that had previously seemed primitive, frozen in their archaic forms, and in terms of advanced civi-
lised Europe pertained only to the people who stayed at the primitive level of development. The way
to integrate foreign aesthetics in the European consciousness was pushed by anthropologists and eth-
nographists. But in order that the samples that had previously been considered only as artefacts, serv-
ing for practical purposes, “acquire citizenship’, it was necessary to convince the public consciousness
that these samples represented aesthetic values, had the beauty and image-bearing expressiveness.
A crucial role in solving this problem was to be played by avant-garde artists. French artists were the
first to see attributes that were consistent with the emerging features of the new art in the so-called
primitive forms. At that time, when French avant-garde artists began to explore the aesthetics of tra-
ditional and primitive forming, the Italian art still continued to feed on the ideas of Secession and use
figurative stylistics of ottocento. The Italians came to the development of the “African style” later and
indirectly — through the experience of French artists. C. Carra got infected with the virus of Negro-
philia from his Parisian friends. He agrees that an image-bearing system, which should not only be reco-
gnized, but also adopted, can be found in a foreign material. M. Campigli also showed interest in tra-
ditional cultures. While approving of elements of the new aesthetics, the Italians, closely related to the
national tradition, yet often returned to the native Mediterranean art formations. Thus, Carra tried
to connect the style of I'art negre and harmony of the Italian primitive, and Campigli drew inspira-
tion from samples of the Minoan culture. For Italian artists both monuments of the Dark Continent
and samples of native art formations were rather a catalyst for emergence of a new style than a plas-
tic model for it.

OxoTrHunkoBa Enena BacunpeBHa
Mockosckuii nedazoeuueckuti 2ocyoapcmeenHulii yHusepcumem, Poccus

Konen «IIpekpacHoii 3moxm»: BELLE EPOQUE U cTUIb LIBERTY
B JIeKOpPAIMAX COBPEMEHHOM UTANTbAHCKON KYIbTYPbI

EBpomnericknit MOfiepH, HECMOTPA Ha CBOe CTpeM/IeHIe K YHUPMKALUY CTUIEBOTO SA3bIKa, B Pa3-
HBIX yronkax EBpombl, 6e3ycnoBHO, 00aan MHAMBNUAYAIbHBIM XapakTepoM. TeM cujbHee cuu-
TBIBAETCA 3TAa VHAVBUAYAIbHOCTb B CTPaHAX, MPMPOAA MICKYCCTBA KOTOPBIX I'eHETMYeCK) ObIIa
qy>kK/ja JIETKOMBICTIEHHOI 1, Ka3a/oCch Obl, MONY/APU3aTOPCKO MmMHuUM MopaepHa. YKusup ctmis
B VITanum co CTOPOHBI MHOTMM MCCIEJOBATENAM Ka3anach CTO/Ib MUMOJIETHONM UM HE3HAYMUTENb-
HOJI, 4TO caM (PaKT UTaNbAHCKOro JIMbepTy Kak Ba)KHOTO dTama JIf KYIBTYPHOIO M XY[OXe-
CTBEHHOTO OOJIMKa CTPaHBI YacTO CTABAT IIOJi COMHeHMe. TeM He MeHee, Ha Te JBa JeCATUICTUA
POXKJEHNA, paclBeTa U CMEPTU MOJiepHa IIPUXOAUTCSA BOJIOpas/ieN, ONpee/MBINNII HOBbII 0O6pa3
UTAJbAHCKON KYNbTYpbl. bomee Toro, make mocme cBoeil «CMepTH», UTAIbAHCKUIT MOJIEPH IIPO-
TO/DKAJI ¥ TIPOJO/DKAET XKUTh CBOEI TUXOI U 0CO00IT KU3HBIO, B I3BMEHEHHOM KOHTEKCTe IIOCTMO-
IePHUCTCKOI y>Ke KY/IbTYpBl. B moknazne OymeT mpoBefieH, ¢ OHOI CTOPOHBI, KPATKUII peTPOCIeK-
TUBHBIM aHA/IN3 UTAAbAHCKON BEPCUM MOJEPHA, a C JIPYTroi — IIPOaHAIN3MPOBaHa €ro «KU3Hb»
BHYTPY COBPEMEHHOI KYJIbTYPbI, KaK B CMbIC/IE MJIEY, TAK U B IPUKIAJHOM MOPAJKE — C aKI[E€H-
TOM Ha «KJU3HM» 3a0pOLIEHHOI apXUTEKTYpPHI JInbepTy 1 11e70r0 HalpaBIeHUsA B XY[JOXKECTBEH-
Holt pororpadum B coBpeMeHHON VITanuu, eii OCBSIIEHHOTO.

