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Alexander Burganov’s Alternative Worlds and Visual Ideograms

Summary: The creative work of famous Russian sculptor Alexander Nikolayevich
Burganov in the context of a system of copyright signs and conventional symbols, the
artist’s relationship with the world and himself from the standpoint of symbolic valency
which combines two forms of sculptural expressiveness — figurative and abstract art,
are analyzed in the article. Considering hidden comparisons in Burganov’s work, the
author analyzes the mythological and metaphorical thinking of the artist who appeals to
invariable ancient images and surreal poetics that ultimately form an organic constellation
of images and their harmonious completeness.

Alexander Burganov’s sculptures are a productive space for an ambivalent play of many
meanings and visual tautologies. The artist’s original reflections involve visual patterns that
the sculptor articulates in his works: tradition and antiquity, cultural memory and modern
philosophical contexts, semiotics of drapery/folds, a cage as a special sign, a symbol.

The sculptor’s image paradigm also develops at the intersection of visual and verbal
contexts, although the word as such is absent; however, the narrative discourse is obvious.

The use of diverse semantics of sculpture-gestures plays an important role. Alexander
Burganov’s sculptures, establishing a movable border between tradition and the historical
avant-garde, reduce and reproduce new cultural meanings. Overcoming the boundaries of
artistic optics and recreating new polystylism, he models a special lightness of sculpture
and mobility of images in his sculptural works.

The author draws attention to the sculptor’s ability to combine the most diverse
layers of culture thus translating the artist’s original semantics based on allusions and
allegories giving the viewer the right to independently navigate through the mazes of
visual memory. The author emphasizes that the dialogue between the artist and the
audience through symbolically abstract signs begins to model new forms of artistic
matter and affect the human ordering of the world.

Burganov’s artistic practice recreates the space of another reality — the world behind the
looking glass of everyday life. The sculptor’s alchemy is such that the viewer immerses into



the space of spiritual worlds, comprehends the sculptural plasticity and its expressiveness
using the language of allegories and symbols. The observer establishes the inner essence
of things, hidden conceptual impulses, tries to discover the spiritual in the material.

Keywords: Alexander Burganov, modernism, archaic, cultural memory, drapery/
fold, cage, hand.

Reflecting on the legacy of famous Russian sculptor Alexander Nikolayevich Bur-
ganov, one understands that it is impossible to be locked up in the space of a single field
of interpretation due to the fact that we have a new visualization that combines tradition
and “intellectual abstraction”!. Let’s try to trace these difficult dynamics of the artist’s re-
lationship with the world and with himself relying on optics of symbolic valency in which
two forms of sculptural expressiveness, figurative and abstract art, are combined. In the
essay “Waking Dreams”, Arthur Danto, the famous American philosopher and art critic,
remarkably defined the essence of all creativity: “Works of art are embodied meanings”?
regardless of what the viewer sees: either figurative painting or Andy Warhol’s brillo soup
boxes. The viewer’s task is to interpret the signs and meanings that the artist presents with
the help of visual language. The discovery of hidden contexts in Burganov’s sculptures is
not an easy task owing to the fact that its visibility is based on the representation of not
only the external and internal space but also on the system of copyright signs and con-
ventional symbols. This mosaic of hidden comparisons is based on the artist’s mytholog-
ical and metaphorical thinking, an appeal to invariable antique images and the magic of
surrealistic poetics which ultimately forms an organic constellation of images and their
harmonious completeness. Burganov’s sculptures are a productive space for an ambiva-
lent play of many meanings and visual tautologies. He recreates the personal by restoring
the cultural memory, reducing new contexts of individual existence, establishing a mobile
connection between the classical tradition and the historical avant-garde 3. His artistic op-
tics are synthetic, and the polystylism is sensory which gives reason to consider creative
practice in the context of an articulated artistic statement on the secrets of the human soul
and the subconscious, on the drama of life itself: “My sculptures are tragic and encoded,”
commented Burganov on his work, “I understand the tragic essence of everything that
happens: it is still very far from good, and it is unclear whether the good will ever rule”*.

Combining completely different layers of culture, the sculptor transmits his own se-
mantics based on allusions and allegories, giving the viewer the right to flow through

1. Clark K. Nudity in Art. Study of the Ideal Form / Transl. by M. V. Kurenna and others.
St. Petersburg: ABC Classic, 2004. P. 337.

2. Danto A. Waking Dreams // Danto A. What is Art? Moscow: Ad Marginem Press, 2018.
P. 48.

3. In our opinion, Alexander Burganov’s ideostyle can not be reduced only to magical realism and
surrealism due to the fact that his artistic practice is much wider than the established labels.

4. Watchel C. “Surrealism in Sculpture. Alexander Burganov.” Artifex.ru Almanac. Web resource.
URL: https://artifex.ru/%D1%81%D0%BA%D1%83%D0%BB%D1%8C%D0%BF%D1%82%D1
%83%D1%80%D0%B0/%D0%B0%D0%BB%D0%B5%D0%BA%D1%81%D0%B0%D0%BD%
D0%B4%D1%80-%D0%B1%D1%83%D1%80%D0%B3%D0%B0%D0%BD%D0%BE%D0%B2
(date of referral 07.02.2020)



Alexander Burganov. Medusa. 2008. Wood

the mazes of visual memory. In his works, we find an undoubted reference to ancient
mythology and ancient Cycladic idols — marble and obsidian sculptures of the Cyclades
(an archipelago in the southern Aegean Sea) created between 3500 and 2000 BC. If one
compares the Medusa sculpture made of wood (2000) to the Cycladic canonical fig-
ures ’, a similarity of sculptural symbols can be noticed in the restrained sophistication
of simple lines and minimalist geometry.

5. Marble Idols of the Plastiras Phase. Archaeological Museum, Munich // Image Source: Cyclades
Art. Web resource. URL: https://donsmaps.com/cyclades.html (date of referral 07.02.2020).
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Alexander Burganov. Self-portrait in the Wind. 1987. Bronze. 90x90x20

These figures, created much earlier than the Greek Kouros and Kore, anthropomor-
phic in essence, without eyes and lips, with a very specific straight nose, inspired many
modernist artists: Amadeo Modigliani, Pablo Picasso, Constantine Brancusi, Hans Arp,
Giorgio de Chirico, and others. Burganov, appealing to ancient Greek antiquity and the
myth of Medusa Gorgon, restores archaic cultural layers and at the same time demon-
strates modern materials and techniques, turning this sculpture into a capacious symbol
of the victory of life over death — it is no accident, after all, Gorgon’s blood was used
by Asclepius to heal people.

