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Schedule | November 24, 2016

Lomonosov Moscow State University, Faculty of History
(Lomonosovsky prospekt, 27, building 4). Lecture hall -1

10:00 — 10:30 — registration of the participants
10:30 — 10:50 — opening of the conference

Welcome Speech

Ivan Tuchkov, Lomonosov Moscow State University, Dean of the Faculty of History, Professor
Claudia Scandura, «La Sapienza» University of Rome, Department of Philology,

Associate Professor

Victoria Devdariani, Lomonosov Moscow State University, Faculty of History,

International Relations Department, Senior Official

Morning Session: 10:50 — 14:00

10:50 — 11:50 | Moderator: Ivan Tuchkov, Lomonosov Moscow State University
Giuseppe Strappa, «La Sapienza» University of Rome
The Need for Realism in Architecture

Claudia Cieri Via, «La Sapienza» University of Rome
The Ideology of the Ancient Triumph between Art and Politics.
Function and Interpretation of Ancient Models in Italian Art of the 1930s

11:50 — 12:10 — coffee-break

12:10 — 13:30 | Moderator: Ekaterina Kochetkova, Lomonosov Moscow State University

Emilio Mari, University of Naples «L'Orientale»

From Imperial Gardens to the Parks of Culture and Leisure. Subject and Space
in the Culture of Entertainment

Anna Vyazemtseva, University of Insubria, Varese-Como — Research Institute
for History and Theory of Architecture and Urbanism, Moscow

Soviet Architecture in Italy and Italian Architecture in USSR of 1920-1940s:
Exhibitions, Publications, Co-Operative Projects. The History of the Collaboration
and the Problem of Mutual Perception

Olga Muromtseva, Moscow State Stroganov Academy of Design and Applied Arts
Mario Sironi. A Hypothesis of the Fascist Art Style

13:30 — 14:00 — questions & panel discussion
14:00 — 15:00 — lunch

INTERNATIONAL CONFERENCE

RUSSIA - ITALY: «REALISM» IN THE ART AND CULTURE OF THE 20TH CENTURY

Pacnucatue | 24 Hoa6ps 2016

MocKoBCKuii rocyaapcTBeHHbI yHuBepcuTeT nMeHu M.B. JlomoHOCOBa, MCTOPUYECKUI
takynbTeT (JIOoMOHOCOBCKMIA NpOCNEKT, AOM 27, kKopnyc 4). Ayautopus Ji-1

10:00 — 10:30 — perucTpauma y4acTHUKOB
10:30 — 10:50 — oTKpbITUE KOH(epeHLum

MpueetcTBEHHOE CIOBO

Usan Tyukos, npodeccop, AekaH uctopuyeckoro dakynereta MY umernu M.B. JlomoHocoBa
Knaydua Ckandypa, npodeccop punonornyeckoro pakynbreta Pumckoro yHusepcuteta

«La Sapienza»

Buxkmopusa Jlesdapuanu, Bepywmit cotpynHuk OTaena mexayHapofHOro coTpyaHMYecTBa
uctopuyeckoro dakynsteta MI'Y umenu M.B. JlomoHocoBa

IlHeBHOe 3acepaHue: 10:50 — 14:00

10:50 — 11:50 | Mogepatop: WBaH Tyukos, MI'Y umexu M.B. JlomoHocoBa

Axy3senne Cmpanna, Pumckuli yHusepcumem «La Sapienza»
MoTpebHOCTb apXMTEKTYPLI B peannsme

Knaydua Yvepu Bua, Pumckuli yHusepcumem «La Sapienza»
WNpeonorns aHTUYHOTO TpUyMda MEXAY MCKYCCTBOM U NOAUTUKOK. PyHKLNA 1

WHTEpPNpEeTaUMsA aHTUYHBIX MOAENEN B UTANbAHCKOM UCKYCCTBE TPMALATLIX rofoB XX Beka

11:50 — 12:10 — koce-Opeitk

12:10 — 13:30 | Mogepatop: EkatepuHa KouyeTkosa, MI'Y umenn M.B. JlomoHocoBa

Imunuo Mapu, Heanonumarckuli Bocmoyrsiii yHusepcumem «L Orientale»
0T MMNepCcKUX CafioB 0 NAPKOB KyNbTypbl U 0TAbIXa. CyOLEKT M NPOCTPAHCTBO
B pa3BfieKaTeNbHON KynbType

AxHa Basemyesa, Hay4yHo-uccnedosamenibCKuli UHCMumym apxumexkmype!
u epadocmpoumesnscmsa Pocculickoli akademuu apxumeKkmypbl U CMpoumenbHbIX HayK —
YHusepcumem Uncybpuu

CoseTckas apxutekTypa B tanuu n utanbaHckas apxutektypa B CCCP, 1920-1940-e:
BbICTaBKM, My6aMKaLmumu, COBMeCTHble NpoekTbl. K uctopun B3aumogeiicTaus
“ npobneme B3aMMOBOCNPUATUSA

Ons2a Mypomuyesa, Mockosckas 20cy0apcmseHHas Xy00xecmBeHHO-NPOMbIWIeHHAS
akademus umeru C.I. CmpoeaHosa

Mapuo Cuponu. Tunotesa cawmncTckoro cTuns

13:30 — 14:00 — Bonpockl ¥ 06wWas gucKyccus
14:00 — 15:00 — oGep

MEXOVHAPOOHAA HAVYYHAA KOHOEPEHIOUA
POCCHUA - UTATUA: « PEATHA3MBI» B UCKYCCTBE MW KVJIBTYPE XX BEKA
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Afternoon Session: 15:00 — 18:00 BeuepHee 3acepaHue: 15:00 — 18:00

15:00 — 15:40 | Moderator: Giuseppe Strappa, «La Sapienza» University of Rome 15:00 — 15:40 | Moaepatop: [Ixy3enne Crpanna, Pumckuit yHusepcutet «La Sapienzax»

Ekaterina Kochetkova, Lomonosov Moscow State University

‘Nouveau Réalisme”in Landscape Art: Niki de Saint Phalle’s Giardino dei Tarocchi
and Its Historic Prototypes

Examepura Koyemkosa, MY umeru M.B. JlomoHocosa

«HoBblit peanu3my» B nanpwadtHom nckycctee: «Cap Tapo» Huku fe Cen-®annb
1 ero ucTopmyeckue NpoToTUNbI

Stefano Velotti, «La Sapienza» University of Rome
What Realism? Reflections on Gerhard Richter

Cmedparo Benommu, Pumckuli yHusepcumem «La Sapienza»

Y70 32 peanu3m? Pasmbiwnenus o lepxapae Puxtepe
15:40 — 16:00 — coffee-break 15:40 — 16:00 — kode-6peiik
16:00 — 17:30 | Moderator: Marina Lopukhova, Lomonosov Moscow State University 16:00 — 17:30 | Moaepatop: MapuHa Jlonyxosa, MI'Y umexun M.B. JlomoHocoBa

Ornella Discacciati, Universita degli Studi della Tuscia, Viterbo
Longing for a Dream: Happy Moscow by Andrey Platonov

OpHenna fuckayquamu, Universita degli Studi della Tuscia, Bumep6o
Ctpemnenue k meyte: «Cyactnmneas Mocksa» AHapes MnaToHoBa

Claudia Scandura, «La Sapienza» University of Rome Knaydusa Ckandypa, Pumckull yHusepcumem «La Sapienzax

“To Strive, to Seek, to Find and Not to Yield”. Realistic and Romantic Heroes
in Venjamin Kaverin’s Novels

«bopoTbcs, UcKkaTb, HaliTH U He cAaBaTbCA». Peanuctuyeckune u pomaHTUYeCKue repou
B pomaHax BeHnamunHa KaBepuHa

Enzo Amato, International Institute for the Study of the Neapolitan Music
of the eighteenth century, Naples

The Neapolitan Music during the Eighteenth Century and the Development of Opera
in Russia. When reality becomes Fiction and Fiction Reality

17:30 — 18:00 — questions & panel discussion

INTERNATIONAL CONFERENCE

RUSSIA - ITALY: «REALISM» IN THE ART AND CULTURE OF THE 20TH CENTURY

IHyo Amamo, MexdyHapoOHbIl uHcmumym uccie0o8aHull HeanoaUMaHCcKolU My3bIKU
XVIII seka, Heanosb

HeanonutaHckas my3sika XVIII Beka n pa3sutue onepbl B Poccuu:
KOrfa peanbHOCTb CTAHOBUTCA BbIMbIC/IOM, @ BbIMbICEN — PEaNbHOCTbIO

17:30 — 18:00 — Bonpockl M 06wWas gucKyccus

MEXOVHAPOOHAA HAVYYHAA KOHOEPEHIOUA

POCCHUA - UTATUA: « PEATHA3MBI» B UCKYCCTBE MW KVJIBTYPE XX BEKA
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The Institute of Russian Realist Art (Derbenevskaya Street, 7, building 31) MHCTUTYT pyccKoro peanucTuyeckoro uckycctea (JlepbeHeBckas ynuua, gom 7, ctpoeHue 31)
10:00 — 10:30 — registration of the participants 10:00 — 10:30 — perucTpaums y4acTHUKOB
10:30 — 10:50 — opening of the conference 10:30 — 10:50 — oTKpbITUE KOH(DepeHLUM
Welcome Speech MpuBeTcTBEHHOE CNOBO
Alexey Ananiev, founder of The Institute of Russian Realist Art Anexceli AHaHbes, ocHoBaTenb VIHCTUTYTa pyCCKOro peanncTnyeckoro NCKycCTBa
Nadezhda Stepanova, art-director of The Institute of Russian Realist Art Hadexda Cmenarosa, apT-aupeKTop NHCTUTYTa PYCCKOTO PeanucTyeckoro UcKyccTea
Morning Session: 10:50 — 14:00 IlHeBHOe 3acepaHue: 10:50 — 14:00
10:50 — 12:40 | Moderator: Ksenia Karpova, The Institute of Russian Realist Art 10:50 — 12:40 | Mogepartop: KceHust Kapnosa, HCTUTYT pyccKoro peanucTUyecKoro UCKyccTea
Olga Kalugina, Research Institute of the Theory and History of Art Onvza Kanyaura, Hay4+o-uccne0osamensckul uHcmumym meopuu u ucmopuu
of Russian Academy of Arts, Moscow u306pasumenbHbix uckyccms npu Pocculickoli akademuu xydoxecms, Mocksa
Reception of the Sculptural Impressionism in the Russian Art of the early 1900s. WuTepnpetauus CKyNbNTYPHOrO UMNPECCUOHN3MA B PYCCKOM UCKYCCTBE Haana XX Beka.
Paolo Trubetskoy and the Sculpture Class of the Moscow School of Painting, Maono TpyGewKoit v CKYNbNTYPHBIA Knacc MOCKOBCKOTO y4uamiiia KUBONUCH, BaAHUA
Sculpture and Architecture “ 3044ecTBa
Elena Kamenskaya, Moscow Museum of Modern Art Enena Kamenckas, Mockosckuti my3eli cospemeHHO20 UCKyccmsa
Italy in Art and Life of Alexander Iacovleff (1887-1938) Wtanus B xu3Hu n TBOpYecTBe Anekcanppa fkosnesa (1887-1938)
Elena Gribonosova-Grebneva, Lomonosov Moscow State University Enena FpuboHocosa-Ipe6resa, MY umenu M.B. JlomoHocosa
The Work of Kuzma Petrov-Vodkin at Italian and other International Exhibitions. Teopuectso Kysbmbl neTpOBa'BOEKV‘Ha Ha UTanbAHCKNX U ApYTrUX MEXAYHAPOAHBIX
On the European Representation of Russian Art in 1910-1930s BblcTaBKax. K Bonpocy o eBponenckux penpeseHTaLnax pycckoro MCKYccTBa

B 1910-1930-x roaax

12:40 — 13:00 — coffee-break 12:40 — 13:00 — Kodbe-6peiik

13:00 — 13:30 | Moderator: Claudia Scandura, «La Sapienza» University of Rome 13:00 — 13:30 | Moaepatop: Knayaus Ckanpypa, Pumcknii yuusepcutet «La Sapienza»

Alessandro Alfieri, «La Sapienza» University of Rome Aneccanopo Angpuepu, Pumckuii yHusepcumem «La Sapienza»

Barnet’s Film between Realism and Poetry ®unbmbl bopuca bapHeTa: Mexay peannsmom 1 no3suei

