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AxHOTAIIUA

ABTOp aHAAM3UPYET TAABHBIC 3CTECTHYCCKUC IPUHIHUIIB POCCHICKON aKAACMHH XYAOKECTB K
IIOKAa3BIBACT, YTO OHH MEHAAHNCH OT wumrepckoro Oapokko (XVIII B.) k kaaccunmsmy Kak
OIIPEACASIFOIIIEMY CTHAIO IIEpBOIl ImoAoBHHBI XIX Beka M AaAee — K KPHTHYECKOMY PEAAHU3MY.
Vaeasercs  BHHUMaHHE  ACATEABHOCTH  aKAAGMHH  KaK  TI'OCYAAPCTBEHHOM — HHCTHTYIIUH,
OCYIIIECTBASMIBIIIEHI HE TOABKO y4Y€OHBIE, HO M BOCIHTATEABHBIE IIEAH. AHAAUIUPYIOTCA STAIIBl
dopMUpOBAHUA XYAOKECTBEHHOM IIKOABI aKAAEMHH, HEM3MEHHO AEMOHCTPHPOBABIIEH BBICOKOE
Ka4eCcTBO.

B XX-XXI Bekax B COOTBETCTBHH C AYXOM BPEMEHH aKAAEMHA HAYINAACH CONPAraTH BHYTPHU
ceOs (a 3HAYMT, M BHYTPHU OOINECTBA) Pa3HbIE XYAOKECTBEHHBIE OIITHKH, BBIABAAA AOCTOMHCTBO KaK
KAACCHYECKNX, TaK M COBPEMEHHBIX IIPOM3BEACHUH. DTOMY CIIOCOOCTBOBAAO OTKPBITHE B COCTABE
aKaAeMUH OTAeAeHHsA HoBenmux Tevenun (2011 r.).

KaroueBrnie caoBa: Poccuiickas akaAeMHsA XYAOKECTB, KAACCHKA B MCKYCCTBE, A3BIK HCKYCCTBA,

XYAOKCCTBCHHAA IIKOAAQ, XyAO)KCCTBﬁHHbeI BKYC, IOAUCTHAHUCTHKA B COBPCMCHHOM TBOPYCCTBE.

BubGanorpaduueckoe onmmcaHue AAA IUTUPOBAHUA:

KpuBuyr O.A. Dcrernka PocCHIICKON aKaACMHH XYAOKECTB M HOBBIC A3BIKH HCKyCCTBA //
Uckycerso Espasun. — 2017, — Ne4(7). — C. 18-28. DOI: 10.25712/ASTU.2518-7767.2017.04.001.
[Daexrponnsiit pecypc] URL: https://readymag.com/u50070366/870405/9/

TpyAHO HEpeoIeHUTh CO3AAHNE B Harrel crpaHe POCCHIICKON akaAeMUN XYAOKECTB, KOTOpasd
UTPAaeT HA IIPOTAKEHHUU ITIOCACAHHUX TPEX BEKOB HCTOPHH CTOAb BHAHYIO POAB B Pa3sBUTHH
POCCHIICKOTO ~ HCKYCCTBAa, KYABTYPBI, XYVAOKECTBEHHOro obOpasosanus. IlokasateapHO, dTO
IIEPBOHAYAABHOE OCHOBaHHE POCCHIICKOH aKAAEMHH XyAOKECTB OBIAO CBA3AHO C TAKHMH

yBaKaCMbIMHI B CTp?lHC HMHCTHUTYIHUAMH, KaK AKQACMI/I}I HAYK 1 AaACC — MockoBckuit yHI/IBCpCI/ITGT.
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Emgé Ilerp I mocae mocemenus B 1719 roay Ilapmxa m dpanysckux akaAeMHuil IPUHAA
pemrenne o0 ocHoBanmu Poccuiickorn Mmmeparopckoin akapemumu  XyAo:kecTB. Iloaroroska
AOKYMEHTOB HEMHOI'O 3aTAHYAACh. UyTh 1mosxe — 22 aexaOps 1724 roaa OH IOAIIHCAA YKa3, KOTOPBIH
IIpOBO3rAaIaA co3panue «EAMHON akapaeMHH Hayk M XyAOkecTB». Takmm obpasom, Poccuiickas
AKAAEMHA XYAOKECTB AOPOKHT TEM, YTO POAHUAACH OAHOBpeMeHHO ¢ Poccuiickoil akaaeMueil HayK 1
COTPYAHHYAET C HEH BOT yKe Tpu croAetus. [IpaBaa, moTpebOBaAOCHh IOUTH UETBEPTH BEKA, IOKA

6I)IA CO3AaH TOYHBIH perAaMCHT KHU3HU AKAACMIH.
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Puc. 1. Tlopmpen Ilempa 1. Mosauxa. Habpara
M.B. Aomonocosvim. 1754. Dpmumanc. Memounux:

http:/ | www.hermitagemusenm.org

Mmrrepatopckad akaAeMuA TPEX 3HATHEHIIHX XyAOKECTB OblAa OTKperra B IlerepOypre
pemennem Cenata ot 6 HOAOps 1757 ropa. C 1757 roaa mo 1764 roa Axasemus XyAOKECTB
cocrosina 1pu MOCKOBCKOM YHHUBEPCHTETE, XOTA OBIAO pelreHo momectuts ee B [lerepOypre.
Boapmme 326016 06 Akasemun xyao:xects nposBasia Vean Msamosuu IllyBasos, omexaBnumii u
co3parre MOCKOBCKOTO YHUBEPCHTETA.

[Tpu Exarepune II ObIA mpuHAT HOBBINA ITOAPOOHBIN yCTaB AKAAEMHH XYAOKECTB, a IIEPBBIM
HPESUAEHTOM CTAA OAM3KUIT rocyaapeiae Fisan Msanosuy berkmii.

