There is no universal approach to the modernisation of museum building; but we can try to define
some key principles of interaction between historic and contemporary architecture and examine the
most widely accepted forms.

The first (“harmonious”) principle represents the consonance of various architecture styles that do
not break the uniform architectural image of the museum. This principle of modernization does not
mean a duplication of the historic building, it is about using the same stylistic frame.

The second (“neutral”) principle is about introducing into the museum complex a new premise
with no architectural message or individual style, which will not interfere with the ancient main build-
ing; it can also be a separate building of mere functional character.

The third (“contrasting”) principle is the most outstanding one because it represents the artistic
spirit of the contemporaneity. The architecture of the new building or museum site represents a style
contrastively juxtaposed to the historic premises.

The synthesis of styles can make an architectural image exceptionally expressive in the contempo-
rary world of globalization and technical progress. Therefore, historic architecture still survives, whereas
modern architecture serves to face the multiple challenges of the new age.
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ICTeTNKa YacTU U LEeN0T0 B MPAaKTIKe XYIOKHUKA U pecTaBpaTopa

Obpamenne K GUI0cOGCKUM KaTerOpMAM YaCTUYHOCTY U LIEIOCTHOCTYU IIPOM3BENCHMS VC-
KYCCTBA CTAHOBUTCSI CETOMHS OJJHOJ U3 Hauboee sIPKMX NMPYMeT MCCIefOBAHNUI ICKYCCTBOBELOB
Y TBOPYECKVX M3BICKAaHUI XYZOKHUKOB. TeMa pparMeHTHPOBAHHOCTY, IOBPEX/EHHOCTH, YTpa-
YEeHHOI1 11e/IbHOCTY BCe Yallle BBOAUTCS KaK «KaMepTOHHas» GOpManbHO-KOMITO3UIIMOHHAS MJIest
PV CO3[aHUY NIPOU3BEIEeHNIT KaK M300pa3nuTeNIbHOrO, TaK ¥ IPUK/IATHOTO VICKYCCTBA OTEUeCTBEH-
HBIMI U 3apyOeXHBIMI XyLO>KHUKaMM. Bojtee TOro, CO3HAaTeIbHO «OOBITPBIBAETCSI» HE TOIBKO MO-
TUB IOBPEX/IEHNMII, yTparT, IaTMHbI BPeMEHM), HO U TeMa BOCCO3[JaHMsI, pecTaBpaliuy IpousBefe-
HYS (JOCTaTOYHO BCIIOMHUTb, HAIIpuMep, nonotHa I. boromonosa).

KopHu 37011 TeHIeHIM BOCXOAAT, AYMaeTCsl, K CKIIOHHOCTM SIOXY IOCTMOZEPHA K OeCKOHed-
HOMY LIMTHPOBAHVIO HACIeANs IPEeAbIAYIIVX 310X, @ 3HAYNT, K HOACIYFHOMY OTHOLICHNIO K KY/Ib-
TYpHOMY «baraky» 4e/ioBe4ecTBa KakK K VICTOUHVKY U, C/IEOBATENbHO, K TEKCTY B LIMPOKOM IO-
HYMaHUY 9TOTO CI0Ba (U 371eCh MO>KHO BCIIOMHUTD M3BecTHOe BbicKaspiBanue JK. [leppupa o Towm,
9TO CTOMT—3TO TEeKCT). V, KOb CKOPO peub MaeT 00 MCTOYHMKE, HeM30eXKHO BCTAIOT BOIPOCHI
VICTOPMYECKMX HAITACTOBAHMUIA, «IIYMOB», YTPAT ¥, COOTBETCTBEHHO — IPOYTEHNsI, PEKOHCTPYK-
LIVIY, MHTEPIIPETALVIIL.