Marina Toropygina, The Russian State Gerasimov University of Cinematography, Moscow Mapuna Toponsizuta, Bcepocculickuli 20cydapcmaenHsiti uHcmumym

On the Realism in Film: Style, Iconography and Perception Kuremamozpagpuu umenu C.A. fepacumosa, Mocksa

K Bonpocy o peannsme B KUHO: CTU/Ib, UKOHOrpathUs U BOCMpUATHE
13:30 — 14:00 — questions & panel discussion

14:00 — 15:00 — lunch
13:30 — 14:00 — Bonpochl 1 061Was gUCKyccUs
14:00 — 15:00 — obGep

INTERNATIONAL CONFERENCE MEXOVHAPOOHAA HAVUHAA KOHOEPEHIHUA
RUSSIA - ITALY: «REALISM» IN THE ART AND CULTURE OF THE 20TH CENTURY POCCHUA - UTATUA: « PEATHA3MBI» B UCKYCCTBE MW KVJIBTYPE XX BEKA
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Afternoon Session: 15:00 — 18:00 BeuepHee 3acepaHue: 15:00 — 18:00

15:00 — 16:30 | Moderator: Elena Gribonosova-Grebneva, Lomonosov Moscow State University 15:00 — 16:30 | Mogeparop: Enena lpuboHocosa-lpe6Hesa, MI'Y numenn M.B. JlomoHocoBa
Alexander Borovsky, The State Russian Museum, Saint Petersburg Anekcandp boposckudi, locydapcmsenrHsill Pycckuii mysel, Cankm-llemep6ype
Figurative Art of the 1930s in Russia and Italy: Rhymes ®urypatususm 1930-x rogos: Utanus — Poccus. Pudpmol
Elena Voronovich, The State Tretyakov Gallery, Moscow Enena Boporosuy, [ocydapcmseHHas Tpembskosckas eanepes, Mocksa
Ttaly in the Paintings of Soviet Artists, 1920-1930s WTanus B XMBONUCK COBETCKUX XYA0XHMUKOB: 1920-1930-e roapl
Matteo Lafranconi, Palazzo delle Esposizioni, Rome Mammeo Jlagpparkonu, llanayyo denne Icnozuyuoxu, Pum
Rome 1935. Aleksander Deyneka in Rome and the II Quadriennale d’Arte Pum 1935. Anekcanpp [leitHeka B Pume u II Pumckas KsagpueHHane
Victoria Devdariani, Lomonosov Moscow State University Bukmopusa [lesdapuanu, MI'Y umeru M.B. JlomoHocosa
Art Collections of the Italian Novecento Art in the National Gallery in Berlin. XynoxecTBeHHble Konnekuuu utanbaHckoro HoseyeHto B my3sesx lfepmanuu u CCCP
The Pushkin State Museum of Fine Arts in Moscow and the State Hermitage Museum (Ha npumepe konnekuuit HauuoHansHoit ranepen bepnuna, TMAUN umenn A.C. NywkuHa
in Saint Petersburg u focyaapcTBEHHOro IpmMuTaxa)

16:30 — 16:45 — coffee-break 16:30 — 16:45 — Kkode-Opeiik

16:30 — 17:30 | Ekaterina Kochetkova, Lomonosov Moscow State University 16:30 — 17:30 | Mopepatop: EkatepuHa KoyeTkosa, MI'Y umexun M.B. JlomoHocoBa
Vera Otdelnova, State Institute for Art Studies, Moscow Bepa OmdensHosa, locydapcmseHHbili uHCmumMym uckyccmgosHaHus, Mocksa
MOSKH on the Move: What were Soviet Painters Looking for in Italy? MOCX nyTelwecTByeT: COBETCKME XYLOXHUKM B nouckax Ntanum
Ksenia Karpova, The Institute of Russian Realist Art, Moscow Kcenus Kapnosa, lncmumym pyccko2o peanucmuyecko2o uckyccmsa, Mocksa
Artin Real Time: the Soviet Severe Style and Italian Neo-Realism McKycCTBO B pexuMe peasbHOro BPEMEHU: COBETCKUI CYypPOBLIN CTUb

U UTaNbAHCKUI Heopeannsm

Igor Volkov, Lomonosov Moscow State University — Multimedia Art Museum, Moscow

Staged and straight approach in Soviet photography in mid 19505 — early 1970s Mzops Bonkos, MY umeru M.B. Jlomotocosa — Mynemumedua Apm Mysed, Mocksa

HenocpeacTBEHHOCTb M NOCTAHOBKA B COBETCKOW (oTorpaduu

17:30 — 18:00 — panel discussion and closing remarks cepeantbl 1950-x-1970-x roaos

17:30 — 18:00 — 3akniounTENbHAA LUCKYCCUA

INTERNATIONAL CONFERENCE MEXOVHAPOOHAA HAVUHAA KOHOEPEHIHUA
RUSSIA - ITALY: «REALISM» IN THE ART AND CULTURE OF THE 20TH CENTURY POCCHUA - UTATUA: « PEATHA3MBI» B UCKYCCTBE MW KVJIBTYPE XX BEKA



Te3ucol goknapos | Abstracts
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L Axy3enne Ctpanna

Pumckuii yuusepcutet «La Sapienzay, oTheneHne apxuTeKTypsl
1 NpoeKTUpoBaHus, npodeccop

Giuseppe Strappa

“La Sapienza” University of Rome, Department of Architecture
and Projection, Professor

MoTpe6HOCTb apXMTEKTYpbI B peanusme

ApXUTeKTypa CerofjHsa CTPafaeT OT YCUIMBAIILEr0oCs NPoLecca «abeTpakTmsaummy.

Hapsagy c cyxeHuem cneumanmu3aunm AUCLUNINH, CMEXHBIX C AU3aUHOM, OH NPUBEN K
BOCMPUATUIO MATEPUANIOB, 3/IEMEHTOB U CTPYKTYP, GOPMUPYIOLIMX 3AaHNE, UCKIOYUTENBHO
KaK cpefcTBa s «nepeBofia» abCcTpaKTHOW naen B puU3nyeckyio CywHoCTb. B pesynbrate
CerofHA TEXHOOMMUA NOAABNAETCSH APXUTEKTYPHLIMU AU3aNHEPAMU, KOTOPbIE BOCIPUHUMAKOT
€€ KaK TAXKMUIA KOMNPOMUCC, U 6ONE3HEHHO Pa3pbiBAETCA MEXAY CyObEKTUBHOCTbIO MaEU
06bEKTUBHOCTbIO BEILECTBEHHOM PEANbHOCTH.

Oco3HaHue HensbexHON MaTepUanbHOCTU aPXUTEKTYPbI OKHO NPUBECTU HAC 06paTHO —

K 3ene306eTOHHON peanbHOCTM Haleil Npoteccun v BOCMPUATUIO APXUTEKTYPbI Kak npouecca
TpaHchopmaumu. B goknage GyayT uccnesoBaHbl HEKOTOPLIE YACTHBIE ClIyYau, KOTOPbIE NO3BOAST
NPOJEMOHCTPUPOBATH, KAK, TOMUMO OYEBULHOTO PACNPOCTPAHEHUSA ABCTPAKTHON apXUTEKTYPbI,
NPOJOJIKAIOTCS U HEOOXOAMMbBIE [ HEE KPeanuCTUYECKUE» NOUCKMU.

The Need for Realism in Architecture

Architecture suffers today an increasing abstraction process that, together with the progressive
specialization of the disciplines those contribute to the design, has led to consider materials,
elements, and structures, that shape the construction as a mere “translation” of an abstract
idea. As a result, the technique is now being suffered by architectural designers as a heavy
compromise, in a painful dichotomy between ideation subjectivity and objectivity of the
material reality.

The consciousness of an un-eliminable materiality of architecture should bring us back,
however, to the concrete reality of our profession, considering architecture as a transformation
process. Some case studies will be presented to demonstrate how, besides the abstraction of
the most divulged architectures, there is an ongoing, vital “realistic” research in architecture.

INTERNATIONAL CONFERENCE
RUSSIA - ITALY: «REALISM» IN THE ART AND CULTURE OF THE 20TH CENTURY

Te3ucol poknanos | Abstracts

Knayaus Ybepu Bua

Pumckuit yuuepcuteT «La Sapienzay, Beicwas wKona nepcnekTUBHbIX
“ccnefoBaHuNiA, CTaplmnit HayYHbl COTPYAHMK, Npodeccop

Claudia Cieri Via

“La Sapienza” University of Rome, School of Advanced Studies,
Senior Research Fellow, Professor

Npeonorua aHTUYHOro Tpuymda Mexay MCKYCCTBOM U NOJIUTUKOM.
DYHKLUMA M UHTepNpeTaLnA aHTUYHbIX MOAENen
B UTANIbAHCKOM UCKYCCTBEe TpuAaLaTbix roaos XX BeKa

B 1920-1930-e roabl TBOpYECKas feATENbHOCTb UTANbAHCKUX XYA0XHUKOB B 3HAYUTENbHOW
cTeneHu 6bina HanpaB/ieHa Ha JOKYMEHTALMIO U NPOC/aBeHe YTBEPXAeHNUS dawmn3ma.
MNoppaxaHue TpuymdansHomy uckycctey [lpeHero Puma npossunock B TBOpYecTBe Mapuo
Cuponu, Mapuo Madau, ®aycto NMupanpenno, Akunne PyHu, B TaKUX MOHYMEHTaNbHbIX
«AeKopaumax», Kak HoBble 34aHnA PuMcKoro yHuBepcuTeTa U NaBUbOHbI, CO34aHHbIe ANA
BcemupHoii BbicTaBku 1942 rona. bonee «nubepansHas» MHTEpNpeTaLms Tex xe 06pasLos
HabnogaeTcs B pabotax [xopaxo fe Kupuko, Jleonapau leonuunno n ®optyHato enepo,
BbINOJIHEHHbIX N0 3aKa3y ANA YaCTHbIX KIMEHTOB.

The Ideology of the Ancient Triumph between Art and Politics.
Function and Interpretation of Ancient Models in Italian Art of the 1930s

Between the twenties and thirties a significant artistic production was aimed at documenting
and celebrating the assertion of fascism in Italy. The survival of Roman triumphal art models by
artists such as Mario Sironi, Mario Mafai, Fausto Pirandello, Achille Funi characterized the large
decorations for the new buildings of the University of Rome and for the Universal Exposition of
1942. A more liberal interpretation of the same models featuring works by Giorgio De Chirico,
Leoncillo and Fortunato Depero for a client mostly private.

MEXOVHAPOOHAA HAVYYHAA KOHOEPEHIOUA
POCCHUA - UTATUA: « PEATHA3MBI» B UCKYCCTBE MW KVJIBTYPE XX BEKA
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3mununo Mapu

HeanonutaHckuit yuusepcutet “L'Orientale”, otaenenue
NIUTEPaTypPOBEAEHUS, TMHTBUCTUKN M KOMNAPATUBHbIX UCCEA0BAHMNIA,
acnupaHT

Emilio Mari

University of Naples “L'Orientale”, Department of Literary, Linguistics,
and Comparative Studies, PhD student

OT UMNEepCKUX CafoB A0 NAPKOB KYNbLTYpPbI U OTAbIXA.
Cy6bEeKT M NPOCTPAHCTBO B PasBNieKaTeNbHOM KynbType

B Hauane 1920-x rof0B, B CBA3M C NpOL,ECcCamMu 3KCMPONpUALMM W ynajKa MecT 06LeCTBEHHOTO
0TAbIXa AOPEBONIOLMOHHON Poccuu, nosBnseTcA HEOOXOAMMOCTb UX BOCCO3[aHMUSA B COOTBETCTBUN
c Tpe6oBaHMAMU 0OHOBNEHHOTO 06LWeCTBa. Vi3MeHeHUs npeTepneBaeT rOpoACcKOe NPOCTPAHCTBO,
B KOTOPOM «MHAUBUAYANBHOE» U <<06LI.LeCTBeHHOE» BbIHYXAE€HO HAaXO4AUTb HOBbIE (i)OprI
B3aUMOJEICTBUA B YCIIOBUAX OCYILECTBNEHUSA UeanoB KONNeKTUBM3aLnu. B ceeTe aToit auxotomuu
MOXeT 6bITb pacCMOTPeHa U NnaHupoBKa MapKkos KynbTypel U oTAbIXa. Ecnu no3gHeumnepckue
pa3BnekaTtenbHble Napku, Kak yTeepxaan Kapen Teiire, npegctaBnsanu ans oguHokoro dbnaHépa-
MeuTaTens yAoOHYI0 TOUKY HabNIOAEHUS 33 NPa3AHYIOWMMIU MACCaMM, TO COBETCKUIA TOPOXKaHUH
BbIHYKEH CMBATLCA C YNOPAROUYEHHOI «TONMO», y4aCTBYA BO BCEX aCMEKTAX XKU3HU NapkKa.
HauuHas co BTopoit nonosuHbl 1930-x rofoB CafoBo-NapKoBas apXMTEKTYpa NPUHUMAET KaHOHbI
coupeanusma. NKn0 npespawaotcs, Kak otmeTun EsreHunit o6GpeHKo, B CYACTAUBbIE «OCTPOBA
KOMMYHU3May, B TEATPbl HA NJIEH3PE, B KPACOUHBII U TPEBOXKHBbI CTanuHCKnit «<KapHaBany.

