMNACh U KapTUHa «loporu BOMHbI»,
6blna 3aKpbITa NOZ, NPEAI0rOM «NPOTUBOPEYaLLel COBETCKOM naeonornum». Hecmotpa Ha To, 4To
KapTUHY YHUUTOXUAN, XYAO0KHUK BNOCNEACTBUM CO3AaN aBTOPCKYHO KOMUIO.
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Lyto npasay npouwejlleit BoMHbl: «BoiHa xapaktepHa nobeaoit, a Bbl
CMaKyeTe OTCTYMN/JeHNe COBETCKMX BOWCK — TaKoro elle He 6bl1o B CO-
BETCKOM UcKyccTee» [33].

Takum 06pasom, B pacCKpUTUKOBAHHOM NPOU3BEAEHMM NPosABMIach
He3aBMCMMasa MO3ULMA MOIOAOro [NasyHoBa, HalleAllas OTpaskeHue
KaK B peasiCTMYECKOM KOHLeNLMM, TaK U B KOMMNO3ULMOHHOM PeLleHmUN.

PucyHok 9.
Mnba MasyHos. Jopoau eoliHbr

B KapTuHe «oporn BOMHbI» MOMHO OOHAPYKUTb 08 MUMAXCHbIE
croumel. B ogHO — urypbl yCTaBLUMX CTAPUKOB, KEHLUWH, AeTel U
HECKO/IbKMX OTCTYMatoLMX CONAAT, CPeAN KOTOPbIX BbIAENAETCA CKauy-
LM B Tbl/1 PaHEHbIN, NO-BUAMMOMY, BECTOBOW. Ha nepBbIit B3rnag, sToT
3NU304, PacKpbiBaeT 0bOblYHblE BOEHHbIE BYAHW: NOAM YXOAAT B Tbi/, @
Mo CYyTM — TOPbKYO Npasgy Hayana BoWHbl. O4HAKO B MapannesnbHOM
MOHTaKe C 3TOMN CIOUTOM AaHa Apyras, NPOTMBOMONOMKHO Hamnpas/eH-
Haf: conaaTbl, AYLLME MUMO PYUH PA3pyLLEHHOTO l0Ma Ha NepesoByto,
caMo/ieT B TEMHOM, yCTpallatollem 3apHuLamu Hebe, — ama crouma
CIOX(eMHO repeocmbicausaem nepsyto, npeobpaxas ee 8 00UH U3 Ha-
npAxceHHbix OHeli 80liHbI. Tak YTO MHeHMe TocyaapCTBEHHOM KOMUCCUM

> WctouHuK msobpaxenuna cm.: URL: http://glazunov.ru/tvorchestvo/monumentalnye-raboty/
raboty/1985-dorogi-voiny.
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06 3TOM NoJIOTHE (HaNOMHMM, KaK MCKasMBLUEM NpaBAy O BOMHeE) C oa-
HUM 13 NpPeaoKeHUN aBTOpa «PaCCTPenaTby, 6bIN0 NPOABAEHNEM BO-
NUIOLLErO MAE0/I0NMYECKOro NPeccuHra MoaoAoro XyaosKHuKa. Mpasaa,
B KapTWHEe ecTb ele oaMH 06pa3 — berywmx oBeL, KOTOpbIi Bbi3biBaeT
aHanormm c 6ubneckumm, becuenbHo (40 NosBAEHUA nacTbips) 6Gpo-
OMBLUMMM BO TbMe toabMW. Takol accoyuamueHbili MOHMax< 06pa3o8
aodeli U HUBOMHbIX, B0O3HUKWUL HO OCHOBE 08YX MUMAMCHbIX Cloum —
bexceHyes u condam, yxo0au,ux Ha nepedosyro, packpsisaem mpazuye-
CKuli cmblics 80LiHblI.

KaptuHe «Jloporu BoOMHbI» N0 TemaTuke 6/M3Ka cO3faHHas B Te
e rogbl aBTobMorpaduyHas pabota MasyHoBa «bnokaga» us cepuu
«JleHuHrpagckaa 6nokaga. 1941-1944» (MeH3eHcKana obnacTHas Kap-
TUHHas ranepes umeHn K.A. CasuuKoro, 1956), B KOTOpPOI NoKasaHbl No-
cneacTsma Katactpodbl, paspasuBLUeca B Hayane BOMHbI. HecmoTpsa Ha
TO, YTO B Heli BCEro TPU NepPCcoHaka, NPUHLMMN TUNAKHOW CHOUTbI MOXKHO
06HapyXuTb U 3aecb. Obllee BnevyaTneHMe CKNaAblBAaeTCs Ha OCHOBe
OCTPO KOHTPACTHbIX 06pa3oB..

PucyHok 10.
Wnba MasyHos.. baokada®

-

5 YIcTouHMK n3o6paskeHmns cm.: URL: http://pkg.museum-penza.ru/news/2015/01/27/14504179.
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BOT KaK OMUCbIBAeT cogeprKaHue KapTuUHbl OAMH M3 uccnegosaTte-
nelt TBopyectsa [nasyHoBa M. fA3bikoBa: «M3 nosiympaka Xo/04HOW,
MPaYHON KOMHATbl C OKHaMM, 3aK/JI€eHHbIMWN KPeCT-HaKpecT, B TpenerT-
HOM CBEeTe KONTW/IKM, NaJalolem Ha AaBHO MYCTyl TapenKy, CMOTPUT
pebeHOK C UCXyaanbiM IMLOM CTapuyKa. B TemHoTe yragbiBaetcs ourypa
He TO CMALLero, He TO YMMPAIOLLEro, a C/IeBa OAETbIM B 3MMHee MasibTo
YesI0BEK CKJIOHW/ICA Hag, KaBULLAMM POAA. ITa KapTMHA buorpaduyHa.
[ana Gyayuiero xyAoxHUKa, Npodeccop KOHCEPBATOPMM, 33 HECKO/IbKO
OHel 40 CMepTu, C TPYAOM A0WAA A0 Posns, cnabeowmmm naablamm
urpan “AnnaccmoHaty”» [34, c. 3, 6]. Ho rnaBHoe 34ecb — BUAHEOLWMNIA-
CA U3-3a CTONA roNoaHbI pebeHok (B KoM yraabiBaeTcs obpas camoro
XYL,0KHUKA B AETCTBE), FO/IOAHbIV HACTO/IbKO, YTO Ha Ero /IMLE NMOABUCA
He34,0pPOoBbIN PyMAHEL, M KOCHyMachk nedaTb cmeptu. OgHaKo ero Tara K
YKM3HU BblpaKeHa BO B3Ms4e OFPOMHbIX [/1a3, B YEeM OLLyLLIAeTCA HEPB
OBUXEHMA BCEW KapTMHbI, HanpaB/NeHHOro No AMaroHanu CHU3Yy BBEPX.
[Ba B3aMMOMCKIOYAOLWMX MOOCA YE/N0BEYECKOM KU3HU: AETCTBO U
CMepTb, M3HaYya/bHOE COBMELLEHME KOTOPbIX BbIPA3MIO TParMyeckui
naoc KapTMHbI, CBA3aHbI 34eCb BOEANHO B MHTENIEKTYa/IbHOM MOHTa-
»e. Mo ¢pabyne 3aecb M306parkeHbl 104N, HaXxo4ALWMECS B NpeaaBepun
CMepTH, a MO CIOXKETY — KuByLume bnarogaps cBoemy Ayxy.

Takum obpaszom, 8 ModobHol munaxcHol croume npocmynuau
MPUHYUNbLl UHMeEseKmyanbHo20 MOHMaxca, 61a200aps KOMopomy Xy-
O0MCHUK He npocmo 80cc030as 3rnu300 cgoeli buozpaghuu, Ho u 0606-
wus1 2epouKo-mpaauyeckue cyobbbl HapPoOa.

B 60—70-e rogbl BOEHHaA TemaTMKa B TBOpYecTBe [Nna3yHoBa nony-
YyaeT bosiee LWMPOKOe OCBeLLEHME, B KOTOPOM PACKPbIBAETCA yCUaeHue
KPUTMYECKON HanpaB/IeHHOCTU NPOTUB BHELWHWUX Bparos Poccuu, Boe-
BaBLUMX MPOTMB HEE U APYIKECTBEHHbIX eli CTpaH. XyA0XKHMKa MHTepecy-
0T COBPEMEHHbIe emMy CObbITUA BOMHbI BO BbeTHame (1964—1975), uemy
nocesileHa KaptuHa «lMpobyauswuiica Boctok» (1967). CoaeprkaHune
ee onucaHo M. fAA3bikoBoi: «Ha nepBom nsaHe KapTuHbI cpeau PyuH
OpeBHel naroabl — YyAoM yuenesluas cTaTtya byaabl ¢ oTbuTon ockon-
KOM aMepMKaHCKOro cHapaga pykon. Mumo pasBaiMH H6eCKOHEeYHbIM
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MOTOKOM ABUMKYTCSA CONAATbI, ONONYEHLbI, MALLUHbI, 3aMaCKUPOBaAHHbIE
nasibMOBbIMW BETBAMMU OPyaAUA» [Tam Xe, C. 66]. ITM 06pa3sbl 3aLUTHK-
KoB BbeTHama CKNaapbiBatoTCA, Kak HaM NpeacTaBaseTca, B HeKyto 0606-
LEHHO-HENepCoHUOULMPOBAHHYIO TUMAXKHYH CIOUTY, B KOTOPOW Bbipa-
eHa eAnHan natpuoTuyeckan naea. TUnaskHasa CloMTa K TOMY Ke AaHa
B NapannesnsHOM MOHMaxce C ycTpaliatolein durypoit byaabl. B Takom
KOHTpacTe 06pa3oB, Haxo4ALWMXCA B KOMMNO3ULMOHHO-NEPNEHANKYNAP-
HOM COMpPAXKEHUU, MPOACHAETCSA, YTo Nno ¢abyne 34ecb BOCNPOMU3BOANTCSA
KOJIOHHA yXo4AlMX Ha GPOHT CONAaT, a NO CIOXKETY pacKpbiBaeTca cuna
[lyxa BbeToB. Haf BCeMMU e — ApaKoH, CMMBO/IM3UPOBAaBLUNIA B acco-
YUamueHOM MOHMAM(e BEPXOBHYIO BAaCTb, NpoLBeTaHWe Hapoaa U B
TeyeHue 20 net (1955-1975) — lepb HOxHoro BbeTHama.

