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I. A. Bymopun
I kypc acnupanmypui
Gaxyrbmema meopuu u UCMOPUU UCKYCCME

axademuu xyooxcecme umenu Mnou Penuna

Hayunwii pykosooumenv M. b. Kpasuynac,
KaHOuoam ucKyccmeo8eoetus,

ooyenm Kageopwvl UHOCMPAHHBIX A3bIKOG

Significance and Functions of Print Graphics in Post-Print Era

e Printmaking is a type of graphics intended for replication through the use of
printing. It has its own peculiarity - each printed sheet is independent and
original, as it is initially conceived as a unique artwork. Changes in printing
technologies depend on technological progress, which directly affects the
features of printmaking. Both domestic and foreign art historians discuss the
future state of printmaking. This experience forms the basis for my future
scientific research.

¢ Digital methods integrated into traditional printing processes of various types
and led to a transformation of approaches and results.

e The modern material world is “created on a milling machine”. So it is no
wonder that Cyber technologies have become part of traditional graphics.

e Printmaking initially was based on technologies (evolution of technology).



3HayeHHe M PYHKIMH NeYATHON rpaduKu B NOCT-UHPPOBYIO 3MOXY

e [lewaTtnas rpaduka — OTO BHJ HUCKYCCTBa, TNpEIHA3HAYCHHBIA IS
TUPAKUPOBAHUSA C UCIIONIB30BAHUEM MONHUrpaduueckux cpencts. OHa nuMeer
CBOIO  OCOOCHHOCTb:  KaXIblii  HANeYaTaHHBIA  JIUCT  SIBJISIETCS
CaMOCTOATENbHBIM U OPUTHMHAJIBHBIM, TaK KaK U3HAYaJIbHO 3ayMBIBAJICS KaK
YHHUKAJIbHOE MPOU3BEICHNE UCKYCCTBA. VI3MEHEHUsI B TEXHOJIOTHSIX MeYaTH
3aBUCAT OT TEXHUYECKOIO MpOrpecca, KOTOPHIA HANpsSIMYIO BIUSET Ha €e
ocobeHHocTH. Kak oTedyecTBEHHBIE, TaK MU 3apyOE€KHbIE HCKYCCTBOBEJIbI
oOcyxnaroT Oyayiiee neyaTHoil cpeabl. X mccienoBanus JeTiid B OCHOBY
Moeil Oyyiei HaydHOU pabOoTHI.

e [ludpoBbie MeTOABl OBLIM HHTETPUPOBAHBI B TPAIUIIMOHHBIC TI€UATHBIC
MPOIECCHl PA3IMYHBIX TUIOB M TPUBEIH K TpaHCPOpMAIMU TOIXOJO0B
CO3/1aHHUs NI€YaTHON MAaTPUIIBL.

e CoBpeMEHHbI MaTepHalbHBIA MUp 'co3gaeTcss Ha (pe3epHOM cTaHKe'.
[TooToMy HEyIMBHUTEIBHO, UYTO KHOCPTEXHOJOTHMH CTadd  YacCThIO
TpaJUIIMOHHON TpaduKy.

e [leyaTp U3HAYATIBHO 3aBUCENIA OT SBOJIIOLMN TEXHOJIOTUIA/000pYI0BAHHSL.
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HU. B. J/Iebeoes

| xypc acnupanmypoi
Kagheopwl ucmopuu apxumexkmypwl
U COXpAHeHUsl ApXUMEKMYPHO20 HACIeOUs

axademuu xyooxcecme umenu Mnou Penuna

Hayunwiii pykosooumens E. H. Ky3neyosa,

ooyenm Kageopwvl UHOCMPAHHBLX A3bIKOB

Projektierung der Sonnenuhr im Oberen Garten

Stichworter: der Obere Garten, die Sonnenuhr, historisches MalBsystem, die

Gnomonlehre liber den Bau der Sonnenuhren, das Verhéaltnis, die Architektur.

Es geht um die Projektierung und Neuschaffung der Sonnenuhr im Oberen Garten

in Petershof, die nach der Oktoberrevolution 1917 endgiiltig verloren gegangen sind.

Die Sonnenuhr wurde in der zweiten Hélfte des 18. Jahrhunderts auf der Hauptallee
des Gartens gegeniiber dem Palast aufgestellt. Wie es aus den ikonengraphischen
Quellen folgt, hatte die Uhr eine komplizierte Struktur. Sie beschrankte sich nicht
auf die waagrechte Aufstellung des Gnomons. Die Uhr hatte eine Zifferblattfliche

und dazu einen mit dem Adler gekronten Wetterhahn.

Der topographische Plan von P.A.De Saint Hilaire aus dem Jahr 1774 zeigt ziemlich
formele Zeichnung der Sonnenuhr, darum wurde bei der Bestimmung der
MaBkennzeichen der erhaltene Sockel benutzt. Fiir die genauere

Proportionbestimmung wurden alle MessgroBBen ins russische Mallsystem



umgerechnet. Es wurden ganze Werte in Werschoks fiir die Berechnung der Hohe
und Stellung des Gnomons festgestellt. Gefunden ist die gemeinsame Proportion der
ganzen Komposition, die in ein Rechteck 1x2 Arschin eingefiigt ist und die ihrer
Einzelteilen, wie Verhéltnis der Hohe der Uhr zur Hohe des Sockels. Alle diese
Berechnungen halfen das Aussehen der Sonnenuhr im Oberen Garten

wiederherzustellen, mit Aufnahme der Gnomonikregeln.

Das Ziel meiner wissenschaftlichen Forschung besteht darin, die mafBrdaumliche
Struktur der Park- und Schlossensembles im historischen russischen Mal3system zu
erforschen und proportionale Verhiltnisse der ganzen Werte dieses Systems zu

finden.

IIpoexTupoBaHue coJTHEYHBIX YacoB B Bepxuem cany Ilereproga

KnroueBble croBa: BepxHuil can, COJMHEYHBIE Yachl, HCTOPUYECKAS CHCTEMA

HU3MCPCHHA, THOMOHCKOC YUYCHHC O CTPOCHHH COJIHCUHBIX YaCOB, COOTHOIICHHC,

apXUTEKTypa.

Peub unéT 0 MPOEKTHPOBAHWM M BOCCTAHOBJICHWHU COJHEYHBIX 4acoB B BepxHem
cany llereproda, koTropsie ObLIM OKOHYATEIBLHO yTpadeHbl mociie OKTSIOpbCKOM
peBororuu 1917 roga. ComHevHble 4achl ObUTH YCTAHOBJICHBI BO BTOPOI MTOJIOBUHE
XVl Beka na rnaBHo# amiee Bepxnero caga Hanportus [[Bopua. Kak cienyer u3
WKOHOTpa(hUueCcKNX MaTepuajoB, Yachl UMEIH CIOXKHYIO CTpykTypy. OHa He
OTpaHMYMBAIACh YCTAHOBKOW THOMOHAa HAa TOPU3OHTAIBHOW  IJIOCKOCTH

udepomara. Yacel umenu B 10MoJIHeHHE (Pirrorep, yBeHUaHHbBIN (UTYpO opIia.