From Imperial Gardens to the Parks of Culture and Leisure.
Subject and Space in the Culture of Entertainment

In the beginning of the 1920s due to the processes of expropriation and abandonment of the
places of public leisure in pre-revolution Russia the necessity of their recreation according to
the demands of renewed society becomes rather acute. Prominent changes took place in the city
space where private and public were forced to find new ways of interaction in the environment
of fulfilling the ideals of collectivization. In the light of this dichotomy the layouts of the Parks
of culture and leisure could be revised. If late-imperial parks, as Karel Teige affirmed, were
convenient places for a lone flaneur dreamer to observe the celebrating crowd, a Soviet civilian
was forced to merge with the organized “masses”, taking part in all aspects of park’s life. From
the second half of 1930s landscape architecture wholly embraces the principles of socialist
realism. Parks of culture and leisure are turning into the happy “islands of communism”, as stated
Eugeny Dobrenko, into theaters under the sky, into bright and disturbing Stalinist “Carnival”.

INTERNATIONAL CONFERENCE
RUSSIA - ITALY: «REALISM» IN THE ART AND CULTURE OF THE 20TH CENTURY

Te3ucol poknanos | Abstracts

AHHa leHHagueBHa BazemueBa

YHusepcuteT UHcy6puu, Bapese-Komo, noct-goktopaHT; HayuHo-
nccnepoBaTenbCKUil MUHCTUTYT apXMTEKTYPbI U rpagocTpouTenscTsa Poccuitckon
aKafleMUM apxXUTEKTYPbl U CTPOUTENbHBIX HayK, CTapLINiA HAYYHbI COTPYAHMK

Anna Vyazemtseva

University of Insubria, Varese-Como, Post-Doc Fellow;
Research Institute for History and Theory of Architecture and Urbanism,
Moscow, Senior Research Fellow

CoBeTckasa apxuTekTypa B UTanuu n utanbaHckasa apxutektypa s CCCP
1920-1940-x rogoB: BbICTABKU, NY6AUKALUN, COBMECTHbIE MPOEKTbI.
K uctopuu B3aumogeincTens u npobieme B3aMMOBOCNPUATHUA

«ToTanuTapHoe UCKYCCTBOY» AABHO M3y4YaeTcs W Kak 0C060e COLMaNbHO-KYNbTYPHOE ABIEHUE U
KaK COGCTBEHHO 3CTETUYECKUIT PeHOMEH, HO BOMPOC O KOHTAKTaxX MEXAY PEXMMaMu ManonsyyeH
1 4aCTO CBOAMTCA K BbIABNEHUIO CXOXKMX YEPT U TEHAEHLNIA B UCKYCCTBE PA3NIUYHbBIX KPEKUMOBY.
3afaya JOKNaja — BbIABUTb POJIb aPXMTEKTYPbI B NPOLECCE CTAHOBAEHUA U CONMMKEHMA dalin3ma
1 6ONbLIEBM3MA, IBYX CAMbIX MONOAbIX €BPONENCKMX TOTANUTAPHbIX cucTem XX Beka. Heobxoanmo
NPOAEMOHCTPUPOBATb HaIMuMe KOHTAKTOB, UX 06CTOATENbCTBA U CNELUdUKY, NPOAHANU3UPOBATD
BocnpuaTue apxutekTypbl CCCP B Tanuu u ero BnusHUe Ha MTaNbAHCKYIO apXUTEKTYPHYIO
noNeMUKY U Hao6OPOT, OLEHUTH MAcCWTab B3aMMOAELACTBMS NPOrPAMMHO MPOTUBOMNONOMKHBIX

U UBEO0NOTMYECKM KBPAXAYIOWMX» NOAUTUYECKUX cucTeM. MaTepuanom ans uccienoBaHms
MOCAYXUAU UTANBbAHCKWUE U COBETCKUE apXUTEKTYpHbIe XXypHansl U raszetsl 1920-1940-x rofos,
KaTanoru BbICTaBOK TeX J1eT, MeMyaphbl NyTeleCTBEHHUKOB, @ TAKXe JOKYMEHTbl U3 POCCUNCKUX

U UTaNbAHCKUX apXMBOB.

Soviet Architecture in Italy and Italian Architecture in USSR of
1920-1940s: Exhibitions, Publications, Co-Operative Projects.
The History of the Collaboration and the Problem of Mutual Perception

Even though the “totalitarian art” has been studied for a long time as a social, cultural and
esthetic phenomenon, the question of the direct collaboration between Italian and Russian
regime is still not sufficiently explored. In fact, the researches dedicated to the “totalitarian
art” are mostly focused on the similarity of artistic tendencies. The research has the task to
bring the light to the role of architecture in the process of rapprochement of two youngest
totalitarian regimes in Europe — fascist and Bolshevik, showing the interactions, peculiarities,
through the analysis of the perception of the Italian architecture in the USSR and vice versa.
Moreover, it investigates the importance of mutual influence of two ideological enemies.

The research based on the documents from Italian and Russian archives, Soviet and Italian
magazines, newspapers of 1920-1940s, exhibition catalogues and travelers’ memories.
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Onbra BanepbeBHa MypomueBa

MocKoBCKan rocyfapcTBeHHas Xy[0KECTBEHHO-NPOMbILWAEHHAS
akapemus umenu C.I. CTporaHoBa, kadefpa TeOpuUm U UCTOpUK
AEKOPAaTUBHOTO UCKYCCTBA U AU3aliHa, AOLEHT

Olga Muromtseva

Moscow State Stroganov Academy of Design and Applied Arts,
Department of Theory and History of Decorative Arts and Design,
Assistant Professor

Mapuo CupoHu. F'mnotesa ¢awmcTckoro cTuna

K cepeante 1930-x rogos B ViTanun nposBMANCh TEHAEHLMN K CO3AaHUI0 €AUHOTO CTUNA
(haWwnCcTCKOro UCKyccTBa. XyAoXKHUK-HOBEYeHTUCT Mapuo CUpOHY BbIABUHYN COBCTBEHHYIO
KOHUenuuio halncTCKOro CTUASA, OCHOBAHHYIO Ha MAesx CUHTe3a uckyccTe. B anekabpe 1933 ropa
Cuponu BbinycTUn «MaHndect MoHyMeHTanbHoi )usonucky. Cuponu, PyHu, Kappa, CeBeputu u
MHOTME Apyrue XyAOXHUKN YKPACUIN MOHYMEHTaNbHBIMW POCMUCAMU, MO3aUKaMW, BUTPaAXKaMu,
CKYNbNTYPaMmn COTHU 3AaHNi1 00LeCTBEHHOTO Ha3HayeHUs. B nocneBoeHHble rofbl 3T
Npon3BeeHNA acCOLMMPOBANNCH CO CTMNEM (alINCTCKON 3M0Xu, x0T B 1930-e npefcTaButenu
oduunanbHbIX BRAaCTeN, HANPOTUB, NOABEPranyn UX KECTKOW KPUTUKe U BbicMenBanu. CupoHu u
ero eANHOMbIILEHHUKMN He CTanun co3faTensamMm efuHoro hamncTCKoro CTUNs, OfHAKO CerofHa
MHTepec K X poan B UCTOPUW UCKYCCTB U TBOPYECTBY BO3pacTaeT.

Mario Sironi. A Hypothesis of the Fascist Art Style

By the mid-1930s a tendency of creating a unified style of fascist art was developing in Italy.
Mario Sironi, the artist-member of the “Novecento” group, proposed his own concept of the
fascist style, based on the idea of arts synthesis. In December 1933 Sironi issued a “Manifesto
of monumental painting.” Sironi, Funi, Karra, Severini and others have decorated hundreds of
public buildings with monumental paintings, mosaics, stained glass windows, sculptures. In
the postwar years these works have been associated with the style of the fascist era, though in
the 1930s they were heavily criticized by the representatives of the official authorities. Sironi
and his followers were not destined to become creators of a single fascist style, but today the
interest in their role in the history of art is increasing.
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Exatepuna CepreesHa KoyeTkoBa

MockoBCKMI1 rocyaapCTBeHHbIN yHuBepcuTeT umeHn M.B. JlomoHocoBa,
MCTOPUYECKUI (PaKyNbTEeT, CTapWKUIA HAYYHBI COTPYAHUK

Ekaterina Kochetkova

Lomonosov Moscow State University, Faculty of History,
Senior Research Fellow

«HoBbli peanusm» B naHaWwagTHOM UCKYCCTBE:
«Cap Tapo» Huku pe Cex-®annb u ero uctopuyeckne npoToTUnbl

XyA0XHUKM, nognucaswme B 1960 rogy MaHUeCT «KHOBOro peanu3ma, COCPeaoTo4MNCH Ha
«HOBbIX CNOCOGAX BOCMPUATUSA peanbHOCTU» U LeKNapupoBanu cONUKeHWe UCKYCCTBA C Camoi
MU3HbIO. 10 UX MHEHMIO, UAEA «PEaNU3May COCTOANA He B JOCTOBEPHOM U306paKEHUN BUSUMOTO
MWPa, @ B UCMOJIb30BAHNUM €r0 peanbHbIX ParMeHTOB B XYA0KECTBEHHbIX MPOU3BEAEHUAX.

B 1979 rogy ckynbntop Huku fe CeH-®annb (1930-2002) npucTynuna K cO3AaHuIo napka CKy/ib-
nTyp Ha tore TockaHbl — «Capna Tapoy, oTKpbiBlWerocs Ans ny6auku B 1998 ropy. CoopyxéHHble
3[1eCb OTPOMHble UTypbl M306paXaIOT KapTbl CTApLMX apKaHoB KosoAbl Tapo, U TakoN HEOGbIYHBI
BbIOOp TeMbl 3aAaET aHCaMb0 HUNOCODCKOE M fLaxe MUCTUYECKOe HacTpoeHue. OfHaKo no-
Jo6HOe NOHMMAaHMe NPOCTPAHCTBA cafa He HoBo, U Huku ge CeH-Pannb onupanacs Ha HEKOTOpbIe
UCTOPUYECKME NPOTOTUNDI, CPEAN KOTOPLIX I'IapK ry:-)ﬂﬂb AHTOHUKO Fayp,m N UTaNbAHCKNE NaMATHUKN
XVI Beka — Sacro Bosco B bomapuo v Bunna Megnuu B Mpatonuno. Mouck nepeceyeHunin mexay
Capom Tapo 1 ero npeflwecTBEHHMKAMM U CTAHET NPeMETOM HACcToALEero AoKnaaa.

‘Nouveau Réalisme’ in Landscape Art:
Niki de Saint Phalle’s Giardino dei Tarocchi and Its Historic Prototypes

Artists who signed the manifesto of ‘nouveau réalisme’in 1960 focused on ‘new approaches in
perception of the real,” and declared the affinity between art and life itself. They believed that
‘realism’ meant not to accurately depict the visible world but rather to use its real fragments in
artworks.