B exatepuHuHCKHI ITEPHOA OBIAO OCYIIIECTBACHO CTPOHTEABCTBO AAA AKAAEMHH I'PAHAHO3HOIO
3AAHUA-AaHCAMOAA Ha BacnAbeBCKOM OCTPOBE, KOTOPBIH ABAKABI IIEPEACABIBAACA M B HTOIE CTAA
MaHH(ECTOM KAACCHIM3Ma B apxurekrype Poccnm, oOpasrom, Ha KOTOPOM YYHAHUCH ITOKOACHHS
OTEYECTBEHHEIX 30AYHX. AKAAEMUA CYMEAA BBIYYUTH U OOBEAHMHHUTH OOABIIIOE YHCAO BBIAAFOIIIUXCA
JKHBOIIUCLIEB,  CKYABIITOPOB M aAPXHTEKTOPOB, KOTOPBIE  IIOAHAAM  IIPOdPECCHOHAABHOE
1300pasuTEABHOE UCKyCcCTBO Poccun Ha ypOBEHD €BPOIEHCKUX AOCTUKEHUH SITOX M.

AeHCTBUTEABHO, IIEPBOHAYAABHO OOydeHHE B AKAACMUU XYAOKECTB BOCIIPHHHMAAOCH KaK
MHTEPBEHIIUA €BPOIIEHCKOIO OIIBITA — BEAb 3aBEAOBAAM KAACCAMH H IIPEIIOAABAAM B OCHOBHOM
HUTaABAHITEL, (DPAHITY3BI, HEMIIBI, PYCCKAX CIIEIIHAAUCTOB B TAKOM YHCAE HE OBIAO.

Ho yxe mepBele BBIIYCKH IIOKa3aAd, 9TO B POCCHH ITOABAAIOTCA COOCTBEHHBIC XYAOKHHKH-
IpodeCCHOHAABL, HE yCTylaromue HHOCTpaHiaMm. Crapliiee ITOKOAGHHE COCTABHAHM XYAOKHUKH
AHTpOIIOB (CBIH COAAATA), OpaThst ApryHoBel (ObBIHe KpertoctHbe rpacda [llepemeresa), PokoTos.

Vuenukam HpI/IBI/IBaeTCH AFOOOBB K U3AIMHOMY, OHH YBACKAIOTCS TCanOM, y4gaTcia <<KAaBHKOpAHOﬁ
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MY3BIKE», TAHITYFOT KOHTPAAHCH B MeHYaThl. Haunmasa ¢ mepsoro Berycka (1767 r.), BOCIIMTAHHUKH,
IIOAYYMBIINE 30AOTBIE MEAAAH, IIOCBIAAIOTCSA 32 TIPAHHUIY AAfl COBEPIICHCTBOBAHHA CBOHUX
crnocobnocreit. Caeayroree mnoxkoaenne — AJI. Aesunkuii, A.I1. Aocenxo, B.A. BopoBukoscknii
VIHAHCH YK€ Y PYCCKHX XYAOKHHKOB. AKapeMus OBICTPO HaOmpaa TeMibl u B KoHIE 7/0-X roaos
pycckme Mactepa yKe IIPEODAAAAAM CPEAH 3aBEAYIOIIHX KAACCAMH: IIOPTPETHBIH BO3TAABAAA

AL Aesunxuii, ncropuueckuii — I.1. Kosaos, mensaxueii — C.D. [lleapnn, OaraspHbI —

I'1. Cepebpsixos.

Puc. 2. A1 Aesuyxuil. Ilopmpem Examepunve I 6 Puc. 3. A.1I Aocenxo. Ilopmpem .M. I1lysanosa
sude saxonodamenvuys: 6 xpame boeunu Ilpasocyous — (1760). Xoaem, macao. I'ocyoapemeernnviil Pyccxuii
(1783). Xosacm, macno. 1 ocydapemeenmnviii Pyccxuil mysett, Cankm-1lemepype. Hemounux:

wysed, Canxm-Ilemepbype. Uemounux: http:/ | www.virtualrm.spb.ru/ resources/ vernisages/ d_47
http:] | nearyou.ru/ levitsk/ 2ekaterinal.himl!

Puc. 4. B.M. Axobu. Mnayeypayus
WMmnepamoperoi Axadesuu xyoosecns 7
urnaq 1765 z00a (1889). Xoacm, macao.
Hayuno-uccaedosamenvcxuii mysei Poccudickor

Arxademuu xyoomecmes, Carnxm-1lemepbype.

\ Uomounur: bttp:/ [ www.nimrab.ru/

Ecan rosopurs 06 acrermke PoccmilcKOM aKaAeMHH XYAOKECTB, O KYABTHBHPYEMOM B HEM
XYAO’KECTBEHHOM KAa4E€CTBE, TO OHA HE CBOAHMTCA K €AHMHOMY cTHAIO. C caMOro Hadara akaAeMHUA
OBIAA HEOAHOPOAHOH, C OAHOH CTOPOHBI, OTPa’kKaAd IIOMCKH COBEPIIEHCTBA CAMHUX TBOPIIOB,
C APYIOIl CTOPOHBI, OTBEYAAd 3aIIPOCAM EBPOIICHCKUX BEAHHH M COOCTBEHHBIX 3aKA3UHKOB.
TBOPEHHA AKAACMUH OTAUYAAA TTOAMCTHAMCTHKA.