Kak Henp3st 60rmee BayKHBIMM 3TV BOIPOCHI OKAa3a/INCh CETOAHS [IsI METOJOIOT M HAyIHOI pe-
craBpanuy npoussefennit uckyccrsa. 10.I. bobpos ybexurtenpHO mokasa, 4To, Ha KaKMX OblI Iy-
PUCTCKMX MO3VIMAX HEBMELIATe/IbCTBA B IIAMATHVIK HU CTOSUI peCTaBPaTOp, OH HeM30eXXHO BHO-
CUT HEYTO He TONbKO B €r0 MaTepuIo, HO U B €r0 XyHZOXKEeCTBEHHBIIT «TeKCT». [Ipyrumm cioBamiu,
pecTaBpalys B M0O0M C/Iydae eCTb MHTePIPETaLVsl: XOTs Obl IIOTOMY, YTO TaK Ha3bIBaeMble «TeX-
HIYECKYIO» U «XYOXKECTBEHHYIO» ee CTauy HEeBO3MOXKHO IIOJTHOCTBIO OTHEIUTD APYT OT Apyra.

Oco6y10 OCTPOTY U 3HAYMMOCTD IPOOIeMa COOTHOLIEHNS YaCTH U L[eIOT0 NprodpeTaeT B 00-
JIaCTYU pecTaBpalLMy IPY BOCIIONHEHNN YTPaT. 3ajiadya pecTaBpaTopa — He BOCCO3/aHNe «IIePBOHA-
YaJIbHOTO» BUJA IIPOM3BefeHNs (4YTO 6bUTIO ObI METOJOMIOTMYECKO OLIMOKOIT), @ BOCCTAaHOB/IEHNE
XYHZO>KECTBEHHOJI 1IeIOCTHOCTU ero OOJIVKa, €ro «IIOTEeHIMATBbHOTO eAMHCTBa». BakHO mopuep-
KHYTb, 4TO PeCTaBpaTop, XOTs ¥ HaXOAUTCS Ha MO3ULMAX MCCIIeNOBaTeNs], a He XYAOKHUKA, JIs
peanusanyy JaHHOI 3aa4M HO/DKEH 00/1afjaTh BBICOKOKAYeCTBEHHBIMI XYA0XKECTBEHHBIMU KOM-
neTeHIMAMI. V Xy[LOXKHUK, CO3IAIOIINIT HOBOE IIPOU3BeeHNe, U PECTaBPaTOp, pabOTAIOMINIL C YKe
CYLECTBYIOIIMM, B CBOEil MPOdeCcCcHOHaIbHO IMPAKTUKe VMEIOT JIel0 C OFHUMMU U TeMu e (yH-
[laMeHTa/IbHBIMI KaTeTOpUsAMIY YacTI U L[eJIOTO.
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AESTHETICS OF PART AND WHOLE IN CREATIVE PROCESS AND CONSERVATION PRACTICE

The turn to philosophical categories of part and whole is one of the most characteristic features
both of art history research and artistic practice today. The theme of the fragmented or damaged piece
of art, of the lost integrity comes up more and more intensively as a core compositional idea in both
fine and applied arts in works of national and foreign artists. Moreover, it is not only the issue of losses,
damages, patina that is consciously used to the best effect, but also the theme of reconstruction, con-
servation, restoration (see f.e. paintings by G. Bogomolov).

The situation derives from the typical postmodernist disposition to endless quotations from previ-
ous epochs’ heritage, and therefore, from treating cultural background as a source, and, consequently,
as a text in a broad sense of the word (just reminding J. Derrida’s famous saying that a table is a text).
Speaking of historical source, issues of “layers”, “noises’, distortions and interpretations arise.

Today these problems are of high importance for the methodology of conservation of art. As con-
vincingly demonstrated by Yu. G. Bobrov, a conservator, however purist position of non-interference
he may take, it inevitably affects not just the material of the work of art, but the very artistic “text”
as well. In other words, conservation is an interpretation in any case, due at least to the fact that it is
impossible to fully isolate so called “technical” and “artistic” conservation stages.

The problem of relations between part and whole appear to be of special importance in the field
of conservation on its stage of loss compensation. Conservator’s task is not to reconstruct “initial” ap-
pearance of the object, which would be a methodological mistake, but to recover its artistic integrity,
or “potential unity”. Although a conservator acts as a researcher rather than an artist, to fulfil the task
he should be a highly skilled artist. Both an artist creating a new piece and a conservator treating the
already existing one, have to deal with fundamental categories of part and whole.