In 1979, sculptor Niki de Saint Phalle (1930-2002) embarked on a sculpture park in Southern
Tuscany — Giardino dei Tarocchi (Tarot Garden) open to the public since 1998. Gigantic figures
constructed here represent cards from the Major Arcana of Tarot deck, and such an unusual
subject choice explains a philosophical and even mystical mood. However, such treatment of
garden space is far from new, and Niki de Saint Phalle drew upon certain historic prototypes
including Antonio Gaudi’s Park Guell, and Italian 16th-century sites — Sacro Bosco at Bomarzo
and Villa Medici at Pratolino. A survey of correspondences between Giardino dei Tarocchi

and its counterparts will be the subject of this paper.
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CrechaHo BenotTn

Pumckuit yausepcuteT «La Sapienzay, otgeneHune dunocotbckux Hayk,
npodeccop; MHcTuTyT ®Ppeitga, Pum, npodeccop

Stefano Velotti

“La Sapienza” University of Rome, Department of Philosophy, Associate
Professor; Istituto Freudiano, Rome, Visiting Professor

Yro 3a peanusm? PasmbiwneHus o Nepxapae Puxrepe

PuxTep — 0AMH 13 BbICOKO LIEHUMBbIX XYA0XHUKOB HAlIEro BpeMeHu, CTOMMOCTb paboT
KOTOPOro OCTMraeT aCTPOHOMUYECKUX Lindp. Ero TBOpYECKMit NyTh UHTEPECEH B CBA3M C
BOMPOCOM 0 peanusme. Y XyAoXKHMKa, HauyaBlIero cBoé obyyeHue B [ipe3aeHe, 6bin WwaHc

CTaTb COLMANUCTUYECKUM PeanucToM: ero kymupamu 6einm yTTy30 1 Pusepa, a cam oH nucan
MacwTabHble peanucTuieckue hpecku No rocynapcTBeHHoOMy 3akasy. llepeexas Ha 3anag —
OyKBaNbHO Nepej CTPOUTENbCTBOM BepanHCKOI CTeHbl, — BHaYane OH NpUOGLMACA K NoN-apTy,
KOTOPbIi Ha3BaN «KANUTANUCTUYECKUM Peann3momy. OH WMPOKO NPUMEHAN TAKON MHCTPYMEHT
peanusma kak dotorpacus. Takxe oH 06paLancs K peanbHbIM NOAUTUYECKUM COOBITUAM,
TaKUM Kak camoybuitcTea uneHoB rpynnsl baagep-MaitHxod unu nageHne «6aweH-6an3HeL0BY,
VTBEPXAAA, YTO ero abCTPaKTHaA MMBONUCH He MEHEE PeasMCTUYHA, YeM Ta, KoTopas
u306paxaeT peanbHOCTb. B 3TOM flokNaje Mbl NONbITAEMCSA NPOSACHUTL Pa3nYHble 3HaYeHUs
NOHATUA «Peannu3my B YHUKANbHOM TBOPYECKOM NyTu PuxTtepa.

What Realism? Reflections on Gerhard Richter

Richter is one of the most appreciated artists of our time and his works have reached
astronomical prices. His artistic parable is particularly interesting for the issue of realism.

He started his apprenticeship in Dresden with socialist realist premises, where his models

were painters like Guttuso or Rivera, and painted vast realist murals for the State. But when

he moved to the West — just before the construction of the Berlin wall — got close at first to
pop art, which he labeled “capitalist realism”. Always faithful to painting, he has made wide
use of such a realistic medium as photography. He has tackled real political events, such as the
suicides of the members of the Baader-Meinhof group or the destruction of the Twin Towers, and
yet he claimed that his abstract paintings are no less realistic than those that depict reality.
This research will attempt to clarify the different meanings of realism within Richter’s unique
artistic itinerary.
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OpHenna [iluckayyuatu

Universita degli Studi della Tuscia, Butep60o, oTaeneHune NUHIBUCTUKY,
JUTEpaTypbl, UCTOPUYECKUX, PUNOCODCKUX W IOPUANYECKUX HayK,
npodeccop

Ornella Discacciati

Universita degli Studi della Tuscia, Viterbo, Department of Linguistic,
Literary, Historical-Philosophical and Legal Studies (DISTU),
Associate Professor

CrpemneHue K meyte: «Cyactnusaa Mocksa» Anppes lnatoHoBa

3aKOHYEeHHas, UK Xe He3aKoH4YeHHas, «CyacTameas Mockeay» AHapes lnaToHOBa, BNepBbie
ony6nukoBaHHas B Poccum Tonbko B 1991 roay, — 0AMH U3 HanGonee MHTEPECHBIX POMAHOB,
HanucaHHbix B 1930-e roabl. Ha3BaHue oTCbinaeT yutatens K reponHe, ocuportesweinn Mockse
YecTHOBOW, HO TaKKe OTHOCUTCA U K TOPOAY, B KOTOPOM NPOXOAMT 60/bluas YacTb poMaHa.

[lBa LeHTpa NOBECTBOBAHUA COEAMHEHbI OANHAKOBO TPArmyeckon u NpoTMBOPEYUBON
OUHAMUKOMN CO3MIAHUA U pa3pyLieHns, CHOCa U PEKOHCTPYKLUMU, KOTOpas 0TAUYaeT UCTOPMIO
«Tena» NepBoi COBETCKON MeTpononuu. [1naToHOB co3faeT Kanenfaockon YyAeCHbIX U MPayHbIX
06pa30B BepEHMLbl CUMBOIMYECKUX MECT, BE3[1eCYLMX B NPONaraHe, a TakXKe CaMoBbITHbIX
OKPEeCTHOCTell 1 Tex 06LEeCTBEHHbIX MECT (KOMMYHAKK, OOLLEXUTUSA U T.4.), B KOTOPbIX POAUACS
Xomo coseTukyc. Poma MnatoHoBa — 370 GecnpeleaeHTHbI nopTpeT MockBbl M Haubonee
peanucTuyHas penpeseHTaluns ropoACKOi MeYThl CTAJIMHCKOM 3NOXK.

Longing for a Dream: Happy Moscow by Andrey Platonov

Finished or unfinished Andrey Platonov’s Happy Moscow, first published in Russia only in 1991,
is one of the most fascinating novels written in the 1930’s. The title refers to the heroine, the
orphaned Moscow Chestnova, but it also refers to the city, in which much of the novel takes
place. The two narrative centers are banded by the same tragic and contradictory dynamic

of construction and destruction, demolition and rebuilding that marks the story of the body
of first Soviet metropolis. Platonov creates a kaleidoscope of splendid and gloomy images of

a multitude of symbolic places omnipresent in the propaganda, but also off the beaten track
neighborhoods and those social spaces (kommunalki, obshchezhitie, etc.) that gave birth to
the Homo sovieticus. Platonov’s novel is an unprecedented portrait of Moscow and the most
realistic representation of the urban dream of the Stalinist era.
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Knayaus Ckangypa

Pumckuit ynusepcutet «La Sapienzay, punonoruyeckuit pakynbter,
npodeccop

Claudia Scandura

“La Sapienza” University of Rome, Department of Philology,
Associate Professor

«bopoTbcA M UCKATb, HANTKM U He CAABATLCAN.
Peanuctuyeckue n pomaHTUYECKUE Fepom
B pomaHax BeHnamuHa KaBepuHa

asHas uenb 60ps6bl repoes KasepuHa — GopMUpOBaHUME 1 COBEPLIEHCTBOBAHME CBOE IMYHOCTH U
MU3HW. OHM HU B KOEM CJlyyae He KOMMYHUCTbI-KOHCMIMPATOPbI UK XKe «NPO(eCcCcMOHaNbHbIE PEBOIO-
LMOHepbI». Bo3pacT oTAeNsAET UX OT NOKONEHUS TepPOEB, U OHU JaXe He ABASIOTCA YneHamu MapTuu.
OHW — nHanBURYanucTsl. «KoHew Xasbl» — nepsblit poMaH, B KOTopoM KaBepuH nuwet o co6bITUAX
COBpeMeHHOI Poccuu, NoBeCTBYs 0 NPECTYNAeHUAX WaliKu NeTporpasckux Bopos. B pomane «Xynox-
HUK HEWU3BECTEH» OH pa3pabaTbiBaeT KOHDAMKT iBYX NEPCOHANKEN, MHKEHEPA U XYAOXKHHMKA. MTpuunHa
KOH(MKTA — HENpUMUPUMOE NPOTUBOCTOSIHWE UX NPUOPUTETOB B CTPOUTETLCTBE COLMANU3MA.
PomaH «[lBa kanuTaHa» COOTBETCTBYET TPEOOBAHUAM COLPEANU3Ma, Ho B TO e BpeMs He NposBAseT
HWUKaKOoro MHTepeca k PeBonioLun KpoMe Kak K 06beKTY Xy[0XeCTBEHHOro onucaHus. NpefocTtasnas
B CBOMX POMAHaXx B3rs4 HA IMYHOCTb YEI0BEKA KaK HA HEOTHEMJIEMYIO LeHHOCTb, aBTOP NpUrnalaet
ynuTaTens NpPUCOESMHUTLCA K KONNEKTUBHOMY camoaHanusy. Yenosek Tparnyeckoi cyabbel, Kasepu
CaM Obll OfHUM U3 TeX FepoUYEecKUX GUryp, KOTOPbIE HE CMOTIU He GbiTh lYXOBHO CBOHOAHbIMY.

“To Strive, to Seek, to Find and Not to Yield".
Realistic and Romantic Heroes in Venjamin Kaverin’s Novels

The main object for the striving of Kaverin's protagonists is the formation, the perfection of
their very personality and life. They are in no way communist conspirators or “professional
revolutionaries”. Their age severs them from the heroic generation and they are not even
members of the Communist Party. They are individualists. The End of the Gang is the first novel
where Kaverin conjures up the events of contemporary Russia, narrating the destruction of a
gang of Petrograd robbers. In Skandalist the writer develops a conflict of two distinct charac-
ters: an engineer and an artist. The source of their conflict — their priorities as to the building
of socialism are in an opposition to each other. Novel Two Captains fulfils the requirement of
the Socialist Realism, at the same time does not take any vital interest in the Revolution as an
object of creative description. Offering in his novels the vision of man’s personality itself as

an intrinsic human value, the author invites to a collective soul searching. Facing a tragic fate,
Kaverin himself is one of these heroic figures who cannot avoid being spiritually independent.
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JHuUo AmaTo

MexayHapOAHbIA MHCTUTYT UCCNEA0BaHUIA HEANnOAUTAHCKON My3bIKK
XVIII Beka, Heanonb, npe3npeHTt

Enzo Amato

International Institute for the Study of the Neapolitan Music
of the eighteenth century, Naples, President

HeanonutaHckaa mysbika XVIII Beka u pa3sutue onepbl
B Poccuu: Korpa peanbHOCTb CTAHOBUTCA BbIMbICJIOM,
a BbIMbICeJl — peanbHOCTbIO

Bnaropaps pedopmam, HayaTbiM [leTpom Benukum, HeanonntaHckas myssika XVIII Beka
OKa3ana onpejenéHHoe BAUAHME HA CIOXKEHWE PYCCKOI KNaccuyeckoit My3biku, B TOM Yucne
onepsbl. K 3TOMy )aHpy BNONHE NPUMEHUM TEPMUH KPeaNU3M»: MOXHO rOBOPUTb

0 peanu3me KOMUYECKOM ONepbl M Marnyeckom peann3me «BbICOKOM» onepel. B3aumopencrene
BOOGPpaKaemoi 1 NpoXXMBaeMoil peanbHOCTH B ONepe 0COBEHHO APKO NPOABNAET cebs npu
CPaBHEHMMN PYCCKUX HAPOLHBIX CKA30K 1 TBOpYecTBa «Moryueii Ky4ku». NpocnexunBaeTcs OHO 1
Npu CONOCTaBNEHNM Pa3NNYHBIX aCNEKTOB KYNbTYPbl, NOCPEAHUKOM MEXAY KOTOPLIMU ABNAETCA
My3blKa BO BCEM MHOT006pa3uu e€ nposBReHnii: 3ByKa U TEKCTA, KOHCTPYUPOBAHNA PEanbHOCTH
1 HenoCpefCTBEHHOTO BOCNPUATUSA, BOCIUTAHUA U UHTYULMW, BPEMEHW U NPOCTPAHCTBA, 370 1
NpUPOAbI, abCTPaKLWUM U BUYBCTBOBAHMSA, AUCLUNAMHBI U CTPACTH, KATapcuca U BOBNEYEHHOCTH,
KONMYEeCTBa W YyBCTBA, NaMATK 1 3a6BeHUA, Npowwsioro u yayuero, GopMbl U CUMBONA.

The Neapolitan Music during the Eighteenth Century and the
Development of Opera in Russia. When reality becomes Fiction
and Fiction Reality

Due to the reform started by Peter the Great, Neapolitan music of the XVIII century had a
prominent influence on the formation of Russian classical music including opera. To this genre
could be applied the term «realismy: it is possible to speak about realism of a comic opera and
magical realism of «grand operay. The interaction between dreamed and lived reality in opera
expresses itself especialy brightly while comparing Russian folk fairytales to the works of the
“Group of the Five” but also through juxtaposition of different aspects of culture moderated

by music with its variety of appearances: sound and text, arrangement and perception, culture
and instinct, time and space, ego and nature, abstraction and sensuality, discipline and passion,
catharsis and involvement, number and feeling, memory and oblivion, past and present, form
and symbol.