Tak, HampuMep, 3HAMEHHUTOE HMIIEPATOPCKOE OAPOKKO OKa3bIBAAO CHABHOE BAHSHHE BEChH

mreproa A0 mocAeaneit Tperu XVIII Beka. CpeAan cBepIIeHHI 9TOrO BPEMEHH AOCTATOYHO HA3BATH
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[TerepOypr. M3 saaymannoii Ilerpom BeAmknm cTOAMIIBI BO3HHK YAUBHUTEABHBI TOPOA C €ro
H3BICKAHHON PEryAAPHOCTBIO, BEAHMKOACITHBIMHU IIEPCIIEKTUBAMH — TAKIMH XYAOKECTBEHHBIMI
YEPTAMH, YTO U CETOAHA CAYKAT OCHOBOI 0Opa3a CesepHoii croAmirer Poccum.

[Tozke akaAeMHSA ITOPOAUAA U3 CBOUX YICHHKOB IIOMCTUHE MACTEPOB EBPOIEHCKOrO MaCIITada:
sto baxkenos, Illyonn, Maproc, ®epop Illeapun, Kosarosckuii, xusomucer AOCEHKO H ApyTHE.
Pycckne XyAOKHHKH, OCBOUB OIBIT APYIHX CTPaH, IIPOSABHUAM HALMOHAABHYIO CaMOOBITHOCTb,
AOCTHUTHYB BBICOYAHIIEro HpOdecCHOHAAPHOrO ypoBHA. VM oramuarorca moprperst LllyOmma
B CKyABIIType, mopTpetsl Pokorosa, AeBurkoro B sxuBonncu. OHI CO3AAAN HAITHOHAABHYIO IITKOAY
IIOPTpETa, OTPA3HUBIIYIO HPABCTBEHHBIC U I'PAKAAHCKHIE HACAABI CBOEro BpemeHu. Bce atm macrepa
OBIAM BOCIIUTAHHUKAMU AKAACMHUM, 4 BBIAAFOIIINICA IOPTPETUCT BOPOBUKOBCKUI — €€ COBETHHUKOM.

C camoro Hadara axkaAeMus OBIAA HE TOABKO YYEOHBIM 3aBEACHHEM, HO U IICHTPOM
XYAOKECTBEHHOTO IIpocBerneHusa. Aas 0003HAYEHUA ICTETUYECKUAX IIPUHITUIIOB, IIAPCTBOBABIINX B
9TO BpEMfA B aKAACMHH, KAK HEAB3fl AyYIle, HAa MOH B3IAfA, IHOAXOAUT AHTHYHBI TEPMHUH
KAAOKAT'ATHS, osmagaromuii €eAMHCTBO IIPEKPACHOTO, AOOPOro m MCTHHHOTO. M mycTs Takas
YCTAaHOBKA CEif9ac BOCHPHHUMAETCA KaK BO MHOIOM yTOIIMYecKasd — 310 ObiAa cuabHad Y TOIIMA,
KOTOpaf AaBaAa MACAABI, CMBICAOBYIO OIIOPY B KH3HHU €€ BOCIIUTAHHUKAM.

O0600611aa cO3AaHHBIE BOCHHUTAHHUKAMU AKAAGMUH IIPOM3BEACHHUA 34 IIEPBBIE IIATBACCAT AET,
MOKHO CKa3aTh, YTO B AaKAAEMHUU I'OCIIOACTBOBAA KAACCHUITA3M (IIOCAE YIOMAHYTOIO YK€ OAPOKKO).
[To cyrm, pycckmii KAACCHIIM3M Pa3sBHUBAACA CTPEMHTEABHO M MOIIHO, OIlepekas BO MHOIOM
eBPOIIEHCKOE BOOOPAKEHNE 3TOTO THIIA.

Bmecte ¢ tem x konmy XVIII — magaay XIX Bexka cTaAn IOABAATBCA IPOU3BEACHHUA C YEPTAMU
pPAHHErO POMAHTU3MA ¥ CEHTUMEHTAAU3MA. DTO TOKE XapaKTepHasd IPHUMETa HAIIEH aKaACMUL.

Takum 00pPasoOM, MOMKHO CAEAATH BBIBOA O HEKOTOPOM HAapPaAACABHOCTH XYAOMKECTBEHHBIX
mouckoB B Poccum m  ma 3amase, O B3aUMOBAMAHHUM HCKYyCCTBA EBPOIIEHCKHX —CTPaH.
C eAMHCTBEHHOMH ITOIIPABKOM: TOT IyTh, KOTOPBIH 3aITaAHBIE AKAAEMHHU IIPOIIAU 32 TPHUCTA AET,
Poccuiickasn akapoeMus XyYAOKECTB OAOAEAA B ABA pa3a OBICTpEE.

baecramum Bpemenem craso npesuaeHTctBo Oaenuna, bproasosa, Kunpenckoro, Cuassectpa
[leapuna, Pepopa TOACTOro u 11E€AOH ITAESIABI APYTUX IIPOCAABACHHBIX HMCH.

Kak caomHAdg KyAbTYpHAA HHCTUTYIIHA AKAAEMHA XYAOKECTB HE H30eiKaAa U IPOTHUBOPEUMIH,
KOH(MAUKTOB B CcBOoeM pasBuTud. Tak, B 1863 TroAy HO3AHHI KAACCHIIM3M BCTYIIHA B OCTpOE
IIPOTHBOPEYHE C HAOHPABIIUM CHAY KPHUTUYECKHM PeaAM3MOM. 3HAMEHHUTHI OYHT, KOIAa
14 yuennkos Bo rAaBe ¢ Kpamckum B 3HAK HIpOTECTa IPOTHUB YCTAPEBIIHX HPABHA ITOKHHYAN
AKAAEMHUIO, K TPATHIECKHM IIOCACACTBHAM HE IIPUBEA.