An angel and angel wings are other recurring visual ideograms in the sculptor’s work:
Annunciation (1987), An Angel (2006), A Prophet. Dedication to Chagall (2017), A Girl
and an Angel (2005), An Angel of Peace (2015), The Angels composition — bas-reliefs
for the sculptural decoration of the Cathedral of Christ the Savior in Moscow ¢, as well
as numerous fluttering draperies stylistically resembling wings of an angel. Appeal-
ing to the early Christian tradition of depicting angels as messengers of God’s word

6. Alexander Burganov’s exhibition with the same name “White Angel” was held in the museum
complex “Horse Yard” at the Sergiev Posad Historical and Art Museum-Reserve on July 6, 2016.
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Alexander Burganov. The Cage. Metal, gypsum, plastic. 1995

4




with large wings’, the sculptor uses other tools to visually capture the divine presence.
Angels are messengers of another reality, an element of a different perception of time,
part of universal metamorphoses and witnesses of the transformation of the human soul.
The sculptor’s original draperies created in stone and bronze perform a similar func-
tion. They illustrate an interesting philosophical metaphor that marks the noumenal and
spiritual space of a person. In this sense, the sculptor is close to the post-modern in-
terpretation of the cultural model of “drapery/folds”, represented by modern thinkers
(Maurice Merleau-Ponty, Martin Heidegger, Gilles Deleuze, Michel Foucault, Carmen
Vidal, and others) in the context of the most important visual and philosophical pattern
in the history of art.

Gilles Deleuze, reflecting on Leibniz’s phenomenon of a Monad, compared his phil-
osophical revelations with baroque architecture aimed at universal infinity: “The main
feature of baroque,” Deleuze comments, “is a fold directed towards infinity. And above
all, baroque differentiates them according to two directions, two infinities, as if infini-
ty had two floors: folds of matter and folds in the soul 8.” This bipolarity (matter below,
the soul above, elevated and low, upper and lower floors of the cosmic house) and mi-
cro/macro perceptions as representatives of the world take, according to the philoso-
pher, different forms in the shape of draperies and folds meaning the internal energy
of the world filled with monads and living souls. Such an understanding of the world,
according to Deleuze, is characteristic of Italian mannerism of the second half of the
16" century when Cosmos was understood as plastic matter with changes, waves, and
folds. Another important formulation of Deleuze, in our opinion, is the establishment
of a connection between such constants as a fold, time and memory in the “Foucault”
essay. Emphasizing the close connection of such strata of being as the past and present,
the philosopher actualizes Foucault’s idea of the presence of the internal in the external
by smoothing the folds of being and defining time as absolute memory. According to
Merleau-Ponty, a fold is “patterned interlacings” or “intermediate states” whereas ac-
cording to Foucault it is “interweaving” and “intersection” in accordance with the Pla-
tonic model of “weaving”: “This interweaving resembles a fight, a battle between two
irreconcilable opponents between the two forms of being-knowledge. To put it anoth-
er way, this is also intentionality but of the opposite effect and pulled apart in two di-
rections: it becomes vanishingly small or microscopic. It’s not even a fold of being but

7. “Animage of an angel originated in the East, played a significant role in Greece and even more in
pagan Rome. At first, the new religion turned its back on it, finding no correspondences for it in
either the Old or New Testaments; however, the image possessed such strength that it overcame
all obstacles and has subordinated the Christian consciousness to the present day. Only such an
independent mind as Rembrandt’s could sometimes allow himself to break away from tradition
and turn to the spirit of the Bible and to the worldview that prevailed in Christian art during that
short period when the pagan image of Victory was in decline and had not yet been reborn into the
Christian guise of the messenger of God “// Saxl F.

8. Deleuze J. 4 Fold. Leibniz and Baroque. Moscow: Logos, 1998. P. 7
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the interweaving of its two forms.”? The external as an emotional experience of the
internal, a fold as a thought process and a property of matter, folds of the soul and its
self-development are the metaphysical designation of a fold which, according to Span-
ish researcher Carmen Vidal, defines the symbolism of the material and spiritual space
of the 80s of the 20™ century and its baroque character °. In this context, it seems logical
to us to consider Burganov’s draperies as a kind of folding, split, and transformation, as
a kind of sensual fold line and a transfer to foreign reality modeling the special light-
ness of plasticity and the mobility of the images of his sculptural works.

In the works 4 Cage (1988), A Cage (2015), A Scream (2000), Monument to the
Marquis de Sade (1987), Soul (1997), Venus of Space (2015), a birdcage, symbolizing
the lack of person’s freedom and his or her soul, appears. Marking the situation of so-
cial restrictions, taboos, and suppression of the personal principle, this connotation is
very important for the sculptor. Alexander Burganov commented on this symbol: “Yes,
a cage is a cage. It is an integral part of our life. It would be untrue not to notice it. For
me, this is also the shell of the body, inside which a soul that does not have a subject
sign is enclosed. A cage is an object from which one flies out or remains within forev-
er. And therefore, as the formula of our being, it is an integral part of our alphabet for
designating life. Its rods make a wonderful visual contrast in the hands of the sculptor
in order to explain this world.” !

We can definitely say that Burganov presents a personal story using the plastic pos-
sibilities of sculpture. The dialogue between the artist and the public through symboli-
cally abstract signs begins to model new forms of artistic matter and affect the human
ordering of the world. Burganov’s artistic practice recreates the space of another reali-
ty — the world behind the looking glass of everyday life. The sculptor’s alchemy is such
that the viewer immerses into the space of the spiritual worlds, comprehends the sculp-
tural plasticity and its expressiveness using the language of allegories and symbols. The
observer establishes the inner essence of things, hidden conceptual impulses, tries to
discover the spiritual in the material. Vasily Kandinsky’s installation on the synaesthet-
ic vision and comprehension of the internal properties of objects and forms living in the
mental plane is undoubtedly close to the artist of the sculpture 4 Cage: “The world res-
onates. It is the Cosmos of spiritually acting beings. Such is the dead matter of the liv-
ing Spirit ',” Kandinsky wrote in the article “On the Question of Form”. Burganov not
only reinterprets the nature of the Universe and the laws of human existence but also,
appealing to emblematic iconography, makes the secret visible.

9. Deleuze J. Foucault. Moscow: Humanitarian Literature Publishing house, 1998. Web resource.
URL: https://royallib.com/book/delyoz_gil/fuko.html (date of referral 08.02.2019)

10. See more: Vidal M. K. “The Death of Politics and Sex in the Show of the Eighties” // New Literary
History. V. 24, No. 1. Charlottesville, 1993. Pp.183-185.

11. Burganov A.N. “A Smile of the Blind. An Interview of the Artist with Himself” / Burganov House.
The Space of Culture. 2010. No. 2. P. 56.