MEXOVHAPOOHAA HAVYYHAA KOHOEPEHIOUA
POCCHUA - UTATUA: « PEATHA3MBI» B UCKYCCTBE MW KVJIBTYPE XX BEKA



Te3ucol goknapos | Abstracts

Onbra BennammHosHa Kanyruia

HayuHo-uccnepoBatenbCKuit MUHCTUTYT TEOPUM U UCTOPUN
1306pa3nTeNbHbIX UCKYCCTB Npu POCCUIICKON aKageMumn XyA0XKeCTs,
3aBepytowas OTAeNOM pyCCKOro MCKYCCTBa

Olga Kalugina

Research Institute of the Theory and History of Art,
Department of Russian Art, Head of Department

WHTepnpeTauma CKyNbNTYPHOro UMNPECCUMOHM3MA B PYCCKOM
UCKyccTBe Hayana XX BeKka. [aono Tpy6ewuKoi 1 CKyNbNTYPHbINA KNacc

MOCKOBCKOro y4ymnuiLa XX MBonucu, BasHMA 1 30a44eCTBa

CraHoBneHune CKYNbNTYPHOro UMNPEeCCUOHU3Ma, B OTIMYME OT XKUBONUCHOTO, NPOUCXOAMNO B Utanuu.
Kpu3unc akagemnyeckoro HanpasieHNs B CKYIbNTYPE U CMEHA ICTETUYECKUX NPEANOYTEHNI XYL0-
KECTBEHHO 3nUTbl cHhOPMMPOBANYM GNAroNPUATHYIO NOYBY AR Pa3BUTUA AAHHOTO HaNpaBJeHus.
Mpu 3ToM TBOpYecTBo Maono TpybewuKoro, Kak OAHOrO U3 ero ApYaiLUX NpeacTaBUTENEd, NEPEXUIO0
HaWBBbICWMIA paclyBeT Ha pycckoii nouse. Ha 6a3e ckynbnTypHOro knacca MoCKOBCKOTO yuuauLya xu-
BOMMWCH, BAsiHWA 1 30a4ecTBa TpybeLkoMy Obla NpefoCcTaBNeHa BO3MOXHOCTb NpenofaBaHus. 3aech
C/IOXMNACh OPUrMHaNbHASA WKONA, CNOCO6CTBOBABLIAS aKTUBHOMY OCBOEHUIO TBOPYECKOTO METOAA
€BPONeNCKoro CKyNbNTYPHOro UMNPeCCMOHM3Ma pycckumu BasTensmmu CepebpsHoro seka. OgHako

B KOHTEKCTE TBOPYECKOI NPaKTUKN KaXKAOr0 KOHKPETHOrO MacTepa AaHHOe HanpasieHue NposBaANo
ce6s CoBEPLIEHHO OPUTMHANBLHO. TPU 3TOM UCTOYHUKOM BAUSHUS HA €ro GOPMUPOBAHUE BbINO HE
TO/IbKO TBOPYECTBO TPY6ELKOro, HO U CAMOBBITHBIN OMBIT [PYrUX PYCCKUX MACTEpPOB.

Reception of the Sculptural Impressionism in the Russian Art
of the early 1900s. Paolo Trubetskoy and the Sculpture Class

of the Moscow School of Painting, Sculpture and Architecture

The formation of the impressionist sculpture unlike the impressionist painting took place in
Ttaly. The crisis of the academic trend in sculpture and changing aesthetic preferences of the
artistic elite formed a fertile ground for the development of this trend. At the same time the art
of one of the most prominent masters of the sculptural impressionism Paolo Trubetskoy reached
its heyday on Russian soil. On the base of the sculpture class of Moscow School of Painting,
Sculpture and Architecture where Trubetskoy had the opportunity to teach was founded the
original school that promoted a development of the creative method of the European sculptural
impressionism among Russian sculptors of the Silver Age. However, in the context of the
creative practice of every individual master this trend manifested itself quite original. At the
same time a source of influence on the formation of sculptural impressionism was not only the
oeuvre of Trubetskoy, but also an original experience of Russian masters.
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EneHa HukonaeBHa KameHckas

MocKoBCKMI1 My3eil COBpeMeHHOro UCKYCCTBaA,
CTapLKit HAyYHbIA COTPYAHUK

Elena Kamenskaya
Moscow Museum of Modern Art, Senior Research Fellow

WTanua B xu3Hu u TBopyecTse AnekcaHapa fikosnesa (1887-1938)

[loknap 3aTparMBaeT BaxHylo M Manon3yyeHHyIo TeMy, NOCBAWEHHYIO BANAHUIO XYA0KECTBEHHOrO
Hacnepua Utanuu Ha TBopyecTBO AnekcaHapa flkosnesa (1887-1938). Utanus B XWU3HM pyccKoro
XYHOXHUKA, NeTepOypxLa No POXKAEHMIO, 3HAUMNA MHOTO GONbLUE, YeM MPOCTO CTPAHA NPEObIBaHMS.
«PoanHa Bcex XYAOKHUKOBY C IOHOCTU GblNa ero MeyToi U ry6oKoi XyA0KeCTBEHHO
npuBs3aHHOCTbI0. Bnepsble nocetus Utanuio ctypeHTom (1910), OH BHOBb NpUOLIN TYAA YyiKe
AUNNOMUPOBAHHBIM XuBonucueMm (1913), HarpaxAEHHLIM NeHcMoHepcKoit noe3pkoit (1914-1915).
B nocnepywowme aBa AeCATUNETUA OTNYILEHHON XYA0XHUKY XU3HU OH 4acTO Npuesxan Ha
AneHHuHbl U3 apuxa, roe xun noctoaHHo ¢ 1919 roga. AkoBneB CTpeMUAICA B CBOIO MACTEPCKYIO
Ha Kanpu B nepepbiBe Mex Ay AONrOBPEMEHHbIMU IKCNEANLMAMM B cocTaBe upmbl CUTpOeH no
Adpuke n Azuun. B 1920-1930-e Ha Kanpu um 6611 HanucaHbl 4eCATKU KapTUH.

WckyccTBo flkoBNeBa Npowno CAOXHbLIA NyTb. HepeaKko Ha OfAHOM 3Tane co3AaBanunch

paboThl, NCNONHEHHbIE B AyXe CTPOroi aKaleMUYecKo HOBOW KNaCCUKN U OTKPOBEHHO
MMNPEeCCMOHUCTCKNE 3TIOAHBIE Belyn. Bbi3peBanu aTn cTUAMCTMYECKMe NapafurmMbl 3a4acTyio

Ha 6narofaTHoOM UTaNbAHCKOI NoYBe.

Italy in Art and Life of Alexander Iacovleff (1887-1938)

This paper refers to an important and insufficiently studied theme dedicated to the influence of
Italian art heritage on the works by Alexander Iacovleff. For him this country meant much more
than just a place of residence. He had a strong affection for “the Motherland of all artists”. To
go there was a dream of his youth. Iacovleff visited Italy for the first time (1910) as student,
during his second visit he was already a certified painter with an academic pension. In the

next twenty years he was a frequent visitor of the Appenines coming there from Paris where he
lived permanently from 1919. Iacovleff enjoyed his Capri studio and went there in the intervals
between the continuous expeditions of Citroen — trans-African and trans-Asian. In 1920s-1930s
during his stay at Capri he had accomplished dozens of artworks. The art of Iacovleff had

gone a difficult way. Often during the same peiod of his oeuvre were created the artworks in
academical traditions and impressionistic sketch-like pieces. Those stylistic paradigms had
usually flourished on the fertile Italian soil.
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EneHa BnagumuposHa Npu6oHocoBa-Ipe6HeBa

MocKOBCKWI1 rocyaapCTBeHHbIN yHuBepcuTeT umenun M.B. JlomoHocoBa,
MCTOPUYECKNIt haKyNbTeT, HayUYHbI COTPYAHMK

Elena Gribonosova-Grebneva

Lomonosov Moscow State University,
Faculty of History, Research Fellow

TeopuyectBo Ky3bmbl lleTpoBa-BoaKUHA HA MTaNbAHCKUX
U APYrux MeXAYHapoAHbIX BbiCTaBKax. K Bonpocy o eBponenckux
penpeseHTauunAx pycckoro nckyccrea B 1910-1930-x rogax

BeicTaBKM pycckoro uckycctsa B Manbmé (1914), 8 BeHeuun (1924, 1928, 1932, 1934) u

B Ctokronbme, Ocno, bepnune, BeHe (1927-1928, 1930) v apyrux eBponeiickux ropopax,
CNOCOBCTBOBANMN €70 BXOXAEHWIO B MEXAYHAPOAHbIA KOHTEKCT, BbIABUIN YEPTbl OTAUYUIA

U CXOACTBA C 3apybexHbiMU 06pa3sLamMmu, NpoJeMOHCTPUPOBAM BO3POCILEE BHUMAHE
MHOCTPaHHO NyGANKM K COBETCKOMY UCKYCCTBY. B 3ToM cmbicne durypa Metposa-BoakuHa
OKa3blBAeTCS 3HAYMMON, TaK KaK COBMelLaeT B cebe NOYBEHHbIE TPAJULMY C WUPOKOK
eBponeickoit 06pa3oBaHHOCTbI0. Ecnn B 1914 rofy paboTbl pyccKuUx XyAOKHUKOB NOKa3blBaANUCh
PAAOM C NPOM3BEAEHUAMM 3anaHbIX MacTepos, To B 1930 roay B EBpone Gbiiv opraHnM3oBaHbl
oTfeNbHble BbICTAaBKM COBETCKOr0 MCKyCCTBA. Haxopswmecs B MOCKOBCKOM apxuBe [leTpoBa-
BopaKWHa 0T3bIBbI NHOCTPAHHO Npecchl NO3BOAAIOT CKa3aTh, YTO AUANA30H CYXAEHUN
BapbUPOBANCA OT ABHO J06POXKENaTeNbHbIX 1O PE3KO KPUTUYECKUX, @ BOCMPUATUE PYCCKOTO
MCKYCCTBA CBOAMNOCH K BbIABNEHUIO TO €r0 «a3UaTCKUX», TO eBPONENCKUX aHaNornit U KOpHen.

The Work of Kuzma Petrov-Vodkin at Italian and other International
Exhibitions. On the European Representation of Russian Art in 1910-1930s

Exhibitions of Russian art in Malmo (1914), Venice (1924, 1928, 1932, 1934), Stockholm,

Oslo, Berlin, Vienna (1927-1928 and 1930) and other European cities were conducive to its
acceptance into the world art context, they revealed certain important features of similarity
with and distinction from the arts of other countries as well as demonstrating the growing
interest of both the public and the press to Soviet art works. In this sense the work of Kuzma
Petrov-Vodkin appears of particular importance, incorporating as it does traditional Russian
art with European erudition. Whereas in 1914 works by Russian artists were shown side by side
with artworks by German, Austrian, and Scandinavian masters, in 1930 Soviet art was displayed
at specially organized exhibitions in a number of European cities. The press clippings on those
exhibitions, held in Petrov-Vodkin's Moscow archive, show a wide range of opinions varied from
highly appreciative to sharply critical while the overall perception of Russian art was limited to
revealing its Asian or European roots and analogies.
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Aneccanppo Ancduepu

Pumckuit yuuepcuteT «La Sapienzax, otaeneHue gunocothckux Hayk,
Hay4HbIA COTPYAHUK

Alessandro Alfieri

“La Sapienza” University of Rome, Department of Philosophy,
Research Fellow

®unbmbl bopuca bapHeTta: mexay peanu3mom n no3smeun

Ounbmbl bopuca bapHeta meHee nonynsipHbl B UTannuu, 4em paboTsl APYrux MacTEpPOB COBETCKOIO
HeMoro KuHo. Ero noatuka octaBuna ryboKuii cnef B pyccKoii KyibType, B €r0 TBOPYECTBE
MHOFO NepecevyeHunit u COOTBETCTBMIA C paboTamu 3apybexHbix aBTOpoB. ECNu cOBpeMEeHHbIi
aBaHrapA nocBATU/ CBOM 3KCMEPUMEHTHI MOHTaxy, bapHer, kak u fcyasupo 043y, pabotan
nouTH 6€3 MOHTAXHbIX CKNIEEK, C NOMOLbI0 ANNHHBIX KafpOB, YTOObI NOKa3aTb nybanKe peanusm,
MOJHbINA N033UM, KOTOPbIK NOSBNAETCA U3 BHUMAHUA K NOBCEAHEBHBIM CUTYaLMAM U 06CTAHOBKeE,
peanbHbIM, HO IMWEHHBIM CTEPEOTUNOB. Pa3MblWwAATL 0 KMHO bapHeTa — 3HAUMT pasMbIWNATb

0 TOW LLEHHOCTH, KOTOPYIO peasn3m NPUBHOCKT B KUHO, O HEBO3MOXKHOCTU €ro abCoTHOI
HEeTPanbHOCTM U O €50 MAEONOTUYECKOM 3HAYEHUN. TaKUM e UAEO0JIOTMYECKUM Bbll peanusm

B KUHO UTaNbAHCKUX PEXUCCEPOB, Hanpumep, y bnazeTttu u Aneccangpuxu.