Ho ¢ aroif mopel, ¢ MOMEHTa POKACHHA HCKYCCTBA IIEPEABMKHHKOB, CO BCEH CHAOM ObIAa
moctaBAeHa u  ocosHaBarach mnpodosema HEI'ATMBHOI'O B wmckyccrse. Ortcropa — poct
B CO3HAHHH XYAOKHHKOB HE IIPOCTO MAEH CO3AABATDH IIPEKPACHOE, HO H OIIYINATh CeOA COIMAABHO
aHraH(I/IpOBaHHbIMI/I.

[ToaoOHBIE HACH ITOABH/KHUYECTBA, HACH OCMBICACHUA MPAYHBIX U TAKEABIX UCTHH, B3TAAA Ha
HCKYCCTBO KaK CPEACTBO CAY/KEHUA BBICIIIIM HACAAAM OBIAM AAfA OOIIECTBEHHOro co3Hanus Poccruu
OYECHb CHABHBI U IIPHUBACKATEABHBI. ApPAMATHYECKH M AQKE TPATHYECKH OKPAIIEHHBIH CTPOM
00pa3oB, OTPAKAOIIUI BCE IMPOOAEMBI OBITHA, AOMUHHPOBAA B TEATPAABHOM, H300Pa3UTEABHOM
HICKYCCTBE, AUTEpaType. «YHIDKEHHBIE H OCKOpOAeHHBIEY, «Beanrie aroam» Aocroesckoro, «Baactp
temMe» A. ToacToro, «Boakn m opiery Ocrtposckoro, nmpousseaerus l'oroas, Caareikosa-Illeapnna,
CyxoBo-KoOsiauna, I'e, [TepoBa u Apyrux — 3T0T OECKOHEYHEIN OOPAa3sHBIN PAA BOCIIPUHIMAACA KaK
CYAHAHIIE HaA KH3HBIO. «MICKyCCTBO» M «IIPUTOBOp» — IOHATHA U3 TAKUX Pa3HBIX ODAAcCTed B

PYCCKOM CO3HAHHN COBMEIIAAUCH. TfKEABIH, CKOPOHBII OOAHK pPYCCKOW JKHU3HH, KAKHM OH
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IIPEACTABAA B OOABIIIHHCTBE IIPOH3BEACHUN BTOPOH IIOAOBHHEI BeKa, C(POPMUPOBAA H OCOOBII
B3TAAA HA IIPHPOAY TAAAHTA XYAOKHHKA, KOTOPBIH yiKe ITOHUMAACA HE KaK CYACTAHUBBIH, HO CKOpee
KaK TPArum4eCKuu Aap. ABropureTHsiii nckyccrsosep .1 ITocrieAoB odeHbp TOYHO OTMEYAET, UTO
npuOAu3NTEABHO € 80-X rOAOB B OOIIECTBEHHOM BOCIPHUATHH «CTPAAAHHE BXOAHAO B CAMBIH
COCTaB AAPOBAaHHA AapPTHCTA, B CAMOE €rO BO3BBIIIIEHHOE, a4 BMECTE C TEM U IKEPTBEHHOE
IIPEAHA3HAYCHHEY.

Qaxtnaecku m B Eppome B cepeamne — BTOpo# moAosmHe XIX Beka mpomsormeA HAAAOM
B XYAOKECTBEHHOM H KYABTYPHOM CO3HAHHH, CBHAETEABCTBYIOIIHII O TOM, YTO IIPEKpacHOE
B HCKYCCTBE CTAAO BBIMBIBATHCA, PACCMATPHUBATHCA KaK OAHA M3 BO3MOKHOCTEH HMCKYCCTBA, 4 HE KaK
ero KOpeHHOe mpeAHazHadeHue. [loszke camo mpekpacHoe MOAUPUIIMPOBAAOCH B HCTOPHUH,
AEMOHCTPHUPYA IIPO3PAYHOCTD KAACCHYECKOIO M HEKAACCHYECKOTO, U IIEHTPAABHBIM OPHEHTHP
XYAOKECTBEHHBIX IIOMCKOB 3aHAANM IOHsATHS BbIpasureabHoe u BHMITAADHOE. llvenno us
OCMBICACHHA Pa3HBIX (POPM BUTAABHOCTH B COBPEMEHHOM HCKYCCTBE CTAAH BBIPACTATH €TI0
MHOTOYHCACHHBIE 3K3UCTEHIIMAABHBIC TPAKTOBKU. BHTaAbHOE — TaMm, TAE€ CPEAH TAKECTEH
U cTpajaHud MBI Bee ke omnyrnaem Hekoe BEAHUWE JKVM3HI. Do Bednue KusHu He 0043aT€ABHO
HAC TIOAACPKHBACT, onTUMHu3npyeT. Ho MBI ITOHMMaeM, eCAM XYAOKHHK CAEAAA HEYTO CTPAIITHOE
IIPEAMETOM HCCACAOBAHUA U IIYCTh AQKE IIPOIAPAITAA HAC STUM BIIEYATACHHEM, — OH C HAMH, U MBI
moayunan xuBoir OTKAMK. BcaeA 3a HEM CpeACTBAMH HCKYCCTBA MBI CACAAAH IIIAr, YTOOBI
OCMBICAUTH HETATHUBHOE U APAMATHYIECKOE.

CoBpemeHHas TEOPHUA HUCKYCCTBA OYEHB ITOABH/KHA B ITIOMCKAX XYAOKECTBEHHBIX OPHEHTHPOB
COBPEMEHHOW IUBHAM3AIMU. MHOTOE TYT 3aBUCHT M OT 3aKa34MKa, U OT KOMMEPYECKOIO PBIHKA
upousBeAennit. Ho B mcropum TtBOpdYecTBa BCErAa ACHCTBOBAAM ABA HEM3MEHHEIX (aKTOpa:
TpeboBaHNE BKyCa U YKE€AAHUE HPABUTHCH.