PucyHok 11.
Wnba MasyHos. lMpobyduswulica Bocmok’

a

BmecTte ¢ Tem [na3yHoBa NpMBAEKalOT COObITUA AaNeKol pyccKom
nctopum, otobpaxeHHoM, Hanpumep, B ero kKapTuHe «lMpoBogbl BocKa»
n3 umkna «MNone Kynmkoso» (1979, TyNnbCKMii 06MaCTHOW XyA0XKECTBEH-
HbI Mmy3ei). Oba npousBeAeHUA 0O6beAMHEHbI CXOXUM MPUHLMUIMIOM

7 UcTouHmMK n3obpaxenus cm.: URL: https://www.liveinternet.ru/users/3842730/tags/%D0%B3
%D0%BB%D0%B0%D0%B7%D1%83%D0%BD%D0%BE%D0%B2/pagel.html.
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B3aMMOAENCTBUA ABYX TUMAXKHBIX CIOUT (Kak U B paboTe «[oporu Boii-
HbI»). [ByXbAPYCHOE NPOTUBOMNOCTABNEHNE TAKMUX IMHENHBIX pesibedoB
CNYKUT CPEACTBOM, 3HAUUTENBHO OMKMBAAIOLWMM OBLLYIO KOMMO3ULMIO.
OpHa ctonTa no ¢abyne 3gecb 6e3nmKan, Kak Hbl BHEIMOLMOHANbHASA,
HO BHELHe AeNCTBEHHasn, COCTOALANA U3 yXOAALWMX Ha BUTBY BOMHOB.
[pyras — amMoLMOHaNbHO-NCUXO0TMYECKas, C/IOBHO OXKMBOTBOPAIOLLAA
CIOXKeTHYI0 iMHMI0. OHa CKNagbiBaeTcs M3 06pa3oB KHAMKECKON cembi
Omutpua [IOHCKOro, NPOBOXKAOLLEN PYCCKOE BOMCKO B BOEHHbIM NMOX0Z,
KOMMO3MLUMA KOTOPbIX OpraHM30BaHa B COOTBETCTBUM C TPAAULMAMM
napannenbHo20 MOHMAMA, UAYLEro OT 3M3eHWTeMHOBCKOro ¢uabma
«MBaH Mpo3HbIN» (CLLeHa OXKUAAHMA Lapem Hapoaa)®.

PucyHok 12.
Wnba TasyHos. lTpoeodsi eolicka®

8 lpyras MHTepecHas TPAKTOBKA TUMAXKHOW CIOWMTbI HapoAa B TBopyecTBe [NasyHoBa — ee na-
pannenbHbI U acCOLMATUBHBIN MOHTaXM CO CLEHOM Ha nepefHem naaHe AaHa B «[louenye
Myabi» (1985), B KOTOpOW ctomTa BpaskaebHbIX XpUCTy BOMHOB M ero cueHa ¢ Myaoit B uenom
BOCCO3/,al0T KY/IbMUHALMOHHYIO CLEEHY Nepe, ero nieHeHuem.

° ICTOUHUK n3obpaxenusa cm.: URL: http://www.tanais.info/art/pic/glazunov34.html.

78 HAYKA TENEBWAEHUA Ne 15.1, 2019



MaTpuoTryeckan naes obenx TMNaxKHbIX CIOUT YKPYMNHEHa eLlle ac-
coyuamueHeiM 0bobweHuemM, CBA3bIBAOLWMM AAHHbIM CIOXKET C repou-
yeckon uctopmelt Poccun. Bonee Toro, B KOMNO3MLMOHHOM PeLIEHUN
TEMbI NPOABAAETCA NPUHLUN UHMES1eKmMYyaabHO020 MOHMAM(d, KOTOPbI
BbIPa*KeH B KOHONIMKTHOM COMPAXKEHUMU TPEX XYAOXKECTBEHHbIX NNAaHOB:
KpynHOro nepeaHero HaBepxy (KHAMKeCKoM cembu), 0bLero yaaneHHo-
ro BHM3Y (BOMCKO PYCCKOE), a Tak»Ke obLero KpynHoro, obbegmHuBLLE-
ro ABa npeablaywmx (AMHammnyHoe ABuXKeHue o0b61akoB). B orpomHoOM
NaHOPaMHOM MPOCTPAHCTBE COCTOAHME TPEBOXHO-HEA0bporo oxuaa-
HWA KOHKPETU3MPOBAHO B NEPEeXKMBaAHUAX KeHbl [JOHCKOro, ero getei 1
6/IM3KMX.

B uTOre npoBeaeHHOro 0630pa KapTUH CTAHOBUTCSA OYEBUAHO, YTO
B NOMI0THAaX [Na3yHOBA, NOCBALLEHHbIX TPArMYeCcKo BOEHHOM TeMaTuKe,
NPUHLMM TUNAXHOM CIOMTbI MPOABUICA BECbMa MHOroobpasHo, npuyem
BO B3aMMOCBA3M C Pa3HbIMK TUMAMM MOHTaXa. Ho rnaBHoe — C nepsbIX
ero pabot yepes Hee TPAHCAMPOBAIACh HE TO/IbKO aHTUPALLMCTCKAA KOH-
LenumMsa aBTopa, HO M «aHTUCOBETCKasn», KOTopas BMNOC/AeAcTBMM nepe-
pocC/ia y Hero B pycCcKyto NaTpMoTUYECKYHo Uaelo.

6) MpoTecKkoBas TPaKTOBKA BpaXXecKux ob6pasos

B rpoTeckoBO-061MUNTENbHOW TPAKTOBKE XYA0MECTBEHHbIX MPOU3-
BEEHUIA Ha BOEHHYIO TeEMY BblAE/IMM KapTUHY aBTOPOB MOJUTUYECKUX
KapukaTtyp — KykpoiHukcos (M. KynpusaHosa, M. Kpsinosa u H. Cokono-
8a) «KoHeu» (1947-1948, locynapcTBeHHaa TpeTbAKOBCKas ranepes),
B KOTOpOW 3aneyateHbl NocnefHue MrHoBeHWA [WTnepa BO Bpems
wrypma bepavHa coBeTcKMMM BoWMcKamu. CKpbIBasCb B MOA3EMENbAX
penxcKkaHuenapumn, dropep M ero CoobLWHMKM M300paKeHbl B cCaMOM
HenpurnagHom Buae. [iBuxeHne B KapTUHE OpraHM30BaHO Kak bbl no
AnaroHann OT BEpPXHEro J1eBOro yrna, rae CTOUT BbIXBAaYeHHbI CBETOM
MMTnep, K MpaBomy — rpynne ero NoAYMHEHHbIX, CUAALLMX B NOJHOM
NpoCTpaLuu, 1 fAanee — KHU3Y: CNOA3aIOLLEN CO CTONA cKaTepTu. B acco-
LMATUBHOM MOHTAKe C Pa3bpocaHHbIMM HA MOy NOMATHIMU LOKYMEH-
TaMu, nepeBepHyTbIM cTynoM, 6aTapeelt ByTbIIOK W3-NoA CAMPTHOMO
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W pacrnaxHyToM HacTeb BPOHMPOBAHHOW ABEpM MepedaHa AMHAMMKA
NCUXOOrMYECKOTO COCTOSHUSA BbIBLUMX MPETEHAEHTOB HAa MMPOBOE TO-
cnoacTeo. Takum obpasom, no pabyne oHM BbICTPANBAOTCA B TUMAXKHYIO
CIOUTY HALMCTCKUX INAEPOB, a MO CIOXETY — MUCTEPUYHbIX TPycoB. Bcs
KOMMO3MLUMA BeAET K 3aKOHOMEPHOMY UHMesnnekmyansHomy obobuye-
HUIO — MOHUMAHMUIO UCTOPUYECKOW 06peYeHHOCTM NPOBO3IIALLIEHHOMO
lMTnepom «TbicAYeNeTHero penxa.

PucyHok 13.
KyKpbIHUKCbI. KoHey?

B apyroi kKapTnHe KyKpbiHMKcoB — «TaHa» (1942-1947, locypap-
cTBeHHasA TpeTbAKOBCKas ranepesn) — M3obparkeHa KasHb 3om Kocmoge-
MbSAHCKOW, Nnpounsowweawan 21 Hosbpa 1941 roaa B AepesHe MNeTpuLieBo
Py3ckoro paioHa MocKoBcKoi obnactu. Tparnyeckoe cogeprkaHune sTomn
KapTMHbI 3a0CTPAETCA 34eCb MMEHHO C MOMOLLbIO 3/1EMEHTOB rpoTecKa.

0l cTouHMK n306pakeHnsa cm.: URL: http://www.rodon.org/art-080815123619.
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PucyHok 14.
KyKpblHUKcbI. TaHa!

B ueHTpe pa3BepHyYTOro NoaoTHa M306parkeHa BUCENMLA, NOL KOTO-
POW CTOWUT BO/IEBas, KOPOTKO MOACTPUMKEHHAN AEBYLIKA C TabiMUYKOM Ha
rpyam. A BOKpyr — pasHopogHble 0bpasbl, U3 Yero ckaagblBaioTca dse
KOHMpacmHsle Mumnax}cHole croumel, UMeroujue YUeHmpocmpemumesnnoHyio
HanpasneHHoCMb o OMHOWEHUI0 K swagomy. B ofHOW TaKow clomTe no-
Ka3aHbl COTHaHHbIE CIOa HEMLLAMM, COYYBCTBYIOLLME 30€ PYCCKME KEHLLMU-
Hbl. Y MHOTMX OMYLLEHbI FO1I0Bbl — CMOTPETb Ha Ka3Hb OHU HE B CUAaX.

[pyryto ctouTy COCTaBAAOT 06pa3bl OKKYNaHTOB. OHWU Ha PeaKocTb
0enoBuTbl M 0bbeanHEHbl 300/10TMYECKMM 0BOMNLITCTBOM, KOTopoe
YOEPKMBAET MX Ha MOpPO3e: OXUAAHWE Ha ee /Mue 4YyBCTBa CTpaxa.
BO/IbLIMHCTBO KapaTenen CTOAT nepea, Hell c aBTomaTamMu, ABOe CoNAaT C
doToannapaTamu Ha nNepeaHem NiaHe CTPEMATCA He YyNyCTUTb MOMEHTa
KasHW. OAMH NbITaeTcA 3arNsHyTb AEBYLIKE B AMLO. Manay cnewuT Ha-
KMHYTb el netito. [lBa opuLepa cMOTPAT Ha Hee B ynop. OgUH U3 HUX
(8 Tensiom Tynyne M BaneHKax) — C HacMewWwAUBbIM BUAOM. [pyroi —

1 cTOYHMK n3obpaskeHnsa cm.: URL: http://www.rodon.org/art-080815130104.
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B PyparkKke, C Kanpu3HO NETYWUHbIM Npoduaem (no Bcel BUAMMOCTH,
NOAMNONKOBHUK Ploiepep) — € OTKPbLITOM HEHABUCTbIO.