Tonorpaduueckuit mnan Cent-Unepa 1774 mnoka3biBaeT JOBOJIBHO YCIOBHBIN
PHUCYHOK COJIHEYHBIX 4YacoOB, IIOATOMY MpPU  OMNPEACICHUU Pa3MEPHBIX

XapaKTCPHUCTUK OBL1 KCIIOJIb30BaH COXpaHI/IBH_II/II‘/’ICH nocrameHT. Bce BenmumHBI



ObLIM TEepeBENIEHbl B PYCCKYIO0 CHCTEMY Mep Ijisi 0ojee TOYHOIrO ONpeeieHUs
IPONOPIMI. YCTAaHOBJIEHBI 1EJOYUCICHHBIE 3HAYEHHUS B YepelIKax Uisl pacyera
MOJIOKEHUSI U BBICOTHI THOMOHA IO TpaBWJIaM THOMOHHUKH. BbiBeneHa oOmias
IPOIOPIMS BCEH KOMITO3HUIIMM, KOTOpasl BIMCAaHA B MPSAMOYTOJIbHUK | apmmH X 2
aplivHa W €€ OTHENbHBIX 4YacTe, KaK OTHOUIEHWE BBICOTHI YAaCOB K BBICOTE
nocraMeHra. Bce »3TW pacuerbl, BKJIOYas MpPaBWIA THOMOHUKH, ITOMOTIIA

BOCCTAaHOBHTH OOJIMK COJTHEYHBIX YacOB BerHero cazaa.

[leapto Moel  HaydyHOM  pabOTBI  SBISIETCS  MCCIEAOBAHME  Pa3MEPHO-
IPOCTPAHCTBEHHOM CTPYKTYpHI JABOPLOBO-NAPKOBBIX aHCAaMOJE B MCTOPUUECKON
PYCCKOM cCUCTEME MEp U IIONCK IPOMOPLMOHAIBHBIX COOTHOILEHU I LIEJTOYACIEHHBIX

3HAYEHUU DTOU CUCTEMEI.
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H. U. Jleveoesa

| xypc acnupanmypwi
Kagheopwl ucmopuu apxumexkmypwl
U COXpAHeHUsl ApXUMEKMYPHO20 HACIeOUs

akademuu xyooxcecms umenu Unvu Penuna

Hayunwii pykosooumenv M. b. Kpasuynac,
KaHouoam uckyccmeo8eoeHusl,

ooyenm Kageopwvl UHOCMPAHHBLX A3bIKOG

Research graphics and its role in restoration of Upper Garden of

Peterhof State Museum in 2020s

A comparison of design and research architectural graphics revealed a high degree
of reliability of the drawings of the latter. This made it possible to analyse the

techniques and methods of restoration.

The paper examines the role of research graphics through the analysis of the depicted
objects in comparison with other graphic materials involved in the restoration

process.

According to many historians, representative architecture of European palaces with
their gardens influenced the aesthetic tastes of the tsar. During the Great Embassy,
Peter 1 visited Hampton Court in England and Versailles in France. These two

gardens are very important for our research as they have recently been restored.

So, in 1710 the first known plan of Peterhof by the architect Braunstein was

developed. The park before the front part of the residence with a marine fagade,
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overlooking the Finland Gulf was ceremonial. The upper park was conceived as a
utilitarian vegetable garden on the south side of the palace. Makhaev's engraving
shows the composition of the Upper Garden with regular layout. No fundamental
changes were made to the layout of the Upper Garden since the middle of the XV11I

century.

On November 15, 1918, after the Revolution, the palace was taken under the security
of the State Inspectorate for the Protection of Monuments. In the 1920s arose the
request to restore the Baroque appearance of the Upper Garden. A scientific look at
the archival documents led to the conclusion that the plans of Saint-Hilaire appear

to be an ideal record of the Garden.

It is this piece of architectural research graphics that became a starting point for
restorers of the XX and XXI centuries. As a starting point for the restoration of the
historical three-dimensional composition in the 1920s, the central parter was

recreated according to the data of the 1770s.

After restoration (1940s - 1970s), the garden was maintained regularly for 70 years.
The shaping of trees and shrubs continued, trellis were refurbish as needed,

sculptures and fountains were restored, berso (pergolas) and bowers were repaired.

The last restoration of the Upper Garden began in 2021. It gave the possibility to
abandon the simplified drawing of the parterres made during the restoration of the
1970s. And the "lace parterres” (“parterres de broderie™), baroque details of bosquets

("towns™), berso and bowers were reproduced in detail.

During the development of the architectural reference plan, an analysis of the
iconographic material was carried out by the method of superimposing modern

topographic surveys and historical plans.

As a result of comprehensive restoration of 2022-2024, the Upper Garden got back
unique artistic features of a Baroque French garden. The identification of the

hierarchy of authenticity of the iconographic material played an important role.
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This large-scale project became possible due to the analysis of the experience of
domestic restoration researchers, along with the work of Western colleagues. The

experience and approach to the restoration of gardens were compared.

Therefore, the justification of the scientific necessity of using architectural research
graphics as the most accurate fixation of the authentic image of an object for a certain
period of time becomes to the main goal of my work. The paper examines the role
of research graphics through the analysis of the depicted objects in comparison with

other graphic materials involved in the restoration process.

HUccaenoBarenbekasi rpadguka u ee poJb B pectappanuu BepxHero caga

IMereproga 2020-x roxos

CpaBHEHHE MPOEKTHOW U MCCIIEN0BATENbCKOW apXUTEKTYPHOM I'paUKH BBISIBUIIO
BBICOKYIO CTEIIEHb JOCTOBEPHOCTH YEPTEKEU NOCIEAHEN. ITO IO3BOJIMIO

MMPpOAaHAJIM3UPOBATE IIPUCMBI U MCTO/IbI pECTaBpalivu.

B cratbe paccmarpuBaeTcs poiib MCCIEAOBATENbCKOW TpapuKU Yepe3 aHaIHu3
HU300PKEHHBIX O0OBEKTOB B CPAaBHEHUU C APYTMMH rpaduueCcKUMH MaTepuajaMu,

3a/ICICTBOBAHHBIMM B IIPOLIECCE PECTABPALIUH.

[Io MHEHUIO MHOTMX MCTOPUKOB, NPEICTABUTEIBHAS apXUTEKTypa €BPOIEUCKHAX
JIBOPLIOB C UX CaJjlaMH IIOBJIMUsJIA HA DCTETUYECKUE BKYCHI aps. Bo Bpemsa Bennkoro
nocosibeTBa Iletp 1 mocetun Xsmnron-Kopt B Anrmuum u Bepcanbs Bo @paHuumn.
OTu /ABa caja OYeHb BaXKHbBI I HAIIETr0 HMCCIEAOBaHUS, MOCKOJIbKY OHU OBLIH

HCIAaBHO OTPCCTAaBPUPOBAHLI.

Tak, B 1710 romy apxurektopom bpayHmreitHom Obul pa3zpaboTaH mepBbIT
u3BecTHbI MaH Ilereproga. Ilapk mepen dacagHOW 4YacThIO PE3UICHIMHU C
MOpCKUM (hacaaom, BHIXOASAIMUM Ha DUHCKHI 3anuB, ObUT MapaaHbiM. Bepxuuit

napk ObUT 3aJlyMaH KakK YTHWJIMTApHBIA Oropoj C FOKHOM CTOpOHBI ABopia. Ha
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rpaBope MaxaeBa MokazaHa KOMIO3ulMs BepxHero caga ¢ peryisipHOU
rmianupoBkoit. C cepenunnl X VIII Beka B mutanHupoBky BepxHero caa He BHOCHIIOCH

IMPHUHOUIIHAJIbHBIX W3MCHCHMH.

