till now. And in this case each finding like a photo of some of their works or a review of their exhibi-
tion in old newspapers let alone the chance to find their canvas enables us to view their creative ac-
tivity in a new light.

I am going to present a picture called “The children’s party” (1928) by Paul Sourikoff in my report.
The picture was considered to have disappeared many years ago. But I happened to find it in one
of the regional museums of the Urals in June 2015. I am planning to speak about the picture within
the framework of the whole creative activity of Paul Sourikoft as well.

Tapakanosa Enena Bnagumuposna
Tocyoapcmeennuiti Ipmuman, Poccust

Hasap x «npuMuTUBY» (MTaMIbIHCKUI OIBIT)

TpagnIoHHO O OIpefie/IeHHOTO BpeMeH! 3allaJHOe MICKYCCTBO UACHTU(UIMPOBAIO cebs 1mo-
CPEeACTBOM COOTHOIIEHWs VIV IPOTMBOIIOCTAB/ICHNs CK/IA/IbIBAIONIVIXCA BHYTPM HETO XYHOXKe-
CTBEHHBIX CUCTeM C OOPa3HBIMU MOfESIMM KIaccudyecKux amox. CUTyalusi MeHsIeTCs B Hadase
XX B., KOTfIa €BPOIIeNIbl OTKPBIBAIOT AJIsI Ce6sl IIACT Ky/IbTYPHBIX 00pa3oBaHuii, KOTOpbIe IIpe-
XJie TIPEeNCTAaB/LAINCh IPYUMUTYBHBIMM, 3aCTBIBIIVMMIM B CBOMX apXamdeckyux (Gopmax U ¢ TOYKM
3peHMs1 pas3BuBaoLieiicss EBpomb! ObUIM CBOMCTBEHHBI /UIIb HApOJaM, OCTABLIVMCS Ha IEPBO-
OBITHOM ypOBHe pa3BuTus. IIyTh /11 MHTETPALMY TY>KEPOTHOI ICTETUKI B €BPOIIEICKOe CO3HAHIE
OB IPO/IOXKEH aHTpomonoramu u arHorpadamu. Ho i Toro 4To6br 06pasibl, KOTOpbIe Ipexyie
paccMaTpUBaIUCh UMb KaK MaMATHUKY MaTePUATbHO KYIbTYPbI, CAY)KMBIINE IPAKTUIECKUM
L[eJIsIM, 00peNy IPaXkIaHCTBO, HY>KHO OBITIO YOeUTh 00IleCTBEHHOE CO3HAHNUE B TOM, YTO 3TU 00-
pasLbl IIPEACTABIIAIOT COOO0IT ICTEeTMIECKIe LIEHHOCTI, 00/Tafal0T KPacoToil u 0OpasHOIl BbIpasu-
TEIbHOCTHIO. [JIaBHYI0 PO/Ib B pellIeHNY 9TON 3a/iauyl CY>KIeHO OBITIO ChITpaTh XYAOXKHMKaM-aBaH-
rapauctam. OpaHIify3cKie MacTepa IePBbIMIU YBU/ENN B TaK Ha3bIBaeMbIX IPUMUTUBHBIX popmax
IPU3HAKM, KOTOPbIe HAXOAATCS B COITIACKY CO 3PEIOLIVMI YepTaMy HOBOTO MICKYCCTBa. B Ty mopy,
Korjja MacTepa GppaHI[y3CKOro aBaHTapyja Ha4MHa/I OCBAMBAaTh CTETUKY TPAAMUIVIOHHBIX 1 IIPUMIU-
TUBHBIX (OPMOOOPA30BAHMIL, UTANBSIHCKOE MICKYCCTBO BCE elile IMPOJO/DKAI0 MUTATHCSA MUAESMU
CerjecciioHa U I0/Ib30BAThCs (PUTYPATUBHONM CTVIMCTUKON OTTOYEHTO. VITa/IbsHIIBI IPUXOAAT K OC-
BOEHMIO «apUKAHCKO MaHephl» 4yThb II03Ke 1 OIOCPETOBAHHO — Yepe3 OIbIT PPaHIIy3CKMX Ma-
crepoB. OT CBOMX MapIOKCKUX Apy3elt 3apaxaercs BupycoMm Herpodwmmu K. Kapa. On npusHaer,
4TO B MIHOPOJHOM Marepuajie MOKHO OOHaPYXIUTb 0OpasHyI0 CUCTEMY, KOTOPYIO CIeflyeT He TOIbKO
IPYU3HATD, HO U B3ATb Ha BOOPY>KeHMe. VIHTepec K TpajIlIMOHHBIM Ky/IbTypaM nposisiser n M. Kam-
mIbY. ATIpOOUpYs 97eMeHTbI HOBOJI 9CTETUKY, UTA/IbSHIIb, TECHO CBsI3aHHBIE C HAI[MOHA/IBHOM
TpaAnIMeil, BCe XKe YaCcTO BO3BPAILIAITCS K IOYBEHHBIM CPENN3eMHOMOPCKUM XY/I0XKECTBEHHBIM
obpasoBanyAM. Tak, Kapa mbITaeTcs cBA3aTh BOeOVHO CTWIMCTUKY lart negre u rapMOHNIO MTa-
JIbSTHCKOTO TIPUMMMTHBA, a KaMImiby depriaeT BIOXHOBeHNe B 00pasljaXx KpUTO-MUKEHCKON Ky/lb-
Typbl. Kak mamsatHuky YepHOro KOHTMHEHTA, TaK ¥ 00pasibl MOYBEHHBIX XYJ0XKECTBEHHBIX 00-
Pa3oBaHMII /11 MACTEPOB CITY>KVIV He CTOIBKO IUIACTNYECKOI MOMIENbIO [/Is1 HOBOTO CTUIS, CKOJIBKO
KaTa/lM3aTOPOM IIPOLECCa ero CIOXKEHMA.

Elena Tarakanova
The State Hermitage Museum, Russia
BACK TO THE “PRIMITIVE”(THE ITALIAN EXPERIENCE)

Traditionally, up to a certain time the Western art identified itself by the relation or opposition
of the art systems which were being formed inside it with imaginative models of classic eras. The situ-
ation changed in the early 20th century, when the Europeans discovered a layer of cultural formations
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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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