12. Kandinsky V. “On the Question of Form” // Kandinsky V. Selected Works on the Theory of Art.
V. 1. Moscow: Gilea, 2001. P. 225.
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Alexander Burganov. The Hand of the Creator. 2010. Bronze

45




Sculpture-gestures occupy the most important place in Alexander Burganov’s crea-
tive legacy. The artist attaches great importance to them since the language of non-ver-
bal semiotics has played a significant role in the interpretation of the system of imagery
(iconography) and hidden meanings (iconology) of the picture from ancient times. Re-
cently, the book Body language. Postures and Gestures in Art'> by famous research-
er Morris Desmond, in which the author talks in a fascinating manner about kinetics in
the masterpieces of world art, has been translated and published in Russia. Explaining
the important signs of gestural articulation in art, the researcher establishes the canon-
ical non-verbal patterns presented by artists throughout the history of fine art. For Bur-
ganov, the hand becomes the most important visual ideogram. Here is how he himself
writes about it:

“The hand is the face of God.

The hand of God has neither individuality, nor psychology, nor resemblance to an in-
dividual.

This is not an image of a body fragment.

This is a sign of fate.

With an outstretched hand, God sees and listens to us.

God is God.

However, on the other hand, the hand is a symbol of us.

This is the face of our soul and our problems.

The hand of God and our hand are facing each other.

We are waiting for our fingers to meet.

We ask for salvation.

We ask to forgive us.

We ask to return the paradise and immortality, from which we were once expelled, to us.
This is our dream, our prayer, our hope.

Therefore, in short, the hands in my work are my prayers.” *

The hand of the Creator is an unalterable sign-symbol which the sculptor repeats in
different variations. He passionately handles this artistic medium and offers the audi-
ence different forms of decoding it: a prayer gesture, a cry gesture, a gesture indicat-
ing and blessing, showing an upward movement, etc. These artifacts are designed to
enhance the observer’s empathy and, based on the traces left, reconstruct the mecha-
nisms of visual stimuli.

The rhetorical message or hidden verbal subtext is an important feature of these
sculptural compositions. The sculptor’s paradigm of the image develops at the inter-
section of visual and verbal contexts, although the word as such is absent; however,
the narrative discourse is obvious. Burganov’s images are saturated with metaphysical
and didactic rhetoric, linguistic codes and a special form of the meaning creation when

13. Desmond M. Body Language. Postures and Gestures in Art. Moscow: Ad Marginem, 2019.
14. The Image of a Hand in Alexander Nikolaevich Burganov’s Work. Web resource. URL: http://
burganov.ru/virtualnaja-vystavka/ (date of referral 08.02.2019)
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a representation of a mixed type is established, characteristic of the art of modernism.
He focuses his attention on the frame ', inside which individual and general cultural
meanings are formed. First of all, we mean the semantic framework and stable interpre-
tation schemes which allow the sculptor to create a visual environment, extremely sat-
urated with codes and conventional signs. Burganov offers the viewer a visual theater
similitude in which an image as a sign-symbol and linguistic reality travels in space and
time with an emphasis on the conceptual and internal complexity of the representation.
The artist seeks to induce the viewer to unhurried and thoughtful reflection, to contem-
plate new anthropology of visuality and grammar of gestures in sculpture, in the con-
tinuum of which the boundaries between the subject and the object are easily overcome.

10.

11.

12.

13.

14.

15.

16.
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AJbTepHAaTUBHBIE MUPBI U BU3yaJIbHBIE UJI€OTPAMMBI
Aunexcannpa bypranosa

Annomayusi: B crathe aHAIM3UPYETCsl TBOPYECTBO U3BECTHOIO POCCUIICKOTO CKYIIBII-
Topa Anekcanipa HukonaeBudya BypraHoBa B KOHTEKCTE CHCTEMbI aBTOPCKHX 3HAKOB
Y KOHBEHI[OHAIbHBIX CUMBOJIOB, B3aHMOOTHOIIICHUE XY/IO)KHHKA C MUPOM U C CO0Oii,
C MO3UIMH CHMBOJIMYECKON BAJIEHTHOCTH, B KOTOPOil CONPSIKEHBI 1BE (POPMBI IIIACTH-
YECKOi BRIPa3UTEIbHOCTH — (DPUTYpaTHBHOE M a0CTPAKTHOE HCKYCCTBO. PaccmarpuBast
CKpBIThIE comnocTaBnenust B TBopuectBe A. H. Bypranoga, aBrop ananusupyer mugoso-
rUYecKoe 1 MeTa(oprIecKoe MBIIUICHHE XY0KHUKA, AleJUTUPYIONIET0 K YCTONYMBBIM
AHTHUYHBIM 00pa3aM M CIOPPEATHCTHYCCKOI MOITHKE, YTO B KOHEYHOM UTOre 00pasyer
OPraHMYEeCKyH KOHCTEIUIAIMIO 00pa30B M UX FapMOHHUYECKYHO 3aBEPIICHHOCTb.

Ckynbntypsl Anekcanpa BypranoBa — 3T0 MII00TBOPHOE TPOCTPAHCTBO [UIsl aMOH-
BAJICHTHOH MIPI MHOXKECTBA CMBICIIOB U BH3yaJIbHBIX TABTOJIOTHI ABTOpPCKHE pediiek-
CHH 3aTParvBarOT BU3yaJbHbIC MMATTEPHBI, KOTOPHIC apPTHKYINPYET CKYJIBIITOP B CBOUX
paboTrax: TpaJullis U apXauka, KyJIbTypHas NaMsTh ¥ COBPEeMEHHbBIC (PHIIOCO(CKIE
KOHTEKCTBI, CEMHOTHKA JIPAIIMPOBKH /CKIIA/IKH, KIETKa KaK 0COObIN 3HAK — CHMBOJL.

ABTopckas mapagurma o0pasza pa3BHBAeTCs TAKKE Ha MMEPECCUYCHUH BU3YaIbHOTO
1 BepOaJIbHOIO KOHTEKCTOB, XOTS CJIOBO KaK TAKOBOE OTCYTCTBYET, HO IUCKYPC Happa-
THBA OYEBH/ICH.

BaxxHoe MecTO 3aHUMaeT o0palleHrne K pa3HOOOpa3HOH CEMAaHTHKE CKYJBITYP-
xkectoB. CkyapnTypbl Asiekcanapa Bypranosa, ycraHaBIBas TOABUKHYO [PAHHILY Me-
Ky TpaIULUeld 1 HCTOPUIECKUM aBaHTapIOM, PEAYLUPYIOT U BOCIPOU3BOIST HOBbIE
KyJIBTypHBIE CMbICIBI. [IpeooneBast rpaHHIIbl XyI0KECTBEHHOMH ONTHKH U BOCCO3/a-
Basi HOBYIO TTOJMCTHIIMCTHKY, OH B CBOMX CKYJIBITYPHBIX paboTax MOJICIUPYET 0COOYI0
JIETKOCTh IUTACTHUKH U TOJBHKHOCTH 00pa30B.