HacMoTpeHHBIN rAa3 BCEIAd Pa3AHMYHUT KEAAHHE XYAOKHHKA OBITH KOHBIOHKTYPHBIM, ITOIIACTD
B CIPy¥O. A BOT YTOOBI OIEHHUTHh KOOPAHHATBI XOPOIIErO BKyCa, HAAO 3aAYMATbCA, HAAO
MOOHMAM30BATH BECh CBOI O3KIPAYHA.

Baknerimree 3aBoeBanne Poccuiickoll akaAeMHUH XYAOKECTB B HAIIIE BPEMSA — 3TO CIIOCOOHOCTD
OBITH HE IIPOCTO «3AKOHCEPBHPOBAHHOI» IOCYAAPCTBEHHOM HHCTHUTYIIHEH, HO OTBEYATH AYXY
BPEMEHH, BBIPAKATH CPEACTBAMH HCKYCCTBA BCIO CAOKHOCTb M IIPOTHBOPEYHBOCTH BHYTPEHHETO
MHpa 4YeAoBeKa, mocrurarorero xusue. B 2011 roay B Harmre#dl akapeMuH OBIAO OPraHH30BAHO
OTAEGACHHE HOBEHIIHX TedeHHH. (OTMmedy, YTO TaKHe OTAEACHHA IIOYTH HE CYIIECTBYIOT
B €BPOIIEMCKAX AKAACMHUAX, COCPEAOTOYECHHEIX Ha COXPAHEHHH IIPHEMOB MY3EHHOIO pemMecAa
1 MacTepCTBa. Takasd OT3BIBYMBOCTH COBPEMEHHBIM COCTOSHHAM CO3HAHHA XapaKT€pHA KaK AAA
KHBOIIUCLIEB,  CKYABIITOPOB, TIpapUKOB, AHM3aHHEPOB, Tak H  AAA  HCKYCCTBOBEACHHI,
pasBuBaroreroca B cucreme PAX.

CeroAHsi B OCHOBE 9BOAIOIINH XYAOMKECTBEHHOM ACKCHKH A€KAT CAOKHEHIIIHE MEXaHH3MBI
BHYTPHUXYAOKECTBEHHBIX MOAMuKaruii. Ayx HIIeT B HEHU3BECTHOM TO, HYTO OTCYTCTBYET
B M3BECTHOM. DTa (DOPMyAa BCEIAd OYAET ABAATH COOOM IIPY/KUHY, TOAKAIOIIYIO TBOPIIOB K HOBBIM
ITONCKaM (M HE TOABKO XYAOKECTBEHHBIM, HO M CMBICAOKH3HEHHBIM), K HOBBIM 3KCIIEPHMEHTAM,
K CO3AAHHIO TOTO, YTO EITE HE CYIIEeCTBOBAAO.

Bce a10 ceroams pasyer Hac, Tak Kak IOOYKAA€T IIPOCBEINEHHOIO 3PUTEAS K BCTPEIHOMY
TBOPYECKOMY ABIDKEHHUIO, IIOTEHIIUPYET €ro BOOOPAKEHHE, CIIOCOOCTBYET Pa3BUTHIO «CAOKHOIO
YEAOBEKAY, IIPEOAOAEBAIOIIETO CTEPEOTHIIBI, CIIOCOOHOTO K IIOMCTUHE TBOPYECKOMY MBIIIIACHHUIO.

KaxABIIT XYAOKECTBEHHBIH 9Tall BO3ACHCTBYET Ha IIOCAeAyrormme. OTAeAeHHE HOBEHIIHX
XYAOKECTBEHHBIX ~TEYEHHUN aAKAACMHH aHAAU3HPYET IIPHUPOAY IIEHHOCTH  HEKAACCHYECKHX

IIPOU3BEACHUH: TAKUX Kak aOCTpaKTHAf  KHBOIIMChH, HHCTAAAAIIAM, OOBEKTBI, BHACOAPT,
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1epOPMAHCE U APyrHE. DTO YPE3BBIYANHO HYKHASA pabOTa, IIOMOIAOINAA BBIABACHUIO ITOAAMHHO
3HAYUMBIX AUHHUH B IIAACTHYECKOM MBIIIIACHUN COBPEMEHHUKOB, TAK KaK IIO IIOBOAY HOBEHIIIHX
IIPOU3BEACHUH B OOIIECTBE 3aYACTYIO HET COIAACHAL.

Takum 00pasoM, akaAeMusA HAYIHAACh COOPAraTh BHYTPH cebA (a 3HAYNT, W BHYIPH
o0ImecTBa) pasHbIe XYAOJKECTBEHHBIE OIITHKH, BBIABAAA AOCTOHMHCTBO KAK KAACCHYCCKHUX, TaK
1 COBPEMEHHEBIX HPOU3BEACHHN. B orom — Bakmeiimmas ceroAnsamH:As crocoonocts PAX  kak
TOCYAAPCTBEHHOTO HHCTHUTYTA, MOTUBHPOBAHHO ITOKA3BIBAIOIIEIO OTEYECTBEHHOMY 3PUTEAIO, KaK
IIIAT 32 IIArOM 9BOAIOIMOHHUPOBAAO xyAokecrBeHHOe BuAeHume B MCTOPHMI, xax B ocHOBe
U PEAAHCTHYECKUX, U HE@HUIYPATUBHBIX IIPOMU3BEACHUN, IO CYTH, ACKAT OAHH U TE IKE
MAACTHYECKHE IIEHHOCTH — WCIOAB30BAHHUE CAOXKHBIX TOBOPAINUX KOMIIO3UIIMOHHBIX
IIPUEMOB, KpeaTuBHAA Ae(popMaIua PUCYyHKA H MHOIOE APYTroE.