15 Hos6pss 1918 roma, mocie peBOJIIOIMHU, JABOpEIl ObUT MepeaaH IOoJ OXpaHy
['ocynapCTBEHHOM MHCIEKLIMHM 10 OXpaHe naMATHUKOB. B 1920-x rogax Bo3HUKIIA
HEOOXO0MMOCTh BOCCTAHOBUTH OapouHbIit 00k Bepxuero caga. Hayunblit ananus
apXUBHBIX JIOKYMEHTOB IIPUBEN K BBIBOAY, 4TO Iu1aHbl CeHT-Mnepa, mo-BuaAMMOMyY,

ABJIAIOTCA NICAJIBHBIM OITMCAHUCM Caz[a.

NMeHHO 5TO MpOM3BEACHUE apXUTEKTYPHOM MCCIIEIOBATEIBCKOM TpaUKU CTaJo
OTIPAaBHOU TOUKOM it pectaBpaTtopoB XX n XXI BekoB. B kauecTBe oTIpaBHOM
TOYKHU JIJIs1 BOCCTAHOBJICHUSI ICTOPUUYECKON 00BheMHOM KoMmo3uluu B 1920-x rogax

OB BOCCO3/1aH LIEHTPAIbHBIN MapTep Mo AaHHbM 1770-X ro10B.

[Tocne pecraBpammu (1940-1970-e rompl) 3a cagoM pETYISIPHO yXaXKUBAIH B
teuenne 70 uner. Ilpomomkanace pabora 1o (OPMUPOBAHMIO JIEPEBBEB U
KYCTapHUKOB, Mmo  Mepe  HeoOXOAUMOCTH  OOHOBJSUIMCH  IIMAJEphI,

PECTAaBPUPOBAIIUCH CKYJIBOTYPhI U (POHTAHBI, PEMOHTUPOBAIUCH OECEKH.

[Tocnennsis pectaBpauust Bepxnero cama Hawanace B 2021 romy. DTto mano
BO3MOYKHOCTh OTKa3aThCs OT YIPOIICHHOTO PHCYHKA MAapTEPOB, BHIMOTHEHHOTO BO
BpeMsi pectaBpanuu 1970-x romoB. A "kpyxkeBHbie mnaptepnl" ("parterres de
broderie"), 6apounsie aetanum OockeroB (''TopoakoB"), 6epco m Oecemok ObLIN

BOCIIPOHU3BCACHEI B ICTAJIAX.

ITpu pa3paboTKe apXHUTEKTypHOTO ONOPHOrO IUIaHa ObUI IPOBEIEH aHaJIU3
UKOHOTpa(HUUEeCKOro  Marepuana  METOJOM  HAJOXKEHHs  COBPEMEHHBIX

Tonorpa(bnqecm/lx CbCMOK U UCTOPHUUCCKHUX IIJIAHOB.

B pesynprare KOMIUIEKCHOW pecraBpanuu, npoeaeHHoun B 2022-2024 ropax,
Bepxnemy cany ObUIM BO3BpallleHbl YHHUKAJIbHBIE XYJI0KECTBEHHBIE YEPThI
¢dpaniy3ckoro caga B crtuiie Oapokko. BaxHyio pojib ChIrpajo OIpeaescHue

HepapXuu ayTeHTUYHOCTH HKOHOTPadUIECKOTO MaTepHaia.
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OTOT MacmTaOHBII IIPOCKT CTall BO3MOXKCH 6J1aroz[ap51 dHAJIN3y  OIIbITa
OTCUYCCTBCHHBIX HCCHCHOBaTeHefI'pCCTaBpaTOPOB, a TaKXKeC pa60T 3araJHbIX KOJIJICT.

br11o IMPOBCACHO CPABHCHUC OIIbITA U ITOJAX0Jd K BOCCTAHOBJIICHHUIO Ca/10B.

[losTOMy TnaBHOW IENbI0 MOEH pPabOThI CTAHOBUTCA OOOCHOBAHWE HAyYHOU
HEOOXOJMMOCTH HCTIOIb30BAHMSI ApPXUTEKTYPHOM UCCIIeI0BATENLCKON TpaPUKU KaK
Hanbosee TOYHOM (PUKCAIMM ayTEeHTHYHOTO 00pa3za 0O0bEeKTa Ha OIpeneTCHHBIN
IPOMEXKYTOK BpeMEeHHU. B craThe paccMaTpuBaeTcs pojb HCCIEI0BATEIBCKOM
rpadukd 4Yepe3 aHaIu3 H300pPKCHHBIX OOBEKTOB B CPAaBHCHHH C JPYTUMU

rpaduueckuMu MaTepuaIamMu, 3a/IeHCTBOBAHHBIMU B TIPOIIECCE PECTABPALIUH.
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A. A. Ilannaoec

| xypc acnupanmypor
Gaxynrbmema meopuu u UCMOPUU UCKYCCME

akademuu xyooxcecme umenu Unou Penuna

Hayunwiii pykosooumens . M. Amuposa,
Kauouoam ucKyccmeo8eoeHus,

cmapwiuii npenooasamenb Kageopsvl UHOCMPAHHBIX S3bIKOG

The Problem of the Synthesis of Arts in the Architecture of the Arab
Caliphate of the VIII-1X centuries: from the Umayyads to the Abbasids

In the 7th century, a new monotheistic religion, Islam, was originated on the territory
of the Arabian Peninsula. The process of uniting the Arabs on the basis of ideological
and religious beliefs led to the emergence of a new state — the Arab Caliphate. There
was a need to demonstrate the power and authority of the new state and art provided

a powerful visual language to achieve this goal.

The restrictions imposed by Islam had a significant impact on the formation of Arab
art. Although images of living creatures were present in the decoration of secular
buildings, for example in the mosaics and sculptures of the palace group of Khirbat
al-Mafjar, the strict prohibition was fully present in the architectural decoration of

religious structures.

This was obviously one of the factors that contributed to the fact that the visual arts
of Islamic countries developed as a self-sufficient phenomenon. Constrained by
religious attitudes, the masters of the Arab Caliphate were forced to invent abstract

forms of art that could fully influence the followers of the new faith. The need for
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diversity and the search for variability with extremely limited motifs led to the fact
that ornamentation occupied a special place in Islamic art. The Umayyad era is the
period when ornament became a special pictorial means, and patterns took the

central place in the decoration of cult architectural structures.

To this day, several important Umayyad and Abbasid religious buildings have been
preserved: Qubbat al-Sakhra (Dome of the Rock), al-Agsa Mosque, the Great
Mosque of Sammara and the Great Umayyad Mosque of Damascus - the largest
monument of medieval Muslim architecture. The Umayyad Mosque of Damascus,
rebuilt in 705 under Caliph al-Walid | from the Basilica of St John the Baptist, is of
great interest from the point of view of studying the problems of representation in
Arab art and the characteristics of early Islamic ornament. In the course of my study
of this monument, which included the study of existing sources (in Russian, English,
French and Arabic), as well as a comparative historical analysis of the monumental
and decorative decoration of the mosque, the main characteristic features of
figurativeness in Arab art were identified, among which are abstraction, lack of plot,

lack of images of living beings, non-anthropocentricity.