ABTOp NpHBJIEKaeT BHUMAHUE K CIOCOOHOCTH CKYJIBIITOPA COSANHSATh CaMbIE Pa3HbIC
UIACTBI KYJIBTYPbI, TPAHCIUPYS TaKUM 00pa30oM aBTOPCKYI0 CEMAaHTHKY, OCHOBAHHYIO
Ha aJUTIO3USIX U MHOCKA3aHHSIX, [TPEI0CTABIISISI 3PUTEIIO TPABO CAMOCTOSTEIBHO IJIBITh
1o JabUpUHTAM BH3YaJbHOW MaMsiTH. ABTOP MOTYEPKUBACT, YTO JUAJIOT XYJOKHHKA
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¢ MyOJIMKOW MOCPECTBOM CUMBOJIHUYECKU-a0CTPAKTHBIX 3HAKOB HAUMHAET MOJCIHPO-
BaTh HOBbIE ()OPMBI XyJAOKECTBEHHONH MaTepHH M BIUSATH HA YEJIOBEUYCCKYIO YIOPSIO-
YEHHOCTh MHpA.

XynokecTBEHHasl ITpakTuka bypraHoBa Bocco3aéT MpOCTPAHCTBO JAPYroi peab-
HOCTH — 3a3€pKaJjibsi TIOBCEAHEBHOIO CYIIECTBOBAHUSA. AJIXUMHUS CKYJIbIITOPA TAaKOBA,
YTO 3PUTENb MOTPYKAETCS B IPOCTPAHCTBO JYXOBHBIX MUPOB, MOCTUTAET CKYIBITYP-
HYIO IUIACTUKY U €€ BBIPA3UTEIBHOCTh C MOMOIIBIO SI3bIKa NHOCKA3aHUI U CHMBOJIOB.
Habnronatens ycTaHaBIuBaeT BHYTPEHHIOK CyTh BEIlIel, CKPHIThbIE KOHIENTYalbHbIC
HWMITYJbCHI, CTapaeTcsi OOHAPYKHUTH JYXOBHOE B MaTepHaIbLHOM.

Kniouesvie cnosa: Anexcanop bypeanos, mooepnusm, apxauxa, KyibmypHas namsms,
Opanupoera/cknaka, Kiemxa, pyKa.

Pasmpiisis 0 Hacmeanu U3BECTHOTO POCCUIMCKOTO CKyabITopa Anekcanapa Hu-
KojaeBuua bypraHoa, moHMMaellb, YTO HEBO3MOXKHO 3aMKHYTbCSI B IPOCTPAHCTBE
€IMHOTO MO MHTEPIIPETAINH, TOTOMY YTO Iepea HaMU HOBAas M300pa3UTEIbHOCTD,
coueTaroas TPAJAMUIHIO U «MHTEJUIEKTya bHyt0 adcTpakuuio» . [TonpoGyem mpocie-
IUTH 3Ty HEMPOCTYIO TUHAMHUKY B3aMMOOTHOIICHHUH XyTOKHHKA C MHPOM U C COOOH,
MOJIarasich Ha ONTHKY CUMBOJINYECKOH BaJJEHTHOCTH, B KOTOPOH CONMPSKEHBI [BE (DOPMBI
TUTACTUYECKOH BBIPA3UTENFHOCTH — (DUTYpaTHBHOE U a0CTPaKTHOE HCKycCcTBO. M3BecT-
HBII aMepuKaHCKUi Gpuocod u XyaokecTBeHHbII kpuTuk ApTyp anTo B 3cce «CHBI
HasBY» 3aMeUaTeNIbHO OTPENEeNUI CYyTh BCSIKOTO TBopuecTBa: «IIpomsBenenns uckyc-
CTBA — 3TO U €CTh BONIOWEHHbIE CMbICbIY 2, HE3ABUCUMO OT TOTO, YTO 3PUTEIb BUIIHT:
(bUTYpaTHUBHYIO KUBOIIHCH WM KOpoOKH m3-1ioJ1 cyma Brillo Duan Yopxosmna. 3amada
3pHUTENs — UHTEPIPETHPOBATH 3HAKU U T€ CMBICIIBI, KOTOPBIC XYJO)KHUK PEIPE3eHTHU-
PYET ¢ TIOMOIIBIO BU3YaJIBHOTO s13bIKa. OOHapyKEHUE CKPBITHIX KOHTEKCTOB B CKYJIBII-
Typax bypranosa — 3ajaua HenpocTasi B CUIy TOTO, UTO €r0 BU3yalbHOCTh OCHOBAaHA
Ha Perpe3eHTANH He TOBKO BHEITHETO W BHYTPEHHETO IIPOCTPAHCTBA, HO M HA CHUCTe-
M€ aBTOPCKUX 3HAKOB U KOHBECHIIMOHAJIbHBIX CUMBOJIOB. Jrta Mo3aukKa CKPBITBIX COIIO-
CTaBJICHHUI OTTUpPAETCs Ha MAPOIOTHUECKOE H MeTa(hOPHUIECKOE MBIIIIICHHIE XyI0KHIKA,
aMeJUIAIHIO K YCTOWYNBBIM aHTHYHBIM 00pa3aM U Martio CIOpPpPeanucTHUCCKON MOITUKH,
YTO B KOHEYHOM HTOTE 00pa3yeT OpraHMueCcKy0 KOHCTEUIAIHIO 00pa3oB M HX rapMo-
HUYECKYIO 3aBepIIEHHOCTh. CKYIBNTYphl Bypranosa — 3T0 MJIOJOTBOPHOE IPOCTPAH-
CTBO JJIs1 aMOMBAJICHTHOH UT'Phl MHOXKECTBA CMBICTIOB M BU3YaJIbHBIX TaBTONMOTHHA. OH
BOCCO3J1aET JiuuHoe IOCPEACTBOM PECTaBpaIMi KyIbTypHON MaMATH, peIylupyeT HO-
BbIe KOHTEKCTHI HHAWBUTYaIbHOTO CYIIECTBOBAHNS, YCTAHABINBACT ITOABIKHYTO CBSI3b
MEXK/1y KJIACCHYECKOW TpajMIKel U UCTOPUYECKUM aBaHrapiaom >. Ero xynoxecTBeH-
Hasl ONTHKA CHHTETUYHA, a IOJUCTUINCTHKA CEHCOPHA, YTO NaéT OCHOBAHUE paccMa-
TPHUBATh TBOPUYECKYIO MPAKTUKY B KOHTEKCTE apTHKYJINPOBAHHOTO XYA0KECTBEHHOTO

1. Kmapk K. Harora B nckyccrse. UccrnenoBanne nneansnoit gpopmsr / [lep. M. B. Kypennoit u ip.—
CII6.: AzOyka-knaccuka, 2004.— C. 337.

2. [Hanto A. Cusl HasiBy // JlanTo A. Uto Takoe uckycctBo.— M.: An Maprunem [pecc, 2018.— C. 48.

