KY/IBTYPBbI, CIEAyeT OTMETUTD, YTO B MICTOPUM KYABTYP ¥ LMBWIN3ALMI CYLIECTBYIOT IE€PUOMDI,
Korga ¢peHOMEeH IoCpefHIYecTBa (Mefya) CTAaHOBUTCS CUCTEMOOOpPasyonM KOMIIOHEHTOM Kap-
TVHBI MUpa. XyJZO>KeCTBEHHasA Ky/IbTypa U MMP MCKYCCTBA CTAaHOBATCA aKTYaJbHOI OOTacTbIo
IPOSIBJIEHVsI MHOr006pasus ¢GopM MOCPEIHNYECTBA Y pedIeKCHUM 3CTeTIYECKOTO IIPOeKTa COBpe-
MEHHOCTM O CBOMX OCHOBaHMAX. COBPEMEHHOE MCKYCCTBO, NIPEICTAB/IEHHOE B KIACCUYECKUX MY-
3elHBIX OpMax, My3eIHbIX IIPOCTPAHCTBAX HOBOrO OopMaTa, AB/IAET IPOEKT KOHIIEIINN «HO-
BBIX Me[[1a», B OCHOBE KOTOPOJ OIbBIT «MHOTO MCIIO/NIb30BAHMA» CPEICTB U T€XHOJIOTUII Iepefjaun
nH}popManny; cBOe0OPasHOTo «0OHYIeHNsI» 3HAKOBO-CYMBOJINYECKOTO MO/ 00beKTa [l OTKPHI-
TYS ero 3CTeTUYECKOro IoTeHIana. MyseifHoe POCTPAaHCTBO CTAHOBUTCS IOTUIOHOM PabOThI
Xy[J0’)K€CTBEHHBIX MeJjia, OTHOBPEMEHHO peIIAoIMM HEeCKOIbKO 3ajay. Tak, BefleTcsl BayKHasA pa-
00Ta co 3puTeNeM B KOHTEKCTe KOHKPETHOTO IIPOEKTa M paboTa BHYTPU MY3EIHOTO «MIUpa», €ro
3CTETUKM, STVKY ¥ TeOMEeTPUM, HAlIpaB/IeHHAas Ha IIPeojjoIeHNe CTePEOTUIIOB BOCIPUATIS 1 (HOp-
MMPOBAaHUA CTPATETUI U TaKTUK CO-OBITHA B My3ee. SpkuM nmpumepoM paboThI MeAMATEXHOJIO-
TUii BHYTPU MY3€IHOTO NMPOCTPAHCTBA CTAHOBUTCA BUle0-apT. KoHLenuusa Bujjeo-apTa akKTUBHO
Ha4MHaeT Pa3BMBAThCA B cepefyHe 1980-X IT., 3asB/IsisA cebs B Ka4eCTBe MaTepPManTbHOTO U BUPTY-
aJIbHOTO HOCUTeE/IA VJeil ¥ CMBIC/IOB 3TIOXM; BUJeOKaMepa M BUICOIPOEKTOp 0OpaljaloTcs K BO-
IIPOCY 3TUKU B3IJIA/Ia KAK HE3aBMICUMOI CUCTeMbl KOOPAMHAT, KOTOPOI MPUJIEPKIUBAETCA XyJ0XK-
HUK U IIPVMHUMAET / He IPUHUMAET 3PUTENb.

Pabora mogmepsxana rpantom PITH® Ne 15-04-00400a

Antonina Nikonova
Saint Petersburg State University, Russia

MEDIA AND AESTHETIC PROJECT OF CONTEMPORANEITY AT THE MUSEUM

Understanding media as objects and technologies which provide transfer of experience in culture
and other spaces of material world leads us to the idea of special periods in culture — transitive time.
Our present time is the best example of transitivity. Nowadays the large number of media are gener-
ated in mediaspace, which has its own semiotics and lines of extention. This developed matrix of me-
dia gives us the chance to transform the traditional exhibition forms in museums, because it changes
radically the aesthetic project of museum.