In addition, the typological characteristics of early Umayyad ornament are
highlighted, which include: the borrowing of late antique, Byzantine and Iranian
elements; floral ornaments, both naturalistic and stylized; plant forms within simple
geometric shapes; non-naturalistic botanical combinations; variability of motifs
within geometric patterns. The most important feature was the use of epigraphic

ornament.
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IIpoGsiema cuHTE3a HCKYCCTB B ApXUTEKType apadckoro xaaudara

8-9 BB.: oT OMelisiIoB Kk AG0acuagam

B VIl Bexke Ha TeppuTopur ApaBUHCKOTO MOIYOCTpOBa (HOPMHUPYETCS HOBAs
MOHOTEUCTUYECKON penurusi — ucnaM. [Ipouecc oObenuHeHus: apaboB Ha OCHOBE
UJICHO-PEIMTUO3HBIX BEPOBAHUI MPUBEN K BOBHUKHOBEHUIO HOBOT'O rOCYJapCcTBa
— Apabckoro Xamugara. MIcKyccTBO TpencTaBiisuio cOO0H MOITHBIA BU3YaTbHBINA
S3BIK JIEMOHCTpPAIIMKM BJIACTH U MoryiiecTBa Xanuda. 3HauuTeIbHOE BIMSHUE Ha

dbopmupoBaHue apabCKOro UCKYCCTBa OKa3aIu OrPAHUYCHUS, TUKTYEMbIC UCITAMOM.

He3aBucumMo OT TOro, 4ro B yOpaHCTBE CBETCKMX MOCTPOEK IPUCYTCTBOBAIU
M300paKEHHSI KUBBIX CYLIECTB - HAIPUMEP, Mbl MOKEM MX BCTPETUTH B MO3anKax
U CKYJBITYpax JBOPLIOBOTrO KOMIUIEKca XupOaT aab-Madaxkap, cTporuii 3amnper B
MOJIHOM Mepe TMPUCYTCTBOBAJI B MOHYMEHTAJIbHO-IEKOPATUBHOM YyOpaHCTBE
pENUTHO3HBIX  coopykeHuil. OueBUOHO, 3TO ObUI OAUH U3  (PAKTOPOB,
CHOCOOCTBOBABIIUX TOMY, YTO H300pa3UTEIbHOE HMCKYCCTBO HCIAMCKHX CTpaH

Pa3BUBAJIOCHh KaK CaMOA0CTATOYHOC ABJICHUC.

Cnep>xuBaeMble PEIUTMO3HBIMU YCTAaHOBKaMHM Mactepa Apabckoro Xamudara
OBLITM BBIHYKJICHBI pa3paboTaTh aOCTPAKTHBIE XY/I0)KECTBEHHBIE (DOPMBI, KOTOPHIE
B MOJHOW Mepe MOIJIM BJIMATH HA aJIeNTOB HOBOM Bephl. HeoOxoaumocTh B
MHOT000pa3uy U MOMCK BapUATUBHOCTH MPHU KpailHEW OrpaHUYEHHOCTH CIOKETOB,
IpUBENl K TOMY, YTO 0cO00€ MECTO B MCIAMCKOM HMCKYCCTBE 3aHs1 opHameHT. Ha
smoxy OMeWsiIoB MPUXOAUTCA TEPUOJ CTAHOBJIEHHS OpHAMEHTa, KaK 0co0oro
U300pa3UTEIHLHOTO CPEJICTBA — Y30PhI 3aHUIN HEHTPATbHOE MECTO B IEKOPATUBHOM

yOpaHCTBE 3HAKOBBIX aPXUTEKTYPHBIX COOPYKEHUM.

K HacTosiemMy BpeMeH! COXPaHUIIOCh HECKOJIBKO BaXKHBIX PEITUTHO3HBIX TOCTPOCK
OwmeitsinoB 1 A66acunos: Kyboar ac-Caxpa (Kymos ckanbl), MedeTh alib-AKca,
bonpmas mederr Cammapsl U bonbmas meuete OwmeitsimoB B Jlamacke —

KPYIHENIINN NaMATHUK MYCYJBbMAHCKOM CPEIHEBEKOBOUW apXUTEKTypbl. MedeThb
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OwmeitsnoB B [lamacke, nepectpoenHas B 705 r. mpu xanude anp-Bamuae | u3
0asnmkn Moanna Kpecturens, npeactaBisieT OONbIION MHTEPEC C TOUKU 3PEHUS
U3y4YeHUsl MpobiieM U300pa3uUTENbHOCTA B apaOCKOM MCKYCCTBE M OCOOEHHOCTEH
PAHHEHCIIAMCKOr0 OpHaMEHTa. B Xxo/1€ IpOBEAEHHOTO MHOM NCCIIEI0OBAHNS JAHHOTO
NaMATHHUKA, KOTOPOE BKJIKOYAIO M3YyYEHHE CYLIECTBYIOIIMX HCTOYHHUKOB (HA
PYCCKOM, aHTJIMMCKOM, (hpAHITy3CKOM U apabCKOM sI3bIKaX ),  TAKKE CPABHUTEILHO-
UCTOPUYECKHUI aHaIN3 MOHYMEHTAJIbHO-EKOPATUBHOTO YOpaHCTBAa MEUeTH, ObLIH
BBISIBJICHBI OCHOBHBIE XapakTEpHbIE YEpPThl H300pa3UTEIBLHOCTH B apaOCKOM
UCKYCCTBE, CpPElIH KOTOPBIX MOKHO OTMETUTh a0CTPAKTHOCTh, OECCIOKETHOCTD,

OTCYTCTBHUC I/I306pa}I(GHI/II>JI KUBBIX CYHICCTB, HCAHTPOIIOOCHTPUIHOCTD.

Kpome Toro, BBIIEIEHBI TUOJOTHYECKHE OCOOCHHOCTH PAHHETO OpHAMEHTa MpH
Omeiisiax, KOTOPbIE BKIFOYAIOT: 3aMMCTBOBAaHUE MO3JHEAHTUYHBIX, BU3AHTUMCKUX,
UPAHCKUX DJIEMEHTOB; PACTUTEIbHBIH OpPHAMEHT, BBHIMIOJIHEHHBIM KaKk B
HATYpPaJTUCTUYECKOM, TaK U B CTWJIM30BAHHON MaHepe; pacTUTeNbHbe (OpPMBI B
paMKax TpPOCThIX T€OMETPUYECKUX (UTYP; HECYIIECTBYIONME OOTaHUYECKUE
KOMOMHAIMU; BAPUATUBHOCTh MOTHUBOB B reoMeTpuueckoM opHaMeHTe. Haubomnee

BXHON OCOOCHHOCTBIO CTAJIO HCIIOJIb30BAHKE AMHUTPA(YUICCKOTO OPHAMEHTA.
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JI. A. Cmupnosa
I kypc acnupanmypwi

Gaxynrbmema meopuu u UCMOPUU UCKYCCME

axademuu xyooxcecme umenu Unovu Penuna

Hayunwiii pykosooumens T. B. Ilasnosa,
Kanouoam ¢hunoiocuveckux Hayx,

npogheccop Kagheopvl UHOCMPAHHBIX A3bIKOG

Light and colouristic searches of M. Matyushin. 1910-1920s

My scientific interests lie in the field of research of the Russian avant-garde
of the early twentieth century. | chose this period because it has become a symbol of
change, innovation and experimentation in art. In my thesis I'm going to study the
artistic features of colorimetric searches of this period. The title of my thesis is

“Light and colouristic searches of Matyushin.1910-1920s.

The direction of my scientific interests was determined by my technical and
artistic education. |1 got my first education as an engineer-technologist at the
University of Technology and Design. In 2020 | graduated from the Faculty of
Painting of the St. Petersburg Academy of Arts and | majored in restoration and

conservation.