W camo XyAOKeCTBEHHOE TBOPYECTBO, PA3BUBAIOIIEECH B AOHE AKAACMUH, U HayKa 0O HCKyCCTBE
HOATBep:KAaroT o1o. Tak, TBOopuectBo H. Hecreposoii, A. Haymosoii, 3. Lleperean, T. Caraxosa,
B. Kaananna, A. Arobasuna, M. Crapxenenkoit, [TaBaa Hukonosa, O. Byarakosoii, K. Xyasxosa,
kak u TBOpuectBo B. Hecrepenko, A. bearoxkmma, — Bce 3TO pasHble cIekTpsl borrud,
B3aUMOAOTIOAHUTEABHBIE B HAIIIEM ITOCTH/KEHUN MUPA B €r0 3HAYCHHHU AAfl UEAOBEKA.

Ceroans HaOHpPaeT CHAY Takafd IIOBCEMECTHAf TEHACHIIHUA B TBOPYECTBE, KAK CTPEMACHHE
padoTaTh Ha TPAHHIIC IPEAMETHBIX M aOCTPAKTHBIX (POpPM. AKIIEHT HE HA 3aBEPIICHHOCTb, 4 HA
IIOTEHITUPOBAHIE 3PHUTEABCKOIO BOOOpaKeHHA. Takoro poaa SKCHIPECCHBHYIO aOCTPAKIIHIO
A OIICHUBAIO OYEHDb BBICOKO. MOKHO CKa3aTh, YTO IKCIIPECCUBHASA AOCTPAKIIUA, YXOAAIIAA CBOMME
kopasMu B [lapmxckyro 1mkoay, B TBOpuectBO Marmkosa, Paapka, 'omuaposoit, AapmoxHoBa
U Apyrux mactepoB «bByOHOBOro BaseTa», CEroAHA OAHIIETBOPAET YPE3BBIYANHO ITAOAOTBOPHYIO
EBPOIEIHCKYIO TEHACHIIUIO, CBOMCIBEHHYIO BBIAAFOIIIUMCHA MACTEPAM COBPEMEHHOI MHPOBOM
xusormen. Croaa Ovr g orHec Hukoaa ae Craap, I'epxapaa Puxrepa, Arocbena ®periaa, MHOIIX
APYIUX aBTOPUTETHBIX MACTEPOB.

Mcroapsyembie UMu IPHEMBI i OOO3HAYHA OBl KaK «MATKOE PACIIPEAMEYHBAHHE» KAPTHHEL,
KOTAQ2 y3HaBaeMble OOpasel MOAH(HUIUPYIOTCA B  BBIPASHTCABHBIC CHAYITBL. A CHAYITHI
IIPETEPIIEBAIOT CAOKHYIO TPAHCKPHUIIIIHIO, IIPEBPAIAACh B IIBETOBBIC IIATHA, KOHTYPHI, OAHKH.
MrtoroBoe m3o0OpameHHe POKAACTCA KAK «U3BACYCHHE U3 HATYPBI», €€ BO3IOHKA, KaK IIPOIECC
((I/ICHapeHI/IH» MaTepI/IaAbeIX q)OpM, COBCpLHCHHbIﬁ 3HCPFI/I€I>'I 3pI/IT€AbHOFO CABI/II‘a,
repeOKyCHPOBKHU TAa3a. BosHnKaeT kak OBl IIPOMEKYTOYHOE COCTOAHUE MEKAY XYAOKECTBEHHOM
MHMETHYHOCTBIO U 9KCIIPECCUBHOI abcrpakiueri. [TpocTpaHCTBO XOACTA HCKYCHO HACBIIIAETCA
[ICPEIIACTCHUEM IBETOBBIX M IIAACTHYCCKUX 3HAKOB: IIPM BHUMATEABHOM BCMATPHBAHIH
B aOCTPAKTHOI, Ka3aAOCh OBI, KAPTHHE HAYHMHAET IIPOABAATHCA M300pa3uTeAbHAs CTPYKTypa. Takme
IIPOM3BEACHNA, KOHEYHO K€, TPEOYIOT OT 3PHTEAfl «HACMOTPEHHOCTH» TIAa3a, OOraroi
ACCOIMATUBHOCTH, BOOOPAKCHHUSA, COTBOPYECKOIO YYACTHA B HIPE M 3AMBICAOBATHIX IIEPEXOAAX
dopmer 1 «meTadOPMBI».

M XyAOKHUKH, U HMCKyCCTBOBEABI AKAAEMHH XYAOKECTB TPYAATCA HAA TEM, YTOOBI BO3pacTasa
TOACPAHTHOCTD AIOACH, JKEAAIOIIHX IIPHOOINNUTBCA K HOBeHmremy wmckycctBy. Hecmorpsa Ha
TPYAHOCTH, IIPOMCXOAAIIME B HAIIEH CTPaHE, MBI CTAPAEMCA BOCIIUTHIBATH CAOKHOI'O YEAOBEKA,
00AaAAOIIIETO  COOCTBEHHBIM BBIHOIIICHHBIM XYAOMKCCTBEHHBIM BKyCcOM. (O0OAapaHHE BBICOKHM

XYAOKCCTBCHHBIM BKYCOM HC ACAACT YCAOBCKaA boaee CYACTAUBBIM, HO OHO A€CAACT YCAOBCKa

BOAEE CBOBOAHBIM.

Crarpa mocrynmaa B peaakimro 06.12.2017 r.
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Abstract

The author gives analysis of major aesthetic principles of the Russian Academy of Arts, shows
their change from the imperial baroque (in the XVIII century) to classicism, a dominant style of the
first half of the XIX century, and further on to critical realism. Attention is given to the activities of
the Academy as a state Institution, which did not only realize training but also educational
objectives. The article reviews the main stages of the Academy art school, which unfailingly
demonstrated top quality.