Manifestation of cultural and semantic diversity in contemporary museum representation is not
possible without media technologies. The core of media technology is the concept of new media
as a way of re-understanding media. The comtemporary art and museum spaces represent us the
world of new media through video-art and different types of installations. The main goal of media
technologies in contemporary museum is to present a special place for art in multicultural and glob-
al-thinking world, thus revealing the features of museum in the changing world and for the new
modes of perception.

The project is supported by Russian Foundation for Humanities, grant Ne 15-04-00400a

MockoBckasa Csetrana BuranpeBHa
Canxm-Ilemepbypeckuti eymanumapHolii ynueepcumerm npogcor3os, Poccus

IlIxona CupnmHa u mKona «Xpamonas creHa»: IlpeeMcTBeHHOCTD
dunocodcko-scTeTMUSCKNX U XYF0)KECTBEHHBIX TPag IV

Xy[0)KeCTBEHHbIE HallpaB/IeHNs, Ha3blBaeMble CErofiHA MKomoi CuyiMHa 1 MIKO/IOo «XpaMoBas
CreHay, IPeACTABIAIOT COO0I eIMHYIO SBOMIOLMOHHYIO IMHNAK Pa3BUTUA M300pasUTEeNbHOTO MC-
KyccTBa XX — Havanma XXI BB., BOCXOZIAIIYIO B CBOEM MCTOKe K XyAOKHUKY Ocumy A6pamMoBudy
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Cyupnny (1909-1972). O. Cupimna — cBoeoOpasHblil egaror-gpunocod, KOTOPHI CyMeN IPUBUTD
CBOVIM Y4YeHMKAaM He TOJIbKO CYMMY IIPMEMOB peMec/a, HO >KMBOIIMCH KaK IIACTUYECKYI0 (uo-
codpuro 6pTHA. B AkaseMun xymoxxkectB CHIJINH YYMICA Y TaKMX MAacTepPOB PYCCKOTO Kaccuye-
CKOro aBaHrapfia, kak A. CasuHos, K. Iletpos-Bogkun, A. Ocbmepknn, K. Manesnd, B pesynb-
TaTe CO3Ja/l CBOIO COOCTBEHHYIO XyIOXKECTBEHHYIO IIIKOITY, B KaKOi-To Mepe cBoit cTiib. C 1935 .
Cupgnun —negaror msoctyguii JK mnm. Kanpanosa un JJK um. Mnbnua B Jlenunrpage. JloBoeH-
Hbll iepuop, mwKonbl CupgyinHa HasBaH «B pyxe Crappix mactepos». C 1949 1. —Havyamo BTOpOro
«Temnoro nepuoga». C 1960 no 1967 r.— tpeTtuit nepuon — «B myxe kneepoit xuponucu». [iseta
CTaHOBATCA CBeT/Iee, KOHTpacTHee. Ha cMeHy Hanps>KeHHOCTHU, MOILM, CYyPOBOCTY IPUILIN CAEP-
YKaHHOCTb U YMUPOTBOPEHHOCTh. B paboTax y4eHNKOB MOSABVWIVCH OTTOIOCKY YTOHYEHHOI U3bI-
CKaHHOCTJ HACTEHHOII POCIINICH, HEBECOMOCTH ee IIOUCTIHE He3eMHBIX 110 KPacoTe KOJIepoB, 6apxa-
TUCTO-MAaTOBasA MATKOCTb 0JIaTOPOJHBIX, IIOYTH MTACTE/IbHBIX TOHOB. 3aTeM HACTYIaeT YeTBEepPThIil
nepuop — «Ilox dpecky», npogomkasimmiicss go cmeptut CujyinHa B 1972 T