KapTuHe «TaHsa» 621n3Ka maclitabHas paboTa . Kopicesa «3anox-
HUKU BOWHDbI» («}MBOI 3aCNOH»), B KOTOPOI M306parkeH oaMH 13 Tpa-
TMYECKUX 3NMU300B BOMHbI — OXKMAAHME aTaKM COBETCKMX BOMCK daLum-
CTaMu, NPUKPbIBLUMMKUCA Be30pyKHbIMK Ntogbmn (1998-2005).

PucyHok 15.
Fennii KopkeB.. «3aa104#HUKU 80liHbI» («}ueoli 3acaoH»)*?

TunaskHaA cloMTa BO3HMKAET B MHOrOGUrypHO-KPYroBOM pacnoso-
YKeHUM 0bpasoB pyccKux. B BepxHei YacTv nonoTHa M3obparkeHa rpyn-
na A4en, cToallas B HENOCPEACTBEHHOW BAM30CTM C HEMELKUM OKO-
nom. ONOpPHbIMKU BO BCEM KOMMO3ULMM ABAAIOTCA MYXCKMe GUrypbl: B
BEPXHEN YacT — CKOPHHOro KysHela, roToBOro A0CTOMHO BCTPETUTb
CMepTb, CleBa — MevasibHO-OTPELEHHOro YyUYUTeNs, YCnoKamBatoLWmm
OBUNKEHWEM MNPUAEPKMBAIOLLErO YYEHMKOB, cnpaBa — 6ecnomouHo-
ro CBALLEHHMKA C MPUMKaBLLIENCA K HEMY MOHalleHKol. CBoeobpasHbIM
pedppeHOM B KOMMNO3ULUM KapTUHbI C/Ty*KAT 06pasbl KEHLLMH C A4eTbMU
Ha pykax. B ux rnasax 3acTblJlo TATOCTHOE OXMWAaHWe, OxBaTuBLIee U

2 AcTouHMK n3obpaxkerHnsa cm.: URL: https://kolybanov.livejournal.com/5606261.html.

82 HAYKA TENEBWAEHUA Ne 15.1, 2019



BCeX OCTa/IbHbIX. HEOBbIYHbIMU ABAAIOTCA MNOXOXKME HA MasIeHbKUX CTa-
PWYKOB CTOALLME BNEpPean AETU C NOB3POC/NEBLUMMU B 3TU MFHOBEHUSA
nmuamu. CnycTUBLUMECS C BO3BbILLEHMWS, OHU, BUAUMO, NPUBAEYEHHbIE
3BYKaMM BbICTPE/IOB, CMOTPAT B CTOPOHY. K/toueBoe e MecTo B NepBom
pAdy OTAAHO He B3POC/IOMY, @ leBOYKE B MUMOHEPCKOM rasiCTyKe, OTKPbI-
TO CMOTpALLEN Bneped. baarogapsa ToMy, UTO B BEPXHEW YacTu KapTUHbI
CKOHLIEHTPMPOBaHbl 06pasbl AOBONLHO 60/bLIONM FPYMMbl B3POC/bIX, a
B HUXXHEW TO/IbKO OAHA AEeBOYKa, CO343ETCs BNeYaTIeHNe, YTO KapTUHA
BOT-BOT OMPOKUHETCA M BCe QUTYypbl TPArMYeCcKmn UCYE3HYT.

Tparegmsa pycckux gaHa B napannesnbHOM COOTHOLIEHUM C rPOTECKO-
BbIMM 0Dpasamu Bparos, NPAYYLLMXCA 3@ UX CNMHAMK. U3 oKona, B cyLy-
HOCTW, BUAHbI He IULA, @ CONAATCKME KacKW, TPU M3 KOTOPbIX MNOKa3aHbI
B TEHW, BCNEACTBME YEro OHWM CTAHOBATCA MOXOXUMU Ha YepHble NUKK
cmepTun. CneBa ecTb elle Kacka ¢ BUHOKIEeM, KOTOpasa BOCMPUHMMAETCA
KaK 3n0BeLlmnin poboT. J/lnb rMTAepoBCKUit oduLep, 3a KOTOPbIM BUAHO
paspyLeHHoe 34aHne, CTOUT B NMOJIHbIA POCT KaK CUMBOJI BPAXKECKOM OK-
Kynauummu.

B uenom age TMNaXKHble COUTbI, B OAHOM U3 KOTOPbIX M306paKeHbl
MUPHbIE }KUTENU, 0BpasyloLLME KUBOW WMUT ANnA $allncToB, a B Apyromn
— BpaKeCcKMe congatbl, COBMeLLEHbl B KOHGANKTE B3aMMOUCK/IOYatO-
LMX CTOPOH MO NPUHLMNY HANOXKEHMSA KPYrOBON KOMMNO3ULLMM (PYCCKUX)
Ha fIMHelHyto (Bparos).

B utore no ¢abyne B 06enx KapTnHax («TaHa» u «K1BOI 3ac/OH»)
n306pakeHa Tpareaua, a no croxkeTy — obanvatolan Tpareana-caTmpa,
M 3TO NapajoKcanbHOe coveTaHWe accoyuupyemcsa ¢ mpazugapcamu
anoxu Bo3poxdeHus (bocxa, bpelicens, Beppokkbo, JoHamenno), 20e
mopxcecmayem 0bA80sbCKU 0ea108UMaA Heyucms U 2ubHym rpasedHsble
2epou. A 8 yesnom 30ech nNpossaaemcsa UHMennekmyasbHoll MOHMax, e
pesysbmame Komopozo 803HUKAeM MbIC/1b O HECMOKOM «repesepHy-
mom mupe» [TepmuH L. ge TonbHas].

Y [nasyHosa epomecKo8as MPAKMOBKA 8pamecKux ob6pa3o8 Halna
BOM/IOLLEHME B CODBITUAX aBHO MUHYBLUEN UCTOPUU. B KapTuHe «LUTtypm
rpaga» (1969), Hebonbluan TMNaXKHan CloMTa OCHOBaHa Ha Tpex obpasax
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TaTapo-MOHTIO/NbCKMX BOMHOBY. [lBa M3 HWX AaHbl B MPodUIb, B KOTOPOM
LUMPOKME CKYJIbl 3aCNIOHAIOT Y3KME LLE/KM [N1a3, @ IbICble F0/10Bbl NPUKPLITHI
M3bICKaHHbIMM, OTOPOYEHHbIMKU cobonamK TobeTelKkamun. BpPocKocTb UX
BHelWHocTK (no ¢abyne) 3akntodeHa B 60rato paclunTbiX oAeaax, YKpa-
LUEHHbIX N306parKeHMEM 371070 ApaKoHa. TPeTUA e pPa3BepHYT K 3pUTeNto
B ¢ac ¢ rynown, NoYT1 «4ayHOBCKOM» YbIBKOM, yiKe npeasKylwas nobeay
Hag, Pycbto. Haz HMMM BO3BbIWAETCA HAZeTas Ha KOMbe rosioBa PycCKoro
BOMHa. 10 ClOXKeTY »Ke OHM 6e306pasHbl, a MepTBas ros0s8a NornbLiero Bo-
MHa C MyApbIMM MeYasbHbIMK Fasamu, 06BMTan MATKMUMK 30/10TUCTbIMM
BO/IOCAaMM, BOCMPUHMMAETCA KaK NPEKPACHbIN MKOHUYECKUI NTUK.

Ho rnaBHoe — munaxcHas crouma 30ecb 8xo0um 8 06wyt KOMIIO-
3UYUI0, OP2AHU308AHHYIO MO MPUHUUMY NapannesnbHo2o U UHMesnek-
myanbHo2o MoHmaxmceli. C nomow,bto nepeoz2o obpas epaza 8 npasoli
Yacmu KapmuHsl ceA3bisaemcs ¢ AUKOM OpesHeli Pycu, nokasaHHol e
nesoli, 20e nosbixaem 020Hb, PA3AEMAOMCA NMUYbI, a HA 20P00 Ha-
npaeseHo beccuemHoe KO/AU4ecmso 8paMeckux cmpes. B pamkax xe
8mMopo2o — 06paz Mamapo-mMoH20s16CK020 Hawecmaus Ha Pyce ocmoic-
ausaemMcsa KaK mpaauveckuli KoH@AUKkm 08yx yusuauzayud.

PucyHok 16.
Wnba MasyHos. LWmypm 2pada*

13 CroxKeT faHHOM KapTMHbI NepekanKaeTca ¢ ApYrMm npovssesdeHnem [1a3yHoBa M3 TOrO e
umkna «Mone Kynnukoso» — «butea. BpemeHHbIli nepesec Tatap» (1979).

% UctoyHmKk wu306paskeHns cm.: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-istorii/
raboty/1979-shturm-grada.
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B uenom, nsobpaxkan Bpara B ClOXKeTax Aanekoro npowsnoro, Ma-
3yHOB OPraHWM4YHO BOLUE/S B COBETCKYI FPOTECKOBYIO TPaAuUUUIO ero
BOCNpoOM3BeAeHMA. B cBA3KM C 3TUM Hec/yYaliHO 8 Mpou3sedeHusax Ha
BOEHHY memy, nokKaszaswux npomusodelicmaue 08yX KOHGAUKMHbIX
nazepeli, HepedKo scmpe4varomca He 00Ha MUMNaxHaa crouma, a ose.
B HUX MpoABUAUCE MPUHYUMbI MOHMAM(d, KOmopbili 0as 803MOMHOCMb
PACKPbIMb Mpaau4yecKkoe codepiaHuUe HA YPOBHEe PA3HbIX «dmaxceli»
yesogevecKol NCUXuKuU.