Currently | work at the Academy of Arts and my interest in colour research is
connected with my practical work in the lab of painting technique and technology at
the llya Repin Academy of Arts.

Mikhail Matyushin is one of the leading Russian avant-garde artists. A

hundred years ago, he was the head of the laboratory that experimented with colour
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at our academy. The result of their work was the "color guide", which was published
in 1932 and became Matyushin's most significant work. This "color guide" was
actively used not only in the creative practice of individual artists, but also on a city-
wide scale in restoration and construction work. In 1923 in Petrograd, Matyushin
created the association "Zorved". Its name comes from the combination of the words
"zor", which means "s3op" and "ved", which means "Bemats". This group of artists
studied the theory of colour and the practical possibilities of its application.

Matyushin and his students conducted practical experiments for several years.

The first part of my research will focus on Matyushin's colouristic ideas. |
think it is important to highlight the common and unique ideas of the different
directions of the Russian avant-garde. The second part of my research will focus on
methods of teaching creative disciplines. My scientific adviser is Elena
Turchinskaya. She is an expert in the field of Russian avant-garde and teaches

twentieth-century art at our Academy.

Now | am assisting in the subject of Color Studies and will be able to try out
my methodology in the process of teaching a group of students at the Academy. |
consider mastering the principles of color to be very important for painting. Color
helps to reveal the creative intent of the artist. | think that my work will be not only

interesting, but also very useful for the Academy of Arts and its students.

Creto-kogopucruueckue mnoucku M. Matwmmnna. 1910-1920 roani

HayuHble MHTEpechl MOEr0 UCCIEIOBAHUS JIEKAT B OOJACTH UCCIIEIOBAHUS
PYCCKOTO aBaHTrap/a Hadaja JBaJIaToro Beka. Sl BeIOpasia 3TOT MEPHOJ MOTOMY,
YTO OH CTaJl CHMBOJIOM I€PEMEH, HOBATOPCTBA M IKCIIEPUMEHTOB B UCKyCCTBE. B
qUccepTalMu s cOOMpaloCh  U3YYUTh  XYJOKECTBEHHbIE  OCOOCHHOCTHU
KOJIOPUMETPUYECKUX TOMCKOB 3TOTrO mepuoaa. Tema moeit pabotTel: «CBeTo-

KoJioprcTudeckue moucku Marrormuaa 1910-1920-x rogos. Tpaauiuy 1 HOBAIHM).



19

HampaBnenue MoMX HaydHbIX MHTEPECOB OBLIO OMpPEAEIEHO MOUM
TEXHMYECKUM U XYJ0KECTBEHHBIM 00pa3oBaHueM. Moe mepBoe oOpa3oBaHHE,
WHKEHEP-TEXHOJIOT, OBLIO MoydeHo B YHuBepcutere Texnosnoruu u JuzaitHa. B
2020 rony s 3akoHumna (akyasTeT kuBonucu CaHkt-lIleTepOyprckoi akageMuun

XYHOOKCCTB 110 CIICHUAJIbBHOCTHU XYIOKHHUK pECTAaBPATOP K KOHCCPBATODP.

Ceituac st paboTaro B akaJIeMUU XYyJI0KECTB U MOW MHTEPEC K UCCIICTIOBAHUSIM
I[BETAa CBsA3aH C MOCW MPaKTUYECKOW paboToil B JabopaTopur TEXHWKU U

TCXHOJIOTUH JKUBOIIMCH B dKaACMHUHU XYIOO0KCCTB UMCHHU HWnbu Pennna.

Muxann BacwibeBnd MaTiOMH OMH W3 BEAYIIHUX PYCCKUX XYJIOKHHUKOB
aBaHrapauctoB. CTo JieT Ha3aJ OH ObUI PYKOBOJUTENIEM J1a0OpaTOpUu, KOTOpas
3aHMMAaJIACh SKCIIEPUMEHTAMU C LIBETOM B Halel akaaemuu. Mitorom paboTsl cran
«CTIPaBOYHUK MO LBETY», KOTOpbIM Obul m3naH B 1932 rogy u cranm Haubonee
3HAYUTENbHOUN paboToit MationnHa. DTOT CIPaBOYHUK aKTUBHO UCIIOJIb30BAJICS HE
TOJIBKO B TBOPYECKOM MPAKTUKE OTAEIbHBIX XYAO0KHUKOB, HO U B O0OIIETOPOJCKOM
MacmTabe MpU PEeCTaBpallMOHHBIX W CTPOMUTENbHBIX paboTtax. B 1923 romy B
[Tetporpazne, MatrommHbeIM ObUIO cO34aHO 00beauHEHHE «30pBea». Ero Ha3BaHue
MPOUCXOUT OT COEAMHEHMS CJIOB «30p» UTO 3HAUUT B30pP U «BEI» YTO O3HAYAET
BegaTh. OOBEAMHEHNE U3YYall0 TEOPHUIO I[BETAa U MPAKTUUECKHE BO3MOXHOCTU €€
npuMeHeHus1. MaTIOIWH 1 €ro YYeHUKUA HECKOJIBKO JIET MPOBOJIUIIN TPAKTUYECKUE

OKCIICPUMCHTHEI.

[lepBas yacTb MOEro uccienoBaHUS OyJEeT MOCBSILEHA KOJIOPHUCTHYECKUM
uaesM MartomurHa. S 1ymaro, BaXKHO BBIACIUTH OOLIME M YHUKAJIbHBIE HJIEU
Pa3JINYHBIX HANPABJICHUHN PyCCKOr0 aBaHrapaa. Bropas 4acTe MOETo uccien0BaHus
OyZAeT NoCBsIIIeHa METO1aM MPEIO01aBaHNs TBOPUECKUX IUCHUIUIMH. MO HayuHbIH
pykoBoautenb Enena TypuuHckas. OnHa cnemuanuct B 0OOJacTH PYCCKOIO

aBaHTrapa, v rmpernoJacT UCKYCCTBO ABaILIATOI'O BEKA B Halieu aKaJCcMHUU.

Ceityac s acCUCTUPYIO TIO TIpeAMETY M3Y4YEHHUS I[BETa U CMOTY OIpoOOBaTh

CBOIO METOJMKY B IIpoliecce 00yUueHus B TpymIe cTyAeHToB Akanemuu. S cauraro,
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YTO OBJIAJICHUE MPUHLMIAMU LIBETA OYEHb BAKHO IS KUBoNUCHU. L[BeT momoraer
PaCKPBITh TBOPUYECKUH 3aMbICEN XYIOKHHKA. S mymaro, 9to Mos paborta OyaeT He
TOJIBKO WHTEPECHOM, HO M OYEHb IMOJE3HOW [ AKaJIeMUU XYHOXKECTB U €€

CTYACHTOB.
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Shinto Images of Musha-e Genre

in Japanese Woodblock Prints of the 19th Century

The relevance of this work lies in the fact that the topic of Shinto influence in Ukiyo-
e woodblock prints is little studied. Currently, there is no complex research on that
topic. Also, there is still plenty of the unknown about the historical-literary genre

musha-e.

In this report, traditional Shinto religion is defined as a mystical worldview.
According to it, the world is populated with numerous spirits called kami. The choice

of the 19th century period is justified by being the time filled with historical shifts.