OpHako, Kak y Ma3zonuuu u Buro, peanusm bapHeTta faxe no3aTuyeH, NOTOMy 4To cama

peanbHOCTb — 3TO HeNMpPeMeHHo No33us 6e3 nepesoda U hopManbHOCTE.

Barnet’s Film between Realism and Poetry

The cinema of Boris Barnet in Italy is less well known than works of other great masters of

the Soviet silent-film; his poetics left a profound mark on Russian culture, and it has many
affinities and correspondences with other international authors. If the contemporary avant-
garde dedicated his experimentation for montage, Barnet, as Yasujiro Ozu, worked by tracking
and long shots, for giving to public a realism full of poetry that emerges from the attention for
everyday situations and for atmospheres evoked by authentic situations without stereotyping.
Reflecting about Barnet’s cinema means reflecting about the value that realism assumes in
movie, about impossibility of its complete neutrality and about its ideological meaning,

as ideological was the realism of Italian directors such as Blasetti and Alessandrini.

As Pasolini and Vigo, however, the realism of Barnet is even poetical, beacuse the reality
itself is immediately poetry, without translations and formal forcings.
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MapwuHa lOpbeBHa ToponbirmHa

Bcepoccuitckuit rocynapCcTBeHHbIR MHCTUTYT KWHeMaTorpadum
umeHu C.A. TepacumoBa, npenogasartenb

Marina Toropygina

The Russian State Gerasimov University of Cinematography,
Lecturer

K Bonpocy o peanusme B KMHO: CTWJIb, UKOHOTpacua U BocnpuaThe

Tema «peanusma» 1 «peanncTUYHOCTU» B KWHEMATOrpauyecKoM AUCKypCe NosiBAsieTcs

MoYTH OJHOBPEMEHHO C POXKAEHUEM ITOTO BUAA UCKYCCTBA: 3aNeyaTnéHHbIA Ha KUHOMNEHKY
NapoB03, ABWKYIWMIACA C 3KPaHa, 3aCTaBNsIET 0COBEHHO BreYaTuTENbHbIX 3puTenei Boiberatb

w3 3ana. Bnocneacteuu G110 NPUHATO Pa3aensiTb «peanucTUyeckyo» NuHuio Jilombepa u
«aHTacTuyeckuit» kuHematorpacd Menbeca. HoBatopbl M aBaHrapAUCThl aneanMpoBany

K onbiTy JIloMbepa: 0TCYTCTBUE feKopauuii, cneusddeKkTos n GUKCALMS «KU3HM, KaK OHa

ecTb». TeM He MeHee, B UCTOPUYECKOI NepCneKTUBe UX TBOPYECTBO NPUHATO paccMaTpuBaTh B
pamMKax CTUNUCTUYECKUX HANPABNEHUN: UTANbAHCKNI Heopeanusm, dpaHLy3cKas HOBas BOJIHA,
COBpEMEHHas PyMbIHCKAs «BOJHA» UAW faTckas «[lorma 95», NpuYEM cTeneHb «peanmucTMyHoCTU»
NpeaCcTaB/eHHOro Ha 3KpaHe BapbUpyeTCs B 3aBUCMMOCTYU OT UCTOPUYECKOI AUCTAHLUN 3puTENs.
Mbl paccMoTpuM paboThl KNAacCUUYECKOro KMHematorpata u COBpeMEeHHbIX aBTOPOB, YTO6bI
NpoaHanu3MpoBaThb BO3MOXKHOCTM peanu3ma B KUHO Kak B paMKax TpaguLuu peanuctTuyeckoro
MCKYCCTBA, TAK U B KOHTEKCTE 3pUTENbCKOro BOCMPUATUSA.

On the Realism in Film: Style, Iconography and Perception

The notion of “realism” and “realistic” in the film discourse appears almost simultaneously with
the birth of this art: the train, captured on the film and moving on the screen, made the most
susceptive viewers run out of the screening room. In the following years two ways of cinema
were usually defined: the “realistic” Lumiere line and “fantastic” one starting with Mélies.
Innovative avant-garde authors appealed to the experience of Lumiére: lack of scenery, no
special effects and fixing “the life as it is.” But in historical perspective, their work is usually
considered as a part of certain style or movement, whether the Italian neorealism, French
nouvelle vague, new wave of Romanian cinema or the Danish Dogme 95, and the degree of “realism”
presented on the screen depends on the historical distance of the viewer. We will deal with some
of the classic cinema works as well as contemporary authors to analyze the options of realism in
cinema, both within the tradition of realistic art and in the context of the viewer’s perception.
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Anekcangp laBuaoBuy bopoBckui

locypapcTBeHHblit Pycckuit my3eit, 0Taen HoBelWMX TeYeHUH,
3aBefywluin oTaenom

Alexander Borovsky

The State Russian Museum, Department of the Newest Art,
Head of Department

®urypatususm 1930-x ropoB: Utanus — Poccusa. Pucmoi

CoBeTCKas XMUBONUCh NOCTABAHrApAHOMN NOPbl Pa3BMUBaNACh N0 ABYM HANpPaBJEHUAM.

MepBoe Tpe60Bano OT KAPTUHbI KOPPEKTUPOBKM PEANbHOCTM NOJ 3HAKOM LOJKECTBOBAHUSA,
COOTBETCTBEHHO, aKTYaAU3NPOBANNCh MUMETUYECKME U HApPaTUBHbIe acneKTbl. ITO HanpaBieHue
o opmMunock B colpeann3m C COOTBETCTBYIOWMM HAGOPOM aruTaLMOHHBIX U penpe3eHTalUoHHbIX
KayecTB. Bropoe HanpasneHue GbIN0 peann3oBaHO B HECKONbKUX CTUNEBbIX TUNONOTUAX.

B nocnepHee Bpems B Poccuu BCE akTuBHee usydaetcs Art Deco, Ho Yalle BCero B KOHTEKCTe
apxXuTEKTYypbl U An3aiiHa. B foknage yaeneHo BHMMaHue ctaHoBneHuto Art Deco B coBeTckoi
xusonucu. Mpexae Bcero, Ha MaTepuane TBopyecTBa yuyeHnkos Kysbmbl MeTpoBa-BogkuHa,
3epHoBa, IBeHbax, Cokonosa, YynaTosa, Mopet. Mu oTpetdnekcpoBaHHO N UHTYUTUBHO
TEMaTU3UpPOBaAHO CaMo NOABAEHUE HOBOMO CTUASA: HE FYOUHHOTO, ONEPUPYIOLLEro 6Aa3UCHbIMH
OHTOIOTMYECKUMU CABUTAMU UCKYCCTBA, @ NOABUIXHOIO, BOCMPUMMYMBOTO K TEKYLIUM HACTPOEHUAM
BPEMEHMU, XaAHO anponpuupyioLLero o6yt BU3YanbHOCTb — KaHOHUYECKYIO M aBaHFapAHYH0.

Figurative Art of the 1930s in Russia and Italy: Rhymes

Soviet post-avant-garde painting had developed in two directions. The first one demanded the
painting to correct reality under the sign of ought, therefore its mimetic and narrative aspects
had been actualized. This direction shaped into socialist realism with its corresponding set of
agitational and representative qualities. The second one had been realized in several stylistic
typologies. Nowadays Russian studies are more focused on Art Deco in the context of architecture
and design. This research analyses the establishment of Art Deco in soviet painting through

the oeuvre of Kuzma Petrov-Vodkin’s students Zernov, Evenbakh, Sokolov, Chupyatov, Poret and
many others. Maybe unintentionally they defined the birth of a new style. The style that was

not profound and operating with basic ontological shifting of art but flexible, perceptive of the
current moods, greedily appropriated any visual material — canonical and avant-garde.
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Enena BnapumuposHa BopoHoBuy

locynapctBeHHas TpeTbAKOBCKaA ranepes,
OTAen XuMBONUCK NepBOM NOAOBUHBI XX BEKA, HAYUHbIA COTPYAHUK

Elena Voronovich

Moscow State Tretyakov Gallery, Department of the Painting
of the First Half of the 20th Century, Research Fellow

WUTanua B xxmBonucu coBeTckux xyaoxHukos (1920-1930-e roabi)

B noknage 6yayT KOMNIEKCHO NPOAHaNU3UPOBAHBI KMBOMUCHbIE PABGOThl COBETCKUX
XYAOXHUKOB, N06biBaBWKX B UTanun 8 1920-1930-€ roasl. ABTOP 3aTPOHET paHHue,
HeperynapHble, BO MHOTOM C/lyyaiiHble NOE3[KMU XUBONUCLIEB, @ He Go/lee PacnpoCTpaHEHHbIe
KOMaHAWPOBKM B nocneBoeHHble 1940-1970-e roabl. OCHOBHAA LeNb AOKNafa — NPOCNEAUTD
IBOJIIOLMIO TBOPYECKUX METOLL0B CIOKMBLINXCA XYA0XKHUKOB 0, BO BpeMsa 1 Cpa3y nocne
nyTewectsuit B UTanuio B 3asBneHHbI Nnepuof. B xofe BoicTynneHus 6yayT paccMOTpeHbl
npoussepneHus Pépopa boropoackoro, leoprus Paxckoro, Opus Mumenosa, Masna Koputa

n Anekcangpa [lentHeku.

Italy in the Paintings of Soviet Artists (1920-1930s)

The author will comprehensively analyze paintings by soviet artists who visited Italy in

the 1920-1930s. The study will deal with the painters’ early, rare and mostly random trips
abroad, rather than the frequent post-war journeys of the 1940-1970s. The paper will focus
on the evolution of creative methods developed by accomplished artists before, during and
immediately after their travels to Italy in the 1920-1930s. The author will examine paintings
by Fyodor Bogorodsky, George Ryazhsky, Yury Pimenov, Pavel Korin and Alexander Deyneka.
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Matteo JlappaHKoHU

Pum, Manauyuo genne 3cno3numonu,
KypaTop HayuYHbIX U KYIbTYPHbIX MPOrpamMm

Matteo Lafranconi

Rome, Palazzo delle Esposizioni,
Responsible for the Scientific and Cultural Programs

Pum — 1935. AnekcaHnpp [leitHeka B Pume u II Pumckas
KesapapueHHane

Bu3ut [leitHeku B Pum gnuncs c 12 anpens no 3 mas 1935 roga. OH npuGein B ropof Ha noesge
un3 Mapwuxa, Ha obpatHom nyTu u3 CoeguHenHbix LUTaToB, KyAa ObIN 0OPULMANEHO AEeNErUPOBaH,
yTobbl NnpepcTaBnaTh CoBeTckuit Coto3 Ha NnepeABMKHOI BbicTaBKe «McKycCTBO COBETCKOM
Poccuny». Kpatkue, Ho 3HepruyHbie 3aMeTKu, KOTOPbIE XYLOXHUK CAeNaN TEMU BECEHHUMU LHAMU
1935-ro, AEMOHCTPUPYIOT 0COObLIN MHTEPEC CKOPEE K COBPEMEHHOMY UCKYCCTBY Puma,

YeM K UICTOPUYECKUM NaMATHUKAM ero repouMyeckoro npownoro. [lenHeka ynomuHan B CBOUX
3aNUCAX TONIbKO COBPEMEHHYIO apXUTEKTYpPY (PalnCTCKOro nepuoaa, KoTopyto Ha3biBas
«3ameyaTeNnbHOI No pasmaxy». OLHAKO CTOMT YYUTLIBATL, YTO, BO3MOXKHO, EMY BbiNan ciyyaii
YBUAETb ¥ NOAGOPKY, B LLeIOM NPEKPACHYI0, COBPEMEHHOI UTaNbAHCKOI XUBONUCYU U CKYNbNTYPbI
Ha orpomHo IT Pumckoit kBagpuHHane, npoxoguswen B Manauyo fgenne Icno3numoHu B Pume
BO BpeMs ero npebbiBaHus B ropoge.