2. HEBOEHHAA TEMATUKA

MPUHUMN TUNAXKHOW CIOUTbI, MPOAB/IEHHBI B }KMBOMWUCK, NMOMOra-
€T PacKpbITb HE TO/IbKO KOJIIEKTUBHbIA 06pas, HO U cO34aTb NMOPTPET.
B KapTuHe Ma3yHoBsa «Motpet A.A. Baioka» (1956) nosT BocnpousseseH
B yrapHoi atmocdepe 3aropofHOro pectopaHa. BHyTpeHHee asukeHue
KapTWHbI NepesaHo B CBETOTEHEBOW KOMMO3ULLMM, ONOPHbIMW yYacTKa-
MU KOTOPOW ABNAIOTCA NPUHLMMNMANAbHO 6oNnee OCBELLEHHbIE, TMHENHO
PacnonoXKeHHble TMNaxKHble 06pa3bl 3aBceraaTaes, Cpean KoTopbix cie-
Ba 0060 BblaenatoTca ABoe obbiBaTenein: oauH — cMetoLLLniics, 6esHa-
[OEXKHO NbICbIN, CBUHOMNOAOOHLIN, APYro — C NTUYbeobpasHOM roNoBoM
M BbIMyYEeHHbIM «KYPUHbIM» [71a30M B NeHcHe. Ha aTom ¢oHe nokasaH
3ayMYMBbIi NO3T, IMLO KOTOporo 6aefHO M nevanbHO. A 33 CNUHOM
(KaK 6bl B 3epKanbHOM OTPAKEHWUWN) — SIMK TAUHCTBEHHOMN HE3HAKOMKM U
NPOAO/IKAOWMIA CBETOBYIO raMMy CrnipaBa be3/IMKuii MmyK4ymHa B 6enoi
pyballke. B cihepe makozao napasnesnbHo20 MOHMAXA ¢ OUHOMUYHbIM
dsuxceHueM colepHamesbHbIX C/0e8 KapmuHel O06Hapyxcusaemcs,
ymo o ¢abyne 30ece eocnodcmayem nownsili 66im, a No croxemy —
00yxomeopeHHbIl 06pa3s boka u e2o nosmu4yHo20 Mupa.
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PucyHok 17.
WUnba Ma3syHos.. lTopmpem A.A. baoka*®

AHaNornMyHoe coyeTaHme MPUHLMMNOB TUMNAXKHOW CIOMTbI M napan-
NIeIbHOrO MOHTaYKa BCTPEYAEeTCA B KAPTMHE MOCKOBCKOIO XYAOXKHMKa
b. Tanbbepea (1930-1984) «TaHuoBWMLA Kabape», CO34aHHON CnycTA
LIecTHaauaThb JIeT nocse rnasyHoBCKOro noptperta bnoka (1972). Lew-
Tpa/bHbIi 06pa3 B Hel, NpaBaa, 3HaYUTENbHO 3a3emneH®. B napan-
NeNIbHOM MOHTaXe 06besinHeHbl dUrypa noayobHaKeHHON COMUCTKU 1
NPOTUBOMNOCTaB/IEHHAA €l TO/INa BOXKAENEOWNX MYKYMH. Ha nepeaHuii

5 UctouHMK u3obpaxenua cm.: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-literatury/
raboty/1956-portert-a-a-bloka.

6 B TaKOM TPaKTOBKE BO3HMKAIOT accoupaLmu ¢ KapTuHoit b. Mpuropbesa «Yauua 610HAMHOK»
(1917), rae B napannenbHOM MOHTasKe 06begMHEHbI CTOALWAN Ha CTOJIE PALOM C PIOMKOM BUHA
bpMBONbHAsA KOKETKA, @ €€ OKPY’KaeT TUMaXKHas CoMTa CUAALLMX 3@ CTOSIOM MyKYMH. ITa paboTa,
KaK 1 MHOTM1E 4pyr1e — LUMPOKO M3BECTHAsA IKCLEHTPUYHAA KapTuHa «MopTpeT B. Meitepxonbga»
(1916), a Takxke noptpetsl LWananmHa (1918), noata H. Kntoesa (1920), fopbkoro (1926), Paxma-
HWHoBa (1930), 06pasbl KpecTbsAH B LMKAax «Pacea» (1918) u «/lukn Poccum» (1923), B uem oH
NPOSIBU/ICA B KayecTBe HeobbluaitHO OCTPOro 1 «310ro» ncuxonora [C. MaKkoBCKuit], ABAAETCA CBU-
[LleTeNbCTBOM TOTO, YTO, BO-NEPBbIX, 06Pasbl PYCCKMX COOTEYECTBEHHWMKOB NPUB/IEKA/IM €r0 BHUMA-
HUe Ha NPOTAMKEHWM BCEM KM3HM, @ BO-BTOPbIX — €ro TBOPYECTBO 0Ka3asio 60/1bLIOe BAUAHUE U Ha
YKMBOMUCb [Na3yHOBa, U €ro COBPEMEHHMKOB.
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NAaH B 3TOM LEHTPOCTPEMUTENIbHON KOMNO3MuMn no ¢pabyne BbiCTyna-
eT usobpaxkeHne paBHOAYLIHOW, C MLOM, NOAOBHbIM Macke, ¢urype
naeanbHO COXKEHHOW TaHLOBLLMLbI. Ee XapaKTepucTuka npeacrasieHa
ele M KOCBEHHO — B C/1I0Bax Ha raseTHbIX OTPbIBKaXx, rae B O4HOM M3
3aro/I0BKOB 06BABAAETCA O «TaHLUE M3 By/KaHa». [eByLUKy OKpyKatoT
yeTbipe ¢uUrypbl. Bnepean — camas naoToagHas, nbicas, C OFPOMHbIM
CKANALWMMCA PTOM, HaNnoOMMHAOWMM benyto Amy, obpamneHHy He B
MepPY ON/bIBLUMMM CKIagKaMu WeK. 3a Hel — dpurypa 4yTb NOUHTENIU-
reHTHei. [lanee — ABe KOHTPAcTHble GM3MOHOMMU: OfiHA — MpayHas,
37106Han, ¢ NepeKoleHHbIM OT BOXAENEHUA HOCOM U PTOM, OTMEYEH-
Has HeaHAEepPTaNbCKMM XapaKTepoM 3a CYET HU3KMX M BblAAMOLLMXCA Bre-
pea, CIOBHO HabbIlYMBLUMXCA, KaK Y NPUMaTa, HagbpPOBHbIX Ayr; Apyras
— caMma [ynocTb, O4ePYEHHAA MYX/IbIM YYBCTBEHHbIM PTOM C YCUKaMK,
pacwmnpeHHbIMN OT YBUOEHHOIO 3pa4YkKamM U Y3KUM I]O6VIKOM, CnpATaH-
HbIM 32 K/IOYHCKOM Ye/TIKOW.

Ho rnaBHoe — ctosKeTHbI NaaH. OH BbipaskeH N306parKeHNEM PyK:
HENnomMepHo 6O/IbLINX, }KUPHbIX, TAHYLLMXCA K TAHLOBLLMLE. BbICYHYBLIK-
ecs M3-NMog, MaHXXeT C 3aNMoHKaMM, OHW BbIXOAAT HA MePBbIN NJaH, 3ac/o-
HAIOT 1ML, @ MOPOW AaXKe UX NOAMEHSAOT. BONbLWMHCTBO HaNpPaBIEHHbIX
NafoHAMMK BBepx — npocAwme. pyrne — NagoHAMU BHU3 — MOBEN-
Te/lbHble. ECTb 3aMpPOKMHYTbIE B M3YMAEHUN WUAW 3aKPbITble B N1a[0Hb,
HanommMHatoLMe roloBy 3Meu, roToBol B 1060 MOMEHT CXBaTUTb A0-
6blvy. Jaxe y AeBYLWKN PyKM MO BbIPa3UTENbHOCTM MPEBOCXOAAT Apyrue
yactu Tena. Ee octpbie nanblbl, B 0COBEHHOCTU XMLLHO COTHYTbIN 60/1b-
LUOW, UCMONHEHbI BUKEHMSA, B TO BPEMSA KaK BCe TEO BbIMNAANT BECbMA
CTaTUYHO.

Becb NaHONTMKYM Ha KapTUHE KaK bbl yaeprKMBaeTca elle OAHUM
napannenbHbiM MOHTa}XOM — CMMBOJIMYECKUX, Pas3MELLEHHbIX Mo
AnaroHann ¢uryp Tpybaya (B NpaBoOM HUMKHEM YY) U BOOPYKEHHOIO
conpaTta (B BepxHemM JIeBOM). B ux accoyuamusHOM COMpAMEHUU 803-
HUKalom passnuyHele 06pa3HO-CMbIC08ble PAOGbI: CMUXUA MA0MCKUX
pasesnedyeHuli U ee oxpaHa.
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PucyHok 18.
Bopuc Tanbbepr. TaHyoswuya Kabape*’

MpofonkeHNnem Tpaguumm NopTpeTa C BOXAeNewwen nybankomn
CNYXKUT Cepua KapTUH NpeacTtaBuTena KapHaBa/M3aUMOHHOIO Hanpas-
JIEHUs B KMBOMUCU — POCCUMCKOrO XYAO0XKHWUKA TamesaHsl HazapeHKo
(1944): «NutepaTypHas umnposusauua», «Tpanesa», «3acTonbe», as-
TonmTorpadum «Jlroan—3sepm», B KOTOPbIX PacMo/oOKeHHy Ha baoae
BEPXHIOK YACTb YKEHCKOro Ty/N0BMLLA C FO/IOBOM, MPUrOTOBAEHHYIO K
Tpanese, OKPyKatoT BAaMMMPbl AU MOHCTPbl. OCTaHOBUMCA HA KapTUHe
«UupKauka» (1984, co3gaHHOM noc/ie 3anpeTta XyAOXKHULE Bble3XkaTb
33 pybex u fenatb CBOW BbICTAaBKM), B KOTOPON MPUHLMN LEHTPOCTpe-
MWTENIbHOM KOMMNO3WULMMK, MO CPAaBHEHUIO C TaNbbeproBCKoOM KapTUHOWM
«TaHUOBLWMUA Kabape», 3HaUYMUTENbHO ycuaeH. B Heli akpobaTka ¢ yep-
TamMu NOPTPETHOrO CXOACTBA C aBTOPOM AaHa B HEPeaslbHOM YKpynHe-

7 UcTouHUK n306paskeHna cm.: URL: http://www.artnet.com/artists/boris-talberg/danseuse-de-
cabaret-94hRJF-3PQRR0O3cpKWQoTg2.
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HUW MO OTHOLUEHWIO K BEX/IMBO annoampytowen nybamke. B stom na-
pannenbHOM MOHMaxce (KaxeTcs Aarke, YTO OHAa Cy4aMHO HAcTynuna
KaKoM-To ocobe Ha NuLo) 06beAnHEHbl BHELIHE yCnellHasn, HO B Ael-
CTBUTENIbHOCTM HYKAAloLLAnACcA apTUCTKA M BECbMA PaBHOAYLLIHAA K Hel
nybaMKa, XOTA HEKOTOPbIe BCE }Ke CMOTPAT Ha Hee 3a4apoBaHHO U C
BOXKE/EHMEM, @ KTO-TO — 3/100HO U efle CAep*KMUBaEeT rHeB. B makom
CMOsIKHOBEHUU (hu2ypbl UUPKOBOU 2UMHACMKU U munaxcHol croumei
3pumeneli Nposeagemcs UHMenneKkmyanbHolli MOHMax< obpaszos pas-
/AIUYHbIX npedcmasumeneli nybauku u ee OuggpepeHyupos8aHHo20 om-
HOWeEeHUSA K YUPKaYKe.