CyTp mxonel CupinHa Hanbosee TOYHO OTPAXKAIOT ero coBa: «PaHbIe OblIa MOHYMEHTAIIb-
Hasl KUBOIIVCD, HO 3aTeM OyprKyasys, MEIIaHCTBO CIIOCOOCTBOBA/IY BO3HMKHOBEHVIO CTAaHKOBOII
sxuBornycy. CTaHKOBasA )KMBOIVICh — 3TO YyKe €CTh BhIPOXKJEHME XUBOIMCH. JKMBOIICh — 3TO CTeHa».
[Tocre cmeptu yunrens ero yyernk 0. HammmBo4HMKOB 06beVIHNII MOIOBIX XY/IOXKHUKOB, chop-
MIUpPOBABIIMX HOBYIO LIKOJY, Ha3BaHHYI0O MM IIK0/n0M «XpamoBass CreHa». XyJOXHUKM LIKOJIbI
«XpamoBas CreHa» BbIBOJAT >KMBOINCD U3 CI/IaBa CTAHKOBOJ KapTVHBI C MOHYMEHTa/IbHOI, BO3-
Bpalasd K MOHYMEHTA/IbHOCTH, YCMOTPEB B 9TOM ITIaBHYIO TeHAEHIMIO IKO/IbI CujinHa. Xymoxe-
CTBEHHO-3CTeTNYeCKIe IPMHIUIIBI IPON3BeieHNI MKo/bl «XpamoBass CTeHa» BOCXOIAT K Tpaju-
LM BU3aHTUIICKOTO M JPEBHEPYCCKOIO MOHYMEHTA/IbHOTO HACTEHHOTO MCKYCCTBA, BBIABIIAA TEM
CaMbIM IOJJIMHHOE CONPSIKEHJE COBPEMEHHOIO 1 BEYHOTO.

Svetlana Moskovskaya
Saint Petersburg Humanitarian University of Trade Unions, Russia

ScHoOOL OF SIDLIN AND TEMPLE WALL SCHOOL: CONTINUITY OF PHILOSOPHICAL,
AESTHETIC AND ARTISTIC TRADITIONS

Two artistic movements that are called today School of Sidlin and Temple Wall School represent
a consistent line in the development of visual art in the 20th century — beginning of the 21st century.
Its origin is the oeuvre of Osip Abramovich Sidlin (1909-1972). Sidlin was a remarkable pedagogue
and philosopher who not only taught his students the craftsmanship but also introduced to them
painting as plastic art and philosophy of existence. When he was a student of the Academy of Arts
Osip Sidlin visited classes of the leading masters of Russian avant-garde: A. Savinov, K. Petrov-Vod-
kin, A. Os'merkin and K. Malevich. Following this experience Sidlin created his own art school and
to a certain degree his own style. Since 1935 Sidlin taught at the graphic studios in the Kapranov
House of Culture and at the Ilyich (Lenin) House of Culture in Leningrad. The pre-war period of the
School of Sidlin was called “Inspiration from the Old Masters”. 1949 marks the second phase, called
“The Dark Period”. The third period lasted from 1960 to 1967, called “Inspiration by Distemper Art”.
It is defined by contrasting bright colours. Severity, force and tension were replaced by restraint and
tranquility. The works of Sidlin’s students reflect the finesse of wall painting, make apparent the weight-
less and unearthly beautiful colors and the velvet softness of noble and almost pastel shades. Then
comes the time of the fourth period, “A la Fresco’, that lasted up to Sidlin’s death in 1972.

The essence of the School of Sidlin is most precisely set forth in his own words, “Back in the old
days there was the wall painting but then bourgeoisie and lower middle class promoted the easel
painting. The latter is in fact degradation of art. (The real) Painting is a wall (painting).” After mas-
ter’s death his student Y. Nashivochnikov brought together the young artists and they set up a new
school called Temple Wall School. These artists turn away from the compromise of easel and monu-
mental painting and go back to the monumental painting, considering this the main trend of the
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School of Sidlin. Artistic and aesthetic principles of the works of School stem from the traditions
of Byzantine and ancient Russian wall painting, thus revealing the actual merging of contemporary
and eternal.

Jiri Tourek
Charles University in Prague, Czech Republic

BEGINNINGS OF CHRISTIAN NORBERG-SCHULZ’S PHENOMENOLOGICAL
THEORY OF ARCHITECTURE

Phenomenology in architecture —and in theory of architecture in particular —is a result of reac-
tion to late modernism after WWII and fatal crisis of the modernism. Christian Norberg-Schulz, one
of world leading theoretician of his days (but today his theories seem to be mostly abandoned), pro-
poses in his theories new basis for modern architecture. At the beginning it was structuralism and se-
miotics in his first book, “Intentions in Architecture”, but very soon he shifted his interest to phenom-
enology (and Heidegger) and started building his phenomenological theory. His first book on the
theme was “Existence, space and architecture”, and he went on developing phenomenology in archi-
tecture for his whole life.