The musha-¢ genre, which name translated as “warrior pictures”, is defined, and its
choice for research is explained. Shinto plays a crucial role in musha-e, being a
narrative genre that depicts historical events. Specifically, in depictions of

mythological subjects and battles between warriors and supernatural creatures.

Particular aspects such as the impact of composition, color, and line on the

conveying a mystical tone, directly connected with Shinto thought, are reviewed.
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Artistic language as a narrative medium is analyzed. Utagawa Kuniyoshi’s prints are
used as an example. The conclusion is that dynamic line and division of

compositional space into several scenes have a big role in that matter.

During the whole work, the problem of style transformation in ukiyo-e print of the
19th century is being noted. Kuniyoshi’s and his student Taiso Yoshitoshi’s works
are compared to each other. This issue is reviewed in the context of different Shinto
characters’ depictions. Examples of prints featuring yokai and ghosts prove that
ukiyo-e started to develop a realistic and psychological approach, abandoning the

traditional theatrical expressiveness.

The fact of deifications of particular real persons is mentioned in the report. Their
images in the Japanese woodblock prints were researched. People from the past,
such as Sugawara-no Michizane, and contemporaries of the artists, such as Saigo
Takamori, are reviewed as examples. The conclusion is that it was important for
authors to express the nobility, virtues, and power in the images of the deified

individual.

Thus, Shinto as a national Japanese idea is an integral part of the ukiyo-e woodblock
print of the historical-literary genre musha-e. It should be noted that this problem
requires further comprehensive research, the use of art historical sources, and the
literature dedicated to myths and religion to better understand the subjects of

particular pictures.

OO0pa3bl CMHTO B SINOHCKOI rpaBlope YKué-3 :xanpa mycsi-3 XI1X B.

AKTYaJbHOCTh MPEACTABICHHON pabOThl COCTOUT B TOM, UTO T€MAa BIIUSHHUS
CHUHTO Ha YKHME-) BCE €IIE€ MaJI0 U3y4YEHa, U B JAHHBI MOMEHT HET KOMIIJIEKCHOTO
MCCIJIEOBAHMsI 3TOr0 Bonpoca. Takyke MHOIO HEM3BECTHOIO OCTAETCs 00 UCTOPHUKO-

rePOUYECKOM KaHPE MYCS-3.
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B nanHoMm noksiane gaeTcs onpeaesieHue TPaIuIIMOHHONW PETMTHU CUHTO, Kak
MHUCTHYECKOT0 00pa3a MbICIIU, COIIaCHO KOTOPOMY BECh MUP HACEJICH TyXaMHU MO/
Ha3BaHMEM KaMH. Takxke 0OOCHOBBIBACTCS BBHIOOp Iepuoja JJis PacCMOTPEHUS -

XIX B. - BpeMmsi, HAaCBIIIIEHHOE TIEpEeMEHaMH.

Jlaétcs ompeneneHue XaHpa Mycsi-3, HA3BaHUE KOTOPOTO MEPEBOJUTCS Kak
«300pakeHUsI BOMHOB» U 000CHOBBIBAETCS €T0 BHIOOD s MccienoBanus. iMeHHO
B MyCs-3, KaK IIOBECTBOBATCIILHOM JKaHpPE, OTOOpa)karoleM HCTOPHUSCKHE
COOBITHS, HaWOOJBIIYI0 POJIb HUrpaeT CUHTO. OCOOCHHO B HM300pAKEHUSX
MHU(DOIOTHYECKAX CIOKETOB, CPaXCHHH BOMHOB CO CBEPXbECTECTBEHHBIMU

CYILLECTBAMH.

B wacTtHOCTH, paccMaTpuBarOTCA TaKUE ACTIEKTHI KaK BIUSHAE KOMIIO3ULINH,
BETa W JIMHUM Ha IMepefadyy MHCTHYECKOM aTtMocdepbl, HENOCPEIACTBEHHO
CBSI3aHHOM C CHHTOUCTCKUM MBILUIEHHEM. AHATIM3UPYETCs N300pa3UTEIbHbBIN S3bIK
KaK CPEACTBO MOBECTBOBAaHUS. B KauecTBe mpuMepa NpUBOAATCA IPABIOPHI Y Tarapa
Kynuécu. [lenaercs BBIBOJ, uTO OOJIBUIYIO pOJIb UIPAl0 HCIHOJIb30BAaHUE
JVHAMUYHBIX JIMHUM U pa3eieHue KOMIIO3UIIMOHHOTO IIPOCTPAHCTBA HA HECKOJIBKO

MHUKPOCHOKCTOB.

Ha mporsoxennn Bceil paboTbl 0003HAYaeTCs BOMPOC M3MEHEHHSI CTUIS B
ykué-3 B reuenne XIX B., cpaBHuBatotcs pabotsl Kynuécu u ero yuennka Taiico
Ecurocu. Dta mpobiemMa paccMaTpuBaeTCs B KOHTEKCTE M300payKEeHHs TeX WM
WHBIX NEPCOHAXEN, CBA3aHHBIX ¢ CUHTO. [Iprmep rpaBop ¢ €kasiMu U mpU3paKamMu
JIOKa3bIBaeT, YTO YKUE-3 CTAJIO0 Pa3BUBATHCS B CTOPOHY peajn3Ma U MCUXO0JIOTU3MA,

OTXOJIUT OT TPAAUIMOHHOU T€ATPAIbHOU SKCIIPECCUBHOCTH.

B noxnane ynomuHaercs siBjieHUE 000KECTBICHUS TEX WM UHBIX PeabHBIX
JUYHOCTEHN, UCCIEAYIOTCS UX 00pa3bl B MOHCKOU rpaBiope. B kauecTtBe mpumepos
paccMaTpuUBaKOTCS TE€POM M3 MPOIUIOro, Takue kak CyraBapa-Ho Murtupazans, u

COBPEMEHHHMKHU XYI0KHUKOB, HanpuMmep, Cairo Takamopu. [lemaercst BbIBOA, 4TO
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aBTOpaM Ba)KHO ObLIO 0003HAYMTH OJIATOPOJICTBO, TO0OPOIETENN U CUITy B 00pa3ax

000>KECTBJICHHOTO YCI0BEKA.

Takum oOpa3zoM, TeMa CUHTO, KaK HAllMOHAJIIBHOM SITOHCKOW UJAEH, SIBISETCS
HEOTHEMJIEMOM YaCThIO IPaBIOPbl YKUE-D UCTOPUKO-TEPOMUECKOI0O XKaHpa MyCs-3.
Cnegyer OTMETHTb, YTO 3TOT BOIPOC TpeOyeT HalbHEHMIIEro BCECTOPOHHETO
U3Yy4YEeHUs, 0OpallleHus] K HCKyCCTBOBEAUYECKMM HCTOYHHKAM, a TAK)K€ JIMTEpaType,
HOCBSIEHHON MU(OJIOTUN U PEIUTUU AJIs JTYUIIEro MIOHUMaHMsI CEO)KETOB TEX WIIH

HWHBIX HpOH3B€I[€HHﬁ.
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Moderne Bebauung historischer Universititsgelande

Stichworter: Universititsgeldnde, architektonische Wechselwirkung, raumliche

Struktur den Universitéten, historisches Territorium, moderne Bebauung

In dem Bericht geht es um Neubauten in dem historischen Umfeld der
Universitdten. Man stellt die Frage der architektonischen Wechselwirkung
zwischen alten und modernen Gebduden, die einheitliches Universititszentrum

zusammenbilden.