Elena Okhotnikova
Moscow State Pedagogical University, Russia

THE END OF THE “BELLE EPOQUE”: LIBERTY STYLE IN MODERN ITALIAN CULTURE

In the framework of the submitted report two key issues are to be covered. A retrospective analysis
of the Art Nouveau in Italy will be carried out in its first part, which will be followed by the survey
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of this movement development (its “living”) in the context of contemporary culture — both as a con-
cept and as an applied tool. The emphasis will be made on Liberty-style architecture, which has so far
been neglected, and on a special movement in fine art photography which exists in modern Italy and
is fully devoted to this type of architecture.

byny4yeBckasa EnnsaBera AngpeeBHa
Canxm-Ilemep6ypeckuii eocyoapcmeennotii yHusepcumem, Poccus

06pa3 Nranun B TBOPYECTBE PYCCKUX XYTOKHUKOB-IMUTPAHTOB
(1a mpumepe TBopuectBa H. H. JToxosa u B. [I. ®anuneepa)

Bocnpusarne Vtanmuu pycckumu smurpantamn XX B. CBA3aHO €O CPOPMMPOBABIINMCSA K HAYATy
croneTnst o6paszom aToit cTpanbl. B XX B. Tema VTanmum — ofHa 13 TPagUIVIOHHBIX /I PYCCKON
YKUBOIIMCY — CBOeoOpasHo mposiBwiack B TBopuectBe H.H. Jloxosa (1872-1948) n B.][I. ®anu-
neeBa (1879-1950), uby pabOTHI B KOHTEKCTe PYCCKON SMMUIPALVM ellle HeJJOCTATOYHO JM3YYEeHBI.

H. H. JIoXx0B — KOIIMUCT-CaMOy4Ka, CO3/iaTe/lb KONMII MO0TeH MacTepos Peneccanca. OcBous
TEXHUKY CPEIHEBEKOBBIX MacTepOB, JIOXOB M3TrOTOBJIAN KPAacKy 110 CTAPMHHBIM peleNTaM, KOIu-
pOBaJI XapakTep MasKa, JIECCHPOBKM, QaKTypy HONIOTEH, IIOBTOPS/I VMHAMBUAYAIbHBIA CTUIb Xy-
JO>)KHIKA, OJHOBPEMEHHO IIPMBHOCSA B PabOThI COOCTBEHHBIN XY/ OXKECTBEHHBIN BKYC, BBLABJIAA
NepBOHaYa/IbHbI KomopuT nonoTteH. H. H. JloxoB — penxuit mpumMep KONMMUCTA, peanyn3oBaBlle-
rocsl TOIbKO B 3TOM Ka4ecTBe.

B.[l. ®amunees, B ormnune ot H. H. JloxoBa, — npodeccnoHambHbI XyTOXKHNUK, ONVNH U3 IIep-
BBIX OLIEHMBILUNI Xy[0>K€CTBEHHbIE BO3MOXHOCTY JIMHOTPABIOPHI M NI€PEHECUINII IPABIOPY Ha JIN-
HormeyMm. PanneeB cospmaBan ogoptsl ¢ nonoreH Pembpanara, Beponese, ITyccena. B 1924 r. xy-
moXHUK amurpuposarn B llIsenuio, 3atem B bepnun 1, HakoHew, B VTamuio (1938). [In1a BbICTaBOK
(B ranepesx «La Barcaccia» u «Buchetti») ®anumeeB cosmaBan KapTUHBI Ha pUMCKUeE TeMbl (Ieri-
3KV COBpPEeMEHHOJI eMy VITanmu), oqHaKo /IeiTMOTMBOM €r0 TBOPYeCTBa HEM3MEHHO OCTaBaIach
pycckasa npupopa. Ina JIoxosa e tema VTanum crama MarucTpanabHOIL.

Ob6a xypoxHMKa 3arparuBanyu TeMy Bospoxjenus (JIoxoB—uepe3 KommpoBaHye IONOTEH,
dannneeB — yepes cosmanne oopToB), HO ecimu JIoxoB obpamrancs K monoTHaM BospoxaeHns,
To QammieeB QUKCUPOBAT cOBpeMeHHbIe eMy mersaxku Vramumu. Oba Xygo>KHUKa — HOBAaTOPBL.
OMurpanys craaa il HUX TOTYKOM K TBOpUeckoMy pocTy. Obpas VTanuy — ofuH U3 K/I04eBbIX
MOTMBOB XY/J0O>)KECTBEHHOJ IIOC/IEPEBOIOLVIOHHON SMUTPALINY — YHUKA/IBHO C TOYKM 3PEHMA TeX-
HUKM BortoTuicsa B paborax H.H. Jloxosa u B.]l. ®anmnneesa.

Elizaveta Buluchevskaia
Saint Petersburg State University, Russia

THE IMAGE OF ITALY IN THE ART OF RUSSIAN EMIGRANT ARTISTS
(oN THE EXAMPLE OF N.N. LOCHOFF AND V. D. FALILEEV)

The perception of Italy by Russian emigrant artists of the 20th century is connected with the im-
age of the country formed by the early 1900s. In the 20th century Italian theme was revealed in the
art of N.N. Lochoff and V. D. Falileev, whose works have not yet been thoroughly investigated in Rus-
sian emigrant context.

Lochoft, a copyist who had no artistic education, created a gallery of copies of canvases and fres-
coes of the Renaissance artists. Lochoft studied the technique of medieval artists by himself, made
paints according to ancient recipes, elaborately copied brushstrokes and the texture of canvases. Not
only did he imitate individual style of the artists, but also contributed his own artistic sense to the
paintings, revealing the peculiarity of the Renaissance originals. Lochoff is a rare example of a copy-
ist who achieved self-realization only in this profession.
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