PucyHok 19.
TatbaAHa HasapeHKo. upkayka'®

B CcTOYHMK n306paxeHnsa cm.: URL: http://babanata.ru/?p=13636.

THE ART AND SCIENCE OF TELEVISION 89



B yesnom 8 npusedeHHbIX Mopmpemax, 8KAYABWUX U 06pa3bl 3pu-
menel unu HelimpanbHO20 poHa, Habadaemcs meHOeHUUS K OKapu-
KamypueaHuto mosnbl, Xapakmep Komopol 6bis 8bIpaXHEH C MOMOUbIO
munaxHol croumel, NApPasnenbHoO20 U UHMennekmyansHo20 MoHMa-
weeli, 8 pesysibmame 4e20 MUNAXCHAA CHOUMA 0OKA3b180/10C6 HE0bbIYA -
HO OUHAMUYHOU.

3. XYOOXECTBEHHO-CTU/IEBOM ACMEKT

PaccmoTpum Tenepb NpoABAEHWUA HEKOTOPbIX TUMAMKHbIX CHOUT B
KapTUHAX aBTOPOB, MPUHAAIEKABLWNX K MPUHUMMNMUANBHO Pa3HbIM Xy40-
YKECTBEHHbIM HanpasieHnsm. OAWH U3 HUX — BblAAIOLWMIACA NpeacTa-
BUTE/b aBaHrapam3ama B xusonucu Mapk LLlazan. Apyroii — NPOTUBHUK
aBaHrapgusma Maes [n1a3yHo8, CYUTABLUMMI, YTO NOL BUMAOM «KyOMKOB,
LIAPMKOB M NATHbIWEK» B UCKYCCTBO BHeapseTca besymune®. U TpeTuii
XYAOXHUK — YYEeHWK M nocneposatenb [nasyHoBa [lagesn PoixeHKO
(1970-2014).

TunakHaa ctomTa y Warana penbedHo BbiparkeHa eLLé B ero g0Bo-
€HHO KapTuHe «benoe pacnatue» (1938, YnKarckuii XyaoKecTBEHHbIN
WMHCTUTYT), KOoTopas Bbla co3aaHa noc/ie eBpencknx norpomos B fepma-
HUK. KaK 1 B ra3yHOBCKOM NonoTHe «BeyHan Poccua», Xpuctoc, CMMBO-
NIM3MpYOLLMIA Maeto U 0bpas cTpagaHuiA, PacrnooXKeH 34ecb B LEHTpe
KOMMO3ULUMKN, BOKPYT KOTOPOro pasmelleHbl ¢urypbl ob6esymeBlUmX OT
NMOrPOMLUMKOB Sitogen. MPUHLMNOM MX OPraHM3auMnN ABASETCA TUMAXK-
Haf ClouTa, B3aMMOAENCTBYOLAA 34eCb C MPUHLMNAMW NAPANNENbHOTO,

Mo mHeHuto WU. TasyHoBa, B aBaHrapAUCTCKOM KMBOMUCKU «NPOUCXOAMUT CO3HATENbHOE YHUY-
TOXEeHMe MUCKYCCTBa, MOTOMY YTO YesioBeK — 3To 06pas u nogobue 6oxbero. Ecam s genato Hoc
Ha BMCKe, yXO Ha Wwee, a a3 Ha 16y — 3TO MOW CaTaHUHCKUIA Ayx npoTus obpasa u nogobus
60Kbero. U HecnyyanHo... 1 TOBOPHO, YTO Mbl 33 MAEA/bl HALLEN XPUCTUAHCKON LMBUAM3ALMUN
Ha ee rpeKko-pumMcKoit ocHose» [35]. ABaHraps OH BOCMPUHMMAN Kak cieacteme OKTABPbCKOMN
peBOIIOLMM, KOTOPbIN B COBETCKOM Poccum Tak 1 HasbiBasica: «ABaHrapa nepesoBoro KOMMyHM-
CTMYECKOro UCKYCCTBaY. B 3TOM NOHATUM ANA XYAO0KHMKA 06beaMHUAUCD [,BA INKA 3/1a: CaMK pe-
BOJIOLLMOHEPbI-MHTEPHALMOHANIUCTbI U UX IIOTAA HEHABUCTb K pennrnun. MosTomy OH cyuTan, 4to
peanncTMyecKasn *K1BOMUCb M Co34aHHan MM AKaZemus, «ecTb rocyaapcreeHHas 6e3onacHoCTb
pyccKoro uckycctsa. Tak BOT 3Ty 6€30MacHOCTb Mbl 61IOAEM U ABAAEMCA MOCAELHUM MOLLHbBIM
6aCcTMOHOM PYCCKOW Ky/NbTypbl M €BPOMEWCKOM, KOTOpas pacTon/ieHa, pa3masaHa U U3raxkeHa.
Mol cerogHa EBpona 1 CBET UAET OT Hac» [Tam ke].
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aCCOLMATUBHOIO M MHTENNEKTYaIbHOrO MOHTAXKel, B COBOKYMHOCTM KO-
TOpPbIX BOCCO34at0TCA TPArMyeckne CTpaHmLbl UICTOPUKM Hapoaa.

PucyHok 20.
Mapk Waran. benoe pacnamue®

Mbl OCTaHOBMMCSA Ha KapTuHe LLlarana, HayaTol 40 BOWHbI U 3aBep-
LUEHHOW B NocneBoeHHble rogpl: «HeBecta ¢ cMHUM [rony6bim] AMuom
B BUXpeBOM obnake» (1932-1960, yacTHaA Ko/ineKkums), KoTopaa Kak
6yATo ABAAETCA COMbHbIM NopTpeToM. Ho Tak /in 3To? Monpobyem paso-
6paTbCA, XOTA AaHHOE NOJI0THO, NoA06HO ApyrMm TBopeHusm LLarana, B
60s1bLwoN Mepe 3awmndpoBaHo.

M cTouHMK 306paskeHus cm.: URL: http://toraart.com/index.php/poslanie-ot-marka-shagala.
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PucyHok 21.
Mapk Waran. Heeecma ¢ cuHum [20ay6bim] nuyom 8 suxpesom obaake*

Mpexae BCero, moYyemy C ANLOM CUHUM (ronybbiM), Kak M, Hanpu-
Mmep, B KapTuHax «lonybble ntoboBHUKUY (1914), «BntobneHHble y mo-
cTta» (1948), «Cembs pbibaka» (1968), «CeH-Monb aAe BaHc Ha 3aKaTe»
(1977)? AymaeTca, noTomMy, YTO CUHUIM — LBET Npupoabl, Heba, peKu,
B KOTOPOWM OHO OTPAXKEeHO, MO/IEBbIX pacTeHU. Ero no-cBoemy packpbia
A. BO3HeCeHKU B CTUXOTBOPeHUN «Bacunbku LLaranax»:

2 UcTouHmK m3obpaskenns cm.: URL: https://artchive.ru/marcchagall/works/377613~Nevesta_s_
sinim_litsom.
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«Mwunbii, BOT UTO Bbl AelicTBUTENbHO NtobuTte!
C Butebcka uMmu paHMm v 1obum.
[unKopacTylume copHble THHUKK
C AbABONLCKA

Bbl4aB/IEHHbIM

ronybbim!

CupbIii UBETOK M3 Nopoabl peneiHNKOB,
Ho ero cMHMi1 He 3HaeT conepHuKoBs» [36, c. 11].

OKasbIBaeTCs, CMHee /INLO O3HaA4YaeT LOPOron XyAOXMHWMKY LBET.
A pAoOM C CMHUM — /ML ¥KEHMXA C HEKOTOPbIMU NOPTPETHLIMU YepTa-
mu LLarana, B 3e/1IeHOM OKpace KOTOPOro TOXe MpOosBMAach CYyLLHOCTb
npupoabi??. Ho 3TM uBeTa y4yacTByIOT 34eCb He camu no cebe, a B KOH-
GAMKTHOM COMPAMKEHMM C KPACHbIM (CMY3T CKpMNaya B OTCBETE NoXKapa)
M YepHbIM (BCe NPOCTPAHCTBO Heba M 3eMK), KOTopble NepesatoT Heo-
6bl4aHO HanpPAXKeHHbIM GOH, a, MOXKET bbITb, U COOCTBEHHO CMbICA Kap-
TUHBI. YunTbiBasA cneundmKy TBopyecTsa LLlarana Kak npeareum skcnpec-
CMOHM3MA M CIOpPeannsma B KMUBOMUCK, PACCMOTPUM €ro CUMBOJINKY,
B KOTOPOW 0BHapyKMBatOTCA YePTbl TUMAXKHOM CHOUTbI, PACMO/IOKEHHOM
HeobbIYHO. MCTOYHMKOM ABUKEHMUS B HEM ABMIACh KOHKPETM3UpYLoLLan
BMXxpeBoe 06/1aKo yapHan CBETOBaA BOJIHA CNEBA, B KOTOPOM 0bbeam-
HeHbl 0bpasbl HEBECTbI U KeHuxa. Ee 3akpyrneHHas dopma onpegennna
M NPaByto YaCTb KAPTUHbI, KOTOPas OKasanacb NPOAO/KEHNEM ITOM Kpy-
rOBOM KOMMO3WLMM, HAXO4ALWENCA BHYTPU NPAMOYroNbHON. CKBO3HbIM
B Hel cTtan motus TBopYecTBa. Camblit 6€306MAHbIN, MOCTPOEHHbIN Ha
HEM CHOMKET, PAa3MELLLEH B MPABOM HUMKHEM Yy — OAMHOKMIA MyXKUYMHA
B WAANE My3ULUPYET HAa BUOJIOHYENN, €4,Ba TPOHYTOW 3e/1eHbIM LLBETOM
(nogobHo rpaduueckol pabote LLarana «3eneHan BMonoHYeNb. Ha Temy
“BocnomuHaHus o Butebcke”»). Ero ¢ roToBHOCTbIO C/yWAET Takasa e
OAMHOKAA Kypuua, U My3blKaHT UrpaeT A/ Hee € PafoCTHON MpusHa-
Te/IbHOCTbIO.