Das Universitatsgeldande sei als ein Modell der Stadt interpretiert, wo sich Raume
fiir Ausbildung, Wohnen, Arbeit und Erholung in der Verbundenheit befinden.
Solche Plannungsstruktur kann nicht statisch sein, sondern sie muss sich
entwickeln und modernisieren lassen gleichzeitig mit der Entwicklung der Stadt.

Es gibt verschiedene Methoden der architektonischen Plannung moderner Raume
auf dem historischen Territorium der Universititen. ES ist an den zwei

ausdrucksvollsten Beispielen gezeigt: an der Universitidt von Luigi Bocconi in
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Mailand und an der Universitdt Leuphana in Liineburg. Diese Projekte sind sehr

kontrastreich in bezug zu einander.

e Die architektonische Geschichte der Universitidt von Luigi Bocconi ist in drei

Zeitlabschnitte geteilt: 1902-1956, 1985-2007, 2007-2019.

1902-1956 war die historische stidtebauliche Struktur des Hochschulterritoriums
gebildet.

In der zweiten Periode wurden die wichtigsten ikonischen Objekte des Campuses

errichtet.

2007-2019 ist die neueste Runde der Raumentwicklung der Universitit. Diese
Periode wird durch zwei wichtige Projekte gekennzeichnet: das Lehrgebdude aus
dem Jahr 2007, und der neue stadtische Campus aus dem Jahr 2019, der im Siiden
vom historischen Universititsgeldnde liegt. Beide Projekte bilden eine lebendige
visuelle Gestalt des Universititsterritoriums, dabei eine vollig unterschiedlieche

architektonische Sprache besitzend.

Die Universitdt von Luigi Bocconi ist ein gelungenes Beispiel flir die Kombination
von Architektur verschiedener Epochen innerhalb eines einheitlichen
Universitatsgeldndes. In der Architektur des Campuses sind verschiedene
historische ~ Entwicklungsschichten der Universitdit und unterschiedliche
Plannungsmethode der Arbeit im historischen stddtischen Umfeld deutlich

festzustellen.

e Die Universitit Leuphana in Liineburg ist ein ganz anderes Beispiel der
Bebauung des Hochschulterritoriums, in dem die Sprache der Architektur eine

wichtige semantische Botschaft vermittelt.

Der Campus liegt auf dem ehemaligen Nazi-Kasernengeldnde. Die alten Gebdude
stehen streng ausgerichtet in Reih und Glied, und die alten Betonstralen dhneln eher

Aufmarschachsen als Denkwegen.
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Wenn wir die architektonisch-stadtebauliche Gesetze der Entwicklung dieses
Campuses analysieren, so verstehen wir, wie das Umdenken des absolut

"antthumanistischen" Réumes zu seiner vollstindigen Erneuerung gefiihrt hat.

e Auf solche Weise, was die Maildnder Universitét betrifft, bestand auf diesem
Gelande immer der Campus und neue Architektur anderte nicht das
Funktionsprogramm des Territoriums. Im Gegenteil musste in Leuphana der

ganze Sinn des Geldndes gedndert werden.

e Man kann folgende Schlussvolgerungen ziehen: so wie die stadtische Umgebung
ein Raum fiir kontextuelle Interaktion verschiedener visuellen Gestalten ist, ist
auch das Universitatsgelinde ein Ort fiir einen komplizierten Dialog

verschiedener architektonisch-stadtebaulichen Kontexte.

CoBpeMeHHasi 3aCTPOHKA MCTOPUYECKUX YHUBEPCUTETCKHUX TEPPUTOPHIA

KiltoueBble c0Ba: TEPPUTOPHUS YHUBEPCUTETA, APXUTEKTYPHOE B3aMMOJICUCTBUE,

IIPOCTPAHCTBEHHAS! CTPYKTypa YHHUBEPCUTETOB, HWCTOPUYECKASI TEPPUTOPUS,

COBPEMEHHAs 3aCTPOMKA

e Jloknan TMOCBSIIEH COBPEMEHHOW 3aCTPOMKE HCTOPUYECKUX TEPPUTOPUI
yHuUBepcUTeTOB.  CTaBUTCA  BONPOC  APXUTEKTYPHO-TPaTIOCTPOUTEIHHOTO
B3aUMOJECUCTBUA CTApblX M  HOBBIX MPOCTPAHCTB BHYTPU  €IUHOTO

YHUBEPCUTETCKOTO KaMIyca.

e TeppuTopHio YHUBEPCUTETA MOKHO TPAKTOBATh KaK MOJEIb rOpoJa, rIe MecTa
yu€0bl, paboOThl, XWIbS W OTAbIXa HAXOIATCA B TECHOM KOHTEKCTyalbHOM

B3aHMMOCBA3U.
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e B nokmage paccMOTpPEHBl pa3HbIE METOMAbI NMPOECKTUPOBAHUS COBPEMEHHBIX
IPOCTPAHCTB BHYTPH YHUBEPCUTETCKOM TeppuTopuu. [IpuBenens! ABa Hanbomee
XapakTepHbIX npuMmepa: yHusepcuteT Jlymmxu bokkomn B Munane u
yHuBepcuteT Jleidana B JlroneOypre. BeiOOp MMEHHO ATHX MPOCTPAHCTB B
KayecTBE MpeIMeTa UCCIeN0oBaHusl OOYyCIOBJIEH, B HEKOTOPOW CTEIEeHH,

KOHTPACTHBIM I10 OTHOILIEHUIO APYT K APYTY MPOIieccoM UX (hOPMUPOBAHHSL.

o “ApxutrektypHas’ wuctopus yHuBepcutera Jlynmxku bokkonu B Muane

pasneneHa Ha Tpu niepuoaa: 1902-1956, 1985-2007, 2007-2019.

[lepBbIii iepuo1 XxapakTepusyercs mporeccoM GopMUPOBAHUS TPATOCTPOUTEIILHON

CTPYKTYpbl YHUBEPCUTETA.

Bropo# nepuos XxapakTepusyeTcsl NOSIBIICHHEM “UKOHMYECKHX  3JaHUM KaMITyca,

(bOopMUPYIOLIMX XapaKTePHBIM BU3yallbHBIA 00pa3 TEPPUTOPHUH.

Tperuii mnepuoa SBIASETCS HOBBIM BHUTKOM IPOCTPAHCTBEHHOI'O Pa3BUTHS
yHuBepcuTeTa. bpuin pa3paboTaHbl JBa BAXKHEHIIMX MPOEKTA: HOBBIA yueOHBIN
kopnyc (2007 r.) u HOBBIA ropoackodl kammyc (2019 r.) OO6nanas
MIPOTUBOIIOJIOKHBIM IO OTHOIICHUIO APYT K APYTY “@apXUTEKTYPHBIM S3BIKOM”, 002
npoekTa (GOPMHUPYIOT a0COJIOTHO HOBBIH W HETPUBUAIBHBIN OOJMK TEPPUTOPUHU

YHUBEPCUTETA.

o Vuuepcurer Jlelipana B JlioHeOypre — 3TO MPOTUBOIOIOKHBIN MpPUMED
3aCTPOUMKU YHUBEPCUTETCKON TEPPUTOPUHU, B KOTOPOM “‘SI3bIK apXUTEKTYpPbI

HNMCCT BAXXHOC CMBICJIIOBOC 3HAUYCHUC.