3. Ha nam B3m1s]1, HEIb3s CBOAUTH UANOCTUIIL Anlekcanipa bypranosa Tonbko K Maru4eckomy pea-
JIU3MY U CIOppEan3My, HOTOMY UTO €TO XyHZOXKECTBEHHAs IPAKTHKA 3HAYUTENHHO IIIHPE yCTOSAB-
HIeHCst MApKUPOBKH.
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BBICKa3bIBaHUS O TalfHAX YEIIOBEYECKOW JYIIN M TIOJACO3HAHUHM, O JIpaMaTH3Me CaMOon
JKU3HH: «MOM CKYIBITYPHl TPATWYHBI U 3ai(pOBaHBL, — KOMMEHTHPOBAN bypranos
CBOE TBOPYECTBO,— S IOHUMAK) TPArHYECKYIO CYIIIHOCTh BCETO MPOUCXOMISIIETO: YTO
110 100pa eé oYeHb JANeKO, U HEMOHSITHO, OY/ET JIM OHO KOrma-HUOYyIb» .

CoenuHsist caMbIe Pa3HbIC IIACTHI KYJIBTYPBI, CKYJIBIITOP TPAHCIUPYET aBTOPCKYIO Ce-
MAaHTHKY, OCHOBAHHYIO Ha AJUTIO3USIX U HHOCKA3aHUSX, IPEIOCTABILSIS TPABO 3PUTEIIIO Ca-
MOCTOSITEIBHO TUIBITH 10 JIAOMPHHTAM BH3yalIbHON maMsTH. B ero paborax Mbl BeTpedacM
HECOMHEHHYO OTCBUIKY K aHTHYHOH MHU(OIIOIHY U JPEBHUM KHUKIAJCKUM HIOJIaM —
MpPaMOPHBIM U CICIAHHBIM U3 00CHInaHa CKyIbnTypaM Knukmaackux ocTpoBoB (apxurie-
JIaT B FOXKHOUW 4acTu DTEHCKOTro MOpsi), CO3AaHHBIX B iepuo Mexty 3500 u 2000 rogamu
110 H.9. Eciin cpaBaUTH ckynmenTypy «Memysza» 2000 rosa, BHITTOIHEHHYIO U3 JIEpeBa,
Y KUKJIaJICKUEC KAHOHUYECKHE (DUTYPUHBI °, MOXKHO YBUJICTh CXOJICTBO IDIACTUYCCKUX CHM-
BOJIOB B C/ICP)KaHHON YTOHYEHHOCTH MPOCTHIX JIMHUN ¥ MUHIMAITUCTCKOW TEOMETPHH.

OtH GUTYpBL, CO3JAHHBIC 3HAYUTEILHO PAHBINE TPEUSCKUX KYPOCOB U KOp, aHTPO-
noMop(dHBIE TI0 CBOEH CyTH, 0e3 IJ1a3 U T'y0, C OUeHb CIEIUPHUECKAM IPSIMBIM HOCOM,
BJIOXHOBJISUTM MHOTHX XYIOXKHHUKOB MOJICPHUCTCKOTO ToJKa: AManeo Moamibsiau, [1abmo
[Mukacco, Koncrantuna bpankysu, Xanca Apna, J[>xopmxo ne Kupuxko u np. bypranos,
aneyuMpys K JpeBHErpeueckoi aHTHuHOCTH U Mude o Menyse ['oprone, pecraBpupy-
eT apXandecKue KyIbTypHBIE IUTACTHl M OTHOBPEMEHHO IEMOHCTPHPYET COBPEMEHHEIC
MaTepualibl ¥ TEXHUKH, IPEeBpaIias 3Ty CKyJIBITYpy B EMKHI CUMBOJ MOOESIBI KU3HH
HaJl CMEPTHIO — HE CITyJaifHO BeIb KPOBH | OPTOHBI HCIIOIH30BaIaCh ACKJICTIHEM B IIe-
JISIX Bpay€BaHUs JIOACH.

Emg onna moBropsiromiasicss BU3yanbHasi HICOTpaMMa B TBOPYECTBE CKYIBIITOpa —
aHTell U aHTeNnbcKkue Kpbuibs: «bmarosemenue» (1987), «Anrem» (2006), «IIpopok.
[Mocesimenne Hlaramy» (2017), «/leBymka u anaren» (2005), «Anren Mupay (2015),
KOMITO3UIIHA «AHTenbl» — Oapenbedbl 11 cKyapnTypHOTro Yopanctsa Kadeapanbho-
ro coboproro xpama Xpucra Criacutesns B Mockse b, a Takske MHOTOYHCIICHHBIC pa3Be-
Baromuecs ApanmupoBKU, CTUIIMCTUYCCKN HAITOMUHAKOMINE KPbUIbs aHreia. AHGHHI/Ipyﬂ
K TPaJUIHOHHON paHHEXPUCTHAHCKOH TpaIuIuy H300paKEHHSI aHTEIOB KaK BECTHIKOB
boxbero cioBa ¢ OOJNBIIMMH KPBIIBSIMHE ', CKYJIBIITOP HCHOJIB3YET HHbIE HHCTPYMEHTBI

4. Botuens K. Croppeanusm B ckynbntype. Anekcanap bypranos // Anpmanax «Artifex.ruy. Ce-
teBoil pecypc. URL: https://artifex.ru/%D1%81%D0%BA%D1%83%D0%BB%D1%8C%
D0%BF%D1%82%D1%83%D1%80%D0%B0/%D0%B0%D0%BB%D0%B5%D0%BA%
D1%81%D0%B0%D0%BD%D0%B4%D1%80-%D0%B1%D1%83%D1%80%D0%B3%D-
0%B0%D0%BD%D0%BE%D0%B2 (nara o6pamenus 7.02.2020).

5. Mpamopusre unomns! ¢assl [Imactupac. Apxeonorudecknii myseil. Mionxen // Vicrounmk n3obpa-
skerust: Cyclades Art. CeteBoii pecype. URL: https://donsmaps.com/cyclades.html (zata o6parie-
Husi: 07.02.2020).

6. 6 urons 2016 roga B my3eiiHoM koMmiuiekce «Konnslit 1Bop» Ceprueso-Ilocanckoro uctopuxo-
XyZIO’)KECTBEHHOTO My3€s-3all0BEIHHKA IIPOIIIa BEICTaBKa Anekcan/pa bypranosa mox onHOMMEH-
HBIM Ha3BaHUeM «benblii anrem.