My first aim is — working from the point of view of a theoretician of architecture much informed
by philosophy — to show the basis of his theory and problems that can be seen in it. My entry will de-
rive predominantly from the book “Existence, space and architecture’, but taking into consideration
his whole theoretical work. I would like to focus on the role of modernity (or lack of its role) in Nor-
berg-Schulz’s theory. That is paradoxical, since his aim was to provide new basis for modern architec-
ture, but that basis was constructed on hypothetical pre-modern experience of architecture. The key
question to debate is if modernity was a break from tradition (as modernists believed) or a form
of continuity (as proposed by Norberg-Schulz) and if it’s possible to base contemporary architecture
on the same basis as before modern time. Norberg-Schulz’s attitude towards modernity shows limits
of his theory and makes him a problematic source of ongoing phenomenological project in architecture.
As his theory influences new architecture even today it is important to understand it well, so I would
like to interpret him as part of historical turn and thus as a prototype of our situation today.

Upxu Typek
Kapnos ynusepcumem 6 Ilpaze, Yexus

Havana ¢penomenonorngeckoii reopun apxurekrypbl Kpucrnana Hop6epr-Illynpma

DeHOMEHOIOTHS B aPXUTEKTYpe — M OCOOEHHO B TEOPUU apXUTEKTYPbl — Pe3y/lIbTaT peaKLnu
Ha IO3JHMIT MOJePHU3M 1Tocie BTopoit MyupoBoit BOITHBI 11 daTanbHbIl Kpu3nuc MofepHusma. Kpu-
ctua Hop6epr-Ilynbi, ofyH 13 BeAYIMX TEOPETUKOB CBOETO BpeMeHM (Ceifyac ero Teopui, Ka-
3aJ710Chb Obl, B OCHOBHOM 3a0bITbI) OIMPA/ICS B CBOMX pabOTaxX Ha HOBbIe OCHOBAHNSA ITOHVMAaHMS
COBPEMEHHOII apXUTeKTypbl. BHauase 910 ObUIM CTPYKTYpanu3M U CEMUOTHKA, KaK B €r0 IePBOI
KHUTre «HamepeHNs B apxuTeKType», HO OYeHb CKOPO €r0 MHTEpeCchl CMECTUINCh B CTOPOHY (e-
HoMeHonoruy (u Xaiiferrepa) ¥ OH Hadasl BBICTPayBaTh COOCTBEHHYI0 ()eHOMEHOIOTMYECKYIO Te-
opuio. Ero mepBoit KHUTOI B 9TOM KJIode cTana «IK3UCTEHIUs, IPOCTPAHCTBO ¥ apXUTEKTypa»,
I C TeX HOP OH BCIO >KM3Hb 3aHMMAJICS (PeHOMEHOTIOT1el apXUTEKTYPBL.

Harreit mepBoit 3agayeit — ¢ IMO3ULIMIL TEOPETUKA apXUTEKTYPbI, 3HAKOMOTO ¢ dpuocodueit, — 6y-
JleT TI0Ka3aTh OCHOBAHMA €ro TeOPUN 1 IPOOIeMbl, KOTOpbIe B Hell copepyxarcs. Hamr gokman 6ynet
OIMPATHCSI B OCHOBHOM Ha KHUTY «JK3UCTEHIVS, IIPOCTPAHCTBO U ApXUTEKTypa», HO MbI Oyiem
TaKOKe IIPYHJMATDh BO BHUMAaHIeE BeCh KOPIIYC ero TeopeTndeckux pabor. 51 6b1 xoTen cdoxycnpo-
BaThbCs HA BJIVISHUM HOBOTO BpeMeHM (MM OTCYTCTBMM 9TOro BimsAHMsA) B Teopyu Hop6epr-Illynbia.
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