Kammyc pacnosioxkeH Ha MecTe BOEHHBIX KaszapM Bepmaxrta. YHuBepcuter

pa3MeEIIEH B PEKOHCTPYUPYEMBIX Ka3apMax U B HOBBIX 3JJaHUSX.

ApPXUTEKTYPHO-TPAIOCTPOUTENBHOE PA3BUTUE TEPPUTOPUU TECHO CBSI3aHO C
TOTaJbHBIM MPEOOpPa30BaHUEM “@HTUTYMAHHOTO” TPOCTPAHCTBA B MPOCTPAHCTBO

AJI1 IPOCBCIICHUA Y TYMAaHU3aAllH.
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o Teppuropuss  yHuBepcutera Jlywmku  BokkoHm  Obula  M3HAYAIBHO
NMpeaHa3HayeHa Il CTPOMTENbCTBA Kammyca. YHuBepcuteT Jlelidana,
HaMpOTUB, SIBJISIETCS MPUMEPOM MEPEMEHBI U TMEPEOCMBICICHUS KOHIICIIIUU

pa3BUTHS TEPPUTOPUH.

b

e Teppuropusi yHUBEpPCUTETA SIBISETCS NPOCTPAHCTBOM CJOXKHOrO ‘‘nuaiora’
Pa3IUYHBIX apXUTEKTYPHO-TPaJOCTPOUTEIBHBIX KOHTEKCTOB B TOM K€ MEpE, B
KOTOPOM TOPOJI SIBISAETCS NPOCTPAHCTBOM KOHTEKCTYaJIbHOTO B3aWMOJEHUCTBUS

pa3HBIX 00Pa30B OKPYKEHUSI.
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Architecture of Lutheran Churches in St. Petersburg

and Leningrad Region from the 18th Century to Present Times

The present thesis is devoted to architecture of Lutheran churches in St. Peterburg

and the Leningrad region from the 18th century to present times.

Among the church architecture of the Leningrad region, the architecture of
Evangelical Lutheran churches occupies a special place. Lutheranism appeared on
the banks of the Neva River and the lands of the Karelian Isthmus even before the
foundation of St. Petersburg. Lutheran churches played the role of spiritual centers
for the German, Swedish, Finnish, Estonian and Latvian populations of the capital
of the Russian Empire. However, church architecture in St. Petersburg and in large
towns as Vyborg or Kexholm, in small village parishes had its characteristic features.
They were linked with influence of the big centers and stylistic changes in
architecture. All these issues can be combined into one research problem - the
problem of the specifics of the architectural arrangement and design of the Lutheran
church on the territory of the present St. Peterburg and Leningrad region.
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The purpose of the study is to reveal the phenomenon of Lutheran church

architecture in St. Peterburg and around it.

In the presented report, it is proposed to consider the path of development of the
architecture of the Lutheran church in St. Petersburg and the Leningrad region, to
pay attention to the types of churches characteristic for certain historical periods and
localities, for buildings of churches of different ethnic groups, the influence on the
church architecture of the Vyborg and St. Petersburg provinces of churches in

provincial centers and buildings of famous architects.

The presented report proposes to consider the way of development of the architecture
of Lutheran church in St. Petersburg and the Leningrad region, draws attention to
the types of churches, characteristic for certain historical periods and localities, and
different ethnic groups, notes the influence of religious constructions in provincial
centers and buildings of famous architects on the church architecture of Vyborg and

St. Petersburg provinces.

A brief description of church construction in the Leningrad region in the second
quarter of the 20th century, on the lands that were part of Finland, are given. The
report will also touch upon the fate of Lutheran churches in the Soviet times and in

the modern period of history.

Apxurtekrypa Jlrorepanckux uepkseii B Cankr-IlerepOoypre u

Jlenunrpaackoii od1actu B XVIII B. — mepBoii yuerBeptu XXI B.

Hacrosimass paGoTa mOCBSIIEHA apXUTEKType JIOTEpaHCKUX IepkBeit CaHKT-

[TerepOypra u Jlenunrpaackoit odmactu ¢ 18 Beka 1mo HacTosIIee BpeMH.

Cpean 1IepKOBHOW  apXWUTEKTyphl JIeHuWHIpajackoi 00JacTH  apXUTEKTypa
€BaHTeJIMUYECKO-TIOTEPAHCKUX LEpKBeH 3aHMMaeT ocoboe Mmecto. JIroTepaHcTBO

nosiBusioch Ha 6eperax Hebl 1 3emitsix Kapenbsckoro nepeieiika emie 10 OCHOBaHUS
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Cankr-IlerepOypra. JlrorepaHckue LEpKBU UTpajy POJb TyXOBHBIX LEHTPOB IS
HEMELIKOTO, IIBEACKOro, (UHCKOIO, 3CTOHCKOIO M JIATHIIICKOIO HaceJIeHUs
cromuubl Poccuiickor umnepun. OIHAakKoO UEpKOBHas apxuTekrypa B CaHKT-
[letepOypre u B TakuX KpYMHBIX roponaax, kak Bsibopr wmm Kekcromem, B
HEOOJBIINX CETBCKUX TMPUXOJAaX MMeNla CBOM XapakTepHble 4epThl. OHH ObLIH
CBSA3aHbl C BIMSHHUEM KDPYIHBIX LEHTPOB M CTHJINCTUYECKHUMHM H3MEHEHUSMH B
apxuTektype. Bce 3Th Bompochkl MOKHO OOBEIMHUTH B OJHY MCCIEN0BATEIBCKYIO
npobiieMy - mpoOsieMy crneuu(pUKu apXUTEKTYPHOIO OQOPMIIEHHUS JTHOTEPAHCKON
nepkBu Ha Tteppuropun HelHemHero Cankr-IlerepOypra u JleHunrpaackoi

00J1aCcTH.

[enp uccaenoBaHus - paCKpbITh PEHOMEH JIFOTEPAHCKON LIEPKOBHOM apXUTEKTYpPbI

B CankT-IleTepOypre u ero OKpecTHOCTSIX.

B nmpeacraBieHHOM JOKIaA€ IPEJIAra€Tcsi pacCMOTPETh IIyTh Pa3BUTHSA
apXUTEKTYpbl JIIOTEpAaHCKOro xpama Ha Ttepputopuu Cankt-lIletepOypra u
JlenuHrpanackoi obiaactu, oOpariaeTcs BHUMAHUE Ha TUIIBI LIEPKBEH, XapaKTepHbIE
JUISL OTAENBHBIX UCTOPUYECKUX IEPUOJOB U MECTHOCTEH U JUISI Pa3HbIX ITHUYECKUX
IpynI; OTMEYAETCs BIUSAHHE KYJbTOBBIX COOPYKEHUH B T'YOEPHCKUX IIEHTpax M
MOCTPOEK 3HAMEHUTBIX apXUTEKTOPOB Ha IIEPKOBHYIO apXUTEKTypy Briboprckoit u
[lerepOyprckoit ryOepuuid. Jlaércss KpaTkas XapaKTepUCTUKA LIEPKOBHOMY
CTPOUTEJILCTBY Ha TeppUTOpUU JICHUHTpaICKON 001aCTH BO BTOPOit 4eTBepTH XX
BEKa, Ha 3€MJISIX, BXOAMBIIMX B cocrtaB PuumsHanu. Taxxke B A0OKIane
3aTparuBaeTcs TeMa CYJbObl JIOTEPAHCKUX LEPKBE B COBETCKOE BpeMs U B

HOBEWIIINN IIEPUOJ UCTOPHH.