2270 ke coYeTaHWe LBETOB COXPAHEHO U B KapTuHe «Hag ropogom» (1917) u3 Toi e cepum LLara-
Na, noceALeHHOM benne: «lMocealeHne moeit HesecTe (Moeii cykeHoi)» (1911).
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MoTKB TBOpPYECTBA NOBTOPSETCA B BEPXHUX YrNax NnopTpeta Hese-
CTbl, FAe PacnosioXKeHbl ABa UrpaloWmnX Ha cBMpensax KnoyHa. Cnpasa y
04HOro 13 HUX, 6Bocoro, HO B Ko/NakKe, caylaTenei 6onblie, Yem y BUO-
NioHYenncTa — Npoduab MOMOAON KEHLLMHbI B Ba/leHKax (CBoero poaa
Ay6b CMHEl HEBECTbI, HO CO CBET/IbIMM BOJIOCaMM, be/biM HOCOM U be-
JIbIM T1a30M), a 3a Helli — cBOeobpasHbIlii KeHTaBp, BEPXHASA YacTb KO-
TOPOro NPeACTaB/AAET ro/IoBy pbibbl, a CBMCAOLLANA C HEe HUXKHAA YacTb
— ronoBy KopoBbl. O6e XMBHOCTU Ha OAHOM M TOM ¥Ke Ty/N0BuULLE, MO-
BEPHYTble B NPOdUAb U CMOTPALLME Ha KAOYHA KaxkAas CBOMM OAHUM
rnasom, cepbesHo emy BHMMaloT. Elle HemHOro — 1 meTadopa npono-
Beayn AHTOHMA MagyaHcKoro pbibam HalAeT 34eChb CBOK acCoUMaLMIO.

B neBOM yrny nopTpeta HeBeCTbl — K/OYH B cMHeM. OH ULLEH cay-
LIATe/IbCKON ayauTopuK. 34ellHel, NoxoxKe, 0DOXKIKEeHHOM Kypuue, B
yXKace neTallein OT NoXkapa, ABHO He [0 yBecesneHUin. A mexay ABYyMA
KNOyHaMK (Hedaneko OT ropslero AomMa) — HUYKOM Ha 3eM/ie NEXUT
CKpUMNay, KOTOPbI C HEXKHOCTbIO CMOTPUT Ha CBOK CUMHIOID CKPUIKY.
OH faH B OCBELL,EHMM 06LLEro ¢ NoXKapuLLEM OFTHEHHO-KPACHOTO LiBeTa.
BuaHo, 4tTo PUrypbl 3TUX TBOPUYECKUX IMYHOCTEN SIBUANCH OTTOSIOCKOM
TOro, Yto nepexun Laran B rogbl BOMHbI (HAMOMHWM, YTO HALUMUCTbI B
lepMaHUM NYGAUYHO COXKIIU €70 KapTUHbI).

B HenocpeacTBeHHOM e 61130CTU ¢ 06/IMKOM HEBECTbl NMOKa3aHa
MECTHOCTb, Ha TePPUTOPUN KOTOPOI Nponcxoant nsobparkaemoe. LieH-
TPaNbHbIM ABNSETCA KPUBOBATbLINM AOMMK C CUHEN KpblLLei, 04eHb Noxo-
YU Ha poaAUTENbCKUIA B MecTeuKe JINO3HO (Mo-6enopycckm — «nésHa»,
YTO O3HaYaeT «CNE3HbINY, «CNE3bln)?. Takoe Ha3BaHue ana Llarana —
cumBoniMyeckoe?. [1om XyaoMKHMKa BO BPEMSA BOMHbI YyA0M yLees, HO

061K aTOro goma y LLlarana asnserca ogHUm 13 Hanbonee Nto6KMMbIX Tonocos. OH BCTpedaeTcs
B KapTuHax «AnTeka B Butebcke» (1914), «Mporynka» (1917-1918), «KpacHblit 4oM Ha yauue»
(1922), «XymosKHuK 1 ero HesecTa» (1953); «/lectHuua Makosa» (1973), «CuHnaa gepesHsa» (1975),
«CasToe cemeitctBo» (1975-1976), «XyaoXHUK Hag Butebeckom» (1977-1978), aaxe «CeH-Monb
[e BaHc Ha 3akaTe» (1977), rae Bo dpaHLy3CcKuii neisax 3atecanca ero 4om nog Butebeckom.

% Mo HabatogeHuto J1. Bakap, B TparMyeckoi uctopumn benopyccum «sbipaboTasica BapuaHT apxe-
TUNa CTPaHHMKa. ITOT 06pas HasblBaeTcA “Né3HbI” YeNoBeK... AN1A CAMOTo XYA0XKHUKA Butebek u
J1M03HO 6bAM 06pa3amm yTpaueHHOM POAMHbI, M MO3TUKA ET0 }KMBOMUCU MOMKET PACCMATPUBATHCA
B acrneKkTe MeHTaNbHOCTM “Né3HOr0” yenoseka. M3rHaHHWK He UMeeT loMa, HO B3aMeH Noay4yaeT
BECb MUP, pacTBopseTca B HEM, npuobpeTaeT cBoboay. Cnocob ero KusHu — ctpaHcteue» [37].
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BCE YKe CMJIbHO MoCTpajan (aepeBsHHbIe YacTu ero cropenu). Nostomy
Hec/y4aliHO OH ZlaH B MPaYyHO-CryLLLEHHOW TeEMHOTe. B nocnegHem okHe
HeT CTeKNa, a B ABepw 3anevyaTiieHa CKopbHasa Gurypa XKeHLmHbl, BUAM-
MO, MaTepu XyAoXHWKa. OgHa NonoBMHA ee Nnua nepeaaHa TEMHbIM
LBETOM, Apyras, NoA0OHO LIECTUKOHEeYHOW Ha HeWl 3Be3de, — CBATA-
LWMMCA B HOYM KeNTbiM. B 06pasax *KMBOTHbIX — Mape sowaaein, 3anps-
YKEHHBbIX B Te/Iery, 1 KOPOBE C CUHEN roNI0BOM, U3-3a KOTOPOW BUAHEeTCA
YesoBeK, yraablBaeTcs MOTMB CTPaHHMYECTBa.

B utore, cymmunpyn BCe IMKK, BOMOLLEHHbIE B KapTuHe LLlarana, no-
Jly4aeTcs, YTo 34eCb He TO/IbKO 06pa3 HEeBECTbI, a eLLE HECKO/IbKO APYruX
— YKeHMXa, MaTepu, YeTbIPeX My3blKaHTOB, HE0KYPOI YKEHLLMHbI, YeNo-
BEKA C KOPOBOW. K HUM NPUMbIKAIOT M306paXKeHMsA AOMALLIHMX }KUBOTHbIX
(ABYX Kyp, ABYX KOPOB 1 ABYX /IOWaAelt), a TakKe ABYX AomoB. OauH U3
HUX, XOTb MU MOKOCUBLLMIACA, HO OTHOCUTE/IbHO LLe/bIN, APYroi — Cropes-
WK, Bce oHU no ¢pabyne nocpedcmseom accoyuamusHo20 MOHMAMa
CKA0bIBAIOMCA 8 MUMAHXCHYHO CHOUMY, OKPYXAOWYH CUY3M Heeecmel,
AUYo Komopol noYymu cnpaMaHo om CMOPOHHUX 27103 MeMHO-CUHUM
usemom. A no croxcemy 30ecs, cKopee, 80CNpPoU38e0eH... Topmpem xe-
Huxa (Komopbili He MAK CUMbHO 3AKPAWEH 3e/1EeHbI0, KOK IUY0 Hegecmel
CUHesol, U MOMoMy €20 MOXCHO f1e2Ko paszeanadems). pu smom nop-
mpem c4yacmausua 0orosaHeH 3Mu300amu U3 e2o xe dpamamuyeckoli
buoepacghuu, 8 pasmeweHUU KOMopbiX 30eCb OWYWaemcs NPUHYUN as-
MOPCKO20 MOHMAMCHO-UHMEIEKMYanbHO020 MblUIEeHUS.

CnepoBaTtenibHO, 334YMaHHbIM 34eCb aKLEHT HA YKEHCKOM MopTpeTe
napafoKCanbHO AOMOJHAETCA CBOEOOpPasHO 3aWMPOBAHHOM TUMAXK-
HOW CHOMTOM 0DOpPa30B M MEPEHOCUTCA Ha MYXCKOW, aBTOMOPTPETHbIN,
KOTOPbI AOMO/HEH €ellle U M306parkeHNEM CBOMX KMU3HEHHbIX COBbITUN.

B ocHoBe cogepskaHua KapTuHbl M. PbixkeHKO «[polaHue ¢ KOH-
BOEeM», KOTopas AB/AETCA NepBoi n3 ero Tpuntuxa «Llapckas lfonroda»
(2004), nexxkut npowaHune Hukonan Il c UmnepaTopCcKMM KOHBOEM Moce
oTpeyeHuns ot lNpectona B mapTte 1917 roga.

CueHa Tparegmu pycckoro MMnepaTopa AaHa B TYCK/IOM LBETOBOM
peleHnn KapTUHbl — B acCOLUMATMBHOM MOHTaxe ¢ obpasamu 3nose-
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Wel NpMpoabl: XMypOro yTpa, 3aBblOXKEHHON METENN 1 KOMOLLALLMXCA B
CHery BOpoHax. [BuKeHne B 3TOM KapTMHe UAET C/ieBa HanpaBo M pac-
XOAUTCA Kak Obl pacTpybom B rOHMMbIX BETPOM 06/1aKax, yaeTatomx
NTULAX M Najatolem B BUXPEBbIX NOpbiBax cHere. B HanpasieHne 3Toro
OBUNKEHUA BNUCbIBAETCA M LAPCKUIA KOHBOW. EMy nNpoTMBONOCTaBAEHO
HECKONIbKO peaKkux Gpuryp, LeHTpanbHOM M3 KOTOPbIX OKasbiBaeTca ¢u-

rypa uaps.