Rome 1935. Alexander Deyneka in Rome and the II Quadriennale d'Arte

Deyneka’s stay in Rome lasted from April 12 to May 3, 1935. He arrived in town by train from
Paris, in his way back from the United States, where he was officially delegated to represent
the Soviet Union in occasion of the travelling show The Art of Soviet Russia. The short but
passionate notes he took in his writings during these Spring days of 1935 show a special
interest towards Rome’s contemporary style, rather than the historical monuments of its
glorious past. Even if Deyneka explicitly mentioned Rome’s modern architecture of the Fascist
period, that he considered “incredibly striking”, we have to consider that he must have had
the occasion to see “altogether” a brilliant selection of contemporary Italian painting and
sculpture, visiting the huge II Quadriennale d’Arte, on display at the Palazzo delle Esposizioni
di Roma during the months of his stay.

MEXOVHAPOOHAA HAVUHAA KOHOEPEHIHUA
POCCHUA - UTATUA: « PEATHA3MBI» B UCKYCCTBE MW KVJIBTYPE XX BEKA



Te3ucol goknapos | Abstracts

Buktopua BuktoposHa [leBpapuanu

MocKOBCKWI1 rocyaapCTBeHHbIN yHUBepcuTeT umenun M.B. JlomoHocoBa,
McTopuYecKuit hakynbTeT, acnupanT; OTAEN MeXAYHAPOJHOTO
COTPYAHUYECTBA, BefyL Uil COTPYAHNK

Victoria Devdariani

Lomonosov Moscow State University, Faculty of History,
PhD Student; International Relations Department, Senior Official

XypoxkecTBeHHble KOJUIeKLUKU UTaNbAHCKOro HoseyeHTo B My3esax
Fepmanum u CCCP (Ha npumepe Konnekumit HaunoHanbHoi Manepen
bepnuna, TMUN numenn A.C. NywkuHa n focypapcTBEHHOro IpMUTaKa)

CCCP, UTanua n fepmanma — rocyaapcTea, B UCKYCCTBE KOTOPBIX, Kak oTMevan fonoMwTokK,
TOTaNUTApWU3M MOPOAUN KYNbTYPY «KHOBOTO TUNA» U «HOBOTO cTUAA». B Hauane 1920-x CCCP
HanaXuBaeT OTHOWEHNS C PALOM eBPONENCKUX CTpaH, U MycconnHn ofHUM 13 NepBbIX 3anafHbiX
nupepoBs npu3Haet coBeTckyto Poccuto. C 1924 roga CCCP npuHMmMaeT yyacTue B BbICTaBKax Ha
BeHeuwnaHckoit bueHHane. Paa paboT UTanbAHCKUX XYLOXKHUKOB 3noxu HoBeyeHTo nonagatoT

B My3eu CCCP. B 1933-m lepuHr oTkpbiBaeT B bepnuHe BoicTaBky «HoBble uTanbsHckue
XWUBOMUCLbI», Te IKCMOHUPOBANUCh 15 KAPTUH UTANbAHCKUX XYA0XKHUKOB, BOWEALNX B
konnekuuto HaumoHanoHo fanepen bepnuna. B goknage paccmaTpusaioTca KoanekLum
utanbaHckoro HoseyenTo B HaunonaneHoii fanepee bepnuna, TMUN um. A.C. NMywkuHa n
focyaapcTBEHHOM IpMUTaKE, OCMBICAAIOTCA OCOOEHHOCTU BOCNPUATUA UTANbAHCKOTO UCKYCCTBA
XX Beka B pawmcrckoit fepmanun n CCCP.

Art Collections of the Italian Novecento Art in the National Gallery
in Berlin, The Pushkin State Museum of Fine Arts in Moscow

and the State Hermitage Museum in Saint Petersburg

The USSR, Italy and Germany are states where, according to Golomshtock, totalitarism generated
a culture of “a new type” and “a new style”. In early 1920s the USSR sought to establish political
and cultural contacts with some European states, and Mussolini became one of the first Western
leaders to recognize Soviet Russia. Since 1924 the USSR took part in Biennale exhibitions in
Venice. Some works of the Italian Novecento painters were moved to the museums of Soviet
Russia. In 1933 Goering opened an exhibition “The New Italian Art” where 15 paintings by
contemporary Italian painters were represented. The paintings are now part of the collection

of the National Gallery, Berlin. The research analyses the collections of the Italian painting of
XX century from the National Gallery, Berlin, The Pushkin State Museum of Fine Arts, Moscow
and the State Hermitage Museum, St.Petersburg and tries to comprehend some peculiar traits of
perception of the Italian Art of XX century in Germany and the USSR.
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Bepa AnekcanppoBHa OTpenbHoBa
focynapcTBeHHbBI MHCTUTYT UCKYCCTBO3HAHUSA, acNUpaHT

Vera Otdelnova
State Institute for Art Studies, PhD Student

MOCX nyTewecTByeT: COBETCKUE XYAO0XKHUKMN B noncKax Utanum

C koHua 1950-x roaoB nyTewecTsuUs B EBpony cTanu fOCTYNHbI AN GONbLIETro YUCA COBETCKUX
XYLOXHWKOB. W3 BCex 3apybexHbix CTpaH npeanoyteHue otaasanocs Ntanuum kak ctpaHe

C HacbllWeHHOI KynbTypHOW ucTopuei. OpraHn3aumeil noe3foK 3aHUMaNUCh UHOCTPaHHAsA
KOMUCCHA W NapTuitHas opranu3aums Coto3a xyaoxHMKoB. Kak npaBuno, XyaoxHUKu
nyTeweCcTBOBANM rpynnamu nof pyKoBOACTBOM rmpa-nepeBofynKka, Cnefusluero 3a UCMONHeHnEM
yTBepxaeHHoro B Mockse nnaHa noe3aku. OfAHaKo, NONyYMB BO3MOXHOCTb OTOPBATHCA OT
rpynnbl, XyAOXHMKN BCE PaBHO CNeWWUAN B MeCTa, CBA3aHHbIE C HAacNeAneM NPOLLNbIX INOX

1 npeHebperann CoBpEMEHHbIM UCKYCCTBOM: OHW Nponyckanu BeHeynaHckyio GuexHane,

HO HENpeMEeHHO WK B ranepeio Akagemuu u Lepkosb ®@papu. lonroxaaHHas BCTpeya C
NOANMHHUKAMM 3a4aCTyl0 NPOU3BOAUNA HEOXMAAHHbIN 3t deKT. B noknane, B ocHoBe KOTOPOro
apXMBHble JOKYMEHTbI U YCTHbIE BOCMOMUHAHUA XMBONUCLLEB, NOAHUMAETCA A0 CUX NOP NA0X0
n3yyeHHas npobnema opraHusauuu TBopyeckux noesgok 8 CCCP u npo6nema socnpusatus Utanuu
COBETCKUMM XYAOKHUKAMU.

MOSKH on the Move. What were Soviet Painters Looking for in Italy?

From the end of the 1950s travels to Europe became more accessible to Soviet artists. Italy was
preferred among all the foreign countries. Soviet artists who wanted to go abroad had to get
permission in the “foreign committee” in Union af Artists that periodically organized group
tours for the its members. A guide-interpreter was at the lead of such groups and had to follow
the program composed in Moscow and approved by several officials. It seems significant that
even when left on their own most of the travelers had usually visited the places associated with
the classical art, not with the Modernism: they sought to see the Santa Maria Gloriosa dei Frari
church or the collection of the Venetian Gallery of Academy over the Venice Biennale.

A long-awaited introduction to the original artwork often had unexpected results. This research
explores the Soviet artists’ perceptions of Italy they envisioned and Italy they encountered.

It is based on archival documents and oral memories of the artists.
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Kcenus BuktoposHa Kapnosa

WHCTUTYT pyCcCcKOro peanncTUyeckoro CKYCCTBa,
BeAYyLMA cneunannucT no BbICTaBOYHON,
Hay4HOI M NPOCBETUTENBCKOI paboTe

Ksenia Karpova

Institute of Russian Realist Art, Senior Expert, Exhibitions,
Research and Educational Initiatives

WcKyccTBO B pexkume peanbHOro BpeMeHH.
CoBeTCKUM CYpOBbI CTUJIb U UTANIBAHCKUI HEOpeasusm

B coBeTcKoli KynbType XpyWEBCcKas oTTenenb Npolia noj 3HakoM UTaNbAHCKOro Heopeanusma.
MosBuBlWKeECA B NpoKaTe kKMHoNeHTl Buttopuo e Cuku, Oxky3enne [le Cantuca, PobepTo
Poccenunu, a Takxe BoicTaBku PeHato lyTTy30 u ApmaHgo lNuuumHato ctanu gnsa sputenei
HACTOALWMM OTKPOBEHMEM. IMEHHO B 3TOT Nepuoj B COBETCKOM UCKYCCTBe 0603HaYaeTcs

CMeHa XYA0XKeCTBEHHbIX 0PMEHTUPOB, HOPMUPYETCA MHOW Yros 3peHUs Ha YeNoBeKa U MUPp.

3TV U3MEHEHUA NPOABUIUCH B NPOU3BEAEHUAX COBPEMEHHUKOB OTTENENN — XYA0XKHUKOB
CypoBOro cTuis. lna HAX HEOpeannu3m CTan rIoTKOM CBEXKEro BO3Ayxa, KOoTopblil cnoco6cTBoBanN
POX[EHUI0 HOBOrO XYA0XeCTBEHHOIO A3blKa. CypoBbIi CTUNL U HEOpEANU3M — ABNEHUS,
VyAanEHHbIe B NPOCTPAHCTBE U BO BPEMEHU, BO3HUKLUME B PA3HbIX UCTOPUYECKUX YCIIOBUAX.
HeoxupaHHble nepeceyeHns B UCKYCCTBE 3TUX HANpPaBAEHUA U UX CPaBHEHME CTanu
npefMeToMm faHHOro Aoknaaa. OCHOBHbIMM MaTepHUanamMm NOCNYKUAN UHTEPBbIO YYACTHUKOB
XYA0XECTBEHHOTO NpoLecca, B3ATble IMYHO aBTOPOM UCCNEA0BAHUA, @ TaKXKe AOKYMeHTaNbHas
KUHOXPOHMKA M KaTanoru BbICTaBOK.

Art in Real Time: the Soviet Severe Style and Italian Neo-Realism

The Khrushchev Thaw brought the light of Italian Neo-Realism into Soviet culture. The movies
of Vittorio De Sica, Giuseppe De Santis and Roberto Rosselini and the exhibitions of Renato
Guttuso and Armando Pizzinato were a revelation, coming precisely at the moment that Soviet
art began to devepol the creative directions and new perspectives on man and the world around
us. These changes are most apparent in the works of the artists of the Severe Style, created by
the Thaw generation. For them, Neo-Realism was a deep draught of fresh air that contributed

to the emergence of a new artistic language. The Severe Style and Neo-Realism are distinct
phenomena which grew up in different historical conditions, remote from each other in time and
place. This research explores the unexpected interaction of these artistic trends and compares
them. It is based on interviews conducted by the author of the research, video footage and
exhibition catalogues.