7. «OG6pa3 anrena Bo3HHK Ha BocToke, chirpai HeMairyio poss B I'perun n emé 60IIbIIyo — B SI3bI-
yeckoM Pume. HoBast penurus BHavane oTBEpHyJach OT HETO, HE HAWAS ISl HETO COOTBETCTBUM
Hu B BetxoMm, Hu B HoBOM 3aBeTe, HO 00pa3 00aan Takoi CHUiIoi, 4To MPeoaoses BCe MpersT-



BH3yaJbHOH (puKcannu BoskeCTBEHHOTO MPUCYTCTBHSL. AHTEIB — BECTHHKH APYTOH
PEANBHOCTH, SIIEMEHT HHOTO BOCIIPUSATHS BPEMEHU, YaCTh BCEICHCKUX MeTaMopdo3
Y CBUJICTENH TpaHCHOpMAIH YeITOBEUCCKOH Iy, AHAJOTHYHYIO (DYyHKITHIO BBITION-
HSIOT aBTOPCKHUE APANIMPOBKH, CO3JaHHbIE B KAMHE M OPOH3€, KOTOpPbIE MILTIOCTPUPY-
FOT HHTEPECHYI0 QritocoPcKyro MeTadopy, 3HAMEHYOIY0 HOYyMEHAIIbHOE U JTyXOBHOE
MIPOCTPAHCTBO YeJIOoBeKa. B 3TOM cMbIcie CKyabNTOP OJM30K K MOCTMOAEPHUCTCKOM
TPAKTOBKE KyJIBTYPHOU MOIEIH «IPAMHPOBKH/CKIIAIKI», KOTOpasi pEIpPEe3eHTHPOBAIACH
coBpeMeHHBIMU MbIcnuTesiMu (Mopuc Mepio-ITontu, Maprun Xaiigerrep, XKunb Jle-
né€3, Mumens ®yko, Kapmen Bunanp u 1p.) B KOHTEKCTE BaXKHEHINETO BU3YaJIbHOTO
U ¢punocodckoro narrepHa B UCTOPUU UCKYCCTBA.

Kunp Jlenés, pasmbinuisis o peHomene MoHa bl JIeiiOHua, cpaBHUBAI ero (huio-
cocKkre OTKPOBEHHUS C apXUTEKTYpOoi OapOKKO, HAIIPABJIIEHHON K BCEJIEHCKOH Oec-
koHeuHOCTH: «OCHOBHAs yepTa 6apOKKo,— KOMMEHTHpYeT Jlené3,— HampaBiIeHHasI
K OECKOHEUHOCTH CcKnajxa. M npexae Bcero 6apokko ux audgepeHuupyer cooTBeT-
CTBEHHO JIByM HaIPaBICHUSIM, TBYM O€CKOHEUHOCTSIM — KaK eCITH ObI y 6ECKOHETHOCTH
OBLIO JIBa 3TaXKa: CKIIAJKA MaTePUU U CTUOBI B Ayiie» 8. DTa OUIONAPHOCTH (MaTepust
BHHU3Y, a AyIlla BBEPXY, BO3BBILIEHHOE U HU3MEHHOE, BEPXHUI U HI)KHUHN 3TakKH KOCMU-
YECKOTo J0Ma) U MUKPO/MaKpOIIEPLENIUU KaK perpe3eHTaHThl MUPa PUHUMAIOT, O
MBbICTH Qrtocoda, pasHbie GOPMBI B BHJIE IPATMPOBOK M CKIIAJO0K, 03HAYAFOIIUX BHY-
TPEHHIOI YHEPTUI0 MUPA, HATIOJIHEHHYIO MOHAJIaMH M KUBBIMH TylIamMu. Takoe moHH-
MaHHE MHpa, IO MbIcau Jlen€3a, XapakTepHO I UTAJbIHCKOIO MaHbEepHU3Ma BTOPOM
nonouHbl X VI Beka, korga KocMoc moHnMascs kak miacTUYHasi MaTepus C repexo/a-
MH, BOJIHAMH U CKiIajiKkaMu. Enié oHa BaxkHas hopMyupoBka Jlenésa, Ha Halr B3msi L, —
9TO yCTAHOBKA CBSI3U MEXKY TAKUMH KOHCTAHTaMH, KaK CKJIaJKa, BpeMsl M TIaMsITh B 9CCe
«Dyko». [TomuépkuBast TECHYIO CBSI3b TAKHUX CTPAT OBITHSI, KaK MPOILIOE M HACTOsIIee,
¢unocod akryanusupyer Mbiciab DyKo 0 MPUCYTCTBUU BHYTPEHHETO BO BHEIIHEM ITy-
TEM pa3TIaKUBaHUS CKIJJ0OK OBITHS U OIIPE/ICIICHHS] BpEMEHHU KaK aOCOTIOTHOM TaMsTH.
W ecnu y Mepno-IlonTu cxinagka — 3T0 «y30pHbIE IIEPEILIETEHUS, WIN IIPOMEXKYTOY-
HBIE COCTOSIHUA», TO Y DYKO 3TO «B3aUMOIIEPEIUIETEHUE» U «B3aUMOIIEPEKPELIBAHNE
B COOTBETCTBHH C IJIATOHOBCKOI MOJIENBIO «TKAYE€CTBa»: «ITO MEpenIeTeHUE HallOMHU-
HAeT CXBATKy, OMTBY MEKIy ABYMS HEIIPUMHUPUMBIMH IPOTUBHUKAMH, MEKIY IBYMS
(dhopmamu ObITHS-3HaHUS. EClM yroHO, 9TO TOKE WHTEHIIMOHATBLHOCTh, HO 00paTHO-
ro IeHCTBUS U pa3BeEHHAs 110 JIByM HallpaBIEHUSIM: OHA CTAHOBUTCS MCYE3alolle Ma-
JIOW MJIM MUKPOCKOIIMYECKOH. DTO axke He CKJIajKa ObITHs, a MEePETIeTeHUE IBYyX €T

CTBUS U MOAYMHHI ceOe XPUCTHAHCKOE CO3HAHKE BILUIOTh 0 HamMX AHEH. TonbKo Takol He3aBH-
CHMBIif yM, Kak PeMOpaH/IT, MOT TI03BOJIUTh c€0€ MHOT/IA OTPIBATHCS OT TPAIUIIMU U 00PAIIATHCS
K Tyxy bubmmim u x MEpoBO33peHNI0, TOCTIOICTBOBABIIEMY B XPHCTHAHCKOM HCKYCCTBE TOT HEJIONI-
THIA IepUoA, KOTAa sA3b19eckuii o0pa3 [lobenp! mepekuBai ynaiok U enié He BO3POAMUIICA B XpU-
CTHaHCKOE 00nube BecTHHKA boskberoy // 3akcip ®@. KoHcranTel u Bapuanuu // Mup o6pa3os.
OO6pa3sl MUpa. AHTOJIOTHSI HCCIISIOBaHUH BU3yansHOI KynbTypsl.— CI16.; M.: HoBoe m3narens-
cTBO, 2018.— C. 93.
8. Henés XK. Cxnanka. Jleitouun u 6apokko.— M.: Jloroc, 1998.— C. 7.



dbopm» °. BHelHee Kak OIBIT IEPeKUBAHUSI BHYTPEHHET0, CKJIaIKa KaK MBICITUTEIbHBIN
MIPOIIECC U CBOMCTBO MAaTEePHH, CTUOBI AYIIHU U €€ CaMOPa3BUTHE CYTh METAPH3MICCKOE
0003HaUCHNE CKIIAIKH, KOTOPOE, TI0 MBICIH HCIAHCKOH MccaeqoBarenbHumbl Kapmen
Bupaine, onpeaenseT CMMBOIM3M MaTepHalbHOTO U AYXOBHOI'O IpocTpaHcTBa 80-X ro-
noB XX Beka 1 ero 6apouHblii xapakrep '°. B 9TOM KOHTEKCTe HaM IpeACTaBIIseTCs
3aKOHOMEPHBIM paccMaTpuBaTh JAPanupoBKH bypraHoBa Kak pasHOBUIHOCTh CKJIa/Ibl-
BaHMSA, Pa3IoMa U TpaHC(HOPMAINH, KaK HEKyI0 YyBCTBEHHYIO JINHHIO CT'HOa M TpaHC-
(dbep B H”HOPEaNbHOCTh, YTO MOAEITUPYET 0COOYIO JETKOCTh MJIACTUKU U MOJIBUKHOCTh
00pa30B ero CKyJIbITYPHBIX PaOOT.