PucyHok 22.
Nasen PbixkeHKo. lIpowjaHue ¢ KoHgoem?*

Ho rnaBHOe ABuXeHMe 3eCb — He BHELLHee, a BHYTPEHHEE, KOTO-
pOe BblpaXeHo B MNCUXO0rMYECKOM COCTOSIHUK COMAAT, CTOALWMX B nep-
BOW LuepeHre. B nx conpsxeHnn ¢ 06pasom Laps B KOMNO3ULUN KapTu-
Hbl BO3HWKaET BbICOKMI «rpadyc notpaceHus» [TepmuH I KosmHuesal.
B MOHTaKe UX ML, mpocmynuau Yepmsi 08yX MuUna1cHbix croum: auHel-
HO20 nokasa 0bpaszos, 0b6veduHeHHbIx 00HOU obweli domuHupyroweli
amoyuel, u MonugoHu4ecKkoz2o, 20e Mo HeCKosbKy ommeHKo8 amoyuli
MpoABAEHO HA /AUYE NoYMU Kando20 condama. KoHBOMPbI, HECMOTPA
Ha NPUHAANENKHOCTb K HOBOM — PEBO/IOLMOHHONM BAactTu (0 Yem CBU-
[OETeNbCTBYIOT UX KpacHble 6aHTbl Ha WWHEeNsAX), He B CMAax caepKaTb

2 YCTOUHMK m306paxenna cm.: URL: http://xn----7sbgmbf3aevlbr7l.xn--p1ai/40-proschanie-s-
konvoem-1-iz-triptiha-carskaya-golgofa.html.
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ropsa. MNepBblit B 3HaK Tpaypa No Lapto (3a CNMHOM KOTOPOTro ero XAeT Tio-
PEMLLMK) YBaXKMUTENIbHO BbIHYA M3 HOXEH cabito, NPUCNYCTUA ee K 3eM-
/le 1 noTynun rnasa. Bropoit, ybeneHHbln ceauHom U n3boporKaeHHbIM
MOPLIMHAMM, UCMbITbIBAET NPOTUBOPEYNBbLIE SMOLMM HEAOYMEHMUA, NO-
KOPHOCTU 1 coXaneHus. TpeTuii co WpamamMm Ha LeKe M Ha N6y, CKopb-
HO CMOTPS B 3€MJI0 U CABUHYB BPOBU, O YEM-TO HAMPSKEHHO AYMAET;
YyeTBepTbIi, HapyLlasa YCTaBHble OTHOLIEHWA, MOPbIBAETCA LAPo YTO-TO
CKa3aTb. KyfibMUHAUMEN CayKuUT nepexunsaHue natoro. CKaB B Kynak
LUAMNKY, OH 3aKPbla et L0, YTODbI CKPbITb PblAaHUA.

B napannenbHom MoHmMax e c BOMCKOM AaH 06pa3s uaps, B 061mke
KOTOPOro COYEeTaloTca YepTbl MeYanu u myxectsa. MNpu Bcel rHeTywen
CUTYaUMM OH OTKPbLITO CMOTPUT B /INLLA BOEHHbIX. B paccTaBaHnm ¢ HUMM
uaps, rae no ¢abyne BbiparkeH KOHKPETHO-UCTOPUYECKUI 3304, a Mo
CHOXKETY — TparMyecKkuit KoHeL, pOCCUMCKO-MOHaPXMYECKOM 91oXU, CKa-
33/1UCb MPUHLMMNbI MHTENNEKTYAIbHOTO MOHTAXKa.

B KapTuHe-mucTepun [na3yHosa «BeuHaa Poccua» («CTo BeKOB»)
(MockoBcKas rocygapcTBeHHasa KapTuHHas ranepen Mabm MasyHoBsa).

PucyHok 23.
Wnba MasyHo.. BeyHas Poccus (Cmo eekos)*®

2 YUcToUHMK M306paskeHns cm.: URL: https://opisanie-kartin.com/opisanie-kartiny-ili-glazunova-
sto-vekov.
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B ocHoBe ee cBOe0Obpa3HOM TPEXYACTHOW KOMMO3ULMKN OLLyLLaeT-
CA LEeHTPOCTPEMUTENbHAA HaANpPaB/JeHHOCTb K BO3BbILLAIOLWEMYCA Haf,
BCEMU UCTOPUYECKMMU GUrypammM PacnaTUIO, YEM BbI3bIBAtOTCA acCcoL M-
aLMK C MKOHOMN. (UcKntoueHnem fBNseTcA LEeHTpobexKHoe ABUKEHUE B
npasom dnaHre KapTUHbI, F4e PeBOOLMOHHAA NOBO3Ka CTPEMUTENBHO
MUUTCA B NPOTUBOMOIONKHOM OT PacnATUA HanpasiaeHun.) B TecHom co-
NPAEHUN C XPUCTUAHCKOW MAeein KapTUHblI HAaXOAATCA JIMKU CBATbIX,
KPYMHO BbINMUCAHHbIX B NEPBOM PALY M paccpesoTO4eHHbIX B NOcaeayo-
wmx: [loHcKasa nKoHa boxueint Matepun ®eodaHa peKa, neBee — MKOHA
leoprua NobepoHocua, ganee — KaptTuHa A. Pybnesa «CsATtaa Tpounua»,
a B rybuHe — MKoHa Hukonali—uynoTsopeL,. ITO BblpasuTesbHOe He3-
MO/BME HapyLeHo ¢urypoi Jlbea TonCTOro, rHEBHO YKa3ytoLEero Ha He-
6eca M AEeMOHCTPUPYIOLWEro Ha Fpyau Tabauuky ¢ ABYMA CMMBONAMMU:
KHEenpoTUB/IeHME» (3/1y) M 3HAK MACOHCTBA, MOA KOTOPbIM, BUAUMO, W
nogpasymesaeTca Bce 310 gna Poccum.

[obpo e BbIpaXKeHO B LLEHTPa/bHOM YacTU KAapTWUHbI B KOAMaXe
06pa3oB BblgaloWMxcs aeAateneit Poccumn, nocnefoBaTesibHOCTb KOTO-
PbIX BbICTPAMBAETCA B TUMAXKHYIO CIOUTY, rA4e BCe NMLA HOCAT Mpenmy-
LLEeCTBEHHO Cepbe3HO-COCPeAOTOYEHHbIW XapakTep, bnarogapa uvemy
BOCMPUHMMAOTCA NOAOOHO MKOHOMWUCHBIM SIMKaM. B neBol YacTu Kap-
TUHbI INHEHOe pa3melleHre obpasoB MAET OT NPETBOPEHUA UCTOPU-
YecKMX 3NU30408 ApPEeBHEN U cpeaHeBeKOBOW Pycu, a B NpaBoW MoOKa-
3aHbl geateny OKTABPbCKOW peBooLMM U nocaeayowme cobbiTua XX
BeKa. 06e KpaiHWe CTOPOHbI KapTUHbI COBMELLAIOTCA C LEHTPaIbHOM
nocpeacTBOM Napa/iefibHOro MOHTaxa. B aTol dppecke csomm aBuke-
HUMEM BblaenaeTcA NMoBO3Ka C TpemA peBostounoHepamu: CTanuHbIm,
TpouKkum (3aecb aHanorom bpelKoBcKoi B KapTuHe Mpuropbesa «JIMKu
MWPa») ¥ FAPMOHUCTOM, BbI3bIBAIOLLMM B TOM e KapTUHE accoLmaLmm ¢
No3TOM-«NecenbHUKOM» KaMeHCKMM, 32 KOTOPbIMK BUAHbBI 06pasbl Apy-
rMx 6onblueBMKOB. B Takom M306parkeHUU aeaTenein pesonounm npo-
ABUAUCH NYOOUYHO-CAaTUPUYECKME YepTbl.

B pe3synbTate CpaBHEHWMA TPeX KapTWH nepen HaMu OTKpbiBaeTcA
napaZloKCcanbHOe ABNEHWE: MUMAXCHAA Crouma KaK Xyo0oxcecmeeHHobll
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MPUHYUM OKa3bleaemcs crnocobHol 80naomume pasHsie Xyo0oxecmeeH-
Hble 3a0a4u, 8credcmeue 4Yye20 CMAHOBUMCA B03MOMHbLIM Ccbauxce-
HUe XyOOMCHUKO8 Pa3Hbix, 0aXe Mpomueornonox(HbIX HanpasaeHud.
XypoxectBeHHoe nonotHo LWarana — ¢aHTasMiMHO-3aWNPPOBaAHHbIN
lweaeBp, BbIParKEHHbIM B CIOKHOM TpareguMiHOM MNaHe C 3/1emMeHTa-
MW TOHKOTO tOMOPa M MOTOMY BCErAa OTKPbITbIA KO MHOMECTBY HOBbIX
TPaKTOBOK. MHOropurypHas KapTlHa PbI)KeHKO, peLleHHas B Tpaguumax
PeaNUCTUYECKON KUBOMUCK, ABUAACH OLHON M3 TPArM4yeckux BepLUUH
COBpPEMEHHOro 1ckyccTea. Muctepus e MnasyHoBsa (KaKk 1 Bca ero nna-
KaTHO-MMCTEPMO3HAA KMBOMMUCb) BOCMPUHMMAETCA KaK MmacluTabHas
¢dpecka, NocTpoeHHasa Ha PpyHOAAMEHTE NCTOPUKO-A0KYMEHTUPOBAHHbIX
nopTtpetoB. OCHOBOW ee cTan cBoeobpasHblit CNiaB pasHbiX TUMOB U30-
6pa3snTeNbHOro MCKycCTBa — MJiakaTa, MKOHOMWUCKU U NybKa, KOTopble
obpalleHbl K pasHbIM C/10AM CO3HAHWA COOTEYECTBEHHWKOB [NasyHo-
Ba: K MacCOBOMY COBETCKOMY WM CaKpasibHO-PYCCKOMY M OpraHn30BaHbl
B €AMHYI0 KOMMO3ULMIO NPUHLMMAMM TMIAHTCKON TUMNAXKHOW CHOUTbI, B
KOTOPOW CKOHLUEHTPMPOBaHa MNiaHeTapHas Tema, LeHTPUpoBaHHan He-
[0NYCTUMOM B COBETCKOM 0pULIMaNbHOM KuMBonmucu Gurypon pacnatums.