In the XX-XXI centuries in line with the spirit of the time the Academy learnt to encompass
within itself (which means the same in regard to the society) various artistic optics (visions),
bringing out merits of classical as well as modern pieces of art. A department of new trends set up
in the Academy in 2011 much contributed to this.
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It is difficult to overestimate foundation of the Russian Academy of Arts in our country, the
Academy which for the latest three centuries has played an outstanding role in the development of
Russian art, culture and artistic education. It is indicative that primarily the foundation of the
Russian Academy of Arts was connected with such acknowledged institutions as the Academy of

Science and the Moscow University.
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It as far back as in 1719 after his visit to Paris and French academies Peter I made a decision to
found the Russian Imperial Academy of Arts. Due to handicaps with documents, the process was
delayed. It was later on December 22nd 1724 that he signed a decree which proclaimed set up of the
“unified Academy of Science and Arts”. Thus the Russian Academy of Arts appreciates the fact
that it came into being together with the Russian Science Academy and has been cooperating with it
for three centuries. However, it had taken about a quarter of century before adequate regulations of
the Academy were drawn up.

The Imperial Academy of Three Nobel Arts was opened in Petersburg by the Senate decree of
November 6th 1757. From 1757 up to 1764 the Arts Academy functioned within the framework of
the Moscow University, though there was an idea to place it in Saint-Petersburg. L.I. Shuvalov,
benefactor of the Moscow University, patronized the Academy. Under Catherine II a new charter
was adopted and LI. Betskiy, who was close to the empress, became the first head of the Arts
Academy.

During the reign of Catherine II a construction of an imposing ensemble building for the Arts
Academy was carried out on the Vasilievsky Island. The building underwent two reconstructions
and finally became a manifest of classicism in Russian architecture. It set an example for generations
of native architects. The Academy brought up and unified a great number of outstanding artists,
sculptors and architects, who brought Russian professional arts to the level of greatest European
achievements.

In fact primarily education in the Academy was mainly an intervention of European experience
as it were Italians, Frenchmen, Germans who were in charge and conducted classes, Russian
teachers were few.

However first graduates demonstrated that Russia bought up its own professional artists
equaling foreign masters. The elder generation comprises such artists as Antropov (soldier’s son),
the Argunovs brothers, (former serfs of count Sheremetyev), Rokotov. Students were taught finesse,
they were enchanted by theatre, and they learnt “clavichord music” and danced contredance and
minuets. Beginning with the first graduation (1767) graduates with golden medals were sent abroad
to improve their skills. Russian artists taught the next generation — D. G. Levitsky, A.P. Losenko and
V. L. Borovikovsky were taught by Russian artists. The Academy was rapidly progressing and at the
end of the 70s Russian teachers prevailed among class tutors: the portrait class was headed
by D.G. Levitsky, historical class — by G.I. Kozlov, landscape class- by S.F. Shchedrin, battle class —
by G.I. Serebryakov.

If we start discussing aesthetics of the Russian Academy of Arts and the level of artistic quality
cultivated by it, it did not go down to one style. From the start the Academy was not homogeneous.
On one hand, it (aesthetics) reflected drive of artists for perfection; on the other side, it met the
demands of European trends and customers. Pieces of art created by the artists demonstrated
polistylistic approach.

For instance, the famous imperial baroque had been exercising a great influence all through the
petiod up to the last quarter of the XVIII century. Among the great achievements of that time is
the city of Saint-Petersburg. Peter’s the Great idea of the capital has realized into a fascinating city
with exquisite regularity and gorgeous perspectives, with artistic features which up to now are basics
of the image of the northern capital of Russia.

Later on the Academy gave birth to a row of European scale masters: Bazhenov, Shubin,
Martos, Fedor Shchedrin, Kozlovsky, Losenko and others. Russian artists, enriched by experience of
other countries, attained high professional level and displayed national originality. This is fully
applied to the sculptural portraits of Shubin, portraits of Rokotov and Levitsky. They created a
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national portrait school which reflected moral and social ideals of their time. All these masters were
student of the Academy and the outstanding portrait artist Borovikovsky — its counselor.

From the start, the Academy was not only an educational institution but a center of arts
enlightenment. The best word to define aesthetic principles of the Academy at this time is to my
mind the antique term KALOKAGATHIA, which means unity of beauty, goodness and truth. Let
this approach seem utopian — it was a strong utopia, which gave ideals and moral support to
students in their lives

Summing up works created by the Academy graduates over the first fifty years it can be
concluded that the dominant style in the Academy was classicism (after the above mentioned
baroque). In fact the Russian classicism developed rapidly and mightily overtaking in many ways the
European idea of classicism.

At the same time by the end of XVIII — beginning XIX centuries one can see emergence of
pieces of art with traits of early romanticism and sentimentalism, which is also characteristic of our
Academy.

Thus we may speak about certain parallel development of artistic search in Russia and in the
West, about mutual influence of art in European countries. There is only one small remark: the way
which took western academies three hundred years was covered by the Russian Academy of Arts
twice as quickly.

As glorious went down the history of the Academy the period of presidency of Olenin,
Brullov, Kiprensky, Sylvester Shchedrin, Fedor Tolstoy and other outstanding personalities.

As a complex cultural institution, the Academy could not help avoiding contradictions and
conflicts in its development. This in 1863 late classicism came into sharp contradiction with growing
critical realism. The famous revolt when 14 pupils headed by Kramskoy quit the Academy in protest
did not lead to any tragic consequences.

Since the time when art of the Peredvizhniks appeared, a problem of the NEGATIVE in art
came into being and raised artists’ awareness. It gave growth to artists’ awareness not only of ideas
of beauty but also of ideas of social response.