B paborax «Knetka» (1988), «Kietka» (2015), «Kpux» (2000), «I[lamsataux Map-
km3y e Cany» (1987), «lymay (1997), «Benepa kocmocay (2015) BOZHUKACST NITHYbS
KIIETKa, KOTOPas CUMBOJIM3UPYET HECBOOO Iy YeJI0BEKa U €ro AyIId. DTO OUYeHb BaXKHAs
JUTSL CKYJBIITOpA KOHHOTAIHS, KOTOpasi 3HAMEHYET CHTYaIlIO CONMAIBHBIX OTpaHnye-
HUH, Taly ¥ MOJIABJICHUS JIUYHOCTHOTO Havyana. Anekcanap HukomaeBud Tak KOMMEH-
THPOBAJ OTOT CUMBOIL: «Jla, KIIeTKa eCTh KJIeTKa. DTO COCTAaBHAS YaCTh HAIIICH KI3HM.
He 3ameuarsb e€ Ob110 Obl HenpaBaoi. [[ist MeHs 3TO ecTh U 000JI0YKa Tella, BHYTPH
KOTOPOTO 3aKJII0UeHa AyIla, He NMEoIast MpeIMeTHOro 00o3HadeHus. Kierka — ato
IPEeAMET, U3 KOTOPOTo BBUIETAIOT UM BHYTPH KOTOPOTO OCTaroTCs HaBcerga. Y moro-
My, KaKk (hopMyia Hamiero ObITHSI, OHa €CTh COCTaBHAs 4acTh HaIllel a30yku Jiis 000-
3Ha4YeHUS KU3HU. E€ MpyThsl COCTABIAIOT MPEKPACHBIA HATMIAIHBIA KOHTPACT B pyKax
CKYJIBIITOPA YISl TOTO, YTOOBI OOBSCHUTB 3TOT MUP» .

MoO3KHO co Bceil onmpeaenéHHOCThIO CKa3aTh, YTO BypraHoB penpeseHTupyeT nep-
COHANBHYIO MCTOPHIO, HCIONB3YS TNIACTUIECKHE BO3MOKHOCTH CKYIBITYPHL. [lramor
XyIOXKHHKA ¢ MyOIUKON MOCPEICTBOM CHMBOJIHUCCKU-a0CTPAKTHBIX 3HAKOB HAUMHACT
MOZETHPOBATh HOBBIE (POPMBI XyTOKECTBEHHOH MaTepPHU U BIHATH Ha YEIIOBEUCCKYTO
YIOPSA0YEHHOCTh Mupa. XyA0KeCTBEHHAsI IPAKTHKa bypranoa Bocco3naér npocTpas-
CTBO JIpyTOH peasibHOCTH — 3a3€PKajibsi IOBCEIHEBHOIO CYIICCTBOBAHMS. ATXUMHUS
CKYJIBIITOPA TAKOBA, YTO 3PUTEI MOTPYKAETCS B IPOCTPAHCTBO TYXOBHBIX MUPOB, TIO-
CTHTaeT CKYJIBITYPHYIO INIACTUKY U €€ BBIPA3UTEIHHOCTH C IOMOIIBIO SI3bIKa HHOCKA-
3aHUM 1 cUMBOJIOB. HaOmoarens ycTaHaBIMBAET BHYTPEHHIOIO CYTh BEILEH, CKPBITHIC
KOHIICNITyaJIbHBIC UMITYIIBCHI, CTAPACTCSI OOHAPYKHUTH TYXOBHOE B MaTepHaIbHOM. YCTa-
HoBKa Bacunus KananHCKOro Ha CHHECTETHYECKOE BUICHHUE U MIOCTHKEHHE BHYTPEH-
HHUX CBOHCTB IPEIMETOB U (DOPM, KUBYIINX B MCHTAIHHOM IUIaHE, HECOMHEHHO OJIH3Ka
aBTOpY cKynbITYyphl «Kietkay: «Mup 3Byuut. OH ectb KocMoc JTyXOBHO JEHCTBYIOIINX

9. Henés XK. dyko.— M.: U3narenscTBo rymManurapHoil nureparypsl, 1998. Ceresoli pecypc. URL:
https://royallib.com/book/delyoz_gil/fuko.html (nara oopamenus: 08.02.2019).

10. Cm. 06 atom moapobuee: Bugans M. K. CMepTh MOTUTHKH U CEKCa B 110y BocbMuaecsaThix // Ho-
Bas ureparypHas ucropus. T. 24. Ne 1.— Iapnorresuiut, 1993.— C. 183-185.

11. bypranoB A. H. YibiOka crienbIx (MHTEPBBIO XyIOKHHKA ¢ caMuM co00ii) // lom Bypranosa. [1po-
CTpaHCTBO KylbTypbl.— 2010.— Ne 2.— C. 56.



cymtectB. TakoBa MEpTBast Marepus xuBoro Jlyxa» '2,— nucan Kannuackuii B cTathbe
«K Bompocy o popme». BypraHoB He TOJBKO IIEpeOCMBICTHBACT IPUPOAY BceneHHoi
1 3aKOHOMEPHOCTH YEJIOBEYECKOIO CYIIECTBOBAHUS, HO U JIeNaeT TallHOe BUIUMBIM,
aneyuupys K 3MOJIeMaTn4ecKoil HKOHOTpauH.