B npoTuBoOMnoCTaBAEHUM TUMaXKHbIX 0OPa3oB Bblgatowmxca gen-
Tenel Poccum n ee BparoB, AaHHbIX B NApaineNbHOM MOHTUPOBAHUK
Mo Kpasam KapTWHbI, 8bIA8/19emcs Mnpasoc/1a8HO-MOHAPXUCMCKAA udes,
Komopas peanuzyemcsa 8 UHMessaeKmyasnbHOM MOHMAMe 8cex pas-
PO3HEHHbIX 37eMeHMo8 MUCmepuu 8 KOMIMO3UYUo €80eobpa3zHo20
«KpecmHozo xoda» (onpeneneHune B. HoBnKoBa), B 4em cKkasanoch rna-
3YHOBCKOE MepeoCMbIC/IEHNE HEKOTOPbIX TPAANLMI PYCCKOTO aBaHrapaa
(B 4acTHOCTU, «XMUTUHTFa» B KapTuHe b. Mpuropbesa «JIMKKM MUpa»).

* % 3k

B uTOre NnpoBeAeHHOro aHaAn3a X1BoONUCcK [NasyHoBa M HEKOTOPbIX
KapTWMH ero COBPeMeHHUKOB KaK B/IM3KMX eMy MO CTU/IIO, TaK U OANEKUX,
Mbl MPUXOAMM K 3aK/OYEHMIO, YTO 8bI0BUHYMAS 8 Ha4Ydse Ucciedosa-
HUS 2umome3a O NPAaBOMEPHOCTU UCMO/Ib30BaHMA METOA00MMM I3eH-
LuITeMHa W BbIFOTCKOroO A1 aHan3a MHOroGUrypHbIX KapTuH XX cTonetus
Hawna peansHoe noomeepideHue. ABNeHNe TUNAKHOM ClOUTbI, 06Ha-
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pY*KEHHOE B PACCMOTPEHHbIX KapPTUHAX, B OPraHNMYHOM B3aMMOAENCTBUN

3TOro peHOMEHa C MHbIMU MPUHLMNAMM MOHTaXa (napannenbHbIm, ac-

CoOUunaTUBHbIM U MHTeﬂﬂeKTyaﬂbelM) nomoraeT OCMbIC/IUTb MHOTOrpaH-

Hble o6pa3b|, CKnagbiBarowmeca so B3aVIMO,D,El\;1CTBMM Pa3INYHbIX IMO-

Ll,Ml;‘i. Kpome TOro, NN1aCTUYHOCTb NPUHLMNA TUNAXKHOW CIOUTbI B @aHaNn3e

ﬂpOMSBe,ﬂ,eHMVI KUBOMUCKU Oa€T BO3MOXKHOCTb OCO3HATb CBOEOGpa3M€

Pa3INYHbIX BUAOB KOMNO3ULUNN:

100

1. TunaHasnA ctouTa, B KOTOPOM OCHOBOMO/Iaratowee 3Ha4YeHne ume-
€T CBETOTEHEBAA KOMMO3ULMA, I4e ONOPHbIMU YYaCTKaMU ABAAIOT-
CA BbICBET/IEHHbIE, IMHEHO PaCMO/IOXKEHHbIE TUNAXKHble 06pa3bl
(«AnekcaHgp Bnok» W. MasyHoB.a).

2a. TunakHas clouTa, NepefaHHan B LEHTPODEKHOM ABUKEHUN K
nepeaHemy naaHy KapTuHbl U BNpaso («Mocne usrHaHus ¢awmnct-
CKMX OKKynaHToB» T. [aNOHEHKO);

26. TunaxHas CtoMTa, NOCTPOEHHAA MO NPUHLMMNY LEHTPOCTPEeMU-
TeNbHOro ABMMKeHua («TaHuoBWMLA Kabape» b. Tanbbepra, «Lnp-
Kauka» T. HazapeHKo, «BeyHas Poccua» WU. MasyHoBa);

28. [1e KOHOAUKTHbIE TUNAXKHbIE CIOWUTbI, B3aMMOAENCTBYOWME B
pycne LeHTPoCTpeMUTENIbHOM KoMNo3numm («TaHa» KyKpbIHMKCOB);
2r. iBe KOHOAUKTHbIE TUMAXKHbIE CIOUTbI, COBMELLEHHbIE MO MPUH-
UMMy KPYroBOM M NMHEWHOM KOMMO3UUMI («3aN0KHUKU BOWVHbI»
(«*KunBoli 3acnoH») I. Koprkesa).

3. TunaxHas clouTa B ABYXbAPYCHOM NPOTMBOMNOCTaBAEHUM NOJO-
KUTENbHbIX 06Pa30B, rae ABe CHoUTbI AaHbl B O4HOBPEMEHHOCTU —
ofiHa HenepcoHNdULMPOBaAHHAA, APYras B Pa3HblX OTTEHKaX OAHOM
W TOW e amoumm («Mposoabl Bocka» U. MasyHoBa).

4. TunaxHaa ctovTa, BbIABAAIOLWLAA BHYTPEHHIOK (ncuxonornye-
CKYt0) HaNpaBAEHHOCTb BCEW KOMMO3ULUU:

a) B ABW)KEHMM MO AuMaroHanu cHusy seepx («bnokaga» W. Masy-
HOBa);

6) No AnaroHanu cBepxy BHW3, rae B OAHOMN U TOM Ke 3MOLMM, HO B
pa3HbIX OTTEHKAX NepeaaHo YyBCTBO KaTacTpodbl («KoHew» Kykpbl-
HUKCOB);
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B) cnpaBsa Haneso («LUTypm rpaga» W. MasyHoBa);

r) B nepneHAnKyAapHOM cooTHoweHum («MpobyaunsLumiica BocTok»

W. ThasyHoBa);

[) ABe TUNaXKHble HEKOHO/IMKTHbIE CHOUTbI, MPOTMBOMO/IOKHO Ha-

npasaeHHble gpyr apyry («Joporu BolHbI» WU. ThasyHoBa).

5. NonndoHnyeckas TMNaXHasa ClonTa, NO3BOAIOLLAA YBUAETb UH-

ANBUAYANM3NPOBAHHDBIN CMEKTP 3IMOUMI B O4HOBPEMEHHOCTH, Bbl-

pa*keHHbIX B OAHOM M TOM e obpase («MBaH po3HbIN» U. Mnasy-

HoBa).

6. O6LLan TMNaXKHaA CloMTa B IMHENHOM NOKa3e MHOMEeCTBa /L, CO-

BMELLEHA C ABYMSA NOJMPOHNYECKMMM U AaHa BO B3aMMOAENCTBUM

BHELIHEro ABWXKEHUs C BHYTpeHHWMM («[lpoliaHMe c KOHBOEM»

M. PbI}KeHKO).

7. MnakaTHO-TUNAXKHanA ClOUTa B NAHOPAMHOM NepCcneKkTUBe, OCHO-

BaHHaA Ha KO//JIAaXXHOM 0b6beguHEHUM NOPTPETOB MCTOPUYECKUX

vy, (Muctepum W. MhasyHosa).

8. 3awmndpoBaHHaA TMNaXHasA ClouTa, pa3MellleHHasa B cBoeobpas-

HOM KpyroBoin Komnosuumn («MopTpeT HEBECTbI C CUHUM JIULLOM»

M. Warana).

TunaxkHana ctomTa B TBOpYecTBe M. [Na3yHOBa, KaK 1 B NOMIOTHAX ero
COBPEMEHHMKOB, NpoABMAACb Heobbl4altHO MHOroobpasHo. OHa He
Bcerga 6bl1a KOHKPETM3MpPOoBaHa TONbKO NULLb B /IMLAX, @ BbipaXKeHa B
0606LeHHO-HENepCcoHMPULIMPOBAHHOW Macce Hapoaa, B OIMLETBOPEH-
HbIX 06pa3ax *KMBOTHbIX, 3aliMPPOBAHA B CUMBOIMYECKUX JIUKAX, KONINa-
KMPOBAHA B PAa3HOPOAHbIX MOPTPETax, AMHAMU3MPOBAHA BO BHYTPEH-
HUX KOHTPACTaXx, a TaKXKe MOT/1a NPOABUTLCA B IMOLMOHAIbHOM HacTpoe
04HOro-eAMHCTBEHHOIO ML, HepeaKko TMNaskHas clouMTa ycuamBanach
ONHAMMUYHbBIM CONPAXKEHMEM C NPUHLMNAMU APYTUX BUAOB KWNHOMOHTa-
’Ka, B3aMMOZENCTBME KOTOPbIX AaBaso Hencyepnaemble BO3MOXKHOCTU
3PUTENIO A1 MHOYKECTBEHHOTO MCUXO/I0TMYECKOTO BXOXKAEHMUSA B XyA0-
YKECTBEHHbIN 0bpas.

B BOCMPUATUM KAapTUH KaK TUNAXKHOW CIOMTbl OKA3a/inCb BK/IKOYEH-
HbIMWM pa3Hble C/OM Hallel NcUXMKK. Mpou3Boasa nepBoHaYabHbIN
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(dabynbHbIl) 3pdeKT Ha ObITUMHOM YPOBHE, OHa B AENCTBUTENLHOCTU
(no ctoxkeTy) OKa3biBasiaCb TPAHCAATOPOM aBTOPCKOWN MAE0N0reMbI, BO3-
OeNCTBYA Ha 60/1ee CNI0XHbIe 3TaXKM YeN0BEYECKOro CO3HaHNA — «ped-
JIEKCUBHbBIN» N «AYXOBHbIV», CBA3aHHbIE C aCCOLUMATUBHbBIM U UHTE/NEK-
TyaNbHbIM TUMAMKU MbilWNeHUA. O1a BbiBNEHWUA TaKOW MHOTOMN1aHOBOM
KOHLLEMUMOHHO-XYA,0KECTBEHHOM CYLLLHOCTM B YKMBOMWUCU UHTEFPUPOBAH-
HbI HaMK crnocob uccneaoBaHUA, OCHOBaHHbIM Ha meTogonornu C. -
3eHLTelHa v J1. BbIroTCKOro, MOXKeT CTaTb He0bbIYalHO NePCNEeKTUBHbIM.
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