Ideas of selfless devotion, understanding of gloomy and grave manifestations, a look at art as a
means of serving high ideals were strong and attractive for Russian society. Dramatic and tragical
images reflecting problems of being dominated in theatrical and fine arts, literature “Humiliated and
insulted”, “Poor people” by Dostoevsky, “ The Power of Darkness” L. Tolstoy, «Wolves and Sheep”
Ostrovsky, books by Gogol, Saltykov-Shchedrin, Sukhovo-Kobylin, Ge, Perov and others — this
endless line of images is perceived as condemnation of life. “ Art” and “Condemnation” — concepts
from different walks of life were linked in Russian mind. Heavy and tragical look of Russian life as
it was reflected in most pieces of art in the second part of the century, determined a specific
understanding of an artist’s talent as a tragic rather than a lucky gift of nature. The well-known art
critic G.G. Pospelov correctly points out that about since the 80s public perception regarded
“suffering” as part of an artist’s talent, the most sublime and at the same time selfless mission.

Actually there happened a break down in artistic and cultural consciousness in Europe in the
second half of the XIX century, when the beautiful in art started getting withdrawn, regarded as
only one of art options, but not as its basic designation. Later on the concept of the beautiful was
modified in history thus demonstrating transparency of classical and nonclassical. The central
objective of artistic search was taken up by the concept of expressiveness and vitality. It was
comprehension of various forms of vitality in modern art which gave life to multiple existentialist
interpretations. Vitality is found where among life burden and sufferings we still feel BREEZE OF
LIFE. This breeze does not necessarily support and optimize us. But we realize that if an artist

26



The Art Of Eurasia Mckyccrso EBpasun
Ne4(7) o 2017 Ne4(7) o 2017 ISSN 2518-7767

investigates something terrible and even injures us by this impression — he is with us and we have
got a life RESPONSE. Following him by means of art we make a step to comprehend the negative
and dramatic.

The modern theory of life is mobile in search of artistic guidelines of modern civilization.
Much depends on the customer and commercial art market. The history of art is characterized by
two factors: taste demands and desire to be liked.

A practiced eye would always discern an artist’s wish to follow conjuncture, to get into stream.
But in order to appreciate a good taste one has to use his mind and mobilize his background.

The main achievement of the Russian Academy of Arts nowadays is its capacity not to remain
“rusty” state institution but to respond to the spirit of the time, to express by means of art all
complexity and contradictions of man’s inner world..

In 2011 a department of new trends was set up in our Academy. It should be pointed out that
such departments are almost missing in European academies which mainly concentrate on
preservation of museum methods and skills. Response of this kind to modern states of mind is
characteristic of artists, sculptors, graphic designers and designers as well as of art researchers
within the framework of the RAA (Russian Academy of Arts).

Nowadays there are complex mechanisms of artistic modifications at the bottom of evolution
of art language. The spirit seeks in the unknown that which lack in the known. This formula has
always been a spring pushing creators to new search (not only artistic but also in the domain of life
senses), to new experiments, to something which has not existed.

All this fills us with joy, as it makes enlightened spectator move forward to meet the trends,
activates imagination potential, contributes to molding a complex man, who overcomes stereotypes
and is capable of creative thinking.

Each artistic stage influences the next one. The department of latest trends in art at the
Academy analyses the nature of nonclassical pieces such as abstract painting (installations, objects,
video art, performance and others). This is very important as it helps determine really significant
lines in flexible modern thinking as there is no concord concerning new pieces of life in our society.

Thus the Academy learnt to encompass within itself (which means the same in regard to the
society) various artistic optics (visions), bringing out merits of classical as well as modern pieces of
art. This can be regarded as the main capacity of RAA as a state institution, which demonstrates to
our people a step-by-step evolution of artistic perception down the history of the mankind.
It shows that at the bottom of realistic and nonfigurative pieces of art there are the same ways of
artistic expression — complex composition methods, creative deformation of drawing and others.

Creative art developing in the framework of the Academy as well as art research confirms this.
Thus the art of N. Nesterova, L. Naumova, Z. Tseretely, T. Salakov, V. Kalinin, A. Lubavin,
I. Starzhenetskaya, P. Nikonov, O. Bulgakova, K. Khudyakov, as well as V. Nesterenko, D. Belukin —
all this reflects various strata of the being which are mutually complimentary in our attempt to get
an insight in the world and its meaning for the mankind.

Nowadays we can see a fast growing tendency in art to work on edge of real and abstract forms.
The accent is made on non-finality, which activates the spectator imagination. I appreciate this kind
of expressive abstraction very highly. It can be said that expressive abstraction stemming from the
Paris school, the art of Mashkov, Goncharov, Larionov and the other members of the “Jack of
diamonds” is an embodiment of a fruitful European tendency, characteristic for outstanding
masters of modern painting at present. I would mention here Nicolasde Staél, Gerhard Richter,

Lucian Freud and others.
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I would characterize their method as “soft dissolution” of the picture, when familiar images are
modified into expressive silhouettes. These silhouettes get transcribed into colorful spots, shapes
and flares. The final image is born as “subtracted from the natural”, its sublimation, as a process of
evaporation of material forms, executed by the energy of visual shift, eye refocusing. We get a kind
of transition between artistic imitation and expressive abstraction. The space of the canvas is
artfully saturated by interwoven colorful and supple signs: on close examination one can see in the
abstract painting an artful structure. Of course such pieces of art require from the person a certain
“trained eye”, imagination rich in associations, cooperation in the play and fancy transition of forms
and metaform.

Painters and art critics of the Academy work at increasing tolerance among people eager to
learn about new art. In spite of difficulties in our country we try to bring up a complex man with a
developed art taste. Refined taste does not make people happier but gives them more freedom.

Received: December 06, 2017

28