Baxneiilee MecTo B TBOpUECKOM Hacieauu Asekcanapa bypranosa 3aHuMaroT
cKynbnmypuvl-gcecmsl. IM XyO)KHUK IPUIAET BAXKHOE 3HAYEHHUE, TOCKOJIBKY SI3bIK HEBEP-
0aTbHOM CEMHOTHKH €IIE C aHTUYHBIX BPEMEH UTpajl 3HAYUTEIBHYIO POJIb B TOJIKOBA-
HHUH CHCTEMBI 00pPa3HOCTH (MKOHOTPa(Hsl) H CKPBITHIX CMBICIIOB (MKOHOJIOTHS) KAPTHHBI.
Henasno 6511a mepeBeieHa u omyonmnkoBana B Poccun KHUTa H3BECTHOTO HCCIIeIOBaTe-
st Moppuca Jlecmonia «SI3b1k Tena. T103bI 1 5KECThI B HCKYCCTBE» %, B KOTOPOit aBTOP
B YBJIEKaTEJIbHOM MaHepe paccKasbIBaeT O KUHETUKE B ILIEIEBPaX MUPOBOIO UCKYCCTBA.
OObsicHsIs BaKHBIE 3HAKH JKECTOBOM apTHKYISALUU B UCKYCCTBE, HCCIIEI0BATENb yCTa-
HaBJIMBACT KAHOHWYECKIE HEBEPOATbHBIC MATTEPHBI, PEIPE3CHTHPYEMBIC XYIOKHIKAMH
Ha MPOTSDKEHUM BCEH MCTOPHM M300pa3uTenbHOro UcKycctBa. s Bypranosa camoii
IJIAaBHOHM BU3yalIbHOW HJICOTPaMMON CTaHOBHUTCS pyKa. BOT kak oH cam 00 5TOM MHUIIIET:
«Pyka — smo nuyo boea.

Pyxa boea ne umeem nu uHOUBUOYANILHOCMU, HU NCUXOTOSUU, HU CXOOCMBA C OMOeb-
HbIM 4e1068€KOM.

Omo ne uzobpasxcenue ppacmenma mena.

Omo — 3Hax cyovob.

Ipu nomowgu npomsnymotu pyku boe euoum u ciyuiaem Hac.

boz ecmv boe.

Ho ¢ opyzoii cmoponvt, pyka — 5mo cumeon HAC camux.

Dmo nuyo Hawel Oywiu 1 Hawux npoodiem.

Pyka Boza u nawa pyka obpaujenst opye K opyey.

Mui o1c0ém, umob nawiu nanbybl GCMPEMUTUCS.

Mbwi npocum o cnacenuu.

Mbv1 npocum npocmumy Hac.

Mbi npocum eepHymo Ham paii u beccmepmiue, U3 KOMopo2o Ko20a-mo HAC U3EHAU.
Omo nawa meuma, nHawia MOIUMEA, HAULA HAOEANCOd.

Hosmomy, eciu ckazamv KpamKo, pyKu 6 MOEM MEopUecmee — 3mo MOU MOAUMEbL» 4.

Pyxa TBopua — yCTOH4YUBBIM 3HaK-CUMBOJI, KOTOPBII IIOBTOPSIETCSA Y CKYJIbITOPA
B pa3HBIX BapHuaisix. OH CTPacTHO 00paIaeTcst C STHM XyI0KECTBCHHBIM MEIIYMOM
U TpeIaraeT 3puTelIsiM pa3Hble (POPMBI €T0 ACHIN(POBKH: KECT-MONb0a, KECT-KPHK,
KECT YKa3yIouid ¥ OJIaroCIOBISIONINHI, TOKAa3bIBAIONIMH IBIKCHUE BBEPX U T.J. DTH

12. Kannunckuii B. K Borpocy o dopme // Kangunackuii B. VI30panHbIe TpyIBI [0 TEOPUH HCKYCCTBA.
T. 1.— M.: T'unes, 2001.— C. 225.

13. Hecmonn M. 31k Tena. I1o3bl 1 xkecTsl B uckyccTBe.— M.: Ax Maprunewm, 2019.

14. O6pa3 pyku B TBopuecTBe Anekcannpa Huxonaesnua bypranosa. CereBoii pecypc. URL: http://
burganov.ru/virtualnaja-vystavka (mara oopamienus 08.02.2020).



apTe(akThl MPU3BaHBI YCHINTh SMIATHUCCKOE COTIEpEKMBaHIE HAOMOIaTeNs u Ha Oc-
HOBaHMU OCTABJICHHBIX CJIEI0B PEKOHCTPYHPOBATh MEXAHU3MbI BU3YalIbHBIX CTUMYIIOB.

BaxHO 0COOEHHOCTBIO 3THX CKYIBITYPHBIX KOMITO3UIIUI SBISCTCS PUTOPUICCKUI
MOCBLI WU CKPBITHIN BepOaIbHbINA MOATEKCT. ABTOpPCKas MapaaurMa oopasa pa3BuBacT-
Cs1 Ha TIEPECEUCHUH BU3YaIbHOTO U BEPOATHLHOTO KOHTEKCTOB, XOTS CJIOBO KaK TAKOBOE
OTCYTCTBYET, HO IUCKYPC HappaTuBa oueBujeH. M300paxeHust bypranosa HachlEeHbI
MeTa(hU3NIECKO U AUAAKTHICCKON PUTOPUKOI, THHIBUCTHUECKUMH KOJAMHU U 0CO00M
(hopMOii CMBICTONOPOXKACHHSI, KOTJla MO3UIHOHUPYETCSl PENPE3EHTALUS CMEIIaHHOTO
THUTIA, CBOMCTBEHHAS HCKYCCTBY MojiepHI3Ma. OH (hOKycHpyeT CBOE BHUMaHHUE Ha (peid-
Me ', BHYTpH KOTOPOTO (OPMHUPYIOTCS HHIUBUIYaIbHbIC U OOLICKYIBTYPHBIC CMBICIIBL.
MBeI nofipasymMeBaeM NPEKAE BCETO CMBICTIOBBIE PAMKU U yCTOHYHMBbIE HHTEPIPETALIMOH-
HBIE CXEMBI, KOTOPBIC MO3BOJISIOT CKYIBITOPY CO34aTh BU3YalIbHYIO CPEAY, IPEAEIbHO
HACBIIIEHHYIO KOJAMH U YCIOBHBIMHU 3HaKaMHU. bypraHos npeiiaraer 3puTelnto Mojo-
Oue BHU3yaJIbHOIO TeaTpa, B KOTOPOM 00pa3 Kak 3HAK-CUMBOJ UM JIMHIBUCTUYECKAs pe-
aJIbHOCTb MYTEIIECTBYIOT B IPOCTPAHCTBE U BPEMEHU, IIPH 3TOM JEIAETCS aKLEHT Ha
KOHIICNITYaJIbHOM U BHYTPEHHEN YCI0KHEHHOCTH peNpe3eHTaluu. Xya0KHUK CTPEMHT-
csl MOOYANTh 3PUTENS K HECTICITHONW M BIYMUYUBOH peIeKCHH, K CO3EPLIaHUI0 HOBOM
AQHTPOMOJIOTUU BU3YalbHOCTU U IPAMMATHKH KE€CTOB B CKYJIBITYPE, B KOHTUHYYME KO-
TOPOH TPAHHIBI MEXKIY CyOBEKTOM M OOBEKTOM JIETKO IPEOI0IEBAIOTCA.
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