INTERNATIONAL CONFERENCE
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MocKoBCKOI rocyfaapCcTBeHHbI yHuBepcuTeT umenun M.B. JlomoHocoBa,
acnupaHnT; Mynetumegna Apt Myseii / Mockosckuit lom ®oTorpaduu,
XpaHuTenb

Igor Volkov

Lomonosov Moscow State University, PhD Student;
Multimedia Art Museum / Moscow House of Photography,
Conservator

HenocpeacTBEHHOCTb M NOCTAaHOBKA B COBETCKOM ¢oTorpacum
cepeauHbl 1950-x - 1970-x ropos

BbIGpaHHbIi Mepuoj MHTEPECEH C TOYKM 3PEHUA CMEHbl XYAOXECTBEHHbIX Napaanrm B goTtorpa-
¢uu, cTaBlen YacTbio PyHAAMEHTaNbHBIX MPOLLECCOB, 0XBATUBLIMX C cepeAnHbl 1950-X roaos Bce
cdepbl ku3HKU. B xypHanax «0roHek» n «CoBeTCKUI COKO3» KYNbTUBUPOBANCA CTApPbll NOAXOA K
toTorpadumu: NoCTaHOBOYHbIE KaAPbl, NOX0XMWeE Ha NoNoTHa coupeanu3ma. Ho ¢ koHua 1950-x Ha
CMeHY KKapTUHHOI» napagnrme NpuiLAK HOBble BeAHUA. B nepByto oyepefib — 3TO He NoCTaHo-
BOUHbI YepHO-6enblit HOTOpPenopTax, 4acTo NMMPUYECKUI, CKOHLEHTPUPOBAHHbBIN HAa NOBCEAHEB-
HOW XW3HW ntofeir. Bcé 3o nponcxopmnno Ha hoHe akTUBHO oTorpatmyeckoi XU3HU: ycTpam-
BaJMCb BbICTABKM; Pa3BUBANOCh ABUKEHUe doToNto6UTeNel; ¢ 1957-r0 CHOBA Hayan U34aBaThCs
KypHan «CoeTckoe thoTo», rae nybankosanuch 06pasLoBbie GoTOpaboTh U BEIUCH AUCKYCCHUU O
Teopuu 1 npakTuke doTtorpacumn. Kaxercs npoAyKTUBHBIM NPOCNEANTb CMEHY XYA0XKECTBEHHbIX
napagurM, COefMHWB aHaNu3 AUCKYCCUil B Npecce ¢ pa3bopoM KOHKPEeTHbIX paboT doTorpados.
TakXe MHTepeCcHbIM NpeAcTaBiseTCA CONOCTaBNeHMe BCeX ITUX MPOLECCOB C aHaNOTMYHbLIMM
ABNEHWUAMMU B €BPONeCKOit U amepukaHckon dotorpadumn n kuHematorpade.

Staged and straight approach in Soviet photography
in mid 1950s - early 1970s

It seems interesting to study selected period in terms of the changing of artistic paradigms in
photography, which was a part of more fundamental processes that from the mid-1950s swept
all spheres of life. Magazines “Ogonyok” and “Soviet Union” were cultivating the old approach
to photography: staged, resembling the socialist realism paintings. But since the end of the
1950s a new approach to photojournalism was coming to replace the old style photography.

It was a direct non-staged black-and-white photo-story, often lyrical, concentrated on the
everyday lives of people. All of this took place against the backdrop of an active photographic
life: exhibitions were organized; a movement of amateur photographers was developing in
photo-clubs; in 1957 the “Soviet Photo” magazine began to be issued again, where the best
photographs were published and discussions about photography were held. It seems interesting
to trace the changing of artistic paradigms, combining the analysis of theoretical discussions in
press and the pictures themselves. It is also interesting to compare it with the same phenomena
in the European and American photography and cinema.
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The Lomonosov Moscow State University Faculty of History is a vibrant, for-
ward-looking modern educational and research centre, the leader in liberal arts
education in Russia. In addition to the traditional departments of history and
art history, in the 2000s the faculty added some new departments to satisfy
the demands of the modern labour market. The Faculty of History is develop-
ing strong ties with leading Russian and international research, educational
and museum centres, associations, and governmental institutions. The faculty
boasts a strong academic base and top quality modern facilities that allow it
to provide in-depth education in the areas of historical and political sciences,
international relations, historical and cultural tourism, and translation. The
Faculty of History stays true to its traditions, and unfailingly provides superior
undergraduate and graduate training, which allows the faculty to remain the
flagship institution of Russian liberal arts education.

La Sapienza University of Rome, founded in 1303 by Pope Boniface VIII, is
one of the oldest in the world. It is consistently ranked among the top inter-
national universities, and its modern history is firmly rooted in its rich past.
La Sapienza’s mission is to promote cultural advancement through scientific
research, education and international cooperation. Today, more than 115,000
students are enrolled at La Sapienza, with a choice of 250 programmes to
study for their undergraduate, graduate and doctoral degrees, as well as 200
specialized courses. There are 11 academic departments, as well as 63 facul-
ties and research centres that offer cutting-edge instruction in archaeology,
physics, astrophysics, liberal arts and others. Additionally, the university has
59 libraries, two of which are open 24 hours a day, 20 museums and an office
for students with disabilities. La Sapienza regularly hosts various cultural and
social events to inspire and encourage its students.

The Institute of Russian Realist Arts (IRRA) is a private project which is
reviving the Russian tradition of philanthropic patronage of the arts. The IRRA
Museum and Exhibition complex opened in December 2011. The Institute is
based in one of the old buildings of the former Moscow cotton-printing factory
in Zamoskvorechye. The IRRA collection today is justly considered one of the
best collections of paintings from Russia’s 20th century realist school. The
three floors of exhibition space with a total area of 4,500 square meters present
a selection of almost 400 works of the Russian and Soviet art. The Institute

is based in one of the oldest buildings of the former Moscow cotton printing
factory in Zamoskvorechye, which stands opposite the Novospassky monastery.
After redesigning and restoring the building’s late 19th century walls, the
museum premises were equipped with the latest engineering services and dedi-
cated equipment designed to keep the exhibits in the best possible condition.

The Italian Institute of Culture in Moscow was established in 1986 and origi-
nally occupied a small space on the premises of the Italian Embassy at Vesnina
Street, 5 (now Denezhny Pereulok). In 2001 the Institute moved to a man-

sion at Maly Kozlovsky Pereulok, 4. Today, the Institute houses a multimedia
library and offers language classes in Italian. The Italian Institute of Culture
in Moscow is dedicated to promoting the Italian language and culture in Russia
through cultural events to share ideas and advance the arts and sciences.
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WUcTopuyeckuit hakynbTeT MOCKOBCKOro rocysapcTBeHHOro yHuBepcureta

nmeHu M.B. JlomoHOCOBA CerogHa — AUHAMUYHO Pa3BMBAIOLLUIACA COBPEMEHHbIN
06pa3oBaTebHbIil U HAyYHbIN LLEHTP, BEAYLWMIA LEHTP r'yMaHuTapHoro obpasosanus B Poccuu.
MoMUMO TPaZULMOHHBIX OTLENEHWUIA UCTOPUN U UCTOPUM UCKYCCTBA, B 2000-e rogbl Ha hakynbTeTe
6blNW CO3LaHbl HOBbIE OTAENEHUSA, OTBEYalOWME CrelutuKe U TpebOBAHUAM COBPEMEHHOTO
pblHKa TpyAa. NHTeHCMBHO pa3BuUBaOTCA CBA3W PaKynbTeTa C BEAYLWHUMU POCCUNCKUMU ¢
MeXAYHapPOAHLIMU Hay4YHO-UCCNeA0BaTENbCKUMU, aKaAEMUYECKUMU, My3EeiHbIMU LLeHTpaMu

W accouMauuamMu, rocyaapCcTBEHHbIMM opraHamu. PakynbTeT 06nafaeT MOLHbIM HayYHbIM
NOTEHLMANOM U KaYeCTBEHHON MaTepuanbHO-TEXHUYECKOW 6330/ A5 NOATOTOBKM CMeLuanncTos
B 0671aCTU UCTOPUYECKON HayKW, NONUTONOMNU, MEXYHAPOAHbIX OTHOLEHWIA, NCTOPUKO-
KyNbTYpPHOrO Typu3ma, nepeBofyeckoro aena. HenusmeHHo BbICOKMI ypoBEHb NOATOTOBKM Kak
6aKanaBpoB, TakK MU MarucTpoB, CIefoBaHNE TPAfULMUAM, NO3BONAIOT QAaKyNbTETY OCTABATHCA
NPU3HAHHBIM hNarMaHoOM POCCHIICKOro r'yMaHUTapHoOro 06pasoBaHus.

YHuBepcutet La Sapienza 6bin ocHoBaH B 1303 rogy Manoit boHndayuem VIII B Pume un
ABNAGTCA OAHWUM U3 CTapenlunX YHUBEPCUTETOB B MUPE, BCErfa NONaAaloLLMUM B MEXAYHAPOLHbIE
peiTuHrn ny4wux yHusepcutetos. CoBpemeHHas uctopus La Sapienza npoyHo cBa3aHa ¢

ero 6oratbiM npownbiM. Muccueit La Sapienza sgnsetcs npocseleHne obwecTsa ¢ NOMOLLbIO
Hay4YHbIX UCCNEA0BAHMIA, 06pa30BaHMA U MEXAYHAPOAHOro coTpyAHuYecTBa. bonee 115000
CTyAeHTOB, obyuyatowuxcs B La Sapienza, moryT BbI6paTh 0AHY M3 250 nporpamm s nonyyeHus
cTeneHu (6akanaBpoB, MarucTpoB U JOKTOPOB Hayk) 1 200 cneLnan3npoBaHHbIX KYpCOB.

B La Sapienza 11 dakynbTeToB 1 63 Kacheapbl U Pa3MYHbIX HAYYHO-UCCNEL0BATENbCKUX LIEHTPA,
KOTOpble LEMOHCTPUPYIOT BbICOKUI YPOBEHb NEPEAOBOr0 OMNbITa B 061aCTW apxeonoruu, pusmnku
M acTPOdU3NKH, @ TAKXKE TYMaHUTAPHBIX U APYrux Hayk. Kpome Toro, B CBOOGOAHOM NM0Nb30BaHUM
INA CTYAEHTOB HaxoAuTcA 59 6ubnnoTek (ABe U3 KOTOPBIX OTKPBITHI 24 Yaca B cyTku), 20 My3eeB
1 ouC ANA CTYAEHTOB C OFPaHNYEHHBIMU BO3MOXHOCTAMU.

La Sapienza Take perynsipHo opraHu3yeT MHOXeCTBO KY/bTYPHbIX U COLMANbHbLIX MEPONPUATHIA
L0158 NOOWpPEeHNUs CTYAEHTOB.

WNHCcTUTYT pycckoro peanuctuyeckoro nckyccrsa (MPPU) — yacTHblit NpoeKT, BO3POXKAAIOLLMNIA
061eCcTBEHHbIE TPAANLUM POCCUIICKOTO MeLieHaTCTBA. My3eitHO-BbICTaBOYHbIN kKomnnekc UPPU
oTKpbiics B gekabpe 2011 roaa. CobpaHue UPPU Ha cerogHAWHMIA LeHb NO NPaBy CYATAETCA
OJLHOM M3 NYYLINX KONNEKLMIA XKMBONUCU HALMOHANBHON peannucTuyeckon wkonbl XX Beka. Tpu
3TaKa BbICTABOYHOTO NPOCTPAHCTBA 0bLeii nnowaasio 4500 KBaApaTHbIX METPOB, NPeCTaBAAIOT
3puTeNnsaM 3KCno3uuuio noyTr 400 npon3BefeHnin PYCCKOTo U COBETCKOFO UCKYCCTBA.

WHCTUTYT 3aHUMAET OfiMH U3 CTAapUHHBIX KOpNycoB GbiBlwei MOCKOBCKOM cUTUEHAOUBHOI
(habpuKu, pacnonoxeHHoM B 3aMOCKBOpeYbe HanpoTe HoBocnacckoro MoHacTeips. Mocne
nepennaHMpPOBKW U pecTaBpaLMmM CTEH 34aHUSA, NOCTPOEHHOTO B KOHLe XIX Beka, nomelieHus
My3es 6blM OCHALLEHbI HOBEWLW UMY UHKEHEPHBIMU KOMMYHWUKALUAMU U CNELMANBHBIM
060pyaoBaHMeM, NpeAHA3HAYEHHbIM A/ NOALEPXKAHUA My3eiHOIO Pexuma.

UtanbaHckuit UHcTuTyT KynbTypbl B MocKkBe Obin 0cHOBaH B 1986 rofy M U3HAYanbHO
pacnonarancs B O[HOM U3 3AaHNiA, npuHaanexawmx Moconsctsy Utanuu Ha yanue BecHuHa,
4.5 (HblHeWwHW [leHexXHblit nepeynok), 3aHnmas Hebonblwoe nomewenmne. B 2001 rogy UHcTutyT
nepeexan B 0coOHsK Ha Manom Ko3nosckom nepeynke, 4. 4. B UHcTUTyTe pacnonaratorcs
61bMoTEKA, MEAMATEKA U MPOXOAAT KYPCbl UTANbAHCKOTO A3bika. UTanbaHcknit UHCTUTYT
KynbTypsl B MocKBe pelaeT 3agady NpoABMKEHUA UTANbAHCKOrO A3blKa U KynbTypbl B Poccuu,
OpraHu3sys KynbTypHble MEpONpUATUA ANA PaCNPOCTPAHEHNA UAEN, UCKYCCTBA U HAyKMK.
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